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Abstract: A review of world-wide research stud-
ies on leadership shows that there are many
different theories to explain the complexities
of the leadership process such as for example,
Bass!, Bryman?, Gardner,®> and Mumford*. To
some researchers, leadership is conceptual-
ized as a trait and to others as a process. Both
qualitative and quantitative methods have been
used for leadership studies in different contexts
such as small groups, therapeutic groups and
large organizations. In this paper the analysis
of leadership is in the context of the orchestra
organization. The main focus of this paper is
the analysis of the transformational process of
leadership applied in conducting that moves
orchestra members to accomplish more then it
is expected from them in the act of music mak-
ing. If leadership is defined as a process, it is no
longer a characteristic or a trait of the leader
but instead a transactional event that happens
between the leader and the follower. This defini-
tion further implies that leadership is not linear,
one-way event, but rather an interactive event
where a leader affects and is affected by follow-
ers. Since this paper will focus on the interac-
tion between a conductor and the members of
the orchestra, a conductor will be defined as the
leader and orchestra members as the followers.
Key words: transformational style, leadership,
conducting, music making process, perfor-
mance quality

* Sanja Petricic, was born in 1978 in Belgrade,
Serbia, first performed a piano concerto with
orchestra at the age of eleven. Ms. Petricic per-
formed solo and chamber music concerts in Ita-
ly, Greece, Serbia, Macedonia, Croatia, France,
Finland and United States. In 2002, Ms. Petricic
became the founder of the International Music
Society Libera Musica and has organized proj-
ects in Serbia, Greece, Finland and US focusing
on cultural exchange and educational outreach.
Ms. Petricic has participated in summer festi-
vals at Indiana University, Cleveland Institute
of Music and the International Summer Music
Festival in Casalmaggiore, Italy. Ms. Petricic
has completed her Bachelors Degree in Music
at Oberlin Conservatory of Music majoring in
piano performance under the full scholarship.
After graduating from Oberlin Conservatory
in 2001, she returned to Serbia where she was
working at the Belgrade Conservatory of Music
as an accompanist for the String Department.
In 2006 Ms Petricic completed her Graduate
diploma in collaborative piano from the Juil-
liard School in New York.

Theory of leadership

here are as many definitions of leadership as there are

theorists who have attempted to define the concept.’

Due to the ambiguous meaning of the definition,
the distinction between leadership and other social —influ-
ence processes is often blurred. Schermerhorn views leader-
ship as the manager’s use of power to influence the behavior
of others.® Nash argued that leadership implied influencing
change in the conduct of people” while Tead defined it as the
activity of influencing people to cooperate toward a desirable
goal.® The following definition of leadership will be used for
the purposes of this paper in the analysis of the conductor’s
leadership style towards the orchestra: Leadership is the pro-
cess whereby an individual influences a group of individuals to
achieve a common goal.’

In the context of conductor’s leadership, the high quality
of music performance, as the main task for the conductor, is
as equally important as the way in which the orchestra mem-
bers will be inspired to play the music. Because of this reason,
turther analysis of the conductor’s leadership style and ways
in which it effects the music quality of the performance, is
essential to my research topic.

Since the early 1980’s there has been a renewed interest in
leadership that became a new focus for many researchers.
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Berlioz conducting the société philharmonique
Picture by Gustave Doré in ’Journal pour rire’, 1850



Table 1 - Model of transformational and transactional leadership

Transformational Leadership Transactional Leadership

Laissez-Faire Leadership

Factor 1 Factor 5 Factor 7

Idealized influence Contingent reward Laissez-faire
Charisma Constructive transactions Non transactional
Factor 2 Factor 6

Inspirational motivation Management-by-exception
Active and passive

Corrective transactions

Factor 3
Intellectual stimulation

Factor 4
Individualized consideration

Taken and adapted from Leadership: Theory and practice (p. 177), by Northouse, P. G., 2010, Sage Publications, Inc.

According to Bryman the “New leadership approach” revived
leadership as a topic of theory and research, after many lost
interest and faith in this concept.!”

This new approach integrates ideas from trait, style and
contingency approaches of leadership and also incorporates
and builds on work of sociologists such as Weber!! and politi-
cal scientists such as Burns.!?

Studies of successful and unsuccessful organizational
transformations established the concept of transformational
leadership due to the decisive role of leadership in these situ-
ations. Transformational leadership is also termed visionary
leadership, strategic leadership or charismatic leadership
and it refers to specific leadership behaviors, actions and
strategies that are necessary for organizational transforma-
tion.!3

Although, this new concept of leadership does not alter the
basic definition of leadership, the process of influencing the
activities of an individual or a group toward goal achieve-
ment, it does require specific actions that the leader should
perform in a transformation of the individual or a group. The
conductor in the orchestra as the transformational leader
typically inspires the orchestra members to perform better
than originally expected.

Based on the prior works of Burns'* and House!”, in the
mid-1980’s Bass provided a more expanded version of trans-
formational leadership by giving more attention to follower’s
rather than leader’s needs.!® He argued that transformational
leadership motivates followers to do more than they expected
by the following actions: 1. raising follower’s levels of con-
sciousness about the importance and value specified goals, 2.
getting followers to transcend their own self interest for the
sake of the team, 3. motivating followers to address higher-
level needs.!”

As illustrated bellow, the model of transformational and
transactional leadership includes seven different factors
which are divided into three parts: transformational factors
(idealized influence, inspirational motivation, intellectual
stimulation and individualized consideration), transactional
factors (contingent reward and management-by-exception )
and the laissez-faire (non leadership) factor (the absence of
leadership) (See table I).

While analyzing the effects of transformational leadership
styles on the music quality of the orchestra’s performance, I
have focused my attention on two specific factors, intellec-
tual stimulation'® and individualized consideration’®, from

the Model of transformational and transac-
tional leadership.

The aim of in depth discussion of these
two factors is to clarify Bass’s concept of
leader- follower relation in the context of
orchestra conducting found to be essential
in my research.

Methods for the factor
analysis of transformational
leadership in conducting

Seven conductors and six orchestra musi-
cians were interviewed about the topic of
conductor’s leadership style. Quotations
from the interviews are used to illustrate
conductor’s transformational leader-
ship style found to be most effective for
the improvement of music quality of the
orchestra’s performance. Through out this
section the words of conductors and orches-
tra members are juxtaposed with excerpts
from the leadership studies, applied psy-
chology and music literature as well as my
own observations.

The acquired data of the first set of inter-
views indicated some silent elements such
as “the conductor role described as the
servant- leader figure in the act of music
making” and “the conductor as charismat-
ic leader with a strong vision towards the
artistic goals” that will be further explored
in my PhD thesis: The effects of conductor’s
leadership style on orchestra’s artistic qual-
ity, using a mixed method (qualitative and
quantitative) including: survey questioners,
interviews and field notes. The acquired
data presented in this paper are used from
the qualitative research portion of my PhD
thesis.

According to Patton there are three
approaches to qualitative interviewing: the
informal conversational, general interview
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guide approach and the standardized open-
ended interview.?0 Since all participants
in my research were musicians from pro-
fessional orchestras, deeply involved and
affected by the issues that were discussed in
the interview, I felt it was appropriate to use
the interview guide approach.

Transformational
leadership in conducting
— Factor analysis within the
Model of Transformational
Leadership

According to Bass and Avolio trans-
formational leadership is concerned with
improvement of the performance of fol-
lowers and development of their fullest
potential. Leaders who exhibit transforma-
tional leadership usually have a strong set
of internal values and ideals, which makes
them effective at motivating followers to
act in ways to support the interests of the
group rather then their own self-inter-
ests.?!

In his book The Compleat Conductor,
Schuller expresses his concern that musi-
cians drift into conducting now days with-
out much thought of what in fact they are
undertaking, with little or no awareness of
what the conductor’s art entails- or should
entail. The desire to lead an orchestra
derives much more from some ego-driven
ambition which has little or nothing to do
with serious music-making , or with a sense
of humility and devotion in serving the
art.??

In his opinion, conductors should always
be curious about the creation of the works
they are performing, having a lively musi-
cal and aural imagination that can translate
the musical score into an inspired perfor-
mance. They should have efficient rehearsal
technique, a precise and thorough knowl-
edge of the specific technical limitations and
capacities of orchestral instruments (strings,
woodwinds, brass, percussion, harp, etc.) not
only as functioning today but in different
historical periods.??

By stimulating orchestra members to try
new approaches in solving technical issues
such as intonation problems, phrasing or
note articulation and develop innovative
ways for their individual improvement of
sound quality as well as the overall sound
of the orchestra, the conductor is display-
ing the intellectual stimulation factor of
transformational leadership. By doing so,
the conductor is stimulating the orchestra
members to challenge their own beliefs and
values as those of the conductor’s and the
orchestra.

Intellectual stimulation factor

An example of the intellectual stimulation factor would
be a conductor who promotes individual efforts of orchestra
members to solve some practical issues such as the different
phrasing, the articulation, or problems with the intonation
that might arise during the rehearsal time. A conductor is not
always privileged to direct a group of highly trained instru-
mentalists. Often, he will be faced with players who need his
help in every detail of performance, sometimes including the
basic technique of their own instruments.?*

These kinds of orchestras become very dependable on the
conductor. Most of the orchestras in this research have highly
trained and experienced orchestra members but several con-
ductors that have worked with student orchestras are included
as well. In the following two examples conductors talk about
the intellectual stimulation factor applied for different types
of orchestras that he worked with in his career.

Example 1:

Most of the time I conduct the orchestras which are not very
good so it requires a lot of both demonstrating in a very clear
way and explaining in technical terms even of where to place
the bow, with the strings....how to take the breath.....now in
cases where I end up conducting orchestras that are better I
may not have to do that.

Example 2:

It depends on the quality and the dynamics of the orches-
tra that you are with....if I am conducting students then it is
incredibly detailed, I even do exercises with the orchestra sort
of how to balance chords, how to play in tune, how to come
in together for the winds, for the strings how to actually play
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Richard Strauss, composer and condactor on the cartoon
Electric chair (circa 1908)

the pizzicato....if it is necessary I will take the time to do that
because its very important for the piece if they do not know
how to play you actually have to start to teach them how to
play...now, if you go to a higher level maybe you don’t need
to do that, maybe something else ...then if you go to the high-
est level, then you basically don’t need to do anything in a
way except “to be there” to make sure that everything is going
along.

The conductor must understand the finest details of the
orchestra that he works with in order to intelligently com-
plete the task and take the responsibility that he has as the
leader.?®

If the conductor uses the same approach with all levels of
orchestras, the intellectual stimulation factor becomes coun-
terproductive in the act of music making, which is illustrated
in the next examples by one of the members of the profes-
sional orchestra.

Example 3:

If the conductor makes an orchestra feel that he appreciates
what they are doing and he trusts them, the return from the
orchestra will be a hundred times better then with somebody
that just conducts the beats and glares at you and thinks that
you are going to make a mistake...some conductors do that to
“school orchestras”... they transfer it into a professional orches-
tra and that’s the worst thing that they could do.

Each member of the professional orchestra has mastered
the technique on their instrument and has played the orches-
tra pieces many times before, there for the intellectual stim-
ulation factor should relate to the particular sound quality
providing the particular emotional mood rather then solving
the technical issues such as problems with the intonation or
note articulation. These kinds of issues are further disused in
the following two examples.

Example 4:

...I play the best way I know based on my
experiences but I look to the conductor to see
whether he wants this note a little longer or
shorter, take time here, and speed up there...
I have to look at him for that...at the same
time you have your own conversation going
on in your mind saying” I wonder what he
would do here... I wonder if he’ll go faster
there... I wonder if he’ll make this phrase like
Mutti did it last year”. I am always compar-
ing to everything I know from before.

Example 5:

I am looking all the time to see what the
conductor is thinking and doing and how
they express the way that they want us to
play because there is something that’s even
more wonderful then good technique... it’s a
magnificent soul that’s expressed by the way
they conduct.

As it was discussed in the previous two
examples, musical growth of the orchestra
members is as equally important for all
types of the orchestras, the difference being
in the choice of the musical and techni-
cal issues that prove to be adequate during
the rehearsal time. A successful conductor
should be aware of musically satisfying pro-
gram, demonstrating a musical growth in
his followers.2® The next section examines
the individualized consideration factor that
further relates to the individual growth of
the orchestra members.

Individualized
consideration factor

Conductors who act as coaches and advi-
sors while trying to assist the orchestra
members in becoming fully actualized dis-
play the individualized consideration fac-
tor in their leadership style. The following
example talks about the individual consid-
eration factor that has been applied by the
same conductor in two different orchestras.
The first ensemble is the youth orchestra
where the orchestra members do not have
many years of the performance experience
and have not mastered the technique on
their instruments. The second ensemble is
the professional orchestra with the highly
trained orchestra members.

Example 6:

...if I just look at them and say: that needs
to sound sweeter here or I need a darker
sound here, they may not know technically
what to do to make the darker sound, if they
can intuitively do it that’s great but if they
don’t know what to do technically me yell-
ing at them about having a darker sound or
sweeter sound is a pointless endeavor...
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Example 7:

...where as if I am at NY Philharmonic
and I say : “lets just make this a little sweet-
er there” everybody in that orchestra has a
deeply embedded sense of making a sweet
sound out on their instrument...

As it was discussed in the previous two
examples, the analogy of the “sweet sound”
could become counterproductive if the
conductor uses this analogy while working
with the youth orchestra. The reason why is
because most of the orchestra members in
the youth orchestra have not mastered their
technique on the instrument there fore they
do not have a clear concept of what the
“sweet sound” should sound like. In other
words, the orchestra members do not know
how to produce the “sweet sound” on their
instrument.

On the other hand, the professional
orchestra members have already developed
their musical and technical skills, there
for the same analogy of the “sweet sound”
instructed to them by the conductor, could
be very effective for the improvement of the
sound quality if it is required for the spe-
cific interpretation of the music.

In the following example, one of the
members of the professional orchestra who
just came from the rehearsal has made some
remarks about the sound quality of music
that they were rehearsing.

Example 8:

When Alan was up there today doing Don
Huan...the way he was moving his arms,
breath of these movements was getting a cer-
tain sound out of the strings which was very
warm and glowing...Mazel would be more
concise and so the sound would be clearer
and not so expansive...

By making a choice of the adequate words
or analogies while working with differ-
ent levels of the orchestra, the conductor
is displaying the individual consideration
factor in his leadership style that proves to
be effective for the music collaboration in
the act of music making. The conductor is
affected by his own choice of the approach
to the orchestra.

There are human or psychological factors
involved with dealing with the members of
the orchestra. Their collective mood, intent
and intellect all influence their musical
impression of their leader?” From this point
of view, the conductor becomes the teacher,
the leader, the psychologist and the supreme
professional among the group of profes-
sionals sharing the same musical thought
or emotion.

Another aspect of the individual consid-
eration factor relates to the “management of
trust” characteristic that was found in the
other three factors of the transformational
style as well.

In the further analysis of the significance of the indi-
vidual consideration factor and the management of trust,
I will make the comparison between the orchestra and the
chamber music ensembles. For this analysis I will rely on my
artistic experience as well as the music training in highly
recognized institution such as The Juilliard School in New
York. It is pertinent to this discussion that I received my
graduate degree in collaborative piano that provided me
with in depth understanding of ensemble playing.

In comparison with the orchestra, the component of
trust is essential for the music collaboration in the cham-
ber ensemble. In other words, the music collaboration in a
chamber ensemble, as well as in the orchestra, is based on
synchronized playing in terms of musical ideas such as the
interpretation of the piece or a particular sound quality as
well as technical issues such as the intonation, articulation,
dynamics and phrasing, which requires a certain level of
trust among the members of the group.

The individual preparation, a clear music conception and
good communication skills are the prerequisite for a success-
ful collaboration. The trust between the musicians develops
gradually through out the rehearsals, culminating during the
final performance on the stage.

From the technical aspect of the music, in order to begin
the piece together, the musicians need to look at each other.
One member of the group will always nod their head or take
the breath before the first note has been played. A similar
situation happens in the orchestra, where all the members
look at the conductor to lift a baton and start to conduct the
music. They expect the conductor to know every note in the
score and with only one movement of his hand to hold the
orchestra together, make them play correctly and understand
his notion of the music from it.?8

The following examples further discuss the importance of
trust as well as the individual consideration through out the
performance between the orchestra members and the con-
ductor.

Example 9:

The importance of trust examined from the orchestra
members point of view:

Each person in the orchestra felt that whenever Bernstein
looked at you he was looking right at you. Of course he was
looking at the whole section ...and everybody always felt
and that’s what we call “the conductor’s eye” if the conduc-
tor makes everybody feel he is looking right at them... that’s a
good thing.

Example 10:

The importance of trust examined by the conductor:

After all they will all come on their down beat, won’t they?
And if you slow the music down they will slow down with
you...but I think more then that you have contact with them ...
If someone has a difficult solo to play you catch the eye or you
don’t catch the eye it depends but they depend on you at that
moment to be there for them and sometimes it’s done through
eye contact...but forever you are there for them....

The conductor simultaneously and continuously indicates
the exact tempos, the phrasing and dynamics to orchestra
members who are occupied with the technical aspects of
their own instruments and are unable to communicate those
factors to each other through out the performance.?® The
analogy of the “conductor’s eye” clearly illustrates the rela-
tionship between the conductor and the orchestra based on
the individualized consideration factor and the “trust man-



agement” characteristic of the conductor’s transformational
leadership style. These findings align with the argument that
transformational leadership style supports the musician’s
alignment to conductor’s vision which results in positive
influence on the music performance of the orchestra.

Conclusion

Transformational leadership style in conducing could be
described as a process of change where the conductor inspires
and motivates the orchestra members to follow his musical
ideas in such a way that it becomes their shared vision of
musical interpretation through collaborative work. In order
to achieve the collaborative sense of music making, the con-
ductor must become a good listener and communicator ready
to go beyond his own musical vision, being humble towards
the composer who created the music that has been performed
and respecting the individual artistry of musicians in the
orchestra.

The power of baton does not come from the conductor’s
arm gesture or his facial expression. Musical knowledge and
technique are not enough to persuade the musicians in the
orchestra to perform well. It is important for the conduc-
tor to become a great listener, to know how to communicate
his ideas in a clear fashion, to motivate and inspire highly
trained musicians in the orchestra to go beyond their own
music expectations. While taking the orchestra through this
kind of transformational process, the conductor builds trust
and respect that would result in musician’s alignment to his
own musical vision and positive influence on the artistic
quality of the orchestra.

Interviewing both conductors and orchestra members
allowed me to observe leadership from a different perspective,
stepping away from my own music experience while being a
member of various chamber groups. By carefully observing
conductors leadership styles and their influence on people’s
lives in the orchestra as well as in the community, I was able
to assess how I could use this knowledge in order to improve
my own leadership style as a professor in the classroom or a
performer on stage.
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Casxxerak: CBeTCKa MCTpa)kiBayKa IMTepaTypa Ha MOJby CTyAuja
MUAEpPCTBA OTKPUBA BUIIE PA3AMYUTUX TE€OpHja Kao MITO CYy, Ha
npumep, bacosa, BpajmanoBsa, l'apgueposa nnn Mymboprosa koje
objallbaBajy CI0XKeHOCT mpoleca nupepcTsa. Ilojennuu ucrpa-
XKMBA4U TUAEPCTBO CMATPajy 8eudtmuHOM BOK je [pyru feduHumry
Kao npoyec. 3a morpede NCTPa>KMBAYKOT pajia U3 06MaCTy MMUAep-
CTBa, KBa/INTAaTUBHE ¥ KBAHTUTATUBHE METOJIe CE KOPUCTE Y Pas-
AUYUTUM KOHTEKCTMMA Off MalIMuX IPyIa, TePAaleyTCKUX Ipymna
[0 BEMKNUX OpraHyu3anyja. ¥ OBOM pajly, aHa/IM3a IUEPCTBaA ce
IpUMemyje y KOHTEKCTY OpraHu3amyje cuMpOHIjCKOT OpKecTpa.
AHanusa nuzepcTBa OCama ce Ha TeOpHjy TpaHCGHOPMALMOHOT
Tpolieca Ha IpYMepy AVPUTEHTa KOjii MOTMBMIIIE YIAHOBE OpPKec-
Tpa Ja MOCTUTHY BUIIE HEro LITO OY Ce TO MHaye Off IBUX OUYeKU-
Ba/I0 TOKOM MY3MYKOT M3Bohema. Ako ce nmupepcTso fedunmme
Kao npouyec, OHAA BUILE HIje Y HUTaby 0COOMHA VTN BEIITIHA KOjy
nupep mocenyje, Beh je ped o ogHOCY pasmeHe usMehy nupepa u
cnepbennka. OBakBa BpcTa AebuHunyje yuyhyje Ha unmeHnny ga
MUAEPCTBO HUje NMHEeapHO, jefHOCMEPHO Beh MHTepaKTUBHO Ifie
Nufep yTHde Ha clefOeHMKe, allil M OHM Ha mera. Y oBoM papy he
OUTK peur o MHTepaKLyju usMehy gupurenra y GyHKumju musepa
¥ YIaHOBA OpKecTpa y QYHKIUjU CrefOeHMKa.
KipyuHe peun: TpaHcHOpPMAaLIMOHY CTUIL, TUAEPCTBO, JUPUTOBAbE,
MY3MYKO U3Boheme, KBaTUTeT My3UYKOT M3Bohema

* Cama Ilerpuunh pobena je 1978. rogune y Beorpany rae je
CTeK/Ia OCHOBHO obpasoBame. IlIkonoBame je HacTaBuna y Cje-
numeHuM AMepuukuM [IpxaBama. Togune 2001. gunmomupana
je Ha O6epnun Konseppatopujymy y CjeanmeHnM AMepuuKNM
Jp>xaBaMa ca IyHOM CTUIIEHJMjOM 3a CBe YyeTupu rogute. Hakon
3aBplIeTKa cTyAuja, Cama ce Bpatuna y Cpbujy rae je paguia Ha
@QakynTeTy My3SMUKUX YMETHOCTU KAO0 YMETHUYKM CapaJHUK Ha
Ty/JauKOM OJICEKY U 3aBpIIN/IA CIIEIMjaIUuCTUYKe CTyiije KaMepHe
mysuke y knacu Onusepe Bypbesuh. Tognne 2004. npum/beHa je Ha
MarucTapcke Cyamje 13 061acTu KopeneTunmje ¥ KaMepHe My3uKe
Ha npecTI>KHOM ¢axynrery Ilynmujapp y Fbyjopky. Marucrpupana
je 2006. roguHe y xnacu npodecopa [lonatana ®engmana. Hacry-
Iaja je Kao COMMcTa 1 KaMepHy Mysudap y Cpobuju, Makenonuju,
Wranuju, I'puxoj, Pparnyckoj, Punckoj n mupom CjennmeHnx
Amepnuxux JIp)aBa y NIpecTV>KHMM KOHIIEPTHUM IBOPaHaMa Kao
wro cy: Salle Gavot y ITapusy u Alice Tully Hall y Bbyjopky. ¥ npo-
TEK/INX HEeKOJIMKO rOfiMHa OpraHu3oBaa je MehyHaponHe npojekre
y Cpbuju, I'puxoj u Cjegumennm Amepruakum JIp>kaBaMa ca Hu/beM
KyATypHe padMeHe Kao I LMperba KyIType 1 obpa3oBama. logune
2009. y opranusaunju Mysuukor nupopmarussor neatpa COKOJ
y beorpany, opp>xana je nBogHeBHM ceMMHap Ha TeMy Kako nocma-
mu npogecuonanay, y mysuuxom céemy. Mogen oBe pagoHuIie je
kopuinheH y OKBUPY ceMIHapa Ha MHTePHALMOHATHOM MY3MYKOM
dbectuBany y Kasanmabopy y Uranuju rae je Cama Bopuia pajgu-
OHMIIE Ca TaJIEHTOBAHMM MIafiIuM Mysudapuma us Esporte, Asnmje u
Cjepumennx Amepnukux JIp>xaBa. loguae 2010. Cama je ogpixana
ImpefiaBame Ha TeMy TUMCko 1U0epcrneo y yMemHocmu u cnopmy y
OKBUPY ceMUHapa aHuMaluje y cnopry Ha Pakynrery 3a Gpusnuxy
Kyntypy y Beorpany. Cama je gouent Ha @akynTeTy 3a Mefuje u
KomyHuKkanuje y beorpany.
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Caxerak: OBo je MHTerpaHa Bep3lja pasroBo-
pa koju je ypennnua VMsana Mennh Boguna ca
xommosutopoM Hdyuranom Paguhem 25. debpy-
apa 2005. roguHe y ctyaujy 11 Tpeher mporpama
Papmo beorpaga. ¥ cBojum ofgrosopuma Jlyman
Papuh (1929-2010) ocphe ce Ha ofHOC ip>KaBe
11 KOMIIO3UTOpA Y COLIMja/IMCTUYKO]j JyrociaBuju
u mopeay ra ca cutyauujom y Cpbuju maHac.
Taxobe Paguh o6jamrmasa nporpaMcku KOH-
LIeNT KOHLepTa ofipxaHor 17. mapra 1954. rogu-
He y Beorpagy xoju je 61o npekpeTHuLa y pas-
BOjy CpPIICKe My3MKe ApyTe nonosuHe 20. Beka. Y
KOHTEKCTY Tora 06jaBjbyje 1eo CBOT TEKCTa KOju
je onmcuBao MIaH 30MBamba Ha HOAUjYMY TOKOM
KOHIepTa. Y ToKy pasroBopa Paguh ce ocsphe
U Ha KPUTEPUjyMe BpeJHOBalba My3UYKOT JIera,
Te Ha II0jaM BUCOKe KY/IType a 3aTUM M Ha CUH-
KpeTusaM Ioesuje 1 My3uke, Te TIyMe U UTpe
Kao0 6GMTHMX KOMIIOHEHTH MY3MYKOT TeaTpa.
Kmbyune peun: Backo Iloma, mysuuku Tearap,
KaHTaTa, BUCOKA KyATypa, CHHKPETU3aM, CpII-
CKa CTOpMja M My3MKa, aBaHTap/a.

*VIBana Mepuh puromupana je (1999) n maru-
crpupana (2005) mysukonorujy Ha Oakynkrery
MysuuKe ymerHocTu y beorpany. [lokropupana
je (2010) Ha Martin Harris Centre for Music
and Drama YHusepsutera y MaHdecTepy y
knacu npo¢. [dejuna Xennnra. Fbena aucep-
Tainyja noceeheHa je MOMMCTUIMCTUYKUM CUM-
doumjckuM ocrBapemyMa Andpena llIHuTKea.
IToxabana je kypc 3a nmocnepuiuiomue Cmyouje
Kynmype u poda Ha AKaJeMCKOj aiTepHATVB-
HOj 06pa3oBHOj Mpexxu (2000/2001) u MajcTop-
CKM KypC U3 KOMIO3MIMje U Teopuje My3uKe
Kapnxajuma IItokxaysena y Kupreny 2004.
ropmae. Op 1999. no 2002. rogwHe pagmna je
K0 aCMCTEHT Ha KaTefIpy 3a TeOpMjCcKe MpefiMe-
te QakynaTera My3uuke yMetHocTH y beorpamy
U mpodecop TeOpujcKMX mpefMeTa y Mysudkoj
mxonu Cmanxosuh, a og 2002. go 2006. rogu-
He Kao My3U4KM ypenHuK Ha Tpehem mporpamy
Papguo Beorpana. Tokom 2006/2007 paguna je
u 3a Division of Alumni and development Yau-
Bepsurera y Manuecrepy. YaH je Royal Music
assiciation u jenaH o ypeHIKa on-line marasu-
Ha British postgraduate Musicology.

O6jasua je kury Knasupcka mysuxa Bacunu-
ja Moxparuya (Beorpan, 2004). Capabusana je y
vaconmcuma Hosu 38yx, Mysuuxku manac, My3u-
konoeuja, Pro femina, Genero, Kopayu, Orche-
stra, TkH, Csecke, Tpehu npozpam, Music and
Letters, Slavonica n np. VI3narana je pajoBe Ha
HayJHUM CKYIIOBVIMA Y 3€M/bY U IHOCTPAHCTBY.

a KoHuyepmy noceehenom Bawem cmeapanawmmasy

6uhe ussedena Oena xoja cy Hacmana moxom nede-

cemux 200UHA NPOWIOZ 8eKA: B0KANHO-UHCIPYMEH-
manuu mpunmux OICefHyTa BeAPUHA U KAHMAMA — encKo
subewe y uemupu cnuxe Rene-xyna. Ha koju Hauun osa dena,
Koja cy obenexcuna jedan mpeHymax ucmopuje cpncke my3uxe,
KoMyHuuupajy ¢ danawroum spemenom? Illma ce cée npomenu-
710 y 00HOCY HA KOHMeKcm Kada cy 0684 0end HACMAnd, a wma
je ocmano ucmo?

Tamammsy TpeHyTaK UCTOPHUje CPIICKe My3UKe je 610 mpu-
TUCHYT jaKMM MAEONOWKMUM Habojem. Vak, Tajja HacTana
Iema Cy KOMYHUI[Mpaja ca OHJALIBUM BPeMEHOM Kao U
ca maHaursuM. [IpocTo 3aTO MITO CYy 3paunIa HEKMM HeMy-
IITUM CjajeM, b67ecKana HEKOM YHYTapHbOM UCKPOM KOjy
je Temko ob6jacHuTHU. [IpoMeHe cy BenMke, anyu Mys3HUKa
ocraje ucra. IIpoMeHe ce ofHOCE Ha Pa3IM4NTa TyMadema
meHe QYHKIUje, yIory y gpymrsy utj. JKanocHo je mro
cy HecpehHe OKOTHOCTM OrpaHMYaBama CT0OOTHOT y3IeTa
MalllTe Tpajaja YNTaBUX II0O7Ia BeKa, Ia ¥ AaHac. Mysudapu
Cy y COLIMjalMCTUYKOj JyTOCIaBMjyu MOT/IN Ja Ce MOHAIIajy
3HATHO CI000AHUje, jep Cy HOHAjMarbe OMIN IOAJIOKHY Iap-
THjcKoj KoHTponu. MehyTum, npunarohasame 3anagmay-
KOj LMBWIN3ALMjM OCMIAOUTIO je cTpeM/berba Ka JaleKuM
HEeJOCTIKHUM CBeToBMMa. Iberom 61 pexao muposuma.
SamuuubeHa M 4ax usmuibeHa Kyhnua y nsehy nocrana
je MecTo 60pbe 3a mpodut. CroBeHCcKa AyuIa, ppaHIyCKu
KpOMIINP, pekollle Hamy Hagpeanuctu. Cee je 6opba 3a
uHTepec, pede npepcenunk 3opad Hruubhuh. [IpobmemaTny-
HI Cy IOKYLIaj) YKIIalakba My3UIKOT CBeTa Y MaTepyjaTHoO
TKale MofiepHe eKoHOMMje. I'py6o yTHUCKMBame HOBYaHOT
ofiMepaBama y eTepuuHy chepy YMEeTHOCTY ONACHO PYLIN
TeMeJ/be CBaKe peNnruje. YMHa pasapama cy jom ropa. Ilto
BpeMe BIIIIe OfMMYe, YMETHIYKO CTBAPATAIITBO IIPEy3UMa,
6ap Tpeba ma mpeysuma, yIOTry CIIacHOLid YOBEKOBE AYIIE.
XpuurhaHcka ToTanuTapHoO /IeBa OKTPUHA, YTEIIHA Bepa y
cpehy myxoBHOT cBeTa, 6/1a)XEHCTBO MOC/IE CMPTH, HebeCKO
[JApCTBO, OKOIITABa, MOLEPHO PeUeHO, Y OMOIIjCKI MapKCH-
3aM. I'pex, jepec, ckpeTama 11 M3HeBepaBamwba, JUCHIEHTCTBO
U CIMYHA JOTMATCKa HaMeTama laHac HUCY moxerbHa. Cae
Cy TO 3acTpalllBama Y0BeKoBe crnobosHe Bobe. XKyuHe pac-
IpaBe 0 CI060AY BObE VM IPUMaky 3aKOHA Mpobabummcra
ceflaMHaeCTOT BeKa /IO JaHaC HUCY pasMpcute Kinynko. Cko-
PO 11e0 XMBOT caM IIPOBEO Y jeKy BeMMKuX mapagokca. Cxo-
PO 11e0 XXMBOT MU je 610 IPUTUCHYT Terobama poheHum us
JbyfcKe makocTu. Tpeba ce ¢ TMM MOMUPUTH, A UITAK, Heco-
TOBOPHM JMKTAT He IPUMaM.

® Komnosuyuje Criucak u Rene-kyna y coje speme cy usasu-
gane owmpe debame mehy mMysuuKum Kpumuuapuma, 00800e-
hu Bac y yenmap nasxcwe madauiree mysutxe jasnocmu. Cru-
CaK je cMampau paouKkanHum, aéaHeapoHum 0eoM, 4 MHO2U
Cy 2a 003UBenU KAO CHANHY NPOBOKAUUJY; ¢ Opyze cmpane,
Rene-kyna je 6youna konmposepse ycned c6oe, 3a mo épeme,
NOMMNYHO HEKOHBEHUUOHATIHOZ MPeMMAHA CPHCKe Ucmopuje,
NuuieHo0z namemuxe a onem mohHoe, UPOHUHHOZ AU U nompe-
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Oymran Paguh: IIpTesx 3a HacIOBHY CTpaHy HapTUTYpe
tpuntuxa Oncednyma eedpuna (1973)

cHoe. [la nu je 6una Bawa ceéecha Hamepa 0a usasoserme mMaxo
onpeuHa MULberbA, UL ce Mo 0ecusio CHOHMAHO?

He, cBe je 6uno cionrano. Cae je 6o, kako cam Beh pekao,
crmobofaH y3yeT Mlafanadkux susnja. Kopuctum oBy npumm-
Ky Jja CKpeHeM IaXKiby Ha Majly PeBONTYLIIOHAPHY IPeKPeTHNU-
ny. To je 6uo npBu xoHuept Pagnh-Jocud 17. mapra 1954.
roguHe. C TOT KOHIlepTa ce MOHaB/ba 0Baj Cnucak 10. MapTa
caga. Bypy koja je morom Hacrana Hucam mpensubao, anu cam
MMa0 HaMepy fa KOHLEPT IPUPERNMO ¥ HEOOMIHOM CBETITY.
BykBa/HO y CcBeTNIy, 1 TO pa3HO00jHOM, flakyie 1o CKpjabyHO-
BOj MJ€jM YK/by4MBalba pasHNUX €eMeHaTa y My3UYKM TOXKU-
Bbaj. TeaTapcke mosunuje usohaua, pedreKTOPCKU CHOIIO-
BU, 60je, Urpa 3aBecama I 3a caja, 6e3 mocebHe ceHorpaduje,
MHCHUCTUPAIN CMO Ha IUCKPETHOj CUMOMO3Y MY3MKe, Ioe3uje
u pumMoBaHoOT cMKapcTBa. MosK/ia je To OIa aHTUIUIIAL-
ja moLHMjer My3MYKOT TeaTpa. Y HaMBHOM BepoBamy ja hemo
nocye npsor Mohu fja passujemo u apyry, na tpehu, yBex gpy-
rayyje IporpaMypaH KOHIIEIIT, Ca BEIMKOM Ia)KEHOM CMO IIpHU-
mpemuy u 0Baj mpsu. HapasHo, 6110 je TO caji 1 HMKaf BHIIe.
Manudecrro cygenosame Backa ITore, Muoppara ITasnosu-
ha u Mapuja Mackapennja O4uITIeffHO je I0jayaBajIo HaIly
uzejy. Cpounam cMo Ipelt3aH I/IaH pa3Boja Ha KOHIIEPTHOM
HOAMjyMY C HAMEpPOM Jia Ce LITaMIla y HeKOM JHEBHOM JINCTY
mpep caM KoHuepT. Humra o Tora. YuaypeHu Mo3roBu cy
Halll TIOKYIIIaj IPUMMIN Kao Heo301M/baH IIPUCTYI 036M/BHUM
CTBapMMa, a Hac IporIacuin 3a 6esasyeHe nygake. EBo jemHor
MIIYe3JI0T TeKCTa IMOTIMCAHOT MOjUM MMeHOM. My3uky Huje
006076HO CAMO 71eN0 UCKOMNOHOBAMU, MY3UKY mpeba 3Hamu u
YKYCHO cepeupamu, mpeba bumu ymemuux 00 Kpaja, 00 KoHAY-

HO YcHoCmaesmeroe #usoe 000upa ca nyonu-
KOM unu npupooHo, 00 npuspemeroz pas-
nasa, 0a ocmanemo onmumucmu. Mu cmo
3amo HAPOUUMO NA3UNU HA Uel0BUMOCH
u3abpanoz npozpama, Ha 1ez08y YHymapoy
Koxe3ujy u wmo cnoumanuju mok. Cxea-
MUY CMO 080 8e4e KAO CUHMEMUUKO yMem-
HU4Ko 0eno, a He kAo naxahypcky mesey
wapenuya 3a ceaxoz nomano. XKenumo jeono
U3y3emHo ocmeaperve y HUu3y HAWUX 0abux
mexcrou U dexcrou. Jlakie, Huje ceejedHo
Kojum ce pedocnedom Cyulajy okynmere Kom-
nosuuyuje, Huje céejedHo wimo Oaje 0odam-
HU UMNYJIC 36y4HUM KOMOUHAUUjama Koje
uyjeme, Huje céejedHo y KAK60j ammocepu
cedume my cada. Y okeupy pacnonomusux
MexHUUKUX U punancujckux mozyhnocmu
mpyounu cmo ce 0a mo nocmueHemo. To je
Taj TeKCT Koju Huje 06jaBben. Huje onjexHy-
710 jep Huje 6uro Hy 06jaBbeno. buo je To
FOAMHY JaHA [IOCTIe CMPTH BE/IMKOT TOCIIOAA-
pa Cosjerckor Casesa. [Ipeypameno cmo ce
ojaBun, anu He 6e3 edekra.

® Hakou nepuoda y xojem cme cmampa-
HU MOOepHUCMOM, déaHeapoucmom umo.,
npeumMeHo8aHU cme y aymopa mpaounyuoHa-
JIUCTY; Y UCMOPUJaMA CPNCKe My3uKe Hajue-
uthe cme o3HaueHu Kao Heokaacuuap umo.
Koje je Bawe muwimerve 0 06um nodenama,
y céemny npomeHa Koje cy ce oouzpane Ha
nomy ymemuuuke my3uke y HPOMEKNUX
Hekonuko Oeuenuja? lla nu cme nouemxom
nedecemux 36uma cebe 00KUBHLABANYU KAO
asameapoucmy, da au cebe daHAC cMampa-
e Heoknacuuapem?

IMomcku mcropuvap Jan Bjamoctounknu
Kaxe: TememwHu nojmosu ucmopuje ymems-
HOCMU Y Hed0B/bHO NPeUUsHU U 4ecrno
BULME3HAYHU, 4 teHe Cy Memode HecuzypHe.
Jlakne, ogpefHuile KO caM U IITa caM He
oxpebyjem ja, Hero Teopermuapu. Kmacm-
¢dukanmje, caMo pajiu aKIIer CHANTaXema,
mocTaB/bajy uctopudapu. Crpapanal He
MOJKe a Jla He OCTaBy CaMOCBOjaH, IpeIo-
3HaT/bUB pyKkonuc. To je JOBO/bHO. Y KakBy
CTUICKY TPYIALMjy criafgaM 361/ba He 3HaM.
[TosHaru cy npumepy Marnepa Koju je 6uo
exexTuK. Jlanac ce jacHo mpemnosHaje Mare-
poBa pyka u Manepos ctun. CTpaBUHCKA
— IOK caM 6MO CTyHeHT YMTao caM ja je,
Kako AHZpenc Kaxxe, HeIIOTPeOHO 3amasno
y usnet Ilepronesuja, y poKoko, Kaxke: Heno-
mpebHo. Mebhyrum, npsa ¢onkiopua dasa
Tpu 6asera, Apyra HEOK/MACUIIM3aM, Ha Kpa-
jy je mpemrao u Ha [OAeKa(OHU CUCTEM.
BapTtok - 610 je y mouerky obpahusau dor-
KJIOpHUX Menopuja. BputH - werosa JeoHo-
cmasHa cum@oruja. Y mTa TO CIaja, y mra
Crnajajy oHe fipyre Majao KOMIUIMKOBaHMje
crBapu? IIpokodjeB — Cxumcka csuma, na
Knacuuna cumponuja vinu Pomeo u Jynuja,
cajla BeoMa pasnuuuTe cTBapu. Pasen - fa
NN je eKCIPeCUOHNUCTA MU MMIIPECUOHM-
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cta? Hejacno. [lanac jegHo, cyTpa Apyro,
npekocyrpa Tpehe, xBana.

® Jla nu je y 0anawire epeme yonuime
moeyhe 2080pmu u Muciumu y Kamezopuja-
Ma cmapo-Hoeo, HanpedHo-pempozpaoHo,
PAOUKATIHO—YyMeEPEHO U CIUMHO, UL CY 06U
Kpumepujymu epedHosara y nommnyHocmu
penamueusosanu?

HapasHo 1a je moryhe roBoputut u Muciu-
TH, a/I1 TO 32 YIeYaT/bUBY eMaHALIMjy BEIN-
KOT Jlefla He 3HauM Humta. [la mu cy Yemu-
pu uzpe 3a opkecrap Cepreja Paxmamunosa
HOBa MPTBa My3MKa, 3aTO IITO Cy TPajyIIO-
HaJHO o60jeHe? [la 1 je HeKa eKCTpaBaraHT-
Ha samucao ITona Kejia >xnBa mysuka 3ato
LITO IIPE/ICTaB/ba pafiKa/iaH 3axsat? Hu jen-
HO HM ApyTo. V jefHO 1 Opyro HOCK BpefHO-
CTV TIOPEK/IOM 13 HEyXBaT/bMBOT MMITy/ICa
cTBapanayke gyue. Kpurepujymn BpegHOBa-
1a Cy y TIOTIIYHOCTY peaTMBU30BaHM, KAKO
Bu kaxere.

® Maoda je mux, udeonouwku 060jeHux,
nedecemux u we3decemux eoduna 20. sexa
Ha caspemery YMemHOCm 2nedaHo ca noodo-
3pervem, OHA ce bapem HANA3UNA NPed OUU-
Ma jasHocmu; 0ena MAAOUX KOMHO3UMOPA
Cy Moena 0a ycmanacajy jasHo mrerve, 0a
aHeaNcyjy naxcry meouja, cmpyuroaxa u
nybnuxe. Jlanac Maaou KomMno3umopu usna-
3e ca Qaxkynmema my3uuke yMemHoCMmuU
a 0a Hemajy Hukakey mozyhnocm da npeo-
cmase c80j paod, HUMU 0d jasHocm cazna 3a
wux. Takohe, uumase eenepayuje cmeapana-
ua mnahe u cmapuje cpedwe zeHepayuje cy
ymemuuuku 3ahymane. Kaxo 6ucme xomen-
mapucanu o8y cumyauujy? Koju cy cee pas-
703U 008enu 00 moza?

Ia, mBameceTak ropguHa mocne JJpyror
CBETCKOT paTa KOJ Hac je Ha CaBpeMeHY
YMETHOCT IJIeflaHoO ca mopo3pemeM. Meby-
TUM, 611710 je Moryhe 3aTanmacaTit jaBHO Mibe-
b€ jep je OMIITY KYyPC 610 OKPEHYT 3amagy.
Makap u genumunano. Huje 6umo mako 6utn
TBPAOI/IAB U 3a00M/Ia3UTH CBe KOMIIPOMU-
ce. 3aro cy ce u MeHu pabhasne kommosuiuje
yMepeHujer ToHa. A/ ITOTaKo, Kopa ce Kpa-
BuIa. 3a BpeMe cTyAuja EHpuko u ja cmo
CTaTHO OM/IN IIOZ 3yOOM CKOjeBCKe KPUTH-
Ke, Kajia CMO IPMKa3MBaIu rpaMopOHCKe
7104e [103ajM/beHe U3 aMepuyKe YUTao-
HIIIE, leKafileHTHOT Knacuuucty CTpaBuH-
CKOT, MUHOpHOT obpahmBaua donkmopa
BapToka, xatonuuku ogyranor Mecujana
U MHOTe GpaHIIyCKe U3PYI/bUBade CBETINX
peBONyLMOHApHUX Hadena. Tako je OHfa
I7IeflaHO Ha Ty BPCTy My3suke. Kaga cmo Ha
jaBHMM YacoBuMa My3udKe akafieMuje Ipy-
KasuBa/lu CBOje jepeTUdKe MOTee M MOp-
OUHY MY3UKY, YBeK MCTa IpyIla 3acUIIaa
HAC je MApKCUCTUIKUM TIOyKaMa, a Ipef-
wauno je Anexcangap O6panosuh xoju je

MOpao MMaTu ocnenwy ped. Kaxkere na ;anac Maagu KoMIo-
3UTOPY HeMajy HMKaKBy MOTYhHOCT Jja IpefcTaBe CBOj paj,
HITH Jla jaBHOCT ca3Ha 3a mux. IIponop je yBek 6mo MmydaH,
a IpU/IMKe U3ITIefla IIOCTajy CBe MpIIaBuje.

® V ko0joj mepu npamume Hajacaspemeriije CPrNcKo u céem-
CKO KoMno3umopcko cmeapanawmeo? Jla nu cmampame oa
Cy HawY cmeapaoyu 0anac y 60moj unu nowujoj cumyanyuju
WMo ce muve NIACMAaHA WwUX0802 PA0A Y UHOCHPAHCMBY He20
npe 0sadecem, mpudecem, nedecem 200uHa?

CrBapaoiyu cy yBex y nomoj curyanuju. Camo msyseru
uMajy cpehe, ma u To camo y3 nmomoh pekmame mmu MohHux
samrtutHUKa. [TofceTnmo ce 3a TpeHyrak PonmaHoBor JKana
Kpucmodga. Le Grand Journal, nomro je foHeo becMucieHe
npude o 6eny Kpucmodga Kora je mpukasao Kao >XKpTBY HeMad-
KOT JeCIIOTI3Ma, allOCTOMa CI060/e KOji je 610 mpUCH/beH
ma 6exn n3 rapcke Hemauke u ma ce ckmonn y ®OpaHITyckoj,
YTOUMIITY CTOOOHMX AyIia, HPEIIao je Ha CTPaXOBUTHU XBajIo-
CIIeB HETOBY TeHMjy O KOMe HYje HuINTa 3Hao. Minbopmanu-
je Cy 1mocTajajie CBe JIelllle WTO Cy Ce Ja/be Wupuie. ¥ crpa-
HIM Cy HOBMHaMa Oute 3aunmeHe 6ecmucnniama. Ilomro
cy dpaHIycKe HOBMHe Ipunosefaie aa je Kpucmodg y 6epu
TPAaHCIIOHOBAO MYSUKY 3a TUTapy, fo3Hao je Kpucmog us
eHIJIECKVX HOBJHA JIa je CBMPAO TUTApy Kao MeBady 0 JBOPU-
mrma. Huje oH unTao camo xBajnocmese, ganeko off Tora. o
cazia je Kpucmog 6uo mruhenux Le Grand Journala, na fa ra
OfIMax Jpyre HOBUHe cTaHy HamagaTu. Kpucmod je 610 usmo-
PeH TUM 3aKy/IMCHUM OroBapamuMa. AJM 3a [Be Hefle/be CBe
je 6uno roroBo. HoBuHe Buie Hucy mucane o mwemy. Camo,
6uo je mosHat. Kajja ce usrosapano meroso mume, cBako 6u
pexao: He ayrop KaHTate JJasud, Hero, ax [ia, 4oBek Le Grand
Journala. Take, pexnaMa mpe cBera.

® JeoHa 00 xoHcmanmu Bawee onyca jecme unmepecosa-
rbe 3a pasHOBPCHe BOKATHO-UHCpPYMeHmarnte dopme — nuca-
nu cme baneme, onepe, KAHmMame, opamopujyme, kao u Oena
Hacmana npoxumarvem pasnuuumux sanposa. Illlma Bac je
MaKo Heo0ObUE0 NPUBTIAYUNO MYSUUKOM Meampy, y Hajuiu-
pem cmucny peuu?

Moj foMMHaHTaH >XaHp Cy KaHTaTe. Y OIlepy caM YIIao ca
IIpacTapoM HaJIoM y 3ajeJHUIITBO CBUX I'PaHa YMETHOCTIU.
CHuHKpeTN3aM Ioe3uje U My3uKe, I/TyMe U UIpe, HeoCTBapu-
BOCT 360T MHOTO, MHOTO pasjora. CieHa 6e3 nybnuke He
MoOXe, a my6muKa Bomy GenKaHTo. AKO Ce M3Befje aBaHTap-
OMCTMYKA HeKa 6eCHa ITINCTA, cala je mpasHa. [lyunHu — He
MO>KeMO I'a BMIIIe C/IefuTH, a ITta oHza? HepasHo je Vcnpo-
pa YKebepan Hauuta HeKy cpehHy BapujaHTy fa 3aZ0BOBU U
BUCOKe CTpy4ibake M LIMPOKy mybnuky. [laj 60>xe fa ce Moja
usryt/beHa Haga oret rnojasyu. Ouim, a JOLHMje TeTeBU3NjCKI
Menyj, IpefcTaB/bajy MohHa cpencrBa 3a 6yayhHocT. VHave,
ox 6usier aupexkropa Onepe HapopHor nosopumira [lejana
Casnuha cam f06mo oBakas oxrosop: Céu mucze 0a je Ho8ay,
ynoxcen y domahy onepy 6auen Hosay,. Jomaha moca.

® Cse komnosuyuje xoje hemo mohu da uyjemo 10. mapma
Hacmarne cy Ha cmuxoee Backa Ilone. Illma je mo wimo eac je
npusnauuno y cmeapanawmsy Ilone, Muoopaea Ilasnosuha,
Bope Rocuha u Opysux necHuxa uujum cme ce 0enuma 4ecrmo
obpahanu? Jla nu 6ucme u 0anac noceenu 3a Huxo8um denuma
unu cy Bam cada nexu opyeu aymopu 6nuckuju?

Y MoM mpoliecy pajia yBeK IpBO HaulIasy YUCT MY3UU-
KM ITOACTUIIAj, fakJle 3 TOHCKOT MaTepujana ce paba upeja



fiena, My3U4YKa TeMaTMKa TPaXkKyl ped, a HUKAKO 0OpHYTO.
Beh cBecTan o6nmka u cagpxaja 6yayhe kommnosuiuje okpe-
Tao caM ce nureparypyu. HakHagHO caM Tpa>kmo OHO LITO
6u ce MOITIO OK/IOMUTH ca Beh MsHMKIMM HaMepaMa 1 Beh
[eMVMUYHO YOOMUYeHNM MY3UYKUM MUCTNMA, MOTUBUMA.
Y oBoM cry4ajy unHMIO MI ce fia he mHOrO momohu pogo-
py6uBu ctuxosy Backa ITome. UnHMIO MM ce fia je LIUKITYC
Tene-Kyna Kao MOCce6HO MICAaH 3a MOjy 3aMUII/bEHY KaHTa-
Ty. Hucam ce npesapuo. Yernupu mecme moMeHyTOr LIUKITY-
ca 6ue cy deTupyu roToBa cTy0a jefHe LUKINYIHE MY3UUKe
¢dopme. HoBoHacTanmy KaHTaTy caM y HOJHAC/IOBY OKapaKTe-
p1Cao Kao encko suberve y wemupu nesarod jep Canpxu eine-
MeHTe U cuMQOHMje U IToeMe ¥ KaHTaTe. VI3 oBUX IoKymIaja
Jla MICKa>KeM CBOje JKeJbe IIPM/IMKOM Pajia Ha OBOM ey MOXKe
ce HaCITyTUTH Jia je MOja OCHOBHa Mjieja 611/1a MOHYMEeHTaTHa
eIICKa BM3Mja jefHOT CTpaBUYHOT forahaja u3s Hame mpormo-
CTM KOju je IOCTao cuMO0I MOHOBHOT pabama cmobope cpu-
CKOT Hapofa. YKparko, pekao 61X, TO je eKCTaTUIHU KPUK
no6yHe IPOTUB TMUHE POIICTBA.

® Bu cme ce makohe 6asunu KrouimesHUM pacom wmo je
Mmoxoa marwe nosHamo. Hedasro cme usdanu 36upxy ceojux
panux necama Kao u anmosno2ujy cmuxosa ¥ ceHum Xepmeca.
Ja nu cme uxada nokywanu 0a nosesxeme c60j KOMHO3UMOP-
CKU U TUMepapHy pao uau cy OHU ONcManu kao 06a pasiuHu-
ma nona Bawe cmeapanayuke 1u4HOCHU?

OHu ocTajy Kao ABa pasnu4nTa 1nona. 360pHIUK caM cacTa-
BJO TIO7] Ha3MBOM BEKOBHUX MamTapuja Y cenyu Xepmeca,
TaKJe, y Tpapuuumju 6ora XepMmeca joll erMIIaTCKOL, IIa OHJA
Xepmeca Tpucmarnctoca. Jep ja xaxem: IIpouumajme xasu-
8arba OUBHUX yuumemwa byockoz poda. Mcmopuja euuie Huje
yuumenuya jxusoma, oxusume je. Y mpoTMBHOM, UCKYCTBO
Hehe Bpemeru Humta. BusHuc, ycnex. Ila 3abora, mapyje
memokparuja. Hema cno6ode 3a Henpujamerma cno6ode, pexao
je Pobecmjep. Hema Oemokpamuje 3a Henpujamena demokpa-
muje — Tuto. Aytoputer je o6esbehen camo Ilenrarony u
JIOKaTHYM IOMMIMjCKMM cryx6ama. He nossonute ga ce a-
HeTa 3eM/ba pacKyBa y aMepudkoM melting pot-y. Tpakeme
HajOo/ber pelllerba y3 IPUBPXKEHOCT I/IaHY U3BOA/BUBOCTH
3a ynasak y EBpomny, ppase y momenyru nakao. CrpaBUHCKY
je 3a TaKBY IIPMUIMKY HAIIA0 1 MPENIOKIO apUCTOKPATCKY
opnbpany. Ja oceham oTpeby My3uke 13 XUTHjeHCKO-MOpaI-
HMX pa3Jiora 300T 3[jpaB/ba CBOT yXa, T€ je CMaTpaM CHaroM
KOja OIlpaB/aBa IOCTaHAK CTBAPY, N3PaXKaBa BIXOBY XapMO-
HHjy, cCauubaBa cBeT. Tako caM ja 1 OBy aHTOJIOTUjY Y TOM
CMUCITY HAaIlpaBMO Ja Ce YOBEK MajIo 0C/I000/M OBe MyUHITHE
KOja Hac OKpYXyje.

® Bawia HajHOBUjA KOMNO3UUU]A 008pUIEHA NPOULTe 200UHE
NOHOB0 je 60KAHO-UHCMPYMEHMANHO 0e/0 — My3U4Ka 0pama
y cedam cnuka JynujaH oTHagHUK. Peyume Ham Heuimo o 060j
Komnosuyuju!

Jynujan omnaonux mo pomany Mepemkosckor. Kao u 3a
OHe paHuje, mMOpeTo caM mpunpemMno caM. Vima Heder akTy-
eJIHOT y ycroHy u 6psom mapy Hehaka napa KoncraHmuja.
Poben xao xpumhanun, Bpaha MuTpansam u npomaga mop
HOBMM HaJIeTOM HOBe Bepe. Ped je o Hacwby. Hacuibe HuKkap,
He OCTaBjba Jiene ycrnoMeHe. CBaKy 3aTBOPEHM UEOIOIIKN
CHCTeM MOpa 6UTY U3/TOXKeH KPUTHIIY, T1a ¥ XpuirhaHcKa Jor-
Matuka. Moxpa crynuje Enen Ilenrejs, rHoctiuka jesanbe-
/ba He O[IrOBapajy HalllOj JJaHAIUK0j TBO3MLEHO] JIOTULIM, AJIN
y CBaKOM CITy4ajy fienyjy IpujaTHO U y36yamuBo. Yemy myza
3602 Hemozeyhee, muTa Jynujax, u ja ¢ BUM. OCTaBUMO NaTHY

gpyruma. OTIpunmke, To je CymITHHA Te
orepe.

® Jlsadecemax Bawiux komMnosuyuja Huka-
0a Huje ussedeHo, a Hu éenuka eehuna cpn-
CKUx cmeapanaua Huje 6una 6omwe cpehe.
3anpaso, y Hawoj cpedunu 20moso oa je
npaeuno 3anocmasmparwe oomahe mysuuxe
npodyxyuje. la nu cmampame 0a je danac,
Kada HUBUMO OKPYIHEHU HAMEMHYMUM,
bombacmuunum Kuuom, mozyhe uzbopumu
ce 3a NAACMAH CPHCKO2 YMEMHUUKO2 MY3UY-
koe cmeapanawmea? a nu je 3a oeaxey
Hebpuzy 0 HAWLOj KYImypu 002060paH Hemap
enadajyhux cmpykmypa, Hedocmamax Ho8-
Ua, 6ULe200UUIbA NOTUMUYKA US0NAUUJA
U MOHOA cBe O 3ajedHO0?

Moxpa Tpeba fia ce crracaBaMo CIafyiba-
BOM KPM/IAaTULIOM HauBuyHe JlygBura BaH
Berosena: He npusnajem opyeu 3nax Hao-
mohnocmu ocum dob6pome. O 1woseue nomo-
3u ce cam! Jlemo 3ByUM, anu TELIKO OCTBAp-
muBo. Bobe cy oxysex maBame myrokase
Iy4KOj aMOp(dHOj TOMUIN U TO Basbfja IO
Io6pOBO/BHOj OCHOBU. JlaHAac Cy MpUINKe
npyraunje. O6UYHO ce Kake, CTBapaoly,
mpeTmnocraskaM Bobe, KpeaTopy, AaKxie,
OHM KOjU C/IMKajy, NIy pOMaHe, KOMIIOHY-
jy cumdonnje, TakBM KpeaTopu ce FyOOKo
PasNuKyjy Off MOGHMX KpeaTopa, KpeaTropa
cBernie 6ynyhHOCTH, KpeaTopa HOII My3MKe
WM [aneko O6uio, HapogmwadKke KadaHCKe
armMocdepe. Vnak, Ty pasamuKy MHOTH, MOTY
pehu y6enprBa BehnHa, yomiuTe He cxBaTta-
jy» KaXXy fa Huje BakaH XaHp, Hero mpecyby-
je no6po nnm moure. Objaimera Mano Bpe-
ne. ITa kapia je Beh Tako, Heka cBako Bepyje y
OHO 1ITO MY TIpKja. IToTpomrauka nusmmsa-
Luja cBe 6piKe pacTade eUTUCTUYKY YMeT-
HOCT. 3aTO ja yMOPHO MMCIUM fa Tpeba
JIMHUjOM Mamber OTIOpa IyCTUTHU YUTAOLA,
I7eflaolia, CIyIIaola, a ce caM CHajlasy u
M3MallTa ceby IPUPOSHY BU3Njy IIpeMeTa
CBOje MmaXkibe. EKCriepuMeHTH Cy moKasann
[la aKO CpefcTBa rpafiibe ZOOPO MUPUILY
KOH3YMEHTY, OH KYIIyje U K/bacTe TBOPEBU-
He 1 OOpHYTO, apTUCTUYKA UTPapuja yBeK
MoXe a 3aMaxe bely campkaja. Vicromu-
TN Cy ce KPUTEPUjyMM BUCOKe KY/IType, Ha
3TapUIITy Ha/lasMMO CaMo IaTpJbKe BeNluKe
TpaguLuje.

® Bawi docadauirbys KOMNO3UMOPCKU pao
epynucan je y 31 onyc. Hauun na xoju cme
o6jedununy 6awia 0ena y onyce npunau4Ho je
3aHUMBUB, jep ce Hajuewthe Hucme Opucanu
XpoHOnOWKO2 pedocneda, a u Hekum Oenu-
Mma cme npomenunu 6poj onyca. Ha npu-
mep, eso, mpunmux OICefHyTa BeApUHA je
Hocuo o3Haky onyc 14, a cada je mo onyc 26.
Ha xoju nauun cme usepuiuny knacugduxa-
yujy ceojux dena y onyce? Illma je mo wimo
noeesyje Hexad XpoHOMOWKY YoameHa dend
¥ jedHy yenuny?
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Behe 6pojke yrnmaBHOM 03Ha4aBajy 6uTHe
CTUJICKe KapaKTepPUCTUKe ¥ IeCUMMUCTIYaH
TOH, a Maibe M3JIeTe y OKONMHY, Ca BUIIe
BeppuHe. IlomTo cTBapanan uMMa Ipasa
7la JOTepyje U CBOj OIIYC JIOK je XKIB, ja caM
Memhao yrao ITIefjlalba KaKo MU ce To cBuba-
no. To cam Hayumo of mecHuka Jlymana
Maruha. OH kaxe: Hexkada cy ymemnuyu
nospemeHo NOPOOUNU NOHEKO pemek-0esio,
a cada cmeapajy jedurcmeeno 0eno, faKie
HeKM LJeJIOKYTIHM OIYC.

® Jla iu nocmoju Hexu 3ajeOHU4KU UMeHU-
men 3a céa Bawa Oena, nowmo cy ona na
npeu noened, seoma xemepozena? Illma 6u
cme 00pedunu kao mpajry cpix Bawee ymem-
HUYKOZ UCKA3A U Y KOjoj Mepu cme je MoOu-
Puxosanu moxKom 06UX HeKOUKO OeyeHuja
cmeapanaqxoe pada?

Jako je Temiko opfpenutu, geduHMUCATH
xeTeporeHo u xomoreHo. OcHOBHU 6u1o0-
JIOIKM 3aKOH je pasHOBpcHOCT. To cam
[O3HAO Off HayYHNUKa 6uosnora. YHudpopm-
HOCT BOJIM €HTPONMjU, HUIUTABUIY. Moj
aparu npodecop Ilerap Bunrynan je
pekao: Ibezosa mysuxa je pasHocmpana
u pasnocmpyna. E xBana my. Hatepan Ha
CBOj 3ajefHMYKM MMEHNTe/b Mory pehm:
nmpcka, fyboko ocehajua Hut, 63 0631pa
Ha CTUJICKO OIIPeJieberbe, XapMOHCKH je3MK
VIV CIMTYHE KaTeTopuje, OC/IOHAL] Ha HapOJi-
HU U[MOM y3 usberaBarme MOTIUBCKe paspa-
fie IO HEMAayKOM y30pY, a Y3 IIpU3MBame
MCTOYHAYKOT CTOOOTHOT Tpajaba. Hapas-
HO, 4ecTo je npucyTHa CTpaBMHCKOBA acu-
MeTpMUYHa IyJcalyja.

® Bpamumo ce cada u denuma xoja he
6umu uszeedena Ha KoHyepmy 10. mapma.
Ja nu ux danac cmampame ceojum HAj3HA-
uajuujum komnosuyujama? 3a xoja 6ucme
ce ceoja dena Bu onpedenunu xada Oucme
camu epuuny 00abup Hymepa 3a jyounapHu
KoHuepm?

Ja. Bupam ux y yxu usbop u y3 wux
nopajeM Ycnpaswy 3emmy, Byuujy co, Ilem
CUMPOHUjcKUX cruKa, cajia HasBaHux Eme-
puuHa cumpoHuja u 0be IoCIebe olepe.

® [Oe je cyod epemena 6uo npasedan a 20e
Henpasedan npema 6auLUM KOMNO3UUUjA-
ma? Jla nu je Hekum denuma npudam npese-
JIUK 3HAYA] HA yumpO Opy2ux, umu ce peyen-
yuja Bawez cmeapanawmea omnpunuxe
nodydapa c 8auioM cONCMEeHOM NPOUEHOM?

E, Ha oBo nmuTame Tpeba ga ogrosopu Tpe-
hu nporpam Pagno-reneBusuje beorpap, y
npBoM peny ypesHune Mupa JJaneope u
ViBana Tpumnh.

® Xpasa BaMm ImyHO Ha pasroBopy.
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Summary:

This is the integral version of the interview with the Serbian composer
Dusan Radi¢ (1929-2010) conducted by the Music Editor Ivana Medi¢ on
25 February 2005 at Studio 11 of Radio Belgrade 3. Radi¢ addressed the is-
sue of the relationship between the state and the composer in the Socialist
Federal Republic of Yugoslavia and compared it to the situation in Serbia
after 2000. Radi¢ revealed the idea behind the programme of the concert
held on 17 March 1954 in Belgrade, which is now considered a turning
point in Serbian music after 1950. Moreover, the composer provided a
part of his text that had been used to describe the events taking place on
the stage during that concert. In the interview, Radi¢ also discussed the
criteria of evaluation of art works, the notion of “high art”, as well as the
syncretism of poetry and music, dance and play, as key components of
musical theatre.
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Caxetax: IIparehu ,, HecBaKUgaIIHy )XIBOTHA
nyt“ Kowosuhese onepe Koutmana op Tpoctpy-
Ke jyrocnoBeHcKe nmpemujepe 1931. ropmne
(3arpe6, Beorpap, /by6/paHa) 0 MOCIERbET
uspobema, 1960. y Bapurasu, ayropka ce moje-
MUYKM OCBphe Ha KpUTMUKe HAINCE TIOBOLOM
THUX M3BODema Kao 1 Ha HaCTaHaK TPUjy Bep3uja
osor Kowosuhesor gena. ITpu ToM je akieHaT
CTaB/beH Ha IpoydyaBame cycpera Komosnha ca
u3BohauyMa Kao 1 ca TMYHOCTUMA KOje Cy yTH-
Ijajle Ha HaCTaHAK caMe OIlepe 1 OONMMKOBambe
MojeiMHNX JIMKOBA Y 10j. To je 0BOj Hay4HO]
CTYAVjM a0 3aHUMJBbMBY COIVIOIONIKY AVMEH-
31jy WITO YIOTIIYIbyjy M MCKa3M JaTu y AHeK-
cuma 6p. 1 u 6p. 2 Ha cTp. 20 u 21. Kowmanu
MOTY aHac fla C€ JMBE CTPY4baly U3 HOTA, U
Ia Huje moBpeMeHO uaBoheHor Cumgpornujckoe
mpunmuxona, koju je Kowosuh cmoxno us3
MHTePIyAUja U 6aTeTCKUX CIieHa CBOje OIlepe,
MIIafie My3MKajIHe TeHepauuje y Cpbuju He 61
HI 3HAJIE 33 EHO IOCTOjambe.

Kmyune peun: bopa Crankosuh, ITetap Komo-
Buh, Kowmana-gpama, Kowmana-omnepa, dpon-
K710p, ponKIopM3aM, HapoffHa ITecMa.

* Hapesxma MocycoBa, My3UKOJIOT 1 KOMITO3M-
TOp, HAYYHM CaBEeTHUK My3MKOIOMIKOT MHCTH-
tyra CAHY (capapnuk ox 1959. 1o neH3noHM-
cama 1994) un xoHopapHu npodecop Dakynre-
Ta My3uuKe yMeTHOCTHU y beorpany, y Onceky
3a My3MKOJIOIHUjy, 3a mpeaMeT OmiuTa ucTopuja
MysuKe, of 1977. no 1993. rogune. XoHOpapHU
npodecop PakynaTera fpaMcKe YMETHOCTH Y
Beorpapy 3a mpegMer AHannsa 6aneTcke Mysu-
Ke, IIKo7IcKe 1982/83. rogune. 3appmmta Oncex
3a KOMIIO3MIIMjy Ha 6eorpanckoj My3nukoj aka-
memuju. JJucepTaipyjy U3 My3uKooruje ogopa-
HUIa Ha yHuBep3urery y Jby6paHu. AyTop
KaMepHe MyslKe, MoHorpaduje o Ilerpy Komo-
Buhy 1 6pOjHIX pafioBa U3 UCTOpHje I aHaIN3e
MYy3UKe, CPIICKe ¥ APYTYX CIOBEHCKMX Hapofa,
Y4YecHUK JoMahyX M CTpaHMX HayYHUX KOH(e-
peHLuja, capagHMK JoMahMX M MHOCTpaHMUX
Yyacomyca ¥ My3UYKMX eHIUKIonenuja. Yman
Yopyxema xomnosutopa Cpbuje, Cprckor
MY3MKOJIOLIKOT APYIITBa, MehyHapomHux fpy-
mTaBa ,,/leour Janauek u ,,®eppunany [oHser™
(IIlBajmapcka), JpymTBa 3a mpoyyaBame Urpe
(Society of Dance History Scholars, USA), kao
u ynaH Mehynapoguor Casera 3a urpy CID-
UNESCO (ITapus-Aruna).

caM JeleHMja Hac Jlenu Of IpBe II0jaBe OIepe

Kowmana. Ilpemujepa je 6una y 3arpeby 16. anpuna

1931. rogune. Y6p3o cnegu 6eorpancka mocraska 27.
Maja, 3aTuM npemujepa y Jbybpanu 7. HoBeMOpa 1CTe TORU-
He. Pelak ciy4aj He caMo 3a OIepCKy ClieHy y JyrocnaBuju
Ja ce jeHO MY3MYKO-CI[€HCKO JIe/IO TI0jaBy MICTOBPEMEHO
Ha BuIIe MecTa. Moxe ce pehu u 360r Tora fia je omepcka
Kowimana umana HecBaKMJALIBA ,KUBOTHU IIyT, KOjU Ce
3aBpino 1960. rogyuHe roctyjyhoM mpencraBoM 6eorpajcke
Omnepe y Bapmasnu. IIpema ToMme, jour jegan jyournej, Hera-
TuBHM, 50 rognHa Kako onepa Kowimana He IOCTOjU HA Clie-
H11. VI oBOoM npunvkom notephyjeMo fa je mcTopuja cprcke
MY3HUKe, UCTOpMja HeUsBeAeHUX 1K HensBoheHux mema. To
je cymOmHa KOMIIO3MI[Mja MySHMYKIX CTBapajalia CBUX reHe-
pauuja, MehypaTHUX U IIOCTepaTHUX, HA HALIMM IPOCTOPHU-
Ma. Haxkanmoct, Hu y HOBOM MUJIEHUjyMY ce CUTyaljija Huje
U3MEHMIA.

Haxo je msocranay nmosopumry, seh Tommnko roguna, Komo-
Buhesa Kowimana Huje IpecTana fja MHTepecyje TeopeTuda-
pe U My3UKOJIOTe pasHuX reHepanuja. O 1oj je 610 peun u
Ha cTpanunama Tanaca npe gocra Bpemena.! Y cBakom cry-
Jajy je Komosuhesa omnepa, a n Crankosnhesa gpama, TemMa
0 K0joj ce jour MHOro Moxxe pehu u fanac.

Kapa ce onepa Kowmana nojasuna y Jyrocnasuju, fpama
Kowmana je xuBena Ha cprnckuM ciieHama Beh 30 roguHa.
Ioropuo ce fa cy u Kowmana onepa u ieH BepOanHu mpo-
TOTUI MManu Ha cuenyu HapogHor nosopumra y beorpagy
napasie/IHy ersucTeHIjy, TOKOM JIeBeT Ce30Ha, O alpui-
cKor parta. [lemapaso ce MOHEKaJ, [ja Cy Ce HUXOBE MPefiCTa-
Be IpOXKMMaje, MOIITO Cy IIOBPEMEHO OIepCKe IeBaunIie
HaCTyIaje y ApaMu, aau Huje 6MmIo IpuanKa fa IIyMuIe
nepauulie nesajy y onepu Kowmana: cnapaa Komrana us
mpame, [Ipara Criacuh, 6mna je omepcka 3Be3fja Ha IIOYETKY
er3UCTUparba CKPOMHOT OIIePCKOT aHcaMb/1a y Georpackom
(KpameBckoM) HapogHOM IO30pUIITY, aIy HMje HACTYIIMIIA
y Komosuhesoj onepu.

Kowmana nMa 3BaHuYHO fiBe Bepsuje: u3 1931. u us
1940. roguue. Y cTBapy uX je Tpu: IpBa je KOMIIOHOBaHa
1916-1928, mpyra 1932-1935 u tpeha 1935-1939. Kowosnh
je moyeo fa paju Ha onepu 3a BpeMe IIpBor cBeTcKor para.
ITponehe 1916. ronuHe je BpeMe Kafja MHTEH3MBHO MUCIY HA
Kowmany u o Tome pasrosapa ca Majom CTponyu npuamukom
cycpera y 3arpe6y. [Tokasyje joj mecMe Koje je geceT rogmHa
mpe Tora o6jaBuo y Hosom Canmy. Mama 36mpka HOCM HacIoB
M3 nawux kpajesa, cs. 1 (u3. Ormanosuha, Hosu Cagn, 1906.)
U CafipKu TIeT 1ecaMa 3a raac u knasup. Off BUX YeTUpu cy
HapopHe mecMe Koje je o cehawy Kowosuh 1905. roguse,
TaJia jolI CTy[IeHT KOH3epBaTopujyma y Ilpary, mucnmupucan
JemKkuM 361Mpkama, CTaBuo Ha xaprtujy: Hlxpunu hepam,
Bemap 0ywe, Kynu mu 6a6o eonose u Aman hesojxo. Ileta
necma I1o0 nexyepu je weropa CONCTBeHA TBOPEBMHA IITO
3Ha4YM Jja Cy KOMIIO3UTOPOBM U TEKCT M MeNOAMja, KaKo ce
OHJIa TOBOPUIIO, TlecMa Y ,HapogHoM #yxy". Hbom je Komwo-
BN OYEBMIHO XKemleo Jja MMUTUPA TUII 60CaHCKe CeBIaNTNH-
Ke, KOjoj ce TpeHYTHO IOoCBeTHo, mHcnupuinyhu ce genuma
Ocmana Huknha.



Cnuka 6p. 1 - Bykocasa Kanumanunh,
yHyka Mutka Crajuha

Cse je 3armoderno mysukom 3a huxuhesy 3namujy, 3a komap
C meBameM (COma 1 Xop), y3 IpaTiy TaMOypaIIKor OPKecTpa,
kojy je Kowosuh papguo o ognacka Ha crynuje y Ilpar 1904.
rogure. Ocman Buknuh, ayrop 36mpke Awuxnuje (06jaBme-
He y Mocrapy 1903.) u spama n3 60CaHCKOT XUBOTa, 6110
je y Bpeme usBobhema merose 3namiuije, akTyenHe y Ce30HN
1903/1904. u xacHuje, Bp/IO oNyaapaH, He caMo y bocun. Ha
cyrecrujy Bpanucnasa Hymmnha koju je ¢ mouerka 20. Beka
menosao y Hosom Capy, Te HamepaBao #a IOCTaBU HuKU-
hes xomag, Iletap Kowosnh nuute Mmysuky 3a 3namujy, kojy
he norom 3a nsBecHo Bpeme 3abopasutu. Huxkuheso fgeno
je, mehyTuM, mocrano moHoBO NpucyTHO Kaga ce Komosuh
cacrao ca Majom Crpouu. Iop yrunajem huknhese py6as-
He noesnje je 1 Hactao Cabax, KOMIIOHOBaH 3a Majy Crpouu
1 ca Majom Crpoun 1916. rogune.?

CacsuM je moryhe na je Buknhes omyc HHAUPEKTHO yTU-
nao na ce Kowosnh npuxsaru ,opujeHTanse” Teme Kaksa je
6una Crankosuhasa Kowmana. ,Opujent” je 6uo Beh gocra
3aCTYIUbEH y HeNMMa CPIICKUX IeCHMUKA M IIPO3aNCTa, Te je
M MY3MYKM [T0CTOjao y Komnosurjama Komosuhesux mper-
XOIHMKA U CaBpeMeHMKa.

Kmpyune 1916. rogune, y pasrosopy ca Majom Crpouu,
criomuibe ce y Be3u ca Kowmarom n ,,noBa Kapmen“.? TIpsu
je oBakBo nmopebeme usycruo [Iparomup Jankosuh, gpama-
typr KpameBckor HapopiHOT nmosopumTa y beorpany, xoju
je 6uo onymesspeH cuennyHomhy CrankoBnheBux npurmo-

BeflaKa, Ha IPBOM MeCTy OHOM IpUYOM
Koja ce 3oBe Haws Boxuh. Ty je cnomeny-
Ta IIMraHcKa nepaynna Para, MTO je MOA-
cTakmo JankoBuha ma kaxe nucny: Hanu-
wiume oomax jeony opamy. Ta 08o je nawa
Kapmen.* Tako je nacrana Crankosnhesa
Kowmana, mosopuirHa urpa y 4etupnu
4)Ha, KaCHUje Ha3BaHa Of ayTopa KoMao
u3 spawckoz susoma c necmama. Tpehu
41MH ApaMe 61O je MOfe/beH Ha [Be CIIMKe.
ITpoToTHI 3a IPOTATOHUCTKUIY (a Bepo-
BaTHO 1 3a PaTy U3 npumnoseTKe) 6una je
caBpeMeHMIla Mmafor bope, BpamaHCcKa
»ouBa“, Komrana-Manuxa.

[Terap Kowosuh je 3a cBoj omepcku npo-
ToTHn n3abpao npumagony Crpoun, Bpro
u3pakajaH TMPCKU COIpaH, ca MehyHapop-
HOM penyTanyjom. Komnosurop je cmatpao
Iaje meHa TpaBujara Ha 3arpe6avyKo;j CLieHN
6una go Te Mepe mpedumeHa Aa je 3Bydana
kao JJe6ucu. IToBoj 3HaUajHOM CyCpeTy ABa
yMeTHMKa 610 je Taj mTo ce Maja Crpoun
sanuMana 3a Komosuhese xommosuiuje
»y HAPOTHOM U ITy4KOM TOHY". Maja meBa
¢ JIMCTa, 3aMHTEepecoBaHa 32 HOBE CeBJa-
nuake, Kowosnh umnposusyje. Tako je Ha
TNy MecTa HacTana cono-necma Cabax. To
cy 6une Menoauje BakHe 3a onepy Kowma-
Ha, Kao M OHe Koje cy HacTane KacHuje. Ca
BuMa cy ce ,pabane” gse Komosuhese
36MpKe mecaMa 3a I1ac u knasup Jupuka
n Moja 3emma, Koje 4MHe OCHOBY OIlepe
Kowmana.®

Ycnenuna je 3. mapTa 1917. rogune ,Kom-
pozicijona vecer Petra Konjovic¢a“ y Xpsar-
cKoM riasbenom s3aBopy. KonmepTHu mpo-
rpaM [JOHEO je TeKCTOBe IecaMa Koje Cy
nHTepuperupanu Maja Ctponu u Mapko
BymkoBuh. Vctunane cy ce HoBe TBOpe-
BUHE, ,MOJepHe CeBJlaTMHKe", KOojuMa je
Komosuh ,,0cBojno“ Majy: I1o0 nenyepu
u Cabax. ITocne IlpBor cBeTckor para (n
nocnte npemujepe Kowosnhesor Bununoez
gena y 3arpe6by, y XpBaTcKoM HapOfHOM
Kasanumry, 1917.) momo je mo gpyror
cycpera, y Beorpany, cya6oHocHor 3a
Kowmany vcto TONMKO MM jOII ¥ BUIIe
Hero u cycpet ca Majom Crponu. Mnasa
Bpamwanka BykocaBa Kanumanunh (majka
komnosutopa Jlejana [lecha), Taga Maty-
PaHTKNIbA, MU Beh CTyHeHTKNUIba, YHyKa
nerengapHor Murka Crajuha (Bupu ci. 6p.
1), orrieBana je Ilerpy Komosuhy Hns meca-
Ma 13 CBOT POJHOT Kpaja, Koje he omepcka
KomrTana mHTEpHIpeTNpaTy HA HOB HAYNH.

3a npemujepy gpame 22. jyna 1900. y beo-
rpapy, necMme u3 CrankosuheBor komaza
npupenuo je Iparyrus ITokopan. VictoBpe-
MEHO Cy C/lefiuJie pa3He NUIIYeBe PelaKIy-
je TeKCTa Koje Cy ce Tulae, mopes TeKCTa,
U pacrnopezna u 6poja mecama, y Kojuma je
CrankoBuh yak u Memwao peun. Ha ocHo-
By PacIIONOKMBUX IIOflaTaka BUJAMMO fIa je
npBa Bepsuja Kowmane 6una gocta kpaha
off oBe Kojy flaHac 3Hamo. Huje 6mmo ycrme-
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Cnuxka 6p. 3 - Ilerap Kowosuh, IV cinka
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Xa Kop my6/uKe, cafpkaj je 610 3a MHOTe HeoOu4aH, jep je
bBopuHa gpama 6ma u IpBM MOKYIIIaj a ce Ha foMahy cue-
HY yBefie TeMaTnKa ca jyra Cpbuje. Kox 6eorpagcknx xpu-
TUYapa yIaf/bMBoO je 6110 ,Mopanucame”, CINYHO OHOME
Koje ce I0jaBIIO Y GPaHI[yCKOj IITAMIIM IPUIMKOM IIPEMU-
jepe buseose onepe Kapmen y Ilapusy 1875. ronune (ma ce
He cabrmasHe KeHCKa Jiela, aKO X HeKMM CIydajeM JOoBeay
POANTEIBY Y IIO30PUILTE).

ITocne npemmjepe nucan ofMax npenpassba gpamy. Ipyra
Bep3ija, ob6jaBbeHa y CpIICKOM KIbJXXKEBHOM ITIaCHUKY 1902.
TOAVIHE, IMAaJIa je OfjeKa KOJ I7lefjaalla, 3aMHTepeCOBAHY CY
6unu 1 Bucoky Kpyrosu. Ilpepabenoj mpepgcrasu mpucycrso-
Ba/lu Cy Kpamkb AnekcaHpmap u kpapuua Jpara. Tpeha Bapu-
janta 3 1905, ,fpaMcka nmpudya“, Kako je OBOT IIyTa Ha3Ha-
4yo nucau, objaB/beHa je ucte ropuHe y bpankosom xony.®
CurypHo fa je my yseo 3a mu6pero Komosuh, momro ce y T0j
CrankosuheBoj Bepsuju jaBmba lluranka 3ama,” enusogun
JIUK, KOjU je YK/bydeH y omepy. YeTBpTa Bepsuja faTupa us
1910. xaga cy necme y o6pagu ITokopHOT 3aMemeHe My3KOM
ITerpa Kpcruha. Ileta u mecra BapujaHTa U3 fBafeceTUX
TofiMHA MpefCTaB/bajy fpaMy Kouwimany, KakBa ce yCTanuma
IO TaHAIIBMX JaHa.

CBojy Kowmany xomnonoBao je Kowosnh nHamopeno ca
Knesom 00 3eme, xoju je ussegen 29. jyna 1929. roguse y
beorpapny. Ty je ycnmenuo u saspumerak onepe Kowmana u
IpUIpeMa ibeHe MOCTaBKe Ha jyTOCIOBEHCKMM II030PHMIIA-
Mma. KomoBnuh je 3a Bpeme Benukor para pauyyHao Ha Majy
Crpouy Kao IpOTarOHMUCTKUIGY, a/IM je OYETKOM Tpupece-
TuX Maja 6ua Beh Ha 3amacKy U Huje ce MOITIa IIPUXBAaTUTU
peanusanuje saxTepHe rnasHe pone. Cam komaj CTaHKOBU-
hes je y To Bpeme Beh mocrao Ky/nTHa IpeficTaBa CPICKUX
no30pHUIA Tajjalllbe Jyrocmasuje. Komosuh je sHao fa
KOMIIOHOBabheM TaKBOT je[JHOT Jie/la y/Iasu y PUSUK, a/lu je
cTynuo y 60p6y ca IpaMoM U EeHUM TEKCTOM Kao IITO je
TO paHuje yuuHmno ca Maxcumom Lprojesuhem. Jossony
3a Kowmanuno ,yupusopemwe” o Crankosuha je no6uo y
HPUHIUIY, YCMEHO, Kao IITO je YCMEHO JOMyLITemhe [0O1o
u 3a Maxcuma op Jlase Koctuha, y roguuu mwerose cMpTH.
KocTuh Huje uMao HacnegHUKa ¥ Ty HUje OUI0 HUKAKBUX
npob6mema. Kap je npemmnyo Crankosuh, ocrano je KomIo-
3UTOPY Jia Cé CIOpasyMeBa OKO TaHTMjeMa Ca IOPOJUIIOM,
OITHOCHO Ca HeHNUM 3aCTYIHMKOM, Kafia je omepa Beh 6mma
rorosa.t

ITpBa Bep3uja uMasna je meT CAMKa/YMHOBA, KAO U Jpama.
IMocnenve oBe CNMKe IOBE3Yje AHTPAKT, OPKECTAPCKM MHTEP-
nypujym Kecmenosa zopa. Ha npsu mornep usriesa fua je
KOMIIO3YTOP MMao jeJHOCTaBaH I10CA0: IIPEHOIIEHhE peun y
MY3MKY 1 ,00pany“ mecama us KomraHuHor pemneproapa.
Komwosuh je Ha pamy of modeTka I/iefao (ca OnepcKMX MO3NU-
I[Mja) Kao Ha HeIITO HeJOBPIIeHO 1 HefopeueHo. IllTa je To
y koMany 6uno no KomoBuheBoM MuII/bey HelOpedeHO?
Cawm nuk jyHakume. Kommnosurop je cMaTpao fia je Komrana
nacyuBHa, HeMmyluTa. Iben usbop necama (mo Crankosuhy),
MmebhyTuM, kasyje ga HUje Tako, a ¥ HEKOJIVKO IbeHUX PeIlIn-
Ka U Tplajyhy MOHONO03M y K/byYHUMM MOMEHTUMA pafibe
OTKPMBAjy IeH CTaB KOjU HMje 3a 3aHeMapuBame. Ay, HI
TUX IeJleceTak peun Koje je mmucan fao Komranu, Hu HeBo/ba
KOja je CHa/a3! Ha Kpajy, MOX/ia HICY joII 611 JOBO/BHY 3a
KOHCTPYKIUjy onepcke rpabeBuHe KaKkBy je 3aMUCINO KOM-
nosurop. Yupkoc Tome, ca Kowmarnom je Kowosuh ocrsa-
PMO BP0 KOMIIJIEKCHO MY3MYKO-CIIEHCKO fiefIo, 6e3 mpeM-
I1a y CBOM >KaHpY, 3aXBa/byjyhy U3y3eTHO MHCIIMPATUBHOM
aHTa)XXMaHy y o6macTy GoNKIOpHe MaTepuje Kojy je MOoHy-
nuna CrankoBuheBa gpama. 3a CBOjy je omepy objacHMO fa
npe ceeza: MOMusU POAKAOPA Y HOj HUCY CAMO MY3UUKU He20

OHU NpPedcmasbajy 0OCHOBHO MKAtbe Camo2
Cmankosuhesoz mekcma y Kome cy monu-
Ke OumHe Kapakmepucmuke oHoza uimo je
Munu4Ho Haule, jyXroauxu pacro.’

[Iutamo ce y Hallle TOCTMOEPHO BpeMe
mTa npepcTasba CrankoBrheBo HajmosHa-
tuje feno? Xponuky Bpamwa? Ilcuxonomky
apamy? llra je Komrana y 1oj? [Tamanay-
ka Kapmen? [lonmasumo HexoTulle MM CBe-
CHO 1o ymopehuBama [iBejy TMYHOCTHU U3
KIbJDKEBHOCTH, iBe LluraHke, gBe neBojKe
ca maprune apymrsa.l’ Cetumo ce na je
CrankoBuheBy fpaMy Kao TUINYHO Oaj-
KaHCKy OKapaKTepycao CTpaHall, CIaBUCTa
Tepxapp leseman,!! a u3 yciomena mwerose
cynpyre Mare MarasunoBuh casHajemo
7la je Ha HbOj YYMO CPICKM je3UK jolI Kao
crypent y bepnuny.!? Mehyrum, Kowma-
Ha CrankoBuheBa (1 Kowosuhesa) Huje
camo bankaH, oHa je u ommTe/byACcKa fApa-
ma. Komrrana mpepcraspa u cuM6b011, Kao
u Codxa us Heuucme kpsu. Maga obe us
pasIUMYNTUX CpeAVHa, OHe Cy CBaKa Ha
CBOj Ha4MH HEKOHBEHIIMOHA/THe TMYHOCTH,
IpefCTaBHMUIIE TIETIOTe, [YXOBHE U PpU3NY-
Ke, ocybeHe Ha merpajanujy u IpoIacT.
Cumb6or je 1 Mepumeosa/buseosa Kapmen,
ocybeHa Ha cMpT 3aTO IITO HUje IpUCTaa
Ha KOHBEeHIYje, Ha )XKMBOT Ca YOBEKOM Kora
BUIIIE He BOJIL.

Axo mocmarpamo Kowimany xao coum-
0JIOIKY CTyAMjy (cBaKa KIBMKEBHOCT,
takobe cprcka, To u jecte) cxBaruhemo fa
Komrauuu ciay4aj Huje 61o ycam/beH, He
camo Meby menom cabpahom. Beh je cno-
MeHyTo fa je CraHkoBuh y mpumosenn
Haw Bowuh nucao o meBauniy Luraukn
®aru (Komraun?) Kojy je ommruHa ynana
IPOTHB IbeHe BOJbe, fla 61 HOLIIO JI0 Mypa
y Bpamwy. Vnaja u >xenupba ,mon Mopame”
61a je omIITa XEHCKa M MYIIKa Cy/0MHa
KaKO CeoCKe, TaKo 1 Cpefiibe U lobpocToje-
he rpabancke xmace He camo y Bpamwy. He
3a60paBUMO Aa cMO Y 19. Beky 1 f1a je TakaB
ycyn 6110 pe3epBUCaH U 3a KPYHMCaHe I7Ia-
Be, mpoM Esporre.

[pucunna xenupda je cynbmua n Xanm-
Tome, ocybhenor fga xuBu y 6paky cKromnmbe-
HoM 6e3 jpy6aBn. To ra My4n Kajia ce y Tpe-
hem unny ob6paha Komrauu. Ex, Kowmana,
khepu! [e! He necmy, enac camo u ceupky.
Y mo ony ceupky, kao ce nohe Ha éeHuarve
3a cmapo u Hedpazo! Ceamosu Hanpeo, mna-
doxcerva ocmpae, a Ljueanu 3a wum. Ilesajy
My u céupajy oHu 0a ea paseecerne, a C6UpKa
um owmpa, owmpa me cpye kuoa! Taxea
je moja ceupxa u necma 6una xao ja nohox
0a ce senuam: 0a éuule y 3eneHy bauuy He
udem, meceuuHy He enedam, 0pazo He HeKam
u He munyjem - 0a maadocm 3akonam! ¥
3akonax je!

[Ipema KBMXEBHOj aHANMU3U ApaMe U
oce6HO OBOT OJJIOMKA, CBaKa JIMYHOCT Y
KOMajy IeBa y CTBapu CBOjy IecMy, mro he
pehu cBojy ucnosecr.!?
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Awnexc 6p. 1

Aepaa-MutkmHa cmpt

(3anuc u3 11. HoBembpa 1963. roamHe Hawle TeTke, a MuTkMHe yHyke CraHucaase KaavmaHuuh)

Hawa 6aba Codxa je poheHa, oapacaa u BacnmTaHa y CTPOro naTpujapxanHo] MOPOAULIM
yectutora Jawe BanajuHua, Kao Hajctapuje pete. buctpa usHaa npoceka, KPoTKa M AUCLMMAM-
HOBaHa, NPMMMAA J€ POAUTEALCKY OAAYKY Ad C€ YAQ 3a Haluer aepy Mutky 6e3 morosopa — Cya-
BUHCKM.

[To o6ocTpaHoM pOAUTENSCKOM CXBaTamy, OHa Je Tpebano aa aepa-MuTky, A0Bpor 1 naemeHu-
Tor, aam Maaamha (18 roanHa) HeobyspaHor TemnepameHTa, cBojom cpeheHowhy cmupm (buaa
je ABe roaMHe ctapuja). CBora my»a yraepana je npBu nyT MpeA OATAPOM, MO3HAaBLLM ra usmehy
TpOJULIE MyLIKapaLa (JoL KyM 1 CTapy CBaT), MO BE3EHMM Yapanama Koje My je y boluyanyk
Aana. Yuina je y orpoMHy 3ajeAHuMLY, YTOHYAQ Y CBAKOAHEBHE AY)KHOCTU TaKBe 3ajeAHuLe, ypa-
hana ce BpemeHOM y AeLly (JeAaHaeCTOPO POAMAQ, LLIECTOPO MOAUTAA), HecxBaheHa oA poauTe-
/da, OA CpeArHe, OA MyXKa... [[pemMopeHa 1 HecpeTHa, OHa CBaKkako HMje mMoraa butu xeHa ,3a
Mepak”, KakBa je Aeau buaa notpebHa. 3ato je oH, y cB0jo] A06poTH, YecTo rosopuo: ,Myye-
HMLEe MOja, MEOKAETU Aa CY LUTO Te AaAOLLE 3a MeHe, Ma 3aupHuiue 1 Tebe n meHe!“ CapecHa
)KeHa, U3BaHPeAHO He)XXHa Majka (KaA cy 3aMepaau LUTO je caaba npema Aeuu, FTOBOPUAA Je:
,E Na He Mory cpue AeLia A2 MU MOTpaxke, u3BaamMAaa bux na 6m um aanal®). HeymopHa paaeHu-
ua, Aa b1 caBrapana BeAnko AOMaNMHCTBO Aepd-MUTKMHO, ca BEAMKOM MOPOAULIOM, MOCAYTOM,
apratmma, Koje je Tpebano xpaHuTu, Mecutu Xxaeb, oHa HMje MMana OA paHe 30pe A0 Mpaka HU
TpeHyTak 3a cebe. [1a mnak je 6uaa Beoma ypeaHa 1 UMCTyHMLA, Tako Aa je bopa, ko je 3ana-
310 y Haly kyhy u Koju je Kao TakBy Hally 6aby nosHaBao, OHO HeroBo ,,0A bpallHo 1 TecTo
0UM By Ce He BUAMB" CUTYPHO peKao Aa CMMOOAM3MPA JKeHY Koja je y AoMahy Mocao yToHyAad
T]. )KEHY KaKBe Cy Y OHO BPeMe U y OHUM MpPUAMKaMa B1Ae Marbe-BULLIE CBE UCTIPABHE XKeHe U
majke (na u bopumHa). Camo LiTO Je Hawwa 6aba buaa xxeHa MAaaaor, Aeror, UMyhHor YoBeka, rnpe-
MYHOT CHare, Ma je nocrana XXpTBa y Cykoby ABa CBeTa — OHOT Y KOJeM J€ OArOjeHa U KMBeAa U
oHor MUTKUHOT.

Apama ce oaurpana y jeceH 1894. roanHe. Y 10 Bpeme je A€Ad, MAKO penaTMBHO MAaA (46
roAuHa) umao seh oppacae crHose — bopuca n TpudyHa. 360r cBora HauMHa XXMBOTa NMOYEO je
Ad AOAA3M Y CyKOD ca hMMa, 036MAHMM U PaAHMM MAAAMM AYAUMA. Y JEAHOM TakBOM CyKOby,
Kaaa je, MnjaH, 3anpeTno jataraHom, 6aba ce, cacBMM pasymauBO, YMELLIAAQ, & OH ]e, Y HEMO-
ryfHOCTM Aa ce KOHTPOAMLLIE, HACPHYO Ha Hy jaTaraHOM M TELLIKO j& PaHMo Ha neT mecta. Kaa
je BUAEO LUTa ]Je YUYMHUO, yAeTeO Je y coby (Apyry AeCHO OA yAasa y kyhy) u 3akmydao ce. Ha
jayKe paweHe KeHe CKYMuo ce CBeT, Te Cy HaBaAMAM Ha Bpata. OH je Tapa MCMaAMo NMULUTOMN
KPO3 BpaTta 1 y OHO] Macu paHMo Hekor AaHeTa LuHajaepa y Hory. Heko je Bukyo: , Ybu Tacy!
Mehy okynmeHnma je 6o n moj otau Taca (Kaammanunh — 3a kora ce Tor npoaeha yaana moja
HaHa — Han. A. A.), kao u Taca Crajuh, MutkuH cmHoBau. M 3eta n cuHoBua Mutka je Beoma
Boneo. Moskaa je T0 ybp3ano Berosy OAAYKY Aa cebu nmpekpat XuBoT. Yyo ce n Apyru nyua,
a 3aTUM Je HacTana TMLLMHA. bojehu ce pa pepa-MuTke oret He nyua, a xkeaehin Aa BUAe LLTa ce
y cobu AelLaBa, jeaH OA MPUCYTHMX Ce norneo y coby 1 BUAEO A€AY KaKO A€M Ha MOCTEeMHU, a Ha
TPYAMMA MY FOpU LIEMaAaH, 3anaseH UCKPOM M3 MULLITOMA.

PasBaAuAM cy OHAQ BpaTa U HallAM ra Beh MpTBOT, a KaKko je OAAYYHO TPrao LieMapaH Aa bu
OTKPMO CpLE, AyTMaA Cy Ce pacyaa rno cobm.

Crapamajka je npe3apasuaa (Moxxmeena je jow 39 roamHa). AaHe LLHajAep je OA CTpaHe Mnopo-
Avue cyacku obeluteheH, a My MUTKMHM MOTOMUM C J€30M MOMMLLIAAMO Ha TY MOPOAUYHY
Tpareauyy...




AmHexkc 6p. 2

MuTKuHa rpaHa

(13 nopoanyHmx 3anuca heHepana Craje Crajuha, y Hemaukom 3apobmeHuniuTsy, 1943. roamHe)

PorocnoBme pAame OA CBOT AGAE HE 3HaM, HATM CaM ra OA Kora 4yo (...) 3HaM Kao CUrypHo
CaMo A ce AeAa Ca NMOPOAULIOM AOCEAMO U3 JEAHOT CeAa y AOAMHM peke [Tunme. Kaaa je aolao
y Bpamy, Kaaa ce je, OAaKAe M C KUM OXXeHMO — He 3Ham. 3Ham Aa ce 6aba, majka oyeBa, 3Bana
BoxxaHa. Opakae je oHa, 13 Koje pammamje, Kora joLl MMa OA HEHUX, U TO He 3Ham TauHo. Mima-
AM Cy YeTupu cuHa u JeaHy Khepky. CuHoswm cy 6uam: Toma (moj otau), Kocta, Apca u Murtka,
a cectpa um Codka. O cBe Te aeLle pa3BuAe Cy Ce AOLHM]E pammAm]e KOJe Cy 3a Ayro Bpeme y
camo] Bpamm, na 1 AaneKo BaH e, Mmane yraeaa u ytmuaja. Koamko cam cayiuao, Aepa je BOAMO
HeKy TProBMHY ca KoxkaMa U capadArykom (MpoMeHOM HOBLIA), Y KOJO] Cy MO] OTall U CTpUYeBn
OUAM rOTOBO CTAaAHO Ha MyTY, KOju Mx je Boano A0 CoayHa, Cepesa, [puspena, Ckaapa, na yak u
Capajesa, a pouHuje n y lMaosams, Tpct, na u beu. INo cBemy m3raepa Aa cy CBu MMaAu Tprosau-
KO CMMCAQ, a LUTO €& HajBakHU]e, BUAM Cy y TPTOBUHU KPajhe UCMIPABHU, T€ OHAA HUje Buno
HMKAKBO YYAO LUTO CY Y OHOM BPEMEHY Y>KMBAAM TAAC MOLLTEHUX M YTAEAHVX TProBaLa U AyAu,
MMaAM ycriexa y TProBUHU M CTEKAU UMatbe TakBOT obuma ¢ Kojum cy nocae ocrobohema (Bpa-
wa, 1878. roamHe — Han. A. A.) oTNoOYeAM XMBOT U PaA U YCMEAU Ad CBOJ YTAEA M MOryhHOCTM
pasBujy M LUMPOM FOTOBO Lienor baakaHckor noayocTpsa.

Tpehm oues H6pat Mutka je HajuHTepecaHTHUM. Hbera cam nosHasao BpAo A0bpo. bopa Cran-
KoBuh ra je A0bpo npeactaBmo y Apamm ,KowitaHa“, octamajyhim My u nme, AOK je Mor oua
Tomy Takohe npukasao, kao NPeACeAHUKA OMLUTMHE, aau My je Aao ume Apca. Mutka je 61uo
MOTMYHO OABOJEH, U Ca UMameM U Ca paakhoM. IMao je comncTBeHy paamy Y K0Jo] Cy My KPaTko
Bpeme buam 3anocaenu cuHosu bopuc n TpudyH. bruo je myhHor crama n kyha my je buaa
nyHa csera. buo je oxxeteH Coprom 13 nosHate u yraepHe nopoaumue BaajuHaua. Mako je buaa
CaBpLUeHa Kao Majka 1 Aomahumua, OH H1je MOTao HMKAKO Ad Je TPMU, 3aT0 LITO Huje buaa Aena.
360r Tora ce AOLIHM]e CBAKOAHEBHO OMUJA0 M Y MUJAHCTBY FTOHMO He CaMo hy Hero u aely. Tako
7€ u3rybmo nowutoBame u yraea, He CaMo KOA CBOJe JKEHE U AeLle Hero 1 BaH Kyhe. Aok je n3BaH
Kyhe 61o KopeKTaH u paaaH, y kyhu je 6uo npasu nycraxuja. imao je oasojeHy coby, y kojoj
ce cam xpaHuo u nmo. Ocum bopuca n TpudyHa, nmao je n cuHose Ypowa u Baaay n Khepu
Jepummyy-Oumky (Hawwy Hany, ympay 1959. — Han. A. A.) n Bupocasy-Casky. Ypolu je oA cpya-
He Kanu ympo 1936, Kao HaApPOAHM NMOCAAHMK 3eMAdOPaAHUYKe CTpaHKke. buo je aokTopupao y
Xaney y Hemaukoj], 1 BaXXmo ca OAAMYHOT MO3HAaBaoLIa AyBaHCKE MHAYCTPU]E U MONOMPUBPEAE.
PeTko MnoluTeH 1 ucnpasaH YoBeK, CAY>KDEHMK M NoAuTUYap. YMPO je Kao CMpoMax ca Ayrom,
MaKo je Npema CBOJUM CMOCOBHOCTMMA MOTa0 Ad AOCTUIHE HajBMLLE MOAOXKaJe U 3aBUAHO borat-
CTBO, Ad ]J€ CAMO XTeO Aa, MOMYT OCTAaAMX MOAUTMYAPA, BOAM APYTY MOAUTUKY. buo je oxeneH
AaHuuiom, hepkom aycTpoyrapckor mykoBHMKa y NeH3uu, nok. TpudyHa na. JosaHosuha u3
Cpemcke Mutposuue. OcTaBmo je ABa cMHa: MMAYTUHA, YMHOBHMKA ArpapHe 6aHke u Bojy,
UHXewepa xemuje kao u khep Bepy, Takohe unHoBHULY ArpapHe H6aHke. CBa cy My AeLia Bamva-
Ha 1 yectuta. U MutkuH Baaaa je ympo, octasmslum 3a cobom cHoBe Muoapara-Muneta m Cra-
1y 1 Khepky Aenwy. dumka je paHo ocTana YAOBMLIA M CBOJUM KPOJaUKMM PaAOM caBAahmBana
]j€ TeXXaKk MatepujarHu noaoxaj, xmsehm y beorpaay. Ycneaa je Aa uiukonyje csoje 1pu khepu:
Kocapy y [peHobAy y ®paHuycko] u Bykocasy (Hawy majky / 1898—1985 — Han. A. A.) 3a A0KTO-
pa meanumHe y lMpary u CtaHncaasy-Llajy y TproBaukoj akapemmiu.
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ITpa Xanu-ToMuHa mecMa-JCIIOBeCT je
HaroBellTeHa y IPYroM YMHY ApaMme/onepe
TeKCTOM/TOBOPHUM IIeBalbeM 0 OyIM Koja
je mocme cpapbe HeTakHyTa ympna. Kpos
cajip)Xaj mecMme, TparuyaH MCXOJ, jeJHOT
BeHUYama, Xayn-Toma Beh pedexryje cBo-
jy >KMBOTHY IIPOMAIIEHOCT. Y MOHOJIOTY O
COIICTBEHOM BeHYamy Ty IIPOMAIIEHOCT je
Toma nspekao gocnosue. Tekcra u emonnja
U Y jefHOj U Y PYTOj ,UCIIOBECTH JOBOJb-
HO je 3a omepcky apmjy, anu Komosuh
maje Xayn-ToMu fa ce MCK/by4MBO U3pa3n
KpO3 peuMTaTuB. Apyja-MOHOJIOT y CTUITY
Mycoprckor pesepBucaHa je 3a MUTKy y
4eTBPTOj CIMLN. 3a Taj 4eTBpTH YuH Beh je
JoBan Ckepnuh, xoju je paMu mpoxpymno
IyT Y BUCOKe cdepe CpIICKe TUTepaType,
Ka32a0 JIa je TO jelHa Of Haj/IeNINX, HajIoe-
TUYHUjUX U HajAyO/bIX ITecaMa Iiefe Hallle
KIbMKEBHOCTI. Mo>keMo 1a [oiaMo, U jeiHa
OfI HajyTIe49aT/bMBUjUX MYy3SUIKIX CTPAaHULIA
Meby C/IOBEeHCKMM OIEePCKUM AemnMa.

Mutkuna cynbuHa je cimyHa ToMuHOj
(Bupgm Anexc 6p. 1 u 2 ctp. 20 u 21). Oxn
jaBHO Kaxke 6paty Apcu: Tu me oxceru, mu
me 3apobu! 3anemapyjyhu mopoguiy, naje
cebu opyuke y 6aHuewy ca [uranuma. Y
Xanm-Toma je HecpehaH, amu ocob6u mwero-
BOT paHIa He IPWINYM Ja IIPOBOAY BpeMe
mo MexaHaMa. CTora oH Kof kyhe mckasby-
je 6ec Ha HeBO/beHY KeHy Kary, kao n Ha
meny, Kojy he mcTo Tako XEeHUTHU U yHaBa-
THU II0 CBOM Haxohemy, He nurtajyhn nx sa
BJX0Be HAKIOHOCTH. OBaKBe Cy NpUINKe
Outa peasHOCT Koja Ce MOI/IA U IIPOBEPH-
TU Ha JIMIY MeCTa, IOMITO Cy HaBelleHU
NMUKOBMU 33jefHO ca KoIITaHOM CTBapHO y
Bpamwy mocrojany, ykayuyjyhu u Komra-
HuHe poputebe, Cande u I'pxpana. Ja 6u
ce XXaJnIIo 3a MafoIhy He MOpa JOBEK fa
Oyze u3 Bpawa. OBJie je MHAMKATUBHO Jia je
»KaJl3a MIaoCT" pe3epBrUCaHa 3a MYILIKap-
e, Majia ce He BUAM Jia Cy Off M/IafiloCTU
MHOTro uManu. Iluramo ce sa Te yrnegne
XuTebe Bpama, kao 1 3a IMKOBe y KOMapny,
KOjUX Cy roguHa 6man Mutke nin Xanu-
Toma kap cy ce cpenu ca Komrranom? Konn-
KO Cy CTapy OM/IM TI ,,CTapLK, KOj MOXKZIa
HICY CTUITIN HU JIO CBOje IlefieceTe TOAHe
xuBora?!4

3HaMo Jja ce IpyK4YMje CTapuiIo Ipe CTo
TofMHa KaJia je ¥ JbyACKM BeK 6110 3HaTHO
kpahu, I1a HaM je YTONNMKO MHTepecaHTHMU-
ju Komrranun craryc. Konnko nma roguxa
Komrrana y gpamu? Kako to ma Huje Beh
yAaTa ako IPeTIoCTaBUMO Ja uma 15 uimn
16 roguHa (kao Tho-ho-can). Hboj Camue He
TOBOPU fia Cy IeHe BpIlbaKnibe y 6paky
Beh ,yBenuko cpehue majke. Ynmwennna
ma KomrtaHa 3a cBoje OKpyXeme He Xaje
HEHOT olla He 61 mokonebana y HaMepu
Ia je yooMu 3a HeKy Rob6py (umraHcky)
npunuky. Mehyrum je Komranusa ,ecrpa-
Ja“, ca pogMTe/BMMA y cacTaBy mpareher
LUTaHCKOT ,aHcaM6ma“, u3BOp Hmpmxoja

Iesie py>KMHe, IITO YMHY IIAaBHY IIeBaYMIly HEIPUKOCHOBE-
HoM. HenpukocHoBeHa je oHa u y 6upamy mecama. M xaja
neBa ,,[I0 HApyHOMHN, MM II0 CBOM Haxobemwy, Kao 1 Kafa
IIECMOM OTBOPEHO IIPKOCH.

ITecme koje Komrana nesa (mojenuue meby muma Hama-
sumo u y fpyrum CrankoBuheBuM fefmma) Ipumanajy Bpa-
IaHCKOM I'paickoM (onKIIopy, o cBeMy cyfehu HacTamom
TokoM 19. Beka. JImuHOCTHN U3 NecaMa Takohe cy mocrojae,
»CTaB/beHe Y MeCMY" IIOBOJIOM HEKOT M3Y3eTHOT HIXOBOT
('pyb6aBHOT) AO>KMB/Baja. Ha TakaB Ha4MH UCTUIaka pedIek-
tupa u Xanu-Toma, y Tpehem unny, ymaguiom y Komrrauu-
Hy necMy Tpu nym mu 4uykHa, y Kojoj ce ciomutbe CTojaH:
Huje mo 6uo Cmojau, mo cam 6uo ja, Toma! Mehytum, Huje
Toma ,yurao“ y mecmy, Beh Murtke, y necmy /esem eoduna,
KOja TOBOPM O HEYCIIE/IOj HhEeroBOj IPOLIEBMHMA U IIPOIIAJIO]
mybaBu. Te mecMe HeMa y IPBOj Bep3uju fpame. YHeO je
by HaKHaJHO INcall, 3a0lITpaBajyhu paciieT, morybas 1o
Komrany.

Iopen Jesem 200uta, Koja y olepy MpefcTaB/ba OTBO-
peH o6muk, octane Komranwne necme cy sehunom nyme-
pe, apuje, Kako UX ja Ha3MBaO KOMIIO3UTOP, cMaTpajyhm ma
Hje IPBU y CBOM OTKpuhy ma ce HapoiHa IecMa Ha TaKaB
Ha4lMH MOXX€ MHTEPIIOMPATH Yy OllepcKo Aeno. [Ipxao je, ¢
IpaBoOM, fia je OH IIPBM KOjI je Off IecaMa y OKBUPY oIlepe,
coje Kowmane, caunnno uuknyc. Heke nmecme us CraHko-
BuheBOr KOMaJja OH je 3aMeHBMBa0 OHMMA Koje My je IeBaia
BykocaBa Kanumanuuh ([Jecnuh). Bboj u nyryjemo nopa-
TaK O KapaKTepy JIOKaTHOT My3u4Kor ¢onkmopa Bpama u
XKeHaMa (M MyIIKaplyMa) 3a Koje Cy Te IecMe cleBaHe (y
TOMe je BIXO0Ba CIMYHOCT ca OOCAHCKUM CeBJalNHKaMa).
[TecMme koje cy pmaTe XOpy 3aBpebyjy MCTY TakBY IaXmy,
takobe urpauxe crene: Kowmana uma fBa ,IuBepTUCMa-
Ha“, jeflaH Ha Kpajy Apyre cnuke, ca eGeKTHOM XOPCKOM
necmoM [lowna Banka Ha 600y, APYTK Ha MOYETKY YeTBpPTe
cnuke, Benuka woueuxa (cnuxa 6p. 2). Taj BenenenHu yBOx y
npeokpeT rie KomraHa cBecHO cprba y aMOyC Kafja TeCMOM
HaBofu MMTKa Ha CaMOyOUCTBO, IPeCTaBIba 10 KOHCTPYK-
nuju edexTaH craeT 6opoguHoBCKUX [onoseyxux uzapa
u MoxpawueBux Pyxosemu. Llutupanu ¢onkmop y onepu
YTKaH je y CUCTEM J1ajTMOTIBA, KOjy IPOXXMMa VI BOKaJIHe
[leOHMIIEe KAO U CaM OpKecTap.

ITpemujepa onepe Kowmana 6una je Kowosuhes Tpujymo.
Kpuruka je Ha cBe TPy cTpaHe IIOCMaTpasla HberoBo fIeio Kao
Be/IMKO JocTurHyhe fomahe Mysnuke creHe, ¢ TUM LITO HUTU
ny0/IMKa HUTU My3uyapy Kputudapu y 3arpeby u Jby6/pann
Hicy 6unu ontepehenn Crankosuhesom fpaMom.

Vmajmo y Buzy na je Kowosuhesa Tpeha omepa mocrana
U jefHa y HU3y HAI[MOHA/IHUX jyTOCIOBEHCKUX omepa 6eo-
rpajicKe ClieHe TPUAECeTHX FOfjHa MPOIIOT BeKa. ,,[Ipexop-
Huna“ cy 6une Komosuhesa JKenudba Munowesa (1923),
Cymon CreBana Xpuctuha (1925), 3ynymhap Ilerpa Kpcru-
ha (1927) u cam Kne3 00 3eme (1. jyna 1929). Y6p3o nmocne
IpBor 13Bobema 1 ABe penpuse MOCIeNbe, YCIEAUIA je 2.
jyma 1929. jexna ,jyrocnoBeHcka“ npemujepa omnepe Huxo-
na Hly6uh 3purwcku ViBana 3ajua, y3 yueurhe 6eorpafckux,
3arpebaykux u /by6/bAaHCKUX II€BaYa, KA0 CBeYaHa jybmmap-
Ha TIpeJiCcTaBa.

O6HoBbeH je Cymon (1930), a mocne Kowmane pomutna je
Ha pen Mopana Jakosa [otosua (1932), 3atum Aden u Mapa
Jocuna Xamea (1933), Xacanaeunuya Jlyja Mladpanexa-
Kasuha (1934), Jopuya nnewe Kpcre Omaka (1935), bocan-
cxka wybas Andpena IToppeca (1935), [otoBues Epo ¢ oHoza
ceujema (1937), Cmpusceno-xoueno Kpemnmupa bapanosu-
ha, cpncka npemujepa 3ajueBor Huxkone Ily6uha-3putrecxoe
(1939), HoBa Kowmana (1940), Bypah Bpanxosuh Ceromu-



ﬂtyanzﬂggunmﬁq, 1<;\u*=1uhau‘ﬁp~rna4ﬁa_
PR oo W U, 5

.)n—l-wt-u--:- ‘—“’"—?‘; S::‘_r-?& M\ﬂ_
= '—1 -

Do wver A S

Q&I e ) ()

gI-o o= s R eyl
ru?..d'\-ll.

Cmuka 6p. 2 - Ayrentnyna Komrana, nuranka BpamaHka,
Beh y cBojoj cTapocTu, cHUMIbeHa ¢ jegHUM GeorpagcKuM
VHAYCTpHjaileM, BepoBaTHO OKo 1957.

pa Hacracujesuha (1940) u ob6nosa JKenudbe Munowese
(1941).

Ionajmo Tome 06HOBY Bpauape (1935), ,4apobHe omepere”
JeHkoBe, mpeMujepHO U3BeneHe y 19. Bexy u npemujepy Mean-
Ke, ,KOMaJja ca My3JKOM, NleBameM U urpamem” Jbybommpa
Bommakosuha (1940), za He roBopuMo o GajmeTuMa Kao
o je bapanosuheso JTuyumapcko cpye (1927), Xpuctuhe-
Ba Oxpudcxa nezenda (1933) u Haso Ha ceny Opana Jlotke
(1938).

Huje ce maxo 6uno cuahm y oHo BpeMe y CTMIICKOM pas-
BpCTaBaky TaKBOT 00M/ba, amn je cBakako mecto Kowmane

6m0 u octano mocebHo mMehy fennma jyro-
CTIOBEHCKe OllepcKe MpopyKiuje. Mysnuka
KPUTHUKA XBalIy N0, aly je HEKNX KOH-
KPeTHUX aHAMUTUYKUX feduHNIM]ja MasIo,
IO Te Mepe je oIlepa HOBA, HECTAHAAPAHA,
n mebhy nomahum u meby apyrum cnopen-
CKJIM MY3MYKO-CLIeHCKVMM TBOPEBMHAMA,
ysumajyhu y 063up n Jleoma Janaseka. U
cama fpama CrankosuheBa mpencraBba
nsyserak meby gomahum gpamama u koma-
IyMa ca neBamweM. Bopehn mysuuku xpu-
tuvap y Beorpany, Munoje Musnojesuh, He
IUTa Ce IPUINKOM TIpeMujepe, Kao LITO je
TO UMHUO Ipe JiBe TOAMHE Kafia ce Ha 6eo-
rpajickoj cieHu nojaBuo Kwnes 00 3eme, fa
m je Kowmana omnepa mny Mysmdka gpa-
Ma. JacHO My je fia je y muTamwy U HOIKIOP-
Ha oIlepa 1 My3M4Ka ApaMma.

Crnobopan Typnakos, LieeH UCTOPUYAp
TeaTpa M BUCIIPEH MY3M YKV KPUTUYAP, MHA-
Je OffylIeB/beH) IIPOIaraTop CPIICKe My3H-
Ke, HeMa fobpux pedu 3a Kowosuheso
zmeno, moce6Ho Kowmany. HeratusHy peak-
1[1jy je IpBO M3a3Bana o3Haka y Kowosuhe-
BOM TIOf{HACTIOBY Opamcka npuua.'® Taksy
je ofpegHMIY, Kao LITO CMO BUJENN, Ja0
Ical, jeiHOj Off CBOjUX BapyjaHTU KOMafa.
Aytop Hcmopuje onepe u 6anema Taxobe
3aMepa TBOpIY oImepe 1ITO je Beh pannje,
caunmasajyhu mubpero, npepahusao gpa-
My Maxkcum Lpnojesuh: Unmepecanmno
HUKO ce HU mada Huje 6asuo mume, uckpe-
HO U nowimero, na da xaxe xo je Ilemap
Komwosuh 0a npepahyje jeonoe Jlasy Kocmu-
ha, wax u da my Hacnos mewa! Ila, kaxo
oHoa maxo Hu mada o Kourrauu, uaxo je
peu o jedHom Oeny Koje je 0y60K0 3auino y
HapoO U KAo Maxeo Hueeno UHMeH3UBHUM
CueHCKUM susomom, jouws 00 1908, kada je
Kowmany sanesana Jlpaza Cnacuh.'’ Osa-
Ko pesonyjyhmu, Mornu 6ucmo pehn: xo cy
I'munka, Mycoprcku n YajkoBcku fja mpepa-
byjy jemnor Anexcanppa Ilymknna! Vn,
Ko je Illapn I'yno ma mpekpaja jegnor lerea,
u Tako y Hepornen. Kao fga To Huje 6uma
IIpaKca HOBE eCTETUKe OIEePCKUX KOMIIO3M-
Topa y 19. Bexy, u fampe!

Komosuh je, mehyTum, xeneo fa meros
MMOPETUCTUYKY TTOCTYHAK Oy/ie MpKKasaH
U Y KIbJDKEBHOM CBETY, aJIi je TO MOTIYHO
nsocrano y Mehyparno Bpeme. Ilpe IIpsor
CBETCKOT paTa MO3UTUBHO Ce U3Pa3No O
nubpery Maxcuma Lipnojesuha/Knesa 00
3eme, Ka0 0 CaMOCTaNTHOj ipaMM, JoBaH
I'punh.

Ko je nnaue 6paHNo K®BIDIKEBHUIIMA A
ce ornace nosonoM Komosuhese Komma-
He, alu je Of TMcCaIja, He CaMO CPICKUX,
My3uKa 611a JajeKo, Ia 4ak 1 OHa U3 caMe
IpaMme. Buio je mosopuImHNX KpuTHYapa
Koju Cy mpepmaranu ga ce u3 CTaHKOBU-
hese Kowmane musbanmu ,0HO OmepckoS,
mucnehn Ha KomranuHo nesame!

CBoje omobpaBame IIOCIIe IpeMujepe
Kowmane npusatHo cy nspasunu Bempko
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[Terposuh u Ucupopa Cexynuh. Ona je
6uta n3yserax, jefiHa O PeTKUX U3 CINCa-
TeJ/bCKOT CBETa, KOju cy noxabanmm koHIep-
Te, UIIN y OIIepy. VI3 mbeHOor mucMa KOMIIO-
3UTOPY BUJU Ce fia je oHa omepy Kowmana
I7efiana TPy IyTa IIpe Hero IITO je M3Hema
ayTOpy CBOje Bp/IO MO3UTHBHE yTucke.'® ¥
CBAaKOM CJIy4ajy Huje cMarpana 3a 6macge-
M)y »lIpeTBapame" ;paMe y oIlepy, KaKo je
TO U3 JaHallllbe epCIIeKTuBe ornacuo Typ-
JIAKOB, ITOpPeJl HEeMOTPeOHOT 3apKaBarkba
Ha cropy usmeby kommosuTopa u nuurde-
Be nopopuue. O TBpau xa ce Komosuh
»MY3MUYKJ TOTIYHO OABOjuO of BopuHe
Kowmane® 360r Tora 1mTo je yBeo necme y
CcBOjy omepy, Kojux Hema y apamu.'® Jlomat-
He ayTeHTUYHe BparbaHCKe IleCMe M LIUTaTH
u3 36upke Bragumupa Hophesuha (oryna
u cnoMumame KowosuheBe HapopHe 1moe-
31je y ONepCKOM IIOJHACTIOBY) HIICY MOT/Ie
nopemeruty CrankoBuhes TeKCT, IOroTo-
BY IIITO je caM INCall y pasHUM Bep3ujaMa
[ao pasnuyuT M360p M pacropes mecama.
MoskeMO Aa 3a)KajauMo IITO Ce y BpeMe
npemujepe Kowmane Huje uyo rmac Muo-
ma IlpmaHckor, koju je, kao u Vcupgopa
Cexynuh, 6uo ,,My3nuku“ usyserak. OH je
MOTa0 yKa3aTy Ha CBOj HAUMH U Ha pasjuKe
usmeby komazyia u ormepe.

YcKkopo KOMIIO3UTOPY II07Ia3y 332 PYKOM
7la 33 CBOjy OIEPY 3aMHTEPeCyje MO30pu-
mre y bpHy. KyntypHe u ymeTHMuKe Be3e
Jyrocnasuje u Yexocnmosauke 6uie Cy BpIo
XKUBe, HapouuTO y BpHY re cy fenoBann
bpanko l'aBemna, Munan Cakc u Hukomna
IIBejuh. Tamo je Beh nsBemena l'oToBueBa
Mopana, ok je 1929. rogune Xpuctuhes
Cymon umao npemujepy y bpatucnasu.
ITpemujepa Kowmane y bpuy centembpa
1932. [OHOCH KOMIIO3UTOPY HOBa IIPU3HA-
wa. [lopey yemkux KpuTHUYapa, OrmacuIn
Cy ce npukasyusauu n3 beua, ns Hemauke.
Csu 3ajegHO 611 cy Takobe HeomTepehe-
Hy CrankoBuheBOM IpaMoOM, Kao ¥ OHMU
»Ipeko Case®.

Eine serbische Carmen nnu cnoseHcka
kamapsa 6unu cy enuretu 3a Kowosnhe-
BO fieno. Mo)XeMO ce YIUTaTH fa U Cy
KOMIUIMMEHTM 6MIM Jeo KypToasuje, IMOf-
CTaKHYT€ TPEHYTHOM ,,CTIOBEHCKM y3ajaM-
Homrhy“? 3Hajyhu 3a oceT/BMBOCT Yemkux
Mysu4apa npema ,GonKaopusmMmuma’, 36or
KOjUX HUCY TpuXBaTuIn npBe 6anere Crpa-
BJMHCKOT, MOXX€ VI3HEHaJUTH OBaKaB CTaB
Ipema oIepy ca JUPEKTHUM (HONKIOPHUM
LUTaTUMA.

IToce6aH je apuuurer npema Kowmanu
[10Ka3a0 HeH JUPUTEHT 3hemek Xamaba-
na, Koju je mpep mpemujepy y bpay mucao
KoM1o3uTopy: JKenum 0a Bam xaxcem camo
monuxo: da me je Bawa onepa nomnyno
00y UesUnA e230MUYHOM NeNOMOM 3d HAC
cacéum Ho60z Honknopa u 0a je cee uimo
cam 6uo npedyseo OUNO ycMePEHO UCKIbYUU-
60 Ha mo da usbopum Komranu cmonpo-

Cnuka 6p. 3 - Anppea 3yk: Pororpaduja us 1935/1936,
HACTa/Ia TOKOM ayTOPOBUX IYTOBakha MO 6aTKaHCKUM
npocropuma.”

(da nu je oBako Morna ma usrnega Miaga KomraHa?)

uenmuu ycnex.?0 [[UPUTEHT je Ty MUC/IMO HA U3BECHE PETY-
IIe Koje je HauMHMOo 3a npemujepy y bpry. Cronponentan
yCIIeX HMje M30CTao, anu je Xanabana u fabe MHCUCTHPAO Ha
npepanu. M Komosuh je 6mo Mumbema fja je lmeroBoj ornepu
morpeOHa JOIYHa, I TO CYLITHHCKA.

3a npemujepy y Ilpary 1935. KoMIIO3UTOp HOfaje AaHTPAKT
Cobuna nsmehy npse u gpyre ciauke. VI mocne tora ciepn
peBM3uja U JOINyhaBaibe Ollepe Ha CYTeCTUjy U y3 acCUCTEH-
1ujy Xanabane. Kowosnh fena xutpo. Beh mouerkom 1936.
TOAMHE CPOYMO je KPaTKy, aau cappxkajuy Komranmny
cnuKy, Mehyuun. 360r Tor yMeTama KOMIO3UTOP HPEHO-
cu Benuky uwoueuky ns MutkeTrose 6amre (moderak 4. ciu-
ke) y CobuHy Ha Kpaj 2. ciuKe, XpTByjyhu meH ¢puHane ca
xopckoM necMoM [lowna Banka Ha 600y. Xenu fa Xanaba-
7Ta HacTyaupa HOBY Bep3ujy Kowmane 3a cnepehe mpamke
npesictaBe. MehyTnm, mocie nrect penpusa Koje Cy usBeneHe
HeIoCpeHO II0CTIe IpeMujepe, HacTao je y U3Bohemy 3acToj
360r ofj/IacKa COMUCTa KOjiMa Huje 611710 anTepHaIuje, Te 50
Jajber IpMKa3MBamba, M CAMMUM TUM U NIPOLIMpPEHe IpefcTa-
Be HOBOM cnMKoM Kowimare Huje HU JOMLIO.

IIpemujepa pepuuutuBHe Kowmane HacTyma Tek Maja
1940. roguue y Beorpany, ca 3narom DHyubenan y Hac/moBHO]
yno3u, Ko Koje je Kowosuhy 6uno HajBuuie cramo. Mysud-
K1 Kputudapyu KomTanun conujanay IpoTecT NpUXBaTajy,
IIOHEKN ca orpafiaMa, KiIpkeBHMIM hyte. Hucy nspexnu
CBOja MMIJbewa KoMnosutopy Hu Bemko IlerpoBmh, Hu
Vcupopa Cexynuh. I'megaone Kowmana Huje ocBojuna y



O4YeK1BaHOj Mep. V3BefieHe Cy [0 ITOYeTKa allpU/ICKOT paTa
4yeTupu npepcrTase y beorpany.

Y Be3u ca HOBOM C/IMKOM, CTAaBOBU My3udapa Oumm cy
nojie/beH OKo Tora fa u Komrana y pamMu Min ornepu uMa
»IIpPaBO Ha pa3MIUII/baibe’, OHOCHO JOXXVB/baBame cede Kao
nu4HOCTY. TakaB Ipuaas TeKCTy Huje 3acTynao MuieHko
JKuBxoBuh, a mera mocie Buile fenenuja mogpxasa Typra-
KoB cMaTpajyhu na je Komrrana nesana u 3a6asmana mywxu
ceem, 6ydehu u nomcmuuyhu y wuma céaxojaxe jemwe, camo
0a 6u um naxwe usmamuna wimo eéuuie napa.”’ To 6u ce
moro pehu 3a ,oguctuncky“ Komrany, Manuky, koja je
I7eflaa ia M Off MNCIIa, KAao HberoBa To60Xmba ,capafHuIa’,
IpeKo Cya OCTBApyU MaTepyjanHy HOOUT, HOK ,KIUIIKA® U
onepcka Kourrana nmajy cBoje fOCTOjaHCTBO, He TpuMajyhu
yBek ,mnary uan noknos. Komrana ogbuja Crojana, Kora
je BoJIe/a MM T'a jOII BOJY, He 300T MecedMHe Koja ,rpeje u
nanmy, ygapa y 4emo®, Beh 1To y ieMy He BUAY 3alITUTHMKA.
To moxasyje ja OHa IOpef CBe CBOje M/IAIOCTU HIje JaKoMa
ocoba fa 61 ce OP30I/IeTO IPeNycTIIa HeKoMe Ko jy je Beh
jemHoM yBpepuo: Luzanka, ko da éuwe! Hespenn Crojan
HUje CXBaTHo Aa je KomrTana XTena u ycrena mera fia 3allTH-
it neBajyhu Tomn. Murtke je Komranu moryhu 3amtuTHuK,
a/u U Ta IpUIMKa 3a Crac feMHUTUBHO U30CTaje.

IlITo ce Tnye mojayaHe ,jaHadekusanuje“ y pyroj Bep3uju
Kowmane, xojy ciomutbe Typrnakos,?? KoMIIO3UTOp He Ofpu-
Je yTHIIaj YellKe IIKOJIe Ha CBOje Aeno, anu 6e3 JaHadyeka,
4njy je Jenyy MHaue U3y3eTHO IieHNO. 3a BpeMe CTyAuja y
IIpary Huje HM MOTa0 3HATH 3a IEHOT ayTOPa, jep je Ha CLieHY
TaMOIIbET HAIIMOHATHOT TeaTpa JeHyda cTymmna 1916. ropu-
He. [Ipe 6u ce y Be3u ca Kowmanom MOIIO pa3MUIIBATH O
»Mycoprckusanuju’, ¢ 063upom fa je Bopuc IodyHos motiy-
Ho npeokpenyo Kowosnhes ogHoc mpema donxitopy, ciy-
TaH YeLIKMM Ha30pUMa O ,IaTBopewy . Jlo ymosHaBama ca
MY3MYKOM ApaMoM Mycoprckor gouro je 1918, ca Jenygom
1920. roguue y 3arpeby, kapa je Kowosnh yBennko numao
ufiejy o MIaCcTULN IIeBaHe pedl, HacTajle Ha CTYAujaMa, II0f,
YTUCKOM ,,MenloMuMMKa“ Bragumupa Pe6ukosa.?

Ha xpajy, ga ce sanuramo, kao u 3a gpamy Crankosuhe-
By: LITa IIpeiCTaB/ba y MOCTMOfepHO BpeMe Komosnhesa
Kowmana? Jla je Ha penepToapy, kao 1mro 6u Tpebano na
6yne, meHO MecTo 61 61Mm0 Mehy MysmukoM kmacukom 20.
BeKa, Mehy fenuma Mropa Crpasunckor wiu Kapona Illnma-
HOBCKOT, ca Kojuma Kowosuh fgenn gact y nsbopy 3a wiana
Yemke akageMmnje Hayka 1938. rogune. Anu, HeMa IPUCYT-
Hux KomwoBuhesnx omnepa 3a gomahoj cuenn, koja yormrure
U He HeTyje HallIOHAJIHN pelepToap, fia He TOBOPMMO O IIpO-
nyctuma gupeknnje 6eorpagcke Omepe fa ce HEKO CPIICKO
Iieno miacupa y uHoctpanctsy. Ha MehyHapogHoM Mysuy-
koM dectuBany y Opaukdypry Ha Majun, 1939. rognse,
6eorpagcka Omnepa yuectByje ca [oroBueBum Epom. 3ap To
Huje morna 6utu Kowmana? VI y gpyrum ce mpuamnkama
ynpasa HapopgHor nosopuiira rnoHamasna, Kako UCIPaBHO
nyre Cro6onan Typnakos, Kao a CpIicKa My3WKa He OCTO-
jun. Kapa je mocne JIpyror cBerckor pata Omepa y beorpany,
npexo Be3a Ockapa [laHOHa, KpeHyna 1954. roguHe y moxofe
»3aMafy" ca pyCKMM pernepToapoM, MOI/IH CY YeTHIIN Ipe-
CTOHMYKOT HaIlMOHA/IHOT TeaTpa HellITO Ia IPefy3My Y Be3u
ca cprckoM onepom. OBako je ocraso fia ce o gomahoj Boka-
HO-MHCTPYMEHTA/IHOj NIPOAYKLUjU TIpefaje 0 My3UYKUM
mIKoMaMa, 6e3 MoryhHOCTM ocTBapema OYUITeHe HaCTaBe.
Kowmanu Mory faHac fa ce fuBe CTpy4maly 13 HOTa, U Ja
Huje moBpeMeHoTr nsBohemwa Cumgonujckoz mpunmuxound,
koju je Komosnh cmoxmo ns mehyurapa n 6ameTckux cijeHa
CBOje omepe, MIajie My3uKanHe reHepanuje y Cpbuju He 61
HU 3HaJIe 32 IeHO MOCTojambe.

! Cuexana Huxonajesuh, Ognoc usmebhy Cran-
xosuhese n Kowosnhese Kowmane, y: Mysuu-
Ku manac, 6p. 1-2, 1997, Beorpap, 34-43.

2 Bupu: Ocman Bukuh, Cabpana djena, njecme
u opame, Csjetnoct, Capajeso, 1971. ¥V mpenro-
Bopy (ctp. 27) Jocun Jlemnh HaBogu na je 3na-
muja Hactana 1905. ronuHe 1 fia je nenoM obja-
B/beHa y bocun 1906. Vicre rogune je npeu myT
npukasanay CapajeBy. Y HeloyMuIy Hac 10BO-
nn Kowosuhes pykonuc mysnke 3a Buknhes
KoMaf ca rofuHoM 1904. Moriio ce flecutu 1a je
Hyumnh nocegosao Huxuhes pykomuc, koju je
Ha Taj HauuH jocreo fo Kowosnha.

3 Maja Crpoun uuje nosuasana Crankosuhesy
npamy. Kowmana ce mpBu IIyT faBaja y XpBart-
CKMM KpajeBrMa Ha creHy Ocujedxor Kasanm-
mrta 25. anpuna 1918. rogune. Bupn: Spomenica
o pedesetoj godisnjici Narodnog kazalista u Osije-
ku 1907-1957, Osijek, 1957, 216.

4 Tlerap Mapjanosuh, Hapoaun komazu ca
nepaweM y Cpba u Kowmana Ilerpa Kowosn-
ha, 36oprux Mamuue cpncke 3a cyercke ymem-
Hocmu u mysuxy, Hosu Cag, 1994, 6p. 15, 175.

5 Hapexnaa Mocycosa, lupuxa Ietpa Kowosu-
ha, 38yx, jyeocnosencka mysuuka pesuja, Capaje-
BO, 1967, 6p. 75-76, 8.

6 Kao nmoce6Ha my6nukanuja, npemTaMnaHa
u3 Bpankosoz kona, objaBpena je Kowmana 'y
Cpemckum Kapnosunma, Cpricka MaHacTUpCKa
mTamnapuja, 1905.

7 Bopucas Craukosuh, M3za6pana dena y mpu
kwuee, Kowmana. Tawana, Kibura 2, usfgame
JPJ, beorpap, 2006, Bupgu: mornasbe OmnoMun
un3 Kowmane (1905), 61.

8 Hanexna Mocycosa, [Terap Kowosuh Ha c1je-
Hu 6eorpajsicke Omnepe, Cyena, 4aconuc 3a no3o-
puwny ymemuocm, Hosu Cag, 1968, 6p. 6, 629,
630.

9 Tlerap Komwosuh, Pasrosopu o Komranu, y:
Kwuea o mysuyu, Marnna cprcka, Hosu Cap,
1947, 106.

10 3anuM/BUBY M OPUTMHANHY CTYAU]y maje
ViBana Vinuh, kondponTupajyhm nsa HacnosHa
nuka u3 onepa yKopsxa busea u Ilerpa Kowosu-
ha y cBojoj kwusu Fatalna Zena, reprezentacije
roda na operskoj sceni, Fakultet muzi¢ke umet-
nosti, Beograd, 2007.

11 Bopusoje Jesruh, Bankarcke dpamcke mozyh-
Hocmu, nutupa ce npema Jparanu Yonuh-
BumanoBcky, VileHTUTET HALMOHATHOT 030~
pumta, 360pHux Mamuuye cpncke 3a cyeHcKe
YMEMHOCMU U MY3UKY, 6p. 34-35, Hosu Cap,
2006-2007, 149.

12 Mara Marasunosuh, Moj #ueom, npupenn-
na Jenena Illantuh, Clio, beorpan, 2000, 334.

13 Munka Aunpuh, [Ipoyuyasame Crankosuhe-
Be ,Komrane“ uHTepHIpeTnpameM YMETHIYKE
ynore necMme y 10j , Kwuxesnocm u jesuk, beo-
rpag, 6p. 1-2, 1986, 45.

4 Tlo kasuBamwy KOMIOSUTOpA U aKafeMUKa
Dejana Hecnmha, MuTKeTOBOr IpayHyKa 110
Mmajiu Bykocasu pohenoj Kanumanunh, Mutke
ce youo u3 nuurosa. JKuseo o 1848. o 1894.
mro 3Ha4yy 46 roguHa. XKena my Codxka 3a kojy
cy ra BeHuanu pobann, ,aa ra cMupe®, 6una je
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cTapuja of wera (pasrosop ca Jecnuhem Bohen
18. maja 2011.) BepoBatHo je n Kara 6uia cra-
puja ox Xaym-ToMe, TTOIITO OH CIIOMUEbE ,,BEH-
Jame 3a CTapo 1 Hexparo . V3 komajga BUANMO
ZIa je Taj Opax OMO HepaBaH U CTAJIEUIKM, IIOLITO
Toma xenu npebariyje fa je u3 bamminje ,MOTH-
Kapke” (BepOBAaTHO CeOCKOT MopekIa). CUTypHO
je 6110 y IMTamby BEIMKI MIPa3 a Ce IIOTIIOMOT-
He ocMpoOMalleHa xaujcka Kyha. ,Tpancakun-
ja“ cnuuna oHOj U3 Heuucme kpéu.

15 Bunu: Hamexpa MocycoBa, AHanusa omepe,
mata y3 kommeT nnoda Kowmane, III'T], beo-
rpap 1983.

16 omKyd mo cad da Bopuwn komad us eparan-
CKo2 usoma’ nocmade wezo6a 0pamcka npu-
4@, na 0a ce Ha wYy jou HA008e3yje KAo HeKaKea
donyHna napoora noesuja! Cnro6onan Typrnakos,
Hcmopuja onepe u 6anema Hapoonoe nosopu-
wma y Beoepady (0o 1941), uspase ayropa, beo-
rpaj, 2005, Tom 1, 368.

17 Yemo, 368, 369.

18 TIncmo ce uurupa y papy Hemap Kowosuh
Ha cyenu Beozpadcke onepe, 639.

19 Typnakos, Has. deno, 370.

20 Hapexpa Mocycosa, IIpenucka usmeby
ITerpa Komosnha (1883) u 3nemexa Xamaba-
ne (1899-1962), Mysukonozuja 6p. 2, beorpag,
2002, 67.

2L Ycmopuja onepe u 6anema, Tom 2, 798.

22 Ycro.

23 Nadezda Mosusova, Modernism in Serbian/
Yugoslav Music between Two World Wars, Ret-
hinking Musical Modernism (My3uuxu modepHu-
3aM-H08a my;vtaueﬂza), 360pHuUK pagosa, CAHY
1 My3uKOIOUKN MHCTUTYT, beorpax, 2008,
118.

Iyryjem 3axBannocT ap Pamky Jopanosuhy
u np Karapunu Tomamesuh Ha KopucHuM
nHpopmamujama.

** Osa ¢ororpaduja npencrapmpena je 2002.
roguHe Ha n3nox6m dororpaduja y @panmyc-
KOM Ky/ITypHOM LeHTpy. Kputnuap Ionumuxe
(1. aBrycr, 2002. cTp. A 14) 0BaKo je IPOKOMEH-
Tapucao 3yKoB CHUMakK: Llenmpanuo mecmo
npunada gomozpaduju ca ,0e6UHAHCKUX U360~
pa“, nopmpem mnade desojke, 6ocoHoze, 3abpahe-
He mapamonm... Jlenoma nopmpema ypahena je y
Kpajroe 0cKyOHUM c6emmocHUM ycnosuma. Dac-
yunanmua 6ankancka boxonoa... maxey gomo-
epacky ukoHy, packouite senome, bynKocmu
U 4e0HOCMU, HUCMO CKOPO 6U0eNU HA HAULUM
usnoxbama.
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Summary: Following the “unusual life” of Petar Konjovi¢’s opera
Kostana, after the triple Yugoslav premiere (in Zagreb, Belgrade
and Ljubljana, 1931) till the last Belgradian presentation in Warsaw
1960, the authoress is polemically treating critical writings on the
performances of Kostana and genesis of its three versions, focusing
on Konjovi¢’s encounters with performers and personalities who
influenced the creation of opera and the shaping of its individual
characters. Such an approach has given to the present study an
interesting sociological quality which is also supported by referenc-
es in Annexes (No 1 and 2, pp. 20 and 21). Regretfully, for admir-
ers and specialists KoStana exists today only in the score. If it were
not for the sporadically performed Symphonic Triptych, arranged
by the composer in 1935 from the opera’s excerpts (interludes and
ballet scenes), young music generations would have no idea of this
extraordinary stage piece composed by Konjovic.

Key words: Bora Stankovi¢, Petar Konjovi¢, Kos§tana - dramma,
Kostana - opera, folklore, folklorism, folklor song.
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MY3URA W IPYTE YMETHOCTH

Ana Maprosuh*

KOMMO3ULIWAJE AYLLAHA PAAWRA HA CTWXOBE
BACKA MOME Y NAPANEAW3MY CTBAPANAYKMX MOETWKA
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Caxxerak: Komnosurop Jyman Pagih n necHuk
Backo Ilona cycpenu cy ce y maagoctu. Mano
CTapuju MECHUK TAJ[A j€ U3BPIINO K/by4aH yTHU-
11aj Ha KOMIIO3MTOPa Vi IbUXOBYU XMBOTHU OCTaIN
Cy obefe)xeHy TPajHUM IpujaTe/bCTBOM U Opoj-
HUM capajibaMa. YIIPaBo IUIOJOBM TUX capaji-
BI jecy TeMa oBe MoHoTpadcke crymuje . Y
LIEHTPYy pa3MaTpama HalllJIO Ce CeflaM BOKaIHO-
MHCTPYMEHTAa/THUX KOMIIO3UIMja, HACTANIMUX Y
IIepIOJY Off IECTe [0 fieBeTe AelleHyje IIPOLIJIO-
ra Bexa: Oncednyma sedpuna (Cnucax, IIpedenu
u Onceonyma eedpuna), Rene-xyna, Yenpaena
3emma, Yuumermwu u Byuja co.

3ajefHMYKO MHTepecoBame 3a IOjeJjMHE
TeMe YCIOBUJIO je ,TpaHCMyTanujy* (oMumeH
PaguheB TepMuH, mopeksoM K3 anxeMmiuje)
MIeCHMYKUX CTMXOBA M MY3M4YKe MHCIMPALU-
je y enabopanujy HajpasnIuduUTUjUX TeMa: Of
er3UCTEeHIMjaINCTUIKOT TIOTIefa Ha condi-
tio humana [0 HallMOHATHe MUTONOTUje U
ucropuje.

Y nmapanenusMy noce6HMX CTBapajayKyux MyTe-
Ba, 06a ayTOpa BpeMEHOM Cy yO/IaXkuia OLTpu-
1y MOAEPHUCTUYKY KPUTUIKOT yMETHUUKOT
uspasa, Moryhe, BoheHU TOrnKoM HeKUX cOII-
CTBeHNMX ,,TpaHcMyTanuja“.”

K/byuHe peyn: BOKa/THO-MHCTPYyMeHTa/THA My3H-
Ka, MOflePHM3aM, pyTa 1o/oBuHa 20. Beka, Jyro-
cnaBuja — Cp6buja, Tymran Papgwh, Backo IToma.

* Ana Mapkosuh (1977) 3aBpiaBa cTyznuje
MysuKonoruje Ha PakynTeTy My3sudKe yMer-
HOCTM YHUBep3uTeTa yMeTHOCTH y beorpagy
u cryguje OniuTe KBUKEBHOCTU U Teopuje
KIVDKEBHOCTY Ha PUIONIOMKOM haKyITeTy
Yuusepsurera y Beorpany. baBu ce mpesobe-
1beM, IJCabeM 11 M3BODAIITBOM y OKBUPY pas-
AVMYUTHAX MY3UUKUX CacTaBa.

tTBapanamrBo Backa ITome (1922-1991) npunapa

caMoOM BpXy cpicKe noesuje. Ilona je jeman opn Haj-

npeBoheHNUjUX HAIIMX TECHNUKA, @ Y MHOCTPAHCTBY
je cpcraBaH Meby Bopehe nmecHuke caBpemenor csera. Ty
CTIaBY je pelaTMBHO PAHO CTEKAO M I[eJIoTa >KMBOTA Y>KMBAO.
TakBa npusHama MOXK/ja Cy MUMOMNIIIIA KOMIIo31uTOpa Jy1na-
Ha Papguha (1929-2010), anu oHaj TpeHyTaK y KOMe Cy ce 0Ba
ABa CTBapaolla Cycpena, off K/by4HOT je 3Hayaja y omycuma
obojniie, a cycpeT ce HOTOANO Y IPEIOMHNM BpeMeHMMa 3a
CPICKY YMETHOCT ¥ KYNITYPY.

bune cy To mepecere rogune npowmsora Beka. Hosa Jyro-
C/l1aBMja, Y HOBOj, COLIMja/IMCTUYKOj U3TPpafby MHPACTPYK-
Type U IPYLITBEHNX BPeTHOCTM, TeK IITO je VICK/bydeHa U3
momeHa VicTounor 61oka (1948), a ma ce cBe MMIInKauuje
TOTa MICK/by4elba jOIll YBeK HUCY ycIene fa ucnoke. Ha mormy
KyJIType ¥ YMETHOCTH, [0 Tafia OJ/Iy4HO HAMEeTaHM MMIIepa-
TUBU COLMjaIMCTUYKOT peanyusMa OCTaIy Cy 6e3 moTmope
KOjy Cy, 3aIIpaBo, je;HO U MMa/N — y BUY IIOTUTUYKO-KTIe-
OJIOIIKOT MHTEepeca 3eMJbe, 2 HOBO UEO/IOMIKO-TIONUTUYKO
ycMepeme II0f;pasyMeBaJio je MOICTUIIake Ha HOBO Tparasa-
IITBO y CTYXOM M3rpajibe jefHOT COLMjaMuCcTUIKOT ypehe-
ha CBOje BPCTe.

Pasymip1Bo, HUKOMe HMje 6110 Tako fa ce cHabe y ToM
BpeMeHy. JeaH of HajyINeSHMjNX IpepaTHUX KIbJKEBHIX
kputndapa, Munan Borganosuh, Beh ocBefoueHu BemTak y
IpeNno3HaBalkby HOBUX BPEJHMX JOIPMHOCA jYTOCIOBEHCKO]
KIBJDKEBHOCTM — OapeM Kazia ¢y Minagu AHnpuh, Lipmancku
win Kpnexa 6unn y nutamwy,! 1951. ronune o6jasuo je cie-
nehe penoBe: A eso, peyudusu y cmeneny meuike spyhuue
danac u o0sde ce jasmajy, kao 0a npkoce epemeHy u Opyuimsy
Koje uzepahyje eumiu cmucao u jxueoma u 4oeexd, u Koje je
cee y epuesUmom HANOPy 3a wimo 0y6ive OCMUUBABAtbE CBUX
Husomuux oonoca? VM nexa ce Huko He 6paHu 00 08UX KOH-
crmamayuja any3ujom Ha HKHOaHoBWMmMUHY, jep Gumu npomus
HOAHOBUAMUHE HUKAKO He 3HAYU OUMU UCMOBpeMeHO 3a
Pymypucmuuxo-nadpeanucmuuka 6yHyarea. lanac mpeba u
mopa ce 00nyuHo 6umu u npomus JKoanosa u npomus osa-
KBUX peyudusa 6ecMuUco8ara y AUMepaAmypu u y ymemuo-
cmu yonuime. Y numepamypu U y ymemuocmu npe céeza 0ee
3emme U 0802a Opyuwimea. A da ce becmucnosarbe no8amnu-
pyje, He mpeba Ooxkaszusamu HU4UM Opyzum 00 yumuparoem
camo HeKonuKo cmuxosa us ose céecke Mmagocru (...).2 3a
U3peYeHM OlleHaMa, IJIMA 3a JJOKa3, yclefuaa Cy ABa IUTa-
Ta 13 TeK 0bjaB/beHe Toe3Nje ABOjIIle Tafa MIaiUX MeCHNKa:
Muoppara ITaBnosuha u Backa Iome.

PajloBu OBMX NeCHMKA, a OHJJA I OBAKBE KPUTUKE, CHA-
JKHO Cy OfIjeKHY/M Y jaABHOCTH, T€ IIPUBYK/IM MaXKIby U JJBO-
julle MIaIMX KOMIIOSUTOPA, KOji Cy 3aBpLIaBa/ly CTyMje Ha
Mysuuxkoj akasiemuju y beorpany. JJokne cy sanpaso cesann
TU YTULAjX — M CTUXOBA VM HETATMBHOT MyOIUINTETA, TPU
IelieHuje NOLHYje, Y je[JHOM pasroBOpy, jeflaH Off bUX, NUMe-
nom Jyman Paguh,® onncao je: Yexuhen saxacrenum omxpu-
hem Haopeanucmuukoe noxpema, 1954. eodune ucnucao cam
npezpuim cmuxoea, c6aKako noo yNausoMm manaca Hoee, 3a
mo doba seoma HeoOuUHe, 4ax OpyuimeeHo ysHemupyjyhe noe-
3uje Backa Ilone u Muodpaza Ilasnosuha.* Ho oBe cTuxose



KOMIIO3UTOP je 06jaBMO TeK BUIIIE Off YeTVPU JelieHNje TIOoce
HacTaHKa, objefumbeHe y 36upuy noy HacnosoM [Ipusuherve
npasoz nyma.>

Te 1954, 17. mapra, y canu KomapueBor HapofHOT yHUBEP-
sureTa, Paguh ce jaBHOCTY IIpeACTaBMO CBOjUM KOMIO3MLIN-
jama. VMsmeby octanux, usBeneHa cy merosa fena Cnucax
u IIpedenu, na ctuxose mecHuka ITone. Pagihes xomera n3
kmace npodecopa Munenka XXnskosuha, Enpuko Jocud,
takobe je ydecTBoBao ca cBojuM Komnosunujama. Konuepr
je mpaTuo moce6HO LITaMIAH IPOTpaM, Y KOM CY IeCHULN
CBOjUM KojIeTaMa OCBETH/IN I10 jefaH Kpahu moeTcku Texct
- Iloma Papuhy, a ITaBnosuh Jocudy, mox ce usmeby nsa
CTYIILIa HAIIAO CTM/IM30BAHY IIPTEXX BMONOHYE/A, Pajl CIMKa-
pa Mapuja Mackapennuja.

KoH1epT je y My3su9KOj jaBHOCTU IPOM3BEO KOMeEIamhe
HUIITA Mae Off OHOTa KOje Cy MeCHUIV IOKPeHYIN Y KibU-
KeBHOj. C TOM pas3/IMKOM [a ce jeflaH IOTBpPheH ayTopurer,
ITaBne CredanoBuh, oBora nyra Halrao Ha CTpaHU MIaJuUX
KOMIIO3UTOPA, 2 0BO HBJIXOBO IIPBO 3HAYAjHO IIOjaB/bUBabe
MeTa)OPMYHO 03HAYMO KAO 064 Ce6a Myte y HAUL0] My3uH-
xoj saboxpeuunu.® Tlocne xouuepta, komnosutop Panuh je
CUMOOTMYHO [IOHEO TUTYNY enfant terrible opame Mysud-
Ke CpefiiHe, IITO MY je JIOHe/NO ¥ 3HaTHY HOIy/IapHOCT.
MebyTuwm, 3a oBaj KOHIIEPT je HajupenusHuje pehn na je cme-
Kao 3Hayaj jefHe aBaHrapgHe MaHudecTanuje (IpBe MoCe
ocnobobema semsbe)’, jep Cy 3alpaBo, KAKO apryMeHTYje
np Mupjana Becenunosuh-Xodman,? cBa memapama nose-
3aHa C BUM OMIa yCIOB/beHa KOHTEKCTOM Y KOM CY ce Ofii-
rpaBaja, ¥ y TOM CMMCIY OCTBapyuia yTUIAj pasauyuT — fa
He Ka)keMO: 3aKacHeo M y HeKOj Mepu yOmaXkeH — y OfFHOCY
Ha MaTM4YHE II0jaBe ¥ eBPOICKOj yMeTHOCTH. TujaHa Ilomo-
Buh-Mnahenosuh oBoM koHuepTy Hamasu mecto usmeby
N1Bajy ,aBaHTApAHUX yaapa“ y UCTOPUju CpICKe Mysuke.” A
0 YCNIOB/b€HOCTMMA KOje Cy yTHUIlajle Ha TBOpehe OBAKBMUX,
crerupUIHNUX UCTOPHJCKO-TEOPHjCKUX HOfENa, M O YCTIOBHO-
CTHU BUXOBe IIPUMeHe, TOBOPe U PaloBU KOji ce 6aBe IPyTruM
YMETHOCTMMA Ha OBUM IIPOCTOPUMA Y O3HA9€HOM Ieprogy.
Taxo ce, Ha IpuMep, U3IBaja 1 jefaH Moce6aH TePMIH KOjUM
ce OBaKBM ,yJapHU, ,aBaHTAPIHY HACTYIIM MOTY O3HAUUTH
Kao UCTIO/baBabe MOOePHUSMA Hepa3eujeHoCcmU, Tie MOfiep-
HU3aM y KYITYPU He U3PAacma u3 00jekmueHo ymememnbeHux
ycnosa Hanpemxa.

ITpema munubewy gp Mupjane Becennnosnh-Xodman,
0] lefla M3BEJIEHMX Ha KOHIepTy U3 1954. rofuHe, jenuHo je
Cnucax 3a1icTa MMao TeXXMHY aBaHTapAHOT MY3M4YKOT HaCTY-
ma, BOK je TaKaB YTUCAK O 1Ie/10j MaHu(pecTauuju JOFATHO
nsrpaben objaBmuBamem Tekcra I[laBma Credanosuha.
Orypa, nako ce salpaBo OC/lalba Ha YMEPEHM MOJIepHU3aM
HUropa CtpaBuHCKOT (TauHUje, Ha 06jeKTUBUCTUYKY TMHU)Y
CTpaBMHCKOBOT IIPUTYIIEHOT eKcIipecnonnsma),!? Paguhesa
My3UKa y OBOj CPeIMHM JOCTUI/A je aBaHTapAHMU 3Hayaj. Y
kacHujuM cehamwuma, Paguh cBoj MofepHUCTIYKY TOCTYHAK
objarmaba Ha 0Baj HAuMH: [00cmakHym noaupummuuHom
kombunamopuxom Veopa Cmpasunckoe, ja cam epaouo acu-
MempuuHe, Kpamke my3uuke dpase Koje cy ce y3 mane usme-
He noHasemwane 3asucHo 00 nesarnoz mexcma. To je 6uo maj,
npogecopuma nenpuxsammusu, ostinato’; (...).!13 O moce6-
HOM IIPUCTYIY TJIACY 3a Koju ce 61o omnyuno, Paguh sama-
xa: Moj npeu npunas 80KanHoj, 00HOCHO XOPCKOj My3uuu,
npamuna je xema 0a U3 e U3syuem HeyobuudjeHu 38yK, oa,
3002 c1adyrasocmu NOCMpoManmu4apa, onospeHem, Moxoa,
uumasy nozuxy nesara.' (...) Iloxywao cam mo uncmpymen-
MATHUM MPEeMMAHOM bYOCKO02 27IACA Y3 HANAOHY, HAUSMEHUY-
HYy NpumeHy cUnabuuHUX U Menusmamuunux Huszosda. Ozpa-
HUYABAO caM MenoOUjcKy Pppasy Ha HEKONUKO MOHO8a, npe-

Hebpe2asao Oy#uHe HAWUX je3UUKUX aKle-
Hama, anu y6axasao wUxoey y3na3HoCH
U CUNAZHOCM; 4AC cam 0a6ao npedHoCH
ANCMPpaKmuum My3UUKUM 3aKOHUMA, 4ac
CMpo2o 02panu4asao neeauke AuHuje u3a-
6parum mexcmom.'> Taj usabpann Tekcr,
kako ce focehao Paguh, nmpe cBera je oncyn-
HO yTHIIa0 Ha CAM M360p Mefyja My3UIKOT
uspaxasamwa: /bydcku enac mu Huje 6uo
HeonxodaH. Jbyockom enacy me je npusyxna
nozodHa cpeduna (...) Y mom nepuody nauie
mysuxe bopusoje Cumuh je ca Paduo-xopom
6e3 npedomuiimara uzeoouo domakhe xom-
nosuyuje. Hanucana dena 6pso cy cmusa-
na 0o konyepma. Hapaeno, mo mopam oa
HA2NIACUM, Y MOM CILy4ajy npecyoHy ynozy je
umana mazujcka npuenauHocm noe3uje Bac-
xa ITone.!S A opabpaHy TeKCT Huje caMo ¥
0BOj mpuuIy 6mo u3 noesuje Backa Ilome.
Cmuxosu necnuka Backa Ilone cy mu 6unu
0CHOB8A Y HEKONUKO 0y2auKUuX KOMNO3uuuja.
Ibezo6a noesuja mu je uzyzemno Onucka.
Mocey pehu 0a cam npeo ynosnHao cmuxo-
8e, na oHoa u camoe necruxa. bumno je mo
npe mpudecemax eodunda. Omada, cée 0o
dawnac, mu cmo npujamenu u capadnuyu.’
Ty rpyny ,,Ayradkux KOMIosumuja“, Koje
nomute Paguh y nutupanom pasroBopy
u3 1986. rogune, a kojumMa he 6urtu nocse-
hena nmoce6Ha macma y 0BOM pasMaTpamy,
penoM caunmaBajy ,KaMepHU TPUITUX
Onceonyma sedpuna (Cnucax, Ipedenu n
Oncednyma eedpuna, UMKIyC HecaMa) 1
KaHTare Hene-kyna, Ycnpasna semma, Yuu-
memu u Byuja co.'8

CtBapanayku xabutycum
necHuka None n
komnosutopa Paguha

Y HaKHaJHOM M YKYIIHOM carjeflaBamy,
Papuhesa n ITonuHa ocTBapema mokasana
CY Ce Kao BUIIECTPYKO OINCKA, YaK 1 Y jef-
HOM ILIMpeM CMMUCITY, HE CAMO Yy KOHTEKCTY
PagunheBux fena KOMIOHOBAaHUX Ha CTU-
xoBe Backa Ilome. Opnuke cTBapanamTBa
ABOjuUlle ayTOpPa, IO3HOMOJEPHUCTUYKOT
IIECHMKA U je[[HOT KOMIIO3UTOPA YMEPEHO
MOJEpHUCTUYKOT yCMepelba — KaKBe Cy Haj-
gemhe oLleHe BUXOBUX CTUICKUX OPUjeH-
Tallija — MOTY Ce CaMepUTH Ha HEKONIMKO
PasIMYNTHUX HUBOA. Y HajMamwy pPyKy, OMI0
6 TO Ha HUBOY CafPXXMHCKOM, Ha HIBOY
MTOETUYIKOM, ¥ CBaKaKO Ha HUBOY JJPYLITBE-
HO-MICTOPMjCKOT KOHTEKCTa, MaJia je CBaKa-
KO ped O CIeuu(puIHOM CIIETY, Y KOM je
TEIIKO HOCTaBUTK pa3Meba oBUX paBHIUL.

I'papgehn Ha gocturnyhnma Hagpeanucra
U TIOf, IbUXOBUM yTUIajeM, TeCHUK Backo
[omna!® mpexcrasno ce cnennduynum noet-
CKMM aMaJIlaMOM HaJIpeanuCTUIKOT U3pa-
3a U jeflHe CTPOTO pallyiOHa/THe, KOHTPOIN-
caHe [VCIO3NIMje U3PAXKEHOT — HACyNpoT
»ayTOMaTU3MY MOJCBECTU , KOjU CTOjU Ha

Z
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yIpaB/badKoj MO3UIIMjI Y CTBApaTadyKoM
npouecy peyenux [lonnuux npereva.?’ Vs
TOT IIOPMBa POAWIIA CE jeflHA Moe3Nja BPIO
MOJIepHOT M3pas3a, KOji je Kao TakaB 010 1
IIpenosHart, IpuxBaheH U BUCOKO lielweH U
Yy MHOCTPaHMM KIBJDKEBHUM KPYTOBMMA.
Huje, makrne, 6e3 pasyiora To IITO pa3nudmn-
i aytopu,?! Kasa roBope o [lonuHom cTu-
XOTBOpEmY, IPU3NUBAjy 4yBeHy Mucao Kap-
na T'ycraBa JyHra, 1o Kojoj je modepHocm
y HenpecmaHom eépahawy Ha eceHepuuxe
npanouemxe. Yapnc Cumnh, jeman o Haj-
AyuupHUjuX rymMada IlonmHor necHMmTBa,
O7l/1Ia3y KOPakK flajbe, Y 3alakamy fa [lomy
apxemun He unmepecyje, seh cnedehiu rwez06
creneH — OHO WMo OU ce M02I0 HA36aMU
rez080m docnosHom oopehenowhy, mauan
HAYUH HA KOjU ce OH Omesioebyje U yeéepasa
Hac y ceoj onmonowku cmamyc.>> Mopep-
HOCT Cé CTOTa OYMTYje yIIPaBO Y TOM IIOM-
crosehemy mecme ¢ npegmernouthy. IToma
CTBApHOCT He MCHUTYje MOITe/JOM HeKOT
IPETIIOCTaB/bEHOT — a 3alpaBo Hemoryher
- ,HeBMHOI“ mocMaTpaya, Beh okoM Koje y
HOTpasy 3a HeBUHOIINY y peIMeTy caMoM
HalIasy Ha TparoBe COICTBeHe HeMoryh-
HOCTH Jla C€ Ta HEBMHOCT IOBPATH, HaMasyu
Ty HeMOTyhHOCT MHTerpucaHy y IpeaMeT,
a Tako u cebe camora y IpefiMeTy, 1 y ToMe
cBOjy cMuceHocT. OTyfa ce c TpaBoM 3aIa-
Xa fla Ilonuna noesuja omxpuea npasHu-
HY U HUXUAU3AM, anu (...) HUXUTUCIUYKY
nycmow modeproz ceema jedunxa y ITonu-
Hoj noesuju casnalyje npenoznasarem con-
cmeeHe UCKoHcKe 0yOuHe, cmapoe cjaja koju
ce camo npeobpasuo unu NPuKpuo y mooep-
Hom 006y.>> OBa HOBOOTKpUBEHA Hajla y
CMICA0 NOCTOjalba MOJEPHE MHOUBUTYE
ofiBernta 611 TaKo Ha MBUITY IpyTe KPajHOCTH,
y IaTeTUYHOCT M3Pa’KaBabha O JOCETHYTOM
ocnobohewy onocehaja becmiuciia ersucres-
nuje. 3aucta, Muoppar ITasnosuh 3amaxa
KaKo ce y paHoM IlonnHOM cTBapanamTBy
m0ce6HO MOT'Y M3[BOjUTH TPU IaTEeTUIHE
TeMe: cnobopa, wby6aB u marpumorTnsam.’
Anu cBakako Hu IlaBmoBuh HuTH uKoOju
APYIM efleMeHTapHO IaXX/bUMB U CBECTaH
TyMad [lonnHe moesuje He MOXe y CBOjUM
3alla)kamblMa IacTU Y 3aMKYy KOjy je caM
HeCHMK n36erao: TeMe jecy maTeTUdHe, ajan
IbMIXOB M3Pa3 TO CBaKako Huje. Vsjennade-
e cybjeKkTa ca NmpefMeTOM HEMUHOBHO
BOJIM jeJHOM AHMULUPCKOM U3Pa3y, KaKo
samaka [Tantuh.?> [lateTnka ¥ HUXUIK-
3aM (4aK caTaHM3aM, KaKo OM MCTakao
[asnosuh),? y [lonuHnoj cy moesuju camo
IBe KpajHocTH, Mehy Tonukum Mamuma,
nameby xojux ce kpehe weroBo mecHnIKO
K/IaTHO. A y memermy je uzpa.”’

Cnuxka cseTa Kojy necuuk Iloma Tako rpa-
IV jecTe jeflHA LIeIOBUTA CIMKA CBETA, a/lu
TO CBAKaKO HMje Y CMUCIIy HEKAKBOT IIOKY-
aja ,pecTaypanuje, HecIojuBe ¢ Mojep-
HUCTUYKUM JieToBambeM. OHa je 3acHOBaHa
HA XYMAHUCMUYKOM AKMUBU3MY U Peso-

my, mozyhta je 6aw 3amo wmo je mpazuuan 00K UBwA] emy
nona3ax — Huje Kpaj u ymoxa céake axuuje, Hezo Npeu pasnoe
0a uosex KpeHe y dejcmeo, da ce npuxeamu 6opbe Ha Mom
nomwy 20e Hema 00mopa Hu nouurka. On makobhe 3Ha 0a yumwe-
81Uy MOMe HUCY OHO HAjeaxcHUje, 60p6a cama HOCU c80je Yube-
ge.?8

Vimajyhu y Bupy HaumH oprannsanuje He camo ITonmHux
II0jelMHAYHMX IecaMa, Beh 1 BUXOBOTr Cllajama y LUKIyCe,
a LuKiIyca y 30upke, a 36upku Tako Aa umHe, Kako ITantuh
KaCHMje Ha VICTOj IMHUjU MUALI/bER-a 3aI1a)ka, jeflaH IIeCHUY-
K BeHall (HapO4MTO aKo Ce Ha My MMajy OHa Herna, Koja 6u
HaMa OBJe 1 61a y 1eHTpy naxibe 36or yueutha y Paguhe-
BOM CTBapajallTBY), CBe Te elleMeHTe y3uMajyhm y o63up,
makie, [Tapnosuh y ITonuHOM cTBapanamTBy BUAU OATOBOP
OBOT TIeCHMKA Ha IIOTpeby fla ce CTBOPU jelaH en MoOepHO2
épemeHa, a ce HACTaBU jeflHa cTapa U, peKJo 6u ce, 3aMp-
Ma TpajMIMja BeNMKOT LUKIMYIHOT eICKOT IIeCHMUUITBA.
DparMeHTapHOCT YHYTap Te LieJIOBNUTe C/IMKe UCIO/baBa ce
Ha ITaHy MOJEpPHOT eCHNYKOT 13pasa i CBAKaKo je Ha Tpa-
ry yemmuHoctu Tomaca C. Ennora unn Espe IlayHpa. Ay
cxmagy ¢ Tom cknonouthy u ca spaharem Ha zenepuuke npa-
nouemxe, IIoNMHO MHTepecoBarbe 3a IOE3Ujy U MOETUIKY U
cafip>xajuo okpehe ce MUTCKOM mpenamy.>

Kao gyrorogummsy ypegHNK y jeflHOj BEIMKO] M3aBad-
koj xyhn, Iona je cBoje mupoko o6pasoBame 1 3aXTeBe TOT
HaMellITeha YKPIITa0 MHOTO ITyTa, Y HeKUM IIPUINKaMa ca
noceOHO MOACTUIAjHUM McxonuMa. Vsmehy ocranor, ayrop
je Tpujy aHTONIOTMja, Koje Cy pefioM ImocBeheHe HapoHOM
CTBapa/jalllTBy, XyMOpPy U NeCHUYKUM ,CHOBMDemuMma“, a
ob6jaspene mmox Hasusuma OO0 3nama jabyka, Yprebecnux u
Honohno cynye.> Ako ce y TOM CBeT/Ty caryiefia 1 [leJIOKyTIHa
II0eTCKA 3a0CTAaBLITHHA OBOI IIeCHNKa, He u3HeHabyje mto
ce y TOM caIjleflaBaiby — Y3 ,TpY MaTeTU4He TeMe" — U3[IBa-
ja jomI jemHa KapaKTepMCTMYHA yIopulIiHa Tpujaja Ilonune
HeCHMYKe MHCIMpaluje: GOIKI0p, XyMOPHY OTK/IOH Of CBe-
Ta U TlecMa Kao CaH Koju ce OymHUMa yKasyje (sudemu y cHy
snavu cmeapamu).’!

ITonuH ,,360pHUK NeCHNYKMUX CHOBMDema“ Ha HeKM Ha4MH
KOMYHUIIMpA ca jefHOM HeOoOMYHOM, ayTOPCKOM aHTOJIOTH-
jom [lymana Papuha, mox HasuBoM Y cenyu Xepmeca — 360p-
Huk eexosrux mawmapuja (2002).>2 Mehy onabpane ,,mamra-
pe“ yBpctuBmn Behu 6poj necuuka, nucana u Mmucnmana,
Tajyhu v cBoje IIpeleBe IojeMHUX TeKCTOBA, Panuh je mony-
AMO HeOOMYHY aHTOJIOTH]Y, CBElOYAHCTBO COIICTBEHOT OpM-
XX/BYBOT U TIOCBeheHOr MHTepecoBamba 3a MUTaba XePMeTH-
sma’*: anmonoeuja y cenun Xepmeca npuxynsa cpodme mex-
crmose Koju noxyuiasajy 0a spame 3azy6weHu cK1ao ymosarea
pasboxopere HayKe U UHMYUMUBHOZ OMKPUBAHA NPUPOOe
Kocmuukux 3asuchocmu.>® Y3 1o, Paguh o6jammasa u Kaksy
TO Be3Y OBO berOBO MIHTEPECOBabe YCIIOCTaB/ba Ca YMETHU Y-
KMM CTBapanamrBoM: Moj, cada nokojuu, npujamen Backo
ITona je 2060puo 0a oxaj Koju uma Kwy4 céoje ymemHuuke
2pare Moxce 1aKo — C UCHUM MUM K/by4eM — 04 yra3u u y opy-
2e ymemuuuxke zpane.® (...) Ya6yhyjy me, odasHo, KocmozoHuj-
cka numatoa.(...) I noxywasam 0a nahem o0zosope y pazHum
MUMOBUMA WUPOM c6etnd. 3amo 3anasum U y epare 0py2ux
ymemHocmu, He 3a0picasajyhu ce camo Ha mysuyu. Moeyh-
Hocm 00XUB/bABAA OmKpusera’ je onda 6nuxca.>’

Y npucryny cBojoj ocHoBHOj npodecuju Pagnh, gaxe,
UCIIO/bAaBa M jeSHY Mepy CBECHe TeXIe Ka CUHKPETU3MY,
y3 takohe ocBenrheHo casHale [la ce OH HUKajJa He MOXe
moctuhy y moTnmyHocTH. Y MCTHM pefj IpujaTe/ba U CapagHMU-
Ka, nopex Backa Ilome, moce6Ho Kapa je peu o bopu Tocuhy,
Ha 4Uje je TeKCTOBe Takobe mucao Mysmky (4ak paspaguo u
IUIaH jefHOT [IOCeOHOT 3ajefHIYKOT MUKCMMeOUjantoe mpo-



jexra),’® Paguh cBpcTaBa HMS JPYTUX TECHUKA, CTUKAPA,
Bajapa, peguTemba. Y3 To, Harnamasa: Mixed-media je Haj-
pawupenuju cmuncku npasay, opyze nonosune XX eexa (...)
Hanac, xada cy uspaxajna cpedcmaa (...) 20moso ucypnenad,
cnazanuye no3Hamoz mamepujana y Hose yeauHe nocmajy
cee npuenaunuje. (...) Jaxne, anxemujcko myhkarwe ucewaxa,
u3 HenpeenedHoz apcenana éeh yobnuuenux wyockux opyha,
xohy pehu ymomeopuna, npyxa Heodomuse usaszose 0aHa-
WrUM ‘majcrmopuma nesauuma’,® samaxxa Paguh. OBa Kom-
MO3MTOPOBA 3allaXkKaba cafip>Ke OfTOBOP Ha NMNTambe Koje Ce,
y cariefaBamy YKYIIHOCTU EETOBOT OIlyca MOXja HaMmehe
U Kao IJIaBHO, a KOje je IyXOBUTO (HOPMYINUCAHO Y CTYAUjU
np Becue Mukuh: kako y ucmu max 6umu u Heoknacu4ap u
enfant terrible?*” Jep, kako 1p Muxuh sanmaka: c6axo wez060
Oerno moxce da nocedyje ampubyme Hexe 00 (...) paduhesckux
Mmodeprucmuuxux cybsepsuja.*! OBa ayropka Takobhe, kao u
ayropka lopuna ITununosuh, ncTrde npoTuBpedHe TEXHbE
y caMoj cTBapanaukoj mruHocTy [Jymana Paguha: ,aHTNKOH-
dbopmusaM®, anu u ,HEMPETEHMOZHOCT, ,,PaJO3HANIOCT,
Kao I ,4BPCTe Be3e ca PeaHuM >KMBOTOM', KOje 1ajy OCHO-
Ba 3a HEroBa IapajoKCaJHa YMETHUYKA UCIO/baBama. Y3
HaBeJleHO mpucraje u PaguheBa Bepa fa je muTame cTBapa-
JIa4KOT pa3Boja, I1a U pa3Boja IMYHOCTY, Cap>KaHO y alxe-
muyapckoj bopmynu: solve et coagula: ,,pasyBoj, ma cmoj4?
- Bepa fia je ocHOBa MoryhHOCTH pa3Boja (CTBapanadke) T1d-
HOCTHM y TOMe: Pas[BOjUTH yTHI[aje, I1a CIIOjUTH Ha CAMOCBO-
jaH Ha4MH.

Ynpaso numajyhu Ha noce6HocT Ilonmae necHryke Mohn
fla TaHal| 3HAYeHCKUX MpeIera mecMe ,UCKyje“ Ha CBOj
HAa4YMH, TYMA4y paHMjerT [Mepuofa MeCHUKOBOT CTBapasa-
HITBA Y€CTO MCTUYY Jla Ce TIeCMe y TOM IIPOIIECY I0jaBIbyjy
Kao ,,3aTOHeTKe 0e3 OATOHeTKN, cBpcTaBajyhu ux tume y
OHO IECHMIITBO KoMe je Iloma mocBeTno cBojy aHTONIOTUjy
Honohno cynye.*> Taj edexar ,3aronerke 6e3 OATOHeTKe" y
IIeCMJ OCTBapyje Ce Y CaXXKMMamy, y eIIcaMa Koje JIeXe Y
OCHOBM YCIIOCTaB/bakba aCOL[MjaTMBHOT JIAHIIA OCTU3amba
3Hayemwa MeCHNYKOT uspasa. Mehytum, mocroju jou jenHa,
y OBOM pa3MaTpaiby MOXX/ja Ba>KHMUja MOTUBAIIVja TPYAa OKO
je3rpOBUTOCTH IIeCHIYKOT M3pasa. ¥ IlommHoM crydajy oHa
je,mpema ITaBnoBuheBoj nuTepapHOj ,AMjaTHOCTULIN, pe3YII-
Tar [yOOKOT IIeCHMKOBOT OTIIOpa IpeMa Moryhum smoymo-
Tpebama jesnka — mpema IMKIMjcKoj GaHamHOCTI. 44

Y tom cmucny Takobe, cTBapamauky XabUTycy IeCHMKa
Backa ITome n komnosuropa [lymana Paguha Hannkyjy jenan
npyrom. CBpxa aBaHTapfHe MHTEPBEHI{Uje — 1A Ce TIOCTYKNU-
MO TIO3HATUM U3pas3oM pyckux ¢opmamucra — 3a Paguha
jecTe y HEKOj BPCTH ,,0HeO0MYaBamba“, OKyIMpaba IaKbe Ha
HOB Ha4JH, I1a MaKap IpeMeT Te MaXKibe 6110 cTap ¥ IO3HAT.
Anu npepMer je Taj Koju Tpeba ma 6yme y LeHTPY Haxibe,
a He ayTopcka MuuHOCT: Paguh oTBOpeHo mpoTectyje mpo-
TUB danauire asanzapde, koja ce ocum Kejya, IlImokxayse-
Ha, bepuja u pemkux usysemaxa... ymana y mopy oocaoe
KakogoHuje, 3aCHOBAHA UM Ha NPeNPpUHABAtLY HPENPUUAHOL
VIV Ha HAO0OYOHOM yetbemasary CAyuwanayd TaKO3BaHUM
npoznacuma ‘noeoz 3syxa’.*> Omrpe npumen6e cy u nHade
BPJIO 4eCTO OKOCHUIA olieHa mocTojeher cramwa y Mysuum u
yMeTHOCTH, Koje je lymana Pagmha ounrto nyboko moraba-
n10. MebyTum, u TakBe 13jaBe 3aIpaBo Cy 3aCHOBaHe 3 UCTOj
JIOTMLM ¥ Ha UCTUM YBepemMMa Kao U OHE YMjU je OILITH
TOH MUPHHUjU, Te ce GYHAAMEHT y BbMMa NaKille pasasHaje.
IIpe mpudecemak 200uHA KpUmMuUapy cy me cMampani paou-
KanHum modepHucmom; nocne ussoherwa Oparopujyma (Ora-
torio profano, 1972-1974) onem Hexuma u3enedam Kao cneo-
berux ‘usxuemenoz’ asaveapousma. Penamo Ilohonu y noj-
My asameapde ucmuve aKMUBUCMUUKY, AHMALOHUCIIUYK,

HUXUZIUCUYKY U A2OHUCMUYKY NPUHUUN.
C 063upom 0a Hemam HAPOHUMUX APUHU-
mema Hu npema jeOHoM 00 08UX PeHoMeHa,
c6axaxo Hucam asaveapoucma. Yocmanom,
UCMO MAKO HUCAM HU MPAOUUUOHATUCTNA.
Mako ne nopuuem 3uauaj mpaouyuje, He
NOOHOCUM OUBTbEtbE 0BEUMANTUM 00pACUU-
Ma u pobosare akademMcKoM MOPAnUmemy
Koju noHekaod npedcmasiva camo Lywmypy
Hedocezryme epedHocmu.t®

TokoM IefeceTUX rOANHa, KaKO je KaCHNU-
je ucrakao Paguh, camo cam 6uo yuenux
senuxana npee nonosune 20. sexa: Ckpja-
6una, bapmoxa, Ilpoxkogjesa, Cmpasun-
cxoe. Iledecemux e00una, y 006a Kpymoe
coypeanusma, mo je 6uno 0080bHO 3a NPo-
sokamusHocm u npodoprocmt’. (...) Iloznan-
cmeo ca mano cmapujum Bacxom Ionom
Kopucmuno mu je euwecmpyxo. He camo
12080 NeCHUUKO UCKYCME0 Heeo U Puso-
30(pcKU NPUNA3 C8UM 3HAYAJHUM NOjasama
y Opywmay u opxasu.’” MebyTum, y noro-
BOPY cBoje 36upke mecama Paguh 6enexxn
u cnepehe: Hu menu Huje jacHo 3auimo me
je dasme 1954. 2o0ue (...) cnonana cmuxo-
manuja’*8 Backo ITona 6u Ha oBy Paguhesy
CaMOKPUTUKY MOX[a MOHYAMO TyMadere
y CBET/IY jeHOT ayTOMOeTMYKOT MCKa3a,
Takol)e HacTa/I0T Ha BUILE/IEI[eHIjCKO] AVC-
TaHIMPAHOCTY Off MECHUYKNX IIOYeTaKa:
Ceaxu uogex je, 6ap jedHom y c60M HUB0-
my, necnux. JJoeaha ce mo y mpenyyuma
06acjanum ypseHum UL UPHUM 38e30aMd,
¥ U3y3emHum mpeHyyuma senuxux y3oyhe-
Ha Kada céaxodHesHe peul U peweHuye He
nomaxy 4osexy oa ce uckaxce.*®

BokanHo-MHCTpymMeHTanHa
aena

OncenHyTa BepuHa

Cnucak

M u3 osux cmuxosa 060e noesuja je cagp-
weHo useempusna, KoHcTaTyje Mumnan
Borpanosuh, y3 gamy ,npenopyky“ unra-
ouuma: Anu 080e He mpeba mpazamu 3a
CMUCTIOM, jep KO 3HA KY0 6u 8ac mpaez 006eo.
Moswcoa da dame cmuxy uuie 00 0HO2A WMO
necHUK 807bHO Huje Mozao 0a my 0a, 0a 2a
ocmMucnume, Kao Wmo cam ja nokyuwao oa
OCMUCTIUM KOA CA 0CAM HOZY Y caznedasa-
Yy KOrwCKoz 060npezd, a OHOA cam ce ynia-
wuo 0a He Oydem okpemHuju 00 necHuka,
KOju MO#OA C6ECHO HUje HU XMeo Umu Huje
M02a0 3aMUCTUMU 08AKAE CMUCAO Y 080f
ancypoHoj cnuyu. Y oo wmo je y osaxeum
CUX08UMA HajHeye00HUje U MOPATIHO Haj-
HenooHOWbUGUje, yNPAso U jectne Mo umo
je cas maj 6ecmucao epno cmumiman. ¥ maj
becmucao ca npedymMulubajem 6ac Ha HeKu
Hauuu épeha, jep eac usuepasa. ¥ mo 3aye-
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710 Huje npujamuo. A noe3uja u kao je cmpa-
X00Ha, U Kao je epo3osuma, u Kad 8ac Mpeu
U noHuwmasa, mopa da 6yde npujamua, y
CMUCTLY Kéanumema Koju ycnoemasa 0a ce
sonu.>”

Komw

Obuuno
Ocam Hozy uma

Wsmehy sunuya

Yosex my ce HACMAHUO

Ca csoje cmpane céema

Taoda je 2ybuuy packpeasuo

Xmeo je

Ja npezpuse my cmabmuky Kykypysa
Hasmo je mo 6uno

Y ouuma nenum

Tyza my ce 3ameopuna
Y kpye

Jep opym kpaja nema
A yeny 3emmy mpeba
3a cobom syhu

Y cBom craBy Munan Borganosuh Huje
6o ycammen,”! a borganosuhy u ceum
KPUTMYAPUMa HbeTrOBUM UCTOMUII/bEH NN
Mma, [TonuH npujated u Kojiera, Kpurudap
3opan Mumh, HameHno je cnepehn onro-
BOP: ... AKO je 0aHAC HA CBUM je3UUUMa cee-
ma 00360/meHo pehu 3a wosexa Koju je ynpe-
240 Korba 0a my ce usmehy sunuya Hacma-
HUO... — MO0 BUlLle HUje Camo MeKo8UHA 06e
U oHe necHUuKe WKOe U NOEMCKo-Uoeo-
JIOWKA 000pA 08UX ULU OHUX CTI0je6a Opy-
wmea, éeh je mo jedan modepa, 3anpaso
seh noodasHo ycmamenu 2060p noesuje, 3a
koju cy ce 6opunu u bBoonep, u Hepsan, u
Hosanuc, u Majaxoscxu, u Enuom, necru-
YU U ¢ jedHe u ¢ Opyze cmpare bapukade, u
Koju je danac, xao Hexada [Janmeos u Pacu-
HO8 jesux, doucma jedan HA C6UM je3ULU-
ma. Mumnhesa ogbpana ITonnue noesuje
nsrpabeHa je Ha MMHUjU eTMOTOBCKOT Bube-
Bha OfJHOCA TpajuIjije M UHAUBULYATHOT
TaneHaTa.>?

[Tecma ,Kom“ Hamasy ce Ha mO4YeTKy
Papguhesor Cnucka,> Te Tako oTBapa uenn
»BOKaTHO-MHCTPYMEHTATHU TPUNTUX
Oncednyma eedpuna.>* Cnucax je, npema
peuuma camoz aymopa, HAcmMao y oKeupy
o0meperoz KAACUUUCMUYKO2 CIMEAPanay-
Koz nocmynka, 6a3upanoz Ha OCMUHAM-
HOM NpuHyUny u 610K06CK0j OpeaHU3ALU-
ju mamepujana, 0ox ce mpaouyuoHanHa
popma jasmwa jeduro y 6udy mpodena un,
ako 6710xk08a uma suule, y uiemu ponda.>
V3 Mysu4KOT TOKa ,TOHCKO CIMKame  He
M30CTaje CacBUM, IITO je, ca pyre cTpa-
He, Y CK/Ialy ca HajaB/beHUM KBaJIUTETOM
CIUKO08HOCMU: TIOJHACIIOB fiefa je ,13 Kpo-
kuja“.>® MehyTnm, kako samaxa np Mup-
jaHa Becenunosuh-Xodman: Ilpu mome cy

UYCMpamueHa 3pHa’ CAMO OMUCHA Meca aymomamusma
Mmy3uuxoe 36usara.>’

Kako necnuk [loma He MOIITyje peYeHMYHU TOK MUCIU
OHJa KaJa je pacropebyje mo cTuxoBuMa, y KOpax ¢ UM CTy-
na u Paguh: Mysnuka Mucao je ta koja nma npegsoct. Ho,
Kao IITO je pedeHo, 110 MPaBUIy ce Ta [Ba Toka cycpehy Ha
K/BY YHJM II0jMOBMMA, HA YIIOPUIIHUM TaYKaMa OBUX ,0P3UX
ckuia“, Koje Kao fa Cy Y CBOjOj YKYIIHOCTU CTaB/beHE y CIIy-
xk0y odyBama KapaKTepa U MPENO3HAT/bUBOCTU IIPefMeTa
neBama. M. Becennnosuh-Xodman sakmydyje ga ynpaso ma
Hadpeanucmuuxa ozpahenocm mysuke 00 meKcma u pe3yimu-
PA OHUM "UPOHUUHUM, UPHOXYMOPHUM, MpazuzpomecKHum’
(mo nckasy xommosoropa Pagiha — mpum. A. M.) o6jexkmusu-
3MOM KOjU je nonosuHoMm nedecemux e00UHa 00jeKHyo K00 HAc
mako nperomMHo, H060, aanzaporo. >

Y necmu ,,Kow*, Mehytum — u 10 je pebu cnyuaj y Cnucky
- rpaHnIe My3udKnx ¢pasa MOK/IAIAjy ce CACBUM Ca IPaHNU-
I[aMa MICAOHMX ¢pasa TeKcTa. [lepkycuje mpusnsajy aconm-
janujy Ha CTaIHM XOf, Ha pedn 0asHo je mo 6uno (Ilpumep
1), ¥ Ha [IOMeH fmyee My3U4KY TOK Ce HaIJIo yCIIOpaBa, a OpKe-
CTpALMjoM IIOCTIXKe YTUCAK Od6HUHe U mydxHe aToMoce-
pe. Harnm xpaj osHaueH y nepkycujama, IOCIe pedn a yesy
3emmy mpeba 3a co6om 8yhu, TOCTUKE YTUCAK O HEKAKBOM
HeBOJBHOM, ITPKOCHOM IIPUCTAHKY HA 3a[aTy CUTYaLHjy.

Y3 T0, Kao mTo je u IlonuHa moesuja aHmunupcka, Takpa
je u PagnheBa Mysuka. A cBe 3ajefHO Ujie HACYIIPOT OIIIITO]
TeXIY 3a ,JicKpeHouthy u Henocpepnourhy nopyxe. OHo y
IITa Ce Ipe3HavaBa Tako Hactamyu Mebhympocrop jecte sampa-
BO jeHa KPUTMYKA AMCTAHIIA, YHYTpPallba, IOHYTPUIbEHa
HVICTAHIA IIOf]BOjeHOT Cy0jeKTa, KOj) ICTOBPEMEHO MaHM-
decTyje Ty IOIBOjEHOCT U COIICTBEHY CBeCT O 10j. Ha Taj
HauMH cxBaheHa, OfcTyNamwa of Iapajenu3Ma IMOeTCKOT 1
MY3UYKOT TOKa, 3alIPaBO Cy CMMOOINYKIL OTKIIOHN Y KOje ce
MOXe ,[IPOKPHUjyMYapUTU“ OHO JBYACKe C1060Me Aa ce erau-
creHIuja He oceha kao 6ecmuciena. Tako carnefaHo, OfucTa
ce y crBapanamtBy Paguha cipoBofe TexHMKe Mpousalle
U3 MY3UYKIX aBaHTap/y, aJI OCHOBHA XyMaHUCTUYKa IIOEH-
Ta MICTpajaBa Kao IpUMapHa, a b0j ocTaje moppeheH momeny-
TH ,ayToMaTu3aM“ femaBama. Otyna je Topuua [Inaumosnh
C mpaBOM IpuMeTHIa fa ce craB PagnheB HuKaja Huje HU
Memao, Beh cy ce Merbaie OKOMHOCTY, T€ Ce TAKaB CTaB TOKOM
BpeMeHa caMo Ipyradnje JoKMB/baBao.”” OancTa, y conpea-
JIMCTUYKOM KIBY4Y, Ha jef[jHO 0BaKo narpaheHo Mysndxo geno
HILje Ce MOIJIO I/IefiaTy 6IaroHakKIoHo, 6apeM 360T OICTPYK-
TUBHE NBOjHOCTHU KOjUM j€ PEIaTUBU30BA0 YIOPUIITA 3HAYE-
ha peurt (IPaKTUYHO, ,,BEPOJOCTOJHOCT ) OKO KOjuX je 610
caunbeH. Jonyure, To My je u 6una cepxa: Paguh orBopeno
notBphyje a je CBOjoM KOMITO3UIIMjOM CBECHO YIOXIO IPO-
TecT IPOTUB ,,IIAKaTCKe" ynoTpebe Mysuke.*0

Y Tymauemy edekaTa oBor ocTBapewa Paguh samucyje
cnepehe: Cycax je HU3 ekcnpecusHUX Upmexna o C6UM OHUM
mezobama u cmpacmuma Koje canehy ymemuuka onceonymoe:
MeXAHUZMOM 2PAda, Mo je NONUC 1e208UX Opu2a U Hecyenacu-
ua ca céemom. (...) Xymanucmuukuy axyeHm y 060j MUKpoKo-
CMUUKO] TUPCKOj CUmMOONUYUY, U BePOATHO U MOHCKU, dOcene
NOHeKA0 eKCMAamuUHU KPUK 30 ULUUM ToYOCKUM CMUCTIOM, 34
c10600HOM U2POM ceH3UOUNHOZ hecmeHoz 6uha, Koje ce nocrne
ceaxoz yoapua ycnpasu u npubepe Ho8y cHazy, 0a, cped MpKIie
Hohu, “usHeHAOHUM céumarouma npoxnuja’ u canomu nieha
CBEMY WIMO ce UCNPeUUo XAA0HO U Henpo6ojHo (...).5!

MNpepenn

»Apabecke“ u ,rporecke” IIpedena (kako ce, y3 §03y cro6o-
Ie, Moxe pehu op Bpemena Exrapa Anana IToa) y anapTHOj
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KaMepHOj 3BYYHOCTM, HEMAjy OHY er3MCTEeHI[MjaMNCTUUKY,
»MOPOUIHY" Texxuny (kako 6u Munan Borganosuh kaszao)®?,
Ha KOjy HamIasuMo y nmecMaMa Chucka. Y 0BOj KOMIIO3ULIM)H
Kao Jia ce HOCeOHO pajyiIo Ha OCTBAPEY YTUCKA ,[IPOIIYTO-
Bama“ Kpo3 ,,Ipefene” aHTponoMopdn30BaHUX IPU30pa U
npepgMeTHOCTH. TeKCT ,MenofpaMa“ usropapa penuTaTop,
npyajyhm cBojeBpcHe KOMEHTape My3MUYKUX JellaBama
— MY3MYKUX WIYCTpaluja, HAIMK HA HU3 Ma/INX )KaHpP C/IU-
Ka, Koje ,ucupTaBa“ u ,,60ju" cBera HEKOIMKO MHCTPYMeHa-
Ta: QayTa, KIapuHeT, Garor, denecra. ,Y mememapu’, ,Y
ysmaxy, ,Ha cromy®.. pebajy ce ,cuene” us ceakognesuiie
(Mpumep 2).5% MebyTum, Hu oBo neno Huje 6es oxpehene
mybuHcke notke. baBehn ce ManuM cTBapuMa 13 cBaKopHe-
BUIIe, IECHUK U KOMIIO3UTOP 3allpaBo Y/IaXky y MOKYIIaj fla
ce Ta CBaKOJIHEBUIA CITacy 6aHaTHOCTH, a I0XKVBIbaj JbYICKOT
KMBOTa U36aBM 13 6€313/1a3HOT CUBMIA OcpenmbocTi.® Kom-
nosurop 6enexu coje Bubemwe: Y IIpedenuma ce memagopuu-
Ka 3e01wa xymanusosanux npeomema u3 CIVCKa je3eposumo
npojexkmyje y anoxkanunmuume Mukponpusope jese u cmpase,
Yy HeHacebeHe NPOCMoOpe Y KOjUMAa yMemHuKa 3anmvyckyjy
manacu mypobHux Hemwyockux o0noca. CabnacHa uzpa ozomwe-
HUX npeomema, HUX08UX NPASHUX ToYUUMYPA Y Hed0eneOHUM
npocMpancmeuma, HANYumeHuUm 00 byou, OMKpUsad, Kao y
cnosuberwy, sacmpawyjyhu u azpecusHu cmucao cumbona u
omyhenocmu. Ou pacmoueHu NPOCMOPU U MPMBU OMOMU
CMeapu, y HenpekuoHoM KOBUMAAYY UPAUUOHATHOZ, HYHU CY
npumajere uexcroe 3a bYOCKOM MONIUHOM, ATIU MAUjOM “Uzpe
Heuzpaxe’ ocmajy camo y3anyoax 6andj 3a NOHOBHOM UHMe-
epayujom y mpajan u koHawan obnux. Peu je y npsom nnawy
00K MY3UKa, y 3020HeMHOM PYKCYCY MUHUMATUCTNUYKOR
muna, OUckpemno nodpicasa nechuxosy nopyxy.s>

OncenHyTa BeapuHa (Yuknayc necama)

OBaj UKIyC mecaMa 3a )KEHCKU XOp, IBa KJIaBUPa, U ¥
KaCHMjoj Bep3uju MpUAofaTe TeHope, BUOpadoH U yaapasb-
ke, noaTHo Ganancupa Ha MBUIM ABOCMNUCTIA, HA Taj HAYMH
CHHTeTH4YaH 3a 06a mpeTxofHa nuknyca. Pebajy ce mecme:
»1103HaHCTBO®, ,,3maTHO 6peme’, ,,I'Bo3aeHa jabyka®, ,,Onjexn-
Bame", ,Onmnasax’, ,IlyroBame®, ,PasroBop” u ,,Onceguyra
BeppuHa“, rje ce Tpeha, 4eTBpTa M IIOjeMHAYHY [1ETIOBN IIpe-
ocTa/luX IecaMa ¥ u3aBajajy BehoM fpamckoM Haneromhy y
OJIHOCY Ha IIOYeTHE IIeCMe U OHE IIPETeXHE, ,MeLUTATUBHE"
oxncexke. IlojemyHM CTUXOBM Ce M3rOBapajy, a CBM YKYIIHO TOBO-
pe 0 TOj ,BefpUHU" KOja OICeAa, ,BeAPUHN KOjy OICeHajy,
»BE[PMHU" KOja je OIICeIHYyTa: olacaHa befeMMUMa, YMHN Ce
Jia yBeK JIATeHTHO I0Cenyje cHary (1 moTpeby) fa ce y ,,0mca-
o sagpxu (He 3a800u me mo0pu ceode/ He uepam) anu u
na je ce ,ocmobonu®, ox 6emema fa HaunHu Kanuje (OncedHy-
ma eedpuro, kanuje omeopu!). Buinectpyko ,npeunuthesHn”
CTUXOBM, KOHIIEHTPUCAHOT M3pa3a, HMjeJHUM MaTeTHIYHIM
LUCIIAlOM " He Ofjajy fja Cy HacTajamu y BpeMe JIpyror cBeT-
CKOT paTa, Y OKylIMpaHoj 3eM/bi. (Bedpuny, a wy je nHajmesice
npounahu y épeme no3noz MoOepHU3MA, jep NO3ZHU MOOePHU-
3aM NoKyuiasa 0a pasyme céem Koju je HazHym HAO HUXUTU-
cmuuke 6e3dane concmeenoz nocmojarea, Ilona nponanasu y
OyOUHCKOM pA3ymMesarsy, na 4ax u 'y omxkpuhy apxemunansiux
ocrosa caspemenocmu.)®’ ,OnceaHyTa BepMHa“ IOHAB/bA
atmocoepy ,Ilonohuor cynua® ,Bupum, He camam® - TO
jecme peayHoCT.

I'mac je makie ,,rmac” »KeHCKOT X0pa , Y3 KOMOMHAI M) IeBa-
’a 1 TOBOPEa, IJie Ce PasINuUTH Uceulu cTuxoBa cycpehy
Y MIMMOTIa3e, IOIP>KaBajy MCTOBPEMEHUM Cay4eCTBOBAmbEM
y 3BYYHOCTM, Ha MaXoBe ce y3ajaMHo oMeTajyhm. Y npuHiu-
Iy ToOHaB/bajyhu OoHaj TpeTMaH Tyaca Koji je eKCIOHUPAH y

Cnucky (HapaBHO, Y3 HEIITO Mambe IIOKpe-
T/PUBOCTU y HeOHNMI}aMa XOpa, a BHIle
Yy COMMCTMYKUM HACTYNMMa), 3ByYHOCT
aHcaM6/1a HaroBelITaBa OHYy MOHYMeTal-
HOCT U [UHaMU3aM HeOK/IacH4YHe U3Tpaj-
e popMe ca eKCIIPEeCUOHUCTIYKOM BEPTH-
KaJIoM, Kojy KacHMje cpehemo paspabeny y
PaguheBuM KaHTaTaMa.

Oncednyma sedpuna je 10 OIICeTy Haj3a-
MallHNja ¥ OKOHYaBa MICTOVMEHY ,KaMep-
HY TpUIOrHjy", jeguHa y ®moj mmajyhm
MHTEPHO 3a0KpyXXeme Mysumuke popme,
y IIOHaB/balby IOYETHOT OJCeKa IecMme
»1103HaHCTBO Ha Kpajy mecMe ,,OncenHy-
Ta Be[[pMHA", Y IYHOM I ,,TELIKOM“ MUHCTPY-
MEHTa/HOM 3BYKY.

IToBopOM OBOT [ie/la KOMIIO3MTOP 3alla-
xa: Mzpasumo ounamuume opamcke cnuxe
OmcenHyTe BepuHe npedcmasmwajy Hajny-
HUjy apupmayujy axmusucmuuxoz npu-
yuna 6opbe, HenOMUPLUBOCMU, HENOKOIe-
6musoz omnopa cunama myhum, Henpuja-
MebCKUM CeH3UOUnHOM ymemHuuky. Tema
6edema, xope, mephase 006uja KOHAUHO
MUCAOHO paspeuierve y 0eKIAPAMYBHOM Pac-
KUdy ¢ unysujama, camooomanama u éevu-
moj 6opbu Oa ce ucmpaje, 0a ce npobuje
oncada u docmuene ,,6e36puxcHu beckpaj”.
(...) Kao nexu najm-momuse, nposnauu ce
CKOPO OeKNIAPAMUBHY NOKIUY 30 OMPedxctbe-
wem u usbasmwerem — ,Buoum/ Buoum e
carvam (B. Ilona) - 0ok 0y60x0 y Oyuiu uose-
Ka, kao y oncednymoj mephasu 6e3 mupa u
noYUHKa, Op2ujajy 0eMOHCKe CUuse SMUJCKUX
CyMHoU, NOMMYAUX 6071084, TAKCHUX Ymexd,
camoobmana, jepmunux unysuja, cmpasuu-
HUX npusopa jedHoz onycmouieHoz céema

(..) »Henouun- noma“ o8

hene-kyna

Ouxnyc necama Kene-kyna, HOACTaKHYT
CTPaBUYHOM €MMU30[0M U3 BpeMeHa TYp-
cKe okymanuje, Iloma moumme fga nuie
Beh 1954. ropune.%” Tpu roguue Kacuuje,
1957, mo TMM CTMXOBMMaA HacTaje KaHTaTa
Iymana Paguha, 3a conncre, Mymku xop
u opkectap (om. 10). O npujemy fena cie-
nehu xomeHTap maje lopuna Iunnnosuh:
Haxo je 3602 cneyuduuroz emoyuoHanHoz
momyca, wuju je 6uman 0eo npedcmaemana
HeobuuHa noesuja Backa Ilone, hene-kyna
YuHUIG NPOOYHeMAaK a6aneapoHoe Uspasa
Cricka, ma uurweHuya Huje npoy3poxosa-
/10 HUKAKAB Ce8 MyHe, HUmu je uzaséand
excmpemna peazosara.’®

Papuh je 3a cBoje encko suhere y uemu-
pu nesarva, 3a conucme, xop u opkecmap’!
u3 IlonuHor nukiayca ogabpao 4eTupu
mecMe, a TOJATHO WX je ,OIPEeMHUO“ KpaT-
KIM KOMeHTapyMa:

1. OPHM BOPBE - Ilponor pgpame.
Cmpawna npedcmpmua ncoska. Ceenanu
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no3Us yCmanuyuma 0a ce by0cko nocmoja-
tbe CONCBEHOM KPE7by 00 CMPMU OMKYNU.
2.PYJKAHAOYETPOM - [Ipama. Heno-
jamuu mpenymax ymuparea. Ycammenocm
nped nuvem cmpmu. Ouajua 6opba ycmaru-
Ka 0a ce nocnedwu 3HAUU Husoma, 601 U
nobywna, npemeope y 6e4Hu CHOMEHUK.

3. BAIIEBKA - NnTepmeno. Tpazarwe 3a
HUBUM CHIONAMA KOje Cy MPMBU 3a cO60M
ocmasunu. Cemua o6pedHa necma.

4. REJIE-KVYJIA - Enunor fpame. Je3o-
sumo npucycmeo cmpmu. /lobarve mpmeux
YCMAaHUKA ucmejasajy, 3a4uKasajy u omano-
saxcasajy cada Hemohuy cmpm. Uyoua, anu
HedsocMuceHa no6eda nopaxseHux.

Ipamarypruja mysuke ogrosapa Pagnhe-
BUM OIIMCMMA 13 KOMeHTapa; IPBI CTaB je
YBOJHM, 32 UM CIe[¥l YCKOMeIIaHN APY-
ru cras, Tpehn craB uMa QyHKUUjy aHTU-
K/IMMAKCa, HOK TEXUIITe L[eJIOT IUKIyca
TIEXXM Ha HajOIICEXXHMjEM U HajCIOKEHMjeM
TociefilbeM CTaBy. Taj cTaB je 13a3Bao Haj-
BuIle KOHTpoBep3u. Kako ce 361110, KOM-
nosutop Munaun Puctuh je y ogabpanom
HIPUCTYIy TeMAaTULM, TOCEOHO Y pelleny
IOCIIeIlbel CTaBa, IMPENO3HA0 M3BECHO
M3pyTUBatbe HalMOHATHOj MCTOPUjH, % HO
ca BUIIIe CTPIUbEba U PadyMeBaba IPUCTY-
mno je Paguhesoj kautatn uckycun Iletap
Bunrynan.”?

Kaxo je y oBom papmy Beh HarosemTeHoO,
MAKO Ce 4eCTo 0aBM ,,TaTeTUYHOM" TeMa-
TukoM — Iloma ma tako u Paguh c mume
- Ka0 jeHO Off OCHOBHMX O0eexxja cTBapa-
MaIITBa ABOjulle ayTopa HaMmehe ce ymeda-
T/BMBO OJCYCTBO IaTeTUKe y u3pasy. Tako
M y OBOM KOMIIIEKCHOM [ieNny, 60raTcTBo
3ByKa 1 3BYYHOCTN %, HU Y je[{HOM TPEHyT-
Ky He IIpeNasyu Ty ,OIacHy" rpaHuny, seh
ce 3ajp>KaBa Ha OHOj IMHUjU KOja, Kao U
norpeba 3a eKCIepUMEHTOM, YMHIU jefHY
Off TTIaBHUX U TpajHUX opnuka Paguhesor
CTBapa/lallTBa, a Kojy je Ilerap Bunrynan
3amasuo Beh y 1beroBoM JUIIOMCKOM Pazy,
O3HAYMBIIML je KO crusarwe PuHe ysopiare
ocehajrocmu u 6naze uporuje.”> A Kao jerau
Off Haj60/BPVX IpUMepa Ha HUBOY YKYIIHOT
Papuhesor omyca, y ToM cMuciy uspBaja ce
pelleme Koje je KOMIIO3UTOP ITOCTaBUO Ha
CTpaHMI[aMa IIOCTIefibeT CTaBa cBoje Herne-
Kyne.

Y craBy ,,Rene-kyna“ penatuBusanuja
u3pasa U IpeBapeHo O4YeKNBambe CIylla-
NauKe MHJONEHLIMje IIPOHaNIas3e MyT KPo3
»0yru-Byrn“ ¢uHase, o meBamba MYyLIKOT
XOpa Ha HeyTpaJiHe CJIOTOBe, Y MAHUPY KOju
6u ce mako morao Hahu y Hekoj ox Pagu-
heBux MysMYKMX KOMIIO3UIIMja 332 HEKM
GUIM C ONTMMUCTUYHUM 3aBPLUIETKOM
(IIpumep 3). OHO LITO Ce MOITIO YOUMUTH Kao
»PyTame’ CMPTH 3aIIPaBo je Ipe Mopuliambe
IEHOT ,,lIpaBa”‘ Ha ,,pyro6y”, ceohemem Ha
»4y[I0°, Ha TONy CUIY KOja y CBOjOj apOu-
TPapHOCTU U3MUUe bYCKOM Pa3yMeBamby

- pal, any HeMa 3Hadaja fja 61 M3as3MBama CTpax KOjuM TOMHU-
Ke ce6u moTuynaBa. CBOAM Ce Ha HEYMUTHOCT MCIIPaXKibe-
HY Of cajip>kaja, Ha YMIbEeHMIY, Ha IyKy gorabajuocr, 6es
3amajarma y HUXMINM3aM, 1 II0Ka3yje ce [ja Y0BeK MMa IpaBa
Ia opabepe kako he ce HocuTu ca Hemsb6exxHowhy jegHe Tpa-
IMYHE peaTHOCTH — Kako Beh murajy parHunm y ,,Pyxu Hap
Yerpom™: Je nu 080 Haw céem unu Huje?

Papguh momaje n cBoje mpuore Tymadewy fgema: Moxce ce
HACTymumuy 0a je Moja 0CHO6HA Uudeja 6una: MOHyMeHmal-
Ha enckd 8usuja jedHoz cmpasuunoz dozahaja u3 Hawe npo-
wnocmu, doeahaja Koju je nocmao cumbon noHoeHoz paharva
cno6ode cpnckoz Hapooa. Ykpamio, pexao 6ux, mo je ekcma-
MuvHU KpUK noOyHe Npomue mmune poncmea xoju dobuja
onwmeuoseuarcku cmucao.”® Ilocpenu je npe cBera excnpe-
CUOHUCMUYKA encKka éusuja yckpcuyha jednoe napooa xpos
usysemat, y céemy jeQuHcmees, o6nux cmpaoarea. Tpazuuna
Kyna wyockux no06ara, npeomem nopyze, nocmaje cumoon
onpasdame océeme, 20pKU memesb H0802 Husoma.””

3a ogbpany Paguha ox puctuheBcknx xpuTtuxa gaje ocHo-
Ba, KAKO HaM Ce YMHH, yCIIOCTaB/balbe jefiHe Hapajesne y
pPaHOM OIIYCy OBOT KOMIIO3UTOPA, yBubameM CIUIHOCTH Y
KOHIIENLVj) 3aBplIeTKa KaHTaTe Hese-kynda, N 3aBpLIETKa
koMafa ,Kokomxka“ n3 Cnucka. Y KoMagy ce Ha ITOMeH deKa-
numayuje nTnte (00ckouu 00 c80je Kpsase 2nase... HA 1€2a0
0a y3nemu), 3a4yje 3BYK cakCco(oHa y je[fHOM KBa3UUMIIPO-
BM3AL[IOHOM HAaCTYIIY, 3a KOjUM yC/IeA) pUTMIUYAH OCTHUHATO
y cakcopoHnMa u Kcunodouy. Aconujanyja Ha 11e3 My3UKy
jejacHa, a Moryha je Kao MMOMATCKM IpecefjaH 3a pob/ieMa-
TUYHO ,,0yTu-Byru" QuHase, ¥ yTeMe/beme MPETIOCTaBKe O
MMIUTMIVITHOj IIOPYI{M A CMPT 3aIIPaBO HeMa IIpaBe BIaCTI
HaJl CBETOM.

YcnpasHa 3eMrba

Vma y mecmama ITonuHuM 1 gpyradujer uspasa off OHOT
IpeTe>XHOT, M3pasa Mame KOHAECH30BaHOT a BuIle pasybhe-
HOT, Koju je Tmocefuia norpebe 3a HapaTMBHMM KBa/lnTe-
TOM, yCloB/beHe u3bopom temaruke. Takse [Tonune necme
takobe cy nocnyxxune Paguhy sa mysuuky obpany.

Taxko je Yenpasna 3emma Jlymana Pagnha, xaHTaTta 3a
penmrTaTopa, Xop (MEIIOBUTH U JeYju) ¥ KaMepHU OpKecTap
(om. 15), HacTtanma 1964. rogune Ha ocHOBY IlonMHUX CTHUXO-
Ba KOju Cy Beh mpe KoMIeTupama Iejie NCTOMMEHE 30MpKe
(1972. rogune) 6unu pauuje objaBpuBaHM (KaKo je TO MHAYe
6110 4ecT cy4aj y pafiy OBOT IIECHUKA).

ITojennue mecme u3 nukiayca Xodouauiha®, kao u CTUXOBe
unknyca Kyhe nacped opyma’8, Paguh kom6unyje y HOBY KaH-
Tary Yenpasna semmpa. MoTo Koju ,,0fijeKyje” y ’eHUM CIIOb-
HuM craBoBuma (,IIponor® u ,Kyha Hacpen gpyma“) rmacn:
Jby6uw nu cmonanom 3emmy, 00hu, easuus nu je, spamu ce,
nymmuye, a y/ICUparbe pa3BUjeHOr KOpITyca mepkycuja (mpu-
[OIaTOr OPKeCTPY CMarbeHOr cacTaBa, 6e3 TMMeHNX AyBad-
KJX MHCTPYMEHATa, Koju MehyTum yx/bydyje 1 MaHLOMNHY,
ruTapy, xapdy, 4eMbaIo UM 4eecTy, U KIaBup, a MoceOHO
- 3BOHA) aje KAaHTAaTU aTMOC(hepy HEIPeKUJHOT KpeTama y
IYTOBabY KPO3 ,yCIIPaBHY 3eM/bY ", MaJja 3HA4ajHO Pas/Indn-
Ty of oHe u3 Ilpedena, unu ,IlyToBama“ y UKIyCcy necama
Oncednyma eedpuHa.

Cpenuimmsy feo KOMIIO3uIMje YMHe Takohe ABa cTapa:
»Ipu rpane Bpemena“ (,Comohaun®, ,Manacnja“ u ,Kane-
Huh“) u uHCTpyMeHTaMHM ,,JIHTepMeni0®.

¥V ,Conohanuma“ — oK Teye U3roBapatbe CTUX0BA — ,,013Ba-
’a“ TaJja caMo Ha3HaYeHa, a KacHMje y HOTITyHOCTH OTKpuBe-
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Ipumep 6p. 4 - YenpasHa semma (ctaB ,Comnohanu®, cumynanmja cpefloBeKOBHe JBOPCKE MY3UKe)

26
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Ha CUMYJaluja CpefilbOBeKOBHE IBOPCKE MY3UKe, YMEPEHOT
nnecHor putMma (IIpumep 4). Topuna I[ununosuh 3amaxa na
KOMIIO3MIIYja OfMIIE ,,UMIIPECOHUCTUYKOM aTMOChepoM®,
y K0joj ce npususajy paHo cpedr06exo6Ho uuieznacje, mpy-
6adypcka necma u peHecancHa 60KAAHA U UHCHPYMEHMATHA
mysuxa.”® Crux: Bpeme je yjedano, u 3y6e nonomuso. — jequHMI
je Koji y3pOKyje U3PasUTy My3UYKM aKIleHaT, ¥ II0 3aMaxy
3BYYHOCTM IPU3MBA acOLMjalMjy Ha 3BYYHOCT KOja IpaTu
U3puIlake IOMEHYTOT enuUrpadCcKor yrmosopemwa MyTHUKY,
U3 OKBUPHUX CTaBOBA JefIa.

Y ,Manacuju“®® ucrakuyro HacTymnajy gpBeHu fyBauku
MHCTPYMEHTHU, Hoce6HO drayTe, y jefHOj fpaMu ,,KOMella-
Ba“, mpe Tora HajaB/pyjyhu ra snocnytHo (Bauxu ce Kowuyd
Hohu(...) 3oepage/ IlIma nu suduws y ony nohu/(...) Ilocnedra
36e30a y oywu/ Iocneowu 6eckpaj y oky). Ilo ,,cMypemy” cie-
iy usBoheme joru jenHe ,,urpe.

Y ,Kamenuhy®, menonnja Ha MaHJONMHM IpPYy>Ka HEKY
jyTapmy BeJpMHY CTUXOBMMA, U3JI0KEHUM IIpe jOLI je[iHe
Becesnie urpe. (Omxyoa moje ouu/ Ha nuuyy meome/ Anhene
6pame) Vinentuduxaunja ca anhenom oguie Henomyhernm
OITMMM3MOM, Bepa y II00efly 1 OIICTaHAK je HellOKo/IeO/b1Ba.
JKuBoTomuc je cTBapHOCT, XXUBOTOMUCHK 6OPUM 32 BY, A0
nobepe. (Boje 2ope/ Mnadowhy y mojoj xpeu) PasHoBpcHOCT
MY3MYKOT TOKa IIOCTMXKe Ce IPOMeHaMa Y MHCTPYMeHTalu-
ju ofceka, MCTU BelpM IyJIC OCTaje O Kpaja, a la He 3a3By-
4y MOHOTOHO My npebe y 6anamnoct. He moxe ce oTetn
YTUCKY Ia My3uKa U3 craba ,Kamenuh® ,Marepujanusyje”
atMocdepy Koja ce y3 CBefileHy U CBe4aHy LpaTy yhapalb-
KM IIpU3YBaja CTUXOBMMA Ha NOYeTKY ,,Comohana“ Pymenu
mup cuaze/ 3penu mup senuuune/ (...) Mnada nenoma nowoca/
Meceuapcka cueyprocm/ VI kanuje seunoz nponeha/ U cae-
mio opyxucje cpehie/ Cée camo Ha mue yexa.

Brazom xopantom menoduosrouhty cam ce 00mapao oo exc-
nepumenama. Kanmama YcrpaBHa 3eMba je npumep 08aK6ux
onpobasara, u3pexao je o oBoj komnosuuuju Paguh.8 Ileno
Ycenpaeua 3emma jecTe y TOM CMUCITY PEIPe3eHTATUBHO [e/0
KOMITO3MTOPA, HAPOUUTO YCTIefl CIIOjeBUTOT ¥ Pa3HOBPCHOT
kopuirhemwa XOPCKOT 3ByKa: Off OHOT ,,TIPKOCHOT KapaKTepa
HO3HATOT C Kpaja Hese-Kysne y HACTYITy MELIOBUTOT XOPa, IO
»07Taro3By4He” cuMynanyje u GUTaTHOCTY CPeRHOBEKOBHOT
IIPKBEHOT IIeBatba, I0ceOHO y n3Bobhemy fedjer xopa, mIpeKo
OpojHMX KOMOMHALMja IPEK/IaNarba I CMEBVBAbA Pas/ININ-
TUX XOPCKUX IPyHALMja Y CUMYITAHOM U3HOLIEHY Pasindn-
THUX JIe/I0Ba TeKcTa. [JeTabHje 0 1360y 1 IIOPEKITy yrmoTpe-
O/beHNX LUTaTa KOMIIOSUTOP je 3amucao: Kpos kanmamy ce
npoenaue mMenooujcku PpazmeHmu U3 HeyMcKoe 3anuca Kup
Cmegpana Cpouna 'Hurwa cuny’ (y TpancKpuniuju JuMurpu-
ja Credanosuha). Jasmajy ce u yumamu epezopujarckoe kopa-
na “Veni sancte spiritus’, gpanyyckoz peHecancHoz necHuka
G. de Machauta ("Ma chiere dame’) u y IV deny cpedrosexos-

Ha cexeenya Dies ire’82

Yuuteru

Y xanTatm Yuumesmnu (om. 12) 3a nquTaTe ce HAIIIO jOII
Buie npocropa. Kako ce oBa ,6eceqa 3a comucre, xop 1
opkectap“®® cactoju on ueTnpu 1enuHe, HacTane Ha TEKCTO-
Be [Jocuteja Obpagosnha, Josana Crepuje [Tonosuha, borpa-
Ha Yunnuha n Backa Ilome, ctuxoBu cy nogcraknu Pagmuha
Ja ynoTpeby 3HaTaH 6poj UTaTa U Jja Te MO3ajMuUlie JOflaT-
HO TIporpaMcKu ¢yHknmnonanusyje. O Tome Takobe mocroju
KOMIO3UTOPOB 3anuc: Kanmama uma wemupu dena. Y npeom
deny, 0se menoouje (‘Tloj 602y enapxuje’ u Iljecn 6ocnesaem’)

u3 ceeuare ode Tlozopas Mojcejy ITlymnuxy’
(1757) 3axapuje Opdpenuna, y mparckpuniu-
ju op HQumumpuja Cmeganosuha, jasmajy
ce kao secHuuu Jlocumejese npoceemumern-
cxe mucau. Momue "Apuje’ u3 euonuucke
coname (1732) Jean Marie Leclaira, nax u
nposupan, esoyupa sedpury u cumbonuuie
ocnobaharwe ymuyaja ypxee. Y opyzom deny
0CHO8 MY3UUKe CTMPYKMYype uuHe 3anucu u3
Kapnosaukoz yupkeeHoe njenuja’ npomojepe-
ja Josana Kosobapuha (1871-1957). Y mpe-
hem Oeny, xoju Oaje cnuxy npenapaocke
becede oxo 1905. 200une, jasmajy ce uemupu
HapodHe menoduje us 36upxe 3anucu u3 Boj-
800une’ Muoodpaea Bacumwesuha (Vepane ce
denuje’, Jlemenuna nonezna, ’Ja kowa ykpa-
oox’, "Ceu Llajxawu’), a y uemepmom Oesny
cy kopuwhene menoouje us "36opruxa nap-
mu3sanckux HapooHux nanesa’ (HOJIMUT,
1962): ’Becenu ce, 2opo Pomanujo’, ’Kao y
60p6y ja nonasum’, downo nucmo’, 'Hawa
bopba saxmujesa’, llesemoj cmomunu y
xumaow’, Ipyme Tumo, wybuuuye niasa),
'Y Cpemy ce 6opbe so00e’, Tlapmusan ce y 60j
cnpema’.3*

O cBoM ofjHOCY mpeMa (QOTKIOPHUM
IMTAaTUMa, IOBOMIOM MHOCHefmer CTaBa
KaHTaTe Yuumespi, HACTAJIOM Ha CTUXOBe
[Tonnue necme ,Henpexkunyra HacTaBa“
(n3 36mupxe JKuso meco, 1975), nmocsehene
Kapky 3pemanuny, Paguh nonaje cnenehe:
MacosHe necme nojeduHa4Ho HUCy Me UHMe-
pecosane, anu oge jedHocmasre menoouje,
ca cumbonuukum Habojem spemena y Kom cy
Hacmarne, M0z2y 6e0MA YCHeWHO 0a NOCTYxHce
Y u3epadrou Hexoe epanouo3Hoe Punana unu
Hekoz 00ceKa ca ONMUMUCTHUYKUM NOPYKA-
ma. O0 3aspuiroz cmasa bemosenose [leBe-
Te cuMOHIje 08aj npobnem me je crmanHo
konxao. (...) Padehu deo xoju eosopu o ynosu
U 0en108ary XyMAHUCHeE U PeBONYUUOHADPA,
‘upseeroz yue’ JXKapxa 3perwanuna, (...) mpy-
0uo cam ce 0a yumame ymxam y Cmpykmy-
Py Xopckoe u opkecmapckoe mKuead, maxo
0a nocmany HepaszdeojHu 0eo uenuHe, 0a Ux
000jUM UCTMUM XAPMOHCKUM je3UKOM U 0a
UX CMUTICKU 0CABpPeMeHUM He NOKBAPUBIUY
tUx08y u3eopHy cnazy.s

Yuumermu cy KaHTaTa 3a XOp U OpKecTap,
cacTaB/beHa 1978. ropuHe moBogoM obere-
JKaBama JIBeCTaTOAVIIBIIIEC YYBEHE COM-
6opcke IIpenapanpuje (Ilegaromke akane-
muje).8¢ Hapyuena on pohenor Combopia,
Pagnha, y jexHOM mpeTeXXHO ,Tpaguiu-
OHAJTHOM“ MY3M4YKOM PYXy, oHa 36paja y
jemaH ciIefi mperopyke, HAyKe 1 U3BelITaje
U3 CTUXOBA YeTBopuile mecHuka: O6pazgo-
Bitha, [Torosuha, Ynmnuha u Mome.8”

[Toctymak koju 06e36ehyje ma oBa KaH-
Tara, MHaUe BeoMa pasybheHa, ogpxu rimo-
6anHu GopmanHy 6amaHc, Ipe cBera jecte
M3BECHO U3jelHAYEbe Y CHA3! 3BYYHOCTH —
U YIe4aT/bUBOCTHM ca KojoM ce oHa Hamehe
— CaMOT [TOY€eTKa fie/Ia ¥ CAMOT FeIOBOT Kpa-
ja. IloyeTak fenyje NpUAMIHO KOHTPACTHO

S
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y OfHOCY Ha ,,makohy“ BojBohaHCcKuX Hare-
Ba 11 QOIKIOPHY ,,BEAPUHY " KaCHUjUX Ofice-
Ka. ¥ forte, eKCIPECUOHNCTUIKOM 3BYKY
1je7I0ra OPKeCTPa, My3MUYKM TOK ITOUNIbE iN
medias res, U3 cplia ,CTBapy  — Koja ce TMMe
ofMax o63Hamyje Kao ,,Beha“ u ,Buma“ ox
[IOY4YHO-030M/bHUX U IIA/bUBUX TEMA KOje
ce 3a 1bOM CMEY]y, M Y HAKHaJHOj CyMU
moXxuB/baja menyje sauybyjyhe. OBo ,usu-
rpaBambe” OYeKMBaha, M MOCPELHO, TOCTA-
B/bakbe caMoT 1M3HeHabema npeBapene ciy-
IIayavyKe MIPeANCIIOHNPAHOCTHU ¥ PYHKIN-
jy mojayama IaacupaHe MOEHTe, 3aIPaBO
jecre jeflaH eKOHCTPYKTMBUCTUYKY ITOCTY-
nak xoju Papuh y cBojuM menuma npume-
Ibyje [0 TPaBUIy OHAA Kaja je IMoTpe6HO
ycnocrasutu ciefiehy paBHOTEXY: ca jef-
He CTpaHe, MPORYONUTH 3HAUEHE ,TAKOT 1
»BECENIOr" — MOBE3aTH Ca ,,PEATTHUM >KUBO-
ToM" (KaKo je paHuje HaBeJeHO la OMMU-
we Becna Muxkuh), unu, ca ApyTe CTpaHe,
penaTMBMU30BATY YTUCAK O ,TEIIKOM" 1
»MYYHOM", Y IIP€ICTaB/baby HajTParuIHMN-
jUX MOMeHATa — Te TUMe UCTOBPeMeHO 136e-
hu xanurynanujy xoja 6u ycmenguna ako 6u
IPEOB/aflao jeflaH MaTeTU4aH JOXKNB/baj 1
mao um moh eduunTHBHOT Mcxona.38

Byuja co

Y CpICcKOj MUTONOTUjU, KAO U Y MUTO-
NorujaMa HeKMX Apyrux Hapopa®’, eyx ce
CMaTpao JeMOHCKOM >KMBOTHUHOM, [I0Be3a-
HOM Ca XTOHCKMM cBeToM. KacHuje, Tokom
OJlBMjalba IpolLieca XpUCTUjaHU3alLKje, OBa
KUBOTHIbA TTOYETIA je fla ce TOBOIY Y Be3y
ca mojeguHMM cBenuMa, y Cpba, mpe cBux,
ca Ceetum CaBoM. Co je cuM60I XMBOTa
U 3aIUTUTE; ¥ 3HAK IPUjaTe/bCTBA, TOCTIMA
U IIPUJONIINIIAMA HyfIe ce X71eb 1 Co; MCTH
ce IapOBU HYJie U OHMMA 32 KOje ce Bepyje
fla Cy BeUITHIe, Aa He 61 MOT/IN Ia Hay/e, a
Takobe u freMoHMMa U fymama ympnnx.’0
JKuBoTopaBHa je M )KMBOTOYYBHA. A KaHTa-
Ta Byuja co (om. 21) cBakaxo je jefHO HecBa-
KUJAIbe [IeN0, , IUTYPIijcKa ApaMa’, Kako
onpebyje Paguh, ca HarmonanHo-MuTOMO-
IIKOM TEMaTUKOM ,O0XKMB/baBamba MUTCKe
IPOIIZIOCTY HapoAa.

OcHOBHa yIIyTCTBa 3a pa3yMeBakhe MUTO-
TOIIKOT (yHAaMeHTa cBora fiena JJyman
Papuh je monyzmmo Ha Bume mecTa. YKpaT-
KO, OHa ce MOTy cBecTH Ha crefiehe: sy« ce
y3¥Ma Kao epcoHnuKanmja ApeBHOT CIo-
BeHCKOT 6okaHcTBa ([labora) 13 BpemeHa
mpe nmpuMama xpuurhancrsa. Unrasa cum-
60/1MKa OBOT PUTYaTHOT LIUKITYCa je 3aCHO-
BaHa, YIJIABHOM, Ha MCTPaKMBambUMa AP
Becenuna YajkanoBuha, o6jaBpeHuUM y
Cmapoj cpnckoj penueuju u mMumonozuju,
any NpencTaB/ba CNo6ONHY HaATpammby
IIeCHMKA V1 KOMIIO3UTOPa, 03HAYEHY Kao C60-
jespcha naeanusosana numypauja no yenedy

Ha cpedrb06eK0BHY MY3UHKO-CUEHCKY Uzpy KacHujez, pasyheru-
jee ob6nuxa XIV sexa. Co je BulesHa4HM CUMOOTI, a IpeMa jef-
HOM ayTOPM30BaHOM TyMademwy Koje HaBoxu Papnh, cumbon
conu ce npumervyje U Ha 3aK0H PUIUUKUX MPAHCMYmAUUja U
Ha 3aKOH MOpanHux u 0yxosHux mpancmymauuja (Devouco-
ux). Pacmeopena y 600u, co je manmpuuxu cumOosn pecopniu-
je jacmea y ynusepsannom buhy. Ozpomna cnaea, He jedunxe,
Hezo jedurcmea y jedunxu!°!

WMaxo y oBuMm IlonuHMM CTUXOBMMA HEIIOMEHYT MIMEHOM,
nuk Ceeror CaBe IPUCYTaH je, TpaHCHOPMUCAH Y OC/Iaba-
by Ha IIpeflaibe, a/ii Y3 [IejCTBEHY MHTEPBEHI M)y NTeCHIYKE
nmaruHanyje: Ilonnna nHTEpNIpeTanja MUTa IPUAPYKYje
ce HOBMjOj TpamuLuju, o Kojoj ce CBetu CaBa noucrosehyje
ca MUTCKUM ,,By4jum nactupom”.’? JlonatHy anmeHsnjy, Koja
[Tonmuy 36MpKy Byuja co HoCM Hajbe MpeKo rpaHuIa CUMO0-
NMYKe CaraefiuBOCTH, jeCTe KPUTUUKO NPOjeKTOBambe TUX
MITOJIOMIKO-TIETEHAAPHMX e/leMeHaTa Ha caBpeMeHoCT.”?

VY nutepatypu o noesuju Backa Ilome decto ce ucrmde
Ha je 6prK/BUBOCT C KojoM je IToma pasBujao u moBe3snBao
LUKJTyCe TTlecaMa, BpXyHall I0>KMBe/Ia YIIPaBO Y KOMIIO3MUIIN-
ju 36upke Byuja co.* Y xautatu Byuja co, 3a conucte, Xop u
opkecrap (om. 27), Hacranoj 1984. ronuHe, rOTOBO JeLieHNjy
nocre objaBpuBama [lonnue Byuje conu, Panuh je gpamaryp-
rujy [lonMHMX HUKIYCca 09yBao TAKO LITO je CAYMHIO CeflaM
CTaBOBa, 3aPKaBILIN HAa3MBe, a JOMEMMBILIY MM IO COIICTBE-
HOM 1360pY, Kao perpe3eHTaTuBHe, CTUXOBE M0 jeHe mecMe
U3 CBAaKOT Of cefilaM IuKnyca. Tako ce pebajy ,[loknomeme
XpoMoMe BYKY', ,,OrmeHa Byunia“, ,MonuTBa BydjeM NacTu-
pY", »Byuja semma“, ,IloxBana Byyjem nmactupy", ,I'parosu
xpomora ByKa“ 1 ,Bydje xonnie“. 3a game yobnudemwe oBe
KOMIIIeKCHe ITporpaMcke ciuke Paguhesor mema, BaxxHa cy
3amaXkama Koja Hazmasumo Kof Craska Jleosna: Ilona anmu-
memuuky 6U0U 8yKa U nca, 8yuju u ncehu céem, na u mumo-
noeuje mux 6uha. Illmo je ceemu Casa ey4ju nacmup, wimo
MaKas noCMoju y HeKUM HapoOHUM npuuama u y noceehenum
npedarwuma (Mada Hexke 0co6UHe U3 08UX NPeddarba HUCY U30-
cmare), 20860pu HAM 04 je ‘8y4ja co’ cyOOUHCKa co Husoe 0yxa.
Cee yxacHo u myuHo npunada ncehem ceemy, na, 3amo, u
meuiKe Knemee U ncoske nomexcy ncehiu xueom, Heuspeuyu-
8y ncehy noxopnocm u ncehy xajkauxy ocmpsémerocm. Xpo-
MU 8yK HAOAXHYje NeCHUKA U Heke 00 HAC HUBOMBOPHOM U
MB0PAUKOM CHA20M, U 10 YNpaeso oH Koed cy ¥ cunHuyu nco-
enasyu ¢ Hoxem 3a yeom/ VI nosauku 3smajesu eykoxoepu’ y
céeonuimoj xajuu onunu u cpamomunu.®

JleoBan u fpyru xomenraropu (ITantuh) ncrnay yrunaj
KOjJ Cy MOpa/lM Yy TOM U3PasUTOM MHTEPECOBamby 3a MUTO-
nowko Ha ITony usBpuintu Pactko Ilerposnh n Momunio
Hacracujesuh, mehytum, nox cy onu mpazanu 3a Heuum
noce6HUM, 3a POOHOM MENOOUJOM U 3d POOHUM 3HAUUMA IYX08-
HO2 N0CMOojarea ¢ KOjuma cy UHMOHUPAnu ceéoje usuje ceema,
[Toma je HauMHMO MOCe6aH CIIOj MHTUMHOT U MUTCKOT: yHY-
map came necme 00uzpasa ce OUjanoe u azox usmehy mumckoz
(moe Heuee objexmueHoe, Hak enckoez) u aupckoe (cybjexmue-
Ho2), usmehy npuue u nupcke cnuke.”’

MebyTnm, xaxo je Pagh na cBaky HaumH n3beraBao mare-
THYHO MY3M4KO MCKa3MBame, i ,IMPCKa* IMHM]ja, KAKO Ce
9MHM, YIPABO Y TOM IM/bY, HOfIp>KaHa je y oBoj Pagmhesoj
MY3UUKOj MHTepIIpeTanuju mocTojehnx cTuxosa u Ha jegaH
HeyobuyajeH HAYMH — yBOhemeM rpyme TaMOypuiia y opke-
crap. TuMme je ocurypana paBHoTexa usMeby ,Menonujckux”
JKMYaHUX MHCTPYMEHATa y OJHOCY Ha pasBMjeH U pasHOBP-
CTaH KOPIyC yhapabKu: ofi 3BoHuMha o Benukor 6yOmwa
(kojuMa je mo GYHKIUMjU IPUAPY>KEH U IpenapupaHn Kia-
BUD, Kao I HU3 3BOHA), C 063VPOM Ha CIIeI[UPIIHOCTH Tp3ad-
KOT HauMHa Jobujarma TOHAa Ha OBMM MHCTpyMeHTUMa. O



[Tpumep 6p. 5 - Byuja co (ctas ,,OrmbeHa By4nua“, ICTAKHYT 3BYK TaMOypuIia)
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HaMepH Jia ce HOCTUTHE 3aMalllHa 3ByYHOCT
OpKecTpa TOBOPY U KOMIIO3UTUPOBA HAIIO-
MeHa fia ce (kaMepHH) 6poj rymada Moxe
»YABOCTPYYUTH, IIa U yTpoCcTpyuutu . 3a
Pas3NuKy off KaHTaTe YcnpasHa 3emmwad, Koja
ce, mehy PapgnheBum mennma Ha ctuxose
Backa Ilome, mo 3axTeBMMa CTaB/bEHUM
IIpef; OpKecTap HajBUIIe NPUOTIIIKaBa OBOj
KaHTaTy, KOPIYCy AYBAYKUX MHCTPyMe-
HaTa [puUAofaTe Cy ABe Tpybe, HOK je mpu-
nuKa 3a (,macropanuu’?) grayTckm 3ByK
CacBMM M30CTala.

Mysu4ky TOK KaHTaTe OfIBMja Ce Y CMEHU
CONMMCTUYKNX ¥ XOPCKUX HACTYIIA, Y AMja-
JI031MMa U COMO HACTYNMMa HOjeIUHNX I7Ia-
COBa, Ka0 U Y aHTU(HOHOM XOPCKOM 3BYKY.
Kako ce TO MOI/IO IPUMETHTHI Y paHUjUM
[enuMa, M Yy OBOM Takobhe y COMMCTUYKIM
[eOHMIIaMa HaJIa3) IIPOXORHOCT CTIOO0RHN-
ju TpeTMaH I7Iaca, Ha MaXOBe CIMYaH OHO-
Mme u3 Cnucka.

Kommnosutop Paguh je xanrary Byuja co
03HAYMO Kao ,,IUTYPIUjCKY ApamMy, U yTu-
CaK pe/IMTHO3HOT PUTYalla jecTe peasaH, Ha
MaxoBe yIIe4aT/b/BO IOBE3aH Ca 3BYKOM
IPaBOC/IaBHUX JYXOBHUX MY3UYKUX PUTYa-
na. OcHoBa IMKINYHe ApaMarypruje [Tonu-
HOT OCTBapema OICTaNa je KAa0 OKOCHUIIA
MY3MYKUX felaBama 1 y Paghesom feny,
ycmocTaBpajyhu ncre KopecrmoHfeHTHE
ogHoce Meby menmHaMa (cTaBOBMMA, IIO
yraeny Ha nquknayce us Ilonmae 36mpke).

1. Ilocme OpKecTapCcKOr yBOJa, IPUCTHU-
[7IOT K20 ,, 43 JaBHUX BPeMeHA', Y3 pasHOBP-
CTaH, a/iy y 3ByYHOCTI KOHTPOJIVCAH 3BYK,
OTIIOYVIbe GAPUTOH CBOje COTIO ,,/i3/Iarame",
Kao ,By4ju mactup” y obpahamy ,,xpomome
BYKY", Koje 6yIBa Ha MaX IPeKMHYTO CTUTI-
CKVIKOHTPAaCTHUM MHCTPYMEHTATHUM OfiCe-
KoM, nsrpaleHnm y gyxy nmaxe, macropanHe
urpe. (Bpamu ce y ceojy jas6uny/ Ocpamohe-
Hu eyue/ Y[ mamo cnasaj/ JJok ce e 3anedu
nasex/ VI 3aphajy ncoske u ypxmy 6axme/
Cseonwme xajke” (...). Ceny HOB ,Bemap’,
3aBpIIHY OfiCeK.

2. MeutoBuT# X0p y XoMOGOHM)HU U3TaXKe
IpaMy O ,,OTHEHOj BYYMLIN, OTETIOB/bEY
VICKOHCKOT >KE€HCKOT )XMBOTOJJaBHOT IIPUH-
I[UIIa, Y3 MICTAKHYTY IpaTiky TaMOypulia, 1
PUTMUYKH IIYJIC KOjU OIICTaje 10 Kpaja CTa-
Ba. Byuuya nexu/ Y noonosxjy neba/ Teno
00 xuse xepasuue/ Obpacno joj mpasom/
(-..) (IIpumep 5) Y wenom Henpemep-cpuy /
Pyode ce mone 00 wybasu. (...) Byuuyy samea-
pajy/ Y nodsemnu ozate... Tepajy je Ha paf,
Myde u bGemrdacre, anu Byuuya ce 3ybuma
xeama/ 3a nnasokocy 36e30y/ VI cebe y noo-
Hosje epaha. PutyanHo ce Kyma y niase-
mu/ VI ncehu neneo ¢ mena cnupa. [Ivxe ce
Ha 3adwe uiane y nooHoxjy Heba, 3ajegHO
ca BYKOBUMa CKAMeHEHUM Y teHOj ympoou,
mpmea 00 xehu, npema nojuny penamux
36e30a.

3. Tpehu ctaB, ,MonuTBy BydjeM mactupy” usBoge gude-
PEHIIMpPaHy MYIIKM U XXEHCKM XOD, Y3 CBefieHy IpaTmwy (y
ryfadynMma) UCTAKHYTUX MHCTPYMEHTAMTHUX COMO JeOHMIA
Koje ce cMemyjy (IeoHMIla BUOMMHE, IOjeAHUX JPBEHNX
IyBayKNX MHCTPYMEHATa), Y3 KaCHUje HacTyIe Tpyba 1 6poj-
HIjer HACTyIa yAapa/bKy ¥ CUMGpOHN3UPAHIM CErMEHTIMA,
uaMeby xopckux Hactyna. Monumo mu ce 8y4ju nacmupy/
Ob6asu Hac oxo epama/ Jla ve jauwemo u 0arvy u Hohy/ Ha cebu
camuma (...) Pacmeopu y Hauioj kKpeu MupucHy ceojy npemy-
opocm/ Cey 00 conu HAO conuMa.

4.V ,Byujoj 3emBn, nocne ysopHe ,,nonudonnje“ 3BoH4,
y IICaIMOAMYHOM fujanory oua (6ac) u cuna (6apuToH), mpe-
UCINTYje ce cynbuHa 3eM/be KOjy BYK Ap>KI y cBojoj Moh,
y3 »KOMeHTape"“ NyBayKMX MHCTPyMeHaTa ¥ IIOBPeMeH Kpa-
TaK [IOHOBAaH HACTYI 3BOHA: Budum oue syka/ Ca pozosuma
mnaodoe meceya Ha enaeéu/ Hocu je u ona ce ne 6panu/ Kao
oa je mpmea/ Unu cmpmmuo 3amybmwena/ Hujeonum je semarn-
ckum nymem ne Hocu/ Hocu je nexyoa ysuc/ Y nebecky jasou-
ny/ Kojy cmepa 3a wy u 3a cebe 0a uckona/ Omuma nu je 00
Hac oue/ Vinu je nanpomus cnacasa/ Kpos eyuja pebpa cume
semmy Hauly 3asemuy suoum/ O6nux yckpuirwez uma jajema/
(..) O0 8yuje mo 3asucu enaou/ M 00 naue 36e30e 600umwe/ Hu
00 ueea 0pyzoe cuHe.

5.Y ,IloxBanu By4jeM macTUpy", y CMEHM XOMOPOHUX U
noce6HO M3Pa3UTUX MOMUGPOHNX OficeKa MEIIOBUTOT XOpa
HIOfie/bEHOT Y IBe XOPCKe IpyIe, Tede: Padyj ce 8yuju nacmupy
(...) azpmenu mebu nesajy/ Iaspan nayn/ M opao. (...). Hacry-
M XOpa pasfie/beHNU Cy OPKeCTapCKMUM ,MHTepBeHIMjaMa"
KOje ce TI0 pellemuMa MpUOIIKaBajy YBOZHOM JieTy IPBOT
CTaBa KaHTare. Y CPeANIITY CTaBa U3ABaja Ce ,CeTHA" enu-
3oma rpymne tambypuua. XomodoHu nosus ,Panyj ce®, moua-
Bbajyhu ce y ToKy cTaBa, mponasnu ,,eBOIYLUjy Of ,panyj-
cja“ 3By4HOCTH [10 BojBOhaHCKe (ONKIOpHE BeCenocTy, Koja
nopceha Ha frenoBe kaHTate Yuumernu.

6.V ,TparoBuma xpomora Byka“ MeIIOBUTHU XOP ,y36ybhe-
HO“ M371a)ke IIPUIOBECT O IMpeobpakemy XPOMOT BYKa, Y3
HOAPUIKY jefHAKO ,ApaMaTU30BaHOI“ opKecTpa: Xdjkauu
Ha pamenuma nperoce/ I'ponoz xpomoe eyxa (...) 13 pacnope-
He my ympobe supu/ OckpHasmeHa céema cnama/ u xajKavu
u oxynmenu ncu/ ¥ myse Ha wezosum panama / VI cpamua
momxa/ Céu eepyjy 0a je mpmas/ Xpomu 8y wanama enaou
cexupy/ 3apuseny y kocmamy obnauuny/ (...) Jbyéu joj eumxo
meno/ VI 06a cpebpua obpasa/ (...) Y cam cebe denu/ Ha dse
Huee nonosure/ Jeona my nonosuxa nexce noo semmwy/ [pyza
Ha Hebo ysnehe/ Heede na cpedunu/ (...) Ocmaje my oepomHo
yeujarno cpue/ Ceemnu Hosa ypeena 36e3da/ VM uexa ceéoje
scumerne (...)

7. 3aBpIlIHU CTaB, ,Byuyje konune®, usrpaben je mo ncrom
IPUHIUIY OPKECTApPCKe ,,JOIyHe" M3/IaraHMX CTUXOBA Kao
M IPETXOJHU CTaB, /Iy je 3BYIHOCT CBeJeHa Ha KaMepHY.
ITocrme KpaTKOT YBOA4, CACTAB/bEHOT Off IOHAB/bAMba KPATKIUX
MHCTPYMEHTATHMX MOTUBA, U3BEHEHNUX y UCTO] MY/ICALIUjU ¥
K0jOj je IPEeTXONHY CTAaB 3aBPIIEH, 3alI0YNIbe COMO anT: /laje-
me, najeme (...) [Ja naduem Ha xonena my nped éac/ Yoapum
enasom o semmwy/ Y uemsoponouske omnysum/ Y mecmo pobhe-
wa (...) Yexuhem necruyom u enasom/ Yoapam nosazoan y
Haxosar/ 3a Koju cam HesUOLUSUM NlaHyem 6e3aH (...) Kyjem
cmapo eeoxche u omnamxe meceuure/ Topum 00 xeme 0a npo-
Hahem kosuny/ O0 xoje mu je nanay, uckosar/ Mnaou eyxosu/
Cxpusenu npexo dana y mojoj jas6unu/ I'nedajy me u hyme u
yue/ (...) /lajeme, najeme/ [la mu us epna usnasu/ Iosnamu



kpsosceonu ypaux/ Koju ja nasusam necmom/ /lajme najme su
camo. Ha caMoM Kpajy, OpKeCTapCcKM 3BYK jerbaBa“ U IIOTaKo
ce ,racu”.

Y ceHyu noHohHoe cyHua — no3Ho foba
ABOjuLIe MOaepHUCTa

OBO [1€710 0 TOCTOjaHOCTH Bepe, 0 YCKpCHYhy Kpo3 IMKIn4-
Ha )KMBOTHA CTPYjaba, Koja ce OIBU]jajy Y3 HEIpeKuxHy 60p-
0y; y KpeTamwy ofi 60>kaHCKe TpaHCpOpMaliyje O HOHOBHOT
pobema 3eM/be 1 Hapofa, U CBAKOT MOjeIMHAYHOT MpUIaf-
HVKa TOT HapoJa U ,)KUTe/ba" Te 3eMJbe, CBUX 3ajefiHO Hace-
JbEHMUX Jla Jefe CYAOUHY y UCTO] ,Kyhu Hacpen gpyma“, on
HesanaMheHMX BpeMeHa JJ0 HajcKopyje CTpafiaTHUYKe Ipo-
IITOCTH, U3 KOje M3pacTa ,HOBa I[pBeHa 3Be3fja‘ — KaHTaTa
Byuja co lymana Paguha pasymesa ce, mpe cBera, Kao ,,Tpa-
AUIMOHANNCTIYIKO OCTBApErhe 3 HheroBOr IIO3HMjer OIryca.
T'opuua ITnununosuh, y MoHOrpaduju 0 KOMIO3UTOPY, TEKCT
0 KaHTaTu By4ja co mocraB/ba Ha IOYeTaK IOI/IaB/ba HAC/IO-
B/beHOT ,,IIoBpaTak y IpPOILITOCT , a [ie/io CBPCTaBa y UCTY
KaTeropujy ca paHUjuUM fenoM YcnpasHa semma, Tymadehn
0Ba OCTBapema Kao ICTOBPCHMU ITPOU3BOJ, ayTOPOBe HoTpebe
3a eCKaIM3MOM, Oedxcdarba 00 He3adosomasdjyhe u Hepasymmu-
se cmeaprocmu (u mysuuxe),”® y usmereHUM OKOTHOCTHMA
y Kojuma Hu Papnhesa ,,BepHOCT® KaHTaTU Kao MY3MYKOj
BPCTH, 360T TOI HOBOT [PYIITBEHO-MCTOPUJCKOT KOHTEKCTa,
HUje BUIlle MOIJIa MMATU OHY KPUTUYKY OLITPUIY IIPOU3a-
LTy U3 OTIOpa IIpeMa ,IpaBUINMa peannsanuje‘ KaHTare
10 Ha/I03UMa COLMjaMUCTUIKOT peannsma.’® Ca apyre cTpa-
He — HacTajla TOTOBO felleHNjy paHuje — IlonmHa 36mMpKa
Takobe Huje 61Ta HaMIUTA Ha IyHO pasyMeBatbe. 00

Y cacraB Paguhesor 36opnuka ymnm cy u ogymomuu Iomu-
He 36upke Byuja co, y u360py Koju je KOMIIO3UTOP HAYMHIO
paHMje, y3 MECHUKOBO NONYIITeHe, KaKo 611 KOMIIOHOBAO
KaHTaTy Byuja co. CBOjUM 3HaUemeM maHmpuukoz cumobona
pecopnuyuje jacmea y ynusepsannom buhy u manudecranuje
»OTPOMHe cHare jenmHcTBa y jenuukn“l?! cruxoBn kanrare
Ce Y3IMKY [0 [O/IUTOHA [ie/I0Baba TPAaHCBPEMEHCKUX ajIXe-
MMjCKMX CMJIa, CIIACOHOCHUX M 32 KMBOT U 338 YMETHOCT.
Iompowauxa yusunusayuja cée 6pice pacmave enUumucmuy-
ky ymemuocm. (...) Mcmonunu cy ce kpumepujymu eucoxe
Kynmype; Ha 32apuuimy Hana3umo camo namproke éenuke
mpaouyuje. 3a6opasmwamo 0a je 6yoyhrocm ycnosmena npo-
winowhy, anu Huje tome odpehena.'%? Moxna ce u Ty Kpujy
M3BOpK MOTMBanuje Kommnosuropa Paguha na yb6maxu cBoj
Mysuaku uspas.'%® Cam xomnosutop Ty npomeny Tymadn u
y LYXYy Bepe Kao IpUpOJaH BPeMEHCK!U TOK pasBoja CTBapa-
nauke mmuHocTi, % 1y Tom nyxy nynehn o6pasnoxere ona-
OpaHOr NPHUCTYIA JBYACKOM I7Iacy y paHMM fienuma, y Cnu-
cKy mpe cBUX, Papuh nonaje: Joynuje, uckycmeo mu je 6eoma
YOuBUBO YKA3UBANO HA nompeby wosexa 0a neeéa, ymecmo oa
ONOHAWA UHCMPYMEHMANIHE CKOKOBe U CLyH U edexmuma
mysuuxe dexnamayuje. Iloueo cam da 3asusam pomanmuuna
Hadaxnyha, cniuMHAa OHUMA KOja cAM Heuimo panuje xmeo 0a
yeywum.'%> 3anpaso, oHo yemy ce Paguh nporusuo nuje
61710 aBaHTapIHO fe/oBatbe Mo cebu, Beh 3anarame aBanrap-
Jie 3a pyKHO, YMECTO 3a ,,HOBO mosbe jerote, 100

»IloBparak y npouutoct [Jymana Pagnha, y Bubewy xom-
HO3UTOPA, TaKobe ce mocTaBsba Kao U3pas JPyLITBEHOT aHTa-
>KMaHa — IIOIyT aHTonoruje Y cenyu Xepmeca; Lpyro je mura-
e Ha KaKBO je pasyMeBame Off CTpaHe TOTa JpYIITBa OH
Hanmasno. [Toce6Ho Tpeba nctahy ynmeHnIy fa cy mojenu-
HJ aBaHTapIHM MOCTY IV HAIIIM MeCTa y o3HujuM Pagnhe-

BuM genuma (Eceju u Opamopuo npogaro),
a Beh je TOMeHyTO apryMeHTOBaHO 3aIa’ka-
e np Becue Muxuh pa ceaxo /Paouheso/
deno mose 0a nocedyje ampubyme Heke 00
modeprucmuukux cybsepsuja.l%’ Opucra,
TOK ce 'y YenpaeHnoj 3emu TAaKBYU €JIEMEHTHI
mory Hahn y ,,IIpomory, u y HelTo Mamwoj
mepn y ,MuTepmeny“ u ,,Kyhn nacpen apy-
Ma“ — y OKBMPY MHCTPYMEHTATHUX HACTY-
na, y Byujoj conu oum ce y o6y mpoctupy
KPO3 BOKaJIHe [eOHMI[e, TOTOBO IO IIPaBU-
JIy OH/Jie TTie je HalleTOCT IPaMCKOT JlelllaBa-
Bha IojavaHa (Ha IpuMep, Y HACTYIy COMIO
anta y ,Jlajete, najere, y ¢unany Byuje
conu). Cama T'opuna ITununosuh samaxa
CIIMYHOCT y ,nyncanuju” usmeby ,y30yp-
KaHe XOpCKe eBOKaljije OKOBaHe Majke” y
»OTHBEHOj ByYUIu“ — IpyroM cTaBy Byuje
conu, M fpyror u 4eTBpTor craBa Hene-kyne
(»Pyxa nan Yerpom“ n , Rene-kyna“).108
Otypa ce y BehuHu fena 3anucra Hamasu
jeHO CTU/ICKO 00uU/be, a TeXHUKE 32 Hbero-
By peanusanujy Huje MamKano: Paguh je,
YCTIOB/bEH YTOTOf M BbUM )KMBOTOM Y CTa-
TYCy CTOGOJHOT YMETHUKA, CAUMHUO BENNU-
KI OIIYC ,IIpUMebeHe My3uKe — Ipe CBera
3a ¢puam,'%” mro je umano Bumectpykor
yTHIaja Ha HEToB yKyIHM Kopiyc gera.! !0
ITomyT MOMEHYTOT ayTOPCKOT aHTa)kKMa-
Ha Backa Ilomne Ha cacTaB/bamby aHTOJIOIWja,
u upejue 6muckoctu Papgnhese anronornje
Y cenyu Xepmeca ca Ionuunm Ionohnum
cyHuem, o Kojoj je Takobe Beh 6110 roBOpA,
PagnheBa 3amHTepecoBaHOCT 3a CIMYaH
CaKyI/bauyKO-CeMeKIIMOHN paji MOXe ce ca
U3BECHOM 3acHoBaHoInhy mpemosHaTu un
Ha GONKIOPHOM IIOBY, THe 61 Cce KOMIIO-
3UTOP U CAM IOCTABMO Ka0 ayTOp CBOjeBP-
CHE aHTOJIOTHje ,HapOTHNX YMOTBOPMHA',
CaMo 0BOra IIyTa Ha IJIAHY MY3MYKOT U3pa-
3a. Hauwme, y Buire npunnka Paguh je ncru-
1Jao CBOjy 3abpuHyTOCT 360T ,3arahema”
MY3WYKe CpeINHE, Te je Y HOKYULajy o4yea-
ta 6ozamcmea Menoouja jy2ocno6eHcKux
HAPOOAd, NOKYULAfy HUX0802 YMKUBALA Y
CTIOMEHUJU MY3UUKU 0P2AHUZAM, HE CAMO
Kao meme 3a pazpady, Hez0 Kao npupooHe
yenuHe Koje 3pave npeeHcmMeeHo concmee-
Hom ussoprowhy,''! Panuh yseo Hus meno-
IMja ¥ MOTUBA Y CBOje He/0: IMKITYC IoeMa
W3 moje semme (1970).112 Mysuka o6uuno
00panasa nopekno oHoz Maa Ha Kojem je
Komnosumop pohen unu 20e je 0yzo 6opa-
6u0. 3Hauaj onxaopa cy Mu omkpueanu
Bena bapmox, Jocun Cnasencku u Munenxo
Kuexosuh. Yinanajyhu napoone menoduje
¥ aKademcko mMy3udKo mKueo, mpyouo cam
ce 0a y 06padu He npehem HUB0 Npeno3Ha-
mmusocmu. XKeneo cam da one 3paue came
cobom, 0a He 0ydy 3ampnane aymoposom
Hapyucouonouthy.''> Mehytum, y jenaom
HOBMjeM carleflaBamby OKOTHOCTH Y KOjuMa
je meroBa onepa Cmpm majke Jyeosuha, 13
1988. ropune, y sexemeHmuom npocnasmwa-
wy 600-me eodummwuye Kocoscke 6umxe
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6una jeduna sabopasmena komnosuyuja,''
Papuh nctude yrucak mo koM ce yuHu 0a je
danac HauuoHanHu ocehaj npunuuxo sama-
e/beH, U [1a, NAKO je y HEerOBOM I/Iefjarby
yHusepsanuzosan (cnuuno Cyrjecuu Backa
Ilone), onepa, xada 6u cada 6una useedeud,
He Ou nocmuena oHaj edexam Kao npe dece-
max 200una.!t>

Hewnssepena, Bpio moryhe — us mcrux
pasjora, o cafia je ocTaja ¥ HapegHa,
nocnefmwpa onepa dymana Paguha, Jynujan
Omnaodnuxk, us 2004. ronuue.!1® Jlu6pero
je Paguh Taxobe yneo y 360pruxk, a y Tpa-
206UMA O CBOjUM MOTMBMMaA IIPOTOBapa
cnepehe: Ilonasmam, anmonozuja Y ceHuu
XepMmeca npuxynmpa cpooHe mexcmose Koju
noxywasajy 0a epame 3azy6eHu ckao ymo-
8arba pas3bokopere HAyKe U UHMYUMUBHO2
oMKpUSALA NPUPOOe KOCMUHKUX 3ABUCHO-
cmu. 3amo cam ce ynycmuo u y He3axeanHo
KOMNnoHoBatwe onepe xoja Huxao Hehe 6umu
useedena.'V” Jep ceaxu sameoperu udeono-
WKU cucmem mMopa GUmMu UsnoxeH Kpumu-
uu, na u xpuwharcka doemamuxa. Cmapa
eHocmuuka mpaduyuja — jepec 3a ypkey,
jepec 3a nayxy, jepec 3a nonumuxy (...).18

I'HocTuyka Tpaguuuja Kojy moMume
Panuh 3ampaBo je jefan KOHITIOMepar xere-
POTeHVX KOHIeIIaTa, YMj! Ce YTULAj IToced-
HO ocehao y mpBum BekoBuMa xpuinhas-
cTBa, MehyTnum, meHe emaHanuje ocrane
cy no manac akryenne.!' Topune 1945. Ha
nokanutery Har Xamanu, y Erunry, mpo-
Habenn cy opurmnanu oppehenux rxo-
cruukux cnuca.'?? Tonuue 1997. Paguh, y
IIOTOBOPY 32 CBOjy 30MpKY IIecaMa, OTKpHO
je MHCIMpaLKjy 3a el HacnoB: JaHac oux
Mmozao nomnucamu peuu yuumena Cunea-
Ha u3 Hae Xamaoduja: ,,3axkyuaj Ha cebe kao
Ha epama u x00aj no cebu Kao no npasom
nymy... Omeopu épama cebu da 6u 3Hao
wma je.“1?!

Axo je m Moryhe f1a je KOMIIO3UTOD 3a CBO-
jy mOeTCKy 36MpKy HaKHaZHO O0fabpao oBaj
HAc/IoB (0 YeMy He MOXKeMO HUIITA TIpeLu-
3HO [la TBPAUMO), THOCTMYKA MHCIIMpaLKja
CTMXOBAa KOjMMa IIOYMIbe ITOKa3yje /1a je OHa
y BpeMe HacTaHKa, TUX MefleCeTUX TOfIHa,
IpaTyia aKTYelTHOCT HOBOT eTUIIaTCKOT
orkpuha. ,,YBogHy necmy® 36upke oTBapa-
jy ctuxosu: Ko ce mo moma oxo nnoma?/
Hemujypey nuje speme./ 3ap Huje cyboma?

36upxka IIpusubere npasoe nyma, XuIo-
crarMsanujoM csora moverka (,YBopgHa
mecMa“) u cBora kpaja (,,3aBpiHa mecma“),
omebyje nmer unkiyca: ,,Ilo6yzne u mosogu,
»Ipenupke®, ,I[Ipunuke n Hempuanke",
SIpeoxpetu* u ,IIpckanuue” 1?2

Ha nornen momano 6aHanHe, oBelTane
puMe, TaMO Tfe Ce Hajlase yIITaBHOM ce
II0Ka3yjy Kao CBECHO yrnoTpeb/beHe f1a yHe-
CYy MPOHMjCKY AMUCTAHILY, M UCTUYY CE Kao
OCTpBa OTO/bEHE eT3UCTEHIMjaTHe 3a0PUHY-
TOCTY, ZOCTOjHE TIeCHNYKMX y3opa [Tome n
BunaBepa. Mebyrum, BemrTrHa CTUXOTBO-

pema yMe na 3aBefie Paguha u ma paBHOTexy uspasa mope-
MeTU Ha IITeTy Ay6MHe MMCIM, a Ha CTPaHY CIIOJballliber
edeKTa BeHOT UCKas3uBamwa. 10 Cy OHM MCYBUIIE ,, INIHU
TPEHYLIM, YI/IU, KaKo 61 ce y K/byuy ayTornoeTuke Backa ITome
Moro pehu, TpeHyIu ncKopadema U3 ,camo3abopasa“, Heo-
IIXOZHOT 32 YCIENO MOETCKO uspaxapame.!?> Ocum oBor
Pa3yM/bMBOT, M/Iafla/Ia4KOr 3aHOCA OBJIafiaBatba HOBUM IIPO-
CTOpMMA M3Pa3a, OHO TOpYMHE KOja je TOKOM >XMBOTa U Kapy-
jepe mopcTMIana KpUTHIapcku OyHT kommosuropa Paguha,
MCKa3aHe Y He MajIo pasToBOpa U TEKCTOBA, YMeJIO je Takohe
[a Cys¥ IIOETCKY IIPOCTOP YUTAOLY, Kao y mecmu ,,CKpuBa-
nmuna“ (u3 uyuknyca IIpeokpemu), mecMu Koja CKpuUBannua
3alpaBO HMKAKO HHje, Beh Ipe [ienyje momyT Heke, y3 HOB
ocepT Ha [lomy pedeHo, ,,3aroHeTKe C oAroHeTKOM 124

Csakako fa mehy Paguhesum necmama nmMa oHMX ycrenux
CriojeBa KPUTUYKE JPYIITBEHEe CBeCTH (M APYLITBEHE OCBe-
mheHOCTN) U y CBPXY KOMYHMKATUBHOCTU T€ CBECHOCTHU
cpehHO opabpaHuX, lejcTBEHUX CIMKA, KaKO je TO pelyMO
ocTBapeHo y mecmu ,,IIperpmr norppa“ (nuknyc Ipunuke u
Henpunuxe):

Kpos eycmo zparve

nouutve U mMoje nadatrve

Baw 360e moea

MOJCe Me CNACU CAMO

neuam [yxa Ceemoza

Mebytum, y3 oBy ,,ipaBoBepHY xpuirhaHcky u y3 nome-
HYTY THOCTMYKY MHCIIMPALN]y, ¥ HOCTeA0j IecMu y 361p-
11, a 3atuM u 'y 360pruxy u Tpazosuma, HannasuMo Ha HOBU
¥ [PyTauyju, My/pOC/IOBHM I71aC Ha/IleKOUCTOYHE U MHAMjCKe
uHCcIupanuje, y ¢popmu (unrarHor?) obpahama:

Hayuu xako 0a nooHocuw myxe

u buhew y cmarey 0a He namuud. (,3aBpIIHa ecMa“)

[la nu je Ty cagp)xaHa OHA ,MCTUHA® O JBYACKOM >XMBOTY,
noTpeba 3a yonajasarem cmpaxa HA CHOULTbUBY MeDY, KOM-
nemsayuja Hemohu, o KojuMa rosopu Pagnh Ha mocnenmum
cTpaHama cBOT 360pHuKa Y cenyu Xepmeca?'?>

»1IyT" Kpo3 361pKy oTBapa ce jefMHO Kao pasybeHo kpe-
Tame Kpo3 pasHOMMKe [OXXMB/baje cBeTa 1 >KuBoTta: Kopak
no Kopax y packopax,/ cée 00k uuzpa He ybuje muepa. (,3aBp-
IIHa rmecMa’

Ha cBakom TOM KOpaky ,npusuberma mpasor myra“, ,y
cenru Xepmeca®, 10 ,TparoBuMa OajaKaHCKe BPIETH , YBEK
je Ha fieny pafimheBCKO KOMaXKHO ,anxeMujcko Myhkame mce-
Jaka“, UTPUBO UCTYIakbe KOoje M3MIue CBaKOM yHamnpern ¢op-
MUpaHOM oueKkuBamy. Ha muTame fa mpoTyMaun sHaueHe
jemHOr off cBOjux Konmaxka, Paguh je ogrosopuo: Ckpusere
MUCTIU CY CKpuseHe 0a Ou ce 3a20HemKa jeOHOM peuiuna, anu
mucnum 0a je seha Opas y peuwiasary Heeo y peutervy. Solve et
coagula! Myuno je u npucehamu ce usnyhenoz ‘xemmarckoe’
noxawarwa y 50-um eodunama 060z nuvemepjem npeonmepe-
henoz sexa.l?® OBum nckasom Paguh xao ga muaHo craje usa
[eCHMYKOT I7Iaca KOj!IM IpOTroBapa mherosa paHa IecMa, O
3aroHerkama: 3azonemxe uepajy uepy/ Kao oa cy xo0 ceoje
kyhe/ He name 00 npomyxne casecmu (...) Ko sepyje — sepyje/
3azonemxe ne metva. 127

Kao ma ce >xxenn pehn: fa ce Huje, yIpKOC UAeATUCTUIKAM
OYeKMBamUMa Koja IPUPORHO UAY ¢ Maagouhy — Kako ce
C BpeMEHOM IIOCTIDKe OO/BUTAK, TO y3HeMMpaBajyhe ,muiie-
Mepje“ IPORY>XIIIO [0 Y Lie/u BeK, He 6u 6110 motpebe HU
Ia ce ,,KeTMaHCKe“ TeXHUKe I[eJloTa TOra BeKa IIPOUTPaBajy.
Jep »3aroHeTame" je UIpa, C jeAHUM ,IIPAaBUIOM“ OUyBamba
uHTerputera. He odcmynam 00 céojux yseperal, 3anucyje
Papuh kao nmocnenmn ,,6ankaHcKyu BpieTHHU Tpar,



Ko ce ne pasbuje y napamnapuad/ Ko ocmane uumas u
uumae ycmane/ Taj uepa, 3anucyje necuuk Iloma npe cBojux
,Vrapa“.128

[TonuHa mecMa ,,Bucox nyt” pexna 6u na gpyradmje u He
MO)ke OMTM 32 OHe Koje 1300p Ha TakaB IIyT HaBefe:

He mozey 0a sxpmeyjem nym

Kpo3s sawe me 2nase 600u

% 6 Ot o o % ot

Y omnocy Ha Paguhese omepe, maTpuorcka moesuja Bac-
ka Ilome Hamnasmia je Ha ganeko 60/bM IpUjeM U BUIle
pasymeBama,'?’ mehyTum, ,,omTpuHa“ HacTyma BpeMeHOM
je jemaBana u y geny Backa ITome. ITecMe cy ce mpeTBapae
y myTomuce, 6elexXumne ,)KMBO Meco* UCTOpHUje, OfIas3uie
M O HEBHUX aKTYe/THOCTH, U O HAPOACKe MIa/BUBOCTH, &
TOJIMKO IIOMVIbaHY Y XBaJ/bEeHY ,3aTOHETHOCT 3aMeHMIa je
aHerfoTcKa foceT/bMBOCT. CTOra HeKM KpUTHMYApH, HOMYT
I'ojka boxxosuha, ca >xajoM fonmymnTajy KacHUjUM 36MpkaMa
necunkosuM (OKuso meco, Kyha nacped opyma u Pe3) ga ce y
HajbosbeM CITydajy MOT'Y IIPUXBAaTUTH Kao epaha 3a pasymesa-
te asanmype jeonoz nechuuimea,'3° xoje je panuje snano 3a
Benuke BpxyHie. 3!

OmacHOCT of ,,OATOHETHYTOT Y 3aTOHETamwy , O baHamM3a-
I[Mje u3pasa Koje ce paHuje OpIK/BMBO 4yBao, IOCTANa je C
U3MUIIabeM KMBOTHUX CHara, YMHU Ce, IpeBeNKa, ! aKo
joj mecuuk Iloma y mosHoM 106y Ha MaxoBe U Hje U3MaKao,
kommnosurop JJyman Paguh joj ce, Mmama usnoxxen uckyuue-
BJIMa, Y HEKOj BPCTY €CKAaIIMCTUYKOT a3, 0 CaMoT Kpaja
OJTYYHO CynpoTCcTaB/bao. 32 Kao Benku y3op 3a Takas cTaB
Papnh je wecto momumao aBaHrapgHor Ilona Kejia — oun-
TO Ta pasyMeBIIN Ha CBOj IapajjoKcalaH HaYWMH; HA HAUMH
»pagnheBcku® makie, WM, y HajMamwy PyKy, Ha HA4MH KOju
MY je [OIYIITA/Ia BberoBa MapajoKcuMa CKIOHA CPelMHA.

™ IlpBa Bepauja OBOT paja, ca 3aAaTKOM Pa3MaTpaba OfHOCA KOM-
nosunyja Jymana Paguha u ctuxosa Backa Ilome, HanncaHa je
Ha npepor ip Becue Mukuh, Banpennor npodecopa Gakynrera
MY3M4YKe YMETHOCTM, Y OKBIPY CEMMHAPCKUX 3aXTeBa IpefMeTa
Hannonanna ncropmja Mysuke 3, Ha IIeTOj TOOVHY CTYMja MY3UKO-
noruje, akagemcke 2009/2010. rogwae. OBOM IPUINKOM Ce 3aXBa-
byjeM mpodecopku Mukuh 3a mofcTuIaje ¥ HOAPIIKY Y HACTAHKY
paja. 3a gogarHy noMoh oko nuTeparype 3a KOHa4HO yoOnmdeme
papga (y 3HATHO IPOIIMPEHY BeP3Hujy, Tj. MOHOTPAPCKY CTYAM]Y),
Kao I 3a caMy IIPMINKY Aa Ce OH 00jaBH, 3aXBa/HOCT AyTyjeM
rocriohn Xpuctuuu Mennh u xonernannm Visauu Munaguzosuh
Ipuua. (A. M.)

! Ynop. Muxajno [Tautnh, nponparau texcr ys usbop necama y:
Backo Ilona, ITecme, Ilopropuna, 3aBoj 3a yibeHrKe U HacTaBHa
cpencrsa, 1997, cTp. 5.

2 Milan Bogdanovi¢, ,,O poeziji u jednom broju "Mladosti
i novi, IV, Beograd, Prosveta, 1952, ctp. 179.

3 Ilyman Panuh poben je y Com6opy 1929. ronune, ympo y Beorpa-
ny 2010. l'opune 1954. gunnoMupao je KOMIo3uuujy Ha Mysudkoj

¢

,y: Stari

akafiemuju y beorpapgy, y xmacu npodecopa Munenxa Kuskosu-
ha. To 1979. roguHe >xuBeo je u paguo y beorpafy y cratycy cio-
60 HOT yMeTHMKa, Ta 61 Te roguHe 610 n3abpan 3a mpodecopa Ha
Axapemuju ymerHocty y HoBom Capy. Togune 1972. usabpas je 3a
ynana CAHY.

Hamnmucao je oko 200 komnosuuuja, Mebhy kojuma ce Kao HajsHavaj-
HIje u3fBajajy: onepa /bybas mo je enasua cmeap, 6anet banada o
meceuy nymanuyu, Sinfonieta, Concertino 3a KJIapuHeT ¥ OpKecTap,
Bapujayuje na Hapoony memy, Cumgonujcke cnuxe, Divertimento

3a IyfauKy opKecTap, BubpadoH 1 ygapasbke,
Sinfonia serena; Conama Lesta 3a xnasup, Yetn-
p¥ cOHaTMHe 3a KJIaBup, Tpu mpenyaujyma sa
knaBup, CBuTa 3a knasup, baraterne 3a fyBau-
KM KBUHTET; @ Off BOKQJTHO-MHCTPYMEHTaTHUX
mena: Rene-kyna, Y ouexkusawy Mapuje, Yenpas-
Ha 3emma, Tpuntux Oncednyma 6e0puma,
Yuumenu, Bykosa Cpéuja, Inacosu ca Illyma-
puua, Iloxeana eampu, Byuja co n Oratorio pro-
fano. Aytop je Mysuxe 3a TpugeceTak GpuaMosa,
BILIIe TO30PHIIHUX IPEACTaBa, PAJIO U TeeBHU-
sujckux gpama. ITucao je o6paje HapofHe My3u-
Ke, 1 cacTaBMO 360pHUK IecaMa 3a jeny Jeuju
spm. J[IOOUTHMK je BUIle 3HAYAjHNUX IIPU3HAA
U Harpajia y 3eM/b¥ ¥ MHOCTPAHCTBY (Harpasa
Casesa kommnosurtopa Jyrocnasuje, Okro6apcka
Harpapa, Harpapa ITynckor duamckor dectyBa-
na, Harpapa ,,ITerap KowoBuh®; ognnyje nranm-
jaHckor rpapa Bepuennuja).

4 Munow Jeptuh, Ceem mysuxe - paszosopu ca
Hywarnom Paouhem, beorpag-Babeso, beorpag-
cka kwura — Kej, 2003, ctp. 49.

5 ITomenyTu panu ctuxosu, us 1954. roguse,
objaBmenu cy 1999. y s6upuu Ipusuherwe npa-
602 nyma (Studio Ras, Herorun-Beorpap).

6 ,IlBa ceBa MyIbe y HAIIOj My3MYKOj KabOKpe-
4MHU“ 3aIIPABO je Ha3UB TeKCTa Koju je IlaBie
Credanosuh nocserno xonuepry Paguhesom un
Jocudosom; TeKCT je objaBbeH 25. mapra 1954.
roguHe y KrwunesHum HosuHama.

7 Topuua llununosuh, IToened na mysuxy Jywa-
na Paduha, Beorpan, CAHY, 2000, cTp. 20.

8 Ynop. Mirjana Veselinovi¢, Stvaralacka prisut-
nost evropske avangarde u nas, Beograd, Univer-
zitet umetnosti u Beogradu, 1983, cTp. 333-341.
® Ynop. Tujana Ilonmosuh-Mnabenosuh,
»Mysnuka MofiepHa pyre monosuHe XX Beka“,
y: Ucmopuja cpncke mysuke. Cpncka mysuxa u
esponcko mysuuko Hacnehe, beorpan, 3aBoy 3a
yibenuke, 2007, ctp. 215-245.

10 Cge ce spmu oxo nomenyme 1954. zodumne.
Pedocned doeaharwa: yuknyc necama Crmcax
- konyepm Ha Konapuy - nezamusHa xpumuxa
BM]] - nosumusHa kpumuxa Ilaena Cmedga-
nosuha - naepaoa Casesa komnosumopa Jyzo-
cnasuje — smcupu Paduo Beozpada ne dozeomasa
cmyoujcku chumax CINCKa, 00K, UCHOBPeMEHO,
mehynapoonu scupu SIMC-a y Cmoxxonmy ysp-
wihyje Crincak y npoepam pecmuéana 1956. 200u-
He. (Muou Jestuh, HaB. geno, ctp. 24.) Buo je
mo npsu kopak y Espony jysocnosencke mysuxe
y Tumosoj Jyzocnasuju! (Munow Jeruh, ucro,
cTp. 88.)

Vnunujanu ,BMJI“ ogHOCe ce Ha KpuTmuyapa
ITonumuxe, Bpanka M. [Ilparyrunosuha. ITopep
Iparytunosuha, HeraTMBHOM KPUTUKOM OIJIa-
cuo ce u lyman Ilnasma, a xako je y Iparyrn-
HoBuheBOM Hamucy 6uo mpo3BaH, Kao npode-
cop U3 4UMje KIace fomase Maagu KOMIOSUTOPIL,
jeIHUM TEKCTOM je Y BUXOBY OfOpaHy CTao U
Munenko JKuskoBuh.

O6muHO ce y3 oBe mopatke o usBohemwy Pagu-
hesor Cnucxa na MebynapogHom dectuany
caBpeMeHe My3uke y CTrokxonmy (1956) HaBopu
jOII jeraH: KPUTMKY OBOTA JieNIa, BPJIO IIOBOJBHY,

45
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3a Ibyjopx majmc Hanucao je Xaponp lloxn-
6epr.

11 Tepmun npeysuma Jinauja Mepenuk, us: M.
bepman, ,IleTporpaj: MogepHu3aM HepasBuje-
HocTn, Mapkcuszam y ceéemy 10-11, Beorpan,
1986, cTp. 230-234. MepenukoBa obpasnaxe
metampHuje: Hexe 3ajednuyuke 00pednuye je mozy-
he nponahu y euedeyeHUjcKoj, Marve Uy euuLe
ycnewiHoj umnaanmauuju esponejcke udejey cpn-
CcKy cpeduny, udeje K0ja je uecmo umana OUmHux
000UPHUX MAYAKA CA yMEMHUUKUM UHIEPHAUU-
OHANUIMOM UNIU, jedHOCMABHO, ca ocefiarbem npu-
nadHuwmea kynmypuom 6uhy Eepone. Taxo je
u Mehypamuu u nopamu MoOoepHuU3am 0en06ao
yHymap, a He U36aH KOMNAMUOUTHOZ e6PONCKO2
u, maunuje, PPaHyycKoz ymMemHu4Koe KOHmex-
cma. Ynpkoc nocmojarey MooepHuX meHoeHuuja
y camoj kynmypu, usmehy 1918. u 1941. eodune,
MOOepHU3ZAM CPNCKe Kynmype He U3pacma u3
objexmusHo ymememeHux ycnoea Hanpemxa. I
masmwe: Iocnedrwu manac modepHusayuje Hacmy-
nuo je, 3a jedan 0eo ceema, HeNOCPeOHO 1o 3asp-
wemxy [pyeoe ceemckoe pama. Iloce6Ho je maj
3aH0C MOJepHU3AUUjOM MOPA0 OumU HaznauleH
y jyeocnoserckom Opyuimay nocne 1948. eodune
u 0oeahaja koju cy ycnosunu odsajarve 00 3ema-
ma ‘Hapoone demoxpamuje’ u CCCP-a, exoHom-
CKO U KPeOUMHO-MOHEmMapHo npubnuxasarse
3anady u ocnarare Ha weead. Jyeocnasuja je Ha
npazy ceoz 0pyz02 MoOepPHU3MA HEPA3EUjEHOCIU,
0802 nyma ymememweHoe y PuHaHcujckoj u 60jHoj
nomohu xoja cmusxce ca 3anada u, KOHceKk6eHm-
Ho, y pA3eojy uHoycmpuje mokom uie3decemux u
nouemkom cedamoecemux eoouta. Osaj npoyec
Hanpemka meue UCMOBPEMEHO CA PENPecUBHUM
Mepama npema NONUMUMKUM HEUCOMULUTbe-
HUUUMA, YUjy MPAYHY CTIUKY NPeOCmasnba Ka3a-
mam Ha T'onom omoxy. (Lidija Merenik, Ideoloski
modeli: srpsko slikarstvo 1945-1968, Beograd,
Beopolis, Remont, 2001, cTp. 11-12.)

12 Ynop. Mirjana Veselinovi¢, nas. nerno.
Mutout Jeruh, ucro, ctp. 25.

4 Ycro, cTp. 33-34.

WUcro, cTp. 34.

lFopuna [Mununosuh, »Ilopekso ce He MOXe
CcakpuTH — pasrosop ca [lymanom Papguhem,
VIHTepHaIIMOHATHY Yaconuc 3a My3uky Hosu
38yx, 6p. 11, Beorpaz, 1998, ctp. 6. Y ucroj npu-
nuuu Paguh je ao u jexHo 3a Hujancy ppyra-
41je 06pasIoxKeme, ca JOJATHIM, ITOTUTHYKUM
MOTMBOM 3a OKpeTame BOKaTHOj My3umy: Moje
My3uuKe cmpykmype moxoa 6u 6ome npouine
bes mexcma, anu NOKywaj npenoma yKanyne-
HOZ yMemHUUKO2 Husoma 6uo je epuxacHuju
yopysenum cHazama. (YIop. ucTo.)

17 Muno Jestuh, Has. geno, crp. 35.

18 Vuave, Oywan Paguh Huje 610 jennuu xom-
IIO3UTOP KOji je cTBapao MOACTAKHYT CTUXO-
BuMa Backa Ilome. IIpema nmoganuma xoju ce
Hanase y cabpaHum fenuma /Jena Backa Ilone
y 0se kruce, u3 2008. roguHe (n3gaBauke Kyhe
Zpazanuh), nopex Paguha xoMmnoHosanu cy u:
Munko KenMeHn nuxmayc mecama 3a 6apuTOH
u rypade Mepe (1958); Bnactumup Ilepmunh
LIMKJIYC IlecaMa 3a Iy1ac 1 kinasup Hoh 6e3 jympa

(1959); Pymond Bpyun kantary Ouu Cymjecke (1964); Viso Ilerpuh
LMKJIyC IecaMa 3a Imac u xapdy Mepe (1966). (Ynop. Jena Backa
Ilone y 0se xwuee: [lecme, npup. lopan Hophesnh, Oparannh, beo-
rpag, 2008, crp. 660.)

19 Backo ITona je pobhen y Ipebeny xpaj Bpmima 1922. ronuse, a
ympo je y beorpagy 1991. rogune. Jumnomnpao je 1949. rogune Ha
pomanckoj rpynu ®unozodckor paxynrera y beorpagy. Hanncao
je oxo 400 mecama (oxo 5000 cTMxO0Ba), U yiao y oko 30 aHTOO-
ruja. Behnua necama pacnopebena je y séupke: Kopa (1953), Heno-
uun-nomwe (1956), Cnopedro rnebo (1968), Yecnpasua zemma (1972),
Byuja co (1975), Kyha nacped opyma (1975), JKueo meco (1975), Pes
(1981). FberoBa moesuja je npeBefieHa Ha BULIE Of BaeCeT je3nKa,
meby kojuma u Ha 6eHrancku u nHAMjcku. Ox 1954. rogyte 1o ofyia-
cka y neHsujy (1979) paguo je xao ypenHuk y VsgaBaukoj kyhu
HOJINT (npeu Hasus HOIIOK). Buo je gonucuu wian CAHY,
monucHu 4iaH Axagemuje MAJTAPME y Ilapusy (on 1977. kaga
Cy ca BUM Y TY MHCTUTYLUjy npuMbennu u Jloperc Japen, Okra-
Bro ITas, AHnpej BosHeceHCKu...) n pefoBHM YlaH BojBohancke
aKaJieMje HayKa ¥ YMETHOCTM. Y3 HI3 OYACHUX 3Batba Yy 3€M/bU
U MHOCTPAHCTBY, 610 je JOOMTHNUK ¥ MHOTMX 3HAYajHUX Harpajga
(bpankose (1953), 3majese (1957)), CenMojyncke 3a IECHUIITBO
(1972), uth., kao u AycTpujcke ip>KaBHe Harpaje 3a eBPOICKY KIbJ-
>keBHOCT (1968)).

20 Vinu, kaxo jenaH off ,,cabopala“ u HajycnemHujux TyMada [omu-
HUX, TecHUK Muogppar ITasnosuh npumehyje: npehiymuo nadpea-
ucmuuKko pasouapetrve y epuxacHocm noesuje Ilona uma usa cebe;
numaree 3Ha4aja noe3uje 3AHUMA 24y KIACUMHUM OKEUPUMA, OH 8epy-
je 0a ceojum 20nuUM NPUCYCEOM NOe3Uja 0GHAC 3HAYU UCTHO MAKO
MHO020 Kao Hekad. Ako xohe 0a 3Ha4u 6uuie, OHa MOpPa 0a epedu suuLe
6aw kao noesuja. (Muoppar ITaBnosuh, ,On kamMeHa 1o cBera’, y:
Backo ITomna, Henouun-nome, beorpap, Ilpocsera, 1963, ctp. 10.)

2l Muxajno Iantuh n Tojko Boxosuh, Ha npumep, xao u Muo-
mpar ITaBrosuh.

22 T'ojko Boxxosnh, ,Mane kytuje Backa ITome®, y: Backo Ilomna,
V3abpane necme, Beorpagn, 3aBox 3a yli6eHMKe 1 HacTaBHa Cpef-
cTBa, 1998, cTp. 9.

23 Hcro, cTp. 13.

24 To cy mpu, HA308UMO UX, namemuyHe meme 08¢ noesuje: 3aumu-
ma concmeee, 0aKse byocke TUMHOCMU, UMY NAMemuKa cnobooe
(Hajuspaxcenuja y yuxnycy OncefHyTa BefpuHa), 006pana opyzoz
4o6eKa, 00HOCHO namemuxa wybasu (yuxnyc Jlanexo y Hama), u 6pa-
rberbe Camoz Hueoma Koje ce usjedHauyje ¢ namemuKom nAmpuomu-
3ma (YcnpaBHa 3emsba, Rene-Kyna u Cyrjecka). (Muogpar ITaBmo-
Buh, HaB. gerno, ctp. 11-12)

25 Muxajno [antuh, Has. geno, cTp. 8.

Muogpar IlaBnosuh, HaB. geno, ctp. 11.

Muxajno ITantuh, Has. geno, cTp. 9.

Muogpar IlaBnosuh, HaB. geno, ctp. 27.

Konuxo 200 ce mewane meme wezoee noesuje, Ilona je ocmao
npuspier KOCMOZOHUJCKOj 8epMUKANU CONCIBEHO2 NECHUWMEA.
IToueno u enemenmu HenpecmMano UMAjy CHaMan odjex y 060j noe3u-
ju. Iospamax y mum u okpemaree enu@anujcKum uspasuma mum-
CKO2 NPUCyCcmea 0AUYAEAjy UHMePecos8ara 3a npacmaree jesuxa,
3a jesuuxy cmpykmypayujy yxeaheny y noxkpemy, 3a enemeHmapre
eecmoge nocmojarea u npsomme eesucmenyujanue opxmaje. (Fojko
Boxosuh, ucro, crp. 7.)

30 Pykoser napogHux ymorsoputa 00 3nama jabyxa (beorpag,
1958), YpHebecruxk, 360pHUK MeCHUIKOT XyMopa, (Beorpax, 1960),
Ilonohno cyHuye, 360pHUK ecHNYKUX cHOoBubemwa (Beorpan, 1962).
31 Ponoéno sunce®, y: Vasko Popa, Ponoéno sunce. Zbornik pesnic-
kih snovidenja, Beograd, Nolit, 1979, ctp. 7-8.

32 Mo Jestuh, HaB. geo, ctp. 119.

Papnha je moce6HO 3aHMMasIa TEXHIKA KOJIaXKa, KAKO Y MY3UIIV TAKO
U Y LPYTUM yMeTHOCTUMA. J/IMKOBHUM pajioM IIOYeo je fja ce 6aBu
1980. ropune, a rogune 1997. ynpunundena je y lanepuju Kynrypuor



neHTpa beorpaza nsnoxx6a merosux ,,poTo-MoHTaXA", Tj. KOIAXKa.
Jenennjy xkacuuje, 2008. roguHe, 06jaBmbeH je karanor Pagnhesux
JTMKOBHUX PajioBa, IOJ Ha3uBOM V3mehy 0ea oenedana.

33 JoBana Kanrtakysuna, gecniora Credana J/lazapesuha, Jocureja
O6papnosuha, Byka Credanosnha Kapannha, /Tazy Kocriha, Tuca,
Hacracujesuha, lyunha, Jepuuna, Hpmwanckor, Jecanky Makcu-
mosuh, ITexuha, ITaBuha, Backa ITony rakobe, a 3aTum u Pem6oa,
Comepcera MoMma, MepemkoBckor, XaMBalia...

34 Xepmec Tpucmeruct(oc), ereHgapHy aHTUYKY 3a4ETHUK aJixe-
Mmuje. TokoM XeleH13Ma OBOM 60XXaHCTBY (M3BOPHO, ETMIIATCKOM
6ory sHamwa, Xepmecy-Tory) 6una je nmocsehena penuruosHo-
MUCTHMYHA CEKTa, 4Mje Cy ce aKTMBHOCTM 3aCHUBAJIe Ha CTapUM
erMIaTCKUM, aCTPOMIOMIKMM ciucuma. Mehytum, Mupua Ennjape
u Joan II. Kynuano cMatpajy ma ,xepmemusam’ Huje 6uo Huuwima
0pye0 00 MapKa cMAsLeHA HA ACPONOUIKO, MAZUFCKO U ANLXEMUJCKO
3Hatbe, NO3AJMBEHO U3 KYTIMYPHOZ OKPYHeta U npedcmasvero Kao
OMKPUBEHO UL 301MePUUHO, KA0 U TO JIa je nocmojarve xepmemu-
Ke 3ajeOHULe MOKOM NPe02 6eKa Haule epe KOHMPOBEP3HO, a HeHO
nocmojarwe moxom cpedrvee 8exa je camo yuerauxa uxyuja. (Ymop.
Mupua Ennjage, Joan I1. Kynuano, Boouu kpos ceemcke penueje,
beorpap, Hapogna kura — Anda, 1996, crp. 157.) 3a anxemujy oBu
ayToOpM MCTUUY fAa je OMIa CaCTABHU [1e0 PETUTMO3HOT KOHTEKCTa
XeJleHM3Ma, C IO3HUM BPXYHIIeM u3Meby Lpyror u 4eTBpTOT Beka
Haure epe. IIpemMa BUX0BOM yBULY Takobe, anxeMuja je Haznauiasa-
714 UHUKUJAUU]Y U NPOMEHY Cmatbd; KeAnumamueHy mpaHcmyma-
uujy’ uHousudye. ApUcmomeno8um nojmosuma peueHo, mozna 6u
6umu uspaxena kao pazosajaree Ppopme 00 mamepuje u NOCMasmva-
e Hoee opme (06n1uka) Ha weHo mecmo. (YTOp. uCTO, cTp. 156.)
Jyman Pagih yecto roBopyu 0 anxeMujckoj ,TpaHCMyTaLuju, mpe-
no3Hajyhu je kao K/byYHY 3a O4yBatbe paBHOTEXe y IPOIleCy HaIpe-
IOBama CBETa U MHAVBUYe KpPO3 HY>KHe U HEeIIPEeKMIHE IIPOMEHe.
Ortypa je Pagyhes Hanop fja ce Haracy OBO IJIEIUIITE MOXK/A Haj-
60/be pa3yMeTH y jefHOM LIMpeM KOHTEKCTY, KOju IoMUIbe XaHC
bupepmMaH npu objalimey anxeMyjcKe TeMaTuKe: Anxemuja Hu y
KOM CTyuajy Huje camo TaxcHa ymemnocm cmeapara snama, éeh
npe eanupreeHo yuetwe o onnemerwusary oyue (ncraxma A. M.).
(Hans Biderman, Recnik simbola, Beograd, ITnato, 2004, cTp. 15.)
3 Nyman Paguh, Tpazosu 6ankarncke spnemu. Bpeme — Kusom
- Mysuxka, Beorpag, beorpancka xmwura, 2007, cTp. 189-190.

36 Backo Ilomna je mokasuBao u3BecHnX apMHNUTETA TPEMA TUKOB-
HOj yM@THOCTH, CBakako Beh uspakeHux y (C)IMKOBHOCTU HEroBe
noesuje. IToce6HO cy ra MHTepecoBasie MUHIjaType, BUbETe 3a COIl-
CTBEHa I 3a M3/ama Koja je ypehusao. [Ipunaguuun rpyne Medua-
7ia 6UIN Cy My O/MMCKM IIpUjaTesb, IOCBETHO MM je U CBOje KpaTKe
HOETCKE TeKCTOBE — C/IMYHE OHOME KOjU Ha/la3MMO Ha IPOrpamy
koHIepra Pagnha u Jocuda, kao u nuknyc mecama Manu 2p6osHux
cnukapa. ITocToju n KpaTak MOeTCKY BUKIYC 3anuca o éajapuma u
Heumapuma.

37 Hymwan Papguh, Has. geno, ctp. 189-190.

38 Buno je To oko 1980. rogune. Hasus mpojexra 6uo je Kusom
Hadpeanucrme, a y OCHOBM Ce HaJla3}Ia Ollepa, Koja je Tpebano ma
YK/BYYM U APyTe elleMeHTe: 6ajer, CajioBe, XelneHnHT, punm. o
peanusanuje Huje JOIIIO 3060r HeTOBOPHUX rapaHiuja fa he mpo-
jexar samcra umaTy nofpwky Hapogsor nosopumra, ca Kojum ce
Tajia mperosaparno, te je bopa hocuh ogycrao o capagmwe. (Yop.
Murnout Jestnh, HaB. gerno, cTp. 92-95.)

3 Munom Jesruh, ucro, ctp. 124.

40 Dusan Radi¢, ili kako u isti mah biti i neoklasi¢ar i enfant terri-
ble?“, y: Vesna Miki¢, Lica srpske muzike: neoklasicizam, Beograd,
Fakultet muzicke umetnosti u Beogradu, Katedra za muzikologiju,
2009, cTp. 128.

41 Ycro, cTp. 137.

42 Ynop. Muoru Jesruh, HaB. feno, ctp. 106.

43 3anounmwyhu anronorujy ysogHum TekctoM ,,Ilonohno cyHie®,
ITomna je o ,,3aroHeTHOCTH 3anucao: IToHohHO cyHye npuHoce HAM,

emo, necHuyu. VIckosanu cy 2a, 4uHU HAM ce, 00
camux 3azoHemaxa 6e3 oozonemxe. (...) Fbuxose
peuu 080e He 2080pe 0 CHY: WUX0BE pedl CAtbajy.
Obacjanu jeoHum Opyzum cyHyem, Kpcmapumo
osum mahujckum maom. (...) IIpaso oncmanka
uma 060e CamMo OHO WMO y cebu caopicu, wmo
camo cobom npedcmasma Gopmyny us Koje ce
Mo3He poOumu ueo jedan Ho6u, C60jeenasu ceem,
ca ceéom Hosom docnedHouihy. (,Ponocno sunce®,
y: Vasko Popa, HaB. geno, cTp. 7-8.)

44 Ynop. Muoppar I[Tasnosuh, Has. geno, cTp.
12.

4> Ynop. Fopuua Iununosuh, Iozned Ha mysu-
KY..., CTP. 52.

46 IOymwan Papuh, HaB. feno, ctp. 184-185.

47 Topuna Hununosuh, ,,[Topekno ce He Moxke
cakputn..., cTp. 6-7. VIsocTtaB/beHM [je0 OBOra
nurara rnacu: Y guamy cam capadnux dywa-
na Maxkasejesa, y nosopuwmy Hapka Tamuha.
Enpuxo Jocud u ja cmo mada 6unu deo wupoxoz
Kpysoka’ cnukapa, nucaya uunarosa Kuno-xmy-
6a BEOI'PA]]. Oxynmanu cmo ce y KMHOTELM,
y K/IYBY KIbVDKEBHVKA u a pedosHum komH-
yepmuma ¢ nnoua’ y cmyoujy Paduo Beozpada.
BypHe, kamxada u 6y4ne pacnpase o ymemHo-
ctu jeOHe zeHepayuje y pas3eojy, epyne 6pojHux
‘UcmomummeHuka’, 6usne cy cnacoHocHe. Ycnenu
cMO 0a ocmanemo cno600HY U noped c6uUx nNpu-
mucaxa 36aHuHe udeonozuje.

48 Tadawwamojacasnara [lllonenxayep, Huue,
beprcon, ®pojn, lllnenrnep; [lona - mpum. A.
M., Ha OCHOBY paHUjer TeKCTa LuTaTal, y3 003y
npxoca u ypohenu aduxumem npema 32ycHy-
MOM U je32posumom Ka3uearey, pe3ynimupana cy
20MUTIOM 08AK0 eKcuecHux cmuxosa. (...) auac,
mehymum, u noped ouuenedHe 003e sepbanusma,
uuHU MU ce 0a 060 nucanuje Huje 6e3 dyxa u 6e3
uzpe udeja CKpUBEHUX U3A UWOKAHMHUX NPCKANU-
ya. (Oywau Papuh, ,IToroBop ayropa“y: Ilpusu-
herwe npasoe nyma, Herorun — Beorpag, Studio
Ras, 1999, ctp. 95-96.)

49 Jlene peun®, sanuc us 1981. ronune, y: JJena
Backa Ilone y dse kwuee: ITecme, npup. Fopan
Hophesuh, beorpag, Iparanuh, 2008, ctp. 582.
50 Milan Bogdanovi¢, nas. geno, ctp. 180-181.
51 Mnagu xputuuapu Ipegpar IlanaBectpa
u MunocaB Mupkosuh ocranu cy pesepsuca-
Hu, 3opaH 'aBpunosnh je 610 HesafoOBOBAH U
sauyben, a VBan Jlepuk je ourrpo Hamao Ilomy,
3aXBaTUBIIY IIOINIEJOM IIPOOIEMATHKY Y KOjoj
6u IlonuHa moesuja 61mma caMo cuMOTOM: Y
cnyuajy Backa ITone sudumo jedny nojasy, jedny
meHOeHUUjy Koja ce 00pA3UNA Y ne6ary MHOUX
necruka nocne 1949. Ty ckopo, ouesudHo je ma
nojasa npusuama, Bacxo ITona do6uo je u bpan-
K08y Hazpady... Backo ITona, odpasxasajyhu ceo-
jy uszybmwenocm y coyujanucmudxom opyuimay,
6e3 063upa Ha cé0ja HAnpedHa nuuHA cXéama-
ta, yMemHU4KY u OpyuimeeHo je HA3aoa.
Iowmo ce padu o nojasu, He o Backy Ionu eeh
o0 Backo Ilonama, nompebHo je ananuupamu
y3poke Koju cy 0osenu 00 maxsoe npooopa 6yp-
KHoacke udeonozuje Kpo3 popmy modeprHucmuuke
YMeMmHOCMU Y Hauly cmeapHocm. Anu npe ceeza
mpeba yxasamu Ha paséojHu nym mMooepHUIMa



mamo 00 boonepa, JTompeamona, Pemboa u Hao-
peanucma ceée 0o Hauez Ilone. (Ynop. Pagoan
ITonouh, HaB. fieno, cTp. 31; 3a paHuje mopaTke
0 KpUTHYapyuMma ymop. cTp. 28-29.)

52 C tuM y Be3u, HeOOUYHO je TO LITO Ce eBU-
TEeHTaH Maji y KBaMUTETy KacHujux Ilommunx
necama (oHUX M3 36upKku 06jaBmbeHMUX 1975.
rofMHe, IIa Hajla/be) TaKohe MOXKe TyMaunuTu y
ceeTny EnmoroBux teopuja, Ta4HMje, M3OCTAH-
KOM OHOT KBa/INTeTa 110 KOjeM Ce jeflaH IeCHUY-
KI JOIPMHOC MOXe CBPCTaBaTU y BPXYHCKe
- M30CTAHKOM KBajJMTeTa UMNEPCOHATHOCMU.
Ipyrum peuynma, KacHuje Ilommue mecMe cy
JCyBHUILE TMYHE, @ eMOLIUje Y IbJIMa HeJOBOJbHO
npepabene ga 6u Ha 4MTaoIa fle/I0OBaNe OHOM
CHAaroM KojoM Jie/lyje mberosa paHuja moesmuja
- o0 4emy he Ha Kpajy oBOr pasmaTpama OUTH
BIIIIIE TOBOPA.

53 Tpunaecr ,kpokuja“ unne necme: ,Kow",
»larka“, ,Kpomnup®, ,MaxosuHa“, ,benyrax",
»,Cromuna“, ,Kokomka“, ,Marapar®, ,Buonnu-
Ha“, ,CBuma“, ,Xaptuje*, ,Ilysasuna“ u ,Kak-
Tyc®. ViHave, cTuxoBe necme ,,Benyrak® Backo
IToma mocBeTuo je yupaso [lymany Paguhy.

54 Oncednyma eedpuma je 36MPHM HA3UB OBOT
mena (om. 26), Hactanor usMmeby 1952. u 1954.
rogyHe (1955, yKOnMMKo ce y 063up y3Me mpepa-
na Cnucka, IpBOOGUTHO HAMEIHEHOT 3a COIPAH
M K/IaBUp, a IOTOM 3a ,,13 n3Bohaua“ (compas,
MemocomnpaH, Tpu oboe, Tpu cakcodoHa,
6acknapuHert, xapdy, KOHTpabac 1 ymapamke
ca Ba u3Bobaua), Majia Cy y HeKMM M3BOpUMA
u HactaHak [Ipedena, y IpBOOUTHO]j Bep3uju 3a
peLuTaTOpa U KJIABMP, KA0 M HaCTaHAK LIUKITY-
ca mecama OncedHyma 6edpund, 3a XXEHCKU XOP
U [Ba KJIaBMUPa, IOCTaB/beHN y 1955. ofHOCHO y
1956. roguny). Jeno, fakie, canpxu mecMe us
Tpu nuknaycd Ilonuue ,npeBpaTHNYKe 30Up-
ke Kopa (1953), koja My je 1 LOHe/Na Ty 4acT Jja
IIoCTaHe NpBY naypeaT BpaHKoBe Harpaje 3a
necHNIITBO: ,Crncak’, ,, IIpegennu® u ,,Oncenny-
Ta BeJpuHa".

55 Topuua Iununosuh, Mozned na mysuxy...,
crp. 16.

6 Kommosuuuja usBeneHa Ha KOHLEPTY U3
1954. Hacrana je fBe rofMHe paHuje, M HaIuca-
Ha je 3a conpaH u kinasup. loguue 1955. Pagnh
je ypanuo Bep3ujy sa ,13 nsBobaua®, koja ce of
Tajia CMaTpa IIaBHOM.

57 Mirjana Veselinovi¢, Has. feno, ctp. 339.

8 Hcro.

% Topumua [uaumosuh., Has. gerno, cTp. 38.

80 Mysuuxa ammocdepa mux zoduna 6una je
ympmemena éeposarvem 0a yHANpeo NPonuca-
Ha npasuna ymemuuuke npooykuyuje mozy 0a
je kananuwy y xemeHom UOEONOULKOM CMepY;
6una je okosana npedpacydama ocnarwarba Ha
donxnop, 6una je 3acnenmena ybehervem da cee
OHO WMO HAjUUpU Kpye nybauKe He NPUXEAMU
(u mo 00max!), camum mum Huje 8pedHoO naxrve
(moxcoa je, uax, u anmucoyujantol). Y mako
Kpymo nocmasmeHum 0K6UPUMA, c6aKo 0eso
Koje Huje umano naaKkamcxy PyHKuujy npuka-
3U8aH0 je kao b6ayx modeprusma’. Mosxida je mo
6uno uHcmukmueHo Hacnyhusare doyHuje mex-

HOZOWIKe MUPAHUje, a MOHOA U 02PAHUEHOCT CIATLUHUCUYKUX
noeneda. Huje Huxaxeo wydo uimo ce madauitou Moj cmas y mMy3unu
YUHUO PAOUKATIHUM; OH MO U jecme 610 ¢ 063UpoM HA NPUnUKe y
Kojuma je Hacmajao. Moj cmas, y30ueHym 00 Kpumuuapa Kao mpau-
cnapenm pyuierwa cmape 0o6pe mysuxe, 0Uo je, y cmeapu, camo
HOPMANAH NPOMECH NPOMUB MACOBHE NPOU3BO0HE HEOPULUHATHUX
KOMNOo3uyuja 3a 3a6asy u 6eckpajHo NOHABLAHUX PA3PAdA coupea-
nucmudKux mema. 3a6yxe cy me npamune u KacHuje, jep ce HUKAo
HUCAM HANA3UO HA NuHUju 36anuune mode. (,Cycper ca JyuraHom
Papuhem®, Jomemu, nponehe 1979. ronune, pasropop Boguo Mupo
Bykcanosuh, y: Oyman Paguh, Tpazosu..., ctp. 44.)

61 JOywan Paguhb, ,Komenrapn, y: Tpazosu..., ctp. 181-182.

2 YV NOMEHYTOM TEKCTY, er3ucTeHUujanusaM, Hanasehu meros
»cumnrom” y ITaBnosnheBom moerckom tekcry, Munan Borgano-
Buh kapakTepuire kao ,Mop6uaHy dunosodujy“. (Ymop. Milan
Bogdanovi¢, HaB. meno, ctp. 181.)

63 Qcrane Hymepe pefjoM Hoce HasuBe: ,,Y jayky*, ,Ha unBuwiyky,
»Y 3abopasy*, ,Ha suny®, ,Ha gmany", ¥ ocmexy".

64 Kako necuuxk IToma rosopu: XKemwo moja, uséauena na cyso, Hay-
uuhy ja namemu npeomerne mehy KOjumMa Mopam 0a HUsUm Ha 080M
sempy wmo mu naameru 0ax acu u mpaz Ha necky 6puue. Hayuu-
hy ja npeomeme nexcnocmu, eudehew! (Yop. borgan A. Ilonmosnh,
HaB. [Ie1o, CTp. 8.)

65 HOywan Papguh, Has. geno, ctp. 182.

66 Tlpema mpoLeHN KOMIIO3UTOPA, U3 HeroBux ,,KoMenTapa“, oBa
HeUITO KacHMja Bepauja Oncednyme edpute jefuHa je Koja ,0CTaje
y Baxxnoctu®. (Vlcro)

67 Tojko boxosuh, Has. meno, ctp. 10-11.

68 Nyman Paguh, nas. neno, crp.182-183.

Kako je Beh nomenyro, Henouun-nome je Hacinos Ilonnne 36mp-
Ke mecaMa u3 1956. rogune. MebyTum, npema cnucky mena Koju
je cam Papguh cacrasuo, Ha Mecty o1 33 nojasibyje ce geno Heno-
YUH nobe, OMUCAHO K20 ,,CaBPEMEHO IIpUKa3atbe Y TPY IIPU30pa 3a
4eTUPU Urpava-peljuTaTopa, jeAHy UrPavYnLy-PeLUTATOPKY, BE
rpyne (aHTNdOHO) MHCTpyMeHaTa (10 IeT) u cuHTUCaj3ep. (Ymop.
LCrnucaxk KOMI‘IOBI/ILU/Ija“, y: Tpaeosu, ctp. 139.) Haxanocr, oBo cy
jeMHU MOfALIM O OBOM [IeNy KOji CY Ha PacIojiaramy y TPeHYTKY
3aBPIIHOT pajia Ha OBOM TEKCTY.

% THRene-xyna je jenan of [IoMMHUX LUKITyca OF KOJUX je caduibe-
Ha 36upka YenpasHna 3emmwa, o6aBbeHa 1972. PegoM, HuKIycn ce
HIUXY Kao: ,Xopodamha®, ,CaBuz uspop*, ,Kocoso mome®, ,,hene-
Kyma“, ,IloBpatak y Beorpag".

70 [lImasuwie, deno je 1959. 200ume nazpaherno Oxkmobapckom Hazpa-
dom epada beozpada, dosxuseno je 6pojra useoherva (u y unocmpan-
CmM8Yy) u 8enuKy nonynapHocm (pamodorcka naoua Guna je pacnpo-
dama). OuuznedHo, ycno8u 3a peyenyujy oée KOMnosuyuje Ounu
cy 6umHo usmerbeHu, KynmypHua ammocgepa 6una je opyzauuja, a
nybnuxa u kpumuxa éeh cy umane oopeheru oH0 HOBUX UcKycma-
6a u doxusmaja. (Topuua IMununosuh, Has. geno, cTp. 26-27.)

"V Hosonacmany xawmamy cam y nooHacnosy okapaxmepucao xao
‘encko suberve y uemupu neearoa’, jep cadpicu enemenme u CUM@POHU-
je u noeme u xanmame. (Iyman Pagnh, ,Komenrapu®, y: Tpazosui...,
cTp. 152.)

72 Moj cmapuju xoneea Munan Pucmuh me je onmyscuo da y kanma-
mu Rerne-xyna yumupam oujabonuune puzype 6yzu-eyzuja, y Hame-
pu 0a kapukupam cpncky ucmopujy (?1)... C mum y ee3u, oduzpao
ce u jedan Henpujaman paszoeop 1958. zo0ume, 20e cy Komno3umopy
Kpo3 ,npemehy nexkyujy“ ckpeHynu naxioy Ha wez08a ,,CUMHoOypao-
acka cxsamarea“. (Munow Jesmuh, nas. oeno, cmp. 88) ,,Hecnopa3sy-
MU Cy OKOUAHU HOBUM U3HeHaherem — dodemusarwem Oxmobapcke
Haepade 6aw makeoj Rene-xkynu, 1959. cooune! saBpiiasa Paguh.
(Muow JeBruh, ucro, ctp. 89.)

73 Paduhy cy samepanu maj naznauieno mMoOepHU NAeCHU PUManm,
U Maj epomecKkHU, Ucuepenu Kapakmep mysuke. Anu maj mpazuy-
HU U 2pOMecKHU U3pas 001U4HO 004apasa CueHy, u uoejy-600umny



uyernoe 0ena, U noesuje u My3uxe — 106are HuKajy, 3a4UKa6ajy u ucme-
jasajy, usnasxcy uydo nopy3u u cmexy: wuxkamo me 4yoo’. I mo ona-
KO e7acumo u cMeno Kaxko mo uuHe deya y c60joj 6e0poj, 4ucmoj
uepu. Ilocne jedHe enusode mupa, 36yK ce onem noousie, 0a o6u ce
Ueno 0en0 3a6PUUN0 XUMHUJCKUM neéareem xopad, 6es mexcma. To
je uspas nobede kpos cmpm, u ynpxoc cmpmu. Ioeubuja na Yeepy
nocmaje npasa, xonauna nobeda. (Petar Bingulac, ,Dusan Radi¢,
CELE-KULAS, y: Has. erno, ctp. 337.)

74 3ByYHOCTM BEIMKOI MYLIKOT XOpa, y3 opkectap a due, ca u30-
CTaHKOM JPBEHMX AYBauKMX MHCTPYMEHAaTa — OCUM XOPHI, a V3
3HaTHO yBehame M PasHOMMKOCT yAapauyKUX MHCTPyMeHaTa ca
onpeheroM u HeoppeheHOM BMCMHOM TOHa, Y3 HOAPIIKY KIaBUpa
u xapde.

75 Nlanac je jacno da je Paduh y Sinfonijeti, xpos do6po (na ceoj
Hauun) nodewiery Popmy, y jesuxy 30ujeHom u caxemom, uspasuo
Y KPAMKUM N06e3AHUM PeHeHUUAMA eKCHPeCUBHU cadpuaj y Kom ce
cnueajy guna ysopuana ocehajnocm u 6naea upornuja. (Petar Bin-
gulac, ,Dusan Radi¢, SIMFONIJETA®, y: Napisi o muzici, Beograd,
Univerzitet umetnosti u Beogradu, 1988, ctp. 334.)

76 Hcro.

77 Ucro, ctp. 154.

78 Tlecma ,Kyha nacpen npyma“ meo je uctroumenor Ilonunor
LUKJIyca, KOjU Ce KacHMje Halllao y CacTaBy jefjHe eKIeKTUUHe
IMonuHe 36upKe, ca ucTuM HacnmoBoM: Kyhia nacped opyma, o6jaBbe-
He 1975. rogue.

79 Topuua ITununosuh, Has. feno, cTp. 38.

80 Tpe6a ucrahu ma ce y maprurypu: Jyman Papuh, Yenpasua
3emma, KaMepHa kaHTaTa op. 15, beorpan, CAHY, 1976., ctaB ,,Karne-
Huh“ Hamasu ucpey cTaBa ,MaHacKja“, JOK ce OBJie YIIPaB/baMo
npema CHUMKY u3 Apxuse Paguo beorpapa, n3 1965. roguse, ca
yuecHunyMma: Pagomup Pama ITnaosuh, pennrarop, gedju u Memro-
Butu xop PTB u CO PTB, ca gupurenrom bopusojem Cumuhenm,
Kao crapujeM usBopy. [yman Paguh ce nnaue yecto Bpahao cBo-
jUM fenuMa, U ZOZATHO Ha HUMa Pafuo, y CKIafy ca BepoBambeM
y »IIpaBO CBAKOT YMeTHMKA [Jia, CBe O CBOT (PM3MIKOT HECTAHKA,
nenokynuu Omyc He 3anmedaTyt KoHauHO . (Yop. Topuua ITnanmo-
Buh, ncro, crp. 72.)

81 Muom Jestuh, HaB. geno, cTp. 34.

82 Jyman Papguh, HaB. feno, crp. 165.

83 »Cycper ca Jlymanom Paguhem®, Jomemu, nponehe 1979. rogu-
He, pasToBOp BoAmo Mupo Bykcanosuh, y: lyman Paguh, Tpaeo-
8U..., CTP. 45.

84 Ucro, cTp. 46.

85 Munom Jesruh, Has. neno, cTp. 34-35.

86 Buru ,yuauren” - To sa Panuha uma noce6an suadaj. Ha npumep,
csora npocdecopa Munenka JKuskosuha Hasuao je ,mpodeco-
pom®, anmu u ,yuntemem”, npasehu pasnuky nsmely te ;Be MHCTaH-
Iie, y K0joj OBa [ipyra CBaKakKo IOfipasyMeBa I ,HeLITO BUIIE"; TO
je »BJMCOKO MODAJIHM I10jaM (...) IITO BOAM M BUIIEM CTYIHY, CTYII-
wy — noceehennka®. (Ynop. [lyman Paguh, ,ITorosop, y: ¥ cenyu
Xepmeca - 360pHuk 8exo8HuUx mawmapuja, beorpazncka kmwura, beo-
rpag, 2002, ctp. 316.)

Jeset cuMdoHMja, pa3BUjeHNX U3 PaHNjUX KOMIIO3uLuja (KaHTa-
ta), Pagnh je, ocum JXuskosuhy, poguresnma, cynpysu u ,,Backp-
cy Cpnckor Hapopa®“, mocBeTHo joll neTopuiy KOMIIO3UTOpa Koje
je cmarpao cBojum ,yunrepuma‘: lllocrakoBuay, Mujoy, CrpaBus-
cxoM, Kejiry u Mecujany; To ¢y 6use nuunocmu xojuma oyzyjem usy-
3emuo nowmosare (...) OHu cy mu yxazanu Ha 60ozame mozyhinocmu
y usbopy cmeapanauxux nymesa. Cpoocmeo ¢ rouma je euuiecnoj-
Ho, 8e3e crioxceHe, nocneduye bnazomsope. Ykpamxo, 3axeamwyjyhu
wuma, cxeamuo cam — kaxko u 3auimo! (Yoop. Munout Jeruh, Has.
zerno, ctp. 102-105.)

87 CrTuxoBu yrnaBHOM MMajy HOydHe [OEHTE, KAaO HAa IpUMep,
penom mno craBoBuMa: 1.y ,JlocurejeBoM 3aBeutawy : Hayuu ce
00 myopujeza: mo mu je éenuxa xopucm,/ VI Hayuu opyzoza xonu-

KO Moxew: Mo mu je eenuka 3a0ymoOura, Ui
2.y ofNIOMKY ,,Pasyma mckpa“ us mecme ,Moja
texma“ Jopana Crepuje Ilonosuha: Ha nahu
ceemckoj kopmuna dea cy:/ Cpua wucmoha u ym,
(..) 3. Opnomuu us necme Ojf combopcku npena-
panou Borgana Ynnnnha Ha ura/puB HadnH G6aBe
ce Temama u3 xusota Combopana: Oj, Combo-
pe, Combope/ Hecmano me 0o 3ope/ Y mebu cy
céu jadnuyu / Inadonu npunpasnuyu., 4. [OK je
jenmHO, IO KapaKkTepy 3aucTa 0361/bHO duHae,
npunpeM/beHo Ha cTuxoBe Backa Ilome: I]pse-
noe yuy XKapxa 3perwanuna/ Younu cy kykacmu
Haomwyou (...).

88 Ha nexu Haunuu, ca onpesnohy u csemhy o
YCIIOBHOCTMMA ,,6M0rpadcKOr mpucTyIa yMeT-
HUYKUM JelVMa, MOrao 6u ce KOpeH OBaKkBe
moTpebe 3a ,CeHUemeM  Be[pUX a ,,BefpemeM”
TeIIKMX TEMATCKMUX 3aJaTOCTM, OBE3aTU ca
paHVMM IMYHUM M TPAayMaTMYHMM VICKYCTBOM
Iymana Papguha, xora je HemocpepnHo mocnie
cpehHO mpexxMB/beHNX paTHUX (He)IPUINKA,
y KOpeHy HMUjaHUCTUUKe Kapujepe Koja je obe-
haBasa, cacekia feyauka HeONPE3HOCT UTpe ca
MaTepHujaTHUM OCTallMa 60pOeHMX [iejcTaBa:
U3HeHaJHa eKcIno3ja HaheHe cBeTehe pakere
0K jy je Ap>Kao y pyun. Y3 IOApPLIKY OKO/NMHE,
ponuTesba u mpodecopa Munenka JKnupkosuha,
Papuh je npepasummao Hecpehy u cBoje xpeaTus-
He CHare yCMepyo Ha KOMIIOHOBalbe, ajiii TopaK
ocehaj je ocTao: jenHO BpeMe je Kao MOTHB CBOje
xommosuunje Cumporujcka cauka Ipxao samm-
can yurat Ockapa Bajnna: ... u 3nam oa mene,
kome je usehie 6uno deo uextoe, uexkajy cyse y
namuyama pyxe“ (,De profundis). ,Mszneda-
710 je mo, HapasHo, npenamemuuno, cehao ce
Papguh, u kpumuuapu ea Hucy 0o6po cxeamuni,
na cam momo usbpucao. Ouewyjyhu Cum@poru;j-
CKY CIUKY €a0a, ¢ mpuoecemozoouuitbez 00cmoja-
tva, mucnum da hy joj Bajndosy peuenuyy spamu-
mu. Kako ce pasyme, 13 3aXBa/THOCTH, 1 y C/IABY
yMeTHOCTY (MM YMETHOCTH, KaKO je TIOHeKaJ
KOMIIO3MTOP VICHNCUBAO OBY ped): YmemHocm
uma mazujcky moh — Ko y wy jedHom 3axopauu,
suwe u3 we He usnasu. (Yunop. Munom Jesruh,
HaB. ferno, cTp. 19.)

89 Kon Erpypana, I'pka u Pumpana us anTny-
Kor cBeTa, Takohe u xox I'epmana n Kenra.
(Ymop. III. Kynmumunh, IT. K. Ilerposuh, H. ITan-
temnh, Cpnexu mumonowku peunux, beorpap,
Honnr, 1970, ctp. 82-83.)

%0 Ynop. Becennn Yajkanosuh, Cmapa cpncka
penueuja u muomnozuja,y: Cabpana dena us cpn-
CKe penuzuje U MUmonoz2uje, Kibura 1nera, npu-
penno Bojucnas Bypuh, beorpan, Cpricka K-
KeBHa 3apyra, BUI'3, [IpocseTa, [Taprenon M.
A. M, 1994.

9l Nywan Papuh, ,Komenrapu®, y: Tpazosu...,
cTp. 185. 3a menoKymHy cuMOOMMUKY TaKohe
Bugern: ,Koopnuuare, emucuja Tpeher mpo-
rpama Paguo beorpapa, 11. 03. 1990. ropgune, y:
Iywau Papguh, Tpazosu..., cTp. 73.

92V noesuju Backa Ilone ¢purypa Cs. Case
TpaHCpOpMUIIEe Ce Ha MCTY HAUMH Ha KOju ce
OBaj CBeTall y HAPOJZHOM IIpefiatby UAeHTUDUKY-
je ca ,ByujuM nactupom*. IIpeMa uctpaxuna-



BIMA, ,BYYjU HaCTUDP® je 3aIIPABO 6OHKAHCINE0
dotvee ceema, Kao u xpomu Jlaba, y 06nuxy xpo-
moe 8yxa (no B. Yajkanoeuhy), koje nocmenenum
anmponomopdusosarem 006uja vyocku 061Uk
u jawie Ha 8yKy. 3amervyje ea y pasHum npeoarou-
Mma u nezeHoapHum npuuama ceemu Casa, céemu
Apanbeo, ceemu Bophe. (Ynop. Nada Milogevic-
Pordevi¢, ,Vudji pastir®, y: Radmila Pesi¢, Nada
Milogevi¢-Dordevié, Narodna knjiZzevnost, Beo-
grad, Vuk Karadzi¢, 1984, ctp. 272.)

93 Muxajno [anTtuh, Has. geno, ctp. 10.

94 Tojko Boxosuh o Tome sanucyje: Byyja co
cadpicu 7 wuxnyca, npu uemy jedHax 6poj neca-
ma umajy Hacnpamuu yuxaycu. (...) HQurnycu
cy ypeheHu ananozHo KOMNO3UUUjU Uesie KHou-
2e, MAKo 0a Npea u nocnedra necma y c6aKom
YUKTYCY UMAfy UCMU UMY CAUYAH HOYemaK, a
usmehy 06UX necama ycnocmasma ce U 3HA4ero-
CKU napanenusam. 3HA4erw KU MOK UUKTYCA
maxobe je ykpuimen, na noknorweruma u oo6pa-
haruma, y npsom yuxnycy, (...) o0zosapa o6paha-
tbe xXajKxavuma, npozoHumenuUMa Xpomoza eyKa,
wmo je, 3anpaso, HO8A NOXBANLA XPOMOME BYKY,
y ceomom yuxnycy. Cpamoheroe u 310cmasmparoe
ozweHe 8yquUlYe U3 Npeoz dena Opyz02 LUKLyCa
00208apa cmpadarby Xpomoza 8yka y npeom Oeny
wecmoe yuxnyca. (...) Ha monumee ynyheme 6yu-
jem nacmupy y mpehem yuxnycy Haoosesyjy ce
noxeane 3namuom namhewy’, Koje je y 6e3u ca
BYUjUM NACIUPOM, U3peteHe y Nemom UUKIYCYy.
Cpedumrnu yuknyc Bydja seM/pa opeanu3osan
je xkao Hu3 oujanowkux obpaharwa (oue’; cune’)
Koja cy camo npusuUOHo CynpomcmasveHa.
(Tojxo boxxouh, HaB. meno, 18.)

9 Jleno je usBeseHo y okBupy bBeorpamckux
MY3M4KUX cBeyaHocTu 1987. roguue, Tpu rogu-
He IT0 HaCTaHKY.

96 Cnasko JleoBa, ,, Backo IToma“, y: Tpu sHame-
Huma necHuxa, beorpan, 3sonuk, 2000, cTp.
33-34.

%7 Wcro, cTp. 34.

8 Topumua [Mumunosuh, Has. gerno, cTp. 63.

9 ,3amro Papuh 6upa 6am BoKamHO-UHCTPY-
MEHTAJIHM XXaHP — OMI/BEHN XXKaHpP COLjpeann-
3ma?“ (Vesna Miki¢, HaB. geno, ctp. 134.)

100 Jlako Beh moTBphena BpeaHoCT Meby mecHu-
1uMa, Iloma HU y OBUM, KaCHUjUM TOZMHaMa
CBOje CTBapasayKe M )KMBOTHE 3PeIOCTH, HIje
6uo nomrehen HepasymeBamwa. Ilecma ,,IToko-
eme XpoMoMe BYKY®, objaBpena y HYH-y
anpuna 1969. nojcrakia je Taja Maafor sarpe-
6aukor kputndapa Mropa Mauanha Ha omrtpy
KPUTHUKY Ha IMHMjU CPICKOT HAL[MOHANM3MA:
»Ilonu xasaru ITona a Byky Byk, rue ce y cnn-
I ,XpOMOT ByKa“ IIpelo3HaBana anaysuja Ha
Byka Kapaynha. Kapno Ocrojuh (nceygonum
Kputndapa Makcumunujana-Maxkca Epenpaj-
xa) y3eo je taga Ilony y samrury. (PagoBan
ITonosuh, Has. gero, cTp. 81-82)

101 yrop. nanomeny 91.

102 Oyuwan Paguh, ,IIpennurama’, y: Tpaco-
8u..., cTp. 101.

103 Jep, kako npumehyje Fopuua Iununosuh:
Ycmuna je 0a je Paouh ybnaxuo ceoj panuju
npOBOKAMUBHU CMAB U 0G Ce Y MY3UUKOM je3uxy

0KpeHYo MeNOOUMHUJUM CIPYKMYPAMA Matve OUMPO2 XAPMOHCKO2
sanepa, a y cadpiuunu memama eéesanum 3a npouwinocm. (Topuua
Iununosuh, HaB. geno, cTp. 38.)

104 Mnad uosex enu npomene, cKknoH je PeBONYUUOHAPHUM CKOKO-
8uma, Koxemyje c asareapousmom. Y cpedrwem 006y mpaxcu KomMnpo-
muce. Y cmapocmu ce ocnara Ha mpaouuujy. (Munou Jesrnh, Hasb.
zerno, ctp. 51.)

105 Ycro, crp. 34.

106 Jecme, 6uo cam 3a pasaparwe mexoz u Hexcroz wimumynea (3.
Muwuh) u 3a H080 nomwe ienoMme, anu Cam ce NPOMUBUO A8AH2APO-
HOM ucnomasary pyxHohe. Jep Huje nompe6Ho cpyuiumu mpaou-
yujy 0a 6u ce uzepaoune noge cunmaeme. Tpaouyuja mopa ocmamu
ocnonay, u y 6yoyhnocmu, unaue he nam 6yoyhnocm 6umu 6e3 meme-
ma, na he je u najmarou eemap naxo 36pucamu. Topuua Inanno-
Buh ce ymecHo noceha mucnu Espe Ilayupa: mpaduyuja je nenoma
KOjy uy6amo, a He NAHAY, 3a OKUBAte, OHAA Kaja INIIe O ,TPaji-
yuoHanuaMy* Jymana Pagwha. (Ynop. Topuua ITunnnosuh, Has.
zerno, ctp. 113-114.)

107 Vesna Mikié, nas. gerno, crp. 137.

108 Topumna Mununosuh, nas. meno, cTp. 63.

109 Tokom wiesneceTux ropuHa, Hekaaumwu enfant terrible nosy-
Kao ce 13 IIeHTPa MY3MYKIX [lelllaBatba; HAUMHIO je Tafja MY3UUIKY
HOJJIOTY 3a 8 KPaTKOMETPaXKHMX 1 16 AyroMeTpakHux gomahux n
cTpaHuX QUIMOBA, a 32 HeKe Off BUX JOONUO je BpefHe Harpaje u
momaha u MHOCTpaHa IPM3HAMKA.

110 O rome kaxxe: Gecmo cam c80j My3uuxu cmus mopao da npunazo-
hasam sanpy punma u 006y y kome ce padwa oouzpasa. (...) Mnaue,
AKO je C6eHUHA MYy3UUKUX MeMa U3 06e 06niacmu 6una 3a0060/a6a-
jyha, ja cam maxee meme Kopucmuo kao mamepujan 3a paspady y
ce0jum ‘Henamenckum’ komnosuyujama (Munou Jesruh, HaB. mero,
ctp. 37). lparytun [ocTymku je, Ha cBOj HauMH, y Pagmhesom
6aB/bery My3MKOM 3a QUM BUIEO Y3POK yOa)kea IpBOOUTHE
3a0IITPEHOCTH HEroBOr U3pasa (... 0d U Unax u KOMNO3uUmoposa
Oywia He npenasu nocmeneno y énacHuumeo Meducma nopy4ete,
pymumcke, komnpomucHe mysuke? — ynop. T'opuna ITununosuh,
HaB. fiefIo, cTp. 37), Maja ce, Beh Ha OCHOBY IOMEHYTe MaXKibe KOjy
je Papguh ynarao y BpegHoCHO fudepeHIpambe My3MIKOT MaTepH-
jala IoJecHOT 3a yIOTpeby ¥ ,HaMEHCKVMM , Off MaTepujaja Iofe-
CHOT 3a JjaJby paspajy y ,HeHaMeHCKMM KOMIO3UI[MjaMa, MOXe
OpaHNUTM CyIIpOTHA Te3a. YOIIITe, YnHY ce fa Paguhy Huje Hemo-
CTajajo CaMOCBECTU M OpHjeHTaljMje y carjefjaBamy MoTeHIMjana
IaTOT MY3MYKOT MaTepujaja: Yeex cam Hanomurbao 0a moje Kanma-
me cadpae y ceOu 3HAMHY KOTUHUHY HUCMO cUMPOHUjcKe paspade.
M pewinio cam 0a ux ocno6o0um xopa u 0a ux, Marum UsMeHama,
jow euuie npubnuxcum obnuxy cumgonuje (Munomur Jesrnh, Has.
meno, ctp. 102.), Te je Tako 6poj cumdonnja koje je Pagih nonynguo
HOCTUIA0 MOCIENBY jefHOLUppEeHN O6PO;.

UI Topuma [ununosuh, Has. geno, crp. 47.

112 Kputnxa, nako nspedyena npe HaBefieHe, HAKHAJHO o6jaBbeHe
ayTopcKe HaMepe, Kako 3amaxka l'opuma ITnnunosuh, morepana
Ia je oHa ocTBapeHa: Pexao 6ux da je Paduh npucmynuo o6paou
ponknopHux momuea kpajre nojedHocmasmerno. Ocmajyhu y dome-
Hy panujux y3opa (C. Xpucmuh) u 6e3 nokywaja 0a ce yumupae
Mmenoouje y noenedy ynymapre cmpykmype pasnoxce u my3uuKu
paspade unu ncuxonowKy npooybe, a nocebHo y 00HOCy Ha uHmepe-
CAHMHUjU XAPMOHCKY Unu konmpanyrxkmcku mpemman. (Kpurunka
Anexcaupnpa O6pagosuha; y: Fopua Iununosuh, ucro, ctp. 48.)

113 Topuna Mununosuh, ,,Ilopeksio ce He MOXe CAKPUTH..., CTP.
10.

14 Yo, ctp. 7.

115 Munom Jestuh, Has. fieno, ctp. 96. VHaue, y qutary je ped o
nuknycy Ouu Cymjecke, us séupke Kyha nacped opyma (1975).

116 Epo kaxo je Papuh usHeo cuxe cBoje omepe, 3a Kojy je cam
CaunHMO MNOPETO, MHCIMPUCAH poMaHoM Cupm 602064 IMutpu-
ja MepeukoBckor: Pumcku yap Jynujan us uemepmoe: éexa, pohen



kao xpuwhanun, 6pamuo je MUMpPau3am Kao 36AHU4Hy penuzujy.
Pazeoj mnaduha na 0sopy cmpuya, yapa Koncmanyuja, odsujao ce
y cmanuom cmpaxy 3a susom. Ilospx céeza pasy30anu noOAHUUU
nomymane uMnepuje HeMunuye cy yHUUmasanu nazancke Xxpamose
u He no3uajyhu xpuwhancmeo. Y 6ecnymuoj cmpaxoenadu umne-
pamopa nonako jaua kpxxa auuHocm Jynujana. Jynujan xyou 3a
sedpunom JJuonuca kome Hacynpom cmoju mpaura guzypa Xpucma
u pywiunauxo dejcmeo Heoby3oane mace. J[yHakuroa pomana, Apcu-
Hoja, makohe 3adaxnyma xpyzom 60z06a ca Onumna, nocmaje xpu-
whanka. Jynujanos myunu ychot ka epxy mohu 6uea pazapan Apcu-
HojuHom Heoonyunowhy. Jby6as u uapy sHa4u eenuxy npenpexy.
Yuumemw Makcum Edecku je na jeonoj cmpanu, a Ha 0pyz0j rwez06
onoHeHm - npenommena Apcunoja. Y3 ycpony nomoh ganamuka
Ho6e penuzuje Jynujanose éusuje ce pacnpuiyjy u oH euxe He3HAHO
kaxo u sawmo. (Jyman Paguh, ,Komenrapu®, y: Tpazosu..., cTp.
190-191.)

17 Hcro, cTp. 190.

118 pasrosop c isanom Menuh, 3a Tpehu nporpam Panuo Beorpa-
Ia, 10. 03. 2005. ropuHe, y: Jyman Paguh, Tpazosu..., cTp. 79.

119 Pey je 0 mewosumoj u pasnonuxoj epynu mucrunayd, udeja u
pacnpasa, Koja je nocmana cHAXAH 0YX0BHU YUHUNAY Y 2. BeKY H.
e. U 4Uju ce 3HAYAJHU YMUUAj HA OpesHy penueujy npomezao u Ha
4. sex. Maxo danawiru HayuHuyy u3dsajajy nazamcku, jespejcku u
xpuwhancku eHocmuyusam (c nouemxom y 1. 6exy), eHocmuyusam
je HajcHaKHUje ymuLuao Ha yuera u cmpykmypy xpumharcke ypkee
¥ 2. u 3. 6exy, na cy 2a u xpuwhanu u nazanu y2nasHom cMmampanu
3a xpuwhancky jepec. (...)

To je donpureno 0a HAy4HUUYU CX6ame KOMUKO je 2HOCMuUuuu3am 6uo
pacnpocmparbeHuju u pasHOBPCHUjU He20 WMO ce MO paHuje MUCIu-
710. Y 6umu eHOCMU4KUX HACHOjarba je OMKPUBArve CKPUBEH0Z gHo-
sisa (Ha epukom jesuxy ,3nawe"), wimo 6u mpebano 0a 0crno600u
NUMHOCM pazmenmapHoe U uny3oproz (Unu 37102) mamepujannoe
ceema (menecHe ezsucmenyuje) u 0a je ynymu y nopexno 0yxoeHoz
ceema, mj. oMoz céema Kojem eHOCHUK No C80j0j Npupoou u npuna-
oa. (...) II[nJocmoju paduxanmu duckonmuryumem usmehy nojasmoz
u peannocmu; usmehy menecte, 6yKeante nepyenyuje (uckycmeene
u e23ezemcke) u 0yx08Hoe yeuoa (yHympawitve nepuyenyuje); usmehy
ucmopujckoe nocmojara (3a Koje ce wecmo cmampa 0a je noo éna-
wihy Hexoe Opyzopaspedros Heno3Hamoz 60KAHCMEA, CMBOPUNEDLA
nojasnoe ceema unu boea Cmapoe 3asema) u 0yx08Hoe NOCmMojarba
(koje npunada eeunoj peannocmu unu ,nyHohu eumez boza unu
Boea Hosoe 3asema). (...) (Enciklopedija Zivih religija, glavni ured-
nik: Kit Krim, drugo srpskohrvatsko, dopunjeno izdanje, Beograd,
Nolit, 2004, ctp. 216-217.)

120 ynop. ucro.

121 Tlorosop ayrtopa“, y: lyman Paguh, I[Ipusuhewe npasoz nyma,
crp. 96.

122 TTpumertHo je uHCUCTUpatbe Ha boHemu ,, . [la mu ce U u3a CTU-
XO0Ba 110jaB/byje nHcnuparyja: lloma-IlaBrosnh?

123 Tloma kasxke. Bumu necruxk, no ceemy cydehu, snauu, suuie Hezo
uwma 0pyzo, 6umu 4o6ex Koju je cnpeman 0a HUe0mom ce0jum
UCKYNU peyul 3a C60jy necmy u3 wuxosoz ussopa. bes camosabopasa
Hema ycpedcpehusarwa, be3 ycpedcpehusara Hema omxposerba, 6e3
omKposera Hema U He moxce 6umu necme. He moxe 6umu necme
6apem onaxee 00 kaxee je meou cmano. (Backo Iloma, ,/I3Bop xuse
peun, y: [lena Backa ITone y 0se xtvuze: [lecme, mpup. lopar Hopbe-
Buh, [Jparaunh, beorpaz, 2008, ctp. 574.)

124 Tlecma nounme: Jlpazu naw 2och Cuma/ mumo pado npuma/
360z moza/ nukoza He 60nu Hoza (...).

125 Nywan Paguh, ¥ cenyu Xepmeca..., ctp. 312.

126 Topuua IMununosuh, Has. geno, ctp. 11.

127 Tlocpenu je mecma osHayeHa 6pojeM 9 y unkmycy ,IIpermmpke”.

128 Pey je o mecmu ,,IIpe urpe®, kojom ce oTBapa unknyc Uezpe y
36upuu Henouun-nomwe (1956). Vinaue, ITona 1uknyc 3aBpiasa
necMoM ,,ITocme urpe, a CAMYHOCT IO TUIY 3a0KPY>Kera [IUKITyCca

y Ilonuuoj n Paguhesoj 36upiiu He Mopa 6uTK
cacBuM cnyyajHa. Haume, mMeby rmacosuma
yHyrap PagnheBux necama gecro ce ,3auyje”
[Mjanor, 0 TOHY BeOMa HaJlMK Ha IIOjefuHe
IMonuHe ,,[ujanomKe UUKIyce U3 UCTe 30UpKe,
KaKBU Cy LuKinycu »,Koct xoctu® u ,,Bpatn mu
Moje kpruue“. Mako je 36upka Henouun-nomwe
ob6jaB/beHa [iBe TofMHe 1Mo HactaHKy Paguhe-
BUX IlecaMa, caMe IlonuHe mecMe HacTajaje Cy
paHuje — y3 yuknayc Mepe croju ynpaso 1954.
roguHa. Ilocnenwu on uyuxnyca y Henouun-
nomy (a UKIyce CMO Ha OBOM MeCTy IOMEHY-
JIM TI0 pefoceny us sbupke) jecre ,bemnyrak
Ha HeroBOM IIOYeTKY IIOHaB/ba Ce VICTOMMEHaA
necma us ,,Crmcka“, Hacrana 1951. roguHe, Kao
u weHa nocsera [lymany Paguhy.

129 Kpurnyuap Mauruh, 3a Honuu unkmyc Koco-
60 nome n3 Yenpaene semme (1972), ynproc Hosu-
joj, xopckoj ‘0bpadu’ yenmpantoz muma cpncke
Hayuonante mpaouyuje‘ 1997. roguHe 6emexn
CBOjY OLIeHY [ia LIUKIIYC ocmadje 0o 0aHac 8pedHo-
cHo nedoceenym (Muxajno Ilantuh, HaBs. meno,
crp. 10.), BoK je jour 1973. roguHe, Tajga Hajsehu
XKMBM eHITIecKM IecHMK, Tex Xjys, oBy 30upKy
OLIEHMO KA0 Be/1UKO C/1A6/be HAPOOHUX KOpeHa
Backa Ilone, y3 To uctuuyhu nemory n moh
HETOBOT YHUBEP3ANHOZ je3uKd CIUKA 1a TIpeBa-
sube jesnuke 6apujepe. (Ynop. Pagosan Ilomo-
Buh, HaB. merno, cTp. 96)

130 Tojko Boxxosuh, Has. meno, ctp. 25.

131V nocnedwe mpu necruxose xrwuze uspas je
20moso dupexman, 4ak usnerahyjyhe nposupan,
a memadgopa je y sehunu npumepa odycmana oo
HajéomUX CMpana concmeene 3a20HemMHOCMU.
AKo mpaxumo 3Hauaj o6ux necama, u3y3memo
7 yurwenuyy 0a ux je Hanucao Backo Ilona u
0a mehy wuMa HANA3UMO c6e2a HeKONUKO JIeNntx
necama u Hewirmo éuuie enux cmuxoead, Hajoo-
e hemo yuunumu axko maj 3Hauaj nompaiumo
y mome wmo je y wuma mozyhe naxuie npamu-
MU U OMKPUSAMYU NECHUKOBY je3uuky U mema-
popuuxy cmpamezujy. (Vicro, cTp. 24.) Muxajno
ITantuh, Ha IpuMep, Mambe je CTPOT Y CBOjOj Olle-
Hu xacHux Ilonuuux 36upku. (Yoop. ITantuh,
HaB. fienno, cTp. 10-11.)

132 y3opacanocm, nupusam, uponuja, ypHoxy-
MOPHU 00HOC npema HKHusomy, anu He u npema
ymemuocmu. Ymemuuuxo deno 3a Paduha je
yeek 0eno y mpaduuyuoOHATHOM CMUCTY pevll,
npu vemy ce mpaouyuja He 008600u y numatve.
IIpunyhen 0a y jednom mpenymxky (50-ux eo0u-
Ha) oduepa ynoey pywiumena mpaouyuoHani-
Hux epedHocmu’, Paduh xao 0a je yenum ceojum
cmeapanawmseom 0oKasueao cynpommo. A cee
wmo je y mom mpenymgy xmeo, 6uno je da ce
nocmasu AHzai08aHo y 00HOCY HA Maddauitbe
cmawe cpncke mysuke. (Topuua IInnunosnuh,
Ioened na mysuxy..., ctp. 72.)

/
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KopuwheHa nutepatypa

1. Biderman, Hans, Re¢nik simbola, preveli s
nemackog Mihailo Zivanovi¢, Hana Copic’,
Meral Tarar-Tutu$, Beograd, Plato, 2004.

2. Bingulac, Petar, Napisi o muzici, Beograd,
Univerzitet umetnosti u Beogradu, 1988.

3. Bogdanovi¢, Milan, ,,O poeziji u jednom bro-
ju’Mladosti’, y: Starii novi, IV, Beograd, Pro-
sveta, 1952, ctp. 176-182.

4. boxxosuh, T'ojko, ,Marne kytuje Backa Ilome",
y: Backo Iloma, M3abpane necme, Beorpap,
3aBox 3a yy6eHMKe M HAaCcTaBHAa CPeACTBa,
1998.

5. Veselinovi¢, Mirjana, Stvaralacka prisutnost
evropske avangarde u nas, Beograd, Univerzi-
tet umetnosti u Beogradu, 1983.

6. Becenmnuosuh-Xodman, Mupjana, Ilejosuh,
Poxcanpa, Mapunkosuh, Coma, Mcmopuja
cpncke mysuke. Cpncka my3uka u esponcko
mysuuko Hacnehe, beorpap, 3aBog 3a yirbenn-
Ke, 2007.

7. Bopbhesuh, Topau (pup.), Jena Backa Ilone y
ose kwuze, [lecme, beorpap, Iparanuh, 2008.

8. Enujane, Mupua, Kynnano, Joan II., Boouu
Kpo3 ceéemcke penuzuje, IpeBea ¢ eHITIECKOT
Anbenka IIsujuh, Beorpan, HapopHa kmura
- Anda, 1996.

9. Jesruh, Munour, Ceem my3uke — pazeosopu ca
Hywarnom Paouhem, Beorpag-BameBo, beo-
rpazacka kmura-Kej, 2003.

10. Krim, Kit (glavni urednik), Bulard, Rodzer
A., Sin, Leri D. (urednici), Enciklopedija Zivih
religija, preveli Ljiljana Mioc¢inovi¢, Vladan
Peri$i¢, Ivan Roksandi¢, i drugi, fototipsko,
drugo, dopunjeno srpskohrvatsko izdanje,
Beograd, Nolit, 2004.

11. Kynuunh, 111, ITetrposuh, IT. )X., ITanTtennh,
H., Cpncku mumonowu peunux, beorpan,
Honur, 1970.

12. JleoBau, CnaBxo, ,,Backo ITona“, y: Tpu 3xa-
meHuma necnuka, beorpan, 3soHuk, 2000,
crp. 4-45.

13. Merenik, Lidija, Ideoloski modeli: srpsko
slikarstvo 1945-1968, Beograd, Beopolis,
Remont, 2001.

14. Miki¢, Vesna, Lica srpske muzike: neoklasici-
zam, Beograd, Fakultet muzi¢tke umetnosti u
Beogradu, Katedra za muzikologiju, 2009.

15. ITaBnosuh, Muoppar, ,,On kameHa o cBeTa,
y:BackoIlona, Henouun-nome, beorpan, IIpo-
cBeTa, 1963.

16. ITanaBectpa, Ilpenpar, Mcmopuja modepre
cpncke KrounesHocmu. 3namuo 006a 1892-
1918, ppyro uspame, beorpaj, Cpncka Kmu-
JKeBHa 3azpyra, 1995.

17. ITantuh, Muxajno, IponpaTHu TEKCT y3
usbop necama y: Backo Iloma, ITecme, ITogro-
puia, 3aBOf 3a yiOeHMKe M HacTaBHA Cpef-
cTBa, 1997, cTp. 5-13.

18. Pesi¢, Radmila, MiloSevi¢-Dordevié, Nada,
Narodna knjiZevnost, Beograd, Vuk Karadzic,
1984, cTp. 272.

19. IIununosuh, Fopuna, ,dyman Paguh u
coLVjanUCTUUKY peanusaM, VIHTepHaIMO-

HaJIHN Yacomyc 3a My3uky Hosu 36yk, 6p. 3, beorpap, 1994, ctp.
45-60.

20. Iununosuh, Topuua, IToened na mysuxy Oywana Paouha, beo-
rpag, CAHY, 2000.

21. IInnunosuh, Topnua, ,,ITopekno ce He MOXe CaKpUTHU — pas-
rosop ca ymanom Paguhem®, VIHTepHAIIMOHATHY JaCOMNC 32
mysuxy Hosu 38yx, 6p. 11, beorpazn, 1998, cTp. 5-12.

22. Popa, Vasko, Ponoéno sunce. Zbornik pesnickih snovidenja, Beo-
grad, Nolit, 1979.

23. Ilonosuh, Borpan A., ,Backo ITona: IIyT ka yHuBep3aaHoM", y:
Backo Ilona, Ilecme, beorpap, IlpocseTa, 1968, cTp. 5-24.

24. Papuh, lyman, Tpazosu 6ankarcke épnemu. Bpeme — XKusom
- Mysuxka, beorpag, beorpancka xmwura, 2007.

25. Papuh, [lyman, Y cenyu Xepmeca — 360pHUK 6eK06HUX MAUMA-
puja, beorpasicka kmura, beorpaz, 2002.

26. Yajkanosuh, Becenun, Cmapa cpncka penueuja u muomnozuja,
y: Cabpana dena us cpncke penueuje u Mumonozuje, Kibura nera,
npupenno Bojucnas Bypuh, beorpan, Cpricka KibuxeBHa 3a7py-
ra, BUTI'3, IIpocseTa, ITaprenon M. A. M, 1994.
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COMPOSITION BY DUSAN RADIC ON VASKO
POPA’S POETRY VIEWED
In Parallelism of the Two Autors Poetics
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Summary: Composer Dusan Radi¢ and poet Vasko Popa met in the-
ir youth; the poet, a slightly senior to the composer, influenced him
greatly, both in matters of life and politics and in matters of artistic
creation, so their lives became marked by a lasting friendship and
successive collaboration. The products of that collaboration stand
in the focus of this study. There are seven such works, vocal with
instrumental accompaniment, which Radi¢ composed from the
early 1950s to the late 1980s: Spisak (“The List“), Predeli (“Landsca-
pes®) and Opsednuta vedrina (“Invasive Brightness®) - joined under
the common title Opsednuta vedrina (“Invasive Brightness®), Cele-
kula (“The Skull Tower®), Utitelji (“Schoolmasters®), Uspravna
zemlja (“Earth Erect®), and Vucja so (“Salt of the Wolves®).

Mutual interest in certain subjects enabled the “transmutation®
(the alchemically-connoted term that Radi¢ was prone to) of the
poet’s verses and the composer’s inspiration into the musical elabo-
ration of most various themes: from the existentialist look at the
conditio humana, to national mithology and history.

In parallel developments in their specific creative fields, in time,
both authors alleviated severity of modernist critique which formed
background for their creative beginnings, perhaps following thusly
certain “transmutations” of their own.

Key words: instrumentally accompanied vocal music, modernism,
second half of the 20th century, Yugoslavia - Serbia, Dusan Radi¢,
Vasko Popa
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of Arts in Belgrade and Comparative Literature at the Philological
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Summary: In this study (Chapter 7 of my dis-
sertation) I examine, as in the previous, present-
ed in the Musical Wave No. 38/ 2009 (pp. 52-68)
the aestetic and philisophycal foundations of
some of the more problematic musical proce-
dures observed in Mahler’s early symphonies.
In considering the formal and poetic content
of these works I find that two musical/aesthet-
ics ideas, namely Durchbruch (Breakthrough)
and the Art of Trnsition are particulary rel-
evant for their analysis and interpretation. In
my view, these two concepts function dialecti-
cally in Mahler’s music: while the breakthrough
moments create unexpected ruptures in the
musical trajectory of the symphony, Mahler’s
emphasis on transitional musical processes blurs
the boundaries of the traditional musical struc-
tures. Through the analysis of selected passages
of Mahler’s Symphonies Nos. 1-3, I interpret the
breakthrough and The Art of Transitions as
two dialectical aesthetic and musical forces that
shape the idiosyncratic structural and poetic
content of Mahler’s early symphonies.

Keywords: Durchbruch, Art of Transition, First,
Second, Third and Fourth symphonies, rupture,
Mahler, Wagner, Beethoven.

* Katarina Markovi¢ is a musicologist and pia-
nist specializing in late- and post-Romantic
music. She completed her Ph.D. at Brandies
University in 2004 with a dissertation entitled
The Work of Mahler’s Early Symphonies: From
Idea to Form. She has contributed articles to
Beethoven Forum and New Sound Internatio-
nal Magazine and read papers at national and
international conferences on a wide range of
topics including the music of Gustav Mahler,
Mahler’s Beethoven interpretations, cyclici-
ty in the nineteenth-century symphony, the
lament in Balkan folk traditions, and French
Early Modern Opera. Her scholarly interests
are interdisciplinary in nature and also inclu-
de fin-de-siecle European arts and culture,
German Idealist aesthetics, and music and
national identity in the Balkan region. She is
a recepient of research grants and awards from
the French Ministry of Culture, Max Kode and
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ics, as the immature, clumsy work of a young artist,

Mabhler’s Symphony No. 1-with its idiosyncratic musi-
cal procedures and problematic balance of programmatic
and “absolute” elements-was nevertheless the work through
which Mahler created a model for post-romantic symphonic
expression. The dichotomy between the loose adherence to
the traditional symphonic and sonata models, on the one
hand, and the deliberately novel emphasis on the opposing
principles of harmonic and formal rupture and transition,
on the other, continues to mark Mahler’s symphonic output
in the other, pre-1900 symphonies of his Wunderhorn cycle,
primarily the Second and Third.

The Second Symphony is, in fact, intricately tried to the First
Symphony not only because it deals, on a grander scale, with
the same kinds of musical-formal issues, but also because the
musical solutions reflect a new, more complex variation in
Mabhler’s philosophical perspective regarding the same prob-
lems that concerned him in his previous work. In the sum-
mer of 1896, Mahler explained to Natalie Bauer-Lechner that
in his Second Symphony, his “favorite child,” he tried to give
answers to “the greatest human question [...]: Why do we
exist? and Will we continue to exist in an after-life?”! Natalie
Bauer-Lechner commented also on the simplistic and mis-
guided connections people were making between the First
Symphony and Jean Paul’s Titan, when in fact all he had in
mind was a powerful heroic individual, his life and suffering,
struggles and defeat at the hands of fate whereas, the true,
higher redemption comes only in the Second Symphony.?

Mahler confirms this connection between the two sym-
phonies in a letter to his friend, the German music critic
Max Marschalk of the same year, asserting that the Second
Symphony must be viewed as a continuation of the First. He
states: I called the first movement “Todtenfeier’. It may interest
you to know that it is the hero of my D major symphony who
is being borne to his grave, his life being reflected, as in a clear
mirror, from a point of vantage. Here too the question is asked:
What did you live for? Why did you suffer? Is it all only a vast,
terrifying joke? - We have to answer these questions somehow
if we are to go on living-indeed, even if we are only to go on
dying! The person in whose life this call has resounded, even if
it was only once, must give an answer. And it is this answer I
give in the last movement. [...] What it comes to, then, is that
my Second Symphony grows directly out of the First!?

While still working on the Second Symphony, Mahler
explained the philosophical content of his two symphonies to
Natalie Bauer-Lechner in the following way: My two sympho-
nies contain the inner aspect of my whole life; I have written
into them everything that I have experienced and endured-
Truth and Poetry in music. To understand these works prop-
erly would be to see my life transparently revealed in them.
Creativity and experience are so intimately linked for me that,
if my existence were simply to run on as peacefully as a mead-
ow brook, I don’t think I would ever again be able to write
anything worthwhile.*

g Ithough branded, both in its time and by modern crit-



Since he believed that he exhaustively treated the issues of
the purpose of human existence and death in the first two
symphonies, and that the Second Symphony gave the answers
to the questions posed in the First, in this concluding chap-
ter, I will first concentrate on the Second Symphony, as the
symphony that Mahler himself stressed is an integral part of
the world of his First Symphony and therefore must be viewed
from the perspective of this earlier work. I will then discuss
the Third Symphony, as the work where Mahler’s gradual
transformation of the aesthetic concepts and musical proce-
dures established in his two earlier works may be observed. I
will concentrate on those aspects of the two symphonies that
are reflections of his treatment of musical form marked by
the dialectical interchange of ruptures (Breakthroughs) and
transitions (blurring of formal boundaries), whereas the form
acts as a purveyor of the composer’s underlying philosophi-
cal ideas. Although there is almost no discussion, besides
Adorno’s, of the concept of Durchbruch in the scholarship
on the remaining three Wunderhorn symphonies, I believe
that what Mahler had posited as a musical/aesthetic problem
in his First Symphony, remains an important component of
the musical and poetic content of the subsequent two works.”
While a fully developed analysis of these two symphonies is
beyond the scope of this dissertation, I hope that this prelim-
inary, al fresco sketch of Mahler’s changed attitudes towards
the musical procedures of Breakthrough and transition in the
Second and Third Symphonies will demonstrate the impor-
tance of these ideas for these works.

Admittedly, the importance of Durchbruch for the inter-
pretation of the form of each of the symphonies, as well as
its broader philosophical significance, differs in each of
the works. Similarly, the emphasis on musical process and
gradual transition that undermined clear formal differentia-
tion in the First Symphony’s outer movements continues to
mark the form of the subsequent symphonies, although on
a more large-scale level. The idiosyncratic musical proce-
dures, which have been discussed in relation to the First Sym-
phony, and then developed and transformed in the Second,
and which played a crucial role for the understanding of the
poetic content of these works, although still important in the
Third Symphony, exhibit a different perspective on life and
art on Mahler’s part. In this work, Mahler still reaches for
philosophical answers through musical gestures such as the
Breakthrough and transition, but their roles and functions
within this process have changed dramatically.

Mahler’s Fourth Symphony, while still sharing the common
link to the Wunderhorn songs with the other early sympho-
nies and much of the quasi-programmatic imagery, reflects
yet another, different stage in Mahler’s life and work. While
on the surface still occasionally emulating the Breakthrough
effect, Mahler’s treatment of this and other semantically
embodied gestures is colored by a certain “objective” and in
some way ironic character that enters the poetic content of the
work. The debate over the extent of the ironic content of this
work is in fact relevant for my argument. Having begun this
work in 1899, after two years of struggle and disappointment
following his appointment to the Vienna Opera and Philhar-
monic in 1897, and after a dangerous medical crisis, Mahler
juxtaposed the idealistic world of the philosophical and spiri-
tual quests of his earlier symphonies with the ironic and dis-
appointing realities of this later time. This shift is reflected
clearly in the style of his letters, which were until the turn of
the century rich in descriptive, meditative, inspired writing,
philosophical musing on life and insightful descriptions of
the creative process of composing. After 1900, however, his

letters suddenly become increasingly mun-
dane, and the pervasive tone is one of disgust
with all the practical matters of life such as
performing for money, accommodating to
popular taste, his duties as the Director of
the Vienna Opera and a general realization
of the extent of human hypocrisy. Further-
more, there seems to be a remarkable turn
towards the inward in Mahler, since instead
of the previous step-by-step reports to his
friends of his progress on a particular work,
Mahler now simply dryly announces the
completion of his pieces. In a letter to Nana
Spiegler, for example, dated August 1900,
Mabhler informs her that he has finished the
Fourth Symphony and explains: This one is
quite fundamentally different from my other
symphonies. But that must be; I could never
repeat a state of mind - and as life drives on,
so too I follow new tracks in every work.®

What Mahler refers to as the “funda-
mentally different” aspect of this work, is
an issue that has been debated in Mahler
scholarship: is it perhaps a new interest on
Mabhler’s part in returning to traditional,
classical forms, and if so, how much earnest-
ness is there in that process? The “neo-clas-
sical” character of this Symphony and the
extent to which the parodying procedures
undermine the apparent narrative context
of the work are problems that require a sep-
arate study.”

The Transformative
Function of the
Breakthrough in the Second
Symphony

The two central formal and harmonic
procedures, i.e., the Breakthrough and tran-
sition, are not equally important in each of
these symphonies and do not interact in
the same way as in the First Symphony. As
I have shown, the First Symphony shows a
certain coordination between the moments
of Durchbruch-the sudden ruptures in all of
the musical parameters that destabilize and
undermine a particular tonal and harmonic
direction while creating an alternate sense
of structure by means of its quasi-cyclical
re-appearance-and the passages of fluid,
transitional harmonic content which occur
at the traditionally clearly delineated formal
borderlines. The relationship between these
two procedures suggests that Mahler was
creatively rethinking the traditional sonata
form models. This is further underlined by
a certain role reversal between these two
categories in the outer movements of the
First Symphony: the sections that have tra-
ditionally divided the form through some
kind of a gesture of cadential closure-such
as between the exposition and the develop-
ment section, or passages leading into the
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recapitulation-are now deliberately blurred
and smoothed over by means of harmonic
ambiguity, bringing back the fluid music
of the introduction and the avoidance of
clear modal determination. Those sections
therefore function more as transitions com-
mon in a development section or between
the themes in the exposition rather than
clear divisions between section, and pil-
lars of musical form. This way, the sectional
delineation is relativized and undermined.
On the other hand, those sections which
usually exhibit an uninterrupted forward
motion, such as the development and
the coda, are in Mahler’s First Symphony
affected by sudden ruptures which halt the
musical development, and act as moments
of formal division, thus creating confusion
as to the formal function of those sections.®
In the First Symphony this reversal of the
function and meaning of traditional form-
creating procedures becomes, in effect, an
important statement on Mahler’s part on
the relation between form and content in
his sonata-based movements.

As I will show, however, the Second Sym-
phony stresses a new kind of transition.
Rather than focusing on re-evaluating the
traditional formal models through the blur-
ring of formal delineations, Mahler here
deals with the idea of transition as a means
of transformation; it is the transformation
of motives, of harmonic situations and of
significant musical moments in the dra-
matic trajectory of the symphony, primar-
ily the Breakthrough-like events, that are
now the purveyors of meaning in this sym-
phony. I will now discuss the overall role of
the ideas of Breakthrough and Transition
in the Second Symphony. This discussion is
then followed by a more detailed analysis of
individual movements and Breakthrough
moments within them.

%

In this symphony, Mahler incorporates
the notion of the Durchbruch in an even
more complex and multilayered way into
the fabric of his musical and poetic narra-
tive than was the case in the First Sympho-
ny. The complex structure and especially
the harmonic layout of the symphony, in
which, as I will show, the Breakthrough
sections play an important role, have
caused scholars to debate the logic behind
some of Mahler’s compositional decisions.
Thus Nadine Sine remarks that the Second
Symphony is “perhaps the most structurally
problematic of Mahler’s symphonies,” due
to yet another ending in the “wrong” key.?
Instead of C minor, Sine notes, Mahler end-
ed the symphony in Ef major, which in her
opinion, considering the whole, [Ef] really
has little meaning within the work, nor is it

prepared on a large level.'° However, I believe that the key of
E}, major is not only crucial for the interpretation of meaning
in this work, but is also prepared and anticipated in several
important passages in the work. As Edward Reilly percep-
tively remarked, the emphasis already in the exposition of the
first movement on the relationship between the tonal areas of
E(4) and E|, seems clearly prophetic of the tonal organization of
the movement and even of some aspects of the symphony as a
whole.l!

Furthermore, the way Mahler uses the concept of Break-
through in this symphony, within the context of the C minor-
E}, major progression, has a more complex and perhaps even
greater implication for the formation of meaning in this sym-
phony in comparison to the previous one. In his written and
spoken comments, especially those made at the time he was
composing his first two symphonies, Mahler often evoked
the imagery of the Breakthrough, both in reference to spe-
cific musical procedures and more general, poetic context,
as of something sought after and then granted unexpectedly.
Even in his description of the manner in which the idea for
the ending of the symphony came to him, the element of
breakthrough plays an important role. In a letter to the Ger-
man music critic Arthur Seidl, written in February 1897, four
years after starting work on this symphony, and after a long
period of searching for the right Finale to his already monu-
mental work, Mahler states: The way in which I received the
inspiration for this work is very typical for the nature of artis-
tic creativity. For a long time I had been pondering the idea
of including a choir in the last movement. Only the fear that
this might be considered an overt imitation of Beethoven made
me hesitate again and again! When Biilow died, I attended
his funeral. The mood I was in as I sat there thinking of the
deceased was very much in the spirit of the work I had on my
mind at that time. Then, from the organ loft, the choir sang
Klopstock’s chorale Resurrection! This hit me like lightning,
and everything appeared clearly and distinctly before me!
Every creative artist waits for that stroke of lightning; it is a
kind of holy conception!'?

Again, Mahler likens artistic creation to a quasi-religious
experience, in which the “stroke of lightning” which gives
the artist the inspiration he desperately needs is compared
to “a kind of holy inception.” And in the Second Symphony,
Mahler exemplifies, through his treatment of the Break-
through moments the search for the one true moment of
Breakthrough, which will open the realm of that “holy con-
ception.”

As was the case in the First Symphony, Mahler treats the
appearance of the Breakthrough-like sections cyclically,
attempting to achieve at several, premature points in the
symphony the semantic and tonal goal of the symphony. The
strong spiritual basis for this work, which comes out not only
through a number of textual and music-mimetic references
to certain biblical passages, and overtly religious texts by
Friedrich Klopstock and Mabhler in the last movement, but
also through the treatment of certain musical materials and
tonal areas as well. Mahler confirms this to the singer Anna
von Mildenburg: I have to drill the heavenly host. You wonder
what that is eh? One cannot explain in words (obviously, else I
should not have put it into music), but when you hear the pas-
sage in the last movement you will probably remember these
words, and then you will know what I mean.'

The “drilling” of the “heavenly host” that Mahler mentions
results in a long span of expectations that are set up in move-
ments 1, 3 and 5 only to be achieved at last with the attain-
ment of the key of E, through a Breakthrough-like event.



However, as I have already stated, the categories of Break-
through and Transition in this symphony are more complex
than was the case in the First Symphony. Mahler’s multilay-
ered approach to the Breakthrough events in this symphony
comes from two different, but equally important sources.
First, the Breakthrough is in this work a tool for formal and
cyclical unification, since, as will be shown, it is the key to
the cyclical re-introduction of musical materials from previ-
ous movements. (See Table 3 in the Appendix to this chapter,
which provides a formal and thematic layout of the Finale).
Several such moments occur in the Finale, where, for exam-
ple, already from the outset of the movement and the violent
outburst of the music previously heard in the Scherzo (m.
481), it becomes clear that the Finale will draw heavily on the
materials from the previous movements and that the re-inter-
pretation of their meaning in a new harmonic and thematic
context of the Finale will provide the solutions to their sharp
contrasts established throughout the symphony. This is par-
ticularly confirmed when the above mentioned Breakthrough
section, taken over from the Scherzo (m. 465) and repeated
at the beginning of the Finale, reappears in mm. 395ff, this
time transposed a 1/2 step up. Several other such moments
occur, for example, in the Finale in mm. 310ff., where there
is a literal repetition of the Breakthrough moment from m.
291 of the first movement, or even more importantly, there
is a re-working and resolving of the music from in the fourth
movement (m. 55) in mm. 656ff in the Finale, when the key
of E, major is finally attained.

The second source of the complex treatment of the Break-
through in this work is rooted in Mahler’s project of realizing
an essentially religious work within the format of a tradition-
ally secular musical genre, such as the symphony. In the con-
text of a symphony which aims to express the idea of Kunstre-
ligion, the Breakthrough events go beyond their important
formal and harmonic function, and simulate moments of
divine transport. And while the Breakthrough is ultimately
the way into redemption, the nature of every spiritual jour-
ney is one of trial and error, of misguidance and anger, of
rejection and repentance. The Breakthrough in this sympho-
ny is, therefore, a multi-staged process, where the different
moments of seemingly metaphysical insight are often, in fact,
misguided or forceful attempts at attaining transcendence.
The main question that Mahler asks, through the use of the
Breakthrough imagery and symbolism, is: what is the right
way into redemption? What is the true fabric of faith? Conse-
quently, a musical work which asks such questions and whose
main subject is the very nature of divine rapture, will neces-
sarily have the Breakthrough as a central category of both its
formal and semantic frameworks.

The multifaceted approach to the idea of Breakthrough
in this symphony therefore results in several types, or vari-
ants of the Breakthrough idea, as we know it from the First
Symphony. Similarly to the First Symphony, there are several
occasions where there is a gesture containing all of the rec-
ognizable elements of a Breakthrough event: dynamic and
orchestral intensification, harmonic destabilization resulting
in a sharp break and change of course in the music. What fol-
lows is usually a fanfare-like passage in the brass instruments
outlined against a harmonically tense sonority (comprising of
a prolonged bass pedal above which there is an unrelated sev-
enth or ninth chord, or someother type of dissonant sonority
in the rest of the orchestra). This chorale-like arrival may also
be accompanied by the inclusion of the harps, which have not
been heard until that moment. This semblance of victory is,
however, only temporary since what may be expected next is

a gradual dissolution of that sonority, ele-
ment by element, a motivic fragmentation
and dispersion throughout the orchestra
and a return to a state of tonal instability.

This familiar Breakthrough narrative
outline, carried over from the First Sym-
phony, may be characterized as a “failed”
Breakthrough event, similar to the ones in
the First Symphony first movement (mm.
352ff.) and Finale (mm. 368-78). These
events, which occur in the Second Sympho-
ny in the first movement (primarily in mm.
291ff) and Finale (mm. 167, 310ff and 402ff)
have the function of providing a glimpse
into the “other” world, into the sphere, in
both the tonal and semantic sense, that the
symphony attempts to gain access to. The
attempt to achieve transcendence, even if
unwarranted and premature, here provides
hope that the struggle that continues in the
symphony is not in vain.

The Finale illustrates the way Mahler uses
a series of “failed” breakthrough events to
gradually obtain the right solution for the
symphony. The first such “failed” attempt
at transcendence occurs at the moment of
the “failed” apotheosis at the end of the
first division of the movement. At m. 167,
after all the main materials of the move-
ment have been introduced, there is a
false sense of achievement since the strong
semantic and tonal conflicts of the materi-
als such as the Resurrection theme and the
Dies Irae theme have not yet been addressed
and only after exposing them one by one,
Mahler seemingly attempts to reach a
serene state of transcendence. (See Table 1,
which outlines the main thematic materi-
als of the movement in the Appendix to this
chapter).!* After a series of attempts and
collapses in C minor, there is, at m. 167 a
semblance of an apotheosis, but since it has
never actually been fought for, it therefore
appears unmotivated and furthermore, it is
in the “wrong” key of C minor, undermin-
ing even further its deceptive appearance.
Consequently, the state of imagined tran-
scendence disintegrates and collapses at the
end of this section, and we proceed into the
second division of the movement, where the
important conflicts will be exposed.

However, this movement takes the idea
of struggle from the First Symphony Finale
even further, since even after the previ-
ous “failed” Breakthrough, there still is a
long road until a successful one will bring
us to the goal of the symphony. Therefore,
at mm. 309ff there is another attempt at
reaching transcendence. At this point, the
tonal area of E, minor that was anticipated
earlier comes closer to the tonal goal of the
symphony. The tonality of E, minor/major
is not achieved, however. Rather, it is cir-
cumvented by a gesture towards B}, major
and by a dissonant sonority consisting of a
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B-flat triad surrounded by E-natural from
above and F pedal from below. The failure
to attain the key of E-flat is here even more
jarring since after its preparation, the ten-
sion of E-natural against the previous E-flat
and F bring this element of failure to the
foreground.

Unlike the First Symphony, where the
Breakthrough was primarily a tool for
achieving the D major, the idea of meta-
physical insight is here a crucial element of
the symphony’s narrative, resulting in a new
way of treating this event. At several points
in the symphony, there occurs a different
kind of climactic event, what I will call a
“negative” or “false” Breakthrough event, or
a moment where there is violent attempt at
attaining transcendence, but it turns out to
be, just an illusion. Such a moment occurs,
for example, in the third movement (mm.
441ff), where there is a sudden leap outside
of the F major song material and into a fan-
fare-like sonority on a C§ chord indicating
that a breakthrough away from the song has
occurred. This illusion is sustained for the
next 100 measures during which it becomes
clear that the attempt to escape the earthly
world of the main material of the move-
ment has failed. Nevertheless, in m. 465, at
the moment that Eggebrecht has labeled as
the “orchestral scream,” there seems to be
a dominant preparation for C major and
a great buid-up of tension. When a low C
is finally, after a long descent in the bass,
reached, a B, minor chord is superimposed
upon it, revealing that the attained closure
on C is simply an illusion and the struggle
thus continues. This section is, in fact, par-
alleled by the Breakthrough in the begin-
ning of the Finale, which follows in the foot-
steps of the introduction of the Finale of the
First Symphony, or the fanfares opening the
Finale of Beethoven’s Ninth. Both of these
moments - the “scream” of the Scherzo and
the introduction to the Finale, labeled by
Mahler himself as the “Death Cry”°- rep-
resent important moment in the semantic
narrative of this work, since in both cases
there is forceful gesture towards steping
“outside” the musical world that surrounds
them. Both of these events simulate musical-
ly a suspended, otherworldly state, with the
unexpected inclusion of harps joining the
brass fanfares, prolonged pedal points and
dissonant harmonies. However, both times,
this state is revealed as merely an illusion,
since, Mahler seems to indicate throughout
this Symphony, the state of metaphysical
insight may not be reached through force.

The various guises that the Breakthrough
assumes in this symphony-besides accom-
plishing Mahler’s general quasi-religious
narrative of repeated striving and failing
and searching repeatedly for redemption
before attaining it through faith alone-also

show that the idea of transformation through transition,
which was explored in the First Symphony, has effected the
moments of Breakthrough. Here, instead of distributing the
transitions and the ruptures throughout the symphony in
order to create a sense of process in the music (as he did in
the First Symphony), Mahler sees the transformation of the
Breakthrough idea throughout the symphony as a process of
transition itself. As each of the failed, false and destructive
attempts at reaching transcendence disappoints the expec-
tation that the music sets up, at the same time, there is a
progressive element in each of the successive Breakthrough
moments toward reaching the tonal goal of the symphony,
the key of Ej, major, and with it, the sought after redemption.
The principles of rupture and transition have therefore come
together here to illuminate the nature of spiritual struggle as
one of transformation and change. The wide-ranging tonal
relationships and developments, continuing the same trends
as in the First Symphony, bring the various Durchbruch-like
moments in this symphony into focus. Therefore, the dichot-
omy between the tonal center of pitches C in the beginning of
the symphony and Eb which is the ultimate goal of the sym-
phony (Eb major), and the different attempts of attaining it,
shape the main Breakthrough-like events in the first, third
and fifth movements of work. In the following section, I will
therefore examine the individual Breakthrough moments in
the Second Symphony in more detail.

%

In the first movement, the key of Eb major is several times
reached for and touched upon but is always circumvented
and turned away from. The first time this happens is already
in the second subject, which begins in E major, but modulates
in m. 58 into Eb minor. However, immediately after a cadence
in Eb minor, in m. 62, there is a sudden reversal towards C
minor again, and the introductory, energetic sixteenth-note
runs are heard in the bass. Therefore, this second subject
may be seen as though put into parenthesis-the E major in
m. 48 is not prepared but instead occurs through an enhar-
monic modulation from C minor followed with a shift in the
orchestral texture. The Eb minor is also attained through an
enharmonic shift (V in E becomes bVT in Eb) and it is aban-
doned at the moment it is established, as though it is actu-
ally never sounded. In m. 82 the trumpet outlines a step-leap
melodic reminiscence of the Breakthrough material of the
First Symphony Finale. At this point the music is in the key
of G minor and it foreshadows the tonal implications of this
motive for later in the symphony. The relationship between
the tonal areas of G, C and E is clearly established in m. 129
where the G in the bass becomes the dominant of C major,
with which the development section started (m. 117ff), and C
moves through a Phrygian cadence into E major.

The first (failed) Breakthrough in the movement occurs
in m. 196, after a long stretch of intensification through the
appearance of the Breakthrough melodic outline in F; minor
(m. 175, horns). The dominant of F; is kept for ten bars until
in m. 189 the pitch D (flat VI degree in F;) in the bass opens
the space for the G minor of the Breakthrough. (See Exam-
ple 1.) Still, although the G is prepared, when the tonic chord
is sounded, the effect is that of a sudden, unprepared event.
The tonic occurs on the weak beat in the measure, in the
entire orchestra, in ff dynamics and, as in the First Symphony,
with a dominant pedal in the bass. Furthermore, this Break-
through fails already after a couple of measures and relapses
through F; into F and B major.



Example 1. - Mahler, Symphony No. 2, I, mm. 195-199.
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The next cycle leading to another unsuccessful Break-
through-like event starts in m. 244, with the second part of
the development section. At this point, the Eb minor is estab-
lished already at the beginning of the section, with the violent
burst of energy of the introductory material. Soon afterwards
(mm. 254ff), a slow march unfolds with the Dies Irae theme
superimposed on it in the French horns. In m. 282, with the
switch to Eb major, the Resurrection theme (from the I sym-
phony Finale) sounds in the trumpets and trombones. The
Resurrection theme is, however, interrupted by the return of
Eb minor and the Dies Irae music (m. 288, horns). Although
the Eb is already established, there is, on the last beat of m.

290, immediately before the moment of
Durchbruch, a deflection towards D and the
diminished ninth chord (A-C-Eb-Gb-Bb)
that bursts through the orchestra sounds
completely unprepared. (See Example 2.)
This chord, which includes the dominant
tones of both D and Eb major, does not lend
itself to a logical harmonic resolution, but
stands in between these two keys and bears
a further similarity to the failed Durchbruch
events of the First Symphony because of its
dominant/tonic clash in the pedal. The key



Example 2. - Mahler, Symphony No. 2, I, mm. 289-293.
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of Eb major/minor will therefore die out
and the key of C minor of the recapitulation
will slowly come to dominate. By this point,
the arrival of the tonal center in Eb has not
been justified by a struggle-the tonality first
emerged as an enharmonic change from the
E major of the second theme but was imme-
diately abandoned, and then reappeared in
the second half of the development section,
again unprepared and unwarranted, this
time only to be obtained by force. However,
as will be shown, it is not possible to reach
transcendence by force, therefore the striv-
ing continues.

As I have suggested above, the third
movement, which follows the Wagnerian

interrupted song design,'® revolves around several relapses
into (or interruptions of) the key of C minor. (See Table 2 in
the Appendix, which provides a thematic layout of this move-
ment.) The returns of the music in C minor always coincide
with the return of the material of the Wunderhorn song Des
Antonius von Padua Fischpredigt which Mahler composed
at the same time as the Scherzo. The material in C minor is
therefore always related to the ironic content of the song-the
symbolism of the pointless efforts of Saint Anthony to preach
to the fish. But, as Mahler explained to Natalie Bauer-Lechner,
to the fish “his speech sounds completely drunken, slurred
(in the clarinet) and confused” and once “the sermon is over,
the assembly swims away in all directions, not an atom wiser,
although the saint has performed for them!”!” The interrup-
tions of the song, which as the movement progresses become
increasingly significant, culminating in the Breakthrough




Example 3. - Mahler, Symphony No. 2, I1I, mm. 460-466.
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of m. 465, also always involve a deflection towards the tonal
areas explored in the rest of the symphony, namely those of
E,, D and E. Therefore, the first E, major interruption in m.
136 brings also the first intrusion of musical material con-
trastring the main material of the song. The E,, tonality, how-
ever, lasts only ten measures, until the C minor song music
returns (m. 149) with the grotesque trumpet melody.

After the material derived from the 8" and 9t verse of the
song (mm. 176-180) is heard, an intrusion of several chords
on Db in mm. 186-188 again deflects the music from the ton-
al area of C minor. This section, being only several measures
long and seen in the context of the C pedal in the timpani,

is just a brief exploration of the chromatic
upper neighbor region and leads swiftly
back to C major (Trio) in m. 190. The next,
more extended intrusion into the C major
song material occurs as two sequential
whole step tonal shifts, first from the C ma-
jor of mm. 190-211 to the quasi-triumphant
D major in mm. 212-229 and then to the
transposed triumphant music in E major
in mm. 257-271. These quasi triumphant
events bring about the long parenthetical
E major episode (mm. 272-327), reminis-
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cent of the equivalent second theme E major episode in the
first movement. After this long interruption, the material of
the song and the C tonal center struggle toward their restora-
tion. A tonal breakdown in mm. 340-346, however, leads to a
brief and grotesque section in Eb major (mm. 348-358) after
which the C minor brings the continuation of the song’s A
section material and the B section of the Scherzo in F major.
This is again suddenly interrupted by another quasi-trium-
phant gesture corresponding to the two previous ones in D
and E major. This time, the triumphant motive in the brass
outlines C major, but over a dominant pedal.

The final and biggest interruption of the key of C, the
Breakthrough of this movement, occurs in m. 465, when the
emersion of motives related to the resurrection themes of the
Finale attempts to deflect from the grotesque material of the
song. More importantly, this section will be exactly repeated
at the beginning of the last movement, and then again, trans-
posed up a 1/2 step at the Breakthrough im mm.309ff of the
Finale. This interruption comes after several repeated chro-
matic descents in the bass, all over a tonic C pedal, and the
circling in the strings around C seems to be aimed at reach-
ing C again. This motion is suddenly deflected when the
entire orchestra, instead of stopping on C, surges upwards
and reaches a Bb minor chord, still over a C pedal and the
harps enter for the second time in the movement outlining a
Bb minor chord. (See Example 3.)

This intrusion into the area of C lasts until mm. 480-481,
when a Phrygian gesture leads into C major and the musi-

Example 5. - Mahler, Symphony No. 2, V, mm. 167-172.

cal material of the Trio. Although the music
seems calm again, with several motives of
the Finale anticipated in the brass (mm.
496ff) and the first violins (mm. 501ff),
the Ab chord still lingers in the woodwinds
together with the interrupted ascending
motive in the bass. The C tonal center is
destabilized and through a series of unsta-
ble, unresolved seventh chords the music
is deflected from C major/minor, only to
return to it in an unlikely and unconvincing
way in mm. 544-545. Once C minor is re-
established, the 8" and 9! strophes of the
song bring about a hastened conclusion of
the movement. This last short re-establish-
ment of the C tonal center and the mate-
rial of the song, while only formally show-
ing the resilience of the human stupidity
the song symbolizes, is crippled to such an
extent that a final blow to the C tonal area is
anticipated and expected in the remaining
part of the Symphony.

With its initial tremendous burst of a Bb
triad in the winds, strings and harps over a
C pedalin the low strings, trombones, tubas,
bassoons and percussion, the fifth move-
ment opens the final tonal battleground in
which the Breakthrough moments such as
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this one in the first few measures will play
an important role. (See Example 4.) Taken
from the Scherzo, this orchestral shriek
and the tonal ambiguity of the ensuing
measures (the emphasis on the C - F fourth
with a simultaneous B-flat chord outlined)
will lead into the first section of the Finale
(mm. 26-42) where the music of the Scher-
zo will be recalled both tonally (C major)
and thematically (compare with mm. 481ff
of the Scherzo).

The entire first division of the movement
is organized as a successive exposition of
the main musical and semantic themes
of the movement (and the symphony as a
whole): the themes of the Rufer (mm. 43ff),
Dies Irae (mm. 62ff), Resurrection (mm.
70), Glory (mm. 78ff), Glaube (mm. 97ff).
(See Table 3 in the Appendix to this chap-
ter.) The implied tonal areas of the open-
ing Breakthrough, those of C, F and B-flat
are in this division successively explored,
the music moving along the circle of fifths
and confronting at the end the flattest
D-flat major with the initial C major. With
the return to C major in the last section
of this division (mm. 162-193) the music
combines the Rufer and Glory themes and

heads toward what seems to be a climax of the movement.
This is the first attempt at reaching an apotheosis, with the
horns outlining the F-C interval and the Glory theme while
the wind instruments with their high trills are moving along
the C § chord. (See Example 5.) This apotheosis, however,
fails after the Rufer theme in the trombones turns towards
C minor (mm. 172ff) and a series of successive rises and col-
lapses in the remaining part of the section finally bring the
music into the low register of C minor.

The first significant Breakthrough in the movement hap-
pens halfway through the second division of the movement,
in mm. 309-320. This Breakthrough, which, even though still
unsuccessful, brings the music closer to its goal of attaining
Ej, and comes after a long stretch of grotesque music, trivial-
izing all the previous themes of the movement. This section
also remained mostly in the flat areas of F minor/major, B},
minor and major and Dy, Therefore, after the E, minor in m.
309 which seems to be leading toward B}, major (A major),
the dissonant clash in the next Breakthrough measure of the
E-natural diminished seventh chord over an F in the pedal,
comes as a dramatic shift in the tonal trajectory of the previ-
ous section. Between the semitone clash of the F in the low
strings, tuba, bassoon and contrabassoon, and the E-natural
in the high strings, woodwinds, trumpet, are embedded the
chords of B-flat in the kettle drums and trombones and a
diminished triad on G in the horns. (See Example 6.)

As in the First Symphony, the surprising effect of the Break-
through here is characterized by a dissonant sonority over a

I Example 6. - Mahler, Symphony No. 2, V, mm. 305-311.
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pedal point, a fanfare-like melodic element in the trumpets
(in this case, a grotesque caricature of a triumphant fanfare
by outlining the triton G - D},), and an orchestral (inclusion of
various percussion and a change in articulation and register
for most instruments) and tonal (E diminished ninth chord
leading into the region of E}) shift. The Durchbruch-like event
at this point comes as the apex of a destructive and deforma-
tive process that trivialized most of the musical motives from
the beginning. Themes such of Dies Irae, Sterben Leben and
the Resurrection, apart from bearing a large structural role
in the symphony, have important religious and philosophical
connotations as well; Mahler’s musical “de-construction” of
these musical/semantic units at this point in the symphony
have, therefore, a twofold significance. The only theme that
has survived the process of deformation at this point is the
Glaube music. Therefore, the Faith motive in E, minor that
emerges in the trombone in m. 325 comes after yet anoth-
er failed attempt at reaching transcendence and initiates a
stretch of semantically intensifying sections centered on the
idea of Faith.

In the following eighty measures, the idea of Faith is, how-
ever, also trivialized, marginalized and transformed, until
the repeated forceful tritone (G},-C) in the brass in mm. 395ff,
creates an unsustainable crisis in the music. This crisis which
is the consequence not only of the devaluation and extreme
transformation of most of the movement’s musical/semantic
elements, but also of reaching the flattest tonal area in the
symphony (Gb major) that stands in a tritone relationship
with the tonality from which the whole process has begun (C
major after m. 26). The insistence on the tritone G,-C in the
trombones and tubas therefore is a signal of this tonal tension
and is resolved in the measures that follow (mm. 402ff) with
another Breakthrough event. This Breakthrough, however,
differs from the previous ones in the fact that, although in
gesture replicating the previous Breakthrough (in mm. 309-
310), it is actually transposed a half-step higher in relation to
both the Breakthrough of the movement’s beginning and to
some extent the one in m. 310, it comes as a result of correct
voice-leading. Unlike the previous Breakthroughs, which ini-
tiated a sudden and unexpected tonal shift, this event relates
to the previous G}, major through its pedal on C; (enharmon-
ically transformed into D}, later) and through the resolution
of leading tones Ajand D in the outer voices. (See Example 7)
This event, although dramatic and disruptive in gesture, by
relating the flat and sharp areas through enharmonic trans-
formation, creates a bridge to the final, third division of the
movement (or the Recapitulation in a quasi-sonata formal
interpretation) and opens the path to the tonal areas of Gj,
B}, Dy, A}, and finally E,which will be the ultimate goal of the
symphony.

This section also signifies the last appearance in the sym-
phony of the Dies Irae motive, here in mm. 409-416 in the
trombones. In this last appearance, the Dies Irae motive
assumes again its perfect fourth outline, “correcting” the tri-
tone of its previous appearance in the Breakthrough of mm.
310-322, where it mapped two tritones, half a step apart: first
the G-Dj, tritone in the trumpets (mm. 310-316) and then,
in double rhythmic values the A}-D in the trombones (mm.
321-322). This gesture of an upward half-step shift of the
Dies Irae motive, which therefore provides a leading tone for
the E, minor of the Glaube section, is mirrored later in the
half-step upward shift of the Breakthrough of m. 402 which
now consists of a B minor chord built over a C; pedal. The
previous Breakthrough (m. 310), which was constructed from
an F pedal with an E diminished seventh chord over it (F +

E-G-B}-D}), has a dual relationship to the
later Breakthrough-it stands in a tritone
relationship to the later Breakthrough on
the basis of its pedal tones (F-Cy) and in a
half-step relationship between the B, minor
chord outlined in the kettle drums (m. 310)
and B minor fanfares of the trumpet (m.
402). In addition, the initial Breakthrough
of beginning of the movement is set a half
step below this later climactic appearance
of the same gesture. (Compare Examples 4
and 7) In this way, the C-F tonal relation-
ships of the first four sections of the move-
ment (before the appearance of the Glaube
music), which are conceptually related to
the C of the first and third movements, are
dramatically overridden and the music-
ideal realm shifts to the flat areas of D}, and
Gy, instead, which will ultimately open the
way to the goal of the symphony, the key
of Ej,.

However, the achievement of the key of E},
major will lead through several sections of
the previously heard music, the Ascention,
Sterben Leben and Resurrection themes,
Glory and Glaube, this time mostly circling
around the keys of Gy, b}, D}, and A,. After
the music continues from the motives of
the ending of the fourth movement (mm.
656ff), the entrance into the realm of E,
is already palpable through its appearance
as the dominant of A}, the tonality of the
Fourth movement whose music is here
recalled. After the intensification of mm.
656-663, where the motives of the Glaube
music move through an upward chromatic
shift (E, major chord - E dominant seventh
— F dominant seventh chord), mm. 664-671
bring, through a final Breakthrough-like
event, the long awaited resolution to E,
major, bringing the symphony to its cli-
max on the word “Licht” and clearing the
way for the reaffirmation of the Resurrec-
tion and Ascention (Sterben Leben) motives
in the ending apotheosis in E, major. (See
Example 8.)

As I have stated in earlier chapters, the
complicated, extended form of this sym-
phony and the strong non-musical element
present in the vocal parts and instrumen-
tal gestures alike, have provoked various
programmatic interpretations of this sym-
phony. These interpretations, however,
have mostly attempted to link the idiosyn-
cratic musical outlines to a specific liter-
ary source, as Stephen Hefling has done
with a parallel reading of the symphony
and Adam Mickiewicz’s epic poem Dziady
(“Forefather’s Eve”).!8 Although Mahler’s
programs, either explicit or latent, have pro-
voked many discussions in Mahler scholar-
ship, Mahler himself was emphatic about
the way he viewed the non-musical content
of his works. On numerous occasions, he
gave statements against such a one-to-one
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Example 7. - Mahler, Symphony No. 2, V, mm. 395-404.
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Example 8. - Mahler, Symphony No. 2, V, mm. 659-671.
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6§

correlation of music and program. In a let-
ter to Max Marschalk, Mahler specifically
describes a complex relationship between
the music and the ideas behind his Sec-
ond Symphony. He states: In conceiving the
work, I was never concerned with detailed
description of an event, but at most with
that of a feeling. - The conceptual basis of
the work is clearly expressed in the words of
the final chorus, and the sudden alto solo
casts light on the first movements. The fact
that in various individual passages I often
retrospectively see a real event as it were tak-
ing its course dramatically before my eyes
can easily be gathered from the nature of
the music. The parallelism between life and
music may go deeper and further than one is
at present capable of realizing."”

Thus, the “conceptual basis” of Mahler’s
Final chorus, is a meditation on life after
death centered on the idea of faith (Glaube).
The text of the last movement, partly taken
from Friedrich Klopstock and partly writ-
ten by Mahler himself, goes as follows:

Resurrection (Klopstock)

Arise, yes, you will arise from the dead,
My dust, after a short rest!

Eternal life

Will be given you by Him who called you.
To bloom again are you sown.

The lord of the harvest goes

And gathers the sheaves,

Us who have died

O believe, my hart (Mahler)

Oh believe, my hart,

Nothing will be lost to you!

Everything is yours that you have desired
Yours, what you have loved, what you have
Struggled for.

Oh believe,

You were not born in vain,

Have not lived in vain, suffered in vain!
What was created must perish.

What has perished must rise again.
Tremble no more!

Prepare yourself to live!

O sorrow, all penetrating!

I have been wrested away from you!

O Death, all conquering!

Now you are conquered!

With wings that I won

In the passionate striving of love

I shall mount

To the light to which so sight has penetrated
I shall die, so as to live!

Arise, yes you will arise from the dead
My heart, in an instant!

What you have lived through

Will bear you to God.

In his letters Mahler unambiguously explains that the
nature of struggle in this work is spiritual, and very broad,
covering questions such as the purpose of life and action,
which are not directly related to any single literary source. In
the letter to Max Marschalk cited above, Mahler avoids giv-
ing any specific reference to an outside source of inspiration,
but concentrates on the most universal, spiritual enigmas of
human existence, such as, What did you live for? Why did
you suffer? Is it all only a vast terrifying joke? for which he
believed he provided an answer to in his Finale. 2!

The text that he chose answers these questions, especially
the added section (O Glaube mein Herz), which Mahler him-
self wrote and which is centered on the idea of faith in the
eternal life. This added text reworks and revises the idea of
faith expressed in Klopstock’s text. While the basis of Klop-
stock’s text is the notion that resurrection will not be won,
or gained through struggle alone, but will be given by “Him
who called you,” Mahler supplements this idea, which for him
surely echoed with Schopenhauerian and Wagnerian ideas,
with the ideas of belief and the struggle of love as important
elements in the spiritual trajectory of this work. At a crucial
point in the text, Mahler writes of wings that he won for him-
self in the passionate strivings of love, which will bring him
to “the light to which no sight has penetrated.” The simple,

Aufersteh’n

Aufersteh’n, ja aufersteh’n wirst du,
Mein Staub, nach kurzer Ruh!
Unserblich Leben

Wird der dich rief dir geben.
Wieder aufzubliih’n wirst du gesdt!
Der Herr der Ernte geht

Und sammelt Garben

Uns ein, die starben.

O glaube, mein Herz

O Glaube, mein Herz, o glaube:

Es geht dir nichts verloren!

Dein ist, was du gesehnt!

Dein, was du geliebt, was du gestritten!
O glaube:

Du warst nicht umsonst geboren!
Hast nicht umsonst gelebt, gelitten!
Was entstanden ist, das muss vergehen!
Was vergangen, auferstehn!
Hor'auf zu beben!

Bereite dich zu leben!

O Schmerz! Du Alldurchdringer!
Dir bin ich antrungen!

O Tod! Du Allbezwinger!

Nun bist du bezwungen!

Mit Fliigeln, die ich mit errungen
In heissem Liebesstreben

Werd’ich entschweben

Zum Licht, zu dem kein

Aug’ gedrungen!

Sterben werd’ ich, um zu leben!
Aufersteh’n, ja aufersteh’n wirst du
Mein Herz, in eniem Nu!

Was du geschlagen,

Zu Gott wird es dich tragen!?’



blind faith in a divine intervention, the surrender to the high-
er power, is here superimposed with faith that through noble
endeavors, through spiritual struggle (“passionate striving of
love”), the individual will deserve (“win for himself wings”)
the eternal life after death. We see therefore in the Second
Symphony, the next step in developing the main ideas of the
First Symphony, i.e., a conceptual addition to the Schopenhau-
erian idea of reaching transcendence through pure renuncia-
tion of the will. As in the First Symphony, where the D major
was finally “given” only after the struggle for it ended and the
F minor seemingly took over in the Recapitulation, but which
was nevertheless earned through the gradual preparation for
the D major outcome. In the Second Symphony, therefore,
Mabhler puts forward the idea of reaching transcendence
through a seemingly paradoxical combination of, on the one
hand, a Schopenhauerian renunciation of the earthly Will to
live, of the world of phenomena and accepting death, and on
the other, a Hegelian faith in the progressive development of
the spirit through a process of individuation. This trend will
be carried even further in the Third Symphony, where the
Hegelian ideas will carry an even greater weight.

In the Second Symphony, the music that is associated
with the Glaube theme and the various repeated attempts
at breaking through towards transcendence, point toward
such an interpretation. After a number of false, and failed
breakthroughs that have used the intensification of various
other thematic elements in the piece, such as the Sterben
Leben, Resurrection and Glory themes, the Glaube music
plays the crucial role in finally delivering the key of E,major.
The critical point in the Fifth movement is, therefore, after
m. 325, when the Glaube theme emerges from the previous
failed Breakthrough (see Example 6) and establishes for the
first time in the symphony the tonal area of E,. The previous
Breakthrough, although ultimately unsuccessful, is neverthe-
less, with its B,minor chord embedded within an F-E frame,
the first step towards the opening up of the E|, area. The ensu-
ing treatment of the Glaube theme is indicative of Mahler’s
attitude towards this musical material and points towards a
possible hermeneutic interpretation.

After m. 343 of the Finale, the musical integrity of the
Glaube theme undergoes a series of threatening gestures, the
first of them being an independent layer of trivial trumpet
fanfares, coming from behind the stage and outlining a D},
major which is juxtaposed to the Glaube music in the celli
and bassoon. Glaube is then taken over by the first violins,
which gradually subvert its material into a sentimental, exag-
gerated melody in triple meter, while at the same time the
autonomous second layer in the trumpets continues to gain
strength. Both of these gestures—the trumpet fanfares and the
sentimental dance-like transformation of the Glaube music-
come from outside of the world of the symphony, in the case
of the trumpet fanfares literally, from a world of phenomena,
and therefore threaten the intimate world of belief, Glaube,
for the first time presented in the area of E, as the true, inner
goal of striving in this piece.

After a short appearance, in mm. 354-359, of its initial
motive in the horns, Glaube is taken over, in D, major, at m.
380 by the trombones and tubas. This increasingly forceful
gesture leads towards the intensification and transformation
of this motive, introducing the G,-C, tritone which desta-
bilizes the harmonic picture further and pulls towards Gj,
major as the music pushes to the next important Durchbruch
event in mm. 402-417. As was mentioned above, this Break-
through, however, occurs transposed a half-step higher in
relation to the previous one (in mm. 309-320), thus opening

up the area of Gj,. In retrospect, we sense
that the E, minor of the Glaube is lost, since
the D}, major of the gradually approaching
and intensifying fanfares has taken over
and assimilated the Glaube music by inject-
ing it with the element of forcefulness from
the brass instruments, but the Glaube music
provided the important E|, bridge between
these two important events and served as
the transition into the third division of
the movement where the solution of the
symphony’s questions will be given. After
m. 418, what survives the Breakthrough, is
the Ascension theme over a D}, pedal and
a gradual introduction of the Resurrection
theme in Gj,. Although transformed and
undermined, the Glaube music was still
never destroyed through this process and
will therefore return later again as the cru-
cial step towards the final goal.

A possible hermeneutical interpretation
of this previous section might be, therefore,
that faith cannot be transformed, or tainted
by worldly phenomena, nor can it be used
forcefully in order to gain access into tran-
scendence. However, the difference between
the two Breakthroughs framing the Glaube
music is that the first one occurs as aresult of
repeated, but misguided attempts-through
the stretch of trivial, grotesque transforma-
tions amounting to the destruction of all of
the most important themes of the move-
ment, except Glaube—of penetrating, often
through mere force, into the higher realms.
The second Durchbruch, however, occurs
after the unsuccessful attacks on the Glaube
theme, which does not succumb to trivia in
spite of its transformations. Although the
striving proves unsuccessful, the C; of the
Breakthrough, has not destroyed the efforts
of the Glaube music, and by enharmonical-
ly transforming the C; and sustaining the
D, pedal beyond the B, minor triad of the
rupture, this Breakthrough did not act as a
destructive force, but as a first step towards
reaching the keys of G}, and B} and finally
E}, as the tonal goal of the symphony.

The pivotal positions of the Breakthrough
moments in this symphony, especially in
the Finale where they outline the tripartite
division of the movement, certainly are not
accidental and Mahler’s own comments
testify to that. In another explanation to
his friend Max Marschalk, Mahler vividly
described the untenable state of life in the
world of phenomena, which one occasion-
ally breaches out of with a “cry of disgust.”
Mabhler states: ...You must surely have had
the experience of burying someone dear to
you and then, perhaps, on the way back some
long-forgotten hour of shared happiness sud-
denly rose before your inner eye ... — There
you have the second movement! — When you
then awaken from that melancholy dream
and are forced to return to this tangled life of
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ours, it may easily happen that this surge of
life ceaselessly in motion, never resting, nev-
er comprehensible, suddenly seems eerie, like
the billowing of dancing figures in a brightly
lit ball-room that you gaze into from outside
in the dark - and from a distance so great
that you can no longer hear the music! Life
then becomes meaningless, an eerie phantom
state out of which you may start up with a
cry of disgust. - [...] What it comes to then,
is that my Second Symphony grows directly
out of the First/??

Mabhler’s cry of disgust, his Durchbruch,
which awakens him from the triviality and
tragic meaningless of life is therefore that
crucial moment when one breaks out from
the world of phenomena and into the world
of Ideas. However, while in the First Sym-
phony, it seemed as though reaching the
goal of transcendence was somehow bound
to “something coming from the outside,”
here that moment of rupture, while being
a “cry of disgust” at the same time, is more
clearly shown as part of the inner world,
which we are trying to break into in order
to gain transcendence and redemption. The
lack of the key of Ej, throughout the entire
symphony, introducing it at the end of the
parenthetical second theme of the first
movement as the elusive and transcendent
goal of the piece, and its careful preparation
and gradual formation testify to that inter-
pretation. Furthermore, while the ideas of
transition and of Breakthrough were in the
First Symphony clearly posited as dialecti-
cal forces, albeit intricately dependant on
each other for creating a new dynamic of
musical structure and meaning, the Second
Symphony exhibits an integration of these
two principles. The idea of transition, and
more specifically its quality of transfor-
mation, affects now the actual moments
of Breakthrough which serve not only as
premature glimpses of redemption, but as
a gradual and probing process of discover-
ing the right way into the highest spiritual
realm. By attributing a central role to the
Glaube music, as the gateway into the “cor-
rect” Breakthrough towards redemption,
Mahler seems to show that it is faith—faith
in the Hegelian idea of historical progress
of the spirit, in which human consciousness
is only a stage in its development-which
will afford the answers asked in the First
and Second Symphonies.

The Third Symphony:
Overcoming the
Breakthrough Through
Transition

The Third Symphony was, for Mahler,
already a step in a new direction. In 1896,
while in the early stages of his work on the

Third symphony, he explained to Natalie Bauer-Lechner that
he was concerned with other, even more universal questions
here, making the Second seem to him “like a child in com-
parison.”?® He elaborated: It is in every sense larger than life,
and everything human shrinks into a pygmy world beside it.
Real horror seizes me when I see where it is leading, the path
the music must follow, and that it fell upon me to be the bear-
er of this gigantic work][...] Whereas I could clarify and to a
certain extent ‘describe’ in words what happens in the other
movements, that is no longer possible here; you would yourself
have to plunge with me into the very depth of Nature, whose
roots are grasped by music at a depth that neither art nor sci-
ence can otherwise reach. And I believe that no artist suffers so
much from Nature’s mystic power as does the musician when
he is seized by her.*

It is clear from these comments that the world of the indi-
vidual human being-the hero, his fate and faith, the issues that
drive the previous symphonies-here becomes only part of the
overall picture. The strong Nietzschean overtones in Mahler’s
ideas here have naturally been frequently emphasized in the
literature on this Symphony.?> But beyond Nature as a uni-
versal puzzle, Mahler is here also attempting to comprehen-
sively understand the spiritual aspect of Nature, Universe and
human beings, and their relationships in that puzzle. Mahler
states out right that the “greatest human questions” which he
posed in the First and tried to answer in the Second Sympho-
ny, no longer concern him here. He continues: For what can
they signify in the totality of things, in which everything lives;
will and must live? Can a spirit that has dwelt upon the eter-
nal creation-thoughts of the deity in such a symphony as this,
die? No, one grows confident that everything is eternally and
unalterably born for the good [ewig und univerginglich wohl-
geboren]. Even human sorrow and distress has no place here
any more. The most sublime cheerfulness prevails, an eternally
radiant day-for gods, to be sure, and not men, for whom it is
the great and terrible Unknown, something eternally ungrasp-
able. Such regions does this work inhabit.?

From this statement, we can see that the Third Symphony
represents a turning point in Mahler’s philosophy of life and
art. He often emphasized that the entire Third Symphony
mirrors the eternal development and the evolution of the
World, and therefore the large-scale movement-to-move-
ment progressions, and consequently the treatment of musi-
cal structure within the individual movements, exhibit an
increasingly progressive, evolutionary treatment of form. The
Third Symphony, more that any of Mahler’s works, reflects
a particular nineteenth-century perspective on the spiritual
aspects of art, embodied in the philosophical and theologi-
cal writings of Friedrich Schleiermacher, and labeled by some
as “poetic pantheism.”?” Mahler was exposed to this kind of
philosophical thinking already as a student in Vienna in the
1880’s, where he was part of a group of young intellectuals
including Victor Adler, Siegrfried Lipiner and Engelbert Per-
nerstorfer, who, under the umbrella of the Pernerstorfer circle,
read and discussed the philosophies of Nietzsche, Schopen-
hauer, Hegel and Schleiermacher.?® Although the Third Sym-
phony is in musicological literature most commonly tied to
Nietzsche, primarily due to Mahler’s programmatic referenc-
es to Nietzsche’s Die frohliche Wissenschaft in the early label-
ing of particular movements and his borrowing of the poem
“Mitternachtslied” from Also Sprach Zarathustra, Mahler
never openly espoused this philosopher’s ideas, and in fact,
often expressed a negative opinion of his ideas.? Further-
more, an argument can be made that those aspects that clear-
ly invoke Nietzsche in the Third Symphony are, in fact, not



so typically Nietzschean after all, since those very elements
that Mahler borrowed from Nietzsche are, in fact, reflections
of Nietzsche’s indebtedness to his predecessor, Schopenhauer.
The spiritualizing of artistic experience by which Mahler
envisions the process of creation of the Third Symphony as a
consequence of a mystical revelation-the idea of art reflecting
the genesis of a world that appeared in a dream-is closer to
Scheiermacher’s vision of Religion of Art, as well as Wagner’s
and Schopenhauer’s ideas on the mystical nature of artistic
creation. According to Schleiermacher, the Universe acts as
a “glorious, eternally active whole,” and is itself an object of
aesthetic appreciation, a work of art. He maintains: The Uni-
verse is uninterruptedly active and reveals itself to us at every
moment. Every form which it produces, every being to which it
gives a separate life in accordance with the fullness of life, every
occurrence which it pours out of its rich, ever-fruitful womb,
is an action of the universe on us; and in this way, to accept
everything individual as a part of the whole, everything limited
as a presentation of the infinite, is religion.

Further, Hegel held that art, representing an ending in
itself, is a completion of a process of becoming, since the art
work gathers together a process of origination, giving form
to initially amorphous power, actualizing a latent potency.’!
In remarkably similar terms, Mahler described his Third
Symphony to Anna Mildenburg: And so my work is a musi-
cal poem that goes through all the stages of evolution, step by
step. It begins with inanimate Nature and progresses to God’s
lovel*?

Just two week later, he continues his explanation of the
symphony: Just try to imagine such a major work, literally
reflecting the whole world - one is oneself only, as it were, an
instrument played by the whole universe [...] At such times I
am no longer my own master [...] In it [my symphony] Nature
herself acquires a voice and tells secrets so profound that they
are perhaps glimpsed only in dreams! [...] it seems as though it
were not I who composed them.>?

The mystical nature of artistic creation that Mahler here
describes comes directly from the romantic notion of Art as
Religion, according to which art is seen as a mirror of the
universe itself. The realm of the infinite that both art and
religion inhabit, are, therefore, not subject to rational faculty,
and may be comprehended only through complete abandon
to the mystical powers coming from aesthetic experience.
And following Hegel, Mahler held that the quality of transi-
tion, unfettered evolution and progress is of the essence. He
commented in the following way to the Czech musicologist
Richard Batka on the essentially evolutionary quality of his
Third Symphony: For me Nature includes all that is terrify-
ing, great and also lovely (it is precisely this that I wanted to
express in the whole work, in a kind of evolutionary develop-
ment) [...] but now, it is the world, Nature as a whole, which
is as it were awakened out of unfathomable silence, to ring
and resound.>*

It is interesting to note that most of Mahler’s comments
regarding the conception of the Third Symphony focus on
the idea of seeing art in terms of an evolutionary process,
of understanding music as process, instead as fixed form. In
comparison to the letters and comments surrounding the pre-
vious two symphonies, where Mahler often described in vivid
terms the moments of breakthrough, in the case of his reflec-
tions on the Third Symphony, there is almost no discussion of
such situations. It is not surprising then to note that the Third
Symphony treats the Breakthrough-like events, which occur
in movements one and three, as moments that, while charged
with meaning, still interfere with the tight teleological direc-

tion of the work as a whole. In compari-
son to the previous two symphonies, the
moments of rupture are here rare and even
further crystallized into distinct categories,
and do not play such a crucial role in the
form-generating philosophical background,
as in the previously mentioned sympho-
nies. Similarly to the First Symphony, the
Breakthrough is treated cyclically in each
of the movements where it appears, failing
the first time, and apparently succeeding
the second time. However, both of the suc-
cesses are merely apparent because the goal
of the Breakthrough, in both movements is
“wrong” i.e., it is tied to the key of F major,
which has been since the very beginning
of the Symphony the opposing key to the
D major as the goal of the work. F major,
and the D minor that acts as its replacement
in undermining the D major, threatens the
targeted tonal area in the most blatant way.
Its tonic (F) disables the tonal area of D
from ever turning toward major. Therefore,
already from the beginning, the D major/
minor dichotomy sets up the main opposi-
tion of the symphony, which is D major/F
major. When in the first movement, right
before the development section (mm.
360-368), Mahler sets up what amounts to
a “failed” Breakthrough, he does so as an
interruption into the D major accelerating
march. At the point of Breakthrough, the
march has reached its culmination and the
expectations for a victorious D major are set
up. (See Example 9.) However, the descend-
ing patterns and a downward third motion
are eerily reminiscent of the reiterated horn
motive from the very beginning (mm. 7-11)
of the movement and the urgent rush of low
strings (mm. 38-49) interpolated within
the slow march theme. Furthermore, in the
course of the several measures of this Break-
through-like event, there is a shift away
from the D major area that preceded it and
toward F major (B), sonority over a D pedal)
only to collapse into D minor again in m.
369 at the beginning of the development
section. The F major that is here delivered
through the Breakthrough is, therefore, at
the same time an illusion-for it does not
survive this event-but also a gateway back
into the area of D minor from which the
movement is attempting to escape.

Mirroring this event, is the section at
mm. 857ff., at the end of the recapitulation
and leading into the Coda. (See Example
10.) This is the moment where the appar-
ently successful Breakthrough is supposed
to happen. And if Mahler were to continue
the same approach to the Breakthrough as
in his First Symphony, this section would
probably have reached D major success-
fully.

However, D major is not here set up at
all as the goal; instead, it is F major that is
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Example 9. - Mahler, Symphony No. 3, I, mm. 360-369.
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now reached for, and indeed attained with
the entire previous event shifted up a third,
with the F in the pedal and a D}, chord above
it at the moment of Breakthrough in m.
857ff. The Dj, as a flat 6! degree of F major
resolves elliptically, through an upward
motion to an interpolated II chord, into the
dominant of F major in m. 867 which hast-
ily brings the movement to a close on the
tonic of F major. Therefore, although this
movement is, as Mahler said, self-sufficient,

the F major at its end demands a continuation of this tonal
narrative towards a resolution in D major. In this symphony,
however, it is not the Breakthrough that will deliver this goal,
but the pure power of transformation and transition, since
the next time the Breakthrough moment occurs it is again to
reiterate the F major and to take the trajectory even further
away from D major.

The biggest Breakthrough-like moment in the symphony
occurs in the third movement near the end, at m. 541 after
the announcement of the Posthorn episode. (See Examples
11 and 12). However, this event cannot be properly interpret-



Example 9. - (continued)
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ed, and its unusual tonal configuration makes little sense,
without referring back to the first time the Posthorn episode
appears, at mm. 256ff in the same movement. (See Example
13) The idiomatic way in which musical form influences the
sensation of temporality in this work warrants such a refer-
ential treatment of these two events.

In his study of Mahler’s treatment of time in his sympho-
nies, David Green, perceptively notices that the principle of
coherence is peculiar to this movement, and conventional ana-
Iytic concepts are inadequate to it since during its course a
sense of expectation is an essential quality of the present expe-
rience: what is anticipated is synthesized with what is cur-
rently perceived in the sense that the present is understood to
be generating the coming event even if the contours of what is
expected are vague and even if it turns out that what is expected
does not take place.35 Unlike Greene’s interpretation, which is
centered around the notion of semantic relations across the
temporal divide, Thomas Peattie in a recent article sees the
two Posthorn episodes as exemplars of Mahler’s intentional
creation of a “broken pastoral,” i.e., a distorted image of the
idealized pastoral as interpolated into the “worldly bustle” of
the Scherzo.3¢ This interpretation, in which disconnections
and interruptions are emphasized, notices the relationship

between the two episodes but does not inter-
pret them as part of one same, temporally
divided gesture. The event of the second
Breakthrough, which follows the second
posthorn episode, is, however, clearly gen-
erated from the event of the first Posthorn
episode and the semantic and tonal content
of both events must, therefore be explained
only in retrospect.

Furthermore, if there is any element of
urban, worldly bustle in this movement-
as Peattie claims the entire movement,
save the posthorn episodes, to be about-it
would certainly be located primarily in
the posthorn episodes, which intrude, in
Greene’s interpretation, for example, as
steps towards human consciousness, into
the world of nature and animals. Greene’s
reading follows more closely, in fact, the
overall progression of the movements with-
in the Symphony, as well as the trajectory
of this particular movement. The ruptures
caused by the posthorn episodes, therefore,




Example 10. - Mahler, Symphony No. 3, I, mm. 855-862.
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Example 10. - (continued)
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Example 10. - (continued)
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Example 11. - Mahler, Symphony No. 3, I1I, mm. 540-557 (Breakthrough).

B =

it

I

= =
B3I Wieder otwas
£l

W
B
Ui

s

" :v'. .
"
&

3 S

|
[
Wik Tohd

m Al =]l

af
I ém_

1]

TS
1|/
R |

S

=

T

act as the “negative” element intervening truly from the out-
side into the organic world around them. The highly conven-
tionalized treatment of the posthorn sections, where music
through its simple two-dimensional textures and straight-
forward arpeggiating motions, has an almost emblematic,
mimetic quality, juxtaposed to the previously developmen-
tal treatment of the motives within a multylayered texture
of the Scherzo proper confirms that. Furthermore, Peattie’s
interpretation fails to consider the ramifications of the key of
F major of these episodes, as interpolated into the C minor/
major surrounding. The F major, which was shown in the first
movement to be a tonal counter-force to the D major, is here
clearly related to the “outside” world, i.e., the world of human
Will that attempts to impose itself upon the world of natural
development. The Posthorn episodes are, however, masked
into a dream-like stillness of the static accompaniment, and
appear as segments of a different reality in relation to their
surrounding. The first Posthorn episode is, at m. 310 inter-
rupted briefly by the return of the vibrating animal motives,
which are here transposed into F major, but the entire episode
is clearly demarcated from the surrounding world though the
frame of the trumpet fanfare outlining F major which first
announces it, in m. 248 and then closes it at mm. 345-6. (See
Example 12) The music that follows takes a step away from F

major through F minor and slides back into
C. The next time the posthorn is heard, in
mm. 485ff,, it comes after a section of inten-
sification and harmonic disintegration of C
major. (See Example 13)

The section preceding it establishes a
dominant preparation of F, through the
descending motion E},-D},-C in the strings,
and the sonority of a passing chord D}-F-B,
framed by the dominant (C) in the trum-
pets, posthorn and part of the violins. That
way, the F in the Posthorn episode comes
as the apparent solution, albeit prepared, to
a volatile harmonic situation. Furthermore,
the episode is now interrupted after a short
while by the “animal” motives, frantically
reiterating a figure sounding the flat 2nd
degree (G},) which, passing through a harp
glissando, reveals itself as the third of the
E, minor sonority of the Breakthrough at
m. 541. The music then simply descends,
at m. 553 into the D} area (without a third)
and then another step downward back into
C. Therefore, from a larger perspective the
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Example 12. — Mahler, Symphony No. 3, I1I, mm. 244-264 (1% Posthorn episode).
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music makes a two-fold gesture of E,-D},-C descent in the
course of measures 474-557, the first one initiated by the
trumpet fanfares in m. 468 in preparation for the posthorn
solo, and the second one initiated by the Breakthrough. The
Breakthrough and the Posthorn episodes here, therefore have
a parallel function within this movement: just as the posthorn
solos, signifying episodes of removed human consciousness,
intrude into the natural world of animals, so does the Break-
through, with its unmotivated E,minor sonority, intrude into
that artificial human world. Therefore, a double proportion
is established between the C and F major, and F major and
E}, minor, as progressive steps in the “wrong” direction, i.e.,
away from the D major, which is the goal of the symphony.
The C of the movement, therefore, acts as a long dominant

preparation for the focal breaking points,
the F major episodes, as the supposed goals
of the music. However, when the Break-
through finally comes, it clearly shows
that F major is not supposed to be the tar-
get key by imposing upon it the E, minor,
from which there is no return back to F, but
the music slides instead back into C. The F
major is therefore shown to be a mistake, a
goal imposed by the human Will upon the
inevitable development of the spirit. The
Breakthrough, in this symphony, therefore,
cannot lead to transcendence, but does clar-
ify that it is only through gradual motivic,

79
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thematic and harmonic transformations
across movements that the spirit will reach
its highest point of maturation in the sphere
of the Absolute.

The idea of transition therefore, assumes
the formative role on a large-scale level,
affecting the overall shape and progression
of the movements, and necessitating an
interpretation of each movement from the
perspective of the whole. David Greene, as
one of the scholars who took note of that
fact, declares that understanding the sense
in which the six movements constitute a uni-
ty coincides with understanding the trans-
formation of temporality and consciousness
affected by the Finale.’

However, as was shown, the transforma-
tive, evolutionary quality in this work does
not affect details of form within movements
to such an extent, as was the case in the First
Symphony. In fact, looking at individual
movements, such as the first movement of
the Third Symphony, where the issue of how
to interpret the highly problematic, but quite
clearly delineated quasi-sonata-form pres-
ents a serious challenge for musicologists,
the principle of transition might appears
as irrelevant, since Mahler’s collage-like
construction of form produces a musical
flow which is repeatedly interrupted and
resumed.*® However, even scholars such as
Raymond Knapp, whose main approach is
one that avoids containing the idiosyncratic
“expressive import” of Mahler’s works into
pre-formulated musical structures, discuss
these evolutionary stages in the Third Sym-
phony first movement in terms of tradition-
al, sonata form constituents. The issue of
whether to interpret the form of this move-
ment within the framework of the sonata,
and to what extent would this kind of inter-
pretation misrepresent the main substance
of this work, i.e., the idea of transition, is a
problem that has only been further com-
plicated by Mahler’s own comments on the
matter. Mahler sometimes questioned the
validity of applying traditional genre labels
such as symphony or sonata to this work,
as when he said to Natalie Bauer-Lechner
in 1895 that, calling it a Symphony is really
inaccurate, for it doesn’t keep to the tradi-
tional form in any way [...] The eternally
new and changing content determines its
own form.>® On the other hand, we know
that he later expressed a completely oppo-
site view of the forms of this work, compar-
ing them to classical forms. He said to Nat-
alie, in the summer of 1896, the following:
Now I see that without my having planned it,
this movement-just like the whole work-has
the same scaffolding, the same basic ground-
plan that you’ll find in the works of Mozart
and, on a grander scale of Beethoven.[...] Its
laws must indeed be profound and eternal
for Beethoven obeyed them, and they’re con-

firmed once more in my own work [...] and with these forms
the traditional plan, the familiar phrase structure. The only
difference is that, in my work, the sequence of the movements is
not the same, and the variety and complexity within the move-
ments is greater.*?

Thus, musicologists today analyze the first movement
within the framework of sonata form, although noticing the
highly unusual length and organization within the large sec-
tions of the structure and disagreeing in terms of the exact
inner contours of the sonata-form sections. Constantine Flo-
ros, for example, analyses the first movement as an “irregular
sonata form.™! Peter Franklin labels it a dramatized and pro-
grammaticized kind of sonata structure with a repeated devel-
opmental exposition, which is similar to the interpretation of
the Russian musicologist Inna Barsova, who calls it a varied
sonata with a double exposition.*?

Regardless of the seemingly contradictory relationship
between a clearly delineated sonata framework and the prin-
ciple of constant development and evolution, Mahler clearly
expressed in his comments that the idea of evolution and
transition was very important for him when conceptualizing
this symphony, and that the individual movements’ forms
are less relevant that the overall movement-to-movement
progression. He commented to Natalie Bauer-Lechner how
the form of the piece took its own shape during the course
of the composition and proved to take a different direction
that the one he anticipated and that he already accomplished
in the previous symphonies. He stated: Nothing came of the
profound interrelationships between the various movements
which I had originally dreamed of. Each movement stands
alone, as a self-contained and independent whole: no repeti-
tions or reminiscences!*3

And indeed, although the movements clearly stand apart
and are furthermore within themselves sometimes almost
architectonically structured, the “evolutionary” character has
not escaped the attention of scholars who have emphasized
Mahler’s transformative treatment of musical motives, themes
and keys throughout the symphony.** Raymond Knapp, for
example, sees the developmental character of the Third Sym-
phony as embedded in, what he calls, the “quest” narrative,
modeled upon Beethoven’s Ninth symphony. He notes that
Mahler has constructed his quest narrative so as to highlight
a series of well-defines stages of arrival [...] Mahler grounds
these stages within symphonic processes of motivic evolution so
as to reinforce the sense of an evolving teleology.*>

Therefore, even within a movement, which may on the
whole clearly highlight inner structural division, Mahler
superimposes upon this background a highly evolution-
ary approach to treatment of themes, motives and keys.
There is never a literal repeat of what was already heard,
but instead musical materials are constantly re-cycled, and
gradually developed transformed. The tonal development of
the entire symphony tells a similar story of transformation
through transition: the main tonal conflict in the sympho-
ny, i.e., between the tonal areas of D and F, goes through a
two-fold development, which in its first stage leads from D
and towards F major, and its second phase, away from F and
back to D. This main tonal conflict in the symphony arises
initially from the gradual shift of weight from the D minor/
major of the beginning toward the F major, which, as I have
already suggested above, imposes itself in the Breakthrough
episodes and acts in movements I-III as the supposed goal of
the symphony. The clue to the prevalence of F in this phase is
given also through the struggle of pitches F and F; within the
D major/minor ambivalence (such as in the first and fourth



Example 14. - Mahler, Symphony No. 3, VI, mm. 218-224.
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movements), where F, consistently pulls
the weight of the symphony towards D
minor, and consequently F major is set up
as the targeted tonic for the symphony. The
gradual undermining of D in the first part
of the symphony is furthered also by the
ambivalent treatment of its dominant (A)
throughout the symphony. Although the
second movement is in A major, the next
movement turns away from it and centers
around the C as a strong dominant prepa-
ration for the important episodes in F.

However, an important clue about the
direction in which the symphony’s tonal nar-
rative is headed, and the status of D major
in it, is given at the very end of the Fourth
movement, which, although still hesitating
between the F, and F; or A and B, (i.e, D
minor or major), ends on the dominant (A)
anticipating that the D will indeed finally
become the tonic. The fact that F as a key has
been marginalized here is an important step
towards the tonal goal of the work, since the
previous, third movement, although ending
in C, showed through the hasty return to C
that the movement was striving toward F.
This unobtrusive, yet dramatic shift in the
fourth movement, therefore initiates a new
direction of the symphony. Furthermore,
it is not accidental that this happens in the
movement that Mahler set to Nietzsche’s
text “O Mensch, gib acht!” which epitomiz-
es the idea of eternal recurrence, of constant
transformation through gradual transition
of states, moods, orchestral colors and tonal
direction. Through the espousal of the meta-
physical night as the source for ultimate Joy
as the text suggests, the music reveals the
oscillating A-B motive as the necessary
unknowable key to the future. At the same
time, the recurring D major, encapsulated
in that oscillation and revealed in mm. 119-
129, appears as the eternally recurring joy
in the music, as something that will finally
prevail, even if it is just a possibility at this
point. When, after this, the Fifth movement
opens without a break in F major, it is the
last attempt to establish itself as tonic. But
this passage, in fact, represents yet another
stage in the weakening of F and the shifting
of weight towards D, since its middle sec-
tion is in D minor, which takes away some
of the tonic quality of F major. The F major
outer sections of the Fifth movement, there-
fore, function as brief interpolations into a
tonal environment-spanning movements
IV-VI-marked predominantly by the tonal
center in D.

The final movement, in which there are
no other tonal areas competing with D
major, establishes unequivocally that it was
D major that was the real goal of the sym-
phony all along. The form of the movement
itself also shows a step toward a more uni-
fied structure, since the B sections are never

really independently stabilized in neither a tonal nor a the-
matic sense. Each time that the thematic material is restated
in a varied form, transformed and progressively more devel-
oped and complex there is a sense of a deeper understand-
ing of the significance of the restated D major. The prepara-
tion for the last attempt at a Breakthrough-like event in this
movement starts after m. 157, where the music turns towards
E, minor. The tension apparently climaxes at m. 174 with a
loud breakout of a E, major % chord, which, after a dissonant
passage through a c; diminished 7t" chord over a pedal on
A, slides, however, back into D major. The D major is shortly
here again destabilized and the E, major chord returns in an
even more powerful guise at m. 220. (See Example 14.) At
that point, a Breakthrough-like gesture in the brass initiates
a string of dissonant sonorities including again the c; dimin-
ished chord and an A}, chord over D pedal after which the
music slowly disperses against a fluid harmonic background,
until m. 243 when only an ‘a-¢’ tremolo in the strings sur-
vives. As though rising from ashes, a solo flute at m. 245
attempts to carry out a last reminiscence to F major, but is
shortly interrupted. The F major is simply abandoned at the
signal of a c¢; diminished chord over the dominant pedal on
A, which gently but decisively re-affirms the D major.

This passage again has a powerful retrospective signifi-
cance. The E, major which attempts to break through the sta-
ble D major of this movement, and which initiates the flute
solo in F, reminds us one last time of the futility of that effort,
since it parallels, in fact, the E, major of the third movement
Breakthrough that interfered in that movement on the F
major of the Posthorn episode. (Compare with Example 13.)
The Ej, is in both cases clearly an illusion which will not, after
all bring transcendence, as in the case of the previous two
symphonies, but will be seen within the context of a large-
scale progression towards the actualization of the spirit in the
sphere of the Ideal.

It is evident from the previous discussion that as the sym-
phony progresses, Mahler’s treatment of all the elements
of the music-motivic and thematic content, rhythmic con-
figuration and harmonic progression, as well as the form in
individual movements—becomes progressively transition-
oriented, the fluid Finale being an example of what Wagner
called the Art of Transition. The overall trajectory of the sym-
phony clearly shows that transcendence will not be achieved
through a Breakthrough-like gesture, whether it is earned
and willed by a hero, or granted by a higher force; instead,
it is only through transformation brought about in gradual
transition through various stages of the development, that
the D major is here achieved. As Mahler himself explained:
It is eerie the way life gradually breaks through, out of soulless,
petrified matter. [...] And, as this life rises from stage to stage,
it takes on ever more highly developed forms: flowers, beasts,
man, up to the sphere of the spirits, the angels.*®

In this way, Mahler seems to have moved away, in this
symphony, from the heroes of his youth, Wagner and Scho-
penhauer, and toward an adoption of the Hegelian idea of
gradual maturation of spirit through its progression from
inorganic matter to the realm of the Absolute. The entire
symphony thus reflects the aspiration towards the Hegelian
idea of Wholeness, where the spirit moves through the dif-
ferent stages in an ineffable, non-divisible progression and
transition. The last movement, thus embodies transition
as its essential quality, and his interpretation of the idea of
“love” which Mahler himself designated as the message of
this Finale, follows consistently a romantic Idealist, primar-
ily Hegelian teleology. As Mahler as pointed out to Anna von



Mildenburg: The Love in my symphony is one different from
what you suppose. The moto of this movement is:

Vater, sieh an die Wunden mein!

Kein Wesen lass verloren sein!

Now do you understand what it is about? It is an attempt to
show the summit, the highest level from which the world can
be surveyed. I could equally well call the movement something
like: ‘What God tells me!” And this is the sense that God can,
after all, only be comprehended as ‘love.” And so my work is
a musical poem that goes through all the stages of evolution,
step by step.*’

By equalizing the terms love, God and a state of under-
standing (Verstindnis), knowledge of the world and of the
self alike, Mahler shows a reading of the notion of love as an
apprehension of the self in God, as the highest actualization
of the spirit in self-understanding, which comes through at
the highest point of the piece, in the music of the Finale. In
his Aesthetics Hegel describes such a process in the following
way: For the primary realization of the inner life is itself still
inwardness, so that this emergence from self means only libera-
tion from that immediate, dumb, void of ideas, concentration
of the heart which now opens out to self-expression and there-
fore grasps and expresses in the form of self-conscious insights
and ideas what formerly was only felt.*3

The inwardness and liberation that occurs in the Finale
of the Third Symphony, and which was announced already
in the Second Symphony, is one that now expresses clearly,
through a manipulation of the musical procedures of Break-
through and transition, that the attainment of the Absolute
Spirit, of the highest form of self-actualization, will not be
won by force and will not be imposed upon the course of the
world’s and man’s destiny. Instead, it is only through a step-
by-step evolution, gradual and dynamic transformation of
the spirit that the notion of Art-Religion will be understood
and the “highest level from which the world can be surveyed”
will be reached, where the combined notions of Art and Love
and God shape the intuitive insight into ideas and conscious-
ness, into musical gestures and processes.
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Ha cTp. 52-68) ecreTnuke 1 Hpumo3odcke OCHO-
Be HEKUX Of HajIpOOTeMaTUUHMjUX MYSUIKUX
Ipolefypa Koje ce Mory younTu y ManepoBum
panum cumbonnjama. Vimajyhu y Buny dpopman-
HY ¥ TIOTUYKM CafIpXKaj TUX Jie/la, OTKPHU/IA caM
Jla Cy JiBe MY3UYKO-eCTeTHIKe ujeje — Ipo6oj u
YMETHOCT IIp€/Ia3a — HApOUMTO 3HAYajHe 32 HIX0-
By aHA/MM3y, Kao 1 3a HBIXOBY MHTEPIpETaL;jy.
CmarpaMm fia cy Ta fiBa KOHIlenTa y ManepoBoj
MY3ULIM Y UjaIeKTUIKOM OFHOCY: JOK MOMEH-
T Ipo6oja CTBapajy HeodeKMBaHe NMpPEKUe y
MY3UYKOM TOKy cuMboHUje, cTaB/bajyhu akieHat
Ha (My3uuKe) npolece npenasa Maep 3amar/by-
je rpaHuie usMeby TpagMIMOHAMNX MY3MYKMX
cTpykTypa. Kpos anamusy ogabpanux ommomaka
n3 ManepoBux cumdonuja 6p. 1, 2 u 3 nporyma-
4yIa caM Mpo6oj M YMETHOCT Ipena3a Kao ABe
MY3UYKO-€CTeTUYKE CIJIE KOje CTOje Yy IMjaeK T Y-
KOM OJIHOCY M KOje OOIMKYjy MAMOCHHKPETUYHI
CTPYKTYPaITHU ¥ TIOETHYKY cafipkaj ManmepoBux
paHux cuMdoHuja.

KipyuHe peun: npo60j, yMeTHOCT IIpefasa, Ipe-
kup, IIpsa, [ipyza, Tpeha n Yemspma cumgponu-
ja, Manep, Baruep, berosen.

*Ip Katapuua MapkoBuh, My3suKosor u nujanu-
CTa, CIelMjaan3oBana ce 3a My3uKy KacHOT U
II03HOT poMaHTN3Ma. JJokTopupana je (MeHTOp
Epuxk Yejd) na bpennnuc yausepsurery 2004.
roguHe ca puceprauujom Ceem Maneposux
panux cumgonuja: 00 udeje 0o opme. O6jasrpu-
Basa je pajioBe y yaconucuMma Bemosen dopym
xao u Hosu 36y u Ipe3eHTOBasa CBOje pafoBe
mupoke remaTuke (Mysuxa I'ycrasa Marnepa,
Manepose nnteprperanuje berosena, qukany-
HOCT y cuMmboHuju 19. Beka, Tyxbanuua y 6an-
KaHCKOj (QOTIKIOPHOj Tpaguuuju u ppaHIycka
paHa/MofiepHa ollepa) Ha HaLllMOHa/THUM U Meby-
HapOJHNUM CKynoBuma. IbeH Hay4YHU IpUCTYIT
je MHTepAUCLMUIIIIHAPHMY, a YK/by4yje ¥ yMeT-
HOCT ¥ KYNTYPY fin di siecle-a, Hemauxy upeann-
CTUYKY €CTeTUKY, KaO U My3UKY U HaI[MOHATHA
UEHTUTET 6anKaHCKe peruje. OHa je ZOOUTHUK
Harpaga PpaHIycKOr MMHUCTAPCTBA 33 KY/ITY-
py, Ponmanuje Maxc Kage n 3axep, kao u bpen-
TVIC YHUBEP3UTETA.
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Table 1. - Mahler, Symphony No. 2, V, Thematic Materials.
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Table 2. — Mahler, Symphony No. 2, 111, thematic and formal outline.

Section 1 (Scherzo - Song material) (mm. 1-189)

A(mm.1-75) A (76-102) A, (103-136) B, (137-148) A (149-168) A+B (169-189)
Verse: 1, 2,3, 4, -5 7 IR 8,9
¢ minor F major Eb major ¢ minor
Section 2 (Trio - New material) (190-347) Section 3 (Scherzo - Song) (348-440)
Interruption 1 Interruption 2 -
190-211 235-2 28-347) A (348- B A —44
€(190-211) (212-234) C(235-250) Prolonged (257-327) C(328-347) V(-31 83 379) 4(380408) 516(409 0
(breakthrough (breakthrough S L9, i >
gesture) gesture)
D major Tr. solo
C major Emajor |Cmajor ¢ minor F major
Breakth h BREAKTHROUGH
reakthroug B Section 4 (Trio) (481-544) Section 5 (Scherzo - Song) (545-581)
. (464-480)
preparation C (481-544) A A+B A +B B
(441-463)  e=> (545-553) (553-561) (561-570) (571-581)
s bb minor (motives from Finale: Vs: 8, 9
B C ped. Ascension theme)
C major ¢ minor
Section repeats exactly in V, beginning
and in mm. 309(f (transposed 1/2 step up)
Table 3. — Mahler, Symphony No. 2, V, formal and thematic layout.
Section Tonal area Thematic content
I C ped. ** Durchbruch (C ped + Bb minor) (**From Scherzo, mm. 465f/**)
(Exposition) Clc Rufer (+fragmented material and horn theme), third-related chords
(mm. 1-193)
f/F/f Dies Irae (transformed) + Resurrection theme (m. 70) + Glory (m. 78) +
Rufer (mm. 78+84)
bb/f Glaube (m. 97), chromatic rises, shifts upward, bridge to Dt; turning
point in the exposition
Db/f/Clc Dies Irae (m. 142, Trombones) + Resurrection (m. 151) + Glory (m. 162)
Failed “apotheosis” (mm. 167-173)
Rufer (m. 174); collapses and rises

59



Table 3. - (continued)

II

(Development)
(mm. 194-417)

bb

Bt

Db

eb minor

F ped. (f minor)

March music: trivial, grotesque (m. 194)
Dies Irae - grotesque (m. 210)

Dies Irae march (mm.220ff) ostinato in strings + Resurrection theme
(Tr., m. 229) + (Ab) + bells (mm. 248fF)

Dies Irae (mm. 263ft.) grotesque, chromatic ascents, tritone emphasis (m.
275) C# ped. leading into —>

Dies Irae (from 1%t mvt.) + Resurrection (m. 297) - grotesque, trivial

% Durchbruch (m. 310) (** From 1%t mvt, mm.291**)
(F ped+ bb minor + E) going into Eb minor and Bbb major

Glaube (m. 325), fails

Intensification. Layering (m. 343): 1) Glaube FL+ Ob. (dies out) Db

2) Trumpet fanfares, coming closer (4x)
Eb, Db

3) Glaube (becoming trivial) Vc.+Fg;
Waltz-like melody in Vn (trivial)

4) f chord ped. in strings

Trivial

Db Glaube (m. 380) Cb.+ Cfg: forceful
Gb Intensification of Glaube (m. 395) tritone (Gb-C Trombone), going
towards Gb major
I G, # ped 1) **Durchbruch (m. 402) (** From Scherzo, mm, 465, and Finale
beginning, 1/2 step T **)
(Recapitulation C sharp ped + B minor chord. Dies Irae (Trombone) last time
mm. 418-764)
Db ped. 2) Ascention theme (m. 418), gradual introduction of Resurrection theme
Gb/ Db ped. 3) Der Grosse Apell (m. 448) 4 trumpets + Rufer (Cor.) + Nightingale
(Pice, modal, V°: e natural, mystical) ends on C#/Db — G#/Ab)
CHOIR:
Gh 4) Resurrection: Aufersteh n (m. 472) (Db becomes the dominant) +
Glory (m. 493); mm. 493ft: Sterben Leben (Ascension theme), Rufer
(Cor. in major) goes into Resurrection theme.
bb minor 5) Glaube (m. 560) Mahler’s text, Alt solo
fped/ bb min. | 6) Resurrection (m. 618) Choir “Was entstanden ist, das muss vergehen”
Ab “Hor’auf zu beben!”

Eb dominant

Eb major

“Bereite dich zu leben”

“Mit fliigeln die ich mir errungen”

(picks up from end of mov. IV, m.55)
(m. 660) Intensification, circle of fifths

Durchbruch (m. 664): Eb: V7, VII7...

(m. 656)

(m. 668) “Licht” on high Eb (Eb: 116/5)

7) Sterben Leben (m. 696) Eb major: I, Ascension (m. 712)
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