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Peu ypegruue

HAPOJHA MY3UKA BPAIbA U3 PUSHUILIE
MY3UKOJIOMKOI MHCTUTYTA CAHY:
O]l 3BYYHOI KA HEMATEPUJATHOM KYJITYPHOM HACIELY

Jlananma eTHOMY3MKO/IOTHja, KO MHTEPANCIMUIUIMHAPHO XyMaHUCTUYKO MOJbe KOje 3a IIU/b MMa
IIpoy4aBame My31Ke Y KyITyPU U My3uKe Kao KyaType (Merriam 1964), kao 1 JbyICKO My3ULipambe
(Titon 2015), cBOje OCHOBE IyTryje eTHOMY3MKOIO3MMA YMji Cy IPUHIMITN HAYYHOT pajia yTeMe/beH!
Ha TEPEHCKOM CaKyIlbalby TPaJNI[MOHATHE HAPOJHE MY3HKe U HeHOj My3nuKoj anammsu. Y Cpbuju je
TaKaB IPUCTYII jOLI Off ApyTe monoBuHe XIX Bexa 6110 MHCIMPICAaH POMAaHTIYAPCKOM HAIIVIOHATHOM
MI/[CI/[jOM M TEXHOM 3a O9YyBabEM YCMEHO ITPEHOUIEHOT BOKA/THOT I/[/I/I]'[]/I MHCTPYMEHTA/THOT MN3pasa
HPETIOCTaB/beHe apXaldHe IPOUITOCTH, KaPAKTEPUCTIHIHOT 32 06peIHO-06MYajHI M CBAKOJHEBHM
JKUBOT JbY{11. My3W4KI ITKOIOBAHY MCTPA)KMBAYM Cy 3 TAKBMM MaTepujaioM Tparanu Mehy Hagapenm
usBohaunma us ofpehennx reokynTypHux npesena, a o cpesyHe XX Beka moce6Ho cy ce GoKycupany Ha
yZa/bere ceocke cpefne, 6yyhu ga ce ramonme Hacnehe cmarpano Hajyrpoxenujum ramomnvpajyhom
VHyCTPUjaIM3alijoM, eMUTPAIIjOM, I1a i rIo6anu3anujom. Vinak, kanuranHa 6eexerba Cy BpIIeHa y
rpajioByMa 1y capajitby C TPaJICKUM CTAHOBHUIITBOM, a Ka0 IITO HOTpryje MaTepujaly OBOM U3Jakby
- IoOHeKaj je OemeskeHa ¥ TPaMIIMOHATHA IPajiCKa HAPOJIHA My3MKa.

Op mpecyHOT 3Ha4aja 3a eTHOMY3MKOIOTHjy 610 je u3yM (a KacHMje, HApaBHO, U Pa3BOj) TEXHOMOT1ije
TOHCKOT CHUMaHba jep je omoryhuo npenusas npuctym mysury u Hotorpaduju. @oHorpad je HacTao jorun
1877. rogune (mponanasad je 61o Tomac Ana Egycon /Thomas Alva Edison/), a HakoH Tora, ¢pusndka
TpajHoCT (y cMuCTy 06/IMKa U MaTepyjajia M3pasie) U JOCTYIHOCT Hocaya 3Byka 6p3o je HalpefoBaa.
I'pamodoHCKe MIode ¢ My3UKOM CPIICKUX nsBobada mocroje jour of mpux roguna XX Beka, a pajujcku
nporpam y beorpagy emutyje ce ox 1929. roguue. YIpkoc ToMe, Hal[iioHanHe MHCTUTyIMje 3 Cpbuje
Tek off 1930. rofmHe movese Cy fla CIPOBOJie TOKYMeHTapHa be/lexxerba 3ByKa,' Kajja Cy ¥ capajiHIII
Ernorpadckor myseja y beorpany (Bopusoje [Ipo6makosuh 1 Kocra Mauojnosuh) mouenn sa Bpie
TepeHCKa CHUMarba HApOJIHE MY3/Ke Ha BOLITAHE [/10Ye, YMMe Cy HEMEP/bUBO JIOTIPUHENN HheHOM CIIa-
caBamy off 3a60paBa.> Kacuuje cy ce passujie 1 Ipyre TeXHOJIOTHje TOHCKOT (Kao ¥ BuJeo) Oenexersa,

1 CHUMKe My3JKe KOjy je M3BOLU/IO CPIICKO CTAHOBHUIITBO Gerexxuo je u pauuje (1912. ropune) mabapckn
komrnosutop Bena Baproxk (Béla Bartok).

2 OBuM CHUMIIM M BUXOBY IUTUTATHYU IPECHUMIIM UyBajy ce y Mysukonomkom nactutyry CAHY ny nnany
je BIXOBO 00jaB/bUBabE.



/1M TPajHUjM HOCAYN KOjU CY HAKOH CHMMaka MOI/IN fia 6e3 3Ha4YajHMjux ourTehema BuIneKpaTHO
PenpoayKyjy 3ByK 6me Cy Tek MarHetodoHcke Tpake. Victopemero cy marsetodoHu u MUKpOdOHM
3a7[0B0/baBajyhux nepdopMaHCcH HOCTa/IM IIMPOKO JOCTYIHYU i (PETaTUBHO) jeIHOCTABHY 32 YIIOTpeby
IIPUIMKOM CHMMaka I HAPOYMTO eMUTOBAA, a OMOryhaBaiu cy 1 MaHUITY/IAL]y 3BYKOM KOja je Off
K/bYYHOT 3Ha4aja 3a MUHYI[IO3H) €THOMY3UKOMOIIKY aHATUTUYKM PaJi — yCIOPaBatbe CHUMKA IIPUTIN-
KoM penpopykuuje. Y gpyroj nonosuny XX Beka oBaj HOCad 3ByKa 610 je JOMUHAHTAH Ha TEPEHMUMA Y
Cp6uju, a cy HajBehe u cafip>kajHO HajKBaIMTETHNjE KOJIEKIMje € THOMY3UKOMOUIKIX [JOKYMEHTaPHIX
cHMMaKa (y CMUCITY TIPUCYCTBA Pa3HOBPCHOT 1 T06pO N3BeIeHOT MY3MYKOT MaTepHjana, alnu He YBeK U
KOHTEKCTya/THUX IIOfjaTaKa) HacTajle yIIpaBo 3aXBajbyjyhu Toj TexHOmOTrMjIL.

Jenna off Haj3HAYAJHMMX FOKYMEHTAPHMX 3BYYHUX 36upKy y Cpbuju Hamasu ce y My3nKOmOmKOM
nHCTUTYTY CpIIicKe aKajieMuje HayKa M yMeTHOCTY, Koji je 1948. rofiHe 0OCHOBAH pajiu MPUKYTI/batba,
o6pajie 1 oOuyBama CPIICKOT My3UYKOT Hacneha, Koje ocuM 3ByYHNUX TparoBa HPOLIIOCTH, 0OyXBaTa 1
dotrorpadeky, mucany u mraMIaHy JOKyMEHTAIUjy, a TOCe6HO MeCTO 3ay3MMajy HOTHIU MaTepyjasin.
Janac MIHcTUTyT cipoBosin GyHaMeHTATHA TIPOyYaBarba y 06/1acTi My3MKOMOTHje M eTHOMY3IKOIO-
ruje, ysumajyhu y 063up panuje npumapHe U3BOpe, a/iii UICTOBPEMEHO IIPUKYI/bajyhit 1 HOBY TepeHCKy
rpaby. Cepuja koMIakT-guckosa 38yuna pusnuya Mysukonouikoi uncinuinyiia CAHY nokpeHyTa je ¢
MMII/BY TIPeJICTaB/batba IPATOLeHNX JUTNTATM30BAHNX CHIMAKa TPaII[IOHaTHe My3/Ke Kako 61 ce
OHM YYMHW/IM WIMPOKO JOCTYIHMUM (JIOKa/THUM 3aje[JHULIIMA, eyKaTOPUMA, /byOUTe/biMa HapOIHe
MY3UKe 1 Cpr‘{HOj jaBHOCTI/I Y 3éM/bU I/[HOCTpaHCTBy) u MY}IT]/I(bYHKLU/[OHaI'IH]/IM, HOCC6HO Ha 1ospy
samTuTe MysuaKor Hacneha.? @oxoapxus VIHCTUTYTa je HEIPOIIEIIBO OOraT IpeMa 3Ha4ajy MaTepujana,
a HeKO/IMKO reHepallija capajiHIKa, Kao i HeKO/MIMHA JIOHATOPa, 00€36€/I1II0 je U IberOBY BOTyMIHO3-
HOCT. Y IeMy ce Ha/rase BoluTase ruode (144), sxidanu kanemosu (34), MarueTodoHCKe Tpake (TPeHyTHO
0K0 950), Kao I ayAyo-KaceTe, alu i AUTUTaTHO CHUM/bEHN JOKYMeHTH, Mel)y KojuMa cBe 3HadajHIje
MECTO 3ay3MMa 1 ayin0-BU3yeTHu MaTepujajL. IIpse Tpu KoneK1uje Cy y HOTIYHOCTM JUTUTA/IM30BaHe
1 6a3MYHO KaTA/IOTU30BAHe, Te je HIXOB CafpiKaj ZOCTYIaH HCTPpaKMBaYMMa. Y bUMa, a HAPOUMUTO Ha
MarHeTo(pOHCKMM TpaKaMa Koje Cy y pOKyCy aKTye/He efiuiuje, Haaase ce MPeBACXOJHO CHUMIN Ha-
poxnHe Mysuke usBefieHe y Cpouju (Boka/THa i/vjiu MHCTPYMEHTa/IHA), /I ¥ My3UKa YMjy Cy M3BOhaun
Cpb6u ¢ mpocTopa HeKafjaliihe Jyrocaasiuje, IOTOM MPaBOCTaBHA I[PKBEHA MY3MKa, My3UKa CPIICKUX
kommnosutopa XIX u XX Beka, roBOpHM aKafleMMKa, ITa ¥ CHUMIM TIOMy/IapHe M TPaJIUI[IOHATHE MY3MKe
pasmnunTuxX Hapopa (Buue y: Jymunh Bunorujesnh 2018).

OBakBu APXMBCKU M3BOPM NJI€A/THA CY OCHOBA 3a la/by HPOI[YKLU/[JY y 061’[aCTI/I JAUTUTATHE XYMAaHUCTUKE
M aHTa)XMaH y chepu IpuMerbeHe eTHOMY3uKomoruje. Ha mpumepy oBor koMmakT-ucka moryhe je ysuperu
MoryhHOCTH cripere ouyBara HeMaTepyjaHOT 1 3By YHOT Hac/leha. 3ByyHa apXuBUCTIKa je Off IT0Ce6HOT
3HAYaja 3a OUyBarbe HeMaTePUjaTHOT Ky/ITypHOT Hac/eha, Tpem/ia je OHO KOHIIEN TYa/Ii30BaHO Y OfHOCY

3 TloBomom 70. roaMIImbMIE Pajia OB MHCTUTYIMje 00jaB/beH je IPBY HACTIOB U3 eAMIINje, IBOCTPYKU KOM-
nakt-puck Kocoso u Metioxuja: Mysuuka cnuxa mynisuxyniiypannociiiu 50-ux u 60-ux ioguna XX eexa (Jlajuh
Muxajnosuh, Joanosuh 2018).



Ha CaBPEMEHO IOCTOjatbe I OAPKUBOCT AedUHICAHNX efleMeHaTa. HanMe, JOCTYITHOCT UCTOPUjCKUX
CHMMAKa jecTe BayKHA KapMKa y a/leKBATHOM HETOBatby TPafUI[MOHATHIX My3IIKIX ITPAKCH KaKo 61 ce
u36era BbIUXOBa KBA/TUTATUBHA yIPOKEHOCT M HecTajame. MehyTum, n camMyt MCTOpUjCKH OKyMeHTapHM
CHYIMIIU Ka0 ONUIUBUBY apTeaKTH Cy IO PUMKOM 360T IPOMa/bUBOCTH ¥ 3aCTapeBaba HOCaua, Te
je HeOIXOZIHO BUXO0BO MpeBoberbe y caBpeMern GpopMaT Kako 61 OCTAN JOCTYITHI UCTPAKMBAYMMA
M 0CTa/INM 3aMHTePecoBaHMMa. 360T TOTa, jefjaH Off MOTIBA OBOT M3/[akha jecTe JIa Ce OJCTaKHe CBECT O
€THOMY3MKOJIOIIKOM 3BYYHOM I ayJMIO-BU3YETHOM JI[OKYMCHTOBaH)YyCTIY)Kél/l oJyBama HeMaTepVIjaHHOF
kyntypHor Hacmeha y Cp6uju — off TepeHCKOT CHUMArba, IPEKO apXuBupama (yK/byayjyhu moxpamusarme,
JUTMTaTM3ALM]Y U KaTaJIOTH30Bakbe), 10 YCTYIamba jaBHOCTH (Y by poMoLuje Hacaeha 1 o6pasoBama).
JlocTymHOCT CTapuX CHUMAaKa e/leMeHaTa TPAANIMOHAJIHE KY/IType KOju Cy JAaHAC MPOT/IAIleH ) HeMa-
TepujanHuM KynTypaum Hacaehem y CpOujy JOIPUHOCH PeBUTATU3ALN)I U NHPOPMUCAHOM O4yBatby
HaHalbuX u3Bohaukux mpakcu (Dumnié Vilotijevi¢ 2019: 172).
Hematepujanuo kynTypHo Hacnehe mpema Yueckosoj Konsenyuju us 2003. rofune o3HadaBa:

»IPaKce, IpUKa3se, U3pase, 3Hakba, BEUITIHE, KA0 ¥l MHCTPYMEHTe, [IpefiMeTe, apTedakTe 1 Ky/i-
TypHE IPOCTOPE KOju CY C IbMIMa IIOBE3aHN — KOjeé 3ajeIHIIE, TPYIIE U, Y Oje[UHUM C/TyYajeBuMa,
II0jeAMHIII, [IPETI03Hajy Kao [0 CBOT Ky/ITypHOT Hacieha. OBaKBO HeMaTepujaIHO Ky/ITypPHO
Hacriebye, koje ce mpeHOCH ¢ reHepaliuje Ha reHepalujy, 3ajeJHIIIe 1 IPyIle H3HOBA CTBAPAjy, ¥
3aBUICHOCTU O] (b XOBOT OKPY)KQH)&, BbIUX0BE ]/[HTepaKLU/[je C IpMPOJOM U HUXOBE MCTOpl/lje,
npyskajyhu um ocehaj upieHTHTeTa M KOHTMHYMTETA, M HA Taj HAYMH TpoMoBuryhu nomroBarme
mpeMa Ky/ITyPHOj Pa3HOIVMKOCTY I JbY[CKOj KpeaTUBHOCTH (YL 2).

VcrakHyTo MecTO y poHOTeru VIHCTUTYTa 3ay3UMajy CHUMIIM HaunkeHn Y Bpamwy 1 Braguuunom
XaHy 1 cenuMa y \bIX0B0j OKOIMHIY [IOYeTKOM ceflampeceTux rognua X X Beka (Bugeru: Kapra 1). Moja
MOTHBaIMja 3a 6aB/bere OBUM MaTepPUjaioM eI Y BUIIET O[T heM 6aB/berby TPajicCkoM HapOTHOM
mysukom (Bugern: Jymunh Bunorujesuh 2019), a apxuBcka 36MpKa CHUMaKa 13 HaBe[leHe 06/1acTu
cafpXu creuduYIHy 1 Ie/IOBUTO IPeCTaB/beHy TPAJULINjy KPO3 8patecky ipagceky tiecmy. Ped je o
Ipakcy Koja je 2012. TofiiiHe yIycaHa y peructap HemarepujanHor Kyntypaor Hacneha Cpouje (6p. 26)
Ha nipepior I'paga Bpama, mop cnepehum ommcom:

»IpajuumonaHe rpajicke mecMe Koje Cy HacTazie i Koje ce nesajy y Bpamy, y a cappella u y
BOKa}'IHO-]/lHCprMeHTaHH]/lM apaH)>XMaHMMa. MMajy quBaH KOHTVIHY]/[TET JKUMBOTa Yy l'pa}ly
Bpamy ox apyre monosuse XIX Beka 10 faHac, a moce6Ho Mecto Meby muMa nMajy oHe umjn
ce cafipKaj OHOCH Ha KOHKPETHA MeCTa, IMIHOCTH 1 forabhaje y camom rpany. Menopujcky
JIMHUjY OJJIUKYje HOKPET/bUBOCT, CKIOHOCT Ka HAI/IMM, A/l HeKHUM CKOKOBMMA U CYIITU/THA
OpHaMEHTHKa. MeTpOpl/ITMVl‘{KY OCHOBY YMHE PAaBHOMEPHU M MEIIOBUTY TAaKTOBU U pUTaM
rubato. ECTeTCKM MMIIEPATHB je CYITUIHOCT IIeBadeBOT I71aca i IIPEFAHOCT CafipyKajy IecMe, y3
BIICOKE MOpajIHe Ha30pe Koje IleBad IIPOM3HOCH Kao 1ndHoCcT. OBa n3Bobauka mpakca pasBujeHa
je mebyy 6pojHyM MysuyapyMa, IeBadMMa U MHCTPYMEHTA/IMCTIIMA Ha IOAPY4jy Bpaa, rpagy
Ha jyry Cpouje” (HKHC 2015).



Kao mrro he ce Buzietyt 3 cTyfjuje y HaCTaBKy OBe KibIDKILIE, 8Pt CKa iPAgeKa fiecmMa je U3y3eTHO
3aHMM/BUB (eHOMEH HAPOJIHE MY3HKe — IheHe KapaKTePUCTHUKe N3/ Bajajy je Kao oCcebHY rpajicKy My3HKY,
a cenuQuYHa je 1o oleBakby IOKaTHIX PeaTHUX TMIHOCTH i forabaja. VicToBpeMeHO je MHTPUTaHTHO
HMTabe HheHe ,HapPOJHOCTH , OFHOCHO HheHOT ayTOPCTBA U 3aCHOBAHOCTH Ha MOITy/TapHOj OpMjeHTa-
nm3yjyhoj mpezcTaBu Bpama Koja je yTeMe/beHa y KIbUKeBHOM OITyCy 3HAMEHUTOT CPTICKOT peaniucTe
Bopucasa Crankosuha (1876-1927).

Marepujar Ha OBOM [JUCKY je Ha TepeHy IOUYeTKOM cefjaMmzieceTnx rofmua XX Beka TOHCKM 3abere-
xnma Pagmnna Ierposuh, erHomysukomor 6oraror HaydHOr omyca mocsehieHor IIpeBacxoHO CPIICKOj
BOKA/IHOj TPaJMIIMIOHA/IHOj MY3UI}, a/IX MICTOBPEMEHO 1 BEOMA aHIa)KOBaHa y IPUMEHEHOM pajly
(c mepujuma, PpecTuBanMMa, CTPYKOBHUM OpraHM3aliMjaMa U JPYTUMa), ITO je CBe MPOU3IA3NIO0 U3
TEPEHCKOT KOHTAKTa C HApOJHNM Mysudapuma umpom Cpbuje. Ha meHnM CHUMIIMMA Ce PETKO Ha/ase
UHTEPBjyU, I Cy My3UIKa U3BOhera Koja Cy Ha m1Ma, y HajseheM 6pojy crydajeBa, penpeseHTaTUBHO
orfabpana 1 mpunpembena. Haxxanoct, feTa/bHu nucaHu MOJAIHM C TePeHa Kojit ¢y ce Moru Hahm y3
KOJIEKIIMje IeHNX CHIMaKa 13 Bpama i Bragnmannor Xana Hucy nponahenn, anu cy cpehom cauysane
JparoleHe reHepaiije o MECTY, ATYMy U KasUBa4MMa, [1a U IIOHeKe HaroMeHe o Hymepama. O sHavajy
pesyaTaTa beHMX UCTPAXKMBabha Y OBOM KPajy CBE[OYM YMIEHMIIA Jla Ce CBA KACHMja UCTPaKMBakba
Bragmansor Xana (Byjunn, Muxajnosuh 1998; Visanosuh 2009; Pakodesnuh, Jlonnh 2019) Temerme ce
Ha leHOM Kpahewm, anmu 13y3eTHO MHGOPMATHBHOM TEKCTY O TEPEHCKIIM Ha/la3uMa C IIPUJI0)KEHIM HOT-
HVM TpaHCKpumuujama (o6jasben 1971. y Bparockom inacHuky), Koju je HACTa0 Ha OCHOBY MaTrepujaia
3abe/Ie)XKeHOT Ha TePEHCKOj ekcreuiuju 1970. rouHe Koja je o6yxBaTuia i Bpame.

Marepujan cHuM/beH Y Bpaiby 11 OKOZIMHM CajipK1 IIPEKO JIeCeT 4acoBa 3ByKa. Bparwcka ipagcka tiecma
jey BeMy 3aCTyI/beHa Kpo3 CHUMKe JaHaC YyBEHNX IleBava, a/li i KPo3 CjajHa u3Bohera Make MO3HATIUX
nHTeprperaropa. [lotom, 3abenexeHe cy pasmanTe obpefHe v 061TajHe, a7y 1 IMPCKe eCMe U3 cena
y okonmuHu Bpama u Braguuunor Xana. YcHUM/beHe Cy U CBMPKe Ha HAPOJHUM UHCTPYMEHTUMA, a [Ie0
npumMepa cpehe ce Ha mpem nogpydjy y Cpouju.

Pasmarpajyhu mapOpMaTHBHOCT IpuMepa, 3aCTYT/beHOCT Pepe3eHTaTUBHIX U3BOherba i TOHCKI
KBa/IMTET MaTepujaa, ofabpaHe Cy HyMepe Koje Cy He CaMO YMeTHUYKM ycIesne ussenbe, Beh u peTko
CBEI0YAHCTBO 0 popMama, KapaKTepUCTMKaMa U Y30PHUM MHTePIpeTalujaMa 8parcke ipageke ilecme
Y MHCTPYMEHTA/THUX )KaHPOBA, KA0 I MVPOj jABHOCTY HEJOBO/LHO MO3HATHX MPpHMepa 06peHo-06u-
4ajHor ceockor GonKIopa us okonuHe Bpama. IIpBOOGUTHO je AMCK NIAaHUPAH K0 U3Jlakbe Y IOTIIY-
HocTu nocBeheHo 6parckoj ipagekoj iecmii, OFHOCHO HeHNUM KaIMTATHIM [eCMaMa ¥ BapijaHTHUM
usBohemnMa, ¢ njIejom IpyXKarma OCHOBE 3a JAHAIIIEbe MCTOPUjCKI ocBenrheHo nsBoheme, Kao gofarHe
KapMKe Koja IOTIIOMayKe JIaHal] yCMEHOT Ipefiatba. V3yseTHO BaKHO MECTO Y 0BOj TPaAMLMjH 3ay3uMa
Crana ABpamosuth Kapamunra, ma cy 3aTo pasmMaTpaHa i leHa fjefia ¥ ”HTepIIpeTaliuje, ajii je u30cTana
CaT/TaCHOCT HeHNX HaCTTeTHIMKA KOjoM 611 ce 06e36e/ima JOCTYIMHOCT THX HyMepa Ha HeKOMePIIMjaTHOM



¢dbonoapxuBckoM usfamy.! Y JaTiM OKOTHOCTIMA KOHIEIIT jé IPOMEeH y KOPUCT KOMIITIEKCHIjer
Ipe/icTaB/batba My3idIKOT Hacaeha 0BOT Kpaja — MpuKasuBarbeM fiefla CeoCKOT Haceha 3a0KpykeHo je
IpUKa3uBakbe KOHKPETHOT TEPEHCKOT UCTpaxkuBama Pagmure [lerposuh.

Kommaxr-puck Hapogha mysuxa Bpara cryuraoriuma he mpefctaBuTi KoHTpacTe I0KamHOT, 06peHor
¥ CEOCKOT HACIIPaM ,OpMjeHTa/THOT , IOIY/IAPHOT, TPajICKOT My3IYKOT je3uKa, HoToM nsmehy cBupama
CPIICKVX ¥ POMCKMX MY3M4apa, Kao I PACKOLI 13pasa Jby6aBHUX TMPCKUX IlecaMa Koje ce Be3yjy 3a rpaji
Bpame - caMe IecMe HICY TONIMKO HEIO3HATE jaBHOCTU KOZIMKO TO jeCy usBoberma y TpaMuIOHaTHOM
Manupy. OCHM My3HYKOT CEH3MOMMTUTETA i KPUTEPHUjyMa XPOHOTIOIIKE CTAPOCTI HACTAHKA ITOjeMHIX
crojeBa Mysu4KoO-(hOIKIOPHE TPafulije, CUKeN IOTCKMUX TEKCTOBA IecaMa OfpefiU/IN Cy Pefoce]
HyMepa, IIpK YeMy je oceOHa makiba mocsehena kxmacubukanuju rpafcknx HapogHux mecama. Ha
CaMOM MOYeTKy HajTase ce oflabpaHe mecMe CTapujer CeOCKOT 06peTHOT C/0ja, JOMMHAHTHOT IpefiMeTa
MHTepPecoBamba eTHOMYy3uKonoray Cpouju, Kao i - YMHMU Ce Ha OCHOBY IIOTOM€ Iy 6/IMKALIMje — TeXXUIITa
TepeHcke excrieguiuje Pagmue Ierposuh 1970. rogune (ITerposuh 1971). [JucK nounbe ma3apuakom
TIeCMOM TTO37IpaBHOT KapaKTepa, a IpBe HyMepe IIpaTe pacropes TOANII:ET IMKTyca obpefia y meTmeM
nonyroby (1-3), HAKOH KOjuX C/Ie[jy IleCMa 13 XXMBOTHOT LIMK/Tyca o6u4aja (4). VIHCTpyMeHTaIHe HyMepe
3a0KPYKY]y HOjef[iHe TeMAaTCKe Iie/IiHe IecaMa 1 YnHe (YI/IaBHOM KapaKTepPHUM KOHTPACTOM) Iperase
ka creftehum. OHe yjefHO WTYCTPYjy TUTIMIHE MHCTPYMEHTE, CacTaBe M flefloBe perepToapa oOBOT Kpaja
- MACTUPCKe MHCTPYMeHTe TUIIMYHE 32 CPICKO CTAHOBHUIITBO Kao LITO Cy CBUpana/nynyk (5) u gBo-
rmacHe rajpe (21), Te nIecHe HyMepe 4auax, Kao ¥ MHCTPyMeHTe Ha KojiMa Cy POMI yBenTuKo UsBORUIN
TpafiCKy HAPOHY MY3MKY Y aHCAaMO/MMa, TIONTYT KapuHeTa C TATAHOM KOjuMa ce CBupao vouex (14),
KJIapyHeTa C XapMOHMKOM (34), u Tpybaukor opkectpa (26). ITocienba HyMepa Ha OBOM JUCKY CBOjeBPCHA
je MHCTPYMeHTa/IHa KOJja Lie/nHe u noficehatbe Ha Haj3acTYI/beHUjU CaJiPiKaj, KOjI YK/bydyje 1 Bep3uje
HOjeINHUX BPatbCKMX IPAICKMX Iecama.

ITomeHyTe rpaficke HecMe IPUIAJAjy OGMMHOM ¥ XeTepOreHOM JKaHPY TMPCKIUX JbyOaBHUX IecaMa,
32 KOje je KapaKTePUCTUIHO JIa TAKO CTUUY HOIYIAPHOCT, 6P30 ce MpeHoCe I IOf/I0XKHE Cy IPOMeHaMa y
BPEMEHCKUM ¥ IPOCTOpHMM okBupuma (3akuh, Pankosuh 2016: 71).° Mako cy ce celaMfieceTUX TOfHA
IPOLIIOT BeKa (Kao U JaHac) M3BOAMIIe y KOHTEKCTUMA KadaHe, KOHIIePTa U CJI, IIOPEKJI0 )KaHpa Besyje
Ce 3a IPU/INKY NeBarba Ha CBafo1, a puMeheHo je 1 KacHuje fa ce HeKe IIecMe I1eBajy OBOM IPUTOFOM
(3maranosuh 2003). VisyseTHo je BaskHO ncTahm vt 1a ce CKy I 6parckux ipagekux fiecama fio JaHac eMCKu
MCTIYE KO J1e0 JIOKA/THOT KY/ITYPHOT upieHTuTeTa. JInpcke /bybaBHe mecMe IIpeysuMarie Cy eieMeHTe 13
apxan4Hor o6pesHO-0614ajHOT Hacteha, a ¢ gpyre crpaHe cy ce mako npuarobhasaje CBaKOJHEBHOM
JKMBOTY Y CEOCKOM ¥ rpafickoM okpyxkemy (Camapyuja 2007: 70). Y eTHOMY3MKOMOMIKOM AUCKYPCY Y
Cp6uju one ce mory mponahn Mehy nexanenapckum, /by6aBHIM, IOPOJYHIM, CBAKIIAIIBIM, IIaJbUBIAM,

4 VurepecanTHo je a Mysukonomky nucturyT CAHY mocenyje jeiiHO II03HATO 3BYYHO 3a6e/IeKeHO n3-
Bobeme Crane Aspamosnh Kapamunre mene necme (mpema 6asu Coxoja) Jumuitipujo, cure Muilipe, IKOHUIHOT
npyuMepa rpajicke HapojiHe MysuKke Bpama.

5 IIpema: Pagmuna ITemnh, Haga Munomesuh Bophesuh, Hapogha krwuscesnocii, Beorpan: Tpebuuk, 1997, 141.
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cBajibeHNM 1 ApyruM ecMama. [Tojiesie OBe yCMeHe Ioesuje Hil Y KibJDKeBHOCTI HUCY CUCTeMCKe, Beh ce
IbVIMA 3aIPAaBO BHUIIE HCTUYY MHOTOOPOjHOCT IOBPCTA, 0COOEHE CTUMM3AIINje, 3ABUCHOCT BaPHjaHTH
of moxHe6/ba 1 TpeHYTKa cakyIbarma (Camapyuja 2007: 71). Ha oBoM MecTy yBOJM Ce YpeIHIYKA K/Ia-
cuduKarmja rpajicke HapojHe My3uKe IpeMa JOMUHAHTHUM CYDKejHUM MOTMBUMA [IOETCKUX TEKCTOBA,
OnpaBjaHa I0Tpe6oM 3a Gy HKI[MOHATHIM IPYTIACAHeM My3UYKI CINYHYX IIPYMepa C UCTOT TOKa/TNTeTa,
Ha HaYMH []a OHY Oy[1y MPUCTYIAYHM IITO IIPeM KPYTy Crymanana. Taj mpyucTym MMa IoTIOpY y HOCTaBLM
/pybaBHUX ecama ¢ KocoBa 1 MeToxuje Kojy je cadmHmo eTHOMY31Konor Muogpar Bacumesuh 1950.
ropune (Bacumesnh 2003). [IpBu cermeHT rpackux mecama (6-12) mocsehen je mecmama y kojuma ce
OIIeBa JIETIOTA XXUTE/bKI UV JKITe/ba Bpama, ¢ pedepeHIIoM Ha TOIOHMME I ICTOPUjCKe Ui GUKTUBHE
JIMYHOCTH KOje Cy Ba)KHe 3a JIOKaTHY KYATYpHY uctopujy (ocum nHymepe 9, koja ce cpehe u Ha gpyrum
npocropuma). Creprehe 1Be HymMepe IIpe/iCcTaB/bajy AUCKYPC HOCTANTHje 3a TIPOLIINM BPeMEeHIMMA — KaJl
3a mnagomwhy (13) u crapy urpauky menoaujy (14). Tema HapenHux necama (15-17) jecre 3aby6/peHOCT
360r Yyera OHe IPKUIIAJAjy /by6ABHOj TUPHULN Y HajykeM cMuciy. Crienududan MOTHB y /by 6aBHOj TMPULIU
jecte pasroBaparbe 0 yzaju (18-20). Meby HajmosHaTujum sparockum ipagckum fiecmama cy oHe mocsehere
HeysBpaheHoj /by6aBu 11 /by6aBHOj IpeBapu (22-25). IToce6HO MecTo y donknopy jyroucroure Cpouje
3aysuMa MOTUB yfaje (unn ypate) Cpnkumbe 3a Typunua (27-28). [Ipux/byueHa je 1 HapaTHBHA MecMa
U3BeJIleHa Ha HaYMH TUIIYAH 32 MMPUKY — o mapy Cymejmany (29). Ha To ce HafoBesyje cerMeHT AincKa
nocsehen BojunukuM (30) u moceuyHo TparnyHuM tremama (31-33). Hymepa 32 npejictaB/ba KOHTPACT-
HO CE0CKO TIeBakbe M TEKCTYaTHO Iy>Ky Bep3ujy mecMe Koja C/iein 3a FOM U KOja je IMPOKO TOoIy/IapHa.
Hywmepom 33 je 1 My3dIKy 3a0Kpy>KeH CeTMEHT JINCKa mocBeheH rpafickim mecMaMa — HameB Josare,
cuHe, Josane CpofiaH je u3Bef0M Koja oTBapa osaj Hus, Citojanke, dena Bparanxe.

Kmmxuiia Koja mpaTy IUCK, OpeJ| YBOJHOT TEKCTa, CAJip>KI CTYIMjy MHCIMPUCAHY MaTepyjanioM
CHUM/beHUM y Bpamy cemampecetux roguaa XX Beka, Koja objanrmasa HApOLHY My3UKy Bpama n
npobreMaTusyje UCTOPUjCKe CHUMKE 8parcke ipageke flecme y KOHTEKCTY HeMaTePUjaTHOT Ky/ITyPHOT
nacneba. 3a cTyaujoM ceu cincak Kopuihere uTepaType y 0BOM U3/alby, KOjU CHHTETHIIE OCA Al Ebe
HaIICe O OBOj MY3MYKOj mpakcy u pedepentaH je 3a 6yayha ncrpaxusarma. CBu IIeBaHM TEKCTOBY Cy
TpaHCKpU6OBaHM hUPUIMYHIM ¥ TATMHMYHIIM IIICMOM 1, y CK/IaJy C OJIMTUKOM efuiiije (CasmaHoM
Ha OpMHIUINMA BaxkehnM y gujanexTonoruju u GoKIOpUCTUIIN), 3ATIUCAHI CY 110 GOHETCKOM IMPMH-
IUITY — OHAKO KaKO Cy peun TleBaHe, 6e3 HasHauaBarba Of[HOCA TTpeMa KIbIDKeBHOM jesnky. Capipkaj
pedpeHcKor KapaKTepa Ha3HAUeH je IOJ[B/IaYebeM, II0CeOHO IIPY 3aIICHBaby IpBe CTpode Kao IpuMepa
neBaHe Menoctpode. KoHauHo, JaTu Cy CTpyIHI KOMEHTAPy HyMepa, KOjU MMajy 3a IM/b a CTyIIaolu-
Ma Ipub/IIKe KOHKpeTHA M3Boherba I IojacHe My3idKe, MOETCKe I KOHTEKCTYaTHe KapaKTePICTHKE.

OBy cHUMIH, K20 3ace6HO U3farbe, He 6u 6MIi JOCTYIHM 6e3 TOKaTHIX Mo3HaBaala 1 ussohaya
HapojiHe Mysuke Bpama. [Toyact 3a weHo ouyBame Mysukonoumku uacturyr CAHY gyryje cBum ne-
BauMIlaMa, [IeBAYNMa I CBMPAYNMa Ynja Cy n3Bobherma CHUMI/beHa Ha TepeHy, a To Cy (1o a30yYHOM pefy
npesuMeHa u uMeHa): Asup Ajpepunosuh, Kypra Ajpenunosuh, Tpajko Ajpenunosuh, Jby6unka by6a
Bynarosuh, [Iparuma Bennukosuh, Kojaguu Josuh [uya, Ilerponnje Kpcruh, dyman Maagenosuh
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[Inypko, Vikounja Crojkosuh, Buga Crojanosuh, JKusojun Cromnh Bypua, Josan Croumnh Kare,
Mue Croumh I'aBpa, ViBko Tommh; kao n usBobhaun unju je upenTnTeT 0cTa0 HeOTKpNBeH: Hykoma 1
IBe XKeHe U3 cena Mamak, 4laHOBM TPy6aukor cacTaBa 13 cena Joar. Komuko je mmpoka JOCTYIHOCT
CHMMaKa KOj1 Cy Ha OBOM HEKOMEPUIIVjaTHOM JIUCKY iparolieHa 3a IIojefluHavHe TIOpOiMYHe TpajjuIiuje,
TIOKaJTHY MCTOpHjy Bpama, eTHOMY3MKO/IOIIKa TpOyYaBak-a HeMaTepyjaTHOT KY/ITYpHOT Hacneha, amu
My3uuKy Kynrypy y Cpouju, ysupenm cy HaclefHULM M3Bohaya ¢ KojuMa CMO HEIIOCPEIHO /I IIOCPETHO
CTYNN/IN y KOHTAKT, Ta ce Mysukonomky nuctutytT CAHY 3axBabyje Ha pasyMeBary 1 CarlacHOCTHI
3a o6jaB/puBame (110 a30yYHOM pefly mpesuMeHa 1 uMeHa): Auy Ajpenunosuhy, Visu Ajpenunosuhy,
Kypru Ajpennnosuhy, Munany Ajpepunosuhy, Cnrob6onany Ajpenunosuhy, Maju Bexsanau, Cnasuiu
Bynarosuh, Muogpary [lypmamesithy, Mupjaan Hukonuh u Bpanumupy Cromnhy Karery.

Maxo To HUje BU/BMBO M3 APXMBCKMX CHUMAKa 1 cadyBaHuX mparehux 6emermki, momoh Pagmirmu
ITerpoBuh Ha TepeHCKOM MCTpaXKMBalby M CHUMAkY IPYXXWIa je mpodecopka Mysuke us Bpama,
Crno6onanka Murtuh (ITerposuh 1971: 389). [letieHunjama KacHuje, Moje pasyMeBarbe KOHTEKCTa OBOT
MCTOPUjCKOT MaTepIjana n 6parcke ipagcke fiecme y CaBpeMeHOM TPeHYTKY (y Bemnkoj mepu ofipehennm
nemoryhnourhy ofyracka Ha TepeH yciey enuaeMujcke CUTyalyje) HeMep/bIBO je yHAIPeo TOCIONIMH
Bpaunmup Cromuh Kare (pohen 1967). Ocum 1ITo je HacTaB/bad IOPOANIHE MHTEPIIPETATOPCKE JI03€,
3a CBOjiM OIleM JoBaHOM (4Mje je IIeBame 3aCTYI/beHO Ha OBOM JIUCKY) U cTpuiieM [Ipexparom, oH je u
BPCTaH HOCUJIALL 8parbcke ipagcke fiecme 1 6larofjapHa caM IITO je CBOje [yTOTOAMIIbe UCTPaXKIMBalbe,
JyOMHCKO IO3HABakbe KY/ITYPHOT KOHTEKCTA, aKTepa i IeTajba O IleCMaMa Te TPa/{UIIMOHaTHe CTUTUCTIKE
IIeBarba HeCeOMIHO MO0 Ca MHOM KPO3 CjajHa IpumoBesama. Ocum Tora, 6es mheroBor eHTy3njasMa
U 3aj1aramba He 6ucMo 6umM y MOryhHOCTHM fja CTYyHmMMO y KOHTAKT C HaclefHUIMMa BehnHe nmosHarux
MHTEPIPETAaTOPa 3aCTYM/bEHUX HA OBOM JIUCKY.

BaxHOCT TIOCTOjamha OBMX CHIMAKa TIPENo3Hao je fupekTop HaponHor myseja y Bpamy, rocopin
Camra CramenkoBuh, koMe ce 3aXBaJbyjeM Ha IPEIIOPYLIM IPOjeKTa. 3a pUHAHCHPAKbe U3/[atha 3aCITyKHI
cy MMHKCTapCTBO IPOCBETE, HayKe M TEXHOJIOIIKOT pa3Boja 1 MUHICTAapCTBO KYAType U nHGOpMucama
Perry6rmke Cp6uje. [ly6oko momroBarbe Ha HecebuuHoj moppinu gyryjem ap Karapuun Tomamesnh
KOja je, Ka0 3aCTYIHNUIA U3[[aBaya M MHCTUTYLje O] YMjUM Cy OKPU/bEM OBM CHUMI[M HACTasIM U 06-
pabenu, Beoma fonpunena peanusanuju. Ha maxx/biBOM CTyLIatby M YMTalby CaM HEM3MEPHO 3aXBa/THa
KOJIETMHNI[AMA eTHOMY3UKOnmo3nuMa 13 Mysukonomkor nactutyta CAHY y Hajuimmm 3Bamuma, Ha
pelnensupamy akagemuky CpIcke akajemuje Hayka u ymeTHocTy CBerucnasy boxuhy, a kpurumaku
pucTyI perjenseTkuba Ap Hanke Jlajuh Muxajaosuh (Mysuxonourkn uactutyt CAHY) u mpod. fp
Cenene Pakouesuh (PakynreT Mysudke yMeTHOCTH YHMBEp3UTEeTa yMeTHOCTH Y Beorpasy) Beoma je
YHAIPe/II0 MOje IPOMUIIJbalbe OCHOBHOT MaTepujana. [loce6Ho cam 3axpanua u ip Camu 3n1aTanosuh
(Ernorpadcxn uncTutyr CAHY) Ha KpUTHUKOM YUTaIby CTYAMje KOja TPaTyi OBO U3/jatbe.

OBo m3fiame je pe3y/nTaT BeTMKOT 3a/1arama 1[e/IoT TMMa CapaJHIKA. 3a TePEHCKMM 3BYYHIM Ma-
TepMjasIoM je Tparaaa ¥ CHUMMIA ra eTHoMysukosor ap Pagmuia Ilerposuh. [Jurnranusosana ra je
konernunia Munuia O6paziosuh, a ja cam ra karanorusosasa. 3By4HO Ta je 0671MKOBAO U IPUIIPEMIO
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samy6nukoBatse (y mpenysehy ,,City Records”) Ton-majcrop 3opaH Jepkosuh, Kojut je TOHCKHM HaATpagno
Apamaryprujy ogabupa u pefocneaa Hymepa. Ilicann u rpadmakn MaTepujan OpIK/bUBO je IPUIPeM/beH
Y Kpa/beBauKoj LITaMIapuju , Pyka’, 3a 1Ta je moce6HO 3acmysxaH rocrofus Mumpko Hemosuh. Epexran
PACKOLIHY BU3Ye/THY JIU3ajH U3/jatha 3aCHOBAH HA MOTMBUMA C BPalbaHCKe HOIIIMbE IeJIO je TOCIIOfHA
Munana Jannha. 3axBanza cam n rociopyay Crojany ApraxijeBy i3 Pemy6minakor reofeTcKor 3aBojja Ha
npenusHo uspahenoj reorpadckoj kapTu. Moju BULIErOfMIN LY CAPAJHILIN Ha KOPEKTYPU U IUTAbIMA
Be3aHUM 3a reorpadcko Manupase (ap Bragumup Muxajnosuh) u Ha mpeBofy Ha eHITIeCKH je3uK (p
VBana Mepinh) cy i MOju KpeaTHBHI CATOBOPHMIN ¥ ITAK/BIBY YU TAOLIM, HA YeMY CaM MM YBEK 3aXBa/Ha.
3axBabyjeM ce I IeKTOPKY 3a CPIICKM je3uk, Karapuuu Crnacuh. OrpoMHy 6arogapHocT yryjeM cBojoj
HOPOJIMIIM 32 CHA)KaH MOJICTPEK U PasyMeBatbe.

Mucuja oBor U3ama jecTe fia MPUOMIDKY HAPOAHY MY3UKY Bpara 11 OKOMIHe MTO MV POj YOIy
y Cp6uju 1 BaH meHux rpanna (OTyJ JBOje3aNYHOCT U3/Jamha), a IPMKaXKe pellpe3eHTaTuBHY rpahy
Of1 TIpe 0J/Ia BeKa CBMMa KOjii HACTOje fja 04yBajy HeMaTepujalHO KyITypHO Hacebe koje ninryesasa,
7T IpeficTaBy 60raTCTBO TOKYMEHTAPHUX 3BYUHMX CHUMaKa Mysukonomkor nactutyta CAHY, ma
IPOMOBHILE HE[OBO/BHO MIO3HATE ay TEHTUYHE JIOKa/IHe U3Bohaue Hapo/jHe My3uKe I a JOIpIHeCe
BUJI/BUBOCTY €THOMY3UKOJIOIIKOT NPMUCTYIIAa TPaUIIMIOHATHOj HAPOHOj My3uI[M. 3a Ha/ITPaJiby MOT
CTPYYHOT M HAay4HOT YCIIOCTaB/batha KOHTMHYMUTETA C PAHUjUM €THOMY3MKOJIOIIKMM MPOjeKTUMa
3aC/TY KHU Cy CapajIHUIIM PAsINYNTUX eKCIIEPTU3A, A EBEHTYa/THE MabKaBOCTY Y Peaiu3aliju OBOT
CITIOXKEHOT IOJIyXBaTa Cy CaMO Moje.
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Mapuja Jymuuh Bunottiujesuh

3BYYHU ITEJ3AK PACKPIII'hA: BPAIbCKA I'PAJICKA
ITECMA KAO JEO HAPOJHE MY3IIKE BPAIbA !
OKOIMHE CETAMJECETUX TOOVHA XX BEKA'!

Bpatwe y eftinonowkum u efliHOMY3UKONTOWKUM UCTHPAICUEALUMA

Bpame je rpaj y jyroucroqnoj Cp6uju, Koju ce IpBU IyT IOMM b€ ¥ BUSAHTUjCKUM Hanucuma us XI
Beka (Hukonuh Crojanuesith 1974: 18). IlenTap je Bpamckor [TomopaBsba, 06acTu Koja je 6171a 3Ha4ajHa
3a eTHMYKA KpeTama y BpeMe mpopupama Typaka y MopaBcko-Bapaapcke Kpajese (Huxonnh Crojangesnh
1974: 27). [To ocno6obema of ocMaHCKe BlacTu BepIMHCKMM KOHIPECOM OBO je 61/Ia My/TTUeTHUYKA
cpepyna — moctoje moganu o Cpbuma, Typrnma, Bracuma, Pomnma, motom o skusoTy I'pka mo rpag-
ck¥M 1 AnbaHala 10 CeOCKMM CpefiitHaMa, a 6o je u Mukpomurpanuja us llloncke obmacru, ITunme,
Kocosa u Kymanosa (Huxonuh Crojanuesuh 1974: 34-35). Bpame je uMaso xuBe Be3e C JaHALIBUM
CeBepPHOMAKeJOHCKIM I'PajioBIMa, aju 1 ¢ HoBobpuckom Kpusom Pekom, [Jorwom u Topwom Mopasom,
ITpusperom u IIpuIITHHOM, TOTOM APYTUM IieHTpuMa jy>kHe Cpbuje kao mro cy Hum u Jleckosail, a
Ka0 3HA4ajHO CeIMIITE MaIIaTyka 6110 je moBe3aHo 1 ¢ Victau6ynom (3maranosuh 1982: 3). Kpajem XIX
Beka (Taunnje, of 1878. roguHe) rpaj je [OXK1MBEO BEMKI Ky/ITYPHI Tpeobpaskaj 360T CHaXKHIX CPIICKIX
HAI[OHATHUX JJIeja ¥ CPeIbOeBPOIICKNUX YTHUIIAja, C KOjUMa Ce MICTOBPEMEHO OfIBUjaJIo ¥ Of6alBabe
OpUjeHTa/THNX KapaKTepucTuka kao Hazaguux (Hukonuh Crojanuesnh 1974: 39, 42). On nepuoga nsmeby
7Ba CBETCKA paTa MPYMeTHa Cy KpeTarba CTAHOBHIIITBA I3 Ce/la Ka TPafjoBIMa, a TOCEGHO AeMomyIaiuja
CTapor 3aHATCKOT ¥ TPrOBAYKOT I'PASICKOT C/I0ja Y KOPMCT HOBONPUAOIIINX BICOKMX YMHOBHMKA, BOj-
Hux mmua u rprosana (Hukomth Crojanyesuh 1974: 40). [Ipyru cBeTCKM pat U AyT IIePUOJ, HAKOH TOTa
HIICY JOHE/IV HOBHU KYITYpHN (II0Ce6HO He My3UYKN) IIPOIBAT y 0Baj Kpaj. [leo Bpamcxkor [ToMopaBska
jecre n mnahe Hacepe (n3 XIX Beka) Braguunn Xan (Tpudynocku 1954: 1), koje ce Ha/a3u Ha ceBepy
Bpamcxke koTnuHe, Ha Mehu mpema JleckoBaukom [Tomopasmy. Y cactaBy oBe obmactu cy cnepeha mecra
13 KOjUX HOTUYy CHUMIIM TToxparbenn y Mysukononikom nactutyty CAHY: Byjanosan, Bpame, Bpamcka
bama, Braguuns Xan, lopwu u Jowu Hepanosau, lybuuia, Xuropabe, Jarsmnno, Jenamnnna, Josar,
Kannmanue, Mawak, MptBuua, I[Tonom, Cry6an, Cypaynuua, Tprosuuire, Iler.

BpamaHcky Kpaj 6110 je IpeMeT OTICe)KHIX eTHOMOIIKIX MCTPAKIBaha,” Y KOjUMa Cy IIPeCTaB/beHe

1 Osacryauja je pesynTaT HayqHOT pajia Koju ce peanusyje y Mysukonomkom nactutyty CAHY, mog moxpo-
BUTe/bCTBOM MUHUCTApCTBA IPOCBETe, HAyKe I TEXHOJIOLIKOT pas3Boja Perry6inke Cpouje.

2 Kanwuranna cy gena Bugocase Hukonnh Crojanuesuh u Josana Tpudyrnockor, a 6orary rpaby o pasmmyn-
THM CETMEHTNMa HheroBe Ky/ATypHe 1 [pyuTBene ncropuje moryhe je mahu y Bpawckom inacnuxy, vaconmucy
Hapopnor myseja y Bpamwy xoju nsmasu og 1965. roguse.
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KapaKTePUCTHKe CTAHOBHUINTBA, IPUBPEie U je/MHCTBEHMX acTieKaTa HapOfjHe Ky/IType oIy T obuyaja 1
somme. [lesann ornkop je rakobe mpenosHar kao 6orat v crieruduyan — BP0 BasKHe MOJaTKE O TOETCKO]
IVIMEeH3Vj! HapOJJHMX IlecaMa OBOT Kpaja ocTaBuo je Momunio 3ratanosuh (Ha npumep, Kinra us 1982).
ITncao je 0 masapuykum, Kpabudkum, hyphesgaHckum, cBagbeHNM, KeTeTadKIM, TPALCKUAM, eIICKUM,
KOMUTCKMM, PeBOMYIIMOHAPHUM MecMaMa 1 Ty>)6amiijama, a moce6Ho Cy BpeflHa TyMaderba CTUXO0Ba
o MoTuBMMa ofHOca n3Meby cprckux gesojaka u Typaka, kao u o Mapky Kpasesuhy. [lparouenn cy u
HOZALIM O MICTOPHUjI MY3UUKOT XKMBOTA IPpajia Koje je cabpao eTHosor Taromup Bykanosuh (1987), mpez-
craB/bajyhn y OCHOBHIM I[pTaMa JOTA/IAll iy THTEPATYPY, My3IdKe MHCTUTYIIMje, UCTAKHYTE MOjefINHIe,
HapoJHe MHCTPyMeHTe 1 riecose. OBaj Kpaj je mo60YHO 6110 Ieo NCTPasKIBakha BULIIE eTHOMY3MKO/IOTa,
KpPO3 MCTpaXkiBame cyceiHux obnactu — Byjanosa (Bacuh, Tonemosuh 1980), JTleckosua (Bacupesnh
1960) u [Tunme (JTokmanosuh 2000), ocrasbajyhn Tako BpenHe mojaTke Koju IpeiCTaB/bajy OCHOBY 3a
ynopebupame 06peHO-061MajHMX My3MIKUX TpaguLuja. Mano6pojHu CKOpallmbi TEKCTOBU KOjU ce
TUYY MHCTPYMEHTA/THOT U TI/IECHOT MaTepujaia OCBET/IU/IN CY HeJOBO/BHO TTO3HATY POMCKY TPaJMIINjy
(Byjumn, Muxajnosuh 1998; Markovic 2012; Pamwh, Jumutpujesuh 2017; 3naranosuh 2021), ma Tako
H0CTOje Iofaly 0 GyHKIMOHNCAY TPY6auKuX OpKecTapa u o youeyuma. OBa 6orara mpakca y Bpamwy
saBpebyje moceOHy maXkiby M aHAIUTUYKY OPUCTYT y 6yAyhuM ncTpaxkusamuma (BuIie o Tpy6adkoj
npakcn y Cpbuju y: Golemovi¢ 1997; Jlajuh Muxajnosuh, 3akuh 2012; Zaki¢, Laji¢ Mihajlovi¢ 2012).

TpapguionanHa HapogHa My3yKa Bparma 1 oko/uHe 3afip>kaa je cBoje 60raTCTBO [10 JAHAC U Off-
CMKaBa KyITYpPHY IUTyPaTHOCT y 0BOM I'pajly (HapaBHO, e 3abenesxeHnX npumepa ce cpehe na mupem
nozpyyjy Cpbuje). 13 neobjasmennx 6enemkn Pagmue Ilerposuh moxe ce murdnrary pasHOBpCHM
JKaHPOBCKM IIPeceK CeOCKIX IlecaMa OBOT KPaja, ITa Cy TaKo cefjampeceTux roguna XX Beka Mehy cprickim
CTaHOBHUIITBOM CHUM/beHe: 06pe/iHe, Kao IITO Cy Tasapuyke Koje ce eBajy y HoceOHMM mpuanKaMa
OIIXOZja — Kag Ugy yIuLom ga ce 1a3ap pacitesa, kag nazapuue ynase y kyhy, na kyhy, xag gomahuua nehe ga
ux upumu, 3a geitie, 3a Soiatiiuje 3agpyrHo gomahurcinieo, kag uipajy kpos ceno, kag ynase y geopuuiiie, Ha
geuka, Ha gesojKy, 3a Magu SpauHu ap, Ha CILaPU bygu; TOTOM Kofefrapcke (Ha gomahuna), KpCTOHOIIKe
(xag ce gohe go muitia unu 6uHoipaga), KpabIdKe, JOFONCKE, 3a MPECTAHAK KIUIIIE, KeTemauKe, CTPUK-
6apcke u cBapibene necme. Takobe, 3a6erexeHe Cy 1 pasTudnTe MMPCKe eCMe, 3d pacilesysatrve, kag ce
4odanu iipeiiojyjes, Koje ce eBajy kag iog oheilie, Koje IpaTe UTPY, yCIIaBaHKe, LIa/bJBe I €IICKO-TINPCKE,
Kao ¥ CBMPKA Ha CEOCKIMM HapOJHNM MHCTPYMEHTMMA TUIMIHIM 32 CPIICKO CTAHOBHMIITBO (IYAYK,
rajpe). V3 i eHUX CHMMaKa MOKe Ce yCTAHOBUTH /ja je 3a BOKAJIHY MY3UKY OBe Peruje KapaKTepUCTUIHO
71a je COMUCTUYKA, MIH MTPEBACXOHO jeHOTIacHa (OCKM Y CTydajeByMa HeKajallliheT CEOCKOT IPYITHOT
TIeBaba, I7ie je y YCKOM MeIofinjcKoM orcery moryha nmojasa cirydajue 6opzyHcke xeTepodoHmje, 0THOCHO
JBOTI/Iaca CTapujer TUIIA), C Makbe Me/lTn3aMa i [UHAMUYKIX HUjaHCHL.

I'pagcka napogna mysuxay Bparwy xao tipegmeiii elinomMy3uK0OTOWKUX UCTAPANCUEALA

I'pajicka HapofiHa MY3MKa Ka0 TeMa IaHaC je CBe IPUCYTHMja y eTHOMY3MKOTONMIKIM CTPaXkKMBabIIMa
y Cp6uju (Buwe y: Jymunh Bunorujesuh 2021). Kako je panuje fednHucaHo, rpajicka HApOjHa MY3MKa y
IMpeM CMICTY 06yXBaTa IIOITy/TapHe HapOJ{He IIPaKce Koje Cy 6uie MMaHeHTHe IPafiCKIM CpejiiHaMa y
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HIMpeM J1jaXPOHIjCKOM KOHTUHYYMY. ¥ YKeM CMUCTTY, OJ] IPajICKOM HapOJIHOM MY3MKOM HOJ[pasyMeBa
cemomyapHa (He-pONKIOpHA) HAPOHA MY3UKa PAasMIIUTOT TeoTpadCKOT ¥ MHAMBIIyaTHOT TIOpeKTa,
KOja Ce BOKA/THO ¥i/M/IY MHCTPYMEHTA/THO U3BOJUIA TIpe [Ipyror CBeTCKOT paTa y KOHTEKCTY KaaHCKOr
My3unupama, IIpeHouIeHa yCMEHUM U Me]l]/leKI/[M IIyTEBMMA, a MY3SUYKO-TIOETCKM — OHA je JIOKaJIHa
alanTalja 3amafHOEBPOIICKIX I OCMaHCKUX yTHIaja y mmpem cvuciy (Jymunh Bunotujesih 2019:
15-16). I'pazicke HapoaHe My314Ke IIpakce Ha mpocTopy bankana nmokasyjy Mehyco6He cimaHOCTI KOje
rosope o Moryhoj yMpexxeHoCTV My3idapa i Mysudkux Gpopmu of gpyre nomosune XIX Bexa (Buure y:
Dumnic¢ Vilotijevi¢ 2018). I'pajicka HapoJiHa My3UKa TUIIYHA 32 Bpame je/iHa je 7] HEKOMKO JTOKaTHO
KapaKTePUCTUIHUX 0O/IMKA TPaAUIMOHAIHOT ypbaHor Mysudkor donknopa y Cpbuju.’

I'pazicka HapojiHa recMa y Bpaty Oura je y Buille MaxoBa IIpefjMeT LiM/baHNX eTHOMY3UKOTOWIKIX
uctpaxxusama. [[pse mosHaTe HOTHe 3amuce mecama u3 Bpama caununo je Vicumop bajuh, u orn ce mamase
y apxusu Mysuxonouxor uacruryra CAHY:* Touu sogy; Jla snajeus, mopu, mome (LI]1 6p. 13) (o6e je
usseo Cranoje Bynyuesan y Bpawy); Koia wekaui; Ajge, ajge, mopu, han-Citiojanke (06e je usseo Crojan
1. Cromuh y Bpamy, a y ponoapxusy Mysuxonomxkor nacturyra CAHY mocroju nssobere [lynrana
Munapnenosuha lnypxka); Xayu Iajka; Josane, cune (]I 6p. 33) (06e u3 Kowitiane); Mope, Ha kpaj cena
(momucaHo je ja HanmKyje ecmu 13 Mokpamyese VIII Pykoseiniu; LI 6p. 8); Og sparvcko iiojgo (spararika)
- nopygapHa ca lllawo, gywo, lano, mopu (LI 6p. 12 1 eparanxa (naiana) ua LI-y 6p. 34); Ana umaw
pyce koce (,u3 okonuue Bpamwa, Typcka’); Cunoh mu itykHa Ha tienhep (,,cTapa BparmCKa ecMa’) — ClIMKa
1 (gackanuya caI][I-a 6p. 34); a mehy muMa cy 1 OHe Koje ce 10 JaHaC Be3Yjy 3a BpatbaHCKU perieproap:
Lgeinio, mopu, Lsewo (L] 6p. 9); Omeopu mu, Seno Jlenue (LI, 6p. 7); M3 darwe uge, uzdarano ce (L]1
6p. 11); Kao u jeHa Koja je fieljeH1jaMa KacHuje 3abenexxeHa y okonuum Bpamwa (L[] 6p. 32): [Jociwa cam
iopom (Ilnanuno, moja ciapuro) (I111 6p. 33).

Muoppar Bacumesnh je 1922. rogune fomao kop yysene Pomkume Komrane (Mannke Jemnsosuh)
U TAKO Cy HACTa/IX HOTHY 3aIICH HEHOT IeBakba, Kao I IIpBe aHa/IM3e rpajcke mecMe Bpama (Hakon
BacubeBuhese cmpTit 06jaBnia ux je erosa khepka). Ha OCHOBY meroBux 6enexxaka, OHa je 3aK/bydmia
cnepiehe: Konrrana je mmama Benmmku o6¥M I71aca, a HeH PerepToap Ce CacTojao i3 mecama, ,KaKo rpahanckmx
u3 Bpama, Tako 1 13 recaMa JOHeCeHNUX U3 APYTMX HallMX Kpajesa (Bojponuua, Makenonuja, ITpuspe).
[...] CBe Menopuje cy jby6aBHOT KapakTepa (dncre jbybaBHe i CBajbeHe), LITO ce Be3yje 3a beH M03UB
nonynpodecnonante nesaunte” (Bacnmesnh 1969: 430). Bacumesinh je sanucao na je nssena crepehe
necme: Xayu Iajka gesojky ygaea; Ilitio cu, /leno, na ionemo; O, gatiium, 3naitio 3naheno; Tpiaj mu, wpiaj,
Jocinano; XKanu, guko, u ja hy scanuiau; Jao, jao, je 1 tie, guxo, xao; [la 3Haut, guko, Kako eeHem 3a iie;
Aj, mucnuw, guko, ga He mapum 3a tiie; Cnasyj iune, He iloj pano; Josare, cure, Josare; Ilouina Banka
Ha 60gy; 3acyuu Senu pykaesu; Ieinikana genu konauuhu Senu; Youeuxa wpajna; VI3 dawy uge, usdarano

3V Besu CApyruM TUIMYHNUM IPAICKIM My3U4KiM npakcama Cpba, BUETIH, Ha IIPUMED, O 'PajiCKoj My3UIu
Cp6a Ha KocoBy 1 MeToXMju y e THOMY3UKOJIOIIKIM MCTpakusamwuma y: Jymunh 2013.

4 Y nureparypu nocroje nogary ia je Vicugop bajuh (1878-1915) npeu HoTHpao mecMe 110 meBamwy Mannke
JemmuoBuh anmm, HaXkamoOCT, {0 HACTAHKA OBE CTY/Mje HUCY MPOHah)eH OpUTMHAIHY 3aTTCH.
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ce; Og ganac iie, gpaia, suwe wyduiii nehy; Y tiotiose Citiojane; [e cu duna, gundep Cogre; Oimsopu mu,
deno Jlenue; Mucnum pao, fiune moje.

Ornounmwyhu 36upky Ipegpaiina Cpduja, y xojoj je cabpao Mesofuje Koje je TOKOM Jy>Ker Iepuofa
CaKyII/bao KaKo 61 MX cauyBao off HOBUX HAHOCA HapofHe MysuKe, Bragumup Hophesuh je 1931. rogusne
06jaBno yerTpHaecT mecama us Bpama: lllano, gywio; Tpuiiyii me Tane ygapu; Vinuue eenue nag 6ogy
yeeitia; Ajge, Mutiipe, mnag ce senu; Mojy Banky sadonena inasa; He swanu, mome, He inauu; Oirieopu
mu, deno Jlenue; Jlyina wodou y cepiujy; OSpru ce, n1ygo, mnago, ogkyg mere; Kuwia tiage, mopu, Kane;
Joukan ipoho kpo3 ceno; Kaxcu, Jane, xasxu; Kaitia jawe, 3naina jawe na denoia atiia; Iliio je inyma y
ifia ioprba Maxana; y OKOMVHY Ipajia 3abeIexKIo je joll YeTHpHu nasapuike necme: /leitieso me, neitieso;
Jlygo, mnago kowa jawe; I'puse geitie jadyxy; Bapaj, Huxono, upeen wperngapusmn.’ Hakou Tora, cecTpe
Janxosuh cy y cojum kmurama Hapogue uipe (1934, 1939, 1951) ocraBune noparke o cnefgehum nrpama
Koje cy 6uie npahene necmom (peysumajyhu Menopuje us nomeHytux sanuca Bragumupa Hophesuha):
Bpatwanxa (Illano, gywo); Jackanuya (Tpuilyiti mu uykHa Ha ienyep); V3 Barvy uge, usdarvano ce; Iloiiana
maina iio iomwe; Oimeopu mu, deno Jlenue; Aman, goxiiope — ceM IIOCTeNIbe, CBe Cy 3abere)keHe 1 TOKOM
ceflaM/IeCeTUX rOf[iHa.

VY Besu c HOTOBUM UCTpakuBamyMa Bpama, mocroje nogauu fga 'y apxusy Pagmo beorpana nocroje
CHUMI Koje ¢y caunHuu [Iparocnas [lesuh n Jby6unko Mumkosuh.” Y Anifionotuju cprickux u yproio-
pckux HapogHux iiecama Kojy je npupenuo JJparocnas [lesuh (2001) mpeacrab/beHa je u HAPOJHA My3UKa
Bpama kpo3 neBawe Crane ABpamosuh cHuMmbeno 1960. ([a snajews, mome, ga 3najeuts; Jumuitpujo,
cune Muitipe, majkumo jegunue), kao u JJooprsoja [onouesna canmbeno 1962. rogune (yge, mopu, Seno
Ilyge). Konauno, Tpe6a mpenopyyunTy u 3By YHy rpahy Kojy je y3 eTHOMY3MKONIOMIKY IIOMOh mpumpemuio
Vapysxeme rpabana ,,Bex” us Bpamwa (Murposuh, Cracuh, Crojanosuh, Croumh, Apcnh 2008), a uspame,
Kao 11 0BO KOje je mpeJ| CAylaolMa M YMTAOLMMA, MM 33 IM/b 1a YIMHY IIMPe JOCTYITHNM CHUMKE

5 3abenexuo je Buie 06pefHO-00MYajHUX 11 /byOaBHMX IlecaMa, Kao Ml MHCTPYMEHTATHIX METOAMja, y MECTUMA
Tafammer Bpawckor okpyra Tubyxpe, lyounua, Pataje, Kpusaua, Jlamatvaum u Bracnua.

6 Vlaxo Hycy ocTaB/beHy Menorpadcky u KuHeTorpad Ky Mojali, BaKHo je moMeHyTH rpaby o HapogauM
urpama Kojy je npukynunao Munucrapcrso npocsere Haponne Peny6nuke Cpbuje cnamem YiuiiHuka o
cifiarwy HapogHux uiapa na iwepuiiopuju HP Cpduje 1948. rofune — ocuM y Bpay, IpUKyIUbeHN Cy U TOfALIN
u3 48 CEOCKNMX IIKO/A Y HeroBOj OKOMIHI, a U3 IHIX Ca3HajeMo /ia je MHCTPYMeHTa/THa IIpaTha Kosa 6y
3aCTyIUbeHMja Off BOKA/IHE, KAo I /1A je, OCHM TPajuIMOHA/THOT pereproapa (IIOIyT 8paranke, 4a4ka, 40uexd,
3aspsname, iipewieske v IPyrux), 6o ancop6osan 1 HOBU perepToap, nonyt Tuitosol Kona. AHKeTUpPambeM Cy
PYKOIMCHO IOKYMEHTOBAHM HA3MBY UTapa, U3/IBOjEH je CTapyju 1 HOBUjU PENepToap, UCIIUTAHE CY IPUIUKE
32 UTPY, IPaTha, TEPMIHOIOTH]ja O UTPH, @ HETfie ITOCTOje M TMYHA MMEeHa UCTAKHYTUX UTPpada i MECHUX IPyIIa.
OBaj 3yseTHO BpejaH MaTepujax dyBa ce y saoctaBurriay Onusepe Miagenosuh y Ernorpadckom nucTutyTy
CAHY u Beoma caM 3axBajiHa Kozeryu ip Mumonry Pamhy mro mu je omoryhuo ysup y rpaby.

7 Ilpema nHdOpManuju ¢ IpefaBama eTHoMYysuKonora Mupjane Jipo6ar Ha dectusany y Bpamy 2019. roguse
(https://www.youtube.com/watch?v=0cNruwGyUsc).
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rpajicke HApOJHE MY3VKe U3 CIMYHOT IIepHojia.

I'pajicka HaposiHa MysuKa y Bparmy mocTana je mpeiMeT CiCTeMaTHIHEe eTHOMY3IKOMOIIKE MaXKibe TeK
1970. ropuHe, kaza je Pagmina Ilerposuh nsspiia TepeHCKO TOHCKO CHUMambe. Ha ocHOBY fietajbHe
KaTajorusaluje CHuMaKa, o3HaTo je Koje Cy rpajicke mecMe MHTeprpeTypany (Kao ¥ Kajia i Tje) ce-
nehn ,mecvmomnojun” (y3 mojesiHa nMeHa Cy y M3BOPHUM Geenkama 0CTaB/beHn JOoaTHM 6norpad ek
nogauy) - y Braguanzom Xany: Braza Joanosuh, Hosuua Hukomuh (,,pohen 1993.y Cry6ny”), Bugocas
Crojanosuh Bupa; y Bpamwy: Crana Aspamosuh Kapamnura (,pobena 1895.”), Jby6unka bymarosuh
By6a (,khepxa Crane ABpamosuth Kapamnsre, pobena 1928.”;* canmarna je 3a Pagno Ckombe u Pagyo
Capajeso, mpum. M. [I. B.), 3aropxa Vmuh, laka Kocruh, Jyuran Maagenosuh Ilnypko (,poben 1913.
y Bpamy, cnyx6ennk”), Crojan Ilonosuh, [leca Crommh Bap6arika (,pobhena y Bpamy 1902, yunma
ruMHasujy, nHade fomahuna’), JKusojun Croumh Bypua (,,poben 1920. y Bpamy, cnyx6ennx”), Jopan
Croumnh Kaue (,pobhen y Bpamwy 1937, HacTaBHUK (U3MUYKOT BacluTamba y OCMOrOAMIIHOj LUIKOMN
oran Bpanumupa Cromnha Kauera u 6par Ilpegpara Cromnha, mpum. M. [I. B.), Mune Cromnh I'aBpa
(»poben 1907. y Bparsy, o6yhap, meBao y amarepckom xopy ‘bopa Crankouh’ og 1922. go 1941.”), unxa
Bopa, rerka )Kuska, rerka Jby6una.’ Ilojenunu mesaun 611/ Cy IPEHO3HATY Y CBOjOj CPeIHM Kao
ycremnn, saxsaspyjyhu aktusaocrtuma y KY]I ,,CeBax” u cHUMamMa 3a ToTpebe pajujcKuX CTaHUIa.

Papmua [lerposuh je y Bpamy u Bragmannom Xany 1970. n 1972. roguHe 3abenexna crenehe
rpajicKe IlecMe, a Mehy muMa cy u mecme xoje Cy Ha moce6Hy TpaKy CHUM/beHe Ile3[ieceTUX rofuHa (1o
a30y4HOM pefy HacoBa): Ajge, ajge, wanxe, yam-Ciniojanxe; Ajge, mopu, Iajo, wiitio ce He ygasaus; bena
Hega donna neina; Bonau nawa na kynu cehawe; Iajinano, mome, Iajiiaro; TonySuue Sena, witio cu He-
secena; [la snajeus, mopu, mome, ga snajeut; Jleseiti ioguru munauie; Ilyge, mopu, Ilyge; lumuitpujo, cure
Mutiipe; Byphero, mome ydaso; Saxenu ce Pucitia Bynymaue; 3awinio, Bace, sawitio, yjuur Bace; Ja cunoh
iohox u apohox; Josane, cune, Josane; mao cam jeghy pycy; Jana mu xongype nemana; Kaxcu, Cyiio,
Kaxcu, gywio; Kutiio, hepo Kutiio; Kuwia iage suuie gowo Bpatwe; Kyga deute, mana mome; Monu me, majke,
mana mome; Mope, Ha cpeg ceno wapena yeuima; Heeen ysehe y ipaguny; Ieitinosu iiojes; Otiéopu mu,
deno Jlenue; Ilagnyna maina iio iiomwe; Huwitiu, inave Munuya gesojka; Ilopanuna bun-xagynxa; [Ipesapu
ce cinapu Meitia; ITyue iiywika u3 iope senere; Curoh cego seuepy ga ioiieum; Citiojarxe, Sena Bparwanke;
Tpunyia me Tane ygapu; Tpuityit mu uykHa na tienyep; Iliwo iy nema Iseiia; Illano, gywio, Ilaro, mopu;
Ileininana ce kysym Citiana; Illizio wiu je, Ilone, witio tinaueud.

Y HoBujoj nuTepaTypu, MacTep pagy erHomysukonora Cysane Apcuh nocsehenom ,BpamaHckoj

8 3a pasnuky oy BehuHe 1pyrux nesaya umje cy usBefbe 3aCTyI/beHe Ha AMUCKY, 0 Jbybunku Bynarosuh ce
meby sauHTepecoBaHMMA 3a 6parCKy IPAgCKy fiecMy HIje MHOTO 3HA/IO. 3aXBaJbyjeM Ce IbeHMM Hac/eJHUI[aMa
Cnasnnu Bynatosunh n Maju BekBanai Koje cy Mu IpeficTaBuiIe mbeHy TN4Hy 6uorpadujy u ykasase fa je
camuMara 3a Paguo Ckonbe u Paguo Capajeso.

9 TlosHaTu cy ¥ mopany o Kasupadnuma y cenuma — Tprosuurre: Munnna Cranojesuh; Jarmuno: Iparuma
Bennukosuh; Mamax: Ilerporuje Kpcruh, Vixonnja Crojkosuh, Hukona, fse sxene; JKuropahe: Casera
Munocaspesnh, Bpanka Cracuh, urka Muoje; JoBaly: aHOHMMHA IpyTIa /byAn.
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necMu’, carnefianu ¢y Marepujaau Pagmue Ilerposuh i 0HI KOju Cy IPUKYI/bEHN TMIHIM TePEHCKUM
ncTpaxkmBabeM, ¢ bpannmuponm Croumhem xao kasnusadem (Apcrth 2013). Tom mpunkom, yobudajeHoM
aHA/TUTUYIKOM METOJIOM IIPUCTYIIA CPIICKOM BOKa/THOM ()OJIKTIOPY, pa3MOTpeHe Cy KapaKTepUCTUKe
TI€BaHUX MCTIOJIU/Ija (He Y MHCTPYMEHTATHUX HpaTHJ]/I) TNPUKYI/bEHUX TTI€CaMa (MeTpMKa CcTuxa, METpO-
PpUTaM, TOHCKY HU30BH ¥ OTICE3M, METOAMjCKI OO/MK, CTH/IICTIKA OPHAMEHTAIMje), a C M/1ejOM ITPUMeHe
Teopuje My3SUUKUX recToBa. AdeKTaluje BesaHe 3a OBy My3UUKy IPAKCy (IIpeMa 0BOj ayTOPKM, YeCTO
ce aTMocdepa T7Teca eMCKH OIIICYje Kao Mepak, a rubato meBarme Kao cesgax) Cy HAKOH BepbannsoBaHe
eKCIIMKaluje HaBese Ha MoryhuocT reduHmCcama BpamCKe rpaficke lecMe Kao ,eKCIPeCHBHOT XaHpa .

I[Tocroju u cauysano cehame Ha cTapuju rpafcky MysuduKy GONK/IOP M YOIIITE MY3UYKM KIBOT
rpasa Bpama (Bugern nomene y: Bykanosuh 1987), a HoBuja peTpocmeKTuBa ciuuHe TeMe 06jaB/beHa
je y ckoparoj MoHorpaduji eTHomysukonora Mapuje Burac (2020). Y 10j ce mperieHO ToBOpH O
pasnmuuuTUM GpopMaMa My3uIKe TPaJuIije ¥ CABPEMEHOT My3IUKOT )XMBOTA y Bpamy, a 3abenexxennu
CYy ¥ MHTePIIPETaTOPU 6parbcke ipageke fiecme KOji ce Be3yjy 3a MeIMjCKO IOCTOjakbe U IJIaCUpare OBOT
peneproapa.

HUgeninuduxosare ,ciiapoi Bpawa” u gena Bope Cinanxosuha xao opujeniiiania guckyp3usia
0CHO8a 8paAbCKUX ipagcKux ecama

Bpamcke rpajicke mecMe BesaHe Cy 3a ,CTapo Bpame” — Masu rpaji Koju je Buiie o deTupu croneha
610 oy ocMaHcKoM Bramnhy cBe io ocno6ohema 1878. roguue. 360r cBoje reorpadcke nosuiuje Bpame
je 6mmo BarkHa 6aIKaHCKa CTAHMIIA Ha YTy Ka VICTaHOY Ty, a CY>KMBOT PasTNYMTUX eTHUUKMX U BEPCKUX
3ajefHMIIA M 3BaHMYHA TPOMEHA OJHOCA IPYINTBeHO-TIonuTIIKe Mohu kpajem XIX Beka mponssen cy
ocobeny maTpujapXaaHy rpajicky KYATYpy y K0joj Cy Ce TPEHYTHU e/leMEHTHU TyPCKe U POMCKe KyNType
jeliHe, 1 CPIICKe, KOja je IIpo7asuia Kpo3 Hal[lIOHaTHy 0OHOBY, C {pyTe CTpaHe, CycpeTas i mpumaroba-
BaJIM CBe CHAJKHMjeM Ta/macy MoflepHU3yjyhux samagaux KynTypuux yruiaja. OBo ce offpa>kaBajo Ha
apXUTEKTYPY, IPUMEbeHY YMETHOCT, KY/IMHAPCTBO, KIbIDKEBHOCT, I1a ¥ My3UKY (BMILE O IOC/Ie/{HheM Y:
Tomaruesrh 2009), 0 4eMy KOHKpeTHI TParoBu MoCToje 1 faHac. ,Crapo Bpame” ce ogHoCK Ha Bpambe ¢
kpaja XIX 1 moyerka XX Beka, y KOMe je CpIicKa 3ajefiHmIia 6¥a y CBaKOfHEBHOM KOHTAKTY C TYPCKOM
KY/ITYPOM 1 MAKO je 10 JaHaC 0CTajla CAMOCBOjHa, Cajip)Kajia je 6pojHe ocMaHCKe yrulaje. AKo je Bankan
metadopuyku packpinhe nsmely Vicroka n 3anaga (Todorova 2006), rma u ,,cpricku yHyTpauisu Victox”
Ha HA4NMH Ha Koju je BankaH ,eBporckn yHyTpamsy [Ipyri” (pema TeopujcKoj moCTaBIM HCTOPUYapKe
Mapuje Togopose), onzia je Bpame jegan og bankand y manom. MebyTum, jefiHaKo je BaKHa YMEbEHNUIIA
Jla HOCTa/ITMYHA [epLelLja ,cTapor Bpamwa” Kao ,,er30TMYHOr”, ,,CEH3ya/THOI” YMHOTOME ITOCTOju 3601
penpeseHTalja 1 JOMUII/baba TOKATHOT OMK/IOpa y YMETHNYKO] U HOMYTapHOj KyATypu (oce6HO
Y My3KIM), a CpeuIITe KYATYPHUX HOIUTHUKA KOje OO/IUKYjy OBe U3pase je y [p>KaBHOj IPECTOHMIII,
oziHocHO y Beorpany. Bpamaucku rpazcku $onkmop y mopehemy ¢ gpyrum ypbaunum Tpagunmjama y
Cp6uju M3pasnuTo KapakTepuie AUCKYPC OpujeHTann3mMa (0 0BOM KalMTaTHOM HAYyYHOM KOHIIENITY
Buure y: Said 2008; 0 weroBoj npuMeHn Ha ciny4aj Bpamwa Buiue y: 3maranosuh 2009). Crora je Bpame,
Kao rpaj y jyroucrounoj Cpouju (KuexxeBunn, Kpapesunu, Perry6nuiiy) ¢ IpucyTHUM OCMaHCKUM
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Hacrehem, ncrospemeno u uniniepru Opujerinn Cpduje.

VIHTepecaHTHO je ja Cy 3a TPajiCKY ,BPabaHCKY /,BPambCcKy  mecMy (Koja je pacIipoCTparheHa I y
rpazosuma nonyT Hurua v Jleckosiia) moceGHO Be3aHM HOCTITMYHI HAPATU B KOjI IIOKA3Yjy CYIITUIHY
CBAaKOJHEBUIY M UICTOPUIHOCT OBE cpem/me,m T€ Cy TaKO MCIE€BAaHE TNPCKE MMECME O OAUCTUHCKNUM TN~
KOBIMMa, TOKannTeTyMa 1 gorahajuma, mro saBpelyje mocebHy HaydHy maXkiby (pasmmanuTy Ka3uBadn
Ha Taj HauMH 4eCTO FOBOPE O I0jejMHIM IlecMaMa, usMeby ocranux o: 3asenu ce Pucitia Bynymaue;
Jumuiapujo, cune Muinpe; Otniéopu mu, Seno Jlerue v fpyre). VIcieBaHOCT BpalbaHCKUM Ha4MHOM TO-
BOpa (IeKCMKOM, TPaMaTMKOM ¥ aKIIeHTYaI1jOM) jaCHO MOEeHTMpa reorpad)cKy NpuUIagHOCT mecama.'!
TyMadere KOHTEKCTa IlecMe, 3Hauerba MeTagopa, PeKOHCTPYKIMja CTUXOBA 1 IPUIIOBEJAbe O CIIeIy-
buaHOM OCTBaperby HAPOJHE My3UKe IPaBIU Cy U3a30BY, T€ Cy TyMauerha TOKATHIX TO3HABAOIIa OBe
My3HIUKe IIpaKce Off MoceGHOr 3Havaja.

TpaguunoHaTHOCT IIecaMa je OCTUTHYTA II0CTaB/bakbeM IOKATHUX IIeBava Kao HajBepHUjUX TyMaya
(y3opHo je usBobhemwe Crane Appamosuh Kapamutre, a Hajnonynapauje Cranuute Cromnha). Janac ce
Takobe BpefjHyje IOPOAITHO IIpefarbe — Ha mpuMep, y noponuuu Cromh. Ilesay Bpannmup Cromth
Kae yuno je ox onja JopaHa (koju je 6uo wian KY]I ,,CeBrax” 1 CHUMMO je HEKOIMKO I1ecaMa 3a apXuB
Papino Beorpapa) u crpuia Ilpexpara (takohe pagujcku resay) — He AMpeKTHOM IOyKoM, Beh ,,ynujajyhu
Ayx cTapor Bpama” y mOpognIHNM KpyroByMa, caylajyhu mecMe u mpude: ,Huje ImecMa caMo Iecma,
HEro ce M3 Ipude y4uu crapo Bpame, ogHocu, crapospemcku rosop” (Croumh 2021). ITpema mwerosum
peunma, ,CBe BpambCKe IIeCMe Cy KM B/beHe, JOXKUB/beHe i TTPEXXMB/beHe” I OH CMaTpa CBOjOM MUCHjOM Ia
HeTyje 1 TPeHOCH peainje N3 HeKafalllber TPafiCKOT )KIMBOTA MHTEPIIPETALIN oM KaKBY CMaTpa 6/I1CKOM
oHoj u3 npouwtocty (Cromh 2021). OcuM Tora, JOZATHO je MCTPAXKMBAO M0jeMHOCTY TEKCTOBA 11 KOH-
TEKCTa 8parcKux ilecama. Moxxe ce pehn ia je OH jelHCTBEHM TyMay M KOHTEKCTA M II0ETCKOT CafipyKaja
THiecaMa, aJiv M My3u4dKe CTUIIVICTUKE, Te [ia je jeflaH Off cacBUM ManobpojHux kopudeja sparcke ipagcke
itecme. EberoBu HapaTHBM 0 OPOJHIM IleCMaMa Cy CI0jEBUTH, jep OH HaCTOju fia JOIIYH IlecMy cTpodama,
pacTymaun feTajbe MOETCKOT TeKCTa, I1a 1 1a TpeHece CBOj IIPOIiec A0/IaKeha 10 Bepaitje Kojy mpeficTaB/ba. 2

ITomrymapHOCTY BpamaHCKIX ITecaMa IOTIpMHENa je opujeHTanusaiyja Bpama y ;paMama Kib/ykeBHIKA
6oraror omyca, peamicre bopucasa Crankosnha, a moce6Ho y apamu Kowiiiana (sunern: Crankosuh

10 CnmvaH AMCKYPSMBHM IMOCTYTIAK je KAPAKTEPMCTUYAH U 3a APYTe )KaHPOBE MOIMy/TapHe HapOJiHe My3IKe
Kao LITO je CTApOrpajicka My3uKa, Koja ce CacCBUM JMPEKTHO Halaja pedepeHiiama Ha mepuoy npe Jpyror
CBETCKOT paTa M Ta[Alllib} PErepToap KOjU je MOCTOjao y CeBePHUjUM CPIICKMM Kpajesuma (Buute y: Tymunh
Bunorujesuh 2019).

11 Buiue o BpamckoM roBopy y: bapjakrapesnh 1965.

12 Cnenehu omic Muoppara BacupeBnha nHAMKOBAO je f1a je rpajicka My3yKa OpMjeHTaTHOT KOJIOPUTA Y
BpeMe HeroBor NCTPaKMBatba 611a Ha U3[ucajy (IITo, C IPyTe CTPaHe, HOCIellyje MUCTHYHOCT MIMATMHAPHOT
Opujenta), anu cpehoM f10 Tora Huje FOIIIO, YIIPABO 300T IIOCTOjaba TaHIIA yCMeHe Ipeiaje:
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2006)." 3ampaBo, mwerosa jie/1a uMaa cy nocebaH sHadaj 360r onuca xuBoTa y Bpamy:

»1lo Bopucasa Crankosuha cpricka mpuioBeTKa je 6u/Ia OrpaHideHa CaMo Ha CeBePHe 1 3aIlajiHe
Kpajese Hame; CraHkoByh IIPBU YBOIY y NPUIIOBETKY HAIIlE jyTOMCTOYHE KPajeBe, HOBOOC-
no6obene kpajese. [...] OH oICYje OHO LITO je BUEO 1 OCETHO, BPJIO YeCTO /by i€ KOjU Cy OAUCTA
ocrojam u gorahaje koju cy ce onucTa ecuu, Hanasehn y jefHOj Oy UCTOUAYKO] IaTaHIIN
11e0 ‘ouapanu BT’ by6aBu, pennBajyhn To cBe BeMMKOM MOE31jOM CBOTa CPIia, loKasyjyhn
He pedjy HO [IeJIOM /Ia 33 IPAaBOra [IECHMKA HeMa GaHaTHOCTY Y XKMBOTY. Y HerOBIM OIMCUMA
BpPabCKOT )KMBOTA JIMa BPJIO MHOTO BPambCKOT, TokanHor” (Ckepnth 1997: 399).

IToTpeba 3a ycriocraB/bambeM KOHTUHYUTETA Ca ,CTapuM Bpamem” KaKBo je IIpeICTaB/beHo y IPO3HIM
u gpamckuM (pukionanuum) senuma bope Crankosuha onprkasa ce n y XXI Beky (3naranosuh 2009:
54), moxxe ce peh o ranac. 3ampaBo, HETOB OITYC je BaykaH MapKep MAHTUTETa y CAMOM I'pajTy (He caMo
BaH Wera) - pasHe MaHudecTalyje U MHCTUTYLMje [OOUIIe Cy Ha3iBe HheMYy I HerOBUM Jle/IiMa Y CIOMEH.
BaskHo je ncrahn fja je rakBa daciuHanmja 1 03HavYaBarbe Bpama samodesno ,,cropa’, a fa ¢y Bpamwanim
TeK KaCHMje IoYesy 1a ce CaMoMeHTUNKY]y Ha Taj HaunH (3naranosuh 2009: 55).

Crankosuhesa fiena cy uMana cjajHy peLienijy 1 JOTATHU XMBOT KPO3 O30PUIIHA IPUKA3UBAA
(moce6mnoO ce nctuuy mysuuky apamxmann [Terpa Kperuha jour ox 1911. roguse), ma u ymMeTHUYKa
MY3IUKa Jlefia KojuMa Cy TIOCTy KI/Ia Kao mpenoxak. Meby mima ce sHavajeM 11 KBaTuTeTOM M37IBaja
onepa Kowitiana Ilerpa Kowosuha us 1931. roguHe (neta/bHuje o MysudkoM Gonkaopy Bpamwa y ymer-
HITYKOj Mysuuy u noce6uo y Komosuhesom omycy y: Tomasevi¢ 2013). Cama Komrrana je onnuabana
MCTOYHY IPYTOCT THMe IITO je 6ua xeHa, POMKuIba, 3a6aB/bauniia — 3a4y/AHV MIPEMET APYIITBEHE
MapryuHaaM3alyje M MICTOBPEMEHO MOTajHe NoxXy/e. tbeHo nepame MofCcTULANO je Ty CIMKY, a U caMe
IecMe Cy y3rao6/bere y OpyjeHTaTuCTUIKI [UCKypC. Fbix KapakTepiuIie Hen3penuBa Me/TaHXOMIIHA 1
TaTeTHIHa aTMOCdepa, Ha3MBaHa CeB/[AXOM, KapaceBlaXoM, MepaKkoM, fiepToM. C IpyTe CTpaHe, My3uKa
jey CrankoBuheBoM uTepapHOM CTBapaalITBY MMajIa BPIO BaXKHO U (PyHKI[MIOHATHO MECTO: CITY>KIIa
je crBapaby ofipeheHe armocdepe, 61a je 3aMeHa cTaHAapHe [yjaionIKe popMe, HAYNMH MCKa3UBakba
KapaKTepa ¥ eMOIija IMKOBa, M3Pa’KajHO CPEJICTBO KOjUM Ce IojavaBa JjaTa eMOLMja IMKa; MOIJIA je [la

»Y HEeKIM CPIICKMM IPaIOBIMA y KOjMa Ce TYPCKM XKMBaJb 1y)Ke 3apKao, UM KOjU Cy OV My3MKaTHIja
Cpe/iuHa y UCTOPUjCKOj TTPOMIIOCTH, CTBOPEHM Cy 0COOMTO THIIOBHU TlecamMa pasrpaHaTuX MeNOMjCKIX
067111Ka, C MHOTO JMHAMMIKIX pennBa u npedumenocti. Taksu cy rpagosu y Cp6uju 61y Hr, Bpatse,
Jleckosary Ha Ipenasy usmel)y oBa iBa Be/vka meBadka LeHTpa, i Ba/beBo. Y IpBa Tpu rpajia meBaso ce ¢
MHOTO MepaKa I CeBJIaxa y jy>KHOCPIICKOM JIUja/ieKTy, Te y3 IPaTiby TypCKMX Yaruja. OBM Cy rpajjoBy MMau
jenuHcTBeH cTuL. [...] ITosnasaoun Cpemuesor Humra u CrankosuheBor Bpama nsyMpru cy i mmecme oB1X
rpajioBa jOII XMBOTAPeE, A/l CAMO Y MEMOPHjH BIXOBIX HajcTapujux noromMaka” (Bacumesnh 1950: 56).
13 Y Besu c muTepapHuM cTBapaamTBom u rperManoM Opujenta y Cpbuju, y mureparypu je mocehena maxma
necuuky llano, gywo, lllano, mopu, iparyruny Vinuhy: ,3a mera McTOUmHaYKO je IPOTUBTEXKA 3aMIaTHOM, IOJ,
nojMom VcToka oH Buii MOTYRHOCT 3a peanim3oBatbe eTUUKIX Mieaia yCaM/beHOT YOBeKa, 30y ieHOT Cyjapima
€eBPOTICKe [MBITI3AIIMje ¥ HepasBljeHoT 6amkanckor apymTsa’ (Sop 1982: 66).
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ocTBapyje fpaMcKy KOHIUKT y ey i ybp3aBa TeMIIO pajiibe, a 6y/ie CPefICTBO KOjUM Ce fjaje KOHTEKCT
OKBMPHOM II/TaHy HEMOCPe/IHE CTIMKE, MV TTAK MAPKMPajy TojefIHe I€OHMIIE Y KOMIIO3UI[MIOHOj CTPYKTY Py
nena (Cranncapesuh 1985: 76-77). VI3 e THONOWIKOT MCTPasKMBakba CIOMEHA MY3MYKMX MHCTPYMEHATa y
CrankoBnheBuM fie/ma Moxe ce yBuze T Aa cy Hajuenrhe cupan Pomu, 1 To gaupe, Tercuje, yammape,
rpuere, sypre, hemane, mapkuje - ,,Hema HujefHOT CPIICKOT MIMCIIA KOj¥ je BuIIe i 60/be a0 Omica y
Be3J C HAPOJHUM MY3M4YKMM MHCTpyMeHTHMa ([ojkoButh 1965: 9).

Jour cy cectpe Jby6uua u Jaunua Jankosuh rosopue o yruiajuma Vicroka, peepeHTHOCTH fena
bope Crankosuha, u yommre atMocdepu y Kojoj ce fiemmaBao XMBOT Irpajicke HapofiHe mecMe y Bparby.
V3 ucruiame noce6HOCTH ,IIUTAHCKOT HAYMHA MY3UIMPaba ¥ UTParba, OIUCajIe Cy CTUM BPaHaHCKOT
I1eca, a Haraacue cy enory KolmTaHMHOT Iieca KoMe Cy IpucycTsosae aeta 1925. rogune: ,Ilog yru-
I1ajeM TOT )KMBOTA, TOT OIHe6/ba, Pa3HUX IPa3HOBEPHIIA, UCTOUAYKE UTPE ¥ MY3UKE, IO} IPUTUCKOM
TYPCKUX FOCHOAApa 1 IPYLITBEHUX IPePACy/a, CTBAPAO Ce BParkaHCKM HAPOIHM CTUJI CaB HATOI/beH
Y@XKIOM, CTVT IPUTYIIEHOT XKapa I jaAKOT, a/IM y3[;P>KaHOT TeMIIePaMeHTa, C OPMjeHTaICKIM ITpuMecama’
(Jaukosuh, Jarkosuh 1951: 143). Vi3Herte cy i CTMKOBHTE MOATKE O KOHTEKCTY TAKBOT IIECa:

»Y crapom Bpamy 3a Bpeme Typaka Ha deyamHuM CaxunyIyma BOAKO ce OyjaH KMBOT 1
HeroaJie ce Yodeyke ¥ Apyre opujenrancke urpe. [...] Cpbu cy urpanu ys nesae, Hohy, Ha Me-
ceunum. [...] Vi o ocmobobersy og Typaka, Ta arMocdepa rojuia je crapium, 60raTum 1 ropium
BpamaHCKMM YOpOalIjaMa ¥ IOTXpambuBaa CTapyjy reHepalnjy BpambaHCKUX Mepaknunja. Tume
ce MOXKe 06jaCHUTH LITO je 3a crape Bpamanije Hajseha pasonopa 6mma kaj 6u nM ‘majpanmke’
3aIleBaJie y3 janpe, i Kajx 6u sacBupana ‘hemanera (BuonuHe) y3 mparisy fanpa (y HefOCTaTKy
OBOT MHCTPYMEHTa MOIJIA je [ia IIOCYXKM i 0OMYHA TeIcHja); M Kajja 61 sarmiuTae sypie
‘mop roy’ (6y6am), a onv saurpanu Beno /lenue, [lackanuuy, Tewko opo, Memeiiie, [lembe v ipyre
Bpamancke urpe. Kadauckn xuBor nuje 610 MHOT0 pasBujeH u Hajcmabu vacou mpoBogmn cy
ce y IIOPOAMIIN ¥ Y MA/IOM KpYTy Ipujaresba, Hohy, y npusaTHoj kyhu, rje je Moryio 6e3 3asopa
Jla ce UTpa U TIeBa, 1 ;0 CAM03a00paBa y)KMBA y HEOJO/BUBOM PUTMY Jaupa UK roda. Y TakBoj
aTMocdepy HaroMMIaHe M HUKAJ, JOBO/bHO U3PaXKeHe XKY/be, aTMochepn JoOpuM JenomMm
He3[IPaBoj ¥ IPUTYIIEHO], C BeIMKIM K/TACHMM Pas3inKaMa ¥ IIporajiambeM dopbainja y ropaoj
M30/I0BAHOCTY, Ha/lasno je nHcnypanujy bopa Cranosuh 3a cBoja gena: Kowinany, Tawany,
Heuuciiiy kps n pasHe npunoserke. Bpamcky Mepakinja 6u moHekas u y Bpamckoj bamwu
poBeo 110 jeAny ayiy Hoh y3 cupky Komranuuux ciHoBa u [leHeTOBe IIUTaHCKe APYXKUHE,
a'y 3opy 6u ce Bparno Kyhn y Bpame, nmujan Buiie o 3aHoca Hero of ankoxona” (Jankosuh,
Jaukosuh 1951: 143-144).

Mebyrum, nomosnrom XX Beka Ha OBAKBO OCMaHCKO Hacebe Hac/l0jaBa/Iy Cy ce M MOJJEPHI PYLITBE-
HJ TOKOBU Koje JaHKoBuheBe HICY TymMadnie Kao IOBOJBHE 10 IJIECOBE OBOT Kpaja: ,Ca eKOHOMCKIM
[polIafjabeM CTapuX FOPANX Yopbayuja, Merba Ce U CTU BUXOBOT urpaa. [...] Ilog yrumajem ceockor,
a HAPOYMTO LUIAHCKOT HaYMHA UTPatha, TAKO UCTO [0, YTULIajeM HOBUjUX Ay BAYKMX IMMEHUX UHCTPY-
MeHara, Haj3aji, 1 [I0f yTHIajeM CBe OpiKer TeMIIa )KMBOTA, OHA je yHera yOp3aHMjyi TEMIIO U Y urpare”
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(Jaukosuh, Jaukosuh 1951: 145).

Tloyr CMHTarMOM ,,0pMjeHTaTHN yTHITaju” TIOfIPa3yMeBasIi Cy Ce YITTABHOM TYPI[U3MMU Y TEKCTY (KOjut
He MOpajy OuTy TypcKor nopekia, seh u apanckor min nepcujckor; Bute y: Skalji¢ 1966:11), akcak
METPOPUTMHUKA U MTPUCYCTBO MPEKOMEPHE CEKYH]IE Y Me]'[O]:U/[jI/[. Y Hanucuma K()j]/[ cy 6]/[]'1]/[ KPUTUYIKN
HACTPOjeH, TIOf TUM Ce MOfjpasyMeBasa CyBUIIHA 1 6orara OpHaMeHTaINja, IITeTHA [0 APAXUIHI
cprickn Mysnuku donksop. Ilogenra Mysuyke Lie/mHe Ha 3By YHE IJI0XE, Y OKBIPY U3[jakba Koje je IIpejt
YMTAOLMMA U CYHIA0LMMA, JOHEK/IE je KOMHIIMIMpaia IPaBUTUPalby IpUMepa IpeMa LeHTPaTHUM
TOHCKO-Me/OJMjCKMM OCHOBaMa Koje, 300T MpeTIocTaB/beHe MCTOPUjCKe MOBE3AHOCTI C OCMAHCKIUM
Hacehem, Mory 61Ti mpoTyMadeHe 1 13 IIePCIIEKTHUBE CaBPeMEHe TeopHje TYPCKMX MaKaMa, KaKo je TO
yunnno A6xyna Akar (Abdullah Akat):** Hiizi (LL]] 6p. 6-10, 16, 18, 33), Nikriz-Hicaz (1[I 6p. 11, 23, 26)
u Hicaz (I1]1 6p. 12, 33, 34), Acemli Hiiseyni (LL]] 6p. 17, 22, 27, 30) u Hiiseyni (111 6p. 24, 32), a tenmuy
IPOKIMajy IPUMePY U3 KOjuX ce Mory nmrautasatu Rast (LI 6p. 14), Segah (111 6p. 25), Bayati (L1 6p.
28), ma 1 BULIECTPYKe IpoMeHe MakaMcKor cucrema (1111 6p. 13).

Bparwcka ipagcka iiecma y iioitynapnoj kynigypu

VcTuname MysudKo-IecHor Hacneha y opujenTanuctinukoj ersotusanuju Bpamwa y Cpouju nma
MO3UTUBHY KOHOTALN]Y, 32 PAa3/IMKY Off HETaTUBHE KaKBY y JIe/Ty jaBHOT IUCKYPCa PENCTaB/ba U3PYTU-
Balbe IIPOBMHIINjA/II3MA M TOOOXKE 3a0CTA/IOCTH ,jy>KHe IPyTre” ONMdYeHe y JUjaleKTy KOjUM ce FOBOPU
y Bpamwy (3naranosuh 2009: 62). [leo rpajicke HapoJHe My3JKe Koja ce Besyje 3a Bpawe pyHKInOHMIIE
Kao MOITy/lapHa HapOJHA MY3MKa — IIPOM3BE/ICHA je, YMHOXaBaHa, AUCTPUOynpaHa u KOH3yMUpPaHa
[IOCPefCTBOM KOMePLMja/THIX MacOBHMX Meauja (Buie y: Manuel 1988: 4-15).

Mepnujckn XUBOT HapofHe My3suKe Bpamba 3amo4eo je ¢ IpBMM KOMePIMjaTHUM HOCaYMMa MYy31Ke
Ha IpocTopy faHanrmbe Cpouje u ey meHNM Mce/beHNI[IMa — OCTOje MOALN O MIPBUM rPaModOH-
CKMM IIIoYaMa ¢ iecMoM Jla 3Hajeut, mopu, mome (LI]] 6p. 13 — Ha mpumep, miova Mujara Mujarosuha,
Kao 1 [1o4e ca cHuMIMa Kamnesna CreBana Baunha Tpupe, Joue Makcumosnha, [llangopa Iepnnha,
Jocuma Mnunka, Mapka Hemnha, a koje cy mpozrasane 1913. /ITanuh 1913: 35/, Baca u Mupko Byksuh ¢
TaMOYpaLIKIM JPYIITBOM CHUMUIN Y je 1916. 3a Columbia Records), kao u Illano, gywio (L1]] 6p. 12) n
Ciniojanxe (II]1 6p. 6 — neao je B. Typuucku /ITanuh 1913: 35/). Buiue necama us Kowiiiane otiesao je
3ammode 6apuron B. Ramunosnh ys mparmy opkectpa Jose Japera (Omeopu mu, deno Jlenue /111 6p. 7/;
Ilano, gywio; Jla suajeut, mopu, mome; Citiojarxe /Tlamuh 1913: 37-39/. Illano, gyuio je 6una 3acTynbeHa
y perieproapuma pasnnanTux KoMmepiujanaux nssobava ([Ipara Cacuh, gyer Ramunosuh u Jennh,

14 VInTpurupa ycamM/beHH fieTab Koju je kaapuneructa Mumour Hukonmnh nsHeo rymauehn opujenrannoct
KTapMHETCKe My3MKe U3 Bpama — MysuKa y UCTOYHMM Ky/ITypaMa UMa I [yXOBHO ¥ TePaTeyTCKO 3HaYeHe
(Mutposuh, Ciacuh, Crojanosuh, Cromwh, Apcuh 2008: 13).

15 Moje pasyMeBambe Mys1udKe CTPYKType HyMepa Ha OBOM AMUCKy oboraheHo je aHaIMTHYKMM KOMEHTapuMa
npod. ap A6ayne Akara ¢ JIpkaBHOT KOH3epBaTopujyMa VcTaHOYICKOT yHIBEP3UTETa, KOME 32 TO [YTyjeM
BE/IMKY 3aXBa/THOCT.
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Cpricka HapoiHa I/1asbeHa u neBayka karena Baca Crankosuh Axponuja us Mlamnua /ITanuh 1913: 46,
47, 53/). Iecma [la sHajeut, mopu, mome je 6uma objasbera Beh Ha 1. andymy cpickux HapogHux iecama
30 8UOUHY, KOjU je IpUPeno 1 06jaBuo peHoMupaHu 6eorpajicKu nsfjapay Mysukanuja us Mehyparsor
nepuopa Josan Opajr. [Tecme llapena uewima (LI 6p. 8) u Illaro, gyuio 6ue Cy Ha periepToapy 4yBeHOT
TaM6ypaikor opkectpa Bace Jopanosuha ox 1910. roguse (Bpauh 1993: 90), mTo cBefoun u o meHoj
Ka(aHCKO] IOIyTapHOCTH.

ITorymapHm Cy 10 AaHAC PaJMjCKU [IeBa4N HAPOJ He MY3IKe dnje Cy yke (M guckorpad)cko) ycMepee
TecMe 113 Bpatba, MIIH1 ITaK IlecMe KOMIIOHOBAHe C aCOLMjaI[|jOM Ha MY3HKY ,,Jyra”. Y3 IpeTXOAHO ITOMeHYTe,
jemaH of MpBUX AUcKorpadcky akTBHMX 6110 je ryMal Jopan Credanosuh Kypcyna (Burac 2020: 41).
Hesao6m1asaH je IOMeH MHTEPIIPETaTOPa M3y3eTHOT CY3[P>KaHOT M OPHAMEHTAIMjCKY 6OraTor CTHIIa,
Crannme Crommuha (Croumh 2008), a garac cy mmpoj jaBHocT mmos3Hara u n3Boherma Yegommpa Yene
Mapxkosuha. Mebhytum, Tpeba moMeHyTH 11 la Cy IpeficTaBe U eKpaHM3alije IpaMCKIX TekcToBa bope
Crankosuha umane Benukn YTUIIAj Ha KDY ny6m/11<y, T€ Jla Cy I/TyMMUIie U ITTyMIJ HE CaMO 6orarunn
cBOje Kapujepe nepaukuM ynorama u3 CrankosuheBux fjena, Beh ja ¢y yTuianm Ha onTe nonMarme 36yka
Bpatva. Tako ce moxxe pehu 1a je pedepenTHo nocrano nesame Jusne Paguh Hokosuh, koja je og 1939.
110 1960. rrymuna Komrrany y HapogHoM mosopuuity, a 1962. ropuse je ca cekcreroM Jlymana Pagernha
o6jaBriia 11 04y ¢ TecMaMa 13 OBOT ITO30PHIITHOT KOMa/a, Ha K0joj Cy II0Ce6HO MeCTO 3ays3uMarie mecMe
nomnynapHe u Ha no4etky XX Bexa (Mexanyu, mope; [lowina Banka na 6ogy; Kepemejne; [lanym, Ha cpeg
ceno; Tpuityini i uykHam Ha denyepu; [a 3Hajews, mopu, mome; Oimsopu mu, deno Jlenue). CmatpaM fa
je ’eH yTHIIaj 6110 TOMMKO BEINKIL, fa ce YaK MoKe pehn ga cTi n opHaMeHTaIMja eBatba Jbybnike
Bynarosuh, khepke Crane ABpamosuh, yMHOrome Ha/lnkyje He perucTpy kommko ctuny JIusae Hokosuh.
V ¢unmy Huianka Bojucnasa Hanosuha 13 1954. nesane Hymepe usBera je 3opa JIpemmeruh, koja je
takobe o6jaBuma oy 1962. (c opkectpom XKapka Munanosuha). Hekonnko rognsa HaKOH TepeHCKOT
canMamba Pagmuie Ilerposuh, y TB npamu Kowiiana us 1976. ropyse riaBHy yuory je umana CHe>xaHa
Casuh, a ocrasa je LjerbeHa HHTEPIIPeTalja IOIy/IapHe [eBaljde POMCKO-TYPCKOT IIOpeK/Ia, YCHIje
Perrertose, kao Komrane y Hapogrom mosopumty y beorpany (Hapogto mosopuurre 2015). IToce6Ho Tpe6a
IIOMEHYTH Jja Cy M3y3eTHO lielbeHe MHTepIIpeTalje IOKaTHUX MHTEePIPeTaTOPKY, KOjUIMa je 6parcka
ipagcka fiecma ieo KyITypHOT upeHTuTera — panuje [Jlusae Mutuh Illnypke, a sanac Visane Murtuh Tacuh.

Meby ocHOBHMM CTMJICKMM KapaKTepPUCTUKAMA 6Parbcke ipagcke fiecme jecy CBeIeHOCT Y OpPHaMeHTa-
LVIj¥ ¥ CTIOjeBUTOCT YHYTAp THILIE ¥ CPeJibe JIHAMUKE, KOjMa Ce IIOCTIKe MHTeH3MBaH Habo] y KPaTKoj
bopmi mecme. [Topekio oBaKBe eCTeTHKE MOYXKe OUTH Y YCTIOB/bEHOCTH M3BOhera KaMepHIUM IIPOCTOPOM
- 8parcka ipageka iiecma N3BoRMIa ce y Kyhama n kadanama, a y IpoIIIOCTH je HEPETKO MMaia MHCTPY-
MEHTaJIHY IpaTkby (MHCTPYyMEeHTa/IHA M3BOhermba MOI/Ia Cy 11 3aceOHO J1a peIIpe3eHTYjy IIecMy, I0CeOHO Y
C/ly4ajy Kajia je ‘eHa HaMeHa IIeCHA), YMjJ je KBaIMTeT 110 IIpuIarohaBarme esavy u TUXO ,, MeKaMIIIjCKO
U MepaK/INjCcKO CBUpaibe”, KAKO Yy CTy4dajy KIapuHeTa, TaKo I y cry4ajy Tpybauxor cacrasa (Cromnuh
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2021)." [lInpa nomyIapHOCT 8parbcke ipageke ilecme MOTIIOMOTHYTA je MHCTPYMEHTATHUM M XapMOHCKUM
oborahemenm,"” kpos koje ce Hamehe nuTarme (PeKOHCTPYKIMje) paHe XapMOHM3AIIMje METOAMja, /TN ¥
ovyBara U3BOPHUX Menofinja. HecymmuBo je 1a cy eparocke ipagcke fiecme mocraje CTaHlapAn3oBaHe
TaKo LITO Cy 61Ie ieo pemepToapa MpBUX OpKecTapa HapoiHe Mysuke — Hapoguor u Tam6yparkor
opkectpa Ha Pajno Beorpazy mpe [lpyror cBetckor para (suiire o popMuparsy OBIX CACTaBa U IHIXOBOM
YTHUIIAjy Ha HAPOIHY My3uKy y: Dumnic 2013). OBo je yruiaio He caMmo Ha oborahusamwe COHOPHOCTH U
Kpenpambe yobudajeHe XapMOHCKe IpaTibe, Beh 1 Ha MeTpopuTMuKy ocHoBy. Hauwme, cyehn o nesamy
3aCTYI/beHOM Ha JIVICKY 1 0CTamuM GOHOAPXMBCKMM CHUMITVMA I3 OB KOTTeKI[1je, XeMMOTHA MeTPIKaA Y
opuruHanHuM a capella nssobhermwnma Huje ,1ipaBa’, OHOCHO paBHOMEPHO IIOHOB/bEHOT 06pacIia (Kako
je o6jammena y: Pagunosuh 2010), Beh ce pegosHo npunarobasana ¢ppasupay nsobhaya Tako ga cy
KpajeBy TakTa (KOjit Cy 110 TIpaBUTy TPyTIa Kpahe BpefHOCTI) MMHMMATHO TPOAY>KeHN cXofiHO ocehajy
uHTepnperaTopa. EMuroBame Ha pajiMjcKOM IIPOrpamMy JOHOCUIIO je U ApYTe IPOMEHE, MOy T 3aMeHe
TYpLM3aMa IIO3HATUJUM PednMa CPIICKOT je3UKa, OICTYTakbe Off TUIIMYHOT U3TOBOPA I I0laBakhe Men3aMa.

PeanucTuyHOCT cuKea MOjeAMHNX 8patbCKuX ipagckux ilecama Koje cy Hacrasne kpajem XIX nnn
noyerkoM XX BeKa MHJIMKYje U TeMY ayTOPCTBA, KOja II0CTaB/ba 0Baj JKaHP IPajICKe HAPOJHE My3UKe
Ha paCKpLL[he mnpux KaTeropMja, HapoAHe U MOITyTIapHe MY3MKe (O HI/[jaHCaMa PasSIMYINTUX TIPUCTYIIA
Bep6aTHOM CTBAapajIALITBY y KOHTEKCTY ofpeberba ,, HapogHOr” 11 ,HapofcKor”, naMely octamor ny rpag-
CKOM IeCHUIITBY, Bu1e y: Boskovi¢ Stulli 1983). ITosHato je na nojeuHe mecMe Koje JAHAC aCOLMPAjy HA
8parCcKy ipageky iiecmy UMajy eKCTepHO Iopeksio (Ha npumep, Muiiio, dexpujo Pagocnasa Ipanha, morom
JIOKa/THa aflaniTamuja rro6amHo IomyTapHe lecMe ¢ modeTka XX Bexa Jlena Bpawarxa /o ocnesmoj
sue y: Togoposuh 2013/). C gpyre crpaHe, 3a HeKOIMKO IecaMa je 3BAHIYHO PErUCTPOBAHA Ay TOPKA
Crana Aspamosuh Kapamunra, mro nogceha Ha To ja aHOHMMHOCT ayToOpa Hitje 06aBe3aH MpefycIoB
3a ofipeheme mecMe HapogHOM.

VixonnyHa iecma JJumutiipujo, cure Muitipe je inpoKo II03Hata (BaH Bpamwa), y pasnuanTuM gpymrse-
HIIM CJI0jeBIMa, a iefIo je KaHTayTopke CraHe ABpamosuh Kapamunre.” ViurpuranTHa je popmyaruja
Mowmumra 3maTanoBrha KojoM OTINCYje OBy 3aHMMIBUBY TMIHOCT — ,,3aBPIIHM Ay TOP BUIIE CEBIATNHKI,
aia je ABe-TpMU MOTIYHO caMa ucnesana. [...] Crana Aspamosuh je mpenocunal necama, anu ux je u jo-
TepuBasIa, 'y CafpKIHI I Y MeTofuji. MHore IlecMe je caxkyMarna i oniemMemnusana. Ho 6mo je, kaxe,
¥ TaKO TIpeUHeHNX CEOCKIX IecaMa Jia Hje MOT/Ia HUIITA /ja M3MeHN 1 nsraada. OHa je, maKie, eBad
IpeHOCHIAl] ¥ TIeBay cTBaparall. EbeHa je Benuka saciyra IITo ce ceBIanuHKa y Bpamy myxe ogpxama”

16 Y Bpamy cy cBMpaun rpajicke HapojHe My3uke 6umu Pomu. PedepentHo nssoheme Ha knapuneTy mpummcyje
ce Kypru Ajpeanuosuhy (LIJJ 6p. 14 1 34), ok ce pofoHadeTHUKOM Tpy6amTsa y Bpamwy cmarpa Bakuja Bakuh.
17 JlaHac IIOCTOje pasaM4nTa apaH)KMaHCKA ¥ OPKECTPAIMjCKa Pellersa, a HoceGHO MeCTo nMa yrnoTpeba
TPaAMIMOHATHIX HAPOJHIX MHCTPYMeHAaTa HCTOYHOT opek/a y world music cacraBuma. VIHTepIpeTannjom
HapopiHe My3uKe Bpama ganac ce uctuay cacrasu ,,Ben” n ,,/isBop”.

18 Mako ce 1mojaM KaHTayTOPCTBa Bedyje 3a ImobanHe n3Bohade-akTMBUCTE HAKOH 1968, Taj deHoMeH nma
Iapaese 1 IPeTXOAHNUKE Y APYTUM KOHTeKCTMa — BiueTu Hip. Loges, Hamilton 2016.
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(3maranosuh 1982: 105, 107).”” Ona je HeABOCMIC/IEHO JOIIPUHEA OUyBakY U IPOMOLM)I BPAHCKUX
TPaJICKMX MecaMa, a HaXKajloCT, laHallli0j eTHOMY3UKOIOTUjM OCTa/I Cy HEJOCTYTIHY HeHM KOpaly y
MHBEHIV)J U MHTEPBEHIIjI y BbUXOBMM IIpeTXoiHuM popmama. Kao ipyru mpumep KONeKTUBHOT fiefa y
KOMe CY aHOHMMHI HOje]l]/IHLU/l U3 JIOKAJIHe Saje/:[H]/I]_[e VIMaJIN Pa3nnInTe CTETIEHE y‘{eLL[ha TOBOpU ITpyM4a
Bpanumupa Cromha o mecmu Ieiwinosu iojes (I1]1 6p. 16), 10 K0joj je HeroB oTar; 610 Mperno3HAT/bIB
usBohau. Ilpema meroBoM KasuBay, OTall jy je UCIeBao y 061MKY KaKBOM je JaHaC O3HaTa, IpeMa
TEKCTYa/THOM MOTHBY Koje je uyo Ha pu6onosy 1950. roauHe of crapuje xeHe Ha MopaBsy, a mecmy je
KacHMje npocaasuo ussobemwe Crannme Croumtha (Crommh 2021).

Y 1I0Ka/Hoj CpeiuHM II0CTOja/lu Cy eCTETCKM KPUTEPUjyMU O CTBAPA/IAITBY HOBUX IlecaMa Koje
TeMaTU3Yyjy KUBOT y Bpamy, a Koju Mory 6uru mokasaresb 3a 6yayha crBapama necama y fyxy ,,CTapor
Bpama”. Ja curnoh aipohox u iiohox kpos3 ity many OyuHky jecTe jefiHa Off He TOMMKO IIMPOKO TIOMyTapHIUX
necama xoja je sieno Crane Appamosuh Kapamunre, a Ha pOHOApXMBCKIM CHUMIIMMA U3BEJIA jy je IbeHa
xhepka Jbyb6unka Byratosuh By6a.” O oBoj mecMu Momunso 3naranosuh je pexao: ,ITecmomnojka
Crana Appamosuh KapamuHra je ayTop cBaKako IOCTefIbe CeBJaMMHKe Koja je y Bpamby ncreBana, a
KOja je, yje/{Ho, OTBPAA KaKo je mocye [IpBor cBeTCKOr para 0Ba M3Pas3uTO JbyHaBHA IMPUKA II0YENA Jla
ry6u cTapuHCKe L[pTe I KaKo Cy ModeIe /Ia OIa/iajy mheHe N3BaHpe/He MOeTCKOU3ParkajHe BPeJHOCTI
(3maranosuh 1982: 98). VI3 oBora Mo)XeMO yBUJIET CTAB Jla HOBA Jie/la HUCY TOMMKO BPeJjHA Kao CTapa
sparcka tiecma, a Taxobhe u 3maTanoBuheBo Tymaueme fiena Kao ceBjla/IMHKe, a He Kao 6parcke ipageke
itecme. Iocrenbe HABOAM M Ha 3aK/byYaK Ja je 3maTaHoBKh 8parckom ipagckom fiecmom Ha3MBAO IeCMe
aQHOHVMHMX ayTOpa Koje Ce HajAMPeKTHIje OffHOCe Ha IMYHOCTY 1 joralaje s mokanHe ncropuje, 10K je
CeBJIa/IMHKOM CMATpPao MOIy/TaPHUjy HAPOAHY MY3UKY (CBAKAaKO APYTaumjy Off Tajia yBe/lIIKO IPUCY THe
HOBOKOMIIOHOBaHe), ToTBphyjyhnu Time 1a je moryhe npaButy mapaseny ¢ HICTOMMEHIM >KaHPOM LINpe
PacrpoCTpameHOCTH.

Bpaiocka ipagcka iiecma Kao II0OIy/TapHa HApOJHA Mys1Ka uMa ofipehene ocobeHocTn, momyT yBa-
JKaBarba ayTOPCTBa (JaK/ie, Hitje CBe IecMe CTBOPMO JAPOBMUTY HEIO3HATI MOje/iMHALL i IPEITYCTIO X
YCMeHOj TIpefiaju, Kako je TO CIydaj y CEOCKOM, HapOUNTO 06peTHOM My3IKoM (HONKIOPY) 1 M3BaH-
pesiHe MHTepIpeTanuje. Y caBpeMeHOj eTHOMY3MKOJIOTMj)i QHOHMMHOCT CTBAapa/lalliTBa HIje IpecyjHa
3a ofipebuBame npeMeTa UCTPAXKMBAKHA, TAKO [a Ce HAPOJHOM MY3UKOM CMAaTpa U My3uKa Koja je,
Kao TakBa, IpuxBahena yHyTap 3ajeHuIIe, TPBEHCTBEHO 300T XMBOT M3Bohema 1 ycMeHe mpefaje.
Ocum ToTa, IOje[[MHY aCIeKTY Peryalije ayTopcTBa Mory fa Oyay y JUCKPeIaHIUjU C KOHIEIITOM

19 Tlocroje u 3By4Hu 3amucu u3 apxusa bpanka Murtposuha koju ceeode fia je oHa 6una v M3BaHpegHA
Haparopka (Mutposuh, Cracuh, Crojanosuh, Cromuh, Apcrh 2008: 11, npumepn 4, 8, 17, 20).

20 Omasxajy ce Typumsmu y pedpeny (3a sHauema nornenati: Skalji¢ 1966), amu u pedepente Ha BpamaHcKe
ronounme i manocty (Crannna jpy6aBHa mpuda ¢ BojucnaBom Aspamosuhem, koju je cnyskuo Bojcky y Babesy),
npomen/bus Bepcudukanmonn mogen (VII-I1X), npomenmsus pedpen (anu He Ha HAYMH KOjU je TUIIMYAH 32
BparbCKe IlecMe), MOTITYHM JTaHa1] CTUXO0Ba ¢ perpecujoM nsmehy crpoda, meTpopuram Koju MHKIMHMpa Ka 9/8
M IypcKa MeJIofiija y aMOuTyCy felyme, C IBa pasIMunTa TeMaTcKa Matepujana y crpodu.
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HeMaTepujaTHOT KYATypHOT Hacneha, jep ,,[...] meramctuakmu nmpuctym ponkiopy je HeoxpKus 360r Tora
mTOo GONKIOP XMBK Y Bep3ujaMa i BAPUjaHTAMA, a He Kao TojefiHavHa, OPUTIHAITHA I ay TOPM30BaHa
tBOpeBuHa” (Matuh 2022: 35). Crora ayTopcTBO He 61 Tpebaso ga Oy/e npemnpeka y crposohermwy Mepa
ouYyBarba HeMaTepjaTHOT KYATyPHOT Hacneha kao mTo je my6amKoBarme apXMBCKMX TOHCKMX 3amuca.?!

Bpatwcka ipagcka iiecma y guckypcy nemainiepujannoi kyninypuoi nacneha Cpduje

OHo 1ITO je TPEeHYTHO Of KPyLiMjajIHe BaXKHOCTH 3a I'PAjICKy HAPOJAHY MY3uKy Bpama jecte To mro
je eparcka ipagcka tiecma 2013. ToaMHe IIOCTaNa €0 HAL[MOHA/THE HeMaTepujaIHe Ky/ITypHe GalTuiHe
Cpb6uje (LlenTap 3a HeMaTepujamHo KyaTypHo Hacrehe 2015), va mpepior [paga Bpama n KY]I ,CeBax”, a
npema Baxxehoj Yueckosoj Konsenuyuju o sawiiuitiu Hematiiepujannoi ynityproi nacnehaus 2003. rogune
(y Cp6uju parudukosana 2010. roguse). OHa Huje myKu ,HauroHaTHn cuM6on’,*? Beh sancra sxuso
Hacrehe, Koje, IIpe cBera, TOCTOjI YHYTap TOKATIHE 3ajeHIIIE, a KOjoj 06e36ebyje ocehaj konTnHynTeTA.
Harnmonansa mucra 10 JaHac cajipyki IPeTeXHO eleMeHTe KOju 61 MOIIN [ja Oy /[y OKapaKTepUCaHU Kao
ceocku (OIKIIOP, a eJleMeHT ypOaHe KYAType KOju je CYLITHHCKU HecaBpeMeH I ,,0pUjeHTaIaH” yKJIala ce
Y IICTY Ha K0jOj Ce He TIPe03Hajy efleMeHT CaBPeMeHNX I'PajICKIX Ky/ITypa M KOja OffparkaBa mapagurmy
paHujer GponKI0PUCTIYKOT MUAILberba (BIIIe O IIpo6/IeMy HeMaTepyjaHOT Ky/ITypHOT Hacneha rpaza y:
TaBpunosnh 2015; moce6HO Tpeba yBaXKnTH Aa CY JAHAC TPALJOBU TPOCTOPY C/IOXKEHNX KOIEKTUBUTETA I
MEHTUTETA Y KOjIMa [I0CTOje JMHAMMIYHIM i MYTTUIIINKYjyhu mpornecy KynTypaux mpomera n Hacneha,
Kako je morspheno y: JIykuh Kpcranosuh 2022: 15).

ErHoMYysukoor JeneHa Jopanosuh je 3a moTpe6e HalMOHATHOT PErMCTPa CAYMHMIIA je3TPOBUT 1
pedrepeHTaH eTHOMY3MKOTONIKY OINC KAPAKTEPUCTIKA BPAHCKUX IPAGCKUX flecama:

»IDMXOB My3MYKI MAMOM NTPeCTaB/ba MHTETPATHM [IE0 M/IIOMA MY3IU4Ke TPA/IUIIje TPaCKIX
cpenuHa jyxre Cpouje, Kocosa 1 Meroxuje, Makegonuje, ['puke u Typcke. IIpeosnabyjy meno-
Jlvje IIMPOKOT OTICera, 3aCHOBAaHe Ha JIeCTBNUI[AMA: 1) C TeTPaXOpJaTHNM OCHOBaMa, y ioMahoj
©THOMY3MKOJIOLIKO]j TUTePaTypy Hajueurhe TyMadeHUM Kao pe3y/nTaT OTOMaHCKOT yTHIjaja
(Maj1a ce MOYKe IIPETIIOCTABITH 1 [1a Ha OBOM IIPOCTOPY MMajy Hy K KOHTUHYUTET OCTOjatba,
TOKOM CMeHe KY/ITypa 1 UMIlepuja), 2) Koje Cy 3ajefHNYKa GamTyHa ynraBor Cpefo3eMHOTr
6aceHa, 1 3) Koje MMajy IEHTATOHCKY OCHOBY. YKpIITake ayTOXTOHUX Tpaguuuja Cpba, Braxa,
InHiapa, ApbaHaca, 3aTUM IIpaKce POMCKMX M TYPCKUX My3KUdapa, Kao 1 60rocmyx6eHmnx
IpaKcy MpaBOCTABHUX M MyCIMMaHa, y Bpamy je joBeno 10 pasBoja creruduaHOr My3uuKor

21 Tokom IpuIpeMe OBOT H3/jatba, OTBOPIJIO Ce I Takhe CIPOBOAMBOCTI Mepa 3aLITHUTe 8patbcke ipageke iecye
Koje 6 Moryie 6Ty HeycarTauieHe ¢ Baxehum npasuum nponucuma (onyr 3axkoxa 0 aymopckum u cpoGHuM
fipasuma), MOTOM M MUTaka KOPUCTH Off CTaTyca HeMaTepyjaHOT Ky/ITy pHOT Hacneha 3a ayTope 1 HacneiHuKe,
TEXIHE CTPYIHE IPOIieHe, HOCTeNIa KOMOAN(IKaIuje 1 KOMepIiyjanusaluje Aea, ati 1 MoXe /I yIpaBo
KOHI[EIIT ay TOPCKOT [IefIa JIa JopiHece ouyBamby enementa HKH y cripesu ca cTpyYHIM HAIIOPIMA 32 04y BAIbEM.
22 O TOoMe KaKo HAIIMOHAUCTUYKI JUCKYPC MOXKe f1a hopMupa ofpeheH eleMeHT HeMaTepujaTHoOT KyI-
TypHor Hac/ieha, moce6Ho 6aparajyhu nmpecTimkom craTyca ynuca Ha YHeCKOBY JUCTY, BUACTU Ha IPUMEDPY
cycenHe 3emsbe y: Silverman 2015.
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aMajraMa Koji je y OBUM IleCMaMa IPeno3HaT/buB. MenofujcKy IMHNUjy OJ/INKYje ITIOKPEeT/bUBOCT,
CKJIOHOCT Ka HAIJIMM, a/Ii HeKHUM CKOKOBMMaA U CYITU/THA OPHAMEHTUKA; KaPAaKTePUCTHYHA
Cy AMHAMMYKA CEHYeHba ¥ CKIOHOCT Ka arorniy. MeTpopuTMmuIKy OCHOBY YlHEe PaBHOMEPHM
M MEUIOBUTY TAKTOBU ¥ putaM rubato. ECTeTCKM MMIIEpaTHB je CyNTUITHOCT TIeBaveBor I7maca
U IPeaHOCT CafpIKajy IIecMe, Y3 BUCOKe MOpajIHe Ha30pe Koje IeBad IPOUSHOCH Ko TIMIHOCT.
Bparbcke rpajicke IecMe MOTY ce U3BOLUTH a cappella u 'y BOKaTHO-MHCTPYMEHTATHUM apaH-
>xmanuma” (Josanosuh 2012).

V I0KaJTHOj eTHOMY3MKOJIOT U} IPOG/IeMaTH3yjy ce MCKyCcTBa GaB/berba HeMaTepyjaTHUM KY/ITY PHUM
HacreheM Ha OCHOBY HapaTuBa, akTyanuayjyhu murame ofHoca nu3Bohava-Hocmmana npema Haciehy
kao cagpxajy (JIajuh Muxajrosuh, Hophesuh Bennh 2019). Cse Behu yTuiiaj umajy pernosanuu er-
HOMY3HIKO/IO3M KOju ce 6aBe eTHOMY3VMKOIOTHjOM HeMaTepujaHor Ky/ITypHOT Hacneba (#a mpumep,
Ceribasic¢ 2019). HakoH roToBo JierieHuje cTatyca sparwcke ipagcke fiecve Kao elieMeHTa HeMaTepujaTHoOT
KynTypHOT Hacneha jap/ba ce morpeba 3a ucnuruBameM epexara ymmuca y perucrtap (Koju ce TUy HeHOr
6osper cTaryca, OPXKMUBOCTH, Pa3Boja, MM YaK TYPUCTUYKE eKCIUIOATALV]e), @ OBaj KOMITAKT-UCK
nonpuHehe morephuBamy mwenor craryca u ogpxusocTu.” Iocmarpajyhu deHoMen spawcke ipagcke
fiecme CapXMBCKIX 3By YHMX CHIMaKa 13 ceflaMfieceTux roguua XX Beka kao packpuihe Tpauiimonaase
U [IOITy/TapHe KY/ITYPe, /I M HeMaTepyja/THOT i 3By HOT Hacneha, mokyurahy ga ogrosopum na ceseha
IMTamba: Aa 7 je GpeHypameM 8parcka ipageka ilecma (HeHaMepHO?) ocTasta onuIbyBuji Opujent,
KaKo Ce IOITy/IapHa HAPOJ{HA MY31Ka IO3UIIMOHIPA Ka0 HeMaTepujaTHo KyATypHo Hacnehe y Cpbuju u
KaKO aK1[eHTOBabe MCTOPHjCKOT MaTepujaia, Kao IITO je 0Baj U3 CeflaM/ieCeTUX TOf[Ha, MOYKe TOTIpPYHEeTH
ouyBamby ofipeh)eHOT e/leMeHTa HeMaTepujaTHOT KY/ITypHOT Haceha?

CraTyc HeMaTepujaTHOT Ky/ITy pHOT Hac/leha HeCyMIBMBO HaITalIaBa JUCKYP3UBHE KAPAKTEPUCTUKE
e/leMeHTa, 3aTO IITO je YIIPaBo 360T HIX OfipeleHn eleMeHT MpenosHaT yHyTap peleBaHTHe 3ajeHIIIE.
VIMaHEHTHOCT OPMjeHTa/THNX CTPYKTYPATHIX i KOHTEKCTYaTHIX KaPAKTEePUCTHKA 8PatbCKy ipageky iecmy
YMHY M3[[BOjUBUM U IIPETIOSHAT/BUBUM €leMEHTOM,  Ha OCHOBY eTHOTpad)CKIX MHTePBjya c bpaHuMumpom
Crommhem sak/byunia caM fja je HOCHOIIU TTpaKce MAEHTUUKY]Y U IO TUM ocobeHocTiMa. MebyTum,
0CTaje MUTame JoMeTa 09yBarba OBOT eleMeHTa Kpo3 IIaT(hopMy HeMaTep1jaTHOT Ky/ATypHOT Haceha
(yIpKOC BberoBoM KaluTany Kao HoCuoua , Yaeckose etukere”), 6yayhu fa ra merosa npebauima mpe-
TIO3HAT/BMBOCT N HO]'[Y]'IapHOCT YMHE JOBO/BHO CaMOO]I[p)KI/[BI/[M‘ HPYFMM pe‘[I/IMa, CHCMCHTje HOCTOjaO n
IIpe KOHIIeNTa HaceD)a, a cTaTycoM je TOCTao [OTATHO UBTIOXKeH: ,,/IaKo fieyje cTapo, Hacebe je 3arpaBo
HemTo HOBO. Hacrehe je Haunn fanainme KyaTypHe IpofyKIuje a Hahe mpubexuuite y mpoIiocTu.
Taxko geduHmcano Hacele 3aBuCK Off puKasMBarba KOjUM aje opyMupyhnum ekoHoMujama 1 MecTuma
IPYTY XMBOT Kpo3 concTBeHo usnarawe” (Kirshenblatt-Gimblett 1998: 7).

OuyBame 3By4YHOT (Kao I CPOJJHOT ay/[1i0-BU3ye/THOT) Haceha 0OTBOPEHO 0uMBa Ha UCTOPUYHOCTH, A
KOpeHH ce (Kao 1 y CTydajy OuyBarha HeMaTepujaTHOT KY/ATYPHOT Hac/eha) y 3acHOBaHOCTM Ha MY3UYKO]

23 Y Bpamy ce Takobe opranusyje og 2019. rogummsu Pectusan sparcke ipageke tiecme ,Ohy na B mojem
BPamaHCKO .

28



bonxmopuctui. Mysuuku efeMeHTH HeMaTepujaHor Haceha Hamase ce nsmeby Konseppanuje ap-
TedpakTa (MHCTpYMeHaTa, HOTALMja M CHUMAKA) U HOJPIIKe U peBMTaNM3alije KpeaTHBHOT Ipolieca,
3HaMa, BEUITUHA U CIelUYHNIX IPYIITBEHNUX IPAKCH, @ TO:

»[...] Ipy>a KBy uny McTopujcky nepcrnekTuBy, omoryhasajyhu nam a samenmo HKH na kpajy
HM3a IIPOIeca OuyBatba U 3aIITUTe Koju cexy o XIX Beka. Y ToM cMucny, 6pojae ncropujcke
CTyZMje 0 KOMIIMIAL[MjaMa IOIMy/IapHe [oe3Nje, MHBEHTAPUMa, My3ejiiMa My3HKe, 36upKaMa
MapTUTypa U CHUMAKA I, IIUPe, O MySHIKUM apXuByUMa — nsMel)y pomanTtianor donkmopa,
HAIMOHATHIMX KOHCTPYKI[Ija M HayKa y HACTajarby — UTPajy de facto yory y HCTOPUju My3nduKe
xepuranusanuje” (Broclain, Haug, Patrix 2019: 4).
3By4no Hacnele Hu HajMambe Huje nuuieHo MoryhHocTu 3a Komopudukaumjy. Moxe ce pehu sia je
3BYYHOM M HeMarepujanHoM HacyeDy 3ajenHunuka cinepeha oncepsanuja [lana Jlyna6epra:
»Kajia apxuBu i Myseju IpUKYIUbajy MY3UKY WM fPyTe Ky/ITypHe nspase, GyHKIija TUX M3pasa
ce Merba. Je[fHOCTABHO peyeHo, MoxXe ce pehn fja ce off KynType Membajy y Kyn1TypHo Hacebe.
OHo 1ITO Ce 4ecTo JielmaBa jecTe Jja ce IPUKYI/beHN MaTepujaji opraHusyje u objasibyje, mTO
ce 3ay3BpaT MOXKe IIMPUTH U HA KPajy YTUIIATH Ha KY/ITYpPY KUBJbemwa crosba. [Iporec y kome
Ky/ITypa II0CTaje KYATypHO HacTel)e MoxKe ce Ha3BaTH ‘MCTOPU30BakheM Ky/ITypHOT Haceha ™
(Lundberg 2019: 224).

Kaxo je paunje o6jaimeHo, apXMBCKM CHUMIM HAPOJJHEe My3MKe IOTPeOHM Cy eTHOMY3UKOMO31Ma
3a ICTPa)kKMBalbe, MPe3eHTalujy 1 e[yKalujy o MySMYKIM MpaKcaMa Koje ce mocMarpajy kao HKH un
MOTY JONPMHETHU IUXOBOj PeBUTAIM3AL U} (OHOCHO jauamby) I OffP)KIMBOCTI, @ ILUXOBO ITyO/IMKOBaIbe
0CEOHO 6V KOPYUCTHIO PYTHUM CTPYUbaliiMa 1 IOKaTHUM 3ajefHuiama (Bume y: Dumnié Vilotijevié
2019: 172-173). Y ToM CMUCITY, OTIpaB/jaHa je oTpeba 3a XUTHUM eTHOMY3UKOOIIKMM O4yBabeM, aii
He CaMO KPO3 TePeHCKM, Beh 11 Kpo3 apXMBCKY M IUTUTaIN3AMjCKY Pajl, KAKO OM IIPOLIeC yCIIOCTaB/bakba
KOHTHHYUTeTa 610 yIoTymeH. [lo3uTuBan edexaT CHMMAKa Ha 3aje[HNIIe My3udapa je HoTBpben,
noce6H0 TokoM mauaemuje (Llepubammh 2022: 84), a ,,kopucHuiy mponssoga Hacmeba” ce npenTIdN-
Kyjy ¢ ofpeheHnM My3iIKIM JOMEHOM HeIoCPeTHIM UCKYCTBOM C MY3UKOM, Koje je, n3aMeby ocTaor,
MOTJIO OMTV OCTBAPEHO YIIPaBO My TeM Cayliama cHiuMaka (Lepubanmh 2022: 91). OBo ce moce6Ho Moxe
MMAaTH y BULY TIPUITMKOM MPOjeKTOBaba CTPaTernje MoApIiKe ,0{03r0”, KPO3 CUCTeM MHCTUTYIINja,
KaKo 6 ce IOTEHIMja/THO MO0O0/bIIA0 OIICET IPUCTYIA OUyBaby. [JOKyMeHTapHI aPXUBCKU CHUMIIN
61 360T CBOje ayTOPUTATUBHOCTY TPebasIo a MOCTyxKe Kao momMohHa Kapyka y TaHI[y yCMeHe Ipefiaje
mysuukor Hacreha y Cpbuju, 6yayhu ga eparcka ipagceka ilecma KBaTUTaTUBHO y PEIIEPTOAPCKOM 1
CTWMJICKOM CMICITY TIOUMBa Ha )XMBOM M3BODAIITBY TeK HeKOMUI[MHe Nesava. IIpempa je kao apredaxT
106po mo3HaTa WIMPOj jaABHOCTH, MOXKe e IIpefBuzieTy fa he 6e3 alekBaTHOT O3HaBaba IPOLITIOCTI
OBOT M3pPa3a HeHa 3ByYHA TPETO3HAT/BUBOCT IOCTAT! YTPOXKeHa (BIIle O MepaMa 3alITUTe CIMIHO

24 Xepurayusaruja, OfHOCHO, Ha €HITIECKOM je3UuKy ,cultural heritageing” — urpa pednma ,heritage” u
»ageing”, mpum. M. [I. B.
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yrpoxenux mysuakux enemenara HKH y: Jlajuh Muxajnosuh 2022: 102). C apyre cTpaHe, ynorpe6a ¢
HaMepoM efyKariuje (y y)keM I y INpeM CMICITY) fana 0¥ JOAATHY BPEJHOCT ,OKAMeeHOM~ CafpKajy
CHUMKa. XepuTalM3alja ce 3alpaBo UCIOCTABM/IA KAO jeAMHI IIyT 3 LIMPY AOCTYIHOCT 1 06jaB/bU-
Barb€ KOMITAKT-IMICKa C APXMBCKMM CHUMIIMIMA M3 IIEPUOMA TIPE nnaTQJopme HemaTepMjam-lor KynTypHOT
Haceha. CHUMIIM MICTOBPEMEHO MpPeJICTaB/bajy a/ITePHATUBY PA3INYUTUM FUCKOTPadCKIM M3TambuMa
YMjy CafipyKaj KBaIMTaTUBHO OFCTYIIA O} eCTeTUKe 3Bohewa sparvcke ipagcke iiecme (y CMUCTY JUKIIUje
u OpKecTpalje, Kao Hajyleyar/pyBUjUX apaMerapa). TuMe Xepuraynsaijuja JOIPUHOCH OCTBAPEHY
3aJlaTKa ypreHTHe eTHOMYy3uKosoruje (Buure y: Dumnic¢ 2012), yBaskaBaby UCTOPMYHOCTU Y MIPOLECY
Tpazuiuje 1 eBonyLuju 6aB/bermba My3sudKIM GOIKIOPOM — Off CTPYUYHO 3abe/Ie)keHe TBOPEBIHE 10
OIMII/BUBOT U OFPXKMBOT Haceha. YKOMUKO ce IpuMeHM 06yXBaTHM eKOCHCTEMCKI MOJIE/ TIeT JOMeHa
ofipxama Mysuuke nmpakce (Shippers, Grant 2016), o6jaB/buBambeM OBMX apXMBCKMX CHMMAKa C €/IeMeH-
TOM HeMaTepujaTHOT Ky/ITypHor Hacneha kao cagpskajem: HacTojahe ce na ce ja fonpunoc mysuuapuma
u 3ajegruyu — Tako WITO he ce ame0BaTH Ha HIXOBY 3aMHTEPECOBAHOCT [a YIECTBY]Y, yue U U3BOJE;
HOZPIKaBajy ce peiyziaiuje 3ajefHIIIe — TAKO IITO Cy CHUMIIN y CKJIafly C OHIM IITO je Beh moTBphero kao
BUXOB UJEHTUTET; T0CeOHO he ce mocnemmTu cucitiem y4era — TaKO 1ITO ce eTabnupa yaora paHUjux
HoCWJIala mpakce u o6esbelyyje Marepujas 3a yuere; apxuBCKI CHUMIIM IIOCTA]y 10 BU/bMBOCTY IIPAKCe
Y Megujuma i jacHo je TIO3MITMOHMPAjy Y OKBUPY My3UUKe UHGyCiipuije Kao Ie0 MHCTUTYIIMOHATHOT apX1Ba.

*

Bparcka ipagcka fiecma Hamasu ce Ha HEKOTMKO PACKPCHUIIA: BE3aHA je 3a IIePUOJ] PasfiBajatba IOKa/THe
HaIMOHA/THE U OCBajauke KynType ¢ Kpaja XIX u mouerka XX Bexa, Kao ¥ 3a Mamy yp6aHU IIPOCTOP Y
KOM Ce [IyTO OIBIja0 CY)KMBOT TUX KY/ITyPa I KOji Y CPIICKO]j KY/ITY U IIPeACTaB/ba MeTahOPMIKI MOCT
usmeby Vcroxa u 3anapa. Ilo cBojuM TeMaMa OHa je Ha TpaHUIN JOKYMEHTapHOCTY 1 QUKIUje, a 10
HAYMHY IIPEHOLIebA 1 IIOCTOjakba NPUIIA/ia HAPOJHO)j — M TPAJAMIIMOHAIHO]j U MOITy/1apHoj My3uuu. OHa
y TIOjeIMHIM CTTyJajeByMa MpeficTaB/ba CrenudIan IpuMep Ha KOMe je MoTyhe TpaTuTyi KOHTHHYUTET
U TaHaI| Of] KOHCTPYKIIMje 0 yCMeHe IIpefiaje, y YMjoj Cy OUTI IIPOLieCyaTHOCT U CTIeICTBEHO Bapupambe.
CHUMIM KOjU Cy HAYMIbEHN Ha eTHOMY3UKOJ/IOIIKOM TepeHy ceflaMpieceTnx rofmHa XX Beka HacTamu
CY Yy BpeMe IpenIaB/blBatba TPAJICKUX U CEOCKMX MY3MYKMX MIPAKCH HOBOKOMIIOHOBAaHOM HApPOTHOM
MY3UKOM, T€ je Y TOM CMUCITY OBO CBEI0YaHCTBO O IIOCIE/[HbIM O4yBaHIM IPMMepUMa TpaiuiiMOHaTHe
rpajicke HapOJ{He My3MKe 1 IIPBUM IIPOJIOPMMA APYTadnje HapOjiHe My3MKe Yy 0Baj Kpaj. KonauHo, oBo
u3fame je I7I0f] TeXIbe /la e OTeTOTBOPY MHTePCeKIMja n3Mehy pasaBojeHnX KOHIleraTa OqyBamba He-
MaTepujaHOT 1 3alITHTe 3BYYHOT Ky/ITypHOT Hacneha, majyhu ogabpanym cHuMIMMa HacTaamuM mpe
1o71a Beka MOryhHOCT OHOBHe 1 mype yroTpebe, 1 MCTOBPEMEHO 0Ka3yjyhu a ¢y apXuBCKM CHUMITH
HEOTIXOTHA JIOTTyHa X1BYhoj mpakcn.
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Crika 1: Cunoh mu ityxna na itenhep (pyxomuc Vicupopa bajuha, s.a.)
Figure 1: Sinoé mi pukna na pender [Last Night He Knocked on My Window]
(manuscript of Isidor Baji¢, s.a.)
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MMOJALINI O CHUMIIMMA C IICKA

1. ITomos, Boro, pamHe rope
VisBene pBe xene (ceno Mamak, 3. jyn 1972)
Jlazapuka IecMa Koja je IleBaHa IIPUIMKOM y/1acKa y ABOpuLITe, Ha gomahuta. OBaKBoO, IpeBacXoiHO
jeIJHOITIACHO, CTapuje IleBakbe GMKOP/aIHe MeOfiuje KOje ce M3BOJIM IIPU/IIKOM OIIX0fja cena Ha JlasapeBy
cy6oTy Ha/MKYyje IlecMaMa MCTor skaHpa y [Tuntsckom okpyry. [losgpaBHe nopyke 1 f06pe jKe/be n3BefeHe
Cy CHa>KHO, Y CUMETPUYHOM ocMepLyy. OcuM TUnm4Hor peppeHa ,,103” Ha Kpajy ce jaB/ba ¥ OKBUPHY CTUX
»0j, y6aBe mase mome!”, koju ce cycpehe y pasnmunTuM >kaHpoBIUMa OOPEHOT IIeBakba Y jyrOMCTOYHO]
Cp6uju. MeTpopuTaM je BOJie/IaH, a IPUMETHI CYy MOTHUBM C OOPHYTO ITyHKTUPAHUM PUTMOM.
TokOM CHIUMKa 4yje ce i HajaBa HyMepe Ha TepeHy Kojy je usrosopuia Pagmua [lerposuf.

2. 3ameBano craByj nuie

VisBerne fiBe xene (ceno Mamak, 3. jyn 1972)

Kpasbirika mecma Ha y4uifiesnd, Koja ce M3BOAMIIA y OKBUMPY Kpa/bidKoT o6pesa, 3a [lyxose. Kao y mpet-
XO[[HOM IIPUMeEDY, MeIofiuja je GUKOp/aIHa M y CYIITHHY je[JHOITIACHO M3BejieHa (C IOBPeMeHOM XeTe-
PodoHIjOM, CEKYHIHIM Ca3BYdjiMa), CTUX je CUMeTPUIHE OCMepauKe CTPYKTYPe U OCTOjI ITOMEHY TH
OKBVMPHU CTVX Ha KPajy, a/li )KaHPOBCKA Pas/nKa je ounriaesHa y pedpeny — ,,mazno”. IlpumerHa je
pasjuKa y METPOPUTMY — y OBOM IIpuMepy je rubato, a KpajeBu MOTyCTUXOBA Cy HATTAIIEHN yXKUM
HOTHUM BpefHOCTUMA. [IeBaHa je Ha Marauky indac, a UCTe U3BOhauuIe Cy IPUTNKOM TEPEHCKOT CHIU-
Marba MHTEPIpeTHpae UCTY HeCMy Ha MAUKAo6cKy inac, nmycTpyjyhu TuMe pasnuke y HameBuMa
KapaKTePUCTUIHMM 32 J1aTa cena. [leBaHU TeKCT HOUME>e MOTUBOM II0ja CTaByja Ha mpo3opy ynyherom
nomahuny kyhe, a Hacraspa ce ogrosopom somahurie. VIHTepecaHTHO je a IIOCTOjU IIOETCKMU CIMYHA
bybaBHa mupcka necMa — Crasyj fiusne, He fi0j paro 3aCHOBaHa je Ha ICTOM IOETCKOM MOTVBY I Ha/la3n
Ce y IpBOM 4nHy uyBeHe fpaMe bopucasa Cranxosuha Kowiniana.

3. Kura kutky 6epe

VsBena Vixonuja Crojkosuh (cenmo Mamax, 3. jyn 1972)

JKerBapcka mecma y mectepadykom cTuxy. IleBaHa je y MaHMPY 5K€HCKOT CEOCKOT OOPeHOT MeBamba
TUIIIYHOT 3a jyrouctouny Cpbujy — TeTpaxopianHa Me/lofuja y TepIIHOM TOHCKOM obumy, y parlando
rubato MeTpopuTMY, y3 061/be KBOLAjyh1x TOHOBA U Ca ,,3aMaCKMPAHUM~ MHTEPIIPETUPAbEM TEKCTA.
Menoctpoda je cactaB/beHa Off 1Ba IeBaHA CTIXa, a MHTEPECAHTHO je fia ce uaMmehy cTpoda japrpa mot-
IYHU JIaHAL| CTUXOBA C perpecujoM. Y mecmu je ped o feBojuyu Kutu koja 6epe ,KUTKy” U IIOK/Iamba je
MOMKY Y 3HaK JbybaBHe naxkie. [Tecma ce 3aBpiraBa MOTMBOM TPy 3/1aTHe jabyke (ieBojKa Jjaje Be oLy
u 6pary, a Tpehy uysa).
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4. Ilponereure cusy 6emu romyou
VsBena [Iparuma Bemuaxosuh (cero Jarmiuo, 29. jyn 1972)
Crpipkbapcka IIecMa, y Kojoj je ped 0 o6irdajy Kafa KyM IIpBi Iy T myia HoBopobeHo gere. drykrynpajyhe
je MeTpUKe, yMEPEHOT TeMIIa, UCIIeBaHa Y OKBUPY TeTPaXOpAa/HOT HU3a.

5. Kpyuan uauax

VsBeo Ha iynyKy Kojaguu Josuh Iuya (ceno Jarmuio, 29. jyn 1972)

Bynyhu na Hucy cauyBanu ogany o MHCTPyMEHTY Ha KOM je M3BeJleHa OBa HyMepa, Ha OCHOBY PeajIHOT
perucTpa cBupama 11 60je TOHa MOXKe Ce 3aK/bYUMTH Ia je Ped O Y>K0j CBUpAsIM, aepodOHOM MHCTPY-
MEHTY KOjy je Peann30BaH Kao IUIMHIPUYHA [pBEHa 1B C PYTMIIaMa 33 CBUPakbe Ha YMjeM Ce TOPheM
Kpajy HajIa3yu Ipopes 3a yyBaBame Basjyxa. [[pema nojanmma us 1ureparype, Takab MHCTPYMEHT ce
y ucrousnoj Cp6uju cpehe nmox Hasusom ,,ayayx” (Devi¢ 1977: 46, Bopbesuh 1931: XII), mpempa ce op-
TaHOJIOIIKY Pas/MKyje Off MHCTPYMEHTa UCTOT HasyBa KOju je pacnpocTpameH Ha KaBkasy u branckom
UCTOKY. Y pesynraTuma Yaumtuxa o cilary Hapogrux uiapa Munuciiapciiéa apoceeitie Hapogre
peitydnuxe Cpduje us 1948. rofyHe 4ecTo ce HABOJM A je, OCUM ,0/1eX My3uKe”, Tajiy ¥ HeKaja 3ypiu,
YTpaBo yAyK MpaTuo HapofHe urpe. KapakTepuctidan nsBohaukm MaHup je mojasa fpyror, mpateher
I/Iaca Ha OBOM je[[HOITACHOM MHCTPYMEHTY — Ped je O TAKO3BAHOM ,,3ap)KaBakby , OI/IallaBakby CaMOT
CBMpaya TOHOM 13 TpJia Koje MOTIIpTaBa pUTMUYKY ITy/Icaliujy. 3a pasauKy off HyMmepe 21, TemIo je
YMepeHu;ju, a MeNoJja M PET OTICera.

6. Crojanke, 6ea Bpamanke

VsBena Jby6unka By6a Bynarosuh (Bpame, 30. jyn 1970)

PomanTnyapcku cruxosu [Iparyruna Vinnha o6jaBpenn 1882. rogute 6umm ¢y 0CHOBa 32 TEHOPCKY
cono necmy Jocuda Mapunkosuha ITog ilenyepuilie, Koja je IT0CTaIa MKOHMYHA 3a Bpame — He camo 3601
crioMeHa TOIOHUMa, Beh u 36or ucrakuyroctu y spamu bopucasa Crankosuha Kowitiana u3 1902. u
[I0CTOjatba Berose ncTonMeHe npunoserke 13 1901. rogune. O6a ayropa mecme 6ya Cy MHCIMpPUCAHA
OpujeHTOM — jacHe acolujalyje Cy ABOCIOKHYU PepPEeHCKH TYPIM3MY ¥ IIPUCYCTBO MHTEPBasa mpe-
KOMepHe CeKyHJle Y IITaMIIaHOj MeJIOfNju, a ieo Te pacimHaluje jecTe M TeMa — JIela IeBOjKa Y TYPCKOj
Hourwy. Tymauehn yBogHY [BOCTUXOBHM CETMEHT Kao AY>KHU pedpeH Unji ce IPBY CTUX Y Ja/bUM
IIOHAB/bAbVIMa MeHba, 3a11a)Ka Ce J]a je Y IeroBoj OCHOBM acKMeTPUYHa OCMepayKa CTPYKTypa CTHXa,
MCTO Kao 1 y cTpodama. [JHaMIYKa paCKOLUIHOCT, CKOKOBUTOCT METIOiMje ¥ OfMEPEHOCT Y MeTM3MIMa
Jonmase [0 M3paxkaja y rubato pedpeHCKIM [eTOBMMA, FOK XKMBAXHI KapakTep cTpoda nctude i 5o6py
apTUKY/IAlMjy U JUKIMjy MHTeprpeTaTopke. TOHCKa OCHOBA OpPUTMHAJIHE Bep3uje je MypcKa.

7. OrBopu My, 6eno Jlenue
Visseo Mue Croumth I'aBpa (Bpame, 27. jyn 1970)
Y mecMu usyseTHe MOITYTAPHOCTH, KAKO MIPU/IVKOM Tafalllibel TePEHCKOT GereXerba, TAKO I JAHAC, I
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To Ha mupem npocropy Cpbuje, Kpos [ujasor Cy oneBaHe peaaHe TMIHOCTH 13 Bpama. HakmoHocT
usmeby Jenene Cramenkosuh (Jlenue) u Mumana Tacinha (Munera ITnera) kpajem XIX Beka mpouyra
ce II0 rpafly, a Ipu4a o Toj HeogobpeHoj /bybaBi ,,TypeHa je y mecmy” (3mataHosuh 1982: 115), mponena
ce kaanama u Tako gocuena y Crankosnhesy Kowiniany. Jleo je opckor perneproapa Bparma 1 okonnte
- npaheHa je UTPOM, KOjy YMHN IIMPOKO PacIpocTpameHy obpasal; Kopaka Koju je y zomahoj etHo-
KOPEOJIOTUj! MO3HAT Kao ,TPOTaKTHN (JBa KOpaKa yIeCHO, jeflaH y/IeBO), Ka0 1 JOCTOjaHCTBEH CTUI
KpeTama: ,Urpa Ce O{MEPEHO, ajli U3PA3UTO, TOIUIO, C YKuBaweM (mexamcku)” (Jankosuh, JankoBuh
1951: 155-159). KonkpeTHO 13Bohere opraHmn3oBaHo je y fBe MenocTpode y KojuMa je HelmapHI CTIUX
YBeK CHMeTpIYHe OCMepadKe CTPYKTYpe, a IapHU Bapupa (Maja je JOMUHAHTO aCMMeTpU4aH — 3, 5).
Crpoda je My3uuKy cacTaB/beHa Off iBe BOCTUXOBHe dpase, Izje ce Apyra moHasba. TOHCKa OCHOBA je
1 OBJIe, Ha OCHOBY ITPETIIOCTABKe O yOOIIajeHOj XapMOHM3ALIjI, FYPCKa, @ OIICET METIOANje je OKTABHIL.
VisBoheme y cHa>KHOj AMHAMMULIYM U 6OTaTO yKpacKuMa y TaraHOM TeMIIy, Kao 1 IOBPEMEHO OfiCTyIIabhe
or; xemuonse Metpuke (7/8) mpoxykaBarmeM MOCIebeT, nHade Kpaher fema pajy ncrnesaBama, FOBOPK
0 YMEIIHOCTM MHTePIpeTaTopa.

8. Ha cpep cemo mapeHa yenrma revanire

VsBena Jby6unka By6a Bynarosuh (Bpame, 30. jyn 1970)

[IInpoKy u fyroBeyHy MOIYIAPHOCT U OB TecMa, 6e3 cyMibe, Jyryje mojaspuBamwy y CrankosBihesoj
Kowitianu. Y iecMu ce moMube HeKaflallllby CTBapHM BparbaHCKy TomoHuM — [llapena yecMa, Kojy cy
1915. unu 1916. ropuse cpyiunan 6yrapcku BojHuiu (3naranosuh 1982: 143). Y TyMauersy KOMIIIEKCHOT
obpacia c7IoroBa Kpo3 CTUXOBe, MHTEPECAHTHA je I0jaBa IBOCIOKHIX TypIii3aMa y GpyHKIuju pedpe-
Ha — je[IHUM 1 3anounbe (,Mope”) ¥ OH ce He jaBjba CACBUM [JOCTIE[IHO, a IPYTH Ce jaB/bajy Ipes Kpaj
CTMXa ¥ TPOMEH/BUBI Cy Ha HUBOY cTpode (,aro”, ,aman”). OBakBu pedpeHy HICY PeTKM y ITecMaMa
OBOT Kpaja — CEMAaHTUYKU CY ITIOBE€3aHN C OCHOBHNUM TEKCTOM I I/[Majy (byHKLU/IJY Y UMEHOBamky TOKOM
Jvjasniora iok, C ApyTe CTpaHe, 3a/{pyKaBajy IO3UIN]y Y OKBUPY CTUXA U IMajy HEIIPOMEH/bUBY CTPYKTYPY.
ToHCka OCHOBa je Iy PCKOT IIPU3BYKa 1 06yXBaTa TOHCKM HI3 Y OKBUPY Be/IMKe HOHe. VIHTeprpeTanuja je
OCeHYeHa AMHAMUYKIIM HIjaHCaMa, a oborahena je He camo MennsmimMa, Beh 1 HaranraBarmeM TOHOBA
JYKeT Tpajama (HapOYMTO OHUX JOCETHYTHUX CKOKOM) Y ribato MeTpopuTMy.

9. IIBero, Mmopu, IIBeto (IllTO ry Hema IBeTa)
Visseo Mue Croumth I'aBpa (Bpame, 28. jyn 1970)
ITecma je 6¥Ta IMIMPOKO PacIpocTparbeHa, mocebno Ha teputopuju Kocosa n Mertoxuje. OunriaesHo
je 6uma ommbena u y Bpamwy 6ynyhu fia jy je ornepano Buine kasubaya. KoHKpeTHa HHTepIperanuja
3arounive usBohemeM npuresHor peppeHa y ay>xuan crpode. CTHUX je IPeTeXHO LiecTepadyke CTPYK-
Type, METPOPUTaM TPOJie/iaH, a TOHCKA OCHOBA /Iy PCKOT TpU3BYyKa. IbeHa Tema jecTe 4eXXbMBO OTleBatbe
IIBeTuHne nemnore.
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10. Kua naje Buie 70m0 Bpame

VsBeo [lyman Mmagenosuh IlImypko (Bparbse, 28. jyn 1970)

OcuMm 1mTO Ce y mecMu NoMube jieo Bpama, y 10j ce oreBajy u IM4HOCTM Koje Cy mocrojae. Llony cy
HeIIO3HATH MYyLIKapIy oTen jefHe Hohm 1878. unnm 1879. roguue u oxsenu je y kyhy ITadeposux y
Hosowm Ceny. Tamo cy je mpenosHanu KpujymMyapy u3 Bpama 1 oTOBOPUIN C HOM JIa jefiHe Beuepn
no6erHe ¢ BIMa y IpaBIly U3 Kora ux Oy/e 4y/a ia neBajy ,Kuiua maza, 6eraj ja 6eramo” — o Ipefiamy,
npBOOUTHY Bepaujy ose mecme. C pyre cTpaHe, jejal off ydecHMKa y oTMuuu 6uo je Mane u3 poga
Bammupuujiy (MCTOPUjCKY HOAALM CY HaBeleHM IpeMa: 3matanosuh 1982: 110-111). Ctux je y oBOj
HecMI aCUMeTPUYHN leceTepauk (4, 6), y koMe ce jajba pepeH II0CIe IIPBOT flefla CTUXA, {OK Ce IPYTH
Jieo IoHaB/ba. VIHTepecaHTHO je fa je pedpeH IPOMEH/BIB I CeMAHTI YK TOBE3aH C OCHOBHIM TEKCTOM,
KPO3 0CTIOB/baBambe aKTepa. Menoiuja 1y pCKor Mpyu3ByKa y KBUHTHOM 061uMy i rubato MeTpoputmy
JICTIeBaHa je KWBO, a OJI/INKA M3Bef0e jecTe yecT BUOpaTo.

11. U3 6amy upe, usbamano ce
VisBeo Mue Crounth I'aBpa (Bpame, 28. jyn 1970)
Mo>ke ce IIPeTIIOCTABUTI 1A je y IIeCMIL ped O JIeTIoj AeBOjIu Koja 1fie u3 Bpamcke Bame. Y mpBoj me-
70cTpodU CTUX je CUMETPUYHE fleceTepadKe CTPYKTYPE, a CTPOQy YMHY jeHOCTUX Ca LECTOCIOKHIM
pedpeHOM 1 IOHaB/bakeM MoMycTHXa. VI3Mehy crpoda jaBba ce manary ¢ perpecujom 6yayhu ga ce mo-
HaB/ba APYTHU MOMYCTUX. VIHTepIpeTannuja Hajipe rpaBUTHPA Ka JAKTUJICKOM 7/8 METpOPUTMY, a y6p30
Ce OH 1 YCIIOCTaB/ba. Me/lojjuja ce MOXKe TyMa4nTH Y XaPMOHCKOM MOJLY Y OKBUPY KBUHTHOT aMbutyca.

12. Illano, xymo, lllano, mopu

VisBeo Mue Croumth I'aBpa (Bpae, 28. jyn 1970)

CruxoBe [0 laHaC BEPOBATHO MACOBHO HAjII03HATH]e IlecMe Koja ce Besyje 3a Bpame Hanucao je [lparyTus
Vinuh, kao meH KomnosuTop nomumse ce Jocud Mapunkosuh, a rakobe je neo Crankosuhese Kowisiane.
Hbena Tema je yexxrba 3a eriom [llaHoM. Jleo Te ecMe u3BefieH je ¢ moce6HMM HabojeM, ca YeCTIM Map-
KMpambeM JIY)KMX HOTHUX BPEHOCTHU POJY>KaBabeM U YKpalllaBambeM, IPY 4eMy ce OfICTyma of 7/8
MeTpOPUTMA KOj je KapaKTePUCTUIaH 32 MeNOAUjy mpuinkom npahema urpe (spawanka). Crux crpode
je yeTpHaecTepauKe CTPYKTYpe, a pedppeHa jeanaecrepadke. Menonuja je rpaheHa o fBoCTUXOBHUM
¢dpasama, a MOXKe ce TYMa4MTH JIa je IpBYU Jeo cTpode y MOy C MOBUIIEHUM YeTBPTUM U IIECTUM
CTyIEeM, a ia Cy APYTH fieo 1 pedpeH y ZJOMUHAHTHOM Aypy. VI3Bobad je kajjleHIMpao mofusameM
MeJIofiMje MOCIE/ibe PeUn 3a TepITy.

13. ]Ia 3Hajemn, Mopw, 5a 3Hajelr
VsBena Jby6urka By6a Bynarosuh (Bpame, 30. jyn 1970)

JKan sa npouunouthy u nponasxouthy xunBora TeMa je oBe jbybaBHe necme us Kowitiate. VIctoBpeMeHo,
OHa je IaHaC jeflaH Off MOIy/IaPHUX 3BYYHUX MO0/ ,cTapor Bpama”, 1a i 1e0 Lmper cTaporpajcKor
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peneproapa y Cp6uju. Bepcudukannonn obpasaiy je acumeTpudaH ocMepalrt Koji je oboraheH gsocmox-
HIIM IIPOMEH/BUBIM pedpeHoM (,Mome”, ,,1yno”), parlando rubato meTpopuram, nara temmo. Menoxuja
je LIPOKOL, OKTABHOT 061Ma, a MOXe ce TYMa4nTI Y OKBUPY JIECTBUYHOT HI3a KOjiI 06yXBaTa FOPEI
TeTpaxopy, IPUPOHOT MOJIa 1 KaCHUje NOmbM TEeTPaXOp/ UCTOMMEHOT 1ypPa, C KaJleH1IOM Ha pyroM
crynmby. JInpcka MHTepIpeTaluja y yMepeHoj fuHaMuiyu oboraheHa je BuGparima Ha [y>K¥M TOHOBMMA,
I1a ¥ [IMCAHAVMA Ha KPajy IPBOT MeIOCTHXA.

Meby hoHOapXMBCKMM CHMMIIMMA HaJTa3u Ce U Bapujaiuja necMe y ussobhewy Muera Croumtha I'aspe.

14. Cimapu eparcku uouex

Vssenu Kypra Ajpenunosuh (#a kmapunery) u Tpajko Ajpenunosuh (1a ranany) (Bpame, 29. jyn 1970)
IInecHa MeofMja yMepeHOT TeMIIa u3BefieHa y MeTpoputMy 9/8 (o6paciia 2+2+2+3) ¥ y TOHCKOM HU3Y KOju
ce MO>Ke TYMa4UTH y OKBUPY paciti Makama. IIpeko crabuiHe 0CHOBe NepKycuje pasBuja ce MaeCTpanHo
IMHAMUYKY M aTOTMYKM HUjaHCUPaHa CBUPKA Ha K/TADMHETY — [IelleHTHA TeMa C TI09€TKa KpaTKe Ty4He
bopme mocTerneHo ce Bapupa I yCIoXKbaBa, a IIpef KaJIeHIly ce IOHaB/ba y IpBo6uTHOM BUAy. Youek je
MMITPOBU3ALMOHM N7IEC KOjU C€ U3BOMIMO COMMCTUYKY VTN Y TPYTIV HEMOBE3AHMX UTPada MM NTPadmLa
yuenrhem 1enor Tema. OBako ONMCaH, TUIMYAH je 34 POMCKO CTAHOBHUIITBO jyroucroune Cpbuje, a
pacnpocTparmeH je Ha nenom bankany u Hapounto y Typckoj. IlocpecTBoM poMCKUX Mysudapa MH-
KOPTIOPMPAH je y M/IeCHY Tpakcy Bpama TOKOM OCMaHCKe B/lajlaBIHe, a CPIICKO CTAHOBHUIITBO je 0Baj
T/IeC M3BOAMIO Y GopMalju Kosd.

15. Ilagnyma Maria no nobe
VsBeo [lyman Mnagenosuh IlInypko (Bpame, 28. jyn 1970)
TexcT oBe IecMe je Mo3HAT Ha IIPEM ITPOCTOPY; IITO je MOCeOHO MOCTIeNeHo MomymapHorhy recama ucTor
CIpKea M ipyraumjer Hanesa - Maina iagrana 6 gonuna (Ha CHUMIMMA je 3aberexxeHo fia je Mure Cronmh
TaBpa 110 0BOM MOJie/Ty OTIIEBAO J1e0 TEKCTa KOji je IPUIIOXKeEH Y3 IUCK),  ['ycilia mu maina iiagnana (Lmpoko
nomynapHa necma ¢ Kocoa u Meroxuje). Menoaujcku i TeKCTyaTHI MOJIET KOjH je OBJie MTyCTPOBaH, a KOji
je canMbeH y Brapnunsom Xany, nocmyskuo je u Bragu Jopanosuhy. Ha nctu nanes je u Crana ABpamosuh
Kapamunra orneBana Jana mu kougype nemana. Y ecMiu ieBojKa Io3uBa K ce6y MyIafior Kpojaya.
ITecma je opranusoBaHa y crpode cacTaBjbeHe Off IOHOB/LEHOT jeTHOCTIXA, Ha YMjeM Ce KPajy IIpU IIPBOM
I0jaB/bUBalbY Ha/masu pedpeH ,mMope”. CTpyKTypa CTHXa je acMMeTpUYHa ocMepadka (3, 5), TemIio 6p3,
MeTpPOPUTAM JIBOJIe/IaH, TOHCKA OCHOBA JyPCKOT IPU3ByKa (y 061My KBUHTE Ha ITPBOM I 3aBPIIETKOM Ha
TPYTOM CTYTIIbY, TIPY Y€MY je Peann3aliija OKOCHMIIE Me/ofinje TeTPaXopyi Ha IPYTOM CTYTIHbY).

16. IlernoBu mojes
Vsseo Joan Cromuh Kane (Bpame, 26. jyn 1970)
YV 0BOj KpaTKoj /by6aBHOj IIleCMI1, ,, Ty HOj ckpuBeHe eportuke” (Murposuh, Cacnh, Crojanosuh, Croumh,
Apcnh 2008: 26) BeoMa MTyCTPaTHBHO Ce IIpefcTaB/ba GOHeTIKa FoBOpa Bpaba, moce6HO saxBasmbyjyhu
I1eBa4eBOj AUKLMjI — Off I7TaCOBA (IO I/IACHMUK b, CYITIACHNUK S), IPEKO Ty PLIM3Ma KOjI Ce MeHba Y 3aBICHOCTI
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oz Tora fa u ce o6pahama xeHCcKoj (,Mopu”) Min MyIIKoj ocobu (,Mope”), 0 IJTarOJICKUX 06/IIKa
(3aBpIeTaK pajHOT [IATO/ICKOT IIpHeBa y TpeheM nuily MHOXMHe Ha —e6, yoTpeba I71aroia ,,meratn’”
U IerOBOT MMIIEPaTIBa KOji Ce 3aBplilaBa Ha -j). Karpencka ctpoda cactaB/beHa je off Ba CTMXa KOjIL ce
CYKIIeCMBHO TTIOHaB/bajy, a CTUXOBM Cy fleceTepall y a/iTepHallMjy ca LllecTeplieM Ha 4joj ce CPeJIVHI Halasu
JeTBOPOCTIOKHI pedpeH. Y 061My Benike CeKCTe I Ha Iy PCKOj TOHCKOj OCHOBH, METIOija Ca CYITH/THIM
CKOKOBMMa je u3BefieHa parlando rubato y ymepenom Temiry. boraro, anu ofMepeHo yKpallleHo n3soherme
Bm6paTmma, TJIMCaHaMMa, npenynapMMa n CKCHPCC]/IBHMM AVNHAMUYKUM HI/[jaHCI/[paH:VIMa ]I[y)l(]/lx HOTHUX
BPETHOCTH, CBPCTaBa OBY MHTEPIIPETAIN)y y Pl Hajpenpe3eHTaTUBHUJUX 6PACKUX IPAGCKUX Tlecama.

17. Iyne, mopu, 6emo Tyne

VsBena Jby6unka By6a Bynarosuh (Bpame, 30. jyn 1970)

ITecma je jou o1 paror XX Beka 6111a M3y3€THO IOIY/IAPHA K0 8PAHCKA, LITO y MeTOrpadcKuM 361pKa-
Ma, IIITO y CaJIOHCKMM 06pagama. Pasyior je HecymmuBo mpucyctso y Crankosiuhesoj apamu Kowiniana.
CTUX je CUMeTPUYHI OCMepaLl, 4/l je FBOCIOXHIU pedpeH KOjit ce Hajlas) Ha IOJyCTUXY U Mekba ce y
3aBUCHOCTH Off CEMaHTVKe OCHOBHOT TEKCTa (BbJIMe Ce IMEHYje CaroBOpPHUK y Aujaznory — ,[lyze”, ,aro”)
TOJIMKO OPTaHCKJ [IOBE3aH, fIa e MOXKe TOBOPUTIL O YKYITHOM aCHMeTPUIHOM [ieceTeply. Y ImecMu ce
rOBOPM O CKpUBEHO] JbybaBu u3Meby cpricke geBojke u TypunHa, a oce6HO ce HaramaBa Jby6aBHM 6071,
kapacesgax (3maranosuh 1982: 107). PackolrHa Menofja je OKTaBHOT OIICera, y OKBUPY KOTa je ypcKa
JIeCTBUIIA Ca CHIDKEHVM CeMUM I KaJleHIja Ha [PYTOM CTYIIibY. IIpeBacXofHO IIOCTelleHa KpeTarba
o6orahyjy Heymau/pyBy CKOKOBY 13 KOjUX Ce M3/1a3) HOKHUM I/IMCAH/MMA, a MHTepIpeTaluja je 1
OffMepeHO yKpallleHa, T0ce6HO BUOpaTHMa Ha Y>KIM TOHOBMMA.

18. Kuro, hepo, xoj yyka Ha menyep
Vsseo XKusojun Cromnh Bypua (Bpame, 27. jyn 1970)
Ilecma npepicTaB/ba pasropop usMehy popurerpa i khepke o meHoj yaaju. JJBocTuxoBHa CTpoda caunbeHa
je Of leceTepavKIX CTUX0BA C ABOCIOKHIM pedpeHom. Menonuja je y criopujem remy, parlando rubato
METPOPUTMY, C ;YPCKVUM IIPM3BYKOM y OKBUPY aMOUTYCa KBUHTE U C Ka[IeHI[OM Ha J[PyTOM CTYIIIbY.
V3 0By, y doHOapxuBy mocroju u uHrepnperanuja Munera Cromnha I'aBpe, koja je eHeprudHujer
KapaKTepa ¥ KUTHACTHje METOAM)eE.

19. Ajne, mopu, I'ajo

VsBeo [lyman Mnapenosuh Illnypko (Bpame, 28. jyn 1970)

Pajo nsBohena necma mMely kasuBaunma y Bpary roBopiu o nuTamymMa AeBOjIM 3aLUTO ce He yaaje,
JMMe ce IlecMa CBPCTaBa y Pefl OHMX C MOTHBOM ,Kyhema 1eBojke”, OFHOCHO IIPUINCHBABIMA TOMIIX
0co61Ha [IeBOjLy 300T Yera ce oHa He ypaje (uuie o Temu y: ‘Hophesuh 1931). JennocruxosHa crpoda
¢ pedpeHOM 1 IIOHAB/bAHEM IPYTOT METOCTMXA MMA Y OCHOBM LIIECTEPAYKY CTPYKTYPY. YMepeHOr je
TeMIIa, TAPHOT METPOPUTMA, IPU3BYKa [yPCKe OCHOBE y 0OMMY BeJIMKe CEKCTe C KajIeHIIOM Ha IPyToM
crynmy. KoHKpeTHY usBef0y Of/IMKYyje BOTYMIUHO3HI 11 CIIOPU)IM TEMIIOM HaIIallleH II0YeTHY CErMEHT.
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20. Tpumyt me Tane ygpapu
VsBeo [lyman Mmagenosuh IlImypko (Bparbse, 28. jyn 1970)
ITecma mosIeTHOT KapaKTepa KOja Ha XyMOPUCTIYaH HAYIH TOBOPH O 3a/by6/beHOCTH [IeBOjKe, Y 6p30oM je
TEMILY, {BOJIe/THOM METPOPUTMY 1 MIMa IATEHTHY {yPCKY 0CHOBY. CTpOdy 4MHe jjBa IOHOB/bEHA Me/IOC-
THXa aCUMETPIIHe OCMepadKe CTPYKType (5, 3), cTpode cy yBesaHe MOTITYHIM TAHIIEM C PErPECHjOM,
a MHTEePEeCaHTHO je Ja cBaka cTpoda Moxxe 6uty npaheHa npueBHUM pepeHOM KOjH je ¥ 3HAYECKO]
Be3l C OCHOBHMM TeKCTOM (3aberiesxeHo je TakBo usBobheme XKusojuna Cromnha Bypue).

21. Bawcku uavax

VsBeo Ha rajpama Vsko Tomnh (ceno Mprsuna, 29. jyn 1972)

Y 6nusunu Braguanunor Xana sabeerxena je CBUpKa Ha JIBOIJIACHUM TajjaMa, KOHKPETHO Ha MaKeJ[OH-
CKO-CPIICKOj BAPMjaHTY OBOT IyBauKOT MHCTPYMEHTA C jeTHUM Y/JAPHUM je3UUKOM. [lel0BY MHCTpyMeHTa
Cy:1IeB C pymuIlaMa 3a CBUpambe, 60pyHCKa IIeB, fyBarbKa I MeX off Koyke. Yauax je jefjan off Hajpacmpoc-
TpameHUjUX TPAANIMOHA/THMX IIJIECOBA Y jyroucTouH0j Cpouju, Koji OfINKYje HeloK/Taae Iy>KIHa
My3UYKe U KNHeTH4Ke (pase: HOK je My3nuKa ppasa yoOnmdeHa y OKBUPY JjeceT TaKTOBa, KMHETHYKY
OJITHMKYje aCHMETPIYIHO 0OTMKOBabe ITPOCTOPA Y ICTOj My3MIKO-TEMIIOPATHOj AysKuHu. OBaj 111eC U3BOM
cey Kpy>xHoj popmanuju Mehyco6Ho nosesanux ussohaua u uspohauniia, koja je Ha OBOM IIPOCTOPY CBe
1o ipyre nonosuHe XX BeKa HasuBaHa 0po. Y CBUPLM CY IPUCYTHU APHU METPOPUTAM, OCIIM/IATOPHA
MeJIofiuja, )KMBAXHYU TEMIIO U YKpalllaBatbe PafTPUIepPOM Ha Kpajy MOTHIBaA.

22. 3axenn ce Pucra Bynmymaue
VsBena Jby6unka By6a Bynarosuh (Bpame, 26. jyn 1970)
Moricka 0CHOBa y OKBUPY Maste ceKcTe, parlando rubato MeTpopuTtam, yMepeH TEMIIO i THPCKa 60ja Me-
LI0COIIpaHa Jo4apaBajy Ty)KHO PACIIONOXKelbe IlecMe Koja ToBOpH 0 HecpehHoj /by6aBi i IpUMOPaHOCTI
neBojke Ha 6pak ¢ ApyruM yoBekoM. CTUX je acMeTpPUYHE ieceTepauke CTPyKType (4, 6), a pedpeH koju ce
Hazasu nsMelyy ieoBa cTixa je ecTepadKe — MaKo Bapypa, CMICAOHO je ITOBE3aH C OCHOBHIM T€KCTOM.

23. [leBeT rogyiHy MUHaIIE

Visseo Mune Crounth I'aBpa (Bpame, 27. jyn 1970)

Moricka ocHOBa y 06MMYy BeMKe CeKCTe C KaleHI[OM Ha APYTOM CTy Iy, parlando rubato merpopuram,
yMepeH TeMIIo 1 TupcKa 60ja TeHOpa J0YapaBajy CeTHO PAcCIIONOXKebe IMecMe Koja TOBOPH O JbybaBu
usmely MOMKa I [ieBOjKe KOjy ieBeT FO/IMHa eHI POJUTE/bI OArOBapajy o yAaje. CTHX je acuMeTpudHe
ocMmepauke CTpyKType (5, 3), a ABOCTIOXKHM TYpIM3aM ce jaB/ba Kao pedpeH Ha Kpajy mpBa TPy IleBaHa
cruxa. Crpode cy rpahene of ABa cTyxa KOji ce CyKIIeCHBHO MOHAB/baAjy, OCHM MOCIE e BE, Koje Cy
rpabeHe of Tpu cruxa. VIHTepripeTaTop 60raTo TOHCKM M JMHAMIYKI yKPalllaBa MeTOAN]y, T0ceGHO Ha
JY>KMM HOTHMM BPeJIHOCTMMA Ha KpajeBuMa ppasa.
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24. 3amro, Bace, samro yjuun Bace
VsBena Jby6unka by6a Bynarosuh (Bpame, 26. jyr 1970)
ITocroje mofaLyt 0 CTBAPHIM JIMYHOCTIIMA KOje Ce IIOMIIbY Y 0BOj IlecMit: Tledanbap Bace 6110 je Heys-
BpaheHo 3a/py6ipeH y fieBojky Hacry koja ce ypana 3a apyror (3maranosuh 1982: 97). Crpody umHe fBa
IOHOB/bEHA CTHXA — ACHMETPUIHI fleceTepal (4, 6) 1 ImecTepar, a meBana je y parlando rubato merpoputmy.

25. Kaxu, CyTo, Kaku, Fynio

Vsseo [lyman Mnagenosuh IInypxko (Bpame, 28. jyx 1970)

Y necmu ce nomuby BpamaHcky rononnMu (Texija u Imosxje), a y crikejHOj OCHOBY je MOTUB IIpeBapeHe
nesojke. CTpode cy opraHnsoBaHe Kao /{Ba IBOCTIXA (CTUXOBY Cy y CUMETPUIHOM OCMEPITY I IeCTepITy)
KOjU Ce TIOHABJbajy, TP YeMy ce APYTH (M HOHOB/beHM) IIeBa Ha KOHTPACTHY MEIOJUjCKI MOJIE]T, YMju
[oYeTaK oYM e 3a MajIy Teply Bulie off moyeTka crpode. TporobHa XeMytonHa MeTpuKa (¢ IPOY>KeHOM
TIPBOM IPYIIOM) OCTOjU y HA3HAIM, aJTU HAYIMH MHTEPIpeTanje ofaje 1a nsBoherme He mpaTu urpy, Beh
na usBobay c1060gHO MHTEPIPETUPA METPOPUTAM Y YMEPEHOM TeMITy (HapouuTo IpofysKaBajyhu u
HOCTIe by METPOPUTMUUKY f100), HICTOBpeMeHO 6orato TOHCKM yKpamasajyhu Menonujy. Toncka ocHOBa
je mypcKa, TOHCKU OTICeT BeTMKa CeKCTa, a KajleHIla je Ha TpeheM cTymmy.

26. M3rybmeHo jarme

V3Beo Tpybauku cacTaB 13 cena Josalj

Hywmepa je o ganac pacmpoctpameHa Melyy TuMeHNM fyBauKM opkecTprma y (jyro)ucrousoj Cpouju,
a Bpame je BakaH IleHTap oBe My3nuke npakce. Crenududan HaunH neppopMaHca HofpasyMesa
conucTuuka rubato BUPTyosHa CBMpara TpyHada OKo CIyLIAoLa ¢ PasIMINTUX MECTa, KOjeM Ce Jjajbe
HPUKIBYUyje [[eo OpKecTap. YKOIMKO 61 ce MeIOfMja TyMadn/Ia peMa MaKaM CHCTEMY, IIPBI 1e0 TOHCKIM
HOYMIbE Y HUKPU3 MAKaMy, a 3aBpIIaBa y Xuyasy. Jpyru feo Hymepe je y 6p>keM IapHOM METPOPUTMY
a/Iu, Ha)KaJloCT, Huje 3abe/eskeHo 1eyio usBobeme, 11a je OBJie IPe/ICTaB/beH Of/IOMAK.

27. Illernana ce Kysym Crana

VsBeo Josan Cromuh Kane (Bpame, 26. jyn 1970)

ITecmMa roBOpPY O CPIICKOj 1EBOjLIM KOja je M3r'y6uIa Orpauily, a IpoBejaBa 3a/by6/beHocT TypunHa y mwy
- 0Baj MOTHB je IO3HAT 11 y IleCMaMa PYyTux nogHe6/ba (Ha npumep, Ipowieitia ce Joska Kymanoska).
Menopuja ce peanusyje y OKBUPY Majie CENTUME M TOHCKE OCHOBE TIPUPOTHOT MO/IA, METPOPUTAM MHK-
JIMHMpA Ka CTaOVTHOM TaKTUJICKOM 06paciry 7/8, a MeTpIKa CTHXa je CUMeTPUYHY ocMepall (C [BOCIOXK-
HUM pe(bpeHOM). Harnamena apTukynanuja HoTHOMOTHYTa IIpefiyAapyMa ¥ OCTa/IM OPHAMEeHTaTHUM
TOHOBMMa JIaje CrenndIIHy MONeTHOCT u3Bohemy.

28. TI'ajrano, mome, I'ajrano

VsBena Jby6unka By6a Bynarosuh (Bpame, 26. jyn 1970)
ITecma je 6uma Beoma nomryapHa Meby kasuBadnma y Bpamy, a HajKOMIIIETHU]Y BeP3Ujy TEKCTa, Koja
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je ¥ mpuJIoXKeHa, OTIeBasa je Majka n3Bobauniie, Crana Aspamosnh Kapamusra. Y oTrieBaHOM TEKCTY,
Typunn ucniuryje ajrany rae je 6uma. Y HacTaBKy, y Anjanouikoj dopmu, xpumhaska caonimrasa
Typuuny na he o nhn y Bojcky (Buiue o cimynuM npuMepuma y: 3naranosuh 1982: 136-138). Ha ocHoBy
yBIJa Y IeBaHe Bepauje, MOXe ce peh fa ce TOHCKYU HU3 MOXKe TYMAauUTH Y OKBUPY AYPCKe eCTBUIIe
Off TIPBOT [0 IIECTOT CTYIIIHba, C KaJIEHI[OM Ha pyroM. Vissohauniia osaj mpumep o6orahyje ne camo
BuGparuMa, Beh ¥ TOHOBMMa M3HAJ| TOMEHYTOT OIICeTra — 10 OKTaBe, KOjy y peun ,Behe” mocexe ckokom,
C eBUJIEHTHUM IIW/beM yKpalllaBama. [lecMa je usBesieHa y yMepeHOM TeMITY, C TEXKHhOM YCIIOCTaB/batba
MeTPOPUTMIYKOT obpaciia 7/8 JaKTUICKOT 06/MKa.

29. Pas6orne ce nape CynejmaHe

Vsseo Bunocas Bupa Crojanosuh (Bpame, 29. jyn 1970)

ITecma je mcmeBaHa y TpeheM /iy, Ha METPUIIN ,€IICKOT” CTHXa (fleceTepIia CTPYKType 4, 6) 1 CTUIOM
Hapanje nofceha Ha oBaj xxaHp (Ipempa je popMa Kparka, IIPeIo3Hajy ce eKCIIO3UIINja, 3aIUIeT 1 KylI-
MmuHanuja). Mehytum, 36or crpoduune opranusanuje, IOHaB/baka CTUXOBA, IYPCKOT TOHCKOT HI3a Y
I_LIVIPCM aM6]/ITYCY M Har/IalleHnXx I'[I/[pCKI/[X TEMAaTCKUX €/IeMeHaTa (CYHTaH CY]'[ejMaH Bennuyancreenn Ha
caMpTH pasroBapa ca ,,CMHOM , OJJHOCHO IpujatebeM VbpaxuM-namonm Ilapranmjom), mecMa ce MOxe
OfIpeUTH Kao encKo-mupcka. ITecma je mosuara jomr of XIX Beka Meby MycIMMaHCKMM CTAHOBHUIITBOM
y Bocuu n Xepuerosunn — 1888. rogune y CapajeBy je 06jaB/beHa ercka ecma (KOMIUIEKCHIjET Cajipikaja)
Lap Cynejman y3summe Bygum.

30. Illnmpox BaroH, gyravyka npyra

Vsgeo ITerponuje Kpcruh (ceno Mamaxk, 3. jyn 1972)

»Ilecma Kap ce ncpaha BojHUK y Bojcky” paputeraH je mpumep Meby canmbenom rpahowm, 6yayhn ga
o6myaj ucnpahaja y Bojcky y cBoje Bpeme Huje 610 mpeMeT BehuX e THOMY3MKOTIOIIKMX MCTPAXKMBAba.
VinTepecaHTHO je U ia jey ceny y 6musunm Bparma 3abeerxxeH HaIleB KOjy MeJIOIjCKM HajBIIIe HATUKYje
6ehapiry momymapHom y BojBofyHI — ¥ ,,elICKOM”, aCHMETPUIHOM [ieCeTepILy, Ha TATeHTHOj XapMOHCKO]
nopiosu B-dur - F-dur (ykommko ce Menofmja mocMaTpa npema GpuHamnucy g') mo MeJIoCTIX0BUMA, Y
TPOJIETHOM METPY Iy TaTaHOM TeMITy MCIIeBaHe Cy CTpode cacTaB/beHe oji puMoBaHoT ABocTixa. Cacum
aTUINYHA je ¥ TTojaBa MjeKaBuIie Ha jeffHoM MecTy. Kpos Hapanmjy o BOjHMYKOj OTTpeMI KOjy je perpyT
IPUMIO IIPMMETaH je lla/byB KapakTep mecme. Moryhe je ja je mecMa y Taj Kpaj CTUITIa paHMje, MOXKZA
u y BpeMe O/1CKO CHUMabY (0Ce6HO ITyTeM MAaCOBHUX MeJMja), a/li 1 [ja Ce HAIeB [0Ka3a0 IOrOfHUM
32 IeCHMYKY MHBEHIMjY JAPOBUTOT MOje/IMHIIA, Ko LITO je Cyvaj y Bojsopguumn.

31. Ilydye mymka u3 rope 3eneHe
VsBeo XKusojuu Croumh Bypua (Bpame, 27. jyn 1970)
ITecMa )KMBAaXHOT, jyHAYKOT KapaKTepa Koja OIICYje IIorubmjy BojHuKa. Victy HapaTus je mponaben
Uy TlecMaMa APYTUX KpajeBa jyroucroune Cpbuje, a HAPOUNTO HAMMKYje eCMI 13 MUPOTCKOT Kpaja
(3matanosuh 1972: 271). Y 0CHOBU je aCMMeTPUYHY JeCeTePAuKy CTUX (4, 6) ¢ pedpeHOM KOju eBOLMpa
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4eCTO MOMMEAHO JKEHCKO MMe Y IleCMaMa BpamaHCKOT Kpaja. OKTaBHOT je aMOUTYCa, {ypCKe OCHOBE ca
CHIVKEHVM CeJIMUM CTYTIE:EM, a CYTITUTHE CKOKOBITE KPeTHe acompajy Ha pandapHy BOjHY METOAMKY.
Merpopuram nma 7/8 o6pasal; JaKTUICKOT 06/IMKa.

32. Oj, ropo, ropo senesHa
VizBeo Huxkona, HemosHaTor npesnuMena (ceno Mamax, 3. jyn 1972)
OBa noTpecHa KOMUTCKa IleCMa II03HaTa je Ha mumpeM npocropy Cpbuje. OneBa y6uctso npsopoheror
JoBaHa u xar ola, Majke u 6para 3a w1M. Iben MeTpopuraM je rubato, Bepcudukanuonu obpasary
acUMeTPUYHY OCMepall, MeJIocTpode Cy cacTaB/beHe Off Ba CTUX4, a CAMO Ce Y IeBeToj CTpodu jaBba
pedpen. IIpeTexXHO OCIMIATOPHA MEIOAMKA je Ha MOIOBMHY IPEKMHYTa CEKCTHIUM CKOKOM HaBMIIIe.
TemO6p 1 IMHAMMKA IIeBakba JPACTUYHO CY [PYTadMjit Off TPafICKOT BOKAIHOT CTU/IA.

33. JoBaHe, cuHe, JoBaHe
Viseeo Mune Cromnh I'aspa (Bpame, 27. jyn 1970)
VI3yseTHO IIOITy/TapHa I1eCMa, KOja je Off IPETXOfjHe TPAriyHe CadyBaia CaMo IMPCKI je0 OIeBaba i THMe
JOHEeK/Ie IPOMEHM/IA CMUCA0. Y JTATAHOM je TeMITY U rubato MEeTpOPUTMY, a OAJIMKYje je OICeT BelnkKe
HoHe. [IpBy [1eo Menoziuje MOYe Ce XapMOHM30BaTH Y 1y PY, A0K je APYTU Y MCTOMMEHOM MOy (C T0jaBOM
MOBMIIEHOT YeTBPTOT CTYIIEba) M 3aBPIIaBa Ce IPBUM CTyIIIbeM. [lodeTak Menojjije cajip>Kir MecTa Har-
JTallleHa OKTaBHMM CKOKOBIMa Off KOjIX ce Menofiuja Bpaha Hauumke, fajyhn tako adexrannonn edpexar
TyKema. VIspa)kajHa IMHaMITIKa CPEICTBA [IeBaya MOCeGHO Cy PACKOIITHA Y OBOj TIECMIL.
VsBen6a npBor fiena crpode HaMMKYje IPBOM Jeny cTpode y Hymepn 6.

34. Hus BpamcKux urapa: éparwanxa (naiana) I; Oimeopu mu, deno /lenue; éparanxa (naia-
na) I1; VI3 dawy uge; epawanka (naiana) Il; gackanuuya; eparwanxa (naiana) Il; gackanuua;
epawanxa (naiana) I1; Mope, na cpeg ceno; épawanxa (naiana) 11; Illino iy nema Ileeinia;
epamwanka (naiana) II; Bena Hega jaxo donna; épawanka (naiana) I1; epawanxa (6p3a)
VsBenu Kypra Ajpenynosuh (Ha kmapusety) n Asup Ajpemynosuh (va xapmonunn) (Bpame, 26. jyn 1970)
Krnapuser je TUIMYaH MHCTPYMEHT 3a I'PafiCKy HapOJZHY MY3UKY Y jy>KHUM KpajeBuma Cpbuje, rma u
IMpe — 4eCT je y aHcaMO/1uMa y cpeffmHaMa Ijie je 610 jak 0OCMaHCKM KyATypHI yTuiaj. OCHM IITo je
MOTa0 fia ra Ipary TanaH (kao y HyMepu 3), cpehy ce u gpyru nucTpyMeHTH, KBy ayjyhu 1 oHaj koju je
folao ca 3amaja i 3Ha4ajHO JOIPUHEO eKIaH3Uj)i HOBOKOMIIOHOBaHe HapOJIHe My3M1Ke y Jyroc/IaBuju
- xapmoHnKa. OBUM IIPMMePOM MTYCTPOBAHA je BakKHa KOMIIOHEHTa 8parcke ipagcke fiecme — mpareha
XapMOHN3aIIJja, KOja je y OCHOBM jefHOCTaBHA. [[oHOB/beHa II0YeTHA (hpas3a Me/lTofje 3BaHe 8parbaHKd
(naiana) I MHTEPTYUjyMCKOT je KapaKTepa I II0Besyje y CIIJIET IIeCMe Y3 Koje ce TPaAMI[OHATHO UTpa,
MOJKe Ce TYMAdNTI Y OKBUPY XU1/a3 MaKaMa, a 9eCTO Ce CpeTasa y MPaKCu Kao MHCTPYMEHTA/THI IIperta3
nameby meBanux crpoda y necmu Illano, gywo, lllano, mopu. To Be3NBHO TKUBO KapaKTE€PUCTUIHE
MeJIofiMje 1 IIPU3BYKa TAKO3BAHOT ,, LIUTAHCKOT MOJIa” OBJie je 03HAYEHO Kao 8paranka (naiana) IL. Ocum
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Tlecama 3aCTyI/beHUX Ha OBOM JIVCKY, jaB/ba ce u Tpuilyili mu 4yKkna Ha fienyep (gackaauua), Koja ce
nomutse y Kowitianu w auju ce o6pasar Kopaka IIpOHa/Iasu jol y onucuma cecrapa Jby6une u lannue
Janosuh rpunecernx ronuua XX Bexa, Kao 1 Besa Hega donta neia. 3aBpIIHY [Ie0 CIIjIeTa je 6p3or TeMIa u
MeTPOPUTMOM acOIMPa Ha 404eK, a JOHOCK U KyIMIHAIIMjy Ha TOHA/THOM ITaHy 6yayhu a y cpepummem
CerMeHTY CafipK¥i MCKOpaderbe i3 Mona y yp. TOKOM Iieie Hymepe IIPMMETHO je OCmmoBarbe nsmehy
TPOYETBPTUHCKOT U XeMIO/IHOT, 7/8 MeTpa JaKTu/ICKe peanusanuje (1y»Xa psa 106), off yera ofcTyna
jeHO 3aBpLIHA 8paranka (5p3a).
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TEKCTOBU IIECAMA / THE LYRICS OF THE SONGS

1. Ilomo3s, Boio, pamne iope

»Ilomo3, boro, pamHe rope, 103, 103
»bor nmomoro, nasapuie, gos!”

»ITomo3 Boro, pamue rope!”
»bor momoro, masapue!”
Ha oBora gomahnna
MHOT0 My je mogo6pero!
JKuro my ce mopoguio,
IIpHe 3eM/be HaTexKarre!
Kpase my ce ucrenure,
T/l FOpe UCIyHUTe!
OBlie My ce usjarmiue,
CBe /IeBajie Havyenue!
Kose My ce nckosure,
KUTOM TOPOM HaKUTuIE!
Oj, ybaBe Majte MOMe,
urpaj, urpaj, Jlasape!

2. 3aiiesano cnasyj iiune
3ameBasio c1aByj e, 1aJio, 1aJo,
TOCTIOAIVIHY Ha TPO30pY, JaJI0, 1ajo!

3amneBaso craByj nue
TOCIIOAMHY Ha IIPO30pY.
Tocnoba ra mponyje:

1. Pomoz, Bogo, ramne gore

»Pomoz, Bogo, ramne gore, doz, doz!”

»Bog pomogo, lazarice, doz!”

»Pomoz Bogo, ramne gore!”
»Bog pomogo, lazarice!”
Na ovoga domacina
mnogo mu je podobrelo!
Zito mu se porodilo,
crne zemlje natezale!
Krave mu se istelile,
telci gore ispunile!

Ovce mu se izjagnjile,
sve levade nacelile!

Koze mu se iskozile,
kitom gorom nakitile!
Oj, ubave male mome,
igraj, igraj, Lazare!

2. Zapevalo slavuj pile

Zapevalo slavyj pile, lado, lado,
gospodinu na prozoru, lado, lado!

Zapevalo slavuj pile
gospodinu na prozoru.
Gospoda ga proi$uje:



»V1mo, nio, cnasyj nune!
He 6yzu My rocriopiua,
caMa caM ra ycrasara,
cama hy ra nmpo6ybyjem.”
0Oj, ybase mare mome!

3. Kuina xuinxy depe

Knra kutky 6epe,
I1a I'y MOMKY JiaBa.

Knra KutKy 6epe,

I1a Ty MOMKY /jaBa.

ITa ry MomMKy faBa.

»Jep ry(j) yse momue.
Jep ry(j) y3e momue,

je T MM TIpaBO KasKM.

Je n Mu npaBo Kaxxu

U IPYTU Me TPasKi.

U npyru mMe Tpaxu, (0),
C IpyTMMa Me Ia3n.

C mpyrtuma Me masuy, (0),
(j)y mepja me rrepma.
(J)y mepja me rnepa,
HUKOM He Kasyje.

Tpu 37maTHe jabyKke.

»180, i$0, slavuj pile!

Ne budi mi gospodina,
sama sam ga uspavala,
sama ¢u ga probudujem.”
Oj, ubave male mome!

3. Kita kitku bere

Kita kitku bere,
pa gu momku dava.

Kita kitku bere,

pa gu momku dava.
Pa gu momku dava.
SJer gu(j) uze momce.
Jer gu(j) uze momce,
je I mi pravo kazi.

Je 1 mi pravo kazi
idrugi me trazi.

I drugi me trazi, (o),
s prutima me pazi.

S prutima me pazi, (o),
(j)u perja me gleda.
(J)u perja me gleda,
nikom ne kazuje.

tri zlatne jabuke.
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Jenny hy pa mparum,
TaTKY jy 3a TBOXKje.
Hpyry hy na npatum,
6pary y memTusy.
Tpehy hy na uysam,
KaJi Me MaMa JlaBa.
Kaj me mama faBa,
CBOjTY Aa moenum.”

4. IIponeinewe cusu denu ionydu

IIponererue cuBy 6enu rony6ou

y3a CoBpe, H13a COBpE,

I1a Maf{HaIIe MUY KyMy (j)y cKyTa.
Crpuxu, KyMe, CTPUXH, pyce Koce,
He Kaj ce, He Maj ce!

6. Cinojanxe, dena Bpawanxke

Cinojanxe, mopu, Citiojanxe,
Citiojanxke, dena, mopu, Bpareanxe!
Kap re je majka popua,

Ha IITO je OKO BOAimma?

Jla mu Ha cyHIle cjajaHo,

T Ha jabaHye TaHAHO?

bpe, tugu, yanym, Citiojanxe,
Ciniojanxke, dena, mopu, Bpawanxe?
Kap mu Te BUpiuM Kpos mMase

Jednu ¢u da pratim,
tatku ju za gvozje.
Drugu ¢u da pratim,
bratu u pestinu.
Trec¢u ¢u da cuvam,
kad me mama dava.
Kad me mama dava,
svojtu da podelim.”

4. Proletese sivi beli golubi

Proletese sivi beli golubi

uza sovre, niza sovre,

pa padnase milu kumu (j)u skuta.
Strizi, kume, striZi, ruse kose,

ne kaj se, ne maj se!

6. Stojanke, bela Vranjanke

Stojanke, mori, Stojanke,
Stojanke, bela, mori, Vranjanke!
Kad te je majka rodila,

na $to je oko vodila?

Da li na sunce sjajano,

il na jablance tanano?

Bre, gidi, dZanum, Stojanke,
Stojanke, bela, mori, Vranjanke?
Kad li te vidim kroz male
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y Tija adep-1mansape,
KaKO MJI MUHEII KpO3 ABOPA,
TaKo jesieHye Kpo3 iBopa!
bpe, tugu, yanym, Citiojarxe,

Ciniojanke, dena, mopu, Bparwanxe?

7. Oimeopu mu, deno Jlenue

»OTBOpM M1, Gerto Jlenue,
BpaTaHIa, BpaTaHIIa,

ma v BUsuM, 6ero Jlerde,
yCTaHIla pyjHa, pyMeHa,
Ha v BupuM, 6ero Jlende,
ycTaHIa pyjHa, pymena!”

»He mory Tu, Mune Iune,
7a CTaHaM, /ja TM OTBOPAM.
Jlernana Mu crapa Majka

Ha CKYTa, lIla/aj, Ha CKyTa,
ma He Mory, Muse Ilne,

fia CTaHaM, a TU OTBOpaM.”

8. Ha cpeg ceno wapena uewma imienaue

u tija dzafer-3alvare,

kako mi mine$ kroz dvora,
tako jelence kroz dvora!
Bre, gidi, dZanum, Stojanke,

Stojanke, bela, mori, Vranjanke?

7. Otvori mi, belo Lence

,Otvori mi, belo Lence,
vratanca, vratanca,

da ti vidim, belo Lence,
ustanca rujna, rumena,
da ti vidim, belo Lence,
ustanca rujna, rumena!”

»Ne mogu ti, Mile Pile,

da stanam, da ti otvoram.
Legnala mi stara majka

na skuta, $alaj, na skuta,
pa ne mogu, Mile Pile,

da stanam, da ti otvoram.”

Mope, Ha cpej| cefo mapeHa Yelma Tevalle, aro, Teyalie,
MOpe, Ha TOj YeLIMY JIBe 10 TPM MOME CTajallle, aro, CTajalle.

Mope, 6pe, 5ajre Mu jefiHy Yalry BOAY Aa [ijeM, AMaH, [ia CIIujeM,
Mope, 6pe, 1ajTe M je[fHY LIy BOAY Aa IIMjeM, aMaH, Aa CIIjeM.




3a Tebe MMaM M/Iaio AeBoj4e fia /by NI, aro, a yMpel,
3a Tebe MMaM MJIaio IeBOjue fja JbYOMII, aro, 12 YMpeIL.

8. Na sred selo Sarena ¢esma tecase

More, na sred selo $arena ¢e$ma tecase, ago, tecase,
more, na toj ¢e$mu dve do tri mome stajase, ago, stajase.

More, bre, dajte mi jednu ¢a$u vodu da pijem, aman, da spijem,
more, bre, dajte mi jednu ¢asu vodu da pijem, aman, da spijem.

Za tebe imam mlado devojce da ljubis, ago, da umres,
za tebe imam mlado devojce da ljubis, ago, da umres.

9. Lleeino, mopu, 1]eeitio
(Illino iy nema Ileeina)

IIBeto, mopu, LBeTo,
[IBeTo KamymIo,

oj, [Iero, I]BeTo,
IIseTo xamymo,

cpre u gyuo!

IITo ry Hema I1BeTa
10 IBOP JIa MU 1IIeTa,
mTo ry HeMa I]Bera
10 IBOP Jla MU 1IIeTa,
beppan ga Myt Tponka,
Cplie Ia MU KOIIKa?

9. Cveto, mori, Cveto
(Sto gu nema Cveta)

Cveto, mori, Cveto,
Cveto kaluso,

0j, Cveto, Cveto,
Cveto kalus$o,

srce i duso!

Sto gu nema Cveta
po dvor da mi $eta,
$to gu nema Cveta
po dvor da mi Seta,
derdan da mi tropka,
srce da mi kopka?



10. Kuwa niage euwe gorwo Bparwe 10. Kisa pade vise donjo Vranje

Knma mage, mopu, Iloxe, Kisa pade, mori, Cone,

BHIIIE I00 Bpame, vise donjo Vranje,

BHIIIE I0F0 Bpame. vise donjo Vranje.

Knura mage Buite fomo Bpame, Kisa pade vi$e donjo Vranje,
Kulila mafe, 6eraj ga 6eramo! kisa pade, begaj da begamo!
[Tokuc/pa MU CBITIEHA JONIAMA, Pokislja mi svilena dolama,
HOKICe MU IIEMNP Off JyKaTa. pokise mi $esir od dukata.

Kap cu marm mremmp o ;yxara,* Kad si imas$ $esir od dukata,*
mTo cu iomja Ha [lonnna Bpara?* $to si dosja na Conina vrata?*

* IIpomemeH pedpeH: ,Mope, Mane” * Changed refrain: ,more, Mane”
11. 13 awy uge, usdawano ce 11. Iz banju ide, izbanjalo se
3 6amy upe, nsbamano ce, HaHe, MOPU, Iz banju ide, izbanjalo se, nane, mori, mila,
Muna, n3bamano ce. izbanjalo se.

Vsbamwano ce, HAKUTUJIO Ce, HaHe, MODH, Izbanjalo se, nakitilo se, nane, mori, mila,
MI7Ia, ca 06ajiBe CTpaHe. sa obadve strane.

12. lllano, gywo, Illlano, mopu 12. Suno, duso, Sano, mori
Mlano, mymo, Illano, Mmop, Sano, dugo, Sano, mori,

OTBOPM MM BpaTa, otvori mi vrata,

nnm Bpara, [llano, mopn, ili vrata, Sano, mori,

W aljaK-TeHiep! ili adzak-pendzer!

OtBopu My, lllano, BpaTa Otvori mi, Sano, vrata
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A TH laM JyKaTa.

Oj, nene, nerne,
3aruHaB 3a Tebe

0j, nene, nene,
3aruHas 3a Tebe!

13. [la 3najew, mopu, ga 3Hajeut

Jla sHajern, Mopu, MOMe, fla 3Hajell,
KOJIKa je, aj, kanba y crapo!

Jla sHajern, Mopu, fja 3Hajer,
KOJIKa je Xanba y crapo!
Korxa je xanba y crapo,

Y CTapo, MOMe, 33 M/IaJlOCT.
Ha nopty 61 Me dekara,*

off Kotba 61 Me CKMHaa,

Ha KpeBeT 61 Me Qpp/bia,
Tpu IyTa 611 Me IjyHaa!

* [Ipomersen pedpen: ,ayn0”

15. Ilagnyna maina io iiomwe

ITagnyna Marna o nosme, Mope,
HajiHy/a Mar/a 1o Hosbe.

[Tagnyna marnia no mnoswe,
HUIITO Ce )XMBO He BUJIM,
CaJl eIHO IPBO BUCOKO.

da ti dam dukata.

Oj, lele, lele,
zaginav za tebe,
oj, lele, lele,
zaginav za tebe!

13. Da znajes, mori, da znajes

Da znaje§, mori, mome, da znajes,
kolka je, aj, zalba u staro!

Da znajes§, mori, da znajes,
kolka je zalba u staro!
Kolka je zalba u staro,

u staro, mome, za mladost.
Na portu bi me ¢ekala,*

od konja bi me skinala,

na krevet bi me frljila,

tri puta bi me cunala!

* Changed refrain: ,Judo”

15. Padnula magla po polje

Padnula magla po polje, more,
padnula magla po polje.

Padnula magla po polje,
nisto se zivo ne vidi,
sal edno drvo visoko.



ITop mera cepu fenmja,
Tenuja, My Tep3nja.
»lennjo, Maagu Tepsujo,
Jla MM CaKpojuI eneyve!

Ca apmiH fa ra He MepII,
ca UITy fia ra He 6ozern!”

16. Ileinnosu iiojes

ITernosu, Mmopu, mojes,
Mopasa sBHU,
NIeT/I0BU, MODU, 110j€B,
Mopaba sBHI.

»1lymiraj Me, 371aT0 Moje, f1a useM,
IyLITaj Me, 3aT0 Moje, fAa uaem!”

ITa Toj cy, Mope, eTn0BM,
II€T/IOBU JIb>KOBIU,

I1a TOj Cy, MOpe, NIeT/I0BM,
TET/IOBY JTbKOBM!

Jleraj Mu, 31aT0 Moje, Kpaj MeHe,

7ieraj M1, 371aTO Moje, Kpaj MeHe!”

17. Tyge, mopu, deno Tyge

Hyne, mopu, llyne, 6ero [lyne,
moma nu cu, [lyze, cama nu cu,
moma nu cu, yne, cama v cu?

Pod njega sedi delija,
delija, mladi terzija.
»Delijo, mladi terzijo,
da mi sakrojis elece!

Sa arsin da ga ne meris,
sa iglu da ga ne bodes!”

16. Petlovi pojev

Petlovi, mori, pojev,

Morava 3vni,

petlovi, mori, pojev,

Morava svni.

»Pustaj me, zlato moje, da idem,
pustaj me, zlato moje, da idem!”

Pa toj su, more, petlovi,

petlovi InZovi,

pa toj su, more, petlovi,

petlovi IpZovi!

Legaj mi, zlato moje, kraj mene,
legaj mi, zlato moje, kraj mene!”

17. Dude, mori, belo Dude

Dude, mori, Dude, belo Dude,
doma li si, Dude, sama li si,
doma li si, Dude, sama li si?



»JJoMa caM cu, aro, cama Hecam,
IO MEHe je, aro, CTapa Majka,
cTapa MajKa, aro, 11 CTap TaTko.”

»3a Majky Tu, [lyze, nako hemo,

he ry kynuwm, [yze, risuie KpyIike,
Heka jefie, [lyzie, HeKa myKHe.

3a tarka T, [lyze, jou nmomaxo,

he My xyrm, lyzie, /byT pakujy,
Heka nuje, [lyzie, HeKa crmje.
Hampasu me, Iyze, cyso ApBoO,
cyBo ApBo, Iyze, jaBopoBo.”

18. Kuiio, hepo, xoj uyxa na itenyep
Knro, mopu, hepo, koj 4yka Ha neHiep?

»Kuro, hepo, koj uyka Ha menyep?”
»~HaHe M11a, TOj cy ropopije.”
»Kuro, hepo, jour ¢t Myt manenxa.”
»Hane Mua, 6ap cam cu Ha Bpeme.”

19. Ajge, mopu, I'ajo

Ajne, mopu, I'ajo
IITO Ce He y/laBall,

od, nerne, 1o Bora,

IIITO C€ HE ynaBam?

»Doma sam si, ago, sama nesam,
do mene je, ago, stara majka,
stara majka, ago, i star tatko.”

»Za majku ti, Dude, lako ¢emo,
¢e gu kupim, Dude, gnjile kruske,
neka jede, Dude, neka pukne.

Za tatka ti, Dude, jo§ polako,
¢e mu kupim, Dude, ljut rakiju,
neka pije, Dude, neka spije.

Napravi me, Dude, suvo drvo,
suvo drvo, Dude, javorovo.”

18. Kito, Cero, koj ¢uka na pendzer
Kito, mori, ¢ero, koj ¢uka na pendzer?
,»Kito, ¢ero, koj ¢uka na pendzer?”
»Nane mila, toj su govordzije.”

»Kito, ¢ero, jo$ si mi malecka.”
»Nane mila, bar sam si na vreme.”

19. Ajde, mori, Gajo

Ajde, mori, Gajo,
§to se ne udavas,

of, lele, do Boga

$to se ne udavas?
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»Ajne, mopu, I'ajo,
IITO Ce He yfaBam?”
»A kaxo hy, Pucro,

ja ma ce ymaBam?

Csu me Kyzus, Pucro:
Taja 6opmukaBa’l
Hpyru Buka, Pucro:
JbyTa Kaxo 3muja’l
Tpemrro Buka, Pucro:
‘Taja 6o/pmuKaBa’l
Op 6omnec ce, Pucro,
He KypTy/ancaja.”

20. Tpuiyin me Tane ygapu

Tpumyr me Tane ynapn,
TPUCTA MV XKIIKe TTOKBapH,
tpumnyT me Tane ygapu,
TPUCTA MV XKUUKE TIOKBAPH.

Tpumyt me Tane ynapu,
TPUCTA MM XKMYKE IOKBAPUL.
Tpucra Mu sxuuxe noxsapu,
TPUCTA MU 9y[ia HATIPABIL.
He mory nnatHo fa TKajem
3a CBEKpPa 1 3a CBEKPBY,

3a CBEKPa 1 3a CBEKPBY

1 32 HOM/TAJIN JleBepPU.

»Ajde, mori, Gajo,
§to se ne udavas?”
A kako ¢u, Risto,
ja da se udavam?
Svi me kudiv, Risto:
’Gaja boljnjikava’!
Drugi vika, Risto:
’Ljuta kako zmija’l
Tresto vika, Risto:
’Gaja boljnjikava’l
Od boles se, Risto,
ne kurtulisaja.”

20. Triput me Tale udari

Triput me Tale udari,
trista mi zicke pokvari,
triput me Tale udari,
trista mi zicke pokvari.

Triput me Tale udari,
trista mi zicke pokvari.
Trista mi Zi¢cke pokvari,
trista mi ¢uda napravi.

Ne mogu platno da tkajem
za svekra i za svekrvu,

za svekra i za svekrvu

iza pomladi deveri.



* Ha xpajy Menoctpode Moxe ce Hahu
pedpen:

Tane, mopu, 6er10 feBojue,
Tae, Mopu, 6emo feBojue!

22. 3ancenu ce Pucinia bynymaue

3a’keHu ce, HaHe, MOPY, MIU/IA,
Pucra bynymaue,

HaHe, Mopu, Muna, Pucra bynymade.

ITa y3ezje, HaHe, MOPM, Mua, TY(j)
Topopcky Kary,

Mumia, Mopu, Hage, Ty(j) Togopcky Kary.

Tajper-Kare, rajpet, Mopu, hepxo, Majka

"he Te gape, rajpet, Mopu, Muna,
3a Hukony packan.

Aja Hehy, MajKo, MOpU, MUTIA,
3a Hukony packan,
Musa, MOpH, HaHe, 3a Hukony gackar.

Beh ja ohy, nane, mopu, Muna, Pucry
Bynymaua,

TYT0, MODH, HaHe, PucTy bynymaya.

* At the end of the melostrophe the chorus
could be found:

Tale, mori, belo devojce,
Tale, mori, belo devojce!

22. ZaZeni se Rista Bulumace

Zazeni se, nane, mori, mila,
Rista Bulumace,
nane, mori, mila, Rista Bulumace.

Pa uzede, nane, mori, mila, tu(j) Todorsku
Katu,
mila, mori, nane, tu(j) Todorsku Katu.

Gajret-Kate, gajret, mori, ¢erko, majka

¢e te dade, gajret, mori, mila,
za Nikolu daskal.

A ja necu, majko, mori, mila,
za Nikolu daskal,
mila, mori, nane, za Nikolu daskal.

Vec ja o¢u, nane, mori, mila,
Ristu Bulumaca,
tugo, mori, nane, Ristu Bulumaca.




23. lesetu iogunu munauie

JleBeT rofMHN MIHAIIE, TAHYM,
EBET TOAMHN MUHALLE, HAHYM,
OTKaKo Tebe He BUJIO, LAHYM,
OTKaKO Tebe He BUJO.

»JleBeT TOIMHM MITHAIIe
0TKaKo Tebe He BUJO.

Vigm cu mutaj Majka Ti
Ia 71U Te [jaBa 3a MeHe.”

»MajKy cu HecaMm nuTana,
Iy CaM JIOLIO CTyIIHA/A.

TaTko Ha Majka 36opare:
"Tlo neset hepu ga umam,
HujefHy MuTku He faBam!

Jep oBo je Mutke 6expija,
Ha BUHO BaJjii HOXeBe,
a Ha pakujy muurosme!”

24. 3awino, Bace, 3awino, yjuun Bace

3amro, Bace, 3amro, yjunH Bace,
i1 6e3 BpeMe Hobe?
3amro, Bace, samro, yjauH Bace,
i1 6e3 Bpeme mobe?

23. Devet godini minase

Devet godini mina$e, dzanum,
devet godini minage, dzanum,
otkako tebe ne vido, dZanum,
otkako tebe ne vido.

»Devet godini minase
otkako tebe ne vido.
Idi si pitaj majka ti
dali te dava za mene.”

»Majku si nesam pitala,
ali sam lo$o slusnala.

Tatko na majka zborage:
Do devet ¢eri da imam,
nijednu Mitki ne davam!

Jer ovo je Mitke bekrija,
na vino vadi noZzeve,
a na rakiju pistolje!”

24. Zasto, Vase, zasto, ujnin Vase

Zasto, Vase, zasto, ujnin Vase,
ti bez vreme dode?
Zasto, Vase, zasto, ujnin Vase,
ti bez vreme dode?



»3a11TO0, Bace, 3amro, yjuuH Bace,
i1 6e3 Bpeme mobe?”

»Kajl Me muTam, yjHo, Kaji Me MM T,

npaBo he Tn kaxkem.
IIpaBo he Tu KaxxeM, yjHO, MOpH,
6e3 na Te usnaxem!”

25. Kaxcu, Cyino, xaxcu, gyuio

»Kasxn, CyTo, Kaxku, 1y1Io,
KOj MU Te IIpeBapu?

Kasxwn, Cyro, kaxu, fymuio,
KOj MU Te IpeBapu?”
»I1peBapy Me, HaHe MIJIa,
Topop us Kynpujy,

Topop us hynpujy, nane,
Cytky us Teknjy.

Ou Mu peue: 'obu, CyTo,
nobu, Cyro, Beue.
Ilobu, Cyro, gohu, gymuro,
y norop, y I'moxje.

Jla Te Bopum, CyTo, fyo,
3a Mojy hynpujy,

nma re Bukam, CyTo, fymo:
"hynpujcka rocmobo!”

»Zasto, Vase, zasto, ujnin Vase,

ti bez vreme dode?”

»Kad me pitas, ujno, kad me pitas,
pravo e ti kazem.

Pravo ¢e ti kazem, ujno, mori,
bez da te izlazem!”

25. Kazi, Suto, kazi, duso

,Kazi, Suto, kazi, duso,
koj mi te prevari?

Kazi, Suto, kazi, duso,
koj mi te prevari?”
»Prevari me, nane mila,
Todor iz Cupriju,
Todor iz Cupriju, nane,
Sutku iz Tekiju.

On mi rec¢e: 'Dodi, Suto,
dodi, Suto, vece.

Dodi, Suto, dodi, duso,
u logor, u Glozje.

Da te vodim, Suto, duso,
za moju Cupriju,

da te vikam, Suto, duso:
*¢uprijska gospodo!”



27. lleinnana ce kysym Ciiana

[lletHana ce, mene, kysym CraHa, n1ene,
merHasa ce Kysym CraHa.

IlleTnana ce kysym Crana.
Usry6una Crana koBaH heppas.
»Mope, Typue, mnazno Typue,
i Tyj pobe, Ti ra nabe!”
»Hecam, Crano, Bor mu gymral”

28. I'ajinano, mome, Iajinano

l'ajrano, mome, Mopu, 'ajrano,
rajran Tu Behe, 1y110, Ha ero,
rajran Tu Behe, 1yzo, Ha yeso!

»lajrano, mome, Mopu, I'ajrano,
rajran Tu Bebe, Mopn, Ha yeso!
Kyne cu 6una, Tlajro, panacke,
Ba3JaH TU 04N, MOPM, HE BUJOX?
Baspnan T oun, I'ajro, He Bupo,
HI 3a/1aK J1eball, Mopu, He jel1o,
HI 3a71aK J1ebail, Mopu, He jeno!”

* HacraBax mecme Koju je orresana CraHa
Aspamosnh Kapamnura Ha fpyrom
CHUMKY:

»L'ypun Me, aro, Majiu CIian;jo,
Ha [opmu masap cam ce merana.
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27. Setnala se kuzum Stana

Setnala se, lele, kuzum Stana, lele, Setnala
se kuzum Stana.

Setnala se kuzum Stana.
Izgubila Stana kovan derdan.
»More, Turé¢e, mlado Turce,

ti tuj prode, ti ga nade!”
»Nesam, Stano, Bog mi dusa!”

28. Gajtano, mome, Gajtano

Gajtano, mome, mori, Gajtano,
gajtan ti vede, ludo, na ¢elo,
gajtan ti vede, ludo, na ¢elo!

»Gajtano, mome, mori, Gajtano,
gajtan ti vede, mori, na ¢elo!
Kude si bila, Gajto, danaske,
vazdan ti o¢i, mori, ne vidoh?
Vazdan ti o¢i, Gajto, ne vido,

ni zalak lebac, mori, ne jedo,

ni zalak lebac, mori, ne jedo!”

* The continuation of the song sung by
Stana Avramovi¢ Karminga on another
recording:

»Tur¢i me, ago, mladi spaijo,
na Gornji pazar sam se Setala.



Ha T'opwu masap caMm ce metana,
9yIHO CaM 9yJi0, aro, I7Iefiana.
YynHo caMm 4yfo, aro, Iaefana,
kyze ce Typun, aro, nucyje.
Kyne ce Typuu, aro, mucyje,
TYpPCKM HU3AMI, aro, a BOGUM.”
»lajrano, mome, Mopu, l'ajTano,
Za IV Me MeHe, MOpIL, Tucamre?”
»L'ypun Me, aro, Mjajiu cran;jo,
HajHampes Te Tebe, aro, mycalle.
Hajuamnpep Te Tebe, aro, mucaiie,
TYPCKM HU3AMI, aro, ja BOAMIL.
Typcku HU3aMy, aro, ja BV,
xajneBu 6apjax, aro, fa Hocyuur.”

29. Pasdone ce yape Cynejmane

Pas6orne ce nape Cyejmane,
pas6ore ce ape CynejmaHe,

y 6ujenom rpapy Lapurpapny,
y 6ujenom napy* Llapurpany.
Pas6ore ce ape Cynejmate,

y 6ujenom rpany Llapurpagy.
Ilonasu my cuHe V6panme:
»0, Moj 6a60, rape Cynejmane!

Je 1 T xao o heur ympujetn?”
IIporosapa nape Cynejmane:

Na Gornji pazar sam se $etala,
¢udno sam ¢udo, ago, gledala.
Cudno sam ¢udo, ago, gledala,
kude se Turci, ago, pisuje.
Kude se Turci, ago, pisuje,
turski nizami, ago, da vodim.”
»Gajtano, mome, mori, Gajtano,
da li me mene, mori, pisase?”
»Tur¢i me, ago, mladi spaijo,
najnapred te tebe, ago, pisase.
Najnapred te tebe, ago, pisase,
turski nizami, ago, da vodis.
Turski nizami, ago, da vodis,
hajlevi barjak, ago, da nosis.”

29. Razbole se care Sulejmane

Razbole se care Sulejmane,
razbole se care Sulejmane,

u bijelom gradu Carigradu,
u bijelom caru* Carigradu.

Razbole se care Sulejmane,
u bijelom gradu Carigradu.

Dolazi mu sine Ibraime:

»0, moj babo, care Sulejmane!
Je1ti Zao $to ¢e$ umrijeti?”
Progovara care Sulejmane:



»0, MOj CuHe, c1He V6panme, »0, moj sine, sine Ibraime,

ja He xanuM urro hy ympujern, ja ne zalim Sto ¢u umrijeti,

Beh ja sxanum napcTBo octaButn!” ve¢ ja Zalim carstvo ostaviti!”

* VcnipaBHo: ,,rpagy” * Correct: ,gradu”

30. IlTupox eaion, gyiauka iipyia 30. Sirok vagon, dugacka pruga
LInpok BaroH, gyradxa mnpyra, Sirok vagon, dugacka pruga,

ja ofi/Ia3MM 3a PErpyTCKOT KpyTa. ja odlazim za regrutskog kruga.
Kap cmo cTurnm, mpumMmucMmo ogijeno Kad smo stigli, primismo odjelo
U IPUMMCMO TO BOJHIUKO je7I0. i primismo to vojnicko jelo.
Ilajonre My IINIETNHY LYTY, Dadose mi Sinjelinu dugu,

KaJ ja oMM, Byde ce 10 KPYTY. kad ja odim, vuce se po krugu.
Ilamoure Mu jegHe 4n3Me Marle, Dadose mi jedne ¢izme male,

y jeany 6u obe Hore cTarte. u jednu bi obe noge stale.

31. Ilyue iiywxa us iope 3enene 31. Pule puska iz gore zelene

ITy4e my1Ka, myde MyuIka, JaHYM, Oume Puce puska, puce puska, dzanum, pile

ne, CraHo, le, Stano,

3 TOpe 3€JIeHe, 13 TOPY 3e/TeHe. iz gore zelene, iz gore zelene.
ITyye mymxa u3 rope senene, Puce puska iz gore zelene,
a noropu Pamry 6yspy6anry. pa pogodi Rasu buljubasu.
Bpe, He majre Paury 6y/my6ary! Bre, ne dajte Rasu buljubasu!
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32. Oj, iopo, iopo 3enena

Oj, ropo, Mop1, TOpO 3e71eHa,
mocta caM Tebe, Mopu, opyo!

Oj, ropo, Topo 3ereHa,
mocTa caM Tebe ofuo!
Tocra cam Te6e oo,
KyMHTe 4eTe BOJHO.
Kymurte yete Bopiuo,
KyMUTCKH 6apjak HOCHO.
Kymnrckn 6apjak HOCHO,
JOCTa caM MajKe I[BeJINO.

Jemny cam MajKy HajBUIIE I[BEINO,

3aKJIa joj CMHA JoBaHa.

3aksa joj cuna JoBaHa

HaMecTo jarme hyphescko.
Haxkapas Tarka fja iepe,

Zla KOCH iepe U IIade:

»,JOBaHe, CUHe, JoBaHe,

TOj /1M TV TaTKO, MODE, MUCTIeNIe?
Toj nu T TaTKO, /1ENIE, MUCTIEIIe
nma cu My jarme hyphescko!”
Haxkapas 6paha na ceues,
6paha cu ceueB u nraves:
»JoBaHe, 6pare, JoBaHe,

T0j vt i1 6paha mucenre?

Toj nu Tu 6paha mucneme

Ia cu uM jarme hyphescko!”

32. 0j, goro, goro zelena

0j, goro, mori, goro zelena,
dosta sam tebe, mori, odio!

0j, goro, goro zelena,

dosta sam tebe odio!

Dosta sam tebe odio,
kumite ¢ete vodio.

Kumite ¢ete vodio,
kumitski barjak nosio.
Kumitski barjak nosio,
dosta sam majke cvelio.
Jednu sam majku najvise cvelio,
zakla joj sina Jovana.

Zakla joj sina Jovana
namesto jagnje durdevsko.
Nakarav tatka da dere,

da kosi dere i place:
»Jovane, sine, Jovane,

toj li ti tatko, more, mislese?
Toj li ti tatko, lele, mislese
da si mu jagnje durdevsko!”
Nakarav braca da secev,
braca si secev i placev:
»Jovane, brale, Jovane,

toj li ti bra¢a mislese?

Toj li ti bra¢a mislese

da si im jagnje durdevsko!”




Haxkapas majka f1a KyBa,
MajKa C KyBa U I/1ade:
»JOBaHe, CIiHe, JoBaHe,

TOj /1M T MajKa MuUC/iele?
Toj nu Tn Majka Mucenre
7a cu joj jarme hypbescko!”

33. Josane, cune, Josane

JoBaHe, cuHe, JoBaHe, sie,
JoBawne, cune, JoBaHe, nerne, e,
TY CU MU, CMHKO, TIPBEHaIl,

TU CU MU, CVIHKO, ITPBEHAI].

JoBane, cune, JoBaHe,

TY CU MU, CYHKO, TIpBeHaI!
JoBane, 6pare, JoBaHe,

™1 cu MM jarkbe hyphescxo!

Nakarav majka da kuva,
majka si kuva i plade:
»Jovane, sine, Jovane,

toj li ti majka mislese?

Toj li ti majka mislese

da si joj jagnje durdevsko!”

33. Jovane, sine, Jovane

Jovane, sine, Jovane, le,
Jovane, sine, Jovane, lele, le,
ti si mi, sinko, prvenac,
ti si mi, sinko, prvenac.

Jovane, sine, Jovane,

ti si mi, sinko, prvenac!
Jovane, brate, Jovane,

ti si mi jagnje durdevsko!
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B

4.
5.
6.
7.
8.

9

CAIP)XAJ IMCKA

ITomos, boro, pamHue rope

3ameBaso craByj e

Kura xutky 6epe

ITponeTente cuBu Gemnu romryou
Kpymnan yauak

Crojanke, 6ema Bpamwanke

OTtBOpu M1, 6erto JleHue

Ha cpep cenmo mapeHa yenmMa revarie
IIBeTo, Mmopu, Isero / IllTo ry Hema

IIBeTa

10. Kua nage Buiie 1omo Bpamwe
11. U3 6amy 1ze, nsbamaro ce

12. Illano, gymo, lllano, Mopu

13. Jla 3Hajemt, MOpH, /ja 3Hajel

14. Crapu BpamCKI 4OYeK

15. ITagHyma Maria o nome

16. IleTnosu nojes

17. Oyne, mopu, 6emo dyme

18. Kuro, hepo, KOj YyKa Ha IIeHIIep
19. Ajme, mopu, I'ajo

20. TpunyT me Tane ynapu

21. bamcku yagyak

22.3axxenn ce Pucra bynymaue

23. [leBeT rogMHY MUHAIIIE
24.3amro, Bace, samTo yjauH Bace
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25. Kaxxn, CyTo, Kaxk, [y1o
26. Vsry6/beHo jarme
27. llleTnana ce kysym Crana
28.Tajrano, MmoMme, 'ajrano
29. Pas6ore ce nape Cynejmane
30. [lInpoxk Barow, fyrayka npyra
31. IIyue mymika us rope sefieHe
32. Oj, ropo, Topo 3eneHa
33. JoBaHe, ciHe, JoBaHe
34. Hus BpamCcKux urapa:
sparanka (naiana) I;
Otsopu mu, deno Jlenue;
spawanka (naiana) I
W3 darwy uge;
sparwanka (naiana) IT;
gackanuuya;
sparwanka (naiana) I;
gackanuya;
sparwanka (naiana) IT;
Mope, Ha cpeg ceno;
sparanka (naiana) IT;
Hliwo iy Hema Llseitia;
spawanka (naiana) I
bena Hega jaxo Sonma;
sparwanka (naiana) IT;
sparanka (6p3a)



Editor’s Foreword

FOLK MUSIC OF VRANJE FROM THE TREASURY OF
THE INSTITUTE OF MUSICOLOGY SASA:
FROM SOUND HERITAGE TO INTANGIBLE CULTURAL HERITAGE

Asaninterdisciplinary humanistic field, which aims to study music in/as culture (Merriam 1964) and
human music making (Titon 2015), today’s ethnomusicology was established by ethnomusicologists whose
principles of scientific work were based on the field collection of traditional folk music and its analysis. In
Serbia, since the second half of the XIX century, such an approach was inspired by the romantic national
mission and the aspiration to preserve the orally transmitted vocal and/or instrumental expression of
the assumed archaic past, characteristic of the rituals, customs and everyday life of people. The musically
educated researchers searched for such material among gifted performers from specific regions. From the
mid-XX century onwards, they mainly focused on remote rural areas, because the heritage there was seen
as the most threatened by fast-paced industrialisation, emigration, and even globalisation. Nevertheless,
landmark recordings were done in the towns and in cooperation with the urban population; as the material
compiled on this CD edition testifies, traditional urban folk music was also recorded.

Of crucial importance for ethnomusicology was the invention (and later, of course, the development)
of sound recording technology, as it enabled precise access to music and notography. The phonograph has
existed since the year 1877 (invented by Thomas Alva Edison); the physical durability (in terms of shape
and materials) and the availability of sound carriers were rapidly improving. Gramophone records with
music by Serbian artists have existed since the beginning of the XX century, and the radio program in
Belgrade has been broadcast since 1929. Regardless, national institutions from Serbia only started making
documentary sound recordings in 1930,' when the associates of the Ethnographic Museum in Belgrade
(Borivoje Drobnjakovi¢ and Kosta Manojlovi¢) began to record folk music on wax plates during field
research, thereby immeasurably contributing to its preservation from oblivion.> Other types of audio (as
well as video) recording technologies appeared later, but magnetic tapes were the first durable carriers
that could repeatedly reproduce the sound after recording without significant damage. At the same time,
tape recorders and good-quality microphones became widely available. They were (relatively) easy to use
during recording and especially broadcasting, and they also enabled sound manipulation - i.e. slowing

1 Previously, the Hungarian composer Béla Bartok made recordings of the music performed by the Serbs
(in 1912).

2 These recordings and their digital copies are stored at the Institute of Musicology SASA and there are
plans to publish them.
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down the recording during playback, which was of crucial importance for meticulous ethnomusicological
analytical work. In the second half of the XX century, magnetic tapes were the dominant sound carrier
for fieldwork in Serbia, which is why the largest and highest-quality collections of ethnomusicological
documentary recordings (in terms of the presence of diverse and well-performed musical material, although
not always with contextual data) were created thanks to this technology.

One of the most important documentary sound collections in Serbia is preserved at the Institute of
Musicology of the Serbian Academy of Sciences and Arts, which was founded in 1948 for the purpose of
collecting, processing and preserving Serbian musical heritage, which, in addition to sound documents
of the past, also includes photographic, written and printed documentation, and especially important are
sheet music scores. Nowadays, the Institute conducts fundamental research in the fields of musicology
and ethnomusicology, taking into account earlier primary sources, but at the same time collecting new
field material. The series of compact discs Sound Treasury of the Institute of Musicology SASA emerged as a
result of the idea to present precious digitised recordings of traditional music in order to make them widely
available (to local communities, educators, folk music admirers, and professional public, both in Serbia
and abroad) and multifunctional, especially in the field of music heritage protection.’ The phonoarchive
of the Institute is rich with pricelessly important material, whereas several generations of researchers, as
well as donors, ensured its vastness. It contains wax plates (144), wire reels (34), reel tapes (currently about
950), as well as audio cassettes, but also digitally recorded documents, among which audiovisual material
occupies an increasingly important place. The first three collections have been fully digitised and basically
cataloged, so their content is available to researchers. These collections, and especially the tapes that are
the focus of the current edition, mainly contain recordings of folk music performed in Serbia (vocal and/
or instrumental), but also music performed by Serbs from the areas of the former Yugoslavia, as well as
Orthodox church music, music of Serbian composers of the XIX and XX centuries, speeches by academics,
and recordings of popular and traditional music of different nations (more in: Dumni¢ Vilotijevi¢ 2018).

Such archival sources are an ideal basis both for further releases in the domain of digital humanities and
for an engagement in applied ethnomusicology. This compact disc exemplifies the possibilities of combining
the preservation of intangible and sound heritage. Sound archiving is of particular importance for the
safeguarding of intangible cultural heritage, although it is conceptualised in relation to the contemporary
existence and sustainability of the given elements. Namely, the availability of historical recordings is an
importantlink in the adequate safeguarding of traditional music practices in order to avoid their qualitative
endangerment and disappearance. However, the historical documentary recordings themselves as tangible
artifacts are at risk due to the perishability and obsolescence of the sound carriers, and it is necessary
to transfer them into a contemporary format in order to make them available to researchers and other
interested parties. One of the main goals of this release is to raise awareness of ethnomusicological sound

3 The first title from the edition was published on the occasion of the 70th anniversary of the Institute of
Musicology SASA: the double compact disc Kosovo and Metohija: Musical Image of Multiculturalism in the
1950s and 1960s (Laji¢ Mihajlovi¢, Jovanovi¢ 2018).
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and audiovisual documentation which serves to preserve the intangible cultural heritage in Serbia - from
field recording, through archiving (including storage, digitisation and cataloging), to public disclosure
(in order to promote heritage and education). The availability of old recordings of the music that is now-
adays proclaimed as intangible cultural heritage in Serbia contributes to the revitalisation and informed
preservation of today’s performance practices (Dumni¢ Vilotijevi¢ 2019: 172).

According to the UNESCO Convention of 2003, intangible cultural heritage means:

“the practices, representations, expressions, knowledge, skills — as well as the instruments,
objects, artefacts and cultural spaces associated therewith - that communities, groups
and, in some cases, individuals recognize as part of their cultural heritage. This intangible
cultural heritage, transmitted from generation to generation, is constantly recreated by
communities and groups in response to their environment, their interaction with nature
and their history, and provides them with a sense of identity and continuity, thus promoting
respect for cultural diversity and human creativity” (Article 2).

A prominent place in the Institute’s sound library is occupied by recordings made in Vranje and Vladi¢in
Han and the villages around them in the early 1970s (see: Map 1). My motivation for engaging with this
material came from my years’ long involvement with the urban folk music (see: Dumni¢ Vilotijevi¢ 2019),
and this collection contains a specific and fully presented tradition of the urban songs from Vranje. This
practice was entered in the register of intangible cultural heritage of Serbia (No. 26) in 2012 at the proposal
of the City of Vranje, with the following description:

“Traditional urban songs that have been created and are sung in Vranje, both a cappella
and in vocal and instrumental arrangements. They have continuously been present in the
town of Vranje from the second half of the XIX century to the present. A special place
among them is occupied by the songs associated with specific places, persons and events
in the town. The distinct feature of the melody line is its mobility, the tendency to abrupt
but gentle leaps and subtle ornaments. The metro-rhythmic pattern consists of uniform
and mixed bars and the rubato rhythm. The subtlety of the singer’s voice and a devoted
approach to the content of the song, accompanied with high moral attitudes presented by
the singer as a person are the aesthetic imperative. This performance practice has been
developed among numerous musicians, singers and instrumentalists in Vranje, a town in
southern Serbia” (NKNS 2015).

As described in a separate study in this booklet, the urban song from Vranje is an extremely interesting
phenomenon of folk music. Its characteristics set it apart as special urban music; it is specific because it
sings about reallocal people and events. At the same time, there is an intriguing question of its “folksiness”,
that s, its authorship and its roots in the popular orientalising depiction of the Vranje, which was fortified
in the literary work of the prominent realism novelist Borisav Stankovic.

This material was recorded in the field at the beginning of 1970s, by Radmila Petrovi¢, an
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ethnomusicologist with a rich scientific oeuvre dedicated primarily to Serbian vocal traditional music;
yet she was also very much engaged in applied work (with the media, festivals, professional organisations
etc.), which all resulted from her field contact with folk musicians throughout Serbia. Her recordings rarely
contain interviews, but the musical performances immortalised on them are in most cases excellently
selected and prepared. The detailed written data from the field that accompany some of the collections
of Radmila Petrovi¢’s recordings have unfortunately not been found for the collections from Vranje and
Vladi¢in Han; however, some precious generalities about the places, dates and singers, and even some
remarks about the tracks have been preserved. The importance of the results of her research in this region
is evidenced by the fact that all subsequent researches of Vladi¢in Han (Vuj¢in, Mihajlovi¢ 1998; Ivanovi¢
2009; Rakocevié, Loni¢ 2019) are based on her shorter, but extremely informative text about field findings
with attached sheet music transcriptions (published 1971 in Vranjski glasnik), which was created on the
basis of fieldwork material recorded in 1970, which also included Vranje.

The material recorded in Vranje and its surroundings contains over ten hours of sound. It includes
recordings of famous singers of the urban song from Vranje, but also great performances by lesser-known
performers. Various ritual and customary, as well as lyrical songs from the villages around Vranje and
Vladi¢in Han were also recorded. Performances on folk instruments were recorded too, and some of these
examples can be found in the wider area of Serbia.

For this edition, tracks were selected considering the informativeness of the examples, the representa-
tion of good performances and the sound quality of the preserved material; these are not only artistically
successful performances, but also rare testimonies of the forms, characteristics and exemplary inter-
pretations of both the urban song from Vranje and instrumental genres, as well as insufficiently known
examples of ritual-custom music of rural folklore from the villages near Vranje. Originally, the disc was
planned as a release entirely dedicated to the urban song from Vranje, i.e. to its landmark songs and variant
performances, with the idea of providing a basis for today’s historically informed performance, as an
additional link that supports the chain of oral tradition. An extremely important place in this tradition
is hold by Stana Avramovi¢ Karaminga, which is why her songs and interpretations were considered,
but we could not obtain the consent of her heirs, which would ensure the availability of those tracks on
a non-commercial phonoarchival edition.* Under the given circumstances, the concept was changed in
favour of a more complex presentation of the musical heritage of this region; the inclusion of some parts
of the rural heritage also rounded off the presentation of the particular field research of Radmila Petrovi¢.

The compact-disc Folk music of Vranje will present the listeners with the contrasts of the local ritual
and rural music, on the one hand, and the “oriental” popular, urban music on the other; it will contrast
the playing styles of Serbian and Romani musicians, as well as the splendor of the expression of lyrical

4 Itisinteresting to mention that the Institute of Musicology SASA possesses the only known sound-recorded
performance by Stana Avramovi¢ Karaminga of her song (according to the database of the Serbian Authors’
Agency SOKO]J) Dimitrijo, sine Mitre [Dimitrijo, My Son Mitar], an iconic example of the folk music of the
city of Vranje.
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love songs associated with Vranje. Although the songs themselves are not unknown to the public, their
performances in a traditional manner are much less familiar. Apart from their musical sensibility, the plot
of the poetic texts of the songs determined the order of the tracks, whereby special attention was paid to
the classification of the urban folk songs. At the very beginning, there are selected songs from the older
rural ritual layer, the dominant subject of interest for ethnomusicologists in Serbia, as well as the actual
focus of Radmila Petrovic’s field expedition in 1970, judging by her later publication (Petrovi¢ 1971). The
disc begins with a lazarica song of a greeting character, and the next few tracks follow the schedule of the
annual cycle of rites in the summer half of the year (1-3); these are followed by a song from the life cycle
of customs (4). Instrumental numbers round off certain thematic wholes and provide transitions to the
next set of songs (mostly by character contrast). At the same time, they illustrate typical instruments,
compositions and parts of the repertoire of this region - pastoral instruments typical of the Serbian
population, such as pipe/duduk (5) and two-part bagpipes/gajde (21), and cac¢ak dance numbers, as well
as instruments on which the Romas used to perform urban folk music, such as the clarinet with a drum
that played the cocek (14), the clarinet with accordion (34), and the brass ensemble (26). The last track
on this disc is a kind of instrumental Coda of the whole edition and a reminder of the most represented
content, even in concrete works — urban songs from Vranje.

The aforementioned songs belong to the huge and heterogeneous genre of Iyrical love songs, and they
are characterised by the following: they easily gain popularity, are quickly transmitted and are subject
to changes in time and space (Zaki¢, Rankovi¢ 2016: 71).° Although in the 1970s (as well as today) these
songs were performed in the contexts of taverns and concerts or similar, the origin of the genre is linked
to the occasion of singing at a wedding, and it was observed years later that some of those songs were
still sung at weddings (Zlatanovi¢ 2003). It is extremely important to point out that the collection of the
urban songs from Vranje still stands out emically as part of the local cultural identity. Lyrical love songs
took over elements from the archaic ritual-customary heritage, and on the other hand, they were easily
adaptable to everyday life in rural and urban environments (Samardzija 2007: 70). In the ethnomusico-
logical discourse in Serbia, they can be found among various groups of songs: non-calendar, love, family,
everyday, humorous, wedding, etc. The divisions of this oral poetry are not systematic even in literature,
but they actually emphasize the multiplicity of subtypes, specific stylisations, the dependence of variants
on the place and the moment of collection (Samardzija 2007: 71). At this point, the editor’s classification of
urban folk music is introduced according to the dominant plot motifs of poetic texts, justified by the need
for a functional grouping of musically similar examples from the same locality, in such a way that they
are accessible to the widest possible circle of listeners. Such an approach is supported by the classification
of love songs from Kosovo and Metohija, created by the ethnomusicologist Miodrag Vasiljevi¢ in 1950
(Vasiljevi¢ 2003). The first segment of urban songs (6-12) is dedicated to songs that celebrate the beauty
of the inhabitants of Vranje, with references to toponyms and historical or fictional figures which are

5 According to: Radmila Pesi¢, Nada Miloevi¢ Dordevié. Narodna knjizevnost, Belgrade: Trebnik, 1997, 141.
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important for local cultural history (except number 9, which is also found in other territories). The next
two tracks represent a discourse of nostalgia for past times - longing for lost youth (13) and an old dance
tune (14). The theme of the following songs (15-17) is falling in love, and in that sense they belong to love
songs in the narrowest sense. A specific motif in that genre is discussing marriage (18-20). Among the
most famous Vranje urban songs are those dedicated to unrequited love and love deception (22-25). A
special place in the folklore of southeastern Serbia is occupied by the motif of the marriage of a Serbian
woman to a Turk (27-28). A narrative poem performed in a typical lyrical style is also included — about
Emperor Suleiman (29). This is followed by a segment of the compact disc dedicated to the military (30)
and consequently tragic themes (31-33). Track 32 features a contrasting rural singing and a lyrically longer
version of the song that follows it and is widely popular. Number 33 also musically completes the segment
of the disc devoted to city songs - the tune Jovane, sine, Jovane [Jovan, My Son, Jovan] resembles a version
of Stojanke, bela Vranjanke [Beautiful Stojanka from Vranje].

This booklet contains a study inspired by material recorded in Vranje in the 1970s, which explains
the folk music of Vranje and problematises the historical recordings of the urban song from Vranje in the
context of intangible cultural heritage. The study is supplemented by a list of the literature used in this
edition, which synthesises previous writings on this musical practice and serves as a reference for future
research. Alllyrics have been transcribed in Serbian Cyrillic and Latin alphabets and, in accordance with
the publishing policy (based on the principles valid in dialectology and folkloristics), they have been
written down phonetically, i.e. exactly how the words were sung, without indicating the relationship of
their dialect to the literary Serbian language. The lyrics that serve as a refrain are underlined, especially
when writing the first stanza as an example of a sung melostrophe. Finally, expert comments on the tracks
are provided, which aim to bring listeners closer to concrete performances and clarify musical, poetic
and contextual characteristics.

These recordings would not have been available as a release in the first place without local experts and
performers of Vranje folk music. The Institute of Musicology SASA owes a tribute to its preservation to
all musicians whose performances were recorded on the field (in alphabetical order of surname and first
name): Azir Ajredinovi¢, Kurta Ajredinovi¢, Trajko Ajredinovi¢, Ljubinka Buba Bulatovi¢, Kojadin Jovi¢
Dica, Petronije Krsti¢, Dusan Mladenovié¢ Spurko, Tkonija Stojkovié, Vida Stojanovi¢, Jovan Stosi¢ Kace,
Mile Stosi¢ Gavra, Zivojin Stosi¢ Burca, Ivko Tosi¢, Draginja Veli¢kovi¢; as well as the performers whose
identity has remained unknown: Nikola and two women from the village of Manjak, members of the brass
ensemble from the village of Jovac. The importance of the wide availability of recordings included on this
non-commercial compact disc for individual family traditions, local history of Vranje, ethnomusicological
studies of intangible cultural heritage, but also musical culture in Serbia in general, was recognised by
the heirs of the performers, with whom we came into contact either directly or indirectly. The Institute of
Musicology SASA wishes to thank to the following heirs for their understanding and agreement with the
release of these recordings (in alphabetical order): Aca Ajredinovi¢, Iza Ajredinovi¢, Kurta Ajredinovié,
Milan Ajredinovi¢, Slobodan Ajredinovi¢, Maja Bekvalac, Slavica Bulatovi¢, Miodrag Durmasevi¢, Mirjana
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Nikoli¢ and Branimir Stosi¢ Kace.

Although it is not visible from the archival recordings and preserved liner notes, a professor of music
from Vranje, Slobodanka Miti¢, assisted Radmila Petrovi¢ in the field research and during the recording
(Petrovi¢ 1971: 389). Decades later, my understanding of the context of this historical material and the
urban song from Vranje in the present-day (largely affected by the impossibility of going to the field due
to the pandemic) was immeasurably improved by Mr Branimir Sto$i¢ Kace (born in 1967). In addition
to continuing the family line of singers, after his father Jovan (whose singing is included on this disc)
and uncle Predrag, he is also a prominent bearer of the urban song from Vranje, and I am grateful that
he selflessly shared with me through storytelling his long-term research, in-depth knowledge of the cul-
tural context, protagonists, details about the songs and traditional singing styles. In addition, without
his enthusiasm and commitment, we would not have been able to contact the heirs of the most famous
singers included on this disc.

The importance of these recordings was recognised by the director of the National Museum in Vranje,
Mr Sasa Stamenkovi¢, whom I thank for recommending the project. The Ministry of Education, Science
and Technological Development and the Ministry of Culture and Information of the Republic of Serbia
have financed this release. I am very grateful to Dr Katarina Tomasevi¢ for her wholehearted support as
the director of the institution under whose auspices these recordings were created, mastered and ultimately
released. I am immensely grateful to my colleagues ethnomusicologists, Principal Research Fellows from
the Institute of Musicology SASA, for careful listening and reading; to Academician Svetislav Bozi¢ of the
Serbian Academy of Sciences and Arts for reviewing this edition; last but not least, to my peer reviewers
Dr Danka Laji¢ Mihajlovi¢ (Institute of Musicology SASA) and Prof. Dr Selena Rakocevi¢ (Faculty of
Music, University of Arts in Belgrade), whose critical approaches greatly improved my thinking about
the core material. I am especially grateful to Dr Sanja Zlatanovi¢ (Institute of Ethnography SASA) for
critical reading of the study from this edition.

This edition is the result of the committed work of the entire team of collaborators. Ethnomusicologist
Dr Radmila Petrovi¢ searched for the field sound material and recorded it. My colleague Milica Obradovi¢
digitised it, and I catalogued it. The post-production and mastering were done by sound engineer Mr
Zoran Jerkovi¢, who sonically upgraded the dramaturgy of the selection and sequence of tracks (printed
at the company “City Records”). The written and visual material was carefully prepared in the “Riza”
printing house in Kraljevo, for which Mr Miljko Nesovic is especially deserving. The striking and lush
visual design of the edition, based on motifs on the traditional costumes from Vranje is the work of Mr
Milan Janié. I am also grateful to Mr Stojan Argakijev from the Republic Geodetic Authority for the
precisely created geographical map. My long-term collaborators in the proofreading and issues related
to geographical mapping (Dr Vladimir Mihajlovi¢) and in the translation into English (Dr Ivana Medi¢)
have also been my creative interlocutors and careful readers, for which I am always grateful. I thank to
Mrs Katarina Spasi¢, for Serbian language editing. I owe a lot of gratitude to my family for their profound
encouragement and understanding.
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The multifaceted mission of this edition is to bring the folk music of Vranje closer to the widest possible
audience in Serbia and beyond (hence the bilingual edition); to present representative material from half
a century ago to all those who strive to preserve the intangible cultural heritage that is disappearing; to
present the wealth of documentary sound recordings of the Institute of Musicology SASA; to promote
insufficiently known authentic local performers of folk music; and to contribute to the visibility of the
ethnomusicological approach to traditional folk music. Collaborators with different expertise have con-
tributed to building my professional and scientific competence in establishing continuity with earlier
ethnomusicological projects; on the other hand, any shortcomings of this complex edition are entirely
my responsibility.
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Marija Dumni¢ Vilotijevié

THE SOUNDSCAPE OF A CROSSROADS: THE URBAN SONG FROM
VRANJE AS A PART OF THE FOLK MUSIC OF VRANJE IN THE 1970S!

Vranje in Ethnographic and Ethnomusicological Investigations

Vranje is a city in southeastern Serbia which is first mentioned in Byzantine records from the XI
century (Nikoli¢ Stojancevi¢ 1974: 18). It is situated in the centre of the Vranje Pomoravlje (the area below
the river Morava); that area was important for ethnic migrations during the first breakthrough of the
Turks into the lands surrounding the rivers Moravica and Vardar (Nikoli¢ Stojanéevi¢ 1974: 27). Until its
liberation from the Ottoman rule during the Berlin Treaty, it was a multiethnic city — there are records
on the Serbs, Turks, Vlachs, Romas, then, on the lives of the Greeks in the city and the Albanians in the
surrounding villages; furthermore, there were also micromigrations from the Shop area, P¢inja, Kosovo
and Kumanovo (Nikoli¢ Stojancevi¢ 1974: 34-35). Vranje had many contacts with the towns in present-day
North Macedonia, but also with the areas such as the hilly Kriva Reka, the Lower and Upper Morava, the
cities of Prizren and Pristina, as well as other centres of southern Serbia such as Ni$ and Leskovac; and as
an important centre in the Pashaluk, Vranje was also tied to Istanbul (Zlatanovi¢ 1982: 3). Towards the end
of the XIX century (to be precise, after 1878) the city of Vranje underwent a great cultural transformation,
due to a strong influx of Serbian national ideas and central European influences, simultaneously with the
process of purging oriental characteristics which were regarded as retrograde (Nikoli¢ Stojancevi¢ 1974:
39, 42). Starting from the period between two world wars, one notices migrations of people from villages
into towns, and in particular, a depopulation of the old artisans’ and merchants’ social class in favour of
the newly arrived high officials, military personnel and tradesmen (Nikoli¢ Stojancevi¢ 1974: 40). World
War II and an extended period after its end did not result in a new cultural (or, in particular, musical)
flourishing of this area. Another town that belongs to the Vranje Pomoravlje is Vladi¢in Han, a newer
settlement (from the XIX century) (Trifunoski 1954: 1); it is situated at the north of the Vranje valley,
near its boundary with the Leskovac Pomoravlje. This area comprises the following towns and villages
that the recordings preserved at the Institute of Musicology SASA originate from Bujanovac, Vranje,
Vranjska Banja, Vladi¢in Han, Upper and Lower Neradovac, Dubnica, Zitorade, Jagnjilo, Jelagnica, Jovac,
Kalimance, Manjak, Mrtvica, Polom, Stubal, Surdulica, Trgovi$te and DZep.

1 This study is the result of the scientific work done at the Institute of Musicology SASA, financed by the
Ministry of Science, Innovation and Technological Development of the Republic of Serbia.
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The Vranje area was the subject of comprehensive ethnographic research,? which presented the charac-
teristics of the populace, its work and the unique aspects of folk culture such as customs and costumes. The
sung folklore is also recognised as rich and specific - Mom¢ilo Zlatanovi¢ left some exceptionally valuable
data on the poetic dimension of singing in this area (for example, in his 1982 book). He wrote about songs
tied to rituals (lazaricke, kraljicke, durdevdanske /St. George Day/), as well as wedding songs, laments,
harvesters’ songs, urban, epic, soldiers’ and revolutionary songs; especially valuable are his readings of
the songs with lyrics dealing with interactions between (Serbian) girls and the Turks, and the songs on
Prince Marko (Marko Kraljevi¢). Another precious source is the information on the musical history of
the city of Vranje collected by the ethnologist Tatomir Vukanovi¢ (1987), who presented in a concise form
an overview of the literature published until then, musical institutions, some prominent individuals, folk
instruments and dances. Several ethnomusicologists touched upon the Vranje area tangentially, while
researching the neighboring areas - e.g. through their studies of Bujanovac (Vasi¢, Golemovi¢ 1980),
Leskovac (Miodrag Vasiljevi¢ 1960) and P¢inja (Dokmanovi¢ 2000); all of them left valuable information
which may assist us in comparing their ritual-customary musical traditions. A handful of recent studies
dealing with instrumental and dance traditions reflected on the little-known Roma tradition (Vujcin,
Mihajlovi¢ 1998; Markovic 2012; Rasi¢, Dimitrijevi¢ 2017; Zlatanovi¢ 2021), thus providing information
on the functioning of brass bands and ¢ocek dances. This rich practice deserves focused attention and
an analytic approach in future investigations (more about the practice of trumpet playing in Serbia in:
Golemovi¢ 1997; Laji¢ Mihajlovi¢, Zaki¢ 2012; Zaki¢, Laji¢ Mihajlovi¢ 2012).

The traditional folk music of Vranje and its surroundings has retained its richness to this day, and
reflects the cultural plurality in this smaller town (of course, some of the recorded examples are found in
the wider area of Serbia). From the unpublished notes of Radmila Petrovi¢, it is possible to discern a diverse
genre-related cross-section of rural songs of this region; among the Serbian population in the 1970s, the
following types of songs were recorded: ritual ones, such as songs that are sung for St. Lazarus Saturday on
special occasions — when they walk down the street to sing the Lazarus, when the Lazarettes enter the house,
on the house, when the homemaker won’t receive them, for the child, for the richer cooperative household,
when they dance through the village, when they enter the yard, for the boy, for the girl, for the young married
couple, to old people; then koledarska (for the host), krstonoska (when they come to the crops or vineyards),
kraljicka, dodolska, for the rain to stop, harvesters’ songs, strizbarska, wedding songs. Also, various lyrical
songs have been recorded, for singing out loud, when the shepherds are outsinging each other, songs that
are sung whenever you want, which accompany the dance, lullabies, humorous and epic-lyrical songs, as
well as the playing of rural folk instruments typical of the Serbian population (pipe, bagpipe). Based on
her recordings, it can be established that the vocal music of this region is characteristically solistic, or
mostly monophonic (except in the cases of older village group singing, where the appearance of accidental

2 Landmark works were written by Vidosava Nikoli¢ Stojan¢evi¢ and Jovan Trifunoski; furthermore, a vast
source material on the various segments of the city’s cultural and social history can be found in the journal
Vranjski glasnik (The Vranje Herald), which has been published by the National Museum of Vranje since 1965.
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drone-like heterophony in a narrow melodic range, i.e. the older type of two-part singing is possible), with
fewer melismas and dynamic shades.

Urban Folk music in Vranje as a Subject of Ethnomusicological Research

Urban folk music as a topic is increasingly present in ethnomusicological research in Serbia today
(more in: Dumni¢ Vilotijevi¢ 2021). As defined previously, urban folk music in a broader sense includes
popular folk practices that were immanent to urban environments in a wide diachronic continuum. In
a narrower sense, urban folk music means popular (non-rural) folk music of different geographical and
individual origins, which was performed vocally and/or instrumentally before World War Il in the context
of tavern music, transmitted orally and through the media, whereas musically and poetically - it is alocal
adaptation of Western European and Ottoman influences in a broader sense (Dumni¢ Vilotijevi¢ 2019:
15-16). Urban folk music practices in the Balkans show mutual similarities that speak of the possible
networking of musicians and musical forms (more in: Dumni¢ Vilotijevi¢ 2018). Urban folk music typical
for Vranje, which is the focus of this study, is one of several locally characteristic forms of traditional
urban musical folklore in Serbia.?

Urban folk song in Vranje was the subject of focused ethnomusicological researches. The first known
music notations of songs from Vranje were made by Isidor Baji¢, and they are preserved in the archive
of the Institute of Musicology SASA:* Toci vodu [Pour the Water]; Da znajes, mori, mome [If You Knew,
Girl] (CD No. 13) (both performed by Stanoje Bunusevac in Vranje); Koga cekas [Who Are You Waiting
Forl; Ajde, ajde, mori, dan-Stojanke [Come On, Come On, Djan-Stojanka] (both performed by Stojan D.
Stosi¢ in Vranje; and in the phonoarchive of the Institute of Musicology SASA there is also a performance
by Dusan Mladenovi¢ Spurko) Hadzi Gajka [Haji Gaykal; Jovane, sine (CD No. 33) (both from Kostana);
More, na kraj sela [Ah, at the End of the Village] (with a comment that it resembles a song from Stevan
Mokranjac’s VIII Garland; CD No. 8); Od vranjsko pojdo (vranjanka) (I Came from Vranje (Vranjanka)]
— the same as Sano, duso, Sano, mori [Oh, Sana, My Dear Sana] (CD No. 12 and Vranjanka (slow) on CD
No. 34); Ala imas ruse kose [You Have such Blond Hair] (“a Turkish song from Vranje’s surroundings”);
Sinoc¢ mi pukna na pender [Last Night He Knocked on My Window] (“an old song from Vranje”) - Figure 1
(Daskalica from CD No. 34); and among them, we find songs that are attached to the Vranje repertoire to
this day: Cveto, mori, Cveto [Cveta, ah, Cveta] (CD No. 9); Otvori mi, belo Lence [Open the Door, Beautiful
Lence] (CD No. 7); Iz banje ide, izbanjalo se [She Is Coming from Banja, She Had a Bath] (CD No. 11); and
also a song recorded decades later in Vranje’s surroundings (CD No. 32): Dosta sam gorom (Planino, moja
starino) [I Went Down the Hill (My Old Mountain)] (CD No. 33).

In 1922, Miodrag Vasiljevi¢ came to the famous Romani female singer Kostana (Malika Jeminovi¢)

3 Concerning other typical city music practices of the Serbs, e.g. on urban music of Serbs in Kosovo and
Metohija in ethnomusicological research, see: Dumni¢ 2013.

4 There is information in the literature that Isidor Baji¢ (1878-1915) was the first to notate the songs sung
by Malika Jeminovi¢, but unfortunately, no original manuscripts have been found by the time of writing of
the present study.
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and wrote down sheet music transcriptions of her singing, as well as the first analyses of urban songs
from Vranje (they were published after Vasiljevi¢’s death by his daughter). Based on his notes, she made
the following conclusions: Kostana had a wide voice range, and her repertoire consisted of “urban songs
from Vranje, as well as songs brought from other parts of the country (Vojvodina, Macedonia, Prizren).
[...] All melodies are love-related (pure love songs or wedding songs), which is related to her status as a
semi-professional singer” (Vasiljevi¢ 1969: 430). Vasiljevi¢ wrote that the performed the following songs:
Had?i Gajka devojku udava [Haji Gayka Is Marrying His Daughter]; Sto si, Leno, na golemo [Why Are You,
Lena, so Poorl; Of, datim, zlato zlaceno [Ah, I Give You Golden Gold]; Trgaj mi, trgaj, Dostano [Tear Me,
Tear, Dostanal; Zali, diko, i ja ¢u Zaliti [Mourn, My Dear, and I Will Mourn too; Jao, jao, jel te, diko, Zao
[Ay, ay, Are You Sorry, Dearl; Da znas, diko, kako venem za te [If You Knew, Dear, that I Die for Youl; Aj,
mislis, diko, da ne marim za te [Oh, Dear, You Think that I Don’t Care about Youl; Slavuj pile, ne poj rano
[Nightingale, Don’t Sing so Earlyl; Jovane, sine, Jovane; Posla Vanka na vodu [Vanka Went to Get Water];
Zasuci beli rukavi [Roll Up Your White Sleeves|; Petkana deli kolaci¢i beli [Petkana Is Sharing White Cakes];
Cocecka trajla; Iz banje ide, izbanjalo se; Od danas te, draga, vise ljubit necu [From Today, Darling, I Will
Kiss You No More]; U popove Stojane [With Priest’s Daughter Stojanal; De si bila, dilber Sofke [Where Have
You Been, Dear Sofkal; Otvori mi, belo Lence; Mislim rano, pile moje [I Think Early, My Bird].

Starting the collection Prewar Serbia, in which he published melodies that he had collected over a longer
time span in order to save them from the newer influences on folk music, Vladimir Pordevi¢ published
fourteen songs from Vranje in 1931: Sano, duso; Triput me Tale udari [Tale Hit Me Three Times]; Iglice vence
nad vodu cveta [Geranium Flowers Are Blossoming Over the Waterl; Ajde, Mitre, mlad se Zeni [Come On,
Mitar, Get Married Young|; Moju Vanku zabolela glava [My Vanka Had a Headachel; Ne Zali, mome, ne
placi [Do Not Be Sad, Girl, Do Not Cryl; Otvori mi, belo Lence; Lupna tobos$ u sergiju [The Drum is Beating
In the Shop]; Obrni se, ludo, mlado, odkud mene [Turn To Me, You Silly Young Onel; Kisa pade, mori, Kane
[It Is Raining, Kanal; Dockan prodo kroz selo [ Went Throught the Village Quite Late]; KaZi, Jane, kaZi [Tell
Me, Jana, Tell Me; Kata jase, Zlata jase na beloga ata [Kata Is Riding, Zlata Is Riding a White Horsel; Sto
je gluma u ta gornja mahala [Some Acting Going On In the Upper Town]; and in the villages surrounding
the city he noted another four more St. Lazarus songs: Letevo me, letevo [It Was Flyingl; Ludo, mlado konja
jase [A Young Man Is Riding His Horsel; Grize dete jabuku [A Child Is Eating an Applel; Varaj, Nikolo, crven
trendafilj [Fool Me, Nikola, You Red Marshmallow].® After that, the Jankovic sisters in their books Folk
Dances (1934, 1939, 1951) left information about the following dances that were accompanied by songs
(taking melodies from Vladimir Dordevi¢’s records /1931/): Vranjanka (Sano, duso); Daskalica (Triput
mi ¢ukna na pendzer) [Three Times He Knocked on My Window; Iz banje ide, izbanjalo se; Popala magla
po polje [A Fog Came Down on the Field]; Otvori mi, belo Lence; Aman, doktore [Oh, Doctor] - except for

5 He recorded several ritual, custom and love songs, as well as instrumental melodies, in the places of the
then Vranje district: TibuZzde, Dubnica, Rataje, Krivac¢a, Lapatinci and Vlasina.
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the last song, all remaining songs were also recorded in the 1970s.®

Considering the latter-day research in Vranje, there is information that in the archive of Radio Belgrade
one may find recordings made by Dragoslav Devi¢ and Ljubinko Miljkovi¢.” The Anthology of Serbian and
Montenegrin Folk Songs edited by Dragoslav Devi¢ (2001) also features folk songs from Vranje, represented
by the singing of Stana Avramovi¢ recorded in 1960 (Da znajes, mome, da znajes; Dimitrijo, sine Mitre),
as well as of Dobrivoje Golo¢evac recorded in 1962 (Dude, mori, belo Dude [Duda, ah, Beautiful Dudal).
Finally, we should also recommend the sound material prepared by the Association “Ved” from Vranje
with the help of ethnomusicologists (Mitrovi¢, Spasi¢, Stojanovi¢, Stosi¢, Arsi¢ 2008), and the edition,
like this one, aims to made recordings of urban folk music from a similar period more widely available.

Urban folk music from Vranje became the subject of systematic ethnomusicological attention only in
1970 when Radmila Petrovi¢ made a field sound recording. Based on the detailed catalog of the recordings,
it is known which urban songs were performed (as well as when and where) by the following singers (ad-
ditional biographical information is provided in the original notes with individual names) - in Vladi¢in
Han: Vlada Jovanovi¢, Novica Nikoli¢ (“born in 1993 in Stubal”), Vidosav Stojanovi¢ Vida; in Vranje:
Stana Avramovié¢ Karaminga (“born in 1895”), Ljubinka Bulatovi¢ Buba (“daughter of Stana Avramovi¢
Karaminga, born in 19287%* she recorded for Radio Skoplje and Radio Sarajevo, n.b. M. D. V.), Zagorka
1li¢, Daka Kosti¢, Dusan Mladenov1c Spurko (“born in 1913 in Vranje, civil servant”), Stojan Popovi¢,
Desa Stosi¢ Barbacka (“born in Vranje in 1902, studied in grammar school, otherwise a homemaker”),
Zivojin Stosi¢ Buréa (“born in 1920 in Vranje, clerk”), Jovan Stosi¢ Kace (“born in Vranje in 1937, physical
education teacher in the eight-year school”; father of Branimir Stosi¢ Kace and brother of Predrag Stosic,

6 Although no melographic and kinetographic data were left, it is important to mention the material on folk
dances collected by the Ministry of Education of the People’s Republic of Serbia by sending a Questionnaire
on the State of Folk Dances on the Territory of the People’s Republic of Serbia in 1948 — apart from Vranje, data
was also collected from 48 rural schools in its environment, and from them we learn that the instrumental
accompaniment of kolo was more prevalent than the vocal one, as well as that, in addition to the traditional
repertoire (such as Vranjanka, Cacak, Cocek, Zavrzlama, Presevka and others), new repertoire was also absorbed,
such as Titovo kolo [Tito’s Kolo]. The names of the dances were documented by handwritten survey, the older
and newer repertoire were separated, the occasions for dancing, accompaniment, terminology about dance
were examined, and there are also personal names of prominent dancers and local groups. This extremely
valuable material is preserved in the legacy of Olivera Mladenovi¢ at the Institute of Ethnography SASA, and
I am very grateful to the colleague Dr Milo§ Rasi¢ for allowing me to see the material.

7 Based on information from ethnomusicologist Mirjana Drobac’s lecture at the festival in Vranje in 2019
(https://www.youtube.com/watch?v=0cNruwGyUsc).

8 Unlike the majority of other singers whose performances have been selected for this CD, not much was
known about Ljubinka Bulatovi¢ among those interested in the urban song from Vranje. I would like to thank
her heirs, Slavica Bulatovi¢ and Maja Bekvalac, who presented me with her biography and pointed out that
she had recorded for Radio Skopje and Radio Sarajevo.
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n.b. M.D.V.), Mile Sto$i¢ Gavra (“born in 1907 in Vranje, shoemaker, sang in the amateur choir, Bora
Stankovi¢, from 1922 to 1941”), uncle Bora, aunt Zivka, aunt Ljubica.” Some of them were recognised
singers in their community, due to their activities in the KUD (Cultural-Artistic Society) “Sevdah” and
recording for the needs of radio stations.

Radmila Petrovi¢ recorded the following urban songs in Vranje and Vladi¢in Han in 1970 and 1972,
and among them are songs that were recorded on a special tape in the 1960s (in alphabetical order of titles
in Serbian): Ajde, ajde, tanke, dZzam-Stojanke [Come On, Come On, Slim Jam-Stojankal; Ajde, mori, Gajo,
$to se ne udavas [Come On, Gaya, Why Aren’t You Getting Married]; Bela Neda bolna legna [Beautiful
Neda is Lying Sick]; Bolan pasa na kuli sedase [A Sick Pasha Is Sitting in a Tower]; Gajtano, mome, Gajtano
[Gajtana, Girl, Gajtanal; Golubice bela, $to si nevesela [White Dove, Why Are You Unhappyl; Da znajes,
mori, mome, da znajes; Devet godini minase [Nine Years Have Passed]; Dude, mori, Dude; Dimitrijo, sine
Mitre; Burdeno, mome ubavo [Durdena, a Beautiful Girl]; ZazZeni se Rista Bulumace [Rista Bulumace Is
Getting Married]; Zasto, Vase, zasto, ujnin Vase [Why, Vasa, Why, Aunt’s Vasal; Ja sino¢ podoh i prodoh
[Last Night I Went and Passed Byl; Jovane, sine, Jovane; Imao sam jednu ruzu (I Had a Rosel; Jana mi kondure
nemala [Jana Had No Shoes); Kazi, Suto, kazi, duso [Tell Me, Suta, Tell Me, Dear]; Kito, cero Kito [Kita, My
Daughter, Kital; KiSa pade vise donjo Vranje [It Rained in Lower Vranje]; Kuda bese, mala mome [Where
Have You Been, Young Girl]; Moli me, majke, mala mome [Mother, a Young Girl Is Begging Mel; More, na
sred selo Sarena cesma [A Colourful Fountain in the Village]; Neven cvece u gradinu [Calendula Flowers
in the Garden); Petlovi pojev [Roosters Are Singingl; Otvori mi, belo Lence; Padnula magla po polje [A Fog
Fell on the Field]; Pisti, place Milica devojka [A Girl Milica Is Crying and Wailing]; Poranila Dil-kadunka
[Pil-Kadunka Got Up Early); Prevari se stari Meta [The Old Meta Was Fooled]; Puce puska iz gore zelene
[A Gun Shot from a Green Forest]; Sino¢ sedo veceru da gotvim [Last Night I Sat Down to Make Dinner];
Stojanke, bela Vranjanke; Triput me Tale udari; Triput mi cukna na pendzer; Sto gu nema Cveta [Why Is
Cveta Not Here]; Sano, duso, Sano, mori; Setnala se kuzum Stana [Kuzum Stana Went for a Walk]; Sto ti
je, Cone, sto places [What’s Up Cone, Why Are You Crying].

Recently, ethnomusicologist Suzana Arsi¢ reviewed the materials collected by Radmila Petrovi¢,
as well as the results of her field research with Branimir Sto$ié, in her master’s thesis dedicated to the
“Vranje song” (Arsi¢ 2013). Arsi¢ considers the characteristics of the sung melodies (not the instrumental
accompaniments) of the collected songs (metrics of the verse, metrorhythm, tonal sequences and ranges,
melodic form and stylistics of ornamentation) using the analytical method standardly applied to Serbian
vocal folklore, but with the idea of applying the theory of musical gestures. The affectations related to this
musical practice (according to this author, the atmosphere of dance is often emically described as merak,
and the rubato singing as sevdah) which, after an elaborate explanation, led to the possibility of defining
the city song of Vranje as an “expressive genre”.

9 Information about informants in the villages is also known - Trgoviste: Milica Stanojevi¢; Jagnjilo: Draginja
Velickovi¢; Manjak: Petronije Krsti¢, Ikonija Stojkovi¢, Nikola, two women; Zitorade: Saveta Milosavljevi¢,
Branka Spasi¢, uncle Miloje; Jovac: an anonymous group of people.
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A memory is also preserved of older urban musical folklore and the musical life of the city of Vranje in
general (see mentions in Vukanovi¢ 1987), and a more recent retrospective of a similar topic was published
in a monograph by ethnomusicologist Marija Vitas (2020). She also overviews various forms of musical
tradition and contemporary musical life in Vranje, and the interpreters of the urban song from Vranje
who are tied to the media presentation and marketing of this repertoire.

Identifying “Old Vranje” and Works by Bora Stankovi¢ as an Oriental Discursive Foundation of
Urban Songs from Vranje

Urban songs from Vranje are situated in “old Vranje” - a small town that was under Ottoman rule
for more than four centuries until its liberation in 1878. Due to its geographical position, Vranje was
an important Balkan stop on the road to Istanbul, and the coexistence of different ethnic and religious
communities and the official change of social power relations at the end of the XIX century produced a
peculiar patriarchal city culture in which the elements of Turkish and Roma traditions, on the one hand,
and the elements of Serbian culture which was going through a national renaissance, on the other hand,
merged and adapted to an increasingly strong wave of the modernizing Western cultural influences. This
was also reflected in architecture, applied art, cooking, literature, and even music (more in: Tomasevi¢
2009), of which concrete traces exist to this day. “Old Vranje” refers to Vranje from the end of the XIX and
beginning of the XX century, in which the Serbian community was in daily contact with Turkish culture
and although it remained separate until today, it absorbed numerous Ottoman influences. If the Balkans
represent a metaphorical crossroads between East and West (Todorova 2006), and “Serbian inner East”
in the way that the Balkans are “European inner Other” (according to the theoretical position of historian
Maria Todorova), then Vranje is one of the Balkans in miniature. However, it is equally important that the
nostalgic perception of “old Vranje” as “exotic” and “sensual” exists largely due to the representations and
imaginings of local folklore in art and popular culture (especially in music), and the centre of cultural
policies that shape these expressions is in the capital city Belgrade. Compared to other urban traditions in
Serbia, urban folklore from Vranje is strongly characterised by the discourse of orientalism (more about
this capital scientific concept in: Said 2008; more about its application to the case of Vranje in: Zlatanovi¢
2009). Therefore, Vranje, as a city in southeastern Serbia (Principality, Kingdom, Republic) with a present
Ottoman heritage, is at the same time the internal Orient of Serbia.

Interestingly, the urban song from Vranje (whose spread also extends to nearby cities such as Ni§ and
Leskovac) is particularly linked to nostalgic narratives that show the subtle everyday life and history of
this area," which led to the creation of lyrical songs about real-life characters, localities and events, which
deserves special scientific attention (various collaborators often mention, among other songs: Zazeni se
Rista Bulumace; Dimitrijo, sine Mitre; Otvori mi, belo Lence etc.). Being sung in the Vranje dialect (with

10 A similar discursive procedure is also characteristic of other genres of popular folk music, such as old
urban music, which is quite directly fed by references to the period before World War II and the repertoire
that existed in the northern Serbian regions (more in: Dumni¢ Vilotijevi¢ 2019).
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a specific vocabulary, grammar and accentuation) points out the geographical affiliation of the songs."
Interpretation of the context of song, the meaning of metaphors, reconstruction of the lyrics and storytelling
about a specific part of folk music present real challenges, hence the interpretations of local connoisseurs
of this musical practice are of particular importance.

The traditionality of the songs was achieved by positioning local singers as the most faithful interpreters
(Stana Avramovi¢ Karaminga’s performances are exemplary, and Stanisa Sto$i¢’s are the most popular).
Today, family tradition is also valued - for example, in the Stosi¢ family. Singer Branimir Stosi¢ Kace
learned from his father Jovan (who was a member of the KUD “Sevdah” and recorded several songs for
the archive of Radio Belgrade) and uncle Predrag (also a radio singer) — not by direct instruction, but by
“absorbing the spirit of old Vranje” in the family circle, listening to songs and stories: “a song is not just a
song, but from its story one learns about old Vranje, relationships, and the archaic dialect” (Stosi¢ 2021).
According to Stosi¢, “all songs from Vranje were lived, experienced and survived” and he considers it
his mission to cherish and transmit the realities of the earlier town life with an interpretation that he
considers close to that of the past (Sto$i¢ 2021). In addition, he researched the details of the texts and the
context of Vranje songs. It can be said that he is a unique interpreter of the context and poetic content of
the songs, but also of the musical style, and that he is one of the very few luminaries of the urban song from
Vranje. His narratives of numerous poems are layered, as he tries to supplement the poem with stanzas,
interpret the details of the poetic text, and even convey his process of arriving at the version he presents."

The orientalization of Vranje in the dramas of the prolific realist writer Borisav Stankovi¢, especially in
Kostana also contributed to the popularity of Vranje songs (cf: Stankovi¢ 2006)."* His works had a special
significance because of the description of life in Vranje:

11 More about Vranje speech in: Barjaktarevi¢ 1965.
12 The following description by Miodrag Vasiljevi¢ indicated that urban music with an oriental color was
dying out (which, on the other hand, enhances the mysticism of the imaginary Orient); fortunately, it did not
happen, precisely because of the existence of the chain of oral transmission:
“In certain Serbian towns, where the Turkish populace remained longer, or which were a more mu-
sical environment in the historical past, there emerged particular types of songs with florid melodic
shapes, with many dynamic embellishments and refinement. Such cities in Serbia were Nis, Vranje
and Leskovac, right between these two great singing centres, as well as Valjevo. In the first three
cities, the songs were sung with much merak and sevdah in the South Serbian dialect, accompanied
by Turkish chalgia. These towns had a unique style. [...] Connoisseurs of Stevan Sremac’s Ni§ and
Bora Stankovi¢’s Vranje have died out, but the songs of these cities are still alive, although only in
the memory of their oldest residents” (Vasiljevi¢ 1950: 56).
13 Concerning the literary depiction and treatment of the Orient, attention is paid in the literature to the poet
who wrote Sano, duso, Sano, mori, Dragutin Ili¢: “For him, the Eastern ambiance serves as a counterbalance
to the Western; he regards the East as a possibility to fulfill the ethical ideals of a lonely man, confused by the
collisions of European civilization and underdeveloped Balkan society” (Sop 1982: 66).
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“Until Borisav Stankovi¢, a Serbian story was limited only to the northern and western
regions of our country; Stankovic¢ is the first to introduce our southeastern regions, the
newly liberated regions, into the story. [...] He describes what he saw and felt, very often
people who really existed and events that really happened, finding in a semi-eastern pro-
vincial town an entire ‘enchanted garden’ of love, pouring it all with the great poetry of
his heart, proving not in word but indeed that for a true poet, there is no banality in life.
In his descriptions of Vranje life, there is a lot of Vranje, local flavor” (Skerli¢ 1997: 399).

The need to establish continuity with the “old Vranje” as presented in the prose and dramatic (fiction-
al) works of Bora Stankovic is maintained even in the XXI century (Zlatanovi¢ 2009: 54), one can say to
this day. Stankovi¢’s oeuvre is an important marker of identity in the city itself (not only outside of it), as
various events and institutions were named after him and his works. It is important to point out that such
fascination and labeling of Vranje started “from the outside”, and that only later did the people of Vranje
begin to self-identify in this way (Zlatanovi¢ 2009: 55).

Stankovi¢’s works had a great reception and an additional life through theatrical performances (musical
arrangements by Petar Krsti¢ from 1911 stand out especially), as well as art music works for which they
served as a literary template. Among them, the opera Kostana by Petar Konjovi¢ (1931) stands out for its
importance and quality (more details about the musical folklore of Vranje in art music and especially in
Konjovi¢’s oeuvre in: Tomasevi¢ 2013). Kostana herself embodied Eastern otherness by being a woman,
a Romani, and an entertainer - a strange object of social marginalisation and at the same time secret
lust. Her singing encouraged that image, and the songs themselves were embedded in the Orientalist
discourse. They are characterised by an indescribable melancholic and pathetic atmosphere, called
sevdah, karasevdah, merak, dert. On the other hand, music had a very important and functional place in
Stankovi¢’s literary work: it served to create a certain atmosphere, it was a replacement for the standard
dialogue form, a way of expressing the personality and emotions of the protagonist, an expressive tool that
enhanced the character’s emotion, it could achieve dramatic conflict in the work and accelerate the pace
of the action, serve a means of giving context to the overall plan of the immediate scene, or else it could
mark individual sections in the compositional structure of the work (Stanisavljevi¢ 1985: 76-77). From
the ethnological research of the mentions of musical instruments in Stankovi¢’s works, it can be seen that
they were most often played by the Romani people, namely daire, tepsije, campare, grnete, zurle, cemane,
Sarkije — “There is not a single Serbian writer who has provided more extensive or better descriptions of
folk musical instruments” (Gojkovi¢ 1965: 9).

Sisters Ljubica and Danica Jankovi¢ also talked about the influences of the East, the referentiality of
Bora Stankovi¢’s work, and the general atmosphere in which the life of the urban folk song took place.
While emphasizing the uniqueness of the “Gypsy” way of music making and dancing, they described the
style of the Vranje dance and emphasised the beauty of Kostana’s dance, which they saw in the summer of
1925: “Under the influence of thatlife, that climate, various superstitions, Eastern dance and music, under
the pressure of the Turkish masters and social prejudices, the Vranje folk style was created, all drenched
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in longing, a style of subdued ardor and a strong, but restrained temperament, with oriental elements”
(Jankovic¢, Jankovi¢ 1951: 143). They also presented vivid information about the context of such a dance:

“In old Vranje during the time of the Turks, life was lively on the feudal properties (spahiluk)
where ¢ocek and other oriental dances were nurtured. [...] Serbs accompanied their dances
with singing, at night, in the moonlight. [...] Even after the liberation from the Turks, that
atmosphere benefited the old, rich and proud Vranje chorbadji and nourished the older
generation of Vranje bonvivants. This can explain why the greatest pastime for the old
people of Vranje was when the tambourine players (dajradZike) sang to them with the daire,
or when they played the cemane (violin) accompanied by the daire (in the absence of this
instrument, an ordinary casserole could also serve); or when the zurle whistled ‘under the
go¢ (drum), and they danced Belo Lence, Daskalica, Teskoto oro, Memete, Pembe and other
Vranje dances. Tavern life was not very developed and the sweetest hours were spent in the
family and a small circle of friends, at night, in a private house, where one could dance and
sing freely, and enjoy the irresistible rhythm of daire or go¢ until self-forgetfulness. Bora
Stanovi¢ found inspiration for his works: Kostana, Tasana, Tainted Blood and various short
stories in such an atmosphere of accumulated and never sufficiently expressed longing, an
atmosphere largely unhealthy and subdued, with great class differences and the deteriora-
tion of the old caste in proud isolation. A bonvivant from Vranje would sometimes spend
a crazy night in the Vranjska Banja with a concert by Kostana’s sons and Denet’s Gypsy
band, and at dawn, he would return home to Vranje, intoxicated more from ecstasy than
alcohol” (Jankovi¢, Jankovic 1951: 143-144).

However, in the middle of the XX century, modern social trends were superimposed on this Ottoman
heritage, which the Jankovi¢ sisters did not interpret as favorable for the dances of this region: “With
the economic decline of the old proud chorbadji, the style of their dancing also changes [...] Under the
influence of the village, and especially the Gypsy way of dancing, as well as the influence of newer brass
instruments, finally, as a result of the increasingly fast pace of life, a faster tempo of dancing was intro-
duced” (Jankovi¢, Jankovié 1951: 145).

The phrase “oriental influences” mainly denoted Turkish loanwords in the text (not necessary of Turkish
origin, butalso of Arabic or Persian; more in: Skalji¢ 1966: 11), aksak metrorhythms and the presence of the
augmented second in the melody. In critical writings, this meant excessive and rich ornamentation, which
was considered harmful to archaic musical folklore." The division of the musical unit into sound planes
in the present CD edition coincided somewhat with the gravitation of the examples towards the central
tonal-melodic foundations which, due to the assumed historical connection with the Ottoman heritage,

14 Thelone detail that clarinetist Milo§ Nikoli¢ brought up when interpreting the orientality of clarinet music
from Vranje is intriguing - music in Eastern cultures has both spiritual and therapeutic meaning (Mitrovi¢,
Spasi¢, Stojanovié, Stosi¢, Arsi¢ 2008: 13).
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can also be interpreted from the perspective of the modern theory of Turkish magams, as Abdullah Akat
did it:'* Hiizi (CD nos. 6-10, 16, 18, 33), Nikriz-Hicaz (CD nos. 11, 23, 26) and Hicaz (CD nos. 12, 33, 34),
Acemli Hiiseyni (CD nos. 17,22, 27, 30) and Hiiseyni (CD nos. 24, 32), and there are examples from which
one can hear Rast (CD no. 14), Segah (CD no. 25), Bayati (CD no. 28), and even multiple changes of the
magam system (CD no. 13).

The Urban Song from Vranje in Popular Culture

Emphasizing the music and dance heritage in the orientalist exoticization of Vranje in Serbia has a
positive connotation, compared to the negative one represented by the mockery of provincialism and
the supposed backwardness of the “southern railway” embodied in the Vranje dialect (Zlatanovi¢ 2009:
62). Part of the urban folk music associated with Vranje functions as popular folk music - it is produced,
reproduced, distributed and consumed through commercial mass media (more in: Manuel 1988: 4-15).

The mass media life of Vranje folk music began with the first commercial sound carriers in today’s
Serbia and among its diaspora — there are data about first gramophone records with the song Da znajes,
mori, mome (CD no. 13 - e.g. Mijat Mijatovic¢’s record, as well as records with performances by the bands
led by Stevan Baci¢ Trnda, Joca Maksimovié, Sandor Perli¢, Josip Mlinko, Marko Nesi¢, which were sold
in 1913 /Pali¢ 1913: 35/, and also recorded by Vasa and Mirko Bukvi¢ with a tambura orchestra in 1916
for Columbia Record), as well as Sano, duso (CD no. 12) and Stojanke (CD no. 6 — sung by V. Turinski /
Pali¢ 1913: 35/). Several songs from Kostana were recorded by baritone D. Camilovi¢ accompanied by Jova
Jare’s orchestra (Otvori mi, belo Lence /CD no. 7/; Sano, duso; Da znajes, mori, mome; Stojanke /Pali¢ 1913
37-39/. Sano, duso was represented in the repertoire of various recorded commercial performers (Draga
Spasi¢, duet Camilovi¢ and Dedi¢, as well as Serbian folk music and singing band led by Vasa Stankovi¢
Andolija from Sabac /Pali¢ 1913: 46, 47, 53/). The song Da znajes, mori, mome was already published in
The First Album of Serbian Folk Songs for the Violin, which was prepared and published by the renowned
Belgrade music publisher from the interwar period, Jovan Frajt. The songs Sarena ¢esma (CD no. 8) and
Sano, duso were in the repertoire of the famous tambura orchestra of Vasa Jovanovi¢ from 1910 (Brzi¢
1993: 90), which also testifies to its popularity in taverns.

Radio singers of folk music whose repertoire (and discography) focus on songs from Vranje or songs
composed with an association with the music of the “South”, have remained popular to this day. In addition
to the aforementioned, one of the first discographically active singers was actor Jovan Stefanovi¢ Kursula
(Vitas 2020: 41). It is inevitable to mention the performer of an exceptionally subtle and ornamentation-rich
style - Stanisa Stosi¢ (Stoi¢ 2008), and today the general public is familiar with the performances of Cedomir
Ceda Markovi¢. However, it should also be mentioned that performances and screen adaptations of Bora
Stankovi¢’s dramatic texts had a great impact on the wider audience and that actresses and actors not
only enriched their careers with singing roles from Stankovi¢’s works, but also influenced the perception

15 My understanding of the musical structure of the tracks on this CD was enriched by the analytical
comments of Prof. Dr Abdullah Akat from the State Conservatory of the Istanbul University, to whom I owe
an immense gratitude.
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of the sound of Vranje. Thus, it can be said that the singing of Divna Radi¢ Pokovi¢ became exemplary, as
she played Kostana in the National Theatre from 1939 to 1960, and in 1962 released an album with songs
from this play with Dusan Radetic¢’s sextet, on which the songs that were popular even at the beginning
of the XX century occupied a special place (MehandZzi, more; Posla Vanka na vodu; Keremejle; DZanum,
na sred selo; Triput ti cuknam na pendzeri; Da znajes, mori, mome; Otvori mi, belo Lence). I believe that
her influence was so overwhelming, that it can even be argued that the style and ornamentation of the
singing of Ljubinka Bulatovi¢, the daughter of Stana Avramovic, closely resembles the style of Divna
Dokovi¢. In Vojislav Nanovic¢’s film Gypsy Woman from 1954, the sung numbers were performed by Zora
Drempeti¢, who also released a record in 1962 (with Zarko Milanovi¢s orchestra). A few years after the
field recording of Radmila Petrovi¢, in 1976, the main role of Kostana was played by Snezana Savi¢ in
the eponymous TV film, and the interpretation of the popular singer of Romani-Turkish origin, Usnija
RedzZepova, as Kostana at the National Theatre in Belgrade remained appreciated (Narodno pozoriste
2015). It should be especially mentioned that the interpretations of several local interpreters, who are
the bearers of the urban song from Vranje as a cultural identity, were highly esteemed - previously Divna
Miti¢ Spurka, and today Ivana Miti¢ Tasi¢.

One of the basic stylistic characteristics of the urban song from Vranje is simplicity in ornamentation
and layering within quieter and medium dynamics, which achieve an intense charge in the short form of
the song. The origin of this aesthetic may be the result of the confinement of performances to a chamber
space — the urban song from Vranje was performed in houses and taverns, and in the past, it often had in-
strumental accompaniment (instrumental performances could also represent the song separately, especially
in the case when their purpose was dance); the main quality of this instrumental accompaniment was an
adaptation to the singer and a quiet “mekam-like and bonvivant playing”, both in the case of the clarinet
and in the case of the trumpet ensemble (Stosi¢ 2021)." The wider popularity of the urban song from Vranje
was supported by instrumental enrichment,”” which raised the question of (reconstruction of) the early
harmonization of melodies. There is no doubt that the urban song from Vranje became standardised by
being part of the repertoire of the first folk music orchestras - the Folk and Tamburitza Orchestras at
Radio Belgrade before World War II (more about the formation of these ensembles and their influence
on folk music in: Dumni¢ 2013). This affected not only the enrichment of the sonority and the creation of
the usual harmonic accompaniment, but also the metrorhythmic basis. Namely, judging by the singing
represented on the CD and other phonoarchive recordings from this collection, the hemiola-based rhythm
performed a capella is not “real”, i.e. of an evenly repeated pattern (as explained in: Radinovi¢ 2010), but

16 In Vranje, the musicians of the urban folk music were Romas. The exemplary performance on the clarinet
is attributed to Kurta Ajredinovi¢ (CD nos. 14 and 34), while Bakija Baki¢ is considered the progenitor of
trumpet playing in Vranje.

17 Today, there exists various arrangement and orchestration solutions, and the use of traditional folk in-
struments of Eastern origin in world music ensembles has a special place. Today, the bands “Ved” and “Izvor”
stand out for their interpretation of Vranje folk music.
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is regularly adapted to the phrasing of the performer, so that the ends of measures (which are, as a rule,
groups of shorter values) are minimally extended, according to the feeling of the interpreter. Broadcasting
on the radio program also brought other changes, such as the replacement of Turkish loanwords with more
familiar Serbian words, deviation from typical pronunciation and addition of melismas.

'The realism of the plots of certain urban songs from Vranje that were created at the end of the XIX or
the beginning of the XX century also indicates the theme of authorship, which places this genre of urban
folk music at the crossroads of larger categories of folk and popular music (about the nuances of different
approaches to verbal creativity in the context of defining “folk” and “popular”, among other things in
urban poetry, more in: Boskovi¢ Stulli 1983). It is known that certain songs that today are associated with
the urban song from Vranje have external origins (e.g. Mito, bekrijo [Mita, Drunkard] by Radoslav Grai¢,
or a local adaptation of a globally popular song from the beginning of the XX century Lela Vranjanka
/more about the latter in: Todorovi¢ 2013/). On the other hand, Stana Avramovi¢ Karaminga is officially
registered as an author of several songs, which reminds that the anonymity of the author does not have
to be a prerequisite for defining a song as a folk song.

The iconic song Dimitrijo, sine Mitre is very widely known (outside Vranje), in different social strata,
and it is the work of singer-songwriter Stana Avramovi¢ Karaminga." Momcilo Zlatanovi¢’s description
of her is very intriguing - “she was the final author of several sevdalinka songs, and she composed two
or three of them completely by herself. [...] Stana Avramovi¢ was a transmitter of songs, but she also im-
proved them, both in content and in melody. She condensed and refined many songs. But, she said that
there were also such refined folk songs that she could not change or improve anything. She is, therefore, a
singer-transmitter and a singer-creator. It is her great merit that the sevdalinka in Vranje survived longer”
(Zlatanovi¢ 1982: 105, 107)."” She unequivocally contributed to the preservation and promotion of the
urban song from Vranje, although, unfortunately, her contribution in terms of invention and intervention
on older songs remained unknown to today’s ethnomusicology. Another example of a collective work in
which anonymous individuals from the local community had varying degrees of contribution is Branimir
Stosi¢’s story about the song Petlovi pojev (CD no. 16), of which his father was a recognizable performer.
According to his story, his father sang in the form as it is known today, based on the textual motif that he
heard from an elderly woman while he was fishing in 1950 on the river Morava, and the song was later
made famous by the performance of Stani$a Stosi¢ (Stosi¢ 2021).

In the local community, there existed aesthetic criteria for the creation of new songs that thematised
life in Vranje, which could serve as indicators for the future creation of songs in the spirit of “old Vranje”.
'The song Ja sino¢ podoh i prodoh kroz tu malu Odzinku [Last Night I Passed By and Went through the
Mahala OdZzinkal is one of the not-so-widely popular songs by Stana Avramovi¢ Karaminga, and it

18  Although the notion of a singer-songwriter is associated with global performers-activists after 1968, the
phenomenon has parallels and predecessors in other contexts — see e.g. Loges, Hamilton 2016.

19 There are also sound recordings from Branko Mitrovi¢’s archive that testify that she was also an outstanding
storyteller (Mitrovi¢, Spasi¢, Stojanovi, Stosi¢, Arsi¢ 2008: 11, examples 4, 8, 17, 20).
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was performed by her daughter Ljubinka Bulatovi¢ Buba on the phonoarchive recordings.”” Mom¢ilo
Zlatanovi¢ said the following about that song: “The songstress Stana Avramovi¢ Karaminga is the author
of certainly the last sevdalinka that was sung in Vranje, which is, at the same time, a confirmation of how
after World War I this extremely romantic lyric genre began to lose its old features and how its extraor-
dinary poetic expressive values began to decline” (Zlatanovi¢ 1982: 98). From this quote we can observe
the attitude that new works were not regarded as valuable as the old Vranje songs, and also Zlatanovi¢’s
interpretation of the work as a sevdalinka, and not as an urban song from Vranje. The latter also leads to
the conclusion that Zlatanovi¢ labeled as urban songs from Vranje only songs by anonymous authors that
most directly referred to personalities and events from local history, while he considered sevdalinka to
be more popular folk music (although certainly different from the newly-composed folk music that was
widely present at the time), confirming in that way that it is possible to make a parallel with the widely
present genre of the same name.

The urban song from Vranje as popular folk music has certain characteristics, such as respect for
authorship (thus, not all songs were created by a gifted unknown individual and left to oral transmission,
as is the case in rural, especially ritual musical folklore) and exceptional interpretation. In contemporary
ethnomusicology, the anonymity of creativity is not crucial for determining the subject of research, and
folk music is considered to be music that is accepted as such within the community, primarily due to
live performance and oral tradition. Therefore, authorship should not be in discrepance with the im-
plementation of intangible cultural heritage preservation measures such as the publication of archival
sound recordings, because “[...] a legalistic approach to folklore is unsustainable because folklore lives
in versions and variants, and not as a single, original and authorised creation” (Mati¢ 2022: 35). Therefore,
authorship should not be an obstacle in the implementation of intangible cultural heritage preservation
measures, such as the publication of archival sound recordings. !

The Urban Song from Vranje in the Discourse of the Intangible Cultural Heritage in Serbia

Crucially important for the folk music of Vranje today is that the urban song from Vranje became a
part of the national intangible cultural heritage in 2013 (Centar za nematerijalno kulturno naslede 2015),

20 Turkish words are noticeable in the chorus (for their meanings cf: gkaljic’ 1966), but also references to
toponyms and personalities from Vranje (Stana’s own love story with Vojislav Avramovi¢, who served in the
army in Valjevo), a variable versification model (VII-IX), variable chorus (but not in the way that is typical of
Vranje songs), a complete chain of verses with regression between stanzas, a metrorhythm tending to 9/8 and
a major melody in the range of a tenth, with two different thematic materials in the stanza.

21 During the preparation of this CD edition, the question of the enforceability of safeguarding measures
that could be inconsistent with other legal acts (such as The Law on Copyright and Related Rights) was opened,
as well as the question of benefits from the status of intangible cultural heritage for authors and their heirs,
the importance of expert assessment, consequences of commodification and commercialization of the songs,
but also whether the concept of the author’s work can contribute to the preservation of the ICH element in
conjunction with professional preservation efforts.
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after the proposal of the City of Vranje and the Cultural-Artistic Society “Sevdah”, following the current
UNESCO Convention on the Protection of Intangible Cultural Heritage from 2003 (ratified by Serbia in
2010). This type of song is not a mere “national symbol”,? but a true living heritage, existing primarily
within the local community, to which it provides the feeling of continuity. To this day, the national list
contains predominantly elements that could be characterised as rural folklore, and an element of urban
culture that s essentially non-contemporary and “oriental” fits to the list that does not recognize elements
of contemporary urban cultures and thus reflects the paradigm of earlier folkloristic thinking (more on
the problem of the intangible cultural heritage of the towns in Gavrilovi¢ 2015; in particular, it should be
recognized that today cities are spaces of complex collectivities and identities in which there are dynamic
and multiplying processes of cultural traffic and heritage, as confirmed in: Luki¢ Krstanovi¢ 2022: 15).

Ethnomusicologist Jelena Jovanovi¢ made a concise and referential ethnomusicological description
of the characteristics of urban songs from Vranje for the national register:

“Their musical idiom is an integral part of the idiom of the musical tradition of the urban
areas of southern Serbia, Kosovo and Metohija, Macedonia, Greece and Turkey. Melodies
of a wide range dominate, based on the following scales: 1) with tetrachordal bases, in
local ethnomusicological literature most often interpreted as a result of Ottoman influence
(although it can also be assumed that they have a longer continuity of existence in this
area, during the change of cultures and empires), 2) which are the common heritage of the
entire Mediterranean basin and 3) which have a pentatonic basis. Crossing autochthonous
traditions of Serbs, Vlachs, Cincars, Albanians, then the practice of Romani and Turkish
musicians, as well as the liturgical practices of Orthodox and Muslims in Vranje led to
the development of a specific musical amalgam that is recognizable in these songs. The
melodic line is characterised by mobility, a tendency towards sudden but gentle leaps and
subtle ornamentation; dynamic shading and a tendency towards interpretative liberties
are characteristic. The metrorhythmic basis consists of even and mixed beats and a rubato
rhythm. The aesthetic imperative is the subtlety of the singer’s voice and devotion to the
content of the song, along with the high moral views that the singer expresses as a person.
Urban songs from Vranje can be performed a cappella and in vocal-instrumental arrange-
ments” (Jovanovi¢ 2012).

In local ethnomusicology, the experiences of dealing with intangible cultural heritage outside based
on narratives, actualising the question of relation of performer-bearer toward the heritage as a content
(Laji¢ Mihajlovi¢, Pordevi¢ Beli¢ 2019). Regional ethnomusicologists who deal with ethnomusicology
of intangible cultural heritage have become increasingly influential (e.g. Ceribagi¢ 2019). After almost a

22 On how nationalist discourse can form a certain element of intangible cultural heritage, especially by
using the prestige of the status of the inscription on the UNESCO list, see the example of a neighboring
country in Silverman 2015.
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decade of the status of the urban song from Vranje as an element of intangible cultural heritage, there are
questions about the effects of its inscription in the register (which concern its better status, sustainability,
development, or even commercial-touristic exploitation), and this compact-disc will contribute to its status
approval and sustainability. Observing the phenomenon of the urban song from Vranje from archival
sound recordings from the 1970s as an intersection of traditional and popular cultures, but also of intangible
and sound heritage, I will attempt to answer the following questions: did the labeling of the urban song
from Vranje become (unintentionally?) a more tangible embodiment of Orient? How is popular folk music
positioned as intangible cultural heritage in Serbia and how can accentuating historical material, such as
this one from the 1970s, contribute to the sustainability of a certain element of intangible cultural heritage?

The status of intangible cultural heritage undoubtedly emphasizes the discursive characteristics of
an element, because it is precisely because of them that a certain element is accepted within the given
community. The immanence of oriental structural and contextual characteristics makes the urban song
from Vranje a distinct and recognizable element, and based on ethnographic interviews with Branimir
Stosi¢, I concluded that the practitioners identify it with those characteristics as well. Nevertheless, there
remains the question of the impact of preserving this element through the platform of intangible cultural
heritage (despite its weight as a “UNESCO branded”), since its previous recognition and popularity make
it sufficiently self-sustainable. In other words, this element existed even before the concept of heritage,
and with that status, it became further exposed: “While it looks old, heritage is actually something new.
Heritage is a mode of cultural production in the present that has recourse to the past. Heritage thus defined
depends on display to give dying economies and dead sites a second life as exhibitions of themselves”
(Kirshenblatt-Gimblett 1998: 7).

Preservation of sound (as well as related audiovisual) heritage openly rests on historicity, and its root
(as in the case of preservation of intangible cultural heritage) is based on musical folkloristics. The musi-
cal elements of the intangible heritage lie between the conservation of artefacts (instruments, notations
and recordings) and the support and revitalization of the creative process, knowledge, skills and specific
social practices, and that:

“[...] provides key historical perspective, allowing us to replace ICH at the end of a line of
conservation and safeguarding processes tracing back at least to the XIX century. In this
sense, the numerous historical studies on compilations of popular poetry, inventories,
museums of music, collections of scores and recordings and, more broadly, on musical
archives—between romantic folklore, national constructions and emerging sciences — play
a de facto part in the history of musical heritagisation” (Broclain, Haug, Patrix 2019: 4).

Sound heritage is not in the least deprived of the possibility of being ascribed commodification. It
can be said that the following observation by Dan Lundberg is common to sonic and intangible heritage:

23 Since 2019, Vranje has also organized the annual urban song from Vranje festival “O¢u da vi pojem vran-
jansko” [I Want to Sing You Vranje Style].
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“When music or other cultural expressions are collected by archives and museums, their
function changes. Simply put, they can be said to change from being culture to becoming
cultural heritage. What often happens is that the collected material is organised and
published, which in turn can spread and eventually affect the living culture outside. The
process where culture becomes a cultural heritage can be called ‘cultural heritageing”™
(Lunberg 2019: 224).

As explained earlier, archival recordings of folk music are needed by ethnomusicologists for research,
presentation and education about musical practices that are observed as ICH and can contribute to their
revitalisation (that is, strengthening) and sustainability, and their publication would especially benefit
other experts and local communities (more in: Dumni¢ Vilotijevi¢ 2019: 172-173). In that sense, the
need for urgent ethnomusicological safeguarding is fully justified; however, it should not only focus on
fieldwork, but also archival work and digitisation, to complete the process of establishing continuity. The
positive effect of recordings on musicians communities has been confirmed, especially during the pan-
demic (Ceribasi¢ 2022: 84), and “users of heritage products” identify themselves with a certain musical
domain through direct experience with music, which, among other things, could be achieved precisely
through listening to recordings (Ceribasi¢ 2022: 91). This should especially be taken into consideration
when designing strategies for “top-down” support, through a system of institutions, to hopefully improve
the range of approaches to safeguarding. Such documentary archival recordings should, because of their
authoritativeness, predominantly serve as an auxiliary link in the chain of aural transmission of musical
heritage in Serbia, considering that the urban song from Vranje qualitatively, in repertoire and stylistic
sense, relies on the live transmission by just a handful of singers. Although as an artefact it is well known
to the general public, it can be predicted that without adequate knowledge of the past of this expression, its
sound recognition will become endangered (more on protection measures of similarly endangered musical
ICH elements in: Laji¢ Mihajlovi¢ 2022: 102). On the other side, its usage within the educational setting
(both in a narrower and wider sense) would add value to the “petrified” content of the sound recording.
The heritagisation emerged as the only way to provide wider accessibility and to publish a compact disc
with archival recordings dating from the period before the platform of the intangible cultural heritage was
established. At the same time, they present an alternative to various discographic releases with recordings
that qualitatively stray from the performance aesthetic of the urban song from Vranje (especially in terms
of elocution and orchestration, as the most striking features). In this way, heritagisation contributes to
the fulfillment of tasks of urgent ethnomusicology (cf: Dumni¢ 2012), as well as to the acknowledgment of
historicity in the processes of tradition and evolution of dealing with musical folklore - from professionaly
recorded performance to a tangible and sustainable heritage. If the comprehensive ecosystem model of
the five domains for sustaining music is applied (Shippers, Grant 2016), publishing these archival record-
ings with an element of intangible cultural heritage as content will: seek to contribute to musicians and
community — by appealing to their interest in participating , learn and perform; community regulations
are upheld - by making recordings consistent with what has already been confirmed as their identity; in
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particular, learning system will be enhanced - by establishing the role of former practitioners and providing
learning material; archival recordings become part of the visibility of the practice in media and clearly
position it within music industry as part of the institutional archive.

*

The urban song from Vranje is situated at several crossroads - it is tied to the period of separation of the
local/national and the conquerers’ cultures at the end of the XIX and the beginning of the XX century, and
also to a relatively small urban space which had long been the site of coexistence of the aforementioned
cultures, and which stood for a metaphorical bridge between East and West in Serbian culture. The topics
explored in the songs are situated between documentary and fictional narratives, whereas the ways in
which it was transmitted show that it belonged both to traditional and popular folk music. In certain cases,
it represents a specific example that enables us to follow the chain from the song’s construction to oral
transmission, with immanent processuality and consequent varying. The recordings made during the eth-
nomusicological fieldwork in the 1970s were made at the time when both urban and rural musical practices
were overwhelmed by the newly-composed folk music; in that sense, these recordings are testimonies of the
last preserved traditional urban folk music before the first breakthrough of different folk music into this
area. Finally, this edition is the product of the goal to embody an intersection between separate concepts
of safeguarding the intangible and sound cultural heritages, thus enabling these recordings made half a
century ago to be reused widely, and simultaneously proving that archival recordings are much-needed
supplements to the living performing practices.
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DATA ON TRACKS FROM CD

1. Pomoz, Bogo, ramne gore (Help us, God in the Straight Mountain)

Performed by two women (the village of Manjak, 3 July 1972)

A lazarica song that used to be sung when entering the courtyard, to the host. Such predominantly unison
older type of singing of the bichord melody which is performed during the tour around the village on St.
Lazarus’s Saturday resembles the songs of the same genre from the P¢inja district. Greetings and good
wishes are performed robustly, in a symmetrical eight-syllable verse. Aside from the typical refrain “doz”,
at the end is a closing verse “Oh, beautiful little girls!”, which is found in various genres of ritual singing in
southeastern Serbia. The metrorhythm is even, and motifs with inverted punctuated rhythm are noticeable.
In the field recording, the voice of ethnomusicologist Radmila Petrovi¢ can be heard, announcing the song.

2. Zapevalo slavuyj pile (A Nightingale Is Singing)
Performed by two women (the village of Manjak, 3 July 1972)
A song of “queens” (kraljice) to the teacher is performed as part of the queens’ rite during Pentecost. As
in the previous example, the melody is bichordal and essentially performed in unison (with occasional
heterophony in the intervals of seconds), the verse is of a symmetrical eight-syllable structure and we find
the aforementioned closing verse at the end; however, the genre difference is obvious in the refrain - “lado”.
There is a notable difference in the metrorhythm - in this example, it is performed rubato, and the ends
of half-verses are emphasised by longer notes. It is sung using the Manjak glas [mode], while during the
field recording the same performers also sang the same song using the Mackatica glas, thus illustrating
the differences in songs characteristic of these two villages. The lyrics begin with the motif of a nightingale
who sings at the window to the man of the house, and continue with the response of the woman. It is
interesting that exists similar lyrical love song - Slavuj pile, ne poj rano is based on the same poetic motif
and it is found in the first act of the famous drama Kostana by Borisav Stankovic.

3. Kita kitku bere (Kita is Picking Flowers)

Performed by Ikonija Stojkovi¢ (the village of Manjak, 3 July 1972)

The harvester’s song is in the six-syllable verse. It is sung in the manner of the female rural ritual singing
typical for southeastern Serbia - a tetrachordal melody in the range of the third, in parlando rubato met-
rorhythm, with plenty of clucking tones and with a “masked” interpretation of the text. The melostrophe
consists of two sung verses, and it is interesting that a complete chain of verses with regression appears
between the stanzas. The song is about a girl named Kita [Bouquet] who picks up a bouquet of flowers
and gives it to a boy as a sign of loving attention. The song ends with the motif of three golden apples (the
girl gives two apples to her father and brother, and keeps the third).
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4. Proletese sivi beli golubi (Grey White Doves Flew By)
Performed by Draginja Veli¢kovi¢ (the village of Jagnjilo, 29 June 1972)
This strizbarska song is about the custom when the godfather cuts the hair of a newborn child for the first
time. It features a fluctuating meter and moderate tempo, and it is sung within the range of a tetrachord.

5. Krupan cacak (Great éacak)

Performed on duduk by Kojadin Jovi¢ Di¢a (the village of Jagnjilo, 29 June 1972)

Since the information on the instrument on which this song was performed has not been preserved,
based on the actual range of playing and the tone colour, it may be concluded that it was a longer pipe,
an aerophone instrument that consists of a cylindrical wooden pipe with holes for playing, and with a
slit for blowing air at the upper end. According to data from the literature, such an instrument is found
in eastern Serbia under the name duduk (Devi¢ 1977: 46, Pordevi¢ 1931: XII), although organologically
it differs from the instrument of the same name that is widespread in the Caucasus and the Middle East.
In the results of the Questionnaire on the State of Folk Dances of the Ministry of Education of the People’s
Republic of Serbia from 1948, it is often stated that, in addition to “bleh music”, bagpipes and sometimes
zurle, it was duduk that accompanied folk dances. The characteristic performing manner is the appearance
of another, accompanying voice on this monophonic instrument - it is the so-called zarZavanje [neighing]
of the player himself, with a tone from his throat that underscores the rhythmic pulsation. Unlike song
No. 21, the tempo here is more moderate, and the melody has a wider range.

6. Stojanke, bela Vranjanke (Beautiful Stojanka from Vranje)

Performed by Ljubinka Buba Bulatovi¢ (Vranje, 30 June 1970)

Romantic verses by Dragutin Ili¢, published in 1882, served as the basis for an art song for the tenor solo
Pod pendzerite [Under the Windows] by Josif Marinkovi¢, which achieved an iconic status in Vranje — not
only because this toponym is mentioned, but also because of its prominent place in the 1902 drama Kostana
by Borisav Stankovi¢, as well as the existence of Stankovi¢’s eponymous short story, written in 1901. Both
authors were inspired by the Orient — namely, clear associations are revealed in the two-syllable Turkish
loanwords as refrains and the presence of the interval of an augmented second in the printed version, while
a part of this fascination is the theme of a beautiful girl wearing Turkish clothes. Whilst interpreting the
introductory two-verse segment as a longer refrain whose first verse changes during further repetitions,
one notices that it is based on the asymmetrical eight-syllable verse structure, just like in the stanzas. The
dynamic splendor, the vividness of the melody, and the moderation in the melisma are expressed in the
rubato parts of the refrain, while the lively character of the stanzas emphasises the good articulation and
diction of the performer. The tonal basis in this example is that of a major key.

7. Otvori mi, belo Lence (Open the Door, Beautiful Lence)
Perfomed by Mile Stosi¢ Gavra (Vranje, 27 June 1970)
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In the song which has remained immensely popular from the time of its field recording to the present
day, also in the wider area of Serbia, real personalities from Vranje were described in the sung dialogue.
The affection between Jelena Stamenkovi¢ (Lence) and Milan Tasi¢ (Mile Pile) became known in the city
of Vranje at the end of the XIX century, and the story of that unapproved love was “turned into a song”
(Zlatanovi¢ 1982: 115); then, it spread in kafanas (taverns) and ended up in Stankovi¢’s Kostana. Itis a part
of the dance repertoire of Vranje and its surroundings - it is accompanied by a dance, which consists of a
step pattern known in Serbian ethnochoreology as a “three-step” (two steps to the right, one to the left),
as well as a dignified style of movement: “it is danced measuredly, but distinctly, warmly, with enjoyment
(mekamski)” (Jankovi¢, Jankovi¢ 1951: 155-159). The specific performance is organised in two melostro-
phes in which the odd verse is always in a symmetrical eight-syllable structure, while the even verse varies
(although it is predominantly asymmetrical - 3, 5). The stanza is musically composed of a pair of two-verse
phrases, where the second one is repeated. Based on presumed usual harmonization, the tonal basis is that
of a major key, and the range of the melody is the octave. The performance in loud dynamics and with
rich ornamentation in a slow tempo, as well as occasional deviation from the 7/8 meter by extending the
last, otherwise shorter part for singing, testifies to the skill of the performer.

8. Nasred selo $arena ¢eSma tecase
(In the Middle of the Village a Colorful Fountain Flowed)

Performed by Ljubinka Buba Bulatovi¢ (Vranje, 30 June 1970)

This song undoubtedly owes its widespread and long-lasting popularity to its appearance in Bora Stankovi¢’s
Kostana. The song mentions the former real Vranje toponym - Sarena ¢esma [Colorful Fountain], which
was demolished by Bulgarian soldiers in 1915 or 1916 (Zlatanovi¢ 1982: 143). In interpreting the complex
pattern of syllables throughout the verses, the appearance of two-syllable Turkish loanwords in the function
ofarefrainis interesting - one begins the verse (“more”) and does not appear quite consistently, while the
others appear before the end of the verse and are variable (“ago”, “aman”). Such refrains are not rare in the
songs of this region - they are semantically connected to the main text and have a naming function during
the dialogue, while, on the other hand, they retain their position within the verse and have an unchanging
structure. The tonal basis is that of a major key and encompasses the tonal sequence within the major
ninth. The interpretation is coloured by dynamic nuances and enriched not only by melismas, but also
by emphasizing tones of longer duration (especially those reached by leaps) in the rubato metrorhythm.

9. Cveto, mori, Cveto / Sto gu nema Cveta (Cveta, hey, Cveta / Why Is Cveta Not Here)
Performed by Mile Stosi¢ Gavra (Vranje, 28 June 1970)
This song was widespread, especially in Kosovo and Metohija. It was obviously a favourite in Vranje as well,
since it was sung by several recorded singers. This specific interpretation begins with the performance of a
chorus as long as the stanza. The verse is mostly of a six-syllable structure, the metrorhythm is triple, and
the tonal basis is of a major key. Thematically, the song is a lustful ode to Cveta’s beauty.
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10. Kisa pade vi$e donjo Vranje (It Rained in Downtown Vranje)
Performed by Dusan Mladenovi¢ Spurko (Vranje, 28 June 1970)

Apart from mentioning a part of Vranje in the song, the song also describes real-life personalities. The girl
Cona was abducted by unknown men one night in 1878 or 1879 and taken to the Dzafer’s house in Novo
Selo. There, the smugglers from Vranje recognised her and made a deal with her to run away with them one
evening in the direction from which she would hear them sing Kisa pada, begaj da begamo [Rain Is Falling,
Run, Let’s Run] — according to legend, that was the original version of this song. On the other hand, one
of the participants in the abduction was Mane from the family nicknamed Vampirdzijci (historical data
are given according to: Zlatanovi¢ 1982: 110-111). The verse in this song is an asymmetrical ten-syllable
verse (4, 6), in which the refrain appears after the first part of the verse, while the second part is repeated.
It is interesting that the refrain is changeable and semantically connected to the main text, by addressing
the protagonists. The major melody in the range of the fifth and in rubato metrorhythm was sung lively,
and the feature of the performance is the frequent vibrato.

11. Iz banju ide, izbanjalo se (She’s Coming from the Banja, She Had a Bath)

Performed by Mile Stosi¢ Gavra (Vranje, 28 June 1970)

It can be assumed that the song is about a beautiful girl who is coming from Vranjska Banja (Bath). In
the first melostroph, the verse has symmetrical ten-syllable structure, and the stanza consists of a single
verse with a six-syllable refrain and a repetition of the semi-verse. Between the stanzas, a chain with
regression occurs, as the second semi-verse is repeated. The interpretation first gravitates towards the
dactyl 7/8 metrorhythm, which is indeed established subsequently. The melody is realised in a harmonic
minor within the range of the fifth.

12. Sano, duso, Sano, mori (Oh, Sana, My Dear Sana)

Performed by Mile Stosi¢ Gavra (Vranje, 28 June 1970)

The verses of this song, to this day probably the most famous among the songs related to Vranje, were
written by Dragutin Ili¢, while Josif Marinkovi¢ is presumed to be its composer, and the song was also
included in Stankovi¢’s Kostana. The theme of the song is the author’s longing for the beautiful girl Sana.
Part of that song was performed with a special charge, with a frequent marking of longer note values by
means of their extension and decoration, deviating from the 7/8 metrorhythm that is characteristic of the
melody related to the dance that accompanies it (Vranjanka). The verse of the stanza is of a fourteen-syllable
structure, while the refrain is an eleven-syllable structure. The melody is built on two-verse phrases, the
first part of the melostrophe is in a minor key with augmented fourths and sixths, and the second part and
the refrain are in the dominant major. The performer created the closing cadence by raising the melody
of the last word by a third upwards.
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13. Da znaje$, mori, da znajes$ (If You Only Knew)
Performed by Ljubinka Buba Bulatovi¢ (Vranje, 30 June 1970)
The theme of this love song from Kostana is mourning the bygone days and the transience of life. At the
same time, today it is one of the most popular aural symbols of the “old Vranje”, and even part of the wider
repertoire of old urban music in Serbia. The versification pattern is an asymmetrical eight-syllable verse
enriched with a two-syllable variable refrain (“mome”, “ludo”), parlando rubato metrorhythm, and slow
tempo. The melody is of a wide, octave range, within a scale series that encompasses the upper tetrachord
of the natural minor and later the lower tetrachord of the eponymous major key, with a cadence on the
second degree. The lyrical interpretation in moderate dynamics is enriched with vibratos on longer tones,
and even glissandos at the end of the first melodic verse.
Among the phonoarchive recordings, there is also a variant of the song performed by Mile Stosi¢ Gavra.

14. Starivranjski cocek (Old cocek from Vranje)

Performed by Kurta Ajredinovi¢ (clarinet) and Trajko Ajredinovi¢ (drum) (Vranje, 29 June 1970)

This dance melody is in a moderate tempo, performed in the metrorhythm of 9/8 (pattern 2+2+2+3) and
in the scale which can be interpreted as rast makam. Through the stable basis of percussion, a masterfully
dynamic and expressively nuanced clarinet playing develops — an unassuming theme in a short arched
form, heard in the beginning, gradually becomes more varied and complex, and it is repeated in its orig-
inal form before the cadence. Cocek is an improvisational dance that was performed solo or in a group of
unrelated dancers with the whole body taking part in it. Described in this way, it is typical of the Romani
population of southeastern Serbia and is widespread throughout the Balkans, especially in Turkey. Thanks
to Romani musicians, it was incorporated into the dance practice of Vranje during the Ottoman rule, and
the Serbian population performed it as a round dance (kolo).

15. Padnula magla po polje (Fog Fell Over the Field)
Performed by Dusan Mladenovi¢ Spurko (Vranje, 28 June 1970)
The text of this song is known in the wider area, which is especially emphasised by the popularity of
songs on the same topic but with a different tune - Magla padnala v dolina [Fog Fell in the Valley] (the
recordings show that Mile Sto$i¢ Gavra sang to this tune a part of the text printed in the CD booklet),
and Gusta mi magla padnala [A Thick Fog Fell on Me] (a widely popular song from Kosovo and Metohija).
The melodic and textual model illustrated here was also used by Vlada Jovanovi¢, who was recorded in
Vladi¢in Han. Stana Avramovi¢ Karaminga sang Jana mi kondure nemala to the same tune. In the song,
the girl invites a young tailor to her.
The song is organised into stanzas composed of a repeated single verse, at the end of which the refrain
“more” is found at the first appearance. The structure of the verse is an asymmetrical eight-syllable verse
(3, 5), in a fast tempo and an even metrorhythm, in the major key (in the range of the fifth starting from
the first degree, and ending on the second degree, where the realisation of the backbone of the melody is
the tetrachord on the second degree).
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16. Petlovi pojev (Roosters Are Crowing)

Performed by Jovan Stosi¢ Kace (Vranje, 26 June 1970)

In this short love song, “full of hidden erotica” (Mitrovi¢, Spasi¢, Stojanovi¢, Stosi¢, Arsi¢ 2008: 26), the
phonetics of Vranje’s speech is very illustrative, especially thanks to the singer’s enunciation - from sounds
(semivowel v, consonant 3), through Turkish loanword which changes depending on whether the singer
addresses a female (“mori”) or a male (“more”), to verb forms (the ending of the working verb adjective in
the third person plural on —ev, the use of the verb “legati” [to lie down] and its imperative ending on —j).
The quatrain stanza consists of two verses that are repeated successively, and the verses are in the form
of a ten-syllable verse alternating with a six-syllable verse in the middle of which there is a four-syllable
refrain. Composed in the range of a major sixth and on a major tonal basis, this melody with subtle leaps
is performed parlando rubato in a moderate tempo. A rich, but delicately decorated performance with
vibratos, glissandos, appoggiaturas and expressive dynamic nuances that accompany longer notes, ranks
this interpretation among the most outstanding urban songs from Vranje.

17. Dude, mori, belo Dude (Oh, Duda, Beautiful Duda)

Performed by Ljubinka Buba Bulatovi¢ (Vranje, 30 June 1970)

Since the early XX century, this song has been exceptionally popular as a song from Vranje, both in melo-
graphic collections and in salon arrangements. Undoubtedly, the reason for its popularity is its presence
in Bora Stankovi¢’s drama Kostana. It is written in a symmetrical eight-syllable verse, but the two-syllable
refrain that is located on the half-verse and changes depending on the semantics of the basic text (it is
used to name the interlocutor in the dialogue — “Dude”, “ago”) is so organically connected that one can
speak of an asymmetrical ten-syllable verse. The song is about the hidden love between a Serbian girl and
a Turk, and emphasises the pain of love, karasevdah (Zlatanovi¢ 1982: 107). The sumptuous melody has an
octave range, encompassing a major scale with a diminished seventh degree and a cadence on the second
degree. Predominantly gradual movements are enriched by inconspicuous leaps, from which gentle glis-
sandos emerge, and the interpretation is moderately decorated, especially with vibratos on longer notes.

18. Kito, ¢ero, koj ¢uka na pendzer
(Kita, My Daughter, Who’s Knocking on the Window)

Performed by Zivojin Stosi¢ Buréa (Vranje, 27 June 1970)
The song represents a conversation between parents and their daughter about her marriage. The two-line
stanza consists of ten-syllable verses with a two-syllable refrain. The melody is in a slower tempo and
parlando rubato metrorhythm, with a major-scale sound within the range of the fifth and with a cadence
on the second degree.
In addition to this one, there is also an interpretation by Mile Stosi¢ Gavra in the phonoarchive; his
interpretation has a more energetic character and a more ornate melody.
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19. Ajde, mori, Gajo (Come On, Gaja)

Performed by Dusan Mladenovi¢ Spurko (Vranje, 28 June 1970)

This song, frequently performed by the singers from Vranje, talks about a girl being asked why she is
not married; thus, the song belongs to the category of songs with the motive of “criticising a girl”, that
is, attributing bad qualities to a girl, due to which she is not married yet (more on the topic in: Dordevi¢
1931). A single-line stanza with a refrain and repetition of the second melodic verse is structured as a
six-syllable verse. It has a moderate tempo, an even metrorhythm, a major base in the scale with the range
of a major sixth, with a cadence on the second degree. This particular performance is characterised by a
voluminous initial segment, emphasised by its slower tempo.

20. Triput me Tale udari (Tale Hit Me Three Times)
Performed by Dusan Mladenovié¢ Spurko (Vranje, 28 June 1970)
The lively song humorously talks about a girl falling in love; it is in a fast tempo, with a two-part met-
rorhythm, and has a major base. The stanza consists of two repeated melodic verses of an asymmetrical
eight-syllable structure (5, 3), the stanzas are connected by a complete chain with regression, and it is
interesting that each stanza can be accompanied by a refrain that is in a meaningful connection with the
basic text (as in the recorded performance by Zivojin Stosi¢ Burca).

21. Banjski éaéak (Calak from the Banja)

Performed on bagpipes by Ivko Tosi¢ (the village Mrtvica, 29 June 1972)

In the vicinity of Vladi¢in Han, two-part bagpipes (gajde) were recorded, specifically the Macedonian—
Serbian variant of this wind instrument with one reed. The parts of the instrument include a pipe with holes
for playing, a drone pipe, a windpipe, and leather bellows. Cacak is one of the most widespread traditional
dances in southeastern Serbia, which is characterised by the mismatch of the lengths of the musical and
kinetic phrases: while the musical phrase contains ten measures, the kinetic one is characterised by the
asymmetrical shaping of space within the same musical-temporal length. This dance is performed in a
circular formation of interconnected male and female performers, which in this area was called oro until
the second half of the XX century. The music features a double metrorhythm, an oscillatory melody, a
lively tempo, and a decorative upper mordent at the end of the motif.

22. Zazeni se Rista Bulumace (Rista Bulumace Is Getting Married)
Performed by Ljubinka Buba Bulatovi¢ (Vranje, 26 June 1970)
The minor tonal base within the range of a minor sixth, the parlando rubato metrorhythm, the moder-
ate tempo, and the lyrical colour of the mezzo-soprano evoke the sad mood of the song, which is about
unhappy love and a girl being forced to marry another man. The verse has an asymmetric ten-syllable
structure (4, 6), and the refrain between the parts of the verse is in a six-syllable verse; although it varies,
it is meaningfully connected to the main text of the song.
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23. Devet godini minase (Nine Years Have Passed)

Performed by Mile Stosi¢ Gavra (Vranje, 27 June 1970)

The minor base in the scale of a major sixth with a cadence on the second degree, parlando rubato met-
rorhythm, the moderate tempo and the lyrical color of the tenor evoke the mood of the song, which talks
about the love between a boy and a girl, whose parents have been preventing her from getting married
for nine years. The verse has an asymmetric eight-syllable structure (5, 3), and the two-syllable Turkish
loanword occurs as a refrain at the end of the first three sung verses. The stanzas are made of two verses
that are repeated successively, except for the last two stanzas, which are made of three verses. The singer
has decorated the melody both tonally and dynamically, especially on longer notes at the ends of phrases.

24. Zasto, Vase, za$to ujnin Vase (Why, Vasa, Why, the Aunt’s Vasa)
Performed by Ljubinka Buba Bulatovi¢ (Vranje, 26 June 1970)
There is information about the real personalities mentioned in this poem: the pecalbar [foreign worker]
Vase was unrequitedly in love with a girl Nasta who married someone else (Zlatanovi¢ 1982: 97). The
stanza consists of two repeated verses — one asymmetric ten-syllable (4, 6) and one six-syllable verse, and
the song is sung in parlando rubato metrorhythm.

25. Kaii, Suto, kazi, duso (Tell Me, Suta, Tell Me, Dear)

Performed by Dusan Mladenovi¢ Spurko (Vranje, 28 June 1970)

Two toponyms from Vranje (Tekija and Glozje) are mentioned in the song, and the plot is based on the
motif of a deceived girl. The stanzas are organised as two couplets (in symmetrical eight-syllable and
six-syllable verses) that are repeated, while the second (and repeated) couplet is sung to a contrasting
melodic model, the beginning of which starts a minor third higher than the beginning of the stanza. The
three-beat hemiola metric (with a prolonged first group) is hinted at, but the interpretation reveals that the
performance does not follow the dance, but that the singer freely interprets the metrorhythm ata moderate
tempo (especially extending the last metrorhythmic beat), while at the same time richly tonally decorating
the melody. The tonal base is major, the tonal range is a major sixth, and the cadence is on the third degree.

26. Izgubljeno jagnje (The Lost Lamb)

Performed by a trumpet band from the village of Jovac

This instrumental is still widespread among brass bands in (south)eastern Serbia, and Vranje is an important
centre of this musical practice. A specific way of performance involves soloist rubato virtuoso playing by
trumpeters around the listener from different spots, who are then joined by the entire orchestra. If the
melody were to be interpreted according to the makam system, the first part begins tonally in nikriz and
ends in hicaz. The second part of the track is in a faster even metrorhythm, but unfortunately, the entire
performance was not recorded, which is why just a fragment is presented in this edition.
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27. Setnala se kuzum Stana (My Innocent Stana Went for a Walk)

Performed by Jovan Stosi¢ Kace (Vranje, 26 June 1970)

The song is about a Serbian girl who has lost her necklace, and a side motifis that a Turk is infatuated with
her - this motifis also known in songs from other regions (for example, Proseta se Jovka Kumanovka [Jovka
Kumanovka Takes a Walk]). The melody encompasses the range of the minor seventh and the tonal base of
natural minor, the metrorhythm tends towards a stable dactylic pattern of 7/8, and the metric of the verse
is a symmetrical eight-syllable structure (with a two-syllable refrain). A distinct articulation supported
by acciaccaturas and other ornamental tones gives the performance a specific vibrancy.

28. Gajtano, mome, Gajtano (Gajtana, Girl, Gajtana)

Performed by Ljubinka Buba Bulatovi¢ (Vranje, 26 June 1970)

The song was very popular among the singers in Vranje, and the most complete version of the text, which
is enclosed here, was performed by Ljubinka Buba Bulatovi¢’s mother, Stana Avramovi¢ Karaminga. In
the text, the Turk interrogates Gajtana where she has been. A dialogue ensues, in which the Christian
woman informs the Turk that he will join the army (more about similar examples in: Zlatanovi¢ 1982:
136-138). Based on insight into different sung versions, it can be said that the tonal sequence is based on
the tones of the major scale from the first to the sixth degree, with a cadence on the second degree. The
singer enriches this example not only with vibrato, but also with tones above the aforementioned range -
up to an octave, which she reaches in the word “vede” with a leap, which serves a decorative purpose. The
song is performed in a moderate tempo, aiming to establish a metrorhythmic pattern of 7/8 dactylic form.

29. Razbole se care Sulejmane (The Emperor Suleiman Fell Ill)

Performed by Vidosav Vida Stojanovi¢ (Vranje, 29 June 1970)

The song is sung in the third person, employing the metric of the “epic” verse (a ten-syllable verse with
an asymmetric structure 4, 6), and the style of the narration indeed resembles the epic genre (although
the form of the song is short, the exposition, plot, and culmination are recognizable). However, the song
can be classified as epic-lyrical - due to its strophic organisation, the repetition of verses, the major tonal
sequence in a wide range, and the prominent lyrical thematic elements (Sultan Suleiman the Magnificent
is talking to his “son”, i.e. his friend Ibrahim Pasha Pargali on his deathbed). The song has been known
since the XIX century among the Muslim population in Bosnia and Herzegovina. In 1888, a more complex
epic poem Car Sulejman uzimlje Budim [Emperor Suleiman Takes Budim] was published in Sarajevo.

30. Sirok vagon, dugacka pruga (Wide Wagon, Long Track)
Performed by Petronije Krsti¢ (the village of Manjak, 3 July 1972)
“A song when a soldier is sent off to the army” is a rare example among the recorded material, since the
custom of sending off a soldier to the army was not the subject of major ethnomusicological research at
the time. Itis also interesting that a tune that melodically most closely resembles the so-called becarac folk
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song, popular in Vojvodina, was recorded in a village near Vranje. The stanzas consist of rhyming couplets,
in triple meter and in a slow tempo, featuring the so-called “epic”, asymmetric ten-syllable verse, on a latent
harmonic base B flat major — F major (if the melody is observed according to the final note g') in melodic
verses. Quite atypical is the appearance of “ijekavica” [a different pronunciation of Serbian language] in
one place. The humorous character of the song is revealed in the narrative about the military equipment
that the recruit has received. It is possible that the song arrived in that region earlier, perhaps at a time
close to the date of recording (especially through the mass media); yet, it is also possible that the melody
proved suitable for the poetic invention of a gifted individual from Vranje, as is the case in Vojvodina.

31. Puce puska iz gore zelene (A Rifle Has Fired from the Green Mountain)

Performed by Zivojin Stosi¢ Burca (Vranje, 27 June 1970)

A song of alively, heroic character that describes the death of a soldier. The same narrative is found in songs
from other regions of southeastern Serbia, especially in a song from the Pirot region (Zlatanovi¢ 1972:
271). The song features an asymmetric ten-syllable verse (4, 6) with a refrain that evokes a female name
that is often mentioned in the songs of the Vranje region. It has the range of an octave, a major-key base
with a diminished seventh degree, whereas the subtle leaping movements are reminiscent of a military
fanfare melody. Metrorhythm has a 7/8 pattern of dactylic form.

32. Oj, goro, goro zelena (Oh, Green, Green Mountain)
Performed by Nikola (the village of Manjak, 3 July 1972)
This poignant komitska song is known throughout Serbia. It depicts the murder of Jovan and his family
(father, mother and brother) mourning him. Its metrorhythm is rubato, the versification pattern is an
asymmetrical eight-syllable verse, the melostrophes are composed of two verses, and only in the ninth stanza
does the refrain appear. The predominantly oscillatory melody is interrupted halfway through by an upward
sixth leap. The timbre and dynamics of the singing are drastically different from the urban vocal style.

33. Jovane, sine, Jovane (Jovan, My Son, Jovan)
Performed by Mile Stosi¢ Gavra (Vranje, 27 June 1970)
A very popular song, which preserved only the lyrical style of the singing from previous tragic song and
thus somewhat changed the meaning. It is in a slow tempo and rubato metrorhythm, and characterised
by the range of the major ninth. The first part of the melody can be harmonised in a major key, while
the second part is in an eponymous minor key (with the augmented fourth degree) and ends on the first
degree. The first part of the melody is occasionally emphasised by octave leaps from which the melody
descends back, thus conveying the effect of mourning. The expressive dynamics of the singer is especially
lavish in this song.
The performance of the first part of the stanza resembles the first part of the stanza in the song No. 6.
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34. A Medley of Dances from Vranje: Vranjanka (lagana) I (Dance from Vranje (Slow) I);
Otvori mi, belo Lence; Vranjanka (lagana) II; Iz banju ide; Vranjanka (Slow) IT; Daskalica;
Vranjanka (Slow) II; Daskalica; Vranjanka (Slow) IT; More, na sred selo; Vranjanka (Slow) IT;
Sto gu nema Cveta; Vranjanka (Slow) II; Bela Neda jako bolna (Beautiful Neda Is Very Ill);
Vranjanka (Slow) II; Vranjanka (brza) (Dance from Vranje (Fast))
Performed by Kurta Ajredinovi¢ (clarinet) and Azir Ajredinovi¢ (accordion) (Vranje, 27 June 1970)
The clarinet is a typical instrument for urban folk music in the southern parts of Serbia, and beyond - it
is common in ensembles in all areas that had a strong Ottoman cultural influence. In addition to the fact
that it could be accompanied by a drum (as in No. 3), other instruments are also found, including the one
that came from the West and significantly contributed to the expansion of newly-composed folk music
in Yugoslavia — the accordion. This example illustrates an important component of the urban song from
Vranje - the accompanying harmonisation, which is basically simple. The repeated opening phrase of the
melody called Vranjanka (Slow) I serves as an interlude and connects the songs which are traditionally
danced to, it can be observed as in hicaz makam and it was commonly encountered as an instrumental
transition between the stanzas in the song Sano, duso, Sano mori. That connective tissue with the charac-
teristic melody based on the so-called “Gypsy minor” is here marked as Vranjanka (Slow) I In addition
to the other songs represented on this compact disc, the medley also contains the song Triput mi ¢ukna
na pendzer (Daskalica), which is mentioned in Kostana; its dance step pattern could be found already in
the descriptions provided by the sisters Ljubica and Danica Jankovi¢ in the 1930s. The final part of the
set is fast-paced and has a metrorhythm reminiscent of Cocek, and also contains the tonal culmination,
because it contains a move from the minor key to the major in its central segment. During the entire
medley, there is a noticeable oscillation between the triple meter and a hemiola, 7/8 meter, performed as
a dactyl (the first beat is the longest); only the final Vranjanka (Fast) deviates from it.
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CONTENTS OF THE CD

Pomoz, Bogo, ramne gore (Help Us, God in the Straight Mountain)
. Zapevalo slavuj pile (A Nightingale Is Singing)
Kita kitku bere (Kita Is Picking Flowers)
. Proletese sivi beli golubi (Gray White Doves Flew By)
Krupan ¢aéak (Great Calak)
. Stojanke, bela Vranjanke (Beautiful Stojanka from Vranje)
Otvori mi, belo Lenée (Open the Door, Beautiful Lence)
. Nasred selo $arena ¢e$ma tecase
(In the Middle of the Village a Colorful Fountain Flowed)

9. Cveto, mori, Cveto / Sto gunema Cveta

(Cveta, hey, Cveta / Why Is Cveta Not Here)
10. Kisa pade vise donjo Vranje (It Rained in Downtown Vranje)
11. Iz banju ide, izbanjalo se (She’s Coming from the Banja, She Had a Bath)
12. Sano, duso, Sano, mori (Oh, Sana, My Dear Sana)
13. Da znajes, mori, da znajes (If You Only Knew)
14. Stari vranjski ¢ocek (Old Cocek from Vranje)
15. Padnula magla po polje (Fog Fell Over the Field)
16. Petlovi pojev (Roosters Are Crowing)
17. Dude, mori, belo Dude (Oh, Duda, Beautiful Duda)
18. Kito, ¢ero, koj ¢uka na pendzer

(Kita, My Daughter, Who’s Knocking on the Window)
19. Ajde, mori, Gajo (Come On, Gaja)
20. Triput me Tale udari (Tale Hit Me Three Times)
21. Banjski ¢acak (Cacak from the Banja)
22. Zazeni se Rista Bulumace (Rista Bulumace Is Getting Married)
23. Devet godini minase (Nine Years Have Passed)
24. Zasto, Vase, za$to ujnin Vase (Why, Vasa, Why, the Aunt’s Vasa)
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26.
27.
28.
29.
30.
31.
32.
33.
34.

. Kazi, Suto, kazi, duso (Tell Me, Suta, Tell Me, Dear)
Izgubljeno jagnje (The Lost Lamb)

Setnala se kuzum Stana (My Innocent Stana Went for a Walk)
Gajtano, mome, Gajtano (Gajtana, Girl, Gajtana)

Razbole se care Sulejmane (The Emperor Suleiman Fell I1I)
Sirok vagon, dugacka pruga (Wide Wagon, Long Track)
Puce puska iz gore zelene (A Rifle Has Fired from the Green Mountain)
0j, goro, goro zelena (Oh, Green, Green Mountain)
Jovane, sine, Jovane (Jovan, My Son, Jovan)

A Medley of Dances from Vranje:

Vranjanka (lagana) I (Dance from Vranje (Slow) I);
Otvori mi, belo Lence;

Vranjanka (lagana) II;

Iz banju ide;

Vranjanka (lagana) I;

Daskalica;

Vranjanka (lagana) II;

Daskalica;

Vranjanka (lagana) II;

More, na sred selo;

Vranjanka (lagana) II;

Sto gu nema Cveta;

Vranjanka (lagana) II;

Bela Neda jako bolna (Beautiful Neda Is Very Ill);
Vranjanka (lagana) II;

Vranjanka (brza) (Dance from Vranje (Fast))
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