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Abstract: The status of chanting codices, which is directly associated with the pheno-
menon of musical literacy, is examined in this paper by means of the examples of a
few scarce neumed manuscripts that represent a primary source for the reconstruction
of the Serbian music past. The following reasons have been stated in the Serbian mu-
sicological literature as an explanation for the lack of a larger number of preserved
neumed books: 1) melodies were transmitted orally, 2) an intensive liturgical prac-
tice, in which chanting had a primary place and 3) historical circumstances due to
which manuscripts were exposed to decay. For the sake of an objective evaluation of
the probable level of chanting skill in the Middle ages in Serbia, the aforementioned
reasons have been reconsidered and revised.
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Taking over Byzantine patterns of the organization of liturgical life,
the first Serbian Archbishop, Sava Nemanji¢ (c. 1174-1236) set forth high
standards of liturgical 6racomenuje’ (i.e. grace and correctness in chanting)
before the monks and clergy of the autocephalous Serbian Church. Coming
closer to, or even surpassing, the Byzantine civilizational and cultural para-
digm represented the core of the political ideology of all other members of
the sacrosanct Nemanji¢ dynasty. They sought to achieve this through ven-
tures in architecture, monumental painting, iconography and the applied
arts, but also in the field of calligraphy, especially during the time of the
kings Milutin (c. 1253-1321) and Stefan Decanski (circa 1276/after 1284*—
1331), but even more during the reign of tsar Dusan (1308-1355).2

* The paper was written as a part of the project Serbian Musical Identities within Local and
Global Frameworks: Traditions, Changes, Challenges (no. 177004 /2011-2014/) funded by
the Ministry of Education and Science of Republic of Serbia.

1'V. Peno, “The Liturgical Typikon as a Source for Medieval Chanting Practice”, in: Compo-
sition and Chanting in the Orthodox Church, Proceedings of the Second International Confe-
rence on Orthodox Music, 4-7 June 2007, University of Joensuu 2009, 203-212.

2 The year of birth of king Stefan Decanski has been differently determined in historiography
sources. V. A. Becenunosuh, P. Jbymmh, Cpncke ounacmuje, Hou Cag 2001; C. Cranoje-
Buh, Ucmopuja cpnckoea napooa, beorpan 19893 B. hoposuh, Hcmopuja cpnckoe napooa,
Beorpan 1989.

% V. C. Hosakosuh, “BH3aHTHjCKY UMHOBH ¥ THTYNE y CPICKHM 3emibama XI-XV Bexa”,
I'nac Cpncke axademuje nayka u ymemuocmu 78 (1908), 178-279; A. Conosses, “I'pe-
yeckre apxoHThl B cepbeckom tapcre XIV B.”, Byzantinoslavica 11/2 (1930), 275-287; B.
Momms, “Buzanrtucku yruuaj y Cpouju y XIV Beky”, Jyeocrosencku ucmopucku yaconuc 3
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The process of the Byzantinization of Serbian social and cultural life went
on even after the glory of the Basileus’s capital on the Bosporus had started
to tarnish. At the beginning of the 15" century, numerous Greek archontoi
(sg. Gpyovtoc), monks and artists, striving to expand the glory and rich tra-
dition of Byzantium beyond its narrowed borders, sought refuge in Serbia.
The presence of Greeks in the courts of Serbian despots Stefan
(1377-1427) and Djuradj (1377-1456)," who had been reared since their
early infancy in the spirit of Romaic culture, had additionally intensified the
need for liturgical services to be as magnificent as possible, like those in
Constantinople. The fact that chanted services were taking place under the
watchful eyes of professional musicians is confirmed by high ranks of those
musicians we are familiar with today. Joakeim, monk of the Harsianites,
probably Greek by birth, was a domestikos in Serbia, just as one of the
three Serbian composers of the 15th century, Kir Stefan,® was likely to have
been. Apparently, Isaija the Serb, whose chants were included in the well-
known Anthologion 928 from National Library of Greece,” also held this
highly esteemed title. Last but not least, it should not be forgotten that

(1937), 147-160; Jb. Makcumosuh, “Busantununn y CpOuju lanwioBor Bpemena”, in:
Apxuenucxon Hanuno |l u reecoeo doba, CAHY, Beorpan 1991, 19-28.

* The role of Greek noblemen in the political and social life of Serbia is widely known. V. B.
®Depjanunh, /Jecnomu y Buzanmuju u jyscnocriosenckum semmama, beorpan 1960; J. Kamuh,
Cpbu y noznom cpeorwem sexy, beorpan 1994; M. Cnpemuh, /Jecnom Bypah Bpanxosuh u
wee060 006a, beorpan 1994; A. Becenunosuh, /Jporcasa cpnckux decnoma, beorpan 1995.

5> Milo§ Velimirovi¢ was first to notice the title of Joakeim, monk of the Harsianites, in
manuscripts, concluding that he had been active in the court of despot Djuradj Brankovi¢
around 1453. Cf. M. Velimirovi¢, “Joakeim Monk of the Harsianites Monastery and Domes-
tikos of Serbia”, 360opnux padosa Busanmonowxoe uncmumyma XVI11/2 (1964), 451-458;
A. JakoBipeBuh, “JoBan (Joaknm) XapcujaHuT, MOHaX u goMmecTuk Cpouje”, Apxeoepaghcku
npunosu 4 (1982), 63-81. New data on this domestikos may be found in: V. Peno, Chanting
codices in Serbian manuscript treasuries from the 15" to the 19" century, an unpublished
Doctoral dissertation defended in 2008 at the Faculty of Philosophy, Department of National
mediaeval history, Belgrade, 169-171.

® The title of domestikos was written beside Stefan's name in Beogradska psaltika — a manu-
script no. 93 that was destroyed during the German bombing of the National library in Bel-
grade in 1941. Kosta Manojlovi¢ was the first to point to the fact that this manuscript con-
tained chants by the Serbian melodos Stefan Domestikos. Owing to him, 12 pages of this
unique medieval music document were photographed in 1937. Cf. K. Masnojnosuh, “3a Tpa-
rOM Hallle CTape CBETOBHE W IIPKBEHE My3HUKe YMETHOCTH , I nacrux cpncke ypree XXVI1I/9
(1946), 165-173.

"1t is reasonable to assume that the hieromonk Isaija, belonging to the circle of learned Ser-
bian monks in an important calligraphic center of Matejée monastery, was actually also ad-
dressed in an epistle from an illustrious writer, a slavicized Greek, Dimitrios Kantakousinos,
being called “honest among the priests” and “a domestikos”. V. B. Ileno, “O Ucauju Cpobuny
— TBOpIly Menoauja AturHckor koxekca Op. 9287, in: Theorie und Geschichte der Monodie
Festschrift flir Bozhidar Karastoyanov Anlasslich seines 70. Geburtstags, Wien 2010, 263—
274.

40



Vesna Peno The status of chanting codices in the Serbian chant tradition

Manuel Doukas Chrysaphes (MavounA Aovkag Xpvodeng), a master of the
art of chanting, a composer, a daskalos who compiled numerous neumed
codices, on a long journey from Constantinople, over Sparta, Crete and
Moldova, also visited Serbia, where he, as he himself wrote, composed two
of his melodies.?

The scarcity of written music holdings, however, largely puzzles an
objective researcher concerning the actual chanting skill not only in the me-
dieval Serbia, but in other countries of the Byzantine Oikoumene (n
Bulavtiv) Owovpévn i.e. Commonwealth) within the broader region of the
Balkans. The main concern is, namely, what the absence of notated books
or, more precisely, their sporadic presence in the chanting tradition of the
nations who, along with the Russians and Greeks, comprised the medieval
Orthodox Oikoumene, tells us about their chanting traditions of that time. In
other words, is the phenomenon of musical literacy closely related to the
improvement of chanting skill, which had its primary place in liturgical
services, and to what extent?

**k*

It is widely believed that the multiplying of chanting repertoire was of
decisive importance for the commencement of a more systematic notating of
ecclesiastical melodies at the end of the 1% millennium. Memorization of the
melodies was aided by a reduced stenographic Paleo-Byzantine neume
notation used for notating hymns.

Notated codices were apparently changing in purpose as chant devel-
oped, especially during the 12" century. Although still anonymous, the
composers’ production evidently increased.” A technically more complex,
melismatic, style was the object of particular interest among melodic chants,
the interpretation of which demanded far more chanting skill than was
needed for syllabic or moderately developed style. So while conventional
elements of the music alphabet (such as Chartres or Coislin semiography)
were entirely sufficient for the notation of plain melodies,™ the notation of
melodically diverse and richer chants inevitably required more accurate,
diastematic neumes.

® The two in question are the Theotokion ¢ 70 «edapdfraror in the 4" mode and the
Kratema in the varis mode, taken from codex 270 in Ksiropotamos monastery (ff. 123v and
167v), with notes: emourion év wh Yeppiz and mounbév év tfj XepBip.

® B. Ieno, “O mporecy HacTaHKa W QYHKIMjH HEYMCKE KIHIe ¥ BU3AHTH]CKO] [IOjaukoj Tpa-
muiju — [puior pa3Marpamy (eHOMEHa My3ndKe IMHUCMEHOCTH)”, 360pnux padosa Busan-
monowxoe uncmumyma 47 (2010), 149-160 + ci. 3.

0 Cf. 0. Strunk, “The Notation of the Chartres Fragment”, in: Essays on Music in the By-
zantine World, New York 1977, 12.
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Nevertheless, the more explicit Middle-Byzantine semiography did
not lose its immanent stenographic character. This neumatic feature was
arisen from the very nature of the vocal tradition of ecclesiastical music.'
Melodies were still being transmitted and learned in such a way that the
daskalos used to chant to his disciples and they would, after listening atten-
tively, repeat until they learned. Yet there are no grounds for assuming that
long and melodically developed chants were easy to memorize in correct,
that is, exact, form. It should not be expected or assumed that such compo-
sitions would have been regularly or occasionally repeated in liturgical
practice without significant deviation from their original form.*> Notation
was, therefore, a sure way to preserve more demanding chants — with re-
spect to their peculiarities — from alteration. At the same time, it also ena-
bled skilled psaltoi, as well as those who were yet to master a higher level
of chanting technique, to accomplish successful and consistent interpreta-
tions by reading the neumes correctly.

It should not be forgotten that the liturgical year comprises a consid-
erable number of feast days, to the solemnity of which chanting contributes
particularly. On such occasions, it was understood that, apart from regular
plain and standardized chants, there were also to be found melodically de-
veloped kalophonic melodies in the chanting repertoire. However, without a
neumatic pattern, chanters could not sing these. In other words, an elemen-
tary level of chanting expertise implies the ability to follow both the fixed
and variable parts of services, including knowledge of the less complex but
also diverse rhythmic-melodic chants of Octoechos, for which music nota-
tion is not necessary. However, the chanting heritage that included all-night
vigils and even more solemn liturgies is almost unthinkable without kalo-
phonia understood in the broader sense of the word, not as a composition
technique typical of late-Byzantine ecclesiastical music but rather as a mas-
tery of chanting.

The above-mentioned way of interpretation could certainly not be ac-
complished only through remarkable musical talent and exceptional vocal
abilities of chanters. Neither has the traditional art of sound in liturgical ser-
vices ever been exhausted through uncontrollable improvisations, possibly

v, Peno, “Von der Sinoptischen bis zur Analytischen Neumatischen Notation — Am
Beispiel des Sticherons von German Neon Patron”, Mysuxonoeuja 7 (2007), 259-278.

12 In truth, improvisation is characteristic of church chanting. However, chanting is also
regulated or more accurately, limited by unwritten though generally accepted rules following
the tradition of liturgical music. On this topic see more in: V. Peno, “Two Aspects of
Utilization of Improvisation in the Orthodox Church Chanting Tradition”, New Sound 32
(2008), 33-43.
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based on standardized melodic formulas of Octoechos.*® Just how important
was obeying the rules regarding the creation and notation of new melodies
is witnessed by Manuel Chrysaphes in his famous theoretical treatise enti-
tled Zlepl tov évBewpovuévwr th Yaitikii Téyvn kal wv gpovoioL kekoe
mepl avrar Indirectly, numerous Greek neumed manuscripts confirm the
same. Specifically, the fertile production of music codices in the heyday of
Byzantium speaks volumes about the fact that primarily those melodoi,
chanters and music scribes whose names were written on the notated pages
would have proof of their own position in chanting circles.

Three Serbian musicians and their melodies, from the period marked
by Ottoman penetration into Serbian and Byzantine territory, found their
place among an eminent pleiad of glorious Greek composers. Nevertheless,
their actual contribution to improving Serbian chant practice in the course
of the first half of the 15" century is obscure.”® The term “Srbin” (a or the
Serb), following their names, justifiably implies that they belonged to mixed
or, more likely, prevailingly non-Serbian community.'® Melodies by the
Serbian composers, as it is widely known, first and foremost accompanied
Greek text and were mostly found in Greek or bilingual Greek-Slavic music
manuscripts.'” Apart from the Anthologion 928, whose attribution to Isaija

3 Ibid. V. also: T. ©. Ztdne,“Adtooyediaoude: Ymdpyer oth Bulavtivd povoikd;” in: T
mpo¢ tov Siédokaior “Ekgpaon dydmne oto mpdowmo tob kadnynrod Ipnyopiov 6. Xraty,
"Abrvae 2001, 682—687.

14 Cf. D. E. Conomos, The Treatise of Manuel Crysaphes the Lampadarios: On the Theory of
the Art of Chanting and on Certain Erroneous Views that Some hold about it, Corpus
Scriptorum De Re Musica I, Wien 1985.

% Andrija Jakovljevié, following the discovery of codex Lavra E—108, insisted on shifting
the bottom-line dating of lives of Serbian composers Stefan and Nikola to the 14" century
Cf. A. JakosiweBuh, Aumonozuja ca neymama uz 0oba kneza Jlasapa u decnoma Cmegpana
Jlazapesuha, Kpymesan 2004, 8. Certain inconsistencies regarding Jakovljevi¢’s theory and
the dating of the aforesaid codex were addressed by me in the paper: “Anromoruja ca
Heymama u3 no6a kHesa Jlasapa u necrora Credana Jlaszapesuha”, Apxeoepaghcku npunosu
26-27 (2004-2005), 585-593, and in detail in the unpublished Doctoral dissertation, op. cit.,
123-175.

'8 This hypothesis mainly concerns Nikola and Stefan. It is more probable that, while
compiling the Anthologion 928, Isaija was writing down his origin bearing in mind Greek
chanters who, as mentioned above, were in Serbia at his time and who might have used his
autograph manuscript.

7 While Nikola and lIsaija are associated with bilingual Greek-Slavic chants, Kir Stefan
composed exclusively in Greek. Andrija Jakovljevi¢ claimed that Stefan was the author of
one hymn in Slavonic, with the incipit: TommaSi me soae, in f. 10v in Anthologion Lavra
E-108. However, the very facsimile of the manuscript does not confirm this assumption.
There are no notes before the given hymn, neither in its heading nor in the following folios
that could at least indirectly lead to Jakovljevi¢’s conclusion mentioned above. Cf. Facsimile
in: A. Jakossbesuh, op. cit., f. 10v.
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the Serb may reasonably be doubted,® there are no indications that Stefan
and Nikola were scribes. There are also no elements that point to a Serbian
scribe's hand having written down their hymns in manuscripts with Greek
text. An exception is codex Lavra E-108.

Several scribes participated in the making of this codex, one of them
being possibly of Slav origin, that is, Serbian. He wrote down some Greek
and all of the Serbian-Slavonic hymns. Evidently less skilled than others
participating in the making of codex Lavra E-108, as far as heumes are con-
cerned,’ the anonymous scribe® was also not consistent regarding orthogra-
phy, as the linguistic characteristics of Serbian-Slavonic hymns witness.”*
His inscription though, did not contain any specific dialect elements that
accompany colloquial speech, but he obviously attempted to draw closer to
the Serbian redaction, that is, the Resava orthography, although he did not
fully accomplish this task.??

The given hypothesis — that the notation of structurally more elabo-
rate chants was vital for correct interpretation in certain services, is sup-
ported by the fact that the hymns ascribed to the three Serbian composers
mainly belong to papadike genre. This group of more complex chants, with
regard to musical features, comprises the following Koinonika: EsxScure n
gupante, Alveite tov Kipiov, Xoua Xpoortod, hymn HKuwm cnan and
AnanaSia melody the composer of which is Kir Stefan, as well as Niko-
la’s Ol ta yepouyBiu in the second mode, but also the majority of chants

18 Cf. V. Peno, Doctoral dissertation, op. cit., 159-164.

19 His ductus appears as writing in haste, on account of which he was not able to follow
scribe rules regarding the number of neumes in a line, the number of lines on a page and
margins. Unlike the first scribe who is distinguished by a certain freedom, though with a
controlled, restrained hand, the latter scribe organized the sequence of letters without any
rhythm or balance. He did not observe caesuras between lines and letters, nor did he link let-
ters or use ligatures; also, he frequently omitted headlines and initials. Therefore spatial rela-
tions given in different parts of the text do not leave an impression of clarity and consistency
in composition; on the contrary, they emanate incoherence and haste. In addition, one must
take into account the writing in shorthand which was used for majority of Serbian lines in
Lavra Anthologion. Cf. V. Peno, op. cit., 130-131.

20 In a study in which he displayed the results of his examination of codex Lavra E-108 E
108, Andrija Jakoviljevi¢ advanced a hypothesis about there being an autograph of a certain
Ilarion, who left a cryptographic note: ipiw(un) muea cia (an inscription on the bottom mar-
gin, on leaf 17v, under Greek neumed text. V. Facsimile in: A. Jakossbesuh, op. Cit., 25. In
the meantime, the author abandoned this notion since it was not clear what llarion could have
copied and if he had participated in writing of Greek texts with notation (V. also 14). Yet, the
shape of letters in the cryptographic text matches the corresponding Serbian-Slavonic texts it
is therefore likely that they were written by the same person.

2L V. T. JoBamosuli, “Je3nx CpIICKe I[PKBEHE Moe3mje y pykonucy MaHactupa Jlaspe 6p. E —
1087, in: A. JakosseeBuh, Op. Cit., 19-24.

22 He dithered regarding the norm in writing of the letter jeri (as he usually confuses it with
“n”), jat (that he confuses with “e”) and the letter “€” in different positions, etc.
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incorporated in the Athenian Anthologion 928. This manuscript was doubt-
lessly used in the church, frequently in all-night vigils of already largely
accepted Jerusalem Typikon. There are mostly melodic variants of Poly-
eleos, selected festive psalms, anixantaria, pasapnoaria, Trisagion, Cherubic
hymns and koinonika, that is, melopoetic genres chanted at Matins,
especially during All-night service — agripnia — after which there follows
the Liturgy.?® Parts of the services for the Feasts of the Lord and the
Theotokos (Twelve Great Feasts), as well as hymns for Feasts of Saints,*
then antiphons, asmatic chants, kratemas, and particularly voluminous series
of Alleluia melodies in various modes, show that whoever used the neumed
book was a psaltis in a community where the art of singing was highly
esteemed. He was expected to contribute, with his melismatic melodies, to
the solemn atmosphere of long services, which were, judging by the hymn
Ton Despotin, often attended by a bishop in charge. It is reasonable to
assume that a would-be-chanter-scribe felt the urge to evade monotonous
melodies that he regularly chanted on lines standardized by the Typikon,
and thus used, on the basis of a certain pattern or by ear, to write down
certain melodies he considered worth remembering, whenever he had an
opportunity.? Finally, the fact that stichera for the Nativity, the Presentation
of the Theotokos in the Temple and the Dormition of the Theotokos, as well
as asmatic lines celebrating her, found their place between the covers of this
neumed book suggests that the monastery to which the scribe belonged was
dedicated to the Theotokos.” This is an additional argument in favour of the
hypothesis that it is the Matej¢e monastery in question here, well known for
its scribes, which celebrated the Dormition of the Theotokos as its patronal
feast, and where Isaija was certainly a respected monk and psaltis.

The corpus of melodies for the Nativity of the Theotokos was cer-
tainly of importance to the Serbian scribe of codex Lavra E-108. The
stichera: @ awmsnoe S0 nerounns xusun and G awisnoe ySs0 e
wenaoage naog, both in the first mode, found their place on the pages of both
codices and their presence must be put in correlation with the feast day that

2 A detailed list of incipits v. in: A. Jakovljevi¢, Alyiwoon melaioypadia ket peiddor
yuvoypdgor tov kbike Twv AOnrdy 928, Aevkwole 1988, 104-184.

2 The following saints are mentioned there: St. John of Rila, Joachim Osogovski, Prochorus
of P¢inja, Demetrios of Thessaloniki, Nicholas of Mira, John Chrysostom, Basil the Great,
Gregory the Theologian, Theodosius the Great, Nestor, Ignatius, the Holy Martyrs Eustratius,
Auxentius, Eugene, Mardarius, and Orestes.

% Numerous variants of melodies, especially those written on the manuscript margins, have
not yet been thoroughly examined.

% D. Stefanovi¢, having taken into account sticheraria for the Dormition of the Theotokos,
was the first to point to the possibility that Isaija Srbin, who was a monk, compiled
Anthologion 928. Cf. Cmapa cpncka mysuxa — npumepu yprgenux necama uz XV eexa,
Mysuxkonomku nactutyt CAHY, beorpan 1975, 23.
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was specially celebrated in the community whence the scribes came.
Whether it was Chilandar or, taken in a broader context, Mount Athos,
where there were incessant invocations of the Mother of God for protection
and help, or any Serbian monastery such as Matejée, cannot be claimed with
certainty. Nevertheless, it is curious to note that both scribes, of the
Athenian and Lavra Anthologion, had utterly peculiar criteria that governed
their choice of chants with Serbo-Slavonic stanzas. Personal reasons were, it
seemed, decisive in inspiring the compiler of Lavra E-108 to write down a
melody for the sticheron to St. Sava Ym sanepus mxome aSyosmnma’’ This
sticheron, as well as other hymns dedicated to Serbian saints, had yet to be
written down in late-Byzantine neumes by musically literate Chilandar
monks, in manuscripts of the 18" century.?

Besides the Matejée monastery, chanting skill was also cherished in
other Serbian churches, a fact reflected in one indirect but indicative phe-
nomenon. Since the eighth decade of the 14" century, the scheme of the tri-
conch was consistently implemented in Serbian church building. The broad-
ening of space in front of the iconostasis by using side conches was devised
S0 as to provide space for choirs participating in Liturgy. Although attempts
of a similar kind had already been made in older churches, built before the
mid 14" century,” a trefoil basis with kliroi (choir space) on the sides was
probably adopted only when it was practically necessary. Had it not been
for large choirs taking room in conches in front of the altar, the very space
would have had no purpose. If the comprehensive education of chanters im-
plied education in the domain of the theory of the Octoechos, mastering the
rules of neumatic notations and memorizing a vast range of various chants,
which demanded considerable time, then it is logical to assume that space
for such learned musicians had to wait for these musicians, or that the
founders of the church anticipated their advent. New patrons did not follow
suit in churches of popular construction patterns, but undoubtedly did take
into consideration the actual needs of the participants in Liturgy in their
community.

Unfortunately, the lack of a larger number of Slavonic or at least bili-
ngual Greek-Slavonic manuscripts does not provide grounds for a hypothe-
sis that Serbian chanters acquired musical literacy and that they embellished

21y _facsimile in: A. JakoBmsesuh, Aumonozuja ca neymama, op. Cit., 14r-14v.

2\, JI. Credanosuh, “Tlojame crape cpricke upkseHe noesuje”, in: O Cpbwaxy: cmyouje,
Beorpan 1970, 129-140; “Cruxupe CpOumMa cBeTUTEbHMA, HEYMCKH 3alIMCH U3 XIJIAHAAp-
ckux pykornmca XVI1II Bexa y Hote npeneo [I. Credanosuh”, in: op. Cit., 457-469.

2. BaGuli-Bophesuh — B. Bypuh, “Ioner ymerHoct”, in: Hemopuja cpnckoe Hapoda, Kis.
Il, Beorpax 1982, 166-168; v. also: M. Yanak-Mexnuh u Byphe Bomkosuh, Apxumexmypa
Hemarunoz ooba | — ypksee y Tonmuyu u donunama Hopa u Mopase, beorpan 1986; B.
Kopah — A. lllynyt, Apxumexmypa suzanmujcrkoz ceema, beorpan 1998.
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the splendour of services with the diverse kalophonic chants that became
enormously popular during the 15" century. Moreover, musical literacy
would remain a constant problem in the education of Serbian chanters.
Greek daskaloi, coming to Serbia in the middle of 18" century at the behest
of Serbian bishops,30 were in charge of this task, but also the first Serbian
musicians educated in the Western tradition, who in the middle of the fol-
lowing century commenced the transcription of melodies that, up to that
time, had only existed in oral tradition. The inability to read notation re-
sulted in the development of specific features in recent chant that them-
selves have become traditional.®® An erroneous belief that chanting skill
does not require using notated books for reference, even when these are
available, has unfortunately also entered Serbian tradition. Therefore, on the
basis of everything above, it is not difficult to arrive at a conclusion as to the
level of this tradition is.
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Becna Ileno

CTATYC IIOJAYKE KBBUTE Y CPIICKOJ I[TOJAYKOJ TPAJULTNIU
(Pe3nme)

TokoM 3JaTHOT MepuoJia CpIcKe CpeamhbOBEKOBHE KynType (071 cpenu-
He Xl no momoBune XV Beka) MoayxBaTd Ha TMOJbY apXUTEKTYpe, MOHY-
MEHTAJHOT CIMKAapCTBa, MKOHOIKCA 1 TPUMEHEHE YMETHOCTH, Kao U y JI0-
MeHY MHUCapCKe JEeTaTHOCTH, MOTBPAWIN CYy Jia j€ BH3AHTH]jCKH [UBHIIN3A-
LUjCKH MOJIeJ, KOjU je Biazaprma cBeTopoaHe aunHactuje Hemamuh Ouo
TpajHHU y30p, Y MOTIIYHOCTH OMO JOCTUrHYT. bpojHu cy, nmpemaa nmocpenHu,
pas3no3u 300T KOjUX ce€ MOXKE MPETIOCTABUTH JIa je W CPIICKA I[PKBEHOIIO]ja-
YKa YMETHOCT y HCTOM pa3ao0sby Omia Ha 3aBUAHOM HHBOY. [la mmak,
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HOTHpaHe T0jayKe KIbWTe, Kao TJIaBHU M3BOPH 32 PEKOHCTPYKIHjy CPIICKE
My3HYKe MPOIUIOCTH, MOCBE Cy peTke y HamuM (oumosuma. Henocraraxk,
Ta4yHHUje, CIIOPaUnYHO MPUCYCTBO HEYMCKUX 300pHUKA Y CPIICKUM PYKOIIUC-
HUM pH3HHUIIAMa, 3a1yro je y momahoj Hay4HO] JuTeparypud HOBOheHO y
BE3y ca YCMEHHM HAuYMHOM IPEHOIICHa PKBEHUX MEJIO/AWja, ca yduTesba
Ha YYCHHKE, Ca KHBOM OOTOCITY>)KOCHOM TPaKCOM, Y KOjoj IPKBEHO IMOjamke
“Ma CBOje MIPUMapHO MECTO, Ka0 U ca HCTOPH)CKUM OKOIIHOCTAMA y KOjuMa
j€ YMETHUYKO, TIOKPETHO M HEMOKPETHO OJlaro, OMBAIO M3II0KEHO YHHIII-
TEHY.

Hasenenu pasnosu cy y pany cTaBibeHH 1o jtyny. [Iponopruonanau
onHoc m3Mmel)y cadyBaHe cpricke OorocimyxOeHe — HeHOTHpaHe Kibure (OK-
TOHMCH, MUHE]jH, TICANITUPU H Jp.) U OHE Y K0jOj cy HeyMaMa 3a0esekeHu U
TEKCTOBU M MeJIOMj€ 3a oaroBapajyha 0orociykema BHUILE HETO PEUUTO T'O-
BOPH O TOME J1a HCTOPHjCKE OKOJHOCTH HUKAKO HHUCY MOTJIe OMTH MpecyaHe
3a TO IITO AaHac He mocenyjeMo Behu Opoj My3WUKHX CIIOMEHHKA CPEIHbET
Beka. Y T0jaukoj TpaJulMju Koja HHje CBEJCHA Ha eJIEMEHTapHU HUBO MO-
jadke BEIITHHE, YCMCHU HAYWH MPEHOIICHa 3HaAkha ca yUUTe/ha Ha YUCHUKE
HUKaKO HHje JOBOJhAH JIa Ce Y MPAKCH IMPUMEHE CIIOKEHHU]U HAIIeBH KOjU OU
Tpebaso /a mpate cBeuaHa mpasHu4yHa Oorociyxkema. Jpyrum peunma, me-
JIOIUjCKU PerepTap KOju MojApa3yMeBa BHIIU HUBO IM0jauyKe TEXHUKE U W3-
pasuTHje TIIACOBHE CIIOCOOHOCTH T0jala Hrje Moryhe HalmpocTo MeMOpHca-
ti. HeomxosHa je ucmomoh y HOTHOM — HEYMCKOM 3aliCy Kako OW WHTep-
nperanyja Ouia JocienHa U TauHa. Takole, OorarcTtBo oapeleHe mojauke
TpaJuIje oryesa ce U 'y OpojHUM BapHjaHTaMa MENO/Hja Ha WCTU TEKCT,
JaKie, Ha CTBapallauKy — KOMIIO3UTOPCKY mpoaykuujy, mto Beh y X, a
Hapouuto TokoM XIV u XV Beka noTplyjy Ipyke HEyMCKH 300pHHIIN
THUIIA aKOJIyTH]e, IICATTHKE, AaHTOJIOTH]€, MAaTUMAaTapHOHA U JIP.

OcsproM Ha nocrtojehe M3BOpe KOjU CBEIOYE O CPIICKO] CPEAHOBE-
KOBHOj I[PKBEHO] MY3WIIM Y paay je pa3MOTpEH CTaTyC Iojauke KEHre Y
TpaJUIHj1 KOja je 3a y30p, a 'y MPaKCH MMaja CBeyaHa JIBOje3udHa 0oro-
CITy)KeHa YHMjU Cy YUYECHHUIIN OWIIM M CPIICKH M TPYKHU CITY’>KaIlldH, Kao U CpII-
CKHM ¥ Tpuku apxoHau. CTyauja mpejcraBiba MPWIOT cariieaaBamby (eHo-
MeHa My3uuke (He)mucMeHocTH kojx CpOa, ajii M MOJEN 332 MCTPAKUBAkha
M0jauKUX TpaJuliKja Hapo/aa KOjU Cy YMHWIN BH3AHTHjCKU KOMOHBEIT, a Y
KOjHMa Takol)e HeMa IPUMapHUX MY3WYKHX U3BOPA.
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