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CONTEMPORARY ALCHEMY
ARHAICNA SCENA BY DUSAN RADIC

Abstract: The composition Arhaicna scena [Archaic Scene] had its premiere on 23" October
2009 in Belgrade, in the Ilija Milosavljevi¢ Kolarac Memorial Hall, within the opening of
the Belgrade Philharmonic’s 2009/2010 concert season. The orchestra was conducted by
Uros Lajovic. The work is a part of the opera Julijan Otpadnik (2004). The musical language

used evokes the spirit of Byzantine music.
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The debate on the notion of modern' in art, still led by many researchers in
various scientific branches, seems to return time and again, in spite of all the nu-
ances in the researcher’s insights, to one fundamental issue or phenomenon, long
time ago perceived and explained by T. S. Eliot, and which is related to para-
doxical, inevitable and constant interweaving of old and new (of the past and the

*  Author contact information: vrcadoman@yahoo.com.

1 This refers to the problem area of modern, modernity, modernism, Modern, etc., but also to
the notions such as ‘new’, ‘contemporary’, “progressive’, and so on.
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present).> Even without the theoretical explications, the phenomenon in its par-
ticular form is (again) clearly perceptible today, because it is emphatically pointed
at by the creative practice lying within the framework of Post-Modern and Post-
Post-Modern art.

Therefore, if the scientists agree that ‘the past and the present shape one an-
other’ in art, and that “the past and the present, as well as a poet and an artist, do
not have their complete meaning alone’, the issues which remain to be considered
are the possible reasons and ways for shaping the present by the past, who are
those who determine what tradition is and is not, which layers of the past are
relevant and which are inconsequential. Finally, we must consider the sense or
meaning of the artistic dialogues with the past.

Arhaicna scena [Archaic Scene] by Dusan Radi¢ is among those artistic achieve-
ments, which from the first moment stand in a relation with the above mentioned
issues. Keeping in mind that the work is but an excerpt from a larger entity - the

2 ‘The historical sense compels a man to write not merely with his own generation in his
bones, but with a feeling that the whole of the literature of Europe from Homer and within it the
whole of the literature of his own country has a simultaneous existence and composes a simulta-
neous order. This historical sense, which is a sense of the timeless as well as of the temporal and
of the timeless and of the temporal together, is what makes a writer traditional. And it is at the
same time what makes a writer most acutely conscious of his place in time, of his contemporane-
ity. No poet, no artist of any art, has his complete meaning alone.” ['Smisao za istoriju prisiljava
¢oveka da ne pise prozet do srzi samo svojom generacijom, vec¢ sa osecanjem da ¢itava evropska
knjizevnost od Homera, i u okviru nje ¢itava literatura njegove sopstvene zemlje, postoje is-
tovremeno i sacinjavaju jedan simultani poredak. Takav smisao za istoriju, $to znaci smisao i za
bezvremeno i za vremensko, i za bezvremeno i vremensko ujedno, jeste ono $to jednog pisca ¢ini
tradicionalnim. A to istovremeno kod pisca stvara najostriju svest o njegovom mestu u vremenu,
o njegovoj vlastitoj savremenosti. Nijedan pesnik, nijedan umetnik iz bilo koje umetnosti, nema
sam za sebe celovito znacenje.’] T. S. Eliot, Izabrani tekstovi [Selected Essays], Belgrade, Prosveta,
1963. Numerous studies have been written on the phenomenon, from most diverse theoretical
standpoints, thus the Eliot’s text was chosen here more for its poetic dimension than for unique-
ness or astuteness of its insights (to that end, appropriate passages from influential treatises on
intertextuality or on Neoclassical and Post-Modern treatment of paradigm would certainly be
more useful). In a specific way, almost in the spirit of what Matei Calinanescu calls avant-garde
anti-modernism’, Du$an Radi¢ confirms Eliot’s viewpoints: ‘Perceiving the past and the future
separately leads to a devastating intellectual nothingness’ [‘Odvojeno dozivljavanje proslosti i
buduénosti vodi u porazno intelektualno nistavilo’]. Dusan Radi¢, Tragovi balkanske vrleti [Traces
of Balkan Cragginess], Belgrade, Beogradska knjiga, 2007, 190.
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opera Julijan Otpadnik [Julian the Apostate]® - it seems that it cannot give complete
answers to the questions raised. However, if we take into account that almost all
Dusan Radi¢’s compositions can be regarded as parts of larger wholes*, even of
the composer’s entire ‘many-sided and many-stringed” [‘raznostranog i raznos-
trunog’] opus, as well as the complete Radi¢’s creation can be perceived in an Elio-
tesque way - in a context wider from the composer’s opus itself - then Arhaicna
scena could perhaps be the final little part of the puzzle, which only confirms the
completeness of a particular way of compositional thinking, after which we can
perceive the entities of higher order.

Although the author himself notes that the idiom of Arhaicna scena is close
to the slow movement of the liturgical drama Vucja so [Wolf's Salt],> we could
add that the same circle of expression or ideas also contains some other Radi¢’s
compositions, where, for the specific reasons, the composer’s interest is directed
towards the spirit of the Middle Ages.® So one could say that by the fragments
from the chant Ninja sili by kyr Stephen the Serb, or the written records of church
chants from Karlovci, or the Gregorian chorals in his earlier works, as well as by
simulation of the Orthodox church singing in the instrumental part of Arhaicna
scena, Radi¢ builds up a particular sound basis, which the listener perceives as but
a (just) one of many facets of the composer’s entire musical language.

3 The opera Julijan Otpadnik; epsko kazivanje u sedam slika [Julian the Apostate; Epic Narration in
Seven Scenes] was composed in 2004. Thus far it has not been staged. The libretto was written by
the author himself, after the novel Smrt bogova [The Death of the Gods], by Dmitry Merezhkovsky.
The protagonist is the Emperor Constantine’s nephew - the Roman emperor Julian, who ruled
between 360 and 363 AD. Since he inherited the love for the Hellenic wisdom and Hellenic gods
from his tutor, Neoplatonist Maximus of Ephesus, the emperor Julian became an opponent of
Christianity (thus he is known as Julian the Apostate). He proclaimed Mithraism as the official
religion, i.e. he officially acknowledged both polytheism and Christianity, but this very quickly
led to his demise. The opera ‘is about violence” [‘re¢ je o nasilju’], says Radié. “Violence never
leaves sweet memories. Every closed ideological system must suffer a criticism, thus Christian
dogmatics as well” ['Nasilje nikad ne ostavlja lepe uspomene. Svaki zatvoreni ideoloski sistem
mora biti izlozen kritici, pa i hris¢anska dogmatika’]. Dusan Radi¢, Ibid., 79.

4  This is the origin of Radi¢’s need to sort his works into opuses not by the chronological crite-
rion but by the kinship of their musical procedures.

5  From the conversation with the composer, 18th January 2010.

6  Thisrefers to: Cele-kula [Skull Tower], Uspravna zemlja [A Country Standing Tall |, Ucitelji [ Teach-
ers], Smrt majke Jugovica [Death of Jugovi¢ Mother]. Composer explains his reaching for the medi-
eval layer of the musical past in the following words: “This is certainly a reaction to fabrication of
sound capers after algebraic equations, i.e. getting free from the rigid patterns of a computerized
consciousness. I listen to the call of primeval singing, hence more and more, the basic expres-
sive means in my vocal parts are archaic modes of old Gregorian choral, melodies of Orthodox
church chant and two-part singing of our patriarchal rural community” [‘To svakako znaci reak-
ciju na fabrikovanje zvu¢nih igrarija prema algebarskim jednac¢inama, odnosno oslobadanje od
krutih obrazaca kompjuterizovane svesti. Osluskujem zov praiskonskog pevanja i zato, sve vise,
osnovna izrazajna sredstva u mojim vokalnim deonicama ¢ine arhai¢ni modusi starog gregori-
janskog horala, melodije pravoslavnog crkvenog pjenija i dvoglasno pevanje nase patrijarhalne
seoske zajednice’]. Dusan Radié¢, Ibid., 184.
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However, no matter how diverse Radi¢’s creation is, it seems that all of his
works are in fact based upon a similar principle: melding or intertwining of two
or three particular musical idioms, one of which, the constant one, stems from the
vocabulary of the 20" century music, while the origin of the other, variable idioms
can be found in musical folklore, popular music, medieval church music (both
Catholic and Orthodox), music of Renaissance, Baroque, Classicism and Romanti-
cism. It would be the simplest to label such a procedure as ‘Neoclassical’, which,
in spite of its ambiguousness, first of all directs towards some junction, most often
of ‘the old” and “the new’. But if we have already noted that such junction of ‘the
past and the present’” is a characteristic of all works of art, then it is certainly more
important to consider which layers of the past and the present meet each other in
Radi¢’s new work.

Radi¢ sculpts the meditative course of Arhaicna scena, which is occasionally
transformed into sections of faster beat and different type of expressivity, thus
building a well-balanced form by additional energy impetuses - upon the basis of
a classicistically pure texture (Example), recognizable from his other works. Such
reduction of texture in Arhaicna scena is achieved in a particular way, by evoking
the sound of Byzantine music: the musical tissue for the most part contains three
or four sound layers, most prominent of them being the layer with a vocal-type
melodic line for winds of darker timbre and softer sound (English horn, clarinet
or bassoon). Only at the end of the work” this layer is replaced by a choir texture
where the part-writing emulates the early polyphony. Also an important layer is
that of percussion (where semanterion is particularly prominent) which however,
in spite of the foregoing type of apparatus, is not a rhythmic skeleton but just a
particular timbre and symbol.® The remaining layers, by long-held notes’ or by
minimalistic repeating of a motive of the same rhythmic design or the same in-
tervallic-harmonic layout,' perform the role of an exquisite drone, simulating the
role of ison. Lyricism, that “deeply sensitive thread” which in its various shapes
- but never in the form of romantic sentimentality - is present in most of Radi¢’s
works, here is thus realized in the simulation of Byzantine chant expressivity. Me-

7  This of course refers to the adaptation for concert performance.

8 It is known that the bells - due to the great resistance which the new religion was faced
with in the Roman Empire - had not been used in the Christian church for a few centuries after
the birth of Christ. Only since the time of Constantine the Great, which proclaimed Christianity
the official religion, people started to build temples and to call for prayer, though still not with
bells, but with wind instruments such as trumpet and horn, as well as by banging semanterions.
Bells never fully displaced semanterions, which are used in particular occasions even today. For
example, between Good Friday and Easter, semanterions are used instead of bells to mark a great
Christian mourning, and then bells are announcing its end. Bells then invite to rejoice in Christ’s
resurrection. In the Hilandar Monastery, semanterions are used to this day for announcements,
warnings and prayer hours. Cf. Radmila Pavi¢evi¢-Popovi¢, ‘Zvono’ [‘Bell’]”, Povelja, 2007, No. 2,
153-159.

9  Most often in the doubled parts of the strings and the brass instruments.

10 Usually written for the strings, the harp or a horn.
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lodic lines of stepwise intervallic motion, with the characteristic dancing around
the fundamental tones, are exposed, with frequent modulations, in tonal or modal
environments (such as the melody for the English horn which begins in E major
with minor sixth, [Example]), while the vertical component presents the recogniz-
able ‘Radi¢’s harmony” - the tones from the melodic lines, but in a fourths or a
fourths-fifths structure, sometimes with added seconds and sevenths, often sof-
tened by an added third. “There is no rhythmic pulsation’, the author said, ‘be-
cause this is a mild thinking about the nothing’." Of course, the apparent lack
of pulse is achieved by typically modernistic superposition of various “irregular’
rhythmic figures, monotonous repetitive rhythmic course and “a sounding silence’
of long-held notes, as well as by applying particularly complex, constantly chang-
ing metrics.

However Radi¢’s Arhaicna scena may be close to the spirit of Byzantine mu-
sic, the friction induced by the confrontation of ‘the essence of the original”> and
its simulation results in quite an extraordinary sound alchemy. The meaning of
that extraordinarity or novelty can and must be looked for, as already noted, in a
context broader than the composer’s opus itself. It is known that there has been

11 From the conversation with the author, 18th January 2010. Radi¢ here hints at Miodrag
Pavlovi¢’s essay ‘Govor o ni¢em’ ['Speaking about the Nothing’]. Among other things, Pavlovi¢
there says: ‘I trust the Nothing. This is not the same as 'I trust nothing’. (...) To trust the Noth-
ing, the Nothing (not ‘nothing’) may be a natural thing, for a natural man, who dies as he lives.
(...) To trust the Nothing is to feel love in general, to feel a deep compassion and sympathy
for everything. (...) Those who trust the Nothing, I think, are in the realm of divine... Novalis,
Kierkegaard, Nietzsche, Buddha... building upon the nothing, they created the most sublime
cosmologies... people in the past had been more ready to accept the undetermined and to kneel
before the nothing...” ['Ja imam poverenja u Nista. To ne znadi isto $to i ja nemam poverenja ni
u §ta’. (...) Imati poverenja u Nista, u Nista (ne ni u $ta) mozda je prirodna stvar, kod prirodnog
¢oveka, koji umire kao Sto i Zivi. (...) Imati poverenja u Nista, znaci imati ljubav uopste, znaci
imati duboko sazaljenje, i samilost prema svemu. (...) Ko ima poverenja u Nista, mislim da se
nalazi u prostoru bozanskog... Novalis, Kirkegor, Ni¢e, Buda... zidajuéi na ni¢em, stvorili su
najuzvisenije kosmologije... ljudi su nekad bili spremniji da prihvate neodredeno, i da klece pred
nic¢im...”]. Miodrag Pavlovi¢, ‘Govor o ni¢em’, in: Govor o nicem, Nis, Gradina, 1987, 296.

12 Regarding the composition Uspravna zemlja, Gorica Pilipovié¢ paraphrased and quoted Dusan
Radi¢’s words: “This is not the past re-examined, the past resuscitated by a new contemporary
content. This is, in author’s own words, simply an imitation - mildly refracted through the treat-
er’s prism, and which completely calls forth the essence of the original, but, as an association to a
time long gone, obfuscated by a layer of temporal perspective (by the treater’s prism), it acquires
a new dimension - a meaning within the context’ ["To nije proslost koja se preispituje, kojoj
se udahnjuje novi savremeni sadrzaj. Radi se jednostavno o imitaciji, kako autor kaze - blago
prelomljenoj prizmom obradivaca, koja (imitacija) u potpunosti do¢arava sustinu originala i, kao
asocijacija na neko davno proslo vreme, zamagljena slojem vremenske perspektive (prizmom
obradivaca), dobija novu dimenziju - znac¢enje u kontekstu’]. Gorica Pilipovié, Pogled na muziku
Dusana Radica [A View to the Music of Dusan Radic], Belgrade, Srpska akademija nauka i umet-
nosti, 2000, 39.
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an array of artists,® which by the excellence of their work promoted the Byzantine
art into a cornerstone of Serbian culture, and whose works are correspondent to
certain Radi¢’s compositions, both aesthetically and poetically. Such choice of a
particular past to lead a dialogue which speaks not only of a need for, as usu-
ally quoted, ‘conserving the past’, ‘returning to the primeval origin’, ‘having the
whole artistic tradition of one’s nation in one’s bones’ et cetera. It points to an ac-
tive ‘imagining’ the cultural identity of one’s own community, in a way Benedict
Anderson spoke about,* but also to a constant re-examination of art, its bounda-
ries, powers, achievements and meaning.

Translated by Goran Kapetanovi¢

Bajtentra Pagoman

CABPEMEHA AJIXEMUJA
APXAMYHA CHEHA OVITAHA PAOVTRA

CAKETAK

Kommosuriuja Apxauuna cyena Jymana Pagyha mpeMujepHo je nsBemena 23. okrobpa 2009.
roguHe, y camm 3apyxx6mne Vimje Mmiocasrsesnha Kosapria, y okBupy oTBaparsa KOH-
neptHe ce3oHe 2009/2010 Beorpancke dprixapmormje. OpKecTpoM je OIUpUrosao Yporr
JTajosut. [eno je dpparment omnepe [yaujan Omnadnuk (2004). ITucaro je Mysmaxmm jesu-
KOM KOjUIM Ce eBOIIMpa AyX BU3aHTUjCKe My3UKe.

Apxauuna cyena (KOHIIEpTHA Bep3ija) jecTe jeTHOCTaBaYHa KOMITO3MIIMja Y KOjOj My31Id-
KO TKVBO YMHe TPY VIV YeTVIpYU 3By4Ha cJIoja, Meby KojumMa ce mcTide cj10j ca MeJIoamjc-
KOM JIVIHVjOM BOKaJIHOT TWUIIa, Y M3Bef0N JIyBaukmX MHCTpyMeHaTa TaMHUje Doje, MeKor
3ByKa (eHIJIecKy por, KiapvHeT win daror). Takobe je Ouran c10j Koju M3BOze yaapad-
KV VIHCTPYMEHTH. Y OBOM CJIOjy HapOUYMTO WCTAaKHYTy yJIOTy MMa Kilerasio, 30or ocobu-
Te Ooje 1 crMOOIIVIKe KOjy OBaj MHCTPYMEHT MMa y IIpaBociIaBHOM Oorociyxery. I1peoc-
TaJIn CJ10jeBY, 300T Ayro Ap)KaHMX TOHOBA VUIM MWHVMAJIVICTVIUKOL ITOHaB/bakka MOTHBA
VICTe PUTMWYKe KOHType WJIM MCTOBETHOT MHTEPBAJICKOT, OTHOCHO XapMOHCKOT CKJIOIa,
VIMajy yJIOTY amlapTHOT Opyja, cuMysmpajyhint yiiory BU3aHTHMjCKOT MICOHA. XapMOHCKM je-
3MK KOMIIO3MIIVje YMHe MeIllaBWHa Jypa, Mojla ¥ IIPKBEHMX Mojyca (Y XOPW30HTaIV) U
T3B. paguheBcke xapMoHWMje (y BepTUKasIM) — KBAPTHU WIV KBAaPTHO-KBUHTHY CKJIOIIOBY
ca TIOHeKaJl JToJaTUM CeKyHjaMa ¥ cellTYMaMa, a YeCcTO yMeKIIaHVM JI0JaTiM TepriaMa.

13 Suffice it to mention the poetic achievements of Miodrag Pavlovi¢, Vasko Popa, Ivan V. Lali¢,
the paintings by Lazar Vozarevi¢, Mic¢a Popovi¢, Milorad Bata Mihailovi¢, and the musical opus
of Ljubica Mari¢, although the number of domestic artists inspired by the Byzantine heritage is
much greater than this.

14 Benedict Anderson, Nacija: zamisljena zajednica. Razmatranja o porijeklu i Sirenju nacionalizma
[Imagined Communities: Reflections on the Origin and Spread of Nationalism], trans. Nata Lengi¢ and
Natasa Pavlovi¢, Zagreb, Skolska knjiga, 1990.
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Hema purmmuke mysicanuje y Mojoj kommosummju”, Kaxe Paguh. Takas yTucax oxcycrsa
ITyJIcalfyje IMOCTVDKe Ce TUMIIMYHO MOAEPHUCTMYKNMM HacIojaBar-eM PasHOBPCHMX Hempa-
BVITHMX PUTMIYKNX T'PyIla, paBHOMEPHOT PEIIeTUTMBHOT PUTMIYKOT TOKa 1 3ByYHEe TH-
mHe” IyTo Ap)KaHMX TOHOBA, Kao U IIPMMEHOM HapOUYMTO CIOXKeHe, CTaIHO M3MeH/bUBe
MeTpUKe.

Tperem 3aMUIIIbeHOT BU3aHTH]CKOT OPUIHAIA Vi FheTOBe CHMYJIallije HacTaje CacByM
ocobura caBpemena 3ByuHa ainxemmja. CMicao Te moceOHOCTY WIV HOBUHE, Moryhe je u
HEOIIXOAHO TPAXUTN Y HIMPeM KOHTEKCTY O, CaMOTI' KOMITIO3MTOPOBOI OITycCa — Y KOHTEKCTY
CpIICKe HallMOHaJTHe Ky/aType. 300r Tora, Apxauuna cyena yKasyje Ha Pamnhes akTvsaH BU,
3aMuUIUbarka” (Y 3Haderby OBOT TIOjMa O KojeM ropopu beHenmKkT AHIEPCOH) KyITypHOT
VIEeHTUTeTa CBOje HallYIOHaJIHe 3aje[IHLIe.

KrpyuHe peun: MoflepHM3aM, HEOK/IAaCMYHO, CHMYyJIallyja, HallMoHa/IHO, BusanTuja.
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