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MATHUIIA CPIICKA
OJIEJBEBE 3A CLIEHCKE YMETHOCTH U MY3UKY

MATICA SRPSKA
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36opnux Mainiuye cpiicke 3a cyencke ymeiinociiu u my3uxy (CIP
78+792(082), ISSN 0352-9738, COBISS.SR-ID 16339202) nokpenyT je 1987.
TOIMHE Ka0 YacOIUC OPHjEHTHUCAH MPETEKHO Ka HCTOPUJCKUM, €CTETHUYKUM
Y TEOPHjCKUM TPOyUYaBarbIMa MO30PUIITHE U MY3WYKe, Kao U (PHIIMCKE yMeT-
HocTH. O0jaBJby]y c€ HCKJbYUHBO OPUTHMHAIHYU HAYyYHU PaJiOBU — U3 Tea-
TPOJIOTH]e, MY3UKOJIOTH]€, ETHOMY3HUKOJIOTH]€, UCTOPHje U TeopHje prima.
[MToceOHa maxxwa nocseheHa je muTamuMa pa3Boja OBMX YMETHOCTH Ha IPO-
ctopy Jyroucroune u Cpenmwe EBpone, nperexHo ynyTap kyatype Cpoa
U IpYyTUX KyJITYpOM MOBE3aHUX HApOJa y PErHoHy. 300pPHHK j€ OTBOPEH
3a ayTOpe pa3InIUTOr HAyYHOT HHTEPECOBamha, 3a CapaJHUKE Y 3eMJbH, U3
LIEHTapa ca TepUTOpHje OuBIIe JyrociaaBuje U U3 UHOCTpaHCTBA. OTBOpEH je
u peMa MiahuM capaJHUIIMMAa, KOjuMa ce Ipyska MPUITHKA J]a CBOje IpBe
panose o0jaBe ynpaBo y 300pHuKY. CBe paZioBe KOjU CTUTHY Y PEIaKIU]y
OLICHY]y /IBa CTPYUHA PELIEH3EHTA, a TI0 NOTPeOH U BUllle BUX. 300pHHUK
ce mITamIia Ha CPIICKOM je3UKy NUPUIMYHUM IUCMOM, Ca pe3UMEOM Ha
EHIJIeCKOM. PyKomnucu Koje ayTopy rmoinajby Ha jeHOM OJf CBETCKHX je3UKa
ITamMIajy ce y OpuruHaiy, ca pesuMeoM Ha cprickom. Caapikaju yacomnuca
KOMIIOHY]Y C€ y TpH pyOpuke: 1. Hay4dHe cTynuje, 2. apXxuBcka rpaha, Mmemo-
apcKy MPUIIO3H, 3. MpuKa3u u Hekponosu. [Ipuirkom yrephuBama Canpikaja
360pHHKa, TEKCTOBU Cy pacriopel)eHr XpOHOJIOIIKH U TEMATCKH, Y 3aBUCHOCTH
ofl MaTepHje Kojy capaauuii oopalyjy. [Ipe nBe pyoprke 300pHIKA UMAjy
CaXeTKe, KJby4uHe peun u pesnme. Ceu 00jaBibeHU TekcToBU Majy YK 6poj
o mehyHapoHoj OnbIMoTEeYKOj Kiacuukaiuju, a CBaku Opoj caipxu
MMEHCKH perucTap. 300pHHK U3J1a31 PEIOBHO, J1BA ITyTa TOAHUIIEHE y 00UMY
o7 oko 25 ayTopckux Tabaka. Yacomuc gocreBa pazMeHoM y oko 100 6ubmu-
oreka y ceTy. becrinaran npuctyn untepret uznamwy y PDF ¢popmary omo-
ryheH je Ha cajry: http:/www.maticasrpska.org.rs/category/katalog-izdanja/
naucni-casopisi/zbornik-matice-srpske-za-scenske-umetnosti-i-muziku/.

Matica Srpska Journal of Stage Arts and Music (CIP 78+792(082),
ISSN 0352-9738, COBISS.SR-ID 16339202) was launched in 1987 as a journal
oriented mainly towards historical, aesthetic and theoretical studies of the-
atre, music, and film. Only original scientific works are published — in the
fields of theatrology, musicology, ethnomusicology, and history and theory
of film. Special attention is paid to the issues of the development of these
arts in the regions of Southeast and Central Europe, predominantly within
the culture of Serbs and other nations in the region linked through common
culture. The Journal welcomes submissions from authors of broad scientific
interests — domestic authors, as well as the authors from the countries of former
Yugoslavia and from abroad. It also welcomes contributions from young
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authors, who are given the opportunity to publish their first papers in the
Journal. All papers are evaluated by two expert reviewers, and if necessary
by more than two reviewers. The Journal is printed in Serbian language and
Cyrillic script, with summaries in English. Manuscripts sent by authors in
one of the world languages are printed in the original language, with a sum-
mary in Serbian. The Journal is divided into three sections: 1. scientific
studies, 2. archival materials, memoir papers, and 3. reviews and necrolo-
gies. When determining the Contents of the Journal, the texts are arranged
chronologically and thematically, depending on the topic being addressed.
The first two sections of the Journal include abstracts, keywords, and sum-
mary. All published texts are assigned a UDC number according to the
international library classification, and each volume contains an index of
names. The Journal is published regularly, biannually, containing up to 25
author sheets. The Jornal is exchanged with around 100 libraries in the world.
Free online access to PDF version of the Journal is provided on the website:
http://www.maticasrpska.org.rs/category/katalog-izdanja/naucni-casopisi/
zbornik-matice-srpske-za-scenske-umetnosti-i-muziku/.
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CTYJUJE, YIAHIIN, PACITPABE

UDC 791.635-051-055.2:929 Spasi¢ D.

MAPUJAHA B. TTPITA ®UHK
Vuusepsuret y HoBom Cany, Akagemija yMETHOCTH"
Opurunanuu HayuHu pan / Original scientific paper

CHUMBOIJI KAO EJIEMEHT CLHIEHCKOI" U3PA3A
[JIYMULE APATE CITACU'h U3PAKEH KPO3 ITOKPET

CAXETAK: YecTo ce y yMETHOCTH CyouaBaMo Cca 3HAUCHEM OHOT'a IITO je TMPeacTa-
BJBCHO KO3 CIIMKY WJIH ped. Y MO30pHIITY CHMOOI 3ay3uMa oceOHo MecTo jep onpehyje
3HaYCHE KOje Jeiyje Ha riiefaona. Y TyMadermy cumMboa aparomeHo je suawme Kapina I'ycra-
Ba Jynra (Carl Gustav Jung) 1 HO30pHIIHIX HCTpaXKMBaya.

Tymauewe GeHoMeHa cuMOO0IIa y CIIEHCKOM HU3pa3y IIIYMHUIIEC U ONEepPCKE MEeBAYHIIE
Jpare Cniacuh uzpaxeHoM Kpo3 okpeT Moryhe je 3axBasbyjyhu aHanusu ¢potorpaduja us
pa3IMYUTHX yJora oe riymuie y CprckoM HapoaHOM mo3opumty. Takohe, KpuTHYKa
rpaba JONPHHOCH carieaBamy eCTETCKOT, KyJITYPHOT U APYIITBEHOT KOHTEKCTA Y KOM je
cTBapaia rirymuna J{para Crnacuh.

KJbYUHE PEYU: [Ipara Cpacuh, rmymuna, cum60i1, Cpricko HapoHO TIO30PHUIITE,
HOKPET.

V CeHCKMM YMETHOCTHMA CIIMKA MU Ped MOT'Y OMTH MpeCTaBIbEHE
Kpo3 ynotpedy cumOona j1a Ou HajkpahuM U HajCHAXKHUJUM ITyTEM OCTBa-
pHIIe 1eJCTBO Ha IJIe1aolia, YIJIMBOM Y HerOBO HECBECHO MamMhembe.

[pema ToMe, ped HITH CITUKa Cy CHMOOJIMYHH KaJia cajpike HEllITO BHIIE
OIT OYHTIICTHOT ¥ HETIOCPEIHOT 3Hadeha. OHE MMajy jelaH MHUPH ,,HECBESCHH'
acIleKT KOju HHje HUKaa TaYHO ofpe)eH HUTH CaCBUM pa3jammber. M Huko
ce He MOoXe HagatH na he ra onpenuTu wiu pasjacautu (JyHr 2018: 15).

deHOMEH MO30pHIITa MOMJIOKAH je pa3TUIUTHM TyMadyelhIMa, Kako
0 HErOBOM TIOPEKJTY Tako U 0 (popmamMa Kojum ce u3paxana. OHO MITO je
HECYMBHMBO, TO j€ BETOBO JISjCTBO Ha TUiefaoma. Tako je cuMOo0s mocTao
HE3aMCHUB Y CIICHCKOM H3pakaBamy.

* prpafink.m@gmail.com
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Bynyhu ma moctoju 6€30poj cTBapu N3BaH JOMaIlaja JbyJICKOT pa3yMe-
Barba, MM CTAJTHO yHOTpeOIbaBaMO CHMOOIIYKE Ha3WBE KaKO OMCMO TIpezio-
YUJTU TT0JMOBE KOje He MOKEMO JIe()MHNUCATH HUTH y IOTITYHOCTH CXBaTUTH

(Jvur 2018: 15).

Benuku je yTuaj KyaTypHHX CUMOO0Ia KOJU CY TIOCTISIUIIA FhUXOBOT
IMBHJTH3AIH]CKOT TIPUXBATamka U pa3Boja.

[Ipownu cy Kpo3 MHOTe TpaHchopMalLije, Ia YaK v JIyTH MPOLEC BULIE
WJIM Ma-e CBECHOT pa3Boja, T€ Cy TaKO MOCTAJIN KOJIEKTHBHE CIUKE KOje Cy
IpUXBaTHiIa HUBHJIN30BaHa ApyluTBa. M mopex Tora, TakBu KyJITYpPHU CUM-
0oun 3ajpKaBajy MHOTO OJ CBOje MPBOOUTHE HYMHHO3HOCTHU! WJIH ,,4apo-
nuje” (Jyur 2018: 82).

Te KOJIEKTHUBHE CIIMKE, aKO Cy JICO CIICHCKOT M3pasa, MMajy JejCTBO Ha
MyOJUKY M Ha IMYHOM M Ha KOJICKTHUBHOM ILJIaHY.

OBHU acleKTH KyJITYpHUX CUMOOIIA TI0jauaBajy JejCTBO CIECHCKOT je3H-
Ka ¥ IOMa’Ky TJIEAAO0ITy Ja OCBECTH COIICTBEHY MOTHCHYTY eMonnjy. Crora
j€ OTOBOPHOCT OHHUX KOJH C€ M3pakaBajy CHMOOIMMA U3Y3€THO BEITMKA
300r MmocjenuIa BUXOBOT J¢]jCTBA.

OHU cy BaKHHU CaCTOjIM HAIIET MEHTATHOT OOJIMKOBakha U OMTHE CHa-
re y U3rpajibu JbyICKOT APYIITBA, K HE MOT'Y JIa C€ HCKOpEHE 0e3 030MIbHIX
ryoutaka. Tamo rje cy MoTHCHYTH 1 3aHEMapeHH, lHX0Ba crieuduuHa eHep-
r'vja WiI4e3aBa y HECBECHOM ca HecarjeJuBUM Tocienniama. [lcuxnyka
EHepruja Koja u3rie/a Kao Jia je Ha Taj HauMH U3ry0JbeHa, CIIyXKH, y CTBapH,
3a 0)KMBJbABAE U jaqafbe OHoOra 1ITO MpeoBnalyje y HECBECHOM — MOX/a
OHHUX CKJIOHOCTH KOje /IO Tajia HUCY UMaJie NPUITEKY J1a CE M3Pa3e, M UM
Oapem HUje OMJIIO IOMYLITEHO Jja HEOMETAHO MOCTOje Y Halloj cBecTH (JYHT
2018: 82-83).

VY nozopuiity cy yecto KopuiheHu cuMOosid y PyHKIHMjU CLIEHCKOT
jesuka, OuIIo 1a cy To nmpenaMeTH, 060je, eleMeHTH KocTuMa uitk iekopa. [o-
Mohy oBHX cMOO0JIa pajimha TITyMIIa CTHKE JI0 CBECTH TJlefjaola mpoasehn
KPO3 HECBECHE MIPOCTOPE M HA Ta] HAYMH W3a3MBa EMOIIH]E.

Kao mro cy Ha doTorpadujama rirymurie u npee peautesbke Muike
Mapkosuh kopunrheHu npeMeTH Koju Hoce CHaKHY CUMOOIMYKY BPEIHOCT
— May WIH BaTpa, Tako ¢y u Ha (oTorpadujama [Ipare Cnacuh youssusu
MpeaMeTH ca 3HauemheM. Mnak, mpeameT Koju ¢y y pykama Jlpare Criacuh
HOCE CaCBHUM JIpyraunjy cuMOonuKy. Pekiio Ou ce na cy y pyHKIHju XapMo-
HHJe, KOjOj j€ OBa IITyMHIIa TeKUIIA.

I HymuHO3HOCT (J1aT. numen) — 60KaHCTBEHOCT, UCITYEEHOCT oceharmbeM HaTIIPHPOIHOT
MIPUCYCTBA, AYXOBHA y3BUIIEHOCT.
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Hpara Crnacuh (BasseBo, 11. pebpyap 1876. — beorpan, 29. jyin 1938)
Onia je TIIyMHulia U oriepcka nesaumiia. JleBojauko mpesume joj je omito Cre-
(anoBuh. Kao yunrespuiia yuecTBoBasa je Ha TOOPOTBOPHHUM MIpUpeadaMa,
IJIe je IOKa3aJia u3y3eTHe NeBayKe crocooHocTu. Tako je 100una npuimuKky
na mkonyje rnac y beuy kon @ununa @opcrena (Filip August Karl Forstén),
1 TY j€ 3aBpIIKIIa JBOTOAMIITERY Kype oo reBama. Kana je nomnuia y beorpa,
aHra)koBaHa je Ha cuieHu HapongHor nozopuiirta 1896. ronune. 3axsasbyjyhu
JoBany JoBanoBuhy 3majy, yro3Hasa je Taganmer ynpaBauka Cprickor Ha-
ponHor no3opuinta Autonuja Xanuha — ynka Tony. Tako je mocTana uma-
Huua HoBocanckor no3zopumira. ,,Huje Tpebano muoro na na r-ha Jlpara
Cnacuh ocBoju HOBOCAICKy IYONUKY | J1a je mpuBeske 3a cebe. Jopan ['punh
je roBopwo decto: [Ipara Cnacuh je kopa xsieda 3a HoBocasicko mo3opwuiire”
(boxunoBuk 1935: 9).

Beh 1897. ronune npemna je y CpIicko HApOIHO TO30PHUIITE, TJIE j&
Hactynana 1o 1908. ronune. buna je Hocumal perneproapa y KoMaauma ca
NIEBAaEM U CTEKJIA CIIaBY Kao je/IHa 0] HajOOJbUX U HAJOMUJbEHUJUX TITyMHU-
11a ¥ OTIEPCKUX NeBayuia y Bojogunm.

Y Haponno nozopumte y beorpany npenuia je 1908. rogune. Tamo je
Ouiia jerHa IeBavuIa Koja je 3aBplInia KoH3epBaTopujyM. [para ce nmpu-
cehana moueTka 6eorpazacke Onepe: ,, Komrana’ mo MoMe MUIILIBEHY, YTpIIa
je myT onepu. Hama my6suka jorn Huje Oujiia My3WdKHd BacliUTaHa Tako Ja
6u je jenHa onepa npunaumia“ (boxnHoBun 1935: 9). Onepcke npeacrase
cy 6une nocehene jep 6u 6uno odjaBsbeHo: ,,JIpara Cnacuh nesa‘“, u To je
6uso 1oBoJbHO n1a myOsnka aohe. Y Haponnom mozopumty y beorpany
ocraia je 1o noyetka [IpBor cBeTckor para. 3a Bpeme para ouia je 00oJHU-
yapka y OKpy>kHOj Oonmuunu y Hurry rae je moBpemeHo npupehupaia xyma-
HUTapHe KOHIIepTe 3a pameHuke. [locie para ce Bpatuia y beorpasa u Hacra-
BUJIa YMETHUYKH Pajl CBE JI0 eH3uoHucamwa 1925. roqune, uecto rocryjyhu
y Cpnckom HapogHoM no3opuiity. Jpara Crniacuh je, ocum y beuy, ycaBpiua-
Bajia meBavyKky TexHuKy y [lapu3zy. Y Tome joj je moMoria u ped Kputudapa:

VjenHo, xenetu 6u OMIIO 1a ce yrpaBa CPICKOT HAPOIHOT MO30PHIITA
noOpuHe 3a To, 1a ce Hama rha. [Ipara CredanoBuhka, xoja he — ako me 1o-
ClIyIIa M aKko ce OyJe Tpyauiia OKO CBOra HalpeTKa — 3a1eso OUTH OHO ,,3a
amM Beh O1aBHO TeXKH IyOIIHKa U YIIPaBa, 1 Ce LITO BULIE Y [IeBAkLY H300pasi’,
Tpeba joj 1oOpe yuuTesbe faBaTh, I1a Ma M HA KOH3CPBATOPHjYM HA HEKO
BpeMe rocnar jep camo he tako 6utu rha CredaHoBuhka OHO TITO ce OJ] e
ouekyje (AHoHUM 1989: 2).

VY TajanimeM MO30PHIITHOM CBETY M KO ITyOJIMKE ocTaja je ynmamheHa

Kao JapoBHUTa INTyMHUIIA, TAJICHTOBAHA II€BAYUIIA Ca CUTYPHOM IICBAYKOM TCX-
HHUKOM U YUCTOI' U jaCHOF rjaca, JICTIC HOjaBe U JUHAMHUYHOI' TCMIICPAMCHTA.
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VY Bpeme y koM je [Ipara Cnacuh rpaauiia cBojy IiiyMauky U MeBauKy
JIMYHOCT TIO30PHUIITHHU KUBOT KOJ Hac ce Tek rpaano. Onx nzBohaua je Ouio
OYEKHMBAHO JIa Ce MPHJIArojie perneproapy 6e3 003upa Ha TO Ja JIM OH OJIr0-
Bapa BUXOBUM Ipenucnosunujama. 3a Jpary Cnacuh je pedeno:

Urpana je u neBana cse. [loueB o nena BEIUMKUX ONEPCKUX MajcTOPA,
orepeTa, MPeKo HallMOHAIHOT penepToapa, — 10 IpaMe U Tpareauje (AJIBYIb
1961:334).

Mopana je na mpohe myT of1 IITyMUIIe-TIeBaunIIe IO ONEPCKE MeBAYHIIE.
On xomajia ca meBameM KOjH Ce 3aBpIliaBajy KoJioM J0 ynore y Tpyoagypy
u Tocku.

O Tom Bpemeny [lpara Crnacuh cBemoun:

Manapwu, oz kojux je 3aBucuiio HoBocaacko mo3opuiire, Ha3uBau Cy
M€ ,,CJIaBYjE€M CPIICKOT T030pUIlTa™. Y CBOjO] IIECHASCTO] TOJUHU 100U
caM TPBH IyT JIOBOPOB BeHAI. MuCIHIa caM Ja caM BEJIMKa YMETHHIIA.
[Mocne cam, Mel)yTum, Biena 1a paj y MO30PHUIITY 3aXTEBa HELITO CACBUM
Ipyro u 1a je oH gocta texax (boxunosus 1935: 9).

O cnocoOHOCTH HEHOT MEBAYKOT U3pa3a U TEXHUKE Tpal)erma CIIEHCKOT
je3uka nmomohy temna, 6eyexu Kpurudap:

I'ha Cnacuhka je nepasia Jieno u nokasasna jJa uMa Temrnepamenrta. [la
KaKo je Tek urpaina koio?! /la HuCMo LeJor Beyepa HUIITa JPYyTo el
HO TO, 11a O 3a10BOJbHH OTHILTH Kyhu (AHOHUM 1901: 3).

Kputnuap npumehyje nanpenak y pany Apare Cnacuh:

VY [pare Criacuh je y3 OHO JIETIO CTapo: YUCT, jaCaH Iiac, MIIY T0jaBy
U pa3yMHYy MHTEPIPETAIN]Y, HAJIOILIO KAao JICO HOBO: HEIITO MY3HUYKOT
yMETKa OJTHOCHO 3aMEeHe W TO OMOT€HE ¢a CTapUM, U3 KOTa e OIET YTOIHO
HCTaKJIa TyroBaHKa ,,Ca BUCOKE Ca jacuKe — °; 3a TUM HEIITO, IITO CE U Y T1e-
Bamy U Y TIIyMJbCHY jOj CaJl UCIIOJbUIIO jaue HO MKaJia JIo Call, a TO je: IpH-
ponuoct (I 1901: 226).

Bpojue kpuTHKe, 9acomnucu, HOBUHE, Oelieke BEITUKH 1ap U ycXxuheme
kojuma je JIpara Cnacuh caBnagana Clio)K€HOCT U pa3HOBPCHOCT TTTyMauKOT
1 TIeBAYKOT M3pasa Ha ciieHu. theH rac cy onucanu kao ,,cpeOpHO YHUCT  WITH
Kao ,,compan cjajuor merana“. O onHocy nmybuuke npema /[paru Cnacuh,
HOBHHE Oenexe:

[Iy6nuka je ¢ y’KuBameM CiyIlajia OMUIbEHY, KOJTUKO IaPOBHUTY TOJIH-

KO U BPEJHY IIEBa4YMIly ¥ jaCHO jOj je Ka3uBaJja, /1a je C FbOM 3aJI0BOJbHA U
npe3anoBospHa (J. Xp. 1901: 234).
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Kako je lpara Cnacuh cracaBana y m00a aycTpoyrapcke OKymaiuje, mo-
nynapuinyhu cpricky necmy, OpuHyJIa je O COIMjaTHO YTPOKEHUM CJI0je-
BHMa JPyLITBA.

Y nepuony uzMely 1Ba cBeTcka pata JAekiapucaia ce Kao MpucTaiuia
nesuaapckor nokpeta. [pupehusana je KOHLIEPTE HAMCH:CHE Pa/[HUILTBY.
LenTpamau opran HaponHe paHHYKe MapTuje 00jaBuo je:

Nwme lpare Cnacuh 6uhe 3amucano nernuM cioBuMa y uctopuju Hapon-
HOT TT030pUINTA U pa3Bojy beorpazcke onepe. OHo he HapounTo OMTH ype3aHo
y cehamuma u mamhemwy pagHUKa, KOjU Cy YBEK OMIIH FheHa OlyIIeBJbeHa U
npyrapcka myomnuka (Ansyis 1961: 336).

3aruMIbMBO je na je JIpara Cmacuh Ouia Beoma akTUBHA y PaIHUUYKOM
nokpety. [lonpkaBana ra je u HajpuheHujuM unaHoBuMa KomyHuctuuke
naprtuje y 100a HierajHor paja Hyuja CKJIOHUIITE Y CBOM CTaHYy.

Jemrom mpunukoMm, cehajy ce caBpeMeHuITH, kana je bpanncias Hymmh,
Tagammwy ynpaBHuk HapogHor no3zopuinrta y beorpany, ynozopuo pary
Cmacuh nma y ucrynamuma ,,une npegaireko™, Criacuhka My je 10CTojaHCTBe-
HO W OJIMEPEHO OJrOBOpPHIIA: ,,Ja HUCAM IIEPEMOHHU]jaI-MajCcTOP™, © Y TOM
onroopy ouna je cBa Jlpara Crmacuh (Assyis 1961: 336-337).

VY nmucry 3aciiaéa 00jaBIbeH je TEKCT KOjU HajaBJbyje rocToBame Jpare
Cnacuh y BykoBapy. ¥ meMy ce Haramana:

ToctoBame rocnohe pare Cnacuh y Bykosapy. Kako cmo n3Bermrenu,
rocrioha [Ipara Cnacuh, Hama oMmusbeHa neBaunna U uyianuna HapogHor
[ozopumra y beorpany, npocnasuhe 25. roqummsuLy cBora pajga u Ko
MO30pHIIHE ApYyXHHE ,,[IpymTBa 3a Cpi. Hap. [Tozopumre®. Ona he rocro-
BaTH y ABeMa npenctaBama y Bykosapy. YBepenu cmo na he Bykosapuu
OuTH BeoMa 3a/I0BOJbHH 2 UYjy U BHJIE HALLY OMHJbEHY TJTYMHILy Y CBO-
Mme kpyry. ['ha Cmacuh rocrosahe y BykoBapy jom y Toky oBora mecena
(AHoHum 1923: 2).

Mebhytum, Mecau nosopuau on6op y BykoBapy je 016uo roctoBame
Hpare Cniacuh Ha3BaBIIH je ,,[IPOHOHCHUPAaHA KOMYHUCTKHUIbA™. 300T IeHe
JICBHYAPCKE aKTUBHOCTH TIOJHITH]A Jy je MpaThiia | MPOTOHIIIA.

O cumbonuiy Koja je 6una neo cueHckor jesuka [[pare Crmacuh, anu u
CaCTaBHH /IO FEHOT KUBOTA, OCJICIKH IITaMIIa Y CMHUCITY PEaKIIHje BEPHE
MyOJIUKe Y TEITKUM )KUBOTHHM OKOJIHOCTHMA OHOT BPEMEHA.

Jybunej cor pana [Ipara Cnacuh je cnaBuna 1923. rogue.

MHoro0pojHe TIOKJIOHE je Taja jyOriapka MpuMuiIa O CHHINKATHIX
opraHuzanyja u yapyKema, Kao 3HaK MPU3HAKkA 32 IeH pal. Anu je 3a [Ipary
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Criacuh, a ¥ IpUCYTHY ITyOJIUKY, jelaH O[] HajIUPJPUBHUjUX U HAjy30yAbHBH-
JUX TpeHyTaka OMo Kaja je Ha MO30PHHUITH, Ha K0jOj je CTajajia CJIaBJHCHHIIA,
CTUTA0 BEJMKU OYKET CBEXKUX Ka0 KPB I[PBEHUX PYKa O]l KOMyHHUCTA U3
3aTBOpA, M3 MOKAPEBAYKOT KazaMara 1 MUTPOBAYKE Ka3HUOHE, KOJH CY jOj
nocnany ca poOuje OMBIIM HapoaHH nocnaHuiy. OBaj rect pykoBoaehnx
KOMYHHUCTA U3 3aTBOpa OHO je 3HaK MaXKkhe U CTaBa IIpeMa yMeTHUIH. thera
j€ IMCKPEeTHO y CBOjUM HalMCHUMa MpUMeTHIIa 1 rpalancka mramma (AJByJib
1961: 339).

[TpuBatau xuBoT [[pare Cnacuh Huje 610 ymaIJbUB U YBEK je OHo 3a-
CCHEH IhCeHUM YMETHHYKHM aHTQ)KMaHOM. 32 CBOj YMETHHYKH paJl OJJIH-
koBaHa je opaeanma Ceetor Case u JyrocioBencke kpyne [V pena. Mana
je y HoBom Cany Gopasuuia penatuBHO KpaTtko, HoBocahanu cy je Bonenu
U IPUXBATHUIIU KA0 jeJHY O]l Haj3HAUYaJHUJUX JIUYHOCTHU U3 00JIaCTH M030pH-
mrHe ymetHoctu. ime [Ipare Criacuh Hoce ynutie y HoBom Cany u beorpa-
1y, @ FbeHa OMCTA je TIOCTaBJheHa Ha ciTykOeHoM yrnasy y Cpricko HapoHO
MIO30PHUIIITE.

Kputnuap Joan I'puuh nume, 1901. ronune, na JIpara Cnacuh nma
,»KpacaH riac” u ,4uct, a J1a je ieHa nojana ,,muia‘ (Crorkosus 2001: 167).

%

Vrore koje je Ipara Cnacuh octBapuia y CprickoMm HApOAHOM TIO30pH-
mty cy cieaehe: Kara (Puhoxoca), Jenka Unsmuhesa (Ceocka nona), Pyxa
(/esojauxa rknaetsa), Komrana (Kowiuana), Pozanunna, p @anke (Creiiu
muw), lennza (Mamszen Huiuyw), JoBanka (Ilpoba 3a otiepy), Pyxa (Ilyciuu-
HaKo8o 360H0), Jlona (Kasanepuja pyciuuxana), Jymaja (Ipucnu ipujaiviemu),
Amna JlemOu (Kumn), EBuna ([{uianun), 3nata (Mena), Cectpa barpuhena
(I'opcxu sujenay), Ena Jlenaxej (Kapnosa weiuka), Anexcuja (Jlasxcuu yap
Jumuiupuje), Uapuna van sunama (Ilpubuciae u boscana), Buopuka (Bpa-
yapa), baponuna ne bunos (Magam Can-Ken), Hepuca (Mnewiauxu wipio-
say), Arara (Bunerwax), Mununa (Ceauwiosu), Mapuja (Cyhaje), anmera
(WKenugoa iipu gpervepuma), Hecanka (Jusmwywa), Jenena (Muwonoska)
(Enumknoneania CPIICKOT HAPOJHOI [IO30PUIIITA).

*

Ha manoOpojaum cauyBaHuM (oTorpadujama youaBaMo TPH JIOMHU-
HaHTHa npeaMera. To cy: seiteza, uncupymenid U yeetu.

[TpeameTn HOCE Pa3IUYUTy CUMOOIMYKY BPEIHOCT U TEXKHUHY Y pa3-
AMYUTUM KynTypama. Jlenesa je y Adpunu u Azuju cuMO07 KpasbeBCKOT
JO0CTOJaHCTBA. Y 100a paHor XpulrhaHCTBa Jienese Cy yrnoTpedsbaBaHe Ipu
BepckoM oOpeny. Jlenese ca BenmmkuM niepjem uctprane cy y Lipksu Ca. Ile-
Tpay Pumy. Jlenesa je 1 cum001 6€CMPTHOCTH, NaJbeHha BaTpe, ajlu U rale-
wa. Takohe npeacTaBsba U 3aKJIOH OJ1 JIOLIMX yTUIaja. Y JanaHy je ykpaiieHa
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TPOJHUM 3HAKOM JUH-jaHra, a y Kunu uma ucty 3amtutHy Moh (CHEVALIER,
GHEERBRANT 1987: 347).

Jlenesza (maxanuia) ox 6esor nepja je cum6os mohu BeTposa (Kyep
1986: 99).

OBako TyMadeHe cCUMOOJIIE je BeoMa TEIIKO MPUMEHUTHU Y CIICHCKO)]
paamu jep OM TO 3HAYMIIO J1a TIe/Iajall MMa ca3Hamba O lbUXO0BOj CUMOOITHY-
K0j BpenHoctH. Mnak, HeKu o1 cuM00J1a MMajy 3HaUeHE KOje j€ calipKaHO
y KOJIEKTUBHOM WJIM JTUYHOM CBECHOM WJIM HECBECHOM HCKYCTBY IJI€Aao0la.

I'mymuu ce yecto cpehy ca ClEHCKUM pajilbaMa Y KOjuMa KOPUCTE
cuMO0JIe U3pakeHe KPO3 MOKPET, MPeaAMeT, 00jy... Y TUM cUTyalujama
cuMOO0JI je HAuYMH JJa KOHKPETHO M3pa3e aliCTpakTHY Mucao, 6e3 Hamepe j1a
riesiajan HelTo MoApa3yMeBa.

Tomac Puuapnc (Thomas Richards), rimymar, u ydyeHUK U capaJHUK
Jexwuja I'poroBckor (Jerzy Marian Grotowski), 0 cBoM HCKYCTBY y rpahemy
CIICHCKOT je3MKa ynoTpeboM cuMOo0iIa Kaxe:

[pBa neknnja Kojy caM cTekao u3 Kputuke Jepxuja ['poToBekor Ouia
je la mpuya Koja CTHIKE JI0 TJIeaolia HUje 00aBe3HO UCTa Kao OHa KOjy TJ1y-
Mall BUJH y CBOjOj MallITH. A Kao IIIyMall U peIuTesb y OBOj CHUTYaIUju 0o
caM OJIFOBOPAH JIa C6eCHO CTBOPUM TIpUYY KOjy OM OHU mpumuiu. Jpyro:
Kopucrtuo cam ,,cum0o0se” Ha morpemal HaYuH. YMECTO Jia caM M3BOJIHO
KOHKPETHE Pajibe, ja caM UX CUMOOIMYHO IPEACTABIbA0 1 IPETIOCTABIHA0
na he mocmaTpauu pasyMeru cuMOOJI Ha MCTH Ha4YWH Kao ja. [...] 3aMeHuno
cam paamwe cumbonuma (Puuaprac 2007: 46).

MelhyTum, na 61 HEIITO MOTJIO KO IJIe/Iaolia /1a TIPOU3BEIE 3HAUCHE,
noTpebHO je 1a rieaal yCBOju CUMOOINYKY BPEIHOCT CIIEHCKOT N3pasa.

dopmupame cuM0O0I1a He MOKE J1a YCIIEIH IPe HEero IITO je TICuXa J10-
BOJEHO Jyro poOopaBuia y3 eleMeHTapHe YUEEHUIIE, IIITO 3HAYU TOITHKO
JYTO JIOK YHYTPAIhe WM CHOJbAIIhe HEMHHOBHOCTH )KHUBOTHHUX TIpolieca
He JoBeay 210 mpeobpaxkaja enepruje (JyHr 1984: 95).

[IpeoOpaxaj eHepruje mocpencTBOM eJIeMeHaTa CIIEHCKOT je3uKa KOj!
MMajy CHMOOJIMYKO 3Haueme goraha ce y cycpeTy IiiyMIia u riieaaona, a
W3paXXEHH Cy KPO3 pajiibe.

YKOIMKO MPOIIEC MHAWBHIYAIIH]e MO MPABHITY TPOTHYE HECBECHO, KA0
ITO je OH YBEK YMHHO, OH Hehe 3HAYNTH HUIITA BUIIE, HETO IITO j& JKHUP
XpacTy U Telle KPaBH U JIeTe ojipaciioM. MeljyTum, ako je mporec WHINBHU-
Jlyallnje YYUhCH CBECHO, OH/IA Y Ty CBPXY CBECT MOpa Jia c€ KOHPPOHTHPA
ca HecBecHnm 1 Mopa 1a ce Hahe 6anmanc m3mely cynporrocTu. [lomto oBo
JIOTWUYHO HUje Moryhe, oHJa je YoBek yIryheH Ha cumbone, Koju oMoryhyjy
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UPAIMOHAITHO CjeIHbEhe CynpoTHOCTH. Hhix HecBecHO crioHTaHo CTBapa,
a CBeCT ux amIutudukyje (mporupyje) (Jyar 2009: 427).

Hpara Cnacuh je y mporecy ocHa)kHBamba CBECHOCTH Y OTHOCY ITpeMa
TIyMHUIIaMa U JIeBHYapKaMa CBOT BpeMeHa Ouiia BeoMa IMPUCYTHA Y jaBHO-
cTU. 3HaJla je BpeJHOCT U 3Hauaj cuMmOouna. To 3Hame je mpuMemHuBaia u
Ha CBOJy CLIEHCKY U JaBHY IIPUCYTHOCT.

Hpara Cnacuh Ha dortorpadujama, Koje cy HacTaje mpe WK Mocie
MPEJICTaBe, KOPUCTHU MPEAMETE KPO3 paImby.

Ha ¢ororpaduju je [Ipara Cnacuh ca pamnpeHoMm Jene3oM y 1eCHO]
pyuu y crojehem nonoxajy. Terno je mogesbeHo Ha /1Ba muiaHa. [ opu je Ora-
IO HarHYT Ka JIeNe3u Kojy je mpuokuia nuiy. [ 1aBa je 6rmaro 3apotupana
of1 Jierie3e ca ocMexoM Ha Jinily. Koca u memmmp npommpyjy riaBy. Jleresa
j€ TAHKOM HUTH OKaueHa OKO BpaTa. Jlyry XaJbuHy IpHIpKaBa ca [Ba mpcTa
JIeBe pyKe U MpaBu Habop Koju u3nyxkyje purypy. Jlenesa u memup cy y
XapMOHU]HU.

CBu enemeHnTH Ha Gotorpaduju cy y GyHKIUJU wupersa. Pammpena
Jieresa, Memup Ha TIaBy, AyTra IHPOKa XaJbUHA U IMUPOKH PYKaB.
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Ha ¢otorpaduju Apara Cnacuh y cenehem monoxajy ca Teiaom moje-
JbEHUM Ha TPH TIaHA 00eMa pyKama MpHaIpKaBa Jerne3y Koja je CKyIJbeHa.
Topms 1e0 Tesa je HarHyT Ka JISTe3U a paMeHa Cy MpoIIupeHa 6eyioM TKa-
HIHOM KOja ce TIpy»Ka 0f CTpyKa Ipeko pamena. Hore cy npormmpene ayrad-
KHM IIIJICTIOM KOjUM ce Mpoay»aBa XasbuHa. Lleo koctum nma Habope y
PHTMY CKYIJbCHE JIeTIe3€.

[MpuHIUT HIMpema je 1 OBJIe 3aCTYIIJBEH, CaMo IIITO Jiere3a HHje palliu-
peHa, Hero MPoIy’KaBa TeJI0 U YMHU XaPMOHH]Y Ca OCTAJIMM JICIOBHMA IIIH-
pema Tesa IITyMHUIIE.
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Ca mampama y pykama, y ynosu Komrane, rmymuna y KapakTepucTHY-
HOM TI0JIOkKajy TpUOAHT 12, eI TeJIO Ha rutaHoBe. Kpyr Koju peicTaBibajy
Jaupe, MPOIIMPYje Ce Ha TEJIO TIIYMHIIE T/Ie IOMUTHYTUM pykama (GopMu-
pa joul jenaH kpyr. Takole, iyMuLa rpajin yraony HHEpLHjy JJaKTOBUMA.
H3memtambeM KyKoBa IIOCTABHIIA j€ TEJIO Y ONACHY PaBHOTEXKY. JlecHa Hora
je ycMepeHa y mpaBlly Jaupa, JOK je JieBa y MpaBIly MorJiena.

PuTam koju je rirymMuIia ycrocTaBuIIa HEeJIM TEJIOM OATroBapa AWHAMUY-
HOM TTOKPETY KOjH je y CKJIaAy ca JJanpama ¥ 3BYKOM KOj! OBaj HHCTPYMEHT
MIPOU3BO/IH.

2 TTosnokaj ,,rpubaHTu’ Mpey3eT je U3 MHAMJCKOT Ijieca, 3Ha4M IMOJI0XKaj ,,TpH JyKka®. Temo
je MoJIesbeHO Ha TPH IIJIaHa y TIOKPETY.
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[Tpema OynucTHUKOj CUMOOIMIIHN, THTapa je CUMOOJ U3BPCHOCTH Y
YMETHOCTHMA M Haykama. Takohe omgpakaBa XapMOHH]y TIOCTOjamba.

Teno rnymune Jpare Crnacuh ca rutapom y pyImu Jaeimyje IpeKo 3ByKa
KOjU OHA JIO’KMBJbaBa UTPOM ounma. KocTuM ca moBe3oM OKo riiaBe u IBe-
TOM Ha I'pyJuMa OJroBapa JIeBOjLU Koja 3a0aBsba MPUCYTHE CBUPajyhu ru-
tapy. Tpake crymTeHe HU3 HaJIJIaKTUIIE U TPpaKa Koja je Be3aHa 3a ruTapy
ofpakaBajy HEMapaH OJIHOC IpeMa CUTYaIlHj1 Yy K0joj ce Hanas3u. Tpake Ha
JOEEM JIeNTy KOCTUMa PUTMOM U TIOJIOXKAjeM U3YKYjy GUrypy riyMuile.
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Hpara Cnacuh y ynos3u Komrane, ca kactamerama y pykama U TeJIoM
M0IeJbEHUM Ha IIJIAHOBE MOCTABUIIA je PyKe Y JUjaroHaliaH MoJI0Kaj CyKo-
O0chwu Ha Taj HAUMH 3BYK KacTameTa. JIyk KOjI/I je mocturia HonomajeM CBOT
Tela y OMaCHOj PABHOTEKH CYIPOTCTABIbEH je OMITPHM MO3HIHjaMa PYKY,
/e JieBa ca yTaOHOM MHEPIHjOM U MOAWTHYTOM HAUIAKTUIIOM (OopMHUpa
IIpaB yrao y OIHOCY Ha IJIaBy, a CIIyIITEHA JIeCHa pyKa kpehe ce y mpasily
n3bauene fecHe Hore. [loBe3u Ha IJIaBU, OKO IPYAH U OKO JIAKTOBA, K0 U
MuHlyIIa, y pUTMY Cy ca KacTameTama.

[Ipommpena riiaBa ca IOBe30M, IPOUTHPEHH PYyKaBH M TIOBE3 OKO CTPY-
Ka y CKJIaJy Cy Ca IeJIMM TEJIOM IPOLUIMPEHUM KacTameTama.
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V xpumrhancTBy ce cmaTpa Ja je IBET CUMOOJ JyIIIeBHUX BpPJIMHA, a
Oyket nBeha ciauka nyxoBHOr caBpiieHcTBa. Kox Janmanana ce nBeT cmarpa
Pa3BUTKOM I10jaBHOT CBETA.

I'mymuna [Ipara Cnacuh y ynosu Jenke y Ceockom n0nu, ca IIBETOM Y
JICCHOJ PYIIH Ka KOM je YCMEpEH MOKPET HKEHOT TeJla POTUpAia je TOPHHU JIE0
TeNa y mpasily norjeaa nmpeMa nsety. M3pa3 meHor Jiria opaxkaBa OHOC
npema 1Bety. lbeHa necHa Hora je Takohe ycMepeHa rpema 1sety. [ mymuna
rJiesia IBET LeluM TelloM. L[BeT koju ce Haja3u Ha NIOBe3y Ha IJIaBU Takohe
j€ YCMEpeH y ToM TpaBiLy. Pece Ha xa/bMHM U Ha OTpTauvy Cy yCMepeHe mpe-
Ma JIoJie T€ U3AYXKY]y U IPOLIUPY]y (pnrypy TIIyMHIIE, a ca HabopuMa U
JTUHUjaMa Ha XaJbUHHU, pEce YMHE XapMOHHU]y ca PUTMOM JIaTUIIA Ha PYXKH.

O urpu Jlpare Cnacuh y ynosu Jenke kputudap nuie: ,,/[para Crna-
cuhka je u neBasa u urpaia Jeny oapemuto (I. 1901: 247).
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I'mymuna ca 1BeToM y pyILu Ipajin KOHTpacT u3Mel)y mososxaja cBor
Tejla U MpaBla Iorjiena npeMa nsety. To yunHehu Harnacuia je octaje
LIBETHE €JIEMEHTE Ha Telly. L[BeTHH BeHall Ha I71aBu, IBETHU OPHAMEHTH Ha
XaJbUHH M KeLleJbH, Takol)e YuHe IBET Ka0 cCHMOOJ JOMUHAHTHUM Ha FbeHOM
texy. [lonurHyTa pyka u CImymTeHa Koca ofipakaBajy OaiaHC y KOHTPACTY.

24



I{Behe je KeHCKM MACHMBHY MTPHHIIMIL

I'mymuma [Ipara Cnacuh y cenehem momnoskajy ociomeHa Ha JIECHY PYKY,
ca MpEeKpIITEHUM HOrama, Ha JIEBOj HO3M Apku OykeT 1Beha. Poranmje koje
j€ HarpaBuJIa Ha TETy YCMEpEHe Cy Ha TO JIa aKIIeHTY]y BeToBe. Poranmjom
TJIaBe TI0Ka3yje IIBETOBE ca 00e cTpaHe juia. Poraiiuja ieBe HOre aKIeHTY-
je Oyker nBeha y kpuity. Pamipena koca myITeHa mpeko paMeHa | paiiu-
peH OYKeT y KpUITy 3ajeTHO ca MOJJIOTOM Ha K0jOj Ce Halla3u OYKET Cy Yy
XapMOHUjH, U JIP’KE TOPIbY U JIOY TIOJIOBHHY Tella y OasiaHcy.
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Hpara Cnacuh y yno3u Canryne y Kagsanepuju pyciuukanu 3ay3ena
je ToJIoXKaj Tena KapaKTepUCTHYaH 3a paJmwy ofbujama. [lonoxaj riase u
Horyie]] Cy ycMepeHH y npaBiy cykoba. ITornmen nmpema rope ca Habopuma
Ha YeJy Cy UCTOBETHHU OKPEHYTOj LIAIM IpeMa Tope y pajiibu of0ujama.
JleBa moyioBUHA TeNa je y MpUXBaTamy, JOK je IecHa y onoujamy. JInauje
Ha MIPCIyKY U JIMHUje UCTIO] ojaca cy Takohe y aucxapmonuju. Kao u Beo
KOjH, OCHM IIITO IIUPH TOPH-H TIJIaH, MOKPUBA U OpaHU TEJo Ha JIECHO] CTpa-
HU, a Ha JIEBOj Ta OTKPHUBA.

*

AHaJorso JyHroBoj TBpIiibH Jia yJIOra pelIMrujCKuX CUMOoIIa jecte 1a
71ajy cMHCao 4YOBEKOBOM KUBOTY (JvHr 2018: 76), ynora npeamera, 60ja u
00JTMKa Ha CIIEHU je J1a Jajy CMHCA0 TIIyMYEBOj PaJlbH.
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[Iponec maauBHyanuje TaymMuna y CprickoM HapOIHOM ITO30PHILTY
MPOIIA0 je caokeH myT. [IpBa riryMuIa y npeactaBu Tor nozopuiira J[pa-
ruma Pyxuh IlonoBuh Ouna je ocobeHa y u3paxaBamy, KaKO KpUTHYap
Kaxke, ,,ACTUHCKOI' M3paxkaja 4UyBCTBA™, U OpOjHY MyOJIUKY ca JBOPAHOM
,,JJyOKOM IIyHOM TIJiefiajana‘, mpeTBOPH Y MECTO UCTUHCKOT JJOKHBJbaja U
MPaBOT TIO30PHIIHOT y30yhema 3a rienaore.

[Torom Muska I'prypoBa, kojy cy KpuTUdapy MOpEaUIH ca Haj3Hayaj-
HUjUM TIO30PUIITHAM YMETHHIIaMa TOT BpeMeHa y EBpony, kao mto je Capa
bepnap (Henriette-Rosine Bernard), unu cy je Ha3uBaiu ,,iOHOCOM Haruje™,
BUILECTPYKO je Ouiia ONJIMKOBAaHA HAJBUIIUM JPYIITBEHUM MPU3HAKBLUMA
3a yMeTHHUKH paj. Ha Taj HaunH, 3aciiykHa je 3a jayarme MO3UIH]je TIIyMU-
e y IPYLITBY.

Munka Mapkosuh, koja je Ouma rmpBa penuresbka Kol Hac, OTBOpHJIA j&
nyT aonazehum reneparujama riymuiia na oyay mo3Bane aa GopMupajy
nenuHe npenacrasa. OBa Mo3uIlKja NIYMUIIE 32y BEK je POMEHHUIIA MECTO Y
CTBapajlaukoM IIPOCTOPY MO30PUIIHOT U3pa3a Ko Hac.

Hpara Cniacuh, koja je Ouia 1 TIIyMuIia ¥ yBa>keHa OrepcKa MeBavymIa,
cBOjUM ocehajem 3a cuMO00J1, Ka0 U JPYIITBEHUM aHTaKMaHOM, MPE/ICTa-
BJbA JIONATHO YTEMEIBEHE y Mpoliecy TpaHncopmanuje rrymuna Cprickor
HApPOJTHOT MTO30PHIIITA.

Pasnuka n3mel)y npupogHor npoueca HHAUBUAYALUje KOjU MPOTHYE,
HECBECHO U CBECHO YUHMI-EHOT TIpolieca HHIUBHyalHje je OrpOMHa. Y IPBOM
CJIy4ajy CBECT CE HHTJIE HE MEIIa; Kpaj OTy/ia 0CTaje TaKo HejacaH Kao U move-
Tak. Y IpyroM ciiy4ajy HalpOTUB Ha BUJIEIIO M3JIa3H TAaKO MHOTO HEjaCHOT, J1a
Cce C je/lHe CTpaHe JIMYHOCT aHAJN3UPa, a C APYTe CTpaHe CBECT HEM30EKHO
Jo0uja Ha mMpuHK U crio3Haju. O0pauyHaBame u3mel)y ceectu u HecsecHor
Tpeba Jja HacTOojH, Jia CBETIIOCT, KOja CHja y TaMy, He caMmo Jia He Oyjie 00yxBa-
hena tamom, Beh na u wy o0yxBaru (JyHr 2009: 426).

CHa)kHe MHIUBUAYATHOCTH yMeTHHIIA CPIICKOT HAPOHOT MO30PHUIIITA,
HapOYHUTO TIyMHUIIE U onepcke neauunie Jpare Cnacuh, mpencrasibae
CY ¥ CHaO)KHE YMETHHYKE OCJIOHIIE y TIPOIeCy OCHaKMBambha HaoIa3ehnx
reHepalyja yMeTHHIIA, Y KYJITYpH KO0joj Cy IpUMaaaie.
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3axBaspyjeM ApxuBy Cprickor HapoJHOT mo3opuinTa, [lozopunnom
My3ejy Bojonuae n My3ejy nozopuiiiae ymetHocTH CpOHje Ha yCTyIIJbEHHM
¢dororpadpujama.

Marijana V. Prpa Fink

The symbol as an element of the stage expression of the actress Draga Spasi¢
expressed through movement

Summary

Draga Spasi¢ was an actress and opera singer whose stage language expressed through
movement was largely based on the meaning of her actions and choice of stage props. In
this way, the phenomenon of symbols had a special place in her work, and thanks to pre-
served photographs and critical material, it is possible to interpret the stage expression
of this artist through the meaning of symbols. The photographs in which Draga Spasic¢ is
photographed in various roles (before or after the performance) indicate that the actress
built her stage language through movement primarily on harmony, rhythm, the principle
of expansion and balance. In the preserved photographs, we notice three dominant objects
that have symbolic value: a fan, an instrument and a flower.

Her political engagement and leftist orientation are part of her overall artistic per-
sonality, which was of great importance for the time in which she lived.

Keywords: Spasi¢ Draga, actress, symbol, Serbian National Theatre, movement.
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UDC 821.163.41.09 Vinaver S.

JAPATAHA I1. CTOJAHOBUh-HOBNUYHh
dakyaTeT My3udKe yMeTHOCTH Y Beorpany”
IIpernenuu unanak / Review paper

OOPMUPAKBE CTBAPAJIAYKE JIMYHOCTHU
CTAHUCJIIABA BUHABEPA YV KOHTEKCTY
NCTOPUIJCKOI' TPEHYTKA V KPAJBEBMHU CPBUIN
Ny CBETJIY JYXOBHOI' YTULHAJA
BETOBUX POAUTEJBA™

CAXETAK: Cranucnas Bunasep (1891-1955), jeBpejckora nopekia, pohen y Llamiry,
y KpasseBurn CpOuju, mucail, IpeBoAnIIalLl, IECHUK, KpUTHYAP, HOBHHAP, IUILIOMATa, jelaH
oz 1300 karuiapa ¥ HCTAaKHYTH TPEJCTABHUK CKCIPECHOHUCTHYKOT MOKPETa J[BaJECETUX
roguHa XX Beka y Cpouju / Kpassesunu Cpba, XpBara u ClioBeHana, opacTao je y mopo-
JIMIY KOja je Ouiia BeoMa MOJICTUIIAjHA 32 ’EerOB JTYXOBHU pa3Boj. theroBu ponurespu nma-
JIM CY KJBYYHY YJIOTY Y CTBapamy HeroBe KOMIUICKCHE U IMHAMHYHE JINYHOCTH. Y TEKCTY
ce Hajpe pa3MaTpa akTyesiHa noiuTHuKa cutyanuja y Kpassesunn Cpouju y Bpeme Bruna-
BEPOBOT JIETU-CTBA U paHe MIIAJIOCTH, KpajeM XIX n mouerkom XX Beka, a mpe cBera y Ie-
puony ox monacka Ha mpecto kpaJba [letpa [IpBor Kapahopheruha (1903), y armochepu
Koja je Ouila BeoMma IOJICTHIIajHA 32 Pa3BOj HAYYHUX U YMETHHUYKHX TeKIH. BuHaBepoB
orai, ABpam Bunasep (Abraham Joseph Vinaver / ABpam Jocud Bunasep, 18617/18627/1863%/
18657-1915), nexap, xoju ce 1888?/1889? rogune ¢ nmopoaunom Hactanno y KpasseBnnu
Cp6uju, mpoOyauo je y Majom BuHaBepy HHTEpecoBame 3a pa3Boj HayKe U TEXHUKE U Ha-
KJIOHOCT HOBHHU U UCTPaKUBamy. bro je npeu nekap y CpOuju Koju je y CBOjOj CAMOCTAITHO]
JIEKapCKOj IIpaKkcy yHoTpeOno peHareHcky anapat. Bunaseposa majka, Pysxa Bunasep (Po-
3anuja Po3a Pyxa Bunasep, poljena PosenGepr /Rosalia Rosenberg/, 1871-1942), akanemcka
MUjaHUCTKU A U KIHbIKEBHU TPEBOIMIIAL C TIOJHCKOT je3nKa, Ouia je 3acinyrxHa 3a Bunape-
pOBE MpBE CIO3Haje 0 MY3HIIH, 38 BErOBO MOYETHO caBiaiaBame yMmeha cBipama KiIaBupa,
Kao H 3a CIIOCOOHOCT CITyIIaha U PeLelTiije My3HIKHX Cajip)kaja; OHa r'a je HHCIIHpHCaa 1a
ce 6aBU KIHIKEBHUM PaJIOM H TPEBOAMIAIITBOM. Y J106a BEJIMKOT MPOIIBaTa CPICKOTa JpY-
HITBa, (bEIOBE CKOHOMHUjE, TUINIOMATCKUX OJIHOCA U KynType, CTanucinas Bunasep je y
KPYTy CBOj€ IIOPOJIUIIE CTEKA0 HHTENIEKTYaIIHE ajiaTke Koje fie ce oipa3siuTu Ha KeroB 1esIo-
KyTaH JaJbl paj i aHraxMaH. PouTesbu cy My OHIIH MOJIEIN U Y30p Uy CMHCITY CIIPEMHOCTH

* drasnovi@gmail.com
** Paj je HamiCaH y OKBHPY HCTPaXKHBama Koje hrHaHCHpa MUHHCTAPCTBO HAYKe, TEXHO-
JIOMIKOT pa3Boja 1 nHoBanuja Penyoduke Cpouje.
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Ha OIPOMHE JINYHE )KPTBE KOje Cy MOIHETH Y BpeMe TEIIKUX PATHUX OKOJIHOCTH Y KOjuMa
ce Hauta Kpassesuna CpOuja y ToKy OankaHCKUX paTtoBa u [IpBor cBeTckor parta.

KJbYUHE PEYU: CranucnaB Bunasep, ABpam u Pyxa Bunasep, Cpbuja, my3uka,
KJIaBUD, PEH/ATCHCKH arapar.

Yeog

Y Bpeme cBora JeTHICTBA U paHe miaaoctu, CtanucinaB Bunasep
(1891-1955), cpricku mucarll jeBpejcKkora mopeKsia, NeCHUK, TPEBOAUIAILL,
KpUTHYap, HOBUHAP, AUILIOMAaTa, jenan on 1300 xamiapa U UCTaKHYTH
MPEICTAaBHUK EKCIIPECHOHUCTHYKOT TIOKPETA BaJIeCeTHX roguHa X X Beka
y Cpouju / KpasseBunu Cpba, XpBara u CrioBeHalia, UCIIOJbHO je& TaJIeHaT
3a MY3HKY, aJId 1 BEOMa [IMPOK JUjana3oH pa3MHUILbamka Koja Cy 3ajia3u-
nauy apyre oomactu.! IIpu ToMe je HHTEpEeCOBame 3a My3UIKY YMETHOCT
OWJIO MJIOA MHCIUPATUBHOT MMOPOIUYHOT OKPYIKEHha — Y TIOTTIENY MY3UUKe
o0yxke, BunaBep je uMao 100pe OCHOBE KoOje je, TPEeBaCXOHO, TTOCTABHIIA
EroBa MajKa, akaJieMcKa MjaHUCTKUba U HACTaBHUK KiIaBupa. Mehytum,
OIIIITAa UHTEJIEKTyaTHA KJIIMMa Y TIOPOIMIIN, OYeBa TPOAKTUBHOCT Y BE3U
ca aKTyeJIHUM HayYHHMM JOCTUTHyhHMa Ha MOJby MENMIIMHE, a 3aTUM U
MajurHa TPEeBOAMIAYKA IETAaTHOCT, TaKkol)e Cy MOro0oBalie pa3rpamaBamy
BunaBepoBux MHTEpECOBaMKBA.

Cutuyayuja y Kpawesunu Cpouju y epeme getuursciuea
u pare mnagocuiu Ciianuciasea Bunasepa

VY CpObuju Tora 106a, aycTpouicku opujeHTUcany quHactujy O6pe-
HoBuha cMemyje nuHactuja Kapahophesuha, koja ce Tpynu maa Hajoosbe
onHoce onpxasa ¢ Pycujom u @panmyckom (,,Hb. B. Kpas ITETAP ). TO-
nune 1903. Ha yeno apxase, Kpassesune CpOuje, nonasu kpasb Iletap
[Ipsu Kapahophesuh (1844—-1921), kpyHucan cienehe ronuse, Ha CTOrOAH-
muny IpBor cpnckor ycranka. Ocnobahame o TyhuHcke Biactu 6uio
j€ OCHOBA 32 pa3rpamaBambe CBUX JAPYTHX AYXOBHUX ITPETEH3U]a i CTPEMIbE-
Ia CPIICKOTa Hapo/ia, Kao U HaIpeTKa CPIICKe ApKaBe, Koja je uMala mpe-
poraTuBe napiaMeHTapHe neMokparuje. Kako 3anaxa JoBan M. [Tomosuh
(1863—-1937), ,,nactamo [je] noba ctBapHora paaa. Tpebario je nenom yTBpIau-
TH ¥ JIOKA3aTH Ja 10TaAaima 6opda Huje Oumna y3amyaHa u OecMucieHa™
(ITortoBur 1934r: 250). Nako je ocrtao ,,J0cTa TPOTUBHUKA U YCTABHOCTHU
Y MapJiaMEeHTapHOCTH, NIpHjaTesba cTape IUHACTH]E, [...] TO Cy MOTIaBUTO

'Y CranojesuheBoj enuunkiaoneanju u3 1925. ronute, 03Ha4YeH je Kao ,,KIbHIKEBHUK H HOBHU-
Hap”. Y. [1[erpoBun] 2010: 366. Koncrantun Bunasep (1930-2000), cun CranucnaBa Bunasepa,
o cBoM oy HaBoau cienehe: ,,Moj oTall je cMaTpao Ja je HOBHHAp, a KEbHKEBHOIINY ce 0aBHO U3
3a/10BoJbCTBA. YII. BuHABEP 2015: 777.
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OuM camMo MPOTHUBHUIIY, a He U Henpujaresbu’ ([TonmoBun 1934r: 250).2
3eMJba BPEMEHOM I0CTaje KOXEPEHTHH]a, lbeHU JbYJIU CE Ha IIUPEM, JIpy-
IITBEHOM, aJld U Ha y>KeM, UH/IUBU1yaJTHOM ILJIaHY, OJIAKO 0CaMOCTaJby]y
U CTUYY HOBE (pajiHe) HaBHKe, 3Hama, UCKYCTBa M yHYTpallmby ocehaj cio-
6one u He3aBucHOCTH. [Ipema 3anaxawy Brnagumupa Benmap-JankoBuha
(1895-1976), ,,[eJmoxa 1903—1912. 3naumnna je Hajehy MOCTUTHYTY YHYTpa-
iy ciobony xomorene Cpouje. CpazMepHO OHOME IITO je Ouiia, OHOME
IITO je Tpakuja, Cpa3MEpHO OHOM Ha IITa ce crpemaia, Cpouja je y ToM
nepuony nocturia Hajehy cimobony. To je Ouia Hajseha cmoboaa npen
Hajsehu mojBur, HajBeha mKpHHa MpaBa npea Hajsehy caMOAUCHUIIINHY
(BEnamar-JankoBuh 1991: 100). JoBan M. Ilomosuh je cy3uo Tpajame TOT
HajJeaTHHjer pa3no0sba, HajCHAKHUJET YKYITHOT YCIIOHA CPIICKOTa HApOJa,
aJIi CMHUCAo Tora nepuoja u Oyjarma HallMOHATHUX CHara OH carjeiaBa Omm-
cko Benmap-Jankosuhy: ,,ITepron ox 1908. no 1912. ron. y Cpbuju o3HauaBa
BpeMme HajBehe /1e1aTHOCTHU CBHjy HapoaHuX cHara. [IpocBera je niBerana,
KyJITYpHa APYyIITBa MHOXKMJIA C€, AYXOBHA Be3a ca cBuMa ClloBeHMMa Oja-
yasa je. JenHoM peuu, CpIICKU Hapoj Opy»Kao ce TYXOBHO U MaTE€pHjaIHO
u cipeMao 3a Benuke jgorahaje” (ITonosun 19348: 172).

Munow Kosuh (p. 1969) enoxy Brnagasune kpasba [letpa Takohe care-
JlaBa y CMHCITY BpXyHIa JOTaJallliher pa3Boja CPICcKora APyIITBa, lErOBUX
WHCTHUTYIIH]a, BOJCKE, KYITYpE | MOjeIrHAaIA:

Doba kralja Petra Karadordevica predstavlja raskr§ée izmedu srpskog
19. veka i jugoslovenskog 20. veka. Tada su dozreli i dobili jasno odredene
oblike procesi koje opazamo u drustvu Srbije, pocevsi od 1804. Za zivota tri
generacije egalitaristiCko drustvo nepismenih seljaka i trgovaca, koji su sami
oslobodili Srbiju od Turaka i postali vlasnici svoje zemlje, uz sve pratece,
politi¢ke sukobe i periodi¢ne ratove, porodilo je demokratski politi¢ki pore-
dak, visoku, elitnu kulturu i vojsku koja ¢e dobiti tri rata, od 1912. do 1918,
osloboditi i ujediniti srpski narod i stvoriti Kraljevinu Srba, Hrvata i Slove-
naca (Cvuic 2016).

VY Be3u ca MUTameM O OJJHOCY JIEMOKpaTHje 1 Harnonanu3ma, Kosuh mog-
BJIAYU J1a CY

[o]d americke Deklaracije nezavisnosti i francuske Deklaracije prava coveka
i gradanina, ideje demokratije, liberalizma i patriotizma bile [...] tumacene

2 Tlonosuh KacHHje y TEKCTY YII030paBa Ha TO Ja CUTYal[ja CBAKAKO HKje Ouia MIIMYHa,
aJH Jla je curypHo Omita 6ospa Hero panuje: ,,OHO IITO je Hampe]] pedeHo o cramy y Cpouju nmocie
Joflacka Ha Biaay kpasba [leTpa He TpeOGa CXBaTHTH Kao 2 je HACTA0 HEKH ariCoJlyTHH MUP, HeKa
uaeanxHa ciora Mel)y JbyuMa U HOMTUTHYKUM CTpaHKaMa, J1a je IIpecTaia cBaKa IpernupKa U MoJu-
THYKa yTakMmuia u 6op06a. [IpuponHo je na je TakBo ctame HeMoryhe mel)y sKUBHM JbyTUMa, a jOII
mame Mehy bankaHiMa, kojuMma je y KpBu aa ce npenupy u riaoxe (ITorosun 1934r: 252).
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kao logi¢ne posledice ideje narodnog suvereniteta. Ona je, opet, znacila da
gradanin na individualnom planu, i narod na kolektivnom, imaju pravo da
sami odlucuju o svojoj sudbini, da sami biraju put kojim ¢e i¢i. [...] Demokra-
tija, vladavina prava i ljudska prava, bili su klju¢ne parole u borbi radikala sa
autoritarizmom poslednjih Obrenovica i, narocito od 1903. do 1914, u samo-
odbrani Srba od osvajackih namera i konzervativizma Austro-Ugarske
(Ucro).

Kpajem 1909. ronune na yeno Brnane KpasseBune Cpouje nonaszu Hu-
kona [Tammwh (1845-1926), koju MHTEH3UBHPA pajl HAa HAOPY KAy, U3 PA U
KEJIe3HUIIA, HA CHAXKEY NMPUBPEZE, IPOCBETE U KYJITYpeE.

Cam nouetak XX Beka JOHEO je eHepruyHo Oyheme He caMo yrke CXBa-
henux c10601apCcKUX TEKHU CPIICKOra Haposa Beh 1 leroBux HacTojama
Jla C€ ¥ CBOJUM JyXOM 0€3 MKaKBUX IpernpeKka BUHE y HajBUIIIE BUCOBE
JBYJICKUX MONH.

Huxana moranm HUje ce IECHIIO J1a Ce Y UCTO BpeMe T0jaBU U JIeTy]je TO-
JIMKO YTJIEHUX cTBapajana. To Ou Morao Jia moTBp/AH jeJlaH MaJld U HENOT-
MyHHU KaTaJor CTBapajiana pa3HuX Hapamraja. OHH Cy IeIOBaIM TOKOM ITPBE
nBe neneHrje X X Beka Uy MehypaTHoM nepuoay. Tako ¢y TeMeJbUIH HOBY
CPIICKY KYJNTYpY ¥ UCTOpH]jY. Y KibikeBHOCTH TO cy: Jlaza Koctuh, bpanu-
cnaB Hymuh, Joan lyunh, Munan Pakuh, Anekca Illantih, bopucas Cran-
koBuh, [lerap Kouwh, Bmagucnas [letkosuh Jluc, Cumo MataByss, Mcunopa
Cexynuh, Cuma [Tangyposuh, UBo Augpuh, Munom Lpwancku, Momamiio
HacracujeBuh un Pactko [lerpoBuh. HaykoM 0 KEbHKEBHOCTH M €CTETUKOM,
€CejUCTUKOM U KpuTukoM Oasuiu cy ce bornan u [1aBne [lonosuh, Jby6o-
mup Henuh n Joan Ckepnuh. Y Haynu tana cy nenosanu JoBan L[pujuh,
Anexcannap bennh, Crojan HosakoBuh, Cno6oman JoBanosnh, Muxamio
IetpoBuh Anac, Munytua Munaakosuh u Cuma Jlozanuh. Y npumMemeHoj
HayIU ¥ [TPOHAJIa3alITBY HajycriemHuju cy ouin Hukona Tecna u Muxajno
[ynun; y ¢punozoduju — boxunap Kuexxesuh, bpanucnas [lerponnjesuh
u Aumutpuje Mutpunosuh; y 6orociosisy — Hukonaj (Huxona) Benumupo-
Buh u Jyctun (bnaroje) [lonmoBuh; y nuxoBHOj ymeTHOCTH — Ypou [Ipenuh,
[Taja JoBanoBuh, Casa lllymanosuh, [letap Y6aBknh, Cumeon Pokcanmuh,
Hanexna [lerpoBuh, Pucta u bera Bykanosuh; y my3umu — CreBan Croja-
HoBrh Mokpamar, CreBan Xpuctuh u I[letap Komosuh; y ymeTHOCTH TriTyMe
— Jo6puua Munytunosuh, [letap Jo6punosuh n Unua Unuja Cranojesuh
(ITusanoBun 2018: 134-135).

To je n no6a xaxa pacte HUBO nucMeHoctT y CpOuju, Koja ce mnocie
1903, yxonuko 61 ce y mpoleHaT MMCMEHOT CTAHOBHMILITBA ypauyHalia u
Jiera IKOJICKOT y3pacTa, MOoJIaKo MPHOIMKaBajia HeueMy IITO OM MOTJIO Ja
ce paszyMme Kao ,auTtadka peBoaynuja‘ (Exmeunn 2021: 591).
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Mnagu Ciianucnae Bunasep ca poguinessuma y Kpawesunu Cpouju:
Lllabay u beoipag

Bunasepos orari, ABpam Jocu¢ Bunasep (Abraham Joseph Vinaver,
1861/18627/18637/18657—1915), 3aBpiiuo je ctyauje Mmenunuue y [1osbekoj u
OIMax MOCTA0 aCHCTEHT TAMOIIHHX MO3HATHX Mpodecopa. HMaxo je mmanu-
pao na une y beu, mo HaroBopy cBora npujaresba u kojere, Pomana Conyep-
Mmajepa (Roman Sondermeyer, 1861-1923), koju je Tana Beh sxuBeo y beorpany,
Aspam Jocud Bunasep je u3 [Tosecke 1888. mmu 1889. normao y Cpbujy,’ rie
he, xako he ce ncrocraBuTH, OCTaTH 10 Kpaja ’KUBOTA, Kao JeKap 1 3aIlTUT-
HUK CPIICKOTa HapoJia U BeroBe ociodoauiadke Bojcke. Hajmpe je kpahe
BpeMe pazmo y beorpay, a morom ce nopoauia Hacranmia y llamry; y oBom
rpany JeBpejcka ommtrHa popmupana je 1860. rogune, Ha Kpajy apyre Biia-
ne kue3za Musoma O6penosuha (1780—-1860) (ITonosun 1997: 25). V 11laban
je 1900. ronune, camo reT rouHa nocJje nojaBe peHAreHCKOr arapaTa, ABpam
Jocu¢ Bunasep u3 beua 1oHeo TO MEAMIIMHCKO CPENICTBO U MPUMEHHHBAO
ra y cB0joj Jiekapckoj mpakcu. [Ipe tora je jomr camo Bojcka KpasbeBune
CpOuje xynuia jenad peHAreHCKH amapat 3a notpebde Bojue OomHwuIe
(1897). Bunasep je moctaBuo OCHOBE MpuMeHe paauosoruje y Cpouju. ABpam
Jocud Bunasep je uMao ycrexa y jgeuermy TyOepKyJo3e Mpe Hero IiTo je y
ynoTpely ylia BakIIMHa 3a Ty OosiecT. YdyecTBoBao je Ha [IpBom KoHTrpecy
cprckux Jekapa 1904. roqune, ca 3anakeHUM U3J1arambeM pajoBa o MpHU-
MEHU PEHJITCHCKOT 3pauerha; paJloBH ca Tora cKkymna o0jaBibenu cy 1905.
ronune.* buo je ocauBau u npeu npeaceanuk lax-kmy6a y [larmiy. Tokom
0aTKaHCKUX paToBa OWO je J0OpoBoJball y YUHY Majopa; rogune 1912. 6uo
je ynpaBuuk 6onnute y Kypmrymnuju u Bpamwy. ¥V Toky [IpBor cBetckor
para Hajipe je 6o nekap y 6onHunu y BasbeBy. Kao nekap anraxxoBas 1a
JIeYu BOJHHUKE, 000JI€0 je Of IeTaBor TH(yca, KOjU je BeoMa 0CJIa0HO HEroB
opranuzam. [Totom je mpememirer y bBeshennjy, rae je, kao ynpaBHUK pe-
3epBHE paTHe OoHMIIEe, rofuHe 1915. MpeMuHyo 01 MIePHUTINO3HE MaJlapHje.d
[To corcTBEHO] KeJbU, CaxpameH je y 3ajeTHUYKO] TPOOHHUIIN Ca CPIICKUM

3 TIpema jesHOM U3BOPY, ABpaM BuHaBep je mpBOOUTHO MulaHUpao aa uie He y beu, Beh y
Wnnnjy; na nyty ka Uaaunju, y beorpany je nocerno Connepmajepa, KOju ra je caBeToBao Jja 0cTa-
He y Cpouju (besioB 2013: 126-127).

4 ‘Dijagnosticka vaznost Rentgenovih zrakova kod bolesti plu¢a, naroéito kod pocetne tuber-
kuloze’ 1 ‘Pet godina leCenja Rentgenovim zracima’ bila su prva saopstenja iz oblasti radiologije
u Srbiji ovog autora.” Y. BABI¢, STANKOVIC-BaBIC 2015: 205.

5V paraum cykobuma KpasseBune Cpouje 3a ocnoboljeme u yjennmemne Boh)eHuM y nepu-
ony oxn 1912. no 1918. ronuue, yuectBoBajo je npeko 600 Jerpeja, ox kojux je 150 uzryouso
KUBOT y Oopbama win yenen enunemuja. Y. [lornoBun 1997: 23. HTepecaHTHO je 3ama3uTH J1a
je y ucToM pa3no0Iby HUOHUCTHYKA aKTHBHOCT 3aMpiia, jep cy Jespeju y CpOuju 6unu mocseheHu
onbpaHnu cBoje (cpricke) oragoune. Y. Mcto: 73. Y ciomeH Ha cBora ora, Ctanucias Bunasep
je 'y CBOjy KibUTY Tioe3uje Paiunu gpylosu yBpcTHO U niecmy ,,J{p ABpam Bunasep®. Y. BUHABEP
2005: 19-21. HaBoaumo oasomak oBe necMme: ,,Ilomramnajyhu ce temiko, / Mcnujen ox 6onectu u

33



BojauIuMa (BaABIC, STANKOVIC-BABIC 2015; TomaSEVIC 2018: 557; SJOS — Sa-
VEZ JEVREISKIH OPSTINA SRBIJE 2021; ,,IIPBM PEHATEHCKH ATTAPATH Y CPBHIN‘
2021: 33-39; PaguBoseBun 2021).6

CranucnaB Bunagep je, 1o yrieny Ha ola, yBek OMO 3aUHTEPECOBaH
3a HajHOBHWja Hay4yHa JocTUrHyha, Tako Ja je U y KaCHUjUM ToluHaMa Ku-
BOTa Pa3MUIILIBA0 O MEIUIIMHCKOM arapary KOjH je HeroB OTall JIOHEO Y
[[ab6am. To je Omo 3HaK HANIPETKA KOJU C€ BheMy MHOTO Jonaaao. Yunu ce na
Jj€ oBa HaKJIOHOCT MJjajaora Bunasepa HayuHum JoctTuranyhuma oTBopHIIa
BparTa M lEeroBUM CUMIIaTHjaMa 3a HOBa CTpeMJbeha y yMeTHOCTH. HoBrHa
ra HMje IJalmia, Beh je y nHoBalujama B1I€0 U3BaHPEaH 3aJI0r 3a pa3Boj
u OyayhHOCT pa3nmuyuTUX YyMETHUUYKHUX oOnactu. Ha mpumep, Ha moby
nucane peun, Cranucnas Bunasep 3amarao ce 3a 6oraheme je3nka, 3a mwe-
rOBO HHUJaHCUPamE, KaKo O Ce Je3MKOM H3pa3uo LITO OOraTuju 1yXOBHU
caapkaj. HecymmuBo je na je oueBa urypa Ouia kJbyuyHa y BunaBepoBom
OlIpeieIbUBaby 3a CTyUje MaTeMaTuke U pusuke y [lapuzy.’

CranucnaB Bunasep ce ponuo y tagammoj Kpassesunu Cpouju, y
Hlammy, rpaay y Koju je Ime3aeceTak roquHa panuje (y Tajammy Kuexesu-
ny Cp0Oujy) cTurao My3uuKH HHCTPYMEHT KJIaBUP, IPBU TaKaB UHCTPYMEHT
y cprickoj apxkasu.’ CtanuciaB Bunasep je 01O MOHOCAH IITO CE Y MPOIILIO-
CTH TaKO HEITO JOrOAMIJIO YIPAaBO y Ipaay y KOME C€ POJIUO U Yy KOME je
MIPOBEO JIETHUHCTBO M PaHy MJIAJIOCT; pa3yMeo je OrpOMaH 3Havaj MojaBJbH-
Bama npBora kiasupa y Llamniy u o Tome je mucao y Mel)ypaTHOM nepuoy
(BunagBep 20151). OH je Taj eKCTPEeMHO 3HAYajHU YUH UCTOPHUjE MY3UUIKE
kynrype y Cpba nmepuunupao Kao NpeKpeTHHIly Koja ce MaHu]ecToBaia
HE camo Kao (u3NUKo J0Boheme apredakTa y jeaHy cpeauny, Beh u kao
MHcaoHa TpaHchopmaliyja y rimaBama ctranoBHuka Ilamnma (ma, mocpemnHo,
U CpIICKE CPEIUHE YOIIITEe), Ka0 Mepa HHXOBE CIIPEMHOCTH Ja MPUXBaTe
HOBO U J1a yUECTBY]y Y KOHCTpyHCamy oJroBapajyher auckypca y OKBUpH-
Ma fepuHucaHuM TUM apTedakToM. BiHaBepoBO pa3yMeBame OBOra YMHa
TOBOPHY U O TOME KOJIMKO j€ HMHTEH3WBHO ITPOYYaBao U MO3HABA0 UCTOPHU)CKE

Opura / O6umnasmno je 6onecnuke nan u Hoh / [locmaTpao muxoB yHe3sepeH norues / [lo memy 3020
rae ce ko Hanasu / Ha mytamu xuBoTa U cMptu. HcTo.

6 CxpeheMo nmaskeby Ha TO Jia [OJIAlli U3 OBHX H3BOpA HUCY YjeAHAYCHH, [1a TAKO HUCY MOy~
napHe nH(pOpMaInje Koje ce HaBoJie Y BE3H ca FOANHOM KaJia je ip BuHaBep HaOaBHO U 10YEO 1a
MpHUMebyje PeHICHCKH arapar, pa3JinKyjy ce u mojgaiu o 6pojy paaoBa koje je ABpam Bunasep
n310k10 Ha [IpBOM KOHTpecy CPICKHX JieKkapa UTxI.

7 Jenau oxt mpoecopa koju cy My y [Tapu3sy mpenaBaiiu er3akTHe Hayke, OWO je 4yBeHH hpaH-
LYCKH MaTeMaTH4ap, Teopujcku pusuuap, nuxemep u punoszod Hayke, Aupu [oenkape (Jules
Henri Poincaré, 1854—1912). ITopen [Toenkapea, Ha ctyaujama y [Tapusy Bunasep je ox npodecopa
noce6Ho nerno Gunozoda Aupuja beprcona (Henri-Louis Bergson, 1859—1941) u yeMbanucTkimsy
u nujaHucTkuy Banay JlannoBeky (Wanda Aleksandra Landowska, 1879—1959) (Ctojanosus-Ho-
Buunh 2023a: 17-18).

8V Besu ¢ TuM, anpriia 2024. y Hlamiy je ynpuindena mpociasa moBojgom 195 roguna pas-
BOja MHUjaHU3Ma y Tpaay, aju u 'y uenoj Cpouju.
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MEXaHU3Me KYyJIType, T€ IOCTOjamka, JUCEMUHAIIN]E KJIaBUpa U CaMOT KOH-
TEKCTa KYyJIType Y KOME Ce KJIaBUP T0jaBJbyje:

Taj xnaBup koju je 3a3Byuao y lllanmy jecte jenan cumooin. O o3Hava-
Ba MOYETaK KYJITYPHOT KUBOTA, U TO Oam y [lammy. [...]

OH je 610 32 KOHCEPBATHUBIIE HAIa[] HA CTape BPEIHOCTH, OH UM je OHO
HECYMIbLHBO Mp3ak. 3a pyTe OH je Morao Jia Oyae cHoOM3aMm, JlakJie 3a og0a-
UBambe, jep joll HHje MpaBa KyATypa, HEro TeK HEKO HaIPUIIPOCBELTUYCHH]E.
Anu, y CTBapH, Taj KJIaBUp 03HAYABAO je TEKIbY U JKeJby, HAIOp M 3aMax Ja
ce Heryje, HOBHM CIpaBaMa, CPEICTBUMA U TEXHUKaMa, J]a € OCTBAPH OIIITe-
Be ca IpounirheHnM n3pazom 1 npoayosbeHoM cTBapHomhy. Heka je To y
MOYETKY OWJIO HAMBHO, MOJKE OMTH, aiu je To Ouo mouyetak. Tako je y Lllamiy
OMJIO ca MHOTHMM BpeIHOCTHMA 3anajaHe KyiaType (Bunasep 20151 75, 79).

VY cBom ponnom lllaniy Bunasep je xox uemkor my3udapa Pobepra
Tomarepa (1859—-1911) yuro Buononueno (Boyunous 2014: 7) V llamy je
N00MO0 U TIPBE MOAYKE U3 KJIaBUPa, IJIe MY je IPBU YUUTEJb Ki1aBupa Ouia
WBeroa Majka, Pyxxa Bunasep (Po3zanuja Posza Pysxa Bunasep, pohena Po-
3eHOepr /Rosalia Rosenberg/, 1871-1942), akagemMcka miujaHUCTKHbA KOja
je crynuje kiaBupa 3aBpumia y [loseckoj.? Ona je y llanmy 6ua nmo3na-
Ta Kao NUjaHUCTKHIba U KaMepHu My3udap: ,,Pyxa Bunasep nesana je y
[ITabaukoM reBavyKoM IPYIITBY M YECTO CBUpasia ca TOITUHTepoM Ha MpH-
pendama y Illanmy n koHIIEpTHMa KOje je mpupehuBaa y cBojoj Kyhu, oHa
Ha KJIaBUDY, OH Ha BUojioHueny  (Mymun). Py:xa Bunasep Beoma je nomito-
Basna Pobepra TonmmHTrepa 1 cMaTpasia ra u3y3eTHO BAKHUM 3a IIa0auKH
MY3UYKHU KHUBOT: ,,Y BpeMeHY Kaja cy ce y lllanmy nesasne necmune a la
Pykasuye c iipcuuma, yypa wuwxe ciiyciuuia... TonuHrep ca cBojuM Te-
MEJHbHUM MY3UYKHM 3HAaHkEM, TAICHTUPAHU TUPUTEHT U OyIlIeB/beHU Bar-
HepujaHall, yuHM y [lamiy, Masoj Bapomy TaJeHTOBaHUX JBYIH, IIPOMEHY
u npenaoM” (Mywun). 3ato je Pyxa Bunasep u omnyuunna na Tonunrepy
MOBEPH Jia MoyyaBa mbeHora cruHa.!0

Py»xa Bunasep je 6uia akTuBHa kao 6onHu4apka y Jpyrom Oankan-
ckoM pary. [Ipunosetka ,,Ha MpTBOj cTpaxu‘ Py>xe Bunasep oGjaBpeHa
je 1913. y mucry hanxancku paiu. Y TIPUTIOBEIU CE €BOIIMpA YCIIOMEHa Ha
neBojky Jlanuny JopanoBuh, nanujeHTKUIBY K0joj je BunaBepoBa momara-
Jla ¥ Koja je MpeMuHyJa y BOJHO] OOJTHUIIM y K0jo] je BunaBepona Ouia
aHraxoBaHa (,,POTRESNA PRIPOVETKA RUZE VINAVER, MAJKE NASEG SLAVNOG

9 buorpadujy Pysxe Bunasep nana je KokanoBun 2006. Bup. u: ITEjoBus 2004; VASILIEVIC
2021.

10 PoGept TonuHrep je O¥O MO3HAT U 110 TOME LITO je OHO TIPBU KOMIIO3UTOP Y HAILIO] CPETHHH
KOjH je MHUCcao HHCTPYKTHBHY KJIABUPCKY JTUTeparypy. Takole, OHO je jenaH o CyocCHHBaYa My3U4d-
Kor "acomuca / ygaio, a ’ieTOBU WIAHIIM O MY3HIIH BEOMa Cy BasKHU y HCTOPHUJH HAIHCA O MY3UIN
y Cpb6uju (KokaNovic Markovic 2019).
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PESNIKA I BOLNICARKE TOKOM BALKANSKIH RATOVA™). VicTe ronune Pyxa Buna-
Bep objaBuia je cepujy TekctoBa Og Bpara 3a Conyn, ITO cy Ouie meHe
penoptaxke ¢ parumra (TEms 1977: 360). CBoj aHTa)XKMaH Ha IMOJBY JTUTE-
parype Pyxa Bunasep rpaauina je v cBOjUM IPEBOJUMA MOJbCKE KHHIKEB-
HOCTH Ha cpricku je3uk.!! [Tucana je u my3unuke kputrke.'2 Y toky I[IpBor
CBETCKOT paTa ca cuHoM CTaHucIaBoM mpenia je AnOaHujy U OTHILIIA Ha
Kpo; 6una je parau nonucHuk ca Kpda. Pyxa Bunasep xacuuje je y beo-
rpajy paauia Kao HACTABHUK KJIaBUPA, Hajiipe y My3u4Kkoj ko ,,CTaH-
koBuh®, a o 1927. (,,ICTOPMIAT 11KOJIE®) y My3uukoj mkoiu y beorpany.
buna je omyinuHa MUjaHUCTKUBA KOja j€ ,,CTEeKIA [...] 3aBUIHY penyTaIujy:
o meHuM Hactynuma y Cpouju [KpasmseBunu Cpba, XpBara u CioBeHana
u Kpasmsesunu Jyrocnasuju — npumenda /. C. H.] usmely nBa para u cam
je Bunaep nucao my3suuke kputrke™ (CtojaHoBUR-HoBrums 2023a: 16).13
Hben xUBOT TparuyHo ce 3aBpino: Kao JeBpejka, crpanania je 1942. rogu-
He y Oeorpajackom bamuukom noropy. Coje 6ake Pyxe cehao ce u cun
CranucnaBa BunaBepa, My3uuku nucan 1 gpamarypr onepe, Koncrantux
Bunagep: ,,ImMao cam 12 roguna xazna je 6abda Pyxxa otepana y bamnuku
norop u youjena. JoOpo cam je 3anmamtuo. Boneo cam je u nomrrosao. buna
Jj€ MOj IPBU YUHTEJb KJIaBUPA, KOPITYJICHTHA, U3PA3UTO JIETIUX LPTa JIULA U
n3y3eTHOT ayToputera. Mysumupana je u'y Llamy* (BoyuHosun 2014: 2-3).
Pyxa BunaBep je Ouia mo3Hara mo Tome IITO je BoJieJia Jia OKYIH CBOje
hake. OkyIbama je OpraHu3oBaja Wik y CBOM CTaHy, UJIH, KaJa je To OUiio
Moryhe, y My3uukoj mkoiu. Koncrantun Bunasep HaBoau /1a je y IIKOJIH
,AMana [...| cBoja mprMama, Ha Koja ce JI0Ia3mIo Ha 4aj u My3uKky 14 (Bo-
JuHOBWR 2014: 3).

He camo na je manu, na norom maaau CTaHucnas, y4uo Aa CBUpa Kia-
BUp KOJ] CBOje Majke, Beh je u TonnHaMa NMao MPUIINKY Ja IPaTH HBeH paj
ca pa3IUYUTHM YUYCHHWIIMMA Y KJIacH,!® 4uMe je OCTENeHo yCBajao TeMeb-
HE KapaKTepPHCTUKE U 3aHATCKe M HHTEPIPETATUBHE HUjaHCE THjaHUCTHUYKE
nzBohauke ymerHoctu (CtosaHoBuh-HoBuunns 2023a: 16).

11 By, SuBoTiN 1966: 123-124, 126; Bywak 1999: 87-88, passim; 2001: 86—-87.

120 menom mysukorpadekom paay nucana je PEjovic 1994: 104-105.

13 V1. BunaBep 2015a; 20158.

14 Pey mpumMarsa oBie TpeOa pasyMeTH y CMUCIY IpUjeMa, OKYILJbatba.

15 Jenan o McTakHYTHX y4eHHKa BuHaBepoBe, uuje je nmpBe kopake npatio u CtaHucIas
Bunasep, 6uo je Cranojno Pajuuuh (1910-2000), akagemuk CAHY, KOMIIO3UTOp U YHUBEP3UTETCKH
npogecop. Pajuunh je y cBojum cehamuma ca nomrosamem nucao o Pyxu Bunasep kao cBojoj
npodecopku kinaBupa u o CranuciaBy BiuHaBepy Kao HEKOME KO je PEI03HA0 HEeroBe KBAINUTe-
TE W MKCA0 TPBE KPUTHKE O HerOBUM W3BOHAUKMM HACTYIHMMa M KOMIIO3UIHOHUM NPBEHIIMMA.
V. Pasnuun 1979: 1137-1139 (Pyxa Bunasep); 1140—1142 (CranucnaB Bunasep). Bunagep je
HEKOJIMKO KPUTHKA MTOCBETHO PajudnheBrM KIIABUPCKHM HACTYIIHMA Y IIKOJICKOM y3pacTy, OYeB
oIl TpeHyTKa Kaza je Pajuunh umao csera 14 roguna! Y. Bunasep 20156; 2015r; 2015h; 2015e.
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[Toceban aduuuteT passuo je mpema aenuma Openepuka llonena
(Fryderyk Franciszek Chopin / Frédéric Frangois Chopin, 1810—1849), Joxana
Cebactujana baxa (Johann Sebastian Bach, 1685—1750) u 6eukux kiacu-
yapa (Tomasevic 2018: 560; CtoianoBur-HoBuuns 2023a: 16, 21).

CranucnaB Bunasep je rumnasujy y Lllaniy noxahao ox npBor 1o cen-
Mor paspena. OH je BOJIEO Ty IIKOJY, Jld je cariieaBao 1 mbeHe ciadocTu. 1o
Bunagep je ka0 y4eHHK OHO 3arma3uo Ja pOIuTeIbH IeTOBHUX APYTOBa YTIIaB-
HOM HHCY JIOBOJbHO 00pa30BaHU Ja OM MOTJIH J1a pa3yMe]y TpaauBo Koje ce
y TUMHa3uju oOpahuBasio u3 pa3anautux npeameta.l’” Quuriaenno aa je
Miaau BunaBep jour y TUM JaHHMa CXBATHO Jia Cy HETOBU POJIUTEIBH, 32
pa3nuKy of BehnHe poanuTesba BeroBUX ApyroBa u3 MKoJe, OMIIN U3BPCHU
MHTEJCKTyaJIn. 300T jeTHOT MHITUCHTA KOJU CE JIOTOIHO Y BpeMe Kajia je
6mo hak cenmora pazpena ruMmHasuje, o0uo je mpumopan fa 1908. namyctu
OBY ILIKOJTY; IIIKOJIOBAaHk-€¢ HACTaBJba y beorpany v nmounme 1a MHTEH3UBHO
yIIHja UMITYJICE CPIICKE KpaJbeBCKe mpecToHuIle, rae 1909. u matypupa y
IIpBoj 6eorpaackoj rumuasuju. Ilotom onnasu Ha cryauje y [lapus, koju
je 6uo Bpno npusiavan cryaentuma u3z Cpouje.l® ¥V llanny u beorpany,
a motoM U [lapu3y, mucao je nmpBe KiIKEBHE PaIoBe, OJ KOjUX CY HEKH OfI-
max O 3anaxenu.® Crynuje y [apusy npekuaa 1912. rogune, kako Ou
yuecTBOBao y [IpBom OankaHckoM pary.20

Cranucnas Bunasep 610 je jenaH of MPBUX CPICKUX KHMKEBHHUKA
JjeBpejckora MopeKia y HOBHjOj CPICKO] KEbUKEBHOCTH, HA YH]EM j€ TIOUETKY

16 TIpodecopu cy Ouin ropau 1 IIOHOCHTH Ha CBOje YUYCHHKE, TOPIOCT MaK yYeHHUKa mpe-
Ba3WJIa3WiIa je TIOHOC yuuTesba. [...] [mMHa3mja, ca 30upkoM 1 30pKoM HamaOUpUYCHHX MO/IaTaKa,
Ouuta je orpoMHa labopaTopuja rjie CMO MH yBepaBaiu cebe caMe, Hallie podecope U Hallle Cpos-
HUKe, 1a cMo ouctpu’ (Bunasep 2015x: 439—-440). Bunasep 3aksbydyje 1a je rTMMHA3H]ja ,,BETUKUM
JIeJIOM H y3 yuenrhe HCTOPHjCKUX yCIIOBa, I MPOQecopcKora BUCOKOyMJba, Oulia CyBOIapHa,
pannoHaHa, IPUINYHO (GPUBOITHA U JIMIIEHA TOTOBO CBaKe moesuje. Mok /a je Tako Mopaso OHTh‘
(Bunasep 2015x: 443).

17 Tena xoja cy Jona3uiia y THMHa31jy Ouiia cy yIilaBHOM MJIH JIela JbYIH KOjU HUCY HMaJIi
ojMa O JIATHHCKOM je3HKY, O TPYKOj HCTOPH]H, O JIOTapUTMHMAa U 0 TpojaHCKOME KOIbY, UJIH, [ITa-
BHUIIIE, MaJIU ceJbauuhu, 0 ynjux Kyha HH 110jaM O 1ojMy, O THM BEJIMKHUM TajHaMa, HHje JOIao‘
(BunaBEP 2015x: 439).

18 Ornpusuke y ucto Bpeme Kajaa Bunasep cruxke y [Tapus, y 0Baj rpaj 101a3H joII jeaH
miaauh jeBpejckora nopexia, pohenn beorpahanun, Moura [Tujaze (nwn 9°X77, 1890-1957), xoju
je'y To Bpeme 6mo nocehen cnukapcTBy. Y. [lonosus 1997: 188.

19 HaBogumo iBa mpuMepa BrHaBepoBux panux jgena: roqune 1911. y Beorpany je, 10k je oH
jom cryaupao y [apusy, o0jaBibeHa merosa ronuny panuje (1910) Hanucana Mjefia: kruia citiuxo-
6a (Bunagep 2011), y 3Hak cehama Ha meroBy mitalyy, paHo peMHuHYITy cecTpy MjedecnaBy Mjehy
Bunagep (poheny 1898, a mpemunyy 1910), a 1913. rogune, kaaa Beh Bue Huje 6uo y [lapusy,
U3 HITaMIIC je U3aluia beroa 30upka llpuue xoje cy usiyoune pasroiiescy (BunaBep 1913).

20V o noba, 1912/13. ronune, Xyro Kiaju (1894-1981), jeBpejckora ropekiia, CTYAEHT Me-
nunuHe y bedy, koju he ce mocre 3aBpiieTka CTyaAnja npecenutu y beorpa, y aycTpHjcKoj mpecTo-
HUIM poy4aBa ncuxoananndy kon Curmynna @pojaa (Sigmund Freud, 1856—1939). OH je moctao
MO3HAT K0 HajHUCTAKHYTHjH JyTOCIOBEHCKH IICHXOaHATTNTHYAP, AJTH je Takol)e OMo aKTHBAH U IICHCH
1 Ka0 MPEeBOAMIIALL, IEKCITUPOJIOT, TO30PHILHU KPUTHYAP U peautesb. Y. [TonoBun 1997: 183.
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crajao Xajum C. [laBuuo (1854—1918)2!. V Tom HU3Y 3HAYajHUX ayTOPa, OPE]T
Bunagepa, Hanase ce jom ap XKax Konduno (1892—-1973), Ucak Camoko-
Bija (1889—1955), Monm ne bynu (1904—-1968), Ockap dasudo (1909—1989),
Anexcangap Tumma (1924-2003), Hanwno Kum (1935-1989), @unun [a-
Bu (p. 1940), JaBun Anbaxapu (1948-2023) u apyru (yn. Ilonosun 1997:
180—-184; ITanaBECTPA 1998: 87-95). BuHaBepoB KHUKEBHU U NPEBOAU-
JaYKH J1ap Y BeroBUM MJIaJUM JaHMMa 3HayajHO ce pa3BUO 3axBasbyjyhu
M3Y3E€THO MOJCTHUIIAJHO] MOPOANYHO] aTMochepH, na je Tako Bunasep paHo
ca3peo He caMo Kao My3uyap Beh U Kao KibF)KEBHH CTBapasail,?? Koju je
nereHrjama ooorahBao CpIiCKy KEbHKEBHY ClieHy.23 OuindaH no3HaBaall
HEKOJIMKO je3WKa, OH je CTBOPUO HEKE O]l HajOOJbUX MPEBOJA Y CPIICKO)]
MPEBOJIHO] INTEPATYPHU;Z4 IPEBOINO je ca PPaHIyCKOT, PYCKOT, €HITICCKOT,
YEIIKOT, HEMAYKOT, IITIAHCKOT, MMOJHCKOT M MTAJIMJaHCKOT je3rnka. BuHasep
J€ 3aCTYIJbEH Y HEKUM OJ pPENPE3eHTaTUBHUX aHTOJIOTHja CPIICKE KHUKEB-
Hoctu (yn. BuHABEP 196525, hupuios, Bypuns-Kiaiu u ap. 196626; Coopro-
HWJEBUER, MAKcuMOBUR 1996). O BunaBepoBoM cTBapaiaiiTBy 00jaBIbU-
BaHMU Cy eceju, cTyauje u 30opauiu pagosa (Tewmrs 1990; 2015; 2018; 2020).
W3mely octanor, nmucano ce 0 BuHaBepoBHUM MY3HUKHUM KPHUTHKaMa, Kao
1 0 ;eroBoM My3ukorpadcekom paay (ITesoBun 1976; 1999: 279-287; Toma-
wEeBKUh 2008; 2009; 2015=2008; Bacur 2009; CTE®AaHOBUR, CTOJAHOBIR-HO-
BUunh, PAETA 2023). O 2016. roqune y [lamy ce onpikaBajy BunaBepoBu
naHu, MaHudecrtanuja noceehena BunaBepoBoM cTBapanamTBy. Y OKBUPY
BunaBepoBux naHa uzgate cy u nmyonukaimuje o BunaBepy u gppaHIryckoj
kyntypu (Tewms 2018) u Bunasepy u pyckoj kynrypu (Tewms 2020). T'onuae
2022. y okBupy BruHaBepoBUX JaHa opKaH je U Hay4YHH CKyII ,,CTaHUCIIaB

21'Y paHujuM H3BOpHMA Kao TOJMHA HeroBe CMPTH HaBoxwia ce 1916. Melyrum, HoBHja
HCTpaXKUBama ocropasajy 1916. ronnHy Kao rofnHy MUIIYeBe CMPTH 1 yTBphyjy roauny 1918. kao
roJuHy merose cMpTu. Yi. Byunna Cumosuns 2015: 109, 113.

22 TIpod. ap Tojko Temuh mokpenyo je nzaaBame BunaBepoBux cabpanux jgena. Pesyirar
je uMIpecuBaH HU3 o] ocamHaecT ToMoBa (/Jera Ciuanucnasa Bunasepa) y n3namwy asa 6eorpa-
cka u3naBava, CiyxOCHOT r1acHUKa U 3aBojia 3a yioeHuke, y nepuoay ox 2012. no 2015. rogune;
Temwh je mpupehuBau cBuX ocamHaecT ToMOBa. Y OKBUPY mocinenmera Toma (TomAmEBuh 2015:
300-306) nperuramnas je panuje o0jaBiberu Tekct Katapune Tomamesuh ,,Ctanucias Bunasep
u my3uka“ (Tomamesun 2008: 350-358). F'ogune 2019, T'ojko Temuh npupenuno je Bunaseposa
Uzabpana gena (Bunasep 2019).

23 Mebhy meroBuM KibUTraMa Hallase ce ecHuuKe 30upke Yysapu ceeitia (BUHABEP 1926) u
Espoiicka noh: ciuuxoeu us zapod.venuwiriéa (1941-1945) (Bunasep 1952), kao u KiHKEBHA OHO-
rpadwuja Jlazapa ,,JIaze* Kocruha, 3anocu u tipxocu Jlaze Kociuuha (VINAVER 1963).

24 Meljy MHOrUM M3BPCHUM JIEIMMa OBOTa THIIa, HICTAKHIUMO BruHaBepose mpeBojie Padieose
(Frangois Rabelais, 1483?/14947—1553) kwure [ apianiuya u laniuaipyen (Pasne 1950) u Xameko-
Bor (Jaroslav Hasek, 1883—1923) Jo6poi sojuuxa [llsejxa (XaEk 1947; 1948; 1949).

25 OBO M3k [ITAMITAHO j¢ Y OKBHPY KAITUTAIHOT H31amba Cpricka KisikeBHOCT y 100 KibH-
ra, Keura 74.

26 OBO H3/IakbE IITAMIIAHO j€ Y OKBHPY KallUTaIHOT H3/1aba Cpricka KibnkeBHOCT Y 100 Kibu-
ra, kmura 91.
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Bunasep u my3uka®, y opranuzanuju dakynarera My3U4Ke YMETHOCTH Y
beorpany n ®onnanuje ,,CtanuciaB Bunasep®; pagoBu ca oBora cKyra
00jaBJbEHH CYy y KOJIGKTUBHO] MOHOTpaduju Ciianucias Bunasep u mysuxa
(CteoaHOBUR, CTOJAHOBUR-HOBUUNTR, PATETA 2023)%7.

BuHagep je Boseo je3HK W Iesiora )KMBOTa € KPO3 je3UK U3pakaBao.
Boieo je MHOTO U MY3HKY, KOjy j€é BHJICO KaO CBEIIPHCYTHY CHIIY U TO HE
caMo Kao 3ace0HY YMETHOCT, Kij j€ OJ1 paHe MJIaJIOCTH M3Y3ETHO LICHHO, a
M caM ce FoMe 0aBHO Kao ITHjaHHCTA, HErO H, Y OrPOMHO]j MEPH, Y CMHCILY
OHHMX 3BYUYHUX, MCTpI/I‘IKI/IX U PUTMUYKUX CBO_]CTaBa KQ]a Cce HpeHO?)Ha_]y
Kao je3rpo ropopHora jesuka (CtojanoBur-HoBuumns 202306).

VY cBeTy my3uke, Bunasep je mpoirao myT off yueHUKa CBOje MajKe U
CTyAeHTa My3uKe y kiacu Banzae JlannoBcke, 10 €eMUHEHTHOT MY3UYKOT
KpUTHYapa.

[Nopex MHOTUX IpYTUX HHTEpecoBama/moceehenoctu, mely kojuma cy
MIPUMapHO MECTO 3ay3umalte 0opba 3a MOHOC, YIIIEA M 4acT CPIICKOra Hapo/a
1 32 OCHAXXUBAhE HEroBe (My3HUKe) KyJIType, My3HKa je ToquHama, TOTOBO
YUTABOT ’KUBOTA, Oruta (jrrraHa) mpeokymanuja CtanuncinaBa Bunasepa (Cto-
JaHoBUR-HoBHuMs 2023a: 16).

My3uKa je, jellHUM JI€JI0M CBAaKaKo M Kao MOoKa3aTesb OAaHOCTH U T10-
cBeNeHOCTH CBOjOj MAjIH U, CAMUM THM, CBOJUM JIyXOBHUM KOPEHUMA,
,,OCTaJla jeqaH HeroB HEOCTBAPEHH HIIH, TIPE, HE TIOTITYHO 3a0KPYKEHH, He-
nocamaHu caH; OajgkaHcku patosu, [Ipeu ceercku pat* (CtoiaHoBUR-HOBU-
yuh 2023a: 16), y kojuMa je TOKUBEO BEIUKO (PU3MUKO U IICUXMYKO CTpaIall-
HMILTBO, ,,a IOTOM U CTUIIA] IPyT'MX OKOJIHOCTH, 1a U pa3Mepe BuHaBepoe
3HATHKEJbE U HeTOBUX MHTEIEKTYaJTHUX alleTUTa, YIIyTHIH Cy Ta Ha pa3-
JMYNUTE aKTUBHOCTHU U JIEIATHOCTH U OH BHILE HHje 6o y MoryhHocTH 1a
OCTBapH IMyH MPOQECUOHAITHYU IMOTSHIIM]aJl Ha MYy3UYKOM 1MoJby * (CTOJAHO-
Buh-HoBruwmn 2023a: 16). Bunasep je mociie Harjio NpeKuHyTUX MapUCKUX
CTyIHja, y MUPHOAOICKUM MEPUOIUMA, MUCIHO U IMCA0 O PAa3HOPOJHUM
npobiieMruMa 1 rojaBaMa, 00jaBJbHUBAO je KEbUIe, MHOTOOpPOjHE YMETHUYKE
U, MOceOHO, My3UUKe KPUTHKE, IECHUYKE TBOPEBHHE, paclpase, eceje,
NpaTuo je 30MBamba u3 00JIACTH KYJITYpE, UILA0 je Ha Pa3IN4MuTe jaBHE JI0-
rahaje, Te HHje OMO Y IPHIIHIIN J]a C€ Y IOBOJbHO] MEPH TIOCBETH BEKOAY
WHCTPYMEHTA U, TEHEPATHO, COJTUCTHUYKO] MTUJaHUCTHYKO] KapujepH, 3a KOjy
je ToKa3uBao ofipeheHe npeaucno3nimje.

Bunagep je 1 y 1OCIOBHOM CMUCIy PEUH JEIHO CyI0MHY ca CBOjOM
OTayIOMHOM: MILIA0 je Y CBE BOJHUUKE IT0XO0/IE, KAKO OU M CAM ITOMOrao 0clio-

27Y 0BOj KE®bU3U BHHABEPOB OITyC carlie/iaH je U3 BUILE PEICBAHTHUX YIJIOBA: KEHIKCBHOT,
MIECHHUYKOT, MY3HUYKOT, KPUTHYAPCKOT, PaAHO(OHCKOT UT.
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Oohemy 3eMibe 1 Hapoaa. Ha moueTKy Tor leroBor JMYHOT JaHIa XEPOjCKUX
MOCTYTIaka, MPEKUHYO j€ OHO IITO j& HajBUIIIC BOJICO U Y UEMY j€ HajBHIIIC
y>KHBaO — CBOJ€ MHTEJIEKTYaJIHO, HAYYHO U YMETHHYKO ycaBpinaBame y [la-
pHU3y 3amoueTo Kpajem mpee nernenuje XX Beka — u otumiao y [Ipsu 6an-
KaHCKH pat,2® ynepen npotus Typcke, koju je, mpema peunma JoBana M.
INonosuha, nox BohcTBOM Anekcanapa I, kpaspa Jyrocnasuje, ,,BoljeH paau
ociobohema Haie nogjapmibere opahe y Crapoj Cpouju u Makenonuju‘?
(ITonoBun 1934a: 5). Kao mro je ,,[o]x 1912. ronune Cpbwuja [...] TOTOBO
OesnpekuHo [sic] Ouna y patHom cramy* (ITornoBus 19346: 217), Tako je
1 BuHaBep yBeK CIIPEeMHO U CI000JHOM BOJHOM Y TOKY HHM3a TOIMHA TIPH-
XBaTao Ja MoHEeCEe CBOj €0 TepeTa HAIIMOHAIHOT paTHO-XEPOjCKOr Opeme-
Ha. Y Be3W ca CBOjoM Jby0aBJby IpeMa JOMOBUHH, TaJallmhoj KpabeBuHu
Cpba, XpBara u Cnosenana, Bunasep je ronune 1924. nanucao: ,,Ja Bomum
OBY 3€MJBY. 3a By j€ J1a0 CBOJj ’KHMBOT MOj TIOK. OTall, BUIITH OUITUD CPIICKE
BOjCKE, 3a Iy CaM | ja TIPOJIUO CBOjy KPB. AJIM MIPHU CBEM TOM ja C€ HUKA]I
HHUCaM OJIpeKao CBOTa jeBpejCTBA. Ja HUCaM ITMOHUCTA. 32 MEHE BHILIE 3HAYU
beorpan neronu Jepycanum* (,,131ABA CTAHUCTIABA BUHABEPA HA HAIIA-
NAJE JKujjoBcke cauectu 2015: 356). OuurienHo je aa je y moriieay poao-
Jby0Jba U CIPEMHOCTH Ha KPTBY CIIEIMO TPAroBe CBOJUX POIAUTEIHA, KOJH
Cy CBOje CHare u pecypce yBek craBjbaiu CpOuju Ha pacrojiarame.

3axmyuax

JInunoct u cTBapanamTBo CranucinaBa Bunasepa Mory ce, ma v HeOI-
XOJTHO je, pa3MaTpaTu Kpo3 BUILE pa3IMIUTHX MapaMmeTapa. Jenan o1 bux
JecTe U BeroB paHu pa3Boj (IpUMapHO MUCIUMO Ha FOJMHE MPE HEroBUX
crynuja y @paHIlycKoj, ajli ce Y pa3MaTpame JOHEKIIe MOXKE Y3€TH U IIEPUOLT
70 OaJIKaHCKHUX paToBa, nakie 1o 1912/13. ronuHe), Koju ce MpeBacXoIHO
JIeTIIaBao MoJT YTUIIajeM HeTOBUX POJIUTEIba, Ol JJeKapa U MajKe MTHjaHUuCT-
kuwbe. Pogutessu cy cranHo oborahnsanu BunasepoBa ca3zHama, MOICTH-
LIAJIM I'a J1a YBEK ITPEUCITUTY]E CBET KOJU Ta OKPY’KYje U OCHAKUBAIIN HETOBY
3aMHTEPECOBAHOCT 32 YMETHOCT U HayKy. On 1912. roausne, kana je Buna-
Bep peuo aa npekuHe cryauje y [lapusy u na 6panu otaiiouny, poauTesbu
Cy My OMJIM MOJIETT M 'y CMHCITY CIIPEMHOCTH Ha OTPOMHE JIMYHE KPTBE Y

28 Josan Jlyuuh je moceGHO KCTaKao yiory kpassa [lerpa y 0BoM BOjHOM CyKoOYy, ojBiiadehu
IIPEIJIMTake CBETOBHUX H IYXOBHHX ITOPUBA y EBETOBO]j BJIAIAPCKOj GUTypH: ,,Y TIPBOM pary, mpo-
tuB Typcke, KpaJsb je ©Mao M3TJIe Biagapa KOjU Mpel CBOjOM BOjCKOM HOCH 3ajeIHO Mad M KPCT.
Kpass Kpcronocarr! OBaj part je y 1eoM cBeTy 0o BpJIo monyJapad. To je u3rieaao mocieamu
gucTo xpumhancku moxon™ (Jdyvuun 2015: 482).

29 Koanuuuja GankaHCcKuX Apasa je y [Ipom GanmkaHckoM paty mpotepaia OCMaHCKy
napeBrHy U3 BehuHe BEHUX eBPOICKIX MmokpajuHa. CpOuja je yBehasa cBojy TeputopHjy 3a 82%,
a Opoj cTaHOBHUKA 32 0KO 55%. [...] Yemecn CpOuje y GamkaHCKHM paTOBUMA HOUTIIH Cy H>eH yTIIET,
napouuto Mel)y CrnoBernnma y Ayctpoyrapckoj* (MmnnopranoBus 2020: 157).
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BpEMeE TEILIKUX PATHUX OKOJIHOCTHU Y KojuMa ce Haiia KpasseBuna Cpouja
y TOKy OankaHCKuX parosa u [IpBor cBeTckor pata. Bunasepose popmaTis-
HE roJInHe 30MBaJe cy ce y n00a Benukor 3amaxa KpasseBune CpOuje Ha
Pa3IUYUTHM [10JbHUMA, LITO j€ TaKohe MPeACcTaBIbalIo CBOJEBPCHU 3aMajall
BunaBepoBUM MHTENEKTYaIHUM Tparamuma.
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Dragana P. Stojanovi¢-Novici¢

The formation of the creative personality of Stanislav Vinaver in the context
of the historical moment in the Kingdom of Serbia and in the light
of the spiritual influence of his parents

Summary

Stanislav Vinaver (1891-1955), of Jewish descent, born in Sabac, Kingdom of Ser-
bia, was a writer, translator, critic, journalist, diplomat, poet, one of /300 corporals, and
prominent representative of the expressionist movement of the twenties of the 20th century
in Serbia/Kingdom of Serbs, Croats and Slovenians. He grew up in a family that nurtured
his spiritual development. His parents played a crucial role in creating his complex and
dynamic personality. The text first explores the political landscape in Serbia at the turn
of the 20t century, particularly from the accession of King Peter I Karadordevi¢ to the
throne in 1903, in the atmosphere stimulating the development of scientific and artistic
aspirations. Vinaver’s father, Avram Vinaver (Abraham Joseph Vinaver/Avram Josif Vinaver,
18617/18627/1863/18657—1915), was a physician who settled in the Kingdom of Serbia with his
family in 18887/1889?. He sparked in young Vinaver an interest in science and technology
and a passion for research. Notably, he was the first physician in Serbia, except for the
physicians at the Military Hospital in Belgrade, to utilize an X-ray machine. Vinaver’s
mother, Ruza Vinaver (Rosalia Rosa Ruza Vinaver, née Rosenberg, 1871-1942), a pianist
and a literary translator from the Polish language, introduced him to music, helping him
develop his piano skills and ability to understand musical content; she inspired him to
engage in literary work and translation. During a period of significant prosperity for Ser-
bian society—marked by advancements in its economy, diplomatic relations, and culture—
Stanislav Vinaver gained valuable intellectual tools within his family circle. These tools
would influence his later work and engagements. Parental encouragement was also cru-
cial in Vinaver’s thinking and the freedom he allowed himself in intellectual excursions.
If it weren’t for that freedom, there wouldn’t be his original literary works and poetic
achievements, his outstanding and recognizable translations of foreign literature into the
Serbian language, his essays, and critics of music and other arts, as well as his dynamic
polemics with his contemporaries. However, his parents also served as an example of
willingness to subordinate their interests to the interests of the country they lived in by
making great personal sacrifices in the difficult wartime circumstances in which the
Kingdom of Serbia found itself during the two Balkan wars and World War 1.

Keywords: Stanislav Vinaver, Avram and Ruza Vinaver, Serbia, music, piano, X-ray
machine.
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UDC 78-053.81:061.2(497.1)°1964”

NBAHA C. BECUh
My3ukonomku uHCTUTYT CAHY™
Opurunannu HayuHu pan / Original scientific paper

HA ITPAT'Y HOBE EPE V JIEJIOBABY: IIPUITPEME
N OJJELIN ITOCETE AEJIETAIIMJE MY3UUYKE
OMJIAIMHE JYTOCJIABUIJE ITPEJCEJJHUKY COPJ
JOCUITY BPO3Y TUTY (ATIPMJI 1964)”

CAXETAK: Y oBoM pany AeTajbHO je aHAIM3UpaHa ImoceTa Aeneranuje Mys3uuke
omuanune Jyrocnasuje (MOJ) npencennuxy COPJ Jocuny bposy Tuty y anpuny 1964.
TOJMHE C HAMEPOM Ja ce 00jacHe MOTHBHU HCHOT 3aKa3UBamba H PA3HOBPCHE PEHEPKYCHje
Koje cy je mparmie. ITopen ykazuBama Ha TOK PUIIPEMa OBOT CYCPETa, TEMEJbHO Cy pas-
MOTpEHE MOjeINHOCTH pa3roBopa TuTa ¢ AeneraTuma oMeHyTe opranusamnuje. 13yses
pednekcuja Ha foTagamsl yanHak MOJ-a u eros Oynyhu pa3Boj, moceOHO Cy U3BOjeHE
TuToBE OmCEpBaIHje O BPEAHOCTH KIaCHYHE MY3HKe, 3aTHM O €CTETCKUM MambKaBOCTHMA
1]€3a U alCTPaKTHOT CIIMKApCTBa U, Haj3a], O Y031 YMETHOCTH U ,,HempodaHucane My3H-
Ke y yHanpehemwy 3Harba 1 OIUIeMEHUBAIbY JICLe U MIAIUX, JIH U jyTOCIOBEHCKUX HApO/a.
Ha xpajy, Hauum€H je OCBPT Ha y>KH U IIHPH 3Hayaj cycpeta aeneranuje MOJ-a ¢ Tutom,
HE caMO Y KOHTEKCTY JieJIoBamka OBE OpraHu3alyje Beh, yonure, o4HOca HOINTHYKHUX H
MapTHUjCKUX ayTOPUTETA y COLUJATUCTUYKO] JyrOCIaBUju CIIpaM My3UYKHX, OMJIATHHCKIX
U KYJITYPHUX YAPYKeHa.

KJbYUYHE PEUU: My3uuka omnaauna Jyrocnasuje, Jocun bpo3 Turo, mpujem, I koH-
rpec, mpociasa jyoueja.

Naxo cy npBu kopaiu opranuszanuje Mysndke omiauHe Jyrociasuje

(MOYJ) 3abenexenu jom y MmapTy 1954. kpo3 aenoBame JpyimTBa mpujaresba
Mmy3uke y 3arpeOy u beorpany u apyrum rpagosuma HP Xpearcke u Cpouje
(VEsi¢ 2023: 17-19), meHo oMacoBJbEHE U MPOJOP Y OpOjHE JyTOCIOBEHCKE
KpajeBe U3BaH penyOINYKUX U NOKPAJUHCKUX LIEHTapa OJBUjaJIU Cy CE OTe-
XKaHo U y3 4yecTe 3actoje. Yak u kazaa je 1959. popmanHo npenHaueHa y

* kakavhoror@gmail.com
** OBaj paj je HACTA0 y OKBUPY HAYYHOUCTPAXKHUBAYKE OpraHu3auje My3uKOIOMKHA HHCTH-

tyT CAHY kojy ¢unancupa MuHHCTapCcTBO HayKe, TEXHOJOIIKOT pa3Boja M MHOBanuja Biane
Peny6muke Cpbuje (PC-200176).
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CaBe3HY OpraHu3allnjy CrajarkbeM HEKOJIMKO pernyOInYKuX orpaHaka (13
HP Xpsarcke, Cpouje u bocue n Xeprerosune)! (VEsi¢ 2023: 22), moky-
IIajH IUPEHha Ka OCTATUM penyOiinkaMa,? ’ibHXOBUM INIAaBHUM I'paIoBUMa
U IpyruM YpOaHUM cpeluHamMa HUCY TEKJIM OHAKO KaKO Cy HeHH YETHHUIIH
MPHIKEJHKUBAITH, a TPOOJIEMHU Cy UCKPCABaJId ¥ TAMO TJIE j€ MIOCTOjao KOH-
TUHYUTET aKTUBHOCTH Hajuerhe ycien puHaHCH]CKUX MOTeNIKoha, Te OCKy-
JMILE y CTPYYHOM U 3aMHTEPECOBAHOM JBY/ICTBY Y PA3JINYUTUM KPajeBUMa.
Jenan o uiTycTpaTHBHUX MPUMEPA C THM y BE3U TUYE CE BULIETOAUIIEHLIX
Oe3ycrenrHux Haropa Ja ce yCTaHOBH orpaHak Ha noapy4djy HP Makemo-
Huje. Hanme, jom y janyapy 1955. y mramnu ce nojaBuia napopmanmja o
OZlpKaBary OCHHMBauke CKynmTHHe JIpyniTa npujaresba My3uke y CKOIIby
(ANoNIM 1955: 17), HO MEMO Te BECTH M3IJIE/a Ja JIEJI0OBaE€ OBE OpraHu3a-
LIMje HUje OCTaBWJIO HUKAKBOT Tpara. [lonoBo ce Tokom 1960. jaBuna uzeja
3a 00HaBJbamkh€ AKTUBHOCTHU Y OBO] JYTOCJIOBEHCKO] pemyonuiu, a 1962.
Mpeay3eTH Cy KOpally J1a ce OJIp’K1 OCHUBayKa ckynumTiuHa MO-a Ha 0BOM
nonpy4jy, anu 6e3 pesynrara (ZDRAVKOVA DieparROSKA 2023: 130). Yak u
KaJla je HallOKOH 3a)KMBeJia ONIITUHCKA opranu3anuja MO-a y burtosmy, y
janyapy 1963, myT ka KOHCTUTyHCAY PEITyOIMIKe MOAPYKHUIIE TPajao je
CKOpO TOJIMHY JIaHa yCIlie H13a HeripeiBul)eHnx okoiHocTu.? He Mame yrie-
YaTJBUB OMO je M CITyuaj penyOandke opranusanuje u3 bocae u Xepiierosu-
He Koja je HAKOH OCHHBama kpajeM 1958. u yuentha y paznuuuTum BpcTama
aKTHUBHOCTHU MOYETKOM 60-uX 3anajia y a3y moTiyHe cTarHaiuje Koja je
—3acimyrom rpyrte npodecopa Mysuuke akanemuje y CapajeBy U lbHXOBHM
CBECPAHMM HaropHuMa Jia 0Ba OpraHu3aliyja oHOBO 3ar04YHe C PaJioM — IIpe-
BasuljeHa TOKOM oKTOOpa 1 HoBeMOpa 1962. (SEHOVIC 2023: 153).
Temkohe He camo y popmupamy Beh u y oapxkaBamy onroapajyhe
NMHaMUKe (QYHKIHOHUCaWba MOCTOjehuX OMIITHHCKUX U PENyOIMUYKUX
nozapyxHuuia MO-a koje cy 6use BUIJbUBE TOKOM JIpyTe MoJoBUHE 50-1X 1
noueTkoM 60-ux HUCy obecxpadbpuBaiie BohctBo KO MOJ-a y nianoBuMa
OpraHM3alMOHOT OCHAKMBAha U YKOPEHUBaKkha Ha Ty CBUX JyTOCIOBEH-
CKHX pernyOirKa 1 IoKpajuHa 1 noehama Opoja akTUBHUCTA U TMIOKJIOHUKA.
To je moce6GHO oo 10 U3paxkaja y ce3onu 1963/64. kana ce mpucTynuio

I Opranusannona npoMeHa HOCHJIa je ca cOOOM U ycBajame cieeher nMeHa opraHusanuje:
Koopaunamnuonn ogbop Mysuuke omsagune Jyrocinasuje (KO MOJ).

2 Tlopen penybnnukux opranusaiuja MO-a koje cy yuectBoBase y ocHuBamy KO MOJ-a,
TOKOM 60-ux roxuna u 70-ux roguHa OCHOBaHE Cy MOAPYKHHUILIC U Y PEOCTAIUM penybiankama
¥ ayTOHOMHHM TIOKpajuHama y — of anpruia 1963. ronrnHe, HAaKOH yCBajamba HOBOT YCTaBa — Ipe-
nmenoBanoj Connjanuctuukoj Geneparubroj Penyomunn Jyrocnasuju (COPI). Tloapysxuure cy
Hajripe popmupane y CP Makenonuju (1964), norom y CP Cnosennju u CAII Bojsoaunu (1969),
n Haj3ax y CP Lpuoj 'opu (1972) u CAII Kocosy (1973).

3 Venen pasapajyher 3emspoTpeca Koju je 26. jyna 1963. noroano CKorsbe mpBOOUTHH I11a-
HOBH 0 JIaJbeM Pa3Bojy OMIITHHCKUX opraHu3anuja MO-a Ha noapy4jy HP Makenonuje, kao u
KOHCTHUTYHCAmy permyoinmuke moapyxuauie MO-a, HeKo BpeMe Cy CTOMHPaHu. Y1I. ZDRAVKOVA DiE-
PAROSKA 2023: 130.
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00yXBaTHOM aHT@)XMaHy Ha Pa3JIMUYNTUM TOJbMMA — O OPraHU3AIHOHOT,
JPYIITBEHONOJIUTHYKOT J0 MPOTPAMCKOT — a CBE C IIUJbEM J1a Y jyOuIapHOj
TOJMHU, IECET rOJJMHA HAKOH OCHUBama MPBUX JIPYIITaBA IPHjaTeIba MY-
3uke, KO MOJ no6uje yBpcTo yTemMesbeme y (opMaTHOMPABHOM MOTJIEAY
Y MPENO3HATIBUBOCT Y MOJIUTUYKUM U KYJITYPHHM KPyTOBUMa, Kao U Jyro-
CJIOBEHCKO] JaBHOCTH. Y JIOCTU3akby TOT'a CBAKAKO j€ BEJTUKHU JIONPHHOC MMa-
70 oprkaBame I koHrpeca oBe opranuzanuje (3arped, 16—19. maj 1964) na
KOjeM Cy, TIopel 0cTaJor, GOpMYJIUCaHH Haj3HAYAJHUJU TIPABIIA HEHOT Je-
JIOBama, T€ KPAaTKOPOUHU U JyTOPOYHU IJIAHOBH, a yCBojeH je u Craryt
opranuzanyje. inak, v Hu3 Jpyrux akTUBHOCTH 0€3 CyMb€ j€, Y Marb0]j I
Behoj MepH, ociTy k1o jayarmsy ayTopuTera 1 apymrsesHor 3Hadaja KO MOJ-a.
JenHa of1 BUX THIIAJIa Ce TOTOBO FOAMHY JlaHa MPHUIIPEMaHe MoceTe Aese-
rarje KO MOJ-a npencennuky COPJ Jocury bpo3sy Tuty 1o koje je gomuio
Mame O] Mecell JJaHa Mpe OJiprkaBarba HaBeJCHOT KoHTpeca (29. arpuit 1964).
Cycpet ¢ Tutom — y3uMajyhu y 003up TpeHyTaK U OKOJTHOCTH Y KOjUMa je
MHHIIMPAH U3 epClieKTUBe ucToprjara opranuzanuje MO-a Ha Tiry Jyrocina-
BUje — yuHHM ce 11a je 3a ¢pyHkuonepe KO MOJ-a umao noceOHy TexXUHY
cynehu He caMo TI0 YIIOPHOCTH M €HEPTHj! KOja je yIOKeHa y TO Ja JIO era
nohe, Beh 1 Ha OCHOBY pa3ziiora U 00pa3okKerma KOju Cy HaBol)eHu y MoJi0a-
Ma ynyheanm Kabunety npencennuka Permyonmke. C 003upoM Ha OTICeKHE
npunpeme Konrpeca MOJ-a, pany Ha myonukanuju nocBeheHoj jyounejy
opraHu3alyje 1 Haj3aJ] OpraHn30Bamy aMOMIIMO3HE IpornaranHe mehype-
ny0oanuke KoHepTHe TypHeje (ym. VEsIC 2023: 27), pekiio Ou ce ja je 1mo-
ceta Tuty Tpebaso 1a MNPy U MPOCIABU H-EHE IECETOTOUIIHLHUIIE 1EI0Ba-
1a U, Y CKJIONy TOTa jaCHUjeM Je(pUHUCAY OPTaHU3aL[MOHO-ITPOrPAMCKOT
pyxa, HeKy BpCTy cuMOoiInukor OnarocioBa. Ha ocHOBy mpersiena apxus-
ckux JokymeHara u3 @onga Mysuuke omnajanse Jyrocnasmje, Kao U CKpOM-
HOT' Y30pKa M3BEILTaja U OCBPTA U3 JYTOCIOBEHCKE JHEBHE IITaMIIC U Iie-
pHoaMKe, pa3MOTprheMo yKe U Iupe pernepKycuje cycpera Jeneraimje
KO MOJ-a ¢ Tutom, a yjenHo hemo npencTaBUTH Mambe MO3HATE TOTIIEe
JYTOCIIOBEHCKOT TIPECETHUKA Y BE3U C OMJIQJIMHOM, KyJATYPOM M My3HKOM Ha
Ty COPJ uznere Tom nprnrkoMm. OcuM 3a pasyMeBambe pa3InIuTux (aza
y pany MOJ-a u TpanchopMaTUBHUX MEpHOIa KPO3 KOje je MpoJia3uia OBa
opraHusanuja, noceta Tuty mMorsa Ou Aa ©Ma 3Ha4aja y mouMary MOJIUTHKE
,,MEKOT TIPUTHUCKA" KOjJy CY CIIPOBOJINJIA MAPTHJCKA U Ip>KaBHA TeJa CIpaM
MY3UYKHX, OMJIAIMHCKUX U KyATypHHUX opranuzaiuja’y COPJ y Tom nepu-
oy oHemoryhasajyhu UM ay TOHOMHOCT y KpeUpamy UJICOJIOIIKUX OKBUPA.

louetuax u wiok upuiipema 3a cycpeuu ¢ Tuwiom ynyuiap KO MOJ-a

Cynehu nmpema nopanmuma u3 @onga MOJ-a, uzaeja o moceTu nmpeace-
HUKY penyOiuke jaBuiia ce y penoBuma pynkiuonepa KO MOJ-a y npBoj
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nostoBuHu 1963. roguue,* ¢ THM J1a HUje TI03HATO JIa JIH je TOME MPETXOI1IIa
OTICe)KHHU]a JIUCKYCHja Ha Pa3IMIMTHM HUBOMMA, 3aTUM JIa JIH C€ pacipa-
BJBAJIO O TIOTSHIIMjaJIHUM WIAHOBHUMA JIeJIeTallije U, HaroCIETKY, KOJTHKO
Cy AYTO Tpajalii IOTOBOPHU C TUM Y BE3H Ipe Hero mTo cy Kabunery npen-
cenuuka PeryOmnuke 3BannyHO ynyhene monoe 3a nmpujem. OHO y 1ITa HemMa
HUKaKBE CyMH€ jeCTe Jia je BOHCTBO OBE OpraHu3aiuje Ouio 100po ymo-
3HaTo ¢ Beh ycTaJbeHOM ITPaKCOM KaJia je ped O 3HauYajHUjUM MY3UYKUM U
yMeTHHYKHUM caBe3uma y DHP/CDP Jyrocnasuju, a koja je moapazymeBa-
JIa JTa C€ YOUH MJIM y TOKY 3a BbUX OMTHHUX jaoralaja uiau ycien nmorpede 3a
yKa3uBameM Ha ozpeheHe mpobiieme 00aBU moceTa npenceHuKky Tury,
guMme Ou ce 00e30eamin CMMOOTNYKa MOAPIIKA U pu3Hamke. CBOjeBPCHO
PHUTYAIHO ,,IOKJIOkeke TUTY Koje je MojeIMHaYHUM CaBe3uMa JOHOCHIIO
MOTBPY BAXKHOCTH FbUXOBOT ITOCTOjamba U JIJIOBamha, a MPEICETHUKY pe-
nyOnuke yuBpimhuBajo MO3HUIM]y HEMMPUKOCHOBEHOT ayTOPUTETA Y CBUM
obyactuma of moyetka S0-uX roJuHa, BUIIE ITyTa Cy MPAKTUKOBAJIE Opra-
HU3AIM]je KOje CY OKYIJballe KOMIIO3UTOPE U My3WUYKE YMETHUKE, alu U
MmHore npyre. Tako ce neneraruja Casesa komnosurtopa Jyrociasuje (CAKOJ)
cycpena ¢ Tutom y mepuomy Tpajama CBOT OCHUBAYKOT KOHTpeca (hedpyap
1950) (Anonum 1950), a motom u 'y pedpyapy 1954. kako O6u ckpeHya ma-
Kby Ha MPoOJIeMe My3UUYKOT BaCIIUTamka y IIKOJIaMa, My3UIKOT O/Iroja
MyOJIMKe ¥ My3UUYKOT M3aaBamTBa (AHOHUM 1954),5 TOK ¢y NpeIcTaBHULIN
Cagesa my3uukux ymetnuka Jyrociasuje (CMVYJ) Ounu rocTu mpeaceaHu-
Ka perryOnrke TokoM Tpajama cBor Il konrpeca y majy 1953. (Anonum 1972).
Nwmajyhu y Buy oBe mpumepe, aiid U HeOpojeHe Jpyre KOju ¢y ce TUIIAIN
roceTa TojeJUHAYHUX aHcaM0alia, YMETHUKA U Pa3IMIUTHX BPCTa yIPY-
Kewa MPEJICEHUKY JyrociaBuje, MOXKe Jia Ce MPETIOCTaBH OTKy1a QyHK-
unonepuma KO MOJ-a nomucao Ha oanasak y benu nBop, a mto ce Tuye
3Ha4aja u edekara pa3roBopa ¢ TUTOM, cTHYE C€ YTHCAK J1a Cy UMAaJIH Be-
JUKa OUEKHUBaIba.

[TpBo o6pahame uenmnuka KO MOJ-a Kabunety npencennvka Pemyomu-
Ke, OTHOCHO FbeTOBOM T'€HepaliHOM cekpetapy bormany L{pHoOpmH, Onito
je y Majy 1963. u Beh Taza je MOCTUTHYT Ha4ellaH JOTOBOP O Peau30Bamby
moceTe Jeneraiyje ope opranusanuje.b Mmak, 300r MIKOJICKUX U JETHUX

4 Bua.: Apxus Jyrocnasuje (AJ), ®oug Mysuuke omnaanse Jyrociasuje (476), peructpa-
Typa 47.

5 HMenerannja CAKOJ-a noceruina je npeacennuka Jyrociaasuje u y neuemopy 1959. Tom
MIPUJIMKOM CY Y jeTHOYaCOBHOM Pa3roBOpy YIYTHJIM IpeACeAHNKA THUTa y 10Talalllbe pe3yiTa-
T€ U IUTAHHMPaHEe aKTHBHOCTH, a JIOTAKJIU Cy CE U TeMa y BE3H Ca CABPEMEHOM jyTI'OCIOBEHCKOM
My3U4KOM Kyntypom. [Ipema: Zratic 1980: 2.

6 O ToMme ce ca3Haje U3 ABa HalpTa jormca reaepaitnor cekperapa KO MOJ-a Bpanke Jlanuh.
AJ-476-R47, ,,Dopis Ljubici Mihi¢ iz Kabineta predsednika‘, HoBembap 1963, 6e3 curnarype; ,,Dopis
Bogdanu Crnobrnji, generalnom sekretaru Kabineta predsednika®, noBembap 1963 (nenoctaje 2.
cTpaHa), 6e3 curHarype.
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Ipa3HHKa Kao u nocete Tura npxxaBama Jlatuncke Amepuke o6e cTpaHe
Cy Ce caryiacuie J1a ce CyCpeT OMIJIOKH 3a jeneMoap 1963. wiu janyap 1964.
Tum moBogoMm, renepanau cekperap KO MOJ-a bpanka Jlanuh npunpemu-
na je nonuce kako 3a L{pHoOpmwy Tako u 3a Jbyouiy Muxuh n3 Kabunera
npeacennuka Pemmy6nuke y HoBemOpy 1963, oBora myTa netaspHO u3HOCehn
pasiore 300T KOjUX je OBOj OpraHU3aIfji OMIIO BaXHO Jia 1oh)e 0 1moceTe u
yjenHo noacehajyhu Ha BeH 10TaJalllbyi yYHHAK, OPOJHOCT U pa3HOBPCHOCT
AKTHBHOCTH, T€ PECICKTAOMIIHY MOAPIIKY Jere ¥ Miaaux.’ Jlamuhera je
HaMmepaBasa Jia nojceTy ywiaHoBe KaOuHeTa Ha YMEHUILY Ja j€ Y TOKY
6uso obenexapame eceToroaulmuie aenoBama KO MOJ-a koje je ma-
HUPAHO J1a Ce 3a0KPYIKU OJPKABAKHEM HEroBOT | jyrocIOBEeHCKOT KOHTpeca
y Majy 1964, Te na je, ¢ TUM y Be3H, IMOCTojalia xeJba BO)CTBA J]a yIIPaBo
npeaceqHuKa THTa HEMOCPETHO YIyTE€ Y OCHOBHE ITUJBEBE, METOJIC paja,
pesyaTate u rnpodsemMe y GyHKIIMOHHCAY OBE opraHuzaiuje. OueKkuBaio
ce 1a 6u TuTO MOrao J1a ce mpruxBaTH MOKPOBUTEIHCTBA HAJT KOHI'PECOM, Kao
1 1a OM CAM CcycpeT M pa3roBOp MOCIYKUIIU Kao ,,MOpajiHa U MOJIUTUYKA
nonpuika Oyayhem pany*.8 PyxoBoncreo KO MOJ-a nonartHo je 6uiio oxpa-
OpeHo /1a ce 3aJI0KH 3a OBY MOCeTy uMajyhu y Buny ,,peuu apyra Tuta o
KYJITYpU U OMJIAIUHU®. Y CKJIONY ITOHOBJHEHE MOJIOE 32 OPraHU30BaE
npujema kox Tuta, yenaunu KO MOJ-a npunpemMuiniu ¢y U KOMIJIETHY
JUCTY MPEUIOKEHUX Jiesierara, yKyIHO BbuX 21, MaxoM QyHKIIMOHEpa opra-
Huzanuja MO-a, HICTaKHYTHX MY3UYKUX U JPAMCKUX YMETHUKA M MJIaJIUX
4JlaHOBa U akTUBHUCTA (BU. Tabeny 1).2

C 063upom Ha To 1a je y Donmy MOJ-a cauyBao nucmo bpanke Jlanuh!0
ynyheno Jbyounuu Muxuh 21. janyapa 1964. y kome je y caxxetoj opmu
HaBEJIEHO CBE OHO IITO j€ O] BAYKHU]JUX ToJaTaKka OWJIO IMOJABYYEHO Y TIPH-
MPEMJbCHUM JIONUCUMA 13 HoBeMOpa 1963, mpeTnocTaBka je J1a TH IOICH
HUCYy HU Oniu ociat ocobsby Kabunera npencennuka Peny6omike, Te 1a je
PEILIeHO Ja Ce ca ClIalkeM HOBE MOJIOE cadyeka JI0 MovYeTKa HapeIHe TOIMHE.
INopen mucma MuxuheBoj, jour jeaan 1omnuc, 1atupat Takohe Ha 21. janyap
1964, ynyhen je nuuHo npencenuuky Tuty,!! a y meMy je — 0cUM KpaTKor
ocBpta Ha ucropujat paaa KO MOJ-a — yka3aHo Ha To 11a je Mel)y uiaHoBH-
Ma U YeJIHULIMMA OBE OpraHu3alinje MocTojaia ,,BeJrKa 1 1aBHa kKesba“ 1a
MY ,,JINYHO MPEJICTABE" BEHO JiesIoBamke U Oyayhe akTUBHOCTH Haaajyhu
ce 1a OM pasroBOp JOHEO ,,BEIMKY MOPAJIHY MOJAPILKY U MPY>KHO MHOTE
HOBE CMEpHHUIIE", aJTH U ,,[TOJPXKAO0 IJIAHOBE U €HTY3H]ja3aM jyTrOCIOBEHCKE
OMJIaJIMHE 32 YMETHOCT U My3uKy* . Ocum Tora, npeacrasaunu KO MOJ-a

7 HUcro.
8 Hcro.
9 Hcro.
10 AJ-476-R47, ,,.Dopis Ljubici Mihi¢ iz Kabineta predsednika®, 21. 1. 1964, 6e3 curuarype.
11 AJ-476-R47, ,,Dopis predsedniku republike Josipu Brozu Titu®, 21. 1. 1964, 6e3 curnatype.
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Tab6emna 1. JlucTa nmpeasio’)keHUX Jeserara 3a mocery npeacennuky Tuty (Ho-
BemOap 1963).

Wwme u mpe3ume aenerata | 3aHnMame/QyHKIIHja

1. Mupocnas Yanranosuh |npBak Beorpancke onepe

2. yman Tpbojesuh noreHTt Mysnuke akagemuje y beorpany

3. Onra Casuh MIPBaKUba JyTOCIOBEHCKOT ApaMCcKoT rmo3opuinTa y beorpany
4. Muognpar ITaBnosuh JOpyITBeHN pagHuK y KyntypHo-npocBeTHOM Behy Jyrocnasuje
5. bpanka Jlanuh rerepaiHu cekperap MOJ-a

6. ®epu Pamkosuh cryaeHT Mysuuke akanemuje y beorpany

7. 3opuna Muxajnosuh cryaeHT Mysuuke akanemuje y beorpany

8. bpana baruh /

9. Mpamko Kosjanuh npodecop Exonomcke nikose u3 Combopa

10. ViBo BysseBuh npencennuk MOJ-a

11. Aaryn Kynrapuh npencenuuk MO-a 3arpeba

12. Bepa I'po3aj NpBaKkuiba 3arpedauke omnepe

13. bjanka bonanuja cTyneHT Mysnuke akagemuje y 3arpedy

14. bpanko Monan cexperap MO-a 3arpeda

15. Mapuja Banent ydenura rumHaszuje — generat MO-a 3arpe6a
16. Aatyn lonuyku cekperap MO-a [lyne

17. Tatjana [lepuh y4eHun1a ruMHasuje — aenerat MO-a [lyne
18. Joxxuma boxxuh HACTaBHUK — cekpeTap MO-a Pujeke

19. Mupjana ToHIg y4eHuua rumuasuje — geaerat MO-a Pujexe
20. Bnagumup Hluenpos npodecop — cexperap MO-a Bapaxxguna

21. Pono KoBau cexperap MO-a CapajeBa

HaMepaBalli Cy Jia ynyte TuTa y mporpam u 3agatke npeacrojeher koHrpe-
ca. Caxxet ogrosop npezaceanuka COPJ Ha Taj 1onuc yciaeamno je — nocpea-
ctBoM [ eHepasiHor cekpeTapujara npezacennuka Pemyomuke — 19. gpebpyapa
ca cnenehum cagpkajem: ,,OBO je BeoMa KOPHUCHA MHUIM]aTUBA U 3aCITYKY-
je cBaky moapmky. [Ipumam ce mokpoBUTEIbCTBA M TpUMHTH hy nienera-
1I1jy OMJIaJIMHE TIPHje KOHTpeca. JaBuTH MU HezleJby JaHa panuje’.!2 V ume
BohcrBa KO MOJ-a, bpanka Jlanuh je y kpaTkom gonucy!3 3axBanuia
JbyOunm Muxuh Ha ,,ipeaycpeTsbMBOCTU U MOAPIILHK HAarjamasajyhu aa
npuxsarame Turta na Oyne nokpoButesb | KOHrpeca u 1a IpUMH Jiejera-
IM]y OBE OpraHu3allrje 3a CBE EeHE WIAHOBE IMPEJICTaBIba ,,HajBehy pamoct
U TIOAPUIKY KOJy CMO MOIJIU Ja 3amuciaumMo™. M3y3eB nucte nesnerata unja
KOIMja HHje cadyyBaHa y nmpuJjory jaomnuca, Jlanuhesa je HajaBuia aa he 3a
noTpede nmpujema koa Turta OUTH MPUTIPEMIBEH U 0JJa0paH MPOrpam Kao
Heka BpcTa uirycrpanuje paga MO-a Ha pocTopy Jyrociasuje.
Nimyekyjyhu na u3 ['enepasinor cekperapujara 1001jy TOTBPLY TAYHOT
JaTyMa ofipJkaBamba IpujeMa KoJ mpeacennuka Tura, Ha ceqaum Koopau-
HanoHor onoopa MOJ-a omityueHo je 1a ce 3a OBy IPHJIMKY CAaYWHHU JeIaH

12 AJ-476-R47, ,,Dopis KO MOJ-u iz Generalnog sekretarijata Kabineta predsednika Repu-
blike*, 19. 2. 1964, 6e3 curHatype.
13 AJ-476-R47, ,,Dopis Ljubici Mihi¢ iz Kabineta predsednika®, 8. 4. 1964, 6e3 curnarype.
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HapouuT asidym dortorpaduja c pazuux akiuja MO-a kojum Ou ce yneya-
TJBUBO JIOYapa’o IITa ce CBe aorahaso y AeceTorouimb0j UICTOPH]H Opra-
nuszanyje.4 Huje HaxkamocT 3a0e1e:KeHO KaKo je TeKao pajl Ha OOJTMKOBarby
KOHIIEPTHOT MporpaMa IIaHUPAHOT 3a MpHjeM Kol TuTa, HUTH KO je CBe
y4eCTBOBAO Y TOM IIPOIIECY.

Ilpujem y benom geopy u uiok pasziosopa genelayuje KO MOJ-a
¢ Jocuitom bpozom Tutuom (29. avipun 1964)

Haxon my»xer npoueca ynyhusama Mos0u 3a npujem ko Turta, a 3a-
THUM U IIPUIIPEME 3a CAM CYCpPET, HamoKoH ce 29. anpuia 1964. neneranuja
KO MOJ-a nanuia y pe3uieHInju peceIHnKa penyonuke y bemom nsopy.
Hako nuje moryhe yhu y Tpar (mHaIHOM CIIUCKY Jiererara Koju je yryhex
I'enepannom cexperapujary Kabunera npencennuka Peny6nuke — umajyhu
y BHJly cayyBaH JIOKyMEHTapHU MaTepHjal ca cycpera Tura u mpeacras-
Huka KO MOJ-a u noBuncke ocBpte (MANDIC 1964; Anonum 1972: 11) — o
cBeMy cynehu ouino ux je 6muzy 20. llltaBuiie, HUje UCKJbYUYEHO J1a Ce
HajBehu 1eo mojenuHana HabpojaHUX Ha TPEITMMUHAPHO] JIUCTH JIeJerara
13 HoBeMOpa 1963. Ha Kpajy HaIllao Ha MPHUjEMY, C TUM J1a Cy Y U3BEIITaju-
Ma M peropTaxama c Tor jaorahaja HaBeaeHa camo umena Vse BysbeBuha,
Bpanxe Jlanuh, Bpanka Monana, Mupocnasa Yanranosuha, J{ymana Tp-
6ojeuha, bjanke banaunau, 3opune Muxajnosuh, Bepe I'po3aj u @pame
[Taynuka (mpBak 3arpe6adke orepe), y3 HAIOMEHY J1a je 0110 J0CTa MITaauX
aKTUBUCTA W WIaHOBA opraHu3amuje ,,u3 beorpana, 3arpeda, Capajea,
burtoswa, Pujeke, [lyne u qpyrux mecra“!>

Ha nouetky cycpera ¢ TUTOM 1 BEroBoMm cynpyrom JoBankom bpos,
(byHKuHOHepH KO MOJ-a cy Y KpaTKHM IIpTamMa NpeICTaBUIIN FOTOBO Jie-
LIEHUJCKH PaJ] OBE OpraHu3alyje ucTuayhu OpojHOCT U Pa3HOBPCHOCT Opra-
HU30BaHUX Jorahaja Kao u 3amakeH O3B Jiele U Maaaux. TUTo je mpo-
KOMEHTapHcao Jia je Ouo mpujaTHO U3HEHal)eH Kaaa je 4yo KOIUKH je Opoj
oMJiaauHana ywiamweHn y MOJ, Harmomumsyhu 1a ,,HY y J€THO] CITMYHO] aKITH-
Ju1 10 cazia Huje 6uo o0yxBaheH Tako BEIMKHU OpOj OMJIaInHE™, ajlH je, UIaK,
cyrepucao (pyHKIIMOHEpUMA J1a C€ IOTPY/IE Ja MPUBYKY jOII BUIIIE MJIaIUX,
MPBEHCTBEHO MMajyhu y BUAY IIMJb OpraHu3anuje — Aa MJIAJUM JbyIUMa
NpUOIMKK KIACHYHY MY3UKY M YMETHOCT yorire.!¢ Yka3yjyhu Ha cBoj
CTaB O BAKHOCTH MOMYJIapU30Bamkha KIaCHYHE MYy3UKe Ka0 HOCHOILA BICO-
KUX €CTETCKUX BPEHOCTH, a 3aTUM U ,,My3HKe KOja HHje npodaHucaHa’
Mmebhy aenom u mutaguma, npeacequk COPJ je umao nmotpedy 1a ucTakHe

14 AJ-476-R47, ,,Odluka KO MOJ*, MOJ — KO, br. 19/1, 19. 3. 1964.

15 AJ-476-R1, ,,Izvestaj o poseti delegacije KO MOJ Josipu Brozu Titu i Jovanki Broz*, ne-
nmatupano (Maj 1964), 6e3 curnatype, caapxu 15 crpaHa TekcrTa.

16 Hcro, 2.
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KaKo OH JIMYHO ,,HEMa HUIIITA TPOTUB MOJIEPHHUX UTapa u 1e3a™ jep je ,,u To
notpeOHo . Mnak, oH ce MPOTHBUO TOME JIa C& OMJIQJIMHCKH JICO MOMYJIaluje
BacIlUTaBa ,,ICKJbYYMBO Ha [1e3y ", 03Ha4aBajyhu UMIUTHIIUTHO TY BPCTY
MY3HUKE — 10 IIUPEM COLIMOKYJITYPHOM JOIPUHOCY U 3HAYajy 3a Ty XOBHH
pa3Boj MojeAnHIA — Ka0 YMETHUYKU HH(PEPHOPHHU]Y Y OTHOCY Ha KJIacHy-
uy my3uky.!” I[Ipsanu MOJ-a HapouuTo Cy anoctpodupany eHTy3nja3am
Mehy milaguma 3a o1a3ak Ha KOHLEpTe — OMJIO Jia je TIOCpeau HeBpeMe,
HajBehu CHer WK JTaJIeK U HAallopaH MyT Ka KOHIEPTHO] CaJIA HIIH TI030PH-
Ty — noziBJavYehu 1a Cy OHH Ty Jla UM camo Ipy’Ke WHUIH]aTHUBY, OAHOCHO
UMIyJc, ¢ 003UPOM Ha TO J1a MHTEPECOBAE U Jby0aB 3a OBaKBY BPCTY KYJI-
TYpHHX aKTUBHOCTH Beh mocToje.18

®ynkunonepe MOJ-a 3aHUMAaIO je U KakBO je TUTOBO MUIIJBEHE O
Ha3uBYy OpraHuzaiyje ,,My3udka oMJanHa", TAYHH]E J1a JIK j€ OH MO/IeCaH
U JIOBOJFHO OOyXBaTaH Jia OM MOrao Jia ce IMOBEXKE ca CBUM BpCTaMa akK-
TUBHOCTH KOje ce 0[(BUjajy moJ keHuM okpusbeM.l? IIpenceqnuk CDPJ
CMarpao je Ja y TOM MOMEHTY HeMa aJIeKBaTHHjEr UMEHA U J1a OM €BEHTY-
aJTHO MPEUMEHOBAE OPTaHu3alNje Y ,,YMJETHUUKY OMJIaJUHY OUII0 Ha
HEKHW HaYWH MOTPENTHO jep Ou Moryio fa yimyhyje Ha To Ja Cy BeHH YJIaHo-
BU MJIaAM YMETHUIIM, IITO HUje Ouo ciyudaj. [lltaBuie, kana je oH npBU
myT 9yo 32 My3W4Ky OMJIaIuHYy, OMax je ,,pa3yMeo J1a Ce pajid O 3aMUCIH
OKYTLJbakha BEJIMKOT JIMjelia Hallle MJIaJie TeHepallje y jelaH MOKpeT Koju
MMa 32 II1Jb Jia KPO3 pa3He BPCTE yMjETHOCTH orieMeHu cebe u apyre™.20

VY najpeM TOKy pasroBopa THTO ce HHTEpECOBao 3a TO KaKaB je CTaB
YeJTHUKa OpraHu3allije OKO akTepa U3 10Jba MOoMyJapHe My3UKe, Te Ja JI1
HaMepaBajy Jia y CBOje peoBe IPUMajy ¥ TaKO3BaHe ,,ypiarope’,2!l a ¢ Tum
y BE3HU pa3BHJIa Ce BPJIO ONCEXHA U TJI0/IHA nuckycuja. Hajpe je iBo By-
JheBUN yKa3a0 Ha YMIEHUILY Ja Ce YHyTap OpraHu3alije NpaBy ITUCTUHK-
nuja u3Mehy ,,IpaBor 1je3a’” u Apyrux KOMepIyjaTHUjuX IpaBalia, Kao 1 ja
MIOCTOjH JKeJba J1a € MJIAJMMa YKa)ke Ha TO KaKo Jla youe IITa je yMETHUY-
KM BPEHO U IITa Ce O/ Tora yjaajbaBa.? Byssesuh je 010 yBepeH /1a HAKOH
CHCTEMAaTCKOT, BULIIETOAMILHET pajia ¢ MIaJuMa, U HAKOH IITO UM Ce Tpy-
KU MPUITUKA J1a PEAOBHO CIYIIAjy ,,3arpedauke conucte, PruirxapMoHH]jy*,
Hehe mohu 1a M ce HameTHY ,,ypiaropu’. Ha ieroBo m3narame HaJIoBE3a0

17 Acro. Y nasbem ToKy pasrosopa Tuto he BpJIo eKCIUIMIMTHO U3PA3UTH CBOjE HE MpETe-
paHo JacKaBe OIleHe Kaja je ped O BPEIHOCTH [1e3 My3HUKe.

18 Ycro, 3.

19 Ycro, 4.

20 Ucro, 5.

21 OBaj nojam, Mo3ajMJbEH U3 UTAIHJaHCKOT je3HKa, 0I0Malino ce y jyTrOCIOBEHCKO] jABHOCTH
moyeTKoM 60-1X, a OJHOCHO CE MIPBCHCTBEHO HA M3BONaye Taja CBE PAIlUPCHH]ET U YTHIIAjHU]eT
pOKeHpoIa.

22 Ycro, 6.
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ce MupocnaB Yanranosuh, npsak beorpajcke onepe u jenan o Haj3acTy-
IJbCHUJUX YMETHUKA y akijama MO-a, nu3Hocehu Te3y j1a je 3a0aBHa My3H-
Ka ,,[IOIYyJIapHa 3aTO LITO MMa BEIUKY peKJiaMy‘‘ U ILITO c€ BbeHU u3Bohaun
y ,,CBUM HOBMHAaMa HajaBJby]y ", T€ Aa OMJIAJMHLH ,,BUJIE KAKBA j€ pa3/InKa
n3mely ornepcke My3HKe WU JIeTle My3UKe YOIIITE | JIOME My3HKe .23

[Tomro je maxspuBo caciyiao jnenerare KO MOJ-a va oy Temy, Tuto
j€ M3Heo HU3 CBOjUX OICepBallja y Be3u ¢ 00jeKTUBHUM MoryhHocTuma
JlaJher HAIpeTKa M yCIieXa OBE OPraHM3allHje y MUPEHmY eCTETCKOT 00pa-
30Bama Mel)y JyrocIoBEHCKOM OMJIaIMHOM, TO JeCT BAaCHUTABAY HBUXOBOT
ykyca. [Tonazehu o mpeTnocTaBke 1a cy jyrocIOBEHCKH HApOJIH ,,U3BaH-
PEIMHO MY3HKAJHU, TAYHU]E ,,IPUPOTHO 00JapeHU" 32 MY3HKY, IIITO j€ 3Ha-
YajaH MOTEHLMjaJl KOjU MOYKe 1aJbe Jla Ce HeT'yje U ycaBplllaBa, OH je 3aKJby-
410 Ja opranuszanuja MO-a Tpeba 1a paiu Ha BaCIMTaBamwy ,,HaIlIer Hapoja
7la UJie U 4yje HeIITO JIUJerNo U Y KJIACUYHO] U y CaBPEMEHO] MY3HIU jep
,,IIyOJTMKa ce He CTBapa cama 1o ceOu’ Hero ce nakJbuBo oonukyje.24 Kao
NOTBpPJly TOra HaBeo je npumepe Jlewmunrpanaa 1 MockBe y KojuMa 1ocroje
BUJIHE HETIOyJApHOCTH Y HUBOY €CTETCKOT 00pa3oBama MmyOJInKe YIIPKOC
ucroseTHocTU KynTypHe nonutuke CCCP-a y o6a 11eHTpa, jep je JemhHH-
rpajcka myOnuka JerneHnjamMa Ouia U3J105KeHa KJIaCUYHOj MY3HUIH, 33 pa3-
JMIKY OIl MOCKOBCKE, a, OCHIM TOTa, 0Baj TPa je ,,y IPaBOM CMHCITY €BpOII-
cku rpan’.2S Umajyhu npuinuky ga, youu mpociaBe JlaHa MiaagocT, y
Bbenom nBopy npuma Benuku Opoj muoHupa u3 yutase Jyrociasuje, TUTO
j€ UCTakao Kako ra pajyje Kaja BHJIM KaKO MHOTH O] FbUX CBHPA]y TIOHEKH
MHCTPYMEHT jep, YaK U ako UM MY3HKa ,,He Oy/e IJaBHa aKTUBHOCT, OHA
he yTunaT Ha pa3Boj CBaKoOr Of] lbUX Kao 4YoBjeka, onucmenunhe ux®. Ty je
BUJICO LIaHCY 3a My3n4Ky oMJainHy Aa oMoryhu Xxusbajama MIIaaux Koju
BOJIC MY3HKY U YMETHOCT JIa C FblIMa OCTBape TUPEKTaH J0aup.2

THUTO je NCKOPUCTHO MPHIIMKY Ja — Yy CJIy4ajy Ja ¢ TUM Beh panuje
HUCY OUJIM YTIO3HATH, IITO je OMII0 MaJIo BEPOBATHO — CAarOBOPHUKE U TOCTE
VIIYTH Uy CBOj€ CTaBOBE O [I€3 MY3HIIM U aliCTPaKTHOM CIIMKapcTBy. [Ipema
je 3a cebe TBpAMO J1a HUJjE arlColyTHU MPOTUBHHUK 11€3a, UIaK je MOpao Aa
MOJIBY Y€ J1a je TO HOBMHA KOja je KOJI Hac ,,J0lIIa ca 3anaja, u3 AMepuke,
U J1a IpeJICTaB/ba UCKPUBJbABAE Ay TECHTUUHUX ,,LIPHAUYKUX, AQPPHUUKHUX Me-
JoIMja ¥ pUTMOBA", y IITa C€ yBEpHO ciayajyhu ,,MHOTO JbEMIIe MEJIOH]je
y u3Bohemy [ayToXTOHUX] IpHaYKKuX aHcamOana“2’ IToaceTno je mpucyTHe
Y Ha CBOj aHUMO3HUTET CIpaM He(hpurypaTuBHOI CJIMKAPCTBA, IITO je 00jarimba-

23 Ucro, 7.
24 Ucro, 8.
25 Ucro.

26 Ucro, 11.
27 Ucro, 9.
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Bao Ha cienehu HauWH: 3a era yMETHHUKO JIEJI0 ,,MOpa J1a TIPYKH jeaH
€CTETCKHU JIOKUBJIbA]", alli ,,KaJia BUTUM HA HEKOJ CIIUIIH Y jeTHOM hoIKy
JEITHO OKO, Y IPYTOM — APYTO, ja HE MOTY Jia IIPUXBATHM KaJla MH HEKO
TBPZHM J1a je TO yMjETHUYKO J[jesio” — ,,T0 He MOKe OuTH ymjeTHocT .28 Ha-
MOCTIETKY, JACHO j& UCTAKA0 MPOTUBJHEEE TOME JIa AalICTPAKTHO CITUKAPCTBO
MocTaHe JOMUHAHTAH IPaBall y jyrociIOBEHCKO] CpEeIHU, KOHCTaTyjyhn
1a ,,To He Moxe 1a Oyme.2?

[Tpe 3aBpIIHOT fema pa3roBopa y KOMe Ce BOAMIIA PeU O EBEHTYATHUM
¢uHaHcujckuM ipodeMuma MOJ-a, oTHOCY Ha/UIeKHUX IpeMa OBOj opra-
HU3ALHjU ¥ leHUM aKIijama, Kao U pa3InuuTUM H3a30BUMa, Tipea Tutom
u JoBankoM bpo3 u3BeseH je KpaTak My3WdKH IIPorpam 1o Mofemy Mo Ko-
jem cy uHade nmpupehuBaHu KOHIEPTH 32 hake u omnaauHIe. Tako cy HAaKOH
caxxere koH(pepance Jlymka TpOojeuha ycrnequnu Hactynu Mupociasa
Yanranosuha, bjanke benanuje, 3opunie Muxajnosuh, ®epn Pamkosuh,
Bepe I'po3aj u ®pame [Naymanka.30

Hakon 1miTo je moctano jacHo aa ¢pyukuuonepu KO MOJ-a aucy nma-
U IpuMen0e Ha pajl HaJUIeKHUX U J]a HUCY HaMepaBaju Ja ce jKaJje Ha
(UHAHCH]CKY CUTYaIH]jy, yMECTO Tora uctuuyhu jaa um nomoh oBe BpcTe
Huje noTpedna, npeacennuk COPJ 3a0kpyKuo je pa3roBop ONCEKHUM 3a-
KJBYUKOM Y BE€3H C TUM Kako Buau yjsory MOJ-a y OynyhHoCTH U Koja On
OwJia Haj3HAYajHUja JOCTUTHYha OBe opraHu3alyje, HamoMuyhu 1a Ou sKe-
neo na Oyzie BUIlIE OBAaKBHUX cycpeTa u jaa ou nenerannja KO MOJ-a morna
»jenannyT nohu u Ha Bprone*:

Ja mucum fa hie Baiia MHUIIKMjATHBA W Balll paji KMAaTH OIPOMaH 3Ha4aj
3a Halll KyJITypHH )KUBOT. To hie Ou Heka Bpcta My3uUyKe HHTETpallije YnTaBe
3eMJbe. By 3HaTE N1a caM ja y mocieame BpeMe MHOTO TOBOPHO O HHTErpa-
uuju. Ho, Hama Huje moTpeOHa caMo MHTErpalja MaTepujaiHux ao00apa,
Hama je moTpeOHa U yXOBHA HHTETrpalyja Mely HaliuM Hapoauma. Y TOM
norJiey je Beoma BaxkaH (pakrop Mysuuke ominaaune. Bu cte T Koju MOXKe-
Te HajBHILE JOMPUHUJETH J]a Ce HAIlla OMJIaJuHA 30JIMKH, 1a ce MehycoOHo
LITO BUIIE MOBEXKE. Jep, My3HKa je yHuBep3aiHa cteap. OHa je 3a CBe ucta
W By CBaKO MOXKeE Jia pasyMuje. My3nka MHOTO MOKE Jia JIOPHHECE OHOME
YeMy MU TEKHUMO, 30JIIKaBamy HAITUX HAPO/IA, JeIMHCTBY HaIle 3eMJbe. Y
TOM IIpaBIly opranu3saiuja My3udke OMIaInHEe MOXKE MHOTO J1a yUHuHU.!

28 Hcro.

29 Ucro, 10.

30 Micro, 13—14. Yanrasosuh je, y3 TpbojesuhieBy mparisy, u3Beo ,,CTapor Kaniapa“ AjekcaH-
npa Jlapromunickor ([apromenxckuii), ,,banane [lerpune Kepemmyxa®“ Mapka Tajuesnha n ,,ByBy*
Monecra Mycoprckor (Mycoprckuii). bjanka boganmja (mijanctkuma) m3sedna je [llomnenos (Chopin)
,,Ckepro panTactuko (Scherzo fantastico), Muxajinouhesa (Buonnnnctkuma) Capacateony (Sara-
sate) ,,IHTponykuujy u Tapanteny”, a Pamkosuhesa (Buonunuctkumba) Papenos (Ravel) ,,Bomockok™.
Ha kpajy cy I'po3ajeBa u ITaynuk n3senn nyet u3 CMmetanune onepe /lpogana negeciua.

31 Ucro, 14.
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Ogjeyu u 3nauaj niocete Tuidy y gamwem genosary (KO) MOJ-a

Obpahame npeacennuky Tuty Ouo je MiI0JOTBOPHO 32 YEIHUKE Op-
ranuzanuje MO-a u ipe Hero 1ITOo je peaau3oBaH npujeM y bemom asopy.
Hawnwme, ynmennna na je Tuto npuxsatro Mooy 1a Oyze MoKpoBUTesb | KoH-
rpeca MOJ-a32 3ay3era je moceOHO MECTO Y HajaBamMa TOT — 33 OpraHH3aIIH]y
— uctopujckor norahaja. Beh Tokom anmpuina 1964, y mo3uBuma 3a yuenihe
Ha KOHTpecy yryheHuM Ha pasHe ajipece — ol pernyOIMIKUX U OMIITHHCKUX
opranuzanja MO-a 10 IpyTux yApyKemwa U JpKaBHUX QyHKIHOHepa, TH-
TOBO TIOKPOBUTEJHCTBO j€ HAPOUUTO arocTpoupano, a To je, peKyio ou ce,
Tpebaso Aa J0AaTHO MOTBPAM BAKHOCT M 030MIFHOCT OBOT CKyna. Hakon
npujema y bermom nBopy, BohCTBO opraHu3aliije umMaso je morpedy Jaa 3axBa-
11 cy>xOenutuMa u3 [ eHepaTHOr cekpeTapujara npeaceTHuka Pemmyonmke
U IPyTUX AP)KaBHUX YCTAHOBA KOJU CY — CBAKO Ha CBOj HAYWH — IIOMOTJIH JIa
nohe 10 mpujemMa, Kao M J1a X MO30BY Jia CBOJUM IPUCYCTBOM YBEINYAjy
KoHTpec y 3arpe0y.33 [To3uB 3a yuenrhe Ha KoHTpecy 01O je yryheH u npe-
cenuuky TuTy TokOM pasroBopa y beiaom nBopy, ayim je OH HaroBeCTHO J1a
HajBepoBaTHUje Hehe mohu 1a ce oga3ose.34 byayhu na je 6o cripeucH aa
nohe y 3arpe6, npeacenank COPJ ymyTro je nucmo neneratnma I koHTpe-
ca Ko0je je MpOYMTaHO MPUIIMKOM CBEYaHOT OTBapama, a OHO je, 3aje/IHO ca
CBUM TI'€CTOBMMA KOjU Cy MY NMPETXOAMJIN, TYMaueHO Kao jOII jeJaH BU[
MOZIPIIKE ¥ TIOKa3aTesb yBaxaBamwa opranuszanuje MOJ-a u ;eHor 1orajaa-
Hber pasa.d

VY nmucmy je TUTo MoiByKao BaKHOCT HETOBAMa KYyATYPHHUX BPEIHOCTH
y CBaKOJIHEBHOM YXHBOTY jyTOCJIIOBEHCKE OMJIAJIHE U MOTpedy Ja ce OHa
yIO3Ha C KYJITYPHUM JOCTUTHYhUMa Haller u Apyrux Hapoja. YCBajame
KYJITYPHHUX BPETHOCTH cXBaheHO je Kao MpeayclIOB CBECTPAHOT pa3BUjamba
JUYHOCTH, a, Y CIIy4ajy OMJIaJHHE, U BEHOT OINIEMEUBabA ,,HajJICIIINM
BpJIMHAMA™ U jadyamy ONTHUMH3MA U BEPE ,,y COIMjATTUCTUYKO IPYIITBO U
cpehuujy Oymyhnoct Hame 3ajennune’. HapounTo je Harmamena u Heomxoy-
HOCT JIa Bpe/IHAa YMETHUYKA JieJia ,,CBUX HAITMX Hapo/a“ MOoCTaHy OIIITE]y-
TOCJIOBEHCKA CBOjJUHA, IITO OM oMOryhuIlo jauame U yMETHHUYKOT jeIMHCTBA
y ,,HaIllOj COMjATHCTUYKO] 3ajeTHUIIH .30

32 Tokom Tpajama KOHIpeca IPOMEHEH je Ha3uB opranusaimje, na je ymecto KO MOJ ycBo-
jena ckpahena Bapujanta: MOJ. Takole je ycnen ycBajamba HoBor CTaTyTa OpraHu3alije J0ILI0
JI0 HU3a IIPOMEHA Y Ha3UBHMa U HAYMHY (yHKIIMOHHCAha BeHUX KJbyUYHHX Tela.

33 3axBanHue cy, nopea ocraior, ynyhene Jbyouun Muxuh, Janesy BUNoTHUKY 1 ,,ApyTHM
¢ynknmonepuma“. AJ-476-R1, ,,Zahvalnica i poziv za u¢esce na kongresu u Zagrebu®, br. 52, 53, 54,
55,56/1, 57 od 8. 5. 1964.

34 AJ-476-R1, ,Izvestaj o poseti delegacije KO MOJ Josipu Brozu Titu i Jovanki Broz*, ne-
narupano (Maj 1964), 6e3 curnarype, crp. 15.

35 AJ-476-R1, ,,Pozdravni govor delegatima I kongresa“.

36 Hcro.
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CTtaBoBH KOj€ je 0 KyJITYPHO] EMaHIIMTIAIM]A MJIAINX U paly Ha HHU-
XOBOM YTIO3HABaWy C KYJITYPHUM BPEIHOCTUMA U3HEO MPE] KOHPECUCTE
npencenuuk COPJ, kao 1 BeroBo yeepeme 1a MOJ Moxe y ToM Tiporecy
Jla OUTPa 3HAYAJHY YJIOTY, MOKJIANaJy Cy € C JOMUHAHTHHUM IOTJIeINMA
(YHKIIOHEpa OBE OpraHu3allije, a yjeIHO 1 MPOrpaMCKUM U OpraHu3alm-
OHHUM HauelIMMa KOjUuX Cy ce MpUAp)KaBaji y TPBHX JeCeT roinHa IeNIOBamba
u KacHuje. 3axBasbyjyhu Tome, TutoBe peun O6uiie cy cxpaheHne Kkao Heka
BpCTa CakeTKa HJejHO-AenaTHe opujeHtanuje MOJ-a u, caMum TUM, HE
u3HeHalyje f1a ce Ha BUX 4ecTo pedepupaio MPUINKOM BEIHKUX CKYIIOBa,
OJTHOCHO KOH(epeHIHja U KoHrpeca (ym. ZDRAVKOVA Dieparoska 2023).
[Mopen moTpede na ce u3HoBa mojceha Ha caodbpas3HocT nenoBama MOJ-a
HACTOjabMMa JYTOCIIOBEHCKE BPXYIIIKE Y 00JIACTH KYJITypHE U OMJIaINHCKE
TIOJTUTHKE, HEMa CyMIbE JIa je TIO3UBakbE Ha THTA M HeTOBY MOJPIIKY YOUH
1 HaKoH ofBUjama I konrpeca MOJ-a umasno u onpehene nmparmaTuIHe MO-
tuse. C 003upom Ha 1u1ad BohctBa MOJ-a na npommpu CBoje JAesIoBamke Ha
cBe penyOiMKe U MOKpajuHe U Ha OpojHE TPaJoBe Y lbUMa, YNHU CE J1a je
JlaBambe CMMOOIMYHOT Ipu3Hama npeaceanuka COPJ Tpebaso ga nogatHo
ojaya mporaraHIHe HAMOpe OpraHu3aIije y cpeInHaMa y KOjiMa joIn Huje
MMaJia yIopHIITe, a CBakako He Tpeba 3aneMapuTH HHU yBehame mpecTika
y JYyTOCIIOBEHCKO] JABHOCTH U Mel)y ApyruM CpoIHUM yApYKEeHHUMa U CaBe-
3uma. OxpabpeHu U MOTIIOMOTHYTH TUTOBUM CUMOOIMYKUM MPU3HAKBEM,
¢yukumronepu MOJ-a mornu cy ¢ Jpyrauujux no3uiuja ja HacTynajy npest
MpeICTaBHULIMMA JP’KaBEe, 0COOUTO OMIITUHCKUM (byHKuHOHepMMa KOjH
yTJIaBHOM HHUCY TPEMO3HaBaM 3Ha4aj OBE OpraHu3aIuje Te Cy joj YeCTo
yckpahuBai POCTOP 32 JieJoBama U pruHaHCH]cKY moMoh.3” To je BaxuIo
1 3a OpojHa yApyKema Koja Cy y APYUITBEHO] XHjepapXHuju CcTajajia u3Ha
MOJ-a umajyhu y BUly OBE3aHOCT C JIP>KaBOM M TTAPTH]OM, Kao ¥ 00OnIaTy
¢duHaHCHjCKY TOMOh KOjy Cy y)uBanu.’8

N3zy3eB HaOpojaHux yx’ux edexara npujema neieraunje MOJ-a xox
npencenanka CDOPJ, oBaj morahaj Moxke 1a ce ,auTta™ U 'y IpyradanjeM KJbydy,
MPBEHCTBEHO KPO3 MPHU3MY PHTYaJIM3aIHje JaBHOT KUBOTA Yy COIMjaTH-
CTHUYKO] JyrociaBuju, 3aTUM CaKpaJIN30Bamba PYHKIIN]E YSTHUKA JIPKaBE
KpO3 pa3IMuUTe BPCTE MPAKCH y KOjUMa Cy 3Ha4yajHy yJIOTy UMaja u My-
3UYKa U YMETHHYKA YAPY>KEHha, T€ My3UUKH YMETHULU U CTPyUHballH U,
HATOCJIETKY, KPO3 MOJIUTHKY ,,MEKOT** OrpaHHYaBamba UJCJHUX OKBHPA MY-
3UYKHX U YMETHUYKHX (aJIM ¥ KYJITYPHUX M OMJIQAMHCKHX) YApYyXema. C
THUM Yy Be3H, pasrosop jaenerara MOJ-a ¢ npeaceqnukom Tutom uiryctpa-
THUBaH j€ Ha BUIIIE HUBOA. AKO Ce U3y3Me cama norpebda QpyHKIHOHEpa 1a

37 AJ-476-R46, ,,Izvestaj o aktivnosti u sezoni 1960/61°, nenarupano, 6€3 cUrHaType.
38 Muciu ce Ha ipo)eCHOHANTHA yMETHHYKA YAPYKewa, anu u Ha CaBe3 omiaaune Jyrocia-
Buje, CaBe3 MUOHUpA U ApYTe.
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Tpake apupMalinjy JeJI0Bama CBOJE OpraHu3aIrje o/l MPEICEAHIKA IP)KaBe
KOja je, KaKo je paHuje 00jaIrmkeHo, TPOUCTEKIa U3 TOANHAMA U JICTICHHjaMa
rpaleHor purtyaina ,,iokjIomema™ Jocuny bposy Turty, HapouuTo cy yna-
JIJbMBE OMJIe CKPYLICHOCT y lbUXOBOM HACTYIy U TEXKHba Jia MPeJICeTHUKA
TPETHPAjy Kao ceOU paBHOT CarOBOPHHUKA, aKO HE M HaAMOhHHU]er, y TuTa-
IBUMa 32 KOja Cy HEYTUTHO MMaJIu eKCIIepTCcKa 3Hama. [loceOHO je ¢ TUM y
Be3u Omiia n3HeHalyjyha mrxoBa Hamepa J1a HeKora KO HHje HU MPUOINIKHO
6no yryheH y mpo6JeM KyJaTHBHCakha YMETHHUYKOT U MY3HUYKOT yKyca Je1ie
Y MIIaINX ¥ TIOJIM3akba €CTETCKOT 00pa3oBama y TOM Jeiy MoMyJaiuje
CTaBe y yJory apOuTpa OKo MMeHa corcTBeHe opranusanuje! Mako cy tum
recToM, a U HU30M KOMEHTapa U3HETHX TOKOM pas3roBopa, (pyHKIHOHEpH
MOQJ-a BepoBaTHO XTeNu Jja CTaBe JI0 3HamWa Jia npeacenannka Turta Buje kao
HEKY BPCTY Ha/IHapaBHOT ayTOPHUTETA, HE MOXKE CE MTPEHEOPErHy TH YTHCAK
Jla Cy ICTOBPEMEHO — CBECHO UJTU HE — 00€3BPEIUIIH COIICTBEHY CTPYUYHOCT,
HCKYCTBO U MUHYJIE pe3ynTare. CBakako, HHje HCKJbYyUeHO Jia j€ CBOJEBPCHO
CaMOYHIDKEeH€ OUII0 7160 IIMpe CTpaTeruje Kojom ou ce obe30ennna Hecme-
TaH paJ OpraHu3aiyje 1 peJaTuBHO MoBjamheH CTaTyc y jJaBHOCTU U TIOJbY
kynatype y COPJ. ¥V ToM KOHTEKCTY MOXKa C€ MOKE TTOCMaTpaTH 1 TeH IeH-
L[Mja Ka cTajJHOM pedepupamy Ha npujeM koja Turta u meroso ooOpahame
I koHTpecy U y MOTOBUM TrofuHaMa, unumMe je BohctBo MOJ-a moTBphuBaso
ycKJ1al)eHOCT CBOT JIeJIOBama C MOJUTHUKOM JYTOCIOBEHCKOT PYKOBOJICTBA.
Hanocnetky, oBa 3HauajHa ,.enu3ona‘ u3 ucropujara MOJ-a unrepe-
CaHTHA je YKOJIMKO c€ MM Y BUAY (PyHKIIMOHUCAHE MY3UUKUX, OMJIaIHH-
CKUX W KYJITYPHUX OpraHu3aliija u yApyKema y TOM Nepruoay, moceOHo
Kaja je ped o npahemwy uaejHOr Kypca apkaBHor Bpxa. Cioyua) MOJ-a
MoKa3yje 1a Hyuje OMJI0 HY IOMUCIIH O TIPOIUTHUBAKY TOT Kypca, 0apem He
TokoM 60-ux, Beh je, cacBUM CympoTHO, IOCTOjaIa kKejba Jla Ce — MakKap y
3BaHMYHUM aKTHMa OpraHU3alldje U MPUroJIOM BaKHHX Jaorahaja momyt
KOHrpeca U KoH(epeHIHja — oH jacHo noapxu. Konmko ce Ta mpakca Bpe-
MEHOM CBeJla Ha MyKY (hopMaHOCT, ropes ocTtaior he mokasaru norahaju
W3 KaCHHU]€ UCTOPHjE OBE OpPraHM3aIM]je, HAPOUUTO KOHTPECHA U JIpyTa
OKyTlJbama TOKOM 80-ux roguna (ym. ZDRAVKOVA DiEPAROSKA 2023).
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Ivana S. Vesi¢

On the threshold of a new era in action: preparations and echoes of the visit
of the delegation of the Musical Youth of Yugoslavia to the President of the SFRY
Josip Broz Tito (April 1964)

Summary

This article is based on the detailed analysis of a meeting of the delegation of Mu-
sical Youth of Yugoslavia (MYY) with President of SFRY Josip Broz Tito that took place
on April 29th, 1964. The focus was oriented on reconstruction of the preparatory steps
that preceded this meeting as well as the discussion of motives and expectations of the
Musical Youth’s officials. Given the fact that this association was preparing to celebrate
its 10-year anniversary which included the organisation of its First Congress in May 1964,
it seems that they held high hopes for President Tito’s official support. The support was
meant to take different embodiments: via Tito’s accepting of the role of patron of MY Y’s
Congress and the realisation of the reception of MY Y’s delegation at Beli dvor [White
Palace]. The reception that happened almost a month before the Congress revealed many
interesting phenomena including the unusually subservient attitude of MY Y’s delegates
along with Tito’s self-assured demeanour as an undisputed authority on every possible
topic. It also gave an insight into both Tito’s and MY Y’s officials’ views on many important
issues such as the necessity of cultivation of taste of children and youth, the development
of systematic approach to aesthetic education of this part of the population, the suppres-
sion of certain genres of popular music, etc. The meeting at Beli dvor and the events that
preceded it had various implications on the functioning of the MY'Y and its positioning
in the Yugoslav public and cultural spheres.

Keywords: Musical Youth of Yugoslavia, Josip Broz Tito, reception, First Congress,
celebration of 10-year anniversary.
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MMWJIOI M. MAPMHKOBU'h

My3ukomnomiku uactutyt CAHY, Beorpan™

BABA M. 'PBOBU'h
Mysukomnormiku uactutyt CAHY, Beorpan™
Opurunannu Hayunu pan / Original scientific paper

TJIACOBU U3MEBY KVIITYPA:
‘BYPYH/IMICKY OJUELIN’ YV AEJIUMA
KOMIIO3UTOPKY CTAHUCJIABE TAJUR
1 JOPOTEE BEJHOBUR™

CAXETAK: V¥ pany he 6utu npeacraBibeHa feia CaBpeMEHUX KOMIIO3UTOPKH U3
Cp6uje, nHCIIHpHcaHa My3U4KUM (HOJIKIOpOM UcTouHOappuuKe apxkase Bypynau. Ped je
o Bypyngujckoj céutuu 3a Gnayty, kinapuHet u ¢arot (2022) Cranncnase ['ajuh n ocTBapemy
I'nac uzganexa 3a ynapaspke u enekrponuky (2022) Jopotee Bejuosuh. Jlox je C. I'ajuh na-
CTOjajia Ha O9yBamby MY3HUKOT naeHTHTeTa BypyHanja, Tako mITo je y caBpeMeHH yMETHIN Y-
KM KOHTEKCT ‘CMECTHIIA’ MEJIOINje TPaAUIIHOHAIHUX MlecaMa OBE 3eMJbE Y TOTOBO HEU3MEHE-
HoM Buny, J. BejHoBuh je TpaguumoHanHy OypyHIujcKy necMmy (ycraBaHKy) yrnoTpebuia
Kao0 3BY4HY HOJUIOTY ca Koje je (popMupaa cacBUM HOBE, crienuduyHe 3ByuHe nejzaxe. Lub
OBOT UCTPa)KMBama je Jla ce, aHaJIN30M MOSTHUKHUX Hadelda ¥ KOMIIO3UIIMOHO-TEXHIUKHIX
peliemna IOMEHY THX KOMIIO3UTOPKH, Carieiajy BHXOBH YMETHHUKH MPUCTYIIN y JelTuMa
nHcpucanuM Goakiaopom bypynauja. Bynyhu na cy komnosunuje bypyugujcka ceuitia u
Inac uzganexa pe3ynraT TEpEHCKOT HCTPaXKMBamba My3HKe U TJieca MUTPaHTKHba 13 BypyH-
nuja, y pagay he ce pa3MOTPUTH U BHILIECTPYKH 3HAa4aj OBAKBHX, HAYUYHO-YMETHUYKHUX TIPO-
jexaTa mocBeheHUX MUTPAHTCKUM 3ajeHUIIMA.

KJbYYHE PEYU: caBpemeHa yMeTHHYKA My3UKa, MY3HIKH (DOIKIIOP, MUTpAIHje,
Cp6uja u bypynnu, Cranucnasa 'ajuh, loporea Bejuosuh, Bypyngujcka ceuiua, [ac uz-
ganexa.

* marinkovic92milos@gmail.com; vanja88@msn.com
" UctpakuBarbe je 1eo npojekra Applied Musicology and Ethnomusicology in Serbia: Making

a Difference in Contemporary Society, xoju hunancupa ®onn 3a Hayky Penyonuke CpoOuje
(PC-7750287). Pe3ynraTe OBOT HCTPakKMBakba ay TOPH CY MPEACTABUIM Ha HAyYHO] KOHPEPEeHIHjH
Axanemuje ymetHoct YauBep3uteray Hoom Cany, ARSFID — Identitet umetnice u srpskoj mo-
dernoj umetnosti. CaxxeTak TOr H3/1arama MITaAMIIaH je y Kibu3u ancrpakara (CRNJANSKT 2024).
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Iyt go komiiozuyuja

VY Llentpy 3a a3un y 6eorpaackoM Hacesby Kpmwada, Tokom 2022/2023.
TOJIHE, peaIn30BaHa Ccy JBa (3aceOHa) NCTpaKUBaYKa MPOjeKTa y o0nacTu
MYy3HKe U IUIeca, YUjU Cy HOCHOLM OMiin AKaJleMHja yMETHOCTH YHHUBEP3H-
teta y HoBom Cany nu My3ukomnomku HHCTUTYT CpIicKe akaieMuje HayKa
u ymeTHocTH y beorpany. Mako y HEeKMM METOIOJIOIIKUM 1 OpraHU3aIu-
OHUM aCIeKTUMa PA3JINIUTH, OBH IIPOJEKTH CY Y OCHOBH KOPECTIOH M PAJTH.
BuxoBe uzeje, OAHOCHO BUXOBH 33J1allU U IUIJbEBU OMIIM CY UCTIUTUBAE
OJTHOCA MUTPAHTCKUX 3ajenHuia y Cpouju mpema COncTBeHO] MY3UUKO] U
TJIECHO] TPAAMITU]U, KA0 M HAYMHA ITyTeM KOJUX C€ MIPUTTaTHUITA MUTPAHT-
CKHX 32je/IHUIIA, YIIPAKHABAHEM KyITYPHHUX (ITPe CBera My3HUKHX) IIPAKCH,
MOT'Yy HHTEI'PHCATH y HOBY CpeIMHY, OWJIO /1a je OHa 3a BbUX caMo ‘TpaHcdep-
Ha 30Ha’ MJIU MaK HOBA JJOMOBHHA.

Mapa ce nHTEpecoBama HayYHHUKA 3a ITPOOIEMATHKY H30ETIINIITBA MOTY
MPAaTUTH yHATpar A0 paHor XX BeKka, OHa Cy MHTCH3UBHPAHA O] MOYETKa
1980-ux, kaga cy Ha YHuBep3urery y Okcdopay popmupane cryauje nuzoe-
TJMINTBA, K0 MYJITHIMCIMILTMHAPHO NOJpYyYje UCTpaxkuBama (JOBAHOBUH
2019: 591). Hayuna uHTEepecoBarma 3a TeMe U30CTIMINTBA U MUTpalrjal 3acTy-
IJbEHA CY MOCIIEABUX JICIICHU]a ¥ Ha HAIIIeM IIPOCTOPY, KOju je U caM (01o)
CYOYEH C MUT'PALIMjOM CTAaHOBHUIITBA. Mako ce, rpe cBera (Kako je HaBeze-
Ho 1 Ha cajty Komecapujara 3a usbernuue u murpanuje Penyonuke CpOuje),
paau o u30erInIaMa u3 pa3IuduTuX KpajeBa ousiie Jyrocnasuje (mocebHo
ca AIl Kocosa u Metoxuje), nocnenmwux roquaa y CpOuju ce Genexu u cBe
Behu Opoj Tpakunana a3uiia u3 ahpUIKUX U a3ujCKUX 3eMalba.?

Jecy nmm apymTBa cBecHa MPUCYCTBAa MUTPAHTCKOT CTAHOBHHILTBA, KO-
JIMKO CY MPHIAIHHUIY MUTPAHTCKE 3ajeTHHIIC HHTETPUCAHN Y HAIIIe APYILITBO
Y JIa JIM YOIIIITE YIPaKikbaBajy cBOjy KyaTypy (BasTic 2023: 74), 6una cy
camo Heka o OpojHUX MUTama Koja Cy ce HaMETHYJIa y4eCHUIIMMA Mpo-
jexra Iac koju snauu: Ilecme dHcena MUIPpaAHUKURA U UXOBA YMEIUHUYKA
wpanciiozuyuja, xoju je nonpxao [TokpajuHCKU cekpeTapujaTr 3a BUCOKO
o0pa3oBame U HAyYHOUCTPAKUBAYKY JISIATHOCT, a YHjH je HOCHJIAIl OHJIa
Axanemuja ymernoctu y HoBom Cany.? [Ipema peunma pyKOBOAHMTEIbKE

! Mako yecto kopuifieHn Ka0 CHHOHUMH, TSPMUHH U30ETIHIA 1 MUTPAHT UMajy pa3iHyuTa
3Hayemwa. M30ernunna je auie Koje HamyIiTa 3eMJby ycle[ TUPeKTHE YIPOKEHOCTH, Kao MITO CY
paTHU CyKOOU WIIU IIPOTOHH, @ MUI'DAHT j€ JIMLIE KOje U3 3eMJbE YIIIaBHOM OZJIa31 Kako 01 000Jb-
[I1aJI0 COTICTBEHH JKHBOT y CMHCIY 3aIociemka, o0pa3oBama uTa. (MRSEVIC, JANKovIC 2018: 56).
Ipobnemarusyjyhu cTyauje u30erauiTBa U CTyAnje MPHHYAHNX MUTpalyja, ayTopka Teomopa
JoBanosuh nctuue na ce oe cryauje y XXI Bexy npekinanajy ,,ycien nperno3HaBamba CBE BHUILE
pa3nuuuTX GakTOpa KOju MOTY JIOBECTH J0 MPUHYIHOT npecesbema’ (2019: 602—603).

2 https:/kirs.gov.rs/cir/migracije/o-migracijama

3 VuecHUIM Ha IPOjEKTy OHMIIH Cy: MYy3HKOJIOLIKHIbA U pyKoBoauTesbka Hpa IIponaHos,
STHOMY3HKOJIOIKHIba Jynujana bamtih, kommosuropke Cranncnasa ['ajuh u loporea Bejuosuh,
te peautess Cunapa Auran (Antal Szilard).

62



Upe Tlponanos, npojekart [ nac xoju 3Hauu... IpeaCTaBbao je ,,nastojanje
da se istraze druge i1 drugacije muzicke tradicije u kojima ucestvuju Zene,
te da se interpretirani melodijski obrasci upotrebe za nova umetnicka ostva-
renja bilo u vidu varijacione obrade ili citatnih tehnika® (2022: 2). Ocum mrto
ce IUJb OBOT MPOjEeKTa OTJIEIa0 y TOME J1a C€ TPaAHIMja U KYJITypa jeTHe
MUTPAHTCKE 33jeIHUIIE YUHMHE BUIJbUBHjUMA, (DOKYyCHpPaE UCTPaKHBayua
Ha JKeHe MPHITaTHHIIE T€ MUTPAHTCKE 33jeTHHIIC j€, HICTOBPEMEHO, yKa3HUBa-
710 Ha OTpeOdy /1a ce CTBApaIaIITBO JKEHA, Y OBOM CIIy4ajy KEHCKO H3BO-
hamTBo (OMJI0 OHO aMaTepCKO WK IPO(ECHOHATHO) OCHAXKH 1 adupMHIILe.*
C TuM y Besu, noce6HO Tpeda HATrJIaCUTH CIeUU(UUHOCT, TO JECT TEKUHY
cTaTyca MHTPaHTKHbA y MPOIECy Tpakema a3mia. Mako je uect MOTHB
BUXOBOT OJIJIaCKa M3 3eMJbE POJHO 3aCHOBAHO HacHJbe (KOje, Kao | part,
MOKE J1a pe3yJaTHpa CMPTHUM HUCXOJIOM), JKCHE y TAKBUM CITy4ajeBUMa HHUCY
YBEK Mperno3HaTe Kao U30eriuie KojuMa je yrpoKeH KUBOT, Beh OuBajy
TpPETUpPaHE Ka0 EKOHOMCKE MUTpaHTKUbE (MRSEVIC, JANKoVIC 2018: 57-58).
WNnak, Benuku Kopak y ToM cMepy yuumeH je 2018. ronune, kajaa je JT0OHeT
HoBwu 3akoH 0 a3uily ¥ MPUBPEMEHO] 3aIITUTH, & KOJU YKJbyUyje onpenoe
0 POITHO OCETJHPMBUM IOCTYIIIMMA Yy MPoIiecy Tpakemwa asuia (Mcto: 60).

[Ipojexat I nac koju 3nauu... 6M0 je MoueIbeH y ABe ¢ase, Mpu ueMy je
npBa (u3 jyHa 2022. roguHe) nmoapaszyMeBaia TepeHCKH paa y LlenTpy 3a
asun y Kpmwauu, e menorpadcko Oenexemne CHUIMIbEHOT MaTepujaia (Tpa-
TUIMOHANHUX necaMa bypynnauja). [Ipyru (3aBpiiHM) A€o npojekTa O1o je
3aMuIIbeH ,,kao refleksija zabelezene grade u svetu umetnosti® (BASTIC
2023: 76). Haume, y MynTumenujasHOM IIEHTPY HOBOCAACKE AKaJeMHuje
yMmeTHOCTH, HoBeMOpa 2022. rogune npupehen je norahaj Ha Kome je, y3
OITUC W MPENICTaBJbakhE PE3yJITaTa MPojeKTa, YIPUIHUSHO TPEMHjEPHO 13-
Bol)erhe HOBUX KOMITO3UITHja YMETHIHYKE My3UKE HHCITUPUCAHUX MEIIOJTH-
jaMa 3a0enexeHnX Ha TepeHckoM pany v Llentpy 3a asun y Kpmwaun. Peu je
o bypyngujckoj ceuiniu 3a ¢hnayty, knapunet u ¢arot Cranucnase ['ajuh u
KOMTIO3HIIUjH [ 1ac u3ganexa 3a ynapajbke u elekTpoHuKy Jloporee Bejrosuh.>

3a pa3nuKy o mpojekTa AkaaeMuje YMETHOCTH, TIpojeKkaT My3uKoio-
mkor nactutyta CAHY, non nasusom Applied Musicology and Ethnomu-
sicology in Serbia: Making a Difference in Contemporary Society — APPMES
(2022-2024), u naswe je y TOKy, a peanusyje ce y okBupy [Iporpama Uneje

4 Jla je )KeHCKO yMETHHYKO CTBapajalliTBO Ha PA3IHYUTE HAYMHE MapriHHAIN30BaHO CBE-
JI04€e U, Ha MpUMep, HIKOJCKHU cucteMu. McTpaxyjyhu nosse sxxeHckor Teatpa, aytopka Haha Jly-
Xa4eK 3aKJbydyje Jla IIKOJICKU CUCTEMH, YKOJIHKO M Jajy IPOCTOpa 3a JIOIPHUHOC JKEeHa T030PHIIHO]
YMETHOCTH WK 32 (PEMHUHUCTHYKA O30PHIIITA, TO CE MO IIPaBUITy CBPCTaBa y MoceOHa MOTJIaBiba,
3ajeHO ca, PeUMO, er30THYHUM MO30pUIITHMA JalekuX Kyatypa (2008: 287).

5 Bypyngujcky ceuiny usBenu cy Auapujana [anruh (duayra), Josan Ahumosuh (kiapuser)
u bornan Bypanosuh (paror), a kommozunujy [ 1ac uzganexa n3sene cy Jenena JoBaHos (ynapasbKe)
u cama kommnosuTopka (IIpoganHoB 2022-2023: 50).
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®onpa 3a Hayky PenyOmmke Cpouje (pyKoBoAUTEIbKA MPOJEKTa j& MY3H-
konomkuma MBana Menuh). V ckitany ¢ TyMadembeM IPUMEBEHE MY3HKO-
JIOTHj€ U €THOMY3HKOJIOTHje, Kao AUCIHUIUIMHA KOje ,,KOPHCTE 3HAKBE J1a OU
yTHIIaJIe HA IPYLITBEHY MHTEPAKLUjy U yCMepaBajie TOK KyJITYPHHX IPO-
MEHa U3BaH TUIMYHUX aKaJeMCcKUX KoHTekcTa™ (MEepI¢ 2022: 89), ynopu-
mre npojekra APPMES je Ha TuceMUHALU]H ¥ TIPAaKTUYHO] IPHMEBHBOCTH
Hay4yHUX pe3yiTara. [I[pema ToMe, y3 HCHUTHUBAKE TEOPUJCKUX U METOJIO-
JIOIIKWX TIO3UIH]a TPUMEHEHE MY3UKOJIOTH]€ U €THOMY3HKOJIoTH]e, 00ja-
BJbUBAKE HAYUYHUX CTYJM]jA, YPEAHUUYKUX U KPUTUUYKUX (HOTHUX/IUCKO-
rpadckux) u3ama, akTUBHOCTH CapaJIHUKa OBOT IpojeKTa 00yXBaTajy u
OpraHu3alujy KOH@)epeHuHJa OKPYTJIUX CTOJIOBA, TpHGHHa KOHIIepaTa,
M3J10k01, TPOMOIINjy HayYHUX pe3yJiTaTa y MeIujuMa, 06paz[y U jaBHY
JOCTYITHOCT apXHBCKe rpalje, aHTa)KOBAaHOCT y 00pa30Bamy MINpPE jaABHOCTH
u ciruHo.% Tako je jeman ox paguux makera npojekta APPMES — Should
1 Write or Should I Act: Applied Musicology and Ethnomusicology in Serbia
Today — kojuM pyKOBOJIM €THOMY3UKOJIOIKUba Mapuja Jymuuh Buino-
TujeBuh, ayTOpKa CTyauje O MPUMEHEHO] €THOMY3UKOJIOTHju y Cpouju
(dymunn 2012),” ycMmepeH Ha JpyIITBEHO aHTa)KOBAhE CapaJHUKA y HCTpa-
JKUBamy MYy3UKe U 1ieca Mmurpanara y Cpouju, a ¢ UJ1ejoM Ja ce JoIpuHece
HUXOBOM OJIpKaBamy Be3a C IOMOBUHOM, T€ €(PUKACHU]O] UHTETPAIH]H Y
HOBO JIPYIITBO.8

VY3umajyhu y 063up akTyeaHOCT TeMe MUTpaliyja, Kako y JoMahuM Tako
u'y Mel)yHapOoIHUM OKBHPHMA, T€ YHI-CHHUILY J1a je PenyOnuka CpOuja jemqHa
OJ1 BAXKHUJUX TpaHCHEpHUX 3eMalba 32 MUTpaHTe ca biauckor ucroka u u3
Adpuxke ka 3anaanoj EBpornu (HapouuTo o1 Mo4YeTKa MUTPAHTCKE KpU3e
2015. ronune), uctpaxkuBaun npojekra A PPMES Taxohe cy CTynuiau y KOH-
TakT ¢ LlenTpoM 3a a3un y Kpwauu, y Hanu aa Mel)y npunajHunuMa Mu-
I'PAaHTCKUX 33ajeIHULIA UMa U My3H4apa, amaTepa i ak mpodecruoHaiana.
Naxo cy y oBoM LleHTpy 32 a3ui cMEIITEeHH MUTPAaHTH U3 MHOTHX 3€MaJba
(Bypynnu, Eputpeja, Ernonuja, Comanuja, MUaauja, Monronmja, Ky6a, Py-
cHja, YKpajuHa u Apyre), 1o OpojHOCTH AOMUHUPaA]y OHM U3 bypyHnuja, na
J€ ¥ HCTpaKUBame y ckiiony npojekta A PPMES 6uno npBeHCTBEHO (HOKY-
CHPAHO Ha MY3UYKO-IIJIECHY TPAJUIIN]y OBE HCTOUHOA(PHUUKE ApiKaBe.

6 My3ukonomkuimha MiBana Meanh cucremarnsoBasa je HU3 akTHBHOCTH C MOAPYYja MPH-
MemeHe My3ukoioruje (Mepic¢ 2022), a undpopmarije 0 akTHBHOCTUMA U PE3yJITATHMA MTPOjeKTa
APPMES noctymHe ¢y Ha cajTy mpojekta: https:/appmes.rs/.

7V koHLIUNHpamy pagHor naketa Mapuja Jlymuuh Bunotujesnh ocnamana ce Ha IpHHIUIE
NIpUMECHE €THOMY3HKOJIOTHje Kako je nepunuie International Council for Traditions of Music
and Dance (https:/ictmusic.org/studygroup/applied-ethnomusicology), a Ouia je nHCTIHpHCaHa U
rocTaBKaMa IpuMemeHe eTHOMY3HKooruje ayTopa Canubopa Iletana (Svanibor Pettan) (2008).

8 V3 pykoBoautesbky Mapujy dymuuh Bunorujesuh, capagHunu y pagy ¢ MUTPaHTCKHM
3ajeqHUIIaMa OMITK cy My3uKoJio3u Mapuja Marnos, Munom Mapuakosuh u Bawa ['p6oBuh, Te
npeBoauTesbka Musena Pojau.
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Cuposenenu TepeHckH paj (of jecenu 2022. no jecenu 2023. ronune),
KOjH je TIoZIpa3yMeBao HHTEPBjyUCAh€ MUTPAaHATa, T¢ OCTICKEHE ayIuo U
BUJICO CHUMAaKa HUXOBOT M3BOhema TpaAUIIMOHATHE HIIH MOMyJIapHe MY-
3UYKe U IUJIECHE MpaKce, UMa, u3Mel)y ocTasor, HeMepJbHUB 3Hauaj 3a 000-
rahuBame onoapxuscke rpahe Mysukonomkor nacturyra CAHY (Aym-
HUR Bunotusesun 2023a). [Topen Tora, Ha npojekty APPMES cy, a 'y ckia-
1y ¢ Ha3uBOM pajgHor maketa Should I Write or Should I Act..., cnpoBeneHe
U ‘akiyje’ BoheHe uaejoM J1a ce mMpUuKaxy ,,[IO3UTUBH[H| aCleKT[H] u3merTa-
HBa U IPEKOrpaHuYHE MOOMITHOCTH Y TE€OMOTUTUYKOM CMHUCITY, OJJHOCHO J1a
[ce] noTnoMorHe mupem|[y| Mpexke KyaTypHUX KoHTakara™ (JlymMHUR Buso-
TWEBKWR 20236: 2). C TM y Be3H, CapaIHUIIH IPOjeKTa OPraHNU30BaTH CY
JIBA KOHIIEPTA MY3HKE ¥ TUIeca MUTPaHTCKUX 3ajequuna y Cpouju — Mysuxa
u inec y lokpetuy u Y tipeilneiy ¢ My3ukom u iiecom bypyuguja — mro je,
HMCTOBPEMEHO, TIPENICTaBIhANIO B apupMaIinjy pajaa y 00JacTH MpUMEHCHE
MY3HKOJIOTHje U eTHOMY3HKojoruje.’ Peanuzanuja pagaor nakera Should
1 Write or Should I Act... 6una je, cTora, BaykHa y KOHTEKCTY HHTETpallyje
n3bernmuna y apymrtso y CpOuju, Te ocBemihuBama CpIricke €eTHOMY3UKO-
noruje 3a Oyayhe cimdHe MPOjeKTe, MPH YeMy CY MPOjeKTHE CTpaTerHje,
KOj€ je€ OCMUCIIHIIa eTHOMY3HKoJIomKuba Mapuja lymuaunh Bunorujesuh,
OuJie OACTaKHYTE MHTEPECOBAKEM CaMUX TPa)KMUJlalla a3uia.

Caszname 1a cy My3HKa U 1iec OypyH/AHjcKe MUTPAHTCKe 3ajeTHULIe
y CpOuju caMo HEKOJIMKO MeCeL paHuje OMIM IpeaMeT UCTPakKUBamba Ha
npojexty I nac koju 3Hayu..., HaBEJIO je capagHuke npojekta APPMES na
ce Ha ofipel)eH HaYMH MOBEXY C HOBOCAACKUM IPOjeKTHUM TUMOM. To je
pe3yJaTHpao opraHu3aiujom (IOHOBHOT) U3BOhewma bypyrgujcke ceuiie
Cranucnage ['ajuh u emuToBama uzBohemwa I naca uzganexa Jloporee Bej-
HOBHN, y cKJIony momMeHyTor forahaja ¢ mpojekta APPMES — konuepra ¥V
ipeiineuty ¢ mysukom u inecom bypynguja, onpxanor 30. oktobpa 2023.
rogune y Konaky kaerume Jbyourne y beorpany. OBe ‘OypyHIujcke KOM-
no3uimje’ ¢y, Kao 0CTBapema C MoJpyyja yMETHHUKE MY3HKe, TPHUBYKIIE
naxmwy Mysukosora (B. I'pbosuh u M. Mapunkosuha), koju cy ce, npet-
XOAHUM ydenrheM y moMeHyToM pagHoMm rakety Should I Write or Should
I Act..., u camu yro3Hasu ¢ ofpeheHuM acriekTuMa My3udke Tpaauluje u
Kyntype Hapoaa bypynauja. CeecHu eTnukux noremikoha u 6Gapujepa npu
0aBJbeIbY KYJITYPOM U MY3UKOM ‘IPYTHUX Y CaBPEMEHOM KOHTEKCTY, MO-
ceOHO KaJia Cy TIOCpeIu HejeTHaKe TUHAMIKe MOhU (MCTpakiBauu U yMeT-
HUIU U3 €KOHOMCKO-TIOJINTUYKH PEJIATHBHO CTAOMITHUX MOJPYYja C jeTHE

9 TIpBH KOHILIEPT OPraHU30BaH je y ckiomy Appo dectusana y Mysejy appuuke yMETHOCTH
y Beorpany (jyn 2023), a npyru je onpxan y Konaky kuerume Jbyouiie, Takolje y beorpany (ok-
Tobap 2023). Buie 0 0BIM KOHIIEPTHMA BUJ. Y TPOTPAMCKUM KibMKHIaMa: JlyMHUR BUTOTHIEBUR
20236; 20238B.
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CTpaHe, U MUTPAHTHU KOJU JI0JIa3€ U3 YTPOKEHUX CPEANHA C IPyre CTpaHe),
0BO heMo ucTpakiBame y HACTaBKY MPEBACXOIHO YCMEPUTH Ka MY3UKO-
JIOIIKOJ/MY3U9IKO-TEOPH]CKO] aHAJIM3U KOMITO3UIIMja HHCITUpUCAHUX (PoJI-
KJIOpOM UcTOYHOappuuke apxase bypynau. McnutuBameM NOETUYKUX
Hayesla ¥ KOMIIO3UIIMOHO-TeXHUUKHX pemera Cranucnase [ajuh y bypyn-
gujckoj ceutuu n Jloporee BejuoBuh y I iacy usganexa, ykisyuyjyhu TY U
MCKa3e caMUX BOjBOHaHCKUX KOMITO3UTOPKHU! (JI0OMjeHUX TOKOM HHTEPBjya
paheHux 3a moTpede OBOT UCTPaXKMBamka), carsienahe ce 0COOEHOCT BUXO-
BUX YMETHUYKUX MPUCTYIIA y TIOMEHYTUM JEeJINMA.

Vkpaiuxo o bBypyngujy!!

CMmeniTeHa y yHyTpalIlbOCTH UCTOYHOT niena Adpuke, Perybnuka
Bypynau (Republika y’Uburundi / République du Burundi) jenna je on
HajMamkUX ApXKaBa HA OBOM KOHTHHEHTY, KOja je, HAKOH KOJIOHH]jaJTHOT Tie-
puona, He3aBUCHOCT cTekia 1962. rogune.'? Hajmuorosbyaauja byyuumoy-
pa JI0OHEIaBHO je OuJia M MPECTOHMIIA 3eMJbe, alu jy je 2019. ronune 3ame-
HUJIAa 3HaTHO Mama ['urera. Jlanac y BypyH/ujy >KMBH OKO TPHHAECT MU-
JMOHA CTAHOBHUKA — HApoau XyTy U TyTcCH Ii1aBHe Cy €eTHUYKE 3ajeIHULIE,
JIOK Marby MPOIEHAT CTAHOBHUILITBA YUHU HAapo TBa, Te mpunagHuLu
€THUYKUX 3ajeHHIIA U3 CYCeTHUX 3eMasba. JJOMUHAHTHA peNuTHja je XpH-
rhaHCTBO, a 3BAHUYHU €3I Cy KUPYHIU U ppaHuycku (y onpeheHum
KpajeBuMa y yIoTpeOH je U CBaxuiu, a Miahe reHeparuje 100po ce Cyxe
EHTJTIECKUM J€3UKOM).

100 pa3Bojy ymeTHHYKE My3uKe y BojBoquHM 1 pobiaeMaTu3anuji caMmor TepMruHa ‘Boj-
BOhaHCKHU KOMIIO3UTOPH THcao je My3ukonor Hemama Cotuh (2022).

1 Tlonanu y oBoM norsaBiby Kopuiihenu cy u3 cnenehux u3sopa: Axomso 2019; TTpoaHOB
2022-2023; Basti¢c 2023; CookEk 1980; u ca cnenehux nuHkoBa: https:/www.britannica.com/place/
Burundi; https:/music.africamuseum.be/instruments/english/burundi/burundi.html; https:/www.
burundiembassy-germany.de/index.php?en_dance-music-arts-literature; https:/www.danas.rs/
vesti/ekonomija/globalna-nejednakost-luksemburg-164-puta-bogatiji-od-najsiromasnije-zemlje-
na-svetu/

12 TIpe moueTKa KOJOHUjAITHOT OcBajarba Adpuke, BypyH/u je 610 HE3aBUCHO KPaJbeBCTBO,
koje je y X VIII Beky 3ay3umaiio u aesnoBe naHammsux teputopuja Pyanne u Tanzanuje. Y jexy
eBPOIICKE KOJIOHH3aIH]je appruyKOr KOHTHHEHTa, BypyHau nocraje neo Hemauke Vicroune Adpu-
ke (1890), a rokom IIpBor cBeTCKOr paTa KOHTPOJIY HaZ OBOM TePUTOPHjoM mpey3ena je benruja,
Koja je, omsykama Jlure Hapoya, HacTaBuIIa 1a yrpasba TepuToprjoM bypyHanja u'y mehyparHom
nepuony. Hakon J{pyror cBerckor para BypyHaujuu ¢y Oniin cBe INIACHU]H Y JKeJbH 33 HEe3aBUCHO-
urhy, kojy 1 octBapyjy 1962. roause, ¢ THM IITO CTATyC penyonnke BypyH/u cTHYe YeTHPHU TOMHE
kacuuje (1966). Ho, ycriocTaBibameM jeHONAapTHjCKOT CHCTEMaA, OBa JIpyKaBa ce€ TOKOM IOCTKOJIO-
HHjaJIHOT IIepUo/ia Cyouria ¢ GpOjHUM JAPYILITBEHUM KpH3ama, H3a3BaHUM Mel)yeTHHYKHM CYKO-
OuMa, a IITO je pe3yITUPAJIO PATHUM 3JI0YMHUMA U TeHoIIAnMa TounmbeHuM 1970-ux u 1990-ux
roauna. [Touetkom XXI Beka y BypyHaujy je mormnucano npumupje (2001), a yctaBHUM pedopma-
Mma u3 2005. roguHe BracT je noaesbeHa uzmel)y Hapona Xyry u Tyrcn, Koju, cpa3MepHO YKYITHOM
Opojy CTAaHOBHHMINITBA, UMajy CBOj€ NPEICTABHUKE Y JIPKABHUM TEJIUMA.
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VYenen BUILIEICIIEHU]CKUX IPYIITBEHONOIUTUYKUX HEMHUPA, EKOHOMUja
BypyHnauja Temko ce pa3Buja(iia), Te je mpemMa CTaTUCTUIKHUM IOJaIiMa 13
2021. ronrHEe 0BO HajcCHpOMAIITHU]a 3eMJba Ha cBeTy. CTora je moJbOIpHBpe-
7la ¥ 1aJbe TJIaBHA MIPUBPEIHA JIEIaTHOCT, & Haj3HAYajHUJU U3BO3HH MTPOU3-
BoIU cy Kada u yaj. BypyHau je qpxkaBa Koja ce cyoyaBa ¢ BEJIMKOM JETO-
MyJIalnjoM — 300T APYIITBEHE, MOTUTUYKE K EKOHOMCKE HECTAaOMITHOCTH, T€
AyTOKPATCKHUX PeXUMa y KOjuMa Cy Jby/CKa IpaBa Ha MapruHU, JbYIH CY
npuHyheHn Ha ojj1a3ak u3 3eMJbe, Tparajyhu 3a 60;pUM yCIIOBUMA JKHBOTA.

Kao n y Behuau appruukux 3emasba, HEOIBOJUBH €IEMEHTH (DOJIKIIOpa
BypyHauja jecy My3uKa U II1eC, KOjU ¢y y IpOLUIOCTH Omin noapehenu Be-
auyamy OypyHIU)CKOT KpasbeBCcTBa. Tpanuunonaste OypyHAHjCcKe ecMe
C M3PaXCHOM PUTMUYKOM KOMIIOHEHTOM BE€3aHE Cy 3a Pa3Iu4HuTe KHUBOT-
HE [UKIIyCe, a HAYMHU N3BOhemha, KaKo BOKAJTHE, TAKO U HHCTPYMEHTATHE
Tpakce, pa3JIuKyjy € y 3aBUCHOCTH OJ] PETH]je 3eMJbe. Y3 OpOojHE yaapauke,
YKWYaHE U IyBayKe TPaIUIIMOHAITHE HHCTPYMEHTe, OyOam (ingoma) ce cMma-
Tpa HAI[MOHATHUM MY3WYKUM HHCTPYMEHTOM, a yTyjyha Tpyna byOmapu
Bypyunuja (Les Maitres-Tambours du Burundi) ctexia je mehyHaponHy
nonmynapHocT. HaxkanocT, HoBuje reHepariyje, hokycupane Ha rpaheme rio-
0aTHUX MY3WYKHX TPEH/I0BA, CBE Mahe UCKa3yjy HHTEPECOBAE 3a TPAIH-
[IMOHATTHY MY3UKy BypyHuja, Koja je, IpaKTHYHO, Y HECTajamy (OBO Cy IIO-
TBPIAWJIM U MUTPAHTH U3 BypyHuja, yuecHUIIM IOMEHYTUX Tipojekara). On
MOMYJIApHUX MY3HUKHUX )KaHPOBA CBaKako Tpeba u3IBOjUTH adporomn, mo-
3HAT N0 KOMOMHAIIM]YU MOJCPHUX U TPATUIIUOHAIHUX aQPUUKUX PUTMOBA.
WNnak, monuTryka HeCTAOMITHOCT 3eMJb€ OJIpa3uiia ce Uy chepu momn KyJ-
Type, 1a cy rpal)aHCKu paTOBU U pacesbeHe TIOPOIUIIE YeCTe TEME Tiecama
MomyJIApHUX My3udapa, Meljy KojuMa je Takole BeIMKH OpOj EMUTPUPAO Y
3amajiHe (€BPOIICKE) 3eMJbE.

Ciuanucnaea I'ajuh — BypyHaujcka cBUTA 3a ¢hrayiy,
Kaapuneud u ¢aioii

ITpodecuonanto cracaBame komnosuropke Cranuciase ['ajuh, pohene
1980. rogune, onsujao ce Ha penauju HoBu Can — beorpan: auriomupania
je Ha HoBOcaJckoj AkaneMuju ymeTHocTH (2004), a maructpupaina (2009)
u gokTopupaia (2015) na 6eorpagackom OakynTeTy My3U4Ke YMETHOCTH.13
Janac je, mopen negaromkor paaa Ha Karenpu 3a kommosuninjy Axajaemuje
ymetHocTH Yy HoBoMm Cany, Ctanuciasa ['ajuh Beoma akTUBHA 1 Ha CTBapa-
JIAYKOM T10JbY. Y JTOCaJIallll-eM OIyCy, KOJU YMHH BUILIE IECETHHA OCTBAPEHa

13 Aytopka je auruiomupana Mysukom 3a 6asnet Oxcanowhena iopoguya (y kiiacu 3opaHa
Myunuha), maructpupana nenom Kopugon u Tupsuc 3a nBa cakcodoHa, 0ac KIapuHeT, yapabke,
xapoy, kiaBup u rynade (y kiacu eunope XKebesban), a noktopupana [{ukirycom necama I1yiosa-
1a U pazlogopu 3a COIpaH, TEHOP, GpIayTy U rylauku KBUHTET (Takole y kiacu Mceunope XKebesban).
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COJINCTHYKOT, KAMEPHOT, OPKECTAPCKOT M XOPCKOT KaHpa, ayTOpKa rmocedaH
aUHUTET raju mpemMa OpKecTapckoj M KaMepHOj My3HIIH, alu U riacy. J{o-
OWTHHULIA jeé MHOTUX MPU3HAA, IPU YeMy Tpeba N3/IBOJUTH HArpaje ¢ UH-
TEpHALMOHAIHOr TakMuuewa Donne in Musica, Koje ¢y J0/1eJbeHe ’beHUM
kommnosunujama Ogjeyu Kyubopa (npsa Harpana) u Kopugon u Tup3uc
(mpyra Harpana). Kao neo peneproapa HCTakHYyTHX OpKecTapa, aHcambasia
u conucTta, komnosuuuje Cranucnase ['ajuh n3Bohene cy Ha GpojHUM KOH-
uepTUMa 1 ecTUBAIMMA, KaKo Y 3eMJbH, TAKO U Yy HHOCTpaHCTBY (y EBponu,
Azuju, CeBepHoj 1 Jy:xH0] AMepu1y), myOJIMKOBaHE Y OKBUPY pa3InUUTHX
enuuyja fomMahux U MHOCTPAHHUX M3/1aBaya, TE YBPUITCHE Y HEKOIUIUHY
auckorpa)cKux u3nama.l4

Komnosuropka Cranucnasa ['ajuh nHcnupanujy 3a crBapajaniTBo
MIpOHaJIa3M y OollycuMa HEKUX Off CBOjUX y3opa, nonyT Kcenakuca (lannis
Xenakis), JIureruja (Gyorgy Ligeti), Paena (Maurice Ravel), 3aTum y cTBa-
panamTBy cprckux ayropku Jbyourie Mapuh u Ucunope XKebesban (I'aiun
2015: 13), Te y UICTOPHJCKUM, KEbH)KEBHUM, PEIIUTHJCKUM U (HOJIKJIOPHUM
Temama. Y3 ¢aciHaIijy CIOBEHCKOM U aHTUYKOM PUMCKOM MHUTOJIOTH]OM,
KOMITO3UTOPKY MHCIIMPHILY U JjaJieKe KynType nomyT Muauje, o uemy cBe-
noue octBapewa Meguiuayuje u Cegam 6oja: inasa, Cegam 60]a Hapauya-
cuia, Cegam b6oja: xcyuia. I'onunae 2022. HacTana je KoMIo3unuja bypyrguj-
cKa céuttia 3a QUayTy, KIapuHeT U (arot, HHCIMPHUCAHA TPAHIHOHATHOM
MY3HYKO-IIJIECHOM ITpakcoM bypyHnuja,l> mana tpeda ucrahu ia aeno Huje
IJI0/] Ay TOPKUHE JTUYHE (bacuHHauHJe KYJTYpPOM OB€ UCTOYHOA(PpUUKE
JpKaBe (kao mITO je To cnyqaj c I/IH,Z[I/IJCKOM KyJITypOM) Bypyngujcka ceu-
itia je, Kao IITO CMO paHHje UCTAKIIH, jeaH O KPajIbuX pe3yrara ImpojeK-
Ta I nac koju 3nauu. llecme dcena MUIpanHiuKured U ruxo8a yYMemHu4Ka
wpanciiosuyuja, peaan3oBaH ¢ LIUJbEM J1a ce 3a0eiexe TpaJAulMOHAIHE
recMe OypyHIIMjCKe MUTPaHTCKE 3ajeHuIe ,,kao i da se komponuju nova
dela inspirisana tim (muzickim) saznanjima‘“ (Basti¢ 2023: 74).

[To3uBajyhu ce Ha rickasze caroBOpHUIIA € pojeKTa [ nac Koju 3Hayu...,
My3HKoJomKuba Mpa [IponanoB HaBoaM J1a Cy MOPOIUIIA U JIOM, T€ MOIITO-
Bame [IPUPOJIE, HEKU OJ] INIABHUX eJieMeHaTa Tpaauuuje u Kkyatype bypyn-
nuja (2022-2023: 51). Cxonno Tome, bypyugujcky ceuudy Ctanucnase ['ajuh
YIHHU Ce/IaM CTaBOBA MHCIMPUCAHUX ITIeCMaMa U3 )KUBOTHOT IIMKIIyca HAapo-
na oBe 3eMJbe — Ceagbena ilecma, Yciasanxa, Pogosyousa iiecma, Tyacoa-
auya, [leya na iyuy go wkone, Mama v Muja vanga — 3anocna sicena. C
0031poM Ha Urpauku KapakTep BehuHe necama, Huje uzHeHalyjyhe to mro
ce ayTopka y ¢opMaHOj OpraHHu3aIiju CBOje KOMIIO3HIIU]E OMpPEeeIInIa

14 3a puie moparaka o neauma Cranuciase [ajuh Bu.: PRODANOV, SovTIC, MiLoikovIC 2023:
104-105; kao u cajt Arsfid https:/arsfid.edu.rs/baza-arsfid/gajic-stanislava/

15 CHUMIIM KOMITO3HIIMje TOCTYITHH Cy Ha ciefelinm inHkoBuMa: https://www.youtube.com/
watch?v=AJFT70bgqMBU; https://appmes.rs/index.php/archive/video-archive/
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3a My3uuKy (popMy cBHTE, Kao LUKIyca CTHIM30BaHKX urapa.lo TonamHu
Y XapMOHCKH IIJIaH KOMITO3UIHje JUKTUPAJIC Cy JelTHOCTaBHE, IIPETEKHO
JjaTOHCKE MeJloauje OypyHIUjCKUX necama, koje je Cranucnasa ['ajuh, y3
eBEHTYyaJIHy OpPHAMEHTAIH]y, yIIOTpeOusa y ToTOBO HEU3MEHEHOM OOJIHKY.
C o03upomM Ha TO Jja Cy JelM ajli U BeJITMKoM Opojy rpahana y Bypynaujy
JlaHaC TpaJMIIMOHANIHE TIecMe ToTOoBO Herno3Hate (Bastic 2023: 76),17 kao
¥ J1a 3aITHCH THX ITecaMa MPaKTHYHO HE TOCTOje, KOMIIO3UTOPKIHO IIUTHPA-
€ MEJIO/IN]a y U3BOPHOM OOJIMKY TTPOMCTHIIANIO j€ U3 HbeHE JKeJbe Aa (Kpo3
Bypyngujcky ceuiiy) TpaguimoHaIHE TecMe OBe appuvKe 3eMIbe OCTaHy
3abenexene.!8

Naxo je putam jenHa o HajBaXXKHUJUX KOMIIOHEHATA OBUX Ilecama, Kao,
yOCTaJIOM, U aprudKe MYy3HKE YOIIITE, KOMIIO3UTOPKA Y U3BOHaYKH MEIH]
HHUJ€ YKJby4uJja nepKycuje, Beh je puTMHUIKO ‘TIOMTpaBame’ CIpoBeia Kpea-
TUBHHMM TPETMaHOM JIyBauKUX HHCTpyMeHara. Jla ce crienuuaHOCT caBpe-
MeEHe (CpPIICKe) KaMepHE MY3HKe OrJie/ia y HeyoOnuajeHuM KoMOMHaIjaMa
WHCTPYMEHATA U IbUXOBOM aTMIIMYHOM TPETMaHy, IITO Pe3yJaTHpa MOCBe
WHOBAaTUBHUM KOJIOPUCTUYKUM peremnuma ([TornoBuh-MaAbEHOBHR, CTO-
jaHoBuR-HoBuuuns 2007: 467-468), moTBplyje 1 0BO KAaMEPHO OCTBAPCH:E
Cranucnage ['ajuh. Haume, ayTopka ce onpenenuniia 3a cactaB JyBauKOT
TpHja, Koju unHe (prayTa, KJIapuHET U ParoT, mITo joj je, MpemMa COICTBEHUM
peunma, omoryhmio ,,da teme pesama ozvuc[i] kroz razliite boje i registre
ovih instrumenata, katkad sa kratkim frazama imitacije — gde prirodni tok
pesme to dozvoljava, dok je ritam u svakoj pesmi vrlo izrazajan i jasan‘
(mpema Probanov 2022: 6). 13 TakBe ujeje MpoucTeKao je, 3a 1eo MUKIYC
KapaKTepUCTHYaH, KOMIIO3UIIMOHN MaHUP KOjU C€ Orjie/la y TaKO3BAHOM
TIMjaJioTU3Mpamy HHCTpyMeHaTa. TpeTMaH TeMaTcKor Marepujana y bypyh-
gujcKoj ceuiti MOTao OU ce ToBe3aTH ¢ oape)eHM OCTYIIIMMa CIPOBE/Ie-
HuM y LHuknycy necama Ilyinosarsa u pasiogopu (noktopckom pany Cra-
Hucnase ['ajuh), a koju je ayTopka onucasa Ha cienehu HauuH: ,,My3Huuke
MOTHMBE CaM NpeIuInTaa, yKpITaia, HaJoBe3UBaa, CyleproHupaa 1 CBe
BpeMe Ma)KJbUBO TIOCMATpaJia Kako T€ MUKPO-IIEJIUHE CTyMajy y MelycoOHe
WHTEpaKIKje, KaKo y TOM JHjaJIoTy pearyjy jeaHa Ha IpyTy U Kako, Ha
Kpajy, jenHa npyry u3rpahyjy* (2015: 45).

16 Y3 GapokHY CBUTY, K0 IIUKJINYHY KOMITO3HIH]Y CAYHI-EHY O/ CTHIM30BaHHX UTrapa, KOH-
TPACTHHX I10 KapaKTepy, aJli TOHAJIHO o0jeanmeHnx, o1 XIX Beka jaBjba ce HOBHja CBHUTA, Koja
ce o1 0apoKHE pasIKyje M0 TOME IITO je HEPETKO Ha MPOTPAMCKOj OCHOBH, CTaBOBHU jOj HUCY
HYXHO UTPayKor KapakTepa, HUTH Cy TOHAJIHO 00jequmeHn (SKOVRAN, PERICIC 1991: 182—196).
Moriio 61 ce pehu na bypyugujcka ceuinia Cranncnase ['ajuh koMOHHYyje enemMeHTe, Kako 6apokHe,
TaKO U CBUTE HOBHjET THUIIA.

17 Tlo3uBajyhu ce Ha U3jaBe carOBOPHUIIA, €THOMY3HKOJOIIKHHa Jynujana bamrtuh neruue
u 10 1a ,,[i]Jako u Burundiju dominira ruralni nacin zivota, globalni uplivi u kulturi izuzetno su
jaki, te sve manji broj mladih govori kirundi, a jo§ manje poznaju tradiciju svog naroda‘“ (2023: 76).

18 Pasroop Mustorna Mapurkosuha ¢ kommosutopkom Cranucnasom [ajuh, 25. okro6ap 2023.

69



VY roTOBO CBUM CTaBOBMMA bypyHgujcke ceuiie JOMMHUPA UT'PAYKU
KapakTep, 0 ueMy roBopu Beh 1 Makpo Morjie/ Ha METPUUKY OpraHu3aIujy
LUKJIyca — IIeT Of] Ce/laM CTaBOBa (M3y3€B YETBPTOT U (PUHATTHOT) HAIMCAHO
je y TpOAETHOM METpy. Y MPBOM, IPUIMYHO KUBAXHOM CTaBY MO/ HA3UBOM
Cesagbena ilecma, UTpauky KapakTep HajaBJbEH je Beh Ha CaMOM MOYETKY,
PUTMHYKUM UMITYJICOM Y (aroTy ¢ U3pa)K€HOM CTaKaTO apTHKYJIAIH]OM.
VY06p30 crienn nznarame TIaBHE TEME MPETO3HATIFIBOT CUIIA3HOT TIOKPETa
KOjeM MPETXO/IN y3Ja3HU TEPIIHU CKOK, HAJIIpe Y KJIAPUHETY, Na y (aayTH,
na Ou, MOTOM, BeOMa CIIPETHO, Ha MaJIOM ITPOCTOPY ayTOpKa CIpoBea 3a-
HUMJBUB PaJl C TEMATCKUM MaTepHjaJioM, 3aBpIlaBajyhu cTaB OIydHO, Y
MaHHUpPy OpKecTapckux Tytuja. CBe je mpaheHo MPUINYHO jeTHOCTAaBHUM
XapMOHCKHMM CTPYKTypama, KojiMa JOMUHHUPA pa3iiaramke TOHUYHOT aKopaa
(in C). Y Vciiasanyu, HapeqHOM CTaBy, KOMIIO3UTOPKA OCTaje JOCIIEIHA He-
KHM TEXHUYKUM pellielhbuMa U3HETUM Y IIPBOM CTaBy, ILITO Ce, HAJIpe, Ore-
7la y MTHUIMJAJTHOM MTYHKTUPAHOM PUTMHUUYKOM UMITYICY (paroTta y mujaHo
nuHaMmunu. Mako O6u ce oueknBalo Jia ce, CXOAHO CBOjuM HazuBuma (Ceag-
bena itecma M Ycilaéanka), IpBa Ba CTaBa y IUKIYCy KAPaKTEPHO Pa3iu-
KY]y, OHH Cy 3aIlpaBo AOCTa CPOAHH, O YEMY, OCUM IOMEHYTOT (haroTCKOTr
yBOJIa, CBEIOYM yNaAJbHBa CTAKATO apTUKYJAIHja, Kao ¥ TJIaBHU MOTHB
TeMe (TepITHU CKOK HABHIIIE, TIa PA3JI0KEHH aKOp/ HAHUXKE), KOJU Ce KaCHH]je
n3naxe kpo3 cea Tpu uHctpymenTa (IIpumep 1.1. u 1.2.).

Tpehu craB, HacnoBIbeH Pogowydusa ilecma, Takohe OTHOUUE A€0-
HUIIOM (paroTa, any oBoOra ImyTa TO HHj€ CaMO KpaTak pUTMUYKHU YBOJ, Beh
j€ OBOM MHCTPYMEHTY MOBEPEHO M3JIarame ‘pacrieBaHe’ TeMe, Kojy, TOTOM,
npey3umajy QuayTa u KJIapuHeT y TepiHoM ca3Byyjy ([Ipumep 2.). Xumuuny-
Ha, TOTOBO CBeYapcka arMocgepa oBora cTaBa KOju CIaBU JIOMOBHHY, MTOJP-
JKaHa je ¥ U3Pa3uTOM JIeTaTo apTHKYJIAIIN]OM, KOja ce TIPEHOCH U Y Hape-
HU, YSTBPTH CTaB. Y TOM CTaBY, KOjU HOCU Ha3uB T yowcoanuya, HAIyIITEH je
MaHUp ‘PparoTcke MHTPOAYKIHU]E , IPU YEMY j€ yJora OBOT HHCTPYMEHTA
Kpajibe cBeneHa. [lo m3paxaja y HOTIyHOCTH J01a3¢ KIIapuHeT u (iayTa, y
KOjUMa ce, HAKOH CAaMOCTAJTHOT M3JIaramka TeME, CIIPOBOJIU PaJ] C TEMATCKHM
MaTepHjalioM ‘y IyeTy’, Kpo3 U3rpamby MEeIUjaHTHUX TOHAJTHUX OJHOCA.

Crneny Hariy KOHTPACT, KOjU apTUKYJIAIMOHO U KapakTepHo Bpaha
CITyIlIaolia Ha MoYeTaK IUKIyca, Te yiyhyje Ha, ycIoBHO roBopehu, Tpozaen-
Hy Makpohopmy BypyHgujcke cauitie, y OKBUPY Koje OU 1eo0 A YMHUIIN TTPBU
U JApyTH CcTaB, Aeo b Tpehu n 4eTBpTH, AOK OM METH U MIECTH CTaB MpPE-
cTaBJpaiM oncek Al, 3a kojuM cienn pUHATHU, CEIMH CTaB y YJI03U CBO-
jeBpcHe koze. M3paxeH cTakaTo y IETOM CTaBy MO/ HAclIoBOM /leya Ha
iyuiy go wkone,' mporcTude 13 pereTHIje TOHOBA Y IIIABHOM TEMATCKOM

19 Jenna on neujux mecama koja ce y Bypyumaujy moxe ayTH ,.kada deca idu u Skolu, ¢esto i
po nekoliko kilometara udaljenu od njihovog sela® (PropanNov 2022: 2).
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Martepujally, Koju ce, Ha HAauWH J1jalIoTu3upama, CIIPOBOAH Hajiipe y (hiia-
yTHU, IOTOM Yy KJIApUHETY, a OHJIa U 'y ¢aroTy. Y nopehemwy ¢ octanum cTa-
BOBUMa, [IETU CTaB UMa HAJU3pa)xkajHU]y TPOJENIHY (popmy, Koja je Harjia-
1IeHa IpoMeHoM MeTpa (6/4 — 4/4 — 6/4). PenieTUTUBHU MaHUP y3 CTaKaToO
apTHUKYJIalli]y HACTaBJba ce U 'y OKBUpY Hiector ctaBa Mama (ITpumep 3.1.
u 3.2.), y KojeM TeMaTCKH1 MaTepHjaj Hajlipe HHCTPYMEHTH U3JIaxy IOHa-
0c00, 1a Ou ce Ha Kpajy YAPYKHUIU U U3HEIIH TEMY Y KBUHTHO-KBApTHOM
cIory, pou3Bojehn MoaTHO-apXandHU TPU3BYK.

Kao mro cMo ucTakim, mocie ik , CEAMH CTaB UMa YJIOTY CBOjeBPCHE
KOJIe, a HocH Ha3uB Muja vanga — 3anocha scena. AyTOPKUHO HACTOjambe
71a 320KPY KU IUKITYC IPETO3Haje ce Y pedepuparmy Ha HeKa Off IPETXOIHO
CIIPOBEACHUX KOMIIO3UIIMOHUX periema. Hanme, y punaaHoM cTaBy Bpaha
C€ MHTPOAYKIHUJCKH PUTMUYKHN UMITYJIC, KaPAaKTEPUCTHUYAH 32 MMOYETHE
CTaBOBE IMKJIyca, C TUM LITO Cajia HUje MoBepeH (aroty, Beh KiapuHeTy
(Mazma ¢arot yop30 Taj MOTHB IIpey3uMa M CIIPOBOJM T'a JIO Kpaja CTaBa).
[lonyT pandapa koje oTBapajy HEKU LiepeMOHUjalHU Aoralaj, HOYeTHU
MYHKTUPAHU MOTHUB y KJIAPUHETY Ka0 J1a HajaBJbyje Y3BUIIICHY aTMOChepy
OBOT'a CTaBa KOjU MPE/ICTaBIba Oy KeHH. Majia ce KapaKTeprCTHYaH MOTHB
C TPUJIEPOM, KOjH CE€ 3aBpIIaBa CHIIA3HO Pa3IOKEHUM aKOpPIOM (EBOLIUPAHE
MOTHMBA U3 TIPBOT U JIPYTOT CTaBa) CIIPOBOAM KPO3 CBE TPH JICOHUIIE, TOTBP-
hyjyhu xKomopuTHO 60raTcTBO KOMOMHAIIM]E OBA TPY MHCTPYMEHTA, (uiay-
TH je noBepeHa riasHa yiora (Ilpumep 4.). Yneuatsbupa Menoaujcka TeMa
y ¢mayTi npaheHa KapaKTepUCTUYHUM ITyHKTHPAHUM PUTMOM JJOMUHHUPA
dbunanauM ctaBoM Muja vanga — 3anocha dxcena, KOJUM ce, Kao TpaBa
aroTeo3a KeHH (K0joj je mpojekat / nac koju 3nauu... v mocBeheH), y BeapomM
pacIoiokewy 3a0KpyKkyje bypyngujcka ceuta Cranucnase [ajuh.

opoiuea Bejrosuh — I'nac u3naneka 3a ygapa.eke u eieKipoOHUKy

Kommnosurtopka Jlopotea BejunoBuh, pohena 1986. roqune, koMmnony-
je y cepu akycTU4HE, SJICKTPOAKYCTHIHE U MPUMEHEHE MY3HUKE, a Yy
HEHOM JIOCaIallIlbeM OITyCy Hajase ce jeiia 3a CUM(POHHU]CKU OpKecTap,
BOKAJIHE U KaMepHEe aHcaMOJie ¥ CoMUCcTUYKe HHCTpyMeHTe.20 thene kom-
MO3UIH]je U3BOl)CHE Cy M eMHTOBAHE y 3€MJbU U HHOCTPAHCTRY, a TIOje/TH-
HE cy 00jaBJbeHE Ha KOMIAKT-IUCKY WIIH y IITAaMIAHOM MY3UYKOM H3/a-
wy. [loceOHO MoJbe BEHOT HHTEPECOBamba jecTe (POIKIOpHA TpaauLnja, U
TO He camo Hacnehe cprickor my3uukor (oskiiopa Beh u Kyntype Apyrux

20 3a pue uHdopmanuja o ornycy Hoporee Bejuosuh Bu.: PRODANOV, SOVTIC, MILOJKOVIC
2023: 169-170, xao u Ha TMHKY: https:/soundcloud.com/teavejnovic. CTBapanamTBo oBe ayTOpKe
OWUII0 je mpeMeT HCTPaXKnBarba y OKBHPY IpojekTa MaTuie cpricke, ¥ cpequwiny unciuuivyyuja,
Ha Mapiunama KaHoHa: caspemenu komiosuiopu y Bojeogunu (CoBTuR 2023).
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Hapona.2! AQuHUTET Ka 0BOj TeMaTHIM IpoduIKcaia je TOKOM CTyanja
KOMIIO3MIIHja, I7Ie Jy j€ Ope]l UCTPaKUBamba BOKaIHE (POIKIOpHE MpaKce
WHTEpecoBaja u u3Bohauka npakca. Jloporea BejooBuh nmpuctyna Harme-
BUMa TPAJAMIMOHAIHE CPIICKE My3UKe y BHY KopHIihema muraTa2? uiu
cTBapa Jiejla HHCIIHPHCaHa bHMa, TO jecT ‘y Ayxy (oskiaopa’,?? ¢ uaejom
Jla ¥IX TIOBEKE Ca CABPEMEHUM MY3HYKHM U3Pa30M U TEXHOJIOMIKUM MOryh-
HoctuMma. [lopen Tora, nHCTIMpHCaHa N3BOheHEM TpaAUIIMOHATHE HHCTPY-
MEHTAJIHE MY3HKe, OHa UCTPaKyje U y JOMEHY N3BOhauKHUX TEXHHUKA, HACTO-
jehm ma mobuje pasnuuuTe KBaIuTETE U 00je 3ByKa y aHcamOiry.24 Ha Toj
JMHUJU UCTPaXKnuBama, Jloporea BejHoBuh 3a0KpyKyje JTOKTOPCKE aKaieM-
CKe cTyauje, kommnosunujoM Kpasuye — kamepHa (panTasuja y cenam cra-
BOBA 32 BOKJTHO-MHCTPYMEHTAJIHK aHCaMOJT, )KCHCKH TJ1aC M eICKTPOHUKY,
KOja je MmocTajia i UMITYJIC 32 HOBE UJIEj€ Y ’hbeHOM CTBapasalliTBy.
AHTa)XOBaHa Ha MPOjeKTy [ 1ac Koju 3Hauu..., 9ija cy TepeHCKa UCTpa-
KHUBamwa, Kao mTo cMo Beh ucrakim, moapasymenana nocete LleHTpy 3a
asmwn y Kpmaun u cHuMame recama MUTpaHTKUba U3 bypyHnauja, Jloporea
BejHoBuh je nuuHM 105KMBJbaj IPETOUMIIA Y KOMIIO3ULIU]Y [ 1ac uszganexa
3a y/iapaJbke U eJIeKTPOHUKY, HacTany 2022. ronuHe.2® JenqHa o1 CHUMIbe-
HHX Tlecama OuJia je W TpaauIlMOHaJIHA ycnaBaHka u3 bypynauja, Hora
nkwinginge,?’ K0jy je KOMIIO3UTOPKA HCKOPUCTHUIIA KAO OCHOBHH T'PaJIMBHU

21 Tlopen cpricke (HOJKIOPHE TPAAHIIKjE, HHCIHPAIH]Y je MPOHAIUIA Y jyKHOAMEPUIKOM
¢donxiopy ca Anga, y komnosuuuju The Goldfinich Whisper 3a rynauku kBaptet (2010) u 6pa-
3HJICKMM PUTMOBHMA Y Ny Bate-Boca 3a mepkycuje, rpom 0ybam u ceT Oyomena (2013).

22 Komnosutija Euphony 3a cumbonujcku oprecrap (2011).

23 Komnosuiuje V jy-jy-jy-jy 3a conpan u kiasup (2011) u Jegan gan — gpyiu gan 3a BOKIHU
ancamoi (2022).

24V xommosuirjama beso 3a TeHop u ramOypamiku opkecrap (2011) u Heilospaitna ilecma
3a compa, TeHop U TamOyparuku opkectap (2011), loporea BejaoBuh ncrutyje TexHuKy u3Bohera
Ha TaMOypH, Tako IITO Cy4esbaBa TPaJUIIMOHAIHO CBHpabhe KOje MMa YyCTaJbeHH 3BYK U IIPaBUia
ca CaBpeMEHHUM H CJIO00HUM TeXHHKaMa CBUPAba.

25 JJOKTOPCKH YMETHHYKH Mpojekat y kiaacu npod. 3opana Epuha onOpanuia je na @akyi-
TeTy My3uuke yMeTHOCTH y beorpany (2018). Onabup My3uukor MaTepujaia u popmMasiHa OpraHu-
3al[yja Jesa TecHo je nosesana ¢ Kpasbnukum o6penom. @opMaiiHu MIaH KOMIO3HIIUjE pe3yiTar
je mporpamcKke CTpyKType TEKCTYaJIHOT MPEAJIOIIKA CAYHILEHOT 0] KOoJaxa ojadpaHuX KpaJbud-
KHX IlecamMa YMju ClIe]] N3jarama 3aBUCH O] pelociieaia 00peaHNX paami. My3n4KH je3UK KOMIIO-
3uIHje je y OIMCKOj BE3H C TEKCTYAIHOM OCHOBOM M CaJIPKH CJIEMEHTE KPaJbU4KHUX HaleBa KOju
ce MoaudUKYjy Kpo3 pa3He Komro3unnone Texuuke. [lopen tora, loporea BejuoBuh y xomro-
3MLUJU UCTUYE U ITOKPET Kao J1eo o0pesa, Te ce y mpoliecy n3Bohema U HPOU3BOAKE 3ByKa, OCUM
rJaca, ykJbyuyje 1 Tej1o (yAaplu cTomajia o noJ 1 cieuduuHI HOKPETH pyKy). Buiiie o oBoM neiy
BUJIETH U3 Iepa koMno3uTopke: BEsHoBuR 2020.

26 CHUMAaK KOMIIO3HIIMje JI0CTyTIaH je Ha ciienehem muuky: https:/www.youtube.com/watch?app
=desktop&v=h3EAFeZ4XbM

27 YcrnaBaHKa je IeBaHa Ha KUPYH/IM je3UKy. Y MECMH, TOK HEXKHO JbyJba JETe, MajKa My Kpo3
ctuxoBe obehasa ja he ra 3alITUTUTH O CyHLIA ¥ IIPYXKUTH MY CBE IITO je NoTpedHo. McToBpeme-
HO, OHa je 3axBaJsiHa bory 1mTo Huje cama, jep je poxutess. IIpeBoj U 3HAYCHE IECME TPEY3eTO U3
MporpaMcke KiMxuIe Konuepta Mysuka u iinec y ioxpeidy (Jymuns BunotuieBun 20236: 3).
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€JIEMEHT 3a Kpeupame Tpake. Tpaka mpeacTaBiba U3BECHH HAPATHB KOM-
MO3UTOPKE KOjH CUMOOJIMYHO CIiaja IBE KYIAType, KopucTehu, mope;s mome-
HyTe yCIaBaHKe, ¥ eJIEMEHTE CPIICKOT HareBa. Y JIEOHUIIN TPaKe JacHO CY
O3Hau€Ha MEeCTa IJie Cy YIOTPeOJbEHH CEMILJIOBH CPICKOT (DOIKIOPHOT
MY3UYKOT UUOMa U OypyHMjCKE yCIIaBaHKe, a KOMIIO3UTOPKA UX je CTH-
JTU30Bajia IpeMa CBOM JIMYHOM JIOXKHMBJbAjy. ElleMeHTH cprickor Harmesa,
IpeMa pedrMa ayTOpKe, OClIamkajy ce Ha My3HuKe (IIOCKYJIe KPaJbHIKOT
o0pena,?8 rie je akieHar JAT pUTMY | IJ1acy, J0K je ycnaBaHKa KOJy M3BOJIE
MUTPaHTKHUE KOpUITheHa Y U3BOPHOM OOIHKY (OHaKO KaKO je CHUMJbEHO
TIPHITHKOM u3Bolema), C 101aTOM XapMOHH3AII1]OM KOjy JOHOCH 3BYK Xap-
¢e. OBae je HEONXOAHO HArNAacUTH Aa, nako Jloporea BejnoBuh xopuctu
OpPUTHHATHO U3BOhewme ycmaBanke (kao mTo u Cranucnasa ['ajuh rotoBo
JOCTIOBHO MpEey3ruMa Meoanje OypyHANjCKUX Tecama), OHO je UIak ooora-
heHo u oaBameM pUTMHUYKE KOMITIOHEHTE (yAapIv JJIAHOM O JJ1aH), IITO
HUJj€ KapaKTepUCTHYHO 32 POpPMY, OJJHOCHO KapakTep ycrnaBaHke. Ha koH-
uepry Mysuka u tiziec y uokpeuiy MUTPAaHTKUIE CY Ha TpaJIULMOHAJIaH
HAuMH M3BEJIe YCIIABaHKY y3 CUMYIUpame buxama aeTeTa (y U3BendHu je
KopunrheHa JyTKa).

VY xomnozunmju / 1ac uzgaiexa ayTopka je HCTaKJIa JIBe KOMIIOHEHTE
KOj€ MOBE3Y]y pa3InuuTe My3H4Ke TPAAHIIH]e, a TO Cy TJIac U putam. [ mac
JIOHOCU €MOTHBHY QyOHHY, prTaM Jaje eHEPTHjy U okpehe KoMITo3uIHjy
Harnpes, 10K Kpo3 BbUXOBY XapMOHH]Y, KOMIIO3UTOPKa CTBapa MOCT U3Mely
KyJATypa, cnajajyhu ux y jeTMHCTBEHO MY3UUYKO UCKYCTBO. Y HaMepH Ja
cuMysupa (ONKIOpHU MPU3BYK JajieKe 3eMJbe, ayTOpKa je, 300T ’UXO0BE
3BYYHE CrieU(PUIHOCTH, oadpaa nmepKycuje: YuHesne, OOHroce, HHCTPY-
MEHT 4Yaka yaka, rpoM OyOam U BaJITOj(er.

Ha ¢opmannom miiany, KOMIO3HIMja ©Ma TP KOHTpacTupajyha os-
ceka 4uje rpaHuiie oapehyje 3Byk BanaTojdepa, ajau Tako /1a He HapylllaBa
KOHTHMHYUTET My3H4Kor Toka. Of mryma, marnara mpeko yaapana u riaca
70 TIeBamba, TO jecT ycrnaBaHke, Jloporea BejHoBnh KopucTH npuHITUI 110-
cTeneHor npodunncama Matepujana. [loceban CTpyKTypHH CJI0j y OpraHu-
3aliju MaTepujaja JOHOCH €JIEKTPOHUKA — Y KOMIIO3UIIMOHO-TEXHUYKOM
CMHUCTTY, TpaKa CaJap:Ku HU3 CEMILIOBA KOJU C€ MEHAa]y U MAHUIYJIUIIY
pa3IUYUTUM TEXHUKaMa oOpajie 3ByKa. MelloujCK1 MaTepHH Ha TPaLu
CacTaBJbEHHU CYy O]] I71acoBa, oOpaljeHuX edekToM peBepOeparuje — o1 ma-
MyTama J0 TJIacOoBa KOjU Ha Kpajy Mpejia3e y HaleB/yClaBaHKy, IPH YeMy
PUTMUYKH CJI0] IEpKYCcHja Aaje crienupudad UMITyJIC KOMIIO3UIuju. Takas
TpEeTMaH BOKAJIHOT MaTepHjalia OAroBapa HEKUM OJ1 KOMIIO3UIIMOHUX MPaKCH
MOCJIePaTHUX aBaHTAP/IU KOje YKJbYUdy]y eKCIIEpUMEHTE C T1acOM Y 00J1acTu

28 VI IeHTHYHO Kao0 U y KOMIO3HLUju Kpasuye, ayTOpKa KOPHCTH €JICKTPOHUKY KaKo Ou
Memalla 3ByK HaleBa, Ipe CBera Kpo3 TeMOpaTHy ylory.
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€JIEKTPOHCKOT MEJ/IM]ja, O UeMY JeTaJbHO MHUIIIe MY3UKOJIOMKHba bojana Pa-
noaHoBuh (2023). Kaga je peu o neonunu nepkycuja, Jloporea BejaoBuh
Jjy je, y cuMOMO3H C eJIeKTPOHNKOM, KperpaJia CIIMYHO TPAJAUIIHOHATHO] My-
3WYKO] TIPaKCH MPEHOIICHka HareBa ycMeHnM nyTeM.2? JIeoHunna nepkycuja
CaJp K1 OKBUPHE MHCTPYKIIHMjE M CMEPHHULIE 3a 3Bol)aua, MOMyT Tpajarba Win
kopunrhema ofpelheHor HHCTpyMeHTa, anu je u3Bohauy mgara moryhnoct
na ‘cmo00MHO’, OTHOCHO Ha MHTYHTHBHOM HHUBOY, H3BE/IC CBOjY JICOHMILY.
Hamme, maprutypa KOMHOSI/IHI/I_]G je rpaduuKy MpHUKa3 JeOHNIA HepKyCI/I_]a
U TpakKe UCIoJ] KOjUX MOCTOjU BPEMEHCKA 0Ca Pajiii JaKIIe OpI/I_]eHTaLII/I]e
n3Bohaya.3? M3Han neoHure nepkycrja Ha3HaueHo je J1a Ce CBaka ‘CUTYyallH-
j@’ M3BOJM y Tpajamy OTIPUIUKE OCaM CEKYH]IH, 10K Cy Ha JINHU]JU TpaKe
O3HAYEeHU ceMIlIOBH aurutaiHor 3anuca (IIpumep 5.). 3a paznuky o Mo-
ryhHOCTH T/Ie HaYMH W3BOhema JCOHUIIE TIEPKYCHja MOXKE 3aBUCUTH O]1
n3Bohaua, Ipe cBera y JOMEHY OrpaHndeHe alleaTOPUKE, TUTHTATHH 3aIiC
j€ HETIPOMEHJbUB | Ka0 TaKaB je ayTeHTUYaH HUJIejU KOMIIO3UTOPKE. Y TOM
CMHCILY, KPaJEbH PE3YJITaT KOMIIO3UIMje HIje (PUKCUPaAH y HBEHO] MapTUTY-
pu, Beh ce nojaBHOCT ziena Besyje y \beHoj 3ByuHocTH.3! JIpyrum peunma,
y 3BYYHO] IT0JaBHOCTH OBOT JIeJIa, KOMITIO3UTOPKA je HAacTojaja Jia CIojH eJIeK-
TPOHUKY U KUBO U3BOhewe, cTBapajyhu miry3ujy, To JecT IpeTaname 1 Opu-
came TpaHnLa U3Melh)y eNeKTPOHCKOT U aKyCTHYKOT 3BYKa.

3a neno Jloporee BejroBruh BaxkHO je TuTame yjiore U ctaryca u3Bohaua,
aCIeKTH KOJU Cy UCIUTAHU ITyTeM TEXHUKE CYIIEPIIOHUpatha dKUBOT U3BO-
hemwa u cHuMKa ¢ Tpake. JleOHHIIA €IEKTPOHHUKE Y IAPTUTYPH jeCTe OpH-
jeHTup 3a u3Bohaua Koju Mopa Ja je Hay4dH | Mpero3Ha, Kako Ou je U3Beo
(mpumepa pajau, n3Bohad uMa CyrecTHjy 3a CI000IHY UMITPOBU3AIIN]Y ‘Tia-
coBa’ u3 aeonuiie Tpake /IIpumep 6./).32 Jlakie, 1eOHHIIA €IEKTPOHUKE j&
(oH Ha KOMe ce pa3BHja ICOHUIIA TIEPKYCHja, OAHOCHO JICOHHIIA MIEPKYCH]ja
Ce pUTMHUYKH YOJHOIIIABA Ca 3BYYHOM ‘TI03aJMHOM’, LIITO 3aXTeBa BEJIUKY
Mpenn3HOCT U ocehaj 3a puTam Ko u3Bohada. EnekTpoHuKa Moxke ocTa-
BUTH OCHOBHU PUTMHYKHU OKBUD, JOK JICOHHUIIA TICPKYCHja JI0aje JOAaTHE
ciojeBe u Bapujanuje. CynepnoHupame )KUBOT 3BOhema 1 CHUMKA CTBa-
pa MHTEpECaHTHY JUHAMUKY, IIPH Y€MY ce€ M3BOhad MOpa YCKIaJAUTH C
eJIEKTPOHCKOM TPaKOM, aJld, ICTOBPEMEHO, UMa IIPOCTOPA U 32 UHANBUY-
aJHOCT U MHTepHpeTanujy. MehyTum, kaja je ped o cio0oau U UMIIPOBU-

29 Pasrosop Bame I'p6oBuh ¢ kommozutopkom Joporeom Bejuosuh, 26. okrobap 2023.

30y onHOCY Ha ‘TpaJMIIMOHAIIHE’ My3HYKE MAPTUTYPE (C THNHUJCKMM CHCTEMOM M HOTaMa),
rpaduuke MapTUType KOPUCTE Pa3INdyHUTe CIUKE U CUMOOJIe, I1a OBAaKBH, HEKOHBEHIIMOHATHH
3aIUCH 3aXTEBajy Ol U3BOhaua KPeaTHBHOCT M CIIPEMHOCT Jla HCTPaKyje Kako Ou JOHEO jeANHCTBe-
HY HHTEpIPETAIIH]y.

310 ognHocy u3Mmelyy maprutype u 38yka BujL.: PoPovic MLAPENOVIC 1996; VESELINOVIC-HOFMAN
1998; 2010; BEcEnuHOBUBR-X0dMAH 2007.

32 O u3Bohemy eNeKTpOaKyCTHUKe My3HKe BU/.: XOdMAH-CPETEHOBIR 2020.
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3alju u3Bohaua, MocTaBJba Ce MUTAKE KOJIUKO TAKBUX ‘TIOMEpama’ Tpaka
YOIIIITE JI03BOJbaBa, C 003UPOM Ha BPJIO jaCHE M3BOhauke MHCTPYKIIH]E Y
JICOHMITU TIepKycHja. Tpaka, 4yuju ce caapxkaj 6a3upa Ha CeMIJIOBUMA Ha-
CTaJIMM Of1 IyMa, yaapala, oz manaTa/MpMJLaH,a JI0 TIEBama, YHAIIpe je
CHUMJbCHA U CMI/ITyJe ce 6e3 mpekuaa TPEKO KOMHJYTepa JIOK C€ Ha CLICHH
MCTOBPEMEHO O/IBHja JICOHUIIA MEPKYCHja KOja PUTMHYKH KOPECTIOHINpa
3BYKY € Tpake. Jlpyrum peunma, eeKTpOHUKa U KUBO U3BOheme Cy J1eo je-
JTUHCTBEHE IpamMaTypruje My3udkor Toka. OBa MHTEpaKIja u3Mel)y yHampen
CHMMJbEHMX 3ByKOBa U TPEHYTHUX M3BOHAaUKHX OJUTyKa CTBapa JUHAMUYaH
Y U3HOBA Ay TEHTUYaH MY3UYKHU JJOKHBJbA). ENEKTpOHUKa IIpyKa OCHOBY,
TEKCType U e(eKTe, T0K )KHBO U3BONEH-E JOHOCH TUYHU U3Pa3, TE eMOTHB-
HYy KOMITOHEHTY u3Bohaua. [lakJe, ynora u3zsohada y kommnosunuju Jloporee
Bejnosuh Huje camo u3Bohemwe HanucaHor Beh 1 KpeaTUBHO pearoBame Ha
eJIEKTPOHCKY nozuiory. OBo cTBapa JeIMHCTBEHY MYy3HUKY UHTEPAKLH]y U
JMHAMMKY KOja ce He MOKe MOTIYHO HOTHpATH, Beh ce ocTBapyje y 3Byd-
HOCTHU U u3Bohewy. Ha Taj HauuH, myOauKa MoXe a TOKUBHU 3ByKEe KOjU
ce npenauhy, cTBapajyhu Tako jeIMHCTBEHY LEIMHY KOja c€ pa3Buja y
peasHOM BpeMEHY.

Y komno3unuju I nac uzganexa KOMOMHaIMja €IEKTPOHUKE U HKUBOT
n3Bohema omoryhasa ymeTHUIIIMA Aa OyAy UCTOBPEMEHO KOMIIO3UTOPH,
13BOhauM M KpeaTUBHU UCTPaKMBAuU; IPYTUM peurMa, JeJI0 MOCTaBJba
NuTamka o0 rpaHuliaMa u3Mel)y kommnosuuuje u u3Bolhema, 0 yia03u TEXHO-
JIOTH]je ¥ KPEaTUBHOCTH M3Bohaya.

3axmyuna pasmaniparea

Tpancnonyjyhu ‘riiac’ MUTpaHTKHbA U3 MAPTUHAIIM30BAHOT Y YMET-
HUYKH, OTHOCHO ‘Tac koju 3Haun’ (BASTIC 2023: 76), komno3utopke Cra-
Hucnasa ['ajuh u [loporea Bejnouh cBojum CY ApPYIITBEHO-YMETHHYKHM
aHTKMaHOM IIOITyJIApH30Bajie TEMY MUTpaIHja, Koja y chepr KOMI03H-
TOPCKOT CTBapaJialliTBa (Makap Ha HallleM IPOCTOPY) HHje HATUPOKO 3aCTy-
mibeHa. C apyre cTpaHe, TeMe JaJIeKUX KyJlITypa, OJHOCHO MPUMEPH UH-
CHUPHUCAHOCTH MY3UUKUX CTBapajala JaJIeKuM KyJITypama, HUCY HOBUHA
y pa3BoOjy yMETHUYKE My3uKe. FaKko cy TH MpHCTYNH YeCTO MoApa3yMeBa-
7Y €THOMY3HKOJIONIKO aHTa)KOBaHkhE KOMIIO3UTOPA Y CMHCITY TEPEHCKHUX
MyTOBama y pasauuute (yaabeHe) KpajeBe,33 MUrpamnnje CTaHOBHHINTBA,
¢ Ipyre cTpaHe, oMoryhasajy My3WYKUM CTBapaolyuMa (aJid U Hay YHUIIMA)
J1a ¥ y OKBUPY CBOJUX CPEAMHA PEIATUBHO JIAKO ‘CTYIE y KOHTAKT C HEKOM

33 MlcrakHEMO OBOM IIPHIJIMKOM, Ha IpUMeEp, aMmepryke kommnosutope XX Beka (momyt Kay-
ena /Henry Cowell/, Xapucona /Lou Harrison/), Kejua /John Cage/), xoju cy rajuiu noceban adu-
HUTET Ka a3ujckuM Kynrypama (VEN-CUNG 1975).
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JaiekoM My3udakoM Tpaauiijom.3 [pojextu [ ac koju snavu: Ilecme scena
MUTPAHIIKUIbA U FUX08A YMelUHUYKa wpanciozuyuja u Should I Write or
Should I Act: Applied Musicology and Ethnomusicology in Serbia Today
yIpaBo Cy TO U MOKa3ajH, a BojohaHcke kommozutopke Cranucnasa ['ajuh
u Jloporea BejHoBuh nmase cy npuinky fa ce y 3eMJbU CBOT MOpEKJIa Mo-
BEXY C My3UUYKOM KyJITypoM adpuuke npxxase bypynau, Te na cBoja cre-
YeHa UCKYCTBA MTPETOUE y YMETHUYKO CTBAPAJIAIITBO, CXOTHO COTICTBEHUM
€CTETHYKO-TMI0ETHYKO-CTUIIMCTUYKUM OCOOEHOCTUMA U apUHUTETHMA.

Onucanu NpojexkTy y o0IacTu XyMaHUCTHUKUX HayKa U YMETHOCTH
MOr'y OMTH BayKHH MOCTOBH KOjU [TOBE3Y]jy pa3IndyuTe KyIType, omoryhasa-
jyhu nunrepakujy mely spyauma, ronpuHocehn Tako 605peM pa3yMeBamy,
ogHOCcHO MehykyntypHoM nujanory. Ocum Tora, Tpeda HallOMEHYTH J1a
TaKBHU MPOJEKTH, KOJU 3a IIUJb UMa]y JOIII U YIIOTPeOy KyJITypHOT Haclieha
‘npyrux’ y cepu BUCOKE YMETHOCTH, HAa KAPAKTEPUCTUYAH HAUMH yKa3y]y
Ha yBaXkaBam€ U IPHU3HABame BpeAHOCTH Tor Hacieha. C apyre crpane,
jour je butHUje uctahu fa cy y peanusaliju HayYHUX U(TH) yMETHHUKHUX
npojekaTa mocBeheHnx KyJITypu MUTPAHTCKUX 33jeIHULIA, YBEK HEOITXOAHU
ITyHa CBECT UCTPAKMBAa4Ya M YMETHUKA O €THYKO] ¥ KYJITYPHOJ CJIOKEHOCTH
TaKBUX ‘CycpeTa’, T pa3yMeBame CONCTBEHHX MO3UITHja YHYTap BuX. Mako
CIIPOBOhEmE OBJIE ONMMCAHUX MTPOjeKaTa He CMaTpaMo y TOM CMHCITY CIIOp-
HUM, AY>KHHU CMO J1a, YOIILIITEHO IJI€AaHO, yII030pMMO Ha KOMILJIEKCAH Mpo-
6J1eM KyJITypHE arporpujanuje, a Koju Moxke OUTH M3a3BaH jeAHOCTPAHOM
(eBpOIICKOM) HEPIETIIIAjOM MUTPAHTCKUX 3aj€AHHIIA, BbUXOBUX KYJITypa U
TpaauIyja.

VY BypyHgujckoj ceuiuu 3a pnayty, kinapuHeT u ¢arot, Cranucnana [a-
juh HacTojana je Ha OuyBamy MY3UUYKOT UIACHTUTETa bypyHauja, Tako mTo
je y caBpeMEeHH YMETHUUYKH KOHTEKCT ‘CMECTHIIAa’ MEJIOJINje TPaAUIIMOHAT-
HUX I1ecama OBe 3eMJb€ Y TOTOBO HEM3MEHeHOM BUy. C THM Y Be3H, ayTOp-
Ka je UCTaKJIa J1a jOj je MPHJIMKOM pajia Ha OBOj KOMITO3HIIMjU OUII0 BeoMa
BaYKHO J1a MeJloije OypYyHIMjCKUX Iecama OCTaHy YBEK IPETO3HATIbUBE.
C npyre ctpane, Jloporea BejuoBuh y I nacy uzganexa 3a ynapajpke u enex-
TPOHUKY, TPAJAUITMOHAIHY je OyPYHAM]CKY MecMy (YCIaBaHKy) yOTpeOu-
J1a Kao 3BYy4YHY MOJUJIOTY ca Koje je popMupaa cacBUM HOBE, crieliupuyHe
3By4He nej3axke. MelyTum, HU OBa ayTOpKa HHje HHTEpBEHHUCANIA Y MEJIOo-
JWjU OpUTrHHATHE OypyHAMjCKE IecMe, KOja 0CTaje Y CBOM ayTEHTHYHOM
00JTHKY, KaKo je 3a0esexeHa MPUINKOM TEPEHCKOT UCTpaKuBama. MeToso-
JIOIIKH M 'y KPajEbeM ayIUTUBHOM PE3YIITaTy MOTIYHO Pa3IMuUTa U Ay TEH-
TUYHA — jJeTHO ¢ pedepeHIiaMa Ha OapOKHY ernoxXy (UTpavyku KapakTep Ka-
MEpHOT My3HIlMpama y popMu CBUTE), a Apyro Ha aBaHrapay XX Beka

34 Jlanac He Tpeba 3aHEMapUTH HU yJIOTY Me/[ja U HHTEPHETA Y JOCTYIHOCTH PAa3THYHTHX
KyITYpHUX MPOTyKaTa U3 LENOT CBETA.
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(kopuirhere eJIeKTPOHCKOT Meija 1 ajeaTopuyka KOMIIO3UIIMOHA TEXHUKA
13 KOj€ MPOUCTHYE HEETEPMUHUCAHOCT MY3UUYKOT TOKa) — 00a OCTBapeHa
MOTBP/IMJIA CY KOHTEKCTYaJIHy alalTHOMITHOCT MY3HYKOT (DOJIKIIOpa, Kao
M3BOpa YMETHUYKE HHCIIMPALIH]jE U TeHEPaTOpa YMETHUYKOT €KCIIEPHMEHTA.
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Milo§ M. Marinkovi¢ and Vanja M. Grbovic¢

Voices Between Cultures: ‘Echoes of Burundi’ in the Works of
Female Composers Stanislava Gaji¢ and Dorotea Vejnovi¢

Summary

This paper examines the works of contemporary female composers from Serbia,
inspired by the musical folklore of the East African country of Burundi. The focus is on
the Burundian Suite for Flute, Clarinet, and Bassoon (2022) by Stanislava Gaji¢ and the
work Voice from Afar for Percussion and Electronics (2022) by Dorotea Vejnovi¢. While
S. Gaji¢ aimed to preserve Burundi’s musical identity by placing the melodies of this
country’s traditional songs almost unchanged into a contemporary artistic context, D.
Vejnovi¢ used a traditional Burundian song (a lullaby) as a sound background from which
she formed entirely new, specific soundscapes. The aim of this research is to examine the
artistic approaches of the mentioned composers in works inspired by the folklore of Bu-
rundi, through the analysis of poetic principles and compositional techniques. Given that
the compositions Burundian Suite and Voice from Afar are the result of field research on
the music and dance of Burundian migrant women, the paper also examines the multiple
significances of scientific-artistic projects dedicated to migrant communities.

Keywords: contemporary art music, musical folklore, migrations, Serbia and Bu-
rundi, Stanislava Gaji¢, Dorotea Vejnovi¢, Burundian Suite, Voice from Afar.
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[Tpumep 1.1. Cranucnasa ['ajuh, BypyHgujcka ceuita, pATMUYKA MOTHB
y Garoty u MeJOAUjCKH MOTHUB y KIIAPUHETY Ha MOYETKY MPBOT CTaBa
(Csagbena itecma), 1. 3-5.

P
- e
oo (@YF = | r nf MM

" L Bl L3 . 1
Bassoon - ? ﬂ !‘.’L !"n ; .!-'j" !'-l :I !“J !‘r
ks -

[Tpumep 1.2. Cranucnaa ['ajuh, Bypyugujcka ceuitia, puTMAYIKHA MO-
TUB y (aroTy ¥ MEJOJHUjCKU MOTHUB y (JIayTH HA MOYETKY JPYTOT CTaBa
(Vcenasanxa), T. 26-28.
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[Tpumep 2. Cranucnasa 'ajuh, bypyugujcka ceuiua, noyetak Tpeher
craBa (Pogomwyousa itecma), 1. 52—56.
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[Tpumep 3.1. Cranucnasa ['ajuh, Bypyngujcka ceuitia, moYeTak meTOr
ctaBa (eya na iyiuy go wxone), . 85-90.
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[Tpumep 3.2. Cranucnasa ['ajuh, Bypyugujcka céuitia, moyeTax mecTor
ctaBa (Mama), 1. 108—114.
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[Tpumep 4. Cranucnasa ['ajuh, bypyugujcka ceutda, npatehu MOTHB y
KJIApUHETY M TJIaBHU MOTHB y (hjlayTH Ha MOYETKY Iector crasa (Muja
vanga — 3anocua dcena), T. 130—134.
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[Tpumep 5. lopotea Bejuosuh, [ 1ac uzganexa, o3Hake Ha TOYETKY

rpaduyKe MapTUType.

Voice from Afar
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[Tpumep 6. lopotea Bejuosuh, I 1ac uzganexa, ymyTcTBa 3a m3Bohaya
y TpauuKoj MapTUTYPH.

Voice from Afar
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UDC 792:551.442(091)

I'OPAH T. TABPU'h
DakynTeT CaBpeMEHUX YMETHOCTH "
Opurunannu HayuHu pan / Original scientific paper

[NHOA3EMHU TEATAP U IIEANHA KAO ITPOCTOP
3A U3BODBEBE ITO30PUITHUX ITPEJICTABA

CAXXETAK: Kazna roBopumo o nehnHama kao NoTeHIIMjaTHUM JIOKaI[ijaMa 3a H3BO-
heme mo30puIIHUX Mpe/cTaBa, Tpedasio Ou y3eTH y 003Up YHECHHUILY J1a Cy OHE jolI y Tpa-
MCTOPHjCKMM BpeMeHHnMa KopuIinheHe y HEeKOM BHJy 3a OBY BpCTy mpakce. Ctora nomasno
Yy/M J1a je MPOIIJIO TOJIMKO AYro BpeMeHa 0Taja, a Jia MOTEHIMjasIi TehrHe HUCY T0BOJEHO
uckopuirhenw, Tj. 1a nehiHCKK (OAHOCHO MOI3EeMHH) TeaTap joll yBeK Huje 3akuBeo. [lehune
o kojuma he y pagy 6utn peun noceanyjy onpelene kBanutere Koje Huje Moryhe 6nio KakBuM
ApPXUTEKTOHCKUM HHTEPBEHIIMjaMa OCTBAPUTH y KJIACHYIHO] IO30PHILIHOj 3rpajiu, na ou ce
YIPaBo Ta BUX0BA CrelrpHIHa CTPYKTYpa (KOjy je oOnrKkoBaia caMma Ipupo/ia) MOTJia HCKO-
PUCTUTHU KaO MECTO 3a Matb€ UJIW BULLIC MHTCH3UBHU NO30PUIIHHU )XUBOT U HSBObeH)e npen-
ctasa. Kao mHCIIMpanyja u HeKa BpCTa OCHOBE MOTao OM J1a mociyxu u [logsemmnu 6uockoi
PobGepra CMHUTCOHA, KOj HAa HEKH HAYMH yKa3yje U Ha U3BECHY OJIHCKOCT u3Mel)y mpocTopa
3a u3Bolerbe MPeCTaBa U CHUMarbe (DHIMOBA Ha CAMHM TOYeLMMa pa3Boja KuHeMartorpaduje.

KJbYUHE PEUU: nonzemuu tearap, nehune, nunnujauuja, [logzemnu 6uocoii Po-
6epra CMUTCOHA.

Yeog

3a Mo30pHIITE TOTOBO J]a HE TTOCTOj€ TPAHUIIE KaJia j€ Y TUTamy Mpo-

CTOp T/I€ CE MOT'Y U3BOJUTH IpercTane. M HajMamy KyTak MOXKE ITOCITYKUTH
Kao MO30pHHIIA, OMIIO J1a ce OH HaJla3u y ypOaHO] CPEIMHH WIIH TIPUPO/IH.

MebyTuwm, nocToje Tokaluje Koje Cy Make HIIM BULIE HEIPUCTYAadYHe, 10
KO_]I/IX je Texe IONPEeTH, T1a j€ CAMUM TUM TekKe OMOFth/ITI/I riefaonuma, 6e3
KOJUX TIpeNICTaBa y HajBehoj Mepy He UCITyHaBa CBOjy CBPXY, /1a IPUCYCTBY-
Jy u3Bohemwy. JenHo o TakBUX MecTa je nehuHa, 1y0oka, MpayHa, TEIIKO
MPUCTYTIAYHa, aJIM ONET C HEMAJIUM TeaTapCKUM MOTeHIujatoM. Mnak, 30or
CBOT CHeHU(UYHOT MOJI0XkKaja KOjU He Tpyxka MoryhHOCT na ce 6e3 HeKUxX
Ty>KUX MPUIpEeMa U3Bee MpeJcTaBa, NehHa U3KCKYje ONCeKHe, ITpe cBera

* goran.gavric@fsu.edu.rs
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TEXHUYKE MMPUTIPEME, U TIOCTETICHO 0CBajarke HeHOT MPOCTOpa Koju he Ka-
CHHje UMATH KaKBY-TaKBy KOHCTAaHTHOCT y eKCIIIoaTnucamy. Takohe, mpeT-
MOCTaBKa je /1a TAaKBO ITO30PHIITE BEPOBATHO HE OM MOTJIO J1a OTPaje Iy KU
BPEMEHCKH MEPHO/I, Kao IIITO je Cy4aj C OHUM KJIACUYHUM. Y TOM IOIJe-
1y, Ka0 M TI0 HEKUM JIPYTUM OCHOBaMma, OBO MO30PHUIITE ce MpUOIMIKaBa
aMOUjeHTaIHOM TeaTpy, 6e3 0031upa Ha TO IITO jé OHO CMEUITEHO Y 3aTBO-
PEHOM TIPOCTOPY.

Ipsu ,,iiehuncxu tweatupu’ u cauunociuu iehume
ca o30pPUUHOM 3IPaAgom

[Ipakca ynorpebe nehuHa kao mo3opuinTa gaTupa jour U3 MpanucTo-
PHJCKHX BpEMEHa, U ITpeMa CAaHCKPUTY paHe KOMaJle Haidjawaciupe IpaBuo
je bxapara y Xumanajuma. Mlako nHaAMjcKY NehWHCKHU TeaTpy HEMa]jy CIIUY-
HOCTH ca FPUKUM aM(pHUTEATPUMa, IIOCTOjJU YIIeUYaT/bUBA CIIMYHOCT U3Mely
MIpUBpEMEHE JIPBEHE Taliepyje TeaTpa 1 Mo30puIITa camalha Manga onuca-
HUX y paHo] OyIMCTUYKO] TUTEpaTypH, yKJbyuyjyhu npuue yaraka. [lozna-
Ta je Hecpeha koja ce noroguna y Atuau 499. 1. npe H. €., Kaja cy ApBEeHE
TpUOMHE Ha KOjUMa Cy CeeH IJelaolld U3HEeHa1a MOMyCTHIIE 3a BpeMe
no3zopuinHe npezacrase. CTora, HEKU CTPYUHALU BEpyjy J1a Cy paHe rpuke
npezcTaBe Ouiie y Ipu3eMJiby, BEpOBATHO YHYTAp I'paja, Ie je HeKa hopma
CKeJla 3a cefielhe Moria outu HeonxoaHa (VARADPANDE 1981: 85). Cee nehu-
HE CE CacTOje M3 TPU Pa3IMYUTE 30HE: MOAPYYje HENOCPEIHO YHYTap yiasa,
HOZIpyYje y KOje IPOIUPE MAJIO CBETIIOCTH M YHYTPALLLH IEIOBH Y MOTITY-
HOM MpaKy.

AKO HaIPaBMMO Mapaseiy ¢ MO30PHUIIHOM 3rPasioM, MOKEMO [1a YOUH-
MO ofjpel)eHe CITMYHOCTH, jep ¥ TaMO MOCTOjU MTPEABOPj€ HAKOH YIIa3a, TOTOM
XOJTHUK TI0 TIOTPEOU OCBETJHEH MIIM HEOCBETJHEH, U Ha KPajy TO30pHUIIIHA
cajia Koja je TOKOM u3Bohema nmpencrase 3ampadena. Ctora je Ha pBH T0-
IJIe]] HajJIOTMYHU]jE J1a €€ Y HEKOM OJ] TUX YHYTPAIIbUX J€I0Ba Y NOTIYHOM
MpakKy MOoCTaBU MO30PHUIIA, KOja OM Ka0 U y KJIACUYHOM TO30pHUIITY Onia
ocBeT/beHa. Mnak, rpanajyha crpykrypa TyHena y nehuHu oTBapa HOBE
MOTr'yhHOCTH, ¥ HE IOIYLITa 1a C€ Pa3MULIIbahE O IIOCTABLM OIPAaHUYH HA
camo je/IHy MO30PHHUILY. Y OBOM CIIy4ajy C€ Ha3UPY U pPa3InUUTE EKCIIePH-
MEHTaJIHE TIO30pUIIHE (POopMe, jep peTaTHBHO BEJIHMKA JTy>KWHA TPOCTOPH]ja
U TyHena y nehuHu JonyIiTa KpeTame n3Bohaua 1 riaefanana y pa3inyu-
THUM CMEpPOBHMa.

Moiyhnociuu 3a uzsohere iipegciiasa y oHaium iehunama

Hajsume moryhHoctu 3001 cBOje ay)uHe ox 551,6 kumomerapa, mpu
yeMy Ou Tpebasio y3eTu y 0031p YHHHCHUITY J1a He O MOTao Ja ce UCKOPUCTH
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yuTaB npocTop Beh camo oapehenu nenosu, npyxa nehuncku cucrem Ma-
MyTcKe nehiHe y HCTOMMEHOM HallMOHAJTHOM MapKy y HeHTpaiHoM Ken-
Takujy. Y oBoj nmehuHM je mocTa Tora Beh mpunpemMIbeHO, Y CMUCTY Ja CY
32 IOCETHUOLE HAlPAaBJbEHHU JIPBEHH MOCTOBH U CTENEHUIITA KOJUM C€ OHU
Kpehy Kpo3 nehuny, nemwy ce U CIyIITajy 3aBOJUTUM IyTeBuMa. OBne 6u
ce ImpeJcTaBa MPBEHCTBEHO O/[BUjaia Ha TOM Beh yTBpheHoM myTy, ayiu Ou
¢ 003MpOM Ha BEIHKY AyKUHY NehnHe 1 MHOIITBO Pa3IMYUTHX IPOCTOpPA
pacniopeheHux OuIo Mo XOPU30HTANIM UJIU BEPTHKAIIN, H3BOhEHE MOTJIO Ja
Teue nmapajeiaHo U y HEKOM O TUX ITPOCTOpa KOju cy HajipukiIagauju. [lopu
Kpotepc (George Crothers) HaBoaM Kako je jeaHa off KPOCKYJITYpaTHUX
ynotpeba nehnna u cTpykTypa Hanuk nehnHama 3a TajaHCTBEHE U UCKJbY-
YUBe MMpakce, yKJbydyjyhu epeMoHuje NHUIIHjallije MyIIKapana, oopes
rpesacka 3a Jieuake y aaoJieCleHIIn]y 1 3peio n06a: ,,MamyTtcka u Crnana
nehuHa cy kopuirheHe ja u31Boje JedaKe oJ] OCTaTKa 3ajeHUIIE, U 1a UX
WHULIAPA]y y OpaTcTBO oapaciux mymkaparna““ (CROTHERS 2017: 37). O6penu
Ipesacka ce Be3yjy IPBEHCTBEHO 3a IUIEMEHa U pUTyalle y Koje JIelly yBOIe
OZIpaciy YJIaHOBH, aJI Cy OHU IIPUCYTHH U Y YpOaHUM CpeiliHaMa U Mosiep-
HOM >KMBOTY YOIIIITE.

OBu 00penu y ypOaHoOM JIPYIITBY YKJbYUY]jy (hOpMaIHE pUTyasie Kao IITo
CY KpILTEHE, IPBE HHTUMHE Be3e, BeHUYame UT/. To Cy 3a1paBo pa3inyuTe
(aze Kpo3 Koje IeTe MpoJia3u TOKOM CBOT OJIpacTama, Te OHO MOCPECTBOM

Cn. 1.
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WHUIM]allHje ca3peBa U BPEMEHOM TI0CTaje PaBHOMPABAH YJIaH JPYIITBA C
oJIpaciiiMa KOjHi cy IPEeTXOHO Mpolwuiu Te mpouece. [Iputom cy poheme,
ca3peBame U CMPT TPH KJbyuHa gorahaja y 1eTeTOBOM KUBOTHOM LIUKITY-
Cy KOju He 61 OMo noTnyH 6e3 GopMalHUX pUTyaa, 1yO0KO YKOPEHEHUX
y I[p}IH_ITBeHO_] 3ajenuuiy. Mupua Enujane (ercea Eliade) roBopu o Tome
71a je ,,.JOBeK MPUMHUTUBHHX JIpyIlITaBa HACTOjao Jla OOEAH CMPT MpeTBapa-
jyhu je y oOpen npenacka. J[pyrum peurma, yBeK c€ yMUpPE y HEUeMy HITO
HHje OMTHO: HAPOUHUTO Y TPOGaHOM KHBOTY. YKPATKO, CMPT MY Jiohe Kao
BpXOBHA MHUIIH]jAllH]ja, KA0 TIOYETAaK HOBE JyXOBHE er3ucteHnuje’ (Enniaie
2003: 203).!

Poheme netera y miieMeHrMMa cMaTpa ce 3a BeoMa BaXkaH jiorahaj, u'y
HEKMMa ce OHO MapaJieTHO CIIaBU C HEKUM ApyTuM putyasoM. OBaj norahaj
ce MOXKe TIocMaTpaTH B Kao putyan 3a cede. To je 3auerak mporeca HHH-
[Mjalrje, rae HOBOpolheHue jOIT HHje CBECHO TOT T3B. PUTYAJTHOT IIPOCTOPa
1 ocoba Koje ra okpyxyjy. nu, Taunuje, mo pohemwy TO je MpeauHuII]ja-
LIMjCKU MPOLIEC U MPHUIpeMa 3a KaCHUje MHUIIMjallH]je KOje M0pa3yMeBajy
CBECHE pajJie. Y HeKnuM 3eMbama EBporie je pamupen o0uyaj mojarama
HOBOpOleHYeTa Ha 3eMJbY, T/I€ OHO TEK IITO j€ OKYTIAaHO U TIOBHjEHO y TIeJie-
He OuBa moJioxkeHo Ha camy 3emJby (Emmiane 2003: 165). Jenan ox unHOBa
KOjH CJIe/Ie HAKOH OBOTa JeCTe JaBame MMEHA JIETETY, IITO j€ YTUIIAI0 Ha
HEroBy MHUIIM]alM]jy y opoauily. Mory ce mpoHahu u mpuMepu UMEHOBa-
Ha KOje je OMJI0 MHCTPYMEHT JETETOBOI HHTETpHCaba y APYTy MOPOIUILY.

Crora, camoxpaHa Majka Koja je IMEHOBaJjia CBOjer HOBOpol)eHor cuHa
rocJie MpeMuHyJie 0code y APyToj MOPOIUIM TapaHToBala je na he u oHa
Y BEH CHH OuTH 00e30ehenn y 0BOj MOPOAUIIH, U YKIBYUYECHH Y HEH KPYT.
OcHOBHH 3aXTeB 3a OJIUCKUM OTHOCHMa u3Mehy cebe, o0aBe3a peumnpodHe
TOJIpIITKE, OWO je puTyaTHo 00e30eheH kpo3 reHepariyje moMohy MMEHOBamba
(KLEIVAN SonnE 1985: 15). PI/Ixapz[ TypuBang (Rlchard Thurnwald) onu-
cyje KacHuje (a3e y HHULMjAlUjH IIJIEMEHCKE JIelle KOje CJIee HAaKOH OHE
MOYeTHE camor pohema. 3aHMMIBHBO j€ Jla OH MTPOCTOP TJE Ce MHULIMjaIlH]ja
BpIIIHU TTOBE3Y]E C MPOCTOPOM Y KOjeM ce pa3BHja (eTyc: ,,¥ MHOTUM TIpe-
JeTMMa y YHTJIU TIOCTOjU MHUIIHjaTrndKa koymba. To je mecTo rae mianu
KaHJWIaTH TPIIE jeaaH Je0 CBOJUX UCKYIICHa U OMBajy yBo)eHHU y TajHA
npeama rniaeMeHa. Tako HHUIMjaTUYKA KOJIMOa CUMOOIIHUIIIE MATEPUHCKU
TpOyXx* (THURNWALD, BAUMANN et al. 1940: 321, 398).

Hajmosnaruju npencraBauk jeny apra Podbept Cmutcon (Smithson)
y pyaHunuma ,,.bpuranuja Kynep* nianupao je 1a HanpaBu CHUMKE y TY-

I M neanuu cityvaj mocT MOPTEM IPEKUBIbaBamba Tpebaso 6u ja Oy/e oHaj y Koju He Ou Tpe-
6asio mmatu OnJI0 KakBy cyMmby. OBO je CIIMYHO Kao ¥ KOJ] Bepe, BEpHUK He cyMmba Beh Bepyje. To
je, Takole, ciydaj Koju ce He OJJHOCH UCKJBYUHMBO U CaMO Ha MCUXUYKO PYHKIMOHHUCAE Mehy
JKMBUMA, U 32 KOJH CE CMaTpa J1a je KOHAYHO OJPEIHUILITE Y pa3Marpamy. Takas ciydaj Mopa OuTH
pacTerJbUB y CMUCITY OTBOPEHOCTH 3a HOBE MPETIIOCTABKE.
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Helly, y CKJIOIY CBOT IIPOjeKTa MOA3eMHOT Orockona. AKo je 0Baj TyHel Ouo
MPOU3BOJ ,,MIMATMHATUBHOT* TIpoIieca OTKprha, oHJa Ou HEroB (UM T10-
HOBHO Taj ITPOIIEC OOPHYTO KPO3 APYTH, AaHAIOTHH CKYTI CIIMKa. TakBo y1BO-
CTpyu4aBarbe, y CMUCITY M3paJIe 1 OHJIA IVICakha (pI/mMa Ha TOM MECTY, CTPyK-
TypasiHo Ou OuJI0 ofjex Tabya MPOTHB JKEHa KOje yJase y pyaHHK: ,»10 ] je
BeoMa cHakaH Tady. Herze cam mpounTao 1a mocToju cHaxkaH ocehaj na je,
Yy IPUMUTHBHOM CMHUCITY, KaHaJI TIOITYT BarMHe HEKaKO CIMYaH (pojIaoBCKOj
3amTuTHOCTH (FLAM 1996: 206). Curmyna ®pojn (Sigmund Freud) uctu-
4e J1a ce caMO Y YMETHOCTH jOIII YBEK JIeTlIaBa Jia YOBEK 00y3ET CBOJUM JKe-
JbaMa MPOU3BOJM HEIITO CIMYHO HCIYH-EHbY OBHX JKE€Jba, & OBO UTPambE, 3a-
XBaJbyjyhu yMEeTHHYKO] HITy3HjH, U3a31Ba e(eKTe Kao Ja je HEIITO CTBAPHO
(Bun. Froip 2009).

Jour jenan 3HavajaH HalMOHAJIHU Mapk je oHaj y HoBom Mekcuky, y
kojem ce Hasnasu nehuna Kapncban nyxune 1219, mupune 190,5 u n1youne
300 meTapa. Hu nanac He nmoctoju uCTOpHjcko GoTorpadcKo MpeacTaBibambe
yutaBor noapyyja Kapncoana u nehune Kapncoan (BircHELL 2010: 8). Kao
IITO je CIIy4aj U ¢ ApyruM nehuHama, u oBzie Ou OMI0 3HaYajHO Ja TOCTOjU
TaKaB IJIaH, IOy T OHUX KOj€ je 3a CBOje MPOjeKTe OTPOMHHUX pa3Mepa Ka-
MepoM u3 Bazayxa cHumao Pobept Cmurcon. Ha Taj HaunH Ou MHOTO
npenu3Huje Ouse yTBpheHe no3uirje 1 HajMamuX KyTaka, Kao 1 Mmoryhux
IpaBala KpeTama U T3B. OJIMOPHIIITA 32 U3BOlEHhE JIeNIOBa MTPEACTaBe HAKOH

Cn. 2.
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MIPETXOTHOT, MaFhE I BHIIIC MHTEH3UBHOT OMEpara IiIyMara u rieasia-
11a. JoIr HeIITo 01 OHOTA IITO YKa3yje Ha MpoOJieM Mpenu3HOT yTBphuBama
I1aHa Heke nehuHe jecte HaBoheme pa3TMUUTUX MYyKUHA 3a onpeheny
nehuny ox ctpane Beher 6poja aytopa. [IpeBuiie je TyHena 1 nposasa, 1 He
TaKO MaJio OHUX TEIIKO MPOXOIHUX, & Y3 TO U lbUX0BA YECTO JIABUPUHTCKA
U rpaHajyha cTpyKTypa JOAaTHO OTeXaBa MEPEHE.

Hajnyxa y EBponu, u yjenHo Hajayska rumncaHa rnehuHa Ha CBETY ¢
BHIIE 0f1 232 KMJIOMETpa MPEMEPEHHX Tposia3a, jecte OnTUMUCTHYECKAja
nehuHa y Ykpajunu, y onmmsznan KoponuBke, koja ciazia vy cysdaTHe 1e-
hune (WHITE, CULVER 2012: 830). C 063upoM Ha TO J1a C€ cacTOju Ol TyHO
JaBUPHUHATA U YCKUX U HUCKHX IpoJia3a, Ono OU CBakako BEIMKH M3230B
HAIPaBUTH OATOBapajyhe myTame KpeTama 3a onpeheny npeacrasy. Mely-
THM, jeJIHa O]l IPEITHOCTH KOje Mpyska oBa nehnHa jecy penaTUuBHO BEJIUKE
BOZICHE TIOBPIIHMHE, TIOMYT MakbHX je3epa, KojuMa Ou TIyMIU U TyOJInKa
MOTJIY J1a TIJIOBE y YaMIMMa (TITyMITH OU MOYK/1a OUJTH 1 Ha HEKOJ TIaT(hOPMH
Kao0 MO30PHUIIH), & ]a OHA HICTOBPEMEHO MPEICTaBIba U JeHY OJ1 T030pHHIIA
Ha K0joj Ou O6uo u3Bohen Behu neo mpezacrase.

Y oBOM cityuajy Ou MOTJIa Jia c€ UICKOPHUCTHU B CIIOCOOHOCT ITO30PHUIIITA
1a MHOTO Beha mozipydja u 00jeKkTe, Kao 1 IPeBO3HA CPE/ICTBA KOja Hajuyeihe
MHPY]Y, TPUKaKe Ha OTPaHUYEHO] TIO30PHUIITHOJ CIIEHH. Tako ce y JeHO] O
noueTHUX crieHa ¢uama Jlapca ¢pon Tpupa (Lars von Trier) Megeja (Medea,
1988) Kpeonrt kpehe kpo3 nehuny u cycpehe ce Ha kpajy mposasa ¢ JacoHOM.
Ha ToM myTy oH Haunasu Ha aBa Mana Opoja, Buile monyT Behux yamarna
(oBze je mocpeny yMamHBame 00jeKaTa Koju Cy y CTBApHOCTH 3HATHO Behw,
LITO j€ KapaKTepUCTUKA TO30PUILIHOT U3pa3a), Koje AproHayTH IpUIIpeMajy
3anyT y Konxuny, y notpasu 3a 31aTHUM pyHOM. OBU OpoI0BU ce Hajlaze
y TJIUTKO] BOJU, BUIIIE HACYKaHH, a MU Kao TJejaolu Tpeba Ja 3aMHUCITUMO
71a je 1yOuHa BOJie, Kao U YUTaBE BOJICHE MOBPIIMHE, MHOr0 Beha, HapounuTo
aKo OM TakBa CIICHA OWJia M3BEJCHA Y TIO30PHIIITY.?

N y nehunm Xonox, y pernony Myotaran y llIBajuapckoj, koja je apy-
ra Hajay>xa nehuna y EBporu ca 200,4 kustometpa (youna je 938,6 metapa),
T10jaBJbY]y C€ BeoMa 3aHUMJbMBH M3BOPH U TTENWHCKHU BOJOIA/IH, OTHOCHO
MOJI3¢MHU OJIBOJIHM CUCTEMH ca BpTauaMa U jamama. J{lyboko y ieHoj yHY-
TpalIkbOCTH Hanasu ce LlIBapuep 10M, KOjU je HajBUILM, OTBOPEHHU JICO pac-
aJI0M HCITYHBEHOT OKHa, 225 MeTapa BUCOK, Ca CBOjIM KpOBOM ckopo 400
MeTapa ucnoj nospuiuHe 3emibe (WALTHAM, FRED et al. 2005: 80).3 Bynyhu

2 OBJie MOXKEMO HAIIPABUTH Mapasiely | ¢ JJa)XKHUM IIOMOPCKUM OHTKaMa, Koje Cy ce IPBEH-
CTBEHO ofurpaBaie y PuMckoM apctBy. Y mbuMa ¢y KopuirheHH OpoJjoBH y IIPHPOIHOj BEITHYH-
HHU, a Y TIOI3€MHOM TeaTpy Ou To 6usio Moryhe u3BecTH M Ha Mamk0j BOJIEHO] TIOBPIIMHY U ca
3HATHO yMameHUM OpOIOBUMA, MIIM YaK FbUXOBUM CErMEHTHMA.

3 OBze je kapakTepucTHYHA KpaTKa 1eB (y BehieM cTemeHy) Koja ce cacToju Ol yraOHHX
(parmMeHara IeMEHTHPAHMUX 33ajeTHO, M OHA C€ jelHHO Mpeno3Haje y KpeumhaukuM nehunama rue
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Ja crmajia y KpuieBute nehnHe HacTane pacTBapameM CTEHA Kao IITO CY
JOJIOMHT, KpEeUHhaK U THIIC, M y3 crieHorpadujy Kojy je Beh y BEJTUKO] MepH
MpUpo/Ia KcKIecana, oBa nehuHa 6u mpeacTaBibalia Bpiio 100py OCHOBY 3a
najba clieHcka Hagorpahusama. OHO MITO ce JOTOAMIO Y B0j 1952. ronune
yKa3yje Ha OIacHOCTH Koje Bpebajy y nehnHama, ajau u Ha KiaycTpohoOu-
Jy xojy Ou MorH ja MMajy TIeNaoiy y moa3eMHoM teatpy. Ha Taj acriekr
0u cBakako Tpedasio Hajipe 0OpaTUTH MOoceOHYy NaXKwy, Kako OM ce oHJlia
Tek y crenehum (azama peraBaiyd TEXHUIKHA U OpraHU3aIlMOHU TIPOOJIEMH.
Hauwme, momenyte rogune cy ocamuaectoronuiimu Jlorap Emanyen Kajzep
(Lothar Kaiser), meros npocgecop Ouosoruje u jou Boje haka, nokyasajyhu
na u3Mepe nehuny, octanu 3apo0sbeHH Y B0j 300r n3HeHaiHe noruiase. [pe-
YKUBJbABAJIM Cy Ha OCKYHUM 3aJIiXama xjie0da 1 KOH3epBHUCaHOT Meca, Jia Ou
C€ HaKOH JIECeT JIaHa M30aBUIIN KaJa j€ JOBOJFHO OMao HUBO BOJIE y TIehuHM.

Cm. 3. Cn. 4.

W mBajapcku reonor Andpen bernu (Bogli), xoju je modeo na mpe-
MepaBa niehune 1945, ocrao je 1955. ronune Takohe 3apo0JbeH AeceT naHa
y nehuan XoJox ycien momnjase, YCIeBIIN UMakK Ja MPUTOM U3MEpH 55
KujoMeTapa ieHux npoiasa (BrRiGHT 2017: 400). A HaKOH IITO Cy BUIIE OJT
JIBE Hellesbe MpoBenu 3apodsbenu, uzmely 8. u 10. jyna 2018. rogune, u3
nehunckor cuctema Tam Jlyanr y npoBunuuju Yuanr Pau criaceno je jena-
HaecT jieyaka ctapoctu o 11 1o 16 rogrHa u BUXOB 25-TOUIIBLU TPEHED,
cBU WwiaHoBU ¢yndanckor kinyba Juemu eeiposu. Tpenep ux je 23. jyHa
MoBeo y nehuHy Kako OW JOIIIK 70 Kpaja MehnHCKOT TyHeNa U UCITUCAIH
CBOja MIMEHA Ha 3HY, ILITO OM OMiia HeKa BpCcTa lHUXOBE HHUIIH]ja1Hje. Me-
hyTum, Kako je Tajna Ha ceBepy Tajnanna Ouia ce30Ha MOHCYHCKHX KHUIIIA,
y MHOTHM IIpOJIa3uMa je MopacTao HUBO BOJE, M OHU Cy OCTaJIH 3apO0JbeHU
Ha Kpajy TyHea.

ce jienasa Ja Oy/ie puiia3 U BpXy U MOAHOXK]Y KPXOTHHE, aJli U II0Ka3yje IPOLec IPOrpeCHBHOT
MOCTaBJbamkha KpoBa y kpeumbaky (WaLTHAM, FRED et al. 2005: 80).
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YV HeBepoOBaTHO] aKIMju CracaBama, jep Cy JAedary OWIN HeTUTMBAYH
T1a Cy UM JIaTH JIEKOBU 32 YCIIaBJbUBA-E, CIIACEHU CY CBU 33j€THO C lbUXOBUM
TPEHEPOM; HAXKAJIOCT, Tajianacku ponunaln Caman KyHaH je HacTpaaao
300r HeAOCTaTKa Ba3ayXa MPUIMKOM TMOKYIIaja Aa ce BpaTu Y KOMaHHU
LIEHTap Ha TyOWHH Off CKOPO JIBa KHJIOMETpa, a keroB kojera bejpek bBype-
pax npeMuHyo je kpajem 2019. rogrHe HaKOH JTyTOT Jieuera (BHI. ARONSON
2019). O oBomM norahajy je Beh cHUMIbEH UrpaHu (puim 1o Ha3uBoM lefiuna
(The Cave, 2019), penutespa Toma Banepa (Waller). Takohe, u mo3natu ame-
puuku peautesb Pon Xayapa (Howard) je caumuo ¢uiam o oBom norahajy
nost Ha3uBoM 1 punaeciu scusoiua (Thirteen Lives, 2022). Y (pUHCKOM JIOKY-
MEHTapHOM (UMY O cTu4HOj Hecpehu 3apararve y netioznatio (Takaisin
pintaan, 2016) Xyana Peune (Juan) mpuka3ana je uierajiHa akiyja Bahema
TeJla IBOjUIle poHMIIala y Hajay0sp0) nehunu y Hopsemkoj u CeBepHoj
EBponu [Tiypa, kojy cy cripoBeny mpujaTesbi MOTUHYJIUX (HEKH O] X
Cy POHUJIY ¢ lbUMa KaJa ce noronuiia tpareauja) 2014. ronuHe, Mecel 1aHa
HAKOH Te poHuiauke Hecpehe.

Kana je ped o BepTUKaIHO] CTPYKTYPH MO30pHUIITA, OHA OU MOTJIa Ja
ce ocTBapH y nnehnnama xoje nmajy Benuky nyouny. lIro je ny6spa nehuna,
TO O C€ MOCTUTA0 U CHAXKHUJU edeKart, ajiu O NCTOBPEMEHO OUJIO U MHO-
r'0 TeXKE U 3aXTeBHH]E Jla ce 00e30e1e CBU TEXHUUYKHU YCIIOBH, U TPE CBETa
0e30eqHOCT CBUX YYECHUKA Y J1aToM H3Bohemwy. Benmuku n3a3oB 6u cTora
npeacTaBibaia nehuHa pr6epa y I'py3uju, cMenITeHa Ha MIAHHHCKOM
MacuBy Apabuka y AOxa3uju, Koja je HaJI[y6JLa nehuna Ha cety ca 2.191
METpPOM; C Ty>KHHOM o1 14 KHjlomMeTapa je mHoro kpaha on Beixukor 6poja
JPYyTUX, a HAPOYUTO MOMEHYTHX HajTy’KUX IIeh1Ha Ha CBETY. YJia3 ce 0TBapa
Ha 2.256 meTapa YHYTap JISTHUYKOT KOPHTA, & CTEHE Cy Ce TaI0XKHIIE O]
KpeumaKka U3 TOPE Jype U J0Wke KPee KOjU Cy Ce CaBHjalu U CIOKEHO
KPUBUJIU, U TO C€ HEMPEKUIHO yTamano Aoje mpema obdanu L{pHor mopa
(WHITE, CULVER 2012: 729). Ctora ce no30pHuIIIHO KpeTame, JIOTHYHO, He 01
OJIBH}AJIO IT0 XOPU30HTAIHN (MAKO H TY MOCTOjU ofjpel)eHu CIIO00HH ITPOCTOP
3a u3BOlem-e MpeCcTaBe, Majia je oH ¢ ruMeH3ujama o oko 700 x 400 metapa
MaJIi y OJTHOCY Ha Jpyre nehuHe), HeTro 10 BEPTHKAJIH.

Mok ia 6u oBa BapHjaHTa n3BOhema Ouia M HajTeka, HE CaMO Y TeX-
HUYKOM TOTJIe/ly HeTO U MOTIeAy MaKCUMaJiHe 0e30eIHOCTH riieaanana u
riaymana. JeqHa on moryhHoctu 6u Ouita Ta 1a ce HarpaBH jeJ{Ha HJIM BULIIE
m1aTopMu, OTHOCHO JU3AJIHIIA, TOCEOHO 3a H3Bohaue U MyOJIUKY, ca OTBO-
POM HJTH IPOBUTHOM CTaKJICHOM TIOBPIITMHOM KaKO OH TJIeIa0Il MOTIIH Ja
BH/IE IIITA CE JICIIaBa Ha JeTHO] UJIU IPYTOj MO30PHUIIU-TU3AIUITN YKOIHKO
6u ux Ouio Buie. OBakaB CHCTEM C IMU3aiullamMa, HApOUUTO aKo je Behu
0poj, U3UCKUBAO OU MPEIU3HO popavyHaBambe Op3uHe BUXOBOT KpEeTama
1 yckahuBame ¢ TUM KpeTama caMux riryMaria. Mopao Ou 1a ce oHia Boau
padyHa ¥ 0 TOME Ja JIM Cy TIYMIIH JI0JIe a TJIeIa0Ly Tope, Wik OOpHYTO, a
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y jeaHoj BapujaHTu Ou myOnauka Moria aa Oyne n3mel)y rimymama koju ou
O 1 rope u noite. Takohe, rnemaonu 6u Morniu 1a Oyny Ha BUIIE O] JeTHE
TIO30PHHMIIC-TU3AIIUIIE, & TIYMIIH Y APYTrOM CITy4ajy Jia Ce MOIMyT Ieada CITy-
ITajy A0 AHA NehuHe U Newby MOMOohy AMHAMUYKHUX U CTATHYKUX YXKaH.

Cn. 5.
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llogzemnu buockoii Pobepuia Cmuiticona

PoGept CMUTCOH je ”Mao 3aHUMJbUBE HJI€j€ 3a MPOJEeKTe KOje je Mia-
HHUPAO J1a U3Bene y nehmHaMa Ui HAMyMITeHUM PyJHUIIMA. Y jeTHO]
BapHjaHTH je Pa3MUIIIBA0 Ja y NIehuHy yrpaan KaMmepy Koja Ou cHHUMala
TIPOILIeC BEHOT rpaherma, Mpu yemMy Ou ce Taj (UM MPUKa3uBa0 UCKIBY YHBO
y nehunu. Co0a 3a mpojeknnjy je Tpedaso aa Oyae carpalheHa ox cupoBe
rpalbe, JIaTHO HCKJIECAHO HA 3UJy CTEHE U 000jeHO y 0erno, oK O cequITa
6uta Benuku 061ynu. OBae CMUTCOH TOTOBO 0 KPajlbUX I'PAHUIA KOPUCTH
MOTYRHOCTH KOje My MpyKa JaT PoCTop, npuiarohasajyhu mpupomnom
OKpYyXemy Beh y IpHIMYHO] MepH MOBOJIOM ITHTamka MaTepujaia caodpaxe-
HY apxXUTeKTypy.* MeljyTum, oreT ce mocTaBiba MUTAkhE KAo U KO TIO3eM-
HOT TeaTpa — 06e3 003upa Ha OJIMCKY MOBE3aHOCT YOBEKA C MIPUPOJIOM Y OBOM
clly4ajy, KOIUKO OH rienaourmMa Ouso yaooHo u ia i 6u ce ocehanu mpu-
JaTHO y MpHJIMYHO KiaycTpodoOuuHom nmpocropy. Onapehenu npobiemu
Ou CBaKako MOTJIH Ja Ce pellie, Kao IITO Cy OCBETIheHe, 00e30ehuBame He-
CMETaHOT MPOTOKA YHCTOT Ba3lyXa, 00arame KAMEHHUX CEIUIITa MEKUM
cynhepuma uta.

Ha nouetky npuue u3 ,,Eceja o apxurexktypu’ (1775) Mapka AHToaHa
Jloxujea (Marc-Antoine Laugier) npuMUTUBHH 4YOBEK, JiyTajyhu cam y
MIPUPOTHOM I1€j3aKy, MOUHIHE J1a ce oceha yMOPHO U TPaXKH MECTO 32 OIMOP,
Y TaKO HaWJa3W Ha TpaBHATY o0ajy Mopea MUpPHOT moTtoka. OHa Jierne
MOpeI TIOTOKA, aJIM YCKOPO CXBaTa Jia je TOIUIOTa CyHIIa HETOJHOIIJbUBA, TE
cTora OMBa MPUCUJbEH J1a TpoHale CKIOHUIITE Y O0NMKIb0] IIyMHu. [ToTom
je mouerna Jia majia KMia ¥ 90BeK ce TOHOBO ocehao HelaroHo, 1a je 3aTo
otuiao y nehuHy y Kojoj je Ba3yX 3aryisbiB U MpadHo je. YoBeK je Tako
HaNycTHO U MehuHy M OJIYYHO Jla carpajy CKJIOHHINTE, HCKOPUCTUBIIU
MIPUTOM MaTepujalie KojH Cy ce Haja3uiu okoio y uryMu (LAUGIER 1977: 12).

[Iparehu oBy nmpuuy, MOXEMO J1a YOUHMMO CIMYHOCTH ca CMHUTCOHOBUM
MPOjeKTUMa MIOBE3aHUM ¢ nehuHama y CMUCITY J1a Cy M OHHU, TonyT nehune
Ka0 CKJIOHHIITAa MPUMHUTHBHOT YOBEKa, HECTATHH, HE MOXKE UM C€ ITPHITH-
CaTH yJora HelmpoOMeHJbUBUX MpocTopa. M mo3opuinHe npeacrase Ou Morie
Jla ce caMo MOBPEMEHO U3BOJIe y NehMHHU, U Ja ce JIOKallKje Memajy Ha O/
pehenu nepuon, MITO HHje HUILITA HEYOOHYajeHO 32 OBY BPCTY YMETHOCTH.
Nnak, cXomHO camoj IPUPOIH TIO30PUIITHOT TPOCTOPA KOJH H3HUCKY]e CIIEIH-
(uuHy MoBe3aHoCT ca U3BohaurmMa, ouekrBasia ou ce opeheHa KOHCTaHTHOCT
y u3BohermnMa 1 mpriarohaBame 1aToM mpoctopy. OpaHITyCKu TeopeTHdap

4 Mekcnuku apxutekta Xasujep CeHocujan (Javier Senosiain) mosHar je 1o npojekruma
T3B. ,,0H0aPXUTEKTY e, IITO MOAPa3yMeBa 1a cy lerose rpahesune cjeaumene ¢ npupoaoM. OH
HaIlOMHE>E KaKO Cy JbYAH PAHO Y CBOM HOCTOjary OWIM BeoMa OJIUCKH ¢ BOM. IbHX0B HHTUMHH
¥ pa3ymeBajyhu OHOC BOAHO je Ka XapMOHHYHO], HJIA 0apeM ypaBHOTEKEHO] HHTepaKIuju (SE-
NOsIAIN 2003: 2).
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apxurektype Karpemep ne Ksuncu (Quatremere de Quincy) Buzeo je
nehuHy MO3UTUBHU]E, aJK € UTIaK BEPOBAO Jia je OHA HajHEaICKBATHU]U OJ1
CBa TPU M3BOpPHA ApPXUTEKTOHCKA THUIA U HAJpE3UCTEHTHUJU HA apXUTEK-
TOHCKH pa3Boj.> OH je BHIe0 peTepaHy YBPCTONY erunarcke peurujcke
ApXUTEKTYPEe C MPAYHOM U KaBEPHO3HOM YHYTPAlIHOIINY, K0 I0Ka3 lEeHOT
n3Bohema u3 nehune. Aujpe baszen (André Bazin) uctude xako je erumnar-
CKa pejuruja, cBa yCMepeHa IMPOTUB CMPTH, BE3UBaja HA)KUBJHABAHE
HEMOCPETHO 32 MaTEPUjAITHO TPajame Tea: ,,[ MMe je 3a10BoJbaBajia OCHOB-
HY TTOTpeOy MCUX0JIorHje: OOPUTH ce MPOTUB BpeMeHa. CMpT je caMo TIo-
Oena Bpemena™ (Bazen 1967: 7, 11).6

CMHUTCOHOBHU MPOjEKTH C€ y oApe)eHOM CMUCITY MOTY JIOBECTH y BE3y
c [InmaroHoBMM MUTOM O IehWHH, a C TUM Y BE3H j€ HHTEPECAHTHO M BEPO-
Bamwe Gunubdepa e Jlopma (Philibert de I’Orme) na je nehuna meradopuy-
KU TIPOCTOp He3Hama. [lmaton kopuctu nehuny kako 6u onucao ¢puno3o-
(hoBO OEKCTBO O/ FLEHUX CEHKH U Of[jeKa 00KaHCKUX apXeTUIIOBA Ka UCTHH-
CKOM 3Hamy Moj cBeTionthy cyHnua, qok nehuna ®unubepa ne Jlopma
HUje 3aTBOP 32 apXUTEKTY HEr0 MECTO MEAMTAIMje, caMohe U IpoyJaBama,
C IIUJBEM J1a JIOhe 710 ICTHHUTOT 3Hakha M CaBPIICHCTBA Y CBOjOj YMETHOCTH
(Minprup 2019: 209). Kako 0u HanpaBuo noazeMHu 0uockon, CMUTCOH je
Mopao jaa obuhe Benmuku 6poj nehuHa u pyaHuKa, a y pyaHunuma ,,bpura-
HHja Kynep“ y BaHKyBepy je TIJIaHUpao Ja HampaBu GUIM.

Taj npojexar je TpOIIao 300T HEMPUCTYMAYHOCTH U BIAXKHUX TYHEIa, a
CMUTCOH je UMao UJIejy J1a CHUMH JIaTaHO KPETahe U3 YHYTPAIIHOCTH TYHEa
npeMa ynasy (oJaKie ce Ha Kpajy BHJIEO CaMo 3padak CBETIIOCTH) M U3JIa3y
u3 pyaauka (SMITHSON 1979: 108). OH je cMaTpao Aa Kpajmbe riaeaame GruiMo-
Ba He Ou TpebaJio Ja ce MOACTHYE BUILE HErO )bUXOBO KOHAYHO MTPABJbEH-E, Ta
je cTora u mpejjiarao npaBJbembe ,,ACTHHCKU ‘TIOI3eMHOT” Onockomna™ Y Ty
CBPXY j€ ypaJauo HEKOJIMKO LIPTEeKa BE3aHUX 32 OBaj MPOjeKart, o KOjuX je
jenan 6mo Ciupannu Hacuil y TIPOCTOPUJU 3aKOMIAHO] UCTION MUPAMUIC OJf
creHa y onusunu Ciupannot nacuiia (Spiral Jetty, 1970) a npyru Ka pazeojy
,,ouockoiia iiehune* (Towards the Development of a ,,Cinema Cavern®, 1971),
CacTaBJbEH O] HEKOJIMKO CKHUIIA 3a IMOI3EMHH OMOCKOIT KOjU OM HEMPEKHUTHO
MPOjEKTOBA0 (GHIIM O TIporiecy u3rpaame ouockona (REyNoLDs 2003: 227).7

5 Tako ce CBeTIMHA KHHECKE apXUTEKType y APBETY MoXke 00jacHUTH nopel)ereM ca 1aTo-
poMm, a ApBeHa Konuba, THII TPUKEe apXUTEKTYpe, 3ay3UMalia je paBHy U yMEPEeHY CPEAHHY, U OHO
je jennnu mpuHnunujenan T (YOUNES 1999: 37).

6V Erunty je caxpaHa ImyHa IOIITOBamka OO jeaH o/ ycioBa 3a cpehaH 3arpoOHU )KHUBOT,
a MyMUQUIIUPaHU JeUl je CIYXKHOo Kao kyha, CBeTHIIMIITE WIM MECTO 3a OZIMOP JyXa, TaKo J1a je
MyMu(pHUKalnnja mocTajia HATIPUPOIHHU, PEITUTHCKU PUTYaN KOjH je MoapkaBao u 00e36ehuBao
nymry (CouLTer-HARRIs 2016: 104).

7 Ha no4eTKy Cy OBH POjeKTH H3IJICIAIN KA0 je[IHOCTABHE MApO/INje HABOIHO TajHE JIOKa-
17je TMo3eMHOT Orockora, anu je CMHTCOH ITOCTaBHO JIOKAIHje 3a CBoje buockone — nehuue uin
HamyIiTeHe pyaHuke — Bpahajyhu ono mito je [Tapkep Tajnep (Tyler) Ha3usao ,,y30yheme riaenama
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CMHUTCOHOB TIOJ3€MHHU OHMOCKOIT MOXE MOCITY>KUTH Kao 100ap nmpumep 3a
MpaBJbCH-E Mapasesne udmMely GuiaMa u mo30puIlTa, TAYHU]E MOA3EMHOT

Tearpa.

’ - -:J:.T-

Cn. 6.

Naxo u 6uockor, unu ogpehena cana y Kojoj ce MpojexTyjy puamosu,
3axTeBa 0be30ehuBame opel)eHnX TEXHUIKHUX yCIIOBa, HEYTIOPEIHBO je
JaKIIe MOCTUNM KOHTHHYUTET HBHXOBOT ITPOjEKTOBaa HEro IITO je TO CITy-
Yaj ca MmpescTaBaMa y mo30puIiTy. Y MoJA3eMHUM Bep3rjama je Ta CUTyallmja
JOUI IeNMKATHH]ja, TOTOTOBO Y TMOJ3EMHOM TEATPy Y KOjeM Ce CBH TEXHUUKH
JieTaJbil MOPajy MPHJIATOIUTH CIEU(PUIHO] CTPYKTYpH ehuHe HiTn HeKUX
MOA3EMHUX TIPOCTOPHja, TyHeNa UTA. CMUTCOH je JIAKIIIE MOTao Ja CIIPOBE-
JIe Y JISJI0 3aMHCA0 O HEMPEKUTHOM TIPOjeKTOBaRY (hHiIMa, aau Ou U Ty OHUIIo
MPUITMYHO 3aXTEBHO pellaBame MpodaeMa caMor IpocTopa U CMEIlTarba
rJesianana y iera Ha ofroBapajyhu HauuH. Y 1Moji3eMHOM TeaTpy Taj 3a]1aTak

KPO3 MIMHjyHKY" TTOA3eMHOT (hIIMa Ha JBa KYJITYpPHO 3a00paBJbeHa WK CKPUBEHA MECTa, KaKO
6u npousBenu GpyHaamentaigHuje ,,rady" Buhemwe (TYLER 1995: 10).
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Ou 61O HEYNOPEAUBO TEXKH, jep HEe OM OMIIO HEOTXOIHO CAMO OCMUCITUTH
MPOCTOP 3a MyOJIMKY (Koja OM y HEKMM cllydajeBuMa Mopaljia u aa ce kpehe,
Y TO KPO3 HEMPHUCTYNaYyHE TYHEEe U IIPoJiase, 3a pa3iIuKy 01 OHEe OHOCKOTI-
CKe), HETO U 3a TJIyMIIE U MO30PHHUILY, WU YaK BUIIE HBHUX, Koje Ou Ouie
MOOHIIHE ¥ MEHbaJjle CBOjy MO3UIIM]Y Y 3aBUCHOCTH OJ] KpeTama u3Bohaya.
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Goran T. Gavrié¢
Underground theater and a cave as a space for theatrical performances
Summary

There are almost no limits for theater when it comes to the space where performan-
ces can be performed. Even the smallest corner can serve as a stage, whether it is located
in an urban environment or in nature. However, there are locations that are more or less
inaccessible, more difficult to reach, and therefore more difficult to enable the audience,
without whom the performance does not fulfill its purpose to a large extent, to attend the
performance. One such place is a cave, deep, dark, difficult to access, but still with con-
siderable theatrical potential. However, due to its specific location, which does not pro-
vide the possibility of performing a performance without some lengthy preparations, the
cave requires extensive, primarily technical, preparations, and the gradual conquest of
its space, which will later have some kind of constancy in exploitation. Also, the assump-
tion is that such a theater would probably not be able to last for a long period of time, as
is the case with the classical one. In this respect, as in some other respects, this theatre
approaches ambient theatre, despite being located in an enclosed space. The practice of
using caves as theatres dates back to prehistoric times, and according to the Sanskrit
Natyashastra, early plays were produced by Bharata in the Himalayas. Although Indian
cave theatres bear no resemblance to Greek amphitheatres, there is a striking similarity
between the temporary wooden gallery theatres and the Samaja mandal theatres described
in early Buddhist literature, including the Jataka tales.

Robert Smithson had interesting ideas for projects he planned to carry out in caves
or abandoned mines. In one variant, he considered installing a camera in the cave to film
the process of its construction, with the film being shown exclusively in the cave. The
projection room was to be built of raw wood, the screen carved into the rock wall and
painted white, while the seats were large arches. Here Smithson almost exploited the
possibilities offered by the given space to the limit, adapting the already fairly materially
considered architecture to the natural environment. He believed that the final viewing of
films should not be encouraged more than their final making, and therefore proposed the
creation of a “truly ‘underground’ cinema”. To this end, he made several drawings related
to this project, one of which was Spiral Jetty in a room buried under a rock pyramid near
Spiral Jetty (1970) and the other Towards the Development of a “Cinema Cavern” (1971),
consisting of several sketches for an underground cinema that would continuously project
a film about the process of building a cinema.

Keywords: underground theater, caves, initiation, Robert Smithson’s Underground
Cinema.
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UDC 78:378:061(497.113 Novi Sad)I2022”

INSIGHTS FROM THE DEMUSIS PROJECT
INTRODUCTORY NOTE

IVANA B. PERKOVIC

BRIDGING TRADITION AND INNOVATION
IN HIGHER MUSIC EDUCATION: INSIGHTS FROM
THE DEMUSIS PROJECT

The DEMUSIS project (Developing Music Entrepreneurship and Sus-
tainable Interdisciplinary Skills), initiated in 2019 and funded under the
Erasmus+ program, represents a pioneering effort to modernize higher
music education in Serbia. The project’s primary objectives include enhanc-
ing the entrepreneurial abilities of academic musicians, integrating digital
competencies into music education, and promoting a more engaged and
culturally responsible approach to professional music careers. Through its
multifaceted approach, DEMUSIS aims to bridge the gap between tradi-
tional music education and the demands of contemporary society, equipping
students with the tools necessary to navigate and shape the rapidly evolving
cultural landscape.!

One of the key dissemination activities of the DEMUSIS project was
The Music/ian is Present—a comprehensive event held in Novi Sad from
12 to 17 September 2022, in synergy with the Novi Sad—European Capital of
Culture 2022 project.? This week-long event consisted of three interconnected

I The DEMUSIS project (Erasmus+ project number 598825-EPP-1-2018-1-RS-EPPK A2-
CBHE-JP) was realized from 2019 to 2023 and involved six academic partners: the University of
Arts in Belgrade, Faculty of Music; the University of Novi Sad, Academy of Arts; the University
of Kragujevac, Faculty of Philology and Arts; the Royal Conservatoire, The Hague; the New
Bulgarian University; the Lithuanian Academy of Music and Theatre, and three non-academic
partners: Radio-Television of Serbia; Mad Head Games; and Association Européenne des
Conservatoires, Académies de Musique et Musikhochschulen (AEC). More information is available
at: www.demusis.ac.rs.

2 More details about The Music/ian is Present are available here: http:/www.demusis.ac.rs/
index.php?option=com_content&view=article&id=98&Itemid=101.
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activities: a student boot camp, an international scientific conference, and
a public debate. Each of these components addressed different aspects of
the project’s overarching goal to foster more engaged, culturally aware
musicians prepared to contribute meaningfully to civil society.

The Student Boot Camp, held from 12 to 16 September, provided an
intensive course designed to enhance the entrepreneurial and digital skills
of music students from leading higher education institutions in Serbia.
Twenty students from Belgrade, Novi Sad, and Kragujevac explored the
concept of social engagement, entrepreneurship, and digital shift through
workshops, exercises, and evaluation sessions. They applied quality assur-
ance measures in group projects focused on communication with socially
vulnerable groups.3

The International Conference on 17 September focused on the current
position of academic musicians in society, exploring the artistic and social
dimensions of their professional identity.# The Conference brought togeth-
er scholars and practitioners to discuss trends in music education, the evolv-
ing role of musicians, and the impact of these changes on both local and
global contexts. This thematic focus aligned closely with DEMUSIS’s objec-
tives, particularly its emphasis on integrating digital competencies and en-
trepreneurial skills into music education.

The Public Debate, also held on 17 September, provided a platform for
raising public awareness about the role and visibility of professional musi-
cians in society. Featuring high-profile speakers from cultural and educa-
tional institutions, as well as distinguished artists, this discussion empha-
sized the crucial task of bridging the gap between academic music education
and the broader community. The debate underscored the need for music
education not to produce only skilled performers but also socially engaged,
culturally responsive professionals.

The thematic focus of this symposium revolved around the intersections
of music education, societal engagement, and professional development in
the digital age. The presented papers collectively addressed how academic
musicians can adapt to and influence the rapidly changing cultural land-
scape. This publication includes three key papers from the symposium that
exemplify these themes, each offering a unique perspective on the chal-
lenges and opportunities faced by contemporary musicians.

The three papers presented at the conference The Music/ian is Present
and now collected in Zbornik Matice srpske za scenske umetnosti i muziku

3 More details about the Boot Camp are available here: http:/www.demusis.ac.rs/index.
php?option=com_content&view=article&id=117&Itemid=101.

4 More details about the Conference, including the programme and YouTube link, are available
here: http:/www.demusis.ac.rs/index.php?option=com_content&view=article&id=117&Itemid=101
http:/www.demusis.ac.rs/index.php?option=com_content&view=article&id=99&Itemid=101.
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(Matica Srpska Journal of Stage Arts and Music), delve into the shifting
paradigms of higher music education, offering readers a comprehensive
understanding of the complexities involved in preparing musicians for con-
temporary society. Despite their diverse approaches, these selected works
are united by a common thread—the need to rethink and reformulate music
education in response to rapidly changing cultural and societal landscapes.

Paul Craenen’s paper, “Nomadic Musicians,” provides a critical frame-
work for understanding the trajectory of curriculum reforms that have trans-
formed music education in recent decades. Craenen deftly navigates the
intersection of tradition and innovation, highlighting the necessity for mu-
sicians to adopt more flexible and socially engaged roles. His exploration
of the “nomadic musician” serves as a compelling metaphor for the adapt-
ability required of today’s artists. They do not have to master their craft
only but connect with broader societal issues and interdisciplinary contexts.

Building on this theoretical foundation, Lina Navickaité-Martinelli’s
paper, “Being a Piano Activist,” shifts the focus from broad curricular trends
to the individual musician’s role as an advocate and activist. Through a
detailed case study, Navickaité-Martinelli illustrates how pianists, as cul-
tural agents, can transcend the traditional boundaries of performance to
engage actively with social causes. Her work resonates deeply with Crae-
nen’s concept of a nomadic musician, and yet it offers a more intimate view
of how these broader ideas manifest in the life and career of a performing
artist. The ethical dimension she introduces challenges us to reconsider the
musician’s place in society, not merely as an entertainer but as a catalyst of
change.

Completing this triptych, Ivana Perkovi¢ and Biljana Mandi¢’s study,
“Navigating Social Engagement and Audience Awareness: Challenges and
Opportunities in Higher Music Education in Serbia,” brings these discus-
sions into the Serbian context, offering empirical insights, thus grounding
the theoretical discussions in practical realities. Their analysis of student
perceptions within Serbian higher education reveals both the promise and
the pitfalls of integrating social engagement into the curriculum. The authors
highlight significant signals in audience awareness and the impact of social
engagement on artistic practice, issues that echo the broader challenges
outlined by Craenen and Navickaité-Martinelli. However, they also suggest
actionable reforms that could better prepare students for the multifaceted
demands of their future careers, thus bridging the theoretical with the practical.

Together, these papers create a compelling dialogue that is both intel-
lectually stimulating and practically relevant. They invite readers to reflect
on the future of music education, not as a static field rooted in tradition but as
a dynamic and evolving discipline that must respond to the needs of a complex
and interconnected world. As music educators, students, and professionals
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grapple with these challenges, this collection of papers offers valuable per-
spectives that could guide future reforms, ensuring that the next generation
of musicians is not only technically proficient but also culturally and so-
cially engaged.
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Introduction

Higher music education in Europe is navigating a complex landscape
shaped by rapid societal transformations, shifting cultural values, economic
pressures, technological advancements, globalization, and changing educa-
tional policies.

This evolving context underscores the need for higher education insti-
tutions to adapt their curricula to equip students with a broad range of
competencies that extend beyond traditional music training, focusing par-
ticularly on the social engagement of students and their relationships with
audiences (BrownN 2012). The experiences of music students in Serbia, as
detailed in this article, offer a pertinent case study for exploring these ad-
aptations and their implications for music education.

Zygmunt Bauman’s concept of a “liquid society” (Bauman 2000) effec-
tively captures the fluid and continuously changing nature of contemporary
European societies, where higher education systems, including music edu-
cation, must constantly evolve to meet new challenges. A “liquid society”
is characterized by instability and constant flux, with traditional structures
and norms being in perpetual change. This societal liquidity suggests a need
for curricula that are adaptable and responsive, deeply interconnected with
cultural and social dynamics. How can higher music education programmes
equip students to navigate and thrive in such a dynamic environment?

In this context, Catherine Grant explores the social engagement of
musicians, noting that music students often see their roles as agents of
change within their communities (GRanT 2019). This further emphasizes
the need for a curriculum that prepares students not just to become musi-
cians but culturally and socially responsive individuals. These individuals can
engage with and contribute to the broader cultural and societal discourse.
This research seeks to investigate the state of affairs in Serbia, evaluating
how these educational imperatives are being implemented within its higher
music education system.

Research Questions

The study aims to explore the evolving roles of higher music education
in Serbia amidst significant cultural and societal changes. Based on the
analysis of survey responses from music students, the following research
questions have been formulated:

1. Perceptions of social and cultural roles—How do Serbian music stu-
dents from the Faculty of Music in Belgrade and the Faculty of Philol-
ogy and Arts in Kragujevac perceive their roles within the broader
societal and cultural contexts?
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2. Comparative analysis of responses—How do the responses from stu-
dents at the Faculty of Music in Belgrade differ from those at the
Faculty of Philology and Arts in Kragujevac regarding their perception
of social roles, artistry, and audience engagement?

3. Potential beneficial changes—Based on the analysis of student re-
sponses, which modifications could be valuable in the higher music
education curriculum in Serbia to strengthen their social entrepre-
neurial identity?

4. Identification of educational needs—What specific needs are identified
through the analysis of student responses in their current music educa-
tion and how might these needs be addressed to better align education
with the dynamic requirements of contemporary “liquid society”?
The study utilizes a quantitative approach through the distribution of

structured surveys to gather comprehensive data on the opinions and per-
ceptions of music students in Serbia. These surveys were conducted as part
of the DEMUSIS project! aiming to enhance the digital competencies and
entrepreneurship skills of academic musicians in Serbia for a culturally
more engaged society. This focus on entrepreneurship in music education is
supported by Hietanen and Ruismiki’s research on entrepreneurial identity
formation through musical identity, which underscores the importance of
incorporating entrepreneurship into music education to prepare students for
the diverse challenges of the modern music industry (HIETANEN, RuisMAK1
2021).

Literature Review

The literature review provides an overview of the existing research on
the impact of societal changes on music education, theoretical insights from
scholars like Bauman, and comparative studies from other European con-
texts. Rink, Gaunt, and Williamon, in their edited volume Musicians in the
Making (2017), explore pathways to creative performance, which further
informs our understanding of the complexities in music education and its
adaptation to modern challenges, thereby enriching the theoretical frame-
work for this study (Rink et al. 2017).

I The DEMUSIS (Digital and Entrepreneurial Skills for Musicians in Serbia) project, an
Erasmus+ Capacity Building in Higher Education (CBHE) initiative, aimed to modernize higher
music education in Serbia by integrating digital and entrepreneurial skills into the curriculum.
Co-funded by the Erasmus+ Programme of the European Union, the project ran from 2019 to 2023
and included three academic institutions from Serbia: the Faculty of Music in Belgrade, the
Academy of Arts in Novi Sad, and the Faculty of Philology and Arts in Kragujevac. In total, the
project involved nine national and international academic and non-academic partners, ensuring a
comprehensive approach to the development of new skills and competencies necessary for
contemporary musicians. For more information, visit the project website at www.demusis.ac.rs.
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The central point to redefining music education is recognizing musi-
cians as agents of social change, a concept supported by Elliott et al. in
Artistic Citizenship emphasizing the potential for musicians to engage ac-
tively with societal issues (ELLIOTT, SILVERMAN, BowMmaN 2016). These ideas
resonate with findings from our study, showing that students are increas-
ingly aware of their social responsibilities, evidenced by their participation
in socially engaged projects. Furthermore, Munnelly underscores the impor-
tance of integrating societal engagement into curricula, stating, “Educators
must cultivate an environment where students can develop not only musical
skills but also a keen sense of their potential impact on society” (MUNNELLY
2020). This perspective aligns with Bauman’s concept of the “liquid society”
highlighting the necessity for musicians to navigate and adapt to the fluid
and ever-changing social landscape. It emphasizes the role of education in
preparing students not just as performers but as socially conscious individu-
als capable of responding to and shaping the dynamic cultural contexts they
inhabit.

The interaction between performers and their audiences is crucial. Ford
stated that “audiences also value a perceived connection between themselves
and performers” in transforming a mere performance into an immersive
experience (Forp 2017: 167). This topic is supported by Alan Brown who
advocates for transforming audiences from passive observers to active par-
ticipants. “Engaging audiences on a deeper level not only enhances their
experience but also builds lasting connections that contribute to sustained
interest in the arts” (Brown 2012). These insights are relevant to our survey
results indicating a need for strategies that enhance audience engagement,
echoing the students’ desires to better understand and connect with their
audiences. The methodologies promoted by the DEMUSIS project serve as
a real-world application of these theories, demonstrating how educational
enrichments can be used to enhance the interaction between musicians and
audiences in a “liquid” cultural environment.2

2 The Music—Here and Now boot camp, held during the academic year 2020/21 as part of
the DEMUSIS project, brought together students and teachers from multiple institutions in Serbia
in collaboration with the Royal Conservatoire in The Hague. This hybrid event included online
and in-person sessions, where participants were engaged in practical projects addressing real-world
challenges. The boot camp fostered cross-curricular learning enhancing students’ motivation,
teamwork, communication skills, and understanding of real-life requirements. This approach not
only developed entrepreneurial skills but also helped students engage more effectively with diverse
audiences, preparing them as “artistpreneurs” who can navigate the intersections of music and
civil society (Ivana Perkovi¢, Ivana Vuksanovi¢, Dusanka Jelenkovi¢ Vidovi¢, and Milica Petrovic,
“Cross-curricular learning in higher music education: entrepreneurial bootcamp for music students
Music—Here and Now”, in: Milena Petrovi¢ (ed.), Folklore in Music Education, Belgrade, Faculty
of Music, 2023, 178—188. Another example is The Music/ian is Present, a three-part event held in
Novi Sad from 12 to 17 September 2022 in synergy with the Novi Sad—European Capital of Culture
2022 project. As a key dissemination activity of the DEMUSIS project, it focused on promoting
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Addressing the gap between the skills taught in music programmes
and those demanded by contemporary employers is crucial. This supports
Munnelly’s insights into the diverse skills required in today’s music industry
(MunNELLY 2020). These academic insights complement our research, show-
ing that students recognize the importance of non-musical skills in their
careers and reflect a demand for education aligned with broader employment
needs. “Our graduates must be versatile and adaptable, equipped for a va-
riety of roles within the arts sector and beyond” (CreecH et al. 2008). The
success of the DEMUSIS project in addressing these gaps highlights the
practical application of Bauman’s fluid modernity within the educational
sector, preparing students for the unpredictable shifts of the contemporary
cultural and professional landscapes and making them more adaptable to
diverse employment opportunities.

Conclusions from Expanding Professionalism in Music and Higher
Music Education emphasize the need for holistic training that prepares
students for diverse career paths. Chapters from this book reinforce the im-
portance of a curriculum that not only teaches performance but also prepares
students to become culturally and socially responsive educators and leaders
(WEsTERLUND, GAUNT 2021). By weaving together these themes—societal
engagement, audience interaction, and industry alignment—music educa-
tion in Serbia has the capacity to undergo a transformative shift. This inte-
grated curriculum not only enhances technical skills but also cultivates
musicians who are socially aware and capable of thriving in both cultural
and commercial spheres. Our study reveals that this holistic approach en-
sures that music education produces both skilled performers and visionary
artists who contribute meaningfully to society and the arts community,
closely aligning with the evolving roles and expectations of music students
in Serbia.

The DEMUSIS project supported these theoretical perspectives by
actively incorporating courses that combine digital competencies with so-
cietal engagement, thus embodying the liquid modernity concepts proposed
by Bauman where adaptability and responsiveness are essential in educa-
tional settings.

engaged and culturally responsible academic musicians. The highlight of The Music/ian is Present
week in Novi Sad was the Student Boot Camp, a five-day intensive course held from 12 to 16
September. This boot camp involved the Academy of Arts, University of Novi Sad, Faculty of
Music, University of Arts in Belgrade, and Faculty of Philology and Arts, University of Kragujevac,
in collaboration with the Royal Conservatoire in The Hague. Participants explored and applied
career and entrepreneurial skills to create musical interventions in people’s lives. The boot camp
served as a practical platform for enhancing student inclusion in quality assurance policies and
actions. During the boot camp, students were engaged in hands-on projects that required them to
address real-world challenges through innovative musical solutions. More about The Music/ian is
Present at www.demusis.ac.rs.
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Survey Implementation

The survey questionnaire was created at the Faculty of Music in Bel-
grade and administered to students at the Academy of Arts in Novi Sad and
the Faculty of Philology and Arts in Kragujevac in June 2019. Its primary
aim was to collect data on current music students’ perspectives regarding
curricular changes and innovations. This data was intended to serve as
foundational guidelines for developing new curricula for the master’s pro-
grammes supported by the DEMUSIS project. This study is based on data
collected from Belgrade and Kragujevac, while the Novi Sad survey was
not included.

The questionnaire, comprising 41 questions, was organized into four
categories:

* General Data: This included questions about the participants’ age,
gender, level of study, and plans for further academic pursuits.

* Digital Competences: Questions in this category assessed students’ use
of digital tools and the internet for educational purposes.

* Entrepreneurial Skills: This section focused on the skills needed for
effective market positioning after graduation.

+ Social Engagement: Questions here explored the extent and nature of
students’ involvement in socially and culturally engaged projects.

Survey Methodology

The survey was conducted online at the Faculty of Music in Belgrade,
and via paper questionnaires at the Faculty of Philology and Arts in Kragu-
jevac, ensuring anonymity and encouraging candid responses. This mixed
method of collecting data aimed to capture a broad and diverse set of student
experiences and perspectives.

A total of 677 responses were collected—3591 from the Faculty of Mu-
sic and 86 from the Faculty of Philology and Arts. The initial phase involved
organizing the responses into a database categorized by question and topic
for systematic analysis, followed by a detailed examination and comparison
of responses across categories, and additional analysis for specific insights
from the digital and entrepreneurial skill sections. The survey aimed to
gather insights into several aspects of music students’ professional prepara-
tion and social awareness. Many potentials of the dataset remain untapped,
promising rich avenues for future research.

For this particular study, five relevant questions were selected to ex-
plore social engagement and audience awareness among students. These
questions are in line with the research objectives and relevant to curriculum
development, providing deep insights into social engagement and audience
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interaction. By capturing diverse student perspectives, these questions help
identify areas where the curriculum can be enhanced to prepare students
for the social aspects of their careers.

1. Awareness of Audience/Target Group

Question: “Are you aware of who your audience/target group is?”

Understanding the target audience is crucial for students. It directly
influences the effectiveness of their professional interactions and commu-
nications and shapes the relevance and impact of their careers in environ-
ments that demand a sophisticated grasp of audience engagement.

To illustrate the points discussed, the following tables and graph provide
a detailed overview of responses from students at both faculties regarding
their awareness of their audience, revealing insightful patterns and variations
in their responses.

Table 1a: Responses to audience awareness—summary of responses.

IFaculty Yes No I don’t know | Total
[Faculty of Music in Belgrade 83 122 386 591
[Faculty of Philology and Arts in Kragujevac 22 43 21 86

Table 1b: Survey results in percents by faculty.

IFaculty Yes (%) No (%) I don’t know (%)
IFaculty of Music in Belgrade 14.0 20.6 65.3
[Faculty of Philology and Arts in Kragujevac 25.6 50.0 244

Responses by Location

Faculty of Musk in Delgrade Faculty of Philology and Arts in Kragupevac
Location

Figure 1. Distribution of audience awareness percentages by faculty
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At the Faculty of Music in Belgrade, 14.0% of the 591 students surveyed
expressed awareness of their audience, revealing a significant gap in a critical
area of their professional training. The stark reality that 65.3% remain un-
certain and 20.6% acknowledge a complete lack of audience recognition
suggests a pressing need for enhanced educational measures. Bowman,
Elliott, and Silverman (2016) discuss the concept of “artistic citizenship,”
which implies a deep ethical and social responsibility in artistic practices,
underscoring the importance of artists being perpetually attuned to the
socio-political dynamics that influence audience perceptions and interac-
tions. Similarly, Crooke et al. (2023) highlight the dual potential of music
engagement to foster both social cohesion and division, depending on its
application. Their proposed framework for intercultural music engagement
underscores the importance of carefully designed musical activities to pro-
mote social cohesion. This dual potential emphasizes the need for a balanced
approach in music education that not only cultivates technical proficiency
but also fosters social awareness and responsibility (CROOKE et al. 2023: 29).

The results for the Faculty of Philology and Arts in Kragujevac show
that 25.6% of its students are recognizing their target group. However, con-
siderable gaps are indicating that 50.0% do not recognize their audience,
and 24.4% are still uncertain. This scenario highlights the potential benefits
of integrating more practical experiences with diverse audiences into the
curriculum, as suggested by Jddskeldinen (2022), who notes the transform-
ative potential of audience interaction in enhancing musicians’ workload
management and creative expression.

The integration of social and artistic goals, as discussed by Renshaw
(2013), can further enhance students’ readiness to engage with diverse audi-
ences. This holistic approach not only addresses the educational gaps but
also promotes a broader understanding of students’ roles in their communi-
ties, fostering a sense of being in tune with societal dynamics (RENSHAW
2013: 6). Renshaw emphasizes the profound synergy between social and
artistic goals, suggesting that collaborative art processes can transform
individuals by enhancing self-esteem, self-respect, and a sense of identity.
This perspective is particularly relevant to our context, where a substantial
portion of students lack awareness of their audience, indicating an alarming
issue in their professional training. The practical implications of this inte-
grated approach are far-reaching. Engaging with various audience segments
in real-world settings can bridge the current knowledge gap, enhancing
students’ capacity to meet professional challenges effectively. This engage-
ment is not merely an add-on to technical training but an essential compo-
nent that fosters a comprehensive understanding of a musician’s role in
society.
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When comparing the two faculties, the Faculty of Philology and Arts
in Kragujevac demonstrates higher levels of audience awareness than the
Faculty of Music in Belgrade. However, significant differences are evident
in both institutions. Overall, only 22% of all surveyed students demonstrate
a confident understanding of their audience, indicating a widespread issue
that impacts educational outcomes and future career success.

The recommendations arising from this analysis suggest implementing
curriculum changes to integrate extensive practical experiences with diverse
audiences/target groups, thereby providing immense benefits for students.
Engaging with various audience segments in real-world settings would not
only bridge the current knowledge gap but also enhance students’ capacity
to meet professional challenges effectively.

By fostering a clearer and more profound understanding of their target
groups, students would be better equipped for effective and meaningful
interactions in their future professional endeavours, thus enhancing their
potential for success in the competitive fields of music and arts. This stra-
tegic approach will not only benefit individual career trajectories but also
contribute to the cultural vitality and relevance of the arts sector, promoting
a deeper societal appreciation and engagement with the arts as a dynamic
and transformative force.

2. Participation in Socially Engaged Projects

Question: “Have you taken part in socially engaged projects?”’

Engaging in socially involved projects significantly enhances the de-
velopment of practical skills and social awareness among students. This
kind of participation extends learning beyond traditional academic bound-
aries, fostering a holistic educational approach. As Catherine Grant high-
lights in her research, contemporary music education should evolve beyond
purely aesthetic goals. It should also prepare students to utilize their musical
abilities for the greater social good. Grant argues that “music education with
an end-goal of music-making for its own sake is not enough... We should
also prepare students to “put their music to work’ for the betterment of
other people’s lives and social well-being” (2019: 392). This statement un-
derscores the moral imperatives of music education, which align with broader
educational objectives of nurturing socially responsible individuals.

To further contextualize the impact of socially engaged projects on
students’ development, the Tables 2a and 2b and Figure 2 present the par-
ticipation rates among students from the Faculty of Music in Belgrade and
the Faculty of Philology and Arts in Kragujevac, illustrating differences in
engagement levels.
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Table 2a: Participation in socially engaged projects—summary of responses.

IFaculty Yes No Total
[Faculty of Music in Belgrade 354 236 590
[Faculty of Philology and Arts in Kragujevac 69 17 86

Table 2b: Survey results in percents by faculty.

IFaculty Yes (%) No (%)
Faculty of Music in Belgrade 60.0 40.0
[Faculty of Philology and Arts in Kragujevac 80.2 19.8

Participation in Socially Engaged Projects

Faculty of Music in Belgrade Faculty of Philology and Arts in Kragujevac
Faculties

Figure 2. Student participation in socially engaged projects by faculty

At the Faculty of Music in Belgrade, out of 590 students surveyed, 354
(60%) have participated in socially engaged projects. This level of involvement
is commendable and suggests that many students recognize the importance
of societal contributions through their musical talents. However, the fact
that 236 students (40%) have not participated in such activities indicates
significant room for enhancement in the faculty’s efforts to encourage
broader student engagement in social projects.

In contrast, the Faculty of Philology and Arts in Kragujevac shows a
stronger integration of social engagement within their curriculum, with 69
of 86 students (80.2%) participating in such projects. This higher participa-
tion rate not only suggests a well-established educational culture but also
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demonstrates a kind of involvement that could serve as a model for other
institutions.

Comparing the two faculties, it is evident that the Faculty of Philology
and Arts in Kragujevac has a higher percentage of student participation in
socially engaged projects than the Faculty of Music in Belgrade. Across
both faculties, 423 of the 676 students have participated in these projects,
representing a substantial level of existing engagement.

Both faculties would benefit from further integrating socially engaged
projects into their curricula, particularly at the Faculty of Music in Belgrade,
where reducing the 40% non-participation rate could be achieved by making
project opportunities more accessible and explicitly connecting them to the
curriculum.

The substantial level of engagement in socially relevant projects ob-
served among students at both faculties not only highlights areas where
further growth and development are possible but also underscores the sig-
nificant impact that such initiatives can have on enhancing the personal,
professional, and societal dimensions of student life. By thoughtfully ad-
dressing the identified gaps, and by fostering a more inclusive and engaged
student body, educational institutions can profoundly enhance the holistic
development of their students.

3. Willingness to Participate in Future Social Projects

Question: “Would you like to participate in socially engaged projects
in the future?”

The question at hand not only assesses student interest in civic involve-
ment but also their readiness to integrate their artistic talents with societal
contributions. Tables 3a and 3b and Figure 3 summarize students’ responses,
offering a detailed overview by faculty, thus providing a clearer picture of
their willingness to engage in socially oriented projects in the future.

Table 3a: Willingness for future participation—summary of responses.

IFaculty Yes | No |Idon’t know | Total
Faculty of Music in Belgrade 421 28 141 590
[Faculty of Philology and Arts in Kragujevac 67 6 13 86

Table 3b: Survey results in percents by faculty.

IFaculty Yes (%) No (%) | I don’t know (%)
[Faculty of Music in Belgrade 71.4 4.7 23.9
IFaculty of Philology and Arts in Kragujevac 77.9 7.0 15.1
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Figure 3. Willingness for future participation in socially engaged projects

The survey data reveals a significant inclination among music students
at both the Faculty of Music in Belgrade and the Faculty of Philology and
Arts in Kragujevac towards engaging in future socially oriented projects.
This strong response highlights the students’ readiness to use their musical
skills for societal betterment, signalling a growing recognition of the vital
role artists play in shaping community and cultural dialogues.

At the Faculty of Music in Belgrade, 71.4% of students expressed a desire
to participate in such initiatives, with only 4.7% not interested, and 23.9%
uncertain. This high level of interest is promising, yet considerable uncer-
tainty about such participation suggests a need for more comprehensive
experience of the benefits of these initiatives. Meanwhile, at the Faculty of
Philology and Arts in Kragujevac, 77.9% of students are showing interest,
indicating perhaps more direct experiences with such projects.

The comparison between both faculties reveals a strong inclination
towards future engagement in socially impactful projects. However, the data
also highlights the need to address uncertainties through enhanced educa-
tional strategies, such as clearer communication of project benefits. Gaunt
and Westerlund (2013) discuss the transformative potential of integrating
societal engagement into music education, noting that such programmes not
only enhance artistic skills but also cultivate a deep sense of social respon-
sibility.

The overwhelming interest among students to participate in future
socially engaged projects signals the potential for cultivating a generation
of socially responsible professionals. By addressing informational gaps and
uncertainties with targeted educational reforms, educational institutions can
significantly increase student readiness for social engagement.
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4. Artistic Level vs. Participation in Socially Engaged Projects

Question: “Do you think that in a socially engaged project artistic level
of performance is affected by the act of participation?”

This question delves into the intricate relationship between artistic
performance and social engagement, prompting students to reflect on how
their involvement in socially engaged projects might influence their artistic
standards. Munnelly (2020: 45) explores this dynamic, emphasizing the
evolving educational goals within music degrees that prepare students not
just for artistic excellence but also for professional readiness. She states that
“the majority of respondents believe that their schools have a responsibility
to train them to be both highly skilled musicians and employable musicians”
highlighting a shift towards integrating social purpose with artistic endeavours.
Renshaw supports this view, arguing that even if artists are not especially
interested in working in the wider community, their artistic life and insight
benefit from experiencing social engagement during their training. He contends
that “creative engagement in social settings becomes a pale shadow of what
is possible if it is not driven by an artistic voice that is appropriately nuanced
in its response to the particular human context” (REnsHaw 2013: 6). This
broader experience expands their horizons, places their artistic voice in a
wider human context, and deepens their understanding of what it means to
be an artist in society. However, there are opinions that focusing on social
engagement can impact the quality of artistic work by prioritizing social
objectives over artistic integrity, potentially diluting creative depth. This
viewpoint echoes Adorno’s concerns about art being subordinated to social
agendas. Genuine artistic expression has to maintain its independence to
fully explore and critique societal conditions (ADORNO 1974).

To better understand the students’ perspectives on whether socially
engaged projects influence the artistic level of performance, Tables 4a and
4b, and Figure 4 summarize their responses, providing a detailed overview
by faculty.

Table 4a: Impact of participation on artistic level-summary of responses.

Faculty Yes No I don’t know Total
[Faculty of Music in Belgrade 122 233 235 590
IFaculty of Philology and Arts in Kragujevac 40 46 0 86

Table 4b: Survey results in percents by faculty.

Faculty Yes (%) | No (%) | Idon’t know (%)
[Faculty of Music in Belgrade 20.7 39.5 39.8
IFaculty of Philology and Arts in Kragujevac 46.5 53.5 0
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Figure 4. Impact of participation in socially engaged projects on artistic performance

The survey data from the Faculty of Music in Belgrade reveals that
20.7% of students believe participation in socially engaged projects affects
their artistic performance, suggesting a relatively subdued perception of the
benefits of such engagements. In contrast, 39.5% of the students do not
perceive any impact, which could be attributed to skepticism about integrat-
ing social elements into their formal artistic training, or perhaps a reflection
of their experiences where such projects were not adequately aligned with
their artistic goals. Most notably, a significant 39.8% of students are unde-
cided, indicating a gap in understanding or a lack of exposure to well-inte-
grated social and artistic projects. This uncertainty may also stem from
insufficient discussion within the curriculum about the potential of social
engagement to enrich artistic expression, or from a limited number of ex-
emplary projects that clearly demonstrate this synergy.

Students at the Faculty of Philology and Arts in Kragujevac exhibit
more decisive views, with 46.5% affirming that such engagement impacts
artistic performance. However, 53.5% of students from Kragujevac believe
that participation in socially engaged projects does not impact their artistic
performance. This negative response might indicate a perception that social
engagement and artistic excellence are separate endeavours, suggesting a need
for further curricular integration to demonstrate their potential synergy.
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The mixed responses regarding the impact of social engagement on
artistic performance mirror a nuanced understanding that resonates with
contemporary educational objectives in music. Emphasizing the integration
of social engagement into artistic training allows music education to play a
broader role in developing not only skilled performers but also socially
conscious artists. As reinforced by Munnelly (2020: 45) and Renshaw (2013),
adopting educational strategies that promote an understanding of the sym-
biotic relationship between social engagement and artistic development can
significantly enhance the relevance and impact of music education. Prepar-
ing students for a professional landscape that values both artistic excellence
and social responsibility is essential, ensuring that the future of music edu-
cation is both vibrant and socially impactful. This approach helps students
understand that their artistic pursuits do not exist in a vacuum but are part
of a broader societal fabric that can be positively influenced by their work.

5. Potential for Social Relevance in the Profession

Question: “Do you think that the profession you are studying has the
potential to develop social relevance?”

This question examines students’ perceptions of the social impact and
relevance of their future careers in music. The responses from students at
the Faculty of Music in Belgrade and the Faculty of Philology and Arts in
Kragujevac provide valuable insights into how they view the social roles of
their professions. Jadskeldinen (2022: 101) notes that “music students often
see their future roles not only as performers but also as educators and com-
munity leaders,” which aligns with the general optimism reflected in the
survey data.

To further elucidate the students’ perceptions regarding the social rele-
vance of their future professions, the Tables 5a and 5b and Figure 5 summarize
their responses, providing a detailed overview by faculty.

Table 5a: Belief in social relevance of profession—summary of responses.

Faculty Yes No I don’t know | Total
[Faculty of Music in Belgrade 378 59 153 590
[Faculty of Philology and Arts in Kragujevac 76 10 — 86

Table 5b: Survey results in percents by faculty.

[Faculty Yes No I don’t know
[Faculty of Music in Belgrade 64.07% 10.00% 25.93%
[Faculty of Philology and Arts in Kragujevac 88.37% 11.63% 0.00%
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Potential for Social Relevance in Profession
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Figure 5. Potential for social relevance of profession

At the Faculty of Music in Belgrade, 64.07% of students believe that
their profession has the potential to develop social relevance, indicating a
strong recognition of the societal impact of their future careers. In contrast,
10% do not see this potential, and a significant 25.93% are uncertain. This
uncertainty suggests a need for more explicit integration of social engage-
ment components in their education to clarify and enhance their understand-
ing of the profession’s social roles. The high percentage of uncertainty might
be due to a lack of concrete examples or role models demonstrating the
social impact of music professionals within the curriculum.

On the other hand, students at the Faculty of Philology and Arts in
Kragujevac exhibit high confidence, with 88.37% affirming the potential
for social relevance and only 11.63% expressing doubt. As Bowman et al.
highlight, “When students are encouraged to see their artistic practice as
part of a broader social fabric, they are more likely to engage in meaningful
community interactions and projects” (2016: 7). This approach not only
prepares students to be effective performers but also equips them to be
proactive community members who understand the broader implications of
their work.

The high number of affirmative responses underscores an existing
acknowledgement of the social relevance of music professions among stu-
dents. Such recognition indicates a potential for curricular enhancements
that further empower students to explore and exploit this relevance, prepar-
ing them to function as performers but also as influential social figures.
Emphasizing the integration of social engagement into artistic training, as
suggested by Jadskeldinen (2022) and Bowman et al. (2016), can significantly
enhance the educational experience by fostering a clearer understanding of
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how professional skills can contribute to societal development. This approach
aligns with contemporary educational trends advocating for the formation
of well-rounded professionals equipped to navigate and influence the com-
plex social landscapes of their respective fields. Preparing students for a
professional landscape that values both artistic excellence and social respon-
sibility is essential, ensuring that the future of music education is impactful
and socially conscious.

Conclusion

The purpose of this paper is to analyze music students’ views in Serbia
on the shifting roles of higher music education in the face of substantial cul-
tural, societal, and other changes. Through the analysis of survey responses,
the authors sought to understand how students perceive their societal and
artistic roles and the role of the audience, to compare the responses from dif-
ferent faculties, identify educational issues, and suggest beneficial changes
for the education of the 215t century academic musicians in the global society.

The survey results reveal that students recognize the social relevance
of their future professions, with a majority expressing willingness to engage
in socially oriented projects. However, a considerable portion of students
show uncertainty regarding their target audience and the impact of social
engagement on their artistic performance. This highlights the necessity for
curricular enhancements that integrate practical experiences, exemplify suc-
cessful socially engaged projects, and provide mentorship to bridge these gaps.

The data underscores the importance of fostering an educational envi-
ronment where students can develop a deep understanding of their audience
and appreciate the broader societal implications of their artistic endeavours.
By incorporating modules on audience analysis, providing more opportunities
for direct audience engagement, and facilitating discussions on the benefits
of social projects, educational institutions can better prepare students for
their professional roles.

Furthermore, the strong interest in future participation in socially en-
gaged activities indicates that students are eager to utilize their skills for
societal betterment. This enthusiasm can be harnessed by making socially
engaged initiatives a core part of the curriculum, thus ensuring that all
students gain valuable experience in this area.

Based on the research questions, it is evident that there is a need for a
more comprehensive approach to integrating social engagement within the
music education curriculum. By comparing the responses from the Faculty
of Music in Belgrade and the Faculty of Philology and Arts in Kragujevac,
the benefits of a curriculum that emphasizes social responsibility and com-
munity interaction are evident. This comparative analysis suggests that the
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implementation of similar strategies could enhance students’ educational
experiences and prepare them for diverse professional challenges.

Ultimately, the findings from this study advocate for a curriculum that
not only focuses on professional and artistic skills but also cultivates socially
conscious and culturally responsive musicians. Such an approach aligns
with contemporary educational trends, emphasizing the formation of well-
rounded professionals who can effectively navigate and influence the com-
plex social landscapes of their respective fields. By embracing these chang-
es, higher music education in Serbia can significantly enhance its relevance
and impact, fostering a more engaged and dynamic arts community.
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Wpana b. [lepkosuh u busbana Jb. Mauguh

Kperame Kkpo3 ApyIITBeHH aHra:KMaH U CBeCT My0JnKe:
u3a30BU U MOryhHocTH Yy BUCOKOM MYy3U4KOM oOpa3oBamy y Cpouju

CaxeTak

Oga cTyauja uCTpaxyje nepcnekTHBe cTyeHaTa Mmy3uke y CpOuju y Be3u ca eBo-
JIyIIMjOM YJIOT€ BUCOKOT MY3HUKOT 00pa30Bama ycpe IpoMeHa KyJITypPHUX BPEIHOCTH,
€KOHOMCKHX IPUTHCAKA, TEXHOJIONIKOT HAIIPETKa, rno6anﬂ3aume " IPOMEHE 06pa3013—
He monuThke. VcTpaxkuBame cripoBefieHo y okBupy npojekta JEMYCUC koju cydu-
HaHcupa Epasmyc+ mporpam EBporicke yHuje mpukymnuio je 677 ogroBopa cTyaeHaTa
dakynrera My3uuke yMeTHOCTH y beorpany u @uiosnomko-ymMeTHUYKOr hakynrera y
Kparyjesny. Ctyauja uma 3a nnJsb Jia pa3yMe NepLerninjy y4eHHKa O )b HXOBHM JIPyIITBE-
HUM U KYJITYPHHM yJIorama, yHOpeaH OAroBope Ha (haKyaTeTHMa, HICHTUPHUKY]e Hel0-
CTaTKe y 00pa30Bamy M MPEAJIOKHN 1MOO0JbIIakha HACTABHOT IUIaHA U ITporpama. AHaim3a
MoAIaTaka OTKPHBA OIIITH ONTHMHU3aM y BE3HU ca IPYLITBEHOM peleBaHTHOIhy My3nd-
KHX Ipodecuja, Ipu YeMy Cy MHOTH CTYAEHTH BOJbHU /12 yUECTBY]y Y IPYILITBEHO aHTa-
YKOBaHHUM IpojekTuMa. MehyTum, naeHTuhUKOBaHE Cy MPAa3HUHE Y CBECTH MyOJIHKE U
YOUYCHOM YTHUIajy IPyIITBEHOT aHTa)KOBaha Ha YMETHHYKO H3Boheme. YKIIamambeM OBUX
Hecjarama, 00pa3oBHE HHCTUTYIHje O MorJIe O0Jbe Jja IPUITpEME CTYIEHTE 3a JIpyILITBe-
HE acrieKTe BUX0BE Kapujepe, moactnayhu cBeoOyxXBaTHH]jE pasyMeBambe BUXOBUX IIPO-
(ecnonamHux ynora. OBa cTyauja HarjamaBa Ba)KHOCT HACTaBHOT IJIaHA U MPOTpaMa
KOju ce He (hOKycHpa caMO Ha TEXHUYKE U YMETHUYKE BeIITHHE, Beh Heryje u ApyIiTBe-
HO CBECHE U KYJITYPHO OJIrOBOPHE My3u4ape, yckialjyjyhiu ce ca caBpeMeHUM ri100aTHUM
00pa30BHUM TPEHIOBUMA.

KibydHe peun: BUCOKO My3HYKO 00pa30Batbe, APYIITBEHH aHT'a)KMaH, CBECT Iy OJIHKe,
Ppa3Boj KypHUKYIIyMa, CTyJEHTH My3HKe, IPYIITBEHN yTHIaj, KyJITypHa AnHaMuka, Cpowuja,
npodecroHaiHa CIpeMHOCT.
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BEING A “PIANO ACTIVIST” AND OTHER WAYS
OF CONNECTING WITH SOCIAL REALITY

ABSTRACT: Throughout music history until today, the cultural and professional role
of a musical performer has been perceived in various ways. The social function of a musical
performer is, therefore, a question subject to numerous variations, depending on historical
and geographical contexts, reaching far beyond musically-inherent roles. The “job” of a
performer hardly ever consists of mere music playing but encompasses a number of private
and public, musical and extra-musical elements, particularly nowadays. Each of these vari-
ables produces several different (yet, often inter-related) discourses that make “performance”
and “performer” extremely complex and dynamic concepts. When looking at a pianist’s
record covers, posters, ads, or political representations of such classical musical performers
as Yuja Wang, Igor Levit, or Héléne Grimaud, it is obvious that a “performer’s discourse”
is a rich mix of ingredients that may include, besides music, pop culture, rhetoric, advertise-
ment, and ideology.

This paper’s objective is to propose a theoretical framework for considering a broader
concept of musical performance. It seeks to demonstrate, using several historical and con-
temporary examples, whether classical musicians are willing or unwilling to employ their
cultural and social status as opinion leaders, as well as various publicity tools, to promote
important political, cultural, or social issues they believe in.

KEYWORDS: classical musical performer, opinion leader, public persona, politics,
music, ideology.

Introduction

This paper focuses on academic musical performers, whether pianists

or not, as a potentially significant part of sociocultural discourse. Throughout
music history, the cultural and professional roles of musical performers have
been perceived in various ways, and this perception continues to evolve. The
social function of a musician is particularly subject to numerous variations

* lina.martinelli@lmta.lt
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influenced by historical and geographical contexts and often extends well
beyond roles inherent to the music itself.

One premise of this paper refers to the common opinion of perceiving
an artist as someone who does not possess a social responsibility and should
remain, following the somewhat romanticized perception, above the mun-
dane matters. Another assumption is related specifically to the realm of
classical music. Differently from popular culture, theatre, film, or literature,
it is treated as a much more abstract, non-narrative and hence less or to-
tally non-ideological type of art. Classical music and its practitioners have
always been more silent in society than other art forms. However, according
to Christopher Small, musicking! has always functioned powerfully as a
means of social definition and self-definition.

[...] if members of different social groups have different values, that is,
different concepts of relationships and of the pattern which connects, then
the enactment of those relationships that takes place during a musical per-
formance will differ also. Each musical performance articulates the values
of a specific social group, large or small, powerful or powerless, rich or poor,
at a specific point in its history, and no kind of performance is any more
universal or absolute than any other. All are to be judged, if judged at all, on
their efficacy in articulating those values (SMALL 1998: 133).

Mainly agreeing with Small’s framework of treating all musicking as
“a human activity, to understand not just how but why taking part in a mu-
sical performance acts in such complex ways on our existence as individu-
al, social and political beings” (SMALL 1998: 12), this paper examines if
classical musicians are willing or unwilling to employ their cultural and
social status as opinion leaders, as well as various tools of publicity, to
promote important political, cultural or social issues they believe in.2

There is seemingly little room for being “political” while playing a
piano recital consisting of the repertoire of the Western musical canon (al-
though the choice of the canon is already a political act). Even if a necessary
distinction between “politics” and “political”? is taken into account, classi-
cal musicians have much less at hand in this respect, from the artistic point

' Small proposes the following definition for the word musicking: “To music is to take part,
in any capacity, in a musical performance, whether by performing, by listening, by rehearsing or
practising, by providing material for performance (what is called composing), or by dancing” (SMALL
1998: 9).

2 The phrase “piano activist” in the title of the article is borrowed from numerous texts about
one of such opinion leaders, pianist Igor Levit.

3 The former refers to the institutionalized practices and discourses seeking to establish a
certain order within a society, while the latter is something that, on the contrary, opposes a fully
formed social organization and mainly refers to the non-articulated forces and willingness to
participate in the societal structures.

124



of view. It is important to keep in mind that the object of the present reflec-
tion is not the supposed political message of the music performed, and only
partially the programming of concerts is of interest here. Mainly, the focus
is on the function of academic musical performers in society, as manifested
primarily through their expression of social, cultural, and political opinions.

The author has been interested in the topic for a long time. However,
it has been once again intensified by the abounding voices of “not mixing
art with politics” that followed Russian musicians being cancelled from
Western concert halls due to the outburst of a full-scale war in Ukraine in
February 2022. There is little doubt that music is an important component
of a country’s soft power—very often it is popular music but occasionally
also classical. In this respect, it is very interesting to investigate the possible
involvement of musicians in promoting this power. However, this discussion
should not be confined to ideological matters only and political engagement
or disengagement of musicians. Some of them are vocal in their pacifist
opinions, some mindful and active in raising awareness about sustainabil-
ity—from environmental concern to issues of cultural preservation of social
justice—while some others are active in advocating human rights. Hence,
any type of musicians’ social commitment and its public expression is in
principle significant. The author claims that every kind of extramusical
communication potentially influences our perception of a given artist. Such,
for instance, was the case of the prominent 20th-century pianist Glenn
Gould, who used to present his often controversial ideas on music, aesthetics,
and technology in periodical articles, public lectures, interviews, and orig-
inal programmes for CBC radio and television. As Kevin Bazzana states in
his thorough study (1997), the wide range of opinions related to Gould was
equally concerned with his personality, idiosyncrasies, and philosophical
ideas and with his musical interpretations. It is frequently the case with other
artists, too, which shall be discussed later.

A (Quasi)Semiotic Premise: The Art of Musical Performance
and Its Paratexts

Responding to the need to extend and enrich current trends in the study
of the art of musical performance, this paper aims to provide insight into
musical performers’ role in society based on the musical, cultural, and social
messages they create and disseminate. This approach does not deny the
priority of mainstream musicological research, which primarily takes into
account the relations of Western academic musical performance to musical
works. In addition to the endogenous musical systems of meanings, it em-
braces a broader viewpoint and studies the art of musical performance as
generating external—extra-musical, or exogenous—meanings. The author
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suggests that musical phenomena are not always exclusively musical—it
makes sense to study them in the light of many social, economic, and cul-
tural factors. Without indulging too much into theories that may diverge from
the focus of the present study, a semiotic approach to the art of musical per-
formance is proposed. It validates certain aspects of the performers’ work
as “performance” not explicitly being a part of the music-making process.

The processes of musical semiosis, also in the field of musical perfor-
mance, are affected by many cultural, social, and psychological factors. A
performer’s artistic identity, interpretive choices, and mental and physical
selfthood are determined by a variety of circumstances, including innate
qualities, personal environment, the constraints of a particular tradition, the
stylistic requirements of a particular piece of music, and so on. Concerning
this, the analysis of a great number of specifically performance-related is-
sues, as well as much broader socio-cultural concerns, could potentially be
enriched and extended by a semiotic point of view.

From a semiotic perspective, musical performance is seen as a model
of communication—the performer sends or embodies certain coded mes-
sages whose meanings are perceived and decoded by the receivers. For
example, in theatre, opera, or dance performances, which have long been
analysed by semioticians, meaning is encoded and conveyed through vari-
ous staging systems: set design, lighting, costume design, music, and others.
In addition, the performers/actors/dancers—their bodies, actions, and in-
terpretative decisions—provide the meaningful and complex signification
of these performances. All of this can be applied to the art of musical per-
formance as well, since thinking of it merely as the realization of a musical
score overlooks the potential complexity of its semiosis. Thus, one of the
fundamental assumptions of this paper is that the art of musical performance
can be studied by focusing on musical performers as a particular phenomenon
of cultural life. It is possible to investigate the practices of musical perfor-
mance not only by studying the interpretation of music in its relationship
to the musical work but also by taking into account the phenomena of con-
temporary culture and society, the various media and types of performance,
and the different forms of performer-audience communication processes.

This process is a multifaceted one. According to Gino Stefani,

[...] the production of musical sense occurs through codes that stem from
social practices. It is due to this that the beginning of a classical piece may
be constructed/perceived as a ceremonial entrance or the beginning of a
speech; that the articulation of a melody may remind of a spoken utterance
[...]; that so many rhythms and meters in music recall similar patterns in
poetry or dance; and so forth. It is within this network of sense that one ends
up constructing, more or less systematically, the relations among the different
practices of a society (STEFanI 1985: 87).
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In other words, there are various forms of cultural discourse manifested
in music at the level of social practices. Needless to say, a very important com-
ponent of music is its social significance, which also applies to the specific
case of musical performance. The artists’ choices, worldviews, and approach
to interpretation can provide a great deal of information about the commu-
nity (or several) to which the artists belong (or feel they represent), with all
the customs, values, dynamics and mythologies inherent to that environment.

Thus, a semiotic performance analysis presupposes a wide range of
issues to be addressed, including the social context of the performance, the
nature of the performance itself, the performer’s intentions, as well as the
composer’s directions and listener’s experiences. It is argued here that a
semiotic approach contributes to a deeper understanding of the art of musi-
cal performance by suggesting that, while dealing with musical perfor-
mance, it is meaningful to extract and distinguish those semantic and prag-
matic elements that stem from the musical work itself from those deriving
from the performer’s input. Accordingly, it should be possible to extract the
meanings emerging from the opus in se, that is, the modalities of the musi-
cal work-the meanings produced by the performance—for instance, how a
performer builds the piece, what kind of effort produces certain new signi-
fications, and what elements are present in the activity of a performer as a
cultural figure. Hence, the model presented in Figure 1 (which employs the
Greimassian square* and posits four types of logical relations between per-
formance and musical work) was designed to enable an analysis of a great
variety of meanings communicated—produced and received—while expe-
riencing a musical (live or recorded) performance.

Shared
elements
Performance Work
Significance of Significance
the performance of the work
Non-Work Non-Performance
Context

Figure 1. Four types of logical relations between performance and musical work

4 The Greimassian semiotic square is a means of refining oppositional analyses by increasing
the number of analytical classes stemming from a given opposition from two (life vs death, for
instance) to four (e.g. life, death, life and death, and neither life nor death). Due to its wide usage
and familiarity in the multiple works of semioticians, the semiotic square is employed merely as
a schematized illustration here, without its further theoretical explications. A more thorough
explication of the present model can be found in NAVICKAITE-MARTINELLI 2014: 62—67.
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Within the duality of Performance—Work, the combined or shared ele-
ments can be traced. These are signs that stem from both the performance
and the work; they are produced out of the interaction between the com-
poser, score, and performer. The Performance—Non-Work relation has to do
with significations that are purely up to the performers: their characteristics,
creative individuality, corporeality, imagination, and so on. Work—Non-
Performance area signifies the parameters determined explicitly by the score/
musical work. And, finally, Non-Work—Non-Performance side of relations
includes context-related or even ideological matters, such as romanticized
performance, the Werktreue ideal, or the requirements of the authenticity
movement, among many others.

It is to be noted that any performance is culturally and socially
mediated—no performance, be it a live concert, a recording, or any other
representation, exists in isolation from the surrounding culture. If what has
been previously discussed is a performance-as-text (where text is purely
“musical” action: performance and/or musical work), here starts the realm
of performance-as-paratext. This includes, for instance, those socio-cultural
elements surrounding the text that normally support one’s comprehension
of it, offering clues, alternative interpretations, and others, while not being
the musical action itself. Such socio-cultural matters as institutions, notions
of schools and traditions, styles and identities, repertoire choices,
competitions, different media, marketing, image constructing, and verbal
communication of and about the performers constitute a significant part of
the phenomenon of musical performance. With this in mind, the attention
shall be further turned to the possible social role that classical musicians
may have within society.

The Social Role of a Academic Musical Performer

The concept of a musician as both a performer and an interpreter, as
we know it today, is the product of the modern era. This role began to
emerge in the 18th century and became culturally significant in the 19t
century when contemporary performance art was shaped by its idiomatic
ideologies and practices. It was during this period that the performer’s role
started to be viewed as independent within socio-cultural processes. Despite
the relatively brief history of music interpretation, perspectives on this cul-
tural phenomenon have undergone significant and continual changes over
time, as well as the relationships among composers, performers, and indi-
viduals who assess their work, whether audience members, music critics,
or music scholars. However, a common stereotype about performance art
is yet to see the performing artist as a “mediator” or a bridge between the
composer and the listener.
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When considering the act of musical performance and the work of a
musical performer in general, we overlook its intrinsic value far too often.
This is unsurprising, given the longstanding emphasis on the musical work
as the central focus of Western art music. The idea that musical significance
is solely contained within the musical works leads to the belief that musical
performance has little impact on the creative process. Instead, it is seen as
a conduit through which a finished and independent musical work must pass
to reach the listener. Consequently, musical performance is typically viewed
as a linear form of communication, originating from the composer and
delivered to the listener through the performer. The composer’s intentions
are often perceived as definitive, requiring the performer to remain as un-
obtrusive as possible.

A key element in this performance paradigm is that of mediation. His-
torically, music creation and appreciation were social activities deeply inter-
twined with religious or ceremonial practices. Therefore, rather naturally,
Western classical music retains traces of its Christian origins. Additionally,
the practice of linking art to sacred contexts is evident through the ongoing
use of theological ideas and metaphors in discussions about art over the
centuries. In this light, our contemporary era can be viewed as a continua-
tion of this tradition. The historian Tim Blanning in his book The Triumph
of Music offers a convincing history or music’s sacralization—the process
that was happening towards the end of the 18t century and by which, in
his words, “culture lost its representational and recreational function and
became an activity to be worshipped in its own right” (BLanNING 2007: 96).
The author argues that individuals in the musical world are still regarded
as somewhat sanctified and elevated. They are supposed to almost despise
the mundane around them. This vision of a performer partly retains its
sacred origin inherited from the Romanticist tradition. Therefore, the author
acknowledges that musical performance, especially within Western classi-
cal music, is inevitably linked to the opus, but a broader perspective should
be adopted. This perspective should view musical performance as encom-
passing not only the intrinsic musical elements but also the external, extra-
musical meanings, and the various cultural, institutional, and individual
discourses that are not necessarily tied to a specific musical work.

What meanings and discourses are involved and what roles do musical
performers actually have within the society and culture at large? It is wide-
ly acknowledged by now that the role of a performer extends far beyond
simply playing music. Especially today, it involves a multitude of factors
that are both private and public, musical and extra-musical. Performers have
their own personalities and preferences, shaped by their identities as indi-
viduals, not just as musicians. They are influenced by various forms of
education, as well as their teachers who help them develop specific technical
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and stylistic skills. They may find certain repertoires more fitting than oth-
ers and often engage with composers, either ideally or personally, consider-
ing their requests and indications. Performers must also be mindful of the
social demands for certain repertoires, which can be influenced by politics,
fashion, historical contexts, and other non-artistic factors. Additionally, they
inevitably cultivate a public persona, which leads to the creation of a repu-
tation and social expectations that extend beyond mere musical performance.
Lastly, and especially today, performers create various media interfaces that
provide the public with access to all the previously mentioned aspects (such as
concert promotions, recordings, websites, interviews, and others). Naturally,
each of these elements generates multiple, often interconnected, discourses
that render the concepts of “performance” and “performer” highly complex
and dynamic. Understanding these concepts thus necessitates a broader
musicological perspective. When looking at a pianist’s album covers, post-
ers, advertisements, or even political representations of such artists as Yuja
Wang, Igor Levit or Héléne Grimaud, it becomes evident that a “performer’s
discourse” is a rich blend of ingredients. This blend includes not just music
but elements of pop culture, rhetoric, advertising, and ideology.

Moreover, it is important to recognize that there are many other inter-
mediaries in the current (not-so-linear) communication chain, such as mu-
sic managers, producers, and recording engineers. The relationships between
these intermediaries and the performers vary widely based on personal,
cultural, and economic circumstances. Thus, performance art can be liber-
ated from traditional paradigms by examining not only the performer’s
musical identity and the meanings they create but also the contemporary
cultural constructs through which these meanings are conveyed. These
constructs include various aspects of media, modes of performance, insti-
tutional settings, and different forms of performer—listener communication,
such as live concert experiences, sound recordings, and publicity efforts.
One way to explore the meanings generated by musical performance is to
consider the social meanings produced through the performers’ activities
and how the musical performer is perceived as a social figure.

Towards the end of the 20t century, performance studies became an
established part of the various branches of musicology. Several different
essays and books appeared dealing with socio-cultural problems related to
the art of musical performers and various circumstances and peculiarities
of their professional (as well as social) life—some written by musicologists,
while others by sociologists, historians, or philosophers (such as LOESSER
1954; LeEBrRECHT 1991; 1996; 2007; CHANAN 1994; KNiF 1995; CowEN 1998;
WEBER 2004; and BLANNING 2008, to name but a few). Interestingly, in many
of the mentioned studies, the assumptions of the authors or even prognoses
they make for the art vary a great deal—from the most catastrophic ones
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(as in Lebrecht’s book Who Killed Classical Music?) to those which, on the
contrary, see music and musicians as privileged members of society (such
as Blanning’s The Triumph of Music). Issues such as the enormous “exploita-
tion” of musicians by their managers on one hand and the common percep-
tion of a musician as an elite figure on the other hand; the vicious circle of
the dominating star system on one side to the closing of music schools and
orchestras on the other, or the ways performers use to increase sales of their
recordings, find their place in the sociologically oriented writings on the
art of musical performance.

However, in those studies, a music performer is seen as an intrinsic
part of the cultural and economic society. This role of a musical performer
is also subject to numerous variations, depending on historical and geo-
graphical contexts. There are numerous examples—from shaman musicians
being at the very centre of their respective communities where such prac-
tices existed (or still exist) to numerous pop stars being fashion leaders of
entire generations. Back to the classical music scene, there are also numer-
ous examples—Franz Liszt was well known for his charity concerts that
helped to establish and develop several cultural institutions and contempo-
rary associations in Hungary; two famous Italian conductors—Arturo Tos-
canini (in 1949) and Claudio Abbado (in 2013)—were proclaimed senators
for life by parliament; the Lithuanian Independence movement in the late
1980s was led by a pianist and musicologist Vytautas Landsbergis; in Chi-
na, Lang Lang is a passe-partout ambassador for events that range from
UNICEF fundraising to carrying the Olympic torch. The 2014 Olympic
Winter Games in Sochi in the Russian Federation is a recent and telling
example of how artists, particularly classical musicians (such as soprano
Anna Netrebko, conductor Valery Gergiev, violist Yuri Bashmet, and pianist
Denis Matsuev, among others) participated and celebrated their country in
the opening ceremony.

It is rather evident, indeed, that one of the most significant social roles
of the musical performer is being a particularly strong element in creating
a country’s soft power. Even though the public fame of a classical musician
may rarely equal that of pop culture entertainers, the celebrity status of
some academic performers allows them to instrumentalize this status and
reach their audiences not only in terms of professional content—to market
their music(-making)—but also as an opportunity to shape cultural trends
and consumer behaviour and to address certain values. This, in particular,
is evident lately due to the enormous potential of social media.

Artists have embraced the role of influencing in the last decade. After

recognizing the power of social media, musicians often leverage platforms,
such as TikTok, to grow their fan bases and drive engagement. They achieve
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this by sharing behind-the-scenes peeks into their creative process or endors-
ing products and lifestyle choices (Neu 2024).

This process is not an easy one, as a strong social media presence re-
quires not only specific management skills but also a great deal of sensibil-
ity, especially when it comes to merging classical music with commerce.
“[...] balancing the demands of artistic authenticity with commercialization
is a challenge. That’s because maintaining credibility and staying true to
their craft amidst the allure of corporate partnerships requires a fragile
balancing act” (NEu 2024).

Instances of taking the role of an influencer, a trend-setter, albeit more
on the side of mass-market appeal are surely more numerous than those
venturing into ideological matters and would as such require a separate
discussion more related to the building of one’s personal brand and/or public
persona. Pursuing a different aim, the last section of this paper is devoted
to the communication of political messages by classical musicians.

To Be or Not to Be “Political”

In the context of popular songs of social protest and positioning them
within conceptual environments of time and space, Dario Martinelli distin-
guishes four possible types of spatial visibility of social messages. According
to Martinelli, ideological/political elements are always present at any stage
of music-making, yet in some instances they are more explicitly manifested
than in others, thus creating (or not) specific cognitive/cultural associations
with a given genre, act, or repertoire (MARTINELLI 2017: 22). The four cat-
egories distinguished by the author are: exposed, clear, ambiguous/neutral,
and hidden/rejected space (see Figure 2).

These categories can be aptly applied to the realm of classical musicians
communicating their ideological beliefs with their potential audiences,
which shall be demonstrated through concrete examples. For instance, when
we are dealing with the exposed category, an explicit effort is produced by
an artist to communicate a given ideology or political stand in such a way
that the audience receives a firm message helping to create a strong asso-
ciation with a specific case. The “exposed” message does not require intense
cooperation with the audience, writes Martinelli (MARTINELLL: 28), since it
has already given all the necessary tools not to misinterpret the contents of
that message. There are some examples of classical musicians’ reactions to
one of the recent events that have shaken the world—the Russian invasion
of Ukraine on February 24, 2022—Iike an unambiguous message by artists
such as Evgeny Kissin, who has released a video posted on social media con-
demning Russia’s attack just three days after the war began, or an actively
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EXPOSED SPACE

A given ideology or political stand is made explicitly visible/audible, so that the
audience creates a strong association with the specific instance.

CLEAR SPACE

A given ideology/political stand is visiblefaudible by anybody and is often associated
to the specific instance, although there is no active effort to create such visibility.

-
B

=

@ AMBIGUOUS/NEUTRAL SPACE h

| The message is ideologically charged, but not clearly identifiable in features

= .
HIDDEN/REJECTED SPACE

An explicit effort is made in order to reject or hide a given ideclogy to the audience.

r

Figure 2. Four categories of spatial visibility of songs of social protest (SSP),
as put in MARTINELLI 2017: 27, Fig. 2.3

anti-Ukrainian position of the pianist Boris Berezovsky in the TV pro-
gramme “Vremya pokazhet” (Time Will Tell)>. Interestingly, Kissin has for
a long time been avoiding politics and controversy. However, he had first
raised his voice “after all this time of anti-Israel hysteria” (Kissin n.d.) and
has been actively political ever since. The pianist takes this change very
seriously, as “we should be extremely careful if we decide to speak out about
politics because we can influence people’s minds. It’s a great responsibility”
(Kissin n.d.).

A clear message in this case refers to an ideological stand or political
views visible enough and expressed in a sufficiently clear manner. How-
ever, there is no active effort by an artist to make that visibility unequivocal. As
Martinelli writes, the “clear” message is less particular, “it metaphorically
stands in front of the audience with an open message, but without giving

5 Berezovsky’s participation in the programme on March 10, 2022, is featured on YouTube
at https:/www.youtube.com/watch?v=NsD2F4JeyqY [accessed July 15, 2024]. Berezovsky says
there: “I have a naive question. I don’t know much about war; here is a military man standing next
to me, but I am just a musician. Should we really care about the timeline (of the ‘military operation”)?
I'understand that we pity them, we are being very delicate. But can’t we just spit on all that, surround
them and cut off the electricity... .” Partly, these words refer to the “hidden” message from Martinelli’s
categories (see below) in a sense of conveniently hiding one’s views behind “being just a musician.”
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such details that would confine its interpretation to specific references. The
listeners are therefore invited to cooperate at a certain level, and add a bit
of contextualization [...]” (IBD.). It would perhaps be reasonable to ascribe
to this category the post-February 24 message on social media by the pianist
Ivo Pogorelich. On March 1, 2022, he wrote:

As a Croatian citizen, | am particularly proud of the noble and dignified
stance taken by our president Zoran Milanovi¢, our prime minister Andrej
Plenkovi¢ and our Parliament in the aftermath of the calamity befallen all
Ukrainian people. This is reflected in the immediate material aid provided
by our small but courageous nation.

Clear enough to demonstrate the pianist’s side, this message still re-
quires a certain knowledge of his dual origin (Croatian and Serbian) and
the actual stand of the Croatian state. Finally, it is relatively free to interpret
the following words condemning the situation of “innocent women and
children” suffering, but at the same time not saying much about the country
responsible for all this suffering—incidentally, the country where Pogorelich
himself had studied and lived.

If we proceed with Martinelli’s categories, the message of an ambigu-
ous/neutral nature is ideologically charged but not in a way that would be
easy to clearly identify its composition, characteristics, political nuances,
ideological standpoints, and others. This may happen because “either the
message is purposively ‘neutral’ (that is, it expresses dissatisfaction for the
current state of things and intention to change but in a way that is openly
pleasing to all political views and/or it is populist [...]) or “ambiguous’ (am-
biguity being either intentional [...] or unintentional)” (IBID.). Some perform-
ers’ messages are indeed purposively “neutral” to avoid expressing a clear
position about the pressing matters. Numerous “dove of peace” messages,
profile picture frames, and memes shared on social media come to mind in
relation to this category. Such messages with the “peace for the world” in-
tention, yet without taking clear sides, perhaps have been the most recurrent
reaction by classical musicians to the event under discussion. (A movie with
the title Taking Sides about the conductor Wilhelm Furtwingler testifies
that such periods of artists having to take sides are sadly recurrent in the
history of humanity.) This very reaction offers tools for interpretation (for
instance, that the person cheering for peace in the world is sympathetic to
the world’s sufferings). However, the very articulation of the political mes-
sage is unclear (that is, no side is taken and nobody is blamed for the outburst
of violence).

6 https://www.facebook.com/share/p/1Jk2t4bjsF VweH9S/ [accessed July 15, 2024].
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Finally, when it comes to the hidden/rejected messages of political
significance, an explicit effort is made by an artist in order to hide a certain
ideological content from the audience. This, Martinelli writes, may happen
for at least three reasons: “first, and most common, the artist actively wants
to make a point that art and politics should not mix, so the work is devoid of
any possible connection to social commentaries” (IBiD.: 29). One may still
argue that rather often such a standpoint is a political statement in itself.
This was likely the case of the star musicians such as the soprano Anna
Netrebko, or conductors Valery Gergiev and Teodor Currentzis, among
many others, who are related in one way or another to the Russian political
regime and, above all, its finances. “Second, a very common option too,
the artist needs to hide his/her political opinion for reasons of personal
safety, or risks of censorship” (IBiD.). This may indeed be the case for the
majority of “lesser mortals” living and working in Russia or other non-
democratic states, where expressing an ideological opinion may lead to
severe (to a different extent) consequences either personally or profession-
ally. “The final option, a bit rarer, consists of the artist trying to make a
point against political engagement in music, not because s/he thinks that
arts and politics should not mix [...], but because s/he maintains that the
protest artists are cunning hypocrites who make business out of political
commitment” (IBID.). Interestingly, when some musicians, such as Lithua-
nian pianist Darius Mazintas, decided to travel to Ukraine and bring music
to the destroyed areas, there were indeed some voices of mistrust from fellow
musicians in the sincerity of such voyages, claiming this to be yet another
way of gaining audience’s attention.

Going a little back in history, the mentioned Anna Netrebko got into
political turmoil in December 2014, when her donation to the national opera
and ballet theatre in Donetsk was publicized featuring the soprano with the
flag of Ukrainian separatists (the famous soprano’s earlier photos featuring
the Russian military symbols are regularly appearing online). On that oc-
casion and also after the outburst of the full-scale war in 2022, Netrebko
has been denying her political stance. Such examples, thus, still fall under
the category where the artists do not clearly speak their own opinion and
where they would rather remain under the “I’'m only an artist” umbrella.

As already mentioned, there is another type of classical musicians, who
tend to openly and regularly employ their cultural and social status as opin-
ion leaders, as well as various tools of publicity, to promote political, cul-
tural, or social causes they believe important. Some of them, like Netrebko,
received controversial reactions. It is known that in 2015 when the Toronto
Symphony Orchestra refused to play with the pianist Valentina Lisitsa due
to her pro-Putin tweets. Lisitsa’s response was posted on Facebook, where
she justified her position and asked her fans to help her not “being silenced
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as a musician”.’ Others, on the contrary, keep on being vocal against this very
political power, as, for instance, the violinist Gidon Kremer and his protégé,
a Georgian pianist Khatia Buniatishvili. The famous 2013 initiative of Kre-
mer “To Russia with Love” was focused on human rights and dedicated to
the anniversary of the killing of Anna Politkovskaya, a Russian journalist.
Other reasons to hold such a concert were a Russian law restricting the
discussion of homosexuality, as well as the birthday of another Kremlin
critic, Michail Khodorkovsky, and his famous political imprisonment.®

Of course, there are plenty of other examples of political and ideo-
logical tensions, as there are many more classical musicians who are vigor-
ous participants in European and Middle Eastern political debates. The
pianist and conductor Daniel Barenboim remains perhaps the quintessential
example of somebody who, according to reviewers, “uses his eminence as
a musician to give politicians masterclasses in how society can and should
work” (Anthony Holden, in BRaunDp 2008). His attempt at creating the West-
Eastern Divan Orchestra, whose members are from Israel, Palestine, Jordan,
Syria, Lebanon, and Egypt, “is proof that given the right conditions, and
with visionary leadership, estranged peoples can come together to create
something positive and inclusive; something that enriches their diverse
cultures” (Braunp 2008). Barenboim currently publishes an online journal
on his website (https://danielbarenboim.com/), where his views on pressing
political matters are featured. There is an essay on Brexit, for example, and
surely a lot is said about the Israel/Gaza conflict, but there is nothing on the
war in Ukraine, which suggests that there exists some sort of “geography
of traumas.” Certain pressing issues are perceived as relevant differently in
various parts of the world by more or less active participants in those events.
Curiously, Barenboim’s views and also his close friendship with the Pales-
tinian—American philosopher and political activist Edward Said, have been
criticized by Evgeny Kissin, who thinks that “in such an undertaking, each
participant should be critical of his own side, but while Barenboim has been
critical of Israel, Said too was critical of Israel” (Kissin n.d.).

Another musician who stands out as an ardent political figure and
social advocate is the Russian-born pianist Igor Levit. He has become a
familiar face on mainstream TV. He expresses his worldviews on social

7 Lisitsa wrote that her Twitter activity was born of a feeling that the Western media coverage
of events in Ukraine was unfairly favouring the new government in Kyiv (https:/www.facebook.
com/share/p/GU68isXhkfL7reSL/ [accessed July 15, 2024]).

8 Martha Argerich, Daniel Barenboim, Emanuel Pahud, and other famous musicians
participated in this event. “Mephisto-like” deals of Herbert von Karajan and Wilhelm Furtwéingler
were mentioned by Kremer. The violinist emphasized, however, that this was not an anti- but rather
pro-love event: “We, musicians, are carriers of this message, this is our mission” (KREMER, in COOPER
2013).

136



media channels and is a frequent guest on European talk shows, playing at
the national conventions in Germany, performing at demonstrations on
behalf of social inclusion, protesting climate change at his concerts, travel-
ling to refugee camps, dedicating his albums to social causes, and so on.?
Significantly, Levit is very conscious and vocal about his political and social
activism, and he bases this vocality on the conviction that reality cannot be
substituted with music:

Music has astonishing powers of communication, but it cannot name
things. To be free requires employing your own senses. To hear, to see, to
feel, to smell. Music allows us to feel this kind of freedom. But music is not
a substitute, it cannot be a substitute. Not for truth, not for politics, not for
human understanding and sympathy. It cannot be a substitute for calling
racism—racism. It cannot be a substitute for calling misogyny—misogyny.
It can never be a substitute for being a wakeful, critical, loving, living, and
active citizen (LEvIT, in PREDOTA 2022).

On a more local scale, yet comparable to that of Levit, is the social
engagement of a Lithuanian pianist Darius Mazintas. Figure 3 features a
photograph of Mazintas playing Fryderyk Chopin’s nocturnes in front of
the ruins of the Palace of Culture in Irpin, Ukraine, on April 27, 2022. In
December of the same year, Mazintas held another performance on Mount
Kremenets, near [zium, where he played Valentin Silvestrov’s cycle Naive
Music next to the destroyed objects of cultural heritage.

The socially responsible initiatives of this pianist are not confined
solely to the topics of political and ideological cataclysms. He also organ-
izes and participates in charity events related to children’s hospitals, animal
shelters,!0 and the like. Convinced that classical music can have a strong
impact on various spheres of life, human welfare, and clarification of values,
the pianist also aims at drawing people’s attention to various problematic
social groups, regularly giving concerts in jails and working on bridging
the gap between prisoners and society. Noticeably, such a role undertaken
by a pianist is surpassing a merely musical one.

9 His commitment to using his platform and artistry for the betterment of the world has
earned him the International Beethoven Prize for Human Rights, Statue B of the International
Auschwitz Committee, and the Order of Merit of the Federal Republic of Germany. This has also
come at a cost—Levit has played under police protection after receiving antisemitic death threats
(https://www.visitprinceton.org/event/healing-with-music%3A-igor-levit-citizen-european-
activist/19111/ [ accessed July 10, 2024]).

10 Among those most preoccupied with animal rights, a French pianist Hélene Grimaud must
be mentioned if only briefly. Her official website introduces Grimaud as an “acclaimed pianist,
passionate wildlife advocate, human rights activist, and published author” (https:/helenegrimaud.
com/). Rare is a review on Grimaud’s concerts or releases that would miss mentioning her affinity
to and passionate long-term work with wolves.
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Figure 3. Darius Mazintas playing Chopin in front of the destroyed Palace of Culture in Irpin,
Ukraine. Photo by Evgen Kotenko, property of the Looking at the Stars Foundation

Concluding Comments

The performative dimension of music—above all because of its ephem-
eral, intangible nature—has long been on the margins of scholarly inquiry.
Only recently has the performance been recognized as an object of research
on par with the written aspect of music in various cultural fields. An inter-
esting and, in the author’s opinion, meaningful perspective in the study of
musical performance art is the premise that musical performance is an in-
terconnected sequence of processes and gestures that encompasses the en-
tire field of the musician’s/performer’s perception, including those aspects
that, as such, transcend the music itself.

It would be difficult to exhaust all the social topics and meanings of
the phenomenon of musical performance and all the components that con-
tribute to it in one or another way. Musical performance is a much richer
and more complicated affair than it is assumed by those who attend exclu-
sively to the musical work and its effects on the listener. If we widen the
circle of our attention to take in the entire set of relationships that constitute
a performance, we see that its primary meanings encompass much more
than just the piece that is being played.

In the essence of musical performance, the author suggests, is the con-
structing a network of relations not limited to the performed work but that
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calls into question anthropological, contextual, and individual aspects. Per-
formance stems from a physical body, exists within a society, finds its way
backwards or forwards in time and history, manifests the presence of an
aesthetic programme, develops into an artistic code, and much else. It em-
powers itself as the most sensible reflection of our existence dealing with
the current wounds of society—not necessarily including political involve-
ment but being “political” in the broadest sense of the word. Today’s per-
formers transmit meanings through an increasingly wide variety of me-
dia—some of which are more or less socially directed, whereas others appeal
to listeners’ sense of individualism and their craving for internal, personal-
ized engagements with musical sounds. None of these meanings should be
separated from the meaning of the sounds and the understanding of the
overall activity of performing or consuming music.
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JIuna Hapumkajte MapTtuaenu

Yiora ,,KJaBHPCKOr AKTHBUCTE M APYTY HAYMHHU NMOBE3UBAKA
ca IPyIITBEHOM cTBapHomhy

CaxeTak

Kpo3 ncropujy Mysuke 1o JaHac, KyJTypHa U MPO(ECHOHAIHA yIora My3H4KOT
u3BOhjaua caryieaBana je Ha pa3iuunuTe HauuHe. J[pyTBeHa pyHKIH]ja My3HYKOT H3BO-
haua je, naxJe, muTame MOIJI0KHO OPOJHUM BapHjalldjama, Y 3aBUCHOCTH O] UCTOPHUjCKOT
U reorpa)cKor KOHTEKCTa, KOje CeXe 3HATHO Jajbe OJf My3MYKH MHXEPEHTHUX YJIOora.
»Ilocao® n3Bolaya peTKo Kaja ce cacToju of MyKOT CBHpama My3HKe, 1 00yXBaTa HU3
MIPUBATHUX M jJABHUX, MY3WYKHX U BAHMY3HUKHX €JIEMEHATa, TOCEOHO Y JAHAIIHE BPEME.
Caaka oj1 0BHX BapHja0dii MPON3BOIN HEKOJIHUKO Pa3IUIUTHX (a HIaK, 9ecTo Mel)ycoOHO
MMOBE3aHUX) TUCKypca KOju YHHE ,,iepPhopMaHCc’ U ,,u3BOfjaua’ H3y3eTHO CIAOKECHUM H
JMHAMUYHUM KoHLenTHMa. Kajia nornenare omore rioya, nocrepe, pekjiame Wity IMoJu-
THUYKe MTpeJcTaBe M1jaHnuCcTe, M3Bohaua KiIacuyHe My3HKe Kao mro cy Jyua Banr, Urop
Jlesut nnu Enen ['pumo, ounrienHo je na je ,,u3Bohauku quckypc’ 6orata MenraBuHa
cacTojaka KOju MOTY yKJbyYHBaTH, TOPE]] MYy3HKE, TIOTI KYITYPE, jOII U PETOPUKY, PeKia-
Me ¥ UJEeOJIOTHje.

[{usb oBOT pajia je 1a mpeIsioKu TEOPUjCKH OKBUP 32 pa3MaTparme IUpPer KOHIIENTa
My3n4dKkor usBohemwa. Hacroju na ncrpasku, kopuctehin HeKOJIMKO HCTOPH]CKUX U CaBpeMe-
HUX NIPUMEPA, /12 JI Cy KIIACHYHH My3U4apy BOJbHH MJIH HE JIa HICKOPUCTE CBOj KYJITYPHH
1 IpYIITBEHH CTATyC Kao JHIEPU jJaBHOT MI-EHha, J1a JIM YIIoTpeOsbaBajy pa3Ha cpercTBa
3a OIJIaIaBaE J]a MPOMOBHINY BayKHA MOJTUTHYKA, KyJITypHA WM APYIITBEHA MUTAbHA
Y K0ja Bepyjy.

KibyuHe peun: KJIacHuHU My3U4KH H3Bohad, Boha MUIIIbEba, jaBHA TMYHOCT, TTOJH-
THKa, My31Ka, H/IC0JI0THja.
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connect their craft with broader social contexts and other artistic disciplines. This shift to-
wards project-based education and student-centred learning challenges traditional notions
of musical autonomy, raising questions about the future direction of higher music education
and the professional roles it prepares students for. The study argues for a balanced approach
that maintains the core competencies of musicianship while embracing the flexibility and
interdisciplinary connections demanded by contemporary society.
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Looking at curriculum reforms in higher music education (henceforth
HME) in the past two decades, several waves of reforms can be distinguished,
not necessarily happening simultaneously or in the same order at every place
but following broader developments in culture and society, and in national
and European educational policy. At Dutch conservatories, three waves of
curriculum reforms can be distinguished in the past decades (TiTRE 2022).
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in Higher Music Education (Craenen et al. 2022), a collection of 19 texts by teachers and students
from the Royal Conservatoire The Hague, and more particularly the author’s concept of “nomadic
musicianship.”
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The first major reform took place almost two decades ago when research
was integrated as part of the Bologna process. In the next phase, in the wake
of the 2008 financial crisis, entrepreneurial attitudes and competencies
received increasing attention, with the underlying aim of helping young
professional musicians become more independent of the goodwill of politics
and taxpayer support. Today, we entered a third phase of reforms that extend
the notions of research and entrepreneurship through concepts of creativity,
citizenship, and social engagement, leading to the concept of the musician as
a “maker in society.” It has been conceptualised in a recent paper and used
as the theme of an overarching European-funded project of the AEC (Gaunt
et al. 2021).

Curriculum reforms in HME are often prepared by thematic working
groups and collaborative projects such as the DEMUSIS project. In the out-
comes of such projects, we usually find optimistic and persuasive language
that seeks to convince people inside music institutions of the need for a
change—for instance through an emphasis on the role of research and entre-
preneurship in higher music education—and of the new opportunities that
such change may bring about. At the same time, depending on one’s per-
spective, reforms can also be perceived as a threat or a danger. A word like
“entrepreneurship” can be understood as promoting creativity and risk-
taking on the one hand and as an undesirable symptom of neoliberal and
capitalist worldviews on the other. The same mixed reception may be found
with the current emphasis on qualities such as flexibility and versatility.
Reform-minded music teachers welcome the renewed interest in all things
related to improvisation or interdisciplinary projects. However, more con-
cerned classically-trained musicians might also hear in these words a pos-
sible devaluation of their specialised expertise and perceive them as the
harbingers of a less stable professional environment.

While previous reforms—such as the integration of research into music
curricula two decades ago—were seen by many as imposed from above, an
interesting observation is that now it seems to be the students themselves
who are pushing conservatories to speed up reforms (TiTrRE 2022). It is as if the
COVID-19 pandemic and the past years of isolation have unleashed a sense
of urgency on all sides of the educational spectrum, creating an acceleration
of change.

One of the main drives in this climate of change is the loss of social
prestige of art music in the past decades. The term “art music” indicates
fields such as classical music not only or primarily motivated by commercial
interests, which also implies that they at least partly rely on funding of dif-
ferent kinds—governmental or private. As such, they are also very sensitive
to changes in the cultural discourse in society and politics. This explains why
a broadly shared concern amongst musicians in this field is the perceived
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weakness of the connections between their profession and society. In his
essay “Nomadic Musicianship” (CRAENEN 2022), the author links this situ-
ation to the ideal of the autonomy of music, which still pervades our con-
servatories. Without going too much into history, it is relevant to remind
here that the emergence of the European conservatory model, with the birth
of the Paris Conservatoire at the end of the 18th century, happened at a time
when music emancipated rapidly as an independent art form, and instru-
mental music forms such as symphonies, concertos, and string quartets
became the embodiment of this autonomy of music.

Today, music presented in such a “pure” form, not in combination with
other disciplines, i.e. not at the service of language or any other external
purpose, seems to have lost a lot of its attractive force, and this seems to be
true not only for classical music. For most people today, instrumental music
is not something to listen to attentively in silence but rather something to dance
to, to create an atmosphere for other activities, or it may have a therapeutical
function as well.

In this regard, it might be disturbing to see how much conservatories are
still investing in labour-intensive instrumental repertoires and craftsmanship.
At the same time, the status of classical music also remains ambiguous. It
has been declared a dead art form many times, and while its audiences have
indeed been ageing and declining, it still shows remarkable resilience and
versatility. It seems this phenomenon is often not very well understood by
sociologists of music. From a socio-economic perspective, it is difficult to
explain why so many young talented musicians still apply for conservatory
programmes every year. But as we can read in the contributions of the
students in The Promise of Music, there is something in dealing with music
that remains very rewarding. Therefore, it can be said that the vitality of
this field today is much more dependent on its makers than its audiences,
and this might be different from the situation in commercial music.

Nevertheless, it also seems that the newest generation of our students
is searching for new connections, for better ways to share their passion felt
inside the music with the world. And it seems that this long-held ideal, the
autonomy of music, is no longer felt by them as something to defend or
worry about. In 2020 and 2021, together with pianist and curator Heloisa
Amaral, the author conducted research into the choices master students in
The Hague make in their so-called Master Project, a format in which stu-
dents are expected to combine research, professional activities, and artistic
development. It was surprising that more than half of over 120 students—a
large majority of which came from the classical department—chose projects
that focused on making crossovers to other musical genres or other artistic
disciplines. These outcomes were confirmed in follow-up surveys of student
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proposals in 2022 and 2023!. Next to this cross-disciplinary interest, many
students show a curatorial interest in emphasizing narrativity, storytelling,
and audience interaction in their practice, while some (although not many)
also mention topical subjects in their motivations such as gender-related
issues or climate change. This reflects a tendency in the professional field
as well—music festivals have been working with thematic approaches since
long. This trend only seems to be intensifying, as if todays’ audiences need
a theme or a personal story to connect to the music. It probably explains the
search for what can be called the “aboutness of music” amongst the current
generation of students, and this clearly goes against the famous quote of
Igor Stravinsky that music is incapable of expressing anything but itself
(StraAvINskY 1936: 83). Unlike the traditional opposition between “absolute”
and “programmatic” music, the current quest for “aboutness” should not be
understood simply as a more narrative approach to musical composition and
performance, but rather as an attempt to embed concert practice in a larger
context. This may also be realised through focussing on changes within the
musical creation process itself. For instance, in the testimonies and proposals
of many master students, we can read their concern about the lack of diver-
sity in classical music or the capitalist mechanisms to which the field of
classical music is also subjected. Students also increasingly display an
awareness that valuable knowledge for their career path is to be found outside
the domain of music. Therefore, they engage with knowledge from health
and wellbeing studies, sports sciences, culinary experiments, and much
more. As composer Richard Barrett states, in contemporary composed and
improvised art music, a shift of focus can be observed from what music can
be (the musical material) to how it is made (BARRETT 2023: 70). With this
question of the how, ethical considerations also start to come to the table.
Who is involved in the making of music? What is the relation between com-
posers and performers in a creation process? Can we still fly around the
globe whole symphony orchestras in times of climate crisis?

These questions explain why there is an eagerness in HME to make
new connections to other knowledge fields, other artistic concepts, and
other communities, although it is also clear that conservatories cannot accom-
modate all these possibilities at once. The result is a more nomadic behaviour
of our music students, in artistic, academic, and engaged ways. They start
exploring new themes and possibilities, sometimes from a strong personal
engagement with the world but also in more pragmatic ways, depending on
the opportunities and the expertise available. These nomadic musicians are
driven by a combination of curiosity, concern, scarcity or perhaps also an

I'A discussion of these results can be found in “Creative and Social Intentions in Research
Proposals of Music Performance Students. A Reality Check of Curriculum Discourse in Higher
Music Education” (CRAENEN 2024).
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abundance of resources, and above all by a desire to make a meaningful
contribution to the world they live in.

Nomadic approaches to music creation imply less predictability. How
do conservatories cope with this? What should be the core of the music
curriculum if valuable expertise is often to be found outside the conserva-
tory? Three general, often complementary tendencies of a reorientation can
be observed:

1. The first is the emphasis on the so-called meta-competencies. These
can range from problem-solving, reflective or communicative skills,
to aspects of citizenship and social engagement. A risk of using such
words is that they remain too abstract or sloganeering, or seem much
more complex to realise when transposed to concrete situations. Social
engagement may also come into conflict with values of artistic autonomy
or quality. Nevertheless, there is a tendency today in the discourse around
the curriculum to bridge such oppositions by proposing combinations
of different sorts: traditional craftsmanship with co-creation, social
engagement, activism, and more. In “The Musician as a Maker in
Society” (GauNT et al. 2021), such combinations are called “partnering
values.” This sounds very interesting as a concept, although there is a
doubt that “adding up” values, skills, and competencies is always the
best response to the current challenges. Taking into account the pres-
sure on curriculum, one could also imagine new programmes in which
other and more specific choices are made, implying that existing norms
and standards have to be adjusted to make room for something new.

2. The second feature of the reorientation is to be found in the greater
responsibility given to students to define their own learning trajectory.
The so-called “student-centred” learning promotes the autonomy of
students. The experience of the Royal Conservatoire in The Hague
with such approach is that it may indeed stimulate ownership and fos-
ter experimentation and autodidactic learning, especially when students
search beyond their own discipline. A drawback is that students may
sometimes lose a lot of time reinventing the wheel, or get lost in pos-
sibilities. Therefore, giving more autonomy to students can never be
enough. Institutions have a responsibility to bring together musicians,
researchers, and experts in specific areas, such as the role of music in
public space. This may lead to new “communities of practice” and
perhaps even to new professional profiles that are quite different from
the ones we are familiar with.

3. The third form of reorientation can be found in project-based approaches
to curriculum, which strongly resonates with the notion of the nomadic.
The central idea of project-based education is that people learn by doing,
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and that real-world situations can offer a context to integrate a diver-
sity of skills in a holistic and reflective way. Project-based approaches
often oppose the ideal of the autonomy of music because they usually
start from an already existing context that to a large extent determines
what is possible. Performing music in public spaces, in shelters or
refugee centres, or at the bedside of a patient, requires insight into the
situation and background of the participants, and this will inevitably
have an impact on what is possible artistically.

A crucial question concerning project-based education is what provides
the ground or the continuity in curriculum. If an educational programme
becomes a project, to what extent can it really prepare for a future practice that
will probably consist of very different and unforeseeable types of projects? A
part of the answer may be found in the first reorientation discussed above—a
focus on meta-competencies rather than specialisation. However, most con-
servatories will look first at traditional craftsmanship as a starting point from
which new orientations can take place. Therefore, they emphasize developing
social competencies as a pianist or finding a role in a community through
doing local projects as a composer. Some institutions are experimenting
with programmes where traditional craftsmanship seems to be less central
to the thinking and the focus is more on specific contexts or curatorial ap-
proaches. In most cases, mastering an instrument and musical skills is still
a requirement to enter such a programme, but in the long term, this might
lead to a fundamental change of perspective, and only time will tell to what
extent this also can lead to new professional profiles.

It has to be acknowledged that student-centric and project- or context-
driven approaches in HME are still in an experimental phase to properly
evaluate their impact on professional music practice, and this is something
that should be monitored and evaluated in the near future. Therefore, while
searching for new grounding, it may be worthwhile to return to the music
itself. All students and teachers who contributed to The Promise of Music
seem to share a trust in what can be called the “resonating power” of music.
It can be argued that this power precedes any communicative, social, or
therapeutic functions of music. In that sense giving up completely the ideal
of music autonomy might be a mistake because it is not only a cultural
construct or an invention of idealist philosophers and composers but also
an expression of a universal human sensitivity, a musicali?y that can resonate
beyond borders of identity, language and culture, at least if we create the
conditions for it.

Defending this ideal requires reinforcing the social and political trust
in music and creating the conditions, including financial ones, for music to
resonate and for music education to amplify this resonance. Therefore, we
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need projects like the DEMUSIS to offer living examples of how art music
can play its role in society in the most diverse places and contexts.
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ITon Kpanen
My3uyapu HOMau
CaxeTak

OBaj pan UCTpaXxKyje pa3Boj BUCOKOT MY3HYKOT 00pa3oBama Kpo3 Mpu3My pehopmMu
KypUKYJITyMa TOKOM ITOCIIeNbe IBe AeneHuje. nentudukyje Tpu Tanaca pepopMu Koje
Cy o0JMKOBaJIe HACTaBHE IJIAHOBE M MPOrpaMe y XOJIAHJICKUM KOH3€pBaTOPHjyMHMa!
MHTerpannja NCTPaKMBamba, IPOMOIIH]ja MPey3e THUUKHUX BEIITHHA U TPEHYTHH HarJa-
cak Ha KpeaTHMBHOCTH, T'pal)aHCKOj CBECTH M JPYIITBEHOM aHraxxmany. Pan Harnamasa
rpeJia3ak ca IpoOMEeHa HAaMETHYTHX CI0Jba Ka 3aXTeBUMa 3a pepopMoM Koje Cy MoKpeTa-
JIY CTYJICHTH, IITO ofipakaBa pactyhy HeroBe3zaHocT namel)y TpaJiMIIOHAIHE YMETHUYKE
MYy3HKe U ApylITBa. McnuTyje HoMajCKu MPUCTYT CaBpEMEHUX My3nu4apa, KOju HacToje
Jla TIOBEXY CBOj 3aHAT ca MIHUPHUM JPYIITBEHUM KOHTEKCTHUMA M JIPYTUM YMETHUYKHUM
mucruuinHama. OBa mpoMeHa Ka 00pa30Bamy 3aCHOBAHOM Ha IIPOjeKTUMA U YUCHbY, yCMe-
paBa CTyAEHTa Jia JOBOAM y IHUTaKkE TPAJULMOHAIHE I0JMOBE My3HYKe ayTOHOMH]E,
mocTaBibajyhn mutama o OyayheM mpaBiry BUCOKOT My3HIKOT 00pa3oBama i Mpodecro-
HAJIHUM yJIoraMa 3a Koje OHo IpuIipema cryaeHte. CTyanja ce 3anaxe 3a n3baiaHcupaH
MPUCTYH KOjH OZIp)KaBa OCHOBHE KOMIICTEHIIHje My3H4apa, ICTOBPEMEHO IpuxBaTajyhu
(irekCHOMITHOCT ¥ MHTEPAMCIUILINHAPHE BE3€ KOje 3aXTeBa CaBPEMEHO JAPYIITBO.

KJby4He peun: BUCOKO My3HYKO 00pa3oBame, pepopMa HACTABHOT IIJIAHA M IIPOrpama,
HOMAJICKO MY3HLIHpambe, YUeHhe YCMEPEeHO Ha CTYJEeHTa, 00pa3oBamke 3aCHOBAHO Ha
MPOjeKTUMa, My3U4YKa ayTOHOMH]a, JPYLITBEHH aHra)XMaH, MHTePAUCIUIUTMHAPHU
HNPUCTYIIH, KPEATUBHOCT y MY3HUIIH, IPEAY3ETHUYKE BELITHHE Y MY3HULIH.

147






CERABA, T'PADA, ITPUJIO3U

UDC 821.163.41.09Peri¢ D. D.
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OI'JIEAN BOPDHA J. ITEPURA O IIKOJICKOM TIO30PULLTY

CAXETAK: Y oBom pany npuka3syjemo mect oryiena bopha J1. lepuha: I1rau majre
yapa Ypowa, najciuapuja iozopuwna iecma (1976), Iozopuwnu gujanol, najciuapuju cyen-
cku 00Uk ypreeno-wikonckux utapa y XVIII eexy (2021), Opayuje Pooicgeciiea Xpucitiosa,
sepiieticka wxoncka uipa uz XVIII eexa (2010), Bepiueiicka ilecma Josana Pajuhia na Po-
arcgeciieo Xpucinoso (1977), Ymosenie noewv — imiymauerse jegnoi meciua uz Kusoiia u tipu-
kmyuenuja Jocuitieja Obpagosuha (2007) u Yexkpwra wxoncka uipa Xpucitios ipo6 (2020).
OrJjieau cy 3Ha4YajHU 3a EPUOAN3ALIN]Y HAIIe TPETIIO30PUIIIHE UCTOPH]jE U BPEIHU CY MPH-
JI03M 3a yIIO3HaBame ca UCTPaKMBaYKKUM pajioM oBor ayTtopa. [lepuh ce nocnenno 6aBu
Mpoy4aBameM HeMaTepHjaliHoOT OJiara, eBaHUM ITecMaMa, KOje PeKOHCTPYHIIIE Ha OCHOBY
HOTHHUX 3aInca, TpeTHpajyhu ux y 1eJOBUTO] TMMEH3UjH — TEKCT U npareha Menonuja.
Ornenu noTBphyjy KOMIIJIEKCHOCT HCTPaXKMBamba 0APOKHUX IPKBEHO-IIKOJICKHUX HUTrapa
OMTHUX 33 PEBUTAIM3ALN]Y ITPETIO30PHIIHE HCTOPH]jE Kao U IIEPHOa C OYSTKA OCHUBAKbA
npBor npodecuonasHor nozopuiita y Cpoa, 1861, nanamnmer Cprickor HApOIHOT MO30PH-
mTa. Y CBOjUM OIJIeANMa ayTop je HaCTOjao Aa PEKOHCTPYHIIe ecMy nomohy mMenorpadekux
3annca Kopuenuja CrankoBuha, HCIUTHBAO je BUXOBY pedIeKCHjy U OJpEIHo CTapUHY
HareBa YHja W3BOPHOCT IPHUIIAa eoXHu CpHcKor 6apoka. Ha cprickoj mo3opHUIM y mpo-
IIJIOCTH IIPUKa3aHa Cy TP KpaTKa CIEHCKa JieJa: IBe MO30pHIIHE HTrpe OapOKHOT Meprosa
— Bepiueii (npe 1728/1762) u Ymosenic noew (1745), a Tpeha, u3 mpeapoMaHTHYAPCKE €IIOXE,
Xpucitios ipo6 (1820). Ilepuh ux Ha3UBa H030pUWHOM WUPULOTUjOM KOja YAHU OCHOBY UCTO-
pHjata CpIicKe TeaTpoJIorHje U MpHiaaa 3a00paBJbeHO] TPAAHUIIH]H.

KJbYUHE PEYU: Hophe Ilepuh, 6apokHO MIKOJICKO MO30PHIITE, BEPTEIH, TO30PH-
nrie necme, Cpricko HapoaHo no3opuinte, Kopuenuje Crankosuh.

[penmeT Harer npuiiora jecy MecT oryea HICTopruyapa KebHKeBHOCTH Dopha

. epuha (1947) 0 LpKBEHO-IIKOJICKUM OAPOKHUM UTpamMa KOju Cy 3HaYajHH 32
MEPUOAM3AIIH]Y Hallle TTPETIO30PUIITHE UCTOPHjE U BPEIHH Cy MPUIIO3H 32 yTIO-
3HaBamkE ca HCTPAKUBAYKOM JenaTHomthy oBor aytopa. [lepuh ce mocnenno 6asu
MPOyYaBamkeM HEMATEpHjaTHOT Oara, eBaHUM MecMama, Koje PEKOHCTPYHIIE Ha
OCHOBY HOTHHUX 3aIlica, TPETUPajyhu UX y LETOBUTO] JUMEH3H]jU — TEKCT U Mpa-
teha Menonuja — Kako Ou ce ouyBaju 3a OyJAyhHOCT. Y CBET/Iy HOBHX Ca3Hamba U
KOMILIETUPAHUX MOIaTaKa O TOAWHH, MECTY U ayTOpy OapOKHE YCKPIIIEHE KO-
CKe ITO30pHIITHE UTpe Xpucitios ipo6b, Tema je ko0joj ce Bpatuo 30 roamHa KacHuje,
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149



IIITO OBOT ayTOpa MPENCTaBha KAao jeTHOT Ol OHUX YHja YIIOPHOCT MOKa3yje 1a
cTape TeMe jou HUCY ucupnsbere. CTajaHu je ulaH-capaJHUuK MaTtuie cprcke u
jena je ox capaguuka Enyuxnoieguje Cpiickol napogrol ilosopuwitia 1861-1986,
3a KOjy je ypaauo BHIIE JeCCTHHA jeIMHUIA.!

Kao yuenuk akanemnka Mupocnasa [lantuha y HagennMa MeTOIOIOMIKOT
MIPUCTYTIAa UCTPAXKUBAbIMAa U CAaOIIITaBamka OrJeJHUX pe3yirara, Ilepuh cucre-
MaTHYHO NMPOYyYaBa HajMame UCTPaXXEH JOMEH: mo3opuurHe necme. O0pasnaxe
WX T0jeAHOCTaBJHEHO, AeTaJbHO U3JIaXKe 3aKJbyUKe IPYTHX HAyYHUX MPOyyYaBa-
Jlana, mTo Ta YWHHU 00jeKTUBHUM, €TUYKHN OATOBOPHUM U 3aMHTEPECOBAHUM 3a
00J1acTH CPOAHE NPEAMETY HHTEpECOBama. Y AMjaXpPOHH]CKO] HEPCIEKTHBH HC-
Tpax<yje CTapuHy, ay TOPCTBO U MOPEKJIO HEMO3HATUX, Marbe MO3HATUX U MIO3HATHX
3amuca. Y pyKoInucHoj rpahu Tpara 3a u3Bopuma recama, MOTUBUMA, CTUXOBUMA
1 HOTHHM 3allicuMa, TIpaTu pedekcnje oBe GopMe y MHUPOKOM BPEMEHCKOM
pacrony: off cpelmber Beka, peynanHor noda, 6apoka, KIacCUIM3Ma, IpeIpOMaH-
THU3Ma, poMaHTH3Ma, 10 [IpBor cBeTcKor para.

Hberos nonpuHOC MpoyYaBamy U peBUTAITN3ANN]H OaPOKHOT IITKOJICKOT IIPKBe-
HOT MTO30pHIIITa, HAXKAJIOCT, HUje Y IOMETY IINpe CTPYYHE jaBHOCTH, Oyayhu aa je
pazioBe ca GapoOKHOM TEMaTHKOM 00jaBJbMBAO, IPETEXKHO, y [ 1achuxy Cpiicke ipa-
socaasHe ypkee. Y OBOM pajay XpOHOJIOIIKH ITPEACTaBIbaMO HETOBE OIJIE/E MpeMa
CTapyHH [PKBEHO-IIIKOJICKE OapOKHE BPCTE KOja je MPeaAMET HeroBa H3yyuaBarma.

[To3opuiray 11jasior — HajCTapUju CHEHCKU OOIHK
LPKBEHO-IIKOJICKUX urapa y XVIII Bexy

Ornen je oGjaBiber y [ 1acnuky Cpiicke upasociasne yprse 2021. roquHe.
3HavajaH je Kao pe3ysaTar IyroroHIIker HCTPAKUBaka KOje ayTOp HHje OIBOjHO
o7 uctopuje cprckor nozopuira npee nonosuHe X VIII Beka. [IpeameT ornena
je HajcTapuju mo3opuiliHU aujanor udmely marucrpa u 6orocnosa Of iwu haue
VueHu, KOjU Cy JIOHEJIN TIPBU YKpajuHCKH yunTesbi Makcum CyBOpOB U HACTaB-
Hunu Kapnosauke Oorociosuje Ha yeny ca Kozaunnckum. OBaj KpaTKy ajiu 3Ha-
YajHU IO30PHUILIHH JINjaJIor IPEHOCHIIE CY TeHEepaLfje CPIICKUX OOrocioBa yCMEHUM
nojamkeM BHUIIIE O] Beka, cBe A0k ra Kopuenuje CrankoBuh HUje HOTHO 3amucao
U cauyBao oj1 3abopasa. YIpaBo 0BOM PaHO IPEMHHYIIOM CPIICKOM KOMIIO3UTOPY
[lepuh noceehyje ornex, moBomom 190-rogummuiie CtankoBruheBa poljema.

AyTop neduHHILE TO30PHIIHE AUjAIOre TpeMa CIMYHOCTUMA Ca KIbHKEBHIM
IUjajio3uMa, ¢ 003UPOM Ha TO J1a c€ CBOJE Ha MCTY (OpMY M3JIarama — MuTamba
(8otipocu) m oaroBOpH (0tUGjettiu), a Pa3aUKYjy Ce TI0 TOME IITO CY ,,KEbIKEBHH
JMjajo3u MUCAaHU 0e3 TUPEKTHOT KOHTAKTa U BUXOBO KOPEHCIIOHANPAKE j& Y
MMMCMHUMA, TIOCJIaHULIaMa U APYTUM KEUKEBHUM U LPKBEHUM JAEJIMMa I10YEBIIN
JOLI 071 BU3AHTH]CKE EIOXE CPIICKE CBETOBHE M LIPKBEHE NCTOPH]E, TOK CE T030pHU-

1 3a oBy mpuiuky uctuuemo: ,,Ilozopuiine necme y apamckum npeacrasama CHIT-a (1861—
1914), ,,ITpBa no3opurina — [Tnau Majke rapa Yporua (Tsl, co3aaBsiii oko...) u ,,11Ine3unrep Jocud™,
objaBibeHe y: Enyuxnoiieguja Cpiickol napognot iosopuwina (1861-1986). Km. 111. Hou Can:
Cprcko HapoaHo nmo3opuiute, 2021, 17-23, 71-72, 496—497.
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LIHY AWjaJI03H, 3BAHU U pa3LIaloACiiguja Medlcgy MAatuciupom u KIupuKom, OiBU-
jajy Ty, onMax ucrpen Hac y AMPEKTHOM KOHTaKTy aBa yuecHuka™ ([Tepun 2021:
136). Bynyhu na ce mo3opuiiHy Anjano3u Be3yjy CBOJUM LPKBEHUM, OUOIIHM]CKUM
1 UCTOPUjCKHUM T€MaMa 3a CPIICKY IPAaBOCIaBHY LIPKBY, IPUPOAHO je Aa Cy U3BO-
haum Omnm GOTOCTIOBH, TOK UM je TeaTapckKa CIleHa Owila YUYHOHHWIIA WJIM HeKa
yKpallleHa IIPKBEHA calia, IJIe Ce JUjaior OJ[BHjao. Y J0CaJalllkbuM UCTOpHjaMa
CPIICKMX TO30PHILITA LPKBEHO-IIKOJICKH JUjaj031 je[Ba J1a c€ U TIOMHUIbY Kao
M3BOP 3aueTKa NPBUX 00JMKa Hallle IIO30pHUILHE yMETHOCTH, a [lepuh cmatpa na
Cy TO ,,IIpBa BpaTa CPIICKOI TeaTpa Koja 0TBapaMo KaJ JINCTAaMO XPOHUKY CPIICKE
TeaTposioruje, ¥ OHU Ce Hajla3e Ha MOYeTKY JBa CTHUIIA KEbH)KEBHOCTH, TIO30PHUIIIHE
KyJAType u IpkBeHe Kyinrypae ucropuje (I1epun 2021: 136).

Kanmaj je Kopnenuje Crankouh 6opaBuo y KapJ'IOBI_[I/IMa cpenuHoM XIX Beka,
3aIMCUBAO0 j€ HOTaMa CPIICKO HAPOIHO LPKBEHO Ojambe KapJIOBAYKOI' CBELITEH-
cTBa, Mehy kojeM je Ouiia U jeHa HEIUTYPrujcka 1pkBeHa necma — Ou mol have
yuenswiti. O0jaBHO jy je y cBoM u3namwy Cpocke Hapogte ilecMe 3ajeTHO Ca HAPOJI-
HuM niecmMama (beu, 1859) oy Op. 28, Kao ,,HapoAHY" TpaL[I/II_II/IOHaJ'IHy necMy y3
MpaTiky KJIaBHUpa, NAKO je OHa MojaHa 0e3 MKaKBe NPaTEHE, MTO je omo obnuaj u
Y ApYTHM JyXOBHHM IeCMaMa. [epuh je Ty youno )mjanor NBajy JINLA, TUTAka
KOjuMa nojail A 3aronera nuue b, neHTpanHa TeMa je HCIHUT y M0jaHOM OOMIHKY,
y Amjasory u3mely MarucTpa i KJIMpHKa KOJU Ce OZBHja PEJ ay AUTOPH]YMOM.
[Tepuh pexoHcTpyuIie okoaHOCTH U onpelyyje Bpeme kana je CrankoBuh Morao
na menorpadcku 3anuiie aujanor. Kopucrehu ce mogaTkoM U3 UCTOpHje yKpa-
JUHCKe KibrkeBHOCTH Muxanna Bosmaka, r7e je oBa necma OuJia mo3Hara, ayTop
3amaka Kako cy MHOTHU cTyaeHTH KujeBcke akanemuje ,,XOOUIN ca 3BE310M U
BEPTETIOM IO ,Z[OMOBI/IMa MajCTOpA CBHX IIeX0Ba“, U Aajbe, y ciodoaHom [lepuhe-
BOM MPEBO/Y2, HABOJU: ,,a CAMHU JaBaJIM JUAJIOTH U JAPAMHU... CTIEBaBaJH pa3He
KaHTe, IPUKA3HBAJIH MJaIOre, KOMEH]e i Tpare/uje. YUnuTeby Moesuje cy uma-
1 06aBe3y mUcaTH KOMEAMje U Tpareauje, a Apyru yuuresbu — aujanore. 1lo
CBEZOYEHY ayTOPUTATUBHOI HCTOPUKA MUTPOINOJINTA JeBreHuja, OBU paJoBU
YKpajUHCKE MUCMEHOCTH, Ka0 KOME/INje, Tpareauje, I1jajJord, KaHTH ¥ BUPLIH
pas3BUIU Cy CE Y XVII u XVII cronehy y 3anagHoj pra]I/IHI/I [I0YEB O apyre
nonoBuHe X VII Beka®. [loceOHa recma u3 Tor BpeMeHa je Eganeenicmcvka nicHs
ca IBaHAaecCT [INTaba U OIrOBOPA HA BbUX. AyTOp cMaTpa J1a je CTBApHU PO IIecMe
»gPAMCKIL T OHA HJIC Y HajcTapuju OOJIMK MO30PHUIITHUX zu/ljanora Hactao y Ku-
jeBy, Talallk0] y4eHO] NpaBocIaBHOj KujeBckoj akanemMuju, 0 Kojoj Cy cambaln
Ia ce y 0j 00pasyjy maoru cpricku moHacu n3 X VIII Bexa™ (ITepun 2021: 137).

[1nau Majke mapa Yporta, HajcTapuja cprcka Mo30pHIllHa IecMa

Pan je oGjaBiben y Iacnuxy Cpiicke tpasociaene ypkee 1976. u caapxu
HOTHH 3aIIMC Ka0 MPUJIOT MPOYyYaBamy HAjcTapUje CPIICKE MO30PHUIITHE Tecme.? Y

2 Ayrop ynyhyje Ha neno Muxania C. Boswaka: Icmopus Vipainckoi numepamypu. Kib. 2.
JIpBiB: BugaBuuirso ,,Ceit", 1994, 21-22.

3 Haxkown mrto je o6jaBuo ornen y Inacnuxy Cpiicke iipasociashe ypkee 1976, ayrop ra je
KacHHUje MPIJIaroiio moTpedama eHIUKIONeANjcKe oapeuuIe y: Enyukaoieguja Cpiickol HapogHol
wozopuwita (1861-1986). Km. 111. HoBu Cax: Cpricko HaponHo mozopumite, 2021, 71-72.
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WCTOPHjU HOBHj€ CPIICKE KILHKEBHOCTH M MO30PHUIITA TPAjHO he ocTatu crioMeH
Ha Emanywina KozaunHCKOT, pycKOT POCBETUTEIhA H ayTOPA IPBE CPIICKE KO-
cke apame Tpaegokomeguja,* Kojy Cy U3BEIU HErOBU YUCHHUIM KPajeM LIKOJICKE
1736. roquue. Y npamu je Ouiio u mecama Koje cy hamu nesanu, a Ha 1Be HaM
[epuh ckpehe nmaxmwy: Tu cozgasuj oxo, kojy je JoBan Pajuh, yuennk Kozauun-
CKOTa, YHEO Y CBOjoj ipepanu, u llpecrasna Cepbduje, Koja je 3Ha4ajHA U TT0 TOME
mTo ce Pajuh mome nHCIMpHCcao 3a cBOjy mo3HaTy niecmy /Ipuckopodoua iopauye.
[TpBa necma KozaunHckora Huje n3aspaa Behy nakmwy y KpyroBUMa UucToprudapa
KIbIKEBHOCTH, MAKO je Y Hallloj MPOLUIOCTH Ouiia 1yro no3Hara. [lesana ce kaj
rof ce JpaMa MU3BOAMIIA U CUTYPHO C€ MEBYIINIA U U3BaH APAMCKOT OKBHpA, Ca-
MOCTaJIHO, Te nparehu npemramnaBame oBe KozaunHckose necme, [lepuh ycno-
CTaBJba [1BA IEPHOJa TOKOM KOjUX CE IIecMa OfiprKalia.

On 1736, kaga ce IpBHU YT TTecMa dyJia ,,011 HEKOT fjaka KoMe je ToaeheHO
Jla Urpa yJjory napuiie Jeiene, 1o nouetka XIX Beka, oBa mecma Jyryje CBoOjy
MOITyJIAPHOCT OOroCcIOBUMA KOjH CY je ca TeHepalltje Ha FeHepalyjy Miaaux haka
u 6orocoa jeanako npeHocuna“ (Ilepun 1976: 234), Tparose BeHOj MOMyIap-
HOCTH Haja3M y: pyKOmUcHO] rpahanckoj 3aiiucnoj krouscuyu (1813), nox Hacio-
BoM ,,CeroBanuje umrnepatpuie Credana [lymana 3a cuaom jeja Yporem™, y
Cepbcrxom napognom auctiy (anipun 1837), tre je o0jaBibeHa Kao [l1auesna iiject
Hag yapem Ypowje, a nornucat je Joan Pajuhi. OBuM mtammnameM, Kako je TO
ayTop JIETIO 3ama3uo, MPocIaBJbeHa je CTOTOANIIBbULA TocTojama Ko3aunHckoBe
necMe, cMatpajyhu aa ce mecMa oapskaiia 3axBajbyjyhu Menoauju, mTo NoTKpe-
mibyje TekctoM JoBana CyOotuha.’ [lepuh Hamasu Tpara nocieameM 3aUCy
TeKCTa OBe TiecMe y Pykoiiucroj ilecmapuyu Apcenuja hupuha (1846).

Jpyru mepuoj BUTaIu3aIyje nmecMe yrephyje mpema mysukanuju Kopre-
nuja CrankoBuha, TJie je HOTHO 3anucana noj op. 5. V3 HaneB Tu cosgasuj oxo
KOMITIO3UTOP je HAalIOMEHYO Jla My je MeJIOIM]jy TIeBao BiaauKa mabdauku ['aBpuiio
KOjy je joul ,,y AETUICTBY 011 cBoje Majke cirymao (ITepun 1976: 236), u ta je 3a-
Oenemika omoryhuia ayTopy Aa U3BeAe HEKOIMKO 3aKJbydaka O IECMH 1 O lbeHOM
reBavy, JIOK je YMHECHHIIA /1A Jy je BIaJUKa CIIYIIao Of CBOje MajKe 3HadajHa ca
BHUIIIE acniekTa. Hanme, mogarak roBopu o TOMe Jia ce recMa reBasia, mopes| CTpo-
ro upkBeHux kpyrosa (J. Pajuh), mkonckux kpyrosa y KapnoBuuma, narenek-
TyasnHux kpyrosa (J. Cy6oruh), omHOCHO 11a je U3 TyXOBHHUX IpeJia3uia y cBe-
TOBHE Kpyrose. PacBeTspaBajyhu u TepuToprjaliHy IUMEH3HU]y TIECMe, ayTop
3aKJpyuyje: ,,OTan Bnaguke ['aBpuia, jamauHo jy je noHeo y bajy, a I'aBpuiio jy
je, cmyxehwu, ogHeo nasbe y Kparyjesar, [llabam, beorpan... (ITepun 1976: 236).
O camom HameBy, a mpema 3amucy Kopaennja CrankoBuha, [lepuh koncTatyje 1a
recMa MMa jacaH pyCcKH KapakTep KOjH e Y IPUJIOT MPETIOCTABIH 1A je HAICB
J100po O4yBaH, IpH YeMY je HAPOUHTO 3aHUMJIBHMB 3aBPILIETAK, OMUIBEH Y PYCKUM
Menoaujama, 1 Ja je KozaunmHcku, OCMM TeKCTa recMe, CrieBao U MEJIOH]y.

4 O6umua monorpaduja Brnacrumupa Epunha Tpaegokomeguja Emanyuna Kozauunckor
o0jaBJbeHa je ueTupu roauna kacuuje, 1980, momro je [lepuh o6jaBuo oBaj pan.

S Unanak Joana Cy6otuha ,,Heke yepre U3 NOBjecTHHIE CEPOCKOT KEbIKECTBA™, 00jaBIbeH
je y Jlewotiucy Matuuye cpiicke k. 75 (1846), 104-124.
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Opanuje PoxxgectBa XpuctoBa — BepTEICKa MIKOJICKA UTpa
n3 XVIII Beka

VY Uctopujckoj 36upun Apxusa CAHY Ilepuh je nponamao pyxonuc Opa-
yuje Poorcgeciisa Xpuciiosa Hemo3HATOT nucHa. Ped je o 1paMCKoOM TEKCTY, Bep-
TEIy, HAalIMCAHOM Ha IIPKBEHOCIOBEHCKOM je3UKY pycKe peaakuuje, Behum nemom
y CTHXY, MambuM Y IIPO3H, 1 YHje Ce BpeMe HacTaHKa Moske jgaTuparu uzmely 1733.
u 1736. ronune. TekcT caapku TpU CTpaHe, y NOTIYHOCTH UX j€ PEKOHCTPYHCao
u pesynrare 00jaBuo y 300pruxy Maiuuye cpiicke 3a cyeHcke YMEmHOCTUY U My-
suky 2010. ronune. [lepuh npeTnocrassba 1a Ou ayTop pyKomuca Morao OMTH
jenaH oz MarucTapa cjiaBeHCKO-IaTHHCKe Iikone y KapioBiauma.

VY nureparypu XVIII Beka koja ce 0JHOCH Ha UCTOPHjY CPIICKOT TeaTpa o
Bepreny Opayuje Pooicgeciisa Xpuciuosa Hema iomeHa, a [lepuh cmarpa na oBaj
BEpTell HUje OMO MO3HAT HU UCTOpUYapUMa CPIICKOTI mo3opuita, Oynyhu aa ra
HE CIIOMUIbY y CBOjUM nenuma.® Mako Huje Morao ja ycTaHOBH TayHe TOJaTKe O
Bepteny, [lepuh je nzneo cneneha 3amaxama: 1a je BepTeI HAIUMCAH 3a CPIICKE
hake, n1a je mo mopekIty cprcka peaakiivja YKpajuHCKOT BepTena, ckpaheHor aa
01 ra yUYeHHLIM U3BOJMIIN, U 2 je ayTOp CPIICKE PEeAaKIUje MOPao OUTH HEKO O
YKPajUHCKUX yuuTesba Koju cy nouutn 1733. y Kapnosue. [lpumerno je u na cy
YETHPH BEPTEIICKE IIeCME HaMEH-EHE NIeBatby, 01 KOjUX Cy IpBe JIBe Oujie Mo3Ha-
Te panuje (noHere u3 Kujesa: Cnasa 6o suwrux boiy u Lllegwe iupuje yapu), 10k
Cy ApyTe JBE IecMe CKOpO Hemo3Hare. Jlo lHMXOBUX TEKCTOBA je JI0IIa0 C IMOTe-
mkohama jep 4ak HU HareBH A0 JaHac HUCY OTKpUBeHU. [laxxkmy My je mpuByKiia
Ipyra necMa — Buidja getdja manoje, ipBu yT o0jaBibeHa kox P. ['pyjuha, natupa
usmelhy 1733. u 1736, a pykonuc je nponahen y Kapnosuuma. C 063upom Ha TO
Jla Iucal Beprena Opauuje Poorcgeciusa Xpuciiosa Ty HCTy TIECMY YHOCH Y PYKO-
niuc, [Tepuh 3akspydyje 1a 61 U caMo J1eJ10 MOTJIO J1a TIOTHYE U3 TOT 100a U 1a Ou
ayTop Morao OuTH jenan ox Maructapa: Cunecuje 3anyuku, Emanynn Kosauun-
cku, [letap [lagynoBcku unu Tpodum Knmmoscku.

[lepuh je MunIbema 1a je ayTOpcTBY OBHX Tecama Omrku KozaunHcky Ha
OCHOBY jE/IHOT JIeTalba, y UeMy ce OCJIOHHO Ha paa Munopana [lasuha 360prux
Helo3Haitol kaprosaukol maiuciupa usz 1743. iogune.” Tlepuh nosesyje norahaj
kaza je mutpononut Bukenrtuje Joanosuh, Ha nyty u3 beua, cparuo y Kap-
noBue 1735. u kana ra je KozaumHcku HO3,Z[paBI/IO MPUTOIHOM 1iecMoM [ Ipuskm-
cmeie y K0joj My Xellu ,,MHOIa JbeTa™ U yIUCYje y aKpOCTUXOBAHO] PEUCHUIN
EErOBO M€ U YCKIUK: Busaiu! W'y necmu Buitjaj geiuja manoje NOCTOJU y TIOYET-
HUM cioBuMa yrpalen uctu akpoctux: BU-B-A-T! O6jaBsbyjyhu necme HenosHaror
KapJI0BauKOI MAarucTpa ro pykonucy u3 1734. ronune, Munopaz Ilasuh je 3anucao:
,»A Tiocemba necma 30opHuka op. 31 uma akpoctux: [leiup Busaiu! Ona je nocse-
heHa o4UTIETHO HEKOj YTJIEAHO] JIMYHOCTH U BEPOBATHO je OMiIo mpeaBuleHo aa

6 C. Hlymapesuh, Iozopuwite kog Cpoa, 1939; M. Kuhosuh, Ciuapo tiosopuwine kog Cpéa,
1961; M. Tomannau, Cpiicko iosopuwiiie y Bojeogunu (1736—1868), 1953; b. C. CtojkoBuh, Cpiicko
nozopuwilie og cpegrpel gexa go mogepHot gooa, 1979.

7 Bun. ITaBuh, Musopa. ,,300pHHK HEMIO3HATOT KapiioBayKor Maructpa us 1734. ronune.”
Jesuuro damhere u iecnuuxu oonuyu. Hosu Can, 1976, 9-39.
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necmy o pa3uuky llerpa u [1ana (29. VI, [leTpoBnaH) yueHUIIH TTOIHECY, TIOZICE-
hajyhu na je To man ‘matpoHa’ TOT IBMXOBOT M BEPOBATHO MIKOJICKOT 3aIITHTHHKA..."
(ITepun 2021: 101). Iomro ucTy akpoOCTHX HAJIA3UMO U Y TIETPOBIAHCKO] OpaIliju
HETI03HATOT KapJIOBaYKOI MarucTpa n'y 0oxkuhHoj mecMu Buitja getuja manoje, llepuh
naje mpenaoct Ko3aunuckom y aytopusanuju Opayuja Poocgeciusa Xpucinuosa.

On cpenune XX Beka 0 BEPTEIY ce HHJjE MMHUCAJIO0, TIAJo je y 3abopaB ucTpa-
JKUBAE BEPTETICKE TEMATHUKE U FETOBO M3BONEHE jep, KaKo ayTop MaJbe Kake,
cMaTrpajo ce JIa je BepTen IpKBeHa MaHu]ecTaIuja, ,, U3BOp cpOoBama’ KOjH
Tpeba 3abpanom mn HenzBohemeM 3a0opaButu’ (I1EPMR 2021: 100). C 063upom
Ha TO JIa BEpTEI, BEPTEIICKE MECME M Opalije HUCY caMo JIeo IIPKBEHE UCTOPH]je
HETO JIa MPEJICTaBJbhajy KOPEHE CPIICKE KYJITYpe U 00pa3oBama, KEbUKEBHOCTH U
MY3HUKe, TeaTpOJIOTHje, CMAaTPajy Ce 3HAYajHUM T10jaBaMa CPIICKOT OApOKHOT NIPy-
mrBa. Crora ,,BepTeN ¥ BeroBO PUKA3UBAE ylla3e y caM TeMeJb CPIICKE STy XOB-
HOCTH PYCKOCJIOBEHCKOT TiepHuojia cprckor 6apoka (1726—1780/90) u mera 6u
Tpebano oonoBuTH (I1EPUR 2021: 101). Ha xpajy ornexa, ayTop aaje mperieqny
oubnmmorpadujy pagoBa o BepTemnuMa y KojuMa ce, y3 mporpaTHe CTHXOBE, Hajla-
3¢ HOTHU 3aIUCH, & Y KOHTEKCTY OBOBEKOBHUX CTYJIM]ja Bajba JOAATH H PaJ] O
Opayuju Poocgeciusa Xpuciuosa.

Beprerncka necma JoBana Pajuha na PoxaectBo XpuctoBo

[penucrasajyhu Hegen Op. 24 (1885), [lepuh je yourno 3anumibuBY boorcuh-
HY llecmy ca HOTaMa, Kojy je JoBan JoBanoBuh 3Maj mpenopy4yno CBOjUM HajMJia-
hum gurTaonuma. OBa AyXOBHA CTapOJIPEBHA MECMa UMa CBOJY KHbHIKEBHOMCTO-
PHjCKY 033 IMHY jep jy je MpBuU moMeHyo nporta Jlumutpuje PyBapary, oTkpuBiiu
BEHOr'a TIECHHKA Y JIeNTy Apxumangpuiu Josan Pajuh (1726—1801) (CpeMCKI/I Kap-
sosin, 1901). Maxo j je mecma mramnasa 1790, Ilepuh cmarpa aa je oHa Mopaiia
HAcTaTH MHOTO panuje, 1760. ronune, Majia lbeH OPUTHHATHU PYKOITUC HUJjE TIPO-
nahen. Ornent o PajuheBoj Beprernickoj necmu [lepuhi je o6jasuo y I nacnuxy Cpii-
cke upasocasne ypkee 1977. 1y \eMy je MPUIIOKUO HOTHH 3anuc. JJo0uBIIH
MEJIOIU]jY, ecMa ce TieBaJia Ha XpHCTOBO pol)ee Kao MPUToIHA HEJIUTY PrujcKa
nyxosHa iecma. Op 1790, kaja je mpBHU My T HITaMIIaH TEKCT Y NIECMapuIld, iecMa
ce, mITo je HoTupao bopueoje Mapuukosuh,® npenucuBaia u no NpuBaTHUM pPy-
KOIMCHUM TIeCMapHuIlamMa: y nmecMapHiy cpeintenuka Jopana Ilajuha (1820), y
necmapuiy u3ecHor [laena [Manajoropuha (1830), anu cy je kKacHUjE MPEHOCUITH
Y TIAHYCBAYKH YUUTEIBH.

Bpahajyhu ce my3ukanuju Kopuenuja CrankoBuha, [Tepuh je 3axipyuno aa
je Ty IpBHU Iy T HOTHO 3ab6enexena [lecma na Poocgecitso Xpucioso (1859), anu
Jla HOTHH 3aIiC HUje OMO 1mo3Hat jaBHOCTH. Tek 1885, BepoBaTHO Ha 3MmajeBy
WHUIMjaTuBY, Miaau My3udap Jopan K. bopjanoBuh Oenexxu necMy moj Hacio-
BoM ,,Ilecma Ha bokuh, Mo cTapuHCKOM CPIICKOM HameBy MOKOjHOTa JluMuTpHja
ITonoBuha, mapoxa u xkatuxetre y Combopy, 3a0efexno y HOTE U 3a JIBa riaca
ynecuo J(oBan) K. Bopjanosuh (ITepun 1977: 252). [lepuh He n3HOCH camMo jeHO

8 Bua. Mapunkosuh, bopusoje. Cpiicka ipahancka ioesuja. K. 11. Beorpan, 1966, 518—519.
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Buleme 0 mpobiemMy KojuM ce 0aBM HEero y3rpeiIHo M HeHaMeTJhHBO mojaceha Ha
HCTOPHjCKE OKOJTHOCTH, M3HOCH KOpUCHE OMorpadcke NpTe O JINYHOCTHMA, Te
omoryhaBa 1enoBuTHje caryiefiaBame TeMe. Tako Hac mojceha Ha To Ko je 6Mo
IIOMCHYTHU TTonosuh: ,,HAMECCHHK COM60pCKI/I " KaTUXeTa TaMOIIEKC YyBCHE ITPC-
napasamje, oo je jeaan of HajoOJBHUX IMO3HABAJIAIA [IEJIOKYITHOT CPIICKOT IIPKBE-
HOT HapOJHOT T0jarka npaBociasue pkee* (IIepun 1977: 252).

Ilecma na Poorcgecinieo Xpucinuoso, xojy je crieBao JoBan Pajuh, mojana ce ox
1790. u 6una mo3Hara 10 TpuaeceTHX ronnaa X X BeKka, I0Kaj je 1 00udaj BepTe-
ma 6wo mo3Hat y Hac, mTo je [lepuheB mompunoc y peBuTanu3anuju pediackcuje
BepTemna y BpeMeHy caJlallbeM, alli ,,.dUM je BepTen Kao 00nyaj 3racHyo, U OBa
rmecMa Ou ce 3a0opaBwita n1a je Huje 3abenexno JoBan JoBanosnh 3maj, kao mrTo
6u ce 3abopaBuIIO U HA HeHOT ayTopa JoBana Pajuha™ (ITepun 1977: 254).

YMOBeHiE HOT'h — TYMaU€HE jeTHOT MeCTa U3
KuBora n npukssyuenuja locureja Obpanosnha

Aytop y pany ommcyje JlocutejeBo cehame Ha CBEUaHOCT yMOBeHUje HOT
(cBemTeHO OMHUBAMLE) Ka0 00pe IPKBEHOT TpHKa3ama. Tome noaaje HoBy Tpahy
o oopeny y XVIII Bexy y KapnoBaukoj mutpononuju, y3 nparehe tekcrose. Y
IbUMa Cy Haj3aHUMJBHBH]E IIPETIIOCTaBKE O HajpaHUjuM OapoKHUM (hopmama 1o-
30pUIIHUX IJIaKaTa Ha KOjI/IMa Cy norurcaHa MMEHa YYE€CHHUKA CBEYaHOCTHU Kao U
TO JIa j& CBEYaHOCT OAUTPAHA TI0 CBUM TIpaBHIINMa IMO30pHIITHEe UTpe. Pan je 0bja-
BHO Y 300pHHUKY pajsioBa ca MmehyrapomHor Hay4gHoT ckyna /lero Jocuiueja Obpa-
gosulia 1807-2007°

Uwurajyhu JKusoiu n ipuxwyuenuja (1783) Iumurpuja O6panosuha, [lepu-
hy je maxmwy MpUBYKao OJIOMaK KOji C€ OHOCH Ha CBeJIoUYehe Miaaora hakona
Hocureja ga je mpucycTBOBaO Ymogerie Hoewv, 00MUajy KOJU CE ONPKABAO MPET
Ycekpe. Nako locuTtej HHje HaBeO TOAMHY KaJia je TO OWiio, HAaKHAIHO je TpoHaleH
3aMUC y IPKBEHOM MIPOTOKOIY MaHAaCcTHpa XOIMoOBa KOjUM ce TIoTBphyje rogmHa
— 1758, a momatax je 3abenexno Tuxomup Octojuh y crynuju Jocuiuej Oopagosuh
y Xoiiosy (1907). JIBa Beka ce hyTke mpena3uio mpeko Yuogenuje Hoi 300r ,,Hepa-
symupmBoT m3pasza‘ (I1Iepun 2008: 322), a KOjH je TOCITYKHO0 ayTOPY JIa TIOBEXKE JICTT
xpunrhancku 00m4aj ca TeatapckuM o0ukoM. OOpen je pas3iokuo y TpruMa Cer-
MEHTHMa, aHAJIM3UPajyhu Ta ¢ acTleKTa NPKBEHE TPATUIIH]E, 3aTUM y TIOTJIABJBY
oMmuBama HOTY y KapnoBaukoj mutpononuju y X VIII Beky u Kojem oBfie ocBe-
hyjemo maxxmy jep je y Be3u ca 6apokHUM n3Boh)aurMa Ha OTBOPEHOM TeaTpy, 10K
y Tpehewm moriaBiby u3HOCH peduieKkcHje 00peaa Koje je 3ama3uo y CpICKUM KibU-
JKE€BHHUM TCKCTOBUMA.

Ilepuh je yxazao Ha panujy roquny — 1745, xana je mpukasan oopes, mo3u-
Bajyhu ce na Jlumutpuja PyBapria u merose Cpiicke ciuapune (1889). Ilpema
[lepuhy, y ToM neny je 00jaBJbeHO MUPKYIAPHO MHUCMO TaJAIIHET MaKpadKor

9 Bun. [Tepuh, Bophe. ,,.YMOBeHIe HOI'D — TyMaueHwe jeqHOT MecTa U3 JKUBOTA U IIPHKIBY-
yenuja Jlocureja O6panosuha.” feno Jocuiueja Obpagosuha 1807-2007 (yp. Ayman UBanuh).
Beorpan, 2008, 321-334.
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Bianuke Codponnja JoBanoBrha KojuM MO3WBa CBEIITEHCTBO /1a J0l)e K lheMy Y
[Takpar, y cabopuu xpam. Hacnos mucma pedepuriie Ha 0OpeTHH YUH OMUBamba,
mo je [lepuhy omoryhuno na yTBpnm ia ce mpencraBa ogprxaia Ha Bennku ge-
TBpTakK U TO He camo 1745. Hero n Hapenuux ronuna: 1746, 1747. n 1750. Crimcax
CBEIITEHUX JIUIA KOja YUECTBY]Y Y 00pey Ipe/ICTaBIba HEKY BPCTY IPBE IMO30PH-
IITHE JIUCTE, TITaKara, ca IMoAeioM yiora: ,,Bianuka nakpadku Codponnje Jopa-
HOBH je y clToMeH Ha joralhaj mpama HoTy urpao yiory Hcyca, 10K je amocTose
MPUKA3HUBAJIO OKO JIBAJIECET JIYXOBHHX JIMIA U3 ETOBE eNapXHje; M0 YNHOBUMA!
er3apx, iryMaH, HAMECHHUK, JepOMOHAaX, IPOTonpe3BuTep, non 1 maructap‘ (I1epus
2008: 327).

Jom jesiHy 3aHUMJIBUBY YHEHCHUITY ayTOP OTJIe/Ia JIOBOJH Y Be3y ¢ OapOKHUM
ro3oputteM. Y [lemTu cy ce 3aaprkale mpeacTaBe cBe 10 YCKpea, a To moTBphyje
Oenemka y PysapueBom [Ipoitiokonony 0 TOME Jia Cy JIBAHAECT CBEIITEHUKA KA0
JIBaHAECT arocToia Ha Bemwku geTBpTak 1753, mocne cimyx0e ,,COTBOPIUIIH |...]
Ymueanue noi [..] na commeopernomy weatupony (1)“.10 Baspa 3ama3utu ma creHa
Ymosenuje not auje ogurpana y cabopHO]j IPKBH y CKJIOITY JIUTYPrHje HETO HAKOH
ciyx0e mpen HapoaoM, ,,Ha moceOHo carpahenoj ouan (I1Epun 2008: 239). Taj
MojIaTaK MOKa3yje Jia je TeKCT UT'PaH Mo MPaBUIMMa MMO30PUIITHAX IPUKA3amkha Kao
KpPaTKO aJIy MoceOHO CIIEHCKO JIEO.

VYCKpIbha IKOJICKA TO30pUIITHA UTpa — XPUCTOB TPo0:
0 ToguHu Upuxasuearsa u moiyhem ayiiopy XpucToB rpoo,
itosogom 200-1oguwrsuye 1820—2020.

Ornen je o6jaBiber y [ nacnuxy Cpiicke ipasocnashe ypxee 2020. Tonure.
AyTOp PEKOHCTPYHIIE TEKCT YCKPIIHE MTO30PHILHE UTPpa Xpucitios ipod, npuiia-
xyhu ¢parmeHT pykonuca HOTHOT 3amuca, OIHOCHO 3aBPILHU HareB Bockpec
Hcyc ot ipoba xoju je pexoHcTpyHcao akaaeMuk J(umutpuje Credanosunh. Ha-
TIeB TIECME je MTPOHAIIIA0, YKa3ao0 je Ha leHy MY3UYKY PEeTKOCT, a JIOIIao je 1 JI0
TeKCTa KPUTHUYKH TpHIa3ehnl ’eroBoj peKOHCTPYKIIH]H.

[IpBu ucTOpUYapy NO30pULITA TOKOM IIpBe MojioBUHE XX Beka NOKYIIaJIN
Cy Ja OATOBOpE Ha OCHOBHA UTama: KO Cy OMJINM IIPBU ayTOPH IIPBUX CLIEHCKUX
JieTia, KaJia cy ce pUKa3uBaJId HajcTapyji IO30PHUIITHNA KOMA U U KO CY OMIIH TIPBU
rnymiy. [pukymeajyhu rpal)y o Tome, Hanmu cy Ha HeoOpaheHo 1 HencTpaxke-
HO TIofIpydje cpricke Tearpoioruje. Tako ce 1871. moyeno ca oOjaBiprBamkeM HHU3A
wiaHaka y ucty [lozopuwitie Cprickor HApOTHOT MO30PHIITA (Tagamimer [pymTea
3a CHII) o mpBuM mipencTaBama 1 BUXOBUM ayTopuma. [lo3Hatu mpodecop Ho-
BOCAJICKE TMMHA3H]j€ 1 3HaJIALl LIEJIOKYITHOT CPIICKOT LIPKBEHOI HAPOAHOT I0jamka
Anexcangap Cananh 3anucao je cehama, Taga §2-roqunimer, yuutesba Bacunu-
ja Bajuha Ha mpuKasuBame cTape YCKPIIhe MO30PUITHE Urpe Xpuciuos ipoo.!!
Bacunuje bajuh je jomr kao yueHUK OCHOBHE IIKOJIE Y OBOj jeHOYMHKH UTPAO,

10 Bug. PyBapau, Tumurpuje. ,,[Iporokosion. Cpiicku Cuon 6p. 14 (15. jyn 1904), 399.
I Canpuh, Anekcanaap. ,, XpHcToB rpo0, moboxHa urpa ¢ nojameM y 1 unny. Ilozopuwitie
op. 43 (1. maj 1874), 174-175.
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T1a je TPEnpuvao TEKCT KOMaJia KOjy je YTIIaBHOM CaCTaBJbEH O AyXOBHUX JIH-
TYPrHUjCKHX Iecama Koje ce mojy Ha Backpc.

O camowm onucy panme Ilepuh cmaTpa 1a HeMa HUYEr CIIOPHOT U Jla OBaj
JETHOYMH KOMaJ| CaApXKH TMEeT MPpU30pa, TUacKaiije, MyIIKka 1 )KeHCKa JTUIa,
JIBAaHAECT arloCcToNa KOjHU je INHHUO XOp, aHhena Ha rpo0y Xpucra u 1yTKy HMcyca
Xpucrta Ha kpcry. Mnak, mpema CannnheBoM TEKCTY, HABEIEHO je€ /1a je UTPy Ha-
mmucao Jeppem Cexynuh, moxTop rutozoduje U TamanIml aBOKaT Y 3eMyHY, Kao
u 1a je koman mucan 1802. roxune.!2 To cy cropra MecTa koja Iepuh paspemiasa
OBAaKo: ,,[TOCTOJH jeIaH ApyTH AOKTOP, Jekap [ puropuje Cexynuh, xoju je )KUBEO
y HoBom Cany u xoju 6u Morao OWTH ayTOp OBE ITO30PUIITHE UTPE, alli TEK Of
1820. romuHe, Kaga Ou ce ¢ MHOTO Pa3Jiora MOTJIO IIPETIIOCTABUTH JIa j& OBa YCKPIITHa
urpa u3Begena” (ITepun 2020: 359). Y mpumnor TBpAKU 0 Ta4HOj TOAWHU, AyTOP
HABOJM J1a je ,,Xpucitiog [ po6 pBa y HU3y OHUX MO30PUIITHHX TIPEICTABA JIaBa-
HHX TI07] pyKoBoacTBOM ATtaHacuja Hukommha koje cy HajaBsbuBane ox 1825.
roguHe y yacormcy Matwutie cpricke ‘CepOckie JIbrommcn’. Ona Tamo Huje Haja-
BJbCHA, I1a ITPeMa TOME, TOJIHA FEHOT MPUKA3HMBamkha MOPa Ce€ CTABUTH Y MPeIJIo-
skeru iepuon 1820-1824. (ITepun 2020: 359). 3aTo u3HOCH pelleBaHTHE MPETIIO-
cTaBke 0 aytopy — o ap ['puropujy Cekynuhy, marpoHy ruMHa3Hje HOBOCAJICKE
Y HOBOCAJICKOM JIeKapy, O K0jeM, HHade, HHje cauyBaHO MHOTO OHOrpadcKux
ronaraka. [To3HaTo je 1a je JOKTOPCKY Te3y 00jaBHO Ha JIATHHCKOM je3uKy 1828.
TOJIMHE, a Jia OM ce, pe Hero IITO je CTeKao TUTYITY JIOKTOPa, MOTIIO MOCMaTPaTH
HETOBO aHTKOBAhE OKO MTPUKA3UBabha Urpe Xpucitos ipod. YocTaoM, 3aBplilHa,
17. mecma ,,Bockpec Ucyc ot rpoba‘“ arpudyupa ce [ puropujy Cexymnuhy, cacta-
BJbAYy M OPTaHHU3aTOPY OBE jeIHOYIHKE.

HctpaxuBameM TEKCTa M HalleBa YCKPIIHE IIKOJIICKE UT'Pe JIO JIaHaC Cy OT-
KpUBEHA TPH pa3InunTa peTKa HOTHA Oelekermna, O KOjiX Cy /1Ba 00jaBJbeHa, a
[Mepuh npunaske y oriieny jeqan 3amuc Koju 10 Tajaa Huje 6uo myOinkosan.!3

3axmyuna pasmaiuparea

3axBaspyjyhu [lepuheBom nosnaBamwy menorpadceke pykonucHe rpale, Ha-
pounto Kopuenuja Crankosuha, HoTHa rpaha ciaysku Kao IPBOKJIACaH U3BOP 3a
PEKOHCTPYKIIM]y MHOTHX TIOJIaTaKa KOjU Ce JUPEKTHO OJIHOCE Ha CPIICKO OapOKHO
MO30PUIITE ¥ KaCHUje HAIlEeBE KOjJU Cy CHIIA3HIIU Ca ITO30PHUIIE U YIIA3UIIH Y Tpa-

12 TIepuh je ykasao na je naBenena 1802. roguHa norpeiita, kao u arpudyiuja J. Cexynuhy.
Topuna 1802. u3 CanguheBor TekcTa y3umalia ce Kao IMOJa3UIITe U TAKO IMPEHOCHIIA Y KACHUJUM
panoBuma: M. Tomanan, Cpiicko iiozopuwite y Bojeogunu, 1953, 18; M. [1asuh, Hciuopuja cpiicke
bapokHe Kiwudicesrnociu 6apoxnol goba, 1970, 271. Ornex je 00jaBibeH Mpe YSTUPH FOAMHE, T10-
BogoM 200-roaummbHIe 01 H3Bohema OBe YCKPIIIHhe IKOJICKE UTPe, Ha 1ITa pedepulire HoIHACITIOB
oBor [lepuheBor ornexna.

13 To cy cnenehu menorpadceku 3amnucu, HaBeaenu y Gpycaoru 6p. 7 IlepuheBor ornena, a
MU HX OBJIE H3BOPHO MPEHOCUMO Py MPerieqHOCTH: ,,1. Henosnaru. Bockpec Hcyc ot ipoba.
Inacuux Cpiicke iipasocnasne ypxree, 1977, 2. H. bapauxu. Cpiicko HapogHo ypreeno iiojarve. Kpa-
ryjesait, 2000: 25; 3. Henosnatu. Ciuapa ruinypiuja. Apxus 3anatiujckor [1/1 y 3emyHy npu 1[pKBU
Cs. Huxonaja, u3Ha 1 cadyBaHe aJITCKe JACOHHUIIE J0MKcao Boaehu compaHcku riiac akageMuk J{u-
mutpuje Credpanouh™ (ITepun 2020: 360).
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hancke nmecmapuiie. Menorpad)cku 3armmcy ¢y TpOBOKaTHBHA My3HUYKa PYKOIIHCHA
6nara Mysuxomnomkor nactutyta CAHY n Apxusa CAHY u 3axTeBana 6u omnce-
YKHA HCTpaKUBarba Ha KOja OM HajITo3BaHM)1 OWIIH CTYIEHTH MY3HYKHX aKaJieMHja,
CpIICKE KIbMKEBHOCTH 1 je3UKa, ICTOPHj€ YMETHOCTH, TeaTpoJIOTH]e, jep OBaKBU
3aIMCH 3aUPy Y TOAPYUje CPIICKUX TecaMa, rpal)aHCKuX U APYTUX BapHjaHTH
HaTieBa U OJTHOCE ce Ha MOJIpyUje CPIICKHX Iecama Koje Cy ce MOTJie IeBaTh 1 Ha
CPIICKO] TIO30PHUIIH 1 KOj€ Cy JIOPHHOCHIIE TIOMYJIAPHOCTH MIO30PUIITHAX KOMAJIa.

[NomaTak o IpBOM CPIICKOM TTO30pUIITHOM aujanory Oj iuu haye yuenu 3Ha-
YajaH je He caMo 3a ICTOPHjaT Tearpa Hero 1 3a paHe IIKOJICKE KIbHKEBHOCTH, J0-
MUpe 0 MOe3Hje U MY3HKE U MOXKE Ce MOCMATPATH U Kao MOYEeTaK PYTHX YMET-
HOCTH y cprickoj Kyntypu. Kopucrehn ce mocpeiHIM W3BOpHUMa ca U3PaKEHUM
ocehajeM 3a HayuHy 00aBe3y, [lepuh je pa3perraBao kbydHEe TIOJATKE V BE3H ca
0apOKHMM HalleBUMa M IPAMCKHUM MTO30PHIITHUM JIHjajoroM. 3aciIy’KaH je IITo je
Inau Majke yapa Ypowa, 3acaj, HajcTapuja TESKCTOBHO MO3HATa a HOTHO 3a0e-
JIeXKEeHA TTecMa UCTOPH]CKO-TIAaTPHOTCKOT canpikaja, a Kojy je cauyBao Kopuenuje
Cranxosuh. Otkpuhe Beprena Opayuje Pooicgeciusa Xpucitiosa Hemio3HaTOTa
ayTopa ynyhyje Ha HOBa UCTpaXMBama UCTOpHje cprckux Beprena X VIII Beka.
Kao xynaTypHo-uctopujcko 100po, BepTer je mpenymTe 3adopasy, o 1940-ux
rograa XX BeKa JI0 TaHaC HHUje TMpEIITaMIlaH HAjeJaH TakaB TeKCT, HUTH je Oll-
urpana npezacrtasa, u llepuh je Ty y mpaBy kajia je ped 0 0OHaBIbaY BEPTEIICKUX
urapa, ajii ¢ TUM Yy Be3u HaMmehe ce muTame Kako Ja ce OapoKHE UTpe TTOHOBO
ycene y mamheme caBpeMeHOT IIIeaola.

ITocmaTpajyhu yKymHY €BpOIICKY CIIEHCKO-YMETHHYKY MPONYKIH]y KaKkBa
ce JielieHrjamMa yHa3aJ] HeTyje, CaBpeMEHH YOBEK 3a1aIHOCBPOIICKE MTOCTPAMCKe
MMO30PHUIITHE YMETHOCTH IIeHH TakBe norahaje kao oxjexe OapokHe ernoxe, y mpu-
JINITA j€ Ja CBEIOYM HAITMOHATHO] OAIITHHY y HECBAKUIAIITHUM MTPOCTOPHUMA!
CpetbOBEKOBHHM MaHACTUPUMA, KaTepaiama, Ha JICTHHM MO30pHHUIIAMa, Y aM(u-
tTearpuMa. J{eo Hammer KynTypHOT Hacieha je u HemaTepujarHa OamTHa Koja ce,
cynehu o ornennma, 3aHemMapyje u 3adopasiba. [lepuh aktyenmsyje cpricky Oa-
POKHY MO30pHIITY OAINTHHY, I1a U MoKpehe Ha MUTama: Kako MpoOyauTH MoTpedy
CaBPEMEHHKA 32 CTBAPAJIAIITBOM CPIICKOT 0apoKa, KaKo MPEJACTABUTH cajipiKaje
Y BPEIHOCTH NIKOJICKMX UTapa, BepTerna, YCKPIIHUX KoMaaa, KaKo 0KUBETH
YMETHUYKY cOppy eroxe U yUUHUTH je TPIMaMIbHBOM YKYCY CaBPEMEHHKA. AKO
je 6apok noba 3a koje MemakoBuh Beu 11a je TIOYeTaK MOICPHOT BPEMEHA M HaIlH-
OHAITHOT TTOCTOjarka, OATOBOPH € MOTY HahM y peBUTAIN3AIHjH €CTETCKE, KIbH-
KEBHOYMETHUYKE U KYJITYPOJIONIKE BPEJTHOCTH, (bUXOBO] CHHKPETUYHOCTH H
HEOOWYHHM CIIOjeBMa YMETHOCTH Ca 3aHATHMa, BEIITHHAMA, KOCTUMHUMAa ET0Xe,
n3noxk6ama u Jip. KapHeBanmu3anmjcko 0KUBIhaBAE EII0XE Y PEATTHOM OKPYIKCHY,
y Cpemcknm Kapmosrimma, 6mao O6M caMo HAroBeIliTaj 1a ce o 6apoky Tpebda
MPAaKTHYHO pa3MUILIbaTh. Mako cy micaHe IpKBEHOCIOBEHCKUM U PYCKOCIOBEH-
CKHM j€3UKOM U FhIXOBHUM peaKilfjama, Cpricke 0apoKHe TIO30PHIIHE UTPE MOTJIC
OV ce yYMHUTH 3aHUMJbUBUM HAIIEM TIOCTPAMCKOM TIIEJIA0ITy, aKO ce Y HECBaKH-
JAIIHEM PEXHUjCKOM KJbYUY U Y TPUXBATI/FIBOj MEPH j€3MUKH MTPUIIAro/ie CaBpe-
MEHO] HOPMH CPIICKOTa je3HKa, Y OHOj MEPH KOJTMKO CE OTOBOPHO HHTEPIIPETHPA]Y
[llexcrimpoBa nena nanac y bpuranuju.
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Ivana Ili¢ Ki$§
The sample texts by Dorde D. Peri¢ about the baroque school theatre
Summary

The subject of our review are six sample texts by Porde D. Peri¢: The Cry of Em-
peror Uros’s Mother, the oldest theater song (1976), Theatrical Dialogue, the oldest
stage form of church-school plays in the 18" century (2021), Orations of the Nativity of
Christ, the Vertep school play from the 18" century (2010), Vertep’s song by Jovan Raji¢
on The Nativity of Christ (1977), Umovenije nog, an interpretation of particulary part
from the Zivot i prikljucenija of Dositej Obradovi¢ (2007) and The Easter school play
Christ’s Grave (2020). The tekts are significant for the periodization of our pre-theatre
history and they are valuable additions to the research work of this author. Peri¢ consi-
stently deals with the study of intangible treasures, sung songs, which he reconstructs on
the basis of sheet music, treating them in a complete dimension — the text and the accom-
panying melody. The texts confirm the complexity of the research of baroque church-
school plays, essential for the revitalization of pre-theatre history as well as the period
from the beginning of the establishment the first professional theatre in the Serbs, in 1861,
today’s Serbian National Theatre. In his sample texts, he tried to reconstruct the songs
using the melographic records of Kornelije Stankovié, examined their reflections and
determined the age of the tunes, whose origins belong to the Serbian Baroque. Three
short plays were presented on the Serbian stage: two theatre plays were created in the
Baroque — Vertep (1728/1762) and Umovenije nog (1745), and the third, Christ’s Tomb
(1820) in the pre-romantic period. Peri¢ calls these plays a theatre trilogy, which form
the basis of the history of Serbian theatre, and belong to a forgotten tradition.

Keywords: Porde D. Peri¢, baroque school theatre, verteps, theatre songs, Serbian
National Theatre, Kornelije Stankovic.
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[KATAJIMH M., KANY]

npod. emeputa Punoszodckor pakynrera y Hosom Cany

AP JIAJOUI KHUIll, ,,bOI'OM TAHU YMETHHK*

CAXETAK: [Ip Jlajoma Kua ucropuja My3uke maMTH Ipe CBera Kao €THOMY3HKO-
JIOTa ¥ Kao capa/iHUKa CBETCKH TI03HATOT U PU3HATOT KOMIIO3UTOpa ¥ My3UKoJora 3o1TaHa
Konaspa, meh)yTum, HHKO ce HHje 6aBHO HErOBUM pajioM n3Mel)y 1Ba cBeTCKa para y mbero-
BOM pozxHoM rpany Combopy, rie je nenosao uzmelhy 1926. u 1939. roguse, npe csera Kao
JIUPUTEHT, XopoBoha 1 Kao AMPEKTop U neaaror Mysuuke mmkode. 3axBasbyjyhu memy, y To
Bpeme y Combopy je nsrpaljeH KOHTHHYHpPAHHU MY3HYKH )KHBOT BUCOKOT HMBOA, KOjU HUjE
010 ypyIIeH HU IBerOBUM OJIJIACKOM M3 Tpajia. PasHoBpcHoOCT enama ap Jlajoma Kuma y
ComO0opy orJjiesa ce mpe cBera y \heroBoM MeIaroukoM 1 JHPUTeHTCKOM paay y OKBUPHMa
My3u4Ke IKoJIe, 0THOCHO AMAaTEepPCKOT OPKECTpa.

KJbYYHE PEYMN: Jlajour Kurr, ntupurent, xopoBoha, My3U4KH Iearor.

Malapcka Hayuna jaBHocT Oenexu ap Jlajoma Kuma (Kiss Lajos) mpe cse-
ra Kao €THOMY3HKOJIOTa, Ka0 CBECTPAHOT CapaHUKa CBETCKH ITO3HATOT M MPHU3HA-
tor My3ukoJiora 3ositana Konassa (Kodaly Zoltan), mehytum, Huko ce Huje 6aBHO
HETOBUM PajioM u3Mel)y JBa CBETCKa para U TO y HeroBOM poiHOM rpaay, Com-
oopy, rae je aenoao usmehy 1926. u 1939. rogune, npe cBera Kao JUPUIEHT,
XxopoBoha 1 Kao TUPEKTOp U nexaror My3udke IKoje. YCIyT je cakymnuo Oau3y
20.000 U3BOPHHUX HAPOAHHX IecaMa, MITO MahapCKuX, MITO CPIICKUX, XPBATCKHUX,
Oyrapckux, pyMyHCKUX U TypcKux. IbiuxoBy JieTajbHy 00paay 3aro4eo je HaKoH
3aBpiieTka J[pyror cBeTCKor pata, Kajia ce Ipecesino ca mopoauioM y Mahapcky,
te je mocie 1950. moctao HayuHu capaguuk Mahapcke akagemuje (Magyar
Tudomanyos Akadémia). [IpocnaBuo ce, uzmely ocraor, u Kao ypeJHUK aka-
JIEMCKHX €THOMY3HKOJIOMIKUX H3/1akha.

Jenan neo cakymbeHe rpahe u3 comOopcKor nepuoja 06jaBuo je Kao MpBH
TOM CepHjaJia o Ha3uBoM HM36opHe Hapoghe tiecme Mahapa y Jyiocrasuju (4
Jugoszlaviaia Magyar Népzene Tdra) Tek HakOH meroe cMpt 1982, rogune
WuctuTyT 32 Mahapcku je3uK, KEbMIKEBHOCT M XYHIapOJIOIIKa HCTPAKUBAKA Y
Hoom Cany (A Magyar Nyelv, Irodalom és Hungarologiai Kutatasok Intézete).
Hpyru Tom je nzamao u3 mramie 1984. roquue, a npupeania ra je eTHOMy3UKO-
nor Auuko bonop (Bodor Aniko).

Hp Jlajorr Kumn (Com6bop, 14. mapT 1900. — byaumnerra, 8. maj 1982) HakoH
3aBplIeTKa My3UYKHX CTYAMja Ha BuCOKOIIKOICKO] My3HUKO] akajeMuju y by-
JIUMITCIIITH, TJIC je rapaJiesiHo cTyaupao duiiozodujy Ha Gaxynrery Ersent Jlopan
(E6tvos Lorand Tudomanyegyetem), o0OpaHUBIIN U JOKTOPCKY JHCEPTAIU]y U3
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€CTETHKE, BPaTHO CE Y CBOj POJIHU I'paJl, U 0JIMax OMO IMOCTABJHEH 32 IUPEKTOPA
Mysuuke mrkone. Ha Toj ¢hyHKIHjU je 0CTao CBE IO CBOT ojjiacka y beorpan,
centemOpa 1939. rogune, rie je 610 MO3BaH M MOCTABJBEH 3a MPBOT TUPHUTEHTA
AxaneMckor xopa Jyrocnasuje, Te 32 3aMeHUKa qupekTopa My3udke MIKoie
»CtaukoBuh®. Jlupexkropcko mecto y ComO0py je mpumano meroBom opary, Ja-
wvomry Kumy (Kiss Janos), BpcHOM NHjaHUCTH B OPTyJbalry.

Haxon 6ombapaoBama beorpana, np Kumr je 61o ocTaBibeH 32 JUPEKTOPA
u nupurenta Mysuukor koa3zepBatoprja y Hosom Cany ox 1941. ronune. Kpajem
1944. ronuue, npecenuBmu ce y Mahapcky, xxuBeo je y bepy (Gyor). Pagmo je
Kao ynpasuTesb JIpxkasHor kon3epsatopuja (Allami Konzervatorium) u 6uo je
IupHuTeHT Tpajcke ¢rnxapmonuje (Gyori Filharmoniai Zenekar).

Bopasak np Jlajorra Kumra y Com00py mpeicTaBiba jeqaH BeoMa II0I0TBO-
paH ¥ 3HaudajaH MEPHO Y BEeTOBOj Mpo(eCHOHATHO] KapHjepH, a YjeaHO U y My-
3WYKOM KMBOTY I'pajia y KOHTEKCTY yTeMeJbHBarba U 00JMKOBamha Pa3HOBPCHOCTH
MY3WUYKUX 30uBama. 3axBasbyjyhn memy, n3rpal)eH je KOHTHHYHpPaHU MY3UIKHI
YKUBOT BHCOKOT HBOA, KOjU HUje OO yPYIIEH HU FETOBUM OJIJITACKOM U3 Tpajia.
Uaxk HU paTHH BUXOp HHUj€ HaHEO MTeTy Beh MOCTUTHYTOM, IITO JI0Ka3yje 1 3Ha-
4aj AeNaTHOCTH 3HAMEHUTOT My3H4apa y Apyroj monoBuHn XX Beka, Jlymana
Tp6ojesuha, koju je 1961. ronnne yctanoBno CoMO0pcke My3UdKe BEUIEPH.

BumeBpcuocT nenama ap Jlajoma Kuma y Com6opy orniena ce, mpe cBera,
Y BETOBOM IICAArOmKOM U JUPUTCHTCKOM pany. YSFPCII, BCroBa ITUPUTCHTCKA
Kapujepa je Tpajana ce A0 1958. rogmHe, HAKOH Yera ce y MOTITYHOCTH MTOCBETHO
€THOMY3HKOJIONTKUM HAYYHUM UCTPAKUBAIMa U YPETHUYKOM pady mpu Aka-
JIeMHjH. JeaHd of] lerOBUX MOCTCIBIX JUPUTEHTCKUX HAacTyMa 0mo je y Capajesy,
KaJa je u3BeneHo aeio 3ontana Konassa Psalmus Hungaricus, ¥ TO Ha CpIICKOXpBAT-
CKOM jEe3UKY y3 CyIeloBame 3ajenamakor xopa Pangmo CapajeBa u Onepe.

Caecrtpana my3udka aenatHocT aAp Jlajomra Kuma y Com6opy msmel)y nBa
CBETCKa paTa Jocaja Huje Ouia ucTpaxkeHa. Yak HU KpaTKu uctopujar Mysndke
mkone ,,Ilerap KomoBuh™ He caapku momgaTak o TOME Kako je OH OO TUPEKTOP
Te 00pa3oBHe ycTaHoBe, n3mehy 1926. u 1939. rogune.

Hberos memaromiku U TUPUTEHTCKHU paj Ce OABHja0 y OKBHpHMa My3nuUKe
IKoJIe, OMHOCHO AMartepckor opkectpa (Miikedveld Zenekar) ocnHoBanor Ha mipe-
kpetaunu 1918/19. rogune, y cynenoBamy MocTaBbamka Ha CIIEHY TPAJICKOT Tea-
Tpa My3WYKe TIpeAcTaBe Ha MaljapcKoM je3uKYy, 3ajeTHO ca T3B. CIICHCKUM PEIU-
TeJhEM, OIIEM 3HAMEHHUTOT CPIICKOT IHCIIA jeBpejcKor mopekia bopha Jleboruha,
ITanmom Jle6oBuhem (Lebovics Pal), u kopeorpadom I'ezom Jlanmayom (Landau
Géza). Mehytum, 3eMasbcKy ciaBy y KpasbeBHHM JyTOCIaBHjU CTEKAO j€ K0 TIPBHU
TUPUTEHT/X0poBoha 3ApyKEHUX COMOOPCKHX, CPIICKUX B Mal)apCKuX XOpoBa Moj
nmenoM ,,JIp Jlaza Koctuh®, y unjem cy cactaBy 6unu Cpricku mpaBOCIaBHU
npkBeHu Xop, Cprcku 3aHaTIH]CKH X0p, Mahapcku 3anaTimjcku xop (Magyar
Iparos Dalarda) u I'pahancku xop mahapcke xacune (Magyar Kaszino Egyleti
Dalarda). Y3 To, cBuM Ba)XHHjUM HACTYITMMA ITPABOCIABHOT IIPKBEHOT XOPa YBEK j&
nupurosao ap Jlajom Kum. YmpaBo Te 1Be lerose BeoMa JeI0TBOPHE U yCIIeITHE
JIEJIATHOCTH Cy Pe3yJITHpalic lerOBUM MOCTAaBJhAHEM 32 TJIABHOT JINPUTCHTA
Axanemckor xopa Jyrociasuje, cenmremopa 1939. ronune.
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HeroB pax y comO0pckoj My3WdKO]j IIIKOJM HHjE TIOIPa3yMeBao caMo Bole-
€ Te KYJITYPOJIOIIKHY BaykHe HHCTUTYLHje. Kao mpodecop, oH je yBeo u mpakcy
KOHIIEPTHHUX HACTyIa yUYeHHKa T¢ 00pa30BHE YCTAHOBE Ha KPajy CBaKe ILIKOJICKE
TOIMHE, IITO je COMOOPCKO rpaljaHcTBo BeomMa J00p0 MPUXBATHIIO.

Banmaprujcku nuct I nac rapoga o6jaBuo je 24. aBrycta 1929. ronnne — mto
je yunnmo u mahjapcku muct Baukau yjwai (Bacskai Ujsdg) 31. MapTa — nozyske
caonmremne o Tome aa he ce y mpoctopujama CpIicKOT HPKBEHOT NEBAYKOT IPY-
mTBa o1 1. centeMOpa OTBOPUTH ,,je[IHA HOBA My3HYKa IIKOJIA“, Takohe MmoJ| pyKo-
BozacTBOoM Ap Jlajorra Kumra, tie he ce oOpa3zoBaty, y MUJby CTHIIAHA TEOPH)CKOT
1 IPAaKTUYHOT 3Hama, Oyayhu 4JaHOBY LPKBEHOI X0pa. YIUCHUHA j€ U3HOCHIIA
30 nunapa, a mkonapuna 160 wim 220 1uHapa y 3aBUCHOCTH OJf Tora Aa Jiu je hak
noxahao meceuno 8 unu 12 yacosa. [lonasHunm oBe mKose cy Takohe UMaIu
JaBHH HACTYTI KpajeM IIIKOJICKE TOJNHE, Ha BEIMKO 3a710B0oJbCTBO Comboparia.

[la 6u ce umao yBua y cBecTpany aenatHoct Ap Jlajoma Kuma y Tom Tpunae-
CTOTOIMIIEEM Pajy, HaBemheMo HEKOJIMKO BaXKHUX MY3HUKUX MaHHpecTanuja
He camo y rpany ComOopy Beh u mmpe. Jluct [ 1ac Hapoga MOCBETHO je UcLpIaH
npukas 5. u 12. mapTa 1932. roguHe HeCBaKUANIHO] MY3HIK0] Tpupendn y Com-
00py — AMaTepcKu OpKecTap yHoTIyHhEeH 4JIaHOBUMa MECHOT BOJHUYKOT AyBady-
KOT OpKecTpa, Te 3Py KEHH CPIICKU U Mal)apcku XxopoBH noj BohcTBoM Ap Kua,
u3Benu cy MonaptoB Pexsujem (Mozart, Requiem). [Ipema ca3zHamwy M3BeIITaya,
0BO U3BOlewmE je OmIto pBo y Tagammoj KpasseBuau Jyrocmasuju. [lopen opke-
CTpa M XOpOBa U3BEILTAj CIOMUIbE U yuemrhe koHuepTMajcTopa JoBana Yajosua,
Kao M conpaHucTKumba rocnohe DBypumuh u rocnohe Kenep (Kellerné), anra
rocrohy Bupcr (Wiirst), Te TeHopa MinrBana Xpadosckor (Hrabovszky Istvan)
n 6aca Cserosapa KporunHa.

C 003upoM Ha BETMKO HHTEPECOBAbE, KOHIEPT je UMao JBa u3Bohema, 20.
u 21. mapta 1932, y Benmkoj casnn Cokonckor goMa. Y Kirkapu Munusoja Kapa-
kaieBrha Koja ce Haja3uiia y 3rpaju Hekanaume [lanate MHpopo — cpyieHe
300r m3rpanme Podue kyhe beorpan — mopen yna3auiia, 3anHTEPECOBAHU Cy MOTITH
KYIIUTH U IPOrPaMCKy CBECKY, Kako O mTo 0oJbe pazymenu To pemek-zeno. Ilo-
cTaJa je mpakca Jia ce, IpHJINKOM U3Boherha 3aXTEBHUJUX MY3HUKHUX JeJIa, OMO-
ryh¥ KOHILIEPTHO] MyOIUIY IPUITUKA J]a TyTeM MPOrPaMCKUX CBe3aKa MITO 00Jbe
MPOHUKHE Y CYIITHHY U3BEICHUX JeTa.

W3Bemray nucta [ nac napoga ©Mao je caMo pedn oXBajie I0OBOIOM H3BO-
hemwa Mouaprosor Pexsujema, koucraryjyhu 3a ap Kuma:

Ja Huje mera 6miio oBaj ce KoHiepar y Com0opy yomiite He 01 MOrao mnpu-
peautu. Ap Kuur je 6orom gaHu yMETHUK, My3H4ap O pace, TEMEJbHO CIIPEMaH,
y IIYHO] MepH cIoco0aH J1a ay TOPUTATUBHO HHTEPIIPETHUIIIEC U HAj3aMPIICHH]ja MY-
3u4Ka zena. llopen Tora enepruuaH, BpeiaH U IIyH YEIUYHE BOJbE U U3APKUBOCTH.
HberoBa nupureHTCKa Najria je CyBepeHo roCloiapuiia Hal LeIUM aHCaMOJIOM U
U3BYKJIA je U3 Iera cBe IITO Ce U3 OBAKBOI' aHCaMOJla YOIIITE MOXKE J1a U3BYYeE.
Janac je np Kumr npBokiacHu (pakTop y My3WYKOM KMBOTY Halllera rpaja, Koju
ce He caMo Ja He Mok’ o0uhn, Hero 0e3 Kora ce yOormTe Hall My3HYKH KHBOT He
J1a HA 3aMHCIIHUTH.
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Jlasee je m3BemTay KOHCTATOBAO KAKO ,,32j6AHUYKH PajJ U KOHIICHTPUCAHE
CBUX HAIIMX KYJITYPHHUX H JAPYIITBEHUX CHAara je HeoclopHa rmorpeda 3a 1ajbu
37paB pa3BUTaK U HaIIpeAaK Haller rpaja‘.

KomemopatnBHU KOHIIEPT ¥ 3HAK cehama Ha yOMjeHOT Kpajba AJIeKcaHapa
y Benukoj caiau Cokosckor qoMa m3BeneH je 24. maprta 1935, ronqune. buo je To
takole jenan 3axrTeBaH mojyxsar. MicToBpeMeHO ciyku 3a MpUMep U MOTKpe-
TJbyje MPETXOIHO ITUTHPAHY KOHCTATAIH]y O 0JaroTBOPHOCTH 3aj€THUUYKOT paja
Ha TUTaHYy My3WYKe YMETHOCTH Y HHTEPECY TOCTH3amba IITO U3BAHPETHUJUX pe-
3yJTara, Kaja ce pagau o u3Bohemy 1 HajKOMITMKOBAHUJUX MY3HYKHUX JIeja.

INomenyTtn xouuepT y Combopy je Omo 3ajeTHHYKH HACTYII 0OCaM XOpOBa:
3IpyXKEeHa YSTHPU coMOOopcka Xxopa rmox umeHoM ,, [lp Jlaza Koctuh*, cyboTnuku
xop ,,I' panmgap®, ocujeukn ,,llITpocmajep* (Strossmayer), BUHKOBauKka ,,Buma™ u
3aHaTiujcku xop u3 Kyne. lupurent je 6uo np Jlajomr Kum. [Ipunnkom u3Bol)e-
wa theciu cejaii Moxparsues n Co cejaiuumu, 1€ Bjeunaja ilamjaiu BUHAYKOT,
TPUCTOWIAHUM MEIIOBUTUM XOPOM je Takohe mupurosao np Kumr. Hberosa 3aciy-
ra je 6ma u mpe3eHToBame jenHor nena Kepyounujeror Pexgujema (Cherubini,
Requiem).

CoM0Oopckr AMaTepcKu OpKecTap je ocea0Bao BeoMa pa3HOBPCTAH pernep-
toap. M3Bohena cy nema Momapta, berosena, Baruepa, Joxana Cebactujana baxa,
Opanma Jlucra, lllonena, lly6epTa, lllymana, bpamca, /IBopxaka, CmeTtane,
Pumckor Kopcakosa utn. Mecta n3Bohema cy 6mia Beh ciomenyTa Belnka caja
Coxkosckor moma, cBeuaHa cana I'pancke kyhe, Te mpaBocinaBHa I[pkBa Ceetor
‘Bopha u kapmenmhancka KaToaUYKa IIPKBA.

On moueTka TpuaeceTuX roguHa XX BeKa, MPUINKOM H3BOhema Haj3aXTeB-
HI/IjI/IX MY3UYKUX A€jia 04 CTpaHEC IMPaBOCIIaBHOI' HPKBCHOT XOpa, JUPUTCHTCKa
rmaymIa je yBek npunagana ap Jlajonry Kumry.

3HavajHN MY3UYKH jyOnieju ounu cy takole oOeneskeHr U3BPCHUM KOHIIep-
tuma. Y anpuiry 1935. ronune, moBoJoM BajeceT roguHa ox cMptu CteBaHa
MoxkparsIia, MpaBOCIaBHY IIPKBEHU XOP je ¥ cBeuaHoj canm I pajcke kyhe u3Beo,
m3melyy octanor, VIIIL, X, XII u XV pykoser, kojuma je nupurosao ap Kumr. Ce-
hame Ha CmeTany u J[Boprkaka je 00eIeskeHO KOHIIEPTOM y UCTOj cand 31. Maja
1934. rogune. I1pe HacTyma uzBohada, ap Jora Jlanomesuh, mpencerHuK XOpcKor
OKpyTa, OJ[P’KA0 je MpellaBamke O JIBOJUIIA KOMIIO3UTOPA, HAKOH Yera ¢y HacTy-
aJIM YWIAHOBU AMaTEpPCKOr OPKECTpa ca BpCHUM cosiucTuMa. buiu ¢y To AHTan
Pycmwax (Rusznyak Antal), Cranoje Jlanomesuh u Opat nupurenta Janomr Kurn
Ha kiaBupy, Te Kopuen bemau (Benyacs Kornél) u Jopan Yajosar, Bnonuna. /{u-
purest je 6uo ap Kumr.

Jenan on HajBehux momyxBara OBOT M3BAaHPEIHOT MY3WUKOT CTPYUrhaKa je
O¥O0 HETOBO aKTHBHO YUECTBOBAILE Y OPraHU30BaAbY IIPOCIIaBE MTOBOIOM jyOmIIeja
IIpaBoCIaBHOT IIpKBeHOT Xopa CBetor Hopha, koju je 1931. ronumHe cnaBro CBOje
Ie3€CEeTOTOINII e TIocTojame, u To 30. u 31. maja u 1. jyna. O TponHEBHO] Ma-
HU(DECTAM]U Cy AETaJbHO MU3BENITABAIN MECHU U CPIICKH U MahapcKu TMCTOBH
(Bdcskai Ujsag, I'nac napoga), na yak u cyoorwaxku Haiino (Naplo). Ha mpociasu
Cy y9EeCTBOBAJIM XOPOBH ca CBUX cTpaHa KpaspeBune Jyrocnasuje — mux 21, u
cprckHu xop u3 Temuupapa.
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I'nac napoga je Beh 18. anpuna o6jaBuo caonmTeme MUHUCTAPCTBA CA0-
Opahaja o morogHOCTHMAa CBUMAa OHMMa KOjH Cy, KopucTehn skele3HHIKY TPeBo3,
JKEJIeNH Aa TIPUCYCTBYjYy Toj MaHu(ecTanuju. M meBaun m ydecHUIIH KOHTpeca
HMMaJly Cy TOITYCT MPUINKOM KYTIOBUHE BO3HHX KapaTa.

Inac napoga ce y Buiiie HaBpaTa 6aBUO TPOTHEBHOM IIPOCIABOM COMOOPCKOT
CprIIcKoT MPKBEHOT TIEBAYKOT ApymTBa. [IpBu Hamuc o mpunpemama jyonieja
o6jaBipeH je 10. jaryapa 1931. ronure. M3mel)y ocTasor, HOBUHE Cy U3BECTHIIC O
3amovYeTHM Mmpobdama ca qupurenToM ap Kumom, a 28. hedpyapa je 6uo odenona-
EH JIeTaJbaH Mporpam mpociase. Tama cy Ouse mocnaTe M MO3WBHUIE XOPOBHMA.
ITopen Bumre KoHIIEpaTa, OMIIO je MpeaBUhEeHO U TaKMUYeHe XopoBa. O mpucyT-
HUX, BUX IIECHACCT je TPHjaBUIIO CBOje yduemhe.

TpomHeBHIM CBEYaHOCTHMA j€ MTPHCYCTBOBAO, M3Mel)y ocTaimnx, n3aciaHnuk
kpasba np Mpunej hupuh, 6an J[yHaBcke 6aHOBUHE M €MTHCKOI OaUKH, a YjeIHO
Y TIpeCcTaBHUK MUHHCTApCTBA 32 IIPOCBETY U BEPY.

Jana 30. Maja je IIpKBEHH XOp U3BEO MECEIMa IIPUTIPEMaH CBEUaH! KOHIIEPT
o1 pykoBoaIcTBOM 1ip Kua. [Iporpam je 6mo 3aMHUIIIBEH Kao MPUKa3 Pa3BOjHOT
ITyTa BOjBOhaHCKOT XOpCKOT TIeBama. M3Benena cy nena Joana Ilauya, Kopre-
nuja Crankosuha, JlaBoprHa Jenka, Micunopa bajuha, Ilerpa Komosuha nta. Ha
OCHOBY M3BeIlITaja y HOBHHAMa, KOHIIEPT je MIOCTUTA0 BEOMa BEJIMKH yCIeX KOJI
Iy OuKe.

Enunckon 6auku je 31. Maja pemnonHe ciyxuo TuTyprujy y Lipksu Ceetor
‘Bopha, Hakon gera je Ha Tpry Ceror HBopha mHacTynmo TemumBapcku xop. Me-
CTO KOHTpeca JyrocIIoBeHCKOT caBe3a MeBavYKuX JIPYIITaBa Oniia je BeIrKa caia
I'pancke xyhe. [lonmogHeBHA MOBOPKA MECHOT BOJHUYKOT OpKecTpa je MpoIia
TJIABHOM YJIMIIOM, Ha BEJIMKY PaJioCT IPUCYTHUX rpalaHa.

Benmka caxa Cokoyickor qoMa je yBede Orra HCITyHheHa YJIaHOBIMA TaKMHU-
JapCKUX XOPOBa, TE paJ03HAJIOM ITyOJIMKOM W, HapaBHO, YWIAaHOBHMA KUPH]ja, Mel)y
KojuMa ce Hama3uo u ap Kum. Takmuamio ce y Tpu kateropuje. Ilpsa je Ouma
HajOpojHHja, a MPBO MECTO je MPHUIajo Xopy ,,JaBop™ u3 BykoBapa. Y npyroj xa-
TETOPHUjU C€ TAKMUYNO B XOp COMOOPCKUX 3aHATIIH]a, U 3ay3€0 IIPBO MECTO.

O 3Ha4ajy oBe MaHU(ECTAIIH]e U3BECTHO j& U CYOOTHUYKH THEBHHU MahapCcKu
nucT Haiino. I1o mpouieHu peropTepa JIucTa, TPOJHEBHIM COMOOPCKHAM CBEYaHO-
CTHMa je IpUCycTBOBasIo oko 1500 ydecHHKa, a CBEYaHH 3aBPITHU KOHIIEPT, KO-
juMm je nupurosao np Jlajomr Kurm, mpenocuo je u Paguo beorpan.

V apyroj nomoBuHHu oKTOOpa 1930. roguue np Kum je 6mo mMeHOBaH 3a
Bozacher mupurenTta xoposa y CoMO0py, 1 Kao TakaB, O TOT TIeprozia, OHo je Xo-
poBoha 1 IPIITMKOM CBHX BaXXHHUjUX HACTYTIA MIPABOCIABHOT IPKBEHOT X0pa. Taj
XOp je ©Mao TpH 3Ha4YajHa U BEOMa yCIellHa KOHIIEPTHA Ty TOBamka Mo 3eMJbH, 1
T0 1933, 1934. 1 1936. ronune.

VYrpasa apyxune 1933. roguHe Ha deny ca armiHAM IIPEICETHUKOM, HHXK.
Cseto3apem KpoTmHOM, TOCTOJHUM HACIETHUKOM CBOT MPETXOAHUKA Ap Joie
Jlanomesuha, cMaTpama je Kako je JOIIo BpeMe Ja ce OpTaHu3yje jeaHa TypHeja
IIPKBEHOT X0pa, KOjH ce 01O MpOCIIaBHo PHUITNKOM o0elekaBama jyoreja. Xop je,
mmel)y octanor, Hactynuo y HoBom Cany u beorpany, a m3semray / raca napoga
j€ OIIEHHO TO MPEACTaBIhAkE Kao ,,BPJIO BaXKaH JaTyM y UCTOPH)U OBE JPYIKUHE.
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JpyxuHa je ¥ OBOT ImyTa J0Ka3ajia CBOjy BHCOKY MY3HUYKY BPEIHOCT. Ycmexy
TypHEje je y BEJINKOj MEpPH JIOIIPUHEO ,,BPEAHH U CaBECHU med ApyXuHe [...] Ta-
JIEHTOBAHH My3u4ap (PUHOT, yKyca W BEJIMKOT yMETHHYKOT cMucia®, np Jlajom
Kwm, xoju je ,,mo6mo y cenumTy baHOBHHE U TPECTOHUITN TOMOBHHE KOMIUIETHO
MPU3HAKHE CBOJUX MY3MUKHUX CITIOCOOHOCTH — TBPMO j€ THCcaIl YIaHKa.

Jluct lHonuinuxa je 21. mapTa o6jaBro TekcT ap M. MunojeBrnha o kKoHIIEep-
Ty Koju je Omo n3BesnieH y KomapueBoj 3aay>kOnHN. Y CBOM MPHKa3y OH je HCTaKao
Kaxo je ,,I[pexcnHoOhHY KOHIIEPT MpeBa3uIao cBa Hallla OYeKHBama™ Te KaKo je
COMOOpCKH XOp ,,CTIOCO0aH Ja perraBa 1 BeoMa CJI0KEeHe TeXHUYKe Tpodieme.
Taxole je KOHCTaTOBAaO KaKo je Xop OO BoheH ,,JIeMUM YMETHHYKHM CMHCIIOM
on cBora meda, ap Knma®,

IIporpam je Omo cadumbeH O] My3UYKHX Jiesia 0eorpaJcKuX KOMITIO3UTOPA,
u To CreBana Mokpamia, M. Bykaparosuha, Mapunakosuha, b. Jokcumosuha,
Crt. bunnukor, Ct. Xpuctuha, M. Munojesuha u I1. CoBenckor. M3Boleme mu-
XOBUX JIeJIa je M3NCKHUBAJIO ,,M3PA3UTO MOJEpHE TEXHHKE™, TBPAHNO je MmuiojeBuh,
a mporpam je OMo CaunbEeH TaKo Ja ,,IPUKa3yje HCTOPH]CKH Pa3B0Oj XOPCKE TIECMe
y Hac®.

Jlasbe je ayTop mpHKa3a KOHCTATOBAO KaKo j€ ,,XOp OCCIIPEKOPHO PEITHO CBE
mpobiieMa Koje je UMao Ja periana, oj] jaCHUX KOHTypa MapunkoBruhese 1pkBe-
He XOMOo(OHHM]je U n3pa3uTe BHOpaHTHOCTH MOKpamk4eBOT HAIlMOHAIIHOT CTHJIA,
MPEKO HAITMOHAJIMCTUYKUX KOoMTo3unnja buandkor u JokcumoBuha 0 pasHux
npenuBa moaepue™. p Jlajom Kum je ,,Miaaam yMEeTHHK, KOjU j€ TIOKa3ao0 Jierne
MY3HKaJTHE CTIOCOOHOCTH MHTEpIpeTyjyhn BepHO HHTEHIIMjaMa ayTopa caB Ipo-
rpam. OuunrienHo je na u3Mely mera u \BeroBor 300pa MoCTOju MOTITYH CKJIa.
Taj mpucHM onHOC mea 1 HETOBUX capaTHUKA je jaAMCTBO, 1a he cpricko IpKBe-
HO TeBavyKo JpymTBo u3 ComO0Opa ocTaTH Ha BUCHHU Ha K0jOj je JaHac, u aa he
Ce jOII U /1aJbe pa3BHjaTh".

MurnojeBuh je uMao camo jenny Mary nmpumenoy. Cmatpao je aa 6u ap Kum
00sbe ypaauo ,,Kan O y M3BECHUM TPEHYIIUMA CMAaFbHO MaxX CBOT JIUPHUTEHTCKOT
recra‘“.

Combopcku [ 1ac napoga je THTUPAO U TIPUKA3 KOjH je 00jaBJbeH 22. MapTa
y JIUCTY Bpeme. AyTOp TOT TEKCTa je KOHCTATOBAO Kako Jap Kuur npurmana nuoHu-
pyMa ,,y CaBPEMEHOM jYTOCIIOBEHCKOM MY3HYKOM KHBOTY , T€ TIOCEyje ,,0yjaH
Y TIOJIETaH TeMIIepaMeHT , a KPacH ra ,,i TeKba 3a MINPOKUM JIMHUjaMa | TPH-
POIHUM AMHAMHYKUM CeHUEHHUMA. [...| IHTOHanMja Xopa HajBehnM /1e10M YrcTa,
60ja OacoBCKe OKpYyTJIa, TEHOpA U aliTa AUCKpeTHH]ja. [lox pykom TemmnepamenT-
Hor T. ap Kuria xop je pearupao mojeTHO U 3BYYHO, HAKO je KaJaKaJa BeIUKH
TEeMIIEpaMEHTHH TOJIET YTHUIIA0 J1a j€ XOP Y 3BYKY OMO Mare XOMOTEH U jeTHaYeH .
W3Bemtau ce Huje cnarao ca Op3uHOM TeMTIIa MPIIIMKOM n3Bohema XpuctuheBor
Ilyoposaukoi pexeujema kao Hu ca TyMauewmeM X1V pykoBera CteBana Mokpam-
1a. 3a compancku coso Bepe CaMOIBEHKOBE jeé UMa0 CaMO peUH TOXBaJIe.

[IpaBocaBHM coMOOpCcKH IIPKBEHHU X0p je 1934. roguHe rocToBao y XpBart-
cKkoj: y 3arpedy u y HoBoj I'pagumku. Ha peneproapy cy Ouna My3uuka aena
[letpa Komosuha, Ilepe I'otoBma, TajueBnha xao u [lanangomnymnoBa boorxcuhna
XUMHA, KOJY j€ KOMIIO3UTOP TTOCBETHO YIIPABO COMOOPCKOM 300pYy.
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CBoje Tpehe 3Ha4ajHO KOHIIEPTHO KPY>KHO ITYTOBAE XOP j€ YIPUIHIHO
kpajeM anprita 1936. ronuHe, Kako je HaBEJACHO Y HOBUHCKOM M3BEIITA]Y, ,,J1a
IyTeM IiecMe mupe Jby0as 1 OparcTBo Mehy Opahom™. Tom mpuiIHKOM je Xop oou-
mao beorpan, 3emyH, [TanueBo u [letposrpan (3pemanun). T KOHLIEPTH Cy OMIH
takole Beoma noopo mocehenn. Y 3eMyHy je xop no06mo cpedpum mexap, y [1an-
4eBy je MecHHU IIPKBEHH XOp MOKJIOHHO 300py JIOBOPOB BEHAIl U IIJIAKETY, a P
Ky v maxk. KpoTuH cy mocranu \BUXOBH MOYACHU YJIaHOBH.

Kao nupurent combopckor Amartepckor opkectpa (Milkedveld Zenekar),
np Kutr je mmMao Benuke 3aciayre y yTeMeJbUBarby U KpeHpamy My3UUKe KyIType
rpaja, Te y u3rpalhuBamy, pa3Bujamy 1 0OIHKOBamy MY3UUKOT yKyca rpahaHcTBa,
KOje je UMaJIo IPHIIMKE, MECEYHO 0ap jeHOM, Jja MPUCYCTBYjE U yKMBa y KOHIEP-
THMa, HITO KAMEPHOT, IITO BETMKOOPKECTAPCKOT KapakTepa ca conuctuma. Haj-
yemrhu roctu ¢y 6w Cranoje Jlanomesuh, knasup, MiBan Anara (Allaga Ivéan),
JoBan Yajosan u Kopraen bemau, Buonnaa. OH je OHO yjeIHO U TPBU BUOTUHUCTA
y opkectpy. bpat np Kuma Jarom Kumr je Takohe 6uo He camo 100ap HaCTaBHUK
kiaBupa Beh U cBecTpaHu yMeTHHUK. IberoBe opryspamike WHTEpIpeTanmje cy
Oniie BeoMa OMHJBEHE KOJI Ty OJTHKe.

Ha ocHoBy oBOT ()parMeHTapHOT IIPHKa3a TUPUTEHTCKOT U IIEAAroKOr paaa
ap Jlajomra Kuima moxe ce 3aKJbyYHTH /1a je FeroBa CBECTpaHa JelaTHOCT Ouiia
W3BaHpEHU TeMeJb Ha TUIaHY O)KUBJbaBamba, 00JIMKOBaba M yuBpInhuBama cBe-
CTpaHe My3UYKe KYJITYpe Y KOHTEKCTY He caMO XOPCKOT TieBama Beh 1 My3uuke
KyJAType yomnuite, 1 To He camo y ComOopy Beh u mupe. tberoso onxoheme kana
Cy y nuTamy MelyHaMoHaIH1 0JHOCH u3Mel)y /1Ba CBETCKa paTa MOXKe TOCIy-
XKUTH 32 TpuMep. OHO TOTBplyje HCTHHUTOCT TBPIABH KaKo Mel)ycOOHH 0JHOCH
romohy My3W9Ke KyJAType MOTY OMTH OTIEMEH-CHH, a PE3YJITATH 3ajeTHUIKOT
paza yBek IONPUHOCE U U3IPaIibH KBAJINTETHOT JbYICKOT )KMUBOTa. MapJbUBOCT,
BHCOKO MpodecHoHaIaH, olaH U UCTpajaH paj, Kao U Jby0aB MpemMa MY3HIH U
YOBEKY YMHOTOME CY JIOIIPUHEIH TOME Jia je centeMOpa 1939. ronune ynpaso ap
Kum 6no mocraBsbeH 3a Bopeher mupurenta AxameMckor xopa Jyrocnasuje y
Beorpany. A cBM HBeroBH JbYACKH KBAJUTETH U JaH-1aHAC — KaJla CMO CBEIOLHN
Op30M HIIIYe3aBamky HABEACHUX KBAIUTETA — MOTY HaM HOCIIYXHUTH 3a IPUMED.
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Katalin M. Kai¢
Dr. Lajos Kis — “the God-given artist”
Summary

The history of music remembers Dr. Lajos Kis$ first of all as an ethnomusicologist
and as an associate of the world-famous and recognized composer and musicologist Zoltan
Kodaly. However, no one dealt with his work between the two World wars in his home-
town of Sombor, where he worked between 1926 and 1939., primarily as a conductor,
choirmaster and as a director and pedagogue of the Music School. Thanks to him, a con-
tinuous musical life of high level was built in Sombor at that time, which had not deteri-
orated even by his departure from the city. The diversity of Dr. Lajo§ Ki§’s activities in
Sombor is reflected, first of all, in his teaching and conducting work within the framework
of the Music School, i.e. the Amateur Orchestra. In the Kingdom of Yugoslavia, he be-
came known as the first conductor/choir leader of the combined Sombor, Serbian and
Hungarian choirs under the name of “Dr. Laza Kosti¢”, which included the Serbian Ort-
hodox Church Choir, the Serbian Craftsmen’s Choir, the Hungarian Craftsmen’s Choir
and the Civic Choir of the Hungarian Meeting room. These two very effective and suc-
cessful activities led to his appointment as the chief conductor of the Academic Choir of
Yugoslavia in September 1939. Based on this fragmentary presentation of the conducting
and pedagogic work of Dr. Lajos Kis, it can be concluded that his versatile activity was an
extraordinary foundation in terms of reviving, shaping and consolidating a multifaceted
musical culture in the context of not only choral singing, but also musical culture in ge-
neral, and not only in Sombor, but also beyond. His behavior when it comes to inter-ethnic
relations between the two World wars can serve as an example. It confirms the truth of
the claims that mutual relations can be refined through musical culture, and that the result
of joint work always contributes to building a quality human life.

Keywords: Lajos Ki§, conductor, choirmaster, music pedagogue.
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UDC 012 Vauda Z.

TEOIOPA H. TPAJKOBU'h
bubnuorexap Mysukosomkor uactutyra CAHY™
Crpyunu pax — rpabha / Professional paper — data

AHOTHUPAHA BUBJINOTI' PAOUJA PAZIOBA
O 3JIATAHY BAYU

CAXETAK: V¥ pany he 6utn npencrasisena Oudianorpaduja TeKCTOBa U WiIaHaKa O
KOMITO3UTOPY, TUPUTEHTY U My3W4KOM Tefarory 3natany Bayan (1923-2010) u3 ogabpanux
oubauorpadckux uzpopa. OBaj yMEeTHUK OHO je JOCKOPO HA MaprHHAMA MY3HKOJOIIKHX
UCTpaxkuBamba. MehyTHM, BeroBa 3a0CTaBIITHHA, KOja Ce OTJie/ia y KOMIO3UIMjaMa, U PHU-
IeHTCKMM aKTHBHOCTHMA M y Pajy ca JeloM, MOCIeIBUX FoJMHA je 320Ky INIa MaXmby
ucrpaxkusada. C THM y Be3u, oBa Oubnuorpaduja Tpeda 1a foHece 30HUp CBUX J0 cajaa 00ja-
BJCHHX pasioBa 0 Bayau, y MOHOrpa)CKUM U CepHjCKUM My OIHKalijama, Kao 1 y JISKCHKO-
HHMa ¥ CHIUKJIONeArjaMa. Y BbUMa ce MOry IpoHalin BasKHH [OJIAll1, aHAJIU3E U TYMa4Ckbha
0 BaynunoM npegaHoM yMEeTHHYKO-TIEAATOIIKOM pajay Ha MoJby My3uke y Cpouju.

KJbYUYHE PEUU: 3natan Bayna, oubiunorpaduja, ouorpaduja, MoHorpadceke myosu-
Kallyje, JICKCHKOHM M CHIMKJIONEANje, My3udKa epHOInKa.

buoipaghuja 3namana Bayge

3maran Bayna pohen je y lllmapjetn (manac [lepaunne) koq Mapubopa, 14.
janyapa 1923. rogune. Bberosa mopoaniia u3HeAPHIIA je TeHEPAITHje IIPOCBETHUX
panHuKa — neny Bumnkal, koju je 610 KOMITIO3UTOD M AUPUTEHT y Bpexjy xox Jby-
ToMepa, U ora Mupka, yrnpaBHuKa mkoje y [lepaurnu. TuM myTeMm mormao je u
3maran. [1a umak, Taj myT HAUje yBeK Ono yTaban u mpujatad. [ oguHe merose Mia-
JOCTH HOCHUJIE Cy TIeUaT HEM3BECHOCTH 300T paTHUX BpeMeHa. Y HEMadKoj aKI[u-
ju pacespaBama CiioBeHaIa u3 MapuOopcke 00JIacTH IO YATaBO]j JyrocnaBuju, Ha
moueTky Jlpyror cBetckor para, 1941. ronune, Bayna je cturao y Kparyjearr.
ITyxom cpehom mpexuBeo je cTpeibame,? ajau Ta TO HHje 00ecxpabpuiio aa ce
Oopu Ha cebu CBOjcTBEH HauMH. M3 merose 0opoOe je mpou3amnrao MYyImKHA XOp
KOjH je OCHOBAO, T€ je MOYeo Ja ce 0aBM KOMIIOHOBAEM U JUPHUTOBamkeM. To ra
je ITOBEJIO 1T0 TI03HAHCTBA ca Kommo3uTopoM Mapkom TajueBuhem (1900—1984),
Koju he HaKoH 3aBpIIeTKA paTa OUTH HETOB Ipodecop Ha My3UUuKoj akaaeMHUju

* teodora.trajkovic93@gmail.com

! 3aHuMJIBHB noziaTax je 1a je Bunko Bayna 610 yunTesb My3HKe CIIOBEHAYKOM MOJICPHUCTH
Cnasky Ocrepiy (1895-1941).

2 O ToMe ce eTaJbHHje MOXKE IPOYUTATH y TeKcTy ,,IIpuya o 3natany Bayau“ y CTOJKOBUT
2011: 47-48.
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y beorpany. Hakon 3aBpmieTka cTynuja, Bayza je ycaBpimaBao mupuroBame y beay
ko Xanca Jenuneka (Hanns Jelinek) n Xanca Caposckor (Hans Swarowsky).

[Ipeno3naTipuBOCT JTHKa 31aTana Bayze yBek ce Besyje 3a [euju xop PTh-a,
Ha 4ujeM je uenry 6uo ox 1953.3 1o 1986. ronune. Y TekcToBHMa KOjH ce OaBe Je-
narnowhy /leyjer xopa, Mory ce nponahu BpeaHu nozpanu o pany 3iarana Bay-
JIe, Kao M O HeroBOj CIIOCOOHOCTH M aHI'a)KOBakby J1a jefiaH jJedju aHcamOI1 yca-
BpILH JI0 BPXYHCKOT n3Bohaukor HuBoa. [Ipumep Tora oriena ce y yuecTBOBambY
Hedjer xopa y u3Bohemy omnepe Owaubuna Ietpa Komosuha.* Takohe, Baynnna
CBECTPAHOCT carjie/iaBa ce 1y YHEHHUIIH Ja je YBEeK MOAPKaBao KoJlere KOMIIO-
3UTOpE, HE caMO Ha peunMa Beh u u3BohemeM mHUXOBUX KoMnosunuja. Ilopen
MHOTHX JIPYTHX, U3Beo je oparopujyM Hukone Xepuurome nox Ha3uBom Mectiuio
cgesugo.’ TUM MOBOJIOM, TMPUTOBAO j€ BEJIMKUM aHCAMOJIOM KOjH je OMO CaunbeH
on wianoBa OpkecTpa rapae, xopa beorpaacke omnepe, yueHrnKa KparyjeBadykux
mkona u [leujer xopa PTh-a (CtorkoBus 2011: 15). OBoMe y IpUIIOT UJIE U YU EbC-
Hu1a 112 je Bayma yuecTBoBao Ha BaxkHOM (hectuBany ,,Mysuka y Cpouju®. thera
je opranuzoBayio Yapyxkeme kommosuropa CpOuje ca 1iujbeM usBolema Jesa
CpIICKUX KoMII03uTOpa. Bayna je Ha oBom (pectuBany 1983. ronune ca Jledjum
xopom PTh-a npocnasno 40 roguHa koMmo3uTopckor paga u 30 roguHa AUPH-
roBama oBUM ancamOioMm (Hemus 1984: 108—109).

Benuxo uckyctBo y pany ca Jledjum xopom Bayna Huje ayBao camo 3a cebe.
,»,Ha 0coOeH 1 KpeaTnBaH Ha4MH CBOj€ MeJaromKko UCKycTBO Baysa je mpenocno
[IPOCBETHUM PaJHUIIIMa Ha OPOJHMM CaBeTOBAKBMMA, CEMUHApUMa U KOHT'peCH-
Ma KOJ Hac u y cBeTy. [...] 3a 30 ronuna pana ca Jleujum xopom PTh moctao je
ayTOPHUTET O KOra Cy ce paJo yUYHJIM METOAMYKH MOCTYIILH Y paly ca JeLoMm,
oborahmBameM pernepToapa xopckor m3Bohema™ (CtoskoBuh 2011: 108). Hberosa
MHCH]ja je Ouia Aa cBOja 3Hama, UCKYCTBA U Jby0aB MmpemMa My3ULU MPEHOCH Ha
HOBE T'eHepallyje, ITO F'OBOPH O aJITPYHU3MYy OBOI' yMETHHKA.

[Mopex ucTakHYTHX 3aciyTa Koje UMa Kao JUPUTECHT U MY3UUYKH TIeJaror, He
Tpeba 3aHeMapUTH HA KOMIIO3UTOPCKH omyc 3mmarana Bayne koju unan okxo 300
nena. PazyMIibrBO, Y l,eTOBOM OITyCY ITPOHAJIA3H C€ BENTMKH Opoj recaMa U Xopo-
Ba 3a geny. Cam Bayna komeHTapuiie cBojy notpedy Aa paja Ha mecMama 3a Jery
HaATpajau y CLEHCKO JeNo: ,,[e Jeyje necMme nocrajie Cy IpeTecHe, 1a je y u3Be-
CHOM TPEHYTKY UCKpcIIa noTpeda 3a 00IMKoBameM jeHor cueHckor aena‘ (Ctol-
koBUH 2011: 109). Taga je Bayna cTynno y KOHTakT ca KEHKEBHIKOM bpankom
honuhem u Hanucao onepy Jeowcesa kyha.® JInOpeTo je CAUMHUO U AOMYHUO
cnukama HoBuHap PTh-a JoBan Anekcuh. I[lopen oBe onepe, Bayna je kommnoHo-

3 U3 unanka Huue Axkcuh casuajeMo aa ce y nureparypu Mory nponahu u 1953. u 1954.
rojJiMHa Kao noyeTHe rogune Bayaunor pana ca Jleujum xopom PTh-a. Bayna y cBom M3Bemntajy
Mysuukoj nponykuuju PTE 14. anpuna 1975. HaBoau oBY ToamnHy Kao moyeTHy. [Ipema: AKsIC
2023: 107-137.

4 Peu je o usBohemwy u3 1983. rogune y okBupy 3aTBapama bemyca, a MOBOIOM CTOTOH-
msuie pohema [lerpa Komosnha. Bun. neramuuje y: Croskosus 2011: 84.

5 OBaj opaTopujyM, HalKCaH Ha CTUXOBE KIbIKEBHHIIE U MTeCHUKUIbe Mupe AneuxoBuh,
u3BeleH je 14. oktoOpa 1978. roguue, Ha TpaIULMOHAIHO]j IIPOCIABH ,,BeJIMKOT MKOJICKOT Yaca™
y Kparyjesmy.

6 Onepy je komnonoBao 1957. ronune. O usBohewmnma onepe Bua.: GRBovic 2023: 37-60.
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Bao TPHU opaTopHjyMma Koja cy mocBehena xptBama y Kparyjesuy — Jyiwpo, Ha
TEKCT CPIICKOT ¥ jJyTOCIOBEHCKOT KibrkeBHUKa [lepa 3ynia, Can um yyga uciio-
pujy u Oiisopena ijecma’, Ha TEKCTOBE XpBaTCKOT necHuka Jypa Kamrenana.
[open xopcke u cLeHCKe My3uKke, Y BaynuHoMm omycy 3HayajHO MECTO 3ay3uMa
kaMmepHa Mysuka. Ty ce usaBajajy [aciuenu I n Il 3a nyBauku kBunret, Ceance
L, I v II] 3a KIaBUPCKHU TPHOS, BHIIIE ITUKJIyCa COJIO mecama, [lokowenu ocmecu
3a COIpaH U AYBAa4KM KBUHTET, /Jujanol 3a 000y 1 BHOJIOHYENO, UTH. Bayna je
Takol)e KOMIIOHOBAO M Ha CTHXOBE M MOTHBE M3 HAPOJHE TPAJHUIIHje, Na je TaKo
HacTaJa 30upka oopaja GoIKIOpHUX MENIOUja MOA HA3UBOM 38yyu MOla 3a6uU-
uaja (PukaNovi¢ 2015: 115). Mehytum, y BayqnHoM 1IeJI0KyITHOM CTBapaialliTBy
moceOHO MECTO 3ay3MMa My3HKa 3a KJIApUHET, 11a Cy TaKo 3Ha4yajHu mwerosa Cona-
mia bpesuc v Konyepiu 3a kiapuneid u opkeciiap.’

Y3 KOMIIO3UTOPCKH, IUPUTEHTCKHU U ME€AAarouku paj, Bayna ce 6aBuo jom
W MIPOAYKIIMjOM M aparkupameM. Ha neoctpykom andymy II'TT PTh-a noBogom
50 toguna Cumghonujcrot opreciupa PTH Bayna ce ucrakao kao npoayuent (Cto-
koBuh 2011: 252), ok je Ha nBOCTpyKOoM abiymy [lecama uz wilanckol ipahanckol
paiua, ucte n3naBadke kyhe, ypaano apamxkmane 3a 28 nmecama.l® OBo cy camo
ZBa IIprMepa Koja cBeiodye o BayanHOM NpoaylIeHTCKOM paay 1 apaH)KMaHuMa,
aJIi MiX UMa joIl MHOTO. JIOOMTHHUK je MHOTHUX Harpasa, o1 KOjuX OBJIE H3ABajaMO
[oBesy Yapysxema kommnozutopa Cpouje (1981) u BykoBy Harpaay 3a >kMBOTHO
neio (1985).11 TIpemunyo je y beorpany, 4. HoBem6pa 2010. ronune. CaxpameH
je 13. HoBemOpa y Aseju 3acnykaux rpahana Ha HoBom rpo6iby y beorpany.

VY ronunm u3a Hac, 2023, obenexeHa je CTOTOAUIIKBAIA poherma 3maTaHa
Bayze, u TM moBosioM je aeBetH 0poj yaconuca Crosenuxa'? nocsehen oBom
jyounejy.!3 Paznmuunre acrekTe KMBOTa OBOT YMETHHKA 00YXBATHIIO j€ MIECT
Hay4HMX pajioBa. ¥ TUM paJOBHMa ce MOT'y IpoHahu U aHalli3e HhEeroBUX Jena,

7 Oparopujym Oweopena iijecma u3BoheH je u Ha JlyOpoBaukuM JbeTHUM Mrpama, 9. jyia
1981. ronune.

8 Ceance cy KOMIIOHOBaHe y ieprofy o 1969. 1o 1972. roguse. Y nocneamuM, KOMIO3UTOP
je 01ao0 U riaac — MeLOCOIpaH.

9 3aHUMJBHB TI0JIATAK je J1a je 0Baj KOHIEPT u3Beo aupureHT 3yomn Mexta ca Epaectom
AukyHOM Kao coirctoM 1 Cumbonujckum opkectpoM Pamno-teneBusuje beorpar, 18. janyapa 1960.
roxuHe. Jleno je u3Beneno Ha Konapiyy, Ha mpBOM KOHLIEPTY LUMKIIyca ,,MIlaan Koju 0CBajajy CBeT .

10 TTecme ca oBor gBocTpyKor andyma u3Boau Xop PTh-a mox ynpaBom Muanena Jarymira
(CrosxoBun 2011: 140).

11 Bumre o Harpaaama koje je 1oouo 3naran Bayna: Aksic 2023: 107-137.

12 Pey je nBoje3nuHOM Hacomucy koju usnajy Ounonomku paxynrer Yauusepsurera y beo-
rpany u HanoHanHu caBeT cloBeHauKe HallMOHAHe MambuHe y PenyOnunu Cpouju, a 6poj 9
nocseheH je croroguimuny pohema 3inarana Bayne. Ty ce moxxe nponahu mect pasioBa Koju cy
BaXKHU 32 TyMauewe Bayamnae Mmy3uke ca caBpeMeHIM ocBpTuMa. Bu.: https:/slovenci.rs/slove-
nika-ix/ (mpucrymsseno 13. jyma 2024).

13 TTopen Temara y 4acoImcy, O/ YMETHHKOBE CMPTH O0CJICKEHHU CY U APYTH IPUTOIHH
norahaju memy nocsehenn: u3m0xk0a y YHUBEP3UTETCKO] OnbInorenu y MapuOopy U OTKpHBame
criomeH-1104e y poanoj Iepaunu (2012), mpojexiuja kpatkor Gpuiama mojx Ha3uBoMm 7pu akopga
y YcraHoBu kynrype ,,[lapodpoa“ (2016), npenasame ,,3natan Bayna — Ceance u Jlujanosu‘ y
Kynrypsowm nentpy beorpana (I'anepuja Aprret) npalieHo koHuepToM ,,KamepHa My3uka 3iaraHa
Bayne*“ (2023).
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nHpOpMAIIHje O BEroBoM pafy ca JledjuM Xopom, Tojialy 0 KOHIIepTUMa Ha KO-
juMa je y4ecTBOBaO, Kao W Iperiie]l 3By4He apXHBCKe rpalje koja ce Hamasu y
tdonorerrn PTC-a. OBu nipuiio3u nonpuHOce 00JbEM, alld U IPyTadrjeM pa3yMe-
Bamy 3naTana BayJie kao KOMIIJIEKCHOT yMETHHKA M FeTOBOT 3aBEIlTaha HOBUM
reHepanjama.

bubnuoipagcxu oituc

IoBox 3a cacraBibame oBe OuOIHOrpaduje je odenexaBame CTOrOIUIITHULIC
pohema 3natana Bayzne. Hamepa aytopa ornena ce y motpedu aa ce mpeacTaBe
TEKCTOBHU KOjUMa Cy IIpeaMeT caM 3jataH Bayia u leroB pocBeTHH, MearomKH
Y YMETHHYKH OITyC. YIIpaBo 300r Tora je oBa OuOauorpaduja mnojgesbeHa y TpH
uenune: [Ipuno3u y MoHorpadckum myosukanujama, JISKCHKOHH 1 SHITUKJIIONe-
nuje u [punosu y yaconucuma. Tpeba HanmoMeHyTH a y 0By Oubnuorpadujy
HUCY YKJbYYEHH IPHIJIO3U U3 IITaMIe, TO jecT, JHEBHHUX JIUCTOBA, U 1a he oHu
OuTH TeMa IoCeOHOT paja.

Oga nepconaiaHa Oubarorpaduja KOHIUITMPAHA je TpeMa je3UKy U IMHCMY
cBake ImyOnukaiyje, cpeheHa je HyMepu9KHU U XpOHOJIOIIKH, a oOpaljeHa je de visu.
Jenunuile y okBUpY HCTe roauHe ¢y nopehane az0yuno. bubnuorpadceku omnuc je
ckpalien. 3a MoHOrpadcke myoukaiuje kopuiheH je MeljyHapomaau cTanmap 3a
oubmmorpadeku onuc kwura ISBD (M), 1ok je 3a Oubinorpad)cku OIuc cacTaBHUX
JIeTIoBa cepHjcKkux myonnkanuja kopumhen mehynapoauu crannapa ISBD (CP).
V3 HekonrKo OubnMorpadCcKux jeAMHMIIA Hasla3e ce HHQOPMAaTHBHE aHOTaIlHje,
KOje Cy KOPHCHE 32 TEMY U YHTAOIIE, Ca IIMJHEM JIa TI0jacHE CaJlpikaj TEeKCTa KOju
HHUje YBEK jacaH U3 HaclioBa. bubnuorpadujy 3narana Bayne unne 62 jenqunuiie,
MOTOM Cy HaBEJICHH CIIUCAK JIUTEPATYpe Koja je KopuiihieHa 3a leHO CacTaB/barbe
W perucrap uMeHa (ayTopa, ypenHuka, mpupehiusada, mpeBouiana, capajaHuka,
UTJL.), ca yIyTHHM OpojeBuMa OnOnuorpadckx jequHuIna.

3a cacraBsbame OubInorpaduje paheHo je uctpaxupame y bubdanorerun
CAHRY, bubnmorenn Myszukonomkor uactutyta CAHY, bubnunorenu ErHorpad-
ckor uactuTyTa CAHY, brbnuorenu @akynrera My3udke yMeTHOCTH Y beorpamy
u y bubnuorernu Panuo-tenesusuje Cpouje.

bubmmorpaduja
[Tpuno3u y MmoHorpadckum mydnukannjama

1. Vauda Zlatan : 1923 —/ Vlastimir Peri¢i¢ (uz saradnju Dusana Kosti¢a i Dusana Skovrana)
/| Muzicki stvaraoci u Srbiji. — Beograd : Prosveta, 1969. — Str. 563-566.

2. [Zlatan Vauda] // Glazbeno stvaralastvo naroda i narodnosti Jugoslavije / urednik Sre¢-
ko Lipov€an. — Beograd : Savez organizacija kompozitora Jugoslavije, 1980. — Str. 64,
120-121.

3. Zlatno doba decjeg hora / Zoran Durici¢ // Mali ljudi iz carobne kutije : 40 godina rada
decjih i omladinskih ansambala RTB. — Beograd : Radio Beograd, 1987. — Str. 320-325.
O BayauHom pany ca [ledjum xopom.

4. Zlatan Vauda i njegovi Pokoseni osmesi / Petar Bingulac // Napisi o muzici : studije i eseji.
— Beograd : Univerzitet umetnosti, 1988. — Str. 320-325.
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5. [Zlatan Vauda] / Darinka Simi¢ Mitrovi¢ // Da Capo all’ Infinito : pola veka od osnivanja
Simfonijskog orkestra i Hora Radio-televizije Beograd. — Beograd : Radio Beograd,
1988. — Str. 183, 200.

Y 0B0Oj KEBbU3U MOT'Y ce TpoHahu BpeIHY Iofanu o JoralajuMa Ha KOjuMa je y4eCTBOBAO
3naran Bayna.

6. [Zlatan Vauda] / Slobodan A. Kodela, Danijela Stojanovié¢, Sonja Cvetkovi¢ // Slovenci
muzicari u niSkom kraju. — Ni§ : Slovenacka kulturna zajednica ,,France PreSern®, 2006.
— Str. 10.

7. Vauda Zlatan : skladatelj, zborovodja (1923) // Slovenci u Beogradu / Pavle Jovi¢. — Beo-
grad : P. Jovi¢, 2008. — Str. 180—18]1.

8. 3naran Bayna / Cowa Mapunkosuh // Hciuopuja cpiicke mysuxe. — beorpan : 3aBon 3a
yubenuke, 2008. — Ctp. 175.

9. [3naran Bayna u [leuju xop PTB-a] / Pokcanna I[1ejosuh // Ilpeineg mysuukux goiahaja :
(1944—1971). bpanko /paiyiuunosuh (1903—1971). — Beorpan : Yausepautet, akynrer
My3uuke ymetHoctH, Karenpa 3a mysukosorujy : Curnarype, 2009. — Ctp. 334.

10. Slovenacki kompozitori u Srbiji. Davorin Jenko, Mihovil Logar, Zlatan Vauda / Ani-
ca Sabo // Srbi v Sloveniji, Slovenci v Srbiji / Ingrid Slavec Gradi$nik, Dragana Rado-
ji¢i¢. — Ljubljana : Zalozba ZRC, ZRC SAZU, 2010. — Str. 261-273.

Kwura Srbi v Sloveniji, Slovenci v Srbiji y nenunu je npemramian 6poj yaconwuca 7ra-
ditiones 39/1 (2010). Buau: 6u6. ogpeanuy 47.

11. [3naTaun Bayna] / Pokcanna Ilejouh / Ecejuciuu u kputuuuapu : og Ileiupa Korwosuhia
go Ocxapa Jlanona. — beorpan : YHUBep3uTeT yMeTHOCTU y beorpany, @akynrer my-
3M4Ke yMETHOCTH, Katenpa 3a mysukonorujy, 2010. — Ctp. 72, 75, 85-86, 316. — (My-
3UKOJIONIKE cTyauje — MoHorpaduje ; cB. Op. 12. My3uuapu-nuciiy y 6eorpaackom
MY3HYKOM XKHMBOTY Apyre nojosuHe 20. Bexa).

12. Anuo aparu npogecope Bayaa : onpomrajuu konuept 3i1atana Bayne ca Jdeujum
xopom PTH nperBopuo ce y koHuept renepanuje / Munuia Crojkosuh // bura cam
ceegok : mysuuka upogykyuja PTE 1976—1999. — beorpan : PIY Panuo-renesusuja
Cp6uje, LleHTap 3a ncTpakMBamkE jABHOT MIbCHA, IIpOrpamMa U ayAuTopujyma, Mcrpa-
skuBauka genatHocT, 2011. — Ctp. 135-136.

[pemrramnano u3 nucrta Hugopmaitop, 6p. 340, maj 1986.

13. leuna neBajy neuu / Munuua CrojkoBuh / Bura cam ceegok : mysuuxa ipogykyuja PTE
1976—1999. — beorpan : PIIY Paguo-renesusuja Cpouje, LleHTap 3a ucTpak MBambe jaB-
HOT MB-EHba, IporpaMa u ayautopujyma, Mcerpaxkusauka aenaraoct, 2011, — Crp. 18—19.
Tekct je moceehen manudecranujama y okBupy npociasa 30 roguna [Jeujer xopa PTh
u 25 ronuaa BaynuHor pajga ca oBUM aHCaMOJIOM.

14. 31aTtan Bayia 4yoBek M YMETHHK : Pa3ropop ca J100HTHHKOM ,,Bykose Harpajge® /
Munuua CrojkoBuh // Buna cam ceegok : myzuuxa iipogyxyuja PTE 1976—1999. — beo-
rpan : PIIY Panno-tenesusuja Cpouje, [leHTap 3a MCTpak MBambe jaABHOT MIbCHA, TTPO-
rpama u ayguTopujyma, Mcerpaxusauka nenataoct, 2011. — Ctp. 108—1009.
[pemramnano u3 nucrta Uugopmaitop, 6p. 326, janyap 1985.

15. Mpuya o 3narany Bayau / Mununa CrojkoBuh // Bura cam ceegok : mMy3uuxa upogyk-
yuja PTE 1976—1999. — beorpan : PIIY Panuo-tenesusuja Cpouje, Llentap 3a ucTpaxu-
BamC jJaBHOT MICHa, porpama u ayiutopujyma, Mcrpaxupauka aenarnoct, 2011, —
Crp. 47-48.

[pemramnano u3 nucrta Mugopmainop, 6p. 280, HoBembap 1980.

16. Ilpomenaanu kouuept Ha Koaapuy / Mununa CrojkoBuh / Bura cam ceegok : my3uy-
ka tpogykyuja PTH 1976—1999. — beorpan : PIIY Panuno-tenesusuja Cpouje, [eHntap
32 HCTPaXKMBakbE jABHOT MIbEHa, TPOrpaMa i ay JUToprjyMa, McTpaxkuBadka 1enaTHOCT,
2011. — Ctp. 149-150.

VY tekcTy ce roBopH 0 BayauHowm onparitamy ca Jledjum xopom PTh-a, mpomeHagHuM
konneprom Ha Konapuy, 1987. roguse.
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17. Ca neuom u 3a geny : JiBoctpyku jyousiej 3uarana Bayne / Mununa Crojkosuh // buna
cam ceegok : myzuuka ipogykyuja PTE 1976—1999. — beorpan : PIY Paauno-teneusuja
CpOuyje, LlenTap 3a HCTpaKUBaKbE JaBHOT ME:EHba, IPOrpaMa U ayiuTopujyma, Mcerpa-
skuBadka aenatHocT, 2011. — Ctp. 84-85.

[Ipemrramnano us nucra Aughopmairiop, 6p. 311, centembap 1983. u vaconuca Pro Mu-
sica, Op. 119, 1983..

18. Kompozitori slovenackog porekla u Srbiji / Adriana Sabo // Strune, milo se glasite :
horsko stvaralastvo slovenackih kompozitora u Srbiji. — Kragujevac : Nacionalni savet
slovenacke nacionalne manjine, 2012. — Str. 9—-15.

19. 3n1aTHo n06a : 3naTan Bayna 1953-1986. / Anekcannpa [Mananus // Jeuju xop Paguo-ie-
nesusuje Cpouje (1947-2012) : usasos xoju xpanu Hagaxuyhe. —beorpan : P/1Y Paauo-
-tenesusnja Cpouje, 2013. — Ctp. 19-107.

20. Kamerna dela Zlatana Vaude / Anica B. Sabo // Cpiicku jesuk, KroustceHOCI, YMEWHOCT
300pHuK pagosa ca VIII mehynapoghol nayurol ckyiia ogpaicanol Ha Purorowro-ymei-
Huukom gaxyniuemty y Kpaiyjesyy, (25-26. X 2013), Kruia I1I — Ilaiancko u xpuwhan-
CKO Y IUK06HO] ymetunociu & caiuupa y mysuyu. — Kparyjesar : @UI0m0MIKO-yMeTHRY-
ku akynret, 2014. — Ctp. 343-352.
http:/www.filum.kg.ac.rs/dokumenta/izdavastvo/zbornici/2014%20Zbornik %20
VII1%20veliki%20skup%202013%20knjiga3.pdf

21. 3naraun Bayna // Umaiunapnu myzej Mokparuesux gena [36yunu cHumax] : chumyu cée-
iwiosHe xopcke mysuke = Imaginary museum of Mokranjac’s works : recordings of secular
choral music / ypenauk Menuta MunuH, npupehupad nporpaMcke Kimrkuile bubana
Munanosuh. — Beorpan : Mysuxonomxku uactutyT CAHY, 2014. — Crp. 110111, 120-121.
TekcT je ynopeao Ha CpIiCKOM U HIJIECKOM je3uKy. 30upka: [Ipobyhenu apxus.
[open 6uorpaduje, y KlbHKULK ce MOry rnpoHahu u BayKHU noganu o Baynuuum au-
PUTEHTCKUM aKTHBHOCTHUMA, TIpe cBera y okBupy PTh-a, o kommno3uiijama koje je
JIUPHUTOBA0 U KOHIEPTHMA Ha KOjHMa je Y4eCTBOBAO.
https://dais.sanu.ac.rs/handle/123456789/4810

22. Zlatan Vauda / Mirjana Zivkovi¢ // Interakcija muzike i viemena : zbirka tekstova. — Beo-
grad : Fakultet muzicke umetnosti, 2014. — Str. 179—181.

Tekcr je npemtamnan u3 yaconuca Pro Musica (1985, 6p. 125, ctp. 4-5). llltamnaH je
0e3 moceamer nacyca.

23. Zlatan Vauda / Dusan Sindik, Slobodan Jakos, Sasa Verbi¢ // Znameniti Slovenci u/v Beo-
gradu, 1. — Beograd : Drustvo Slovenaca Sava, 2014. — Ctp. [20-21], ilustr.

Karanor n3znox6e ,,3namenutu Crnosenuu y beorpany* onpxxane 18. jyna 2014. ronu-
He y Beorpany. Tekct je ynopeo Ha CPIICKOM U CIIOBEHAYKOM jE3UKY.
https://slovenci.rs/wp-content/uploads/2014/06/Znameniti-Slovenci-v-BG.pdf

24. Slovenacki stvaraoci na srpskoj kulturnoj sceni : slovenacki stvaraoci na podrudju
muzi¢ke umetnosti u Srbiji / Maja Dukanovi¢ // Poglavija iz slovenacke kulture. — Beo-
grad : Filoloski fakultet, 2015. — Str. 109—118.

Y 0BOM HOTNIaBJBY ayTOpPKa FOBOPH O TPH CIOBEHAaYKa KOMITO3UTOPA, JlaBOpuHY JeHKY,
Muxosuny Jlorapy u 3narany Bayamn.

25. Zlatan Vauda; Sonata brevis / Sanja Hvalec / Solisticna literatura za klarinet slovenskih
skladateljev med letoma 1950 in 2012 : magistrsko delo. — Maribor : Univerza v Mariboru,
Pedagoska Fakulteta, Oddelek za glasbo, 2015. — Str. 25-27, 37-41.
https://dk.um.si/Dokument.php?id=72934&lang=slv

26. Cprcko-ciioBeHauKe MehyKyJTypHe cTyAHje Kpo3 npu3mMy ypéaHe MUKPOTOINOHHU-
muje Beorpana / Maja Bykanosuh // Kyniuypru tpeiineiuu. — beorpan : @unonouiku
(akynreT, 2018. — Ctp. 153-174.

V unanky ce Mory npoHahu BeoMa BpeaHU mojaiy o 3natany Baynu, merosoj aenar-
HOCTH, aJTH ¥ TIOBE3aHOCTH Ca KYJITYPHOM HCTOPHjOM BPEMEHa Y KOM je )KHUBEO.

DOI: https://doi.org/10.18485/kud_kp.2018.ch8
https://doi.fil.bg.ac.rs/volume.php?pt=eb_book&y=2018&issue=kud kp-2018&i=8
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27. [3naran Bayna] / Muna Meaurosuh Credanosuh / Mysuuxa uctiopuja Kpaiyjesya
(1818-2018). — Kparyjesan : Kopanwu, 2020. — Ctp. 123-124.

28. »Strune, milo se glasite«: slovenska poezija v skladbah slovenskih skladateljev v Sr-
biji / Maja Pukanovi¢ // Obdobja 40 : Slovenska poezija / urednik Darja Pavli¢. — Lju-
bljana: Znanstvena zalozba Filozofske fakultete, 2021. — Ctp. 521-527.

DOI: 10.4312/0Obdobja.40.521-527
https://centerslo.si/wp-content/uploads/2021/11/Dukanovic_Obdobja-40.pdf

JIeKCUKOHU M CHITMKJIOTIC/IH]e

29. Vauda, Zlatan // Kompozitori i muzicki pisci Jugoslavije : ¢lanovi Saveza kompozitora
Jugoslavije 1945—1967 / urednik Zija Kucukali¢. — Beograd : Savez kompozitora Jugo-
slavije, 1968. — Str. 612.

30. Vauda Zlatan // Jugoslovenski savremenici : Ko je ko u Jugoslaviji / glavni redaktor Ra-
dosin Rajovi¢. — Beograd : Hronometar, 1970. — Str. 1119.

31. Vauda, Zlatan // Narodno pozoriste Sarajevo : 1921—1971 / odgovorni urednik Vlajko
Ubavié¢, glavni urednik Josip Lesi¢. — [Sarajevo : Narodno pozoriste, 1971?]. — Str. 564.

32. Vauda, Zlatan // Muzic¢ka enciklopedija (drugo izdanje), tom 3, Or — Z / urednik Kresimir
Kovacevi¢. — Zagreb : Jugoslavenski leksikografski zavod, 1977. — Str. 645.

33. Vauda, Zlatan / Vlastimir Peri¢i¢ // Jugoslovenska glasbena dela / urednici Akil Koci,
Kresimir Kovacevi¢, Zija Kucukali¢, Dragoslav Ortakov, Vlastimir Peri¢i¢. — Ljubljana :
Drzavna zalozba Slovenije, 1980. — Str. 527-529.

34. Vauda, Zlatan // Leksikon jugoslavenske muzike, tom 2, M — 7./ urednik Kre$imir Ko-
vacevic. — Zagreb : Jugoslavenski leksikografski zavod ,,Miroslav Krleza®, 1984. — Str.
495-496.

35. Vauda, Zlatan / M. S. [Marko Studen] // Enciklopedija Slovenije, tom 14, U — We / glavni
urednik Marjan Javornik. — Ljubljana : Mladinska knjiga, 2000. — Str. 158—159.

36. Bayna, 3natan / Becna Muxuh / Enyuxnoiieguja cpiickol napoga / TIaBHA U OATOBOPHU
ypennuk Panonr Jbymuh. — Beorpan : 3aBoj 3a yuoenuke, 2008. — Ctp. 160.

37. Bayna, 3uarau // Cpiicka enyukioiieguja, Tom 111, B — Biereuka / ypenaunu Yenomup
IMTonos, paran Cranuh. — HoBu Cax : Maruna cprcka ; beorpan : Cpricka akagemuja
HayKa M yMeTHOCTH ; beorpan : 3aBon 3a yibenuke, 2013. — Ctp. 169.

[Ipuno3u y yaconucuma

38. Zlatan Vauda i njegovi ,,PokoSeni osmesi* / Petar Bingulac // Zvuk : jugoslovenska mu-
zicka revija. — bp. 1 (1978), str. 37—40.

39. IBocTpyku jyousuej 3aarana Bayae / M. C. [Mununa CrojkoBuh] // ProMusica. —ISSN
0555-2117. — Bp. 119 (1983), cTp. 29-30.

40. My3uka y Cpouju — Konuepr [Jeujer xopa PTH / Bojua Hemwh / Kopayu : uacoiiuc
3a KudicesHocil, ymeiunociu u kynidypy. — ISSN 0454-3556. — Ceecka 1-2 (1984), cTp.
108-109.

Baxuu nonanu u3 ouorpaduje 3narana Bayne, kao u noganu o leujem xopy PTh.

41. 3nataun Bayaa : noBogom 40-roaummune KOMIIO3HTOPCKOT pajia H iojie/buBama By-
KoBe Harpaje 3a 1984. roquny / Mupjana XXuskosuh / ProMusica. —ISSN 0555-2117.
— bp. 125 (1985), cTp. 4-5.

42. Coenun y cpuckoj mysuuu (I) / Bypa Jakmuh // ProMusica. —ISSN 0555-2117. — Bp.
140 (mapt, 1989), cTp. 31-32.

43. Zlatan Vauda: ,,Imeti moras rad, da bi lahko znal, znati moras, da bi lahko imel rad.«
/ Karmen Salmi¢ Kovacic // Dialogi. —ISSN 0012-2068. — Letnik 35, Stevilka 7/8 (1999),
str. 3—11.
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WHTepBjy ca KOMIIO3UTOPOM.
https:/www.dlib.si/details/URN:NBN:SI: DOC-3EW3ENOO

44. Jlena HalIMX My3M4KHX CTBapaJjiala KOMIIOHOBaHa Ha cTuxoBe Jlecanke MakcumoBuh
/ Bnagumup JoBanosuh // 36opnux Mawmuye cpiicke 3a kwusiceenociu u jezuk. — [ISSN
0543-1220. — Kmura 51, cecka 1-2 (2003), ctp. 207-242.
https://www.ceeol.com/search/article-detail?7id=692236

45. Intervju : Zlatan Vauda / Anica Sabo // Bilten : Drustvo Slovenaca u Beogradu = Drustvo
Slovencev v Beogradu. — ISSN 1452-9092. — Letn. 1, §t. 2 (novembar, 2003), str. 3.
https://staticl.squarespace.com/static/5ae31e20ec4eb78dcd296f0d/ t/5b08024£8a922d-
804a987adb/1527251552502/Bilten_02.pdf

46. Tpu axopna 3i1arana Bayne: pasrosop ca komno3utopom / Auuna Ca6o // Hosu 36yk :
untuepnayuonanmu wacouuc 3a myzuxy. — ISSN 0354-818X ; e[SSN 1821-3782. — bp. 23
(2004), cTp. 28-33.

47. Slovenacki kompozitori u Srbiji: Davorin Jenko, Mihovil Logar, Zlatan Vauda / Anica
Sabo / Traditiones. — ISSN 0352-0447 ; eISSN 1855-6369. — Bp. 39 (1) (2010), str. 261-272.
DOI: https://doi.org/10.3986/Traditio2010390118
https://ojs.zrc-sazu.si/traditiones/article/view/1037

48. Zlatanu Vaudi v spomin (1923-2010) / Anica Sabo // Bilten : Drustvo Slovenaca u Beo-
gradu = Drustvo Slovencev v Beogradu. —ISSN 1452-9092. — Letn. 8, §t. 16 (decembar,
2010), str. 1-2.
https://staticl.squarespace.com/static/5ae31e20ec4eb78dcd296£0d/t/5b080914575d1-
f998b7a7f96/1527253275481/Bilten_16.pdf

49. Maribor 2012 — evropska prestolnica kulture : In memoriam Zlatanu Vaudi (1923—
2010) / Marija Vauda // Bilten : Drustvo Slovenaca u Beogradu = Drustvo Slovencev v
Beogradu. — ISSN 1452-9092. — Letn. 10, §t. 19 (jun, 2012), str. 12—13.
https:/www.dlib.si/details/URN:NBN:SI:doc-EXTPWTMV

50. Skladatelji slovenskega rodu v Srbiji. — Sazetak. — Abstract / Adriana Sabo // Slovenika :
casopis za kulturu, nauku i obrazovanje. — ISSN 2466-555X ; eISSN 2466-2852. — Br. 1
(2015), str. 83-95.

UunaHak je y3 caryiaCHOCT ypeIHUINTBA npey3eT us: Meddobje: splosno kulturna revija
(Buenos Aires, Argentina), rox. / net. 47, 6p. / wt. 1-4, 2013 : 90—103.
https://slovenci.rs/adriana-sabo-skladatelji-slovenskega-rodu-v-srbiji/

(Srbija) : skladatelj, dirigent in predagog Zlatan Vauda (1923-2010) / Franc Kriznar
I/l Glasba v Soli in vrtcu : revija za glasbene dejavnosti v vrtcu, za glasbeni pouk v osnov-
nih, srednjih in glasbenih Solah ter za zborovstvo. — ISSN 1854-9721. — Vol. 20, No. 3
(2017), str. 55-56.

https:/www.dlib.si/details/URN:NBN:SI:doc-DOY EHCSX

52. Slovensko srbski kulturni in Se posebej glasbeni odnosi Glasba je brezmejna!. — Saze-
tak. — Abstract / Franc Kriznar // Slovenika : casopis za kulturu, nauku i obrazovanje. —
ISSN 2466-555X ; eISSN 2466-2852. — Br. 5 (2019), str. 111-128.

Jleo TekcTa nmocBeheH je My3HIlM 1 YMETHUYKO] JIeJIAaTHOCTH 3i1aTtaHa Baye.

DOI: https://doi.org/10.18485/slovenika.2019.5.1.7
https://slovenci.rs/franc-kriznar-slovensko-srbski-kulturni-in-se-posebej-glasbeni-od-
nosi-glasba-je-brezmejna/

53. NePOKOSENI OSMESI : Zlatan Vauda (1923-2010). — Povzetek. — Abstract / Anica
Sabo, Marija Vauda // Slovenika : ¢asopis za kulturu, nauku i obrazovanje. — ISSN
2466-555X ; eISSN 2466-2852. — Br. 6 (2020), str. 193-2009.
https://slovenci.rs/anica-sabo-marija-vauda-nepokoseni-osmesi-zlatan-vauda-1923-2010/

54. Zaostavstina Zlatana Vaude u Muzikoloskom institutu SANU : arhivska grada. — Pov-
zetek. — Abstract / Teodora Trajkovié¢ // Slovenika : ¢asopis za kulturu, nauku i obrazo-
vanje. — ISSN 2466-555X ; eISSN 2466-2852. — Br. 7 (2021), str. 137-152.

DOI: https://doi.org/10.18485/slovenika.2021.7.1.8
https://slovenci.rs/teodora-trajkovic-zaostavstina-zlatana-vaude-u-muzikoloskom-insti-
tutu-sanu-arhivska-grada/

176



55. Decja opera JeZeva kuéa Zlatana Vaude u svetlu razli¢itih interpretacija. — Povzetek.
— Abstract / Vanja Grbovic // Slovenika : ¢asopis za kulturu, nauku i obrazovanje. — ISSN
2466-555X ; eISSN 2466-2852. — Br. 9 (2023), str. 37-60.

DOI: https://doi.org/10.18485/slovenika.2023.9.1.2
https:/slovenci.rs/vanja-grbovic-decja-opera-jezeva-kuca-zlatana-vaude-u-svetlu-razli-
citih-interpretacija/

56. Oslusnimo koncertni plakat i program : Zlatan Vauda i Deéji hor RTB. — Povzetek.
— Abstract / Nina Aksi¢ // Slovenika : ¢asopis za kulturu, nauku i obrazovanje. — ISSN
2466-555X ; eISSN 2466-2852. — Br. 9 (2023), str. 107-137.

DOTI: https://doi.org/10.18485/slovenika.2023.9.1.5
https://slovenci.rs/nina-aksic-oslusnimo-koncertni-plakat-i-program-zlatan-vauda-i-decji-
hor-rtb/

57. Prilog obeleZavanju jubileja — Pregled zvu¢ne arhivske grade Zlatana Vaude u Fono-
teci Radio Beograda. — Povzetek. — Abstract / Irina Maksimovié¢ Sasi¢ / Slovenika :
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Teodora N. Trajkovié
Annotated Bibliography of Works on Zlatan Vauda
Summary

The paper will present a bibliography of texts and articles about the composer, conduc-
tor and music pedagogue Zlatan Vauda (1923-2010) from selected bibliographic sources. This
artist was until recently on the margins of musicological research. However, his legacy, which
is reflected in his compositions, conducting activities and work with children, has attracted
the attention of researchers in recent years. In this regard, this bibliography should bring
together all the works published so far about Vauda, in monographic and serial publications,
as well as in lexicons and encyclopedias. They contain important data, analyses and interpre-
tations about Vauda’s dedicated artistic and pedagogical work in the field of music in Serbia.

Keywords: Zlatan Vauda, bibliography, biography, monographic publications, lexicons
and encyclopedias, music periodicals.
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THE LIFE AND WORK OF MARIA KALOGRIDOU
(1922-2001) AS REVEALED BY THE STUDY OF
HER ARCHIVE: EMPHASIS ON HER LONDON YEARS
(1954-1967)"

ABSTRACT: The rich and extensive archive of the pianist and composer Maria
Kalogridou (1922-2001) found in the collections of the Music Library of Greece “Lilian
Voudouri” has been the main source of primary material for this research. As a first research
result is the creation of a short biography of Kalogridou. Further research outcomes consider
her career as a pianist in central European cities. Moreover, her first works as a composer
are also discussed. Pivotal in both her soloist and composition career was her stay in London
and her apprenticeship next to Harold Craxton and Alan Bush. Overall, the life and work of
Maria Kalogridou as emerged by the study of her archive constitute evidence of a lesser-known
chapter of Greek Art music.

KEYWORDS: archival research, Maria Kalogridou, Greek woman pianist and
composer, London, Harold Craxton, Alan Bush.

Introduction

A short-term scholarship by “The Friends of Music Society” of the Megaron-
The Athens Concert Hall to the undersigned was the incentive for three-month
research in the archives’ collection of the Music Library of Greece “Lilian Voudouri”
(July, September, October 2023). The numerous —610— Kalogridou’ s archive items
—autographs, manuscripts, editions of works, concert programmes, articles in the

* mkalopana@music.uoa.gr

** This study was prepared under a special sponsorship of the Friends of Music Association
from the Kyveli-Giannis Horn Scholarship Organization (July-October 2023). A first report of the
research process was presented at the BASEES Study Group for Slavonic and Eastern European
Music Annual Conference 2024 (Institute of Advanced Study, Durham University, February 17th,
2024). I would like to thank Maria Theofili, English philologist and musicologist, for proofreading
this English text.
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daily and periodical press, correspondence, personal documents, pictures, tapes,
personal items— have been: 1. arranged according to their existing taxonomy, ac-
cording to the principles of provenance and original order (Bacias 1999), 2. de-
scribed in detail according to given research protocol (Kostios 2000), 3. indexed,
according to the principles of systematic catalogues of works (KaLorana 2019) and
4. protected, using preventive conservation materials (Zervos 2015). Kalogridou’
s original documents were presented to the public for the first time at the exhibi-
tion of documents of Greek women composers curated by the author (National
and Kapodistrian University of Athens — Friends of Music Society, Music Library
of Greece, 16.10.2023-30.11.2023). Further outcomes of Kalogridou’s archive study
are presented in the following paragraphs.

Studying the Archive of Maria Kalogridou
LIFE

A short history of the Kalogridou family, as well as a description of its mu-
sical influences, is presented by Kostas Loukakis (1987: 41). The family’s ances-
tor, grandfather Dimitris Kalogridis,! came from a noble family of the island of
Andros —village Korthi (Kovatou 2021)— established as a constructor in Athens
at the Stadium area (Pankrati) and even built a church where he chanted along
with renowned personalities, such as the litterateurs Alexandros Papadiamantis,
Alexandros Moraitidis, and Stratis Papanikolas. His son, Giannis Kalogridis, a
doctor, and Panagiota Athanasiadou —a graduate of the reputed Arsakeion school
living in Vilia, Attica— got married at the beginning of the 20th century and settled
in the centre of Athens, next to the family church of the Three Hierarchs. The
Giannis Kalogridis family was soon among the first to move to the northern
Athenian suburb of Pefki. Their first daughter, Tasia, became a litterateur who
excelled in children’s literature —her daughter, Jenny Drosou, later became a
painter (Drossou 1984)— Dafne, their second one, a pianist —her son, Amarandos
Amarandides (1947-1995), was a composer and professor of Advanced Music
Theory at the Orfeion Conservatory— Dimitris, their only son, a translator, and
Anna —the penultimate—a cellist in the Hellenic Radio-Television orchestra. Last
but not least, the youngest, Maria, became a professional pianist and composer.
Recently, Maria’s nieces donated her piano to the Municipality of Pefki (“Aapea
manNoy (ITeykH)” 2009).

In her autograph biography dated January 8th, 1988 (KarLoGripou 1988: 6),
Maria Kalogridou affirms that she was “born in Athens in 1922,2 graduated from

' Homonymous ancestor Dimitrios Kalogridis, hieromonk, from the orthodox monastery of
“Panachrantou” in Andros, went twice and trice to Chios to buy a codex which the Agarenoi
(pirates) had stolen from the monastery and sold to a rich merchant (1773) (KALoGripis, n.d.).

2 Her first passport (KaLoGrIDOU 1964c¢) states 1924 as year of birth, while the digit 4 is
corrected. Her second passport (KaLoGripou 1968) writes “1921.” Her autograph curriculum vitae
(KaLocripou 1988: 6) — which was included in her application to the Ministry of Culture for the award
of an honorary pension (KaLoGripou 1988: 1-2)— mentions the widely accepted (KALOGEROPOULOS
1998: 540) date of her birth, “1922”.
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Picture 1. Maria Kalogridou in the late 1960s (KaLocripou [1960—-1970]).
Published with the kind permission of the Music Library of Greece “Lilian Voudouri”.

High school in 1941 and studied piano at the Hellenicon Odeion and at the Athens
Conservatoire, in the latter with —Marika Papaioannou (Loukakis 1987) and—
Spyros Farantatos, obtaining her diploma with 1st prize in 1950.” News Chronicle
(“Maria HERE?” 1958), mentions that she began her studies at the age of ten when
she “came across a book of Bach’s work and memorised it”, while “everyone [in
the family] is an amateur musician and I remember playing as a small girl on a
little piano before I started taking lessons”. Maria Kalogridou gave her first re-
cital in Athens in 1949 with the W. A. Mozart Piano Concerto in C minor and the
next year (1950) with the R. Schumann Piano Concerto in A minor, op. 54.

Under the scholarship that accompanied her First Prize diploma (KALOGRIDOU
1956: 3) she found herself in Rome, on December 17th, 1950 (KAaLoGrIDOU 1964c:
11), where she studied “next to Tito Aprea” (KaLoGripou 1988: 6) for 3 years,
while giving at least one recital in Rome (KaLoGripou 1952) which included,
among other works, the Italian premiere of the “Suite per una piccola conchiglia
bianca” by Manos Hadjidakis (KaLoGriDoU 1952a). Furthermore, Kalogridou
expanded her repertoire on Italian contemporary composers (1. Pizzetti, G.F.
Malipiero) in collaboration with the artists agency “Intermusic” (KALOGRIDOU
1952b). It is very likely that she spent two full academic years in Italy, with her
last confirmed Italian concert taking place in Livorno on March Ist, 1953 (Gr.1953).

On November the 28th, 1952, she also gave a solo recital at the hall “Parnassos”
in Athens (KALoGrIDOU 1952¢) which drew enthusiastic reviews from Alexandra
Lalaouni (1952), Georgios Vokos (1952) and Minos Dounias (1952), distinguished
critics of the era. Meanwhile, she was also perfecting her technique with Marios
Laskaris (KALoGRIDOU 1956: 3; “MARIOs LASKARIS” 1978).
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“In 1955 she goes to London” (KaLoGripou 1988: 6), “under a scholarship
of the British Council of Greece” (KaLoGripou 1965a), “where she continues her
studies next to Harold Craxton, giving also solo recitals and taking part in con-
certs” (KaroGripou 1988, 6). In fact, she reached Dover —leaving Peiraeus (2/10/1954),
and making intermediate stops at Venice (4/10/1954), Suisse (6/10/1954) and Paris
(8/10/1954)— on November 2214, 1954 (KALOGRIDOU 1964¢: 22; KALOGRIDOU 1968: 2).
She stayed in London for 13 years, travelling every July back to Athens (via train
and boat) and every October-November to London, up to April 11th, 1967, when
she finally relocated to Greece (KaLoGripou 1968: 12).

During her stay in London (1954-1967) Kalogridou lived at 62, Camden Rd.,
NWI1 [Northwest London] as written on the manuscript of her song Landscapes
11I: Usk (KaLoGripou 1965b). Her first recital in London —at the Working Men’s
College, organised by the Musical Society— took place on January 16th, 1956, with
a selection of her repertoire already presented in Athens and Rome, and the addi-
tion of two Chopin works —Twelve Studies, op. 25, and Andante spianato and
Polonaise in E flat, op. 22 (KALoGrIDOU 1956).

On April 28th, 1959, she played at the Wigmore Hall in London. The day after,
London Times (“COMMONSENSE VIEW OF PIANO MUSIC. AWAY WITH THE POETRY”” 1959)
commented:

“Commonsense view of piano music. Away with the poetry”

Hardened recital-goers can often sum up a pianist’s qualities before he
or she has played a note. There was no nonsense about the way in which Miss
Maria Kalogridou walked on to the platform of Wigmore Hall last night; her
step was business-like, her expression pleasant, fresh, and frank and unas-
suming. And her piano playing was all these things.

The ear’s first impression was misleading, for she played Bach’s C minor
Partita with a slapdash percussive touch that seemed in retrospect to have been
merely nervous. Having cleared this first hurdle, she went on to Beethoven,
Schumann, and Debussy, and played without fluster and with fewer inaccuracies.

The poetry of music is not up her street; her performances, indeed
seemed concerned to show that all this talk about profundity and the interaction
of heart and brain is so much highfalutin pretentiousness— piano playing for her
is a healthy, jolly activity, and music, when she plays it, is really extremely
sensible, a matter simply of lively tunes and spruce rhythm.

On February 29th, 1960, Maria Kalogridou gave a solo recital as part of the
St Pancras Arts Festival at the Working Men’s College (KaLoGripou 1960). N.[orth]
London Press (“GREEK PIANIST GIVES SOLE SOLO RECITAL” 1960) remarked positively:

“GREEK PIANIST GIVES SOLE SOLO RECITAL”

The only solo recital of the present St. Pancras Arts Festival was given
by the Greek pianist, Maria Kalogridou, at the Working Men’s College,
Crowndale Road, N.W.A, on Monday. Besides studying at the Athens Con-
servatoire, she has worked in Italy, and also in this country for several years
(with Harold Craxton).
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One of the avowed aims of the festival is to present a few unusual works,
and here we had some most welcome and rarely heard Bartok. It is gratifying
to record that it also produced the best playing of the night. [...]

On March 4th, 1964, Kalogridou played the Two Sea Ballads, op. 50 (“Cruel
Sea captain”, “Reuben Ranzo”) of Alan Bush at the “Club des amis des arts et des
lettres,” in the Balle Berlioz in Paris, as the second piece of her recital (KarLoGripou
1964a). She repeated this programme on Monday, March 16th, 1964, at the Wigmore
Hall in London (KaroGripou 1964b). On this recital, the Daily Telegraph (R.L.H.
1964), wrote a rather negative review entitled “Piano playing of little subtlety:”

Apart from a few delicately shaded passages notably in Ravel’s Tombeau
de Couperin the playing of Mr. Kalogr. at Wigmore Hall last night showed
little subtlety or polish.

Her failure to give any distinctive character to descriptive pieces by
composers as different as Falla [,] A. Bush [,] A. Nezeritis seemed to be a
direct result of her rather rigid, over deliberate keyboard manner. Her playing
was mostly strong and assured but lacked fluency. [...]

A part of this programme was repeated on April 26th, 1965, at the Great
Drawing Room under the Workers Music Association (KaLoGriDoU 1965a). In this
concert Kalogridou collaborated with the tenor William Morrell and his accom-
panist, Clement Bethell. She started this recital with the Two Ballads of the Sea.
Furthermore, she presented for the first time a work of her own, Six Preludes and
fugues on ancient Greek modes (“MOYSIKH KAI TPATOYATA. EAAHNES KAI ZENOI
KAAAITEXNEE MAPIA KAAOTPIAOY KAI TO “BYZANTINO KONTEEPTO” 1969).

In her next London recital on March 14th,1967 at the Maurice Hall of the
Working Men’s College-Music Workshop (Karocripou 1967) she presented again
the Six Preludes and Fugues, dedicated now to her piano teacher at the Royal
Academy of Music/RAM, Harold Craxton (1885-1971) (MatTHEWS n.d.). She also
played some of her 22 Children’s pieces for piano (1. Moderato, I11. Byzantine tune,
III. Chorale, IV. March, V. Pentozalis, VI. Improvisation, VII. Lullaby, VIII.
Variation on the theme of Kyra Maria).

Nine months later (December 2nd, 1967), the Frinton Arts and Music Society
Saturday Evenings recital of the soprano Gita de la Fuente, with the accompaniment
of Mortimer Furber, featured two songs of Kalogridou (“Paradochi” [“Acceptance]
and “Mythos” [“Myth”]) on poems of the cycle From the notes on the margin of
time written by the distinguished Greek poet Giannis Ritsos (DE LA FUENTE &
FuUrBER 1967).

On April 11th, 19673 (KaLoGriDoU 1968: 12) Maria Kalogridou “returns to
Athens to continue her career as a piano soloist, a piano teacher (Conservatory

3 A few days later, on 21 April 1967, the dictatorship of the Colonels (Junta) was imposed
which would end on July 23rd, 1974. No evidence in Kalogridou’s archive links her return to Greece
with this historical event.
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“Orfeion”) and a composer” (KaLoGripou 1988: 6). In fact, there is a last record
on her passport (KarLoGripou 1968: 12), on October 314, 1968, at the airport of
Brindisi. This trip includes neither an arrival in London or Rome nor a return to
Greece. It is possible that a health problem led her back from Italy without official
registration.*

On April 17th, 1969, the Symphonic Orchestra of the National Radio Founda-
tion (E.I.LR.) under Alekos Athanasiadis presented her Byzantine Concerto, with
Maria at the piano, via a radio transmission (MOYZIKH KAI TPATOYAIA. EAAHNET
KAI ZENOI KAAAITEXNEE MAPIA KAAOTPIAOY KAT TO BYZANTINO KONT=EPTO” 1969:
11). The recording of this concert (KaLoGrIDOU 1969) demonstrates an enviable
piano sound, skillfulness, malleable dynamics, rhythmic precision, and a single
weak point —missing of some inner notes in very quick passages— incompatible
perhaps with the professional level of her performance. Maria’s first solo recital
in Athens after her return was given on May 28th, 1970, at the Hall of the Orfeion
Conservatory, with a selection of her repertoire, including her work Six Preludes
and fugues (KaLoGripou 1970).

Following a very active period as a pianist and composer (1967-1979), in the
1980s up to 1988, she appeared only as a composer in nine concerts in Athens, with
works from the previous decade, due to health reasons. In 1985 and 1986 she received
awards for her work as a composer.5 In 1996 —5 years before her death®— a concert
tribute with her own music was organised by her students and colleagues (KALOGRI-
pou 1996a), while in 2002 a smaller posthumous concert took place (AGrariotr 2002).

PIANO CAREER

In this effort of tracing Maria’s Kalogridou piano repertoire, are included
performances stated in programme notes and/or press reviews found in her archive.
In 1949-1950 Maria gave two early piano recitals in Athens, presenting the two
concertos already mentioned (KaroGripou 1953: 1). Her first recital in Italy (1950)
included five solo piano works’ (KarLoGripou 1952a), while she must have had a
much larger repertoire, as it is presented by the Italian art agency “Intermusic”
(KaLoGripou 1952b).8 Moreover, her repertoire soon extended also to Lied ac-

4 This is a hypothesis of the author, formed after an oral communication with composer’s
niece, Alexandra Kalogridou (Music Library of Greece, 30/10/2023).

5 By the Hellenic Composers Association (15/6/1985) and the Amarousion Music Association
(17/5/1986).

6 Maria never got married nor had children. After returning to Athens, she lived with her
sister Anna Kalogridou in their paternal residence.

7 Adagio (A. Vivaldi), J. S. Bach; Sonata in fa maggiore, W. A. Mozart; Kreisleriana op. 16,
R. Schumann; Suite per una piccola conchiglie bianca [15t perf. in Italy], M. Hadjidakis; Partita
in do minore, J. S. Bach.

82 Preludi e Fuge, J. S. Bach; Sonata in la maggiore, R. Schubert; Suite bergamasque, C.
Debussy; Apres un reve impromptu, G. Faure; 2 Sonate, D. Scarlatti; Toccata, P. D. Paradisi; Grandi
variazioni, Bach-Liszt; Preludio, Pizzetti; Preludio e fuga, G. F. Malipiero; 2 Arabesche, R.
Schumann; 2 Arabesche, R. Schumann; Phantasiestuecke, R.Schumann; Kinderszenen, op. 15,
R. Schumann; Concerto in re minore, J. S. Bach.
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companiment (Gr. 1953). As stated in her archive, during 1950—1953 she gave
four recitals in Italy (Rome, Livorno) and Greece (Athens).

Alongside Harold Craxton her repertoire was soon enriched with twenty-
seven more works,? building up a rich late romantic corpus. As a whole, in her
concerts during 1954—1967 she presented thirty-three piano works of other com-
posers. Among them notable are the Pianoforte Concerto in G minor by A. Dvorak
and the Pianoforte Concerto in D, by J. Haydn, as well as the first performance
in England and in France of the work ‘4 Small White Shell” by M. Hadjidakis.
Meanwhile, and alongside Alan Bush, she began to write her own music, thus
presenting parts of three of her works in London: Six Preludes & Fugues for piano;
22 Children’s pieces for piano; From the notes on the margin of time, on poems
by G. Ritsos, for voice and piano. The evidence in Kalogridou’s archive indicates
that during 1954-1967 she gave twenty recitals in London, Paris and Athens,
eighteen as a pianist and two as a pianist and composer, while she also had her
two songs on Ritsos premiered at the recital of the soprano Gita de la Fuente and
the pianist Mortimer Furber (DE LA FUENTE & FURBER 1967).

Returning to Greece in 1967 and until 1979 she was very active both as a
pianist —adding four classical pieces to her piano repertoire!® and performing in
total thirty-seven pieces by others— and mainly as a composer, presenting twenty-
three!! of her own works. Overall, in this period she gave twenty-three recitals in
Athens, performing in twelve of them works of other composers, and in all of
them her own pieces, while works of hers were also presented by other soloists,
including one concert celebrating her career (HELLENIC AMERICAN UNION & GREEK

9 Sonatina, L. van Beethoven; Suite Bergamasque, C. Debussy; Toccata and fugue in D
minor, Bach-Busoni; Sonata in C, Sonata in D, D. Scarlatti; 12 Studies op. 25, F. Chopin; Andante
spianato and Polonaise in E flat, op. 22, F. Chopin; Pianoforte concerto in g minor, A. Dvorak;
Grand Polonaise A flat, F. Chopin; Pianoforte concerto in D, J. Haydn; Three fantastic dances, D.
Shostakovich; Polonaise en mi b, F. Chopin; Nine pieces for children, B. Bartok; Three Hungarian
folk tunes, B. Bartok; Rumanian Dance, B. Bartok; Prelude, fugue and allegro in E flat, Bach-
Busoni; Four pieces espagnoles, Manuel de Falla; Sonata op. 16 in A minor, F. Schubert; Sonata
(ouvre postume) in A major, F. Schubert; Sonata op. 81a (Les adieux), L. van Beethoven; Sonata
op. 164, F. Schubert; Tombeau de Couperin, M. Ravel; Sonatine, M. Ravel; Valse nobles & senti-
mentales, M. Ravel; Prelude et fugue en re min, op. 87, n. 24, D. Shostakovich; Two Sea Ballads,
op. 50, A. Bush; Cing danses, A. Nezeritis; Gaspard de la Nuit, M. Ravel; Sonata in D major, op. 55,
F. Schubert.

10 Sonata op. 2, no. 2, L. van Beethoven; Sonatina op. 79, no. 25, L. van Beethoven; Sonata,
op. 54, no. 22, L. van Beethoven; Jeu d’eau, M. Ravel.

Il Byzantine concerto, pf, symph orch; Children suite, pf, cv, perc [under various titles];
Nostalgy — M. Peranthis, vo, pf; Leaning within the roses — S. Sperantzas, vo, pf; Sonata for violin
and piano; Melody on a little prelude of J. S. Bach, solo vln, string orch; Three pieces for 2 pianos
for Elia; Sonatina for piano; Suite n. 1 “For Mirella and Lydia” [under various titles], pf 4 hands;
Three children’s pieces for cello and piano; The mother’s songs — P. Antonopoulos [under another
title], vo, pf; Suite n. 2, “Cretan” [under various titles], pf 4 hands; Obsecration — K. Kavafis, vo, pf;
First drops — K. Kokorovich, vo, pf; Promise — M. Peranthis, vo, pf; Tribute to Cyprus, duo for
cello and piano; /821 Rhapsody — T. Kalogridou, vo, pf; Thief'song — K. Kyrstallis, vo, pf; Dances
for violin and piano; The songs of God [under various poems], vo, pf; Quartet for three woodwinds
and piano; 6 Music moments, pf; Dutch Rhapsody (Anna Franck) — M. Bousboureli, vo, pf,
Kalogridou [lost work].
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Comprosers LEAGUE 1980). Notable is also her last public performance on March
29th, 1979 (DELPHIC AMPHICTYONES 1979), with her own work Tribute to Cyprus,
a duo for cello and piano.

WORKS OF THE LONDON YEARS (1954—1967)

If Harold Craxton was the one that enriched and expanded Maria’ s piano
repertoire, it was Alan Dudley Bush (1900—-1995) (Mason, CoLe & WaTson 2001)
who set the stage for her turn to composition.!2 Professor of composition at the
RAM for 40 years (1938—1978), he was the founder and long-time president of the
Workers’” Music Association, where Kalogridou gave many recitals. Bush’s musical
language has been characterized by the sophisticated, advanced central-European
idioms of the 1920s and 30s, while in other works he uses a simpler harmonic style,
with mild dominant discords, of consonant effect (MasoN, CoLe & WaTtson 2001).

The little known relationship between Bush and Kalogridou is depicted to a
great extent in their unique correspondence evidence saved in Kalogridou’s ar-
chive: in a letter from Alan Bush to Maria Kalogridou dated May 3rd, 1965 (Bush
1965: 1-2). It is written on a typewriter on a letterhead with his address in the Lon-
don suburbs (25 Christchurch Crescent, Radlett, Hertfordshire, 6422) and it bears
his signature. It is folded into eight, while its envelope was not found. The letter
is a reply to a previous letter of Maria, received or dated May the 15t. The letter of
Alan Bush is eight paragraphs long and is extended on both sides of a single sheet.

Paragraphs two to four consider Alan Bush’s work 2 Ballads of the Sea, op. 50,
1957-8. Bush expresses his satisfaction for Kalogridou ’s enthusiasm about the
piece, and is then occupied with matters of tempo and pedal use. It is interesting
that in the third paragraph he refers to technical matters regarding the first of the
ballads, “Cruel Sea Captain,” which probably exceeds the boundaries of politeness
towards a professional artist, as Kalogridou. More specifically, he comments on how
“These spread chords should be played rapidly but without missing a single note of
them!” while after that he refers to the use of the —sostenuto— pedal and the coming
out of the theme melody on the piece’s climax. These technical difficulties are evi-
dent even in the composer’s own interpretation of the work (Busu 2008). Moreover,
his comment on Maria’s pedal use questions her study next to Tito Aprea (1950—
1953), who was a point of reference on the pedal technique (APREA 1959).

In the next three paragraphs (5 to 7)!3 Bush comments on the work Six Preludes
and fugues of Kalogridou: “Apart from this [the welcoming scarce use of pedal]
I do sincerely congratulate you on these compositions”. Furthermore, he writes:
“the development and structure of some of the fugues seem [...] to be insuffi-
ciently cumulative”, and “In some of them there was little more than successive

12 After her return to Greece, Maria Kalogridou also studied composition next to Andreas
Nezeritis (1897-1980) (ANOGEIANAKIS 1976: 67).

13 In the second to last paragraph, Alan comments on Maria’s request to be “considered as
a prospective teacher of the piano” at the Royal Academy of Music. He concludes the letter (last
paragraph) by asking her to write about what she is going to do on the RAM matter and by
mentioning that he will reply to her about a pending issue related to the Two Ballads.
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entries of the subject, clearly contrasted episodes being absent, and insufficient
significance attached to the final entry of the subject”. Alan’s kind, but critical
attitude towards Maria’s work and overall performance gave immediate birth to
a scathing comment on her part: under Bush’s signature she noted “I should have
lost a gesture and a pose” (ELiot 1917).

In fact, Maria Kalogridou demonstrated great care in composing her Six
Preludes and fugues. A detailed autograph (KaLoGripou n.d.f), a full autograph’s
photocopy (KaLocripou n.d.a), as well as four professional handwritten copies
(KarLocripou n.d.b.; KaLoGripou n.d.c.; KaLoGripou n.d.d.; KALoGrRIDOU n.d.e.)
are found in her archive, while a private edition was compiled during her life, ed-
ited by the musicologist and composer Maria Ntourou!4 (KALoGRIDOU 1996b). In
addition, in the composer’s archive there is a reel recording of the work (KALOGRIDOU
n.d.g). Analysis of the Six Preludes and fugues (NTourou 2019) provides structural
and tonal characteristics, which are presented here adapted by the author (Table 1).
It is rather evident that Kalogridou is faithful to the characteristics of the prelude
and stays close to the fugue structure, while she furthermore demonstrates idiosyn-
cratic elements through the supernumerary expositions of the theme, as well as with
the incorporation of the variations form in the fugue. In fact, the innovative element
she introduced was the use of the modes as the tonal material of the work, which
eventually became a model for the next generation of Greek composers, her nephew
Amarantos Amarantidis being one of the first to emulate her (Ntourou 2015).

Table 1. M. Kalogridou, Six Preludes and fugues structure (adapted from Ntourou
2019).

Expositions Episodes Mode!s
Prelude [ — - Aecolian [Hypodorian] A-A
Fugue I 3 2 Aeolian [Hypodorian] A-A
Prelude I1 - - Mixolydian [Hypophrygian] G-G (from F:
Bb, Eb)
Fugue I1 3 2 Mixolydian [Hypophrygian] G-G (from F:
Bb, Eb)
Prelude 111 — — Lydian [Hypolydian] F-F
Fugue 11 2&1 1 Lydian [Hypolydian] F-F
supernumerary exposition | (fugato /
(FuLias, 2022) variations)
Prelude IV — — Phrygian [Dorian.] E-E (from D: Bb-Eb)
Fugue IV 3&1 2 Phrygian [Dorian] E-E (from D: Bb-Eb)
supernumerary exposition

14 Ntourou describes autographs, manuscripts, and photocopied material of the Kalogridou
Archive, which do not, however, fully correspond to the documents found at her repository at the
Music Library of Greece during my recent research (summer 2023). The possibility that there are
differences between the archival material Ntourou referred to in her 1996 edition and the material
donated to the Library in 2017 is open, considering also that the composer died in 2001.

15 Note that, in the column “mode” the name shown is the one used by the composer (ecclesiastical
mode), while the name in brackets corresponds to the ancient Greek modes.
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Prelude V — — D major

Fugue V 4 2 Dorian [Phrygian] D-D

Prelude VI - — Ionian [Lydian] C-C

Fugue VI 2 2 Ionian [Lydian] V. Tsitsanis Theme:

“Synnefiasmeni

aaaaa

[Cloudy Sunday]

It seems that both the prelude and fugue forms, as well as the modal
scales (ancient Greek or ecclesiastical) show an important impact of Alan
Bush on Maria Kalogridou. This refers not only to Six Preludes and fugues
op. 2 (1965), but also to other works of hers (Byzantine concerto for piano
and symphony orchestra/chamber orchestra, op. 5, 1965; Landscapes: 1.
Hampshire, 1. Virginia, I1I. Usk, op. 6, 1965; 22 children’s pieces for piano
(edition 1998) [also stated as: Children’s pieces from “The Way to Greek
Music” [1967]). Modal scales and Baroque forms had already attracted
Bush’s interest in his early works (Prelude and Fugue, op. 9, pf, 1927; 3 Eng.
Song Preludes, op. 40, org, 1952; 2 Ballads of the Sea, op. 50, pf, 1957-8;
Dorian Passacaglia and Fugue, op. 52, 1959, for symphony orchestra).
Moreover, he returned to modes (The Six Modes, op. 119, pf duet, 1987),
and to the form of preludes and fugues (24 Preludes, op. 84, pf, 1977; 2
Preludes and Fugues, op. 108, vn, pf, 1986; 2 Preludes and Fugues, op. 123,
pf, 1987) during the years 1977-1987, after Maria had left England. It could
be said that Maria’s preference of these features of Bush’s work may have
acted as positive feedback for him.

Kalogridou ’s first dated compositions date back to 1964. In her CV,
however, she mentions that “in as early as 1952 she had written incidental
music, as well as other, small-scale works” (KaLoGriDoU 1988: 6).16 Research
in Kalogridou’s archive indicates that many of her early works were composed
during her years in England (1954-1967), with the oldest dated autographs
spanning 1964 to 1967 (Table 2). A thorough examination of the autographs
from her ,London period° reveals a total of thirty-five works: the Six Preludes
and fugues for piano (1965), the Byzantine concerto for piano and symphony
orchestra/chamber orchestra (1965), the 22 Children’s pieces for piano [1967],
the Inventions, for violin and cello (1967), and thirty-one songs for voice and
piano on poems of renowned Greek poets —such as K. Kavafis, G. Ritsos,
G. Seferis, K. Varnalis, N. Vrettakos— as well as T. S. Eliot (1964-1967). In some
cases, many autographs are connected to the same work; this applies to Six
Preludes and fugues (6 autographs/as.); Landscapes I (2 as.); Landscapes 111
(2 as.); The fatal ones (2 as.); Byzantine concerto (14 as.); Pleasure (2 as.);

16Tt is possible that the composer refers to either lost or undated works, because no autographs
dated before 1964 were found at her archive.

188



In the road (2 as.); In the month of Athir (3 as.); Inventions (3 as.); From the
notes on the margin of time (4 as.); Sine nomine (2 as.). The majority of the
autographs —twenty-six— are dated between July 234, 1964 and December 27,
1967, while the nine rest are undated. Two of the works bear no date on the
autograph, but were dated on the basis of their premiere.!” Twenty out of
thirty-five works are written on staffs by English publishing companies, while
three on Greek printed staffs and twelve bear no stamp at all. Note that some
of the manuscripts carry titles or indication marks in the English language.!8
A last point to be mentioned about these early works is the age of certain
manuscripts.!®

Table 2: Kalogridou’s output during the London years (1954—-1967)

M. KALO-
S/N Igi{ég?\% TITLE DATE Manuscript description
DOCUMENT
1.1 8 Ouvoer [Swears], K. Kavafis 23/07/64 | Two-sheet 20-staff with stamp: A.L.
No. 14 — Printed in England.
2.2 10 [Iépaouo [Passage), K. Kavafis | 14/01/65 |Two-sheet 16-staff with Greek stamp.
3.3 297-302  |Six Preludes and fugues op.2 | [premiered |Titles in English. Very old autograph.
on 26/04/65,
London]
4.4 8 Dwvég [Voices), K. Kavafis 7/5/65  |Two-sheet 20-staff with stamp: A.L.
No. 14 — Printed in England.
5.5 8 Ovk éyveg [You didn’t know], K. | 22/5/65 | Two-sheet 20-staff with stamp: A.L.
Kavafis No. 14 — Printed in England.
6.6 | 209,210 |Landscapes I: Hampshire,op. 6 | 12/6/65 |Two-sheet 14-staff with stamp: A.L.
no. 2, T. S. Eliot No. 8 — Printed in England. Very old
autograph.
7.7 211 Landscapes II: Virginia, T. S. 19/06/65 |Two-sheet 14-staff with stamp: A.L.
Eliot No. 8 — Printed in England.
8.8 93 Lypimeni/Avrnuévn [Sad], G. 19/06/65 | Two-sheet 12-staff with stamp: R.C.1.
Seferis A particularly old autograph.
9.9 212,213  |[Landscapes] 11l Usk, op. 6 no. | 24/07/65 |Two-sheet 16-staff with stamp: A.L.
2, T.S. Eliot No. 10 — Printed in England. On 213:
Adress note: 62, Camden Rd. NW1.
10. 11 97-98 Or1 nowaior [The fatal ones], K. | 10/08/65 |A one and a two-sheet 16-staff united,
Varnalis with Greek stamp.
11. 12 7 Eriyo [ went], K. Kavafis 28/12/65 |Two-sheet 20-staff without stamp.

17 Six Preludes and fugues op. 2; 22 Children’s pieces for piano; From the notes on the margin
of time, G. Ritsos.
18 Six Preludes and fugues; Landscapes 111, Usk; Byzantine concert; A God of them; Sine
nomine.
19 Six Preludes and fugues; Landscapes I, Sad; In the road; In the month of Athir; Inventions;
Agianapa B — spring 1156; The madman; The kid with harmonica: 2 songs on N. Vrettakos.

189



M. KALO-

SIN .S}{{CIE?\HE TITLE DATE Manuscript description
DOCUMENT

12. 13|372-385, 405 | Byzantine concert for piano and 1965  |Document 376: a piano reduction
symphony orchestra/chamber included in an envelope with English
orchestra, op. 5 postmark.

13. 14 7 [lolvédaiog [Polyeleos], K. 01/01/66 | Two-sheet 20-staff without stamp.
Kavafis

14. 15 84,85  |XI Hoovij [Pleasure], K. 06/03/66 |One-sheet (cut off from a two-sheet)
Kavafis 20-staff with stamp: A.L. No. 14 —

Printed in England.

15. 16 85 X Ernéotpepe [Return), K. Kavafis| 14/03/66 |One-sheet (cut off from a two-sheet)
20-staff with stamp: A.L. No. 14—
Printed in England.

16. 17 78 XII. Exouoo e1g v wéyvny [1 29/03/66 |Two-sheet 14-staff with stamp: A.L.
brought to the art], K. Kavafis No. 8 — Printed in England.

17. 18 78 XL Tov poyaliod 02/04/66 |Two-sheet 14-staff with stamp: A.L.
[Of the shop), K. Kavafis No. 8 — Printed in England.

18.19 11 Evag Ocog twv 09/04/66 |Note at the bottom of page v: “voice
[4 God of them], K. Kavafis written 8va higher”.

19. 20 11 Karw an’ 1o oniti [Under the 09/04/66 | Two-sheet 20-staff with stamp: A.L.
house], K. Kavafis No. 14 — Printed in England.

20.21 63 Evamiov tov ayaluatog too 14/04/66 |One sheet (cut off from a two-sheet)
Evdvuiwvog [In front of the stat- 20-staff with stamp: A.L. No. 14 —
ue of Endymion], K. Kavafis Printed in England.

21.22 64,65 Ev iy 006 [In the road], K. 16/04/66 |Very old autograph, and a newer
Kavafis copy.

22. 66 Zoypapiouévo. [Painted], K. 04/66  |One sheet (cut off from a two-sheet)
23 Kavafis 20-staff with stamp: A.L. No. 14 —
Printed in England.
23.24| 56, 68,424 |Ev 1w punvi AG0p [In the month of| 07/05/066 |Very old autograph.
Athir], K. Kavafis
24.25| [edition |22 Children’s pieces for piano | [premiered |-
1998] on 14/03/67,
London]
25.26| 326,327, |Inventions, vin, vc 22/04/67 |Very old autograph.
328,
26.27| 129,130, |An6 nc onueiwoeig oto [10/67] |G. Ritsos letter on 12.11.67.
131,202  |mepiBaipro tov ypovov [From the | [1st perfor- |[1st performance in London]
notes on the margin of time], G. | mance:
Ritsos, vo, pf: 02/12/67,
“Tlapadoyn” [“Acceptance”], London]
“Mb0og” [“Myth”]

27.28 10 Meveledévia moliteio [Violet - Two-sheet 12-staff with stamp: A.L.
statel, No. 63 — Printed in England.
Teukros Anthias

28.29 13 To 250v étog tov fiov tov [The - One and two-sheet 20-staff (united)

25th year pf his life], K. Kavafis

with stamp: A.L. No. 14 — Printed in
England.
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M. KALO-
SIN fggg?\% TITLE DATE Manuscript description
DOCUMENT
29.30 13 Mépeg tov 1908 [Days of 1908], - One and two-sheet 20-staff (united) with
K. Kavafis stamp: A.L. No. 14— Printed in England.
30.31 61 [0 vapBovv [For them to come], - One sheet (cut off from a two-sheet)
K. Kavafis 16-staff with stamp: A.L. No. 10—
Printed in England.
31.32 70 Kbrlog 4 tpayovdiov ([loptpairo - A particularly old autograph.
A) [Cycle of 4 songs (portrait
4)], K. Kavafis
32.33 92 Ayavomo B avoiéy 1156 [Agian- - A particularly old autograph.
apa B — spring 1156], G. Seferis
33.34 95 O el Aog [The madman), K. - A particularly old autograph.
Varnalis
34.35| 117,194 |Sine nomine, M. Bousboureli - One sheet (cut off from a two-sheet)
20-staff with stamp: A.L. No. 13 —
Printed in England. Note in English:
Meter: “% + 3/8 Greek folk rhythm
named Karsilamas.”
35.36 176 To mou1di ue T pvoapuoviko-3 - A particularly old autograph.
tpayovoia tov N. Bpertdxov [The
kid with harmonica: 2 songs on
N. Vrettakos], N. Vrettakos

Conclusions

The central outcomes of the research in the archive of the pianist and com-
poser Maria Kalogridou concerning her life, her career as a soloist and her works
written during her stay in London (1954—-1967) can be summarised as follows:

— Maria Kalogridou came from a prosperous socio-economic environment,
which supported her early interest in music.

— She was a professional artist who focused on solo piano concerts —her
performances with orchestras and chamber ensembles are fewer compared to her
solo recitals— performing in central cities of Western Europe (London, Paris) and
the European South (Athens, Rome). The critics of her era emphasized on both
positive (clear articulation, dynamism) and negative elements of her performanc-
es (sporadic inaccuracies, lack of interpretative depth).

— London was for her a pivotal city both regarding her career as a soloist and
that as a composer; her piano repertoire was really expanded next to the piano
professor Harold Craxton with twenty-seven new pieces, while next to Alan Bush
she turned her attention to composition, writing her first corpus of thirty-five
works.

— The influence of Alan Bush on her work is vividly captured in the only
evidence of their communication preserved in Kalogridou’s archive.

— Returning to Athens in 1967, Kalogridou relied on her eminence as a pia-
nist achieving immediate artistic recognition, which she then used as a means of

191



promoting her compositional work. Unfortunately, after the first particularly dy-
namic decade, her subsequent activity was limited for health reasons.

A proposal for further research is the completion of Kalogridou’s Catalogue
of Works, a task already in preparation by the author (KALOPANA 2022), with
the aims of rendering the archive fully available to the public and studying Ka-
logridou’s life and work in depth. A more complete overview of Kalogridou’s
position in Greek Art music will also include her interconnections within Greek
musical life.
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Marnmanunu Kanomana

Kusort u neno Mapuje Kanorpuny (1922-2001) kpo3 npusmy npoydasama
beHe apXHBe, Ca HAIVIACKOM HAa HWeHe JIOHI0HCKe roauHe (1954-1967)

CaxeTak

borara u obumHa apxusa Mapuje Kanorpuny y My3uukoj oubnuorenn I'puake
»Jlnnuan Bynypu® nojaBuiia ce kao BaXKHa CTy/IMja CIy4aja; pyKOIHCH, paJiHa U3/1ama,
KOHLIEPTHH TIPOT'PaMHU, YIAHIH y JHEBHO] ¥ IEPHOIMYHO] LITAMIIH, PEITUCKA ¥ JTHYHH
JIOKYMEHTH YHHWIIU Cy HE CaMO BUILECTPYKH 3allic Kaprjepe yMeTHuIe Beh cy, ITaBue,
CBEZOYAHCTBO O Mame IIO3HATOM IIOIJIaBJbY I'puke My3uke. McTpakuBauku MPEeAMETH Cy
cpebheHu, onrcanu, MHJIEKCHPaHH, TAKO JIa je HacTaya KpaTka Ouorpadwuja, a rnojaBuia
Cy Ce U ITuTama y Be3u ca kapujepoM Kajorpuay kao nujaHUCTKUEE U KOMIIO3UTOPKE.

Mapwuja Kanorpuay (1922-2001) BaxkHa je MHjaHUCTKU A ¥ KOMIIO3UTOPKA €BPOII-
cKkor (hopMmara u IpU3HAEKA Y JIPYToj MOJOBHHHN X X BEeKa, Koja je YIIIaBHOM 3a00paBibeHa
20 ronnHa HaKOH cBoje cMpTh. CTyaupana je KiIaBup Ha ATHHCKOM KOH3EPBAaTOPUjyMy
(mumnomupana 1950), 3aTum je ycaBpmaBaia TexHUKY y Pumy mopen Tuta Anpee, u
OJlprKalia COMUCTHYKE pecuTane y ooa rpaaa (1950-1953). Yop3o ce nactanuna y Jlonmo-
HY, T1ie je ocTana 13 ronuna (1954—1967), npe Hero mito ce Bparuia y ['puky. Ocum mrto
je Jlonton 6mo MecTo rje je HarpeaoBaia leHa n3Bohauka Kapujepa — mocedHo y3 npode-
copa Xaponga KpakToHa — y ToM rpaay je movena aa ce 0aBH KOMIIO3UIIM]OM, a BbCHH
TIPBH PaJoBH qatupajy u3 1964. UnHu ce na je \meHo merpToBamke mopen Anana byma Ha
KpaspeBckoj My3udKoj akaieMuju OUII0 MPECyTHO 3a 0Baj MPEOKPET y HEeHOj KapHjepH.
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[Ipecememe Mapuje Kanorpuay y Atury 1967. obenexeHo je leHUM pecuTainma 1
HearouIKoM yjorom npodecopke kinasupa. [locreneno, mehyTum, ieHa npeokynaiuja
KOMIIOHOBaH-EM U N3BO)eHEM COTICTBEHHUX Jieia TpaHC(POpMHUCaia je leH UMHII TAKO Ja
je Ipe cBera JO)KMBJbEHa Ka0 KOMITIO3UTOPKA, & CEKYH/IapHO Kao IHjaHUCTKUbA. 3anucTa,
CTEKJIa je 3Ha4YajHO IIPU3HAE 32 CBOj KOMIIO3UTOPCKH PaJ] TOKOM ITOCIIEBHX TOJMHA CBOT
KUBOTA, KaJia Cy OpPraHn30BaHU KOHIICPTHU Y BeHY YacT U IOJIeJbeHE joj OpojHE Harpase.

Kipyune peun: apxuBcka HecTpaknBama, Mapuja Kanorpuny, I'pkumba mrjanucTKu-
WBa U Komno3uTopka, Jlonnon, Xaponng Kpekcron, Anan bym.
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UDC 78:929 Petrovi¢ D.

IN MEMORIAM

ITpod. np Hanuna Ilerposuh
(beorpan, 2. neuem6ap 1945. — beorpan, 20. aBryct 2024)

Ja y ciisapu nuxaga Hucam o4exusaa
0g flocna HeKy caiiuchaxyuyy.

Ja tipocitio eonum wio wiio pagum.

Ja eéonum wiy ipownioci.

Jannna [erposuh

Hp HManuna [letpoBuh, HayuyHU CaBETHUK Yy MEH3UJH My3HKOJIOIIKOT
uHcTuTyTa Cpricke akajeMuje HaykKa 1 yMETHOCTH, UCTAKHYTH MY3HKOJIOT
u niegaror, ynokojuna ce 20. aBrycra 2024. rogune. CBoje mmpoko ooOpa-
30Bak€ M UICKYCTBA CTHIIAJIA j€ Ha CTyAHjaMa MY3HKOJIOTH]€ U €THOMY3H-
kosoruje Ha My3uukoj akagemuju y beorpany (manac @akynrtet My3ndke
YMETHOCTH) M Ha ycBpiiaBawuma y Oxchopay, Munxeny u bojpony, kon
ncrakHyTux npodecopa Erona Beneca, MiBana ¢on ['apnaepa u Maypyca
®dada. Ha dunozodckom dakynrety y Jbydbsbanu onOpaHuia je JTOKTOPCKY
nuceptanujy Ocmoinacuux y myzuuxoj upaguyuju Jyscuux Cnoserna 1980.
ronuHe. McTpajHo moceeheHna mpoydaBamy TpaJaHIldje CPIICKE IIPKBEHE
MY3HKe, Kao Hajommka capagHuna akagemuka Jumurpuja Credanobuha,
pazHu Bek je mposena y Mysukosomnikom HHCTUTYTY CAHY (1970-2012),
rae je TpuHaectT roguHa (2001-2012) obaBspana U Ay>KHOCT TUPEKTOPA.

Hben nayunu onmyc o0yxBata nmpeko 250 ctyauja u wianaka o0jaBibe-
HUX Y foMahuM ¥ MHOCTPaHUM MyOJIMKalljama, IoKpeTame 1 ypehuBame
Cabpanux gena Kopnenuja Ciuanxosuha (2004, 2007, 2014, 2023), mojaukux
306opauka Henama bapaukor (1995, 2000) u Tuxomupa Octojuha (2010).
[Ipupenuna je KpUTUYKO U3JA-E 3aIKca CPICKOT IPKBEHOT nojama CTeBa-
Ha CT. Mokpamia y Tpu kiure (1996, 1998), kao 1 HOTHY U 3ByUHY 30HPKY
Xunangapcku Kiuuiiopu y ipasociasHom iojarsy, 3a Kojy joj je Bykosa 3a-
Ty )OWHa Aoaenuiia Harpany 3a Hayky (1999). IToBogom 150-rogummuiie
[IpBor Georpaackor meBavyKor APYIITBA 00jaBUIA j€ KIbUTY U IPUPEIHIIa
m3nox0y y l'anepuju CAHY (2004).
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Hp Hanuna Ilerpouh je rpaauna Mmoctose, noBe3yjyhu Jbyie U UHCTH-
Tyuuje. Y NpeaaHoM Hay YHOUCTPa)KMBAauKOM, NEJarOIIKOM U ITPOCBETHTE b~
CKOM paJly YBpCTO je, y capaJiiby, I0Be3ajla CBOJy MATUYHY UHCTUTYIIH]Y
My3ukosnouiku HHCTUTYT CAHY ca Marunom cprckom u AxajaeMujoM
ymetHoct y HoBom Cany, koje cy Ouie mene ,,apyre kyhe®. boraru mio-
JIOBH THX TIPEIIETa OYUTOBAIIN CYy CE Y 33jeJTHIYKOj OpraHU3aIMji HAyIHUX
CKYIIOBa U O6jaBJ'bI/IBaH>y 300pHUKa pajioBa nocBeheHux kopudejuma Haie
HallMOHAJIHE UCTOPHjEe MYy3HUKeE, Kao Uy YKJbYYHBAKY Capa/IHUKA U CTY/Ie-
HaTa ca AKaI[eMI/I_]e YMETHOCTH Ha IIPOJEKTE KOjUMa je PyKOBOAMIIA.

buna je onana capagnuna MaTuie cpricke: CTaJHU YIaH-CapaJHUK
Onesbema 3a CIICHCKE YMETHOCTH M MY3UKY M 4JIaH YIIpaBHOT 0100pa, py-
KOBOJIMJIAIl HAYYHUX TPOjeKaTta, Te jelaH off OKpeTavya U 3aMEHUK TJIaBHOT
1 OJITOBOPHOT ypeaHuka 36opnuxa Maiiuye cpiicke 3a cyencke yMeutHoCuu
u my3uxy (1992-2012). Kao ayTopka MHOTOOpPOJHUX JEKCUKOTPAQCKUX TTPH-
Jora M WwiaH peJakiuje y BogehuM HallMOHAJIHUM U UHTEPHAI[MOHATHUM
SHLIMKJIONIeIjaMa, JIKCUKOHUMA U PEYHUIIMMA, CBOJUM MCKYCTBOM JlaJa je
3HauajaH JonpuHocC pany Ypehusaukor ondopa Cpiickol buoipaghckoi peu-
Huka (YpeTHUK 3a My3uKy). buna je u uinan Penakmuje 3a my3uky y Cpiickoj
EHYUKTIOUEegUjuU.

Ha Axanemuju ymernoctu y HoBom Cany ap Hanuna Ilerposuh mpe-
nasana je Mcrtopujy HartmonanHe my3suke o 1993. no 2010. ronune, cTyneH-
TUMa MY3HKOJIOTH]j€, aJIU U CBUX JPYyTHUX cMepoBa Ha My3UUYKOM JenapT-
MaHy. CBOjy Jby0aB 1 UCKpPEHY MOCBENEHOCT UCTpaKMBakby Hallle My3HUKe
MPOIIJIOCTH HECEOMYHO je MpeHocuia Ha miiale renepanuje. CTyenre My-
3uKoJoruje Boauia je y bubnuoreky Matune cpicke, kao u'y PykomnucHo
onesbee 1 Onesbeme 3a cTapy M PeTKY KEUTY, 1€ Cy CTHLIAJIHN IIPBa UCKY-
cTBa y oOpaau apxuscke rpale. M3Bena je npBe reHepanuje JUIIOMHPAHUX
MY3HUKOJIOTa, a IOTOM U MarucTapa u JJOKTOpa HayKa y OBO] MHCTUTYLIUjH.
YeTupu TOKTOPCKE TUCepTallyje O10pameHe cy Ha AKaJIeMHjU YMETHOCTH
noa ieHuM MeHTopcTBOM 2012. 1 2013. rogune. Ha My3uukoj akagemuju
y Uctounom CapajeBy, Ha Ojicexy 3a IPKBEHY MY3HUKY, OpraHU30BaJIa je
npeamet Mcropuja LipkBeHe My3uke. Teme TUIUIOMCKUX pajioBa, MarucTap-
CKMX Te€3a U JJOKTOPCKUX JIUCepTallkja BeHUX KaHauaaTa, 1 00jaBjbeHa
u3Jama Koja Cy U3 bHX IPOUCTEKIIA, T€ IPUMEHEHAa METOI0JIOTHja U HeH
MEHTOPCKH yJI€0 Y TOM 3aXTEBHOM IIPOIIECY, CBE0UE O MPEIaHOM I1eAaro-
LIKOM pany.

[TocBeheHo u ¢ Jby0aBIby, TOKOM JIBaJIECET NET FOAMHA, OPraHU30BaJIa
j€ ¥ BojMJIa IIKOJIEe IIPKBEHOT Mojama ,,KopHenujy y ciomeH y CpeMCKUM
Kapnosiuma. Cinyas nporpaM opraHu30BaH je AeBeAeCeTHX MoAMHa Po-
uuior Beka Ha Orutennty, y Tononu, ApanlenoBily 1 y MaHacTupy JomanuI,
kao u'y Cenranapeju u bynumneniru, Te y Humry, Tperenuky u [Ipokymsby.
Kao ocHuBau u ayTop mporpama, a 'y capaiibH ca IJIaBHUM OpPraHH3aToOpOM
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mikosie [IpymtBom 3a HeroBame Tpaauiija u pa3soj Cpemckux Kapioaria,
CTBapaJia je mpervieT Mo3HaHCTaBa, oBe3yjyhu Jbyie U HHCTHTYIIH]E: XOPO-
Be, IUPUTEHTE, YHUBEP3UTETCKe Ipodecope, kao u hake u cryaente. Burie
OJ1 XMJbaJly U NET CTOTHHA MOJIAa3HUKA IIIKOJIE 1Toxal)ao je Xopcke U 1nojad-
ke npo0e, yuecTByjyhu Ha 6orocimykemruma U 3aBpIIHIM KOHLIEPTHMA, T€
cnymajyhu npenaBama U3 pa3mauTuX odnactu. ['eHepalyje npKkBEHUX
nojamna, TMPUTeHaTa U XOPCKHX TeBadya CTacaBalie Cy y OKPHJbY IIKOJE,
neBajyhu u mojyhu l'ociony y cpiry cBome.

Jlanekoce:KHOCT leHUX JONMPUHOCA Y MHTEPHALIMOHAIHUM OKBUPHUMA
orjesa ce y akTUBHO] capajiby U JIeIoBamy Yy Mel)yHapoHUM JApyIITBUMA
yuju je Omna uinan: MelyyHapoaHOT JpyIITBa 3a IPaBOCIABHY LPKBEHY MY-
3uky y Joency (International Society of Orthodox Church Music), Amepud-
KOT JIpYILTBA 3@ BU3AHTH]CKY MY3UKY U XUMHOJIOTH]y (American Society
of Byzantine Music and Hymnology), kao u rpyne Cantus Planus y okBupy
MehyHapoaHor My3UKOJIOIIKOT JPYIITBA, Ka0 M Y YUECTBOBamwY Ha Mehy-
HApOJHMM Hay4YHHUM CKYIOBHUMa y 3eMJbu! 1 MHOCTpaHCTBY (Benuka bpu-
tanuja, [lancka, Hemauka, Xonannuja, ®paniycka, Uranuja, [Tosbcka,
Ayctpuja, Mahapcka, Pymynwuja, Byrapcka, I'puka, ®uncka, Pycuja, CAT).
Jo6utHuna je I'pamate Pyckor narpujapxa Anekceja I, 2008. ronune, 3a
capalwy Ha Pyckoj ipagsociasnoj eHyukioueguju.

Hayunu, nenaromiku, Te yornuTe KyITypHU U IPYIITBEHH JOIPHHOC
npod. np Januue [lerposuh octaBro je 1y00K Tpar y HCTOPHUJU CPIICKE MY-
3uKe 1 KyaType. Ilopes y30pHOr Hay4HOHCTPAKHBAYKOL Pajid, KOHTHHY-
MPAHO je NINPHUIA CBOjY IPOCBETUTEIHCKY MI/ICI/I_]y, Kpo3 MHOF06pO_]Ha npe-
JlaBama U TOCTOBAa Y PAJMO U TEIEBU3UjCKUM eMucHjaMa. MckpeHnm
HCTPaKMBAUYKUM KapoM U 1yOOKHM ocehameM 3aXBaIHOCTH U MOILITOBAKA
rpemMa BEeJTUKHUM U ,,MaJIUM " UMEHIMA Hallle My3U4Ke MPOIJIOCTH, jep CBU
Cy Ba)KHH, ,,CBU CY 160 MO3auKa, U BEJIMKa U MaJja Koika™ (To je 6uia u no-
PYKa BEHOT MOCIeher MpojekTa y Matuim cprckoj ,,My3uka ca MapruHa:
JOTIPUHOC OIIIITO] KYJITYPH U MTPOCBETH "), OOIpHIIa je CBOje capaHUKE U
CTylleHTe, oAcTuuyhu ux u OpukJbUBO Heryjyhu oHO Haj0oJbe y BUMA.
boraru Hayuynu u negaromku omyc rpod. ap Janure [lerposuh, kao u mweH
YKYITHU aHTQ)XMaH Ha M0Jby OMIITE KYJITYpe U MPOCBETE, IIMPOKO CY M0Jbe
3a Oynyha uctpaxuBama Koja he nmokazaTu BUILECIOJHOCT U 3HAYa] HEHOT
MIPOCBETUTEIHCKOT MOPTPETA.

Mapujana H. Koxanosuh Mapkoeuh
Axanemuja ymetnoctu, Hosu Can

1 Vispyuyjyhin koH(epeHunje opranuzosane Ha mpocropuma COP Jyrocnapuje: nanac Xpar-
cka, Llpna 'opa, CeBepna Makenonwuja.

199






[MPUKA3HN

UDC 792.82.071.2:929 Davico L.(049.32)

Sasa Brajovi¢, LUJO DAVICO. FRAGMENTI ZIVOTA.
Beograd: ,,Clio* (Biblioteka ,,Klepsidra‘®), 2019.

JpxaBHa OaneTcka mKkojia y beorpany ocHoBana je 1947. romune a ox 1960.
Hocu uMme ,,JIyjo JJauuo®. IIpod. np Cama BpajoBuh je Hanucana ;kuBOTOIUC 0
weHoM uMeny — Jlyjy JlaBuuy.!

Haxkon mto cam npountana kwury Camre bpajoBuh, cipoBena cam KpaTtky
ankety mehy yuennnama npxasHe banercke mkoine y Hoom Cany, ca camo jen-
HHM jeTHOCTaBHUM MUTamEM: ,,J1a 11 3Hamr ko je 6uo Jlyjo laBnduo?“, u mo3Hana
Jla je cacBUM MaJjii Opoj OHMX KOjU 4yBajy cehame Ha OBy YMETHHUYKY JTUIHOCT,
a moBe3aHy ca 0ayeTcKoM UTpoM U mKoioM y beorpany. Bect kommuieTrpam of-
rOBOpHMa Ha UCTO MUTAaE, OBOra myTa ynmyheHo HacTaBHHIIMA (Pa3IuduTUX
MpeaMeTa) UCTE IIKOJIS; UCXO j& UCTH: CaMO HEKOJIHMKO HBHX 3HAjy Aa OJroBOpe
Ha OBO IMUTame. 3aTUM CaM OJIrOBOp MOTpaXkuia Ha cajtTy baneTcke mkone ,,Jlyjo
Hasu4o™ y beorpany (y onespKy 0 HCTOpHjaTy IIKOJIE) M KOHCTATOBAJA J]a U30-
cTtaje mHpOpMaIHja 0 MOPEKITy leHor nMeHa. Ca3Hame Ja cehame Ha OaneTcKor
yYMETHHUKA He ,,cTaHyje" KOJ| OHUX KOjH Cy cajJia y Ip>KaBHUM 0aJleTCKHM IITKOIaMa
KOJI Hac, pacTyxyje Me u okpehem ce 3anucuma.

[Tpod. np Cawma bpajosuh, ayropka kmure Jlyjo Hasuuo: ¢ppaimeniuu scu-
goiia, pelInia je a UCITyHH IpasHuHYy y cehamy JaHaIIkbUX )KUTeJba 0aJeTcKe
3ajeHUIIe ¥ 00jaBUIIa BAXKHY KIBUTY 32 HAITY KYJITYpPHY HUCTOPH]Y, 3aCHOBaHY Ha
(dbparmenTuma (ommomiiuma) xuBota Jlyja /laBuda, a HaMelEeHY CBUMa KOjU Ce
urpom 6aBe. CermMeHTHpaIa je AeJ0BE CBOTa TEKCTa MOIHACIOBUMA KOju yryhyjy
Ha (hparMeHTe XPOHOJIOIIKOT clie/la KPaTKOT )KUBOTa YMETHUKA: O IETHIHCTBY, O
UTpamy, 0 NeJaromKkoM paay 1 IpodecruoHaIHOM JesoBamwy y beorpany, a onna
0 aHTU(AIIUCTHYKOM pay Mehy naptuzanuma u cMpty y Hukmmhy (1942). Ha

I Ip Cawa Bpajosuh (Beorpazn, 1965) penosna je npodecopka Ha Onesbermy 3a HCTOPH)Y
ymetHocTH Duno3ogcekor dakynrera YHuBep3urera y beorpamy, Ha KojeM mpenaje HCTOPHjy 1
METO/IOJIOT ]y U3yuaBarba eBporcke ymeTHocTr o XV 10 kpaja XIX Beka. Texxuiire \meHOT Ha-
YYHOT HHTEpPECOBambha Cy MeIUTepaHCKe CTyIUje U BU3yenHa KyiaTypa Jyroucroune Espone. Ha-
Mrcala je ocaM HayYHUX MOHOTpaduja, BUIIE IECETHHA CTYU]ja, YPEIHUIA je ABa 300pHIKA
HayuyHUX panosa. Unanuna je Hayunor Beha LlenTpa 3a Busyenny kynrypy bankana u Llentpa 3a
CTy/IHMje JeBpPEjCKEe YMETHOCTH U KynaType Pusoszodcekor pakynrera y beorpany, kao u Casjera
Jlekcukorpadckor neHTpa U MHCTHTYTA 32 je3uK U KibHKEeBHOCT ,,Iletap 11 [letposuh Hherom™
IIpHOropcke akajaemMuje Hayka u ymjetHocTu. Ilet ronuna je noxahana OCHOBHY My3HUKY IIKOTY
,Baca [Tapuh“ y Tutorpany u yacose 6ayiera kon Maprute bparonoxuh. 3a kwury Jlyjo Jasuuo
— koniuype ugentuuiueiua 2020. roquHe nobwa je Harpany ,,I1aBne Bacuh* Yipyxema TiuKoBHUX
ymeTHHKa Cpouje.
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CaMOM Kpajy KIbUTre MoJI HacJIoBoM , DparMeHTH HAEHTUTETA , ayTOpPKa HaM CAaCBHM
puoOIMkaBa YMETHHKA Tako MTO ofpelhyje merose cnenupuyaHe KapakTepHe
ocobuHe: ,,/laBryo je Omo TUX U MOBYUYeH Y0BEK. MIMao je, o ceemy cyzaehu, uBpcT
a Oyar kapakTep, KOjH je ’heroBe YUCHHKE, CapaJHUKE U MpHjaTesbe ociodahao u
MOJICTUIA0 Ha KpeaTuBHOCT. [locBelieHn MoepHOM M3pa3y, CHaXXHO je CIEeINO
HEroBa UJIejHa M €CTeTCKa YIIOPHINTA, TIpuiiaro)aBao ux U pa3Bujao y cKiaay ca
COTICTBEHMM CHCTEMOM BPEIHOCTH... tberoBa nepcoHaIHOCT HaIUIa31iIa je OKBH-
pe jeBpejcke 3ajeHuIe, IPyIITBEHOT €CTA0TUIITMEHTa IPECTOHUIIE, OBEIIITAIIC
rmatpoHarcke cucteme’ (ctp. 159).

Hetuursciuso. Ilpu ¢pparmMenT 3a cehame jecTe reHesa yrienHe jeBpejcke
nopoxawutie [laBudo y beorpany, TauHuje, UMIIpECHOHNPa HAaC ca3Hame na je Jlyjo
JlaBudo moTomak rmoposuiie Xajuma /laBruda, OCIOBHOT capaJHUKa KHe3a Muxa-
nna, ,,a ’berOBM CHHOBH M YHYIIM OWJIH Cy TPTOBIIH, TIOCBEheHH! pa3Bojy jeBpejcKe
3ajennntie y Cpouju’. Ilogartak 3a Hezabopas je na je Jlyjo JlaBudo, ymeTHUK U
aHTudanmcTa, TOTOMaK MopoauIle yriaeaaux cedapackux Jespeja y beorpany,
Koja My je omoryhuia ma uckaxe CBOj TaJeHaT 3a MY3UKY U UTPY B OCTBApPH JKEJBY
Jla CTEKHE MMHUPOKO 00pa3oBame, 1a MyTYje U Aa CE MOBE3Yje ca NMHTEIECKTYaTHOM
eJINTOM Yy CBETY; OH he ce 10 Kpaja )KUBOTa TIOHAIIIATH Ka0 TTaTPHOTa CBOje 3eMJbE.

LlIxonosarwe u bareiucka xapujepa. Jlyjo Jasudo je pohen y beorpany mo-
geTkoM XX Beka (1908). Majka je paHo octana yaoBHIla ca Tpu cuHa, na [IpBu
CBETCKH pat mpoBoau ca aemnoM y llIBajmapckoj kox poxomne. Ty Jlyjo moxaha
LITKOJTy 3a HTPY 3aCHOBAHY Ha TeopHjckuM naejama Emia XKak-Jlankposa (Emile
Jaques-Dalcroze, 1865-1950). Y xsu3u ce 0Baj BUI MOICPHE, U Y CBETY HOBE UTDE,
Pa3IMYUTO UMEHY]e: HeKajla, TPEHEeTO U3 Me/IHja, 0]l HAa3UBOM ‘TIIACTHYHA UTpa’,
IPYTH YT je ‘€ypUTMHUKA’, ,,METOJ yUeHha My3HKe ITyTeM MOKpeTa Terna” (cTp. 44).
OBaj BUJT HOBE UTPE XBaTa KOpeHe y Oe0rpaickoj CpeArHH y BpeMe MitanocTH Jlyja
JaBuua, kana ce on Bpaha y beorpar, rie taj HoBu npucTtyn npeHocu Mara Ma-
rasuaoBuh. Capal)yjy Ha MHOTMM TIPOjeKTHMA jep UM je TTOBEe3HHUIIa 0CI000l)eHo
TEJI0 3a UTPy y3 My3uKy. Tpebaso je ma mpohe ompeheno Bpeme aa ce mupa Kyii-
TypHa jaBHOCT y beorpasay 3anHTepecyje 3a 0Baj BUJ UTPeE, KOjU HUje OHO THpe
MTO3HAT JABHOCTH, MaJIa je TIOCTao /160 00pa30BHOT MporpamMa yueHUKa 1 yIeHHUIa
Y HOBOOTBOPEHUM JIpKaBHUM OaieTckuM mkojama y beorpanxy n'y HoBom Camy
HEeTMOCPeTHO HaKoH J[pyror cBeTckor paTa (mpeameT Ham je y HoBom Cany mipe-
nmaBaia Mmtena [lommosuh nox maznsom Mogepan 6arner).

Jlyjo JlaBudo je 6o HOCHIIAI] HOBUX BU3Hja y 0AIETCKO] UTPH U TIJIECY KOje
he ce yuBpcTUTH CBOjUM OOTaTCTBOM TIOHY/IE TEK OCaMAECET roJuHa KacHuje y
Beorpany. Maya Ha HeKMM IMakatuma 3a rpezcrare y beorpany nume na je Jlyjo
Jasnyo wian HapomHOT O30pHIITa, YHH-CHUIIA j€ 1a OH HUKAa1a HHje OMO HEeTroB
CTaJTHH WJIaH, HETO WIAH Pa3InYUTUX aJTepPHATHBHUX TPyTIa ¥ IporpaMa Kojuma
ce y TJIaBHOM Tpajay apupMIcao HOBH Tajac pa3MHIIIbamka 0 UTPH, aJTH U O CJIO-
0oy Tea UTpavnIia u urpava. ¥ TOM CMUCHTY je neioBame Jlyja JlaBuga 30-ux
rogHa XX Beka y beorpaay Onio CIMYHO OBOME IITO IaHAC Y UCTOM TOM T'paly
paze pa3ITuIuTe TPyIie, AITSPHATUBHE MHCTUTYITMOHATHOM aHCAMOJTy Y IPyKaBHOM
MMO30PHUIITY. AJIK M caJia oAl O ’HUMa He ,,CTaHyjy" y HHCTHTYIIHjaMa JIBajy
JpKaBHHX MTO30PUIIITA ca 0aeTCKuM aHcaMmOnnMa. 1 e ce ayBa cehame Ha anrep-
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HATHBHE IOKYIIIaje ¥ OCTBApEHha y ICTOPHjHU Hallle YMETHUYKE, IIPEe CBeTra M030PH-
ITHE KYITYpe, Je0 je jeHe 0OMMHHje paclipaBe Ha Ty TEMY, aji OHa HEHAOCTaje.

Animupawucimiuuxu pag mehy iapuiuzanuma u cmpid y Hurwuhy. Jlyjo Ja-
BHUO je 010 ,,0aNeTCKH urpad, Kopeorpad, crieHorpad u rmeaaror, yaecHuk Hapon-
Hooco0oauIavuKor okpeTa Jyrocnasuje™ (ctp. 39). AHTH(AIINCTa KOJH je CTpagao
y jeTHOM aHTUpaTHOM 3a1aTKy y Huknmhy: ,,M3Bpiimo ra je y ume nocseheHocTu
MAPTHjH YHjU Cy Ta YIAHOBH MPUXBATHIIN KA0 YMETHHKA 1 JeBpeja, cacnu 1941,
u Ounm nocsehenun 60pOM MpoTUB (bammMa AJY ra HUje U3BEO 3aTO0 IITO MY je
Tako 6uino Hapelheno. I/I3Bpumo rajey uMe aHTI/I(baIHI/ISMa u 6op0Oe 3a croboxy,
XpTBYjyhu cebe, 3aTo mTo je 61o jynak™. Ce je To GopMHUpaIo BEroBy Xpadpy
JIMYHOCT 3a MAaTPUOTH3aM H ,,CIIPEMHOCT JIa C€ )KPTBYje 3a ciodomy™ (ctp. 159—160).
YkpaTko, jenHa cuenupuIHa YMETHHIKA O0aleTCKa JTUYHOCT KOJ Hac, UHhje UMe
Beh 65 roguHa ¢ mpaBoM HocH OajeTcka mkona y beorpany, neo je Hame OypHe
HCTOPHJCKE MPOIIJIOCTH 3a KOjy C€ HEIOBOJHHO 3HA y CaJallllboCTH. ,,I11koma je
MTOHEJIa UMe KOje je cCMMOO0JIN30Balio CHMONO03y TI0jeIMHaYHe paTHE )KPTBE, CTpa-
Jara esIor HapoJa U peBOYIIUOHAPHOT caapiKaja“, 3aKJbyuyje ayTopka (CTp.
157), amme obecMuIIIIbaBa TUCKYCH]y O TOME Ja i 6ayeTcka mkoia y beorpaay
Tpeba na Hocu nme Jlyjo JlaBudo. Jla, Tpeba, jep oH je meo Hac.

®parmentu u3 kwure Caire bpajosuh mokpehy OpojHa akTyellHa TUTakba y
0aJIeTCKO] YMETHOCTH JTaHaC KO Hac. JeHO oIl MHTama je Kako ce uyBa cehame
Ha 3aciy’>KHE YMETHHUIIE U YMETHHUKE.

Y Cpbuju cy 6e3mano 80 roguHa oOpa3oBaHe OpOjHE UTPAYMIC U UT'PAYN
pacyTH IIMPOM CBeTa, ope]] OHUX Koju ¢y y CpOuju ocTanm 1a cBerode o CBOjoj
ymetHocTH. [lopen aBejy ApkaBHUX OaseTCKUX IKosia ocHoBaHux 1947. (y beo-
rpany u HoBom Cany), manac cy Hactasie (Hajipe Kao UCTypeHa OJeJherha) HOBE
caMOCTaJIHE MIKOJIE Y pa3HUM IpaJJOBUMa, yKJbyuyjyhu u Buie npuBatux. Camo
HEeKe HOoce UMe TI03HATHUX OalleTCKuX yMeTHUKa. Hanasbe, Yipyxkeme 0aneTckux
ymeTHHKa y CpOuju (ocHOBaHO KacHUX 60-ux roguHa XX Beka) MOTPYIHIO Ce
na cehame Ha OaneTcke yMETHHUKE 3aKOUpa y TOAULILUM HarpagaMa 3acilyKHUM
ymetHunnMa (y beorpany u y Hosom Cany); y beorpany ,,JJlumutpuje [apmauh®,
a 'y Hosom Cany ,,Mapunra Onemuna”. OHO IITO HEJOCTaje jecy KUBOTOIHCH,
(parMeHTH KHBOTa 32 MHOTe TIOOMTHUKE U JOOMTHHULE TPU3HAA, & YHJU CY T10-
Jalu OCTYTHU Y JIeKCUKOHY CPUCKUX UPUSHARA OAICMICKUM YMETHUYUMA.>

Kmura npod. np Came bpajosuh nokpehe u auckycujy Ha remy: Kako ce
MUIITY TEKCTOBH O 3HAYajJHUM YMETHHUIIMMA y OaJieTy KOJl Hac JaHac? AyTopka je
CaKyIuJja pacyTy a Iparoleny AokyMeHTauujy o Jlyjy JlaBuuy, u3y3eTHOM yMeT-
HUKY jeBpejCcKe 3ajelHuIe, aKTHBHOM y KyJITYPHOM XHBOTY beorpazna y nepuony
nsMmel)y JBa cBeTCKa para, a TparuyHo CTPaalioM y jeTHOM TMBEP3aHTCKOM YHHY
y Hukmnhy, koju je cam oprannsoBao. 3aTo je 1 leroBO HME ype3aHo Ha II0YH
HacloBJbeHO] ,,[lorunynu y HOB u sxpTBe para: 1941-1945 y I1IpBoj Georpanckoj
rumHasuju. [logarak xoju He cMe Aa ce 3a00paBy y BpeMeHy penehruHIcama 1mo-
JUTHYKKX Joralaja n3 OnMcKe HaM MPOLUIOCTH KOJI HAacC, Y3 U3Y3€THO OpUKIBHBO
MPHUKYTJHEHE HCTOPHjCKE TIOIaTKE, Kao MPUMEp IpyTruMa.

2 Ratko B. Stojkovi¢, Leksikon srpskih priznanja baletskim umetnicima, Beograd: ,,Alma‘,
2024.
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Kmura nmokpehe nuckycujy nu o MeTony nmucama KHUBOTONHCA ((KUBOTHE
MIpu4e) MojeInHATIA U TI0jeIMHKH Kao JeNTy HOBHje MoaepHe uctoprorpaduje: la
JIM Cy CBEJIOYUCH»-a MOje/IMHAIA jeTHAKO BaIHMJIHA KOJIMKO U JIOKYMEHTA cauyBaHa
y HHCTUTYyIIHjamMa? MeTo/ IpUMEmEH Y KIbU3H, y3 CBEI0YeHa TT0jeIUHNX 0c00a,
rmomoh je cBUMa KOjH JKeJie 1a 00jaBe KIHUTY Ha OCHOBY MPUKYTIJLEHUX (hparme-
HaTa, 1a Ou nX GopMHUpaNn y IeInHy. AyTOpKa TO TaKO PajIy IITO KIbUTY OPTaHu-
3yje Ha JIBa HUBOA: jeJlaH HUBO j¢ jacaH TEKCT KIbUTE O 0aJIETCKOM YMETHHKY, a
JIPYTH HUBO j€ TIOTUTHYKH, APYIITBEHH, KYyJITYPHH, MHTUMHH )KXUBOT Y beorpa-
Iy ThETOBOT BPEMEHA — BU3YETHO M3BOjCH — y HanmoMeHaMa (YKyITHO Bux 158).
Ty cy, y cTBapu, IBe KIHUTE KOje Ce HAJIOMy Y]y, U IbUX 00jeINibyje He caM TeKCT
Hero 1 MHOToOpojHe dhoTorpaduje (yKymHo 75) u pazHa qokymeHTa (Bute of 10)
CTaBJhEHA Ha YBHUJ YATAOIMMA J1a CaMy (OPMHUPAjy CBOja MUIIJbCHA.

JlparorieH je cBaku MmoaTak Koju je ayTopka mobuna, og ocoda, y HHCTHTY-
#jama, FTH U3 MeHja, ¥ YBPCTHIIA UX y CBOj TEKCT parmenara: pororpaduje
(ypemHo naTupaHor MojiaTKa y YHjeM ce ocey Hallase, Hajuenrhe U3 MpuBaTHUX
JaTOTEKa), KOjuMa ayTopka OTBplyje KOHTEKCT U aTMOc(hepy BpeMeHa O KojeM
Ce y TEKCTY CaoIIITaBa; JleceTak JJOKyMeHarta (TIakaTH U JIp.), Pa3InuuTe JpyTre
Mo/IaTKe W3 MMUCAHUX MENH]ja, 3a KOje CBE JIaje OPEKIJIO y TyTOM CITHCKY JTUTepa-
Type Ha Kpajy Kmwure (cTp. 161-175). ExykaTnBHE Cy mTogaIy o IopeKiTy, y3 ooja-
IIBEha U3 MIMPET IPYIITBEHOT KOHTEKCTa (Ha MPUMED, jeIaH O CHHOBA THIIE
MajIIy IPUBATHO TTHCMO Ha (PPaHITyCKOM je3UKY, a KOMEHTap ayTOpKe je: ,,IITO CBe-
Jo4u 11a ce cedapcka exuTa OBUM je3UKOM CTYKHUIa y TUIHO] KOMYHUKAIH]H ).
[TomaTak Han3TiIen HEBaXkaH, alii OuTaH 3a Tekyhy nojgemuky y Cpouju qanac ma
je np XaBHM Ueas: jefaH je3uK, jelHa Haruja, jenan Hapoa. OH1a mogary o yIo-
TpeOu pyror (CTpaHor) je3nKa y MPUBATHO] KOMYHHUKAIIJU 0Xpadpyjy, jep 3ajen-
HHUIIa MOXeE OTICTAaTH M y3 yHOTpeOy NpyTux (HemarepmuXx) jesnka. Jpyru moma-
TaK, HaM3TJIe HeBaXKaH, CTOjH Y3 00jallibernhe 11a je Majka Ouia wianuma CBEeTCKOT
LMOHUCTHYKOT yIPY Kera KeHa, a OHJ1a YUTaMO JETaJbHO 00jallIberke Te Mporpe-
CHBHE OpraHu3aimje, YMMe 3aMpaBo ayTopKa eAyKyje jaBHOCT, UPH 3HAHE O
BKHOCTH JKCHCKOT aKTHBH3Ma M UCTOBPEMEHO pa30Hja KOI HaC yCTaJbeHE CTe-
peoTurie o MUoHU3MY (cTp. 35).

Jlasbe ayTopka 3Ha4YeHe YIOTpeOJhbeHUX TEPMUHA HE OCTaBJba MOpa3yMeBa-
HUM, HETo uX o0janrmaBa (Hajuenihe y HaloMeHaMa), Kako Ou ITMpOK KPyT YuTa-
nara Morao Hahu JIOBOJBHO HOBHX TOJ[aTaka 3a (hOpMHUpPamke CONICTBEHOT 3HAbA.
Ta OKpEeHyTOCT NIMPOKOM YHTAJIAYKOM ayJHTOPUJYMY C HAMEPOM eyKaluje o
TEMH K0ja je YCKO yMETHUYKA, je/THa je O]l YapH OBE KIbUTE.

Kako ce moroano 3a60paB yMeTHHKA KOjH je OWO Ty TOPET] HAC Y Pa3THIuTUM
yiorama: urpad, kopeorpad, cuenorpad u antudammucra? lima Bume ogrosopa
Ha 0BO nuTame. CBU KOjU CY MOTJIH CBEIOYUTH — IPHUjATEIbH, KYJITYPHU PaTHUIIH
13 jeBpejcKe 3ajeqHuIle y beorpany — mporpecuBHA YMETHUIIH, CTPAaId Cy Y
TIOTpOMIMa TOKOM pata; Ol BEJIUKE jeBpejcke 3ajenuuIle y beorpany 3Hagajan
Opoj cTpamao je y pary, a 3Hadajan 6poj ce oxncenno n3 CpOuje y HoBopopMupany
npxaBy M3paen. Hanaswe, yramena cy MHOTOOpOjHA yIIpyKeHa [TOBe3aHa ca Jie-
JIATHUITIMA JeBPEjCKE 3ajeTHUIIe HaKoH JIpyror cBeTCKOT parta, min 0ap BehuHa
y kojuma je Jlyjo JlaBuuo 6o akTHBaH HHje OOHOBHMIIA M HACTABUJIA CBOJy JeaT-
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HOCT, T1a je MPEKMHYTa Be3a H3Mel)y MpoIuior U calalimber. AU CBelloYeHa HUCY
MOTIYHO yTUXHYA, Kako HaMm oTkpuBa Cama bpajosuh. [logamu ce nanasze y
JeBpejckoM HCTOPHjCKOM MY3€jy, Y MHOTOOPOJHIM 3a0eenkaMa y Ta allimbiaM
MACAaHUM MeIHjuMa, aju Hajsehu Opoj je y pa3IuIuTUM IpUBATHUM apXHBaMa.
Yupago je oBe ‘maroteke’ kopuctria Camra bpajopuh kaaa je mpaBuia ciarain-
1y kuBoTa U IpodecuonanHor paga Jlyja Jlapmua. OBo oHA CBAaKM ITyT HATJacH
y HarloMeHaMa (Koje Cy CBOjeBpCTaH KaTaJIoT 3a CBAKOT KO OBY TEMY HACTaBJba).

Nmnak, ocraje mutame: e jomr yBek ,,cranyje cehame Ha ocode Koje cy mane
JOTIPHHOC KYJTYpH, JaHac KOJ| Hac, He caMo U3 IOMeHa yMEeTHOCTH? Jep 3a6opas
Hekux gorahaja u ocode mocrienryje 1 HauuH Ha KOju ce cehame NeoNoKy 9y Ba.
My3ej yMETHHYKE UTPE HeJoCcTaje, a Tpebano Ou ma je omaBHO Ty Mel)y Hama, y3
Beh JIOBOJFHO 00aBJCHHUX UCTpaKMBama. Ha mpumep, Bpeieno Ou UCTpakUTH
onroBop Ha muTame: Konuko mkona nanac y CpOuju jorn yBeK HOCH UMe 3aCITy-
XKHHUX 0c0o0a Koje Cy JKUBOT Jialie IoBe3aHe ca aHTH(HAIINCTHIKUAM Hejama y JIpy-
TBY, 0c00a KOje Cy MPUTOM Jajie 3HavajaH MONMPHUHOC CBOjoM AenaTHomrhy y
KyJITYpH, YMETHOCTH, 00pa3oBamy?

3601 n3y3eTHOT (PHIITPAHCKOT HCTPAXKUBAYKOT METO/AA, 300T TTOy3MaHmX
ro/iaTaka, a mpe cBera 300r Jby0aBU ¢ KOjOM je TEKCT IUCaH, ¢ HaMepoM Ja joj
Bepyjemo, kiury npod. ap Came bpajosuh Jlyjo Jasuuo: ¢ppaimenitiu sxcusoitia
Tpebaso O 1a MMa cBaka OnOmoTeKa, cBaka mkosa y CpOuju, He caMmo JiBe IpKaB-
He OaseTcke mKoe.

Cesenxa JI. Casuh

npod. emeputa Ounozodcekor dhaxynrera y Hosom Cagy
svenka@eunet.rs
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UDC 792.8.071.1:929 Bjegojevié 1.(049.32)

O ITPUHIOHUITUIEJIHOM KAPAKTEPY 1 OJJbPAHU
[TPO®ECHOHAJIHUX CTAHIOAPIA

(Bepa O6panosuh, JOBAHKA BJEI'OJEBUR: TITHUI]O,
HE CKJIAIIAJ CBOJA KPHIJIA. beorpan: Yapyxeme 0aaeTcKux
ymetHuka Cpouje, 2022)

Haxkon nBe HayuHe MoHOTpaduje — o kopeoapamu u o Maru MarazuHosuh
—npodecopka Bepa O6panosuh je Hanucanza KBUTY O )KUBOTY M pany JoBaHke
Bjerojesuh, ncraknyTe jyrocioBeHCKe U cpricke npumadanepune. Bepa O6panosuh
je 6e3 maeanu3zanuje npeacrasuia gomahe u Mmehynaponne ycnexe u nocturayha
OBe CllaBHE 0aJIeTCKe YMETHHIIE, OCBETI/hbaBajyhu oTexane gpaxtope JOBAHKHHOT
KUBOTA U pajia: HeycIiexe, HelpHjaTesbCTBa, He3a0BOJECTBA, MU30TMHU]Y U 3710~
CTaBJbamba.

Excneprusa Bepe O6pa)10BI/Ih je cnoxeHa u cinojeButa. OHa )KUBU Y CBETY
YMETHOCTH, BeoMa ra 100po no3HaJe u pasyme. [lyro ronuna npenaje u nogyya-
Ba myiaze. OcuM Tora, M3rpajania je HayYHu ay TOPUTET 6p0_]HI/IM METOIOJIOLIKU
100po yTeMeJbeHUM, HCTOPHOTpaCKUM HCTPaKMBABMMa pa3Boja MIecHe yMeT-
Hoctu. Ho, y ogHOCY Ha mpeTXoaHe CTyauje, casa je 3ajaTak Ouo AeTUKaTHH]H.
Ty menukaTHOCT ycnoBJbaBajy 1Ba pasnora. [IpBu pasior je no3uuuja ayTopKe:
oHa je JoBanky bjerojeBuh nosnaBana y jaBHOM H IPUBATHOM NPOCTOPY, U HCH
OJTHOC je MOrao OUTH HUCyBHIIE CyOjeKTHBHO 000jeH. 3aTo ce MUTaMo Ja JIX je
3a/1001I1a OBEpEHE YUTaNala, 1a JH je cadyBajia Hay4YHU MHTErpuTeT. Jpyru
pasiior cy BeoMa HelpHujaTHE YHICHHUIIE 0 MHCTUTYMOHAIHOM HAaCUJby IIpeMa
Josanku bjerojesuh. OBoj Beoma oceTsbHBOj Qy3uju CyOjeKTUBHOT ¥ 00jEKTHBHOT,
ocehama U YNIbEHHIA, ayTOPKa je MPUCTYINIa CAMOAUCIUIUITMHOBAHO, TIOMITY-
jyhu crangapzae Hay4HOT paja U penaHo npoydasajyhu pasHOBpCHE U3BOpeE.

Kao y nperxogaum cBojuM MoHorpadujama, Bepa OGpanosuh je u oBom
MPUIIMKOM TMOKa3aja aa je OprxJipuBa ucTopuuapka. OHa je 1 cajga BeoMa MocBe-
heHo nmpuKyIbaa, HaKJbUBO U OJTOBOPHO YUTAJIA, U KPUTHUKHU OMPE3HO TyMa-
YHJ1a BEOMa pa3HOBPCHY rpal)y — o[ MpUBaTHUX MHCaMa, pajno U TEICBU3HjCKUX
emMucHja u (UIMOBa MPEKO HOBUHCKUX WIAHAKA U KPUTHKA HA CPIICKOXPBATCKOM
1 Ha jOII JIEBET CTPAaHUX je3uKa, HacTojehu 1a TBpAmE MOTKPENU Pa3HOBPCHUM
JOKyMeHTapHUM MaTepujaioM. Kmura uma 411 crpana u 82 ¢otorpaduje xoje
Cy OMUINYaH, CACBUM KOMIIJIEMEHTapaH, BU3YEIHH JIe0 XPOHOJIOIIKOT HAPaTHBA.

[Ipempa je cinokeHo OCMUILIBEHA, Kibura o JoBanku bjerojesuh je Hanucana
jEIHOCTaBHUM M Pa3yMJbUBHM je3UKOM. Y KEbH3H JI0 U3pasa Joja3e JBa 3arjiera.
[pBu 3amiet yuHM cyaap npodecHoHATHUX CTaHIap/a HaaJeKo CllaBHE TpHMa-
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GanepuHe ca cmabo ypehenom mHcTHTYIIHjOM. McmocTaBuio ce ma 3a JopaHKY
BjerojeBuh mpenpexe HUje MOCTaBJbA0 HHOCTPAHU MPOPECHOHATHN YMETHUYKH
cBeT, Hero nomahm mpoctop: HagacBe Haponuo noszopurire y beorpany. Curyp-
Ha caM J1a he YuTaoy MPUMETHTH jeTHO BaKHO MUTAkE KOje UCKpcaBa m3Mehy
penoBa, a To je: Kako To ia HUKO 01 ”HOCTpaHHMX IjIecada U riiecaduiia HuKajaa u
HUTJIC HHje TOBOPHO J1a je JoBaHKka bjerojeBuh ,,remnka u ,,He3roaHa 3a capaamy *?
3amTo cy Heke meHe Jomalie Konere M KoJeruHHIle Te TpadeBe YIOPHO MPEHO-
cunu y jasHocT? To je 30ymHBao cBakora Ko je BaH MO30PUIITHOT KPyTa pajauo
c JoBankom bjerojesuh jep cy Tama MHOTH MpuMehnBa N cacBUM CYNPOTHO: /1
jé ¢ /oM capasma Ouia ,,BpJIo YCIEIIHA U U3HA CBHX OUCKUBama'™.

JlpyTu 3amieT je HeOABOJUB O IIPBOT, a MPECTaBJba T'a CTPOT U MPUHITU-
nujenad kapakrep JoBanke bjerojeBuh, 4BpCT, HEMOMYCTIEUB U HEMTOJMHUTIENB
kapakrep. Jbyiu yriiaBHOM HUCY pa3yMeBaJIH Jia Ta CTPOTrOCT IPOUCTHYE U3 TPHH-
nunujenaoct JoBanke bjerojeBnh. OnHa je Tom npurIUNHjerHOMMYy OpaHuIa
JbyZICKe U mpoecroHanHe BpeqHoCTH. JoBanka bjerojeBuh je moOpo 3nama aa ce
cBaka mpodecuja OpaHu MOMTOBAKEM MTpaBuiIa mpodecuje, paoM 1 pe3yaTaTH-
Ma panga. 3a CBaKOT KO WMa JpyTradrje BPETHOCTH, TO j€ YBEK Pa3Jior 3a CyKoO.
MHOTH HCTaKHYTH JBYIU Y HAIIIEM JIPYIITBY, & YECTO CY Y MUTAY IMPEIBOTHUITH
y HeKoj chepr paga, UMajii Cy TaKaB UCTH — CTPOT U MPUHITUITHjeNlaH — KapakTep,
aJiu ¥ BeoMa CIIMYHe BpcTe CyKkoOa Kao mTo ux je umaja JoBanka bjerojesuh.

V okBupy 00mIBa U3BOpa Koje je Bepa Obpangosuh kopucTuia, HAPOIUTO U3-
JBajaM METaTeKCTOBE. T0 cy OHM TeKCTOBH Koje je JoBaHka bjerojesuh cTBapamna
ynucyjyhu ux Ha ApyTe MTaMIIaHe U ITICaHe MaTepHjalie. Y OBY IpyIly TEKCTOBA
CraJiajy U HhCeHA jaBHA pearoBarba Ha HeTaYHe HOBHHCKE TEKCTOBE. JEITHO TaKBO
pearoBame, 3axBajsyjyhu nmpodecopku O0pamosuh, cana je mpBu MyT AOCTYITHO
y nenuHu U To nocie 52 rogune! Ca oBakBUM jaBHUM KOpeKIlHjama, JoBaHKa
bjerojeBuh, xao u npyre HCTaKHYTE )KEHE y CPIICKO] KYIATYPH, HE IIaJbe CaMO
TTOPYKY — Jia BIACTUTH HHTETPUTET MOPa jaBHO Ja ce Opanu. OHa TUM TEKCTOBUMA
CYIITHHCKH jaya CBECT O TOME JIa UCTOPH]ja MOYMBA HA TUCAHUM U3BOPHUMA U J1a CY
3aTO0 OBH ,,ja~JIOKyMEHTApHH U3BOPH " Ka0 MPHUMAPHHU N3BOPH — BAXKHHU, OTPEOHU
Y KOPHCHU 32 PEKOHCTPYKITU]Y TPOIIIOCTH.

V oBoj cryauju Bepa O6pamosuh je jacHo, 100p0 OpraHU30BaHO M aHATHTHY-
HO TIpe/ICTaBIIIa UK 1 Jiesio JoBaHke bjerojeBuh cramno ocBeTsbaBajyhit KOHTEKCT
pa3uux gorahaja u uyBajyhu ce mpe3enTu3ma. [ 1aBHa Tema je ciiokeHo oopahe-
Ha 112 je 300T Tora 0Ba KIbUTa PU3HHUIIA [T0J]aTaka U MOXKe Jia IOTIIOMOTHE Y TIPO-
y4aBamy pazNIuIUuTUX AUCIHUILINHA: HCTOPHjE IPYIITBA U KYJITYpe, UCTOPH]jE
OaneTcke yMeTHOCTH, IIKOJICKOT CHCTEMA, HCTOPHje je3uKa, COIMOJIOTHjE YMET-
HOCTH, MeJlvja, TOJIMUTHKE YMETHOCTH, MEHAIMEHTa Y KyNnTypu uTA. Ha mpumep,
MOJKE C€ TMjaXxpOHO MIPATHTH je3UK MeIHja M KPUTHKE aJTh U JaHaC aKTyeITHO ITH-
Tame ,,POTHO OCETIHUBOT je3nka’. [loTom, kakas je cTui1 JoBaHKUHOT ayToOnorpad-
CKoT ,,ja-cehama‘. Ona jecte onpanuje Ouiia mo3HaTa Kao YMETHHUIIA TTIOKPETa,
aJIM cajia ce MOTIIYHHje OTKPUBA | jeJIaH JIPYTH IEH TalleHaT, KOju podecopka
O6panosuh carnemasa U3 BUIIE YTIIOBA, a TO je JienopekocT JoBanke bjerojesuh.

YV okBHpY OBOT cJi0ja ayTodnorpadckor cehama u3aBajaM 1 OHE JICIIOBE KEbH-
re KOjU ce THUY IMOly4aBama, MpeHoca 0ajJeTCKOT HCKYCTBA, BEIITHHE U 3HAKbA.
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3amrTo? Y K\HU3M je BUIe ITyTa HaloOMeHyTo aa je JoBanka bjerojeBnh matumna
3aTO MITO HHje MOTJIa Ja Mpefaje U MPEHOCH CBOje 3HAEe OHMMA Koju he ce mpo-
(hecnonanno 6aButH OanetoMm. Bepa Obpanosuh je ympaBo npexn kpaj )KUBOTa
OBE€ U3y3€THE YMETHHIIE, JaKJe y TIOCIEeI-eM MOMEHTY, 3alHcalia v cadyBaja 3a
Oyayhe HapamTaje peuu ciaBHe puMabdaIepuHe O MTONyYaBamby, O UTPH, O YUCHY,
0 pany, O eAaroruju; MPeHeceHu Cy U MHTEPBjyH U cehama cTyaeHaTa u cTy-
JCHTKUHha, KOJISTHHHUIIA ¥ KOJIEra, Pa3HUX capajJHiKa, kKao u ceharma ayTopke o
JoBanku bjerojeBuh, Tako 1a cMO TOOWUITH CBOjEBPCTAH MEIATOIIKH, METOUYKH,
IUIaKTHYKU MaTepujas. CMaTtpaM Jia je y TOMe 0oJaTHa BPEIHOCT OBE KIbUTE,
jep ce MOXe KOPUCTUTH B Y 00pa30BHE, HACTABHE CBPXE, KA0 YIIOCHHUK.

Jlanac, kaga ce ry0e JbyICKe BPEIHOCTH U ITpodecronHaiHa eTHKa, KIbUra
Bepe O6panoBuh Hac mo3uBa 1a BpaTHMO CBECT O BPEIHOCTHMA, JIa CE CYOUUMO
ca YMIbEHUIIAMa O BPEIHOCTHMA ITojeINHAIA M IbIXOBOT PaJia, alli HaC NI031UBa U
Ha CyOYaBame C JIMYHOM M MHCTUTYIIMOHATTHOM ojaroBopHoirhy. [To3nBa Hac na
Ce CTaJHO MHUTaMO: IIITa PaANMO, KaKo M 300T 4yera, Kako ce IMOHamaMo, Kako 1
Kora 6mpamo y MHCTHUTYIIH]je, ITa TPOU3BOANMO CBOjHIM H300pHuMa, KOME TO MOXKe
ouTH on kopucTH. Ca omrykoM Yipyskema 6anerckux ymetauka Cpowuje ga obja-
BH OBY IpBY MOHOTpadujy o JoBaunku bjerojeBuh, HHCTUTYIIMOHATIHO C€ BPATHO
YT HEKAAIIk0j YiIaHuy ancamona Hapogaor no3opurrta. CyImTHHCKH, TO j&
MMOCTUTHYTO 3axBaJbyjyhu Bepu OOpanoBuh, unju he orpoman ucTpakuBadyku
rmocao 6e3 CyMmbe HHCITUPHUCATH APYTeE MOjeINHIIC Ha Jajka MpoydaBama. Y 2023.
TOJIMHH, 32 TIOJPIIKY Pa3BOjy CTBApamba 3Hamba U3 00JIaCTH POJHUX B (peMHHUCTHY-
kux cryauja y Cpouju, mpodecopka Bepa O6pamosuh je nodbuna Harpany ,,Auhen-
ka Munnh, kojy monespyje Ceknmja 3a peMUHHCTUYKA UCTPAKHUBAA i KPUTHIKE
crynuje mackynuanTeTa (CEOEM) Cprickor COMOIOMKOT APYIITBA.

Ceetunana E. Tomuh

®dakynTeT 3a CTpaHE je3nKe
Anda BK Yausepsuret, beorpan
tomic.svetlana@gmail.com
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UDC 821.163.41-2.09(049.32)

I[TO30PUIIHO IIOTKA3SHBAIBE )KMBOTA:
JYYE, JAHAC, CYTPA

(Jbusbana Ilemukan-Jbymranosuh, CMEX U CY3E YV PAJbAMA
HUCTOPHJE. HoBu Can: CtepujuHo nosopje, 2024)

VYenen HacTojama Aa oUpTa UCXOMUIITA BIACTUTE MOETUKE, IOBOAOM 00ja-
BJbHBama cBojux Cabpanux pomana 1988. roqune, Cnobonan Cenenuh npume-
hyje na je yoBek OankaHCKOT MOAHEOJbA U3JIOKEH NOIUTHULH ,,KA0 TOJIULIABI
Kynad HEeMUJIOCPIHOM CYHITY Ha IeCKOBUTOM xkaiy“.! [IpuxBaTuMo 1 yBepeme
J1a je JbYJICKa NCTOpHja CYIITHHCKH HEOABOjUBA O] IPEBUpakba Koja Tpacupajy
paszIu4UTe NOTUTHYKE TEHICHIN]E, HUj€ TEIIKO Pa3yMETH HU UCTHHUTOCT TE3€
Jla ce M3a CBAKOI YMETHHYKOT J€jia Hajla3e CTBapaall v rwelosa eroxa.

YHyTap npocropa koju (opMupajy oBa 1Ba cXBaTama MOryhe je mpero3HaTu
jemHY OJ1 OCHOBHUX HUTH OKO KOj€ je cCauni-eHa HajHOBH]ja MOHOTrpaduja JbrsbaHe
[emukan-Jbymranosuh Cuex u cyze y pavama uctopuje (2024). Hakon crynuje
Kag je 6una knescesa seuepa (2009), ped je o z[pyroj KIH3U KOjy ayTOpKa y Iie-
munu nocsehyje peromennma apame i rearposoruje. llect aHanuTHIKHX TeK-
cToBa mpupeheHnx y HOBOj CTyauju 00yXBaTa YeTBOPO CTBapaiala i BpeMEHCKH
orcer o CpeMueBHX MPUIIOBEIAKA O MY TYjyRUM INTyMIMMA U OYELIMa CPIICKOT
MIO30PHUIIHOT )UBOTA, IPEKO CAaBPEMEHUX KOMaJa — YHjH Cy U3Pa3UTH IPEACTaB-
Hunm bopucinaB MuxajnoBuh Muxus u Jlyman KoBaueBnh — mo nmocrxymaHu-
CTHYKOT TeaTapckor uzpasa Maje [leneBuh. Kako ayTopka cama HaBoau y ,,Peun
Ha TIOYETKY", HJejHa MpeoKymnaiuja Koja o0jennmyje TeKCTOBE Y KIBH3HU jecy
»OIHOC TO30PUIITA/IPaMe IIPEeMa HCTOPH]H — MOTUTHYKO] U KYITYPHO] — U Ha-
YHHH HA KOj€ [O30PHIIHA IPEJCTaBa U APAMCKH TEKCT TPAHCTIOHY]Y OHOC HOJC—
JUHIIA M KOJIEKTHBA ITPeMa BJIACTHTO] IPOLUIOCTH HJIU ITPEMa CBOJEBPCHOM ‘Kpa-
Jy BcTopuje’ Kao XyMaHUCTHYKE TUCIUTIIUHE™ (CTP. 5).

Tekcrt ,,On ycTaHn4KOr Oapjaka 10 MO30pUIIHE PEKBU3HUTE: MMO30PUIITE U
[IIyMIH Kao Tema ¥ uHcnupauuja y neiny Creana Cpemua“, Koju YUHU NMPBY
LENUHY KIbUTe, TOHOCH HUCIIUTUBAKE U MPEA0YaBakhEe MO30PULITa KA0 CACBUM
HOBOT BUJA KyJITypHe KoMyHukanuje mehy Cpouma. TemesbHUM MO3HaBamkEM
CpeMueBuX NPUIIOBEJAKa, aji U 3aXBajbyjyhu ocehamwy 3a HAllMOHATHY KbH-
KEBHY M KYJITYPHY HCTOPH]Y, ayTOPKa MOKa3yje KaKo CBET MO30PULITA U CBAKO-
JHEBHOT )XUBOTA HUKAJA HUCY Y iotilyHociiu onesbenu. Ha Tpary llekcnupose
OIIacKe /1a je LeO CBET IIIYMHMIUTE, YUTAOLY Cy YBEPJbHBO MPEIOYCHN TPUMEPH

! Slobodan Seleni¢, Iskorak u stvarnost, Prosveta, Beograd, 2003, 27-29.
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KOj¥ TTOKa3yjy Kako Cy MO30pHHUIA U Ty Tyjyhu TITyMITH KOju je 9hHe, 32 OHOBpe-
MeHy yOIuKy, OMJIi CTBapHOCT BHINIETa PeAa, 0K jeé CTBAPHOCT BaH MO30PHUIIE,
ca CTaHOBHUIITA TIIyMIla, BPETHOBAHA Y CKJIAJly C TUM KOJHKO — PEKBU3UTUMA H
JBYJICTBOM — MOYE JIOIIPUHETH CIICHH. AyTOPKHHA pa3MaTrparma MpecTaBibajy
TeMeJhe Ha KOjuMa je 3aCHOBaHa YMTaBa CTyauja. Ped je o TeKCTy Koju jecTe HCXo-
JTUIITe MHOTHX TeMa U (heHoMeHa kojux he ce Jbuspana llemukan-Jbymranosuh,
y Behoj niii Mam0j MepH, TOTUIATH U y OCTAINM TeKcToBUMa. [TokazaHo je kako
ce kosekTHB y CpeMYeBUM MPUITOBETKAMA CyoUyaBa ca MO30pUIITEM Ka0 HOBHM
EHTHUTETOM, JOK MY, ICTOBPEMEHO, HCKYCTBO KOHTUHYHPAHUX CykoOa u 6opoe
3a cJI000/y ¥ HAIIMOHAJIHY JIP)KaBy CYIITHHCKH 00elekaBa KyaTypHH UICHTUTET
1 OJTUCKHje MY je Ol HICKyCTBa MO30pHITa. Ped je 0 cBeTy y KOMe IMO30PHIITHU
IJIaKaT MPBO acOIMpa Ha IMMO3UB 3a MOOUITH3AITN]Y, aJld U YHje U3Pa3uTO ocehame
3a eTCKy MPOIIIOCT HaJIaXKe Ja Off TITyMalia Oy IIIeBJbeHO 3aXTeBajy Jia ce Ha OuC
TIOHOBH clieHa kajia Muutorr O6miuh youja cynrana Mypara (18). 13 oBor u gpyrux
yneyaTJbuBUX MpUMepa Koje ayTopka rperocu nu3 CpeMdeBor omyca, OMBa jacHO
Ia je 6amr y qaHe Kaja Cy TOKe, jaTaraH, MUIITOJbH U YCTAHWYKHY O6apjak mocTaan
MTO30PHUIITHY PEKBU3UTH JKUBOT MOY€E0 Ja (hyHKIIMOHHUIIIE Ka0 TI030pje UCTOPH]eE.

Kpo3 Tako ycrocTaBibeHy OHTOJIONIKY BU3YPYy MOTyhe je carienaTé U TeK-
croBe npyre neiaune. Jbusrana llemukan-Jbymranosuh, ca xepMeney THIKOM
Npenu3Homhy npoyJaBaola HapoJaHe KIHKEBHOCTH H TEaTPOJIOTH]E, Y3 CTPACT
MMa)KJBUBOT YHTAOIIA, 3aJIa31 Y CII0JeBUTOCT npamMa bopuciaBa Muxajnosuha Mu-
XHU3a CMeITajyhu uX y mpocTop ,,u3mel)y uponuje nu mopama“. /lujasor ca Hau-
OHAJIHOM HCTOPHjOM, KOjH je y ciydajy CpemMueBux jyHaka OMo MpUCYTaH y Ha-
3HaKaMa M MPOXKET XyMOPOM, Y MOJICPHOM TeaTpy OMBa CIIOKECHUJU H Kao TaKaB
MTOCTaBJbEH y cpeauinTe MUXu30BUX Apama. tbixoB eceHIMjaHN 3HAYA] U Ce-
MaHTHYKY BHUIIecIojHOCT Jbuspana [lemukan-JbymranoBuh Hamasu y gocimyxy
Koju je MUXU3 OCTBapHO KaKO ca eICKUM MecMaMa Kao MPEIJIONIKOM TaKo H C
TPaJAWIMjCKAM HaYeIMMa Ha KojuMa Cy Te recMme 3acHoBaHe. [Ipemosnasimm cy-
MITHHCKY HEMTOHOBJBHBOCT U jJEJTHOKPATHOCT KA0 CTA0HMITHY TauKy Jogupa uzmelhy
MO30PUIITHOT KOMaJIa U eTCKe IecMe, ayTopka rmocBeheHo U y TaHYHHE TT0Ka3yje
OOJIMKOTBOPHO YCTPOjCTBO U MHTEPIIPETATHBHA HaYea MUXHU30BUX apama. ba-
nosuh Ciupaxurea u Kpamwesuh Mapko, anyu 1 OCTaIy eNCKH jyHAIIU IPUCYTHH Y
IpaMaMa, ¢ jeTHe CTpaHe, OMBajy carjieaHu Kpo3 BU3YPy MapoarjcKe peceMaH-
TH3anuje Buactute pyHknuje y mecMama. C apyre cTpaHe, ayTopka MmokKasyje 1a
OHO TITO OBE KOMaJIe YHHH MOJIEPHUM, ITOPEJT OCTAJIOT, jeCTE BPEIHOCHU CUCTEM
MUNIYEBOT BpeMeHa HHKOPIOpUpaH y TekcT. OBO HApOUnTO OMBa BHIJBUBO KaJia
je ped o 00TMKOBamy KEHCKUX TnKoBa — banose XKene n Majke Jyrosuha. 3ama-
Kame na bopucnaB MuxajnoBuh Muxu3 y cBojuM apamama momepa GoKyc ¢
MATaka wilia Ha TUTAke KaKo W 3auito ce JIOTOUII0, ayTOpKa MOTKPeIbyje
3aKJBYIKOM KOjH Y BEJTUKO] MEpPH CyOJIMMIpa 3Ha4aj OBOT CTBApaoIia y OKBUpUMa
cpricke KibmkeBHOCTH. OH ce orjiena y eTuoTOBCKH cxBaheHoj cripe3n uzmehy
Tpaauivje ¥ UHAUBH]IYATHOT TAJICHTA U Y TIPOHAJIAKEHY caJlalllber Yy MPOIIIOoM
Y TIPOIIJIOT Y CaIaIIEhEeM: ,, [SKHUIITE TpaMe TIOMEPEHO je Ka MOAepHO] ocehajHo-
CTH ¥ MOJICpPHOM Bul)ely MOPOJUIHUX U IPYIITBEHUX OAHOCA, Ta, MOTyhe je, u
Ka MOJINTHYKOj catupu™ (48). Ayropka he MoCBeTHTH NaXkiby U JpaMaMa Mamber
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3Havaja (mpeMa ’eHOM BUl)erby) Y OIHOCY Ha paHuje HarucaHne komane — Koman-
ganii Cajnep n Ouiuyoicenu Ilepa Togoposuh — aume TyMmauere MUXHU30BUX
IpaMa OWBa y IMYHO] MEPH 3a0KPYKEHO.

Naxko ueTrpu apame BaXKHOT KpUTHYAPA, [TUCIIA U IpaAMaTypra HUCY KBalli-
TAaTHUBHO yjeAHaudeHe, 6e3 003upa Ha MUCAOHHU MOTEHIINjal ¥ HHTEPIIPETaTUBHY
MIPOJIOPHOCT CBaKe ofl HHX, Jbusbana [lemukan-Jbymranosuh ynopunray tauky
OBHX KOMaJia MpOHAJIa3u Y MHUXHU30BOM carjeaBamy ,,[ICHXOJIONTKHX JIOMOBA
CBOjUX jyHaka Ha (hoHY ‘Belmke UcTopHje’* Koja OuBa cxBaheHa Kao ,,CI0KCHH
HapaTHB y KOME ce Mperuinhy 4YumeHnIe u GUKIHja, peaJTHocT U MAT (68) u
KOjU aKTHUBHO 00JIMKYje cya0nHe IrmKoBa. VIcKycHM TTo3HaBaJIaIl Havesa 1mo Koju-
Ma QyHKIIMOHUTITY IPAMCKH TEKCT M TIO30PHIITHA CIICHA, T€ UCTUHCKH pedube-
HH TyMad KibHXeBHOCTH, Jbuibana [lemmkan-Jbymranosuh npumana petkum
MpOyYaBaoIMa KOju Ha TeMeJhaH | IIEJIOBUT HAUYMH OLPTaBajy KOJIMKO TI0jeIHAY-
HY ¥ YKYITHY CJIOXEHOCT M Mepy BpeTHOCTH MUXH30BUX JIpama TOJIUKO U ITHPOKY
epYIUIIH]y Ha KOjoj je 3acCHOBaHa OOJIMKOTBOPHA MOh FbUXOBOTA TBOPITA. YIIPABO
y TeKCTy ,,M3mel)y nponuje n mopama — apame boprucnaBa Muxajnosiha Muxnza®,
YBEPEHH CMO, HajyOUJbUBH]E CY ,,pajbe UCTOPHje" M3 HACIIOBa OBE cTyauje. Ha-
[MOHAJTHA 1 TIT00aTHa HCTOPHja OBJIE CE YCTAaHOBJHABA]y Kao jeTHa Off YIIOPHIITHUX
Tayaka Kako OBE KIbHUTE TAKO M KEbHKEBHOT CTBApAIANITBA Y IIETHHH.

Jla noxBanamMa M3pEYCHUM Ha PavyyH JIOMETa HEeUHjer yMETHHYKOT OITyca
BHIIIE BEPYjEMO OHJIa KaJia e OHaj KO MX M3pude He JIMOH /1a eJIeTaHTHO U J00po-
HaMEpHO TOBOPH U 0 cT1aboCTHMA IpeaMeTa IpoyIaBarma MoTBplyje TEKCT ToCBe-
hern Muxu30BUM ApaMaTH3anmjama —,,Y KIOMIH MOJUTHKE U ucTopuje’. Pazma-
Tpajyhu Muxu3sa ca oBor acriekra, Jbuipana llemmkan-Jbymranosuh He mocexe
3a alPUOPHUM CY/IOBUMA H HEKPUTHUKHM OJI0AIIMBAEM JIela Y IIEIMHI. AyTOpKa
BaJiopr3yje MUXH30BY MOETCKY MaHopaMy Bojeogura, NCTUYE ApaMaTH3aIn]y
Ciupaguje Panoja JlomanoBrha, kao Hajycriedju MUXU30B IpaMaTypIIky MOAyXBar,
JIOK C apryMEHTOBaHHUM 3aMepKama F'OBOPH O JpamMaTH3aluju I opckol sujenya.

OHa cyrepuiiie 1a HajBHUIIIE TOMETE ApaMaTypIIKor TajgeHTa boprciasa Mu-
xajnoBrnha Muxu3a unHu ymehe Bol)ema MoJIMIoTa ¢ TEKCTOM KOjH JpamMaTHu3yje,
MHCIIEM W TIIyMIIIMa, ajTu U JyOWHCKA HJieja BOAUIba KOjy OHa Ha3upe: ,,OMHOC
MWuXH130BHX JipamMaTH3allHja TpeMa HCTOPUJH YCIIOBIBEH je, Y3 OCTAIIO, U FheTOBUM
BEPOBAHEM JIa CMUCA0 KEbUIKEBHOCTH, aJTH ¥ TIO30PHIIITA, jecTe Jla yHyTap Hallu-
OHAJHE KyJNType U maMmhema TpajHO YIUITY U PEBUTANN3Y]Y TOjeIMHE EIOBE
HaIFOHAJIHE UCTOPHUje, Y30pUTE U BpeaHe mamhema™ (86).

Tpehy niennHy oBe CTy/IMje YMHE ABa TEKCTa KOja ce yMHOTOMe MelycoOHO
HaJI0BE3Yjy U YMHE MEJINHY Y YHjeM je CpeauInTy crBapanamTso Jlymana Kosa-
geBuha — ,,OKHBJbaBaLE MMO30PUIIITA U TeATPATHU30BAILE KUBOTA™ U ,,JKaHPOBCKHU
cuakpetn3aMm Jlymana KosadeBuha®. //pame cTBapaona uvje cy peruimke caaa
Beh mocrane geo BepOamHOT AUCKypCa, ayTOPKa CACBUM OTIPE3HO U HeVIUPAIHO
JKaHPOBCKH 00jalimaBa, MPEIu3HO 3aKJbyuyjyhu 1a Ou cuHTarMa iio3opuutiue
iotuxasyje sicugotd Hapogy mMorina outu mMoto cBux Koauesuh apama (93). Tok
crynuje Cmex u cyse y pamama uciuopuje 3amnodeT je CpeMUIeBUM JEJIOM TJIe
CTBapHOCT (QYyHKIMOHHUIIE Ka0 HenmperieaHn QyHIyc O30pUIITHUX PEKBU3UTA,
HACTaBJba Ce MaPOJIUjCKOM PECEMaHTU3aIIMjOM YHYTap MUXHU30BHX JIpama Kako

211



Ou ce caryenao camamime y IporioM u 00pHyTo. HactaBak Tora mporeca 3010
ce 1972. rogure m3BohemeM Komana Mapaiuonyu ipue iioyachu Kpyl, Kaaa J0ma3m
10 ,,TIOTKa3MBama" JKUBOTA KOjJH CE ,,[TPEITMBA Ha CIICHY U [TOCTaje TeaTapCKu YUH"
(93). )KuBort u ciena y KoBaueBnheBum nienrma OnBajy 3aCHOBaHM Ha HU3Y JAHXO-
TOMHja KOje YMHE CBOjEBPCHO jeIMHCTBO CYIIPOTHOCTH (J1aT. coincidentia opposito-
rum?). TecHO CKOITYaHu, TIOpPe]T OCTAJIOT, TYAUIO U HOPMATHOCT, )KMUBOT M HEXKH-
BOT, JIOM U I'p00, Te CXBaTame MPaBJe U HEMPaBJe M0CTajy TaKo 0OJMKOTBOpHA
Havena cTBapanamrsa Jymana Kosauesuha. Cet merosux apama Jbusbana
[Nemmkan-JbymranoBnh MIUHYITHO3HO OCBET/baBa U3 JIBa BaXKHA Mmpasia. Hajmpe,
ayTopKa YMHH W300p O/ HEKOJMKO aHATUTUYKNA HAjTIPOBOKATHBHHUJUX JpaMa
(Mapaiuonyu tupue tiouacnu xpyi, Cabupnu yeniuap, llpogecuonanay, Ceeiuu
Teopiuje yousa asxcgaxy, Jlapu Tomiicon — iupaieguja jeghe maagociuu, Xuiinoza
Jegne sybasu) Kako OU TIOKa3asa CBE aclieKTe ,,CaCBUM OOMYHOT JTyAmiIa“ U CBY
HeMoryhHOCT oce3ama jeqMHCTBA CyTPOTHOCTH ITPUCY THOT, Ha Pa3TUIUTE HAUH-
HE, Y CBaKOj O ’hUX. To 9MHM IOCPEACTBOM pa3maTpama pediekcrja ogpehenor
(heHomeHa (JTyIMII0), aHATU30M OHOCA Meljy TUKOBHMa (OYCBH U JCTIa), IIPEIo-
YaBarmeM CIIMKE CBETa YHja MIMYAIIEHOCT MTPEBa3nIa3yi I'PAHUIIE TPOTECKHOT.

Beowma Baxxan metonomnomrku oksup Jbussane llemukan-Jbymranosuh jecte
1 Kopiyc ofpeheH oOpeaHUM MOATEKCTOM YCMEHOT Tpenama. Y CKIaay ¢ THM,
omHoCH n3Mely oueBa i CHHOBA — TYXOBHUX M OMOJIOMIKUX — Y Apamu [Ipoghecu-
onanay OWBajy aJerOpHjCKH carjelaHy Ha Tpary jamnorta, 1ok Hajmiaahu Tomamo-
Buh y Mapaiionyuma 3a TOpOAHITY TIOCTAje ,,HANI " ¥ 4acy Kajaa, Kao U oyesu Tpe
Ibera, IOYuHA HEeMUITUI, U TaKo Tpol)e cBOjeBpCHU oOpen HHUTHjaIuje. AyTop-
KUHO HACTOjarke 1a 00jaCHU MPUPOAY )KAHPOBCKE CHHKPETUIHOCTH MTPUCYTHE Y
cBakoM KopaueBnheBom neny HajymeuyaTs/pHBHjE ce€ A4 MOTKPEMUTH aHAIN30M
KOja Hac yBepasa na ou /lpoghecuonanay Morao OUTH TOKUBJHCH U K20 KaMepHa
MOHOJIpaMa yOKBHPEHa MPHUIIOBEIHUM OKBUpoM. Ha ciuvan HauwH, Jbusbana
[emukan-JbymranoBuh, paznarameM CTPYKTYPHOT YCTPOjCTBA, ojHOCa Mehy
JINKOBUMA M CEMaHTHUYKHA OpeMEHHUTOT (heHOMEHa BpeMEHa MOKa3yje KJbydHe
ocobenocTu koje npamy Cgeiuu I eopiuje yousa axcgaxy mpuOINIKABA]Y KAHPY
pomMaHa.

Caiytumo fia yripaBo crpanuiie nocsehene onycy Jlymana Kopayesuha rpy-
’Kajy YBEpJbHMBO Ca3Hame Jla CIIMKa CBeTa yCTPOjeHa MpeMa TPaJullijCKIM CXBa-
TamUMa U HOpMaMa HHje TeK Oyienu obpuc ymaasbeHor O6paa Beh HEMTO KUBO
MPHUCYTHO, T HEPETKO 3aTOMILCHO CJI0jeBHMa aKTyeITHHX, CBAKOJHEBHUX 320~
KyTJbeHOCTH. 300T TOTa je momTeHo pehn ma manac, y Tpaauinjcka HCXOIUIIITa
MOJIEpHOT ¥ CaBPEMEHOT, CAaBPEMEHOT YMTa0Ia MOXKe YOeTUTH caMOo IpoydaBaall
KOju y cebm 00jeanbyje CTPaCTBEHOT YNTA0Ia 1 MUHYIIHO3HOT ITO3HABAOIIA ICTO-
pHje U TeopHje KIMKEBHOCTH, KakaB HeCyMmUBO jecte Jbuipana [lemukan-Jby-
mTaHoBHh. AKO je TagHO J1a c€ NCTUHCKHM CMHUCJICHA UCTPaKUBamkha 3aBpIaBajy
CTaJIHMM TparameM, OHJIa IPOCTOp 3a Tparame Kajaa je ped o omycy Jlymana
KoBauesnha moxxe 6uTH opmynucan ayTOpKHHUM MUTamkEM ,,KOIUKO je Kosa-

2 TToxcehamo j1a ce oBa CHHTAarMa Hajla3u U Ha IUI0YH Kojy npodecop Muxajio [TasioBuh
nponanasu y punmy Cabupnu yeniuap (1989) I'opana Mapkosuha.
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yepuh KpuTHYap nocyBpahieHUX pe3oHa Hallle MaTpHujapxajiHe MOpoIuIle, a Ko-
JINKO, y CTBapH, TOBOPH O TEMEJbHO] MPOIIACTH U OCUTIAFY CBETA CBOJUX jyHAKa,
KOja ce He MOYKe 3ayCTaBUTH IMPOMEHOM HJICOJIOTH]e WIIH THIIa COIHjaTHe opra-
Hu3anuje xuBoTa“ (116). UnHM ce cacBUM YBEPJAUBUM ayTOPKHHO 00jalImhermhe
KoBaueBnhese moeTnke mpema KoMe OHA JJOCEKE AHIUPOUOIOUKU AHIAHCMAH.

YoBek yHYTap aHTUXYMaHUCTHYKUX MPOIEca Y CPEAUIITY je YeTBPTE IEIU-
HE KOjy YMHH TEKCT KOjU 3aTBapa OBy CTyAHjy —,,' Kao ma je ox cpma poheno’ nim
kymsbeno?* Ionasumre 3a mpuday o komany y pexuju Kokana Mnanenosuha, mo
tekcTy Maje [lenesuh [ocregrme gesojuuye na zemmu. Jlubpeitio o 6ygyhnociuu
mygcke (pe)ilpogykyuje y 15 cauxa, Jbupana llemmkan-Jbymranosuh Hanasu y
npucehamy Ha BIaCTUTH yTUCAK TOKOM M HaKOH TJle/larba OBOT KoMaja. YoBek
CBEJICH Ha MaIlTMHY 3a pahame Wi MaTeprjall 0 KOME Ce TOBOPH Kao 0 podu 1o-
XpameHoj y Gadbpuiin, OmBa mocieama Tauka ,,pa3Boja” y mporecy yKuaama Xy-
MaHHACTUYKHX HOPMHU KOj€ Cy TOCTOjajie KaKo OW Ce JbYJICKO IPYIITBO OYYBAJIO
y KaKBUM-TaKBHUM TpaHHIlaMa TOCTOjaHCTBEHOT XHUBOTa. Ped je o mpomecnuma
Koju JtoriprHOce ocehamy O aloKaJIMIITHYHUM, OCIEIHbAM BpeMEHIMa HAKOH
KOjUX HE MpeocTaje HUIITa APYTro HO Ja ce KpeHe ncroverka. [Ipemma y cenmu
CBUX 3aKOHa Bpeba BapBapCTBO, IOK y CEHIM XyMaHW3Ma O/I1 CYypOBOCT, JIETH-
THMHO 2y TOPKHWHO IMUTAME jJECTE j€ I HOBH MOYETaK MOT'yh HaKOH IIITO je HOBEK
Y JIOCIIOBHO YKHHYO ceOe Kao BPCTY, T€ j€ JIM UIITa 3aMHUCIIHBO ,,0€3 Jby/I1 KaKBH
jecMo™. HoBM cBeTOBH YBEK ce (pOpMHUPAjy paHHje HETO IITO CE CACBUM pa3ade-
peMo y lbMXOBUM TI0jaBHUM OOJIHITMA.

YoBeky koju HE MOKe IMpoHah¥ XJTaIOBUHY Y K0joj OM ce CaKpHO O] TIOJH-
THKe, HCTOPHje U, HAIOCIETKY, ce0e caMor, KaKkBa-TakBa yTexa jeCy CTBapaoIH
KOjH TIPOMUIILIBbAjy BIACTHUTY ernoxy. Tome 6u ce Moriia J0AaTH jeANHO YNH-EHUIIA
J1a je TI030pHIITHA CIIEHa MECTO Ha KOME Cy ce OyBeK, /10 HAIIUX JaHa, HajouH-
THje Pa30TKPHUBAIM MHOTH 3aHOCH M TIPKOCH BpPEMEHa MPOIUIHX U CaallbUX,
aJI ¥ MHOT€ CIIyTH-¢ BpeMeHa Oynyhux. Jlucnep3nBHa 1o npeaMeTuma npoyda-
Barba, METOJIOJIONIKH CKJICKTHYHA U KPUTUUYKO-TEOPUJCKH YTEMEJbCHA KIbUTA
Cmex u cyze y pamama uciiopuje Jbnsbane llemukan-JbymranoBuh, cacBUM cMO
yBepeHH, 3ay3ehe BaKHO MeCTO YHYTap KOpITyca TeaTpoJiomkux cryaunja. U to
Oarr oHaKo KaKo je CBOje MECTO 3ay3e0 U ,,bammbo3yk™ Ha lbeHUM CBETIIUM KOPH-
I1amMa — y IyHOM Cjajy ¥ TIOHOCHTO.

Munan b. Pagouuuh
YuusepsuteT y HoBom Cany
®dunozodcku paxynTeT
milanradoicic2816@gmail.com
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UDC 78.071.1:929 Strauss R.(049.32)

CEHKA JEOAHE OIIEPE

(Larry Wolff, THE SHADOW OF THE EMPRESS: FAIRY-TALE OPERA

AND THE END OF THE HABSBURG MONARCHY. Stanford University

Press: Stanford, 2023. Pp. 435 [Jlapu Bynd, CEHKA LJAPUL]E. BAJKOBUTA
OIIEPA U KPAJ XAB3FYPLIKE MOHAPXHUJE. Crandopn, 2023])

HKena be3 cenxe (Die Frau ohne Schatten), onepa Puxapnaa Iltpayca (Richard
Strauss) komrnoHoBaHa Ha JuOpeTo Xyra ¢pon Xodmancrana (Hugo von Hof-
mannsthal), npeMujepHo je mpukasana Ha cueHu beuke npkasHe onepe 10. okto-
Opa 1919. ronune. 'panIM03HO OCMUIIJBEHA, OHA CE cacTojaja Of TPU YUHA Y
KojuMa n3Ben0y et Bogehnx Bokaja (TEHOp, BUCOKH COMpaH, MEeLoconpaH, dac-
0apuUTOH | COMpaH), HA KOMILIEKCHO] CIIEHCKO] MOCTABIIHM KOja Ce HeMpecTaHO
TpaHc(hopMuUcaa, IpaTy BEIUKH OpKecTap Off CTO LIE31eCeT YSeTUPH HHCTPYMEHTa
ca yak 0caM XOpHH, IecT TpyOa, mecT TPOMOOHA U MeT KHHECKUX FOHrosa. Paama
orepe CMeIlTeHa je Ha n3MHUIIbeHUM Jyrouctounnm ocrpBuMa. [lo Xodmancrao-
BUM 3aMHUCIIUMa OuiIa je To Maluyna 6ajka (Zaubermdrchen), KoHIUNIIpaHa Kao
n3BecHa anajoruja Yapoone gpyne Bongpranra Amaneyca Monapra (Wolfgang
Amadeus Mozart). ¥ cpenumry ¢adyne Hanase ce 1Ba napa, Mmutosomku Lap u
Hapuna, cMemTeHy y uMIiepujanHoj nanatu, u ¢papbap bapak u merosa JXKena,
KOjU JKMBE y CBETY OpHjeHTasHOr cupomamTsa. Llapuna je hepka HeBuasbMBOT
bora-nyxa Kejkobana, e u cama nonynyx. Ona je Ouhe 6e3 cenke u ¢ 003upom
Ha CBOjy HEJbYACKY MPHUPOY YaK HM HAKOH TOIMHY AaHa Opaka ca Llapem oHm
Hemajy noromctBo. Crora Kejkoban npeko rmacuuka naje yntumarym Llapummy,
YKOJIMKO Y POKY OJ] TpH AaHa He Oy/ie CTeKJIa CeHKY, IeH cynpyr he OUTH peTBo-
PEH y KaMeH ¥ BbHX0B Opak OKOHYaH. 3acTpalleHa IpeTHOM OHa MOJIH 3a ToMoh
CBOjy 3alITUTHULY Jlaauspy. ¥ moTpasu 3a CEHKOM OHE CE€ 3ajeAHO CIYIITajy Yy
CBET JbyaH, re ce Llapuia nonBprasa pa3snuuuTUM UCKYLICHHMA Y ITPOLIECY CTH-
Lama cBoje Jpyackoct. Kpo3 aBantype ca bapakom u merosom JKenowm, koju ce
1 caMU Cyo4aBajy ca M3a30BHMa KOjHU CTajy Ha My T BUXO0BOj JbyOasu, Llapuna no-
yume Ja caoceha ca marmama yopeyaHcTBa. OOUBIIN y TPECYAHOM TPEHYTKY
Ja oTMe CeHKy of JKene u Tako cniacu Llapa, oHa cTiue XyMaHOCT OTKpHUBajyhu
CBOjy caBecT. JloKa3aBIIH CBOjY Jby/ICKOT, CAMOIIOKPTBOBALE U OATOBOPHOCT IIpe-
Ma 4OBEYAHCTBY, OHA IPEBa3MJIa3u CBa UCKYIIEHA U TaKo J00Hja CeHKY noctajyhu
yoBek. Tpujymdannu 3aBpierak onepe ycroianuaBameM Llapa u Lapuue, nepac-
KHJIMBO ITOBE3aHMX Ca CBOjUM CpehHMM mojaHUIIMa, HUje MOTao OUTH Jajbe O]
nojauTHYKe peanHoctu bewa Tokom jecenu 1919. roqune. Onucyjyhu cBoj nospa-
TakK y MocjepaTHy ayCTpUjCKy penyOJIMKY MaJio BUIIE OJ1 IIECT MECEIH IIPe MpBe
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n3Benoe JKene des cenke, ucan llredan LBajr (Stefan Zweig) nmpucerno ce
jemHor my6oko cuMmOonmaHor Aorahaja. Ha morparndHoj ctanuu y Oennkupxy,
y 3amajiHoOM JIeTTy ApsKaBe, YCKOMeIIaHa Maca MakJBHUBO je IocMarpaiia Bo3 KOji
je mpuctu3ao. Kpo3 crakiio Ha jeTHOM OJT JIYKCY3HUX BaroHa [IBajr je mpemo3Hao
numa napa Kapima (Karl) u sserose cynpyre Lute (Zita): ,,bro cam 3anamen; mo-
CIeNBU 1Iap AycTpHje, HacIeTHUK TuHacTHje Xab30ypra Koja je Biiamana cemam
CTOTHHA TOJMHA, HAITYIITAO je CBOje MapcTBO!* bro je To cyAONHCKH TpeHyTaK,
CBU TIPUCYTHH ,,0cehanu cy HCTOPH]y, CBETCKY UCTOPH]jY KOja UM C€ OIHUTpaBa-
na ipen ounma. [locne oBora, HaBoam L[Bajr, ,,3Ha0 cam 1a je To Owmia apyra
AycTpwuja, IpyTH CBET, KOjeM caM ce Bpahao.

[Ipemujepa JKene 6e3 cenke y HOBOj, TOCTUMIICPHjaITHO] AYCTPHjU UMaJIa je
npyragmnju oxjek ox Lltpaycose u XohmMaHCTaIOBE TPBOOUTHE HaMepe. AMEPHUIKH
ncropudap Jlapu Bynd (Larry Wolff) y cBojoj kwusu The Shadow of the Empress:
Fairy-tale Opera and the End of the Habsburg Monarchy ipaTu reHe3y OBe oIre-
pe, HauWH Ha KOjH je Memhamke MOJINTHIKUX, APYIITBEHUX U KyJITYPHUX OKOITHO-
CTH Y KaCHOM Xa030ypIITKOM ITapCTBY TpaHCHOPMHUCATIO -eH CaapiKaj U 3HAUCHHE,
OCBETJbaBajyhn MPUTOM UCTOPUjCKH TPEHYTAK Y KOjeM CY IIAPEBH U LIAPHIIC HEeCTa-
jamu ca monutruke criene. CtaBibajyhul mpes] YuTaona mapoanuKy CIIUKY KyJaTypHOT
JKWBOTA y TIpeABeUepje aycTpoyrapcke apxase, Bynd ce He 3aycTaBiba Ha TOMe.
OH mapaJieTHO ¢ TUM IIPATH KUBOT TOCIEAHE AyCTPHjCKE IapHIle U yrapcke
kpaseune L{ure om bypOon-Ilapme, kpaTky BiagaBuHy BeHOT cynpyra Kapmna,
pacriazi BUIIEBEKOBHOT Xa030ypIIKOT IapcTBa, Mpeodpakaj KyJITypHOT MOAEP-
HHU3Ma Y jeky [IpBor cBeTCKOT para, yTHIIaj] OBOT CyK00Oa Ha IIUPEM TI0JBY €BPOIICKE
KynType. Ekcrio3uitija HaBeneHIX podIieMa je HCIIpeIIeTeHa, ajii 3axBajbyjyhu
n3y3eTHOM ocehajy 3a ananmutnarocT Bynd ca makohom cTBapa jeqnHCTBEHHU
HapaTUB KOju KOMOWHY|e OBE TeMe Y KOXE3UBHY IETHY. Y OCHOBH CBETa HaJIa3u
ce JKena 6e3 cenke. Bynd orepy He KOPUCTH Kao aJIeTOPHjy 3a UCTOPHUjCKa JIe-
maBama, momtyjyhu XohMaHCTaIOBY BU3H]Y 110 KOjOj OHA ,,HH]j€ TIPEICTaBIhajia
HCTOPHjCKY aHETIO0TY, Beh BEUNTH, OMTHOCHO BaHBPEMEHCKH, CHMOOTHYIKH CY-
0jexT". Y3pouHO-TIOCIeINIHE Be3e n3Mel)y oBOr yMETHHUYKOT Jiea U CBeTa KOji
ra OKpy’kyje HUCY YBEeK IUPEKTHE U ayTOp HE MHCUCTHPA Ha TOME. YMECTO Tora
aMEepHUYKHU HCTOPUYAp MX UCIIHTYje Ha CAMOOIMYKOM HIBOY CTBapameM JIBE Ta-
paneHe paamke o Kojux jemHa nmpatu (Gadyiry came omepe, Ok ce aApyra kpehe
HACTOPHjCKUM TOKOM aorahaja. Tako ce cmymrame Laputie y cBeT Jbyu Ha Kpajy
MIPBOT YMHA KOPUCTH Kao MPUITUKA J1a ce UCTINTajy TToceTe Xogmancrana u Llute
layumuju, ’eroBa TOKOM CITYKEHa BOJHOT POKa y 0BOj oomactu cpenuHoM 1890-mx,
IbCHA TIPUITUKOM TIPEMEIITaja FlbeHOT CyIpyTa y oBaj peruoH 1912. rogune. [Ipe-
na3ak mutornomke [laprie y cBeT 00MYHUX JbyIM CTaBJba C€ y paBaH ca IMpena-
ckoM LluTe 13 mMIIeprjaTHe METPOIIOJIE Y HajCHPOMAIITHH]Y TPOBUHITH]Y IIapCTBa.
JupekTan yTuimaj oBux 6bopapaka y ['anunuju Ha Gadyry JKene 6e3 cenke HajBe-
pOBaTHH]E je TPUBHjaJIaH M TEIIKO CE MOXKE JTOKa3aTH HUXOB Behu 3Hadaj. Anu
3a Bynda to Huje Hr nnsb. CBpXa je KopucTehu MOTHBE orepe UCITUTATH ETIOXY
kacHe MoHapxuje, leHe KOH(pY3HEe TOKOBE U CYJOOHOCHE TPEHYTKE.

TexctyaaHOM aHamM30M X0()MaHCTAJIOBOT TNOpETa, My3UKOJIOIIKOM aHa-
3o [lItpaycoBe kommosuiyje 1 Kpo3 Meh)ycoOHy KOPEeCTIOHICHIIH]Y ay TOPCKOT
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nBojIIa, By meganTHO peKOHCTPYHIIE TOK CTBapama ONepe U |EeH canpxaj. ¥
CPEIUINTY HEeHE KOHTEKCTYaTN3aIlije je ernoxajHa IIPOMeHa JI0 Koje je JOIIIIO0
yenen IpBor cBerckor pata. Kaga je 1911. XodhmancTan modeo ga paam Ha TEKCTY
3a JKeny be3 cenke, EBporma je, uctuue Bynd, Omna ,,KOHTHHEHT ITAPCKHUX TajaTa
Y JIBOPOBA, IAPCKUX pUTyaja U MPUINKA, UMIIEPHjaIHUX CaBe3a U PHBAJICTBA",
KOju Cy ce TIpocTupaiu ,,on lllen6pyna nmpeko Tomkamnuja 10 3UMCKOT TBOpIIA‘.
Crora nouerak cTBapama /Kene 6e3 cenke OH pa3Marpa Ha Tpary cTapux 6apox-
HHUX OIlepa, Koje Cy nMalie BaXHY QYHKIIH]Y ¥ ,,MOAEPHO] KYITYPHO] KOHCTPYK-
[IWj TUHACTUIKOT MOJTUTHYKOT JIeTUTUMHUTETA™ . MelhyTum, n3dbujameM paTa
ITOKa3aJio ce Jia orepa MoXke 3a100uTH 1 HOBe (yHKIHje. XopMaHCTaJ, KOjH j&
HaKOH KpaTKe MOOMIH3aIHje moMohy CBOjUX Be3a 4000 mpementaj y Kanrmena-
puju 3a parny momoh (Kriegsfiirsorgeamt), rie je TOKOM parta rmucao mporaras/iHe
eceje, 3aKJpyuyje na ou JKerna Oes3 cenke MOTIIa OUTH HcaTHA OTepa 3a IMocJe-
patHu niepuon. Hakon mobene y pary y ,,cacBuUM onpeheHoj atMocdepu, ca cacBUM
onpeheHnM 3axTeBUMa (M TIpeapacyaama) y moriieay CBera, a moce0HO yMETHOCTH...
Kena be3 cenke, 300T CBOje TeME U U3BOleha, MOTIIa OW M3TIIEAaTH U3y3ETHO J0OPO
u gacHo". JIoK je ayCcTpHjCKU Mucal] pa3MHUIIIBA0 O Y03 U (GYHKIIUjH OTepe y
Oynyhem cBeTy mpenBoleHoM mobenoHOCHUM LleHTpaHuM cuiamMa, HeMadKH
KOMIIO3HUTOP jy j€ IOCMaTpao M y OKBUPY MIMPUX KynTypHUX TokoBa. [lo IlITpa-
ycy, /Kena 6e3 cerke Mopaina je OUTH ,,[TOCNIeHa pOMaHTHIHA oriepa’’. OBe peun
Hanrcane XodMancTany Ha 1eto 1916. jacHo Cy ofciuKaBaie HOBH KOHTEKCT Y
KOjeM je JBOjall CTBapao ACJI0 — €BPOIICKA KYJITypa HETOBPATHO j€ M3MEHEHA
nocie 1914. u mouerka Benukor para. Huje ce pannuno camMo o cTBapaiagkoMm
TyXOKJIOHYhy HEMaYKOT KOMITIO3UTOpa, OO je TO OfjeK KOJIEKTHUBHOT OYajama y
KOjeM Ce HaJIa3ho paToM U3MOPEHH EBPOTICKH KOHTHHEHT.

N3Boheme omepe y mociaepaTHOM MEPHOTY HHUJE TOIIO 1Mo X0(hMaHCTAIOBIM
miaHoBuMa. YMecto Hemauke n Ayctpoyrapcke nmnepuje, cuiic Aatante u Cje-
numbeHe J{pikaBe nzaluie cy Kao moOeJHHIIE U3 CBETCKOT paTa. YMECTo Jia Iociy-
KW Kao 0ajKOBUTH U3pa3 CTBAPHUX IapcTaBa, Kena Oe3 cenke cana je Ouna geiue
oona (Schmerzenskind), penmukT cBeTa KOju je HecTajao. Kaga cy Xodmancran u
[Tpayc mouenyu ca BEHUM CTBapameM, IAPEBU U IapHIle HUCY Onin paHTacTud-
Ha, OajrkoBuTa Onha, Beh cacTaBHE 1e0 mOMUTHYKOT TopeTka. Kama je omepa ko-
Ha9YHO JOXKUBENA TpeMujepy, bed Hrje 610 MECTO y KOjeM Cy CTOJIOBAIIH IapEBH
W napuiie, Beh mpecToHnIIa HOBE penyOIMKaHCKe ApKaBe Ha YHjeM Yely ce Ha-
nasuo comujanucta Kapm Penep (Karl Renner). Mo a 3aTo u He Tpeba m1a ayau
IITO j€ Y COIHjAIIEMOKPATCKOM JTUCTY Pagnuuxe nosune (Arbeiter-Zeitung) ana-
JM3a orepe CTaBHJia Hariacak Ha cHpoMalnHor bapaka, yMecTo Ha KpaJhbeBCKU
map. Jlox cy onu ounu sura n bajrosuiuu yap (Mdrchenkaiser), dbapbap je 6uo
,»CTBapaH®, ,,Hocuial cyJ0uHe Koja IPeTH Jja caTpe MPOCTOr ¥ HUCKOT YOBEKa,
alli Ta y3IMXKe 300T HETroBOT T0Opor cpria®. Y BpeMeHy HEeCTaIuIa, riaaad u
KJIAaCHO-TIOIUTHUYKE PeKOHPUTYpanuje, Kera be3 cenke T0OWUIA je HOBO PyXO,
OWO je TO CBET IJe Cy MapeBH U Mapuiie Otk 6ajkoBuTa mpomuioct. Ctora Bynd
ca pa3JIoroM cMarpa Jia je oBa orepa Ouia ,,KyJITypHHU MPOojeKaT KOju je IpeMo-
mhaBao mMpenpaTHU U MOCIEPaTHN CBET . PEKOHCTPYKITHjOM TOT TIPOjeKTa OH
HCIUTYjE pa3InunTe acrekTe TpaHcopmarmje Koja ce goroarmia y Xab30ypirkoj
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MOHApXHjH TOKOM npyre nenenrje XX Beka. [Ipe cBera Ha KyJaTypHOM, aJid U
MOJIUTHIKOM, TPYIITBECHOM, HJICOJIOIIKOM, TUIIJIOMAaTCKOM M BOjHOM Tuiany. [1pa-
tehu XodMaHCTaIOBY HIEjy Ja CMHCA0 OBE OMepe HIje Morao outu cxBaheH oun-
TJIETHO VUTH TUPEKTHO, TEK Kao ,,2 X 2 = 4%, Beh camo pa3zymMeBameM MUCTEPH]je
pasioMaka oBe jenHaurHe, Bynd yma3u y ucropuorpadcku gujaor ca IeHTpal-
HUM MHTamkeM JKene 6e3 cenke: MTA je TO NITO NAPEBE U IAPHUIIC YHHHU JbYJICKUM
ouhmma? Pesynrar Tor amjaiora je MMIIPECUBaH, KaKO y CTHITY U ePYIUITH]H, TAKO
"y KpeaTuBHO] cHa3u. Ha konmy, Byndosa monorpadwuja nmpemncrasiba CIUKy
pacnama Xa630ypiike MOHapXHje Kpo3 MPU3My 0ajKOBHUTE OTepe KOjy UCTPaKH-
Ba4yM OBE TeMe He Ou cmenu 3a06uhn.

Bykawun I Mapuh
vukasin.maric@ff.uns.ac.rs
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UDC 78.071.1:929 Vuji¢ A.(049.32)

Cuexxana Hukomnajesuh u bpanka Pangosuh,
AJIEKCAHJIAP BYJU'R O/ A IO I1I: KOMIIO3UTOP,
HUPUT'EHT, ITHJAHUCTA...
beorpan: Kamepuu opkecrap ,,Cumdonujera”, 2023.

EmunenTHe cpricke My3ukoJomkumke Ap bpanka Pagosuh u np Chexana
HukonajeBnh nannupane cy HacTaHak OB, HECBAKUAAIIHE KOHITUITHPAHE OHO-
rpaduje Anexcanapa Byjuha (1945-2017), BumecTpaHor KyJlITypHOT OCJIEHHKA,
yBakaBajyhul ¢ HEIBOCMHUCIICHUM M CUTYPHHUM yBEPEHEM BEroB 3Ha4aj Kao KOM-
MO3UTOPA, CTBapaona 0ap HEKOJIMKO PEMEK-/IelIa Y pa3HOBPCHOM OIyCy U M3BaH-
penHor nenarora Ha Georpaackom @akynTeTy My3U4Ke YMETHOCTH, Takol)e HCTH-
yyhH ¥ y4nHaK YMETHHKOBOT PEaTHOT JOIPUHOCA y JOMEHY HHTEpIIpETaltje Ha
Pa3sIUYUTHM AUPUTCHTCKUM M HjaHUCTUYKUM TOAPYYjUMa, Ka0o U 'y OpraHu3a-
LUj1 My3HYKOT )KHBOTa. CacTaBibare MOHOIpaduje ocuM mpodecroHasHor ymeha
U CaBECTHU MOJpa3yMeBa OATOBOPHOCT U IIpeMa YuTaoluma, OuiIu OHH ,,caMo‘
JbyOHTEIBH KOjHU [T03HA]Y MY3HKY, HJIM OHH KOJUMa je OHa )KMBOTHO ONPEACIHEHE,
0e3 003upa Ha TO KOjUM ce 00THITMMa OBE YMETHOCTH OaBe.

3aMuIJbEHA KA0 3ajeJHUYKHU MOAYXBAaT JBE yIJeJHE CIHCATEIbULIE U MY-
3UYKe KpUTHYapKe, 0Ba OHorpadcko-MoHOrpadcka KibHra cienn a30yKy cprckor
hupuinykor mucMa, oJ1 CBako CJIOBO cMellTajyhu Bulle caapxajHuX ,,Clanyuna‘
13 YMETHUKOBOT LIKOJIOBaha, paja 1 CTBapaallTBa, MalITOBUTO aJlk U HOCTAJI-
ruvHo Memajyhu ¢akre u3 pa3anuuTux cdepa, HICTaHYaHO U YBEK apryMeHTO-
BaHO M3pa)kaBajyil KOMIETEHTHE OLCHE MOjeIMHUX OIlyca U MOjeInHAYHUX,
KAHPOBCKH Pa3IMYUTHX OCTBapema. Pa3yMIBbHBO M IIMPOj YUTATIAYKO] Ty OIULT
KOJIMKO ¥ TACHOHUPAHUM JbyOUTEJbHMa MY3HKE, U3 CBAKOT TIOJMOBHHKA M OAPEI-
Huue (BUX ceamIeceT) ,,IPoMaba’ ce eKCINIMIUTHO Ae(PUHUCAHO MUILIBEHHE O
ayTOpOBO]j ITOETHULIH, MY3UYKOM jE3UKY U U3Pa3y, IOTKPEIJbEHO IUTUPAHUM Pe-
YMMa KPUTHKE, HAPOYHUTO MTOBOJOM 3HAYajHUX IPEMHUjEepHUX H3BOlemba, Kao CBO-
JEBPCHHUX JIOKYMEHAaTa MPBUX JOKHUBJbaja My3HUKHX pElleH3eHAaTa, ajli U APYTUX
OpOjHUX MPENCTaBHUKA CTPYKE KOjU CY UM npHrcycTBoBasd. C 003MpoM Ha KOpPH-
wheme Oorare (Mako HE U CaCBUM KOMILIETHE) rpale, HajBulle cabpaHe 3aXBaJby-
jyhu apxuBu Komnozutopose ynosuue Ane Mapuje Kosenn Byjuh, koja je y ume
Kamepnor opkecrtpa ,,CumpoHnujeTa” nornucana 1 Kao ypeaHuIa U3aama, oBa
TOILJIO OCMUIILJbEHA U 32aHUMJIBMBO CTPYKTypHCaHa IyOIMKalHja Tako MocTaje 1
AyTEHTHUYHO CBEIOYaHCTBO jEAHOT CErMEHTA Hallle My3W4yKe UCTOpHje, Koja ce,
OCBETJbEHA KPO3 JTMYHH 300D cauyBaHUX JIOKyMeHara, ajld U ayTeHTHYHa cehamba
U YTUCKE BeHUX KPEeaTOPKU, OTKPHUBA Ha jelaH crenuduvan, mojajeaHako My3u-
KOJIOIIKH KOJIUKO H ,,[INTaK * HAYWH.
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PenecancHa mmprHa My3W9IKHX TUCIUILINHA KOjuMa ce Anekcanaap Byjuh
0aBHO 3aMOYNILE yUIeHeM KitaBrupa y porHoj Centn, morom CydoTtuin u beorpary,
Te cTumameM auruiome (1968) Ha My3udukoj akaeMuju U TIOTOBHM COTUCTUIKIM
Y KaMEepHUM KOHIIepTHpameM. beroBa HacTymama ¢ yriieAHUM YMETHUIIIMA
no0ujajy ,,Bpio moBoJbHe kpuTHke Musana Panernkosuha u [letpa O3rujana, a
KaKO YNTaMO y HAPATUBHUM cerMeHTuMa ,,[[njanuzam™ u ,,/{[mpurosame’, cazna-
JeMO ¥ KaKo WHUIIMjaJTHA THjaHUCTAa TI0CTaje HACTABHUK KJIaBUPA, a OHJ/Ia M BEOMa
LIEF-EH, CTPOT aJii MpaBUYaH MPOQecop XOPCKUX TMa OPKECTAPCKHUX MapTUTYpa
(mo meH3noHMCcama) Ha GaKyJITEeTy Ha KOjeM je, Kao CBOjy APYTY CIEIHjaTHOCT,
3aBpmuo u qupuroBame (1977). [lumyhwn y Horuiuuyu 0 HEeTOBOM THIIIIOMCKOM
KOHIIEPTY ¢ beorpanckom ¢rrxapmonnjoM, Muxanno Byknparosuh mopen ,,1a-
POBUTOCTH, 3HaWmA U KyJIType ucTHUe ympaBo cpehaH croj oBux mpodecuja
(6ymyhu na je Mmaan yMeTHHK, M CAM TTHjaHUCTA, TOPE TyMadermha CUM(pOHM]CKUX
kommnosunrja Cmerane [Berdfich Smetana] n berosena [ Ludwig van Beethoven)],
y [IpBom kimaBupckom koHnepTy IIpokodjesa [Cepreii C. [Ipokodses] ,,curypHo,
JIAKO U CIIPETHO MPATHUO COMUCTKUMY...” ), 00€ TOKOM pasrpaHaTe n3Bohauke ka-
pujepe Bedyjyhu Ha paznuyuTe HAYMHE C PA3HOBPCHUM aHCaMOInMa 1 MaHu(e-
cranujama. Mnak, kako My3WKOJIOIIKUL€ HaBojIe, ByjuheBa Beha anraxoBanoct
Kao AUPUI€HTa TOKOM OcaMJIeceTHX roguHa XX BeKa MPOTEkKE CE Ha capamby
ca CBUM akTyelHUM opkecTtpuMa y Cpouju u Llproj ['opu, ox 1987. n Ha pam u
Hactynama ¢ Kamepaum opkectpom ,,Cumbonnjeta” (y KibH3H JIeTaJbHU]jE OMHU-
CaHW IOJ] THM HACIIOBOM), TIOHEKAa] M Ha ONEPCKY CIIEHY, MaJa HeroBa HajBeha
Tachja 0CTaje XOpPCcKo nupuroBame. OHO je Y HCTOMMEHUM TOTJIaBJbUMa TTPHKa-
3aHO KPO3 PerepToapcKe U MHTEPIIPETaTUBHE ycrexe ¢ ,,bapyxom* (1980-1986),
Ha TakMuuemnMa U pectuBanmma y llmanuju, Utanuju, beorpany, I'pakoj u
Wspaeny u Magpuranckum xopom Dakynrera Mmy3yuke ymeTHocTH (2001-2013)
C KOJUM j€ OCBOjHO TIPBY HArpamy W 3jJaTHy MeAasby Ha MeljyHapogHoM XOpCKOM
takmuuewy y bynmumnemtu 2009, konueptupajyhu u y LlBajiapckoj, Pymynuju,
I'puxoj 1 TOMOBUHHU.

V onceky ,,KommonoBame™ bpanka Pamosunh n Caexxana Hukomajepuh ro-
BOpE 0 KPEaTHBHOM IIPOIIeCY U MEHaMa ayTOPOBUX CTHJICKUX (pa3a, Oymyhu ma
je Byjuh xacauje (1983) 3aBpimmo u ctynuje kommnosunuje y kiacu nmpod. CtaHoj-
na Pajuamha. Bpennyjyhu moTeHIfjam u yTUIaj CTBapaiaqkor omyca AJleKcaH-
npa Byjuha, HapounTo pa3BujaHor u 6oraheHor y 3peioM >KUBOTHOM pas3ao0Jny,
y3 Oubnuorpadcku MONMc HEroBuX JAena u auckorpaduje, bpanka Pagosuh u
Cuexxana HukonajeBnh HapounTO aKIIEHTY]y BOKATHO TIOAPYIje KOjeM IpuTiaaa-
jy u coio mecme. Heke on mux, yoonuuene Ha TekctoBe Llpmanckor, EBe Pac u
Cgerozapa Byjuha, )xrvBe Ha KOHIIEPTHOM ITOJIMjyMY, B TO HE camo 300T mujeTeTa
HEKOJUIIMHE TIeBava IMpeMa ayTopy KOju UX je ToApkaBao (a HEKEe M OTKPHO) Y
rpahemy obehaBajyhux nenmx xapujepa. CBOj )KHBOTHH, CTBapajiadky U H3BO-
hauku eHTy3Wjazam, ma ¥ OBE KOMIIO3HUIIH]jE, OH jeé KA0 YMETHUYKHU TUPEKTOP U
MIPOTPaMCKH CEJIEKTOp, yBakaBajyhul U IMpesiore y4yecHUKa, yHeo i 'y dectuBai
kaMmepHe My3uke ,,Tucun et y HoBom Kuexeriy. 3axBaspyjyhu meMy kao
JeITHOM OJT MJICjHUX 3a4eTHUKA, MaHu(]ecTaruja je o1 ocHuBama (2005) mo qanac
rocTalia jeJiHa peaiHa ¥ KBaJTUTeTHa JaTOCT, CACTaBHH JIe0 ITporpamMa MecHe Ou-
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onuoTexe ,,bpanucnaB Hymwmh®, a gecto u Haj3HadajHnuju norahaj ce30HE y TOM
MATOpPEeCKHOM rpajuhy Ha ceBepy baHara y KoMe je W IMYHO Ka0 KJIABHPCKH
capaJIHUK Cy/1esioBao. JlyXOBHTOCT COJIa M yITUTHOCT JTUjaJIONIKUX YIIJIeTa eBay-
KUX, 9eCTO (DOTKIIOpHUM HareBuMa u3 uctoude CpOuje HHCITPUCAHUX JBOTICBA
(Ha HapoJHE CTHXOBE), M PaBHONPaBaH YYMWHAK Pa3BHjeHE KJIaBUPCKE MapTHje,
JIONIPUHEO je TOME Jia MyOIMKa OINTMYHO IPUXBATH OBE MHUHHjaType, a © MHOTa
IpyTra nena (4ecCTo y pa3IuIuTHM BEp3rjaMa U BapujaHTama mpepalmBana 3a
HOBE HHTEPIIPETATOPE U Apyraurje KOMOMHAIM]e MHCTPYMEHATA), PEIIOBHO CY Ce
TOTTY T JIAJTMOTHBA TIPOBIIAYMIIa KPO3 CBE KOHIIEPTE M TOJUIIHA U3/arha T€ IyTo-
BeuHe MaHuecranuje. MajctopcTBo y rpahemy Masne popMe y HHCTPYMEHTAITHO]
(KJTaBHPCKO] M KAMEPHO] MY3HUIHM) TepPEKTHO MOABYIEHUX KOHTPACTHUX PaCIIO-
JIOKEHa U CaJipikaja, pUTMUYKA TPErHAHTHOCT, ,,IOKPETHOCT  YECTO M MEPIETYyM-
MOOWUITOBCKH, Oonap u ,,cpradad Tok BehnHe ocTBapema OBUX KaHPOBA Y CKJIa-
Iy C ONITUMHUCTUYIKUM KapaKkTepOM BUXOBOT ayTOpa, ,,BUIIKACTH ", TUCOHAHTHUM
ca3Byd4juMa 000jeHH KOMaaH (HEKH HaJaXHYTH BaHMY3UYKHM HJejama, aju U
WrpamMa pa3IrnduTor MopeKIia), maMTrhe ce Kao 3aITHTHH 3HaK Byjuhese mysnke,
BEpyjeMO U JlaJhe MPHUCYTHE Y MPOrpaMruMa CIIMYHUX 3axTeBa u canpkaja. Cy-
MPOTHOM, JIpAMaTHYHH]EM TIOJTY TIPHUIIAIAJy OTICEXKHE, TEXHUYKH BEOMa 3aXTEBHE
1 ,,0301pHE" Meiuamopghose 3a KJIaBUP U papuTETHA, TEMATCKU OyjHA Jespejcka
ceuitia (M3paciia U3 HETOBOT 3aHUMama 3a cTape XeOpejcke Meoauje, jeaHy O
OBJIe YIOTPEOJHEHNX ayTOP KOPUCTH U Y XOPCKO] IECMU AHeH)), TPETIO3HATO] U
y KaCHH]0j, jOIII pa3yheHnjoj 1 TMHAMUIHN]O] BEP3HUjU 3a BUOJIOHYECIIO U KIIABHD,
1 cjajuom mipenaBamy Mpene Jocudocke n Msana bamuha, moce6HO oHOM Ipy-
rom, TocBeheHOM YCIIOMEHHU Ha KOMITO3UTOPA, TIOBOJIOM ITETOTO/IUIITEBULIE CMPTH,
centemOpa 2022. roguHe (cerMeHTH ,,BokanHa mupuka‘, ,,Kmapup®, ,,Trcun npet™,
»Bep3uje/BapujanTe’).

Byjuhese xommo3utyje HamemeHe Xopy (KpyHucane mel)yHapoaaumM mpu3Ha-
HBUMa ¥ ITPOHOIIICHE ITUPOM CBETA), O KOjUMa C€ TOBOPH Y HEKOJUKO OJIpEIIHUIIA,
y CKJIay ca 3HadajeM XOPCKOT TEBAIlTBa y HAIIO] TPaaUIIUjU, TIOBE3aHE CY C
IETOBOM ITyXOBHOIThY (K0joj je mocBeheH u moceban 11eo), pomossyospeM, aau U
KOCMOIIOJTUTH3MOM, U, Pa3yMe ce, U YMETHHKOBHM JIUPHUTEHTCKUM 00pa30BambeM
1 aHT)KMaHOM Kao PyKOBOAHOIA OpOjHUX aHcaMOalia ¢ KojuMa je paauo: ,,bpaha
Bapyx‘ (oTyna m nema mHCIIMCHpaHa XeOpejCKUM HaleBUMa, TIONYT Xacugcke
ilecme, y Utanuju opnmukoBane Xag lag ja v IOMEHYTE MOITUTBE-YCIIABAaHKE AHeHY,
PEIOBHO 3aCTyIJBEEE ¥ perepToapy Xopa JeBpejcke onmrrHe Hosu Can ,, Xarmm-
pa”, Kon Hac Uy MTHOCTPaHCTBY), [IpBo Oeorpajicko meBadko IpymTBo, Maapurai-
cku xop Dakynrera My3udke yMeTHOCTH, Xop [lyxoBHe akagemuje y CTyaeHuIH,
coMmbopckH ,,Juventus cantat™ ¢ KojuMm je 3a KpaTKo BpeMe (PrHATHOT paga CTUTAO0
IIo 37aTHE Menabe Ha Jlpyroj xopckoj onmummujanu y Jyxkaoj Kopeju 2002. ro-
nuHe. C TUM y BE3H OH je U je/IaH O]l HajyCIeITHHJIX CPIICKUX CTBapajala XopcKe
MY3HKE KOjOM C€ OPUTHHAIIHO ¥ CAMOCBOJHO ,,yKJIOMHO™ Y ETHHYKO, aJIU H IHPE
eBpoIIcKo Hacnehe, ToceOHO y JOMEeHY Hallle JyXOBHE TPaJHIIHje U OATHHY Hhe-
HHX pomoHaueTHIKa Mokpamiia 1 MapuakoBuha. Benwku aynuropujyM (0 gemy
W3BEIITaBa HOBOCANCKU /[nesnuxk, 23. Mmaja 2015), 6m0 je y mpuiuim 1a gyje apa-
MaTYPIIKH JIETI0 OCMUIIIBEH U300 U3 OBOT MOJIPyYja MPEJCTaBIbECH Y TIPEMyHO]
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Cabopnoj pkBu CBeror apxanrena Muxauia y beorpaay moBogom mpociase
cemameceTor pol)eHrana u meaeceToroUIIBHHIIEe YMETHUKOBOT pajaa, KOji caMo
y OBOM XaHpy YMHH OKO ITe/IeceT Aera a cappella wim ¢ ”HCTpyMEHTaIHOM TIpaT-
OM, HaJIAXHYTUX YIIPaBO HAIIHOHATHOM UCTOPHjOM U TPAAHIIH]OM, U OBJIE KOPH-
ctehwm ,,ipoopHa ca3Bydja cprckor doikopa‘. Jlecetak omadbpaHmx KOMITO3HUITH]a,
TEXHUYKH U U3PAKajHO 3aXTEBHUX U OCOOCHUX JICOHUIIA, HajuenThe COMTUCTHIKOT
TpeTupama, Tj. MojeAMHaYHOT Bol)era riracoBa, HEOOMYHUX XapMOHH]ja U TIOJH-
(hoHMX KpeTama, Te CBUX HaYWHA BOKAJIHOT M3pa)kaBama O JCKJIaMaluje 10
MY3HUKaJTHO OOJTMKOBAaHUX KaHTHJICHA, Y I3BAaHPEIHOM MonMary KamepHor xopa
»Kiacruka HOBa* (cacTaBJLEHOT Off TPHHAECT YJaHOBA OMEPCKOT Xopa Cprickor
HapozaHor no3opuinta y HoBom Cany) mpedumeHo BajaHIX ICOHHUTIA, IO CUTYP-
HUM U JiejcTBeHUM aupurenTckuM Bol)ctBom Becne Kecnh Kpemanosuh, oTkpuie
CYy CYIITHHY ayTOPOBOT POy XOBJHEHOT M CTHIICKH M3rpaljeHor pykonwca. OTme-
BaH je HU3 TUIACTUYHO OOJIMKOBAHUX, CAXKETHX a pasyleHuX BokaTHUX (HOpPMHU
(Xpucinoc eockpece, Kupuje eneucon, Xpuciue eneucon, I ociiogu 6o3eax, Hoice
Xepysumu, jaxko ga yapja, ¢ BpXyHIIEM y IBAaHAECTOTIIACHOM, Ha HAYMH TPOXOPCKOT
cTaBa IMMCAaHOM, 03apeHOM Bjepyjy, 3atuM Tjeno Xpucitioso n Bkycuiiie, T€ 3aBpIIIHO,
BHIIIE3HAYHO OcBeTIheHO Citacu, Xpuciie boowce, u iomunyj). OmaBHO HAJIIOMY-
napauje ByjuheBo Xopcko Aerno, 1 jeTHo O IleroBuX peMek-nena, Qiue naw (0
KOjeM je y KIbM3H HaIMCaH U 1I€0 0/1eJhaK), KpaTKa 1 e()eKTHa, yHUBEp3aliHa XPH-
nrhaHcka MOJIUTBA (,,pacrycana’ Ha YaK jelaHaecT je3nKa 1a je TaKO CBaKH Ha
CBOj HAUHWH ,,I3T0BAPAjy"* XOPOBHU Pa3HUX 3eMaJba), C ITyHO M3PAXKAJHUX U JUHAMHAY-
KUX HHUJaHCH B CyTIPOTHOCTH (0T MOJTUTBEHOT JI0 3BOHKOT 3aII0BEIHOT TOHA ,,Jla
Oyrne BoJba TBOja“), M3BPCHUX XapMOHHja M XPOMATCKHUX, 3a TPABOCIABHY MY3HUKY
HETUTIMYHUX KpeTama (mpBoHarpalena kommnosuiuja Ha MeljyHapoaHoM TakMu-
gemy ,,PobepT lllyman* y nHemaukom rpany LBukayy, 1995, Ha xojem je Crasa
Teou ocBojmna Tpehy Harpamy), ABa IyTa je 3a3Bydajia TOKOM BEUepH; HAJIIPE MO
BohcTBOM Oamaryukor rocta Hemame Casnha, a Ha kpajy KOHIIEpPTa, Kao J0aTaK,
Y TIOJ] IUPUTEHTCKUM PYKOM ayTopa, YMMe je HOBOCAJCKH X0p ,,Kimacuka HOBa“
YCIIENTHO PEIINo M Peain30Ba0 CIOKEeHe MHTEPIPETaTHBHE 3a/1aTKe U TyXOBHA
o3pauera Byjuhese, Ha MOepHHjM HAUYKH BHUl)EHE MpaBOCIaBHE MY3HUYKE TIpaKce.

Amnoctpodupajyhu jour HeKe 0T BeTOBUX MajCTOPCKHX PaJioBa, Y KATeTOpU-
Jy KanuTalHUX, ayTOpKe MOHOTpaduje HeCyMIBLUBO Yopajajy u Cpiicko koo (Koje
je mobmito mocebHe CTpaHUIE) TOCTYITHO y 27 Bep3Hja Koje MOHA0Cc00 UCKa3yjy
,»BEIIPH KapakTep, 3aHOCHH eJIaH, T00pOHAMEPHOCT M M3BaHPETHY /103y TIO3UTHBHE,
OJTHOCHO KpeaTHBHE OIYIITEHOCTH* cBOT ayTopa. OnyinKe KojuMa 3BOHH M CBaKa
0]l BaprjaHaTa OBE €HEpruYHe, pUTMUUYKH HaTrJIaleHe, MeTPUUKH 3aHUMJBHUBE U
HAIlMOHATHUM (POJTKIIOPOM WHCITUPHCAHE KOMIIO3HUITHj€, YUUHUIIE Cy J]a UX MHO-
T YMETHHIIN y HAjpa3TMINTHjIM CaCTaBUMa CBOJUM TJlacoM, 00joM U 0COOEHO-
CTHMa C pajJionIhy U MHUjeTeTOM yBeK M3HOBA OTKPHUBAjy Beh CKOpo meTHaecTak
rofuHa (011 IpeMujepe), MojeIHaKo Beceyehn 1 cebe u myOIuKy Hajpa3sHOTUKHUX
CIIeHA U OKpYkKema. CKyIy peMeK-esa, 0 HallleM MHUIIIJbErbY, TIPUTIaaa 1 perep-
TOApPCKH PETKO MPUCYTAH a BpenaH / ygauxku keapiteii, onyc 1, 13 Miagalaqkor
TIeproa, KOju CMO Kao ,,HOBOOTKpUBEH ™ uynn Tek 2021. (1 TO y KpaTKOM pa3MaKy
nBa myTa, y beorpany u HoBom Kuexesiry) mocie npaunssohema y bynnmmernti
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ocaMJIeceTHX rojinHa mpouuior Beka. OBaj ,,iparyJsb Halle KaMepHe JuTeparype’,
Kaxo cy ra ornienniie Cuexana Hukonajesuh u bpanka Pagosuh, cBenoun o Byju-
heBoj mpuBpskeHoctu omycy bene baptoka (Béla Bartdk), merosom nopen baxa
(Johann Sebastian Bach) naumujaxaom y30py 1 HHCIIHpANHjd, IITO MOTBphyje U
nocseTa Celiarve na Bapiuoxa. Haj3az, 3Hauerme 3aBemTama y KOMIO3UTOPOBOM
KaCHHjeM TEepUOAY Koje onuIine AyOOKOM TyXOBHOM M MOPAJTHOM CHAaroMm M pe-
LETMIIHjOM, alld U YHUBEP3aJIHUM XyMaHUCTHUKHIM areioM U MOyKoM (0 KojeM ce
TrOBOPH y TIOCEOHO] TIIaBH) MMa jOIT HEJIOBOJHHO IIMPO]j jaBHOCTHU MO3HAT OPATO-
pujym [ onioiua Jacenosauka (PBU Iy T O 2y TOPOBUM AUPUTEHTCKUM BOl)CTBOM
03By4eH y bamanymu youn nana mooene, 8. maja 2013), jenHO O lbeTOBUX Haj-
3HAYajHUjUX U HJOOUMHHUJUX OCTBApPEHa, KOje Ka0 YMETHUYKA TPAHCTIO3UIIHN]ja U
JIO’)KWBJHA] JETHOT TPATMIHOT BPEMEHA Ha JOCTOjaHCTBCH HAYMH MO3WBA HA UBP-
CTy Bepy, Hally, ETUYHOCT ¥ Jby0aB, MOpydyjyhu 4OBe4aHCTBY Aa ,,3710 HE Tpeda
3abopaButH, Beh BepoBaT ga ce 0HO HHUKaa BUIe Hehe MOHOBUTH .

Momnorpadujy o Anekcanapy Byjuha ca cBum enemeHTHMA TIpaBe XpecTo-
Matuje (quje je o0jaBibuBame moapxao U Cokoj), 10 cajja HEKOJIMKO My Ta IMpHU-
kazany y jaBHocTH (Ilogropuna, HoBu Kuexesar, beorpam), 6e3 cymme MoxKeMO
YBPCTHUTH Yy TyXOBHO 0J1aro l-eHHX IMucaria, mokojae np bpanke Pangosnh (naejuor
TBOpIIa OBOT CBOjEBPCHOT MOPTPETA, KOja je UTIaK IOKUBEINA /1a BUIH TeK OJIIITaM-
naHo n3name) u ap Cuexxane HukomnajeBuh, anu 1 Hale My3UKOJIOTHj€ U MY3HUKO-
rpaduje. [Iporkana noxkymenTuma, hoTtorpadujama, ucedinMa U3 HOBUHA, I1J1a-
KaTuMa, ¥, IITO jOj Jaje MoceOHy HOTY: o0oraheHa MUIIIJbeUMa aHATUTHYApa |
peunMa KoJiera, prjaTelba, HeKaJlallbiX CTyICHATa U TTOMITOBaIala, OHA OCTaje
CBEJIOYAHCTBO HE CaMO O jeJTHOM 0OraTOM YMETHHUYKOM H JTyXOBHOM JKHBOTY HETO
1 O JeJTHOM UCTOPH]CKOM Pa31o0Jby U CTBapajaukuM MperHyhnMa Ha KynITypHOM
Y MY3WYKOM HeOy Hallle 3eMJbe Y K0joj, yIIpKoC TypOyJIeHTHIM BpeMEHNMa, Tpa-
JEMO | OTICTajeMO.

Mapuja Agamos
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VY6askuh, [Terap 32

dad, Maypyc (Maurus Pfaff) 197

Onewm, [lex (Jack Flam) 89

®opn, bupanga (Biranda Ford) 106

®opcren, usmn (Filip August Karl Forstén)
13

®poja, Curmynp (Sigmund Freud) 37, 89

®dypreenrnep, Bunxenm (Wilhelm Furt-
wingler) 136

Xa0630ypr (Habsburg), munactuja 215

Xapwucon, Jly (Lou Harrison) 75

Xayapnu, Pon (Ron Howard) 92

Xaywuh, Aatonuje 13

Xarek, Japocnas (Jaroslav Hasek) 38

Xepuurowa, Huxona 170

XwujeraneH, Jlenura (Lenita Hietanen) 105

Xnasemn, Cama 177

Xonopkoscku, Muxaunn bopucosna (Mu-
xaun bopucosuu Xonopkosckuii / Mik-
hail Borisovich Khodorkovsky) 136

Xonnen, Enronn (Anthony Holden) 136

Xodman Cperenouh, Hema 74

Xodmancrain, Xyro ¢pon (Hugo von Hof-
mannsthal) 214, 215, 216

Xpaboscku, Umran (Hrabovszky Istvan)
163

Xpuctuh, CteBan 32, 166

I[BetkoBuh, Coma 177

LBajr, llITedan (Stefan Zweig) 215

LBujuh, Auhenka 31

LBujuh, JoBan 32

L{ura ox Bypoon-ITapme (Zita of Bourbon-
Parma), nmapuma 215

HpHOoOpmwa, borman 50, 51

Hpmancku, Mumnom 32, 219

Hpmancku, Harama 61

Yajonar, JoBan 163, 164, 167
Yanramosuh, Mupocnas 52, 53, 55, 56
Yenan, Majki (Michael Chanan) 130

[TanTuh, Anekca 32

[Hexcrup, Bummjam (William Shakespeare)
157,209

IllexoBuh, Jlana 47

[Ine3unrep, Jocud 150

onen, ®peneprk dpancoa (Fryderyk Fran-
ciszek Chopin / Frédéric Frangois Chopin)
37, 56, 137, 138, 164

[Trpayc, Puxapn (Richard Strauss) 214, 215,
216

lIy6ept, @pani (Franz Schubert) 164

[yman, Po6ept (Robert Schumann) 164

ymanosuh, Casa 32

[ymapesuh, Cetucnas 153

Tyenpos, Bnagumup 52

Petuctiap cauununa
Tatjana [TuBHuuku Jpunuh
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YIIVTCTBO 3A AYTOPE
3bOPHUK MATHIE CPIICKE 3A CIHEHCKE
YMETHOCTHU U MY3UKY

Penakuuja 36opnuxa Maiuuye cpiicke 3a cyencke yMeMHOCHU U MY3UKY
npuMa opuruHaine pajose 3a pyopuxy CTYUNIE, YIAHIU, PACITIPABE;
CEhABA, TPADBA, ITPNJIO3U u pyopuxy [TPUKA3N.

AyTop je obaBe3aH Ja MouITyje Hay4He U eTHUKE IPUHLIUIC U TPaBHIIa MPHU-
JIUKOM TIpUpeMe pajia, y cKiany ca mehyHapomaum cranaapauma. [Ipenajom paia
ayTop rapaHTyje Jia Cy CBU MOJAIlM Y paay TauHH, KAKO OHH KOjU Ce THUY caMora
HCTpakKMBaka, TAKO U MOJAIU O JINTePATypHu Koja je kopuiheHa, Te HaBOIU U3
JIuTepaType.

PanoBu xoju cy Beh 00jaBibeHH UK Cy MOCTATH 32 00jaBJbUBALE Y APYTH
4acormuc He MOTy OUTH TpuxBaheHu.

00jaBJibyjy ce 1 paJOBH MUCaHW HA CTPAHUM je3ulINMa. Je3uk Mopa OUTH
WCTpaBaH y MOTJIEAY TpaMaTHKe U CTHJIA.

CBaku ayTOp U3 HAIlle 3eMJbE, YKOJIHMKO JKEIH 1a My ce paja o0jaBu Ha CHTJIC-
CKOM j€3MKY, MOpa caM Jia ce MoOpHHE 3a KBAJUTETaH MPEBO. Je3uk Mopa outu
WCTpaBaH y MOTJIeAY TpaMaTHKe U CTHIIA.

Hamomene (hycHOTE) ce majy pu JHY CTpaHe Y K0joj ce Haja3u KOMCHTa-
pucanu Jieo TekcTa. Mory cagpkaTi Mame BaKHE IeTajbe, A0MyHCKa 00jallbemna,
Ha3HaKe 0 KopuInheHnM H3BOpHUMa (Ha TPUMEp Hay9IHO] Tpalu, MpUpyYHUITUMA)
UTA., 711 HE MOTYy OMTH 3aMeHa 33 IUTHUPAHY JTUTEepPaTypy.

®DycHOTE AaTH y U3BOPHOM OOJIMKY, M OIMax MOPE, Y 3arpajau, MpeBoa Qy-
CHOTE Ha €HTJIECKH je3UK.

Takole n y ¢pycHOTamMa AaTH MyHO UME U MPE3UME HABEACHOT ayTopa

KomrmietHo ynyTcTBO bubruoipagceka iiapenivesa v Lutuupana nuiiepa-
wypa cy y Ipuiory.

CBe pazloBe ClIaTh y €JIeKTPOHCKO] Bep3uju Ha CD-y MM eIeKTPOHCKOM
MOIITOM a UCTOBPEMEHO U Y IITaMIIaHOM MPUMEPKY Ha aJipecy YpeIHUIITBA:

Becna ['ajuh, 360opuux Maiuuye cpiicke 3a cyeHcke yMeHOCTUY U MY3UKY
Maruma cprcka; 21000 Hosu Can, yn. Matune cprcke 1

E-mail: vgajic@maticasrpska.org.rs

Pan Ha cprickom Tpeba na Oyne HamvcaH hupuaumom.

YV 300pHHUKY ce TpUMERYjy UCKJByunBO Mpasuiia [Iparonuca Maruiie cpricke.

CBH pazioBH OMJIO J1a Cy M3 HAIlle 3eMJbE WM HHOCTPaHCTBA Tpeda /1a Cy Ha-
nucanu y Microsoft Word (doc. ili rtf) ¢popmaty, onTumanne nyxxuHe (ykibyudyjyhu
Ca’KeTaK Ha CPIICKOM M pe3MMe Ha SHITIECKOM, KJbYYHE PEUH, CIIMKeE, Tabere, mpTe-
JKe U ApyTe MPUJIore) o1 jelHor ayTopckor tadaka (1o 4000 peun);

Bpcra cioBa Times New Roman; npopen 1,5; Bennuuna cinoa (pont): 12.

Pany mpunoxuty u caxkerak 110 10 pesaka Ha CpIICKOM U pe3UMe Ha €HITIECKOM
(Moke 1 Ha cprickoM Tia he ra penakiiyja mpeBecTH) MK jeTHOM O] PAaCIpOCTparhe-
HUX je3UKa Ha OKO ToJIa KyIlaHe CTPaHe TEKCTa, Ca YSTHPH JI0 IIECT KIbyYHUX PeUH
y nipopeny | BenuuunHe, BenuyuHa ciosa 10.

Crpana uMeHa y paay MHCaTH OHAKO KaKo Ce U3roBapajy, C TUM LITO Ce MIPH
MIPBOM HaBol)ewy y 3arpajin HMe Jiaje H3BOPHO.
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WnycTpaTuBHE IpHII03H y3 paaoBe (HOTHU MpUMepH, oTorpaduje, IpTexKH,
tabere,...) 00jaBJbyjy ce IpHO-0eIu ca Ha3uBOM Ipujora. AyTop Tpeda 1a o3Ha-
YH MECTO TPUJIOTa Y TEKCTY.

CBe mirycTpamnuje IpIIoKUTH Y eNeKTPoHCKo] popmu Ha CD-y KBaTuTETHO
CHUMJbEHE, pe3onyunja 300 Tayaka.

Crincak cBUX MITyCTpaluja IpUIOKUTH y3 paj.

CBe paJoBe OLEewY]y 1Ba PEIEH3EHTA, a 10 MOTPEOH U BHILE HHUX.

Kana pyxonuc Oyne npuxsahen, aytop he 6utn obaBemteH o mpuOIMKHOM
BpeMeHy 00jaBJbUBaba.

VY3 mpuMepak ofmTaMIaHOT 300pHHUKA CBAaKH ayTop noduja u 20 cenapara.

AyTop TpeOa y3 CBaKH MOCTaTH pajl a HaBele CBOje MME U ITPe3rMe, Hay YHO
3Bambe, MHCTUTYIIU]Y Y KOjOj j€ 3aIOCIICH 1 FheHO CEIUIIITE, CBOjY aIpeCy CTaHOBA-
Ba, CIIEKTPOHCKY aJipecy u Opojese TenedoHa.

Pyxomnucu ce ne Bpahajy ayTopy.

bubnuoipaghcra iapeniuesza

bubnuorpadcka mapenTesa, kao ymeTHyTa ckpaheHHIa y TEKCTy Koja
ynyhyje Ha moTimyHn 0u0auorpadcKku mogaTak o ey Koje ce UTHpa, HaBeaeH
Ha Kpajy paza, CacTOjH ce 0J] OTBOPEHE 3arpaje, Ipe3nMeHa ayTopa (MaJluM Bep-
3aJI0M), TOIMHE 00jaBJbMBamka Pajia KOjU ce IUTUPA, TE 03HAKE CTPAHHMIIE ca Koje
je muTar mpeyseT U 3aTBopeHe 3arpaje. [IpesnmMe ayTopa HaBOIU c€ y U3BOPHOM
o0nmuky u nucmy. Ha mpumep:

(UBun 1986: 128)  3a bubnuorpadeky UBuh, [laBne. Cpiicku Hapog u weios jesux. 2. u31. beo-
jenuHUIY: rpax: Cpricka KiIKeBHa 3aapyra, 1986.

AKO ce 1IuTHpa BHIIIE CYCEIHMX CTPaHUIa UCTOT paja, Aajy ce nudpe koje
Ce OJIHOCE Ha MPBY M MOCJIE/Y CTPAHMILy KOja ce IUTHPa, a u3Mel)y iBHX cTaBiba
ce 1pTa, Ha IpUMep:

(UBun 1986: 3a oubnmorpadcky Usun, [aBne. Cpiicku napog u welos jesux. 2. u3n. beo-
128-130) JeAMHHILY: rpaxa: Cpricka KibMKeBHA 3a1pyra, 1986.

AXo0 ce nuTHpa BUIIE HECYCENHUX CTpPaHMIA UCTOT paaa, nudpe Koje ce
OJTHOCE Ha CTpaHUIIC y IUTUPAHOM pajly, 0JBajajy ce 3areToM, Ha IpuMep:

(UBun 1986: 3a oubnumorpadeky Uun, [asie. Cpiicku napog u reiog jesux. 2. u3n. beo-
128, 130) jenuHUILY: rpax: Cprcka KiwuXKeBHa 3aapyra, 1986.

VYKOJIMKO je ped 0 CTPaHOM ayTopy, IPE3UMeE je N3BaH MAPEHTE3€ MOKEIHHO
TPaHCKPUOOBATH Ha je3UK Ha KOME je HallcaH OCHOBHHU TEKCT pajia, Ha MPUMEp
[I. Mapcwu 3a James J. Murphy, anu y maperTe3u npe3ume Tpeda 1aBaTu mpema
H3BOPHOM OOJIMKY M [TUCMY, HIIP.

(MurpHY 1974: 95) 3a 6ubnuorpadceky MurpHy, James J. Rhetoric in the Middle Ages: A History
jeAMHUIY: of Rhetorical Theory from Saint Augustine to the Renais-
sance. Berkeley: University of California Press, 1974.
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Kana ce y pagy moMume BUIIIE CTYAHja KOje j€ jemaH ayTop MyOJIUKOBAO UCTE
TOJINHE, Y TEKCTyaHO] OnbInorpadckoj HamoOMEeHH TOTPEOHO je oaroBapajyhum
a30yIHUM CIIOBOM TIPEIM3UPATH O KOjOj je OMbIruorpadckoj OmpeTHUIIN U3 KOHAY-
HOT CITUCKa JTUTeparype ped, Ha mpumep (MurpHY 1974a: 12).

Ykonuko Onbnuorpadcku U3BOp UMa BHUIIIE ayTOpa, Y YMETHYTO] OMOIHO-
rpadckoj HarmoOMeHH HaBOZIE ce IIPEe3MMEHa MpBa JiBa ayTopa, 0K ce Mpe3uMeHa
OCTAJINX ayTopa 3aMemyjy ckpaheHHIIoM u gp.:

(UBun, Knarx 3a oubnmorpadeky UBun, [1aBie, MBan Kiaju, Mutap [lemmnkan, bpanu-
u 1p. 2007) JeoUHUILY: cnas bpoopuh. Cpiicku jesuuxu ipupyunux. 4. u3a.
beorpan: beorpaacka kwura, 2007.

AKO je 13 KOHTEKCTa jJaCHO KOjH je ayTop IIUTHUPaH WK napadpasupaH, y TEKCTY-
amHoj 6mbnmorpadckoj HAaIOMEHU HUje OTPEOHO HABOMHUTH MPE3UME ayTopa,
HIIP.:

[Ipema MapdujeBom nctpaxusamy (1974: 207), mpBu cadyyBaHU TPAKTaT U3 T€ 00JIACTH
cpouno je OenenuxTrHal Andepuk u3 Monrte Kacuna y apyroj nonosunu XI Bexa.

AKko ce y mapeHTe3u ynyhyje Ha pajioBe J1Bajy WM BHIIE ayTOpa, IOIATKE O
cBakoM ciiesicheM pany Tpeba OBOJUTH TaYKOM U 3anieTom, Hiip. (BEaus 1958; CTE-
BAHOBUR 1968).

AKO je y TeKCTY, ycie HeMOryhHOCTH J1a ce KOPUCTH IIPUMApHU U3BOP, TIpe-
y3€T HaBOJl U3 CEKYHIapPHOT U3BOPA, y MAPEHTE3H j& HEOITXOHO Y3 MOJIaTaK O ayTo-
Py CEKYHIIapHOT U3BOpa HABECTHU U PeY: IPeMa).

,,YCMeHOCT ¥ ,,HapogHocT * OyrapmTria Henan Jbyonnkosuh noBomu y Be3y ca npu-
narohenonrhy cpenunu (mpema Kunusaraa 1979: 7).

Lutuupana nutuepaiiypa

Llutupana aureparypa aaje ce y 3ace0HOM OfIeJbKY HAcIOBJbEHOM [[uuiu-
pana autdepaiuypa. Y TOM OJeJbKY pa3peinaBajy ce oubnuorpadcke nmapeHTese
ckpaheHo HaBejieHe y TekcTy. bubnnorpadcke jeaunuie (pedepeHiie) HaBoxE ce
110 a30y4YHOM WK a0eIe/THOM pely Mpe3uMeHa MPBOT WK jJeIUHOT ayTopa Kako je
OHO HaBEJICHO Y IapeHTe3! y TeKCTy. [IpBo ce onucyjy a30y4HUM PEIoM pe3uMeHa
MPBOT WJIM jeIMHOT ayTopa pagoBH 00jaBJbeHN NUPUITUIIOM, a 3aTUM CE€ OITUCY]Y
a0ereTHIM PeoM MTpe3UMeHa IMPBOT KITH jeIMHOT ayTOpa PagoBU 00jaB/LEHH JIaTH-
HULIOM. AKO oruc oubnuorpadceke jenuHuIe 00yXBaTa HEKOMKO PEA0Ba, CBU PEIOBH
OCHM TIPBOT YBYYEHHU CYy Y/ECHO 3a JBa ciioBHa MecTa (Bucehu nmaparpad).

Luiuupana nutiepaniypa HaBOU c€ IpeMa CTaHAapAy 3a HUTUpawe Matu-
ue cprncke (MCLI):

Monoipaghcka wryonuxayuja:

IIPE3UME, HMe ayTopa, UMe U IIpe3uMe ipyror aytopa. Hacaos kroule. Ilonaraxk
0 UMEHY IPEeBOJIMOIIa, TpupehBaya, WM HEKOj APyToj BpcTH ayTopcTBa. [Togarak
0 U3JIay WK Opojy ToMOBa. MecTo M31aBama: U31aBay, TOINHA H3/1aBamba.
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IIpumep:

Benns, Anekcannap. O jesuukoj upupogu u je3uukom paseuttxy: TUHIGUCIUUYKA UCTU-
wwusarva. K. 1. — 2. u3n. beorpaa: Homut, 1958.

Munietus, Cetosap. O cpiickom tiutiaryy. 1360p u npearosop Yenomup [ornos. Hosu
Can: I'pancka 6udauoreka, 2001.

Momnoipaghcka iiybrukayuja ca KOpluopamiusHUM ayiopoMm:

Komwucwja, acornmjanuja, opranusaiigja, y3 Kojy Ha HACJIOBHO] CTpaHH HUje HaBe-
JIGHO M€ MHIMBHIyaITHOT ayTopa, MPey3uMa YJIory KOPIIOPaTHBHOT ayTopa.

Beorpajicka ¢punxapmonuja. Cezona 2005-2006: Huxayc Xanc Ceaposcku. beorpan:
Beorpancka ¢punxapmonuja, 2005.

AHnonumnua gena:
Jlena 3a Koja ce He MOYKE YCTAaHOBHUTH ayTOP IPETO3HA]y Ce IT0 CBOME HACIIOBY.

bvrapmruie. 136op u npearosop Hosak Kunubapna. beorpan: Pan, 1979.

36opnuk pagosa ca koughepenyuje:

[ManTun, Mupocnas (yp.). Pecasa (Topra u [ora) y uciiopuju, Hayyu, KkUiCesHOCTUU
u ymetunociuu. Hayanu cxym, Jlecnorosary, 20-21. aBryct 2003. leciorosarr: Ha-
ponHa Gudnuoreka ,,PecaBcka mkosna‘“, 2004.

Momnoipaghcke itybruxayuje ca suwe uzgasada:

[Manuspk-Cykun, Hecuba. Pycke usbeinuye y Hanueagy, 1919—1941. llpenrosop Anekceja
Apcemea. [Tanueso: I'pajncka oudnuoreka: Mcropujcku apxus, 2005.

BorweBun, Jbybuna. bubnuoipaguja gena Jecanxe Maxcumosuh, 1920—-1971. beorpan:
OGunonomku pakynret: Hapoana 6ubnuorexa Cpouje: 3any-xouna Jlecanke Max-
cumonuh, 2001.

Douotiuiicko usgarve:

ITPE3UME, nMe ayTopa. Hacnoe krvule. MecTo IpBOT U3Jamka, TOJAMHA IIPBOT
n3iama. MecTo MOHOBJHEHOT, (DOTOTHUIICKOT U3/Iamkha: U3/aBay, TOAuHA PEIPUHT
u3aama.

ITpumep:

Conaprun, IMaBne. [Tomunak krouscecku. Benenuja, 1810. Muhuja: Haponna 6ubnuoreka

,»JAp Bophe Haromesuh®, 2003.

Cekyngapno ayiiopciigo:

300pHUIM HAYYHUX paIoBa OMICY]y Ce TIpeMa IMEHY YpeTHUKa UiTh Ipupeh-
BayJa.
[TPE3UME, mMe ypenrauKa (nau npupehnuBada). Hacios gena. MecTo n3naBama:
A3[1aBay, TONMHA U31aBamka.
[Tpumep:
PaioBaHOBIR, Mutopa (yp.). Cpiicku jesux na kpajy eexa. beorpan: IHCTHTYT 3a CpIiCKH
jesux CAHY: Cnyx0eHnu riacHuk, 1996.
JoBaHOBUR, CriobonaH (yp.). Hapogna oudauoiuexa Kpywesay. Kpymesan: Haponna
oubnuoreka Kpymesai, 1977.
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Pyxkoiiuc

[TpPE3UME, mMe. Hacog pyxkoiiuca (aKo TIOCTOJU FIIH aKO j€ Y HayIH T00H0
ommrenpuxpaheHo nme). Mecto HacTanka: IHCTUTYIIM]a y KOjOj CE HaJla3u, CUTHA-
Typa, TOAUHA HACTAHKA.

[Tpumep:
Huxonun, JoBan, [lecmapuya. TemumBap: Apxus CAHY y Beorpany, curn. 8552/264/5,
1780-1783.
Pyxonucu ce nutupajy npema gonujanuju (Hip. 2a—30), a He TpemMa rnaruHa-
LUjH, U3y3€eB Y CIly4ajeBUMa KaJl je PyKOIIUC MaruHupaH.

IIpunot y cepujcxoj ityonuxayuju:
Ilpunot y uacoiiucy:

ITPE3MME, MMe ayTopa. ,,Hacnos Tekcta y myonukanuju. Hacios uacoiiuca 6poj
CBECKe MJIH ToMa (TOAMHA, WY TTOTITYH JaTyM): CTpaHe Ha KOjuMa Ce TeKCT HaJlasH.
IIpumep:
PusHuKAP, Japa. ,,HoBa crapa npuya.” Jlewoiiuc Maiuuye cpiicke K. 473, cB. 3 (MapT
2004): 265-269.

Ilpunot y nosunama:

ITrE3UME, HMe ayTopa. ,,HacnoB tekcra.” Hacnog Hoguna natym: Opoj cTpaHa.
ITpumep:
Kiakuh, Criobozan. ,depuriioB pat 3se31a npotus Xutiepa.” Homuiuuka 21. 12. 2004: 5.

Momnoipadghcka iyoruxayuja gocityina on-line:

[TpE3UME, UMe ayTopa. Hacnos kmuile. <aapeca ca MHTepHeTa>. Jlatym npe-
y3UMama.

ITpumep:

VEeLt™MAN, K .H. Augmented Books, knowledge and culture.

<http://www.isoc.org/inet2000/cdproceedings/6d/6d.> 02. 02. 2002.

IIpunot y cepujckoj ityonuxayuju gociuyian on-line:

I1PE3UME, mMe ayTopa. ,,Hacnos Tekcta.” Hacrog ilepuoguune ityorukayuje.
Harym nepuonnune myonukanuje. ime 6aze mogaraka. /latym npeysumarsa.

[Ipumep:
Torir, A. ,,Teaching Info-preneurship: students’ perspective.” ASLIB Proceedings February
2000. Proquest. 21. 02. 2000.

Tlpunot y enyuxnoiiequju gocutyiian on-line:

,,HA3UB OIIPEJHULE.” Hacioe enyuxioiieguje. <ampeca ca MHTEpHETa™. JlaTym
npey3uMama.
ITpumep:
»WILDE, Oscar.”“ Encyclopedia Americana. < http://www.encyclopedia.com/doc/1G1-
-92614715.html > 15. 12. 2008.
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