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Zorica Premate*

A MUSICAL MEMOIR
An Interview with Jugoslav Bo$njak (1954-2018)

... It was one of those conversations that we
both knew would be our last, but that was
not mentioned. I was meant to ask the kind
of questions one is supposed to ask in such
circumstances, so that Bo$njak, in his re-
sponses, might say whatever he wanted to be
remembered of him forever. That summer,
in 2018, we wrote to each other. There was
no opportunity to meet up and sit down to
talk, and talking over the phone seemed too
ephemeral and mundane for the occasion.
Our task was to record in writing something
important and to send it off into the future.
Jugoslav Bos$njak, my university classmate

* Author contact information: premate@gmail.com
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and colleague at Radio Belgrade, was preparing for his voyage into music and
light. And his Cosmic Trilogy (Trilogija kosmosa), his last project, which he
undertook in his final years, would tell us the most about its author’s inner
universe, about his efforts to transcend life, here and now, life symbolized as
cosmos, as this pervasive disorder in which the entropy of chaos keeps grow-
ing, to transcend such a notion of life by means of a higher order and the
rules of artistic creation. To transgress against it through beauty and mean-
ing. That is why his Big Bang (Veliki prasak) and The Universe (Svemir) end
with chimes, decaying and evaporating into silence: lest we forget that the
basis of the universe is infinite empty space, while that of music is endless
silence...

Jugoslav Bosnjak acquired his B.A. and M.A. degrees at the Composition
and Orchestration Department of the Faculty of Music in Belgrade, under
the supervision of Rajko Maksimovi¢. Already with his final project, a sym-
phonic image titled Aleph (Alef, 1981), he attracted the attention of the pro-
fessional public and won that year’s Student October Award. His Master’s
tinal project, The Tibetan Book of the Dead (Tibetanska knjiga), likewise a
single-movement symphonic image, won the 1985 Vasilije Mokranjac Foun-
dation Award for best M. A. final project that year. Chimera (Himera), a con-
certante work for violin and orchestra, won the 1983 annual award of the
Composers’ Association of Serbia.

Bosnjak devoted his career to Radio Belgrade, first as music assistant at
the Drama Division, and then, three decades later, as an esteemed producer,
entrusted with running the big ensembles of the Serbian Broadcasting Cor-
poration (Radio televizija Srbije, RTS).

Bosnjak’s style acquired its basic outlines already in Aleph, characterized
by a luscious and thick orchestral sound, a heightened and undulating emo-
tional tension, and a neo-romantic kind of narration amalgamated with oc-
casional usage of harsher sonorities and a Fauvist colouring. The same path
was pursued in his Tibetan Book, which has seen multiple performances not
only in Yugoslavia, but also in symphonic concerts abroad. This period saw
the formation of Bosnjak’s aesthetic position, defined not only by the traits of
his musical narration mentioned above, but also by his programmatic focus
on extra-musical contents, which he, following in the tradition of the late
Romantics, painted in rich colours and with much orchestral skill.

In the late 1980s, the language of Bo$njak’s style proved easy to assimilate
and fit into that period’s contemporary postmodern musical idiom, that of
his generation of authors, in terms of simultaneously developing an eclectic
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musical writing. His strong penchant for clear layouts in formal and har-
monic terms, for mellifluous melodies, as well as a type of musical narration
characterized by high emotional amplitudes and almost naturalistic sound
images, metaphors, and symbols, generated a richly coloured orchestral
sound with a clear and transparent dramaturgy. His music’s almost noveliz-
ing flow constantly invites the listener to follow it in two ways: by listening to
it in an emotional and passionate way as well as, one might say, by ‘visualiz-
ing’ the sound narration of Bos$njak’s music, which imposes its tonal images
on the listener’s eyes and ears alike. This is an indisputable trait of Bosnjak’s
sound, whether in his most accomplished, orchestral works, such as Aleph,
Tibetan Book, and the 1453 Overture (Uvertira 1453), whether in his Con-
certo for Piano and Strings, or his peculiar oratorio and choral works such as
the Revelation of St. John (Otkrivenje Jovanovo) for choir and trumpet, the
Gospel according to St. Mark (Jevandelje po Marku) for vocal soloists, choir,
and symphony orchestra, Three Dreams (Tri sna) for soprano, harp, and
strings, or his two ballets, Osiris and Isis (Oziris i Izida) and The Autumn of
the King (Kraljeva jesen). This world of visual attraction to the sound of a
large orchestra comprises his so-called Cosmic Trilogy as well, with its three
symphonic fantasies: The Universe (2015), Big Bang (2016), and Orion Nebula
(Orion-nebula, 2018). The first of those, The Universe, won its author an
April Award of the City of Belgrade.

Bosnjak’s oeuvre features circles of interest rooted in contents that relate
to cosmogony, mythology, and ritual: the nature of the emergence and exis-
tence of the universe, the world, humankind and its philosophy and religion.
From Borges’s mystical short story Aleph, via the Buddhist rituals of the Ti-
betan Book, the ancient Greek legend of Chimera, the myth of Osiris, to the
biblical myths of the Gospels and legends from Serbian national history.
These are the extra-musical contents intended to ‘sacralise’ Bosnjak’s music,
which, addressing the ‘sacred, was meant to become ‘sacred’ itself. Perhaps
that is precisely why he chose the broad stylistic matrix of Romanticism,
wherein the composer becomes a ‘holy man, an over-man, while music was
prepared to become humanity’s artistic religion. It was precisely in Romanti-
cism that orchestral sound grew to become the paradigm of the style and
became powerful enough to rival the non-artistic world reflected in it and
thus absorbed into the all-pervasive being of art.

In the creative mythology of Jugoslav Bos$njak, the orchestra was the
mythical deity that created the world.
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In that ontological-philosophical-aesthetic sense, for him composing
was a cosmogony ritual, a procedure whereby the world continues being and
persisting in itself, which affirms its meaningfulness. Therefore, his music is
an orchestral re-construction of today’s world modelled after Romanticism
in terms of expression and even form; as such, it offers our chaotic present a
consistent and almost enlightened answer to the question of meaning.

It was the religious concept of a creator himself, who sought to ‘under-
stand the world’ through music.

Where is does it all begin?

One summer afternoon; the school year was finished and I was spending a
part of that summer at my grandma’s house in Zemun. That afternoon, I was
woken up from slumber by The Animals’ song The House of the Rising Sun. 1
jumped out of bed and put my ear close to the radio. In that song I innately
recognized what was unconsciously lying dormant in me as the music of
those early years of my life.

A bit later, when I was 10, my parents gave me a guitar. I had a booklet
with some basic chords, so I learned them and started working out on my
guitar songs by bands that were popular at the time, The Beatles, The Ani-
mals, Procol Harum, etc. I played my guitar at parties, became ‘popular’ with
the girls, and worked out my own songs, with lyrics of my own. Later, I al-
ways used to say: “My guitar brought me to music”. One afternoon, I was
playing it in the schoolyard of High School No. 2 in the Zeleni Venac area of
Belgrade, when a friend of mine, Silja Mileti¢, who later played double bass
in the Philharmonic, came up to me and said: “Why are you wasting your
time in this Sing Sing” (referring to my high school) and suggested I should
transfer to the Stankovi¢ School of Music, where he had already transferred
some time before.

With my father’s permission, I abandoned my secondary education and
began pursuing an education in music, at Stankovi¢. I was already 17 at the
time, so, to put it succinctly, I accelerated my schooling by finishing four
grades in two years. I had to abandon the guitar at the recommendation of
my late piano teacher, Vera Tadzi¢. Because your hands are used differently
on a guitar, it could not fit with playing the piano, which was compulsory in
the School’s Theory Department. My time in secondary education in music
was filled with a lot of listening to music with the aid of pocket scores, learn-
ing about everything that constitutes the musical styles of Europe’s heritage
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in music. But I wasn’t only interested in music. I read a lot, a lot of fine litera-
ture as well as philosophical works. At the time, there were three, in my mind,
great thinkers who were especially en vogue: Friedrich Nietzsche, Oswald
Spengler, and Henri Bergson. These philosophers, along with their best
known works: Will to Power (Nietzsche), The Decline of the West (Spengler),
and Creative Evolution (Bergson), became my lifelong companions.

In Nietzsche, I was attracted to his aphoristic style, his thesis about the
imminent advent of ‘nihilism), the ‘eternal return of the same, as well as his
relentless critique of European decadence. In a monumental way, Spengler
observed every known culture, looking for parallels between them, such as
the one between Caesar and Napoleon, and wisely developed the notion of
culture as a living organism, from the concept of civilization as its inevitable
but inanimate continuation. He distinguished between the culture of the an-
cient world and the Roman civilization, as well as between European culture
and the technological civilization we inhabit today. Bergson held that life is
constant evolution that we may understand by means of intuition rather than
reason. As in that adage, panta rei, we do not see the film but only a photo-
graph, and the next morning we already seek to push the drawer into an old
cupboard, but it does not fit there anymore. I could spend a long time talking
about this philosophy from the turn of the century, which shaped my view of
the world and culture in it.

Shall we return to composing?

I failed to mention an important fact. I began my education in music with the
clear intent to become a composer by pursuing a regular education. What-
ever I wrote was done quickly, in a flash, instinctively, and unconsciously
modelled after something from the tradition I knew. Still, the first thing I did
that was a bit more serious was a Prelude, Aria, and Diptych (Prelid, arija i
diptih), for piano, with which I passed the entrance exam and entered the
composition class of Prof. Rajko Maksimovi¢. That year, 1975, was the year
he joined the Composition and Orchestration Department, and Milovan
Filipovi¢ and I were his first students. He was an excellent choice for me. He
let me bring in larger segments of work. He used to say: “I am your first pro-
fessional audience”; he never sought to influence the contents of what we
wrote, but preferred to discuss its quality and the proportions of individual
sections. For instance, he would say: “If a motive appears only once, you
should get rid of it” He was and remained an informal professor, he social-
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ized with us, let us borrow his scores, and shared his home cooking with us.
His assessments of compositions were either-or. He knew very well what
could pass at the Department, which had a very good reputation at the time.
Its professors were Stanojlo Raji¢i¢, Vasilije Mokranjac, Enriko Josif, Petar
Ozgijan, and Aleksandar Obradovi¢, assisted by Srdan Hofman and Vlasti-
mir Trajkovi¢.

Already my entrance exam piece, the Prelude, Aria, and Diptych, was
later recorded, performed by pianist Dubravka Jovi¢i¢, with whom I devel-
oped a close relationship and collaboration regarding everything I wrote for
the piano. Every piece I wrote as a student was well received at the Faculty,
not only at the exams. All of them, from my first-year Piano Suite (Svita za
klavir), the Lied titled The Little Girl (Devojcica) from my second year, the
Trio — Variations (Trio - varijacije) from my third year, the string quartet I
wrote in my fourth year and won that year’s annual award of the Composers’
Association of Serbia, to my final project, Aleph, which won that year’s Stu-
dent October Award of the City of Belgrade.

At that time, did you follow any models?

As a young man, of course I loved composers from various style periods, who
made a special impact on my work. From Bach, inevitably, to Barték’s Music
for Strings, Percussion, and Celesta. I was especially fond of Scarlatti’s baroque;
at the time, I wasn’t too keen on the Viennese Classics, though I loved
Beethoven as a forerunner of Romanticism, and I was especially fond of the
late Romanticism of Franck, Mahler, Richard Strauss, as well as Ravel’s im-
pressionism; as for 20"-century music, I preferred mostly Russian compos-
ers, especially Scriabin and his Poem of Ecstasy. In essence, a young composer
is influenced by whatever s/he hears, especially at concerts. As a student, I
was particularity influenced by Stravinsky’s Rite of Spring, more than by any
other piece from the 20" century.

Id like to return to my B.A. final work, my symphonic poem Aleph, in-
spired by the eponymous short story by Borges. Its final sections already hint
at my last orchestral works, The Universe (2015) and Big Bang (2016). Aleph
has been performed several times. It was premiered in Belgrade on 21 April
1982 and then there were further performances at the 1984 Yugoslav Com-
posers Forum in Opatija, as well as in Australia (Brisbane, Queensland Sym-
phony Orchestra). Crucially, that was already the time when the symphony
orchestra became my preferred medium, with or without choir, and at that
time most of my works were already somehow related to literature.

10
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The titles of your pieces point either to literature or to a kind of programme?

That is true. Aleph and Chimera for violin and orchestra (after Borges’s short
stories) as well as The Tibetan Book (all three of them written during my B.A.
and ML.A. studies) were inspired by literature. I must also take pride in noting
that The Tibetan Book was the first piece to win the newly established award
of the Vasilije Mokranjac Foundation for works by graduate students of com-
position. It appears on the recording released to mark the 50" anniversary of
the Symphony Orchestra of the Serbian Broadcasting Corporation (50 godina
Simfonijskog orchestra RTS) and on the CD compilation of my music that
came out later. Whilst working on it, I did yoga, read a lot about Buddhism,
and tried to capture with my piece that state in between death and rebirth
that the book calls bardo. Of course, that is impossible, especially that the
listener might experience something like that, but I still keep the programme
scheme of that piece. After finishing my graduate studies, I re-embarked on a
programmatic voyage into the past. On 12 January 1989, at the premiére of
my 1453 Overture, subtitled The Fall of Constantinople (Pad Carigrada), the
reaction from the audience was such that I had to take three bows on the or-
chestra stage. My source of inspiration was the chanting of Dragoslav Pavle
Aksentijevi¢, so I inserted one of the chants, the Kyrie eleison, into the work’s
orchestral score, as a quotation of Pavle and his small choir, singing from the
gallery of the Kolarac. The conductor was our chief conductor at the time,
Vladimir Kranj¢evi¢. There is a moment in the piece when the smaller choir,
singing the ison, takes over from the violoncellos and double basses, using
the same pitch, while the orchestra stops and the celebrant comes in, chant-
ing.

With that Overture, you left the waters of academia. What happened then?

At that time I had already started working as producer of the choir and sym-
phony orchestra of the Serbian Broadcasting Corporation and thus had an
opportunity to absorb the orchestra sound and record performances of works
by composers from Yugoslavia and abroad. I liked my job, because it put me
in constant touch with ‘live’ music. I wrote my own music during the sum-
mers, sacrificing my vacations to have time to compose. In 1986, in a single
summer, I wrote my first ballet, Osiris and Isis, on a commission from the
Marble and Sounds (Mermer i zvuci) Festival in Arandelovac. Unfortunately,
due to the sudden death of Alek Ponovi¢, who initiated the commission, it
was never staged. It was performed as an orchestral suite by the Belgrade

11
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Philharmonic in 1989, led by Maestro Cristian Mandeal, now a famous con-
ductor. After that, I wrote a choreographic poem, The Little Prince (Mali
princ), inspired by the famous book by Saint-Exupéry. The poem features a
harpsichord obbligato and it was recorded for Radio Belgrade under the lead-
ership of Angel Surev. It was never performed live, although a lot of people
thought it was very good, and the reason for that is simple. I didn’t fight to
have it performed. In 1989, responding to an internal commission to mark
the 50 anniversary of the Choir of the Serbian Broadcasting Corporation, I
wrote my first setting of a Biblical text — the Revelation of St. John, for an un-
usual ensemble - solo trumpet and mixed choir. That was also the first piece
conducted by the current chief conductor, Bojan Sudi¢, then an aspiring
young conductor. The soloist at the premiere was Blagoje Angelovski. The
Revelation of St. John is a choral drama in seven movements and my first mu-
sical encounter with Biblical texts. I remember the words of the late Professor
Enriko Josif: “I think, my dear child, that this is your greatest achievement so
far”. As far as I know, the Revelation is, if not the only one, then one of the few
works written for this unusual ensemble, and a setting of the final Biblical
text at that. Solo trumpet and mixed choir are really not a common sort of
ensemble, and then there is also the fact that I quoted the apocalyptic texts
straight from the Bible, with selections and some omissions. I followed the
same working principle in the Gospel according to St. Mark and, later, in the
Book of Job (Knjiga o Jovu); to retain as much as possible from what are quite
extensive texts and preserve their Biblical meanings. I wrote the Revelation in
a single summer, working as though ‘someone else was writing with my hand..

Can we provisionally leave chronology aside and turn to your works inspired
by Biblical texts?

Gladly. Following The Revelation, there were further Biblical settings in 1995
— The Holy Gospel or Passion according to St. Mark (Sveto jevandelje po
Marku), an oratorio for a vocal soloist (the Evangelist), mixed choir, and
symphony orchestra — and, in this century, from 2007, my largest work, the
Book of Job for soloists (mezzo-soprano and bass), mixed choir, and large
orchestra. The Book of Job is my most complex and large-scale undertaking,
an oratorio taking 46 minutes in performance. It was dedicated to Maestro
Bojan Sudi¢ and marked the 30" anniversary of my work as an artist and
producer. Its premiere on 26 December 2012 was a huge success. It's been
broadcast on radio and television a number of times, but the critics have ig-

12
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nored it. A number of my distinguished colleagues who came to the premiére
congratulated me sincerely, but the piece has failed to resonate among the
critics. ‘Getting to grips’ with such long texts, texts that are difficult to sing, is
always a huge risk and undertaking, given their contents and the performing
forces. But I always liked the challenges of the ‘big screen’ I chose the Book of
Job because it has a universal meaning for all of the monotheistic religions.
As part of the Old Testament, it belongs to Judaism and Christianity alike,
and in terms of its commitment to God’s will (Spengler), it pertains to Islam
as well. The oratorio comprises three acts: The Man from the Land of Uz
(Covjek iz Uza), Tribulations (Stradanje), and Glory (Slava). It addresses key
religious themes, the suffering of the righteous Job, a man who was deeply
devout, ‘the greatest of all the people of the East. With God’s permission, he
was tested by Satan, so he lost everything and became gravely ill, but re-
mained firm in his faith. This firmness was then rewarded and everything he
had lost was returned to him and then doubled. The righteous Job is a sym-
bol of every faith precisely on account of this firmness and willingness to
suffer whatever comes his way but remain faithful to the Creator. In terms of
musical style, in the third act I resorted to baroque counterpoint to a large
extent. This was spontaneous and I think it fit into the whole piece rather
nicely. Why the Book of Job? That becomes clear if one remembers what Ni-
etzsche wrote: “For a tree to become tall it must grow tough roots among the
rocks” I've always held a deep belief in the link between tradition and con-
temporary music, which may be read in those words.

So far, weve talked about the ‘big screen’ — orchestral and choral music. What
about chamber?

I'm restricting myself in this interview only to my most significant works,
those that had a certain resonance in the public and were later included, in
2008, in the CD release of my music titled Orkestarska i horska kosmogonija
Jugoslava Bosnjaka (The Orchestral and Choral Cosmogony of Jugoslav
Bosnjak). That title likewise suggests that I've mostly written music for large
ensembles. From my B.A. final project, Aleph (1979), all to the way to Big
Bang (2016), I was fascinated by the possibilities of a large orchestra and the
tremendous richness of the colours, contrasts, and even grandeur of its
sound. Nevertheless, in 1990, having finished my studies, responding to a
commission from the Belgrade Baroque Quartet, I wrote a piece titled Fairy
Song (Vilinska pesma) for flute, violin, violoncello, and piano; then, Memory

13
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(Secanje), for the late harpsichordist and friend of mine Milo§ Petrovi¢; and,
in 1991, Fate (Sudba) for soprano and string quartet, my most frequently per-
formed piece so far. It was performed in Serbia and abroad by the Belgrade
String Quartet featuring Katica Nikoli¢, my late first wife, as vocal soloist (so-
prano). Around that time I also wrote my second ballet, The Autumn of the
King, which remained on the repertoire of the Serbian National Theatre in
Novi Sad for a full year, with choreography by Krunoslav Simi¢, and was also
staged at the 25" BEMUS festival in 1993. I would also mention my Three
Songs for Trombone and Orchestra (Tri pesme za trombone i orkestar), a con-
certante work from 1992, as well as Watercolour (Akvarel), a chamber piece
for two pianos and percussion from 1993. Another piece I would also include
in my chamber oeuvre is Memory Mask (Maska secanja), which was per-
formed in 1996 by the St. George Strings at the 7 International Review of
Composers.

What about Jugoslav Bosnjak in the 21 century?

At the very end of the 20™ century, in 1999, following the “Merciful Angel”
bombing campaign, my Concerto for Piano and String Quartet, featuring
Dubravka Jovici¢ as the soloist and Alexander Apolin, from what was then
Czechoslovakia, as the conductor, opened the 31t BEMUS festival. The piece
was well received and in one text I was even called nas Rahmanjinov (our
Rachmaninoff). There were some who didn’t like the sound of that too much,
but I took it as a compliment. Dubravka played from memory and when I
asked how shed memorized such a complex and extensive piece, she said: “I
practised from the beginning to the end and from the end to the beginning”.
I was fascinated by that!

And now we come to the question of classifying, in terms of style and
poetics, my music from this and the previous century. I will try to answer,
though I'd rather leave that to musicologists. One thing is certain: my style
has changed very little, ever since my student years. If you go on YouTube
and listen to the very ending of my symphonic poem Aleph and any part of
my award-winning piece The Universe, you will find a lot of analogies. I've
always tended to compose in a flash and rather quickly. When composing, I
always knew what my next step was going to be. In every piece I wrote, I was
always highly inspired by the theme and very, very excited. When I said, in a
class, something along those lines to my professor Rajko Maksimovi¢, he
wisely retorted: “If your piece doesn’t excite you, be sure that it won't excite

14
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anyone”. Today there are no musical styles anymore. In my view, we are living
in an absolute democracy of styles. There are attempts, which may be logical
enough, to classify contemporary works from this and the preceding century
as neo-romanticist, neoclassical, postmodern, etc. Not all of my works belong
to the ‘same style’ I, too, had to find my own style, trying out, along the way,
many different creative paths. Some of my works, such as the ballet The Au-
tumn of the King and the Concerto for Piano and Strings may easily be called
neo-romanticist. But Aleph, the Tibetan Book, Passacaglia Symphony (Sim-
fonija pasakalja), and Big Bang feature a poetics that is quite removed from
those pieces. I have never sought to resist what naturally came to me, pre-
cisely along the lines of that maxim of Nietzsche: “For a tree to become tall it
must grow tough roots among the rocks” I am neither an innovator nor a
modernist. I naturally try to synthesize Europe’s immense musical tradition,
seeking to imprint the seal of my own creativity upon it. Without that tradi-
tion there can be no creative evolution in music either...

What is that seal’ in this century?

After a hiatus of many years, which was not a crisis of creativity, but was
caused by some personal developments, perhaps a sort of ‘saturation, 'm not
sure, my present wife’s mother, herself a musician, having heard many re-
cordings of my pieces, said to me: ‘It’s a shame, son, that youre not writing
new stuff, as you've got such a gift for that. And thus, in 2004, came the Pas-
sacaglia Symphony, though it was not performed until 2007, as a result of a
collaborative project between Berlin and Belgrade. After a string of pieces
inspired either by literature or extra-musical programmes, I wanted in a way
to combine old and new. I was attracted to the baroque passacaglia form, be-
cause it enabled me to integrate, with a single extended theme, the contents
of an entire complex symphonic and orchestral tissue in a single movement.
The passacaglia gave me the kind of cohesion I was looking for. The work
made a splash in the concert-going public, provoking lines such as the fol-
lowing: “The successful reconciliation of a strict baroque style with the ro-
manticist dualism of drama and lyricism”. I've already mentioned my
penchant for baroque counterpoint, as well as the neo-romanticist traits of
some of my pieces. My life’s journey and artistic path, observed in terms of
the dominant musical styles that coincided with it, encompasses modernism,
postmodernism, as well as every possible stylistic striving of my contempo-
raries. I always had a feeling that a part of my, let’s say, neo-romanticism, was
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not adequately received. But one should not forget that during the 20" cen-
tury there were and there still are such antipodes on concert stages as Igor
Stravinsky and Sergei Rachmaninoff.

When I finished the Passacaglia Symphony in 2006, I started working on
a huge oratorio, the Book of Job. After I'd written more than half of the entire
score by hand, my professor Rajko asked which programme I was using, re-
ferring to music writing software. I said: “My own hand-and-pen pro-
gramme’. He immediately gave me his old computer, made me a printed list
of every shortcut used in Sibelius, and showed me the basics. After I devel-
oped an elementary command of computers and programmes, I got myself a
new computer, and then a whole world of benefits in composition opened up
to me.

Why did you ‘avoid’ the benefits of computer use up to that point?

I had a sort of a priori resistance to that ‘machine; and the late Vlastimir
Trajkovi¢, member of the Serbian Academy of Sciences and Arts, once told
me about the same problem. I hated it, but I dont know why. Professor
Trajkovi¢ told me you must develop a liking for your computer to be able to
use it properly. Using Sibelius, I discovered how much faster it was to write
like that and, not insignificantly, that you can also hear what you write, with-
out having to play it on the piano. Especially since most of my pieces are im-
possible to render properly on a piano. For the most part, I write linearly, so
when I outline a section, I work out the parts one by one, trying to individu-
alize them, from the top winds to the double basses. All of that helped me to
break free from routine, and even a part of ‘my former self’, to a degree. I in-
creasingly became a ‘child of my own time’.

How did that happen?

Other people have heard the same thing in my most recent works: Music of
Silence (Muzika tisine, 2015) for solo guitar and string orchestra and then,
with universal approval and an April Award of the City of Belgrade in the
tield of music, The Universe, four symphonic scenes from 2015, and Big Bang
from 2016.

The Universe was a continuation as well as turning point in my creative
work. If we're talking about Aleph, my first orchestral work, then it was a con-
tinuation, but if were talking about my neo-romanticist Concerto for Piano
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and String Orchestra, it was still a turnabout in style. The Universe is an at-
tempt at a musical journey from my own microcosm to the visible macro-
cosm, expressed in music. What I managed to relay to my audience, as much
as that was possible, was my sheer excitement, which has a sort of ‘secret
connection’ with Kubrick’s 2001: A Space Odyssey. Of course, Kubrick ‘taught’
me to express the ineffable, to connect, in an archetypal way, a distant past
with a possible future. The film’s ending shows the ‘inorganic’ monolith with
the embryo of a child. And here we can return to Spengler, who says that Eu-
ropean culture is the antecedent of technological civilization. In his view, cul-
ture is an organic creation bound to the soil, whereas civilization is its
inorganic but necessary continuation... And while my wife was accepting on
my behalf the April Award of the City of Belgrade for music, I was getting
radiotherapy at the National Cancer Research Centre in Pasterova Street.

Without even being aware that I was ill, in the summer of 2016, as a
natural sequel to The Universe, I was writing Big Bang (moving quickly, but
also with much difficulty concerning some sections, constantly returning
and revising them), in order to qualify for the 26" International Review of
Composers. That piece was performed on 10 October 2017 as the closing
work of the entire 26" Review. It, too, like The Universe before it, met with
universal acclaim.

What happened after Big Bang and its space journey?

Following my release from Belgrade’s City Hospital (Gradska bolnica) in Sep-
tember 2017, in a very short span of time, I wrote the third part of what is
now my ‘cosmic trilogy, Orion Nebula, which has yet to be performed. Re-
gardless of its possibly post-romanticist underpinning, as you once men-
tioned to me, these pieces are a step up from my previous work towards
something new and unknown in my musical journey from Baroque to space.

In your view, where is today’s music headed?

In my mind, expression through music is an absolute privilege, not for every-
one in professional terms, maybe not for everyone’s ears, but it is an incredi-
ble opportunity to express, without words or images, that which is ineffable,
and that is your internal life of the soul poured into sound. The music of
today is pursuing a very, very individualistic path. The only thing that is not
individualistic is the universal need of authors to create, in every era, includ-
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ing today. Some think that the age of great music has passed, while others
maintain that there is yet so much new music ahead of us. Both views are
partly correct. The age of extremely differentiated styles from the Renais-
sance to Romanticism and of the great masters who wrote their music at the
time has passed, never to return. However, the huge experience that we have
under our belt and the immense freedom to express ourselves, unfettered by
any rules, is right in front of us. As a music producer of many decades and a
contemporary of so many authors whose music I've listened to at countless
concerts, I am well aware of the sheer wealth of musical expression both here
and abroad. There are so many instances when it's wonderful to read or hear
words by musicologists about contemporary works, because their words, in-
spired by music, become not commentaries on, reviews, or scholarly analyses
of works, but creativity in their own right.

And you and your personal and artistic poetics?

In the Tibetan Book of the Dead, there is a line addressing the deceased that
goes something like this: “You will hear the music of an infinite space” All of
us, our feelings, our art, our innate being, our every instant, that totality of
our thinking, science, space travel and the travels of the spirit, as well as our
sincere musical attempts to express it all are this music of an infinite space. It’s
important to be sincere, without trying to be too smart; it's important to try
and reach those for whom one composes. That was and still is my motto. Of
course, all of that requires a lot of education, one must keep abreast, as much
as possible, of what others are writing, and remain open to difference. Some-
one once said that only music needs no words. Music was and will always be
a mirror of our innate being, thoughts, and feelings, and the unique experi-
ence of a moment in our life, whatever its duration. Music organically binds
those ‘moments’ into an integrated whole that carries the seal of its author. If
those who listen to that music come to recognize themselves in that seal, a
unique interaction occurs between the composer and the listener. For me,
that communication with the audience was always important.
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from archival data, about Manojlovi¢’s teaching career at the Faculty of Orthodox
Theology between 1923 and 1937: dates, subjects, scarce data on teaching methods,
his rise through the hierarchy, organizational issues, etc., while the second part con-
siders the influence of historical, cultural, and social circumstances on his approach
to teaching, syllabi, and Serbian church music in general, based on the study of his
writings on Serbian medieval music.

Keywords: church singing education, Faculty of Orthodox Theology, interwar period,
music in curriculum of the Faculty of Orthodox Theology, position of music teacher
in higher education, Serbian medieval literature as “historical archive”, svetosavlje, me-
dieval idealization.

There are many arguments in favor of researching Kosta P. Manojlovi¢’s
(1890-1949) engagement in the teaching of liturgical singing. His commit-
ment to church music is well known, not only in the field of pedagogy, but
also when it comes to composing and performing, research, editorial and
publishing work, organization, and many other activities. Answering the
question of Manojlovi¢’s importance for the teaching of liturgical singing re-
quires no lengthy discussion. In this article, we will make two strong argu-
ments. Firstly, the teaching of liturgical singing is, or should be, an essential
part of the (still unwritten) integral history of Serbian music pedagogy. Ever
since the remotest antiquity, church music has been the source of many solu-
tions important for all musicians. We have no need to look any further than
Guido d’Arezzo and his introduction of staff notation or “ut-re-mi-fa-so-la”
in the teaching of chant in the 11th century to support the importance of
church music education for general musical pedagogy. Secondly, music and
education have been closely integrated throughout the history of Serbian
music. The oldest known documented musical sources, manuscripts from
the 14th and 15th centuries, were intended for teaching, as were other neu-
matic documents created under Byzantine influence. The scarce informa-
tion about Serbian musical history from the 18th century includes data on
schools for church singers organized in many cities inhabited by Serbs.
Yet, apart from occasional case studies, names, years of work, or sketchy
information on capabilities, evaluation of results, curricula, etc., not much is
known about the complete trajectory of the history of the complex process of
teaching church music. What do we know about Kosta Manojlovi¢’s engage-
ment in this field? What was the social, cultural, and institutional context of
his actions? How did he define the content of his teaching? What were the
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special requirements placed before him at the Bogoslovija Svetog Save [St
Sava Seminary] and the Pravoslavno-bogoslovski fakultet [Faculty of Ortho-
dox Theology]? Did he make an effort to differentiate his teaching of the
subject of Church Singing at the secondary and the academic level, that is,
between the Seminary and the Faculty?

To answer these questions, we have defined our research objective as fol-
lows: to provide new insight into Manojlovi¢’s teaching of liturgical singing,
and to interpret the ways in which his work was affected by the historical,
social, and cultural milieu of the interwar period.

Our archival research was conducted at the following institutions:

1. Pravoslavni bogoslovski fakultet Univerziteta u Beogradu [Faculty of Or-
thodox Theology in Belgrade, University of Belgrade],?

2. Arhiv Srbije [Archive of Serbia],

3. Arhiv Jugoslavije [Archive of Yugoslavia].

Other relevant secondary sources were also used.

The first part of this study deals with “facts and figures” about
Manojlovi¢’s teaching career: dates, subjects, his rise through the hierarchy,
organizational issues, etc., while the second part considers the influence of
historical, cultural, and social circumstances on his approach to teaching,
syllabi, and Serbian church music in general, based on the study of his writ-
ings on Serbian medieval music.

The period of Manojlovi¢’s engagement in the teaching of liturgical sing-
ing coincides with a time when educational structures in the Kingdom of
Serbs, Croats and Slovenes (later the Kingdom of Yugoslavia) were rapidly
changing in efforts to overcome fragmentation of the school system. A first
task for the new state was, as Pieter Troch points out, the general moderniza-
tion and improvement of the educational system throughout the new king-
dom.? During this interwar period, traditional disciplines (law, philosophy,

2 Unfortunately, apart from several miscellaneous items, documents related to Kosta P.
Manojlovi¢ are not available in the archive of the Faculty of Orthodox Theology. At the
time the research for this text was conducted (August — October 2016) his personal file
was missing.

3 Cf. Pieter Troch, Education and Yugoslav Nationhood in Interwar Yugoslavia:
Possibilities, Limitations and Interactions with Other National Ideas, Ph.D. Diss., Ghent,
Ghent University. Faculty of Arts and Philosophy, 2012, 99-170.

Available online: https://biblio.ugent.be/publication/4267482/file/4336097.pdf [accessed
16 May 2019].
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liberal arts) held their ground, while natural sciences and engineering devel-
oped more slowly.

The end of the 1910s and beginning of the 1920s were marked by impor-
tant events for institutions in the field of Orthodox theological education. In
1920 the St Sava Seminary was moved to the Fruska Gora town of Sremski
Karlovci. The same year (December 15th, 1920), after several decades in
which adequate solutions had been sought for higher theological education
in Serbia, saw the first lectures for students of the Faculty of Orthodox Theol-
ogy in Belgrade. One year earlier, Kosta P. Manojlovi¢ returned to Serbia
from Oxford, where he had obtained the degree of Bachelor of Music. While
still at Oxford, Manojlovi¢ wrote to the Minister of Education and Religion
(July 15th, 1919), asking for the position of music teacher, preferably at the St
Sava Seminary, which was “the most natural” proposition for this alumnus of
the Seminary, now highly educated in music.® Starting from October 1919, he
was hired as a substitute teacher of music at the Seminary and teacher at the
Muzicka $kola [Music School] in Belgrade (and remained at the Music School
until 1937). After the Seminary had moved to Sremski Karlovci, Kosta P.
Manojlovi¢ became a substitute teacher at the Druga muska gimnazija [Sec-
ond Belgrade High School].®

4 Cf. Niksa Nikola Soljan, “The Saga of Higher Education in Yugoslavia: Beyond the
Myths of a Self-Management Socialist Society”, Comparative Education Review, 35/1,
1991, 131-153.

5 Interestingly, in his letter to the Minister of Education and Religion, dated July 15th,
1919, Manojlovi¢ wrote: “I am honored to ask the Minister of Education and Religion for
appointment as a music teacher, preferably in Saint Sava Seminary in Belgrade” (Archive
of Yugoslavia [AY], Ministry of Religions of the Kingdom of Yugoslavia, AY- F69-15-38).
Ljubomir M. Davidovi¢ was the Minister at the time. However, the Government of the
Kingdom of Serbs, Croats and Slovenes was reshuffled on August 16th, 1919, and the
portfolios of education and religion were separated. Since Manojlovi¢, apparently,
received no response, the new Minister of Religion (Tugomir Alaupovi¢) received a new
letter from Miloje Milojevi¢, dated September 12th. In it, Milojevi¢ writes about Kosta
Manojlovi¢: “[He] wrote to me about his problems, and asked me to help him with his
teaching position at this Seminary, and he is absolutely necessary at this school...I take
the liberty of informing you that I have passed on his letters to the Rector of the Seminary
Mr. Dobrosav Kovacevi¢, through Mr. Jovan Zorko” (AY, Ministry of Religions of the
Kingdom of Yugoslavia, AY-F69-15-38).

6 Manojlovi¢’s teaching load was high as early as 1923, and he wrote about this to the
Minister of Education in October 1923. The head teacher of the Second Belgrade High
School, Miloje Milojevi¢, supported him (AY, Ministry of Education of the Kingdom of
Yugoslavia, AY-F66-669-1127).
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The first curriculum of the Faculty of Orthodox Theology in Belgrade
did not include church singing, and was duly modified in 1923. The first
teacher, in an evidently short-lived and unsatisfactory solution, was Gavrilo
Milosevi¢, priest and member of the Crkveni sud [Ecclesiastical Court] in
Belgrade. He taught for less than a month, from October 26th to November
15%,1923,7 and was succeeded by Kosta P. Manojlovi¢, who remained in the
post for quite a long time (almost a decade and a half).? Archival documents
reveal that Manojlovi¢’s work at the Faculty in Belgrade was neither monoto-
nous nor easy, and that the conditions were not optimal. Church Singing was
taught for two years (four semesters) in the first two years of study. Students
did not have a homogenous background or pre-existing knowledge: some of
them, for example alumni of theological seminaries, had five or even six years
of training in church singing under detailed and ambitious curricula.’ By con-
trast, the Faculty could also enroll students who had completed only second-
ary school and had no training in church singing. Therefore, Manojlovi¢ had
the difficult task of coping with learners at different levels, who probably also
varied in how musically inclined they were, whether they were able to repro-
duce a tune, had a sense of rhythm, to say nothing of their personal prefer-
ences. The decision of the Faculty Council on prerequisites for students taking
examinations in their final year of studies, that is, almost two years after com-
pleting church singing courses, is telling: “Candidates not trained in church
singing prior to their enrollment in the Faculty of Theology are required to
attach a certificate [...] attesting that they have learned to sing the eight modes
of Serbian chant, before taking examinations in the last year of their studies”!°
This decision shows that it was commonplace for students to sit final exami-
nations without sufficient knowledge of church singing, indicating that the
organization of teaching and exams in Church Singing in the first and the
second year must have been a challenging job for Kosta P. Manojlovi¢.

The archival documents show that Kosta P. Manojlovi¢ was not satisfied
with his academic standing. Prior to his engagement at the Faculty of Ortho-
dox Theology, he wrote to the National Assembly about the perceived injus-

7 Cedomir Draskovi¢, “Cetrdeset godina Bogoslovskog fakulteta u Beogradu”,
Bogoslovlje, V/1-2, 1961, 3.

8 Manojlovi¢s personal file is available in the Archive of Serbia [AS], Ministry of Educa-
tion, AS-G-183, F-VIII-66.

° Ivana Perkovi¢ and Biljana Mandi¢, “Paradigma usmeno/pisano i pedagogija crkvenog
pojanja u srpskim bogoslovskim skolama”, Zbornik Matice srpske za scenske umetnosti i
muziku, 53, 2015, 40-46.

10 Cedomir Draskovi¢, op. cit., 3
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tice done to “teachers of skills” (ucitelji vestina) by requirements about
entitlement to a housing allowance and cost of living supplement.!! For the
tirst four years of his engagement, between the academic years 1923/24 and
1926/27, he taught part-time at the Faculty of Orthodox Theology. This was
when his initiative for the Odeljenje za crkvenu muziku [Department of
Church Music] appeared for the first time. In a letter dated October 29,
1924, he wrote to Pavle Popovi¢, Chancellor of Belgrade University (full text
in Figure 1):

By a decision of the Council of Professors of the Faculty of Orthodox Theology I
have been appointed teacher of Church Music. The curriculum of the Faculty of
Orthodox Theology does not treat Church Music as part of separate department,
but only as a single subject, and more on a practical basis, and this is not how it
should be at a university; and as it is of scientific interest to determine the origin,
development, and characteristics of our national church music, I take the liberty
of drawing your attention, Mr Chancellor, to the fact that work should be done to
create the Department of Church Music, which would be treated on a purely
scientific basis, as it is at foreign universities.!?

1 “Regarding the position of ‘ucitelji vestina’ [‘teachers of skills’] and their rights in the
civil service, as well as under the Law on Cost of Living Supplements for Civil Servants
and Civil and Military Pensioners [...] it is my honor to address the Assembly with the
following petition: Why should a secondary school teacher, who holds a secondary
school diploma and has passed all examinations in the University, receive appointment
as teacher and enjoy all the rights of that position, while a ‘teacher of skills’ with the same
qualifications — secondary school diploma and a degree from a Conservatory or Acad-
emy, which have the rank of University because these provide the highest level of educa-
tion in the arts, or even more, completes his artistic education at the University, and his
diploma is equivalent to a doctoral degree... is appointed a part-time teacher? I am dis-
cussing a legal anomaly in principle, although I have personal experience in the matter...
I graduated in 1910 and enrolled in the Munich Hochshule fiir Musik [Munich Academy
of Music] in 1912, where I stayed until the beginning of 1914. In 1917 I finished my na-
tional service and went to England, where, at Oxford University, I completed my musical
education in 1919 as Bachelor of Musik [sic!], a title equal to the Doctorate in Philoso-
phy awarded by German Universities. This perverse logic of the law [...] places me under
Art. 6 of the Law on Cost of Living Supplements, which denies me an entitlement to a
housing supplement, among other things... I take the liberty of addressing the National
Assembly with the plea to... correct the legal injustice for ‘lecturers of skills; especially for
those with the highest professional qualifications.”

Letter dated October 20th, 1922 (Archive of Yugoslavia, Ministry of Education of the
Kingdom of Yugoslavia, AY-F66-669-1127).

12 AS, Ministry of Education, AS-G-200, F-169-1936.
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In 1927/28 his position had changed, and he became “University Teacher
of Skills” (univerzitetski ucitelj vestina) and four years later in 1931/32 he
progressed to the position of “Senior University Teacher of Skills” (visi uni-
verzitetski ucitelj vestina).

Manojlovi¢’s course catalogues published in annual University Calendars
are rather sparse in details, without comprehensive descriptions, topics, goals,
outcomes, or learning resources. An analysis of his catalogues between
1923/24 and 1936/37," that is, courses covering almost a decade and a half,
shows three basic models:

1. Octoechos and History of Serbian Orthodox Church Singing and Church
Choral Music (in 1923/24)

2. Octoechos (for Ist year students) and Strano pjenije [General Chant] (for
2nd year students), between 1924/25 and 1934/35. The year 1928/29
stands out, since there are just four modes (modes 5 to 8) mentioned for
the whole school year.

3. History of Church Music, Octoechos and General Chant (after 1935/36).

His annual reports also show differences in the number of lessons per
week (four in 1923/24, two between 1924/25 and 1936/37, four after 1936/37,
and so on), lecturing rooms, yearly schedule, and consultation days. A com-
parative table based on University Catalogues and archival data on Kosta
Manojlovic¢’s career (Table 1) shows his course catalogues as well his aca-
demic positions at the Faculty of Orthodox Theology in Belgrade.

Very few further conclusions can be drawn from these course catalogues:
one of them is that Manojlovi¢ had relied on the general arrangement of
teaching curricula in theological seminaries (Octoechos first and Opste i
Prazni¢no pojanje [General and Festal Chant] later) and that he had used
Mokranjac’s published collections as text books. We also know that he used a
piano in teaching, since the Faculty had asked the University to fund piano
repairs:

Senior University Teacher Kosta Manojlovi¢ reports that the piano used by stu-
dents when studying church music and singing is out of tune and some keys are
broken due to the extensive use of the instrument, and it needs to be repaired...

13 University Catalogues for 1923/24, 1924/25, 1925/26, 1926/27, 1927/28, 1928/29,
1929/30, 1930/31, 1931/32, 1932/33, 1933/34, 1934/35, 1935/36 and 1936/37.
4 AS, Ministry of Education, AS-G-200, F-11-44.
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To continue our discussion of Manojlovi¢’s teaching philosophy and ap-
proach to teaching, we now turn to his writings, particularly regarding his
plans for introducing more research tools into the study of Serbian sacred
music. He advocated the introduction of scientific methods, firstly in estab-
lishing factual bases and then turning to the interpretation of data, to identify
patterns of influence and causal relationships. In his opinion, this was the
only acceptable and credible method for an academic approach to Serbian
sacred music. Thus, his first and last years spent at the Faculty of Orthodox
Theology were marked by his teaching interest in history, as may be seen
from his catalogues and courses in History of Church Music. Even later, when
he transferred to the newly established Muzi¢ka akademija [Musical Acad-
emy] in Belgrade, founded in 1937, Kosta P. Manojlovi¢ continued his lec-
tures in Serbian Church Music.!”® Yearly schedules, catalogues and teaching
plans show that composition students were required to attend a one-year
course “On Serbian Church Singing Styles” in the third year of their studies.
Manojlovi¢’s plan was to teach “forms of Orthodox Church Music”.!¢

Certainly, Manojlovi¢’s writings on church music require critical inter-
pretation. As our historiographical model is synchronic rather than dia-
chronic, Manojlovi¢’s texts will be considered from the contextual angle in
this study.

Of course, these are quite different and broad topics. For our present
purposes, we will narrow the subject to an in-depth analysis of one of the
cornerstones of Manojlovi¢’s historiography, his thesis that medieval Serbian
chant was somehow different from Byzantine, Greek (his own term), or other
Orthodox sacred music, already in the 12 and 13" centuries; that is, at the
time of the first Archbishop of the Serbian Orthodox Church, St. Sava. This
contextualization will be based on literary and textual analysis, as well as on
an analysis of discourse and rhetoric.

Manojlovi¢’s years spent at the Faculty of Orthodox Theology were
marked by a strong symbiosis of the religious and national traditions in Ser-
bia. There were constant clashes between Yugoslav pan-nationalism and the
specific nationalist demands of Serbian, Croatian and Slovenian ethnicities.!”

5 Cf. Ivana Perkovi¢, 80 godina Muzicke akademije/Fakulteta muzicke umetnosti,
Beograd, Fakultet muzi¢ke umetnosti, 2017, 26.

16 AS, Ministry of Education, AS-G-210, F VIII-IX.

7 Cf. Pieter Troch, Education and Yugoslav Nationhood in Interwar Yugoslavia:
Possibilities, Limitations and Interactions with Other National Ideas, op. cit., 8-10.
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In the Serbian case, the process of “identification by the nationalizing state
had a fundamental impact on the relations between religion and nation-
hood... This has come to expression in the sacralization of the nation, that is,
the use of religious symbols in nationalist ideologies, and in the nationaliza-
tion of religion, that is, the adoption of nationalist discourse in adaptations of
religious thinking to modernity”’® During the third and fourth decade of the
20th century St Sava was promoted as the one of the key figures in the Ser-
bian Orthodox Church, and “all the credit for the creation, maintenance and
survival of the Serbian nation” was given to him."’.

At exactly the same time, Kosta P. Manojlovi¢ was one of the first authors
who recognized the relevance of Serbian medieval literature for expanding
the horizon of otherwise modest knowledge of medieval music. He was inter-
ested in the genre of the Zitije (vita), the life of a saint, based on historical or
legendary data about that particular person. The genre of the Zitije is hagio-
logically oriented and directed toward the identification and description of
distinct attributes of a saint, with a clear narrative structure. However, it is
marked by a certain “metaphysical historicism’, and the depiction of the
“eternal” side of the person. Biographical data are, from the perspective of
genre itself, less relevant then religious ideals.?

The “historical sensitivity” of a hagiography and its descriptions of spe-
cific situations from everyday life, a saint’s personality, attitudes, and emo-
tions, must have been attractive (as they still are) for researchers interested in
the origins of Serbian music in medieval times. In this sense, one of the most
representative and most frequently cited passages comes from the Zitije
Stefana Nemanje — Svetog Simeona [Life of Stefan Nemanja — St Simeon] writ-
ten by his son, Rastko Nemanji¢, subsequently canonized as Saint Sava. The
author describes the ceremony that was carried out after the death of Simeon:

After the morning service was over and after countless monks had assembled,
they began to chant ordinary hymns around the revered body, and did as is said:
‘Those who fear the Lord honor Him. Then many nations came to bow down in

'8 Pieter Troch, “The Intertwining of Religion and Nationhood in Interwar Yugoslavia:
The School Celebrations of St Sava’s Day”, The Slavonic and East European Review, 91/2,
2013, 236.

9 Maria Falina, “Svetosavlje: A Case Study in the Nationalization of Religion”,
Schweizerische Zeitschrift Fiir Religions- Und Kulturgeschichte, 101, 2007, 521.

20 Cf. Ivana Perkovi¢, “Musical references in Serbian hagiography (Zitija) and liturgical
poetry (Srbljak), in: R. Klugseder, J. Borders et al. (eds.), Cantus planus, Wien,
Osterreichische Akademie der Wissenschaften, 2012, 316-317.
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worship and to praise him with songs. Greeks were the first to sing, then came
Armenians, then Russians, Bulgarians, and then we again, his flock collected.?!

Interpretations of this section differ. As has been mentioned, Manojlovi¢
believed that “in the time of Christianization there was Serbian singing, and
it was different from Greek or the singing of other nations”?* The figure of St
Sava was so important for Manojlovi¢ that he insisted on St Sava’s involve-
ment in the creation of a distinct Serbian chant, based on Byzantine founda-
tions. After Manojlovi¢’s time, interpretations of the passage quoted above
began to diverge, with some directly conflicting opinions emerging (with far-
reaching consequences on the study of the issue).?

Why did Manojlovi¢ treat medieval literature as a “historical archive”
that he drew on to prove his thesis about the early distinctiveness of the Ser-
bian chant? Firstly, let us consider facts in the quoted passage written by St
Sava.

1. “Countless” (bez broja) monks gathered after matins;

2. They sang in accordance with the prescribed monastic traditions (ordi-
nary chants, i.e. those for monks, not for the secular public);

3. The singers sang with dedication and were careful to give homage to the
deceased (casno pojati, sa velikom caséu);

4. The gathering was of a pan-Orthodox character, as representatives of the
monastic community of Mt Athos were present (mnogi narodi).

How can these facts be interpreted in the context of musical historiogra-
phy? Since idealization is a constituent part of medieval literature and the
genre of Zitije, should we read Sava Nemanji¢’s words as a literal description,
or as communication? What is the influence of religious motivation and ec-
clesiastical canon on the articulation of the passage?

21 Sveti Sava, “Sabrani spisi” [“Collected Writings”], in: D. Bogdanovi¢ (ed.), Stara srpska
knjizevnost u 24 knjige [Old Serbian Literature in 24 Books], Beograd, Prosveta — Srpska
knjizevna zadruga, 1986, 115.

22 Kosta Manojlovi¢, Spomenica Stevanu St. Mokranjcu [Memorial Book to Stevan St.
Mokranjac], Beograd, Drzavna $tamparija Kraljevine Srba, Hrvata i Slovenaca, 1923,
157.

2 For example, Stana Duri¢ Klajn held the opposite view, that the passage was not
“convincing enough” as to there being a distinct Serbian chant, as monks from different
monasteries could have been singing in their own (different) languages but to the same
or similar tunes. Cf. Stana Duri¢ Klajn, Istorijski razvoj muzicke kulture u Srbiji [Historical
Development of the Musical Culture in Serbia], Beograd, Pro musica, 1971, 30.
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To be better able to respond to these questions, one ought to examine the
relationship between the real and artistic generalization in medieval litera-
ture, as described by historian of medieval literature Dmitry Likhachowv.

Artistic methods of abstraction in the Middle Ages are all, in varying degrees,
deductive [...] However, apart from medieval artistic deduction, there is also ar-
tistic induction [...]

Elements of realism should not be identified with documentary quality. The doc-
ument and the record do not paint reality, but merely reflect it, while in artistic
painting an attempt is made to create an illusion of reality, to ‘make’ the story
more obvious, comprehensible, and conceivable.?*

The central axis of St Sava’s passage is, in fact, the process of idealization,
which is a canonical element of the genre of Zitije. It is an idealization of the
event, in which particular importance is given to monastic respect shown to
Simeon Nemanja immediately after his death. We should bear in mind the
position of the narrator, his son, who was in the congregation and chanted as
a member “of his flock”, with love, devotion and praise. One seemingly exter-
nal element, an ornament in “the background” of this literary “image” - litur-
gical music - is an important part of personal testimonys; it also suggests the
existence of a space in which singing was a means of deep and immediate
personal expression.

To conclude, when considering the historical relevance of the passage
from the Life of St Simeon, we can be almost certain that the chanting of nu-
merous monks from Athonite monasteries is a historical fact; probably - but
not certainly, because of the practice of “decorating” - there were among
them Serbs, Greeks, Georgians, Russians, and Bulgarians (although national
identity in the Middle Ages had no meaning, unlike in Manojlovi¢’s times or
today) it is not impossible that St Sava sang, too. But there is no room for hy-
potheses about national musical variations, or even about the languages in
which the chants were sung, not only because there is no literary indication of
this kind, but also because the Church Slavonic language was transnational,
the common tongue of many monks (Serbs, Russians, Bulgarians), and be-
cause bilingualism (Church Slavonic and Greek, for example) was common.

Manojlovi¢’s reading of the quoted passage was influenced by the dis-
course of svetosavlje and the idea of emphasizing the ethnic as part of the

24 Dmitrij Sergejevi¢ Lihacov, Poetika stare ruske knjizevnosti [ The Poetics of Old Russian
Literature], Beograd, Srpska knjizevna zadruga, 1972, 152.

29



New Sound 53, I/ 2019

Christian.?® The creation of an autocephalous and national church in St
Sava’s time was interpreted as a reflection of the harmony between Church
and State, and this was an authentic Serbian Orthodox answer to rising
challenges of the interwar period. Thus, the basic argument of the sveto-
savlje movement, the sanctification of the national, was further intensified
by Manojlovi¢’s conclusions that Serbian chant had both medieval and na-
tional roots, the same purpose as served by the Serbian Orthodox Church.
About St Sava Manojlovi¢ writes: “and he, a man who had close connec-
tions with Byzantium and its culture, had to pay attention to music as part
of church rituals. Just as he transposed many [Byzantine] elements into the
cultural life of his nation, he also had to do something about music; the
above passage from the Life of St Simeon serves to confirm that Serbian
church singing, as something distinct and different, existed at that time”.?¢
Historical continuity of chant from the medieval times of the Nemanji¢
state was one of the basic axes in Manojlovi¢’s historical view on the dis-
tinctiveness of the Serbian chant.

The picture of Kosta Manojlovi¢’s teaching practice that emerges from
this research is generally more detailed and enriched with new data and anal-
ysis of his work then it was. Unfortunately, it was not possible to follow the
long-term effects of his interventions and actions at the Univerzitet u Beo-
gradu [University of Belgrade] as the Faculty of Orthodox Theology was split
from the University in 1952. Manojlovi¢ had the difficult task of building his
career as a university teacher in an environment that was not always support-
ive of his efforts, especially when it came to his integration of research into
teaching, but he did accomplish his task by integrating his knowledge, acting
and being. His integration of research and practical work in the field of Ser-
bian chant, even if we may not agree with all his conclusions, was visionary
and is still a valid, and the most preferred, approach to this interesting and
valuable subject.

% On svetosavlje as integrating national principle cf., for example, Bojan Aleksov, “Na-
tionalism in Construction: The Memorial Church of St. Sava on Vracar Hill in Belgrade”,
Balkanologie, VI1/2, 2003, 55-59.
2 Kosta Manojlovi¢, op. cit., 157.
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APPENDIX

Table 1: Manojlovi¢’s course catalogues and teaching positions at the

Faculty of Orthodox Theology in Belgrade

Year Subject

Manojlovi¢s position

1923-24 | Octoechos

Historical overview of the development of Serbian Or-
thodox church singing and church choral music, 4
classes per week, Mondays, Tuesdays and Thursdays
from 6 to 7 pm, and Fridays from 3 to 4 pm.

Part-time teacher

1924-25 Octoechos for the second semester students, 2 classes
per week, Monday and Saturday from 9 to 10 am.

Part-time teacher

1925-26 | Octoechos for first semester students, 2 classes per
week, Mondays and Saturdays from 8 to 9 am.

General Chant for third semester students, 2 classes per
week, Mondays and Saturdays from 9 to 10 am.
Summer semester: same for students of second and
fourth semester.

Lecture Hall No. 7. Kosta Manojlovi¢ will see students
before and after lectures in the Professors’ Office.

Part-time teacher

1926-27 | Octoechos for first semester students, 2 classes per
week, Mondays and Saturdays from 8 to 9 am

General Chant for third semester students, 2 classes per
week, Mondays and Saturdays from 9 to 10 am.
Summer semester: Octoechos and General Chant for
students of third and fourth semesters, 4 classes per
week, Mondays and Saturdays from 9 to 10 am. Lecture
Hall No. 1.

Part-time teacher

1927-28 Octoechos for first and second semester students,
Mondays from 8 to 10 am.

General Chant for third and fourth semester, Saturdays
from 8 to 10 am. Lecture Hall No. 1.

University Teacher of
Skills

1928-29 | Octoechos, Modes Five to Eight for first and second se-
mester students, Saturdays from 8 to 10 am

General Chant for third and fourth semester students,
Mondays from 8 to 10 am. Lecture Hall No. 1.

University Teacher of
Skills
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1929-30 | Octoechos for first year students, Saturdays from 8 to University Teacher of
10 am. Skills
General Chant for second year students on Mondays
from 8 to 10 am. Lecture Hall No. 1.

1930-31 | Octoechos for first year students, Saturdays from 8 to University Teacher of
10 am. Skills
General Chant for second year students on Mondays
from 8 to 10 am. Lecture Hall No. 1.

1931-32 | Octoechos for first year students, Saturdays from 8 to Senior University
10 am. Teacher of Skills
General Chant for second year son Wednesdays from 8
to 10 am.

1932-33 | Octoechos for first year students, Fridays from 8 to 10 | Senior University
am. Teacher of Skills
General Chant for second year students on Wednes-
days from 8 to 10 am.

1933-34 | Octoechos for first year students, Fridays from 8 to 10 | Senior University
am. Teacher of Skills
General Chant for second year students on Wednes-
days from 8 to 10 am. Lecture Hall 15.

1934-35 | Octoechos for first year students, Fridays from 8 to 10 | Senior University
am. Teacher of Skills
General Chant for second year students on Wednes-
days from 10 to 12 am. Lecture Hall 15.

1935-36 | History of Church Music for first year students, on Fri- | Senior University
days from 8 to 10 am and Saturdays. Teacher of Skills
General Chant from 8 to 10 am.

1936-37 | History of Church Music for first year students, on Fri- | Senior University
days from 8 to 10 am and Saturdays. Teacher of Skills
General Chant and Octoechos for first year students
from 8 to 10 am.

1937-38 | There were no classes in Church Singing with History | Senior University
of the Church Music. The schedule will be announced | Teacher of Skills
later.
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Figure 1: Manojlovic’s letter to Pavle Popovi¢, rector of the University of Belgrade,
October 29, 1924
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Summary

In this paper we deal with Kosta Manojlovi¢’s engagement in the field of church music
education, especially within curricula of the Pravoslavno-bogoslovski fakultet [Fac-
ulty of Orthodox Theology] in Belgrade, aiming to answer two research question: one,
regarding different aspects of Manojlovi¢’s work at the between 1923 and 1937, and
the other, dealing with ways in which his writings on the Serbian Orthodox church
music were affected by the historical, social, and cultural milieu of the interwar pe-
riod.

An analysis of Manojlovi¢’s teaching catalogues for the Faculty of Orthodox Theology
between 1923/24 and 1936/37, showed three basic models in syllabi organisation: in
his early teaching career, he was teaching two subjects “Octoechos” and “History of
Serbian Orthodox Church Singing Church Choral Music” (in 1923/24); as mid-career
teacher (between 1924/25 and 1934/35) he was teaching “Octoechos” and “Strano
pjenije”, while in the last years spent at the school Manojlovi¢’s teaching subjects were
“History of Church Music” and “Octoechos and General Chant”.

However, the most important aspects of Manojlovi¢’s teaching philosophy are not
available in syllabi of his courses. For that reasons, we turned to his published writ-
ings, having in mind his plans for introducing more research tools into curricula of
the Faculty of Orthodox Theology. He advocated the introduction of scientific meth-
ods: in his opinion, this was the only acceptable and credible method for an academic
approach to Serbian sacred music. Among many subjects in the field of Serbian Or-
thodox music, Kosta P. Manojlovi¢ wrote about the relevance of Serbian medieval
literature, and he was one of the first authors who recognized the importance of this
subject for expanding the horizon of otherwise modest knowledge of medieval music.
We explain the ways in which some of his readings of the genre of Zitije (vita), the life
of a saint, were influenced by the discourse of svetosavlje and the idea of emphasizing
the ethnic as part of the Christian, without taking into account the process of idealiza-
tion, which is a canonical element of the genre of Zitije.

The picture of Kosta Manojlovi¢’s teaching practice presented in this article is gener-
ally more detailed and enriched with new data and analysis of certain aspects of his
work. Unfortunately, it was not possible to follow the long-term effects of his inter-
ventions and actions at the Univerzitet u Beogradu [University of Belgrade] as the
Faculty of Orthodox Theology was split from the University in 1952. Manojlovi¢ had
the difficult task of building his career as a university teacher in an environment that
was not always supportive of his efforts, especially when it came to his integration of
research into teaching, but he did accomplish his task by integrating his knowledge,
acting and being. His integration of research and practical work in the field of Serbian
chant, even if we may not agree with all his conclusions, was visionary and is still a
valid, and the most preferred, approach to the subject.

36



Article received on November 24 2018
Article accepted on May 16% 2019
UDC: 78.072.3 Bunasep C.
821.112.2.09-4 benjamun B.

Zarko Cvejic¢*
Singidunum University, Belgrade
Faculty of Media and Communication

ANXIETIES OVER TECHNOLOGY IN YUGOSLAV INTERWAR
MUSIC CRITICISM: STANISLAV VINAVER IN DIALOGUE
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Abstract: The text sheds light on a previously little known piece written in 1935 by the
Jewish-Serbian poet and literary and music critic Stanislav Vinaver, from the perspec-
tive of the much more famous ‘artwork essay’ by Walter Benjamin, likewise from 1935,
as well as some of Vinaver’s many writings on music. The purpose is to offer an inter-
pretation of Vinaver’s views on the mechanical reproduction of music, seemingly close
to Benjamin’s views on technological reproducibility in the visual arts and its effects
but ultimately drawing very different conclusions. The reasons for this may be found
in Vinaver’s passionate advocacy of modernism in Yugoslav literature and music alike
and a sort of nostalgic, metaphysical reverence for music, reminiscent of its apotheosis
in early German Romanticism.

Keywords: Stanislav Vinaver, Walter Benjamin, aura, mechanical reproduction of art,
aesthetic autonomy, early German Romantics, communism, fascism.

In autumn 1935, working in exile in Paris, Walter Benjamin began sketching
his famous essay on The Work of Art in the Age of Its Technological Repro-
ducibility. By the end of the year, the first version of the essay was complete.

* Author contact information: zarko.cvejic@fmk.edu.rs
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However, as early as February 1936, there was already a second, extended and
largely rewritten, version. Later that year, the essay was finally published, al-
beit in Pierre Klossowski’s French translation, in Adorno and Horkheimer’s,
who were by then likewise exiled, Zeitschrift fiir Sozialforschung. In this ver-
sion, the only one to see publication in Benjamin’s lifetime, the first thesis as
well as all references to Marxism, communism, and fascism were suppressed.!

In the essay, Benjamin famously argues that the advent of technologi-
cal reproducibility had changed not only the production and reproduction
of art, but also its perception, status, and function in Western society. More
specifically, Benjamin argued that technological reproduction deprives art-
works of their ‘aura’ - that mystical quality of traditional works of art, such as
paintings, statues, and the like, stemming from their uniqueness, originality,
authenticity and aesthetic autonomy. However, technologically (re)produced
artworks such as reproductions of paintings and statues, graphic art, photo-
graphs, and films have no originals, but only exist in thousands or even mil-
lions of copies, none of which are any more original, unique, or authentic
than any other. Since those are some of the defining elements of the ‘aura’ of
traditional, ‘auratic’ art, which have now grown all but meaningless, which is
why in Benjamin’s view art is losing its aura in the age of its technological re-
producibility. As is well known, Benjamin welcomed this loss, because in his
view it freed art from aesthetic autonomy and confinement to ritual, whether
religious (e.g. organized worship) or secular (e.g. bourgeois concert-going),
so that it might assume openly political, progressive, liberatory, and anti-fas-
cist functions. This politicization of art, Benjamin famously concluded, was
communism’ answer to the fascist aestheticisation of politics.

That same year, only a few months earlier, in the Kingdom of Yugosla-
via, Stanislav Vinaver (Serbian Cyrillic: Cranucnas Bunasep), a Jewish-Ser-
bian poet, intellectual, and literary and music critic, wrote a short article ti-
tled Mechanical Music (Mehanicka muzika) and published in Zvuk (Sound),
a Belgrade-based music periodical. In his piece, Vinaver, like Benjamin, ad-
dressed the advent of mechanical reproduction, but in the domain of music,
one of Vinaver’s main interests. Thus in his text, ‘mechanical music’ denotes
the mechanical reproduction of music qua recorded sound, in other words,
the mechanical reproduction of sound recordings of musical performances,
chiefly by means of gramophone and radio. Unlike Benjamin, however, Vina-

! Esther Leslie, Walter Benjamin: Overpowering Conformism, London, Pluto Press, 2000,
130.
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ver was alarmed by the advent of art’s technological reproducibility, fearing
that the contemporary proliferation of ‘mechanical music’ by means of ra-
dio and the recording industry jeopardized not only traditional music, but no
less than humanity itself, its organic life as we know it, threatening to replace
it with a ‘mechanical’ surrogate. Vinaver dismissed much of the supposedly
new music of the 1930s as merely (mechanical) reproduction and lamented
what he called ‘natural’ music and instruments. Crucially, what he lamented
comes remarkably close to Benjamin’s ‘aura, although Vinaver, writing several
months before Benjamin, did not use the same term.

The purpose of this essay is to shed some, so to speak, archaeological
light on Vinaver’s piece, from the perspective of Benjamin’s more famous es-
say and some of Vinaver’s own many writings on music, in order to offer an
interpretation of Vinaver’s views on the mechanical reproduction of music,
initially so close to Benjamin’s views on technological reproducibility in the
visual arts but ultimately drawing very different conclusions. Given the close
historical and conceptual proximity of Benjamin’s and Vinaver’s respective
texts, as well as their markedly different geographical, cultural, and political
contexts — one written in Paris, the other in the relative obscurity of interwar
Belgrade - it is interesting to compare the two texts and their authors’ dia-
metrically opposed stances regarding the emergence and rapid technological
development of mechanical reproductions in the arts. As I argue below, the
reasons for Vinaver’s alarm over mechanical reproduction in music, so differ-
ent from Benjamin’s optimistic view, may be found in the former’s persistent
advocacy of modernism in Yugoslav literature and music alike, complete with
its classic bourgeois ideological trappings of aesthetic autonomy and even a
special, metaphysical reverence for music, reminiscent of its apotheosis in
early German Romanticism, most notably by E. T. A. Hoffmann, Schelling,
and Schopenhauer - but quite foreign to Benjamin. To illustrate my argu-
ment, the remainder of the essay proceeds first with a brief discussion of Ben-
jamin’s article, followed by a more detailed discussion of Vinaver’s piece, and
then an explanation of the interpretation sketched above, based on Vinaver’s
Mechanical Music and other related writings.

* * %

Although largely obscure in Benjaminss lifetime and for some time afterwards,
Benjamin’s ‘artwork essay’ has been a classic read in arts and media studies,
Marxism, and a number of other disciplines since the 1970s, so there is no
need to rehash it here in much detail. “In principle”, Benjamin begins, “a work
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of art has always been reproducible”, but then adds: “But the technological
reproduction of artworks is something new”.2 This is because for the first time
in history, technological reproduction enables artworks to be reproduced on
an industrial scale, making it difficult to differentiate between originals and
their technically accomplished, almost indistinguishable copies. Artworks are
thereby copied from their original time and place, their own “spatiotemporal
nexus’, as Peter Fenves puts it,*> which forms part of their aura, and pasted,
albeit as copies, to the receiver (or consumer) wherever and whenever s/he
desires to experience them. In other words, to experience a classical painting,
statue, or piece of music before the advent of technological reproduction, one
would have to go to its original location, a gallery, museum, church, archae-
ological locality, or concert hall, and enjoy there and then, as if on a sort of
pilgrimage, the ‘aura’ emanating from the artwork, its uniqueness, originality,
authenticity, and original location.

For example, an ‘auratic’ work of art such as Michelangelo’s David may
exist in only one place and time and emanate its aura from there, whereas
its technologically reproduced copies may be simultaneously enjoyed at any
number of places, but without the original’s ‘aura, because only the original
may have it, by virtue of its uniqueness and authenticity. In Benjamin’s own
words: “what withers in the age of the technological reproducibility of the
work of art is the latter’s aura. [...] By replicating the work many times over, it
substitutes a mass existence for a unique existence” [emphasis in the original].*
This new development is even more pronounced with the arts of photogra-
phy and film, still relatively new at the time, which are entirely predicated on
mechanical reproduction: a photograph or a film may simultaneously exist
in millions of copies and be viewed by millions of people across the world
and it would make little sense to call any of those copies ‘the original’ copy
or print. In Benjamin’s words: “From a photographic negative, for example,
one can make any number of prints; to ask for the ‘authentic’print makes no
sense”.> That is why in Benjamin’s view technological reproduction abrogates

2 Walter Benjamin, “The Work of Art in the Age of its Technological Reproducibility”,
in: The Work of Art in the Age of its Technological Reproducibility, and Other Writings on
Media, Cambridge, MA, Harvard University Press, 2008, 20.

3 Peter Fenves, “Is There an Answer to the Aestheticizing of Politics?”, in: Andrew Benja-
min (ed.), Walter Benjamin and Art, London, Continuum, 2005, 64.

4 Walter Benjamin, op. cit., 22.
5 Ibid., 25.

40



Cveji¢, Z.: Anxieties over technology...

the very notions of authenticity, uniqueness, and originality and, along with
them, the ‘aura’ of traditional art predicated on them. In Arne Melberg’s for-
mulation, reproduction “is no longer secondary in relation to an original and
the unique originality of the work of art has simply ceased to exist”6

Benjamin welcomes this new development because in his view, depriv-
ing artworks of their ‘aura’ frees them from their original ritual functions, for
instance in facilitating organized worship, whether of God, in a church, or
of Art, in a museum. For, as long as artworks are saturated by their mystical
‘aura, stemming from their uniqueness, authenticity, and originality, they re-
main impervious to all other meanings and interpretations, including politi-
cal. In Benjamin’s words: “[I]t is highly significant that the artwork’s auratic
mode of existence is never entirely severed from its ritual function. In other
words: the unique value of the “authentic” work of art has its basis in ritual”’
Benjamin welcomes art’s divorce from ritual because it makes room for in-
vesting art with another function - that of progressive politics. Again in Ben-
jamin’s words:

[Flor the first time in world history, technological reproducibility emancipates
the work of art from its parasitic subservience to ritual. [...] as soon as the crite-
rion of authenticity ceases to be applied to artistic production, the whole social
function of art is revolutionized. Instead of being founded on ritual, it is based on
another practice: politics.®

And along with traditional art’s aura and subservience to ritual there also
goes its aesthetic autonomy or rather, in Benjamins view, the semblance
thereof — the bourgeois 19*-century idea that all true art obeys only its own
laws and purposes, serving no extraneous function but simply existing for it-
self. In Benjamin’s words: “Insofar as the age of technological reproducibility
separated art from its basis in cult, all semblance of its autonomy disappeared
forever”? In this “definitive renunciation of aesthetic autonomy”, Benjamin
thus rejects another defining element of ‘auratic’ art.!

Benjamin’s renunciation of aesthetic autonomy and other elements of
‘auratic’ art was motivated by his imperative to politicize art in a bid to coun-

6 Arne Melberg, “The Work of Art in the Age of Ontological Speculation: Walter Benja-
min Revisited”, in: Walter Benjamin and Art, op. cit., 95.

7 Walter Benjamin, op. cit., 24.

8 Ibid., 24-25.

° Ibid., 28.

10 Peter Fenves, op. cit., 67.
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ter what he rightly saw as fascism’s aestheticisation of politics, emptying the
political sphere of all genuine debate and replacing it with elaborate aestheti-
cised rituals, such as parades, mass rallies, and the like, for instance, those or-
ganized by Gabriele D’Annunzio in Fiume/Rijeka in 1920-24 or those filmed
by Leni Riefenstahl in Nuremberg in 1933; in Uwe Steiner’s apt formulation,
“the tendency of Fascist states not to give the masses their rightful due but
merely to give expression to them”!! Here is how Benjamin put it: “The mass-
es have a right to change property relations; fascism seeks to give them expres-
sion in keeping these relations unchanged. The logical outcome of fascism is
an aestheticising of political life”.1> Benjamin’s real and, as time soon showed,
justified fear was that this aestheticising of politics could only result in war:
“All efforts to aestheticise politics culminate in one point. That one point is war.
War, and only war, makes it possible to set a goal for mass movements on the
grandest scale while preserving traditional property relations”!® “Such is the
aestheticising of politics, as practiced by fascism”, Benjamin writes and famous-
ly concludes: “Communism replies by politicizing art’,'* filling the void left by
the loss of its aura - its uniqueness, originality, authenticity, and aesthetic au-
tonomy - effected by its mass industrial, technological reproduction.

In the ‘artwork essay’ and his work in general, Benjamin focuses on the visual
arts of painting, sculpture, and, especially, photography and film, saying little
about music. Indeed, various Benjamin scholars have noted that “music was
not close to Benjamin’s interests”, that he offered “few direct and sustained
engagements with music’,'® which has left a “largely unexplored territory of
Benjamin’s relevance for aural phenomena and musical culture”.!® By contrast,
Stanislav Vinaver was “a great admirer of music and an excellent connois-

11 Uwe Steiner, Walter Benjamin: An Introduction to his Work and Thought, Chicago, The
University of Chicago Press, 2004, 125.

2 Walter Benjamin, op. cit., 41.

13 Idem.

14 Tbid., 42.

15 Rajeev S. Patke, “Benjamin on Art and Reproducibility: The Case of Music”, in: Walter
Benjamin and Art, op. cit., 187 and 194.

16 Rolf Goebel, “Introduction’, in: A Companion to the Works of Walter Benjamin, Roch-
ester, NY, Camden House, 2009, 19.

—
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seur”.'” In his own words, Vinaver “adored music’, because in it he “found the
ultimate meaning of life”, “the ultimate sensory frontier”!® According to Ser-
bian literary critic and theorist Gojko Tesi¢, for Vinaver music was “the most
substantive, essential, cosmic, metaphysical — that essence to which he aspired
in everything; the ideal to which, in art, he subjected everything”!® Vinaver
was fascinated by music as “the ultimate truth of all truths”?® Accordingly, he
devoted much of his work to music criticism, both of musical performances
and contemporary tendencies and developments in the poetics of music, in
Yugoslavia and abroad. In Misko Suvakovi¢’s assessment, in his essays written
between 1922 and 1935, Vinaver “performed the theoretical transition from a
cultivated and educated listener and music aficionado qua critic to a critic and
aesthetician of modern music”?!

In that context, his piece on Mechanical Music occupies a prominent
place, commanding “special significance at the moment of its publication -
one might say that it was programmatically intoned”?* The text ostensibly be-
gins as a review of an “interesting and naive work on the influence of music”
penned by an English musician called Cyrill (sic/) Scott. This was probably
Music: Its Secret Influence throughout the Ages, written by Cyril Scott, a late
Romantic British composer, and published in London in 1933. Vinaver be-
gins his essay as a Hegelian-Marxist critical review of Scott’s book, but al-
ready on the first page this morphs into a wider discussion of what he calls
‘mechanical music. In fact, the text is Vinaver’s reaction against some new
instruments that were emerging at the time, most notably the Theremin, the
beginnings of electronic music, and the growth of the radio and gramophone
record as the main carriers of mechanically reproduced music at the time.
Vinaver begins his reaction by noting the ‘deluge’ of mechanical music:

17 Katarina Tomasevi¢, Na raskrs¢u Istoka i Zapada: o dijalogu tradicionalnog i modernog
u srpskoj muzici (1918-1941), Belgrade — Novi Sad, Muzikoloski institut SANU - Matica
srpska, 2009, 176.

18 Gojko Tesi¢, “O Muzickom krasnopisu, ukratko”, in: Stanislav Vinaver, Muzicki krasno-
pis: eseji i kritike o muzici, Belgrade, Sluzbeni glasnik, 2015, 685.

19 Idem.

20 Tbid., 686.

21 Migko Suvakovié, “Estetika muzike XX veka’, in: Mirjana Veselinovi¢ Hofman et al,
Istorija srpske muzike: srpska muzika i evropsko muzicko naslede, Belgrade, Zavod za
udzbenike, 2007, 740.

22 Gojko Tesi¢, op. cit., 695.
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Millions upon millions listen to the radio and turn gramophone records. This is
a torrent of mechanical music, and a torrent of music in general, the likes of
which humankind cannot recall. This is literally a deluge of music, flooding the
whole world, similar to the watery deluge of Noah’s day. [...] This deluge is per-
haps even more important. We are swimming, day and night, carried by waves of
music.?

However, this seemingly neutral description of the proliferation of easily
available music soon turns less neutral, when Vinaver expresses his fear of
oversaturation with (mechanical) music:

The external music surrounding us, which we now produce and under which we
live, lashed around by its passions and poisoned by its poisons, exceeds us, in
many instances, to the sphere of inaudibility. So many times have I felt exhausted
to the point of dying at the thought that behind all those windows and doors,
cracks and under who knows what other lids covering the boiling pots of rela-
tions, there is overflowing mechanical music.?*

Due to the mechanical reproduction of music embodied in the radio and
gramophone record, there is simply too much music, Vinaver argues, more
than the human ear and mind can process. This mechanically (re)produced
music is simply threatening to overwhelm us.

In the next paragraph, Vinaver mourns what he perceives as the deafen-
ing of old, ‘natural’ music and instruments by the ostensibly new, ‘mechani-
cal’ music of his day:

Indeed, perhaps it would be an infinite sort of refreshment from this insane and
acute fatality of mechanical tones coming at us and gnashing from all sides, from
all those radios — a wonderful refreshment, if we could hear symphonies of falling
dew, of flowers opening, of leaves absorbing the sun, of dancing particles of dust,
of clouds soaring above us, and who knows what other kinds of secret organic
states. For now, there is no such sonic dew and we find ourselves in the deadly
sphere of our fully determined music, made for us, created by us, gnashed, cut
out, carved, and tailored for us, understood and grasped by us. We are perishing
in its ocean.”

Soon, however, it becomes clear that what Vinaver is really mourning is Ben-
jamin’s loss of aura in the domain of traditional, ‘auratic’ music, even if he does

23 Stanislav Vinaver, “Mehanic¢ka muzika”, Zvuk, Vol. 3, 2, 1935, 45-6.
24 Stanislav Vinaver, op. cit., 46.
25 Idem.
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not use Benjamin’s term: “Instruments, which we inherited already from the
primitive peoples and which we crafted over thousands of years of religious
and magical raptures, are like individuals, from whom only their individual
truth may be extracted”?® This is perhaps the closest that Vinaver comes to
Benjamin, only, so to speak, from the other side: while Benjamin welcomes
the loss of ‘aura’ in technologically, mechanically (re)produced art, the obso-
lescence of ‘auratic’ art in the 20 century, Vinaver is appalled by it, by the loss
of a tradition “crafted over thousands of years of religious and magical rap-
tures”. In my view, this tradition, with its ‘religious’ and ‘magical’ overtones,
is none other than the ‘auratic’ tradition that Benjamin dismisses in his essay.

Vinaver then continues in a similar vein, but now veering dangerously
close to the metaphysical:

Have we truly exhausted the old instruments and instruments in general? And
isn’t there, even if they only produce sound and nothing else, nevertheless another
secret in them, for music? How may we and can we at all so easily break off from
individuality, abandon beings endowed with life, tear off from life itself, which is
nonetheless a secret? Those are perhaps the problems inherent in this musical
scourge.”

There is much in that short paragraph that remains secret, mysterious, meta-
physically hidden: the secret that traditional instruments allegedly impart to
music and the old trope, dating back to at least the 18 century, of handmade
instruments, especially violins, being endowed with a life of their own and
therefore treated as individuals. Finally, life itself, as the greatest secret of all,
appears to be under threat from this new scourge of mechanical music:

And what will happen when we abandon our old friends, our old symbols [...]
- when we smash our violins and bassoons, oboes and harps, drums, violas, and
violoncellos and dump them into antique museums? What will happen when we
commit this treachery, [...] when one abandons one’s best friend for an immedi-
ate benefit, and even life itself for a mechanical equivalent of life???

As those final lines suggest, even life itself, or, at any rate, organic life is under
threat due to the loss of aura, in danger of being replaced by a mechanized,
machine surrogate of life, carried by the waves of an ocean of dehumanising
technology.

26 Tbid., 47.
27 Stanislav Vinaver, op. cit., 47-8.
28 Tbid., 48.
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That ocean, as Vinaver argues, is nothing but the mechanical reproduc-
tion of music, proliferating already existing music to a humanly unbearable
degree. In his own words: “And that ‘ocean’ is, however, nothing new, because
it is just a repetition, registration, and multiplication of previously existing
music”? In his view, all of this ‘mechanical’ music is mere reproduction, not
production or genuine creation, in terms of creating something new, but
merely the reproduction of already existing music, multiplying it to an un-
bearable degree:

It is strange that such technical development in fact and only in a giant propor-
tion simply multiplies and magnifies something that already exists and that we
already, in reality, lived through. Now, when this painful and sadistic music is
perhaps already dead to a higher meaning, because it has yielded complete and
consummate patterns, only now, thanks to technology, it is becoming noticeable
and perceivable to all; it floats over the universe and looks like a great conqueror.®

Appalled by this ‘sadistic’ conqueror, Vinaver seeks refuge in old instru-
ments, endowed, as he tells us, with life and individuality. Accordingly, he
concludes: “And then even an ordinary violin, in a seedy road tavern, seems
to me like an old, idyllic, narrow trail, leading to our salvation. Apage,
Sathanas” 3!

* * %

Thus Benjamin and Vinaver, writing only a few months apart, one in his
Parisian exile, the other in the provincial obscurity of interwar Belgrade, both
address the contemporary proliferation of technological reproducibility in
the domain of art, that is, in Vinaver’s case, music, but with opposite conclu-
sions: while Benjamin welcomes it as enabling art to assume a political func-
tion, Vinaver is alarmed by the prospect of traditional, ‘auratic’ music going
obsolete and taking no less than our organic life with it, replacing it with a
dehumanized, mechanical copy. Above, I tried to explain in some detail why
Benjamin welcomed the advent of the technological reproducibility of art
and its perceived consequences, with reference to his political agenda. Now
I must try to explain Vinaver’s motives in his hostile reaction to the same
phenomenon in the sphere of music. One of those motives may be Vinaver’s
staunch adherence to modernism in music and literature, both in Europe-

2 Ibid., 46.
30 Tbid., 47.
31 Stanislav Vinaver, op. cit., 48.
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an culture and, especially, in that of interwar Yugoslavia and Serbia. Accord-
ing to the Serbian literary critic and theorist Gojko Tesi¢, Vinaver was “the
most pronounced champion of modernism in Serbian art and culture’,?? with
all that modernism entailed: its radical pursuit of the new, of new poetics,
of new and original literary and compositional solutions, its valorisation of
originality and creativity, of authorship, genius, and authenticity - in Benja-
min’s understanding, all the necessary ingredients of ‘auratic’ art.

Vinaver’s modernist orientation is easily appreciated not only in his poet-
ry and positive critical pronouncements on modernism itself, but also in his
critical diatribes against all sorts of nationalism and neoclassicism in music
and literature, whether Serbian or European, and their representatives, such
as Bogdan Popovi¢, Miloje Milojevi¢, and Stevan Hristi¢. For instance, in an
article titled The Future of Music (Buduénost muzike) and published in the
Belgrade-based journal Comoedia in 1924, he argues in the following terms
for the genuinely new, the new new:

But the true, genuine, new new is the kind of new that belongs to an altogether
new. That would have to be a significantly different music, a significantly different
world feeling. [...] And then the future of music would be huge, infinite. Whereas
all that sniffing around old fields in order to eke out another grain or two that
were left uncollected, outside the barn: that would be a nice and charming job for
antiquaries, for all lovers of the definitely old, for musicologists. But certainly not
for genuine explorers or creators.?

One finds a similar position in his review of the Seventh International Fes-
tival of Contemporary Music published five years later in the Belgrade mag-
azine Vreme, in 1929. There he rails against the ‘artisans’ and ‘craftsmen’ of
modernism, the epigones (in his judgement) of Schonberg and Stravinsky:

That craft feels strong. It feels secure. It is confident. But it does not disarm any-
one. But it is somewhat austere and barren, dry and dead. And the big question
is how much one can mould modernism at all. Schénberg and Stravinsky’s mod-
ernism consisted of a continual search and vibration. These authors had to have
before their eyes, before their entire spiritual being, the entire musical past as well,
against which they rebelled and with which they sometimes found common
ground. Those protests and revolts, that eternal anticipation gave birth to crea-
tions of genius, such as Petrushka and Pierrot lunaire. There always had to be, I
would say, a hindrance and an obstacle that had to be overcome. Now there are

32 Gojko Tesi¢, op. cit., 689.
33 Stanislav Vinaver, “Budu¢nost muzike” (The Future of Music), in: Muzicki krasnopis,
op. cit., 25.
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no obstacles. Contemporary composers compose following the principles of
Schonberg and Stravinsky — but with total freedom. And that freedom gives them
neither joy nor does it make them convincing.*

In the same review, expressing his adherence not only to the modernist con-
cepts of authorship and genius, but also, perhaps, to the valorisation of intu-
ition in thought and artistic creation, an important ingredient in the philos-
ophy and aesthetic of Henri Bergson, his former teacher at the Sorbonne and
formative intellectual influence, Vinaver praises what he views as Schonberg’s
intuitive genius and dismisses serialism as no more than an intellectual play
by a man of a genius:

They [i.e. Schonberg’s followers] have accepted a number of rules. Especially from
Schonberg. This composer, for the sheer fun of it, founded a new domain of
music comprising exactly twelve tones that are not related in any way. But that
was only a caprice and whim of a man of genius, who in reality creates according
to his own innate drive and derives the rules out of a desire for intellectual play.
However, his pupils accepted this gospel without any reservations. Its offspring
are arid and difficult.?

What this and the preceding quotations share is the typically modernist jux-
taposition that Vinaver sets between a genius author and his barren epigones;
between original, intuitive creation, authenticity, and the mystery of genuine
art, on one side, and mere mechanical emulation on the other. To Vinaver it
must have been clear where in that juxtaposition mechanical reproduction
stood, with its incompatibility with the very notions of originality and au-
thenticity.

The other possible reason behind Vinaver’s hostility to ‘mechanical mu-
sic may be his reverence of the old, early-Romantic view of music as the
quintessential art, the only fully self-referential art, a view first promoted by
the early German Romantics such as E. T. A. Hoftmann, E. W. J. Schelling,
and Arthur Schopenhauer, and later taken up by such disparate figures as the
German music theorist Eduard Hanslick, English essayist Walter Pater, and
Vinaver’s own modernist hero, Arnold Schonberg. According to this view,
music is the only self-referential, and, as such, quintessential art because it,
unlike the other arts, represents and refers only to itself, unable to repre-
sent topics or themes other than itself. For example, a painting or a statue,

3 Stanislav Vinaver, “Moderna muzika posle pobede” (Modern Music after its Victory),
in: Muzicki krasnopis, op. cit., 168.
35 Idem.
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at least in the domain of figural, pre-abstract art, must represent someone or
something, whether a person or a number of persons, a building, landscape,
or cityscape. By contrast, a sonata, fugue, concerto, symphony, or any other
genre of instrumental music (the only kind of ‘pure’ music, according to these
thinkers) cannot represent anything but itself, certainly not concrete objects
the way a piece of visual art or literature can. That is why for E. T. A. Hoff-
mann music was “the most romantic of the arts’, for Schelling “the primal
rhythm of nature”, and for Schopenhauer over and above all the other arts.’
That is also the source of Walter Pater’s famous dictum that “All art constantly
aspires towards the condition of music’?” that is, to music’s self-referentiality
and aesthetic autonomy that comes with it — representing and referring only
to itself and not some extraneous contents, therefore existing only for itself
and obeying only its own laws and not those of representing other objects or
serving functions other than itself.

Similar views are readily found in Vinaver’s writings as well. For instance,
in a piece titled Musica triumphans, published in 1923 in the Yugoslav period-
ical Misao, Vinaver wrote the following lines: “Today, [culture] is so perme-
ated by music that it is ripening into a musical fruit. Its thought is becoming
musical, thrusting ever farther into the obscurity of sounds, ever farther from
the clear conceptuality of visual representations”® Similarly, blending this
early Romantic vision of music as mysterious and ineffable with another early
Romantic view of music as a refuge from the mundane, empirical everyday
world with, perhaps, his teacher Bergson’s valuation of intuition and imagina-
tion in artistic creation, Vinaver wrote in another piece, two years later:

[W]ithout imagination there is neither literature nor art, nor, in fact, a genuine
cultural life [...] Music, of all the arts, involves the highest degree of fantasy. One
also conquers the imagination via music. That is perhaps one of the deep reasons
why all the arts are inclined to the sources of music. It elevates the imagination
and lends it wings, the wings with which we fly out of the ordinary. Carried by
the wings of the imagination, we soar above the everyday [...]*

3 T have discussed this topic at length in Chapter I of my study The Virtuoso as Subject:
The Reception of Instrumental Virtuosity, c. 1815-c. 1850, Newcastle-upon-Tyne, Cam-
bridge Scholars Publishing, 2016.

37 Walter Pater, “The School of Giorgione’, http://www.victorianweb.org/authors/pater/
renaissance/7.html, ac. 2 Nov. 2018, 12:37 p.m.

38 Stanislav Vinaver, “Musica triumphans’, in: Muzicki krasnopis, op. cit., 36.
3 Stanislav Vinaver, “Nase muzicke prilike” (Current Situation in Our Music), in: Muz-
icki krasnopis, op. cit., 180.
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This adherence to the early Romantic and modernist view of music may also
be the reason why Vinaver, as noted above, regarded music as “the ultimate
meaning of life” and “the last sensory frontier”, “the most essential, cosmic,
metaphysical” art, “the core” and “ideal to which he subjected everything re-
garding art”, why he was fascinated by music as “the ultimate truth above all

truths”

That may also be the reason for his alarm at the proliferation of what he called
‘mechanical music;, that is, the (re)production of music by means of mod-
ern technologies, above all the radio and gramophone record. For, as Ben-
jamin observed, technological reproduction robbed artworks of their ‘aura,
that mystique quality encompassing uniqueness, originality, authenticity, and
autonomy. Vinaver, too, correctly saw that the mechanical reproduction of
music threatened to rob music of its own equivalent of aura, inasmuch as
it was incompatible with most of those qualities, mentioned above, that had
defined music as an ‘auratic’ art since the late 18" and early 19'h century. Ben-
jamin, following his own progressive, communist, and anti-fascist political
agenda, saw a valuable political, liberatory potential in art’s loss of aura due
to technological reproduction. By contrast, Vinaver, though certainly never
a supporter of fascism but in 1935 still living in a country not yet ravaged
by it, did not see such a positive potential in the mechanical reproduction of
music, but, perhaps, only another sign of humanity’s headlong march toward
self-destruction in a total war, on the wings of an aestheticised technology
and instrumental reason run amok, no longer serving humanity but turning
against it.
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Summary

In Paris in late 1935, the exiled German-Jewish philosopher Walter Benjamin com-
pleted the first version of his well-known ‘artwork essay’, The Work of Art in the Age of
Its Technological Reproducibility. In that essay, Benjamin famously welcomed the loss
of ‘aura’ in art, the mystique, quasi-religious quality of unique, original, authentic, and
aesthetically autonomous works of art, due to the advent of mass reproduction of
artworks on an industrial scale, especially in the new arts of photography and cinema,
rendering many of those quasi-religious qualities of ‘auratic’ art obsolete. Benjamin
welcomed this in accordance with his leftist, anti-fascist political agenda, hoping that
the loss of ‘aura’ would open art to politicization, communism’s (or, at any rate, Benja-
min’s) response to fascism’s aestheticisation of politics. That same year, 1935, in Bel-
grade, the capital of what was then the Kingdom of Yugoslavia, the Serbian-Jewish
poet, intellectual, and literary and music critic Stanislav Vinaver wrote an essay titled
Mehanicka muzika (Mechanical Music). In his essay, Vinaver focused on the advent of
technical reproduction in and its effects on music, an art largely ignored by Benjamin.
Unlike his more famous contemporary, Vinaver was alarmed by the new technologies
of radio and the gramophone record and their perceived negative impact not only on
traditional music, performed live on traditional, acoustic instruments, but on organic
life in general, replacing it with a mechanical surrogate carried by the waves of a de-
humanizing technology. Vinaver’s views were probably shaped by his passionate
championing of modernism in Serbian and Yugoslav literature and music alike, which
is evident not only in Mehanicka muzika, but also in his criticism in general. Two more
important factors may have also been the influence of the French philosopher Henri
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Bergson, Vinaver’s one-time professor at the Sorbonne, and his valorisation of intui-
tion in thought and artistic creativity, as well as Vinaver’s somewhat nostalgic view of
music as the only true and self-referential art, a view reminiscent of the re-conception
of music in the early German Romantics such as E. T. A. Hoffmann, E W. J. Schelling,
and Arthur Schopenhauer, later taken up and elaborated by such disparate figures as
the German music theorist Eduard Hanslick, English essayist Walter Pater, and Vina-
ver’s own modernist hero Arnold Schonberg. Ironically, although Vinaver shared
much of Benjamin’s leftist politics, he did not see such a positive potential in the me-
chanical reproduction of music, but, perhaps, only another sign of humanity’s head-
long march toward self-destruction in a total war, on the wings of an aestheticised
technology and instrumental reason run amok, no longer serving humanity but turn-
ing against it.
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Abstract: In this paper, we shall examine the overall conditions of the emergence of
neoclassicism in Paris, shortly after the First World War. Compared to that, the emer-
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later - after the Second World War. At this point, the only correlation between the two
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Emotions in a can

While going through one of the (in the terms of the digital age, old) dictio-
naries, one might find this definition:

NEOCLASSICISM (new classicism), a movement, which appeared during the
years which followed the First World War as a reaction to late romanticism (with
its offspring, expressionism) and impressionism. Its emergence is in many ways
conditioned by the crisis of the spiritual life which was a consequence of wartime
and societal events. [...] New anti-romantic aesthetics, so-called new objectivity

* Author contact information: milosbralovic@gmail.com

! This paper was written as a part of the project Identities of Serbian Music from Local to
Global Frames: Traditions, Changes, Challenges (No. 177004), financed by the Ministry of
Education, Science and Technological Development of the Republic of Serbia.
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(from the Ger.[man] term Neue Sachlichkeit) assumed a sober, abstained, ‘Apol-
lonian’ art, in which the old ideal would be resurrected: balance between form
and content, objectivisation of emotions, solid formal construction. Conducting
these principles to their final consequences sometimes leads to postulates of
formalist aesthetics, which considers music as a game of sounds and annuls its
emotional content.?

This definition contains several crucial points which are going to be discussed
in this paper. One of them would be the emergence of neoclassicism as a
compositional practice and as a term which assumes it, historical (but also
geographical) contexts in which neoclassicism appears, including its aesthet-
ical postulates and mentioned contexts which conditioned those postulates.
Dragutin Gostuski argues that in the history of art and music there is

a certain psychological explanation of positive changes: in the initial stadium of
a style a basic model is established, which completely satisfies the current situa-
tion: time, and, the increasingly expanded use of standard methods gradually
diminish the influence of the basic models to the observers; because of that one
incessantly strives towards the new, primarily morphologically more complex
way of expression; but in the final stadium of the process, even extreme solutions
lose their transcendent force. At that point, as the only way out, the need appears
towards a return to the basic, simple models; but with that type of leap, in itself,
one achieves that complex emotional effect which was strived for, embodied in a

shock.?

2 [“NEOKLASICIZAM (novoklasicizam), smer koji se u godinama neposredno posle
Prvog svetskog rata pojavio kao reakcija na pozni romantizam (sa njegovim izdankom
ekspresionizmom) i impresionizam. Njegov nastanak je u mnogome uslovljen krizom
duhovnog Zivota prouzrokovanom ratnim i drustvenim zbivanjima. [...] Nova antiro-
manti¢na estetika, tzv. Nova objektivnost (od nem.[ackog] termina Neue Sachlichkeit),
zastupa treznu, uzdrzanu, ‘apolinijsku’ umetnost, u kojoj bi vaskrsli klasi¢ni ideali: urav-
notezenost forme i sadrzaja, objektivizacija emocija, ¢vrsta formalna konstrukcija. Spro-
vodenje tih nacela do krajnjih konsekvenci vodi katkad do pozicija formalisticke estetike,
koja smatra muziku igrom zvukova i odrice joj emocionalni sadrzaj”’] (Engl. transl. by
the author.) Vlastimir Pericié, “Neoklasicizam” [“Neoclassicism”] u: Kre$imir Kovacevié
(ur.), Muzicka enciklopedija [Musical Encyclopedia], Zagreb, Jugoslovenski leksikografski
zavod, 1974, 670.

3 [“..izvesno psiholosko objasnjenje pozitivnih promena: u pocetnom stadiju stila usta-
novljava se osnovni model koji potpuno zadovoljava datu situaciju: vreme i sve prosire-
nija upotreba standarnih metoda postepeno umanjuju dejstvo prvobitnih tipova na pos-
matraca; zbog toga se neprestano tezi novom, prvenstveno morfoloski kompleksnijem
nadinu izrazavanja; ali u krajnjem stadiju procesa ¢ak i ekstremna re$enja gube svoju
transcedentnu snagu. Tada se kao jedini izlaz, javlja potreba za povratkom na pocetne,
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This, as it appears, psychological explanation of a permanent return towards
the classical is further emphasised in this way: “That is where the sense of re-
lief, consciousness of the sublimity of the moment and passionate, often even
careless activity of building a future world come from - all of that which char-
acterizes periods of European classicism. Contrary to that the man of the Ba-
roque era lives, above all, in the present”* Finally, Gostuski claims that every
change of stances happens in one of two alternative ways — evolution and re-
action, where

The other phenomenon [reaction] appeared three times so far in the new history
of Europe. At the beginning of Romanesque art, the humanism of the Renais-
sance and with the classicism of the 18" century. [...] historical moments marked
(among other things) by the return towards the classical forms were always, at the
same time periods of the biggest upheavals, the most fateful deviations of Euro-
pean action programmes by all points in politics, economics, philosophy, science,
in the way of life and in relation to it.°

Although Gostuski does not mention 20t century Neoclassicism in the quot-
ed paragraph, it is not difficult to assume (in comparison with the first defi-
nition) that the “leap” from complex to simple solutions, the “careless activity
of building a future world”, or the phenomenon of reaction, are some of the
features that also apply to it, as one of many others, in the broadest sense of
that word, classicist tendencies throughout history. However, in both Perici¢’s
definition and Gostuski’s arguments regarding the appearance of the classi-
cal, it is implied that neoclassicism and/or classical tendencies in the broader
sense appear after major changes, even conflicts in politics, economics, soci-
ety, resulting in both collective and individual trauma.

jednostavne modele; ali samim tim skokom ostvaruje se u vidu Soka onaj snazni emocio-
nalni efekt za kojim se teZilo”] (Engl. transl. by the author.) Dragutin Gostuski, Vreme
umetnosti, [ The Time of Art], Beograd, Prosveta, 1968, 133.

4 [“Odatle ono osecanje olaksanja, svest o uzvisenosti trenutka i strasna, ¢esto ¢ak i bezo-
bzirna aktivnost da se izgradi jedan bududi svet - sve ono dakle sto karakteriSe periode
evropskog klasicizma. Suprotno tome, ¢ovek baroknih perioda Zivi pre svega u sadasnji-
ci] (Engl. transl. by the author.) Ibid.

5 [“Ovaj drugi fenomen [reakcija] pojavio se do sada tri puta u novoj istoriji Evrope. U
pocetku romanskog doba, sa humanizmom Renesanse i sa klasicizmom 18. veka. [...]
istorijski momenti obelezeni (izmedu ostalog) povratkom klasi¢nim oblicima bili su
uvek istovremeno i periodi najveéih potresa, najsudbonosnijih devijacija ackionog pro-
grama Evrope u svim tackama, u politici, privredi, filozofiji, nauci, umetnosti, u nacinu
Zivota i u odnosu prema njemu®] (Engl. transl. by the author.) Ibid.
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Regarding the term “trauma’, it “comes from the Greek tpadpa, meaning
‘wound’. This term mostly refers either to physical injury caused by external
force or to a type of psychological damage that occurs as a result of a severely
distressing event”.® While even laymen may assume music may help people
deal with their mental trauma (whatever the cause of it), the relationship be-
tween traumatic events and the overall development of culture and arts seems
to have a slightly different course. For example, while discussing several of
Alfred Schnittke’s (1934-1998) late operas, Ivana Medi¢ notes that in them

Schnittke employs narrative strategies that can be regarded as a response to
trauma. Namely traumatised characters have fairly limited access to reliable con-
scious memories (and therefore the truth) of an event. As a result, they see symp-
toms of trauma [...] as literal re-experiences of trauma and history as
unassimilable into a linear narrative. In his operas Schnittke employs flashbacks,
broken narration, surreal episodes, keeping the viewer constantly in doubt as to
whether what we are seeing on stage is ‘real’ or not’’

There are, of course, numerous other examples of dealing with trauma and
trauma in general in various stage works through history,® and this was to
illustrate one of the possible ways of noting and interpreting them in a group
of works of a certain author. But, what happens if/when trauma changes ev-
erything, in colossal proportions?

What can one do with emotions in a can? (1)

At the turn of the century in France, according to Scott Messing, there were
various terms that in different ways denoted art and music, which were con-
nected to any sort of past traditions. Therefore, in the late 1800s, the term neo-

6 Ivana Medi¢, “Alfred Schnittke’s Operas from the 1990s in the Context of Trauma Stud-
ies”, in: Sonja Marinkovi¢ et al. (eds.), Challenges in Contemporary Musicology, Belgrade,
Faculty of Music, 2018, 248.

7 Ibid., 253-254. It is worth noting that the author deals with three of Schnittke’s operas:
Life with an Idiot (1990-1992), The History of Dr Johann Faust (1984-1994) and Gesual-
do (1993), with specific postmodernist features, influenced by the postmodern context
(although their plots are not related to the time in which the operas were created), and
events such as the fall of The Berlin Wall (1989), the dissolution of The Soviet Union
(1991), etc.

8 There are numerous examples of various trauma in opera, from, for example, Gaetano
Donizzeti’s (1797-1848) Lucia di Lammermoor, to Alban Berg’s (1885-1935) Wozzek and
many others.
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classicism (néoclassicisme, in literature), “especially that represented by the art
of late eighteenth-century France, was distinctly out of favor. [...It] had a gen-
erally pejorative undertone arising from the disdain for what some late nine-
teenth-century writers considered a colorless imitation of Greek and Roman
art and a servile captivation with academic niceties”’ Later on, Messing adds:

The term neoclassicism with regard to music occurs with increasing frequency
only after 1900. These references suffice to give neoclassicism a specific definition
during the first decade of the twentieth century: an expression pertaining to nine-
teenth-century composers, who perpetuated the forms of instrumental music
made popular during the eighteenth century, but who sacrificed originality and
depth of musical substance to the abject imitation of structure.!

As Messing argues, the derogatory meaning persisted in music as in litera-
ture, except in music, the term neoclassicism “aggravated by nationalist feel-
ings, since [neoclassicism] was invariably used [...] by French writers to de-
scribe German musicians”.!! Contrary to this term, at the turn of the century,
following various nationalist tendencies in France, the term new classicism
(nouveau classicisme) was used to denote French music based on the revival
of French music of past times, as opposed to German music of the time.!?
Or, as Jane Fulcher (while discussing the period of the First World War, and
elements of nationalism in French cultural politics) would put it, Opéra and
other cultural institutions served

as a realm of national memory and myth, to install a unified wartime identity in
a politically and culturally fractured France. Here the myth was that of French
classicism: France was ‘Latin’ and thus classic in culture, but according to a cir-
cumscribed notion of the style that was rooted in the ideology of the monarchist
Right.!?

® Scott Messing, Neoclassicism in Music. From the Genesis of the Concept through the
Schoenberg/Stravinsky Polemic, Rochester, University of Rochester Press, 1996, 13.

10 Tbid., 13-14.

1 Ibid., 14.

12 Cf. Ibid., 24. Here Messing refers to various pieces written by Léo Delibes (1836-
1891), Camille Saint-Saéns (1835-1921), Maurice Ravel (1875-1937), Vincent d’Indy
(1851-1931), Claude Debussy (1862-1918) and others, who used, for example, dance id-
ioms and other conventions of 17" and 18" century (French) music.

3 TJane E Fulcher, The Composer as Intellectual. Music and Ideology in France, 1914-1940,
Oxford, Oxford University Press, 2006, 20. Fulcher argues that during the First World
War and in the following decade, composers belonging to the conservative Right in
France (followers of César Franck [1822-1890] or Camille Saint-Saéns, such as, for ex-
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Leaving the political division to Left and Right in early 20 century
France aside at this moment, one comes to the conclusion that the mentioned
terminology (at least when it comes to music) primarily served to describe,
on the one hand, German music - and its potentially negative influence on
French music - with the term neoclassicism, and on the other, to denote ev-
erything related to French tradition, which is rooted in classical Latin culture,
thus represented as a ‘good role model’ for the composers whose works (once
they were written) were dubbed with the term new classicism.

Following the end of the First World War, a change in the meaning of the
terms occurred:

Some propagandists of contemporary art tended to disavow any kinship with
pre-war styles, which, with few exceptions, they generally regarded as corrupt in
one way or another. For these artists and critics, Debussy was the avatar of im-
pressionism [...]. Likewise, Ravel was associated with a gaudy romanticism and
the fact that La valse was his first post-war work encouraged this assessment.!*

For example, one of those propagandists was Jean Cocteau (1889-1963), who
praised Erik Satie (1866-1925): “Cocteau set Satie apart from either pre-war
trends or remote national traditions. The ‘classical’ path of clarity which Coc-
teau accorded Satie was a solitary one that did not reach into the past. The
‘new simplicity’ of Satie [...] was both ‘classic’ and ‘modern’; ‘a French mu-

ample, Vincent d’Indy) advocated the rhetoric by which French culture was in its founda-
tion Latin (not Greek), therefore classical, in contrast with ‘Nordic’ romanticism and the
irrationalism of the ‘Huns, Cf. Jane E Fulcher, “The Composer as an Intellectual: Ideo-
logical Inscriptions in French Interwar Neoclassicism®, The Journal of Musicology, Vol.
17, No. 2, University of California Press, 1999, 200. This rhetoric led to the formation of
the “League pour la Défence de la Musique Frangaise” by Charles Teronc in 1916, with
the aim of keeping French music pure and free from any other ‘unwanted’ influences -
namely those of contemporary German and Austrian music (although the music of Vien-
nese 18" century classicism was considered a good role model) - which was reflected in
the opera and concert repertoire of the time. Cf. Ibid., 203-204. Meanwhile, composers
(and/as intellectuals) connected to the Left (such as, to various extents, Maurice Ravel,
Erik Satie or “Les Six”) considered the classic models to be something more of a universal
model, non-related to race or nationality, where the works they produced were marked as
both ‘traditional’ and ‘modern. Cf. Ibid., 211-212. There are different ‘alignments’ of the
mentioned composers, regarding their relations to the Right and Left (such as in the case
of Maurice Ravel, for example), which is going to be put aside at this point. Also, the use
of popular music and contemporary everyday life topics was important to Left-aligned
composers, but that aspect could be elaborated as a different topic.

4 Scott Messing, op. cit., 76.
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sic’ that did not recall any other French music”.!® Therefore, Satie’s music, in
Cocteau could be accounted for as modernist. These, in the broadest sense,
modernist features of neoclassicism (in its new, post-war meaning) were, ac-
cording to Messing, the artists’ tendency towards

stabilizing reentry into the mainstream of European art and a nostalgia for the
past which that return implied. Contemporary to that tendency [...] an alliance
with the past might compromise creativity and it was wise to remain a cultural
orphan. [....] The term [neoclassicism] enjoyed a renewed life beginning in 1923
because it was associated with Stravinsky, [...] and that relationship would prove
decisive in securing a meaning for neoclassicism that was different from what it
once had.’

So far, various mentioned authors who tackled the different aspects, in the
broadest sense, of (neo)classical aesthetics, have mentioned or indirectly im-
plied that the situation, regarding the notion of the term, its implied aesthet-
ics or cultural politics in general, changed in the years following the end of
the First World War. The reasons for that change are to be found at both the
collective and individual level, as either psychological, sociological, economi-
cal, etc. But before examining various details regarding the aesthetics of neo-
classicism and the poetics of certain authors, one should examine a different
context of the emergence of neoclassicism.

Leaving aside other European countries where neoclassicism appeared
(such as the Weimar Republic, the Soviet Union or Italy), we are going to
speak about several conditions in which neoclassicism in Serbian music ap-
peared, bearing in mind not only its geographical but also temporal distance.

Neoclassicism emerged relatively late in Serbian music, compared to
its French counterpart. It appeared in the 1950s as a dominant movement,
embodied within so-called moderate modernist tendencies. In the mean-
time another war of colossal proportions occurred (and that was the Second
World War), and the Yugoslav state polity and the societal system changed (a
monarchy in the interwar period, Yugoslavia became a federal republic led
by the Communist party). This influenced several changes in the arts and
culture, especially if one has in mind that during the 1930s, “..the return of,
at the time, the youngest generation of composers who had studied abroad,
members of the ‘Prague Group’ [which] was marked in local history as the

5 Ibid., 77.
16 Tbid., 85.
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first avant-garde wave in Serbian music..}!” although there were several mod-
est neoclassical contributions before the Second World War, embodied in,
for example, the works of Predrag Milosevi¢ (1904-1988, a member of the
‘Prague group’).!® After the Second World War, “a simplified aspect of mu-
sical neoclassicism in Serbia, recognisable by the premises of socialist real-
ism, was, in fact, a consequence of [its] ideological and political use”!® These
premises of socialist realism were somewhat present in the “turnabout to-
wards the method of realism™ in the late 1930s, but, according to Mirjana
Veselinovi¢-Hofman,

the thesis of socialist realism had never been manifested in its most dogmatic way
[...]. An open confrontation between the political establishment of our country
and the Soviet Union, made public in June 1948, significantly contributed to that.
[....] Although the new political situation in post-war Yugoslavia made possible
even the abandonment of socialist realism in theory, artistic production was, up
to 1951, and even 1954, even in Serbia, subordinated to various aspects of ideo-
logical or political control.!

And as socialist realism started to fade throughout the 1950s, “the only pos-
sible modernistic challenge that Serbian artists could make in relation to the

17 [“..da bi povratak sa studija kompozitora tada najmlade generacije, pripadnika ’praske
grupe, koji domaca istorija belezi kao ’prvi avangardni’ udar u srpskoj muzici...“]. (Engl.
transl. by the author). Vesna Miki¢, Lica srpske muzike: neoklasicizam [Faces of Serbian
Music: Neoclassicism], Beograd, Fakultet muzicke umetnsoti, 2009, 106.

18 Cf. Ibid., 107.

Y [“Cumiinuguxosanu eug Mysmukor Heoknacuiyusma y CpOuju, IperosHaT/bUB IO
IpeMucaMa COLMjaIMCTUYKOT peannsMa, 6110 je, y cTBapy, mocaequna [merose] ugeo-
nomke u nomutudke ynorpebe®] (Engl. transl. by the author). Mupjana Becennuosuh-
Xodman, “Mysuka y gpyroj nonosunu XX Beka“ [“Music in the Second Half of the 20
Century”], y: Mupjana Becennnosuh-Xodman (yp.), Mciiopuja cpiicke mysuxe. Cpiicka
mysuka u espoiicko Hacnehe [History of Serbian Music. Serbian Music and European Heri-
tage], beorpag, 3aBox 3a yu6eHMKe, 2007, 108.

20 [“3aokpera ka MeToau peammama“]. (Engl. transl. by author). Ibid.

2 [“conpeanucTuyka Te3a Ce y CPICKOj My3MLM HUje MCIIO/BMIA Yy CBOM Hajekc-
TpeMHHUjeM pormarckoM Bupay [..]. Tome je 3HaTHO [ONIPMHEO OTBOPEHUM CYKOO
Tafallber IMOUTUYKOT Bpxa Halle 3embe u Cosjerckor CaBesa, 063HameH KpajeM
jyHa 1948, [....] nako cy HOBe MOMUTUYKE IPUINKE Y TaJallliboj JyrOCIaByju YIMHMIE
TEOPETCKM MOTYyhMM d4ak M HamyliTame COLpPeaTMCTUYKMX MO3UIINMjA, YMETHUYKO
CTBapanaimTBo je cBe Ko 1951. ma u go 1954. roguue u y Cpbuju 6Mmo M3I0XKEHO
pasHMM BMEOBMMA MeOIOLIKO-onuTidke Koutpone“]. (Engl. transl. by the author).
Ibid., 108-109.
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>

culture and its ‘prescribed’ aesthetic norms was moderate modernism”?? Also,
moderate modernism, as the author explains, denotes non-radical modern-
ism “as a kind of ‘umbrella’ term of the Serbian music of the 1950s. This kind
of approach could, possibly, in our opinion: [...] facilitate the understanding
of very complicated neo/ism terminology..”* The reasons for the temporal
distance of some 30 years which appeared between Serbian neoclassicism
and its French counterpart are to be sought in the modern history of Serbi-
an music (in terms of fine arts), which was developing in different historical,
socio-political conditions, thus being ‘in delay’ with an artistic canon which
was yet to be confirmed and upgraded, rather than criticised, subverted, or
deconstructed, which was the case in European 20™ century art and culture.?

So far, the notion of the emergence of neoclassicist French or Serbian/
Yugoslav content has been the topic of this discussion, throughout the genesis
of the term, the points in history in which neoclassicism emerged and the
mention of some of its basic features. Further on, we are going to delve deep-
er into the aesthetic features of neoclassicism and examine two ‘products’ of
neoclassicist poietics.

What can one do with emotions in a can? (2)

Theodor Adorno, while discussing Stravinsky’s music, claimed that its resto-
ration features were in correspondence with the regression of the society.?
Stravinsky tried to reconcile the music of the 18" century and modern mu-
sic, by using the old compositional techniques and (at first) subordinating
the contemporary ones to them, thus creating a dissonance between the old
and the new.?® This dissonance, then, became Stravinsky’s individual compo-

22 Vesna Miki¢, “Aspects of (Moderate) Modernism in the Serbian Music of the 1950s"
in: Dejan Despi¢, Melita Milin (eds.), Rethinking Musical Modernism, Belgrade, Institute
of Musicology, Serbian Academy of Science and Arts, 2008, 187-188.

2 Ibid., 187. The term moderate modernism could be used in broader contexts. The
definition of moderate modernism is a broad subject concerning the transformed results
of the avant-garde into a mass consumerist art. This represents a different topic, and for
the purposes of this paper, moderate modernism is going to be used as an ‘umbrella’ term
of various neo/isms.

24 For more information, see: Vesna Miki¢, Neoklasicizam... op. cit., 105-111.

25 Cf. Theodor W. Adorno, Filozofija nove muzike [Philosophy of New Music], (transl. by
Ivan Focht), Beograd, Nolit, 1968, 219.

26 Ibid., 222.
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sitional idiom.?” When applied to the neoclassical movement, it is not hard
to conclude that Adorno’s attitude towards it was negative in the sense that
neoclassicism, (according to its main features, in terms of the socio-historical
contexts of the time) was anti-modern. In that manner, for M