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THE JOY OF DISCOVERY
AN INTERVIEW WITH ANICA SABO

Anica Sabo is a composer, theorist, and for-
merly a full professor at the Faculty of Music in
Belgrade, retired since 2020. Although the im-
mediate occasion for this interview is her re-
cently published monograph, Ispoljavanje si-
metrije u muzickom toku — metodoloska pitanja
(“Manifestations of Symmetry in Musical Flow:
Issues of Methodology”, Belgrade, Faculty of
Music, 2020), the rich professional biography of
Prof. Sabo, bringing together and overlapping
three different areas in her work — music theory,

* The author’s contact details: vuksanovici@fmu.bg.ac.rs.
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composing, and pedagogy - provide an additional incentive and inspiration
for conducting this interview with her.

Anica Sabo was born in Belgrade in 1954. At the Faculty of Music, she
majored in two fields — composition (under the supervision of Stanojlo
Raji¢i¢ and Srdan Hofman) and wind instruments (bassoon), with Ivan
Tursi¢. She earned her undergraduate and master’s degree at the department
of composition (1986), and acquired a doctoral degree at the University of
Arts in Belgrade, the Department of Art and Media Theory (2014). Sabo’s
compositional oeuvre comprises complex and extensive orchestral works,
such as Diasonans for symphony orchestra (1980), Igre kapi (“Water Drop
Dances”) for soprano and symphony orchestra (1982), and Svetlost (“Light”),
a study for string quartet and symphony orchestra (1986), but her main focus
is on chamber music (String Quartet, 1987; Impresije / “Impressions” for two
pianos, 1989; Akvareli /| “Water Colours” for wind trio, 1992; Kazivanja /
“Narrations” for string orchestra, 1993, revised in 2014; Lutanja / “Wander-
ings” for violin and orchestra, 1995, revised in 2011; Senke / “Shadows” for
violoncello, 1997; Diantus for piano four-hands, 2000; Sanjalisce / “Dream-
realm” for narrator, flute, violin, and viola, 2010; Nasmeh v slovarju / “A Smile
in the Dictionary”, 2012). Her work in music theory focuses on issues in mu-
sical form, the processuality of musical flow, and transformations of models
taken from folk music. Especially significant are her numerous studies of
pieces by Serbian authors (Stevan Mokranjac, Josif Marinkovi¢, Petar
Konjovi¢, Miloje Milojevi¢, Josip Slavenski, Petar Bergamo, Stanojlo Rajicic,
Vojislav Vuckovi¢, Aleksandar Obradovi¢, Ljubica Mari¢, Berislav Popovic,
Mirjana Zivkovi¢) as well as Slovenian composers who lived and worked in
Serbia (Davorin Jenko, Mihovil Logar, Zlatan Vauda). Over the course of a
teaching career spanning almost four decades, apart from the Faculty of Arts
in Belgrade, she also taught at other institutions of higher education in Serbia
and the region (Kragujevac, Novi Sad, Cetinje).

In your professional biography, from very early on, one may trace a parallel or
double trajectory: in high school you did a double major (in music theory and
the bassoon), whereas at the faculty you studied composition and the bassoon.
Composing is your primary vocation and that line has been a constant presence
in your professional activities, but to the wider public, not only in Serbia, but
also in the region, you are better known in terms of your work in music theory
and analysis, as well as music pedagogy. How did this change of emphasis in
your scholarly work come about? How did theory prevail, or what was it about
theory that pulled you into its orbit?
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Personally, I don't feel as if theory prevailed. It may have been more visible in
my work, but as for me personally, it never really prevailed, but grew equally
important as composing. And indeed, it did pull me into its orbit. I spent all
my working life at the Department [Ogcex] of Music Theory and I felt that I
should establish a relationship with music theory in a professional sense, that
it was necessary to understand certain phenomena in music, to look for argu-
ments to corroborate my views about them, in order to reinforce, adjust, or
perhaps abandon them. That was my starting decision. And then something
else emerged, something that was much more important and made a longer-
term impact on my work in music theory, and that was - the joy of discovery.
Music theory really offers so much joy! This almost archaeological kind of
work, where you spend time (not a little time!) immersing yourself into
somebody’s piece of music, in this sort of compositional “kitchen”, discover-
ing what “spices” the composer used, what procedures she applied - that was
very inspiring for me and, of course, brought a lot of joy. I have never per-
ceived composition and theory as two separate fields of activity. One has al-
ways assisted the other — when, how, and to what degree, I could not possibly
say right now.

While I was still studying with Raji¢i¢ and Hofman, we were required to
explicate our pieces in verbal presentations. As a former Prague student who
finished Josef Suk’s Master School, Raji¢i¢ maintained that a piece of music
should be well ordered, which was open to individual interpretations and ev-
eryone could shape it according to their own creative impulses. That is why I
am always proud to say that I learned my craft from a master. Professor Hof-
man (later Emeritus) insisted that our explications of our pieces should be
well grounded and thoroughly argued. Even today, when I read some of my
writings from those days, I recognize a thread that gravitated toward music
theory. Theory may have prevailed later, in that visible dimension, but it al-
ways existed alongside this sort of creative impulse, because I truly believe
that writing in the field of music theory is as creative as composing itself.

I would also say that my relationship with the bassoon, ever since high
school, was something special. I studied with Professor Bozidar Tumpej, who
performed with brilliant orchestras, and I learned a lot from his experiences.
At Slavenski School of Music there was this idea among the professors that
those of us who were music theory majors should play an additional instru-
ment and my first choice was the bassoon (in addition to the piano, which I
had played since childhood). Everybody was surprised by this (there were
not many women bassoonists at the time), but they also accepted it. I really
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loved playing the bassoon and I often performed solo and with various en-
sembles. I consider it a great and important experience. Later I decided to
study composition, I was focusing on theory and it wasn’t feasible to pursue
all of that at once. On the other hand, these were very useful experiences and
I think that overall, they helped shape my identity, or at least found a fertile
soil in me to grow and thrive.

Musical form is the main focus of your work in theory and analysis. In this line
of work you explore the basic principles of shaping a work’s musical flow, while
your analytical oeuvre encompasses pieces from the 18" to the 21 century -
pieces espousing various stylistic orientations, different systems and procedures
of composition. What is your view regarding the issue of musical form and the
notion of a whole [uenuna] in contemporary music?

The notion of a whole is really crucial in understanding any work of art. This
issue is too complex to unpack in an interview, but here I can express some
views that I haven't expressed in writing before and that one should really
take as no more than the personal views of someone who has spent a long
time addressing the issue of form in music and someone who maintains, as
Professor Berislav Popovi¢ wrote in his book, that “musical form is the mean-
ing of music”! Without the notion of a whole and without the process of
shaping musical contents in a way that might enable one to comprehend that
whole, a piece of music, it seems to me, does not exist. Or, it exists in a very
limited way, very briefly and inarticulately. I think that syntax is highly im-
portant for comprehending a piece as a whole. I can see that syntax takes
shape on various levels; that would include extra-musical elements, the lyrics,
choreography, a wealth of combinations involving various components of
musical expression that have not been exhausted yet, and, last but certainly
not least — there is electronics. Electronics offers an abundance of possibili-
ties, but there may be a trap in there as well. It’s like in that popular saying: “a
good servant, but a bad master”; it is a lot of complex and demanding work
for a composer, but it’s also alluring in terms of obtaining quick results. In
other words, electronics opened a wide range of possibilities, but, in a way; it
has also enslaved composers. It is not just a technological turn, but a turn in
one’s awareness, emotions, in everything that makes a piece of music. I think
there is not enough awareness of the importance of syntax, of how to orga-

! Berislav Popovi¢, Muzicka forma ili Smisao u muzici, Belgrade, Clio, 1998.
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nize all the elements, how to tame them, how to handle the material. You may
like individual places in a piece, but you always remember the work as a
whole. When I say syntax — I mean order, section divisions, contrasts, decel-
erations, accelerations, the way the material is distributed, because all of that
is part of the process. In order to understand the whole, one must understand
the musical syntax.

Your many years of studying the phenomenon of symmetry in music has re-
sulted in the monograph Ispoljavanje simetrije u muzickom toku — metodoloska
pitanja, published in 2020. You emphasize in the book that it does not offer a
new analytical method, but a new line in the development of the traditional
method of formal music analysis. What were the theory sources that led you to
symmetry as a regulator of the coherence of a musical work?

The main precept of my conception of symmetry comes from two studies
(there are others as well, but I couldn’t list them all here), by Adolf Bernhard
Marx and Berislav Popovi¢. Marx considered form synonymous with whole-
ness, whereas Popovi¢ spoke of musical flow as a whole that has its directions
(without directly relying on Marx), so to me, it seems that the notion of a
whole is crucial in dealing with form. In my book, I wrote about 19"-century
sources that are available to us, then about theorists from the Russian, Hun-
garian, Bulgarian, and, in general, Slavic school who, like Marx, define musi-
cal form as the process of shaping music (Ger. Formenlehre). I could not find
an adequate term in Serbian, so I used my knowledge of literature in other
languages. If we were to speak about forms, it would be, Marx says, a “collec-
tion of dead models” That was a valuable insight and therefore I returned to
the original principles of the discipline itself. That was the joy of discovery
and the moment when theory pulled me inside its orbit. That is why I think
it is important to learn about the history of music theory.

In my book, I also used Arnold Schoenberg’s Fundamentals of Musical
Composition, which is practically about form, as well as Rudolph Reti, with
his views regarding motives, Boris Asafyev and many other authors, includ-
ing William Caplin. It is important that we keep re-reading the traditional
method and rethinking all those terms that we consider quite familiar. We've
remained stuck in the domain of structure, instead of transferring the con-
cept of structure to the phenomenon of musical flow. It seems so simple, but
in analysis and interpretations one should be very careful and above all con-
sistent. It is invaluable to confront your own misconceptions and I was fortu-
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nate enough to grow through this type of learning. When I read in the preface
to Dragutin Gostuski’s book Vreme umetnosti (Time of Art) that, as he put it
himself, the book is the final result of many years spent pondering questions
“that will never be exhausted, because they keep coming up in different
guises” — I felt relieved. That also applies to form and symmetry.

The analytical samples in your book comprise works by Bartok from his early
and middle creative periods (the First and Second Violin Concerto, the First
and Second Piano Concerto). Symmetry in Bartéks works has often been writ-
ten about. Where do you see the specific contribution of your study in relation
to the existing literature? What kind of insights have resulted from establishing
a correlation between geometric concepts and the musical flow in these works?

In my introduction I emphasized that symmetry is something that is inborn
to human beings and the world surrounding us, that it is present everywhere,
and, therefore, in music as well. I view symmetry in music as the harmony,
balance, beauty, and integrity of the musical flow and I broach a series of
questions about establishing a methodology for analysing the musical flow
that would be in a position to reveal those attributes of the analysed work.
When we say that something is beautiful, we usually recognize that it is sym-
metric, whether explicitly or implicitly. These correlations between geomet-
ric concepts and musical flow are extremely complex; it is not so
straightforward like we often think and symmetry does not boil down to rep-
etition and quantitative equality. My starting position is that the musical
properties of a piece, the way they are externalized in the musical flow, are
the key factor in understanding its symmetry, not the other way around. A
musical flow should not be reduced to geometry. Hans Heinz Stucken-
schmidt, for example, asserts that the music of Béla Bartdk is that of “a pre-
cise mechanic, a jeweller”, that everything in it is crystal clear, but not at first
hearing. When I first began studying the literature about symmetry in 1986,
I was attracted to Bartdk’s string quartets, especially the fourth and fifth. This
was a fascination! Then I encountered the same phenomenon of symmetry
in the Second Piano Concerto and began looking at his other concertos from
the middle period and tried to identify the main support of that type of for-
mal organization. I realized it was the motives and motivic material. The lit-
erature kept talking about palindromes (including my first paper on the
topic, published in 1991, titled “Palindromic¢na simetrija u delima Bele Bar-
toka” / Palindromic Symmetry in Works by Béla Bartok). However, in my
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conversations with Berislav Popovi¢, I realized there was something rather
static and inadequate about this, that there were different nuances and that
there was an inconsistency: when palindromes are motivically brought to-
gether, then they become structurally disorganized, and vice versa. The sec-
tions and segments of the form are not always compatible in terms of motivic
content. Erné Lendvai, Laszl6 Somfai, Vera Lampert, and other prominent
authors had also written about this, but I saw a sort of insufficiency there. I
was especially troubled by the First Violin Concerto, which demanded a care-
ful analysis of its motivic material. It was all leading toward a realization that
there was a single axis that would come out, otherwise completely invisible.
In the study titled “Znacaj motiva u ostvarenju koherentnosti ciklusa” (The
Significance of Motives in Achieving the Coherence of a Cycle), which came
out in 1997, for the first time I isolated the motives and tried to present the
relationship between the motives and the sections in a coordinate system. I
got good results, but something was still missing. It was only when Berislav
Popovi¢’s book came out that I found sufficient theoretical support. I made
particular use of what the professor had isolated as character variation sym-
metries and permutation symmetries within dynamic symmetries. On that
basis I arrived at a new understanding of that initial spark in Bartok’s concer-
tos, that is, all of those potentials leading toward palindromic symmetry. It is
interesting that in his later works - I didn’t write about this in my book -
Bartok abandoned this ‘perfection’ of symmetry. It is missing from his other
concertos, for instance the Concerto for Orchestra, which interested me the
most, or his Viola Concerto (which was completed by Tibor Serly). Why did
he abandon that principle? He achieved what every genius composer achieves
- toppling his own monument. The Sonata for Two Pianos and Percussion
(which also exists in a concerto version) already follows a different structure;
all that which is the first movement, the third movement is not. In his work
Bartok set up an antithesis, in my view, only to synthesize the whole thing in
his five-movement Concerto for Orchestra. He abandons the idea of thematic
links and that kind of recognisability and performs a sort of salto mortale.
The Concerto for Orchestra could be demonstrated as a synthesis of his con-
ception of symmetry and that is what makes it such a work of genius.

The monograph is furnished not only with notated examples, but also with re-
markably precise diagrams, as well as coloured graphics and tables. It is a de-
tailed and yet quite comprehensible analytical rendering of the thematic,
structural, and tonal plan of the musical flow of individual movements and
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entire pieces. How did you arrive at those graphic renderings and are they pe-
culiar to the “Belgrade analytical school” when it comes to form?

I do think that there is a “Belgrade school” of music analysis. A large number
of scholars went through our Faculty and, in my opinion, their contribution
is really immense. When it comes to form, one must begin from the text-
book, in fact, the great study of Vlastimir Perici¢ and Dusan Skovran, Nauka
o muzickim oblicima (“The Science of Musical Forms”), which went through
a number of editions and has taught generations of students. There are vari-
ous studies of this type in the world, but, if I may say so, I have yet to read a
better one. It is a study that talks about the typology of formal models, but
also, at the same time, about what that typology is not. There is also the book
by Berislav Popovi¢, which is innovative and which, crucially, as I said above,
offers a definition of musical flow. I would also mention Dragutin Gostuski,
who spoke of artistic geometry, the scaffolding of a musical work, musical
morphology (and morphology is indeed the study of form!).

Concerning the status of the examples used in my book, it is the result of
many years of reflection. One type of diagram is found in the appendices of
the study and this mode of presenting pieces was introduced by Professor
Popovi¢ when Musical Forms became a three-year course at the Faculty.
Later on, that principle of analysis progressed through various levels of work.
These are diagrams that show all three levels of the piece and they are glob-
ally unique because they use symbols for different phenomena in the musical
flow, especially in terms of structure, and this has been handed down for
generations. Another type of diagram is provided in the appendix (in colour,
although black-and-white can also be used) and shows different types of
symmetry (static and dynamic), containing, occasionally, parts of those ini-
tial, elementary schemes. This chapter as a whole talks about the symbols
that are in use, both the standard ones, which are used for teaching at the
Faculty in general, as well as those that relate to symmetry or go beyond
those standards (these comprise some specific solutions). Most of my exam-
ples are of a hybrid type (except, perhaps, those that relate to motives). For
instance, there is an A3-format example that I developed in over a hundred
different versions, but when I managed to present a concerto comprising sev-
eral hundred or thousand bars’ worth of music on a single page, it revealed
the crystallization of the axes of symmetry in BartdK’s form. Suddenly, my
prose started condensing; what I had written in ten pages I could now ex-
press on two pages in better quality prose. This methodology and this ana-
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lytical discourse count on diagrams, notated examples, tables, graphs. They
are not there to adorn the book, but are an indispensable integral part of the
text (Example 1).

In your own compositional oeuvre, you are closer to chamber music, less ex-
pansive forms, more rarefied textures. One gets the impression that composing
in your life serves as that necessary intimate oasis of pure pleasure and creativ-
ity unburdened by success, prizes, and external rewards. In your instrumental
pieces, is there a strong presence of traces and influences of those professors
with whom you studied composition and of those Serbian authors whose works
you analysed in detail? How do your theoretical-analytical dealings with form
shape your composing?

What you just said about an intimate oasis is correct, I think, although I
wasn't even aware of that myself until you formulated it like that. I have had
discontinuities in my compositional work, but composing was always a need
for me. And it was almost always initiated by dreams and dreaming. What
kind of streams of consciousness those were, whether it was me trying to
perfect myself — that I really don’t know - but dreams invariably gave birth to
pieces of music. My pieces have been, I must admit, well received by per-
formers, which is of paramount importance for me. Performers have recog-
nized a certain logic, sense, integrity in them and used that to leave their own
mark on them. My studies with Raji¢i¢ and Hofman were unique experi-
ences. With Raji¢i¢, we improvised our initial ideas on the piano to find the
path to the kind of musical expression we sought. Whereas Hofman taught
us orchestration; these were one-on-one tutorials, one of the privileges that
students used to enjoy. Thus working with two composers who basically fol-
lowed different vocations, I learned a lot. Whether that shows in my pieces is
not for me say. Although I was closer to Hofman (who supervised my mas-
ter’s) and attended his lectures on electronic music, I personally, for instance,
have never felt a need to use electronics in my works. And that hasn’t changed
since. One has to be completely honest with oneself and one’s work, doing
what suits her, rather than follow trends. Of course, one should learn and be
familiar with everything, but one should not adopt everything as part of one’s
own vocation.

It’s difficult to say how my dealings with form have specifically influ-
enced my work in composition. I think that everything I've done in the do-
main of theoretical studies has left a mark in me. I wish that as students we
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had spent more time studying works by Serbian composers, who constitute
the foundations of Serbian musical culture. Even today, I still remember my
first encounter with Miloje Milojevi¢’s First String Quartet, which I edited in
1996. That was a big discovery for me. And there was Konjovi¢ as well, whom
I began studying because of his relationship with Mokranjac, so then I also
discovered Mokranjac. Of course, we did sing Rukoveti (“Garlands”), but
studying the form of those pieces via their musical flow enabled me to under-
stand them better. Theory and composition are not mutually exclusive and,
in my case, they produce results. For instance, my favourite composer is Mo-
zart; he was unique and I enjoy listening to his music, but he did not deal
with theory. On the other hand, Schoenberg and Hindemith made brilliant
theoretical observations, but I prefer listening to Prokofiev, who did not deal
with theory. If one is a composer, that does not necessarily mean that one is a
good theorist and vice versa. Theory recognizes certain phenomena, entails a
given methodology, whereas a composer has the freedom and right to choose
according to her own taste and beliefs. If, on top of that, she is “blessed” with
an ability to present that... that's how great works and great names are made.
Bartok was one of them.

Poetry is a special source of inspiration for you. What is it about Slovene poetry
that you find so attractive and how do you shape your sounds to match the
verses? Do you focus on the melodic qualities of the Slovene language, the se-
mantic meaning of the text, the rhythm of the words and lines, or the concep-
tual-reflective aspect of the poems?

All of those aspects you mentioned — melodic qualities, meaning, inflections
of the words and verses — all of those things are inseparable. Sometimes one
thing prevails, sometimes another, that’s precisely what I love about compos-
ing music with words. As for why I turned to the Slovene language, that was
purely circumstantial. It wasn’t intended. I came to the Slovene language via
prose, not poetry. Maja Dukanovi¢, a full professor at the Faculty of Philol-
ogy, translated in 2005 the trilogy of Bojan Meserko; the titles of the three
books are Sanjaliste (“Dreamrealm”), Sanmjaonica (“Dreamroom”), and
Sanjaci (“Dreamers”). I had Slovene in me as the spoken language of my
childhood; I have never studied it, although I later began discovering some of
its specificities that I found interesting. At a presentation of Meserkos books
in Belgrade, a member of the Slovenian Society, Janko Brezovar, read out
parts from the books in a phenomenal way. At that point I knew that, sooner
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or later, those texts would find a place in a piece of mine, which finally hap-
pened five years later. The texts present convoluted streams of human con-
sciousness, the main protagonist’s existence in parallel worlds, which causes
him to alternate between lucid and completely lost states, with frequent head-
aches... That seemed so close to me. There is no punctuation in the protago-
nist’s speech, the word order is subject to change, syllables are permutated,
and I found these language games, semantic games, and the protagonist’s
condition highly interesting. I didn’t use the translation, but the original Slo-
vene text.

Similarly peculiar was the way my piece Nasmeh v slovarju came to be. I
was supposed to compose something for the book launch of the Serbian
translation of the Anthology of Contemporary Slovene Literature, but for a
long time I couldn’t find a suitable text in that anthology. And then, on my
way back from Cetinje, I was browsing through the book and suddenly iden-
tified two poems, which I combined right there and then. Both of them flirt
with positive and negative emotions; one of them is called “Re¢ strah ne post-
oji viSe u re¢niku” (The Word Fear is No Longer in the Dictionary) and the
other is “Osmeh u tami” (A Smile in Darkness). The way I conceived the
piece is that the violist should both play and recite, which brings it closer to
instrumental theatre. Right there, at the airport, waiting for my flight, I al-
ready had in my mind both the lyrics and the sound; inspiration came out of
the blue, at leisure, and leisure always lures you to go “somewhere else”. Any-
way, I am really happy about my excursions into composition and the Slo-
vene language.

You have often asserted that you see yourself primarily as a pedagogue. The
accomplishments of your professional pedagogical work are impressive, in terms
of the number of final dissertations you have supervised on all levels of study,
in terms of articulating the Methodology of Teaching Music Theory as a course,
offering seminars for high-school teachers, as well as working at other institu-
tions of higher education in the region. How do you view the balance of theory,
analysis, composition, and pedagogy in your career?

For me personally, that term, “balance’, is not entirely pertinent. Sometimes
it’s also an imbalance. Taking a long-term perspective, it is still a sort of part-
nership. It is difficult to achieve a balance in all the areas you mentioned by
quantifying. Besides, what’s wrong with a nice bit of imbalance? If we're aware
of it, it can only help us to balance things out. Whatever I'm currently work-
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ing on, I put all T have in it, as best I can. I do not feel obliged to add a “pinch”
of this or a “pinch” of that merely to keep everything balanced.

In Novi Sad I worked a full 15 years, and then also in Kragujevac and
Cetinje. It was a great pleasure for me, but I also considered myself obliged to
take part in workshops for professors and high-school students. I was im-
pressed and confounded by the level of enthusiasm shown by the students
who, in the middle of January, battling snow, came all the way from remote
places, even from neighbouring states. I would also single out the competi-
tion of high schools organized by the Kornelije society. Also, the Centre for
Career Development at the University of Arts organized workshops on two
occasions, on my initiative. I thought it was advisable to use their facilities,
that this environment might act as a stimulus for investing in education.
Sadly, this too was discontinued after the second workshop. With a lot of en-
thusiasm I took part in every initiative reaching out to high schools, because
I am first and foremost a pedagogue and I've learnt the most by working with
my students (paraphrasing that famous and true Schoenberg line!). But I did
not wait for them to come to me, to the Faculty; I went wherever I was in-
vited, because I wanted to meet professors and students. My support and
model was Professor Mirjana Zivkovi¢, who always advocated cooperation
with high schools. When I retired, I retired from everything. I'm bothered by
the absence of a systemic approach, because it would be good and useful for
both sides, faculty professors and high-school teachers alike, if there were
regular contacts.

Alongside your devoted work in theoretical research and pedagogy, you were
also a forceful advocate of and an active participant in the shaping of the Music
Theory academic study programme, which was finally accredited at the Faculty
in 2009. You witnessed and participated in many changes in the organization
of teaching the theoretical subjects. How did this study programme, which is
now unique in the region, come to be?

When I joined the Faculty in 1982, I was confronted with a serious debate
involving my professors and colleagues who sought to form a Department of
Music Theory. The idea at the time was to put together a group of depart-
ments (the so-called seventh department), where 7a would cover musicology,
7b would cover ethnomusicology, and 7c would be the music theory depart-
ment. At an earlier time, such a department already existed at the Academy
of Music (today the Faculty of Music), but it was replaced with the Depart-
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ment of General Music Pedagogy, which, in a way, covered the theoretical
subjects as well. The subjects of Harmony, Counterpoint, and Musical Forms
existed only at the departments of composition, musicology, conducting, eth-
nomusicology, and organ, whereas the Department of General Music Peda-
gogy offered integrated subjects: Analysing a Work of Music and Tonal
Construction. Only later, in 1992, were Harmony, Counterpoint, and Musical
Forms added as subjects to the B.A. curriculum at this department and made
into final thesis subjects.

The next attempt came in 1997. The idea was to split the existing depart-
ment of pedagogy into a and b (one for pedagogy, the other for theory), but
that didn't take off either. Meanwhile, the Department of General Music Ped-
agogy developed a committed engagement with theoretical disciplines. We
did not have an undergraduate study programme in music theory, but one
could earn a master’s or doctoral degree in music theory disciplines. We were
building a house from the roof down, not from the foundations up. The in-
troduction of the Bologna process in 2004 saw a rebirth of the idea to form a
department of music theory, but once again this failed to materialize because
efforts were only made to adjust the existing setup to the new principles.
Only in 2009 did the Division [kaifiegpa] of Music Theory finally form this
study programme, which is indeed unique throughout the region. So, a lot of
time passed between 1982 and 2009 and the department was born in rather
complex circumstances. At the time of the Bologna reform, the dean of the
Faculty at the time, Milan Mihajlovi¢, and the institution as a whole sup-
ported further education for the teaching staff and the enrolment of five pro-
fessors from the Music Theory Division in the doctoral study programme at
the University of Arts, investing thereby into an academic profile that was
necessary to make the Department operational in all three levels of study.

Now is the time to introduce organizational, personnel, and technical
provisions that would be more favourable to music theory. We have brilliant,
excellent individuals, with top-notch references, and I admire them. But we
need a broad and high-quality basis, and that is formed in undergraduate and
master’s study programmes. They would have to be seen as “worthwhile” for
students, in terms of making them the first in line to be hired to teach sub-
jects such as Harmony, Counterpoint, and Musical Forms.

Finally, I would like us to talk about your social activities as well. You are ac-
tive in the Slovenian Society and the National Council of the Slovenian Na-
tional Minority in the Republic of Serbia, where you advocate the affirmation
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and preservation of Slovenian culture and art in Serbia. How would you de-
scribe the interaction between the two cultures today and what are your activi-
ties in fostering intercultural communication?

I have pursued those activities with much pleasure, especially promoting the
composers Davorin Jenko, Mihovil Logar, and Zlatan Vauda, who had Slo-
vene origins, but lived, worked, and created their works in Serbia. As a com-
poser, theorist, and pedagogue, I considered it my duty to save that from
oblivion. My first article was published in the Slovenian journal Traditiones,
where I presented the work of these three composers to the wider public.
Since there were various projects at the Sava Society and the National Coun-
cil, I always tried to use those occasions to have some of their works per-
formed in public. I took an active part in marking the centenary of Davorin
Jenko’s death, the author of numerous anthems (Serbia’s national anthem, the
anthem of the Slovenian army...), which was jointly organized by the Na-
tional Council, the Musicology Institute of the Serbian Academy of Sciences
and Arts, and the Embassy of the Republic of Slovenia. I've really written a lot
of texts about Vauda and staged public performances of his and Logar’s
chamber works. A notable malady tormenting our country is the poor avail-
ability and general state of our archives, not only regarding Slovenian com-
posers. It was difficult to explore Vauda’s legacy, to make an inventory of his
chamber pieces, to study Jenkos correspondence (interestingly, he used the
Cyrillic script to write in the Slovene language), and these are people who
belong to this culture, who felt as part of this culture. Nevertheless, a lot was
done: a film was made about Vauda, Jenko’s centenary was marked with a
concert featuring music by Slovenian composers in Serbia, there is a festival
of Slovenian cinema, several exhibitions have been mounted to present the
work of Slovenian engineers, doctors, professors, and other figures working
in Serbias society and public life. The Society has also supported projects
dedicated to celebrating Slovenian holidays with their corresponding cus-
toms, and the Society also has its choir, who perform here and in Slovenia. I
must also mention the Slovenika magazine, founded as a magazine for schol-
arship, culture, and education, which is a unique periodical among the na-
tional minorities of Serbia.

Despite the wars that happened in this part of the world, there has always
been a bond between the two cultures. I think that bond remains strong
today, but could be stronger still. Like everything else, it depends on market-
ing; the better the marketing, the better the circulation of artists, works, per-
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formers, writers. A lot still hinges on individual initiatives. I sincerely hope
that they will make a film about Logar, that we'll make an inventory of Jenko’s
archive, and that we’ll make the oeuvres of Slovene authors from Serbia ac-
cessible in Slovenia. We must invest in memory culture and therefore I have
an optimistic view of this cooperation and cultural exchange.
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PA3I'OBOPU

Unanak npumibeH 3. centemOpa 2021.
Uanak npuxsahen 4. HoBemOpa 2021.

Heana Bykcanosuh”

YHuBep3uTeT ymeTHoctu y beorpany
dakynTeT My3U4Ke YMETHOCTH
Karenpa 3a My3uuky Teopujy

PAJOCT OTKPURA
PA3I'OBOP CA AHUIIOM CABO

Anura Cabo je KOMIIO3UTOPKA, TEOpETHYApKa U PEIOBHA
npodecopka Dakynrera my3uuke ymerHoctu y beorpany,
y nensuju ox 2020. rogune. Mako je Henocpeaa moBo/ 3a
WHTEPBjy IEHa HemaBHO o0jaBJbeHa MOHOTrpaduja
Ispoljavanje simetrije u muzickom toku — metodoloska
pitanja (Beograd: Fakultet muzi¢ke umetnosti, 2020),
Oorara mnpodecuonanna Ouorpaduja Anwmne Cabo wu
WHTEH3WBHO TIpEIUIUTamke TpU OO0NacTH JeloBama —
Teopuja, KOMIIO3UIIM]ja ¥ TIEIaroruja — I0AaTHU CY MOTHUB H
MHCIHpalKja 3a pa3roBop ca OBOM ayTOPKOM.

Amnura Cabo je pohena y beorpany 1954. ronune. Ha
dakynrery My3udKe YMETHOCTH y beorpany je cryaupana
Ha JBa ojiceka — 3a kommo3unujy (y kiacama CraHojna
Pajuunha n Cphana Xodmana) u 3a 1yBauke HHCTPYMEHTE

(Oncex 3a ¢arot, kiaca MBana Typmmya). J[umiomupana je U MarucTpupaiga Ha OJCEKY 3a
komnosuujy (1986), a mokropupana je Ha YHUBEp3UTETy yMeTHOCTH y beorpany Ha oaceky
Teopuja ymernoctu u menuja (2014). V xomnosuropckom omycy Anuiie Cabo mocToje clokeHe
1 00MMHE OpKecTapcke KoMmo3uiyje, nonyt Diasonans 3a cumdonunjcku opkecrap (1980), Hepe
kanu 3a comnpan u cuMponujcku opkectap (1982) u Ceemaocm, cryanja 3a Tyiadyku KBapTeT U
cumbonujcku opkecrap (1986), anu je oBa ayTopka HNPUMapHO OKpPEHyTa KaMEpPHOM 3BYKY
(I'ynauxu xBapret, 1987; Umnpecuje 3a nBa xnasupa, 1989; Axeapenu 3a nyBauku tpuo, 1992;

* AytopkuHa KOHTaKT aapeca: Vuksanovici@fmu.bg.ac.rs.
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Kaszusarwa 3a rynauku opkecrap, 1993, y HoBoj Bep3uju 2014; Jlymara 3a BUONHHY W KIIABHP,
1995, y noBoj Bep3uju 2011; Cenxe 3a Buosonueno, 1997; Diantus 3a kjaaBup y 4eTHPH pYKe,
2000; Sanjalisce 3a peuuraropa, ¢uayry, BuoiauHy u BHoiay, 2010; Nasmeh v slovarju / Ocmex y
peunuxy, 2012). Y teopujckom pany je nocBeheHa nmutamuMa My3udke Gopme, MporecyaHOCTH
MY3WYKOT TOKa u TpaHchopMaijama (GonkiaopHor y3opka. Hapounrto cy 3HadajHe meHE OpojHE
cTyaMje Kommo3unuja cprckux aytopa (CreBan Moxkpaman, Jocudp Mapunkosuh, Ilerap
Komosuh, Muinoje Munojesuh, Jocun CnaBencku, [lerap bepramo, Ctanojno Pajuuuh, Bojucnas
Byukosuh, Anekcangap O6panosuh, Jbyouna Mapuh, bepucnas [TormoBuh, Mupjana )Kuskosuh),
Kao U CJIOBEHAUYKUX KOMIIO3UTOPA KOJU Cy JKUBEIM W CTBApaU y CpIickoj cpeaunu (aBopun
Jenko, Muxosun Jlorap, 3natan Bayaa). Tokom ckopo 4eTupH JCICHH]e TIeIaroiKor pajia, OCHM
Ha dakynrery My3uuke ymeTHocTd y beorpany, pagwia je u Ha APYrdM BHCOKOLIKOJICKHM
ycranoBama y Cpouju u okpyxkemy (Kparyjesam, Hou Can, Lletume).

Y Bawoj npogecuonannoj 6uoepaguju je npumemno, 6eh 00 muaoanraukux 0ana, napaieiHo ui
08OCMPYKO ycmeperbe. V CpeOr 0] My3UdKoj wKoau cme noxahanu 06a oocexa (meopemcku 00ceKk
u oocek 3a pacom), a na gaxyimemy cme cmyoupaiu Komnosuyujy u gpacom. Komnonosgarwe je
Bawa npumapna eoxayuja u ma aunuja je koncmanmuo npucymua y Bawem npoghecuonannom
aHeadcmawny, aau cme wupoj jasnocmu, ne camo onoj y Cpouju eeh u y pecuowny, noznamuju no
CB0OM MEOPUJCKO-AHATUMUYKOM U CIMPYUHO-NE0a2ouKoM pady. Kako je douino 0o 0802 nomeparea
axkyenma moxom Bawee npogpecuonannoe denosarna? Kako je meopuja npesaznyna uiu yume Bac
Jje ysykna y ceojy opoumy?

Ja nuaHO He NOXUBJbABAM J1a je TeOpHja IpeBarHyia. Moxa je oHa Ouiia BUJbUBH]a Y MOM paiy,
ali y MEHHM caMOj OHAa HHUKaJa HHUje TpeBarHyia, Beh je mocrana jegHako BakHa Kao M
KOMITOHOBam€. A 3ancta Me je yByKja y cBojy opouty. lleo cBoj pamHu Bek caM mpoBesia Ha
Karenpu 3a My3uuky Teopujy U cMmarpaja caMm Ja Tpeba YCHOCTaBUTH OJHOC MpeMa MY3HUYKO]
TEOPHjH y jeTHOM MPO(eCHOHATHOM CMUCIY, Ja jé HEOIMXOAHO Jla pa3yMeM ojpeheHe mnojase y
MY3HIIH, J]a TPRXKUM apryMeHTe 3a CBOj CTaB IpeMa mbuMa, J1a OMX Taj CTaB 0jayaja, KOpUronasa
WIK MOXJ1a HanmycTwia. To je Ouia moyeTHa oaiyka. A 3aTHM je yCIeIuIo HEMITO MITO je OMiIo
MHOT0 Ba)XHM]€ U LITO j€ AYTOPOYHHUj€ YTHULAJIO Ha Moje 0aBJbEHE TEOPUJOM, a TO j€ — PajoCcT
oTkpuha. My3udka Teopuja 3aucTa npyxa oousbe pagoctu! Taj roTOBO apXE€OoJIONIKU paJ] T BU
MIPOBOAMTE BpeMe (He Masio!) ypawmajyhul y HeUnjy KOMIIO3UIHU]Y, Y TY KOMIIO3UTOPCKY "KYXUbY,
oTKpuBajyhu ’3aunHe’ KOj€ je KOMIIO3UTOp CTaBHO, MOCTYIIKE KOj€ jeé MPUMEHHUO — TO j€ 32 MEHE
OUJI0 BpJIO HMHCIHMPATUBHO M, HApaBHO, JOHOCHJIO jeé MHOTO paZoCTH. Ja HMKaJa HHUCaM
JI0KHBJbaBajla KOMIIO3UIIU]Y M TEOPUJy Kao JBa U30JI0BAaHA M0Jba JIEJI0Bama. JEAHO je momaraio
JIPyroM — KaJla, Kako ¥ y K0jOj MepH, TO CaJl CTBApPHO HE OMX yMmena Jla KaKeM.

Jom gnok cam cryaupana kon Pajuumha m Xodmana, 6mim cmo y obGaBe3u Ja CBOjY
KOMITO3HIH]y BepOaiHO mpenactaBumo. Kao mpamku hak koju je 3aBpmmo MajcTOpeKy KOy
Jozeda Cyxa, Pajuunh je cmaTpao BaxXHUM /12 IOCTOjH PeJl y KOMIIO3UIUjH, KOJH j€ UHIUBUIyaJlaH
M CBAKO ra OCMHUIIJbaBa IPEMa COTICTBEHOM CTBapajadykoOM MMITYJICY. 300T TOra yBeK C TIOHOCOM
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Ka)XEM Jla caM y4mja 3aHaT Koj majcropa. IIpodecop Xodman (kacHuje mpodecop eMepuTyc)
WHCHCTUPAO j€ Ha TOME JIa HAIlld KOMEHTapu KOMIIO3HIMja Oyy yTeMeJbeH! U apryMEHTOBaHHU.
W nanac xaj mpodnTam HEKe CBOje 3ammce 13 Tor n1o0a mperno3HajeM HUT Koja je rpaBuTHpaja Ka
My3HUKOj Teopuju. Teopuja je MOXKIa MpeBarHysia KacHUje y TOj BUAJBHUBO] AUMEH3UjH, M je
yBEK OUTHCAlIa 32jeTHO Ca HEKUM CTBApATTAYKUM MMITYJICOM jep ja UICTUHCKHU BEpYjeM JIa je TTHCAmhe
y OKBUPY TE€OpH]j€ jeTHAKO KPEaTHBHO Kao M CaMO KOMIIOHOBAE.

Pexna Oux u n1a je Moje Ipyxeme ca ¢paroTom, jour oJ] Cpeame mKoie, Onino nocedbHo. Ja
cam yuwia kop npodecopa boxkumapa Tymneja Koju je cBUpao y OpUJbAaHTHUM OPKECTpUMa U
MHOTO caM Hay4yWia U3 THX HKErOBUX MCKYCTaBa. Y mIKoM ,,CIIaBEeHCKU pojamia ce uueja mehy
npodecopuMa Jia MU KOjU CMO Ha TEOPETCKOM OJICEKY CBUPAMO HEKH JO0JAaTHU HHCTPYMEHT H MOj
npBu u300p je Ouo daror (y3 KIaBUp KOjU caM CBHpajia Of IETHUICTBAa). To Ccy CBU ca
n3HeHahemeM mponpatwin (Taja HHje OWI0 MHOTO JKeHa (ParoTHCTKWEbA), all UCTO TAaKO H
NpUXBAaTHIM. Jako caMm BoJiena (aroT W 4YeCTO caM HacTynajga COJMCTUYKH U ca pa3HUM
ancambiauma. CMaTpaM TO BEIIMKMM M BaXXHHUM HUCKycTBOM. KacHuje cam ce ompemenwia ja
JTUTUIOMHUpPAM KOMITO3HUITH]Y, yCMepaBaia caM ce IpeMa TeOpUjH U HUje OUII0 peaTHo J1a Ce CBEMY
TOME MOCBETUM HcTOBpeMeHo. C Jipyre cTpaHe, Ta UCKYCTBa Cy Ouiia (yHKIIMOHAITHA U MUCIUM
Ja ¢y yKymHO (opMmupaia Mojy JHYHOCT, WIH Cy Oap Hajla3wia y MEHH IOTOJHO TJIO Jia Ce
O0JIHKY]Y.

My3zuuxa gopma je y ¢pokycy Bawux meopujcko-anarumuuxux paoosa. Y wuma pasmampame
OCHOBHe NPUHYUNe 0OIUKOBARA MY3UUKO2 MOKA, A AHATUMUYKYU KOPNYC 3AX8AMA KOMNO3UYUje 00
XV 0o XXI gexa — komnosuyuje paznuuumux cmuicKux npoceoea, paziudumux KOMHOIUYUOHUX
cucmema u npoyeoypa. Kako eudume numarbe myzuuke ¢popme u uoejy yeiune y cagpemenoj
mysuyu?

Nneja nenune je 3aucTa KJby4yHa 3a pa3yMeBambe CBAKOT YMETHUYKOT fiesia. OBO je MUTamke CYyBUIIIE
CJIOXKEHO 32 jeJlaH MHTEPB]Y, AJIM MOTY Jla U3HECEM HEKe CTaBOBE O KOjMa HUCaM MHcalia v Koje
Ou 3amcTa Tpebayo CXBAaTHTH CaMO Kao JIMYHH CTaB HEKOT KO Ce€ Myro OaBW MUTAHEM MY3UYKE
¢dopme 1 HeKora KO MUCIH, Kao mTo je nmpodecop bepucnas [TonoBuh y cB0joj KBH3U Hamucao,
na je ,Mysuuka Qopma cmmcao y mysunu”.! Bes mieje menmne u 6e3 mporieca OONHKOBaHa
MY3HMUKOT caJipkaja Ha Ha4MH KOju 01 oMOoryhno pasyMeBame Te LeIHHEe, KOMIO3MIIN]a, YUHU MU
ce, He 1mocToju. Mnu mocToju Bpio OrpaHUYEHo, BP0 KPaTKO M HepopedeHo. MuciuM ja je 3a
MIOMMam-€ LIeJIMHE Jako OuTHa cuHTakca. Bumum na ce cunTakca oOpasyje Ha MHOTO HUBOA; Ty CY
BaHMY3UYKHU €JIEMEHTH, TEKCT, TIOKPET, Ty j€ 001be KOMOMHAIIM]a KOMIIOHEHATa My3UYKOT U3pa3a
KOj€ jolI yBEK HHj€ UCTPOILIEHO, ¥ Ha KPajy, aJli CUTYPHO HE HajMambe BaXKHO — TY j€ €JIEKTPOHHKA.
Enextponnka maje oousbe MoryhHOCTH, ainu Ty MOXe OUTH U 3aMKa. To je Kao y OHOj HapOIHO]
MOCJIOBUIIK ,,I00ap ciyra, a 3a0 TOCHOAap”; TpEACTaBJba CIOKEH W 3aXTeBaH I10cao 3a
KOMIIO3UTOpa, ajli W H3a30BaH y CMHCIy Op30or cTH3ama 10 pesyiraTta. Jpyrum peudnma,
eJIEKTPOHUKA j€ OTBOPHIIA BEJIMKH JIMjania30H MOTYhHOCTH, aii je Ha HEKM HAaYMH U 3arocrolapuia
KoMmro3utopuma. To HUje caMo 0OpT Y TEXHOJIOTHjH, TO jeé OOPT y CBECTH, Y eMOIl1jaMa, Y CBEMY

! Bepucnas IMonosuh, Mysuuxa ¢popma unu cmucao y mysuyu, beorpan, Clio, 1998.
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OHOME IIITO CTBapa jeIHO MY3HYKO Jes10. MUCIINM J1a je Heaopacia CBECT O 3Ha4ajy CHHTaKce, O
TOME KaKO CBE €JICMEHTE OpPraHW30BaTH, YKPOTHTH, KAKO THM MaTE€pPHjaioM pacroyiaratu. Mory
BaM Ce JI0NacTH ojipel)eHn MOMEHTH, alld BH JIeJI0 YBEK AMTHUTE 110 1eanHu. Kaa kakeM cHHTaKca
— ja MHCJIMIM Ha peJl, Ha TpaHulle, KOHTpacTe, YCIopema, yop3ama, Ha TUCTPUOYIN]y MaTepujana,
jep To je cBe aeo mporeca. [la GucMo pazyment HeIrHy, MOPaMo Pa3yMETH My3UUKY CHHTAKCY.

Lyeocoouwrme bOasmwerve henomenom cumempuje y Mysuyu pe3yimupanc je MOoHozpagujom
HcnospaBame cUMETpHje Y My3HYKOM TOKY — METOJIONIONIKA MUTamka, wmamnanom 2020. 2ooune.
YV krmouzu nHaenawasame oa Huje ped 0 HOBOj AHATUMUYKO] MemOoOU, 6ell 0 HOBO] TUHUU PaA360ja
mpaouyuoraiHe memooe ananuze mysuuxe gpopme. Koja cy mo meopujcka uzgopuwima xoja cy
Bac 6oouna 0o cumempuje kao pecyramopa koxepeHmnocmu my3uuxkoe oeia?

OcCHOBHHM TOCTYJaT MOT MOMMama CUMETpPUje MCKa3aH je y NBe cTyauje (u3mehy mux muma u
APYTHX, ajli He MOTY CBE Jia X HaOpojuM), a To ¢y cryauje Anoinda bepuxapna Mapkca (Adolf
Bernhard Marx) u Bepucnasa ITonosuha. Mapkc je GpopMy cMarpao CHHOHHMOM 3a LEJIUHY, a
[ToroBuh je roBopro 0 My3HMYKOM TOKY Kao IIEJIMHU KOja UMa CBOja ycMepema (TIpU TOM ce OH He
ociama JUpeKTHO Ha Mapkca), Tako Jla ce MEHH YHHH J1a j€ TI0jaM IeJIMHE KJby4YaH 3a 0OIHOC ITpeMa
dopmu. YV kmu3M caMm mmcana o u3BopuMma u3 XIX Beka KOju Cy HaMm JOCTYIHH, 3aTHM O
TeopeTuIapuMa pycke, Mmahapcke, Oyrapcke, yOniTe CIIOBEHCKE IKOJIE KOjU My3HYKH OOJIHK, Kao
u Mapkc, nedunuiny kao nporec odnrkoBama (Hem: Formenlehre). Ja Hucam Hanasuna y cprickom
JE3WKY aJicKBaTaH M3pas3, 1a Cy MU Ca3HaWa M3 JIUTEPAType HA JPYTUM je3ulMMa MoMoria. AKo
OrCMO TOBOPUIIM O OoONHIMMa, TO Ou, Kako Kaxe Mapkc, Ouna ,,30upka MpTBUX Mozena”. OBo
ca3Hame je OMIIO IParoleHo M 3aTO CaM Ce BpaTHjia Ha U3BOPHE MPHHIUIE caMe Hayke. To je Ta
panoct oTkpuha U Ty je MeHe TeopHja YBYKJIa y CBOjJy OpOUTY. 3aTO MUCIIUM Jia je BaXKHO YUUTH
HCTOPH]Y My3UUYKE TEOpH]E.

VY xmu3u ce ocnamaM U Ha [llen6eproBy (Arnold Schoenberg) kmury Ocrosu komnoszuyuje
KOja TIpaKTHYHO ToBOpH O ¢opmu, 3atuM Ha Pynonda Permja (Rudolph Reti) ca meroBum
CTaBOBMMa O MOTUBY, bopuca AcadjeBa u MHore napyre ayrope, ykibyudyjyhu u Bunmjema
Karuuaa (William Caplin). ButHo je 1a MOHOBO YMTaMO TPaJWIMOHATIHY METOAY M ITOHOBO
IIPOMUILIJBAMO CBE T€ TEPMHMHE 32 KOjeé MUCIMMO Aa Cy HaMm JoOpo mo3HaTH. Mu cMo ocTaiu y
cdepu CTPyKType, YMECTO Jia c€ CTPYKTypa MpeMecTd y peHOMEeH My3HuKor Toka. [lenmyje Tako
JEIHOCTABHO, alli y aHAJIHM3U U TyMadyewuma Tpeba OUTH BeoMa MakJbUB U Mpe CBera Jocje/aH.
JlparoneHo je cycpecTu ce ca cBOojuM 3aliyaaMa U ja cam uMaia cpehy ga cazpeBaM Kpo3 OBO
yuewe. Kaga cam nmpounrtana y npearoBopy Kmure Bpeme ymemuocmu Jlparytuna ['octymkor na
je, Kako OH caM Kake, KIbUTa KOHA4YaH MCXOJ MHOTHX TOAMHA MPOBEACHUX Y PasMHUILIBAkY O
MUTamkUMa ,,K0ja HUKaJ Hehe OUTH HCLpIeHa, jep ce YBEK MOCTaB/bajy Ha JPYTU HAYUH — MEHHU
je nakuymo. To ce ogHOCH 1 Ha POPMY M HA CUMETPH]Y.

V kmwusu cme kao amanumuuku yzopax kopucmuiu bapmokoea oena u3z pamoe u cpeorwee
CMBapanauxkoz nepuooa (npsu u opyeu KOHYepm 3a 6UOIUHY U OpKecmap, Npeu u Opyeu KOHYepm
3a knasup u opkecmap). O cumempuju y bapmoxosum oenruma je uecmo nucano. Kaxo suoume
cneyughuunu donpuroc Bawe cmyouje y oonocy Ha nocmojehy numepamypy? /lo kakeux cazuarba
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Jje 0oseno ycnocmasmarbe Kopeiayuje uzmely eeomempujckux nojmMoea u My3uuko2 moxka y 08um
oenuma?

VY yBOIy KEbHTE€ CaM Harjiacuia Jia je CHMeTpHja HelITo IITO je mpupoheHo jbyackoM Ouhy u cBeTy
OKO Hac, J1a je IPUCYyTHA CBYJA, Ia Tako U y My3ulid. CUMETpHjy y My3HUIIH CXBaTaM Kao CKJIaJI,
YPaBHOTEXKEHOCT, JIEMIOTY U LIEIOBUTOCT MYy3UUKOT Jiejla U OTBapaM HU3 MUTamba Koja ce 0JJHOCE
Ha yTBphUBame METO0JIOTH]jE aHAIM3e MY3MUYKOT TOKa KOja OM Ouiia y MO3HUIMjU Ja TIOMEHYTe
aTpubyTe nena pazoTkpuje. Kam kaxxeMo 1a je HEeIlITo Jeno, Mu OOMYHO MPEN03HajeMO CUMETPH]Y,
eKCIUIMIUTHY WIM UMILTMIUTHY. Te kopenanuje uzMel)y reoMeTpujcKUX MOjMOBA M MY3HUYKOT
TOKa Cy M3Y3€THO CJIO’KEHE; HUje TO TaKO jeTHO3HAYHO KaKO MU YECTO MUCIMMO U CUMETpHja HUje
CBOJMBa Ha IOHABJbAh¢ M KBAHTUTATUBHY jeTHAKOCT. Ja MMOJIa3UM OJ1 CTaBa Jia Cy CBOjCTBA My3HKe
y CBOM OCTOJbEHY Y My3UUYKOM TOKY KJby4YHa OJIpe/IHUIIA pa3yMeBama CUMETpHje, a He OOpHYTO.
My3uuku TOK He Tpeba cBonuTH Ha reomerpHjy. Lltykenmmut (Hans Heinz Stuckenschmidt),
pennMo, Harjamana Jia je My3uka bene baproka ,,My3uka npenusHor MexaHuyapa, jyBeaupa’, 1a
j€ cBe BPJIO jacHO, aJii Jla C€ He OTKpUBA KO/ MpBOT ciyiama. Kaga cam noyena na ce 6aBum 1986.
TOAMHE JHUTEPAaTypoOM O CHUMETPHUjU, 32 MEHE Cy H3a30B OwiM bapTOkoBM rynauku KBapTeTH,
HApOYHUTO 4YeTBpPTU M meTH. To je Ouna dacumuanuja! 3atuM caMm Haumnuia Ha Taj GEHOMEH
cumerpuje y apyrom KoHuepry 3a KiaBup u opkecTap, y3eia caM y pa3Marpame U 0CTalle heroBe
KOHIIEpPTE U3 CPEAbET MepHoIa U MOKyIIaia 1a Hal)eM mITa je KJbyYHH HOCHIIAIl T€ OpraHu3aIyje.
CxBaruia caMm J1a Cy TO MOTHB M TEMAaTCKH MaTepujasl. Y JHUTEpPaTypu C€ CTAIHO TOBOPHIIO O
nanuHapoMy (M MOj TMPBH paj Ha Ty TeMy Koju je mTammad 1991. roamsHe je HOCHO Ha3WB
,JlanuHapoMudHa cuMmerprja y aenuma berre baproka”). Mehytuwm, y pasrosopy ca bepuciasom
[TonoBuhem, cxBaTuia caMm Ja je Ty HEHITO jaKo CTaTMYHO M HeoAromapajyhe, ma moctoje
pa3nuynTe HUjaHCe U Jia MOCTOjU HeycarjalleHOCT: Kaja ce NaJIMHAPOMU MOTHUBCKU yjelHaue,
OHJla C€ CTPYKTYpPHO Je30praHusyjy, M oOpHyto. Oxcenu u [1enoBu (opMe HHUCY YBEK
KOMMAaTUOMITHU TI0 MOTHUBCKOM cazipkajy. I[Iucamu cy o tome u Jlennsaj Epne (Erndé Lendvai,
Jlacno Illomdan (Laszl6 Somfai), Bepa Jlamnept (Vera Lampert) u apyru yrieanu ayTopu, aiu
caM youaBayia HeKy HeJJoBOJbHOCT. HapounTo Me je myuno [IpBu KOHIIEpPT 32 BUOJIHMHY U OpKecTap
KOJH j€ 3aXTeBa0 OpMKJBbMBO aHATN3Hpamke MOTHBCKE Tpalje. CBe je BONIIO ca3Hamwy J1a Ty IOCTOjH
jenHa oca koja he ce M3BOJUTH, a KOja je MOTIYHO HEBUJJbUBA. Y TEKCTY ,,3Ha4yaj MOTHUBA y
OCTBapemy KOXEPEHTHOCTH LIUKIyca“ KOoju je 00jaBibeH 1997. ronuHe mpBu MyT caM U3/BOjUIIA
MOTHBE U mpolana ga CMECTHMM OJHOC MOTHMBA U OJICE€Ka Yy KOOpAMHATHU cucteM. Jlobuia cam
nobap pe3ynTat, ajd oIl yBEK j€ HelTo Hemocrajano. Tek Kaj je m3aluia Kiura bepucnaBa
ITonoBuha no6una cam oarosapajyhe Teopujcko ynopumre. HapouuTto cam ce ocioHHIa Ha OHO
mITOo je mpodecop U3/IBOJUO Kao CUMETpHje KapaKTepHOT Bapupama U CUMETpUje epMyTaluje y
OKBHpY IUHAMUYHHX cuMeTpuja. Ha ocHOBYy Tora cam jommia 10 HOBOT pa3yMeBama Te
WHUIMjaJTHEe Kamuciie Y bapToKoBMM KOHIIEPTHMA, OJHOCHO CBUX OHHX IMOTEHIMjajla KOjU CY
BOJMJIM Ka MaJMHAPOMUYHO] CUMETPHUJU. 3aHUMIBHBO j€, a 0 TOME HUCaM MHcajia y KibH3H, 14 je
bapTok kacHMje HamycTHO TO ,,CaBPLIEHCTBO® cHUMeTpuje. Tora Hema y APYTHMM HETOBHM
KOHIIepTHMa, peumo y Konyepmy 3a opxecmap KOju Me je HajBuIlIe 3aHUMao wiu Konyepmy 3a
euony (xoju je 3aBpmmo Tubop Illepnu / Tibor Serly). 3amro je Hamyctro taj npunimn? OH je
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JI0NIa0 JI0 OHOT'a JIO Yera CBaKU I'eHUjaTHA KOMIIO3UTOP Jtoh)e — 1a cam cpy1u cBoj cioMeHuK. Beh
je Conama 3a 0ea knasupa u yoapasske (Koja IOCTOJH y BEpP3UjH KOHIIEPTa) Apyradnje ypehena;
CBe IIITO MPBH CTaB jecte, Tpehu HUje. bapTok je y 0BOM Jieiy moCTaBuoO jeIHy aHTUTE3y, Ja Ou,
110 MOM MHIIUBEHY, CBE TO CHHTETH30Ba0 y neroctaBauHoM Kouyepmy 3a opkecmap. Hamymta
U7ejy TEMaTCKUX Be3a M TaKBY BPCTY MPENO3HATIFUBOCTH U CIIPOBOAM CBOjeBpCHU salto mortale.
Konyepm 3a opxecmap 61 ce MOrao 1oKa3aT Kao CHHTE3a HerOBOT IOMMamba CUMETPH]je U 3aTO
j€ TO J1eJ7I0 TaKO TeHHUjaJHO.

Momnoepaghuja je onpemmena He camo HOMHUM npumepumda, el U U3BAHPEOHO NPEYUIHUM
wemama, Kao u epagpuuxum u mabeiapHum npuxasuma y oojama. Paou ce o demamnom, a onem
8DII0 Npe2leOHOM AHATUMUYKOM 3ANUCY MEMAMCKO2, CMPYKMYPHO2 U MOHAIHO2 NIAHA MY3UUKO2
moka cmasoea u komnosuyuja y yeaunu. Kaxko cme doutiu 00 08ux epaguukux peuwiera u 0a au
cy ona cneyughuuna 3a ,,0e02padcKy aHaIumMuyKy wKomy” Kaoda je ghopma y numarey?

Mucnum n1a 3aucta MocToju ,.0eorpajacka mkoia” aHanuse. Kpo3 Ham @akynTer je mporuao
BEJIMKU Opoj ayTopa U HKUXOB je IOMPUHOC, 10 MOM MHUIIUJBEHY, 3arcTa orpoman. Kana je ¢popma
y IIUTamky, HEOMXOIHO je KPEHYTH O YIIOCHHKa, 3apaBo Benuke cryanje Bmactumupa [lepuunha
u Jlymana CxoBpana Hayka o my3uukum obauyuma, Koja je TokuBeia OpojHa 31ama U Ha K0joj
ce JIelleHHjaMa yde IeHepalldje CTyneHaTa. Y CBETy IOCTOje pa3He CTyIje TOT THIa, alld aKo
CMEM Ja KakeM, ja He Mo3HajeM 0oJpy onx oBe. To je cTyamja Koja TOBOPH O THIIOJIOTHjH
¢dopmanHUX Mojena, ald MCTOBPEMEHO M O OHOME IITO Ta Tumnojoruja Huje. Ty je kmura
bepucnaga [Tonosuha, xoja je ”HOBaTUBHA U Y KOjOj j€, KA0 LITO caM PeKJia, KIby4HO AePUHUCAH
My3Huukd TOK. [Tomenyina Oux u [parytuna ['ocTymkor Koju ToBOpH 0 yMETHUUKO] T€OMETPHjH, O
apMaTypu My3HYKOT Jiena, 0 My3uukoj Mop¢osoruju (a Mopdooruja jecte Hayka 0 00auky!).
IlIto ce Thue craTyca mNpuMepa y MOjOj KiHH3H, TO € pe3ysTaT AyroroJullIiber
MIPOMHUIIIbAA. JeIaH THII IIeMa ITOCTOjH Y CTYINjU Y OKBHPY IPWJIOTa U Taj HAYMH MPUKa3HBamba
koMmmosunyje je yseo mnpodecop IlonmoBuh kanma je mpenmer My3uuku oOIMIIM TOCTao
Tporoaumky Kype Ha @akynrety. Ilocne je Taj mpUHIMIT aHATH3€ KPO3 pa3IMINTe HUBOE pana
HanpenoBao. To cy 1eMe Koje moka3yjy cBa TpH IJIaHa KOMITO3HUIIM]j€ U JeIMHCTBEH j€ Y CBETY 3aTO
IITO KOPUCTU CUMOOJIE 3a pa3nuuuTe (eHOMEeHE Y MY3MYKOM TOKY, HAPOUUTO HA CTPYKTYPHOM
IUIaHy, ¥ TO Ce FeHepanujaMa npeHocu. [Ipyru Tun mema je aat y npuiory (oHe ¢y y 6ojama, anu
Mory OuTH M 0e3 BUX) U MOoKa3yje TUIIOBE CUMETpHje (CTaTMYHEe M JMHAMHUYHE), Y KOjuMa ce,
MIOHEKA]], HaJla3e JAeJI0BU OBUX MPBUX, €IEMEHTAapHUX LieMa. Lleno noryiassbe y CTyiuju TOBOPH O
cUMOO0IMMa KOjJU Cy KopHuITheHH, Kako OHMMa KOjH Cy CTaHJap/ y HacTaBu Ha PakyJyTeTy, Tako U
OHM KOJU Cy BE€3aHHM 3a CHUMETPH]y WIM WAy W3BaH TUX CTaHaapja (To cy Heka cruerudpuyHa
peniewa). Belinna Mojux mpuMepa je KOMOMHOBaH THUI (OCHM MOY/a OHMX KOjU CE€ OJHOCE Ha
MoTtuBe). Perumo, nocroju jenan npumep y A3 ¢gopmary 3a KOju caM uMaia IpeKo CTOTUHY
Bep3Mja, ajld KaJ caM JOolUIa JI0 Tora Jia jeJlaH KOHLEPT Of BUILIE CTOTHHA WJIM XUJba/la TAKTOBA
MpPEeICTaBUM Ha jeHOj CTpaHHW, TO j€ MOKa3ajio KpHCTalu3alujy oca cuMeTpuje y bapTokoBoj
¢dopmu. TekcT je ojenHOM Moveo aa ce ckpahyje; OHO IITO caM MHcana Ha JIeceT CTpaHa TeKcTa
n00uIa caM Ha JIB€ CTpaHe KBAJIMTETHHjer nckaza. OBa METOI0JIOTH]a U 0Baj aHATUTHYKU TUCKYPC
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padyHajy Ha IIeMy, HOTHU Mpumep, Tadbeny, rpadpukoH. OHM HUCY JIeKOpallHja KIbUTE, OHU CYy
HEOINXO0AHU uHTerpannu aeo tekcta ([Ipumep 1).

V' concmeenom xommoszumopckom cmeapanawimey cme uule OKPEHYmu KAMEPHOM 36VKY,
ceedenujoj gopmu, npouuwhenoj paxmypu. Cmuue ce ymucaxk oa je Komnonogare y Bauem
JHCUBOMY OHA HEONXOOHA UHMUMHA 0a3a YUCMO2 VIHCUMKA U KpeamueHocmu Heonmepehenux
VCHexXoM, Hazpaoama u cnomauitbom npusHaruma. Konuko je y Bawum uncmpymenmanHum
KOMRO3Uyujama mpazoea u ymuyaja oHux npogecopa Koo Kojux cme cmyoupaniy KOMRO3uyujy u
OHUX CPNCKUX aymopa uuja cme oena nomuo ananusupaiu? Kaxo Bawe meopujcko-ananumuuxe
basmere hopmom ymuue na Bawe komnonosarwe?

Koncraranuja o ”HTUMHO] 0a3H je, YMHU MU c€, Ta4yHa, MaKO HU cama Tora HHUcaMm Ouja CBECHa
JIOK HHje oBako (popmyisucano. Mmana cam mpekujie y CBOM KOMIIO3UTOPCKOM CTBapajIallTBy, ajlu
jé KOMIIOHOBame yBeK Omio moja motpeba. M ckopo yBek je OWII0 MHUIUPAHO CHOBUMA U
camameM. KakBu cy TO TOKOBU CBECTH, Jia JIM j€ TO paJ Ha ceOu MJIM Ha KOMITO3UIIM]H — TO 3aUCTa
HE 3HaM, aJIi CHOBHU CY yBEK U3HEAPHIN HEKy KoMIo3ulujy. Moje komnosuuuje cy ouie, Mopam
MpHU3HATH, 10OpOo MpuxBaheHe o/ cTpaHe n3Bohaya, IMITO je MEHHU MPEBACX0IHO BaKHO. M3Bohaun
Cy Ipeno3HaBajiy opeheHy JIoruKy, CMUCao, EJTOBUTOCT Y HbHMa U TOME JJaBalld M CBOj IeYar.

Moje cryamje kox Pajuumha m Xodmana cy umsyserHa uckycrBa. Kox Pajuumha cmo
MMIPOBHU3AIM]OM TIOYETHE HJIgje Ha KJIABUPY MPOHATA3WIN MYT IO MY3HUYKOT M3pa3a KOjHU CMO
xenenu. A XodmaH HaM je mpenaBao OpKecTpalujy; TO je Ouiia MHAUBUAyalHa HACTaBa U jeHa
0/l HEKaJJallllbUX MPUBWIETHja cTyieHaTa. Yuehu Tako KoJ| 1Ba KOMIIO3UTOpa KOja Cy pa3InduTuX
BOKallja y OCHOBH, ja caM MyHO Hayuwuia. /[a au je To BUIJbUBO y MOJUM KOMIIO3HIIMjaMa, HHje
Ha MEHHU Ja oAroBopuM. Mako cam HajBuie Omia y KOHTakTy ca XopMmaHOM (KOJ Kora cam
MarucTpupaia) v ciaymiaia lberopa npeaaBama O eIeKTPOHCKO] MY3HIIH, ja, PEIUMO, HUCAM JINIHO
oceTmia MoTpedy Ja eNeKTPOHUKY YKJbYYUM Y CBoja nena. M masme Hemam Ty moTpeOy. Hosek
Mopa j1a OyJie jako UCKpEeH IpeMa ceOr U CBOM CTBapajlalliTBY, J1a PaJid OHO LITO KEMY OAroBapa,
na He noBnalyyje TpennoBuma. Tpeba HapaBHO CBE YUUTH U 3HATH, aJTK HE TpeOa CBE YCBOJUTH Kao
CBOJy BOKaLlUjy.

Temko je pehu Ha koju HauMH je Moje OGaBJbere (POPMOM KOHKPETHO YTHUIAIO HA MOje
KOMIIOHOBaWke. MUCIMM J1a je CBe IITO caM pajuiia y 00JacTh TEOPHjCKUX Ca3Hamba OCTABHIIO
HEKor Tpara y MeHd. J)Kao MU je caMo IITO y TOKY CTy/{ja HUCMO BUILIE U3y4aBajy JieJla CPICKUX
KOMIIO3UTOpa KOjU Cy TeMeJb CpPIICKe My3HUKe KyJIType. Ja ce u 1aH aHac cehaMm cBOTr cycpera ca
[IpBuM rynaukum kBapreToM Musnoja MumnojeBuha koju cam peauronana 1996. rogune. To je
owmno Benuko otkpuhe 3a meHe. Ty je u KomoBuh xora cam mouena ma uzydaBam 300T HETOBOT
onHoca nmpeMa CreBany Mokpamlly, na cam Tafga 1 MokpamIia oTkpuia. HapaBHo, Mu cMo nieBajin
Pykosemu, anu MU je npoydaBame (popMe THX KOMIO3HIHMja MPEKO MY3UYKOI TOKa OMOTyhuio
0oJbe pazymeBame Jiena. Teopuja U KOMIO3UIMja HE UCKIbYUY]y jelHa JPYTy U Y MOM CIIy4ajy
3ajelHO Jajy pesyaTare. Perumo, MOj OMHJBEHH KOMIIO3UTOpP je MomapT; oH je OMo u3y3eTaH u
pajio ra cirymam, aii oH ce TeopujoM Huje 06aBuo. C npyre crpane, Lllendepr u Xungemut (Paul
Hindemith) umajy OpmibanTHa Teopujcka 3anmakama, anu demrthe ciymam [IpokodjeBa (Sergei
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Prokofiev) koju ce Teopujom Huje 6aBHO. AKO je HEKO KOMIIO3UTOP, HE MOpa J1a 3HAYd Ja je U
nobap Teoperuuap, u oOpHyTo. Teopuwja mpemos3Haje onapehene (peHoMeHE, padyyHa Ha HEKY
METOJIOJIOTH]Y, JIOK KOMIIO3UTOP MMa CII000/1y 1 IPaBo Jia Oupa Mo CONICTBEHOM YKYCY U yoehemy.
AKoO My je joIn gaTa "MIJIOCT J1a TO MOXE Ja IPE3eHTYje... TAaKO HACTA]y BEJIMKA Jelia U BelIMKa
uMeHa. JenaH on1 TakBuX je 6uo u baproxk.

Hapouumy uncnupayujy nanasume y noeszuju. [llma je mo wmo Bac npuenauu caspemenoj
CN0BEHAYKO] noe3uju u Kako o0auxyjeme 38yK npema cmuxosuma? Jla au je y okycy
MENOOUYHOCT CIOBEHAUKO2 je3UKd, CeMAHMUYKO 3HAUere MeKCma, pumam peyu u Crmuxoea uiu
MUCAOHO-pepieKcueHU acnekm necama?

CBHU 0BM MOMEHTH KOje cTe Habpojainn — MeOJUYHOCT, CMHCA0, (DJICKCHje peUn U CTUXOBA — CBE
j€ TO HeOJBOjJUBO. JeIHOM IpeBarHe jeHo, APYrd MyT APYro, TO j€ YNpaBO OHO ILTO BOJIUM Y
KOMIIO3ULIMjaMa KOj€ PaJM Ha HEKU TEKCT. A TO IITO caM Ce OKPEHYJIa CIIOBEHAYKOM jE€3HKY, TO
je ctunaj okosnHoctu. Huje nmocrojaa Hamepa. Ja caMm y CJIOBEHAUKH je3UK YIIJIa 3alpaBo MPEKO
mpo3e, a He mpeko noesuje. Maja DBykanoBuh, penoBau npodecop Pumonomkor (axkynrera,
npesena je 2005. romune tpmiorujy bojana Mecepka; HacnoBu TUX Kmura cy Camanuwme,
Camaonuya n Carwauu. CIIOBEHaYKH je3UK CaM MOHENa Ka0 TOBOPHHU jE€3UK U3 JICTUILCTBA; HUKA
ra HMCaM M3ydYaBajia, Majia caM KacHHje rmoyvesa a OTKPHBAM HEKE HErOBe CIEeU(PUIHOCTH KOje
cy mu Omie 3annmubrBe. Ha mpomornmju MecepkoBux kmura y beorpany, jenan dian Jpymrsa
CnoBenana, Janko bpe3oBap, unTao je AenoBe U3 KibHra Ha paHTacTUYaH HauuH. 3Hajia cam aa he
KaJ-TaJl OBU TEKCTOBU HahM MECTO y HEKO] M0jOj KOMIIO3ULHUjH, IUTO C€ U JIECUJIO MeT roJuHa
KacHHje. Y MHTamwy Cy 3aMpIIEeHH TOKOBH JbY/ICKE CBECTH, OUTHCAa IJIaBHOI MPOTAroHUCTE Y
napajgeIHUM CBETOBHMMa 300 yera je OH jeJHOI TPeHyTKa mnpucebaH, a y JpyroM HOTIYHO
n3ry0JbeH, ca 4eCTUM Ii1aBobosbama... To MM je 1e710Bajio Tako OJIMCKO. Y TOBOPY IPOTAaroHUCTE
HEMa 3HaKOBa MHTEPITYHKIIH]€, MEHba CE PEIOCIIE]l pEUH, IEPMYTY]y CE CIIOTOBH, U T€ je3UUYKE UTPE,
UTpE CMHCIIA U CTambe MPOTArOHUCTE Cy MU OWJIM BPJIO 3aHMMJbMBH. Hrcam KOpHCTHIIa IPEBO/I,
Beh OpUTHHAIHU TEKCT Ha CJIOBEHAYKOM jE3UKY.

Yynuu cy u myTeBr HacTanka komnosunuje Nasmeh v slovarju. Tpebaio je 1a KOMIoHyjeM
HEILTO MOBOJIOM NPOMOLIMje MpeBoAa Aumonocuje cagpemene Cl08eHauKe KIbUMCEGHOCMU, AU
JyTro HHCaM Hajla3uiia y TOj aHTOJIOTHjU oAroBapajyhu TekcT. A oHza, y noBpaTky ca Lletuma, Ha
aepoJIpoMy caM JIMCTala Ty KBUTY U O/jeTHOM Ipero3Hala JBe IecMe Koje caM Ha JIMIly MecTa
nckomOuHoBana. O0e KOKeTHpajy ca MO3UTUBHUM U HETAaTUBHUM €MOIIMjaMa; jesiHa je Peu cmpax
He nocmoju euute y peuHuxy, a apyra je Ocmex y mamu. 3aMHUILJEHO j€ J1a BUOJIUCTA U CBHpPA U
penuTyje, ma ce KOMIo3uIMja MpuoInKaBa MHCTPYMEHTATHOM TeaTpy. Ja caMm Ty, Ha aepoapomy,
yekajyhu jeT aBMOHa, UMana y TJlaBU M TEKCT U 3BYK; MHCIHUpalMja je JOoUula Y TPEHYTKY, Y
JIOKOJIMIIH, a JIOKOJIUIA BaC YBEK MaMH Ha HEKO APyro’ MecTo. Ja cam, y CBakOM CiIy4ajy, Jako
cpehHa 300r CBOjUX U3J1€Ta Y KOMIIO3UIIM]Y U CJIOBEHAUKHU jE3UK.

Yecmo cme naenawasanu oa cebe, npe ceeza, suoume Kao nedazoza. imnpecuenu cy pezyaimamu
Bawez cmpyyno-nedazowikoe pada y cmuciy 6poja MeHmopucanux 3a8puinux paooea Ha Ceum
HUsouma cmyouja, y CcMucty apmukyrayuje npeomema Memooduxa meopujcke Hacmase,
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00pIICaABaAra CeMUHApa 3a HACMABHUKE CPeORUX WIKONA KAO U Y aAH2adCOo8ary HA OpYeUM
BUCOKOWKOJICKUM ycmaHosama y pezuony. Kaxo Bu mymauume 6bananc meopuje, auanuse,
KoMnosuyuje u nedazozuje y c8ojoj kapujepu?

MeHu TUYHO Taj TEPMHH ,,0alaHCc” HHUje oaroBapajyhu. Moxa je mpe cajejcTBO, IperuTame,
npoxkumame... Hekama je u nucbamanc. Y ayropodyHoOM MEpUOy j€ TO CBE MIAK cajiejcTByjyhe.
Temko je y oBUM o0y1acTiMa Koje CTe IOMEHYJIH MTOCTHhH OalaHC KBaHTU(UKOBAKBEM. Y OCTAJIOM,
mra ¢anu jeqHoM no0poM amucOanaHcy? AKO CMO T'a CBECHH, OH MOXE CaMoO Jla YPaBHOTEKH
ctBapu. OHO IITO TPEHYTHO paJuM, paJuM CBUM CcBOjuM OuheM, Hajooske mTo ymeM. He oceham
IpecHujy Ja yBeK 'IITPIHEM ° OJ CBEra nmomaio jia 6u cBe Omino u3dajaHCUpaHo.

Y Hosom Cajny caMm panuia MyHHUX IE€THaecT roguHa, a 3atuM u 'y Kparyjesuy u Letumy.
buno mMu je BeNMMKO 3aJ0BOJBCTBO, alld CaM cMarpalia U CBOjOM 00aBe30M Ja y4YeCTBYjeM Y
panumonuiama 3a npodecope u hake cpenmux mkoia. buia cam ummpecrnoHupaHa U 30ymeHa
BEJIMKMM MHTEPECOBameM aka Koju Cy y jaHyapy, 10 CHETY, TOJIa3WIIH ca y1aJbeHUX JCCTUHAIIN]A,
YaK ¥ U3 CyCeqHHUX pemyOiuka. Mcrakia OMX W TaKMUYCHE CPEIBHX IIKOJAa KOje OpraHu3yje
npymtBo Koprenuje. Takohe, LleHTap 3a npodecrnoHaiIHi pa3Boj M KOHCAJITHHT ca Y HUBEP3UTETA
YMETHOCTH j€ OpraHM30Ba0 PaJIMOHMIIC Y JBa HaBpaTa, Ha MOjy MHUIMjaTuBy. CMaTpaiia cam Ja
je moOpo n1a ce TO OApPXKHU y HHUXOBUM IPOCTOpHjama, J1a jeé TO aMOMjeHT KOjHU MOXeE AeNOBaTH
CTHMYJIATHBHO 32 yJlarame y MIKOJICTBO. Haxanoct, ¥ TO je MPeKUHyTO Mocie Apyre paguoHuIIe.
Ca BelIMKHMM €HTY3Hja3MOM CaM y4YeCTBOBAJa Yy CBUM WHUIIMjaTHBaMa 3a Capaimby y CPeAmUM
IIKOJIaMa, jep ja jecaM Ipe CBera Imejaror W HajBHINE caM Hayduia y pamy ca hamuma (To je Ta
yyBeHa W uctuHuta lllenOeproBa m3jaBal!). Anum HHcaM ueKana Ja OHU JOhy KOA MeHe Ha
(dakynTeT; WIuia caM CBYJa IJie Cy M€ 3Balld jep caM jKejlelia Jia yIo3HaMm npodecope u hake.
Nmana cam noapuiky u y3op y npodecopku Mupjanu JKuskoBuh koja je yBek Ouiia 3a capalimwy
ca cpeamuM ImKkonaMa. OIackoM y NMeH3ujy MOBYKIa caM ce u3 cBera. CMeTra MM IITO TO HHje
CHCTEMCKH pelIeHo jep O6u Omino a00po M (yHKIMOHANIHO 3a 00e cTpaHe, M (aKyITeTCKe
npodecope U HaCTaBHUKE Y CPEHbUM IITKOJIaMa, J]a KOHTAKT ITOCTOjH.

V3 npeoanu nayuno-meopujcku u neoazowiku pao, UHMEH3UBHO CMe ce 3ana2anu U AKMUEHO
yuecmeosanu y 00IUK08arY HAYUHO2 cmyoujckoe npozpama 3a Mysuuxy meopujy Koju je Ha
@Daxynmemy u axpeoumosan 2009. ecooune. bunu cme c6edoK u y4ecHUK MHOUX NPOMEHA )
opeanuzayuju nacmase uz meopujckux npeomema. Kaxo je cmacasao oeaj danac jeouncmeenu
CMYOUjcKU nPO2pam y pecuony?

Kana cam 1982. rogune nouuta Ha @akynrer, 3aTekia caMm jelHY O30WMJbHY paclpaBy MOjUX
npodecopa u KoJiera Koju cy xemnenu 1a popmupajy Oxacek 3a My3uuky teopujy. Tagamima uzieja
je 6una ma moctoju rpymna oaceka (tako3Banu VII oxcex) rae 6u VIla 6uo 3a mysukomnorujy, VIIO
3a eTHOMYy3ukonordjy u VIl 3a my3uuky Teopujy. Y jeJHOM paHHjeM MEpHOIY je Taj O/CeK
noctojao Ha My3nukoj akanemuju (manac ®MY), anu je ykuHyT yBohemem Ojceka 3a OMIITY
My3WUYKy TeJarorvjy KOju je, Ha HEKM HA4YMH, TOKPHO W Teopujcke mpenmere. [Ipeamern
Xapmonwuja, KoatpamyHkt 1 My3udku 0OIUITN TOCTOjaJIH Cy CaMO Ha OJICeIMa 3a KOMIIO3HUIIH]Y,
MY3HKOJIOTH]Y, TUPUTOBAE, ETHOMY3UKOJIOTH]Y U OpryJbe, oK cy Ha OJICeKy 3a OMIITY MY3HUKY
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MeIarorujy mocrojayiv oojenumwyjyhu npenmern — AHanu3a My3udkor jaena u ToHcku cior. Tek
kacHuje, 1992. rogune cy npeameru XapMoHuja, KonTpanyHKT 1 My3udku OONHIIM YBEICHHU Y
MpOrpaM OCHOBHHUX CTY/IMja OBOT OJICEKA U MOCTAJIH Cy AUIJIOMCKH MPEAMETH.

Cnenehu mokymaj je 6uo 1997. romuue. Mneja je Omnma ma ce mocrojehm oxmcek 3a
MeIarorujy paciioju Ha a u 0 (jeJaH 3a Meaarorujy, jeaaH 3a TCOpUjy), alk HUA TO HUje 3aKUBEIIO.
Y mehyBpemeny ce Ha OpceKky 3a ONIITY MY3WUYKY IEIarordjy pa3BHjajio MpeaaHo OaBIbEHE
TEOPHjCKUM JUCHUIUTIHAMa. HUCMO MMaiin OCHOBHE CTyJHje My3HUYKe TEOpHje, ajl Ce MOTJIO
MarucTpupaTy U JOKTOPUPATU U3 TEOPHjCKUX AucuuIuinHa. ['pagunu cmo kyhy of kpoBa, a He 01
Temesba. YBohewem Oonomckux mpormeca onx 2004. rommHe poawsia ce TMOHOBO HJgja 3a
(dbopMupameM oJiceKka 3a My3HUKY TEOpH]y, ali HU TaJa HUje OCTBapEHA jep Cce TEKUIO camo
npuiarohaBamy mocrojeher crama HoBuM mpuHIMnuMa. Tek 2009. romuue je Karempa 3a
MY3HUKY TeOpHujy GpopMupaia 0Baj CTYAHjCKH IIPOrpaM KOjU jECTE JEAMHCTBEH Y IIEJIOM PETHOHY.
Haxne, ox 1982. mo 2009. romuHe je mMpomuio MHOTO BPEMEHAa M OJCEK je CTacaBao y BpJO
CIIO’)KEHUM OKOJHOCTHMA. Y Bpeme 00omCcKe pedopme cy Tagammby aekan dakynrera, Munan
MuxajnoBuh, u 1ena HHCTUTYIM]a MOAPKAIIM yCaBpIlIaBamke Kajpa U CTyIuje et npodecopa ca
Karenpe 3a My3uuky Teopujy Ha JOKTOPCKHM CTyadjamMa TpH YHUBEP3UTETY YMETHOCTH,
ylaxyhu Ha Taj Ha4MH y jeaH npodui Koju je HeonxonaH 3a (yHkiuoHucame OJnicexa Ha cBa
TP HUBOA CTY/Hja.

Capna je TpeHyTak Jia ce yBely OpraHM3allMOHa, KAJPOBCKAa U TEXHUYKA peIIeHha Koja cy
BUIIIE HAKJIOHEHA MY3MUYKO] TEOpHjH. MM MMaMmo cjajHe TOjeAMHIE, M3Y3eTHE, ca BPXYHCKHM
JOMETHMA | ja UM Ce JUBHM. AJIM HaMa je TOoTpeOHa MHMpOoKa U KBaJMTeTHA 0a3za, a OCHOBHE H
MacTep CTyamje ¢y Te Koje gopmupajy 6a3y. To Om Mopano cTyJeHTUMa U Jla ce "UCIUIaTH Yy
CMHCITY J1a MOPajy UMaTH IIPBEHCTBO KOJI 3al0NJbaBamka Ha MpeAMETHMA Kao IMTO ¢y XapMOHHja,
KonTpanyskt u My3uuku o0auiy.

Ha kpajy bux eonena oa ce ocepremo u na Baw opywmeenu aneaxcman. Axkmusnu cme y [pyuwimay
Cnogenaya u Hayuonannom casemy cnosenauxe nayuonanne marune y Penyonruyu Cpbuju, y
OK8UPY KOJUX ce 3anaxceme 3a agupmayujy u ouyearbe Cl08eHauKe Kyamype u yMemHOCmu y
Cpouju. Kaxea je unmepaxyuja 0ee kynmype oanac u koje cy Bawe akmusnocmu y nocneuugarsy
UHMePKYIMmypaine Komynuxkayuje?

Ca BenMKHMM 3aJI0BOJECTBOM CaM ce 0aBHJIa TUM AaKTHMBHOCTMMAa M HApOYUTO MPOMOBHUCAHEM
komno3utopa JlaBopuna Jenka, Muxosuna Jlorapa u 3narana Bayae koju cy mnopekiom
CrnoBeHlM, anu Cy UBENH, paauiau u ctBapanu y CpOuju. Kao xommnosutop, teoperudap u
nearor, cMaTpasia caM Ja je Moja obaBe3a Ja He JO3BOJIMM J1a ¢ce€ 0BO 3a00paBu. MOj MPBU TEKCT
je uzamrao y yaconucy Traditiones y CioBeHuju, T/ie caM MpeICTaBHIa IIMPO]j jABHOCTH JCTATHOCT
oBHX KoMrno3uTopa. Kako cy nmocrojanu pasuu npojexktu y oksupy Jpymrsa Casa u Harmonansor
caBeTa, YBEK CaM HacTojajia Ja ce TOM IPHJIMKOM H3Bely HEKe OJ KOMIIO3MIIMja OBHX ayTopa.
AHraxoBaia cam ce 0Ko o0enexaBama CTOroAuIIbHIe cMPTH [laBopuHa JeHka, ayTopa OpojHUX
XxUMHH (XxuMHe CpOuje, XuMHe CIIOBEeHYaKe BOjCKeE. ..) U TO Cy 3ajeIHO opranu3oBainu Hannonamuu
caseT, My3ukomnouku nHCTUTYT CAHY u Ambacana Penry6nuke Crnosenuje. O Bayau cam 3aucra
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OpojHE TEeKCTOBE HalMcana U OpraHu30Balia U3BOhEHmHEe HEroBux M JlorapeBux KaMepHHX Jela.
OHo mTO je BHIJbMBA 0OJbKA HAIllE CPEIUHE jeCy JOCTYMHOCT W cpeheHoCT apxuBa, HE camMo
CIIOBEHAYKUX KOMITO3UTOpa. Temko je Ouno ucrtpaxutu BayauHy 3a0CcTaBIITHHY, TOTIMCATH CBE
IErOBE KaMepHE KOMIIO3MIIMje, MpoydaBaTH JEHKOBY MPEMUCKY (3aHUMJBMBO je Ja je OH
CIIOBEHAYKH j€3UK MHCA0 hUPHIUIIOM), a TO CY JbYJIM KOjJH MPHIIAAjy OBOj KYJITYpPH, KOJH Cy Ce
occhaim gemom oBe kynrype. WMmak, gocra tora je ypaheHo: cHumibeH je punm o Bayawm,
NPUIMKOM oOelexaBama TOAMIIBLHIE JEHKY OApKaH je KOHLEPT CIOBEHAYKUX CTBapajana y
Cp6uju, mocroje lanu cimoBeHaykor ¢uiaMa, OPraHU30BAaHO j€ BUINE H3JI0XKOM Ha Kojuma je
MPEJCTaBIbEeHA JICIATHOCT MHXKEHEpa, Jiekapa, mpodecopa M IPYrux MOCICHUKA JIPYIITBEHOT U
jaBHOT >xuBOTa. Y ckiony JlpymrBa cy u mpojekTu oOenexaBarma CIIOBEHAaYKUX Ipa3HUKA Y3
npatehe obuuaje, a JlpymTBo MMa ¥ CBOj XOp Koju Hactyna oBne u y CroBeHuju. Mopam na
nomeHeM u gaconuc CroseHuxa, MOKPEHYT Kao 4acoIUC 3a HAyKy, KyJITypy U 00pa3oBame, KOju
je jennHCTBeH Yaconuc Mel)y HalmoHaTHIM MambHHAMA.

Ynpkoc paToBUMa Ha OBHM IIPOCTOPHMA, Be3a JIBE KYJIType je YBeK mocrojaia. Mucium na
je OHa | J1aHac jako A00pa, aiu Moxe OuTh U 60Jpa. Kao u cBe, OHa 3aBHCH 0J1 MAPKETUHTA; IITO
j€ MapKeTHHT 00JbH, TO CY M IPOTOIIM YMETHHUKA, Jielia, n3Bohaua, micama — 60JpH. Joi yBek JocTa
TOTra 3aBHCH OJ1 INYHUX MHUIIMjaTHBA. Ja ce HCKpeHO HaaMm j1a he Outu cHuMibeH Guim o Jlorapy,
na hemo cpeautn apxuBy 0 JeHKy W na hemo cTBapanamTBO CIOBEHAukux aytopa u3 CpoOwuje
yUUHHUTH JocTynHUM y CiioBeHHju. MU MOpamo Jia yinaxxemo y KyJiatypy cehama u 3aTo rienam
ONITHUMHUCTUYKH Y Ty Capalliby U KYJATYPHY pa3MeHY.
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IMpumep 1

Simetrije
- predlog klasifikacije -

@& s

Dinamic¢ne

translacija

svi vidovi naruSavanja

I
1
1
1
1
1
1
1
1
I
X 5 % 1
stati¢nih simetrija 1
1
1
1
I
1
1
1
1
1
1

simetrija permutacija

simetrija karakternog variranja
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