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Xpuacrana Memuh™

PELLEMLLMJA CTBAPARALLITBA bYBHLIE MAPUR HA
TPEREMNPOrPAMY PAAHO BEOTPARA (1965-2009)

YIK: 78.071.1:929 Mapuh Jb.

ID: 176889100

BIBLID: 0354-9313, 15(2009) pp. 2-26
TIprmisero: 29. okToGpa 2009.
OnoGpeno: 21. HoBeMGpa 2009.

Caxerak: OBa mpersiefHa CTy[Uja MMa [iBa Tapa-
JIeNIHa ¥ KOMIUIEMEHTapHa TOKa — jeflaH je aHanu3a
My3nike Konuenuuje Tpeher mporpama Pajuo Beo-
rpaja, a Apyrd, Y HEHOM KOHTEKCTY, BPETHOBAHE
macMana Mysuke JbyOure Mapuh y meroBuM emu-
cujama. Takobe ce pasmaTpa KOmmKo je cTBapana-
IITBO OBE ayTOPKE YTHIAIO HA OCMUIUbABAHBE H
TeMaTU3alKjy MY3UYKUX €MUCHja OBOI' Iporpama,
Kao U jaBHUX KOHIepaTa ancambana Pamuo Beorpa-
la, ¥ KakaB je OMO MPHUCTYN HWEHOj YMETHOCTH Y
TEKCTOBUMA MY3WMUKHUX MAcCAL]d M My3MKOJIOra eMHu-
TOBaHMX Ha 0BOM mporpamy. Iloce6aH akieHar cra-
BIbCH je Ha ILIe3fieceTe U CceflamyieceTe TOfiMHe Mpo-
IIUIOT BEKa, [JaKJIe Ha caMe IOYeTKe eMUTOBamba
Tpeher mporpama, Kajia ce HaKOH BHIIETONUIIHET
hyTama 0O cprckoj UPKBEHO] My3UIU U HEHOM YTH-
11ajy Ha CaBPeMEHO MY3MYKO CTBAPaJIAIITBO, KOHAY-
HO T0jaBJbyjy 3aHUMJbHBE, CBEOOYXBaTHE M aHAIH-
THYKE CTyAuje u3 oBe oOmactu. Taja m My3muka
TNOETHKA OBE ayTOpKE IOCTaje MpefMeT Mpoyyasa-
A HallIX My3WUKHX HayYHWKA, Y YEMY CY CyAelo-
BaJM M My3WYKH ypepgHuuu u capapguuiy Tpeher
nporpama. Cryauja je nponpaheHa U HOKyMeHTap-
HIM MaTepHjaluMa off Kojux ce BehuHa oGjaBibyje
npeu myT. [leT mpusnora Ha Kpajy CTyAuje IpefcTa-
BJbajy MPBY CHCTEMATU3ALWjy U MpE3eHTaUujy ap-
XUBCKOr Matepujana Pamgmo Beorpapa, xoju ce of-
HOCH Ha CHUMKe My3uke U roBopa JbyOuie Mapuh,
Ha IporpaMe KOHIepaTa Ha KOjuMa je cama HacTy-
Iajga WM Ha KOjEMA Cy HCHA JleNa M3BENM aHCaM-
6m Pagno Beorpapna, kao u Ha KOHIEpTE ca BEHIM
KOMIO3ulljaMa Koje je opranuzoBao Tpehu mpo-
rpam. OBu mpuinosu (Koje je ypaauo ayTop OBOT
TeKcTa) OWIH Cy ToNa3Ha OCHOBA 3a OBY CTY/H)Y.
Kmyane peun: Tpehm nporpam, papuo, apxus,
IporpamMcKa KOHIEMIIja, jaBHi KOHIepTH, My3my-
ka MogepHa, Jbyouiia Mapuh, cpricka My3uka, BH-
3aHTHjCKM YTHIAj, N10jarbe, apXaudHOCT.

*Xpuctura Mequh pobena je y Beorpamy 1943.
ropuHe. [Tumnomupana je 1967. rogune ca TeMoM
Banern Kpenmmmpa Baparnosuha Ha Opceky 3a
My3HuKoJIornjy Ha My3nukoj akajemuju y 3arpe-
0y (xmaca mpog. np Kpenmmupa Kosauesnha u
npod. np Jocuma Auppenca). buna je My3muku
ypennuk y pepakumjn Tpeher mporpama Paamo
Beorpasa, a mOTOM I'JIaBHU U OATOBOPHH MY3MY-
KI ypefHHK y ucToM mporpamy. Capabusama je
Kao KpUTHYAp y JHEBHNM HOBHHaMa y beorpany,
3arpedy u CapajeBy, o0jaB/buBalia 4YlaHKe M
crynuje y vacomucuMa Ilosa, Ilpo mysuka, Tpe-
hn nporpam, Hcrounnk, My3ndku Tamac, Kao u
y 306opuunMa Cpricka My3Hika clieHa, ACIeKTH
nHTepnpeTtanuje W My3miko cTBapaaamiTBO H
kpuraka. CygenoBana je Ha HAyYHUIM CKYNOBHMa
y Beorpany, Cpemckum Kapnosnuma, Haxosuy,
Kao u Ha Jletwoj nyxoBHO] akagemmjn y Crype-
HUIA.

ana je 1965. ropune Ha Tamacuma Pammo Beorpapma mo-

4yeo fa ce emutyje Tpehu mporpam, menokymHa Ipo-

rpamcka KOHIENIUja IpeTprena je 3HaTHe u3MeHe. OHe
cy Ouie y CTPYKTYPHOM, YMETHHUKOM M KYJITYPOIIOIIKOM TOTJIe-
Iy MHOTO y6Jbe Y OJJHOCY Ha CBE JOTajjalllibe MPOrpaMcKe MHO-
Banuje U aze y pa3Bojy oBe MHCTUTYH@je. buo je To ueTBpTH
o peny of T3B. Tpehux paamjckux mporpama y Epomu (v mpeu
Ha Basnkany), u Maga cy My y3op 6w tpehu nporpamn bu-bu-
Cuja u Kennckor pajmja, yemeo je, 3axBajbyjyhn IpBOM TJIaBHOM
ypenHuKy AnekcaHapy Arnkosuhy, fa MOHYAH jeAHY OCOOEHY 1
HECYMBUBO 3aHUMIBUBY MPOIPAMCKy KOHIEIIH]Y.

Tomuaa 1965. Moxe ce 03HaYNTH Kao MOYeTaK IepHORa y KO-
jem je u3 cojux (...) pa3sBOjHHX TeHJEHIHja KOMILIETHPAHA
0cHOBa mporpamckor cucreMa Pagno Beorpaga.' Y me camo To,
Papo Beorpay ce oBMM IJIAHCKUM M OCMHIUBEHUM NPOIINPHBA-
HEM, Tj. IPEPACTamhEM y CIIOXKEH TPOTPaMCKH CHCTEM, VKJBYIHO
y Hporec KOjH je y CBETy Ha3BaH ,,pEHECAHCOM pajHja‘, H KOjH
je mpeHTHYaH ¢ ITepHOROM Kaja ce yCIOoCTaB/ba PeajHH OFHOC
m3Meby JBa HajMacoBHHJa MeJHja, pagnja W TeJIeBH3Hje, a HBHXO-
Ba NMpHBAJHA KOHKYPEHTHOCT OMBA IpeBa3snbeHa CBOjCTBEHHM
opujentrcamem’. Pajio Beorpar je THMe MOCTa0 YHCTHHY MOJie-
paH €BPOICKN PaJiio y KOjeM Cy TOje[JuHAaYHe MPOrpaMcKe KOH-
neniuje Omie cajpXajHO jacHO YOOIMYeHe, ald M KOMIUIEMEH-
TapHe, oMoryhasajyhu cinymaommMa Hajpa3innuuTHjuX Ipoduia
(oOpa3oBama, CTapoCTH, HAIMOHAITHOCTH) 12 Y HeMy IpoHaby
cajipKaje 1Mo CBOM YKYcy U u360py.

OKpeHyT cTpy4HOj, 0Opa3oBaHoj myosuuu, Tpehu nporpam Pa-
mio Beorpaja ogMax je fo6HMO emUTeT eMTHCTHYKOT MpOorpama,
IITO je MCTOBPEMEHO MMAJO U NMO3UTUBHY M HETaTHBHY KOHOTa-
mjy. Mamu mocToTak ClymaHOCTH MPaTHo je CBE NOTafallibe
Tpehe mporpame y EBpomu, ma m oBaj Hami, Georpajacku, 360r
CITOXEHOCTH! ¥ TEeXMHE n3pa3a MoHyheHnx cafpxkaja. Aum, ako je
jenmHa Off TeHAeHIMja OWia W MOAH3ame APYLITBA HA BALIY LUBH-
JIH3aIICKy pa3nHy >, OHJa O HEKOj IOjeJHOCTABIBEHO] IIPE3eHTa-
IMji ¥ HAje Morjo O6utu peun. CBpxa OBaKBHX Iporpama Huje
Ouia momynapucame Hayke WIM YMETHOCTH, jep TO je Ouio yTKa-
HO Y KOHIEMIMje MPBUX M JIPYrUX Mporpama. YIpaBo CYIPOTHO,
BUIIM LMBUJIA3UjCKM HMBO, CMATpallo ce, Morao ce mocruhu mpe
cBera OybemeM JYXOBHE pajoO3HAJIOCTH KOJ LITO HIHPEr Kpyra,
mojCcTHLABEM Ha paj M YXOBHH Hamop®. Y cKNafy ¢ THM, y BO-
nehum papujckum cucremuma EBpone Ta HoBa ¢hopMmyna, Tpehu
nporpaM, 3acHUBajia ce Ha MOTPeOM jga ce CIyIAaonuMa IpPeKo
HOBOI' KaHana y H3BOPHOM BHJY yUWHE JOCTYNHUM YMETHHIKA
Jesa, HayIHa H (puao3ocka mucao. Y OKBHPY Te OMITE OpH-
JeHTanuje HOBH pagHjcKH MPOTPAMH ITOBE3Yjy CBOJY CYHOHHY C
MOJEpHOM yMETHoIhy, caBpeMEHOM KPHTHIKOM MHILJBY H TEO-
pujor. To je, HAPABHO, OPa3yMeBaNO OTBOPEHOCT, Il U KPH-
THYKH CTaB MPeMa CBUM CaBPEMEHHM TOKOBUMA yMETHHUKHX, Ha-
YUHUX M KYNTypallHUX CTpyjama W 30MBamba, OTBOPEHOCT IMpeMa
HOBMHM Ma KakKO OHa OWia ycamibeHa M KpaTkoTpajHa. Ciyrma-
Ja1| je Mopao fa MMa MOTYhHOCT fia ce YIIO3HA ca CBOM Pa3HOB-
cHOIThy YMETHUYKHMX MPaKCcH M HaydHUX focturHyha. M He camo
TO, Tpebaso je MPOHANa3nuTH HAUMHA J]a CE U Y HBEMY CTBOPH WX
poOyM KPUTHIKHM OfIHOC IPEMa, Ha Taj HA4WH, NPEJICTAaB/bEHIM
cappxajuma. PopMyna Tpehn mporpam moppazymeBana je, fakie,
jEeHOT aKTHBHOT, PafIO3HAJIOT CIyINAoIa.



[Tonazehn op mckycraBa eBpOICKHX pajuo-cranuna, Tpehn
nporpam Papo Beorpana cnpemMHO je jouekao OBaKBe M3a30Be.
Hanwme, n y merosom ayguTopujymy, 00pa3oBaHOM, W HECYMEbH-
BO 3HATIPKEJHHOM, ajlil ¥ BEOMa INApOJMKOM Y OfHOCY Ha adu-
HATETE, OfMax cy Owje NPUINYHO jaCHO YOWBHBE ABE CTpyje —
jemHa Koja je kenenma fga Oyae wH(OpMHCaHA W yIO3HATa W ca
HAjHOBHjUM, YECTO Kpajibe eKCIePHMEHTAHIM TECHACHIHjaMa y
CBETY HayKe, YMETHOCTH M KYJIType YOIIITE, U Ipyra Kojy TakBe
TeHJICHIUje He caMo IITO HHUCY MHTepecoBane, Beh MX je Herupa-
Ja ¥ opbanyBaja, 3aHUMajyhu ce, Kaja je HIp. ped O My3Uld U
Hayli O My3WIH, 32 CTBAapalallTBO KOMIIO3UTOPA 3aKJbYYHO ca
Bbaprokom, CrpaBunckum, XungemuToM, IIpokodjeBoM umn
IlocrakoBuyem.

To je Bpeme Kapa jorn HUCY mocTojaymu hecTHBami momyt bu-
tepa, amn Hm Bemyca, a 0 KOHIEpTHMa MM IUKJIYCHMa KOHIE-
paTa ca mporpammMa HCIYHBEHIM HCKIBYYMBO MOAEPHOM MY3H-
KOM HHje OWI0 HA TOMeHa. Ympkoc Tome, Tpehm mporpawm je
Xpabpo 3aKOpavrno y BOJE TAAAIIBIX HOBHX MY3WUKHUX MCTPAXKH-
Bama W CTpyjama, 1 TO HA CBAM HOAPYIjEMAa — Off CPEEHOBEKOB-
HEe JI0 eNIeKTPOaKyCTHIKEe MY3HKe, O Iie3a JI0 HajcTapHjux gorn-
KJIOPHUX TpajIMja PasTMuMTHX 3eMaba cBeTa,® mpupoGujajyhn
Ha Taj HAYMH U OHE CIyIIaole KOjUu €y [0 Taja OWIM MaxoM
OKpEHYTH T3B. KJIacH4HO] My3unyu. buTHa opymka Takse Tpehe-
Iporpamcke KOHIeNuje Ouna je TeMaTu3anuja, kKako O ce Ha
IITO CHelU(pUYHUjY U 3aHUMIbUBUjU HAUMH IPEJICTaBUO OfpeheHn
cafpxaj. OHa je Ouia MckazaHa He caMO Y Ha3WBY MOjeMHAYHAX
emucuja Beh m mukiyca emucuja. CBaka TeMarnszanyja Ouia je
pesyaTar ofipeheHe BpcTe MCTpaKHBamba, a MOTOM W CHCTEMAaTH-
3alje TOT MCTPAaXEHOT Marepujajia Win mofipydja (Tj. cucrema-
TH3aLKje Y ONHOCY Ha CHUMKE, TEKCTOBE, jaBHE KOHIEPTE).

3a opmuparme OCHOBHOT mpocduia My3uuKuX (M HE CaMO My-
3nukux) emucuja Tpeher mporpama, 6mo je Haj3HauajHH TEPHON
ox 1965. ma o ocuuBama Emextponckor cryamja Tpeher mpo-
rpama Paguo Beorpaga 1972. rojuue’, kaja je cTBOpeH 4BpCT
TeMeJb KOji ce TOKOM CBHX OBMX TOf[UHAa HaforpabuBao M LIMPHO,
amy HUKafa HHje JOBEO [0 YpyllaBawa WIH H3HEBEpaBamba
OCHOBHHUX NPHHIUINA caMe KOHIEMIUje, MaKO Cy TEXUIITa MOKaT-
Kay| 6mma momepana®. 3aHMMIBEBO je a ce Ta cpasa passoja Tpe-
her mporpama jefHEM JIeNIOM MOKiana ca mepuooM (1966—1983)
xaja je Jby6uma Mapuh npecrana ja kommonyje’. Ho, ¢ npyre
CTpaHe, 3HAa4yajHO je NMOMEHYTH fAa je A0 MOoYeTKa EMHTOBama
Tpeher mporpama Jby6una Mapuh 3aBprmia roToBo cBa CBOja

OpKecTapcka M BOKaIIHO-cUM(OHUjCKA fiena:
Ilecme npocropa, Ilacakamy u nukiayc Mys3u-
ka Okronxa,'’ a ynpaBo Ta ocTBapema 3a Be-
he cacraBe Omhe jemHa off 3HAYAJHUjUX MPO-
rpaMcKuX HATH (Kajia je ped O CPICKOj My3H-
1) jaBHUX KOHIepaTa, NUPEKTHHX IpeHoca
WM CTY[IUjCKUX CHUMAaKa OBe MHCTUTYHHje (10
1972.), unju je umsb usMehy ocraymmx 6uo u f1a
ce o0e30efie pasnuMuuTa U3Bohewa MOojefuHAY-
HUX JieJ1a OBE ayTOpKe.

IToBpaTak KOMIOHOBalbY HAaKOH Iay3e Of
roToBO fiBe fietieHuje Jbyoua Mapuh 3anoun-
e KaMEepHHM JieJnMa, Oamr Kao U Ha CaMoOM
MOYETKY CBOT KOMMo3uTopckor myra. Cana cy
To HMuBOKanmja 3a KOoHTpabac W KIIaBHp W3
1983. u xanrara /M3 TMHHE mojarse 3a CONpaH
1 KJaBup, Hactana 1984. romuHe U mpeMujep-
HO W3BefleHa Ha KoHiepty (6. mapt 1985.) u3
mukiyca Tpeher mporpama Mysmuka mogep-
Ha. Ho o0a pmena yjegHO cy O3HaumWiIa modve-
Tak pajia Ha HU3y KaMEpHUX OCTBapema Koja
he ce BehuHoM Hahu Ha HEHOM ayTOPCKOM
KoHuepTy 1993. ronuse, onet y opraHusanyju
Tpeher nporpama Pagno Beorpapa.

Jbybuna Mapuh Ouna je BepHH ciyliasalg
panuja, TOK 3a TeJEeBU3Ujy YONIITe HHje Ma-
puna.”> Cuvmatuje mpema Tpehem mporpamy
IIOKa3/MBaja je Off MOYEeTKa HheroBOI eMHUTOBA-
1a, TOBPEMEHO je HaBpahana y merose Ipo-
cropuje, C jefHe cTpaHe 300T OroBOpa OKO
KOHI[epaTa Ha KOjUMa Ce M3BOJHUIA HCHA MY-
3UKa M BeoMa J100pe capajiibe ca ypemHunumMa
y HEroBOj MY3MUKO] peflakiliju, ca Kojuma je
MOIJIa [la pa3Memyje MUIUbEHA O eMHUCHjaMa,
TEKCTOBUMa, KOHLEPTHMA, [eINMa, all U fAa
ce, C Ipyre cTpaHe, Ty CyCpPETHE U Ca MHOTHM
My3M4yapuMa, Teé YMETHHIMMa W HayYHHIUMa
13 JIpyTuX 00JIacTH.

Y T0j mpBO] AeneHuju mocrojama Tpehu
nporpaM je OMO jefiHA y3aBpesla HaydHa #
YMETHIMYKA PaJiOHAIA KOja jé CHAXHO yTHIA-
Ja Ha IIMPEHhe Ca3HAjHOT XOPH30HTA CBOT

CE30HA 1972/73
OBOPAHA KOJMAPYEBOT YHHUBEP3HTETA

LHEYC i1

MYBHYKE BEYEPH PAIHO-BEOTPAJIA

Cumdonujcku KOHUEPT

Hupurenr

MJTAJIEH JATYLUT
Coancri
CPIICKH I'YJAYKH KBAPTET
BPAHKO MAJEBHR, euoausa NETAP MBAHOBHT, suoaa
CPBO/bYB YUKW, snoauia  UBO MOMAPHTR, snoaonuero
Xop u oprecrap Papuo-teneenanje Beorpap

BEOIPAJL, 15. HOBEMEAP 1972. TOJIHHE
Mowerax y 20 wacosa

NMPOTPAM

J. C. Bax Csura 6p. 4, D-dur
¥oepTupa
Bourrée |
Bourrée 11
Gavolle
Menuet |
Menuet 1
Allegro vivace (Réjouissance)
B. MapTuny HKomuepT 3a ryfavkW KsapTeT W Opkectap
Allegro vivo
Adagio
Tempo moderato

Oamop

Jb. Mapwh [lecme npocTopa, KaWTaTa 33 MEWOBMTH XOp

W cHMBONKCKH OpKecTap

Cmmka 6p. 1 — IlItammanm nporpam Kornepra COPTB u3 mukinyca Mysmike Bedepa
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Y ORBHPY MPOCAABE 10-TOAHINIBEHIE
HAPOJLHOT YCTAHKA

YAPYHEHE HOMNOSHUTOPA CPEMJE W
YAPYHEHE MY3HMUHMX YMETHWHA
CPBHJE

MPOINTPAM

CBEYAHE AKAOEMHUJE

noBoaomM MNPOCIABE
CTOroavLiHHMUE CMPTH
METPA NETPOBURA-HEMOLLIA

NETAK, 16 HOBEMBAP 1851 'O,

ABOPAHA KOJAPUEBOD HAPOAHOD YHHBEPIHTETA

NPOTPAM

1} ¥roawo npenasawe, Merap Bwurynau, npodecop
Mysuuke akanemmje
2) a) Jocwd Mapnukoeuk - Jocud Cnosencum: Hapu-
uamka, conpan cono Anuiia Mesemioaa, npea-
kuba Georpaincke onepe W xeHckd xop LLIJA.
6) Ceeromup Hacracwjesnh: ,Ysy mena* . . . .,
mewosudu xop YA
B) Ceetonnk Mawhan: ,Gjewe ofnak® . . mywky
xop YAJA. Dnpurent: CaoSogan Kpcmufl.
3) Jl-p Bojucnas Byunoewh: Xepojcku opatopujym |
neo, mewosuiiu xop YAJA n Cumgponucku op- |
kecimap HP Cp6uje. LLnpurent Xusojun Sapaskosuli |

OAMOPD

4) a) JbyGnua Mapuk: CrnxoBn nz ,lopckor ewien-
ua“, Gac-cono ffukora Usejufi w Cumdonucku
opkecmap HP Cpbuje.

G) Bowwpap Tpyawk: Ceat Llpnoropau o Kpame-
Buky Mapky Gac-cono Hufoma Haejufi v Cum
gonucku opkecmap HP Cobuje.

5) Hukona Xepuwrowa: ,MOpckM Bujenau®, kanrara
3a conpaw, mewosutin xop W Cumbonucku op-
Kecimap, Conpan cono Awuma Mesediosa, mewo-
suiiu xop Y ASA + Cumonucku opkecap HP
CpGuje. Oupurent Xusojun 3apaskosuf,

Cmmka 6p. 2 — IlltamMmnanu mporpam 3a KOHUEpT noceehen obenexaBamwy croropummune cMpta [lerpa
Ilerposuha Heroma. Ha meMy je mpemujepHO M3BEfleHa opKecTapcka Bep3Hja kommosmngje Jby6ume Mapuh

Cruxosn n3 I'opckor BrjeAna

ayputopujyma. I'oToBo fja Huje OO 3Hayaj-
HHjer mpobiemMa Koju ce THIAo MYy3HKe, a fia
Huje O6MO pa3MarpaH Kako y TEKCTOBHMA JiO-
MahWX ¥ CTpaHuX Mucana, Tako y OKBUPY TPH-
OWHa WM pa3roBopa, MOCeOHO OHMX BOhHEHMX
y may3aMa IpeHoca KOHIepaTa WM TOCIe
wux. Ecrernka, cdumnosoduja, comuonoruja,
TICHXOJIOTHja, CEMUOTHKA MY3HUKE, > KPHTHUKO
NPEUCIUTUBAE UCTOPHje MYy3HKe, C Haria-
ckoM Ha 20. BeKy, aHa/IM3a HOBHX MY3MYKHUX
fiefa, jecy Tojba U3ydaBama Koja cy y BehnHH
clyyajeBa TpBH NYT NOKPEHYTa YIpaBo Ha
Tpehem nporpamy. CBeTcka My3nmdka Mojep-
Ha KOja je y mepuofy o KOjeM je oBfie ped Ou-
Ja y MyHOj eKCIaH3WjH, [0 NMpPBUX Ha3HaKa
nocTMofiepHe oKo 1968. ropguHe, TpefcTaBba
OCHOBHY HHUT W TEKCTOBAa W €MHCHja, alld H
jaBHEX KoHmepara Tpeher mporpama. OTBa-
pajy ce mutamwa HoBe 3ByyHe ecreruke (Tane-
ym 3jesMHCKu), HOBOr Bokaautera (YIpux
Jubenujyc), nocraHka H Kpu3e TOHAJIHOI CH-
crema (Huxono Kacrumonu), reopuje n
npakce y HajroBmjoj my3unu (Aupu Ilycep),
paciipaB/ba ce O TEHACHUHjaMa HANyIITama
obmacru 3Byka (Bmapan PapmoBanosuh) u o
KapakTepy ropopa Hose Mysuke ([utep pena
Morte) Koju je OHEKaJT 3alpeTaH YHyTap crie-
miuyHEX cuMOoaa rpaduyuke HapTUTYpe

(Boxycnas Wedep), unu nak o TpaguuujH, AHTHTPATULUHJH H
npobreMy Hanmperka y caBpemenoj mysmm'® (Kypr don ®u-
mep). CXOHO TOMe, OpraHu30BaHe Cy U TPUOWHE O HepLenyHji
mogepre mysike (Expuko Jocud, [TaBne Credanosuh, [Iparo-
mup [Tanagonynoc, Hparytun Iocrymiku, Bnagan PagoBano-
Buh) . [Ia mu je To Mysuka y GexcrBy o came cebe (0 ToMe
mumy Yapux Hubemmjyc, Hurep llne6ern, Xajuc Kmayc Men-
rep), a y OfHOCY Ha Ty BU3YpY, IITa je My3uKa yommTe (O TOMe
ofrosope najy Msan ®oxt, Kapn [Janxayc, ®punpux biyme,
[TaBne Credanosuh, Knayc baym, Bongraur Xunpgecxajmep,
I'marep XaycBanT) u Koje cy To OUTHE OJ/HUKE je3uKa U pa3Boja
mysnxe 20. Bexa'® (oBy o6nact npoyuasajy Xanc Xajupux IlITy-
kenmmut, Honany Muven, Pynond Wlredan, Kapn Hanxayc,
Merep Pajueke, Tageymr Kaunucku, Teogop Anopro)?

Y TakBOM OKpyXemwy Hauum cy ce Ha Tpehem mporpamy cpi-
CKM KOMIIO3UTOPH M CPIICKM MY3WuKH mmciou. Hekm of mux ak-
THBHH Cy Ha TPHOMHAMA O MY3MUKO] MOJICPHH'’, ali M Ha jaBHIM
KOHIepTHMa IMKiIyca Mysnka ganac, ofHOCHO Mysmika Mogep-
Ha'®, a HeKH oI KOMIIO3UTOpA Cy Ha OBMM KOHIIEPTHMA TPUCYTHH
caMo cBojuM Kommnosuujama.'? Ho y nemnu riiegano, mpocrop
y emuchjama Tpeher mporpama cprcku KOMIO3UTOPU CY Y TOM
IEPHOfY AENUIA PaBHONPABHO Ca ayTOpUMa M3 OUBIIMX jyrocio-
BEHCKUX penyO/imKa IITO je M OUIa Heroba Tafallliba MporpaM-
CKa OpHjeHTaNyja, ali 1 ca CTPaHNM KOMIIO3UTOpuMa, Oyayhu fa
ce y emucujama nocseheHnM HajHOBUjeM cTBapanamTBy (CaBpe-
MeHa My3uka, Mysnuka namer BpemeHa, Mysmika MogepHa, My-
3HKa BHBA) TNACHPAJy W CHUMIM ca MehyHapomHux pecTBaia
caBpeMeHe My3mke. TeK ca MOCTENeHHM YBOhemeM CTepeomnpo-



rpama (Hajmpe cy To off 1967. rojuHe caMo NojefiMHavyHe eMUCHje
ca oceGHOM HAa3HAKOM Jla CE EMHUTY]y Y CTEpe0 TeXHWIH, a OHjja
ce off kpaja 1971. y crepeo TeXHHIM €MHUTYje Ie0 My3HIKH TIpO-
rpam), IITO je HEMHHOBHO 3aXTEBANO ¥ NpoLpee foMahe Tpo-
M3BOIBC Tj. pajijcKe MpOAyKIuje, OUIIo je MOoTyhe eMHUTOBATH
KOMTIO3HIHje cprckux ayTopa y Behem 6pojy.?’ Crarncrmuku
TJIefjafo, Aok je Hup. 1969. romgumae my3nka 20 cpmckux ayropa
eMuTOBaHa y 29 emucuja, cnefehux roguHa mosehaa ce u 6poj
TaKBUX eMHcHja, Kao u 6poj ayropa. Tako je 1970. y 59 emucuja
emutoBano 30, 1971. y 97 emucuja 40, 1972. y 91 emucuju 45, a
1973. y uwak 122 emucuje 41 ayrop. Komnosumje Jbyouue Ma-
puh cy Tokom 1969. emuroBane (yKymHO) y ABe emucuje’l, a
CBUX OCTallMX HABE/ICHUX TOMHA y UETHPH-Z, INTO je 6HO yoOu-
YajeH MpoceK KaJia je ped O CPICKUM KOMIIO3UTOpUMa. Y IepHo-
ny ox 1970. mo 1972. Behn 6poj emucuja y offHOCY Ha OHE ca Jie-
JMMa OBe ayTopke, MocBeheH je cTBapasallTBy caMO HEKOIMIUHE
KOMIIO3UTOPA, YHjU Cy OIyCH Y TO BpeMe OWIIM HEYNOPENMBO Be-
tim: Jocuna Cnasenckor (uak 17 y 1971. rogusu, 360r oGeneska-
Bama 75. TONUILBUIE HBEroBor pohema), 3atum Iletpa Komosu-
ha (6 y 1972.), Munauna Pucruha (6 y 1971. u 5y 1972.), Jocu-
na Kamuuha (5 y 1971.), te Enpuka Jocuda (5 y 1972.).

Komnosunuje cprnckux ayTopa cBe ce BHUIIE EMUTY])y U Y EMHU-
cujama XaHpOBCKOT ofpebewa — KamepHa my3uka, Kanrare,
KonneprantHa My3nka n cil., ald M 'y OHAMA CHEUM(UIHOT Te-
MAaTCKOT OCMUIIJbaBaka — Bonec mHTHMe, My3nka HOTypHa,
Ionohnn xongepr uth. Mysuka Jbyoune Mapuh Hama ce y
cBuM oBHUM emucrjama. OBie Tpeba MMaTé y BHAY W JiBe OWTHE
ynmkeHnIe. JeHa off CHenupUIHOCTH IPOrpaMcKe KOHIETIHje
Tpeher nporpama (mpe cBera y ofHOCY Ha Jipyre mporpame pa-
nmja) OWiia je y ToMe fa ce fiela eMHTY]y y LeNMHH, Ma KOJMKO
Tpajana. Baruepose onepe momnyt Ilapcucpana wmu Majcropa
meBava Koje Tpajy mpeko detupu cata, LUly6eprosu, lllymanoBu
i BondoBr mukmycu nmecama Koju Tpajy MpeKo MIE3AeceT MH-
HyTa, Wi oOUMHE fieBefleceTOMUHYTHEe Masepose cuMmQoHuje
Kao mro ¢y Tpeha umu OcMma, 10 Tafia HUCY MOIJIM Aa Oyfy eMHu-
TOBAHH Ha JIPYrUM IIporpamMmuMa pajmja (Ho, He camo 300T Tpaja-
Bha KOJUKO 300r Mporpamcke KoHuenuuje). Ajm, 3a motpede
Tpeher nporpama TpeGano je crBapatu ¢oHj cHuMmaka (a caja
CTepeo CHUMaKa M OHMX KOMIIO3HIHja Koje cy MOocTojane y MOHO
TeXHUIM) Behux jena, Kako CPICKUX TaKO U CTPaHUX ayTopa,
Kao M CBHUX JIPYTUX [ie7la Koja CBOjOM TEKMHOM Y TIOTJIEAy CIIy-
IUBMBOCTH HUCY OAroBapasa KOHIENIHju 1 ayrutopujymy [IpBor
n [Ipyror mporpama. ¥ TO BpeMe TOTOBO fia je OWIO JIakiie Jo-
OuTH CHUMKe (MUCIMMO IIpe CBera Ha KOIMYMHY CTEPeO CHUMa-
Ka) IyTeM pa3MeHe ca eBPONCKUM pajlo-CTaHHIAMa HEero ce
OCJIOHUTH Ha COICTBeHy Ipou3BoAmy. OHa ce cTBapana U Ipo-
IMpuBaa IOCTeNeHo, Moxe ce pehu 3ajefHo ca pas3BojeM Tpe-
her mporpama, Majja HapaBHO He caMo 300 BeroBux Iorpeda,
aly UNaK BEJUKUM JIeIoM YIpaBo 300T mux. Capajma My3HUdKe
TPONYKIMje ¥ PajijcKuX Mporpama, Kao W HEroBUX M3BOHauKmx
aHcambarna 6mia je Ha BICOKOM HHBOY, ajli y MPBO BpeMe HHje
MorJia fia ce OfjBrja OHOM OpP3MHOM Koja O OfjMax 3af0BOJbHIIA
norpebe CBUX mporpama. MehyTum, ounriegHo fa je mocrojana
CBECT f]a PafiljcKu aHCaMOIH yIpaBo ¥ MOCTOje, Ka0 YOCTAJIOM I
y CBUM pajnjcKuM cucTeMuma y EBporm, kKako 61 3aj0BoIbaBajn
norpee cBoje MaTnune Kyhe.?> CnemucduunocT u npenossa-
TIbMBa 00ja My3MUKMX IPOrpama MOje[MHUX EBPOICKUX Pajiio-
-cranuna (mopes; MOTYRHOCTH Y YKIbYUMBaWbe jaBHUX MYy3MUYKHX
MaHuecTanyja) oriefana ce YIpaBo y GOTaTcTBY U pa3HOBp-
CHOCTU CHMMAKa OCTBAPEHHX y COICTBEHO] IPOAYKIUjH, LITO je
3HAYUIO CHUMAame NPEeBacXofiHO My3uke foMahux ayropa, Kao u
CHIMame My3uKe y MHTeprnpeTauuju nomMahnx m3sohaua.

Morio 6u ce 3aTo pehm U Jia je MHTErpamHO eMHTOBame (Ja-
KJIe, y jeTHOM IIpOrpaMcKoM OIoKy — 6. jyma 1969. y emmcuju

Knacuka osor Beka u 11. jyna 1972. y emucuju
Tonotinn kornepr) wuknyca Mysuka OKTOHXa
Jbyonune Mapuh Ha Tpehem mporpamy 6mo
M3y3€THO 3HayajaH mporpamcku nore3. OH he
HAarOBECTHTH! CIMYHA NPOTPaMCKa OCTBapema
HapeHUX TOfiuHa Koja he mpepacT y mpakcy:
MHTETPAIHO EMUTOBame IKiIyca Moja 3emiba
[Terpa KomoBuha, Kao u KnaBupcke 30HpKe
Kameje Munoja Munojesnha Wit KOMITIETHUX
pykoBet CreBaHa Mokpamlia, aly U CBUX
wect bpangeHOypuikux KoHnepara, ueo Kia-
BHPHOYHT, Kao U [JoOpo TeMnepoBaHH KIaBHP
Joxana CebOactujana baxa, cBuX JBaHaecT
Konuepra rpoca on. 6 Apkanbena Kopennja,
CBHX IIECT moeMa IuKiyca Moja gomoBnHa
Bemxknxa Cmerane uy.

Ho unrerpanno emuroBawe Mysuke OKTO-
zxe OTBapa W jefiHO ApYyro muTame. ['ofuHama
ce TIOJIEMHCANIO OKO Iporpama oTBapama be-
Myca, a Kao IpUMEp ce NOMHBbAao (hecTHBanl
Ilparnko npo/iehe Koju cBake TONMHE 3aMOYH-
mbe u3BoheweM CMeTaHHHOT IuKIyca Moja
JjomosrHa. Koje 01 eNo cpmcKor ayropa Mo-
70 fa Oyfe MaHfaH OBOM JENy YEIKOr KOM-
MO3UTOPA y CMUCIY YMETHHYKE U HaIOHAJHE
BPEIHOCTH, KA0 M PENpEe3eHTaTUBHOCTH, a fAa
IIPY TOM WCIYHM IIENOBEUEpPH-H MporpaMm: fAa
m cumonmjckun omyc [letpa Komosuha,
Oxpupcka snerenga Cresana Xpucruha, Pyko-
ern CreBana Mokpamia, wm Mysnka OkTo-
nxa Jbyoune Mapnh? Hu o marac goroBop
oKko Tora Huje mocturayT.”* Hu y rommmm y
Kojoj ce mpociasibano 100 roguHa of pobema
OBE KOMIIO3UTOpPKE HHUje OCMHIIbEH KOHIEPT
Ha KojeM Ou Omna (ca je[HIM OpPKECTpPOM M
JMPUTeHTOM) MHTETPaJHO M3BEfieHa WeHa My-
suka Okromxa. Ho pok Yecu, 3axBamyjyhu
IPOMUIIJBEHO] MPOTPaMCcKOj TMOIUTHIM CBOT
HajmpecTIKHUjer AoMaher ¢ecTnBana, gaHac
nMajy 6e30poj pa3mINTHX M3Bohema MUKIyca
Moja gomoBuHa, 1 TO ca HajTIO3HATHjAM CBET-
CKIM JIMPUTE€HTHMA, MH UMaMO CHHUMAaK CaMo
jemHOT MHTErpasHOr u3Bobema Mysuke OKTO-
nxe (ca jepuuM mupurentoM — Ockapom [la-
HOHOM, alil ca fiBa pas3lM4yuTa OpPKEeCTpa,
ocrtBapeH y nepuonty of 1959. no 1964. ropu-
He, Bupu Ilpunor 6p. 5 Ha cTp. 24-26), of
KOjUX Cy HEKH JIJIOBH CHUMIbEHH Y MOHO, a
HeKH y cTepeo TexHuuu. Mebytum, nojenu-
HauHW JIENIOBU LMKJIyca M3BOHEHM Cy WIIM CHH-
Mand Bumre myta (of 1964. mo 2009.) ca pas-
JTYUTHM MHTEPIpETaTOpUMa’ — BrsanTmjcKm
KOHIJepT HIIP. CHUMIUIHA CY WJIM 3BEJIN TIHjaHHU-
cru Jypuna Mypan (1963, pupurent Ockap
Hanon)?°, Onra Josanosuh (1964, gupurent
Ockap Jlanon), Llon Kner (1974, aupurent
Mnapen Jarymr), Bnagumup Kpnan (1980,
mupurent Josau lllajuosuh), dy6paBka Kosa-
yesuh (1981, mupurent Anton Komnap)?’, He-
Bena [omosuh (1988, mupurent Anton Ko-
nap), Anekcangap llaugopos (1992, nupu-
rent Asnkuc Banrac) u Jlugmja Busjak (2009,
mupurenT [Tpemu [Terpouh). CHuMaK ca eH-
riaecknM nujanuctoM [lonom Kmerom ocrsa-



peH je Ha kouuepty (20. mapt 1974) y oxkBupy
mmknyca Mysnuke Bedepu Pajno-reseBusmnje
Beorpag, a ca nmjanmctoM AJleKcaHpOM
IlanrmopoBum Ha KoHuepty (23. mapt 1992.)
u3 cepuje Espornckor paauja (EBY), koju je
IMao BEOMa 3aHNMJBUBY IPOTPaMCKy TEMy —
Crapa cprcka My3uka H HeH OfjeK y JenMa
CaBpeMeHHX CPIICKHX KOMIO3HTOpa (NOpen
cTape CpICKe JYXOBHE U CBETOBHE MY3UKE U
Beh momenyTor fiesta MapuheBe, u3BefieHa je u
KoMno3unyja 3aBemtame 3opaHa Xpuctuha,
Bupu [Tpusor 6p. 4 Ha crp. 23). Oba oBa KOH-
1epra UpeKkTHO je npeHocuo Tpehu mporpam,
a apyru u 14 cranumna EBpomckor pammja. Ta-
Kobe, 06a KOHIlepTa OCMHIIUBEHA Cy y capaj-
1M Ca TAJAIIBIM TJIaBHUM MY3UUYKHAM YpPEIHU-
mma Tpeher mporpama.?

Ho, Beh cepampueceTnx ropguHa MpoIMITOT
BeKa NPHUMETHA je TeXHa fa Ce CpICcKa My-
3UKa MyTeM HOBUX M 3aHUMIbMBUX TeMaTH3a-
nuja y MefujuMa Ipe3eHTyje Ha Apyrauuju
HayuH. ToMe cy 3HauajHO JONMpPHUHENM jaBHU
KOHI[epTH U nparehn mTamnanu nporpamu y
KOjIIMa ce HeMMHOBHO MOpAJIO YKa3UBAaTH Ha
OJ/IMKEe U HAayMHE KOMIIOHOBama, Maja ce Ty
Hajuemrhe MUTHpPajy peun caMor KOMIIO3HUTO-
pa (TEMe ce YriiaBHOM KOPHCTe M KPUTHYA-
P4 y OCBPTY Ha IpBa jaBHA M3BObemwa). AKO
M3y3MeMO Majo06pojHe, ajll HECYMBHBO 3Ha-
yajHe 30MpKe Hammca, Kao W Hay4dHE CTyHje
y CTPYYHO] NMEPUONUIH KOje ce THUX TOfMHA
10jaBJbYjy O CPIICKO] MY3WIM BE3aHO] 3a Ip-
KBEHY MY3HUKY, CTapy CPICKYy MOE3Hjy U CTBa-
panamrtBo Jby6une Mapuh, u TOo U3 mepa
Bnacrumupa Ilepuunha (1969)°, Mane
Munojkosuh-Bypuh (1979),3° Pokcanpie Ie-
josuh (1975)3! u Memnre Mumun (1979)%2,
ToJla3Ha Tavyka UNak je OMo IUKIyC eMHcHja
OcrBapema Ilerpa bunrymma, cmeunjanHo
mical 3a Tpehn nporpam (emuroBaH of de-
Opyapa 1979. 1o jyna 1980. ropuse) y Kojem
cy anammupana ciefieha gema Jbybune Ma-
puh: Ilecme mpocropa, Ilacakara, Buzantuj-
cku Komnnept, Ilpar cha uw OcruHaTo cymep
teMa Oktonxa. Cnejiehn 3HavajaHu MOMEH-
TH (Maga HHUCY OUNM JUPEKTHO y BEe3U ca
crBapanamTBoM Jbyoune Mapuh, amu jecy
ca KaCHMjUM TeMaTH3alljaMa eMHCHja y KO-
juMa ce TMojaBibyje HeHa MY3WKa) Ouid Cy
KoHneptn Xopa Pammo-trenesmsuje Beorpan,
Oflp>KaHM moj ympaBoM Miapnena Jarymra
19. cenremGpa (y okBupy MokpamyeBux ja-
Ha y Heroruny) u 13. okro6pa 1981. (y
Beorpany y okBupy bemyca, xoju je Tpehn
IporpaM JUPEKTHO IpeHocno). Ha mwuma je
OpBU MYT y mocnepaTHoM nepuony Cpbuje
wsBenena Jlntypruja Cresana Mokpamia>.
3atum 1989. ropuuHa, Kaga je obenexeHa
npocnasa 600 roguna op Kocosckor 60ja, y
Kojoj 3a notpede Paguo Beorpaga Hacraje
3HavajaH Opoj cHMMaka fiella CPICKUX ayTo-
pa, MHCIUPHUCAHUX He caMo OBHM fporabajem
Beh M cTapoM CpICKOM MY3HKOM, CIHMKap-
CTBOM W KmbIDKeBHOIThy. OBHU jaTymMn 3Ha4n-
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MUZICKI BIENNALE ZAGREEB 22'v
internacionalni festival suvremene muzike ponedjeljak

o™ bt ENSEMBLE FUR NEUE MUSIK - KOLN

AV
Gundulideva &
11 sati Dirigent: MAURICIO KAGEL — Argentina

Program:

EIMERT: Selektion
LIGETI: Artikulucije
RONIG: Essay
ISEN: Cllitus 2a
Kontaktl za Klavir, udaraljke |
elektronske zvukove
wlazne cljene din 100-300
MAURICIO HKAGEL
Narodno sveudiliste Razgovori o suvremenoj muziel
2‘;‘;:"‘:;?‘:1“ KARLHEINZ STOCKHAUSEN
ELEKTRONSKA MUZIKA
16.30 sati
ulazns cijena din 60
Hrvatsko narodne B, BRITTEN
kazaliste
Trg Marsala Tita OTMICA LUKRECIJE
1930 sati OPERA HRVATSEOG NARODNOG KAZALISTA

Dirigent: BORIS PAPANDOPULO

Nedija;  VLADO HABUNEK

U glavnim ulogama: Marijans Radev, Janja
Ianiek, Franjo Paullk, Bianka Defman, Tatjans

AR
Viadimir Rukdjak
uingne cijene din 30100

1([:‘.:::@ studio SIWONI]SKI ORKESTAR
Nikole Tesle T I HOR RTV BEOGRAD

20 satl Dirigent: BORIVOJE SIMIC
Holise: DUSAN JANKOVIC, bariton
Program;
CSTERC: Simfonijskl stuvak
MARIC: sma prostora
HALCIC: Danl u tami, kantata
warne cijene din 150400

Cmuka 6p. 3 — IIporpam xonnepra Xopa 1 COPTB na
MysuukoM 6ujerany y 3arpeby

M cy U fe(pMHUTHBHO YKUJamhe CBUX 3a0paHa M HEJOyMHIA Y
OJIHOCY Ha W3BObheme cplcke My3HKe MHCIUPHCAHE OCMOTJIa-
CHMM HaIlleBHMa, CTapUM NMOETCKUM 3amicuMa MoHaxa, (pe-
CKaMa MJIM BU3aHTH]CKOM yMeTHoIrhy, ajm Ipe cBera y OffHOCY



Ha €MHTOBambe KOMEHTapa WM aHAJUTHYKHX TEKCTOBA W3
OBHUX OONIacTH.

CBu OBM MOMEHTH TOJCTAaKIIH Cy PasiMYNTa OCMANIbABamba
Kaja je ped o emmcrjama Tpeher mporpama Koje ce ofjHOce Ha
omnyc Jby6oune Mapuh. Tako ce y emmcuju u3 mukiyca Mysnka
20. Beka (13. meuem6ap 1987.) cycpehy jBa fena Hacrtana y
pa3Maky off 15 roguHa (peMex fena y My3MYKOM CTBAapalaIlTBy
00ejy 3emama, u Cpbouje u [Torbcke, anu U TOT BpeMeHa), a MH-
CIMpHCaHa TPABOCIABHOM I[PKBEHOM (BOKAJIHOM) TPajIUIIUjOM:
Busanrtujckn KOHLEpT 3a KnaBup U opkecrap Mapuhese, KoM-
TIOHOBaH Ha HameBe JIpyror, Tpeher m YeTBPTOr Tiaca CPICKOT
OcmornacHnka u oparopujym Yrpema Kummroda Ienpepen-
KOT', HaCTao Kao €BOKall{ja CTapor IPaBOCIABHOT JIUTYPIHjCKOT
oGpena.>*

Tema jemHe Off HApPEHUX eMucHja OBOT muKiIyca (25. okrodap
1987.) Gunu cy (ONKIOPHM HATIEBH PA3NMYMTUX MY3MYKHX Tpa-
manmja of UIkorcke, lnmanmje, Cp6uje mo Jepmennje n Azepbej-
ana. [lopen ITacakame Jbyoune Mapuh (Ha HapojHy Temy W3
IMomopasma) emuroBauu cy KoHiepr 3a 4eM0aio  IeT HHCTDY-
MeHata Mawnyena jie abe (ca eeMeHTHMA IIMIAHCKOT (hONKIIO-
pa) u HapopHe mecme 3a MeNOCONPaH M MHCTPYMEHTAJHM aH-
cam6n Jlyuana Bepuja (3ampaso crenuduusa obpaga ¢onkmnop-
HuX 3amuca u3 Jepmenuje, Mranuje, llIkorcke u A3zepbejiana).
MHoro rofguHa KacHuje oBa Hfeja ,,03By4aBama“ MOMOhy HIMpO-
KOT crekTpa 60ja pa3nuuutor (onkaopHor Hacieha Ouhe paspa-
bena y uukiycy 3Byuna mmatHa. Ho, oBJie je cBaka mojefnHayvHa
eMHCHja TpeficTaBibalia KapaKTepUCTHIHE 3BYYHE MMIIpEcHje jefl-
HOT jeJMHCTBEHOT Tpefiena umi nofHe6ma.” Tako je emucuja
3Byyna miartHa Buzarruje (1. maj 2005.) cappkaBaia KOMIO3H-
mmje: YBeprapa 1453. JyrocnaBa Bommaka, BusanTHjcKH KOH-
rrept Jbybune Mapuh u Cioo o ceersioctn Byka Kyrnenosuha.
Wako KoHIUMIMpaHa MO CXEMH CTaHAAPAHOT KOHLEPTHOT Mporpa-
Ma (yBepTHpa, KOHIEPT, BEJIMKO BOKAIHO-UHCTPYMEHTAJHO fle-
JI0), OCHOBHA TEMAaTCKa HUT OBE EMUCHje Cy CTapy CPICKH Hare-
Bu (y peny Byka Kynenosuha), ofHOCHO BH3aHTHjCKU L[PKBEHH
Hanesu (y neny JyrocnaBa Bomaka) u onu u3 OcMoriacHuka
(y meny Jbybune Mapuh), Kao u 3ajelHHIKO UCTOPHJCKO BpeMe
KOJUM Ce JieJIa MHCIMPHUIIY, Tj. BpEMe BU3aHTHjCKOT LApCTBa.

Crapu moetcku 3ammch of 13. go 16. Beka 6unu cy 3ajegHAY-
Ka TeMa ofjabpaHiX KOMIIO3MIH]a 32 je[iHy Of eMICHja U3 IUKITy-
ca Iomxpommje 20. Beka®® (9. penembap 2005.) — Tageyma
Bepna (Tpu Tpybagypcke mecme 3a MeLOCONpaH, ABe (ayre
Buononyeno u3 1963.), Ierpa Eb6ena (Illect py0aBHHX mecama
3a Meloconpat, Kinasup u xapgpy uz 1951.), Uropa CrpaBun-
ckor (KaHTaTa 3a MeLOCOIIpaH, TEHOP, XKEHCKU XOp, NiBe (iay-
Te, 000y, eHIVIECKH Por U BHONOHYeNo u3 1952.) u JbyGuue Ma-
puh (Ilecme mpocropa 3a xop u opkecrap, u3 1956.). Tok cy
IpBa fiBa flesa, CIMYHOT M3BOHAuKor cacTaBa, KOMIIOHOBAaHA Ha
CTHXOBE CPE[IIOBEKOBHE JbyOaBHE JIMPHUKE, pyra jABa IOBE3yje
BUIIE HUTH: IIpe CBEra, cegMocTaBayHa CTPYKTypa oba jemna
TpoOUCTEKNa je M3 ofabupa TEKCTOBAa aHOHUMHHX ayTopa, a -
XOBa IIOETCKa KOHCTPYKIMja, 10 peynMa 006a KOMIIO3UTOpa, Kao
ma je Beh y cebm cagpskaBaia My3W4Ke KOMIIOHEHTE Koje Cy ce
CIIOHTAHO HM3JMIIe y My3mdkd ToK. Tako Jby6una Mapuh nctmae:
He3sabopapaH je TpeHyTaK Kaja (...) ce Beh HasupaJa jpamartyp-
ruja cegaM ofabpaHUX HAIHca, H He3a00paBHO jyTpo Kaja cy
MOTeK/IH MpBH 3allHCH My3HKe Koja je HAacTajajga H3 THX jeJHO-
CTABHMX, XHBHX H XHBOTHHX pedn’, a Virop CTpaBHHCKH Kaxe:
Opabpao cam yeTHpH HoOMy/apHe ecMe aHOHHMHHX ayTopa (...)
Koje cy Me NPHBYKJIE HE CaMO CBOjOM BEJMKOM JIEIIOTOM M Ha-
IJ1AIIEHOM CHJIA0M3allHjoM, Beh M CBOjOM KOHCTPYKIJHJOM KOja je
HaropeImTapata My3maky Koctpykmmjy.>® Ho, y nemimm riena-
HO, peflocie]i eMATOBAaHMX KOMIO3WIHja TPOU3BOAKO je TMOCTe-
TIeH 3BYYHH PacT Off KaMepHO m3aTkaHmx necama Tapmeyma Bep-

na u Ilerpa EGeHna, npeko nmpumeTHO yBeha-
HOT (32 YEHCKH XOp) alli jOII YBEK KaMepHOT
BOKQITHO-MHCTPYMEHTANHOT cactaBa y Kanra-
i Viropa CTpaBMHCKOT, IO BEJIMKOT BOKaJ-
HO-MHCTPYMEHTAJHOT aHcambOmna [lecama mpo-
cropa Jbybunie Mapuh. Y3 T0, TakaB m3bop
KOMIIO3HIja MPYKao je obmpe 60ja, HIjaHCH
u atMoccepa (WTo je 6uIIo y cKiay ca Hasu-
BOM Hukiyca). M360p je, mak, ynyhuao Ha
CMUIIbEH JPaMaTypLIKU MOCTYNAK Yy KOHIEM-
IUj1 eMHCHje jep je KyJIMMHAIMOHa Tayka Ou-
na ynpaso kommnosuiuja Jbyoune Mapuh. Ha-
uMe, Ol MEJaHXOJUYHO JIMPCKe UHTOHALHje
My3UKe W CPefIlbOBEKOBHHUX IOETCKHX 3almca
y TIpBa fiBa JieNa, MPeKo €BOKATHBHUX JIAMEH-
To3HUX m3nuBa y Karrarm CrpaBHHCKOT,
eMHCHja je 3a0KpYKEeHa CHAXXHNM JIPAaMCKHUM
HabojeM Koju m30Wja W3 My3WKe M IOETCKOT
tekcra [lecama mpocropa ¥ KpUCTANUIIE CE y
(puno30(pcKM WHTOHMPAHY 3aNUTAHOCT HaJ
OJTHOCOM 3KMBOTA W CMPTH: ...CYOUYEH €a CMp-
hy, XKHBOT 3paqu CBOJy IyHY BPEAHOCT Kao
JApary/b Ha TaMHOj OCHOBH — H y Tpajamy Of-
6recaka HacTama ce.>

Konnenuuja nukiyca Iomuxpomuje 20. Be-
Ka TIpeficTaBiba, Kao LITO caM Has3WB yKasyje,
m360p fena Koja ce MehycoGHO pa3imKyjy 1o
60ju (ONHOCHO M3BOBHAUKOM CacTaBy M aTMOC-
depn) 3syka®’. KaTkama ce, Mehytum, Tome
TPHAPYXKYje W CBOJEBPCHO jEAMHCTBO CYMPOT-
Hoctu. Ha mpmmep, y jefHO] of HapemHUX
emucrja oBor uukiyca (25. HoBemGpa 2005.)
eMHUTOBAHU Cy JIyBaukM KBHHTeTH BoxycmaBa
Maprtunya, Jbyoune Mapuh u hepba Jlureru-
ja (bararene). Jlakne, ped je 0 HCTOM H3BO-
haukoM cactaBy (jefMHCTBO), aqu pa3inyu-
TOM CTHIy, U3pa3y, Ia U OCTBAPEHO] aTMOC-
(hepu (cynpoTHOCTH).

Crnajame KOMIIO3MIMja HA OCHOBY TOETCKOT
IpeIONIKa Ha pa3lIMidTe HAUMHE j€ IUIacH-
pano y emucrjama Tpeher mporpama. 3a oBy
IPWINKY Basba ncTahil 1 MUKIyC (OJHOCHO Be-
JIIKU NIPOTPAMCKH OJIOK €MHTOBAH HENEIbOM)
Hoesnja n mysuka*!'y oxsupy xojer je (1. ap-
rycra 2005.) eMuTOBaHAa My3HMKa CPICKHX
KOMIIO3UTOpa MHCIHpucaHa tberomesum cru-
xoBuMa: Hukone Xepuurome (opaTtopujym
Topckn Bujenary), Jby6uue Maput (Cruxosn
u3 T'opckor BHjeHIa 32 GAPUTOH M OpKecTap),
Boxugapa Tpynuha (Ilecma cpata LlpHOrop-
1a 3a 6ac u opkecrap) u Pajka MakcumoBuha
(Tecramenar Bnaguke UPHOTOPCKOT).

Omnyc Jbybunme Mapuh mmao je 3HauUajHY
YOIy W Yy OKBHPY BHIIEMECEYHOT IHKIyca
(Tokom 2004. u 2005. ropuHe) mocBelieHOr
CumdonnjckoM opkectpy Papmno-tenesu3suje
Beorpapn (u3 13B. cepuje EBponcku opkecrpn),
jep ce Hammao Meby peTKuM cadyBaHUM (YjeHO
U IIPBUM) CHUMI[UMA OBOT aHcamOna U3 Iefie-
CeTHX U ILIE3[eCeTHX FOfUHA IPOILIOT BeKa.
ToM nmpuMKOM eMUTOBaHA Cy CBa HEHA OpKe-
cTapcka M BOKAJHO-MHCTPYMEHTAJIHA JeJIa.

Hosuny y mporpamckoj konnermmmju Tpeher
Iporpama IIpeficTaBbao je LUKIYC eMHcHja



Koopinuare* y Kojem cy cpIcKu KOMIO3HTO-
pu ofjarrmbaBany Koja je My3uKa U Ha KOju Ha-
YMH YTHIANa Ha IBHX, KOjy CY MY3UKY BOJICJH,
KaKo cy KommoHoamu*>. Jby6uma Mapuh je,
Ha caMOM MOYETKY eMHCHje Y KO0joj je TOCTo-
BaJa, fjala MHUIUBEHE O IENOM IHUKIYCY, Kao
1 Pa3Nory HEHOT NMPUCTajamba Aa Y HeMy yue-
cTByje: BepyjeM ga ce oHa paHa JejcTBOBama
My3HKe Hajqy0/be YTHCKY]y V IICHXY, CTBapajy-
hn y Hama oHaj gparoueru ¢onp Koju he 3pa-
YHTH KpO3 LEJOKYNHO KacHHje 0aB/bere My-
3HKOM H CTBapaaadkuM pagoM. Cmucao emn-
cuje KoopnuHate jga oTKpuBa CTBapanaiko
ITOPEKJIO KOMITO3HTOpa ITOOYAH/IA e Y MEHH H
OXWBEJIa OHO HEH3PELHBO CTame cpehie  mep-
MaHEeHTHe HajJaxHyTOCTH MY3HKOM Koje ce y
J00y My3WUKOTr JEeTHEI-CTBA H MJIAJOCTH jaBiba
Y HajuucTHjeM BHJY U y HajjadeM HHTCH3UTETY.
Caspepame he ce 3aTHM JeIIaBaTH KPO3 CBECT
H CBECHOCT O CBHM OHHM KOMIIOHEHTaMa Koje
caunmaajy Mysmuky ymerHoct.** Jby6umua
Mapuh je 3a 0By eMuCHjy MOpefi CBOJUX KOM-
nosunyja ogadbpana My3uky hosanuja ITjepmy-
ubuja na [Manecrpune (Muca name Mapyea),
Joxana Cebacrujana Baxa (Corara y re Moy
3a €0JI0 BHOHHY U CTaB u3 ®yre y ge Moy 3a
opryme), Bene Baproka (Mysnka 3a kmdaHe
HHCTpYMEHTe, yiapa/bke H yenecty), CreBaHa
Mokpatia (IBa craBa u3z Onena y ¢puc Mo-
a1y), Jocuna Cnaserckor (CoHaTa 3a BHOJIHHY
u opryme u Xaoc), Ilona Kejua (Conare u
HHTEDPJIYIHjYMHA 34 NpPENapHpaHH KJIaBHP) N
Bepba Jluretuja (JIorTaHo).

OBHU KOMIIO3UTOPU CBAKAKO Cy OMIHU HbEH
ofabpan cBeT yMeTHWuKe Mysuke®, Koju je
00yXBaTao CBE OHE KOOPJMHATE YMPEXEHE U Yy
eHY KOMIIO3UTOPCKY NMOETHKY: YHCTE JIMHUjE
nonn(oHOr HauMHA MUNUbEHA — YBPCTHHA,
TPOCTOPHOCT M CBEBPEMEHOCT (hyre; OcMoria-
CHO Hacnebe — Hamre HapojgHO IeBame U M0ja-
e, Hallla TPAJIIH]ja; 3BYK Kao TakaB — CHPOB,
HeoOpaben u ompa mpetoueH y Mysuky. ITo-
nazehy off OBUX KOOpAMHATA, ONA3UMO U 7O
IOKa3a MOTBphHEHMX HE CaMO Y HEHO] MY3HIH,
Beh U y WEHUM TOETCKUM, (HUI030(cKUM 1
MY3MUKO-aHAJIMTHYKIM 3aIHCHMA.

Mma ny6oke cuMOONNKE y YMEBCHULM fa je
Jby6buna Mapuh 3a cBojy mpuctynmHy Gecefy
Cprckoj akafeMuji HayKa M YMETHOCTH Ofia-
Opana TeMy MOHOTeMAaTHYHOCT H MOHOJIAT-
Hocr o6mka ¢hyre.*® Kao HajcaBpiennja TBo-
peBuHa mommgonor ymeha, Taj 06K je Tako
JyOOKO W 3HAYajHO 3afipO y CaBPEMEHH HATHH
My3HIKOT MHIIVBEHA (...), OcTajyhu M Hajasbe
HEMpOMECeHAX 00pHca, ycMepeH Ka 00jeKTHB-
HoM, ogosea(jyhn) cruiaoBuMa, MpaBLUMA,
Bpemeny.*’ Buno na je gBocTpyKa, TpocTpyKa
WM YEeTBOPOCTpyKa, (pyra mo Muiubewmy Jby-
6une Mapuh npejcraBpa CIOXEHO y OOIHKY
ocrBapeme jeHora.*® A mysmaxm guckype oe
KOMIIO3UTOpKE TY Wjejy MOTBphyje Kao moe-
THYKY — IIPOH3BECTH MHOIUTBO H3 jegHOr (U
OOpHYTO), MPOM3BECTH NEPMAHEHTHY BapH-
jarTHOCT® KOja Ce kKao Haueso yHyTapHe mpo-

MeHe KOHTHHyHpaHO octsapyje.’ Jep jenan je HemoHOBBHBOCT
(...)/ jenan je cBeyKymHOCT/ cBe MHOIITBO Mame je O jegHora...>!

O ToMe OHa TOBOpW M y MajCTOPCKOj, a jeNHOCTAaBHO] W je-
3rpOBHTO] aHamu3u ¢yre y Mysnmn 3a XKmwdaHe HHCTPYMEHTE,
yrapabke n gemecty bene Baproka. OBoM aHamm3oM 3aBpliaBa
beHa npuctynHa Gecega Cprickoj akafeMuju HaykKa M yMETHO-
CTH, OBO JIeJIO OHa CTaB/ba y LIEHTap CBOI McKa3a 1 m3bopa y mp-
BOM OJIOKY eMmucHje U3 nukiyca Kooppuaare.

Ormeno CreBana Mokpamlja u weHa [lacaka/ba TIOBOJ CY 3a
pa3MUILbamba O MOPEKIY CTBAPU KOJUM je 3a0KYIJbEHa U Y CBO-
juM moeTckuM 3amucuma — Cehare caM cBoje H cBoje Iope-
K70°%, IOK y IITaMIIAHOM IPOrpaMy 3a KOHIEPT M3 IMKIyca
Mysuuke Beuepn (21. deGpyap 1979.), Ha KojeM je u3BeneHa
weHa Okronxa 1, o ToMe Kaxe: [IoHeKO je CKJIOH ja HeJauM
cBojuM OmheM HOcH y ce6H HEeKO Mpefaiko cehame Koje ra Be3y-
je 3a T71e, 3a KOpeH, 3a mopekio. M oHja ce 0Bo cehame H oce-
hame, 1Mo jemHOJ yHyTapmOj MOTpe6H, CHOHTAHO YHOCH ¥ CaMO
cTBapare, Koje H MOTHYIE 3 THX HajgyO/bHX JyOHHA> Ay ca-
Moj emucuju u3 mukiyca KoopgmHare TO MOTBpbyje ynedaTibu-
BHM MOHOJIOIIKUM MCKa3oM: Besnko je 3a MeHe, MOXpa cy-
HITHHCKO 3HAaYeme Koje MMa MOpeKJo cTBapu. Jep mopeko je
TO Koje Hama oMoryhaBa He caMo Ja pa3yMeMo HeIlTo, Beh ja
CIIO3HAMO jeJHHCTBO BPEMEHA M y BPEMEHY JeJHHCTBO cBera. Y
MY3HIH ITOPEKJIO HAla3uM y LEeJOKYIIHO] BeHOj TPajguLMjH, aIH
M MOCceOHO y HallleM HapONHOM HeBamy M mojamy (ofByKia X.
M.). Ono orBapa jyOuHe JyroTpajHOr HCKYCTBA, MyIPOCTH, H
xpabpocrn xuBpema. Ocmamajyhn ce Ha To, YoBeK oceha mpH-
nmajame OHOM 3ajeJHIIKOM Omhy Koje ra crBapaiaiki Hajaxmy-
Je m ynyhyje ka HOBAM H JOII HECTBAPHAM 3BYIAB-UMA.

Mapa cy ce nBa nena Crnaserckor — CoHata 3a BHOJIHHY H Op-
ryJ/pe M KOMIo3uuja Xaoc — Hallljia y OBOM AAPYyroM OJIOKY MOCBe-
henowm Harmoj My3ui, a fBa fena CtpaBuHCKOr — KoHuyepTHHO 32
12 uHctpymenata u CumcpoHuja ncaiama y TpeheM, U OHa cy Ha
HekM HauuH (TOpejl HapOJHOT NeBama M T0jama) OTKPHBAIA TO
3ajepHnuKo Omhe-je3rpo u3 kojer je Jbybuna Mapuh npma cBoje
cTBapanayko HajgaxHyhe M MyTOKa3 Ka HOBUM M jOII HECTBAPHHM
3Byamnma.>* AKo je y Mysumu cBor yumresma CraBenckor (Xa-
0C) MOIJIa Jla Mpeno3Ha woj ONMCKe Wjeje W BU3Mje cafpsKaHe Y
y3ajamrocT Xaoca, KocMoca, Yoseka, Pemmruje u Mysuke™,
CrpaBuHCKOT — cTBapaona BeKa, Kako ra Hasusa y KoopguHata-
Ma, TIpeTio3Haje Kao YMETHHKA CBETa, jep HAKO y TOj MepH HHje
oTpecao My3HKy MY3HIKHM IPOCTOpHMA cBeTa... JloBeo je 3ByK
MY3HKe JJO FBEroBe CaMOCTaJIHE CI3UCTEHIHJE... H y HCTO BPEME...
u3Beo (Mysuky, mpuM. X. M.) jjaneko Hanpejy y Bpeme.

3a o0a KOMIIO3UTOpa OHO apXauvHO/apXETUIICKO MpeJiCTaBlba-
JI0 je TpacyIoj MOJIEpHOT, OAHOCHO, Kako 6u pekao Jleonun llej-
Ka, BAHBPEMEHO H3 JajeKe MPOIIOCTH y BPTY Cafalllier M0CTa-
je curman 6ygyher’. To w3 najneKe MPOIIIOCTH — KAO KOPEH,
Kao (hONKIIOpPHO, Ka0 BU3AHTHjCKO Haclebe, Kao LeIoKyHa My-
3MYKa TpaJuIHja, TO je Taj ,,HeoOpaheHn 3BYK KOju je Tpebaso
TpeTounTn y My3uKy.

3aspmasajyhu oBy emucmjy komnosuumjama [lona Kejya n
Bepba Jlurernja, Jby6una Mapuh je Ha mapagurMaTHiaH HAYWH
MOTBPAMIIA ¥ KapaKTEPUCTHKE CONCTBEHE KOMIIO3UTOPCKE MOe-
THKE, OHE Y KOy je yTakaHa My3HKa 3ByKa W 3Bydarmc TUIINHE,
alldl U ITOJTHGPOHN]A TIOjarka U XapMOHH]a PEYH.

OobenexaBajyhu cro rogusa of pobema Jbyoune Mapuh 18.
MapTa oBe rofuse, Ha Tpehem nporpamy Pamuo Beorpapja emu-
TOBAaHA Cy YETHPH JpaMaTypIIKH BEOMa YCIEIIHO OCMHUIIbeHA
KomaxHa Grmoka®’. Y mHMa Cy, OCHM HeHe My3MKe S u 6Horpa-
(uje, eMUTOBAHM M HEHM TAOMCTHYKHM CTHXOBHM, KOMEHTAapH O
lenMa, OAJIOMIM U3 HBeHOT TeKcTa MOHOTEeMaTHYHOCT U MOHO-
JUTHOCT 00HKa ¢pyre, Pasropop ca A3pom, ami v CETMEHTH U3
KpUTHKA, CTYAWja W €ceja KOMIO3UTOpa, ecTeTHYapa W MY3HKO-



MY3WMYKE BEYHEPH
PAAVO TEJIEBU3WJE BEOTPAA

KOHUEPT
XOPA 1 CUMGOHM]CKOT OPKECTPA
PAAVMO TENEBU3W]E BEOTPAA

Yeraprak, 9. jyu. y 20 catn
Asopania Koaapuesor HADOAHOT YHUBEPIUTETA

MPOTPAM
1, Byk Kyaenosmh:
MOTO BAPBAPO 3a cumoHMCKN OpRecTap

2. Bacuamje Mokparbail:
MOEMA 3a kaagup ¥ OpKecTap

XXX

Ormen Boraanosuh:
JTA JIVHA sa opkectap u xop (npso uasoljerse)

Mare faecunditatis
Mare marginum
Mare crisium
Mare frigoris
Mare imbrium
Mare nubium
Mare serenitatis

5 3opan Epuh:
CYBWTO aa *eHckn xop, Gac n MarHeToqoHeKy
TPaKy

5. /byfuua Mapuh:
TMECME MPOCTOPA 3a xop # OpKecTap

Cmuka 6p. 4 — llITammanm nporpaM 3a KoHIEpT Xopa #
COPTE u3 maknyca Mysauke Bedepa

nora — Muxauna Bykpparosuha, Bnactumupa
ITepuunha, ITaBna Credanosuha, Menure
Munun, 3opune IIpemare, MBane Credano-
Buh, capagamka Tpeher mporpama xoju cy
CBOjOM KPHTHMYKOM M aHAIHTHIKOM pedjy HO0-
NIPMHENN CYIITUHCKOM pa3yMeBamy CTBapana-
HITBA OBE KOMIIO3UTOPKE.

Hena Jby6uue Mapuh, kao mTO cMO yKasa-
7, OuTa Cy MHCIMPATUBHA 32 My3WYKe ypej-
Huke Tpeher mporpama kaja je ped o U3Ha-
JaXemwy HOBUX KOHIIENIMja WM OCMHUII/baBa-
By My3nukux emucuja. OnHu cy 6mimm pesyi-
TaT Tparama 3a HOBMM IIpe3eHTalujaMa My3H-
Ke Ipe cBera Kpo3 ocoOeHe TeMaTH3almje.
TakBe emmucuje npumagane cy OHOM JOMEHY Y
KOjeM ce pajuo IojaBibyje Kao MejHj 3a
ymerrocr.” Haj6pojuuje y OJHOCY Ha MIMPOK
Ijana3oH MOryhHOCTH NHpeficTaB/baba My3HU-
KOT' cafipXKaja Ha pajujy, Aakie Kao Menujy 3a
YMETHOCT, OBaKBE EMHCH]e Cy HajHENOCPE[HHU-
je ucnymapane CBOjy eAyKaTHBHY, Ca3HajHy U
KyJITYpajHy MHCHjy. A, paiuo Npyxa Mo-
ryhHOCT ciymaonuma fia ,,0yay OpUCyTHU Ha
Hajpas3iMuNTHjIM MECTHMa MY3WUKHX foraba-
B, la UM IyTeM NucaHe (a IOTOM M3TroBOpe-
He) peun Oyjie objalimeHa My3uka Kojy he
CITyIIaTH, la KpO3 CHUMKE pa3roBopa OCTBa-
PEHUX Y CTYIW]y WM HAa CaMOM MecCTy jioraba-
Ha YNO3Hajy aKTepe HEKOT' KOHIEpTa W He-
K€ My3WYKe NpeficTaBe. YIPaBO OBH PajiijcKu
o6/mIu Ou cy crnenuuyHl 32 KOHLETIH]y
Tpeher nporpama.

O mysuum by 6uue Mapuh y
CMUKEPCKUM TEKCTOBUMA,
LUTaMMaHUM NPOorpamMmnma,
KPUTUYKMM HaNMcuma u
cTyamjama Tpeher nporpama

ITpBa My3nuka emucuja Ha Paguo Beorpagy
emutoBana je 18. mapra 1929. roguue®, na-
KJIe UCTOT flaHa Kaja je OBa MHCTUTYIHUja TO-
Yena ca pajoM. buo je To KOHUEpT ,,yKuBO™,
a m3Beo ra je HoBoopmupanu Pammo kBap-
ret. Emucuje ,,yXuBo“, y cTBapu KOHIECPTH
13 CTyfHja, a yOp30 M IUPEKTHN NPEHOCH Haj-
Pa3MUUYNTHjUX MY3WIKHX MaHH(ecTanuja u3
3eMJbe W CBeTa, Omhe jemHO of OMTHHX 00e-
nexja Pagmo Beorpana, kao yocraaoMm u Be-
huHe eBpomckux pajmo-cTaHmna. JegHa OR
¢yHKIMja papuja Omia je W ocTana mpuoIH-
XaBame My3MUYKHX forabaja (1 He camMo My-
3MYKUX) W CIOyIIAOUMa y TpefiesuMa yasbe-
HIM Ofi MecTa 36uBama. Ca hopMupameM pa-
IMjcKUX aHcamOasa CBe jacHHje ce yoOnmyaBa-
Jla TporpamcKa IMOJNTUKA y BE3U ca KOHIEN-
[MjOM HBUXOBUX jaBHUX HacTyma (M mpeHoca
THX HACTYIa), KA0 ¥ ca IUIAHOM OCTBAPHBAHA
CHUMAaKa y COIICTBEHO] Tpopykuuju. Tako je
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25. okTobpa 1957. rofuHe 3amoveo LUKIyC
KoHuepata Mysnuke Bedepn Pagno-renesnsn-
je Beorpan®!, xoju ce ofpxao roToBO y He-
npoMeeHo] KoHnenmuju ce o 2003. roguae
— pebe m3BObeHa fiena T3B. KJIACHYHE MY3HUKeE,
nomahe €0, 3HAYajHO OCTBapeHmE MY3HMKE
20. Beka®?. Ho, Beh je HEKOMMKO paHMjuX
KOHI[epaTa HaroBelITaBano KOHIIEMIU]y OBa-
KBor nukiayca. Tako Ha npumep Xop Paguo
Beorpaja n Beorpajgcka cunxapmonnja®® 21.
MapTa Te TOffHe M3BOAe KaHTaTy Y OYeKHBa-
my Mapuje Jlymana Pamnha® u pyry cum-
¢ornjy I'ycraBa Manepa. MebyTum, npeTxon-
He rofiuHe, 8. feneMbpa, Ha MPOTpaMy HHXO-
BOT KOHI[epTa HAIIe Cy ce Kao jefMHO JIEJO0
Ilecme npocropa Jbyoune Mapuh, mro je 6u-
Ja TOBpPEMEHa Mpakca Kajja je ped O BOKal-
HO-MHCTPYMEHTATHIM KoMIo3mpjama.®

Cge 1o 1964. roguee OBaj MUKIIYC AOCIEN-
HO U BEOMa OCMHIIJBEHO OCTBapyje 3alpTaHy
KoHuenuujy. M3senena cy OpojHa fiena Kia-
cnka 20. Beka: Crpasunckor (Cpag6a,®® Mu-
ca, Cum¢ponnja ncanama, Kpam Eqnm), Bap-
toka (KaHTarta mpogpana), Komaja (Ilcaamyc
xyHrapukyc), e ®ame (JIyrke majcropa Ile-
apa), bputna ([Iponekna cumonnja, O6-
pepne u neetHe mecme), Opda (Kapmura 6y-
pana, Karynu kapmuna), Xonerepa (Mrpa
mprBux), lleubepra ([Ipexusenn n3 Bapiia-
Be), llocrakoBuya (ITera cumepornja), Pyce-
na (baxyc m Apwujagna), Pasena ([Jacpuuc un
Kioe), Nananukone (Ilecme cyxma) u Ilpo-
KodjeBa (Asekcangap Heckn), Kao u cpu-
CKUX M XPBAaTCKUX ayTopa (KOju y TO Bpeme
KMBE M aKTHBHH CY Y MY3MYKOM XKUBOTY
Beorpana): Jocuda (Cmpr Crecpana [Jeuan-
ckor, Konnepr 3a knaBup m opkecrap, Py-
crikon), bapanosuha (ITan u I'opan), Cna-
Berckor (Kanrara maagocru, Yerupn 0aj-
kaHcke urpe), Kocruha (Kparyjesan, Oneso
MeCHHUKY TOTHHYJIOM Off 6oM0apioBarba), Pa-
nuha (hese-kyna), Pagenkosuha (KoHuep-
THHO 3a KJaBup H opkecrap). U Ilecme npo-
cropa Jbyburie Mapuh Hamte cy ce MOHOBO
Ha peneptoapy Xopa u CuMcoHnHjckor opke-
crpa Papumo-tenesmsmje beorpan, Hajmpe
1958. (3. HoBeMOpa), Kao ie0 KOHUEPTHE pe-
Buje aHcamOana Paguo Beorpapga, a 3atum u
Ha KOHIEpTy ofpxaHoM 1961. ropune mop
ynpaBoM Bopusoja Cumnha y oxBupy 3arpe-
Gaukor OujeHana (Bumu cimky Op. 3 Ha cTp.
6 xao u [Ipurnor 6p. 3 Ha cTp. 22).

MebyTtuM, gociefHOCT y TPOrpaMCKOM
OCMUIIbaBay W pean3anyji KoHiepara Pa-
nuo-TeneBusuje beorpan, mpe ceera OHHX U3
uukiyca Mysnuke Beuepu (2 Owim cy Ty jour
u [IpoMmeHafHn KOHI[epTH, T UMKIyc Mniagn
Koju ocBajajy cser), npaheHa je OpojHUM MO-
TelllkohaMa y HHXOBOM OCTBAapUBamy, YIPKOC
no0poj capajwy U3Meby mporpama um pajmj-
ckux aHcambana. Pasznor Tome je 6una nepma-
HEHTHA NpeTHa yKupameM CumpoHumjcKor op-
Kectpa (Of cTpaHe PyKOBOJACTBa Kyhe), Koja
ce u goroamwia 1968. ropure (Mo Apyrd myr).

HaxkoH TakBux ,oTpeca” yBek OM HaHOBO yciefmuia 6opba 3a
yCIIOCTaBIbathe HOPMAJHOT cacTaBa OPKECTpa W OPMKILHBO IJIa-
HApame paja Koju je, MOopef| CHUMama M rOCTOBamba, YKIbYIHBAO
MaxoM npemujepHa m3Bohema mysmke 20. Bexa. M cam Ha3uB
mmKiyca Mysnike BedepH TIOBPEMEHO je OMO YKHJaH, HaKo Cy
KOHIIEPTH Ofip>kKaH! 0e3 TOT Ha3WBa y MOTIYHOCTH CIIEAWIH Hhe-
TOBY KOHIENIHjy. Y TaKBAM OKOJHOCTUMA OWMO je BENMKHU TOf-
BHT, a TIPM TOM HECYMIBUBO jeflaH Off HajBehux ycmexa pajujckor
aHcaMbja yomIuTe, mpemujepHo u3Bobewe Ilacuje mo Jlyku
Kmmmroda Ienpepenxor (22. maj 1967), cBera Be roguHe 1o-
cle CBETCKe IpeMujepe.

C osum genom Xop u Opxkecrap Papuno-renesusuje beo-
rpan®® mon ynpasom Bopusoja Cumuha rocropamn cy Ha JJy-
OpoBauKuM JEeTHHM Hrpama, a TokoM 1969. u y rpagoBuma
Jlyka (Wranuja) u Tyny3 (®pannycka). To je mamo mopcrpeka
3a n3Bobeme joI OpOjHEX 3HAYAJHUX U 3aXTEBHUX BOKAIHO-WH-
CTPYMEHTAIIHUX JleNla HapegHux roguHa: baxose Muce y xa mMo-
ay u Ilacuje o Jopany, JluretnjeBor PekBujema, MeHIIICOHO-
Bor opatopujyma Ilapie u xaurare [Ippa Bammyprujcka HOA,
cueHckor oparopujyma Jama Hukone Xepuurome, PekBujema
Imurpuja Kabanesckor. Tako he BoKanHO-MHCTpYMEHTalTHA fle-
na off 6apoka mo 20. Beka MOCTATH jOII jefjlaH Off cTy00Ba Ipo-
rpaMcke KoHuenuuje Mysuukux Bedepn. To je GMIO pa3yMibH-
BO, jep je XOpCKH U OpKecTapcku aHcamOll mmana jefuHo Pa-
nuo-Tenesusuja beorpag. Bynyhu nma je cBe oBe KoHuepre pu-
pekTHO TpeHocno Tpehn mporpaM, y HEroBoj My3WUKO]j pefak-
IMj1 CBE BHIIE ce KPHUCTAJNCAO NPHUCTYN Y OOJIMKOBAY ANPEKT-
HOT MPEHOCa KOHIEPTa Kao 0COOEHOT PafMjCKOr XaHpa — MCTO-
BPEMEHO JAOKYMEHTapHOT, MY3W4KOT 1 MH(opmaTuBHOT. OHOT
MOMEHTa Kajja cy My3W4kn ypenHumu Tpeher mporpama omiy-
YUK [ ¥ T3B. Tlay3a IpeHoca (maysa u3Meby iBa fea KoHuep-
Ta) Oyfe MOMyHWeHa capkajuMa Koju O ca JiBe KOHIEPTHE Iie-
JIMHE YMHUIH jeJUHCTBEH MPOTpaMcKy OJIOK, YCIOCTaBIbEH je
HOB OOJIMK OBOT' PajMjcKOr (My3M4KO-TOBOPHOT') XKaHpa Koju ce
TOKOM TOJ[IHA YCIOXIaBa0 U HEKUM IpaTehum pokymeHTap-
HUM MaTepujamuMa. Mcnpsa cy Ty ,,ay3y* IONymaBall TeK-
CTOBH JoMahuX U CTpaHHX ayTopa O MY3UIH, KOjU Cy C& MaxoM
THIAIK JIea ¥ ayTopa Ha Mporpamy KOHIEpTa, WiM Heke 3aHu-
MJBHBE a OmmTe My3muke mpobmemaruke.%’ Kacunuje ce cBe Bu-
e yBOJEe PasroBOpH ca My3uuapuMma (YYeCHHIMMA y peanmsa-
IUjH KOHIEPTHOT IporpaMa), ajli U KPUTHYKH OCBPTH Ha KOH-
nepre 1 My3nuke MaHudecranuje. To je OGmi1o HApPOYNTO aKTy-
eJIHO Y BpeMe OfipXaBama M IpeHoca KoHIepaTa ca bemyca.
Jep, uneja Huje 6uia fa ce CIyMAONHM MyTeM TEKCTa WM pasro-
BOpa YIO3HAjy caMo ca cajjpXkajeM WM aKTepuMa MPEHOIIEHOT
KOHIIepTa, Beh f1a ce mpeTeXHO BeNuKa CIyIIaHOCT IPeHoca Hc-
KOPUCTH U 32 U3HOIIEHe MH(POPMAIHja O BaXKHUM KYJITYpalTHUM
MaHH(ecTalujaMa y 3eMbHE I MHOCTPAHCTBY.

WudopmaTuBHY [Ie0 JUPEKTHOr IIPEHOCA KOHIEPTa, Ipe CBe-
ra, OWo je CIMKEPCKH TEKCT, KOjH ce Yy 3aBUCHOCTH Off KOHIEPT-
HOT' IIpOTpaMa cacTojao Off jeTHOCTABHMX, KpaTKUX HajaBa M3BO-
hava, KOMIO3UTOpA ¥ FHUXOBHUX fefIa, WM j€ TMaK cajp:KaBao OIl-
IIMPHAja CAOMIITEha O CBMM HABECHNM YYECHMIIMA KOHIIEpPTa.
Toxom npBux fieceT roguHa Tpeher mporpama nmpommpene Haja-
BE€ OJJHOCHJIC Cy ce TOTOBO MCKJBYYMBO Ha TpeMujepHa m3BObe-
1ba. U ynmpaBo y TOM JJOMEHy BPEMEHOM Ce YCIIOCTaBH/IA Be3a
u3Meby CIMKEpCKOr TeKCTa U IITaMIaHOI KOHIEPTHOT IIporpama
Kao jeIMHCTBEHOT M3BOpa MH(OpMauyja, jep OHO IITO je IITaM-
IaHU TporpaM 3a CJIyIIaoua y KOHIEPTHOj ABOpaHH, TO Tpeba
fla je cruKepcKa HajaBa 3a caymaona mpeHoca. C 063upoM Ha
TO, OWIIO je JIOTMYHO HITO je TOKOM CeflaMfleCeTHX TofjiHa Muca-
e IITaMIIaHUX Mporpama Mpenuio y HajIeXXHOCT ypefHuKa
(my3ukomnora) Ha Tpehem mporpamy. Tume cy ce oTBOpHIEe MO-
T'yhHOCTH 3a ONIIMpPHYUje W AHAMTHYHU]E THCABE O ayTOpuMa 1



leMMa Ha TIporpaMy KOHIepTa, OffHOCHO IpeHoca. Tako je uu-
IeHNIa MTO ce NpBH feo mukiayca Mysuka Oxronxa Jbyoune
Mapuh — Okronxa 1 Hammao Ha nmporpamy Kornepra CumcoHu;j-
ckor opkecrtpa Pamuo-teneBusuje beorpag mBageceT rojuHa Ha-
KOH IIPBOT M3BObema, Omia MOBOJ Aa ce O OBOME JEJNy HAIWIIe
030mbHIjE KoMeHTap. My3ukosor MBana Tpummh cBojy anam-
3y 3all0YMEEe CMEIITamheM OBOT HUKJIyca Y KOOp/MHATE ayTOPKH-
He ymeTHnuke moetuke: ..MY3UKA OKTOMXA 3aysnma mo-
cebHO Mecro, oxapebyjyhn je (Jbyouuy Mapuh, npum. X. M.)
Kao cTBapaona KOjH CBOjy YMETHOCT Tpajii Ha Clajary TPH CY-
IITHHCKA OO/IHKOTBODHA €JeMEeHTa: Ha JyOOKOj Be3aHOCTH 3a
YMETHOCT H JYXOBHY KMy cpefgmoBekoBHor bankana, Ha cu-
JI030¢hcKO] MOTKM Koja MOHUPE Y HCKOHCKO, YHHBEP3AaJHO Y 4O-
BeKy M Ha TPajHOM H CTPACHOM Tparamy 3a HOBHM 3BYKOM H H3-
paBOM.7O IToTom cnenu kpaTtka aHanmuza Okrouxe 1, 030UIbHA,
Al WIIaK MCKa3aHa jEeJHOCTABHUM, Pa3yM/BUBHM je3MKOM KaKO
0¥ BeHa CYNITHHA TOfICTaK/a CIyIIaone Ha AyOiby ¥ KpeaTHBHH-
jy mepuenumjy fena: ...OxTouxa 6poj 1 mocBehera je udymecHoj
¢pecun u3 Jledana ca smkoM napa Jlymana, a pabeHa je mpeMa
MeJTONHJCKAM (hOpMYyIaMa CMEPHOT, MHPHOT ,,CTHXa"* KOJH YBOIH
y cruxupe npsor riaca OcMmoriacHHKa. 3aMHII/bEHA Kao Jeo
neJHHE y KOjoj OM HMaJa yJIory KOHTeMIIATHBHOT NpPEIyAHjyMa,
0Ba KOMIO3HUIHja Cafip>kH TPH OJceKa KOJH ce HajoBe3yjy 0e3
npeknga. MvnpoBuzanyja npotude y HeOOMYHOM NPEIIETY MO-
THBa 0fabpaHor mpBor rjaca, Bapujauunonu Puiepkap poHocn
MHpHY, METUTATHBHY TeMy Koja he, Ha pa3He HaUHHE H3MCIHEHA,
OnTH NpOBEIeHA Off HAajHWKHX JO HAJBALIAX PErHCTapa OpKe-
cTpa, a Kao 3aBpuiHn Jeo Pudepkapa n nesre xommosnnmje cie-
an Kopa, y Kojoj KOHCTaHTHO NPHCYTaH HCTOPONHH MaTepHjast
Hapacta Jjo MOhHe 3BYHOCTH, MyHe YHyTADHEr HHTEH3HTETa. !

CacBuM fpyraumju MPHUCTYI YMETHWYKO] moeTnuu Jbybuie
Mapuh ocTBapeH je y HITaAMIAaHOM IPOTPaMy 3a KOHIEPT W3
UCTOT HHuKIyca, ofpxkaH 9. jyna 1988. roguue, a xoju je mpef-
CTaB/bao MopylOKuHy GepnuHcke papuo-cranune PMAC noso-
noM mpociase 750. rofuiImuIle Off OCHUBama rpafa bepnuHa.
CHMMaK OBOT' KOHIlEpPTa €MHTOBAaH je Ha OBOj PajiHO-CTAHHUIN
23. jyHa, a TOKOM Te TrojjuHe 1 y 14 eBponckux 3emasma. C 00-
3MpOM Ha TO, Tpebano je mH(pOopMalHje O ayTopuMa M JieJmMa
TPEJICTABUTH Ha JiBa je3WKa — CPIICKOM M EHIJIECKOM, T OCTBa-
PUTH Pa3roOBOp ca CaMUM KOMIIO3WTOpUMA, YHjA je CHEUMAaK Y3
oxrosapajyhu nmpesop Takobe 6mo mpocneheH eBpomcKuM pa-
JIM0-CTaHHUIIaMa.

IlITamMnann mporpaM M COEKEPCKU TEKCT Ha CIPCKOM je3UKY
Ounm cy KOHIEHTpPHCAHU Ha cama fiena. HbuxoB u3bop Hampa-
BILCH j€ TaKO Jla Tpe cBera OepiuHCcKa (Kao M eBPOICKa) myouu-
Ka MMa YBHJ y pa3nuyuTe IpaBle (MOAepHa—IIOCTMOJEpHA),
KOMIIO3UIIMOHE TEXHUKE M KaHpPOBe (OpKecTapcKa, KOHIEPTaHT-
Ha, BOKAJHO-MHCTPYMEHTAIIHA M EJIEKTPOaKyCcTHUUKa JeNia) MpH-
CYTHE y CTBapaslallITBy Pa3MUMTHX TeHepalnuja CPICKUX ayTopa
npyre mosoBuHe 20. Beka (Bupm cimky Op. 4 Ha cTp. 9 U
Ipuor 6p. 3 Ha crp. 23).

Jaxie, mopen KOMIIO3WIHja HacTamMX y mepuony of 1983. mo
1988. roguae — Moto 6apbapo Byka Kynenosuha, Iloema 3a
ks1aBup n opkecrap Bacumuja Mokpamia, CyOHTO 32 XXEHCKA
xop, 6ac u MarHeTopoHCKy Tpaky 3opana Epuha u Jla syHa 3a
opkecrap u xop Ormena borganosnha, Ha Kpajy KOHIEpTa u3-
BefleHa je KaHTaTa m3 1956. ropune, Ilecme npocropa Jbybune
Mapuh.

CnukepckM TEKCT Ha EHIJIECKOM (HaMEeHweH Clyliaonuma
€BPOIICKMX pajiio-CTaHHuIA) Hajipe je MH(OpPMHUCAO O MEecTy Ha
KOjeM ce OfipXkao KOHUepT, u3nocehu nogatke o mBopann Ko-
JapueBe 3afy>kOHMHE, Kao HajII03HATHjeM KOHIEPTHOM IIPOCTOpPY
y Tpafy. 3aTUM Cy CIENIN KpaTKi 6morpadcKu MOfjay O ayTo-
pUMa 1 JieJMMa Ha Tporpamy KOHIepTa.

STUDENTSKI KULTURNI RADIO-BEOGRAD
CENTAR TRECI PROGRAM

MUZICKA MODERNA

ALEKSANDAR KOLAREVIC, klavir
OLGA MILOSEVIC, mecosopran

Sreda 6. marl 1985, 4 20.00 fasova

PROGRAM

Kazimjeri Serocki: SONATA
ingietamente
veloce
eleglaco
barbaro

A PIACERE

NOKTURNO IN ES za elektronski
klavir

Marjan Sijanec:

Ljubica Marié 1Z TMINE POJANJE, solistitka

kantata za glas i klavir

{prvo izvodenje)

Cika 6p. 5 — lllTaMmnamm mporpaM 3a
KOHI[EPT U3 IHKiIyca My3auka MofgepHa

Bynyhn pa cy Ilecme npocropa Jbyouue Ma-
puh W3BefEHe Y APYroM Jiey OBOI' KOHIEpTa,
nH(opManyje 0 OBOj KaHTaTH W ayTOPKHU CITy-
maonyu npeHoca y beorpany, 3arpedy u Ho-
BoM Cajy foOWIH cy Hajlpe y TOKY pa3roBopa
ca KOMIIO3UTOPKOM, jep je HEroB CHIMAaK eMHd-
TOBaH y may3u u3meby fBa fena KOHIEPTa, a
3aTHM H Y CIHKEPCKOM TEKCTY KOju je 6mo
WJICHTHYaH OHOME 00jaBILEHOM Y IITaMIIaHOM
nporpamy.’?> Y pasroBopy cy yuecTBOBaiM U
komnosutopu Byk Kynenosuh, 3opan Epuh u
Ormen bornanoBuh, ma je 6uio JOru4HoO fa
ce Ha caMOM INOYeTKY HCTaKHe KakaB je Ouo
Pa3BOjHU NyT CPIICKE MY3MKE Yy HEPUOAY Off
Ilecama nmpocropa w3 1956. roguHe 10 OBOT
KOHIIEPTa Ha KOjeM je MPEeMHjepHO H3BeleHa
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komnosunyja Jla gyHa OrmeHa borganosuha.
Tako je Ha caMOM MOYETKY HCTaKHYTO Jia
ynpaso Ilecme mpocTopa, y KoOjuMa ce cTamnajy
apXanyHH, je3TPOBUTH W PEUNTH HATINUCH Ca
Gorymmickux crehaka ¥ ayTOXTOH MOJEpaH
MY3MUKH je3UK KOMIIO3UTOPKE, YCIOCTABIbajy
JIYK OF Jajieke MpOINIOCTH JO CajallmbOCTH,
JaKkJie ¥ 10 BpeMeHa y KOjeM CTBapajy KOMIIO-
3UTOpHU 4Hja cy Jiea U3BefeHa Ha OBOM KOH-
uepty. Jbyouna Mapuh je ucrakina fa je TeKcT
ca crehaka KoJf Be TPEHYTHO H3a3Ba0 jeJHY
MY3HUKY TPEJCTaBy CBOJHM 3aHCTa H3Y3€THAM
MHCAOHHM H MoeTckuM Habojem. Ha KoMmo3u-
TOPKY je TIpe CBera jelioBana je3rpOBHTOCT ca-
Mor je3nKa KOJUM Cy TEKCTOBM HCKa3aHW. M
OHfla M cama mpeja, ogHoc npema cMpta. OH
HHje HEeraTHBaH... CBH TH TEKCTOBH T'OBOPE O
kuBoTy. OHH NPENCTaB/ba]y HOCTAITHY IpeMa
KHBOTY... HA Kpajy H cJ1aBibe XuBoTa. CMpT je
Ty caMO HeIITo WITO Jaje Behy BPEJHOCT KH-
BOTY, Kao0 JApary/b Ha TaMHO] OCHOBH, TaKO Ja
JKHBOT Ty CBOjy IVHY BPEJHOCT HcKasyje. A
OCHM Tora, jako Me je IPHBYKAO TEKCT y KO-
jeM je 60 Moryhe cyXHTH ce OHUM HALIHM
npeboraTuM je3UKOM, PUTMHYKH H MEJTONHJCKH
npeboraTuM, jep M CBO OBO IIEBambe, CBHX Ce-
JaM nepamwa (y KaHtatd, nmpuM. X. M.) mpons-
H1a3d U3 Te MEJONHKE M PHTMHAKE TEKCTa, jep
MI AMaMo Ta YeTHPH aKIeHTa KOJH Cy H3y3€T-
I y jesnnuMa cBeTa... OHO WITO je TJIABHO H
IITO je MPHCYTHO, H TO HE CAMO Y MOjoOj MY3H-
O, 0ITO ceé KOHTHHYHPaHO — Of ITHOHHpA Ha-
nre ymeTHHmyke Mysnke, kog Hac y Cpowmjn
npoTexe, TO je Ta IIeBHOCT Halle My3uke. Mu
CMO IIeBa4Ka HAaLHja W CBe NMPOH3U/IA3U U3 Ile-
Bama... M jako ce pafyjeM IITO BHAHM Ja ce
JI0 JJaHA JJAHALIHET TO OJPXaJo... HCTO TaKo H
PHTMOBH KOJH Cy 3aHCTa CIEeLHGHIHN. >

IMurame ofgHOCa BpeMeHa M IPOCTOpa, KU-
BOTa W CMpTH, Koje je Jbybmma Mapuh Tako
pEUnTO WMCKazana o0jallmbereM Ha3hBa Kao N
CeMaHTHIKe TOJTIOre OBE CBOje KaHTaTe'*, 7o
cajia je yBeK MHTPUTHpPAJO IHCHEe KOju Cy ce
GaBuu oBuM fiesioM. OcuM Tora, HENPECTaHo,
BEKOBHO cyoYaBame ca cMphy (ca pasHuM 00-
JIHHMA CMPTH), OOjH jy>KHOCTOBEHCKE IPO-
crope. UYnH yMHpama—HecTajaba HHTCH3HBH-
pa UMH XHUBIEEHA—IIOCTOjamba, Te je H3 HXO-
BHX HENpPEeCTaHHX NPeIieTa W CYNpPOTCTaBIba-
Ha MOpAJIo J1a H3pacTe NOHMAame Koje ce OTe-
JIO ¥ cMPTH H XWBOTY, W Bpemeny. Otyna n
YMETHOCT, H3HHKJIA H3 OBAKBHX Ca3Hamba, HO-
cH y cebH Tparose TOI MPOCTOpa H HAYHHA
OMBCTBOBama, all H TEXY Ja ce Taj mpo-
crop nobexn jgejom Koje he mpepazmhm Bpe-
MeHcke rpanune. Hucy jn jesrpoButH, jenHo-
CTaBHH, 4 TakKko IU/6OKO JbYJICKH HAaTIHCH Ha
HaarpoOHUM cHOMeHHLHMA 0OCAaHCKO-XepLe-
roBaiykux OOTyMHJIA yIPaBO HCKAa3 TEXHE Ja
ce mobeje MpocTop H BpeMe, Ja ce Jeo jed-
HOT XHBOTa, jefHOr Ouha Habe Tamo Herje y
HEKOM J]pyroM BpPeMEHY, JJa CBOjOM ITOPYKOM,
MHIIBY H OcehareM 3aTpernepn y HEKOM Jpy-
roM Ouhy?...
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Cmika 6p. 6 — HacnoBHa cTpaHa KOMIAKTHUCKA Ca IIOCBETOM
Jby6une Mapuh
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Cmaka 6p. 7 — HacnoBHa cTpaga Ta6imma ca IOCBETOM
Jby6mne Mapuh Hosy Tomuhy 1 Bamu Tpuumh



ITecme nmpocropa Jbyonne Mapuh ycriocrasibajy JIyK OF OCIy-
IIKMBaka Jajeke TUIMHe KonektuBHor cehamwa (C. Xaouh)
OBOT Haller NpocTopa 0 BpeMeHa cajaiumer u 6yjqyher. Ako ce
TO OCTyIIKHBame oceha y okpeTary Ka apXamdHHM HATIHCHMA
YKJTecaHUM 3acBarfa y KaMeHy, Ka TOHYCy OOpeJHOT HapOmHOT
1eBama M ONJIAKHBAMa, HIH § HEKHM OIIOPHM KaMEHHM, PECKHM
PHTAMCKHM TIyJICALIHjaMa, CBE je TO 00aBHjeHO H TOHYCOM JIHY-
Hux pasmminibarba. OTyga kanrata IlecMe mpocropa Kpo3 Tpe-
mepaBo TKame HHCTPYMEHTAJHOT YBOAA H KPO3 MEJHTATHBHE,
KOHTEMIUIATHBHE H JpaMaTH4HE 3ByYHE TOKOBE cefaM Mehycoo-
HO HCHOpENIeTeHHX OPKeCTapcKO-XOPCKHX CTaBOBA OTKPHBA CEH-
3HOHINTET YMETHHKA KOJH IIpeMa BPEMEHY JaHALIBEM YCIIOCTa-
BJbA Kpajise JMYHA 0 KPUTHYKH OfHOC... Pabame Mysnke u3 Tu-
mHHe 3ByKa — M3 KaMeHa, U3 TMHHE, 3aMHPAmbe yCTaaacaHor
3BYYHOI TKama y JyOnHYy hyTHe, y MyK, CHMOOTHIHO je HCKa3a-
HO MOYETHHM W 3aBPIIHAM peYnMa ca HagrpOOHAX HATIHCA:
JJaBHO TH caM JIero W Iyro MU TH je Jiexatn.../ Ja cam 6ui1 Kako
BU jecTe, a B heTe GHTH Kako jecaM ja.”>
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Cmuka 6p. 8 — HacnoBHa crpaHa mraMmaHor mporpama 3a
ayropcku Konuept Jbyoune Mapuh

IMocnepwu xoHuept ca Mmysukom Jbybune Mapuh, koju je
Tpehu mporpam AUpeKTHO MPEHOCHO, OfpXaH je 6. OKToOpa
2009. ropune y okBupy beorpajckux My3H4KHX CBEYaHOCTH.
Xop u opkecrap Pammo-tenesusuje Cp6uje nox ynpasom Ilpe-
muna IlerpoBuha usBenu cy cnepeha pena: Okronxa 1, Buzan-
THjCKH KOHLEPT 3a KnaBup M opkecrap (comucra Jlupuja Bu-
3jak), Tyxo6amuna, [lacropana w XumHa (mpeMujepHo u3BOhe-
we) u [lecme npocropa (Bupu Ilpusnor 6p. 3 Ha crp. 23).

Cnmkepckn TeKCT OBOTa MyTa OHMO je YIOTNYHEH W ONIIMPHHU-
juM HajaBama Koje je Bopucnas Unmuosauku’® mpe m3Bobema
CBaKe KOMIO3HUIFje TOBOPHO MyOJmuu y ABopaHu. Mapa je y
TOM HEyOOWYajeHOM MpEIUIETy Pa3sIMuUTUX MH(OPMATUBHUX HC-
Ka3a OMJIO TIOHaBIbama, UMakK je oBa opMa, Koja ce HelulaHupa-
HO YBYKJIa y MpeHoC, Oulla AMHAMUYHA, HOCceOHO LITO je cafjpXka-
BaJla HU3 HOBHX MH(pOpManyja y OHOCY Ha MHIBEHA CTPAHUX
koMnosuTopa o My3unu Jbyoune Mapuh. M3HeTu cy u nopauu
KOje je YMETHHKE ayTopKa YIO3Haja M CpeTaja TOKOM CBOjHX
PETKUX IMyTOBama y €BPOICKe I'pajioBe, KakaB je OMO OfHOC

CTpaHe KpHTHKE NpeMa HEHOM Jielly, Te TOJ
KOjUM Cy OKOJIHOCTMMA HacTajajia IojefnHa
Jiena, HApOYNTO OHA KOja Cy OBOM NPUINKOM
IPBY MyT W3BeficHa. Y may3u m3Mmeby fABa fe-
Ja KoHIepTa, caymaonu Tpeher mporpama
MOTJIM Cy [ia 1yjy TP KOMIIO3HIHjE OBE KOM-
no3utopke: YygecHn MHIArpaMm 3a CONpaH H
¢nayry, HMHBOKALHjy 32 KOHTpabac 1 KIaBUp
1 Xop 3Be3je ce mHIIY, Kao U OJJIOMKE U3
HEHUX TEKCTOBA M MOETCKUX 3alluca.

Beh cmo ykasamm fa je mukiyc KoHIepara
Tpeher nporpama Mysmuka MogepHa'' Guo
n3y3eTHA KyJITypajHa MaHU(ecTanmja, Koja je
(monmyt 3arpe6Gaukor OWjeHana) ymo3HaBala
CITyIIaoNe ca HajHOBMjUM JIeJIMMa ¥ MpaBIuMa
pa3Boja CaBPEMEHOT CBETCKOT MY3HYKOI' CTBa-
panamrsa. Of caMor moveTka y LUKIYCy Cy
OUnmM 3aCTyIUbEHM W CPICKH ayTOpH KOjH,
nparehu u ynujajyhu uHOBauuje U IpoMeHe
YHYTap CBETCKMX MY3MYKHX TOKOBA, YCIEBajy
fla NpoHaby COICTBEHe NyTeBe U KOHIEMIHje,
OCTBape OpPUTMHAJHE KOMIO3UTOPCKE MOeTHU-
Ke 7 OBIIafiajy HOBMM TEXHHKaMa Koje cy
YKIbyuHBase M ENeKTPOHWKY, paji ca KOMIIjY-
TEpOM U CII.

MebyTuMm, Kako ce nepuop MojepHe Omu-
MO Kpajy, a NCTOBPEMEHO CE I0jaBIbHBAJIH
HOBH CTHJIOBHM M IPABIU IONYT MUHUMANN-
3Ma, BY €jlJa U BOPIJ Mjy3HWKa, caM Ha3HB
IMKIyca BHIIE HUje MMAo OIpaBlama, jep
HUje OffpaXaBao CYLITHHY CHTYyaluje Ha
CBETCKOj MY3M4Koj cueHu. ITocnenmn KoH-
uepT u3 uukiIyca Mysmyka mMogepHa Tpeher
nporpama, ofipxxal 6. mapra 1985. ropune
Beh je cBojuM xeTeporeHmM M360poM fiena
yKa3nBao fa je IMpoMeHa Ha3WBa OBE MaHH-
(decranyje HEeMHHOBHAa. A yIpaBO HAa TOM
MOCTEA’EM KOHIEPTY HPBH MYT Ce HAINIO
jemHo geno Jby6une Mapuh — peunratnBHA
kaHTata M3 tmure mojame. KoHIepr je 3a-
noueo HeokyjacuuHoM COHATOM 3a KJIaBHD
(13 1955. ropuHe) MOIBCKOT KOMIO3UTOPA
Kasumjexa Cepouxor, 4uje Apyro peio A
mjatiepe (13 1963.) oTkpuBa mpaBo nuIe
OBOT ayTopa KOjU EKCIIEpHMEHTHIIE aJ1eaTo-
PHKOM, OTBOPEHOM (POPMOM H CHA>KHO HCITH-
Tyje AMHAMAYKA, arornyka " TeMOpaJHa
cBOjcTBa KTaBHpa'S. 3ByuHE KapaKTePHCTH-
Ke, alll eJEKTPOHCKOT KJIaBupa, MCTpaxkyje
W, Tajfa MIAH, CIOBEHAUYKW KOMIIO3UTOD
Mapujan llujaner (Koju y To BpeMe XHUBH 1
nenyje y beorpany) y komnosuuuju HokTyp-
Ho mH Ec u3 1983. ropune. Ho, jepuno je
HOKTypajlHa aTMoc(epa Omia Ta Koja je
IpaBuiIa MOCT [0 KaHTaTe M3 TMHHE IOjame
Jby6une Mapuh, y xojoj ce moTrBpbyjy Beh
OfipaHHje UCIObEHH U IPEeNO3HATIBUBU elle-
MEHTH HEHE NOETHKE — apXamvyHO-MOJIEPHO,
peunraTuBHO-neBHO. Ho, MOXna je oBa KaH-
TaTa OWja HeKa BpPCTa 3a0KpyXema Mpo-
IrPaMCKOT cafipKaja OBOT KOHIlepTa, > Gyy-
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hu fa ce 3amoyeso HEOKJIACHIUCTHYKUM fie-
JOM, Jakne, crnojeM KiaacuyHe (crape) ¢op-
Me W HOBOT mM3pa3a (BHNU CIHKY Op. 5 Ha
crp. 11 u Ipunor 6p. 4 Ha cTp. 23).

Ha cnenehiem xonueprty oBaj mukiyc Tpe-
her mporpama mpoMmeHNo je HasuB y Mysnka
BHBA IITO j€ IIMPHUIIO TPOTPAMCKY KOHIETIIH]Y
IpeMa CBEYKYIIHO] CaBpeMeHO] My3uiH, 6e3
0063upa Ha ctun u u3pas. Ho, npomemene ¢u-
HaHcujcke MoryhHoctu Tpeher mporpama mo-
4ETKOM JIeBEIeCETHX TOfMHA, ald U MONUTHY-
Ka CHTyalyja y 3eMJbU, HUCY BHIIE OMOryha-
Basie fla Ce y jef[HOM TaKBOM LHMKIyCy Haby
CTpaHu U3Bohauy M JieIa CTPaHUX KOMIIO3UTO-
pa (3a Koja ce muahajy ayropcka mpasa), ma
je W 0Baj IUKIYC jaBHUX KOHIEpaTa YKUHYT.
Tapa ce pomuna npeja o T3B. ayTOPCKUM KOH-
IIEpPTHMA, OKPEHYTHM ONyCHMa CPICKAX KOM-
nosutopa. [IpBu y Hu3y 6uo je koHuept (3.
thebpyap 1993, Areme 212) nocsehien kamep-
HuM femuMa Jby6une Mapuh. Hosuna y oBa-
KBOM IIPOrPaMCKOM OCMHUIIbaBamby HCKa3aHa
je Wy BpIIO YCIEJOM [AM3ajHy LITaMIaHOT
nporpama (Bumu crmuke 6p. 8, 9 u 10 Ha crp.
13, 14 u 15 u Ipunor 6p. 4 Ha crp. 24). Ko-
MEHTape 3a Jlefla Hammcasaa je caMa KOMIO3H-
TOpPKa, Off TOra HEKe CIeIWjalHO 3a OBY NpH-
7Ky. Jlanmapau Kao u BeHN CTUXOBU U3 Ta-
O/1m1ja, je3rpOBUTH M NYHM NyOOKOT cMucra
K20 M HheHa MYy3WKa, U OHH Cy T€ BE4YepH Cy-
IeI0BANN § HECBaKMAIIK0j CUMOMO3H yCIO-
CTaBJbeHO] m3Meby my6nmke, m3Bohava u came
MYy3HKE.

Kommiko je To Beue 6110 MOCeGHO rOBOpU 1
HajaxHyTa kpuTnka MBane Credanosuh, Koja
je MOKyIIaja fja iolpe A0 TUX TAjHOBUTUX KO-
noBa yMmeTHWuKe cymruHe Jbybune Mapuh.
Huje carypro ja i ce 3a cBaKoI' YMETHHKA
Mory Hahm pedn 3a Koje Ou ce BEpOBAJIO Ja cy
HCETroBe, Jla cy OHe 3a Koje je HajuBpiihe cpa-
c/a cama eroBa yMETHHYKA CyImITHHA. 3a
Jbybuny Mapnh ce Mory Hahm TakBe peyn.
Peun koje npunagajy Jbybuum Mapuh cy one
Koje je IpoHaJIa3u/a, OTKONABAIA H H3IOBApa-
s1a ona cama: Ofjek, [[BojcTBo, Bpeme, JenHo.

Ose peun Tpeba HCIHCHBATH, H3rOBAPaTH H
CymaTH ca BEJUKHM CIOBOM HA MOYETKY.
OHe ce KpHjy y CBHM MYy3WYKHM H JPYTHM
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ymeTHHYKHM Onhuma koja je Jbybuna creopuna. To cy pedn-
TajHe, peun-KofoBH. PazymeBameM THX peun Moxe ce jgohm Jo
OHOT JIy6Jber CTelleHa pa3yMeBara HEHAX Jea Mocje Kojer Imo-
qnrbe Ja ce oceha OIM3MHA CBETIOCTH.

Ha Bpxy meHnx 4apoOHHX, TajHNUX, KOQHPAHAUX 3DHA 3HAUCH:A,
HaJIa3m ce jefHo, nocabeno HejaBHo. UYymecHrn MammarpaM. Tpeba
ra 4aTaTH M yTH Kao HACTOB Hajl HACJOBHMA, H, CaMO MO CeOH
H 3a cebe, Kao 1ecMy Haj necMama. [[BoulaHn aHcaMOJI, HEBe-
JIHKO Tpajame, y HACIOBY HajMara OF CBHX pedH, JUHAMHKA H3-
Meby Tpy M jefHOr NHaHa — a JIeNoTa acTpajiHa, IIPOCTOP HUIHM
OHBHYEH, Tpajame OeckoHaqHo. [[y0OKO y HEBHIBHBO] YHYTpa-
IIBOCTH 3allHca KpHje ce HeHCcKasuBa ped, jefHa Of OHHX Ca Be-
JIHKHM CIOBOM C IIOYETKAa OBOT TEKCTa.

Hcro je mmu cmmyro 1 ca gpyrum Jbyomunnnm Peduma, Jlenn-
Ma, 3ravernma, Mucianma, OcnymKnBamUMa, CBHM OHHM VHY-
TpalIbiIM CaBe3HANNMA 3BYKa Koje OHa OeJIeXXH y CBOjHM map-
trrypama.s’

W 3opuna IIpemare y cB0joj KPUTHIM TIOBOJOM HPEMH]EPHOT
mBobewa KaHTaTe M3 TMHHE IMojame MOKYyIIaBa fia ompe A0 Te
TajHOBUTE CYIITHHE yMeTHUUKe moeTuke Jbybune Mapuh. OcHo-
Ba TOT je3HKa je ... pa3BHjarbe MY3HUYKHX MHCIH H3 je3rpa Koje
ce yHyTap cebe oOphy WM ce pa3BHjajy HCIPEJameM H3 CaMHX
cebe, mpo3payHe BepTHKAa/le, OCTHHaTa. Mnak, mpHMETHO je
npoyninhaBare H3pa3a KOjH je CBeJeH Ha HajOMTHHje, Ha JUHH]Y
riaca Koja je yriaBHOM peuHTATHBHA (Maja HMa H BOKAaJIH33) H
PEJYKOBaHY JICOHUIy KJIaBHpAa y KOjoj je CBAaKH, MPOMHUII/BEH H
OfIMepeH TOH, Jeo atMocgepe Koja 00aBhja BOKAJIHY JIHHH]Y. Y
TOM npoyninhaBamy BaacTuTor jesnka Jbyomna Mapuh je egbek-
Te KPTBOBaJa CafpXHHA H CMHCIY, A je, CXOGHO TOME, OBy
KaHTaTy HaMEHH/IA HajHeONXOHHjeM H3BOHAUKOM CacTaBy —
raacy m knaupy.S!

MebyTuM, y cTymmju 0 0BOj KaHTaTH, MUcaHoj 3a emuchjy (25.
neuem6ap 1988.) 3 muknyca Hosa pgesa, 3opuna Ipemare yc-
NOCTaB/ba W NpOydaBa Iapanene U Be3e U3Mebhy OHTONOIMIKUX
pasmunubama Jbyoune Mapuh u mene My3uke mTo he ce Hapef-
HUX TOfMHA NOTBPAUTU Kao OMTaH NPUCTYN (Ipe cBera cBeoOy-
XBaTaH M TUMe NYOMHCKM) 33 pa3yMeBame HeHOT omyca. Y OBOj
emucuju u cama Jbyouna Mapuh o6jaurmaBana je 00MK U CTHII
KaHTaTe W YATaja CTHXOBE Ha KOje jeé KOMIOHOBAja MY3UKY
(Bumu pustor 6p. 1 Ha crp. 21).

Tymauema 1 BpefjHOBama fiesla OBe ayTopke Ha Tpehem mpo-
rpaMy MOTy ce carJefjaTH Kao IpoIec KOji ce OfjBijao Ha HeKOo-
JMKO paBHU — WH(OPMATHBHO], KPUTHIKO] U Hay4yHoj. OHa cy
ucnpsa OuMiIa ycMepeHa Ha 4HCTO MY3MUKY amnapaTypy HEHOT
CTBapajalliTBa II0OCMAaTpaHy U3 BU3Ype OCMOIJIACHE NOETHKE, a
3aTHM Ce acCIeKT caryeflaBamba 1 TyMaueha CBE BHILE YCIOjaBao
o0yxBaTajyhu U BeH OCTaju, UCTO TaKO 3HayajaH, YMETHUUKH
onyc. Kao fa cy ce TiMe MOTBpAuNIa U CYIITHHCKA Ca3HaHma OBE
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Cimka 6p. 9 — YHyTpamba cTpaHa IITaMIIAHOT IporpaMa 3a ayTopckd KoHnept Jbyoune Mapuh
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Cmuka 6p. 10 — YHyTpamma cTpaHa IITaMIIaHOT DporpaMa 3a ayropcku kKonepr Jbybune Mapuh ca mernm

KOMEHTapuMa O Ji€JimMa

ayTopKe fla MHONITBO OTKpHMBA jeflHO M fa ce m3 jegHor paba
MHOIITBO.

Beh cmo mcraknmm y oBoM pajy Aa Cy 3a IOYETaK OBOT Ipolieca
OWITM W3y3€THO 3HAYajHM TEKCTOBHM KOMIIO3UTOpA, TEOJIOTa U My-
simukor macua [lerpa Bunrynma emuroBanu y mukiycy OcBeTibe-
mwa. [open muknyca Hosa jena oBo je (0 ocamjeceTHx rofrHa
NPOLUIOr BeKa) OMO Haj3HAYajHU CETMEHT Mporpama y KojeM ce
Ha aHAJIUTUYKUA HAYMH MPUCTYIAJIO NpOoy4daBalkby U BPEAHOBAILY
cpucke Mysuke. Ho, fox je u3bop y Hosum jgemiMa moppaszyme-
BAaO HajHOBHje CTBApaNallTBO (HE caMO MY3MYKO) M ayTopa M3
6usuie Jyrocnasuje, OceT/bema cy Oula OKpeHyTa KalUTaTHUM
flenmMa cprckux Kommosuropa. Ilerap Bbunryran, koju je ona-
Opao jiena 3a oBaj UMKIyC W aHamm3upao ux (on Jbyoune Mapuh
To cy Oune cnefehe kommosuumje: [lecMe mpocropa, KaHTaTa 3a
XOp M OopKectap, BmzanTtmjcknm KoHmepT 3a KnaBup W OpKecTap,
Tacakampa 3a opkecrap, Ilpar cHa, KaHTaTa 3a CONPaH, MEIOCO-
npaH 1 KaMmepHH aHcam6On, OcruHAaTO cymep Tema OKTOHXA 32
KJ1aBup, Xapdy M TYauku OopKectap), OMO je OCHM TOra OfjIMyaH
MO3HABAJIAIl Halle LPKBEHE MYy3UKe, a Ipe cBera MoKpamyeBor
Ocmornacanka (Kao W HajcTapuje eBPOICKE IPKBEHE OallTHHE)
IITO je OMJIO M3Y3eTHO BaXKHO Kajia je ped o KoMmosuuyjama Jby-
ourie Mapuh Koje cy ce Haluie y ToM H300py.

Jbybuna Mapuh je pyro ropuHa mpoydaBana Mokpamues
OcMmormacHuK, a 3aHUMana jy je u crapa cplcka CpemhOBEKOBHA
noesuja. VICKycTBO cTeyeHO THM IIpoydaBameM Huje OWIo eBH-
JICHTHO caMo y ynoTpeOn HameBa WM OfabHupy TEKCTOBa Ha Koje
je xomnoHoBana. OHa je OCMOTIIACHY NMOETHKY YIpajmia y CBOjy
COTCTBEHY yMeTHHUKY noeTnky. Kapa Ilerap bunrymnan xoncra-
Tyje Kako ’beHa My3HKa Teue 0e3 MpeTepaHnX POMaHTHIHHX H3-
mBa®’, a MenouKa je ackeTckm y3pkana® m ocTBapeHa CKOpO
YBeK y MOCTYmHOM KpeTamy?, Kao fia HaGpaja KapakTepucTHKe
OCMOTJIACHUX HalleBa, OJHOCHO HalIer PKBEHOI HApPOJHOT Ioja-
wa. O ToMe roBopr 1 Mennta MuvH Kajja ykasyje Ha HAMEpHO
CBeJJeH eMOLHOHAIHH Hjana3oH 1 Y ACHMOTOTH TPENIO3Haje MY-
3uKy crenupmanor ackernsma®. Crakaxo ja Jby6una Mapuh
He OM Tako MyOOKO M MCKPEHO YIMIA TO OCMOTJIACHO TBOPEHE
Jla OHO HUje OMIIO TaKo OIMCKO HEHOM CONCTBEHOM YMETHHIKOM
Ouhy, ma ¥ HAYMHY Ha KOjU je XWBella W IOMMaia CBET OKO Ce-

6e. Yocramom, ackeTH3aM NpoBejaBa 1 U3 He-
HAX IprTexa (TMKOBa CaBPeMEHHKA, HCHE
MajKe, Tej3axa, BUjM UpTexe Ha crp. 27, 51),
MPENM3HAX, CBEICHNX Ha OWUTHO, (pIyupHUX 1
IPO3pavyHmX Kao HITO je 4ecTo W aTMocgepa
KOjy OCTBapyje y CBOjOj MYy3HUI[H.

Morno 6u ce peun fa U opmMa HWEHHX
KOMIIO3UIIja — OTBOpEHa, HeofpeheHa, amu
WNaK 3a0KpyXeHa, eBoAyTHBHASC, mTO je pe-
3yNTaT CI000JHOI HU3aKa MY3HYKHX TOKOBA,
KOjUMa HHUje yHANpep 3afaT paclopen Hojese
M rpaHnna, moveTak H Kpaj,l’ w3Bhpe u3
OCMOTJIacHE MOeTHKe. BapujaHTHO TOHAaBIba-
e HaneBa Y OcMOIIACHHKY CBOJCTBEHO je 1
3a KOMIIO3UIMOHU TocTynak Jbybume Mapuh,
a OHO ce Orjefa y 0coOEHO] TEXHUIW CTaTHOT
HcIpeaama-TpaHcopMucama ogabpaHor Te-
MaTCKOT' MaTepujana.

Kao mTo je ocMornacHe Hamese yTKHUBana y
COIICTBEHY KOMIO3HMIKMOHY MPOLERYPY, TaKO je
1 Off offabpaHuX CerMeHaTa CTapuX MOHAIIKHX
3amuca INpaBUila, KpojHja, HOBE TEKCTyas-
He/TIoeTCcKe LeNHe Koje Cy M0 YBPCTHHU U JIO-
ramu opMe U cajipKaja JieJoBale Kao fa je
OHa HUXOB TBOpAl. Jep TakBHM JpamaTyp-
mkuM nioctynkoM Jbyouna Mapuh mermcyje je-
JlaH HOB 3alHC, JeJHO ITHCMO CIVIeTa mpejad-
KHX, JaBHALIFGHX MHCIH H BH3Hja, H THME
oCTBapyje He caMo HOBO IHCarbe H THTame,
Beh W jeqHy BpCTy Tymadema. [IpyraM pednma,
MebhyTeKCTyaIHO YOFHOIIABAE 3allica H3 pas-
JmynTHx BpemeHa (on 13 po 17. Beka) oTKpH-
Ba ce HCTOBPEMEHO H KaO HOBO ITHCAHb€/4HTa-
e 1 Kao HOBO TyMaueme/pasymepame.5s

Peu xop Jbyoune Mapuh uma 3Hauaj mgeje-
Jroroca, alm W 3Ha4aj IJ1acoBHe CTYpKType. Peu
MMa ¥ IyXOBHA W 3BYYHH (@ MOHEKaT M JTUKOB-
H1) Haboj. Peun mokpehy TBOpeme, TBOpaUKO
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Jloce3ame ... JaJeKHX NpocTopa H BpeMeHa, Jlo-
cesame mpocTopa cBeMupcKix y ceon.”’

decksk

[poyuaBame penenmuje crBapanamrTsa Jby-
6une Mapuh y emucujama Tpeher mporpama
TEeMeJbIIIO Ce Ha OOW/bY apXMBCKOT MaTepw)ja-
Ja, 0 AaHac YIJIaBHOM jOII HEUCTPasKEHOT.
Taj MaTepujan jemHUM JIeJIOM MpHUINafa caMOM
Tpehem nporpamy, a gpyruM 3BYyYHOM apXuUBY
Pagno bBeorpaga. O6a oBa apxmBa IpejcTa-
BJbajy HENMPOLEHUBO KYJITYpalIHO Olaro rpaja
Beorpana, na u Cp6uje.”’ ApxuBcku maTepu-
jam Tpeher mporpama Koju ce OffHOCH Ha MY-
3MYKE EMHCHje, He caMo IITO OTKPUBA CYLITH-
Hy BUXOBe KOHIemmuje, Beh u cnequduaan
HA4MH pajia y HUXOBOM IUIAHUPAWkY U pealld-
3anmju. M1 obmMHA KapToTeKa OBOT IIporpama
CHCTEeMAaTH3BaHa je Ha moce0aH HauMH (Jpyra-
4yje Ofl LEHTpalmHe KaproTeke paamja). Ho,
Iopey cBe3aka y KOjuMa Cy CakyIbeHU TeK-
CTOBU CBpPCTaHM IpeMa Ha3MBMMa eMHCHja U
IUKIyca, NMOCTOje ¥ JIMYHE CBECKE CaMUX
ypenHuKa mporpama (oo mepecet)’! y Koju-
Ma cy CHUMIM 3BYYHOT apXWBa pajyja pacro-
pebenn npema kaHpy, CTHITy, HAIMOHATHOCTH
WM HEKUM JIPYTHM TeMaTCKUM cafipskajuma.’”

HecymmuBo a 6u TeMEBUTO U CBEOOYXBAT-
HO TIpOydYaBame OBUX apXuBa Jiajlo jefiHy HO-
BY, BEPYjeMO H CAaCBUM JPYraumjy CIHKY O M-
3M4KOj KYJTYpH OBE CpefuHe, Majyhul y BHAY
YTHUIAJHOCT OBOT MY3MYKOT IIporpama Ha pas-
BOj My3MUKe HayKe y Hac, Ha (popMupame My-
3MYKOT yKyca, UMajyhu y BUJy BEroBy 60pOy
NPOTHB HHTENEKTYAIHOr K42 >, Ka0 U YJIOTy
KOjy je 0Baj IporpaM UMao Kao CIoHa usMeby
HAac U CBETa.

Tokperamwe Tpeher nporpama u HEroBor 4a-
comca (2 TUME U BErOBOT MY3MYKOT Porpama
npuM. X. M.) cBakako je OO pe3yaTat u3y-
3€THE 3PEJIOCTH CPIICKE KYATYpe, Hallle MERHj-
CKe KYJIType H YHyTap Tora ... u Pagno Beorpa-
na’* U Maga ce Temko Moxe 3aMHCTHTH Ja he
ce Mohu IHcaTH HCTOpHja CaBpPEMEHE KYAType
Cpbuje a ja ce mpu ToMe He y3Me y 003Hp
KpynHa IHBUIH3ALH]CKO-eMaRLHIAaTOPCKa yJIora
kojy cy Tpehn nporpaM H BEroB 4acomuc HMa-
JH y B0j°, Taj TPEeHyTaK joll HUje MOCTao
aKTyesaH, a JOTIIe apXUBCKH MaTepujamu Pamno
Beorpapa u merosor Tpeher nporpama xao Be-
PONIOCTOjHH JIOKA3W T€ 3PEJIOCTH, YECTO W CMe-
J0cTH, MOXKHA Hehe ofjoeTn 3y0y BpeMeHa.

I Munau Bynatosuh, o uenosutor cucrema
net nporpama, Osge Paguo beorpay, 300pHUK TO-
BOJOM IHefecerorofummuue, Paguo beorpan,
1979, 43.

2 Hcro, 43.

3 Radenko Kuzmanovi¢, Dvadeset godina Tre-
éeg programa Radio-Beograda, Treci program,
br. 67/IV-1985, 13.

4 Isto, 13.

5 Isto, 11.

6 Oppe MHCIIMO Ha 4HCTO My3WUKE EMHCHje, 3aTHM HA T3B. FOBOP-
HO-My3M4Ke, Te Ha eMHUCHje Y KOjuMa cy 00jaB/bUBAaHH CaMO TEKCTOBH
WM Pa3rOBOPH O MY3HIIH.

7 OBo pa3nobme ce BehnM JeToM TOAYAapa U ca 3aBPUIHAM IEpHO-
noM pasBoja Pamno Beorpapa y nemnan (1965-1976) xao cnoxeHum
MPOTPaMCKIM CHCTEMOM, Tj. CUCTEMOM Off NeT NMporpama, CONCTBEHOM
MY3HYKOM NPOAYKIMjOM, CTEPEO TEXHUKOM eMHTOBama UTH. Bumu Mu-
naH bynarosuh, [Io menosuTor cucrema mnet nporpama, Osge Pagno
Beorpay, Pagmo Beorpan, 1979, 46.

8 Mucmumo oBje Ha Gpoj jaBHMX KOHIEpaTa Koje je KOHIUIHPAO
Tpehu mporpam, 3aTum Ha Opoj jaBHMX TPHOUHA, PEHOCA KOHIEpaTa
U3 MHOCTPAHCTBa, 00jaBJbiBabe MPEBOJia TCKCTOBA M3 CTPAHUX MyOIH-
Kalyja, Kao M Ha Opoj MUKITyca My3MYKO-TOBOpHHX emmchja. Taj 6poj
je Bapmpao, a caMUM THM H OFHOC U3Meby OBHX cerMeHaTa mporpama.

'V 1o Bpeme Jbybuna Mapuh ce GaBi MPETEKHO MMIPOBH30BAMHEM
Ha BHOIIMHH, CIIMKAHBEM M IHCameM cTuxoBa. Mnak Huje cacBUM Hamy-
CTUJIa KOMIIOHOBAME IOIITO je HeJlaBHO mpoHabeHa kommosunmja Ile-
cMa 3a cono ¢nayty u3 1976. ronuse.

10 Jemumo opkecTapcko fEN0 KOMIOHOBAHO HAKOH TOT NEPHOMA je
AcnmniTora 3a BUOJHMHY ¥ ryfnade, n3 1986. rogune. Ocum Tora, o
1965. kapa nounme emuroBame Tpeher mporpama, Jby6una Mapuh
KOMIIOHOBANa je U HU3 JIPYTHX fiela — 33 XOp Kao M 3a pa3lMuuTe Ka-
MepHe cacTaBe, Koja cy Takohe Ouna cHUMIbeHa 3a motpebe Paamo
Beorpapa (Bupu Ipunor 6p. 5, Ha cTp. 24-26).

11 33 cpncke KOMIO3UTOpE KOjM HUCY MMATH BEJHKH OIYC, HE CAMO
no Opojy fena Beh u mo MuHyTaxu, Kao mWTO je TO 610 cnyyaj ca Jby-
OunoM Mapuh, ca mporpamcKor cTaHOBHIITa OUIIO je BeoMa BaXHO fa
ce uMa mTo Behn Opoj pa3nuUUTHX M3BOhewa jeHOr Jiesa Kako Ou ce
NPY HHUXOBOM IIOHOBHOM €MHTOBamy 00e30eiuIa Makap pa3HOIMKOCT
y uHTepnperanuju. OcuM Tora, TakBa IpOrpamMcKa IOJHTHKA BOAMIA
ce M Kajia je pedy O M3y3eTHO 3HAYajHNM CpPIICKIM KOMIIO3UTOpHMA, jep
je pasmuuuTOCT MHTepmperanuja (M3Bohewa) Ha crneuudUUaH HaUYHH
OTBapalia U IIMpHUIa XOPU30HTE pa3yMeBama camor fena. Taksa mpak-
ca Tj. KOMIIApPaTHBHY NPUCTYI Y aHAIM3H jeJHOr fena (Topej| NHcaHe
peun MPOMCTEKIE U3 aHalM3e HOTHOT 3alica, W MHCaHa ped Kao MCKY-
CTBO CTEUYCHO YBHJIOM Y BHIIECTpYKe M3Bohauke BU3ype), Kao MyTy Ka
camoM Ouhy fena Ouna je Beoma momyJiapHa Mehy My3mukuM mcouMa
Tpeher nporpama.

12 11 mena kpaTkoTpajHa JMPUreHTCKa JEJATHOCT OCTBAPEHA je ca pa-
mujekuM aHcamOmmuma: ropuae 1930. mupuryje ®unxapMOHHjCKUM OpKe-
crpom [lpamikor panuja, a 1945. (nBa myra) CUMOHU]CKMM OpKECTpPOM
Pammo Beorpana (Buau npwitor 6p. 2 Ha crp. 21). Y o6a ciyyaja 6una je
TIPBU JKEHCKH TUPHUTEHT KOjH je HACTYIIHO Ca OBHM OpKECTpHMa.

13 Op Behux MPOrpaMCcKUX OCTBApeHa U3 OBHMX OOMACTH Tpeba MoMe-
HYTH UuKiayce: YBoj y copuosorujy mysuke (1969) w [HucoHanne
(1970) Teopopa ApmopHa, Mysika n nmaruranmja (1969) Apona Ko-
mnenpa, Jesuk mysuke 20. Beka (1970) Monamia Mudena, Mysnka 20.
Beka (1968) Xanca Xajupuxa IItykeHmmuta, HMgeHTHTET My3HIKOT
gera (1973) Pomana Murapnena, Ecrernka mysuke (1971) Kapmna Man-
xayca, Mysuka u Henspero (1973) Bnagumupa Jaukenesuua, [Icuxo-
anamn3a n mysuka (1970) Aupgpea Muiena, Amepuennuja My3uke
(1970) rpyne ayropa — I'ycraBa ®enepepa, ['murepa Xaycanma, Py-
noncga Ilredana u Xepmana Xajca, Mysuka anpuopn (1966) y Kojoj
CBOja IWIefMIITa M3HOCe kKomno3uTopu AHape Bykypeuutujes, Januc
Kcenakuc, Emuor Kaprep, OmmBuje Mecujan, Jlysano Bepno, Kap-
nxajun lTokxaysen, ITjep ledep, Te Teoperuuap AGpaxam Mo, Kao
U TOjefjuHaYHe cTyAuje Tafa Bopehux Mysmdkux mucamiana: Iljepa By-
nesa (Asea, 3Byk u ped, ToH, ped, cHHTe3a, YCIOCTAB/barbe YHHBED-
3amHOr H3pasa, Ykyc  (yHkunja, Ha rpannnn ninogee 3emibe), May-
puumja Karena (O urcrpymenramrHom teatpy), Kapnxajuua IlTokxay-
3eHa (MomeHnTn, HI3 cenam JjaHa, jeJHHCTBO My3HKe H BpeMeHa), Bepba
JTuretuja (ABaHType H HOBe aBaHType) U Ap. 3aHUMJBHBO je 1a CY HEKH



Off IOMEHYTHX CTYAHja M UKMKIIyca IITAMIAHK MHOTO TOJUHA KacHWje U y
u3Mawy Apyrux usgaaukux kyha (Komnenp, Muuen, Wnrappen, Hanxa-
yc, JankeneBuu) 6e3 HallOMEHa [la Cy NMPETXOHO €MUTOBaHHM UM Beh
objaBibern (y MCTOM TpeBofy) Y dacomucy 1pehu mporpam.

14 MenoBn pevennna y Kyp3uy cy HACIOBH CTYJMja MM LMKIyCa
eMICHja ayTopa HaBefieHUX Y 3arpaju. VIcTakHyTH cy Ha Taj Ha4YuH jep
jacHo ofpebyjy u ynyhyjy Ha mpo6GneMaTiky GUTHY 3a NPOTpaMcKy KOH-
LENIyujy Kao U 3a nepuoy y passojy Tpeher nporpama o Kojuma je ped.

15 Kapa cy 1966. ronune MOKpeHYTH jaBHM KOHIEPTH (MPEKTHO
NpEeHOIIeHN) U3 IuKiyca Mysuka jaHac, ONHOCHO My3Hika MojepHa
(oBaj HasuB muKIyc gobuja 1968. u 3appxkao ce cse go 1985. kana
300T IPOMEBEHOT CTaTyca MojMa MOEPHE Y TAJJAIlbeM CTBAPAJIAIITBY
Mewa HaszuB y Mysuka BuBa) Tpeher mporpama, ycmocTaBibeHa je U
Mpakca fia ce MOCNe HUX OPXKaBajy pasrOBOPH EMHHEHTHHX KOMIO3H-
TOpa M MY3MKOJIOTa KOjU PACIpaBIbajy O JelMMa Ha IPOrpamy, Kao u o
npobieMuMa MojiepHe My3uke yommre. OBH pasroBOPH YKHUHYTH CY
1970. roguse.

16 33 nenoBe peucHmIe Y Kyp3uBY UCTO OOjallIBbErE KA0 U Y (YCHO-
i 14.

17 Bnapan Pagoanosuh, Enpuko Jocud, Oparyrun T'ocrymku, I1a-
Bie Crecdanosuh, [Iparomup Ilanagonynoc, bepucnas Ilonosuh, no-
pen mucana 1 KommosuTopa u3 exc Jyrocnasuje — Ierpa Cenema, Bo-
pyra Jlonapruka, Buaka I'mo6okapa, MiBe Manena.

18 Pajko Makcimosuh, Branan Panosanosnh, 3opan Xpucruh.

19 Jocum Kamawh, Jlygvuna ®pajr, Anexcanmap O6panosuh, o
Mumon, Oyman Pamuh.

20 Ponp cHEMaka 030MIBHE My3WKE HA Tpakama KOjd je Taga Gpojao
oko 4000 (BehnHOM y MOHO TEXHHIIM) ca JIeJIMMa U CPICKUX M CTPaHUX
KOMIIO3UTOpa CHUMIBECHHX JI0 ModyeTka emuToBawa Tpeher mporpama
HHUje MOrao OfiMax fia 3aJ0BOJbH 3aXTeBE HEroBe KOHUenuuje. Al Ha-
PaBHO, HHje ce MOIJIO YeKaTH fia ce Hajiupe CTBOpH oOMMaH Opoj CHU-
Maka caBpeMeHe joMahe My3HKe, a fla ce TeK OHja KpeHe ca eMHTO-
BameM. 3aTO Cy IVIaH CHUMama CPIICKe My3HKe M Pa3BOj OCMHIbaBa-
Hba eMHCHja ca CPICKOM My3ukoM Ha Tpehem mporpamy 6uia jABa ma-
panenHa W, pekia OmMX, KOMIUIEMeHTapHa nponeca. Tako 1965. rognne
Xop n Cumeponnjckn opkecrap Hajpehn feo cBoje aKTHBHOCTH yCMe-
PDHJTH Cy Ha CTBapame (hOHJa CHHMAKa JyrOCIOBCHCKE H CBETCKE MY-
smake ymrepatype. CHAMIbEHO je ykymHo 1600 muHyTa, a Meby cHH-
MJBEHAM JemMa ¢y u TakBa kao mto cy Cumdonnja Opujenta Cia-
Berckor uian omepa bypah Bpankosuh C. HacracmjeBuha. (....) U
1966. rogune Hajpehn jgeo penatHoctu Xopa u Opkectpa Pagno-tese-
Busmje beorpan Ouno je ycmeper Ha cHumama. CHEMIBEHO je oko 2000
muHyTa My3uke. (Bugn y: Darinka Simié Mitrovié, Da capo all’ infi-
nito, Biblioteka Radio Beograda, Radio Beograd, 1988, 514 u 517.)
Y cBakoM ciydajy yKymaH Opoj Tpaka je 6MO MasM M HefloBOJbaH jia Ou
ce pa3BuNIa HeKa KOH3UCTEHTHHUja Tporpamcka nomuruka. Ho, woj ce y
CBAKOM CJIy4ajy TEXHJIO U OHA je BPJIO 6P30 M MOCTUTHYTA.

%l Kao n mema Kpemmmvmpa Baparosnha, Crarojma Pajimauha, ITe-
tpa Komwosuha, 0K cy jenuHo nena Munana Pucruha emuroBana y ue-
THPH €MICHje.

22 Kao u sena Bacummja Mokpassiga, Tymrana Paguhia n Munana Pu-
cruha y 1970, Musoja Munojesuha n [dymana Paguha y 1971, Te Mu-
xamna Byknparosuha u Enpuka Jocuda y 1972. rongusu.

23 Oppie ce MHC/II Ha HAIOHAITHE Tj. NpaBHe panujcke Kyhe. Be3
CONCTBEHNX acHaMOasia OHe ¥ He OM MOTJIE 1a BOJle HAIOHANHY TOMUTH-
KY Y IOMEHy My3HKe, IITO 3Ha4H ja OM Kao jaBHM cepBuCH (Meuji) Of
HAIMOHAHOT 3HAYaja U3HEBEPUJIE CBOjY OCHOBHY IIPOIPAMCKY OpHjeHTa-
mmjy. Ta momuTika y BehnHN eBpONCKUX pajno-CTaHWIA MOApa3yMeBa,
Kajia je 0 030M/bHOj My3UIM ped, CICTeM MOpyNOKHa, Kako 01 ce MofcTa-
KJI0 KOMIIOHOBame J0Mahux ayTopa Ipe cBera 3a BeJHKe CacTaBe, Tj. Op-
KecTapcKa M BOKAJTHO-MHCTPYMEHTANHA [Ella, 3aTHM CHUMAara OffabpaHux
KOMIo3unuja foMahux ayropa, cHUMame goMahux My3udkux QecruBana,
IMPEKTHE MPEeHOce Tpe cBera goMahux My3muKuX MaHH(ecTaluja, CHAM-
Ke nmomahux m3Bobaua. A cBe TO je galbe MaTepujal KOju TaKBO] HALUO-

HAJTHO] MHCTUTYIWjU oMoryhaBa pa3MeHy ca MHO-
CTpaHHM pajiio-CTAHMIIAMA, YAME YIO3Haje CBET ca
jEHUM JIENIOM CBOje KYATYpHE OallTHHE.

24 Ila ce 0 TOMe WAk O3GU/bHIjE PA3MUIIIBAIIO
MI0Ka3yjy AiBa KOHIEPTa Ofjp>kKaHa y OKBUPY bemy-
ca. T'opune 1981. Ha orBapamy bemyca (7. okTO-
6ap) Beorpancka ¢unxapmonuja u Xop Papuo-re-
nesusuje beorpay nop ynmpaBom AnToHa Komapa
u3Benu cy fena Jbyoune Mapuh: ITacakamy, Bu-
3anTHjckn Konyept (comucra [Iy6paska Kosaue-
Buh) u Ilecme mpocropa. OBo je Guo 00pO KOH-
LUIUPaH IPOrpaM M MOTao je, a ce M HapegHUX
TOIMHA HACTABHJIO y TOM CMepy, Aa IOCTYXH Kao
OCHOBA 32 pAa3iMUATE IMpe3eHTalHje My3UKe OBE
KOMIIO3UTOPKE, JJAKIIe, MOXK/A HAM3MEHHYHO ca Iie-
nokynHoM Mysukom OkTtonxoM. TakBy KOHIENIH-
jy HecyMmIlBO je moapxkao Tpehm mporpawm, jep je
y Mays3u MPeKTHOT mpeHoca u3 ABopane Komapue-
BE 3ajly’kOMHE eMUTOBao TekcT MupjaHe Becemn-
HoBuh AHTHpecraypaToperBo Ilecama mpocropa
Jbyburre Mapuh 1 THME OCTBapyo jefHy 3a0KpyKe-
Hy TIPOTPaMCKy LeJMHy. JIpyru KOHIEpT, OfpKaH
takohe Ha orBapawy bemyca (7. okrobap 1983.)
cajpkasao je pena Ilerpa Komosuha: como necme
(v m3Bobewy Anexcanupe MBanoBuh, MELOCONpaH,
3pormmupa Kpuernha, tenop u Omusepe bypbe-
Buh, kiaBup) y npBoM 1 CHM(OHHMjCKH TPUNTHXOH
u3 onepe Komrana y apyrom aeny (Xop u Cum-
tonmjcku opkecrap Panmo-tenesusuje Beorpap
nof; ynpasoM Munapena Jarymra). Mehyrum, moue-
TH TakBy MaHH(ecTanujy KaMepHOM (MHTHMUCTHY-
KOM) MY3UKOM HHje OHIIO IIPOrpaMcKU ONpPaBaHo.

25 Bupu ITpunor 6p. 5 Ha crp. 24-26. u pn-
Jor Op. 3 Ha cTp. 21-23.

26 Ha Pammo Beorpany He TIOCTOjW CHUMAK OBOT
KoHIepTa. [lakne, ped je caMo 0 u3Bobemy.

27 Hicro.

28 IIpsu ca Mupom [aneope, a pyru ca Msa-
HoM Tpummmh.

29 Vlastimir Peri¢i¢: Muzicki stvaraoci u Srbi-
Jji, Prosveta — Beograd, 1969.

30 Ivana Milojkovié-BPurié: Vizantijski kon-
cert, Muzikoloski zbornik, Ljubljana, 1979.

31 Roksanda Pejovi¢: Projekcije proglosti u
delima Ljubice Marié¢, Zvuk, jugoslovenska mu-
Zi¢ka revija br. 2/1975, Sarajevo.

32 Melita Milin: Pitanje muzi¢kog nacionali-
zma i delo Ljubice Marié, Zvuk, jugoslovenska
mugzicka revija br. 1/1979.

33 OBuM KOHUEPTHMA IPETXONMIO je, KA0 CBO-
jeBpcHa HajaBa y IPOMEHHU OfJHOCA MPeMa IPKBEHO]
MY3UIH PABOCIaBHE NPOBEHHUjEHIHjE, U HEKOINKO
yenemnux u3Bohewa Xopa PTB non ympasom bo-
puBoja Cumuha JIntypruje Cperor JoBana 3nato-
yeror Iletpa WUmpnya YajkoBckor — Hajnpe Ha [y-
OpoBaukum seTmum nrpama (1969), 3atuMm Ha
Beorpagckum My3makum cedanoctuma (1970. u
1971.), na I'pagckom mporokony y I'pauy (1971)
Kao W Ha KOHIEPTY Y OKBUPY My3muknux Bedepn
(1971), makom dera cienu u u3Bobewe Omena
Crepana Xpucrunha Ha Oxpmackom nery (1972).
O rtome Bupu u y: Xpucrusa Menuh, Cprcka my-
3UKa JIeBeTe JeleHHje M3 BHU3YpEe BHU3AHTH|CKE
ecretuke, Mcrounnk 6p. 7/8, jecen/3uma ‘93, 146.
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3 Osaj muKnyc 3amoveo je y cemTembpy Te ro-
muHe. CBaka eMHCHja UMana je CBOjy CHeHH(IIHy
temy. Ha mpumep, Gapokuu 00auK (KOHUEPTO
rpoco) y nemuma Boxycnasa Maprunya, Andpena
IInutkea u PyGena Papuue, muTyprujcku HameBu
y pemuma Oropuna Pecnuruja (I'peropujarcku
kxonnepr) n benyamuna Bpurna (OoOpegne ne-
cMe), obpennn puryanu y 6aneruma Cepreja IIpo-
Kojea (Ckurcka cuta) u Viropa CTpaBHHCKOT
(ITocBeheme nposiefia), MUKOBH U3 KOMENHje Hell
apre y mysuun ®epyha Bysouuja (ApaekuH) u
Apnonpa llen6epra (ITjepo mMeceyap) ut.

35 Luknyc 3Byyna miaTHa oGyXBaTao je My3uKy
MHCTIMPHCAHY HAjpa3IMIATHjUM TIpefe/mMa 1 TOf-
HeOmmuMa lllmanmje, [Tomcke, Menurepana, Pycu-
je, Uranuje, Asmje u ci. YpegHUK LUKIyca Ouna
je Bepa Cnacojesuh.

36 Ypenuuk muknyca 6una je Xpucruna Meh.

37 W3 mrraMmanor mporpama 3a KOHLEPT OJIp-
kaH 6. okroopa 2009. ropuxe.

38 113 nporpamcke kmimxune 3a CD nponykimje
Harmonia Mundi — HMC 801013. Ha3usu cegam
crapoBa Kanrare WUropa CrpaBunckor cy: Tyx0a-
muua — npenynujym, Pudepkap I, TyxGamuna —
nHTepnynujyM, Praepkap 11, TyxGamma — nHTEp-
nynujyM™, 3amagan Betap, TyxOamina — mocTiyau-
JyM.

3 Borislav Ci¢ovacki, Ljubica Marié, y: Pro-
slava stogodisnjice rodenja Ljubice Mari¢ 1909—
2003-2009, Beograd 2009, 17.

40 12. mapra 2004. ropune y emucuju ITomnxpo-
mje 20. Beka (Koje cy y TOM mepuofy nmpebaucHe
y HohHM Iporpam) emuroBaHe cy crefiehe Komo-
sunuje: Mmmposusannje $pancuca Iynenka, Apa-
oecke Kiona [lebucuja, Apabecke Buonere [Tnne-
cky u Topso Jby6une Mapuh.

41 Ypemmuk makiyca 6una je Bepa Cracojepnh.

42 YpenHuK OBOr LUKIyca KOji C& eMHTOBAO Off
nenem6pa 1989. no jyra 1990. ropmue Guna je
WBana Tpummmh.

4 Iuknyc Koopgumare HA HEKM HAUMH je TpPO-
MIAPHO KOMIIO3UTOPCKE BHJOKPYre ca YMHA CTBa-
pama (0 yeMmy je mpe cera OMIIO Peud y LMKIIyCY
KommoHoBame jaHac eMUTOBAaHOM Off jyHa IO fie-
nem6pa 1988. ropmHe) Ha TOApYdYje MY3MUKHX
auHuTETa U CCH3MOMIUTETa CAMUX KOMIIO3UTOPA,
OJIHOCHO Ha MOfpydje ecTeTuke u (unozoduje My-
3HKe.

4 Haxamocr, y 3Byunom apxusy Pammo Beo-
rpaja HHje cadyBaH HHjefjlaH CHUMAaK EMICHja W3
oBor nukiyca. 3axsambyjyhu Memntn Muius, Koja
je CHIMUIa eMHCH}y Y K0joj je yuectBoBana Jbyou-
na Mapuh, IMaMo MHTErpanHi TEKCT HEHOT TOBO-
pa, uHje CerMeHTe IUTHPaMO OBOM IPHIMKOM.
OBa emuchja je emuroBaHa Ha Tpehem mporpamy
Panuno Beorpapa 4. debpyapa 1990. rogune.

4 Kapa je wa Tpehem mporpaMy mpH TyT
(1985) emuroBan camMak baxose Mysmike XpTBe
ca 34. mebynapopuor ¢ecrusana y HupuGepry y
n3BObhEWmY KenmHcKor aHcamOna Mysnka aHTHKBA
(Bonbepr Xasemser, ¢mayra, Pajuxapy Ie6ed,
BuosmHA, Xajo Bac, 6apokHO BHONOHYENTO W AH-
npeac Ilrajep, vembaino), Jbyouna Mapuh ce on-
Max jaBWiIa pelakUuju fla M3pasy CBOje AUBIBCHE

IpeMa OBOM TyMaduemy, HaKo Cy JI0 Tajja eMHTOBaHA pa3Ha M3BOhema
MaxoM pEHOMHpAHHX HHTepupeTatopa oBe baxoBe Mysmke, HIp.
ItyTraprckor kamepHor opkecrpa ca Kapnom Munxunrepom, ®ecru-
BaJICKOT opkecTpa u3 bata ca JexynmjeM MemyXUHOM WM OpKeCTpa
Axanemuja Cern Maprun y momuma ca Hesunom MapuHepom.

46 Opa Gecena je chnMibena 1964. rojune y crymujy Pagmo Beorpa-
na (Bupm Ilpunor 6p. 1 Ha crp. 21), a Ha Tpehem nmporpamy emuroBa-
Ha 18. mapta 2009. rogune noBopoM obelnexkaBawa CTO FOAUHA Off PO-
bema KOMIO3HTOPKE.

47 Ljubica Mari¢, Monotemati&nost i monolitnost oblika fuge,
Zvuk, jugoslovenska muzicka revija, br. 70/1966, 644.

8 Isto, 647.

49 IlepmaHeHTHA BapHjaHTHOCT TECHO je NOBE3aHA CA OCHOBHIM
IpUHIOUIOM cprckor OCMOTTIacHUKA, Tj. OCMOTJIacHE MOETHKE — BapH-
jaHTHO TIOHABIbAKE Menofujckux opmyna. Bugern y: Xpuctuna Me-
muh, Cprcka My3uka fieBeTe JeleHHje U3 BU3Ype BH3aHTH]CKE €CTeTH-
ke, Hcrounnk, 6p.7/8 jecen/zuma 93, 148, xao u: Xpucruna Menuh,
Cemantuka muta u Mysuke y Ilacuju CBerora kHe3a Jlazapa Pajka
Makcumosuha, Cprcka My3nyka cheHa, 300pHUK pafoa, Mysukomno-
Ky uHeTUTYT CpIicke akajieMuje Hayka U ymeTHocTH, beorpag 1995,
438-439.

0 Ana CrecanoBuh, ApxaniHo, MOfiepHO 1 TocT™MoepHo — O Haj-
HOBH]jOj cTBapanaykoj ¢asu y omnycy Jbyoune Mapuh, Mysmiku Tanac
op. 1-2/1997, Clio, 12.

1 Iby6uma Mapuh, Tabmmme (1957-1975), Mysmakn tamac 6p.
1-2/1997, Clio, 19.

32 IbyGuna Mapuh, Taommge (1957-1975), pykomuc.

53 Viana Tpuuunh, mrraMmann mporpaM 3a KOHuepT ofpxkan 21. de-
Opyapa 1979. rouune y okBupy Mysuukux Bedepu PTH y [1BopaHu
Komnapuese 3apy:x6une, ApxuB Tpeher nporpama Pagno Beorpana,
cBecka Mysmike Bedepu 1979-1982. (Yka3yjeMO OBOM NPWJIMKOM Ja
Cy TEKCTOBHM y cBeckaMma Tpeher mporpama KylnaHH MallMHOM H fAa
CTpaHHUIE HUCY HYMEpHCAHE. )

>* Maxo je mpenauko Haciehe GHIO yGOKO YTKAHO Y KOMIO3ATOP-
CKY TOETHKY, Kao 1 'y ¢mno3odeky Mucao CraBeHCKOr, 3a mera je Ta-
Kobe KapaKTepHCTHYHO Tparame 3a HOBHM 3BYUamNMa MCKa3aHUM (13-
Meby ocTanor) y peTKuM Wi HeOOMYHUM MHCTPYMEHTAJTHHM KOMOMHA-
uyjaMa (BHOJNMHA M OpPrylbe) WM YHYTap HOBOT MHCTPYMEHTapHjyMa
(Tpayronujym). Te cBoje apuHHUTETE je OUUIIIENHO MPEHEO W CBOjUM
IBeMa cTyleHTKumbama, Jbyouun Mapuh u Jlyamumu ®pajr. ToToBo
HCTOBPEMEHO OHE he y CBOje CTBapanaliTBO YHETH 3BydYarme IpefiMeTa
13 CBOI' OKpYXKema: TOKOM CeflaMjleceTHX TofiiHa mpouutor Beka Jby-
Ouna Mapuh cHEMa cBoje TEKCTOBe (CTHXOBE) M MMIPOBU3ALMjE HA
BHOJIMHY ¥ NIPE]METHMA U3 CBOT KYhHOT OKpyXema — Ha 3BOHHMa, Ya-
Imama, npudopy 3a jeso 1 Cil., BEPOBATHO ca MIEjOM Jia Off TOra Hampa-
BH panmodoHcKo ferno. Taj cBoj pan HasBana je Mysnka 3Byka. Tux
roguHa Jlynmuina ®pajr komnonyje I'ynauku kBaprer CpeOpHH 3ByLH Y
KOjeM je OBOM CacTaBy NMPUKIbYYH/Ia YETHPH Malle U YeTHPH BEJHKE
cpeOpHe KallnKe, a § YcrmaBaHKA KEHCKOM TJacy Aofiaje 3BYK GpOjHUX
neyjux urpayaka. ['ogune 1967. cTBapa cBojy (M Halily) IpBY €JIEKTPO-
aKyCTHUKY MY3HKY Acrepongn. Y ApYyroj eneKTpOaKyCTHIKOj KOMIIO-
3unuju HOKTypHO KOpUCTH CHUMJbEHE 3BYKE W3 NPHpOJE, Tj. Mpefena
u3 Bumune HazBanor [Jy6oku fio.

55 O ToMe BupgeTH y: Musnena Menuh, Apxeruncke cnuke Jocuna
CnaBeHckor, Mysuukn tanaac, 4—6/1995, 94-95.

56 Jleonny Wlejka: Teopuja cnukapersa, Homut, beorpan 1964, 202.

37 Ayropu cy Guie ypenmune Mpana Munagurosuh, VMpana Heuma-
pesuh, Kcennja Creanosuh u Bubana Cpehkosuh.

58 EmuroBane cy cnenehe xomnosnnumje: Ilacakama, BuzanTnjckn
xornepr, Okronxa 1, Ilpar cHa, OcruHaro cynep temMa Okronxa, Hy-
gecan mmmarpaM, [yBaukn kuaTeT, Topso, Apxaja 1, Apxaja 2, U3
TMHHE ITOjambe.

'Y emucuju Jujanosu — Pagno n ymernocr Bnapan Pagosanosih
objanmaBa ofHOC M3Meby yMETHOCTH U pajyja Kao Mefuja y IBa cMe-



pa. Pagno xao Memnj mojaBipyje ce y yMETHOCTH IPBO TaKO INTO yMET-
HOCT TIPEHOCH H y TOM CMHACJIY jé MefHj 3@ YMETHOCT... Y JPYIroM CiIy-
Yajy, paguo ce MojaB/byje Kao Meguj caMe YMETHOCTH, W Tajga MOYHHE
J1a oTKpuBa caM ceoe... PyHKIMja pajnja Kao MEJHja 32 YMETHOCT HHje
nofpebera (yHKUUjH pajHja Kao MeJHja YMETHOCTH, jep pajgHo obe
¢ynkumje ycnenro ucnymapa. O6jaBmeHo y: Treci program, br. 52,
1/1982, 56-57, 59.

0 Tor nauna Jbyburia Mapuh npocnassbana je ABajeceT rofuHa.

o1 Tuknyc je ocmucrmana Jlygmuna ®pajr, Taga mupekTop Mysuuke
nponykumje Panmo-teneBusmje Beorpap. Llukiyc ce Hajupe 3Bao
Mysnyke Beyepu Paguo beorpaja.

62 Ha npsom kouuepty ussenena je Ipamka cumgpornja y Je qypy
Bomndranra Amageyca Monapra, Kanrara npogpana bene Baproka,
Kimacnana yseprupa Cnaska Ocrepua u KoHnepr y Ke Moay 3a Kia-
Bap 1 opkecrap Cepreja PaxmamunOBa, a Ha APYroM jiBa Majpuraia
Knaynuja Monresepnuja, Cmpr Cregpana [edanckor Enpuka Jocuga
u CBagba Uropa CTpaBHHCKOT.

63 Fonune 1951. nonera je omnyka fa ce ykuHe opkectap Paauo
Beorpagia u fa ce off HBETOBUX WJIAHOBA, 3aTHM YIaHOBA ONMEPCKOT aH-
cambna xao u Opkecrpa JHA ¢opmupa HoBu opkecrap. OH je Hajupe
Ha3aH Cumdonnjcku opkecrap Haponne PemyGmuke Cp6uje, a 1952.
ropuHe fobuja mme Beorpancka dmixapmonnja. [lakie, oBaj HOBA Ha-
3uB He Tpeba MOUCTOBETHTH Ca aHCaMOIIOM KOjU JlaHac HOCH OBO HMe.
Ipeu konuept (25. okrobap 1957) u3 muknyca Mysuyke Bedepu Pa-
juo-teseBn3nje beorpajg 03Hauno je ¥ MOHOBHO ycmocTaBibame CuM-
¢ormjckor opkectpa Pammo-renesusmje beorpap.

64 ITpemujepo usBohemwe nop ympasoM Ockapa [JaHOHa.

5 To je 6umo mpemujepHo M3BOhewe moj ynpaBoM JKuBOjiHA
3npaBkoBuha, kome je Jbyouna Mapuh nocsetuna oBo feno. 3apaBKo-
Bih je IlecMe mpocTopa HEKOMKO MyTa M3BOAMO y MHOCTpaHCTBY. Ha-
fame, y beorpagy ce y mociaepaTHUM TOfiMHama 4ecTo JieIaBajo fia ce
Ha Mporpamy Habe caMo je[HO BOKaJHO-MHCTPYMEHTAITHO JIENI0, UAKO
OHO 110 MUHYTaXXM HUje UCIYHaBalo BpeMe Tpajama jeHOI' KOHLEpTa.
To je 6no cnyuaj ca n3Bohewem Cnmeponnje Opmjenra Jocuna Coa-
BeHckor (1956), kaurare Auekcangap Hesckn Cepreja ITpokodjesa
(1946. u 1948.), kanrare XKerBapure Muxopuna Jlorapa (1946), He-
Bete camcponnje Jlypsura Ban Berosena (1948) u ci.

66 Komnepr Ha KojeM je u3BeneHo 0BO jieno CTPaBHHCKOT OXHBEO
je BeoMa MOXBaJHE OlEHE KPUTHKE, IITO je OMO MOBOM Jla ce HACTABU
ca TaKBOM KOHIEMIUjOM IUKIIyca.

67 Ogaj xounept Tpehn mporpam je AUPEKTHO MPEHOCHO.

%8y 1o Bpeme Cumdonujcku opkecrap Pamo-tenesusnje Beorpaj
He TOCTOjU, a HEroB Tyauky cacTaB IpUKIbYdeH je PeBujckom u Be-
JIMKOM HapOAHOM opKecTpy. MebyTuM, mo moTpebu rynayku cacras
0MO je MPOLIMPUBAH HHCTPYMEHTAIUCTUMA U3 JPYIUX OEorpajckux op-
KecTapa Kako OM ce JOLUIO 0 MYHOT cacTaBa y OHOCY Ha 3aXTeBe Jie-
Ja Koje ce M3BOJMIIO. Y TaKBUM CiIyyajeBuMa aHcaMOun je HasusaH Op-
kecrap Papuno-renesusuje beorpan. T'ogune 1971. moHOBHO je ycmocra-
BibeH Cumonnjcku opkecrap Panuo-renesusuje Beorpay.

% Ha mpumep 3. mapra 1969, y oksupy mpenoca Komnepra Beo-
rpajcke (uixapMoHHje Koja je m3Bonuna fena benyamuna bputHa,
Enpuka Jocucda, boxycnasa Maprunya u Makca Perepa, emuroBan je
reker Kapma [lanxayca HoBa My3nka Kao HCTOPHjCKA KaTeropuja;
ucre ropuxe, 20. Mapra, y may3u npeHoca kounepra Opkectpa Jexyau-
ja Memwyxuna (nena Joseda Xajmna, Bondranra Amaneyca Morapra,
Mankonmma Apaompa u ®panna Illybepra) emurosan je Tekcr Ilerpa
Cenema Pasnosn jgBoctpyke (hyHKIHje yMjeTHOCTH Jexynuja Memyxu-
Ha, a 24. peOpyapa 1982, HakoH mpeHOca NPBOT Aena KoHuepTa CuM-
¢onmjckor opkecrpa PTB kojuM je nupurosao yemku gupurent Josed
XpHumX, ypepuuna nperoca Msana Tpummh pasrosapaia je ca mUM 0O
CmeTannHOM muKIycy Moja goMoBHHA, KOjH Ce Te BEUepH M3BOAHO.
Hapame, npenoc orapawa bemyca 7. okroGpa 1983. umao je yetupu
cerMeHTa. Y JApyrom, m3Mmeby fiBa fiea KOHIEpTa, EMHTOBAHA je My-
3WYKa XpOHHMKA, a HAaKOH 3aBpIIeTKa IIpeHoca, y okBupy emucuje 1pu-

onHa bemyca (qeTBpTH cerMeHT) JoBaH Josmunh,
Koncrantun Bunasep, [lejan Jecrmh n Xpucruaa
Menuh pasroBapamm cy 0 MporpaMcKoj KOHIETIIH-
ju oBe MaHHMpecTanmje.

70 Ppana Tpurmih, mraMnani mporpaM 3a KOH-
nept oapxan 21. ¢gebpyapa 1979. roguHe y OKBH-
py Mysuukux seyepu PTD y [IBopanu Konapuese
3apyxoune, ApxuB Tpeher nporpama Paguo Beo-
rpaja, ceecka Mysmyke Bedepu 1979-1982. Ocum
komnosunyje Jbyoune Mapuh usBenena cy jomr u
cneneha pena: Kowyepr y [le gypy 3a KJaaBup H
opkecrap Mopuca Pasena n ®anracriana cnmgpo-
Hmaja, onyc 14 Xextopa Bepmmnosa. [Jupurenrt je
6uo Minmap JTammmm (Bupu ITpumor 6p. 3. Ha cTp.
22).

1 Hcro.

72 Xpucruna Mepuh, texer (Bumn crp. 12) o6-
jaB/beH Yy LITaMIIAHOM MPOTpaMy 3a KOHILEPT Ofip-
kaH 9. jyna 1988. rogune y okBupy My3H4KHX Be-
yepu PTE y nBopanu Kospauese 3aayxoune, Ap-
xus Tpeher nporpama Paauo beorpapa, cecka
Mysnuke eyepn 1983-1988 (Bunu Ipumor 6p. 3
Ha ctp. 23).

73 Cerment pasrosopa Koju je ca JbyGuumom
Mapnh Bojmmia ypepHnna npeHoca XpuctuHa Me-
muh (Bugu [Mpustor 6p. 1 Ha crp. 21).

74 [Ipocrop y HCTH Max 3HauH H IpPOCTOD H
BpeMe, H nocrojare. CMpT je m3a MpocTopa, BaH-
BpeMeHa — HHINTA. AJIH y JOXHBJbAjy OHA ce Mpo-
THBCTaB/ba XHBOTY, CTOTA j€é YBEK KHBOTOJIHKA,
Ma H Kako HajallcTpaKTHHJH HETaTHB IIOCTOjamba.
IlITamMnann mporpaM 3a KOHIEPT OApXKaH 8. fie-
neMmoOpa 1956. y [Isopanu Konapuese 3anyxOuse.

75 TekeT W3 MTAMIAHOT MPOrpaMa KOjH Ce Ofi-
Hocu Ha [lecme mpocTopa JOHOCHMO TOTOBO Y lie-
7HY, Oyayhu fa OH BEpOBaTHO BHILE HHje JOCTY-
IIaH jaBHOCTH.

76 YpemHMK My3HUKOT [iesia IpociaBe jyOumeja
Jby6uie Mapuh.

77 LIuKyc je OCMHCTIIA M OPraHM3AIMOHO BO-
nuna Mupa [laneope, TJIaBHU MY3UUKHM YPERHUK
Tpeher nporpama o 1987. roguse.

78 W3 xpuruke 3opune IIpemaTe 3a 0Baj KOH-
uepr, emuroBane y emucuju (8. mapr 1985) Xpo-
auka Tpeher nporpama, Apxus Tpeher nporpama
Paguo bBeorpapma, cBecka Mysuyka MogepHa
1983-1985.

7 W3zBobaun cy 6mwm: Orima Muomesnh, me-
noconpad u Anekcaugap Komapesuh, knmasup.

80 Upana Crecanosuh, KpuTHKA 32 ayTOPCKH
koHnept JbyOuie Mapuh emuroBauna (5. ¢ebpya-
pa 1993) y emucuju Xporuka Tpeher mporpama,
Apxus Tpeher nporpama Pagno Beorpapa, cBecka
Ayropckn konneprn 1993. [leo oBor myurara ofi-
HOCH C€ Ha KOMMNO3ULW]y YygecHH MHUIHTpaM 3a
conmpad u ¢uayry. Bugu u: Visana Crecdanosuh,
O peunma Jby6une Mapuh, My3nyku Tanac, 6p.
1/1994, 97.

81 3opuua ITpemare, HaB. feno.

82 Merap Bunryman o IMecmama mpocropa 3a
emuchjy u3 muknyca Ocerbersa (6. MapT 1979.)
Tpeher nporpama, Apxus Tpeher mporama Papmo
Beorpana, ceecka OcBerpera 1979-1980. Bunn
takobe: Petar Bingulac, Ljubica Mari¢ — PE-
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47,

SME PROSTORA, Napisi o muzici, Univerzitet
umetnosti u Beogradu, 1988, 281.

83 Merap Bunrynan o ITacaka/mi 3a eMuchjy u3
mukiyca Ocserbersa (23. okrobap 1979.) Tpeher
nporpama, Apxu Tpeher mporpama Pagno Beo-
rpaaa, csecka OcBerbera 1979-1980. Bunn Ta-
kobe: Petar Bingulac, Ljubica Mari¢ — PASA-
KALIJA za orkestar, HaB. fieno, 284.

84 Merap Bunrynan o komnosumuju OCTHHATO
cynep temMa OKTOHMXa 3a €MHCHjy W3 LHUKIyca
Ocgermema (4. neuembap 1979.) Tpeher mporpa-
ma, Apxus Tpeher nporpama Pagno Beorpana,
ceecka Ocserbera 1979-1980. Bugn takobe: Pe-
tar Bingulac, Ljubica Mari¢ — PRAG SNA, ka-
merna kantata, OSTINATO SUPER TEMA OC-
TOICHA, Has. neino, 291.

85 Menura Munus o KOMIIO3UIUjU ACHMIITOTA
3a emucujy u3 mukiayca Hosa gema (jyn, 1987)
Tpeher nporpama, Apxus Tpeher nporpama Pa-
muo beorpapa, ceecka Hopa gesna 1987-1988. Bu-
nu takobe: Memuta Musmnn, Mysnka cnenucuy-
HOT ackeTusMa, Mysuun tanac 6p. 1/1994, 93.

86 Mesmra MuMHH O KOMIO3MIMjH ACHMITOTA
3a emuchjy Hosa gena (jyn 1987), Apxus Tpeher
nporpama Paguo beorpapna, csecka Hoa jgena
1987-1988. Bungu takohe: Menura MunmuH, HaB.
neno, 92.

87 Tlerap Bunrymar o KOMIO3uIuju BusanTij-
CKH KOHIJepT 3a eMucujy u3 uukinyca OcBeT/bema
(20. mapt 1979.) Tpeher mporpama, Apxus Tpe-
her mporpama Paguo Beorpapa, csecka OcBeTsbe-
wa 1979-1980. Bugu takobe: Petar Bingulac,
Ljubica Mari¢ — VIZANTIISKI KONCERT,
HaB. feno, 287-288.

88 Milena Vitas, Arhetipska imaginacija Lju-
bice Marié, Treci program, 117-118/2003,
202-203.

89 Milena Vitas, nav. delo, 211.

% Humra mame Bpesua of pemumo Knnoreke
KOja je moj 3aIITHTOM JpxXKaBe, MUCIAMO fla Ou
oba oBa pajujcka apxuBa Tpebano Aa 3aLITUTU
Mmakap rpaj beorpaj, Tume mTo 61 MOMOrao Hu-
XOBY AUTMTANU3auyjy Kako O y TOj Mame-BHIIE
HEYHUIUTUBO] (popMH OMIIM JOCTYIHM HAayYHUILIMA
7 CBHM 3aMHTEpEeCOBaHMMa 3a NpoydyaBame Behn-
HOM HENO3HaTe a BpeJHe KyNTypHe OamiTHHE OBe
3eMibe, EBpone u cBeta.

91 Mupe JTameope, Bepe Cracojepnh u XprcTn-
He Menuh.

92 Ocum TOra yBeK ce BOJUIA U CTATHCTHUKA
eBHJICHIWja O EMHTOBAHOM MaTepujaly Koja je
oMmoryhaBajna fia ce ocTBapu IUIaHHpaHU OajaHc
u3Meby crape u HOBe MysHKe, omMahe W CTpaHe,
roBOpa O MY3HUIM U caMe MY3HKe.

93 Slobodan Divjak, Sto brojeva asopisa Tre-
¢éi program, Treci program, 101/1995, 5.

94 Slobodan Divjak, nav. delo, 6.

95 Slobodan Divjak, nav. delo, 5.
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Abstract: There are two parallel and complementary courses in this
review — one is focused on the analyses of conception of Belgrade
Third programme and in this context another one is related to the val-
vation of the participation of Ljubica Mari¢’s music in Third pro-
gramme’s broadcast. I also examine the influence of creativness of
this composer upon the invention and thematic conception of the
musical broadcast of this programme, as well as on the public con-
certs of Radio Belgrade ensembles. I am also interesting in what kind
was the approach to her work in the studies of music writers and
musicologist that were broadcast on this programme. I have set the
special emphasis on the sixties and seventies years of the last century,
therefore on the very begining of Third programme, when after the
many years of silent about serbian church music and its influence on
the serbian recent musical creativness, finely has appeared interesting
analitical studies in this field. The musical poetics of Ljubica Mari¢
then has come in the focus of research of our musical scientists.This
study uses the documentary material that is announced for the first
time. The five appendixs of this review present the first systematisa-
tion and announcement of the Radio Belgrade arcives concerning the
records of Ljubica Mari¢’s voice and music, also the concerts pro-
grammes with her as conductor, furthermore the programmes of her
music in the interpretation of Radio Belgrade ensembles or in the
organization of Third programme.

Key words: Third programme, radio, archive, the programme’s con-
ception, public concerts, Musical moderne, Ljubica Mari¢, Serbian
music, Byzantine influence, singing, archaic.
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articles in newspapers in Zagreb, Belgrade and Sarajevo also in var-
ious music magasines and annual. She is editor in chief of music
magasine The Musical wave.



TIpwnor 6p. 1

ITpwmror 6p. 2

CHMIMLIY TOBOPA JbYBHLIE MAPUR Y APXUBU
PAJIVIO BEOTPAIA

1964. MoHoTeMaTHYHOCT H MOHOJHTHOCT OOMHKA ¢hyre.
Crynujeku cHumak npucrynae 6ecene CAHY.

1977. Musown Jeruh: Pazrosop ca Jby6unom Mapuh (16.
janyap)

1988. Emucuja Hosa jena Tpeher nporpama Pamuo Beo-
rpaja. Jbyouna Mapuh rosopu o kantatu M3 TMmHHE
Iojare N YNTa CTHXOBE.

1988. Emucyja 3a may3y nmpeHoca KoHuepra (9. jyH) u3 mu-
kiyca Mysmake Bedepn Papmo-tenesnsnje beorpay. Pa-
sropop Xpucture Menuh ca Jby6uom Mapuh, Bykom
Kynenosuhem, 3opanom Epuhem u Ormenom borgaso-
BitheM.

ITPOTPAMU JABHUX HACTYVYIIA JbYBHULIE
MAPHUHR (KAO TUPUTEHTA) CA BEJIMIKUM
OPKECTPOM PAIIO BEOI'PAJA

2. ¢ebpyap 1945. — [IBopana Konapuese 3aayx6une
Jozed Cyk: Menguranuja Ha kopan CB. BainaBa
AnromnH JIBopxak: Cumcponnja M3 HoBor ceTa

5. Maj 1945. — [Ipopana KomapueBe 3amyx6une
Joxan Kpucrujan bax: Cam¢ponnja y Ec gypy
Apryp Xonerep: Jletma macropana

Jozed Xajou: Crumcpormja y I'e gypy

ITpmnor 6p. 3

10. jyr 1945.
Kommepr Xopa Pagmo Beorpaga
Tupurerr Munan Bajmancku

Hparytun Yomuh: Taman 061K
Hpyxe, TBoja Kyha ropu
Hukona Xepuurowa:  Hama necma

Boxupnap Tpynuh: Pacnrckn naprn3ann
Hpe Turo
Jby6una Mapuh: Marnnna
Pomannjo
HWBo Tujapposuh: Mapjane, Mapjane
30. jym 1945.

Komnepr Xopa Pagno Beorpaja (qupureHT Hemo3Har)

Hparytus Yomuh: Taman 061aK
Hpyxe, TBoja Kyha ropu
Jby6unia Mapuh: Marnunua ce noeeM nopuja/a
Pomamijo
Mapko Tajuesnh: Kpenyna je
Cag y bopoy
Huxona Xepuurowa: — Hama necma
WBo Twujapposuh: Mapjane, Mapjane
Ockap [laHOH: Ko3zapa

1. nenembap 1945.

Kommept Xopa Paguo Beorpaga
NMupurerr Munan Bajmanckn
Iaprm3ancke necme

Muoppar Bacumesuh:  Omra

Jactpebay
Jby6una Mapuh: Pomannjo

Marmnna ce mo/sem mosmjana
Kyres: Pogoncka napogna necma

JABHUM KOHIIEPT AHCAMBAIJIA PATTO BEOTPAJTA CA JEJIMMA JbYBULIE MAPH
(Kontepru onpxaunu mocite 1965. aupektHo cy nperomenn Ha Tpeliem nporpamy Pano Beorpapa)

16. HoBeMGap 1951. [IBopana Konapuese 3apyx6une
CBevana akageMuja MOBOJOM IIPOCIABE CTOTO[HIIHALE

cmpru Iletpa IleTposuha Hberoma (y OKBHpPY HpoCIaBe

Jecerorogummane Hapogror ycranka)
Konnepr Xopa HAJA u Cudmormjckor opkecrpa HP
Cp6mje. Muprrent Xupojun 3gpaBroBrh

YBonHo npepaBame Ilerpa bunrynua
Jocuc Mapunkosuh—Jocu Cnasencku: Hapuyapka 3a

JKEHCKH XOp
(Cono conpan Axura Me3eTosa)

Cseromup Hacracujesuh: Yanry mega 3a MEIIOBUTH XOp

Cseromuk IMamhan: Bjenre o6mak 3a MyIIKH XOp
(nupuryje Cnobopan Kperuh)

Bojucnas Byukosuh: Xepojcku oparopujym (npBu fieo) 3a

MELIOBUTH XOp M OpKecTap
Jby6una Mapuh: CruxoBu u3 I'opckor BHjeHna 3a 6ac u
opkecrap (mpBo u3Bobemwe, npuM. X. M.)
(conmucra Hukona Igejuh)

Boxwunap Tpynuh: Csar Liproropckn o Kpamepuhy Mapky

3a 0ac u opkecrap
(comicra Huxona IBejuh)

Huxona Xepuuroma: I'opcki BHjenal], KaHTaTa 3a COIpaH,

MEIIOBUTH XOp M OPKECTap
(comucra Aunra Me3setoBa)

8. menem6ap 1956. [Isopana Komapuese 3agyx0une

Komnnepr Beorpaacke ¢pumxapMonuje 1 Xopa Paano
Beorpana

Jupurenr XKusojun 3npaBkoBrh

Jby6una Mapuh: IlecMe mpocropa (IpBo U3BObHere)
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3. HoBembGap 1958. [Isopana Komapuese 3amyx6uae

Pepnja ancam6ana Paguo Beorpana

Cypenyjy: Cumdonmjcku opkecrap, Xop, Benmuku napogan
opkecrap, 3a6aBHE ¥ I'yNayk# OpKECTap

upnrentn XKusojua 3xpaBroBuh, BopuBoje Cavuh, mija
Termh

Comacra Joxe ITpuBmek, BuGpacon

Jlynsur Ban berosen: Yeeprupa ErmMoHT

Jby6una Mapuh: Ilecme npocropa

CreBan Mokpamall: /Ipyra pykoBeT

Bpa6eu: brrehanka

Haponue mecme y crmmsanuju hopba Kapakimajuha, b.
Jynruha, B. ViBanoBckor n BopuBoja Mnmha

[ornypu 3a6aBHEX MeonHja

28. teGpyap 1959. [Teopana Konapuese 3afyx6une

Mysnaxe Begepn Pagmo-reneBusnje Beorpag

Kommepr Camdonnjckor opkecrpa Pafmo-Tenesnsuje
Beorpap,

Jupuresr Angpe Kmmrrenc

Cesap ®panx: Cum¢pornja y ge Moy

Xekrop bepnuos: Yseprupa 3a onepy bensenyro Yennnn
Jby6una Mapuh: Okronxa 1 (mpBo u3Bobheme)

Anbep Pycen: Csuta 6p. 2 u3 6anera baxyc n ApujaHa

22. maj 1961. Komneptan crymno HMcrpa

Mysnaxn 6ujenane, 3arpe6

Konnepr Xopa u Cumconnjckor opkecrpa
Papmo-Tenesmsuje Beorpay

Jupurenr Bopusoje Cumuh

Cnasko Ocrepr;: Cumepornjckn cTas
Jby6una Mapuh: Ilecme npocropa
Jocun Kamuuh: [Jann y Tamu (npBo u3BObheme)

15. moBeMOap 1972. [IBopana KomapueBe 3agyxGrHe

Mysmaxe Begepn Pagmo-renepusnje beorpag

Konnepr Xopa u Cumconnjckor opkecTpa
Papmo-Tenesmsnje Beorpay

JupurerT Mnaper Jarymrr

Cypenyje CpIcKu I'yfadky KBapTeT

Joxan Ce6actujan bax: Csura y e gypy Op. 4

Boxycnas Mapruny: KoHuepr 3a rygjadki KBapTeT U
opkecrap

Jby6unia Mapuh: ITecme npocropa

(nupekran mpeHoc npeko Tpeher mporpama Pagno
Beorpaya)

(y maysu npeHoca eMUTOBaH TeKcT Banrepa I'm3nepa
Temkohe Koy clyIIama HOBE MY3HKE)

20. mapr 1974. JIopana Komnapuese 3anyx6une
Komnepr cumpomnmjckor opkecrpa Pammo-tenesusuje
Beorpap

upuresr Mnagier Jarymr
Comuacra Ilon Kier, knasup

Bondranr Amageyc Monapt: Cum¢ponnja — Ipanixa — y
e nypy 6p. 38, KB 504

Jby6uiia Mapuh: BuzaHTHjCKH KOHIEPT 33 KJIABHP H
opkecrap

PoGepr Wyman: Camcponnja y Ec gypy, 6p. 3 on. 97

(mupexTan npenoc npeko Tpeher nporpama Papno
Beorpapa)

(y maysu mpeHoca eMUTOBaHa eMHCHja XPOHHKA)

22. jyn 1978. pxuhesa nopana, [lyGpoBHUK

Jly6poBatike JeTHE HTpE

Beorpascka punxapmormja n Xop Pagmo-Tenesmsuje
Beorpap

Mupwrent XKusojun 3ppaBkosuh

Jby6unia Mapuh: Ilecme npocropa

Jleow Janauek: I1aro/bcka muca

(mmpexran npenoc npeko Tpeher mporpama Paano
Beorpapa)

12. okTo6ap 1978. Bemika gBopana JloMa cHHAHKaTa

Beorpagcke My3adKe CB€YaHOCTH

Kornepr Beorpapcke ¢pmmxapmonuje m Xopa
Pagno-tenesu3suje Beorpag

Mupwrent Anren lllypes

Jbybunia Mapuh: Ilecme npocropa
(mmpexran nperoc npeko Tpeher mporpama Paano
Beorpapa)

21. ¢ebpyap, 1979. Jeopana Konapuese 3agyx6mHe

My3naxe Bevepn Papmo-tenernsnje beorpag

Komnepr cmvmdormjckor oprecrpa Pagro-tenesmsuje
Beorpag

Mupurent Unmap Jlanvmim

Jby6ura Mapuh: Okronxa 1

Mopuc Pasen: Kounyepr y Jle aypy 3a KJ1aBHp H OpKecTap

Xekrop bepnuos: Panracruyna cumcponnja, on.14

(mpexran nperoc npeko Tpeher mporpama Paano
Beorpapa)

7. okrobap 1981. [Ieopana Konapaese 3amyxomHe

Beorpagcke My3adKe CB€YaHOCTH

Komrnepr Beorpajcke ¢pmmxpamonunje m Xopa
Paguo-teneBu3nje Beorpag

Mupwrent Anron Komnap

Comucra [ly6paska KosaueBuh, xiaBup

Jbybunia Mapuh: Ilacakaba
Busantujckn KOHLEPT
Ilecme npocropa
(mupexTan npeHoc npeko Tpeher nporpama Papno
Beorpapa)
(y maysu mpeHoca eMHUTOBaH TeKcT Mupjare Becemmuosuh
Anrnpecrayparopcerso Ilecama npocropa Jbyonne
Mapuh)
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9. jyr 1988. NTBopana Komnapuese 3amyx6une

My3snuke Beyepn Pajuo-Tenepusuje beorpag

Konnepr Xopa n Camponujckor oprecrpa
Papmo-tenesusuje beorpan

HupurenT Miagen Jarymr

Comucra: [fyman TpGojesuh, kinaBup, Muogpar Ilerposunh
u 3opan ITonosuh, 6acoBH.

(Kounepr je 6uo nopyuouHa OGepiuHCKe pajio-CTaHUIe
PUAC moBogom 750 ropuHa off OCHMBama rpaga
Bbepnuna. CHEMAK je OfJIOXKHO eMHUTOBaH 23. jyHa Te
rofuHe Ha GEpJIMHCKO] pajo-CTaHMUIM, a MPEY3eNo ra je
jorr 14. eBpONCKUX pajiMo-CTaHMIIA).

Byk Kynenosuh: Moro 6ap6apo

Bacumije Mokpamwar;: IToema 3a KI1aBHp H OpKecTap

3opan Epuh: Cybnto 3a xeHcku Xop, 6ac 1 MarHeTo(oH-
CKY TpaKy

Ormen borganosuh: Jla JiyHa 3a opkecrap u xop (pBo
n3Bobheme)

Jbyouna Mapuh: Ilecme npocropa

(mupexTan npenoc npexo Tpeher nporpama Paano
Beorpapa)

(y may3u mpeHoca eMHTOBaH pa3roBop ca Bykom
Kynenosunhem, 3opanom Epuhem, Ormenom
Borapanosuhem u Jbyounom Mapuh)

17. okro6ap 1999. [IBopana Komnapuese 3anyx06une

Beorpajicke My3HIRe CBEYaHOCTH

Konnepr Xopa 1 CamoHmjcror oprecTpa
Panmo-Tenesnsuje Beorpay

JupurenT Mnagen Jarymrr

Jby6una Mapuh: Ilacaka/ba
Ilecme npocropa
(nupexran mpeHoc npeko Tpeher mporpama Pamno
Beorpaya)

16. cedpyap 2008. NIBopana Komapuese 3apyxOune

Komnepr Xopa u Cumconujckor opkecrpa
Papuo-renesmsuje Cpbuje

JupuresT Mnaper Jarymrr

Jby6uua Mapuh: Ilecme npocropa

6. okrobap 2009. IBopana Komapuese 3amyx6une

Beorpagcke My3HiKe CBE9aHOCTH

Kommepr Xopa 1 CaMoHHjcROT OpRecTpa
Papmo-Tenesmsuje Cpbuje

Hupurent Ipemun Iletposrh

Comucra Jlupuja Busjak, KiaBup

IloBogom obeirexaBama crorofummane pobema
Jby6ume Mapuh

Ockronxa 1

BuzanTujckn KOHIEpT 3a KIaBHP H OPKeCTap

Tyx6anna, Iacropana uw Xumaa (pegakuuja Mupjana
Kuskosuh)

Ilecme npocropa

(mmpexTan mpeHoc npeko Tpeher mporpama Paano
Beorpapa)

(y maysm npeHoca kaMepHa My3uka Jbyoune Mapuh)

TIpwnor 6p. 4

JABHU KOHUEPTH U TUPEKTHHU ITPEHOCH CA NEJIMMA JbYBUIIE MAPTH

Y OPTAHU3ALIAIA TPEREI' IIPOTPAMA

6. Mapt 1985. CTyleHTCKE KYATYpHH LEHTap

Mysnaka monepHa, muxinyc kornepata Tpeher mporpama
Pammo Beorpapa

Konnepr Ounre Musnomesah, Menoconpas B AnekcaHgpa
Konapesuha, knasup

Kasumjexx Cepockn: CoHara 3a KI1aBHp
A piacere
Mapjan ujanen; HoktypHo nH Ec 3a €eKTPOHCKH KIIaBUP
Jbybuna Mapuh: M3 TMiHe nojame, peuuTaTHBHA KAHTaTa
3a I7ac U KJIaBup
(mpBo u3BOheEHE)
(mupexran npenoc npeko Tpeher nporpama Paguo
Beorpapa)

25. mapr 1992. JIsopana Komapuese 3apyx6une

Crapa cprcka My3HKa H BeH OfjeK y Je/lAMa CaBPEMEHHX
CPIICKHX KOMIIO3HTOpa

Komnepr m3 murmyca Esponckor paguja Beorpapcke ¢mn-
xapMomHje, ancambna Perecanc n Mymkor BOKAIHOT
ancam6na. [lmpuresr Ankunc Banrac. Comcru:

Anexcanpap lllaagopos, knasup, Jbyammna I'poc-Mapmh,
conpan, JIparocnas ITasne Axcentujesuh, TeHOp, Kopx
I'pyjuh, kpasen por 1 Paromup mah, Brona

Ckompamika my3uka crape Cpbuje
OcrpospaHKa, CBUTA
Bpame, cuta
Bugosnancke necme (Coko Oupa, 3acnana gapuia
Munna)
Ckowmpatike urpe ([Iyramika meaoguja Holiy, Ckompa-
1ika urpa, [leBojauka urpa)

3opan Xpucruh: 3aBemirame, cuMpOHUjcKa (paHTa3n]ja
Jbybuna Mapuh: BuzaHTHjcki KOHIepT 3a KJaBup U
opkecrap

JyxoBHa my3uka crape Cp6uje
Kunp Credan Cpoun: Huma cumn
Huxona Cp6un: XepyBumcka necMa
WUcuja Cpbun: Cajati 60xke
(mpenoc npeko Tpeher nporpama Paguo Beorpana)

21
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3. ¢debpyap 1993. Areme 212

Ayropcku kornepry, muknyc Tpeher mporpama Pagno
Beorpapa

Jena Jby6orme Mapuh

Mosnonunja Okronxa

(Canpipa Besmh, BrOJTOHYEIO)

Tpu npenygujyma

(Anexcanpap Konapesuh, knasup)

U3 tmnre nojame

(Anekcangpa MBanosuh, Menoconpan, Omisepa hypbesuh,
KJIaBHp)

UHnBokanmja

(Bojun [pamkomu, koutpabac, Anekcangap Komapesuh,
KJIaBUP)

CoHarta 32 BHOJTHHY H KJIaBHD

(Maja Jokanosuh, Bruonmna, Csjetnana Kue3osuh, knasup)

Apxaja 1

(Topmana MarujeBuh, BruonuHa, [lejan Mnahenosuh, Buona,
Canpipa Benuh, Buononyeno)

YygecHn MUIHTpam

(ViBara PamuBojeBuh, compaH, JbyOuma JoBanoBuh, ay-
Ta)

Apxaja 2

(Tpuo Jle 6axanan: [ejan Kynenosuh, 060a, paran
ITerpoBuh, knapuner, Ilpexpar Crojkosuh, daror)

Yapoouuna

(UBana Papgusojesuh, compan, Anekcanmap Komapesuh,
KJIaBUP)

(nupexran nperoc mpeko Tpeher mporpama Pamuo
Beorpana)

ITparor Gp. 5

CHVMIIY JbYBUIIE MAPUTL Y APXBU PAJTIO BEOT'PATA

1957. Conara 3a BrosnHy 1 kaapup (1948)

Bpanko ITajesnh, Bnomua, Mapjan Jlunosmrex, KnaBup.
MOHO CHHMaK, CTYHHjCKU.

1958. Tpu npenygujyma 3a k1asup (1946)
3penko Mapacosuh, KiaBup.
MOHO CHHMaK, CTYHHjCKU.

1958. ITacakama 3a opkecrap (1958)

Beorpaacka ¢unxapmonnja. Hupurent Ockap JlaHOH.
MoHo cHuMmak, crypujekn. AAM 1996.
1958. LlaBru 60xyp (1947)
Xop PTB. Iupurent Bopusoje Cumuh.
MOHO CHHMaK, CTYHHjCKU.
1958. 3Besge ce HuuiHy (1947)
Xop PTB. Iupurent bopusoje Cumuh.
MOHO CHHMaK, CTYHHjCKU.

1959. ITecme npocropa (1956)

Xop u Cinmcponnjcku opkecrap PTB. [Tupurent Kusojun
3npaBkoBuh.
MOHO CHUMaK, CTY/IHjCKH.

1959. Okromxa 1 3a opkecrap (1959)
3nenko Mapacosuh, kiaaBup. CUMOHUjCKH OpKecTap
PTB. Mupurent Ockap [laHOH.

MoHno caumaxk, crymujck, AATL 1996. u AAT] 2005.

1963. Tpu npenynujyma 3a knapup (1946)
3pnenko Mapacosuh, KinaBup.

MOHO CHHMaK, CTYHjCKH.

1963. Marnna ce (1945)

XKenckn xop PTB. Tupurent bopusoje Cumith.
MOHO CHHMaK, CTYHjCKH.

1963. Pomannjo (1945)

XKenckn xop PTB. Tupurent bopusoje Cumuth.
MOHO CHHMaK, CTYHjCKH.

1964. Buzantujckn koHnepr 3a kinasup u opkecrap (1959)
Oura JoBanoBuh, kiaBup, Beorpancka ¢unxapmonuja.
Jupurent Ockap [laHOH.

Crepeo cHumak, cryaujcku, A 1996.

1964. Ilpar cna, kaMepHa KaHTaTa 3a CONPaH, MELOCONPaH,
peuuraropa u kamepHu opkecrap (1961).

HparocinaBa Huxkomuh, conpan u ant, Jocun Ilukem, xap-
¢a, JoBan Munmhesuh, peuuratop, beorpafcku kamepHu
ancam6i. [Jupurent Ockap [laHOH.

Moro cunmax, crypujcka, AJIT 1964 u AAT] 1996.

1964. Ocrunaro cynep tema OKkTOHXa 3a KiaBup, Xapdy u
TyJauky opKecTap Wid rygauku kpuaretr (1963).
Jbyouna Mapuh, knasup, Jocun ITukems, xapga, Kamep-
Hn opkecrap PTB. dupurent Ockap [laHOH.

MoHo cuumak, crynujcku, AIJ 1964.
Cuumak ocexen 1976, AAJL 1996.

1964. Ocrunaro cynep tema OKkTOHXa 3a KiaBup, Xapdy u
TyJauky opKecTap Wid ryfgauku kpuaretr (1963).
Ancam6n PTB. [npurent Ilasne [emmnarb.

MoHO cHUMaK, CTYHjCKN.

1964. Yapobuuija 3a conpan u kiasup (1964)

Hparocnasa Hukomuh, conpan, 3opuna dumurpujesuh-
Crommh, kmaBup.
MOHO CHUMaK, CTY[IjCKN.

1965. Okromnxa 1 3a opkecrap (1959)
3penko Mapacosnh, knasup, CuMQoHHjCKH OpKecTap
PTB. Jupurent Mnaaen Jarymir.

MOHO CHUMaK, CTY[HjCKH.

1965. ITacakama 3a opkecrap (1958)

Beorpaacka dunxapmonnja. Hupurent 2Kusojud 3apas-
KoBHh.
MoOHO cHUMaK, CTYIHjCKN.

1966. [lyBaukn kBunTeT (1932)

Beorpancku ayauku ksuHTeT (Ppanc I'panenn, dayra,
Eron T'otBami, o6oa, EpHect AukyH, knapunet, Mapjan
Bondaw, daror, Crjenan Paby3un, xopHa).

MOHO CHUMaK, CTYHjCKH.

1966. yBauku keuaTeT (1932)

Beorpajcku ayBaukn ksuHTeT (Muoppar Asamar, ciay-
ta, Eron I'otBany, 060a, Eprecr AukyH, knapuset, Map-
jan Bondaw, daror, Crjenan Paby3uH, xopHa).

MOHO CHUMaK, CTY[HjCKH.

1967. ITecme npocropa (1956)

Xop n Cumconnjcku opkectap PTB. Tupurent Bopuso-
je Cumuh.
MOHO CHUMaK, CTY[IHjCKH.
1973. BpankoBo koo 3a knasup (1947)
Hukona Pankos, knasup.
Crepeo CHUMAK, CTY[MjCKH.
1974. Busanrnjckn KoHIept 3a Knasup u opkecrap (1959)
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Llon Kner, knasup, Cumconujcku opkecrap PTh. Tupu-
reHT Mnagien Jarymr.
Crepeo CHHMaK, CTYAUjCKU.
1976. Tpn npenygujyma 3a xnapup (1946)
Emu Xenu-[lujemaH, Ki1aBup.
Crepeo CHEMAK, CTY[UjCKH.

1977. Ilecme npocropa (1956)

Xop u Cumdonnjcku oprecrap PTB. Jupurentr Mnanen
Jarymr.
Crepeo CHEMAK, CTY[UjCKH.

1977. Conara 3a BuomuHy u k1asup (1948)

Munytun Kocanosuh, Buomsa, 3opuna Jumutpujesuh-
Crommh, KaBup.
Crepeo CHEMAK, CTY[UjCKH.

1977. Conara 3a BuomuHy u k1asup (1948)

Ypou Ilemmmh, Buonuna, 3opuna Jumurpujesuh-Cro-
mh, KJIaBup.
Crepeo CHEMAK, CTY[UjCKH.

1978. Tpu Haponue (3Be3na ce wmmmy, LlaBti 60Xxyp, JIn-
ne, muie, 1947)

Xop PTB. Mupurent bopusoje Cumuh.
Crepeo CHEMAK, CTY[UjCKH.

1978. Ocrunato cynep rema OkTonxa 3a KIaBup, xapdy u
T'yauKu OpKecTap Miu rynayku kpuateT (1963).
Beorpancku kamepHu opkecrap. Jupurent [lapunka Ma-
th-Maposuh.

Crepeo CHHMaK, CTYAUjCKU.

1979. Oxromxa 1 3a opkecrap (1959)

Cumonnjcku opkecrap PTB. Hupurent Mnmap Jla-
THEBIIL
Crepeo CHUMaK, CTYAUjCKU.

1980. Busanrnjckn KoHIepT 3a KiaBup U opkectap (1959)
Bnagumup Kpnan, xinaBup, CumcoHHjcKH OpKecTap
PTB. Qupurent Josan IllajHoBuh.

Crepeo CHHMaK, CTYAUjCKU.

1982. BpanxoBo koo 3a xiasup (1947)

Hesena [Tonosuh, xnasup.
Crepeo CHEMAK, CTY[UjCKH.

1983. UnBokarpja 3a xouTpabac u knasup (1983)

Bojun [Ipamkormy, kouTpabac, Wrop Jlacko, knasup.
Crepeo cHuMak ca koHuepta 27. 10. 1983. y T'anepuju
CAHY.

1983. UnBokarpja 3a xouTpabac u knasup (1983)

Bojun [Ipamkormy, kouTpa6ac, Mrop Jlacko, knasup.
Crepeo CHUMaK, CTYAUjCKU.

1984. U3 tMune mojame, peunTaTHBHA KaHTaTa 3a INac U

kiasup (1984)
Jparmna Huxomuh-Tanackosuh, Menoconpan, AJekcaH-
nap Konapesuh, knasup.
Crepeo CHEMAK, CTY[UjCKH.
1984. Ernya 3a knasup (1945)
Hesena ITonosuh, xnasup.
Crepeo CHHMaK, CTYAUjCKU.
1984. Conara—cpanrasnja 3a cono suomuny (1930)
Cpban I'pyjuh, BuosnuHa.
Crepeo CHEMAK, CTY[UjCKH.

1984. /lyBaukn xsunTer (1932)

Beorpancku nyBauku keunTeT (Ppany I'pacenn, cmayra,
Eron T'otBann, o6oa, EpHect AukyH, knapunet, Mapjan
Bondan, daror, Crjenan Pabysun, xopHa).

Crepeo CHUMaK, CTYAUjCKU.

1984. YapoOHuia, Menofujcka peUuTanuja 3a COmpaH H
knasup (1964)

HparocinaBa Hukomuh, menoconpan, 3opuna dumurpuje-
Buh-Cronmh, Knasup.
Crepeo CHUMaK, CTYAUjCKU.

1986. Conara 3a Buomnny n knasup (1948)

Maja JokanoBuh, BuonuHa, BemucnaBa I[lamavoposa,
KJIaBHp.
Crepeo CHUMaK, CTYAMjCKU.

1986. Monozmja okronxa 3a cono Buonoxyerno (1984)
Kcenuja Jankosuh, BuONOHYENO.

Crepeo CHEMAK, CTYAMjCKH.

1987. Acummrora 3a BuonuHy u ryfaduku opkecrap (1986)
Cpban I'pyjuh, BronuHa, Beorpancku rygauku opkecrap
Hyman CkoBpaH.

HMupurent Anexcannap ITaBmosnh.
Crepeo CHUMaK, CTYAUjCKU.

1988. U3 rMune mojame, peunTaTHBHA KaHTaTa 3a TJac
kiaup (1984)

Oara Munomesuh, Menoconpan, Anekcanfap Komape-
Bih, KITaBup.
Crepeo CHEMAK, CTYAMjCKH.

1989. Unpokarpja 3a xouTpadac u knasup (1983)
He6ojma WrmaTosuh, konTpabac, ['opgana Mapjanosuh,
KJIaBHp.

Crepeo CHEMAK, CTyAMjCKH.

1992. Apxaja 1 3a rypauku Tpuo (1992)

Bpanncnas Cucen, Buomina, [lejan Mnaberosuh, Buoima,
Canpipa Benuh, BHOsIOHYEO.

Crepeo cHEMak ca KOHuepra Ha MehyHaponHoj TpuOuHY
komnosutopa y Cpemckum Kapnosiuma.

1993. Apxaja 1 3a rygauxa Tpuo (1992)
l'opnana MatujeBuh-HenemkoBuh, Buonuna, [Jejan Mna-
benosuh, Buoma, Cangpa bemmh, Buonontweno.

Crepeo CHUMaK, CTYAUjCKU.

1993. Yygecnn mmmirpam 3a riac u duayry (1992)

WBana Panusojesuh, conpan, Jbyouma JoBanosuh, ¢rayra.
Crepeo CHEMAK, CTYAMjCKH.

1993. YapoOHuia, Menofujcka peUuTanuja 3a COmpaH M
knasup (1964)

WBana PapmuBojeBuh, conpan, Anekcanpap Konapesuh,
KJIaBHp.
Crepeo CHUMaK, CTYAUjCKU.

1993. U3 tMune mojame, peunTaTHBHA KaHTaTa 3a TJac U
kiasup (1984)

Anekcannpa VBanosuh, menoconpan, Omisepa BHypbe-
Bih, KITaBUp.
Crepeo CHEMAK, CTYAMjCKH.

1994. Monrognja OkTonxa 3a coso Buononuesno (1984)
Kcennja JankoBuh, BUOJOHYENO.

Crepeo cHEMaK ca KoHuepra y okBupy bemyca 1994.

1995. Apxaja 1 3a rygauxu Tpuo (1992)

Munxencku tpuo I'mrajr (Cperen Kperuh, Buonmua, Map-
TuH-AnGpext Pope, Buona, Muxaen Xen, BHOIOHYENO).
Crepeo cHEMaK ca KoHlepra y okBupy bemyca 1995.

1995. Apxaja 3a gyBauku TpHO (1993)

Tpuo Jle baxanar ([lejan Kynenosuh, o60a, dparan ITe-
tposuth, knapuHeT, IIpenpar Crojkosuh, caror).
Crepeo CHUMaK, jaBHU.

1995. U3 tmune mojame, peunTaTHBHA KaHTaTa 3a TJac

kiasup (1984)
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ITpanor 6p. 5 (HacraBak)

Anexcanpipa MBanosnh, Meroconpan, ['oprana Mapjano-
Buh, KJIaBUp.
Crepeo CHUMAK, CTYAMjCKH.
1995. YapooOHuna, Menofnjcka peluTaluja 3a COmpaH u
kiasup (1964)
WBana PapmuBojeBuh, conpan, Anekcangap Konapesuh,
KJIaBHp.
Crepeo cHUMaK ca KoHnepra 1995.
1996. Tpu mpenygjyma u ernga 3a knasup (1945)
Pajmonpa Illajuceny, kmasup.
Crepeo caumMaxk ca konnepra y Lenrpy Casa 11. 5. 1996.
1996. Conara—cpanrasuja 3a cono Buomuuy (1928, pes.
1996)
Jynuja Xaprur, BHO/IMHA.
Crepeo CHUMAK, CTYAMjCKH.
1996. Acumnrora 3a Buonuny u rygade (1986)
Cpban I'pyjyh, BronuHa, beorpancku rygauku opkecrap
Hyman CkoBpaH.
Hupurent Anekcanpap [laBnosuh.
Crepeo cHEMaK, CTYAMjCKU.
1996. Ilecme mpocropa (1956)
Xop u Cumdonnjckn oprecrap PTB. [lupurent Mnanen
Jarymr.
AAJ, crypuo.
1996. Top3o knaBupcku Tpro (1996)
Tpuo Iomg6epr (Jacmunka Cranuyn, Knasup, Maja Joka-
HoBuh, BuonmHa, MinrBan Bapra, BuosoHueno).
CHuMak ca KOHIEpTa OfpXaHor y okBupy MebyHnaponHe
Tpubune Komnosutopa 1996.
1996. Top3o xnasupcku Tpuo (1996)
Anekcanap Mabap, knasup, Apsup Enrerap, BuonuHa,
Kcennja Jankosuh, BUOIOHYENO.
Crepeo canMak, 14. 4. 1996, cana wixapmonnje y Kemny.
2001. Bpankoso koo 3a Knasup (1947)
Hukona Paukos, knaBup.
Crepeo CHUMAK, CTYAMjCKH.
2004. Tpu rapogne (3Be3pa ce HumHy, LaBTi 60xXyp, JIn-
ne, mane, 1947)
Xop PTB. Iupurent Mnagen Jarymr.
Crepeo cHEMaK, CTYAUjCKU.
2005. Tyra 3a besojkom (1929)
Mymiku xop PTB. Jupurent Mnaaen Jarymr.
Crepeo cHuMak ca KoHueprta y [Bopanun Komapuese 3a-
nyxouse 14. 1. 2005.
2006. Mysuka 3a opkecrap (1932)
Cumconnjckn oprecrap PTB. Qupurent Jasuy Iopce-
najH.
Crepeo cuuMak, crygujcku, 2005. MounTtupan 2006.
2006. ITacakama 3a opkecrap (1958)
Cumconujcku opkecrap PTB. upurent Mmapnen Jarymr.
Crepeo cuuMak, cryaujecku, 2005, MmonTupas 2006.
2007. YapoOnuma, Menofujcka penuTanuja 3a CONpaH H
kiasup (1964)
Awnera Wnuh, conpan, Jluanja CrankoBuh, KiaaBup.
Crepeo cHumak ca koHuepra y [anepuju CAHY, 11. 10.
2007.
2008. ITecme mpocropa (1956)
Xop u Cnmdonnjckn oprecrap PTB. lupurent Mnanen
Jarymr.
Crepeo cHumaxk ca KoHuepra y JIBopanu Komapuese 3a-
nyxoune, 16. 2. 2008.

2009. Conara-¢panrasmja 3a coqo suommHy (1928/1929,

pes. 1996)

Jynuja Xaprur, BuonmHa.

Crepeo cHEMak ca KoHuepTa y canu beorpaacke ¢ui-
xapMonuje 18. mapt 2009.

2009. [yBaukn ksunter (1932)

Hepa ApcenujeBuh, ¢uayra, Bopucna YUwmuoBauki,
o60a, Anekcannap Tacuh, knapuner, VBan Jotuh, ¢a-
rot, Musan Pokcanmuh, XopHa.

Crepeo cHEMak ca KOHIepTa y caiau Beorpapcke ui-
xapmormje 18. mapt 2009.

2009. Tpn npenypujyma 1 etrpa 3a xiasup (1945)
Harammja Mnapgenosuh, KiiaBup.
Crepeo cHMMak ca KoHuepTa y canu beorpaacke ¢un-
xapMoHuje 18. 3. 2009.

2009. ITecma u urpa 3a knasup (1947)
Haranuja Mnanenosuh, KnaBup.
Crepeo cHEMak ca koHuepTa y canu beorpaacke ¢ui-
xapmonnje 18. 3. 2009.

2009. BpankoBo ko.1o 3a kiasup (1953)
Haranuja Mnanenosuh, KnaBup.
Crepeo cHEMak ca KOHUepTa y caiau Beorpapcke uin-
xapmormje 18. 3. 2009.

2009. Cruxosu u3 [opckor BujeHHa 3a OapUTOH M KJIaBUD

(1951)
Baca Crajkuh, 6apuron, JTugnja CrankoBuh, KnaBup.
Crepeo cHMMak ca KoHuepTa y canu beorpaacke ¢ui-
xapMoHyje 18. 3. 2009.

2009. ITecma 3a ¢pamyry (1976)

Hena Apcenujesuh, dayra.
Crepeo cHEMak ca KoHuepTa y canu beorpaacke ¢umi-
xapmonnje 18. 3. 2009.

2009. YapoOwnuua, MelofujcKa peuuTanuja 3a COMpaH u
knasup (1964)

Anera Wnuh, conpan, JIuguja Crankosuh, KiaBup.
Crepeo cHEMak ca KoHuepTa y camu Beorpapcke duin-
xapmormje 18. 3. 2009.

2009. Conara 3a BuosnHy H Ki1asup (1948)

Jynuja Xaprur, suonuna, Haranuja Mnagenosuh, Kia-
BUP.

Crepeo cHEMak ca kKoHuepTa y canu beorpaacke ¢ui-
xapmoHnje 18. 3. 2009.

2009. Okronxa 1 (1958/1959)

Cumbonnjcku opkecrap PTB. Hupurent IIpemun Ile-
TpoBuh.

Crepeo cummak ca bemyca, 6. 10. 2009. [Bopana Ko-
JapueBe 3a/1yKOuHe.

2009. BrsaHTHjcKH KOHIEPT 3a KiaBup u opkecrap (1959)
JTunuja Busjak, knasup, Cumdonujcku opkecrap PTB.
Hupurent ITpemun ITetposuh.

Crepeo cHuMmak ca bemyca. 6. 10. 2009. [Isopana Ko-
JapueBe 3a7yKOuHe.

2009. Tyx6amnna, Iacropana u Xumua (1962/2009)

Xop u Cumdonnjckn opkecrap PTh. Qupurent [Tpemun
[etposuh.

Crepeo cunMmak ca bemyca. 6. 10. 2009. [Iopana Ko-
napueBe 3afy>KOuHe.

2009. ITecme npocropa (1956)

Xop u Cumconnjcxkn opkecrap PTB. dupurent ITpemun
Ierposuh. Crepeo canmax ca bemyca. 6. 10. 2009. [Bo-
pana Konapuese 3ajyx0OuHe.
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Caxerak: [Ipoueciuma TpaHcdopManuje Tpaguim-
oHasHe My3uke Y CpOuju y mpaBLy HeogoJKIOp-
Hux mmu world music dopmanmja y gocafanimoj
€THOMY3HKOJIOIIKO] TUTepaTypu mocseheno je pe-
JaTHBHO Majo mpocropa. ITopey npomeHe 'KOH-
TeKCTa  HM3BObHEemAa, OHOCHO KYJITYpPaJHHUX U UEO-
JIOWIKUX TpeMHca Koje apTUKYJIUILY jemaH (Marte-
PpHjaliHI) MY3MUKH MPOJYKT — y OBOM CIIy4ajy Tpa-
IUIMOHANHY TEeCMy, jeHaKy Maxmy 3aBpebyjy u
NPOMEHE y €aMoj MAaTepHjaJTHOCTH MYy3UKE, OJJHO-
CHO CTPYKTYpajlHE M CTWJICKE MHOBALje M NpeHu-
Havema HepPaCKUAWBO Be3aHa ca HEHOM NOHOBHOM
KOHTeKcTyanm3anmjoM. Ha npumepy TpaguuuoHan-
He necme ca Kocosa ,,Jlynu mu, ayHu, Jabaune®,
KOjy je 3ammcao eTHoMysukonor Muopapar Bacu-
JbeBuh, paTe ce yHyTap M TpaHC-HAIMOHANHA MHU-
rpupama My3UKe Y KOjuMa ce M3HOBAa KOHCTpYHILE
3Haueme caMe Tpajuiije, alll ce UCTOBPEMEHO
crBapajy u (J1abaBu) KaHOHM, MMAHEHTHH OasKaH-
CKOj 1 MebyHapojiHOj eTHO U world cueHu.

Kmyane peun: ,,Jlynn mu, ayHn, mabane, eTHo,
world music, My3nuka CTPyKTypa, aHanu3a, pe-
KOHCTPYKLHja, Heo(poIKIop

*Mp WBa Hernh (p. 1979) je eTHOMY3HKOJIONIKH-
Ha U TeOpeTHYapka yMETHOCTH U Meauja. [umio-
mupana je 2004. ropune Ha Katenpu 3a eTHOMY-
3ukonorujy Pakynrera My3uuke YMETHOCTH Y
Beorpany kao crynentkuma reHepamuje. Maru-
CTapcKu paj, NMoj| HaclnoBoM I1oBpaTak MpOMIIOr:
KpHUTHYKH NPUCTYI AAECOJIOTHjaMa Tpajgunuje of-
Opanmna je 2009. roguse y okBupy WHTepmucum-
IVIMHAPHUX CTY[Mja YHUBEP3UTETa YMETHOCTH Y
Beorpany. 3aBpmmia je jeJHOTOUIIBE JOAU-
IoMcKe nmporpame Beorpajicke 0TBopeHe IKoie
u Llenrtpa 3a xeHcke crynuje. Hbena uHTEpecoBa-
1a, TOpe]| eTHOMY3HUKOIIOTHje, YKIbYUYjy CTYyRHje
KynType (ca HArJaackoM Ha OPHTAHCKO] IIKOIH),
TEOPHjy HJEONOTHje, aHTPOIOJIOTH]y My3UKe H
CTyQmje popa.

OBOM TeKcTy OaBuhy ce HAUMHOM Ha KOjU €JIEMEHTHU CpII-
CKOT' HApOJIHOT NIeBamba yla3e y caBpeMeHe Ipakce O0HO-
Be U ynoTpebe TpajuuuoHanHe Mysuke. Hapopgna Bokan-
Ha Tpaguuuja Cpbuje u fpyrux Apxkasa basnkaHna mocrana je
TpeIMET MHTEPECOBama CPENMHOM JeBefeceTux roguaa 20. Be-
Ka, Y Mepruofy Kafa Ccy ce TapajiesiHO jaBHiIM MOKPETH ,,pEeKOH-
CTPyKIHMje* TPajMIMOHAIHOT 3BYKa, Ka0 M TEHJCHIHMjE HEroBOT
OcaBpeMemUBaka MOJ YTHIAjeM IMI00aTHOT yeMeperha, MO3HATOT
kao world music. IIpemaga pam ca My3WdIKOM TPafUINjOM, HITH
MY3UUKIM (DOJIKIIOPOM Y PaHMjOj TCPMHUHOJIOTH]H, HHje EKCKITY-
3MBHA TEKOBHHA IOCIE/HE JCLCHUje MPOIUIOT BeKa, MOAAIATE-
TH TOCTyIama ca My3UYKUM HacieheM KOju Cy ce jaBHIN y TOM
NEpUOAY YMAjy HEKOJMKO 3ajeHMUYKHUX OfJMKAa IO KOjuMa ce
Pa3nuKyjy Off MPeTXOfHUX (heHOMeHa CpojiHe opujeHTanmje. Ha-
nMe, U ,,HOBH™ Heo(oNKIOpHH U3pa3 U XubpupHe opMe y Ko-
juUMa ce Ha pasNuyuTe HauWMHEe AOTHYY HApOAHA My3uKa M XKaH-
pOBU MOTEKJM ca 3amajia, y CPICKOj] MY3UUKO] KYJATYpH Hajye-
mwhe Hoce aTpuOyT €THO, W MOBE3aHHU CY ca HOBUM NOMMameM
€THIYKOT ¥ HAIMOHATHOT MJICHTHTETa HACTAJOI HAKOH pacmaja
C®PJ, 3a umje cBpxe je OWUIO HEOMXOTHO MOCETHYTH y apXamdHy
My3mdKy mpomutoct.! U jemne m mpyre, Takobe, ofpebyje gmc-
KOHTHHYHTET ca MY3HKOM Koja je MpefMeT PeKOHCTPYyKuuje, ¥
CMHUCNY Jla ayTOpH W M3Bohaun Hajuyerrhe HUCY HETOCPEAHH HO-
CHOIIM Tpajulyje, Kao M fia je U3BOAE W3BAH HEKafaIlmer (PyHK-
IMOHANHO OINpefiebeHor KOHTeKcTa. HamocneTky, mpempa ce
HEOTpafAUuLOHAIHHY ,,TBPAU" MOJEIN OOHOBE TPAAULHOHATIHOT
3ByKa U MojaBe u3 ,,eTHO™ wiau world ycMepema paciojaBajy 1o
MOCTYNIUMA apTHKyNalyje My3UukKor MaTepujana, CTHICKUM Ka-
pakTepucTHKaMa M MYy3MUYKHM HjleoNorujaMa Koje 3acTymajy, u
jEIHM W JPYTH CE Cpa3MEpHO PETKO OCiamajy Ha IpHHIMIE MY-
3WIMpama NHXEPEHTHE HEeKafallmbeM (DOJKIOPHOM M3pa3y MOMyT
BapHjaHTHOCTH, POJHO ONpPENeIbeHOT M3Bohema 1 APYTHX.
Haune Ha Koju ce TpajMIMOHAIHA HApOJHA TlecMa Mema Ha
(hopMaTHOM, CTPYKTYPAlTHOM M CTHJICKOM IUIaHy YJIacKoM Y
CBET KOMOJM(PUKOBAHE TOMyNapHe MY3HMKe pa3MoTpuhy Ha MpH-
Mepy KOCOBCKe mecMe [[yHn MH, JyHH, JabaHe, K0jy je Muoppar
BacuspeBrh 3a6enexno nefeceTux rofguHa MpOILIOr Beka U 00-
jaBuo y 36upuu Hapogre menognje ¢ Kocoa n Metoxmje®. Peu
je o cBagOeHoj necmu kocosckux Cpba o Kojoj Bacumesuh, Ha-
KaJloCT, HUje OCTaBUHO ONCeXHHje eTHorpadcke mogatke. Ha
ocHOBY BacmibeBuheBe TpaHCKpUIIMje HE MOXE Ce 3aKIbyUUTH
IyHO O CTWIIY M3BObema: Mopey MeJOANjCKOr KOCTypa IpBe Me-
JocTpode, 3aNMcaHo je HEKOIMKO M3Pa3UTHjUX YKPACHHUX TOHO-
Ba, a CTHXOBHU Cy JaTH y MHTErpajHoM obmuky. OBy mecMmy je y
TPOTEKJINX JleceT rOANHA 0OpafiiIo HeKONMKO M3Bobaua KojuMa
je momasumTe mpefcTaBbata win BacumesnheBa 36upka, mim
cy mak o mH(pOpManuja TONMA3WIN IYyTeM MEXaHW3Ma pa3MeHe
U yuema My3HKe NPEKO CHUMAKa APYrUX ayTopa KapaKTepHCTH-
JaH 3a HOBY eTHo/world music crueHy. ¥ Tabenu koja ciefu
laT je XPOHOJIOIIKYU Nperiies NojaB/buBama obpafga dyHn M,
JyHH, JabaHe TOYEBLIN Off TIPBE KOJy je, MpeMa TPaHCKPUIILHjH
Mruonpara Bacumesnha, cHuMuo 1 00jaBio neBauku ayo Teo-
¢uropuh (Bumu Tadesy ).
BacumeBuh je 3amucao fBe Bapujante mnecme JIyHH MH, JVHH,
nabase, npBy 1o nesawy Cunbe 3acuposuh u3 I'bunana 1947.
ronuHe, a npyry 1948. rommHe y Beorpaay Ha ocHOBY m3Bohema



Tabena 6p. 1

yau mu, nyHd, nabane

U3Bobau Kaunp Wzname 3emsba mopekina
Bokannu nyo .
 Teodunosih Heorpapnmonanua mysuka|YyBapu cHa, beorpas, 1998. Cpbuja
. Ipnye n3 naBHuHA, .
Teopynuja EtHo Beorpag, 2002. Cpbuja
Aduon ETHo/world music Adpnon, 3arpe6, 2006. XpBatcka
Ann’ Sannat World music 2007(?), xuBo n3BOheme’ Pycuja

Ouvurpuja Yemepukmha. Hujemna o HOBMX WHTepmpeTanuja
HE TIOCeXe 3a MEJIOAMjOM TpaHCKpHOOBaHOM mpema Uemepnku-
hieBoM meBamy, Koja je yxer amOutyca (KBapTa) W CBECHHjer
MOKpPETa y OHOCY Ha KBUHTHHU OIICET U Pa3BUjEHH]y MENOPUT-
MUYKY CTPYKTYpPY IIPBOT 3amuca. ¥ HaMepu Jla BEPHO PEKOH-
crpyuie necmy, nyo Teogmuaosinh pykoBopuo ce BacumeBuhe-
BOM TpaHckpunuujoM nesamwa Cunbe 3acduposuh. Ilecma ce Ha
IIpBYU TIOTJTIef] UcneBaBa Oe3 Behux MHTEpBEHIHja Ha (hOPMATHOM
U CTPYKTYPHOM IUIaHy, OCHM IITO ce 3HauajHO ckpahyje TekcT
(u30cTaBmbeHO je wect cTuxoBa). Ty npomeny Henan JbyGuuko-
Buh OmpaBfaBa TMo3uBajyhu ce Ha (hIEKCHOMIHOCT YCMEHE TIpe-
naje: Ilecme Hucy mpey3umaJid 10 NPHHLAIY ayTOMATH3MA, HITH
Hay1He JOKYMEHTapHOCTH, HEKOje MecMe Cy CBECHO CKpahwBam
Y ofHOCY Ha cTape eTHOMY3HKOJIOLIKE 3allice, jep y TaKBOM, py-
JHMEHTapHOM OOJIHKY OHe [JaHAC HACTABIBAJy Tpajare y HApOJ-

HoM neBampy. IlecMa je XXnBa HapojHAa MHCAO,
MOJJIOKHA H3MeHama, mpoMmeHama. Huje oka-
MEmeHa, jep HH BCeH BEYHTH, TPAJHH TBOPAIL:
HApoj, Ta4YHuje YOBeK, HHje VBOIOTEH y KHBO-
Ty 1 Tpajamy.*

Y3 yBaxXaBame OIacKe ja je MPOMEHa Heus3-
OexHa y mporecy npenaje ,,KuBe Tpagunuje’,
HE CME ce CMETHYTH C yMa Jla HaYMH Ha KOjU
nyo Teogpurosuh pacnonaxe u 6apaTa My-
3MYKUM MaTepHjajioM MpHNaja ApYyradujoj
KyITypanHoj hopManuju, Koja ce y IMupeM
€BPOIICKOM KpPYI'y CpOJHHX IIOjaBa Ha3WBa
oxuBIbaBameM HapopHe My3suke (folk revi-
val), Te cy cTora u HBHXOBH NMOCTYIIHU OJKH
TOM KOHTEKCTY y OJHOCY Ha NMPETXOfHH, He-

Ipmmep 6p. 1. — BacumepnheBa Tpanckpummja [JyEw My, AyaH, Tabane’
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Jyuu Mu, aynm, nalhane,
Jlyuu Mu, jtynn, nahane, ef, aahane!

Jlohu Mu, o4, aparaiie,
Y Mojy dannty sesnerry,
[Tox Mojy pyxky pymeny,
Kyne ja pe3em gapose,
Cac 6emy CBWIY U 3J1aTO,
CpakoMy cBaTy 10 jari’k,
A Tebe, npary, douryan’k.

ITesana Cunba 3admponuh (Mswnane, 1947).

Jlyn mu, nynm, anahane,
Jlohu mu, jtohu, jparaie,
Curan cam Oucep pacya,
Onu ra ca MHOM KyITHTH,
A ja hy tebe spy6iurn!
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nocpefHu XuBOT Tpaauuuje. CxpahuBame mo-
€TCKOI' TEeKCTa MOXe Ce MPOTYMauuTH Kao
CBOjeBpCHA CEMaHTHMYKA NUHAMHU3ANHja, jep
M30CTajy CTHXOBH y KojuMa ce Habpajajy me-
BOJYMHM J2pPOBH W ONKCYje HUXOBA HAMEHa, a
YMECTO X Mpejla3d ce Ha JUPEKTaH IO3UB
m3a0paHuKy 7a 3aje[HO ca JEBOJKOM CaKyIUba
6ucep;® unak, ckpahmeame jecte n cBOjeBp-
CTaH YCTYNaK MeAWjaTH3alUji CIPOBENCHO]
Haj| TpaguuujoM — a capella mecme cabpane
Ha jeJHOM KOMIIAKT JIUCKY KOje, y3 TO, TpHIa-
Jlajy TOTOBO 3a00paB/bEHO] BOKAIIHO] Tpaju-
Uju, npuiarobasajy ce O6p30j €eKOHOMHUU pe-
IeNnyje caBpeMeHOT CITyIIaona.

Hamum nopebemem naTepnperanmje Teodu-
J0Brha M (PONKIOPHOT y30pKa yKasyjy ce u
pyre MpOMeHe KOje Ce& MOTY O3HA4YUTH CBOj-
CTBEHHM, WM YaK THICKAM 32 HEOTPAJUIHNO-
HajHU My3u4ku mokpeT y Cp6uju manac. Ha
IPBOM TIOJYCTHXY JIUPCKOT HECHMETPHIHOT
ocMmepla y BacumeBnheBoM 3amucy jaBiba ce
CIJIA3HU MENOfUjCKH MOKPEeT Y aMOUTycy Maie
Teplle, OYEBIIN Off MHUIMjaIuca. Y MOHABIba-
By MEJIONOETCKE leNuHe 0Ja3H 10 Bapupa-
b, IITO 32 MOCIIEAHIly UMa TanacacT MeJIOyj-
cku mokper (a2). Wuumujanny cTpykTypy
CIIMYHY BapvpaHOM MOJIeNy Ha MEJIOANjCKOM
IUTaHy JIeNd U TO03HaTa KOcoBcka mecMa Iycra
MH Maria najHajla, CPefimHOM JeBEJleCeTHX
M3y3€THO TOMyJapHa y Kpyry etHo u world
music.” Y3 Tor pasnora m He 4yIu OAIyKa
Teocunosuha fa ymecTo mpBOOMTHOT CHIIa-
3HOT MHTOHHpamba CBAKH IOYETaK MeNocTpode
U3Befly oclamajyhu ce Ha BapupaHu yMECTO Ha
VHUIWjaJTHA MEJIONHjcKu Mopien. [pyrum pedn-
Ma, M3HEBEPaBa Ce 3aKOHOMEPHOCT TPAfUINO-
HaJIHE CEOCKE MY3MKe OJIMYeHa y MPHHIUMY
TIOHABIbAha M BapHpama y KOPHCT U3MEHEHOT
(honKITOpHOT y30pKa KOjU Ce€, y TyMauemy
Teodunosnha, moToM ¢ukcupa ¥ NMOHABIbA
0e3 M3pasuTHjuX NMpoMeHa Koje Om ce Morie
OYEKMBATH TpeMa OJINKaMa CEOCKOT Tpajid-
muoHanmHOT TmeBama y Cpbuju. OHe mpoMene
KOje ce jaBibajy OYHTY]jy ce Y CIOOOfHHjeM
TpEeTMaHy OpHaMeHaTa KOju Ha IOje]UHUM Me-
CTHMa TIOCTajy fIe0 MEJIONHMjCKOT KOCTypa, Kao
W Ha IUTaHy aroruke, MPORYKEHEM I10jefIMHUX

TOHOBA U yOp3aBambeM TEMIIA HAa MECTY IJie ce jaBiba pedpeH ¢ y
MY3MYKOM TOKY.

IMopebemem npBux MenocTpoa TpaUIMOHATHE TlecMe U Hhe-
HOT TyMauema off crpane TeoduoBuha carnenasajy ce cnefehe
cTpykTypHe mpomene (Bugu Tabesy 6p. 2).

Ha wu3Becran waumH, u3Benda Teodunosnha ycrammia ce kao
CBOjeBpCTaH MOJEN 3a fakba TyMauewa necMe [yHW MH, JyHH,
JabaHe, 3a 4Hje ayTope ce ca MPaBOM MOXKE MPETIOCTABUTH fia
HHCY KOHCyNTOBamKM BacuibeBrheBy 30MpKY KOCOBCKUX Ilecama.
[TapagurmMaTcku MoJiesT TakBe MHTEpHpeTalyje MpefcTaB/ba 00-
pana kojy je rpyna Teofy/nja objaBusia Ha CBOM AEOUTaHTCKOM
anoymy 2002. roguse. Y BOKaJTHO-HHCTPYMEHTAIHOM apaHkMa-
Hy KOjH YKIby4yje KOMIOHOBaHH MHCTPYMEHTAIIHH YBOJX U AYXe
MHTEPIy/je UMIIPOBU3ALMOHOT KapakTepa, Off came IecMe Tpe-
oCTaje ceflaM CTHXOBa KOjH CE PEOpPTaHu3yjy y LEeNMHE BHUIIET
pena CXOIHO 3aXTeBMMa apaH:KMaHa M HAM3MEHHYHO CMEmYjy ca
MHCTPYMEHTAJHUM oficeniumMa. Hekapamma MenocTpoda 3acHO-
BaHAa Ha TOHABJbAKY CTUXOBA Mpeia3u y cTpody Koja HacTaje
BE3UBAKEM J[BA PA3NIMUUTA CTUXA MM IIOHABILAEM HCTOT CTHXA,
y 3aBHCHOCTH Off MO3uIHje y apamkmany. Kpaj mecme mapkumpa
anTepHaluja TNpBOT CTUXa necMe [[yHH MH, JyHH, JabaHe U He-
roBe OKpHeHe (popMe Y Iy>KMHU MPBOT WIAHKA Off MET CJIOroBa,
KOjU ce TIOBPEMEHO 3aBpLIaBa U3BUKOM H.

Y neoHury xojy u3Bopie nesauutie Teofgy/Iuje fOMUHUPA Taja-
cacTa MeJIOfMKa Ha ToverMa CTHXOBa, UIeHTHYHa obpacly Ko-
jU Cy HA TOM MecTy My3uukor Toka yBemn Teodumopnhu. Taj
WCTH MEJIOAMjCKH CETMEHT jaBiba ce M Ha MPOLINPEHY TEKCTyal-
HE OCHOBE KOje YnHe pepeH U MOHOBIbEHA MOCNENHha ped CTHXa
Ha Kpajy mernoctpode, rie je y TpaguuoHATHO] MeCMH TOHO-
BJbEH CHJIA3HO WHTOHMPAH MENOAMjCKH OfieJbaK ca TMOYETKa.
Kperame off TpagunuoHaiHe MecMe MPEeKo BeHe HeO(MOIKIOpHE
00HOBE CBe JI0 TomylapHe (popMme €THO MY3HKe, yKa3yje Tako,
Ha JICBOJIYLY]Y MPUHIUIA Bapupama: MHUIMjaJHU CETMEHT CUJIa-
3HOT MEJIOMjCKOr IIOKpeTa mpesasu y apyru miaH kox Teodu-
noBuha, fa O ce y MOTIYHOCTH M3TyOHMO y apaHxmaHny Teofy-
smje (Bugu Tabeny Op. 3).

On mpyrux BaskKHHMjUX M3MEHA Basjba McTahu fla yKpacHUX TO-
HOBa TOTOBO W HeMa, a W TOjefluHEe TOHCKE rpyme OuBajy
ynporrhene. KpajeBuma menocrpoce npuapyxyjy ce y3BHIH Ha
CaMOTJIACHUKY H — CBefjouehy o mpeBubamy MM CEJIEKTHBHOM
YKPIITakhy PETHOHAIHAX M JIOKATHUX CTHJICKHX OCOOCHOCTH
Pa3IMYNTUX €THOMY3MUKHX 30HA. O CIMYHOM TOBOPH M HAYMH
IeBama KOju Mpunafa reorpadcku U KyATypanHO JUCIOLHpa-
HOM, aJli CBEIPUCYTHOM KOHOTHpPAWy I'PJCHOr U CHAXHOT, Ofi-
HOCHO IVIACHOT, Ka0 TPagHHHOHATHOT WIA apXamHOT, 3aCTy-
IUbEHOM Ha JaHAIlkO]j CPICKOj cueHu eTHo u world Mmysuke,
Koje yOupa JlaHaK y NOTHpamy U I'yOIbeHmY CTHICKUX O0COOEHO-

Tabena 6p. 2
Bacumesnhiesa tpanckpunugja (*V) Teodunosuhn (*T)
A Av A Av
Mysuuku 06amK
al bl a2 bv al al bl al  bv a2
al a2 a3 ala2 a3 ra3 al a2 a3 al a2a3 ra3
CTpyKkTypa cTHxa
3, 2, 3 3,2, 3 D3 3, 2, 3 3,2,3 ()3

a2 (V) = al (T), al (V) = a2 (T)




Tabena 6p. 3

BacumesuhieBa Tpanckpumnimja (*V)

Teonynuja (*T)

A Av A Av
al bl a2 bv al al bl al bl al
al a2 a3 al a2 a3 ra3 al a2 a3 al a2 a3 r a3

3,2, 3 32,3 (3

3, 2,3 3, 2,3 (3

a2 (V) = al (T), bl (T) je ynpouttiena Bapujaurta 68 (V)

CTHM KapaKTEPUCTHYHHX 3a ofipeheHy My3MUKOKYJITYpallHy IIpe-
JICOHY LIENTHHY.

Y mporeknoj nenennju etHo u world cierom y Cpbuju, u fie-
muMudHO Ha Bankany, moMuHEpao je omabup mecama ca puT-
MHYKOM fieoboM off cefilaM ocMuHa. Ha To ymyhyje u apanxman
Hyrn mu, gyHu, 1abane xpBaTcke rpyne A@HoH, y KojeM je me-
BaHA JICOHHIA y TMOTIYHOCTH NMpEBeeHa HA OMEHYTY PUTMUUKY
nofeny. Mopdosnomku, apanxkman je Omu3ak TeofymujuHOM, ca
CMEHMBAbEeM MHCTPYMEHTAHUX U BOKAIHO-MHCTPYMEHTAITHUX
OficeKa, a pasiiKyje ra ynorpeba aKyCTHYHHX MHCTpYMEHaTa
(pnayra, rurapa, KoHTpadac, fapabyka), CIOPHjH TEMIIO U Me-
MUTATHBHUjM KapakTep. Y mpartehoj MporpamMcKo] KEIKHAIN Ha-
BOJM ce Jia je mecMa [[yHu MH, JVHH TIOPEKIIOM CJIaBOHCKa (sla-
vonski tradicional). Be3 ojropapajyke TpaHCKpHIIuje WA
3BYYHOT CHMMKA KOjH OM MOTJIM NMOTKPENUTH OBY T€3y O MOpe-
Ky, u3Boheme A¢proHa ynajibBO HaJHKyje MONU(HKOBAHO]
Bep3uju koja je mpeko Teodunosuha u, nouuuje, Teoxgymuje,
MHayrypucaHa Ha 0aJKaHCKOj CIEHH €THO MY3HKE.

Murpupame CpICKUX TpaJMLMOHATHUX TlecaMa Ka MHTEpHaIM-
OHAJIHOM KOHTEKCTY I0jaBa je HOBHje NpPHPOfE, U YITIABHOM ce
36uBa 1o Beh moMeHyTUM mpaBuiuma world music cueHe, Kojom
Kao OCHOBHHM M3BOp MH(pOpMaInyja LUPKYJIMIIY Mame WM BHIIE
AyTEHTHYHN CHUMIM O€3 JeTa/bHUjUX TOflaTaka O OPUTHHAIIHOM
HaunHy W (QyHKOUjA u3Bobema My3mke. YBehaBameM onTmke,
BehnHa CPNICKMX HATWBHUX MEJONWja MOTHaja MOJ OMNIITHjy Ma-
TJIOBUTY OfIpENHUIlY GajKaHCKe MY3HKE, IITO 3a MOCIENHUIY MMa
fajbe IyObehe OPUTMHAIHNX KAapaKTePUCTUKA, U BEJIUKY MHTEp-
MPETATHBHY NPOU3BOILHOCT, i CE YjEHO YCIOCTaBibajy HOBU
Mojien ,,y30pa“ u ,,komuje. Tako je, 0 cBOj MpUIMIH, U pycka
rpyna Ann’ Sannat 6una y MOTYhHOCTH Jla ce YIIO3HA ca MecMOM
Mynn mu, nynn, nabane — cnymajyhu Heke of nocrojehux momy-
JIapU30BaHUX CHUMAKa.

Bokanna geonnua y tymauewy VMHe Bonpap 3acHuBa ce Ha
CMEHUBaKY /IBE PUTMHUYKE MOfeNe y OKBUPY NMapHOT MeTpa:
PUTMHIYKY CTPYKTYpY NpBa Ba WIAaHKA CTHXa YMHE J[BE NMyHKTH-
paHe u jegHa obuuna ocmuHa (,,JIyHE MH, TyHE"), TOCIETHU
YIaHaK M3BOAM Ce Y KOMOWHAUWjH MPaBHIIHE YETBOPOOCMUHCKE
¥ TOfieNie 3aCHOBaHe Ha IyHKTHpaHUM OocMHuHaMma (,n1abaHe™); Ha
UCTH HAa4WH je OPraHu30BaH U APYTH, IOHOBJHEHN CTHX Y OKBHDY
MenocTpode, IOK ce y TEKCTYaTHOM NMPOLIHperny (YeTHPH OCMH-
HE) NOBPEMEHO jaBiba pedppeH, a MOBPEMEHO ra YMHU CaMo II0-
HOBIbEHA NOCTeNba ped cruxa. OBa HOBHMHA CBAaKAaKO He IpHUIIa-
Jla KOpIycy TpagHIMOHAIHUX CPEfcTaBa U3 Kojer je mecMa IoTe-
KJIa, X MOXe ce II0Be3aTH ca HaMepOoM fla ce My3MYKH TOK JUHA-
Musyje cydyesbaBambeM (QUTrype Off ABe MYHKTUPAHE U jefjHe 00uy-
HE OCMHHE Y MHCTPYMEHTAIHO] NPaTIbi, U CMEHE METPHUKHX I10-
fena y BoKajHO] AeoHmim. CiamuHy (DyHKIHMjy OCTBapyje M pe-
¢peH, Koju ce ymMecTo (hHKCHPAHOT MeCTa y TPafANLMOHAIHO] Ie-

CMH, T0jaBJbyje V (DYHKIUjI CBOjEeBPCHOT 3a-
cTOja y My3MYKOM TOKY KOjH HajaBJbyje Kpaj
neBaHe cTpode (HEroBo Tpajame je 3HauajHO
NPOAYXXEHO y OfHOCY Ha pedpeH y Bacumbe-
BuheBOj TpaHckpunuuju). IleBame je cmuHO
nocrojehiM €THO TyMauemiMa Ha Koja ce Be-
pOBATHO U yIJEefallo, U MpeficTaB/ba Hajaamby
Moau(UKaLHjy Y OHOCY Ha (hOJIKJIOPHHU Y30P.
IlITaBuime, 1 apaH:XMaH peanu3oBaH y cacTa-
BY BHOJIMHA — Oy3YKH — 'UTapa — BHOJIOHYENO
IPWINYHO HAIMKYje apaHKMaHCKUM pelIeHH-
Ma AguoHa. ,,AyTEeHTHYHO y TpaUIIOHAT-
HOj MY3WIM, TaKo, IOCTaje Tpar Tpara, a Ipo-
MEHe Ha IJIaHy Makpo M MHKpO(opMme, Kao 1
VKpIITamka CTHICKAX KaTeropuja IOCTajy CBe-
IOYaHCTBA O TOME KaKo je ,,KyITypa“ yIucu-
BaHa, MpeOpHcaHa ¥ HAHOBO YIMCHBAHA Y Ma-
TEpUjaTHOCT MY3HYKOT.

O uyeMy roBope CIpOBEJleHE aHaMM3e Kpe-
Tama TPANIUOHANHE TlecMe Kpo3 HOBA TOJ-
pydja mMy3mukor? McTuname YMHEHHULE OCH-
Mama WK AEBOYIHje TPAANIMOHAIHOT H3pa-
3a TpeficTaBlba CBOJEBPCTAH TPYM3aM, W HEY-
OesbIBO ONIPaBJamkhe 32 3aHEMapHBAHE HOBHUX
nojaBa umMja aHanmu3a (JIOKaJHY) €THOMY3UKO-
JIOTHjy BOAM Ka pa3MaTpamy Jiene3e KOHTEK-
cTyanu3anyja My3uuKux Tpagunuja (y MHOXH-
HM), 6e3 ycTpydyaBama M CAMOHAMETHYTHX
orpaHnvema. 3aKOHUTOCTH MPOMCTEKIE U3
TpajuLyje y ofpeheHoM MOMEHTY, U3BECHO je,
npecTajy fa BaXe Kao HOMOC CTBapama H
pasyMeBama My3WdKe OaliTHHE, OFHOCHO MY-
3MKa — y OBOM CJIy4ajy, KOCOBCKa IecMa —
nocraje apredakT yOp3aHOT KYJITYpalHOT
Ipolechpama Koje TOoyIeke HOBUM TPaBUIIH-
Ma. IbeH mamu ,,pa3Boj* M3MELITEH je U3 Tela
Tpajuuyje, ajll HUKAKO HUje apOuTpapaH:
IHUCTIep3Hja jefHOT MY3MUKOT cafipxkaja pyKo-
BObEHa je MHTPHHCUYHMM IpaBUINMA My3H4-
KO-KYJITYpHUX popMalja y Koje yiasu, Kao
U CTAJHOM TEH3HMjoM u3Mehy KaHoHu3auuje u
MHOBalWje, ONMMpamba HECTAHKY HEKaJallbuxX
rpaHula ¥ HUXOBOT GECHOMITETHOT M JI0-
OponaMepHor Oprcama. MoXja je To Kapuka
y XHUBOTY Tpajulyje, aly CIpOBeleHa Ha pa-
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MUKAJHO Jipyrauuju HauuH, Oyayhu fa je peu
Ipe 0 BacKpcHyhy HEro o HmpHUpOHOM HacTa-
Bibamy. OnpasnaBajyhn BacumesnheB manup
conehucTuuke jeqHOCTAaBHOCTH Menorpad-
CKOT 3amuca kao (opme Koja 103BoJbaBa fAa
My3HWKa Ha jefjlaH JAPYrd HA4MH ,,32KHBH,
Munagen Mapkosuh cyrepumie fa ¢onkiop
(huKcHpaH Ha IAITHPy 3HAYH CaMO YCIIOMEHY
Ha ofpebeHH TPeHyTaK HEeroBOI MOCTOjama,
snapshot n3 mopogmuror ar6yma.’ Ha Tpary
Te MHCIH, Tpebano O6M MPYXKUTH ILIAHCY HO-
BHUM, HEO- M NMOCTTPAfUIMOHATIHUM MYy3UUKUM
IojaBaMa 4UjoOM Ce MaXK/bUBOM aHAIU30M U
MHTEpIpeTayjoM yKa3yjy He YBEK ycmena,
TIOHEKaJl Kpajie XETEPOJIOKCHA, a Y W3BECHIM
CcllyJajeBMMa M 3aHIMJbMBA MY3MUKa pellea.
Jep, ucropmjcku HacueHTaH TpeHyTaK world
My3uKe (M HWEHHX JAepuBalyja MONYT eTHa,
(y3uje ca IpyruM >KaHPOBMMA, UTJ) MPENCTa-
BJba yIPaBO TO: W3BIAuYeHe U3 3abopaBa ap-
TehakaTa My3uUUKe MPOIIIOCTH, HOCYhHBame
U3 Tpajulije Koje TI'PaBUTHpPA CONCTBEHUM
NpaBUMMa, UCTOBPEMEHO MOBPATHO yTHYYhH
Ha [OMMame Tora IITa Tpajuliyja jecTe U ITa
Off B¢, ¥ Ha KOjU HayyH, NPeocTaje 3a JaHac
1 3a cyTpa.

! Ycropuuap Kpucrujan Boprano mojasy mo-
BpaTKa WJealM30BaHNM BPEHOCTHMA TIpejCcoLHja-
JMCTUYKE eroXe Ha3nBa MPHWHIMIIOM HCTOPHjCKe
PEBEP3NOMITHOCTH TTOCTKOMYHHCTUUKUX JPYIITaBa.
O 1BeroBoj KOHIENIHj! BHIIE Y:

Kristijan Pordano, ,,Etno-istorijski trag: etni¢-
ke pripadnosti i seljacki identiteti®, Ogledi o in-
terkulturnoj komunikaciji, XX vek, Beograd,
2001, 232-236.

2 Muonpar A. BacummeBuh, Hapogre menopuje ¢
Kocoa n Meroxuje (npup. 3opucnasa M. Bacu-
mesuh), Hora, KwaxkeBan u Beorpaicka kmura,
Beorpag, 2003, 180.

3 CuumMaxk je mocTymas Ha ajpech:

http://www .annsannat.com/media.shtml

30. 08. 2009.

4 Nenad Ljubinkovi¢, ,,Kako natpevati vilu: o
pesmama sa CD-a Cuvari sna“ (programska
knjizica), Cuvari sna, One Records, Beograd,
1998.

3 Ipeyseto u3: Muonpar A. Bacumesnh, Ha-
pogne meaoguje ca Kocoa u Meroxmje, 180.

® M3ocrapmenn cy cnenehu cTuxosu:

(...) Kude ja vezem darove/Sas belu svilu i
zlato/Svakomu svatu po jagl’k/A tebe, dragi, bo-
S¢al’k/Duni mi, duni, ladane/Dodi mi, dodi, dra-
gane.

IMpema: Muonpar A. Bacumesuh, Hapogue me-
soxuje ca Kocosa m Mertoxmje, 180.

7 PasmuKyje ce METPOPHTMIUKA CTPYKTYpa: Y
cnyvajy [Jynn mu, gyHH, TabaHe Tofiena je ABOYe-
TBPTHUHCKA, JIOK je puTaM necme Iycra mMu marna
nafHasIa 3aCHOBaH Ha obpacuy on 7/8.

8 Bama HAmOMeHyTH Jla CTMJICKA HEMIOCIEMHOCT HUje YBEK IPUCYTHA
y ocTBapemiMa world cuene: mocroje 6pojHu NpuMepH rje je, Oam Ha-
MpOTHB, MoceOHa Maxma MocBeheHa ympaBo OvyBamy JOKAJIHAX 0co0e-
HOCTH. MHOIM My3W4apH KOjH Cy y HENOCPEJHOM KOHTAKTy ca Tpaju-
IIjOM, UM Cy HaKHAfHO €JyKOBaHW Kao HEHH MHTEPIPETaToOpH, ycie-
Bajy fia ocTBape fo0py paBHOTEXY H3Mehy My3M4Kor (hoJIKIopa M ca-
BPEMEHNX pellema. Mnak, 4iHy ce fia To HHje ciydaj ca BehnuM fenom
CIIEHE CpIICKE eTHO MYy3HKe, jep je Taj My3Wmuku mokpet (Koju ce 3060r
CBOje XETEpPOreHOCTH HE MOXKE Ha3BaTH YKaHPOM Yy NPaBOM CMHCIY) y
BEJIMKO] MepH BoheH KOMEpIHjaTHIM MOMEHTOM M TajlacOM HOBE MOfe
y OTKpHBaHby MY3UUKOT (DOJIKIIOpa.

9 Mnagen Mapkosuh: ,Muogpar A. BacumeBuh: npBux cTO ropu-
Ha“, Hosn 3ByKk 6p. 22, COKOJ-MULI, Beorpan, 2003, 21-26, 24.
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“context” of performance, and cultural and ideological premises that
articulate a (material) musical product — a traditional song in this
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part in the very materiality of music. The latter refers to the struc-
tural and stylistic innovations and changes that are inextricably con-
nected to the new contexts where music is brought to life. In this
paper I trace national, regional and transnational migrations of a tra-
ditional song from Kosovo Duni mi, duni, ladane, that rely on a
transcription made in 1947 by ethnomusicologist Miodrag Vasilje-
vi¢. This song’s movement across the musico-cultural borders
exemplifies the shifting of a tradition’s meaning, but also shows
how the (loose) canons of the “Balkan” and international etno and
world music scene are created and contested.
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Abstract: The many Czech musicians working
in Slovenia in the period between 1861 and
1914 actively co-created practically all areas of
music culture in Slovenia throughout this period.
Through their activities they decisively influ-
enced the creative, musical-reproductive, musi-
cal-pedagogical and musical-publicist areas, and
strongly influenced the transition from a more or
less musically inspired dilettantism to a gradual
qualitative and quantitative rise of musical cul-
ture in Slovenia. So it seems that the sound
craftsmanship of predominantly well-educated
Czech musicians in Slovenia was precisely what
music culture in Slovenia needed in the early
phase of its development. Of key importance for
music culture in Slovenia were therefore its con-
tacts with the many well-educated Czech musi-
cians who brought to Slovenia the creative
achievements of music culture in Czech lands at
the turn of the 19th to the 20th century.

Keywords: Czech musicians, Immigration,
Czech lands, Slovenian lands, Anton Nedveéd,
Anton Foerster, Emerik Beran, Josip Prochédzka,
Karl Hoffmeister, Vaclav Talich

* Dr. Jernej Weiss (jernej.weiss@ff.uni-1j.si)
studied at the Department of Musicology of
the University of Ljubljana (1999-2002) and at
the Institute of Musicology of the University
of Regensburg (2002-2003). In 2004 he
became Assistant and Research Fellow at the
Department of Musicology (Faculty of Arts,
University of Ljubljana) where he finished his
postgraduate studies. The focal point of his
Ph.D. research was “The role of Czech
Musicians in Slovenia, between 1861 and
1914.” In 2005 he became an Assistant Editor
of the main Slovene musicological periodical
MugzikoloSki zbornik (Musicological Annual).
His research is mainly devoted to the history
of Czech and Slovene music at the turn of the
19th to the 20th century, music between the
World Wars and music and politics.

impact on events in the music culture of Slovenia in

the period between 1861 and 1914. The numerous
Czech musicians working in Slovenia in the period between
1861 and 1914 actively co-created in practically all areas of
music culture in Slovenia and strongly influenced the transi-
tion from a more or less musically inspired dilettantism to a
gradual qualitative and quantitative rise of music culture in
Slovenia.

The studies conducted so far have not given a thorough and
comprehensive overview of the activities of Czech musicians
in the music culture of Slovenia in the period between 1861
and 1914. This research therefore deals with the question of
the musical, social and cultural influences of Czech musicians
in Slovenia in this period. More precisely, in which areas,
how and to what extent did the most important representa-
tives of Czech musicians in Slovenia contribute, through their
activities, to music culture in the period between 1861 and
1914 in Slovenia. For the purposes of this research, the pri-
mary sources, general historical, periodical, publicist and spe-
cial music literature held in the music archives of Slovenia
and the Czech Republic have been analysed.

An increased number of Czech musicians is especially char-
acteristic of newly emerging nations, among which the idea of
the need to form a new, nationally more distinctly determined
music culture already appeared at the beginning of the 19th
century. The dates chosen for research, 1861-1914, thus begin
with the great flowering of Slovenian music after the liberali-
sation of the Habsburg monarchy and end with the First World
War.

It seems that well-educated Czech musicians had arrived
just in time to occupy the vacant job positions in a number of
newly established music institutions in the early 1860's,
whose primary task was to emancipate Slovenian music from
the previously prevalent and dominant cultural models. In
spite of this, the decisions of Czech musicians to work in
these institutions were more of an existential than of an ideo-
logical nature. The arrival of Czech musicians was therefore
primarily the consequence of the formation of several new
music institutions, as well as the existing need for well-edu-
cated staff. The similarity in language and ideas in the above-
mentioned institutions gave Czech musicians an advantage
over their predominantly German-speaking counterparts, and
this similarity was more often than not decisive for their
engagement.

Czech immigrants informed their fellow countrymen on the
situation in Slovenia mostly through letters, arousing in them
an interest in Slovenian provinces. By emphasizing Czech-
Slovenian reciprocity in the past, they kindled feelings of sol-
idarity and connectedness among the two nations. Such con-
nections through ideas soon brought concrete results and,
with the onset of the constitutional period in the early 1860’s,
stimulated more intensive migration from Czech to Slovenian
provinces. The arrival of Czech musicians was in part also
due to the fact that they were much too numerous in the
Czech provinces, and thus came to Slovenia primarily as eco-

The activities of Czech musicians had an enormous



nomic migrant workers. A key role was naturally played by
personal acquaintances among Czech musicians and the rec-
ommendations of some of their colleagues, who through their
work had already proven their worth in Slovenian provinces
and enjoyed considerable trust among its musicians. Sloveni-
an musicians often sought advice on the recruitment of educa-
tional and reproduction staff from Czech colleagues already
working in Slovenia, who were well-acquainted with the situ-
ation in Czech music.

The activities of predominantly well-educated Czech musi-
cians were already of utmost importance in the music culture
of the first half of the 19th century in Slovenia. In this period,
Czech musicians significantly contributed to improving the
music culture of Slovenia in the areas of music reproduction
(GaSpar Masek, Josef Bene$), music education (Josef Miks,
Franc Sokol, Jan Slavik), musical craft (Andrej Ferdinand
Malahovski) and, last but not least, composing (FrantiSek
Josef Benedikt Dusik, Venceslav Wratny). Some of their
compositions even represented an initial contribution to the
tradition of individual musical genres in Slovenia. Through
their tireless work in the period of major political events,
such as e.g. the Ljubljana Congress in 1821' and afterwards,
they maintained a more or less high level of music reproduc-
tion. It is in particular these musicians who deserve the merit
for the high quality level of philharmonic concerts, as well as
the organizational work and staging of certain performances
in the Estate Theatre in Ljubljana. Already in the initial
decades of the 19th century, such concerts and opera perfor-
mances introduced audiences in Ljubljana to some of the
most recent compositions, among others also Beethoven's
symphonies. Although equal importance cannot be attributed
to all educational achievements of Czech musicians in the
first half of the 19th century in Slovenia, they nevertheless
contributed decisively to the education of the emerging gener-
ation of composers, music reproducers and teachers in Slove-
nia. Nor should one overlook their valuable contributions in
individual local communities, where many of them worked as
choirmasters, organists, organ masters and music teachers,
and in this way helped to raise the music culture of these
areas.

As in the first half of the 19th century, the functioning of
certain major music institutions in Slovenia in the period
between 1861 and 1914, which saw the arrival of an increas-
ing number of Czech musicians, practically cannot be imag-
ined without Czech musicians. Most of these newcomers
were well-educated, as they generally had the possibility of
acquiring the best university-level music education at the
leading Czech university-level music institutions, such as the
Prague National Conservatory of Music?> and the Organ
School in Brno®. Some of them had enriched their extensive
musical knowledge in various fields in their own Czech
provinces before arriving in Slovenia. It therefore comes as
no surprise that they brought with them a considerable
amount of highly applicable musical knowledge, methods and
techniques which they were then able to put to practical use
in the establishment of some of the most important music
institutions in Slovenia.

Czech musicians in Slovenia therefore collaborated with all
music institutions operating in Slovenia between 1861 and
1914, regardless of their national character. Without musicians
such as Anton Nedvéd?*, Jan Lego or Henrik Korel, the estab-
lishment and subsequent operation of reading halls in Ljubl-
jana, Trieste or Maribor simply cannot be imagined.’ One
could also hardly speak of the beginnings and subsequent oper-

ation of the Dramatical Society.,® the Musical
Society7 or, later on, the Cecilian Society8
without Anton Foerster’, who undoubtedly
played one of the leading roles in these insti-
tutions. Just as inconceivable is the function-
ing of the Philharmonic Society without such
Czech music directors as Anton Nedvéd and
Hans Gerstner, who largely contributed to
the quantitative and qualitative rise of both
music-reproduction and music-education
activities of this institution. In the area of
music-organizational work, mention should
be made of Julius Ohm Januschowsky and a
number of other Czech musicians, such as
Josip Prochdzka and Karl Hoffmeister, who
contributed to the functioning of the Music
School of the Ljubljana Musical Society.
Also deserving mention are the valuable
institutional endeavours of Czech musicians
in the field of church music. In particular
Anton Foerster, much like Peregrin Manich
in Maribor, considerably reformed the music
activities of the Ljubljana Cathedral as its
regens chori. Without Czech musicians such
as Vdclav Talich, Peter Teply or Ciril
Metodé&j Hrazdira, it would have been hard
to imagine the aspirations emerging at the
beginning of the 20th century for the estab-
lishment and functioning of a professional
orchestra such as the Slovenian Philharmonic
Orchestra which, in the field of orchestra
music, succeeded in replacing the previously
predominant army bands.!® Czech musicians
working in Slovenia in the first half of the
19th century naturally participated in the
musical performances of the leading Sloveni-
an opera institutions: the Estate Theatre (later
known as the Provincial Theatre), as well as
the previously mentioned Dramatical Society
and the Slovenian Provincial Theatre estab-
lished in 1892.!1

Anton Nedvéd (1829-1896)
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Anton Foerster (1837-1926)

In the field of music reproduction, atten-

I tion should in particular be drawn to the
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activities of some other Czech musicians,
who in various Slovenian cities and towns
contributed substantially to raising the level
of music reproduction. It would be very dif-
ficult to imagine the formation of the choir
of the Trieste Musical Society without Jan
Lego, or any advancements in the area of
music reproduction without the endeavours
of Josef Michl in Gorica and Peter Teply in
Trieste, or the choir of the Maribor Reading
Society without Emerik Beran. These musi-
cians largely contributed to the qualitative
and quantitative rise of music reproductions
in the above-mentioned cities.'?

Numerous Czech musicians can also be
traced in the field of music education. Most
of them were active at the Music School of
the Ljubljana Musical Society, where the
music education programme was only begin-
ning to be created and conditions established
for the music education process, which the
management of this institution entrusted to
well-educated Czech musicians. Through
mediators in Prague, particularly Jan Lego,
the Ljubljana Musical Society succeeded in
bringing these musicians to Slovenia. It is
therefore not surprising that Ljubljana hosted
such renowned music teachers as, for exam-
ple, pianists Karl Hoffmeister and Josip
Prochdzka, who were later among the most
distinguished professors at the National Con-
servatory in Prague. Véclav Talich was also
one of those professors of the Ljubljana
Musical Society who, in the field of com-

posing, significantly influenced the music education activities
of the central Czech university-level institution, the National
Conservatory in Prague, as well as the music reproduction
activities of the Czech Philharmonic. Worthy of mention are a
number of other Czech music teachers, such as Gustav
Moravec and Hans Gerstner, who did not enjoy such interna-
tionally resounding musical careers, but for almost half a cen-
tury created the music education programmes of the Music
School of the Ljubljana Philharmonic Society, and continuous-
ly followed the changes in music education abroad.'3

In the field of composing, Czech musicians also contributed
some fundamental compositions in practically all music gen-
res, and these set the guidelines for further composing activi-
ties in Slovenia.

Considering the compositional contribution of Anton Ned-
véd in chamber music, Foerster's manifold composing activi-
ties, which brought brilliant results in the area of musical per-
formances with the opera Gorenjski slavcek (The Nightingale
of Upper Carniola), the creative achievements of Emerik
Beran in chamber and symphony productions, the significant
piano compositions of Karl Hoffmeister, and the songs of
Josip Prochézka, it seems that the above-mentioned com-
posers essentially contributed to the development of individu-
al music genres in Slovenia in the period discussed. Their
shared quality was by all means a sound compositional-tech-
nical knowledge which, in contrast to the dilettantism that
dominated all spheres of musical activity in Slovenia at the
time, stemmed from a solid foundation in musical education.

These musicians managed to acquire a solid musical educa-
tion during their studies with some of the leading Czech com-
posing teachers and theoreticians, among whom special men-
tion should be made of Smetana, Dvordk, Janacek, Otakar
Hostinsky, and many others. With their extensive composi-
tional-technical knowledge, they were able to avoid the self-
sufficient, chiefly utilitarian concept of music culture that
more or less marked music production in Slovenia up to the
period between the two wars. This is largely owing to the fact
that they harboured a deep-rooted tradition of autonomous
musical thinking. Although the majority of Czech composers
were more or less reserved towards the most recent composi-
tional-technical procedures, their mastery of musical artisan-
ship provided them with ample opportunities to express them-
selves within their own compositional poetics. And for this
reason they generally did not subordinate their compositional-
technical solutions to the utilitarianistically interpreted artis-
ticness that was predominant in Slovenia at the time. Folk
simplicity was, of course, far from being unknown to them —
on the contrary: the numerous choruses written by them for
the patriotic or lyrical verses of Slovenian authors demon-
strate their conviction that a functional incentive for music is
important. However, much like those at the beginning of the
20th century, more educated Slovenian composers were cau-
tious towards simplicity.

Alongside national awareness, they were thus among the
first to understand music also from the perspective of compo-
sitional-technical relevance, which was sooner a rare than a
self-evident view of musical creativity in Slovenia at the turn
of the 19th century. In spite of the utilitarian purpose of com-
positions, the majority of Czech musicians in Slovenia
emphasized their artistic, pure or special way of thinking in
tones without which a musical creation may nevertheless be a
work of art, but only within the framework defined by postu-
lates outside the sphere of music, such as e.g. the reading-
society folk nature of an expression or the religiously pre-



scribed moderacy of a melody. Precisely this approach, which
could be designated as pure musical thinking — is at the same
time the source from which their fundamental compositional
orientation can be drawn.

Czech musicians working in Slovenia made an important
contribution in yet another area — music publishing. Although
they were present in this area in somewhat smaller numbers
than in music reproduction or music education, it is primarily
their contribution in the field of music publishing that holds
the greatest value. Czech musicians such as Anton Foerster,
Julius Ohm Januschowsky, Karl Hoffmeister and Josip Michl
wrote important articles and reviews of concerts in daily
newspapers and in some Slovenian magazines. Of major sig-
nificance were also their published contributions in the field
of music education, foremost among these being individual
textbooks serving as teaching aids to Czech musicians in their
educational work. Nedvéd and Foerster made the most impor-
tant contribution to the formation of music education litera-

The Slovenian Philharmonic Building
(where Talich cunducted between 1908 and 1912)

ture in Slovenia. With their music textbooks, Czech musi-
cians laid the foundations for more efficient work in the field
of music education, and thereby established the foundations
of Slovenian music terminology. Yet their music publishing
activities were not limited solely to articles in daily newspa-
pers; through these articles they also influenced Czech musi-
cal newspapers and magazines. It is largely owing to Foerster,
and later to Michl, that Czech readers obtained valuable
information from these publications on musical events in
Slovenia and were, throughout the period discussed, constant-
ly informed on the very important role played by their fellow
countrymen in the music culture of Slovenia. Although their
music publishing activities were the least productive if com-
pared to other areas of their work, which may probably be
attributed to language difficulties, the contributions of Czech
musicians set the guidelines for the further development of
music publishing activities in Slovenia.

In comparison with other migrants in Slovenia, Czech
musicians are by all means the most numerous, and made the
most important contribution to raising the level of music cul-
ture in Slovenia. Of a similar intensity were the migrations
of Czech musicians to some areas outside the Habsburg
monarchy. In Serbia, for example, the migrations of Czech
musicians to the northern part of the then Serbian provinces
were particularly characteristic, although they were also pre-
sent in southern parts of Serbia as well. This is quite surpris-
ing given the fact that only the northern part of the then Ser-

bian territory formed part of the Austro-
Hungarian Empire'#. Throughout history,
the Serbs developed their art in two oppos-
ing civilisations and cultures — eastern and
western.!> A very similar situation regard-
ing Czech musicians also existed in some
other provinces in southeastern Europe. An
increased migration flow of Czech musi-
cians into Bosnia and Herzegovina was
observed in particular after 1878, when the
Bosnian and Herzegovian provinces were
also officially annexed to the Austro-Hun-
garian Monarchy. Like in Slovenia, Czech
musicians played a key role in the profes-

Vaclav Talich (1883-1961)

sionalization of music culture in Bosnia
and Herzegovina.'® A considerable number
of Czech musicians can also be traced in
Croatia, and these were active in almost all
areas of musical life and contributed signif-
icantly to the development of music culture
there.!” The arrival of such a large number
of Czech musicians after the implementa-
tion of the constitutional regime of 1861
was not only characteristic of nations with-
in the Austro-Hungarian monarchy. Simi-
larly to the southern, nonHapsburgian part
of Serbia, Czech musicians also markedly
influenced the music culture of Bulgaria.'®
As regards the representation of Czech
musicians in individual Slovenian provinces,
it is difficult to say in which of these
provinces they were most numerous in
terms of institutional forms of activity.
However, the province hosting the largest
number of Czech musicians was none other
than the central Slovenian historical
province of Carniola. It was in Carniola,
more specifically in Ljubljana, that one was
able to observe the continuous activities of
Czech musicians, who worked in almost all
the leading music institutions in Ljubljana
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Anton Foerster: Gorenjski slavéek
(The Nightingale of Upper Carniola)

from the establishment of its reading hall
until the dissolution of the Ljubljana Phil-
harmonic Society. A slightly smaller num-
ber of Czech musicians can be traced in the
bordering provinces, particularly in the
southernmost province of todays Primorska,
which is probably attributable to the
increased cultural influence of the neigh-
bouring Italian and Austrian provinces on
the local cultural activities. For this reason
no increased numbers of Czech musicians
arriving in Slovenia were observed in the
Primorska region after 1861.1°

In determining the total number of Czech
musicians working in Slovenia, it may be
established that in the period discussed,
around 60 Czech musicians who contributed
significantly to the development of music
culture were active in Slovenia for an
extended period of several years. In the
same period, more than 200 Czech musi-
cians were active in Slovenia for a shorter
period of time and, for the most part, did
not significantly influence the music culture
of Slovenia. Czech musicians therefore con-
tributed very intensively in all areas of their
musical activity in Slovenia in the period
between 1861 and 1914.

After their arrival in Slovenia, Czech
musicians were able to apply the rich musi-

cal knowledge they had acquired at Czech university-level
music institutions in practice, and in this way profoundly pene-
trated all areas of musical activity. This is largely the reason
why their role in the music culture of Slovenia in the period
between 1861 and 1914 is of exceptional value. One could say
that their work in the areas of music education and music
reproduction was so superior that they actually created the
trends in the music culture of Slovenia. Czech musicians did
not take almost any positions on national or ideological issues,
as they worked in both German and Slovenian music institu-
tions. It therefore seems relevant to stress that the so-called
uniform declaration of Czech musicians for the Slovenian side,
which until now had been more or less uniformly attributed to
them by recent music-history literature,® does not hold true.
One must realise that despite their emphasis of Pan-Slavic
reciprocity and certain other positions on various ideas appear-
ing in the Slovenian environment in the period discussed, there
were no pronounced declarations among Czech musicians for
either side. The majority decided to collaborate with Slovenian
music institutions irrespective of their national character and
for entirely practical reasons. The so-called division concept,
which generally links Czech musicians between the years 1861
and 1914 in their later interpretations with the Slovenian side,
never had any significant impact on the work of Czech musi-
cians in real life.?!

Parallel to determining the role of Czech musicians in the
music culture of Slovenia, a number of other issues are com-
ing to light in connection with the interpretation of music his-
tory in the period discussed. The main question is whether it
is at all reasonable to speak of Slovenian music history at all
given the dominant role played by Czech and some other
music migrants in Slovenia — for in doing so we are involun-
tarily stressing its national character — or would it be more
suitable to speak about the history of music in Slovenia, con-
sidering the very important role held by Czech musicians in
Slovenia in the past. Ultimately, the music culture of a certain
territory is defined primarily by current musical achievements
and not allegiance to a certain national or political group.

The majority of Czech musicians who were active in Slove-
nia over an extended period of time were naturalized there
and completely assimilated with the local inhabitants. They
did not declare themselves to be Czechs, Germans or Sloveni-
ans, but understood their mission and the related identity
above all as a contribution to raising the music culture of the
area. It is largely owing to them that, in the second half of the
19th century and at the beginning of the 20th century, several
attempts were made to professionalize musical life in Slove-
nia. In different fields of musical activity, Czech musicians
contributed to the establishment and functioning of the lead-
ing music institutions of that time in Slovenia. In comparison
with other musicians, Czech musicians are those who most
significantly marked the music culture of Slovenia in that
period. Not only is their contribution far more extensive when
compared to that of other music migrants and by all means
more significant considering their achievements, their role in
the music culture of Slovenia is so important that the func-
tioning of many music institutions in the period between 1861
and 1914 in Slovenia would have been highly questionable, if
not impossible, without Czech musicians.

! The Ljubljana Congress in 1821 was the second of three con-
gresses of the Holy Alliance. For a good four months, the capital



city of Carniola was transformed into the center of European poli-
tics. This consequently led to the revival of musical life. Eva Holz
and Hernrik Costa, Ljubljanski kongres: 1821, Nova revija, Ljublja-
na 1997.

2 The Prague National Conservatory was established in 1811.
Johann Branberger, Ed., Das Konservatorium fiir Musik in Prag,
Verlag des Vereines zur Beforderung der Tonkunst in Bohmen,
Praga 1911. See also: Vlastimil Blazek, Ed., Sbornik na pamét 125
let konservatore hudby v Praze, Praga 1936.

3 The Organ School in Brno began to operate in 1882. Jernej
Weiss, Orglarska Sola v Brnu, Emerik Beran (1868—1940): samotni
svetovljan, Litera, Maribor 2008, 19-36. See also: John Tyrrell, The
Organ School, Jandcek: Years of a Life, The Lonely Blackbird,
Volume I (1854-1914), Faber and Faber, London 2006, 244-258.

4 Anton Nedvéd (Hofovice, 19 August 1829 — Ljubljana, 16 June
1896), conductor, composer and teacher. He studied at the Music
Conservatory in Prague and worked as music teacher and opera
singer in Prague and Brno. From 1856 onward he lived in Ljubljana.
He was Director of the Philharmonic Society (1858-1883), from
1859 onward he was a teacher at the Public Music School, and also
taught at a secondary school and a semenary. Within the scope of
the Philharmonic Society, he established a mixed and a male choir.
He was one of the founders of the ‘Glasbena matica’ (Musical
Society) and its committee member until 1880. Primoz Kuret,
‘Nedvéd, Anton’, Enciklopedija Slovenije, Ljubljana 1993, 349.

5 These were established in Trieste (29 January 1861), Maribor
(17 July 1861), Ljubljana (20 October 1861) and elsewhere in
Slovenia. Slovenian patriots found models for them in the Czech
Republic. They performed special events called bésede (words) on
them. They were used in almost everything that was being created,
which strongly expanded the possibilities of performing Slovenian
compositions and directly stimulated more intensified musical cre-
ativity. Cvetko Budkovié, Razvoj glasbenega Solstva na Slovenskem
I: Od zacetka 19. stoletja do nastanka konservatorija, Ljubljana
1992, 156, 292, 298.

® The awakened Slovenian national consciousness saw its great
opportunity in the opera, which became the center of a national
movement with which the young bourgeoisie identified themselves.
Stage music reproductions were reintroduced by the Ljubljana read-
ing hall with music performances in theatrical productions. Its work
was then continued by the Dramati¢no druStvo (Dramatical
Society), founded in 1867. Dragotin Cvetko, Slovenska glasba v
evropskem prostoru, Ljubljana, 1991, 301.

7 Glasbena matica (Musical Society), an association of profession-
al musicians and music lovers founded especially to cultivate the
Slovene musical art. Glasbena matica was established in 1872 in
Ljubljana as the central Slovene musical institution. It began to col-
lect Slovene folk songs and to regularly issue above all Slovene
authors' compositions, which encouraged music production in
Slovenia. Being aware that it would only carry forth its message
with a sufficient number of musically trained performers, it opened a
music school in 1882. In 1891, it also established a choir, whose
quality soon improved under Matej Hubad's leadership. After 1918,
the Ljubljana Glasbena matica successfully continued its work: in
1919 it established a conservatory, followed by the Orchestra
Association. During the reorganization of music education and pub-
lishing in 1945, Glasbena matica preserved only one choir, which
occasionally still performs in concerts. JoZe Sivec, Glasbena matica,
Enciklopedija Slovenije, Ljubljana 1989, 224.

8 The Cecilian Society in Ljubljana was founded in 1877. In
order to increase the number of capable organists and church choir-
masters, the Cecilian Society established the Organ School in
Ljubljana (1877) and published the magazine Cerkveni glasbenik
(1878-1945, 1976-). Ales Nagode, Cecilijanizem na Slovenskem

kot glasbeno, kulturno in druzbeno vprasanje,
doctoral thesis, Oddelek za muzikologijo
Filozofske fakultete Univerze v Ljubljani, Lju-
bljana 1997.

9 Anton Foerster (Osenice, 20 December 1837
— Novo mesto, 17 June 1926), composer, organ-
ist and pianist. He studied law (graduated in
1863) and music in Prague. He was regens chori
of the cathedral in Senj, Croatia (1865-1867),
and from 1867 onward worked in Ljubljana. He
was choirmaster of the National reading society
in Ljubljana and conductor of the Dramatical
Society, then regens chori of the Cathedral
(1868-1909) and music teacher in Ljubljana's
secondary schools. In 1877 he established the
Organ School in Ljubljana, was a co-founder of
Cerkveni glasbenik (Church Musician) and its
long-time editor (1878-1908). Andrej Rijavec,
‘Foerster, Anton’, Enciklopedija Slovenije, Lju-
bljana, 1989, 129.

10 Through their activities, several Czech
bandmasters and other Czech musicians left
their mark on these bands.

Il The last-mentioned is reputed as the first
Slovenian Opera House.

12 Among the cities with the largest number
of active Czech musicians in Slovenia are, in
first place, Ljubljana and Maribor, followed in
particular at the turn of the century by Gorica
and Trieste with a number of very important
Czech musicians. In the other provinces
throughout Slovenia, Czech musicians did not
play any major role in the period discussed,
despite a number of significant Czech musicians
who strongly influenced the reproduction level
of music culture in these areas.

13 Although Czech music teachers were most
numerous in Ljubljana — at the Music School of
the Philharmonic Society and especially at the
Slovenian Musical Society in Ljubljana — , they
were also quite numerous in other parts of
Slovenia at the turn of the century, following the
formation of other music education institutions.
Hence, it seems that without their active partici-
pation, the music education of these areas would
be virtually nonexistent, as it was their extensive
musical knowledge that enabled the formation
and subsequent undisturbed operation of the
mentioned institutions.

14 The process of Europeanization of Serbian
music thus began in the 18th century and intensi-
fied considerably in the 19th century in the multi-
national and multicultural southwestern part of the
Austrian Empire, of which Vojvodina was also a
part. The creation of modern Serbian musical life
in this area — in Novi Sad, as well as in numerous
small towns (Vrsac, Kikinda, Subotica, Pancevo) —
strongly depended on the numerous Czech musi-
cians who came to earn a living in the Serbian
provinces. The first tide of Czech immigrants
arrived as early as in the 1950's, while the last one
came in the 1980's. With time, Czech musicians
began to move southward and occupy distin-
guished positions in the musical life of some other
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Serbian cities: Belgrade, Ni§, Leskovac, etc. The
Czech newcomers (e.g. V. Hlavac, A. Lifka, R.
Tollinger, etc.) were mostly well-educated musi-
cians who enthusiastically began to lay the founda-
tions in music institutions as choirmasters, orches-
tra and theatre conductors, other musicians and
music teachers. Although their creative range was
slightly more modest in comparison with the
achievements of their more famous European col-
leagues, their musical contribution — particularly in
choral, orchestral and piano music — was of major
importance in the formation of a new ‘Serbian’
music culture. Katarina TomaSevi¢, Contribution
of Czech Musicians to Serbian Music in the 19th
Century, Matjaz Barbo, Ed., Muzikoloski zbornik
42 (2006) 1, Oddelek za muzikologijo Filozofske
fakultete v Ljubljani, Ljubljana 2006, 127-137.
See also: Roksanda Pejovi¢, Czech Musicians in
Serbian Musical Life (1844—1918): Part I, Mirjana
Veselinovi¢-Hofman, Ed., New sound 8 (1996),
International Magazine for Music, Belgrade 1996,
57-64 and Roksanda Pejovi¢, Czech Musicians in
Serbian Musical Life (1844-1918): Part II, Mirjana
Veselinovi¢-Hofman, Ed., New sound 9 (1997),
International Magazine for Music, Belgrade 1997,
64-75.

15 Alongside the Greek-Turkish influence,
such circumstances were created primarily by
numerous Russian migrations, which were
beyond doubt most extensive in the Serbian
provinces and decisively contributed to the
development of Serbian music culture. Melita
Milin, The Russian Musical Emigration in
Yugoslavia after 1917, Melita Milin, Ed.,
Muzikologija 3 (2003), Beograd 2003, 23-25.

16 The immigration of Czech musicians to
Bosnia and Herzegovina began to intensify pri-
marily after its annexation in 1878, when the
Austro-Hungarian government sent a large num-
ber of Czech musicians to work in Bosnia and
Herzegovina. In these provinces, Czech musi-
cians occupied practically all the positions
where they were needed as professional musi-
cians. There were also a great many amateur
musicians among the Czech immigrants, who
began to organize societies in Bosnia and
Herzegovina, the most famous of these being the
so-called Ceski kroZok. Yet the immigration of
Czech musicians to Bosnia and Herzegovina did
not end upon the onset of World War I, as a
large number of Czech musicians arrived in the
said territory even after the end of the war.
Fatima Hadzi¢, Ce$ki muzitari u Bosni i
Hercegovini, Zbornik radova Muzicke akademije
u Sarajevu, Sarajevo 2006, 68—87.

17 Sanja Majer-Bobetko, Djelovanje stranih
glazbenika u drugoj polovici 19. stoljeca u
Hrvatskoj, Rad Hrvatske akademije znanosti i
umjetnosti, svezak 455.

18 Emiliya Desislava, Ceskite kapelmajstori i
prinosept na Bulgarija, Sofia 1978, 53-68.

19 On the contrary, given the exceptionally
rich history of activities carried out by Czech
musicians at the beginning of the 19th century,

their number even declined slightly after the constitutional changes
implemented in the above-mentioned province in 1861.

20 Dragotin Cvetko, Slovenska glasba v evropskem prostoru,
Ljubljana, 1991, 335.

2l It is indisputable that the concept of nationally influenced
music culture left a strong mark not only on Slovenian musical cre-
ativity, but also on musical historiography in Slovenia. It would
therefore be necessary to take a critical distance from certain sec-
ondary historical sources or certain musical-historical literature
from the recent period. In line with the new European cultural and
political reality, which transcends national boundaries, and above all
by including some new sources which historicans have traditionally
disregarded, it would seem logical to make an attempt at reinter-
preting the role of certain institutions and individuals in the music
history of Slovenia, and do away with the endless repetitions of cer-
tain truly outdated concepts of an extremely nationally determined
Slovenian music history.

MYTEBN PASBOJA CAOBEHAYKE MY3UYKE
KYATYPE

Jepnej Bajc*
YELWKM MY3UYAPU Y CNOBEHUIM OA,
1861. A O 1914.

YIK: 78(=162.3)(497.12)“1861/1914*
ID: 176892684

BIBLID: 0354-9313, 15(2009) pp. 34-40
IIpnmibeno: 22. anpuna 2009.

Ono6pero: 14. Maja 2009.

Pesnme: Muorn uermku Mysmdapu Koju cy fenoBaan y CloBeHHjH H3-
meby 1861. u 1914. roguHe OunM Cy aKTHBHU YYECHHIM I'OTOBO Ha
CBUM MNOJPYYjUMa CIJIOBEHAUYKE MY3MUKE KYJIType TOr BpeMeHa. Ibuxosa
leNlaTHOCT OMTHO je YTHIaja Ha cTBapanauke, u3Bohauke, IMefarouke
U nyOnuuucTHyke 007acTi My3UKe M CHaXHO 000juiIa mpesa3 Off My-
3MYKOT JAWJICTAHTH3MA JIO NOCTENEHOr KBAaJUTATUBHOT U KBAHTUTATHB-
HOT pa3Boja My3uuke Kyntype y ClioBeHHju.

W3rnepa fa je cpeMa IpeTexHO Ao0po 00pa30oBaHMX UEHIKHX My3H-
yapa OuyIa TagHO OHO IITO je Tpebao My3uukoj KynTypu y CioBeHuju y
paHoj (ha3m mEHOT pa3Boja. 3aTo Cy Off KIbYIHOT 3Hadaja 3a CIOBEHAUKY
MY3HUKy KyITypy OMIM KOHTaKTH Ca MHOTUM JOOPO IIKOIOBAHMM Ye-
KM My3udapuma koju cy y ClIOBeHHjy JIOHENM KpeaTWBHA focTHrHyha
My3H4Ke KYJIType YelKHX 3eMajba Ha mperasy 19. y 20. Bek.

Kibyune peum: yemku My3uyapu, UMHUTpanuja, YEIIKE 3eMIbe,
cioBeHcke 3emibe, AHTOH Hepsjen, Anton ®epcrep, Emepuk bepaw,
Jocun Ilpoxacka, Kapn Xogmajcrep, Bannas Tamux.

* Jeprej Bajc (jernej.weiss@ff.umi-q.si) cTyampao je My3ukonorujy
Ha Opiceky 3a My3ukonornjy Yuusepsutera y JbyGmanu (1999-2002)
Kao ¥ Ha MHcTuTyTY 3a My3ukonorujy YHusepsurera y Perensoypry
(2002-2003). T'opuee 2004. mocTao je acHCTEHT W HAYYHH CapajHHK
Ha Ojiceky 3a Mysukonorujy (Pakynaret ymeTHOCTH, YHUBEp3uTeT Jby-
O/baHa) TJeE je 3aBpLIMO CBOje MOCTENUILIOMCKE cTyauje. InaBHa Tema
UCTPaXNBama Y HEroBoj AUCEPTAlMjH je YJIOora YemKuX My3mdapa y
Cnosennju uzmeby 1861. u 1914. rogure. Op 2005. je momohHHK
YPE[IHUKA TJIABHOT CIIOBEHAUKOr MY3MKOJOLIKOT Yacomuca My3uKoso-
1K 3060pHAK. TheroBa McTpaknBama YrIaBHOM Cy OKPEHyTa HCTOPHUjU
Yelke U cJIoBeHauke My3uke Ha mpenasy 19.y 20. Bek, Kao U My3ulH
1 noqutuiy u3Meby fiBa cBeTcka para.



Jby6uma K. Mapuh: Moja majka u ja u ja

(mpyru Ha3uB OBe ciuke je: Moja Majka u HeBabaaa H Jo6pa JbyOuia)
Ljubica K. Marié: My Mother and me and me

(another title for this image is: My mother and bad and good Ljubica)



MYSUKA 1 APYTE YMETHOCTV

Ny

Cio6onan Jlazapepah*

LWKOMKA H EXO

YOK: 821.112.2.09-31 Max T.; 78.01
ID: 176893452
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Caxerak: Tpu Monyca mocTtojama My3uke u Bpe-
Me U IpocTop (yre ABa Cy MOrNaBba U3 OOUMHHjE
(jour HeoGjaBibeHe) CTyAUje YMETHHKOB CKPHBCHH
moTnHC y KOjuMa ce, Kpo3 aHaiam3y pomana [Jok-
Top ®aycryc, mocnenwer fena Tomaca Mana, Haj-
Ipe UCTPaxyje MUCA0 M CXBATaHbE BEJNMKOT MHCHA
0 MOJJaIUTeTHMA, Tj. HAYMHMMA Ha KOje My3HKa
MOXe Jla IOCTOjH, a 3aTUM Ce NPEHUCIHUTYje HEroB
nocTynak aa (yry Kao My3HUKY KOMIIO3HIH)Y
Yrpajn y CTPYKTYpy CBOT pOMaHa.

Y nuckycujama ¥ KMBUM MOJIEMIYKIM KOMEHTapH-
Ma Koje je JleBepkuH Bojuo ca mpujatesbeM Llajr-
6moMoM, cBojuM Oynyhum Guorpacgom, yodaa ce
Kako My3uka 3a Oyayher KOMImosutopa Hiuje camo
topma Kojy he peanusoBaTH Kpo3 CKyn OfHOCA
n3Meby TOHOBa Off KOjUX je [eNo CIIOXeHO, Beh je
YMETHHUKO CTBapame M HauumH kuBota. TOHCKe
peranyje M TOHCKe (PYHKUMje CY HAUMH HAcTajamba
¥ TIOCTOjama JIela, IPEeyClIoB BEroBor 3ByKOBHOT
ocrBapema. OHO ce ciymaolny o6jaBibyje Kao 3ry-
CHYTOCT, ONYUCHOCT MarujOM TOHCKUX M XapPMOH-
ckux opHoca. buhe My3uke cyouaBa Hac ca ciu-
KOM CBETa 4YeCTO HEPa3rOBETHOT, YYJIHO HAMETIbU-
Be MaTepuje KOjy HaM OHa Hajuemhe caomIITaBa
y3 IOMOh aHOpraHCKHX CpeficTaBa.

Kmyure peum: Mopnyc, apXeTun, TeKCT, 3BYyK, MO-
nudoHuja, XPOHOTOI, (pyra, MUT.

*Mp Cnobopan Jlazapesuh, BaHpenHH Hpodecop
Teopuje KmikeBHOCTH 1 OIMIITE KEIDKEBHOCTH HA
DUITONOIIKO-YMETHHUKOM (paKy/ITeTy YHHUBEp3UTE-
Ta y Kparyjesuy, pobeH je y Tom rpagy 1949. romu-
He. [lymnomupao je Ha PunosomkoM akynrery y
Beorpapy rjie je u Marucrpupao ca teMoM Mucao o
JIHTEPATYPH H MOJEPHO] YMETHOCTH Y €CEJHCTHUKOM
gey ymana Matuha. [loktopupao je Ha ®muno-
30tbckoM (pakynreTy beorpaackor yHuBep3uTeTa ca
teMoM CTBapaaiko NPHUCYCTBO MHTA Y CABPEMEHO]
CpIICKO] JITEPATYpH H YMETHOCTH. TIpeKo JiBe Tofi-
He je paaro Kao HOhHM YyBap 37aTapcke pajroHHIEe
bann. Ty je u HacTana Kwura 3ajefHHYKO Y HEBH-
qensoM (1995). OGjaswo je HU3 CTyMja U WIAHAKA,
Kao u 18 xmura, mehy Kojuma: Bragumup Bemriko-
Buh, ctpMa paBan xopu3oHTa (1990), Beimmukosuh:
cHMOOJT U CYrecTHja=CcBeT cuM00/1a H CUMOOJT CBETA
y cmmkaperBy Bragmvupa Bemrakosuha (2003),
Koca seprukana MupocnaBa Bopbesntia (1992) u
Teopema ciHKe: CIMKAPCKH H MECHHYKH KOHTPA-
nyrkrH Mupocnasa Byputia (2008), Ecej Jymiana
Marnthia (1983), IlpenHademe MHTCKOr o0pacna:
CTBapaIauKo MpPUCYCTBO MUTA Y CABPEMEHO] CPICKO]
smreparypu 1 ymerHoctr (2001), Kronka ymeTHO-
CTH: cKpHBeHH MuMe3Hc y Xamiety (uprexu Brma-
mamupa Bemmukosuha, 2006), dyx tajre (2008) u
Mebyonrocu ymetrmukunx cserosa (2005).

Tpu MoAYycCa NocTojarba My3uke

pOHMIUbHBONIEY KaKBa CE MOXE CPECTH caMo y mocel-

HUX cTBapajana, Tomac MaH je y XUBOTOIIC KOMIO3H-

Topa AnpujaHa JleBepKuHa, KOju NPUIIOBEN]A My3UYapeB
npujaTess U3 Hajpanujux naHa Cepenyc Llajr6mom, nokTop ¢u-
Jonormje, ymieo n mmk Benpena Kpeumapa, opryspamia, Mynas-
1a, alli U YOBEKa BEJHKOI MHCAOHOT OorarcTsa.! 3Hauaj merose
TIojaBe He OTJiefla ce caMo y UMIBCHHUIN Aa je OH NMpBU AfpHja-
HOB y4WTeJb My3MKE, JIMYHOCT KOja TOfy4yaBa, anmu U obpasyje,
HErO ¥ y TOME LITO MiafoM Ouhy moMaxke fja My3WKy CXBaTH H
paszyMe Kao eCTETCKU IpPEeAMET.

Y ToM Tpoliecy ca3HaBawma Onha OBE YMETHOCTH OJIydyjyhy
ynory umajy dyetupu Kpeumaposa npefaBawa — 3amro berose-
HoBa conata omnyc 111 rema Tpehn craB, 3atuM beToBeH 1 ¢yra,
Mysnka u oko u My3uka H eJleMeHTH, KOje OH ApXH Ipej Ma-
7106pojHOM TyOIMKOM y canu [lpymTBa 3a ONIITEKOPHCHY fie-
aaTHocT. OBe TeMe, Y cariacjy ca NMHITYEBOM IPOHMITBUBOIIhY
W JIYKaBCTBOM, CTBapajy YTUCaK fa cy Hacymmie opabpaHe, a 3a-
IpaBoO Cy YETHPH CIOXeHe Kapuke Koje he, momyr OpmcejeBor
OXWBbKA, CKPHBATH, &l 3aCHTYPHO TMOMOKM Y Pa3OTKpUBamy U
TyMadewy XHBOTHHUX M CTBAapallaykux moctynmaka Apnpujaxa Jle-
BEpKHUHA.

YTHCaK CIOHTAaHOCTU NPUBHAHO ciefu aUHUTET MpefjaBaya u
Hamepy fia ManoOpojHy myOnmMKy 3amHTepecyje 3a Mpuuy, Hapo-
YUTO 3@ AHETJOTCKO y H0j. MebyTuM, ako ce MaX/bUBO aHaNu-
3Upajy HacJOBU M CajipXkaju IpefaBama, MOXE Ce 3aKIbYUHTH,
penatuBHO Op30, Kako Kpeumap, 3ampaBo, Ipefl cBoje CiyIIao-
Iie MofacTUpe TeMeJbHa TEOpUjcKa M eCTeTHYKa NUTama Koja
KOHCTUTYHIIY YMETHOCT, 1A, JlaKlle, 1 caMy MY3UKY Kao HeH
neo. CasHame fia TO BHIIE HHUCY MpUYE CaTKaHE Off 3aHNMJBHBHX
norabaja, Beh HEBENMKM OIJIEAM KOjU, MO KO 3HA KOjU TYT, IIO-
HOBO MOKpehy fmiieMe y Guno30(ujn yMETHOCTH, Tj. My3UKE —
OJTHOC M YCIIOBIbEHOCT (DOpME M CajipXKHHE, BpeMe W CTBapajad-
KO BpeMe, TIOCTOj! JI My3HKa 10 ceO MM OHA Er3HCTHpA CaMo
3a Hac, UMa JIM OHa Kao je[HOM OCTBAapeHa CBOje 00jeKTHBHO, ON
cy0jekTa He3aBUCHO Ouhe, WM je fjaTa caMo Kpo3 CyOjeKTHBHE
MHTEHINje ¥ CaMo 3a BpeMe HEHOT Tpajama’?

Meby npenaBamuma Benpena Kpeumapa moce6Ho, anu u mHo-
Ja3HO MecTo 3ay3uma Tpehe — Mysnka # 0Ko. Y mbeMy OH KOH-
craTyje fa ce My3uka oOpaha 4yiy ciyxa caMo y OHOj MepH Y
KO0jOj je yX0, Kao W OCTala 9ysia, MPHjeMHUK OHOTa IITO je My-
XOBHO. MebyTnM, mpefaBad Harjiamasa ¥ YNBEHUIY Ja MHOTH
je3mwakn oOpTH y My3HYKOM KaproHy yONIITEe HHCY H3BEJEHH H3
mofpydja akycTHikor, Beh H3 OHOI' BH3YEJHOT, H3 CJHKE KOjy
npyxajy Hore (...) u (...) Ja je 3Ham[y JOBOJbAH jefaH MOTJICH
Ha CIAKY TOr mucMa jga OH CTeKao ofrosapajyhu yTucak o AyXy
# BpegHOCTH Heke Kommosuiuje.> OBHM OH yNO30paBa fia ce Io-
jaM My3HKe TOKJIamna ¢ IOjMOM MY3MYKOT je/1a, OHOCHO Jla Huje
ped o TOMe fa JU HeKo Moxe uuTajyhu Beh ucnucaHe HOTHe
3HaKe YXUBATH Yy My3HIY, HETO O YHHCHUIM Ja My3UKa MOXe
IOCTOjaTH U aKO Y H0j HUKO He yxuBa. Hu Bu3yennum, HU
AyUTUBHUM TIyTeM, a Beh Kao Tekcr My3mKa je TOTOBO JIENIO.

[Torpe6HO je oBie HamoMeHyTH Aa je Oprymail ocHOBE 3a
OBAaKBO M3NIarambe MOorao Hahw M y HEKMM paHHjIM TEOPHjCKHM
IPETNoCcTaBKaMa, MoceOHO y OHMM Koje Cy TBPAWIE [ia je My3H-



Ka opus absolutum, Tj. neno 3a cebe, NUIIEHO CBOje 3BYyUHE
TPUCYTHOCTH, LITO Ta je HAarHaJIO fia Hajlipe IPEeTIOCTaBH KaKo
jé Ha4MH TOCTOojama My3WKe y (popMH TeKcTa mjeanHa Moryh-
HOCT, IPENyCIIOB 3a CBaKy OOjeKTHBHY KOHKpETH3alWjy KOjy Ha-
3MBaMO €CTETCKUM JOXKHBIbAjeM: MOXAA Hajqy0/ba Keiba My3HKe
(-..) ma ce yonmire He 4yje, ja ce YaK H He BHJH, HUTH IaK Ja ce
oceha, Beh ja ce, kag 6u To 6mI0 Moryhe, cayma m mocMaTpa y
MOAPYYjy YHCTO JIYXOBHOT, C OHY CTpaHy 4y/a na 4aK H JyIie.>

MebyTtum, Beh jepHoM op cnepehux pevennna Kpeumap KoH-
CTaTyje U CyNpoTHO: AJIH, ¢ gpyre oneT cTpane, Oyqyhn Be3aHa
3a 4YyJHH CBET, OHAa HIAaK Mopa Ja CTPEMH H 34 HajCHaXHHJOM,
3aBOJ/BHBOM YYJIHOM H3paxajHourhy, kao Kymgpu®, koja nehe
OHO IITO YHHU M KOja MEKe PYKe CBOje MJIaJOCTH CBHJja OKO Bpa-
ta sayge. CBoje HajMohiHHje IYIHO OCTBapeme OHA HAalIa3u y op-
KecTapcKoj HHCTPYMEHTATHO] My3HIH, TAe ce HauMe, YHHA Ja
1IpeKo yxa agupupa cBa dysia M TajHO cTamna LapCTBO YXHBArba
y TOHOBHMA ca OHHM Tjje ce yXHBa y 0ojama u MupucuMa.” Jla-
KJIe, CMICa0 My3HKe ce I'yOu ako ce 6ap yHyTap e He IpejicTa-
BY WEHA aKkycTuka. To 3HauM, fa O OHA Hpeluia U3 Mofyca Mo-
ryRHOCTH y MOJIyC CTBapHOCTH, HEONMXOAHO je a HEeKO, YnTajyhu
HOTHE 3HaKe, J030BE y CBECT, aKO Beh HE Ha MHCTPYMEHTY, TO-
HOBE KOje Te 03HaKe MOApa3yMeBajy.

Y ckiany ca HaBefieHUM NpUHYHEHH CMO J1a HAUMHUMO JIUTpe-
CHjy U Jia ce II030BEMO Ha IIOYeTaK 4eTBpTor KpeumapoBor mpe-
faBama My3nka H eJIeMEHTH y KOjeM OH, uMajyhu y Bufy Barue-
poB IIpcren Hubenynra, uctude Kako ce y OBOM JIEJY MHUT CBe-
Ta ¥ MAT MYy3HWKe MOAYyAapajy, Aa OW KacHHje Harlacuo CKIOHOCT
My3HKe Ja 3apampa HaTpar y eneMentapHo (mopsykao C. JI.) m
Jla ce cama ceOH JUBH y CBOjHM Ipanoydeqnma’, OJHOCHO [1a Y Cy-
IITHHA OBE YMETHOCTH JIEXHU CHOCOOHOCT Ja ce¢ H3HOBA OTKPHBA
H IOHOBO MPOH3BOJH.’

Axo cMO y pa3Marpamy Tpeher mpefaBarmba MO 1a YOUHMO
Kako My3WKa IIOCTOjH Y JiBa MORyca: MORYCY CTBapHOCTH — Kao
3BYK, U Y MOJYyCY MOFthOCTI/I — Kao TEKCT, y HUTHpaHUM peye-
HHIaMa YeTBPTOr IpefiaBama Ca3HajeMo [a 0Ba YMETHOCT MOXe
IOCTOjaTH M Y MOJAYCY Hfjea/IHe HYKHOCTH — Kao He3ao0uIIa3HU
apXeTun cBake Moryhe MysuKe.

Kako 6u miycTpoBao 0BO cBoje Ka3umBame, Bermen Kpeumap
he cmymaonuma mcnpunoBenaTu Xusotonuc Joxana Konpapa
Bajcena xoju he, mpuipyXuBIIM ce CEKTH HEMAukux OanTHcTa
CeAMOr JlaHa, MaKo HEJOBOJBHO YUEH, CTBOPHTH 32 MOTpede cek-
TEe MY3MUKY TeopHjy Koja he 6p30 OUTH MpeToUeHa y mpaxcy.

C ogBaxkHOM Gp3HHOM OHJIO je CTBOPEHO CMHCIEHO H YHOTpe-
6/p1BO yuere o Meqofujn. Ofpenno je fa y cBaKoj TOHCKOj Jie-
CTBHIJH Tpeba Ja MmocToje ToCOofapH n ciyre. Kajga ce omyqmno
Ja Kao MeJIOQHJCKO CPENHIITe CBAKOI JATOI TOHAJIHTETA IIOCMA-
Tpa TPO3BYK, HMEHOBAO je TOHOBE KOjH NMPHIIAJajy TOM aKopny
3a Majcrope, ocTa/IH TOHOBH JIeCTBHIe OUJIH Cy, MebyTHM, CIIyTe.
OHaj c1oj TekcTa Ha KOMe je Haryacak uMao je caj ja mpejcra-
BJbA 110 jefJaH MajcTop, a HeHaryIalleHe CIOTOBE — CIIyTe.

IlTo ce xapmonmje THde, MOcerao je OH 3a jeHAM CYMapHHM
mocrynkoM. HM3paguno je Tabene akopaja 3a cBe Moryhe ToHA/IH-
TeTe, HA OCHOBY KOJHX je CBAKO 0€3 HAIlOpa MOrao Jja HCIHIIE
CBOje IoneBKe 9E€TBOPOITIACHO WA meTornacHo (mojnsykao C.
JI.) unme je m3a3Bao nmpaBy MOMIAaBY KOMIO3HIHOHOT OECHHIA Y
3ajeqamunu (...). Puram je 6no oHaj feo Teopuje wmje mpoyiiitie-
e je jonr 6u10 NpeocTano OBOM YHIOM 4OBEKY (...). Bpuxibu-
BO je y KOMIIO3HLHJH C/I€JHO HAaIjlacak pedd, jajyhu, jeqHoCTaB-
HO, HarJallleHHM CJIOTOBUMA JiyKe, a HeHaryIalleHHM Kpafie HO-
te. Jla ycTaHOBH 4BpCT OfHOC M3Meby HOTHHX BPEJHOCTH, TO MYy
HHje 1aJ0 Ha NaMeT, H YIOpaBo je THMe CBOM METpy cadyBao
3HaTHY rumkocr (...).3

[Mpunosemhy o Teopuju u npakcu Joxana Konpana Bajcena
Kpeumap nokasyje ma Tpehn Mopyc perynuiie cBako MOTEHIH-

jalHO CcTBapame y CKJIaJy ca JyXOM MY3HKaJl-
HOCTH Ha Taj HaUMH IITO Hpefoapebyje 1mra
je mobpo, a mTa HUje y OBOM HOApyYjy. My-
3MKaJIHO TOBOJbHE WMJIM HETOBOJbHE KOMOWHA-
[Wje W peranyje MeJofnje, XapMOHHje U PHT-
Ma I0CTOje MaKo WX HEKO He OTKpuje (KOM-
MO3UTOp) WUNK He 3amasu (ciymanain). Amu
Ipe Hero IITO ce IojaBe 3axBasbyjyhu KoMIIO-
3UTOPY WM CNyIIaoly, oHe OMBCTBY]jy y ce-
pu upeanHe HyxHoctu. [Turaropejuu cy To
Nofipyyje Ha3Balu My3HKOM cepa, a JlajoHuI
npecTabHI3HPaHOM XapMOHHjoM. MHOTO To-
JIMHA KacHHje, 32 BpeMe MIEeTHe, ocle cBaaoe
Anpujanose cectpe Ypcyne, oH he LlajT6mo-
Ma TIOJICETHTH Ha OBO TIpEflaBame M3 KOjer cy
My Y XuBOM cehamy ocrane peun fa y MysH-
M YONIITEe HE MOpa CBE fla ce Uyje, and fAa
YKOIIMKO IO THM ,,9yTH' cXBaTa M pasyme
TeHYHHY peaqn3anijy MOjeJHHHUX CpPe[cTaBa
momohy KojuX OCTBapyje HajBHIIH H HAajcTpoO-
KW KOCMHYKH NOpPEAAK H 3aKOHHTOCT IO Me-
DM 3BE€3[aHOr cHCTeMa, OHfa MopaM pehu: He,
rako ce To nehe yyrn.’ Jla Ou oMax 10ao u
0BO: Kajia 6u U mocTojana MoryhHocT fa ce
yyje, TakBa My3uka OU IpefcTaBibana Hemo-
Ky4MBO €CTETCKO 3ajoBOIbCTBO. U Taj Momyc
TOCTOjarba My3UKe y TOTEHINjH, JaKaKo, APY-
ravydju je y KOHKPETHOM H3BObhEmy, Tj. aKy-
CTHYKO] TIPe3eHTAIH]jH.

Peuennna koja cnesu Bpaha Hac MOHOBO
Tpehem KpeumapoBoMm mpenaBamy, caMoOM
BEroBoM Kpajy. OmicoM KiaBupa Koju je o
HETOBOM MULILCHY (...) JHPEKTHH H CyBepe-
HH penpe3eHTaHT MYy3HKE y caMoj HeHOj JV-
xoBHocTH (...)'", OH TOMepa POJHO MeCTO My-
3WKe M3 MapTUTYpe Y HEWITO, MO HEeMY, jOII
UJealiHje — MECTO Y KOjeM ce OffurpaBa meHa
aKyCTHYHA peaym3anuja, IpocTop y KojeM ce
3aMpIIEHN OfHOCH MOTHBA, XapMOHHje W PHT-
Ma Mory u3Byhu W3 My3muke JeKTHpE, ajau
JONymeHn ayfuTHBHOM (aHTasujoM. OmHO
IITO ce 4yje U3 KJIaBHpa OCTBapyje MpaBo Ha
My3nuky ersucrenmujy.!! Tume ce ciymaoru-
Ma IpefaBama NOpydyje Kako Ce MYy3UI[M He
MOXe OfipuuaTé 3a cebe mocrojehm 06jeKTH-
BUTET. M1 OHa je MOmyT JMKOBHUX JieNa ecTeT-
CKH TIPEIIMET, MPEMET ECTETCKE KOHTEMILIa-
uuje. Joayiie, mweHa MPeIMETHOCT je HEeBH-
JIUBHBA, TITO 3HAUM J]a CE HEHA BPEIHOCT KPH-
je m3a cnoskHe hopMe, y AyOMHAMa COTICTBEHE
HACTHHE KO0joj ce ciymranarn Bpaha oHpia Kaj je
CBE MpOIIJIO W HA Taj HAUMH je ceOu IpefcTa-
BJba Kao jepny uemmHy. Cehajyhm ce mpormumor
1 1oBe3yjyhu MOCTYNHO fjaTe AeTambe, CIyla-
JIal, PeKOHCTPYHIIE IENNHY Koja je Mpe U3BO-
bewma u cnymama mocrojana. OHa je u 6e3
CITyLIA0YeBOr IOfaTka IOCefoBana CBOjy mpe-
TJIeHy H IJIacTHYHY (hopMY.

Benpen Kpeumap y cBojuM mnpefaBamuMa
He 3a00paBiba a MOAPOOHO, HA HEMY CBOj-
CTBEH HAUMH — IPUMEPOM M CIMKOBHUTO, aHa-
JM3upa TCHXOJIOMKY NMPHPOAY Mporeca y Ko-
jeM ce u3 ykpiTama (opMe U CYICTaHIE pa-
ba ymerHmuko pmeno. Hberoso mpBo mpepasa-
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we 3amro beropeHoBa conara omyc 111 Hema
Tpehin cTaB, 3aN04Nbe NPUBHUHO pacejaHuM
oxroBopoM Pamyiycy Koju MpHCYCTBYyje Tpe-
JllaBamy W Ueka fa u3 Kpeumaposux ycra uyje
KaKaB JIOTHYaH pasnor. Huje nMao BpemeHa n
3aTo0 je pajuje Majgo MpOUIHPHO JpyrH cTap.'?
OpnroBop Hajmpe 3BYYH pacejaHo, Ma TOHEKIIe
U IIEepeTCcKHU, fa OU y KacHUjoj aHAJM3U IO-
NPUMHO TOH TPE3BeHEe MPOHHMje, HCTe OHE ca
kojom Cokpatr y HMjoHy poka3syje pamcopy ja
HErOBO Jle/lalkbe HeMa 3Havaj yMeTHOCTH (Kao
n damynycy HamBHO NuTame 3a Op3 U CMH-
CIIeH OAroBOp) Koja IIOYMBA Ha IO3HABAHY
CTBapy, Kao y ciIydajy jiekapa u HemMapa, He-
TO je M3paxkajHH OOJNMK Ha KOjU Tra, OTPTHYT
Ofl HeTOBE CaMOCBECTH, TOHM HeKa Tyba cuia.
Y cramy eHTy3Wja3Ma YMETHHK je M3BaH cebe
1 TIOCTaje ITIACHOTOBOPHIK M CIETo opyhe 6o-
ra KOju U3 Hbera mporosapa.

Y enry3mjasmy koju o6y3uMa bBertoBeHna
UMa U ejJeMeHaTa GOXKAHCKOT, ald U JIEMOH-
cKor. Bennko ocTBapeme KakBO je, HECYMHbH-
Bo, 1 CoHata omyc 111 He MOXe HacTaTH
IPOCTOM BOJLOM ayTopa, Beh MelIameM dyfe-
CHOT OflyIIEBIbEHA, NYLUIEBHOT pacClubamba,
Al ¥ BUXOBOT YKPIITama ca KPUTHIKOM CBe-
uthy.

Tamo rpe ce cacrajy BeqminHAa H CMpT, 00-
jarmasao je, Ty ce paba m 0GjeKTHBHA CKJIO-
HOCT KOHBEHOHJH KOja 10 CYBEPEeHOCTH OCTa-
BJ/bA 32 COOOM HAajcaMOBOJHHHjH CYOjeKTHBH-
3aM jep OHO HITO je caMo JHYHO, KOje je y
crBapy Beh HafgBHCHIIO jeHYy JO BpXyHIIA JO-
BefleHy TPajuLHjy HaJpacTa caj y TOMe joIl
jegHoM caMo cebe, crynajyhe, BeIdAajHO H
YTBAapHO y OHO MHUTCKO, KOJEKTHBHO (y CBUM
ciyyajesuma mogsykao C. JI.).13

Y mponecy HacTaHKa fienia KPATHIKA CBECT
HHUje cacBUM MOHOJIMTHA jep HHje caMO caTKa-
Ha Off CBECTH, Beh M O} MOJCBECHOr M HecBe-
cHor. OHa ce jaBipa Kaj je MOTPeOHO Aa yMeT-
HUK TIPOYUCTH OOjEKTHBHY CKIOHOCT KOHBEH-
guju. Hu Hacranak BeToBeHOBe coHate Huje
numeH Te norpebe. OHa je Ty Kao MpoYH-
mhaBame JPyror, OHOCHO MOTIYHOT OJCY-
ctBa Tpeher craBa. OuurieHo je fa ce y Be-
JIMKOM KOMIIO3UTOPY, Y je[THOM NEpPUOAY CTBA-
pama, jaBuiaa norpebda fAa U3 MacHBHOI HH-
CTpYMeHTaJIHOT OJI0KA OfICTPaHW OHO LITO IO
IbErOBOM TBOPAauYKOM HaciyhmBamwy HHje Y
CTamy J1a OATOBOPH BHCOKHM ECTETCKHM 3aX-
TeBMMa HajjaxHyha u cTBapasaIlTBa.

Ty ce — jesnk — Buille He IHCTH — OF OBE-
mramnx hjaockyna, Beh oBakBe ¢hiocKyme —
on mpHBHAA — Ja je cyOjeKT — mAMa — OBJa-
J1a0 — OpHBHJ YMETHOCTH — ce ofbaljyje — Ha-
HOC/IeTKY — YMETHHK YBEK — Off0anyje IpHBHT
yMeTHOCTH (y CBUM cllydajeBuMa nopsykao C.
IL.). dnm — paga! Caymajre, MoM, Kako OB-
Jie TeXHHa yre — y akopgaMa — HpeTexe
HAaJ] MEJIOHjOM.

OBy (pasy moruckuBama cafpxKaja Koju He
ofiroBapa BHUCOKMM beToBeHOBMM KpHTEpH)y-
muma Kpeumap HasuBa ogbOammBame NpHBHAA

YMETHOCTH, ¥ OHa OM ce MOTJIa O3HAYMTH Kao (pa3a HeraTHBHOT
n3bopa. Y crBapanaukoM Iporecy, To je (asza kag ayTop He
3Ha cacBMM INTa Xohe W Kako Tpeba Ae(UHATHBHO Aa WM3IJIeNa
fieno, anmu cayTé 6ap Kako He Tpeba fa maraena. Ha ocHoBy
OBe TIPUBHJIHE MPOTUBYPEYHOCTH, 1 BeToBeH je mpenmsHo 3ama-
3M0 IITa Y TPOLECy HaCTaHKa COHATE HUje Yy cKiaay u3Meby me-
HOT' TPajUIMOHAIHOT OOJIMKA M HErOBE 3aMUCIH, OXHOCHO Ha-
naxayha.

Tpehn craB? HoBo 3anounmame — Mocje OBOTr ompouitaja?
Iosparak — noce osor pacranka? Hemoryhe! Jloroguio ce ja
je coHaTa y gpyrom, oBoMe eHOPMHOM JpyroM cTaBy cede JoBe-
Ja o Kpaja ca Kojer HeMma 1oBpatka. M kaj kaxe cOHaTa, OHja
He MHUC/IH caMO Ha OBy y c-molu, Beh MHC/IH Ha COHATy yoILITe,
Kao pox, Kao 6amITAmEHA yMETHHIKH OOIHK: OH caM ce OBJe
3aBpIilaBa, JOBEJEH je JJo Kpaja, OH je HCIYHHO CBOje CyJOHHCKO
onpebeme JOCTHTao cBOj LM, IPEKO KOTa ce BUIIE He HJe, OH
ce yKHja H pacTBapa, onpamra ce (y CBUM CiydyajeBAMa INOJIBY-
kao C. JI.) — maxame Ha pacTaHKy OHOI Jje-re-re MOTHBA, LITO
ra guc MeJIOGHjCKH TeUId, TO je ONpPOIITaj H ¥ OBOM CMHCIY,
onpoITaj BeHKH K40 KoMaj, onpoinraj of conare.” Henocro-
jame (m3ocraHak) Tpeher crasa y Conartu omyc 111 moTsphyje
Te3y fia CTBapaallTBO He MOXe OUTH IOCTYNAK NAacHBHE UMaru-
Halyje, MEXaHUYKO MOHAB/bame OpojeBa U pauyHa. EnuMununIy-
hu oHO 1ITO y JaATOM TPEHYTKY KOMIIOHOBamba HUje 3a0BO/baBa-
70 BEroBe HajBHIle KpUTepHjyMe, beToBeH je caMo IOTBPAUO
Jla YMETHHUK y TIpOLecy CTBapama M Te KaKo BJaja elleMEeHTHMa
obpajie wieja Koje je fo6mo y TpeHynuMa Hapaxuyha. Ykmpajyhn
710 Taja TpajUUMOHAIHI U OYeKMBAaHM OONMK COHATe, OH je ceOn
caMO CTBOPHO IIPOCTOp 32 pa3Max BJIacTHTE MMarmHammje. A
OHa je MOBPEMEHO Omia ¥ JOBOJBHO Xpabpa, anm M Apcka, Aa
YKHHE KOHBEHIHjy, IITO CEe Yy HCXOAy MOKa3ajo Kao HyXaH
ycrnoB (MOK/a Yak u TMpefyclioB) fa beToBeH foBpIHM cBOje fie-
710, 060raTH MY3HUKY JUTEPATypPy, YMETHOCT YOIIIITE.

Ha npumepy Hacranka oBe coHaTe Benpen Kpeumap je Hese-
KoM OpOjy ciyllanana I0Caao BaxkKHY IOPYKY — CTBapame
YMETHHUKOT JieJla je BUCOKOHANOHCKA aKTHBHOCT Y KOjoj ce JiH-
jaNeKTUYKH AOAUPY]Y, YKPLITAjy U YXJeOIbyjy TpU elleMeHTa:
JIMYHHM, €TIOXAITHY W ONIITEYMETHUYKH.

BeroBeH je y yacoBnMa cTBapama HapedeHOr jiena 6mo mpen-
onpebeH fia ce W3pasu y NyXy cBor BpeMeHa (chopma W CTHI),
Majia je Kao cayra, aluu ¥ rocrmogap cBoje YMETHOCTH YKHHYO
OYEKHMBAHM OOJMK COHATE M THM YKUamkeM M3pPa3uo KBHHTECEH-
[1jy YMETHOCTH — HeHY NMOTpeby fia ce y BPpeMEHYy M MPOCTOpPY
Urpa cBOjoM CJI000fIOM y OJHOCY Ha poOf, BPCTY, MOTHB, CTHI,
cdopmy. Tume ymetnuk — y npumepy Benpena Kpeumapa o je
jemaH o HajBehux cTBapanama Koje je cBeT MMao — CTBapajyhu
HOBE OONHMKEe YKUAAmeM [0 Taja IO3HATHX, YCIOCTaB/ba CPOJ-
HOCT ¥ CKJIaJ| Ca HajTajaHCTBEHUjUM YHYTpPAIIBUM TpelnepermheM
CBOje MyIIe.

MebyTum, Beh y cnenehem npepnaBawy — beToBeH u ¢pyra,
Kpeumap mMano6pojHOj, YIOPHOj, TpyIH CIyIlanana TOBOPH U O
OHO] JIPYTroj KpajHOCTH CTBapaiaykor mpodieMa Koju ce jaBiba
KOJl TeHnja Kakas je beToBeH, a offHOCH ce HA UMIeHHLY fia 60-
KaQHCKO HajjlaxHyhe 1 OfylIeBIbeE KaTKajja HHje HOBOIBHO Jla ce
M30ETHY CBE 3aMKe Y KOje YBOAM Tparame 3a KpajihOM CYICTaH-
LIOM CTBapanaiuTBa. ¥ HWEroBUM peunMma U3 feTaba beToBeHOBe
Ouorpacuje HUje TEIIKO NPO3PETU JPEBHO CXBaTawe O MOTPedu
CHHTE3e CYNPOTHOCTH KHTape H ayjoca, JOBOpa H OpI/baHa,
CTpacTH H HHTEJNEKTa, eKCTa3e H TPE3BEHOCTH WIH, KaKo ce O
YUTaBOM NpoOneMy yBepibuBo u3pasuna Axuna Casuh Peban
mamyhu o [Tuapapy, na Hema moesmje 6e3 3aHOCa M HHCITHPALH-
je, a 3Hao je jqa je Hema HH Oe3 cBecHe yMeTHoctH. Ha cimdHO
je y OBOM JIpyroMm mpefiaBamy Kejeo Aa ykaxe m Kpeumap —
cTBapame Jiefa je y HajBehoj Mepu cTBap Jby[ICKOT TajeHTa, 3Ha-



1ha, aJi TyT 10 Hera BOAM NpeKo MpogeTCKor M GOKaHCKOT 3a-
HOCa KOjH, KaKo je CBOjeBPEMEHO MUCINO M XECHOJl, CBOJHM CH-
PEHCKAM 3ByIAMa MOXe Ja yhyTka MOpPCKe BETPOBE.

TBpaba 3NMOHAMEPHHX KaKO je (...) BEJHKH YOBEK JIOLI § KOH-
TpanyHKTy — TBPAIBY y KOjO] Cy MEPORABHH MY3WIKH CBET OHA
Mecra rje ce ¢yra jaB/pa y mocMpTHoMm Mapury Eponke u 'y ane-
rpery A-dur cumcponnje camo moria fa yrepae'®, motsphyje na
ce TeXHUIH He cMe nmopehu 3Hauaj 3a pa3yMeBame MpaBe NMPUpO-
ne crBapainamTsa. [Ipuva, TauHuje aHerpgoTa Koja ce uyja Ha
npefaBamy, To U noTBphyje. Y kacHo jero 1819. berosen je
KOMIIOHOBAO MHCY IIOBOJIOM YCTONIMYeHa HaABOjBofie Pymonda
3a oJIMyuKkor apxuobuckyna. Cpefuiima Tadka 0OKO Koje ce YUTaB
forabaj BpTU jecTe MajcTOpoB HeyMopHH paj Ha Kpeny c ¢y-
rom. CTBapasayky HEMHP JIOCEKE CBOj amorej jefHe HoOhM Kaj je
oBO3eMasbcke Mepe BpeMeHa bertoBeH Beh ofaBHO 61O 3aMeHNO
yCHjaHOM MarmMoM CBOI' HEYMOPHOT CTBapianaukor Omha: Yme-
CTO TOTa pajwo je yHyTpa, y cBojoj cobn, Ha Credu, Ha Credu ¢
¢hyrom — ydeHnIn cy ra 4yaH Kpo3 3aTBOPEHA BpaTa Kako pajii.
I'myBu majcrop je meBao, ypiao W ygapao Horama o moj cepchm
Hag Credom — OHJIO je TO TaKo je3WBO IIOTPECHO Jja ce BHMa
KOjH cy Ha BpaTHMa C/Iymiaan Jeinia KpB y xuaama.'! 3a to
BpeMe KyBapHuile Cy fpemalne, NMOfrpeBaje jeno, Haj3af 3acmase
U [03BOJIMJIE fa IpUIpeMbeHH o0ef moTmyHo 3aropu. Kap je
MajcTop, He 3Hajyhu Koju je yac m foba, MOCTao CBECTaH peal-
HOCTH, IIJIaHYyO je HajkellhuM IHeBOM: 3ap He MOXeTe HH jefaH
car npo6etn ca mHOM?'S

Jla je OKOCHMIly HACTaHKa MHCE TOTPAXUO caMo Y JOOpOM Io-
3HaBawy KOHTpamyHKTa, beroBen He Om m3ryomo ocehaj 3a
CTBAapHOCT W BpeMe, HUYMM He Ou OO m3a3BaH fla U3IHje BEJH-
Ky KonmmunHy HeraTuHe erepuje. C 003MpOM Ha TO Aa je 4uH
KOMIIOHOBamba 33 HEra yYBeK MPENCTaBIba0 Tparame 3a HOBUM
CMHCJIOM, TO TPaXXeme MCTOBPEMEHO je 3HAYMIIO HajIyOsby Ka-
PaKTEpUCTHKY CTBapama 06e3 0031pa Jia /M je ped O JeHOM CTa-
BY, fle/ly cTaBa MIIM YMTaBoj Komno3unuju. Huje My Ouino po-
BOJBHO II03HaBame TEXHHMKE KOMIOHOBawa (pyre, Beh u Bpeme,
NOTpeGHO BpeMe Ifie U3pama HOBM CMICA0 U3 IICHXOJIOMIKE I'po-
3HUIE CTBapanamrsa. TeK y Ba/baHOM INPEIUIETy ca TEXHUKOM
npoHabenn cmmcao unHE (pyHmaMeHTanHy BpepHOCT fena. Ca-
3Hame 7la je beToBeH 0By MICY 3aBpHINO TeK TPH TOJMHE KacHU-
je Kasyje moOpo 3HAHY WCTUHY — YMETHHK je JIMYHOCT C jaKOM
MohH J[OXWMBJbaBamba, HEOOY3TaHOM (DaHTA3MjOM, KUBHUM Mpef-
cTaBaMa, ajli W CMOCOOHOIIhY CTPIJBMBOT NMPOMHUIIbAKka, KPH-
THYKOT' OfIHOCA TIpeMa BJIACTHTHM HjejaMa, pellemhnMa U ey,
Ma KakKBMM MEpUIIMMA ¥ OI€HaMa CBAaKOJJHEBHO OKO CBETa CY[H-
JI0 O HBETrOBUM NOCTYNIUMA U JIOTOTEXHHII.

Y HacraHky o6a gena — Comare omnyc 111 u Kpeny ¢ ¢yrom,
youaBa ce, IOpeJ] aHeTZ0Ta, CBEYKYNHA eJIacTUYHOCT BeToBeHo-
BOTI' KPEaTUBHOT fiyxa. Bupryoswu o0pT Koju TBOPH jefaH Off Ba-
SKHHUX TPEHyTaka BpeMeHa KpeaTHBHOT UWHa, yrpabeH je u y Ha-
CTaHak HapeyeHHX flena. Y HaMepw fla HBeropa IpefaBama Oyay
TpujeMInBa W 3aHUMJBMBA 32 MajobOpojHe criymaone, Kpeumap
npobiieMe KOju ce OfjHOce Ha TeopHjy u (uio3odujy crBapaia-
IITB2 OTKPHBA MOCPENCTBOM OMOrpad)CKuX AeTa’ba M3 SKHBOTA
3HAaHUX U Mame 3HAHUX KOMIIO3UTOpPA U, KOJIUKO MY je TO MOry-
he y maTum ycioBuMa, HCTOBPEMEHOM MHTEPIPETALUjOM M aHa-
JM30M OfiroBapajyhux fiena My3mdke JIUTepaType.

MebyTuM, OHO IITO je OCHOBHO, a HajTAjHOBHTHjE Y HHUXOBOM
HACTaHKy — €JJaCTUYHOCT KPeaTUBHOT JiyXa, TPEHYTaK o0pTa, Cy-
OnMManyjy, OH CMUIIBEHO CKpYBa CBOjUM Beh mpenokpusajyhum
HAUMHOM — aHETNOTOM, y30ybemeM, MynameM. THM IOCTYIKOM
OH CBUMA, a MOCEOHO U TOHAjBUIIIE CBOM YueHUKY Afnpujany Jle-
BEPKMHY 3KEJM J1a YIyTH 3arOHETKy, KOjy OBaj MOpel MIIajjocTd
Mopa fia OfrOHETHe, a 3aTHM Jla HheHa HajTaHaHWja 3HAuema 1
TIOpyKe Yrpajy y oOprce CBOje JaTEHTHE NOETHKE.

CnacoHOCHY cTBapajauky KOMOMHAIMjy —
pememe mpobieMa, YMETHHK OCTBapyje Y3
IPUCYCTBO BUPTYO3HOT 06pPTa, TPasKEeHEM XKe-
JbEHOT TPEeHyTKa IpOojopa Kpealnuje y Macus-
HU MaTepHjal, 4yBajyhnm CTBapHOCT Kao TIO-
3HaTy KOHBEHIMOHAJHY HENUHY. AIlM cTBapa-
JayKka KOMOWHAINMja HE ONO3MBAa HM IO3HATO,
HI KOHBEHI[OHAIIHO y TMOTIYHOCTH. Y HHTEp-
pernanujaMa OBUX KPajHOCTH, a MOXEMO HX
O3HAUUTH U Kao mocrojehe u moryhe, 36uBa
ce CIIOXKeHa NMPOMEeHa KpeaTHBHOI MpHIpeMa-
1Hba NPOCTOpa U BpeMeHa Kako Ou ce Jeso Ha-
jaBWJIO y ofrosapajyheM BpeMeHy U IpOCTO-
py. Jenna on HajpaHmjux moyka kojy Jleep-
KHH CTHYE jaBiba ce y OOJMKY 3aMUTaHOCTH
mnagor 6uha: Kako je cBe TO cauWmeHO, ¢
KaKBOM BEINTHHOM, HAa KOjH HAYMH je MOCTa-
B/bEHO, KaKO CC Hfe Ka TEMHA H KaKO CE OHO
HaIyITa, pa3peniaBa, Kako ce caMo y paspe-
1Iewy IPHIIPEMa HOBA TéMAa H KAaKo je IUIOfHA
¢arypa Koja AcnymaBa MehympocTop Tako jja
HeMa HHJeJJHOT CITOOOJHOT MeCTa HJIH TaKBOT
KOJH 0fjaje IIoCycTanocT, KaKo c¢ PHTaM IW-
KO YKJBYdyje y OpOMEHE, CTYIIEBATO DACTe,
IpuXBaTa OHO IITO JOTHYE C pa3HUX CTpaHa,
camoBaTo 6yja u NpoBasyje y OypHH TPHjyM(h
(y cBuM cryyajesuma mopsykao C. J1.) (...)."

Lutupann oioMak HajyBEpIBUBUJH j& TIPH-
Mep JIeBepKHHOBE er3ainTHpaHe peakiuje Ha
IPOBOKATHUBHI TE€KCT—KOHTEKCT—KOTEKCT YUH-
TEJLEBOT TpefaBama. 3aCCHhEeH je BemyajHo-
mhy urpe Ayxa Koju IpeTamameM TeMma, Ipo-
XuMameM (urypa, caobpaxkaBameM pHTMa
caBllafiaBa TacUBHY MaTepujy fa OH TpUjyM-
(hanHO MoOfApUO [ieNy OAJIMKE KOMIO3UTHE 1
npotejcke TBopeBuHe. OHO IITO Miajguh jour
HUje, U 3a[yro Hehe CmoO3HATH, TO je fla OBa
urpa ayxa (Kpeamuja) He TPaxd CaMO XPTBY
y UCHpIUbyjyheM WITYeKuWBamy, HETO je, KaT-
Kajia, HEONXONHO 3TPabUTH OHO IITO JOTHYE C
pa3IHYATHX CTpaHAa W HA Taj HAUMH CaMoj
UTPH JIaTH IAHCY fa MCIOJbH KOMIIO3UTHO 1
npoTejcko. Jep, y OUTH cBake KpeaTHBHE HTPe
HHje MPOCTO TOHABIbAKE OHOTA IITO je Bube-
HO, HETO CTBapame — JEJOTBOPHE CHAre I0
ceon.”’

Bpeme 1 npocTtop dyre

YMETHHUKO JIENO 3a CBOje HAacTajame MOXeE
fla 3aXBald M apTHKYJAUji KOMIUIEMEHTap-
HUX OffHOCa MaTepuje n (opMe, OTHOCHO Ha-
YMH OOJMKOBAmba fIeNa y BEIMKO] MEPH 3aBH-
CH Off BpCTe MaTepuje y Kojoj ce oHO hopmi-
pa. OBo Hac, ucroBpeMeHo, moficeha Ha Heja-
CHE I'paHuIe Meby YMETHOCTHMA U Ha NUTAHKE
FIXOBOT NOCTOjamha.

XKusoronuc xommnosutopa Apnpujana Jle-
BepKMHA KOju je 3abenexuo mpujaremn Cepe-
Hyc LajTomoM mokasyje ma je Moryh poaup
JIBE]y YMETHOCTH, MY3WKE WM KIHUKEBHOCTH,
KopuirheweM Hucte TexHuke u opme. Crora
cMaTpamo ¥ NOTPeOHMM M HEONXOJHMM Jia 3a-
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BpIIHO nornasibe oriefna Tomac Man, cumyi-
TaH{ I71ac — MOJH(POHAjA TIOCBETAMO HaMepH
na ¢yry Kao My3MuKy KOMIIO3HIM]Y TPEIo-
3HaMO y CTPYKTypH poMaHna JJokTop Paycryc.

Ha oBo Hacrojame o6aBe3yjy Hac Beh Heke
paHuje CTyAWje ca CIMYHIM Pa3MUIIbamkEeM O
pPOMaHNMa KOjH CBOjOM YHYTPAIIbOM OpTaHU-
3al[joM TeXXe 3a ONOHAMIAKEM CTBapaladKux
opMH U TOCTymaka KapaKTEpHCTHYHHX 3a
My3uuKy ymetHoct.?! MebhyTum, noce6an moj-
CTHUI[a] UMIUTMIUTHO CMO JAOOUIHM Off TE€OpH]-
CKUX pa3Marpama Koja, 6ap Ha TpBH IOTJIEN,
HeMajy MHOTO JIOfiupa ca HallUM pa3MHIUba-
wumMa. Ped je o joOpo 3HaHOM yuewy Muxau-
na baxtuna o xponoromy. Kao mro je mo3Ha-
TO, Y pa3MaTpamy OBOT mpobieMa 3HaMEHHTH
HAayJIHWK IOJIa3W Off Te3e Jla Cy KaTeropwuje
BpeMeHa M mpocTopa omnydyjyhu, Kako ¢op-
MAaJTHA TaKO M CYIITHHCKH, AUhepeHIH]jaTHA
3Halu poMaHeckHe mpose. HaeneHo pasor-
KpHUBa Jia je cBaka emncka ¢opMma carpabeHa Ha
KOOpAMHATAMAa BpeMeHa U Ipocropa, a 6e3
BHX je HeMoryhe OMJIO KakBO pa3sBHjame CH-
Kea ¥ OIIITH XOJf POMaHECKHOT 30MBamba.

OBaj Mame-BHIIE ONIITH U MO3HATH 3aKJbY-
YaK 3a Hac IM0CTaje 3HayajaH ako MMaMo y BH-
NIy TIpaBwiIa pyre Kao 4yBpcTe, ycrajmbeHe ¢op-
Me Kojy MaH mpeHocH Ha KOMIIO3HIH]y CBOT
pomana. Kako 6MCMO 0OBO pa3sMHUIIJbame O
XPOHOTOIY y (hyrm YUYMHWIN AEIOTBOPHHUM,
MOTpeOHO je Aa MOHOBMMO Heke ommre, Beh
100pO 3HAHE YMIECHHULE, ¢ 003MPOM Ha TO fa
je ¢yra Haj3HAuYajHUjU MONUGOHU OONHUK, TO
jeCT CHCTEMaTCKO MMHUTAIMOHO CIPOBOhEHE
jenHe TeMe Koja ce H3JIaxke Kpo3 eKCIO3MIU-
jy, pa3BojHE U 3aBpuIHH Aeo. [Jakne, ¢yra je
KOMIIO3UIMja 32 BUILE TJ1acoBa y KOjoOj UCTY
TeMy NOHABIbAjy jefaH 3a JPYTHM BHIE pas-
JIMYNTHX TacoBa. Tako, Ha mpuMep, KOj| Tpo-
ryacHe (pyre MoOuMmBE CaMo jeflaH Tilac JOHO-
cehm Temy, Kafa ce OHa 3aBpIIaBa Mpey3nMa
je Ipyru, ajiy 3a KBUHTY BHUIIE, AOK IIPBU Tiac
HacTaB/ba y KOHTPANyHKTy. Kaja Tema apyror
rmaca mobe A0 Kpaja, mpey3uma je Tpehu
rjac, 0K NpBU U APYI'U KOHTPANMyHKTHPA]y.
OBfie je HY>XHO 00jaCHUTHU 110jaM KOHTpPAIyHK-
Ta, OJHOCHO JIBOCTPYKOT' KOHTpANyHKTa, Kao
CIIeNjalHO U3rpabeHor KOHTpacTa Ha INpHH-
UMy Koju oMoryhasa jia jBa KOHTpAIyHKTH-
pajyha riaca 3ameHe cBoja MecTa, fla TOPHH
ToCTaHe JOWBH, U 06paTHO, alli fla MPUTOM
BObeme IiacoBa n ynorpeba MHTepBana Oymy
3a/I0BOJBEHIL.

Axo mMaMo y BuAY Beh MOMEHYTY UMICHHU-
Iy Jla ce HaCTaHAaK My3MKe Orjefa y rjacy
Kao HEHOM HCKOHY, TA€ CE jauMHa, BUCHHA U
60ja riaca mpetanameM CIUBajy Y jeAHO, OHAa
y BEMy caMOM MOXeMO Hahu cymTuHy ¢yre
Kao mpaobpacua My3uke, ajqd U caMe ersu-
crernmje. To ce Buam Beh mo ToMe mToO Cy y
My3uIlM OOMUK M Cafp:Kaj y3ajaMHO MCIpeIie-
TaHM Kao HH Y je[HOj IPYTr0j YMETHOCTH — MO-
e ce TOTOBO ca curypHomhy pehn fa cy jen-
HO T€ HUCTO.

TBpawa 0 UCTOBETHOCTH OOJMKA M cajip:kaja My3uKe ymyhyje
Ha ca3Hame Jla OHa HHje caMO BpeMeHCKa, Kako Hac yun Behuna
Tojiesa 0 MPHPONH MCIOJbaBamba YMETHOCTH, Beh m mpocropHa
yMeTHOCT.?? BpeMeHcKa KOMIOHEHTa My3HMKE OfiroBapa uyimy
cyxa, MPOCTOpHA 4yay Bupa. OBHM jOII jeTHOM XEJIUMO Jia
nogceTuMo Ha KpeumapoBo mpefaBame y KojeM OH, u3Meby
OCTaJIoT, TOBOPH KaKO je HOTHH 3alliC MPOCTOP KOjH HOCH y Ce-
6u My3uKy Koja ce BugH. Takobe, OGUTHO je HATTIACUTH [la MYy3H-
Ka HaJju1a3u OrpaHMYeHOCT 4ylia, OHOCHO oMoryhasa fja ce mo-
cMatpa ¢ OHYy CTpaHy d4yJla, HHKaja ce He ofpuiyhu cBor eJe-
MEHTapHOT, MPUMHTHBHOT, MpaNoYeTHOT, OHA MPOCAAaB/ba CBOJY
HCTOBETHOCT €4 KOCMOCOM.

Ty ucroBeTHOCT, y3rpel pedeHo, HAjIOTIYHHjEe je U3pa3uo
Baruep y Ilpcreny Hubesynra. IlodeTak cBUX CTBapH UMa CBOjY
MY3HUKY — TO je My3HKa MOYeTKa, ali W ImodyeTak Mmysuke. Mcro-
BPEMEHO C MATOM CBETa CTBapa ce W MHUT My3mke. [IpuBnauna
CHMYJITAHOCT CBETa M MY3WKE Be3aja je MpefMeTe 3a MYy3UKy H
THME MM OMOTYhWsIa Jia ce M3paxkaBajy y My3umm.”>

Wmajyhn y Buy ma je pyra uBpcra, ycTambeHa, Aakie CBOjEBp-
CHa My3MuKa BPEMEHCKO-TIPOCTOpHA (opMa, MaH je mpeHocu u
Ha Kommo3unujy pomana [Joktop ®Paycryc. Ha npBu moriuep
youaBa ce TPOCTPYKO BpeMe y POMaHy — BpeMme INpHIIOBEAama Y
kojeM erzuctupa Hapatop Cepenyc LlajToiaoM, Bpeme npumose-
cTH y KojeM er3uctupa Anpujan JlesepkuH u Tpehe, ancrpakTHo
BpeMe Moryher penunujeHta KojeM ce HapaTtop oOpaha. Kpo3s
OBAaKO TPOIJIacHO BUHEHmE BPEMEHA OCIMKAH je XPOHOTOI er3d-
cTeHHje: TPOUIIOoCT-cafammbocT-6yayhrocr. OBaj XpoHOTON
TpefcTaBiba jeAHy UMKIMIHY CTPYKTYPY KOja ce MOXeE CXBATHTU
HEe caMo Kao ¢yra, Beh ¥ Kao HMIIyJIC CAaMOT KHBOTA.

Osgaj mmmync 3a Tomaca MaHa jegHaK je JETIOTBOPHO] CHA3M
ciobopie, anm He caMo Kao Wjeje, Beh W Kao came CTBapHOCTH,
IITO CE BHU[M Y HETOBOM IPUCTYIAWby, OMHOCHO OCTYINAmy Off
chopMme yre NpUIMKOM NOCTYIKA CTPYKTYpUpama KOMIO3HIMje
pomaHa. Beh cmo Harmacumu Tpu oficeka ¢yre Koju ce y poMaHy
Mory jacHO 3amasuTu. Tema cyre cajpxu y ceOu fBa HacTyma:
IPBU KOjU je Y OCHOBHOM TOHAIUTETY — JYKC WU CyOjeKT U
IPYT# KOjH je Yy JOMHHAHTHOM — KOMEC WM MpaTHiial, OAroBop.
Y pomaHy, OCHOBHOM TOHAIIHTETY, IyKCy Ou ofroBapao ApnpujaH
JleBepKuH, TOK TOMHHAHTHOM TOHAIMTETY WM KOMECY OfroBapa
HapaTtop Cepenyc Llajr6mom. MebyTuM, TOKOM HpHIOBeama
MOXEe Ce YOUHMTH KaKO AYKC MOAYJIHpA Y AOMHHAHTHW TOHAIIH-
TET, a KoMec ce Bpaha y OCHOBHH.

Poman 3anounme CepeHycoBUM H3JIarambeM TeMe, AOMHUHAH-
TOM — XUBOTOM AfprjaHa JleBepKuHa, IITO MPENCTaB/ba U MPBU
HACTyNll TeMe, OXHOCHO OCHOBHOTI TOHaiuTeTa. CMEmUBamHEM
BPEMEHCKUX PaBHH MPUIIOBENatha, KA0 M UCTOPHUjCKHX, Ouorpad-
CKHX U ayToOMorpadcKux fieTalba, Jolasu o MOfyIaluje KoMe-
ca. YKONIMKO pa3MuuTe BPEMEHCKE PAaBHU, ONHOCHO HapaTopa I
IJIaBHOT jyHAaKa MOCMAaTpaMo Kao IjacoBe, younheMo ABOCTPYKH
KOHTpAINyHKT. Y TpeHyUuMa Kajia je TJIaBHM jyHak macuBaH (ak-
THBaH ), IPUIIOBENAY je aKTHBaH (IACHBAH) y OHOCY HA PELMITH-
jenta. Toxk mpumoBefama HAM3MEHNYHO AMKTHPA]y jYHAK W IPH-
moBefau.

Excrosuimja nounbe jeJHOTIACHO, @ OCTANN TJIACOBH HaM3Me-
HIYHO JIoHOce TeMy. Pejocien Kojum OHM yna3e HasWBa ce pe-
nepkycuja. Mzmaxyhu cBoje yrucke o mponactn Hemauke mapa-
nenno ca JleBepkuHoBoM Ouorpadujom, Llajrémom (komec)
OCTBapyje TaKO3BaHU KOHTPACYOjeKT KOjU CIIYXH Kao JIONyHa U
KOHTPACT TEMH, LITO j& YOWLHBO HA PA3NMYMTHM BPEMEHCKUM
paBHuMa pomaHa. OBaj OffHOC peanu3yje ce TOKOM LieJIor poMa-
Ha (pyre) uuMe MaH ocTBapyje CTATHH KOHTPAcyGjeKT KOjH je y
JIBOCTPYKOM KOHTpaNyHKTy Tpema Temu. Kaji cBU ritacoBm 1o
jEMAHIyT OHECy TeMy, eKCIO3WIHmja je 3aBpiieHa. [lucar jy je
ocrBapro m3Hocehn nmonatke o JleBepkunoBom u LlajT6romoBom



NeTUICTBY U IIKOJIOBambY, NpefjaBamuMa nmpodecopa Kpeumapa,
3aTHM TPBOM TI0jaBOM JIajTMOTHBA (Xa-e-a-e-ec) y necmu O gpa-
ra JeBojko, Kako cH 3i1a, ovyenuma AppujanoBe Oonectu. Ha-
KOH 3aBpIIeTKa eKCIo3uIuje jaBba ce Mehycras, rpabeH KoH-
Tpacy0jeKTOM 1 HajaBOM MaTepujana Koju he KacHuje 6uTH pas-
BHjeH Kao HeKa Off TeMa, IITO je M KapaKTepHCTHYHO 3a yry. Y
0BOM MebycTaBy HajaBIbyjy ce JIMKOBH KOju he ce MOjaBUTH TeK
y paszsojuoM peny (Mepu Togo, Pymu 1lIBetdenrep, Hehaxk He-
TIOMYK).

Pa3Bojuu fieo oOyxBaTa BHIE HACTYNA TeME Y Pa3HUM CPOf-
HuM ToHanuteTuMa. OH Hajuenthe MOYMEE TEMOM Y Iapasel-
HOM TOHAJUTETy. 3a IOYeTaK OBOI Jle/la MOXEMO CMaTpaTi
TpeHyTaK BeHYama AJpujaHoBe cecTpe Ypeyne, rie ce Cepenyc
u Anpujan cpehy u T7e ce IOHOBO M3HOCH TeMa Xa-e-a-e-ec. Y
OBOM JIeJTy pacmopey HacTyma TeMme je cnobopad. Tm Hactymm
MOry OWTH NOjeANHAYHY, Y TApOBUMa U Tpynama. YBobemeM HO-
Bux JmkoBa — Wnec, Kimapuce, MHctrTOprc u ipyrux, fonasu o
HACTyma TeMme y Tpymama, ok y opHocy JleBepkuH — LlajTomom
TeMa HaCTyIa MOjefHHAaYHO WIH Y mapoBuma. Takobe, n y oBOM
ey ce MOTY 3ama3uTé MebhycTaBoBH m3rpabeHm of ucTor Te-
MaTCKOr MaTepyjajia Kao U IPBH KOjH je MOBE3a0 €KCIO3ULUjy U
pa3Bojuu fieo. To ce orsnepa y HajaBama Kiapucunor unu Wue-
CHHOT yfeca, OIHOCHO yfieca AfpujaHa JleBepkuHa.

3appinn fico pyre oOyxBaTa jejlaH WM BUIIE HACTYIA TEME.
Y 0BOM Jiesly YecTa je chpera Wi CyCTU3ame, TO jecT BellTauka
MATanyja TeMa. Y poMaHy, oHa ce obpasyje paspeliemneM Cyi-
Oune Anpwjana JleBepKuHA M OCTaNuX JIMKOBA, YAHH CE Ja FbH-
XOBe cyfOMHE JOCTHXY jeffHa JIPYry cBOjuM paspememnma. Ha
Kpajy poMaHa CTOjU NOCTCKPUITYM KOji O OfroBapao My3md-
KOM 00JIMKY coda, OTHOCHO 3aBpLIETKY My3Mukor oOmuka. Ta-
Kobe, y 3aBpIIHOM JieNy TOCTOjH Bap/bHBA KA[ACHIA — 3aBPIIHH
TOH KOjH je ocTBapeH y Kopu. BaprbuBa KafieHIja 61 ofiroBapaia
TPEeHyTKY Kafa JleBepkun npu u3Bobewy Hapnuiama nafa y He-
ceect. Ty ce riac chmymTa Ha 3aBpIIETKY, TO jecT KafieHIa ce
ocTBapyje y MOCTCKPUITYMyY, Kajia HapaTOp HAcTaBiba fia FOBOPH
o ToM forabajy.?*

ITopen oxBupHe, TporsiacHe ¢yre Koja YuHE KOMIO3UIHU]Y po-
MaHa, cMaTpaMo Jla ce MOTY YOUMTH ¢hyreTe Koje ce jaBibajy y
ofiHOCY Meby nmKoBuMa. JenHy of BUX OM YMHHMO pacropes Iia-
cosa Jleepkun — Ilajr6mom — octamu mmKoBu nwim JleBepKuH —
Mepu I'ono — lIBererrep. CmaTpamo u fia y OKBHPY OBOT pO-
MaHa-(yre MOcToju JaTeHTHa ¢yra y camoM Anpmjany Jlesep-
kuHy. Iberosa ersmcreHnuja ce ofjBja Kpo3 TpH TJaca, IpBH Ou
YUHUO JIMHEAPHO BpEME, Y CTBApH BpeMe YV KOjeM Ce jaBlba Hhe-
rosa Gomnect. [Ipyru rinac 61 YMHHO IUKIMYHO BPEMeE Y KOjeM OH
KUBHU CTBapHOCT NereHne o Paycry m AngepceHoBe Oajke Maia
Mopcka Buia. Tpehu rimac merose ersucTeHIUje MOITIU GHCMO
YCIIOBHO Jla HAa30BEMO MHMETHYKOM CTBapHouihy Koja ce jaBiba
y (pparMeHTUMa; OHA je BHUJ/bMBA Y HETOBOM U300py HMama
[pajcepunr Koje mogp:KaBa NMamke HETOBAX POANTEIHA. 3ATHM,
Ty je U MOAYAapHOCT M3Mehy HeroBor KMBOTA M SKMBOTA HETO-
BOT y30pa, berosena. OBae MoxkeMo ncTahy NPHUCYTHY pesTUTHO-
3HOCT KOJ 000juIe, CXBaTame fa My3HKa 3alasd y TEONOTHjy,
BUINETOANIIBY Paji Ha JIANMa U OCMHUIIJbaBame fesa, Kao 1
nprcycTBO Hehaka y XKMBOTY 000juIe, Ka0 peTKuX ocoba mpema
KojuMma cy oceharnm jby6as.

Bpatuhemo ce moHOBO AyX0oBHO] Be3u beToBeHa u JleBepkuHa.
Cap Heka HaM Oyfie OMYIITEHO Jia M3JI0XKKUMO je[HY Te3y Ha KO-
jy Hac mopicTide MaHOBa HENOHOBIBUBA CKJIOHOCT Ka MUTOJIOTH-
3anuju. Tum mpe, ITO HENPECTaHO HMAMO HA YMY HETOBY CMETy
noTpeby fla ce je[HaKO COyILITa y HajayOs/bu OyHap MPOIUIOCTH,
Kako je Ha nouetky Jlererge o Jochghy 03HaUMO MHUTCKY MaTpH-
ny. Uako je y anamusu [eteosor ®aycra®> MOTaHKO MCIUTAO
MOPEKJIO OBE JleTeHyie, Hanasehnm joj KOpeH joul y aHTHYKHM

Tomac Man

BpeMeHnMa, y pomany [JokTop Paycryc 1oBo-
nehn y GJMCKM 3HAYEHCKH KOHTEKCT JIETCHAY
n 6ajky Masa Mopcka Bu/Ia, TIACAI] HaM TIPY-
3ka MOTYhHOCT 3a HOBO, HEIIITO CMeEIHje IhTa-
we PaycToBOr NHKa, OHOCHO pa3yMeBambe
AnpujaHoBe cynoOuHe.

daycroBa Xelba fla NOCEMyje CBE 3HAMmE
OBOT CBETA, XY[Ia y K0joj ce OrJiefja U KO-
YMHA BJIACTUTOT INpelemhUBamba M HECIpeM-
HOCT Jla OCIyIIKYyje cBeT oko cebe, ymyhyje
Hac Jla WeroBy JMYHOCT ymopeanmo ca Hap-
IICOM U3 06pO MO3HATOI AaHTHYKOT MHUTA O
cynouHE Miaguha KOjU OMYAECH CBOjOM Jie-
IIOTOM CTpajia Y MOMEHTY KaJi CXBAaTH fa He
MOXE fa JIOMAlIN U MOJbyOU BapibUBY CIHUKY
cBor ofipaza y Boau. daycr, OMUUBEH XKYA-
HOM 32 allCONyTHHUM, TaKobe HCIo/baBa He-
mwTo of HapumcoBor kapakTepa — XpTBYje
CBOjy [IyIIy, ajli He ycIeBa [ja afncoJyTHO ,,3a-
XBAaTH" Ha M3BOPY Ca3Hama.

Mebytum, y3 nerergy o ®aycry, Man npu-
noBefia u 0ajky Mama mopcka Buma. He ciy-
YajHO, OHA HAC CBOjUM MMIUTUIUTHAM CJIOjeM
3Hauewa nopiceha Ha oHaj eo MuTa o Hapm-
Cy, Ie0 ¥ KOjeM OH y CBOjOj caMo3aibyOIheHO-
ctu He y3Bpaha jpy6aB HnMdpu Exo, 360r yera
OHa BEHE Off YEXKIbE, CBE JIOK Off He HE OCTa-
He camo riac. Anu, y yacy Hapuucose cmp-
T, jequHo ra Exo Buaum m ymyhyje My mo-
3[pas.

ManoB Paycr — JleBepkuH, xenehu pa
CTBOPH JIeJI0 Koje he Mo caBpIIEHCTBY OMTH
paBHO OOXMjUM TBOPEBHMHAMa, PETKO j€ CIpe-
MaH J1a BOJH M JIPyrHMa TpyXu MoryhHoCT fa
ra Bose, 6e3 Jera W HeMa MCTHHCKH IPOXKH-
BIbEHOT cTBapaiavykor ynHa. OTyga My ce cBe
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OHO WITO OM MOTrao ja BOJM, U CBU OHH KOjH
O mera MOTJIM ia BOJIE OTKPHBAjy Kao Ipa-
3aH exo. Jep, cymTHHA MocTojama ocTBapyje
ce kpo3 Apyre. Tek oHM mpencTaBibajy AOKa3
Jla TIOCTOj! ¥ fa je CIpEeMaH 3a CBa MCKYIIEHa
xuBora. Jep camo Epoc Moxe na mo3ose Je-
1oTy, PajfocT, anu U ja u3a3ose O6on u 00-
nect. TaHaToC je caMo OGJIMK HEOMO3UBOT pa-
cranka. ¥ xao mro mut o Hapuucy n Exo
rpau ¢aTyM [iBe JUYHE UCTOpHje, TAe HuMpa
IIOCTOjU caMO Kao Ipa3HoO roBopeme, a Hap-
IIC Ka0 HeMH, JIeNH LBeT, Tako u JIeBepKuH-
daycr u Mana Buia ¢ uujuM OONOBHMA ce OH
noucrosehyje, TBOpe MKy pa3opHE CTBApHO-
CTH y KOjOj je M3BecHa camo matma. OHO mITo
je y oba mpuMepa HCTO, TO je PeajHoOCT MpHu-
BHJIA.

JleBepKyH, y ACTHICTBY, MNAK, YCaMIbEHN
fledak, 3aTHM Miaguh HEHCIYHEH JKEbeHHM
eMoljamMa, CTBapa YMETHHUKO JIeJI0 Koje Ke-
JIM [la MO CBaKy LieHy npkocu Tsopiy. ¥ ToMm
IIPKOCY ¥ IIPUCTAHKY Ha ONKJIAfy ca He4acTH-
BUM MCKYLIMBAa4eM Ha Kpajy IOCTaje camo
TparM4yHyu HeMH ILBeT. Maja Buia caMmo je
npa3aH Offjek y Orjiejany Apyror, Kojy je
AJpyjaH HACTYTHO Y CBOjOj PaHO] KOMIIO3HIIH-
jn Cseriyname mMopa. CBeTiyname Kao jeka
AHTUIUNHpPA HBETOB Kpaj. YodyaBamo fa y Io-
CTYIIKy MHTOJIOTH3amuje MaH BEUITO Cjefnmby-
je ABe MPOTHBYpPEUHE KYJITYype — aHTHUKY H
xpunrthaHcky, cnajajyhm MuT, nereHmy, 0ajky.
IIpumepn Koje cMo HaBenn U Koje hemo fopa-
TH JOBOJBHO IOBOpE [ia IOCTYNaK HHje carie-
JlaH TIpPOCTO U jeAHooOpa3Ho. Kpo3s Harnmama-
Bame Ayxa BpeMeHa y kojeM LlajT6mom mpu-
IOBefla XUBOTOINIC KOMIIO3UTOPA, MaH iyXoM
XyMaHW3Ma M CTBapajamTBa OpaHW XXUBOT
TIOJje/IHAKO JIOCTEHO M Off CYPEBEHMBOCTH 60-
TOBa, alll M Off AECNepaTHO-OYHTOBHMYKOT
JBYACKOT POJIa.

3annmibuBO je fa JleBepkuH mCTHYE Hera-
THBHY CPOJHOCT CBOT NOCTEHET Jiea, CUM-
¢onmjcke xantate Hapnname gokropa Pay-
cra ca betoBeHoBoM [[eBeToM cHM(OHH[OM.
BeTtoBeH y 0BOM ey NpaBU OfCTYNAE YBO-
nehu rnac (mecmy Oga pagocTd y MOCIENHEM
CTaBY) KOjU MHAUe HUje CACTAaBHH eo cuMdo-
Huje. OBo Hac ymyhyje Ha Bpahame rmacy kKao
HCKOHY MYy3HKe, TO 1 JIeBepKUH UMHH CBO-
jUM TOCTEIUM JIeNoM, yBofehn peunTaTus,
OJTHOCHO BPCTY TOBOPHOT TIeBama MpH UeMy ce
TOBOpP WCNOJbaBa BHIIE HETO MY3WUKH elle-
MmeHT. To He W3HeHabyje ako ce WMa y BHAY
7ia je mpao6imK yre BOKAIHY, IITO HAC OTET
Bpaha 3aKIbYYKy W IIOHOBHO] TBPAKU O MY3H-
I, TO jecT (pyru Kao UMIYICY CaMor XKUBOTA.

Komno3uTtopuma je 610 CBOjCTBEHO fia y
CBOja fieJla YMETHY TeMy, IIpH TOM je CKpHBa-
jyhn. JegHa of TakBHX NpHCYTHa je KoA baxa,
KOjU je 4ecTo Kao TeMy KOPUCTHO CJI0BA CBOT
nMeHa b-a-c-h (6e-a-me-xa). OBaj mocrynak
KopucTi 1 JleBepkuH Kako OM y cBoja jiena
yTKao CBOjy KOO, TeMy xa-e-a-e-ec (h-e-a-e-
-es — Xetepa Ecmepamia). OBa Tema — n1ajT-

MOTHB, TIPHCYTHA je Y POMaHy Kao cUMOOI JIENTHPa, TPOCTUTYT-
ke Ecmepanue u cmapargnor mperesa. OB cuMGO0NIE TOHOBO
Hac yBiade y MaHOBY CKJIOHOCT Ka MHTOJIOTH30Bamby. YKOJIMKO
JeNnTHpa pa3yMeMo Kao oOJHMK Jylle, OHfja M3a Hera HHje Te-
IIKO MPEMO3HATH aHTHIKN MUT O TpuHIe3n [lcuxu. Y xemencko-
pumMckoj muTonoruju Ilcuxa je mpencraBibeHa Kao HajMiiaba off
TPH CECTpe, 4Hja JIenoTa yrpoxasa BeHepy u u3asuBa meHY 3a-
Buct. Crora je ocyheHa of Oorume fa U3BPIIN HEKOIUKO Te-
IIKUX 3ajjaTaka, Meby kojuMa je HajTexu fia of GOTHEe TOof3e-
miba [Iposeprnune moHece feo HoxkaHcke jenore. boruma je cp-
JlaYuHO TpUMUJIA AOLUUbAKUKY M yciuumna joj mondy. M mopen
yIo3opemwa fia Iy MOBpaTKy He oTBapa KyTHjy, IIcuxa je mama y
HCKYLIEHe [ia YKpaje feanh OoxXaHCKe JenoTe Kako Ou ce Jo-
nana cBoM cynpyry. OTBopmna je, 1 y H0j YMECTO JIeroTe 3aTe-
KJIa TIaKJICHN CaH KOj} jy je OfMax caBiajjao M OHa ce CpyIImIa
Ha 3eMJby. AMop je 6p3o gonereo fo Ilcuxe, ncrpecao u3 mwe
CaH ¥ TOHOBO ra 3aTBopuo y KyTtHjy. He ymasehn neramumje u
flajbe y Kpaj MUTOJIOLIKE IpHYe, MANIBEHA CMO fla Cy /iBa AeTa-
Jba MOCeOHO BaxkHA 32 MaHa: fia myTeM cumOona JenTupa 3afart-
Ke koje m3Bpmana [lcmxa cTBaparial TyMaud Kao mapaboiny o
JyTamy JbYACKE AyIle, KOja IPeKo MaTHhe U HCKYIIeHha CTIXKE Y
HajBuIIe cepe U MocTaje GecMpTHA. AJM, Ie0 MHTA KOjU TOBO-
pu o HemoryhHocTH ja Ilcuxa, nena feBojka, UCTPIU MCKYIIEHE
MyTEHOCTH M CTPACTH, NKcal NpedHayaBa y Mpudyy O cMapar-
mHOM mpcreHy. CMapary je KaMeH TajHe CIO3Haje, Aparysb Oora
XepMmeca, rnacHuka 6orosa. HberoBo cBojcTBo je fma mpoOuja u
HajMpaunujy tamy. [Ipema xpuurhanckoM yuemy, Jlymudepy je
NpUIMKOM Tafa u3 Paja mcnmao jeman kaMeH ca 4yesa. YKOJHMKO
TeMy ha-e-a-e-es IocMaTpaMo Kao yHampen ofpebeHy cynOuay,
eBHJICHTHO j€ JIa caBe3 ca TOCTOM y KapupaHOM OjielTy IIPOHCXO-
MM U3 MOTpebe YMETHHKA 3a CHHTE30M JyXOBHOT W MaTepwjal-
HOT' CBeTa, Ifie mpeBary unak opgHocu AyxoBHH. (Kao morsppa
TOra je M JBafeceTUYETBOPOTOAMIIHE AJPHjaHOBO CTBapala-
IITBO. )

ITpcren — cumbon Be3e U TajHe cro3Haje, nofceha ra Ha 3aBeT
ca rocToM, OCPENiCTBO u3Mehy cBeTa U eMOHA M 0BO3€MaJbCKOT
CBeTa, LITO Ce CBE, HAIIOKOH, OBaIiohyje y HEroBOM CTBapanay-
KOM YHMHY. A YMETHHYKO JIeJI0 OCTaje caMo MyKOTHHA Y BpPEMEHY
u npoctopy?®.
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Poimana; Teopop Apopao, ®urnocopunja HoBe my3nke, Eprer brox,
Hyx yromuje; Kapn anxayc, Ecrernka Mysnke, a noce6aH 3Hauaj
uMajy pagosu Bukrtopa 2Kmerava: Yiora mysuke y crapamy Tomaca
Mana (Die Musik im Schaffen Thomas Mann). VI3yuaBajyhu cBe Bu-
JoBe mpucycTBa My3uke y ManoBoM fery, 2Kmerau 3axibyuyje: CrBa-
paaiuky pekamuTymannjy My3mike npoOaeMaTHKe H CBHX C HOM HOBe-
3aHHX MHTamba MPEJCTaB/ba MOCHEH b BeJInKH poMaH MaroB — JJokTop
daycryc. Y3 Beh cromeHyTe acrekTe My3HKe Kao OMACKYJITYpHE Moja-
Be, TO JjeI0 HAUHme NHTame, ¥ YeMy je CYUITHHA KPH3€ Y CYBPEMEHO]
YMJETHOCTH, Tpaxkehn OfroBop y AyXy OApeheHHX HAaLHOHAIHHX H ApY-
HITBEHHX TPajuLHja 3alafHOEBPOIICKE YMETHOCTH. Y3 KpYIIHA HE0JI0-
nIka nuTama, Taj poMaH Hamehe W BaxkaH KEIHXEBHO-ECTETCKH, Na H
TeXHWIKH IpoOIeM: KakKo IPHKa3aTH MY3HUKYy, Koja ITOCTOjH, a Koja
HITaK Mopa MMaTH OofpebeHe cTHICKe 3HAYajke y CKAafy C ,,JJeMOH-
CKOM*‘ CITHKOM CBHjeTa, Koja Takobep mMa H3pa3suTO XHCTOPHJCKO O0H-
Jpexje? AHamm3a poMaHa IoKasyje, ia je Max Taj 3agaTak pujermno Ha
HAYWH, 110 KOjeM JjesTy MpHiaja 3ace0HO MjecTO y CBJETCKO] KEHKEB-
HocrH. Hapounto ce mcrnde CTHJICKH ITOCTYNaK, KOJjH je MHcal caM Ha-
3Bao0 ,,MOHTaXOM", a ¢ IOMOhy Kojera je y poMaH yIIao YATaB HH3 MO-
jJataka c mofpydija cyBpemeHe My3nke. TakaB mocTymak uMma omhy
KIIKEBHO-TECOPETCKY MO3afHHY, Jep CE y BE3H C IHM jaB/ba ITHTAHC,
KakaB je ofHOC mucya mpema rpabu, KOjoM ce Ha Taj HAYHH CIIYXH.
Hawmehe ce oprosop na MaH u OHfje, e He H3pHYE OTBOPEHY OCYHY
rpabaHckoMe JpYIITBY, HIAK CYQH H Te KaKO KPHTHYKH, YIPaBO CPEl-
CTBHMA NMapOJHCTHYKE MOHTAXE.

Hocrepe nornapme noceeheHo je MpuKazy CTHICKHX ITOCTYIIAKa,
Koje MjecHAK MpHMEIbyje y ONHCHBALY MY3HKE, Tj. ¥ IpeTakamy My-
3MIKHX NMPEfoXON y je3nuke jegunnne. U osgje ce ounTyje pa3BuTaK y
NpHIIOBjejadeBy MpUCTyHawy Toj 3agahmn. JJoK y mjequma W3 IpBOTa
CTBapaJadkor pa3fob/ba JOMHHHpA MjeCHHIKO CIHKAambe yBCTBA H
yrobaja, y lokropy ®aycrycy omyayjyhy yaory urpajy ,,KOHCTPYKTHB-
HH", TEXHHYKH MOJaH O (POPMAaTHO] CTPYKTYPH KOMITO3HLH]e, HHCTPY-
MeHTanuju H ci1. Takpa mpunosjejayka HHTErpanuja HeKe CTPydYHE
rpabe 3Ha4ajHa je 3a cBa fjeja noyes of 3avapanora oOpujera (Der
Zauberberg), ma ce y TOM KOJIy, y3 T€OPHJy H IIOBHjeCT My3HKe, HAJIa-
30 MeuIIHA, eTHITOIOrHja, KibiKeBHA noBHjecT I'eTeoBor foba, Me-
JMjaBeJIHCTHKA.

22 TIpoGnem Kora ce loTHYeMO Bpaha Hac BeNMKOj Temu ynopehusa-
wa yMeTHocTH. KnacnyHa Tpapumyja jy je nepunucana peunma ut pic-
tura poesis: CIIAKapcTBO cxBaheHO Kao Moe3wja, WM moe3nja cxBaheHa
kao cmukaperBo. Ty je u opmymanuja Cumonnpa Kejanuna xoju je
TBPAMO Jia je CIMKAPCTBO Hema moesuja. OBY TeMy MPOHAIA3UMO Y Iie-
JIOKYITHO] KJIACHYHOj KYNTypu. Benuku Hemauku Teopetudap Jlecunr
YIYCTHO C€ Yy Ty UIpy OffHOCA, alli jé TO Y4YMHUO 3aTO Aa OM IOKa3ao
la je akafeMu3aM KWIaBUjI HErO IITO ce MUCIH, Te Aa je 6ome 6e3-
OefHO Ta HamacTH Hero JOMYCTUTH la Hac JIyKaBO 3aBEjle Kaj TOf pas-
MHUIIJbaMO O OffHOCY m3Meby ymeTHocTH 1 ropopa. [la je mogena Ha
YMETHOCTH IIPOCTOpa M BPEMEHAa CacBUM NPOU3BOJBHA TOTOBO BaXM U
3a My3uky. ¥ pagy OgHoc n3meby My3uke H caukapcrsa jaHac Teonop
ATIOpHO 3aKibydyje [ja IITO je My3UKa BHIIE My3HKa, LITO, JAKJE, HAE
flajbe Ka CYIITHHA MY3HUKOT, OHA je y Behoj Mepm ocBajame mpocropa.
Baxkn n 00pHYTO — IITO CIMKAPCTBO Wje f]ajbe y OHOME IITO CTBAPHO
jecte, OHO ce BUIIE MY3HKaTH3yje, OMHOCHO CBE CE BUIIE MOBPEMEHY]e.
3a ApopHa, IpoOJIeMCKH YJIIOT jecTe fia ce oBefe 0 YKpIITama He ca-

MO YMETHOCTH, Beh M HHXOBHX OCJIOHALa, CyI-
cTpaTa, cafpxkaja, Tj. caMe AUMEH3HUje KOjy Te
YMETHOCTH TOKYIIABajy fa MCTaKHY.

Hexka oBa ¢ycHoTa Oyie mpuiamka fa moMeHe-
MO, Y KOHTEKCTy mpobieMa Koju mu3iaxemo, Jby-
6unly Mapuh u meny xanraty Ilecme mpocropa.
VHcnupucana KpaTKUM, CakeTHM U HecayheHuM
HamucuMa ca OoryMuiickux crehaka, oHa je y ce-
laM pesbe(hHO M3BajaHHX TOP30a KOjU ce TOBE3Yjy
7 W3pacTajy y jefMHCTBEHY LeNHHY, CyOnMMupana
Be3y m3Meby Toka BpemeHa y KOMe JOBEK KHBH H
BaHBPEMEHA y Koje ce cBe yrana. 3Hayaj OBe KaH-
Tare je u 'y Tome wro je Jby6una Mapuh poxyun-
Ja fja cy AMMEH3Hje BpPeMEHa M MpOocTopa 7o Te
Mepe MCIpervieTaHe Ja My3uka U He MOxXe OWTH
HHULITA JAPYro A0 IpeIieT BpeMeHa U IpocTopa,
unn Zeit-spiel-raum Kaxo je oBaj (peHOMEH O3Ha-
yno Maptun Xajuerep.

Ped je o TomMe ma ce Bpeme He CXBaTH Kao HU3
WK Kao cliefl MHOroOpOjHUX caja KOju Cy OfiBoje-
HH jefIHN Off APYTHX M YCUTH-EHH, Beh fa ce 0TBOpe
jenHu y mpyre. A To je Beh mpocrop. Jep, ako oBa
cafa MOTy MehycoOHO ONIITHTH, TO 3HA4YM fla ce
CTpEJIMIIOM BpeMeHa Moxe MhH y CBUM IIpaBIyMa,
Oynyhn fa cBako caja Moxe Jiofill y OAHp ca ciie-
nehuM wiam nperxomHuM cajga. Ha oBaj HaumH u
KOHTpANyHKTHPajyhil I7IAcOBH KOjU 3aMEmyjy Me-
CTO MpOCTOpoM 00yXBaTajy Ha ofpebeHn HaumH
Bpeme. Tako rac Moxemo feprHUCaTH U Kao J10-
MET 3a10Ccejama TePHTOPHJE.

He Tpe6a 3a0opaBut HE MULIIbeE TIpodecopa
Hanujena llapna koju, pa3marpajyhu yBek akTy-
eNHU Mpo0sieM OfHOca NPOCTOpa U BpEMEHa y
YMETHOCTUMA, ycpecpebyje Hally maxmwy Ha 4H-
ICHUIY J1a TIpe Hero IITO IOCTaHy TeXHNKE HauH-
Ha pa3BHjama IJaca, Hajlipe cy MoryhHocT Ha pac-
ToJIarawy y rpiy cBakor ferera. Hsriega kao ja
HX ca apTHKYJIHCAHHM T'OBOPOM TyOHMO, Kaxke
Ilapn. [akako, HeheMo 3aTO OKpUBHUTH a30ydIHY
JIMHeapu3alyjy, alnd ce TOTOBO HUKAJ HE YIUTaMo
I'yOMMO JI XOPH3OHTAIIHUM YHTAHEM Y OfIHOCY Ha
npeorpadcko, BEPTUKANHO 4uTame. MoXJa Tamo
Ha VlcTOKy MOXe Jia ce OTKpHje HeKH RyOsbM riac
y HeJpuMa MpocTOpHOr myTa Kakas je Tao riac
KOju je 6MO Ha HeKM HauuMH NOJUQOH, Ipe Hero
mTo je 3amay otkpuo nomiuconujy. lllapn HaBomm
1 TpuMep — THOETAaHCKY MY3HKY KOja YBEK H3He-
Haji¥l HemnpefBubheHNM MPOCTOPNMAa MHCAOHOT Iie-
Bama. [locroju, makme, My3WKa Koja NUMEH3HjH
BEPTUKATHOCTH IPHUJiaje UCTH 3HAYaj Ko U IUMEH-
3Wj XOPM30HTAJIHOCTH, 2 MOHOMWja MOcTaje OJ-
cka (cpopiHa) monuOHHjH.

YcybyjeMo ce Aa mpEMETHMO OBO: HE CaMoO KaH-
tartoM ITecme mpocropa, Beh M LENOKYIHHM CBO-
juM omycoM, Tipe cBera LuKiaycoM Mysuka OKToH-
xa, Jby6una Mapuh KpeTana ce Tparom kKoju je
My3uKa fanexkor Mcroka Tako JaBHO aHTULMINPA-
Ja, any ce OHA MOMjeHAKO KOPUCTUIIA M MCKY-
cTBUMa caBpeMeHuKa. Tpehu meo oBor mukmyca —
Ipar cra, xomnoHoBana je Ha cTuxoBe Mapka Pu-
cruha, jelHOT O OCHMBaya OEOTpPajCKOr Haapea-
mm3Ma. MHcnmupanuja Huje 6mia ciydajHa, jep cy
yIIPaBO NECHUIM OBOT MOKpeTa apupMHUCANH CaH,
HE caMO Kao PaBHONPABHO NOAPYYje YOBEKOBOT
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XUBOTa Beh M Kao NENOTBOPHY IOKPETAauKy CHITY
nMarmrHanuje. M3meby cHa u jaBe, kao m3meby nBa
eKCTpEeMHa I0JIa MCTe YOBEKOBE CTBAPHOCTH, IO-
CTOjU JI€O CIIOjeHHX CYJOBAa, KA0 HHU3 Mpella3HuX
CTama, MPEKO KOjHX ce 006esofamyjy, Ha cnenugu-
YaH HaulH, CIIOjeHOCT BPEMEHA U MPOCTOpa.

23'Y npenasawy Puxapy Barmep n Hubenynmkn
1IpcTeH Koje je oapxkaHo 16. HoemOpa 1937. y
Camu Yrusepsurera y Lupuxy, Tomac Man kaxe:
Mur je 3a Barnepa jesuk Hapoga Koju jour me-
CHHYKH CTBapa —- 3aTO ra OH BOJIH H 3aTO My ce
Kao yMETHHK HOTIIYHO mpejaje. Mut, To 3a mera
3HaYA OHTH JeJHOCTaBaH, Tyh 0Opa3oBaHOCTH, y3-
BHIIEH, YACT, — YKPAaTKO, OHO LITO OH Ha3WBa ,,1H-
CTO JBYACKO®, a HITO je HCTOBPEMEHO JEJHHO MY3H-
KaJgHo. MuT n My3uka, TO je jpama, TO je cama
ymerHocr (nonsykao C. JL.), jep camo wmcro Jbyjg-
CKO YHHH MYy C€ 3a YMETHOCT MOTOJHO (...) H KaKo
je cpehan Omo, nakne, Barnep kan je, nenetpupa-
Jyhu marepujy 3a Kojy ce omgnyuuo, 6ajky o Cur-
¢hpuny, ycnesao ja cKupa cBe BHIIE HCTOPHjCKHX
Hacjara, ja cJoj 1o cJoj ocirobaba InpegMer of
NO3HUjUX IpeB/Iaka H Ja ra Bpaha oHamo ofakie
je, ka0 HOBOpObEH, y HajaHCTHjeM JIHKY JBYJCKOM,
npon3amao U3 MNecHHIKH CTBapajadke Jynie Ha-
ponte [...]. Tpebano My je ma mpojpe yHa3ag Ao
Npan3Bopa W Modesa [...] — OCHoOBe MHTa — TeK Ty
je 6mna cpeta JyOnHA MPOIIIOCTH KOja je OJroBa-
pajia meroBom cxpatamy Oygyhaocrn. Tomac Mam,
Eceju. 1, Maruna cpncka, Hosu Cap, 1980,
318-320.

24 AKO y3MeMo y 003Up TparuyaH Kpaj IJaBHOT
jyHaka, ToH MaHOBOI poMmaHa-¢yre ce 3aBpliaBa
Jie MOJIOM.

25 Tomac Mas, HaB. geso, 60 u name.

26 O yMeTHOCTH Ka0 NMYKOTHHHU Y BPEMEHY CITyTH
cmukap u necHuk Anexcangap M. Typuh cruxosu-
Mma y necmu Y BEF: Ilykornna Ha HeOy/ Myma/
Ilykornna Ha 3em/bn/ Pacay/ IlykornHa y BpeMe-
Hy/ ¥YMetnoct/ Ilykoruna Ha Jmiy/ bopa/ Ilyko-
tiHA Ha nanupy/ Jlnamja./ Ilyko Tu Ha/ OckymHo,
eBo Tu!/ Hawa je cynouna// Mnak/ W nporien y
oHocTpaHo/ Tamo rje CBETIOCT yBHpE,/ a CBETIH
zapyro pobewe./ Bapupui y rpagemy n/ IIpoHHK-
Hewr 6orarcrBo/ boxujer gprexa.

THE MUSIC AND OTHER ARTS

Slobodan Lazarevic*

SHELL AND AN ECHO

UDK: 821.112.2.09-31 Mas T.; 78.01

ID: 176893452

BIBLID: 0354-9313, 15(2009) pp 42-50
Submitted: 7th October 2009.
Approved: 15th October 2009.

Summary: 1. Three moddities of the escistence
of music. In the four lectures: Why Beethoven’s
Sonata Op. 111 Lacks the Third Movement, Be-
ethoven and Fugue, Music and the Eye and Mu-
sic and the Elements, Wendell Kretzschmar sta-

tes that music exists in three different modes: the mode of reality
(as a sound), the mode of ideal potentiality (as a text) and the mode
of ideal necessity (as an archetype).

The third mode regulates every potential “production” in accor-
dance with the spirit of musicality, in such a way that it predetermi-
nes what is good and what is not in the field. In terms of musica-
lity, favorable reactions and combinations exist even if nobody ac-
complishes (the composer) or notices (the listener) them. Before
they appear in composer’s or listener’s consciousness they objecti-
vely exist in the sphere of ideal necessity.

As a text, music is a completed work. The mode of existence of
music as a text is an ideal potentiality, in Kretzschmar’s opinion
(the third lecture: Music and the Eye); it is a precondition for any
objective realization referred to as an esthetic experience.

Henceforth, if notation is more than a mere instruction, then there
is a third moment that surpasses both the text and the sound. This
third moment is the listener as the only subject who can read the in-
tention of the mark.

2. The Time and Space of the Fugue. Considering the fact that a
fugue is a solid, fixed and individual musical form in terms of time
and space, Mann transfers it onto the composition of the novel Doc-
tor Faustus. At first glance it is possible to notice triple time in the
novel — the time of narrative featuring the narrator, Serenus Zeit-
blom, the time of the plot featuring Adrian Leverkuhn and the third
abstract time featuring the potential recipient. The triple idea of ti-
me illustrates the chronotope of existence through past-present-futu-
re relationship. This chronotope represents a cyclic structure that
can be interpreted not only as a fugue, but as the impulse of life as
well.

The novel begins with Serenus stating the theme, the dominant —
the life of Adrian Leverkuhn, which is at the same time the first
performance of the theme. By alternating the time of narration, as
well as historical, biographical and autobiographical details the mo-
dulation of comes is achieved. If different time levels, in other
words the narrator and the hero, are to be regarded as voices, a dou-
ble counterpoint is revealed. When the hero is passive (active), the
narrator is active (passive) in relation to the recipient. The course of
narration is alternately determined by the hero and the narrator.

Key words: modus, archetip, text, sound, poliphony, chronotop,
fugue, myth.

*PhD Slobodan Lazarevi¢ (1949), associated professor of Literary
Theory and General Literary at the Faculty of Philology and Arts at
The University of Kragujevac, was born in this town 1949. He
graduated from Faculty of Philology in Belgrade, where completed
his master’s degree with the thesis titeld Thoughts about Literature
and Contemprary Arts in Essays written by DuSan Mati¢. He com-
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Abstract: In this study (Chapter 4 of my disser-
tation) I examine the aesthetic and philosophycal
foundations of some of the more problematic musi-
cal procedures observed in Mahler’s Early sympho-
nies. In considering the formal and poetic content
of these works I find that two musical/aesthetics
ideas, namely Durchbruch (Breakthrough) and the
Art of Transition are particularly relevant for their
analysis and interpretation. In my view, these two
concepts function dialectically in Mahler’s music:
while the breakthrough moments create unexpected
ruptures in the musical trajectory of the symphony,
Mahler’s emphasis on transitional musical process-
es blurs the boundaries of the traditional musical
structures. In recent years the idea of Durchbruch,
has received some attention in Mahler scholar-
ship, but the importance of these ideas for Mahler’s
broader aesthetic and musical thinking has not
yet been explored. The Durchbruch-like moments
in Beethoven’s symphonies were recognized not
only by nineteenth-century writers and critics but
also in Wagner’s and Mahler’s Beethoven perfor-
mances. The romantic notion of the Breakthrough
as sudden breach in the expected musical process
thus brought an important element of drama to the
interpretive writings of figures such as A. B. Marx,
Quilibicheff, and Griepenkerl as well as to perfor-
mances of Beethoven’s symphonies that adopted
Wagner’s model. In this study, I consider the role
that idea of the Breakthrough plays in the formal
and aesthetic trajectories of Mahler’s own music.

Keywords: Durchbruch, First Symphony, rup-
ture, Gustav Mahler, Art of Transition, Wagner,
Beethoven, Adorno.
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of Gustav Mahler, Mahler’s Beethoven inter-
pretations, cyclicity in the nineteenth-century
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hile the idea of Durchbruch emerged as a response

to Beethoven’s music as well as from changes in the

nineteenth-century social consciousness stemming
from momentous historical events such as the French Revolu-
tion, the twentieth-century critical development of this concept
begins with Adorno and continues with scholars such as Egg-
ebrecht, Sponheuer, Oechsle, Hepokoski, Buhler, McClatchie
and Lewin.! Perhaps the most influential idea that Adorno posits
in relation to the significance of the Breakthrough in Mahler’s
music is that it possesses an element from outside of the closed
musical form which intervenes and disrupts the immanent logic
of that form. Following Adorno’s lead, many of the above-men-
tioned scholars attempt to create new formal systems in which
the various appearances of the Breakthrough are categorized in
a systematic manner.

While these various post-Adornian approaches present many
interesting interpretive possibilities, in this chapter I argue that
by narrowly extracting the moments of Breakthrough from the
surrounding musical material and generally neglecting the wider
musical and philosophical considerations of the Breakthrough
idea, these approaches exhibit a formalist tendency which pro-
hibits the development of an adequate conception of Mahler’s
idiosyncratic musical language. Therefore, after an examination
of the recent literature discussing the Durchbruch, 1 offer a more
comprehensive musical and aesthetic analysis which reveals the
Wagnerian and Schopenhauerian foundations of Mahler’s com-
positional and artistic outlook and also the elements of his own
transposition of the Durchbruch idea into the fabric of his early
symphonies. As I will show, the tonal processes of the First
Symphony in which the tonality of D major is achieved only
after a series of failed attempts closely parallel Schopenhauer’s
ideas about the nature of human striving toward transcendence.
In Schopenhauer’s philosophy, the human condition is charac-
terized by an endless cycle of striving, hope, and failure to gain
insight into the metaphysical reality beyond perceivable phe-
nomena. Similarly, Mahler in his own statements likened the
poetic and musical content of his First Symphony to a spiritual
quest in which a hero struggles to overcome his earthly impedi-
ments. Only after giving up hope when the key of D major seems
utterly beyond reach and the hero meets his death will his vision
of transcendence, i.e., the attainment of a stable arrival in the
key of D major be granted.

Adorno, Durchbruch and the
“Immanent Critique of Form”

As was mentioned above, Adorno’s ideas about the interaction
of materials from within a supposedly closed art form with those
that intrude upon in “from the outside” have been highly influ-
ential in recent discussions of Mahler’s music. Adorno explains
Mahler’s attitude towards form as a process which is guided not
by traditional principles but rather by the specific musical content
and by Mahler’s conception of the overall progression of each
piece. Breakthrough, as Adorno sees it, is one of the three essen-
tial “genres” or “characters” in Mahler’s idea of form.2 While



Adorno recognizes the momentary effect of the Breakthrough,
for example, in the D major passage in the First Symphony’s
first movement (m. 352), which comes as a “rupture” that origi-
nates from beyond the music’s intrinsic movement, intervening
from outside,> Adorno also suggests that this “genre” has for-
mal consequences. Adorno’s discussion of the formal aspects of
the Breakthrough thus hints at the cyclical treatment of these
occurrences in Mahler’s symphonies. He therefore concludes
that the Breakthrough in the First Symphony affects the form of
the entire work since the recapitulation to which it leads cannot
restore the balance demanded by the sonata form. The recapitu-
lation thus shrinks to a hasty epilogue. In Adorno’s view, this
abbreviated recapitulation is prepared by the exposition which
dispenses with multiplicity of forms and the traditional thematic
dualism and so needs no complex restitution. The idea of break-
through, which dictates the entire structure of the movement,
transcends the traditional form while fleetingly sketching its
outline*

This novel view of form proposed by Adorno appears in the
context of his idea of a material theory of form which proposes
the deduction of formal categories from their meaning charac-
teristics as opposed to their formal functions. He thus opposes
formalist theories which use abstract classifications such as first
theme, transition, second theme, etc., without understanding
these divisions in terms of their meaningful content. Adorno
thus does not negate the existence of these abstract formal cat-
egories in Mahler’s music, but he sees them as overlaid with
material ones. In his view, these two kinds of categories interact
in various ways with the result that sometimes material formal
principles are constituted besides or below the abstract ones,
which while continuing to provide the framework and to support
the unity, no longer themselves supply a connection in terms of
musical meaning.’

Although Adorno’s notion that the internal musical form
engages in a dialogue with what he calls material formal prin-
ciples and so elements from outside the work enter into its for-
mal substance has been highly influential in recent scholarship,
it is important to note that Adorno was not the first musicolo-
gist to emphasize the importance of Durchbruch in Mahler’s
music. German musicologist Paul Bekker, whose works Adorno
knew and cited, was in fact, the first twentieth-century scholar
to use the term Durchbruch in relation to the D major music
of Mahler’s First Symphony.® While Adorno’s formulation has
been more influential in recent scholarship, it is useful to com-
pare the views of these two figures since many of the issues
raised in their writings reappear in more recent analyses.

In Bekker’s view, the concept of Breakthrough in Mahler’s
First Symphony is a multistage process in which the melodic
powers enclosed in the principal theme of the first movement,
which Bekker, following Wagner’s writings on the Ring, calls the
“nature motive,” are released. The gradual progression through
which the music proceeds—from its inorganic and formless utter-
ances to its formed, melodic, colorful and ultimately conscious
features—is in Bekker’s analysis always connected with reaching
the tonality of D major. The first step in this process, as Bek-
ker understands it, occurs after mm. 63ff in the first movement,
where the formation of the first theme from the “inorganic”
nature motives of the introduction takes place. The outburst
of melodic powers is here for the first time released from the
raw, unformed fourth motive of the introduction, or Quarten-
Ei as Bekker labels it, and the ambivalence of the tonality in
the beginning is overcome through the clear emergence of the
D major theme. This achievement is, however, only temporary,
for the music sinks again into the darkness of the elementary
motives immediately after the exposition.

The second step towards the light is the
Durchbruch of melodic power in the cello, in
mm. 220ff, again in D major. In his explana-
tion of this moment Bekker uses organic met-
aphors such as something abstract (intervals)
that becomes something melodic, human or
the emergence of themes.” These metaphors,
as well as the association of musical climax-
es with the evolution from the unconscious
to the conscious are embedded in Wagner’s
romantic aesthetic of art and his literary style
as well. The Breakthrough in this passage is
in Bekker’s view another step towards the
actualization of the abstract vision presented
in the introduction. The final Breakthrough,
in his view, comes in m. 358, in the recapitu-
lation. In this regard, it is interesting to note
a difference in Adorno’s and Bekker’s posi-
tioning of the Breakthrough. In comparison
to Adorno, Bekker’s Breakthrough comes
“too late” since Adorno’s emphasis is on the
unexpected burst of the “otherness” of the D
major fanfares. The D major fanfare passage
is essential for Bekker’s breakthrough as well,
since this outburst calls for deeper powers
to awaken and open the path for the Break-
through of the chordal principal theme in its
full glory. The recapitulation is seen here as
the freeing of everything that has been con-
stricted in the exposition.

Adorno, however, has a different interpre-
tation of the influence of the breakthrough
on the recapitulation. Unlike Bekker, who
does not discuss the difference in the motivic
content of the principal theme as it appears
in the exposition and in the recapitulation,
Adorno understands this difference as a nec-
essary effect of the Breakthrough. He states
that: the return that the breakthrough evokes
must be its result: something new. To prepare
for this musically, a new theme is evolved
in the development, the melodic germ of
which is introduced at the start in the cellos
[mm.167ff]. From it an episodic horn phrase
is formed and then... it dominates the later
development to emerge retrospectively, as it
were, at the return of the tonic, as the main
theme which, at the time, it never was.3

Although Adorno’s and Bekker’s views at
first seem different, they are similar in their
basic concepts in that both authors use organic
metaphors for explaining the “emerging” and
gradual developing from a “melodic germ”
or “inorganic matter” of a theme that will
present itself in unrestricted splendor in the
recapitulation. Furthermore, for both authors
this moment is connected with D major and
both realize the importance of the concept of
Breakthrough for this process. They differ,
however, in how they define the theme, and
where they locate beginning of the process
of “emerging.” The concept of Breakthrough,
although in both views connected with the
idea of an outburst and release of energy,
differs also in the two author’s views in that
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for Adorno it is “the Other,” something from
the outside, something foreign to the music,
while for Bekker, the Breakthrough comes
as a result of a gradual formation of some-
thing already inherently present in the music.
Hence the difference in the moment of its
occurrence: Adorno’s “Other” comes five
measures before Bekker’s “actualization of
the vision.” By its sudden explosion, Adorno’s
“Other” clears the path for the unfolding of
the melodic potential in the recapitulation.

Expanding on Adorno’s theory, Mahler
scholars have in the last thirty years accepted
the notion of the Breakthrough as an integral
element in the structural and tonal analysis of
Mahler’s First Symphony. Instead of rooting
their interpretations of form in the traditional
sonata-form framework, the mentioned post-
Adornian scholars have adopted the view of
the Breakthrough as a formative, dialectical
force in the creation of musical structure.
After Adorno, the first scholar to use the
idea of the Breakthrough as an analytical
tool was Bernd Sponheuer. In his analysis
of the First Symphony’s Finale, Sponheuer
labels the D major material that first appears
in the culmination of the first movement as
the “Breakthrough” music, and notes that
this material always reappears unexpectedly,
disrupting the musical processes underway.
Sponheuer was also the first to put forward
the view that the Finale’s form is influenced
by the recurrence of various materials of the
first movement. Acknowledging the conse-
quences of such an interpretation, Sponheuer
evaluates the nature of those procedures that
diminish the significance of the recapitula-
tion. Sponheuer thus sees the insertion of the
introductory material of the first movement
into the Finale, the reverse recapitulation, and
the reappearance of the long intensification
process from the first movement as gestures
which establish the “thematic immanence” of
the Breakthrough music and the subsequent
chorale melody. This immanence, according
to Sponheuer, results in the predominance
of the Breakthrough moment over the for-
mal function of the reprise. In his view, the
Durchbruch represents a “claim” to contrast
the “world” as the embodiment of reality with
the “other world” which promises redemp-
tion. In an Adornian discourse, Sponheuer
sees the contrast of that “world” as the sym-
bol of the historical life-process of which
the given music is initially a reflection, and
the other world or the redemptive condition
that invalidates the given world of the music
as corresponding to the critical moment of
breakthrough. Therefore, in Mahler, the
Durchbruch breaks into the closed formal
immanence through the unexpected turn to
choral-like transcendence.

In his analysis of Strauss’s Don Juan, James
Hepokoski also adopts an Adornian view of
the Breakthrough, but sees it as characteris-

tic of a group of late nineteenth century works. In his analysis,
Hepokoski describes a sudden “inbreaking” process (the C major
Heldenthema) which originates “outside the proposed structure”
and during the course of the piece takes over the formal logic
(the E major rondo of Strauss’s symphonic poem), triggering a
recomposed or totally reconsidered recapitulation, in which the
breakthrough idea itself usually plays a prominent role.® Rooted
in Adorno’s philosophy, but also drawing on writers on genre
theory, such as Hans Robert Jauss, Timothy Bahti and Heather
Dubrow, Hepokoski proposes a type of analysis that goes beyond
the mere reduction of a work to a single analytical category and
proceeds instead into hermeneutics, perceiving the work as a
coherent “thing in motion.”'0 Stating that our ability to interpret
a work’s gestures resides in our decision regarding to which
generic family they belong, Hepokoski recognizes that the works
composed around the turn-of-the-century represent a particu-
lar challenge since they confront us with “generic mixtures” or
unusual interactions with tradition. Therefore for Hepokoski,
the need to determine which generic traditions it (the piece) is
in dialogue with represents an important task in music analysis.
He considers the formal problem of the non-symmetrical reca-
pitulation in the Strauss symphonic poem as belonging to the
category of one of the fin-de-siécle deformation families, that
of the “breakthrough” (Durchbruch) sonata deformation. In his
opinion, the breakthrough concept is closely related to the cat-
egory of peripeteia, or sudden reversal of fortune, and involves
abandoning or profoundly correcting the originally proposed
sonata (the one proposed in the exposition) through the inbreak-
ing of an emphatic, unforeseen idea of some post-expositional
point, usually during the space customarily given to the devel-
opment ! Therefore, the Heldenthema, which in Lenau’s words
arrives in m. 315 as a thunderbolt from the heights, serves as
an announcement of the breakthrough-intention. At the point of
collapse of the exposition-schema in the recapitulation in mm.
510ff, when the breakthrough-intention is fully realized and
the Heldenthema returns fortissimo in the tonic E major as a
substitute for the second subject, it is still undermined by the
dominant pedal and represents promise, not fulfillment. The ful-
fillment, although not identified as such by Hepokoski, comes
as a by-pass of the E major tonality altogether in m. 543 when
the C major is reached. Comparing the formal consequences
of Strauss’s Durchbruch with that of Mahler’s First Symphony
Finale, Hepokoski concludes that the breakthrough triggers a
recomposed or totally reconsidered recapitulation, in which the
breakthrough idea itself usually plays a prominent role. Hepo-
koski attributes this prominent role of the Breakthrough to the
late Romantic aesthetic system that increasingly validated only
original ideas.

Undoubtedly, many of Hepokoski’s points about Strauss’s
Breakthrough are relevant for the discussion of the Durchbruch
in Mabhler’s First Symphony: the “return” of the Breakthrough
music from the development section in the recapitulation, the
six-four form of the tonic suggesting a dominant/tonic duality,
the crippled recapitulation, and the absence of the second sub-
jectin it as a result of the Durchbruch, to name just a few. How-
ever, as will be shown below, due to differences in the tonal and
harmonic configuration of the moments of Durchbruch and the
role of those moments in the musical and quasi-programmatic
trajectories of each of these works, the interpretation of the roles
of the Durchbruch in these two works are ultimately quite dif-
ferent. Furthermore, in my view, by attributing these parallels
in these two works to the same fin-de-siecle “category” of sona-
ta-form deformation and viewing them historically as a result
of the rejection of a potentially redundant recapitulation in an
aesthetic system that accepted only original ideas, Hepokoski



overlooks not only the historical dimensions of the Durchbruch
term and idea, but also the idiosyncratic formal and philosophi-
cal implications that this concept possesses in Mahler’s early
symphonies.

Entering into a dialogue with the work of both Sponheuer and
Hepokoski, James Buhler interprets the Breakthrough material
in Mahler’s First Symphony as a means of setting up a critique of
the form within the form itself. Buhler thus sees the limitations
of Hepokoski’s approach in the fact that it deals primarily with
“sonata hybrids” or one kind of sonata form deformation and
not with traditionally conceived sonata forms. Buhler concludes
that it is only by assuming the guise of a “normal” sonata-form
element that a breakthrough can critique the sonata principle
from within, that is immanently.'?> Objecting to Sponheuer’s
interpretation which maintains a strict separation between
the formal function of the material and the mediating func-
tion that establishes thematic immanence,'> Buhler projects the
breakthrough as a “transcendent critique” of form. In Buhler’s
opinion, Sponheuer fails to make the connection between the
thematic-mediating function of this interpolation (of the nature
motives from the first movement, m. 428), which is associated
with establishing the thematic immanence of the breakthrough'*
with the formal function of articulation, which is associated
with sonata form, thus leaving the breakthrough entirely outside
of the sonata form process.)> Therefore, in Buhler’s view, unless
it is formulated in terms internal to sonata form, breakthrough
must be posited as an alternative, transcendent formal proce-
dure intruding on sonata form from outside.'® (my emphasis)
Contrary to Sponheuer’s “transcendent critique” which, accord-
ing to Buhler, lacks the autonomy, institutional authority and
historical prestige of a “pure” sonata form'” and would only
reinforce the already existing criticism of Mahler’s forms as

artistic flaws, Buhler proposes the adoption
of an immanent critique” which addresses
the question of “how to conceptualize break-
through such that its own internal structure
is constituted in terms of sonata-form pro-
cedures.'® Buhler’s preference for an imma-
nent critique instead of a transcendent one,
that is, a critique that emphasizes the interior
processes instead of those that are exterior to
the form itself, may be seen as reflecting the
difference between Bekker’s Breakthrough
which occurs as an inner necessity of the
musical logic and Adorno’s emphasis on the
character of Otherness in the Breakthrough.
In the Finale of the First Symphony Buhler
identifies three guises of the breakthrough,
which, in his opinion, set up an alternative
outline of a sonata form. According to this
interpretation, the breakthrough model is first
established during the second section of the
development section, in C major in mm. 297—
302 after the recall of the chamber woodwind
section from the first movement. (See Exam-
ple 1) The second time the motive appears,
in Buhler’s view, is in the second part of the
development section, mm. 370-375, when
the second phrase of the model is tonally
deflected towards F major, while the melod-
ic motion points towards G.12 (See Example
2.) On the downbeat of the next measure D
major is heard instead, creating, in Buhler’s
opinion, a musical motion inexplicable from

Example 1 — Symphony No. 1, IV, mm. 297-302 (Buhler’s “Model”)
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Example 3 — Symphony No. 1, IV, mm. 631-636 (“Breakthrough” chorale).

631 —3— 3
0 # | A o -
> > -l Y >
> ©> Y 2 Y 3 L7} T ©r
[ (9] (@] i & & # 7 i | - (@]
AN [P CA [ ] [® ] i | et )
Yy} O O j [ bt O
RS e I =
{2 o P e SN SN
- - -
) © © - -
Jetl & | 4 - oy
7 1 & >~ =4
m = = (%] [® ] ~ 7
F o

the perspective of either of these musical log-
ics.2% This ruptured Breakthrough motive,
in Buhler’s interpretation, is the beginning,
the exposition of the alternative sonata form,
which continues with its own quasi develop-
ment (part of which is the recapitulation of
the first theme in F minor) until its own reca-
pitulation, in mm. 631 (where the Coda of the
“traditional” sonata form would begin). At this
point, Buhler claims that the Recapitulation
begins with the Breakthrough motive which
“mends” the rupture of its previous appear-
ance, by transposing the C major model (from
mm. 297-302) into D major. (See Example 3.)
Buhler maintains that such a theory allows
us to transform the immanent critique of the
transcendent chorale embodied in Mahler’s
idea of “spiritual struggle” into an immanent
critique of sonata form embodied in the theo-
retical concept of breakthrough.?' The dou-
ble appearance of the choral in the Finale of
the First Symphony can thus be interpreted,
according to Buhler, not only as an imitation
of a “spiritual struggle” but also as an imita-
tion of a sonata form as well.

The reintroduction of the D major materi-
als, the sudden tonal shift in the Finale, as
well as the Durchbruch of the first move-
ment, may at first glance call into question
the suitability of the sonata form model for
both of the outer movements. However, even
if we accept the postulates of Buhler’s inter-
pretation, certain procedures in his analysis
raise methodological questions. Although
Buhler presents several points by which the
“alternative” sonata form outline conforms
to the gestures of the “traditional” sonata
form scheme in this movement, his proposed
alternative sonata form outline excludes the
breakthrough “model” in C major, established
in his view in mm. 297-302, and starts its
exposition with the “ruptured” version of the
Breakthrough (mm. 370-375). This version of
the breakthrough, however, does not possess
the tonal and harmonic stability that is char-
acteristic of an exposition, but instead pres-
ents, on the one hand, the duality of G and
F chords (with C major implied) and, on the
other hand, an unexpected deflection toward
D major that is perceived as a disruption of
the logical harmonic motion—the resolution to

C, which is the tonality that has been prepared by the long pedal
on G of the previous section. Furthermore, in this interpreta-
tion, the “alternative” recapitulation of the Durchbruch in mm.
631-636, although harmonically and motivically conforming to
the model and transposing it to the “right” tonality (D major),
is curiously not viewed as the recapitulation in relation to the
model, but instead as a recapitulation of the “ruptured” version
of the Breakthrough.

In my view, Buhler’s proposition that Mahler intentionally cre-
ated a parallel formal outline organized around the reappearance
of the Breakthrough music does not take the historical, aesthetic
and contextual ramifications of this concept into consideration,
and is not backed by any biographical evidence testifying to
Mahler’s intentions in this respect. In fact, Buhler’s imposition
of a supposedly predetermined critical stance on Mahler’s part
toward his musical processes shows how persistently Mahler’s
idiosynctratic musical language has been misunderstood ever
since the premiere of his First Symphony. Even in 1900, at the
time of the Viennese premiere of the First Symphony, several
critics labeled the work Sinfonia Ironica, parodying the title of
Beethoven’s Eroica and at the same time implying that there is
a strong element of irony in the work. Misinterpreting the harsh
contrasts of the musical materials in the work, critics such as
Max Kalbeck and Robert Hirschfeld viewed the unevenness of
Mahler’s music as his way of mocking and consciously distorting
traditional forms and genres. Kalbeck, who was later to become
one of Mahler’s rare supporters, thus attributed the fragmentary
form of the first and last movements to the presence of irony, the
result being that the music was saying the opposite of that which
it means.?2 As in Buhler’s reading, Kalbeck suggests that there
is a disparity between the surface, i.e., the musical gestures, and
the meaning of the music.

The Austrian critic Robert Hirschfeld was far less under-
standing of the reasons for the unusual aspects of Mahler’s first
major work. Instead he saw Mabhler as an ironic and cynical crit-
ic of both the tradition and the state of musical composition in
general. He accused Mabhler of intentionally parodying certain
known musical gestures, of producing a satyre on a symphony
and intentionally mocking other composers by mimicking their
excessive, yet uninspired compositional output. In Hirschfeld’s
opinion therefore, the entire Finale was not to be taken seriously
since it was only a satire on the overwhelming conceit of power-
ful modern geniuses.?? Hirschfeld noted also a certain dichot-
omy between the “physical and material” aspects of this work,
which, in his opinion, showed the composer’s craftsmanship on
the one hand, and the actual content of the music on the other.
The dual character of Mahler’s music in this symphony, espe-
cially in the outer movements obviously caught the attention of
Mabhler’s contemporaries who have continuosly mistrusted this
work due to the perceived element of intentional mockery and
irony. The idea put forward by Buhler and other post-Adornian



Mabhler scholars that Mahler attempted to enter into a sophisti-
cated critical dialog with tradition through superimposing upon
it an alternative formal model in fact is simply another, although
more complex, misinterpretation of the poetic and formal con-
tent of Mahler’s musical language and the role of Durchbruch
within it. As I will argue, Mahler’s First Symphony represents
one of the composer’s first major attempts to express the totality
of life, with all its contradictions, idealistic hopes and failures,
through music. In many of his letters and remarks dating from
the period of the composition and revision of the First Sympho-
ny, Mahler exhibited an essentially romantic idealist aesthetic
and philosophical view, which lacked even a hint of detached
irony or sophisticated cultural criticism that has been ascribed
to him. Furthermore, I believe that the idea of Durchbruch in
this piece is deeply embedded in the romantic musical, philo-
sophical and critical tradition and, if viewed as such, provides
insight into many other difficult interpretive problems of the
outer movements of this symphony.

The term Durchbruch and its wider historic, aesthetic and
ideological background, as manifested in Mahler’s usage of this
concept, are closely linked to nineteenth-century Beethoven
reception and interpretation, as well as to the early romantic
artistic and philosophical reactions to the French Revolution.
Adorno’s interpretation of Mahler’s music, although undoubt-
edly insightful and inspirational, thus needs to be understood
within the context of his mid-twentieth century philosophical
outlook and not superimposed on the interpretation of Mahler’s
supposed intentions for the work’s structure. The importance of
the Breakthrough concept for Mahler’s music must, therefore,
be evaluated within the musical and aesthetic context of the
individual symphonies and from the perspective of the intellec-
tual underpinnings of his own time.

Mahler’s Durchbruch and the Heroic
Narrative of D major

As I have suggested at various points above, the idea of
Breakthrough in Mahler’s First Symphony creates a complex
tonal structure which suggests a quasi-philosophical narrative
underpinning embedded in Wagnerian and late-romantic ideal-
ist philosophy. Already from the tonally ambiguous beginning
of the Symphony, there is a series of attempts at establishing a
firm tonal center in D major. Every time that attempt is car-
ried out, it is harmonically undermined (by several tonalities,

Example 4 — Symphony No. 1, I'V, mm. 373-375.

the most “endangering” of which is F minor,
the original key of the last movement) and the
resolution to D major proves to be a failure.
Following the narrative of Mahler’s own pro-
gram for the work, the quest for D major can,
therefore, be seen as representing cycles of
human strivings and apparent victories which
are subsequently dissolved and destroyed,
necessitating yet another cycle of striving for
the ultimate goal. In the recapitulation of the
Finale, only when several failures have estab-
lished the belief that F minor will remain the
key in which the symphony will end, that
is, only when we have entirely given up on
achieving the goal of reaching D major, is the
D major successfully attained.

In the Finale of the First Symphony, the
moment when the arrival of D major is most
unexpected and therefore undermined occurs
halfway through the development section.
The process leading up to this D major begins
at m. 371, where the trumpets, trombones and
tuba sustain a C major tonic six-four chord
(G-C-E) for two and a half measures, and
the horns outline the C triad in a fanfare-like
manner. The impression of having arrived on
C major is clouded, however, when in mm.
374 and 375 the harmonic direction of the
music changes quite suddenly and the key of
D major enters instead of C. (See Example 4.)
This change is brought about with an unex-
pected progression: an F major triad (IV) over
the G pedal leads to a B-flat major triad that
then settles on a D major triad which becomes
the new tonic key. Two aspects of this passage
are particularly unexpected. First, the turn
to the B-flat major triad, which points for a
brief moment toward the key of F major, is
entirely unexpected in the context of the long
dominant preparation for the key of C major.
Second, the trumpets and the oboes outline
a stepwise motion that is directed towards G
which would confirm the expected key of C
major, but after the scalar melodic ascent C-
D-E-F the melody abruptly leaps up a third to
the dominant degree (A) of another tonality—
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D major, shifting the tonality suddenly up a
tone. This moment is the first point of arrival
on D major, the tonality that the beginning of
the development had apparently striven for.
At this point, however, the arrival on D major
is entirely unexpected, and, if preparation is
considered desirable or necessary, then it is
an unsatisfactory arrival as well.

This first arrival on D major comes after
a series of previous failed attempts to attain
that tonality. In the Finale that process begins
early on in the development section, at m.
238 in the score, where, after the full exposi-
tion of the second theme (ending in m. 231),
the motives from the introduction of the first
movement reappear over an extended D-flat
pedal in the bass. The “nature motives” remi-
niscent of the first movement are fragmented
and combined in a similar fashion as in the
end of the development section. The role of
the sustained pedal, however, is different at
these two points. The D-flat pedal, since it is
carried forward from the end of the exposi-
tion, can be viewed here as a “dying away”
gesture rather than as dominant preparation
as is the case with the C pedal at the end of the
development. Another important point about
the D-flat pedal is that in the fourteen mea-
sures after m. 238, it can be interpreted in two
ways: one in relation to what went before and
the other anticipating what is to come. (See
Example 5.) Interpreted in relation to what
has come before, in the passage from mm.
245-253 the D-flat pedal supports a dimin-
ished seventh chord (D flat-E-G-B flat) which
creates a sense of tonal instability. Interpreted
in relation to what comes after, however, the
D-flat is reinterpreted enharmonically as C-
sharp and the diminished seventh chord then
points toward a resolution into the key of D
major. Thus the D-flat pedal, although at first
appearing as merely the residue of an expired
tonality, reveals itself as a potential dominant
preparation, prefiguring the role of the pedal
at the end of the development.

Moreover, the double perspective on the
harmonic content of this passage reflects
another tonal duality that is to come after m.

254. The horns (beginning with the eighth-note pick up to m.
245) emphasize the dominant and the leading tone pitches of the
key of D (A-C sharp), with a gesture that serves as a signal of
the movement’s first theme which was heard for the last time in
m. 98 in the exposition. This gesture, however, coming from the
beginning of the introduction to the movement, will ultimately
become the beginning of the triumphant D major theme that
shines in the final apotheosis. In m. 252, after the diminished
seventh chord (C sharp-E-G-B flat, spelled as D flat-E-G-B flat)
that together with another strong gesture in the trumpets also
implies a resolution to D, the move towards D is undermined by
Mahler’s placement of a G in the bass below the D (mm. 254ff).
(See Example 6.) This Breakthrough-like event controverts all
the expectations of D in the preceding section.

The duality of two tonal centers—D and G-is kept through-
out the whole next section as well. The G tonal center, although
strong suggested by the bass G in m. 254, is destabilized by
a number of factors including the continued emphasis on C-
sharp in the bass in mm. 255 and 256 as well as by the delayed
entrance of the third of the tonic G minor triad. (The B-flat does
not appear until the second half of m. 257.) In m. 258 the tonali-
ties of D and G in fact seem to collide as horns sound a fortis-
simo G against fortissimo F-sharp to C-sharp of the tuba. While
the first trumpet and trombone reiterate the theme fragment in
D, the strings continue to outline the tonic and dominant pitches
of the G minor tonality.

The failed attempt to reach D major in this passage is the first
in a series of unsuccessful strivings towards tonal stability that
dominate the rest of the development and play an important role
in shaping parts of the recapitulation as well. As will be seen,
every attempt at attaining a stable point of arrival will be more
successful than the previous one, but will still lack the power
to reach it convincingly. Furthermore, the decisive motive of
a stepwise motion and a leap in the horns and trumpets will
always be a signal of this attempt.

The section between mm. 254 and 290 is characterized by
the harmonic motion through several tonalities: (D implied)
G minor, A minor, B-flat minor and A-flat major. All of these
tonalities lack stability, and the intense chromaticism destabi-
lizes the feeling of a tonal center throughout this entire section.
After m. 274, when B-flat minor is suggested by its dominant
seventh chord, a series of chromatic alternations begins: E-flat
and F-flat, G and A-flat and lastly B-flat and B-natural. A-flat
major is suggested after mm. 282, but it is never established
since the tonic appears either with an added seventh to the chord
(tonic chord with G-flat) or it is present as an added minor ninth
to a diminished seventh chord on G. The harmonic motion after
that seems at one moment to be directed towards E-flat major

Example 5 — Symphony No. 1, IV, mm. 248-254 (beginning of development).
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Example 6 — Mahler, Symphony No. 1, IV, mm. 254-261.
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(mm. 284ff), but when on the next beat of the same measure all
the notes are shifted a half step higher—a process that is repeated
in the next measure—the analyst is faced with a difficult deci-
sion: is the chord B-D sharp-F sharp-A just a chromatic upper
neighbor to the main harmony B flat-D-F-A flat, or is it the oth-
er way around? The third possibility, which in this case seems
most likely, is that this is one of the harmonically ambiguous
sections of music where Mahler purposely creates an undefined
tonal center in order to strengthen the impact of the next strong
tonal arrival.

The section that follows this chromatic
motion (in mm. 290ff) can be analyzed in C
major, which is again destabilized by the pedal
G in the bass. The arrival on C, although only
relatively stable, justifies the previous chro-
matic motion and the alternation between B-
flat and B-natural. Surrounded by the sonor-
ity of the note G, in the bass and in the high
register of the violins, a variation of the mate-
rial from the introduction of the first move-
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ment appears in the woodwinds. Neighboring
and passing tones in a march-like rhythmic
configuration embellish the basic motivic
outline of successive interlocked descending
fourths. The motivic progression that follows
recalls the introduction of the first movement.
Then, in m. 294, with the disappearance of
the pedal in the bass, the triplet motive that
follows in the clarinets is heard outlining the
octave g-c'-g!. However, instead of proceed-
ing with the next motivic cell from the intro-
duction, Mahler used the step-leap trumpet
motive, with its decisive gesture form domi-
nant to tonic, to point towards the tonal center
C. This is the moment that Buhler identifies
as the “model” for the subsequent Break-
throughs of the movement. (See Example 1))
Once again, however, the stability of the key
is weakened by several factors. First, the har-
monic structure that supports the leap G - C
(through A) in the trumpets—an empty sonor-
ity of G in the clarinets, the horns and the sec-
ond violin—does not include the leading tone
(B). Furthermore, a G pedal again accompa-
nies the C, and the whole passage is reduced
to the trumpets and trombones with the first
violin outlining the C major tonic triad, all
in pianissimo dynamics. The quest for tonal
stability is, therefore, left unfulfilled, and this
section, although including motivic elements
of the later Breakthrough, is not established
here as a model upon which later events are
constructed, but must be seen in the context
of the elusive process of attaining tonal sta-
bility.

After a brief return of the A flat-G alterna-
tion, the tonal ambivalence between G and C
as tonal centers comes back after m. 317. Cir-
cling around G, the next section, which has
a strong dominant tendency, extends until m.
371 and is saturated with motivic elements of
the first theme of the Finale. As the dynamics
of the section grow towards the full orchestral
triple forte in m. 371, the decisive step-leap
motive in the horns and trumpets returns and
seems to point again towards C. The expecta-
tion of C major will, as we have seen, how-
ever, be unfulfilled and instead, D major will
finally, yet unexpectedly be accomplished.
(See Example 2.)

Since the D major was attained unexpect-
edly, and in a sense undeservedly, as though
a gift of grace instead of an accomplishment
of the several stages of tonal striving for D
major of the development section, the move-
ment proceeds to undermine this arrival.
The first signs of weakening of the appar-
ently victorious D major choral music that
follows (mm. 375-383) start at m. 384 when
the previously static tonic pedal in the bass
expands into an oscillating figure D-C sharp.
The trumpet’s ascending figure in mm. 391—
395 as well as the leap of a fifth in the bass
shifts the emphasis onto A major. However,
the polarization between D and A as tonal

centers remains throughout that section: through a gradual
release in tension, textural thinning out and diminuendo, the
oscillating figure in the bass returns to D but gradually dies
out and is taken over and replaced by a sustained horizontal
D-A polarization throughout the orchestra. The sustained D
remains throughout the section starting in m. 428, bringing
about the D minor “nature” material from the introduction
of the first movement. This last section of the development is
dominated by tonal instability and motivic recall of previously
heard music. Through a motion from D minor, through C, A-
flat major and finally F minor, Mahler alternates the recall of
the music from the introduction of the first movement (mm.
428-442 and mm. 447-456) and the Finale’s second subject
(mm. 443-446 and mm. 457-505).2* Throughout the section,
Mahler sustains a pedal (on D and then, through D-flat, on
C) first in the bass and then expanding it to the upper regis-
ters, which undermines a sense of arrival and, consequently, a
sense of recapitulation. Gradually, the F minor is established
and with it the motives of the Finale’s first theme emerge (mm.
519ff), setting in motion the movement’s recapitulation. There-
fore, the Breakthrough of the previously attained D major has
been gradually annihilated by the first movement’s introducto-
ry D minor music and by the infiltration of the Finale’s second
subject. The D major music is finally rejected and overpowered
by the Finale’s main F minor thematic material. The victory of
the D major has been, therefore, lost and the F minor seems to
have taken over not only the trajectory of this movement, but
of the entire symphony.

The final D major Breakthrough in mm. 623—636 (Example
3.) comes as a result of a gradual tonal preparation and is musi-
cally and semantically strongly connected to what Adorno
labeled as the first movement’s Breakthrough (mm. 352-358).
The last intensifying section of the development in the first
movement, mm. 319ff, starts with a long pedal on D-flat which,
if enharmonically interpreted as C-sharp, anticipates the arrival
on D. (The same section is exactly recalled in the Finale in mm.
588ff) The arrival on D is, however, temporarily suspended
by an affirmation of F minor in mm. 327-329 and a deflection
towards B-flat major in mm. 345-351. The last chord of the sec-
tion immediately preceding the Durchbruch is a diminished
chord A-C-E flat (with F-sharp implied) after which the D major
chord (with a dominant pedal creating the dominant/tonic ten-
sion) sounds indeed as Mahler has characterized it, as though
fallen from the skies. Although the A and the implied F-sharp
are carried over from the previous sonority, and there is a long
dominant preparation by the A pedal in the high strings and
winds, the D major arrives with the trumpet fanfares, signaling
an unexpected and sudden event. Also, the arrival on D is still
underlined by the dominant pedal, creating a prolonged sense of
expectation for a stable tonic. The event of mm. 352-358, or the
Breakthrough according to Adorno, releases the energy for the
stable tonic of the first movement’s recapitulation in m. 358, or
Bekker’s Breakthrough of the awakening and releasing of all the
melodic powers of the chordal horn theme, which have until that
point been constricted ever since the exposition.2

In the Finale, soon after the recapitulation is already under
way (mm. 560ff), the music gradually assumes the exact shape
(mm. 588—627) as already heard in the first movement (mm.
319-357): the D-flat pedal, the flat VI degree of F minor, may
again be interpreted enharmonically as C-sharp, or leading to D.
There is a long intensification and the diminished chord resolves
the same way. This time, there is a somewhat stronger anticipa-
tion of the trumpet fanfares by the dotted notes in the horns and
oboes. This Breakthrough, however, instead of continuing, as in
the first movement, to clear the path for the full development of



Example 7 — Mahler, Symphony No. 1, IV, mm. 621-625.
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the chordal horn theme, clears the path for a final, harmonically ~ have not yet enabled a satisfactory harmonic
correct affirmation of D major. It opens the way for the Finale’s  victory of the D major over the constantly
previous failed Breakthroughs (in m. 254 and mm. 369-375) to  interfering F minor. What follows this still
resolve into a long awaited and already prepared D major. The D unsatisfactory arrival on D in m. 623 in the
major reached in m. 623, the same one that was reached before =~ Finale is the final appearance of the cho-
the recapitulation in the first movement in m. 352, is still under-  ral theme in m. 631-636, which is this time
mined by the A pedal carried over from the previous, harmoni-  transposed up a whole tone, and pointing
cally unstable section. (See Example 7)) not to C major as in the development section

Thus, the moment that Adorno described as a Breakthrough ~ (mm. 370-375) but towards D. The ensuing
in the first movement, and consequently the corresponding D major is this time a prepared and justified
moment in the Finale, although musically important events,  result of the previous harmonic sequence, and
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is not merely a deflected resolution from the
expected C major to D major. Furthermore,
by reinforcing the D major Durchbruch from
the first movement by the ultimately “suc-
cessful” Durchbruch of the Choral theme
from the Finale, Mahler finally accomplishes
the goals of his first Durchbruch—the stable
victory of the D major and the full unleashing
of the melodic powers of the symphony. This
accomplishment is all the more glorious after
all hope of reaching D major and successfully
resolving the outcome of the Durchbruch was
abandoned in the F minor recapitulation of
the Finale.

How, then, should we view the cycles of
reaching towards D major through a series of
Breakthrough-like events? Do they suggest
Mahler’s deliberate creation of an alterna-
tive sonata for critiquing the traditional form?
Should we try to understand these cycles
within the boundaries of traditional form as
a late-romantic “deformation” of the sonata
form model? Or should we instead view this
musical procedure as a reflection of a broader
philosophical perspective on art and life in
general? As I have suggested above, the ques-
tion of how this tonal narrative affects the tra-
ditional notions of musical form in Mahler’s
First Symphony is, in my view, one that needs
to be understood in a wider aesthetic context.
The still intriguing and unresolved questions
surrounding the peculiar nature of the victory
of Mahler’s final D major Breakthrough Cho-
rale—a victory that occurs after the most dra-
matic Breakthrough in the symphony (m. 375)
has failed and dissolved into F minor—require
us to look into Mahler’s philosophical and
artistic outlook for answers to this problem.

Schopenhauer-Wagner-
Mahler: The Transformation
of the Durchbruch ldea

The section that follows the dramatic
first arrival on D major in the Finale at m.
375 raises the most momentous aesthetic
questions in this symphony. The expecta-
tion of a stable arrival on D major that has
been growing through the whole process of
the development has, as we have seen, only
been partially satisfied. Although an arrival
on D has taken place, there is no sense that
it is the outcome of preceding events—that it
has been “earned,” so to speak. If anything,
an arrival on C was expected, rendering the
D major, which was the unfulfilled goal of
some previous processes of intensification,
as a delayed, but still unsatisfactory resolu-
tion. The question that has puzzled many
authors interested in this symphony is: what
was Mahler’s intention in this case? Why
does the D major come without preparation,
when Mahler might have easily rendered its

arrival into the culmination of a process of struggle or seeming
inevitability?

The answers to these questions bring us back to Mahler’s own
interpretation of this passage. In Natalie Bauer-Lechner’s rec-
ollections, Mahler characterized this section in the following
way: This experience was, perhaps, even more striking in the
case of a transition in my First Symphony—one that gave me a
lot of trouble. Again and again, the music had fallen from brief
glimpses of light into darkest depths of despair. Now, an endur-
ing, triumphal victory had to be won. As I discovered after con-
siderable vain groping, this could be achieved by modulating
from one key to the key a whole tone above (from C major to D
major, the principal key of the movement). Now, this could have
been managed very easily by using the intervening semitone and
rising from C to C-sharp, then to D. But everyone would have
known that D would be the next step. My D chord, however, had
to sound as though it had fallen from heaven, as though it had
come from another world. Then I found my transition—the most
unconventional and daring of modulations, which I hesitated to
accept for a long time and to which I finally surrendered much
against my will. And if there is anything great in the whole sym-
phony, it is this very passage, which—I can safely say it—has yet
to meet its match.?®

From this passage, it is clear what Mahler’s intentions were
and that this moment was not a result of his immaturity and
insufficient knowledge of modulations as his harmonic solu-
tion was characterized at the time of the work’s premiere. Even
years after the work’s creation, in the 1899/1900 season, when
the work was performed in Dresden, Frankfurt and Vienna,
critics uniformly objected to the disproportion between form
and content, Wagnerian reminiscences, kettledrum orgies, vul-
garity and conglomeration of nervous impressions in the outer
movements. It was supposed that Mahler, in his determination
to produce something new at any price was desperately trying
to write something other than a classical symphony.2’ Promi-
nent Viennese critics, Hanslick, Helm and Schonaich among
others, couldn’t understand the meaning of the sudden burst
of the end of the world Finale, its grotesque cacophonies and
explosions, and characterized its tonal structure as completely
irrational, bearing no links with the previous movements and
Jumping, without any transition from pastoral innocence to
savage bedlam.?8

However, contrary to the critics’ assessment that there was
no rational idea behind the symphony, it does appear that many
of the most shocking procedures in the Symphony were made
deliberately, with a quasi-philosophical agenda behind it. The
idea that underlies the C-D modulation, as we have seen from
Mahler’s comments, is that of striving for a sudden victory.
However, this victory, as Mahler himself explained in a letter
to Richard Strauss, could not be achieved: ... at the place in
question the conclusion is merely apparent (in the full sense of
a “false conclusion”), and a change and breaking-down that
reaches to the essence is needed before a true “victory” can be
won after such a struggle. My intention was to show a struggle
in which victory is furthest from the protagonist just when he
believes it closest. — This is the nature of every spiritual strug-
gle. — For there it is by no means so simple to become or to be
a hero.?®

The Breakthrough at m. 375 is, therefore, only a “false con-
clusion” to the long struggle, which consequently breaks down
back into darkness. It is from this state of desperation, of hope
already given up, that a “true” victory may be gained. What in
Mabhler’s opinion constitutes a “true victory” is connected to the
notion of a “hero,” reflecting the Beethovenian notion of a hero.
Only after a heroic struggle, failure and finally death, does the



heroic spirit transcend the earthly life. Mahler compared this
poetic narrative of his First Symphony to the aim of art in gen-
eral: I'm not happy about it, for the aim of art, as I see it, must
always be the ultimate liberation from and transcendence of sor-
row. Admittedly, this aim is achieved in my First, but in fact, the
victory is won only with the death of my struggling Titan. Every
time he raises his head above the surging waves of life—and the
conquering, transcendent motif accompanies him—he is struck
down again by the blows of Fate, whenever he rises above it and
seems to get hold of it, and only in death, when he has become
victorious over himself does he gain victory!*

The cycles of the Titan’s rise and with him of the momentous-
ness of the Durchbruch, and the devastating blows of Fate to
him and to the D major, finally end in the death of the hero. The
victory gained at m. 375 is, therefore, just an illusion, for it is not
earned nor prepared. Instead it has fallen from another world,
and in Mahler’s view, will have to be lost. Similarly to Mahler’s
Durchbruch where the anticipation of D major was always sub-
verted by an unexpected and unprepared arrival of D, the arrival
of the E minor “heavenly sphere” in m. 281 of the development
section of the first movement of Beethoven’s Eroica was also
prepared by a long stretch of unstable harmonic solutions point-
ing towards E. To many early romantic critics, as well as writ-
ers today, however, the final attainment of the E minor sounded
as a sudden, unwarranted solution, as something “other” that
had fallen from the sky, as a spiritual call from the distance
that symbolizes the hero’s farewell to life.3! The E minor comes
after the A minor, with which the passage starts (in m. 248) and
which is soon undermined in m. 260 as the harmonies progress
towards E minor through a series of seventh chords and their
elliptical resolutions (m. 260: V7, m. 266: VII7 of V, m. 272:
VII4/3, m. 274: V16/4, m. 276: N6/5, m. 280: V9). As the dynam-
ics and the harmonic tension increase, the syncopated rhythms
are metrically condensed until, in m. 280, the pattern is broken
on the chord that is the peak of dramatic tension, the dominant
ninth. That chord, initially in forte dynamics, instead of being
the climactic peak, is the point of a dynamic and dramatic rever-
sal since in the four bars that it occupies, only the strings are
playing, decreasing the volume every measure and the synco-
pated rhythms have been replaced by metric regularity. The E
minor that comes after, with its new orchestral, dynamic and
metric configuration, as well as with its emphasized melodic
contour in the oboes an cellos as opposed to the primarily rhyth-
mic and harmonic driving force of the previous section, comes
as an entirely new beginning, and not as an expected resolution
of a climactic rise.

In that respect, Beethoven’s Durchbruch, as Griepenkerl
has labeled this moment, is similar to Mahler’s unsatisfactory
attainment of D major in m. 375 in the Finale as well as at other
points such as in m. 254 in the Finale and m. 352 in the first
movement. However, just as most romantic critics have inter-
preted the arrival on E minor as related to the Hero’s death and
his transcendence into “heavenly spheres” in the Beethoven, so
does this last failed struggle open the door to transcendence in
Mahler’s Finale. Mahler’s hero and his spirit must continue to
struggle before he overcomes himself, before he liberates him-
self from sorrow and so transcends it. Only then, when all the
willful, sudden achievements of the goal (D major) have been
abandoned and human conscious struggle has proven to be
futile, may he achieve true victory.

The theme of struggle in attaining victory is, of course, not a
novel concept in symphonic music, but still, the repeated failure
to achieve it, especially the failure caused by an unexpected and
unearned sudden victory granted from the outside, has perme-
ated the poetic and aesthetic worlds of many romantic artists

inspired by the struggles of Beethoven’s sym-
phonic “heroes.” In the writings of Richard
Wagner, especially in his texts dealing with
Beethoven, there are numerous references
to the process of human (and consequently
musical) striving for transcendence. In the
program notes for the 1859 concert ending
of the prelude to Tristan and Isolde, Wag-
ner used the term Durchbruch to describe
the endless struggle for transcendence of
his heroes.3> Durchbruch is here understood
as a point of insight, as a release from the
endless longing that dominates the prelude:
...just once, in one long-articulated impulse,
he let that insatiable longing swell up from
timidest avowal of the most delicate attrac-
tion, through anxious sighs, hopes and fears,
laments and wishes, raptures and torments,
to the mightiest onset and to the most pow-
erful effort to find the breach (Durchbruch)
that will reveal to the infinitely craving heart
the path into the sea of love’s endless rapture.
In vain! Its power spent, the heart sinks back
to languish in longing, in longing without
attainment, since each attainment brings in
its wake only renewed desire, until in final
exhaustion the breaking glance catches a
glimmer of the attainment of highest rapture:
it is the rapture of dying, of ceasing to be, of
final redemption into that wondrous realm
from which we stray the furthest when we
strive to enter it by force.3?

Similarly to Mahler, Wagner stresses that it
is not by force that one can attain the highest
rapture; it is only by ceasing to be, by giv-
ing up hope of attainment that the redemp-
tion into the wondrous realm will be allowed.
Therefore, each striving ends unsuccessfully
and brings only a renewed desire, a desire
that can be fulfilled only by something over
which we have no power. Such a view of the
futility of human efforts to attain transcen-
dence is derived from Schopenhauer’s meta-
physics, whose basic concepts strongly influ-
enced Wagner after 1854.34 In the following
period of Wagner’s life, both in his writings
and in his music, Schopenhauer’s pessimistic
view of the world emerged as one of the domi-
nant influences on Wagner’s aesthetics of art.
In his monumental work The World as Will
and Representation, Schopenhauer describes
the essential nature of all human striving as
an endless circular process of desire, long-
ing, hope and ultimate failure to know the
metaphysical reality beyond all phenomena.
Schopenhauer saw the will-to-live, (Wille zum
Leben), as the source for all human suffering.
This blind striving at a level beneath that of
conscious thought and action, in his view,
springs from: ... want or deficiency, from dis-
satisfaction with one’s own state or condition,
and is therefore suffering so long as it is not
satisfied. No satisfaction, however, is lasting;
on the contrary, it is always merely the start-
ing-point of a fresh striving... Thus that there
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is no ultimate aim of striving means that there
is no measure or end of suffering.3

Because of this endless, and ultimately
futile striving, Mann’s individuality is a
source of torment, and in fact, just an illu-
sion. He states that to desire immortality for
the individual is really the same as wanting
to perpetuate an error for ever, for at bottom
every individuality is really only a special
error, a false step...3° The view that no satis-
faction is lasting but is instead always merely
the beginning of a new process of reaching
for an attainment is the essential motive for
the endless longing for transcendence in
Wagner’s opera. Schopenhauer attributes this
longing to the human will that is powerless
in its striving: ...desire, that is to say, want,
is the precedent condition of every pleasure;
but with the satisfaction or gratification can
never be more than deliverance from a pain,
from a want3" ...the will, whose objectifica-
tion is human life like every phenomenon, is
a striving without aim or end.

The repeated successive cycles of willing,
striving, hoping and failure, are seen as the
reality of human existence, and are metaphor-
ically bound, in Schopenhauer’s view, with
the symbol of the wheel of time or the ancient
Greek myth of the wheel of Ixion. Schopen-
hauer uses the image of humanity rotating
endlessly along the cycles of the wheel of
time to convey its enslavement to the Will:
The subject of willing is constantly lying on
the revolving wheel of Ixion, is always draw-
ing water in the sieve of the Danaids, and is
the eternally thirsting Tantalus.>

The necessarily circular nature of all human
experience therefore, in Schopenhauer’s view,
comes from the inability of Mann to cease
the endless willing of his spirit. The only exit
from this state is the escape from the grips
of the principium individuationis, through the
denial of the will-to-live and the breaking of
the cycle of desire-hope-failure.

Both Wagner and Mahler have in their
writings and music referred to this Schopen-
hauerian metaphor. One of Wagner’s Wesen-
donck Lieder, “Stehe still,” set to a text by
Mathilde Wesendonk, both poetically and
musically recreates this cycle. The first two
strophes, with their poetic content and with
their sixteenth-note perpetuum mobile-like
rhythm, and complex harmonies in minor
mode describe the rushing, roaring wheel of
time and the yearning for it to stop. The end-
ing of the first strophe calls for an ending of
this perpetual process:

Urewige Schopfung, halte doch ein,
Genug des Werdens, laf3 mich sein!
(Eternal creation, stop!

Enough of becoming, let me be!)

The second strophe takes this idea even
further, where, as a way out from this cycle

of the Will, the cessation of every motion, breath and even life
is called for:

Schwellende Pulse, fesselt den Schlag;
Ende, des Wollens ew’ger Tag!
(Swelling pulses, restrain your beating;
End, Will’s eternal day!)

The sought for deliverance from the wheel of time is attained
only at the end of the third strophe, where it is clear that only
when the desire from within is stopped and overcome, the “rid-
dle of Nature” may be solved:

Keinen Wunsch mehr will das Innre zeugen:
Erkennt der Mensch des Ew’gen Spur,

Und lost dein Rditsel, heil 'ge Natur!

(The heart can have no further wish:

Man knows the imprint of eternity,

And solves your riddle, blessed Nature!)

The music follows this dramatic halt of the Will’s striving: the
rhythmic and motivic motion is interrupted, and a slow harmon-
ic progression occurs outlining a descending circle-of-fifths of a
series of dominant seventh chords—on A, D, G, C, and ending on
F major 7th. The potentially endless harmonic circling finally
cadences in C major, which is established by a clear dominant-
tonic progression and a final tonic arpeggiation through four
octaves. Therefore, by interrupting the constant life-pulse and
complex agitation of the first two strophes, and by returning to
the basic inevitabilities and simplicity, symbolized in the circle
of fifths and the neutral C major ending, Wagner emphasizes the
Schopenhauerian idea that the only way to transcendence is the
renunciation of the will-to-live.

Mahler also conceptualized the symbol of the Ixion-wheel in
similar terms when talking about the Finale of his Third Sym-
phony: In the Adagio, everything is resolved into quiet “being”’;
the Ixion-wheel of appearances has at last been brought to a
standstill #0

Furthermore, Mahler musically embodied this philosophical
idea through the formal and tonal structure of the Scherzo of his
Second Symphony.

The attainment of this state of being, or in Schopenhauerian
terms, the knowledge of the Thing-in-itself, possible only through
transcendence, as opposed to the mere perception of phenom-
ena, in Schopenhauer’s view could be gained only through a
complete resignation to death and the abandonment of the will,
through moments of divine artistic inspiration, or ascetic, mys-
tic meditation. One is the furthest from gaining such an insight
when one strives the most for it. Only when the blind striving of
the Will completely ceases, only when one has abandoned any
hope, will deliverance be possible. Schopenhauer explains that
the only way for Man to gain access into a higher realm is to
overcome himself through the cessation of the will-to-live and
the acceptance of death: (Thus,) For a blissful condition of man,
it would not be by any means sufficient for him to be transferred
to a “better world”; on the contrary, it would also be necessary
for a fundamental change to occur in man himself, and hence
for him to be no longer what he is, but rather to become what he
is not. For this, however, he must first of all, cease to be what he
is; as a preliminary this requirement is fulfilled by death...To be
transferred to another world and to change one’s entire nature
are at bottom one and the same thing.*!

Schopenhauer finds that only in the complete denial of the
will can salvation be found: ...True salvation, deliverance from
life and suffering, cannot even be imagined without complete
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denial of the will. Till then, everyone is noth-
ing but this will itself, whose phenomenon is
an evanescent existence, an always vain and
constantly frustrated striving, and the world
full of suffering as we have described it*?
...Ultimately death must triumph...*

Through the comparison of Wagner’s and
Schopenhauer’s writings, we witness the
identical concept of the futility of any human
effort to attain transcendence. Whether it is
the the path into the sea of love’s endless rap-
ture as in Wagner’s Tristan, or it is true sal-
vation, deliverance from life and suffering, in
each case it is only by the ultimate denial of
the Will, in other words by death, that one can
reach one’s goal.

From this perspective, the Breakthrough
indeed seems to come as something from
the outside, as “the Other” as Adorno speci-
fies it. Tristan and Isolde fail to find it in the
concert ending of the Prelude, specifically
because they are striving “by force” to find
it. The attainment, as Wagner defines it, is
not something already present and capable of
being developed, but rather something grant-
ed to us when the process of striving is finally
abandoned. Thus Wagner’s musical analogue
of the Durchbruch is to bring in m. 94 of the
concert ending of the Prelude, the music of
Isolde’s transfiguration in A major, following
the climax and “relapse into desire” towards
the end of the Prelude. Here, not only is the
A major not prepared, but all the other musi-
cal parameters show a drastic shift, as though
the music suddenly enters a completely new
realm. (See Example 8.) As the “transfigu-
ration music” is sounded, the orchestration
changes with the entrance of the harps, the
rhythmic and melodic configuration switches
from languid motivic interchanges between
solo instruments to a clear thematic outline
in the woodwinds and violins and the meter
is entirely new and more schematically orga-
nized than in the previously heard music. The
metric configuration, abandoning entirely
the six-eight meter, shows a systematic orga-
nization of eight bars of common time, two
bars of five-four (three plus two), three bars
of three-four, and twelve bars of two-four. By
shifting the tonality of the entire concert piece
from the initial A minor of the prelude to the
A major of the transfiguration music, and by
stripping that A major of its bass note, Wagner
relinquishes the very musical substance of the
prelude, and its “illusion” of unity, to the idea
of sudden transport into an ethereal region, an
event that is granted from the “outside.**

Mahler’s Breakthrough, however, although
significantly grounded in Wagnerian and
Schopenhauerian aesthetics, differs in one
important respect. Although Mahler’s hero
collapses several times after passionately
striving for victory, just as Tristan and Isolde
do according to Wagner’s program, and the

goal is the furthest away when he thinks it is nearest, Mahler,
unlike Wagner, finds justification for this process of struggle.
In the above cited letter to Strauss Mahler explains the false
conclusion of his shift from C to D in the Durchbruch of his
Finale, as a much needed complete break-down that reaches to
the essence in order to win a true “victory”. Although he fol-
lows the Schopenhauerian idea that in a human struggle victory
is furthest from the protagonist just when he believes it closest,
still, at the end, by concluding that it is by no means so simple
to become or to be a hero, Mahler justifies this struggle which
is for him primarily spiritual in nature. Therefore, the tonality
which the First Symphony finally attains is D major, the key that
the music has repeatedly from the beginning of the first move-
ment attempted to establish, and not another key, granted “from
the outside” as a symbol of the transcendent “otherness.”™?

Although the element of foreignness or otherness does com-
prise an important element of the Breakthrough—it brings unex-
pected and apparent victory—the transcendence in Mahler’s
music has to be earned, and only after a long struggle is the D
major ending granted in the Finale. In one of the rare references
to his Jewish origins, Mahler compares his own artistic strug-
gles to those of Jacob. He sees a parallel in Jacob’s wrestling
with God with his own striving for God’s blessing through artis-
tic creation. Ultimately both struggles are rewarded: 4 magnifi-
cent symbol of the creator is Jacob, wrestling with God until
He blesses him. If the Jews had been responsible for nothing
but this image, they would still inevitably grow to be a formi-
dable people — God similarly withholds His blessings from me.
I can only extort it from Him in my terrible struggle to bring my
works into being.*®

The element of religion—in Mahler’s case not an organized
religion, but spirituality in a broader sense—and the idea of Art-
Religion are what justifies this endeavor. Even though Mahler’s
hero achieves victory through the ending of his own earthly life,
his struggle to attain transcendence has not been futile, since it
is in death that he enters the higher realm. The process of reach-
ing for a stable D major both in the first and the fourth move-
ments—every time followed by similar musical gestures and, as
Bekker observes, by the releasing of the melodic potential—fails
repeatedly, but each time the hero is strengthened with a new
hope. Arising after each breakdown of striving, this new hope
becomes more imminent each time and justifies the struggle.
Mahler’s hero, although reaching transcendence by the denial
of his will, by claiming victory only after becoming victori-
ous over himself and renouncing the attainment of D major, is
not simply given the D major, as a completely new and foreign
tonality symbolizing the previously unknown realm of tran-
scendence; rather, the D major comes as a reward for his long
spiritual struggle, as a posthumous recognition of his apparently
futile efforts.

1 James Bubhler, “‘Breakthrough’ as Critique of Form: The Finale of
Mahler's First Symphony,” 19th Century Music 20, no. 2 (Fall 1996):
125-143; Hans Heinrich Eggebrecht, Die Musik Gustav Mahlers
(Munchen: Piper, 1982); James Hepokoski, “Fiery-Pulsed Libertine
or Domestic Hero? Strauss's Don Juan Reinvestigated.” in Richard
Strauss: New Perspectives on the Composer and his Work, ed. Bryan
Gilliam (Durham: Duke University Press, 1992): 135-175; Stephen
McClatchie, “The 1889 Version of Mahler's First Symphony: A New
Manuscript Source,” 19th Century Music 20, no. 2 (1996): 99-124;
David Lewin, “Some Theoretical Thoughts About Aspects of Harmony
in Mahler's Symphonies,” (Cambridge, MA: Music and the Aesthet-
ics of Modernity: An Interdisciplinary Conference, Harvard Univer-



sity, 2001).; Siegfried Oechsle, Symphonik Nach Beethoven: Studien Zu
Schubert, Schumann, Mendelssohn Und Gade. (Kassel: Baerenreiter,
1992); Bernd Sponheuer, “Der Durchbruch Als Primaere Formkatego-
rie Gustav Mahlers: Eine Untersuchung Zum Finalproblem Der Ersten
Symphonie.”, Sponheuer, Logik Der Zerfalles: Untersuchen Zum Final-
problem in Den Symphonien Gustav Mahlers.

2 While Breakthroughs are “momentary,” the second “genre,” Sus-
pensions, are self-enclosed episodes where time seems suspended, and
the third, Fulfillments, are moments where a thematic freedom collides
with an intrinsically closed musical context. See Adorno, Mahler: A
Musical Physiognomy, Chicago and London: The University of Chi-
cago Press, 1998. 41-43.

3 Ibid., 4-5.

41bid., 6.

5 Ibid., 44-45

6 Paul Bekker, Gustav Mahlers Sinfonien (Berlin, 1921).

7 Ibid., 46.

8 Adorno, 13.

9 Hepokoski, 149.

10 Tbid., 143.

11 Tbid., 149. As T will argue below, however, the element of the
“unforeseen” is actually absent from Mahler’s notion of the Durch-
bruch in his First Symphony, since the sudden and surprising effect
of the Breakthrough moments is, at the same time, always bound up
with the arrival on D major, the expected and strived for tonality of the
Symphony. Therefore, the arrival on D in the Durchbruch, even though
unprepared and unjustified, is not a “reversal” but rather the foreshad-
owing and anticipation of the final goal.

12 Buhler, 135.

13 Tbid., 133.

14 Tbid.

15 Thid.

16 Tbid., 135.

17 Tbid., 135.

18 Tbid., 135.

19 Contrary to Buhler’s assessment, I believe that the whole pre-
ceding section points towards C, and that the G to which the melodic
motion points is in fact the dominant of C and not the tonic of G.

20 Byhler, 139.

21 Ibid., 135.

22 Henry-Louis de La Grange, Gustav Mahler: Vienna: The Years
of Challenge (1897-1904), vol. 2 (Oxford: Oxford University Press,
1995)., 311.

23 Robert Hirschfeld, Wiener Abendpost, November 1900, quoted in
La Grange, 310.

24 It is important to note that the Finale’s second subject is derived
from the first movement as well. (See mm. 169—171 in the first move-
ment and mm. 175ff in the Finale.)

25 The recapitulation does not begin with the first theme in its ori-
ginal guise, but with a version of it from the development (mm. 209—
218). The way Mahler constructed this recapitulation and the one in
the Finale is relevant to the question of his view of formal boundaries,
a question that will be examined in Chapters Five and Six of this dis-
sertation.

26 Natalie Bauer-Lechner, Recollections of Gustav Mahler, Peter
Franklin ed., Cambridge: Cambridge, Massachusetts: Harvard Univer-
sity Press, 1992, 31. [Emphasis mine.]

27 La Grange, op.cit., vol. 2, 140-146.

28 Tbid, 308-309.

29 Herta Blaukopf, ed., Gustav Mahler and Richard Strauss: Cor-
respondence 1888—1911. (Chicago: The University of Chicago Press,
1980), 37.

30 Bauer-Lechner, 50.

31 Nineteenth-century authors who viewed the Eroica passage in this
way include A. B. Marx, Wilhelm von Lenz, and Alexander Oulibi-

cheff. Twentieth-century writers include Paul Bek-
ker, Thomas Grey, and Scott Burnham.

321 would like to thank Eric Chafe for pointing
out this fact to me during his graduate seminar on
Wagner’s Tristan und Isolde.

33 Robert Bailey, ed., Richard Wagner: Prelude
and Transfiguration from Tristan and Isolde (New
York: Norton, 1985), 47—48.

34 Edouard Sans offers an alternative date for
Wagner’s encounter with Schopenhauer’s phi-
losophy. In his book Richard Wagner et la pensee
schopenhauerienne (Paris: Edition C. Klincksiek,
1969), he argues that Wagner already knew about
Schopenhauer in 1852.

35 Arthur Schopenhauer, The World as Will and
Representation. Translated from German by E. F.
J. Payne (New York: Dover Publications, 1969), 1:
309.

36 Schopenhauer, 2: 492.

37 1bid., 319.

38 Ibid., 321.

39 Schopenhauer, op. cit., 1: 196.

40 Bauer-Lechner, 67.

41 Schopenhauer, op. cit., 2: 492.

42 1bid., 397.

4 Ibid., 311.

44 In the final and complete version of the opera,
however, the transfiguration music will come in the
key of B major in the Liebestod, where the B major
has been anticipated by a series of arrivals on F-
sharp. For a detailed account of the philosophical
background and the interpretative implications of
the tonal outline of the opera, see Chafe, Tristan
und Isolde, Oxford University Press, forthcoming.

43 This parallels the B major in Wagner’s Tristan
und Isolde which is also not a symbol of “other-
ness” but is something adumbrated at many earlier
points in the opera and attained only in the Trans-
figuration music of the final scene of Act III.

46 Bauer-Lechner, 76.
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bankan Pym6a. Ha npBo ciymame u3pasu-
To (POJIKIOpHO 0obOjeHa, My3uka rpyne Or-
HeH W IpHjaTe/bH TPEACTaB/ba EKIEKTHIHY
MeIIaBUHY HaW3IVIE[ HECMOjUBHUX €NeMEHATa.
Haume, Ormen [lonosuh nokymasa fa cro-
jU CBOje MYJITHETHHYKO (CPICKO-PYMYHCKO)
MOPEKJIO ca TEKOBMHAMA 3amajjHOEBPOICKE
KJTacCMYHE MY3HUKe KOjy je ycaBpIlaBao Ha ca-
MoM m3Bopy, To jecT y Hemaukoj. Manm-
(hecT 0BAKBOI' NPHCTYNA NpEJiCTaB/ba AeceTa
KOMIIO3MIMja Koja HocH HasuB Monaprosa
noreBka (poH OrmeH: OHa 3all0udIe Mello-
IMjOM MOIJAPTOBCKOT MpPH3BYKA KOjy AOHOCH
BUOJIMHA... Jli, BUOJIMHY NpaTH XapMOHMKa!
A 3aTHM ce KOMIIO3WIWja M3HEHafa IpeTBa-
pa y THIMYHO Bhamko Koio! ... Huje sorme,

kaxe Mouapt. Ma, xakBu Jjoile, Kaxy 0a-
0e Mape u Amne, TeTke JaHe, Opana cpparne,
Yyak HaM HH TH Ty He cMertamt! Hu BH He
cmeTaTe MeHH, Kaxe Monapr... OBuM pedn-
Ma je mucar, Munom Huxomh y gyxoButoM
TEKCTY, IITaMIaHOM y TpaTehoj Kmikuim,
Haj0OJbe CYMHpPAO CYIITHHY KOMIIAKT JUCKa
Bpare ®pare, uiju je HacnoB Takohe cum-
OommyaH — par je pyMyHcka ped 3a Opa-
Ta. A TJie ce Clajajy OBe pa3NIUInTe KYITyp-
He Tpamumje? HapaBHo, 3a KadaHCKUM
CTOJIOM, T€ TaKO HACJIOBHA, JleBeTa HyMepa
OfMIe THINWYHOM aTMochepoM BojBObaH-
ckux Kagpana. CnuyHe cy M 4yeTBpTa U Iue-
cra Hymepa, IloHOBO 3ajefHO, OfmHOCHO M3
JaHa y jad, ca BopgehoM MellofmjoM y BHO-
mHA. MebyTtnm, oKyc ce Mema off KOMIIO-
3UIMje 10 KOMIIO3UIje, TMa Tako Hymepe
YBeprupa u Cpagba 3Byde Kao CpICKa KO-
Ta, oK cy Terka JaHa u Mapa mipaBe ,,Bnaj-
He*. Hu To Huje cBe: y Kommosunujama ba-
Bapna, Crnarknga, 013 u Ana jacHO ce uyjy
JIATHHO PUTMOBU M XapMOHHje, KOje ce cla-
jajy ca BIAIIKUM U CPICKUM Menofujamal
Ipasu Gucepm Ha mucky bpare ®pare jecy
iBE JaraHe Hymepe, [lam n 3aBpuiHa 3a00-
paB/beHa 3eM/ba, y KOjUMa JI0 TyHOT wu3pa-
kKaja fonmasze (PAaHTACTHYaH BHPTYO3HTET H
My3ukanHocT OrmeHa [lonosmha, a meros
MHCTPYMEHT, KIIapUHET, OyKBAlIHO IIPOroBa-
pa, TmpeTBapajyhu ce Ha Taj HAUMH Y CBOje-
BPCTaH anTep ero kommosuropa. Cumymanu-
ja maHoBe ¢pyne nomohy KiapuHETa y KOM-
nosmmyju [lam 3amcra je acuuHanTHA. Me-
JofMjcKa WHBEHIHWja je Hajjaue opyxje Or-
meHa [lomoBuha u caB My3Wuku cafpxaj je
nofpeber meHOM BemmuaHcTBy. Crora y
apamkMaHnMa Bopehy yiory mMajy ayBaukn
MHCTPYMEHT M BHOINMHA, y HEIITO MAamOj Me-
P W XapMOHHKA, JAOK IPEOCTal!d HHCTpPY-
MEHTH TpYXajy (PYHKIMOHAIHY TpaTwy. [1n-
janosu compaH cakcooHa U KJIapHHETa KO-
je y Hymepama Terka Jama m 013 w3Bofe
OrmeH u Takobe ommrunn Ilamy Ky
NPENICTaBIbajy Y APAHXKEPCKOM CMHUCIY HajBH-
me gomere Ha andymy. Bpare ®pare obu-
JIyje W yXOBUTHM JleTajbuMa Kao IITO je BO-
KallHi CEKCTET y KOMIOo3uuuju Mapa y ctu-
Ty dyBeHOT XapMoHWKama Bnagere Kammm-
ha — bara Kanpe.

Ormen ITonoenh

Hosu an6ym rpyne OrmeH H HpHjaTebn
HHje HaMEHEH MY3WYKUM YHCTYHLUMA, alld
HH TIOTPONIAYAMa HOBOKOMIIOHOBAHE HApPOf-
He My3uke. bpare Ppare je npumep ducre

PafOCTH KOMIIOHOBaba U MY3HUHMpama Koje
He TpU3Haje HUKaKBa NpaBWiIa M OrpaHHye-
wa. Cnymatu riaacHo u 6e3 mpepnpacyfa.

Jenena Jamkosuh

Hrop Mapkesra — Koneknmja
Deutche Gramophone, 2003.
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ORIGINAL MASTERS

IIpomte ropuue mpoxyknuja Jojue I'pa-
MocoH objaBuiia je BeoMma JIeNo U BPEHO
U3Jlambe: KOMIUIET Off JIEBET KOMINAKT JH-
CKOBa ca HajOObMM CHHMIMMA JUPUTEHTa
Wropa Mapkesuda. Peu je o mcropujckum
CHUMIUMa, HAaUMHEHUM Y MOHO WJIHM CTe-
peo TEXHMIM TOKOM TIEleCeTUX TORMHA
MPOILIOT BeKa, ca PasiMYUTHM OpPKECTpH-
Ma, a OPUTHHAJIHO 00jaB/beHNUM 3a MPOAYK-
mje Heka—[lojue I'pamodor m Pumumc.
Behuna oBux cHmMaka paHuje Huje Omita
IOCTYIIHA Ha KOMIAKT [IUCKOBHMa, TaKo Ja
je 3a OBy NPHIHKY [UTHTATHO pEMacTepH-
3oBaHa. Kommier je o6jaBibeH y OKBHpY
emuuuje OpuynHaa Macrepe, nocBeheHe
JUTHTATHOM peu3famy CIaBHUX HCTOPH)-
CKIX CHHUMaka — Iopef MapKeBHYEBHX, Y
0BOj EMIHMjH JOCaJ| Cy ce IOjaBUIUd TOH-
cKH 3amucu Amageyc u JaHadek KBapTeTa,
mupureHata Pepenna Ppuuaja, Bunxemma
dypreenrnepa, Eyrena Joxyma, mujanucte
Bunxenma Kemmna, xao u meBawa Xanca
Xorepa u Acrpup Baphaj. Ha oBaj HauuH,
emquuuja ojue I'pamocpon xemu ga cauy-
Ba off 3abopaBa M3BObauKky yMETHOCT Be-
JUKaHa W3 NMPONUIOr BeKa, ajid M Ja HOBE
reHepalyje ymo3Ha ca HHUXOBHM HajBUILNM
JIOMETHMA.

CpenrHoM npeTxofHOr Beka Mrop Map-
KEBHY CE Hala3ho Ha BPXYHIy CTBapanad-
KuX Mohn, a ycaBplIaBame TeXHHUKE Oerne-
Xemwa 3ByKa OMOIyhumo My je fa BeoMa de-
CTO CHMMa, Ca Pa3IMUUTHM OPKECTPHUMA,
pasnuuuTa fiesa M3 CBOI 3aHMCTa BEJIUKOT
peneproapa. Ha xomexkmmjm Koja je mpern
HaMa 3acTyIUbeHu Cy KommosuTtopu of [o-
mennka Ymmapose u Kpucroda Bmmban-
ma I'myka mo Knopa [le6ucmja m 3onrana



gucketpagpusa

Konaja, 1nme cy ypemHHIM H3[jama KeJIeln
la TpyXe YBHJ y IMpUHY MapKeBHIEBHX
MHTEPECOBamba.

TlopcetrMo caMO Ha HEKONHMKO feTaba
u3 Mapkesuuese 6uorpacduje. Poben y Ku-
jeBy 1912. ropune, MapkeBud ce Hajmpe
OIIPEIENNO 3a KapHjepy KOMIO3HTOpa, Te je
Y4MO KOJI MCTaKHYTOT (DpaHIycKOr Iejaro-
ra Habe Bymamxe. Mebyrum, [dpyru cBert-
CKH paT JOHEO je NMPEKPETHHILY Y HErOBOM
Npo(eCHOHATHOM XUBOTY. Y TPEHYTKY W3-
Oujama paTa 3arekao ce y Pupenuu, Te je
paTHE TOAMHE NPOBEO Y OBOM HTaJMjaH-
CKOM Trpajy, a mocine MycoimHujeBe Kamm-
Tynaguje MapkeBuuy je, Kao HCTaKHyTOM
WIaHy (PEPEeHTHHCKOT TOKpeTa OTIOpa, IMO-
BEPEHO J]a PEOpraHu3yje My3UYKH >KUBOT
OBOI' Tpajia. Miaju yMETHHK, KOjU je Y4HO
mupHroBame Kop cnaBHor Xepmana Illepxe-
Ha, OJIFOBOPHO C€ IPHUXBATHO OBOT 3aJaTKa
U TpecTao fa KOMIOHyje Kako O ce mo-
CBETHO JIUPHTOBamy. Y MOYETKY je AHPUro-
BAaO NPETEXHO omepe, Aa OM 3aTHM IIMPHO
1 cBOj cMM(OHHjCKH penepToap. HberoBom
MHTEpHALOHAIHOM YCIeXy JONpHHEeNa je
YNIEHNNA f1a Cy HEMAuKd JIMPUTEHTH Y TO
BpeMe OWIM y HEMUIIOCTH, JIOK CY COBjeT-
CKI AVPUTEHTH OWIN CIOpPEYeHH fia MyTyjy y
Samagay Espony m Ameprky. Mapkesnda
Cy 3aTo MO3MBANlM Ha CBE CTpaHe, Te je ue-
cro 6wo mpEHYbeH fa AWpHUryje 3axTeBHA
Jiefla ca HENO3HATUM OPKECTpHMa ca CBera
HEKOJIMKO Mpoba, IITO ra je HaBeno fa Jo
fleTajba M3OLITPH CBOjy TEXHUKY RMPUIOBa-
ma. C 0063upoM f1a je m caM GHO KOMIIO3U-
TOp, OMO je y CTamy fla eTAlbHO aHaNU3HU-
pa mapTHType W [1a OCBETNIH CBaKy KOMIIO-
3UTOpPOBY 3aMHcao. YCIOH pAuckorpadceke
uHAycTpuje omoryhmo je MapkeBuuy fa
CBOje WHTEpIpeTalyje PpEefOBHO CHUMA W
o0jaBibyje, Te je U OBUM IYTEM HBEroBO MMe
MocTano MO3HaTO y cBeTy. MapkeBuu je
CHAMAO HE CaMO ca OpKEeCTpHMa Ha UHjeM
yely ce Hajasmo, Beh M ca oHEMaA Ifie je
JIeJI0BAa0 y CBOJCTBY TocTa-fupureHTta. Ms3-
Meby ocTanor, OH je NpBH AUPHUIEHT ca 3a-
majga Koju je cHMMao ca JamaHckoM (uit-
XapMOHHjOM.

Ha xonexumju u3 emumuje Opupnnan
Macrepc 3acrymbenn cy crnepehu cHuMUH:
NpBH JUCK HCHyHaBajy Tpu Momaprose
cumonnje — 6poj 34 y Lle aypy, ,.IIpa-
mka“ 6poj 38 y e nypy u ,,Xagpuep* 6poj
35 y He nypy, kao u Cumc¢ponuja y I'e jy-
py Kpucroca Bummbamma I'myka. IIpse nse
cumdonnje 3aberekeHe cy ca MapkeBmieM
3a myatoM bepnuHckuX umxapMoHHYapa,
1954. ropmue, moK cy ,.XagHep” m Mame
no3Hata [nykoBa cum¢oHMja CHUMIbEHE
TpU rofuHe KacHuje, ca OpKecTpoM KOH-
neptHor pApymrtBa Jlamype. Ha pmpyrom
KOMIIAKT JUCKy Hajnase ce KoHiepTaHTHa
cumonnja y be ypy 3a BHOJIHHY, BHOJIOH-
yeso, oboy, ¢paror m opkecrap Joseda
Xajnua, cammibeHa 1957. ropmee ca Opke-
crpom Jlamype u conuctuma ZKop:Kom
Aneom, Amngpeom PemonoM, o0oucrom
Emunom Majocom u darorucrom Pejmonom

HOpynesom; 3atum, Kormepr 3a ase ¢hiayre
n kamepHn opkecrap y I'e nypy JlomeHnka
Yumapose, rae cy y yJao3u COJUCTa HacTy-
mumu Open Huxone u ®pun Jemnep. Cau-
Mak je HaummeH ca beprmuHckuMm duixap-
MoHnvapuma 1954. ropune, Gaur Kao u cre-
nehu 3Byuynn 3amuc lly6eprose Cumoru-
je v e nypy, 6p. 3. Ha tpehem mucky Ha-
nase ce aBa beroseHoBa fena — YBeprupa
,JleoHopa®, caumibeHa ca Opkectpom Jla-
mype 1958., u Cnm¢pormja y Ec gypy Op.
3 ,,Eponka“, y uHTepnperauuju MapkeBu-
ya u Ibyjopmkor opkecrpa Cumepornja
Etpa (panmje En Bu Cu opkecrap). Ocra-
TaK JUCKAa HCMyHhaBa BpefaH HCTOPHjCKH
JOKYMEHT — pPasroBOp ca JUPHTEHTOM, BO-
ben y Ibyjopky 8. ¢ebpyapa 1957. ronune,
KOj je OCTao cauyyBaH y apxuBaMa MpPOAYK-
uuje Jleka. Y oBom pasroBopy Mapkesuu
ce JI0TaKao PA3NUYUTHX TeMa, Off JUPHUro-
Bamwa [locehera nposeha, peko cBoje 3a-
IIOCTaB/beHEe KOMIIO3UTOPCKE Kapujepe 1
pasBHjeHe Mefaromke akTHBHOCTH, JIO ILIa-
HoBa 3a Oymyhnoct. Ha dveTBpTOM pucKy
takobe cy 3actymbeHa bBeroBeHoBa pena,
cHuMibeHa ca OpkecrpoM Jlamype TOKOM
1957. n 1958. ropuue: Ilecra cumeponmja
,.Ilacropamna®, yseprupe ,.Kopuonan® u
. Pugemo”, Bemuka yseprupa y Lle nypy
,HUmenpan®, te Ypeprupa ,,OcBeheme Ky-
fie om. 124. Tletn KOMIIaKT UCK je TIOCBe-
hen pemuma Joxaneca Bpawmca: IIpBoj cum-
¢hoHmjH, CHUMIbEHO] ca opkecTpoM Crmepo-
mmja ETpa, Kao W CHUMIIMA OCTBAPEHHUM Y
Cosjerckom Casezy 1963. rommue: peu je
Pancoguju 3a ant, on. 53, The je Kao co-
JMCTKAMA HacTymwia Vpuxa Apxumosa,
Tajja Takobe y 3eHHTY CBOje Kapujepe, U O
Tparuunoj ypeprupu, on. 81. Tom npumm-
KoM MapkeBruu je aupurosao [psKaBHEM
cumonujckuM opkecrpom Cosjerckor Ca-
Be3a. Ha mecTroM KOMIaKT AUCKY Hajasu

Hrop MapkeBra

ce jomr jegHo Bpamcoso peno, Cmmcponnja
y e moay Op. 4 on. 98, u Ilcanmyc Xynra-
pukyc 3ontada Kopaja — oBo fieno takobe
je CHEMIbEHO TOKOM MapKeBHIeBOr rocTo-
Bama y Pycmju 1963. rommme. Ha cemmom
mucky MapkeBud TOHOBO JAWpHUTYje ,,CBO-
juM“ opkecrpuma, BeprmumckuM dumxapmo-
Huyapuma u Opkectpom Jlamype, a uHTep-
MpeTUPaHN Cy OPKECTApCKU OJJIOMIH U3
My3uukux fpama Puxappa Barnepa: Ilpenu-
mu 3a nipeu 1 Tpehn unH JloerrpuHa, YBep-
tiupa 1 My3uka Benepunor Opera u3 Tan-
xojsepa, Te 3urdpupgoBa HAMIAa U Jaxame
Bankupa u3 rerpanoruje IIpcren HuGesyH-
ra. Ha ocMoM JicKy 3acTymbeHa cy Jiena
(bpaHIycKUX KOMIIO3UTOpA, Y HHTEpIpeTa-
mmju Opkecrpa Jlamype: Cnm¢ponmja y Ec
aypy 6p. 2 llapna I'ynoa, Mana cBura 3a
opkecrap ,,[eunje mrpe” XKopxa bBusea,
Kao u CuMmcpornjcka csura ,,Mope“ u [IBe
urpe 3a xapgy n opkecrap Knopa [lebucu-
ja. Haj3aq, meBeTd KOMIAKT MucK mocBeheH
je nmemmma Ilerpa Yajkosckor: Ilecroj
,JIlartetnynoj* cumcponnju 'y xa-mMomy Wu
Cumeponnjckoj ¢panrasuju ,,Ppandecka pa
Pavman®. Tlpeu cHuMmak je octBapen 1953.
ca bepmuHckuM unxapMoHHYapuMa, a
npyru 1959. ca Opkecrpom Jlamype. [la-
KJle, YPeRHUIM OBe KOMIMIALHje BONWIA CY
pauyHa fla HalpaBe penpe3eHTaTHBAH W3-
60op MapKkeBHUEBIX CHUMAKa OCTBAPEHHX
Ha BpPXYHIy Kapujepe, almu M Ja OCBETIIe
HEroBa Pa3HOBPCHA MHTEPECOBama U fla fie-
MOHCTPHPAjy Y KOjOj ce MEpH Heropa HH-
TEepIpeTaTHBHA KOHIEMIja Memana y 3a-
BHCHOCTHU Off OpPKecTpa ca KojuM je capabu-
Bao. M3 mcror pasiora, Ha AWCKOBAMA Cy
3aCTYIUbEHAa M OMHJbCHA BeJIMKA Jlela CHM-
(onmjcKkoOr penepToapa, aqu U Mame MO3Ha-
Te KoMmmosuuyje, monyT ['yHooBe cuMoHN-
je, buseose cure mmm BeroseHoBux Ka-
CHUX YBEpTHpa.
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O MapkeBH4eBOM JMPUTEHTCKOM yMmehy
TYHO je HalMCaHO, Ia WMaK, IMPUIMKa fa 4y-
jeMO HeroBe WHTEpIpeTanyje o0jeumbeHe
Ha OBaj HAUMH jOLI jeHOM HAac je yBepuia
y HEroBe M3y3eTHE MHTEPIPETATHBHE JOME-
te. ToMe HONMpPUHOCH M ONIMYAH KBAIUTET
TOHCKHX 3allica; 'OTOBO JIa je TEeLIKO TOBe-
pOBaTH J1a Cy y NMUTaby UCTOPUjCKU CHUMIIH.
3a fobap yTHcaK CBAaKaKO Cy 3acCIyKHU WH-
XemwepH 3Byka y npopykumju Hdojue I'pamo-
(hoH, KOjH Cy BEOMa yMEIIHO peMacTepuso-
BAJ CTape CHMUMKE, Off KOjUX je TOTOBO IO-
JIOBHA OCTBApeHa Y MOHO TEXHUIM — all
jour Beha 3acnmyra npumnaga camoM MapkeBu-
4y, jep Cy HeroBe HHTeprperanyje Ouie
3HATHO MCIIPE CBOT' BpEMEHa, BeOMa MOJiep-
HE, Te HH JlaHAC HUCY M3ryOuie Ha CBEXH-
HU. 3a pa3NuKy Off IOjeIMHAX AMpUreHaTa
Herope reHepanyje, y MapkeBnueBoM n3pa-
3y HeMa HHM TparoBa POMaHTHYAPCKOT MATO-
ca ¥ TpeTepaHhX EKCIPECHBHUX TI'eCTOBa;
HECrOBH CHUMIM IUIEHE NPeu3HOM u3pabe-
Houhy JeTasba, MOTPeOOM fa Ce OCBETIIE
CBH €JIEMEHTH NApTUType, T€ jaCHOM aHaJH-
THYKOM ycMepeHomthy —HMHTepIpeTanyja.
CMemyjy ce BeoMa pasIMuuTH OpPKECTpH,
aJTi jeMHCTBEHOCT KOHIIETIINje OcTaje Heus-
MemeHa. Jom jenan MapkeBuueB BeoMa Mo-
JicpaH MOCTYNaK jecTe HACTOjame fia 3BYYHH
KOJIOPUT CBOjUX OpKecTapa IPHIArofy CTUII-
CKMM KapaKTepHCTHKama MNapTUType, WHCH-
cTupajyhu Ha BHPTYO3HTETy TyJaukor aH-
cam6na y MoraproBuMm cuMdoHrjamMa, Hacy-
NPOT JOMHHAUMjM JyBa4yKOr Kopmyca Y
CHUMIMMa BarHepoBHX OpKECTapCKUX WH-
TepiyaujymMa. MaecTpo aHTHIMIMpa jou jef-

HY CaBPCMEHY MHTEPINPETATHBHY MPOLEAYpY,
oTKpuBajyhn Komiko MormaproBe cuMgoHA-
je Hyryjy cBOjUM NPETXONHUUMMA, CUM(OHHU-
jama mpeTKiacuyapa, T€ IOjEeMHUM CTaBO-
BUMa IpHaje HEJBOCMHUCIECH WIpaykd Ka-
pakTep, WTO je 3a OHO BpeMe OWIo jocra
HeyoOn4ajeHo. MapkeBudyeBo Tymaueme Jle-
OHcHjeBOr MMIIPECHOHU3MA je YOEIUbHBO, Al
HHUKAKO MpPO3PAuHO U ChyMaTo — HAIPOTHB,
MapkeBrd OCTBapyje 3ByYHY CIMKY jApKUM
W ymevyaTbuBAM 0OojaMa, OTKpuBajyhu CBY
cnojeBuTocT U GoratcTBo [lebucujeBor My-
3uykor mucMa. IToceGHYy AparoneHocT OBOT
u3flama TpefcTaBba cHuMak Illecre cumeo-
Huje YajKOBCKOI — HMako je ped O MOHO
CHHMKY, 3ByYHH 3alHC je OecrpeKopa,
TpaHCIIapeHTaH, BUTAJaH, ApaMaTHYaH Maja
HE U OTYXXHO CEHTUMEHTaJaH; CBE [ICOHHUIE
cy peibehHO M3BajaHe, MOMM(OHN MPEIIeTH
HEYMOJBHBO IPEI3HO PeayM30BaHy, a jefBa
NpUMETHA IaTHHA MOHO TEXHHKE CHHMamba
€aMO JIONPMHOCH IIAPMY M TOIUIMHK OBC HH-
tepnperanuje. 3a apyrn craB Mapkesuy
y3UMa HELITO CIOPUjH TeMIO Off yoOudaje-
HOT, a OM My CYIpOTCTaBHO OJIyjHO Op3u
Ckeplo, KOj Y HBEroBOM TyMauewy 3BY4H
HenorpemmBo — pycku! Tymauewe Betose-
HoBe Epomke je KacH4apcKu YpaBHOTEXe-
HO: MapkeBuYa He 3aHAMAa IPOMOBUTOCT Op-
KecTapckux edekata Beh NpenusHoO ocBe-
TibaBame BeToBeHOBe (hopMalHe KOHLENIH-
je. IToHOBO je W3060Op HEWITO CHOpHjer TeM-
na y MPBOM U YETBPTOM CTaBY, y3 OPIDKIbH-
By JOTEPaHOCT CBUX CJIOjeBa OpKeCcTapcKe
(akType, Kiby4 3a IOCTH3ame Kilacuyapcke
ypaBHOTEXEHOCTH. MapKeBn4 KpTBYje HC-
Mpa3H{ BUPTYO3UTET ja OM MOCTHrao CTUJI-
cKH yOe[UbHBHje TyMaueme. 3alpaBo, CBaka
O KOMIIWIMPAHUX MHTEpIpeTalyja Hemorpe-
MIABO HOCH TevarT MapKeBuYeBe WHIMBHLY-
aJIHOCTH: MAaecTpo HHKajja HHje Xeneo jia
cnemu yrabaHe u3Bobauke crasze, Huje ce
ocehia0 Jy>KHUKOM IPETXOfHUX JMPHUICHT-
CKUX TeHepalmja, Huje ce 00jao eKkcrmepuMe-
HaTa — M yIpaBo 300T TOra HEroBe MHTEp-
nperauyje 70 faHAC HKUCY M3TYOWIe HMINTA
ol CcBoje aKTyemHocTH. 3a MapkeBuuese
»(PaHOBE“ — OBO je H3[lake KOje MOpajy
MMAaTH; 3a CBE OCTalle JbYOUTEIbE My3HKE —
M3BaHpeNHA NIPUINKA JIa Ce YIO3HAjy ca jef-
HOM Ofl HajyneyatT/buBHjUX YMETHHUKUX JINY-
HOCTH TNPOIUIOr BeKa, OBJE IPHUKA3aHOM Y
Haj0obeM MoryheM CBeTdy.

WBana Mepuh

Amncam6n Mapcuja, Bacoko jpBo —
CaBpeMeHO 0a/IKAHCKO CBHpAme H IEBAEe
IITII PTC, 2003.
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OcnoBan 1999. ropune, ancam06ma 3a Gaj-
KaHCKY MYy3uWKy Mapcrja momao je KpajeM

2003. ropuHe [0 CBOT IPBOI KOMIAKT [H-
CKa, Ha3BaHOT BHCOKO JpBO — caBpeMeHO
0aKaHCKO cBHpame H meBame. OcuM Ha-
CIIOBHE HyMepe, Ha KOMIIAKT JINCKY Ce Ha-
Ja3u joII YeTpHAecT KOMIIO3MIHja, HajBe-
huM peroM HapopHHX mecama U3 GankaH-
CKUX KpajeBa. [[Be KOMIO3WIHje MOTHICAIIH
Cy WIAHOBH aHcaMOia, JOK MeJofuja IOof
HacioBoM bosectan cam of Jby0aBH TBOje
notude u3 Jepmenuje. [Iuck je CHUMIbEH y
Crynujy 6 Pagno Beorpapa, ca mpopynes-
ToM Bnamanom MapkoBuh, nmosnarom 6eo-
rpagckoM Iie3 mesaumnoM. OmpemibeH je
JIETNO JM33jHAPAHOM JIBOjE3NYHOM KHGIKH-
oM (Ha CPIICKOM M €HIJIECKOM je3HKY), ca
MAJBUBAM M OCOOEHHM KOMEHTapoM 30pu-
ne Kojuh, BepHor ,.ana* osor uHTEepe-
CaHTHOT OeHjia.

Amncambn Mapcrja off OCHUBama Aenyje y
cacraBy: Awa hopbesuh, Bokan u knasup,
Cno6onan IlaBnoBuh, Buoma, yman By-
knh, Taman u pampe, hopbe Crujenosuh,
KoHTpabac m XKopx Ipyjuh, rajme, por,
3ypaa, ¢pyre u kasan. I[IpBo 3HayajHO
IpefcTaBbamke aHcaMon je mMao Ha Bemy-

\arsyd

YRVO

cy, 25. okrobpa 2000. roguae y ATpujymy
Hapopsor Myseja. Mctu mporpaM Koju cy
OHJI2 U3BEJU, Ha OfyLIEBIbEH:E OpOjHE Iy-
OnmuKe, MPEeCTaBUIN Cy — Y3 Mame H3MEHE
— W Ha KOMIIaKT JHUCKYy Brcoko jpo. Nako
MOXe JIeJIOBATH YYAHO TO IUTO je aHcamon
y NPETXOfHMX HEKOJMKO TOfMHA TakKo Ma-
JIO Memao CBOj pemeproap, Tpeba NMaTH y
BUJly Jla Cy 4WIaHOBM Mapcuje akKTHBHU M Y
npyruM rpymama cmuuHor (Perecarc, Ko-
JI0) WA INjaMETPATTHO Pa3IMIuTOr yeMepe-
wa (Havana Whisper, PaBHo He00). Ama
THopbesnh ce y mebyBpemeny okymama u
Ha TI0JbY MYy3HYKOT TeaTpa, AeMOHCTPHPa]y-
hu cBOj mpenMBaH riac U CLUEHCKM TaleHaT
y CONCTBEHOj KamepHoj omnepu Hapnuc n
Exo. Moryhe je, Takobe, fa je muCK Ayro
4yeKao Ha 00jaBlbUBambe, Kao IITO je CIyyaj
M Ca W3NakbUMa MHOTHX JPYIMX HAlIUX MY-
314apa.

Kao HajBehm kBanmTeT KOMIAKT [HCKa
Bucoko JpBo MOXe ce W3HETH TO WITO je
ycmeo fia odyBa eHeprujy kojy Mapcuja
ucujaBa y XuBuUM Hactymuma. Of yBOJHe
urpe Exaltopanlos w3 Erejcke MakegoHn-
je, mo 3aBpiiHe Pa3meraHmiike p’veHwIe,
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TEH3HMja TOTOBO Nla HH Yy jEHOM TPEHYTKY
HE Omaja, a TO Ce OJHOCH Y IMOJjeHAKO]
MepU Ha MHCTPYMEHTaJHE M BOKAJHO-MH-
CTpyMEHTaHe KoMmo3uuuje. JenuHa cnabu-
ja Tayka Ha JIUCKY, MOTIYHO HEOYEKHBAHO,
jecre HacnmoBHa Hymepa Brcoko jpBo, y Xo-
joj je rmac Ame THopbesuh mcysume pasan,
¢ 003MpOM Ha €MOTHBHHM TOHYC OBE IlecMe
(y uMjuM ce 3aBpIIHMM CTHXOBHMA HEJBO-
CMHCIICHO TOBOPH O HHIECTYO3HO] JbyOaBH
OpaTa mpema cecTpu — Y0aBa Moma pOJ
Hema). Takobe, cBaka HoBa cTpodpa OTIe-
BaHA je MOTIYHO MCTO Kao0 M NpPETXOfHE,
0e3 ykpaca Koje Ama YKHBO H3BAHPETHO
MY3MKanHO ¥ ayTeHTH4HO u3Bopu. llrera,
jep je 3amcra ped O MPEefNBHO] IECMH, KO-
ja je jemaH on (baBopuTa KMBMX HAcTyma
Mapcuje. Ha cBy cpehy, y cBuUM ocTanum
KomnosunujaMa y kojuma Ama Thopbesuh
neBa, WEH IJac je 3amcra Hajsehm KBsasm-
TET OBOT aHcaMOnla ¥ faje My HOTpeOHY
Npeno3HaT/bUBOCT, Oyayhm fa ce mojenmnHe
mecMe M Mrpe Koje M3BogM Mapcnhja Hana-
3¢ UM Ha pemeproapy rpyma Kao mro cy Pe-
Hecarc u 3amuc [Iparocnasa ITaBma AkceH-
tujenha. OHO ImMTO MOCEGHO WMIOHYjE je-
cTe BelMKa CHocoOHOCT TpaHchopMaluje
Kojy Ama Bophesnh memoncTpupa cBojuM
raacoM, npwiarobaBajyhu ce moceGHOM Ka-
pakTepy cBake mecme. Y Hymepama Ilpean
fiepo Tanky xuny, CBe ce KJIHBEM H Ipe-
KIHmeM W Ja moriegax mpeko Kosa OHa
HAacTylia TOTOBO KaGapeTCKH, BHIIE TIyMe-
hn mero meBajyhm, mox y Hexuoj Tperga-
¢hurte Moj 3BydM aHhEOCKH YHMCTO M O3ape-
Ho. HajOomu cy cBakako OHM MOMEHTH Y
KojuMa Ama HamyliTa MaHup PaBHOT NeBa-
Ha ¥ JIONYyIITa CBOM CONPAHCKOM IJIacy jAa
3BYYH ,,IIKOJIOBAHMje* — HAjNEeNIIH MpUMEp
3a 10 je mecMma Illta ce oHO Tamo chja? Ko-
joj je ¢ TMpaBOM INIPHNAJIO CPEAUIIHE MECTO
Ha JIUCKY.

Wucrpymenranna ,,ceupka“ Mapcmje je
noce6Ha mnpuya. Kao wmycrpanmja cnoja
CTapor ¥ HOBOT, M3BOPHOT M OPUTHMHAIIHOT

YMETHUYKOT M3pa3a, OJIMYHO CIYKU JIHII-
tux Temkoro//lackaBaly 3aloveT CjajHuM
IyeToM KaBajla U TalaHa KOju Kao fa je
CHHMIbCH ,,HA TEpPEHY", ali y HACTaBKy UM
ce IpUApPYXyje KOHTpabac ca MOTIYHO OpH-
THHAJTHUM MEJIOAMjCKUM KpeTameM Koje Ha-
JMKYyje HEKaKBOM Ije3 comy. I'eHepasHo mo-

CMaTpaHo, YIpaBO je MEJOAMJCKH TPETHPaH
KOHTpabac OHaj KIbYUHM €NIEMEHT KOjH 3BYK
Mapcuje cmemra y caBpeMeH KOHTEKCT M
ofpebyje moeTmky aHcam6ia Kao TUNHIHO
MOCTMOJIEPHH  TIPOM3BOJBAH CIIOj TEKOBHHA
PasIMYUTHX YMETHHYKMX Tpaauuuja. Tome
TpebGa JofaTH W 3BYK BHOINE, KOjH y cebm
HeMa Huyer ,,0ajkaHckor®, seh aconupa Ha
3BYK KEJTCKE MM YaK aMepHuKe KaHTpH
mysuke! [ucKkpeTHO KopuinheH KiaBup ca-
MO NOTEHIUpPa HEOOMYHOCT ayTEeHTHYHO-He-
ayTeHTHuHOT 3ByKa. C fpyre crpaue, (paH-
tactuune mapruje Kopxka I'pyjuha Ha gy-
BaYKMM HHCTPYMEHTHMaA, IIOTIIOMOTHYTE
(hONKIOPHOM PUTMHYKOM TNPATH-OM Ha Ta-
MmaHy u jaupama, Bpahajy BpeMe y HefaTu-
PaHN MCKOH, a reorpa)cku Hac BOje y ce-
OcKe ¥ IUIAaHMHCKE KpajeBe, NMPHU3MBAjy aT-
Moc(epy HApOJHMX CBETKOBMHA U JHIIY Y
puUTMy npHpofie. 3aucra MMIPECUBHO 3ByYe
rajae y Ilyranikoj Menopuju, por y Pasme-
TagAnikoj p dennuny W (pyna y Ilecmn
Pagera BojBoge.

Tlonerze je cmoj pa3HOPORHHX MY3MYKUX
MH[IMBHIYaJTHOCTH M3Y3€THO YCIEO, Kao Ha
npumep y Hymepu bosiecran cam of Jbyba-
BH TBOje, Tie je Menofuja ¢pyne Jeno jo-
NyHBEHA UCOHOM BHOJIC M KIIABUPOM HajMa-
HOBCKOT 3By4ama. JOII je 3aHUMIbHBHja Tie-
cma ITomoj mu, cayro papesa, The TamaH y
NpaTHU TeMe CTBapa putam OJM3aK caBpe-
MeHo] drum&bass my3uuu!

CBe y cBeMy; unaHoBd Mapcrje mMory fa
Oymy TMOHOCHM Ha CBOj JHUCK MpBEHAL, 3aTO
IITO UX MpHKa3yje y JoOpOM CBETIy, Kao
My3H4Yape—BUpPTYO3€, KOjU Cy IpH TOM Y
CTamy J[ia JIOHECy OpHUIMHAIIHE ayTOpCKe
Kpeaunuje. Jep, OankaHcka My3uka je 3a
Mapcurjy camo W3BOp HMHCIMpalwje, Tpau-
7ja KO0joj ce Ofiaje MoYacT yNasbaBameM Off
Be y MpaBlly JMYHOT-KOJIEKTUBHOT H3pasa.
Taj xBanuTET yMETHUUKE HAJIPAHE M3JBa-
ja anGym BuCcOkO ApBO W3 MOpa HEHHBECH-
THBHHX OCTBapema OCPENIUX My3UKaHaTa
KOjH, y XeJbH 3a Op30M 3apajioM, IpoTypa-
jy TOJ KpWJIATHIOM HOBOT €THO3BYKa ILIO-
JIOBE CBOT JYXOBHOT CHpOMAIITBA M WIpajy
Ha OOWTHY KapTy HeylyOIbHBama y CyIITH-
Hy TIOjMa Kpearpje.

Jenena JarkoBuh

Bunem ge ®em, Jocag) (opatopujym)
NM Classics
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ID: 176899596

BIBLID: 0354-9313 15(2009)

Y mpawy nponykuuje NM Classics, un-
ju cy nokperaun Xomasjcku pagmo u Ha-
IMOHANHO MY3UUKO YAPY:KEHe€, HEJaBHO je
00jaBIbeH TPOCTPYKH KOMIIAKT JHCK €A eKc-
KIIY3UBHUM cajipkajeM — ped je O IpeMu-
jepHOM cHUMKY opatopujyma Jocug (omHO-
cHo Iloseqh) xomamAcKor GapOKHOT KOMIIO-
sutopa Bunema pe dema, koju je poben

1687. a npemunyo 1761. romune. C 063u-
POM Ha TO Jia je ped O Majo MO3HATOM Jie-
Jy, mocBeTHheMo Hajlpe HEIITO BHUIIE Mpo-
CTOpa OBOM OCTBapemy, Kao M HEroBOM
ayTopy, YMjH je >KMBOTHH M CTBapajauku
MyT AeTalbHO OMNCaH y BeoMa HH(oOpMa-
THBHO] Kmmkuiy. Hakon Tora, mosaGaBu-
heMo ce TEXHMYKMM KapaKTepuUCTHKama
OBOT H3fama.

Opatopujym Jocue, xommoHoBaH 1745.
TOJIUHE HA EHIVIECKOM je3MKY, Ha TEeKCT U3
Crapor 3aBeTa, MpHIaja TPaAULUjd EHIJIE-
CKIX OpaToOphjyMa, UHjH je YTeMEJbHTeh W
HAjIIO3HATHjH TPEACTaBHUK 6e3 cymme Ie-
opr ®puapux Xenun. Ilomyr ceor Benukor
caBpeMeHnka Xenmina, [le demr je 6mo Ha-
Typaiu3oBaHu EHINe3, Te ce y TaMoIImbOj
JUTEpaTypu HaBOAHM TMOA MMEHOM Bumujam
Jugen. Ho, meroso mpaBo mMe OTKpHBa
(hnmamaHcKo TMOpeKyIo: pobeH je Ha ceBepy
Xonanauje, MebyTuM, HETrOBH POAMTEIHH
Ommu cy xaromumu u3 Jlmjexa, faHamima
Benruja; y oBoM rpajy, O3HaTOM IO BEJIH-
KoM Opojy upkasa, [e ®Pemr je crekao mp-

Buyiem e ®em

Ba My3WyKa 3Hama. Hajupe je HacTymao
Kao ulaH fevnjer LPKBEHOT X0pa, a 3aTHM
je yuno BuomuHy. ITouetkom 18. Bexa [le
demr ce mpecemuo u3 Jlujexxa y Awmcrep-
liaM, a u3 Tor fo0a JaTHpajy HEroBH MPBU
KOMIIO3UTOPCKU TOKymIaju. Y Emnrmeckoj je
NPOBEO BHIIE Of TPHUJECET TOfMHA, CBE JIO
CMpTH, a y OBOj 3eMJBbH CTEKAaO je YIJIef Ofi-
JITYHOT BUOJIMHICTE M KOMIIO3UTOpA IpeTe-
KHO MHCTPYMEHTQJIHE My3MKEe — COHaTa M
KOHIlepaTa 3a TyJayKe MHCTPYMEHTE, alll 1
COJNIO TecaMa Ha EHIJIECKOM M WHTasijaH-
CKOM j€3HKY.

Benuku ycnex XeHAJIOBHX OpaTOpHjyMa
MHCIMPHCAO je U ApYre eHrJiecke KOMIIO3H-
Tope fla ce ompo0ajy y OBOM KaHpy, a Haj-
3HayajHuja jiesla KOMIIOHOBANK cy BuieM fie
®em, 3atum Mopuc I'pun, Tomac Apue u
Llon Crenmu. [le ®emoB npsu opaTopHjyM,
Jynut, npemujepHo je usseneH 15. debpya-
pa 1733. rogune y Tearpy Lincoln In Fi-
elds, cBera roguHy faHa HakoH XEHJJIOBOT
npsor oparopujyma Ecrep. Tlocroje 3amucn
na je oparopujym Jygur penpmsupan 1740.
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ropuHe; MebyTnM, 0 flaHac je cadyBaH ca-
MO JuOpeTo OBOT Jiena, 0K je My3HKa, Ha-
KaNocT, u3ryoibeHa.

CBoj aipyrl U mocnenmu opaTtopujyM, Jo-
cng, Bunem e Pemr je xommonosao 1745.
rofuHe, a 3abenexKeHa Cy CBera Jja H3BO-
bema, 20. mapra u 3. ampmia HCTe TOJUHE.
Jlyro ce BepoBajo ja je W OBO N0 H3TYy-
6meno: Mebytum, 1980. ropmune Genrujcku
Mmy3sukosor ITutep AmApuceH mpoHamao je
KOMIUIeTaH pykomuc y Ombmotenu Kpa-
JbeBCKE My3uuke akafemuje Y JIOH[OHY.
OBo oTKpuhe J0BeNO je [0 IpBOTr MOJEp-
HOr u3Bobema OBOr fena, npupebenor 3.
jyna 1984. ropune y Bepunreny (Benrnja)
nox ympasoMm Joca Csmrenca. HoBo m3Bo-
bewe ycnemmio je 12. cenrem6pa 1987. ro-
nuHe, y PeroBoM pofgHOM rpajgy ANKmapy,
nmox ympaBoM Joca Bam Mwmepsema. Meby-
THM, TeK je Tpeha MopiepHa mocTaBKa OBOT
flena 3abenexkeHa Ha KOMIAKT JUCKY, Te
OBO M3[Jake NMa CMICA0 MPECTaBIbamba
CBETY ITIOHOBO OTKPHMBEHOI, a IPETXONHA
liBa ¥ MO BeKa 3a00paBILEHOT, XOIAHJCKOT
CTBapaola.

Ayrop ymbperta, Uije UMe HaXaJocT HH-
je 3abenexxeHo, KOHIEHTPHCAO ce Ha Moje-
JUHE CIEHe M3 CTapOo3aBETHE NMPHUIOBECTH O
Jocudpy, caunHMBIIM ycmeny npaMaTH3anyjy.
Ilopen mnapmor Jocuda, rinaBHe IMYHOCTH
cy meroB otar Jakos, 6paha Po6en, Cume-
oH n bemamun, kao m Erumhanun Ilotn-
tap, ympaBHEHK (hpapaoHOBUX TEJIOXpaHHUTE-
Jpa, W IETOBa KeHAa. ['J1aBHAa ApaMaTypIika
HUT y mubpery GaBu ce u3najoM, 3aBuurhy
u mpamTameM. Jocugosa Opaha cy mby6o-
MOpHa, jep je OH OYeB OMILEHH CHH; IIO-
pen Tora, o6fapeH je crenujaTHuM MohnMa
u ymeheMm Tymauyewa cHoBa. bpaha nnaxu-
pajy fma ra youjy, ajm y MOCIEeNmH Jac Ofy-
cTajy u ymecro Tora mpopajy Jocuda y po-
6me. OH pocnesa y Erumar, u 3axBaibyjy-
hu cBOjOj MHTENMTEHIN]H, BEIITHHAMA W He-
mMepHoj Bepu y bora, ysmmke ce m3 po-
OOBCKOT cTaTyca M JOCIEBa Ha BHUCOKE IMO-
summje. 3a To BpeMe, Y JocudoBoj FOMOBH-
HU je 3aBNajjana Tnaj u merosa Opaha fo-
naze y Erunar. Onu He mnpemnosnajy Jocu-
¢a, koju je y MebyBpeMeHy oppacTao, u
MPENYIITEHN Cy My Ha MIJIOCT ¥ HEMMIIOCT.
Jocud ux mckymaBa, anu Ha Kpajy OmIydy-
je Aa UM OTKpHje CBOj WACHTUTET M Jla MM
ompocti Tpex. OBakaB CHXe TPYXKHO je
o0uwbe cleHa NMOTONHUX 3a ApaMaTH3alujy:
JocupoBo 3aToUEHMIITBO M TPOAAjy y po-
6ipe; mokymiaj [Totndgapose xene fa ra 3a-
Beie, U HWeHY KacHWjy onTyxOy aa je Jo-
cu wmy 3aBeo; Jocudoso Tymaueme apa-
OHOBOT CHA; TECT KOjeM Cy TOJBPTHYyTa He-
rosa Opaha u MHore fpyre.

Oparoprjym nma opmy Koja je mpeyse-
Ta of XeHAna: MOJe/beH je Y TpH UMHA, a
CBAKM YMH C€ CacTOju U3 TNeT WM IIecT
CIIeHa, Y OKBHPY KOJUX CE M3MEIbYjy pedn-
TaTHBH Ca apHjaMa WA XOPCKMM HyMepa-
Mma. Kao mto je cnydaj u ca omepama u3
Tora fjo6a, peuyHTaTHBU Cy MeCTa IIPHUIIOBeE-
llama ApaMcKe pafime, JOK Cy apuje pe-

(nekcuBHe W uWHTpocmekTHBHe. HajBehn
6poj apuja je y na kamo ¢opmu, a [Ie dem
je KOMIIOHOBaoO M Tpu fyerta: mameby Jocu-
¢a u [Motucapose xene, m3mehy Ilotuda-
pa n merope xene u m3meby Jocuda u
CuMeoHa. 3aHUMIbMBA je OKOIHOCT fa je U
XeHmT KOMIOHOBao opartopujym Jocug
cBera rojuHy fpaHa npe ®dema. 36or Tora
ce Jle ®em moTpyguo jAa CTBOPH JENO Y
MOTHYHOCTH Pa3IMINTO Of XEHJIOBOI —
Kako y moriefy m3bopa OHOIMjCKUX OfJIO-
Maka, Tako M Yy CMHCIY TOfiele yJora, Te
KOMIUIETHE ~MY3HUKO-[PAMCKE  CTPYKType
fena.

ITocBeTuMO ce cafa KapaKTepHCTHKama
m3ama Koje je mpep Hama. M3Bobaum Koju
Cy OBOM NpPHWIMKOM OXHIBEJH MY3UKy Bune-
Ma e $ema 6umu cy: Knapon Mek®apew,
compat (Jocud); Pobepra Anekcanpep, Me-
noconpad ([Torucgpaposa xewna); Cyzana
Moskajo ¢on Xace, ant (PoGen), 3atum
Huko Ban pmep Men, tenop (ITorudapa);
Xenk Bon, tenop (Cumeon), Tom Cou, Gac
(Jocudpor oran JakoB); Cy3zana Ten Bome,
compaH (Hajmnabu Opar Bewamuna), te Ja-
cnep llsene, Gapuron (Iamuor). Yuemha
y cHEMamy y3emu cy Hamnmonansu peunju
XOop, KojuM pykoBopu Bumnma ten Bompe u
BoKanHu okrer Viri Cantores, NOJ yMeT-
HUYKUM pykoBopicTBoM Ppanka Xamenepca,
Ka0 ¥ WHCTPyMEHTANHM aHcamOn Musica
ad Renum, nop ynpasoM Jena Benua, ko-
ju je OMO yjeNHO U YMETHHYKU AUPEKTOP
ynraBor npojekra. [Ipema BennosuM peun-
Ma U3 NpOrpaMcke KHbIDKHIE, Maja Ccy ce
MPUINKOM H3BOobema ApxKalll U3BOPHOT Ma-
HyCKpHNTa, 0 KojeM je Beh Omno peun, Ha-
KOH IIpoyyaBama PeroBux OpKecTapcKux
fiena, Kao 1 opkecrpanuje PemoBux caspe-
MEHHKA, NPBEHCTBEHO XeHAJa, 3aKJbyIeHO
je ;a cy mojeuHe JieOHMIE AyBaya M30CTa-
BIbCHE U3 pYyKOMNca. YcJef Tora, mojefu-
HAM HyMepama NpHAOJATH Cy APBEHH [yBa-
4, KOjU Y/Bajajy JEOHMIE T'yJAauKux WH-
crpymeHata. Takobe, y xopy Sound the Fi-
fe momymeHe cy HEKOMIUICTHE JICOHMIE TPY-
6e m Tumnana. Jen BeHn je Harmacmo u ma
Cy CONUCTH ofja0paHM Kako OW WCTaKJH
OIIEpCKN KBAJIMTET OBOr fena: Bemnmosa
KOHIIETIINja 3aXTeBaja je KapaKTepUCTHYHE,
KUBONNCHE U YOEJ/bMBE T7acoBe. Y TOM
cMmucly, MoceOHO ce MCTHIy ONUCTaBH CO-
npan Kmapon Mek ®ajen, xoja Tymaun
Mmiafor Jocuga, 3aTUM TaMHH U CEH3yallHU
Menoconpaln Pobepre Aunekcanfep, y yio-
31 3aBofsbuBe [loTHdapoBe XeHe, Kao M
Mmohuu ant Cy3ane MoHKajo, Koja je moda-
pana muk Jocucposor Gpara PoGena, xojer
HaM3MEHWYHO pa3jeflajy 3aBHCT M TpHXa ca-
Bectu. [lo peunma Benna, Hamepa je Ouia
ma ce JocuoB myT off mactupa Ao poba, of
3aTBOPEHMKA IO BHCIPEHOT MOJUTHYApa,
nprKaxe jeAHako yOeaybuBO Kao Jia je Io-
cpenm omepa WiH mo3opuurHn komap. Ipe-
Ma Hallo] NpOLEHH, OBa HaMepa je BeoMma
ycnemHo u fociefHo chposefeHa. Comu-
CTH, Offpefia CIENHjajM30BaHN 3a OapOKHH
peneproap, y MOTIYHOCTH CY OJTOBOPHIIN

crenuaHnM 3axteBuMa [le demose map-
THType, KOja HA MOMEHTE 3alCTa HEOJ0JbU-
Bo noaceha Ha XeHpgnosa fena. C o63upom
Ha TO [ia je ped O jefuHOM cadyBaHoM [le
denroBoM BOKATHO-HHCTPYMEHTAITHOM JIEly,
HaXaJlocT HUCMO y CTamy fa JlaMo NpaBy
MPOLEHY HEroBOr KOMIO3HTOpPCKOr ymeha
W WHJVBHUAYAITHAX CTWICKHX OJJIMKA — Me-
byTuM, ca cTaHOBMIITA TEXHUYKE popabe-
HOCTH M TEMAaTCKe WHBEHIHje, OpaTOPHjyM
Jocngp 3amcra He 3aocraje 3a XEeHIIOBEM
fieluMa UCTOT KaHpa.

Kao mto cmo Beh cmomenymm, Bewr je
MECTHMUYHO ,,fomucao” Jle demoBy napru-
TYpY, ROfajyhy J€OHMIE NPBEHUX M JIMMe-
HOX [lyBava, Ka0 M THMIIAHA, UAME je He-
TOB OpKECTap CacBUM IpHOMIKUO XeHATIO-
BoM. OBakaB MOCTymak ONpaBAaH je Kako
ca CTAHOBMINTA IOCTU3ama YOEbUBHje 1
3aHIMJbHBHjE 3BYUHE CIMKE, TAKO M ca IO0-
3UIMje MO3HaBaba M IOIITOBAaKbA TAfAllbe
opkecrapcke mpakce. [oOpoM YTHCKY JO-
IPUHOCH W KWB, Pa3UIpaH M BHPTYO3aH WH-
CTPYMEHTAJHN aHcaMOJI, HacTaBbay XoO-
JaHACKe Tpafuiuje m3Bobema crape My3u-
K€ Ha OpUTHHAJHAM HHCTPYMEHTHMA, KOjy
je yrememuo I'ycraB Jleonxapt. [upurent
Jen BeHn moce6Hy Mmaxmy je NMOCBETHO He
Tako OpOjHAM XOpCKMM HyMmepama, Koje
YHOCE JMHAMHYHOCT ¥ JONPHUHOCE JpaM-
ckoM 3amaxy pena. Iloce6HO OumcMo wucra-
KJIM BeoMa 00ap KBAIMTET CHUMKA — 9HCT,
Mpenu3aH, ca BeoMa Majo edekaTa Aofa-
THX y IUJbY CTBapama MPOCTOPHOCTH U KU-
BomuCHOCTH 3ByKa. [lpopynentn m3 Xo-
JaHACKOT pajija CTBOPHUIIM CY 3BYYHY HIYy-
31jy Kao fla ce 3ahCTa Haja3uMO Ha MecCTy
mBobewa — y Bemmkoj Inpkeu Caeror
AyrycTuHa y AMcTepiamy, jep Cy yXBaTu-
JM TPUPOfiaH €X0, Y MepH y KOjoj OH He
omnrepehyje cnymame W He OBONH 1O pas-
JIMBEHOCTH 3BYKa.

Peu je, makie, o BeomMa 030HMILHO MpHIIpe-
MJBEHOM W YCIIENTHO PEeaNn30BaHOM IPOjeK-
Ty. YMETHHYKMA TUM KOjH je Pajuo Ha MpH-
IpeMH OBOT M3[ama 3aicTa ce MOTPYAUO Aa
CBETCKOj MY3MYKOj jAaBHOCTH TPEACTaBH Y
IMTO 6O/BEM CBETIy CBOI MOHOBO OTKPHUBE-
HOor GapokHOr Majcropa. VMmpecnmonmpa
TPYA YJOXEH y CBaKM CErMEHT OBOT' M3fia-
Ba: moueB off u3bopa u3BOhaya, HUXOBE
IPUIPEMILEHOCTH, KBAIUTETA 3BYYHOT 3aId-
ca, ma CBE /10 JIKCY3HE ONpeMe, UMjH je Io-
ceOHO JIparoleH Jieo BeoMa HMH(OPMATHBHA
MpOIpaTHAa KHIIDKWIA, €A TEKCTOM Ha dYak
IeT je3nKa — XOJAHJCKOM, EHIJIECKOM,
(ppaHIycKOM, HEMAaykKOM U HTaJHjaHCKOM.
3ancra cMO YXWBAIM y OBOM H3Hamy, KOje
MO3Ke TOCITYXXKUTH Kao y30p CBUM HaIlIOHAJ-
HIM MY3MUKUM TOCTEHUIIMA HA KOjU HauMH
Tpe6a BOJWTH padyHa O BIACTUTO] YMET-
HIYKOj OAIITHMHH W TPENCTaBATH j& CBET-
CKOM KYJTYPHOM ay[UTOPHjyMYy.

WBana Memnh
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ApopHro, Teopgop Buzenrpynp
(Adorno, Theodor Wiesengrund),
4, 16, 49, 52, 53, 54, 56, 57, 61,
66, 67

AxkcentujeBuh, [Iparocnas Ilasne, 73

Ane, Kopx (Alais Georges), 71

Awmop, 48

Anppucen, ITurep (Andriessen,
Peter), 74

Apue, Tomac (Arne, Thomas), 73

Apxunosa, Wpuna, 71

Banep, Llejmc (Buhler, James), 52,
55, 56, 60

Banrac, Ankuc, 5

Bapanosuh, Kpemumup, 10, 17

Baprok, bena (Barték, Béla), 3, 8,
10, 19

bax, Joxan CeGacrujan (Bach, Johan
Sebastian), 5, 8, 10, 18

Baru, Tumoru (Bahti, Timothy), 54

Bayep-Jlexnep, Hatanu (Bauer-
Lechner, Natalie), 62, 67, 68

Baxtun, Muxaun, 46

Beunu, PoGepr (Bailey, Robert),
67,68

Bekep, IMayn (Bekker, Paul), 53, 54,
55, 67, 68

Benem, Jozed (Benes, Josef), 35

Bepan, Emepuk (Beran, Emerik), 34,
36

Bepn, Tageymr (Baird, Tadeusz), 7

Bepuo, Jlyuano (Berio, Luciano), 7,
16

Bepmuos, Xekrop (Berlioz, Hector),
19

Berosew, Jlygsur Ban (Beethoven,
Ludwig van), 19, 44, 45, 47, 48,
52, 56, 57, 62, 63, 71, 72

Buze, XKopx (Bizet, Georges), 71

Buzjak, Jlugmja, 5

Bunryman, Ilerap, 6, 15, 19, 20

Baox, Epucr (Bloch, Ernst), 48

Bbaym, Knaye (Blum, Klaus), 4

Bayme, ®puppux (Blume, Friedrich),
4

Borpanosuh, Ormen, 11

Bonpap, WHa, 31

bommax, Jyrocnas, 7

NMHIEKC UMEHA

Bpawmc, Joxanec (Brahms, Johannes),
71

Bpanbeprep, Joxan (Branberger,
Johann), 39

BpurH, Benpamun (Britten,
Benjamin), 10, 18, 19

Bynkosuh, Lsetko, 39

By3zonu, ®epyho (Busoni, Ferruccio),

Bykypemmmjes, Arape
(Boucourechliev, André), 16

Bynanxe, Haba (Boulanger, Nadia)
70

Bynarosuh, Munan, 16

Bynes, Ijep (Boulez, Pierre), 16

Bajc, Jepuej (Weiss, Jernej), 34, 39,
40

Bacwwesnh, Muonpar, 28, 29, 30, 32

Barnep, Puxapny (Wagner, Richard),
5, 43, 46, 48, 50, 52, 62, 63, 64,
66, 67, 71, 72

Bapnaj, Actpun (Varnay, Astrid), 70

Besenpionk, Marunga (Wesendonk,
Mathilde), 64

Bunasep, Koncrantus, 19

Boag, Xyro (Wolf, Hugo), 5

Bparnu, Benuecnas (Wratny,
Venceslav), 35

Bykpparosuh, Muxauno, 9, 17

Tape, Hunc (Gade, Niels), 67

Teputiep, Xanc (Gerstner, Hans),
35, 36

Tere, Bondgranr (Goethe, Wolfgang),
47

I'mobokap, Bunko, 17

Inyk, Kpucrod Bummbann (Gluck,
Christoph Willibald), 70, 71

Tloctymiku, Hparyrus, 4, 17

I'pun, Mopuc (Greene Maurice) 73

I'punenkepn, ®punpux Konpap
(Griepenkerl, Friedrich Konrad),
52

pyjuh, Kopx, 72

I'yno, llapa (Gounod, Charles), 71

Ha6poy, Xenep (Dubrow, Heather),
54

Mananukona, Jlyubu (Dallapiccola,
Luigi), 10

Haneope, Mupa, 17, 19, 20

Hanxayc, Kapn (Dahlhaus, Carl), 4,
16, 17, 19, 49

Hanon, Ockap, 5, 19

NBopkak, Anromwut (Dvordk,
Antonin), 36

He6ucu, Knon (Debussy, Claude), 18,
70, 71, 72

Hena More, dutep (Della Motte,
Dietter), 4

Hemnep, ®pur (Demmler, Fritz) 71

HecucnaBa, Emunuja (Desislava
Emiliya), 40

Hecnuh, Hejan, 19

Jle ®ama, Manyen (De Falla,
Manuel), 7, 10

He ®emur, Busem (De Fesch, Willem),
73-74

Hu6emujyc, Ypmux (Dibelius, Urlich),
4

Husjak, CrnobonaH, 20

Hunecky, Buonera (Dinescu,
Violeta), 18

Npynes, Pejmon (Droulese Raimond),
71

Hycuk, ®pantuiiex Jozed, beHenukt
(Dusik, FrantiSek Josef Benedikt),
35

Hoppawo, Kpucrujan (Giordano,
Cristian), 32

Hopbesuh, Ama, 72, 73

Bykuh, Hyman, 72

Bypuh, Anekcangap M., 50

EbGen, Iletp (Eben, Petr), 7

Ereopext, Xanc Xajupux (Eggebrecht,
Hans Heinrich), 52, 66

Ex3ne, 3urdpupn (Oechsle, Siegfried),
52, 67

Epuh, 3opan, 11

Epoc, 48

Exo, 48
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3acuposuh, Cunba, 28, 29

3npaskoBuh, Kusojun, 19

3jemuncku, Tapeym (Zielinsky,
Tadeusz), 4

Wwmepsen, Joc Ban (Imerseel, Jos
van), 74

Wurappen, Poman (Ingarden, Roman),
16, 17

Jarymr, Mnapes, 5, 6, 17

Janauek, Jleom (Janacek, Leos), 36,
39

Jankeneswy, Bnaguvup (Jankéléwitch,
Vladimir), 16, 17

Janymoscku, Jymajyc Om
(Januschowsky, Julius Ohm), 35,
37

Jayc, Xanc PoGepr (Jauss, Hans
Robert), 54

JoBanosuh, Oumra, 5

JoBuuuh, Josan, 19

Jocu, Enpuxo, 4, 5, 10, 17, 19

Joxym, Eyren (Jochum, Eugen), 70

Kab6anescku, [Imutpuj, 10

Karen, Maypunmno (Kagel, Mauricio),
16

Kan6ek, Makc (Kalbeck, Max), 56

Kaprep, Emnor (Carter, Eliot), 16

Kaunncku, Tapeym (Katczinsky,
Tadeusz), 4

Kamuuh, Jocun, 5, 17

Kacruwonn, Hukomno (Castiglioni,
Niccolo), 4

Kemnd, Bunxenm (Kempf, Wilhelm),
70

KBunubuues, Anexcanuep
(Quilibicheff, Alexander), 52, 67

Keju, Llon (Cage, John), 8

Krer Llon (Cleg, John), 5

Komneny, Apon (Copland, Aaron), 16

Kosauesnh, [lybpaBka, 5

Kopaj, 3onran (Koddly, Zoltan), 10,
70, 71

Komnap, AutoH, 5

Komnapesuh, Anexcanpap, 19

Komoauh, Ilerap, 5

Kopen, Xenpuk, 35

Kopemn, Apkanbeno (Corelli,
Arcangelo), 5

Kocruh, Oyman, 10

Kpnan, Bmagmmup, 5

Kcenakuc, Januc (Xenakis, Iannis),
16

Ky3manosuh, Pamenko, 16
Kynenosuh, Byk, 7, 11
Kyper, ITpumox, 39

Jla T'paux, Anpu-Jlyuc (La Grange,
Henry-Louis), 67

JTazapesnh, Cno6opman, 42, 50

Jaj6uun, Tordpun Bunxenm (Leibniz,

Gottfried Wilhelm), 43

JNamuwm, WMnmap (Lapinm, IImmar),
19

Jlesun, Mejupy (Lewin, David), 52,
66

Jero, Jan, 35

Jleonxapr, I'ycraB (Leonhardt
Gustav), 74

Jlecunr, Torxomy Edpaum (Lessing,
Gotthold Ephraim), 49

Jureru, Beph (Ligeti, Gyorgy), 7, 8,
10

Jlorap, Muxosui, 19

Jlonapruk, Bopyrt, 17

Jymudep, 48

Jbyounkosuh, Henapn, 29, 32

Majep-bo6etko, Cama, 40

Makcnmosuh, Pajko, 7, 17

Manaxoscku, Augpej Pepmunany, 35

Manep, I'ycraB (Mahler, Gustav), 5,
10, 52-68

Manern, Uso, 17

Mankonm, Apuonp (Malcolm,
Arnold), 19

Man, Tomac (Mann, Thomas), 42,
46, 47, 48, 49, 50, 64

Mapkosuh, Karapuna, 52, 68

Mapke, Anong Bepuxapn (Marx,
Adolf Bernhard), 52, 67

Mapuh, Jby6una, 1-26, 27, 33, 41,
49, 51, 69, 75, 79

Mapkesuu, Urop, 70-72

Mapkosuh, Mnanen, 32

Mapruny, Boxycnas (Martind,
Bohuslav), 7, 18, 19

Marek, ['ammap, 35

Menuh (Burac), Munena, 18, 20

Menuh, Xpucruna, 2, 17, 18, 19, 20,
26

MekKneun, Crusen (McClatchie,
Stephen), 52, 66

Mecujan Onusuje (Messiaen,
Olivier), 16

Meunrep, Xanc Knayc (Metzger, Hans
Klaus), 4

Menpicon, ®emmkc (Mendelssohn,
Felix), 10, 67

Muxu, Jozed (Miks, Josef), 35

Munagunosuh, MBana, 18

Muxn, Jozed (Michl, Josef), 36, 37

Muuen, Tonang (Mitchel, Donald), 4,
16, 17

Mumun, Menmurta, 6, 9, 15, 17, 18, 20,
40

Muojesuh, Munoje, 5, 17

Munojkosuh-Bypnh, Msana, 6, 17

Muomesunh, Omra, 19

Mumen, Augpe (Michel, André), 16

Mon, A6paxam (Moll, Abraham), 16

Mouapr, Bondranr Amageyc (Mozart,
Wolfgang Amadeus), 19, 48, 71, 72

Moxkpaman, Bacummje, 11, 17

Mokpamarn, CresaH, 5, 6, 8, 15

Mouresepnu, Knaymo (Monteverdi,
Claudio), 19

Mopasgen, 'ycras, 36

Mypau, Jypuna, 5

Haropme, Anem, 39

Hapuuc, 47, 48

Hacracujesuh, Csetomup, 17

Hengjen, Auton (Nedvéd, Anton),
34, 35, 37, 39

Heumapesuh, VBana, 18

Henuh, UBa, 28, 32

Hukone, Open (Nicolet, Aurele), 71

O6pagoBuh, Anekcanpap, 17
Opd, Kapn (Orff, Carl), 10
Ocrepn, Cnasko, 19

ITaBnosuh, CnoGoman, 72

IManecrpuna, hosanu Iljepnyubu pa
(Palestrina, Giovanni Pierluigi da),
8

[Manapgonynoc, Hparomup, 4, 17

[ejosuh, Pokcanpa, 6, 17, 40

Menpepenku, Kummrod (Penderecki,
Krzysztof), 7, 10

epuunh, Bnactumup, 6, 8, 17

Ierposuh, IMpemun, 5, 13

IMunpap, 44

MMuwon, IMon (Pignon, Paul), 17

ITonosuh, bepucnas, 17

ITonosuh, Hesena, 5

ITonosuh, Ormen, 70

IIpemare, 3opuna, 8, 14, 19

IMpokodjes, Ceprej, 3, 10, 18, 19

IMpoxauka, Jocun (Prochédzka, Josip)
34, 35, 36
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I1cuxa, 48
Myneuk, Ppancuc (Poulenc, Francis),
18

Pagsen, Mopuc (Ravel, Maurice), 10,
19

Papenkosuh, Munytun, 10

Paguh, Myman, 10, 17

Paguma, PyGen, 18

Panosanosuh, Bmagan, 4, 17, 18

Pajuunh, Cranojmo, 17

Pajuexke, Ilerap (Reineke, Petar), 4

Paxmamunos, Ceprej, 19

Perep, Makc (Reger, Max), 19

Pemon, Amngpe (Raimond, André), 71

Pecrurn, Otopuno (Respighi,
Ottorino), 18

Puctuh, Mapko, 49

Pucruh, Munan, 5, 17

Pycen, AnGep (Roussel, Albert), 10

Casuh-Pe6ar, Aununa, 44

Canc, Enyap (Sans, Edouard), 67

Csunewnc, Joc (Svilens, Jos), 74

Cenewm, Iletap, 17

Cepoukn, Kasnmjex (Serocki,
Kazimierz), 13

Cumuh, Bopusoje, 10

Cumuh-Murposuh, dapuaka, 17

Cnasencku, Jocun, 5, 8, 10, 17, 18,
19

Cnasuk, Jan, 35

Cokon, ®pamni, 35

Coxkpar, 44

Cwmerana, Bempxux (Smetana,
Bedfich), 5, 36

Cnacojesuh, Bepa, 17, 18

Cpehkosuh, bumana, 18

CreBanoBuh, Kcenmja, 18

Crenmn, [lon (Stanley, John), 73

Credanosuh, Ana, 18

Creanosnh, VBana, 8, 14, 19

Credanosuh, [asne, 4, 17

CrjenoBuh, Hopbe, 72

Crpasuncku, Urop, 3, 7, 8, 10, 18,
19, 71

Tamux, Bamyiag (Talich, Véclav), 34,
35, 36, 37

Temmu, Iletep, (Teply, Peter), 35, 36

Tupen, Llon (Tyrrel, John), 39

Tomamesuh, Karapuna, 40

Tpummh, MBana, 11, 17, 18, 19

Tpynuh, Boxwupap, 7

®enepep, T'ycras (Fellerer, Gustav),
16

depcrep, Anron (Foerster, Anton),
34, 35, 37

®on Jlenn, Bunxenm (Von Lenz,
Wilhelm), 67

®on Pumep, Kypr (Von Fischer,
Kurt), 4

®oxt, Wean (Focht, Ivan), 4

Dpajr, Jymvmuna, 17, 18, 19

®puuaj, Gepenr (Fricsay, Ferenc), 70

®ypreenrnep, Bunxenm (Furtwangler,
Wilhelm), 70

Xajperep, Maptun (Heidegger,
Martin), 49

Xajun, Xepman (Heinz, Hermann),
16

Xanmh, ®atuma, 40

Xajpn, Josed (Haydn, Joseph), 19,
71

Xancmuk, Epsapp (Hanslick,
Edward), 62

Xaycpany, T'narep (Hausswald,
Giinter), 4, 16

Xenm, Teopop Orto (Helm, Theodor
Otto), 62

Xenpan, I'eopr ®punpux (Hindel,
Georg Friedrich) 73, 74

Xemnokocku, Llejmc (Hepokoski,
James), 52, 54, 55, 66, 67

Xepuurowma, Hukona, 7, 10

Xunpecxajmep, Bondranr
(Hildesheimer, Wolfgang), 4

Xunpemut, [Tayn (Hindemith, Paul),
3

Xepmec, 48

Xupmgenn, Pobepr (Hirschfeld,
Robert), 56

Xouerep, Apryp (Honegger, Arthur),
10

Xogwmajcrep, Kapn (Hoffmeister,
Karl), 34, 35, 36, 37

Xocruackn, Orakap (Hostinsky,
Otakar), 36

Xorep, Xanc (Hotter, Hans), 70

Xpazpupa, Uupun Meropjej (Hrazdira,
Ciril Metodgj), 35

Xpucruh, 3opaH, 6, 17

Xpucruh, CresaH, 5, 17

Xpuumxk, Jozed (Hrnciz, Josef), 19

Xy6apn, Marej, 39

LBetko, Oparorun, 39, 40

Yajkoscku, Ilerap Umuu, 17, 71, 72

Yemepukuh, Tumutprje, 29

Yumaposa, Tomennko (Cimarosa,
Domenico), 70, 71

Unyosauku, bopucnas, 13, 18

lajrosuh, JoBan, 5

langopoB, Anekcanmap, 5

Iapn, Tauujen (Charles, Danielle),
49

Ilejka, Jleonun (Scheika, Leonid), 8,
18

Ilenanx, (Schonaich), 62

Ilen6epr, Apronpg (Schonberg,
Arnold), 10, 18

Ilepxen, Xepman (Scherchen,
Hermann), 71

Wedep, Boxycnap (Schiffer,
Boguslav), 4

WMedep, Ijep (Schaeffer, Pierre), 16

Ulwnjaren, Mapujan, 13

Iue6en, Turep (Schnebel, Dieter),
4

IIuutke, Andpen (Schnitke, Alfred),
18

Illonenxayep, Apryp (Schopenhauer,
Arthur), 63, 64, 66, 67

IIocrakosuy, Omutpyj, 10

UInonxojep, Bepun (Sponheuer,
Bernd), 52, 54, 55, 67

WTedan, Pympond (Stephan,
Rudolph), 4, 16

Mlrokxaysen, Kapmxajuig
(Stockhausen, Kalrheinz), 16

Wtpayc, Puxapy (Strauss, Richard),
54, 62, 66, 67

IItykenmmut, XaHne XajHpuX
(Stuckenschmidt, Hans Heinrich),
16

Wy6epr, ®pany (Schubert, Franz), 5,
19, 67, 71

Illyman, PoGepr (Schumann, Robert),
5, 67



Jbyorma K. Mapuh: 36mpka kamema wcrof mnposopa AHeBHe cole y cTany Jbybume Mapuh.
Ipsr Bemkm KaMeH (CTeBa HCHpPEN 3Afa) KA0 H BEJAKH KaMeH Y CPENHHH (JEeCHO H3a
HAC/IoHa cTo/mne) npoHabenu ¢y y pemm CTyleHHNE HEOCPENHO y OJIM3HAH MaHACTHpA.
Ljubica K. Mari¢: The Colection of stones under the window of the living room in
Ljubica Marié’s home. The first big stone (left, in front of the wall) and another one
in the middle (right behind the back of the chair) were found in the river Studenica
near the eponymous monastery.
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TEKCTOBU CPIICKUX AYTOPA LITAMITIAHUA
Y MY3MUYKOM TAJIACY 1994-2008
(HacTaBak M3 TPETXOAHOT Opoja)

Jamnjena Kynesuh: PUHI-PUHI' MEBYHAPOJIHU
®ECTUBAIJI HOBE MY3UKE
MT ITJIYC 6p. 1/1998, 104-105

Jamnjena Kynesuh: [IPUKA3 KIBUT'E KOHTAKT I'PYIIE
AYTOPA
MT 6p. 26/2000, 186

Jamnjena Kynesuh: OGEPOH 30PAHA EPURA
MT 6p. 28/2001, 36-37

Byk Kynenosuh: O MOPAJIHOCTU ®OPME
MT 6p. 2-3/1995, 16-22

Cama Kymaanh: [IPUKA3 KOMITAKT JUCKA
KBAPTETA IIPAKAK U MAPK KOIIEJ
MT 6p. 34-35/2006-2007, 131-132

Anexcangap Mabap/Xpucruna Menuh: IIOITIETl Y HOTE
MT 6p. 1/1995, 19-23

Anexcangap Mabap/[Jannjena Kynesnh: BPEMEHCKA
MPEOHOCT Y CA3PEBABY
MT 6p. 1/1995, 25-31

3opua Makesuh: KPAJbEBA JECEH
MT 6p. 1/1994, 111-112

3opuna Makesnh: MATEJA MAPUHKOBUWR - IBA
HACITPAMHA JIMKA
MT 6p. 1/1995, 158-159

3opuia Makesuh: O KPXKOM BURhY MY3UKE U
KIIN3ABOM CUPEHVHOM PEITY
MT 6p. 4-6/1995, 124-127

3opuma Makesuh: [TIPUKA3 KOHIUEPTA PUTE KMHKE
MT JOJATAK 6p. 4-6/1995, 3

3opuia Makesuh: [TIPUKA3 KOHIEPTA TTMJAHUCTE
AJIEKCAHJIPA CEPJAPA
MT JOJATAK 6p. 4-6/1995, 4-5

3opuma Makesuh: [TIPUKA3 KOHIEPTA TTMJAHUCTE
AJIEKCAHIPA MAILIAPA
MT JOJATAK 6p. 4-6/1995, 6-7

3opuna Makesuh: [IPUKA3 KOHLUEPTA BEEOT'PATICKE
OUITXAPMOHUIE
MT JOJATAK 6p. 4-6/1995, 25-26

3opuma Makesuh: [TIPUKA3 KOHIEPTA TTMJAHUCTE
AHJIPEJA JIYTAHCKOTI'
MT JOJATAK 6p. 4-6/1995, 32-33

3opuma Makesuh: [TIPUKA3 KOHIEPTA TTMJAHUCTE
MUXAUIA IIIIETHOBA
MT JOJATAK 6p. 4-6/1995, 33

3opuma Makesuh: [TIPUKA3 KOHIEPTA TTMJAHUCTE
MUIIEJIA JAIIBEPTOA
MT JOJATAK 6p. 4-6/1995, 38

3opuia Makesuh: BEMYC *94
MT JOJATAK 6p. 4-6/1995, 56 u 58

3opuma Makesuh: [TIPUKA3 KOHIIEPTA
BUOJIMHUCTKUILE MAPUHE JAUIBUJIN
MT JOJATAK 6p. 2/1996, 3

35.

36.

37.

38.

39.

40.

3opuma Makesuh: [TIPUKA3 KOHIUEPTA
CUM®OHUICKOI' OPKECTPA PTB
MT JOJATAK 6p. 2/1996, 17

3opuna Makesuh: [IPUKA3 KOHLEPTA BEEOT'PATICKE
OUIIXAPMOHUIJE
MT JOJATAK 6p. 2/1996, 22-23

3opuia Makesuh: [TPUKA3 KOHIEPTA BUOJIMHUCTE
PEXNCA ITACKUIJEA U ITMJAHNUCTE XAHA
KIIOJA ITEHTUJEA
MT JOJATAK 6p. 2/1996, 32

3opuia Makesuh: [TPUKA3 KOHIEPTA MTMJAHUCTA
AH KE®EJIEK, EMAHMJEIIA CTPOCEPA, KIIEP
JE3EP 1 KPUCTUJAHA UBAIIINIA
MT JOJATAK 6p. 2/1996, 34

3opuma Makesuh: BEMYC *96
MT ITTYC 6p. 1/1998, 77, 81, 86

3opuia Makesuh: MELYHAPOJIHA TPMEMHA
KOMITIO3UTOPA ’96
MT ITITYC 6p. 1/1998,113-114

3opuna Makesunh: KOHUEPT TPUJA BAH/IEPEP
MT ITIIYC 6p. 1/1998, 129

3opuna Makesuh: [IPUKA3 HOTHUX U3[TABA
KITABUPCKE MY3UKE JbYBUIIE MAPUTh
MT 6p. 28/2000, 123

3opuna Makesuh: [TIPUKA3 IBA KOMITAKT JUCKA
MY3UKE BEPE MUJIAHKOBWh
MT 6p. 30-31/2002, 161

Wpura Makcumosuh: [TPUKA3 KIBUT'E MUJIOJA
MUIIOJEBURA HAPOJIHE INIECME U UTPE
KOCOBA 1 METOXHUJE
MT 6p. 34-35/2006-2007, 126-127

Wprra Makcumosuh: [IPUKA3 CEPUJE KOMITAKT
JVCKOBA MUSIC! THE BERLIN PHONOGRAMM -
ARCHIV 1900-2000
MT 6p. 34-35/2006-2007, 134-135

Jby6una Mapuh: 113 TMUHE I[IOJABE — PEUNTATUBHA
KAHTATA
MT 6p. 1/1994, 29

Hrop Mapuh/Mapuja Macankoca: MUHUMAIJIN3AM Y
YMETHOCTU
MT 6p. 26/2000, 126-138

Mareja Mapuakosuh/MBana Komaguna: UTPA
WHTEI'PATTHUX ACOLIMJALIMIJA
MT 6p. 1/1995, 133-135

Tarjana Mapkosuh: XOPCKE PYKOBETU AJIEKCE
IMAHTURA
Opyike cTHIa
MT 6p. 5-6/1996, 16-24
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