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Abstract: In this paper we interpret the elements of the fantasy and ballad principle in
Satirova svirala [La fliite de Pan] (1945) for solo flute written by Petar Konjovi¢ (1883-
1970) from the point of view of the author’s poetics and musical and non-musical
analogies with Claude Debussy’s (1862-1918) composition Syrinx (1913). Aspects of
the fantasy principle are equally manifested when considering Satirova svirala as a
unique musical entity that musicalizes the myth of Pan’s flute, as well as in the context
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of its dramaturgical position, as being the central movement (Andante pits sostenuto e
molto rubato) in the five-movement Concert Suite for Wind Quintet. The variation
principle, ballad-like ’narrativity’ of the flute part, improvisational character, and
rubato spaces of the Svirala’s musical flow emanate the Other logic and “free play”
inseparable from fantasy, resonating, at the same time, with the mythical narrative.
Keywords: Satirova svirala [La fliite de Pan] by Petar Konjovi¢, myth of Pan’s flute,
fantasy principle, ballad principle, Syrinx by Claude Debussy, solo flute

Fantasy is the creative activity of the mind, the
power of imagination, the real mother of all art.2

The musical transposition of the myth of Pan’s flute can be found in opuses of
a different stylistic and genre nature. Although Pan was “a favourite subject
[...] of French impressionistic composers™ — which is the reason for high-
lighting the orchestral “tone poem™ Prélude a laprés-midi dun faune® (1894)°
by Claude Debussy (1862-1918), Syrinx for solo flute (1913)” written by the
same author, and Pantomime Les amours de Pan et Syrinx from Maurice Rav-
el's (1875-1937) ballet Daphnis et Chloé (1912) as paradigmatic examples of

2 Hugo Riemann, Dictionary of Music, (transl. by J. S. Shedlock), London, Augener and
Co., [1896], 230.

3 Liesl Stoltz, The French Flute Tradition, 2003, 93, https://flutecase.ru/wp-content/
uploads/2019/09/Liesl-Stoltz-The-French-Flute-Tradition.pdf, ac. 12. 5. 2020. at 10.33
AM.

4 Tujana Ionosrh Mmahenosnh, Knog Jeducu (1862-1918) u weioso goda: og "3maja u3
Anke’ go ‘3amybmwenoi payna’ (losogom gesegeceiti ioguna 0g KOMUO3UOPoOse CMPITiLL),
Beorpan, Mysnuka omnaguna Cpduje, 2008, 30.

5> The Roman god Faun is analogous to Pan, an ancient Greek mythological being, the
god of shepherds, fields, meadows, and forests, with goat’s legs, horns and a long beard,
a being often seen in the company of Dionysus. Cf. Goran Budzak (prired.), Antologija
grekih mitova, Beograd, Dom i $kola, 2006 (drugo izdanje), 77-78; Susan J. Maclagan, A
Dictionary for the Modern Flutist, Lanham, The Scarecrow Press, 2009, 125; T. ITorrosuh
Miabhenosuh, op. cit., 95.

¢ An interesting “paraphrase” of Debussy’s work was made by Rajko Maksimovi¢ (1935)
in his Prélude a lavant-midi d'un faune, written a century after the premiere of Debussy’s
Prélude. Cf. Pajxo Makcumosuh, Taxo je iio duno (3) - aymoduoipapcka ceharwa (1990-
2002): 'Togume xoje cy tiojene dydausade’, Beorpam, NM Libris, 2018 (mpyro uspasme),
114.

7 The composition of the same name by Vuk Kulenovi¢ (1946-2017) for flute solo, female
choir, chamber orchestra and electronics was printed in 1980.
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the mentioned transposition — Pan’s music is an equally important means of
profiling nature in Ludwig van Beethoven’s (1770-1827) Pastoral Symphony,
Op. 68 (1808), the morning in Grieg’s (1843-1907) Peer Gynt Suite No. 1, Op.
46 (1888), the marching summer in the first movement of the Third Sympho-
ny (1896) by Gustav Mahler (1860-1911), Pan’s statement in Joueurs de fliite,
Op. 27, for flute and piano (1924) by Albert Roussel (1869-1937) and Sat-
irova svirala [La flite de Pan] (1945)3 by Petar Konjovi¢ (1883-1970), plan-
dovanje [languor] in Svetomir Nastasijevi¢’s (1902-1979) Pastoral Concert for
flute solo and orchestra (1927), the “sun-drenched autumn™ in the symphon-
ic poem Pan (1957) by Kres$imir Baranovi¢ (1894-1975), or the scene of “Pan
chasing a nymph, while she turns into a reed”!? in Mimicry, Op. 17, for flute
choir (1981) by Ivana Stefanovi¢ (1948).!! It is possible to identify generic re-
lations in the domain of genre, style, and meaning among the mentioned (and
numerous other examples of) ’the Pan’/’the Faun’ works.

Vlastimir Peri¢i¢’s insight that Satirova svirala for solo flute by Konjovi¢
constitutes “fantastic melodic arabesques (such as those in Debussy’s compo-
sition Syrinx)”!? was one of the impetuses for finding and contextualizing el-
ements of the fantasy and ballad principle in the work written by the Serbian
composer,!? as well as for recognizing the musical and non-musical analogies
with Debussy’s composition. Using a poetic language style, Konjovi¢ pointed

8 We notice the discrepancy between the data regarding the year of creation of Konjovi¢’s
work - the score reveals 1945, while Vlastimir Peric¢i¢ states 1940. Cf. Ilerap Komwosuh,
Konuepitina ceuitia 3a gysauxu xeuniiedti [mapturypal, beorpan, Hayuno meno, 1966,
[1] and Vlastimir Peri¢i¢, Muzicki stvaraoci u Srbiji, Beograd, Prosveta, 1969, 191.

® V. Perici¢, op. cit., 37.

10" Stanislava Vuksanovi¢, Flauta u srpskoj umetnickoj muzici, Beograd, 1998, author man-
uscript, 14.

1 The literature and visual arts articulation of the myth of Pan’s flute is noticed, for
example, in Theocrituss (c. 300 BC - after 260 BC) Idylls, Virgil’s (70 BC - 19 BC)
Eclogues, Ovid’s (43 BC - 17/18 AD) Metamorphoses, as well as on canvases created by
Rubens (1577-1640), Poussin (1594-1665), Picasso (1881-1973) and other artists.

12 V. Pericié, op. cit., 191. If we have in mind that Debussy’s Prélude consists of “ara-
besques, which - as the composer believes — were dictated to him by the Flute of the
poet’s [Stéphane Mallarmé, 1842-1898; note by M. T.] Faun” (T. I[Tonosuh Mnabhenosnh,
op. cit., 30), relations can be established between Satirova svirala and Prélude.

13 We will be guided by the analytical method proposed by Tijana Popovi¢ Mladenovi¢,
that is, we will consider the material on which Konjovi¢’s fantasy is based, as well as the
modus in which the flow of his fantasy is built. Cf. Tijana Popovi¢ Mladenovi¢, Procesi
panstilistickog muzickog misljenja, Beograd, Fakultet muzicke umetnosti, 2009, 375.
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out his own experience of Debussy’s music, dedicating one chapter of the book
Li¢nosti [Personalities] (1919) to this composer who is “gifted with the specific
finesse of a sensitive and cultivated soul”'* and whose musical expression re-
sembles “the waking of the day through the first morning mists”!> Konovi¢’s
memory of, for him at the time, “still a confusing new impression”, which he
“brought from a concert of the Czech Philharmonic in Prague, during which
his [Debussy’s; note by M. T.] Prelude ’a l'apres-midi d'un faun[e]” was per-
formed?!¢ is of importance to us.

Apart from having the same programmatic content (the myth of Pan’s
flute), indicated by the titles of Debussy and Konjovi¢’s compositions for solo
flute, both of these were composed in specific socio-historical circumstances.
Namely, Syrinx, the capital flute literature work, was written a year before the
“Great War”, while Konjovi¢ wrote Satirova svirala in the atmosphere of the
Second World War. Both authors defined their musical/artistic/social posi-
tion concerning the conditions of their time by returning to the mythological
programme, because, as Misko Suvakovi¢ points out,

the perfect orderliness of the ’prehuman’ world of nature [....] [is] an order outside
of human, i.e., social antagonisms and contradictions. The ideal world - authentic
nature, the Arcadian landscape, the Garden of Eden - are the modalities of the
non-alienated world [....]. The mythical determination of ‘music’ as an expression
of pre-alienation and/or alienation feeling - often suggested by the sound of the
flute or pipe — was a retro-projective practice of suggesting the original state’!”

The choice of the flute as a solo instrument is expected because its pri-
mary expressiveness, character, and sonority come from the atmosphere of
the Arcadian landscape, idyllic nature, pastorality, lyricism, and longing, that
is, they are directly related to the myth of the Pans pipe/flute origin.!® Let
us remember Debussy’s words in the letter from November 1913 addressed

14 Petar Konjovi¢, “Claude Debussy”, in: Licnosti, Zagreb, Knjizara Celap i Popovac,
1919, 56.

15 Ibid., 55.

16 Tbid., 60.

17 Migko Suvakovi¢, Estetika muzike: modeli, metode i epistemologije o/u modernoj i
savremenoj muzici i umetnostima, Beograd, Orion Art, 2016, 73-74.

18 The flutist Miodrag Azanjac (1932-1997) states that the sound of Pan’s Arcadia is a
“proto-flute sound”. Muopgpar Asamar, Cpiicka ymeitiHociii gnayiiie (ppyna — pnayiia og
ucxona), (mpupeb. 3opan Pajuunh), Yavak, Typuctuuka opranusaunja Yauka — Caser
Cadopa dppynaua Cpduje “Oj Mopaso’, 2018, 20.
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to Gabriel Mourey (1865-1943) regarding the music he had composed for
Mourey’s dramatic poem Psyché, more precisely, regarding the instrumenta-
tion: “I think that one should stick to the Pan flute alone, without any accom-
paniment. This is harder to achieve, but more in accordance to nature”!® In
Serbian music, Svetomir Nastasijevi¢ cherished a strong affinity towards the
flute, whose sounds for him were a symbol of childhood, the village and the
gentle alleys of Sumadija.20 This strongly resonates with the opinion of Carl
Nielsen (1865-1931), the author of the pastoral scene for orchestra named
Pan and Syrinx, Op. 49 (1918), that “the flute cannot deny its nature, it be-
longs in Arcadia and prefers the pastoral moods”?!

Although Debussy’s Syrinx was written as incidental music for Mourey’s
Psyché,?? this composition is today performed on concert podiums as a work
for solo flute, i.e., without a spoken dramatic text. Satirova svirala is the cen-
tral, third movement (Andante piu sostenuto e molto rubato) of Konjovic’s
Concert Suite for Wind Quintet, which is usually performed independently,
therefore — as well as Debussy’s composition — outwardly of its original con-
text. The fact that the initially conceived titles of both pieces have changed
over time is also indicative: Debussy’s title La fliite de Pan was replaced in
1927 with Syrinx,?® while, on the other hand, Konjovi¢’s Svirala satira / The
Flute of the Satyr (La fliite de Pan)** was renamed by the flutists into the Sat-
irova svirala | The Satyrs Flute.

The name of Konjovics piece already refers to fantasy, precisely to the
fantastic, since the concept of fantasy is

Y Claude Debussy, Frederick R. Koch Collection, Beinecke Rare Book & Manuscript
Library, Yale University, facsimile published in 1992, according to: JiBana P. IleTkosuh,
Mysuuxu ynusepsym Knoga [Heducuja - Y iipaiary 3a HeilocpegHowhy carnacja usmehy
yxa u oka (BoKTOpCcKa gucepTanuja, GakynreT Mysuuke yMeTHocTy, 2018, author man-
uscript), 224.

20 Gordana Krajaci¢, Carobna frula Svetomira Nastasijeviéa, Vrnjacka Banja, Zamak kul-
ture, 1980, 128.

21 According to: Beth E. Chandler, The “Arcadian” Flute: Late Style in Carl Nielsen’s
Works for Flute, 2004, 9, https://etd.ohiolink.edu/apexprod/rws_etd/send file/send?acc
ession=ucin1085004413&disposition=attachment, ac. 12. 5. 2020. at 8.47 AM.

22 Cf. Ernst-Giinter Heinemann (Ed.), [notes on] Claude Debussy, Syrinx for Flute Solo
[score], Miinchen, G. Henle Verlag, 1994.

2 Idem.

24 The title of the third movement is given, as well, in French in the contents of the
Concert Suite score. Cf. I1. Kowosnh, Konuepitina ceuinia..., op. cit.
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directly related with the concept of fantastic as a product of fantasy, as something
created by imagination, fictional, strange, unreal [....]. And fantastic in the sense
of representations, thoughts, images created by imagination, in which reality ap-
pears in the exaggerated, mysterious or supernatural form, as a miracle, magic,
nightmare, horror, originates from the depths of mythical (and religious) con-
sciousness, from which it entered literature and the arts through folk heritage and
legends.?

Aspects of the fantasy principle are equally manifested when consider-
ing Satirova svirala as a unique musical entity, as well as in the context of
its dramaturgical position in the cycle. It occupies the central position in
the five-movement Concert Suite, and it is written for solo flute. That is, it
is performed without the participation of other wind instruments. Although
seemingly an anticlimax, this movement is “perhaps the most impressive part
of the suite”,?® according to Peric¢i¢’s point of view, with whom we agree. The
same author notices “a strange resemblance of the atmosphere between this
movement and the famous flute solo which in Kostana [1931] accompanies
Hadzi-Toma’s Song about Bula mlada”?” In relation to the previous (I - An-
dante non troppo [Introduzione], IT - Vivace) and subsequent (IV — Allegretto
comodo, V — Molto vivace [Rondo]) movements, distinguished by the dance
character (ranging from a light dance impulse to a scherzando) and even
more profound music architectonics, the third movement “emanates the oth-
er logic, other thinking, or other "hidden’ law of "work without rules’ (or the
work of unconscious rules)”?® Pan’s song is “sung on another stage within the
stage”?’ It is “in disaccord’ with its surroundings” and represents the moment
of “detachment, rupture, disturbance, dislocation;, and 'rearrangement’ in the
musical flow”? of the Concert Suite.

That other, the “free play”®! inseparable from fantasy, refers to the oth-
er/different instrumentation (solo flute versus wind quintet) and sound color,

% T. Popovi¢ Mladenovi¢, Procesi..., op. cit., 348.

26 V. Perici¢, op. cit., 191.

27 Idem. In his brief overview of the suite, Peri¢i¢ - it is important to point out - dedicates
majority of the space to Satirova svirala. Cf. idem.

28 Tijana Popovi¢ Mladenovi¢, “Improvisation as a Call for Communication”, New Sound
- International Journal of Music, 32, 11/2008, 29.

2 Tujana ITonosuh Miabenosuh, “ITpuya o damanu y mysuip’, Hosu 38yx — unitiepHa-
YUOHANHYU Yacotiuc 3a my3uxy, 30, I1/2007, 26.

30 TIbid., 29.

31 T. Popovi¢ Mladenovié, Procesi..., op. cit., 352.
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texture (melodic instrument versus possibilities of tutti texture), latent har-
mony,*? to the (organic) treatment type of the musical material, as well as to
the mentioned programmatic aspect, which is a source for an other character
of the middle movement. The very beginning of Svirala in piano dynamics,
Andante piu sostenuto tempo and the first flute register significantly contrasts
with the tutti ending of the second suite movement in Molto vivace tempo
and fortissimo (oboe, clarinet, bassoon, and horn parts) and fortissimo possi-
bile (flute part) dynamics.

Satirova svirala evokes the mythical world and impersonates the musical
confession of a lyrical subject mirrored itself in nature. This work manifests
the ever-present longing and desire for the Other, that is, the nymph Syrinx,
who is “present in her absence, audible without speaking, visible without
showing herself”.* The sound of the flute (the pipe/syrinx) is “often taken as
an all-encompassing symbol of human love** and hope”3> Bloch (1885-1977)
states how “the music that resounds in the pipes unites Pan with the nymph
who has disappeared yet has not vanished, since her presence is felt in the
sound emanating from the hollow reeds”>®

Such a meandering between the presence and absence of the nymph cor-
responds to the composer’s treatment of the tonal dynamics of the entire mu-
sical flow of Satirova svirala, characterized by modality, as a strain of tonality.
Namely, the main feature of harmonic language is both the rapid change of
tonal centers and the oscillation of centers and scale types throughout the

32 We use the syntagm “latent harmony” since Satirova svirala was written for the me-
lodic instrument.

33 Marcel Cobussen, “In(-)formations: The Meaning of Paratextual Elements in Debussy’s
Syrinx”, Muzikoloski zbornik / Musicological Annual, XL1/2, 2005, 61.

3 Raymond Monelle argues that “the shepherd with his pipe is the classic image of pas-
toral music’, and “the pastoral world is full of love and melancholy”. Raymond Monelle,
The Musical Topic (Hunt, Military and Pastoral), Bloomington and Indianapolis, Indiana
University Press, 2006, 207, 196. Monelle’s “shepherd” can be understood as the person-
ification of Pan, if we are familiar with the Eliade’s attitude that every human act (in this
case, a shepherd who is playing his pipe) is (un)conscious “repeating the exemplary acts
of the god or a mythical hero”, because the myth “represents a pattern of human behav-
ior” (Mir¢a Elijade, Mitovi, snovi i misterije, [prev. Dusan Jani¢], Novi Sad, Akademska
knjiga, 2020, 15).

35 M. Asama, op. cit., 20.

% According to: Roger W. H. Savage, Music, Time, and Its Other: Aesthetic Reflections on
Finitude, Temporality, and Alterity, London, Routledge, 2018, 50.
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whole work, indicating the effectiveness of the fantasy principle. The men-
tioned oscillatory and fluidity can already be noticed in the initial bars of Svi-
rala. The distinctive insistence on the melodic movement F - A - B, i.e., on
the sequence of major third and major second intervals that build an aug-
mented fourth®” designates the F-Lydian. The tonicalization of the tone A in
b. 3/206 allows us, retroactively (taking into account also the presence of the
same tone in b. 1/204 and b. 2/205), to identify the a-Aeolian at the same time
(see Example 1). This mode is, due to the interval of the augmented fourth A
— D-sharp (b. 3-4/206-207), soon abandoned in favor of the E-Lydian which
oscillates with the e-Phrygian.

The specific play with the intervals of augmented (F - A - B)*® and per-
fect fourth (F — A - B-flat) at the end of the work results in permeating the
a-Aeolian and a-Phrygian, which oscillate with the F-Lydian and F-major. As
well as at the beginning of the work, there is a centralization of tone A, thanks
to, among other reasons, its lunga status, although given in pppp dynamics
and in the context of the gradual disappearance of a sound (see Example 2).%

Example 1: Petar Konjovi¢, Satirova svirala, b. 1-4/204-207.

Andante piu sostenuto e molto rubato

1/204 >
Qn T 1 \‘\/—l\\\\\\\ 0
F. 79 == g S ki S A——
171 N I I | I . | o |
5 — \ I i B = = B e
P _ — _ rr

Example 2: Petar Konjovi¢, Satirova svirala, b. 56-59/259-262.

56/259

-~ /—\‘ /\‘ ‘ f\‘ ‘
4 O | — [ T [ I Iy I I T NT I I Il |
Fl. [V A . O
== S = =
prpp dim.  perdendosi _ — PPPpP lunga

37 Tt is important to underline that the scope of the theme of Prélude a laprés-midi dun
faune is the tritone (Lydian fourth), which also plays a significant role in Debussy’s com-
position Syrinx.

38 The augmented fourth has a prominent role in Konjovi¢’s piece. In addition to the
form of interval leap, it appears also as a melodic skeleton of the motif, filled in and/
or surrounded by additional tones (see b. 1-5/204-208, 9-11/212-214, 20-21/223-224,
37/240, 39/242, 42-45/245-248, 49-52/252-255, 54-58/257-261).

% In a similar way, the sound ’blends’ with ’silence’ at the end of Syrinx.
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The modal references, *pastoral’ modes, the variability and elusiveness” of Svi-
rala’s tonal center are in the function of the musical transposition of the Pan
and Syrinx myth.

In Konjovi¢’s work Pan “dreams, in long solo’* and according to Sig-
mund Freud’s (1856-1939) beliefs, the dream, dreaming,*! and fantasy can be
“interpreted as a compromise between the unconscious and the conscious”.*?
It is a “daily dream™? about the Other (in this case, the nymph Syrinx), i.e.,
dream/dreaming/daydreaming,* since musical fantasy “represents the per-
meation of the consciousness of dream [...] and the consciousness of reali-
ty”,*> and “the fantastic world is connected to dreams, daydreams, dreaming
[...] altered and transient states of consciousness [...], i.e., to myth, religion
and fairy tale’*® Jacques Lacan (1901-1981) considers that all “fantasies are
symbolic representations of the desire for the total, complete, whole, the de-
sire for the perfect unity with the Other”, because “desire is the desire for the
Other”*” We can say that the music which Pan creates by playing on his pipe
is the place “where desire and its imaginary object merge, the place where the
relationship is established between the subject and his lack’,*8 respectively the
object of Pan’s desire.* That desire for the Other is most apparent, perhaps, in
b. 46/249. This bar of Satirova svirala is marked with the composer’s require-

40 We refer to the segment from Mallarmé’s eclogue Laprés-midi dun faune (1876),
which was Debussy’s inspiration during the process of composing the Prélude. Cf. T.
[Tonosuh Mnahenosnh, Knog Jebucu..., op. cit., 32. Eclogue by Mallarmé and Debussy’s
Prélude “reside in the foggy space of the faun’s fantasies that arise between dream and
memory, conscious and unconscious, dreaming and reality, sleeping and waking up, de-
sire and the music of his pipe”. Ibid., 54.

4 Pan is commonly represented while “playing and dancing in a dreaming way”
Andrijana Gojkovié, Muzicki instrumenti — mitovi i legende, simbolika i funkcija, Beograd
[i. e.] Bruxelles, Atelier Tchik et Tchak, 1994, 22.

2 Jos de Mul, “Sigmund Frojd: Estetika nesvesnog’, in: Misko Suvakovi¢ i Ale§ Erjavec
(ured.), Figure u pokretu: savremena zapadna estetika, filozofija i teorija umetnosti,
Beograd, Atoca, 2009, 46.

4 Cf. T. Popovi¢ Mladenovi¢, Procesi..., op. cit., 349, 350.

4 Cf. ibid., 374.

4 Idem.

46 Tbid., 348.

47 Tbid., 371.

4 Ibid., 374.

4 Cf. R. W. H. Savage, op. cit., 46.
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ment for the performer to play like being in love (amoroso) and expressively
(espressivo).

The inner freedom of musical fantasy manifests through the “rubato
spaces’ of a specific, extremely individual way of ’ad libitum breathing’ of a
musical flow”*® which, in this work, results in the interpreter’s conquest of
agogic freedom. We believe that the most impressible example of the ’free’
regulation of time flow is in b. 33/236 (see Example 4), when the flutist de-
cides on the duration of the fermata written above the breath mark, taking
into account the character of the surrounding musical flow. It seems like
Konjovi¢ considered that the single remark rubato was not enough, so at the
beginning of Svirala he wrote molto rubato along with piti sostenuto, thus set-
ting the prevailing background of the (performance of the) work. Precisely
that liberated space testifies to the existence of a fantastic or imaginary and -
in a broader sense - fantasy principle, which is “the embodiment of freedom
in music”>!

«

The same principle is also recognizable in the constructional style of the
Satirova svirala’s musical flow. The statement that Syrinx embodies the para-
digm of an innovative variation of the initial musical idea,*? indicated by Jean-
Jacques Nattiez’s famous analysis of Debussy’s composition,>® can be associat-
ed with Svirala. Thus, the similarity between the compositions of the French
and the Serbian authors is manifested — except in terms of the programme
- through the use of the same compositional-technical procedure as well.
By applying Nattiez’s structural-semiotic approach during the formal analy-
sis of Konjovi¢’s work,> we come to the conclusion that Svirala is grounded
in two basic paradigms. Their “units™>® are grouped due to the characteristic
intervals or rhythmic patterns, the direction of melodic line, etc. It can be

50 T. Popovi¢ Mladenovi¢, Procesi..., op. cit., 392.

51 Ibid., 399.

52 Richard S. Parks, “Music’s inner dance: form, pacing and complexity in Debussy’s
music’, in: Simon Trezise (Ed.), The Cambridge Companion to Debussy, Cambridge,
Cambridge University Press, 2003, 207.

53 Jean-Jacques Nattiez, “Syrinx de Claude Debussy”, in: Fondements d’une sémiologie de
la musique, Paris, Union générale déditions, 1975, 330-356.

5 Although we do not find any information in the available literature on whether
Konjovi¢ was familiar with Debussy’s Syrinx, the possible application of the same analyt-
ical method indirectly, in addition, confirms the similarity between these compositions.
55 We use Nattiez’s term “unit” (French: unité) in the same way this French semiologist
treats it. Cf. J. J. Nattiez, op. cit.
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Example 3: Petar Konjovi¢, Satirova svirala, units of the first paradigm.

b. 1-2/204-205
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= -
argued that the musical flow of this work stems from two basic units — the
reduction of the number of units indicates a significant depletion of thematic

material and the fact that the whole composition is based on a variation prin-
ciple.”® The fact that there is no literal repetition of individual units in Svira-

HG, S8

5 Here, we only singled out the first paradigm as an example (Example 3), although
other paradigms can be exported by the same analytical procedure.
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Example 4: Petar Konjovi¢, Satirova svirala, b. 28-39/231-242.
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la is symptomatic®” and points out a wealth of variation procedures, while
the author’s treatment of the dynamic and articulation components further
confirms this conclusion. The degree of variance is high - the variation of
units is achieved in the domain of the rhythmic component, which can result
in metrical 'shifts’ (see Example 3), by varying the interval range of the unit
(for example, alternating the augmented and perfect fourth in units of the
first paradigm; Example 3), changing the register (see b. 3-4/206-207 and
b. 29/232; Example 1 and Example 4), by ’internal’ expanding the motif with
additional tones (see b. 3-4/206-207 and b. 36-39/239-242; Example 1 and
Example 4), by integrating a pause at the beginning or the end of the unit (see
Example 3) and other parameters.>®

57 Furthermore, Konjovi¢ doesn’t write the repetitions in Satirova svirala - Pan’s music,
therefore, flows freely, constantly evolving.

58 Moreover, the distribution of units from the same paradigm is diverse, since they can
be arranged in a row, but also at a closer or farther distance, which is especially charac-
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The variation principle, as an important compositional-technical proce-
dure for Konjovi¢ (found, for example, in Symphony in C minor [1907], String
Quartet No. 2 [1937] and in the symphonic poem Makar Cudra [1945]), reso-
nates with the mythical (and folklore) discourse. According to Eliade, “myth-
ical Time [is] indefinitely recoverable, indefinitely repeatable”> which can
resemble the concept of varied repetition in music. In Svirala, the flute’s mon-
ody is based, therefore, on different types of motif transformation in terms
of melodic, rhythmic, "harmonic, dynamic, and articulation components.
Avoiding the affirmation of the initial (and any other) motif, an affirmation
that would be the result of literal repetition, is a process that implies searching
for the final identity of the motif or - transferred to the myth plan - searching
for the Other, for the nymph that escapes’ from Pan.

“Fantastic melodic arabesques [...] [which] seem to evoke restrained pas-
sion under the sunny skies of Hellas”® follow as a sequence of short (thirteen
in total) statements/episodes/phrases/sentences/sections rounded off with a
unique character, ligatures and ‘stances’ on longer note values, and accom-
panied by pauses or dramaturgically functionalized breath marks. This type
of narrativity, i.e., rhetoric, may give the impression of a mosaic sequence of
statements that are repeated through the variation principle, according to the
concept of through-composed, uninterrupted, directed narrative spinning.
Nevertheless, there are, at the same time, equivalent relations between indi-
vidual statements. In a broader sense, we can argue about a three-part con-
ception® of composition ending with a coda, since the appearance of the unit
of the first paradigm (b. 35/238) which follows the unit of the second para-
digm (b. 36-39/239-242), therefore, the appearance of the agents of the first
statement or the ’theme’ of the work brings an element of restatement after

teristic of the second paradigm, whose initial unit is located in b. 3-4/206-207 (see b.
5/208, 7/210, 8-9/211-212, 10/213, 16/219, 18/221, 19/222, 20-21/223-224, 25/228, 28—
29/231-232, 36-39/239-242, 42-43/245-246, 44-45/247-248, 50/253, 53-54/256-257).
% Mupua Ennjage, Cseiiio u tipogaro, (npes. 3opan Crojanosuh), Cpemcku Kapnosiu
- Hosu Cap, V3gaBauxa kwikapunia 3opana Crojanosuha, 2003, 111.

60 V. Perici¢, op. cit., 191.

61 We suggest the following segmentation: The first part (“A”): b. 1-21/204-224 (a:
b. 1-4/204-207; b: b. 4-7/207-210; a: b. 7-12/210-215; ¢: b. 12-15/215-218; a,: b.
16-21/219-224); The second part (“B”): b. 22-36/225-239 (a: b. 22-27/225-230; b: b.
28-33/231-236; c: b. 34-36/237-239); The third part (“A,”): b. 36-54/239-257 (a: b. 36—
39/239-242; b: b. 40-45/243-248; c: b. 45-52/248-255; a: b. 53-54/256-257); Coda: b.
55-59/258-262.
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the dance and folklore colored®? central part.%> Namely, the smaller rhythmic
values, which shape the ornaments, figures, and passages in the central part,
create the impression of dynamization of the musical flow (see Example 4),
referring to the Pan who temporarily comes out from the state of daydream-
ing and contemplation, and becomes a participant in the nymph dances.
Thanks to the change in the type of expression in the central part, the com-
position has a peculiar dramaturgy. Significantly, at the moment of building
the ‘recapitulation’ — therefore, in the domain of the formal level (as well as
in terms of harmonic language) - Konjovi¢ reaches for a medium that is in
line with his aspiration for "blurring’ and in accordance with the principle of
metamorphosis, on which the myth of Pan’s flute is based.®* We can conclude

62 'We can emphasize, for example, the end of the first section of the second part on the
second degree in A (see b. 27/230). Konjovi¢’s poetics is characterized by a “sound idiom
of post-romantic streams, while taking into account the achievements of Impressionism,
and - of course — the tonal characteristics of our folklore”. V. Peri¢i¢, op. cit., 173. “The
layers of centuries” that characterize folklore (Mupjana Becenuuosuh, “Kowosuh u
Janauyek — ogHoc uaMmeby ctuna u Meropa’, in: Jumurpuje Credanosuh [ypen.], Kusoin
u geno Ileitipa Kowosuha [300pHux pagosa ca nayunoi ckyiia ogpycanoi og 25. go 27.
okitiodpa 1983, iosogom 100-ioguwmreuue komiiosuiioposoi poheral, beorpagn, Cprcka
aKajieMmja HayKa ¥ yMeTHOCTH, 1989, 51) are recognizable in the mythical discourse as
well.

Mosusova states that Konjovi¢ “preserved his romantic attitude towards music”, although
in the period after the First World War he was interested in the works of Russian and
Czech authors, as well as in the Italian verism and Impressionism of Claude Debussy.
Hapesxga Mocycosa, “Cruncka opujentanyja Ilerpa Kowosuha’, in: [I. Credanosuh
(ypexn.), op. cit., 39, 41.

The analogies between Debussy’s Syrinx and Konjovi¢s Svirala cannot be transferred to
the plan of stylistic syntax.

63 The character of the Svirala’s middle part creates the connection with the remaining
movements of the suite.

¢ The composer achieves this primarily by giving the unit of the first paradigm in the
scope of a perfect, not an augmented fourth (b. 35/238 - see Example 4 and Example 3)
- chained with the end of the last section of the second part - and by giving the varied/
ornamented unit of the second paradigm (see b. 36-39/239-242 and b. 3-4/206-207;
Example 4 and Example 1).

’Metamorphosis’ of the major to minor sixth, that takes place at the end of b. 35/238 and
the beginning of b. 36/239, seems to reflect the transformation of Pan’s pleasure, due to
the thought that he could seize a nymph, into his grief because of the realization that he
is actually holding “hollow reeds subdued” in his hands - let us refer again to Mallarmé’s
eclogue (Cf. T. I[Tonnosuh Mnahenosuh, Knog Jeducu..., op. cit., 31) - instead of Syrinx.
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that the author’s type of treatment of the musical material confirms the si-
multaneous presence of two different principles, precisely, the permeation of
the established (three-part) formal pattern and free conception, which is the
landmark of fantasy.%

In the way described, the musical flow of Svirala takes the shape of an
improvisational character, which also establishes an analogy with mytholo-
gy. Namely, the different narrative flows, in other words, various plots of the
myth about Pan’s flute can be found in disparate sources. Variety also emerges
if we want to address the myth that inspired Konjovi¢ and many other au-
thors - it is, simultaneously, the myth about Pan, the myth of Pan’ flute, the
myth of Pan’s pipe, the Pan and Syrinx myth and so on. In addition, there are
various expoundings of the same myth, so we can conclude that the interpre-
tation is an integral part of the process of narrating the myth — whereby the
myth is being narrated/transmitted, the musical work is performed. Since the
improvisation, “as the principle of a controlled freedom’% is manifested in
music as a multidimensional call for communication, as “an instantaneous
call of the self and a strong response to the otherness of the other”,*” Kon-
jovi¢’s procedure seems to be expected in a sense, if we are aware of Pan’s
desire to initiate communication with Syrinx through playing. As Tijana
Popovi¢ Mladenovi¢ explains, “it seems that the directness and intensity of
the ‘non-semantic’ communication with the other, the observation, under-
standing and recognition of oneself in the other [...] can be achieved in the
strongest, fastest and most profound way in a musical improvisation”.®8

The mentioned conquest of freedom and the (self)reflexive ‘narration’ of
the flute part are similar to the practice of narrating a myth, as a proto-story
with a significant “narrative power”,%° whereby attention is focused on the act
of the musical performance of the story.”? Satirova svirala is an example of
the “ballad tone of the Balkan-Serbian syrinx”,”! encompassing certain ele-
ments of an instrumental ballad in which, among other things, the narrative,

6 Cf. T. Popovi¢ Mladenovi¢, Procesi..., op. cit., 392.

% T. Popovi¢ Mladenovi¢, “Improvisation..., op. cit., 28.
67 TIbid., 27.

% Ibid., 26-27.

6 T. IlonoBuh Mmahenosnh, “Ilpuya..”, op. cit., 30.

70 Tijana Popovi¢ Mladenovi¢ wrote about the reflexive potential of the ballad as a per-
formative. Ibid., 27.

7L M. Asama, op. cit., 22.
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communicative and performative aspects dominate.”? According to Azanjac’s

opinion,
Satirova svirala by Petar Konjovi¢, Songs of Kosovo by Luna Pusa [Luna Koen-
Puda; note by M. T.], Trenos by Grana Stojkovic¢ [...] can be understood as myth-
ical epilogues of an ancient-shepherd’s Balkan-like flute’s mythological prologue.
The melodies of these works are saturated with mournful chanting and filled with
the elegiac breath of this ground. We are speaking about ‘'moan tunes, an ancient
folk ballad, a ballad that must contain something epic[,] historical, mythical, cos-

mic, indeed something narrative, but with an element of fate, mystical inexora-
bility.”

The musical expression of Konjovi¢’s Svirala is the predecessor of Ballad for
solo flute (1970) composed by Enriko Josif (1924-2003), “one of the most im-
portant compositions for the solo wind instrument in Serbian music”.”*

The melodic-rhythmic profile of the flute part in Satirova svirala testifies
to a kind of confluence of the vocal and instrumental/flute principle - the
melody originated from speech, in which the composer found “a richness of
accentuation and possibilities of wide modeling in the melodic line”, with the
potential to “preserve and express the basic features of the sound inflections
of our speech”” The ballad principle implies the melody that “merges with
recitativeness’,’® which characterizes Konjovi¢’s instrumental works as well,””
among which is Satirova svirala.

%%

Based on the analytical insight, we conclude that the cooperation of the fan-
tasy and ballad principle exists at all levels of Konjovi¢’s composition. The
ballad principle is reflected in the sequence of narrative statements and in the
existence of plenty of different — variously unraveled - paradigmatic units,

72 Cf. T. llonosuh Mnahenosuh, “Ilpuya..’, op. cit., 28.

73 M. Asamar, op. cit., 22.

74 Bopucnas Unvosauky, Expuxo Jocud - KamepHa mysuka [KoMeHTap KOMIAKT fuc-
Ka], ex. Enpuxo Jocugp - Kamepna mysuxa | Enriko Josif - Chamber Music, Mascom, 288.
75 Tlerap Komwosuh, Kwuia o mysuyu (cpiickoj u cnasercxoj), Hosu Can, Matuua cpi-
CKa, 1947, 106.

76 'T. Ilonosuh Mmnabhenosuh, “ITpnya..”, op. cit., 25. As one of the most distinctive exam-
ples of Konjovi¢’s recitative style, Peric¢i¢ singles out Hadzi-Toma’s Song about Bula mla-
da, where “the occasional flute arabesques and harp flageolets solely follow the recitative
bass line”. V. Perici¢, op. cit., 178.

77 Cf. H. MocycoBa, op. cit., 41.
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while the continuous avoidance of the affirmation of the one tonal center
enables the continuation and extension of the 'story’s’ flow. Analogously, the
fantasy principle acts through the free/mosaic shaping of the segments of the
structure, the continuous variation of paradigmatic units thus blurring the
thematic identity, as well as by shifting and oscillating the differential modal
and tonal centers. The confluence of the fantasy and ballad principle was re-
alized in accordance with the narrative of the myth of Pan’s flute, i.e., with the
programme of Satirova svirala. Its end designates the fact that Pan’s musical
‘narration’ about "lost’ love was not abruptly interrupted or interrupted at all;
on the contrary, it will be (re)contextualized throughout the history of flute
music. Or, to paraphrase Bloch’'s words, Pan’s music may have disappeared
(Italian: perdendosi — see Example 2) in the last bars of Konjovi¢’s Svirala, but
it has certainly not completely vanished.

Translated by the author
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Summary

Vlastimir Peri¢i¢’s insight that Satirova svirala (1945) for solo flute written by Petar
Konjovi¢ (1883-1970) constitutes “fantastic melodic arabesques (such as those in
Debussy’s [1862-1918] composition Syrinx [1913])” was one of the impetuses for find-
ing and contextualizing elements of the fantasy and ballad principle in the work of the
Serbian composer, as well as for recognizing musical and non-musical analogies with
Debussy’s composition. Besides the consideration of the material on which Konjovi¢s
fantasy is based, we analyzed the modus in which the flow of his fantasy is built, from
the point of view of the author’s poetics. The paper points out the cooperation of the
fantasy and ballad principle, which is realized in accordance with the programmatic
content of the composition. The name of Konjovi¢s piece, Satirova svirala [La fliite de
Pan], already refers to fantasy, precisely to the fantastic. Svirala represents the central
movement (Andante piii sostenuto e molto rubato) in the five-movement Concert Suite
for Wind Quintet. Aspects of the fantasy principle are equally manifested when con-
sidering Satirova svirala as a unique musical entity that musicalizes the myth of Pan’s
flute (the Pan and Syrinx myth), as well as in the context of its dramaturgical position
in the cycle. Satirova svirala evokes the mythical world and impersonates the musical
confession of a lyrical subject mirrored itself in nature, manifesting the ever-present
longing and desire for the Other, that is, the nymph Syrinx. The monody of the flute/
syrinx is based on the different types of motif transformation in terms of melodic,
rhythmic, *harmonic;, dynamic, and articulation components, which points out a
wealth of variation procedures. The variation principle, the ballad-like ‘narrativity’ of
the flute part, the improvisational character, and rubato spaces of the Svirala’s musical
flow emanate the Other logic and “free play” inseparable from fantasy, resonating, at
the same time, with the mythical narrative. In the suite context, the Otherness of the
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third movement refers to other/different instrumentation (solo flute versus wind quin-
tet) and sound color, texture (melodic instrument versus possibilities of tutti texture),
latent harmony, to the (organic) treatment type of the musical material, as well as to
the programmatic aspect, which is a source for an other character of the middle move-
ment. A certain amount of paper is dedicated to the observation of the flute as the
chosen solo instrument. That choice is, as we argue, in accordance with the instru-
ment’s primary expressiveness, character, and sonority, which came from the atmos-
phere of the Arcadian landscape, idyllic nature, pastorality, lyricism, and longing.
Therefore, they are directly related to the myth of the Pan’s pipe/flute origin, a source
of inspiration for many authors of different stylistic epochs.
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Unanak npumibeH 27. nenemopa 2020.
Unanak npuxsahen 27. anpuia 2021.
OpuruHaHUA HAYyIHU Pajl

Mapuja Tomuh*
HcTpaxkuBau-npunpaBHUK, JOKTOPaH/]
YHauBep3uteT ymetHoctu y beorpany
dakynTer My3U4Ke YMETHOCTH
Karenpa 3a my3ukonorujy

TPAHCIIO3ULIUJA MUTA O ITAHOBOJ ®PYJIN Y CATHPOBOJ CBHPAIH
IETPA KOlbOBUhA: ®PAHTA3UJCKU U BAJIAJTHA TYHKTOBH?

Amncrpakt: Y pagy ce Tymade eneMeHTH (aHTa3HjcKor u OanamgHor npuHnuna y Camuposoj ceupanu
(1945) 3a cono ¢uayty Ilerpa Komosuha (1883-1970) u3 Bu3ype ayTOpoBe MOCTUKE M MY3HYKHX U
Hemy3nukux aHamoruja ca J{eoucujeBom (Claude Debussy, 1862—-1918) kommozurmjom Cupunxc (1913).
AcrniekTy (paHTa3MjCKOT MIPUHIIMIIA YOUaBajy c€ Yy MOJjeTHaK0j MEepHU MPUINKOM carnefaBama Camupoge
ceupane Kao 3aceOHe IEIMHE KOJOM ce OMy3uKasbyje MHUT 0 [laHOBOj Gpylu, Ka0 U Y KOHTEKCTY H-eHe
JpaMaTypIlKe MMO3UIHje Yy NeTOCTaBauYHO] Konyepmnoj ceumu 3a 0y8auku KeuHmem, 9dju je CPeIullby
craB (Andante piu sostenuto € molto rubato). Bapujarmonu npuHmui, 6anaaHa ‘pacnpudaHocT’ ¢uayTcke
JICOHHUIIE, IMIIPOBU3AIIMOHHU KapakTep U rubato mpocropu my3udkor Toka Ceupaie emanupajy ony Jpyry
JIOTUKY ® ,,cJI000HY WTPY~ HEONBOjUBY 0j (haHTa3Wje, MCTOBPEMEHO pe30HHpajyhu u ca MUTCKUM
HapaTHBOM.

Kibyune peun: Camuposa ceupana Tlerpa Komosuha, mur o [TaHoBoj dpynu, paHTa3zujcku MPHHIAIL,
6anamau npunuun, Cupunxe Knona Jlebucuja, cono duayra

danTa3mja je KpeaTWBHA aKTHBHOCT yMma, Mol
umazunayuje, NpaBa Majka CBUX YMETHOCTH.

Omy3ukaseme MuTa o [laHoBOj Gpynmu youaBaMo y omycuMa pa3IMunTe CTUIICKE U KaHPOBCKE
npupone. Mako je Ilam Owo ,,ommibeHa Tema [...] (paHIlyCKHX KOMITO3HUTOpa W3 IEpPHOIa

* AyTopoBa KOHTaKT ajapeca: marijatomic@fmu.bg.ac.rs

! OBaj Texcr npencraBiba npuinaroheH ucnuMTHU pan nucad akaneMcke 2019/2020. ropuHe y OKBHpY HpeaMeTa
danTazujcku ¥ OajdagHN MPHUHIMI Y MY3HUIM 1 Ha APYroj TOAMHM JTIOKTOPCKHUX aKaJIeMCKHUX CTyJHja MY3UKOJIOTHje
Ha dakynreTry My3WdKe YMETHOCTH, YHHBEp3UTE€Ta YMETHOCTH y beorpany, mojgy MEHTOpCTBOM pexa. mpod. ap
Tujane [lomosuh MiahenoBuh u meo je ucTpakuBama Ha NPOjeKTy MOenmumemu cpncke My3uKe y C8emcKOM
Kynmyprom konmexcmy Karenpe 3a mysuxonorujy ®akyitera My3udKe YMETHOCTH, Y HUBEP3UTETa YMETHOCTH Y
Beorpany (eB. 6p. 177019), koju ¢puHaHCHpa MHUHHCTAPCTBO MPOCBETE, HAYKE U TEXHOJIOIIKOT pa3Boja PemyOimke
Cpomnje.

2 Hugo Riemann, Dictionary of Music, (transl. by J. S. Shedlock), London, Augener and Co., [1896], 230.
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MMIpecHoHn3Ma”™® — 360r dYera Kao MapagurMaTHYHE MPUMEPEe My3HMUKe TPAHCIO3MIHje OBOT

MHUTa Hajlipe M37BajaMO OPKECTapCcKy ,,TOHCKY moemy’™* ITpenud 3a nonoowe jeonoe payna®
(1894)® Knona Jle6ucuja (Claude Debussy, 1862—1918), Cupunxc 3a cono dnayry (1913)” ncror
ayropa u nantomumy Jbybae Ilana u Cupunxc w3 6anera /Jagpnuc u Knoe (1912) Mopuca
Pasena (Maurice Ravel, 1875-1937) — IlaHoBa My3uKa MOJjeJHAKO je 3HAYAJHO CPEICTBO
npodunmcama npuponae y berosenoroj (Ludwig van Beethoven, 1770-1827) Ilacmopannoj
cumeponuju om. 68 (1808), jyrpa y I'purosoj (Edvard Grieg, 1843-1907) cButu Ilep ['unm op. 1,
on. 46 (1888), momaseher nera y npBoM ctaBy Ipehe cumgonuje (1896) I'yctaBa Manepa
(Gustav Mahler, 1860-1911), ITanoBor uckasa y Ceupauuma ¢rayme om. 27 3a ¢uayty u
xinasup (1924) Anbepa Pycenma (Albert Roussel, 1869-1937) u Camuposoj ceupanu (1945)8
ITerpa Komosuha (1883-1970), nianoosarsa y Ilacmopannom konyepmy 3a QGuayTy coOJ0 U
opkectap (1927) Cerommpa Hacracujesuha (1902-1979), ,cyHumem oGnmeene jecenn’™ y
cumponujckoj moemu Ilan (1957) Kpemmmupa bapanosuha (1894—1975) unu npusopa ,Ilana

»10 v xommosurmju Mimicry om. 17 3a xop dnayta

KOjHu jypu HUMQ]Y, a OHa ce MMpeTBapa y TPCKY
(1981) Wsame Credanosuh (1948).'! Melhy cnomenytum (1 OpojHUM  JPYTHM)
nanogckumlpaynosckum nemima Moryhe je carnenati reHepUUKe Be3e Y TOMEHY JKaHpa, CTHIIA ’

3Ha4YCHAa.

Veua Bnactumupa [lepuunha na y KomosuheBoj Camuposoj ceupanu 3a cono ¢uayty
nocroje ,,paHTacTUuHE MeNoaujcke apabecke (momyT oHUX y JleOucujeBoj KOMIIO3UIIUjU

3 Liesl Stoltz, The French Flute Tradition, 2003, 93, https:/flutecase.ru/wp-content/uploads/2019/09/Liesl-Stoltz-
The-French-Flute-Tradition.pdf, ac. 12. 5. 2020. at 10.33 AM.

4 Tujana IMonosuh Mnahenosuh, Koo Jebucu (1862-1918) u mwez060 doba: 00 3maja uz Anxe’ 0o 3amybroenoz
Gayna’ (nosodom desedecem 200una 00 komnozumopose cupmu), beorpan, Mysuuka omnaguaa Cpouje, 2008, 30.
® Pumcku Gor ®ayH nanaan je [laHy, aHTHYKOM IPYKOM MHUTOJIOIKOM Ouhy, 60Ty macTupi, mobi, TMBaja u nryma,
ca KO3jUM HOrama, poroBuma u ayrom Opagom, ouhy uecro Buhenom y JluonucoBoj ceutu. Cf. Goran Budzak
(prired.), Antologija grckih mitova, Beograd, Dom i skola, 2006 (drugo izdanje), 77—78; Susan J. Maclagan, A
Dictionary for the Modern Flutist, Lanham, The Scarecrow Press, 2009, 125; T. ITonosuhi Mnahenosuh, op. cit., 95.
6 3anumibuBY ,,napadpasy” Ha Jlebucujeso neno npasu Pajko Maxcumosuh (1935) cBojum IIperudom 3a npenooue
Jjeonoe gpayna (Prélude a I’avant-midi d 'un faune) HacTanuMm jenaH Bek HaKOH npemujepe JlebucujeBe KOMIO3HLH]E.
Cf. Pajko MakcumoBuh, Taxo je mo 6uro (3) — aymobuoepagpcka ceharva (1990-2002): ‘Tooune xoje cy nojene
oybawsabe’, Beorpan, NM Libris, 2018 (apyro usname), 114.

" Ucroumena xommnosunuja Byka Kynenosuha (1946-2017) 3a ¢uayTy cono, KEHCKH XOp, KAMEPHH OpKeCTap M
eNeKTpOoHMKY mTamnana je 1980. rogune.

8 HamoMumeMo Jia MOCTOjM HENOAyJAapHOCT MojaTaka y BE3H ca rOJAMHOM HacTanka Komosuhesor sgena — y
napTutypu je 3amucana 1945. romuna, mok Bractumup Ilepmumh waBomm 1940. rommny. Cf. Ilerap Komosuh,
Konyepmua ceuma 3a dyeauxu xeunmem [maptutypal, beorpan, Hayuno memo, 1966, [1] u Vlastimir Pericic,
Muzicki stvaraoci u Srbiji, Beograd, Prosveta, 1969, 191.

% V. Perigi¢, op. cit., 37.

10 Stanislava VVuksanovi¢, Flauta u srpskoj umetnic¢koj muzici, Beograd, 1998, rukopis kod autora, 14.

1 KwwkeBHy M JIMKOBHY apTUKyjlanujy Muta o IlaHOBoj (pyiu 3amakamo y, Ha NpPUMEP, TeOKPHUTOBUM
(Theocritus, oxo 300 m. H. e. — mocne 260 m. H. e.) Hourama, Beprunujesum (Publius Vergilius Maro, 70 1. H. €. —
19 m. u. e.) Exnocama, Ounujeum (Publius Ovidius Naso, 43 n. u. e. — 17/18 u. e.) Memamopghozama, kao u Ha
miatiuma Py6enca (Peter Paul Rubens, 1577-1640), Ilycena (Nicolas Poussin, 1594-1665), Ilukaca (Pablo
Picasso, 1881-1973) u apyrux crBapajiana.
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Syrinx)”'? 6uo je jemaH o MOACTHIAja 33 MPOHANAKEHE W KOHTEKCTYaIH30BaHE eIeMeHAaTa
danTasMjcKor U GagaJHOT MPUHINIA Y KOMIO3UIMjH CPIICKOT ayTopa,’® Kao M 3a Mpero3HaBame
MY3MUYKHX W HEMY3MUYKHX aHajoruja ca JlebucujeBum nenoM. KomoBuh je MOETCKUM je3UKOM
npenouno cBoje Buhemwe [leOucujeBe My3nKe, MOCBETUBIIM jeTHO IMOTNIABIBE KibUre JIuunocmu
(1919) oBoM KOMITO3UTOPY KOjU je ,,001apeH moceOHUM (prHEecamMa OCETJbMBE M KYJITHBHUPAHE
ayme”* u umju Mysumuku u3pas Hanukyje ,.0yhemy naHa Kpo3 mpBe jyTapme Marye”.l®
Hparoneno Ham je KomoBuheBo cehame Ha, 3a mera taja ,,joll yBeK jenaH 30ymyjyhe HOBH
yTHCaK”, 1ITO ra je ,,;ioHeo ¢ Hekor koHmepra Yemke dun[x]apmonuje y Ilpary, Ha kKojem ce
13BOHO BeroB [Jle6ucujen; Har. M. T.] Ipenymuj ‘a 1’aprés-midi d’un faun[e]’”.*®

Ocum TmocenmoBama HCTE Mporpamcke ocHoBe (mut o IlaHoBOj (pynm), HazHadeHe
HacnoBuMa JlebucujeBe u KomosuheBe xommnosunyje 3a cono ¢uayTty, oda cy Jaeia mucaHa y
crienu(UYHUM JIPYIITBEHO-UCTOPUJCKUM OKoJMHOCTHMA. Hawmme, Cupurnxc, KaHOHCKO JEIo
duayTcke nMTEparype, HacTaje TONMHY JaHa mpe ,,Bemukor para”, mok Komoruh mwmie
Camuposy ceupany y atmocdepu [pyror cerckor para. Oba aytopa AeduHHcana Cy CBOjY
MY3WYKY/yMETHHYKY/JIPYIITBEHY TO3UIMjy y OJHOCY HAa TaJalllibe MPHUIMKE IOBPATKOM
MUTOJIOMIKOM TPEJIONIKY, jep, kako Mumiko [llyBakoBuh nucruue,

caBpiieHa ypeheHOCT ‘mpelsbyIcKor’ cBera mpupoze [....] [je] mopemak u3BaH JbyJACKHX Tj.
JPYIITBCHUX aHTaroHW3aMa W KOHTpaJuKiuja. MmeamHu cBeT — M3BOpHA MPUPOJA, apKaaUjCKU
NpeJIeo, PajCKH BPT — MOJATUTETH Cy HeoTyleHor cBera [....]. MuTCKa neTepMuHaIija ‘My3HuKe’

Kao u3pasa ocehama npefoTyheHOCTH W/winn pa3oTyhema — 4ecTo CyrepucaHa 3BYKOM QuiayTe

WM CBUpaJIe — OMIIa j€ PETPO-TIPOjEKTUBHA ITPaKca Cyreprcarma ‘M3BOPHOT cTama’.t’

N360p ¢rnayre kKao COIMCTUYKOT MHCTPYMEHTA jecTe IMPHUPOJaH, jep HeHa H3BOpHA
U3paKajHOCT, KapakTep W 3BYYHOCT JoJa3e U3 arMocdepe apKaaujcKor Iej3axa, UAUIMYHE
IPUPOZE, MACTOPATHOCTH, JIUPUKE U UYEXKIbE, OJHOCHO, Y HEMOCPEIHO] Cy BE3UW Ca MHUTOM O
nactanky ITanose ¢pyne/pnayre.® Cerumo ce peun us Jlebucujesor mucMa yrnyhenor HoBemOpa
1913. romure Mopejy (Gabriel Mourey, 1865-1943) y Be3u ca My3HKOM KOjy je KOMIIOHOBAO 3a
HEroBy JIpaMcKy mnoemy [lcuxa, TayHUje€ WHCTPYMEHTAlM]jOM: ,,MHUCIHM Ja ce Tpeba ApxKaTu

12/, Perici¢, op. cit., 191. Ykonuko umamo y Buny ja Jlebucujes lpeaud 4une ,apabecke 3a KOje KOMIIO3UTOP
Bepyje na My ux je uzauktupana @nayra mecHukoBor [Manapmeosor / Stéphane Mallarmé, 1842—1898; nan. M. T.]
dayna” (T. [omosuh Muahenosuh, op. cit., 30), Mory ce ycrocraBibaTu penanuje usmely Camupose ceupane n
IIpenuoa.

13 CnysxuheMo ce aHAIMTHYKMM KOpaluMa Koje npeiaxe Tujana [Tonosuh Mnahenosuh, oqHocHO pasmarpahiemo
Marepujall Ha kojeM ce KomoBuheBa ¢panmasuja 3acHMBa, Ka0 U HAUYMH Ha KOjU C€ TOK HETOBE (hanmasuje TPajam.
Cf. Tijana Popovi¢ Mladenovi¢, Procesi panstilistickog muzickog misljenja, Beograd, Fakultet muzic¢ke umetnosti,
2009, 375.

14 Petar Konjovié, ,,Claude Debussy”, u: Licnosti, Zagreb, Knjizara Celap i Popovac, 1919, 56.

15 Ibid., 55.

16 Ibid., 60.

7 Misko Suvakovi¢, Estetika muzike: modeli, metode i epistemologije o/u modernoj i savremenoj muzici i
umetnostima, Beograd, Orion Art, 2016, 73-74.

18 ®dnaytucta Muoapar Asaman (1932-1997) croju Ha cTaHOBMIUTY Aa 3ByK IlaHOBe ApKaamje NpencTaBiba
,»bmayrcku npaton”. Muoapar Azaman, Cpncka ymemnocm gaayme (¢ppyia — prayma o0 uckona), (npupel). 3opan
Pajuunh), Yauak, Typuctryka oprarmusanyja Yauka — Caset Cabopa ¢pynama Cpouje ,,0j Mopaso”, 2018, 20.
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[TanoBe ¢pyne 0Oe3 mkakBe mpaTme. OBO je Teke moctuhu, anu je BUIIE y CKIagy ca
npuponom”.t® ¥V cprckoj mysumu, Ceeromup HacracujeBuh je rajuo cHaxan apuHHUTET Ipema
bnayTi, 4Mju Cy 3BYIM 3a Bera Owim cuUMOOJN JIETUIbCTBA, Ceja M MUTOMHUX IIIYMaJdjCKUX
npornanaka.’’ To cHaxxHO pe3oHMpa ca MunbeweM Kapna Huncena (Carl Nielsen, 1865-1931),
ayTopa macropaiHe cuene 3a opkectap llan u Cupunxc on. 49 (1918), na ,,hnayra He Moxe na
IIOpEKHE CBOjy MPUPOTy, OHA MPKIIana APKaJMju U BOJIM MACTOPAIHA Pacronoxkema”. >t

Jlebucujesa komnosunuja Cupunkc IMCAHA je, 1aKie, Kao My3uka 3a MopejeBy ITcuxy;?
unak, Cupumkc ce JaHac W3BOAM HA KOHLEPTHUM IOIMjyMHUMa Kao JeJI0 3a cojo (ayTy,
OTHOCHO 0€3 TOBOpPEHOr JapaMmcKor Tekcta. Camuposa ceupana jecte cpenuinmu, Tpehu cras
(Andante pin sostenuto € molto rubato) Kowosuhese Konyepmue ceume 3a oysauxku keunmem,
KOju ce Hajuemnrhe M3BOAM CaMOCTaIHO, Jakjie — kao u JlebucujeBa KOMIIO3UIIMja — U3BAH CBOT
W3BOPHOT KOHTEKCTA. VIHAMKATWBHA je W YHMIbCHUIIA J1a CYy MHUIMJjAIHO OCMHIILJBEHH HAa3UBH
00ejy KOMITO3HIIHja TOKOM BpeMeHa mpoMereHu: Jlebucujes nacinos Ilanosa ¢gpyna (La flite de
Pan) samemen je 1927. ronune y Cupunkc,?® 1ok cy, ca apyre crpane, KomosuheBy Ceupany
camupa (La flite de Pan)?* ¢nayructn npenmenosamu y Camuposy ceuparny.

Beh cam wnasuB KomoBuheBe kommosunuje ynyhyje Ha ¢anmasujy, OTHOCHO
¢anmacmuxy, Oynyhu na je ca koHuenToMm (panrasuje

HETMOCPEHO TOBEe3aH MojaM (aHTacTHKE Kao Iuion ¢aHTasWje, Kao OHO IITO je CTBOPEHO
MAIlTOM, U3MHIILUBEHO, YYJHOBATO, HECTBAPHO [....]. A daHTacTHKa y cMuCITy TpecTaBa, MUCIH,
CIIMKa CTBOPEHUX YyOOpasnmjbOM, Yy KOjHMa C€ CTBApHOCT II0jaBJbyje Yy IpeyBEINYaHOM,
TajaHCTBEHOM WJIM HATHPUPOJHOM BHIY, Ka0 Uy/0, Yapolidja, MOpa, yKac, MoThde u3 AyOuHa
MUTCKE (M PETUTHO3HE) CBECTH M3 KOjUX j€ MOTOM IPEKO HAPOAHUX Mpelarba U JIETeHAN YIlia y

KEUKEBHOCT U yMETHOCTH. ?

Acnekty (aHTa3MjCKOT TpPUHIMIA YOuyaBajy ce€ Yy TMOAJeJHAK0] MEpU MPUINKOM
camienaBamba Camupoge ceupane Kao 3aceOHE IIEIMHE U Yy KOHTEKCTYy HEHE JApamaryplike
nosunyje y nukiycy. OHa ce y merocraBayHoj Konyepmmuoj ceumu Hanasu, Jlakie, Ha MECTy
CPEIUIILEr CTaBa W MHCaHa je 3a coio (iayTy, OMHOCHO HM3BOAM ce Oe3 yuemrha ocrtammx
IyBauKUX HHCTpyMeHara. Mako Hau3Ive] aHTUKIMMAakC, oBaj cTaB je, mpema llepuumheBom

19 Claude Debussy, Frederick R. Koch Collection, Beinecke Rare Book & Manuscript Library, Yale University,
(daxcummn objaBsben 1992. rogune. Has. npema: Msana P. Iletkouh, Mysuuku ynusepsym Kiooa Hebucuja — YV
mpazary 3a Henocpeonowhy cariacja usmehy yxa u oxa (IOKTOpCKa qucepranuja, GakynreT My3udke YMETHOCTH,
2018, pykomnuc kox aytopa), 224.

2 Gordana Krajaci¢, Carobna fiula Svetomira Nastasijeviéa, Vrnjacka Banja, Zamak kulture, 1980, 128.

2l Hap. npema: Beth E. Chandler, The “Arcadian” Flute: Late Style in Carl Nielsen’s Works for Flute, 2004, 9,
https://etd.ohiolink.edu/apexprod/rws_etd/send_file/send?accession=ucin1085004413&disposition=attachment, ac.
12. 5. 2020. at 8.47 AM.

22 Cf. Ernst-Giinter Heinemann (Ed.), [notes on] Claude Debussy, Syrinx for Flute Solo [score], Miinchen, G. Henle
Verlag, 1994.

2 |dem.

2 Hacnos tpeher craBa Kownyepmue ceume nar je y caipikajy mapTuType u Ha (panmyckom jesuky. Cf. TI.
Komosuh, Konyepmnua céuma..., op. Cit.

%5 T, Popovié Mladenovié, Procesi..., op. cit., 348.
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MHUIBEHY, ca KOjUM CMO CaIvIacHH, ,MOKJIa HajuMIpecHBHHju neo cute”.?® Mctm aytop
npumehyje ,,9yIHy CIMYHOCT atMocdepe m3Mely oBOr craBa M 4yBEeHOr cojia (iayTe koja y
Kowmanu [1931] nparu xayum Tomuny ITecmy o maadoj 6ynu” 2’ Y ognocy Ha mperxomne (I —
Andante non troppo [Introduzione], Il — Vivace) u notomwe (IV — Allegretto comodo, V — Molto
vivace [Rondo]) craBoBe, koje OmIHKYjy Hrpauku kKapakrep (y pacmoHy OJ JaraHor IJIECHOT
UMIIyJIca JI0 CKepIlaHaa) W MperjeaHuja My3udka apXUTEKTOHHKA, IICHTPAJIHH CTaB ,,eMaHHpa
OHY Opyey JIOTHKY, Opy20 MUIILBEHC WIH Opyeu ‘CKPUBCHH 3aKOH ‘paja 6e3 mpaBuia’ (0JHOCHO,
pana HecBecHHX npasmia)”.?® TlaH cBojy mecMy ,,ne6a Ha Opyeoj cyenu yHyTap cuene”.?® Ona je
,y ‘Hecarjacjy’ ca CBOJUM OKpyXemeM~ U MpeAcTaBjba MOMEHAT ,pa3/iBajama, IMpeKuia,
pemehiema, ‘MIIUaIIeHa’, ‘pa3sMelTama’ y My3HakoM ToKy >0 Konyepmue ceume.

To opyeo, Ta ,,cnobomaa urpa”! HeonsojuBa ox QaHTa3mje, OXHOCH ce Ha Opyz(auuj)y

MHCTpyMeHTanujy (como ¢rmayra yMecTo JyBauykor KBUHTETa) M 3By4HY O00jy, (axtypy
(MeOAMjCKH MHCTPYMEHT HacynpoT MoryhHocTuma tutti aktype), maTenTHy XapmoHwmjy,>?
(opraHcku) THN paga ca My3HMYKHM MaTepujajioM, Ka0 M Ha CHOMEHYTY MpPOTrpaMHOCT, Koja je
U3BOp Opyeauujec Kapaktepa cpeiuiimer craBa. Beh nouerak Ceupane y auHamunu piano,
temny Andante piti sostenuto W TPBOM (IAYTCKOM PpETHCTPY BHIHO KOHTpactupa tutti
3aBpIICTKY JIpyror craBa cBute y temiy Molto vivace u aunamuiu fortissimo (meonure oboe,
KJIapuHeTa, ¢arota u xopHe) u fortissimo possibile (neonuna gmayre).

Camuposa ceéupana Tipu3uBa MHUTCKU CBET M omnpucyhyje My3W4Ky HCIIOBECT JIMPCKOT
cybjekTa koju ce omiena y npupoau. OHa penpe3eHTyje CTaIHO NPUCYTHY UYEXIbY U JKeJby 3a
Hpyrum, oqHocHo HUM(poM CHpHHKC Koja je ,,IPUCYTHA y CBOM OJICYCTBY, UyjHa HaKO He TOBOPH,
TIPENo3HAT/bHBA HAKO ce He TojaBibyje”.>® 3Byk (uayTe (cBHpae/CHPUHKC) ,,y3MMa Ce& HEPETKO
Kao CBeoOyXBaTHH cMMOON 4oBekoBe Jbybasum®' um mame”.>® Brmox (Ernst Bloch, 1885-1977)

%V, Peri¢ié, op. cit., 191.

27 |dem. V xpahem mpukasy cpute, Ilepuunh — 3HauajHo je ucrahu — HajBehm mpoctop nocsehyje ympaso
Camuposoj ceupanu. Cf. idem.

28 Tijana Popovi¢ Mladenovi¢, “Improvisation as a Call for Communication”, New Sound — International Journal of
Music, 32, 11/2008, 29.

2 Tujana Tlomoswh Munabhenosuh, ,llpuda o Ganamu y mysumu”, Hoeu 36yk — uHMEPHAYUOHATHU YACONUC 3A
mysuxy, 30, 11/2007, 26.

%0 Ibid., 29.

3L T. Popovié¢ Mladenovié, Procesi..., op. cit., 352.

32 Cunrarmy ,,1aTeHTHa XapMOHHja” KOpUCTUMO uMajyhu y Buny aa je Camuposa ceupana NHCaHA 3a MENOAU]CKH
HWHCTPYMEHT.

33 Marcel Cobussen, “In(-)formations: The Meaning of Paratextual Elements in Debussy’s Syrinx”, Muzikoloski
zbornik / Musicological Annual, XL1/2, 2005, 61.

3 Momnen (Raymond Monelle) sactyna Tesy na je ,,mactup ca cBojoM (pyJIOM KIacM4HH Ofipa3 MacTOpaHe
My3HuKe”, a ,,[IaCTOPAJHK CBET UCIYICH je JbyOaBiby M Meinanxonujom”. Raymond Monelle, The Musical Topic
(Hunt, Military and Pastoral), Bloomington and Indianapolis, Indiana University Press, 2006, 207, 196. MoHenos
,[IACTUP” MOXKE Ce CXBaTUTH Kao mepconudukauuja [lana, ykomuko mo3Hajemo Emwmjaneoso (Mircea Eliade)
CTaHOBHINITE JIa CBaKa pajma 4oBeKa (y OBOM CIy4ajy IacTupa, Koju cBupa ¢pyiy) jecte (HE)CBECHO ,,0N0HAULAE
Y30pHHX Jiesia 0ora WM MUCTHYHOT Xepoja”, jep MHT ,,IipelicTaB/ba oOpasall Jeyackor noHamama” (Mirca Elijade,
Mitovi, snovi i misterije, [prev. Dusan Jani¢], Novi Sad, Akademska knjiga, 2020, 15).

35 M. Aszamar, op. cit., 20.
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HCTHYE J1a ,,My3UKa KOja IpO3ByuYaBa Kpo3 IEBU cBHUpaiie yjenumyje [lana ca Humpom koja je
HecTalla aJli HUje CacBUM HImue3na, Oyayhu na ce OTeloTBOpyje Kpo3 3BYK KOjU H3J1a3u W3

myrbux Tpek”. 38

TakBo Meangpupame u3Mel)ly mpucycTBa U OAcycTBa HHM(pe KopecrnoHaupa
KOMITO3UTOPOBOM TPETMaHy TOHAJHE JMHAMHKE IIEJIOKYITHOT My3UUKor Toka Camupose ceupare,
KOjy KapakTepHIle MOIATHOCT, Ka0 BHJ TOHAJIHOCTH. Hamme, OCHOBHA O/UIMKAa XapMOHCKOT
jesnka jecte, Kako Op30 CMEHHBambEe TOHATHHMX IIEHTapa, Tako M OCHWIOBAkE LEHTapa U
JIECTBUYHUX CTPYKTypa TOKOM YHMTABOT Jeja, IITO yKa3yje Ha /JejCTBO (haHTa3MjCKOr MPUHIIMIIA.
Hagenena ocumnaropHoct u ¢urynnnoct npumehyje ce Beh y modernum takroBuma Csupaie.
VIeyaTJbHBO MHCHCTHPARkE HA MEJTOAMjCKOM MHOKpety eg' — a' — xal, ommocHO Ha ciemy
MHTEpBada BelMKe Teplie UM BelMKe CeKyHJe KOju rpaje MpeKOMEpHY KBapTy®' ykasyje Ha
muaujeku moxyc in Ed. Tomukamusarumja Tona a' y 1. 3/206 omoryhasa ma, peTpoakTHBHO
(y3umajyhu y 003up u npuCycTBO MCTOBeTHOT TOHA Y T. 1/204 u 1. 2/205), naentudukyjemo u
nocrojame eonckor in a (ym. Ipumep 1), koju ce 3axBaibyjyhu CKOKy mpekoMepHe KBapTe a® —
ouc? (1. 3-4/206-207) y6p30 HamymTa y KopucT Iuamjckor in E koju ocumtyje ca gppurujckum in

c.

Ipumep 1: Ierap Kowosuh, Camuposa ceupana, 1. 1-4/204-207.

Andante piu sostenuto e molto rubato

1/204 —~
—_
s U
n A9 o Ve S IS
- {8 a— i bt ¢ Y I
) — ! p— o == o
P _ —_— Iy)

CrenuuyHO MOUTpaBamke HHTEpBaTUMa TpekomepHe (e’ — a' — xa')*® u uncre xBapre
(et — a* — 6¢€') Ha kpajy nema pe3yaTHpa IPOKUMAELEM €0JICKOT M (DPHUTHjCKOT MOyca iNn a, Koju
ociuyjy ca nauaujckuM moaycoM in Ed u Ed-mypom. Kao u Ha moueTky ena, mpucyTHa je
[eHTpalu3anija ToHa a 3axBasbyjyhu, m3amel)y ocranor, ceom lunga crarycy, mako aaTtoMm y
JVHAMHUIM PPPP My KOHTEKCTY MOCTENeHor Hecmajarba 3Byka (ym. Ipumep 2).3° Monanue
pedepeHiie, ‘macTopa’iHu’ MOIYCH, MPOMEHJBUBOCT M ‘HEYXBaTJBMBOCT TOHAJIHOT LEHTpa
Csupane y yHKIUjU cy My3U4dKe TpaHcTo3uiije Muta o [lany u CupuHKc.

3% Has. mpema: Roger W. H. Savage, Music, Time, and Its Other: Aesthetic Reflections on Finitude, Temporality,
and Alterity, London, Routledge, 2018, 50.

37 3nauajno je mamomenyTH ja orcer Teme [peauda 3a nonoowe jednoz ayna NpeNCTaB/ba TPUTOHYC (MaMjcKa
KBapTa), KOjU UMa 3HauajHy ysory u'y JleducujeBoj komnosunuju Cupunxc.

38 [IpomuHEHTHA je yyora MHTepBaIa NPeKOMepHe KBapTe y KomoBUNEBOM JIENy, KOjU, OCHM y BHJLY MHTEPBAICKOT
CKOKa, (UTypHpa U Kao MEJOIUjCKH CKEJIeT MOTHBA, MCIYHEH W/HIN OKPYXEH NOJaTHUM TOHOBHMMA (yr. T. 1—
5/204-208, 9-11/212-214, 20-21/223-224, 37/240, 39/242, 42—-45/245-248, 49-52/252-255, 54-58/257-261).

39 Ha cnwuan HauuMH 3BYK ce ‘mpeTana’ y ‘TMinnHy’ Ha Kpajy Cupuuxc.
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IMpumep 2: Ilerap Kowosuh, Camuposa céupana, T. 56-59/259-262.

56/259

_—-F'—ﬂ,\ [ — [ — \ | |
Fl A S - Y — g = —  — — i |
. P i i g r_J i E r_J I Hi’ i’ 7/ 7 Fi f I D & 7/ I=
rprp dim.  perdendosi —_— T PPPP lunga

YV Komosuhesom neny Ilan ,,cama, kpo3 myr cono”,*® a mpema ®pojgosom (Sigmund

Freud, 1856—1939) yBepemy, caH, camapeme’! 1 GpaHTa3nja MOTY ce ,,TyMaulTH Ka0 KOMITPOMHC
mMel)y HecBecHOr U cBecHOr”.*? V muramy je ,,iHeBHH can”*® o JIpyrom (y oBOM ciyuajy, o
uumdu CHpHHKC), OIHOCHO caH/CHeBame/camapeme Ha jaBu,** jep Mysuuka QanTasuja
LIPEJICTaBIba MPOKUMALE CBECTU CHA [...] M cBectH jae”,” a ,.cBeT (paHTacTHKE ce Be3yje 3a
CHOBe, CHOBHleHa, CHEBAE [...|] U3MEHEHA U Mpelia3Ha CTamba CBECTH [...], OMIHOCHO 3a MHT,
pemurujy u 6ajky”.*® Jlakam (Jacques Lacan, 1901-1981) cmarpa ma cy cBe ., aHTasuje
CUMOOJIMYKE PETNpPE3EHTAIIN]E KEJbE 32 OHUM YKYITHHUM, MTOTITYHUM, IEJINM, JK€JbE 32 CaBPIICHUM
jenmHCTBOM ca Jlpyrum”, jep ,kerpa je xkesba 3a Jpyrum”.*’ Moxemo pehn na je Mys3nka Kojy
[Tan cTBapa cBupajyhu Ha CBOjOj CBUpPAIH MPOCTOP ,,y KOME C€ CIiajajy jKeJba U HheH MMaruHapHU
00jeKT, MECTO TJle ce ycrocTaBjba penamuja m3Mely cy6jekra m meroor mamka”,*® omgmocHO
o6jexta ITanose xembe.*d Ta sxema 3a Jpyrum Moxna je y Camupoéoj ceupanu HajounrieHuja
y T. 46/249, xama KOMIO3UTOp 3axTeBa O u3Bohada jga cBupa sawybmeno (amoroso) u
uzpaxcajno (€SPressivo).

VYayTpamimbe cinodome mysuuke (anTasuje maHudectyjy ce kpo3 ,,‘rubato mpoctope’
crieruduyHOT, Kpajie nEauBKayanHor ‘ad libitum aucama’ Mysuukor Toka”,>® mTo y oBom jemy
pe3ysITupa UHTEPIPETATOPOBUM OCBajameM aroruuke ciobone. Bepyjemo na HajynedarsbuBUjU
npuMep ‘cI000HOT’ perysucama BpeMEHCKOT MpoToKa npezacTasiba T. 33/236 (ym. [Ipumep 4),
Kajga ¢uayTucTa JOHOCH OMJIYKY O Tpajalby KOpPOHE 3alMCcaHe H3HAJ O3HaKe 3a y3UMame
Ba3lyxa, y3uMmajyhu y oO3up KapakTep My3WUKOI TOKa KOju je OoKkpyxkyje. KowoBuh kao aa

40 PepepupaMo Ha cerMeHT cTuxa U3 Manapmeose exiore ITonoowne jeonoe ¢payua (1876), kojom je debucu 610
MHCIMPHUCAH MPUIHKOM Tucamwa [Ipeauda. Cf. T. [lonosuh Mnalenosuh, Kroo Jebucu..., op. Cit., 32.

MasnapmeoBa exiora u Jlebucujes /lpenuo ,,ipeOuBajy y MarjaoBUTOM NPOCTOpY (payHOBUX (paHTa3Mja Koje HACTA]y
n3melhy cHa u cehama, CBECHOT M HECBECHOT, Cambaperha U PEATHOCTH, CliaBama U Oyhema, )KeJbe 1 My3UKe HEroBe
ceupane”. 1bid., 54.

4l Yo6uuajeHo je mpencraBibame IlaHa ,Kako cBMpa M Urpa Ha camapcku Hauud’. Andrijana Gojkovié, Muzicki
instrumenti — mitovi i legende, simbolika i funkcija, Beograd [i. e.] Bruxelles, Atelier Tchik et Tchak, 1994, 22.

%2 Jos de Mul, ,,Sigmund Frojd: Estetika nesvesnog”, u: Misko Suvakovi¢ i Ales Erjavec (ured.), Figure u pokretu:
savremena zapadna estetika, filozofija i teorija umetnosti, Beograd, Atoca, 2009, 46.

4 Cf. T. Popovi¢ Mladenovié¢, Procesi..., op. cit., 349, 350.

4 Cf. ibid., 374.

5 |dem.

%6 |bid., 348.

47 1bid., 371.

“8 1bid., 374.

49 Cf. R. W. H. Savage, op. cit., 46.

50 T, Popovi¢ Mladenovié, Procesi..., op. cit., 392.
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cMaTpa Jla cama HarmoMeHa rubato Huje moBosbHa, Beh Ha modetky Csupane 3ammcyje molto
rubato y3 piu sostenuto, nocrasibajyhu ommru (¢on (u3Boherma) fena. YupaBo Taj ocrobohenu
npocmop CBEIOYH O TOCTOjarby (PAaHTACTHYHOT WJIM UMArdHapHOT M — y IIMPEM CMHUCITY —

(aHTa3MjCKOT MPHUHITUIIA KOjH je ,,0idemke coboae y Mysuuu’.>!

Taj mpuHIMI MPENO3HAjeMO U y HaYWHY HM3TPajkhe My3udkor Toka Camupoge ceupaie.
Tepawy na Cupunkc oBaruiohyje mapagurmMy WHOBaTHBHOT BapUPAaHOT TOHABJbarha WHUIIM]ATTHE
My3HUKe HIeje,
KOMH03Hque,53

0 yemy cBefoun uyyBeHa HarjeoBa (Jean-Jacques Nattiez) ananuza JleObucujee
MOXEMO JOBeCTH y Bedy U ca Cesupanom. Jlakie, CpOIHOCT KOMITO3HIIHja
(paHIlyCKOT U CPIICKOT ayTopa MCI0JbaBa CE — OCUM Ha IUIaHy IPOTPaMCKe TeMaTHKE — M KPO3
ynoTpedy HMCTOT KOMIO3UIIMOHO-TEXHUYKOTr MocTtynka. [Ipumenom HarjeoBor cTpykTypaiHo-

CEMHOTHMUKOT ITIPHCTyHa mpuinukoMm Qopmande anamuse Komosuhesor nema® momasumo 1o

3aKJbydKa J1a je OHO TIOCTAaB/HEHO Ha JIBE OCHOBHE MapajurMe, YHje Ce ,jeJuHuIe”™ IpyIuILy
3axBasbyjyhu kopumihewmy KapakTepUCTHUYHMX HMHTEpBajla WIM PUTMHYKHX oOpasaua, cMmepy
MEJIO/INJCKOT KpeTama U CIMYHO. MoxXe ce YTBPIUTH Ja My3UYKH TOK JieJla IIPOUCTUYE U3 JBE
OCHOBHE jEMHUIIE — CBEACHOCT Opoja jequHUIla yKa3zyje Ha 3HauajHy PeayKLHjy TeMaTCKOT
MaTepujaja M Ha UHIEHMIy Ja je IeJa KOMIO3MIMja 3aCHOBaHA Ha BapHpamy.”
CumnromatnuyHo je 1o Aa y Ceuparu He TOCTOJU JOCIOBHO IOHAB/bAKE I10jeIMHAUYHUX
jemuauia,’ mWTO yKasyje Ha GOraTCcTBO MOCTYNAKA BAPHPAha, d AyTOPOB TPETMaH JMHAMUYKE U
apTUKyJAIlMOHE KOMIIOHEHTE JOAAaTHO TMOTBphyje HaBemeHo craHoBumre. CremneH
BapHjaHTHOCTH je BHUCOK — BapHpame jeJUHHIIA MTOCTHKE CE y JOMEHY PUTMHYKE KOMIIOHEHTE
IITO MOYXE J]a Pe3yJITUpa METPUYKKUM ‘ToMepamima’ (yi. [Ipumep 3), BapupameM HHTEPBAICKOT
CKJIONa jeAUHHUIE (Ha MpHUMEp, CMEHUBAKE NMPEKOMEPHE M YHCTE KBapTe y jeIUHHIIaMa IpBe
napagurme; [Ipumep 3), npomenom peructpa (ym. T. 3—4/206-207 u T. 29/232; Tlpumep 1 u
[Tpumep 4), npoiupemeM MOTHBa ‘U3HYTpa’ noaaBameM ToHOBa (ym. T. 3—4/206-207 u T. 36—
39/239-242; Tlpumep 1 u [Ipumep 4), myTemM HHTErpHUCama May3e y MOYeTaK WK KPaj jeTUHUIIC

(yn. Tlpumep 3) u apyrum napamerpuma.”®

°1 Ibid., 399.

52 Richard S. Parks, “Music’s inner dance: form, pacing and complexity in Debussy’s music”, in: Simon Trezise
(Ed.), The Cambridge Companion to Debussy, Cambridge, Cambridge University Press, 2003, 207.

53 Jean-Jacques Nattiez, “Syrinx de Claude Debussy”, y: Fondements d’une sémiologie de la musique, Paris, Union
générale d’éditions, 1975, 330-356.

% MWako y JOCTYIIHOj NMTepaTypd HE NPOHANA3UMO MojaTak o Tome jga ju je Komosuh Ouo ymosHar ca
Hebucujesnm nenom Cupumnxc, Moryha mprMeHa UCTE aHAIMTHYKE METOJIE ITOCPEIHO, Takohe, moTBphyje Gimckoct
OBUX KOMITO3HUIIH]a.

%5 Hartjeos TepmuH ,jequunna” (ppani. unité) KOPUCTMMO HA MCTH HA4WMH HA KOjU Ta TPETHUPA OBaj (paHIlyCcKH
cemuodor. Cf. J. J. Nattiez, op. cit.

% OpoM npuimkoM wu3nBajamMo kao mpumep camo mpBy mapaaurmy (IIpumep 3), MAKO CE UCTHM aHATUTHYKHMM
MIOCTYIIKOM MOTY M3BECTH U OCTaJIe Mapajurme.

5" Takohe, Koworuh He 3anucyje penerunuje y naprurypu Camupose ceupaie — IlaHOBa My3uKa, JakKie, Tede
c11000/1HO, CTaHO ce pa3Bujajyhn.

%8 JTuctpuOynuja jequHULA W3 UCTE IapaiurMe Takole je pasHoBpcHa, Oyayhm ma ce 0He MOTY HH3aTH Y3acCTOITHO,

amm ¥ Ha OMKeM WM NaJbeM pacTojamy, IITO jé HApOYUTO KapaKTEPUCTHUYHO 3a APYTY MapajurMmy, ddja ce
HHHMIMjaJIHa jequHnIa Hanasd y T. 3—4/206-207 (ym. 1. 5/208, 7/210, 8-9/211-212, 10/213, 16/219, 18/221, 19/222,
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Mpumep 3: Ilerap Kowosuh, Camuposa ceupana, jenvHulle IpBe Napagurme.

T. 1-2/204-205

-

20-21/223-224, 25/228, 28-29/231-232, 36-39/239-242, 42-43/245-246, 44-45/247-248, 50/253, 53-54/256—
257).
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Ipumep 4: Tlerap Koworuh, Camuposa ceupana, 1. 28—39/231-242.
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Bapujarmmonn mnpunnun, koju 3a KomoBuha mpencraBiba BakaH KOMITO3UIIMOHO-
TEXHUYKH MOCTyMaK (3aCTyIUbeH y, Ha npumep, Cumponuju y ye-mony [1907], pyeom eyoauxom
xkeapmemy [1937] u cumdbonujckoj moemu Makap Hyopa [1945]), pe3oHupa ca MUTCKUM (U
dbonknopuuMm) auckypcom. IIpema waBomuma Emnmjanea, ,,mutcko Bpeme [je] OeckoHaqHO
OBPaTHBO, 6ECKOHAYHO TIOHOBJBUBO”,%” IITO MOXKEMO JOBECTH y BE3y Ca KOHIIENTOM BAPHPAHOT
MoHaBJbama y Mmy3unid. Y Ceupanu, MoHOIHWja (uiayTe MOYUBA, JaKie, HAa Pa3IHUYUTUM BUIOBUMA
TpaHcpopmalrje MOTHBA y TMOMIEAY MENOAUjCKEe, PUTMHUYKE, ‘XapMOHCKe’, TUHAMUYKE U
apTUKyNaluone kommoHeHTe. M30eraBame adupmainje movyeTHOr (M CBAaKOr JIPYror) MOTHBA,
adupmanuje koja Ou Oula MCXON JOCIOBHOI IMOHABJbaa, jJ€CTE MOCTYMaK KOjU HMILTUIUPA
Tparame 32 KOHAYHUM HJCHTUTETOM MOTHBA WM, TPEHETO Ha IUIaH MHUTA, Tparame 3a pyrum,
3a HUM(oM koja [lany ‘u3muue’.

5 Mupua Emujane, Ceemo u npogano, (npes. 3opan Crojanosuh), Cpemcku Kapnosuu — Hosu Can, W3naBauxa
kmrokapHuna 3opana Crojanosuha, 2003, 111.

10



Hosu 3eyx 57, 112021.

,PaHTacTHYHE MeJoujcke apabecke [...] [Koje] kao ma eBomupajy y3apxKaHy CTpacT Moj
cynuanuM HeOGoMm Xemame”®® mHmky ce kao cuen (ykymHo TpuHaect) Kpahmx
rcKaza/enu3ona/gppasza/pedeHniia/oiceka 3a0KpyKeHUX JeIMHCTBEHUM KapakTepoM, JUrarypama
U ‘3acTojumMa’ Ha AY)KUM HOTHHM BpEAHOCTHMA, a mpaheHuX may3ama WM JpaMarypIIKH
(YHKIMOHAJIM30BaHUM O3HAKaMa 3a y3MMame Ba3ayxa. Mako oBaj BUJ HAapaTUBHOCTH, OJHOCHO
PETOPUYHOCTH MOYKE OJJaBaTH YTHUCAK MO3AaWYHOT HHM3ama MCKa3a KOjU Ce BapUPAHO MOHABIbAjY
[0 TPUHIMIY [POKOMIIOHOBAHOT, HEMPEKUHYTOT, YCMEPEHOT HApPaTUBHOI HCIIpeama,
UCTOBpeMeHO ce Mel)y MojeIuHaYHUM HMCKa3uMa CTBapajy €KBUBAJICHTHU OJHOCH. Y ILIMPEM
CMICITy, MOKE Ceé TOBOPUTH O TPOJEIHO] KOHIIETIHjH®' KOMIO3MIMje KOja 3aBpIIaBa KOIOM,
6ymyhn 1a mociie urpaukor u (GoNKIOpHO 060jeHor® cpeaummer aena®® mojasa jemuHMIE MpBE
napagurme (1. 35/238), a 3atum jeaunune apyre mapamurme (1. 36-39/239-242), omHOoCHO
YMHWJIAla TMPBOT HMCKa3za WIM ‘TeMe’ [ella, YHOCH eNeMEHT penpusHocTH. Hamme, mame
PUTMUYKE BPEIHOCTH KOjUMa ce OONMKYjy OpHaMEHTH, (GUTYPE U MACaKU y CPEAULIHEM eIy
CTBapajy yTHCaK JAWHaMH3alMje My3udkor Toka (ym. Ilpumep 4), pedepupajyhu na Ilana xoju
MPUBPEMEHO M3JIa3H U3 CTalba Cambapemha U KOHTEMIUIAIU)e U T0CTaje YIECHHK TIECOBa HUMMH.
3axBaspyjyhu IpOMEHHM THUIIA KUCKa3a Y CPENUIIBEeM ey, KOMIIO3UIIMja MOCEeAyje CBOJEBPCHY
Jpamaryprujy. 3HauajHO je TO IUTO y TPEHYTKy rpahema ‘pernpuse’, To jecT Ha (HOpMaIHOM
IlaHy (Kao W Ha TUIaHy XapMOHCKOT je3uka), KomoBuh mocexe 3a cpeACcTBOM Koje je y CKIIaay
ca HBEroBOM TeXHOM Ka ‘3aMarjbeiy’ M MPUHIMIIOM MeTamop(do3e, Ha KOjeM C€ TEMEJbU MUT O

[ManoBoj ¢pymn.’* MoxkeMo 3ak/byduTH 1a ayTOpOB THII paja ca MaTepHjajJoM HOTBphyje

80V, Perici¢, op. cit., 191.

81 MIpennaxemo cienehy cermenranujy: Ilpsu neo (,A”): T. 1-21/204-224 (a: 1. 1-4/204-207; b: 1. 4-7/207-210;
ar: 1. 7-12/210-215; c¢: 1. 12-15/215-218; ay: 1. 16-21/219-224); Opyru neo (,B”): 1. 22-36/225-239 (a: 1. 22—
27/225-230; b: T. 28-33/231-236; c: 1. 34-36/237-239); Tpehu meo (,,A1”): T. 36-54/239-257 (a: T. 36-39/239—
242; b: 1. 40-45/243-248; c: 1. 45-52/248-255; a;: 1. 53-54/256-257); Kona: 1. 55-59/258-262.

62 Mcraknumo, Ha IIpUMep, 3aBIIETAaK MPBOT 0JICeKa CPEAUIIILET Jelia Ha APYroM cTymmby in A (ym. 1. 27/230).
KomoBuheBy NOETHKY KapakTepuIle ,,3BYYHH HAHOM IMOCTPOMAHTHYHUX CTpYyja, NMpU 4YeMy cy y3eTa y o03up
nocturayha UMIpecroHu3ma, a — pa3yMe ce — M TOHanHe ocobuHe Hamer ¢ouknopa”. V. Peri¢i¢, op. cit., 173.
,,HaHoce BexoBa” kKoju ouukyjy ¢onkinop (Mupjana Becenmnnosuh, ,,Komopuh u Janauex — ogHoc usmely cruna u
Metona”, y: dumutpuje Credanosuh [ypen.], ’Kugsom u deno I[lempa Koroguha [300pHux padosa ca HayuHoe cKyna
oopoicarnoe 00 25. 0o 27. okmobpa 1983, nogodom 100-200uwmruye komnosumoposoe poheral, beorpan, Cpricka
aKkajJieMuja Hayka U yMmeTHoCcTH, 1989, 51) npeno3HajeMo U y MHUTCKOM JUCKYpPCY.

MocycoBa HaBoau aa je KomoBuh ,,cauyBao pOMaHTHYAPCKH OJTHOC TIpeMa MY3HIM, HaKO Cy Ta y TIepUOay HaKOH
IIpBor cBeTCKOT paTa 3aMHTEepecoBaja OCTBAPEHA PYCKHX M YEIIKUX ayTopa, Kao M HTAJIMjaHCKH BepHU3aM M
nMmipecnonn3zaM Kioma Jlebucuja. Hamexma Mocycosa, ,,Ctuncka opujeHtanuja Iletpa Komosuha”, y: l.
Credanosuh (ypen.), op. cit., 39, 41.

Amnanoruje uzmely [lebucujeBe xommnosunmje Cupunxc n KomosuheBe Csupare He MOTY ce MPEHETH Ha ITUIaH
CTHJICKE CHHTAaKce.

83 Kapaxkrep cpenunimer nena Camupoee ceupane 0CTBapyje BE3y ca PEOCTAIUM CTABOBUMA CBHUTE.

64 Kommnosutop To 4MHM naBameM Hajlpe jeMHUIE TPBE NapajurMe y 0OMMY YHCTE, a HE TIPEKOMEPHE KBapTe (T.
35/238 — yn. Ilpumep 4 u Ilpumep 3) — ynaHvaHe y 3aBpLIETaK MOCIEOHEr OJICEKa APYror Jaefna — a IMOTOM
BapHpaHe/OpHaMEHTUpaHe jequHune npyre mapagurme (ym. T. 36-39/239-242 wu 1. 3-4/206-207; Ilpumep 4 u
[Mpumep 1).

‘Meramop¢o3a’ BesMKe y Majly CEKCTy Koja ce OJBHja Ha mpenazy u3 T. 35/238 y 1. 36/239 kao na oncnukasa
Tpancopmaiijy [TaHoBOr 3a10BOJHCTBA, 300T MOMHUCIH Ja OM MOTao Ja yXBaTH HUM(Y, Yy EEroBy Xall yclend
cxXBaTama Jla y pykaMma 3arpaBo JIpiKH ,,IIyIJbe TPCKe ToKopuTe” — pedeprupajMo OHOBO Ha ManapMeoBy €KIIOTY
(Cf. T. ITonosuh Muahenosuh, Knoo [ebucu..., 0p. Cit., 31) — ymecto CupHHKC.
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HUCTOBPEMEHO TMPHCYCTBO JIBa pAa3JIMYMTa TPHUHIIMIA, OJHOCHO TPOXKUMame YTBpheHor
(TpozmenHor) hopMaHOT 06paciia u cI000aHe KOHIIENIH]e, ITO je obenexje gpanmazuje.®®

Ha onucann HaywmH, My3udku ToKk Ceupaie TIONPUMa UMITPOBU3AIMOHU KapakTep, YUMe
ce, Takohe, ycCIIOCTaB/ba aHaJOTHja ca MHUTOJOTHjoM. Hamme, y pa3IuuuTHM H3BOpPHMA
3aCTYIUBCHH CYy Jpyrauvju HapaTUBHU TOKOBH, TO jecT ¢adyme muta o I[laHoBoj ¢pynm.
BapujantHocT McHjaBa W y TPEHYTKY Kaja KEJIMMO Jia HACIOBUMO MHUT KOjU j€ MHCIHUPHCAO
Komoruha u 6pojue apyre ayrope — 1o je yjenHo mut o Ilany, mut o [laHoBOj dpynu, MUT O
[TanoBoj ¢uaytu, mut o Ilany u Cupunkc u cimyHo. OcuM TOra, MOCTOjeé 0COOCHA TyMadyema
UCTOT MHUTa, 300T Yera MOXXEMO 3aKJbY4YHWTH Ja je WHTeprperanuja yrpaljeHa y cam mporec
MIPUTIOBEahba MUTA — JIOK CE MHT IPHUIIOBEAA/TIPEHOCH, MY3HUKO JeJI0 ce u3Boau. bynyhu na ce
MMIPOBH3alMja, ,,Ka0 TPHHIMI KOHTponucane crnobome”,®® y Mysumu manmdectyje kao
BUIIECTPYKH TO3MB Ha KOMYHHUKAIM]y, Kao ,,MOMCHTAJIHO II03UBamkE CONCTBA M CHAXXHO
onasmBame Apyroct opyeoz”,®’ KomoBuheBa mporenypa UYmHM Ceé Yy M3BECHOM CMHCIY
OYCKHMBaHA, YKOJIMKO CMO CBeCHU [laHOBE TeXHE Ja CBHpPAmEM YCIIOCTaBH KOMYHHKAIH]y Ca
Cupunkc. Kako oOpasnaxe Tujana ITomoBuh MualenoBuh, ,,HEMOCPETHOCT W HWHTCH3UTET
‘HeceMaHTHUYKe’ KOMYHHKAIHje ca OpyauMm, OTakame, Ca3HABAE U MPET03HaBambe cede caMor y
opyeome |[...] HajcHaXxKHM]je, HajOpKe M HAjAyOJbe Ce OCTBapyje, YMHHU CE€, YIPABO Y MY3HUYKO]
uMnposuzanuju’.®

Hageneno ocBajame cnoboze u (ayTo)pediieKCuBHA ‘paclipuyaHoCT’ (IiayTCcKe ICOHUIE Y
CKJIaqy Cy ca MpaKcoM TpUIIOBEIama MHTa, Kao npanpuye ca 3HAYajHOM ,,HAPAaTHBHOM

caarom”,®® mpu uemy je maxma ycMepeHa Ha umMH Mysuukor m3Bohema mpuue.’’ Camuposa

ceupana TpecTaB/ba IPUMep ,,0allafMdIHOT TOHA GalKaHCKo-cpricke cupunre”,’t obyxsarajyhu
Moje/IMHE eJeMEHTe HHCTpyMEeHTalHe Oanane y Kojoj, u3Mel)y ocTajor, JIOMUHHUPAJy

TIPUTIOBENIAYKHY, KOMYHHKALIMOHU U TiepdopMaTuBHY actiekTH. ” [Ipema AsamueBoM Bubemy,

Camuposa ceupana Tlerpa Kowosuha, I[Tecme Kocog[c]ke Jlyne Iyme [Jlyne Koen-Ilyhe; npum.
M. T.], Tpernoc I'pane CrojkoBuh [...] MOry ce y3eTH Kao MHUTCKH CMHJIO3H jEJHOT JPEBHO-
4OOaHCKOT OallkaHCKOT (IayTCKOT MUTCKOT mpojora. HameBm oBux Jena cy 3acuheHn
TYXOAJIMYKUM T0jarbeM, UCITYEEHH Cy €JIETMYHHM JaXxoM OBOT Tia. Ped je o ‘jayk HaneBuma’,
JPEBHOj HApPOAHO] Oasaau, Oanxaau Koja MOpa caap KaBaTH HEIITO ercKko[,] MCTOPHjCKO, MUTCKO,
KOCMHYKO, CBAKaKO HEIITO HAPATHBHO, aJIM Y3 €JIEMEHT KOO, MUCTHYKE HEYMOJLMBOCTH. 3

8 Cf. T. Popovi¢ Mladenovié¢, Procesi..., op. cit., 392.

8 T. Popovi¢ Mladenovi¢, “Improvisation...”, op. cit., 28.

87 Ibid., 27.

88 Ibid., 26-27.

8 T. lonosuh Mnahenosuh, ,,[Tpuya...”, op. cit., 30.

0 O pedekcuBHOM nOTEHIMjaTy Ganane kao nepdopmatnpa nucana je Tujana [lonosuh Miahenoswuh. Ibid., 27.
I M. Azamar, op. Cit., 22.

2 Cf. T. llonosuh Mnahenosuh, ,,ITpuya...”, op. cit., 28.

8 M. Azamar, op. Cit., 22.
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Mysuuku u3pa3 Komosuhese Ceupane nperxonnunia je Fanade 3a cono daayry (1970) Enpuka
Jocuda (1924-2003), ,jeaHe oj Haj3HAYAjHHUjUX KOMIIO3MIIHja 3a COJIO JIyBadye y CPIICKO]

My31/1u1/1”.74

Menoaujcko-puTMuik ipodui ¢uayrcke neonune y Camupooj ceupanu CBEJOYH O
CBOJEBPCHOM MPOKMMakkhy BOKATHOI/TIIACOBHOT M HMHCTPYMEHTAIHOT/(IayTCKOr Hauena. Y
MUTaky je MEJOAMKA TpOoM3allla U3 TrOBOpa, y KOME je KOMIIO3UTOP IpOHAIao ,,00rarcTBO
akKIICHTyaIlije ¥ MOTYhHOCTH IMPOKHUX MOJEIHpama y MEJIOIUjCKOj JIMHUJKU ’, y3 TIOTEHIIM]jall aa

ce y ’0j ,,0d4yBajy M M3pa3e OCHOBHE KapaKTEpUCTHKe 3By4HHX (ekcuja Hamera rosopa”.’

BamajHy NOpUHLMI IOApa3yMeBa MeEJOAMKY Koja ce ,Ccrama c¢ peuntatupHomahy”,’
KapaKTepuCTHUHY ¥ 3a KomoBuheBa MHCTpymeHTanmHa nena,’’ mely xojuma je Camupoéa

ceupana.

**k*

Ha ocHOBY aHaIIMTHYKOT yBHJIA 3aKJbYUYjeMO Ja je crpera (panTa3ujckor u OajaaHOT TPUHIUIIA
IpUcyTHa Ha cBUM IutaHoBUMa KomoBuheBor nena. banagHu npuHLUII ce omiiefa y HU3amY
MIPUIIOBETHUX KMCKa3a W TOCTOjalby MHOIITBA PAa3IMYUTHUX MApaJUrMaTCKUX jeIUHHIA KOje ce
BapUpaHO HCHpEAajy, a KOHTUHYHpaHO H30eraBame apupMHUCcama jeJHOI TOHAJIHOI IIEHTpa
oMoryhaBa HacTaBak W HpPOLYKEHE TOKa ‘Mpuye’. AHAJIOTHO ToMe, (DaHTa3MjCKU HPUHIUII
7IejCTBYj€ KpO3 CI0001HO/MO3au4YHO yOOIYaBamke CErMeHaTa CTPYyKType, HEIPEKUIHO BapHpame
NapaurMaTcKuX jeMHMIA YMME C€ TOCTH)KE 3aMarjbuBambe€ TEMAaTCKOT HACHTUTETa, Kao U
IyTEM CMEHUBaKka M OCLHUJIOBaKa TU(GEPEHTHUX MOAATHUX U TOHANHUX LeHTapa. CanejcTBo
(daHTazujcKor U OamagHOT MPHUHITUIIA PEATM30BAHO j€ Y CKiIaay ca HaparuBoM MmuTa o [1aHOBO]
bpynu, OAHOCHO MPOTpaMcKoM 0CHOBOM Camupoge ceuparie. theH kpaj ykasyje Ha YHEHCHUILY Ja
[TaHOBO My3MUKO ‘mIpHUNOBeAamE’ 0 ‘U3ry0sbeHO]’ JbyOaBU HMj€ HAIIO HUTH YOIILITE MPEKUHYTO;
HaIpoTUB, OHO he ce MOHOBO (PE)KOHTEKCTYyaIM30BaT TOKOM HcTopuje (himayTcke mysuke. Wiu,
napagpasupajmo bioxoBe peun, IlaHoBa My3HMka je MOXJIa Yy TOCIHEIHBUM TAaKTOBHUMA
Komwosuhese Csupane necrana (uran. perdendosi — ym. [Ipumep 2), anu 3acUrypHoO HUje CacBUM
UIIyesna.

"% Bopucnas Unuosauku, Bupuko Jocud — KamepHa mysuka [KoMeHTap KOMNaKkT auckal, en. Ewpuxo Jocugh —
Kamepna mysuxa | Enriko Josif — Chamber Music, Mascom, 288.

5 Merap Komosuh, Kruea o mysuyu (cpnckoj u cragenckoj), Hopu Can, Maruna cpricka, 1947, 106.

8 T. Tlomoeuh Mnahenosuh, ,Ilpuua..”, op. cit, 25. Ilepuunh Kkao jenaH oj HajU3Pa3UTHjUX MPUMEPA
KomosuheBor peuntaTuBHOT cTHia W3ABaja Xanu Tomuny [lecmy o maadoj 6yau, y K0joj ,,pC€IUTATUBHY JTUHH]Y
Gaca npaTe caMmo oBpeMeHe apabecke (uayte u duaxonern xapde”. V. Peri¢i¢, op. cit., 178.

7 Cf. H. Mocycoga, op. cit., 41.
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Pe3ume

VBun Bractumupa [lepuunha na y KomosuheBoj (1883-1970) Camuposoj ceupanu (1945) 3a
coio (ayty moctoje ,,aHTacTU4IHE Menoaujcke apadbecke (momyT onux y Jleducujeroj [Claude
Debussy, 1862-1918] xommosummju Syrinx [1913])” Owo je jeman oa MOACTHIIAja 3a
MpPOHAJAXKEHE U KOHTEKCTyalM30Bame ejeMeHara (aHTa3ujckor M OajaJHOT NpPUHIUNA Y
KOMIIO3HIIAjU CPIICKOT ayTopa, Kao W 3a MPENo3HaBamke MY3MUKHX M HEMY3HUKUX aHAJIOTHja ca
HebucujeBum nenom. OcuMm pa3marpama Marepujaia Ha kojem ce KomoBuheBa pammasuja
3aCHUBA, MPOy4YaBaJld CMO M HAa4MH Ha KOJU CE€ TOK HETOBe (panmasuje TPaau, U3 BU3YpE
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ayTOpOBE MoOeTHKe. Y paay ce ykasyje Ha crpery usmely danraszujckor u GanaaHOT MPUHIIMIIA,
pean30BaHy y CKJaay ca IMPOrpaMCKOM OCHOBOM nena. Ha ¢panmasujy, oqHOCHO hanmacmuky
ynyhyje Beh nasuB Camuposa ceupana [La flite de Pan], koja mpeacraBiba cpenuiimy CTaB
(Andante pin sostenuto e molto rubato) KomoBuheBe merocraBaune Konyepmue ceéume 3a
oysauku KeuHmem. ACTEKTH (AaHTA3UjCKOT MPUHIUIA youaBajy Ce€ y TIOMjeAHAK0] Mepu
NPUIMKOM carienaBama Camupoge ceupane Kao 3ace0HE LEIMHE KOjOM Ce OMYy3UKasbyje MHT O
[TanoBoj ¢pymu (mut o ITany m CHUpPUHKC), Ka0 U Yy KOHTEKCTY HEHE JIpaMaTyplIKe MO3UIHIje Y
mukiycy. Camuposa ceéupana MpU3NBa MATCKH CBET U ONPHUCYhyje My3WUKYy UCIIOBECT JTUPCKOT
cy0jeKkTa KOju ce oriefa y MPUPOIH, PENPE3CHTYjyhHM CTaTHO NMPUCYTHY UYEXKIY W JKEJbY 3a
Hpyrum, omHocHo HuMdpoM CupuHkc. MoHomuja Qruayre/cBuUpane MOYMBA HA Pa3THYUTHM
BUJOBUMAa TpaHchoOpMalldje MOTHBa Yy TIOIJIEAY MEJOAUjCKe, PHUTMHUYKE, ‘XapMOHCKE’,
JMHAMUYKE M apTUKYyJallMOHE KOMIIOHEHTE, IMoKa3yjyhu OoraTrcTBO NOCTyHaka BapHpamba.
Bapujaunonn npuHnum, OanmagHa ‘pacnpudaHocT’ (IAyTCKE JEOHUIIEC, HMIIPOBH3AIMOHH
kapaktep u rubato mpoctopu wmysmukor toka Ceupare emanupajy oHy Jlpyry Joruky u
,,CIIOOOHY HWrpy” HEOJIBOjUBY oJ (haHTa3Hje, MCTOBPEMEHO pe3oHupajyhum u ca MUTCKUM
HapaTuBOM. Y KOHTEKCTy cBuTe, [lpyroct tpeher craBa onHocH ce Ha OJpye(auuj)y
UHCTpyMEHTalujy (coio duayTa yMeCTO yBaukor KBUHTETa) W 3BY4YHy 00jy, (akTypy
(MEJTOMUjCKM HMHCTPYMEHT HacynpoT MoryhHoctuma tutti dakrtype), JaTeHTHY XapMOHH]Y,
(oprancku) THUN pajga ca My3UYKUM MaTepujajoM, Kao M Ha MPOTPaMHOCT, KOja je H3BOP
opyeauujec Kapakrepa cpeamimer craBa. OapeheH mpocTtop pama Mpuaaje ce MpoMaTpamy
n30opa (aayre Kao CONMCTUYKOT HHCTPYMEHTA — Ta] 300D je, cMarpamo, y CKJIaay ca U3BOPHOM
n3paxajHourhy, KapakTepoM M 3By4yHOLINy OBOTI MHCTPYMEHTa, KOJU J0jlaze M3 armocdepe
apKaJMjCKOT Tej3aKa, WAMIMYHE IPHUPOJE, MACTOPAIHOCTH, JUPUKE W UYESKHE, OIHOCHO, Y
HENOCPEIHO] Cy Be3U ca MUTOM O HacTaHKy IlaHoBe ¢pyne/pnayTre, To jecT usBopoM HajgaxHyha
MHOTHX ayTOpa pa3IMuUTHX CTUJIICKHUX eroxa.
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