MY3UKOJIOI'NJA

Yacoiiuc MysurxonowroZ unctuuiuyia CAHY

MUSICOLOGY
Journal of the Institute of Musicology SASA

17

2014

My3HKOIOMKA HHCTHTYT Institute of Musicology
Cpricke akafieMHuje Hayka U YMETHOCTH Serbian Academy of Sciences and Arts



UDK 78(05) ISSN 1450-9814

MUSICOLOGY
Journal of the Institute of Musicology SASA

17

Editorial council

Dejan Despi¢, Jim Samson (London), Albert van der Schoot
(Amsterdam), Jarmila Gabrielova (Prague)

Editorial board

Aleksandar Vasi¢, Rastko Jakovljevi¢, Danka Laji¢ Mihajlovié,
Ivana Medi¢, Biljana Milanovi¢, Melita Milin, Vesna Peno,
Katarina Tomasevi¢

Editor-in-chief

Jelena Jovanovic

Editorial assistant

Ivana Vesi¢

Belgrade 2014



UDK 78(05) ISSN 1450-9814

MVY3UKOJIOTUJA

Yacoiiuc Mysuxonowroz uncuuiuyiia CAHY

17

Vpehusauxu caseiu

Hejan ecrmh, [Tum Cemcon (Jlonmon), Andept Ban nep CxoyT
(Amcrepnam), Japmuna ['abpujenosa (I1par)

Peoaxyuja

Anekcannap Bacuh, Pactko JakoBsreBuh, Jlanka Jlajuh
Muxajnouh, Bana Meauh, bussana Munanosuh, Menura
Munun, Becna [leno, Karapuna Tomamesuh

I nasnu u 002060pHU YpeOHUK

Jeneuna JoBanosuh

Cekpetuap pedaxyuje

HBana Becuh

beorpan 2014



Yacormic Mysukonozuja je pelileH3upaHy Hay4dHH YacoINC KOju u3aaje My3HKOIOIKH HH-
ctutyra CAHY (beorpan) ox 2001. roguue. ITocsehen je ncrpaxuBamy My3uKe Kao ec-
TETUYKOI, KYJITYpHOT, HCTOPH]CKOT M JIpymTBeHOT (eHoMeHa. [lopex mpumapue opujeH-
THCAHOCTH Ha MY3HKOJIOIIKA M €THOY3HMKOJIOIIKA Pa3MaTpara, YaColucC je OTBOPEH IpemMa
Pa3IMYUTHM CPOJHUM WIIH Marbe CPOIHUM JHMCIMILTMHAMA (KCTOPH]ja, HCTOpHja YMETHOCTH
U KEbIKEBHOCTH, €THOJIOTHja, aHTPOIIONIOTHja, COL[HOJIOTHja, KOMYHHKOJIOTHja, CEMHOTHKA,
MICUXOJIOTHja My3HKE UT/I.) Kao M IpeMa HHTEPANCHHUINTMHAPHUM NOAyXBaTuMa. M3nasu nsa
nyTa ropumme. ObaBemTema O MO3MBHMA 33 PaJIoBE Ka0 U YIYTCTBA 3a U3pajy IpUIIora
Hasase ce Ha aapecu: http://www.music.sanu.ac.rs/Srpski/MuzikologijaR.htm.

The journal Musicology is a peer-reviewed scientific journal published by the Institute of
Musicology SASA (Belgrade) since 2001. It is dedicated to the research of music as an
aesthetical, cultural, historical and social phenomenon. It is primarily focused on musico-
logical and ethnomusicological research, but it also favours approaches from diverse sci-
entific disciplines (history, history of art and literature, ethnology, anthropology, sociology,
comunicology, semiotics, music pshychology etc.) as well as interdisciplinary projects. It
is published semianually. Call for papers and instructions for authors can be found on the
following address: http://www.music.sanu.ac.rs/English/MuzikologijaR.htm.

H3zo0asau / Publisher

Mysukonomku nHcTUTYT CAHY / Institute of Musicology SASA

Kue3 Muxauosa 36/1V, Beorpan / Belgrade
http://www.music.sanu.ac.rs/

u-mejn / e-mail: music_inst@music.sanu.ac.rs; muzikologija@yahoo.com

Jlexiopu u tipesoouoyu / Proofreaders and translators

Anexcannpa Antnh, Anexcannap Bacuh (cprcku jesuk / Serbian), Ectep Xenajzen, Bana
Menuh, Elsie Dunin, (earecku jesuk / English), Topan Tpytun (pycku je3ux / Russian),
Vera Merkel (nemauku jesux / German)

Jusaju / Design
Josan I'muropujesuh

I'paghuura obpaoa / Layout
Bopjan Munmjuh

Iliiamiia / Printed by
Colorgrafx, beorpan / Belgrade

Tupaorc / Circulation
300

Yacomuc je y uenunu nuaekcupan y http://www.doiserbia.nb.rs/, http://www.komunikacija.
org.rs/komunikacija/ kao u y melhynaponnoj 6a3u nozmaraxa ProQuest.

The journal is indexed in http://www.doiserbia.nb.rs/, http://www.komunikacija.org.rs/ko-
munikacija/ and in the international database ProQuest.

O0jaB/buBame Yacommca IOMONIO je MHHHCTapCTBO NPOCBETE, HayKe M TEXHOJOLIKOT
pasBoja Penmybmuke Cpouje, Munuctapctso kynrype Pemybnuke Cpouje u COKOJ — Opra-
HU3alMja My3uukux aytopa Cpouje.

The publication of the journal is financially subsidized by the Ministry of Education,
Science and Technological Development of the Republic of Serbia, Ministry of Culture of
the Republic of Serbia and SOKOJ — Serbian Music Authors' Organization.



Capgpikaj / Contents
AcnexTu u3Bohamrsa y (eTHo)Mmy3ukosaoruju I1
Aspects of Performing in (Ethno)Musicology II
Urop ManmseBcku, M3Bohauka mpupoma ¥ yMETHUYKH TEKCT Y €THHYKO)]
1Y) 10 (O 11

Inor Macugwski, Performing Nature and Artistic Text in Ethnic Music . 19

Tama3 I'asuconus, Kputepun ,,ayTeHTUYHOCTH B TPY3HHCKOM HApOTHOM

MY3bIKQJIbHOM UCIIOJIHUTEIBCTBE . . . « « ¢ o o v v e v e o o o . 21
Tamaz Gabisonia, Criteria of ‘Authenticity’ in Traditional Georgian
Musical Performance . . . . . . .. ... ... Lo 43

Rytis AwmBrazevicius, Performance of Musical Scale in Lithuanian

Homophonic Singing . . . . . ... ... ... .......... 45
Putric AMBPAZEBMUNYC, V3BOleme My3ndKe JIECTBUIE Y TPAIUITMOHATHO]
BOKaJIHO] XOoMo(oHUju: mpumepH u3 JlutBanuje . . . . . . . . . . 67

SeErGlIo Mazzanti, The Live Album or the Many Ways of Representing

Performance. . . . . . . ... ... 69
CEPBO MALIAHTH, A1OYM Yoct60 WIIA MHOTOCTPYKH HAYUMHHU PETpe3cHTa-
MUJE MBBODCHLA . . . . . v v v i e 86

IriNa CviiaNovie¢, Performing Sound of the Past: Remix in Electronic Dance

Music Culture. . . . . . . . ... 87

Wpuna LiBuianoBuh, V3Boheme 3Byka MPOLUIOCTU: PEMHKC Yy KYNTYpH

€JIEKTPOHCKE MY3UKE 3A UTPY « . « « « v v v v v e e o e e e o e 104
Varia

I'amHA B. TaBnail, CMexoBoe Hauano B OeIOPYCCKOM MECEHHOM KyabType

KaK OZIMH M3 CIIOCOOOB OTPaKEHHS KAPTUHBI MUPA . . . . . . . . 107
GALINA V. Tawral, The Principle of Laughter in Byelorussian Vocal Culture
as a Form of Reflection on Images of the World . . . . . . .. .. 127

BecHa I1enH0, O BumIErIacjy y 60T0CITy>K0€HO] IpaKkcH MpaBociIaBHUX | pka
u Cp0Oa — TCONOIKOKYIATYPOIOMKHA AUCKYPC . . .« « « o o o o . . . 129
VEsNA PENo, On the Multipart Singing in the Religious Practice of Orthodox
Greeks and Serbs: The Theological-Culturological Discourse . . .153



AJEKCAHIAP BAchh, JIBa morsiena Ha jyrociiOBEHCTBO y CPIICKO] MY3HMYKO]

HNEepUOANL MehypaTHOr 1o0a. . . . . . . . . . . . . .. .. ... 155
ALEKSANDAR Vasi¢, Two Views on the Yugoslav Ideology in Serbian Music
Periodicals Between the Two World Wars . . . . ... ... ... 165

JENEHA JoBaHOBUR, IlojaBa KoHIEeNT anbyma y TOMYJIAPHO] MY3HITH

Jyrocnaswmje: JIII mnoye Kamen Ha kameH . . . . . . . .. .. .. 167
JELENA JovaNovi¢, The Appearance of Concept Albums in Yugoslav Popular
Music: Kamen Na Kamen - Long Play Records . . . . . . .. .. 193

Jyouneju cecrapa Jbyouue u Januie Jankosuh
Sisters’ Ljubica and Danica Jankovi¢ Jubilees

Evsie IvancicH Dunin, Emergence of Ethnochoreology Internationally: The

Jankovi¢ Sisters, Maud Karpeles and Gertrude Kurath. . . . . . . 197
Emsu UBanums JlvauH, [TojaBa eTHOKOpeosioruje Ha Mel)yHapoIHOM HHBOY:
cectpe Jankosuh, Mon Kapnenec u I'eprpyna Kypar. . . . . . . . 216

SELENA RakocCevi¢, Contribution of Ljubica and Danica Jankovi¢ to
Establishment of Ethnochoreology in Serbia as an Academic Scholarly
Discipline . . . . . . .. . ... . .. 219

CENEHA PAkouEBUH, [lonpunoc Jby6une u Jlanuie JankoBuh ycTaHOBIbEHY
eTHOKOpeosoruje y CpOuju kKao akajgeMcKe HayIHe TUCITUTUINHE 243

MupiaHA 3akun, Jlenarnoct JbyOwme u [anune JankoBuh Ha mnaHy

€THOMY3UKOIIOTHJC . . . .« « v o e vi e it e e 245
MirjaNa Zaki¢, The Ethnomusicological Endeavors of Danica and Ljubica
Jankovi€. . . . ... 257

Mapwia Jymuus, JAHKA Jlamhs MuxanioBus, MHCTHTYnMOHaMM3aIMja
eTtHokopeosoruje y CpOuju: 3aocraBmitnHa JbyOune JankoBuh y
Mys3uxkonomkoM uacturyty CAHY . . . . o 0oL 0oL 259

Marua Dumni¢, DaNka Lan¢ MiHaILoviC, Institutionalization of
Ethnochoreology in Serbia: The Legacy of Ljubica Jankovi¢ at the
Institute of Musicology SASA . . . . . . .. ... ... ..... 272

MuiagigdHAa ITpesn, Jlerar cecrapa JankoBuh y Hapoxmnoj Oubnmorernu



IMpukasu
Reviews

SELENA RaAkoc¢Eevic, Fligedi Janos and Vavrinez Andrds (eds.), Régi
magyar tancstilus — Az ugros. Antologia / Old Hungarian Dance
Style — The Ugros. Anthology, Budapest: L’Harmattan Kiado, MTA
Bolcsészettudomanyi Kutatokdzpont Zenetudomanyi Intézet, 2013.

MiajeH MapkoBuh, Pomna BemwdkoBcka, MaxkeooHCKo mpaouyuoHanto
HapooHo iesarbe — ettiHoMy3uKoiowKu o2reou, beorpan: ETHomomka
oubmmoreka, noceOHa M31ama, K. 8, 2013, 212 ctp. . . . . . . . 291

WNBaHA MEemum, Jenena ApnayroBuh, Mszmehy doruiuuxe u tupocuwiua.
THoiiynapna myzuka na Paouo Beozpady y COPJ, beorpan: Paamo-
tenesusmja Cpbuje 2012, 251 cTp. . . . . . . . . . ... ... 296

Marwia Iymuus, Michal Tenzer, John Roeder (yp.), Analytical and Cross-
Cultural Studies in World Music, Oxford University Press 2011, ctp.
XHA61. . . o 300

Jenena JoaHoBuh, IljeBauxka apyxuna Csewiane Cnajuh, Cue coxone
— CpUCKO TpaduyuoHaiHo ijesarbe, (KoMmakt nuck) Multimedia,
2013, . 305






Acnektu ussohamrsa y (erHo)my3uxkogaoruju 11

Aspects of Performing in (Ethno)Musicology 11






Hrop ManmjeBcku W3zBohauka mpupoaa 1 yMETHHYKH TEKCT...

DOI: 10.2298/MUZ1417011M
UDK: 781.7:781.68

H3Bohauka npupoaa U YMETHHYKH TEKCT Y eTHHYKOj'
MY3HUIH

Hrop ManujeBcku?
Pycku nncTHuTyT 32 icTopHjy ymeTHOcTH (CaHkT [letepOypr)

Ancrpakr

Unanax je rnocseheH ¢pernomeny yMEeTHUUKOT TEKCTa W ilyiie6uma ez 0602 Ha-
ciiajarsa y TpajUIMOHAIHO] €THUYKOj My3HIH. PeBurpany cy OjMOBH Kao IITO
je sapujaniurocti, KOju Cy ce YCTaIuIN Y (HOIKIOPUCTHUIIN, a YHjU Cy U3BOPH Y
€BPOIMOLEHTPUYHO] MPEICTaBU (KOja TOTa3H Off aKaJeMCKe MHCaHe TPaguInje) O
HEKaKBOM IPBOOMTHOM TEKCTY, KOjU C€ 3aTHM HEeNpecTaHo Mewa. Mcrpaxyjyhn
reHepaTUBHE (COILHO-TICHXOJIONIKE, (PYHKIIMOHAIHE, )KAHPOBCKO-CTPYKTYPHE) (ak-
Tope (hopMupama Jiejia eTHHYKE My3HKe, ayTOp BUAN MyTEBE HEHOT OCTBApHBambha
Y CKyily IPEIBUUBUBUX M PEATHO OCTBAPEHUX KOHKPETHUX TEKCTOBA U Ha OCHOBY
BUX MaTeMaTHIKOM TEOPHjOM MHOIITBA H3BOAN HHTETPAIIHY (POPMYITY TAaKBOT My-
3MYKOT JIeNla, KaKO MaJie Tako U BEJUKe (hopMe.

Kibyune peun

Bapupame, BEKTOp IIPeHoca / TpaHClanuje, UMIIPOBH3alMja, WHTEPIpPETAIH]a,
n3BOheme, MMOjMIbHBA, TUIAHUpAHa MPEIBUAJbHNBA, pPeaHa OCTBAapeHa, CUTYyalllja
YMETHHYKE KOMYyHHUKAIN]€, YMETHUUKH TEKCT

ETHHuka My3uka ce TOKOM MOCHEIHhUX HEKOJIMKO JCleHH]a
Hallula y TPWIMYHO TapaIoKCaTHOj CUTYaIIU]H.

C jenne cTpaHe paTroBH, peBOIYIH]je, HACOJOMKa Oopbda, pe-
Mpecyja HajJ HOCHOLMMA Tpajulldje, ypOaHU3alMja, CTEPEOTUITH-
3amMja A0 MWJIMTAHTHE MA0IIOHU3aNM]e OOIMKAa MAacOBHE KYIType
U MEJIMjCKOT MpEHOIIeHka, MyTallija CBECTU ca OIJIYYHUM Cyipoi-
ciias.barwem wpaouyuju y 0Keupy came cpeouHe xoja je u3Heapuia
Ty TPAJHIIHI]y, aJTK KOja je 3Ha4ajHO MyTHpajia — CBE j€ TO IMOCIICIINIIO
pylIee, a MOHEeKal U MOTIYHO YHUILITEHE €eTHUYKE MY3UKE U YnTa-
B€ €THUYKE KYJIType Y HEKUM PErHOHMMA Y Hb€HOM >KHBOM PEATHOM
OuBCcTBOBamY M PpyHKIMOoHKHCamy (Manuesckuid 2007: 145-157; Sa-
dowski 1995: 17).

C npyre cTpaHe, HIMpEHE OICEra U 3ajaraka cCaBpeMeHe IJI0-
OanM30BaHE KyJIType, ToTpara 3a HOBUM H3pakajHUM MoryhHocTHMAa
YMETHOCTH, IIyTEM €K0J102 u3ayuje yMeiiHocitiu y OIIITeM KOHTEK-

I AyTop y opurisanHoM TeKcTy KOPHCTH TEPMUH SilHUYECKAS MY3bIKA KAO 33]€THUYKH
Ha3WB 32 Hajpa3InYuTHje My3HUYKe )KaHPOBE KOjU CaJpiKe €JIEMEHTE TPaJUIMOHATHE
My3uKe. Mako mpeBoj TepMHHA Ha CPIICKH j€3UK, €THUYKA MY3HKa, HHje yoOudajeH y
Hay4HOM JHCcKypcy y CpOuju, ONpeesniii CMO Ce 3a Bbera y MpeBojIy CTyuje 300T mbe-
roBe 00yXBaTHOCTH, Y CKJIaJly ca LIMPHHOM ellabopupaHe npodiaeMaruke (ipum. yp.).
2 jhormew@mail.ru
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CTy TeXKIbU U CTPEMJbEHY J1a C€ 0KUBU POOOTH30BaHA JbYJICKA IMO-
myJaiuja, morpara 3a CBeKUM, UpUpoOHUM MATEPUjalIOM U KUBUM
dbopmama HermocpeHe yMETHUYKE UHTEpaKIIMje HOCUIIala U puma-
jara yMETHOCTH, Kao U JyOOKHX M3BOpa Mpenopoja M pa3Boja Ha-
nuroHaiaHe ymeTHocTH (AnTonsH 2001; Kemnben 1999), nayuonan-
He udeje 1 HEHOT OCTBAPHBaba Y [ICIMMa YMETHHYKE KyJITYPe O
HajPasINYUTH]UM [apoJiaMa, Ha [PEJIasy y HOBU MUJICHH]yM H3a3H-
BaJM Cy JI0 caja u 1o oOuMy HeBul)eHy €KCIUIO3H]Yy MO3MBamba Ha
eTHn4Ky My3uky (Ksutka 1973: 10, 28; Kanabepna 2006: 5-7).

[Taxxwa ce Ha Wy oOpaha kako y oOsacTiMa Hayke, OIIITET
1 YMETHUYKOT 00pa3oBama (01 BUCOKOUIKOICKUX JI0 MPEALIKOICKUX
YCTaHOBA), KIYICKOT Pajia, TAKO U Y HAJpazInIUTHjUM 00JlacTUMa U
dbopmama caBpeMeHUX KOMyHHUKallKja (CpeCTBUMa MAaCOBHUX KOMY-
HUKaI¥ja, HHTEPHETA UT/L.).

CBe aKTHBHH]€ HACTaj]y, MEHajy Ce, pacaiajy ¥ IOHOBO OCHH-
Bajy MHOIOOpOjHE IpyIe CTBapalialia €THHYKE YMETHOCTH HajpasIit-
YUTHJUX yeMepera 1 popmu (Mauuesckuii 2006: 8-18).

3a ]C,Z[He je eTHUYKa My3HuKa, YIJIaBHOM, CaMO Maiuepujan 3a
Muiu3ayujy 1 OuceMunayujy y OKBUpy oapeheHux craniap/a xaH-
pa u ¢popMe IpeHoIIeHkha (MHTEpIpeTalnje, apTUKyJIalyje, n3Bohad-
KOT MOHAIIamka, ayIu0 U BUAE0-3aI1ca, y JUPEKTHOM WIIM UHAUPEKT-
HOM KOHTAaKTY Ca CIIyIIAOLIEM).

Jlpyru Texe 1a y U3BeCHOj MEPU OXKHUBE ETHUUKY MY3HKY Y HO0]
CBOjCTBEHOM, UMAHEHIIHOM CUCTEMY HAacTajarba U KOMYHHKAIIH]e.
OBze cy y nIpBOM peay MHOTOOpOjHE, MPETEKHO OMIIAUHCKE MpO-
decronasiHe U aMaTepcke, IpaJcke U CEOCKe, CTYIEHTCKE, IIKOJICKE,
KIIyTnicke (CBUX BpcTa) (OIKIOpHE U eTHOTpadCcKe rpyre U IMojeau-
HAYHU COJHMCTH — MeBa4Yl, UHCTPYMEHTAINCTH, TIeCayH, Ka3uBayH,
roymmu uta. (Toskaitmo 2002: 5-66; Buaetn pamoBe y Tetenskas
2009; Cospemenmnvie meiioowvl uzyuenus u coxparnerus... 2010).

Mehy kapauHaiHe npobiieMe y CaBpeMEeHO] YMETHUYKO] Jienar-
HOCTH U pean3alyju eTHUYKE My3HKe CBHX BPCTa YMETHUYKUX Ipyma
KOj€ Ce Ha Y M03MBajy, Cliajia npolieM uzeolauxke KomMyHukayuje v,
CXOIHO TOME, IPUPOJIC HPEeHOulerba HEHUX U3PA3a, Kao U yMeiiHuy-
KUX cilipyKifiypa, Koje y4ecCTBY]y y HBHXOBOM OCTBapemwy Ipel Npu-
MaoIllMMa YMETHOCTH (TJieaaonuma, ciymaonuma, uta.; Sachs 1929;
Marmesckuii 2007: 149—152; Manuesckwuii 2013: 53-55).

300r Tora je u3y3eTHO JaKO 3aMUCIIUTH ITa YMETHUYKH TEKCT
JieJia eTHUYKE My3UKe MPe/ICTaBba Kao KaitieZ opuja.

CacBuM je yHUBEp3aJIHA HA OBOM MECTy Jara Jae(uHUIMja
YMETHUYKOT TEKCTa y KYATYPH Kao yMeiiHuYKe YurbeHuye Koja ce
ipeociias.ba dpumaoyy y CUTyalluju hyHKyUOHUCArwA N iepyeii-
Yuje HOPMaTUBHE 32 Ty BPCTY YMETHOCTH. YMETHUYKHU TEKCT j€ OHO
UITO cileapanay u3iaxce gpumaoyy y npouecy yMETHHUKE KOMY-
HUKaIuje.
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3a KIBMKEBHOCT, CIIMKApCTBO, CKYIITYPY, apXUTEKTYpY, a Ta-
kohe, y u3BeCHO] MepH, 3a aKaJIeMCKy MY3UKY MHCaHE Tpajulldje,
YMETHUYKU TEKCT j€ a0eKeaiian caMoM ymeiiHuukom oeny. Yura-
JIaIl je MpoYuTa0 OHO IITO je MUcal CTBOPHO, TIeaaiall jeé BUIEO TO
IITO je Bajap W3Bajao UTA. [ymarl, ka3uBad, My3u4ap u3Bohad cjo-
0OZHU Cy J1a Jajy CBOjy MHTEpIIPETaIn]y, aJldi HE MOTY Jia TIpOMEHe
TEKCT OHOTa IIITO CYy KOMIIO3UTOP, IECHUK, ApaMaTypr Jejia Hamuca-
7. 360r Tora je MOTIYHO pa3yMJbUBa CKerca UCTpakuBaya yMETHO-
CTH TIHCaHE TPaJUIIHje Y TIOTIICy CaMOT iociojara imeKkcitia uiv
oena Kao WakeoZ y TPaaullMOHAIIHO] €THUYKO] MY3HUIU (O TOME je
y CBOJUM YCMEHHUM HACcTylIMMa BUIIIE ITyTa TOBOPHO YaK U TaKaB I10-
3HaBasal Kynrype Mcroka kao mro je J. B. Hazajkuncku (Hazalikun-
ckuii 1982).

U To je pasymsbuBO. Y NPUPOAHUM YCIOBHMa OMBCTBOBAMA,
(bYHKIMOHUCAKa, IPEHOLICHA U pajarba TPaAullMOHAIHE €THUY-
ke ymetHocT (Hukutuna 2009) ¢popmuparse ymeTHudxor iiexciua,
TEKCTyaJiHe CIIpyKiype 1niecMme, jieca, MHCTPYMEHTala Yy YUTaBOM
KOMILJIEKCY HeTOBUX KOMITIOHEHATa (ped, HareB, UHCTPYMEHT, TeXHHU-
Ka Urpe, miecHa JeKCUKa U MHU3aHCIIeH, BUILErIacje, pakTypa, KoM-
MO3UIIMja, apTHKYJIaIuja, TeMOp UTa.) noraha ce cBaku NyT U3HO8a
y IPOLIECY OupeKitine ymeitnuuke kKomyHuxkayuje usmely uzeohaua
ciieapaoua v iipumaoya (YKbydyjyhu komyHUKaiujy usmely rnesa-
4ya, UHCTPYMEHTAJIUCTA, [lecaya U Tiymala y mpolecy UCToBpeMe-
HOT citigaparba-onarcaroa).

Ogne je BaxkHO cxBaTtuTHu ciieaehe. Kapakrep komyHHKaIje u
CXOIHO TOME YT (popMHpama oaropapajyhe ayino u BU3yeinHe npea-
CTaBe M HEHOI OMNa)karhba OUTHO Cy BE3aHU 3a CreUu(UIHOCT KOH-
KPETHOT iiuiia duscirieosara onpeheHor My3HuKor oopaciia y OKBH-
pY uenosuirioZ cuctema mocTojama *KaHpa U 3ace0HOr YMETHUYKOT
Jiea, Ka0 M KOHKPETHOr 4YMHA (PyHKUHMOHHCAama TOI YMETHHUYKOT
Jieia y peajHoj CUTyalluju.

OyHIaMEHTAJIHU 3Ha4aj UMa HCUXO0I0WIKO yCMeperse TIeBaya,
MHCTPYMEHTAIIUCTE, Iulecaya y OAHOCY Ha Kapakiiep KOMYHUKa-
yuje nmajyhu y Buny o6jekTuBHE U cyOjeKTHBHE OKOiIHOCTH (Ma-
nueBckas 1998; Martiecbka 2010). ¥V BuX cmamajy MEcTo U Bpe-
Me u3Bolema (1aH, Beue, HOh WTI.), TUIl M aKyCTHKa MPOCTOpH]jE,
TeMIIepaTypa, BpEMEHCKE MPWIKKE, BIaXHOCT UTHA. M nuyHO cTame
YMETHHUKA, YKJbY4IYyjyhU HErOBO PacIoOKEHhEe U BEeroBe MCUXodu-
3UYKE KapaKTepUCTUKE, KapAKTEPUCTHKE HErOBOI IJlaca U JOKOMO-
TOPHOT CHCTEMa, TIIACOBHU PETUCTPU KOjU Cy ONTUMAIHH Y JaTOM
TPEHYTKY, KapaKTepUCTHKE JHUCAa, CTAE yCaHa, Je3UKa, IIACHUX
KHIla, pe3oHaropa uta. M cxoqHo ToMe, 0COOEHOCTH MpUMaoLa: jep,
He ujae y etap, Beh je oupekitino na mwez a ycMepeHa u Ha ez a ce
MIPEHOCH KOHKPETHA U3pakajHa yMETHUYKA HH(opMaIyja.
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3ajeqHo C THM, Ty peajHy 3By4HY CIHKY, Tj. JEIMHCTBEHY Yy
CB0jOj BPCTU U HHKAJla BUIIIE HEIIOHOBJbEHY TEKCTYaJHy CTPYKTYpY,
NEPLUUNNPAJy TPAIUIUOHAIHYU IPUMAOLIM CBAKH ITyT HE KA0 HOBO, He
Kao OpyZ o neno, Beh caMo ka0 ONTHMAaJIHO 32 KOHKPETHY KOMYHH-
KaIlMOHY CUTYaIN]y 0Citieapuearsa uciuioZ , jeIMHCTBEHOT 110 CBOjOj
CYLUTHHH deld, UCTE TMeCMe, UCTOI UHCTPYMEHTAIHOT KOMaJia, fa U
BUILIE OJ TOT'a — YaK Kao yipaeo iie came iiecme, yiupaeo imioe camo’
UHCIUpyMeHiuana. ..

Hcropuja eTHOMY3HUKOJIOTH]E j€ Y 3HATHO] MEPH UCTOpHja TI0-
Tpare 3a HayYHUM O0jalllieHheM TOT (PeHOMEHa.

Jenan ox myTeBa pemaBama TOr mHpobiema 3acHHBA CE€ Ha
aiipuopHoj ynuegepsanuciiuukoj 3aoyou (mpema cimkoBUTO] nedu-
HULIMJH KJacuka eTHomy3ukonoruje XX Beka J. B. Xunujyca / E. B.
['unmuyca) — na ce y oCHOBM pa3Hux @ep3uja (!) BUIU HEKH ,,HC-
KOHCKHM ™~ WJIM ,,3aMHUIIJBEH OJ CTpaHe IeBaya Wiu My3udapa’ #peo-
Ouininu, apxetiuiicKku ieKciii, a 1a C€ OH 3aTUM Mojelyje (YyTUlaj
HCKYCTBa MepleNiyje mIucaHe, KOMIOHOBAaHE MY3HKE C HEHHUM IIp-
BOOMTHUM HOTHHM TEKCTOM OBJIE je ouurienan). Mspahenu cy yak u
METOIM U3TPaJIibe TAKBOT UHEAPUjAHIIHOZ ieKcitia HA OCHOBY MO-
nenoBama puimimuuko wmuita (K. B. Ksutka, B. JI. TomoBckuii u
IIp.), BEPTUKAIHOT Mopehema BapujaHaTa U TpaKema 3ajeTHHYKHX
TOHOBA WJIM TOHAJIHO-MEJIOUJCKUX CPEAUINTA, TAKO3BAHOT Meno-
oujckoZ muiia (I'omosckuii 1971; 3emuoBckuit 1975).

Hpyru myT je Tpaxeme dapaouz me itecme, Koja ce TyMadu Kao
dbopmyiia moryher ckyra BapujaHara, ma ojaTie U TyMaueHme jKaHpa
Kao ceeyKyinociu onpehenux rpyrmna rnecama (y ToMe je HajIoce-
nuja C. U. I'puma, B. I'puma 1977). Jom jenan Kopak je y yCMEHUM
pasroBopruMa He jeHOM IMOHOBJbeHOT cTaBa E. B. Xunuyca na uza
CBaKOT TEKCTa ,,Ka0 MojeuHaYHa (HOJIKIIOpHA YHLEHUIA” CTOJH ACIIO
KOj€ j€ ilojMbeHo OJ CTpaHe HOCHUJIAIA TPAIHIIH]E.

Tezaypyc Hocuana mucaHe Tpagulfje ofpa)kaBa ce Uy Of-
roBapajyhum Qopmama wu3Bohauke HHTEprpeTanuje (CBECHO WIH
HECBECHO) YCMEPEHE Ka HEKaKBOM ,,[JTABHOM, ,,lIOYETHOM”~ MOTHBY.
VY 0B0Oj ¢asu je HHTEPECAaHTHO OOPATUTH CE€ KOZ HUIIUBHO] MY3UKO-
102 uju ¥ TIOKYIIATH Ja C€ OTKPH]y épedcitiase 0 oBoM (peHOMEHY
camux Hocunaya My3UKe YCMEHE Tpajulldje, WK, Ta4HHje (mpemMa
nedunumju K. B. Yucrosa, Beh mmpoko npuxsaheHoj y caBpeMeHO]
Haylll) — YMETHOCTHU KoHiaKinine Komynukayuje (Yvctos 1972).

EBo nexonuko npumepa. Kana je, gomasmm paau o0yke Koj 1c-
TaKHYTOT XYIIYJICKOT My3ru4apa 1 KJlacuka eTHO Tpaauiuje Bacunuja
Morypa, BHOJIMHUCTKHIbA U €THOMY3ukosor B. MarmujeBcka (Ma-
[IMEBCKas) MOKyIIaia Aa YKJbYYHM MarHeTooH, MaeCTpo jOoj TO HUje
JT03BOJIHO. ,,[aKBUX CHUMaKa MMa MHOTO U Moryhe HX je npoydaBaTu
Kao "yoBeka nmpema (ororpadujama. Ajr, ako KEIHUII 0a ceupaui Kao
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Mu, CBE TaMTH ymuMa u ouuMma!”. [Tocre Builie4acoBHOT Tpyjia y Ha-
CTOjamy Ja OBJlaJa OOMMHUM MY3HYKHM JIEJIOM, TOIITO j& MaeCTpo
NPHU3HAO Jia j¢ BECHO CBUPAE MPABHIIHO, Bukropuja je omty4nia ia
0BO Je110 HOTHPA. AJIK TO je 6110 Hemoryhe, jep je IPUIMKOM yuerba
OBJIajiana He jeAHNM, Beh 3HATHUM OpOjeM pasnuuuiniux, a pagHo-
ipaenux TEKCTyaJIHUX MHTeprperanuja. M Tek momro je cHUMMIa
jelaH off CBOJHX COIICTBEHUX M3BOhAuKuX ocirieapenux iiekciviosa,
om0 joj je moryhe na ra 3amnmuiie.

Jpyru npumep Takohe motuue U3 mweHor uckycrBa. Kama ce
MocJie IyTUX MpUIIpeMa 3a CYCpeT ca JAPYTUM HUCTAaKHYTHM TpaJu-
UOHATHUM (OyKOBUHCKHUM ) BUOJIMHUCTOM CrinpunonoM [Ipunumya-
HOM, MPOYYMBILY U OBJIAJABIIN IO HAJCUTHUJUX JIeTalba MpemMa Io-
cTojehrM CHUMIIMMA HETOBHUM PENEepPTOapoOM M HAYWHOM CBUPAHA,
BukTopuja mojaBuiia npea MaeCTpoM, OH j€ Ma)KJbUBO, CACTyIIIABIIN
cBe, pekao: ,,CBe je moopo. Jla, To je Hama my3uka. CBupahemo. Aiu,
3alIToO TU ceupawt Kao ja? Ceupaj kao mu!”.

Yak u ckyii moZyhux iexcitioesa Mopa KO/ CBaKOI' MPaBOT
MajcTopa OMTH CONCTBEHH, JINYHU, MODA J1a OJpaXkaBa HEroBy WH-
AMBUJIyaJIHy IPEACTABY O MHTCPIPETUPAHO] MY3HIIH HIIH, TAYHH]E, O
MY3HUIU OCTBAPEHO], POhEeHO] Y MpOLeCy CBUpamba HEMOCPEIHO MPes]
ClIyliaonuma.

Kao mponyKkTuBHHJY, OCEOHO y KOHTEKCTY TPaXeha IyTeBa
yCBajama M Tpajarma ayTCHTHYHHX q)opMI/I My3ULHpatba U HPCHO-
1ieha TPaaullnje, BUAUMO IIPEICTaBy O CBAKO] peaiHO] My3UUKO-eiti-
HOZ paghcKoj uumenuyu xao enemeniiy cKyiia Moryhux texcrosa (y
MaTeMaTH4YKOM CMUCITY, OClamajyhul ce Ha TeOpHjy CKyIOBa y BUIIIO]
Marematuiy). OHu cy 00jeIumbCHH OMIITHM 3aKOHUMA CIApYKIdypu-
parsa (YKIbY4yjyhu apTUKYIHCabe) Y OKBUPY YMETHHYKOT CUCItie-
Ma, KOJU TpajHLija NePLHUIIpPa Kao JSAHO LEIOBHUTO, jeOUHCIHIGEHO
Oe/w, JEIMHCTBEHY IIECMY, IIEC, HHCTPYMEHTAIL.

Jpyrum pedrma: ako, KOpUCTehr TeOpHjy CKyIoBa, y OOIHKY
dbopmyrie u3pazuMo MOHOTEMATCKO AeN0 A (13 001acTH ETHUYKE MY-
3WKe), 100ujamo:

MA = al, a2, a3, a4,

AKO XeMMO Jia MPEACTaBUMO BHILIETEMATCKO /170 (MM BH-
HIe/IeIHO, YKJbY4Yyjyhu U Jefa ca €BeHTyaJIHUM JOCIOBHHM IIO-
HABJbAEM WJIM MOHABJBAEM Y3 MPOMEHE MOjeMHAYHUX eMHU304a
— TeMa), OIPaBIaHoO je 3a0€JIeKUTH T'a OBAKBOM IIEMOM:

MA =Ma, Mb, Mc, Ma,Md, ...N4, ..Ma ...,

rae ce noa N mojapa3yMeBajy MHAMBHIYAIHU WMITPOBU3ALIM]-
CKU yMELU KOjuU MOTY OUTH YKJbYUYEHH Y TO AEJIO.

Jlakne, y HajBakKHU]jE TeHEpAaTUBHE (PAKTOpPE HACTAHKA PEATTHOT
TEKCTa — W3BOhauKe peann3alije eTHUIKE My3HKe Tpeba yopojaTu:

1. camo ymeitinuuko deno xao cKyit Moryhux apTUKyIHMCaHUX
ocingapersa — ipedsudbUBUX, HOjMbUBCUX, HIAHUPAHUX, DEATHUX,
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[P TOME CY HEroBe >KaHPOBCKE JOMHUHAHTE JOBOJbHO AudepeH-
LUPaHE y PA3IMYUTUM CTHHYKHM KyITypama (PHTMHKA, MEJIO/IHKA,
KOMIIO3HIIM]a, apTUKYJIAIH]ja, CIIEU(PUIHOCT TeMOpa UT/I. );

2. jeOunKy nocuoua imipaouyuje, \eroBy IPUPOIY, Y3pacT, TEM-
MepaMEHT, ICUXOJIOLIKH THII, COLUjaIHM ¥ aKCUOHAJHU CTaTyc y Tpa-
JUIMOHATHO] CPeIMHU, HAYMH MUIIIbEHA, T€3aypyC, HUBO CTPYYHOCTH,
n3BOhauKy TEXHUKY, CTBapaslayKy LIKOJY, OJHOC IpeMa TpaJuloHAal-
HOM KaHOHY, BEUITUHY UMIIPOBU3aIH]je, Kao U MOTpedy 3a UMIPOBU3a-
II1jOM Y HOBOM CTBapasamrBy (Buaetu Takohe Kemmben 1999);

3.y Be3u ca NPETXOHO PEUCHUM, CUIyauujy ymeitHuuKe Ko-
Mmynukayuje (Mmoba, obpen, moceno, pasroBop, BECeJbe WU HEPH-
TyallHU, CBEYapCKU 0 00pesa, Kao U CBE BPCTE My3HIIUpama Koje
HHUCY Be3aHe 3a HeKy ofpeheny npurony) u ieHy GopMy — pUTyaTHy
WJIH JTUPCKY;

4. kapaxkitiep yuewha, Hueo uniiepaKkifiugnociiu ciiymanana,
riefanana — TpaaUuIHOHATHUX EpuUManaya eTHUYKE yMETHOCTH.

[MpunukoM u3Bohema Kazalkux Kjya’ y TpaauiluoHAIHO] cpe-
JIUHU, OBE WM OHE peitiuke caywanaya (Koje onoopaBajy wiv Kpu-
TUKY]Y) 4aK ce épedsuljajy y onpehenum aenoBumMa oOIMKa UIH IPU
u3BOhewy MOjeAMHUX KapaKTepUCTUYHMX HauuHa Iuieca. To ce He-
CYMIbMBO OfIpakaBa Ha Jjajbe OCTBapHBame (Gopme Jena, CBe 10 3a
CaBpPEMEHO MO30PHILTE WK Jpyre BPCTE aBaHTapAHE YMETHOCTH TO-
JIMKO TIOKEJbHOT XeilenunZ a (happening, ol €HI1. to happen = noro-
AUTH C€). Y TPajMUHOHAIHO] YMETHOCTH XelleHUHS J© yBEK OYCKUBAH.

300r TOra TEPMHHOJIOTH]ja KOja Ce MPUMEbYje Y TPaIUIMOHA-
HOj YMETHOCTH 3aXTeBa M3y3€TaH OIpe3, a MoceObHo ymorpeda 1oj-
MOBa umﬁpoeua’auuja eapuparve, unitiepipeimiayuja, uzeéoheme.
Jep y eTHHYKO] KyInTypH (II€BAHOM M IUICCHOM (POJIKIOPY, TPAULIH-
OHAJIHO] MHCTPYMCHTAJIHO] MY3ULIM UTI.) ¢heHoMen u3solera xao
TakaB MPAKTUYHO OJICYCTBYj€ U HEMa MECTa YMHOMCABAILY JETHOT
YMETHHYKOT TEKCTa.

VYcnoBU KOMyHHULIMpama KOJ CTaHIapIHOT, MPBOOUTHOT, Tpa-
JTUIMOHATHOT (DYHKIIMOHHCAkha €THUYKE My3uke He omoryhyjy Hu
PpeiipodyKoearse HeKe JeIMHCTBEHE TEKCTyallHe CTPYKTYPE, HU éapu-
parve, OITHOCHO Merbare, HapylllaBambe ’eHOT HHTErPUTETa Y OKBU-
py Baxxkehux 2 panuya oaimioZ ckyia (B. Takohe Antons 2001).

[IpommpuBame Kpyra JTOKyMEHTOBaHHX (3a0enekeHuX Ouiio
KOJOM BPCTOM ayJIMO-BH3YEIHHMX CpEICTaBa) ayTEHTHYHUX OCTBa-
pema y OKBHPY CBaKe IecMe, CBAaKOT MHCTPYMEHTAJIHOT Jieia, CBa-
KOT TIeca, CBaKe CBHpAHE KOMIIO3UIIH]je, IPOHANIAKEHE IpUHUUIA

3 Kjym (kr0i) je Kazalka MHCTPYMEHTANHA GOPMA Y KOjOj C& My3HUKHM CPEICTBHMA
noz[paxcaBaJy T0jaBe U3 IPUPOLE (Upun. yp.)

4 AyrtopoBe neduHHIIjE TATHX TOjMOBA JaTe cy y Kpailikom peunuky Ha Kpajy TeKkcTa
(pur. yp).
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u3Bohaukor cimeaparma ,ipasunnoZ” (M HE anCTPAKTHOT WIH
YHUBEP3JIHO MCTOBETHOT!, Beh @pasunnoZ 3a oxroapajyhu iwuii
Komynuxayuje!) itiekcifia, Ka0 U CTajHa U aHAJTUTHUYKU KOHTPOIIU-
caHa 00yKa UCTUHCKHUX MajCTOpa €eTHUYKE MY3HKE, TPAIUIIUOHATHUX
neBaya, My3uyapa, Ka3upada, riiymaiia, 0e3ycioBHO Mopa noseharu
HUBO 6€po0ocitiojHociiiu TIpeicTaBa Kako UCTPa)KMBaya, TaKo U ce-
KyH/JapHUX UHTEPIPETATOpa, MPEHOCUIIalla ETHUYKE MYy3HUKE.

VY cynpoTtHOoM, BUx0Be he UHTepHIpeTanuje UMaTH caMo irex-
HOJI0WIKe, 2 HUKAKO He CymiiuHCcKe Pa3liiKe y OTHOCY Ha TyMadyera
TpaJMLIMOHAIHE TIECME Off CTpaHe aKaJeMCKHUX WM MOI My3udapa,
Kao M HapOJAHHUX XOpOBa, OpKecTapa HapOIHUX MHCTPyMEHATa, Mol
rpyna, ancambana U3 Kareropuja eino, (o, emHo-ioil, eiHo-poK
U TaKo JaJbe.

Peanu3zanuja KOHKPETHOT @eKiriopa iipenoca, HapaBHO, Toja-
yaBa ce oAroBapajyhum mocrymnimma majctopa caBpeMeHux (GhopMu
MacoBHOI' IIPEHOCA, AM3ajHEpa 3ByKa, CTBapaljala TEJIEeBU3UjCKUX,
paauo, BUIECO U MyJATUMEINjaTHUX MIPOrpama.

Kpaiuak peunux ocnosnux iojmosa

Bapujabunnociu, eapujanininociu — (01 nat. vario = MembaM) —
MIPOMEHJBUBOCT; MPETIOCTaB/ba MPOMEHE MOYETHOT TEKCTa y pasiiu-
YUTUM WHJWBUIYaTHUM, BPEMEHCKUM WM PETHMOHAIHUM H3Bolau-
KUM Bep3ujaMa TPaJUIMOHAIIHE MY3HKE — JeCTe 3acTapeiu TePMHH
KOjH TIOJIa3u O]l TEOpHje MY3UKEe MHCAHE TPaJUIHje, IJe Y OCHOBU
CBUX IPOMEHA JIC)KU jeIMHCTBEHU U HEMPOMEHJbHBH KOMIIO3UTOP-
CKHU TeKCT. TepMHH W3BHUTONEpYyje MYIATHILIUKATUBHOCT, MOJUTEK-
CTYaJHOCT JeJIa TPaJAULIMOHAIHE MY3HUKe, TJI€ Cy CBa HEroBa peaiHa
OCTBapUBamba HAYEIHO PAaBHOMPABHA U HUCY 3aCHOBaHa Ha Melyycol-
HOj TIPOMEHH.

Bapuparme — nauun pa3Bujarkba My3UUYKOT Jielia, 3aCHOBaH Ha
M3MeHaMa MoYeTHE TeMe (MJIM HEKOJIMKO TeMa) y TPOoIecy CTBapama
dbopme.

HUmiiposuzayuja — HacTajarbe YMETHUYKOT TEKCTa MY3UYKOT
JieNna y Tpoliecy HeroBe M3Bohauke peanusaliyje, HEeMOCPETHO 3a
BpEME UIPEe UJIH M1E€BaAbA.

H360hermwe — y HajIIIpEM CMUCIY — KUBO MPEICTABIbAE MY-
3UYKOT JIeJIa CIYIIAoIly Ofi CTpaHe MeBaya Wi (M) HHCTPYMEHTAIH-
CTe; y YXKEM CMHCIy — apTUKYJIHCAbe, OCTBAPHBALE YMETHHYKOT
TEKCTa 3a BPEMC NCBatba WM CBUPAba HAa MHCTPYMCHTY, KOJU je y
HOTHOM OOJIMKY 3aIlicao KOMIIO3UTOP WJIM KOJU j€ Ha HOCau 3ByKa Of1
TPaJAULIMOHAIHUX My3u4apa — 0e3 UKaKBUX HaueTHUX KOMIIO3HUIIHO-
HUX U3MeHa. KapakTepucTU4HO je 3a eBPOICKY aKaJIeMCKy MY3HUKY
WM, TIOHEKAJl, 32 PENpOAYKTUBHY JI€IaTHOCT CEKyHIapHUX (OJK-
JIOpHUX aHcamOasa.
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Huiniepupeiiayuja — CBOJCTBEHU HAuWH OCTBapHUBamHa KOM-
TMO3UTOPCKOT TEKCTa, KO KOjer My3u4ap M3BOhad NpoHanasu CBoje,
OpPUTHHAJIHE MyTeBe (bpasupatrba, HauMHE apTHKyNIALM]e, HBEHE
witpuxoscke (pyc. IITPUXOBBIE), TMHAMUYKE U arorn4Ke HUjaHCe, He
pemerehu mpu ToMe ycMeperma KOMIIO3UTopa U He yTuuyhu Ha puT-
MHYKO-MEJIOMJCKY U KOMIIO3HLHOHY CTPYKTYPY KOMIIO3UTOPCKOT
TekcTa. Hboj je aHanorHo usBohemwe (OIKIOPHOT Jerna, Koje clenn
(HOTHY) TPaHCKPHIILIU]Yy WM 3ByYHH 3aIlUC.

Cuitiyayuja ymeiinuuke KOMyHuKayuje — peajHO BpeME U
CpeIMHA OCTBApUBaKka YMETHUUYKOL JI€J1a Of CTPaHe HOCUOLA TPaIu-
1I1je ¥ HEeroBO NEepLUNMpame Ol CTpaHe MPUMaolia, CaylIaola-rie-
Jaona.
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PERFORMING NATURE AND ARTISTIC TEXT IN ETHNIC
MUSIC

(Summary)

In this paper I discuss special features in traditional ethnic music; it is about
the functional, social-psychological and genre-structural generative factors of the
artistic text’s formation within multitude of predictable concrete texts existing in
reality. The integral formulae of any art work of traditional music in a small or big
form are derived on the basis of the mathematic theory of multitude.
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Kpurepuu ,,ayreHTH4HOCTH”
B I'PY3MHCKOM HAPOJIHOM MY3bIKaJIbHOM
HCIIOJIHUTEIbCTBE

Tawma3z ['abuconust’
T'ocynapctBennslii yausepcuteT Wb (TOummcn)

AbcTpakT

Jlyist cooOriecTBa TFOOUTEIICH MPY3UHCKON TPAJIAIIUMOHHON MY3bIKH ,,ay TEHTHYHOE
— OJTHO U3 CaMBbIX aKTyaJlbHbIX TOHATUI Ha CETOAHAIHNN JeHb. OHO MpeACTaBIsAET
c000i1 IIaBHBIH apTyMeHT ,,HacTOSIIEro (osIbKIopa’ (XOTs He AJIs BCEX, 0COOCHHO
npakTukoB). [Ipu BocIpuATHH ayTEHTUYHOCTH CaMbIMHU PEJICBAHTHBIMHU KaHAJIaM1
SIBJISTFOTCSI TPAIUIIMOHHO-CTHIIEBOH S3bIK M TPAJULIMOHHBIE YCIOBUSA. DTH (aKkTOpBI
3aMETHBI B CJICAYIOIIMX HAIlPaBJICHHSX: a) UCIOJIHUTENb; 0) MoTuBauus (PpyHK-
1sl); B) pernepryap; I') MposiBiieHne. B rpy3uHCKOM HapOIHOH My3bIKe 0COOCHHO
npoOsieMaTH4Ha, ¢ TaKOW TOYKH 3PEHHMsI, MICHTH(HKAINS COBPEMEHHBIX TCUCHUMH,
coziepKayx QoIbKIOpHBIC MOTHBEL. B ['py3nu BEIpHCOBBIBAaETCS TOHUMAHHME ,,ay-
TEHTUYHOCTH KaK MCHOJHEHNE C TPAAWUIMOHHON apTHKY/SIIUEH TPaJuIHOHHOTO
CEJIBCKOTO pernepryapa. XoTs 1es1eco00pa3Ho J00aBUTh CIOa U KPUTEPUI Tpaau-
LIMOHHBIX, OOBIYHBIX YCIOBUH.

KiroueBrle ciioBa
ayTeHTUYHOE, ayTCHTHYHOCTD, TPAIUIIOHHAS MY3bIKa, TPy3HHCKas TIECHS, TPaIu-
IIHOHHOE UCIIOJIHUTEIBCTBO, (DOIBKIOPH3M.

SIpko BBIpaK€HHass OpPUTMHAIBHBIM CTUJIEM B peruone Kas-
Ka3a, TPy3HHCKash HapoAHas My3blka BMECTE C TPaAUIMOHHBIM
MECHOTICHUEM HECOMHEHHO SIBJISICTCSI BaKHBIM CHUMBOJIOM Ipy3WH-
CKOH KynbTyphl. IMEHHO mo3TOMYy HMCTOpUYecKas HACHTU(UKALNS
3TOro (heHOMEeHa SIBISETCS OAHUM W3 MPHOPUTETHBIX BBHI3OBOB IS
COBPEMEHHBIX TPY3UHCKHUX HccienoBareneid. C Ipyroil CTOPOHBI,
Ipy3UHCKasi My3blKalibHasi UCTOpHOrpadus TOBOJBHO CKYyJAHAa HH-
dbopmanmeit, kacaromiencs: APeBHUX U OTHOCUTEILHO CTaphIX CIOEB
IPY3UHCKOM MY3bIKU. B CBSI3U € 3TUM, HapOIHYI0 MY3bIKY [ py3un B
JUAXPOHUYECKOM MEepPCHEKTUBE MPUXOAUTCS paccMaTpuUBaTh Ha OC-
HOBE COXPaHUBIIUXCS 10 HALIUX JHEH MYy3bIKaJIbHBIX TEKCTOB.

O603peBasi, B OCHOBHOM, HAy4YHO-TIOMYJISIPHYIO M JOBOJIBHO
CKYAHYIO Hay4HYIO JIUTE€paTypy IO 3TOM TeMe, 0OHapy>KUBaeM, YTO
YCWJIMS aBTOPOB HAaIPABIICHBI B YCTAHOBICHUH UJEHTUYHOCTH 3THU-
YeCKM MOHOJIMTHOM, JPEBHEW MO MPOMCXOKJIECHUIO U BBICOKOOpra-
HU30BaHHOW CTPYKTYpbI, KOTOPBIE COMOCTABISIIOTCS C ,,HAPOJHBIM

1 tamazgabisonia@yahoo.com
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reHuem”’. OJHAKO NPSIMOJIMHEHHOE TPAKTOBAHUE 3TUX TPEX BEKTO-
POB B HEKOTOPBIX CIy4asiX CBS3aHO C PSIOM ,,JIOBYIIEK . VCHbITHI-
BAeT JIU MEJIU3MAaTUYECKUN CTUJIb KaXEeTMHCKUX MECEH BOCTOYHOE
BiausiHue? (cM. mo 3tomy moBoxay Tsitsishvili 2010: 207); sBasercs
nu onucaHHbI KceHohoHTOM ,,HEOOBIUHBIN CTHJIb HCIOJHEHUS
IPY3UHCKUX IUIEMEH MHOTOTOJIOCHBIM? (CM. 10 3ToMy oBozy YKop-
nanus 1989: 81); sBnsercs nu rypuiickas HapojaHas NOJU(OHUS
YaCTUYHO OOYCIIOBJICHHOW IEPKOBHBIMU TecHomneHusMu? (I"abuco-
Hus 2009: 167). 3a4acTyro TUIIOTETHYECKHUE OTBETHI HA 3TH BOIIPOCHI
HYXKJAI0TCSl B TAKUX apryMeHTax, KOTOpbIe KOJIEOMIOT ,,(yHIaMEeHT
3MaHus” ,,TPy3MHCKOCTH , apXaudHOCTH U HapoaHocTH. Ha cerogus
STHUYECKH 00YCIIOBJICHHBIN MEePPEKINOHUCTCKHIHI MOIXO0/T TOBOJIBHO
PENKO BCTpeyaeTcs - M0 MHEePLHUHU, OTHAKO, HECMOTpPSI Ha HEKOTOpPOe
OTO3JJaHUE, ATO 3aCTY)KUBACT YIIOMUHAHUS.

3a0CcTpUM BHUMaHHUE HA OTHOM U3 TaKUX ,,JIOBYLICK : BaKHEH-
M (HaKTOpOM, CHUMBOJIM3UPYIOIIUM TPY3MHCKYIO HApOJHYIO MY-
3bIKY, AIBJII€TCS MHOTOTOJIOCHAS, & TOYHEE, TPEXTOJIOCHAsI CTPYKTY-
pa. D10 cBOC0Opa3HbIH ,,2THHUECKUM 3ByKOouaean . Kaxkaplii rpy3uH
TOPAUTCS ,,IPY3HHCKUM MOTU(OHUYECKUM TpEXxTonocuem’” . OmHAKO
0003HauYeHNE MY3bIKOBEIaMU U UX OOIIECTBEHHBIMHU ,,pE€30HATOPA-
MU’ TPY3MHCKOM YCTHOW MY3BIKAJbHOW TPAJUIIMKU TOJIBKO TPEXIO-
JIOCHEM TaKXe 00pa3yeT HEKOTOPBIH ,,IITyM”’: 00pa3ibl TPy3UHCKOU
YCTHOM MY3bIKaJIbHOM TpaJMIIMK, OCTaBIIMECS 3a MpeAesiaMUu BO-
KaJIbHOTO TPEXTOJIOCHS, HA MPOTSIKEHUH JIOJITOT0 BPEMEHU Haxo-
JATCSL B POJIH ,,0€THOTO pojcTBeHHUKA . CIieHHYecKas cpena Impo-
BOJIUT 00pasiibl HAPOAHOU JESATEIBHOCTH Yepe3 Xyd0XKECTBEHHBIH,
a He »THorpadudeckuii GUIBTP LEIeCO00PA3HOCTH MPE3CHTAIUN.
[To sTO¥ MpUYMHE MIUPOKUN KPYT CIYIIATENICH MOYTH HE 3HAKOM C
oOpa3LamMu, ¢ MPOCTON CTPYKTYPOM MHAUBHUIYaAIbHBIX KaHPOB (KO-
TbI0ebHBIC HAHbL, TPYAOBBIE IJIAYU MIUUOIYPU, KOPKAIU U AP.), NN
¢ (GOJIBKIOPOM BBICOKOTOPHBIX PErMoHOB (XeBcyperus, IlmaBwm),
KOTOpBIE SIBISIFOTCSL ()yHIAMEHTOM BBICOKOPA3BUTOTO TI'PY3UHCKOTO
MHOTOTOJIOCHSI.

Habnronas B TeueHre NpuMEpHO TPHUILATH JIET 3a TPY3UHCKOM
0OIIECTBEHHOCThIO, MPUXOAUTCA CO3HABaTh, YTO MOHSITHE ,,ayTEH-
THYHOE”, JIOBOJIbHO YacTO YIIOMHHAEMOE B OOIIECTBE JIIOOUTENCH
IPY3UHCKOW HApOJHOM MY3bIKH, 3a4aCTYIO SIBISICTCS MPUIMHON Oec-
KOMITPOMHCCHOTO criopa. OnHu  (Ha30BEM UX JlarepeMm ,,ITypucToB’)
BOCIPUHUMAIOT 3TO MOHITHE KaK ,,yauyaroliee”’, B TO BpeMs Kak Jyis
JIpyTuX (Jlareps ,,akaJIeMHCTOB ) 3TO ONpe/IeTICHHE SIBIISIETCS 10CaXK1a-
IOLIUM U pa3pakaoluM. B 0CHOBHOM, Ui TPy3UHCKOTO Ciyliare-
751 TIOHATHUE ,,AyTEHTUYHOE TOXKJIECTBEHHO C TAKUMHU IMOHSTUSMH,
KaK ,,[IOJJIMHHBINA", ,,APEBHUN, ,,HETIOBPEKIEHHBIN, ,,HAPOIHBIN ",
- TPY3UHCKHI”, ,, iepeBeHCKui”. Jlo0aBUM K 3TOMY TakKKe 3HAUYCHUS,
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00BEKTHBHO XapaKTEPU3YIOIINE CAMO TO MOHATHE — TPAAUIIMOHHBIH,
MepBOHAYAJIbHBIN, ABTOPUTETHBIN, TOUHBIN, aICKBATHBIMN.

Llenbto HalIel CTAaTbU SIBISETCA: a) YTOUHUTH pa3HbIe TI0CKO-
CTH BUJICHUS ,,ay TCHTUYHOCTU B IPY3UHCKOM TPAJTUIIMOHHON MY3bI-
Ke; 0) yCTaHOBUTH PENIEBAHTHOCTD ATUX MO3UIHIL. 3/1eCh e XOUeTCs
MOJYEPKHYTh, YTO SBJICHUE ayTEHTUYHOCTH [10-PA3HOMY OIpeieisieT
JIBA HAIIPABJICHUS TPY3UHCKON MY3bIKaJIbHOW TPAIUIUU: HAPOTHYIO
MY3bIKY U IIEpKOBHBIC MECHONEHHs. B maHHOW cTaThe Mbl OCTAHO-
BHUMCS JIMIIIb HA CAMOM SIPKOM IPOSIBJICHUH TPY3UHCKOM TpagUIIMOH-
HOM MY3BIKH — HAPOJIHOM TECHE.

CemaHTHKA ,,ay TEHTUYHOCTU

He cekper, 4To ynopsa0ueHHOCTh STHOMY3bIKaJIbHOTO TePMHU-
HOJIOTMYECKOTO armapara He MPUHAMICKUT K AOCTHXKEHHUSIM 3TOU
JTUCHUIUIMHEL [lake camo MoHATHE ,,(ONIBKIOP” UMEET paszIryHbIe
3HaueHusa (JKupos 2008: 219). Hapsiny ¢ apyrumu crpaHamu, Tep-
MUH ,,ayTEHTUYHOCTh” TO-Pa3HOMY BOCHpPUHHMAaETCS U B [py3un.
He nyxnaercs B iryO0okoM HaOMIOACHUU TOT (PAKT, YTO 3TO MOHITHE
nojuceMuyHoe. Mbl OyeM paccMaTpuBaTh €ro TOJIBKO B 3THOJOTH-
YEeCKOM KOHTEKCTE (B OOIIEHCKYCCTBOBEJYECKOM aCHEKTe MOHUMA-
HUS 9TOTO TEPMUHA MOYKHO HATOJIKHYThCS HA 3HAYEHUE ,,0pUTUHAIb-
HBIN”, ,,TOYHOU KOTIUM ", WJIH ,,6TMHCTBEHHBIN ).

B kayectBe OWHApHOrO OMIO3UTA ,,IOATUHHOMY , CaAMOMY
aJIeKBaTHOMY 3HAYECHUIO TIOHSATHS ,,ayTEHTUYHBINA, JTyMai0, MOXKHO
MPOTUBOIIOCTABUTH ,,HETIOMAJIMHHBIN, TO €CTh ,,JIO)KHBIN, KOTOPBIHA
MOJIpa3yMeBaET KakK ,,JIOKHBIM, MOAJIETbHBIN ¢ CaMOro Hauaja”, Tak
U IIeJICHANPABICHHO WM OeCccOo3HATeIbHO 3aMEHEHHBIH, ,,(ambcu-
¢urmpoBanHbii”. W neiicTBUTENBHO, 110001 HeayTeHTUYHBIH (HOITb-
KJIOPHBIN (DakT comep HUT B cebe ayTeHTHUYHOE ,,3epHO”. TlosTomy
CUUTAI0, YTO B KaYE€CTBE aHTOHUMA ,,ayTEHTHYHOCTU MOXHO IOJIb-
30BaThCsl TEPMUHOM ,, TpaHcPopMupoBaHHbIi”. [loHsATHE ,,ayTEHTHY-
HOE”, BBITEKAIOIIee U3 MOJIeTIH OMHAPHOMN OIIMO3MIINY ,,ay TEHTHYHO-
e-Tpanc(hopMUpOBaHHOE”, TPUOOpETaeT 3HAUYEHUE ,,[IEPBHYHOTO”,
,,JJOCTOBEpHOTO”, ,,cTA0MIBHOTO”’, a OOJbBIIE BCETO ,, TPATUIIHOHHO-
ro” (Takxe JOBOJILHO T'MOKOro TepMuHa). MTak, B u3MepeHun (ob-
KJIOPHOTO MPOCTPAHCTBA TEPMHUH ,,ay TCHTUYHOE™ MpUOOpeTaeT 3Ha-
YEeHHE ,,TPAJAULIUOHHOE” .

Bynem abctparupoBarhs U Ipyrue, 4acTo MPUMEHSIEMbIE B IT-
HUYECKOW MY3bIKE 3HAYEHUS MOHATHA ,,ayTeHTHuHoe . [lo MHeHuto
Amnnsbl [Tuorposckoit (A. Piotrowska), ,,ayTEeHTUYHOCTH TPaAUIIHOH-
HOU MY3BIKU 3aHOBO pOXKAaeTcst B popme mupogoul mysviku” | World
Music (Piotrowska 2010: 582). MccnenoBatens 31ech, B MEPBYIO
odepelb, MOAPA3yMEBACT JIOKAJIN3AILUIO STOTrO SBJICHUS. B naHHOM
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clly4yae Ha MepeaHul MaH BbIABUHYT MPUHIUI I THUYECKOH UICH-
TUYHOCTH.

OnHol M3 UEHTPAJIbHOM KaTeropue 3THUYHOCTU SIBISIETCS
,,J1€PEBEHCKOCTD” (CENbCKOCTh) — B MPOTUBOBEC YPOAHUYHOCTH.
., YpOaHUYHOE”, B TO K€ BpEMs, UMEET KOHOTAIUIO ,,HEATHUYHOCTH
WK ,,MHOTO3THUYHOCTK . Dauuep ['apakanuaze ormedaet: ,,Ilox-
JUHHAsI HApOJHAs MECHS — 3TO JIEPEBEHCKAas MEeCHs, CO3/1aHHas Ipy-
3uHCKUM KpecThssHuHOM (I"apakanumze 20076: 41). [To mameiam
MO>KHO ME€PECUUTATh IKCIECIUINH, KOTOPbIE IPOBOAUIUCH B TOPOIAX
— Towmcu, Kyraucu, barymu, Cyxymu. Keraru, Bonpoc Heromo0a-
IOIIICH OLICHKH TOPOACKON MY3bIKH, HEKOM €€ ,,MapruHaIu3aiu’ Ha
¢doHe cenbCKOl My3bIKH, HAOIIOAAETCA U B HEKOTOPBIX APYTUX CTpa-
Hax, HanpuMmep, B Toi ke Cepoun (JJymuuh 2013: 88).

Kpowme nokanuzamuu, noustue ,,A€pEeBEHCKOCTH , UMEET TaK-
e M COLMaIbHOE 3HaYeHNe. AyTeHTUYHON CUMTAETCsS MYy3bIKa, CO3-
JaHHAsl KPECTbSIHUHOM — MPEICTaBUTEIIEM HHU3KOTO COIMAIbHOTO
ciosi. bpynno HeTtn cipaBeaninBo oTMeuaerT: ,,yCTapeBILUM SIBISET-
Csl MHEHUE, YTO JIEPEBEHCKOE 00IIECTBO B CBOEM MY3bIKaJIbHOM OIbI-
T€ OAHOPOAHO, OHO CHUKAET MHTEPEC K TUYHOCTHU U MOJIPa3yMEBaeT,
YTO HApOJHAs KyJIbTypa cTaOuibHA U HEM3MEHHA, [T0OKa HE OCKBEp-
Hutcs BiusareM 3amana’” (Nettl 2005: 172). Ilo mHeHHnI0 Asekces
OO0yxoBa, TopojicKasi cpefia CriocoOCTBYeT aKIeHTy Ha ,,51”, a jepe-
BeHCKasi — Ha ,,Mb1” (O0yxoB 2006: 219). JleiictBuTtensHO, B [ py3un
HECMOTps Ha MPU3HAHUE UHCTUTYTA ,,lIONyINpodeccuonana’” MHEHUE
IPY3UHCKON 3THOMY3BIKAJIbHOM OOIIECTBEHHOCTH COITIACYETCSl O C
KPECThSHCKUM, HECHEIMAIUCTCKUM IMPOUCXOXKICHUEM IMOYTH BCE
IrPY3UHCKOM HapOJHOM MECHU.

CornacHo ,,ayTeHTUYHOCTH HAPOJHOTO TBOPUECTBA ITIABHBIM
JTOCTOMHCTBOM JICPEBHHU IE€peJl TOPOIOM SIBISIETCS TO, YTO OHA, ,,XO-
nonHas Kynbrypa” (mo JleBu-CTpocy) opueHTHpoBaHa OObIIe Ha
coxpaHeHue, yeM Ha Monudukanuto. [loatomy cenbckuii obpaser
XapakTepu3yeTcsi CTa0MIbHOCTHIO, IPEBHOCTBIO, CTAPOCThIO Tpa-
JIULUA. DTOT MyHKT B [ py3uM 4acTo OTMEYAIOT, KaK ,,apXaudHoe”.
[TousiTue ,,crapbie MecHU’ BCErjga acCOUMMPYETCS C HACTOSIIIUMHU,
CBOOOJIHBIMU OT BIUSIHUY MECHSIMHU.

['mOkas kK MHHOBALMSAM TOPOJCKAs MECHS CETOAHSI OTOXKAECT-
BJISIETCS, B OCHOBHOM, C pa3BJeKaTeIbHbIMU KaHPaMH. A Cello BMe-
maetT B cebe BCIO KAHPOBYIO MAJIUTPy HapoaHON Mys3biku. Cyiie-
CTBYIOT PUTYyaJIbHbIE MY3bIKaJbHbIe 00pa3Libl, KOTOPHIE 3a4aCTYIO HE
BOCIIPUHUMAIOTCS KPECThSIHUHOM KaK IECHH, HO SIBJISIOTCS AJIs1 HETO
CYIIECTBEHHBIM (hakTopoM HaeHTU(UKauu Tpaaunuu. [logoOHoe
WHTOHUPOBAaHHUE, OOYCJIOBIICHHOE >XaHPOBOW (PyHKUMeEH, TO €CTh
00BbIYHOM cpeaoi, SIBISETCS OJHMM M3 TOYHBIX TOKaszaTesel ,,ay-
TeHTUYHOCTH . OHO OOBEAMHIET KOHTEKCT M KOHCUTYAITUIO TPaIu-
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IMOHHOTO MYy3bIupoBaHus (AsnekceeB 1998: 60). B mecte ¢ aTuM,
aKLMOHAJIbHAs CTOPOHA PHUTyalla, IO CPABHEHHIO C TEKCTOM Oosee
koHcepBaruBHa (Bunorpagosa 1991: 36). O6s3aTebHBIM Kaue€CTBOM
TaKOM cpeJibl YacTO SBJISETCS CHHKPETUYHOCTb.

OnHUM U3 CaMbIX 3HAYUTENbHBIX KAaHAJIOB BOCIIPUSITUS ,,ay TEH-
TUYHOTO’’ CPEIY IICHUTENICH HAPOIHON MY3BIKH SBJISETCS OOIIHOCTD
TPAAUIIMOHHO-CTHIUCTHYECKUX (B TOM UHCJIE — UCTIOTHUTENBCKUX )
HOpM, €€ MY3bIKAJBbHBIN SI3bIK, B IIEPBYIO OYEPEb, B IOHUMAHUU
CTHJIMCTUYECKOTO uieHTuukatopa. M3 necen, co3maHHbIX U3BECT-
HBIMU TeBIaMH, Dauiep ['apakanua3e ayTeHTUYHBIMUA CYUTaeT 0o-
Jiee no3aHue 00paslibl, JUIIEHHbIC BIUSHUS €BpONeckoil pyHKIu-
oHanbpHOM rapmonn (I'apakanuaze 2007a: 34-35). Taxxe O60mbIIOE
3HaueHHe npupaércs mpobieme jaaa M 3BYKOpsiia B T'PY3UHCKOM
TpaguimoHHOW My3bike. Emé B 19-m Beke dompkimopuct-duiio-
JIOT ¢ MY3bIKaJbHBIM OOpa3oBaHueM llerps YMukamBuiu mucai:
,HoTHas a30yka BBeACHA JJIsI €BPOMEHCKUX TOJIOCOB M MYy3bIKH. K
3BYKaM TPy3UHCKOM TE€CHU U MECHONEHUM, €BPONEHCKUE HOTHI HE
nonxoaat” (baxranze 1986: 113). Ha cerogHst mo4T Bce COracHbI
C T€M, UYTO CTPOU I'PY3MHCKOTO TPAIUIIMOHHOTO MEHUS YETKO OTIH-
gaeTcst oT Maxxopo-muHopa (PKopnanus 1989: 39). CooTBeTCTBEHHO,
CHEIMAJIUCTHI MMOJIOKUTEIBHO OLIEHUBAIOT MPUPOIHYIO TEMIIEPALIUIO
pErHoHANbHBIX aHCAMOJIeH U TMONBITKH ,,lIPUOTMKEHNUS BTOPUYHBIX
aHcambOieil k crapbiM 3anucsaM. CTpeMieHHe K HapOJHOMY JIaay, K
MY3BIKQJIbHON JIEKCHKE TPSMOM MyTh K camoujeHTudukanuu. Kak
ormevaer Mocud Kopnanus, ,,KOHKpETHbIE MEJOAUM Jerde Ie-
peMelnatTes U3 KyJIbTYpbl B KYJIBTYpPY, [0 CPABHEHHIO C SI3BIKOM’
(Jordania 2011: 50).

Ha ¢one ,,momudpoHnIHOCTH’ TPY3UHCKON MECHH C TIpeIpac-
MOJIOKEHUEM STHOMY3bIKaIbHOH ,,M30pPaHHOCTH ’, BBICOKOXY/I0XKE-
CTBEHHBIE 00pa3IIbl CO CJOKHOM CTPYKTYpOIl CO CTOPOHBI CIlyIIaTe-
J51-,,lIATPUOTA” 3a4aCTYI0 BOCIIPUHUMAIOTCS OoJiee ayTeHTUYHO. DTO
HEKas TOMbITKa STHUYECKON Heanu3aliy XyJ0KeCTBEHHON peaib-
HOCTH.

Hapsiny ¢ My3bIKanbHBIM SI3bIKOM U IPYTUMH CPEICTBAMH BbI-
paXeHHUs, B MOHUMAHUU ayTEHTUYHOCTU B [py3un omnpenenéHHyIo
poJb urpaet Takxke (akrop ucrnonnutensd. [Ipoucxonut nenerupo-
BaHUE ,,HACTOSIIECTH O0OpPa3IOB IO OTHOMICHUIO K ABTOPUTETHBIM
neslaM (IpruMeyareabHo, YTO B aHIVIMICKOM SI3bIKE, OJJHUM U3 3HaYe-
HUH ,,ayTEHTUYHOTO” SIBIIACTCS asiiopuitieiiisiil). ENMHUYHBIC ,,HE-
tununblie nemeHThr” (Shugliashvili 2010: 299), B ocHoBHOM, Oec-
MPEMSITCTBEHHO MPOXOAAT (UIBTP ayTEeHTUYHOCTH, MOCKOJIbKY OHU
3apUKCHpPOBaHbI B MPAKTUKE aBTOPUTETHBIX ucronunutenen (Miro-
crpamus 1). 3mech ke Hy)KHO OTMETUTD OOIIMI aBTOPUTET MPEIKOB
HE TOJILKO CPE/IM CITyIlaTesiel, HO U CPeId HAapOAHbBIX UCTIOTHUTENICH.
ITo cnmoBam b. baptoka, st Hapo/ia IPEBHUM SIBJISIETCSI HE TO, YTO
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Wnmoctp. 1 AncamOib niox yripasienuem Bapinama Cumonumsmim (1925-1936)

MMEET COOTBETCTBEHHYIO MY3BbIKAJIbHYIO CTPYKTYpY, a TO, YTO BbIY-
yeHo B aerctse (baptok 1959: 28).

Ho aBroputeT 1 1uAepCTBO MHOI/A BHISBIISET AUCIPOIOPLHUIO
C ayTeHTHUYHOCThIO0. Hampumep, dacto Gonblieil ayTeHTUYHOCTBIO
XapaKTepU3YIOTCsl ONMUCAaHHBbIE DauiepoM [apakaHua3e HUCHOIHE-
HUS TeX aHcaMOJei, KOTopble He MMEJH SIPKO BBIPAXKEHHOTO JIHJepa
(2007a: 72).

Kpome nepeuncieHHbIX 3HaYe€Hui ,,ayTEeHTUYHOTO”, Ba)KHBIM
ABJIsIeTCA elE 0JJHO, KOTOPOE, BO3MOXKHO, B HEKOTOPOM CMBICIIE ,,330-
TEPUYHO” M UMEET TOJIBKO MY3BIKOBEIUECKOE 3HAUCHHE. DTO KaK Obl
KUBas PoJbKJIOPHOCTH 00pa3iia, B KOTOPOH MOIpa3yMeBaeTcsi Me-
TOJl YCTHOM MepeJayH U HeOrpaHMYeHHON penpoxyKIMH — MPaK-
THKa TBOPEHMSI 3aHOBO € KaXKIBIM pa3oM. ITO CBOCOOpa3HOE MOIM-
HOXKECTBO ,,00bIYHOM Cpeabl”.

B ycnoBusix coBpeMeHHBIX KOMMYHUKAIMI B YCTHOH nepeade
MOXHO MOJApa3yMeBaTh U OpraHU30BaHHOE YCBOEHHE MH(pOpMalUu
C TMOMOIIBIO ayIHO-BUIE0-PAIMO-TEIIEKAHAJIOB, a HE HEHABA3YMBO
BOCIIPUHSTOE 3HAHME HA OCHOBE HEMOCPEACTBEHHOIO HaOMIOACHUs
3a TpaJulMe, Tak Kak (hOIbKIOPHAsS UHTCHIIMOHAILHOCTh OCHOBBI-
BAETCs HE TOJBKO Ha MHTEPIIEPCOHAIBHYIO, & TAKXKE U HAa MACCOBYIO
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Tpancmuccuro. [loatomy B ,,ycTHOM mepenade” s Obl OApa3yMeBal
MPUPOHBINA, HEMOTHUBUPOBAHHBIA MPOLIECC NMPUHATHSA/BBIIAYN WH-
dbopmanmu (CBOCOOpa3HYO Mapaljieib MOKHO ITPOBECTH MEXTY U3-
Y4Y€HHEM MHOCTPAHHOTIO S3bIKA [0 YUYEOHHUKY U B YCIIOBUSX TOBCEI-
HEBHOU HU3HH 32 PyOCIKOM).

Pa3nble 3HaueHUS, HU B OTAECIBLHOCTH HU BMECTE, HE MOTYT HC-
Yyeprarb KOHIIENT ,,ayTeHTHYHOCTH . B cpene nroOuTenei u 1neHu-
TeJIe TPaAUuIMOHHON MY3bIKU [ py3uM KaKIblii TEPMHH, TPUMEHSI-
€MbIl K 3TOMY MOHSTHUIO, OOHApPY>KUBAET CBOEOOpa3HbIE ,,0CTATKH
KOTOpBIE BBISBISIOT 3HAKH CIIOPHOM MPUHAIJIEKHOCTH K cepe ay-
TEHTUYHOCTH U apealibl IePeCeUCHUs C HUM.”

Crnenytoniasi 1mocienoBaTeIbHOCTh OCHOBaHA HAa MO3TAaITHOM
OTrpaHHuYEHUU 00bEeMa ITOr0 3HAUCHUSI:

e AyrenTnuHoe (13 ceibckoe (HeypOaHHYECKOE, KPECThSIH-
CKO€); OCTaTOK (pa3HOCTh): TOPOJCKHE TPEXTOJOCHBIC Pa3I0JIbHBIC
necHu, nomyisipuple U B cé€nax Mmeperun (B 3amagnoi [pys3un,
1eHTp — ropox Kyrarcu), 1 Tak Ha3pIBaeMbI€ ,,IPy3UHCKHE Oasiubl”™,
a Takke (OopMbl, copepKalllie sIBHbIE THOPHUIHBIE AJIEMEHTHl — TO
€CTh, MHOXKECTBO, ACCOLIMUPYIOLIEECS C CEIbCKUM MTPOUCXOKICHUEM
HO — HE C ayTEeHTUYHOCTHIO.

e AyreHTH4YHOe []1 1peBHee (cTaOMIBHOE, ,,XOJI0HOE™’); OCTa-
TOK: CTapble aBTOPCKHUE MECHU TPAJAULIMOHHOTO CTUJIS, XapaKTepu3y-
IOLUIICSI HHOBALIMOHHBIMU JIETAJISIMU.

e AyTeHTHYHOe [1 (PyHKUMOHAJIBLHOE (MCIIOIHSIEMOE B OObIY-
HBIX YCJIOBHSIX); OCTATOK: MHTErpalysi B pa3BieKaTeIbHbIX U COITYT-
CTBYIOILIUX JKaHPAX.

e AyreHTu4Hoe []1 :kuBoe (poJibKJIOpPHOE (YCTHas Tepenada
U HeleJIeHaNpaBieHHas, HEOrPaHUYCHHAsI PENPOAYKIINA); OCTATOK:
CEroJiHs MyTeM €CTECTBEHHOM TPAHCMHUCCHH U BBIPAXKEHHONH UMIIPO-
BU3AIIMU [IEPEACTCs HEe TOJIBKO TPAJAULIMOHHBIN CTHIIb (DOJIBKIIOPA.

e AyTeHTHYHOe (] aBTOPpUTETHOE; OCTAaTOK: THHOBALIMOHHbBIE
MPOEKThl M3BECTHBIX MCIIOJIHUTENEH, KOTOpble MyOJiMKa MpUHsIIA
OecrnpeKoCIOBHO: aHCaMOIb YOHTYPHUCTOK IOJT PYKOBOACTBOM ABK-
ceHTus Merpenuzase, co3laHHbIe PYKOBOJAUTENEM 3araHO-Ipy3uH-

2 Eciu mOHATHE ,,ayTeHTHYHOE” PacCMATPHBATh KAK MATEMATHUECKOE MHOKECTBO, TO
€ro coziepKaHue OTIMYACTCS OT COAEPIKAHUSI MHOXKECTB, ONPEAEIIeMbIX HIKEYKa3aH-
HBIMHU TOHATHAMH (CeJIbCKOe, JpeBHee, (PYHKIHUOHAIBHOE, )KUBOE (POJIBKIOPHOE, aB-
TOPUTETHOE, pa3BUTOC). MHOXECTBO 3HAUCHHUIA ,,dy TCHTHYHOTO’” COBITAIaCT YaCTUIHO,
TO €CTb, TOBOPSI HA MAaTEMaTHYECKOM SI3BIKE, IEPECEKACTCS C KaXKIBIM U3 MHOXKECTB
OCTaJIbHBIX MOHATHUH, CO3/1aBast OCTaTOK (Pa3sHOCTh); €r0 COCTABISIOT SIBICHUS, HE OX-
BaYCHHBIEC BBIICYKa3aHHBIMU MOHATHAMHE. (BpIpaxkaio nmpusHaTenbHOCTh M Onaronmap-
HocTh JlyHe TpyTHH 3a KOHCYJABTALMIO IO BOIPOCAM TOJIKOBAHUS MAaTeMaTHUCCKHX
BBIPOXEHUI; ipum. ped.).

3 3Hak mepecedeH s MHOKECTB.

I'py3unckuit HaponHblil BapusiHT Makama basu.
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CKoro sTHorpaguueckoro xopa /[3yky Jloiya, momyppu HapoaHbIX
IIECeH MY)KCKOIO pernepryapa, ucrnonHeHue nesuueil Mapo Tapx-
HUILIBWIN U T.1.

e AyreHTH4YHOe [1 pa3BuTOe (CIOXHOE, ,,pernpe3eHTadenb-
HOE”’); 0CTaTOK: JTI000I Majopa3BUTHIM 00pasell, KOTOPHI Ha CIIEHE
»»JUCKPETUTUPYET IEHHOCTh ~ IPY3UHCKOU MECHHU.

Cuniakiiuka ,,ayieHmu4Hozo”

EcrecTBeHHO, UTO ,,ay TEHTUYHOCTB , KaK 3HAK, XapaKTEPU3Y-
€TCsl CUTYaTMBHOCTBIO — BBICOKOM CTENeHbIO IacTuyHocTH. OHa
€CTh HEKOE NIEPEMEHHOE, SIBIISIACH PEJIITUBHBIM B IUIAHE COL[UATBHBIX
cutyaruii. BeposaTHO, IMEHHO IMOATOMY 3TO MOHATHE HE TakK TIIy0o-
KO M3y4ajioCh B IPY3MHCKON STHOMY3BIKOJIOTHH (B 3TOU CBSI3U OYEHb
BaKHBI paboThl O. ['apakanuase, UMsi KOTOpPOro B [ py3un cuutaercs
dopriocTom ayreHTHIHOCTH; Vmoctparus 2).

[ToMuMO TMHAMUYHOCTHU, TOHATHE ,,ay TEHTUYHOE  XapaKTepH-
3yeTcsi U 00bEMHOCTBIO, TaK KaK MUCTOIb3YETCsl B PA3IMYHBIX HHTEP-

Wnmoctp. 2. Dnumep Fapakanunze (1957-1998)

nperanusx. BelieHa3BaHHbIE KaYeCTBa ,,dy TEHTUYHOTO™” MOXKHO pas-
JIeJTUTh HA TPHU spyca Ha OCHOBE WHTEpHpeTanuii: 1) ITHUYeCKue
O3HAYaKOlIHe: YTHUYECKOE, CeIbCKOe, TPAAUIIMOHHO-CTUINCTHYE-
ckoe; 2) O3Hayamomue TPaguLMH: CEIbCKOE, cTapoe, (yHKLIHO-
HAJIbHOE, TPAJAULIMOHHO-CTHIMCTUICCKUE, )XUBOE (PONBKIOpHOE; 3)
Os3Hayalomue My3bIKaJIbHOIO SI3bIKA: TPAAUIIMOHHO-CTUIINCTHYE-
CKO€, aBTOPUTETHOE, PAa3BUTOE.

Takum 00pa3oM, TPaAMIMOHHO-CTHIIMCTHYECKUN KOMITOHEHT
,»AYTEHTUYHOTO” SIBJISIETCS aKTUBHBIM Ha BCeX Tpex spycax. Mcxons
U3 3TOTO MOXKHO CJZieJaTh BBIBOJ, YTO TPAAUIIMOHHBIM CTUJIb BbIpa-
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Kaer ,,ayTeHTUYHOE™ KaK KOHIENT HanboJiee TOYHO. 3HAYUTEIbHBIM
SIBJISIETCSL B TOM OTHOLIECHUH U O3HAYAOLIEe ,,CeIbCKOe .

OnpenenéHuplii HHTEpEC MPEACTaBIsIeT U TO, HACKOJIBKO CO-
MIOCTaBUMBI BBIIICYIIOMSHYTbIE 3HAYEHUS C IOHSATHEM ,,[IOAJTMHHOE”
(TO-TPY3UHCKU HAMOS8UIU — TIOAJIMHHOE, HACTOSAIIIEE), KOTOPOE SBIIS-
€TCsl caMbIM aJIeKBaTHbIM CHHOHMMOM MEXyHAPOJHOTO TE€PMUHA
,»ayTEHTUYHOE .

OO6paryM BHUMaHHE W HA TO, YTO B MOHSATHH ,,ay TEHTUIHOTO”
KaK ,,[TI0JJTMHHOTO” 3HaK MKOHBI Mpeo0iaZiaeT B CIEAYIOMINX 3HaUe-
HUSX: (YHKIMOHAJIBHOE, TPaJAULUOHHO-CTHUIIMCTUYECKOE, KHBOE
(boNBKIOpHOE; UHAECKCHBIN 3HAaK BBIXOAMUT HA MEPEIHUN IJIaH B Ciie-
IYIOIIUX 3HAYEHUSX: STHUYECKOE, CENIbCKOEe, JPEBHEE; a KaTeroOpuu
,»aBTOPUTETHBIE” U ,,pa3BUThIC” HOCSAT KOHBEHIIMOHAJBHBIA Xapak-
Tep, [JIe MPeBaIUpPyeT CUMBOIL.

Takum o0pa3oM, camMbiM MOTHUBHPYIOIIMM W IKOHOMHYHBIM
3HAYEHUEM ,,ayTECHTUYHOTO KaK ,,JTOJJIMHHOTO” SIBISETCS BTOPOU
ApyC U3 BBILIEHEPEUUCICHHBIX — ,,TPAAUIIMOHHBIN~ B MOHUMaHUU
TPaJAULIMOHHOTO CTWIA U (PYHKIIMOHAIBHOCTH (HA 3TOM 3Tare Moj-
MHOKECTBOM MOCJIEIHEr0, OCHOBBIBASCH HA MPUHIUI CUHTE3a, BOC-
MIPUHUMAETCS U ,,CEITBCKOCTh” U ,,)KUBOH (POJIBKIOP”).

TpaaAUIIMOHHBINA CTUIIB COIEPHKUT TAKKE ITHUYECKUE U MY3bI-
KaJIbHO-S13bIKOBbIE KOMIIOHEHTBI, IMEHHO I103TOMY B MUPE 3THOMY-
3bIKM OH HauOoJiee TOYHO UACHTU(DULIUPYET ONpeAeaEHHYI0 MYy3bl-
KaJibHY10 Tpajauuuio. C Ipyroil CTOpOHbI, B CaMOW TPaIULIMM IS
HauboJee aIeKBaTHOTO OMPEEIICHNS ayTEHTUYHOCTU Mbl IIPUMEHHU-
71 Ob1 QYHKIIMOHATBHO-MOTHUBAIMOHHYIO chepy (Hampumep, cpenu
UCIIOJTHEHHBIX Ha CIieHe Oosiee ayTeHTUYHBIM SIBIISICTCS LIyTOYHas,
caTUpUyYecKasi MecHs, KOTopas U B HApPOJHOM OBITY MOApPa3yMeBAET
ayJIUTOPHIO, YEM PUTYyaJIbHAA), B IOJMHOKECTBE KOTOPOii, COTJIACHO
MPUHIIUITY CUHTE3WPOBAHUS, MOJIPa3yMeBaeTcsi H ,,CeNbCKOCTh , U
,JIPEBHOCTL” U ,,yCTHas nepegada’. Kak Mbl BUJUM, TIOHSITHE ,,ay TCH-
TUYHOE” MPHUMEHSIETCS B JIByX 3HAYCHUAX — KaK caMOUJEHTH(UKa-
TOp, Tak U ayreHTU(uKaTop. O0a ATH MOHATHS JIETKO 00BETHMHIIOTCS
B ,,TPaIUIIMOHHOE” (BTOPOH SIPYC), KOTOPOE U B IJIaHE BHIIIICHA3BAH-
HOUM OWHApPHOW ONIO3UIIUK TIPEICTABIAET COO0H camoe aeKBaTHOE
3HAY€HHUE ,,ay TCHTUYHOTO .

B TpaauuMoHHBIX TPY3UHCKUX MTECHONEHUSIX CPEeIU ITUX JBYX
XapaKTEePUCTUK ,,ayTEHTHUHOE™ OMPEIeNAeTCs TONbKO ,,TPaAUIIMOH-
HBIM”, TaK Kak ,,QyHKIIMOHAIbHOE” O0ECIIEYMBAETCS CaMbIM perJia-
MEHTOM 3TOT0 IJIACTa.
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[IparmaTuka ,,ay TEHTUYHOTO

Kak BocmpuHuMaeTcs MOHATHE ,,ayTEHTUYHOE HCIOJHUTE-
asmu U cinymareniMu? C y4eToMm ,,ayTEeHTUYHOCTH BbIIIE€yKa3aH-
HbI€ MYHKTBHI [0 Pa3HOMY BOCHPHUHUMAIOTCS KaK CIyllaTeseM, Tak
U HCIIOJIHUTENIEM CIIEAYIOIIUX pPa3psaIoB: a) HOCUTENb TPAIUIIMH;
0) mo0uTeNb; B) CHEHAIUCT. XOTs nofAo0Has quddepeHunanus He
YKa3bIBaeT Ha TO, YTO OJIHO U TOXKE SIBJICHHUE: JTIOOUTEH U 3THODOD,
WIM CHEIHUAIUCT U JIIOOUTEIh JOJKHBI OLEHUBATh ayTEHTHUYHOCTD
00s13aTeNbHO TMO-pazHoMy. s HOCUTENsT TpaauIuu ,,IIOAJIUHHBIN
(,,ayTEHTUYHBIN’) yallle BCEro O3HayaeT ,,JPeBHUH~ U ,,Ipy3HH-
CKUI”, TOrna Kak JIIOOUTENb OApa3yMeBaeT ,,ayTeHTUYHBINA ellé U
KaK ,,HEMPUYKPAIICHHBIN’, XOTS, KaK 0OBIYHO, JTIOOUTENH JTOBEPSET
OTIPENIENICHUIO CIEUANINCTa 3TOT0 MHOCTPAHHOIO TEPMHUHA, KOTO-
PBIN Ha CETOAHS TOXK/ECTBEHEH C ,,TPAJIULIUOHHO-CTUIMCTUUYECKUM
U ,,)YHKIIMOHAIbHBIM .

,AyTEeHTUKa” oOINpeAesieT aJeKBAaTHbIA MOHATUIO ,,[TOJUIMH-
HBIM~ TPaJMLIMOHHBIA CTUIb U €r0 (PYHKIIMOHAIbHOCTh YEThIPbMS
OCHOBHBIMH KPUTEPHUSMH: a) HCTIOJTHUTENb; 0) MOTHUBAIIUS; B) peTiep-
Tyap; T) IpOsIBICHHUE.

Aymentuynolti ucioaHuiuens

Kto siBAsieTcst ayTeHTUUHBIM HUCIIOHUTENIEM HapOIHON My3bI-
ku? Vcxoast U3 BBIIIECKA3aHHOTO — TOT, KTO 0€30 BCSKUX YCHUIIH,
MIOCPEJCTBOM YCTHOW Nepeaayu, NOAyYusI OT MPEAKOB OIBIT TPaIu-
[IMOHHOTO MHTOHUPOBAHUS U CErOJIHS UCIIONHSET ero 0e3 yCuiIuii u
MOTHBAIMi U3BHE. TaKUX UCIIOTHUTEEH CErOAHs HE TaK MHOTO — B
OCHOBHOM, B TOpHBIX peruoHax ['py3un. Kpome onpeneneHHbix uc-
KIIIOUEHUH, UX HE yJaeTcsl yBUAETh Ha clieHe. CI0KHO MPUYUCTUTD
K TUIIMYHO ayTeHTUYHBIM CETOAHSILIHUX UCIOJIHUTENEH: cBaHa Hc-
nama ®Oundanu, merpena [lonukapne XyOynasa, kaxeTHHIIa AHAPO
CumamBuny, rypuiines Tpuctana u I'ypu Cuxapynuaze - mooute-
Jeil U Tpaauuui U HOBUIECTB, cepa AEATeIbHOCTU KOTOPBIX CBS-
3a”a co cueHor (MasrocTpanus 3; CTOUT OTMETUTD, YTO CTATyCOM
»MEXKIyHApOIHOro OpeHsa” MOoJb3yeTCcsl B OCHOBHOM HMMEHHO 3Ta
YeTBepKa MYy3bIKaJIbHbBIX TUAJIEKTOB).

Ayiuentuuunasn momueayus / Oynkyus
B KOMMyHUKaTHBHOM acHEKTe BBIJEISIEM IBE OCHOBHBIC TPYyTI-
bl MOTUBAIMI TPAIUIIMOHHOTO MY3UIIMPOBAHUS: penpe3eHTATHB-

HbIH (OJBKIIOp, CBO€OOpa3HBIN ,,9KCTPABEPTHHIN, U CHOHTAHHO
BO3HUKAKIIM, ,,cAMOIOCTATOYHBIN ", ,,AHTPABEPTHBIN " (POITBKIIOP,
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KOTOPOMY YZIauHO COOTBETCTBYET IIOHSITHE ,,[TIOBCEHEBHBIC KYIIBTYP-
Hble npakTuku” (S apeimaukosa 2008: 10).

Wmroctp. 3. Tpucran u I'ypu Cuxypamunze u [Tomukapre XyOymnasa (2013)

Bo3MoXxHO, ayTeHTHYHOCTh OOJbIIIE CBOHWCTBEHHAa BTOPOM
rpymnme, XoTs 4€TKOM rpaHu MEKy MOTHBalMsIMU HeT. B rane nuy-
HOM MOTHBALIMU B TPAJUIIIOHHOM MY3ULIMPOBAHUU MOXHO BbIIETIUTh
TPH TPYIIIL: NOAeP:KUBAIOIIAA TPATUIHUIO (KYJIbTOBAs), YTHIIH-
TAPHOCTH WK ObITOBOW MpUOBLIM U 3cTeTHdYeckasi. [locrmennee
MO>KHO pa3JIe]UTh Ha JBa BEKTOpa Mo uHTepecaM. [leno B Tom, 4ToO,
KaK y UCIIOJIHUTEJIEeH, TaK U y CiIylIaTesnel (KpUTUKOB) ICTEeTUYECKas
MHTEHIIMOHAIBHOCTD, Ta K€ MOTHUBAIMS, IPU 3ByYaHUU HAPOAHBIX
00pa31oB, MOXKET UMETh KaK MY3bIKaJIbHO-XyJI0KECTBEHHbIN, TaK U
sTHOrpaduyueckuii xapakrep. BoileynoMsHyTbie OCHOBHBIE MOTHBA-
MY B iepeunciaeHHbIX y Anan [1. Mepuam (QyHKIHMSIX My3bIKH pac-
npenestoTcs ¢ ocrarkoMm (Merriam 1964: 222-227). U ato octartok
Kak pa3 ,,yTWJIMUTapHON MOTHBALIMH.

BrlmieynomMsiHyThie TpU OCHOBHBIE MOTHBALIUU B Ka)KJIOM KOH-
KPETHOM CJIyyae COy4acTBYIOT B pa3HbIX JoJisix. CpaBHUTENBHO (a
HE B a0COJIFOTHO) YHCTOM BHUJIE ,,2CTETHUECKYI0 MOTHUBALIUIO MOKHO
BCTPETUTH BO BpeMsl 3aCTOJIMI, MyTEIECTBUN WM B MECHSX, UCIOI-
HSAEMBIX B Y3KOM KPYTy OJMM3KHX (XOTs B Ciydae 3acTojibs (paKkTop
MIPEEeMCTBEHHOCTH, TPAAUIIMOHHOCTH U HA CETOJHS 10CTATOUYHO 3Ha-
9uM). ,,OcTeTUYecKas” MOTHBAIUs TPY3MHCKOM MY3BbIKAJIBHOW Tpa-
JUIUN U CETOAHSI MOILIHBIM 3THUYECKUI MHAMUKATOp Ha (oHE pac-
najga Tpaauuuii. B ropomax m B pallOHHBIX IIEHTpax MO Ced JeHb
MOMYJISIPHBI AETCKUE KPY>KKH HAPOJHBIX MECEH U TAHIIEB.
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JloMuHUpOBaHUEM ,,KYyJBTOBOW~ MOTHBAIlMM OTIWYAKOTCS
BEJIMYAJIbHBIC TIECHU Ha PEJIMTHO3HBIX Mpa3aHukax B CBaHETHH,
Kaxetun n B ropax BoctouHoii ['py3un, KOTOpbI€ UCIIOIHSIOTCA Y
XPaMOB WJIM )K€ B HAPOAHBIX KYJIBTOBBIX IEHTPaX xaitu (KyJIbTOBOE
COOpY>KCHHE, MECTO IOKJIOHECHHS, HOCHBIIIEE U XPHUCTHAHCKHUE, U
si3prdeckue 3eMeHThl). C 60j1ee paBHOIIEHHBIM CMEIICHUEM ,,ITPH-
OBUTBHOW ™ U ,,KYJITOBON” MOTHBAILIMK BBIICIISIFOTCS IIECHU, CBSI3aH-
HbIE C OOpsaaMH JiedeHUs OT MHGPEKIIMOHHOW OOJIe3HU, BBIMAJIU-
BaHMS XOPOIIICH MOTO/bI, TpaypHbIC MWW CBaJAeOHBIC [IEPEMOHUH,
3aKJIMHaHUsA. MoTuBamus ,,0bITOBOM MPUOBLIA’ WU ,,YyTHJIUTAPHO-
cTh” TIpeodiiaiaeT B KONBIOCTBHBIX TECHSX, a TAK)XKE B )KCHCKUX U
MYXCKHX WHTOHUPOBAHHSAX BO BPEeMsI MHIWBHUAYAJIBHOTO WIIA KOJI-
JIGKTUBHOTO TPY/a.

B wmy3unupoBanum 0€3 MarepuaIbHOTO BO3HATPAKICHUS
,OCTETUYECKass® MOTHBAIM TpeodsagaeT Haj ,,IpUObUIBHON W
MIPUTECHSAET ,,KYJIBTOBYIO” B CJIEIYIONIUX MOATpyIIax oOIIeCIeHH -
YECKOTO JKaHpa: KOHIEPTHO-IIPE3CHTATUBHBIN, TaCTPOIBHBIA, TypH-
CTUYECKHU, PECTOPAHHBIN, KaHP COMPOBOXKICHUSI MEPOTIPUITUH. A
B ClIy4asX MaTepuUalibHO OIUIAYMBAEMOI0 HCIIOJIHECHHS — HA00OpOT,
MOTHBAIIUSA ,,0bITOBOM MPHUOBLTH’ BBIXOJIUT HA TIEPBBIN TUTaH. Takke
HaJI0 OTMETUTH MPAKTUKY PENETUIIMN U CTYJAMHHBIX ayIHuO03aIluCeH,
B KOTOPBIX TaK)Xe JOMHHHUPYET (PaKTOp YTHIMTAPHOCTH. SICHO, YTO
MePEYNCIICHHBIE TPYIIIbI 00YCIOBIEHBI COBPEMEHHBIMU PEaTUsIMH.
MMeHHO HOBIIECTBAa B KOMMYHHMKAITMOHHOW METOAOJIOTHH BBI3bIBA-
10T U3MeHeHus (onbkiaopHoi napaaurmel (Hekimromos 2002: 4).

Ayuientiuunolii peiiepuiyap

[Ipu xapakTepucTHKEe ayTEeHTUYHOIO pemnepryapa, Hpexae
BCEr0, YYUTHIBAETCS COOTBETCTBUE MY3BIKAJIILHOTO U BEpOAIIbHOTO
TeKcTa oOpasla ero couuanbHO ¢GyHKIMU. Takoro poga cooTBeT-
CcTBUE NpU (YHKIIMOHATIHLHOM HCIOJIHEHHH COXPAHEHO B KYJIBTO-
BO-IIPOCUTEIbHOM MHTOHHPOBAHUHU, a TAK)K€ — B KOJBIOCIBHBIX, B
CaTUPUYECKUX, B TPAYPHBIX MECHAX U B 3aKJIMHAHUIX. ITU COOTBET-
CTBUSI YACTMYHO COXPAHEHBI B CBaJCOHBIX, MOXOAHBIX U TPYAOBBIX
necHsx. He UMeroT cTporo onpenenéHHON COMAIBHON Cpeibl (M
OHa yTepsiHa) Oasutaipl, TMPUUECKUE, MaTPUOTHUYECKHUE (C TTOCBSIIE-
HUEM) MECHU U TEeCHU AMIAKTUYECKOro Xapakrepa. UTo kacaercs
JO00OBHBIX MOTHUBOB, TO OHU B IPY3UHCKHUX HAPOAHBIX MECHSX JIHIIIE-
Hbl MHTUMHBIX KOMIIOHEHTOB M TOIOTCS MyOIUYHO, U 00BEINHEHBI
C BbIIICHA3BaHHBIMU (PYHKIIMOHAIBHO aTpO(GUPOBAHHBIMU MECHIMHU
B OOIIMIA pa3BiIeKaTeNbHBIN kaHp. UTO Kacaercsl perepryapa, rie
TEKCT U (QYyHKIUS SBHO HE COOTBETCTBYIOT APYT JPYTY, OH JIOBOJILHO
00BEMHBIH.
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Cuennueckuii periepryap B I'py3un B OOJBIIMHCTBE CIllyda-
€B BOCIIPMHHMMAETCS KaK ,,KAHOHUYECKUN~ — OPUEHTHUPOBAHHBIN Ha
HOTBI WJIM Ha ayJAMO03aIluCH, UCTIOJIHAEMbII PU3HAHHBIMHU aBTOPUTE-
Tamu. Takoro pojaa ,,kaHoHu3anuw’ Daumep [apakanuaze (20076:
79) cumTaeT XapakTEPHOW YEPTOM BTOPUYHOTO HCIOJHUTEIHCTBA.
Ho sra ,,xanoHM3a1Ms”’ 9aCcTO BOCIPHUHUMAETCS KaK 0TOOp OHOTO U3
HECKOJIbKUX BapUAaHTOB 3a CUET UTHOPUPOBAHUS JIPyroro (MHe Y-
HO YacTO IPUXOAMUIIOCH BCTPEUATHCS C BBIPAKEHUEM ,,HEPaBUJIIb-
HBII BapuaHT’). XOTS ,,KAHOHUYECKUHN’, KaK MOHSATHE C HETraTUBHOU
KOHHOTAIIMEH, MOXKHO paccMaTpuBaTh TaKXKe Kak epMaHeHTHoe, 0e3
M3MEHEHUs, KOIMMPOBAHUE OJHOTO BapUaAHTA.

[IpumeuarensHo, YTO OOIIETIPUHATOE MHEHUE 00 OOyueHHUs
MIECHU YCTHBIM 00pa3oM, IO CTapbIM ay/no3amucsM, 0e3 y4UThIBa-
HUSl HOT, 4aCTO BBOJUT B COOJa3H co3JIaHUsl TBEPAOrO IIaliioHA.
Mosnoaéxxubple aHcaMOIi CO3/1al0T KOIUHU M3 BBIIICYTIOMSIHYTHIX Ba-
PHAHTOB, U 3TOT (aKT MHOTJA MOAYEPKUBACTCS BO BpeMs 0ObsBIIe-
HUSl HA3BaHUA MECHU Ha clieHe. XOTs 3Ta TeHJAEHLHUs, K CYacThlO, HE
TOTaJIbHAS.

Ilposenenue

HecmoTpst Ha TO, 4TO HCTOYHHKOM pPEIIaMEHTa MCIIOTHUTEIh-
CTBa SIBJIIETCS] UCIIOJHUTEINb, CPENla U pernepryap, B Oecenax ob ay-
TEHTHYHOCTH B TPY3UHCKOM MY3BIKQJIBHOM OOIIIECTBE, B OCHOBHOM,
yaensieTcsi BHUMaHue (GopMe W MaHepe MCIOJHEHUs. B ycioBusx,
YCTaHOBIICHHBIX UCIIOJIHUTEIHLHO-PENEPTYapHO ayTEHTUKHU, TO K
camMoe MOYKHO CKa3arh U O MECHOINEHUsX. B cBOI ovepens paccyk-
JeHHUs 00 ayTeHTUYHOCTH TPOSIBICHHS, B OCHOBHOM, OTHOCHUTCS K
chepe ,,bonpknopusma’ (3emmoBckuii 1982: 10). Bunumo, takoi
BEKTOP BHUMaHHUsI 00YCJIOBJICH CICAYIONIMMHU (HaKTOPAMU:

A) OO6pa3smnpl TexX >KaHPOB, KOTOPbIe ObLIN 3a()UKCHUPOBAHBI B
CTapbIX KCIEAUIIUOHHBIX 3aIUCSAX, HO HE BKIIOUCHBI B CETOJHSIII-
HUI clieHn4eckuil opmar, MaounciieHHb! (OOJBIIMHCTBO CTaphIX
TUPXUPOBAHHBIX 3alUCEH MpeIHa3HAYCHBI UMEHHO ISl CIICHHYE-
CKOTO UCIIOTHEHUS );

b) HecoorBeTcTBHUE ¢ TpaguIueii B CMBbICIIE HCIIOJTHUTEIbCTBA
Oosee penbeHO MPOCISIKUBACTCS UMEHHO B CIIEHUYECKOM (POJIb-
KJIope.

B) Bo3M0OXHOCTB BO3/I€MCTBUS HA 3TH HECOOTBETCTBUS UMEET-

Csl IMEHHO B CIIEHHYECKOM (hOJIBKIIOpE, a HEe B MHOT/A Ooee ,,ucKa-
KEHHOU ™ )KUBOM TPaJUIIUHU.
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BOT myHKTBI, KOTOpbIE Yallle BCEro CTAHOBSTCS MPEIMETOM
KPUTHKU CHEIHAIUCTOB OTHOCUTEIBHO BTOPUYHBIX HCIIOJHUTEICH
IPY3UHCKUX TECEH:

o Jlupu:kép. Hao oTMeTHUTB, 4TO TaKOE PYKOBOJICTBO (0COOCH-
HO C YKa3aHHEM HIOAHCOB) YK€ HE ,,MOAHO”". XOTsI BO BTOPUYHBIX aH-
caMOJISIX YacTo 3aMeYaeM CKPhITOE JUPHKUPOBAHUE €J1€ 3aMETHBIMU
JBUKEHUSIMH, YTO, B CYHIHOCTH, HE BOo30OpaHsercs. Takxe ,,J103BO-
nseTcs’’ ToKa3 TOHAIBHOCTH 3areBajie. XOTs JaHHOE JeicTBue (ak-
TUYECKU MOHUKAET POJIb CONMCTA, TPAAUIIMOHHO BEAYIIETO MECHIO.
Yopék K AUpuKEPCTBY M0 MHEPLUU MOIy4daeT U pereHT xopa. Ilox
BJIMSIHUEM HApOAHOM HCIOJHUTENBCKOM MPAKTUKH MHOTHE IyMaloT,
YTO B MIECHOINEHUAX UMITPOBU3ALIMS B KAJKIOM KOHKPETHOM HCITOJTHE-
HUM SIBJISIETCS IEpBOCTENEHHOM 3aiadeid. Ho 3To He Tak.

e OqHOBpeMeHHOe HAYa/10 NecHU. [ py3uHCcKas MecHs Hadu-
HAETCS OJHOBPEMEHHO BCEMU T0JI0OCAaMH TOJIBKO MPU HATUYUH JU-
prképa WM MHCTPYMEHTAIBLHOTO BCTYIUIEHHUSA. XOTS B HEKOTOPBIX
MECHSX, [0 MPUYHUHE UX ,,LOPOACKOTO MPOUCXOKICHUS (K IPUMEpPY:
nomnyJsipHasi Apiuu 6apou) OJHOBPEMEHHOE HAyajlo BCEMH ToJjioca-
MU, B IUIaHE Ay TEHTUYHOCTH, I0YEMY-TO HE CUMTAETCS HEIOCTATKOM.
OpHOBpeMEHHOE Hayajlo — MPHUBBIYHAS MPAKTUKA B MECHOIMEHUSX.
Xots B cambIx Mo3aHKX 3anmucsx (1945, 1966), B crune [llemoxmeou
(omMH U3 TPEX MEBUECKUX CTUIICH IPY3UHCKON 1IEPKOBHON MY3BIKH),
bukcupyeTcsi Hauaja0 BEPXHUM TOJIOCOM, YTO TOBOPHUT O €T0 JIUJIEP-
CKOM (DyHKIIMHU B YCJIOBHSIX OTCYTCTBHSI U€TKO BBIJECIEHHOTO CTaTy-
ca perexra.

® YTO/IéHHBbIE BEPXHHeE T0J10ca. B rpy3uHCKUX TpEXTOI0C-
HBIX [IECHAX BO BCEX YTOJIKaX CTPaHbl XapaKTePHO UCIIOJTHEHHE BEPX-
HUX TOJIOCOB conucTamu. Torna Kak yarie Bcero 6anu (HU3KUM rojoc
— 0ac) UCTIOHAETCS HECKOJIBKUMU TIeBIaMu. J{J1st 6:1aro3Bymsi HEKO-
TOpbIE aHCAMOJIM B HEKOTOPBIX MECHSIX U CETrOJHs YTOIILIAIOT BEpX-
HUE T0JI0Ca, YTO OTPAaHUUYMBACT 32 KaXIbIM Pa30M UMIIPOBU3ALIUIO U
BO3MOKHOCTH ,,aBTOPCTBA”. XOPOIIIO, €CJIM ATOT PENIAMEHT CTPOTO
3alUIIEH, HO B IPUPOAHBIX YCIOBHSIX: BO BpEeMs 3aCTOJbsI, XOPOBOAA
WM MyTEIIeCTBUS 3TO TPYIHO KOHTposupyeTcs. Hanndaune KoHTpouis
TYT TOJBKO OCIIOKHUT, a He peiuT npodiemy. [1o Bbilen310xeHHOI
WHEPLNHU, YTONIIEHNE BEPXHUX IOJI0COB MHOT/A CYMTAETCS HENpH-
€MJIEMBIM U B TIECHOTIEHHUAX. DTOT MOIXO/1 OIIPaB/IaH B TAKOM IJIacTe,
r7e HOThI (PUKCUPYIOT MOMEBKU UMITPOBU3AIIMIOHHOTO THNA (Camuise-
HeOYU, TO €CTh B ,,pa3BUTOM CTHJIC). A B IPOCTOM CTHJIC ITECHOTIE-
HUH 3alpelieHre yTONIIEHNE BEPXHUX IOJI0COB HE MMEET HUKAKOM
00BEKTUBHOMN ITOYBHI 110/ COOOIL.

e [eHgepHasi NpUHANJIEKHOCTH penepryapa. B rpy3uHckux
MECHSAX KEHIIUHBI U MYXXYHUHBI OOJIBIIMHCTBE CIy4YaeB MOIOT IO OT-
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nenbHocTH. COBMECTHOE UCIIOTHEHHUE Yallle BCEr0 BCTPeyaeTcs B ce-
MEHHBIX WJIN e B XOPOBOAHBIX MECHSIX. B coBeTCKOe Bpems TakoMy
perniaMeHTy He MpuJaBajid OOJBIIOrO 3HAYEHHUs, U UHEepUus OT Ta-
KOTO TIOAXOZa WHOTAa HAOMIOMAeTCsl U Ha CETOHSAIIHUM JeHb. XOTA
B psiJie CIy4yaeB Mbl BCTpEUYaeMcs U C MPOTUBOMOIOKHOIOIIOCHBIM
MHEHUEM, OCHOBAHHOM Ha aOCOJIIOTHU3AallMM HU30JIMPOBAHHOTO IIO
MIPU3HAKY FeH/iepa UCTIOIHEHUSI.

B 370l CBsI3M HAJI0 OTMETUTH, YTO )KEHCKHUI HAPOJHBIN pernep-
Tyap B [ py3un B TeueHHE MHOTHX JIET OAABIISIICS HA (POHE aKTUBHOI
3allMCU U PENpPOAYKLHUHU Pa3BUTOro Myxckoro nenus. Ilo Bceil Bu-
JTIUMOCTH, TOT (aKT 00yCIIOBJICH 3aKPBITOCTHIO JKEHCKHX COOPOB HA
(boHE OTKPBITOTO MYXCKOTO MY3UIMpOBaHUS. ,,HariocTs” MyK4uH
Jlake JIollIa 10 TOro, YTO OHU Mepereiar MHOTHE JKEHCKHE TMEeCHHU,
K IpUMEpY KOJBIOENbHYI0 HaHa (B TPEXTOJOCHOW BEpCUHU) U cucd
wiypa, TPYIIOBYIO TECHIO eyKVHAI Kakyiueoc, OOpsaaoBbIe JIeUeOHbIC
MIECHH caboouwio, 0amnany Matepu mupanlyna u npyrue. UaTepecHo
TO, YTO y CIICLIMAJIMCTOB HE BBI3bIBAET MPOTECTA MCIOIHEHUS ITUX
MEeCEeH MY)XYMHAMH U 3TO CTaJ0 TpaaulUeil, HECMOTPSl Ha TO, YTO
OHHM TIOIOTCSI OT UMEHHU KEHILIUHBI B MIEPBOM JIHLIE (CailpuHou, waso
Mepyxano, 2awixyania Moko, u T. 11.).

e ABropckue necHu. ComiacHO OJIHO3HAYHOMY IMOHMMAaHHUIO
CTapOMOJIHOTO KPUTEPHUS ,,aHOHUMHOCTH ’, TIOJ ,,ay TEHTUYHOCTHIO”
MO/APAa3yMEBAIOT TOJIBKO ,,yoKe€ cymiecTByromuii”. ITloatoMy uacto
(bONBKIOPHBIM, JlaXkKe B MEPCIEKTUBE, allpUOPU HE CUMTAETCS HOBO-
co3/aHHoOe mpousBeneHne. Ho OCHOBHBIM MEXaHHW3MOM HapOIHOTO
TBOpYECTBa sBJIsieTcs mpeoOpa3oBaHue, a He co3nanue (borarteipes,
Axobcon 1971: 9; 3emnoBckuii 1977: 62). Dnumep ['apakanumaze
TaKKe JI0IyCKaeT BO3MOXKHOCTb ,,ayTEHTUYHOTO”’ BOCIIPUSATHUS MIECEH
C 2JIEeMEHTaMU UHHOBAIMH, HAITMCAHHBIX U3BECTHBIMH UCTIOTHUTEIIS-
mu (I'apakanumze 2007a: 34-35).

Bormpocs!l aBropckoro mpasa B Hellpax HapOIHOTO TBOPYECTBA
B TPY3HMHCKOM 3THOMY3bIKaJIbHOM IIPOCTPAHCTBE, B TOM UHUCIIE, aTpH-
Oy1LMsl IECeH, CTOAT AOBOJILHO 0cTpo. C OIHOM CTOPOHBI, aBTOP paj,
€CJIM €ro MEeCHH MOAXBauyeHbl U UCTOIHIETCs HapoaoM (AH30p Op-
KOMauIIBWIN), HO C JPYTOM CTOPOHBI, aBTOP HJIM €r0 POJACTBEHHUKU
MOTYT HE 0I00pUTh HUBEJIUPOBAHUS UX aBTOPCTBA U OMPOTECTOBATD
ATO W3JAHHEM AaBTOPCKHUX MyONMKAIMNA WM OOpalleHHeM C CyI C
LEJIbI0 YCTAaHOBJICHHSI aBTOPCKUX MpaB (COOTBETCTBEHHO — Temyp
KeBxumBuiu u Hacnenuuku Bano MueymumBuim).

e luHaMHYeCKHE HIOAHCHI B MeCHSIX. DTOT (aKkTop MeHee
Ba)KCH B [TOCJIETHUE TOJIbI, MX UCIIONB3YIOT JIHILb €TUHUYHbBIE HCIOI-
HUTENU. B crappix 3amucsx mOXokas HIOAHCHPOBKA PENIKO BCTpe-
YaeTcs, a B KCIEAUIIMOHHBIX — BOOOIIE UCKITIOYeHA. AHAIOTMYHBIH
MOJIXOJT XapaKTepeH U JIJIsl IECHOMIEHUH.
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e 3aMe/sIeHUs] B KOHIIEe MeCHU, PeNpU3bl U OITHOBPEMEHHOe
3aBeplIeHHe JIBYMSl CTOPOHAMM. Takue Xy/l0XECTBEHHBIE Cpejl-
CTBa, IJIABHBIM 00pa3oM, HAlEJIEHbl HAa alJIOAMCMEHTBI. XOTS T€ Ke
METOJIbI, B BHJIE MCKIIOUEHHUH, BOCTPEOOBAHbI U B TPAJAULIMOHHOM
UCTIOJIHUTENILCTBE: MHOT/IA 3aMeIISIeTCS TIECHS, peKe — BCTpedaeTcs
pernpu3a, U TOJBKO KaK MCKIIOUEHHE — €IMHOBPEMEHHOE 3aBepIle-
HUE TMIECHU JIByMsI YacTSIMH XOpa/aHcamOs.

e Coxpaménnas necHsi. Macmrab, 10CTaTOYHBINA TOJIBKO IS
Mpe3eHTAINK, SBJISETCS HEHW30€KHBIM CIIEACTBHEM JCTETHU3AIMU
donpkiopa. YKopoueHue MEeCHH, KOTOpOe OTHOCHUTCA K Oaiaaam,
TPYZIOBBIM TIECHSIM, XOPOBOJaM, BBISIBIISIET IPUOPUTET HCTIOTHUTENS
MY3BIKQJIbHOMY TEKCTY 3a CUET CJIOBECHOTO (B pacuére Ha 3pHUTeIs),
YTO MOATBEP)KIACT HUBEIUPOBAHHYIO (DYHKIIMOHAIBHOCTH IECHH.
C moHBIM MCTIOJIHEHUEM TIECHU CBs3aHa XapaKTepHast JJs amMmOuBa-
JICHTHOW TPHUPOJBI TPATUIIMOHHON MY3BIKA TEHACHIUS K CTAOWIIb-
HOCTHU B TIPOTUBOBEC TEH/ICHIINH K HMITPOBU3AIMOHHOCTH. [loaTOMYy
cpeau GOIbKIOPHBIX ,,lYPMaHOB™ TIECHU, UCIIOHSAEMBIE ,,]10 KOHI[A”
(Jame — B pauuHckom THAJIEKTE), TIOJIB3YIOTCSI 0COOEHHOM TOIYJIsIp-
HOCTBIO.

e Hapymienne npuHIMNA AHTH(POHHOIO MeHHsl. XOpPOBO-
JHBbIE, CBaJIeOHBIC W TPYAOBBIE MECHHU 3a4acCTyI0 XapaKTePU3YIOTCS
HOTIEPEMEHHBIM (Opiiupyiu) UCTIOTHEHNUEM JIBYX yacTel xopa. MHte-
PECHO, YTO BO BpPEMsI IIPOBOIUMBIX 3THOMY3BIKOJIOI'AMU MacTep-KJiac-
COB JUISl PETHOHAJIBHBIX HAPOIHBIX XOPOB (M paHbIIIe, U CETOAHS 3Ta
MPaKTUKa TAKXKE BBI3BIBAET MHOXXECTBO BOIPOCOB), CIICHUAINCTHI
4acTO CTAJIKUBAEMCSI C HCTIOJTHEHNEM aHTH(OHHON ITECHU OTHUM XO-
pom. Kpome nipo0ieMbl HCTIOTHEHUS ¢ TIEpeABIIIKaMy Havyajia HOBOU
¢passl, He 3aBeplas MPeIbAYILYI0, BAXKHBIM SIBIISETCS TaKXKe U pa3-
HUIA COLIMAJIbHOW UIECHTHUYHOCTH B MOMEPEMEHHOM MeHuu. Takum
o0pa3om, aHTU(HOHHOE UCTIOJTHEHHE JIBYX pa3HbIX aHcaMmOIeil Ha of1-
HOM CIieHe sBIsieTcs 6osee MOATUHHO-ayTEHTHUHBIM, YeM TaKoe ke
UCTIOJIHEHHE OlHUM aHcamOneM. CreyeT OTMETUTh, YTO MOJ00HbIe
OIIMOKY HE XapaKTEePHBI IS OMIBITHBIX BTOPUYHBIX XOPOB.

e HecoBepuieHHoe nojapaskanue puryajiam. Hekoropsie an-
camMOIM CTapaloTCsl Ha CIEHE YBEJIMYHUTH CTENEHb ayTeHTHYHOCTHU
MOCPEICTBOM IPHUOIIHKEHHsT 00pa3iia K COOTBETCTBYIOIIEMY PUTYa-
JIy, YTO JJaeT CIIyIaTet0 NPUATHBIN 3 PeKT npeo1oeHus: BpeMeH!
U npoctpaHcTBa. Ho 3auacTyto oHUM HE B COCTOSSHUU IOKa3aTh ecTe-
CTBEHHYIO CIOHTAaHHOCTb, YTO JaeT 3PQeKT TearpaibHOCTU. Taxo-
BBIM SIBJISIETCSl M3JIMIIHE OPUTHHAILHOE Hauajo/3aBepllIeHUE iep-
xyau (XOpoBO), Y3aKOHEHHBIE BOCKJIMIIAHUS BO BPEMS HCIIOIHEHUS
(uryTO4HbIE, TPYAOBBIE), HE UMEIOLIHe (DYHKIMOHAIBHYIO HArpy3Ky
XJIoTKH (0€3 TaHIa WK XOpOBOJa) U AP.
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Crnenyet BbIICTUTh OJJHY J€Tallb: ,,[earp 3 THOMY3bIKH — MTH-
eoun”’ (MMEHHO ATOT KOJUIEKTUB B 1980 rogy BIiepBbIe MPUBJIEK BHU-
MaHHUE K ayTeHTUYHOMY HCIIOJIHEHHUIO) TSl MOKa3aHUs KaKoro Ju0o
puTyana (Hampumep — TPaypHOT'0) UCIOJIb3YET He JIOKAJTHU30BaHHOE
B NPOCTPAHCTBE CHHKPETHYHOE JAEUCTBHE (My3bIKaJbHO-BEpOasb-
HO-IIJIACTHYECKOE), a ,,KOHIJIOMEpAT~ PUTYaJIbHBIX JAEUCTB pas3iIvy-
HBIX IUanekToB [ py3un.

e [Tonyppu. B nocnennee Bpemsi B MOy BXOAUT MOIyppHU U3
HapoaHbIX neceH. Cromerus u pecsatuwinetus Hazan [[3yky Jlonya u
Jlano MuennuiBuiIN COBMEIIANIM HECKOJIbKHX TPYIOBBIX IECEH B
OJIHY KOMIIO3UIIMIO, TTOJJOOHBIE MPUMEPhI BCTPEUAIOTCS TAKKE U B
TPaJUIIMOHHOM HMCTIOJIHEHUH (BO BpeMs apTeIbHBIX pabOT HApOIHbIE
MCTIOJTHUTENN YacTo 00beIMHSIN pa3Hble ecHu). Ho Ha ceromus, K
npuMmepy, aHcam6Omsb ,,Caxuoba” B MOMyppH 3a4acTyi0 00bEIUHSET
pa3NUYHbIC JKaHPbI U JAMAJEKTHI, YTO CIIOCOOCTBYET 3PENIUIIHOCTH,
HO B IJIAHE ,,ay TEHTUYHOT'0” 3Ty MIPAKTUKY HY’KHO OLIEHUTb, KaK 1Iar
Hazal.

e HecoorBercTBylomas aprukyasauusi. He cekper, uto uc-
MOJIHEHUE MECHHU KaKoro JMO0O0 JHajeKTa JIydllle UCIOIHSIETCS MeB-
oM Toro ke npoucxokaenus (I'apakanuaze 20076: 24). A 3toT 1u-
aJIEKTHBIN XapakTep, B MEPBYIO0 Ouepellb, MPOSBISIETCS] XapaKTepoOM
3BYKOU3BIIEUCHUS. XOTS HEKOTOPHIE BTOPUYHBIE, TACTPOIUPYIOIIIE
aHcamb6mu (,,PycraBu”, ,,OpucuoHn’) HE NPUAAIOT 3TOMY (HaKTOPy
JOJDKHOTO 3HaueHus. JIroOuTensiM rpy3uHCKOM MeCHU ,,pexeT ciayx”’
aKaJeMHUYECKOE HCIIOJHEHHE IECHU C HUCIOIb30BaAaHUEM TPEMOJISI-
1[uH, BUOpAro.

e He3zaxoHomepHOe pacnipenesieHHe roJiocoB. JTy OHIMOKY
JIOTIYCKAIOT JIUAEPhl aHCaMOJIell, He UMEIOLIUX OIBIT PACIIU(pPOBKU
CTapbIX 3aMUCel, B KOTOPBIX BCTPEUAETCS CKPELIUBAHUS TOJI0COB.

e Kiaccuueckue” mHCTpyMeHThI. J[J1s1 Tpy3UHCKOW Tpaau-
MU HE TUIUYHBl MUHCTPYMEHTAJIbHbIE aHcamMOnu (TpaJuLMOHHAS
MHCTPYMEHTAaJIbHAsl My3bIKa JI0 HAC JIOILIa TOJBKO B BHJIE COJILHOTO
HAUTPBIIA, WHCTPYMEHTOB, COMPOBOXKAAIONINX BOKAJ, WU MaJbIX
aHcamOIel, B cocTaBe JIByX HHCTpYMEHTOB). [IpakTiuka HHCTpyMeH-
TaJIbHOTO HAPOJHOTO OPKECTPA, NosiBUBLIAsCS B cepeaunne 20-ro cro-
JIETHSI, IPUBEJIA K PEBOJIIOLIMOHHBIM pe3yibTaraM. [ 1aBHy 0 poJib TyT
UrpaeT na”aypu (CTpyHHBIH MHCTPYMEHT) XPOMAaTHYECKOTO CTPOsI
(B HapoZie MIMEHYEMBIi ,,KIIACCHUECKUM ") B JIPYTHe MHCTPYMEHTHI,
KOTOpBIE€ B IPOTUBOBEC TPAJAULIMOHHOMY FapMOHHYECKOMY COIIPOBO-
KJICHUIO MPEIJIOKIIN BOKAIbHOMY HCIOJHUTEN0 (PyHKIMOHAIBHO
U CTPYKTYPHO pazHOOOpa3HOE TapMOHUYHOE COMPOBOXKICHHUE.

37



My3ukonoruja 17-2014 Musicology

Diunomysvikanvhvie wenoenyuu 6 I pyzuu u ,,ayiueHiuuuHoe”

MoskHO cKa3aTh, YTO Mapagurma My3bIKalbHO-(OITbKIOPHOTO UC-
MIOJTHEHUSI B IOCTYITHOM JIJIsl HAC UCTOPUUECKOM MpocTpaHcTBe [ py3un
U3MEHUIIACh YETHIPEKbI: BO BTOPOil monoBuHE 19-ro Beka — B 310Xy
CO3[aHus STHOTpapuyecKrx aHcamOneil 1 BeIABICHUH (HOIBKIOPUCTHU-
yecKoi MbIciH (,,] py3mHCKOE XOpO™, XOpbI oA pykoBoacTBOM Kopu-
3e, bananuuBanse, Kascanse, Jlonya, ['uro OpkoMauiBuin u apyrue
3anaHO-TPY3UHCKHE U BOCTOYHO-TPY3MHCKUE TUHACTHIHBIE aHCcamO-
1M riecHonieHni); B 20-b1x Togax 20-ro Beka — B ATI0XY COBETCKOM Mac-
COBOHM KyJIBTYpBI U coBeTCKOM Tematuku (Mmmoctpamus 4); B 60-bIx
ronax 20-ro Beka — B 310Xy Mabix aHcamoOunei (,,[lIBuakamna”, ,,[opae-
na”, ,,PycraBu” u apyrux) u B 80-bie rogax 20-ro Beka 10 CETOAHSII-
HETO JTHS — B ATIOXY BO3BpaTa K ayTeHTUYHOMY MCHONTHEHHIO. [lepBbiMu
CTOJIBUKHUKAMH 3TOU MOCIIeIHEH MHUIUATUBBI ObLIH: (OTBKIOPHBIHA
ancamOIpb ,,MTtrebu”, ,,M3eramse” (03ByUMBAIOIINE KEHCKHE TPaIH-
IIUOHHBIC 00PA3IIbl) U IIEPKOBHBIN XOp ,,AHUMCXaTH (BEpHYBIIUH Tpa-
JUIMOHHBIE TPY3UHCKHE TIECHOTIEHUS B OOTOCITYKEHUH ).

CoOCTBEHHO TPAAUIMOHHBIA ayTEHTHYHBIH (DOIBKIOp HE
MOXKET CONPOTHUBIATHCA MPOLECCY IO0aNU3alii U TMEePeXOquT B
Hacieque mnpouuioro. AnaH Jlanaec cyuWTaer, 4To MPOTHBOBECOM
(bONBKIOPHON PETrpecCUBHOCTH MOXHO CUUTATh MNEPUOAUYECKOE
BO3pOXk/IeHHE (DONBKIOpa WM MPUHLHUII €ro OOHOBIICHUS MOCPE-
cTtBOM HOBBIX *)aHpoB (Hanmec 2003: 70), HO TakKMMH OOHOBIICHHUS-
MU [EHUTENU TPATUINI OCTAIOTCS Pa304apOBAHHBIMHU.

Cpenu npuopUTETOB HEaKaJeMUYECKUX HalpaBlICHUH, coaep-
KAIIUX dEMEHTHI (PONBbKIOpHU3Ma, TPAIUIIMOHHOTO CTUJIS U (DyHK-

Wnmoctp. 4 Haponuslil xop coBeTCKOro nepuoaa
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[MOHUPOBAHUSI, HY)KHO BBIACIUTh TPAAUIMOHHOE MY3bIKAJIbHOE
TBOPYECTBO, CAMOAEATEILHOCTh U MNMOCTGOAbKIOP. OCHOBHasA
XapaKTEepUCTHKA MEPBOM U3 HUX COACPKUTCS B HA3BaHUU; caMoie-
ATEJILHOCTb B3palllMBAETCs WHIUBUAYATHU3MOM, KOTOPBIM 3a4acTyio
HHCTUTYLIMOHaIM3upoBaH (A apsimaukosa 2008: 21), B TO BpeMsi Kak
MOCT(OIBKIOP CIIOHTAaHHO, MOCPEICTBOM HOBOW peabHOCTH MpPE-
CTaBJsgeT co00I TBOPYECTBO MY3bIKAIbHBIX UJECHTHUUHOCTEH, cop-
MHUPOBAaHHBIX HOBBIMU KOMMYHHKAIIUSIMH.

B donbkinopHoi My3bIKe B3aUMONIPOHUKHOBEHHUE PA3HBIX CTH-
JIeil SIBJsIeTCsl paclipOCTPAHEHHBIM SIBIIEHUEM, UTO TaKKe XapaKTepHO
u aus [py3un. Eciiu B KaXeTHHCKUX MECHSIX BBISIBUIACH BOCTOYHAS
MeIu3MaTuyeckas MOHOAMSI, TO eBporneiickas GyHKIIMOHAIbHAS 3CTe-
THKa HallUIa paclpoCTpaHeHHE B HOBBIX 00pa3liax MHOTOTOJIOCHOTO
cTposi. B o0oux ciaydasx Mbl MMEEM JIeJo ¢ ,,THOPUIHBIM CTUIEM
(Jovanovi¢ 2012: 245). Ognako TepMUH ,,FTHOPHUIHBIN OoJIee TTOJHO
XapakTepu3yeT Ty CTPYKTYPY, Iie MOKa €Ille BO3MOXKHO OIpe/ieJIeHHE
MIPU3HAKOB Pa3HbIX CTHIJIEH. XO4eTcs OTMETUTh, YTO MOHATHE ,,[U-
OpunHoe” (1momoOHO TepMHURHY ,,HeoDoabkiIop”; Anukud 1997: 224)
BCE-TaKy BPEMEHHBII MHCTPYMEHT, TaK KakK B JIIOOOM, JOLIEALIEM JI0
Hac o0pasiie Mbl MOXKEM MO/Ipa3yMeBaTh MO HUM CUHTE3 MHOTOCTa-
JIUUHBIX c10eB. Tak win nHade, B [ py3un oHO BMEIIAeTCs B IOHATUH
,»ayTEHTUYHOE”, XOTA OTHOCHUTCSA K ,,JIETKOM BECOBOM Kareropuu” Hu
(bakTHYeCKr HEMPUMEHUMO.

Camo/iesiTeJIbHOCTh HE OrPAaHUYMBACTCS MCIIOJIb30BAHUEM
TOJBKO (DOJIBKIIOPHBIX MOTHBOB, XOTS OCHOBHOW MOTOK OTJIMYAETCS
npereHsueil Ha GOIbKIOPHOE UHTOHUPOBAHHE.

Kazanoce Obl, urcTO (DONBKIOPHBIM HAI0 CUUTATh TE€ IMPO-
U3BEJICHUS, KOTOpbIE TMPOILIM IPOBEPKY BPEMEHEM B KaueCTBE
LIUIArepa’”, HO TaK KaK ¢ TPaJAULIMOHHON BETBBIO OHU CBS3aHbI JIUIIb
MOCPEJICTBOM OTAENbHBIX BHEIIHMX JeTajieil, He MOTyT CUMTaTh-
csi (hoNbKIOpHBIMHU. Benp TpaauIMOHHOCTH MpEACTaBIseT COOOM
OCHOBHYIO XapakTepucTtuky donpkiopa (3emmoBckuii 1977: 71;
Annkun 1997: 225). [lonoOHOE sBIEHHE MOYKHO XapaKTEPH30BaTh
MOHATHEM ,,iapadoabkiaop”. CxoaHele TeueHus B [py3um xapak-
TEPU3YIOTCS MOCT(POIBKIOPHBIMUA CBOWCTBAMU: HEIIUTAPHOCTHIO,
HECAaHKIIMOHHOCTBIO CBEPXY, HO Oyiarojapsi TakMM IpU3HAKaM, Kak
npodeccuoHanu3alus, CrnocoObl COBPEMEHHOM KOMMYHHUKAIIMU U
OPraHU30BaHHOCTbh, UX MOXHO OTHECTH K ,,MUpPOBOH My3bike”. Ha
cerofHs ocoOeHHa akTyaldbHa BETBb MapadosibKIOpa C CTHIHUCTHU-
YECKOW PEMUHMCIEHIIMEN BOCTOYHO-TPY3MHCKOM TOPHOM MY3BIKH.
Marnsie aHcamMOIM ¥ TaKKe UCTIOJIHUTENH, Kak Teona KymcuamBuiu,
Mapuam DnuemiBuiiy, cectpbl [orouypu, cectpsl Hakeypu, cecTpsl
3Buanaypu, Jlato KeHunamBuam u apyrue co3garoT COOCTBEHHBIC
MIECHU 0] aKKOMITAaHEMEHT MOACPHU3UPOBAHHON MaHAypHU, a TaKKe
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C 2JIEKTPOHHOM apaHkupoBkoi. Ha cerogus B I'py3uu B Heapax ca-
MOJIESITEIBHOCTH 10 MHEPLUHU BCE €Ile MOMyIsIpeH U (OJIBKIOp COo-
BETCKOTO MEepHoJia, KOTOPBIN MPOSBISAETCS B MACCOBOM UCIOJIHEHUU
W/WIA B BEPHOCTH K HAPOJHBIM KOMIIO3UTOPAM.

HecaHnkinonupoBaHHOCTh THapadonbKiIopa Takke OTHOCH-
tenbHa. [ocymapcTBeHHBIN LIEHTP GOIBKIOpa €ro HEe MPU3HAET, CUU-
TaeT HEBEPHBIM IyTeM pa3BuUTHUs (osibkiiopa (Ha ¢ecTUBaISIX-IPo-
CMOTpax TaKue MCIOJIHUTEIN B OCHOBHOM IOIBEPralOTCSl KPUTHKE,
JUTISL HUX HE CYILIECTBYET OTJeNbHON HOMUHanuK). HecMoTps Ha Ta-
KO€ HEMpPU3HAHUE, TAKUX HCIIOJIHUTENECH 4YacTO MOXHO BCTPETHUTD
HA COBMECTHBIX KOHIIEPTaX, HEATUTAPHBIX TeJle- U paJuo KaHalax u
T.J. (XOTS MX 4aCTO OIICHWBAIOT KakK ,,noncy’” donbkiaopa). Ciemyer
OTMETHTh, YTO MOAOOHOE UTHOPUPOBAHKE MapadoiIbKiIopa Crocoo-
CTBYET KOHCEpBAIlMH €ro U TaK HE OUYEHb BBICOKOTO XYIOXKECTBEH-
HOTo ypoBHS. Hy’)KHO OTMETHUTb, UTO B CUTYallUU TAKOH OTUYXKJEH-
HOCTH HCIIOJTHUTENN NapadosibKiIopa HHOT/IA YyBCTBYIOT cebds Ooee
pacKpenomEHHO.

Uro kacaercst mocTHOIBKIOPA, B STOM MHOXKECTBE MOpa3yMe-
BAETCSl STHOMY3bIKaJbHbIH KOMIIOHEHT PECTOPAaHHBIX MY3bIKAHTOB,
,»UaH0206” (MHCTPYMEHTAIMCTBI BOCTOYHOTO CTHJIS), COIPOBOXK/IA-
IOLUX TpaypHbIE LIEPEMOHUU WM Pa3BIEKaTeIbHbIE MEPOIPUSTHS,
,,0JIaTHBIX” TIeceH (PBPEMU3HPOBAHHBI KPUMHUHAIBHBIN >KaHp, Ha
PYCCKOM M TPY3MHCKOM SI3bIKaxX), TYPUCTCKUX IECEH, COBMECTHO-
ro UCIOJHEHUS COBPEMEHHBIX WHOCTPAHHBIX XHTOB, MHTOHUPOBA-
HUs OOJICTIBIITUKOB, HAPOJHOW peKsaMbl, Xeiiiiu Oepcoeu (Happy
Birthday, na aHTIMIICKOM U TPY3WHCKOM SI3bIKax) | T. 1.

[IpropuTeT TpaAULMOHHOTO ayTEHTUYHOTO (DOJIBKIIOpA CTOUT
Ha YPOBHE TOCY/IapCTBEHHOW MJICOJIOTUU. DTOT AKIEHT MOAYEPKH-
BACTCS MHCTUTYLHUEH elI€ paHHEW COBETCKOW CTPYKTYpbl — ,,JoCy-
JIapCTBEHHBIM LIEHTPOM (onbkiopa” (panee ,,PecryOnukanckuii oM
HapoaHoro TBopuectBa” — PIIHT), ogHako 3Ta opranuzamus, ropas3iao
OoJee TIIATENbHO, YEM B COBETCKUE TOJIbI, (PUIBTPYET AEATEIbHOCTD
NOJACPKKU/pazBUTUSL (HOIBKIIOPA, POU3BOJUT CTPOTYIO CEJICKIIHIO
Ha OCHOBE ayTeHTH4YHOro ucnojHenus. Pannuii PIIHT ¢unancoso
MOOUIPSATT HAPOAHBIX KOMIIO3UTOPOB, B TO BpeMsi KaK Ha CErojHA
JUTsl IIeHTpa (OJIbKIIOpa 3TO HANpaBlIEHUE, MSTKO TOBOPS, HE CUH-
TaeTcsl MPUOPUTETHBIM. IHTEpEeCHO, YTO Ta ke MOJIUTHUKA CMSATYeHa
JUTSL JIesiTeNIe YCTHO-CIIOBECHOTO TBOPYECTBA — B BUJIE MOAJEPIKKHU
,,HAPOJHBIX CKazaTesel”. XoTea0Ch Obl MOMYEPKHYTh, UTO OAHUM U3
nubepanbHbIX npossieHuil Llentpa donbkiiopa B monb3y HOBEHIINX
HaIpaBJICHUH SIBIISIETCS KOHKYPC ceMeiHbIX ancamoneit B 2010 roxy,
rjie BIepBbie ObliIa BbIIeJIeHa HOMUHALINS ,,[OPOJICKAsl IECHS .

MokHO cKa3aTh, 4TO (OJIBKIOPHBIN EHTP 00J1aaeT OOJIBIINM
aBTopuTeToM. Ha ceronns sTa opranusaiusi BbICTYIaeT B POJIU 1ICH-
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30pa, ,,3akoHoxaaress Mojbl” . C Ipyrol CTOPOHBI, €ro TaKKe MOKHO
MPEJCTaBUTh KaK ,,3alIUTHUKA TPATULIANA .

[Ipu monbITKe peaHuMUPOBaHUS MIECEHHOTO (OIBKIIOpa C MO-
MOUIBIO ,,9KCIIEPTHOTO KHUCIOpoAa” MPOSIBIAETCS OCHOBHOM MOCTY-
JaT MOHMMAaHUA cHelralIucTaMu (OJbKIOPHOW TpaJUuLIMU: AJIsi HaC
,,ayTEHTUYHBIN ™ penepryap | ,,ayTeHTUYHOE UCIOJHEHHUE Tropasio
Ba)KHEE ,,ayTEHTUYHOW CPEbl U UCTIOTHUTENA . MOKHO CKa3aTh, 4YTO
Ha CErOAHALIHUN J€Hb MOJl MOHATHUEM ,,ay TCHTUYHOE T'PY3UHCKUI
ATHOMY3BIKOBE/I ITOIPa3yMEBAET, B MEPBYIO OUYepe/ib, TPAAUIIMOHHOE
UCIIOJTHEHUE TPAJAULIMOHHOTO pernepryapa. Mbl NPUBBIKIH K TOMY,
YTO TPY3UHCKAas TPaJWIMOHHAS MY3bIKa ,,T€UYeT B KaHaJle CLICHbI,
npeacTaBisist co00il ATHUUECKH UACHTU(DUKAIIMOHHBIA KO/ 3CTETH-
yeckoil gynkmuu. Ho, mo-moemy, Bce-taku HeoOXomumo ,,000ra-
TUTH” OCHOBHOM OOBEKT HaIllel CTaTbU — MOHATHE ,,ayTCHTUYHOE
- elle OJHUM 00s3aTeIbHBIM KPUTEPUEM — MPUBBIYHON CpeloH, KO-
TOpasi BBOAMJIA Obl MOHSATHE ,,TIEpBUYHAS ayTEHTHKA , B IPOTHBOBEC
K ,,BTOPUYHON ayTEHTHUKE .

U BcE xe, uccienyst STHOMY3bIKaJIbHOE IPOCTPAHCTBO [ py3un,
CO3/1aeTCsl BIEUYATICHHE, YTO CETOAHSI T'PYy3WHCKUN MY3BIKAJIbHBIN
(GoNBKIOp B OOJBIIMHCTBE CIIy4aeB IPEICTABISIET COOOW pempo-
JTYKIUIO TIPOILIOTo, a HEe MOJIHONPABHBIA KOMIOHEHT MOBCEIHEBHOM
TBOPYECKOM KU3HU HApOJa. A HHHOBAIIMS, POXKIEHHAS PSIIOM C 3TUM
IJIACTOM, C UCIIOJIB30BAaHUEM €0 K€ JIEKCUKH, YaCTO BBI3bIBACT OIa-
CEHMs 3a ,,TPCIIUHBI” HA STHUYECKOM MY3bIKaJIbHOM ,,Tejie”. UMeHHO
MO3TOMY TMOHSTHE ,,ayTCHTUYHOE  Ha MPOTSKEHUU JECCATUIICTUNA HE
TOJILKO COXPAHSET CBOIO PEJIEBAHTHOCTh, HO U MPEACTaBIseT co00it
HEKHI UHCTUTYT ,,TAOyUPOBaHMS TPY3UHCKOTO TPAIUITHOHHOTO HC-
MOJTHUTEINIbCTBA.

CIIMCOK MCITOJIb30BAHHOM JINTEPATYPhI

Axnekcees, 3. (1988) @onvbknop 6 Kouitiekcilie cOBPEMEHHOT KYAbIUYPbL, PACCYHCOCHUE O C)-
ovoax napoonoii itechu, Mocksa: COBeTCKHI KOMITO3UTOP

Amnuxus, B. (1997) ,,He ‘noctdonbkiop’ a ‘¢ponpkiaop’ (K MOCTaHOBKE BOIIPOCA O €TO COBPE-
MEHHBIX Tpaauuusx) ~, B Crnasanckasn mpaouyuoHHdas Kyavliypa i cO8PeMeHHblll MUup:
Cbopnux maitiepuanog Hayuno-tpaxiiuyeckou kongepenyuu, Beim. 2, Mocksa: Tocy-
JTAPCTBEHHBIN pecyOIMKaHCKUI LIEHTP PYCCKOTo (ONBKIOpA.

Baprok, b. (1959) 3auem u kax cobupaivs napoonyio myswiky, Mocksa: My3rus.

Baxramze, U. (1986) U3 ucitopuu Zpy3unckotl my3vikanibHo-3ctieiuuyeckou Muvicau (siiopas
ionosuna XIX eexa), Tonnucu: Axanemus Hayk [pysunckoirt CCP. UHCTHTYT rpy3uH-
ckoit murepatypsl umenu Lllora Pycrasenu, Hayka (Ha rpy3nHCKOM SI3BIKE).

Borateipes, I1., SIko6con P. (1971) ,,donbkinop kak ocobdas Gopma TBopuectBa”, B Boipocwl
tweopuu HapoOHoZo uckycciuea, Mocksa: MckyccTBo.

Bunorpanosa, JI. H. (1991) @oasxnopnuiii ¢paxiu 6 siuinocpaguueckom xoniuexcive, B I. T1.
MakcumoBckas (pen.) @oavknop: [lecennoe Hacreoue, MockBa: HCTUTYT MHPOBOM

41



My3ukonoruja 17-2014 Musicology

nuteparypbl uM. A. M. Topbkoro, Hayxka.

labuconus, T. (2009) Dopmuvr [ pysunckoZo ipaduyuonnoco muoZozorocus, Juccepra-
LUl Ha COMCKaHHME y4EHOHM CTENEHHU JOKTOpa My3bIKOBeAeHUs, TOunmcckas rocynap-
cTBeHHasi KoHcepBaropusi uM. Bano Capamkuiusuiny; http://www.polyphony.ge/index.
php?m=576&sid=140 (Ha rpPy3UHCKOM SI3bIKE).

lapakanunse, E. (2007a) Hciionnuitienscitigo py3unckoti Hapoorot iecru, Towmucn: MaTe-
JIEKT (Ha TPY3UHCKOM SI3BIKE).

lapakanunse, E. (20070) HUzopannvie iiucoma, H. 3ymbanze u M. Axmerenu (COCT. U pen.),
Tounucu: My3bikanbHas obmectBo ['py3un (Ha [py3uHCKOM s3BIKE).

Hanpec, A. (2003) @oavknop. Cemuomiuxa u-unu iicuxoananus, Mocksa: BocT. nurt.

Jymuuh, M. (2013) ,,I'pancka my3uka Ha KocoBy 1 MeTOXHjH y HCTpaXKMBambUMa CPIICKUX
eTHOMYy3HuKojora TokoM XX Beka”, [acnux Ewnocpagpcros unciuinyiia CAHY LXI
(2): 83-97

Kupos, M. (2008) @eromen Mysvikanvrozo grovkiopa (DQuiocodcko-Kyaviuyponoluie-
ckue acilexiuvt), benropon: U3narensctBo benlV.

YKopnanus, U. (1989) I pysuncroe iupaduyuonnoe MHOZ0Z0I0CUE 6 MENCOVHAPOOHOM KOH-
teKcitie MHOZ0Z00CHBIX KVAbIUYP (K 60tipocy Zenesuca mHozoZonocus), Towmucn: Tou-
JICCKUH TOCYapCTBEHHBIH yHUBEpCHUTET, JlabopaTopust 10 HCCIETOBAHHIO KYIBTYD
CPeIM3eMHOMOPDS.

3emuosckuii, 1. (1977) ,,Hapoanas my3bika u coBpemeHHOCTH (K mpobneme onpeaeneHus
¢donbkiopa) ”, B B. E. I'yces, A. A. TopkoBenko (coct.) Cospemennociiv u ¢onbrop:
cutamivu u matdepuanst, Mocksa: My3sbika, 28—75.

3emuosckuii, W. (1982) ,,Connanucrudeckast KyasTypa u Qonbkiaop”, B M. 3emmoBcknit
(pen.) Hapoonas mysvika CCCP u cospemennociub. Coopnux cidaiiveti, JIeHUHTpa:
My3sika, 7-30.

Hexmionos, C. 10. (2002) ,,®0nbKn0p: TUMOTOTHYECKUH U KOMMYHUKATUBHBINA aCHEKTHI,
Tpaouyuonnas xyaviuypa 3 (7): 3-7.

00yxoB, A. (2006) [lcuxonozus ruurociiu 8 KOHIeKCie peanutl UpaOUYUOHHOLU KyIbilypbl,
Mocksa: M3narensctso [Ipomereit MIIT'Y.

Snperaukosa, JI. I (2008) @onvkrop u fiociughonbknop 6 KyavbidypHuIX UpAKIUUKAX oG-
ceonesnociuu, 24.00.01 — teopus u ucTopus KynsTypsl, ABTopedepar /luccepraunn
Ha COMCKaHME y4EHOM CTEeNeHH KaHauIaTa KyabTypoioruu, Kadenpa 3Tk, SCTETHKH,
Teopuu U ucropuu KyasTypsl I'OY BIIO,Ypanbckuii rocyrapcTBeHHbII YHUBEPCUTET
nmenu A. M. Topekoro, ExarepunOypr, 003451071.

Jordania, J. (2011) Why Do People Sing? Music in Human Evolution, Melbourne:
International Research Center for Traditional Polyphony, The University of Melbourne,
Institute of Classical Philology, Byzantine and Modern Greek Studies, Logos.

Jovanovi¢, J. (2012) “Hybrid Vocal Forms — Mixture of Older and More Recent Vocal Styles
and of Traditional Music Dialects in Jasenica Region in Central Serbia”, B R. Tsurtsumia
u J. Jordania (pen.) The Fifith International Symposium on Traditional Polyphony, 24-28
September 2010, Tbilisi, Georgia, Proceedings, Tbilisi: International Research Center
for Traditional Polyphony of Tbilisi State Conservatoire, 242-252.

Nettl, B. (2005) The Study of Ethnomusicology. Thirty-one Issues and Concepts, New
edition, Urbana — Chicago: University of Illinois Press.

Merriam., A. P. (1964) The Antropology of Music, Northwestern University Press.

Shugliashvili, D. (2010) “Atypical Elements in Georgian Folk Songs”, B R. Tsurtsumia
u J. Jordania (pen.) The Fourth International Symposium on Traditional Polyphony,
Proceedings, Thilisi: International Research Center for Traditional Polyphony of Tbilisi
State Conservatoire, 299-305.

42



Tama3 ["abuconns Kpurepuu ,,ayTEeHTHYHOCTH B TPY3HHCKOM....

Piotrowska, A. (2010) “World Music and Traditional Music. The Problem of Authenticity”,
B R. Tsurtsumia u J. Jordania (pen.) The Fourth International Symposium on Traditional
Polyphony, Proceedings, Tbilisi: International Research Center for Traditional
Polyphony of Thilisi State, 581-589.

Tsitsishvili, N. (2010) “A Historical Examination of the Links Between Georgian Polyphony
and Central Asian-Transcaucasian Monophony”, B R. Tsurtsumia u J. Jordania (pen.)
Echoes  from Georgia: Seventeen Arguments on Georgian Polyphony. Focus on
Civilizations and Cultures — Music, New York: Nova Science Publishers Inc.

Tamaz Gabisonia

CRITERIA OF ‘AUTHENTICITY”
IN TRADITIONAL GEORGIAN MUSICAL PERFORMANCE

(Summary)

Today we often use term ‘authentic’ in relation to different appearances of
Georgian folk music. Along with the unambiguous meaning ‘real’ this term also
has other meanings: ‘ethnic’, ‘rural’, ‘old’, ‘function of usual environment’,
‘traditional-stylistic’, ‘authoritative’, or ‘reproductive’. In spite of some
interconnections that arise from the term ‘authentic’ and its other meanings, the
most relevant way to apply this popular term for performers and audiences of
‘real folklore’ is traditionality. This factor is manifested in the following contexts:
a) performer (receiver and distributor of tradition, unobtrusively and orally),
b) motivation/function (representative and spontaneous function, hereditary,
utilitarian and aesthetic-daily motivation), c) repertoire (compliance of musical
and verbal text’s sample with its social function, eluding canonized versions), d)
expression (adequate articulation, performing regulation which is not determined
by the stage, traditional instrument etc.).

The problem of authenticity is more successfully regulated in traditional
Georgian church music than in folk music. For the latter, in this regard the special
difficulty is caused by identification of modern trends that contain folk motifs. The
most popular among them is distinctive, with its stylistic reminiscent layer from the
Eastern Georgian Mountains, which we refer as ‘para-folkore’. Notwithstanding
the fact that Georgian folklore is not centrally authorized, modernization of folklore
samples and also those manifestations of post-folklore that are further away from
the traditional motifs attract a wide range of listeners.

Essentially, the meaning of ‘authentic’ in the Georgian ethno-musical context
is presented as performance of the traditional rural repertoire with traditional
articulation. However, we think that it is convenient for the criteria of traditional,
usual environment to be added to this perspective.

IMomyueno 3. 3. 2014.

CornacosaHo k nedaru 17. 4. 2014.
OpuruHaIbHBIN HaydHBIA TPYA
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Performance of Musical Scale
in Traditional Vocal Homophony: Lithuanian Examples

Rytis Ambrazevicius'
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Abstract

Acoustical measurements of pitches in a dozen songs exemplifying the Lithuanian
traditional vocal homophony were carried out. Several phenomena were revealed.
First, the entire scales experience gradual transposition (rise) from the beginning to
the end of the song performances. Second, the transposition is supplemented with
the gradual shrinking of the musical scales (the intervals become narrower). Third,
the intonations of the scale degrees are dynamic, i.e. they depend on the musical
(both melodic and harmonic) contexts. Fourth, the versions of musical scales work
as certain markers for the idiolects (further studies could show if this might be
extrapolated to the realm of dialects). All these insights raise issues about the per-
ceptual qualities of the musical scales and their manifestations in the performance.

Keywords
Musical scale, vocal performance, homophony, Lithuanian traditional singing,
acoustical measurements, pitch perception.

Issue of musical scale

Before we proceed to the elaboration of the methods and tech-
niques of the acoustical measurements, and the analysis of their re-
sults, let’s discuss the concept of the ‘musical scale’. Most probably,
this concept seems to be entirely transparent to us. Yet, upon closer
inspection we encounter several obstacles.

For example, Snyder defines musical scale as “subset of the
elements of a tuning system” (2000: 135) whereas Dowling and Har-
wood apply the term “modal scale” for the highest (or ‘deepest’, see
Figure 1) layer of the tonal hierarchy: in the modal scale, “the pitches
of a tuning system are hierarchically organized with a tonal center”
(Dowling and Harwood 1986: 113—114). Briefly, the term ‘scale’ is
assigned to different layers of hierarchical structures; confusion over
the other terms occurs as well (Figure 1).

One can find more definitions of musical scale (including the
encyclopedic ones) but with these two typical examples I would like
to pay attention to the more or less pronounced discrepancies be-

I rytisam@delfi. 1t
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tween the approaches to the concept. As for the current study, I will
be interested mostly in the intervallic relations in the sound systems
under investigation, with some excursions to the hierarchical struc-
tures of the systems. Thus the problem of definition is solved for the
current case. This problem, however, appears to be negligible com-
pared to the problems of acoustical-perceptual nature.

MSC  Hall Snyder  Dowling & Harwood
1991 2002 2000 1986

psycho-
physical
function

tuning  tonal G
system  material A e

cTpon scale
\scale tuning
system
nan mode tonality modal
scale

Figure 1. Perceptual levels of musical scales (based on
Dowling and Harwood 1986: 114).

At first glance, it seems that it’s enough to pick out occurrenc-
es of every scale degree in the analyzed sound recording (i.e. single
occurrence for every degree), to measure pitch of every sound-scale
degree (suitable computer software is applied), to calculate the inter-
vals between the sounds — as simple arithmetic differences between
pitches — and then to discuss their deviations from the twelve-tone
equal temperament (further 12TET). However, this simple procedure
works only in the case of stable tuning, i.e. first and foremost for
the majority of musical instruments. This was the basic technique
for the traditional ethnomusicological tonometry, starting from the
time of Stumpf and Hornbostel. Yet, the stability of musical scale
is sometimes only seeming, even for the ‘fixed’ tunings of musical
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instruments. Remember, for instance, various flutes whose pitches
depend slightly or even considerably on the force of blowing, or fid-
dles where the intonations of all pitches except those produced by
open strings are variable.

For vocal performance, true free or flexible intonation is typi-
cal. One can state even more strongly: acoustically stable intonation
is actually impossible in this case. The sounds (i.e. degrees) of a mu-
sical scale are intoned slightly sharper or flatter at every turn. This
is the case of categorical or so-called ‘zonal’ (e.g. I'apOy30B 1980)
scale: the pitch category is represented by the ‘zone’ of pitches in-
stead of a single pitch.
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Figure 2. Original transcription of sutartiné Myna, myna, mynagaucio lylio
(Slavitinas 1958: 657; N. 428a).2

Here I provide my beloved example belonging to the Lithua-
nian traditional polyphony — not homophony (Figures 2, 3). The es-
sence of the discussed phenomenon remains the same. This is the

2 This sutartiné is performed canonically by three women. The first singer performs the
entire depicted melody while the second one enters at the moment marked with asterisk
and also sings the entire melody (and the same lyrics) from the beginning to the end.
Successively, the third singer enters with the delay in regard to the second singer, the
first singer enters with new lyrics and with the delay in regard to the third singer, and so
on. U-ii! After the final barline marks the final whoop after all strophes are performed.
Mina, mina, minagaucio Ilylio, minagéla Ilylio (actually performed with long tensey:
Myna, myna...) are refrain-type words with hardly identifiable or lost meaning. Sujoja
sveteliai are translated as ‘Guests (diminutive form) came riding’.
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Lithuanian sutartiné (type of Schwebungsdiaphonie) Myna, myna,
mynagaucio lylio. For instance, the scale degree indicated nominally
as B3 is intoned in the range between B3-80 cents and B3-60 cents
in 13 occurrences (in the analyzed sound recording), between B3-60
cents and B3-40 cents in 23 occurrences, between B3-40 cents and
B3-20 cents in 39 occurrences, between B3-20 cents and B3 in 25
occurrences, and so on (Figure 3). Thus the intonations in the range
of B3-40 cents — B3-20 cents prevail, yet many flatter and sharper
occurrences are registered as well. Consequently, the objectivized
acoustic representation of the scale seems to be roughly two-dimen-
sional: it contains sequence of ‘standard’ (central) pitches and the
zone-widths around them. Perhaps, the first dimension is usually
more relevant. However, the second dimension can provide some im-
portant information about the hierarchy of the scale. Refer to the dis-
cussed example of sutartiné. The intonations of sounds ~A3 and ~B3
are the most stable, whereas the intonations of sounds ~G3 and ~C#3
are quite flexible and the intonations of other (marginal) sounds are
even more flexible. This leads to a presumption that the sounds ~A3
and ~B3 form tonal nucleus (or play the role of tonal anchors).
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Figure 3. Histogram of pitches in sutartiné Myna, myna, mynagaucio lylio (see Figure
2; all pitches in all parts; Ambrazevicius, Wisniewska 2009: 48).*

However, to be precise, certain questions about the technique of
calculation of musical scales still remain. Which measure of central

3 Concerning the peculiar intervals in sutartinés and the resulting problems of
transcription, see Ambrazevicius and Wisniewska 2009, etc.

4 For the measurements, the digitized version (Racifinaité-Vy&iniené 1998: N. 4) of the
old recording (from 1930s) was used.
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tendency — arithmetic average, mode, or median — should be consid-
ered as the most adequate for the evaluation of central pitches? Then,
simple logic tells us that, probably, longer notes have more weight
in the perception of scale. Additionally, very short (i.e. ornamental)
pitches are perceived quite faintly and ambiguously (Zwicker and
Fastl 2007: 187; AmbrazeviCius and Budrys 2012: 61). Thus when
defining the central pitches of the musical scales, most probably, all
occurrences should be weighed according to their durations and very
short notes should be omitted from the consideration. How weighed?
How short notes?

If even we imagine that we know answers to these questions
(actually, we can not know; we can only roughly presume), at least
one important problem remains. This is the phenomenon of so-called
dynamic musical scales, meaning that intonation depends more or
less on the (melodic and harmonic) musical context. This depend-
ence can be expressed by so-called ‘performance rules’: in addition
to random pitch fluctuations (‘performance noise’), certain systemat-
ic pitch deviations can be revealed and objectivized. Of course, this
holds true not only for pitch domain, but also for domains of intensi-
ty, time, and timbre (e.g., Friberg, Bresin, and Sundberg 2006). For
instance, when studying certain dialects of the Lithuanian traditional
monophonic singing we discovered that the rules of ‘leading tone’
and ‘ascending and descending sequences’ do manifest: first, a scale
degree next to an anchor tone tends to ‘gravitate’ to the anchor tone if
the two tones are found in a pattern of strong interaction; second, the
pitches in the ascending sequences tend to be raised, whereas those
in the descending sequences tend to be lowered (Ambrazevicius and
Wisniewska 2008: 25-27).

Consequently, it is natural to reckon that the dynamic intonation
can be influenced by hierarchical structure of the scale degrees. This
structure, in turn, can alternate from the beginning to the end of a tune:

“It is important that, in traditional folk song, there is no tight tie be-
tween the [modal] function and its carrier. A sound [i.e. scale degree
— R. A.] plays some ‘role’ in the certain point of the tune only; this
sound may carry a different modal charge [...] in other points of the
tune” (EarosatoBa and E¢pumenkosa 2008: 10).

The relatively short discussion above shows that the issue of
musical scale is far from trivial. This is frequently reflected in the ne-
cessity to make multiple decisions in the techniques of measurements
and generalizations of musical scales.
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Introductory notes on Lithuanian traditional vocal homophony

Kameénai

Figure 4. The ethnographic regions of Lithuania and the location of the samples.
The shading palette depicts the spoken dialects.

Briefly, monophony (heterophony), polyphony, and homopho-
ny are / were characteristic of various Lithuanian singing dialects.
Monophony in ensemble performance is traditionally attributed al-
most exclusively to Dzukija and Suvalkija (Southeastern and South-
western Lithuania; see Figure 4). Monophony was also registered in
so-called Lithuania Minor?®, yet after the WWII only some traces of
autochthonic traditional music could be found in this region, as the
music vanished with the Lithuanian autochthons. Polyphony, con-
taining counterpointal polyrhythmic singing — a type of Schwebungs-
diaphonie — among other stylistic variants, was documented in the
northwestern part of Aukstaitija, yet it had also vanished in the middle
of the 20th century and was finally substituted by homophony. Thus
nowadays homophony is the prevailing style in different Lithuanian
regions. Usually one singer performs the leading part while the rest of
a group add the lower ‘background’, making mostly dyads of thirds,

5 Western part of Lithuania and East Prussia (present day Konigsberg / Kaliningrad
district) that was part of Germany for several centuries.
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fourths, or fifths with the leading part, according to the functional
harmony. Sometimes the third, still lower part is added as well, but
usually it can be considered merely as stable or heterophonic variant
of the second part. Both ‘high’ and ‘low’ male singing is common.
It means, in the case of mixed (male and female) ensembles, male
singers add either interval of third (fourth, fifth,..) or tenth (eleventh,
twelfth,..) below the leading female voice. The homophonic multipart
singing in Zemaitija and Aukstaitija are considered to be of relatively
early origin, mostly featuring major-like mode. The homophonic style
in Dziikija is thought to be of later origin, dating from the turn of nine-
teenth and twentieth centuries or somewhat earlier. Both major-like
and minor-like modes are common.

These are the basics of the singing styles in Lithuanian tradi-
tion. Of course, more nuances could be discussed in a comprehensive
description.

Samples

The current study does not aim to generalize different phenom-
ena in a big corpus of Lithuanian traditional vocal homophony. This
pilot-type research rather strives to compare two typical idiolects of
homophony from the viewpoint of musical scale. The first sample
comes from Seduva folklore group; this small town is situated in
the Western part of Aukstaitija, Radviliskis Dst. (see the locations in
Figure 4). For the second sample, a group of singers from MiSttinai
village (Sal¢ininkai Dst.; Dzikija region) was chosen. Both groups
comprise female singers. Both samples represent major-like homoph-
ony and each of them contains five songs recorded in the turn of the
last two decades of the twentieth century.®

Examples of two song transcriptions are presented in Figures
5 and 6. Other songs in the two samples actually follow the same
structural schemes and combination rules for vocal parts (differing
slightly for the two dialects).

The ‘schematic transcription’ means that only basic features of
the tunes are depicted, and variations in the melostrophes are general-
ized. The peculiar scale qualities (their differences from the 12TET)
are also neglected: thereinafter we will see that the corresponding

6 Recordings: (Seduva) orphan song Auga kiemi dagilis (Cetkauskaité 2007: CD 3, N.
7), song to welcome the bridegroom Oi brolio broluzélio (Vy¢iniené 2002: N. 3), song
sung on the wedding eve at the bride’s home Kad as kelutj keliavo (Vy€iniené2002: N.
1), ploughing song Tétérvins subilda (Cetkauskaite 2007: CD 1, N. 7), song of leaving
for the wedding ceremony Oi sesutéla, ko verki (Cetkauskaité 2007: CD 2, N. 16);
(Mistiinai; all songs from Ambrazevicius 1999) love song Arskétéli garbuonéli (N. 20),
song to welcome the bridegroom Kad sériau zirgelj (N. 13), oat harvesting song £éké
sakatélis (N. 8), emigrants’ song Oi tu sakatéli (N. 19), and (wedding) guests mocking
song Tai kieno grazus kaimas (N. 1).
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diacritic or other markings would make no sense or they would be
too complicated since the scales change noticeably from the begin-
nings to the ends of songs. The tonalities are normalized: the tunes
are transposed so that the tonics are equalized to G4.
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Figure 5. Schematic transcription of Auga kiemi dagilis.”

D

Ars - ke-té - li, gar-buo-né - li, ne-sto-vék prie ke - lio, ne -sto-vek prie  ke(lio).

Figure 6. Schematic transcription of Arskételi garbuonéli.t

Additionally, to exemplify the influence of the musical con-
text on the intonation of certain scale degrees, two more songs from
Aukstaitija’ are employed (Figures 7 and 8). These songs belong to
a particular singing subdialect found in the southern or southwestern
part of Aukstaitija, characteristic for the somewhat statistically ‘stub-
born’ leading voice anchored to the fifth scale degree and thus a rel-
atively more important backing voice, especially in forming various
relations with the leading voice.
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Figure 7. Schematic transcription of UZugde mani maciute."’

7 Translation of the first strophe: ‘A green goldfinch grew in the yard, in the father’s
manor’.
8 Translation of the first strophe: ‘Curly eglantine, don’t stand at the road’.
9 Recordings: (Skuoliai, Ukmervge Dst.) song of the newlyweds’ visit to the bride’s
parents UZugde mani maciute (Cetkauskaite 1998: CD 3, N. 4), (Kaménai, Kédainiai
Dst ) haymaking song Oi Dieve mano (Cetkauskaité 1998: CD 1, N. 19).

0 Translation of the first strophe: ‘Old mother raised me, for heavy hardships, for
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I B
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Oi  Die - ve ma - no, Die - vu- li(au) ma - no, kai  per

Figure 8. Schematic transcription of Oi Dieve mano."

There is a tendency to perform the second scale degree in uni-
son (see the syllables ma-ni in the beginning of the second measure,
Figure 7; etc.) in contrast to the prevailing tendency in other dialects
and subdialects to add the low fifth degree, thus making the interval
of fifth between the voices (da-gi-lis in the beginning of the second
measure, Figure 5; etc.). There is also a specific feature of the leading
voice to ‘throw” the voice from the third scale degree to tonic in the
endings of phrases except of the end of a strophe (-fe in the end of the
second measure, Figure 7; and more similar occurrences in Figures
7 and 8).

Pitch measurements

For pitch measurements, Praat'> software was applied. Two
cases were encountered.

In the first case, the two voices were clearly separated in the
recorded tracks: in one track of the stereo recording one of the voic-
es dominated while the other was in the background (i.e. one voice
was significantly more intense). Just the opposite was characteristic
of the second stereo track. Praat draws an intonogram for the dom-
inating voice quite successfully. In other words, the technique used
for pitch measurements in monophonic performance can be applied.
This means that a quasi-stationary segment of the intonogram of a
sufficiently long tone can be chosen for the measurement of the pitch
average for this tone.

What ‘sufficiently long’ means needs a separate, thorough dis-
cussion. Here I will make a couple of short remarks only. The ade-
quate shortest duration for pitch measurements, if it is bound to the
phenomena of pitch perception (such as producmg and perceiving
musical scales in vocal performance), depends on pitch jnd". The

troubles for plaintive tears’.
Translatlon of the first strophe: ‘Oh my God, my dear God, when this year [ was in
a hardship’.
12° www.fon.hum.uva.nl/praat/
13" Just noticeable difference, difference limen.
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better the precision needed, the longer the durations (to some de-
gree) should be considered. If, say, one is satisfied with precision
of some 10 cents, durations longer than 50-100 ms should be meas-
ured.'* However, we made interpersonal divergences of 10 cents in
the measurements of a vocal performance even for some durations of
400 ms (Ambrazevicius and Budrys 2012: 61). It is mostly because
the intonograms of pitches are far from stable in the real vocal per-
formance; the short pitches usually do not even contain quasi-stable
segments.

Thus briefly, the quasi-stable sequences of intonograms as long
as possible are preferred for pitch measurements. Therefore short or-
namental notes are usually excluded from consideration, i.e. mostly
the structural notes are taken into account. I usually did not meas-
ure short ornamental notes in the current study since first, as was
discussed above, perception and measurements of such notes are far
from precise, and second (and consequently) their role in the deter-
mination of the musical scale is actually negligible.'

The ‘monophonic option’ is preferable because of significant
savings of time resources: one can measure pitch quickly and direct-
ly from intonograms. This option was applied in the case of songs
Uzugde mani maciute and Oi Dieve mano. Unfortunately, the voic-
es of multipart singing tend to be blended in sterco tracks'® and the
discussed technique does not work. Reliable automatic transcription
(tracing of the intonograms) is possible for monophonic performance
(or for technically ‘monophonic’ performance, as in our case) only.
Thus usually the procedure of pitch evaluation in multipart singing
is more complicated and more time consuming. This was the typical
case in the current study.

As in the study of monophonic singing, relatively stationary
segment (for both or all voices) is considered. It is comfortable to
start with the narrow-band spectrogram to identify such segments:
the spectrogram shows distinctly the undulating lines of harmon-
ics. Then spectrum of the selected segment is obtained and sets of
harmonics of the individual voices are identified in the spectrum.
Certain outstanding harmonics are chosen and their frequencies are
measured. Logarithmic relationship of frequency and pitch is applied
and the pitches are calculated.

14 According to Zwicker and Fastl (2007: 187), pitch jnd for stable pure tones with

frequencies of several hundreds of Hz and durations of 50-100 ms is around 10 cents.
> See Ambrazevi¢ius 2005-2006: 66-67; 2013: 89-90 for more detail on the pitch

measurements in the case of monophonic performance.

16 <Unfortunately’ for the measurements, but, of course, not necessarily for the joy of

listening.
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Gradual transposition: general remarks

Let us start the study from pitch measurements of the song
Auga kiemi dagilis (Figure 5). Pitch tracks of the first two melostro-
phes of this song are presented in Figure 9. Each structural note is
represented by a corresponding marker-dot. In the legend, ‘mstrl’
and ‘mstr2’ mean, respectively, the first and the second melostrophes,
‘v1’ and ‘v2’ stand for the first (upper, leading) and the second (low-
er, background) voices, and ‘rep’ means repeat of the second half of
the tune. For the better comprehension, the pitch tracks are chunked
into four segments each containing two measures. Lyrics of the first
melostrophe are appended below the tracks .

F4 L *
“‘ .\M\\ w n ——mstrl, v1
“c \ —— mstrl, v2
| \ SR - %
e /\ == mstr, v1 (rep)
/ * > =0~ mstr1, v2 (rep)
7%
B3 /\
—O—mstr2, vl (rep)
- .\ . - - —o—mstr2, v2 (rep)
. - \

Au- ga kie-  mi da- g lis, au- ga kie- mi za- lia- s,  kie-  mi kie- me- li te- ve- lia dva-re(li)
]

pitch

—&—mstr2,vl

——mstr2,v2

Figure 9. Pitch tracks of the first two melostrophes of Auga kiemi dagilis.

Acoustic instability of the scale degrees (their intersonic vari-
ation) is clearly visualized. Follow, for instance, the evolution of the
first scale degree (tonic) in the first melostrophe: notes 1-5-12-...-15-
22-27-28-(rep.)22-27-28. Importantly, not only are the pitch fluctu-
ations in the occurrences (‘performance noise’) observed, but they
are supplemented with a gradual rise of pitch towards the ends of the
melostrophes (Figure 9). The gradual rise becomes even more evi-
dent if we compare the melostrophes: the pitch tracks of the second
melostrophe lie noticeably higher than those of the first melostrophe.

To explore the phenomenon of gradual transposition more thor-
oughly, let’s measure the pitches of several characteristic dyads in
all melostrophes of Auga kiemi dagilis. Let’s choose the first dyads
in all measures: Au- (‘note 1°), da- (6), au- (12), Za- (16), kie- (20),
-me- (24), te- (27), -re- (31) (Figures 5 and 9). Figure 10 shows the
development of pitches from the beginning to the end of the song.
The pitch tracks are supplemented with marks pointing to the dyads.
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For example, (5-)3 means that this is the pitch track for the third scale
degree which occurs in the dyads 5-3 (i.e. composed of the fifth and
third degrees). Roman numerals denote pitches below tonic and Ara-
bic numerals denote tonic and higher pitches.

pitch

A3

(2-)V

(1-)V
1 2 3 4 5 6 7 8 9
melostrophe

G3 T

Figure 10. Transposition of dyads in Auga kiemi dagilis.

At this moment, it is enough to predicate that, first, the tonality
rises in 2-3 semitones; second, this rise differs slightly for the par-
ticular dyads, and third, the rise slows down towards the end of the
song. The tonality rise, however, is not always that prominent. For
instance, it equals roughly a quartertone for UZugde mani maciute
(5 melostrophes) and Oi Dieve mano (8 melostrophes). Lets then
examine more songs to make more reliable statements. Figures 11
and 12 pool results for Seduva and Mistiinai samples (each consist-
ing of five songs). The graphs show the transpositions from the first
to the last melostrophes for the pitches of analyzed dyads (crosses).
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The diamonds mark medians of the values. For instance, consider
the song Oi sesutéla, ko verki (Figure 11). The minimum value is
0.96, the maximum value is 2.25, and the median equals 1.43. This
means that one of two pitches in certain dyad of Oi sesutéla, ko verki
experiences rise of 0.96 semitone from the first to the last melostro-
phe, and this is minimum rise for this song. Another pitch rises 2.25
semitones, and this is the maximum rise for this song. The median
for all such rises is 1.43. One could conclude that even the converse
process — lowering towards the end of a song — could be observed in
some cases. However, the tendency of rising transposition is obvi-
ously overwhelming, as well as the rough correlation of the rise to
the duration of song. Some exceptions (such as Oi brolio broluzélio,
Figure 11, and £ékeé sakatélis, Figure 12) could need more attention.
One can speculate that particular physiological and psychological
circumstances were at work, but the possibility of the influence of
certain musical features should not be excluded.
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Figure 11. Dependence of transposition on the duration of song; Seduva sample.
Crosses: transposition of pitches of various dyads. Diamonds: medians of the
transposition.

Gradual transposition: evolution of intervals

Closer inspection of the gradual transposition in Auga kiemi
dagilis reveals that the evolution of scale degrees in the course of
performance slightly differs. The tonic experiences the steepest rise
while the higher degrees transpose progressively to a lesser extent
(Figure 10). The lower fifth degree, again, rises slightly less than the
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tonic. These differences in the transposition appear especially appar-
ent if observe the change of intervals in the vocal dyads (Figure 13).
The width of the nominal major third 3-1 drops from a ‘very wide
major third’ (even closer to a fourth) to a ‘narrow major third’ (nar-
rower by some 20-30 cents compared to the 12TET-equivalent).
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Figure 12. The same as in Figure 11; for Mistiinai sample.
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Figure 13. Evolution of dyadic intervals in Auga kiemi dagilis.
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The same holds for the nominal pure fourth 5-2, which appears
to be slightly stretched in the first melostrophe, but soon drops below
the tempered equivalent and further narrows progressively to roughly
midpoint between pure fourth and major third. Similarly, the nominal
minor third 5-3 transforms from a ‘wide minor third’ to something in
between the minor third and major second. On the contrary, a slight
stretch of the intervals containing the lower fifth degree (1-V and
2-V) is generally observed.

These transformations suggest several important issues re-
garding perception and performance of the musical scale. First, the
harmonic intervals formed by the voices deviate significantly from
their 12TET-equivalents. Actually this is not surprising in the case of
traditional vocal performance. Second, which is probably more inter-
esting, the harmonic intervals undergo considerable gradual change
from the beginning to the end of the song. This leads to the third
insight: the intonation of harmonic intervals and, consequently, the
intervals in musical scale are only roughly fixed. The system of inter-
vals manifests as certain rough perceptual scheme, which is flexibly
shaped in the course of performance. Fourth, one can try to speculate
the reasons for the discussed evolution. It seems that they result from
interplay of certain physiological and psychological phenomena. Per-
haps the general rise can be collated to the tendency of gradual timbral
brightening. It goes together with the preferred stretch for musical
scales.!” However, the stretch is generally available for the lower scale
degrees only. For the upper scale degrees, the phenomenon of stretch
is restricted as these rising degrees occur gradually in the upper part
of a vocal range not comfortable for voice production. Thus the upper
limit of a vocal range ‘pushes’ the high pitches down and so the inter-
vals squeeze. y

Figures 14 and 15 pool results for Seduva and Mistiinai sam-
ples. Quasi-stable segments of the occurrences of certain dyads were
cut from the recordings of the first melostrophes of all ten songs.
Then LTAS!® spectra for each set of the segments were composed
and averaged pitches of the dyads were obtained. For example, the
corresponding segments of the dyads 5-3 were left in the recording
of the first melostrophe of Arskétéli garbuonéli (Figure 6): -té- (first
measure), -vék (third measure), -lio (fourth measure), and -vék (fifth
measure). Then the averaged pitches of the third and fifth degrees
were calculated from the LTAS. This technique of averaging weights
automatically longer and more intense occurrences.

17 Refer to the phenomenon of ‘outspreading’ (‘unfolding’) scales (rus. packpsrsaiouu-
ecs naovl; Anekcee 1976: 48—58); this phenomenon can be registered in the Lithuanian
tradition as well. This could be attributed to attempts for gradual psychophysiological
mastering of a wider vocal range.

18 T ong-Term Average Spectrum.
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The same procedure was carried out with the last melostro-
phes. Then the pitches were normalized to the tonics of the analyzed
melostrophes. Finally, deviations of the pitches of scale degrees from
their counterparts in the twelve-tone equal temperament were calculat-
ed. The fourth scale degree is not shown for Seduva sample (Figure 14)
since it is faintly presented in the analyzed songs: at best, it appears in
transitional notes only (as in Auga kiemi dagilis, Figure 5)."
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Figure 14. Pitch deviations of scale degrees from 12TET; Seduva sample. Crosses:
pitches of various dyads. Diamonds: medians of the pitches. Transposition is depicted:
the values on the left stand for the beginnings of the songs whereas the values on the
right show the endings.

19 Statistical inference about the difference between two populations means (i.e. the
corresponding intonations in the first and the last melostrophes) gives fairly low one-
tail p-values for the following scale degrees: V (.096), VI (.082), VII (.060), 3 (<.001), 5
(<.001) (Seduva sample; Figure 14); 3 (.005), 5 (<.001), and 6 (.002) (MiStiinai sample,
Figure 15). The few remaining scale degrees (2 in Seduva sample, 2 and 4 in Mistiinai
sample) show p-values larger than .1 which means that, for these degrees and based on
the samples of limited size, the tendencies of the changes discussed are either not that
strong or ambiguous.
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Generally, results confirm the insights gained for one single
song, Auga kiemi dagilis: the normalized pitches of scale degrees
above tonic tend to drop during the course of performance (degrees 2,
3, and 5 in Figure 14, and degrees 2-6 in Figure 15) and those below
tonic tend to rise (degrees VI and VII in Figure 14). This means nar-
rowing of the intervals between the certain scale degrees and tonics,
1.e. shrinking of the scales. An exception is made for the lower fifth
scale degree (V in Figure 14). Probably this reflects the above-men-
tioned tendency to ‘unfold’.
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Figure 15. The same as in Figure 14; for MiStiinai sample.

Thus the tendencies of the temporal scale to shrink are essen-
tially the same for both Seduva and Mistiinai samples. However, the
actual intervals differ quite significantly. Let’s start from the fact that
the tunes in both samples are based on the frame (or nucleus) of two
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main tonal anchors: tonic and fifth degree®. In both samples, the
singers start from slightly stretched fifth (the fifth is some 20 cents
sharper compared to its counterpart in 12TET) and this might be at-
tributed to the common psychological preference to stretch intervals
(e.g. Dowling and Harwood 1986: 101-104). When approaching
the ends of the songs, the fifth degree becomes even flatter than the
12TET-fifth, but still similarly for both Seduva and Mistiinai sam-
ples. However the rest of the scale degrees (i.e. not belonging to
the frame of two anchors) show relevant differences in pitch for the
two samples. Briefly, the pitches tend to be sharper in the context of
12TET, for Seduva sample, but flatter for Misttinai sample (consider,
for instance, the second and third scale degrees).

To generahze the Seduva singers apply a ‘bright’ version of
major-like scale whereas the ‘dark’ version of major-like scale is
characteristic of Mistlinai sample.

The role of musical context

Figure 10 shows that certain scale degrees are systematically
intoned sharper or flatter depending on the dyads they belong to. For
example, there is a slight tendency to intone the fifth degree sharper
in the dyad 5-2 and flatter in the dyad 5-3. The deviations of intona-
tions of tonic in the dyads 3-1 and 1-V are much larger; the same can
be stated for the lower fifth degree (i.e. sub-fourth) in the dyads 2-V
and 1-V. In some cases, these deviations even approach a semitone (!)
Now, I will not speculate on the reasons for every single scale degree,
but most probably some generalizations could be inferred concerning
the phenomenon. First, the vertical (harmonic) context could be at
work: the tendencies to intone certain dyadic intervals wider or nar-
rower could result in the corresponding tendencies of intonation of
scale degrees.?! Second, there could be also some impact of more ex-
tensive musical context including the horizontal component. Third,
it is also possible that the vocal parts (or the singers corresponding
to the vocal parts) have slightly different ‘versions’ or even ‘models’
of the scale to be applied. (The case of tonic in Auga kiemi dagilis is
meant: the tonic is performed by the leading voice in the dyad 1-V
and by the backing voice in the dyad 3-1.)

The slightly different scalar ‘versions’ of the vocal parts are
partially obtained in the songs UZugde mani maciute and Oi Dieve
mano (Figures 7, 8, 16, and 17). As has already been mentioned,

20 Qr, if based on more refined interpretation, the lower and upper tonics (Xapar
1972: 247).

21 Actually this corresponds to the “harmonic intonation’ rule in Friberg, Bresin and
Sundberg 2006: 151, with a difference in target intervals, which generally but not
necessarily have to be natural in our case.
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the sound recordings of these songs can be conveniently analyzed in
‘monophonic mode’ as the two voices dominate in the two different
stereo channels. Thus even the deviations in unisons can easily be
registered.

Quite unexpectedly, the voices deviate noticeably within the
unisons, the deviations reaching even some 50 cents. This is espe-
cially distinct in the intonation of tonic: the leading voice makes ton-
ic higher (compared to the backing voice) in UZugde mani maciute
whereas the opposite can be stated for Oi Dieve mano. The nucleus
of the mode is the same for both songs, and it is based on the anchors
of tonic and the fifth degree. The nucleus performed by the leading
voice shifts compared to the tonic performed by the backing voice
(Figures 16 and 17). Therefore one can expect that the whole scale
is transposed slightly, resulting in a mismatch between voices, but
probably this is only partly true because other scale degrees do not fit
the simple scheme of transposition.

-
o

normalized pitch, semitones
N B O B N W b v OO N ® O

i U:%“g: d; es maaj R: ms Ea_‘ﬁi‘{‘tleiv an di-dziy var-gy,an ri-pes-te-  liy, an gai- liy a- $a-ry.
1 3 5 7 9 11 13 15 17 19 21 23 25 27 29 31
note (number)

Figure 16. Generalized pitch tracks of Uzugde mani maciute. Medians of the pitches
normalized to the median of tonic of the lower voice are presented. Lyrics of the first
strophe are appended.

Besides the tonic, the third scale degree experiences the largest
changes of intonation in the course of performance. Refer to -fe (note
10), an ri-pes- (notes 17-19), and -ry (note 30) in Figure 16: the de-
viations range to a semitone. A closer 1nspect10n of the transcription
(Figure 7) reveals that the sharper versions occur for the mentioned
‘throws’ of voices (notes 10 and 30, Prima Volta), i.e. for the rela-
tively short notes (roughly 100 ms*?). The flatter versions occur for
relatively long structural notes (17-19 and final 30). The case of the
note 30 is especially distinct: for the first time, it is a short note, and
when repeated it becomes a long finalis, performed significantly low-

22 Large part of the quaver is used for the glissando.
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er. Most probably this means that the flatter version is, in a sense, the
‘true’ version, as it is actually not influenced by physiological issues
and perceptual ambiguity of short pitches.?

-
o

A
1I\ Ir\\ \ lr:. -

9
8
g,
2 6
[\
A e ee— e s
LY / A
AR AN
£ \ \ \ \/
ST S o N A LI WY
! Oi Die-ve  ma-no, Die-vu-liauma-no, kaiper Siuos  me- te-lius var-  ge- ly bu-vau.
2 1 3 5 7 9 11 13 15 17 19 21 23 25 27 29

note (number)

Figure 17. Generalized pitch tracks of Oi Dieve mano. Medians of the pitches
normalized to the median of tonic of the lower voice are presented. Lyrics of the first
strophe are appended.

Similar phenomenon of diverging sharp and flat versions of the
third scale degree resulting from the differences in durations can be
envisaged in Oi Dieve mano (Figure 17) as well. Yet the divergences
are faint compared to the case of Uzugde mani maciute (see, for in-
stance, the versions of note 29 in Figure 17). Possibly this could be
attributed to slow tempo of Oi Dieve mano: the slower tempo increas-
es the durations of the short ‘thrown’ notes and thus allows to perform
them more precisely or more closer in pitch to the prolonged notes.

Intonation of the third scale degree in the backing voice part of
Uzugde mani maciute generally confirms the presumption about the
flat version of this degree as the ‘true’ or ‘main’ one. Additionally,
noticeable divergences in the occurrences of the flat version should
be stressed. For instance, note 8 is extremely flat, making nearly a
minor third with tonic, although generally (from the traditional view-
point) the tune is considered to be major-like. Other occurrences of
the third scale degree (such as notes 5, 14, and 27) are clearly sharper
and similar to each other; nevertheless they are still flatter than a
major third. The discussed divergences point to the influence of me-
lodic context on the pitch performance.?* Specifically, the third scale

23 Precision of short vocal pitches is limited both because of the physiological
limitations of vocal production and because of already mentioned limitations to
}z)erceive the produced pitches precisely enough.

4 The harmonic context is not responsible for the changes in intonation of the backing
voice, in this case, since the dyads are the same (5-3) and the intonations of the leading
voice (making the fifth degree) are quite stable.
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degree is intoned differently in the sequences 4-3-2 (scale degrees)
and 2-3-2.

A very short generalization of the musical scales in Uzugde
mani maciute and Oi Dieve mano could be as follows: although,
from the traditional ethnomusicological viewpoint, they are consid-
ered as major-like scales, actually they follow some ‘sweet-and-sour’
scheme with roughly neutral third scale degree. Additionally, this
static scheme manifests dynamically, i.e. (besides of the performance
noise) the intonations change systematically, in dependence on the
musical context.

Discussion

Detailed analysis of several vocal performances representing
Lithuanian traditional homophony reveals how complicated phenom-
ena of musical scales are and how the actual performances differ from
the simplified theoretical presuppositions. Just to remind ourselves,
the common ethnomusicological attitude would tell us that we are
dealing with simple major-like scales or even a major scale in the
classical sense. Acoustical measurements provide data which let us
try to reconstruct the original emic schemata and processes. First of
all, this emic basis seems to be far from simplified theory because
of significant deviations from 12TET, leading to certain doubts con-
cerning the major-like quality. Possibly, the scales could be consid-
ered in the wider and flexible context of major-minor continuum or
something similar. However, this is not the end of the story. One can
expect that these microtonal deviations could be expressed in some
unsophisticated way, such as a static set of peculiar intervals between
the scale degrees. Maybe this might work for rough estimations, yet
then the substantial properties of the scales would be overlooked and
lost. These important properties include different levels of scalar dy-
namics: possible transposition (mostly rise) of the entire scale plus
different rates of the transposition for different scale degrees, plus
systematic effects of musical context on the intonation. These dynam-
ic qualities of musical scale come from physiology and perception of
singing. Interplay of these qualities result in peculiar outcomes such
as shrinking scales in the course of performance of entire song or
seeming ‘chromaticisms’ appearing in various musical contexts.

For analysis this interplay needs more sophisticated and mul-
tifaceted (or, generally, even multidimensional) techniques of meas-
urement, evaluation, and visual presentation. A single static set of de-
viations in cents marked at the sequenced scale degrees is not enough.

To make things both more complicated and more trivial, we
should make clear that phenomenologically, for the performers, the
musical scale of a single given song under discussion is probably
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unvaried from the beginning to the end of the song.”> By the way,
contemporary ethnomusicologist listeners usually also do not notice
the slight tonality changes and changes of the intervals, unless asked
to concentrate on the considered phenomena or unless they are pos-
sessors of absolute pitch. This is because the changes are slow and
gradual. If we compare occurrences at distant moments of the per-
formance, the changes become perceivable more easily. More im-
portantly, the seeming stability of the scales supports the attitude that
we are not dealing with changing scales (one scale transforming into
other) but rather with a single scale embodying an intrinsic feature
of change.

Finally, it is worth mentioning again that the explored prop-
erties of the musical scales could serve as idiosyncratic markers for
different vocal idiolects (and possibly dialects), the markers of which
also manifest as bundles of colors for a contemporary outside listener.
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Puiuuc Ambpazesuuuyc

N3BODHBEKBE MY3UYKE JIECTBULIE ¥V TPAJIIMIITMOHAJIHOJ
BOKAJIHOJ XOMO®OHUIN:
[MPUMEPU 13 JINTBAHUIE

(Pe3ume)

Tekct pazmarpa nUTame My3UdKe CKaJle: OJICTyIIama / pacKopakx / IpOTHBPEY-
HOCT M3Mel)y MpHCTyIa KOHIENTY JIECTBUIIE U POOJIeMe aKyCTHYKO-TIepLenTyai-
He IPUPOJIe Y BE3H ¢ brMa (yri1aBHOM (iekCHOMITHa MHTOHANWja U pe3yinTupajyha
»TpaBuia n3Boherwa”). IIpeacTaBibeHe ¢y OCHOBE JMTBAHCKE TPAIUIMOHAIIHE BO-
kamae xomodonmje. OdopMmibeHa Cy IBa y30pKa, O KOJUX CBAKH CAAPXKU IO IET
CHHMMaka u3Bohema Iecama. JegaH y30pak JIMTBAHCKE TPaJHUIMOHAIHE BOKAJIHE
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xoMO(OHHje TTOTHYE U3 AyKIITauTHje (MCTOYHOT NHjaNeKTa), a qpyru u3 J3ykuje
(jyromcTo4HOT nWjanekTa). Jour aBe yKJbYUCHE IecMe Cy Ha CHeIH()UIHOM ay-
KIITAaWTHjCKOM TIOJ/TH]jaJIEKTy.

Pey je o TexHukama u mpoOieMHMa aKyCTHYKHX Meperha TOHCKHX BHCHHA.
CripoBezieHa Cy TOHCKa Mepema BUCHHA y JleceTUHaMma recama. Hakon renepainu-
30Bama / CyMUpama pe3yirara, OTKPUBEHO je HeKoIMKo (eHoMeHa. I1pBo, unTtase
JIECTBHIIE Cy Y MPOLIECY MOCTeNeHe (y3/1a3He) TPAHCIIO3UIH]e O TI0YeTKa JI0 Kpaja
n3Bohema mecme. Jpyro, TpaHCIO3WIMja je AONMYHEHa MOCTYIHUM CaXKIMamkeM
MY3HUKHUX CKajla: HHTEPBAJIH [10CTajy YU KAaKO TOPHY CTYHEEBH CKaJe JOCEKY
MOCTYITHO JIO TOPH-CT JieJia BOKATHOT aMOUTyca, KOjU HUje ymoOaH 3a MPOLYKIIH]jy
miaca. Tpehe, nHTOHaNWje CTyNBEBa CKajle Cy IMHAMUYHE, Tj. 3aBUCE OJf My3HYKOT
(¥ MEJIOJIMjCKOT ¥ XapMOHCKOT') KOHTeKcTa. Ha mpumep, y HeKUM ciIydajeBuMa, HH-
TOHAITHja CTYyIHhEBa CKaje 3aBUCH O] TOTa y K0jOj c€ BOKAIHO] AMjaJIH IaTH CTyTIamk
mojasibyje. [Ipyru mpumep: HHTOHALMja Tpeher cTymmba MOXKe 3Ha4ajHO 3aBUCUTH
1 OJI MEJIOIU)CKOT 00paciia KojeM MpHIlaga U O Tpajaka TOHCKE BUCHHE (IITO TIp-
BEHCTBEHO 3HAYM Pa3uKy M3Mel)y CTyKTypHOT U KpaTKor OPHAMEHTAIIHOT TOHA).
3a yxo cnymaoua ca 3amaja, To yKpaiiaBa MeJIOIUjy CHeHI/I(i)I/['-IHI/IM CMEHUBAKHEM
,,CIIATKO-KHCee” JlypCcKO-MOJICKE TOHATHOCTH. YeTBpTO, Bep3uje My3HUKHX CKaja
(GYHKIMOHUIY Ka0 MapKepH MIHOJIeKaTa — KOHKPETHO, Ped je O ceeliium 1 wam-
HuM Bep3HMjaMa cKaja HalluK TypcKoj. Meja TakBUX Bep3Hja MOXKE Ce, eBEHTYaTHO,
U3BECTH y HOMeHY nujajnekara. CBU OBH yBUAM OTBapajy IHUTama NEPLENTHBHUX
CBOjCTaBa My3MYKHX CKalla M F(bUXOBHUX MaHU(eCTalrja y H3BOHCHY.

My3uuke ckaje MpuBiIaue MaKikby eTHOMY3HKOJIOra 0] CaMOT HACTaHKa KOM-
napatuBHE My3ukosoruje. Ta makma je BepoBarHO Hajuyenthe ycMepaBaHa Ka cre-
UOUYHAM ,,eT30THYHEM” CKalama 300T ’bUXOBE KOHICIIIIMje M HHTEepBaa MOTITy-
HO JIpyTaujuX O OHMX Y 3ara/Hoj yMETHHYKO] My3HLH. Y TOM IOIVIeNY, 3alaHe
TPaAULMOHATIHE My3HYKe KYJIType Cy pa3MaTpaHe IeHEepaIHO Kao BHUIIE HIH Mabe
CPOJIHE IUXOBUM ,,pa3BUjCHUM MapmhanuMa’ y BUCOKO] KYATYpH (Makap y Moriieay
KOHCTUTYTHBHHX MHTEpBaja), OTyAa U Kao HE TOJIMKO MHTEPECAHTHE 33 UCTPaXKH-
Baye.

ITojaBwo ce u ompelern O6poj cTyauja Koju mopude mpeosnalyjyhu cras. Ak-
TYEIIHO MCTPaXXMBAame MPOIY)KaBa OBaj aJTCPHATUBHU TOK M WIIYCTPYje NMUTarba
MY3HUYKHX CKaJla IIyTeM ()eHOMEHA KOje HaJIa3MMO Y JIMTBAHCKO] TPAAUIIMOHAIHO]
BOKAJIHO] XOMO(OHH]jH.
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Abstract

The analysis of live albums can clarify the dialectic between studio recordings and
live performances. After discussing key concepts such as authenticity, space, time
and place, and documentation, the author gives a preliminary definition of live al-
bums, combining available descriptions and comparing them with different typolo-
gies and functions of these recordings. The article aims to give a new definition of
the concept of live albums, gathering their primary elements: “A live album is an
officially released extended recording of popular music representing one or more
actually occurred public performances”.

Keywords
performance, rock music, live album, authenticity

Introduction: recording and performance

The relationship between recordings and performances is a
central concept in performance studies. This topic is particularly
meaningful in popular music and even more so in rock music, where
the dialectic between studio recordings and live music is crucial for
both artists and the audience. The cultural implications of this jux-
taposition can be traced through the study of ‘live albums’, both in
terms of recordings and the actual live experience. In academic stud-
ies there is a large amount of literature on the relationship between
recording and performance, but few researchers have paid attention
to this particular type of recording.

Live albums play a particularly important role in rock music,
but in this paper I will use the more general concept of ‘popular
music’ for two main reasons: since live albums can also be found in
other popular music genres, such as jazz and mainstream music, re-
searchers must first focus on live albums in general, before approach-
ing sub genres; secondly, the concept of ‘rock music’ still lacks a
broadly accepted definition and it is therefore difficult to use with the
unambiguity required in a scientific investigation.

The dichotomy between studio and live has some parallels in
academic discourses; its extreme positions can be exemplified, on

1
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the one hand, by John S. Gunders’ PhD thesis, targeted against “an
academic suspicion about authenticity as a valuing and explanatory
mechanism” (Gunders 2009: vi), and on the other hand, by Mag Ui-
dhir trying to demonstrate with sagacious but quite sophistical ‘quib-
bles’ that “there is no in principle aesthetic difference between a live
performance and a recording of that performance” (Uidhir 2007: 311).

The discussion in the Journal of Aesthetics and Art Criticism
about Theodore Gracyk’s article “Performance and recordings”
(1997) between the author and Howard Niblock is an interesting ex-
ample of this dialectic: Gracyk argues that “the experience of listen-
ing to recorded music is not obviously an aesthetic loss as compared
to hearing the same music in live performance” (Gracyk 1997), while
Niblock specifies that “both recordings and live performances have
their particular advantages and drawbacks; and a world without ei-
ther of them would be aesthetically poorer” (Niblock 1999: 368; see
also Gracyk 1999). Gracyk focused on the central role of recordings
in rock music, a point of view shared by other scholars (Clarke 1983;
Fisher 1998; Perna 2006; Duffett 2009: 39). As P. Auslander assess-
es, although “there is no question but that rock exists primarily as
recorded music and that rock culture is organized around recordings
[...], [1]t is equally the case, however that rock music is performed
live and that, within rock culture, such performance is important and
demanded” (Auslander 1998: 2). The importance of recordings in
popular music (especially in rock) does not prevent live experiences
from playing a significant role, as most researchers admit, including
those who point at the centrality of recordings (Kania and Gracyk
2011: 88-89; Clarke 1983: 201; Fisher 1998: 119; Duffett 2009: 48).
Simon Frith summarizes the different functions of these two types of
music experiences: “the recording offered one sort of pleasure (the
perfection of a form, a dream state) while live performance offered
another (the pleasure of a process, risk and excitement, intoxication)”
(Frith 1996: 232).

Live albums, as we will see, refer to both these functions.

Sources and key concepts

When selecting the sources for an analysis of live albums, a
fully quantitative criterion is made impossible, primarily due to the
enormous number of live albums, but also because official statistics
usually do not distinguish between live and studio albums (see e.g.
www.officialcharts.com). A qualitative criterion presents problems as
well: lists of the best live albums are quite common, but they strongly
differ from one another, and none of them emerges as the most au-
thoritative. Official charts of bestselling albums have an undoubtedly
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objective element that cannot be disregarded; however the popular
music market is excessively bound to a specific context in order to be
raised as the main criterion for value. In my research, I used Wikipe-
dia’s category ‘live album’, presenting more than 2000 records from
1948 to the end of the nineties (http://en.wikipedia.org/wiki/Catego-
ry:Live albums by year); it is probably the only big albums data-
base, discerning live from studio albums, and it gives a good picture
of the popular perception of live albums, though we must not forget
the nature of Wikipedia (anyone can create and edit the entries), mak-
ing unavoidable incongruities and mistakes (for example, some studio
albums are labeled as live albums or vice versa, and the date of the
recording is sometimes confused with the release date). I used a qual-
itative criterion as well, creating a list of 114 live albums, through a
combination of nineteen different top lists available in printed and
Internet journals and blogs (see references), giving a co-efficient for
every album relative to the ranking in every list (in the article every
album appearing in the list is marked with an ‘#’).

Before approaching the issue of live albums, we must highlight
some key concepts and first define what we mean by ‘performance’
and ‘recording’. John Fisher asserts that a recording can be con-
ceived “both as temporally ordered sets of sounds and as physical ob-
jects”, and he proposes the following definition: “the extended sound
event (the sequence of sounds) produced by a studio quality standard
playback (circa the time of creation) of a master tape” (Fisher 1998:
112-113). The medium used for the recording (LP, cassettes, CD,
mp3, etc.) is obviously not irrelevant for the listening quality of a
sound event, I will therefore only consider the first release of every
album, that is, at least until the 1980’s, usually the LP edition (see
also Mednick 2013: xv).

A performance can be conceived in the broader sense of Goft-
man’s definition: “all the activity of a given participant on a given
occasion which serves to influence in any way any of the other partic-
ipants” (see Duffett 2009: 45). In Richard Schechner’s performance
theory, performance can be divided into ten parts, but in the common
sense, only the central one named ‘public performance’ is considered
as a proper performance (Schechner 2002: 225). In this article the
term ‘performance’ will mostly refer to this narrower meaning of an
exhibition with the presence of an audience (see Kania and Gracyk
2011: 81), or, more precisely, “a public situation in which an audience
attends to the actions of one or more performers, during which spec-
ified sounds are intentionally generated for the expressed purpose of
being attended to as music by the audience” (Gracyk 1997: 139).

In approaching live albums, another key concept to be out-
lined is authenticity, a concept connected with liveliness and live
performance (see Cooke 2011: 10; Behr 2012). As Kotarba argues,
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“IpJopular music scholars and journalists, the music industry, and
fans themselves tend to treat authenticity as an objective reality”
(Kotarba 2009: 153), but the reality is that “the ontological liveli-
ness of the live is a fiction, the projection of a desire that cannot
(and, indeed, must not) be fulfilled” (Cooke 2011: 17). Auslander
similarly states that “the creation of the effect of authenticity in rock
is a matter of culturally determined convention, not an expression
of essence” (Auslander 1998: 6), but he adds that “the fact that the
criteria for rock authenticity are imaginary has never prevented them
from functioning in a very real way for rock fans” (Auslander 1998:
5). According to P. Vannini and J. P. Williams (2009: 3),

“[a]uthenticity is not so much a state of being as it is the objectifica-
tion of a process of representation, that is, it refers to a set of qualities
that people in a particular time and place have come to agree repre-
sent an ideal or exemplar. As culture changes — and with it, tastes,
beliefs, values, and practices — so too do definitions of what consti-

299

tutes the authentic. Authenticity is thus a ‘moving target’”.

As Arnold Schoenberg affirms, “music is an art which takes
place in time” (see Frith 1996: 267). Authenticity in respect to music
is usually related to a single occasion, in other words, to the space
and time in which it is performed. In this respect, it can be useful to
outline the concept of place, “as point in space and time where music
occurs” (Kotarba 2010: 4).

Interestingly, the vast majority of live albums, especially in the
1950s and 1960s, are titled with the name of the artist and the loca-
tion of the concert the recording is taken from. However, the degree
to which a recording can be considered an authentic documentation
of'a concert depends on different factors, including genre features. As
Gracyk (1996: 69) states, “there is a continuing temptation to regard
recorded rock as a mere substitute for — a documentation of — per-
formances we cannot attend”. In some musical genres, such as jazz
or classic music, “the recording may be viewed simply as a documen-
tation of one important live performance of the work™ (Fisher 1998:
110), but even if “we tend unreflectively to think of all recordings as
necessarily veridic” (1998: 115), it is far from being true for many
live albums.

Another key concept comes from Schechner’s theory dividing
the performance into three parts in terms of before/present/after, and
especially the sub-partition of the aftermath in archives and memo-
ries (see Schechner 2002: 225). Glenn Gould, in Simon Frith’s words,
“argues against live recordings as being, by their nature, ‘archive’ re-
cordings: they reveal in documentary fashion something about their
times — how Beethoven was interpreted then — but they are therefore
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‘indisputably of and for their time. They spurn that elusive time-tran-
scending objective which is always within the realization of record-
ed music’” (Frith 1996: 230). But besides documentation, a perfor-
mance continues to affect its participants through memory, through
the personal re-elaboration of the experienced event; as Diana Taylor
(2003: 2) argues, “[p]erformances function as vital acts of transfer,
transmitting social knowledge, memory, and a sense of identity.”

As far as what has been stated above, it should be clear that the
relationship between recording and performance is extremely com-
plex, and cannot be reduced to dichotomous schemes. What seems to
be an assessment shared by almost all researchers is that authenticity,
as the fundamental parameter for judging a recording in relation to
the event they claim to document, is “a matter of degree” (see Kania
and Gracyk: 93; Fisher 1998: 117); not only because it depends on
social and contextual interpretations, but also because “performances
may be better or worse approximations to what the work prescribes”
(Kania and Gracyk: 93). As we will see, “many records are far re-

moved from any originating live performance, others are closer”
(Fisher 1998: 117).

Definition

The main requirement of a scientific definition is maximum
precision, that is, every single unit of the defined object must fit in
the definition and every unit fitting in the definition must be includ-
ed in the defined object (see Jarkho 2006: 90-91). In our particular
case, if one live album does not fit into the definition or one non-live
album does, the definition deserves further elaboration. This does not
prevent the existence of ‘intermediate’ types, unavoidable in nature
(2006: 24), which in the analysis must be considered separately as
‘hybrids’, since they are not fully representative of the defined object.
Secondly, in approaching a definition, we have to discern primary
(constant) and secondary (variable) elements (2006: 50): the former
are those elements that must be present in any unit of the defined
object, while the absence of secondary elements, even when frequent
and important, does not make the unit less representative.

The commonly accepted meaning of live album is well ex-
pressed in Donald S. Passman’s (2006: 108) words: “A live album is
recorded during a live concert (with lots of screaming and applause),
rather than in a studio”. This definition is too generic (and sometimes
incorrect, as we will see) but it points to the contrast with studio
albums; Mednick significantly excluded any live album in his first
book about “greatest rock‘n’roll albums ever [...] mainly to avoid
comparing apples with oranges” (Mednick 2013: xv). Wikipedia’s
definition underlines this dichotomy as well:
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,»A live album is a recording consisting of material (usually music)
recorded during stage performances using remote recording tech-
niques, commonly contrasted with a studio album.

Live albums may be recorded at a single concert, or combine re-
cordings made at multiple concerts* (http://en.wikipedia.org/wiki/
Live album).

This definition offers some additional important elements, such
as the use of remote recording techniques and the variability of the
number of concerts from one to many, but it still lacks precision and
a clear distinction between primary and secondary elements. Lalioti
connects the concept of ‘live’ to the “concept of ‘presence’ of the em-
bodied (in the sense of the physical) presence of both performers and
members of the audience in a specific time and space” (Lalioti 2012:
7). S. Alexander Reed proceeds further in this direction, arguing that
“[t]he one textual universal [...] in effectively all recordings whose
pretext declare them to be ‘live’ is the presence of crowd noise—the
cheering, applauding, and mumbling of a concert audience” (Reed
2005). Important as this element may be, there are still some albums
labeled as ‘live’, eliminating completely or almost completely the au-
dience’s presence. Heckling should therefore be considered a second-
ary element of live albums, along with overdubbing and engineering,
allowing ‘control’ of the the audience’s reactions, both eliminating
live sounds and/or adding them from different sources (see Duffett
2009).

In the Continuum Encyclopedia of Popular Music of the World
we find what is most likely the most accurate description of a live
album:

A live album is an extended recording that is perceived to be a docu-
ment of a live performance or performances (with time and place usu-
ally indicated). [...]

The modern ‘live album’ is distinguished by its difference from the
‘studio album’ and its technological tricks, even though both use sim-
ilar multitrack equipment. The live album is defined by a perceived
sense of spontaneous performance, emotional directness and audi-
ence interaction. [...] The live album asserts an idea of sound record-
ing as a transparent mirror that can reveal the undistorted truth of an
actual event — a live concert with real, live people — regardless of the
subsequent technical improvements that may have been made (re-
mixing, overdubbing, added applause)“ (Shepherd et al. 2003: 620).

This definition adds a fundamental ‘subjective’ element, intro-

ducing the concept of ‘perception’. The essence of a live album is
not in something objectively existing, but in what is considered to be
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such (compare the concept of authenticity in §2). However, a com-
plete definition of ‘live album’ should explain, in addition to ‘live-
liness’, the second element as well. The Continuum Encyclopedia
allows us to complete the definition:

,»An album is a work of popular music of extended duration, usually a
collection of songs. Albums have existed across a range of recording
media and may be issued in formats yet to be invented (2003: 612).

It shows important elements (an album as a ‘collection’, the use
of different media), and especially distinguishes primary from sec-
ondary elements (‘usually’, ‘may be’). But, again, another important
element is omitted.

Albums (and thereby live albums) should be defined in opposi-
tion to unofficially released recordings, e.g. the so-called bootleg as
a musical recording “assembled and sold without the consent of the
performer or the performer’s exclusive record company” (Schwartz
1995: 613). It must be added, as Lee Marshall explains, that

»[ulnlike counterfeiting and pirating, which reproduce the sounds of
recordings already released by official record labels (and the artwork
in the case of counterfeiting), bootleg albums contain recordings that
have never been given official release. The vast majority of this offi-
cially unreleased material is of two types: live concerts [...]; and ‘out-
takes’* (Marshall 2004: 165).

By revising Shepherd’s description and combining it with the
other fore-mentioned elements, we obtain the following definition:
A live album is an officially released extended recording of popular
music that is perceived to be a document of a public performance or
performances. It is commonly contrasted with a studio album and a
bootleg recording and usually presents crowd s heckling and a vary-
ing degree of engineering and overdubbing.

We must now ‘try out’ this definition with different typologies
and functions of live albums in popular music context.

Typologization

There are many possible typology methods, depending on the
selected criteria. It is beyond the aim of this article, for example, to
sort live albums by genre (jazz, blues, pop, rock, etc.), although the
very broad label ‘popular music’ used in my definition excludes some
albums that are considered to be ‘live’ in non popular music genres,
such as traditional and classical music, though official recordings that
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are considered to be ‘live’ do exist in traditional and even classical
music (see for example, Maria Callas’ albums with a ‘live’ label on
their sleeve). I also avoid taking into account the medium used for the
recording, although it is difficult not to agree with P. Scaruffi stating:

“I feel that it is unfair to compare two media that are actually very
different: the album of the 1960s that went through a painful selec-
tion process because it cost a lot of money to make, and the album of
the 2000s that goes through virtually no selection process because it
is so cheap to make” (Scaruffi 2009: 10).

The medium used for a recording significantly changes not only
the perception of a recording, but also its objective features (consider
for example the different sound of the same recording on an LP as op-
posed to a CD); however, as we read in the Continuum Encyclopedia,
“albums have existed across a range of recording media and may be
issued in formats yet to be invented” (Shepherd et al. 2003: 612), and
they will not cease to be ‘albums’; in our case, live albums continue
to be live albums in any medium through which they are recorded.

As Kania and Gracyk state, “[m]ere listening does not neces-
sarily reveal the appropriate category. The functional relationship to
performance practice, rather than the kind of musical work that is
presented, determines which kind of recording presents the music”
(Kania and Gracyk 2011: 85). Focusing on one of the main primary
elements of the fore-mentioned definition, I propose a typology meth-
od based on the relationship between the recording and the “place’ of
the performances it refers to. In a scale from one to many, we can
recognize: 1) one-happening live albums; 2) one-period live albums;
3) no-happening live albums.

The first category refers to recordings from a single perfor-
mance with the precise location indicated on the album’s sleeve. This
is probably what Mednick refers to with “actual recordings”, which
he sustains “are the best” (Mednick 2013: xv). Many of the best live
albums ever recorded belong to this category (in our list: The Who’s
Live at Leeds, 1970, #1; Johnny Cash’s At Folsom Prison, 1968, #2;
Nirvana’s Unplugged in New York, 1994, #4; James Brown’s, Live
At The Apollo, 1963, #5; AC/DC’s If You Want Blood, you’ve got it,
1978, #11); however, there are many other live albums that belong
to the other two categories, that is, live albums not claiming to be
a ‘document’ of a precise performance. In the second category the
unifying element is a more or less large period of time, usually a tour
(Neil Young’s Live Rust, 1979, #12; Peter Frampton’s ‘Frampton
Comes Alive!, 1976, #13, etc.), rather than a single event, but it can
be also a year (Grateful Dead’s Europe ‘72, 1972, #39), or a larger
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period (Springsteen’s Live 1975—1985, 1986, #36). The third catego-
ry does not refer to any particular event, and even when the place of
each recorded performance is shown in the album sleeve, the focus is
on the live experience as such, without a relevant connection to any
time and space.

There are no sharp boundaries between these typologies, rep-
resenting a continuum where every album can more or less fit into
one of the categories. Many important albums were recorded in
the same place on two or three different dates (The Allman Brother
Band’s Live at Fillmore, 1971, #6), or even in different, but relatively
close locations (Led Zeppelin’s How the west was won, 2003, #7;
Deep Purple’s Live in Japan, 1972, #10), but they are still perceived
(and presented) as one unique performance. Live 1975—-1985 covers
Springsteen’s almost entire career before its release, and is therefore
very close to the third category.

Other typologies of live albums can be outlined based on dif-
ferent criteria, but most of them are quite strictly linked to one of
the fore-mentioned categories. Some subtypes of live albums can be
associated with the first category, referring to a ‘special event’, in
contrast to those taken from a ‘normal’ concert; for example, concerts
organized for an ‘exceptional’ revival of a disbanded group; slightly
different occasions can be a farewell concert of a band, declaring its
imminent break-up, and a reunion concert, when the band announc-
es its return to the music scene. These three subcategories share the
element of being related to the end (or the ‘new beginning’) of an
artist’s career; as far as these kinds of concerts, A. Behr (2012) quite
cynically but unlikely incorrectly, argues that they are motivated by
“the inevitable pull of the reunion and the tacit acknowledgement
that however much they may hate their erstwhile colleagues they’ll
fill much bigger venues alongside them and travel first class”. There
are significantly no albums of this subtype in our best live albums
list.

The most typical kind of musical events are obviously festivals,
Woodstock being the most famous example. Festival live albums
are usually recordings of more than one artist, such as benefit (c.g.
George Harrison’s & Friends’ The concert for Bangladesh, 1972) and
tribute concerts (e.g. The 30th Annual John Lennon Tribute, 2011); a
related category is that of albums recorded at concerts featuring oth-
er artists (e.g. Delaney & Bonnie’s On Tour with Ervic Clapton, 1970).

The most common subtype of the fourth category is that of
greatest hits live albums, collecting an artist’s best songs or those
that were best performed live. The Wikipedia database contains more
than 30 albums simply named ‘greatest hits live’, but many more
were conceived as such. Geddy Lee, Rush’s leader (a band particu-
larly famous for its live performances) explains the making of 4 show
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of hands (1989) with these words: “That one was an attempt to kind
of over-exaggerate how perfect you could make a live album. [...]
There was a lot of meddling with the tapes and trying to make sure
we had the best performances” (Popoff 2004: 98); this is very similar
to his words about A/l the world’s a Stage (#86): “We basically took
the best of what we had” (2004: 52). These kinds of live album, in
Geddy’s words “basically taking handful of shows and choosing the
best you’ve got” (2004: 143), are very common, including our best
list (The Rolling Stones’ Get yer ya-ya's out, #3; Kiss’ Alive, #8; Thin
Lizzy’s Live and Dangerous, #9, etc.).

Another typology of live albums not related to any particular
event is a quite rare, but very significant kind of recording: the so-
called fake live album, recorded in a studio, but presented as live,
mainly thanks to the overdubbing of crowd sounds from other sourc-
es. As Duffett claims,

“fake live albums can be found in many different genres of music
and seem particularly numerous in heavy metal. [...] While a com-
mon explanation of these recordings is that audience sounds have
been staged or overdubbed to ‘add atmosphere’, in a few cases a
more plausible explanation is that a simulated live crowd allows mu-
sicians to control an otherwise unruly noise generated by real heck-
lers” (Duffett 2009: 52-53).

Completely fake live albums are quite rare (e.g. Charles Min-
gus presents Charles Mingus, 1960; Chuck Berry on stage, 1963;
Beach Boys Party, 1965), but the practice of overdubbing crowd
noises is more widespread that it may appear. The Rolling Stones
first live album, later excluded from the official band’s discography,
contains at least two fake live songs; in Ozzy’s Speak of the Devil,
similarly disowned by Osborne, three songs are taken from rehears-
als with overdubbed crowd noises; it is interesting to cite an inter-
view with the producer of Slayer’s Live Undead, also supposed to be
at least partially fake, who was asked if the album crowd noises were
authentic:

“I don’t know if I should tell you! Isn’t that one of those great indus-
try secrets? Let’s just say that when you’re doing a live record, you
want live sound — even if perhaps the microphones didn’t pick up the
audience properly” (Mclver 2009: 45).

Another producer, Tony Visconti, similarly claims that Thin
Lizzy’s Live and Dangerous is “75% recorded in the studio” (http://
en.wikipedia.org/wiki/Live_and Dangerous).

Since Get Yer Ya-Ya's Out similarly does not give information
about the concerts it is taken from, the main difference between the
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first two The Rolling Stones’ live albums, and the real reason they
refused the first one, seems to be the mere fact that Got Live If You
Want It! as been revealed as a fake. Evidently a ‘fake’ live album is
not perceived as such until the producers’ ‘secret’ is naked. The inclu-
sion of greatest hits and fake live albums in the same category is thus
far from being casual and meaningless.

Focusing on criteria different than the one-to-many perfor-
mances, other typologies of live albums may be outlined, such as
post-career (Nirvana’s Unplugged in New York, 1994, #4), serial
(Dylan’s The bootleg series, volume 4, 1988, #18), and studio album
live versions (Jethro Tull’s Aqualung Live, 2005), and others. The
last subtype of live albums I want to focus on, is that of albums tak-
en from non official recordings, sometimes called ‘official bootlegs’.
From the time they have been officialized onwards, these albums ful-
ly fit in our definition, and hence are no longer hybrid recordings.
They can be subject to a degree of engineering that is similar to that
of other live albums, and should be better named as officialized boot-
legs rather than official bootlegs, that is a contradiction in terms.

Having provided a definition and a typology of live albums,
we can move onto their function. In other words: why release a live
album, rather than a studio album? And, from the point of view of the
listener: why purchase it?

Functions or how a live album should be

Journalist D. Spence holds that, “[t]he live album is both boon
and bane to the existence of rock ‘n’ roll and other popular forms of
modern music” (Spence 2007: 1). This particular role of live albums
is more evident in the “relative commercial and critical failure of
live recordings” (Gracyk 1996: 81), in comparison to studio albums,
which usually have higher sales and are more appreciated. In Rolling
Stones magazine list of the “500 greatest albums of all time” (Levy
2005), for example, only 18 are live albums (3,6%). According to K.
Baskett (2006: 17),

“[1]ive albums tend to have two big problems that hinder a broad
appeal. The first is recording quality. [...] The second problem with
live albums is the fact that most people interested in a band’s live
recordings already own most of the songs on the record in studio
form. Why shell out for songs they already own to hear them played
worse?”

Another music journalist, G. Brown, associates the negative
aspects of live albums with the aesthetics of liveness:

79



My3ukonoruja 17-2014 Musicology

“When fans have seen you in the sweating, all-dancing flesh on
stage, argument against the /ive album went, they will not want to
hear you in the sterility of their homes doing the same show without
the dances, spins, dips, splits and cape. And if that argument did not
convince, there is an extension — if you give fans a live show which
they can play in the comfort of their homes every night, why should
they go to see you next time you’re in town?”” (Brown 2009).

Live albums have always represented a commercial risk, at
least until the 1990’s, when recordings became significantly cheaper
to produce. As J. Stratton states,

“[t]he important thing, from the point of view of the record compa-
nies, is that the individual record should represent a commercially
meaningful unit. From this point of view, live albums present more
problems within the discourse than studio records because of the am-
biguity surrounding the focus of uniqueness” (Stratton 1983: 154).

However live albums have determined functions for both art-
ists and their record companies. In Spence’s words, “a live album
is pumped out by a group and/or record company as filler to hold
hardcore fans over until an album of all new material can be deliv-
ered. It’s also historically been the stop gap used by a band to fill
their quota with a label” (Spence 2007; see also Gracyk 1996: 81).
Live albums can also be produced in order to cover the cost of a
studio album, as for 1980 Public Image Ltd’s Printemps au Paris
(according to Wikipedia, the singer in a BBC radio interview will
later claim: “don’t buy this live record, because it’s not very good”,
(http://en.wikipedia.org/wiki/Paris_au_Printemps). A live album
can be used also “to take it easy a bit”, as J. S. Jacobs writes about
Tori Amos, deciding that

“her next album would be a live album. [...] Not only that, she re-
alized that she had become one of the most bootlegged artists in
music. She was tired of inferior recordings of her live music and rare
non-album tracks being out there, making money for criminals and
cheating her core fans with questionable sound quality. Maybe it was
just as simple as the fact that Tori Amos is hugely territorial about
her work, and she wanted to make sure that at least one live record-
ing lived up to her high standards” (Jacobs 2006: 87).

A live album release is often justified as a way to counter the
diffusion of ‘non-listenable’ bootlegs (from an artist’s point of view);
according to Marshall (2004: 176), the name of Bob Dylan & the
Band’s Before the Flood (1974, #31) refers to the “flood of bootlegs”
of their tour.
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These more or less ‘commercial’ or at least ‘extra-musical’
functions of live albums do not help, of course, to better the view
of live albums “as cheap records and killers of a band’s reputation”
(Barfoot Christian 2011: 8). In a 1980°s review of The Kinks’ One
for the Road (1980, #107), David Hepworth even writes that the al-
bum is “as convincing an argument for banning live albums as you’ll
find” (1980: 28).

However live albums must also play a ‘positive’ role that is sig-
nificant for the aesthetics of popular music, since artists continue to
release them (and people to buy them, at least to some extent). Live
albums can be compared, as Judas Priest’s singer Rob Halford states
about Unleashed in the East (1979, #45), to “an ace card to play
really — you have to know exactly when to release them or you can
put one out and it’ll do absolutely nothing for you” (see Krannila).
Most live albums sound like copies of the studio versions, however,
as Spence argues:

“At any rate, like most things of this nature every once in awhile a
stellar live album slips through the pike, an album that raises its head
above the rest of the detritus and screams ‘Listen to me because I am
good!”. These are the live albums that are not filler, the live albums
that actually capture the essence of a band as they are in concert”
(Spence 2007).

But which are the aspects that make a live album ‘good’? Mu-
sic journalist Tim Chester (2011) makes a list of the

“things that constitute a great live album. In no particular order
these are: set list, sound quality, on-stage banter, crowd reaction,
and a palpable sense of time and place. [...] The best live albums
comprise most or all of these, and transport you directly to the front
of the crowd in the opening few moments. They give you a real
sense of being there”. Many sources relate the required qualities of
live albums to a ‘time machine’ functions: “Only precious few live
albums are able to do that: transport you into another time and place
where worries of the world do not seem to matter” (Krannila; see
also Mednick 2013: xv).

Summoning the popular representation of live album functions:
live albums are for the most part poor recordings, but sometimes a
‘great one’is released, which is able to offer ‘something special’ and
transport the listener to another time and space.
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Conclusions: live album and performance

Before concluding, I would like to return to the definition of
‘live album’ (§3), in order to find its essential function. As Perna un-
derlines (2006: 93), in a live recording there is no practical possibility
of understanding whether the instruments we hear have actually been
performed live. Reed similarly argues that

“an audio recording of [...] a concert — whether altered after the
fact or not — is of course ‘flattened’ down to its sonic content,
leaving not necessarily any intrinsic differences between itself and
a fully produced studio recording. Not only is the division between
live performance and studio production confounded by the mere
existence of concert recordings, but it is deeply blurred in practice by
the highly studio-centric process of engineering, mixing, remixing,
and otherwise producing a contemporary live record” (2005: 1-2).

The essence of a live album, in opposition to a studio album,
has an undoubtedly subjective element, as the term ‘perception’ in
the fore-mentioned definition highlights. However it is not clear who
the subject of the perception is. The artists? The record companies?
The audience? The majority of listeners? A more-or-less wide portion
of the audience not considering a live album as such does not imply
that this album ceases to be a live one.

Live albums — T. D. Stimeling argues — “create a simulation of
the concert event that allows consumers to feel as if they are part of
an unmediated musical experience”. However, “[1]ive albums, like all
others, are highly mediated cultural products shaped by the market-
ing strategies of record companies, the postproduction manipulation
of producers and engineers, and the musical choices of the artists”
(Stimeling 2011: 79). In other words, it is not the audience that makes
an album ‘live’, but its producers. It is therefore better to substitute the
concept of ‘perception’ with ‘representation’. In this respect it is use-
ful to mention Kenia and Gracyk’s distinction “between three distinct
modes of providing access to performable compositions: (1) real-time
performance instantiations, (2) recordings of such performances, and
(3) studio-constructed representations” (Kania and Gracyk 2011: 86;
see also Gracyk 1996: 80). But in live albums the boundaries between
the second and the third modes, as we have seen, are so blurred that
they can be better described as two different subtypes of the same
mode, and may be juxtaposed only in terms of ‘degree’. Every offi-
cially released recording, is a more or less ‘studio-constructed’ rep-
resentation of a performed composition, even in the case of officialized
bootlegs: in an increasingly recording-based society,“[i]f a performer

82



Sergio Mazzanti The live album or many ways of representing ...

coughs during a live performance, we dismiss it as an irrelevancy, but
if someone coughs on a record, our knowledge that the cough could
have been deleted (or another ‘take’ released) invites us to regard it
as part of what is communicated. Indeed, the cough may be retained
precisely because it lends the recording an aura of transparency on a
‘real’ event” (Gracyk 1996: 79).

Reed associates live recordings with Baudrilliard’s concept of
hyperreal and Auerbach’s distinction between history and legend:

“Legend is a good way to think about live records, because our un-
derstanding of legendary events concedes that maybe they didn’t re-
ally happen the way we tell it, and maybe they never happened at all,
and maybe their characters never even existed, but that makes them
no less true” (Reed 2005: 10).

In order to fulfill their function and especially be appreciat-
ed (and bought) by fans, live albums must represent the hyper-real,
more than the real, offering “a perfect crowd at a perfect concert that
perhaps never even happened” (2005: 3).

Every live album is aimed to represent a live performance, but
it can do that in different ways, with a more or less large manipula-
tion of the original recording. In the listeners’ perception, there is to
some extent a “line between presenting an actual and enjoyable live
document and something that’s essentially rendered unreal” (Kran-
nila), but this line is far from being clear and it changes depending on
different contexts, and especially through time. We can thus correct
our definition of live album with the idea of ‘representation’ (because
of the ambiguity of this word, I added the term ‘actually occurred’ to
the definition, in order to exclude non-live albums, abstractly repre-
senting a performance, such as Bad News’ parodist album Bootleg,
1988). A4 live album is an officially released extended recording of
popular music representing one or more actually occurred public
performances.

The objective of live albums, and their main difference from
a studio album, is expressing the ‘truth’ of performance, rather than
its ‘reality’ (Reed 2005: 10), or, in Schechner’s terms, focusing on
the memory, rather than the archive. This article aims to provide a
basis for further research on live albums, primarily using a wider and
more accurately selected database. Secondly, as the next step after
synchronic analysis, we must describe the evolution of live albums,
focusing on the change of secondary elements. Thirdly, we must car-
ry out an insight analysis of the music and sounds recorded in live
albums, comparing them with real-time performances and non stu-
dio-constructed recordings. Live albums deserve wider and deeper
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attention, not only as a way of representing performances, but also
to highlight differences between popular music sub-genres within the
art/traditional/popular music trichotomy (see Fabbri 2008: 3).
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Cepho Mayaniuu

AJIBYM V2KUBO
N
MHOI'OCTPYKU HAYMHMU PEIIPESEHTALIUJE U3BOBEBA

(Pe3ume)

JlMjaniekTHUKU OJHOC KOjH Ce YCIOCTaBJba M3Mel)y CTyaujckux CHUMaka u
,»KHBHX"’ HACTYIIa Of] KJbYYHOT j¢ 3Ha4aja y MOMYJIapHOj MY3HIIH, a TOCEOHO y ecTe-
TUIM poka. KynrypasjaHe UMIUIMKanyje OBe jyKCTaIlo3HIINje MOTY Ce ITPAaTHTH KPO3
npoy4aBame anoyma yorcueo | sicusux anoyma (live albums), mro ce ogHOCH Kako
Ha CHHMKE, TaKo M Ha ,, KHBa” HCKycTBa. Jla O ce o0jacHuIIA CyIITHHA OBE BPCTE
CHUMAaKa, Y pajay Cy YKpaTKo ONHCAHH KJbYYHHU MOJMOBU: aVIUEHIUUYHOCIH, HpPOC-
wop, epeme u mecitio, OokymeHwayuja (a OCeOHO MHjaeKTHYKU OJXHOC n3Mely
MOjMOBA apxue U ceharve). AyTop KOMOUHY]E PACTIONIOKUBE OIHCE JHCUBUX ANOYMA
Kako OM CKUIMPAOo NMpeIMMHUHApHY JeQHUHUILN]Y, KOjy he yKpCTHTH ca pa3indu-
THM THIOJIOTHjaMa U QyHKIHjaMa OBHX CHUMaka. OBaKBH alOyMH ce MO TPAaBUITY
JneuHUITY Kao CyNMpOTHOCT, C jeHEe CTpaHe, CTYAUjCKUM andymMuMma, U, ¢ Apyre,
aMaTepCKUM HE3BAYHUIHHUM (,,TUPATCKUM”’) cHUMIMMA (bootlegs); oOMUHO ce Ha
BUMa 4yje J100alMBame U3 Mace Cilyinanana / myOluke u mperno3Haje oapeheHu
cTerneH o0paje U JOCHUMaBama 3ByKa. [Ipe/ioxkeHa je TUIooru3aiuja aroyma
Volcueo, 3aCHOBaHa Ha OHOCY M3Mel)y CHUMKa u JioKanuje u3Bohema Ha Kojy CHH-
Mak pedepupa. Mako MHOTH 01 HajOOJBHX aIOyMa Te BPCTE MPEACTaBIbajy T10 je-
naH gorabaj, MHOTH JPYTHU Cy CacTaBJLEHH OJ MCEYaKa ca BHIIE HACTYIIa; OHH ce
MOHEKaJl ¥ He MOTY Pa3JIMKOBAaTH OJ ,,JJAXKHHUX " HCUBUX anOyMd, KOJU Cy CHUMIJbEHU
y CTYIHjy M KOI KOJUX C€ HABOIHO MPUCYCTBO Mace MPHIOAAje M3 Pa3IHUNUTHX
U3BOpa. AnOymu yorcuso Cy yBEK MPENCTaBballd KOMEPIHjalHi PU3UK, Oap 110 Je-
BezieceTnx roanHa XX Beka, KaJjia je MPOM3BO/Iha CHUMAaKa I10CTala 3HaTHO jed-
THHH]A; OTyAa Cy y OIHOCY Ha CTyJHjcKe ardyme OOWYHO JIOIIMje MPOJaBaHu U
Mame [eHhCHA. Mel)yTHM, YMETHUIN U TIPOAYIICHTH HACTaBJbajy 1a X 00jaBIbyjy,
Oyayhm ma moctoju mHUXOBa MpakTHYHa (QyHKIHja (HOp. TONMYHaBajy BPEeMEHCKH
pa3mak uamel)y crynujckux andyma) u Oyayhu Ja koj myOIiKe join yBeK HOCTOjH
MOTpakiba 3a irMa. [loBpeMeHo, TOCeOHO TOKOM cefameceTrx ronuHa X X Beka,
yCIeIu anbym yocuso OUO je y cTamy Jia CIyIaolly IpyxH ,,ocehame na je 0uo
Tamo”, a Jia MpoAayIeHTy obe30eau nodap npuxon. Lmm TakBux anOyma yBek je
UCTH: TPEJCTaBUTH ,KHBO” M3BOhEHE — alld Ce TO YMHH Ha PassINuUTe HA4YMHE,
y3 Behy mwin Mamy ,,Jopaxy’’ OPUTHHAIHOT CHUMKA U y BehuHm cirydajesa y3 ,,XH-
neppeanHy’”’ MpeCcTaBy caBpliieHe ToMuie (IyOnrKe) Ha caBpiieHoM KoHIepTy. Ha
Kpajy wiaHKa TpEAoKeHa je HoBa AeUHUIIM]A anbyma yicueo, Koja pe3uMupa
EroBe MIPUMapHe, eCeHINjallHe elleMeHTe: ,,/Ku6u aibym je 3BaHMYHO U3/aT Ipo-
IIMPEHH 3BYYHH 3aIliC TIOITyJIapHE MY3UKe, KOjU PENpe3eHTyje jelaH WM BHIIE
CTBapHUX jaBHHUX HACTyMa” .
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Abstract

The term remix, defined as an activity of taking data from pre-existing materials
to combine them into new forms according to personal taste, relates to various
elements and areas of contemporary culture. Whichever model used, consideration
of the remix depends on recognition of pre-existing cultural codes. Therefore, as a
second layer, the remix relies on the authority of the original and it functions at the
meta-level. The audience may see a trace of history with the pre-existing object and
the meaning creates in the viewer(s), reader(s), listener(s) or, in the contemporary
world of DJs and popular electronic dance music culture — in dancer(s).

With the aim of specifying modes of creating particular ambients, this paper will
consider and examine the song Why Dont You? remixed by Marko Mili¢evi¢, a
Serbian DJ also known as Gramophonedzie, and illuminate how material from the
past can create a constructive (musical) dialogue.

Keywords
pre-existing material, remix, Gramophonedzie, performing audience, clubbing am-
bient

Introduction

The first time when on the radio I listened to the remixed song
Why Don't You?, 1 was quite of surprised how DJ accessed to musical
material from the past. The song affected me with a sense of the past
although it was skilfully woven and shaped into a new, very danceable
sound of electronic music.> My experience of the listening and fasci-

* This text is part of PhD project titled The Other by Itself: Authenticity in Electronic
Dance Music in Serbia at the turn of the centuries which I am doing at the International
Postgraduate Programme Performance and Media Studies (Johannes Gutenberg
University, Mainz, Germany) under supervision of Prof. Dr Klaus Pietschmann and
Prof. Dr Friedemann Kreuder.

! jrina.cvijanovic@gmail.com

2 Electronic dance music (shortly EDM) is an umbrella term covering various (sub)
genres of popular electronic music (e.g. techno, house, drum "n’ bass, trance), performed
in clubs, or in alternative spaces, for dancers gathered around the disk-jockey (shortly
DJ). Mark J. Butler elaborates: “One of the most distinctive characteristics of electronic
dance music is the way in which it is produced — namely, through the use of electronic
technologies such as synthesizers, drum machines, sequencers, and samplers. Although
increasingly common in popular music in general in recent years, these technologies
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nation about how the pre-existing material was, metaphorically speak-
ing, re-lived in the new context, immediately opened up numerous
questions. Looking from the historic perspective, I was wondering if
Kansas Joy McCoy, Delta blues musician and songwriter, could even
imagine what would happen to his autobiographical song titled The
Weed Smoker’s Dream that he performed and recorded in 1936 accom-
panied by the ensemble Harlem Hamfats? Regardless of the fact that
McCoy soon after changed some lyrics and gave a new title Why Don t
You Do Right?, perhaps he could believe that the song will attract the
attention of jazz musicians who were moving to become stars in the
USA during the first half of the twentieth century. However, he could
not know that the song would travel through time and diverse musical
contexts, linking genres from blues to electronic dance music.

Moreover, not only was this song performed, among others,
by famous soprano Kiri Te Kanawa, accompanied by trio Andre Pre-
vin (piano) — Ray Brown (double-bass) — Mundell Lowe (guitar), by
the band The White Ghost Shives, but it was also one of the main
soundtrack themes for Who Framed Roger Rabbit in 1988. Finally,
two decades later, it arrived into the field of popular electronic dance
music and opened up different perspectives for linking with music
material from the past. Namely, Belgrade’s DJ Marko Milicevi¢, also
known as Gramophonedzie, produced a remix of the song.> He used
the version with which Peggy Lee, a famous jazz singer, debuted in
New York in 1942 accompanied by Benny Goodman’s ensemble.*
On March 1st 2010 Positiva Records and Virgin Records released
the remix with the shorter title Why Don t You. Soon after, the remix
reached top positions of world chart lists (e.g. Number 1 in the UK
Dance Chart) and received good reviews. Gramophonedzie’s inter-
national success also began in 2010 after gaining an MTV Europe
Music Award for the remix, in the category “Best Adriatic Act”.

This paper aims to demonstrate how materials from the past can
create a constructive (musical) dialogue. At the first level of analysis,
I explore the ways in which Gramophonedzie created the track® in
relation to the original material. I aim to illuminate how jazz song

have always formed the backbone of musical creation in EDM, in which a traditional
instrument or a live vocal is the exception rather than rule. In other ways, however,
live performance is essential to EDM, although as with studio production it is always
technologically mediated” (Butler 2006: 33).

3" As one of the most important artists from the second wave of EDM development in
Serbia, Marko Mili¢evi¢ started as a professional DJ in 2000, after participating at the
project of Red Bull Academy in Dublin. He initially played in several Belgrade clubs
under the name Marko Hollywood and later changed to Gramophonedzie.

4 The song version from 1947 is a part of compilation album The Best of Peggy Lee:
The Capitol Years released by Blue Notes Records in 1997.

5 Atrack in electronic dance music is similar to the song or shorter composition (Butler
2006: 9).
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can be skillfully applied into and performed in electronic dance mu-
sic. The second level of my analysis directs towards the official mu-
sic-video. I hope to examine and highlight ways in which basic ideas
of musical remix, which I generally understand as performing old in
new, are embodied in and through the video image. The results of
these two levels of analysis will open up a space for exploring ways
in which remix functions at a live performance as a part of longer DJ
set’. Also, it will crystalize modes in which remix creates a bigger
structure that combines music, video, ambient and dancers. My aim is
to show how repetition of pre-existing material takes place and how
it becomes repetition with a difference. In addition, my goal is also
to consider remix and to show how sound material can be (re)shaped
and extended beyond music, entering into a video image and live DJ
performance.

Determination of remix

We live in times where the combination of different materials
emphasise ideas of repetition and representation as important pro-
cedures that are in constant flux. In this light, repetition becomes
an important mode of production while authors transform pre-ex-
isting material aiming to create new works, as well as new forms of
re-presentation. This statement is supported by the fact that from the
very beginning of the twentieth century to date a significant num-
ber of artists have re-produced not only fragments, but also whole
works done by other artists, furthermore they use available cultural
products. This not only raises questions of what is repeated and rep-
resented in a new context, but also how repetition within performa-
tive present took place, illuminating a new perspective for interdis-
ciplinary research. Remix stands out as one of the most important
contemporary concepts which circulate throughout art, media and
culture. Nonetheless, a large number of objects informed by remix
principles are also around us. On one hand, remix describes various
elements and areas of contemporary culture. On the other — lifestyles
fields such as fashion, design, even food feature its basic elemets. It
leads to the fact that ideas of remix allow people to think and un-
derstand how re-using of material can be inspiring, productive and
efficient (Navas 2012).

6 A set presents a single, continuous live DJ performance in clubs, alternative spaces
or at radio programmes. The set usually lasts from one to four hours. DJ unifies it
by keeping a constant tempo and making, as much as possible, a minimal distinction
between selected tracks. A peak of performance DJ reaches during the mid of playing.
Although usually one DJ performs a set, sometimes performance involves two DJs who
alternate back and forth. Using EDM terminology, when playing simultaneously, DJs
perform back-to-back set.
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Remix circulates and stands in its wider context within the
theoretical, interdisciplinary discourse of postmodernism.” Devel-
opment of remix took place from 1960s, the period when critical
thinkers began to determine and assess the social developments of
the time. Therefore, it is strategically connected with influences of
postmodernism, the globalisation process and new media. Eduardo
Navas, an interdisciplinary artist and researcher who focuses on the
crossover of art and media in culture, in his significant study Remix
theory: the aesthetics of sampling highlights that remix is like a vi-
rus; it has “mutated into different forms according to the needs of
a particular culture” (Navas 2012: 126). Although, by itself, remix
has no form, it creates parasitical effect that constantly shifts taking
various shapes (Navas 2012: 126). Through analysis of the examples
of contemporary artists, art historian Nicolas Bourriaud in his book
Postproduction marks a shift from “the art of appropriation” toward
a culture of the use of forms, moreover “a culture of constant activity
of signs based on a collective ideal: sharing” (Bourriaud 2007: 9).
Thus, remix — widely conceptualized as re-production and re-combi-
nation of sources that were already at play — has become an attitude
that illuminates contemporary time.

The basic ideas of remix appeared as the outcome of a long pro-
cess of experimentation with diverse forms of mechanical recording
and reproduction. As Navas explains, the ideas started in the nine-
teenth century, in capturing sound, complemented with a strong link
to capturing images in photography and film and following the pri-
marily determination: to document the material and re-live it later in
other contexts. Principles of remix, therefore, based on the techniques
of sampling®, mark the whole over the fragment, recycle content and
form and become a re-interpretation of already known material.

All these facts indicate that remix highlights the practice of
choosing one among many materials and modifying it according to
personal intention. Not only does the selection of material becomes
important defining element, but also consciousness of how to work
with it. In more precise words, remix can be understood as an activity
of taking data from pre-existing materials to combine them into new

7 For more information about compositional procedures based on pre-existing
materials in postmodern artistic music see: M. Veselinovi¢-Hofman (1997) Fragmenti
o muzickoj postmoderni [Fragments on Musical Postmodernity], Novi Sad: Matica
srpska, and V. Miki¢ (2009) Lica srpske muzike: neoklasicizam [Faces of Serbian
Music: Neoclassicism], Beograd: Fakultet muzicke umetnosti u Beogradu, Katedra za
muzikologiju.

8 Sampling, which arose in the second half of the twentieth century and made remixing
possible, relates, in its broadest sense, to “an act of taking fragment not from the world
but an archive of representations of the world” (Navas 2012: 12). As well as remixing,
sampling is necessary for acts of appropriation and recycling.
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forms according to personal taste. It means to take pre-existing mate-
rial and making it different, but recognizable, while the act of choos-
ing material from the past and entering it into a new environment
becomes important. Unlike sampling, where the emphasis is usually
to mask the identity of the sample, remix tries as much as possible to
keep an intact aura of the original (Navas 2012).

Whichever model it takes, contemplation of the remix de-
pends on recognition of a pre-existing cultural code. Hence, as Na-
vas observes, material that carefully defines itself on the authority
of something pre-existing has a better chance to succeed. This trace
of the Past in remix must have its historical significance, something
recognizable and important. Therefore, as a second layer, the remix
relies on the authority, or popularity of the original and it functions
at the meta-level. In that light, Navas explains: “The originality of
the remix is non-existent, therefore it must acknowledge its source
of validation self-reflexivity” (Navas 2012: 67). Depending on the
perspective of considering remix, the experience changes. Ob-
server(s), reader(s), listener(s), dancer(s) find(s) seeds of a pre-ex-
isting history, or something new in that which they already know.
They define remix while the way how it is done and performed be-
comes significant.

Finally, although remix relates to the wider field of art, cul-
ture and (new) media, its roots can be noticed in popular music.
Namely, Jamaican dub, a sub-genre of reggae that appeared in the
1960s, introduced cut and paste technique in popular music as a new
media feature. It follows that technical vision indulged in creative
competition with the musical. By the designation technical vision, 1
highlight the idea of Jamaican DJs using gramophone records, turn-
tables, sequencers, samplers and other equipment to perform music.
Therefore, Jamaican DJs extended the functional limits of the turn-
table. They recognized the potential of technology in that they had
a strong desire to perform through technical apparatus paying their
attention to the moment of performing pre-existing material as sound
phenomenon. While defined in their profession by the turntable, DJs
appropriated the machine and turned it into performing instrument.
Moreover, they initiated the transformation process of the DJ from
the anonymous assistant of the discotheque to the performer per se.
As soon as the technology became available, authors recognized not
only the opportunity to create alternative song versions by cutting
and linking up recordings, but also the great potential of multilayered
records. It was the first time in popular music that the record became
the predecessor to a whole series of similar but different versions, a
basic material of numerous dubs (Brewster and Broughton 2006). In
addition, Jamaican dub musicians in their compositions gave credit
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to the pre-recorded tracks as the starting point of creativity, showing
that music is always in a constant state of flux and change.’

‘Repeat itself with the difference’: Gramophonedzie's interpretation
of the song as a paradigm for remix

Actualizing the transfer of the song from the past to present
context Gramophonedzie advanced the status of pre-recorded music.
With regard to this, the track Why Dont You became the primary in-
carnation of the song, marking repetition of pre-existing material with
the difference as the essence of remix. Gramophonedzie activates the
history of popular music by copying and pasting loops of sound and
places recorded products in relation to each other. With reference to
Roland Barthes writings on photography, Navas highlights that “the
loop repeats a moment in time, just like a photograph presents a mo-
ment in time” (Navas 2012: 31). Also, when he used samples from
Peggy Lee’s interpretation of the song, Gramophonedzie knew that
his remix might in turn be taken as the base material of a new track
or even whole DJ set. Gramophonzie explains: “The evolution of mu-
sic is the question. I think that this should not be prevented. I am
truly happy when I hear that some of my DJ colleagues in their live
performances, playing this track, upgrade new ideas and go further”
(Mili¢evi¢ 2011). The following analysis will shed light on two levels.
The first marks content focusing on textual characteristics of the song
while the second level illuminates formal musical structure both the
original song and its remixed version. [ hope to explore ways of their
correlation.

From the textual aspect, the song narrates the story from a
female perspective. A woman complains about her partner’s appar-
ent financial insolvency. She states that he was wealthy in 1922, but

9 Navas notes three phases of remix development in popular music. The first, mainly
related to Jamaican dub, focused on the basic principles of dubbing (versioning) in the
1960s. In the second phase, which lasted during the 1970s and 1980s, it became part of
the musical mainstream and style at the stage of American disco music, mainly related
to New York City. Namely, DJs created extended versions of hit songs aiming to inspire
the audience at live performance to spend as much time as possible on the dance floor.
Simple repetition of fragments of popular songs set the base for contemporary clubbing
remixing. At the third phase, which lasted during the mid 1980s and throughout 1990s
in USA, remix became style in the popular music mainstream. It was used to increase
sales of records. On the other hand, subcultures in England and shortly after in other
parts of Europe, following principles of remix, started to develop new forms of popular
music (e.g. trip-hop, down-tempo, break beat, etc.) based on various styles and sub-
genres of EDM (Detroit techno, Chicago house, New York Garage). Moreover, Navas
highlights that the fourth phase of remix is taking place from the late 1990s to date, the
time when computers gained popularity and remix principles extended, as I already
marked, to the other areas of culture and new media (Navas 2012: 20-22).
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now has nothing and claims it is because he wasted money on other
women. Each strophe ends with a refrain asking why man does not
‘do right by her’, and then woman throws him out, insisting that he
go earn a living in order to support her. Financial crisis, as the basic
motive of the song, was a common theme in the USA following the
Great Depression and prohibition. Not only is the text applicable in
the contemporary context of global economic crisis, but it also, as a
kind of an archetypal model, fits in all close relations between part-
ners when financial resources are limited. Unlike the original inter-
pretation of the song, where the voice of Peggy Lee is positioned as
subtle and has the role of commenting her partner’s bankruptcy, in
remix her voice is additionally reinforced and gets an almost com-
manding mode. Besides, the female voice of the young lady from the
original song shifts the focus to the voice of the emancipated woman
who receives an almost maternal role. It is especially reflected in the
official music-video of the remix, which I discuss shortly.

Using samples from the 1947 version, crossing them with
multilayer rhythms, adopting a meter ‘four-on-the-floor’!?, as well
as tempo of the original recording (M.M. 124), in remix Gramo-
phonedzie applies the first and second musical and textual strophes.
His emphasis rests on sound texture and timbre, thus enabling a mul-
tilayer composition. The logic of the concept of music is revealed in
the organization of the music flow. Compared to the original track,
a change in the formal musical structure of the remix determines it
as reflexive."' Navas explains that the reflexive remix “challenges the
‘spectacular aura’ of the original and claims autonomy even when it
carries the name of the original” (Navas 2012: 66). Looking through
the perspective, it means that recognizable parts of pre-existing track
must remain essential within the remix. Otherwise, the remix will not
have the possibility to find cultural acceptance.

10 Four-on-the-floor occurs as the effect of programmed drum-machine rhythms
and characterises constant stream of steady bass-drum quarter notes. Mark J. Butler
claborates that four-on-the-floor comes from rock “in which a performer playing a
drum set would need to depress the foot pedal on the bass drum (the ‘kick’ drum) four
times per measure in order to play a four-quarter-note pattern” (Butler 2006: 78).

1 According to Navas, remix in music exists in three variants as extended, selective
and reflexive. Each of them is attached to the original material as a basis. The extended
remix, as a longer version of the original song, contains instrumental sections making
them more danceable. The selective remix consists of material from the original, but it
can also contain new sections and always sounds keeping the ‘essence’ of the original
song. The reflexive remix maximizes and combines both strategies; however, the
original track must remain to be recognizable. According to Navas, the fourth type
— regenerative remix — emerges from the three types but extends to areas outside of
music. The principles of regenerative remix spread throughout networked culture,
social spaces like Facebook and Twitter, the online search engine Google, Wikipedia,
etc. (Navas 2012: 168).
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Compared to the musical material of the original song, which
consists of two macro parts A (instrumental segment), and B (the first
and second strophe), at the macro level of the remix this is clearly ev-
ident: an added, separate part (C, C1, and C2). It is based on materials
from refrain and its fragmentation at the textual, metro-rhythmical as
well as musical level. Besides, the repetition of the refrain is present
at the end of each part (B, C, C1, B1, and C2). The part C focuses on
repetitiveness of the pre-used material, its transformation and play
with fragments aiming to achieve peak of the remix. Therefore, it
could be pointed that part C (C1, and repeated C2) gets characteris-
tics of the key sound image'? of the remix that achieves climax of the
dramatic and sound action.

Skillfully playing with the refrain samples taken from the
original song, their cutting, formatting and positioning in relation to
the original, Gramophonedzie focuses on the second verse in the part
C and its variants (C1, C2). The words ‘Get out!’, auditory empha-
sized, stand in the foreground in remixes refrain while at the end of
each part (C, C1, C2) refrain exposes the verse as a whole (“Get out
of here and get me some money too”). Extracted in this way, high-
lighted by rhythm and sound energy that creates within the remix,
the part C (C1, C2) supports the hypothesis that the remix transforms
female voice from one that appeals to the voice that commands.

Peggy Lee, “Why Don’t You Do Right?”, version from 1947
M.M. =124
macro A B B1
duration 00.00-00.12 00.12-00.35 00.35-00.58
micro 442 4M 4141-25
note instrumental 1% strophe 2™ strophe
introduction

Figure 1. Table of formal structure of the original song

As shown in the tables (Figure 1 and 2), the formal and de-
veloped structure of remix consists of seven parts, and each of them

12 The idea to emphasize the key sound image, to understand it as the essence and
core of track, which leads to deeper meanings, came to my mind from the theoretical
concept of theater key image. The concept, as the tool for analysis, Alexandra Portmann
is introducing and developing in her PhD project focusing on Shakespeare’s Hamlet in
former Yugoslavia from 1945 to date. Inspired by the concept of image in work of art
historian Aby Warburg who describes the image as crystallization of culture in certain
historical moment, she develops a framework which links theatrology, performance and
memory studies (IToptman 2012: 63, 64).
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stands in various relations of dynamic dependence (A, B, C, C1, B1,
C2, Al). They are positioned to create clear sound crescendo and
decrescendo, with the achieved emphasis in the part C. Also, the
light sheds on the logic on how the parts are connected. Namely, both
strophes are exposed purely, with no added elements of EDM. On
the other hand, short instrumental connectors receive a special role
within the remix and appear in two ways. When in the music flow the
strophe has to be presented, the instrumental connector, which comes
before it, appears in its original sounding (A-B, C1-B1). However,
when the key image follows, as well as the ending part A1, instrumen-
tal connectors are colored by rhythmical strata (B-C, B1-C2, C2-Al).
Thus, at the micro level of sounding crescendo (with EDM platform)
and decrescendo (without EDM platform) is achieved. Connectors,
therefore, are not only useful for linking parts/fragments, but they
also create a sound platform for exposure of following parts. Final-
ly, frame segments (A and A1) have functions of Intro and Outro,"
increasingly to introduce the sound of the remix, or to decrease it
to the original sounding of the sample (A1) by reducing layers and

Gramophonedzie, Why Don’t You, remix from 2010
M.M. =124
macro A B C c1 B1 c2 Al
duration 00.00- 00.39- 00.58- 01.17- 01.40- 02.03- 02.26-
00.39 00.58 01.17 01.40 02.03 02.26 02.35
micro 2+12+4+42 | 4+2+2 8+2 8:+2IE 4+4+2 8+2, 4
note Samples 1% strophe | Samples Samples 2nd Samples Samples
fromA from from strophe from fromA
refrain refrain refrain
Function Function
of Intro of Quirg,
refrain You had plenty money, 1922
You let other women make fool of you,
instrumental connector 1 1= strophe | Why don’t you do right, like some other men do?
Get out of here and get me some money too.
instrumental connector 2 You're sittin’ there and wapderin’ what it's all
- about,
instrumental connector 3 28d You gin’t got no money, they will put you out,
strophe Why don’t you do right, like some other men do?
Get out of here and get me some money too.

Figure 2. Table of formal structure of the remix and legend

13 Into and Outro segments in electronic dance music have a similar function as
Introduction and Coda in classical musical forms.
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shortening structure. The opening part (A) from the beginning of the
remix illuminates repetition and sample fragmentation which creates
the impression of the new theme interpreted by clarinet.

The micro level of the structural form organization confirms
that Gamophonedzie placed emphasis on the fragmentation, rhyth-
mical repetition based on the multilayer rhythmical and sound stra-
ta. His aim was to achieve dance effects. Working with two central
concepts — cut and mix, in order to obtain a new, remix — Gramo-
phonedzie separates the sonic signifier (the sample) from the original
context and places the floating sample into a new chain of significa-
tion. With these procedures remix receives the characteristics of the
postmodern. On the other hand, through this example a new modality
of audio memory is present: the history of popular music becomes a
network of mobile segments available at any moment for (re)inscrip-
tion into new mixes, sound lines and contexts. Finally, not only does
the remix shows how two different times and musical experiences
of the song are intertwined, but it also exposes how the new sound
space could be shaped as the result of successful interweaving of two
musical genres.

‘See the song’: remix in the music-video

Aiming to examine the official music-video of the remix Why
Don t You, created in EMI production, I focus on Michel Chion’s pro-
posal for analysing films and motion sequences where the emphasis
is on a combination of sound and image. Chion denotes the combi-
nation as audio-vision and describes it as “the perceptive process by
which sound in cinema, television, and video modifies and influences
the perception of what is seen. Audio-visual combination does not
work as an addition of similar or opposed components but as a mix-
ture in which sound is rarely taken into account” (Chion 2000: 202).
Therefore, the following analysis will crystalize the ways in which
music and video relate to each other creating a new form suitable for
developing ideas. It will elucidate how two logic (sound and image)
can be developed in the same way “toward an absolute point where
the two will dissolve together” (Chion 1994: 213). The center of ex-
ploration sheds light on questions important for audio-visual analy-
sis: What do I see of what I hear? How these two lines of presenta-
tion correlate? Where are the important points of synchronization?
Focusing on such questions, I aim to illuminate the ways in which
combination of sound and image is presented. Previously elaborated
analysis of formal musical structure of the remix will be base to con-
sider ways for making audio-visual encounter and overlap of sound
and image.
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The official music-video of the remix Why Don't You is de-
signed so that the visual level follows the textual narrative.'* Thereby
the doubling of the video image and sound is achieved. At first glance,
the magical power of the gramophone and gramophone record is
emphasized. It brings a woman “from television”. With command-
ment-singing, she solves the problem and influences the young man
to escape from almost bewitched circle and go outside in a search for
a job. Looking through Chion’s audio-visual lenses, I noticed that the
structure of the music-video follows musical form. It means that the
music-video structure contains seven segments.

The first segment (A: 00.00-00.39) focuses on the living room
of a young man while the old gramophone, which he brought into the
room, and dusty vinyl marked the first link between past and pres-
ent. This link implicates Adorno’s view “the gramophone’s social
position is that of a border marker between two periods of musical
practice” (Adorno 1990: 52). The segment also contains sequenc-
es of old television where focus is on the woman’s body, as well
as a young man’s dance on music played by gramophone. The sign
for ambient change and the creation of a more romantic atmosphere
is represented by switching the lamp on. The sequence of the door
opening introduces the woman from the television. The door links
two times and two realities: past represented by a woman from tel-
evision, and present — the space of living room in which she enters.
The effect of the past is additionally emphasized by mist on the other
side of the door as well as focusing the camera on the woman’s face
and body. Presented as a ghost and dressed in the black dress as a
symbol of the past, this woman, in fact, alludes to Peggy Lee and
performances at the beginning of her career. However, the previously
mentioned transformation of the female voice in the remix, is present
in the music-video. The commandment singing voice gets its visual
representation in the form of an emancipated vamp lady.

The segment B (00.39-00.58) marks the woman’s entering
and discovering new space. It seems as if she makes the transfor-
mation into other time and space by coquettish walk and command-
ment-singing style pointing to the disorder in the room. Her presence
in a new time sheds light on a hypothesis that the woman became,
compared to the sound level of the remix, the pre-existing material
in which remix is created, or, in other words, original voice of the
song. As the key point at the level of music, segment C (00.58-01.17)
and variant C1 (01.17-01.40) becomes important in the music-video.
Namely, it is based on the faster image flow which follows music, as
well as solving disorders in the living room. With finger movements,
the woman causes and conducts things to sort and tidy up by them-

14 The official music-video can be viewed at http:/www.youtube.com/watch?v=u
T8OEtf5r1U, accessed April 23, 2014.
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selves. Moreover, the compounded musical image of the segment is
reflected itself into the video. It alludes and refers to the speed of
solving the mess in the living room.

Figure 3. Scenes taken from the official music-video

Repetition (segments B1, C2, Al: 01.40-02.26) marks several
important sequences. Firstly, blowing air into his nose, the woman
makes purification and enlightenment of a young man. After this ac-
tion, he started transformation and became motivated to go out in a
search for a job. Secondly, after getting things done, the living room
transforms into black and white image. It means that the woman, met-
aphorically speaking, won and occupied the present space. The posi-
tion of two realities and times in the music-video (past/woman/media/
public space vs. present/young man/living room/private space), com-
pared to the music level, highlights the fact that the pre-existing song
got its significant and recognizable role in the remix. Finally, as sound
gains its crescendo and reaches peak in the segment C, it accelerates
image flow achieving common order between music and video.

The music-video distinguishes three main points of synchro-
nization where it gets whole sense and effect. Corresponding to the
presence of an emphasis that is both visual and acoustic, the first
point of synchronization is marked by the scene (00.03) where the
young man brings gramophone into the living room. At the level of
compounded rhythmical sound, the dashed image is presented aim-
ing to emphasize the inputting of past elements into the present en-
vironment. Sound and image are cut simultaneously. Compared to
musical remix, it is entering of the pre-existing song into the field of
electronic dance music. The second point of synchronization is real-
ized by ambient change (00.27), switching on the lamp and chang-
ing the atmosphere of usual lighter living room into more romantic
and darker one. The change is also followed on the level of music.
The moment of the door opening continues changing not only at the
visual level, but also at the level of music. For all that, compound-
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ed rhythmical and sound image from the beginning of the segment,
gives place to the original instrumental introduction, or instrumental
connector. Finally, the third synchronization point (00.57) also em-
phasizing the importance of representation of the past: woman stands
in front of the door, and she is presented by dashed image, which
follows musical flow.

If we observe textual narrative in the music-video, the first fact
that we’ll notice is different roles between male and female parts. Ap-
pearing firstly in media space, the woman presents that the young’s
man imagination has the power to help him in organizing life. The
dominant role of the female protagonist clearly sets the base for de-
veloping relation. After her magical commanding-singing helped
things to return to their places by themselves, the woman expects
the young man to take initiative in finding a job and to provide finan-
cial resources for living. Altogether, it should be pointed out that the
basic idea of the remix is reflected at the level of the music-video.
The original song is positioned through the role and activities of the
woman. After entering to new space and environment, she gets an
important role similarly to that of the original song in the remix. She
positioned herself in a new environment as recognizable sign from
the past. The space of the living room may represent the platform for
activities done by a person from the past. The hypothesis is addition-
ally strengthened by the woman’s visual ghost-like representation,
sequences of old gramophone, vinyl record, as well as opening doors
as the border from past to present.

‘Feel the rhythm’: remix at the live performance

At the third, final level of analysis, I consider changes in the
remix as part of a DJ set. The fragment that I discuss was recorded
at Grampohonedzie’s live performance in Belgrade, on March 5th
2011." Not only was the artist already recognized in the local com-
munity, but his international award for the remix might be one of the
reasons why the live performance was well-attended. As part of a
longer set, the communication process in remix occurs between: idea
— DJ —remix — audience — and audiences’ feedbacks to the DJ. At the
very beginning of the remix (part A, video recording: 00.00-00.41)
it seems as if the audience got the sense of which track is to come.
In the moment of recognizing the beginning of the remix, the first
instrumental connector and following part B (which exposes the first
verse of the original song, video recording: 00.42-01.10), the audi-
ence starts thunderous applause, ovations, and whistling. Sensing the

IS The video recording can be viewed at http:/www.youtube.com/watch?
v=0QwCJoFShmA, accessed April 23, 2014.
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incoming climax of the song and the atmosphere that was created on
the dance floor, some of them began recording the performance and
memorizing the moment by using mobile phones. Gramophonedzie
left DJ’s desk, came and stood in front of them. They greeted him
with increased applause and ovations while he gesticulated with arms
stretched out and moved back. It is important to stress that the audi-
ence gave support to the performance not only by dancing, but also
singing the verses of the song.

The most emphasized moment in performing the remix live
was reached in the part C (video recording: 01.11-02.17). As I already
emphasized as the key sound image in the analysis of the formal mu-
sical structure, it became the central moment in live performance of
the remix. At the music level, this part was extended and repeated
several times. This leads to the conclusion that while performed live,
the remix was re-shaped with the aim of prolonging the dance, to
keep the audience on the dance floor as long as possible and, finally,
to create specific dancing effects. Nonetheless, the part C gave clear
experience of the remix highlighting its importance not only in the
track, but also at live performance.

The rhythm of the part C was very well reflected and seen in
the improvised bodily movements of the audience. They created their
own meanings through upgraded rhythm of the remix. At the mo-
ment when the part C started, as the personal DJs note in the remix,
the beat was also reflected in Gramophonedzie’s body. The audience
reacted to recognizable material by dancing. Besides, they generated
intensification of clubbing energy while whistling, screaming, sing-
ing and recording. Exactly the part C with its musical characteristics
excited dancers on the floor. Highlighted multilayered rhythmical
image, playing with samples, cutting and emphasizing the fragments
from the refrain created this experience. Not only was this reflected
on the bodies of the dancers, but also DJ accompanied the rhythm by
the slight movements of his body. Moreover, moving his right hand,
Gramophonedzie created the sense that he conducts DJ players and a
track on one hand while, on the other — movements of the audience.
Drawing on this view, I would like to point out that musical remix at
the live performance became remixed. In addition, the part C sheds
light on Gramophonedzie’s personal note which became an impor-
tant moment of his expression.

Consequently, the remix associates several cultural meanings.
Firstly, it points out the connection with the pre-existing musical ma-
terial and the need for a symbolic communication with musicians
from the past. For this reason, the meaning is functionally deter-
mined. Secondly, it establishes a close contact between the DJ and
audience to whom Grampohonedzie presents his musical selection
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and taste putting emphasis not only on his performing skills, but also
to get them to trust him. It allows the creation of the clubbing expe-
rience, where the performance of the DJ becomes experience. The
second meaning highlights the importance of creativity, not only by
recognizing material, but also its importance (International award!),
the audience expresses confidence they have in him, and his reputa-
tion, figuratively speaking, in the wider EDM community.

Nevertheless, the bodies of the dancers and the DJ performing
reached symbolic communication through the atmosphere of creat-
ing, as Gramophonedzie described, “spiritual unification” (Mili¢evi¢
2011). This determination relates to the second level of connection
that establishes itself between DJ and the audience. Although it is
impossible to reach the unification at every live performance, the
connection could be achieved not only through music, but also, as |
already remarked, through bodily movements by which DJ and the
audience communicates. Looking from this perspective, light is shed
on the fact that electronic dance music is a specific genre. Unlike
other popular music genres, the particularity of successful DJ party
depends on the established level of spiritual unification. In that way,
the DJ gets several roles: a conductor, meta-musician (who become
composer, performer, producer, sound engineer and collector) with
the nomadic strategy, avant-garde musician in the digital age, but
also a musical (performing) persona, according to Phillip Auslander’s
designation (Auslander 2006).

Figure 4. Gramophonedzie’s live performance in Belgrade, March 5" 2010
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Sharing the energy with the audience at a live performance
(here and now of the musical interpretation), the DJ erases the bor-
derline that stands between the audience and himself. In addition, as
I noticed at the interview with Gramophonedzie and other DJ as well
as participating in numerous live performances, by movements of his
body while performing music DJ also emphasizes enjoyment and sat-
isfaction. On the other hand, in performing music through the dance,
as Mark J. Butler elaborates, the audience gets a meaning and role of
‘performing audience’. Not only do they collaborate with the DJ, but
also with each other in order to create a sense of ‘vibe’ — powerful
affective quality close to the experience of ‘going dancing’ (Butler
2006: 72).

The next important elements of a live performance are numer-
ous visuals, projection of images, graphical visualizations that point
out the name of the performer — Gramophonedzie, as well as light
and stroboscopic effects rhythmically and thematically coordinated
with the music flow.'® This sheds light on the hypothesis that the per-
formance could be thought of as simulation of virtual community
where the visuals also play a vital role in the clubbing ambient and
create specific dancing experience. This is confirmed by the fact that
the name Gramophonedzie itself refers to improvisation of identity.
Translated from Serbian language, it means not only someone who
skillfully plays gramophone record, but it also marks a profession —
literally, persons who’s craft is the work on turntables. On the other
hand, by using the artistic name, Gramophonedzie established kind
of distance between his onstage persona and off-stage life.

During the interpretation of the remix, the audience had an
opportunity to watch on the three screens remixed fragments taken
from the official music-video and other materials that followed mu-
sic beat. One screen was positioned on the wall behind the DJ while
the other two were in dancing space, in front of Gramophonedzie.
Projected video material also contributed to creating and achieving
a specific audio-visual-dancing experience and clubbing ambient.
Visual images appeared as a remix of the official music-video, which,
together with music, made an intermusical relationship. Therefore,
remix upgrades to higher, multimedia level at the live performance.
For all these reasons, it could be highlighted that musical remix at
live performances goes beyond music and could relate to the events
outside itself after all.

In the moment of live performance, as the example showed,
remix presents not only recognizable pre-existing material but also
opens another interpretative level. I mark it as the meta level of ref-

16 The lack of official VI (veejay or video-jockey) is the reason I put detailed video
analysis of the live performance on the side.
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erentiality. At this level, respectively at the here and now of perfor-
mance, the auratic DJ interpretation creates and reaches particular
clubbing ambient. The dance floor, therefore, becomes a space for
musical dialogue between past and present, as well as the authentic
place of musical and visual experience whose meanings are created
in the performing audience. Mark J. Butler adds that the dance floor
is a space “where the music really happens” and means it (Butler
2006: 15).

Conclusion

Circumstances in which the product of technical reproduction
can be used, according to Walter Benjamin, devalues the here-and-
now, the aura is lost by limiting itself to trace of artistic and artis-
tic-media mediation (Benjamin 1968). Theodor Adorno interprets
aura as a struggle for work and with work in life, making a distinction
between aura analog to magical effect and aura as effect produced by
the culture industry (Adorno 1979). In the epoch of mass media re-
producibility, as Ives Michaud elaborates, the separation of an artistic
piece and aura has already happened: the spirit or the effect came out
from the work of art to the world. The separation of the piece from
its aura and the autonomous work of art turns into a social event
(Michaud 2004). Looking from these perspectives, it could be con-
cluded that in and with the remix Why Dont You, Gramophonedzie
let the ghost out of the ‘apparatus’ back into physical reality. Besides,
he formed with it a sort of a virtual orchestra that included musicians
from the past. By remixing realities at the live performance Gramo-
phonedzie’s achieved the aim to create unique, auratic space-time di-
mensions binding music, performing audience and visual equipment.
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Hpuna 1]sujanosuh

N3BOBHEKBE 3BYKA TTPOLIJIOCTU: PEMUKC
Y KVJIITYPU EJIEKTPOHCKE MVY3UKE 3A UT'PY

(Pesume)

Pemukc ce, ka0 akTUBHOCT Ipey3nMama Marepujaia u3 Beh nmocrojehe nenm-
HE Kako OH ce, IpeMa COICTBEHOM YKyCy, OOIMKOBaJIe HOBE (hOopMe, jaBiba Y yMeT-
HOCTH, MEIMjUMa, KYJTYpH; [IOBE3aH je ca yTHULAjuMa IIOCTMOJEpPHE, IPOLecUMa
100au3aIyje 1 HOBUM MEIHjMa, & KOPUCTHU C€ Uy OTIMCUBAKY HajpazsTHIUTHjHX
(deHoMeHa: My3HKe, BU3yeITHUX YMETHOCTH, MHTEPHETA, MOJIe, 13ajHa uti. Mely-
TuM, 0e3 0031pa y KojeM ce OOJIUKY IM0jaBJbyje, CaMO pa3syMeBambe PEMHKCA 3aBH-
cu o1 mo3HaBama Beh mocrojeher kyntypror xdaa. 13 tor pasnora, oH ce y3na
U OCllama Ha ayTOPHUTET OpPUTHHANA, Te¢ (YHKIMOHHIIE Ha MeTaHUBOY. IlyOmuka
Yy PEMHKCY MOXKE 3aIla3UTH TPar MPOLUIOL, JOK Ce HEroBa 3HaueHka 'eHEepHUILy Y
[OCMaTpadynMa, YHTAOINMa, CIyIIaonnMa, a KaJila TOBOPUMO O CBETYy IH-liejeBa U
TIOTTYJIAPHE EIEKTPOHCKE MY3HKE — U Y UTpadlMa.

beorpaacku mu-nej Mapko MmunheBuh, nosznar xao I'pamodonumje
(Gramophonedzie), HanpaBuo je pemukc Hymepe Why don t you, Bep3ujy ca KojoM je
vyBeHa 11e3 nesaunna [leru JIu (Peggy Lee) neburoana y tbyjopky 1942. ronune y3
nparsy ancambna bennja 'yamena (Benny Goodman). [Ipumepom oBor pemukca,
Koju je o6jaBipeH 1. mapTa 2010. romuHe U YOP30 OUITMKOBAH €BPOIICKOM HArpagoM
MTYV, mpemoyaBaM HauyuMHE Ha KOje Ce, KOpI/IH_IheH)eM Marepujajia U3 MPOILIOCTH,
MOKE KpEHpaTH KOHCTPYKTHBaH (My3uukn) nujasor. Ha mpBoM HUBOY aHajm3e 1O-
Ka3yjeM Kaxo je JH- uej I'pamoornmje KPEHPA0 PEMHUKC Yy OXHOCY HA OHIMHAII-
HH noctojehu Marepujai, OZHOCHO Kako je [ie3 HyMepa BEelITO yTKaHa M W3BEACHA
y eJIEKTPOHCKO] My3HLHM 3a Urpy. Ha npyrom HHBOY, Moja NaXkma je yCMepeHa Ha
3BaHMYHU MY3MYKH BHJIEO-CIOT, KPO3 KOjU IIPEACTaBJbaM Kako ce OCHOBHA HIeja
pPEMHKCa, KOjy cXBaraM Kao M3BOlere CTapor y HOBOM, OTEJIOBJbY]E Y BHJICO-CITHKY.
Pesysnraru oBux aHain3a 0TBapajy MpocTop 3a UCIIUTHBAKE HAYMHA HA KOje peMHKC
q)yHKuHOHHme y u3Bohemy y)KUBO, K20 JIeo U-1Ie] CeTa, CTBapa_]th CTPYKTYpY Koja
TIOBe3yje MY3HUKY, BU€0, aMOMjeHT, TU-1ieja 1 urpade. MO_] [HJb jeCTE JIa MOKaKeM
KaKo IOHABJbaE IOCTOjehier 3ByYHOr Marepujaja IoCTaje NOHABJbAKkE Ca Pasiiv-
KOM, JIOK CAM MaTepujasi Moyke OUTH (TIpe)0OIUKOBAH M MPOIIHPEH H3BaH MYy3HKE.
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CmexoBoe HA4YaJI10 B 0€JIOPYCCKOM MECEHHOM KYJIbType
KAK OIUH U3 CIO0CO00B O0TPAKEeHNsI KAPTUHBLI MHPa

l'anuaa B. Tapnait!
Pocwuiickuit unctutyt nuctopun uckyccts (Cankr-IlerepOypr)

AbcTpakT

B cratbe paccMaTpHuBarOTCs CIIOCOOBI OPZ AHU3AUUN MY3bIKATIbHOZ 0 MAiliepuana
B Denopycckoil cmexoeoil iiecHe, KOOPAUHALINS, B3aUMOJCHCTBUE PA3IIMYHBIX XY-
JTOKECTBEHHBIX C(ep B CMEXOBOU meceHHor popme. BepbanbpHoe, My3bIKambHOE,
KHHETHYECKOe, HHCTPYMEHTAJIbHOE, TeaTpajbHOe, XyIO0KeCTBEHHO-M300pa3u-
TEeIbHOE Hayayia CIUTHI 37€Ch B €IUHBIN HONUKOMITOHEHIUHBLI KoMilneKe, 00y-
CJIOBJICHHBIH MU(OJIOTHYECKIM KOHTEKCTOM. YIIBIOAIONIeecs, Kpyriioe, CMerolIe-
ecs, C IPUILYPOM JIHIIO OLEHUBAETCS B TPAJULIMOHHOM KyJIbType KaK pe3ysbTaT U
MTOCIIEICTBUE OJIAroro, HEOOXOMMOTO B CAMBIX Pa3HBIX IEJIAX CMeXa — COCTOSTHUS,
K KOTOPOMY HapoAHasi KyJIbTypa U3HayalbHO CTPEMUTCS KaK B PUTYaJIbHBIX, TAK U
B OOBIYHBIX KUTEHCKUX IIEIIAX.

KiroueBrie ciioBa

CMmexoBas TecHs, MU(OTIOTHYSCKUI KOHTEKCT, BepOanbHOE, My3bIKaIbHOS, KIHE-
TUYECKOE, MHCTPYMEHTAIBHOE, TeaTpalbHOe, XyI0KECTBEHHO-H300pa3uTeIbHOe
Hayana, eANHBIN MOJJMKOMIIOHEHTHBIA KOMITJICKC.

Kax o6psiioBasi, Tak 1 HeoOpsioBast GOpMbI KOMMYHHUKAIIUN B
TPaJAULIMOHHON KyJbType OeIopycoB MpeArnonaraiT o0s3aTebHOe
3aIeCTBOBAaHNE CMEXOBOTO [IECEHHOI0 KOMIIOHEHTA. B 11r000M >kaH-
poBOM 00pa3oBaHHUM, HApSAY C MECHAMH MHOTO IpeTHa3HaueHUs,
Bcerna (yHKIMOHUPYET OTPOMHAsl TPYIIA CMEexXosblX ieceH, 3aja-
9ya KOTOPBIX — CIIOCOOCTBOBATh CO3/aHUIO BECEJIOTO PACIOTIOKEHUS
Jyxa coOpaBUIMXCS, UX MPEIHAMEPEHHON AMOLIMOHAIBHON OTKpbI-
TOCTH, PACKPEIOIIEHHOCTH, OTBJICUEHUIO OT TATOT U 3a00T MOBCE-
HEBHOM Tpyn0oBOM >ku3HM. [Ipy Bcell Kaxyleicss mManoil 3Ha4uMO-
CTH, HECEPbE3HOCTH, TaHHBIN IECEHHBIN MIACT 3aHUMAET B KYJIBTYypE
Ype3BbIYATHO BaxkHOE MecTo. [leceHHblid MaTepuan Takoro pojaa B
BbICILIEH CTETIEHU PACTIPOCTPAHEH — €r0 JI00T KaK CaMU IMEBLIbI, TaK
U Te, JUIsl KOTO 3T MeCHU npeaHa3HayeHbl. CMexoBasi eCHs HECET B
cebe CyIIHOCTHYIO, BOCXOJAIIYI0 K OCHOBOIIOJIAralomUM MHUDOIIO-
TMYECKUM BO33peHUsIM, HHpopManuio. BepOaabHoe, My3bIKalbHOE,
KMHETUYECKOe, WHCTPYMEHTAJIbHOE, TeaTpasibHOE, XYJI0)KECTBEH-
HO-M300pa3UTEIbHOE Hayaja CIUTHI B CMEXOBOW MECEHHOU (dopme
B €OUHbLI HOTUKOMITOHEHTUHBLI KoMilleKe. B ero rpaHunax Kaxaas

! taugal@yandex.ru
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XyJIO’)KECTBeHHas! cdepa, Kaxaas rpylna 3a1eiCTBOBAHHBIX B JIaH-
HBIII MOMEHT CMEKHBIX BHJIOB MCKYCCTBa, UCIOJIb3Ysl COOCTBEHHBIC
BO3MOKHOCTH ¥ CITOCOOBI BO3JICUCTBHS, BHOCUT CBOIO JICNTY B (hOp-
MHPOBaHUE CIOKHOTO (DYHKIIMOHATIBLHOTO U CTPYKTYPHOTO HAITOJTHE-
HUS MTOI0OHBIX TIECEHHBIX 00Pa3IIoB.

Cmexoeoni KoHuekcii Kak Hauboliee OYEBUIHBIA [IOBOX JUIA
HETMPOM3BOJIbHOM CMEXOBOW PEaKIMH CIYIIAIINX, BHUMAIOIINX
MIECCHHOMY COJIEP)KaHHI0, MOXKET OBITh 3aIleUaTIICH B CJIOBE — B COO-
CTBEHHO BepOAJIbHOM MaTepualie, TJe S3BIKOBBIMH CPEJICTBAMU CO
BCEH OJHO3HAYHOCTBIO OYEPUYEH OUEPETHON BECENbIi, AEP3KUU 10
crocoOy BBIPAXEHUS CMex080tl Motuus-gpaniuasus. B Hem — 3epHO 1
CYTh CMEIIHOTO. B Npyrux ciiydasx TakuM HCXOIHBIM, CMEIIAITUM
OKPYIKaIOIIHUX, CTAHOBUTCS CTOJIb K€ CaMOJOCTATOYHBIN TeaTpaib-
Ho-mioBeieHueckuii kommoHeHT (MBneBa 1994). OH moxeT OBITH
MIPE/ICTABIICH, K MPUMEPY, BCEBO3MOXHBIMH TPOJEITKAMU PSKEHBIX
B COOTBETCTBYIOIIEM IE€CEHHOM 3BYKO-aKyCTHYECKOM OOpaMIJICHUH
BHE KakoW ObI TO HM OBbUIO B3aMMHOW CHHXPOHH3AIIUU ITUX JIBYX
CMEXHBIX UCKyCcCTB. CBOIO JIENTY B OpraHu3aiuio Gopmbl OJ0OHOK
HaIpaBJICHHOCTH, COOCTBEHHBIN HAOOP XapaKTEPHBIX MPHUEMOB, BO3-
MOXKHOCTEH MPUBHOCHUT KaXKJasi U3 COyYaCTBYIOIIUX XYyJT0XKECTBEH-
HBIX cdep, BO3BOIS TaKMM 00pa3oM CMeXOBOH 3(QekT B HOBYIO
CTereHb. My3bIKaJIbHBI MHTPEIUMEHT, OMUPasiCh Ha MpOCTEeHIIne
KHHETHYECKUE TPOSBIICHUSI, MOI00ME-BapHAHTHOCTh Xopeorpadu-
YECKOTO WJIM TeaTPaJM30BAaHHOTO PUCYHKA, MOXKET COOTHOCHTBHCS
CO CME&XHBIMHM MCKYyCCTBAMHU U MHBIM CIIOCOOOM, YyTKO pearupys Ha
Takoe BHOBb BO3HHUKAIOIIEE Ka4e€CTBO OOHOBJICHHUEM MY3BIKAJIbHOU
CTPYKTYpbl. TallaHTIMBOE MpETOMIICHHE HAapOIHO-TeaTpaIu30BaH-
HOTO, KWHETUKO-TaHIIEBaJILHOTO, MY3bIKAJIbHO-UHCTPYMEHTAIBHOTO,
HMITPOBU3AIIMOHHO-TIOATHYECKOTO MAacTEpPCTBa, Pa3IMYHOTO pojia
CBOMCTB MY3BIKQJIBHOW BUPTYO3HOCTH MOXKET OBITh BOILJIOIICHO
IPYIION TPaJAMIIMOHHBIX ,,aPTUCTOB” — B CJIydae Pa3ie/ICHHs dTHX
(YHKIMN, WK OTHAM CIICIIHAIIMCTOM, CBOOOIHO BJIAJICIOIIMM BCEMU
Ha3BaHHBIMH YMEHMSIMHU B UX €IMHOBPEMEHHON peasin3aIiuu

My3blka BBICTYIIA€T B CMEXOBOW TIECHE B PAIY JPYTHUX HC-
KycCTB. MEXBHIOBBIC XYyIOKECTBEHHbBIE CEephl BCTYIMAIOT 3/1€Ch B
MTOJIMAJICMEHTHBIE CUHKPETUYCCKHUE WIIM CHHTETHYECKUE CBSI3U, 00-
pasyloT OJIOKM BHYTPHU MECEHHOW (POPMBI, B KOTOPBIX T€ WU WUHBIC
XyJIO’)KECTBEHHBIE BO3MO)XHOCTH CTAHOBATCSI  OIPEICIISIOIIUMH.
[Ipuyem my3vikanvHblil puitim BHICTYIIACT MPU 3TOM KaK O3BYYCH-
HbI{, HEOTIEIUMBIM OT KHHETHYECKON COCTABIIAIONICH NMEPBUYHbBIN
MTOPOXKTAFOIIMI MeXaHu3M (popMooOpa3zoBaHusl, KaK OCHOBA IPOIIEC-
CYaJIbHOTO CTAHOBJICHUs TIECEHHOW (OpMBI, KaK OCHOBOIIOJIAraro-
U cucitieMooopasyrouuil IPUHIAI B OPTraHU3aIMA KOMIIOHEHTOB
Y Pa3IMYHBIX WX €IMHCTB, UX TEMIIa, CHHXPOHHU3AIMH WX CBOOOI-
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HOTO COOTHOILEHUSI CTPYKTYp. PuUTM cioBa u oOycioBieHHas €ro
CHelU(PUKON MY3bIKaJIbHO-CJIOTOBas PUTMHKA CTHUXA C €€ — TO yBe-
JTUYUBAIOIIMMCS, TO YMEHBIIAIOUTUMCS — CJIOTOBBIM 00BEMOM CTaHO-
BUTCS PUTMUYECKUM TUIAaHOM BTOPOTO MOPSAKA, BIUCAHHBIM B KaHBY
HCXOJTHOTO MY3bIKaIbHO-X0peorpapuueckoro puTMa 1 00agaromum
B LIEJIOCTHOM IECEHHOM KOHTEKCTe COOCTBEHHOW XYI0’KECTBEHHOM
HAMpPaBJIECHHOCTHIO, HO OCTAIOIIMMCS IIPU 3TOM BCET/a BTOPHUUHBIM.
VYnapHblii, 6e3yapHbIil TOHBI, CJIOTH, MISCOBBIE MPUTOIIBI, XJIOMKH B
JAI0NIM OTIPENENSIOT XapakTep IKCIUPATOPHON (CUIIOBOM) pUTMU-
KU, JUHAMU3UPYIOT, OOHOBJISIOT MECEHHYI0 (hOpMYy, MIPUAAIOT CTPO-
¢dbam necHu HEMOBTOPUMBIH OOJIMK, CTAHOBSITCS BECbMa BaXKHBIM CY-
ry00 My3bIKaJIbHBIM CPEICTBOM BBIPA3UTEIbHOCTH. VX mosiBIICHUE U
BO3/ICMCTBHE pAacCUMTaHbl Ha OJIHOBPEMEHHO MYTaloUIvil U cMella-
v 5QPeKT BHE3aMHOCTH, HEOXKHUIAHHOCTH, HAPYILIEHUS 3a/laHHOM
MHEPLUU B TOBTOPEHUHU YCTOSIBIICHCS PUTMUUYECKOM (PUTYpBI.

CyiiecTByOT 00paslbl COOCIIGEHHO 368YKOB0U CUMBOIUKU
cmexa. TakoBBIM JIJISI €BPOIEHCKON KyJIbTyphl 31m0xu CpeaHeBeKo-
Bbs SBJISJICS, HAIIPUMEP, KPUK OCJIa, TOXOXKUH HAa UMHUTALIUIO Tojoca
cMmeronierocst yenoBeka. He 3psi mompakanue TakoMy KpUKY CTajo
3HAKOBBIM JJISl MPA3JHUKOB CMEXa B TaK HAa3bIBAEMBIX ,,0CIIMHBIX
Meccax” (baxtun 1990: 90). Eme oguH momoOHBINA 3ByKOBOW CHM-
BoJI (B Ooublieil Mepe XapaKTepHBIA U TPaJAULUOHHBIX KYIBTYD
Oro-BocTtounoit A3uu, AQpuku, HO HE TOJBKO) — XPIOKaHbE II0-
pOCEeHKa, KOTOpOE TOXKE UMEET MoJ00ue, CXOJCTBO C YEIOBEUECKUM
cMexoM. Buaumo motomy ,,cCBHHOE PBIIO®, CaMO M300payKEHUE 3TOTO
,,0yZITO OBI CMEIOIIEroCs’” JKUBOTHOTO, JIAFOIIETO OOJIBIION TIPHUILION,
TaK IJIOTHO CBA3aHO CO CMEXOBOM KyJabTypol. B oTnenbHbIX cia-
BSHCKHUX TPAJAMILUAX [MOBOJOM JUJIsi CMEIIHOTO CTAHOBUTCS MOSBIIE-
HHE B 30HE MEKCTPOPUICCKON 11e3yPhl CMEXOBOM MECHU TOJI0COBOM
MMUTAIUH, 3ByKOMOpaXKaHUs prkaHuto jomand. [lonoOHslil mpuem
MEePUONYECKH BO3HUKAECT, K MPUMEPY, KaK HEOKHUIaHHBIM BbIpa3u-
TEJBHBI KOMIIOHEHT aHpa IMOJIbCKOW NpureBku (pernoH Jlrobems-
U3HA). Yoao0ieHue rojiocy Oyro Obl ,,CMEIOMIErocs’” )KUBOTHOTO,
CBOETO poJia 04YEJIOBEYCHHE )KMBOTHOTO, COMOCTABIEHUE €ro rojoca
KaK BITOJIHE PEaIbHOTO C FOJIOCAMU MOIOUIUX JIFOICH, CMELICHHE ABYX
ATUX HEBEPOSTHBIX B peajbHON KU3HU 3BYKOBBIX IUIAHOB YCUIIMBACT
KOMHU3M CUTYaIlH, 3aCTaBISET COOPABIINXCS TOOPOIYIIHO XOXOTATh
ele Beceree.

B psae nnnoeBponeiickux, B TOM YUCIE CIAaBIHCKUX KYIBTYp
SAPKO ,,My3bIKaJIbHO MPEICTABICHHBIM >KUBOTHBIM, OECKOHEUHO
YMHOXKAIOIIUM ce0sl, 4TO Ba)KHO IS TPAJUIIMOHHOMN KYJIBTYpBI, SIB-
nsiercs kKo3a. Mctopuueckue U KyJlbTypHbIE KOPHH ,,KO3bero muda’
CBSI3aHBI €lle C OXOTHUYbUM J03eMJIEIETBIECKUM ObITOM U B 3TOM
CBOEM KauyeCTBE — JIMKOM, €Il HE ,,0JIOMAIIHEHHON KO3bI KaK TPO-
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dest 3arOHHON OXOTHI — OTPaXKEHbI B AMU30JI€ TPATUIIMOHHOTO KY-
KOJIHOTO TIPEJICTABICHUS llaK-ilieKke TOPHBIX TaKUKOB. Mrpymieu-
Hasi pUrypKa Ko3bl, 3aKperyIeHHasi HUTSIMU-I10BOJJaMH 32 MaJIbLIbI PYK
aKTepa-KyKoJIbHUKA, TI0]] 3ByKH UTPHI Ha dagge (OapabaHe) wiu ite-
Mup-komy3ze (METAJUTAYECKOM BapraHne) 0e3ycCIenIHo, ¢ IeCsITKa 1Mo-
MBITOK KaK Obl MBITAETCS ,,BBIIPBHITHYTh, CIIACTUCH U3 SIMbI-3ar0HA,
COIPOBOXKIaeMasi CMeNIaleil COOpaBIINUXCS KECTUKYIISIUEH aKkTepa
(FOccydu 2004).2

3HAMEHUTBINM TMECEHHO-IPaMaTUYECKUM AMU30/l KOJISIHOTO
JieficTBa OeJIOpyCOB CBA3aH C BBIXOJOM-CIIEHKOH, 10 cyTH MuoIo-
TMYECKH OCMBICIIEHHBIMH T€aTPaM30BaHHBIMU KU3HBIO, YMHUPAHU-
€M U BO3POXKICHHEM KOJITHOW KO3bl, CHMBOJIIMYECKH BOILIOIIAIO-
IIMMH LIEHTPAIbHBIH MOMEHT 300MOp(HOro Muda, NepeHeceHHOro
HMCTOPUYECKH MO3IPKE U HA PACTUTENIbHBIN BereTaruBHbIN. [IpuBenem
3anmrcaHHbIi HaMu B KupoBckom paiione MoruiaeBckoit o0macT re-
CEHHBIN 00pa3ell, XapaKTEpHbII AJIS LEI0ro psijia CAaBIHCKUX KYilb-
TYp, ¥ COIIOCTAaBUM €r0 C IPYTUMHU, TOA0OHBIMHU €MY IIUPOKO pacpo-
CTpaHEHHBIMH, PAaBHOIICHHBIMU BapuaHTaMH. PuTyanbHast KOJsAHas
niecHs [ 0-20-20 ka3za, a 03e vl OvL1a?, NIPONETas-MIPOrOBOPEHHAS HA
yabIOKe, C IPUTAHIIOBHIBAHUEM M OUYE€BHIHBIMU JIEMEHTaMU TeaTpa-
JU30BaHHOW WIPbI — SIPKUIl IPUMEP COBMEIIEHUS MATHUCIOTOBOCTH
M3BECTHON THUITOBON PUTMHYECKOW OOPSAOBON MECEHHON (OPMBI C
TPEXIOBHOM TIJISICOBOM (PUTYPOM, JIeKAIIeH B OCHOBE KaXK/IbIi pa3
PUTMHYECKH HEMOBTOPUMOM, HaAOII0aeMoil B pealbHOM BOCIPO-
U3BEJICHUU 00psAaa, IJISICKA KO3bl. B TaHile BO3MOXHO ApobieHue
M000# U3 TPEX COCTABIAIOMINUX 0a30BBIX J0JIeH. DTO BBUIMBACTCS B
€CTECTBEHHOE COOTHECEHUE MIECTU0IBHOCTH KaK OCHOBBI TUIIOBBIX
KMHETUYECKUX OMEHUN C MATUCIOTOBBIM KOJISIIHBIM HareBoM-(op-
mysoi. [llecTua0apHOCTh KaKk paBHOMEPHOE APOOIeHHE TPEXI0iIb-
HOCTH 3ale4yarieHa u B cloroBod ¢opme, koraa (GopmynbHas ms-
TUCJIOTOBOCTh CBOOOJIHO MEpPETEKaeT B LICCTUCIOTOBYIO CTPYKTYpPY
MEJIOCTUIINHI — B COOTBETCTBUU C YBEIMUEHUEM CIOTOBOTO COCTaBa
U IpoOJICHHEM HaJBOE IMOCICIHEH, MATOH PUTMUYECKON €IMHUIIBI,

2 Cwm. 06 sTom TaKxke: Bunorpanos B. C. (1939) Myswixa Coseitickoti Kupausuu, Moc-
kBa, 1939: 88 (na tore pecyonuku B npearopbsx I[lamupa inemup-komys — Merannnye-
CKHI 6ap2an — IPUMEHSIETCS ,,i B KyKOJIBHOM TipenctaBieHnu Tak-Texe / ,,[Ippraromas
ko03a”"). VICIOMHUTEeTbHUIIA NPUBS3BIBACT K MAIbIIaM MPABOH PYKU HUTKH, a APYTHE UX
KOHIIBI TIPUKPEIUIAIOT K MaJCHbKON MOJABMKHOW (PUrypKe KO3bI, MpbIraroleii Ha cTo-
yuke. Lleruisis manbnaMu BO BpeMsI UTPhI SI3BIYOK MHCTPYMEHTA, MUCIIOTHUTEIbHHIA
IIPUBOJIUT B JBIJKEHHE M (QUTYPKY KO3BL: OHA TO IPBIFAET, TO BEPTHTCS, IPOACIBIBAs
BCEBO3MOKHbIE 3a0aBHbIE JBWXEHHSA. JTO 3pEIMIIE JONOJIHIETCSl CMEIIHON JKeCTU-
Kymsiueit ueronautenst”’); 3. Dmcraiimep (1973) ,,Bapranst B8 Cubupu u Cpenneit
Asun”, B Ilpobnemvr mysvikanvhoco goavknopa Hapooos CCCP, Mocksa, 88; D. DM-
craiimep (1986) ,,Bapransr B Cubupu u Cpenneid Asun”, B IIpobaemsl ipaouyuorHol
unciupymenianvou mysvixu napodos CCCP, Jlenunrpan: Jleannrpaackuit UHcTHTYT
Tearpa, My3bIKH M KnHemaTorpaduu, 86.
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3aMBIKAIOIIEH U3BECTHYIO KOJIAIHYIO (DUTYPY, BABOE OOJNBIIYIO, YEM
4yeTbIpe HaYalbHbIX. Kaxkaas U3 HauaJabHBIX JA0JIEeH TPOUUHOUN pury-
pBI, €€ IepBasi, BTOpasi Uiu TPEThs COCTABJISAIOLINE MOTYT BHE3AIIHO
0Ka3aTbCsl CUIbHBIMM MOMEHTaMHU, MOJAYEPKUBAIOIIMMYU OUYEPEAHON
MPBLKOK ,,KO3bI, COOTHOCUMBINA C €€ ,,apTUCTUYECKUM TOINAHbEM
Horamu. [lonoOHbIe TskKelnble, pa3TyabHble CKOKH HUKOIJA HE Obl-
BalOT CHMMETPUYHBIMH, IEPUOTUYHBIMU, HE ITOBTOPSIOTCS TPUKIbI
OJIMHAKOBO — Ha KaxxaAyto Aoito. OHa, B paBHOM Mepe JIt0ObIe ABE U3
He4YeTHbIX — 1 ¥, 3-i, 5-i moseil mecTu10IbHUKa, PACTIHYBIIHECS
B NOBTOPEHUSAX OCCKOHEUHOM 1IeTH MECEHHBIX CTPOod, MOTYT MOJI-
YEPKUBATbCA MOIIHBIMU TOITYKAMHU-AaKIEHTAMHU. AKIEHT, MOLIHBINA
yaap-c(hopLanao Wik MPOCTO HESIPKUM TUHAMHYECKHI TOTYOK MO-
IyT NPUXOAUTHCS WM TOJIBKO HA MEPBYIO U3 TPEX, WIM TOJBKO Ha
MOCJIEHION0, MATYI0 JPOOHYIO eUHUILY IIEeCTU0IBHONU (POPMBI, HO
B PaBHOU BEPOSTHOCTU M HA BTOPYIO M TPETHIO €€ Mapbl, TO TOJIBKO
Ha TPETHIO, TO TOJIBKO Ha BTOPYIO, TO HA BCE MATh IPOOHBIX CYETHBIX
enuHUll (GOPMYIBHOM CTPYKTYpPBI. DTU MY3bIKaJIbHbIE CHJIOBBIC aK-
LEHTBI COOTHOCATCSI CO CMEIIHbIM, IIPEYBEIMYEHHO MapOAUPYEMBbIM
B JIBUKEHUU TAHIEM PSIKEHOM ,,KO3bI™ .

MoTturBBl MaTepuaIbHO-TEJIECHOIO HU3a, BBIPAXKEHHBIE U BEp-
0anbHO, U KECTOM, M KOCTIOMOM, OCTAIOTCS TEM HaCJIEANEM apXauKH,
KOTOpAsi 3By4UT U B HAILIEM CETOJIHALIHEM, COBPEMEHHOM CMeXe. Jiie-
MEHTBI [IPEYBEIUYECHHS], CBEPXMEPHOCTH, TUHAMUYECKOM, TEMIIOBOU
HEUCTOBOCTH, OYHCTBO CHUJIOBBIX MY3bIKaJIbHBIX aKIICHTOB CTAHOBST-
Csl CBUJIETEJIbCTBAMU MOI0OHBIX K€ YCTPEMIICHUI B HaIlEBe.

Crpoduueckas KOMIIO3UIUS U3 IBYX CIEIUIEHHBIX MEXIY CO-
0OMi, OIMHAKOBBIX B CBOEH PUTMHUYECKOW (opMe IIECTHUIO0IbHUKOB,
Kbl U3 KOTOPHIX OOHHMAaeT OJHY CTHUXOBYIO €IHHHMILY, CTaHO-
BUTCS 3aMKHYTOM, Oiaroiapsi nmpocTeiiieMy HHTOHAIMOHHOMY IpO-
THUBOIIOCTABJICHUIO HUCXOJSALIETO M BOCXOIALIEIO MEJIOJUYECKOrO
JIBIDKEHUS B TUIOBOM CcTpykType AB. DTa 3amMkHyTas noHayamry
KOHCTPYKIIHS B CBOIO O4epe/ib Toke BapuadbenbHa. OHA MOXKET BMe-
11aTh TO J1Ba, TO TPU 3aMBIKAIOIIHUX CTPOPHUUECKYIO (OPMY CTUXOBBIX
CErMEeHTa, TO YEThIpe, TO JaXKe IIECTh CTUXOBBIX €IUHHII, 00pa3ys,
TakuM 00pa3oM, LIEJIOCTHbIE CTPO(PHUUECKHE E€IWHCTBA Pa3IU4HOI
npotsokeHHocT: ABB, ABBB u T.1. x nenoctHocTh 00ecnieunBa-
€TCSl UCIOJIb30BAHUEM JIONOJIHUTEIBHOTO J1a/10BO-UHTOHALIMOHHOTO
CPEIICTBA — MOJKIIFOUEHHUS IPOCTEUILIEH MEKCTUXOBOU CBA3KU B BUJIE
€MHUYHOI0 TOHA-CUEIUIeHUs. B paBHOW Mepe npeAcTaBieH B Lie-
JIOCTHOW TIeCeHHOW (popme M OOBIYHBIN ,,HAOOP™ CIEAYIOMUX APYT
3a IpyTrOM HEMEHSIFOUIUXCS IBYCTUXOBBIX MEJIOCTHUIIH.

B naiiese — yxe uniionayuonnvimu cpeocinieamu naetcs ot-
YETJIMBOE MPEJACTABICHUE O 3PUTEJIBHO BOCIPHUHMMAEMOM, HAIISA-
HO HaOIIOMaeMON PHUTYaJbHOM IUIACKE ,,KO3bI, KOTOPYIO JCPIKUT
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Ha TIOBOJIC-BEPEBKE MOBOABIPH (€IIe OJMH, HAPSIAY C UCIIOJHHUTEIIEM
pOJIH ,,KO3bI"’, HAPOIHBIH ,,aKTep”’-psDKEHBIN ). B cocTaBe putyanbHOM
KOJISIAHOM TIPOLIECCUM OH MPOBOJUT CBOE ,, )KMBOTHOE™ IO JOpOre B
CTPOTOM OYEPETHOCTH OT JIoMa K JAOMY C JOOPBHIMU TOXKEITAHUSIMHU
KKJIOMY XO35IMHY, XO3sHUKe, MX JCTAM M MOKUIBIM poauTessm. Jlu-
HaMHUYeCKas JIMHUS TaHIA KO3bl, €€ pasyfdaiblid JyX 0e30IMIMO0YHO
BOCIIPOM3BOAATCS I10 MaMSTH CaMOU MEBHIICH — 1ake BHE KaKOH ObI
TO HU OBLIO 3pUTEIHLHO BOCIIPUHUMAEMON KMHETHKHU, CUJI HA CTYJIC
Y TIPOTIeBast MECHIO M1l MAarHUTO()OHHOM 3aITHCH.

BaxHplli KOMIIOHEHT, TOOYKIAIOMIUNA CMESIThCS — caMa CTH-
JIUCTUKA OKPUCTAJUIM30BABIIETOCS TPAJUIIMOHHOTO HameBa. Ero
,,CUUTBIBAEMbIC CIIyXOM™ MPHUMETHI — OYEBUJIHBIA CUTHAJ JIJIs Pa3o-
rpeBa sMoluii. HareB ckoOpaAMHUPOBAH € ICHCTBUEM-TAHIIEM KO3bl,
OJIETOM B UYEJIOBEUECKHUE OJICIKIbI, B MACKE CO CMEIOIIUMCS PTOM H
OTKPBITBIMH, KJIAIAIOIIMMU B YXMBUIKE JICPEBIHHBIMU 3yOamu. B
MOATUYECKOM U MY3BIKAJIBHOM TEKCTaX (PUKCUPYETCs HE TOJIBKO CaM
1o ce0de ,,04€JIOBEYCHHBIN ™ TOJIOC JKUBOTHOTO (HE Me-e-e-e, a 20-20-
20), CBOMM JIEKCHUECKUM BBIpOKEHHUEM HaIlleJICHHBIM Ha TIOHYKAHHE
,,»JKUBOTHOTO”’ U OJTHOBPEMEHHO — BbI3bIBAHWE CMEXOBOU peaKIiu, Ha
ACCOIIMAITUIO MTPEXKIEC BCErO C XOXOTOM-TOTOTOM 4eJioBeKa: [ 0-20-20,
kaza! ['0-2o, wapas! BKIIOYEHHBIMU B CTUXOBYIO KaHBY OKa3bIBaIOT-
Csl €IIe ¥ HEKOTOPBIC JIEMEHTHI ,,[PyOOro” KOMU3Ma, pa3BopadynBa-
IOIIHECs 1O X0y CHKeTa (Ko3a ,,XBOCTHK IMOAHSA...”") B KAYECTBE
€IIe OJTHOTO BBIPA3UTEIHLHOTO KOMIIOHEHTa OasaraHHoro (gapcoBoro
MOBEACHHS.

Baxnas ocoO€HHOCTB, O KOTOPO# TOBE/Iasa HaM IEBHIIA: dTa
IECHS C IETCTBA MIOMHHUTCS €M B UCIIOJHEHUHU OTIiAa — UMEHHO e¢ Iie-
BHIIAa UMUTHUPYET B COOCTBEHHOM NieHUH. [Ipuxoa B qoM psKeHOU
KO3bI BCET/ia ObLT YaCThI0 MYKCKOW KYJBTYPBI, BIIPOUEM, KaK M KOJIS-
JloBaHue B 11e10M. [IepeBoj1 AToM TpaauIIuK B CUCTEMY JKEHCKOU WIIH
CMEIIaHHOW B IOJIOBO3PACTHOM OTHOIICHHHM OOPSIOBOM KYJIBTYpPBI
00X0/10B (C MaJIOUHUCIICHHBIM YYaCTHEM MYKUYMH B MPEUMYIIIECTBEH-
HO JKEHCKOM ,,IypTe”) — CMEIICHHE JIUIIb MOCIEIHETO moayBeka. Ot-
CIO/Ia — €CTECTBEHHBIC TIPOSBICHUS CUMBOJIM3MA ,,My>KCKOTO’ B TI0-
JIOOHBIX, UCIIOJIHCHHBIX KCHIIIMHAMU, HareBax (Pe3Kue JIBYKCHHSI,
HEMPUCTOMHBIC HAMEKH B TIOBEICHUH, TO3BOJICHHBIC B y)KE XpHUCTHA-
HU3UPOBAHHOHW TPAJMUIIMH TOJIBKO MY>KUUHE).

Kax rnaronbnast BepOanbHas popma, cMexoBasi HMUTAIUS T1e-
CEHHOI'0 T0jI0ca KO3bl CTAHOBUTCS 3aUMHOM €Ile OJHOr0 MO3THYE-
CKOTO CIOXETa — U3 PETHOHA IMOJIbCKO-0eI0PYCCKO-YKPAMHCKOTO T10-
rpannybs: Bacunésa mayi llawna cacaiuayi. CmeeTcs U 3aCTaBIsSET
CMESAThCS 37€Ch 1ej1asi BaTara KOJISJOBIIHMKOB: ,,Malli” (BOTUIOIIAIO-
mast coooM ,,MaTh’” KakK KEHCKOTO TIEPBOIMPE/IKA) B KOXKYXEe HAaU3HAH-
KY, ,,yJIaHbI’ B CMEIIIHBIX YHU(GOPMAX C 30JI0THIMH OyMa)KHBIMHU ITy-
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roBUllaMU U (pypakkaMu, ¢ XJIONAIOIIMMH MEYHBIMH 3aCIOHKAMH U
KOJIOKOJIBYMKAaMU B pyKaX, PEICTABISIOLINE TOCTEH-PUIIIETBIEB U3
WHOTIO ,,4y>KOr0” MUpA, JJIMHHOIIEUH PSIKEHBIH ,,)KypaBJib -BOPHIILI-
Ka, He3aMETHO MMOXUIIAIOIINNA KPYTH-KOJIOAChl C KPIOKOB WJIX 33AMpa-
IOIINN FOOKM X035KaM M MX JIoukam U 1ip. [loBenenne npuiesbiien
HE TOJICKHUT OIICHKE WUJIM OCYXKICHHIO — B UX MUpPE BCe HA0OOPOT.
Macka OGenopycckoi monecckoi ko3bl (JKuTkoBudckuii p., ['omensb-
CKOM 0011.), KpoMe COOCTBEHHO MAacCKH-,,[OJIOBBI”, BKIIIOYAET €Ile 1
JIONTOJIHUTEIBHYIO ,,HYDKHIOK YacTh — T'POMAJIHBIA, TPSACYLIUMHCS,
SIBHO NPEYBEJINYEHHBIX Pa3MEpOB ,,010CT” -BbIMSI: BCE CMEIIIHOE B KU-
BOTHBIX — [IEPCOHAXKAX CMEXOBOH KYJIBTYPbl, OOpS’KEHHBIX B YEJIOBE-
YeCKUE OJICK/Ibl, OPUEHTUPOBAHO UCKIIIOUYUTENLHO Ha YEJIOBEUECKHE
OTHOIIICHHUS, YEJIOBEYECKOE TEJO, Ha MCUXOJIOTUYECKHE OCOOCHHO-
CTH UM Y€JIOBEUECKHE PEaKInuu, CBI3aHHbIE CO cMexoM. B3aumocBs3b
CO CMEIIHBIMH aCCOLIMUPYEMBIMH YePTaMH CaMOT0 YeJIOBEeKa He CITy-
YaifHa: Belb CMEETCs TOJIBKO YEJIOBEK U CMEETCs HaJl CBOUMU Yello-
BEUECKUMU MPOSIBICHUSIMU B CMEIIHOM.

CMmex — 0JTHO U3 APKUX CBUAETEILCTB JIFOOBU K KU3HU, )KU3HE-
PaZloCTHOCTH ¥ 0COOOT0 YETIOBEYECKOTO TaJlaHTa — YMEHUS CMESIThCS
(ITport 1997: 31). Komusm BepOambHOTO TEKCTA, JEHCTBEHHBIC aK-
Tepckue pedIieKCuu KO3bl, BBICTYTAIOIINE KAK ZApoous Ha cMeuwHoe
6 J11004X, SIBJISIIOTCS MIPOSIBJICHUSIMU BHEIIHETO, CMEXOBBIE TPHUMETHI
HareBa — (oopMaMu BHYTPEHHETO IJIJaHa KOMHYECKOTO.

CwMmex 1 cerofiHs Bce MpeyBenYUBaeT — C HauOOJIbIIeH HAITISA-
HOCTBIO 3TO, €CTECTBEHHO, MOKET ObITh BHIPAKEHO B CMEXOBBIX 6€p-
OanvHbIX MeKcitax M CTIeIU(PUICCKUX ille/1eCHbIX (hopmax repruosa
apXamKu — ¢ TeM, 4ToOBbI ,,JTydlle y3peTb ucTuHy . Hecrpocra kosis-
JIOBILUKHU, KOTOPBIX B 1. [ puunHoBuymM KuTkoBUUCKOro paitona lo-
MEJILCKOM 001aCTH HA3bIBAIOT €IIIE U ,,[IOBOPIIAMU’ I ,,KO3JIaMu™
(,,y Kasmbl X0a3s1b”), B OIHOM M3 OOPSIOBBIX MECEH Ha ,,ITY0pPbI
Be4yop” moroT: ,,OH, X013€MO MBI, po38ecenimo aa i monpocimo.” (Kak
371E€Ch HE YIIOMSIHYTh aHAJIOTHIO C IPEBHEPUMCKUMHU CaTypHAIUAMU! ).
3aady pa3BeceluTh BCeX OOuTaresieil MocenaeMoro rnojiBoOpLaMu
JIOMa BCEX BMECTE U KaXKJI0TO B OTACIBHOCTH (KaXKIOMY WIEHY CEMbH
MpeaHa3Havagach JMUYHO €My aIpeCOBaHHAsI IECHS) B KAHYH BTOPOTO
KOJISIIOBaHUA Ha ,,r4o/pbl Beuap”, Ctapbiii HOBBINM 1o/ BHINOIHSIN
KaK cepbe3Hble 0OXOAHbIE, TAK U OTKPOBEHHO PACCUMTAHHBIE HA TO,
YTOOBI IOBECENUTh, PACCMELIUTH JIFO/ICH, 3aCTaBUTh UX YIIBIOHYTHCS,
,»CMEXOBBIE” THUIIOBBIE KOJIsIIHbIE HareBbl. Hapsiay ¢ cepbe3HbiMU 00-
XOJHBIMU TOATUYECKUMH CHOKETaMU TaKOM ,,CEPbE3HbIA~ THUIIOBOU
HaIeB MOYKET BOILIONIATh PUTYaIbHBIN ,,CMEXOBBIN~ CIHOKET C youe-
HUEM-BOCKPECEHHEM KO3bl MJIM KOObUIbI. TakoB BepOasibHbIN MaTe-
puan u3 LlentpansHoro [Tonecws ,,Ham Kinazép-3man3eit”, riiaBHbIi
MEePCOHAXK KOTOPOTO — repoil HapOJHO-TeaTPaIbHON JpaMbl, SIBHbIN
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,,AHOCTPaHE-3JI0ACH” MO MPOUCXOKIECHUIO, KOTOPBIA MOWMall KO-
OBUIKY, CIIPATAJ €€ B OBUHE, 000Apaj LIKypy U CLINI U3 HEe CarlorH.

Pa3znuyarorcs npexkjie Bcero u3HadalbHbIE TEMIIOBBIE MTOKa3a-
TeNH JBYyX (DyHKIMOHAIBHO PA3HBIX KOJIAIHBIX HarmeBoB. Ecim s
00X0/IHOTO ,,cepbe3Horo” HarieBa M. M. ueTBepTh paBHa 130 (Tem B
Mepy CIIOKOWHOTO MEepPeABMKEHHUS), TO B AIIM30/I€ BBIX0Ja KO3bI UeT-
BepTh paBHa 160. Temn IBMKEHUSA-TULICKH YK€ caMm Mo cebe maer
COBCEM WMHOW 3HEpreTudeckuil 3apsaa. OTuerimBa HaNpaBlICHHOCTh
,»,CMEXOBOr0” HameBa Ha 000COOJIEHHE MOBTOPSIOIIUXCS PUTMU-
YecKux (puryp mATHCIOKHUKA, Ha KyJIbTHUBUPOBAHHME MX HHTOHA-
[IMOHHOMN YIIPOILIEHHOCTH, JIETKOW JIi BOCIHPOU3BEICHUS JaXKe HE
MeBLAMHU-MAcTepaMu C XapaKTePHBIMHU AJIEMEHTAMU PEYUTATUBHO-
CTH, JIeKJIaMaIlMOHHON Mojayeii 3Byka B MaHepe marcato — BCeraa B
MOCJIEZIOBATEILHOM, TPEUMYIIIECTBEHHO TOHOBOM WJIM OJTHOHAIIPaB-
JICHHOM, C BO3MOKHBIM IPOITYCKOM CTYIIEHEH, HO 06e3 mepeMeHbl Ha-
MIPaBJICHUS, MEJIOJUYECKOM JIBI)KEHUU C OOBEAMHEHHUEM IpOCTeH-
[IMX TOYHO MOBTOPEHHBIX CUHTArM IO JBE (B TOM YHCJIE C IOMOIIIBIO
onrHOYHOTO TOHA-CBA3KHM): V-V-V-III-II (B ponu cBs3yrorieit 31ech
BoicTynaeT IV crynens, npucoenunseMas K JpoOJeHUIO 3aKITI0YH-
TEIBLHOTO TOHA-0JIM OCHOBHOM ,,TeMbI”’). Crieayroiiass HHTOHAIMOH-
Hasl rapa, 3aBepllarolas YeThIPEXCTUXOBOM HaIeB, COXPAHSET IO0-
J00HOE ke, HO YK€ HETOUHOE CEKBEHIIMOHHOE JBUKEHHE C TOM kKe
HaIPaBJICHHOCThIO Menoaudeckoit iuHuu B 3aunne: [V-II-1I-I1-1V
(cszyromieit BeicTymaet Il crynens). B monecckom oOpasie ¢popma
COOCTBEHHO KOJISAHOU pUTMO(OPMYIIBI (IIECTUBPEMEHHAS MO CBO-
el CyTH ¢ JIUratypoi Ha 5 — 6-i OJIIX IMIeCTHI0IbHUKA) CBOOOIHO
MIEPEXO/IUT, MIEPETEKACT B YETHIPEXAOIbHBIN TaHIIEBAJIbHBIN CUMME-
TPUYHBIN PUTMUYECKUN PUCYHOK YK€ APYroro TaHua, cCKopee Bce-
ro MOJbKH, KOTOopasi 6€3 MOArOTOBKUA BBOAMT CIYILIATENsl B CTUXUIO
HOBOT'O MEJIOIMYECKOrO MarepHuaia (Ha4YuHasi CO BTOPOIl MOJIOBUHBI
MATOM CTPO(bI) U 3aCTABISIET MPEOBIBATh B HEM Ha IIPOTSHKECHUU CIIIC
OJTHOH, 3aMbIKarolel cTpodbl — 10 3aBepiieHus Hanesa. [logoOHas
HEMOJTrOTOBJICHHAs — BHYTPH TaHLA — CMEHA PUTMUYECKON (OPMBI
BCTPEYAIOTCSl TAKXKE B XOPOBOJAX M B pa3HOOOPa3HBIX MECHSIX-TaH-
11aXx HeoOpsAAOBOroO reHe3uca.

CTunMcTUYeCKd Ba)KHOE KayeCTBO HAIEBOB, HAlpaBICHHBIX
B KOMIUIEKCE C JPYTMMU KOMIIOHEHTAaMHU Ha BBI3bIBAHUE CMEXOBOM
peakuuu, — yipoujennocitiv ux menooudeckou aunuu. Camo 10
ce0e ITO yKe CocOOCTBYET 0€3yCI0BHOM JIETKOCTH 3alIOMUHAHUS U
BOCITPOM3BEICHUS €€ TOJIOCOM YEJIOBEKY Ja)Ke C BECbMa CKPOMHBIMU
MY3bIKaJIbHO-CITyXOBBIMU BO3MOXKHOCTSIMH. MenoANYeCKUil KOHTYP
TakoM MeJNOoAMU BCErJa OJHOHAIPABICHHBIM (B YETHIPEXCTUXOBOI
ctpode Menodopmyria IBaxK bl OTMEUEHA JBUKEHUEM BBEPX U POBHO
CTOJIBKO K€ — BHU3, B IIECTU- U OOJIBLICH 110 CTUXOBOMY COCTaBy Me-
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jocTpode OAHO U3 MEJIOCTUIINI MOXKET OBTOPUTHCS OOoJIblIee YnCc-
JI0 pa3) B MPEUMYIIECTBEHHO MTOTOHOBOM JIBUYKEHUH C MUHUMAJILHO
JIOIIyCTHUMBIM IIPOITYCKOM CMEXHBIX CTyIeHel. JIokanbHble BapuaH-
Thl HameBa OOpETAaIOT JI0CTATOYHOE CBOeoOpasue B MENOJUYECKOM
KOHTYype Orarogapsi MpoCTEUIINM MepecTaHOBKaM, IEPEKOMITIOHOBKE
TOHOB, CBOETO POAa KOMOMHATOPUKE, Hepmyilayuy Kak ornepupoBa-
HUIO OJHUMH U TEMU XK€ CPEICTBAMU BHYTPHU TOU K€, y3HABAEMOU
Ha cIyX uHTOHAMOHHO# (hopmbel (Tumonosa 2013: 39). Takoii cro-
co0 XapakTepeH U JJsi CTaHOBJECHHsI HapOAHO-MHCTPYMEHTAJIbHOM
My3bIKH. Menoauyeckas KOMIIO3ULIUSI CTPOUTCS, KaK IPaBUIIO, Ha
0a3e mapHON MOBTOPHOCTU AOCOIIOTHO 3BYKOBBICOTHO HEHU3MEHHO-
ro MHTOHAIIMOHHOTO OJI0Ka, BXOASIIEr0 B COOTBETCTBYIOIIYIO Tapy.
[TomoOHBIH ,,MUHUMAIK3M B MBIIUICHUH, CONPSDKCHHBINA ¢ pa3yia-
JIOCTBIO, HEIIPE/ICKa3yeMOCThIO B cpepe JMHAMHUYECKON aKIIeHTHOM
PUTMHKHU CTaHOBUTCS 00sI3aTE€IIbHBIM U JUIsl HAIIeBOB, MpeHa3Haue-
HUE KOTOPBIX B JIBUTATEIbHO-MOTOPHOM BepOaIbHO-MY3bIKaIbHOM
KOMILIEKCE — PACCMEUIUTh, Pa3BECEIIUTb.

Bo MHOrMX CBOMX NPOSIBICHUSAX TAKUE IECEHHBIE HATIEBBI CTPO-
ATCSl IO YCTOMYMBOW MHTOHAIMOHHO-PUTMHUYECKOM CXEMe, KOTopas
CMBIKaeTCsI ¢ OCJIOPYCCKUM iaAHUe6aIbHbIM UHCHIPYMEHITATb-
Hulm MenocoM. BocrponsBoauMblii Ha JayaKe, BOJIBIHKE, IUMOaiax,
CKpHIIKE, TapMOHUKE MTOJOOHBIH HalleB-HAUTPBILI ITPEIoIaraet no-
KITFOUEHHE Pa3HOOOPA3HBIX KOMIIO3ULIMOHHBIX IPUEMOB HHCTPYMEH-
Taau3aluu: ,,MHUMBIX~ M PEaJIbHbIX KBUHTOBBIX U OKTaBHBIX Oyp-
JIOHOB, CJIOKHBIX MUKPOOIIEBAHWN TOHOB MEJIOJIUU C OPUEHTaLUEH
Ha IIPUHUUIIBI, XapaKTEPHbIE JUISl CIOKHUBLICICS CUCTEMBI ,,pa3pac-
TaHus’, paclIMpeHus: PakTypbl B MHCTPYMEHTAIbHOM H3JI0KEeHUU. B
MEBUYECKOM MHTEPNPETALMU TOT KE HANEB-HAUTPBIII ,,[IOATOHACTCS
10J1 BO3MOKHOCTH HE CTOJIBKO IEBILIA-MACTEPa, CKOJIBKO COOTHOCHT-
csl ¢ OOBIYHBIMH MEBYECKUMHU, YACTO BEChbMa CKPOMHBIMHU JIAaHHBIMU
,,CPETHECTATUCTUYECKOTO”’ yYaCTHHUKA I'yJISTHbS, 000U IPKOH INYHO-
CTH, MTOXKEJIABILIEH ,,BBICKA3aThCA” . 3€Ch MOXKHO HE TOJIBKO CIIETh, HO
U [IPOCTO MPOKPUYATh, IPOJIEKIAMUPOBATH CMELIHOM ,,KyIUIET, TEM
CaMbIM BBI3BaB B3PbIB XOXOTA OKPYXAIOIINX, OTKPOBEHHO OKHJIAk0-
LIUX TAKOW BO3MOXKHOCTH IOCMEAThCS. Becbma paciipoCTpaHeHHbIM,
Cyry00 My3bIKaJbHBIM MPUEMOM CTAHOBHUTCS B OTJENIBbHBIX JIOKAJIb-

3 TBopueckuii METOA aMEPUKAHCKOTO KOMIIO3UTOpa BTOPoH nonoBruHbl XX Beka Mop-
ToHa DesMaHa CBA3aH C €r0 HHTEPECOM K CMEXKHBIM BUaM MCKYCCTBA, B YACTHOCTH,
K TeXHUKE IUIETEHHs TYPELKHX KOBPOB abpail. TepMHHOM IepMyTanusaBTOp HUTHPY-
€MOil cTaTby MOJb3yeTcs Ul 0003HAUEHUs] OPraHU3alMOHHOIO NPUHIUIA, B OCHOBE
KOTOPOTO — BUPTYO3HOE OalaHCHPOBaHHE MKy TOXKICCTBOM U PA3IIHIHEM, TOBTOPOM
1 BAPHMAHTHOCTBIO B BOCIIPUATHH UI'PAIOILEH MY3bIKaJbHBIMU KPACKaMM, MeJIbYailin-
MU OTTEHKaMH, HO COXPAHSAIOLIEH IPU 3TOM €MHCTBO MY3bIKaJILHOW TKaHH U HE CBO-
ISl cioco0bI ee 0OHOBIEHHS K Cyry0O TEXHOJIOTHYIHBIM, BHEHHTOHAIIMOHHEIM IO
CyTHU IpHeMaM KOMOWHATOPHKH.
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HBIX TPAAMIMIX HEOKUJAHHBIN MEepPexXo] JOIr0 TSHYLIErocs, 3aBep-
maromiero crpody ToHa (Ha rpaHUIE MEJIOCTUIINNA BHYTPH CTPOQBI
WIHM B €€ OKOHYAaHUHU) B 3BOHKOE, BBICOKOE 3a0pachIBaHME rojoca Ha
¢dboneme u!/ B MHTEpPBaAJ CENTUMBI-CEKCThI B MPEIEIbHO BO3MOKHOM
rpomMkocTHOM nuHamuke (Ha ff). Hepeako monkimroueHnue B mporecce
pa3BepThIBAHUS IECEHHON (POPMBI €1le OTHOTO UMIIPOBU3HPYEMOTO
HKCIPECCUBHOIO MHCTPYMEHTAIBHOTO MO MPOUCXOKACHUIO AIIEMEH-
Ta — SAPOCTHBIX XJIONKOB B JIAJIOIIHU, IPUTOMOB, COOTBETCTBYIOIINUX
PUTMHUYECKON KaHBE.

N3yuyaemas Hamu cBoeoOpa3zHas BETBb TPATUIMOHHON My-
3bIKAJIbHOW KYJIBTYphl caMa 1o cebe 00ycClIOBJIeHa HE CTOJBKO Iie-
HUEM, CKOJIBKO UTPOM Ha MY3bIKaJIbHOM HHCTPYMEHTE U MpHUIIEBa-
HueM noja TaHel. [leByeckyro (yHKIMIO BBIIOJHSET HEPEAKO caM
MY3bIKAaHT-UHCTPYMEHTAIUCT: ,,Mbl TapiacTeisi — 1 My3bIKYy Iepa-
KPBIUbIM!” — MPUXOJWIOCH CIBIIIATH OT UTPAIONINX MY3BIKAHTOB, a
Be/Ib HCKYCCTBO MEHUSI UMEET U1 HUX BCE YK€ BTOPOCTEICHHOE, MO/~
coOHOe 3HaYeHue. B pomu MHCTpYMEHTAINCTa MOXKET BBICTYIIUTh U
MeBUIA — UCTIOJHUTEIbHUIIA TPUIIEBOK, NEPEKIIIOYUBIINCH C MY3bI-
KaJIbHO-CJIOBECHOTO Ha ayTOMHCTPYMEHTaJIbHOE BUPTYO3HOE IEHU-
€-urpy ,,loj SA3bIK~°, UMUTUPYIOIIEE B BBICIICH CTEINEHU MaCTEPCKHU
rOJIOCOM CIOCOOBI 3BYKOU3BJICUCHUSI HA CKPUIIKE, TApMOHHU, LIUMOa-
nax, OyOHe, C MOAKIIOYEHUEM CIIOTOBBIX, HATOMHUHAIOIIUX 3ByYaHHUE
TOTO WJIM UHOTO MY3BIKaJIbHOTO HHCTPYMEHTA, OJIOKOB — BUPTYO3HO U
TEXHUYHO OUIUIUKAS S3BIKOM: IUUPAU-TIU, YM-Ua-YM-1d, TEM CaMbIM
noremas JitoAe. TpaauIMOHHBI MYy3bIKaHT-MYJIBTHMHCTPYMEHTA-
JIUCT, CKpUIa4-JIUAep CBaJIeOHON HHCTPYMEHTAJIbHOM KameJubl, pu-
BBIKIINHN ,,urpath B kKomnanuu”, S. S. Knuanesuu (1929 r.p. u3 ro-
pona Jluma I'pogHeHCKO#M 001acTH, HAYaBIIMK CBOW MY3BIKAHTCKUMA
MyTh €Ie MaJBUUIIKONW 10 Benukoir OTeuecTBEHHOM BOMHBI, KO/
,,OJIMH YYaCTHHUK KaIleJUIbl IIMMOAJIBl HECET, a IPYrol — MEHs’), TIOBe-
JIal CIIeTYIOIINNA, BEPOSITHO, PACIIPOCTPAHEHHBIHN Cpe/li My3bIKaHTOB
BOOOpakaeMbIil JUAIOT HHCTPYMEHTOB ,,B tunax’. [loctpoeH oH Ha
TEX € 3BYKONOJIPAaKaHUSX B COOTBETCTBYIOIIIEH ,,BECEION~ HHTEP-
npetanuu. Cxkpunka: ,,bynsam uiyi i ryiayi”, 6apaban — HaIl My3bI-
KaHT Ha3BaJl €ro ,,JlyXOBBIM,” MOCKOJBKY ,,y’K 3TOT HHCTPYMEHT Kak
JIaCT — TaK JaJIeKO CIBIIIHO: ,,byn3saM Oaubilb, sk Tam Oyn3sa!” B
Clly4ae ecClIi MY3bIKaHTOB HE BCTPETAT KaK MOJIOXKEHO, KaK MPUHATO
B TPAJIMIIMOHHOM Cpejie, CKpHUIIKa 3aTsaruBaet: ,,I He #ini 1 He eni”, a
OapabaH eit momoraer: ,,51 Tak dymay, mro tak 6yn3s!” IlogoOHoro
pozia OnbITh (POHETUYECKU-3BYKOBOTO BepOaIbHO-PEUEBOr0 IPETBO-
PEHUSI HEKOTOPBIX TEMOPOBO-aKyCTUYECKHUX CBOICTB, HMHUTALIUS Xa-
pakTepa 3ByKOM3BIICUEHHUS Ha HAPOJHBIX HHCTPYMEHTAX OKa3bIBAIOT-
Csl CXOJTHBIM 00pa30M MPOSBIECHHBIMU U B CTPYKTYpE, B CTUITUCTHKE
HAIeBOB CMEXOBBIX MECEH.
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Kak npaBuio, HaneB-HaUTpHII U3 3TOW 00JaCTH TPaAUIIMOH-
HOM MY3BIKM CTPOUTCS TaKUM 00pa3oM, YTO OMNPEIEINISIOMUM IS
HEro CTaHOBUTCS 33eICTBOBAaHUE KBUHTOBOCTU KaK OCHOBBI CTPOS
Ha 0a3e MMIIPOBM3AIMH ClIEHU(UIECKUX PABHOMNPABHBIX, MO XOIY
MY3bIKaJIbHOTO MPOJBUKEHUS KaXKIbIH pa3 Kak Obl 3aHOBO CO37at0-
IIUXCS MEJIOJUII-BapUAHTOB, YIOOHBIX Ui Pa3IUYHBIX (OpM MO3u-
UOHHOM UTpbl. OOBIYHO ATO MPOCTas ABYXYACTHASI MUKPOKOMITO3H-
1Usl C pa3JesIieHHeM Ha HIDKHEE, a 3aTe€M — MPOTHUBOIOCTABISEMOE
eMy BepXHee 3BYKOPSIHOE MOCIeOBaHuE, Jaroliee B CyMMeE IMpo-
CTEHIIYI0, COCTABHOM J1aJI0BO-3BEHBEBOIN KOHCTPYKIHUU, CTPYKTYPY.
['myOuHHOE CBOMCTBO MPOTUBOIOCTABISAEMBIX, KOHTPACTUPYIOLIUX
MHTOHAIIMOHHBIX MaTepUasioB (MPOTHUBONOCTABISAEMBIX JIaJOB-3Be-
HbEB HaleBa-HAWUTPHIIIa) OOYCIOBICHO OYEBUIHBIM BO3ACHCTBHEM
Ha CaMO CTPOEHHUE NECEHHOM MeNoauu MOP(OIOTUYECKHUX XapaKTe-
PHUCTHK, OIPEICIIAIOMNX CIIOCO0 UTPhl HA STHUUECKU XapaKTEPHBIX
MY3bIKaJIbHBIX MHCTpyMeHTaxX.* Tak TpaauIMOHHOE CTPOCHHE, Ha-
CTpOIiKa MpH U3rOTOBJICHHUH, a 3aT€M 3ByUYaHHUE OCHOBHON OypIOHH-
pyromieit Tpyoku (Syka) B 0eIOpyCcCcKoi dyose (BOJIBIHKE) MPeAToa-
raroT UCMOJIb30BAHUE B KaUeCTBE Oyp/OHAa HMKHEr0 OMOPHOTO TOHA
neceHHoi menoauu (I ctynenu nana), HO 3Bydalero Ha B€ OKTaBbI
HUKE, UeM B MApPTUU MEJIOJUYECKOH (IIpH Urpe yke COOCTBEHHO Ha
0yOKe BUPTYO3HOU NapTHH iipadbopa). OrpaHUUYCHHE METOANIECKOTO
roJioca B CTPOEHUHM MHCTPYMEHTA KBUHTOBBIM TOHOM C BO3MOXKHBIM
MOJKJTIIOYEHNEM CYOKBapTOBOTO TOHA — B Ka4eCTBE BEPXHETO ONOp-
HOTO, C OIHOM CTOPOHBI, M JOMOJHUTEIBHO OYEPUHBAIOIIETO HUXK-
HUW TIpeesl BO3MOXHOW MEJIOIMYECKON JTMHUH, C IPYro (MMEHHO
MOJI ATOT TOH MOACTPAaUBAETCs BTOpas OypAoHUpYolIas TpyOka-2yK,
€CJIM ATO MPEIYCMOTPEHO COOTBETCTBYIOIIEH MECTHOM TPAJUIIHEH ),
OTBEYAIOT TUIIOBOMY CTPOCHHIO MEJIOAUYECKON JIMHUU TPOMAaTHOTO
Yyclia HAUTPBIIIeH U pacreBaeMbIX IMOJ HUX MECEHHBIX METIOIMi.
[TonkmroueHrne cyOKBapTOBOTO TOHA TpaHCHOPMUPYET NEPBUYHBIM
(6e3 cepbe3HOTO OCMBICICHUS 3HAYMMOCTH COOCTBEHHO CYOKBapTO-
BOT'0O TOHA) JIaJl, MOJrOTABIMBAET CIyX K €ro OCO3HAHMIO CHadaja B
KaueCcTBE 3HAUMMOM JIaJOBO-MEJIOIUYECKOM TEPEMEHHOCTH, HaMedast
UCIIOJBOJIb B OyyIlIEM €ro CBs3b C JOMHUHAHTOBOM IrapMOHHUYECKOM
(GYHKIHMOHATBHOCTBIO.

KBUHTOBBIN CTpO¥ mpeaonpeaeisieT moJoOHyI0 K€ HaCTPOHKY
[0 KBUHTAM CTPYH CKpHUNKHU. Menonnyeckass opraHu3alus Haurpbl-
el Ha CKpUIIKE, KaK M HAleBOB, PAaCIEBAEMbIX I0JI CKPUITUYHYIO
UTpy, CBSI3aHAa C HAJIMYHMEM TOTO K€ IVIABHOTO OypAOHUPYIOLIETO

4 PasBuTHE OKYMEHTAIIMM M AHAJTUTHUECKAX HCCIIEOBAHMII STHHUECKOH HHCTPY-
MEHTAJIbHOM My3bIKM CBsi3aHO ¢ BbusiBiaeHueM I1. Illere6aeBbIM anmiIMKaTypHO-UHTO-
HAIlMOHHBIX KOMIUIEKCOB, B. ManueBckoil — apTUKy/ISALHMOHHBIX PUTMO-IITPUXOBBIX,
MEJOUKO-aNTUTHKATYPHBIX U MO3UIIHOHHBIX OTOKOB KaK OCHOBBI CTAaHOBICHHS KPYTI-
HBIX (OPM TPAAUIIOHHON MY3BIKH.
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TOHA. B KOHTPacCTHOM COIMOCTAaBIEHUU C BEPXHUM OMOPHBIM TOHOM
OH JIUKTYET OIpeJIeJICHHbIN TUI OpraHU3alMi MY3bIKaJIbHOU CTPYK-
TYypbl — CAMO CTPOEHUE MEJIOJUH ,,[IECEH IO/ TaHEl” TPOU3BOIHO OT
BO3MOYKHOCTEH 1 CBOMCTB HA3BAHHBIX MY3bIKAJIbHBIX HHCTPYMEHTOB.
Jlnst “HTEpBAIBHON ,,FapMOHHU3AIMK° TIOJOOHBIX HAUTPHILIEH-HaTIe-
BOB, JIJISl MEJIOJUH, KaK TUIIOJIOTUYECKHU I HUX CBOMCTBEHHBIX, TaK
U JI7151 BHOBb CO3/1aBa€MbIX, a0COJIFOTHO CAMO/I0CTAaTOUYHBIM OKa3bIBa-
€TCsl HAIMYUe B KaXXJIOM M3 pa3iesioB ()OpMbI IPOTHBOIIOCTABICHUS
JIByX TOHOB: OCHOBHOTO TOHa (I cTymeHu HameBa) U CyOKBapTOBOTO
(4 crynenn). [1o3xe Ha OCHOBE JABYX MPOTHUBOIMOJIOXKHBIX THUIIOB Me-
JIOJMYECKOTO ABM)KEHHUS B IPaHUIAX TaK Ha3bIBAEMbIX BEPXHETo U
HUYKHETO 3BYKOPSIIOB, UX PA3HOTO COOTHECEHUs B (popme BhICTpau-
BAIOTCSA, KaK MPaBUJIO, /IBa KOHTPACTHBIX 3MK30/a. B KoMILIeKkCcHOM
ctpoduueckoii popme BOZMOXKHO UX MPOU3BOJIBbHOE (110 YHCIY T0-
BTOPOB Ka)KJOTO pasjena), 00yCIOBICHHOE 0COOCHHOCTIMHU TO3TH-
YEeCKOT0 TeKCTa U CIOKETa JyOIUpOBaHUE B IIEJIOCTHOM KOMIIO3UIIUH.

DTO CBOWCTBO B KayecTBE 0a30BOTO B HMHCTPYMEHTAJIBHOM
TaHIEBaJbHOW KOMMO3UIMHU 0e30IIMO0UYHO PACIIO3HAETCS CIYXOM.
B paBHOI1 Mepe OHO mpenonpeaensieT CTPYKTYpY Kak TOpU30HTAIH
(cOOCTBEHHO MeEJOJuM), TAK U BEPTHUKAIM MOJAOOHBIX HAIllEBOB-Ha-
urpeiiieid. B BepTUKanbHOM IMIIaHE 3aKOHOMEPHOCTU CTPOS peau-
3yIOTCSl B IIPOTHBOIIOCTABICHUHU 0AaCOBOTO U MEJOJUYECKOTrO TroJIo-
COB. 371eCh HEMbICIMMa TapMOHM3AIMUS TPEX3BYUHBIMU aKKOpPAAMHU
— mocieaHue ,,younu” Obl MEJIOIUHU MOJA00HOTO pojaa ,,Ha KOPHIO .
Kak mpaBuio, npoTHBONOCTaBlIEHNE HA3BAaHHOW HEMOJIHOM ,,MHTEp-
BaJIbHOM TapMOHHUM~ W/WJIM KOHTpAcTa MO TOMY K€ NMPUHIIUITY — Ha
0a3e MPOTUBOIIOCTABICHUS OMIOPHBIX TOHOB B MEJIOUYECKON JTUHUU
UCIIOJIB3YETCS Ha MPOTSHXKEHUH HarleBa BBl WK TpxKAbl. K KoH-
1y crpoduyeckoil mapHONH KOMIO3HUIMM TEMII, YacTOTa MOJ0OHBIX
MIPOTUBOIIOCTABIICHUM, KaK IMPaBUJIO, BO3pacTaroT. Mexmy coOoi
9T paslieibl Pe3KO pas3lieieHbl 1e3ypol — 3TO JBa 000COOICHHBIX
KOHTPACTHBIX AIHU30/1a, COCTABIIAIOIINE EIUHYI0 KOMITO3ulni0. OHH
000co0IIeHsI ele U 61aronapss MOITHOMY KOHTPACTy COJILHOM W aH-
camb6ieBoil popM My3ULIMPOBaHUS B BOKAJIbHO-UHCTPYMEHTAIBHOM
aHcaMOJie: TIOFOT BHAYAJIC HAUbIHAIbHIK Y CKPBLIUKA, 3aTEM Ha0X8d0-
YblKi— UX MOXKET OBITh JIECATh YEJOBEK M MEHbIE, BCTyMarollue
BCJIe]l 3alleBajie U MOIIINE TOXKE BMECTE CO CKPUIIKOM.

TakoBa B mpHUHLHUIIE CTPYKTypa IEJIOr0 IJIACTa BOJIOYEOHBIX
HAIeBOB TaHIIEBAJILHOIO — IOJEYHOr0, 0OEPKOBOro reHesuca B 3a-
nagHo-6enopycckoit Tpaguumu. CoNHUCT-iaublHANIbHIK TIOAYEPKUBA-
eT: ,,Ha CKpBhITIKy My3yKaHT irpasi, a s MeJIOJIbIIO a0 — HOTa y HOTY .
B oTBeT Ha BOIpPOC 0 TOM, IPOMKO JIK MY3BIKAHT JOJKEH UTPaTh WIH
HET, [VIAaBHBIH 3areBalia BOJIOYEOHOM KamellIbl COOTHOLICHHE MapTHii
OmpeIeuT TaK: TIaBHOE, ,,ka0 rojac 1pney”’, To eCTh Heo0X0IuM
TaKoW OalaHC MapTUi, 9YTOOBI TOJIOC HE MEPEKPHIBAJICS CKPUITKOM.
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BakHBIM KOMIIOHEHTOM ,,BECEJIOr0”’ CTAHOBHUTCS Jfcecitio-
60citib — COOCTBEHHbBIE TEJOJBMKECHUS KaXXIOTO M3 MY3BIKAaHTOB,
MIEBIIOB, HO YaIlle — ,,BOCIIPHHUMAIOIIEH MYy3bIKy CTOPOHBI, 00s13a-
TEJIBHOE COy4acTHE TeJla B BUJAE MPOCTEUIINX XJIOMKOB, IPUTOIOB,
JIBUDKEHUN PyKaMH, HOTAMH, 11€JIOCTHBIX TAHIIEBAJIbHBIX ,,11a° .

CyIHOCTh KOMH3Ma, CMEIIHOE MOTYT OBITh BBIPAXKEHBI, K MTPH-
MepY, B IPOTUBOPEUYUBOM EPOIIUBOHOCIHABICHUL MY3bIKAIbHO-le-
cenHnoil ghopmul 1 BepOATLHOTO MOTUUECKOTO COJEPIKAHUS — KaK 3TO
MIPOUCXOAUT B CMEXOBBIX CIOKETAX, PACIEBAEMbIX HA MPUBBIYHBIN
00XOMHON KOJISTHBIN HAameB, OOCTY)KHBAIOIIMK MHOXECTBO CaMBbIX
pPa3HbIX IO CBOEH HAIPaBIEHHOCTH CIOKETOB. B npyrux ciydasx
COOTHECEHHUE CMEXOBOI0 B BepOabHOM, aKIIMOHAIBHOM, MY3bIKaJIb-
HO-XOpeorpauyeckoM KOMIIOHEHTaX MOTYT ObITh OOBEAMHEHBI,
CUJIa UX COBMECTHBIX YCHIIUHU ,,yTPOUTCA B KOMIUIEKCHOM OJHOHA-
MIPaBJIE€HHOM JICHCTBUH.

Co3naHue Becesnoro, HallOJIHEHHOTO PaJloCThIO 3BYKOBOTO @Ky~
ciduuecKkoz 0 uoasa, CMEIIHOIO ¥ CMEMIAILEro, HAlICJICHHOIO Ha OT-
KPOBEHHO ,,BECEYI0” PEAKLHUI0 — OJIHA U3 BaXKHBIX ONPEACIIIONINX
GbyHKIMI My3bIKaJIbHOTO 00psioBoro koga. Cmex — opyaue U OJIHO-
BPEMEHHO 3HAK CWJIbI, BIACTU. My3bIKaJIbHbIE CPEICTBA HE BCEIIa
BBIIIOJIHAKOT JOBJICIOLIYI0, CAMOCTOSITENIbHYIO POJIb B BOCCO3/IaHUU
cMexoBoi peaknuu. C OIMHAKOBOW M JIa)Ke 3HAYUTEIHHO OOJIBIICH
YaCTOTHOCTBIO MY3BIKaJIbHbIM KOMIIOHEHT CTaHOBUTCS CPEACTBOM
JIOTIOJTHUTEIBHBIM, BCIIOMOTaTEIbHBIM B HEKOEM CHHKPETHYECKOM
[I€CEHHO-TaHLIEBAIbHO-aKIINOHAJIBHO-TEATPAJIN30BAHHOM PUTYyaJIb-
HOM KOMIUIEKCE, B CLEIIJICHUU BBIPA3UTENIbHBIX CPEACTB PA3HOU IPH-
porel. b. B.AcadweB o noBoay HoBaropckoit padotsl E. B. ['unmu-
yca ,,JIHTOHalMOHHBIE AJEMEHTbl PYCCKOM YaCTYLIKW THUCAN, YTO
3[1eCh BIIEPBBIE PACKPBITA XyJ0KECTBEHHAs! CYTh JKaHpa YaCTYyLIKH,
3TOM ,,coBepIieHHO 110 Hero [[unmmyca, I. T.] HemooneHeHHOH 00-
JIACTU HAPOAHOTO CKEPLO”’, B OCHOBE KOTOPOIO JIEKUT IPUHLUIT BEP-
0aJIbHO-BOKAJIbHO-UHCTPYMEHTAIBHOTO COCTS3aHUSA-UMIIPOBU3ALINU
(AcadweB 2004: 32). MoXHO JU TIPEACTaBUTH cebe 0e3 Xymoke-
CTBEHHBIX MOTEPH (ITOT JKaHP, [0 CYyTH CBOEH, HEMBICIUM U BOOOIIIE
HE IMPEJICTaBUM B JPYTUX OOJIMKAaX) TaKOE COCTSI3aHUE BHE MY3bIKU:
B (popme urenwus, nexnamanuu yactymek? Koneuno, Het. My3bIKaHT
Ha UHCTPYMEHTE U TOJIOCOM BOIUIOLIAET TY 7K€, [10 aCCOLUALUH, UICIO
OECKOHEYHOM ,,CMEHBI KOCTIOMA”, TEePEOIEBaHUsI CMEITHOTO TOJIOB-
HOro yOopa, HEJOMYyCTHUMBIX B OOBIJICHHOM >KM3HH, BBI3bIBAIOLIUX
cMex MyOJIMKH KECTOB, YKUMOK, ,,HEIPO3payHbIX” HaMekoB. Yacto
OHM PEAJIbHO COMYTCTBYIOT TAKOM CMeNIalle Hapol Urpe, MEHUIO.

Bxurouenue kaienoaphwix (;KHUBHBIX, KYyTTalIbCKUX, KOJISTHBIX,
IOPBEBCKUX U T.]1.), @ TAKXKE MECEH KU3HEHHOTO UK (KPECTUHHBIX,
CBaJIcOHBIX) MPUIIEBOK B €IMHBIM, KOHTPACTHBIA MO OTHONICHUIO
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K HayaJlbHOMY HHTOHAIIMOHHOMY MarepHally IOJIUTEeMaTHYeCKHi
KOMIIJIEKC — XapaKTepHasi yepTa BceX OoOpsIOBbIX LUKIOB. TakoBa,
K IPUMEPY — B HAILIEM CIIy4ae MPUypOoYEHHAs K MOCTKOJISIIHOMY Tie-
pPHOIY KpyroBas Urpa-TaHel] B YMpYyHa BHYTPU IOMa, KOTOpasi MIHO-
BEHHO MEpeTeKaeT B MPUIIEBKHU, YePEAYsICh C HUMH; TAKOB PEKPYT-
CKHMH T1J1a4, KOTOPBIA Pa3BOPAYMBAETCSl B COMOCTABICHUM B €IUHOMN
KOMITO3UIIMU JIByX KOHTPACTHBIX MaTepUaOB — IJIAYEBOW THUPAJIbI
U MPUIEBOK; TUIIOBOM KaJleHAAPHBIM HAleB IOPHEBCKOTO YIMYHOTO
XOpOBO/Ia, KOTOPBIN pa3BOpayMBaeTCs 10 3aBEACHHOMN Uepelie y Kax-
JIOTO JIOMa JIEPEBHU, HO B CAMOM JIBI)KEHUH IPOLECCUU IO YIIULIE K
CIIEYIOIIEMY JIOMY NEpETEeKaeT B CEPUI0 MPUIEBOK, UCIIOIHIEMbIX
B COMPOBOXJICHUU JIAKOHUYHOTO MHCTPYMEHTAIbHOIO aHcamOms B
cocTtaBe Oananaiiku u OyOHa, OyOHa W TrapMOHHU. DTH K€ MPUMETHI
XapakTepHU3yIoT NEPEeKIF0YeHHE HAa HOBBIN MHTOHAIIMOHHBIN MaTepu-
an B cBaap0e, Korja cBajeOHBIM HareB-GopMysia CMEIIAETCs CepH-
eil mpuIneBoK-IepecMenIeK poa0B KeHUXa U HeBeCThl. [IpumneBku ¢
TaHIIEM Ha cKamelike (0a0ka-MmoBUTYyXa HEOXKUIAHHO BCKaKMBAET HA
Hee B HY)XKHBIi MOMEHT) CTAaHOBSITCS €Ile OAHOU 00s3aTeIbHOM Ipa-
HBIO B JKMBOHW peaIM3allii CBOMX 00s3aTEIIbHBIX 0OPSIIOBBIX (PyHK-
ui 6a0KON-TyIOpe3HUIIe B OETOPYCCKOW KPECTHHHOW OOpsIHO-
cTi. Ha 3aKkiounTeNbHOM JTare >KHUBHOTO CEBEPO-0eI0pyCcCKOro
[[EpeMOHHUAIa TUIIOBOM XHUBHBIM HAleB TaK)Ke CMEHSETCS Hare-
BOM-TaHIIEM, T10]] KOTOPBIN 10 KPYTY ,,00CKaKUBAIOT’ Ha OAHOU HOTE
PUTYaIbHYIO O0p0OJy, OCTABIAEMYIO Ha C)KaToM rose. BomoueOHbIit
00XOJTHOW HaIeB TAK)KE MOXKET MEPEKIIOYUTHCS Ha CEPUI0 TAHIICB,
,»3aKa3bIBAEMbIX”’ X035€BaMU — TaKyl0 HACTOSITEIbHYIO MPOCKOY BO-
J04eOHUKH 00s13aHBI OECIPEKOCIOBHO BBIMIOJIHUTH. [IpencTaBisarh
cebe BOJIOUEOHYIO TPAIUIIMIO KaK UIYILIYIO B COMPOBOXKICHUHU TOJb-
KO JIMIIb O0OXOHOTO ,,CEPhE3HOT0” BOJIOUEOHOTO HareBa OyleT He
coBceM BepHbIM. Kak TOJIbKO 00XOJHUKHU BBIXOAST HA 10POTY, YTOOBI
HAIPaBUTHCA K CIEAYIOIIEMY JOMY WM B JAPYTYIO 4acTb JIEPEBHH,
OHH ,,CMEHSIOT penepTyap’” — MepeKIoUaloTcs Ha eHUe-TaHel] pu-
MIEBOK B CONPOBOXKICHUU MY3bIKaJIbHBIX HHCTPYMEHTOB (CKpHUIIKA U
OyOeH, rapMoHb 1 OyOeH U T.11.). bosee Toro, cam Boio4eOHbIN HareB
B [TOTPAHUYHOM OEJIOPYCCKO-JIUTOBCKOM TPaJUIIMI MOKET OKa3aTbCs
npu OnuxkailiieM pacCMOTPEHUH HAleBOM-HAUTPBIIIEM IOJIEYHOTO
IUIaHa U T.IL.

CxopHble 3MU30/1bI CUHKPETHUYECKOM MPUPO/IbI 00s13aTeNIbHbI B
orpeziesieHHbIe MOMEHTBI peajn3aluu colepkaHusl putyaia. Takue
BBI3BIBAIOIINE CMEX MIECHE-TAHIIbI OKA3bIBAIOTCSI HEIPEMEHHBIM KOM-
MTOHEHTOM JIFOOOTO 0OPSIOBOTO ITHMKIIA OETOPYCOB — Oyb TO KaJICH-
Japb WIK O0PsIIOBOCTh MHANBUAYAIBHOIO )KU3HEHHOTO IuKia. [1po-
UCXOJUT 3TO BKJIIOUEHHE POBHO B TOT MOMEHT, KOTJa HEOOXOIHUMO,
YTOOBI 3a3By4all CMEX — CHMBOJI KU3HETBOPSLIETO Havama.
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»MEeHS YBEpsTH, YTO MPHU KEHUTHOE [[spswixi OONbIle HUKA-
KX TMeceH He moroT (...) CaM MOTHB y HUX OY€Hb OJHOOOpA3HBIMH,
OJIMH OOIIWH JJI BCEX M HE MPEACTABISIET COOOM HUYETO, T0CTOHHO-
TO BHUMaHUS — TaKylo, TIOJIHYIO YHBIHUS XapaKTePUCTUKY THIIOBOTO
HareBa 3aMevyaTesIbHOTO SBJICHUS OCIOPYCKOW TPaAUIIMOHHON KYIIb-
TYPBI, 3aKPEIIJICHHOTO 32 MOJIOACKHOU UTPOH, IMPOBOIUMON HAUYWHAS
CO BTOPOTO JHS KOJISIZ, @ MHOTJIA HA MPOTSHKEHUU BCETO ,,Mscoena”
— 110 MacneHunbl B NOJIOUKOW JIOKaJIbHOUM 30HE lleHTpanbHoil Bu-
teOnuHsI, 1an co ciaoB H. S. Hukudoposckoro I1. B. Ilein (1867:
99-105).

OcHOBHOE JIeliCTBHE UTPHUIIA — ITOI00P CBaAeOHBIX Tap (uX ObI-
BaeT 10 30-40) crienuanbHO Ha3HAYEHHBIMU Oaybkam v mayi (,,MaTh”
MoOIJla BCTpeYarhb ,,MOJOJBIX~ Ha MOpPOre CrenualibHOU ChEMHOMU
XaThl B BRIBEPHYTOM HaW3HAHKY TYJIYIIC U C YapKOH B pyKaxX — Kak Ha
HaCTOsIIIIeH cBaapOe). YeioBHAS ,,)KEHUTH0A” MOJIOABIX (C Mpere-
CTBYIOIIMMH YOETaHUEM-JIOBJICH APYT Apyra) UMEeT KapHaBaIbHO-U-
I'POBOH, 3aByaJIMPOBAHHO 3POTHUYCCKUN XapaKTep — Ha BPEMsI HUTPBI
COYETABIIIMECS B IMApy CTAHOBSITCS APYT IS ApyTa 03:20)1bKail U Oa-
Oynvkail. B 3aBepiieHre UTpbl TPOUCXOAUT PUTYATBHBIA TP — YTO-
IIEHUE BCKJIAUUHY. 3aJeHCTBOBAHHBIMU B OOPsIIE€ OKa3bIBAIOTCS
MY3BIKQJIbHO-TIECEHHBIN, MY3BIKAIBHO-UHCTPYMEHTAIBHBIA  (€CIIH
MY3bIKaHT-BOJIBIHIITUK WJIM CKPUITa4 OBLTN MPUTIIAIIICHBI HA UTPHIIIE),
TAHIEBAJIbHBIN, AKTEPCKO-POJICBOM, JIEMCTBEHHO-IpaMaTUUYECKUN
KOMITOHEHTHI.

[leHTpadbHBIM MOMEHTOM, YCTHBIM CIICHApHUEM, COTJIACHO
KOTOPOMY pasbIrpbiBasiach JKawuiyvbOa [[apswki, OblIa TIECHS.
[TosTyeckne TEKCTHl I Hee KOrIa-TO HMMIIPOBU3UPOBAIIUCE,
COUYUHSIJIUCh TIO XOAy JCHCTBHUA W TyT XK€ MOIVIM 3a0BIBaThCA.
[TosToMy ysapowrxy (kak 0003HAYCHHUE >KaHpPA) MOTIM Ha3bIBaTh TO
WUTPOM, TO UTPOM-TAHIIEM, TO MECHEWU, TO TaHUEM, TO MPHUIEBKOM,
XOTs1 OBLTH | 10ATHE — 00beMOM /10 15 cTpod nmecHu-TanIpl. B rieaom
MOATUYECKUE TEKCTHI YApIuLaK HAIOIHEHBI JOOPOXKEIaTETbHOCTBIO,
TEIJIOTOM, IIYyTIWBBIMUA B3aMMHBIMH ITOXBaJIaMH, KOMILTUMEHTAMH,
BBIKAa3bIBAEMBIMH JIPYT JIPYTy HOBOSIBICHHBIMH O0320VIbKAMI W
babynbkami.

JlocTarouHO HEOAHO3HAYHA STHUMOJIOTHS CaMOT0 Ha3BaHUS
npa3aHuKa: [[apswka — OMHOBPEMEHHO M CTAPBIN JIe]l, KOTOPBIA IPH-
XOJIUT C MEIIKOM W TMOAapKaMu ISl IEBYIICK Ha KOJISTHOE UTPHIIE,
U MaJIBYUK-L[apawauxa, Tepo CKa30K, BEIPE3aHHBIN U3 1EPEBIHHON
KOJIOZIBI O€3/IeTHBIMU CTapUKAMHU-POIUTEISIMHU, CTABIINN UM CHIHOM
nono6Ho byparuHo (oTcroma apyroe ero mMms B ckaskax — JIiuHiK;
HKaniyvoa apowxi 1993: 10—12). Cornacno cnosapro Y. M. Hoco-
BHYa, [[apswKa — 3TO U UM, TOJTYYEHHOE B XOAC XPHCTHAHCKOTO
KpEIIEHHUs, U MOTBIJIEK (B TOM YHCJIE — yIlIa YMEPIIETO), U TOJIKYIII-
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Ka (waykau) (WKaniyvba apswxi 1993: 12). IlpucyrcTBue cpenu
TOJIKOBaHUN 0003HaYeHHs 00psaa (hamimyeckoro npeameTa-cuMBO-
Jla HeCITy4allHO — B HEM COJIEP>KUTCS HEMpPO3payHblii HAMEK Ha 00-
PSAIOBYIO YCTaHOBKY MPOMCXOASIIEro. JJOKyMEeHTanbHbIe OMUCaHUS
Pa3IMYHOTO PO MPOLECCUI C MOAKIIOYEHUEM CUMBOJIMYECKUX BO-
TUIOHIeHUH (hasioca Kak YacTH KyJIbTypbl €BpOMEIICKOro KapHaBaia
(MMEHHO B MOJJOOHBIX MIECTBUSIX HEKOTOPHIE TEOPETUKH U UCTOPUKH
JUTEPaTypbl BUJSAT UCTOKH JKaHPa KOMEINH), 00s13aTeIbHOCTh 3TOTO
CHUMBOJIa B KQYECTBE YHHUBEPCAIBHOIO aTprulOyTa 0OpSI0BOrO MBIIII-
JICHUS] HApPOAOB MHpA B MOJHOW Mepe OOBACHSIOT COMPSKEHHOCTD
C HUM BceoOIIero cMexa u Becelnbsi. CMex U BCE, C HUM CBSI3aHHOE,
JOJKHBI ObUTH BO3/CHMCTBOBATh Ha ypoxail, CrocoOCTBOBATh IpO-
Oy>KJICHUIO )KU3HEHHBIX CUJI, BHI3BIBATH KU3Hb B CAMOM OyKBaJIbHOM
cMbIcie 3Toro cioBa. CMex ObLT 00sI3aTeNbHBIM B 00psiAax WHUIIH-
aly, COMPOBOXKIAT MOMEHTBI CUMBOJIMYECKOTO HOBOTO POXKACHUS
nocasimaemoro. Cmex cnoco0CcTBOBal MU(OJIOTHIECKOMY BOCKpe-
[ICHUIO U3 MEPTBBIX. VI3BECTHO, YTO B CpeAHME BeKa ObUI pacmpo-
CTpPaHEHHBIM TaK HA3bIBAEMbIN MacCXalbHBI CMEX, KOTJa BO BpeMs
LEPKOBHOM CIIy>KOBI Ha TIACXy B KaTOJIMUYECKHX CTpaHaX CBSIIEHHUK
CMEIINJ MPUXOXKAaH HEMPUCTOWHBIMH IIyTKaMH, YTOOBI BBI3BATh Y
HUX CMeEX.

B nonHoM cooTBeTCTBHM € OTOOHBIMU MPEACTABICHUSIMHU Ha-
XOUTCSI U pacCMaTpPUBAEMbIN OEOPYCCKUN 0ObIuai. [lsapawky oice-
Huau ¢ IoJHO4H 10 yTpa. [locne Toro, kak Bce ,,iepesKeHsITCS, Hauu-
HaIUCh 0ObIUHbIC TaHUbl. HaneB [[apawki ynuBUTENbHBIM 00pa3oM
CO3/aeT U OTpakaeT TO COCTOSHHE TIOKOS, YMHUPOTBOPEHHOCTH,
,»BIIMCAHHOCTH B TPAAUIMOHHYIO OEIOPYCCKYIO KH3HB, KOTOpBIC
OTBEYAIOT MECTY U BpEMEHHU MpoBeeHUs 00psiaa. B cam Hanes, B ero
CTPYKTYpY HETOHSTHBIM 00pa3oM ,,BIIeUaTaHO” OILYIIEHUE PEIKOM
JIOMAIITHEH ,,0a0yIKUHOW ™ TEIIOTHI, B MATKOCTH aOpHCOB HAIeBa,
B TMOKOM MPOCTOTE €ro MEJIOANYECKON JINHUU YTaJbIBa€TCs CBS3b C
MECEHHBIMH TPAAUIMSIMH KU3HEHHOTO Kpyra U uX ,,0lM03HaBaTelb-
HBIMH 3HaKaMu~ — CcBaJeOHbIMH (OPMYJIHHBIMU HalleBaMu, Kpe-
CTUHHOM MECHEH CO 3HAKOBOW aCHMMETPUYHON PUTMHKO-CIOTOBOM
CTPYKTYpoii (4+5) 1 NoAOOHBIM K€ NHTOHALIMOHHBIM COJIEPIKAHUEM,
TAHIICBAIBHOM ,,;IOMAITHEH OOPSAOBOM JIEKCUKOH, HECUMMETpHY-
HBIMH PUTMHYECKUMH KOMIO3UIIMOHHBIMU CTPYKTypaMH, OCHOBaH-
HBIMH Ha MPOCTOI MOBTOPHOCTH — HAMOAOOME IETCKUX MECeH-ToTe-
IIeK WK KOJIBIOEIbHBIX TIECEH.

CunoBasi aKkIeHTHas PUTMHKA YAPIUWAK CTPOTO YPETYIHPO-
BaHa — aKIEHT-MPUTON HOTOM CTAOMIBHO MPUXOAMUTCS Ha MOCIEN-
HIOI0O KOHEYHYIO TMOJOBUHHYIO JONI0 PUTMUYECKON (UTYpHI (3HAK
LwaarepnyHkiun” o K. B. KBuTke HeT cHOCKkHM). 3aTeM — Ha BTOpOi
MOJIOBHHE 3TOM K€ MOCIEAHEH MOJIOBUHHON UTUTETLHOCTH (OHA CO-
OTBETCTBYET BTOPOI COCTABISIONICH €€ YeTBEPTH U B MY3bIKaJIbHOM
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IUIaHE HE IPOU3HOCUTCS, HE MPOIIEBAETCA, Peasln3ysCh JUIIb B (op-
MyJie IBUKEHHSI) IPOUCXOIUT MepexBaT napTuepos pykamu. C 3Toro
MOMEHTa HaYMHaeTcs UX 000I0IHOE, OIpeestonIee s Xopeorpa-
(buyeckoil KOMIIO3ULIMH, ABUKEHHUE B MPOTHUBOIOIOKHYIO CTOPOHY.
TakoBa ciokHas KapTUHA COOTHECEHMsI pUTMa ABW)KEHUS U PUTMaA
MIPOIEBaHusl, MPEKPACHO 33JI0KyMEHTUPOBAaHHAs Ha 0a3e TIaresb-
HBIX 3KcneaunuoHHbIX HaOmopenuit W. JI. Hasunoit (WKawuiyvba
Lapswxi 1993: 43).

Takum 00pa3oM U pUTM JIBHXKEHUS, U COOTBETCTBYIOIIMM eMy
0a30BbIil MEJIOAUKO-TEKCTOBOM PUTM B YAPIUIKAX CTPOTO perjiaMeH-
TUPOBaHbI. B rpaHunax HenepuognyecKon JeBITUBPEMEHHON aCUM-
METPUYHOM CTPYKTYpPhl OH CTpOXAWIIUM O00pa3oM OpraHu30BaH,
COXpaHssl IMPU ITOM YEePThl HEKOEH 0C000H ,,apXaudHOCTH B MY3bI-
KaJbHOM MBIIIJICHUH, MATKOCTH MHTOHALIUU, KOHTPACTHPYS B 3TOM
IJIaHe OOBIYHOM, KECTKO OpPraHW30BaHHOW M HEM3MEHHOM B paMKax
MOBTOPSIOIICICS pa3 U HaBCera 3aJJaHHOM ,,KBaJPATHOCTH PUTMHU-
YECKOM MY3BIKaIbHOU (DOPMBI, COOTBETCTBYIOIIEH (DUTypaM UCTOPH-
4yecKu 0oiee MO3AHUX TaHIIeB.

NHTOHAIMOHHO-MENOAUYECKUN Cpe3 yApIulaK JIeMOHCTPH-
pYeT CTOJb K€ TUIaTeIbHBIA OTOOP Tpaauluedl COOTBETCTBYIOIIUX
HAIeBOB-MEJIOCTHUILINHN, OTBEYAIOIIUX MPHUHIIMIIAM MPOCTOTHI, 3aro-
MUHAEMOCTH, OJIM3KOTO MOAOOMS KaXKJI0TO CIEAYIOLIEr0 CTUXOBOTO
HaneBa-QopmyIbl. J[J11 MHOrOCOCTaBHBIX KOMIIO3ULIMOHHBIX pelle-
HUUN XapaKTEepHbI MOCTPOEHUS, OPraHU30BaHHBIEC MO MPHUHIIMUITY He-
CJIO’KHOM BOIIPOCO-OTBETHOCTH, YBEIMUYEHUSI 00beMa CTPo(hUUIeCcKoit
(dbopMbl 3a cueT Habopa, CI0KEHHU S, TOBTOPEHUS HYKHOTO KOJIHMYECTBa
pa3 HavyalbHOTO MOCTPOCHUS-MEJIOCTUIINS — CBOETO poja TaHIle-
BaJIbHOTO ,,KOJIEHA” U B 11eJIOM O(hOpMIICHUS HalleBa C UCIIOJIb30BaHU-
€M TIpPUEeMOB KOMOMHATOPUKH, 3aMEIIEHUN B psiay OJHO(PYHKIHO-
HAJIBHOCTHU PSAONONOKEHHBIX TOHOB, OJM3KUX K MIPUHIIMIIAM Habopa
dbopMBl B HMHCTPYMEHTAJIbHOM TaHIEBaJIbHOM kommozuuuu. [lpu
COXpaHEHUU Beayllel POoIH JBUTATEIbHOIO PUTMUYECKOTO Hayana,
pUTMHYECKOH (HOPMYIBLHOCTH YCTHAS MPUPO/ia OBITOBAaHUS HAIICBOB
yApawaxk aaet o cedbe 3HaTh B COCO0aX KOOPAUHAIIMM PA3TUUYHBIX
KOMITOHEHTOB MY3BIKaJIbHOM cTpoHUecKoil KOMIO3ULINHY, 371ECh J10-
MyCTUMA IMpeeNbHas U3MEHSIEMOCTh 3BYKOBBICOTHOI'O KOMIIOHEHTA,
OYEBUHAS TIPU CPABHEHHUH C PA3IMYHBIMU JOKAJIBHBIMU (OpMaMHU
MOOUIIBHOCTh MEJIOAMYECKOT0 KOHTYpa, TUIIOB HHTOHAIIMOHHOTO Ha-
MIOJTHEHUS HAIleBa, B paBHOM Mepe — pa3HOOOpa3ue cocTana, Croco-
00B HaObMpaHUs, CaMOT0 KOJIMYECTBA MEJIOCTUXOBBIX €IUHHUIL B CTPO-
(uueckoit My3bIKaJIbHON (opMe (OHA MOXKET OBITh OJHOCTHXOBOM,
JIBYX, YETBIPEX, HIECTUCTUXO0BOM). [Ipu 3TOM BOKaIbHBIN KOMIIOHEHT,
OTJIMYAsACh MPOCTOTON M HE3aTEHIUBOCTHIO, IBHO KOHTPACTUPYET C
MpeeIbHON YCIIO)KHEHHOCThIO B apTUKYIMPOBAHUM MEJIOJUN WH-
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CTpPyMEHTAJIbHBIX Bepcuii HaneBa. [lapTust uHCTpyMeHTanucTa, eciu
MY3BIKaHT B CaMOi 00ps0BOI UIpe, K CYACThIO, IPUCYTCTBYET, U30-
OunyeT BHUPTYO3HBIMU MpHEeMaMu, (DaKTypHOH HACBIIIEHHOCTHIO,
CIIOKHBIMH (pOpMaMM OpHAMEHTAIM, JeNalolMMU eCEeHHbIH Ha-
1IeB IOPOii HEey3HaBaeMbIM. MacTepcKue HHTEPIIOANH, Paciioiararo-
HIMeCcs MEX]Ly CMEKHBIMU CTpo(amH, 1o CyTH, CTAHOBATCS ,,(haHTa-
3USIMH’ Ha TEMY YAPIULAK.

CMexoBoe Hayaslo B Ka4eCTBE KOHEUHOM 11eJH, 3a7]a4i BOCCO3-
JAaHUS U TMOAJIEpKaHus 100pOro pacroioKeHHs Jyxa coOpaBIIMXCs
BBICTYIIAET U B MACCOBO PAaCIPOCTPAHEHHBIX He0OpA008bIX ipuiies-
Kax K imanyam. be3 HUX Kak 00513aTeIbHOr0 KOMIIOHEHTA UTPUIIA HE
00XOUTCS HU OJHO KaJIeHAApHOE WJIM WHIUBUAYATIbHOIO KU3HEH-
HOTO LIMKJIa MIpa3HOBaHUE B UX 3aBepiiaronieit yactu. CummeTpuy-
HO OpPraHM30BaHHOE BpPEMs B TAHIIE HANPSIMYIO COOTHECEHO C CUM-
METPUYHOCTBIO MY3BIKaJIbHON TaHIeBaabHOW (popmbl. Taner mox
MY3BIKy B 00psific 1 BHE 00psiia (3a MCKIIFOUEHHEM pa3Be 4TO CBa-
JIeOHBIX Maplieil) Jalie BCero CONpsKeH C JKEeJIaHUEM Pa3BECelnTh,
PacKpenocTUTh YeJI0BeKa, MPUOOIIUTD €r0 K CTUXUU CMeXa, YIIBIOKH
(u Bce ke, 3Toro maio). CioBO, My3bIKaIbHO-UHCTPYMEHTEIHHOE
Hayajo, MPUILIIC, MUMHYECKHUE, KECTUKYIALNOHHBIE KOMIIOHEHTBI
BKYIIE C peajbHO 3BYYallMM CMEXOM IPHUCYTCTBYIOIIUX, Habmrona-
IOILUX 32 Pa3BUTHEM CUTYallMH, 32 PeaKIueil Tex, K KoMy oOpalieHa
mo0as Beceasi ClIeHKa, JJI000# MPUIIEBOYHBIN CIIOBECHBIN TEKCT, Tie-
CEHHBIN OJIOK B CBOOOIHOM, UMITPOBU3UPYEMOM (hopMe, BBICTYIIAIOT
KAaK €UHBIM HEIEeIMMbI MOHOJIUTHBIN BBIPA3UTEIbHBIA KOMILUIEKC.
bonee Toro, yxxe camo mno cebGe 3By4aHHE OJHOW TOJIBKO MEJIOAMU
MIPUIIEBKH, €¢ HareBa (TOCPeICTBOM 0000IICHHS Yepe3 KaHp, yepes
CIIOKHUBIIYIOCS )KaHPOBYIO (hOpMy — Kak 3TO ObIBaeT B crienuduue-
CKOM BOCHpUATHHU (OPMBI-)KaHpa BajbCca, MaccaKkaluu, Mapiia U T.1.
B aKaJIEMUYECKON MY3bIKE) BBI3BIBAET BECEIOE PACIOIOKEHUE yXa,
KeJlaHUE MPUXIIONHYTh B JaJ0IIH, IPUTOIHYTh B PUTM HareBa HO-
ramMu, CMeJIO MoAaTh COOCTBEHHBIN rojoc. Bee 310 paccuntano Ha
OYEBUIHO ,,BECENyI0” PpEeaKIHi0 HaOIIOMAIOUIMX, CaMUX IOOLIUX
WM BUPTYO3HO UTPAIOLINX HA HHCTPYMEHTE HAPOIHBIX MY3bIKaHTOB
Y TICBIIOB B O/IHOM JIUIIE.

[Tomumo cyry60 oOpsIOBBIX MparMaTH4ecKux (PyHKIHM, pea-
JU3yEeMBbIX Y’Ke B CaMOM JIMKTaTe TpaJulliel 00s3aTeIbHOro 3ByYa-
HUS IPEINOCTAHHBIX €10 HAllEBOB B CTPOTO ONPEIeIEHHBIE MOMEHTHI
00psAA0BOTO IEHCTBA, MECHS, €€ My3bIKaJIbHBI KOMIIOHEHT (DyHKITU-
OHHMPYIOT B 3THUYECKOW KYJIbType KaK O/IHa U3 paHHUX (OpM ITHU-
YeCKOTr'0 MBIIIJICHUS, BOIUIOUIAIOIIMX B ce0e, Omupasich Ha COOCTBEH-
HbIE BO3MOKHOCTH, €ro 0a30Bble KOHLENTH. B yuciie neHTpanbHbIX
(eHOMEHOB, BBISBIISIEMbIX HAMH BIIEPBBIE CUCIeMHO HA COOCTBEHHO-
PYYHO JOOBIBAEMOM 3THUYECKOM MY3bIKAIbHOM MaTepuae — oouras
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KapTHHA MHpa KakK crocob apxanyeckoro mupononumanus. [lpeamer
HAIIMX HAOJIOACHUM — CPEJCTBA MY3bIKAJIBHON BBIPA3UTEIILHOCTH,
CMBICJIbI, 3aKO/IMPOBAHHBIE B KAHOHUYECKUX OOPSIIOBBIX MY3bIKaJb-
HBIX CTPYKTypax, MEeBYECKHE TEXHUKH, TeMOPOBO-MHTOHAIIMOHHOE
cBOeoOpasue, A HUX XapakTepHble. Benp 1110001 TEKCT KyIbTYphI
(B HamieMm ciy4yae — THIIOBOM HameB OOps0BOM MECHU, HAWUTPBIIIL,
UX aKyCTHYECKH-3BYKOBasl peajlbHOCTh U HOTHO-MY3bIKaJIbHas IPO-
eKIMs1) BCerja MpeAcTaBisieT co0OM Moaenb AeMCTBUTEIBHOCTH C
MO3UIMKA TaHHOH KyabTyphl (Jlorman 2002: 24).

OcHOBHasl pa3rpaHUYUTENIbHASA JTUHUS MEX]y MepCOHa)KaMu
NEpPBOOBITHBIX MHUQOJOTUN OCHOBaHAa Ha ONNO3UIMH  CBOIl-
yyoicoti. BHE 3TOM ONMO3UIINM, TTOCPEAMHE HAXOAUTCS O0KECTBO —
MOTYIIIECTBEHHBII Uy>KOW. YCIEUIHbIe OTHOIIECHUSI C HUM BO3MOKHBI
TOJILKO Ha OCHOBE COTPYIHHUYECTBA, a He Bpaxabl. CMeX 3HAYUTENIbHO
Yale acCOLUUPYETCS C Uy>KUM: Uy)KOH CMEeTCsl U TepsieT, CBOIl He
CMEeTCsl, HeCMOTPs Ha MPOBOLIMPOBAHUE CMEXa CO CTOPOHBI UYKOTO.
CMex yailie Bcero npearnosaraer pacciabiaeHue, yrpary BHUMAaHUSA,
KOHTpOJIS Hax cuTyanuen. 3. @peiin B padote ,,OcTpoymue u €ro
OTHOIIIEHHE K Oecco3HaTelIbHOMY  TMPUIUCHIBANI CMEXY (YHKIIHIO
n30aBJICHUSI YEJIOBEKOM OT COOCTBEHHBIX CTpaJaHUl U CcTpaxa
CMEpTH.

CMex, TeCHO CBSI3aHHBIH CO CMEIIHBIM (a CMEXOBOE
Hayajgo B TPAJUIUOHHON MY3bIKAJIbHON OEIOpyCCKON KyIbType
OTMEUYEHO BEChbMa OIpeAeNCHHBIM 00pa3oM, MMEeT CBOIO cdepy
BBIPA3UTEIbHOCTH, YETKO OT/IEJICHHYIO OT HECMELTHOTO, CEPbE3HOI0),
BHOCHT B ,,UT'PbI O€CIIOPSIKA” 3JIEMEHT B3phIBYATOCTH, B IPUHIIUIIC HE
CBOMCTBEHHBIH urpam. CieacTBUE CMEXOBOTO B3phIBa — pa3pylIeHHE
MIECEHHOM peur, B TOM YHCJIE — €€ MY3bIKaJIbHOTO Hauajia Kak HEKOEero
JIOTUYECKOro mocTpoeHus. Te, KTo urpaer B urpy Oecropsjika,
MOJTy4YaloT, MO BbIpakeHHI0 KaHTa, HE MO3UTUBHOE pa3pelIcHHUE
0XKHJIAEMOTO0, a ,,HUYTO . DTO ,,HUYTO~ KaK BPEMEHHOE YHHUUTOKEHHUE
JMOOBIX 3HAYEHUIH M JOCTABIAET OCTPYIO PaJOCTh, BBIPAKAEMYIO
CMEXOM.

JlocuMBOIMYECKHE KOMMYHHUKATHBHbIE (M aHTUKOMMYHHKa-
THUBHBIC CpeAcTBA — B uX umciie cMmex; Kosunamer 2007: 132) — ato
POJI0Bas MaMsTh, CBA3BIBAIOIIAS TAMAThH YEJIOBEKA C MOBEACHUEM €TI0
npenkoB. B cucreme ymopsnoueHUs CEeMHOTHKAMU HeBepOalbHbBIX
MIPOSIBJICHUI YellOBeKa CMEX, YAIbIOKa, IJiad, 3¢BOTa OKAa3bIBAIOTCS B
MIPOMEKYTOYHON 30HE MEK/y TaK Ha3bIBAEMBIMH ,,BBIPA3UTEIbHBIMU
nBwkeHusMu” (pediaexkcamMu) U, kectamu’”’. JIOKyIbTypHBI# (OnoI10-
THYECKHI) KOMIIOHEHT B CMEXE HE MEHBUINI, 4YeM Y YUXaHHUs1, HECMO-
Tps Ha Bce 00MIne MOOOYHBIX KYJIBTYPHBIX CMBICIIOB.

Peuesas v puszuueckan iiceedoaz peccus B 0OpsI0BOM IOBE-
JICHUH, MOJIITYYMBaHUE KaK OFHA U3 MOJ0OHBIX (hOPM HIMPOKO Mpe-
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CTaBJICHbl MaTepUaJaMi BCEBO3MOKHBIX OEIOPYCCKUX MPHUIIEBOK, B
TOM YHCIIE - cnenuduueckuMu oopsaoBeiMu hopMamu ([ [apswka,
Xp3CchOiHbBI, BACeUIe, Kynaia v T.11.). OHM pacrosararoTcsi Ha TpaHu
TaHIEBaJbHOIO U IMECEHHOT0 Hauyajl. B cMexoBoii 31130/, CMEX0BOE
JICUCTBO B KQUE€CTBE OYECHb BAKHOMU, ONPEACISAIONICH, TOIKIIOYAeTCS
U My3bIKaJIlbHasg COCTAaBJIAIONIAsl, KaK HEJb3s Jy4lle CIIO0COOCTBYIO-
ast paccyiabICHUIO M yTpaTe KOHTpoJis Hajl coboi. [TomoOubie dhop-
MbI MOBEACHUSI, KAK CUUTAIOT aHTPOIOJIOTH, MPU3BaHbI MIPEIOTBpa-
1aTh KOH(QIUKTH MEXKAY HEKOTOPBIMU KaTErOPUSIMH POJICTBEHHUKOB
B TPaIUIMOHHBIX obOmecTBax (koHuenius A. Panxknudda-bpayna).
CMmex — Bcerza curHaja MUPOIIOOUS, TMpeKpalaroliii BpeMEHHYIO
arpeccuto. Urpa decnopsiika, BEIpayKeHHasi CMEXOM — CPEJICTBO BO3-
Bpara K BooOpakaeMOMY JOKYJIbTYPHOMY COCTOSIHHIO Xaoca, 4acTb
pPUTYa0B OOHOBJICHHS MUPA, BaXKHASI COCTABJISAIONIAs KAPTUHBI MUPA.

Apxauueckuil cmex U cmex cO8pPeMEeHHblil — SIBICHUS pa3-
Horo mopsaka. OIHAKO CMBICIOBAsl MPOMACTh, MX paszaessioniasi,
He OeckoHeuHa. ApXandecKkuil cMex — CMeX 3/J0pPOBOIO Teja, CMeX
CBITOCTH, YIOBOJIBLCTBHS, MOILU, IPOCTHU, CMEX BOCHHON MOOEIbl U
npe3penust K cMepTi. OJTHOBPEMEHHO 3TO CMeX INIyOOKO pUTyaslb-
HbI. Ero sHeprus 3710poBoil TEIECHOCTH MEPEHOCUTCS Ha SIBICHUS
POXICHUS U CMEPTH, CBETA U Mpaka. B HeM MHOT0 Takoro, 4To He SIB-
JISETCS. HU OCTPOYMHBIM, HU CMEIIHBIM. MU} KUBET B MOCTOSIHHOM
COIOCTABJICHUH YE€JIOBEKa C MHUPOM, KOTJa COUIYPEHHBIN B YIIbIOKE
a3 WIK B3JIOXMayeHHbIE BOJIOCHI (TaKoe 4acTo CIy4yaeTcs U B ,,Ju-
XoM”, 0e3yJep»KHOM TaHIIE) JIETKO COOTHOCSTCS C Jy4yaMH COJIHIIA.
VYnpibaronieecs, Kpyrioe, CMEIOIIeecs], C IPULLYPOM JIUIO OLEHUBA-
€TCsl KaK pe3yJbTaT v MOCJIEACTBIE 0J1aroro, HEOOXOAMMOIO B CAMbIX
pa3HBIX LIETSX CMEXa — COCTOSIHUE, K KOTOPOMY HapojHas KylbTypa
M3HAYaJIbHO CTPEMUTCS KaK B PUTYaJbHBIX, TAK U B OOBIYHBIX JKU-
TEUCKUX LIETISIX.
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Galina V. Tawlai

THE PRINCIPLE OF LAUGHTER
IN BYELORUSSIAN VOCAL CULTURE AS A FORM
OF REFLECTION ON IMAGES OF THE WORLD

(Summary)

This paper considers particular ways of organizing musical material in songs
connected with the culture of laughter, as well as the coordination and interaction
of different artistic spheres in this group of traditional Belarus song forms. Our
long standing, complex ethno-musicological research, constant documentations
of our own field work, comparison of ritual songs’ stylistics with their respective
cognitive methods, together with observations and generalizations made by the
real exponents of traditional Belarus song have given us the possibility to hear and
recognize this strict, logically-adjusted selection of forms of musical expressiveness
among folk melodies.

IMomyueno 10. 3. 2014.
CornacosaHo k neuaru 17. 4. 2014.
OpuruHaIbHBIN Hay4YHBIA TPYA
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O Bumeriacjy y 00roc/iy:;k0eHoj npakcu
npasocjgaBuux I'pka u Cpoa:
TEOJOIKOKYJITYPOJOIIKHA TUCKYPC™

BecHna Ileno!
Mysuxonomku uHCTUTYT CAHY, Beorpan

Ancrpakr

[TojaBa BuIIErTaACHE IPKBEHE MY3HKE Y TIPaBOCIIABHMM XPaMOBUMA y AyCTpHjCKO]
napeBuHu, TokoM XIX Beka, v3a3Baiia je jOIll jeaH y HU3y crnoposa Melhy momec-
HUM 1pkBama Ha bankany. [Ipernncka m3mel)y BacesbeHCKOr maTpujapxa, ¢ jeaHe
cTpaHe, u cprckor narpujapxa Jocuda Pajaunha, kao n mpeacraBHUKA TPUKUX Be-
parka y bedy kxoju cy ce 3amaranu 3a yBoljeme deTBOpoOIiaca, C Jpyre CTpaHe,
oJlpa’kaBa [[Ba CYNITHHCKH PA3IM4YUTa KYJITYPOJOIIKA M €KJIHCHjaIHA MPHUCTYTIA.
[TpBU ce yCIIOBHO MOXKE Ha3BaTH ,,MCTOUHHM” — TPAJMIUOHAIHNAM, JIOK je Jpy-
I'M HEJBOCMHCIICHO ,,3aMaJHu” — MPOCBETUTEILCKH. UEeTBOPOINIACHO INeBame Ha
JUTYprujaMa je MoCIyKWIO Kao TMOBOJ Jia C€ yKake Ha Y3pOKe KOjU Cy JOBEIH
JIO TIOJIeJbEHE TPAaBOCIIAaBHE CBECTH O JIMTYPTHjCKOj (YHKIUU IPKBEHE MY3HUKE U
I[PKBEHE YMETHOCTH Yy LEINHN, aJIM U IIETOKYITHOT JJOKMUBJbAja IIPKBE U FCHE MH-
cuje y cety. [Toceban akiieHaT cTaBJbeH je Ha /IBa, CBakako HajBeha, MCKyIIema
KOjUMa je y MMOCTBU3aHTH]CKO] epH Toyiera [IpaBociaBHa IpKBa: PKBEHOM €T-
HO(UICTU3MY U JIATUHCKO] TceynoMop(o3u MPaBOCIaBHE aHTPOIOJIOTH]E U CaMOr
TEOJIOIIKOT JIUCKypCa, Koja je MPOUCTEKIIa U3 HACTOjarba Jia Ce O]l MPO3EIUTCKUX
HacpTaja ouyBa Bepa oTana.

Kibyune peun
1pkBa, Hamja, Cpou, ['piy, BUIerIacHa PKBEeHa My3uKa, VcTok, 3amas

Y rpukoj lpkeu Cs. Tpojuue y beuy, 1844. roause, Ha
BACKPIIH0] JUTYPTHjH KOjy je CIYKHO CpICcKH marpujapx Jocud
Pajauunh, npBu myT cy ce y MEIMIOBUTOM XOpY, IPEA HAPYUIECHOM Iap-
TUTYPOM IJIaBHOT My3Huapa npu OedkoM aBopy, benenukra Panna-
xprunrepa (Benedikt Randhartinger), Harum ynpy»eHu rpuku nesa-
YH, KOjH Cy TE€K CaBJIaZiajii OCHOBE €BPOIICKE HOTAIIN]€, U ayCTPH]jCKU
npoq)eCHOHanHH My3uuapu — usanoBu beuke omnepe (Gopuoln 1967:

* Crynuja je pesynrar pajaa Ha NpOjeKTy Moeniuuiteiiu cpiicke My3uKe 00 JTOKAIHUX
0o Znobannux oxeupa: wpaouyuja, ipomene, uzasosu (OH 177004), xoju puHancupa
MWUHHCTAPCTBO 3a MPOCBETY, HAYKY U TEXHOJOIIKK pa3Boj Pemyonuke Cpouje. [Toced-
HY 3aXBaJHOCT Ayryjem ynpaBHuky Apxua CAHY y Cpemckum Kapnosuuma, XKapky
Jumuhy u apxusapy Jujanu MunusHoBuh, koju ¢y Mu oMOTryhuiu ja y KpaTKoM poKy
nobujeM HapydeHy apXUBCKY rpaly ymorpeOsbeHy y paiy, kKao u Oubiauorekapy Ap-
xeorpadckor ozesbermba HaponHe oudnuoreke Cpouje, mp Jbuibanu Ily3zoBuh, unjom
JI0OPOTOM je 10 MeHEe CTUTa0 (POTOKOIMPAH MaTepujall.

1 sara.kasiana@gmail.com
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42). BumiernacHa IpKBeHa My3WKa Ha IEHTPATHOM TPa3HUIHOM
Gorociyxerby y TOAULIBLEM KalCHAApy, ald U Ha JPYrHM JIHTYp-
THjCKUM cabparbiMa NPaBOCIaBHUX BEPHUKA Y AyCTpHjH, IIOCTaNa
je jouI jeiHa y HU3Y CHOPHUX TeMa KOoje Cy Y HOBH]JOj UCTOPHjH TIO-
Tpecaje, UHaYe MHOTUM MpoOieMuMa OOpeMEmEHY IPaBOCIABHY
upkBy. [locnanuna Koja je MoBoIOM I10jaBe BUIIEIVIACja Y TPUKUM U
CPIICKMM XpaMOBHMa Y AYCTpPHUjU cacTaBJbeHA IIPH TPOHY BacesbeH-
ckor narpujapxa u u3 Koncrantunonosba ynyheHa cBUM TyXOBHUM
noraBapuma y npaociasHoj ekymenu (Emiotoln 1846) u onrosopu
Ha 3aXTCBE M3HCTE Y MOCIAHHULN KOje Cy, HC3aBUCHO JEIHH OJ IpYy-
THX, OTHOCIAIN Hasax y KoHCTaHTHHONOI cpricku narpujapx (Paja-
auh 1848) n mpencraBHULE IPKBEHOT 0A00pa IpuKe Mapoxuje Mpu
Lpxeu Cseror ['eopruja y beuy (Evotpatiddov 1912), ogpaxkanajy
JIBA CYHIITHMHCKH Pa3IM4UTa €KJIUCHjaIHAa U KYJITYpOJIOIIKA MPUCTY-
na. [IpBu O6u ce ycioBHO MOrao Ha3BaTH NpeambCKUM, ¢ 003HMpOM
Ha BPJIO CJIOKEHU TEOJIONIKU AUCKYPC Y BE3H C JIaTUM mojMoM. [py-
I'¥ TIaK MPUCTYII C€ C IPABOM MOKE O3HAUUTH Kao MPOCBETUTEIHCKU
Oynyhu na aprymesT# ,,1o pasymy’’, a ,,y KOPUCT Hapoja” jecy mpe-
MO3HATJBUBY E€JIEMEHTH UJCOJIOTH]e MPOCBETUTEIbCTBA, HA KOjy Ce€,
YOCTaJIOM Yy TIOMEHYTHM IIMCMUMA, Ka0 H y IPEAroBOPUMA NPBHX I'DP-
YKUX W3/1amba BUIICIIACHUX JIMTYPrUjCKHX KOMIIO3HUILM], OTBOPCHO
1031Bajy OpaHUTEIbU BUIICIVIAC]A.

O Tome mITa je ycloBMIIO, joul y A0o6a BuzanTuje nocrenexu,
a on XIX croneha cBe oumrnenHUju paclen HEKaja jeAMHCTBEHE
MIPaBOCIIaBHE CBECTH, KAaKO j€ 3aMarjbeHO 3HAUCHE€ JINTYPIHjCKOT
cabpama U, y OKBHPY Hera, QyHKIMje [PKBEHE YMETHOCTH, KaKBa
je npupoza yoehema ca Kojuma cy ,,1y4OHOLIE” POCBETUTEIBCTBA Y
IPAaBOCIIABHO] AMJaCIIOPH 3aCTy AN HOBE KPUTEPH]yME Y IOXKHUBIbA]Y
€CXaTOJIOLIKE PEATHOCTH KOjy LPKBA Y HCTOPHjU HKOHH3Yje U LIPKBE-
HE YMETHOCTH H300pakaBajy, U KOje Cy IOCICAHLE CYKo0a, YjeIHO 1
cycpera ABajy peIUrdO3HONCHUXOJIOUIKUX U PEIUTHO3HOKYITYPHUX
yCcMepema — 3amaHOT ¥ XeJICHCKOCIOBEHCKOT — CBE JI0 IaHacC OCTaje
MIPUCYTHE Ha MpaBociiaBHOM VcToky, Ouhe peun Ha cTpaHuIIaMa Koje
ciee.

Hckywerve ,, perucuosnoz nayuonaiuzma”

Kpusy jenuHcTBa yHYTap MPaBOCIaBHE LPKBE JOHEIO j& UC-
KYIIEHE ,,peITUTHO3HOT HAllMOHAIM3Ma ", KOME CY, YIIpKocC oduinja-
HOj YHHBEP3aJIHO] HAc0I0THju Bu3aHTHje, BpeMEHOM ITOCTajalid CBE
MOVIOXKHHjH jEeTHOBEpHU Hapoau koMoHBenTa. CykaBame TpaHuIa
TEOKpaTCKe MMIIEPHje U lEHO paciiapuaBambe Ha CaMOCTAaITHE JIP)KaBe
1 ayToke(dayHe HAIMOHAIHE I[PKBE M3a3Bao je, IPe CBera, jeJITMHCKA
1aroc mpeMa CONCTBEHUM IMBIIIM3AIMjCKUM BPEIHOCTUMA, alld U
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CBOjEBPCHHU JEJIMHCKU TPE3UpP IMpeMa MPOjaBJbEH0] U U3/E|CTBOBA-
HO] CaMOOMTHOCTH HETJAIKBUX BapBapa. HoBokpiuTeHH Hapoa,
C Jpyre CTpaHe, OIYHMECHU L[apcTBOM, HeroBOM OOratoM KyniTyp-
HOM TPAIULHjOM, OOJIMKOBAHOM y CKIIaJy ca XpHIINaHCKOM HCTH-
HOM KOjy Cy HacTojaiu aa 06e3pe3epBHO ciene, MOO0KHO 3ariieaHu
y MPECTOHHU Ipajl, Kao cUMOOI Mohu, JIeTIoTe U ciiaBe, KOPUCTHIIH CY,
MelhyTuMm, cBaKy NMPUIIMKY Ja ra modesie ¥ 0CBoje, ¢ KpajlhbUM ITUJbeM
Jla C€ Y ’bUXOBHM pyKaMa Hal)y ¥ MapCKu CKUIITAp W MaTpHjapIiuj-
CKU Jfce3asl. AKCHOM LIapCKe HJICOJIOTH]e TIIaCHO j€: BaCeJbeHCKOM
LIapCTBY OJIroBapa ,,lfapcka’” LpKBa ca cpeaumrTeM y KoHCTaHTHHO-
nospy (Imeman 1997: 117), ma je Tako MOJIMTHYKA HE3ABUCHOCT OJI
[IapCcTBa MojipasymMeBaia U HE3aBHUCHOCT O ,,llapcke” 1pKBe.> AyTo-
Ke(amHOCT MOMECHHX IIPKaBa je, IPyruM peunMa, Iocraia akCuoM
HOBUX IPABOCJIABHUX ,,TEOKpaTHja”, CTaTyCHU CUMBOJI XpHILINaHCKe
narmje (1997: 117).2 OBa peanHOCT, OOJMKOBaHA y BHIIICBEKOBHOM
W BHIIIECIIOJHOM TIPOILIECY, JOHEJA j€ MPaBOCIAaBHO] CKIMCHOJIOTH]H
JUMEH3H]y KOjy HHje IMO3HABAJIO T3B. CBETOKAHOHCKO Ipeaame.*

VY arapjaHckoM pOIICTBY, Y KOMe ce, u3y3eB Pycuje, Hamiao
11eo npaBociiaBHu VICTOK, IIPKBEHH €THODUIIETH3aM je, TOCEOHO Ha
bankany, nocrurao BpxyHai. Ca HECTaHKOM CaMOCTAJIHHUX CJIIOBEH-
CKUX JIp’KaBa IpeJ] MyXaMeJaHIMMa, Tacuiie Cy Ce U HbUXOBE ayTo-

2 Jlobujame cTaTyca apXHENMCKONHMje M NATpHjaplIMje KOI CIOBEHCKHX HApOIa
(Hajmipe oz Byrapa, notom u kox Cp6a) ofBHjajio ce, 1O MPaBHiLy, Y KPH3HUM MEPUO-
numa 1o [{apcTBo, Kasia ¢y jeTHOBEpHHU HApO/IH, CyKaBajyhu HeroBe TepuTopuje, yje-
HO LIMPUJIN UHTEPEHIIM]e CBOjUX HALMOHAIHUX LipKaBa, 00e30ehyjyhu um Buiu craryc
U TepUTOpHjaHy BiacT. UnmeHHIIa je, Takole, 1a je CBaKO YMambeHhe MOTUTHYKE MOhN
CIIOBEHCKHX Hapoja y onHocy Ha Pomejcko 11apcTBo M3HOBa Bpahalio HIaHCy ,,[1apcKoj
UPKBH” Ja OBPATH CBOjy JPUCIMKIM]y I Ja, IPEKO CBOjE jepapXuje, yCrocTaBu
BI/IIJ.II/I CTEINeH KOHTPOJIE HaJl HejeTMHCKUM BepHunnMa (Buaetu O6onencku 1991).

3 Jla y npaBociaBHOj eKyMeHH OBe MPOMEHE OTOBO HUKaJa HICY Mponasuie 6e3 mpo-
Orema, ocyna U packoia, CBeJJOUH HCTOPHja HAlIMOHAIHUX IpkaBa Ha bankany. Tpeba,
MmehyTuMm, umaTH y BHIY, 1a, Kako HaBoxu Asekcanmap llImeman, ,,cMpTHO HempwHja-
TEJLCTBO CJIOBEHCKHUX I[apcTaBa mpema BuzaHTHjH, KOje je Tpajasio BEKOBUMA U MPO-
JIMJIO TOJIMKO MPaBOCJIAaBHE KPBY, HHA y YeMy HHje HApyIIMIO jeJHHCTBO CaMOT BH3aH-
THjCKOT CTHJIa IPABOCIIABJbA M CIIOBEHCKO XpHIThaHCTBO je OWIIO U OCTalo, Ipe CBera,
TayaH Ojpa3, IOHABJbAkE U JaJbe pa3BHjame BU3aHTHjcKor xpuirthanctea” (IlImeman
1994: 309).
4V anocTosnckum KaHOHMMA, OJUTyKaMa Bace/beHCKIX M HeKHX OMECHHX cabopa, Kao
U y MpaBWINMa KOja TOTUYY U3 Pa3IMUUTUX CBETOOTAUYKUX CIIHCA, a KOJU CBU 3ajel-
HO 4YMHE HOPMAaTHBHH KOPITyC KAHOHCKOT IIpeJara, He MOCTOje MOjMOBH Kao IITO CY
,ayTokedanuja” u ,,JypucauKIMja”, HeMa HH IOMEHa O MaTpHjapiinjama Kao ,,CyBe-
peHum” U ,,He3aBUCHUM  EHTHTETHMa KOjI/IMa Cy NOTYHIHCHE MI/ITpOl'lOJ'[I/IjC enapxuje
1 napoxuje. O cyGoOpAMHALMCKO] MMEH3UJH LPKBE CE M HHje MOIIO TOBOPHTH, C
003MpOM Ha TO J1a j&, CXOIHO PaHOXPHINAHCKOM CKIMCHOIOMIKOM KPHTEPHjYMY, TyHa
CBaka LPKBa y K0joj je 3ajequuia xpumhaHa cabpaHa OKO €MHCKONa M CBEIITEHCTBA.
CamuM THM, ITOMECHE IIPKBe, Ha ofapeheHnM reorpad)ckMM MecTHMa, JOKHBIJbABAHE
Cy Kao TpojaBe U MPUCYCTBO jelHe, CBeTe, aroctoicke u cabopHe L{pkse Xpucrose
(IlImeman 1997: 107).
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kedanuje,” 1 'y TOME Cy HEeMaJI yIeo UMaJId IpuYku jepapcu u3 Kon-
CTaHTHHOIIOJbA. 3axBaJbyjyhu IIEpHjaTCKOM KOHIIETITY, Y KOjeM He
MOCTOjU pa3irKa u3Mel)y CBETOBHOT ApyIITBA M BEPCKE 3ajCIHULIC,
BACEJHCHCKH TATPHjapX je, Y U3MCHCHUM MOJIUTHYKAM H APYIITBE-
HUM OKOJIHOCTHMA Y TypcCKOM mapcTBy, HOCTA0 MUIeT-0aria, J1yXoB-
HHU TI0IVIaBap MPaBOCIIaBHE paje, alu U iheroB eTHapX.® KontunyureT
,,[IaPCKOT” TIpe/larba je€ Ha OBaj HAUMH HOMHHAJIHO CadyyBaH, IITO je,
MPEBACXOJHO TIOTOJIOBANIO T'PYKO] ,,IIAPCKO-ETHUYKO]” CaMOCBECTH.
W camu y yHI)KEHOM TIOJIOKA]y Y CiIyx)0m (haHapuoTa, 1moja OyHuM
okoM OcMmaHiHja, HEMPECTaHO H3JIOKECHH HHXOBO] MPOMEHIHUBO]
BOJbH, Iapurpaacku BenukonoctojHuIy (Iotpvéin 125-126) mucy
Ce OJPEeKJIM HETJAIIEer UMIIEPUjATHOT Hicana, KOju je, HaMeCTO
NPBOOMTHE, BaCEJLEHCKE OTBOPEHOCTH, Cajla OJpa)kaBao YCKOTPYyIu
HaIMOHAIIN3aM.

5 Byrapcka marpujapiimja, Koja je 1o JpyrH ImyT nporiamiena 1235, ronune, onpikana
ce cBe o mornanama byrapcke mox Typcko porctBo 1393. TpHOBcka karempa Tana
je mpenuia nox ynpasy Llapurpaiacke narpujapiinje U CBeIEHa je Ha paHT MUTPOIO-
mje. Y noba pobosama nox Typuuma rpuka jepapxuja je HacTojajla Ja jeJIMHu3upa
Byrapcky npky. MaCTIMpaTropu Oymyher HalmOHAIHOT MPENOpPOa, YjeIHO JeIaTHHIIN
Ha npaBy byrapa 3a BacrocraBibame LpPKBeHE ayTokedanuje, OWim cy oTyaa ynpaBo
Jpynu 1pkse: jepomoHax Ilajeuje Xunanpapan (1722-1798), aytop nosnare Hciuio-
puje crasjano-0yzapcke 0 HapoouMd, U O Yapesumd, u o ceetiuitiesuma 6y2apckum
u enuckon Bpayancku Codponuje (1739—1813). Bugern Cranumupos 1925; Muzos
1974; Ckypar 1994. YmamemeM CpIicke Jp)KaBHE CAaMOCTAIHOCTH CyXaBaje Cy Ce U
unrepenije [ehke narpujapmirje. OCBOjeHH KpajeBH Cy MOJBPraBaHu jyPHUCAUKIIA]U
OXxpHacKe apXHENHCKONHje, YHjH CY apXHEMHCKOIH, TPUYKOT MOPEKa, JKUBEIN II0J
TypckoM Binaihy Beh ox kpaja XIV Beka. [Tociienmu narpujapx y caMoCTallHOj CPIICKO]
cpenmoBekoBHO] Cpbuju, Apcenuje I, koju je panuje Ono MUTPOIIOIHUT CMENEPEBCKH,
MMao je MHTEePEHIIH]e Y YCKOM TI0jacy CpIicKe 3eMJbe, ceBepHO o1 Kpyriesna u 3anaine
Mopage. Hakon nana Cmenepea 1459. ronune u cmptu Apcenuja Il (oxo 1463), Bnacr
OXPHJICKOT apXHEIHCKOIa MEXaHWYKH Ce MPOIIUPHUIIa U Ha Taj MPEOCTalN J1e0 HeKa-
name [lehke narpujapmmje (Ipyjuh 1920: 72; CnujerraeBuh 1991: 292-300).

3a came I'pke narpujapx ,,HoBor Puma” je 6uo ,,Hexa BpcTa BU3aHTH]CKOT MMIIE-
paropa Koju ce maTu y pOIICTBY, JMIICH clio00fe, alli He U BiacTH. therosa riasa je
YKpallleHa MUTPOM Yy BUAY KpyHE, Ha KOjOj je MpUKa3aH BU3AHTHjCKH JIBOIVIABH OPao,
ajnu pyke 00aBe3HO Apike Harpujapamiko xke3no” (Ilmeman 1994: 321). Jenunu nannax
KOHCTaHTHHOMOJBY Y TPABOCIIABHOM CBETy OmiIa je Mocksa — ,,Ipehu Pum”, perpe3eHr
MECHjaHCKEe PyCKe, alli U CBECIIOBCHCKE HalMoHaiHopenurujcke uaeosnoruje (IlIme-
Mal 1997: 119). V maHoBuMma ja ocTBape He3aBucHOCT o1 KoHcTanTHHOMNOJBA, Pyce
je, u3melhy ocraior, yTBpIUIO TPUYKO OTIAJHUINTBO HA YHHOHUCTHYKOM (DIOpEHTHH-
ckoM cabopy, cazBaHoM 1439, HaBOHO, 3apall ,,iomupema” Mcroka u 3anana, nako je
IVIaBHU 1oBoj Owiia puHaHCHjcKa W BOojHA ToMOh 3amaja BU3aHTHjCKOM Liapy, JoBaHy
VIII Taneonory (1422—-1448) y cykobuma ca Ocmamnnujama. [Tan napckor rpajaa Pycu
Cy JO)KMBEJN Ka0 aroKaJMTHYHO 3HAMEHE, KOj€ UM j€ MOTKPEINUIIO ,,TEOKPATCKy (aH-
Tas3ujy U nojer HauoHaHo-Bepcke cBect” (Llmeman 1994: 354). Ca MockoBCKUM
[ApCTBOM je YOOJIMYEHO H ,,pyCKO MPABOCIABbe”, M CaMO LIEHTPAJIM30BaHO y Ipec-
ToHO] MockBu. O Tparu4HAM M arcCypAHUM MpojaBaMa JOKAJIHHX HalMOHAIM3aMa y
HCTOPHjU PyCKe IIPKBE, HA OIPOMHOM IIPOCTPAHCTBY PYCKe 3eMJbE, OECKOMIIPOMHICHO
cy nucanu kopudeju mehy pyckum teonosuma ['eopruje drnoposckn (1997) n Anex-
canyap Imeman (1994).
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[Ta wnak, ynmeHUIA je Ja maHcy 3a Bpahame mnpehamimer
cTaryca CBOje HAIMOHANHE LIPKBe HHCY mpomyctuiau Hu Cpbu y
nepuoy o0eIe)keHOM TOOpHUM BOJHUM M €KOHOMCKHUM OJHOCHMA Cca
[Toprom. Ilarpujapx Maxkapuje CokosoBuh je, y3 carlaCHOCT TypCKe
Biactu 1557. roguHe, y OBJIacTUIIAMa W3jeHAYEH Ca BACEJbEHCKUM
naTpUjapxoM, MocTao je JyxoBHu Boha Cpba, HACIEAHHUK CPIICKE Ap-
JKaBe M HACTABJba4 HCHE KaHLEIAPHU]e, YJSIHO U yBap CBUX HECHHX
Tpaaunyja, a [lehka narpujapmmja je y ”HOBEpHOM LIAPCTBY CTEKJIa
npeporaruBe apxkae (Mupkosuh 1965: 10, 16-17, 50). 3a onpehu-
BamkbC IBCHUX HOBHX IPaHUIA ETHUYKHU IPUHIUT je Ouo kpydad.’ Ho,
ynpkoc Tome 1rro je [larpujapumja y Hajsehoj Mepu fenosaa Haiu-
OHAJIHO, FbCHA JyPHCAMKIIM]a, KOja Ce O/Ipasuia U Ha MAaTPHjapXxoBy
TUTYILY, o6yXBaTHJ1a je unrtaB cioBeHcku bankan, kako Cpoe, Tako u
byrape.? Ibux je y uamemennM ycinoBuma Ha bajikany, 0CHM CIIOBEH-
CTBa, CIIajao M 3ajeAHNYKU aHTAarOHHM3aM IIpeMa IPUYKoj HPKBH.’

IIpaBHH JCTUTHMHTET PABOCIABHOL CPIICKOI HALMOHA U Hbe-
roBe I[PKBE, CTEYEH TOKOM JyTOr IIepro/ia jJojaaHocTu npema Typckoj
LApEeBUHU, KOju he, HAKOH Mpojopa ayCTPHUjCKUX Tpymna y OajkaH-
CKY MO3aJUHy 1688. i BemKHX ce0ba HapOJIHUX Maca, ONTH U3HOBA
nouutured 1776. rogune,'’ Hactojahe ma 3aapke y H30CTIUINTBY, Y

7 Tlox HAJTEKHOCT MATPHjapXa yIIIe Cy CBE CPIICKE 3eMIbE Koje ¢y Omue mox Typrmma,
Tako na cy CpOu M3HOBA yjeMECHU Y APKABHO] 3ajCIHUIU M HAI[MOHAIIHO] L[PKBH.
IMarpujapx Makapuje je Tpe3BEHO U3 CBOj€ BIACTU U3Yy3€0 IPUKE KpajeBe Ha jyry, KOjU
cy y Bpeme 1iapa Jlynrana 6unu y cacrapy [larpujapmmije (Cranojesuh 1926: 207-208;
CrnjenueBnh 1991: 309, 313).

8 Yerupu cacrasna nena tutyie: Cpouja, Byrapcka, 3amanno IIpumopje u ropese ITo-
JIyHaBJbE, Tj. Yrapcka noteplyjy Koimko je orcexxna Ouiia reputopuja Hose [arpujap-
myje. OHa je y ToM TpeHyTKy Ouia Beha ox oHe kojy je oOyxsarana Ilapurpancka
narpujapiuyja (Pagonuh 1950: 8; Bugeru u Jyrosuh 1934: 261). Cam Maxkapuje je cebe
Ha3WBao NMPBHUM MATPHjapXoM IO JAPYTOM OOHOBJEEEHY OBOTa YacHOTa IPECTONa CBE
cpricke 3eMJbe, 3anaaHor [Ipumopja u ceepruM kpajesuma (CiujerrueBuh 1991: 311).
[TpBu nmarpujapx 3a Kora ce 3Ha Jia ce caM 1otnucao kao narpujapx Cpoa u byrapa 6uo
je T'epacum, koju je Ha [Tehkom Tpony 6mo ox 1575. no 1586. ronune (Jyrosuh 1934:
261). Munubewe rnpeMa kKojeM cy, Hajipe Makapuje, IIOTOM M HETOBU HACICIHUIIN Y
ITehn, cBecHO cripoBoAMIIN y Jielio uiejy Hapa Jlyiana, a Ha IPKBCHOM ILIaHY, a 3a-
TUM H Ha ITOJIUTHYKOM, YjeIMHE YUTAB CIIOBEHCKH bajykaH 1 yYHHU Ta jeTHOM HAIH]OM,
MaKo 0CropaBaHo, npuBiaun naxmwy (Cnujenuesuh 1991: 311-312).

9 O nosesanoctu Cp6a, byrapa u Pymyna jom u3 Bpemena Hakon KocoBcke GuTke
Buzetu ['pyjuh 1933: 183-184. O Gyrapcko-CprcKiM HeBoJbama ca (paHapHoTaMa CBe-
noue Oenenike ['epacuma 3enuha ca weroBux myroBamwa kpajem XVIII Bexa (PKutuje
1897: 110).

Ca ompaByameM Jia He TOCTOjU KaHOHCKA TPerpeka Jia Ce MCIO/ jypUCAUKIIUje Ba-
CEJHCHCKE CTOJIMIIC M3Y3eTH HAPOAU U TEPUTOPHUjE H3HOBA BPATE MOJ B-CHO OKPHJIBE, Ia-
tpujapx Camymio I je, y moroBopy ca ¢anapuorama u IToprom, Hajupe 1776. roquse
yracuo Ilehky narpujapumjy (Crnujerraesuh 1991: 435-477), a onmax nmorom u OXpu-
cKy apxuenuckonujy. ClioBeHCKe ,,LipKkBeHe Haiyje” Ha bankany je u3HoBa arncopboBana
,.lIpKBeHa MOHapxuja” — BacesbeHcka narpujapiyja. I'puku enucKomny, Koju Cy HaCUIIHO
MOTHCHYJIM M 3aMEHIJIN CPIICKe U Oyrapcke Biajuke, HacTojehu Ja ce OfpiKe Ha BHCO-
KUM ¥ TI0 ITPaBUITY HECTAOMIHUM MO3UIIHMjaMa, YeCTO CY M3a3UBali callla3HU KO CBOjUX
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Ayctpujckoj umnepuju, narpujapx Apcenuje 11 YapHojeruh u me-
roBu Hacienuunm (Pysapary 1926; Koctuh 1932; Cumeonouh—Yo-
kuh 0. ). Hepeanne u, yak, nmpeTeHIINO3HE JKeJbE APYToT mpedera y
Ayctpujy, Apcennja Illakadente (1698—1748), na cBojom Biamhy
oOyxBaru Bacuienu Vmnpuk, cBe jy>KHOCITIOBEHCKE HAPOJIE ITPABOCIIaB-
HE Bepe,'' OBeKoBeUeHE Cy y rpadMuKuM JeIMMa U3y3eTHE MOJTUTHY-
KO-JTUTJIOMATCKE CaJIpyKHHE,'? Ha KOjUMa je TIPaBOCIaB/be Kao BEPCKO
oceharme eBUJACHTHO y3MaKJIO MPe]] HAIMOHATHO-TIOIUTHYKUAM YBe-
pemeM.”® ¥V To BPEME Ce CaCBHM H3BECHO Y CPIICKO] CKJIMCH]AIIHO]
CBECTH yTBPAMIIA M/IEja O T3B. CPIICKO] BEPH, CPIICKOM [PABOCIIABIbY,
,,OHOME IIITO j& HapOJ U3 PU3HHIIC CBOjE Jylie y mera yHeo”. !

Y Bek ,,CEeKylapHOI HalMOHanu3Ma’, koju he wu3HeapUTH
@dpaHiycka peBoJylHja, MpaBociaBHa IpkBa he yhu ca usryOsbe-
HOM cBellhy O CBOjoOj BaceJbeHCKO] MHUCHjU. [loTunmeHa ,,IuI0TH U
KpBH~, OHA je, HAXKAJIOCT, CBE Mame OMiIa HOCHIIAIl TPOCBETIhYjyher
XpunThaHCKOT Ujeana, a CBe U3pa3uTHje CUMBOJI HallMOHAIHE O0poOe
(IImeman 1994: 323). YV uCTOpHjCKOM BPTJIOTY, Y KOJEM Cy C€ y TpHU-
MIpeMH 3a 0clI000heme 01 TYPCKOT japMa HallUIM CBU OaIKaHCKH Tpa-
BOCJIABIIH, CBETJIOCT BHIIIE HUKOME HUje noiasmia ca Vcroka. Cyn-
ouny I[IpaBocnaBspa pemaBale Cy 3amajHe CUiie, y CKJIaay ca CBOjoM

BepHHKa. [TocebaH je npodiieM npe/cTaBibaia HACHIHA jeIMHU3AI]a HETPUKOT, Y TIPBOM
peny, Oyrapckor )KuBJba M pa3Hu o0nuim riode, npempa je, uctude Crnujernuesuh, Temkxo
JIaTH OJI'OBOP JIa JIK CY ,,01JIe rodanuje u3 YhcTe Ky/ame 3a OorahemeM Win Cy To MOo-
]i)aJm Jla pajie o JUKTaTy CUCTeMa y Koju ¢y ounu ytkanu” (Cnujerueuh 1991: 413).

ApceHyje ce NOTIUCHBA0 Kao Apxuenyckon nehky u narpujapx cprcku, Oyrapcku,
3anajgHora [Tpumopja, Jlanmanuje, bocue obaase crpane Jlynasa u nenora Mimpuka
(CrojanoBuh 1983: 134). HajnornyHuja je, MehyTuM, TUTylIa HaBEICHA y jEIHOM MO-
rosbeTcTBUjy U3 1725. ronuHe y ko0joj croju: Apxuenuckon nehxu, narpujapx cBHX
Cp6a u byrapa, [Tomopja, Janmanuje, TpaByHuje, Bperanckux octpsa u nienora im-
]i)m(a (CrojanoBuh 1987: 47).

Benmmuame cinaBHe cpricke Biragapcke 1o3e Hemamnha va 6akpopesy Ceern Casa
ca CpIICKMM CBeTHUTEJbUMa JJomMa HemamunHa, U 'y xepananykoj kibuzu Ctemarorpaduja
u3 1741. ronune, Tpedaso je qa oapakaBa HAPOAHU AyX, IOTBPAU IPUBUIIETHjE HETo-
BOM IIATPHUjapxy, aJli U JIa, Y UCTO BPeMe, ITOKaKE CYyBepeHY, LIeJI0j APIKABHO] YIPaBU
H yrapcKuM mwieMuhinma n1a ,,iuBJbH Pacuujanu”, koju cy gouuiu ca bajkana, HECY
Haunja 6e3 npouwtoctu ([lasunos 1978: 49; Cremarorpapuja 1972).

3 Toxom XVIII u y npBoj nonosuHu XIX Beka y CpICckoj LPKBU Cy HEPETKO 60rociy-
JKeHa BPILEHA Ca jaCHUM MOJUTHIKO-HAIIMOHAIHUM IHUbeBIMa. MonebaHu 3a modemy
,,LIAPCKOT Opy»Xja 1 OJlarocTamke y MOHAPXHjU~ CITy)KEHHU CY, CACBUM OIPABIAHO, Y Tie-
puoauma parHux cykoda (Bykammnosuh 2010: 211-212), anu ¢y, UCTO Tako, roria-
Bapu KapiioBauke MUTPOTIONHjE MPEIBOIIIHN jaBHE MOJIHTBE U ITOBOJOM Pa3IHIATHX
CBe‘IaHI/IX norahaja Ha GeyKoM ABODY.

4 TIpema Jopany L{pujuhy, jaka cpricka HalOHaTHA CBECT (hOPMHPAIIA CE HEMOCPETHO
HakoH Kocoscke Outke. [IpaBociaBibe U cpricka HapoaHOCT, cMarpa L[Bujuh, y mot-
IYHOCTH Cy ce cTOImMIM KpajeM XV Beka. [IpaBocnaBHa Bepa je 3a CpOe Buie Mame
MMaJia JIOTMAaTHYKH U [[PKBEHH KapakTep, a CBE BHIIE je JoOMjana eTHHYKO o0elexje,
TaKo Jia je IocTaia CacTaBHU 10 HApOIHOT JyXad, TOTOBO HCTO OHAKO Kao U (OIIKIOp
(IIBujuh 1966: 262-263).
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NCEYI0XpUITNaHCKOM €THKOM, a y TAKBUM MIPUIIUKaMa, Ha KAHOHCKO U
CKJIMCHOJIOIIKO pa3peliemhe mpodieMa u3a3BaHOI MHCTUTYLUOHAIIH-
30BaHUM ()EHOMEHOM ,,HallMOHATHUX LIPKaBa” HUKO HH]€ TIOMUIILIBAO.

Jlawiuncka ticeyoomopgosa Ilpasocrasmsa u KymuuyporiowKy Ciduo
ilped uHosepHUMA

Jomr ny0sbM M3BOp KpH3e MO MPABOCIABHY IPKBY, Ca JIaJCKO-
CEX)KHUM COTHPHOJIONIKUM TIOCICIUIIaMa 10 BEeHE BEPHUKE, OHO je
ryOMTaK KpUTHYKOT OJHOCA MpeMa yTHIajuMa KOjU Cy CTH3alIH ca
3amama. Ycien nmajaa upkBeHe npocBeheHoctu HakoH ciioma Buzan-
THje, u3Mel)y Bepe 1 3Hama 0 BepH 1ojaBuiia ce npereha nmpopanuja, y
K0joj cy ce oOpenu OpojHu, 1o yoehemy npaBociaBHH, HO, TIO METOLY
UCTIOBE/Iaha Bepe KPUIITOPOMAaHU30BAHU TE€OJIO3H, MHOTH O] FbUX Ha
BHCOKHM IIPKBEHUM II0O3HIIHjaMa Y CBOjUM IIOMECHHM 3ajeHuIamMa.

IS Tparmuma je ummennia aa je yopaBo MpaBoOCIaBHA jepapXija Y HOBOBEKOBHO] HC-
TOpHjU TIOHajMame OWia moysgaHa y ucnosenawy Bepe. On Teopruja Cxomapuca
(Tempyrog Zyxordprog 1405-1472), npeor narpujapxa y nopodsseHom KoHcTaHTHHO-
0JbY, KOjU C€ jol Ha moMeHyToM DIOPEHTHHCKOM cabopy 3aarao 3a yHHjy ca puMo-
KaTOJMIUMA, MIPEKO, Y JIyXy U CJIOBY MPOTECTAHTCKU OPHjEHTHCAHHUX TEOJIOra, TPYKHX
enuckona Makcuma Maprynuoca (Mé&og Mopyobdviog 1549-1602), I'apuna Cebu-
poca (Tappnk Zefnpog 1539-1638), anekcanapujckux narpujapaxa Meneruja [uraca
(Merétiog TInydc 1550-1601) u Mutpodana Kpurtonynoca (Mntpopdvng Kpirémovrog
1589-1639) u HeckpUBEHOI KaJIBUHUCTE, BaceJbeHCKOr narpujapxa Kupuna Jlykapuca
(Kvopihhog Aovkapig 1572—1638), jennHcka OOTOCIOBCKAa MECA0 CE CBE BHIIIE yla/baBa-
J1a 07l CBOjUX NPAaBOCIABHUX JAOTMAaTCKUX ocHoBa (Buaetu [avvopd 1992). Vcre ten-
JICHIIHje Cy OMIe IPHCYTHE H Y PyCKHM TEOJIOMIKUM KPyroBuMa. ,,3aBeca n3melhy Epo-
ne u Pycuje”, n3amely puMOKaTONMYKNX M YHHJaTCKHX TpejiaTa i PyCKHX IIPpaBocIaBana
overia je Jia ce Lerna y BpeMe BeIMKoT MocKoBekor kHe3a MBana 11 (1440-1505), a jom
Bule y no6a Bacunuja III (1479-1533), kojuma je Be3a ca Pumom u Benenujom Ouna
JTAJICKO Tpeda Hero oHa ca pasopeHrM KoHCTaHTHHOMOJbeM. Yoja00JbaBambe MOCKBE
UTAJIMjaHCKO] CaBPEMEHOCTH YNHMIIO C€ YHOCHHjUM OJf UyBama BU3AaHTH]CKHUX MpeIama
u ycriomena (®noposcku 1997: 25). Ha noznarom CroriaBom cabopy, Koju je ca3Bao,
3ananoM onyueBsbeHH, ap MBan ['po3nm, 1551. ronune, U3BpIIeH je CBOjeBPCHH 00-
padyH ca ,,'pukoM’’ BEpOM U LIEIOKYITHIM BeHUM HacieheM. YMecto na Oyne pedopma-
TOpPCKH, cabop je MocTao peakIHOHAPHU H Ha FeMy je OCBEIITaHa PycKa I[PKBEHA CTa-
puHa, mof yrjuM he ce Buaom, mehytum, npeko Hosropona u [IckoBa npema MockBHU 1
Jlajbe Ha jyT, IIHPUTH 3alaHa TEOJIOIIKa y4Yemha U BHMa cao0pa3Ha ymeTHOCT. Kujes-
cku mutpornonut Ilerap Moruna (ITerpo Moruna 1596/7-1647), no ctuny u HaBukama
yoehenn 3anaamak (Oioposcku 1997: 59), unje cy akTHBHOCTH OMIIe yCMEpEHE Ha ycC-
II0CTaBJBABEC jE3YHTCKOT 00PAa30BHOT CHCTEMa Yy BepCKHM mikonaMa Mmel)y Pycuma, mo-
cpenno u mehy Cpbuma, Meneruj Cmotpunkyj (Menetiit CmoTpunbkuii 1577-1633),
nucail AnoJoruje, Koja je, kKao u MHora Jipyra lcroBeama Bepe Udju Cy ayTOpU PyCKU
TEOJI03H, CACTABJbCHA [0 JATHHCKUM y30pHMa, Haj3a, MPEeMa He U IMOCICIbU Y HHU3Y,
Teodan ITpoxonosuu (Peodan [Ipoxonosuy 1681-1736), BepHu u3BpLIUTESL peHOpPMU
IMerpa Benuxor, ca kojuMa je IpKBa y MOTITYHOCTH MOTYHELEHA JPYKABHOM CHCTEMY U
CBEZICHAa Ha CEPBUC 3a[0BOJbEHA TyXOBHUX NOTpeda, CBM OHM M MHOTHU APYTH OABEIH
cy, npeMa peunma DIOPOBCKOT, PyCKO, C IBHM H jy’KHOCIIOBEHCKO OOrOCIIOBIBE, Y ,,Ba-
BUIIOHCKO poricTBo” (Dmoposcku 1997: 107). Sacra Congregatio de Propaganda Fide,
carviacHH Cy CaBPEMEHH TEOJIO3H, ITOCPEICTBOM MONHUX MPE/CTABHUKA BHCOKOT KIHMpa
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JlyXoBHa J1€30pHUjEHTHCAHOCT j& MPEeBacXOAHO Ouia Mmocieau-
11a 3aHEMapHBaba JTUTYPrUUYKOT OOTOCIIOB/bA Y KOPUCT aKaJAEeMCKOT
— aIoJIOTETHYKOT U JYPUANYKO-TCOPH]CKOT METO/A, KOjH je, HaJoBe-
3aBILIM C€ HA JIATUHCKY CXOJIACTUKY, CYIITUHCKHU OAPEAMO TEOJIOII-
K€ CHCTeMe Mpou3alllule U3 MpoTecTaHTcke Pedopmanuje u pumo-
karonnuke Konrpapedopmarmje. bopehu ce mpotu npozenurusma
IETOBUM OPYXjeM M HacTojehw na mpesn JaTHHCKUM HacpTajuMa
0OuyBajy Bepy OTalla, IIPaBOCIIABHU TEOJIO3H, KOjU Cy OOTroCIIOBIbE
CTHIAJIM YIJIABHOM Y je3yHUTCKUM IIIKOJIaMa Ha 3amnajy,'® mpeHenu cy
1 Yy CBOj€ CpeIuHE YCaIuIN CBOjEBPCHY ,,JJATUHCKY TceynomMopdosy
[IpaBocnaBsba” (PmopoBcku 1997: 64). ,JlatuHn3anuju HUCY OWIH
MOJIBPTHYTH CaMO IIIKOJIa, 00peIn M je3UK, HETO U OOTOCIIOBIbE U T10-
IJ1e]l Ha CBET; JJaTUHU30BaHa je ayia Hapoaa. Mctoune Bese cy Ouse
npekuHyTe. YTBphyje ce Tyha u Bjemrayka, HeOprancka Tpajaulidja,
H OHa Kao Jia nperpabyje crBapaiadke myrese...” (1997: 64).

3ajesiHO ca MPOTECTAHTCKOM EPYIULM]jOM Ipey3eTa je U ICH-
XOJIOTHja CBOJCTBEHA YOBEKyY 3arajia y K0joj Cy, HapO4uTO y CIojy ca
CJIOBEHCKOM INPUPOJIOM, MIOCTAIN MPUMapHU IHUjeTH3aM, IpeKoMep-
Ha ¥ MOETUYHA ,,iymeBHOCT (1997: 16). HoBu Tun mpaBociaBHOT
BEpHHUKA je, Oalll Kao W YOBEK 3amajHe xpuirhaHcke xemucdepe, ca
BEJIMKUM €HTY3Hja3MOM 3aKOpavyHo y €ToXy Yy K0joj je rmapoiia sapare
aude mohno oxmjexuBaina. Bek npocsehenoctu (Siécle de Lumiéres), y
KOjeM je ,,ACKOPEHEHO CBE TaMHO M3 JbYIcKOT skuBoTa” (Aufklirung),
HYJMO j€ MHOTO BHIIIE OJI jOII jeqHe uneosioruje. Hoso 0oba je cBe-
YKYITHOM YOBEYAHCTBY JIOHEIO IpPYravyujd HAYMH SKUBJBCHA,' C
THM JIa je 3alaHi aHTPOIOJIOIIKK 00pa3all MoCcTao JOMHHAHTaH. '
Eruditio, kao ycioB uckopavema u3 ,,caMOOKPUBIbYjyhe HEyHOIET-
HOCTH, LA — Jla ce MOOWIIMIITY HIMpe HapoJIHEe Mace y 60p-

Ou MOXJa M ycrena aa ,,3a0iy/erne nmpaBociaBiie BpaTH’ MOJ IMAlcKy BIACT, Ja HHje
6uno peakuuje BepHor Hapoaa (Fovvopd 1992: 96).

Jesynrcke mkone 3a mpaBociaBae [ pke otBopene cy y Pumy, Hapurpany, Conyny,
Cwmupnu, Atuny, yak 1 y Kapeju, na Ceroj ['opu, a roToBo 10 paBHUITy T'PUKH TEOI03H
XVI u XVII Beka noxahajy Bucoke jesyutcke mkoine y Ilagosu, Benenuju, XKenesu
gl“uxvv(xpd 1992: 96).

7 OBaj HOBH TIPUCTYII KHBOTY OJIHKYje, PeMa pedrMa JaHapaca: CyIpOTCTaBIbabe
eMITHPHU3Ma M HEIOCPEAHE JOKA3MBOCTH CKCIIEPUMCHTAHE HayKe JOTMAaTCKHM U pa-
IIMOHAIMCTUYKAM TyMadelhMa CTBAPHOCTH; 3aTHM, MpaBa MOjeMHIA — ayTapKUIKO]
KOHIIETIIIM]U BJIACTH, H, IITO je MOCEOHO JIOIUIO JI0 U3paxkaja y PKBEHO] YMETHOCTH,
MOTBPAY YYJIHOT HCKYCTBa MaTCpHjaJIHOT U KOHKPETHOT, HACYNPOT pPa3IyXOBJHECHOT
MeTaU3HUIKOT CXBaTamba, Ka0 U CYMpPOTCTaBIbamE JICMOTE, OIarocTama dylna W Tena
CTpaxy oJ nmpekpiiaja u MopanHe kpusuie (Janapac 2000: 127).

Hamnme, mako ce jaBMIO Kao peaknuja Ha ,,TCOJIONIKH TOTaJIHTapu3aM” PUMOKATO-
JMYKEe CXONMACTHKE, TIPOCBETUTEIHCTBO j€ 3aAPKAT0 U JOAATHO PA3BUIO PHMOKATOIHY-
Ky TEOJIOIIKY aHTPOIOJIOTH]jY, KOjoj je OyBEeK OMIJIO CBOjCTBEHO HEMOKOIEOJbUBO MTOBE-
E)gH)e Yy IIPUPOJIHE CIIOCOOHOCTH JbyACKOT pasyma (Jesruh 1992: 22-25).

OBuMm peunma Mmanyen KaHT je 1a0 caxketn oJroBop Ha nurame Was ist Aufklarung
(IlIta je ITpocBetutesbcTBO)? y cBoM McTouMeHoM criucy (ITasuh 1991: 16-17).
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6u 3a ocioboherse 0 THPAHH]e JYXOBHHX U TEICCHHUX MOPOOIbHBA-
4a, 00e30e11o je HOBOOopMHUpPaAHO] MPABOCIABHO] MHTEIEKTYaTHO]
eJIUTU U Tpa)aHCKOM CTaliexXy y IeJIMHU, OYEKUBAHY OJIBAXKHOCT Y
npocyhuBamy.

VY HOBOM cBetry mjeja xpuirhanckor Hacieha W Bepa y oBa-
miohenor bora Huje ogdayeHa kao HernoTpedHa. [0ToBO 10 MONIOBH-
He XIX Beka MHTENTUTEHIM]ja ca KOPEHUMa Yy UCTOYHO] JTYXOBHOCTH
HUje OWIa OTBOPEHO aTeMCTUYKHU HACTPOjeHa, aju je, UCTHHA, Ouiia
YeCcTO arpecuBHO aHTUKJIEpUKAllHA W aHTUEKIucHjanHa (JaHapac
2000: 125-128). Y3 10, BY je, Ka0 yOoCTaJIOM M MpaBOCiIaBHE OOro-
CJIOBE, CBE Mamhe€ 3a0KyIJbUBAJIO METa(PU3NUKO TUTAE willa jeciie,
a CBE BHUIIE C€ TPAKUO OJrOBOP HA €TUYKO MUTAE: wila tipeda oa
byoe (®mopoBcku 1997: 316). CHaxxHU Teyar mMopajiau3Ma Ouo je
YTHCHYT Ha CBE JAPYIUTBCHE KOHBCHLH]C, ajlk U HA YHYTapbH XKUBOT
upkse. Cajipxaj Bepe M XpUIINaHCTBA NPETBOPCH je NMPAKTUYHO Y
JYPUIUYKH KOJIEKC, Y KOME Cy MpaBujia U 3a0paHe 3aTaMHUJIE CMUCA0
IpeJamkCKe BEpe, YUMHUBIIM j€ JaJeKOM, HEMPUCTYIIaYHOM, CAMUM
TiM cyBuiHOM. LlpkBa nak cse Buile 100Hja 00enexKja eMIMpHjCKe
MHCTUTYLI}C 32 OPraHH30BAE JYXOBHOI' JKHBOTA, [0CTaje MECTO
omuimje u puryaia (3usjynac 2003: 35), a weH CyIHTI/IHCKI/I MHCTa-
TOTHjCKH KapakKTep MOTUCKYje ce Y ApyrH miaH.>’

Y xmumu ,,mptBe Bepe” (Drmopocku 1997: 238) u y Goro-
cloBJbY ontepeheHoM janoBoM penurnosHourhy u3ryoJbeHo je Tako
CEMO MEpPUJIO 3a CaMONpOBEpY, a je y MPaBOCIABHUM 3ajeHHIIA-
Ma, MOTOTOBO Yy JAHjacIOpH, HEKPUTHYKO TPEy3UMarhe 3arajmhad-
KHX BPETHOCTH U FbUXOBO KaJeMJbCHC HA, Y OCHOBH, jCAMHCTBCHY,
TPaJAULIMOHAIIHY TPaBOCIABHY KYITYpY, JOLLIO MOCBE OYEKHUBAHO-
[IpenBonHUIM Y OBOM, Y CYIITHMHU MapagOKCAIIHOM, MpoLecy Ouiu
Cy MOHOBO JbY/IM ILIPKBe,”! kKoju cy Ha TyheM Ty Owim 4yBapu Iy-

20 TIpema mozeny JlyXOBHOT perylaMeHTa — IpOrpaMcKOr TeKCTa pycke pedopmaniuje
KOjUM je IpKBa noapehena aApxaBu, U 'y CPICKY LpKBeHy Ipakcy y KapioBaukoj Mur-
pononuju cy, moues ox Llupkynapa narpujapxa Apceruja IV, IpeKo CIUYHUX TEKCTO-
Ba MuTpunonuta Bukenruja Jopanosuha, Mojcuja ITerposuha u ITaBna Henanosuha,
yBeZeHEe KOH3UCTOPH]jE U APYTe MPaBHO-aIMUHUCTPATHBHE TBOPEBUHE 3aIlaJHE Ka3yHC-
THKE, Ka0 CBEOOYXBaTHU PEryJIaTOpH IPKBEHOT KHBOTA, OOTOCITyXKeHba, I1a H HapOTHOT
BekoBHoIMpeaamckor onara (Jesruh 2010: 8-9; Koctuh 1952: 63).

BpojHu cy npuMepu Koju CBe0YE O TOME Jia Cy TPYKH CMHUCKOIH, TT0JI BEJIMKUM U
MO3UTHBHHUM yYTHCKOM KOj€ je Ha FbHX OCTaBJhaJI0 00pPa30Bambe, CTPOrH MOPAI ! ,,BHCO-
Ka TyXOBHOCT” je3yHTa, YMHWIN, IpeMa KaHOHHMa IPaBOCIIaBHE EKIMCHOIOTH]e He0-
MYCTHBE yCTYNKE OBHM HHOBEPHHM MpeIaTuMa. Je3yHTCKH CBELITCHHUIH Cy C 103BOJIa-
Ma HaJUIeKHHUX MPABOCIABHUX SMHCKOINA BPIIUIN UCIIOBECT MPABOCIABHUX BEPHHKA,
YaK MX W NpUYeIIinBaly, Cacay>KUBAJIH Cy ca MPaBOCIABHUM jepejuMa WU CITY>KUITH
cBOje o0peae y MpaBOCIaBHUM XpaMOBHMaA. Y JIUTYPrHYKOj Mpakcu [puke 1pKBe je
CBE JI0 NoJ0BHHE XX BeKa [10CTOjala IpaKca T3B. OIPOCHUX IHcaMa, Ipey3eTa of PU-
MOKaTOJIMKa, KOjUMa Cy, 32 HOBall, HABOJHO pa3peniaBaHu rpecu BepHuka ([ovvopd
108-111, 125, 145-153).
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XOBHOT Hacnelja Ca KOHKPETHUM ITOJIMTHUYKHUM 3az[auHMa,22 ajlld 1

rpah)aHCKU cTajeK MPaBOCIABHUX UCEJbCHUKA, KOJU je, HAKOH J[BO-
BeKOBHE m3onanyje nox Typruuma, 100MO MPUIIMKY 3a CBOj yOp3a-
HU Pa3Boj (XPopwvog 1985: 55-64; Metaiinvolh 1988: 111-147;
®opumkouh 2000: 294-305.). lbuxoBo oduIirjaTHO HACTOjamkE J1a
cavyBajy IMBWJIM3AIIM]CKY JAPYTOCT, IpaTuia je, yjeaHo, cnenuduya
HEeJarofHOCT npen nocturayhuma venosnare um tpaaunuje. Cjaj u
1oMIIa PUMOKATOJIMYKE 3ajeIHUIE, OOraTCTBO M YTHUIIA] HCHOT BH-
COKOT KITUpa, YYCHOCT U YOCIJBMBOCT MPO3EITUTCKUX MHpaTa y JIOBY
Ha IPaBOCJIaBHE JyIIe, BapJbUBU Cja] j€3yUTCKOT MIYy3MOHH3Ma, CBE
TO j€ HaMEeTaJIO MPaBOCIABHOM CBEUITEHCTBY M HApOy Mmopeheme ca
OHHM IITO Cy OHU UMAaJIM U y 4eMy cy BekoBuMa >xuBenu (Komapuh
1967:239).23 Ctua, KOju Cy H3a3UBaJIM MIOJCMEX HHOBEPHHX KIHUPUKA
U HOBUX CQXUTEJba U CYCPET Ca Pa3HOBPCHHM HM3a30BHMa CBPOIIC-
KOT' IoJiHe0Jba, pellaBao ce npuiarohaBameM HOBOj CPEIUHU U yC-
BajarbeM BEHHUX KYATypHHX oOpa3amna.’

22 [lonmTHuKa yIora CprCKHX BEPCKHX I0CTOjaHCTBeHHKa y KapioBaukoj METpOIIO-
JIMjU 3a1paBo UM je o0e30enuna craryc deynanana. Ilapckom mMutonthy, HakoH Paxo-
nujeBe OyHe, Apcennje UapHojeruh U Wberosa mopoauiia 1001jajy THTYIY ,,KHEXKeBa
on AnbGanuje”, ca TpOOM HACIEAHUM M Yy MYLIKOM M Y SKEHCKOM IIOTOMCTBY H>ETOBOT
Oparta, y3 TO je maTpHjapx CTEKao U 3Babe [[APCKOr CaBeTHHKA. Bukenrtuje JoBanosuh
(1731-1737) nornucuBao ce kao ,,ipumac CpOuje”, a UMao je CBOj KOBHUKU MYK, Y
KOME je MoCcTaB/bao opuUIMpe A0 YMHA MyKoBHHMKA. OBa CKyIa napaja IpUBIadmia je
naxwy beua, jep je y Ayctpuju Ouio penatuBHO Mano deynanana — mely mrMa HUje-
HO I[PKBEHO JIMIIE — KOji 01 OWJIM Tako OOraTH J1a M3/pKaBajy BeJMKu Opoj opuimpa u
Bojauka (Komapuh 1967: 241, 243-244).

O Mohu kojoM ¢y ce y AycTpHjH, OIMaXx I10 IPENacKy HeHHX IPAHHUIA, OKPYKIIH CPII-
cku narpujapx Apcenuje YapHojeBuh U MOTOMU KapiOBaYKH MUTPOTIOIUTH U CUCKOIIH,
C HaMEpOoM JIa cadyBajy yINeH MPej CONMCTBEHOM MAacTBOM, ald M Ja CE MOKaKy PaBHOI-
paBHH Ca PHMOKATOJIMYKUM JOCTOjaHCTBEHMINMA, UCIPIHO TOBOPU cTyauja Muoppara
Konapuha. Benenernnn BIacTeTMHCKH JBOPIU W KaTe[pajiHe IPKBE Koje Cy MOAU3aIn Y
CBHM JIeTaJbUMa Cy OfIpakaBajiu Biajajyhe, 4ak He y TOJIMKO] MEpH PYCKe, KOJIMKO HEMayKe
YMeTHHYKe TeH/eHIrje. HamemTaj y packolIHO AeKOPHCAHUM CAJIOHHMMA, JTyCTEePH, OIvIe-
Jiaia, KaMHUHH, opliesiancke nehu, TkaHuhe, nocyhe, pedjy, cBe mokyhcTBo, HapyuHBaHO je
Ha 3anany. HoBousrpahena pesuznenuuja murpononuta Mojcuja Ilerposuha (1725-1730)
y Beorpany, 3a Bpeme aycTpHjcKe OKyHaluje, IMajia je ¥ My3UdKU CaJIOH ca JiBa KJIaBce-
Ha Qpanmycke upane. [paBupe, yMETHHUKE CIHKE, ald M IPKBEHE aHTUMHHCE U JINYHE
MOPTPETEe CBH KapJIOBA4YKU apxujepeju, 0e3 u3y3eTka, Hapy4YHMBalM Cy O] HajlO3HATHjUX
ayCTPUjCKUX MajcTopa. 1 cBOjUM U3IVIENOM U ,,0[jejaHujeM” HAcTOjalll Cy Ja Ce He pas-
JIMKY]jy oJl puMokatoinndkux Ouckyna. [Ipeu je Mojcuje [lerpoBuh ckuHyo CTpory npHy
oznehy GankaHCKHX MOHaxa M 00yKao L(PBEHH KapAMHAJICKH OTpTad O] CBWJIC U Ha IIaBY
CTaBHO IIPBEHY KaIuILy, y 4eMy fie ra CIIeIUT! U Y CTHITy )KMBOTa HA/IMAIIUTH HACIICIHYIK,
CeHraHpejall ¥ JIyroroJuinmby cTaHoBHUK Kapcnbana u beva, Bukenrtuje JopaHoBuh,
KojH je, Takopehu, 6uo 6apoxno Bactuta (Komapuh 1967: 240-243). O 6apoxHoj packo-
1M JKMBOTA CBEIUTEHHKA Mucao je u 3axapuje Opdenut y cBojoj 4yBEHO], BP0 0OMMHO]
H4pe;[CTaBu1/1 Mapuju Tepesuju 1778. romune (Opdenun 1972: 9-11).

24 VieuaT/bHBO CBEIOYAHCTBO O TOME A CE HENPHjaTHOCT, Kojy Cy ¢ moderka ocehamm
Hpe/ICTaBHULN NIPaBOCIABHUX HAPOJa, IPEeTBapaia y mpesup npema ,,Helpuiaro)eHnm”
CyHapoaHUIMMa, HaBou JoBaH Pajuh, pernpe3eHT KapaoBavyKor CBEIITEHCTBA, ONKCYjyhn
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Kao norBpna ykianamwa y Aare NpUIIMKe, C jelHE CTpaHe, U
adupmucamke HAllMOHATHE UICOJIOTH]e YHYTap O0rociyk0eHOT KH-
BOTA, C JIpyre CTpaHe, y MPaBOCIaBHUM IpkBama y AycTpuju (koje
cy Heperko aenunu CpOu u I'pum) Ha ymTpd mpaBOCIaBHOCTH, a
y CKIIafy, Hajrpe ca OapOKHUM, ITOTOM W POMAaHTUYAPCKUM CTHJIC-
KHM 0COOEHOCTHMa, YOpP3aHO je MeHmaH JUKOBHU U apXUTEKTOHCKU
u3pa3.”® OmniuTe yMETHUYKE M COLMjaHE TCHACHIIM]jE, 3a4HEbCHE
COJbY MPOCBETUTEIHCTBA, HUCY MHUMOMIIJIE HU OOrociayxOeHy My-
3MKY, HaKO Cy C€ UCIOJbUJIC Ha JAPYrauydju HAuuH U C U3BECHUM 3a-
KammbemeM. [lonpehuBame yTBpheHe nmoeTuke mojaHe MOJIUTBE ec-
TETCKUM TIoTpedamMa HOBUX BEPHHKA MOTBPIIIA j& YIPaBO IOjaBa
XAPMOHUYECKOZ, HOWANHOZ HjeHuja TOKOM Tpehe u JeTBpTe Jere-
uuje XIX croneha.?

CIIOJBAITBY U3IVIS]] M HAUMH OfIeBarba cBeITeHnKa noy Typuuma. OBa ,,jornTe U3 TypIITH-
HE U3HeceHa rpy0oCT y o/iesTy CBEIITEHHYKOM ™ W3a3uBaiia je, Benu Pajuh, ,,moacMex Jby-
JMMa JIPYror 3aKoHa... 4eMy caja u camu ausehu ce cmejemo ce” (Pajuh 6. n: 22-23).

25 M3 cTuja npea BepHUIMMA pUMOKaTonmuke Koudecuje, Apceruje IV y cBom Tio-
3HatoM [lupkynapy 3abpamyje paj JandKUM MajcTOpHMa, CaMOyKUM 3orpaduma win
Goromasuma, Kako UX Ha3WBa, ¥ npeTehn KJIeTBOM ONOMUELE 1a HY LIPKBE HU IIPUBaTHA
JIMIa BUIIE HE CMejy Jia KyITyjy IbHXOBE MKOHE. [JTaBHM pasiior OBe OJUTyKE je Taj IITO
OBO HEYKO M He(hOpMHpaHO CIMKAPCTBO Mpe/cTaBsba cabia3aH 3a nHoBepHe (PyBapair
1911: 29-30). Jou je paauKkanHUju KOpak HAYMHUO MUTponosuT Ctedan CTparuMupo-
Buh (1757-1836), caBeryjyhu mramnapa HoBakosuha na y uimycrpanujama 3a Pajuhesy
Hctopujy pasnux cnogenckux Hapooos, najiiaue borzap, Xopesaiios u Cepbos nuiiu
o0emnerxja CBETOCTH CPIICKE BJIAJapcKe JIMKOBE. bpucame opeona Oko BUXOBHUX IVIaBa
U 3aMEHUBakh¢ MOHAIIKOT OjljejaHHja HapcKuM, MoTBphyje 1a je HalroHanHa og0paHa
IOMepeHa ca BEepCKOT IJ1aHa Ha uiaH Oyhema nctopujcke ceectu (Menakosuh 82), anu,
UCTO TAKO, W J1a j& TeXKHUIUTE y MEePUENINjH NOMEHYTOT IPKBEHOT BEINKOJOCTOjHUKA
H3MEIITEHO, TAYHHU]E CITYIITEHO Ca CKJIMCH]aTHOT Ha JPYIITBEHOKYJITYPOJIOIIKN HUBO.
26 Hewma TauHKX II01aTaka 0 TOME KaJia Cy Ce I0TOIMIM IPBH MOKyIIaji peopMe HpKBe-
He My3uke Mel)y mpaBocnaBHuM I'prniMa y beuy, Taunuje, kajfa cy TpaauIMOHAIHHU HaIe-
BU [IOYENH J1a ce Oelexke eBPOIICKMM HOTHUM MHCMOM M XapMOHH3Y]Y, CXOIHO TEOPH]C-
KHM TpaBUIIMMa €BPOIICKE yMETHHUKe My3uke. [lo3Hato je, MmehyTum, aa je momudona
My3HuKa TpaJuluja Beh yBemuko mocrojana Ha GorocimyxemnMa Ipuke mpaBociiaBHE
1pkBe Ha Kputy, jOHCKUM OCTPBUMA, a Aa je OuIlo 1nokymaja yak 1 y KoHCTaHTHHOIOJBY,
IJe je TpeJ IPKBEHUM BEIHMKOIOCTOjHHIlMMA MOHaxXx Aranuje u3 [lajzepma (Aydmiog
[MoAép10c) MpeacTaBuo CONCTBEHM CHCTEM, HAJIMK Ha €BPOIICKH, KOjU je Tpedaso jaa
3aMEHM HEyMCKy HOTalMjy M TPaJUIMOHAIHY TEOPUjy LPKBEHOr Hojama (Apoyolun
1976-1978: 272-293; 2000; Bepymtn 1994: 229-269; [Mavaywwtdakn 1990). Aranuje ce
1802. ropuHe mojaBuo 1 'y bedy, ¢ HaMepom J1a OTBOPU My3HUKY IIKOJIY Y K0joj Ou mpe-
JIaBao MEBake YeTBOPOIIIACHUX [IPKBEHHX XUMHHU. Beh Tana je nmMao moapiiky wiaHoBa
3ajeTHHIIC KOjJH Cy TEKHUITH MPOCBETUTEILCKOM HarpeTky. (O Aramujy Bunetn Xpvodviov
1832: LI-LII, mapdyp. 78; Iarhotidov 49; Gopudln 1967: 17-21, nanomena 21 u 22).
CucremaTu4Hyja IpUNIpeMa 3a yBohere BULIENIacja yCIeuIa je ca OCHUBAKEM My31y-
Ke HacTaBe, Ha OCHOBaMa €BPOIICKE TEOpHje My3HKe U HOTalWje, IPH TPUYKUM LpKBaMa
Cgere Tpojunie u Csetor ['eopruja, moueTkoM 4eTBpTe AereHuje XIX Bexa.
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., Hosoctuapa ™ 6ococnyaicoena mysuxa y ciysicou ,, ipasociaéHoz
Hayuona”

VBohewe ,,XapMOHHYECKOT IjeHuja” KoJ uctoBepHux I pka’’
Cpb6a (Petrovi¢ 1981: 111-121; Ilepxosuh 2008) y AycTpuju npuMapHo
je oapennia motpeda 1a ce, ycBajambeM eBpOIICKUX MY3UYKUX TEKOBUHA,
y TIPBOM peay MYy3MYKOI THCMa, TIOCTaHe HeH cacTaBHU 1eo. U y
OBOM TIpoIiecy BaxkaH (pakTop, ako He U oAIydyjyhu, 610 je KOMIUIEKC
uHpepruopHoctu. IlpaBocnaBuu >xutesbu beda, Kako aycTpujcku
HO/IaHULIM, TAKO U OHU KOJU Cy OMIIM TypCKH JIp»KaBJbaHU ca OOpaBKOM
y AycTpHjH, UMalH Cy NMPUJIMKY Jla TOTOBO CBAKOTHEBHO YYECTBY]Y Y
Pa3HOBPCHHM JICIIaBa-MMa My3HMUYKe METPOIIOJNE M JIa Ha PasTHYUTHM
MECTHMa CITyIIajy MoJudoHe XOpCKe KOMITO3HUIIH]€e, IPEIyHe MY3HUKUX
edexkara. Y nopehemy ca yMETHUUKOM MY3HKOM, J€HOTJIACHU HAIEBH,
y u3BOheY YEeCTO MOCBE HEBEHITHX Iojara,’® ca ,,ACTOUBAYKUM —
Ha3aJIHUM™~ MaHUPOM, U3IIISIANIHN CY Kao 030MIbaH HeloCTaTaK.”

OBo je 010 NIaBHH PA3IIOr KOjHU Cy WIAHOBHM 3ajefHuIE [ pKa 1
Brnaxa npu Lpksu Cetor ['eopruja, anu u Cpricku narpuj apx Jocud
Pajaunh, HaBenu y cBOjUM IMHCMHUMa BaceJbEHCKOM TaTPHjapXy AH-
TUMY, Ipe o0jalmaBajyhu Hero onpasaaBajyhu 4uH ,,MHCTananuje’”
BHUIIIETVIACja Y IIEHTPAITHOM MPABOCIABHOM OOTOCITYKEmY,*’ OKO Kojer
cy ce HapouuTo norpyauin Januc Xasuapac (Iodavvng Xapapag)®' u

7 O Ba)XKHOCTH €BPOIICKEC YMETHUYKE MY3UKC, Y KOHTCKCTY I'PYKOT IPOCBECTUTCIHCTBA Y

JIaTOM CITy4ajy, HCaHO je y BHIIIC WiaHaka yaconuca Eppod tov Aoyiov, jonr Ha mogeT-
Ky XIX Beka. AyTopu ykasyjy Ha JyOOKy MpOBaJIMjy Koja MOCTOjU y TPYKOj MY3HUKO]
TpaJULHjH 1 HAa HOTPeOy Jla Ce OHAa KOHAYHO yCaBPIIH IIPEMa eBPOIICKAM YMETHUYKIM
crargapauma (Poppoln 1967: 36).
28 TI. Kymmuropuc (I1. Kovmtdpng) y Tekcty mucanoM 1874. roguHe HaBomM 1a je y
IPUKO]j 110jauyKoj IPAKCH Yy J00a TypKOKpaTHje 4eCTO CUTyallyja Oua Taksa Ja je ,,cCBako
KO OM TpBe JIeKIMje OJCyIao, U 6ap Majo rmaca noceayjyhu, mocrajao ‘caMopyko-
noJjiokeHn” My3uuap (cam Ou cebe nmporamaBao mysudapem, npuMm. B. I1.), 3ayzumao
61 MeCTO IpeIBOAHMKA LIPKBEHOT XOpa”, U [IPEM/1a Ce BEPHHUIIUMA K>CTOBO I10jaihe HILje
CBHIjaJIO, ,,KBapHo je ymetHocrt, He omarogapehu bory” (Kovmitdpn 1975: 42).

9 A. Bamunzpac (A. BoAA{vdpac) cMatpa 1a Cy MOKPEHYTH IPEBACXOAHO MCHXOMOLI-
KUM TIpoOIeMoM, ,,IipocBehieHN” MpeCTaBHUNH TIPABOCIABHUX HCE/bEHHKA PEIIHITN
Jla pearyjy, Ja clielie TlapajelIHy ITyT, CTBOPUBIIH CIMYHOT ocehama NPKBeHY MYy3HKY
(BoAnvopd 1972: 92). Jlo cnuvHor je 3aksbydka fomiao u 1. ®dopmosuc, HaBonehu
U3BOJIe U3 MOMEHyTor yaconuca Epung o Adylog, y kojuma ce, usMmely ocraor, KOH-
craryje ja je ,,BujeHa 3a naHaiime JennHe OHO MITO je Hekaaa Ouia Asekcanapuja”
gd)opu(')(;n 1967: 17, nanomena 6p. 20).

O ToMe Kako je ca3peBaja »Kejba ,,HallpPeJAHUX BEPHUKA Ja CE U y MY3UUKOOOro-
city>)kOeHOM H3pa3y yIoao0e ,,HarpeHOM” OKPYKEbY, O IPoIiecy yBohema BHIIerIac-
HE XOpCKe My3HKe y rpuke HpkBe y beuy n audHOCTHMA KOju Cy pedopMy CIIPOBENH
nycana caM y 3aceOHoj, joll yBeK He00jaBJbeHO], CTyAUjH.

He nocroje momaim o ToMe I7e je u y3 kora XaBuapac y4uo My3uky. [lo3Haro je,
MmehyTum, Na je oBaj NPOCBETUTEb, CHH OOraTor TProBlla, MOPEKIOM ca Xuoca, 010
yuuTesb IpuKor jesuka y beuy u na je ayrop Hciuopuje opesne Enaode, y k0joj no3usa
HEOJjeIMHCKE CyHapOIHHKe Ja pocBehieHoj EBporu mokaxy Jia ¢y JOCTOJHU TOTOMIIU
y 00pa3oBamy Y3BHIICHUX aHTHYKHUX Tpenaka. [Icant y upksu nocrao je 1842, nomro
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Antum Hukomanauc (AvOyog Nikohanong).*? Cama mak OZIBAKHOCT
32 yOOIMUCH:a [IEBAHE MOJIUTBE Y ,,XapDMOHCKOM YKpaLICky™ y 1aTOM
TPEHYTKY IIPOUCTEKIIA j€ U3 OMIUTHX Pe(POPMATOPCKHX, Yje€AHO PEBO-
JyUMOHAPHAX MPOCBETUTEILCKHMX TEHACHIM]A,” KOje HUCY HM MOIJIE
MuMoOuhH, HE3HAKEM WITH [OITy3HAbEM rojana, yrpokeHy IeBHUYKY
TPAJMIHK]y Y IPABOCIABHO] PKBU.>*

LpxBenn oxbopu y 00e rpuke Mmapoxuje OwiIM Cy carjacHU
Jla je HajImpe HEONMXOAHO €BPOIICKMM HOTama 3a0eIe)KUTH Tpaau-
[IMOHAJTHE JINTYPI'HjCKE HAIICBE M ITOTOM MPUCTYITUTH BUXOBO] Xap-
MOHM3aLHjU. 3a npyry (a3y y oBOM Iociy HU XaBuapac, Hu Hu-
KOJIAWIUC HUCY MMaiH 10BOJbHO ymeha.® U kao miro cy 3a uspany

je cBoje moTajarime Mecto HarmyctHo Huxomamaunc. Hbero mpemitor pa ce W TpYKH
BEPHHUIIH OCIIOCO0E 32 XOPCKO MEBAE 3ajeTHHIIA € TIPUIHEIKHO MPUXBATHIIA U HOBUAHO
nomorna (®oppdln 1967: 38—-40).

32 Awtum Huxonamauc je ox 1808. GMO yueHMK, BHIIE OJI MO BeKa aKTHBHOT I10j-
na Benuke Lpkee y Koncrantunomnosby, Koncrantunna Buzantunna (Kovetavtivog
Bulavtiog; Bunetu Teplomoviov 2004), mpoTrBHKKA pedopMe HEYMCKE HOTaIH]je, KOjy
cy cuposenu Xpucant, I'puropuje u Xypmysuje. Ilpu Ceerorpojudnoj upksu y beuy
mojauky ciyxOy je Bpimuo 19 roamua, a ox 1842, mpey3uma MecTo Icanra y Jpyroj
IpUKoj 3ajeHUIH. EBpOINCKy My3UUKy TEOpHjy M HOTalUjy y4uHo je ko Aerycra CBo-
6one (August Swoboda 1787-1856), a y Lipkeu Csetor I'eopruja je u cam nogydaBao
YUEHHUKE, YITIaBHOM JIelly, ocroco0sbaBajyhn uX Jia meBajy jeJHOIIacHe MeJIouje Ha
OCHOBy HoTtHor 3anuca (GPoppoln 1967: 14-15).

33 Mapoxujanu Lipkee Ceetor I'eoprija MICMo BacebeHCKOM HaTPHjapXy TOUHHY pe-
guMa: ,,JlaHac, Kao MITO je CBUMa MO3HATO, M YMETHOCTH (BELITHHE) M HAayKe HaIpeny;]y,
U CBE ApYro, eTHKa (HapaB) U 00Muaju JbyIU HOCE OMIUTY OUIMKY U OHO LITO je OHUII0
jyde 1 paHHje IIOXBAJIHO U JONA/UBUBO, IaHAC CE MTOKa3yje Kao JaXKHO U HEIPHXBATIbH-
BO. Y OBOM BEJIMKOM Ipajly y KoMe O0paBUMO, CBa My3HKa j€ yMETHIHUYKA M XapMOHHYHA,
1y IpKBaMa U y MO30pHUIITHMA, U Yy KadaHaMma U Ha yIUIaMa, 1 IeTOBH JKUTEJbH, MIla-
JIML ¥ CTapH, CTApPOCE/ICOIN U CTPAHIIN, OHH KOJHU XKUBE Y LICHTPY U IBHXOBHU CYCENHN..., 1
HE CaMo y OBOM I'paJly MHOTH HapaliTaju poh)eHu, Hero ¥ MilaJii KOji TEeK OBaMO MPEKO
JlyHasa fonase, cBiIadye cTapor 4oBeKa M 00jaue ce y HOBOT: U OHHM IOCTajy CIMYHU
Ipyruma HaaMehyhu ce kako 6u ce cao0pa3miu bUMa KOJIHMKO je To Moryhe”. Ciau4Ho o
BUILIETIIACHOM IIPKBEHOM TeBarby roBopH 1 Januc Xasuapac y [Iponory tpeher m3nama
XOPCKHUX JINTYPTUjCKUX KOMITO3UIIM]ja, Koje je mpunpemuo ca Pannxaprunrepom: ,,XIX
BEK IIOCTAO je MO3HAT Y MCTOPHUjH JbY/ICKHX Jielia 10 BEJIMKOM M HeBEPOBaTHOM HallpeT-
Ky JbYJICKOT JyXa, TAaKO J1a C& U MH HerOBU CABPEMEHHUIIH JTUBUMO HHETOBOj BETMUMHU
U KOpHCTH... YeloM OBOT HarpeTka cMarpa ce u pepopma (Bumeriac, npum. B. I1.) y
rgqxoj 1pkBeHoj My3ury’” (Pkdmovion 1990: 22).

34 Jamuc ®OmIOMyI0C ¢ IPaBOM KOHCTATYje aa ¢y I I i mpe, a HApOYNTO HAKOH A
Iapurpazna nosia3uian y KOHTAKT ca 3alaJHOM MY3MYKOM TPAAUIMjOM, IIa UMK HUCY
TIOKEJIENH J1a MEHhajy MPelak-CKU M0javyKy M3pa3 y CBOjUM IpkBama. Yak u axo Ou ce 3a
apryMeHT y3ela YHEESHHIA Ja Cy OPTaHU30BaHe TPUKe MTapOXHje Y IHjacIiopH MocTale
KJbY4YHU (paKkTOp MPHUBPEAHOT U KyATypHOTr Hamperka Hauuje y XVIII Beky, Te na cy,
y nopehemy ¢ My3HMKOM HOBOT OKpYXKEHa, TeK Taaa [pIy mocTanu CBECHH OJCYCTBa
BelITHHE JoMahux mojala, TEeIKo je TOBEPOBATH Jla UM je OO MOTpedaH rOTOBO jeaH
U 10 BEK Jia HelTo npoMeHe. Pahame jxesbe 3a MPUMEHOM XapMOHHYHOT MjeHHja ce,
JIaKJe, MPEeBAaCXOHO MOpa JIOBECTH Y Be3y ca I'PYKMM HPOCBETHTEIECTBOM, jep Cy ce
Tajia CTEK/IM PEATHU YCIIOBH 32 F>CHO OCTBAPCH:C (d1AdmorvAOG 24).

5 Hukonammuc je H3BECHO MPBH J0OHO 0100per-e IPKBEHOr 0100pa Aa 3amouHe ca
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Oakpopesa, 3uJalke U OCIMKaBame IpKaBa, U WIyCTPOBAHE UCTO-
PHJCKHX KEbWTA Y HOBHJO] HCTOPHJH NPABOCIABHUX HApoja Ouiu
Hajuerhe aHra)KOBaHU CTPaHU, ¥ MeDy HbHMa HajIIO3HATU]H yMET-
HULM, TaKo Cy 3a 00pajy jeAHONIACHUX MEJIOAHja 3ay)KCHU BO-
nehu 6eykn KOMIIO3UTOPH, KOjuMa arMocdepa mpaBociiaBHE IPKBE
HUKako HUje Moria outu omucka (ITepkosuh 2008: 64—68). Ho, oBa
YU-EHUIIA HUje MMalla HUKaKBOT 3Hayaja 3a BEpHUKE T'pUKe, a, Io-
Ka3aJio ce, HA CPIICKE ,,HallMOHaIHE pKBe” y AycTpuju. HarpoTus,
CYpPeBEHBOCT 1 MehycOOHO HazMeTarbe n3Mely 1Be rpuke napoxuje
Ouiia je npecyiHa ja ce XopcKa IapTUTypa 3a IpaBoCiIaBHy JIUTYp-
rUjy Hapy4dd KOJ HajeMUHEHTHUJUX U HAjIOMYJIAPHUJUX ABOPCKHUX
my3udapa, benenukra Pannxaprunrepa u ['ordpuna don Ilpejepa
(Gottfried von Preyer).*

[TapTuType cy 3aBpiieHe 3a cBera Hekoinuko Mecernu (Popuodln
1967: 24), Tako na cy u npBa u3Bolema Moria Op30 yCaeaAuTH. XaBH-
apacoBo U PaHaxapTUHIepoBO JIeJI0 ce, Kao IITO CaM Ha MOYETKY Io-
MEHYyJIa, PBU YT YYJIO Ha TacXajlHOM Oorociyxemy 1844. ronune y
Lpxeu Csere Tpojurie, a, yop30 moToM u Ha mpa3Huk [[yxoBa. Ycnex
HOBE MY3HKE JIOIaTHO j€ TOCTICIICH YHHCHHUIIOM Ja Yy j€, KaKo H3-
BelTaBa Xapuapac y Ilpeozosopy npyror usnama, u3 1848, ,,cBojum
0:1aroC10BOM HHCTUTYLIMOHAIIN30BA0 HAJBHILIN LPKBEHHU I10171aBap (y
Aycrpuju, npum. B. L), cBetn kapiosadku l'IanI/I_]apX Jocud Paja-
yuh, KOju je CIIy»uo Ha 00e cBevane surypruje” (Poppoln 1967: 41—
42; TanoSomovkov 354). Ca Hukomauaucosor u [IpejepoBor HOTHOT

pedopmom. CBecTaH CBOjHX CKPOMHHX 3Hama O €BPOICKO] MYy3HIIH, 3aTPAXHUO je TI0-
moh Aprycra CBoOO/e y XapMOHHU3AIMjH MEJIOJHja, ¥ TUIOJ FHXOBOT 3ajCAHUYKOT
Tpyzaa O6una je 30upka JIUTypPrujCcKUX KOMIO3HUIIKja 32 YeTBOPOINIACHHU XOP, C MPATHOM
KJIaBHpa, O/ Ha3UBOM Yuvor ¢ Osiog kot 1epag Agitovpyiog, objaBibeHa y beuy 1844.
OBaj apaHXMaH HHjE¢ HaIlla0 MPUMEHY, jep ce, kKako cam Hukonauauc HaBoju, jeTHIMA
y 3ajelHHIN J0Mao, a JpyruMa mnax HHjC (d)opuc')Cn 1967: 13—-14; dudmolvrog 27).
HaKOH TOra YCIEHO je APYIH, YCICIIHM]H NIOKYLIa].

6 On6op mpu Lipksu Ceeror Teopruja, HI/I_]e MOT20, HaBOJHN CDopMo3I/IC ouTH 3a710-
BOJbAH aHT@XMaHOM ABrycta CBoOoze, kaja je nMao y BuLy na je mpu Llpkeu Csere
Tpojune nenao PanaxapTuHrep, mpBa JIHYHOCT OSUKOT MY3UUYKOT JKUBOTA, MOMONHUK
IJIaBHOT JupureHTa npu 6eukoj KpasbeBckoj kamenu, Hocunall opaeHa Cs. JlymoBuka,
OBCHYAH 6pOjHI/IM 3JIaTHUM YMETHHUYKHUM OJJIMKOBaAKb-MMa M WiIaH MPECTUKHUX MY3UY-
kux apymrasa (Qoppoln 1967: 21-22). V apxusckum pokymeHTtuma llpke Csere
Tpojune n3 1848. ronune, PanaxapTuHrep ce MOMHIE Kao IIaBHH YUHuTeJb My3nuuke
LIKOJIE NPH 3ajeqHuIM [pKa ayCcTpHjCKUX MOAAHKUKa, 3aTUM U ,, AUPUTEHT I'PUKe IPKBEHE
my3uke” (1859), anu u ,,0cHUBa4YEeM U yCTPOjUTEIHEM HOBE I'pUKE L[PKBEHE MYy3HKe”
(®oppoln 1967: 43, nanomena 52). Tordppua don Ipejep (1807-1901), ¢ apyre crpa-
He, 01O je, Takole, BpIo momynapaH KOMIIO3UTOp oHOT BpemeHa. [onuHe 1844, kana je
¢ BUM 1oyeo aa capalyje Hukonauauc, 6Mo je 3aMEHUK, a TIOTOM U IVIaBHU JUPHUIECHT
JIBOPCKOT OpKecTpa, 3aTHM Bonehu opryspai, Haj3al, pyKOBOIWIIAIL XOpa OHCKYIICKe
karenpaine Ceeror Credana y beuy (on 1853). V akruBHOCTHMA je, Aakie, Ouo Panji-
XapTHHIEPOB JIOCTOJHH TakMall. [[pKBeHe KOMITO3MIIHje OBUX ayTopa OHWIIe Cy CTajaHU
periepToap Ha oOpeanMa y ABOPCKO] Karelnu y neprony on 1862. no 1866, 1 mpakTHIHO
cy notucHyina Mouaprosa u XajaHoa aena (Buueta Gopuoln 1967: 22-23).
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NPEUIOLIKA X0 je IPBH IIyT nesao 6. okrodpa 1844. y Ilpksu Cs.
I'eopruja, mupurent je 6uo Jocud I'puden (Joseph Griebel), a mehy
IPUCYTHUMA Cy c€ Ha OOrociykemwy Haluie ,,[OTOBO CBE IVIaBHE U
Boziehe My3uuke auuHOCTH 1apcke cronuie” (NukoAaiong 6; do-
ToVAOG 32).

beuke HOBHHE Cy ca BEJIMKUM JUBJHEH-EM U OPOJHUM MOXBaIaMa
nponparuie Mysudke jorahaje y HpaBOCIABHAM LPKBaMa, Kao
¥ IUTaMIaHa HOTHA HM3/alha JIMTYPrHjCKHX XMMHH. VYenenunm
cy, MehyTum, Hajupe peaklyja y3HEMHUPEHUX BEpHUKa 300r HOBE
MY3HYKe 110jaBe,*® a 3aTHM 1 MUIILJBEHE O H0j Ca TPOHA BACEJLEHCKOT
narpujapxa. Y TociaHWIM ynyheHoj, y mpBoM peay Mapoxujama
rpukux BepHuka y beuy u Tpcry, ainu v CBUM OCTaluM CECTPUHCKUM
[[pPKBaMa y IIPaBOCIaBHO] BaCEJLEHU C€, OPEJI OMIINPHOT YKa3UBabha
Ha COTHPHUOJIONIKMA 3Ha4ya] I[PKBEHOT Tpeama, YMju je cacTaBHU
JIe0 TcalMouja, UCTHYE Ja Cy, C acleKTa IPKBEHUX KaHOHa,
YeTBOpOITIacCHa MY3HKa U HEeHE, 10 Aylly paciadibyjyhe menonuje,
MIOCBE HEMIPHUKJIA/IHE Y CIOjy ca CBEIITEHUM KapaKTepOM U MOPETKOM
IpaBociIaBHOr Oorociyxema. OTyna U Mpenopyka OHHUMa KOJU Cy
CaMOBOJbHO YBEJIM MY3WYKE HOBOTapHje Ja Off HUXOBE MPUMEHE
OJlyCTaHy, Kako He OM MOCTalu y3pOUYHHUIM Cablla3HU U HapylIeHma
xpunrhaHcke myHohe Kao U Ja ce y CBUM IPaBOCIaBHUM XpamMoBHMa,
IUJbEM EKyMeHe, M3HOBa YCIIOCTaBH ,Ipuka MmcaiMonuja’, Tj.
JEITHOTIIACHO TpaAWIIMOHAIHO Tojamke (EmotoAn 1846).

37 Tpeu Tom xumuu 3a JIUTYprujy Koje Cy 3ajeIHMUKH TPHIPEMHITH XaBHapac i
Pannxaprunrep o6jaBibeH je 1844. nox Ha3uBoM Yuvor tne Ociog Acitovpyiog kot tog
HEAWIIAGS TNG apyalag ekkinoiaotiknig povoikns. 3ajennnuka Hukonaumucosa u [peje-
pOBa MapTUTypa, ca HACIOBUM Yuvor th¢ Ogiog kai 1epag Ae1tovpyiag ToviGTevies KaTa,
TOTOV KPS TV EKKANCIOTTIKOV UeEAWII®Y oG, 00jaBibeHa je y bedy, TokoM anpuiia
Mmecena 1845. rogune. U jenna m apyra JluTypruja nucana je 3a MELIOBHTH XOp, a
cacTaBJbauu, padyHajyhu Ha reBadye Koju HE 3Hajy I'PYKH je3WK, TEKCT Cy LITaMIIaJIn
JIATHHUYHOM TpaHcauTeparrjoM. O caapikajy OBHX U CBHX JIPYTHX 30MPKU BUIIETIIAC-
HUX HaleBa IPUYKO-ayCTPHUjCKHUX IapoBa: Xapnapac—Panmxaprunrep n Huxomanmuc—
ngejep, Y BHUXO0BOj perenuuju suaetn ®oppoln 1967: 28—45.

3HaraH OpOj TPYKHX BEPHHKA CE OJ] IIOYETKA MPOTHBHO HOBOM MY3UYKOM 3BYKY, JOK
Cy IpYTH, Mambe Cy3Ip)KaHHU M BHIIIE 3HATI KEJbHH, WITYEKUBAIH Jla Ta 1yjy. Hajsepo-
BaTHHUjE Cy BECTH O YETBOPOIIACHO] My3HUIM Ha Oorociyxkemnma y beay y KoncranTu-
HOTIOJb CTUTIIE U3 TabOpa TPAUIIMOHATIHOM I10jaby HAKIOIBCHUX BEPHHUKA U3 MAPOXUje
Typckux noganuka (@opupoln 1967: 23-25). Huje Ha oqMeT MOMEHYTH U TO Jia Cy Ha
nojaBy Tyhe pKBeHE My3HKe Y CPIICKAM LpKBaMa BHUILE PearoBajy JIAULIU HEro mpes-
cTojaresbu eBxapuctujckor cadbpama. M3zsecun C. M. u3 Hosor Cagna u3Bemrasa ja
,,HOBO3aBEJICHO LIPKBEHO ITjeHHje Ha HOTE... HHje HalleM NPaBOCIaBHOM CACBUM CXOJI-
Ho. Jlocra je u cTpaHora nomemiano! Mu cajia cBU y IPKBH I10jaTH HeMOxkeMo (sic!);
jep Hota npeq coboM HeMamo, a O6anr u He3Hamo (sic!) u3 wu ynratu! JJohemo naxie y
LPKBY Aa BH dyjeMo. Ho Ha jkaioct 1 MU ¢1a0o0, a IPOCTH Oall HUMao HepaszyMjemy
mro ce nmojun” (C. M. 1842: 106). UnycrparusHo je, Tako, nopeheme koje Tuxomup
Ocrojuh HaBOIM y Be3u ca PaHIXapTHHIEpOBOM JTyXOBHOM My3HKOM: ,Ilopen AHren
BOIUjalle OTreBaTH PaHaxapTuHrepoBy XepyBUKY ToO je — Benn Octojuli — Tako Kao
Kaj1 01 cMo (sic!) Ha BU3aHTH]CKH XpaM MOCTaBWIN roTcku Topam” (Octojuh 1893: 59).
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My3HuuKk1 MPOCBETUTEIbU, HA YH]y € CTPaHy OTBOPEHO CTao
u Jocud Pajaunh, nuuHM aduHUTET 3a €BPONCKY MNOIU(POHU]Y
OpaHWIN Cy, TOTOBO HJIEHTUYHHUM, YCIOBHO PEUEHO, EKIMCHUjATTHUM
pa3io3umMa, ajdu U CBEYKYITHUM MHTEepecHMa MpaBOCIaBHOT HAllMOHA
y CBETy HalpeIHUX HJeja U HOBHX oOM4Yaja. HaBUKHYTHM Ha 3BYK
TeaTpa, MPaBOCIABHUM TPUYKUM M CPICKUM BEpPHUIMMA IE€BAKE Y
IUXOBHM TMApOXHU]JCKUM 3ajeIHHIIaMa ,,cIyX MoBpehyje” u ymecTo
Ja uX ,,JyXOBHO Ha3ujaBa’, OHO MX cabliakmapa. 300r Tora, WiIn
oju1a3e Ha OOrocCiyKema y Karelny Mpu pyckoM KoH3yaTary y beuy,
r7ie MOTY J1a ClIyIajy noiaudoHa Jieina XOpeke My3HKe, UiTH, HalIPoCTo,
IpecTajy Ja y LPKBY Jojlaze, a MIaau, LITaBHUIle, cBe demihe y
kadaHe ¥ Ha MecTa 3abaBe 3anaze. Tpebdaio je, gakie, dyena IpKBe
M3HOBAa MOTHBHUCATU M MPUBYhH, U TOM LIMJbY j€ MOCIYKWJIa HOBA
My3uuka npakca (Pajaunh 1848; ®opudln 1967: 26). ,,A cana, Tamo
IJIe j€ YeTBOPOIIIACHO IjeHM]€ 3aBEICHO — Kako mnarpujapxa Hosoz
Puma n3BemraBa apxueiiuckoii Kapnosauku u ceux xoju cy ce y Llpk-
su Xpuciiosoj y Ayciapujckoj oporcasu obpenu®® —HUKO o Hapoaa (ca
Gorociysxera, mpuM. B. I1.) He usocraje, Beh cBy, ca yMUIbCHEM H
CKpYILIEHUM CpPIIEM M MOJUTBamMa u 6naroz[apHomhy IIPHUCYCTBY]Y, 1
Ca CBaKOM IQ)KEOM U OJIaroJberujeM Hpare ra... JefHoM pedjy, pKsa
Boxuja, npe Tora ckopo 1a je npasa 61/U1a (upxBa, npum. B. I1.), na-
HAC j€ UCITyHheHa OHMMA KOjU c€ MoJie” — 3aKJbydyje CPIICKU TyXOBHU
nacTHp, 1o1ajyhu 1a je u cam BUIIIE ITyTa TOM IeBamby MPUCYCTBOBAO
U BUMe ce 1yxoBHO m3rpahusao (Pajaunh 1848).

Yopkoc ToMme IITO Cy je U caMH Ha3WBajl HOBOM, XOpCKa My-
3MKa HHje, TBPAWIM Cy 3arOBOPHHLY BHIICINIACja, YHEIA HUKAKBE
CYLUTUHCKE IPOMEHE y TPajHLUHOHAIHY [ICaJIMOIH]y. 3aJ0r BEPHOC-
TH T10ja4KOM Ipe/ialby U HBEroBOM JIyXy Ouo je Taj mTo je yTBpheHu
jemHOIIacHH HareB ocTao HenpomemeH.*” XaBuapac u Hukonaunauc
cy Owim o0aBe3aHu OJIyKaMa I[PKBEHHUX 0100pa Ja Be3y ca CTapoM
IIPAKCOM OIp>Ke, Makap Tako 1To he ce y conpaHckoj AeoHuIu Hahw,
UCTHHa, 3a0ee)keHa eBpOIICKUM HOTaMma, Ho, ,,HeroBpehena” meno-
Jiija, BEpHUIIMMA J00po MMO3HaTa.

39V nacraBky THTYIE Koja CTOjH Y 3ariaBiby PajaunheBor oaroBopa ctoju jomr u: cia-
BeHO-cepOcku U OasikaHcKor Hapoga Mutpomnonut, Ceeror npectona Ilarpujapumjc-
KOT' CPIICKOT ITPECEeJbeHHK 1 FberOBOT [APCKOT KPaJbEBCKOT 1 AIIOCTOJICKOT BETTMIAHCTBA
JIeTIaTHH (JjeCTBUTEIbHH) TajHUK coBjeTHUK (Pajaunh 1848).

Ha mouetky mucma 3ajeqHuIe TypCKUX TPABOCIABHUX MOJAaHKMKA Marpujapxy AH-
THMY, Mel)yTHM, jacHO ce Kake Jia je, TMOIITO ¢e MPUXBATHO JIeNa 3allUCHBaba JTUTYP-
T'MjCKUX HaleBa eBPOIICKOM HoTalujoM, Hukonaunuc jeqHoracHe Meaonuje ,,04ucTHO
on ceera tyher u Heonrosapajyher (nmoxs. B. I1.), 3abenexuBmu ux 6e3 npomene, mpe-
Ma crapoM udocy W HaleBy, OHAKO Kako Cy Ta OOMMKOBaJIM cBeTH Menoan Kosma u
JlamackuH, OoroHocHM oun Haie cBete HpkBe (Evotpatiddov 214; @oppoln 1967:
26). IIpen kpaj ucror Beka, u CreBaH Mokpamall he cprcko nojame y eBpOICKOM HOT-
HOM 3aIHCy ,,04HCTHTH OX ,,CBHX Kulierha 1 MpeTepaHuX 3aurpaBamba IPIIoM... Koje Cy
HAIllM CTapu NIeBavu Tako pajo ynorpedspaBanu’ (CrojanoBuh 1908: 4).
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Ca opBaxkHouhy TUIIMYHOM 3a IPOCBETUTEJhE, XaBUapac y
npearoBopy Tpeher m3nama ca JUTYPrujCKUM XMMHaMa KOHCTaTyje
na je Jlutypruja cacraBjbe€Ha MpemMa JPEBHUM MeJorjaMa Halle
LIPKBE, KOj€ Cy Ha OBaj HAUYMH cadyBaHE O] KBapemwa, Koja J01a3e oJ
HEUCKYCHHUX IMojaua: ,, ] opyha peBHOCT 3a HApOJ U My3HUKY, TOKPEHY-
Jla je cBe CHare — muine XaBuapac — Jia ce 3ayCTaBH OIMACHOCT Koja
je nperuia rpukoj mysuii (!),*! Te he ona, 3a0enexeHa eBpOICKUM
HOTaMa M YKpalleHa YMETHHYKOM XapMOHHUjOM, HE CaMO CadyyBaTH
CBOjy Be3y ca APEBHUM HM3BOPOM Hero he ca XapMOHHU]OM U HEH Ka-
pakTep MOCTaTH OCTOJaHCTBEHUJM MU MHUCTHYHHUjHU. TakBa Oymyhw,
jom he BuIle ofroBapaTH BacHUTamky JeaMHA KOJH JKMBE U CTUUY
oOpasoBame Ha 3amaay u npuByhuhe y oKpusbe IPKBE, 3ajeTHUYIKES
MajKe CBHUX IPaBOCIaBHUX XpHIlhaHa, CBOJy JELy U HUXOBUM JYy-
mama he moHeTn moooxHy U Os1arodectuBy MosuTBeHOCT  (DPopproln
1967: 40).

Ha civuan HaumH U cpricku natpujapx yoehyje, mo mpKkBeHOM
I[OCTOJaHCTBy paBHoIpaBHor, cabpara 3 KoHCTaHTHHOIOJbA /1 ,,01-
JI0KU OpUTy” Y BE3W Ca YETBOPOITIACHUM OOTOCITYKOCHUM ITjCHH]EeM,
Jep je OHO YCTPOjeHO ,,II0 CaBPILICHOM CTapOM M OHOME HCTOM HallleM
(H]eHI/IJy, npum. B. I1.)”, u y seMy HemMa HUYET ,,TeaTpaTHOT U CTpa-
HOr”. Pajaumh He npomy1uTa 1a IPUMETH Jja My CC YMHH KaKO IICBatbe
y NpaBOCIaBHO] LIPKBU, KOj€ BaCEJbEHCKH TOIVIaBap Ha3UBa JPEBHUM,
HE CaMo IIITO HUje Ha CTETICHY CaBPIIECHCTBA, HA KOME je OWJI0 Y BpeMe
BU3aHTH]CKHUX MMIIEPATOpa, HETO je OJ iera jako aaneko.” , Hctu je
CJIly4aj ca CBAaKOM JPyroM BELITHHOM M YMETHOIINYy Ha cajallmbeM
Hcroky”, nonaje, y mOJIEMHUYKOM TOHY THITMYHOM 32 IIPOCBETHUTEIHE,
CPIICKH LPKBEHH JOCTOjaHCTBEHHUK, 0€3 3apIIIKe ¥ Ha OBA] HAYNH HC-
nosezajyhu CBOjJy IPUBPXKCHOCT yMETHHYKIM BpeHOCTHMA 3amana.
V3Bop xapMOHH]e 3a Ibera jecTe ,,CI0KHO MjCHHje” U OHO, 38 PasiuKy
0J1 TucxapMoHHje (Kojy Mpou3Bo/Ie MOjLH KOju ,,ryne” u r[eBajy ,,Kpo3

41y nyxy rpuknx mpocerntesba KojuMa je Amamana Kopanc (Adapdvtiog Koparc
1748—-1833) 6uo Boha (IToAritn 1980 98—100; INavvapd 214-227), XaBuapac ofBaxxHO
W3HOCH CTaB JIa HUje YOIIITe MOTPeOHO JOKa3UBATH Ja Cy MIPaBOCIaBHY IPKBEHY Tica-
JIMOJIM]y, HA OCHOBY CTapOrpyKe My3HKe, YCTPOjUIIH ,,He3abopaBHu Menoau JoBaH [la-
MacKHH U 1HheroB yunresb Kozma” (He HaBonehu mpuToMm Ja je ped o Menoauma Koje
L[PKBa MpocaBiba kKao ceerutesbe) (Gopudln 1967: 40). Huje 3roper nojpceTuTy aa je
cinyHo ocehame ycxuhemwa mpes CONCTBEHOM I0jaykoM TpaauijoM umMao u Kophe-
mje CrankoBuh, momTo ce ca koM 00sbe yro3Hao. M oH je TBpAno 1a ,,Halll Hapox ca
CBOJUM I0ja-EM CTOjU JAJICKO U3HAJ CBHjY JAPYTHMX HApOja KOjU HUCY TOJMKO cpehHU
Jla UMajy cBoje HapoaHo nojame” (CrankoBuh 1862: 4), u, kao mTo noMume Jlemenuh,
TEXKHO je CTBapamy 3ajeTHHUYKOr IPaBOCIABHOT I0jama YMja he ocHoBa OUTH y cpric-
KOM HapOJIHOM IPKBEHOM Mojamy (demenuh, 1866: 210).

2 Hu nojame Bame narpujapmmjcke upkse Huje OHO Koje je Taaa 6umo y Ceroj
Coduju 1 Koje ce y OHO BpeMe MOIVIO CIIyIIATH, KaJa Cy Pa3HU CJIOBEHCKH HAPOJIHU I0-
CIIAaHWIM UCTUHHTY Bepy Tpaxkeln, o4apaHu TOPKECTBOM OMIIM M KPIITEHE MPUMUIN
(Pajaunh 1848).
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HOC”), Y AyllaMa IPOU3BOAU MPHUJaTHOCT, YMHUIbEHE, CKPYIICHOCT,
,,FbETOBO JIEJIOBAbE HAa YM U CpIIE JbYACKO je cuaHo” (Pajaunh 1848).4

Jou jesan o/t 3HAKOBa IIPOTPECHBHE MUCH]€ 30paso2 pasyma, H
Ta4HHje, ACUCTHYKOT PEIIUIH]CKOT IPHUCTYIIA, KOJH j€ y CIIOXH IIPOCBE-
TUTEIBCTBA TIOCTA0 IOMHHAHTaH, OWJIO je MHCUCTHpALE Ha ,,eKyMEH-
CKOM KapakTepy” HOBE My3HKe y OOTOCIyXeibYy PABOCIIABHE LPKBE.
EBunentno Je jia cy HacTyIl XOpoBa y LPKBaMa JAOKHBILABAHH U
Kao My3W4KH,* HE caMo JUTYPrujcku norahaju, Te aa Cy 3ajeqHruIKa
TOPKECTBA, MPUIMKOM IMPUTOAHUX CBEYAHOCTH, YIJIABHOM Y BE3H ca
[[aPCKOM TOPOAMIIOM, MPaTHIA CBU ayCTPHU)CKU MOJAHUIM, Oe3 u3-
y3eTka.** Ha uumbeHuIly Ja je MpaBoCIaBHO OOrOCITYKEHE MOCTAI0
MOBOJ, M MECTO CycpeTa IpaBociiaBalia — My3udyapa amarepa u pu-
MOKATOJIMKa — MpOo(eCUOHAIHUX OMEPCKUX MeBaya U KOMIIO3UTOpa,
OWIM Cy HECYMIbMBO IMIOHOCHU CBU KOJH Cy C€ OKO BHIIIETIIacja TPYy-
JIWIHA — U TIPaBOCJIaBHU, U PUMOKATOJIULIM, IPEM/IA j€ TEIIKO MOBEPO-
BaTH J1a CE BbUXOBU MHTEPECH y JIaTOj CUHEPTHjH HUCY Pa3IMKOBAJIH.

Haj3an, xonuko rox u3mienano mapajoKcalHO, UCTHHA je J1a
je Behuna NPaBOCIABHUX Y Bujenn mysuuky pepopmy noxusena
Kao ,,HApOJIHO JIENI0” KOje, Y KPAjEbeM MCXOLY, PEBa3HIa3y IPaHULEe
MIPaBOCIABHOT HAIlMOHA U MOCTaje cBexpuihancko g00po. Lipksena
Menoauja, 3abeseskeHa eBpOICKUM HOTHUM MTUCMOM, Y XapMOHCKOM
PYXY, Y K0Ojy Jy je onenyo Pannxaptunrep, nocrasna je 10CTyIHa, XBa-
nu ce Januc Xapapac, cBakoM IpKy u cBakoj I pkumH, aau U Mpu-
MaJHUIMMA IPYTUX IPaBOCIaBHUX U MHOCIAaBHUX Hapoza. Hosa Jlu-
utypauja, ApyruM pevnMa, IIOTHPE KOH(PECHOHAIHE MOJEIe, by MOTy
MeBaTH CBU KOjU IMpoOcCIiaBibajy xpuirhanckor bora. Y3 to, xapmo-

43 Ouekupano 6u ce ox JEIHOT TeoJsora Ja My je cplie ucnpes yma, ako Beh Huje jen-
HOTIJIaC UcIpen dyeTBoportaca. Ho, patu penociesn y meroBoj MHCHH, Aaje MOBOIA 3a
3aKJby4akK Jla My NPOCBETHTEJhCKA KOHIICIIIMja HE caMo Ja Huje Ouiia cTpaHa, Beh My
je Oua Bpio Onucka.

Ogaxo je, na noacetum, JJocurej O6panoBrh UMEHOBAO €MOXY MPOCBETUTEIHCTBA
gHaBI/Ih 1991: 16).

O Tome ympaBo roBopu Hukomamauc y Be3u ca nmpsuM usBohemem Ilpejepose u
werose Jlutypruje.

Vcupnan u BpJo HIyCTpaTHBAH jeCTE OIMC CJIaBJjba MOBOJOM CBETKOBabha JaHa
pohewa Depaunanga I, 7/19. anpuna 1844. y Hosom Capy, xoju cy ,,3a 30pulle jo-
mre pane” 00eNeKWIH ,,prKajyhin TOmoBu” ca MeTpoBapaJuHCKUX OeleMa, a 3aTUM
je ,,CBeYaHa CBHTa 1O CTapoApeBHOM 00n4ajy Hajupe y LlepkBu Pumo karonmueckoj
(1), a nocne u y Karenpannoj namoj LiepkBy, 4yBcTBa O11aroqapHOCTH, U TOILIE KEJbE
CBOj€ M3IIMBAJIH, 32 AyTH )KUBOT U 31[paBibe pediarora Biagaona cBora, ycepHo npex
ontapem Beeuinmer u3nuBaiu... Y l{epkBu Hallloj jeHUe Nak HEPKOBHO yKpallaBaia
j€ JyHOCT rUMHa31allHa ca XapMOHUYECKIM, CBOUM CJIaJIKOINIacHjeM... biaronanexaHa
JYHOCT TMMHAa3HalHa, 0 HapoaHOj apuu [lojitie Muie u Hegune, OKOJI MEHE NTHYHLE
YMHJTHO j€ TjeBajia mecMy, oj1 nosHaror poaosbyoia I. JIpa. [Terpa Joanosuha, 3a oBy
CBEYAHOCT CauumbeHy... 11 c10BO U IjecMa IpUcyTcTByjyhe je cnuiaresbe 10 Hajseher
YMUJICHH]a TaKo JI0Bea, J1a ce y 04rMa MHOTHUX IuTiBajyha cy3a pamocTtu ornenana...”
(Anonum 1844: 195). Bunetu u Kpectuh 1980.
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HUYHO TieBame he, yBepeH je XaBuapac, 00e30e 1T paBOCIaBHUMA
cinaBy u O61arodannhe, a TyhuHrMa, KOjU Cy c€ ca capKa3MOM H JIOITUM
MHUCIIUMa TIpeMa HhHMa HENpaBeIHO OJHOCWIH, AoHehe mokajame
(®oppoln 1967: 40). OBa, Hau3INIel, HAMBHA MUCA0 y CYIITHHH je
MoKa3aresb OJICyCTBa XpHUIIhaHCKOT pacyhuBama, ryOMTKa IMOMEHY-
TOT ,,KPUTEPHjyMa 3a CaMOIIPOBEPYy”’, HCTOBPEMEHO U 3HAK TOT'yOHE
TOPJIOCTH, YHjH j€, Y JaTOM CJIy4ajy, U3BOP PEIUTHO3HU (PUIOCTHH-
3aM YZIPY>KEH ca UAeaTn30BaHOM POCBETHTEIFCKOM MUCH]OM.

Crnop y Be3u ca BUIIEIIacjeM je JOIaTHO paciuiaMcao JbyoaB
npema CpIICTBY M CPIICKOM KYJITypHOM Haciiehy M KOj emucKomna
HaJJICXKHOT 3a TpaBociaBHe IpkBe y Ayctpuju. [IpenBonehu wim
cinenchu rmacose Behune y upksu, Pajaunh je, kao u MHOTH ApYy-
T'H TIPABOCIIABHU apXUIACTHPU OHOT CMYTHOT BPEMEHA, JOMPHHEO
IBCHOM JIAUIIU3UPaby,? IITO je 3a pe3yaTar MMayio IpeTBapame
OTa4Ke BEPE U HHEeHOT Goraror 6OrocIOBCKOr Npeaama y ,,l0y4HH
onxiop” (Proposeku 1997: 539), 4y MHT 0 HAIL[HOHAJIHO] BPE/l-
HOCTU 1 camoOuTHOCTH. [loGpo je mo3Haro ja je CBOjUM apxuje-
pejcKuM 01arocioBOM yIIpaBo OH 00€30e/110 BHUIIIEITIacjy MeCTO Ha
CPIICKMM OOTOCITY)KeHhHUMa U JIONPHHEO J1a C€ CPUCKOM HAPOOHOM
UPKBEHOM UPABOCIABHOM H0jatby, TIO3HATOM jOII ¥ KA0 KAPI0BAUKO,
00e30e1u JISTUTUMUTET y TPaAUIMju OOTOCIIyKOCHE TTpaBOCIaBHE
My3uke. bynyhu cBenok ,,ycnexa” pedopme, K0joj je IPETXOAUIO
OeneKehe TPATUITMOHATHUX TPUYKUX MEJIO/INja eBPOIICKUM HOTaMa,
CPIICKH TIaTpHjapX je MOCTa0 MOKPOBUTEJh MPBOM, HA €BPOIICKHUM
MYy3WYKUM OCHOBaMa IIKOJIOBAHOM CPIICKOM My3uuapy, KopHenujy
CrankoBuhy, majyhu my monpiiky 3a mMenorpaducame jeTHOIIa-
CHHX CPIICKHX HalleBa, YjeIHO U 3a lbUXOBO XapMoHH30Bame.* [Tyt
Ka YHU(HUKOBAWY jeTHOIVIACHUX HaIleBa, KOje Cy 3auCTa BHIIIEC ,,I'y-
JIAITA” HETO T10jajii OHJIAIIIHU CPIICKHU T0jIH, OO je TaKO TpacHpaH,
aJu Ha TeMeJby HJIeje O YCTPOJCTBY BHIIEITacja, Koje je Beh Tama
MOCTAJIO CBOjEBPCHA HJICOJIOTH]A y JINTYPTHUKOM KUBOTY Cpricke
upkse. Hapomuum nenom npornacuhe Kopuenuje Crankouh cBojy,

7 Vwmajyhiu y BUdy WApH APYIITBEHH KOHTEKCT, HAPOIHTO YIOTY KOjy Cy rpaljancku
NPBAIM UMK Y JKHBOTY L[PKBE, II0CTaje jaCHO J1a CBE U [a HHje NMa0 HAKJIOHOCTH 32
3arajiHe My3H4Ke BPEIHOCT, CPIICKH TAaTPHjapX, U3, JOAYIIE, XPHITNAaHCKOM IIPUCTYITY
HETIPUMEPCHHUX TUIUIOMATCKUX Pa3jiora, TEMIKO O MoKa3ao mpoTHBibeikhe Behnan. OH
caM IIOMHHKE 1a je OIIIITE MHUIIJBCHEC CBHUX Oa Tp66a BULICTIIAC MHCTUTYIIUOHAJIU30-
BaTH, Te Jia Cy U ommra ocehama CBHX, M CTAPUX M MIIAJINX, TAaKBa Jia j¢ HOBAa My3HKa
IYIICKOPUCHA, Te OTY/a ,,HUKO (y UpKBY, puM. B. I1.) He j011a3u [1a Mojame Kao My3UKY
ClyIIa, HEro Jia ¢ XapMOHHYHHUM OHHMM H3pa3uMa CBETHX MOJIMTABa U CIABOCIOBIbA
Boxujer cjeaunu u 1yxoBHO 1a ce usrpanu’ (Pajaunh 1848).

Pozisn npuMHTHBH3aM Ml HAPOJIHA PETUTH]A, KOja CE IIPETBOPHIIA Y ONICKYPAHTH-
3aM HoKasaja ce noryoHa y 106a 60oJpIeBUYKe peBonyunJe (®noposcku 1991: 540).

KOpHeJ‘II/I_]eBe TPBE XOPCKE JINTYPIUjCKE XMMHE, KOj& HUCY KOMIOHOBAHE Ha OCHOBY
JEIHOCTAaHOT TPaJANIHOHAHOT 1I0jaba U Koje 300T Tora HICY UMaJle yCIexa, H3BeICHe
cy y kyhHoj kanenu Jocuda Pajaunha y Kapnosuuma.
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Ha OCHOBY ,,HApPOJHOT IPKBEHOT T0jama’’, KOMIIOHOBaHY Jluityp-
2ujy y3 npatiky kiaBupa,”® To ucto yunnuhe u CrteBan Mokpamaig
obagernTaBajyhu jaBHOCT Ja je M BeroBa — ,,HapoaHa” Jluiuypzuja
pHBEIEHA Kpajy.”!

[Tonykan na OpaHu ,,xapMoHWYecKo TjeHuje”’, Pajaunh je y
Clly4ajy 3BaHOM 6uuleziacje y JeJHOM 3acUTypHO Ouo y mpaBy. Mc-
IIPOBOIMPAH BEIMYAHEM ,,[PUKE Bepe U IpUKe rcanmMoauje” y mup-
KyJapHOj TOCJIAHUIM BacesbeHCKOor marpujapxa u Cunoma I'puke
L[PKBE, OH j€ y 3aBPILIHUIIM CBOT OATOBOpPA OINpPaBAaHO MOKa3ao Aa
j€ CBECTaH CONCTBEHOT apXHjepejcKor ayTopuTeTa. Ykazyjyhu, Oe3
OKOJIMIIama, Ha [JIaBHE Y3POYHHKE pa3/ie/beha YHyTap jeJHOT Tella
KOjy I[pKBa XPHUCTOBA MPEACTaB/ba,”> M KUTOMIyNH Ka0 UCKIbYYHBE
Y3POUYHHKE EMUCKOIE TPUKOT MOpeKya, MOCTaB/beHE C OJIarocioBOM
,»CBETOI' KOHCTAaHTUHOIIOJHCKOT TPOHA™, CPIICKH TMOorIaBap noTephyje
Jla Cy HarOMHJIaHu 1po0sieMu Mel)y HHCTUTYIIMOHATTHUM ,,HAl[MOHAI-
HUM” I[pKBaMa Ha bajkaHy MOCTUIIM BpXYyHaIl y BpeMe 00eIeKeHO
MIPUIIPEMOM 3a 0clI000h)ermhe 0/1 3ajeTHUYKOT TYpCKOT japma. Y go00a
OOrociI0BCKE CKIIEpPO3€e, y KOME Cy IpPaBOCIaBHH, ,,3apaKCHH BHUPY-
COM XUIIEPTPOPUPAHOT HATMOHATIU3MA ™, pOOOBAIIH ,,[TPOBUHIIN]ATTH-
3My JiokanHux npegama’” (Llmeman 1994: 322), cBu cy ce, Mame Win
BHUIIIE, TIO3UBAJIM Ha HAllMOHAJIHE Mpeceaane u3 npouuioctu. Jbydas
IpeMa COICTBEHOM E€THOCY — Koja je Mo ce0M CacBUM CIIOjuBa ca
CYUITHHOM IIPKBE — U3METHYJIa C€ Y MaraHu3am.

W3Ban rpanuna bankana, y napctyjyurdoj Bujenu, ucroep-
HE MpUMNagHuKe 0aJKaHCKUX Hapoja, ako HU y YeMY JPYTrOM, YBPCTO

50 Iecma je cTBOp HAPOMHHM, jep OHA HCTHUE M3 CPIA HApomHOra. Y TMojamy Kasyje
HapoJ modokHa ocehama cBoja... [lojame ce yBek nperonu y ocehame, IPeTonu y Bepy
Hapo/Hy... Hamie npkBeHo nojame... Kasyje 1yooka nodoxHa ocehama... jep je oHo uc-
TEKJIO U3 Cplia Halllera HapoJia WK, XUCTOPUYKH Jla KaKeMO, OHO je HacielheHo 100po
Halllera Hapo/a, Koje ce y JAyXy HhEeroBoM MPETOIIIO peMa ocehamy cplia mberosora...
Heka je BpeTHOCT BEIITAYKOT T10jarba ca BEIITAYKOT [IIEIUINTA BEJIMKa, aJli Ce O] Ihera
UIITe jorur HeuTo Behe, a To je, /1a je OHO U HapOJIHO, jep caMo je OHJIa OHO, IITO Tpeda
na je” (Crankoruh 1862: 4).

,,Ja 3HAM: JIa je CPIICKOME HapOay MOTpeOHa YMETHOCT y OIIITE, a jOII BHIIE OHA
KOja je Yy leMy caMoMe IocTaja, u KojoMm ce oH bory momnu. OBO je Jierno TakBe BpCTe.
ITpaBu TBOpAIl BETOBE OCHOBE jeCTE CPIICKU HAPOJ. Ja caM ra o CPICKOr Hapoja Imo-
3ajMHO, M CaJi Ta Y CKPOMHOME YMETHHYKOM PYyXy OIIET Mpe/ajeM CpPIICKoMe Hapoay”
(Moxkpamarr 1901: 22, 24). O ToMe 1ITa je U y KOjOj MEpH Y HOBH]jOj CPIICKO] TOjauKoj
TPaIMLMjH 3alCTa HAPOAHO, CPIICKO, A TOCEOHO, MPaBOCIABHO U LIPKBEHO, BPEIH MOC-
BETHTHU 3aCeOHY CTYAH]Y.

Pajaunh HaBomM mpuMepe CHUMOHH]jeE, I100€ BEpHHUKA, HAIMK arapjaHckoj, mpoja-
Bam-e CBETHIHA, U YII030paBa J1a ,,CBE JIOKJIC HCTHHA U IPaB/ia U YHCTa CaBECT He 3aBia-
Jla Ha CBETOM MPECTOJY KOHCTAaHTHHOIMOJHCKOM, Ha KOME je ceaeo 3IIaTOyCTH U JIOKIIe
He Oyne nato CpbOuma cpricko, byrapuma Oyrapcko u JelnnHUMa jJEelTMHCKO, Tj. CBAKOME
POy ENUCKOII KOjU IbMXOB je3UK TOBOPH U Ha je3UKY HBHXOBOM IIPOIIOBEA, U HA je3UKY
BHXOBOM UX CaBeTyje, yuu, n300/MuaBa, Kaxmana, ¢ BbHMa U J00po U 3710 0] cpua
Jienn’” BaceJbeHCKH TaTpHjapx Hema rokpuhe na ce Hamehe ka0 HCTHHHUTH MTACTHP, K0
OHaj KOjU JIyIIly CBOjy 3a oBIIe cBoje monaxe (Pajaunh 1848).
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j€ moBe3ala Hosoctuapa, Hawaiyha 9€TBOpOIIacHa PKBEHA MY3H-
Ka. Y cnoMeH naHa kaaa je Jlyx CBeTu cuiiao Ha amocToje U 00-
JIapUO MX 3HAKEM je3WKa pasHUX Hapoja, KaKo OM MX MOAYYHIH Y
xpuihaHckoj Bepu, CBeToTpojudHa 1pkBa y beay

,OWIa je Iymke IyHa Hapoga Oe3 pa3inKa BjepOHCIIOBEIAHM]A...
Jlero je 60 OBIE MPUM]jETUTH, KaKO je jaka CBje3a CPOACTBA IIPKBE-
sor. Hutu je Ty I'pukom yBy CpOcka jekTeHHja IITO cMeTaa, HUTH
je CpOckome rpuko mojame: OHa unea (!) ga jenHako o BpxoBHOM
Bnary mucnumo, jeqHako ocehamo, U jeHaAKUM HAaYWMHOM MECTH U
ocehama Hama mpen UCTUM H3pakaBaMo, Tako je Omia OB/Ie Y3BH-
IIIeHa /1a Cy jOj C€ Y OBUM CBETHUM YacOBHMa CBE APYTre MopaJie MOj-
quHUTH (AHOHMM 1844: 223).

Omnucana JeAHOAYLIHOCT 3ayro he n30CcTaTy y 3ajeHIYKIM
MOJIUTBaMa Koj€ je MpaTHiIo APEBHO JeTHOITIACHO [10jaibe, TOTPELIHO
HAa3BaHO I'PYKO, KAKO O]l CTpaHe BaceJLEHCKOT marpujapxa AHTUMA
y XIX Beky, Tako U 0/ CTpaHE HEMY CaBPEMEHHUX CPIICKUX LIPKBe-
HUX JIOCTOjaHCTBEeHHKA.> TOKOM Jpyre MOJOBHHE TIOMEHYTOI CTO-
neha, TONPUHOCOM CPIICKUX 3alKcHBayva KOjU Cy €BPOICKUM HOT-
HHUM TTHCMOM O€JIe)KUIIA MeJojrje, a moceOHo 3anarameM CTreBaHa
CrojanoBuha MokpamwIia, Kako y JJOMEHY Menorpaduje IpKBEHUX
HareBa, Tako M y LIPKBEHOXOPCKOM CTBapallallITBYy, OorociyxoeHa
My3HKa j€ KOJ Hac, y CKJIaJly ca OINIITUM HAaI[MOHAJIHUM TEHICH-
nujama, gobuia CTajiHe enuTeTe ,»CPIICKa” | ,,HApOJIHA, y3 TO JOIII
" ,,[IPaBOCIaBHA” ¥ ,,ipKBeHA” . OBH, BUIICCTPYKO WHTPUIAHTHH,
TI0JMOBH 3aCIIyKy]y Jja Oyay IPOTyMa4eHH y 3aceOHOJ CTyuju, Oar
Kao IITO 3aciy’Kyjy OICepBalujy u METOJIH 1 HaIMHH 6opbe na ce
y XX u XXI cronehy on yriusa ,,rpuke” rcajamMoidje caaysa y 0o-
rociyxemy CpIricke IpKBeE ,,lbeHO — ,,CPIICKO HAPOJAHO MpaBOCaB-
HO LIPKBEHO nojame”’. CaMO3BaHMM 4YyBapuMa CPIICKE TPaaHIIH]je,
yJ€OHO CaBpEMEHHUM CPIICKUM HJCO0J03MMa HallMOHATHE LIPKBE U
HallMOHAJHE PKBEHE YMETHOCTHU UCTHHA HE CMETa pycKa I[PKBEHA
MYy3HKa y CPIICKOM OOTOCIYXEHY WM Ha KOHIIEPTHOM IOIUjyMY,
HU jeIHOIVIacHa, HU BUIIEIVIACHA, U HAPOUYUTO OBa MOCIEAma, Oalll
Kao HM XOpcKa Jiesia ayTopa uuja ce ,,HallMOHAJHOCT HE JIOBOAH Y
nurame. ,,I puko” je, mehytum, 030mipHa npeTma. OTKyna oBaj 3a-
30p U MMa JIU 3a Ibera OlpaBiama y MOCTMOAEPHOM /100y, MUTamba
Cy KOjIMa OJIFTOBOPH MPEJICTO]E.

53 0 oxcycTBY MOAPIIKE CPIICKHX EMUCKONA 33 00YUaBame CPICKHUX M0jana Ha pedop-
MHCaHO] HEYMCKOj HOTAIIMjH U IITAMIIAkhe HEYMCKHUX T0jaukuX Kibura Bujaetu [letpo-
Buh 1992: 65-72.
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Vesna Peno

ON THE MULTIPART SINGING IN THE RELIGIOUS
PRACTICE OF ORTHODOX GREEKS AND SERBS:
THE THEOLOGICAL-CULTUROLOGICAL DISCOURSE

(Summary)

In 1844, Serbian patriarch Josif Rajaci¢ served two central annual Liturgies,
at the feasts of Pasha and Penticost, in the Greek church of Holy Trinity in Vienna;
these were accompanied by the four-part choral music. The appearance of new
music in several orthodox temples in Habsburg Monarchy (including this one)
during the first half of the nineteenth century, became an additional problem in a
long chain of troubles that had disturbed the ever imperiled relations between the
local churches in Balkans, especially the Greek and Serbian Orthodox. The official
epistle that was sent from the ecomenical throne to all sister orthodox churches, with
the main request to halt this strange and untraditional musical practice, provoked
reactions from Serbian spiritual leader, who actually blessed the introduction of
polyphonic music, and the members of Greek parish at the church of St. George
in Vienna, who were also involved with it. The correspondence between Vienna
and Constantinople reflected two opposite perceptions. The first one could named
“traditional” and the other one “enlightening”, because of the apologies for the
musical reform based on the unequivocal ideology of Enlightenment. In this article
the pro et contra arguments for the new music tendencies in Greek and Serbian
orthodox churches are analyzed mainly from the viewpoint of the theological
discourse, including the two phenomena that seriously endangered the very entity
of Orthodox faith. The first phenomenon is the ethnophiletism which, from the
Byzantine era to the modern age, was gradually dividing the unique and single body
of Orthodox church into the so-called “national” churches, guided by their own,
almost political interests, often at odds with the interests of other sister churches.
The second phenomenon is the Westernization of the “Orthodox soul” that came
as a sad result of countless efforts of orthodox theological leaders to defend the
Orthodox independence from the aggressive Roman Catholic proselytism. “The
Babylonian captivity of the Orthodox church”, as Georg Florovsky used to say,
began when Orthodox theologians started to apply the Western theological methods
and approaches in their safeguarding of the Orthodox faith and especially in
ecclesiastical education. In this way the new cultural and social tendencies which
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gripped Europe after the movements of Reformation and Contra-Reformation were
adopted without critical thinking among Orthodox nations, especially among the
representatives of the Ortodox diaspora at the West. Observed from this extensive
context, the four-part music in Orthodox churces in Austria shows one of many
diverse requirements demanded from the people living in a foreign land, in an alien
and often hostile environment, to assimilate its values, in this case related to the
adoption of its musical practices.

IIpumsseno 1. 7. 2014.

[puxBaheno 3a mrammy 24. 9. 2014.
OpurnHaIHA HAy9HU paj
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J/IBa morJieaa Ha jyrocji0BeHCTBO
Y CPIICKOj MYy3H4KOj nepuoauuu melhyparnor go6a*

Anekcanmap Bacuh!
My3sukomnomiku uHCTUTYT CAHY (Beorpan)

ArncTpakTt

Cryauja MCIuTyje OIHOC NpeMa HJICOJIOTH]H jJYTOCIOBEHCTBA y CPIICKUM MY3H4-
KUM 4acoIlMcHMa U3Mely /Ba cBeTCKa para. YOUEHO je IPHUCYCTBO JBajy pasiu-
YHUTHX, 114 ¥ CYNIPOTHUX CTaBOBa. J{OK Cy MOjeANHN My3H4Yapy CHa)KHO 3acCTyTIaln
U/Iejy MHTETPAIHOT jyTOCIOBEHCTBA, APYTH CY JKEJIEIH 04yBarbe ANCTHHKTHUBHUX
obenexja yHyTap Te 3ajenHure. Ta je momena KyIMHHHpala y ciydajy JyxHOC-
JIOBEHCKOT' TIEBAYKOT' CaBe3a y YMjH cacTaB XPBATCKH IjeBaYKH CaBe3 HHUje YIIao.
Tako ce y CpIICKOj My3UYKO] TICPUOIMIIA MOXKE MPATUTH TEMEJbHU HIICONOIIKHA U
nonuTHyky mpodiiem Kpasbesune Jyrocnasuje.

Kibyune peun

JYTOCIIOBEHCKA HJICOJIOTH]ja, CPIICKa My3WuKa nepuomuka — XX Bek, Jy:KHOCIo-
BEHCKHM TI€BAYKH CaBe3, XPBaTCKH IjeBadyku caBe3, boxumap lupona, Munenko
JKuskosuh

Cpricky My3n4Ky KyITypy MeljypatHor 106a o0enexwo je, mo-
pel ocTajor, JoTaja He3a0ele)KeH! pa3Boj My3HUKe MEepHOAMKe. 3a
HEILTO Mame Of1 JIBaJieceT TouHa y beorpamy ce mojaBuio yak ce-
JnaM My3udykux vacomnuca. To cy: Mysuuxu cnacnux (1922), Mysuxa
(1928-1929), I'nachux Mysuuxoé opywiusa ,, Ciuanxosuh” (1928—
1934, 1938-1941; janyapa 1931. npeumenoBan y My3uuku rac-
HUK), 36yk (1932—-1936), Becnux Jysrcnocnrogenckos ilesaukos cagesa
(1936-1936, 1938), Crnasencka mysuxa (1939-1941) u Pesuja my3u-
ke (1940). JIe xusbajae CTOTUHY OCaMIECeT JIBa TEKCTa, KOJIUKO U3-
HOCH YYMHAK OBHX TJIacHIIa, Oorar je rpaljom 3a OpojHa U pa3nuduta
UCIUTHBAKba, aHAJIHM3E ¥ TyMadera.” JeJIHOM O]l TAKBUX UCIIUTHBAbA
nocsehyjeMo mpocTop y 0Boj ctyauju. Ped je o omHOCY MelypaTtHux
MY3MYKHX YacOIIHCa IPeMa HJICOJIOTHjH jJyrOCIIOBEHCTBA.?

* OBa CTyAMja MpeACTaBba PE3y/ITaT pajia Ha NPOjeKTy MoeHiuitieiiy cpiicke My3uKe
00 JIOKAAHUX 00 2n00anHux oxeupa: tupaouyuje, ipomene, uzazosu (0p. 177004),
koju (uHAHCHMpa MHHHCTApCTBO NPOCBETE, HayKe M TEXHOJOMIKOr pa3Boja Bame
Peny6iuke CpOuje.
1 alvasic@yubc.net

HHTerpanHy aHaaUTHYKy OHONHOrpadujy HAIIUMX MYy3HUYKHX 4acoruca MehyparHe
€IoXe CaYMHHO je MUcall OBUX PEJI0Ba, OHA 3acajl Hije 00jaBIbeHA.
3 W3 nawrer msnarama mzocrahe ocBpt Ha rpaljy MysuukoZ nacnuka u3 1922. rogune. O
HJICOJIONIKIM acIeKTHMA T€ PeBHUje MHCAIH CMO Y jenHoj parnjoj mprmuid (Bacuh 2009).
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3BaHUYHO MpoKIamMoBaHa uaeosnoruja Kpassesune Cpoa, Xp-
Bata u CioBeHana, ogqHocHO KpasbeBuHe JyrocnaBuje, jyrocioBeH-
CTBO je MPHUXBaTaHO U AOOPOBOJLHO U UHTHUMHO, [IOTOTOBO Y MPBUM
roJMHamMa HOBe apraBHe 3ajennuiie.’ To ce MOXe 3ama3uTi 1 y My-
3WYKO]j MIEPUOIUIIN KOja C€ y TIOTIIYHOCTH CTaBUJIa y CITY»KOY jJyrocio-
BeHcke uieje. Konuko cy To peanHe KaJpoBCKe U TeXHHYKe Moryh-
HOCTH JIOMy1ITalne, 6eorpajacka riacuia 6enexusia cy paj My3uaKux
YMETHHKA, PETUCTPOBalia HOTHA U3/laha, KIbUIe, Yacomuce 13 pas-
HUX KpajeBa Jyrocnasuje. beorpajacku My3udku yaconucu mehypar-
HOT BpeMEHa JOHOCE BECTH O MY3HUKOM XUBOTY U MHCTUTYIHjama
y pa3HuM jaenoBuMa KpasreBuHe, HajBuIe y HajBehuM meHTpuma, a
00jaBJbyjy C€ M BECTH O M3BOhEHHMa M YCIIECHMa JYTOCIOBEHCKHUX
KOMITO3UTOPA Y HHOCTPAHCTBY.
JyrocimoBeHCKH capkaju y My3W4KO] TIEPHOTUII 00EICKSHH
CY CBOJEBPCHHM 3aHOCOM MY3MYKHX IHcala U ypeaHHuKa (Hapodu-
TO onMax 1o HactaHky KpasseBune CXC), aimu, UCTO Tako, OTBOpE-
HUM HCKa31BambeM HE3aJ0BOJHCTBA U KPUTHKOM HEXEJbEHUX, phaBux
1ojaBa U TCHJICHIIMja. PelaTHBHHO paHO 10jaBHO Ce U 3HAK TyOOKOT
pa3sMUMOMJIAKEHA Yy MOMIEAY Ha TEMEJbHU aCHEKT jyroClIOBEHCKE
U7E0JIOTHje — Ha MHUTame MPUPOAE M CTEIEeHA jeIMHCTBA Pa3IUyu-
THUX Hapoja MOK OKpUJbeM Te uaeosoruje. Ta Tpu enementa — oay-
HIeBJbEHE, KPUTHKA/TIOJIEMHKA, paswiaxeme y (QyHIaMEHTATHOM
CMUCJTYy — YMHE OKBHUP Y KOJEM C€ UCIIOJbUJIA JYTOCIOBEHCKA MpooIIe-
MaTHKa y HalluM My3W4kuM daconucuma. Ho mohumo, Hajmpe, ox
pUMepa 3aCTyIIJbEHOCTH JYTOCIOBEHCKE TEMAaTHKE Y HALTUM MYy3UY-
KHMM YacollicuMa u3mely /Ba para.
[TojennHu My3UYKH YaCOMKCH MO3BAJIM Cy XPBAaTCKe My3H4ape
Jla cCaMH MpeJcTaBe cBoje Ouorpaduje u cBoj paa. Takas je Ouo ciydaj
¢ Aarynom Jlo6ponuhem y I nacnuxy M/ ,, Ciuankosuh” (leroBa ay-
tobuorpaduja je nzama 1931) (dooponunh 1931). Crynuje, orene
U YIaHKE O XpPBATCKUM U CIIOBEHAYKUM KOMIIO3UTOpUMA 00jaBUIIH CY
My3uuxu nacnux v (Hajpuiie) 3gyx. Pukapn [IBapir (1933) je nmucao
0 KJ1aBUpCKO] My3uiu Jocuna CrnaBeHCKOT (MCTYNHBIIU C TeHEpal-
HOM KapaktepucTukoMm CliaBeHCKOT Kao pomaHTH4apa). O AHTOHY
JlajoBuny je mucao CnaBko Octepir (1933), a JIajoBuir je mpeacTaBuo
Mareja Xy6ana (1934), nocebHo ucrakasim Xy0a 0B paJi Ha Iporia-
rupaby MokpamueBux Pykoseuiu kox CioBeHala, Pe U Ha IIOYCTKY
Ipsor cserckor para. bopuc Ilanannomnysno (1934) je sHamadku u
MIOHECEHO, C HaIJIalllaBHheM JYTOCIOBEHCKE HJIE0JIOTHje, TOBOPUO O
BanocnaBy Jlucunckom, a Buxktop HoBak (1934) o ®pawu [yrany
crapujeM. AHanu3y CBUX cTaBoBa Penucuoghonuje Jocuna CrnaBeH-
cKor y 38yky je o6jaBuo bpanko M. JIparyrunoBuh (1934). IIperen
CaBpEeMEHOI My3HUKOT cTBapama koji CloBeHalla Harmucao je Miaaau

4 O cnoxennm npoGreMiMa MpBe jyrocIoBeHCKe apxKase BiaeTr I'porx 2005.
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HAparorun Lserko (1939). Huje noTpeOHO HaBOAUTH JOLI CIMYHUX
npumepa. Cpricka My3nUKa EPUOANKA HACTOjajla je Aa NPUKaKe paj
Haj3HAYaJHUjUX XPBATCKUX M CJIOBEHAYKUX KOMIIO3UTOPA M MOXeE Ce
pehu na je y Tome ycnena. CBU HaBeJeHH WIAHIM YHAIPEIWINA CY
MO03HABaKE XPBATCKE U CIIOBEHAYKE MY3HKE KOJl O€OTrpaiCKe U CPIICKe
yuTajgayke myonuke. HarmamaBamo cpricke jep cy 4acomucH U3Ja3u-
nu y beorpany, a y XpBarckoj u CIioBEeHHU]HU je paJl HaBEeACHUX, TaMO-
IIBUX My3U4apa Mopao OWTH TIO3HaTHju Hero y beorpany.

JyrocinoBeHCTBO je y HAamuM MeljypaTHUM My3WYKHM TJIACH-
JuMa OWIIO 3acTynaHo W OOpOEHO M ¢ HECKPUBEHOM €MOIHjoM. Jy-
TOCJIOBEHCKA MJICOJIOTH]ja HHje 3acTylaHa ,,alicTpakTHO, Beh ce oHa
Be3WBaJla 32 KOHKpETHA My3HUKa MMHUTama U caapkaje. EMorujama je
00eJIeKEeH WIaHAK KOjH je Bechux JyacHocnio6eHCKOE tlesaukos cage3a
MOCBETHO JBAJICCET METOj TOMUIIBLUIY YMETHUYKOT pajia CBeTonKa
[Tamrhana-Kojanosa, npBor aprtuctuukor Bohe Capesa. 3a KaJeHILY
YJIaHKa cadyyBaHU CY PEIOBU KOjU TOBOPE O JETHOM MPOTpaMy KOjH je
01O BHIIIE Of] UACOJIOTH]E, KOjHU j€ 3a MOjeANHE JbyJe OHOTa BpeMeHa
Oono unean u ocehame:

,,Za svoje znanje koje ima, PaS¢an i1 danas priznaje da duguje vec¢nu
zahvalnost svojim uciteljima Humlu, Lhotki, Duganu i Rosenberg-
Ruzi¢u, Hrvatskom pjevackom drustvu ,,Lisinskom®. Jugoslovenska
muzika mnogo duguje Svetoliku Pas¢anu jer je posle rata bio Pas¢an
prviijedini Srbin dirigent koji je u istoj meri i podjednako propagirao
dela hrvatskih i slovenackih autora, Sire¢i time ideju jugoslovenstva”
(Anonum 1935: 22).

Wnak, jyrocioBeHcka HCOJIOrHja je cXBaTaHa Kao BPEIHOCT,
Kao LIJb KOjeM Tpeba CTPEMHTH, alli He U Kao 3allTHTa 3a [0jaBe 1
cajipKaje KOju HUCY 3aCIIy’KMBAJIM MOAPILIKY WU MIO3UTUBHY OLICHY.

I[Ipe cBera, 3amMepke Cy cTaBjbaHe My3UUKUM LieHTpuMa Kpabe-
BUHE U BeHUM ycTaHoBama. [Ipumeheno je oacycTBo xebe, OHOC-
HO citaba BoJba 3a capamboM U Mel)yCOOHMM MY3HUYKHM MTO3HABAHEM
U yBakaBambeM. AHTYH J[oOponuh je To 6putko dhopmynucao. Ilpe-
Ma HEroBUM peunma, JyrociaBuja uma TpU My3UdKa HEHTpa KOjuma
je jacHa TeHaeHIMja na ce mehycooHo urnopuiry (Jlooponuh 1933:
59). [la je jyrocioBeHCKa My3UYKa CTBAPHOCT JIAJIEKO O]l )KEeJbCHUX,
MPOKJIAMOBAHUX I[MJbEBA, CBEJOYE MCKPEHE, CTATUCTHUKOM TOT-
persbene onicepBanuje Jlynujana Mapwuje Ilkepjanma. On je 1933.
y 36yky u3amao ¢ oTBopeHUM Ipumendama beorpaay u 3arpedy, u
TO 300T 3aHEMapHBamba CIOBEHAUYKHUX OMEPCKHUX Jelia Ha PEernepTopy
no3opuiiHux Kyha y Tum rpagosuma. Haume, JbyOibana je, kako Ha-
Bonu IlIkepjanil, 3a KpaTko BpeMe MOCTaBUJIa CBE XPBATCKE U CPIICKE
orepe (OH HABOJIM U MPUMEPE), IOK TO HUje OO CiTydaj ca CJIOBEHAU-
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kuM oniepama y beorpany u 3arpe0y. [ToBonom cnabujer onzusa beo-
rpana u 3arpeba Ha cioBeHauKy My3uKky, llIkepjani mpumehyje kako
je ipak [...] Cudno da je danas slovenackom kompozitoru lakse da
stavi SVOJC delo na program u Pragu ili Brnu nego u Zagrebu ili Beo-
gradu...”. (Skerjanc 1933: 148). IIpumen6e je umao u beorpax — Ha
cB0oj pauyH. OcBpT Ha Georpaacky npemujepy onepe Huxona LLIyouh
3puncku WBana 3ajua, Crasencka my3uka OTIOUHBbE cieachum
peunma: ,,Mopaio ce, ncruxa, yexkaru 20 ronuHa, ainm je beorpazcka
orepa HIaK UCIYHWIIA Je[IHY CBOJy KYJITYPHO-YMETHHYKY MHUCH]Y —
u3Bena je Ha cBojoj cuenu Huxony Illyouha-3purckoca on MBana
3ajua” (Anonum 1939: 1)

[TuTame Mo30pHUIIHOT perneproapa, y KojeM Cy 3HayajHy yIory
YBEK Urpajy U (UHAHCH]CKU U OPraHU3aIlMOHH Pa3Ji03H, HUje HYKHO,
YBEK, carie[aTd Ha HEMOBOJbAH HAUMH — KAa0 pe3ynTaT HEelIO0BOJbHE
NaXbe T0jeIMHUX JIMYHOCTH U YIIPABHUX TeJNa U, IOTOTOBO, KA0 3HAK
phaBe Hamepe. Octajy, MmehyTum, 1Ba 3HauajHa actiekta. C jeHe CTpaHe,
y OHO BpeME Yy Hac Ce OYMTO BeoMa MHOIo JApxkajo ga mehyomHoca
JPKaBHUX KYJITYPHUX LIEHTapa y MoIieay perneproapa 1 3aTo e TOJIHKO
pacmpaBJbalio 0 HejeTHAKOCTUMA U JTJakyHaMma. Kako je jyrocioBeHCTBO
OUJI0 CHAXKHO 3aCTYIAHO, Pa3yMJbUBO j€ Jia Cy Ce Tpaxuiie MOTBpAE
MPUBPKEHOCTU TOM mporpamy. C apyre cTpaHe, 3Ha4ajHO je Jia ce O
OBAKBHMM IMTabIMa PACIPABIbAII0 OTBOPEHO 1 Oe3 3a3opa. To roBopu
0 TpWIMKaMa y OHJAII0j Ip’KaBU U APYIITBY. JyroCIOBEHCTBO je,
JaKie, y My3MYKUM 4acolucHUMa OpambeHO MO3UTHUBHUM MpUMEpHUMa
MY3HUKEe capajibe MOoje[MHala U3 Pa3IUuuTHX Haldja U LIeHTapa,
00opOeHNM 3ajarameM 3a HEroBe My3MUKe BPEIHOCTH U €MOTHUBHUM
W3JIMBUMA KOJW HUCY O HEYBEPJHUBH.

Kpurtnaky npuctyn MysudkoM peneproapy cpehemo, Ha
Jpyrayuju HA4YuH O] MPUKa3aHoT, y jenHoM uiaHky CnaBka Octepia.
Y CcBOM OCBpPTY Ha OIEPCKYy W KOHIEPTHY ce30Hy 1927/28. y
JbyOsbaHu, OH KaO HEraTMBaH PEernepTOapPCKU I'ecT HaBOAU U3BOheHme
onepe /Kenuoba Munowesa Ilerpa Kowmouha (Osterc 1928: 247).
IIpa Kormosuhesa orepa, [ei0 mBeroBe MIALOCTH U BUIIC IyTa
peIuroBaHa, CBaKako HHJ€ HAa BUCHUHHU KAaCHUJUX KOMIIO3UTOPOBUX
ocTBapema KakBa cy Kues 00 3eine n Kowiwiana. Octepuia HHUCY
CIyTaBaj CyBUIITHH 003upH. To je mTo je jeaHo A0 T0JIa3uiIo U3
JPyror MY3WYKOT' IIEHTpa 3ajeHUYKE ApKaBe HHje MOApa3yMeBalo
OJ1aXKU KPUTEPH]YM.

O30WJbHN 3HALIM KPH3€ JyTOCIOBEHCKE APXKABE U JyTOCIOBCHCKE
HM/ICOJIOTHje IIOKa3alK Cy Ce y HAlllMM MElypaTHNM peBHjama y jeAHOM
Clly4ajy, jeJHOM alli JOBOJBHO CHaXHOM Ja OW Ce jaCHO yO4HIIO
NOCTOjakbe PasIMYMTHX IOIVIC/a HA 3HAYajHAa My3WUKa [UTama, a
OHJIa U Ha JYTOCJIOBEHCKY HJICOJIOTHU]Y U JP>KAaBHY 3ajeIHUILY. Biio
je To muTame Jy:>KHOCIIOBEHCKOT MEBAYKOI CaBe3a.
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Jy’)KHOCJIOBEHCKM I€BaYKH CaBe3 je MPEACTaBIba0 jEAHY Off
Haj3HAYajHUJUX YCTAHOBAa OHJAIIKBET MY3WYKOr JKHMBOTa. [IBa on
Hamux MehypaTHHX MY3WMYKHX 4Yaconuca Ha cebe cy Omia ysena
¢dbynkuujy 3BannuHOr Tacwina Caseza — Mysuxa (1927-1929) u,
MOCJIe BEHOT Taiewa, I nachux Mysuukos opywiusa ,, Ciuankosuh”
(1929-1934) (rommue 1935. JIIC je xoHayHO TMOYEO Ja H3Iaje
CaMOCTAJIHO IIacuio, Ouhe To Becnux JyiCHOCI08EHCKOZ 1ie8auKoZ
casesa). O6a yaconuca nparuia cy paxn JIIC-a, a moce6HO ce y ToM
cmuciy ucrakao I nacnux MJ] Ciuankosuh; u3 6poja y 6poj y memy
cy 00jaBJbMBaHU OICEKHU, MOAPOOHH M3BEIITAje O pajy, OJJIyKaMa,
koHKypcuma Caesa.

[Ipe nero mro npehemo Ha nutame JIIC-a, 3agpkahemo ce,
Ha TPEHYTaK, Ha BECTH O YCIIEXY jE€IHOT JyrOCIOBEHCKOT KOMITO3H-
Topa y umHoctpaHcTBy. CpenuHom 1927. Ha ®ectuBany Mehyna-
POJHOT APYINTBA 3a caBpeMeHy My3uky y ®pankdypty Ha MajHu, ¢
BEJIMKUM YCIIEXOM H3BeZIeH je opartopujyM boxunapa [upone, /Ku-
60Ul U clioMeH crasHux yuutiena ce. opahe Rupuna u Meiwooa. O
auraBom decruBany u o npujemy csora jeina I[llupona je 06jasro
obumaHn nsBewraj y Mysuyu (Sirola 1928) U3zBohemy y Hemauxoj
MIPUCYCTBOBAO je U eHmecku Mmy3ukoior Exapna I1. Jlentr (Edward
Joseph Dent), y oHO BpeMe nipeacenHuk MehyHapoaHor apymiTBa 3a
caBpeMeHy My3uKy. [lociie koHIIepTa OH je CTYIHO Ha MO30PHUILY U
onpikao roBop. Jleo te O6ecene, y mapadpasu, npeneo je [llupona y
6eorpanckoj Myszuyu:

,-.. Dent [je] dosao i u oduljem govoru Cestitao drustvu [,,Kolo™]...
S ne malim ponosom istakao je, da osim Jugoslavena, osim Hrvata,
koji su svoje sposobnosti upravo dokazali, ne zna na svijetu drugog
naroda van Engleza, koji imaju dosta staru i dotjeranu pjevacku kul-
turu a da bi se uopée usudili izvesti ovakovo djelo” (Sirola 1928: 24).

IIpenusna Hujanca y JIGHTOBOM roBopy — ,,0cuM JyrociaseHa,
ocuM Xpsara” — Hije cliopHa, jep Ilupona je 610 XpBaTCKu H jyro-
CIIOBEHCKU KOMIO3UTOp. buiio je, nomyiie, ycnenaux opatopujyma u
y APYTUX JYTOCIOBEHCKHUX Hapoja — CeTUMO ce, mpumepule, Backp-
cerwva CteBana Xpuctuha, u3 1912. ronune. Exsapn JleHT BepoBaTHO
3a TO [IeJI0 HHje 3HaO, a llTupona ra'y cBOM U3BEILITA]Jy — CBOJUM PEUH-
Ma — HH]j€ TIOMEHYO. MelijHM TO OBJIC HUJC U HajBaXXHH]C. 3a TeMy
HallleT pa3MaTparba 3Ha4ajHO Je MPUMETHTH Jia Ce y Halloj Mehypar-
HOj MY3UYKOj IEPUOAMIIM jaBJba OBO OJaro UCTHUIAKE PA3INKOBaba
JYTOCIIOBEHCKHX ,,IIJIEMEHA’” yHYTap JyrociioBeHCKe 3ajeaHuiie. To
pa3IMKoOBam-€, KaKo U3IVIeNa, OBJIE je MCKa3ao cTpaHall, a Xpsar/Jyro-
CJIOBEH IpeHeo ra je. To pasnukoBame, TO 0jaro HariamaBamke, Ha-
OKO CUTaH MOojaTakK, noka3zahe ce Ka0 CUMITOM PA3NIUYUTHX MOTIIEAa
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Ha JYTOCJIOBEHCKY HJICOJIOTH]Y M jyTOCIOBEHCKY JPIXKaBy, a JIOBOIU
HAC U JI0 MUTamka 0 Jy)KHOCITIOBEHCKOM I1€BaYKOM CaBE3Yy.

Jy’)KHOCJIOBEHCKHM TIeBaykd caBe3 je Kao TeMa yBEIeH Ha
cTpanule MehypatHe wmy3uuke nepuoauke wiankoM Kocte II.
Mamnojnosuha, rmaBror cexkperapa JIIC-a, o Tpehem ckymy nenerara
CaBesa, oapkanom nenemOpa 1927. y 3arpeOy (ManojnoBuh
1928: 30). Y Tom uimaHKy cajap)kaHa Cy JBa Ba)KHa I10JIaTKa KOjU
he ob6enexutu JIIC kao Temy y Hammm daconucuma. MaHojioBuh
nonceha unraone aa je JIIC ocHoBaw 6. anpuna 1924. y JbyOspanu u 1a
cy ToM npusrkoMm y CaBe3 cTynuja cBa CpIcKa U CJI0BEHauKa, U caMo
HEeKa OJ1 XpBaTCKUX MeBaukux apymrasa (,Jlucuacku” u ,,Mnamoct”
u3 3arpeba, ,,/lyOpaBa” u3 JlyOpoBHuka u ,Jeka” ca Cymiaka).
Hauwme, Benuka BehnHa XpBaTCKUX MEBaYKUX JAPYyIITaBa HUje kKeena
Jla HaImyCcTH XPBaTCKH ITjeBaYKH caBe3, KOjH je 1mocTojao jour o 1875.
VY unanky Kocte ManojnoBuha nmomume ce HU3 omjIyka 300pa ca
3arpebaykor cacTaHka; jeJHa IJIacH: ,,Jia MporpamMu ApyIiTraBa Oymy
y IyXy JYyrOCIIOBEHCKE My3udKe uieosoruje”. HaBenena asa momarka
CYTepuIly Ja ce OJf CaMOr MOYEeTKa jaBUJIa pa3jivKa y XpBaTCKUM U
JIPyTUM, IIPE CBEra CPIICKUM MOTIIEANMA Ha jyTOCIOBEHCTBO.

Kako je Mysuka mpecrana na wznasu anpwia 1929. roaune,
T0 je Kocra MaHnojnoBuh ca cBojom TemoM mipemtao y I nachux MJ]
,, Ciianxosuh”. CBoj unanak c¢ kpaja 1929. u nouyetka 1930. oH je
MIOCBETHO HACTAHKY, UJICOJIOTH)U ¥ IPaKTUYHUM Iipobiaemuma CaBesa
(Manojmosuh 1930). HenBocMuiieHa je mweroa Tes3a: MOTPEOHO je
jenuHCTBO; Tpeba yjenuHuTH cBe moctojehe caBese y JyrocinaBuju.
KocTta ManojnoBuh ca xabebeM KOHCTaTyje 1a XPBAaTCKHU IjeBaYKH
CaBe3 HHje XKeJICO J1a HAITyCTH CBOj€ CTAHOBHUIITE O KOCT3UCTEHIIN]H
HallMOHAJTHUX CaBe3a Ha JyroclIOBEHCKO] TEPUTOPHjU. MaHojioBuh
npumehyje ga To omera ¢pynkuuonucame JIIC-a kao opranusanuje,
MOTOTOBO y KOHTaKTHUMa C HHOCTPAHCTBOM.

Ha crpanumnama cpricke My3uuke nepuoauke mehyparHor
no6a HHMje 00jaBJbeH TEKCT y KojeM Ou XpBaTCKH ITjeBauKH CaBe3
emabopupao CBOj MOIVIeN Ha CIOpHO mHTame. KoHmenmuja Tor
yApYyKeha YuTaolrMa je Ousa J0CTyIHa HHIUPEKTHO, TPEKO Hamuca
OeorpaJickux My3MUKHX MHCAlla KOjU Cy U3JIarajid CBOj€ CTAaHOBUIIITE
Y KPUTUKOBAJIHM HJIE]y U TIpakcy Koja je gonaszmia u3 XI1C-a.

Yetupu roauwHe KacHHje, y Mysuuxom Znacnuky, Kocta
I1. ManojnoBuh monoBo roBopu o omHocy JIIC-a um XpBarckor
HallMOHAJTHOT yapyxkema. OBora myra moBoja je Owia u30opHa
ckyniutuHa CBecoBeHCKOT neBadkor casesa y [lpary (ManojnoBuh
1933). MasnojmoBuh  HaHOBO HW3HOCHM HCTOPHU]Y  XPBaTCKOT
MPOTUBJEHA JEIUHCTBEHOM I[I€BAYKOM caBe3y 3a JyrociaBujy
u caommTaBa omiyke CBeciioBeHckor cameza y llpary. Ilpema
MPAIKO] Pe30Nayluju, 4JaHOBH CBECIOBEHCKOT YIAPYKEHka MOTy
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OWUTH caMO jeJIMHCTBCHH JP)KaBHU CaBe3W. YIPKOC TOMe, XPBaTCKO
npymtBo Hehe npuhu JIIC-y. CBe je ocTano kKako je u OWio, ¢ TUM
mro je XpBaruMa (M JAPyruMa, y JIPyr'HM CIIOBEHCKHM 3eMJbama ca
CIIMYHUM MPOOJIEMHIMA), OCTaBJbEH MPEIa3H POK OJ1 IECT TOUHA 32
JUKBUAUIM]Y TTOKPAjUHCKUX caBe3a. KapakrepucTtuuaH je oaroBop
Huxone ®anepa, npencennrka XI1C-a: »»--- 10 HCTEKA LIECT TOANHA,
oxpehenux ox koxrpeca y Ilpary... uma JOH_I BpEMEHa, U...JJOTie [ce]
KO 3Ha 1Ta jour Moxe aecutu” (Manojmosuh 1933: 188).> U noro-
JIIIO C€, Kao IITO je MO3HATO. ATEHTAT Ha jyrOCIOBEHCKOT Kpaba
Anekcannpa IIpsor Kapahophesuha, okrobpa 1934. y Mapceby,
JpaMaTU4HO MPOMEmkEHE Mel)yHapoIHEe OKOJHOCTH, YCIOH (hamiu3-
Ma, jayambe KOMyHHCTUYKOT MOKpEeTa, CHAaXKHO cy y3apmanu Kpaswe-
BHUHY JyrociaBujy.

Cprcka My3udka nepuoarnka Melyparae ernoxe Huje HamycTU-
J1a U3J10KEHO CTAaHOBUIITE O Jy)KHOCIIOBEHCKOM IIEBAYKOM caBesy. Y
YBOJHOM TEKCTY 3a IpBU Opoj Becnuka JyscHocnosenckos iledauxkoe
casesa, mapra 1935, Munenko JKuskosuh ce (1 Jajbe) BarpeHo 00-
PHO 3a JeJMHCTBEHY NICBA4YKy OpPraHU3alnjy, 3a jJeANHCTBEHY jyKHOC-
JIOBEHCKY (HETOB j€ M3pa3) HalMOHAIIHY KYITYpY, 32 — HHTETPAJIHO
U YBPCTO JYrocjaoBeHCTBO. KapakTepucTUyHM Cy 3aBpIIHU PEIOBU
HEroBOr eM(paTHYHOT YBOAHHKA:

»3a devizom: jedna drzava, jedan narod, jedan Savez, Vesnik JPS
poziva sve nacionalne pevacke snage u Cvrste i jedinstvene redove,
da ga svesrdno pomognu u izgradnji i odbrani homogene nacionalne
kulture kod kuce i kulturnog prestiza na strani” (Uredni§tvo 1935: 2).6

Kao mro ce Bunu, Becuux je mrammnaH JIATHHUALIOM.

JKupkoBuheB uiaHak W3amao je y TPEHYTKY Kaja je XpBart-
CKH TjeBa4YKH CaBe3 MpecTao Ja nocroju. Hamme, ommykoM ympase
Cagcke O6anoBuHe of 2. cenreMOpa 1934, XIIC je onrtykeH 3a paj
MIPOTHUB JIP>KaBHOT MOPETKA U 3a0pameH My je paa. Hukoma danep je

5 Buo je u apyrux morpeca y paay JIIC-a. Fomune 1932. ynpasa IIpBor Georpanckor
MeBAYKOT IPyIITBA OfuTydyje fa oBo ApymTeo uctymu u3 JIIC-a. Pasnor je pan ymnpase
Cage3a ,,koju He ciyxu HU CaBe3y HU HETrOBOj jYKHOCIIOBCHCKO] UICONIOTH]H, KOja je
eBo ocam zeueHuja Ouna ceetn 3aet [IBIT/1”; Buneru [lerposuh, Hakosuh, Mapkosuh
2004: 92. boragan Bakosuh Ha 0BOj CTpaHULIU HABOJU Jia je Mpekus Be3a ca CaBe3oM
motpajao cse o 1938. rogune.

M. XusxoBuh je u panuje 3acTynao ujejy 4BpcTor 3ajefHuITBa; roqune 1933. on
mume: ,,11Ito HU 10 naHac Huje HaljeHa ruiaropMma 3a 3ajeTHHYKHU paj ca XpBaTCKUM
MEBAYKUM CaBE30M, T. . IITO ce n3Mel)y Jiic n XIic Huje MOCTUTIIO CITMBAE Y JeTUHCTBEHY
HAIMOHAJIHY OpraHMu3aldjy, He Tpeba aa Oyne jour y3pok, Ja MCKPEHH MOOOpHHIIN
JY’KHOCJIOBCHCKE HAIIMOHAJHE KyJIType H3ryoe Hagxy. Mu uBpcTo Bepyjemo, na he u 3a
pellieHkhe OBOra BayKHOT MUTaka HACTYIUTH 00Jba BpeMeHa”; Buaetu JKuskosuh 1933:
193.
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nosHeo Tyx0y JIp>xaBHOM caBeTy y beorpany, merosa Tyxo0a je oua
npuxBahena u XIIC je moHOBO TIoueo j1a paau ox 2. HoBemoOpa 1935.
roguHe (Anonim 1984: 353). Anu Hukana Huje npumrao JIIC-y.

Cpricka My3n4ka IeprojuKa n3mel)y CBETCKHX paroBa CBEJIO-
4u 0 pactyhoj KpH3H KOja je Harpusala JyroCIOBEHCKY 3aje[HHULLY,
CBE/IOYHU IMPEKO jeJHOI, HAOKO, HE MPEBAKHOI OPraHU3alUOHOT MH-
Tama. Anu HUje Tako. OaHOC JY)KHOCJ'IOBCHCKOF MEeBAYKOT caBe3a U
XpBarcKor IjeBavKor caBesa Mokasyje na je u3 beorpana gonasuio
JEIHO CXBaTame jyrOCIOBEHCTBA, a W3 3arpeda apyro. [laprukymna-
pu3aM XpBaTCKOT I1jeBaUyKOI caBe3a MOKa3yje Jla HUCY CBE CTpaHe y
JYTOCIIOBEHCKO] JPYKABHU KEJIeJIe UCTY BPCTY 3ajeHUIIEC, 2 BPEMEHOM
HU 3ajenHully yomnure. /lucranuupanoct BehrHe XpBaTCKUX NeBay-
KHX JpyIITaBa yKasyje aa je y XpBaTcKoj ocTojansa CHaKHA CBECT O
MPUMAPHO] MPUIIATHOCTH XPBATCKOM HAIIMOHAIHOM KOPITYCY U Jia Ty
CBECT HHUj€ HaJIBJIa/iajia ujieja JyrocioBeHcTsa. beorpajacku Mmy3uuku
YaCcOIUCH OCTAaBUJIM Cy Tpara O TUM YUI-EHHUIIAMa U MpolecuMa, U
y TOM CMHCIY NPEACTaBJbajy M3BOP 32 MO3HABAIHE UACOIOUIKUX U
MOJIUTHYKHUX KpeTarma Y MPBOj JyrOCIOBEHCKO] apkaBu.’ To je Mamw,
alv BUJJBUB Tpar BEIHMKUX onrTepehema Koja cy obOenexuna cpii-
CKO-XpBaTCKe oiHOCe u3Melyy /1Ba para.

Cprickn My3uukn daconucu y n1o6a KpaseBune Jyrocnasuje
BEOMa Cy PETKO pearoBajii Ha KOHKpETHE MOJUTHYKe Jorahaje. Y
BE3H C JyrOCJIOBEHCTBOM ITOCTOj€ JIBa TaKBa IpUMeEpa.

VY Mecely y KojeM je Kpasb AJIeKCaHIap YKUHYO MOJUTHYKE
CTpaHke U nmapiamMeHT, Musoje MwuiojeBuh je Hanucao:

,,Danas je nastao trenutak da kroz duse Jugoslovena prostruji jedna
misao, jedna ljubav i jedna vera. Da se na toj misli, i na toj ljubavi,
i na toj veri zasnuje sreca Srba, Hrvata i Slovenaca, okupljenih u
bratsku zajednicu...” (Urednistvo 1929: 1). #

N Bukrop HoBak je cTrao y3 Biamapa U HEroBO JyroCIOBEH-
cTBO. Mysuuku 2nacnux on neuemopa 1934. o6jaBuo je HoBakoBo
CIIOMEH-CJIOBO Ha MokojHor Kpasba (Hosak 19346).° Taj Texcr ox-
JIMKYj€ C€ MOAUTHYTHM TOHOM, CHXKHHUM 3aJ1ararmbeM 32 jyrocoBeH-
CTBO, a TIOMEHYT je U Jy)KHOCJ'IOBeHCKI/I MIEBAYKHU CaBe3 Kao yCTaHOBA
y CIIyx0u Te uzeje.

7 JyXKHOCIOBEHCKOM TIEBAYKOM caBe3y HuCy nocseheHa oxropapajyha ncrpaxusama u
0 TOj BeoMa 3Ha4ajHOj YCTAaHOBH He MOCTOjU MoHorpaduja. Y HajHoBHje Bpeme o JIIC-y
Jée nucana busbana Munanosuh (Munanosuh 2011).

OBo MusojeBrheBo pearoBame Ha KpyIaH MOJUTHYKH jJoral)aj, jenaH oj Haj3Hauaj-
HUJjUX y UCTOpUjU mpBe Jyrocnasuje, ,,ocyano” je Hukona Xepruroma (Xepuuroma
1968: 32; 1972: 118). Xepuuromu je cmerano MunojeBuheBo npuamame y3 pojaiu-
3aM; jyTOCIIOBEHCTBO TOT yCMeperha beMy HUje OO MPUXBATIBHBO.

Mysuuku ZnacHuk je TOHEO W YJIaHaK ITOBOAOM IOTHOM]je Kpasba AJIGKCAH/Ipa U TOM
HPHIMKOM je TIOMEHYTO Jia j€ jyrOCIOBEHCKH KpaJb OMO MOKPOBUTEIb JyKHOCIOBEHCKOT
nieBaukor caBe3a (Hoak 1934a).
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VY CpHCKUM My3WYKHM YacolucuMa u3Mel)y CBeTCKHX paroBa
Yyo C€ CHaXkaH IIac 3aTOYHUKA JyTOCIOBEHCKE Hueje. Anu Ouo je
YyjaH ¥ IJ1ac OHMX CpeArHa U My3udapa Koju Cy ce Ipema TOj UJIejH
JpXKaJIM KPUTHYKUA U PE3EPBHCAHO. JYrOCIOBEHCTBO MY3HUKE Iie-
pHOIIMKE OHOTa J00a MMAaJIo je MPUMETHY CEHKY, a Ta je CeHKa Ouia
00jeKTUBaH 0JIpa3 CIOXKEHE CTBAPHOCTH IpBe Jyrociaswje.

Beh y Ha3uBy JyKHOCIIOBEHCKOT MIE€BAUKOT caBe3a cajprkaHa je
UJeoJIoNIKa Tiargopma 1 MoJIMTHYKA Heja jeaHora BpeMena. Kao
IITO je TO3HATO, Y MpOjeKTHMa 0aJKaHCKOT yjeaumema, npe [Ipsor
CBETCKOT para, Kao 1eo Oyayhe 3ajennure ouin cy subenu u byrapu.
Honwurnyky norahaju HUCY MIUIA Y TOM NPaBILy, ajiu je cse 10 Jlpy-
TOT CBETCKOT pata y JyrociaBuju KHBEO Tpar T¢ uigje. JyKHOCIO-
BEHCKHU [1€BaYKH CaBe3 HUKAJla HUje IPOMEHHO UME Y jY20CNI08EHCKU
cape3.'”

Y ,,AHKETH O HAIlMOHAJHOM MY3WYKOM CTHJIY”’, 00jaBJbEHO]
1928. y waconucy Mysuka, Kocta ManojnoBuh je o byrapuma ro-
BOPHO Kao Jely jyrocioBeHckor Hapona (Gotovac i sar. 1928: 156).
AKko cy ce TokoM Mel)ypaTHOT BpeMeHa U3 HaIlMX MY3HYKHX 4aco-
myca TakBa pa3Marpama IOBYKJIa, HHMje HecTalla U MaKmba Mpema
Oyrapckoj My3ulid. beorpajacku, Cpricki U JyroCJIOBEHCKH YHTaJIall
nobuo je nHpopmarmje o OyrapckoMm My3udkoMm (oskiIopy, Oyrap-
CKUM KOMIIO3UTOpHMMA U PENpOAYKTUBHUM YMETHHMIIMMA, U3 Iepa
Oyrapckux nucaua. lIpesohenu cy wianuu Oyrapckux Mysukorpaga
¥ 0 3al1a(HOCBPOIICKO] MY3HIH M ONIITHJUM My3HYKHM [THTABUMA.
CBojeBpcTan TeMaT o Oyrapckoj My3unu o0jasuo je 1940. Mysuuku
ZnacHux."

KapakrepuctudHo je 3a cprcke My3UdKe 4acomuce OHOra Bpe-
MEHa J1a Cy 00jaBJbMBAIM M OHE BECTH KOj€ HHUCY YJICTIIIaBae CIUKY
peasHuX OJHOCA Yy MY3WYKHM CpelrHama. TakaB je OMO ciy4aj u C
Byrapckom koja je 6uiia mocmarpaHa Kao orpaHak jy>KHOCIIOBEHCKE
nopozuue. Mysuxa je y cecuu 3a (edpyap 1928. objasuna Bect na
je MunuctapctBo npocsere byrapcke Hapeausio CBUM BiacTUMa y
3eMJbH J1a He 0Jj00paBajy KOHIEPTE MHOCTPAHUX YMETHHKA Kako Ou
ce nomahuMm yMeTHHIIMMa oMmoryhmiio na ,,3apaje 3a Kopy xJjeba”
(Anonmm 1928: 57).

Cprcka My3uyka mepuoauka u3Mel)y 1Ba cBeTCKa para Huje
HAQJU3JAIIHNA]A U3BOP 3a IMO3HABAIE MOJIUTUYKUX U UACOIOMIKUX
npeBupama y npBoj JyrocnaBuju. Mnak, u3BOpU y HOj MPUCYTHH

10y ypreparom mocMpTHOM ci0By Kpassy Ajekcanapy, Bukrop Hosax je caommTio
Jla je ynpaBo KpaJsb OHO Taj Koju je rpecyano ja CaBe3 OHECE MPHIIEB jYHCHOCIOBEHCKUL,
Bujietd HoBak 19346: 247-248.

11 Ykonomos 1932; KambypoB 1940; Kamnaposa 1940; bankancku 1940; Stojanov
1940; Pancev 1940.
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MOTY C€ Y3€TH Kao JaCHH CUMIITOMH KOJU BEPHO OJICIIMKABA]y XTCHa
U KPyITHE MY3WYKE M JIPYIITBEHOIOJUTHYKE MPOOJIEME OHOTa Bpe-
MeEHa.
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Aleksandar Vasic¢

TWO VIEWS ON THE YUGOSLAV IDEOLOGY IN SERBIAN
MUSIC PERIODICALS BETWEEN THE TWO WORLD WARS

(Summary)

This study explores the relationship between the Yugoslav ideology as
exhibited in Serbian music magazines published between the two world wars.
These are the following journals: Music (1928—1929), Bulletin of the Music Society
., Stankovi¢” (1928-1934, 1938—1941; in January 1931 it was renamed The Musi-
cal Gazette), The Sound (1932-1936), Herald of the South Slavic Choral Union
(1935-1936, 1938), Slavic music (1939-1941) and Review of Music (1940). I have
excluded the magazine Musical Gazette (1922) from consideration because I have
already discussed its ideological aspects in an earlier article (2009).

Yugoslav topics in interwar music periodicals are addressed in an ecstatic tone
by the music writers and editors (particularly immediately after the foundation of
the Kingdom of Serbs, Croats and Slovenes); one also observes open dissent and
criticism of undesirable, wasted tendencies. Signs of profound differences with
respect to the fundamental aspect of Yugoslav ideology — i.e. on the question of the
nature and degree of the unity of nations under the auspices of the ideology, appeared
relatively early in these journals. I argue that three elements: open enthusiasm,
criticism/polemic and fundamental differences, constituted a framework within
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which the Yugoslav ideology was expressed in the Serbian musical periodicals.

The third aspect has proved to be crucial. One could observe two different and
even opposing views on the Yugoslav ideology. While some musicians strongly
advocated integral Yugoslavism, others wanted the preservation of distinctive
national features within this ideology. This division is illustrated by the writings
of Croatian composer and ethnomusicologist Bozidar Sirola and Serbian composer
and music critic Milenko Zivkovié. The division in question culminated in the
case of the South Slavic Choral Union, which Croatian Choral Union refused to
join. Hence, Serbian music periodicals provide an insight into the fundamental
ideological and political problem of the Kingdom of Yugoslavia.

IIpumiseno 10. 6. 2014.

[puxBaheno 3a mrammy 24. 9. 2014.
OpurnHaIHN Hayq9HU paj
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IojaBa koHUenT ajdymMa y nomyJiapHoOj My3UIH
Jyrocaasuje: JIII njoue Kamen Ha kamen™

Jenena Jopanosuh'
My3sukomnomiku uHcTUTYT CAHY (Beorpan)

AInCTpakT

Anbymu rpyne Kamen Ha kamen, LP-60993 (1973) u OOYP / ABHOJ (1975), ay-
topa Hukone Bopore Panosana, nocemyjy KapakTeprCTHKE 110 KOjMa O ce MOTJIH
cMaTpaTy KOHLENT aJlOyMHMa: TEMAaTCKO U HJIJHO YCMEpEHEe y Urjoj je CIyKon
penocien Hymepa, OpraHu3anija My3HIKHX CPEICTaBa Ha MaKpo- U MUKPOILUIaHY,
€JIEMEHTH HapaThBa U My3HUYKH U 3By4HHM cuMOonu. [Ipema TMM KpuTepujymMuma
LP-60993 moxe ce cMaTpaTH MPBUM alI0yMOM ca eIeMEHTHMAa KOHIIENTa Ha Mpoc-
Topy JyrocnaBuje. ACleKTH HacTaHKa MIOMEHYTHX HM3[ama 00yxBarajy: boporun
CTBapaJayky OHOC TpeMa (POJIKIIOpY, yTUIlaje YINISIHUX CBETCKUX KOHIIENT ay0y-
Ma U JIpyIITBEHO-TIOJUTHYKN KOHTEKCT bopornHor ayropckor paza.

Kibyune peun

JyrocioBeHcka nonmyapHa My3uKa, KOHIenT anoyMm, The Beatles, Hukona Bopota
Panosan, KameH Ha kKaMeH, puTaM Kopaka, 21aMOUKo SIyXo KOJlo, KOMaHJIe, CTpoje-
BHU Kopak, iecme Tury, World Music, musique concreéte.

YobuuajeHo je 1a ce KOHLENT abyM CXBara Kao CTYAMJCKH ajl-
OyM y KOM€ ,,CB€ My3HUKe WU JTUPCKE HJieje JOMPUHOCE jeTHO] 00yX-
BaTHO] TeMy Wiy uenosutoj npuun” (Shuker 2002: 5). Mehyrum,
LMpe Cy NpUXBaTaHe u Apyradnje AeuHULmje: onpehyje ra jenuH-
CTBEHa TeMa WIIM HapaTuB,;’ TeMa Koja 00jeaubyje ajadyM 3acHOBaHa
j€ MHCTPYMEHTAIHO, KOMIO3UIIMOHO, HAPATUBHO WK JUpcKu.® OBaj
paz ce ocama Ha IICAHILTE 110 KOjeM Ce TePMHUH KOHY el anioyM Ofi-
HOCH Ha al0yMe YHjH je cajpikaj 00je/IMbCH BAHMY3HIKOM TeMaTH-
KOM U HE IpUMEmbYje Ce Ha JeIHOCTaBHE 30MpKe KOMITO3UIMja caMo
KaHPOBCKM MM Temarcku ozpehene (Shute 2013: 13). Kao ycnos
3a CBpCTaBame andyma y Kareropujy KoHuent aindyma npeasuba ce
JEAMHCTBO OCTBAPEHO 3aj€AHUYKUM CajpkKajeM (TeMaTuKoM) HyMepa
U MY3UYKUM CPEICTBHMA.

* OBaj TeKCT je pe3yiITar pana Ha npojexty Moenituitieitiu cpiicke My3uke 00 J1OKATHUX

00 Znobarnux oksupa: wupaouyuje, upomene, uzazoeu (6p. 177004) xoju Gunancupa

MWUHHCTApCTBO MPOCBETE, HAYKE U TEXHOJOMIKOT pa3Boja PenybOnuke Cpouje. Y Hero-

CPE/IHOj je caJpikKajHOj Be3U ca CTyAujoM ucte aytopke (2014) ,,DonkIoOpHA MOTUBH Y

]i)aHI/IM kommosuirjama Hukone bopore Pagosana”, Mysukonozuja 16: 173—191.
jelena.jovanovic@music.sanu.ac.rs

2 http://www.independent.co.uk/arts-entertainment/music/features/the-return-of-

concept-album 1796064.html; npuctyrbero 31. 3. 2014.
http://tvtropes.org/pmwiki/pmwiki.php/Main/ConceptAlbum; npuctynsbeHo 31. 3. 2014.
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Nako ce 3ayen OBaKBOT CTBApajaykor yCMEpema y IMOMy-
JapHO] MY3HMIM W [e3y mory nparutu of 1940. ronunHe, HajyTH-
[IajHUja TaKBa M3llakha, Y30pHU KaCHUJUM CTBapaolMa Ha CBETCKO]
CLICHU 00jaBJbE€HA Cy TEK IIE3/eCETUX U cenamaeceTux roguna 20.
BeKa. JeIHNM OJ( Haj3HAYaJHUJUX TAKBUX OCTBApeHha cCMarpa ce Sgi.
Pepper’s Lonely Hearts Club Band (1967) Hajycneiunuje u Hajy-
TUIIAJHUJE TPYIEe y HUCTOpHju TmomyiapHe mys3uke, The Beatles (y
JlaJbeM TeKCTy buticn).

O yrtuIajy oBakBe KOHIICMIIM]€ Ha jJYTOCIOBEHCKY IOMYJIapHY
MY3UKYy* y CTPYYHO] JIUTEPATYpH JIO cajia HUje MUCAHO; CIIOpaJuIHE
MMOMEHE KOHIIENT aldyma, 6e3 Ommkux oapehema kpurepujyma cBp-
CTaBama y Ty KaTeropHjy, HaJla3uMo caMo y jeTHOM M3Bopy.’ bynyhu
J1a, TaKJie, 130CTajy MmoAany Koju Ou oMoryhuiau npenyus3Ho mo3uimo-
HHUpambe BOPOTHHUX pajsioBa y TOM KOHTEKCTY,® IIUJb OBE CTYIH]jE je
Jla ce aHAJIM30M €JIeMeHaTa HhHUXOBE KOHLEMIHU)e jJeIUHCTBA LIeJTHE
yKa)Ke Ha YBPCTY Be3y Ca yCTPOjCTBOM KOHIIENT ajOyma, Kao U Ha
IbUXOBY yCKJIal)eHOCT ca aKkTyeJIHHUM TOKOBMMa CBETCKE MOITyJapHe
Mmy3uke. Ctyauja je Hactana Ha yBepewy na JIIT miode Kamen Ha ka-
MEH M3 paHUX CEaM/IeCEeTUX rO/InHA, UaKO HUCY Y MOTIYHOCTH OCT-
BapeHe Kao KOHIIENTH, UMajy CBE €JIEMEHTE TaKBOI' Mpuctymna. Peu
je o m3mamuma LP-60993 (JyrotoH, 1973)" u aBOCTpyKOM aiOymy
OOYVP / ABHOJ (PTB Jby0sbana, 1975).8

Toxosu popmuparsa anOyma KameH Ha kameH u3 1973. u 1975,
TOJMHE OBJIC Cy CarJie/laHy HajIpe IIPeKo bopoTHHOr oriurer ogHoca
npema (GOJKIOPY Kao TPajHOM H3BOPY HMHCIUpAIHje, 3aTUM IPEKO
yIienama Ha CBETCKa JOCTUTHyha y MoIylapHOj My3HLIM, Y IPBOM
peny my3uuu butiica, u, Haj3a/, y 3aBUCHOCTH 0] TeKyher aApyinTBe-
HOT, EKOHOMCKOT U ITOJIUTUYKOT KOHTEKCTA.

VY npyroj crymuju (JoBanoBuh 2014) carnenan je boporun
CTBapajauku OJHOC IpemMa (OJIKIOpY Y HIUPEM CMUCITY U TPETMaH
(ONKIOPHUX MpeJIokKaKa Pa3IUYUTOr MOPEKIIa Y HErOBUM KOM-

4 TIlo peunma H. BopoTe, BaXaH yTHIaj HA Pa3BOj KOHLENT anOyMa y CBETY HMAo
je pa3Boj TexHoloruje cHuMama; Oyayhu na je y CDOPJ ympaBo oBaj acriekT pana
M3MCKMBAO HajBeha MarepHjajHa CpeJCTBa, YCIOBU Yy KojuMa O ce K00 Hac MOIJIO
[PHUCTYIUTH Pajly Ha KOHIIEIT aj0yMiMa HE MOTY CE MOPEIUTH Ca HHOCTPAHKM.
http://balkanrock.com/yubilej-yu-100-najbolji-albumi-jugoslovenske-rok-i-pop

muzike-15-godina-kasnije/, npuctymsseno 1. 12. 2014.
6 Tpema Heo6jaB/HEHOM MHIIIJBERY OJUTHYHOT [TO3HABAOIA OBE MPOGIIEMATHKE, TPBHM

KOHIIENT aj0yMOM Yy MyHOM 3Ha4€ly TOT TojMa, uuju je aytop ca mpoctopa CDPJ,
Moxe ce cmarpatu mioda Not An Ordinary Life Kopun rpyne / Kornelyans, aytopa
KOpHeJ'II/IJa Kosaua, n3 1974. (Ricordi SMRL 6130, Uranuja).

7 Ped je 0 jemHoM o cTO HajOoUBHX anbyma m3gatux y COPI (http://balkanrock.com/
yubilej-yu-100-najbolji-albumi-jugoslovenske-rok-i-pop-muzike-15-godina-kasnije/.
[MoTpedHo je, MelyyTum, HArTaCUTH J1a Ha HheMy HHCY CBE KOMITO3HIMj€ Y MOTITYHOCTH
Bopotune ayropcke: Hymepa Paitiap KOMIIOHOBaHa je Ha cTuxoBe Dype Jakmuha, a 3a
HyMepy Y cyition jeone iipomeiune nohu My3UKy U TEKCT je nucao Xum3o ITonosuna.

ITyne momarke o oBuM m3aamMa Buaetr Jopanosuh 2014: 183, dycnora 29.
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no3unrjama. Takohe je ykaszaHo Ha uMmbeHHILy na je bopora (ca
KoJIeramMa) jefaH o] 3a4eTHUKa TpeH/a Kopuiihema (HOTKIOPHHUX
MoTuBa Mel)y capajeBckMM My3u4apuma ceAaMIeceTHX U OcaMm-
necernx roguHa 20. Beka (Pavlovi¢ 2013), yruuyhu Ha cTBapa-
JIAIITBO IIMPET KPyra JyrOCIOBEHCKHUX ayTopa. YIIPaBo y HEroBoM
HHTEPEeCOBatbY 3a (QOJIKIOPHY TPAJULK]Y, U Y JAKO] U [10 KapakTepy
3a TO BpeMe Crelu(HIHOj, MOIIO O ce pehu 1 aBaHrapAHO] MOTH-
BallMju J1a U Ha AjoMaheM u Ha Mel)yHapOAHOM HUBOY ITPOMOBHIIIE
JY’KHOCJIOBEHCKH MY3HYKHU (DOJIKIIOP — T1a YaK, MO0 CBOJUM peUrMa,
1 ,,HOBU MY3HYKHU KaHP”, U TO ,,BoNKIop y ypbaHoj ambanaxu”
(bopota) — jecTe jenaH o BaXHHX MPEAYCIIOBa 32 KOHITUITUPAHE
NBa mpBa andoyma. TakBO MUILJbEH-E MOTBphyje YHMIbEHUIIA J1a je
Ha BeO cajty Discogs Mmy3uka Ha 00a n3nama KiacupuKoBaHa Kao
,,Pop, Folk, World and Country”.’ Peu je o ¢dy3uju (cjenumabamy)
eilemeHara (oOJKIOpa, WHTEpPHALMOHAJHE IIOMyJIapHE MY3HUKe,
aJu ¥ MAcOBHUX CBEYAHMX IecaMa U KopauHuna. Ha taj Hauun
Cy MY3MUYKUM CPEJICTBUMA IMOCTUTHYTH BEOMa Pa3IMYUTH HUBOU
KeJbeHUX 3Hauema.'’ [ToceOHO je 3HauajHO MUTake OPraHU3alIdje
MY3HUYKOI MaTepujajia Ha OBUM H3JamHUMa ¢ 003UPOM Ha HUXOBY
TemaTuky. Ped je Takohe o crienupuIHUM KOMIO3UITMOHUM H TIPO-
JTYKIIMOHUM CPEICTBUMA OJ1 KOJUX Cy MHOTa aTUIUYHA 32 MPOCTOP
Tamamme COPJ.

Jlpyru u3y3eTHO Ba)kaH acreKkT bopoTHHOTr paja jecTe yTHIa]
Hajpehux mocturayha cBeTcke momyjapHe My3uWKe TOr j00a; mpe
CBEra, ped je 0 yTHUllajuMa JOMpPIUX MOCPEACTBOM My3uke buti-

! TIpema peunma Hukone Bopore, buitiicu ¢y neiaoBaiy MOMYT
CBOjEBPCHOT ,,puiiTepa” 3a pa3IMUUTe My3UYKe CTHIIOBE, a MOCEOHO
3a IPOAYKIMjCKa pemieha.'? bopoTun buiiicoscku mpucTyn (KakaB
Cy y TO BpeM€ INPHUMEHUBAIU CTBAPAOLM M HA CBETCKO] MY3HYKO]
ciienu)'* o0yxBara IMIMPOK CIEKTap KOMIIO3UIIHOHHX, APAHIKEPCKUX U
MIPOAYKIIM]CKUX peniema. bynyhu ga onu 3acimyxyjy 3aceOHa pa3ma-
Tpama Ha IIUPEM MIPOCTOpY, Ha IbuX he y OKBUpUMa OBOT paaa OuTH
YKa3aHO CaMO Yy OHHMM acleKTHMa y KOjUMa C€ OIVIe[lajy eIeMEHTH
KOHIIETITAa HA MPBUM BOpPOTHHUM ayTOpCKUM andymMuma.

9 Buneru http:/www.discogs.com/Kamen-Na-Kamen-Kamen-Na-Kamen/
release/5393295; http:/www.discogs.com/Kamen-Na-Kamen-OOUR-AVNOJ/
release/1994014; npucryrubeno 1. 12. 2014.

10 yropenn http://www.wikihow.com/Write-a-Concept-Album; mpuctyruseno 1. 12.
2014.

11" O wmpum yrunajuma Buiinca Ha jyrocIOBEHCKY MOIYNAPHY MY3HKY, KOJTHKO je
MIO03HATO, JI0 cajia ce y nomahoj JIUTEPATYPH HHjE MUcao.

,Euuwucu (capajeBcka npoHoHIMjanuja umena The Beatles) u cBe oHo mro je
YTHLANIO Ha KBUXOB YKYNaH OIYC, YKJbydyjyhn u pajoBe HacTaie HaKOH pacriaia —
3axBaJbyjyhu THMY excriepara KojuMa cy OWIIM OKPY)KEHH, OMJIM CY U OCTaJIU HajOOJbU
(li)I/mTep cBUX Moryhux ytunaja Ha nomyiaapHy my3uky yonmrte” (H. bopora).

VYrorpeba TepMuHa pema http://www.urbandictionary.com/define.
php?term=Dbeatlesque; npuctymbeno 1. 12. 2014.
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My3uuku u 3By4HH e(ekTH koje je bopora mpumemuBao, ca
HajBehUM OCllOHIIeM Yy cTBapanamTBy butica, 6unu cy HOBU U HEO-
OWYHU 32 OHJALIKY jJYTOCIOBEHCKY MY3WUKY CIleHy. Ped je o Ha4u-
Hy Kopulthema opKecTpa, IylIadKkoT KBapTeTa, TUMEHHUX JIyBada, O
nonu(oHOM Boheiby M HaCHUMaBaby [IACOBA, KOMOMHOBaMbY pas-
JUYUTUX 3BYKOBA Y TPOIYKIIMJCKOM MOCTYIKY (an ,»aIyiay3 Win
npyra Oyka armocgepe”; ,,MelaBuHa CHUMaka’), Kao W ,,HapaTH-
BU 13 npexarpaha, oOuyHe mpude” W eNEeMEHTH KOHKPETHE MY3HKe
(musique concreéte),'"* on u3y3eTHOT 3HaYaja 3a KOHIIECMIHK]y. Moriio
Ou ce pehu 1a TakBa KOHIIEMIH]a MTOIpa3yMeBa Ja C€ Y KOMITO3HUITH]e
MOXK€ YHETH OWJIO KOjH 3BYYHH MaTepHjas KOju JOMPUHOCU H3Paszy
¥ 3HAYCHCKIM HHBOMMA, a Takohe W CTBapamy ,,3BYYHHX CIIHKA”. 15
Kan je peu o eremeHTrMa KOHKpeTHE My3Hke, bopora je kopuctuo
CHUMKE 3BYKOBa Pa3lIMYUTOr MOpekia: Ojejama oBala, KIeneTylia,
»kamopa Behe rpyme jbynu, Xpkama, 3Byka nucahe mammnae, namoe us3
BaTPEHOT OpYy’XKja, NEeTOHAIM]e, 3BYKOBa Ca TPaJAMIUINTA WK U3 da-
OpUKe UTH., U MPUMEHUBAO UX Y IPEIIU3HO OME)eHUM CEMaHTHYKUM
paBHuMa.'® Yrunaj butica oriena ce u 'y oapelleHUM KOMITO3HUIIHO-
HUM IOCTYTIIMMA KOjH Cy JOIIPUHEIN TOME Jia OBE IUI0UE UMajy 3Ha-
YajHEe eJeMEeHTe KOHIIeNT ainbyma, o yemy he OWTH pedn y HacTaBKy
OBOT TEKCTA.

N3Bohauku acmekT oBux ambyma Takole 3aciyXyje moceOHy
naxmy. [lopen n3dopa uHCTpyMeHaTa U BUXOBOT TPETMaHa, Kao U
n300pa MHCTPYMEHTAJIHUX aHcaMmOaja, 3Ha4yajHa je U yJora BOKaJ-
HUX COJIUCTA y M3TPaJiibU LEIOKyHOr ciymHor ytucka. /lyer He-
Haga-Hene DBypuha (6aputon) u Hukone bopote (Tenop) Ouo je
CKJIajiaH KaKo y YHHCOHOM II€Bakby TaKO W y BHIICTIACHUM apaH-
KMaHuMa. Y TeMOpy, HHTOHAHMU U IMKLH]H MOXKE Ce MEPHUTH Ca
HajBehuM CBETCKMM BOKAITHUM JyeTHMA, a UEjU KOHIENTa Ha anly-
MHUMa MIOCEOHO Cy TOTIPUHEIH TICHXOJIONIKA YOeIJbUBOCT, HCKPEHOCT,

14 Hapone o cBuM oBuM cpencTBuMa, kopuuhennM Ha anGymy Sgt. Pepper’s Lonely
Heats Club Band, najemM Ha 0CHOBY (pMJIMOBaHMX Marepujajia O CHUMamy OBE ILIoYE,
KOjU Cy y BpeMe IHcama paja Ouwnu poctynHu Ha MHTepHeTy. 3a OpojHe HoxaTtke o
butncuma W o IpyrMM 3HAYajHAM CTBAapaoliMa M3 OONACTH MOIMyNapHe My3HKe
HaBeJICHE y OBOM paiy, Kao M 3a momoh y TEeOpHjCcKOM yIO3HAaBamy Ca HHXOBOM
M3/3I/IKOM, cpaauHo 3axBaspyjeM Huxonu Boporu.

Kan je peu o napasnenu ca BUXOBOM MY3UKOM Y OBOM IIOINIeNy, HOTpeOHO je pehu
na je y ciydajy butiaca cBecpaHa mompmika JOIMpHHETa KOMEPIHjaTHOM YCIIEXy
BUXOBUX U3/Iamka; ¢ Apyre cTpane, bopoTnHu pajoBu cy ce y noMahoj cpeiHu y CBOje
BpeMe IIpe MOIJIM CMaTpaTH CBOjEBPCHOM ayTOPCKOM aBaHTap/iOM U CYBMIIE CMEIUM
U BUIIE3HAYHUM Jla O MOIIIE OWTH IIPEIIO3HATH, I1a U MEIWjCKH M Ha Jpyre HauMHE
HOIPKAHN Ca IIJBEM ITyHe KOMEpIHjaIn3amyje.

16 Toxom pama ma anbymy OOVP / ABHOJ xopuuthenu cy 3Byrm u3 Apxusa PTB
JbyGibaHa.
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jacHoha W eMOIlMOHAaJHA M3HUJaHCUPAHOCT Yy CaoMIITaBamy (BPJo
pasIM4YuTHX) caapkaja.'’

Tpehu acriekT koju JONPUHOCH pasyMeBarby elIEMCHATa KOH-
1enTa Ha npBuM andymuma KameH Ha kKaMeH jecTe 3BaHUYHA, APHKaB-
Ha WJICOJIOLIKA MATPHULIA Y KOJO] CY OBH PA/JOBH HACTajaJlH.

[ToTpebHO je HaracuTH Ja Cy ce OKOJIHOCTH IMOJ KOjuMa Cy
JIBa ajJOyma CHUMaHa Beoma pasymkoBaje. Anoym LP 61993 pahen
j€ CKpPOMHHUM CpEACTBMMA U y CKPOMHHMM YCJIOBUMA, JOK je OOVP
/ ABHOJ nmao (UHAHCH]CKY, JIOTHCTHYKY U MEIU]CKY MOAPIIKY, a
TEXHUYKHU YCIIOBH 32 H€TOBO OCTBapeH-¢ OWJIN Cy HEYNOPEAUBO 3aX-
BaJTHU]JU. Y HETOBY peanu3anujy 0uo je ykibyueH CuMQpOHHU]CKH Op-
kectap PTB Jby6sbana ca conmuctuma.'® bopora je nmao myHy ciio6o-
Iy 71a 0Baj aJiOyM KOHIIMITHPA TAKO JIa OH U CAAP)KAJHO U MY3UIKUM
CpeacTBUMa 00yXBaTH pa3InyKTa UEjHA U UCOJIOIIKA OJa3UIITa.

JlpywineeHo-uonutiuyKy KOHUeK il

My3suuke dy3uje koje Haa3umo kox bopore Mory aa ymyTe Ha
pasMHUIILJbam-E y TIpaBily Koju cyrepuinty Majki Tenszep u @unun Ter:
Jla CII0jeBH PAa3IMYUTUX MY3MUKHX MaTpula y okBupy WM mory na
OJlpakaBajy IIUPOKE APYIITBEHE MPOMEHE U Oyly HHXOBU KaTajH-
3aropu (Tenzer 2006: 17). Takohe, ”HCIUPATHBHO j€ MUIILJbECHE /1A
MY3HUKe JeTMHUIIC Y KOMITO3UIIMjaMa, YKJbYuyjyhu u aemna nomymap-
HE MYy3UKe, MOTY yKa3uBaTH Ha Ba)KHE aCIEKTEe My3MYKE CEMUOTHKE
y KYJATYpH, a Takohe ¥ MOKPEHYTH TeMY HJICOJIOTH]E Y KOPEJIAlHjH ca
,social patterning of subjectivity” mox mpoOMeHJBMBUM TOJUTHIKAM
1 ekoHoMcKHM okosHocTtuMa (Tagg 2004: 18). McTopujcku, eKOHOM-
CKU Y TIOJIMTHYKH KOHTEKCT y JyrociiaBuju paHuX ceIamIeCeTux ro-
JIMHA MIPpY>Ka MHOTO pasjiora 3a OBaKBe MPUCTYIIE 3HambUMa 0 1oMahoj
MOIyJIAPHO] MY3UIH ca eJIeMeHTUMa (DOJIKIIOpa.

boporuHo ctBapanamTBo ce Takohe Moxke mocMarpard y OK-
BupruMa KoHiernara Mumka IllyBakosuha (2004: 33, 35). Iloctoju
MOTYhHOCT IpUMeHe KOHIIENITa My3uKe Kao ,,KOHCTPYKTa APYIITBa”,
IIPU YeMy C€ ,,My3HKa U JAPYIITBO Haja3e y CI0KEHOM Mel)yKOHCTH-
TYTUBHOM OJIHOCY”, Ka0 jeZlaH O]l ,,araparyca MUKpO- WM Makpo[-
pymTBa kojuma ce u3Boau (perform) apymreHa peannoct” (2004:
35). Unak, ¢ o0G3upom Ha crnenupudHOCTH bopoTuHOr ayrtopc-
KOT' TIPUCTYTIa, IPUMEHJbUBUJU j€ KOHIENT MY3HKE Kao ,,0/1-CIHKa
JIpyLITBa”, TJ€ CTBapasall ,,TpaHCLeHAUPA [...] KOHKpPETHE JpYIITBE-
HE yCIJIOBE U OKOJHOCTU cTBapajyhu [...] ClIMKy yHUBEp3aJIHOT Kao

17" Taj u takas pesynrar, mo munuseny Huxome Bopore, Takohe je BaXHHM IeloM
oxpabpen ytunajeM BokaynHor ayera Jlenon—Maxk Kaprau (Lennon—-McCartney).
IIporecy pajma Ha OBOj IUIOYHM IOTOAOBANIA j€ YMELCHHUIA Ja je Y HCTO BpeMe
PTB JbyGspana monymuia bopotn ma paau anbym ca Hemom VYkpaneH ¢ 1ubem
KOMEPIUjaJTHOT ycrexa (KOjH je U yCIIeHo); paj Ha OBUM IJI04ama TeKao je mapajieiiHo.
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TPAHCKYJITYpPaJIHOT, MaJia €BPOIICKH LEHTPUPAHOT, ECTETCKOT 00jeK-
Ta” (2004: 35).

bopotun cTBapanayku OArOBOp Ha JAPYLITBEHO-MOJUTHYKE
OKOJTHOCTH TOT J100a OIJie/ia Ce y JIBa HUBOA, Tj. Y IbeMY C€ IIpesiaMajy
JIBa IMYHA ¥ ayTOpCKa BHUl)ema MOJUTUYKE U JIPYLITBEHE CTBAPHOC-
TH. Y JeHOM OJ BbUX C€ OUMTYyje apupMaTHBAaH OIHOC IIpeMa CHUM-
0onMMa IPYHIITBEHO-IOJUTHYKOT U UJICOJIONIKOT YCTPOjCTBA 3€MJbE,
a'y IpyromM — UpoHHja U capka3aM (KOju HHUKaJla He Ipelia3e y Hera-
TUBHO MOTHBHMCaH IMHU3aM) y OJTHOCY Ha HUX. Y TOM IOIIENY J0-
Opofo1iUIa je mapasiesa ca UISoJOIKUM YCMepemhMa cTBapaala u3
chepe anrmoamepuukor Folk Revival-a. C jenne ctpane, oBaj mmpasait
j€ U3BOPHO OMO U M3pa3 MPOJIEBUYAPCKUX MOJIUTUUKUX TEKIHH, IITO
j€ HaIUIO CBOj MY3HYKH OJ]pa3 M Y KOHTEKCTY JYTOCIOBEHCKE HJIE0-
Joruje cenamjeceTux. 3a payMeBame bopoTHHOr ayTopckor u3pasa
M3y3CTHO Je BaXKHA JIPyra CTpaHa MJICOJIOLIKOT NIPE/[3HAKA KOMIIO3H-
1Mja OBOT NpaBlia (I1a U jeAHOr jena peneproapa burica). Ped je o
M3PAKCHOM CapKaCTUYHOM ONHOCY mpema Biazxajyhoj nueonoruju,
JPYLITBEHO) CTBAPHOCTH, [T0jaBaMa U3 CBAKOJIHEBHOT KKUBOTa. To on-
penesbeme bopora Ha3uBa ,,JIECHOHOBCKMM ™ OJHOCOM IIpeMa TeMaTH-
1y, u 06JamrLaBa ,»Kpo3 ymepeHy carupy Ouiie Cy u3pedeHe mpase
nopyke”. UnmeHu11a je 1 J1a je Kao ayTop y JeIHOM TaKBOM 3a7aTOM
KOHTEKCTY yCII€O0 Jla cayyBa ayTeHTUYaH JUYHU U3Pa3 U CTBapaiadKy
cnobomy, koja My je obe3benuna ymien mehy TaganmuM He3aBUCHUM
MHTEJIEKTyalllliMa ¥ CTBapaoLuMa.

Tokom cegamieceTux roauHa MHOTH ayTOpH U3 cBeTa AoMmahe
MoIyJIapHe My3UKe MO MopyliOMHama cy MHUcalyd MY3HKY Ha TeMe
caJ|p>KajHO MOBe3aHe ca CUMOOIMMa Biajajyhe uaeonoruje: KyiaTom
napTu3aHcTBa, nuyHomhy Jocuna bposa Tuta, nunejom Jyrocnasuje,
ca apupMaTUBHUM OJHOCOM IpeMa mbuMa. TakaB perneproap y My-
3UYKOM MJIMOMY CaBPEMEHUX CBETCKMX TPEHJ0Ba CMaTpaH je uje-
OJIOIIKK TOXKEJBbHHUM, jep je oMoryhaBao momyiapucame cajaprkaja
Te TeMaTtuke Mehy Miaguma. bopora je CBOjuM TalleHTOM M CBEKUM
HJejaMa ycreo Ja MpuBydYe Maxmky U Ja 3axBajbyjyhu Tome qoduje
onpehene anraxmane, yBoaehu u enemeHTe nomaher My3U4YKOT
doskIopa y OBaKkBa My3W4YKa OCTBapeHa, IITO j€ OWI0 HETHITHYHO
¥ HOBO 3a Taj THN Kommo3uija. Ha meroBe KOMIIO3UIIMjE Y OBOM
MaHHPYy MOKE C€ MPUMEHUTH KOHCTATallMja Jia j€ Ped O My3HIH ,,K0ja
MMa CBEYaHH [...] KapakTep IEPEeMOHH]THOT THIIA”, ,,TPETIO3HATIHUB
y nosmtrdkoM auckypey” (Jlykuh-Kperanosuh 2010: 121). V nm-
Tamy Cy JeNHOCTaBHA U jaka My3HYKa CPEACTBA: M3DAXKCH PUTAM
y HMapHOM TaKTy, NPEJOMHUHALMja Aypa U CICMEHTaPHe XapMOHCKE
Be3e, a y3 TO aKyCTHYapCKH JyX KOJU MCTUYC XapHU3My II0je[MHLA
— U3pakajHa CpeACTBa MACOBHHMX M CBEYaHHX IlecaMa M KOpauHHUIa
WHTEPHAIMOHAHOT KapakTepa. 3HauajaH edeKkar UMajy CEOCKH U
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JMPCKU MOTHBH Y TEKCTY, Y KOjeM Ce IOMUBY ,.I1Behe, ITHIle, mojbe,
pexke, cpue” (JIykuh-Kpcranosuh 2010: 122). [Tucao je my3uky koja
j€ Hapy4YMBaHa 3a TEJIEBU3H]jCKE CepHjajie, HEKOJIUKO TOKyMEHTAPHUX
1 jenan urpaau G (Bugetu Pavlovi¢ 2013). To cy yriiaBHOM KOM-
MO3HIINje ,,AITYCTPAaTHBHOT KapaKTepa, y CKIaay ca 3aXTeBUMa CIie-
Hapuja” (H. bopota).

Konyeiiyujcku opcanuzosanu iiociuyiyu

Ha sia ayzno mszama Koju Cy MpeaMeT OBE PaclpaBe Ipero-
3HATJBMBH Cy PA3IMYUTH €IIEMEHTH KOjH yIyhyjy Ha KOHIICTIIN]jCKU
JlOCIIENIaH ayTOPCKU HaunH MULberba. [lo concrsennm peunma, bo-
pora je paji Ha IPBE JBE II0Ye CaMO ACIMMHUYHO YCMEPaBao Ka cTpa-
Teruju KoHUENT anbyma; y 1oMahoj nomynapHoj My3uLu TOr Bpeme-
Ha HHUje UMao y30pa KOju O TakaB IMOKYIIaj 0Xpadpuo u omoryhuo
HETOBO MYHO OCTBapewe Beh Ha u3gamy u3 1973. ronune. Jlocnen-
HHUja TeXKHa Ka OpraHu3alyjy IeIuHe IPUMETHA je TeK Ha JPYToj 1Mo
peny, aBoctpykoj JIIT mmoum. "

VY CBaKoM 01 OBUX M3/laha YOUJbUBA j€ TEMATCKa YCMEPEHOCT.
Teme Harosemrasajy Beh HacioBu anbyma; y BHXOBOJ CIyXOu cy
pacrnopes Hymepa 1 criel(uyHa OpraHusaluja My3UIKiuX CpecTa-
Ba KOja c€ WACHTU(UKY]Y HAa MAKPOIUIAaHy — Ca IIMJbEM CIIMBEHOCTH,
jemuHcTBa (hopme, M HAa MHKpOIUIaHY”’ — pEeMHHHUCIICHIMjaMa Ha
paHuje U3I0KEHe My3HYKe MOTHBE. [ICIMMUYHO Cy NIPUCYTHH elie-
MeHTH Haparusa. O6jenumbyjyhinm TemMama Koje ce OAHOCE Ha BAHMY-
3UYKHU CaJpXKaj MPHUCTYIULEHO je My3UYKHM CpPEJICTBUMA, aJld M KO-
punthemem oapeheHux cumOoIIa, yTOIMKO HHTEPECAHTHU]UX IITO CYy
y CTBapajavKoM IOTJIeTy BHIC3HAYHH.

[ToceOHy MaXkKiky y TOM CMHCITY TIpUBJIadd u300p ckpaheHuiia
3a Ha3WBE LIEJIMHA, TPEY3UMAHUX U3 PErHCTpa Ha3WBa JIPYIITBEHUX
OpraHu3zaiiyja, COLHWjaJIUCTHYKA THIM3UPAHUX JPXKABHHUX IPOU3-
Bo/a, yctaHoBa u nipeayseha — LP 60993 u OOYVP / ABHOJ. Vcra
BpcTa ckpaheHuna je ynorpedsbeHa 3a HacJOBE MOjeIMHUX HyMepa
ca andyma u3 1975. — PTB, [ITT, OOYVP, ABHOJ. TakaB nocrynak
MIpe/ICTaBJba MIMPOKY pa3paay ujieje kojy je bopora crekao mon ytu-
najem komnosunuje butica — Back in the USSR (1968). Aytopcku
NpUCTyT cKkpaheHHIIamMa Moipa3yMeBa JBa MPHUHIUIIA: ,,CTIOJballbH
— TI0 KOjeM C€ OHE YMTajy JOCIOBHO, Ca aCIeKTa JaTor JAPYIITBEHOT,
€KOHOMCKOT M TIOJIUTHYKOT YCTPOJCTBA U IO KOjeM OHE 30UpHO HOCE

19 TIpeu meros ayTopcku paj Koju MMa CBE eJleMeHTe KOHIENT andyma jecte Ko me
o 00 Hekyd 003uea, peann3oBan 1976, anu, HaXaloCT, He y OOJIHKY y KojeM je OHo
3amunubed. O Tome he GuTH pedn JpyroM NPUIUKOM.
20 Pey je 0 MHOWITBY ,,MaluX JHPCKMX M My3WYKHX YHAKPCHHX pedepeHin’”
KapaKTepPUCTHYHHUX 3a KOHIICNT andyme; BuaeTH http://tvtropes.org/pmwiki/pmwiki.
php/Main/ConceptAlbum, npuctymbeHo 11. 4. 2014.
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yJory cumbosna Koju 0e3114Ho, TOMYT JKUTa, O3HayaBajy Kareropuje
Pa3IMYNTHX 110jaBa; U ,,yHyTPAIbU ', Ca CTAHOBHILTA YIIOTe U y/ena
OBUX I10jaBa y JbYJCKOM KHUBOTY U Y Hpe6p31/IM YECTO HEJIOTHYHUM,
a KOPCHUTHM IIPOMEHama y ieMy. OBUM ckpaheHuIama ce Ha aJI6y-
MHMa IPUAPYXKY]y U ApyTe, ca CrelunpUIHAM yIUTaHUM 3Ha4CHhUMa
(anp. 300 wmm PRESS) — y cTBapallaykuM peakiyjama Ha OJHOCE
Mehy JbyaumMa, JbyACKY MPUPO.Y, 110jaBe y IPYILITBEHO] CBAKOTHEBU-
IIM, WU KPO3 acolujaruje Ha oapeheHu uctopujcku nepuon (1941—
1946)

Anbym LP 61993 je on ctpane Biaaajyhux napkaBHUX KpyroBa
0o mocmarpaH Kao BUJ ,,CyOBEp3UBHE JIETATHOCTH . YIIPKOC yCIIe-
Xy MOjeIMHUX HyMepa Koj MmyOsiuKe,”! ’eroB KOMEpIHjalHu YCIeX
je, Ha xanoct, uzocrao.” C apyre crpane, mwioda OOYVP / ABHOJ*
ycIelna je CBOjUM TEMaTCKUM yCcMepemhuMa J1a OMUPU HIE0JIOMIKI
ycMepeHe noTpede Hapyuuiala ca CTBapalaykuM rnorpedama u Jamd-
HUM HJIEJHUM ToJia3uinTeM camor bopore.

Anoym LP 61993

Ha oBoj mmoun Hymepe cy caapikajHO pa3auduTe — o7 HajOpoj-
HUJUX, O MOJETUHUM aCIEKTHMa COIMjaJIMCTHYKE HJICOJIOTH]E, TIpe-
KO JbyOaBHMX (Ca WM 0€3 MPOHUYHOI OJHOCA MpeMa JAPYIITBEHOM
KOHTEKCTY), POMaHTHUYapPCKU ponosbyouBux (Paiuap), 10 OHUX ca
TeMama BE3aHNM 32 IPo0IIemMe KUBOTHE CPEIMHE™ 1 pasioBa CacBUM
creunuuHOr caapkaja (Kakea je NPETERHO HHCTPYMEHTAITHA, MPO-
rpaMcKa KoMrosuuuja / pao (Hacwaeak))

Konnenmuja je y OMTHUM MOjEMHOCTHMA CUTHAJI ayTOPOBE
,HaMmepe na kpene y konuent’ (H. bopora). Ty cy, npe cBera, yBoj-
HY Y 3aBPIIHH HAPATHB — ayTOPCKE CTUXOBE TOBOPH je/IaH O] Haj3HA-

21 Kommnosumuja Ovee — Osye ocBojuna je Harpafy myuke Ha dectupany Omraduna
‘73 y Cy0oTuim.

[ponar je y cBera 530 npumepaka. MelhyTum, Ono je npuxpaheH 1 BUCOKO IICHEH Y
KYZuypHOM andep2payndy TOT BpeMeHa; KacHUje je (KaKo je Beh peueHo) CTeKao CTaTyc
_EC,E[HOF oJ1 cTo HajoospuX anbyma y COPJ.

3 Osaj anGym je u3naT y 1Ba BHJA: Kao ABOCTPYKH anOyM 1 Kao aBe oxBojene JIIT
ioue (y CKJaay ca KOHLENIIHjOM CBAaKe Of HhUX).

VY ToM TmoInemy, MOXe Ce YCIIOCTaBHTH HJEjHa M TeHepanjcKka Iapaiena

u3Mel)y Tor acmekra BopoTHHOr pama M IreHepanHOT ofHoca IpeMa (OJIKIOopY H
JKMBOTHO] CPEIMHM KakaB y CBOjUM HOBMjUM jaBHUM HUCTyNamUMa Hckazyje Pouep
Mek TI'yun (Roger McGuinn), jeman oi ocHuBaya W ,jayma” rpymne The Byrds
(poh. 1942); Buneru: Roger McGuinn at UC Berkeley, https:/www.youtube.com/
watch?v=1ZwP5b7wlcY &list=RD8s6TSNwnYDw&index=10; https://www.youtube.
com/watch?v=1ZwP5b7wlIcY; nuakoBuMa je npuctymbeHo 1. 12.2014.
25 Bopora je Ha3MBa , KOMIO3UIIHjOM-TIporpaMomM”. OHa ce 10 KBATUTETHMA Y CIIOjy
CBEICHHUX MY3MUYKHUX CPEICTaBa, MPOAYKIH]CKOT PEIICHa, CIOHTAHOCTH U XPaOpoCcTH
y W3pa3y He MOXe, UHHH C€, MEPHUTH HH Ca JeJHOM I0jaBOM Y joMahoj momyiaapHoj
MY3HILH CBE JI0 IaHAaC.
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YaJHHJUX TPEJCTABHHUKA aITCPHATUBHE CapajeBCKC MECHUYKE Clie-
He Axmen Myxamen MmamoBuh?® — y mpBoj U y 3aBpIIIHO] HYMCPH.
[Touetna nymepa I pao (nmpumep 4)*’ 3amounb-¢ HAPATHBOM Y KOjEM,

y ¢opmu tpeher smua, HapaTop ycrnocrasiba JIUPEKTHY KOMYHWKa-
I_[I/I_]y ca ciyniaonuma, Ka3yjyh1/1 CBOJEBPCHH ,,iporiac” / statement
KOHIIETITA U UCTOBpEeMEHO ipojexiua Kamen Ha xameH. Kibyunu je
MOTHB KaMeHa, Ka0 KICTOBPEMEHOI CUMO0JIa Tpajama (Tj. BpeMEHCKe
JTIMMEH3H]€) U MEeCTa Ha KOjeM ce Haja3u (IIPOCTOpPHE TUMEH3H]E),
yKa3yjyhu Tako Ha BaHBPEMEHCKHU acIeKT, e ce (TPEHYTHE) MOJIu-
TUYKE M APYLITBEHE HICONOLIKE cepe cMermyjy He Hapyliasajyhu
HCTIPCKH/IHO TPajatbe, yHUBEP3AIHE 3aKOHE M TOK IPHPOJHNUX I10ja-

Ba.”® Ha OBy TemMaTHKy HaJ0Be3yje Ce OJ[jaBHU HAPATUB y 3aBPIIHO]
Hymepu Hex’ ce 3Ha (mpuMep 8), KOJHM j€ CAOIIITEH OAHOC ayTopa U
IETOBE TeHepallnje IpemMa 3eMJbU Y / Ha K0joj kuBe. Mako cBedyanu
TOH HajIpe acolupa Ha 3BaHUYHE, UJCOJIOIIKH YCMEPEHEe MacOBHE
CKyTIOBe U Ipupeade, caapxaj ynyhyJe Ha OJJHOC MpeMa M0jMOBUMA
HaweZ ¥ 602, 1 CAOIIIITaBa O JOCTOJaHCTBY Y HaciIehuBamy npeaad-
KOT 3aBElITama, IITO Ka0 JOKUBJbA] U CTAB MPEBA3UIA3U UICOJIOIIKE
OKBHpE JIaTOT BpeMEHa, ¥ MTo he y UCTO] KOMITO3UIIMjH OUTH TMOKa-
3aHO U My3WYKUM cpeacTBuma. O0a HapaTHBa ce MOTY OKapaKTepu-
catu kao metanapaiuue (mpema Beard u Gloag 2005: 114) HamemeH
BeheM Kpyry ciymiaiana, OIHOCHO, IPYLITBY KOje€ cTBapasiall nepiu-
NUpa Kao TPaJUIMOHATIHI KOHIIENT 3ajeIHUIIE.

Texma Ka MOHOIMTHOCTH MakpopopMme H3paxeHa je OICy-
CTBOM I1ay3a H3Mely Hymepa (1o y3opy Ha paHuje HaBeJCHe andyme
buuinca). I3mehy nojenmuux Hymepa ocToje npesasu ca oz[peljeHI/IM
CaJpKajHIM HIIM CMHCAOHHUM acolujanujama (ped ,,parap”, ca jakom
peepOeparjom u3mehy kommnosunuja I/ pao u Patap, v ipenas ca
MIPBE HA JPYTY CTPaHy Iioue y y3BuKky ,,O—OpHu!“ y MaHUpYy BOjHUY-
K€ KOMaHJie, Wi KOMaHJie KojoBohe y 2nyxom kony). 3a0KpyKEHOCT
Makpo(opMe HaasuMo JOLI U Ha IUIaHy apaHKMaHa, Kapakrepa (I10-
YeTHA U 3aBPLIHA HyMepa Ca/pyKe Ty/lauKe NapTHje 1 BOKAJIHE ICOHH-
1ie, KOje /1aJy CBeYaHH, XHMHHYHH KapakTep; npuMepu 4 u §).

Baxan enemMeHT KOHIIETILIM]€ je TeMaTcka Be3a u3Mely Hymepa,
caJipKaHa Mambe y ’bXOBOM PACIIOpey, a BUILIE Y JUHAMHIIM CMEHH-
Bama MojenuHux teMa. tbuxoB pacropen u mehycoOHHM caapiKajHU

26 MmamoBuh HuKajza HHje TOBOPHO Tyhe CTHXOBE; 3a OBY MPHJIMKY je HANPABHO
nsy3erak (monmaiu no6ujenu ox H. bopore).

IIpumepu y Ilpuiory oBoj CTyAMju HPEINCTaBibajy aHAIN3UPaHE KOMIIO3MIHjE O
KOjUMa je ped U y Ipyroj cTyauju ucre ayropke (Jopanosuh 2014).

8 0Bo je y HajTENIH0] B3N ca YMETHHYKAM YCMEPEIbeM HI3a [IECHUKA aTTePHATHBHE
MECHUYKE CILICHE y TaJallikboj JyrociaBuju, a y TOM KOHTEKCTY CBOj€ MECTO 3ay3MMa
u ipojexaii Kamen Ha kameH. OTyga NMO3MLUOHMPAlkE OBOI al0yMa y TaJallioj
KyJATYpHO] KJIMMH JyrociiaBuje W HeroBa aHra)KOBAaHOCT Y MJICJHOM MOIVICAY TOCTajy
MHOTO jaCHHjH.
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OJTHOC HETIPEKUTHO CYyTepHIlly TUHAMUKY HU3Mel)y ApyITBEHO-OH-
TUYKH 33JIaTUX OKBUPA U HEMOCPEAHOT MHOTOCTPYKOT JIMYHOT U KO-
JIEKTUBHOT KMBOTHOT MCKYCTBA.

Jsoctupyxu anoym OOYP / ABHOJ

Kao mo je Beh peueHo, oBaj anOyMm je CIoj pa3IuduTUX UC]-
HUX KOHIICTIIIH]ja, KOje Cy Hajuemhe o0jeumene, a oHekaa u qude-
peHIpaHe My3U4KUM cpeacTBuMa. Hymepe cy u oBje mose3aHe y
JETMHCTBEH CIIeI.

IIpBa mioua, OOYP, Temarcku ce HajuoBe3yje Ha andym LP
61993, ca npeosnalyjyhuM UpOHUYHUM OTHOCOM TpeMa JIPYILITBE-
HO-TIOJIMNTUYKOM OKPY)KEHY U JIPYUITBEHO] CTBAPHOCTH (IpUMEpPH
13, 14, 16), anu u ca ynevyarJbUBUM YMETHHYKUM, TIECHUYKHM OCBP-
tuMa Ha Y (Interlude, Texct: P. I1. Horo) Kao ¥ ca JINPCKUM TeMaMma
U3 [IOPOAMYHOT XKUBOTA (Majka je ymjecuna yphoZa xmeba).

Temarcko U caap)kajHO JeIMHCTBO j€ IOjadyaHO OPIaHCKOM,
ouuinicosckom Be3oM y BuAy noctynka Fade Out — Fade In u3mehy
3aBplIeTKa CTpaHe A U IoueTka cTpaHe B, yHyTap Kommo3uiuje
Interlude xoja ce Hanazu Ha 00e cTpaHe. [loBe3aHOCTH Ha HUBOY MY-
3UYKOT MaTepHjalia JOMPUHOCH 3aBplIHa HymMepa Ha ctpanu B, I7ac
Hapooa (ipumep 9), cacTaBJbeHa 01 PEMUHHCIICHIIM]a Ha YKYITHO T1E€T
KOMITIO3HIIM]ja ca IJIoYe, OAHOCHO, pEKAUTYJIaI1je IPETXOIHO U3JI0-
KEHOT cajiprkaja asdyma.

HApyra maoua, ABHOJ, Behum neiom je TeMaTcKu ycMmepeHa
Ha cuMOOJIe coljamu3Ma / KOMYHH3Ma Kao CaBPIICHOT, YTOIH]CKOT
IpymTBeHor ypehemwa. OBO U3lame je y 3aMUCIIM Hapy4yuiiana moc-
BeheHO IBOCTPYKO] IP>KaBHO] IPOCIABU: TOAUIIHLUIU KOHCTUTYHCA A
npyre Jyrocnasuje ([pyror 3acenama ABHOJ-a 1943) u nonomemy
Ycrapa COPJ (1974). Akyctuyapcku, pusajenuciuuyku My3U9KH KOH-
LEeNnT y CIyk0u je cumbosa aprkaBHe uaeonoruje. Konmenujcku, ai-
OyM ce cacToju Of JIBE IIaBHE IIEJIMHE — JIBa HU3a HJICJHO M TEMaTCKU
00jeTMmBEeHIX KOMITO3UIIN]a, KOJH ASTUMUYHO CJIe/e JJOTUKY HapaTHBa.
Ha crpanu C je Temaruka Be3aHa 3a YIOTY U HJICOJOTH]y MapTU3aH-
CTBa, Ca YKJbYYEHUM JoMahuM (ONKIOPHUM MY3MYKUM MOTHBHMA.
Ha ctpanu D je anmoreo3a mwbeBa u uaeja ABHOJ-a, HOb u xomy-
HUCTHYKE HUJICOJIOTH]€; OBJE CY (DOJIKIOPHU MOTHUBH pehH, a TEKHUIITE
je Ha mpeJIoNIIMMa U3 aHITI0OAMEPUYKE MOIyTapHe MYy3HKe.

[IpBux mect Hymepa Ha crpanu C nocseheHo je Temu naprusa-
Ha. Hu3 Koju ciieqn JIOruKy HapaTuBa HACIOBJbEH je Kao /9411946,
a CBaka O] HyMepa jeIHOM O] TOJIMHA y HU3Y Off 1941. no 1946. u
c1000/iHa je TEMAaTCKO-My3H4Ka acoLHjallija Ha KOHKPETHO HCTO-
pujcko Bpeme. [locnenrba Hymepa Ha MCTOj CTPaHH, O HACIOBOM
Cupi pawuzmy — cnobooa napody! HanoBesyje ce Ha MPETXOAHHU
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CJIe/I ¥ TApTU3aHCKOM IapOJIOM 3aKJbYy4yje BHIIECICITHY, TEMaTCKH je-
JTIMHCTBEHY (hopMmy.

Crpana D ponocu xommnosunujy Finale (mpumep 10),%° a 3a-
TUM HU3 HyMepa y JIBe TeMarcke nenune. [IpBy nenuny, OobopHuyu,
YHHU JIBOJICITHA KOMITO3HUIIHja MocBeheHa ABeMa JMYHOCTUMA U3 Pe-
noBa HapoaHUX ofdopHuka (mpumepu 11, 11a u 116). OBakBO no3u-
[IUOHUPAkE HyMepa Ha TUIOYM MOIJIO OM C€ TYMa4HuTH Kao IOYacHo,
nocBeheHo TMYHOCTHMA O] TIOIITOBAA; YAHECHHIIA J1a Cy OHE Ipe-
MyHEe XyMOpa ¥ MPOHH]E Jaje 1eI0] KOHIEIIU]U OTKJIOH O]l TAKBOT
TyMadermha U UCTUYE AYyOOKO CapKacTU4aH ayTOPOB OJHOC MpeMa TOj
Temaruu. Jlpyry uenuHy nox HaciaoBoMm ABHOJ (npumep 18a-1)
YMHH HM3 OJf LIECT KOMIIO3ULMjA / PEMHHHCLCHUM]ja HA TCKOBUHE
ABHOJ-a u na nojenune norahaje y HOb. Ona je nenumuvHO pe-
II€HA Ha HAYWH ITPOTPaMCKe KOMITO3UIIH]€, YHjH j& 0OJTUK 3a0KpYyKEeH
XMMHUYHO KOHIIUITMPAHUM YBOJIHUM U 3aBPIIHHUM JIeJIOBUMA, 1ajyhu
neyar mesiaoMm u3namwy. ClaBJbeHHUYKH KapakTep OBJE IPEOBIIa/aBa;
UPOHH]ja U capKazaM Cy IPUCYTHH, aJIH YOUJbUBH CAMO Ha HUBOY JIe-
Tasba. [Ipen cam kpaj mocienme KOMIOo3uIje y HU3Y, Antuugawiuc-
wuuko eujehe Hapoonoz ocioboherpa, yKIby4eH je IUTAT OIJIOMKA
u3 Ooe paodociuu (berosen / Beethoven), mTo je Takohe 3ammcao
KOja CIIeI TEMAaTCKO KOHIETIIH]CKO YCMEPEHEe U3 HEKOJIIMKO Pasiio-
ra (mpumep 18). C oBUM IIUTATOM KOMIIO3HUIIH]ja T00Mja BUIIIE HUBOA
3Hauema; u3Mely ocTaior, ayTop y meMy BUJIU ,,CHMOOJIHUYKY BE3y
UJIeje JYTrOCIOBEHCKOT M €BPOIICKOT JEAMHCTBA PA3IMYUTOCTH, a U
npunaaHocT JyrociaBuje KyliTypHoM KoHTekcty EBpome. Tume ce,
nocie Hymepe PTB, npumep 15, Ha anOymy ycrocTaBiba apyra 1o
pelly peMHUHUCIICHIIM]a Ha OBY TEMY.

[lopex akycTHyapcke KOHUCHLK]E 10 yIIeAy Ha CBETCKE TPEH-
JI0BE — NPUMAPHOT MY3HYKOT CPEACTBA KOjU HajBHUILE JIONPHHOCH
YTHCKY CILyIIHOT U (POPMAIIHOT JEAMHCTBA U31atba, OpojHe Cy peMHu-
HUCIICHIM]¢ UCTOBETHUM WJI CPOJHUM MY3WYKHM MaTepujajioM Ha
6a3u (OIKIOPHUX NpeUIoKaKa (Ipe CBera PUTMUYKHX: (opmaruja-
Ma U MyJICAUMjOM 21yX0Z KOAd, Y JAOCIEIHOM TEMIly U Kapakrepy).
JeaMHCTBO My3HUKOT MaTepHjalia Ha TUIOYH OjadyaHo je KOpUIIhemheM
teme 3a co609dy, 3a mup n3 xommnosunuje /944 na ctpanu C: ucra
TeMa je JaTa M y KOMIOo3uIju Finale y ayrMeHTaIUj1, Ka0 HOCHJIAIL
HOBe Topyke (mpumep 10).

Jlu3ajH oMOTa CBakor o1 ajndyma moTephyje nmocrojame onmrer
UJICJHOT U TEMAaTCKOT ycMmepema. JInkoBHO pemiewe Ha LP — 60993
XyMOPHOT j€, UDOHUYHOT KapaKTepa: IPTEkK KpaBe en face, 3akuheHe
3€JICHOM MaCIMHOBOM I'PAHYHIIOM, Ca OTBOPEHHUM ITOTJICIOM CBETINX
0YMjy Ka TocMarpauy; 3ajJmha CTpaHa OMOTa IMPHUKa3yje HCTY KpaBy

29 OpuruHaIHy ayTOpOBY 3aMHCA0 Ja OHA, CXOIHO CBOM HACIOBY H TEMaTHIIH, Tpeba
nia Oyjie 3aBpiiiHa Ha andyMy, HHje 010 Moryhe ocTBapuTH U3 TEXHUYKHX pa3iiora.
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ornozaau (1prex: Maja Bypuh, npema 3amuciu H. Bopote). Jlu-
3ajH omota anoyma OOYVP / ABHOJ y ctuny je pyckor ¢yTypusmMa
(mu3ajuep: [paran CredanoBuh, npema boporunoj uneju). OBo pe-
IIEHKHE j€ CI0j JYyTOCIOBEHCKUX JPKABHUX CMMOO0JIa (3B€3/1a IETOKpa-
Ka 1 00je 3acTaBe, y pa3IMYUTUM BapHjaHTama Ha MPEIH0j, 3a/1H0]
U MPEKJIONHUM CTpaHama), caBpeMeHe ypOaHe KyATypHE MaTpHIle
u ceockor (oskiopa (JIMKOBU JBOjuIle Boaehux My3uuapa y rpyru,
ca obenexjuma croja (OJKIOPHOT M YpOAHOT KyJITYypHOT MHUJbea U
€CTeTHKEe: CTHJIM30BaHa IPHOTOpPCKa / KpajHIlKa Kara, Opaaa, Hao-
gape).’’ Enemenrapua rpaduuka gopma, ckpaheHuia Ha oMOTY, y
BEJIMKO] MEPH Jaje Tevar Iu3ajHy IeJIMHE CBOJUM KapaKTepOM JKHTa
— (arpecwBHO) HarjamaBa WPOHMYAH TOH TEKCTYaJHOT caJpkaja
nocBeheHOr jaBHO MPOKJIAMOBAaHHM IPOTpaMUMa JIPYIITBEHUX W
CKOHOMCKHUX TPOMEHA, aKTYSJIHUM 3BAaHWUYHHM TyMayeHUMa HCTO-
pujckux norahaja, Kao ¥ CyTOMHU TOjeIMHIIA Y TAKBOM KOHTEKCTY.

3akmyuax

OcHoBHu cTBapanayku nonpuHoc Hukose bopore Pamosana
JYTOCIIOBEHCKO] TIOMYJIAPHO] MY3HIIM U3 TMPBE TOJOBUHE CelaM/Iece-
THUX ToarHa XX BeKa orJie/ia ce y TOMe IITO je mocturao gysujy (0oje-
TUbEbE) eleMeHara GoJakaopa U uAruoMa CaBpeMeHUX TPeH10Ba. 3a
Iera je TpaJAuIMOHAIHA My3HKa je 3HauajaH MU3BOP MHCIHpALHUjE U
JaKo M3pakajHO CPENICTBO; O TOME caM Kaxe: ,,Ipaaunuja (CBUX Bp-
cTa 1 o0JIMKa) Me je OAYBHjeK M3y3eTHO uHTepecoBana”. Llum My je
Jla TIOKa)Ke BPEIHOCTH JIOKAJIHOT (OJKIIopa U Aa Kpo3 creunduyas
ayTOPCKH M3pa3 caomuTH oxpehene nopyke.

VY Tome je 3HaYajHy YJIOTy MMaJio KOpHIINemne MpeasiokaKa mo
y30py Ha CBEYaHe, XMMHUYHE KOMITO3HIIM]E€ ca TIopyKama Bianajyhe
UJICOJIOTH]€, Y HAJTEIIH0] BE3U ca KOHKPETHUM BPEMEHOM, MECTOM
U UCTOPHJCKMM KOHTEKCTOM y KojeM je bopora 3amoueo cBoj paj.
DONKIOPHOM MY3UMKOM ca MpocTopa OuBile JyrociaBuje Moriia ce
CAONIITHUTH U (YTOMMCTHYKA) UACOJIOIIKA TTOpyKa O ,,0paTCTBY U je-
JMUHCTBY Hapozaa v HapoaHocTw . OTyna Kpo3 GoIKIOpHE MpeIolI-
K€ MPEJHOCT HUJj€ /1aTa HUJETHOM OJf €THUIIMTETA Ka0 HHXOBHUX HO-
cunana, Beh cy oHM y3eTH Kao 3ajellHMYKa OallThHA, 00jeTUHCHU
OIILUTUM, HEYTPAIHAM TEPMUHOM HapoOHu mouugu. To noTBphyjy
u BOpOTI/IHe peun: ,,Ja cam y To Bpujeme 0uo (oKycupaH Ha yTo-
MUCTUYKH MPOjeKaT CTBapama ]yzowzoeeyczce Halyje — Tako caM ce
ocjehao, pa3mMuIbao U U3paxkaBao”. (Jeman o exemMeHara Te 3ajel-
HUYKE OAITHHE JeCTe M HAPOOHO KO/10, Ka0 MYy3MUKH MaTepujall u

30" y30p 3a cBeoGyxBaTHM KpeaTHBaH MPUCTYI y CTBAPAkY KOHILENT andyma GHO
je Takohe y anbOymy Sgt. Pepper’s... butica; Bumeru http:/ www.youtube.com/
watch?v=7TNSW6E snNg; npuctyrsbeno 12. 4. 2014.
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Kao cuMOOJI IpUMemeH y Bullle bopoTHHUX TeKCTOBa pa3NuiuTe Te-
maruke).’! Bopora nmpuiasu GOoNKIOPHUM MPEUIONIIMMA ¢a TYHOM
cBemrhy o lUMa Kao U3pasy KOHIIEHTPUCAHOT UCKYCTBA MPOLUINX I'e-
HepalKja U MHTYUTUBHO MPOHUYE Y HbHUXOBE ayTEHTUYHE 3HAYCHCKE
HHUBOC, Najyhu uM HOBO oTenoTBoperse. llraBume, Oynyhu y ToKy
ca HajBUIIUM JOCTUTHyhHMa cBeTCKe MoIylapHe MY3UKe, YHHHO j€
KOpaKe y [PaBIly OCTBAapEerba HACje KOJy CY y TO BpeMe y JyrociaBuju
CIIC/IUIIN ¥ APYTU MY3UYapU: HACTOja0 je ia AonpHHece popMupary
HOBOT KaHpa, WJIH, [10 CBOJUM PEUrMa, Pajiuo je y IIIJbY ,,Tpacupama
myTa pa3Boja ‘(OJIKIOpHOT ™ MpaBla [JAaHALNIBOM TEPMUHOIOTHjOM
pedeHo, xxanpa WM] y JyrocnaBuju’.

Y KOMNO3UIIMOHMM MOCTYHI[MMa PYKOBOJUO C€ HajupHU3Ha-
THJUM CBETCKHMM Yy30pHMa Tor BpeMeHa. KonnenT anlym ce moka3ao
Haj3aXxBaATHH]OM (OPMOM 3a 00jeANIEHE HErOBUX CTBAapajauKuX
NpHHLKIA. AHAIM3e MOKasyjy Aa je npsu anOym KameH Ha KameH,
LP 61993 (1973), octBapere ca jaCHO U3PaXCHUM TCHJCHLjaMa y
TOM KOHLICIILIH]CKOM MPaBIly, MOX/a U NPBO TAaKBO H3Jame y Jyro-
CJIaBH]H, ILITO MY /1aje TOCEOHO MECTO y UCTOPHjH jJyTOCIOBEHCKE IMO-
nynapue mysuke. Ha napenuoj miouun, OOVP / ABHOJ, enementn
KOHLICTITA Cy JOLI jJaCHH]€ 1 YBPLINE [I0CTABIBCHH.

UpoHnja u capkasam, 3Ha4ajHC KapakTepucTHke boporuHor
CTBapaIIadKor U3pasa, Jjajy CreuduIaH KapakTep HEeroBuM KOMIIO-
sunjama. Hapounro fonase 10 m3paxaja Ha CEMAaHTHYKOM HHUBOY
kopunthema ofpeheHnx u3pakajHuX CpeIcTaBa.

YoueHa cy /1Ba €JIeMEHTa KOJU Cy Y HajTeIlkoj Be3u ca (oJ-
KJIIOPHUM HJIMOMOM: TO Cy 3BYYHH MOTHB JbYJICKOT pUTMHUYKOT KOpa-
Ka U MOTHB y3BUKa KoMaHAu ynyhenux rpynu jpyau. CBaku o lbUX
ce cpehe y aBOjakoj yimo3u: Ka0 MOTHUB KOpaka / KOMaHAE MPU UTPH
(y enyxom / Hujemom xozy) u, pehe, kKao BOJHUIKH (CTPOjeBH) KOpak /
BOJHMYKA KOMaH/a. ,JuTame” (heHOMEeHa U CEMaHTUKE OBUX MOTHBA
MOKe OMTH JIBOJaKO: U3 TPAJAMIIN]CKOT MOJIeIa — Y KOJIy — IIPOJEKTY]y
Ce Y HOBY MJICOJIOIIKY MaTpHIly, moapazymeBajyhu nepdopmarus-
HOCT APYTOT, HAMETHYTOT BHUJAa KOJEKTUBUTETA, CACBUM JIpyraduje
npupoze. [Ipenazak u3 jenne y npyry cdepy npaheH je UpOHHjOM.
(CnuyHO CeMaHTUYKO MpE3HauYeHe Halla3uMO U 'y TIpuMepy 7, Tupc-
KOT Kapaktepa). ORXHOC /Bejy rpymia n3paxajHux cpeiacrasa bopora
TyMauH Kao ,,KOHTpacT usmely dpownociuu (106a 6ajku 1 enosa) u
cadawrociuy”. JlpyruM pednMa, ped je 0 MOETCKOM IMOCTaBJbamby
(HajMame) /JBa MJIaHa MoOMMarma CTBAPHOCTHU JEAHOT Y3 JAPYTH.

dy3ujom (00jearmBbaBakbeM) PA3THIUTHX MY3UYKUX €JIeMEHA-

31 Vrnyhusame onmrTux no3usa ,,y Koo~ UMa MO3UTHBHH, ONTUMUCTUYKU HpeI3HaK,
KOJU c€ MOXJa MOXe€ TyMauuTH Kao M3pa3 J0XKHUBJbaja OBE apXaudHe IiecHe Gopme
(0OpeHOT KpY>KHOT' KpeTarma) Kao Moryher myTa Ka KOJCKTHBHOM H30aBJbCHY O
CTHUXHje OPYIITBEHUX U NOJIUTUYKUX IPUINKA, KPO3 TIOTBPIY CHAre 3ajeHHuLIE.
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Ta OCTBAPCH j€ JSAMHCTBEH M3Pa3 Y KOJeM CAOIIIITECHE IOPYKE UMajy
CBOje MyHO JejcTBO. BemituHa aytopa cactoju ce y TOME IITO je€
eneMenTe nomaher (OJIKIOPHOT, aHITI0AMEPHUYKOT aKyCTUYapCKOT U
UAMOMa XUMHUYHUX, UICOJIOIIKHA YCMEPEHUX KOMITO3UIIU]a YAPYKUO
y KOMIIAaKTHE IIeJIMHEe, Y KOjuMa OHH T0jeIMHAYHO 3aJIp)KaBajy CBOjY
ayToHomujy. CemaHTHKa je TpalleHa Kpo3 KOMOMHOBAaHE MY3WYKHUX
cuMOoIIa cesbauke 3ajeTHUIE U BheHe OMOJIOLIKE CHAare ca My3H4KUM
cuMOoIMMa HJeja BOIMJbA COIMjalIU3Ma, Y MHTEPECY OCTBapema
3ajeIHHIIC HOBOT THIIA. 3ajeIHUIIa je TOTBpheHa u kpo3 (PoakIopHH
MY3UYKH UJIHOM M KpPO3 €CTETUKY MACOBHUX Iecama U KOpauHuIa, a
Ha aKTYeJIHOCTH J00Hja 3axBajbyjyhu My3WYKUM MOTHBHMA U CPEJI-
CTBUMa 10 MOZIENTUMA Ha]yCIEIIHU]UX OCTBAPEH-a CBETCKE MOITyJIapHe
My3UKe. Y TaKBOM J€MHCTBY, €JIEMEHTH MY3WUKUX MaTpHIla, PEeKIIO
Ou ce, HE MEHAajy HUTHU MOHUIITABA]y CBOj€ 3HAYCH-€, HUTH CE Taj
CIIOj OJIBHja MPOTHBHO YHYTAPHHUM IPAaBUIIMMa CBaKe Of] IbHX, Beh ce
OHO Ha JeIHOM HOBOM HHMBOY IOHOBO NoTBphyje. TakaB crmoj ocraje
Ha Tpary OCHOBHOT 3Hau€Ha CBAKOT O] TPU IMOMEHYTa HAUOMA, J10-
Hocehu MOpyKy HICOJIOIIKH MOA00HE W OTY/Ia, KaKo j€ CYyrepHcaHo,
il06e00HOCHe MATPHIIE Ca aypPOM jYTOCIIOBEHCKE YTOIH]€ — UJICAITHOT,
[paBeHOT IPYIITBA U UICATHOT KHBOTHOT OKpYXema.*> Hapouuto
cy ce e()eKTHUM NOKa3aJIH CII0jeBU TPATUIMOHATIHUX MpeioKaKa 1
OHHUX KapaKTePUCTUYHUX 32 CBEUAHE KOMITO3UIIH]€; TO j€ MOTIIO OUTH
Y MPEJBUJIJBUBO, jep j€ pPed 0 My3WIKUM 0OpaciiiMa KOju Cy IHUPOKO]
myOmuuy (6uin) 1o6po nosuaru (mpema Middleton 1990: 45). Mox-
Jla ce y OBOM CIIy4ajy 4aK MO)KE€ TOBOPHUTH O (bonKnopHOJ MaTpuLHU
Kao u3pasy ,,eKCTepHANM30BaHOL, Huker apyror” (Toynbee 2002:
154) — y osom ciyuajy, JIYKOT 1 KPAJHILIKOT TOPIITAKA Y HHXOBO]
NOCTOJONHU — YTKAHO] Y ,,BHILY” My3U4Ky HOpMY, KOja KOPECIIOH/IH-
pa HOBOM HauMHY JKMBOTa U BEPOBabA y YTOIH]CKO] IP>KaBH.
Ycenocrapibame 0BUX Mapalieia BayKHO j€ U 3a pa3yMeBambe IMo-
eTHKe ipojexiria KameH Ha KaMeH y LIeTUHU. AHajau3e KacHUje Ha-
ctanux bopoTuHux pagosa y morieny TeMaTuke, MOTUBUKE U U3pa-
KaJHUX CpeJICTaBa MOTBpaAMhe calallkby MPETIIOCTaBKy O TOCTOjaby
oapeheHNX KOHCTaHTH Y LEJIOKYITHOM HErOBOM CTBapasallTBy.
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I[TPUJIOT
AHam3e KOMITO3UIIH]ja

1. Yukaz o0 / Chicago 1886 (1973)%

Teker: /1. Tpudynosuh; Boaehu Bokanu: 3. u Jb. Bunosuh;

— Cazapxaj: o morahajy y Uukary 1. maja 1886;

— o0IuK:

YBOJI: pUTaM 2nyxoZ koia Ha OyOmeBuMa; A B C Al
[aabbaab] [cccc] [dd] [aabb]:

A: cono neoHuna Kpo3 TPaJAUIIHOHATHE METOIU]CKH MOJIEIN IPUIIOBEIHE WU
eICKe MecMe, Ha CYreCTUBAaH HAYHH ,,[IOBHIICHOT TOBOpA” CAOMIINTaBa O JO-
rahajy; KaHOHCKH JHjaJIOT BUCOKMX M HHCKHX MYIIKHX IJIacoBa acolupa Ha
JICOHUIIE IecaMa Ha Hac 3anaIHIX JTUHAPCKUX KpajeBa;

B: akycTHuapckM KOHLHMIIMPAH OJICEK: PEHECAHCHH apaH)XMaH JIMPCKOT Ka-
pakTepa; MOCTUTHYT je MASjHH KOHTpacT mu3Mely nmpckor, cy0jeKTHBHOT JI0-
JKUBJbaja Mecella Maja Kao ,,Mecela JbyoaBu” U erCKOT KapakTepa peBOIyLIHO-
HapHoOT gorahaja y memy;

C: peunTaruB: y3BHLM HCTOBPEMEHO ACOLMPAjy Ha OOAPCHE NPH 3aje/IHMY-
KOM paJly, Ha KOMaHJIe Y 21yXOoM KOy W Ha CBOJeBPCHY Oajalliily H3roBOPEHY y
cTamy Onaror Tpanca, MOKIa Ka0 IMUTALN]y apXandHOT OOPEIHOT 3a3UBamka
norahaja o1 KOPUCTH 3a KOJICKTUB / 3ajSTHUILY.

Al: KOHTpAIyHKTCKH Bol)eHe THMHMjE TIIaBHE MeNIoANje U ABejy nparehux meo-
HUIIA acOLMPajy Ha JEOHULLY baca U yuxkobaca y necMu Ha bac.

2. Tpu ojesojke (1973)
(Bomehu Bokan: H. YkpazeH)

— Cazaprxaj: TpaAUIIMOHATHUM CTHXOBHMA MPUAOJAT j€ CMHCA0 KOJUM Ce Ha
UPOHUYAH HAYUH FOBOPHU O HJICATN30BAHOM CXBaTamy JEBOjavuKe UYSIHOCTH;

— MenoauKa cTpode U pepeHa i IHHXOB OJJHOC MOAPaKaBajy MOAET IPUCYTaH
Y KpYT'y TPaIuIHOHATIHUX MIecaMa ca UCTUM WIIA CITUYHIM OYETHUM CTHUXOM;
— OONTUK: TpaJANIIHOHAHA MOJIET: YeTBOPOCTHX (IBa JBOCTHXA) M KOHTPACTH-
pajyhu, curabuunu pedpen: AAB(R):

A: Menoauja 3aCHOBaHa Ha TPAAUIOHAIHOM MEJIOAN]CKOM MOJIENTy CPOIHOM
T3B. ,,00peaHoM racy” (Golemovic¢ 1997: 25);

B(R): 4eTBOpOCTHX, C YKPIITCHOM PUMOM; HH3 (pparMeHTaAPHIX PEIICTUTHBHUX
JIBOTAKTa acolupa Ha TPaTulMOHAIHE CHiIa0udHe pedpeHe ITyKe Ol EBaHOT
cTuxa (Dokmanovic’ 1981), kapakTepucTHKe Kpyra recamMa ¢ OBUM MOYETHUM
CTHXOM, 9Hji pepeH Moxke ,,ipuyarn quray npudy” (Golemovic 2000: 38);
— KOMIIO3HLIja je IIPOXKETa PATMOM M KOMaHJaMa 21yxoZ Kond, HApOIUTO HH-
CTpyMEHTAIHU I/IHTepJIYI[I/IJYM Y CPEIMILILEM JIENTY, MOTUBCKH M apaHKEPCKU
paspaben, ¢ acolujanujamMa Ha MeJIOANKY pedpeHa;

— XapMOHCKH CIIe]l, TOpPe]] OCHOBHUX (DYHKIIH]ja, 3aXBaTa U MUKCOIUIMjCKY 00-
JacT;

33 Kommosuumja je napydena ox Paxuo Tenesusuje CapajeBo 3a MPUrOXHH IPBOMAjCKH

mporpam cepujana ,,Ha ta “.
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— apaHXMaHCKUM NOCTYIIIHUMa U HACHUMaBambEM IT1acoBa HOCTI/IFHyTaje rycra
BOKAJIHA (pakTypa U UMHTAIM]A YuKobaca; THCTPYMEHTALUja Kao Y IO XKaHPY;
rUTapa CUMYIupa cas.

3. Iljecna Mapwany Tuiay / /lpyZ apuye docaoumo yeujehe (1975)%
Teker: Tpagunmonanau (Boaehu Bokan: H. YkpaneH)

— Cajpikaj: CTUXOBH JIBEjy TPAJAUIHMOHATHHUX IIecaMa MocBeieHUX JIMKY U JeTy
Mapmana Tura;

— CTHX: eTICKH JIeCeTepall, TBOCTUX, C PUMOM;

— 00OJIHK: JIBOJICIIaH, MEJIOCTHX U pepeH, 3aCHOBaHH Ha JBeMa 3aCCOHUM MeJIO-
MOCTCKUM TieTTMHaMa. JlenoBr 00JIMKa KOHTPACTUPA)y MY3WYKH U CajpKajHo,
MIPEJICTaBIba]y CBOjEBPCTaH ,,IOTIYPH~ KOjU JO3BOJbABA M3pa3e PazIMuUTHX
HHUBOA JKEJbEHUX 3HAUCHA: CTUXOBE Y PUTMY KOpPauHULE, Y U3PAXKEHO [TAPHOM
PHUTMY, U3BOJIC MYIIIKH IJIACOBH YHHUCOHO, a peppeHCKE 0JICEKE C KOHTPACTHOM,
JIMPCKOM MEJIOH]OM H JIMPCKHM TEKCTOM H3BOJIH COJIO KEHCKHU riac:®

A: TpamuIHMOHAIHA (parMeHTapHU MEJIOIM]CKHA MOJEI; KaJeHIla Ha XHUIIOTO-
HUIH 0]1aj€ BETOBY ,,BECTCPHU3AIHN]Y .

B: Menoaunja y manupy necme Ha 6ac, ¢ TpaAUIIMOHATHOM KaCHIIOM; OOJHK:
MaJin OTBOPCHU MNEPUOJ; CEKYHIHU MCHO,Z[I/IjCKI/I TOKPET y JIaraHOM TEMI1Yy CT-
Bapa acoljalujy Ha MEJIOI1]y XUMHE.

OnHoc KaneHNUjarHuX (GopMylia Ha MaKpOIUIaHy CIIEAW TPaTUIMOHAIHU 00-
pasail: MmoiayKaJeHIe Ha XHUITOTOHUIM (YCIOBHO: f]) WM 3aBpIHA KaJeHIa Ha
ToHUIHU (g1); ,,BECTEPHU30BaHN  3aBPIIICIU JOMPUHOCE YTHCKY MOICPHOCTH
u3pasa.

WHcTpyMeHTalmja: npeMa MoJiesly aKyCTHYapCKHX KOMITO3HIIMja U3 Ile3/iece-
THUX TOAMHA.

4. I'pao (1973)
(Haparop: A. M. ImamoBwuh)

— Caapxaj: rpaJ Kao TCKOBUHA YOBEYAHCTBA; JKPTBE ,,ko0je cy y CapajeBy u
oko CapajeBa THHYJIE Yy 1IjeIOKYITHOM TOKY HErOBe UCTOpHje (I1a YaK U Y HO-
Buja Bpemena)” (H. b.); noxxuBibaj rpaga CapajeBa Kao jeAMHCTBEHE 3aj€IHULE
Pa3INIUTHX KYATYPa;

— YBOJIHM HapaTHB je y popMu roBopa, 00jaBe (IMOTEHIIMjaTHOT') KOHIIETITA, Tj.
3a4eTKa {pojexiua; ISHTPAITHU je MOTUB KaMeHa (acolldjaiyja Ha UMe TPYIIe;
cuMO0IT BEYHOCTH, OOpaBHUIIITE yIle, cTaHuITe OokaHcTBa; Buaetu Chevalier
u Gheerbrant 1983: 243-245);

— TEKCT CBEYAaHO-MPOHUYHOT U3pa3a je Y CTUXOBUMA, Y CIICKOM JECEeTepILy; Y
CBEYAHOM TOHY UXTOBOpa mecHUK A. M. iMamoBuh y3 XUMHUYaH HHCTPYMEH-
Tan (Tygadn);

34 Komnosnmmja je objassbena Tpu myta: 1973. (Bonehu Bokan: JI. ®ujana), 1975. n
1980. (Bonehu Bokain: C. bajuh Jlexuh, nparehu: J. I'aj Tepauh, b. Kepuh Brnaxosuh, E.
Unuuh). V cBUM Bep3ujama ycrasbeHu cy macosu Jb. Bunosuha u H. Bopore.

35 3axres mapyunona necme (Pammo Tenesusuja CapajeBo, 3a nporpam Jpyarce Tuitio,
Mu iy ce kyHemo, pexucep Jl. Opaxopair), O1o je 1a HOBa 1ecMa Oyjie 3aCHOBaHa Ha
(hONKIIOPHOM TPEJUIONIKY M 3aJpKaBa acolljallMjy Ha Hera, ajd Jia y ceOu uma u
€JIEMEHTE MOZIEPHE KOMIIO3ULIYje oIy IapHe My3uke (mogauu gooujenu on H. bopore).
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— eJIEMEHT KOHKPETHE My3HKe: 3ByK nucahie MaluHe, 4uju je b ,,J1a Jjouapa
atMoc(depy KaHIeNapHje TONUIUjCKOT UCIIEHNKA KOjeM je CBaKo ‘Bpiyaame’
Kpo3 HCTOpH]jy oaMax 6mino ‘cymsbuso’” (H. B.).%

— o0nuk xonmaxkHu: A Av B C; my3uuka dysuja; ,, JUpEeKTHA WHCIHpAIja —
peHecancHa menoauka (JlyOpoBauku TpyOamypu) ¢ TBPIMM XEpIIETOBAYKAM
3apprrennma’” (H. B.):

A, Av: akycTHYapcku KOHIUIUpaHe ctpode u pedpeH: JoMUHALM]a TUTape, Y3
KOHTpacTupajyhy comucTHuky nesany cTpo(y 1 BUIIETIACHHU CTaB Y pepeHy;
CTHJICKH CJIEMCHTH UTAJIUjaHCKE PCHECAHCE;

B: Be3a ¢ cryxum korom y puTMHIKEM (UTYypaMa ¥ KOMaHIaMa;

C: ca3ByYHH U KaJCHIM]aJIHH OOPTH Ka0 y CEOCKOj TPaAUIHji XepleroBuHe
(KaJeHIa y BEINKOj CEKyH/IH, Y CKJIa/Ty Ca Ca3ByKOM Ha THTApH KOja CUMYJIHpa
Tamoypy);

— XapMOHCKH TutaH: ayp, cMena T u S, npeonalyje ¢pon Ha T;

— Ha caMOM Kpajy HapaTop u3roBapa ped ,,Parap” c jakom peBepOepamujom,
LITO j€ Ipesia3 Ka UCTOMMEHO] HapeIHO] KOMITO3UIIH]H.

5. 306 ca inanuna (1973)
(Bonehu Bokan: H. Bypuh)

— Canpxaj: 0JHOC NpeMa HEKAJAIIkEM 3aBUYAjy y MIaHWHAMA; 00jazaH o
ryOHTKa TOUpa C TIIAHKMHOM Ka0 H3BOPOM JKHBOTHE cHare;®’

— obmmk: AB(R); memomuja crpode M pedpeHa Cy y MOTIYHOCTH Y CTHIY
CPEIH-OEBPOIICKE My3HUKE KyJIType; pUTaM JICHAIEpa, PUTMHYKA IIPaTHha Xap-
MOHHKE.

6. 00YP (1975)

— Canp:xaj: npoHHYHO Bul)ebe eKOHOMCKe opranusanuje npeayscha y COPJ;®
— o0muk: AB(R):

A:mojenHOCTaBJbCHA MEJIOMHMja, CBEJACHA HAa HU3AmEC TOHOBA IYPCKE CKane
HaBHIIIE; 3HAUCHC: HAIAIIABAKE CIOTOBA peuM yHyTap ckpaheHure, Ha 1o
JEAHOM TOHY JIECTBHIIE, Y j€IHOIMYHOM PUTMY, CYT€pHILE CPULIAEHE WIIH MO/
PYTJBHBO CKaHIUPAhC Y IHJbY YUCHa HIH IPECIUIIaBamka, YUME je UCKa3aHa
HMpOHHja y OTHOCY M Ha CKpaheHHMIly U Ha 1ojaMm;

B(R): koHTpactupajyhu y morieny MeoIdjcKOTr paciioHa U TOHCKOT cacTaBa
(Tpuxopn); 3HAYCHCKH, yIyhyje Ha aename, Ha (,I0KEJbHI ) aKTUBHHU OTHOC
paIHHUKA IpeMa CONCTBEHOM JIOMPUHOCY Y 33AaTUM OKBUPHUMA,;

— 3BYK OpryJba Kao npareher HHCTpyMEHTa acolupa Ha CakpaliHy arMocgepy;
MOXK/1a HaroBewmTana (,,lI0KeJbHU”) PEIUTHjCKU KapaKTep OAHOCA peMa TEKO-
BHHAMa COIIHjaTH3Ma;

36 Jenam on mpuMepa XPOHOJIOIIKM paHHje MpUMEHe 3Byka mucahe MalIMHe y Aeuma
CBETCKE MOITyJIapHe My3HuKe, jecte rnpotectHa rnecma boba lunana Percy s Song (Baez
1965, enekrponcku u3Bop). OBa komno3uirja boporn Huje Ouiia y3op, MITO 3HAYH 1A
_Le% ped 0 BaMa HE3aBHCHIM KopuIhemMa UCTOT U3PakajHOT CPECTBA.
»»JJAPEKTHA MHCIIHPAIHja — CIIOBEHCKO-aJIICKa MEJIOUKA C SKOJOIIKOM MOPYyKoM”
gH. B.).
8 U oBo je [...] TemKa MpOHHja M CapKa3aM... OMIPABAIHE Ca OMDUINIjETHIM
MOJIMTUYKO-EKOHOMCKHM TpeH1oBiMMa oHor Bpemena” (H. B.).
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— XUMHUYHU HHCTpyMEHTau u3mel)y nemnosa oomuka cTpoda gonprHoce cBe-
4aHOM KapakTepy.

7. Muna majro (1973)%°
(Boxehu Bokax: /1. dujaia)

— Temaruka: JpyOaB JIeBOjKE MpeMa MUTCKOM jyHaky. CaJpikajHO, KOHIET-
IUjCKU U MPOAYKIMjCKU y HCTY paBaH Cy IOCTaBJbEHA J[Ba THUIICKA HJ€ala:
,IIPUHIT Ha 0EJIOM KOY’ M3 MaTpPUIle TPAIUIHjCKOT IPYIITBA, U 3aMHUIBEHU
UJICATHU JIUK MJIaJIOT YOBEKa COLUjaTMCTUIKOT 100a;

— aKyCTHYapCKH KOHIIENT: TICBAhE U PEIUTOBAE Y3 PUTMHUKY IIPATHY Ha TH-
Tapu;

—obmuk: A A B B:

A: nomuHaija neBama — Bojaehu KeHCKU u npaTehu MyIIku Bokal y mapa-
JICTHAM CEKCTaMa;

B: pennToBame Mpo3HOT TEKCTa M PUMOBAHUX CTUXOBA; XaPMOHCKH IUIAH C TPU
OCHOBHE (PyHKIIHje TIPOLIHPEH je TPO3BYKOM Ha JIPYTOM CTYIEY el KaieH-
IUparbeM, IITO IPOM3BOIN EMOIIMOHAIHH eeKar;

— PEIMTOBAKE je CHUMIBEHO MPEKO MeTadoHa, MTO 0TBapa MOTyYhHOCT BHUIIIeC-
JIOJHOT TyMadema:

1) nmpema ayTOpcKoj 3aMHCIIH, OBAj TEXHUYKH MTOCTYTAK ,,[IOAL[PTaBa ajIuje-
HAIWjy JBAa MOTIYHO Pa3IUYUTa UCTOPH]CKA KOHTEKCTA” M HA IIUPOKOM ILIAHY
ocTBapyje ,,KoHTpact usMel)y mponutoctu (100a 6ajKu 1 €MOBa) U CaIAIIEHOCTH
(mob6a cypoBe cTBapHOCTH U enekTpoHckux nmomarana)” (H. B.);

2) cHEMAaK TOBOpa MpeKo MeraoHa MOXKE c€ TYMAYUTH M Ka0 CHMYIIAIlHja
EMUTOBaka JIMPCKE PEHUTAIje ¢ pa3miaca (XUIIOTETHYKH: y OJMapaHIITY
WIN HA CTaJUOHY), IITO AEMUCTU(HUKYje MHTHMHHU JUPCKU KapaKkTep MeBaHE
Jby0aBHE ITECMeE jep YBOAM JUMEH3H]Y jJaBHOT HCKA3UBamba Jby0aBU y OKBUPHMaA
KOHKPETHE HCOJIOIIKE MATPULIE;

3) Yenocrarspame napainene uzmel)y mpencTaBe jyHaka u3 MUTOBA / OajKku
W WJICANHE CIIMKE MJIAJIOT MYIIKapIa Kao HOCHOIa HajBehmx BpmmHA mpema
UJICOJIOIIKOM YUEHY COIUjaIUCTHYKOT J100a.

8. Hek’ ce 3na (1973)
(Haparop: A. M. ImamoBuh)

— Cazpixaj: aconmjainuja Ha uaeaie HacieheHe U3 npouniocty; o mehyrenepa-
ITMjCKOM KOHTHHYHUTETY CXBaTamba M BEPOBamha, HAKo Cy HETTOCPEIHA KIBOTHA
uckycrtBa japyraumja. [IpuspkeHoct Hacnely mpenaka (,,y koctuma’), JbyOaB
peMa CB0joj 3eMJbH (,,Hame”, ,,iparo”, ,,IMjerno’”) U CIPEMHOCT Jla ce OHa
qyBa U OpaHu.

— Hyp, ocHoBHe xapMmoHCKe (yHKuHWje (y Ieny ¢ mojaBa Tpo3Byka Ha VI
CTYIY ), IIAPHU PUTAM.

— O0muK:

VYBog a(r) B c¢ a(a(r) Bl c¢ wmHTepn . |:a:| enumor/ Coda
VYBox: Hapaija / TOBOPHH TEKCT (HEPHIMOBAHU CTHXOBH y CHMETPUYHOM OC-

39 Kommosurmja je y HEITO Apyradmjoj BEp3UjH MOHOBO CHEMIbeHA 1975. rommie
(Bonehu Bokan: H. Ykpanen).
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Mepily); peBepOepaiija acorpa Ha CaolIlITaBambe UISOTIOMKH 000jeHUX TO-
pyka y3 ynotpely pasniacHor ypehaja Ha MacoBHOM cKymy (Kao y mpuMepy
7). PeBepO ce mpema kpajy HapaTHBa CMambyje, a BEroB MOTIIYHH U30CTaHAK
Ha MOCTIEb0j PEUH, 3eM/be, Naje JIMIHU, HHANBUIYaTHU H3pa3 U TOILTHHY U
CHary IUPEKTHOT McKa3za. OBaKo KOHIMITUPAH YBOI Y 3aBPIIHY KOMIIO3UIIH]Y
Ha aJIdyMy 3a0KpyKyje BeroBy (hopMy: Ka3uBama 0 KaMEHY U (MaTepujaTHoj)
BEYHOCTH U3 IpBe HyMepe (mpumep 5). OBne nobuja cBoje 3acBoherme Hariac-
KOM Ha (JlyXoBHOM) Haclel)y cBUX KOju OUTHIIY Ha )KHBOTHOM MPOCTOPY Tpe-
Jlaka (3eMJbH), U Ha CBAaKOj BPCTU NMPUBPIKEHOCTH TOM Hacuel)y.

a (r): XuMHAYHA Meoarja (Cuia3Ha, Behum 1esioM o TOHOBUMa AypCKe CKa-
ne); xapMoHcku 1iaH: S-T-D-T. Yuemrhe rymaukor opkectpa u 0yOmeBa, *KeH-
CKOT M MYIIIKMX BOKaJia (OKTaBe, KaJeHma y Tporiacy). [Ipu MHOTOCTpYKOM TIO-
HaBJbamy JIea a JI0 Mpe]] 3aBpIleTaK KOMIO3HIIH]je, Baprjaije y OyOmeBnma
acouupajy Ha 60rato BapupaHe MOTUBE 21YX02 KOId.

B: Konrpactupajyhu 1eo: MyIIKu [IacoBH (YHHCOHO) y3 TUTapy, aKyCTHYap-
CKa KOHIICTIIH]ja; MPH ITOHABJbAbY MEIOMjE IPaallija je IOCTUTHYTA YKIbY-
YEeHEM I'YIauKOT OPKECTpa.

¢: XMMHUYHA MEJIO/INja, KOHTPACT Y MEJIOIH]CKOM TOKY M XapMOHCKO] TIOITO3U
(yBoheme akopna Ha VI ctynmy). KoHnenmujcku / apaHyKMaHCKH TTOAYIAPHO
¢ aenom a (1).

B1: ymecro kageHuupama kao y B (Ha TOHWIM), KaJeHIIA je OJJIOKEHA: JI0
IPeJT 3aBPIIHU TOH YMETHYT j€ COJIO Ha EJIEKTPUYHOj TMTapu (I[Ba TakTa), a
3aTHM 3aBPIIHH CJIOT (ped Mu), JeAMHCTBEHH Y3BUK BHUILE MYIIKHX IIacoBa (C
peBepOOM), IIITO acolpa Ha orviamiaBame BojHe Gopmanuje uiu Mace / Behe
TpyIe JbYIu.

WHcTpyMeHTaTHI HHTEPIIYIN)yM: JIJaraHH MEJIOAMjCKU TIOKPET HAaBHIIIE IO TO-
HOBHMa JypCKe CKaJle y HHCKOM PETHCTPY COJ0 KOHTpadaca; MpUApyXyje ce
6ac OyOam Hajmpe y TyXKHM, a 3aTHM Y KpahuM pUTMHUKUM BPEAHOCTUMA, Y
rpajalujy, U MoApIKaBa acolMjaTHBHY BE3y OBOI PUTMUYKOT ITYJICA C SIyXUM
KOJIOM.

Emmnor / Coda: TlponyneHTcke MHTEPBEHIIMjE HA MHOTO ITyTa ITOHOBJHEHOM
CHUMKY KpaTKOT PUTMHYKOT MOTHBa (0ac rutapa u OyOHmEBH) CTBapajy aco-
[Ujalujy Ha KpeTame (KOTpJbamke?) HEKOT TpeMeTa U Ha TIOCTYITHO ycIopa-
BambC JI0 MOTITYHOT 3ayCTaBJbarba (MOX/Aa M HA MOCTETIEHO 3ayCTaBJbabe pajia
HEKe MallllHEe WX Ha HEeH KBap).

9. I'nac napooa (1975)

— Cajpxaj: KOMITHJIaIKja MOTHBA U3 Itecama ¢ uctor andyma (OOVP): Majxa je
ymjecuna ypuoéa xmeba, /lpyeapuye & opyeosu, I pao — ceno, Huzoje mweiiwe
3emme Hema.

— Hyp, xapmoncke ¢ynkuuje T u D, mapHu putam.

—O6nuk: A B

A: XKaHOHCKE PEMUHHCIICHIIH]je Ha Beh mpe3eHToBaHe UCEUKe: 110 jeHe pede-
HUIIE WIN YeTBOPOTAKTHE ()parMeHTe W3 CTHXOBA WM pedpeHa, ¢ UCTOBET-
HOM XapMOHCKOM mopioroM, cMeHoM D u T; ¢pase ce mocTymHO yKIbYUyjy
Y jenMHCTBeHY (aKTypy; jeAHa O BUX je JaTa Uy BUCOKOM H Yy HHCKOM pe-
ructpy. OJicek ce 3Ha4eHCKU U Y TOIIey My3HUYKe KOHILETIHje 3a0KpyXKyje
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MOHABJbAKEM JIBOTOHCKE (hopmyne y putMmy rosopa (Huldje wewie 3emme
Hema).

B: camMax xaropa Behe rpyrme jpyau (TOBOpe TEKCTOBE IPETXOJHO ITEBAHUX
(bparmeHara, u Apyre) UCIPBA je THIIIH, & 3aTHM C€ 110jauaBa, J0K [IeBabe U UH-
CTPYMEHTH TIpejiase y JAPYTH [UIaH U HECTajy; 3aBpIIETaK HyMepe je AUPEeKTHA
pEMUHHCIICHIIH]a Ha KOMIIO3uIHjy Sgt. Pepper’s Lonely Hearts Club Band.*°

10. @unane (1975)*

— Canpikaj: neja 6opOe 3a ciio001y ¥ MUP Y IIHJbY 04YBaka HajAparoieH!jux
JMYHAUX 1 KOJIICKTUBHUX HJICala;

— Iyp, OCHOBHE XapMOHCKe (pYHKIIH]e, TApHU PUTAM;

—obnuk: |:A:]] B |:C:] D:

a: MYIIIKU [JIACOBH y 0aCOBOM PErHCTPY, YHHCOHO, CIIOP TEMIIO, THHAMUKA 00-
HYHOT TOBOpA, TEKCT 0 6OpOU 3a c10001y U MUP; TEMAaTCKU MaTepHjall: MeJo-
nuja aena b u3 kommosunuje [ opom jezoe tapiuuzanu / 1944. y ayrMeHTaIHjU;
IIpY TIOHABJBAKY HAjJIIPE C€ YKJbYUYje JKCHCKHU IVIac, a 3aTUM mparehu akopau
Ha rutapy. TuMe neBaHH TEKCT O CONCTBEHOj O0pOU 3a cJ10001y U MUP CIIOYET-
Ka acollrpa Ha CBOjeBPCHY ,,KOHCIIHpAIH]y”’, TICBakbe IpyIe JbyIn Ha (TajHOM?)
cactanky. IIpBa mojaBa OCHOBHE MEJOJHMje MOXE Ja acoIMpa Ha CBOjEBPCHY
TPYIHY 3aKJICTBY, IPUAPYKUBAKE KEHCKOT IIaca Ha MPUXBATAIE IMOPYKe Y
IIMPOj 3ajeAHUIIM, 3 YKIbYUCHE TUTape Ha FbeHO OMACOBJBCH-E U IIUPH, OIIIITH
3Hayaj.*

b: Jlmpcka, XUMHAYHA MEJIOIH]ja; y3JIa3HH TOKPETH TypCKOT KBUHTAKOp/a, He-
yTpajHH cior (@), conpaH u 0apuTOH y OKTaBU. Bapwujanuje Ha OyOmeBrMa
JIajy jak 3aMajai] MeJOJIUjCKOM TOKY M MOBPEMEHO acolMpajy Ha YCUTHCHU
puTam 2rayxoZ kona. YdecTByje CUMGpOHH]CKH OpKeCTap.

||:c:|| HoBa Tema, TMpcka XUMHHYHA MEJIOJIH]a y y3JIa3HOM CMEPY IO TOHOBH-
Ma JlypCKe JICCTBHIIC, Ha HeYTpaHi ci1or. KoHTpacT: TeMOp JKeHCKe IeOHHIe
y NIPBOM IUTaHY Y OCHOBHOM, TPIICHOM PETHCTPY Jaje OMTPHjU H3pa3 (mpare
MYIIIKHY ITIACOBU Y OKTaBH). YKJBy‘{eHI/I ¢y cuMQoHHjCKH opKecTap H coo (ua-
yta. OBaj ie0 00MKa ce MOoHaBJba MHOTO ITyTa; U3paXKkajHOj CHA3U JIONPUHOCH
KOMILIEMEHTAPHOCT jeTHOCTABHE MEJIOJIHMj€ U BPJIO OOraTe pUTMHUYKE JICOHUIIC;
OyOmeBu Cy KOpUIINeHHW HA UCTH HAUYWH Kao y Aemy b, IITO MOopel KUBOCTH U
MOKpEeTa, MPOM3BOIM YTUCAK KOHCTAHTHOT 0ara JhYICKUX Kopaka. Y KaJIeHIU
BOKQJIHUX JICOHUIIA Y YHUCOHY NMPUMEHEH je noctynak Fade Out — Fade In,
TocJIe Yera ClIenu, y TeXHHIU reverse, TIOHABJbAmbE MPETXOAHOT MaTepujaa,
IIITO MHUIMPA U HEOUEKUBAHY XapMOHCKY IIpoMeHy (00a MOCTyIKa Cy yBeeHa
1o yrieny Ha buiunce).

d: JIlupcka, XUMHUYHA MEJIOUja y BUCOKOM PETUCTPY (COMpaH, y3 mparmy Oa-

40 Morus nmena / nceynonnma Billy Shears y kajieHIH je METOTHjCKH H PUTMHUYKH
UJICHTHYIAaH OHOM Kox butica, amm ce XxapMOHCKa OCHOBa pasimKyje: kox burmica je
npuMemneHa Moaynanuja u3 G-gypa y E-nyp ca 3aBpuIeTKoM y TEpILHOM IOJIOXajy, a
kozt bopore Tonanuu ckok u3 C-gypa y A-nyp, Kpaj je y KBUHTHOM I10JIOXKajy.

Kommnosuija je pahena 3a 3aBpiine crene urpanor ¢unma Co (,,bocHa duam”,
CapajeBo, pexwuja: I. [llunosarr).

OBO TyMauewe je 1aT0 Ha OCHOBY CIIYLIHOT YTHCKa O HyMepH ¢ anbyma. AHalu3a
HyMEpe ca acreKTa My3uKe 3a (PUiIM 3aXTeBa Ipyraduju MPUCTYII, KOjU OBOM MIPUITUKOM
HHj€ MOTao OUTH MPUMEHEH.
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puToHa y oktaBH). OBaj O/ICEK IIPaTH cuMyJanyja omreherma CHIMKA (MOX/Ia €
LIJbEM acOlMjalije Ha BEroBy CTapocT?), I0jaBOM PUTMHUUKU pacnopeleHux
IIyMOBa.

XapMOHCKH IUIaH je Takohe oxf 3Hadaja: JeJoBH ¢ U ¢ cy y B-nypy, nenosn
b udy A-nypy; neo d KaJeHIMpa HA JOMHHAHTH A-1ypa, WITO JONPHHOCH
TOHAJTHOM JeIMHCTBY (330KPYIKerby) KOMIIO3HIHje. JloMHHaHTHa QyHKIH]a 3a-
BPIIHOI aKOp/ia UMa JIBOjaKH 3Hayaj: 1) acolupa Ha Mpakcy XapMOHH3aIHje
KaJISHIIY TPaJMIIMOHAIIHNX [TecaMa Ha JJOMHUHAHTH, 1 2) Y KOHTEKCTY 1IeJIOKYII-
HOT' XapMOHCKOT' TIJIaHa MOXKE C€ TYMauMTH ¥ Kao TOHHKa, IITO O yKa3nuBajo
Ha NPHCYCTBO IIPUHIIUIIA MOAATHOCTH Yy XapMOHCKOM MHIIIJBEHY U CITYIIAmbY.

11. Oovopruyu (1975)%

— Temaruka: TUKOBH (U J1eNia) MOjeINHUX OJOOPHHKA HA BIACTH; uMeHa [leMu-
na u PamuBoje omHOCEe ce Ha KOHKPETHE JIMYHOCTH, a OfadpaHa Cy paau OCIH-
KaBarba PABHOMEPHE 3aCTYIUbEHOCTH MPEICTABHUKA PA3THIUTHX HAPOOHOCTU
(HAIMOHATHUX TIPHUIIAHOCTH) Y HApOAHUM ondopuma. Ilocpeau cy Be KoM-
MO3UIIH]j€ KOje YMHE jeTHY TSITUHY.

11a. lemuna
(Bozehu Bokai, cBupana, Tapadbyka: H. bopora)

— AKyCcTHYapCKU MPHUCTYIT, TUTapa, cBUpaia (01ok (iayra);

—y (akTypu ¥ TpeTMaHy HHCTPYMEHATA, CTHIICKH €IEMCHTH UTAJHMjaHCKE pe-
HecaHce;

— obnuk: nBogenan, A B(R), 3acHOBaHa Ha MOHABJbaKY JIBa TEMaTCKa MaTe-
pujasa; KOHTpacT Mel)y nenoBuma oOJUKa HHje BENHK, 33JpiKaHa je HBhUXOBa
OpraHCKa Be3a y MOTHBCKOM IIOTJICY, IITO j€ Y TECHOj BE3H C KOMITO3UIIHOHUM
Ha4eJIOM CBOjEBPCHOT MoHoiemaiiusma 'y (POIKIOPHO] My3uI ucroune EB-
pone u bankana:

A: criernuHa METpUYKA OpraHM3aIfja — CMEHA Pa3IMUNTHX TakToBa: 6/4,
5/4, 4/4;

B: cmeHna takToBa 5/4 u 2/4;

— METpHUKA TEKCTa je y MOTIIYHOM CKJIaay C My3HYKUM METPOM;

— OBHM CPEICTBUMA ITOCTUTHYT je& e(eKaT My3UdKe ,,eT30THKE”, MEIOAHje Ba-
HEBPOIICKOT MOPEKJIa; OBO je Y bopoTHHOM Omycy jeIMHA TpUMEp KOjH TIPOM3-
BOJIM TaKaB yTHCAK.

116. Paousoje
(Bomehu Bokamu: H. bopora, Jb. Bunosuh)

— OO6nuk: nBoxenan, A B(R), 3acHOBaHA Ha MOHABJbaby JIBA TEMaTCKa MaTe-
pujana;

— A 3ano4nmbe HHCTPYMEHTAITHOM acOIlHjalijoM Ha MOHOJIN]CKH, ,,0pHjCHTAI-
HU yTUIIA] U 3BYK Ca3a WIU cuTapa (Turapa);

— Menoauja cTpode mpeacraBiba napadpaszy (WM Menoaujy ,y Ayxy’) Tpa-

43 Kommosuumja je mmcana HAMEHCKH 3a TENEBH3H|CKY cepHjy ,,Ombopmumm”, y
pexuju Ypoua Kosauesnha (TB Capajeso).
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JUIMOHAIHE CEOCKe TeCcMe Ha Oac W3 TUHAPCKUX KpajeBa; YHyTapmy Besy C
MOTHBUKOM TiecMe [lemuna 9uHYU TakT 5/4;

— B(R) acomupa Ha TpaIUIUOHAIHY MEIOAN]Y, Y TaKTy 2/4.1 y KapakTepy Ha-
POOHOZ KON,

— YMETHYT je (parMeHT TekcTa (HOIKIOpHE pyraiuiie (fZociponos Haijesa, H.
b.) u3 oxonune CapajeBa, koja ce OMHOCH Ha kurelbe [lama ,3amyrane” Ha
capajeBcke ynune: Crnonuiue ce, Ilawanu, / iyiem uoy iupajeanu; / ‘Out ‘ya,
odsuya, wpuya, 46 ‘puya [jeounuya, osuya, wpuya, veimepiuuyd]... (momaraxk
nobujen on H. B.).

12. 300 (1975)*
Tekcr: P. I1. Horo. (Boxehu Bokanu: Jb. Bunosuh, H. Bypuh, H. bopora)

— Temaruxa: ,,P. I1. Horo ce npema MoM pa3zymujeBamby OBJje MOCIYKHO Me-
TaopoM, OTHOCHO METOHOJIOTHjOM OacHe KaKko OM apryMEHTOBAO 3BjEpPUEbAK
Koju Biaja Mehy Jbynmuma — 003UpOM Ha MParCKOHCKE KOPHjEeHE jeTHUX U JIpy-
rux” (H. B.);

— JIedju” puTaM; U3pakeHa, MPErHaHTHA PUTMUYKA KOMIIOHEHTa (OyOmeBN);
YTHCAK M0jayaH acoIMjallijoM Ha 3BYK KOpaka U (JIeJIOM) CTamba TpaHca y 2iy-
XOM KOny;

— YHHUCOHO IPYIHO MYIIKO [EBAE, Y3 H3PAKEHO KOpHIINeHke I1aca w Kao aco-
[janyje Ha JUBJbHHY;*

— MeJIo/IMja 3aCHOBaHa Ha CIielupuaHOM My3ndKoM uanomy KopayHa, banwuje,
HUctpe u ceBeposanagne bocHe, pelaTHBHO peTKO KOPUITNEHOM Y MOMYJIAPHO]
Mys3unu bankaHa;

— xopuinheme eNeKTpUIHe TUTape ca JUCTOP3UjOM IO BHCOKHM XKHIAMA, Y
MaHHpPY JKaHpa heavy metal, y MUY KOIOPHCTHYKOT JOYapaBarma IIAacoBa
IUBJBHX KHBOTHEHA; Y OBOM KOHTEKCTY, €J. THTapa acolupa Ha 3BYK AWMl
o TeMOpy, apTUKyJalnj1, (pakTypu, TOHCKOM HH3Y W MPUCYCTBY OOpayHa, U
JOTIPUHOCH JTOKHBJBAjy AUBJFHHE U CYpPOBOCTH;

— no ¢axtypu (OyOmeBH, ITTACOBH, acOIMjallMja Ha TYBAYKH MHCTPYMEHT),
PENeTUTUBHOj, MUHUMAJIUCTUYKO] CTPYKTYPU M KapakTepy, KOMIIO3UIHja ce
MOX[Ia MOXKE cMaTpaTtH JomMahoM IpeTevuoM paHHuX paaoBa rpyme JAuciuminaa
KHuMe (0camIeCeTUX rouHa).

13. Cinambena komucuja (1975)*
(Bomehu Bokanm: H. Bopora, H. Bypuh)

— Temaruka: ozena cTaHOBa ¥ IPOOJIEMH Y BE3H C THM; HPOHHYAH OJHOC TIpe-
Ma I10jaBH;

— obmuk: AB:

A akycTHYapcKH y30p, y KOMOMHALM]H C MEJIOJMKOM MAaCOBHHUX Hecama Hin
KOpayHHIIA; MENIoJfja CIed UHTOHAIM]Y jaBHE 3BaHWYHE 00jaBe / OIUTyKe, Y
CKJIaJly ca cajipyKajeM;

44 Texer je nucnupucan mecmom Mehy 36jepumia (36upka 3ejepurvax, 1972).

5 0 oBom acriexty Guhe BHIITE peun APyroM HPHIHKOM.
46 HameHCKM KOMIIOHOBAHA My3HKA 3a KPaTKOMETPAKHH JIOKYMEHTAPHH (HIM
(pexuja: TTerap Jbybojes, ,,Cytjecka punm”™).
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B: cTuinm3zoBanuy, ,,BeCTEPHU30BaHU" MOJIEI TPAANIIMOHAIIHE IAJbUBE HAOPAja-
Juye, ¢ yoOp3aBarmeM TeMIla Kao CTUIICKHM eJIeMEHTOM, yckiiah)eH ca caapikajeMm
TEKCTa O peau3alyju 3BaHHYHEe 00jaBe / OIUTyKe y MPAKCH;

— OyOEBH y MOjeIHHUM MOMEHTHMA aCOLMPajy Ha 3BYK KOpaka 21yxoé Koid;
— HMHCTPYMEHTAJHU MHTEPJIyAHjyM Ca COJI0 BHOJMHOM MOJApaXkaBa 3BYK
CPelbOeBPOIICKUX U MEIUTEPAHCKHUX I1JIeCOBa KOjH Cy Aeo Tpanunuje Janma-
uuje, Uctpe u CiioBeHwmje; aconyjamyja Ha BECelly HTPaHKYy.

14. /Ipyz apuye u opyz osu (1975)
(Bonehu Bokanu: H. Bopora, H. Bypuh)

— TemaTuka: HPOHUYHO BUl)eme Harie ypOaHU3aIUje U jeOUHCIUBA PA3IUYU-
woctuy 'y cpehHOj M TpaBeIHO] JPXKABH;,; UPOHHYAH OJHOC IPeMa MAacOBHO]
murpanuju u3 cena y rpan (H. bopora: ,,uponnuan xoMmeHTap mpobieMa ca
npunarohaBameM ‘TpalhaHa’ Koju cy qoHeAaBHO Owin ‘Ophanu’”);

— O0NUK: KOJIaXKHM, HEKOJUKO kpahux temarckux marepujana: A A B B CD
[mpena3] D; Ttunmgan mpumep Mysmuke (ysmje; KOHTpacTH m3Mel)y aKycTH-
JapCKU KOMITOHOBAHUX OZICEKa y 3aIaJHOM / CPEAH-OCBPOIICKOM HIHOMY, CH-
MyJaIyje TPaAuIHOHATHOT MeBamka y3 TaMOypy W MYIIKOT BHIIETIIACHOT XOp-
CKOT CTaBa:

Ay cTHITy aHITIOAMEpHUKE MOIyIapHE MY3HKe; BUCOK BOKAJIHU PErucTap; (ak-
Typa IpeMa y30py Ha yBOJHY KoMosuiujy butica 3a anGym Sgt. Pepper’s...

B: aconmjarija Ha TPaHUIMOHAIHY JIMYKY MM KPAjULIKY IIECMy Y3 TaM6ypy
(rutapa); KopummheH je THITHYaH MEJIOIUjCKH MOJIET IIecMe Ha 6ac, HA3aK BO-
KaJIHU peTUCTap;

C: MOTHBCKHU HEyTpajaH €0, MOTHBHKA €BPOIICKHX IIIarepa;

D: Menoanjcku 1 MOTUBCKH BpXYHAIl TpeMa 00pacily My3HUKe KyIType Cpeamne
Espore;

mpeJia3: BUIIETIACHU BOKAIHU cTaB ypaleH npema moeny butica (yruiaj an-
oyma Sgt. Pepper’s u TheBeatles);

— jaka pUTMHYKa KOMITOHEHTa, TPEeIOMHHAIIN]a Typa, TPH OCHOBHE XapMOHCKE
¢dyHKIHjC.

15. PTB (1975)
(Bomehu Bokanu: H. bopora, H. Bypuh)

— TeMaThKa: yBo)erhe TeJICBU3H]CKOT arapara y JJOMoBe (,,TeJICBU3H]ja je HY)KHO
3m0”; H. B.)

— aKyCTHYapcKa KOHIICIIIN]ja; apaHKMaH: TyIauKy KBapTET, 110 yIeay Ha KOM-
nosuije buiinca

— MeJnonvja 3acHoBaHa Ha mapadpazu teme [lperyoujyma 3a Te Deum Map-
ka-Antoana [llapmantjea (Charpentier, H 146), 3BaHUYHOT 3aIITUTHOT 3HAKa
3a EBporicky paguonudysny yaujy (European Broadcasting Union) u ucto-
BpeMeHO 3a TeMy TakMmmuema 3a mecmy EBpoBmsmje. OBuM mapadpazama, a
Ha Kpajy KOMIIO3HIIM]E U ITUTATOM MEJIO/IM]je Y BUOJIOHYEITY, CyTreprcana je CBe-
MPUCYTHOCT ME/Hja Y )KHUBOTUMA JbYH Y UHj€ je JOMOBE CTYIHO TEICBU3H]CKU
amapat. OBaj IUTAT acoLMpPa U Ha MPUIAAHOCT JYrociaBuje KOHTEKCTY eBpOIl-
CKE KyNType.
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16. Ilponeitiepu ceux 3emana yjeounuite ce
(Boxamu: H. Bypuh, H. Bopota, Jb. Bunosuh)

— TeMaTHKa: MPOIETePCKa HICONOrHja, HCTPAJHOCT y H3IPajibl 3eMIbE Y3
’KPTBE; NPHCYTHOCT WICONOTH]E y CBAKOM CEIMEHTY JbY/ICKOT JKHBOTA; O IPO-
JICTEPCKUM ITeCMaMa Koje 0jadaBajy BEpy Y HbY M MPOHOCE FbeHE HOPYKE IiIH-
POM CBeTa; O jeTUHCTBY CBETA Y H0j;
— Y OpKeCTpaIyjy uMa eleMeHara XMMHIYHIX [ecaMa, ITO JONPHHOCH CBE-
JaHOM KapakTepy;
— OyOmeBH napadpasupajy puTMHUKE MOTHBE 21VX08 KOAd,
— 00muk: crpoduyuan A A b A c

aal aal aal
— M30XPOHHUCHIIA0N3aM Y [IedjeM PUTMY, CTHX: IIETHASCTePall;
— MeJonuKa cTpoda 3aCHOBaHA j€ JBa MEJIOPUTMHUIKA MOTHBA Y CTPYKTYPHO
4yBpcTOj Mel)ycoOHO] BE3U: TPUTOHCKOM (@), OIIHOCHO TPUXOPIATHOM (al), Koju
je ’\eroBa MHBEP3Hja; CBEICH TOHCKHU CAcTaB MEJIOJH]y MpUOIHkKaBa HHTOHA-
IIUjU TOBOpPA, PELIUTOBAKA WIN CKaHUpamka 33JaTor TEKCTa, MITO je y CKIAay
ca 331aTOM HIEO0JIOIIKOM MaTPHIIOM;
— A: CTUXOBH y IIETHASCTEPILY BapUpajy; HEKax je merosa cTpykrypa VII+VII
Y 0JIrOBapa U30XPOHOM JiedjeM puTMY; MehyTnum, monekan je ctpykrypa [X+VI
¥ Tajia ce MeTap He MOKJIala ¢ Jarom MarpuioM. Takohe, npucyTHe cy Bapuja-
UHje HA HUBOY YHYTPAIEe METPHYIKE CTPYKTYpe: ocMepall je Hajuenthn kao
4,4 (y cknamy ¢ 1e4juM puTMOM), anu Moke outu u 3,2,3 uiu 5,3; ceameparii je
Hajqemhn y 00nuky 4,3 (y ckiaay ¢ 1e4juM pUTMOM), alli C€ jaBJba U Kao u 3,4
win 5,2. 300r Tora ce akIeHTH y TEeKCTY MOBPEMEHO He TOoyapajy ¢ Mpupoa-
HUM, TTAPHUM aKIIEHTHMA (IEUjer) PUTMAa, IITO IIPOU3BOAN ePEeKaT MIOTPEIIHOT
AKI[CHTOBAaIha TEKCTA, OJHOCHO HEBEIITOT PEITOBamka. Pe3ynrar je kapukary-
pasTHO MpeHoIIeHe (MICONONIKE) MOPYKE, M3 Yera ce MITYNTaBa CapKaCTHIaH
OJTHOC ayTOpa MpeMa HEHOM CapKajy U 3HAUCHY.
— Jeo b: ¢pparMeHT OCHOBHE MenoaMje Y ayrMEHTALHjH;
— Jleo c: MapoJia U3 HacJloBa NeCME U H-eHA 3aBPIIHULA; Y MEJIOAN]CKOM IOTIIe-
Iy je mapadpasza TpaIuIMOHATHOT HAlleBa, Ca 3aBPHICTKOM Kao y MECMH Hd
bac, Ha aKOPIy TOMUHAHTE;
— edekar ,,[IOMEPEHHX aKileHaTra” y ey A HapO4HTO JO0Ja3H JI0 U3paxaja y
CajIejCTBY C JIPyTUM JIIOBIMa OOJIMKA, TJIe je CKIJIaJ] Y pacropey akiieHara y
MOPETKY JIeUjer pUTMa MOTIIYH, U TJe Cy MEIOAUja U OPKECTpaIija YCIEIIHO
KOHIIUIIUPAHE Ka0 HCeYaK M3 XMMHE WIN cBeuaHe necme. OmTpH KOHTPACT O
KOjeM je ped IojayaBa JejCTBO MOjeANHUX JesoBa OONMKa: C jelHe cTpaHe —
edexar capkasma, H ¢ Ipyre cTpaHe — eekar o3UTUBHOT OHOCA IIPEMa UICjU
OMIITEJbYIICKE TOOPOOHTH.

17. O eaizipo o 3emw0 o cynye (1975)
(Bokamu: H. Bypuh, H. Bopota, Jb. Bunosuh)

— TemaruKa: MO3UB HA U3TPAbY 3€MJbE Y CI000IH;

— eJIEMEHTH KOHKPETHE My3HKe: 3ByIH (haOpHUKUX MAlIHHA U 3BYLH C TpaIi-
JIUIITA

— aKyCTMYapCKU KOHIUIIUPAHO;

— cutabuzam;
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—obmik: AABBIAABBIAA...

A: TpaMIIMOHATIHA MEJOAMjCKH MOJeN je ,,BECTepPHU30BaH~ — MOJyKaJeHIa
CJIe/IA TPAIUIIMOHATHU Y30p, a 3aBpIIIHA je Ha QYHKIM]H TOHUKE Y IyPY;

B: Menoauja y MeIuTEpaHCKOM MY3HYKOM HUAUOMY;

— O0NMK IMOYKMBa Ha CIEAY MEJIOIU]CKHX OICCKa W FHErOB IUHAMHU3AM je
3aCHOBaH Ha PEyKOBamby TOHCKOI CACTaBa IMOjeMHHUX OJICEKa M MMOCTEIICHOM
CBOljerby MeJIO/IHje Ha IIOHABJhAHE TOHA IOMHHAHTE KA0 HOCHOIA HHTOHAIH]e
M CeMaHTHYKe MOpyKe; KyJIMHHAIMja y ApyroM Jeny ofaceka Bl mocrurayra
je MojIBIaueheM TOT TOHA M 3aBPIIHOM KaJICHIIOM C MEJOIMjOM y CHIIa3HOM
CMepy, Y HIHOMY MEINTEPAHCKE MEJIOJMKE.

18. ABHOJ (1975)¥
(YuectByjy: H. Ykpanen u Opkectap PTB JbybOspana. CHuMak KoHIIEpTa
ykuBo, Jbybibana, 29. HoBeMOpa 1974.)

— Peu je 0 HU3Y oA 1IECT KOMITO3UIMja TEMaTCKU MOCBeheHUX pa3iuyuTHM
acriektuma Kynra HOB-a u conujamuctuyke, jyrocioBeHcke uneonoruje, AB-
HOJ-a u gonomema HoBor Ycrana CDOPJ;

— aKyCTHYapCKa KOHIIETIIHja: TUTape, OyOmEeBH U TIIACOBH, CTPOPHIHOCT; O3
M3pa3UTHX KOHTpacTa u3Mel)y JenoBa oouKa.

18a. 00 Asnoja 0o nawux oana
196. Jbyou u3 konone
18B. Hlaiiaiu iio0 3emwbom (Lpeena Tpnosa)
18r. Hma jeona gjeuna ijecma
181. Bujena nez enoa (Oj Hz mane)
18Y). Aniniugpawuciviuuxo sujehe napoonoz ocnooéolera

— Pemocnen xommosumnuja crneny Haveno KOHTpacTa, MTo je nesoM mpaheHo u
TOHAJIHUM TUTAHOM; IIPBa ¥ MOCJEAHa KOMITO3HUIINja XUMHHUYHOT Cy KapakKTe-
pa, y \uMa cyjenyje CHH()OHHM]CKH OpKecTap; OHE Ha Taj HAYMH 3a0KPYKY]Y
¢dopmy. TpeTmMan TUMEHUX JTyBauKWX WHCTPYMEHATa MMa y30p ¥ KOMITO3HIIH]H
Sgt. Pepper’s.... llpen kpaj mocielme HyMepe JaT je IUTaT MOCIeIkhe Male
peuenuiie u3 Ode padociuu J1. Ban betoBena (Beethoven), mto HOCH HEKOITUKO
HHUBOA 3HAYEH:A; Ped je, HauMe, 0: 1) (pPOMaHTHYAPCKO]j) HJICjH O OMIITEIbYICKO]
jemHaKoCTH, 2) HE3BAaHUYHOM TUCKYpPCY O HaBomHOM mpemiory Ensapna Kap-
nesba 1a Oda padociuu 6yne xumHa Oynyhe npkase, ¥ 0 3) YMBEHUIM 14 je OBa
Melojinja y BpeMe paja Ha anoymy Beh Omia 3BanmuHa xumHa CaBeta EBporie
(xacumje EBporicke Yuuje).

— Irpajanyja ce y CBakoM Jely TIOCTIKE YCIOKIaBamkeM (hakType;

— Ha CTWJICKO JETMHCTBO W YTHCAK MPHUIATHOCTH XaHpy folk revival ytuuay:
ynorpeda HWHTEPHAIMOHAIHUX MEJOAMjCKMX MOTHBA HWH(paIeHTaTOHCKE
CTPYKTYpeE, TI0 YIJIeAYy Ha 3arajHy MOIMyIapHy MY3HKY, aKyCTHYapCcKa KOHIICTI-
IMja, HarMaIIeH! PUTaM, IIApHU TaKT, IPEAOMUHANN]a Typa, OCHOBHE XapMOH-

47 Tlouerna M 3aBpIIHa KOMIO3HIHja Hapydene cy ox Tenesusuje CapajeBo 3a gedjun
kBu3 [leiu iinyc.
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cke (yHKIHMje, moHerae Mukconuaujcka oonact (18a, 18h); kopumhewe Fade
Out-a;

— enieMeHTH Jomaher Qonkiopa camo cy kaaeHuupajyha ¢popmyna Ha qomMu-
HaHTH (18a) m Kkpatak MOTHB M3 necMe Kpajuncku cmo Mmaaou dapiuuzauu
(18e); y3 T0, nara je mapadpasza TekcTa napTuzancke necme Ha Kopoymny cpob
0o 2poba (18e).

Jelena Jovanovic¢

THE APPEARANCE OF CONCEPT ALBUMS
IN YUGOSLAV POPULAR MUSIC:
KAMEN NA KAMEN - LONG PLAY RECORDS

(Summary)

It is commonly understood that a concept album is “a studio album where
all musical or lyrical ideas contribute to a single overall theme or unified story”
(Shuker 2002: 5). In this paper this term will be used to denote an album containing
extra-musical themes and not simply collections of compositions defined only by
genre or theme. In order for an album to belong to this category, it must have taken
a thematic unity realized by the common content (thematically) of its compositions
and common musical means.

Although the beginnings of such creative trends can be traced from 1940, the
1960s and 1970s brought the most influential releases of this kind, especially The
Beatles’ album Sgt. Pepper’s Lonely Hearts Club Band (1967), which has had a
great impact on many authors.

As far as is known, the topic of concept albums in Yugoslavia has not yet been
claborated, so this article seems to be the first dedicated to this subject. It seems
that in Yugoslavia there had been albums with elements of concept released before
the appearance of the Kamen na kamen group album in 1973, entitled LP-60993
(Zagreb: Jugoton). The author of the album was Nikola Borota Radovan. After
that, a double LP by the same ensemble and songwriter appeared in 1975 entitled
OOUR/AVNOJ (RTV Ljubljana), with even more clearly expressed characteristics
of concept.

The aim of this article is to show that the thematic and conceptual elements of
these editions are firmly connected to those of the concept album.

These LPs were formed within the following thematic and contextual frames:
1) Borota's general inclination towards folklore tradition(s) as a permanent source
of inspiration, 2) models among the greatest popular music works that influenced
his writing projects, primarily The Beatles’ concept albums, and 3) social, eco-
nomic and political circumstances in Yugoslavia at the time when these albums
appeared. Even if it is not strictly a concept album in the full sense, the album LP-
60993 might be regarded as the first album with elements of concept published by
a Yugoslav author, according to all the criteria and analyzed results.

The elements that show a clear connection to the concept are as follows: lead-
ing subject(s)/idea(s) that demand(s) the order of compositions, organization of
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musical elements and motives on macro- and micro-levels (to produce formal and
thematic unity), elements of narrative and musical/sound symbols, including ele-
ments of musique concreéte.
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Emergence of Ethnochoreology Internationally: The
Jankovi¢ sisters, Maud Karpeles, and Gertrude Kurath
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Abstract

A fifty-year (1962-2012) period has been shown as a history of ethnochoreology
supported by living memories of members of the International Council for
Traditional Music (ICTM) Study Group on Ethnochoreology. Recently uncovered
and juxtapositioned correspondence of three predecessors within earlier years of the
International Folk Music Council (IFMC) broadens the history. This article reveals
the emergence of ethnochoreology during the 1950s with publications of the two
Jankovi¢ sisters in Serbia with that of Gertrude Kurath in the United States, alongside
correspondence with Maud Karpeles, the unheralded founder of the IFMC.

Keywords
ethnochoreology, Jankovi¢ sisters, Gertrude Kurath, Maud Karpeles, IFMC
(International Folk Music Council)

Introduction

The publications of Ljubica and Danica S. Jankovi¢? overlap
contemporaneously with dance research writings of Gertrude
Prokosch Kurath,®> who in the United States (U.S.) is honored as
a pioneer of ethnochoreology (also known as dance ethnology).
Although never meeting, the Jankovi¢ sisters and Kurath are linked
through the International Folk Music Council (IFMC) launched by
Maud Karpeles in 1947. Her vision of an international commission
of dance scholars, such as Jankovi¢ and Kurath, is evidenced through
correspondence in the IFMC/ICTM archives located in the National
Library of Australia. Other communications linking Jankovi¢ and
Kurath with folklorists, ethnomusicologists, and anthropologists are
found in the Cecil Sharp House with the Vaughan Williams Memorial
Library in London and various university-based archives in the United
States, such as the Cross-Cultural Dance Resources at Arizona State
University, Lilly Library at the University of Indiana in Bloomington,
and more. During the 1950s period of correspondence, Kurath’s

I ledunin@gmail.com
2 Ljubica S. Jankovi¢ (1894-1974), Danica S. Jankovié (1898—1960).
3 Gertrude Prokosch Kurath (1903-1992).
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research was analogous with that of ethno-musicologists emerging
with anthropological methods. She recognized the contributions of
the Jankovi¢ sisters after the 1951 IFMC conference in Yugoslavia by
reviewing and citing their works (available in English) in her seminal
articles that became an early “‘literature’ of dance ethnology” in
the emerging scholarly field of ethnochoreology in the U.S. (see
Kealiinohomoku in honoring Gertrude Kurath 1986).

Maud Karpeles
Merging of the English folk song and dance societies

This article uncovers the interlinking of Jankovi¢ and Kurath
through an international organization that begins with the merging
of two societies in England, the English Folk Song Society (EFSS)
and the Folk Dance Society (FDS). The merger became the EFDSS
(English Folk Dance and Song Society) in 1932 through initiatives of
Maud Karpeles.* She continued her influence through organizational
and communicational skills after the Second World War with the
1947 founding of the International Folk Music Council (IFMC).
Her own dance passion combined with English folk dance and folk
song collecting experiences alongside Cecil Sharp from 1911 until
his death in 1924 prepared her with understandings of notating,
describing, comparing, and analyzing dance and music.

After Cecil Sharp’s death in 1924, Maud Karpeles continued
with teaching and dancing.’ She participated in 1927 with EFDS
teams of dancers outside of England in Prague and Bayonne exposing
her to non-English groups of dancers. Also in Bayonne, she met
Moravian anthropologist FrantiSek Pospisil who was filming Basque
sword dances as part of his comparative study of sword dances.® Her
expanded vision of dance outside of English forms and of comparative
studies such as by PospiSil probably influenced her next steps, by
guiding the merger of two societies, the English Folk Dance Society
(EFDS) and Folk-Song Society (FSS) into the English Folk Dance
and Song Society (EFDSS) in 1932. Importantly the EFDSS journal
became a union of the two journals associated with each of the two
societies. The publication accepted authors and reviews of folk dance
and folk song publications from outside of England.

4 Maud Karpeles (1885-1976).

5 This article relies on biographical data of Maud Karpeles from a book by Simona
Pakenham 2011. Her work is drawn from an unpublished autobiography where
Karpeles describes her entry into Cecil Sharp’s revival of English dances and songs, her
fieldwork with Sharp, as well as a range of activities in her later years with the IFMC.
6 For his comparative studies of sword dances, Pospisil had filmed dances throughout
much of Europe including moreska and kumpanjija on the island of Korcula and
Pokladarsko Kolo on Lastovo island in the mid-1920s.
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Danica S. Jankovi¢ — English Folk Dance and Song Society (EFDSS)

Danica S. Jankovi¢ was a “corresponding member” of the
newly merged EFDSS and she sent the first volume of folk dances to
the Society. Frank Howes, editor of the merged Journal from 1932—
1945, prints the following “Note on Serbian Games”:

»We have received from the Misses Jankovi¢ of Belgrade a
copy of the first volume of a book on folk-games (to music) and
figure dances, with detailed descriptions of all figures, steps and
movements, compiled and collected by them. ... I have been unable
to find anyone with a sufficient knowledge of the Serbian language
to write a review of it for the Journal, but a letter from the authors
provides some further information. It appears that until the European
War the Jugoslav dances were practiced and preserved in a living
tradition, but the war made a break in it and the younger people
gave up dancing the Kolo. There are signs of a revival now, but this
book has been compiled as an insurance against the possible loss of
the dances, and it is the first publication of its kind in Jugoslavia”
(Howes 1934: 177).

His comment about the unfamiliar Serbian language, is a
critical issue for the EFDSS in reviewing publications coming from
other countries. In future contributions the sisters carefully selected
books and articles that included English-language summaries already
published with their writings, or as with this first volume they
appeared to have sent a letter providing information in English about
their book.

The first major project of the merged EFDSS in collaboration
with the British National Committee on Folk Arts was to organize
an international (European) folk dance festival in 1935, with some
five hundred dancers representing seventeen countries (Yugoslavia
was invited but was not among them). During the week papers and
discussions were programmed at the Cecil Sharp House. Before
returning to their countries, the 1935 delegates decided to repeat this
type of festival and meeting and formed an informal body, named
the International (Advisory) Folk Dance Council” (IFMC 1949: 3).
England was not the only country to organize folk dance festivals.
In the 1930s there were other regional and national dance and

7 No author is given for this article nor for the whole issue of this Journal of the
International Folk Music Council. Miss Maud Karpeles as a name is shown on the
cover page under International Folk Music Council as Hon. Secretary. She is probably
the author of this piece, as she was known to be in other reports of meetings in the
Journal.
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music festivals, such as in Yugoslavia® and the United States,’ but
the London event was the largest “international” (European) dance
festival with an associated conference. Karpeles moved forward to
develop an international constituency of music and dance scholars in
the mid-1930s, which is when the Jankovi¢ sisters become involved
with the EFDSS and its journal.

Yugoslavia was not represented in the 1935 festival. Karpeles
writes that “a lively correspondence was exchanged between the
London office, and officials, professors and folk-dance leaders from
all parts of Yugoslavia, but unfortunately the expense of the journey
proved an insuperable obstacle” (Karpeles 1936: 404). The following
year, traveling by train to Yugoslavia, Karpeles with her nephew had
a short visit with the sisters in Beograd. Since their arrival in 1936
was on Easter weekend, they took an opportunity to see dancing near
Skopje in Macedonia, then traveled south to Mirovca (Miravci) where
they saw a demonstration of russalija (rusalii). Taking a ship from
Greece, they sailed to Dubrovnik and then to Korcula island, where
they observed sword dances: moreska in the town and kumpanija in
Blato village.

After the Karpeles visit to Beograd in 1936, an additional seven
publications authored by the sisters and the Pordevi¢ uncles were
sent to the EFDSS address in London.'” Some of these titles were
acknowledged in later issues of the EFDSS journal.

Karpeles — the International Folk Music Council (IFMC)

The Second World War halted international relations, but thanks
again to Maud Karpeles, the International (Advisory) Folk Dance
Council that was initiated in 1935 reconvened 1947 in London, with
herself as Honorary Secretary. The priority of the meeting (viewed on
its agenda) was the formation of an International Folk Music (Dance
and Song) Council, and among other items to discuss methods of
collecting folk song and folk dance, and to encourage the practice of
folk song and folk dance.!!

8 Several folk festivals were already organized in Yugoslavia, such as one being
noted in Ljubljana 1934 (Jankovi¢ 1939: 298), followed by the annual Seljacka Sloga
festivals in Zagreb beginning 1935 (see Ceribasi¢ 2003 for festivals in Croatia). The
first national festival was held in Beograd 1939 (Dunin 1995: 6; Jankovi¢ 1939).

9 In the United States, folk music festivals with dance were being organized already
in the 1920s. Sarah Gertrude Knott created the National Folk Festival Association 1933
and organized the first annual national folk festival in 1934.

0 This acquisition of multiple titles received in 1937 is seen on the online catalog
for the Vaughan Williams Memorial Library at the Cecil Sharp House. See in: http://
www.efdss.org/library-and-archive, accessed December 15, 2013, searched under the
Yankovitch spelling.

11" Evidenced by the 1947 agenda filed in the IFMC/ICTM archive.
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The ‘secretariat’ (meaning central office for the IFMC, which
was handled by Maud Karpeles) concentrated on building up the
organization and establishing contacts. One hundred and forty folk
music experts were invited as correspondents, which included both
the United States and Yugoslavia.'? The first conference (1948) of
the International Folk Music Council (IFMC) was held in Basle,
Switzerland (but without delegates from the U.S. and Yugoslavia'?)
and the second IFMC conference (1949) was held in Venice, Italy. It
was not until the third IFMC conference (1950) held in the U.S. at
the University of Indiana, where there were four delegates presenting
papers related to dance topics in the United States (Gertrude Kurath
with a topic about Iroquois Indian rites; Elizabeth Burchenal with
regional types and origins of folk dances in the United States; Sarah
Gertrude Knott with the National Folk Festival in the United States;
and Olcutt Sanders about the Texas cowboy square dance; related to
Yugoslavia there were two presentations about the epic folk poetry
by professors Albert Lord (Harvard University) and George Herzog
(University of Indiana). Two other dance personalities attended
the 1950 meeting (without paper presentations): May Gadd of the
Country Dance Society of America, a colleague of Cecil Sharp and
Maud Karpeles in the early English Dance Society; Eddy Nadel, a
student of Elizabeth Burchenal and who was known as an enthusiast,
and teacher/leader of recreational folk dancing at Harvard University.
Of these names in the 1950 meeting, only Eddy Nadel attended the
next 1951 IFMC conference in Opatija, and only Gertrude Kurath
continued as a member of IFMC with an active research and
publishing record.

Karpeles — emergence of the IFMC Folk Dance Commission

Although formed with the title “International Folk Music
(Dance and Song) Council” in 1947 the parentheses in the title
was dropped, with the thought that ‘folk music’ encompassed the
inclusion of song and dance. Unfortunately with ‘dance’ not visible
in the title, dance became viewed as less important. To rectify the
omission, Karpeles proposed a Folk Dance Commission. In a letter
circulated internationally by Maud Karpeles,

12 Danica Jankovi¢’s acceptance to become a correspondent to the IFMC is confirmed
in a letter from Danica to Maud Karpeles dated January 21, 1948. I thank Selena
Rakocevi¢ for scanning selected correspondence as she works on the project “Legacy of
Ljubica and Danica Jankovi¢” at the Special Collection Department, National Library
of Serbia (coordinator of the project: Olivera Stefanovic).

131948 was a critical and stressful year in SFR Yugoslavia, with its break from the
Soviet block. And for the United States, round-trip travel to Europe by ship from New
York City was very costly in funds and time.
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,,The Executive Board has long been aware that folk dance, both as
regards its study and its practice, has played a relatively minor role
in the Council’s programme as compared with folk song. To remedy
this situation the General Assembly decided at its meeting held
in Vienna on July 24, 1960, to set up a Folk Dance Commission”
(Karpeles circular letter February 1961, IFMC/ICTM archive).

Karpeles became pivotal as an initiator of an international
platform for the study of ‘dance’ under IFMC. The first listings of
names of a proposed dance commission included both Jankovi¢
(for Yugoslavia) and Gertrude Kurath (for the United States), and
both communicated with Karpeles with their positive interest, but
neither could attend the IFMC conference in Vienna (1960) when
the newly formed Commission was announced.'"* Beginning 1962 a
smaller group convening in former Czechoslovakia and composed
of professional folk dance researchers (mainly from institutes in
Socialist countries) met several times to discuss and to clarify
terminology for ‘folk dances’. And by 1965 this group produced
a “Syllabus of folk dance analysis” (in German, edited by Kurt
Petermann).'® The group continued to meet and by 1972, leader Vera
Proca-Ciortea (of Romania) submitted a working report in the IFMC
Bulletin showing a name change to “Study Group on the Terminology
of Choreology” instead of “Terminology of Folk Dance”. In April
1977 Bulletin of the IFMC, she is listed as the head of a Study
Group named “Ethnochoreology”. In the next Bulletin of the IFMC
(November 1977) there appears a “Report of the 10th international
working conference of the European ethnochoreologists (the Dance
Terminology Group of the IFMC)” held in Zaboréw Poland 1976,
signed by Grazyna Dabrowska. This was the first year to acknowledge
an expanded study of dance in line with ethnomusicological and
anthropological theories. Thereafter dance researchers become
referred to as ‘ethnochoreologists’ instead of folk dance researchers
within the [IFMC'® Study Group for Ethnochoreology.

14 Correspondence between Karpeles and Jankovié, and between Karpeles and
Kurath during the 1950s and 1960s is found in the IFMC/ICTM archives. Important
to note is that Danica S. Jankovi¢ unexpectedly died in the spring of 1960, postponing
]i)articipation by Jankovi¢ in IFMC activities.

5 Upon the retirement of Maud Karpeles from the Honorary Secretary position 1965,
Barbara Krader had taken on the role as the [IFMC Executive Secretary. In a letter 1966
she suggested to Proca-Ciortea, then leader of the Folk Dance Terminology Group that
Dr. Juana de Laban (daughter of Rudolf Laban) and Gertrude Kurath, both living in the
U.S. would be interested in the process and progress of the Group, and that both Laban
and Kurath could be contacted in the German language (letter 27 June 1966-IFMC/
ICTM archive, Canberra).

16 The International Folk Music Council (IFMC) formally changed its name to the
International Council for Traditional Music (ICTM) in 1981.
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Jankovi¢ and Kurath

The Jankovi¢ sisters, Kurath, and Karpeles are fascinating
women, and all were privileged with advanced education and intimate
family connections that included musicians, folklorists, linguists, and
historians in their early lives. The Jankovi¢ sisters and Kurath did
not have personal contact, but each was a pioneer with recognizing
an emerging method of studying dance. Their approaches went
beyond ‘folk dance’ or ‘folk music’ as collectible products as was the
model at the beginning of the twentieth century with the purpose of
preservation and revival.

The Jankovi¢ sisters created a notation system of locomotor
movements in order to be able to describe hundreds of dances in a
way that the step patterns could be reconstructed (if already familiar
with the genre) and systematically compared; their methods for
the science of studying dance in their area of southeastern Europe
became known beyond Serbia through their facility to correspond
and communicate in English and French. Gertrude Kurath had
early exposure to a variety of notation systems, but had turned to
Labanotation to document movement, along with fuller spatial and
contextual information in her focus of Native American Indian
dancing in the United States and neighboring northwestern Mexico.

Jankovi¢ — ethnochoreology in 1958 correspondence

The 50-year history (1962-2012) of the IFMC/ICTM Study
Group on Ethnochoreology suggests a beginning of 1962 at the
IFMC conference in Zlin, former Czechoslovakia,!” but the Jankovi¢
sisters and Kurath were already interacting with Maud Karpeles as
dance scholars. This pre-1962 relationship was uncovered in the
IFMC/ICTM archives located in the National Library of Australia in
Canberra. Karpeles had been in frequent contact with both Jankovi¢
and Kurath, during which the term ethnochoreology appears.'®

My sister and I work more on ethnochoreology than on folklore.
We consider ethnochoreology and ethnomusicology as two different
scientific branches (though closely connected) each one of them
deserving to be designated by the name to avoid confusion. As we
suggested in one of our letters some years ago, the term ‘folk music’
(consequently the term ‘ethnomusicology’) can by no means cover

17 See Anca Giurchescu for history (1962-2012) of the Study Group on Ethnochoreology
2005, 2007, 2014.

18 Evidenced by letter to Maud Karpeles March 28, 1958 (located in IFMC/ICTM
archive).
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all of what is to be worked on in the frame of folk dance study, and
ethnochoreology. [...] Danica S. Jankovi¢ (letter March 28, 1958,
IFMC/ICTM archive).”

Jankovic¢ — cited in the United States

Writings by Jankovi¢ were already reviewed in England in 1934
and 1937 in the EFDSS journal, and after the war years continued
with the IFMC journal in the 1950s. But in the United States, the
Jankovi¢ writings did not appear in journals until 1953 with a review
of their Folk dances I-VI: A Summary by Gertrude Kurath in the
Journal of American Folklore. Significantly this summary booklet
(made available in both English and French) was completed in
time for the 1951 IFMC conference held in Yugoslavia. The next
English-language publication by the Jankovi¢ sisters that became
widely distributed in England and the United States was the Dances
of Yugoslavia (1952), part of the Handbooks of European National
Dances, edited by Violet Alford (an active member of the EDFSS
and IFMC).

Kolo dancing in the United States

This little book also became known to me in 1953 from student
folk dance enthusiasts at the University of California in Los Angeles
(UCLA). I point this out because there were two networks through
which the Jankovi¢ sisters became known in the United States. One
within the scholarly base (represented by Gertrude Kurath), and the
other is through what became known as ‘kolomania’ with recreational
dancers known as ‘kolomaniacs’."”” The popularity of the kolo as a
non-partner dance in recreational folk dance clubs, began in the late
1940s on the western side of the United States with the Folk Dance
Federation of California®*® and a separate beginning on the eastern
coast centered in New York City and university campuses. Eddy
Nadel who was based in Boston and who attended the first [IFMC
conference in the U.S. (1950) and in Yugoslavia (1951)*' organized

19 See Laugevié 2007 for a description of this ‘kolo’ dance movement in the United
States.

20 1na survey of ‘South Slavic’ dances introduced into the state of California, the
earliest ‘kolos’ were described in the Folk Dance Federation of California manual in
1946. See Dunin 1979 for lists of dances, their teachers, when and where the South
Slavic dances first appeared in California.

I U.S. citizens could not travel to Soviet Block countries without time-consuming
applications for visas. Yugoslavia did not open diplomatic relations with the U.S. until
1950. Tourist travel to Yugoslavia therefore did not begin to happen until 1951, but
at this period, travel for an outsider was very challenging — only one major highway
(Zagreb—Beograd) was paved, other roads were dust or mud after rain, no gas stations
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in 1955 a Yugoslav Folk Festival sponsored by the United Nations
Council of Harvard (University) and the Harvard Folk Dance Society
honoring the two Jankovi¢ sisters. A flyer for the event states “Famed
sisters who are pioneers in Yugoslav’s movement for preserving its
folk arts. Cordial and generous they are at the same time scholars
dedicated to the preservation of their country’s folk treasures”.??

To understand the rise of interest in non-partner ‘kolo’
dancing in the United States from the late 1940s into the 1950s is
the introduction of ‘new’ types of dances from Europe and Israel,
combined with the social practicality of attending recreational dance
clubs without needing to secure a dancing partner. Early twentieth
century dance repertoire in the recreational international folk dance
clubs was based on male/female couple dances from Europe. Shortly
after the turn of the century, this ‘folk dance’ material was introduced
into the U.S. by teachers and recreational leaders who had traveled to
Europe to learn dances from already established folk dance societies,
and bringing back printed music usually for piano accompaniment.
South Slavic dances in the recreational dance context were relatively
unknown in the U.S. The first kolo in print appears to be 1924 in
Geary’s Slavic Folk-Dances; the next did not appear until 1932 in
Shambaugh’s Folk Festivals for Schools and Playgrounds (Dunin
1979: 52).

In California, the South Slavic dances began to be used as the
opening dance and spaced throughout programs to allow everyone an
opportunity to dance. In school situations, non-partner dances were
popular with teachers where there were uneven boy/girl numbers
or single gender classes. From the 1950s into the 1960s folk dance
resource books for teachers see an addition of ‘kolo’ dances; Jankovié¢
(usually the 1952 Dances in Yugoslavia handbook) and Folk Dance
Federation manuals with kolo dance descriptions were listed in their
bibliographies.

After Second World War, recorded music on 78-rpm discs
replaced piano accompaniment. Recordings on domestic labels were
made available in California by John Filcich (who in his childhood
had learned his kolo dancing within the South Slavic diaspora in
Indiana). On the East Coast, two teachers became producers of
recordings for folk dancers, the Folkraft label by Frank Kaltman in

or automobile service, no road maps, nor signs, no indication of distance, and many
bridges not yet repaired after the war. Certain foods were rationed and basic living items
were still limited in quantity (information based on Ivancich family travel experience
in 1951).

22 A copy of this flyer was found within Jankovi¢ correspondence of the Wayland D.
Hand manuscript archive in the University of Utah Library at Logan, Utah. Professor
Wayland D. Hand at the time of this event was head of the UCLA Folklore Center and
had on-going correspondence with the Jankovi¢ sisters.
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New Jersey, and the Folk Dancer label by Michael Herman in New
York. Tamburica bands (such as Banat Tamburitza Orchestra, based
in New York) were hired to record kolo music on these record labels
servicing recreational folk dancing.

Amajormarker for the kolo interest was the 1951 “Kolo Festival”
held in San Francisco. Organized by John Filcich, the Festival became
an annual event continuing 63 years into 2014. Anatol Joukowsky, a
ballet choreographer who had fled Beograd during the Second World
War became a popular teacher of southeastern European dances in
California during the 1950s; he often cited the Jankovi¢ sisters and
their Narodne igre volumes as sources of Serbian or Macedonian
dances that he taught during the Kolo Festival. Another marker was
added to ‘kolomania’ by a talented dancer/teacher, Richard Crum,
who had toured with the Duquesne University Tamburitzans in
1952 to Yugoslavia, where he became fascinated with repertoire
not already known in the U.S. The Tamburitzans learned some of
the music, some of which was later recorded on U.S. folk dancer
record labels.”* Crum, a charismatic teacher was invited to teach
the non-partner kolo to recreational groups throughout the U.S. The
next marker adding to ‘kolomania’ was the 1956 tour of the Tanec
Ensemble from Skopje, followed later in the same year by Kolo
Ensemble from Belgrade. These two ensembles became models for
additional dancing styles from Yugoslavia and inspired many folk
dancers to travel across the Atlantic to learn dances in Yugoslavia.
After 1956 music recordings for the kolos were supplemented with
labels originating in Yugoslavia, not only on the Jugoton label, but
also recordings made “in the field”.

Gertrude P. Kurath

Gertrude Prokosch Kurath also had a childhood privileged by
intellectual discussions among linguists (both her father Eduard, and
later her husband Hans Kurath, were linguistic scholars), historians,
and musicians, one of them being German-born Curt Sachs, a family
visitor after his immigration to the U.S.*

Kurath — ethnochoreography, dance ethnology, ethnochoreology

Similarly to the Jankovi¢ sisters in Serbia, Kurath in the United
States was recognized for introducing a beginning ‘literature’ to

23 See writings about tamburica band history in the U.S. by Walter Kolar 1975,
Richard March 2013, Mark Forry 1982, and 1953 for listings of kolo dances (with their
recommended recorded music) taught by John Filcich.

24 Learned from personal communication with Joann Kealiinohomoku, who as a
graduate student spent much time with Mrs. Kurath.
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ethnochoreology with a model of scholarship along with empirical
research. Trained as a dancer, choreographer, musician, and art
historian, she also had familiarity with dance notation systems in
the 1920s into the 1930s. Her vast accumulation of dance and music
knowledge emerged through her lecture-recitals programmed into
universities and colleges on the eastern coast of the United States.?
Recognized forherknowledge base asa ‘dancer and folk dance scholar’
alongside scholars of anthropology, folklore, linguistics, musicology,
she was invited as a contributor (writing about six hundred entries
on dance and music) to the two-volume (1949-1950) Dictionary
of Folklore, Mythology and Legend edited by Maria Leach. One of
Kurath’s entries was for her newly coined term ‘ethnochoreography’:

,The scientific study of ethnic dances in all their choreographic
aspects (steps, formations, rhythms) as related to their cultural
significance, religious function or symbolism, or social place.
Comparative choreography is the juxtaposition and interpretation of
salient elements in dance forms” (Kurath 1949: 352).

Kurath subsequently focused her field research to Native Indian
groups in Mexico, southwestern and north central United States.

A major contribution to the emerging field of dance scholarship
can be attributed to Kurath. She was invited by the leading
ethnomusicologists/anthropologists in the United States (who were
then founding the Society for Ethnomusicology), to be the Dance
Editor, in the new Journal of the Society for Ethnomusicology (JSEM).
For sixteen years she contributed to this role, 1956 to 1972. In its first
year Ethno-musicology was a hyphenated title, revealing the evolving
field of study among musicologists, anthropologists, folklorists.
Analogous to the changing terms for studies in music related to
anthropological methods, is the fluctuating terminology that Kurath
proposed for dance studies: ‘ethnochoreography’ (1949), ‘choreology’
(1956), ‘dance ethnology’ (1960). In her personal communication
with Kurath, Kealiinohomoku noted that ‘ethnochoreology’ was first
suggested by Kurath (Kealiinohomoku 2008 [1976]:18), and that she
commonly referred to herself and to the field as ‘ethnochoreology’.?
Kurath established in 1962 a Dance Research Center in Ann Arbor,
Michigan (University of Michigan). From 1949, the 1950s and 1960s
she produced a flood of articles in encyclopedias and journals, which
included the Dictionary of Folklore, Mythology and Legend, Journal

25 Her programs and photos are located in the Gertrude Kurath archive of the Cross-
Cultural Dance Resources (CCDR) Collections in the School of Film, Dance, and
Theatre at the Arizona State University.

Dunin’s personal communication with Joann Kealiinohomoku in December 2013.
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of American Folklore, Midwest Folklore, Western Folklore, Musical
Quarterly, Journal of the Society of Ethnomusicology, Dance Magazine,
American Anthropologist, Southwestern Journal of Anthropology,
and Scientific Monthly. By 1960, her comprehensive survey article
“Panorama of Dance Ethnology” published in Current Anthropology
(a new journal founded by anthropologist Sol Tax at the University of
Chicago) became a seminal piece for recognizing the anthropological
approach to the study of dance internationally. It was especially in this
article that the studies in Yugoslavia were given recognition and she
cited the Jankovic¢ sisters along with other researchers.

Honoring Gertrude Kurath at the 1974 meeting of the Committee
on Research in Dance (CORD) held in Michigan, she was introduced
by Allegra Fuller Snyder, who at that time was the Chair of the
UCLA Department of Dance and very aware of Kurath’s influence on
the development of a dance ethnology curriculum at UCLA. Snyder
quotes Kurath from this seminal 1960 ‘Panorama’ article:

,Any dichotomy between ethnic dance and art dance dissolves if
one regards ethnology, not as a description or reproduction of a
particular kind of dance, but as an approach toward, and a method of;
eliciting the place of dance in human life — in a word as a branch of
anthropology” (Snyder 1974: 38, quoting Kurath from ‘Panorama’
article).

Kurath was certainly cognizant of the ‘kolomania’ in the 1950s,
but she was not directly part of this recreational folk dance trend.
In her 1960 article “Panorama of dance ethnology” she reveals her
awareness with the recreational context,

American-born folk-dance groups, as well as immigrants to the
United States, show their fondness for European forms. Lately they
have become captivated by the sophisticated Balkan and Israeli
rounds. These groups greatly surpass the ‘Amerindian’ imitators
in desire for accuracy, desire for expert advice, and an increasing
demand for background knowledge” (Kurath 1960: 249).

Kurath — citing the Jankovi¢ sisters

Her connection with Yugoslavia was by reviewing and citing
several writings of the Jankovi¢ sisters after the fourth (1951) IFMC
conference in Opatija. Kurath’s first Jankovi¢ review in 1953 was
for a summary of Folk Dances I-VI that appeared in English and
completed in time for the 1951 conference in Yugoslavia; this first
review in the US appears in the Journal of the American Folklore
Society,
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,»A pamphlet in the English language summarizes a monumental six-
volume work on the rich and varied dance lore of Yugoslavia. The
authors collected more than nine hundred dances in the field, along
with the traditional melodies, rituals, and customs. [...] Volume I
serves as an apologia on the importance and application of folk dances
and introduces signs and terminology. There follow descriptions of
a hundred folk dances from various regions. Volume II follows a
theoretical section on the preservation of folk dances with actual
examples [...] Volume III similarly starts with a discussion of the
psychological aspect of the folk dances, continues with examples of
wedding dances and customs, of regional forms [...] and concludes
with music and some theory. Such a combination of theory and
illustration perseveres through the series, dealing with women’s
style, types, stage production, dramatic elements in folk rites, and a
spectacular array of regional forms. [...] The authors have whetted
our appetite for the real publications. [...]” (Kurath 1953: 363).

Next three reviews of Jankovi¢ publications in English or with
English summaries, appeared in 1959 in the Journal for the Society
of Ethnomusicology (JSEM).

»Each volume contains a theoretical section and a descriptive
section of a regional style; it includes music and photographs, and
summarizes the contents in English. [...] The theoretical and general
section of the seventh volume concerns the investigation, collection,
and study of folk dances. Of special interest are the parts on the
problems of choreographic description and musical association, and
on the historical and theoretical study of Yugoslav dance and music.
[...] Linguistic difficulties prevent appreciation of details because the
choreographies take the form of verbal description, alongside musical
counts. There are symbols to indicate the direction of a step, and in
this volume there are diagrams of ground plans. But the authors have
neither devised nor accepted a system of notation. Their work is a
concrete argument in favor of universally used dance notation. This
is especially evident in comparison with the section on songs. Here
the melodies emerge clearly in all their intricacy and subtlety, though
the meanings of the texts remain hidden to the non-Serbian reader.
[...] In the seven large volumes the authors mention comparative
problems. They do not tackle them though recurrent customs and
regional differences become apparent in the course of perusal. In their
latest article of 1957 they coordinate their researches and present a
survey of ritual dances in Yugoslavia and their changes. They identify
twelve kinds of rituals, five types of change, and three ways of
historical approach. They give concrete examples in ground plans and
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photographs, but no music. This article is in keeping with the most
recent approaches of musicology [...]” (Kurath 1959: 36-37).

The next review by Kurath was in 1965 also in JSEM, for
Narodne Igre VIII published in 1964.

,,The Jankovic approach is empirical. The scope of the collection and
the accuracy of the description and evaluation probably has no equal
in any other country. The achievement is all the more noteworthy,
[...] They had faith in the value of their field work and transcriptions;
for they foresaw the rapid changes, the fading of traditions within the
last generation [...]” (Kurath 1965: 332).

Kurath also cited Jankovi¢ works in four of her own pieces, the
first in 1956, upon her invited position as Dance Editor for the SEM.
Alan P. Merriam as editor of the first volume of the SEM Newsletter
introduces Gertrude Kurath with the following:

,»In view of the facts that ethnic dance is inseparable from music
and that it thus properly falls within the province of this Society,
ETHNO-MUSICOLOGY has asked Mrs. Gertrude Kurath to initiate
a Dance department beginning with this issue. [...] The following
communication from Mrs. Kurath sets the limits of interest and
relationship, and indicates examples of dance publications of special
interest to ethno-musicology” (Merriam 1956: 10).

Kurath introduces her role with the following thoughts:

,,The initial problem, of course, is to determine reliable criteria of
ethnic value, scholarliness and in particular, suitability for ethno-
musicology in choosing material for inclusion. With respect to items
of general nature, those concerning field work or research using
fresh approaches are of greatest interest, particularly if they include
materials on instruments and recordings of music associated with
dance. [...] It is difficult to establish clear criteria for bibliographic
inclusion. As I glance through my own dance library, | am sometimes
appalled at the expensive volumes (largely for schools and folk dance
clubs) consisting of rehashes and often of plagiarisms, with detailed
but often dressy descriptions and with music which is almost always
harmonized unsuitably. At the same time, a few major works and
some unpretentious articles show that Curt Sachs has not pioneered
in vain....The series by Ljubica and Danica S. Jankovi¢ on Yugoslav
folk dances, Narodne Igre (Belgrade, 7 v., 1934-52) merits a place
in ethnomusicological literature because of its attention to the
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integration of all factors and the inclusion of music examples and
instrumental descriptions” (Kurath 1956: 10-11).

Based on a lecture at Wayne University citing the Jankovi¢
writings with comparative examples, Kurath’s paper is published
two years later in 1956 in the Journal of American Folklore as
“Dance relatives of mid-Europe and Middle America: a venture in
comparative choreology”.?’

The next citations are in two articles in 1960. In JSEM a
comparative treatise ‘“Dance, music and the daily bread” where
Kurath gives examples of rituals of American Indians compared
with rituals noted by the Jankovi¢ in their writings (as well as citing
anthropologists who have made field studies), such as rituals inciting
favorable weather for crops, harvest festivals, agricultural cycles, and
influences of secularization. The second is Kurath’s seminal article
“Panorama of Dance Ethnology” also published 1960. Here Kurath
gives the first comprehensive survey of dance ethnology as a fledgling
field. She recognizes at the beginning of her article that dance
ethnology has come into being only within the last few decades, and
that European dance ethnology received impetus from Cecil Sharp
in England, early in the twentieth century, and that all European
countries can boast large, and sometimes systematic, government-
sponsored collections of folk dances, particularly England and the
Balkans. She goes on to include Yugoslavia in her discussions, first in
relation to the use of Laban/Kinetography introduced by Pino Mlakar
and accepted into the official method of notation in Yugoslavia.
Under the heading of “Objectives of Dance Ethnology” she gives
her own definition for ‘ethnochoreography’ making it synonymous
with ‘dance ethnology’ discussions that were published in Leach’s
1949 Dictionary ..., and giving disagreements in the definitions.
She quotes two experts in Yugoslavia, “Folk dances [...] composed
the dramatic element of various rituals and actions, each of which
had for the man of a primitive society significances of a ritual magic
action (Jankovi¢ and Jankovi¢ 1934-51: 48)” (Kurath 1960: 236).
Under discussion of “Individual and Group: Creativity”, Kurath
brings up the controversy in thinking about individual dancers with
freedom and formlessness contrasted with set and unified patterning
of dancing, with an example from Yugoslavia, stating “Single folk
dancers who are phenomenally gifted introduce into the collective
style something of their own individuality. This must remain within
the frame of the collective technique (Jankovic and Jankovic 1934—

27 This article became an important reading for Dunin in 1966, while she was a graduate
student, since she saw for the first time that dances in Yugoslavia were compared with
dance studies in the Americas in a scholarly approach.
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51: 30)” (Kurath 1960: 236). Under ‘Male-Female roles’, another
example from Yugoslavia is given, “Women’s ritual societies are
absent in many cultures. However, in Yugoslavia the rain-bringing
Dodole are young girls who dance from house to house (Jankovic
and Jankovic 1952b:13)” (Kurath 1960: 236-237). Kurath goes on
from section to section with more examples from Yugoslavia and the
Jankovi¢ sisters.

Articles in English by the Jankovi¢ sisters appeared in JSEM
while Kurath was Dance Editor: ,.Folk Dance Tradition in Prizren*
(1962), ,Paradoxes in the Living Creative Process of Dance
Tradition* (1969). Kurath’s service as Dance Editor discontinued
in 1972, but a final article in English by Ljubica Jankovi¢ appeared
post-mortem in January 1975, “The System of the Sisters Ljubica
and Danica Jankovi¢ for the Recording, Description and Analysis of
Folk Dances” with an obituary for Ljubica by Milica Ilijin in the
same issue.

An article “Etnomuzikologija i etnokoreologija” by Ljubica
Jankovi¢ was reviewed in JSEM (1965) by Barbara Krader who was
fluent in several languages, including Serbian and was able to review
this article. (Kurath at this time was Dance Editor for the journal).
Krader reveals that Jankovi¢ cites ethnomusicologists for their
definitions of musical research and also cites Kurath for her definition
of choreology. Jankovi¢ says, “... we all agree that pure musical
research is not enough; not only must musical analysis be applied
and archival documents used, but also other methods, especially
field work, need to be employed” (Krader 1965: 334). Noting that
the scholarly study of traditional dance is less common then that of
traditional music, and surveying terms for dance study, Jankovi¢ goes
on to speak of the importance of comparative study, and proposes
the term ethnochoreology: “Folk dance as a whole, and in the
reciprocal relations of its components, in continuity and in evolution,
is the subject of study of a new and separate science, which we call
ethnochoreology, or the science of folk dance” (Krader 1965: 334).

A literary intersection appears when Kurath and Jankovi¢
are both published in the same magazine, The folklorist, based in
Manchester, England. Short Jankovi¢ articles cover dance and music
in different areas of Yugoslavia, while Kurath’s articles are about
Indian (Native American) dances and traditions in the United States
or Mexico.

Intersecting Kurath and Jankovi¢ at the University of California in
Los Angeles (UCLA)

Another concurrence appears at UCLA. In 1966 Kurath was
invited to UCLA by Professor Juana de Laban (Rudolf Laban’s
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daughter) and Dr. Alma Hawkins, chair of the young Department of
Dance to consult on a plan for a dance ethnology course. As an aside,
by the 1970s this course evolved into a graduate level dance ethnology
curriculum. Kurath and Jankovi¢ intersect at UCLA through the
large amount and range of dance literature along with availability of
research and ethnographic literature from Yugoslavia in the UCLA
libraries. Nineteenth century and other pre-WW I, mid-war, and post-
WW II literature in the form of books, journals, magazines, booklets,
theatre programs, music notations, maps, touristic brochures, along
with high-ranking fictional literature were on the library shelves in
the Serbian, Croatian, Slovenian, and Macedonian languages.

How was it possible to have a library of such literary riches that
were more abundant than the national libraries in Ljubljana, Zagreb,
Beograd, or Skopje? Not only the many titles of the Jankovi¢ sisters,
but other post-war dance and music literature was cataloged. The
goal for UCLA during the 1960s was to expand the library system.
Overlapping during this growth period a repayment program was
set up with eleven libraries in the U.S. to allow purchase of books
and serial publications from Yugoslavia. At UCLA anthropologist
Dr. Joel Halpern was assigned to acquire materials on Yugoslavia
for the library system. Halpern had conducted his doctoral fieldwork
in Sumadija and therefore was familiar with language and literature;
he fortunately did not limit the acquisition only to literature, but to
a holistic range of print material, which is of ethnographic value.
Already during the 1960s it became possible to pursue research
projects on Yugoslav subjects outside of Yugoslavia.

During the mid-1970s Nancy Ruyter at the University of
California, Irvine campus and Elsie Ivancich Dunin at UCLA traced
what literature on dance from Yugoslavia was available in U.S.
libraries. The most extensive collections in the United States were
found in the UCLA libraries. Other collections were found at the
Duquesne University Tamburitzans Institute of Folk Arts (DUTIFA)
in Pittsburgh, Pennsylvania, Harvard University in Cambridge,
Library of Congress in Washington D.C., University of California in
Berkeley, University of Illinois at Urbana-Champaign, University of
Indiana at Bloomington, University of Michigan at Ann Arbor, and
Yale University in New Haven. The DUTIFA and UCLA libraries had
the most complete collections of books and publications on dance
from Yugoslavia. By 1979, Dunin and Ruyter had found 505 titles,
and the largest number of titles were noted for the Jankovi¢ sisters
(see Dunin and Ruyter 1981).

At the time of this collection project by Dunin and Ruyter in the
1970s to find dance titles from Yugoslavia in United States libraries,
the Cross-Cultural Dance Resources (CCDR) library with its Gertrude
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Kurath archival collection facilitated by Joann Kealiinohomoku, did not
yet exist; nor was there the aid of internet or WorldCat to check titles in
any library. However, when Dunin visited the CCDR Library in 1998,
she saw Jankovi¢ books on the shelf, part of the collection being attrib-
uted to Kurath and her extensive dance library, which is now part of the
CCDR Collections in the Arizona State University in Tempe, Arizona.

Concluding comments

This article follows the international recognition of the Jankovi¢
sisters and their publications that intersected with Gertrude Kurath, and
also with Maud Karpeles, whose vision led to the establishment of a
dance commission of scholars under the umbrella of the International
Folk Music Council. These intersections are certainly a part of the
history for the scholarly field of ethnochoreology. But this history is no
longer in living memories (as is the fifty-year account of the ICTM Study
Group on Ethnochoreology beginning in 1962). The preceding history
became uncovered through manuscripts and correspondence residing
in archives. The IFMC/ICTM archive in Australia’s National Library
reveals Maud Karpeles as the prominent connection between music
and dance scholars. Additional manuscripts and correspondence appear
in other archives: the Gertrude Kurath archive in the CCDR (Cross-
Cultural Dance Resources) Collections at Arizona State University
in Tempe, Arizona; the Legacy of Ljubica and Danica Jankovi¢ (in
progress) in the National Library of Serbia; the Vaughan Williams
Memorial Library at the Cecil Sharp House in London with its online
catalog, and a depository of the unique Danica S. Jankovi¢ Memorial
Book?® that includes condolence letters from scholars in Europe and
from the United States; and the expansive UCLA Research Library with
amajor collection of literature from (former) Yugoslavia that includes a
full range of Jankovi¢ publications; and additional correspondence for
both Jankovi¢ and Kurath that are filed as manuscripts within archival
collections established for deceased folklorists, ethnomusicologists,
anthropologists in other university libraries.”

The legacy of Jankovi¢ with Kurath and Karpeles, although
much forgotten in the present, is traceable through publications and
correspondence in archival collections, revealing these women as
pioneers in the emerging field of ethnochoreology.

28 Special acknowledgement to Liz Mellish for her assistance in communicating
information about the Danica S. Jankovi¢ Memorial Book, located in the Cecil Sharp
House in London.

29 Collections such as the Dorson correspondence at the Lilly Library Manuscript
Collections at the University of Indiana-Bloomington, and the Wayland D. Hand
correspondence collection at the Utah State University Special Collections and Archives
in Logan, Utah; and more ... not yet searched.
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Enzu Ueanuuh [[ynun

I[TIOJABA ETHOKOPEOJIOI'MJE
HA MEBYHAPOJIHOM HUBOVY: CECTPE JAHKOBUR,
MO/I KAPIIEJIEC U TEPTPY/JIA KYPAT

(Pe3ume)

OBaj wraHak otkpuBa MelyHapomHo mperno3HaBame cecrapa JankoBuh u
BHUXOBUX JIeNa, Koja je Kao caBpeMEHHMIa NMpUKa3uBajia W unutupana [eprpyna
Kypar (Gertrude Kurath), y Cjennmernm AmeprakuM J[p:kaBama peno3HaTa Kao
JMYHOCT 3aCJIy’KHA 3a JIaBarbe OCHOBE 3a [10Jbe ETHOJIOTH]E Tieca, a Takohe u Moj
Kaprienec (Maud Karpeles), unja je Bu3Hja Boauiia Ka yCTaHOBJbEHY CTPYYHE KO-
MHCH]€ 3a IUIeC Mo KpoBoM MeljyHapoaHor caBeta 3a Haponny my3uky (IFMC).
OBa yKplITama cy JIeo UCTOpPHje Hay4dHOT I0Jba eTHOKopeosoruje. Ta ucropuja
BHIIIC HUjeE Ie0 )KUBOT cehama (Kao IITo TO jecTe mejeceToroguirmby pax CTynujcke
rpyme 3a eTHOKOpeosiorujy MeljyHapoaHor caBera 3a TPaAUIHOHATHY MY3UKY /
ICTM, moueB on 1962. ronure). OHa je OTKPHUBEHA KPO3 PYKOMHCE M MPETHCKY
Koju ce 4yBajy y apxuBama. ApxuB IFMC/ICTM y Aycrpanujckoj HarnonanHoj
oubnrorenu otTkpuBa Mox Kaprenec kao JIMUHOCT Koja je uMaja UCTaKHYTY YIIOTY
y NOBE3UBamy HayYHUKA Y 00JIaCTH My3HKe U Tuieca. J{pyru pyKoIuCH 1 Iperuicka
NojaBJbyjy ce u3 Apyrux apxusa: Apxusa [eprpyae Kypar y 36upuu Kpoc-Kyi-
TYpPHHX H3BOpa O iecy npu JIpaBHOM yHUBEp3UTeTy Apu3oHe y rpaay Temre,
Apwmsona; Jlerara Jbyoune u Hanune Jankosuh y Hapomgroj 6mbmmorern Cpouje
(oOpana je y Toky); Criomen 6ubnnorexke Bona Bunujamca (Vaughan Williams) y
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Jomy Cecma Hlapma (Cecil Sharp) y JIoHIOHY ca CBOjUM OHJIAjH KaTaJllOTOM, U
ca gemo3utopoM jenuHcTBeHe CriomeH kmure Jlanume JankoBuh, y XK0joj ce Haa-
3e nucMa caydemtha ox HayuHnuka u3 Espore u CA/l; Haj3aa, u U3 cBe 0OMMHU]jE
Hctpaxupauke OubOnuoreke YuupepsutTera Kamudopuuje y Jloc Anbenecy, ca
BEJIMKOM 30MPKOM JITeparype u3 (Hekaaalime) JyrociaBuje, ca YUTaBUM HU30M
myOnukanmja cecrapa JankoBuh, U JOgaTHOM IpenuckoM ooejy cectapa u Kypar.
[TucMma cy 3aBezieHa Kao pykorucu Mel)y apXuBCKUM 30HpKaMa yCTAHOBJHEHUM 32
npemMuHyie (GOIKIOPUCTE, €THOMY3UKOJIOTe U aHTPOIIOJIOTe Y JIPYTUM YHHBEP3H-
TETCKUM OMOIHOTEeKaMa.

Hacnehe cecrapa Jankosuh ca ['eprpynom Kypar u Monx Kaprienec, nako aa-
Hac YMHOTOME 3200paBJbeHO, MOXKE CE€ IPATUTH KPO3 IyONIMKALM]E U MPEIHICKY Y
apxuBCKUM 30upkama. Ha taj HaunH cectpe JaHkoBHh OTKpHBaMoO Kao MUOHUPE Y
MPOIIECY HACTAjarba M0Jha ETHOKOPEOIIOTH]E.
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Abstract

The Jankovic sisters are pioneers of ethnochoreological research in Serbia. Their
scholarly methodology is based on intenisve field research and their development
of a unique system of dance notation, which enabled them to evolve a system of
dance analysis. The year 2014 celebrates multiple anniversaries of Ljubica and
Danica Jankovi¢, their lives and work, but most importantly, it marks the publica-
tion of the first of eight volumes of Narodne igre, beginning an eighty year tradition
of scholarly investigation of traditional dances in Serbia. The aim of this article is
to draw attention to the Jankovi¢ sisters for their major contribution in developing
ethnochoreology in Serbia.

Key words
the Jankovi¢ sisters, folk dance, ethnochoreology, Serbia

Introduction

Organized, continuous and methodologically grounded research
of traditional dances was begun in Serbia by the sisters Ljubica and
Danica Jankovi¢, marked by the publication of the first of eight vol-
umes of Narodne igre [Folk dances] in 1934. Although their numer-
ous scholarly activities were intense and constant since then, Ljubica
Jankovi¢ defined the field of their study thirty years later in 1964, des-
ignating it as an independent scientific discipline — ethnochoreology.
The analyical-descriptive methodology of choreological investigation
of the Jankovic¢ sisters was based on prearranged and methodological-
ly designed field research, publishing many papers and other public
activities in promoting traditional dances from all regions, primarily
Serbia and Macedonia; they were highly qualified and well recog-
nized by the wider community of scholars not only in the country but
also all around Europe and the USA.

* This study is realized within the project Muzicka i igracka tradicija multietnicke i
multikulturalne Srbije [Music and Dance Tradition of Multiethnic and Multicultural
Serbia], (reg. nr. 177024), financed by the Ministry of Education and Science of the
Republic of Serbia.

I selena@rakocevic.rs
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The year 2014 is celebrating multiple anniversaries of the Jank-
ovi¢ sisters’ life and work: eighty years since the publication of their
first volume (1934), and fifty years since the publication the eighth
volume of Narodne igre (1964), one hundred twenty years since the
birth (1894) and forty years since the death (1974) of Ljubica Jank-
ovi¢. Finally, 2014 marks fifty-one years since Ljubica as a dance
scholar was proclaimed for a corresponding member (1963) and sub-
sequently at forty years she was proclaimed as a full member (1974)
of the Serbian Academy of Sciences and Arts. This official acknowl-
edgment on the highest academic level represents achievement that
has been rarely given to any scholar not only from the field of dance
research but also from related disciplines, and not only in Serbia but
also elsewhere in Europe, regardless of the relative marginality and
low visibility which ethnochoreological research still has in the aca-
demic world.

Even though the Jankovi¢ sisters were highly respected in ac-
ademic circles in the country and they still are extremely influential
among choreographers, performers and promoters of the so-called
staged folklore,” there are very few papers which are devoted to their
life and work. Most of them are co-authored articles by their contem-
poraries and younger colleagues, Milica Ilijin and Olivera Mladeno-
vi¢ (Mladenovi¢ and Ilijin 1954: 158-160) or as separate necrolo-
gies devoted to each of the sisters (Ilijin 1959: 1-3; 1974; 141-144;
Mladenovi¢ 1974: 135-142). A great admirer and successor of all of
the basic conceptual and methodological principles of the Jankovi¢
sisters, Olivera Vasi¢ also wrote an article devoted to the work of the
Jankovi¢ sisters some thirty years after Ilijin and Mladenovi¢ (Vasi¢
2005:5-16). Olivera Vasi¢ examines the contents of the books Nar-
odne igre and gives a critical review of the typology and some of the
terminological and analytical solutions of the sisters.

Considering the multiple anniversaries of Ljubica and Danica
Jankovi¢, the primary focus of this paper is to present to the wid-
er scholarly community once again the major contribution that the
Jankovi¢ sisters had in developing ethnochoreology in Serbia,® but

2 The influence in the sphere of staged folklore and especially folk dance education,
which the Jankovi¢ sisters still have in Serbia, can be noticed in the fact that they have
their own profile page on one of the most popular online social networking service,
Facebook. This page, designed by a few enthusiasts, has been visited continuously by
a steady number of visitors (see more at https://www.facebook.com/pages/Danica-i-
Ljubica-Jankovi%C4%87/160235424073 ?ref=ts&fref=ts).

3 Thanks to turbulent and unstable historical times in which they lived, scholarly work
of the Jankovi¢ sisters were linked with several states. They started their careers in
the Kingdom of Serbs, Croats and Slovenes founded in 1918, which was renamed
in Kingdom of Yugoslavia in 1929. After WWII in 1946 this monarchy abolished
and the new state, Federal People’s Republic of Yugoslavia was founded. Finally, in
1963, the country was renamed again to the Socialist Federal Republic of Yugoslavia.
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also to re-evaluate their scientific work in the light of contemporary
achievements within the discipline.

The beginnings of dance research in Serbia

The interest for traditional music and dance in Serbia started in
the second part of the nineteenth century as in other European coun-
tries, with manifestations of the growing nation building processes
and romantic interest for rural life. Many professional musicians and
various intellectuals who studied music and used musical notations
collected and transcribed traditional village songs for the purpose
of saving them for the future generations or, more often, for using
them in compositions.* Since it was difficult to write down traditional
dance patterns properly, activities of collecting traditional dances in
the nineteenth century were primarily focused toward enumeration
of the dance repertoire by distinct ethnographic regions of Serbia
with the aim of differentiating their local cultural peculiarities. First
ethnographic writings about dance were written by intellectuals and
writers interested in folklore and ethnology.’ As elsewhere in Europe
(see more in Giurchescu and Torp 1991: 2), they were focused exclu-
sively on the old peasant, that is, ‘folk’ dance repertoires as one of the
direct manifestations of the ‘pure’ national culture.

The first attempt in defining the terms and systematizing the
broad field of folk games and dances was made by ethnologist Ti-
homir DPordevi¢. His article “Srpske narodne igre” [“Serbian folk
games”] published in 1907 can be marked as the first conceptual-
ly grounded and methodologically based writing about traditional
dances in Serbia (Pordevi¢ 1907: 1-89). In the aim of covering all
aspects of the so-called spiritual culture of the people [duhovna kul-
tura naroda], Pordevi¢ devoted his paper to various forms of human
creative kinesthetic expression considering them as manifestations

Within those states, Ljubica and Danica were focused in their research primarily on
the territory of Serbia and their collecting activities were undoubtedly nationally
oriented. However, they researched a lot also on the territories of Croatia, Bosnia and
Herzegovina and, largely, in nowadays Macedonia and they certainly had influence on
forming later ethnochoreological research in those countries (see more in Zebec 1996:
95; Opetceska-Tatarcevska 2008: 37, note 1).

4 About the beginnings of traditional music research and foundation of ethnomusicology
in Serbia see more in Markovi¢ 1994: 21; 2006: 8.

5 Two writings about traditional dances from the nineteenth century were published
as parts of comprehensive ethnographic texts. One is written by the border officer
Stanislav Sumarski, in the article “Grada za povijesnicu serbsku” [Materials for the
history of the Serbs] (see more in Mladenovi¢ 1964: 204-209 and Rakocevi¢ 2012:
228-235) and, the other by geographer and ethnographer Milan D. Mili¢evi¢ in the
books Knezevina Srbija [Principality of Serbia] and Kraljevina Srbija [Kingdom of
Serbia)] (Zecevi¢ 1983: 133-134).
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of “superfluous, unnecessary energy that appears in the human body”
[,,suvi$na, nepotrebna snaga koja se nalazi u ¢ovecijem organizmu’]
(Pordevi¢ 1907: 1). Due to the lack of appropriate terms in village
speech and trying to avoid the expression ples which during that time
connoted dance forms of recent Western origin, which were not in-
herent for rural practice,® Pordevi¢ used the word igra (game) as a
kind of an umbrella term to cover all forms of playing, gaming and,
dancing. In order to distinguish dance from other forms of kinetic
activities, Tihomir Pordevi¢ conceived the term ‘orske igre’ (literally
oro games).” By using the emic term ‘oro’,* which refers directly
and exclusively to the chain dances in circular formation, Tihomir
DPordevi¢ from the very beginning focused dance research in Serbia
into the local rural practice of performing dances in the circle. The
object of dance research was thus defined. This ontological orien-
tation of dance research, which excludes ‘new’ styles and forms of
dancing that are of ‘foreign’ origin, are dominant in Serbia in the
next decades. Even though the study “Srpske narodne igre” cannot
be considered as the beginning of the continuous and systematized
research, it offered a real foundation for the later work of the nieces
of Tihomir Pordevi¢, Ljubica and Danica Jankovi¢.

Short biographical notes: life devoted to folk dance research

Ljubica (1894—1974) and Danica (1898—1960) Jankovi¢ were
reared in an intellectual city family in Belgrade. Their father Svetislav
worked as a postal clerk and their mother Draginja Draga Jankovi¢
was a housewife, but she was engaged in writing novels’ and paint-
ing watercolors almost all her life.! The family ties with both of the

6 About differentiation between terms igra and ples in Serbian village speech and
traditional dance terminology, see more in Rakocevi¢ 2004: 96-98.
7 The other groups are: ‘viteske igre’ (games of the knights), ‘zabavne igre’ (games for
fun), ‘igre duha’ (games of the spirit) and ‘igre za dobit’ (games for profit) (Pordevic¢
1907: 6).
8 The term ‘oro’ was used in the nineteenth century and before in the village spoken
languages in the areas of the southeastern Balkans (on the territories of today’s eastern
Serbia, Montenegro and Macedonia) as an expression for chain dances in circular
formation. From the mid-twentieth century the expression ‘oro’ is being repressed
by the term ‘kolo’, which now dominates the whole territory of Serbia (see more in
Mladenovic¢ 1978: 477-481).
9 Her novel Deca [Children] was awarded on the competition of Art Department of the
Ministry of Education and published as a separate book in 1928 (Mladenovi¢ 1974: 135).
Some data about members of the Jankovi¢’s family were collected during my
volunteer work in ordering the legacy of Ljubica and Danica Jankovi¢, located in
the National Library of Serbia. This huge legacy, which also includes Tihomir and
Vladimir Pordevi¢’s manuscripts and other diverse inheritance, is currently under
elaboration within the ongoing project Legacy of Ljubica and Danica Jankovi¢ which
will be finished by the end of 2016.
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brothers of Draga Jankovi¢, Tihomir and Vladimir Pordevié,!! were
very solid and both of them influenced the intellectual interests of
their young nieces and, during all of their lives, helped them in their
dance research work with suggestions and comments.'? The uncles
also influenced that during childhood and early adolescence, both
of the sisters had additional education along with regular schooling:
Ljubica studied violin and piano, and Danica violin, cello and piano;
they both learned English and French. Surrounded by intellectuals
deeply involved in folklore and ethnography,'* who actively took part
by their professional activities and private life in the processes of
building national culture as a part of European and Western tradi-
tions, Ljubica and Danica grew up in the atmosphere of fostering
national patriotism, emphasizing the importance of education as the
highest cultural value and highlighting individual, especially wom-
en’s intellectual autonomy.

The important segments of the sisters Jankovi¢ childhood were
family gatherings where guests sang, played music and danced var-
ious dances but mostly the most popular village dances from Serbia
and Macedonia. They learned to dance from their parents who were
great dancers but also from other relatives (Mladenovi¢ 1974: 138).'
Olivera Mladenovi¢ emphasizes that particularly Danica was an out-
standing dancer (Mladenovi¢ 1960: 261). This practice of closed
home gatherings Ljubica and Danica started again in the late 1933
usually on Sunday afternoons (Mladenovi¢ 1974: 138). Those meet-
ings gathered together not only family members " and intellectual
elite of Belgrade, but also some of the most famous folk dancers from
Serbia and Macedonia who tried to transfer their local dance knowl-

11" Academician Tihomir Pordevié was one of the founders of ethnology and folkloristics
in Serbia (his study about folk games and dances is just one of his numerous scientific
articles) and Vladimir Pordevi¢ was a composer, one of the founders of the musical
]i)edagogy and one of the first collectors of folk songs in Serbia.

2 Within the Legacy of Ljubica and Danica Jankovi¢ there is a lot of correspondence
that exudes warmth and kindness between uncles and nieces and which lasts until the
death of the uncles. Also, Ljubica expressed publicly her great respect for the work of
both of her uncles by publishing several papers about their various cultural activities
gfor example Jankovié¢ /Lj./ 1955: 249-258; 1967: 223-236).

3 Among family members only Stanislav was not published anything, but he wrote

an autobiographical narrative full of various ethnographical notes Bekstvo mog oca iz
Turske u Srbiju [My father’s escape from Turkey to Serbia] which is kept as a manuscript
in the National Library.
14 Olivera Mladenovié points out that it was pleasure to watch how their mother, Draga
Jankovi¢ lead her favorite kolo durdevka (Mladenovi¢ 1974: 138). Ljubica’s favorite
dance was trojanac and Danica liked the most some movements in the dance vranjanka
ngadenovic' 1974: 138).

5 Olivera Mladenovié noted that on those Sunday meetings usually Vladimir Pordevi¢
played violin, Danica piano and that “kolo was lead through all rooms” [kolo se vodilo
kroz sve odaje] (Mladenovi¢ 1974: 138).
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edge to others. According to Olivera Mladenovi¢ and Milica Ilijin,
who knew the sisters very well and even were occasionally guests
in their house, this fruitful family and home environment and higher
education, generated professional engagement of the sisters in dance
research and their life devotion to it (Ilijin 1974: 142; Mladenovi¢
1974: 137).

Both of the Jankovi¢ sisters initially studied literature at the
Faculty of Philosophy in Belgrade. They both were fluent in English
and French languages, which they continued to study abroad after
graduation. Danica was in London and Oxford from 1922 to 1924 (Il-
ijin 1959: 171; Mladenovi¢ 1960: 260), while Ljubica was in Austria,
Germany, England, and France during 1922 and 1923 (Mladenovi¢
1974: 136). After schooling they both got their first jobs as school
teachers. In 1920 Ljubica worked in the Fourth Male Gymnasium
in Belgrade for a year, and then, from 1921 to 1939 in the Second
Female Gymnasium in Belgrade (Mladenovi¢ 1974: 136). Danica
worked as a school teacher in Tetovo in nowadays Macedonia and in
Belgrade from 1924 to 1931. After that, she got a job at the Univer-
sity Library in Belgrade, where she remained until her retirement in
1951 (Mladenovi¢ 1960: 260-261).

From the very beginning of their professional careers during
the 1920s, both sisters were very active in social life and intellectual
work. Ljubica was engaged in theory of literature,'® especially Slo-
venian. She published many scholarly papers in this field of study,
held many public lectures and even published a book /z slovenacke
knjizevnosti [From Slovenian literature].'” Danica worked as a teach-
er in Macedonia but also started a fruitful career as a translator from
English and French. She was committed to translating many theatri-
cal pieces that were on the repertoire of some of the major theaters
in Belgrade and Serbia until the end of her life (Ilijin 1959: 171).
During this period of their lives an interest for dance was expressed
mostly by Ljubica through reviewing some dance performances she
watched,'® writing some articles and giving public lectures about
dance.”

16 Even as a student she began to collect material about folk novels. An extensive
unpublished manuscript titled Serbian folk novels is kept in the National Library.
17 This book has had great reviews of experts and was used as a textbook in many high
schools all over Serbia. That’s why it has two editions: the first in 1928 and the second
in 1931 (Mladenovi¢ 1974: 136).

For example, Olivera Mladenovi¢ noted that Ljubica was very impressed by
the performance of Mary Wigman she watched in Berlin and that she published a
comprehensive article about her in 1925 (Mladenovi¢ 1974: 137).
19 In 1926 Ljubica published an article “Igra nekad i sad” and held a keynote lecture
at the concert of the school of Maga Magazinovi¢ Srpska igra i pesma kao motiv
umetnickog plesa [Serbian dance and song as a motive of artistic dance], which was
published in the same year (according to Mladenovi¢ 1974: 137).
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During the 1930s, however, the sisters completely devoted
themselves to the collection, recording and analysis of folk, that is, old
peasant dance. In the introduction of the first book Narodne igre they
wrote that they “chose and described only the old traditional dances
from anonymous sources of the people” [birale smo i opisivale samo
stare tradicionalne igre sa anonimnog narodnog vrela] and that they
excluded dances which are not the “product of the folk traditional art”
[igre koje nisu proizvod narodne tradicionalne umetnosti] (Jankovi¢
and Jankovi¢ 1934: 4). This attitude of collecting only “the real, raw,
not modified and not stylized dance” [prava, sirova, nepreradena i nes-
tilizovana narodna igra] (Jankovi¢ and Jankovi¢ 1934: 4) will be one
of the basic and the most important principles of their future ethn-
ochoreological work. Those solid and unchanging standpoints about
the object of ethnochoreology were strongly promoted several times
by Ljubica and Danica Jankovi¢ (for example Jankovi¢ and Jankovi¢
1934: 1-4; 1937: 11-33; 1951: 5-12). This approach to the collection
of old village dances “of the people” was undivided with the processes
of consciously establishing national culture and constructing the feel-
ing of national identity and it unambiguously position the scholarly
orientation of the Jankovi¢ sisters in the sphere of European folklore
studies of the first decades of the twentieth century (see more in Gi-
urchescu and Torp 1991: 2 and Nahachewsky 2012: 31-32).

The first steps in the direction of scholarly studies of folk danc-
es were made by the older sister, Ljubica. In 1933 she published two
methodologically grounded texts about the significance of collecting
and fostering traditional dances. These articles, thus far have been
hidden from the experts. The first, titled as O znacaju narodnih igara
[About the significance of folk dances], is a printed lecture, which
Ljubica gave on the occasion of the celebration of St. Sava in Second
Female Gymnasium in Belgrade (Jankovi¢ /Lj./ 1933a). The other
is a paper titled “Narodne igre” [“Folk dances”] which was printed
first in the magazine Ucitelj [ The teacher] and shortly after that also
appeared as a separate publication (Jankovi¢ /Lj./ 1933b). In those
two articles from 1933 Ljubica expressed the main ideas about the
aim and significance of their future dance research work.?® In both of
these articles she particularly emphasized the cultural, national and
social importance of fostering traditional dances in the educational
system.

In the beginning of 1934, perhaps inspired and encouraged by
her sister’s work, Danica also published one ethnographic paper de-

20" Those ideas will be later incorporated in the texts “Znacaj narodnih igara” [“The
1mp0rtance of folk dances”] (Jankovi¢ and Jankovi¢ 1934: 1-4) and * Cuvanje nasih
narodnih igara” [“Safeguarding of our folk dances”] (Jankovi¢ and Jankovi¢ 1937:
11-33).
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voted to traditional dance “Narodne igre niSavskih sela® [“Folk danc-
es of villages around Ni§”] (Jankovi¢ /D./ 1934: 90-93). During the
very same year both of the sisters prepared material for the first book
of Narodne igre which appeared in the middle of the summer. During
the next forty years the sisters published seven more volumes in this
series,”! wrote numerous scholarly articles and held many highly re-
garded public lectures about dance They also developed continuous
correspondence with dance scholars from European countries, USA
and Canada.? Beside scholarly work, they actively took part in many
workshops, especially those organized by Sokol Society* during the
1930s.%

Their intense and dedicated work was recognized by the intel-
lectuals and official authorities in Serbia, so Ljubica after publishing
the third book Narodne igre in 1939 was offered a position in the
Ethnographical Museum in Belgrade as a dance researcher. In the
museum Ljubica organized the Department for Folk Dance and later
ran the Department for Folk Spiritual Culture until November 1950
when she retired (Mladenovi¢ 1974: 140).

Due to their continuous and respected scholarly work, the sis-
ters received many public acknowledgements even before WWII but
especially after it (see more in Mladenovi¢ 1974: 140). The high-
est acknowledgement happened when Ljubica as a dance researcher,
was pronounced corresponding in 1963 and, ten years later in 1974,
as a regular member of the Serbian Academy of Sciences and Arts
(SASA) (Mladenovi¢ 1974: 140).

21 They also prepared the material for the ninth book of Narodne igre which includes
two articles: “Living creative process of oro tradition” [“Zivi stvaralacki proces orske
tradicije”] and “Some ethnochoreological questions” [“Neka etnokoreoloska pitanja™];
and description of folk dances from Macedonia, regions of Marijovo, Veles-Prilep-Bitolj,
Porec¢ and Kic¢evo. The manuscript of the ninth book is kept in the National Library.

22 Most of their correspondence is kept within the Legacy of Danica and Ljubica
Jankovi¢ in the National Library of Serbia, but also in other libraries, at the first place
in the library of the English Folk Dance and Song Society (EFDSS) known as Vaughan
Williams Memorial Library (VWML), but also in the archive of the International
Council for Traditional Music (personal communication with dance scholars Elsie
Dunin and Liz Mellish).

23 The so-called Sokol movement was founded in the Czech Republic in the mid nineteenth
century, under the initiative of Miroslav TyrS. The basic activity of Sokol movement
was directed towards the development and practice of various physical exercises. Tyrs’s
system of education and physical exercise was broadly accepted in Slavic countries
and throughout the former Yugoslavia during the first decades of the twentieth century
through the foundation of the so-called Sokolska drustva [Socol Societies].

24 On some of those workshops during 1935 and 1936 Jelena Dopuda, a young teacher
from Sarajevo, took part. The Jankovi¢ sisters influenced her to a great measure; she
accepted their basic ethnochoreological methods and devoted her self to dance research
in later years (see more in Fulanovi¢-Sosi¢ 1982: 1).
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Foundation for scholarly work on dance: field research

The collecting of dances by the Jankovi¢ sisters was based on
meticulously planned continuous field research, which they conduct-
ed between 1925 and early 1950s. Olivera Mladenovi¢ noted that
Danica started to collect local dances when she came to Tetovo in
1925 and that she also learned local dances while she was on a sum-
mer vacation that year in Vranjska Banja (Mladenovi¢ 1960: 261).
In the biographical notes made for SASA in early 1960s,” Ljubica
also marked 1925 as the beginning of their fieldwork. Most of their
research trips were organized over the next fifteen years and were
mainly funded by the sisters themselves (Mladenovi¢ and Ilijin 1954:
159). As far as it is known, immediately after the Second World War
in 1946, Ljubica and Danica visited Pancevo and VrSac with assis-
tance of Milica Ilijin (Jankovi¢ and Jankovi¢ 1949: 404—405). In ear-
ly 1950s, according to the information about the origin of photos
they made in this period and recording data given at the end of the
seventh and eighth books (Jankovi¢ and Jankovi¢ 1952: 243-245;
1964: 307-310), their collecting activities were focused on getting
information primarily at various folk dance and music festivals,? but
also in recording sessions organized in their own house in Belgrade.
They were already in the later years of life and their field trip activi-
ties then gradually ceased.

Thanks to their intellectual acumen, the Jankovié sisters
from the very beginning of their dance research realized the im-
portance of establishing an appropriate system and of developing
methods of fieldwork, which should be potentially used by ethnog-
raphers, but also other people interested in traditional culture and
dance. According to their attitudes, dance collectors in the field
should look first and primarily for “the older best folk dancers”
[“stare najbolje narodne igrace”] and should concentrate mostly
on recording dance traditions from the past (Jankovi¢ and Jank-
ovi¢ 1952: 10).

Essentially based on the comprehensive interviews about danc-
es from the certain geographical region, their field research method-
ology also included visual observation, verbal description of particu-

25 This manuscript is kept in the National Library.

26 Within the Legacy of Ljubica and Danica Jankovi¢ there are preserved numerous
printed programs, accompanying texts and newspaper articles about many festivals of
folk dances, which they followed in those years. One of the biggest festivals which
occupied the attention of both of the sisters in a great measure was the so-called First
Festival of Songs and Dances of the People of Yugoslavia [Prvi festival pesme i plesa
naroda Jugoslavije]. This festival was organized in Opatija (Croatia) on September 1951
as an event associated to the Fourth conference of International Folk Music Council,
which was held in Yugoslavia that year.
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lar dances and photo recording.?’” They discussed all of those methods
in the article “Work in the field” [“Rad na terenu”] which is published
in the seventh book Narodne igre in 1952 (Jankovi¢ and Jankovié¢
1952: 6-20). However, even from the time when she started work-
ing at the Ethnographic Museum, Ljubica also developed a detailed
questionnaire about traditional dances which is published in 1940
(Uputstvo za prikupljanje grade o narodnim igrama).*® This man-
ual is dedicated for all those who can collect material on traditional
dance. The questions are organized within seven groups. Since this
questionnaire is not so known among scholars and that it directly
reflects the breadth and complexity of issues that Ljubica launched
within the interview as her main field research method I will quote
them. The groups of questions are: 1. Folk dances and folk dancers
[Narodne igre 1 narodni igraci]; 2. Folk songs for dances and folk
poets [Narodne pesme za igre i narodni pesnici]; 3. Folk music, folk
singers and players for dances [Narodna muzika, narodni pevaci i
sviraci za igre]; 4. Folk customs which accompany folk dance, dance
songs and music [Narodni obicaji koji prate narodnu igru, pesmu i
muziku za igru]; 5. Folk legends about folk dances, songs and music;
folk legends about folk dancers, poets, singers and players [Narodno
predanje o narodnim igrama, pesmama 1 muzici; narodno predanje
o narodnim igra¢ima, pesnicima, pevacima i sv1rac1rna] 6. Revival,
fostering and spreading non-stylized dances and everything that has
to do with them [Ozivljavanje, negovanje i Sirenje nestilizovanih iga-
raisvega sto je u vezi sa njima]; and, 7. Collecting, recording and re-
searching of folk dances, singing, musical instrumental melodies and
dance customs [Sakupljanje, beleZenje 1 proucavanje narodnih igara,
pesama, muziCkih instrumentalnih melodija 1 obicaja za igre] (Ibid:
8). While working in the museum, Ljubica wanted to collect data
for comprehensive folk dance and music “Terminology-encyclopedic
dictionary” [“Terminolosko-enciklopedijski rec¢nik™] (Mladenovié¢
1974: 140). Unfortunately she did not succeed in that.”

Beside interviews, one of the basic field research methods of
the Jankovi¢ sisters was a visual observation of dance demonstra-
tions or performances, and making verbal descriptions (notations) of

27 Photo material as important and permanent additional part of their books appears
from the fourth book. A rich photo material from their field research trips is kept within
their Legacy in National Library.

8 This published questionaire is not signed nor does it disclose the name of who
prepared it. However, it is clear that Ljubica could be the only author of it, what is also
mentioned by Olivera Mladenovi¢ (Mladenovi¢ 1974: 140).

9 The material which Ljubica gathered as a museum researcher, the Ethnographic
Museum gave to the Institute of Musicology of Serbian Academy of Sciences and Arts.
As far as it is known that material is processed, and is not yet available to the public (see
more in the study written by M. Dumni¢ and D. Laji¢ Mihajlovic¢ in the present journal).
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particular dances. It seems that they notated dances mostly on the
spot because they emphasized several times in various articles that
one of the main advantages of their notation system is its simplici-
ty (for example see Jankovi¢ and Jankovi¢ 1952: 17). It seems also
that Danica, who notated melodic lines of the dances, did it on the
spot.’® Although they emphasized the importance of filming and au-
dio recording for dance research and they even elucidate some of the
recording technics, and discussed advantages of analysis of delayed
audio tracks and films (1952: 17-20), they did not make audio re-
cordings nor films in the field. The Legacy of Ljubica and Danica
Jankovi¢ kept in the National Library includes only rich photo docu-
mentation. The reason for that most probably is that they did not have
equipment for making their own recordings.*!

Openness to change and continuous scholarly deliberation of
methods of field research that reflects Ljubica’s intellectual potential
can be noticed within the articles “Some ethnochoreological ques-
tions” [“Neka etnokoreoloska pitanja”], which she wrote for the
ninth book of Narodne igre in 1966.% In this article she emphasized
the importance of “own performance and participation” [sopstveno
izvodenje i ucestvovanje] of the researcher himelf. By those thoughts
which she explored more in the text, Ljubica widened the epistemo-
logical basis of ethnochoreological research and anticipated the par-
ticipant observation as one of the important methods of dance field
work (see more for example in Sklar 2000: 75; Bakka and Karoblis
2010: 180—181). Those ideas appear in European scholarly tradition
during 1970s for the first time (Giurchescu and Torp 1991: 4), so it
could be said that Ljubica, despite her old age, followed the latest
developments within the discipline.

30" Only the first book (Jankovié and Jankovi¢ 1934) does not have accompanied
melodic lines of the dances. Danica Jankovi¢ published them in a separate publication
several years after the first book was published (Jankovi¢ and Jankovi¢ 1937).

31 The lack of making sound recordings of the Jankovi¢ sisters is relatively strange
if we know that the first archival centre for collecting of folk tunes was founded by
Kosta Manojlovi¢ in the Ethnographic Museum in Belgrade in 1923 (Jovanovi¢ and
Jakovljevi¢ 2008: 2); their disciple and follower, ethnochoreologist Milica Ilijin, who
organized their field research in Pan¢evo and Vrsac in 1946, made for the Institute for
Musicology of SASA a total of 1124 sound recordings in Boka Kotorska (Montenegro)
and various regions of Serbia between 1951 and 1957 by using a wire recorder
(Jovanovi¢ and Jakovljevi¢ 2008: 3). This deficiency can be explained by the fact that
Ljubica started to work in the Museum just before the war and that she was retired
already in 1950, so unfortunately she did not manage to use institutional support for
making sound and video recordings.

32 This manuscript is kept in the National Library.

229



My3ukonoruja 17-2014 Musicology

The system of dance notation and analytical approach to dance

The basic attitude that old village dances should be recorded
and preserved before their disappearance probably generated the
initial reason why the Jankovi¢ sisters started to research dance.
For that purpose, Ljubica began to learn Labanotation in the be-
ginning of the 1930s but very soon she found it inadequate. She
strongly believed that Labanotation cannot be adjusted for Serbian
and Balkan dances because of the specific relationship between
dance and dance music which appear in some dances, namely
vranjanka and which she termed as the ‘Balkan phenomenon’
(Jankovi¢ /LJ./ 1975: 31). Therefore she withdrew from Labanota-
tion very soon and together with her sister started to develop their
unique system of dance notation in the first four of their books
(Jankovi¢ and Jankovi¢ 1934, 1937, 1939, 1947). They tried to
develop a system which, according to Ljubica’s words “should be
both accurate and simple, readily accessible and easy to apply, and
suitable for specific scientific research and for broad cultural and
educational needs” (Jankovi¢ /Lj./ 1975: 32).

According to their system each dance notation consists of
‘the pattern’ (obrazac) and ‘the analysis’ (analiza) parts. ‘The pat-
tern’ is a verbal outline of basic movements and directions which
appear in the dance. ‘The analysis’ consists of precise verbal de-
scriptions supplemented with some graphical symbols all of which
are ordered according to rhythmical measures of the dance (Figure
1).* Undoubtedly the basic graphical symbols from this system
are developed according to direction symbols from Labanotation
(cf. Figures 2 and 3): while in Labanotation there are direction
signs (Knust 1997: 7), in Jankovi¢’s system graphical signs are cir-
cle with a dot and, arrows (Jankovi¢ and Jankovi¢ 1934: 8). Even
though they created and defined more than fifty possible combina-
tions of basic signs (see more in Jankovi¢ and Jankovi¢ 1934: §;
1937: 8; 1938: 10—-12; 1948: 6), they did not use them, but based
almost all of their notations on a few main symbols.

33 The possible discrepancy between dance and musical rhythmic phrases which occur
in some of the traditional dances from the Balkans is the reason why the Jankovic¢
sisters abandoned Labanotation. In their own notation system they notated movements
according to rhythmical measures of the dance. They treated music as an additional
component, so they separated musical notations from dance and gave them in separate
chapters of their books.
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In the purpose of precise and condensed verbal descriptions
of the dance movements (which in Serbia and the Balkans are
based primarily on the transfer of weight by the feet), they de-
veloped a specific notation terminology by which basic steps and
step motives are defined.** In the first four of their books they gave
around twenty verbal definitions. Within the individual notation
those simplified verbal definitions and descriptions of the basic
steps supplemented with particular graphical signs successively
follow one another not only in terms of dance measures, but also
their rhythmical durations, that is, basic rhythmical beats of the
movements. This organization of verbal descriptions and graphical
signs enabled relative preciseness in movement notation and also
opened the possibility for their structural, that is, segmented ana-
lytical considerations. That is why the Jankovi¢ sisters believed
that their notation is ‘mathematically’ based (Jankovi¢ /Lj./ 1975:
32) and that is the most accurate system of notation of folk dances
from the Balkans.*

Even though this system could be considered as too simple
and insufficient for minute and accurate recording the fine details
of movements, such as knee or foot movements that actually define
the style of performance, nor can it provide a precise noting of
rhythm and rhythmic variations in dance, thanks to its readability
the Jankovi¢’s dance notation system still finds wide applicability
among many choreographers who work with folk dance ensem-
bles. Dance notations from all eignt books of Narodne igre are con-
tinually in use in staged folk dance production all over Serbia.*

34 For example they defined step as “every movement in the space” [svako pomicanje
u prostoru] (Jankovi¢ and Jankovi¢ 1934: 8), “simple step” as “each stepping when
walking or strolling” [svako koracanje pri hodu ili Setnji] (Jankovi¢ and Jankovi¢ 1934:
8), “step without drawing near” [korak bez privlacenja] (Jankovi¢ and Jankovi¢ 1934:
8) etc.

3g In her last will which was written in 1971 and which is kept in the National Library,
Ljubica literally prohibits translating their dance notations into Laban and other dance
notation systems (Jankovi¢ /Lj./ 1971: 8)

6 One of the famous choreographies of folk dance (for the term and concept of
choreography of folk dance see more in Baji¢-Stoiljkovi¢ 2012: 95) made according
to Jankovi¢’s dance notations from the second book of Narodne igre is “Kalac, Igre iz
Prizrena” [Kala¢, Dances from Prizren]. This choreography is made by choreographer
Olga Skovran and musical arranger Bozidar Trudi¢ for the National Ensemble of
folk song and dances “Kolo” in 1948 and it is still on the official repertoire of this
ensemble.
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7. Ajne, cynue 3ahe

Tami Kocoscka Mutposuua,
4 Byuntpu
Oo6pasair

2 KOpaKa yJecHO, M TO NMPBU Ca NpPHUBJAYEHeM JIeBe HOTe
M3a JieCHe, IpYrd ca u30auMBambeM JieBe HOre Hampexg-YIECHO y
Ba3lyX (MYWIKM HayWH), WM Ca MpPHUBJAYeeM JIEBE HOre Y3
AecHy (PKEHCKM HaYuH),

1 Kopak JIeBOM HOroM yJieBO ca M3GaluMBameM [eCHe HOTe
Hanpej-yneBo y BasiyX (MyUIKM HauMH), MM Ca NPHBIAdeIEM
AeCHe HOre y3 JIeBy (KEHCKM HauMH).

Hanomena. — Urpa ce ca mokjenuBameM IPH CBAKOM KO-
paky. WUrpaun ce np>xe 3a pameHa, U TO CaMO MYIIKapuu n3mehy
ceGe u >xeHe m3mehy cele, a Kaj Cy M3MeIaHH, AP)Ke Ce 32 PyKe.

Takr

Menon“je: AHaJIﬂ3a
> | Ajme, |1 — JlecHa Hora jefaH KOpPaK YAECHO; UMM
IOPYMH 0CJIOHAL, OHAa Maji0 MOKJIEIHE.
N | CyH- 2 — JleBa Hora mnpHBydYe Ce M3a JeCHe, ajH
1 je ocjloHal joll HAa AeCHOj HO3H.
® | ue 3 — TexuHa Tena ce mpeHece Ha JIeBY HOTY
KOja oamax MaJlo MOKJelLHe; JeCHa Hora
NpunpeMa ce 3a KOpak yAecHO.
A .
> | 3a- 1 — JlecHa Hora jejaH KOpaK yAeCHO; UUM
MPUMH OCJIOHAll, OHAa MaJjo TOKJIELHE..
I HicToBpemeHo MymIKapuud usbaue JeBy
HOT'y Hampe[-yAEeCHO Yy Ba3iyX, a )KeHe
je MPUBYKY y3 [ECHY. )
a- 2 — Hore 3aapikaBajy MCTH MOJIOXKaj.
a- 3 — Hore 3aap)xaBajy HUCTH I110JI0)Kaj.
w | he- | — Jlera HOra jeaH KOpaK YJeBO; YUM
- NMPUMH  OCJIOHAl, OHA MaJlo [MOKJIELHE.
HcToBpemeno mywkapuu usbaue AecHY
m < HOTY Hampej-yJieBo y Ba3jyX, a jKeHe
je TpUBYKY Y3 JieBY. )
¢- 2 — Hore 3app)kaBajy MCTH 10JI0Ka].
¢ 3 -— Hore sajp)xapajy ety 10J10<aj.

Figure 1. Notation of the dance Ajde, sunce zade (Jankovic¢ 1937: 57).

232



Selena Rakocevi¢ Contribution of Ljubica and Danica Jankovic...

IV 8HALIH, TEPMUHOJIOTHJA. — 1) [IpaBuu Kkpe-
Tamba y nNpocTopy:

a @ y MmecTy, 6ui0o Tymnkamwe, LyNKambe WJIM MUPOBAmbeE.
0) > [IecHo
B) < JIeBO
Harmpe

r) A uanpex pel

HaIpei-yJieBo Hamnpe/-yaecHo
m Y Hasag pei-yJ - A 5 HATPELYA
) 7  Hanpen-yaecHo JEB0 < ® - JeCHO
€) R Hanpej-yJieBo Ha3a/-yJieBo o Y - Ha3a/[-y1ecHO
) N Hazaj-yuecHo Hasaj
3) ¥ Hasam-yneso
) Og Ha 1eBoj HO3M OCIIOHALL, [eCHA Ce 3abauyje Has?[A-yJieBO
) 7‘_) JleCHAa HOTa y/ecHo, jeBa ce u3balyje Hampej-yaecHO
k) A® HajecHOj HO3H OCIIOHALL, JeBa Ce U30aLlyje HAIPE-Y1eCHO
1) JieBa HOra ce NpuUBydYe y Ba3AyXy JAECHOj HO3HM, ma Io-

IITO HAUMHM OJar JIyK, IpeHece ce, y BasgyXxy, Y
T0JI0YKa] UCTpe] JecHe HOre.

&

JieCHa HoOra ce MpuByuYe y Ba3jyXy JIeBOj HO3M, Ma MO-
b) t IITO HAaUMHU Oyar JyK, [peHece ce, y BasayXy, y
IM0JI0XKAa] MCIIpej JieBe HOre.

Ha JIEBOj HO3M OCJIOHALl, JieCHA ce Kpy»kHo Kpehe oko
M) @ be, y BasIyxy.

Hanomena. — AKo ce 0BM 3HALM Hajlase y aarpadu, 3HAUU
Jla ce M3BOJAM MalM KOpak (Kopauuh) y ToMe MpaBly (=), (<),

(A), (¥), mra

ITocToje jour mHore moryhHocTM KOMOHWHOBaHKA 0BUX OCHOB-
HUX 3HakoBa. OBje cy naTu Hajuewhin ciyvajeBu.

Figure 2. Znaci i terminologija [Signs and terminology] (Jankovi¢ 1934: 8)
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DICTIONARY OF KINETOGRAPHY LABAN

Direction Signs

Die Richtungszeichen
Les signes de direction

B

F = forward V = vor Av — en avant
B backward Z = zurick Arr— en arriere
R = totheright R = rechts Dr = a droite
L — tothe left L — links G — a gauche
H — high H — hoch H — en haut
D = deep T — tief B — enbas
Pl — inplace Pl = am Platz Pl — en place
103
FH
VH
AvH
LFH RFH
LVH RVH
GAvH DrAvH
LH 1 = RH
LH H RH
GH (4 =" DrH
LBH g 7? % RBH
LZH | RZH
GArrH 421 DrArrH

ArrH

103a

Figure 3. Direction signs (Knust 1997: 7)
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One of the main preoccupations of the Jankovi¢’s sisters ana-
lytical research was defining “the role of the model in ethnochoreolo-
gy” (Jankovi¢ /Lj./ 1975: 33). The first article devoted to this theoret-
ical issue “Tipovi nasih narodnih igara” [“Types of our folk dances™]
was published in the fifth book of Narodne igre in 1949 (Jankovi¢
and Jankovi¢ 1949: 45-50). There, according to the ‘choreograph-
ical pattern’ [koreografski obrazac] (1949: 45), Ljubica and Danica
verbally define some twenty main dance types systematising them
within two groups: symmetrical and asymmetrical types (1949: 45).
In later years Ljubica develops those abstract theoretical consider-
ations about dance models indicating their broad potential for dis-
cussing dances comparatively, with their history, dissemination and
mutual influences. In one of her last printed articles, “Kompleksne
metode etnokoreologije” [“Complex methods of ethnochoreology™],
Ljubica succinctly and concisely summarizes all of terminological
and conceptual definitions and scientific methods of ethnochoreol-
ogy, stressing the necessity of typologization of folk dances (Jank-
ovi¢ /Lj./ 1974: 216). As far as it is known, the Jankovi¢ sisters were
not under the direct influence of other methods of dance analysis,
nor were they familiar with the work of dance scholars from 1950s
and 1960s who also were occupied with defining dance models (see
for example Martin and Pesovar 1961: 1-41; 1963: 295-332; IFMC
1974: 115-135). However, their approach to dance structures fits the
so-called European choreological scholarly tradition of that period
(see more in Giurchescu and Torp 1991: 4). Theoretical considera-
tions about dance models of the Jankovi¢ sisters influence in a great
measure some of the later ethnochoreologists in Serbia, especially
Olivera Vasi¢. Even though she used Labanotation of particular danc-
es as the main material for comparison, almost fifty years after the
Jankovi¢ sisters Olivera Vasi¢ will again, according to very similar
criteria, focus on presenting the most typical, that is, invariant dance
patterns of the particular geographical areas of Serbia (Vasi¢ 2002:
156-177; 2011: 106—178).

Beside models, one of the important analytical concerns of
the Jankovi¢ sisters was defining the dance formation,*” or as they
named it “dance shape” [oblik igre] (Jankovi¢ and Jankovi¢ 1949:
5-44). They define it as “an outer aspect in which the dance occurs”
[spoljasnji vid u kojem se igra javlja] (1949: 5), offer a classification
of its diverse manifestations and theoretically consider its semantics
depending on different historical stratums (1949: 5-10). In the aim of
precise structural visualization of various formations, they deliberate

37 Here I am using the concept of dance formation according to Anca Giurchescu and
Sunni Bloland by which it covers all aspects of “arrangement in space” of the dancers
(Giurchescu and Bloland 1995: 84).
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a special way of graphical presentation of their many heterogenous
occurances (Figure 4) (1949: 11-44).3® All mentioned terminologi-
cal, theoretical and graphical deliberations of dance formations of the
Jankovi¢ sisters will be used in the next fifty years in Serbia by all of
their followers, especially Olivera Mladenovi¢ whose main theoreti-
cal study is focused on the phenomenon of kolo dances (Mladenovic¢
1973).

a)

Figure 4. Otvoreno mesovito kolo sa podjednakim brojem igraca i igracica [Open
mixed kolo with equal number of male and female dancers] (Jankovi¢ 1949: 27)

From the very beginning of their work, the Jankovi¢ sisters
were occupied by relationships between kinetical and musical com-
ponents of the dance, esspecially in the cases when the lengths of the
kynetical and musical sections are not congruent.** Even though Dan-
ica was the first who noticed this phenomenon and tried to explain
and define it by graphs and mathematical formulas,* actually Ljubica

38 The way of presenting female and male dancers are obviously influenced by signs
from Labanotation.

39 According to Ljubica’s memory they notice this phenomenon and became fascinated
by it during the very first of their field research in Vranjska Banja in 1925 (Jankovi¢ /
Ld'./ 1968: 5).

40" In the Preface of the book devoted to this phenomenon and published in 1968,

236



Selena Rakocevi¢ Contribution of Ljubica and Danica Jankovic...

published an article devoted to it after her sister’s death (Jankovi¢ /
Lj./ 1968) and later named it as the ‘Balkan phenomenon’ (Jankovi¢
/Lj./ 1975: 31). Both sisters believed that, in spite of the discrepancy
between movements and music which appear in many Balkan dances,
this phenomenon is fundamentally rhythnically based and that during
performace, movement and sound should not be treated separately,
but that dance should be perceived and observed as a whole. Howev-
er, they did not apply those general theoretical considerations in their
dance analysis, most probably because their dance notation system
was not designed for comparative observation of dance and music.
Perhaps that was also the reason why those ideas have not directly
influenced their followers. Still, they appear again in ethnochoreol-
ogy in Serbia more than fifty years later. The fundamental starting
point of my doctoral thesis is the concept of dance as an inseparable,
syncretic unity of dance movement and dance music, and that during
the performance they are interlinked making a unified whole of a
dance (Rakocevi¢ 2011: 56).*! Despite of different methodological
procedures of ethnochoreological analysis, this concept is basically
congruous to general ideas about dance of the Jankovi¢ sisters.

Ethnographic and other theoretical articles

Besides their collecting activities and structural analysis, Lju-
bica and Danica were very much involved in dance ethnography.
In each of their books, except the first one (Jankovi¢ and Jankovi¢
1934),* there are ethnographic descriptions of dance traditions of
various geographical regions. They named those book chapters as
“Special parts” [sing. “Poseban deo”] considering them as separate
and important segments of the content. The second book is devoted
to the dance traditions of Kosovo, Prizren and its surroundings, and
Metohija (Jankovi¢ and Jankovi¢ 1937: 34-49); the third book to re-
gions of nowadays Macedonia (Skoplje and its wide surronundings,
Tetovo, Gostivar, Kumanovo, Skopska Crna Gora and Blatija) (Jank-
ovi¢ and Jankovi¢ 1939: 44-231); the fourth also to regions from
Macedonia (area of Mijaci, Debar, Ohrid, Pevdelija) (Jankovi¢ and
Jankovi¢ 1948: 19-214); the fifth to regions from Vojvodina, and to

Ljubica points out that Danica was particularly interested in this phenomenon and that
she made over two hundred charts with calculations (Jankovi¢ /Lj./ 1968: Forward).
Those manuscripts are kept in the National Library.

41" My basic intention within this study was to develop an appropriate methodology for
comparative analysis of dance and dance music which would enable me to understand
what is precisely going on within particular performances of traditional dances of the
Serbs from Banat (Rakocevi¢ 2011).

42 The first book Narodne igre consists of one hundred notations of dances from all
over Serbia and nowadays Macedonia.
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Nisava (Jankovi¢ and Jankovi¢ 1949: 77-344);* the sixth to regions
in east Kosovo (Gnjilane), and Vranje (Jankovi¢ and Jankovi¢ 1951:
47-170); the seventh to various regions of Serbia, Bosnia, Herzego-
vina and Dalmacia (Jankovi¢ and Jankovi¢ 1952: 37—199); and, the
eighth to “Serbian dances from Dubica and Jasenovac” (Jankovi¢ and
Jankovi¢ 1964: 14-45),* and various geographical areas in Serbia
(Kolubara, Ljig, UZice, Ca¢ak, Kosmaj, and Korman) (Jankovi¢ and
Jankovi¢ 1964: 46— 243) Dependlng on regional varieties of each of
those dance traditions, those ethnographic texts are structured and
organized differently. Nevertheless, the constant concern of the Jank-
ovi¢ sisters was to give general descriptions of dance events in some
region, information about music instruments and musicians who play
for dancing, and to verbally appoint to some specifities such are com-
mon gender relations and/or style of dance performances. The stuc-
ture of their ethnographic narrative about traditional dance undoubt-
edly affected the work of all their followers (for example see Ilijin
and Mladenovi¢ 1962: 165— 217; Vasi¢ 1991).

Although the Jankovi¢ sisters were obviously very cautious
in defining ritual dances because they were aware of the change of
their semantics and ritual flow, they devoted one whole separate book
to this intriguing ethnochoreological issue (Jankovi¢ 1957). They
named ritual dance material which they discussed as “surviving rem-
nants of oro rituals” [preziveli ostaci orskih obreda] (Jankovi¢ and
Jankovi¢ 1957: 3), and in accordance with the trends in European
folkloristics and ethnochoreology of the first part of the twentieth
century (see more in Kaeppler 2001: 363; Nahachewsky 2012: 32)
discussed their various forms and semantics in general diachronical
perspective, for which they believed is universal. Their basic atti-
tudes about evolutionary forms of ritual dances will influence some
of their followers, especially Sobodan Zecevi¢ (2008: 61-211) and
Olivera Vasi¢ (2004).

In all of their books, but also in separate publications, Ljubi-
ca and Danica published a multitude of methodologically designed
theoretical papers on very disparate topics. They exposed in them
original and argumentative attitudes about various aspects of dance
tradition. Let me mention the most important articles which have a
large 1mpact on later researchers. In the paper “Cuvanje nasih narod-
nih igara” [“Preservation of our folk dances’], they proposed general
preservation of folk dances through activities of various public so-
cieties and associations and point to the importance of their inclu-

43 Witnin the chapter devoted to traditional dances from Vojvodina, the Jankovié sisters
for the first time focuses separately to dances of particular ethnic groups, in this case
Slovaks and Banat Bulgarians (Jankovi¢ and Jankovi¢ 1949: 205-250).

4 Dunica and Jasenovac are in Croatia.
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sion in the education system (Jankovi¢ and Jankovi¢ 1937: 11-33).
By proposing a curriculum of a teaching process of folk dances by
school grades, the Jankovi¢ sisters set the basis of methods of teach-
ing folk dances in Serbia and opened the field of their institutional
education which has not been theoretically explored in Serbia even
to the present day. Although they are primarily focused on the role of
the woman in folk dance tradition of different geographical regions,
in the paper “Zena u nasim narodnim igrama” [“Woman in our folk
dances”] the Jankovi¢ sisters by meticulous comparative comments
begin consideration of gender relations in traditional Serbian culture
(Jankovi¢ and Jankovi¢ 1948: 6-17). This article will influence in a
great measure later work on this subject of Olivera Vasi¢ (cf. Vasi¢
2004: 166—119). Among their theoretical articles perhaps methodo-
logically the most elaborated are the papers “Stilovi nasih narodnih
igara” [“Styles of our folk dances”] (Jankovi¢ and Jankovi¢ 1949:
53-63) and “Stilovi i tehnike srpskih tradicionalnih igraca” [Styles
and techniques of Serbian traditional dancers] (Jankovi¢ and Jank-
ovi¢ 1953: 583-587) which are devoted to defining and exploring the
elusive field of dance style. Their terminological solutions in verbal
descriptions of various regional dance styles have been accepted by
almost all later researchers (for example Vasi¢ 2001: 12—13). In the
paper “Postavljanje i rezija narodnih igara” [“Setting up and direct-
ing folk dances”] (Jankovi¢ and Jankovi¢ 1949: 63—75) the sisters
also initiated a new topic in the field of stage presentation of folk
dances, which has only recently been restored in ethnochoreology in
Serbia (Baji¢-Stoiljkovi¢ 2012: 95-103). At last, but not the least, let
us mention one more paper. It is the article “Narodno dirigovanje”
[“Folk conducting”] in which Ljubica and Danica disscused region-
al characteristics of the relationship between kinetical and musical
components of the dance (Jankovi¢ and Jankovi¢ 1964: 9—13). Those
issues will be raised again in ethnochoreology in Serbia more than
fifty years later (Rakocevi¢ 2011: 273-274, 277).

Final thoughts: endowment for future research

Ljubica and Danica Jankovi¢ undoubtedly initiated planned re-
search of traditional dances in Serbia, which has scholarly continu-
ity up to the present day. They based their general knowledge about
dance through various field research methods, which they constantly
developed. The system of dance notation which they carefully de-
signed allowed them not only recording of many individual dances,
but also evolving an original and succinct scholarly thought. It is
characterized by conciseness, consistency and continuous develop-
ment of the analytical procedures and persistent deliberation of the-

239



My3ukonoruja 17-2014 Musicology

oretical elaborations. Such developed and complex methodology of
dance research and argumentative theory formed independent schol-
arly discipline, which they by themselves named as ethnochoreology.
Because of all that, Ljubica and Danica Jankovi¢ were considered as
unquestioned authorities in the field of dance research in Serbia for
decades.

Considering the fact that their work was accepted by intellectu-
als and was recognized as valuable within the highest official Serbian
academic circles, the dance research of all of their followers Mili-
ca Ilijin, Olivera Mladenovi¢, Slobodan Zecevi¢ and Olivera Vasi¢
was tied to state institutions *° and was designated as an autonomous
scholarly work within the social sciences. Marking the multiple an-
niversaries of the life and work of Ljubica and Danica Jankovi¢, this
paper presents the huge contribution that they had in founding and
developing ethnochoreology in Serbia, but also in opening many ex-
citing possibilities of its further development.
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Cenena Paxouesufi

JIOTTPMHOC JbYBULIE U IAHULIE JAHKOBUR
YCTAHOBJBEY ETHOKOPEOJIOTHUJE V CPBUIU
KAO AKAJIEMCKE HAVYHE JUCHUTIIMHE

(Pesume)

WHTepecoBame 3a UCTPAXKUBALE TPAIUIIMOHANHOT Miieca y Cpouju Moxe ce
3aIla3iTH Y PasIHIUTHM eTHOTPpapCKUM H3BOpUMa oj1 apyre monosuHe XIX Beka.
MeljyTuM, OpraHu30BaHO ¥ HAYYHO YTEMEJHEHO MTPOydaBare TyIeca O CTpaHe cec-
tapa Jbyourie u Jlanune JankoBuh obenexasa 1934. ronuHa, kaaa je 00jaBJbeHa
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IpBa O] IPUXOBHUX OcaM KiHra Hapoouux uzapa. Cectpe JaHkoBuh cy Ha Taj Ha-
YHH [OCTajie MMOHUPH €THOKOPEONOIIKOT HeTpaxkuBama y Cpouju. buxosa Ha-
YYHHYKA aKTHBHOCT YKJbYYMJIa j€ Pa3B0j aHATUTHYKO-IECKPUITUBHOT METOAA KO-
PEOJIONIKOT HCTUTHBAA, 3aCHOBAHOT HAa HHTCH3WBHOM TEPCHCKOM HCTPAXKUBAKY;
o0jaBuIie Cy BEJIMKH OpOj pazoBa M OWIe YK/bYYCHE Y MHOTC jaBHE aKTHBHOCTH
KOje Cy IPOMOBHCANC TPAJULMOHAIHE IUIECOBE U3 MHOI'MX KpajeBa, NPBEHCTBE-
Ho u3 CpbOuje u MaxkenoHuje. buiie cy BUCOKO yBaXkeHE M MpeEro3HaTe Off CTPaHe
mmpe HaydHe 3ajepHure He camo y CpOuju Beh u y MHOTHM 3emibama EBporme u
Cjenumenux Amepuukux JIpxaga.

Tomuue 2014. mpocnaBiba ce BHIIECTPYKH jyOWIIEj: ocaMmIeceT roIuHa Of
o0jaBsbuBama npBe Kwbure Hapoonux uzapa (1934), nenecer ronuna ox myou-
KoBawba ocMe Kmwure Hapoouux uzapa (1964), cro ronuna on pohema (1894) n
4YeTpAeceT rofnHa o] yrokojema (1974) Jbyoure JankoBuh U, Haj3am, dyeTpueceT
ToInHa OTKako je JbyOuia, Kao IIeCHN HCTPaKUBad, ocTaina peaoBHH wiaH Cpii-
CKE aKaJeMHje HayKa i YMETHOCTH.

[TpuMapHUu 1HJb OBE CTY/M]E j€ 1a IUPOj HAYYHO] 3ajCIHHIIN TPEACTABH CEC-
Tpe JaHkoBHh Kao Haj3Ha4YajHUje JMYHOCTHU 3a Pa3Boj eTHOKopeosoruje y Cpouju,
aJli ¥ [1a IPEUCITUTA HBUXOB HAYYHH pajl y CBETJIOCTH CaBPEMEHHUX AocTUrHyha y
OKBHPY JUCLUIUINHE.
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HA IUIAHY eTHOMY3HKOJIOTHje™

Mupjana 3akuh'
daxynrer My3uuke ymetHoctu (beorpan)

Ancrpakr

Bumieseniennjcko KOHTHHYHpPAHO JEJI0Bamke IMHOHMPA Halle E€THOKOPEOJIOTH]e,
Jbyoune n Jlanune JankoBuh, pesynrupaino je u OpojHuMm OelnelikamMa 0 Ha4WHY
MY3HUKOI H3paXKaBama, Ka0 CacTaBHOM JIeJly IUICCHOI CTBapaJialliTBa UCITUTHBA-
HuX obmactu. bynyhn na 10 caja muxoBa akTUBHOCT Ha TI0JbY ONFICHBam-a, Oerre-
Kema U TyMauyeHmha My3n4Ko(OJIKIOPHOT MaTeprjasia HUje Ouila y CpeMITy Hay4-
HOT' MHTEPECOBama, II1Jb OBOT Pajia je Jla YKaKe Ha HHXOB JIONPUHOC Y OCHHUBALY
ETHOMY3HKOJIOIIKe MUCTH y CpOHjH U B-eHOM HOTOHEM pa3Bojy. Taj JonpuHoC ce
cariesiaBa M3 Hajpelpe3eHTaTUBHUJUX 00jaBJbEHMX Jena cectapa JankoBuh, umjn
j€ METOIOJIOIIKY OKBHP Oa3mpaH Ha eTHOTPaCKOM HAPATHUBY, aHAJTHTHIKO-CTPYK-
TYPaJHOM ¥ ACCKPUIITHBHOM HPHCTYITy, HHTEPTEKCTYaIHOM KOHILENTY KOjH ITOA-
pasymeBa KopeJalujy urpe, My3uke U KOHTeKcTa u3Bolema.

Kibyune peun
Jby6mma u Jlanuna JankoBuh, eTHOMY3HKOJIOTHja, METO/IE, TOTIPHHOC

[Tuonupcko nenoBame Jbyoure u [lanune JankoBuh Ha mia-
HY CHCTEMaTCKOT MCTPaKMBamba U CaKyIJbakha, METOMOIOMIKH KOH-
3UCTEHTHOT Oenexema, aHaJu3upama M CHUCTeMaTH30Bama, Kao U
TEOPHU]jCKOT Tymauera OpojHHX acrekara TpaIuIMOHATHOT ILieca
(,,HApOZIHE WIPE”), PE3YNTHPAJIO j€ YTEMEe/bCHEM €THOKOPEOJIOLIKE
nucnurmuHe y Cpouju y mpBoj noinoBuHN XX Beka (MiageHoBuh u
WNnujun 1954; Mnanenouh 1960; Unujun 1973; Unujun 1974; Ba-
cuh 2005; Golemovi¢ & Rakocevi¢ 2008; Rakocevi¢ 2013).% 3nauaj-
He OeJelke 0 My3HIIH, Ka0 CACTaBHOM JelTy MJIECHOT CTBapaiallTBa,
KojeM cy cectpe JankoBuh mpuaaBaie BEIUKY BaXHOCT, HHCY Oue
MpeaMeT M0CaJalllibuX €THOMY3UKOJIOMIKUX pa3Mmarpama. Crora je
[IUJb OBOT paja Aa 00yXBaTHUM IPETIEOM U CUHTETU30BAmEM I10-

* OBa cTyaMja je pe3yiaraT pajga Ha Tpojekty Mysuuxa u uzpauka iupaouyuja
myniiueminuuxe u mymnuuxkymuypaine Cpouje (6p. 177024), punancupaHor ox cTpaHe
MuHHCTApCTBA MPOCBETE, HAYKE U TEXHOJOIIKOT pa3Boja Pemybiuke Cpouje.
! mira.zakic@gmail.com

CXOZIHO OCHOBHO] BOKAallMju, IIPBU HayuyHWU U cTpy4yHU panosu Jbybuue (1894—
1974) n Jlanune Jankoruh (1898—1960) npumnamajy 1oMeHy KibikeBHOCTH. Pactyhe
MHTEPECOBamkE 32 IUIECHO CTBApaalliTBO BOAMJIO j€ Ka IOTIYHOj mocBehenoctu T0j
obnactu Beh o Tpehe nenenuje XX Beka. 3a BULICACLEHU]CKY KOHTUHYUPAHU paj U
BEJIMKH JIOTIPHHOC cecTpe JankoBuh cy Harpal)eHe BHCOKHMM NpH3HAEmUMa Off CTpaHe
noMahe 1 CBETCKe Hay4yHE jaBHOCTH.
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JlaTaKa 0 UCTPaXKMBAHO] MY3UUKOj MPAKCH NpE/ICTaBH PE3YIITaTe KH-
XOBOT JIeJIOBama Ha MOJby eTHoMy3ukosoruje.’ Ilpukas pesyarara
KOHIIUIIMPAH j€ CJIeOM TyMayeha METOJOJIOUIKOT OKBHPA HHXOBOT
HUCTpakKUBama, MOCTUTHyha Ha IUIaHy TEOPUJCKE HMHTEpIIpETaIlnje
BOKAJHOT M HMHCTPYMEHTAJIHOI HayMHa W3pakaBama, y3 Ha3zHaya-
Balb¢ MHTEPTEKCTYyaHE AUMEH3Hje lUXOBOT Pajia, KOjoM Ce My3HKa
carjie[laBa y Kopeialuju ca UTpoM U KOHTEKCTOM H3BOhema.

JlenatHocT cectapa JaHKOBUD Ha €THOMY3UKOJOLIKOM ILIAHY
KJbYYHO C€ MIIYUTaBa M3 ocaM MyOJIMKOBaHMX KH-UTa MOj Ha3u-
BoM Hapoone uzpe (1934-1964),* koje cy BUXOBO Haj3HaYajHHU]C U
HajoOyxBaTHH]je n1e0. M3y3eB mpBe, Koja YOIIITEHUJUM KOHIIEIITOM
pedepupa camo Ha Urpy, y OCTaJIUM KEUTaMa MaTepHjai je Tpynu-
CaH IMpeMa ETHOKOPEOJIOIIKUM IeJIMHAMa ca TepUTOpHje TaJalllibhe
KpasseBune Jyrocnasuje, nmotom Conujanuctuuke Oeneparusuae Pe-
nyOiuke Jyrociasuje, U MOPE/ OIKca MOJEAMHUX Urapa CHCTEMOM
BepOaIHO-rpauyKe HOTAUMje M NPONPATHUX TEMATCKUX 4WIAHAKa,
caJpxu OpOjHE MOJATKES O BOKAJIHO] M MHCTPYMCHTAIIHO] TPAIHULIH]H
HUCTPaXUBAHUX IMO/Ipydja. Y OBUM 30MpKamMa ce Hajazu oko 800 3a-
IMca urapa ¥ mMeyioavja (BOKaJIHMX M MHCTPYMEHTAJIHHX),” IITO je
3aKcTa MMIIO3aHTaH Opoj Yy OJHOCY Ha TPAHCKPUOOBAHE MEJIONHU]E
(HaApOYHMTO MHCTPYMEHTAJIHE) U3 TOT TIEPHOAA, KAo | JparoieHu §o-
Torpad)cKu Marepujaj, Ha KOjeM Cy 3a0eJIe)KeHNU UTpadu, CBUPAYU U
MeBauu U3 pa3HUX Kpajena.

MeTon0IOMIKN OKBUP OBUX KIbUTA MPOUCTHYE U3 HEKOIUKO
OUTHHX EMIIUPUJCKUX U TEOPU]CKO-HAYYHUX MPUCTYIIA U Ca3Hamba: U3
eTHOrpa)cKor HapaTUBa; U3 AHAJTUTHUYKO-IECKPUIITUBHE METOJ0JIO-
T'Hje UCTPAKHUBAKbA U CTPYKTYPATHO-(POJIKIOPUCTHYKE OPHjEHTAIIN]E
UCIUTHBAba IJIECHUX MPAKCH I0jeAMHAYHUX JIOKanuTeTa (,,cTapux
TPaJMLIMOHAIIHUX UTapa ca aHOHMMHOT HapoJgHOT Bpena”; JaHkoBuh
u JaukoBuh 1934: 4); 13 onIuYHOT yBU/A y CTamkhE ETHOMY3HKOJIOTH]E
1 €THOKOPEOJIOTHj€ Y CBETY U KOHIIENTE UCTPAKUBAKa CPIICKE (POIIK-
nopue rpahe (JankoBuh /Jb./ 1964); n3 UHTEPTEKCTYaTHOT U HHTEPIH-
CIUIUIMHAPHOT IPUCTYTIA KOjU MOIpa3yMeBa Kopemalujy urpe, My3u-
K€ U KOHTEKCTa N3BOhera, Kao KIJby4HOT MOMEHTA. Y HCTPa)KUBAuKOM

3 Pan ma oBoj Temm mnoxctakHyT je yuemhem Ha Okpyriom ctomy moceheHom
BUIIECTPYKOj TOAMIIBUIM cecrapa JankoBuh (,,Jbyouna w [lanuna JankoBuh —
ocamJieceT rojiuHa eTHokopeosoruje y Cpouju’), onpxanom 28. anpuna 2014. rogune
y CAHY. Ckyn je ununupana np Cenena PakoueBuh, koja je 3ajefHo ca 1p JeneHoM
JoBanoBHh yuecTBOBaNa y F,ETOBOM OPTaHU30BAbY.

Pyxonuc 3a JleBery kwury Hapoowre uzpe nanasu ce y Jlerary JbyOune u Jlanuie

Jankosuh y Haponuoj 6ubnuorenu Cpbuje, a leroBo 00jaB/bUBabE je INIAHUPAHO Y
2014. roqunan.
3 Uaxo cy cecrpe Jankosuh Guie My3HuKH MHCMEHE, BEMKY ToMoh y TpaHCKpHGOBamy
MeJoauja npyxuo UM je yjak Bragumup BopheBuh, KoMIo3uTop, My3HUKU HEIAror,
Menorpad, Koju je, Kako OHE HaBOJIE, ,,3a0e/IeKeHEe MEJIOJIH]je TIPETIIEIa0 U 0PSO UM
ToHckH pox” (JankoBuh n Jankosuh 1937: 5).
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JenoBamy npBe nojoBuHe XX Beka y CpOuju, MOMEHYTH MPUCTYTI,
0a3upaH Ha carjie/laBamy y3ajaMHOT OJTHOCA UTPAYKHUX, MY3UUYKUX U
MOETCKUX TEKCTOBA y JaTUM KOHTEKCTYaJIHUM CUTYyallljaMa, Kao U Ha
yMpexaBamy CazHamba U3 Pa3IMYUTUX JAUCUUIUIMHA, HajIOCIETHI]e
Y HajIIOTITYHH]E j& CIIPOBEIEH Y Aeay cectapa JankoBuh.®

[leganTHO MaHHpaH U OCMUIILJBEH TEPEHCKU pajl, MOYEB Of1
1925. ronune (Mnagenosuh 1960: 261) noxpasymesao je oxarosa-
pajyhy mpunpemy, Koja je, kako JaHkoBHheBe HCTHYY, O0OyxBarayia
YIIO3HaBamE ca eTHOrpad)CKOM, UCTOPH]CKOM, aHTpoToreorpad)cKom,
MY3UKOJIOIIKOM U JIPYTOM Pa3HOBPCHOM JIMTEPATYpOM O HUCIIUTUBA-
HOM Kpajy (JankoBuh u JankoBuh 1952: 6-7). 3a Ty cBpxy Jb. Jan-
koBWh je ocMucnuia oOyxBaTHa ,,YIIyTCTBa 3a MPUKYILJbamke rpahe
o HapomuuMm urpama’ 1940. romune (Mnanenosuh 1974: 140), oc-
namajyhu ce Ha KOHIIENTE MPETXOIHUX YMHUTHHKA 33 CaKylybaye
rpahe o urpama, My3unu u obuuajuma, Koje cy mspahuBaau Tuxo-
mup bophesuh, boxunap Jokcumosuh u Bagumup bophesuh (Jan-
koBuh u Jankouh 1952: 13; Jlesuh 1960: 103—104; Jankosuh /Jb./
1964: 90). Cectpe JankoBuh, nzmel)y ocrasnor, uCTU4Yy:

,»3a eTHOTpa(CcKo ONMMCHBaEmE HAjOOJbE je aKo MPHCYCTBYjeMO H3-
Bohemy oOnvaja u oOpena y Be3u ca OpCKAM UTpaMa U OPCKOM My-
3WKOM, T1a HIX OIIHCYjeMO PeIoM KOjUM OHE TEeKY [...]. AKo je 6mio u3
KOjHX pa3iora Hemoryhe /a cakyIypad MPHCYCTBYje H3BOhEHmY CBHIX
obuvaja u obpena y Be3H ca UTrpaMa, MOTY C€ ITOCTaBJhaTH MUTAMkA
mpema mrammnanmM |[...] Viyuiciueuma, Haitomenama u IHuinarouma.
Anm y cBaKOM CIIyd4ajy MOTPEOHO je IITO BUILE BUISTH U Ca3HATH U3
camora HaponHora xuBoTa” (JankoBuh u Jaukosuh 1952: 14-15).

Hako came HUCY mMaje MOTYhHOCT TOHCKOT CHHMama Ha Te-
peHy, HaIOMUBY Ja je ,,J00p0 KOMOMHOBAaTH OMMCUBAE €THOTpad-
CKMX MOMEHara ca (prIMCKUM, WK TOHGUIMCKHM, GoTorpadckum
u rpamodoHCKUM cHuUMameM’ (1952: 14-15). 3amaxy ce, Takohe,
M 32 METOAY IOHOBJHEHOT HCTpaKkHuBama (Oenexerma (OIKIOPHOT
MaTepHjaia KOju HHTePIPETUPaA]y UCTH U3Bohaun y onpeheHnum Bpe-
MEHCKHUM pa3MaluMa), paju carjieJjaBarba MOryhux rnpoMeHa y amja-
XpoHHU]jcKOM TOKy (1952: 35), miTo je jemHa o1 BAXKHHJUX METO/IA U Y
CaBPEMEHO] €THOMY3HUKOJIOTH]H.

W3 TakBOT TEPEHCKOT METOIOJIONIKOT KOHIIEITA MTPOU3AIILIH CY
OIMCH KoJienapa, Jla3apuiia, Kpasbuia, hypheBIaHCKUX CBETKOBamba,
JI071oNIa, CEe/IeJbKU, pycalidja, HApOYMTO CBAJOCHOT Tpa3HOBamA...,

6 KoHmenT pa3smMarparba i TyMaderha My3HKe Kao J1e/1a KyJITypPHOT JKHBOTa HHTCH3UBHH]e
ce IIpUMeYje U pa3Buja y CPIICKOj eTHOMY3HKoJIoruju o 1960. ronune, 3axBajbyjyhu
METOJIOJIONIKKM MTOCTaBKaMa y KaCHUjUM JienuMa Muojpara BacusbeBuha (Mapkosuh
1994: 22-23).
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JIPYyTUM peuuMa, CBUX 0OpeIHO0-00WYajHUX Paabd y HAPOIHOM Ka-
JICH/Apy UCTpaknBaHKX noapy4ja. [laxey 3aBpehyjy 1 KomeHTapu o
HECTajamy NOjeMHUX 00pesa, WK O IPOMEHaMa, MOCeOHO Ha HUBOY
MepCOHAITHOT 00peaHOr cucTema. Tako, TokoM cHuMama 1937. roau-
He y JIeCKOBIy ¥ OKOJIMHM, KOHCTAaTy]y Jia jé HeKaIalllkhe HM3BOhCHe
Ja3apulia U KpaJjbulia off CTpaHe CTapujux ydecHHIa Beh y To Bpeme
MpeTpIiesio MpoMeHy ydenrheM aeBojuniia y oBuM onxoauma (1952:
39), kao u PoMKkuba y 10I0JICKUM U JIa3apUUKUM ITOBOPKaMa, Kako TO
peructpyjy y Komybapu, Cpemy, baunary, O6penosity, Bpawy u moje-
nuHuUM KpajeBuma Kocosa, y ncrom nepuony (JankoBuh u JankoBuh
1964:52;19496: 103, 122, 257, 1951: 58, 152;1937:36; 1957: 38, 39,
44)." TToBoom yuentha PoMkumba 3akibyuyjy: ,,OHe HE UIpajy BHUIIE
3a ONIITY JAPYIITBEHY 100WT, Beh 3a CBOjy JMYHY KOPHUCT IOIITO 3a
urpame 100Mjajy HaMUpHUIE WK HoBall. [lakie, y BpeMe nmpoMeme-
HUX yCJIOBa MPUBATHOT BJIACHULITBA OMINTE APYIITBEHA MPUBPEIHA
byHkuuja apeBHOr 00pena npenuia j€ y UHAMBHIYaHO MPUBPEAHY
byHKIM]y HaKUBenor oonvaja” (JankoBuh u JankoBuh 1957: 44).

Hanopeno ca obpenHumM, 1 MHOTe urpe usBoheHe y Ipyrum
MpuinKaMa uMajy BOKaJIHY IpaTiky. PesynaTatu ucTpaxuBama OBOT
nena OalTHHE yKa3ajdu Cy Ha JIOMUHAIU]y TeBamba y3 Urpy y Ioje-
JUHUM 00JacTUMa, HapouUTO y KopeorpadckuM nenuHama Kocosa,
[Ipuspena u Meroxuje (JankoBuh u JankoBuh 1937: 127). Ilpunor
tome je Buie oa 400 TpaHCKpHOOBaHUX MecaMa y HBHUXOBUM 30Up-
KaMa M3 pa3HUX KpajeBa JYTrOCIOBEHCKE TEPUTOPH]E, NMPU YEeMYy CY
nocebHo Ha npocropy Kocoa u MeTtoxuje BokanHu mpuUMepu 3Ha-
4yajHO OpPOjJHUJU y OJHOCY Ha MHCTPYMEHTAIHE MEJIOAM]E y3 Urpy. 3a
pasimKy of Apyrux obnactu rae (0AaBHO) HHje yoOuuajeHa rmojena
Ha Urpe mpeMa POIHOM KPHTEPHjyMy, Y Jy)KHUM KpajeBuMa (IIperu3-
Hyje, ox Bpatwa, I'opwe u Jlome Mopase, Kocosa u MeToxnje 1o
Oxpupa) Oenexe TakBy HOABOJEHOCT: ,,)KEHCKUM HUIpaMa’ HApOAHU
n3Bohaun cmaTpajy OHE KOje C€ M3BOJE y3 NeBame, J0K CYy ,,MYIIKEe
urpe” npahene nucrpymenTuma (Jankopuh u Jankosuh 1948: 7). V3-
POK TakBe mojese cectpe JaHkoBrh II0BE3yjy ca JPYIITBEHIM OXHO-
cuMa M 00M4YajuMa, aTpHjapXalHiuM CXBaTabEeM MOpalia U IIPHCTOj-
HOCTH y MPOLUIOCTU TUX KpajeBa, KOJU HUj€ 103BOJbaBA0 3aj€THIUUKO
ydemnrhe )keHa ¥ MylIkapana y uctom koiy (1948: 7).

7 ®dororpaduje y Kiurama cecrapa JankoBih IpHKasyjy y4eCHUKe, OHOCHO YUECHHIIE
nojeiHUX o0pena: konenape u3 Jabnauune (I[leprara; Jankosuh u Jankosuh 1952: 274;
1957: dot. 3, caumubeno 1951.) u Jlebana xon JleckoBua nocne JIpyror cBeTckor para
(JankoBuh u JankoBuh 1964: 347); nasapuue u3 Cpencke (JankoBuh u Jankosuh 1952:
273-274, caumibero 1951.); kpasbuiie u3 Brnacotunna (JankoBuh u Jankouh 1952:
273-274; caumibeno 1936. u 1951.) u Kyuesa u3 1900. rogune (3Bmxkn; Jankopuh u
Jankosuh 1952: 285; 1964: 346; 1957: dort. 2); rpynry Pomkuma kao 1ogoa ¢ moyeTka
XX Beka (JankoBuh u Jankosuh 1952: 280; 1957: dor. 1).
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Onucu necama y3 Urpy cajapKe KOMEHTape O BUXOBOj TeMa-
TUIU, CTUXOBHO] METPHIIM, KApAaKTEPUCTUYHUM pePpeHrnMa, Meo-
JIUJCKUM U PUTMHUYKUM CHEIU(PUYHOCTUMA, ITTOOATHUM OJAJHUKamMa
CEOCKHUX U IpaJICKUX Menonuja. Tako, aHaanM30M KOCOBCKHUX Iecama,
KOj€, KaKo HaBoJIe, OCEy]y MPUMECE ,,4UCTHU]EeT HAPOAHOT  HJIM TaK
BUIIIE OPUjEHTAIHOT CTUJIA, U3BOJE 3aKJby4aK Jia Cy U IMOpe] CBUX
YTHIIaja HAPOUNTO CCOCKE MEIIOAN]C Y3 UIPY Y H3BeCH0j MepH cadyBa-
ne ,,CBOJy apXan4Hy CJIOBEHCKY HeJoTakHyTOCT” (JaHKoBuh 1 JaHKO-
Buh 1937: 38). 3a pa3nuky o pa3HOBPCHUJUX U paBBI/IJeHI/IX BapoIl-
KHX Tecama, ,,CTapOBPEMCKY 00jy CEOCKUX MeJIoAuja’” KapaKTepUILy
Majiu oOMMH, jeHOCTaBHHje (popme, YeCTH U ,,0TETHYTH Y3BULIH
(1937: 38-39). Cninuny apxau4sy 00jy NPUIIKCY]y U MEJIOIhjaMa U3
Ipyrux kopeorpadckux odmactu, [lpuspena, Meroxuje u Kymanona,
y3 Oeleniky Jia je y3BUK Yy mecMama u3 okojuHe KymaHnosa ,,mame
OTETHYT, a MOXe jJa Oyne u cacBuM kparak’” (1937: 46, 127; 1939:
154). V3pa3uTuju UCTOUBHAYKN KapaKTep MPENo3HaT je Y M0jeAuHUM
BapoOIIKUM Mennoarjama u3 Makenonuje (Hapouuto u3 Cxoruba u Te-
TtoBa; 1939: 49, 99). [lecme ca oBOT IPOCTOpa FEHEPAITHO OJIUKY]E
pa3BHjeHa MEJOJMKa, pa3HOBPCHA My3MYKa METpHUKa, MPOMEHIbUBA
aroryKa ca, Kako HaBoje, 00NMYHO KOMOUHALHMJOM ,,MUPHOT M JKHBOT
Jiena’”, KOju Cy pa3M4uTH ,,IT0 ICUXOJI0MKoj 60ju 1 temmy” (1939:
49). Ha miany cieniuuIHUX MYy3HUKO-TIOCTCKUX KOpeJalnja peruc-
TPY]y [10jaBYy CBOjJEBPCHOT Ipe/axa y BULY ,,y3UMamba Ba3ayxa y cpel
peun”, y BOKaJIHOM M3Bohewy Mujaka u y KpajeBuMa jyrouCTOYHE U
jyxHe Cpouje — Jleckoiy, Bnacotunny, ['winany u ap. (Jankopuh
u JankoBuh 1948: 27; 1951: 61).

3anaxarma 0 KapaKTePUCTHIHUM HaYMHMMA U3BOhCHa BOKaJl-
HUX MEJIO/IHja y3 UIPY TOBOPE O 3HA4ajHUJEM yBHJY cecTapa JaHKo-
BUN y My3WUKY TPaJMIIN]y UCTPAKUBAHUX 001aCTH, a, CXOAHO TOME, U
0 MoTpedu 3a ManupameM opeh)eHrX My3UYKUX )KaHPOBA U CTHIIOBA.
VY KOHTEKCTY 00OpeIHUX Urapa, KOHKpPETHO Jlazapuukux u3 Jleckosia
1 OKOJIMHE, OHE HAPOUUTO UCTUIY aHTU()OHU HAYMH H3BOhema (,,I1e-
Baib€ U3BOJIE M0 JIBE [1€BaUM1Ie HAU3MEHUYHO, TAaKO J1a JIPyTe JIBE MpH-
XBaTe W IMOHOBE CTHX KOj€ Cy OTmneBaje npse aBe’’; Jankouh u Jan-
koBuh 1952: 59). Kao rocebHy BpCTy BOKaJIHUX MEIOAM]A Y3 UIPY Y
' uiiaHy HaBOZE ,IMPCKO-CIICKE MIECME HapaTHBHOT KapakTepa Koje
meBajy ctapuu (a He Kao OOMYHO KE€HE)”, a KOje MO MEJIOAH]CKOM
obOnukoBamy mojcehajy ,,Ha Tyciapcku Ha4uH IeBama’ (JankoBuh
u JankoBuh 1951: 63). ¥V okBupy cnenuduuHUX BOKUIHUX CTHJIOBA
W311Bajajy ,,00HM4aj rpoKTama’ Ha TepUTOpUju bocHe n XeprieroBuse,
KOjU TOKOM HWTIpe Toapa3dymeBa U oapeheny ymory wm3Bohada, THMe
1ITO ,,[IPBU Urpad rpokhe, qpyru ouu, Tpehu Ha e neBa” (y OKOJIMHU
JIuBHaA TpOKTame ce Ha3MBa ,,lljeBambe Ha ycTpecenuiry’; JankoBuh
u JankoBuh 1952: 136, 137), wiu jenan ,,rpoxkhe”, a ocranu ,,fOHE
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0ac” y urpama ceBepHe I[anMauHJe (1952: 176). HpI/IcyCTBO CIINY-
HE ,,BPCTE HAPOJHOT TPUJIEPA” PErUCTPY]y Uy ,,pOXKIamy” (OjKatby),
KOJUM C€ Yy HEKHM KpajeBuMa bocHe m XepieroBuHe 1mo3uBaio Ha
pBO cBasioeHO Kojio (1952: 142). YommTeHUjuM IPErieIoM MeBay-
KMX MaHUPA U BEILTUHA, C PA3IMYUTUM MOryhHOCTHMMAa HaU3MEHUY-
HOT U CUMYJTAHOT TEBama y HapOJHUM WUrpama, cectpe JaHkoBuh
yKazyjy Ha IOCTOjambe Pa3iuunuTe My3UUYKe €CTETUKE Y Pa3IMuYUTHM
kpajeBuma (JankoBuh u JankoBuh 1948: 11, 12).

[Tapanenno camenaBambe MY3MUKHX M UTPAuKUX eJeMeHara
pE3yATHPAJIO je U BPEAHUM 3alakambhMa O HUXOBOM KOMILIEMEH-
TapHOM OJTHOCY, Ka0 U 0 ayTOHOMHUM CBOjJCTBHMA OBUX PA3IUUUTUX
cucrema. Tako y TOBOpy O MakeAOHCKUM CBaJ0apCKUM UIpama, ce-
cTpe JankoBuh HCTUYY Ka0 JOMHUHAHTHE MEJIOAHjE y AYpY, LUTO OA-
roBapa M KapakTepy MOKpeTa U MHa4Y€ BEPOM PACIIONIOKEHY CBUX
YYECHHKA; YKOJIMKO Cy 3aCTyIUbeHE M MOJICKEe Menonauje (pa3innyu-
TOT Ca/ipXKaja) HAIOMHIbY JIa C€ y THM CiIy4yajeBHMa, 3axBaJbyjyhu
cnenuUIHUM KOpaIluma, ,,00ja MEJIOAM]e M KapaKTep UTPe CKIIaTHO
nonymwy]y” (JankoBuh u JankoBuh 1939: 42). [Tocebny maxmy cec-
Tpe JaHkoBuh Cy MOCBETUIIE OJJHOCY UIPAYKUX M MY3UUKUX (BOKaJ-
HUX ¥ MHCTPYMEHTAJIHUX) MUKPO U MakpoleJuHa. Y TOM CMUCIY,
yKazalie cy U Ha ()EHOMEH ,,[[PUBUIHE apPUTMHUUYHOCTH U MPUBUHE
ACUMETPUYHOCTH ’, KOJU HAcTaje 300T HEejeTHAKUX Ty>)KHHA UTPAYKHUX
M My3HYKUX oziceka. OBO ,,pa3sMUMOMIIAKCHE MY3HKHX TaKTOBA H
Urpadkux QUrypa” Koje ,,1aje HapOYUTy APAX UIPH’ PErHCTPOBa-
HO je Yy IpuMepHMa ca pa3HHUX MPOCTOpa, HAPOUUTO HA TEPUTOPUjU
Kocosa nu Meroxuje, jyroucroune Cpouje u Makenonuje (Jankopuh
n JaukoBuh 1934: 97; 1937: 9, 46; 1939: 49, 155; 1951: nanoMmene
y3 urpauke obpacte; 1952: 130-133, 138; 1964: 190-192; /[saoe-
ceul Hapoonux ucapa 1949a: 9; Jankovi¢ u Jankovi¢ 1955: 65-79).
Tom ¢peHOMEHY, KacHHU]j€ MPEIU3HKI]E 03HAYEHOM Kao ,,[10jeMHAYHA
APUTMUYHOCT Y PUTMHUYHOCTH LIEJMHE H3BOhEHa OpCKE Urpe U
Menoauje”, mocBeheHa je moceOHa cTyauja ca TUIICKUM oOpaciuMma
urapa ¥ TpauKOHMMa KOJU WIYCTPY]y KBAHTHTAaTHUBHE OJIHOCE
MY3UYKUX M WUIPAYKUX OJICEKAa Y IIEJIOKYITHOM H3BONAauKOM TOKY
(JankoBuh /Jb./1968).

VY okBHpY IpOMEHa Ha JIMjaXpOHM]CKOM ILIaHy, O] MoceOHe
BOXHOCTH € KOHCTaTalyja cectapa JaHkoBuh o mpeoOpaxkajy
My3uuke mepe 3/4 y mepy 7/8, y MHOTUM OpCKUM niecMaMma (JankoBuh
n JankoBuh 1952:33). Tpeba umaT Ha yMy J1a Cy OHE, Kao ¥ IPETXOTHA
cpricku menorpadu, CacBUM M3Y3€THO OeleXuiie HepaBHOMEPHY
METPHKY y HpuMmepuma u3 jyroucroune u jyxse Cpouje (Kocoso
u Meroxuja), a Koja ce Beh Ny)KM HU3 JACLEHHja WHTEepIpeTHpa
(yrmaBaoM) y 7/8 mepu.® Beh u3 muxoBe KOHCTaTalje jacHO je 1a

8 Kao npumep naBoxumo cirenche mecme koje cy cectpe Jaukosuh 3abenesxune y 3/4:
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HUCY HMMalie MpoOJieM ca omakamheM HepaBHOMEpHE IyJcaiuje y
MY3UIU, HITO MOTBPlYjy U HUXOBU BOKAJIHU U HMHCTPYMEHTATHU
3auCcy ca Ha3HAY€HOM METPHUKOM OBOT THUIIA, 1o4eB oj1 1937. rogune
(JankoBuh u JankoBuh 1937: 151, 152), npBeHCTBEHO W3 00JacTH
Makenonuje u Hekux KpajeBa KocoBa m Metoxuje, yIImaBHOM M3
I'wunana (Buaetu JankoBuh u JankoBuh 1939, 1948). [lomenytu
npeoOpaxkaj cectpe JaHkoBuh BUJIE Ka0 MOCIEAUITY YTHIIaja POMCKE
U TypCKe My3HKe Ca ,,OpHjeHTAJIHUM PUTMOBHMMA”, HApOYUTO Ha
teputopuju Makenonuje, Kocopa u Meroxuje, jyrouctoune Cpouje,
bocue u Xepnerosune (JankoBuh u Jankopuh 1952: 33). Ocum Tora,
Kako HaBojie, Beh y BpeMe BUXOBOT Oeliexerma, HeKe 0J] HapOJHUX
MeJIoiMja Koje Cy paHdje uMaisie u3pasuto 3/4 mepy mobujajy cBoje
BOKaJIHE M WHCTPYMEHTAJHE BapHjaHTe H3BohewmeM y 7/8 mepu
y paaujckuMm emucujama (1952: 33). HecymmuBo je, makie, aa
Cy OBE BapHjaHTe MOCIEAMIa U MY3WUYKUX apaH)KMaHa, OJHOCHO
MacMeIMjCKe TPOAYKIMje, Koja jeé y HOBOM METPOPUTMUYKOM
00HMKOBakby HAPOYUTO IOMyJIapH30Balia IEeCMe ca TEepPUTOpHje
KocoBa u Metoxuje u jyroucroune Cp6uje.” Hamopemo ¢ tum,
3Ha4YajHUjeM UHQUWITPUpakY OBUX METPOPUTMUYKUX CTPYKTypa Ha
nmomMeHyToMm mnpoctopy CpOuje cBakako Cy morojoBaje reorpadcke
nycrosunuje, Oyayhu aa je ped o rpaHUYHOM IPOCTOpy ca byrapckom
1 Make1oHUjOM, I7I€ je HepaBHOMEPHA METPHKa BeoMa 3acTyIybeHa. '

Benuku 3Hauaj opranorpadckux mojaraka y geliiMa cecrapa
JankoBuh moTBpheH je, HajIpe, YNHEHUIIOM J1a TIPYKajy HajoOyXBat-
HUJU Tperie]] O yrnoTpedu HHCTPYyMEHATa Y HapOIHOM U3BOhCHY y
Cpb6uju (IeTMMUYHO U Yy IPYTUM OOJIaCTHMa JYTOCIOBEHCKOT MPOC-
TOpa) y nepuoy npse nosioBuHe XX Beka. [lomanu oOyxBarajy npu-
MCHY WHCTPYMEHATa NPH M3BOhCHY HAPOJHHMX Hrapa Ha HCTPaXH-
BAaHWUM IIOJPYYjUMa, CHCHHPUIHOCT OAHOCA MY3HUKUX U MIPAYKHX
oOpaszalia, yoIrTeHuje MpuKa3e CTPYKTYpPaIHUX (HAPOUUTO METPO-
PUTMHUKHX) €JIeMeHaTa, ETHUYKE U POIHE TO3UIIMOHUPAHOCTH T10je-
JUHUX UHCTPyMEHATa, Kao0 M MPOMEHE TUIIOBA U cacTaBa MHCTPY-
MCHTapujymMa y AMjaXpoHUjCKoM TOKy. O BaXKHOCTH Cy, CBAKaKo,
MY3HYKH 3aIICH KOjH 110 Opojy — pexo 250 HOTUpaHNX HHCTPYMEH-
TaJHUX MpUMEpa U3 pa3HUX KpajeBa — JaJIeKo HaJMaIllyjy OKBHUPE

Ajoe, cynye 3ahe, Lo mu je mepax u3 Kococke Mutposuiie (JankoBuh u Jankosuh
1937: 141, 143); 3aiiesana cojxa iuuya 3 I'sunana (JankoBuh u Jankosuh 1951:
183); Beno Jlenue nu3 Bpamwa (1951: 215); Lseitio, mopu, []seitio, Opo ce suje kpaj
manaciuupa (3/8) nz Jlazaponosea (Jankosuh u Jankosuh 1948: 222, 224).

CmMmarpaM Ja 0Baj Mac-MEIUjCKU YTHLA] MOXe OUTU U KJbydaH y IPEOOIUKOBAY
METPOPUTMHUYKE KOMITOHEHTE TTlecama ca OBOT IIPOCTOpa, Te, CBAKaKo, 3aCIyXyje IMyHy
HNaXbY Y HapeTHUM HCTPaKUBAbUMA.

100 O ofmuumma ® pacmpoCTpameHOCTH —HepaBHOMEpPHE MeTpHke (Koja ce y
€THOMY3UKOJIOTHjH O3Ha4yaBa M Kao ,,aCHMETPHYHM, aKCaKk pHTaM’, ,,XeMHOJHa
MeTpuka”), uneru @paunie 1994; Pagunosuh 2010.
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Oenexerba MHCTPYMEHTAIHUX HyMepa y MelorpadckoM oImycy KoM-
no3utopa u donkaopucra Cpouje npse mosioBuHe XX BeKa.

[Ipema momamuma cecrapa JankoBuh, Haj3acTyIUbCHUJU HWH-
CTPYMEHTH KOJH Cy IIPaTHIIM HAPOJHE UIPE y MOYCTHUM JCLCHH]aMa
XX Beka y CpOuju (kao 1 panuje — cynehu 1o cBefjouckby Kasupada)
Onin cy: iy/lyK, cBUpaa, CBUpajKa, ppysia (OBH pasinduTh TEPMUHH
OJTHOCE C€ Ha UCTH TUIl UHCTPYMEHTA) U TajJe.

Kao Tunmyan BOjBOhaHCKM MHCTPYMEHT OHE HABOJE Tajlie
koHcTaryjyhu ,,na je camo y IlanueBy Ouio Tpuuecerak rajaama’
(JankoBuh u JankoBuh 19496: 126). Ocum y3 rajae, Ha TEPUTOPHJU
BojBoaune, a HapounTo y baukoj, HapoaHe Urpe uyecTo cy u3Bohe-
He y3 npaTtky TamOype (19496: 95; 1964: 188). Ilopen cBupana u
rajau y GyHKIHMjU TpaTehux HHCTpyMeHara Ha MPOCTOpY IIEHTPaJI-
HE, CEBEPOUCTOYHE M jyrouctoune CpOuje MOMHEbY CE€ H: JIBOJHU-
e y Komy6apu (1964: 52, 58); kapabe y Kpenoseuny u [leTpoiy
Ha MuaBu (JankoBuh u JankoBuh 1952: 114); Tanan u ,,u3y3€THO
nBojuuiie (nBojanke)” y Humasu (JankoBuh m JankoBuh 19496:
270), xknapuner (,,kinaner”) u rod y Tormmmnu (JankoBuh u JaHko-
Buh 1952: 91); ,,uynryp (,,ipUMUTHBHA TUTapa’), Cypiae u roa’” y
Bnacoruniy (1952: 47); naupe, 3ypiae u rod y Bpamwy (JankoBuh
u Jankosuh 1951: 143); ,,hemane” wnm ,,rycne” (,,[IETOCTPYHU MY-
3WYKH MHCTPYMEHT, CJIMYaH 1Mo OOJMKY ,Jiujepunn’’ y JlaaMamnuju
1 XepleroBUHM’, KOjH C€ ,,3a BpeMe CBUpama JAP>KU Ha KPUITY yC-
npaBHO Kao rycie”) y [Tuumckom okpyry (JankoBuh u JankoBuh
1952: 63—67). Y3 nomeHe nHcTpyMeHara, pehe (kao y ciyudajy ,,he-
MaHeTa’”) MOp(OJIOIIKEe M W3BOH)AUKO-TEXHUYKE OIKCE M LPTEKE,
ayTOpKe J1ajy ¥ CIMKOBHTE OeJieliKe Ka3uBada 0 arMocdepH Kojoj
Cy JONPUHOCHUIIM MHCTPYMEHTH Yy JIOKaJIHUM 3ajeqHuiiama. Taxo,
Ha IpuMep, HaBoje Ja ce cBaada y BrnacotuHiy cmarpaina cBeva-
HOM jeIMHO ,,ako ouje rou” (1952: 47), nok je crapum Bpamwaniiu-
Ma ,,HajBeha pa3zoHoma Ouia kaj Ou UM ‘Jajpaiiuke’ 3ameBayie y3
Jlavpe, Win kaja Ou 3acBupaina ‘hemanera’ (BHOJIMHE) y3 MpaTHy
navpa (y HeJOCTaTKy OBOra MHCTPYMEHTA MOIJVIa je Ja MOCIYXKU U
oOuyYHa Tercuja); WK Kajaa Ou 3anuirane 3ypiae ‘rog rou’” (JaH-
koBuh u JankoBuh 1951: 143).

MHoru o] NOMEHYTUX HHCTpyMEHaTa, Kao IITO Cy CBUpala
(mynyx), Tajue, 3ypiie U TymaHu (MW TEICHja y )KCHCKUM UIpama),
O3HAYEHM Cy Kao TUIMYHU 3a MY3MUYKO-UTpauky npakcy Kocosa u
Mertoxwuje (JankoBuh u JankoBuh 1937: 39). [Topen Tora, MeToxujcke
urpe uszBoheHe cy y3 mparsy U ,,TapamOyke W rpHare” (BpcTa
kiapuneta) (1937: 127), anpuspeHcke —4ecTo y3 yairuje ,,(opkecrap
cacTaBJbeH OJ1 BUONHMHE, TpHaTe U Aeda)” (1937: 9, 96). Ynorpeda
neda Oenexxu ce HAPOUMUTO Y3 MpaTwky urapa y I'sswmmany (mro je
ocTaTak Ipakce H3BOhema y 3aTBOPEHOM MPOCTOPY U3 TYpPCKOT
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nepuona) (JankoBuh u Jankouh 1951: 62). IloBogom paznuuute
MIPUMEHE UHCTPYMEHATA Y CEOCKUM U BapOILIKUM CpeMHaMa UCTUYY
Jla Cy CBHpaje W rajae obesexje MPBEHCTBEHO CEOCKOT (oJIKIIOpa,
JIOK Cy 4YaJTMjCKU aHcamOlM, Ka0 M HMHCTPYMEHTH MOMYT 3YpJiH,
rova, hemana (BHOJIMHE) ¥ KJIapUHETA HA KOjuMa cBupajy Pomu, neo
IPaJICKUX MPa3HUYHUX OKyTbama (1951: 62; 1964: 188).

3anas3uiie Cy U HEKOJIMKO OMTHUX MHOBAIMjCKUX MOMEHaTa y
uHcTpyMeHTapujymy CpOuje y mpBoj mojgoBuHU XX BeKa, KOJU CY
pe3yaThpaiu cBe BehuM NOTUCKUBAKEM ,,HAPOJAHUX UHCTpyMeHaTa”
(JankoBuh m JankoBuh 1951: 62). OHe HaBone na je y BpEMEHY
IbUXOBOT OeJiekerba pOMCKa Iyadyka MparTikha MocTana JOMUHAHTHA
Ha UrpaHkama y MeToxuju, y KpajeBuMa [EHTPaJIHE U CEBEpO3ariaaHe
Cp6uje (Jankouh u Jankosuh 1937: 127; 1964: 52, 188), kao u na
CY POMCKH aHcaMmOJIH C JIUIMEHUM TyBa4yKUM MHCTpyMEHATUMa Ouiu
rmaBHa mpareha ¢opma wrapa y obiacTiMa jyroMCTOYHE W jy)KHE
Cpb6uje (Bpamwe, byjanosan, Bmamumunn Xan, [luuma, ['unane;
JankoBuh u JankoBuh 1951: 62, 153; 1952: 66). Nnak, kako cectpe
JankoBuh KoHCTaTY]y 3a IIUpe My3udKko u3Boheme y Cpouju, ,,HAIITa
HUj€ Yy TOJUKO] MEpU MOTUCHYJIO HAPOJIHE My3UYKE HHCTPYMEHTE Kao
xapMoHuka. He camo ma je u3 OCHOBa M3MEHHUJIA KapakTep, 00jy u
TEMII0O MHOTHX HapOIHUX Menozmja HETO je U3MEHMJIA U CTHJI U TeX-
HUKY camMuX HapoaHux urpada’ (JankoBwh m JankoBuh 1964: 188;
19496: 95, 109, 270). HO_]aBy HOBOT' MY3HUKOT' KOJIOpUTA NpaTHie
CY M HOCTaJITUYHE ,,U3BOpHUje” 3ByUHE 00je, 1ITO, 1/13Meljy OCTaJIOT,
WIYCTPYj€ U MaHUP HEKaJallber ,,Hajoosser urpaopua’” u H3Bobaqa
Ha nynyky u3 bene Ilananke, koju y HeAOCTaTKy TOT MHCTPYMEHTa
CBOJUM IJIACOM IOJIpa’kaBa H-ETOB 3BYK, INparehu TpagullOHaTIHY
urpy (JankoBuh u Jankouh 1937: 13).

[Topen kapakTepUCTUYHOT [I€Bamba Y3 UTPy Ha Tepuropuju Ma-
KenoHuje, cectpe JankoBuh Oenexe y mparehoj pynkuuju u cneache
WHCTPYMEHTE: IIYIIeJbKY, Taje, TyayK, 3ypiie u TynaH (JankoBuh n
JanxoBuh 1939: 49, 139, 154, 190; Jankosuh u Jankosuh 1948: 26,
95, 96). Ha HuBOY JTIOKamHUX CrieniepuIHOCTH UCTUYY TajIe WU 3yp-
Jie ¥ TYIIaH, Kao MpaTky pycainjckor oopena y beshenuju u oxomnu-
U (1948: 190); kyMaHOBCKH YyHTYp (Y€TBOPOCTPYHU MHCTPYMEHT
KOjU ,,IUYM Ha TamMOypy ca JaykoMm pyukom”’; 1939: 154); maupe y
KEHCKUM UTpama, Kao U Jaupe y3 BUOJIMHY Yy MYCIMMAaHCKUM UTpa-
Ma TeroBa u oxonuue (1939: 95); yanrujcku aHcamOJ Kao NpaTwky
BapoukuM urpama y Ilpuspeny n Oxpuay (Jankosuh u JaHkosuh
1937: 9, 96; 1948: 131). Y Be3u ca oOMyajuMa 3Ha4ajHH Cy, u3mehy
OCTAJIOT, U MO/Ially J1a ce Ha cabopuma y KyMaHOBy TOKOM JIaHa ,,urpa
y3 IpaThy UHCTpyMEHaTa, a Hohy y3 mneBame”, Kao U Jia je Ha clia-
BaMa ,,BUllle YoOHWYajeHO UTpame y3 MeBambe, a Ha cBas0amMa Urpame
y3 cBupame’’ (Jankouh u JankoBuh 1939: 154). VY peneproapckom
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CMUCITy BaKHU CY U TIOMEHH O KaBaly, KA0 OMUJbEHOM UHCTPYMEHTY
MH]JaYKUX TACTUpa, y3 KOju ce OOMYHO HEe Wrpa, Beh je oH mpaTma
,»TYKHUM U pa3By4Y€HUM ‘IKaJIOBUTHUM, JIOJIFOBJICYHUM, TOBICUUBUM’
necmama’ (Jankouh u JankoBuh 1948: 26).

benemke ca mpyrux moapydja jyrocJioBeHCKE TEPUTOPHjE€ O UH-
CTPYMEHTHMA KOjU TpaTe UTpy JajeKo Cy CKPOMHH]Ee U HABOJE yIO-
TpeOy nurana, mapruja, 1BojHUIA, Tercruje y bocau n XepleroBunu
(JankoBuh u Jankouh 1952: 136-138, 143), nmujepurie y KpajeBuma
XepleropuHe Koju u3iiaze Ha JaJapaHcko Mope (Mparika MapoBHOM
wiecy auHio / maho; 1952: 142, 143), nunana y ceBepHoj danma-
uju (1952: 176), kao u Metmuna (Mutrauia)'! va IMary (1952: 187),
cBHpania (BojHUIIA) U OyOma y My3uiy npaBociaBHux Cpoa u3 [ly-
oure u JacenoBna y Xparckoj (JankoBuh u Jankosuh 1964: 20).

VY nomeny ogHoca Urpayke U MHCTPYMEHTAJIHE KOMIIOHEHTE
3aKJbYUY]y Z1a j€ Y JY)KHUJUM JCIIOBUMA, OJJHOCHO, Y MakeIoHUjU U
nenumuyHo Ha KocoBy m Mertoxuju, My3uuka mpaTma nojapehena
HapoaHoj urpH (Jankouh u JankoBuh 1951: 62; 1952: 27). To, usz-
Meby ocraiior, HilyCTpyjy U pe4rMa HapOJAHOr CBHpaya 13 FH»I/IJ'IaHa
»Kan je z[o6ap opayuja (kosoBoha), cBUpae je ,,4eTBOPHO™ (34pa-
BO, MYILKO, IPABHJIHO), Jep je urpase 4BpcTo u TaqHo. Kan je ciad
opalidja CBHpame je ,, JUTo" (ciado, )KeHCKo, Heosipel)eHo), jep je ur-
pamwe mumtaBo” (1951: 63) Hacympor Tome, y npyrum oGiactuma
Cpbwuje u ceBepo3anagHuM KpajeBUMa JyrociaaByje Urpadyka KOMIIO-
HEHTa yIJIaBHOM 3aBUCH o My3u4ke (1951: 62; 1952: 27). I'oBopehnu
0 BHCOKO] LIEHEHOCTH HaPOJHUX My3U4apa y JOKaJIHUM CperuHaMa,
Kao U bUXOBO] MOIMYJApPHOCTH y IIUPUM OKBHUPHMA, YECTO HABOJE
MMEHa MCTaKHYTUX CBHpaua (Ha rajaama, CBUpaiH, JIMjepULd, BUO-
JIUHU, XapMOHUIIH...; BUAeTH JankoBuh u JankoBuh 1937: 97; 1939:
190; 19496: 126; 1952: 91, 114, 142, 143; 1964: 60, 96, 97, 188),
nopoauna ceupaya (Jankosuh u Jankouh 1948: 98; 1964: 52, 58).12
[Taxxwy 3aBpel)yjy u moMeHn cBupaduiia y aed, TErcujy, a HApOIUTO
,,BEIlITaKuba Ha aynyKy’ (JankoBuh u Jankouh 1939: 95; 1948: 13;
270; 1964: 188).

11" V3 oBe HasmBe CTOjU M TEPMUHOIOMIKA OAPEIHUIA ,,rajae”, Koja OUHMIIETHO HE
onrOBapa THUITY OBOT HHCTPYMEHTA.

2V npuory 36mpkama cecrapa Jaukouh Hamase ce 6pojie (pororpaduje cBupada:
rajnaia y3 xono u3: [TandeBa, okoiuHe 3pewmanuna, Kmaxesia, Croncke Lpue [ope
(JankoBuh u JankoBuh 19496: 425-427, caumibero 1946; 1964: 342; 1939: 228-229);
(dpynama u3 [ymanuje, Kpenossuna (y3 koio), okonuHe BasbeBa, CMenepeBa, Yxuia
(JankoBuh u JankoBuh 1964: 331, caumibeno 1951; 332, 334, caumsbeno 1940; 331,
352; 1952: 282); uzBohaua Ha mynesbku y3 koso u3 Ckoricke Lpue T'ope (JankoBuh u
Jankosuh 1939: 224-225, caumibeno 1937. rofuHe); cBUpaya Ha 3ypiiaMa U TyIaHy y3
koj10 u3 Jlazapomosba u y3 pycanuje u3 Muposua (JankoBuh u JankoBuh 1948: 304—
314, caumubeno 1939; 327, cuumibeno 1938. roqune); cBupaya Ha hemanety y3 koo u3
Boxurie (Jankouh u Jankosuh 1952: 275, 276); Buonunucta Ha [Tomanu (1952: 283);
n3Bohaua Ha nmujepunn y3 jauHyo (1952: 296).
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Opn HapouuToOr 3Ha4aja cy OeJeliKe 0 METPOPUTMUYKUM, MEJIO-
JIUJCKUM U (pOpMaTTHIM CBOjCTBMMA MY3WYKHUX 1esnHa. [Topen o0yx-
BaTHHjHX T0JaTaKka O BPCTH, PA3HOBPCHOCTH U CTETEHY CIIOKEHOCTH
MY3UYKUX Mepa, Ty Cy U OHU O TOHCKUM OOMMHKMa, TOHEKAl U O Ka-
pakTepy Meloauje.

[Toceban aeo y 30upkama cectapa JaHkOBUh YWHE TPAHCKPH-
TI1je BOKAJIHUX U UHCTPYMEHTAIHUX MEeJIOo/IMja U MoAalu o u3Boha-
yuMma (Ka3uBauyMMa) Ha HMCTPAKHMBAHUM TOJAPYYjuMa. Y3 BOKAJIHE
IpUMepe JaTu Cy U LEJIOBUTH TEKCTOBHU Iecama, HalloMeHe 0 (hyHK-
11ju, pepeHCKUM HHTEpHoialrjaMa, HHTOHATUBHUM KapaKTepuc-
THKama ,,y3BuKa”. Menojuje Cy jeHOTIIaCHE; U3y3€eIlH CY ABOTJIACHU
pUMepHu ,,MTalIKOT Koja”, ca JOMUHAHTHO TEPLHHUM Ca3BylMMa U
yHUCOHUM 3aBpieTkoM (JankoBuh u Jankouh 1952: 240, 241), xao
U JBoriacHu npumepu u3 Jlyouiie, ca mpeBacxolHO TEPLHUM cas-
BylIUMa U TEPIHUM WIM KBUHTHUM (pehe yHHCOHUM) 3aBpIIETKOM
(JankoBuh u Jankouh 1964: 244-259). 3anucuBame BUIICTIIACHUX
IpuMepa CTapujer CEOCKOr CjIoja, KaKaB jeé OMHCAaHW CTHJI TeBamba
y bocaun m XeplieroBuHu, CBEIECHO jeé HAa TPAHCKPHUIIIU]Y jEIHOT
(BepoBatHO Bozeher) riaca. Y3 3amuce MHCTPYMCHTAIHHX IpPHMe-
pa cacBMM HM3y3eTHO CTOJH HAaIllOMECHA O MHCTPYMEHTY Ha KOjeM je
n3Bohena menoauja (MoHEKas ce TakBa MHGOPMaIHja UITIYUTABA U3
JIUCTE CHUMJbEHUX HM3Bohava, BuneTu JankoBuh m JankoBuh 1937,
1948; 19496; 1951). [TomyT BOKaJIHMX, 1 HHCTPYMEHTAIHH PUMEPH
cy Oelle)keHHU jeTHOIIacHO (M3y3eTakK je TpornacHa (akTypa CBUpKE
Ha yijepuni; JankoBuh u JankoBuh 1952: 237), mTo 3Ha4u na y je
y HEKHM CJIy4ajeBHMa, Kao IIITO je W3Boheme Ha rajaama, sypjiaMa u
Tarany, hemanery (ca meT uIa), BUOJUHU..., My3UYKH 3aIHC CBe-
JICH Ha 03Ha4YaBame INIaBHE MeJoaujcke aeonuie.”® Y nopehemwy ca
JIETaJbHOM JIECKPUIIIHJOM BOKAJIHUX U MHCTPYMEHTAJIHUX OOIHMKa U
CTUJIOBA, YaK M y3 OICYCTBO 3BYYHHX CHHMAaKa, MOXE CC 3aKJby4H-
TH Jla PWIOKEHE TPAHCKPHUIILIKjEe HE MPY’Kajy MOTIYHY HyMepHUy-
Ky W ceMaHTH4Ky nHpopmaujy. C apyre crpane, umajyhu y sugy
MPUOPUTETHY — KOPEOJIOLIKY — MPOOJIEeMaTHKy, KOjo] OCUM METpO-
PUTMHUYKE KOMIIOHEHTE Ipyru mesorpadcku moaanu (MeIoujCcKu,
Ca3By4HU, OPHAMEHTAJIHU I1JIaH) UMaK HUCY O]l IPUMapHE BaKHOCTH,
a HAPOYUTO YMEHCHUILY Ja Cy M0 Opojy U IIUPOKOM apeayry CHUMJbe-
HUX U 320€eJ1eKeHUX BOKATHUX U HAPOUUTO HHCTPYMEHTAITHUX MEJIO-
nvja cectpe JankoBuh HagMaIuiIe orcere Cprickux mMenorpada rora
BpPEMEHA, JaCHO j€ J1a OBE TPAHCKPHIIIH]jEe My3UUKHX ITPUMEPA UMa]y
BEJIMKH 3HAUa].

13 Haumn Genexerma BOKANTHMX M HHCTPYMEHTAIHHX MEJIOAM]ja Y OBHUM 306HpKama
3aBpehyje na Oyae Tema 1moceOHOr eTHOMY3HMKOJIOMIKOT pajia. KpUTHYKH OCBPT Ha
TPAHCKPUIII]y MHCTPYMEHTAIHUX MpuMepa (HEeIOCTAaTHOCTH Ha IUiaHy (pasupama,
OpHAMEHTHpamba, HEMPEIN3HOCTH TOHAIUTETA...) H3HEO je 3npaBko PanucapibeBuh Ha
Oxpyniiom cromy 28. 4. 2014. roguse.
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Beh u3 oBor npervieia jacHoO je KOJUKO je cBecTpaHa Ouia jaernar-
HOCT cecTapa JankoBuh Ha MOJbY 3alKCHBaba, aHAIN3E U TyMadyetha
MY3HYKOI' Marepujajia Kao CacTaBHOT Jie/a IICCHOT CTBAPAJIAIITBA.
HecymmuBo je, Takohe, 1a OpojHH MOAALH, @ HAPOIUTO MPUCTYIIH
Oernexxerby M MHTEPIPETalyji MCIUTHBAHE rpale, IOCMarpaHu u3
acreKTa CaBpeMEeHHUjUX ETHOMY3UKOJIOUMIKUX JocTUrHyha, 3acimyxyjy
na Oymy moceOHe TeMe NaJbuX MpoydaBama. bymyhu na je y oBom
pajy KOHTEKCTyaJHH HCTPaXKHUBAYKU OKBUP HHHXOBOI JIEJIOBaHkA Y
pBoj NojoBUHU XX BeKa TeK Ha3HA4YeH, 00yXBaTHO KOMIApPAaTUBHO
camiefaBambe HBUXOBUX pe3yaTara y OJHOCY Ha OCTBapema JAPYrux
HUCTpakuBaua My3nukodoJkiiopHe rpahe u menorpada y ucrom, mna
U MOTOKEM BpEeMEHY, MOceOHO je BakHA TeMa. YHHU ce Ja KIbYYHH
MOJICTUIIA] 32 J1aJbe 0aBJHCHE TOM TMPOOJIEMAaTHKOM J1a]y KOHCTATO-
BaHU METOJIOJIONIKU (EMIUPHJCKH U TEOPU]CKOHAYYHH) MPUCTYIIH Y
OBOM TEKCTY — OJ1 OpraHu3alllje TEPEeHCKOT UCTPaKUBamha U METO/IE
eTHOrpacKOr HapaTHUBa JJO UHTEPTEKCTYaTHOT HHTEPIIPETHPAHA MY-
3UYKHUX (M TJIECHUX) €HTUTETA, KOJU Cy CYIITHHA JiesioBama Jbyourie
u I[aHHue JankoBuh. [IppuMeHOM TaKBOT METOHOIOMIKOT KOHIICTITa,
KOJU je pe3y/IThpao AparoueHuM OpOjHMM IOZaUMa O BOKAIHO]
MHCTPYMCHTAIIHO] TPAIULU}H Y LIMPUM Te0rpa)CKUM OKBHPUMA, Ce-
cTpe JankoBuh Cy 3HauajHO JONPUHENIE OCHUBAKY U MOTOHEM pa3-
BOJy €THOMY3HKOJIOIIKe Muciau y Cpouju.
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Mirjana Zaki¢

THE ETHNOMUSICOLOGICAL ENDEAVORS
OF DANICA AND LJUBICA JANKOVIC

(Summary)

The pioneering efforts of Ljubica (1894—1974) and Danica (1898-1960)
Jankovi¢ consisted of their systematic research and collecting of traditional
dance practice (folk dances), the methodological transcription, analysis and
systematizing of dances, as well as the theoretical interpretations of numerous
aspects of traditional dance. Their work resulted in the establishment of Serbian
ethnochoreology in the first half of the twentieth century. As the extent of their
activity in terms of transcribing musical material in the form of the accompaniment
to folk dances has not yet been fully grasped by ethnomusicologists so far, the goal
of this paper is to present the results and to stress the contributions of Danica and
Ljubica Jankovi¢ to the processes of the foundation and subsequent development
of ethnomusicology in Serbia. These contributions are to be seen in eight public
volumes of Folk Dances (1934-1964), whose methodological frame follows
several important empirical and theoretical scientific approaches: firstly, analytical-
descriptive methodology of research, based on intense fieldwork (resulting in 800
transcribed dances and melodies from former Yugoslavia); secondly, excellent
acquaintance with international trends in the field of ethno-musicology, as well as
with concepts of research concerning Serbian folk culture; lastly, their inter-textual
and interdisciplinary approach that essentially looks for correlates between dance,
music and the context of performance.
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In this paper I shall elaborate in detail on the comments and significant
interpretations of vocal and instrumental melodies that accompany folk dances made
by the Jankovi¢ sisters. These comments refer to stylistic and genre characteristics,
melodic and metro-rhythmic attributes, the features of rural and urban melodies,
the local characteristics of songs and instruments, changes in the diachronic flow,
and to the characteristic relations of choreological and musical structural elements.

IIpumsseno 21. 7. 2014.

IIpuxBaheno 3a mrammy 24. 9. 2014.
OpuruHaIHU Hay4YHH Paj
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NucTurtynnonanu3anuja eraokopeosioruje y Cpouju:
3aoctapiTuHa JbyOuue Jankosuh
y My3ukonomkom nactutytry CAHY*

Mapuja Jymuuh' — Jlanka Jlajuh Muxajaosuh?
My3sukomnomiku uHcTUTYT CAHY (Beorpan)

Ancrpakrt

Y Mysuxkonomkom nHcTuTyTYy CAHY uyBa ce o 1964. ronune ciyxOeHa apxuBa
akazemuka Jbyoune JankoBuh, eTHOKOpeosora, HacTalla TOKOM HeHor pajaa y ET-
Horpadckom My3ejy y beorpany (1939-1951). 3aocTaBmTHa caapku JOKyMeHTa-
jy o paxy Oxceka HapoaHux urapa EtHorpadckor myseja y beorpany n ooumue
U Pa3HOBPCHE MaTepHjajie 0 HApOTHUM UTpama y JyrociaBuju U3 MpBe MOJIOBUHE
JIBaJieceTor Beka. J[eo apXxuBcke JOKyMEHTAaIMje KOjH ce ONHOCH Ha (hopMHUpare U
nenoBatbe Oficeka, OIHOCHO HajBKHUjU CIIMCH BE3aHU 33 CTPATErujy MpoyvaBarba
W 3alITUTE HApOJHUX Wrapa, NMpeACTaBba C€ OBOM IPHIMKOM pajy JONpPHHOCA
ucropuju eTHokopeosoruje y CpOuju, a IIoBOIOM BHILIECTPYKOT jyOuieja cecrapa
Jby6uue u [lanune Jankosuh.

Kibyune peun
eTHoKopeosioruja, Jbyouna Jaukosuh, ETHorpadcku mysej y beorpany, Mysuxo-
somky uHCTUTYT CAHY, KynTypHa u ucTpakuBadka NOJIUTHKA

Veoo

3aocrasiruna Jbyouue Jankosuh noxpamena y Mysukosom-
koM nHetuTyTy CAHY npezcrassba 10 CB0jOj CTPYKTYPH U Caipikajy
3HAYAJHO CBEJOYAHCTBO O MHCTUTYLMOHAIM3ALM]U U Pa3BOJy €THO-
xopeosoruje y CpOuju. Ped je 0 apxMBCKO] AOKyMCHTALM]H U rpahu
MPHUKYIJbEHO] TOKOM HEHOT clTy>kO00Bama y ETHOrpadckom mysejy y
Beorpany, rae je 1939. roqune pouuia ca mecra npogecopa y Her-
BPTO] JKEHCKO] rumHasuju Kpasbuue Mapuje y beorpany, u papuna
1o neH3uonucama 1951. ronqune.’ Y Mysejy je ocHoBana Oxucek (13-

* Tekcr je pesynrar pajiia Ha MpojeKTy Moeniuuitieitiu cpiicke My3uke 00 JOKATHUX OO0
Znobannux okeupa: tupaouyuje, ipomere, uzazosu (op. 177004), ¢puHaHcupaHor o
cTpane MUHHCTapCTBa 32 MPOCBETY, HAYKY M TEXHOJOIIKHU pa3Boj Pemybmke Cpouje.
1 marijadumnic@yahoo.com

2 danka.lajic.mihajlovic@gmail.com
3V onsocy Ha HajBehe mo3HaTe JOKYMEHTALMOHE LEIMHE Koje Cy ocTtase u3a Jbyouie u
Janune JankoBuh, oBaj qoom[ 3HAYAJHO je MarbH 110 00UMY O] TOPOIUYHOT Jierata JLy6Hue
u [lanune JaHKOBHh Koju ce 4ysa y Hapoamoj Gubmmoremn Cpbuje, a Henosuara je
ErOBA KOMIIATHOMIIHOCT Ca 3a0CTABIITHHOM Koja je y ApxuBy Cpbuje, Oyayhu 1a je ona
HenoctynHa 10 2018. roaune. Y ApxuBy Cpricke akaJieMuje HayKa ¥ YMETHOCTH HaJla3u
ce Mama KosekIiuja qokymeHara Jbyouie JankoBuh Be3aHa 3a l-€HO 3Barbe aKa/IeMUKa.
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BOPHO ,,OTCEK”’) HApOIHMUX UTapa, OMOTYNUBIIM Ha Taj HAYMH Behy
BUJIJBUBOCT HE CaMO COIICTBEHOT CTPYYHOT pajia y IOMEHY HapOAHE
urpe, Beh mpe cBera HOBe Hay4yHe AMCLUUILUINHE, U y JyrocinaBuju u 'y
CBeTy, Koja he kacHuje OMTH Ha3BaHa eTHOKOpeosjorujoM. C mubem
Jla TIONPUHECE MCTOPHjU €THOKOPEOJIOTH]E, OBa] TEKCT pacBeT/baBa
KyJATYPHO-TIOJUTHUKY IOCTaBKY KOja je KJby4Ha 3a pa3zymeBambe Ol-
Hoca rpema rpahu o HapogaHuM urpama. [Ipenusnuje, pa3MoTpeHa je
IporpaMcKa JOKyMeHTalija HoxpameHa y My3uKoJI01IKOM HHCTHUTY-
Ty CAHY, K0ja moka3syje nmo4eTH MpUCTYIl HAPOJAHO] UTPH Kao GheHo-
MEHY Y JPYIITBY U KYJITYPHOM J100pY, Ka0 U HAyYHOM NPUKYIJbAby
rpahe u meHoMm apxuBupamy y Cpouju. Teopujcku U aHATUTHYIKA
npoOiemMu, Kao cieaehu Kopay y HaydHOM pajay, HUCY OWJIH TpH-
MapHHU y My3€jCKoM aHTaxkMaHy JbyOurie JankoBuh, 10K Cy nuTama
KOja ce TMUy MPUMEHE pe3yJiTaTa y eayKaliju 1 YMETHUUYKO] 00paan
ocTaBJbeHa 3a Oyayha pasmarpama.

UctpaxuBame miecHor ¢onkiaopa y JyrocinaBuju 3amoue-
TO je HE3HAaTHO KAacCHHje€ Yy OJIHOCY Ha CBETCKE E€THOKOPEOJIOIIKE
TOKOBE yIIpaBo 3aciayrom cectapa Jbyoune u Jlanune Jankosuh.
[TocTtaBspajyhu jomn ox npBe kwure Hapoonux uzapa Hay4IHU 3HA-
4yaj Kao MPUOPHUTETaH y CBOM OaBJbEHY OBUM KOMIUIEKCHUM (e-
HoMeHoM (JankoBuh u JankoBuh 1934: 1), pan cecrapa JankoBuh
Ce HECYMIbUBO MOXXE€ CMAaTpaTH €THOKOPEOJIOIIKMM M IpeMa ak-
tyennoj nebununuju gucuuiuinbae (Kaeppler 2001). buxosa ne-
JIAaTHOCT 0OyXBaTalia je CHCTEMaTHYHO TEPEHCKO OCJICKEHE hurapa,
MIPUKYILUbahb€ PEIEBAHTHUX CEKYHJApPHUX HM3BOpa, AHAJIUTHUYKO
MIPUKA3UBamkhe M0JIaTaKka, MO3ULIUOHUPAE MOjeIMHAYHUX Urapa y
KOpeJlallju ca MY3WYKHM, MOETCKUM U OOpEIHUM TEKCTOM, I1O-
TOM IMPOOJIEMAaTU30Bak-E IPYIITBEHUX aclieKkaTa CBOJCTBEHHMX Ha-
POIHUM UI'paMa U J1aBamk-€ CMEpPHHUIIA 3a MPAKTHUYaH paji ca OBUM
Ooorarum MarepujaioM. Haj3HayajHHju pe3ynTaT OBOT KOAyTOPCTBA
jecy kanutanae nyonukanuje Hapoone uzpe (1-8).* Imno3antan
aHTa)kMaH aJIeKBaTHO je MPEe/ICTaBJbeH Y TEKCTOBMMA KOjU Cy yclie-
WA Y OCBPTHMa Ha pa3BOj OBJAIlkbe eTHOKopeosioruje (Mitame-
Houh u Mimmjun 1954; Wmmjun 1973: 203-204; Rakocevi¢ 2013:
59). Ilpemaa MHOHUPCKH, FHUXOBU METOJIOJIOIIKA MOCTYIIIH U Pe-
3yJITaTU KOPUCHH Cy W JIaHAIH0] HAYYHO] MUCIH, a IIUPUHA HH-
XOBOT JIeJIOBalha YCMEpHUJia j€ UCTPAKMBAYKE TOKOBE HE CaMO Y €T-
HOKOPEOJIOTHjH, Beh U y €eTHOMY3HKOJIOTH]H.

Jbybuna JankoBuh je TOKOM BHIIIEEIIEHH]CKOT OaBJbeHa Ha-
POIHUM HUIpaMa MPUKYITUIA MHOILITBO PEIEBAHTHUX HUH(OpMaLrja 1
oOjaBmina 6pojue Hayune pagose (Mmujun 1974; Krader 1974; Mna-
nenoBuh 1974), a moceOHO NIPU3HAKHE 32 CBO] €THOMY3HUKOJIOIIKH U

4 3a mepMOJ KOjH Ce TIPATH y OBOM TEKCTY BHIETH M Pe3MMee MPBUX IIECT KEHHTa, Ha
€HIVIECKOM U Ha (ppaHIryckoM je3uky — Jankovi¢ u Jankovi¢ 1951.
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€THOKOPEOJIOIIKH paj cTekia je n3bopom 3a wiana Cprcke akaje-
MHUje HayKa 1 yMeTHOCTH 1963. roqune. Kpo3 nedunucame npuopu-
TeTay corncTBeHoM panay (JankoBuh u Jankouh 1937), kao u ymyhe-
HOCT y TE€OPHjCKE TOKOBE €THOMY3HMKOJIOTH]€ U €THOKOPEOJIOTH]E Y
ceety (JankoBuh u JankoBuh 1939; Jankosuh 1964), yBujena je Bax-
HOCT opMHpama 6a3e nojaraka 0 HAPOJHUM UrpaMa U YKPOBIbEHE
TaKBOT apXHBa y APKABHO] UHCTUTYLIU]H.

IIpezneo caopocaja apxuse O0ceka HApOOHUX uzcapa UOXparbeHe y
Myszuxonowrxom uncruuyuty CAHY

EtHorpadcku my3sej y beorpany ocHoBan je 1901. rogune, a
y OKBHpY mera je 1923. dopmupano Onesbeme 3a My3udkH (oJik-
mop (nmpema IlerpoBuh 1973: 223). CrBapajyhu npBe ¢donmose
dhonkopHe My3uke, Hajripe y opMu HOTHUX 3ammca, a oa 1930. u
TEPEHCKHUX 3BYYHUX CHHMMaka moj; okpusbeM donorpadcekor oxace-
ka npu Onesbery, My3ej je 3HauajHO JIONPUHEO OYyBamby HeMare-
pHjajHe HallMOHalIHE KylIType. MicToBpemMeHo, oBaj Ipasall paja oT-
BOPHO je MOTYNHOCT 3a UCTpaKUBame (POJKIOPHOT TIeca Ha OBUM
npoctopuMa. OJiceK HApOJHUX UTapa OCHOBAH j€ MPU MY3€jCKOM
Onesbemy 3a HapoaHy My3uKy 1939. roguHe u npBa je UHCTUTYIIH]a
KOja je Hay4yHO IIpoyyaBaljia U ayTOPUTATUBHO OpUHYJIA O OUyBamby
(GONKIOPHUX IUJIECOBA CAYMHUBIIU YjeIHO MPBY CHUCTEMaTUYHY
0a3y nmogaraka o ,muma y Cpouju. Taj maTepujai mokiaomeH je 1964.
My3uxkomnomikoMm nHCTUTYTY CAHY, K20 MHCTUTYIIM]H KOja 01 OCHHU-
Bama (1948) uyBa u HaydyHOo 0Opalyyje u3Bope Be3aHE 32 UCTOPH]Y
CpICKe yMeTHHUYKe, (OJIKIOpHE W LpKBeHE My3uke. lIpucturin
MoJlalld O HAPOJHUM Urpama OWJU Cy IpeIMeT MOoceOHOT MHTepe-
coBama eTHoKopeosiora Mumnuiie MnujuH, Koja je Ouiia ydeHuna u
cinenbenuna cecrapa Jbyoure u Jlanuie Jankouh (BuIe o ieHOM
pany y JoBanoBuh 2010). Takohe, Tagammu 1 TOTOKBU Ccapa HU-
M €THOMY3HMKOJIO3U CTapajy Cy C€ O OBOM MaTepujaiy, umajyhu
y BUIly IIUPHUHY YIIOTpeOHE BpeaHOCTH rpalhe U MHPOPMATUBHOCT
JIOKyMEHTAIl1]e O MOJIMTUKaMa 3allITUTEe, Pepe3eHTOBamba U UCTpa-
KUBamba (POJIKIOpa YOIIITEHO.

Crpy4yHa €THOMY3HUKOJIOIIKAa apXUBCKa 00pajia Marepujaia u3
3aoctaBmTuHe JbyOuiie JankoBuh koja ce Hanma3u 'y My3HKOJIOITKOM
unctutyty CAHY 3amnouera je 3Bannuno 2013. roqune.” O6pana je

5 Tlpemma y TuMy capaauuka Mysukonomkor unctutyta CAHY Hema cTpydHO
npodunucanor apxupapa-0u0IuoTeKapa, apXUBCKU (OHIIOBU CE BUILE Of LIE3[ECET
TOAMHA YCHEIIHO JONybYjy PasIMYUTHM BpcTaMa MaTepHjana # MO HaydHHM
npuoputetuMa obpalyjy. Ha mnunmjatusy capaanuxa, 2013. rogune ypahena je
U CIELUjaJIUCTUUKA INPOLEHA BPEAHOCTH MOjEAUHHUX 30UPKHU, alld CE [10CA0 HUXOBE
3aIITUTE W JaJbe OJBHja MCKIPYYMBO INPEKO MOCEOHMX jETHOTOMHIIHHX IpOjeKara.
Tako je y okBupYy mpojekrta Juiuiiaruzayuja u kawianoZuzayuja apxuecke epahe y
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nojipazyMeBasa nperies rpale u JoKyMeHTaluje, omnmTy noAey Ha
apXHMBCKY JOKyMEHTAIMjy U Tpal)y 0 HapOoIHO] My3UIM U HAPOJIHUM
urpama, v Mornuc BEeHUX MambuX IeIrHa. 300T MPBEHCTBEHO HCTPA-
JKUBAYKOT pajia HEBEIMKOT Opoja 3anocineHux y MHCTUTYTY, neTasban
OIMC U CUTHUpame rpalje joi yBek HUCY U3BpILICHH, Te je rpabha goc-
TynHa camo capagHuiuma Mysukonomikor uacturyra CAHY (Bune-
a1 ymuuh, Jlajuh Muxajnosuh u Bacuh 2014). Ynpkoc Tome 1mto
je ¢hoHII HacTajao ¥ TOKOM J[pyror cBeTCKor parta, MaTepHjajiu ce Ha-
Jaze y 700poM cTamy U JI0 JaHac Ce 4yBajy y aJICKBaTHUM yCJIOBHMA.

Ilena xoneknuja MMa Tedare TAJAlllber BIacHHWKAa, ETHOT-
pa(bcxor Myseja y beorpany, u u3BopHO je mHBeHTapucaHa. Jleo
Marepujaia je 1o npuctusamy y Mysej nomnucaH y nocebxe pe-
ructpe (pykomucHe rpahe, HnyCTpauHJa dboHorpadckux cHUMA-
Ka, KibUra y 0uonuorenu), a Gu3ndky je HajBehu 10 copThpaH y
KapTOTEUKE apXUBCKE KyTH]€ pa3IuIuTor hopmarta (YKyITHO TpHIe-
ceT u cenam) U (acuukie (ykynHo asaHaect). [Ipema tuny rpabe,
3a0CTaBIITHHA caipkH cienehe menune: 1) TekcTyaliHne pyKonuce
JbyOurnie JankoBuh (mucaHe pykoMm U KylaHe); 2) pyKOIIMCHE Ipe-
MMce HOTHUX 3amnuca (00jaB/beHUX U HE00jaBJbEeHUX); 3) mITaMIia-
He Martepujane; 4) unycrpamuje (dpotorpaduje U Mary KOJIEKIIH]Y
HETaTuBa).

HpeMa cazpikajy, y OBOj 3a0CTaBIITHHU c€ Hamaze: 1) moKy-
MeHTanuja o paxy Onesbema 3a HAPOJHY MY3HKY Onceka HapoI-
HUX urapa (peryjJaTHBHU aKTH, U3BEIITAjH, IUNIAHOBU W CIIMYHO); 2)
normcu rpahe moxpamene y honmosruma OJesbeba 3a HAPOJAHY MY-
3uKky; 3) mpodecronanna kopecnonaenuuja Jbyoune Jankouh (Ha
CPIICKOM Je3UKY); 4) mpumpeme 3a npejaBamba 0 HAPOAHUM UIpama;
5) pe3ynTaTy aHKETHOT HCTPaKUBakba O HApOIHUM Urpama; 6) KapTo-
HU ca OellelKaMa y Be3H ca HapOJHOM U CTPYYHOM TEPMHHOJIOTH)jOM
u Oubarorpa)cKUM M3BOpPUMA O HAPOAHUM HIrpama; 7) KapTOHH ca
3aryMcuMa HapOJIHUX IecaMa pa3InduTuX Hotorpada; 8) marepuja-
71 y Be3u ca cabopuMa U (pecTuBaiiMa HApOJHE MY3HUKE U HApO[-
HUX urapa (mporpamu, riaKaTtu, pyKonucHe Oenemike); 9) ucediu us3
IITaMIIe O CTPYYHHM TeMaMa.

My3zuxonowxom unciuuiyiy CAHY 2013. yunmeH nomak u y obpanu marepujaia
u3 3aocrapiitude JbyOune Jankosuh. Ilpojekar cy (cuMOONMMYHO) (HUHAHCHpAIN
MumnncrapctBo Kyntype u uHpopmucama PemyOmuke CpbOuje u Cexperapujar 3a
KynTypy rpaga beorpama, mume cy pykosomwie np Karapuna Tomameswh — 3a
My3ukoJonky rpahy u ap Jlanka Jlajuh MuxajnoBuh — 3a eTHOMY3HKOJIONIKY Tpalb)y,
a Mapuja JIymuuh, M.A. Ouna je HENOCpeqHO aHTa)KOBaHa HAa 00paaM Marepujaia o
KOjUMa je ped. YIIPKOC 3Hauajy KoJIeKIHje, [1a U BULIECTPYKUM jyOuiejuMa U3 *HUBoTa
" pazma cecrapa JankoBuh, HacTaBak paja Ha OBOM IIPOjEKTy HHje JOOHO Ap)KaBHY
notnopy y 2014. roqunu.
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Toueyu unciuuinyyuonanuzauje eiinoxopeonouje y Cpouju

Wneja ocuuBama Ocexa HApOAHUX Urapa CBaKako je MOTeKIIa
U3 I0TaJalllh-¢ HayuYHEe NHULIMjaTUBE cecTapa JankoBuh, Tj. U3 BUXO-
BUX CAMOCTAJIHUX TEPEHCKHUX UCTPAKMBaba U KAMUTAITHUX ITyOIHKa-
nuja (JankoBuh u Jankosuh 1934, 1937, 1939). [Topen Tora, mruxoBa
LICJIOKYITHA CTHOMY3UKOJIOLIKA H €THOKOPEOJIOLIKA MICA0 (bopMHpa-
Ha je y CKIIaJly ca TajalbiM (QOIKIOPUCTHYKIM METOO0IOTHjaMa 1
nocturayhuma. Te yTumaje 3ama3uinu cy ¥ \UxoBH onorpadu (Hp.
Munanenosuh 1974: 137), a npumeTHH cy U 'y OopMHUpamy TIPBE 3Ba-
HUYHE WHCTUTYIIM]E KOja ce cTapaja O HapOIHUM Urpama.

CBeToHa30p KOjU je OOIMKOBAO €TUYKU OJHOC MpemMa My3Hu-
KOM U TJIECHOM apXanyHOM PypajTHOM HAI[MOHATHOM (OJIKIIOpY, Kao
Y HEOIXOJIHU UCTPAXUBAYKU MPUCTYT MaTepujaiy, cectpe JankoBuh
Cy M3rpaJuiie IPEecBacXOAHO KPO3 yUeHe Of CBOjUX yjaka, €THOJO-
ra Tuxomupa bophesuha (Bumie y JankoBuh 1971) u komno3utopa
1 My3nukor (onkiaopucre Bragumupa Hophesuha (Bume y Janko-
Buh 1956), Ha ynju cy ce Menorpad)CKu paj ITUPEKTHO OCIIAmaIIe
(JankoBuh u JankoBuh 1934: 4). JbyOuna JankoBuh je yka3zuBana Ha
KOMITJIEMEHTAPHOCT y HHUXOBO] 3aMHTEPECOBAHOCTH 32 MY3WYKHU U
urpadku ¢oakimop ca nparehum odnuajuma (Jankovi¢ 1975). KaKo
cy bophesuhu y nyxy cBor BpemeHa Tparand 3a ,,IPUMHTHBHAM
CII0jeBMMa JIOKAJIHE KYJIType, i cecTpe JaHKoBHh Cy Texmuie 3a mpo-
HaJIOXKCHEM Urapa (WM BUXOBUX €JIEMEHATa) KojuMa MPeTH 3a00-
paBibatse. Jlakiie, HHTEpECOBala X je ,,[ipaBa, CHpOBa, HenpepaheHa
Y HECTWJIM30BaHA HapoAHa Wrpa, 0e3 MpuMece OHora IITO HOj, MO
HapOJHOM CXBaTamy, He oaroapa” (JankoBuh u JankoBuh 1934: 4).
[Topen Tora, JbyOunia JankoBuh je om cBOjUX MpeTXOAHUKA Dophe-
Brha mpey3ena v yHanpeauia aHKeTy, Kao CyIITUHCKU BayKaH HCITH-
THUBAYKH MeToj 3a 6a3y nogaraka Onceka HapogHuX urapa (Jokcumo-
suh u Hophesuh 1899; Hophesuh 1907; Jankosuh 1940).

Kao mro je momenyro, cectpe Jatkouh Cy Mparujie U CBET-
CKE Hay4HE TOKOBE CBOT BPEMEHA, I1a Cy Y30p 32 MHCTUTYLHOHAIIN-
3allijy eTHOKOpeosoryje, kojy je JbyOura u ocrapuia, nmpoHamuie
Y JCIaTHOCTH WHOCTPaHNX OpraHW3aliMja HALMOHAIHOr Mpoduia
(JankoBuh u Jankouh 1939: 305-325). HapounTo uxX je moacTaKiIo
Enrnecko apymTBo 3a Hapoany urpy u necmy (English Folk Dance
and Song Society), Oynyhu 1a cy ca leroBHM pajioM YIIO3HATE TPEKO
yuemha Ha KoHTpecy MelyHapoaHor caBeTogaBHOT o700pa 3a Ha-
poxre urpe (International Advisory Folk Dance Council) y JIonnony
1936. rogune.® OBo JpymTBo OAIITHHUIIO je BbuMa OJHCKY HIC]y ca-

6 EHrmecko APYIITBO 3a HAPOAHY MUIPY M MECMy MOTHUe u3 JIPyIITBA 33 CHITIECKY
naponny urpy (English Folk Dance Society), kojeje 1911. roqune ocnoBao Cecu Hlapm
(Cecil Sharp). [TomenyTu MehyHaponHu caBeTonaBHH 0A00p 3a HapoaHe urpe je 1947.
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KyIUbalha U YyBarba Urapa MPETIOCTaBbEHOT apXauvIHOT MOPEKIIa U
HEM3MEHEHOT 00IMKa, Kao U MUCH]y Bpahama Tux apredakara y Ha-
pPOIIHY M3BOhauKy Mpakcy myTeM eaykaldje, KoHpepeHnuja, myomu-
Kallfja ¥ MPUTroAHNX jaBHUX MaHudecranuja (JankoBuh u Jankouh
1939: 306-308). Ipyrum peunma, Jbyoumna JankoBuh nompunena je
CTPYKOBHOM YCTaHOBJbCHY MY3WYKE M IUICCHE (OIKIOPUCTHKE Y
Cpbwuju, y ckilaqy ca Taja akTyesHoM (ha3oM pa3Boja OBE HCTPAKH-
BayKe I'paHe y CBETY.’

Cecrpe JankoBuh cy aKTHBHO y4eCTBOBAJIC M Y HEPOPMATHUM
IUISCHUM €IyKallijcKuM mporpamuMa. JbyOuna Jankouh je Omia
yno3Hata ca jaenarHomhy Mare Mara3unoBuh, Koja je ca CBOjUM
yYeHUIIaMa CIICHCKU TIpeJCTaBJbasia TPBE CTUIM3AILMjEe HApOIHE
urpe y Cpouju (Mmnanenosuh 1974: 137). [lo3naro je u na cy ce-
cTpe JankoBuh opraHM30Bajie y CBOM JIOMY PaaHOHUIIEC MocBeheHe
y4emy HapOJIHUX Urapa, Kao u Aa je JbyOuia aprkaia npenaBama u3
oBe obmactu (1974: 137-138). JbyOuna JankoBuh je mpe HaydHOT
HaMEIITeHha pajuia y MPOCBETH, T€ OTYA MPEIJIO3H O aJIeKBATHO]
UMIUIEMEHTAIUjU U3BOhemha HAPOJHHUX UTapa y IIKOJCKH IpOrpam
(anp. JankoBuh u JankoBuh 1937: 18-24). KacHuje je apkana te-
YajeBe 0 HAPOJAHHUM UTpama, 4eCTO YUUTEJbUMa, O YeMy IOCTOje T0-
nanu y apxuBy Ojiceka HapomHHUX urapa.®

VY cBOjUM KB-HTama Koje Cy M3alluie pe ocHuBama Onceka, Kao
¥ TOKOM H-ETOBOT JieJioBama 10 JIpyror cBeTckor para, cectpe JaH-
koBHh Cy y IpOTpaMCKHM TEKCTOBHMMA yKa3alle Ha 3Hauaj HapOIHUX
urapa u MeToJie IbMXOBOT UyBamba. 3Ha4aj lbUXOBOT HAyYHOT OJHOCA
IpeMa HapOJIHHUM UIpama je y ToMe Ja Tpeda ,,JJo0nu 10 UCTUHE O HhH-
XOBOM TIOCTaHKY, IIOPEKITY U MPEHOIICHY, O pa3HUM yTHIAjUMa TI0]T
KOjuMa Cy ce cTBapaje u pa3pujane” (JankoBuh u Jankosuh 1934: 1).
[IpBu 1sB OWO je 3amucary ,,0pCKy Urpy’, OMHOCHO CavyyBaTH j& OJ1
Memama 1 3a0opana (1934: 4, 6). Y najbeM HaydHOM paay TEKHIIO CE
CCEHIIMjaJTMCTUYKIM 3aKJbydlIuMa 0 (JOPMaTHUM acleKTUMa CaMHX
urapa, BbUXOBUM MOTyhuM cpomHOCTHMA W pa3jiiMKaMa, U TO y BE3U
ca KyaTypHuM KoHTekcToM (JankoBuh m Jankouh 1939: 293). Ilo-
MEHYTO je Jla C€ YyBamy HaApOIHUX Hrapa MOXKE JIOTIPUHETH Ha BUILIC
HAYMHA, & ICTAKHYTa j€ BAYKHOCT OPraHU30BaHOT MY3€jCKOT paja, jep
j€ MpereaHoCT Koja ce luMe 00e30elyje KoprcHa 3a HCTpaKuBaye,

roauHe npepacrao y Melhynaponuu caseT 3a HapoHy My3uky (International Folk Music
Council), koju je u JaHac akTHBaH Kao MelyyHapoHu caBeT 3a TpauIMOHAITHY MYy3HKY
(International Council for Traditional Music). [Topen nyOnukanyja y HajuewheHHjUM
©THOMY3HKOJIOIIKIM YacOIMCHMa, ¥ HA OBaj je HAYMH OdYHTa yKIJbydeHocT JbyOune u
Jlanuiie JankoBuh y caBpeMeHa HayuHa CTPEMJIbCHA.

7O eTHOMY3HKOJIOTHjH IPBE MONOBHHE JBAAECETOr Beka Buiie y Myers 2001.

8  TeuajeBe JbyGuue Jamkosuh mocehmpane cy m Mmwmmna Mmmjun u Onusepa
MutageHnoBuh, Koje cy Ouiie BeoMa akTHBHE Kao ETHOKOPEOJI03H rmociie J[pyror CBETCKOT
para.
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a UICTOBPEMEHO j€ TaKO MPE3CHTOBAaH MaTepHjaj MOjMJbUB U HHTEPE-
caHTaH mupoj nmyonaumy (JankoBuh u Jankosuh 1937: 33).

Ocnusare u pao Oocexa napoonux uzapa y Emnozpagpcrom mysejy
vy Beozpaoy

KoHnauHo, Haropu 3a ouyBarbe HAPOAHMX Urapa pesyITHpaiy
cy ocHuBameM Ojcexa HapoaHUX urapa y ETHorpadckom mysejy y
beorpany, a o momutunu Onceka, najbeM (QYHKIIMOHUCAY, @ TAME U
WHCTUTYIIMOHAIM3AIU]HU eTHOKopeosiorrje y CpOuju, ToBOpe Hero-
B 3BaHMYHM JIOKyMEHTH — ypehusauku u npernenny. Hajsuiue n-
dbopmanija 0 caMoj HHCTUTYIIHOHAIIM3AIU] Y TIpyxa Haypiu 3a pao y
Oticexy Hapoonux uzapa ipu EwinoZpaghckom myzejy y beozpady Be-
pudurosan 10. oktoopa 1939. (Bumetu ciuky 1).° Kako y 10KyMeHTY
CTOjH, OI[CCK j€ OCHOBaH pajiy 3allITUTE ,,HAIIUX CTApUX HAPOIHHUX
urapa”, koje cy nocne IIpBor ¢BeTCKOI para Modele Hawo ja Hec-
Tajy, [I0TOM Pa/Ii PEeryiucama ynorpede HapoHNX Urapa u Ha Kpajy
pazu aJieKkBaTHE TIOIyJIapr3allije OBOT CerMeHTa Hacyieha U HayqHOT
pana o memy (JankoBuh 1939a: 1). Pag Oxnceka 6uo je opraHu3oBaH
y OKBHPY TPH My3€jcKa ojiesbetba: IHCTHTYT 3a Mpoy4yaBame 3eMJbe
¥ Hapona (Ha/JIeKaH 32 HAyYHU U 32 BaCHUTHO-TIPOTIATaHIHU Paj),
Cucremarcka 30upka, M3nox6ena 30upka. [lomTo je obOjammema
HBUXOBHUX HAJUICKHOCTH JaHKOBMhEeBa M3JIOKWIIA CYKIIECUBHO H CY-
MapHO, Ha OBOM MecCTy he oHa OWTH TpynHcaHa OKO HajBayKHH]UX
NpojeKToBaHMX 3aaaTaka Ojceka.

Hayunu pan je y Haypiuy Jbyoune JankoBuh mocTaBibeH Kao
0a3a OaBJbeHa HAPOMHUM Hrpama. [IpHoOpUTETHO je OUII0 CKYTIhbamke
nojlaTaka Be3aHUX 3a: ,,HapOIHE Urpe, HApOIHE MEJOMje 3a HIpE,
HapoJHE MeCMe 3a Urpe, HapoaHe o0HMUaje 3a KOje Cy UIpe Be3aHe,
HapOJHE MHCTPYMEHTE 3a UTPE, HAPOJIHY ONpEMY 3a UTpe, JUTepa-
TYpy O UTrpamMa, Ipyra JOKyMEHTa O HApOTHUM UTrpama (CIUKe, IpTe-
e, TpaBHpe, BajapCcKe PajioBe Ta4HO eTHOrpad)CKU U Kopeorpadcku
u3pahene)”, Ha TepeHy u U3 cekyHaapHux uzBopa (1939a: 3). Hakon
TOTa, YCIEAUIO OM TpOoydYaBame CaKyIJBEHOI MaTepujayia ,,u y KO-
peorpad)CKoM, ¥ 'y My3UYKOM, H Y €THOJIOIIKOM, H Y TICUXOJIOIIKOM,
Uy COIMOJIONIKOM CMHCIIY, M KaKO HOBE MOTpede Oynay 3axreBaie”
(1939a: 3). 3anaxyhu ce mpe cBera 3a M3yuyaBame HE camo 0oOpa-
3alla Kopaka Beh M IUICCHE LeMHE, KPO3 JECKPHIILKJY H KOMIIapa-
yjy, Jbyouiia JankoBuh je pedeHUM Ha4eI0M MOKa3aia ¥ TeHEPaTHy
OTBOPEHOCT Ka METOJIOJIOIIKAM WHOBAaIljamMa, IITO HeH €THOKOPEO-
JIOLIKK OIIyC Be3aH 3a HapoHe urpe norephyje. Hakon oBux Kopaxa,
eTalimpame HOBE NUIUILTUHE 3aXTEBAJIO je M (OPMUPAKE TEPMU-

9 V3 Haypiti cy IPHIOKEHH TPETXOAHH CIMYHI IPEUIO3H MHHHCTAPCTBY IIPOCBETE
1 MuHuCTapcTBy (QU3MUKOT BacIUTama Hapoaa u3 1937. ronune.
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HoJIomIKe ¥ Oubnuorpadceke 6a3e, Kao U U3paay CTaHIAPAM30BAHOT
TepeHckor ynutHuka (1939a: 4).

Y okBUpY Hay4HOT paja, mpenBuheHa je u uzpajaa 6ase mojara-
Ka O CTpyYHalliMa U YMPEKaBambe ca CIIMYHUM YCTAaHOBaMa Y 3eMJbU
u nHocTpaHcTBy. [lopen Tora, y OynmyhHoctu paga Oznceka rianupa-
HY Cy MIMOHUPCKH M KaITUTAITHH 3aJIallH, IOy T 00jaBJbUBabha Pe3yil-
TaTa UCTPAXKHUBaKa, N3/1aBakba CIICINjaIn30BaHOT CTPYYHOT YacOITH-
ca, U3paJie CTAaTUCTUKE O HAPOJIHUM HUTpama U MPUKyIJbamka rpahe 3a
HCTOPH]Yy HApOJHE UTPe M eTHOKopeosoruje y Jyrocmasuju (1939a:

,»,BaCIHTHO-NIPOCBETHH H PETIPE3CHTATUBHO-TIPOTIATaH/IHH PaJ] Ha
HAay4YHO] OCHOBU™ OMO je YCMEpEeH Ha MyOJIUKY y 3€MJbH U Y HHOCTPaH-
ctBy. [ToapasymeBao je npe cBera IpxKambe MpelaBamba, YKIbYUNBAKE Y
3BaHWYHY HACTABY M ITHCAHE MOMYIAPHUX WIaHAKA O HAPOJHUM UTPaMa,
a MOTOM U CKYILJbame T0JIaTaKa O 3aMHTEPECOBAaHUMA 32 HAPOIHE Urpe
U YMpPEeXKaBambe ca CIMYHIM MHCTUTYIIH]jaMa U OHAMA Koje Ou Morvie jia
npomouiy pan Onceka (1939a: 7-13).

Cucremaruzanyjy v Ipe3eHTaluju je y oBoM Haypiuy Jbyouna
JankoBuh mocBeTHIIAa Makbe TTAXKHE Y OHOCY Ha MPBU J1€0 TOKYMEH-
Ta, ITO HE W3HEHaljyje ako ce uMa y BUIY Jia je ’eH paja Ouo mpe-
BACXOJ/IHO HAy4YHOT, a TIOTOM U €JIyKaTUBHOT YCMEpema, allkl U TO Jia
HUje MOIVIa Y MOTITYHOCTH J1a PEJIBUIM CTalbe caMor Marepujaia. To
noTBphyje u cienehu HaBo:

,,3at1o he ce nmpemnoxkernn Haypiu BpeMEHOM IOy EHaBaTH, a paj Mo-
CTETICHO TPOIIMPUBATH. AJIH jeTHO NMa J1a OCTaHE 3ayBeK: HE CaMo
Ja TIpaBar paja Tpeda ja BOJH CBECHOM U IIAHCKOM YyBaby, CUCTe-
MAaTCKOM CKyIUbalby M CBECTPAHOM IIPOy4aBamy HAIINX HAPOIHUX
urapa, Hero IeJIOKyTaH Taj paj Tpeba ma Oyne MmocTaB/beH Ha 03-
OMIBbHY, COTHIHY U OECKOMIIPOMHUCHY Hay4dHY ocHOBY  (1939a: 19).

VYkparko, CucreMarckoM 30MpKOM TUTAHUPAHO j€ IOXPabHBAbEe
U KIacu(UKOBamke Pa3IMUUTHX BpcTa rpalje Be3aHUX 3a HApOIHE
urpe — 30MpKe oIMca urapa, 3amnvca HapoIHHX MeEJOJWja 3a Hrpe,
o0Wyaja y3 uUrpe, HapoJIHUX WHCTPYMEHAaTa M HOIIU BE3aHHX 3a
urpe, pororpaduja u wiycTpamuja urapa u urpada, pernaTpurmoHnX
u Tonorpadckux kapara, punmona. [Topen Tora, y oBy 30upky Omia
Ou yBpIITeHa U OMOIMOTEKA, Kao U 0ase mojaraka o MaHudecTaiuja-
Ma U CTpyYmhalliMa y Be3H ca HapOIHUM UTpamMa U CaMUM UTpadrMa.
Pesynrar Ou npencraBibasie kKapToTeke, ypehene mo a3oydHoM pemy,
npeMa KpUTEPHjyMy JIOKAIUTETA, TEMATCKE CIIMYHOCTH U TaKO JaJbe
(1939a: 14-15). Kana je M3noxbOena 30upka y nuramy, TUIAHUPAHO
je na oHa Ha paznuuuTe HaunHe 3 CucreMarcke KOPUCTH ,,0HO IITO
j€ HajBa)XHH]E€ W HAJTUIIUYHH]E, TT0 MOTYNCTBY M Haj3aHUMJbUBH]E 32
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mupy nyonmuky”’ (1939a: 16). O Tome KOJIMKO je BOJIMIa payyHa O ay-
TEHTUYHOCTH CBEJIOYM CYTeCTH]a Ja je MOXKEJHHO Ja To Oyay KoIuje
u3 apxuBa. JbyOunia JankoBuh je gana u mpeior kako 6u Tpedasio na
U3IJIe/1a hieajHa My3€jcKa MOCTaBKa Be3aHa 3a HapOJHE Urpe: Urpe
ou Tpebaso na Oyay mpencTaB/beHe MIPEKO BU3YSTHUX MpUKa3a (HIIp.
dotorpadujama), koju Ou Ounu nmpaheHu omabpaHOM MY3HKOM (ca
rpamMO(OHCKHUX IJI0Ya) U M3JIarameM ayTeHTHYHE onpeMe (HOIIbE,
PEKBU3UTH, My3UYKU MHCTPYMEHTH), a TpeABUl)eHU Cy U UHTEpaK-
TUBHH IIPOrpaMH y KOjuMa O y4eCTBOBAJIM HAPOJIHU M3BOhadH, Kao
u punmcke npojexuuje (1939a: 17-18).

Hakown Jlpyror cBerckor para, Jbyouru Jankosuh je 6uo moge-
peH 1ieo cektop ETHOrpadckor myseja y beorpany koju ce crapao o
HEeMaTepHjaTHOM KYJITYpHOM Hacel)y, koMe je mpumnao u 10TaJamibu
Opncex HaponHux urapa. Hberosa opranuszanuja Moxe ce BUICTH Y
IIpocpamy paoa y Oodemwery 3a dyxosny kymuypy ca Ouiceyuma: 1)
3a HAPOOHe uzpe U HApOOHY MY3UKY, 2) 34 HAPOOHY KFoUINCEBHOCI,
3) 3a HapoOOHY TUKOBHY YMEWHOCIU U OPHAMEHIWUKY,; 4) 3a HapoOHe
obuuaje u eepy; 5) 3a HapoOHy meduyury, noHeToM 23. Maja 1946.
(Bugetn cnuky 2). Onesbeme je OWIO MPBEHCTBEHO HAYYHOT Ka-
pakTepa, IITO 3HAYW Jla j€ UMaJIo 3a IUJb Ja MPUKYIJba TEPEHCKY
u O6ubnmorpadceky rpal)y, copTupa je y Karajore ¥ J1aJbe KOPHUCTH
y ,,uH(OpPMAaTUBHO-TIPOCBETHOM 3anarky” (1946: 1-2). ¥V nayu-
HOM CMHCITY, H7i€ja je Omia Ja ce MOBEXKY 3Hama O CBUM HApPOIHUM
YMOTBOpHHAMa U J]a C€ CMECTEe y HIMPU KOHTEKCT (IPYyIITBEHH, I'€0-
rpad)CKu, UCTOPUJCKH, TICUXOJIONTKH, TPUBPEIHHI, MUTPAIIMOHH), J1a
CE UCTPAXKU MOPEKIIO HAI[MOHATIHE HApOIHE KYIITYpe U Ja ce poHal)y
yHHUBEp3anuje yHytap we. Crapame 0 HapoAHUM Urpama popMaiHo
j€ MPUKJbYYEHO cTapamy 0 My3UukoM (Goikiopy, a pax Oaceka mo-
JIeJbEH j€ Ha JJIOKYMEHTApHU, CTPYYHHU U HAyYHU, U THPOPMATUBHU U
KYJATYPHO-IIPOCBETHHU. Y OIHOCY HA MPETXOIHU JOKYMEHT, CTPYYHH
Y Hay4yHM paJl MPEeACTaB/beHH Cy cucteMaTnuHuje. McraknyTo je aa
ce ,,buKcupame”’, kKao mpuMapHu 3aaarak Ojceka, U3Boau cienehum
TEXHHMKaMa: MOCMaTpameM, OeIeKeheM, OITMCUBABEM U CHUMAHEM,
a jeJTHaKa Makmba ce mocBehyje KOHTEKCTY ¥ caM0j yMOTBOPUHHU. Tak-
Ba (hyHIaMEHTAIHA MCTPpaKMBamka IUIaHUpaHa Cy Ja Ou omoryhmia
JlaJhba KOMIIapaTHBHA cariieflaBamba UCTOPUJCKUX M KYATYPHHX Be3a
Hapopa (1946: 4).1°

Cucremaruzanuja, JeIaTHOCT U yYMHKOBUTOCT OJiceka y re-
puofay HerocpenHo npen Jlpyru cBeTCKH par U MPBUX PaTHUX TOJMHA
MOTY Ce€ TIPAaTUTU KPpO3 TOAMIIbE HM36ewitaje, xoje je Jbyouna Jan-

10V oBOM cermenTy OUMIIIENHO je ETHOKOPEOIOMmKO monasuite JbyGuie Jankopuh,
Oyayhu 1a je mpBo U HajIeTaJbHUjE IIOMUbAIA UTPE, 8 MY3HKY YKJbYUnBaia y QyHKIHjH
IbUXOBOT pa3MaTpama.
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koBuh mucaja qupekropy Myseja, bopusojy JIpoomaxosuhy.!! ITpe-
Ma TUM JIOKyMeHTHMa (caayBanu cy oHU U3 1939/1940, 1941, 1942,
1943), JankoBuhena je y3 momMoh CIoJbHUX capaJHHUKa IMPOIIUpPHBaIa
Ooubmorpadcko-TepMHUHOIONIKY KapToTeky Onceka, kao u GOHI0-
BE WIIyCcTpalyja, KibUra U Mcedyaka u3 Iramie. Y ckiaay ca Taaa
OrpaHHYeHUM MOTyhHOCTHMa, CIIPOBOAMJIA j€ TEPEHCKAa UCTPaXKH-
Bama (1940), ob6jaBspuBana pagoe y mysejckom [macHuky (JaHko-
Buh 1939a, 1940a, 19400),' paguna Ha 3akoHCKUM akTiMa (Ceeuare
cmotupe /eciuusanu/ napoonux ucapa — Haypiu 3a opeanuzayujy,
3axoncke mepe 3a uysarbe Haute Hapoone ymetunociuu /1940/), a mo-
ceOHo je Ouyta aHTa)KOBaHA y JIp)Kamy jaBHUX NpeaaBama. O npodu-
JUMa aKTUBHOCTH PaTHUX TOJMHA CBelouYe NOKyMeHTH: HaciuasHu
ipozpam 3a ipeomeid Myzejcku pao na Hapoonum uepama 3a My3uu-
Ky akademujy, upema ipocpamy 3a Myzejcku coouwru iueuaj (1942),
Viywiciusa 3a iipedasare u tipumery opckux HapoOHUX uzapa io
wronama (1943), Jouyna HUzeewiuajy 3a Cpiicku KymuypHu iian y
oonocy Ha pad Qoemerva 3a my3uuxku goaxnop u Qiuceka Hapoo-
nux ueapa (1943), Viyuiciusa 3a uysarve Hapoone 0yxoere Kymuype
(1943). Ilopen HaBeaeHUX, IOCTOje U IPYTH CTPATELIKH criuch Oxce-
Ka HapOJIHUX Hrapa Koji OCBETJbaBajy dyTOPUTATHBHY 1O3HLK]Y Jby-
Ouwe JaHkoBHN y €THOKOPOCOJIOTHjH U Iociie JIpyror CBETCKOr para,
a KOju Cy y CKJIaJly ca paHHje pa3MOTpPEeHHUM IocTyinatuma. Pazyme-
Balby OJIHOCA TAJallllbe KYITypHE MOJIUTHKE IpeMa HapOIHUM MWrI-
pama nmoceOHO JompuHOCe: 3awiuuitia HapoOOHUX ucapa u HapooHe
mysuke (1945), Kymuypro-ipocsewinu myzejcku pao: Capaowa ca
paonum macama (1945), Ilojase 00 nayunoZ uninepeca (1946), Ilpo-
YeHa KymypHUX 8peoOHoctuu OOKymeHaiia o unseHimapuma Ouiceka
Hapoouux ueapa, Qdemerva 3a My3udKu oakiop u Apxusa Hapooue
ioesuje (1947).

3akmyuax

OcuuBamem Opcexa HapopHux wurapa npu ErtHorpadckom
My3ejy y beorpany mHCTHTYLMOHAIN30BaHa je €THOKOpeonoruja y
Cp6wuju, a Jbyouna Jankouh je Tome ponpuHena aeduHumyhu Ha-
YYHU IPUCTYT Kao CYyIITUHCKU BakaH. JlokymeHTa u rpaha y apxuBy
My3sukomnomkor nHCTUTYTa CAHY cBenode na je pag Onceka qoHEo
03BaHUYECHE CTPATETH]€ U METOIOJIOTH]E MPAKTUYHOT M TEOPH)CKOT
paja Ha HapOAHUM Wrpama; MpaBJbemke 0a3e MU3BOPHHUX M OMOIHO-
TEUKUX MOoJaTraka O HAPOJHUM WIrpaMa, HapOIHO] MY3HULH, HApOI-

11 [IpBu u3BeIITajM HHKOPTIOPHUPAHH Cy Y JIBA TEKCTA HAMEH-EHA YIIO3HABAKY JABHOCTH
ca pazoM cBux ciryx6u EtHorpadckor myseja y beorpany (Jpo6maxosuh 1939, 1940).
12y tom meprony je y Iacnuky Efinozpagpckoé myseja Texet objamna u Jannma
Jankosuh (1940).
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HUM 00HWYajuMa, TO j€CT O BHXOBHUM KOHKPETHHM pealih3aliyjaMa
U nparehuM acriekTuMa; enyKoBambe O pa3IMuuTHM BUIOBUMA pajia
Ha HApOJHUM WrpaMa; OpPraHWU30BAakE PENPE3CHTATUBHUX jaBHUX
HACTyTa W3Boljaua HApOJHHMX Hrapa; yCIOCTaB/bakhe MPEKE TEPCH-
CKUX CapaJHUKa M CTHOKOPEOJOUIKUX CIEIOCHUKA U3 Pa3TUYUTHX
KpajeBa Hekaaalme Jyrociasuje. Jpyrum peunma, Hanopu Jbyouiie
JankoBuh 3a My3eyMu3aIyjoM HApOJHUX Urapa OWIIK Cy y CKIaay ca
KapaKTepOM MHCTUTYIIH]E KOja MX je MOACTHIIATIA U BPEMEHOM Y KOME
Cy ce oJBHjasId. 3axBajbyjyhul lbeHOM mpernyhy, a moceGHo y mepuo-
ny pana y ETHorpadckom Mys3ejy, cadyBaHH Cy IparolieHd MOAaiu
0 HEKaJalllleM TUIECHOM (OJIKIIOPY M YCTAHOBJHEHH TIOCTYIIATH HC-
TPaXUBAYKOT pajia KOju Cy pepepeHTHH U y CaBPEMEHO] HAy4YHO] —
€THOKOPEOJIOIIKO] ¥ €THOMY3HKOJIOIIKO] TIPAKCH.

¥ ¥

KPA/GEBMHA J¥rOCTABHIA A E“Qj
ETHOI‘PAGJCHM MY3EJ f/ji &
¥
41‘/? n//ﬁf@(hr il K
o Fhen,
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Cnuka 1. HacnoBHa crpana Haypiia 3a pad y Oiticeky HapoOHux uzapa upu
Etwinozpaghckom mysejy y Beozpady, ayrorpad Jbyoune Jankosuh (1939).
Apxus MU CAHY.
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Cnuka 2. HacnoBHa crpana /lpocpama pada y Odemersy 3a OyXo8Hy KyIuypy ca
Oiuceyuma: 1) 3a Hapoone uzpe u HapoOOHy My3uKy, 2) 3a HAPOOHY KFUICEEHOCT,; 3)

30 HAPOOHY TUKOBHY YMEIUHOCHL U OPHAMEHIUUKY,; 4) 3a HapoOHe obuyaje u eepy, 5) 3a
HapoOHy meouyuny, pyxonuc Jbyouue Jankosuh (1946). Apxus MU CAHY.
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Marija Dumni¢ — Danka Laji¢ Mihajlovié¢

INSTITUTIONALIZATION OF ETHNOCHOREOLOGY
IN SERBIA: THE LEGACY OF LJUBICA JANKOVIC
AT THE INSTITUTE OF MUSICOLOGY SASA

(Summary)

Since 1964, the Institute of Musicology of the Serbian Academy of Sciences
and Arts has been cherishing the official archive of the academician Ljubica
Jankovi¢, ethnochoreologist, which originates from her service at the Ethnographic
Museum in Belgrade (1939—1951). The legacy contains documentation about the
activity of the Folk Dance Section of the Ethnographic Museum in Belgrade, and
extensive data on folk dances in Yugoslavia from the first half of the twentieth
century. This paper presents part of the archival documentation relating to
the establishment and activity of the Folk Dance Section. It was the first state
institution to collect primary and secondary research sources relating to folk
dance structure and to the social context of a rural dance practice. Apart from
that, it was the institution for education on folk dance preservation and staging.
The focus of the paper is on the fundamental documents of ethnochoreological
cultural and research policy in Serbia, manuscripts The Draft for Work at the Folk
Dance Section of the Ethnographic Museum in Belgrade [Haypii 3a pao y Oiu-
ceky Hapoonux uzapa tpu Etnocpagcrom mysejy y beocpady] (1939) and The
Program for Work at the Department for Intangible Culture with the Sections: 1)
Folk Dances and Folk Music; 2) Folk Literature, 3) Folk Art and Ornamentation;
4) Folk Customs and Religion; 5) Folk Medicine [IIpocpam pada y Odemery 3a
oyxoeny xymuypy ca Oiticeyuma: 1) 3a HapoOHe ucpe u HAPOOHY MY3UKY, 2) 3d
HAPOOHY KIbUIHCEBHOCI, 3) 30 HAPOOHY TUKOBHY YMEIUHOCH U OPHAMEHIUUKY, 4) 3a
Hapooue obuuaje u eepy, 5) 3a HapooHy meouyuny] (1946). The aim of this study
is to contribute to the history of ethnochoreology in Serbia by introducing the ideas
of Ljubica Jankovi¢ concerning folk dance research and preservation strategies
because of their importance for the interpretation of numerous ethnochoreological
and ethnomusicological theoretical and analytical results, mostly achieved
in cooperation with her sister, Danica Jankovi¢. In addition, we indicate the
applicability of the first official ethnochoreological ideas for current folk dance
research in Serbia.

IIpmmibeno 18. 6. 2014.

[puxgaheno 3a mrammy 24. 9. 2014.
OpurnHaaIH{ Hay4YHU paj
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Jlerar cecrapa Jankosuh y Hapoanoj 6mbaunorenu
CpOuje*

Muaznena [Ipenuh'
Etnorpadcku nncturyr CAHY (Beorpan)

Ancrpakr

Cectpe Jbyouma (1894—1974) u lanuna C. JankoBuh (1898-1960) Oune cy Be-
OoMa MCTaKHYTE JIMYHOCTH CBOT 100a y KyJITYpHOM M Hay4yHOM XHMBOTY beorpana
n Cpbuje, 0IHOCHO Tajallmke JyrociaBhje, a HBUXOB paj, Ipe cBera y o0iacTu
€THOKOpEeoJIoTHje, OMo je 3amakeH W 3HavajaH M BaH TPAHUIA TaJalllibe 3eMJIbE.
Hajsehu neo muxoBor Jierara 3aBeuirat je recramentom u3 1971. HaponHoj 6u6-
muotenu Cpouje, k0joj je npeaar 1976. rogune. Jlerat o0yxBara u pyKomuce Apy-
I'MX 4JIaHOBa OBE M3Y3€THE MTOPOJIHIIE, OJ] KOjUX j€ HAjIIO3HATH]H €THOJIOT THXOMUP
P. Bophesuh. Ose, 2014. ronune, OTIIOYEO je paJ Ha CTPYYHO] M OMOIMOTEUKO]
o0pau OBOT Jierara, Kako OW OH MOCTA0 JOCTYIIaH CBHMa KOjU CY 3aMHTEPECOBaHU
3a UCTPaKMBamba y OBOj OOIACTH.

Kibyune peun
nerary, Jbyouna C. Jankosuh (1894-1974), lanuna C. Jankosuh (1898-1960),
Hapomna 6ubnmorexa Cpowuje.

3aociiaswiuuna iiopoouya Bopheeuh u Jankosuh y Hapoonoj 6uo-
nuouteyu Cpouje

5X

Cruxka 1. Kono y Bpamckoj 6amu 1925. ronune. Kono Boau lanuna Jankosuh, a Jby-
Ouna je yetBpTa, y 6enoj xaseuun. ®oun Hapoaune 6ubmuoreke Cpouje, cura. LIDF
272; Apxus EtHorpadckor nncturyra CAHY.

#* OBaj TEKCT je pe3yarar paja Ha npojekry OH177027, koju dunancupa Munucrap-
CTBO TIPOCBETE, HAYKE U TEXHOJIOMIKOT pa3Boja Pemybnuke Cpouje.
1 Mladena.Prelic@ei.sanu.ac.rs
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Unanosu nopoauiia bophesuh u JankoBuh, unju cy mocieamu
n3naHak omie cectpe Jbyouna u lanuna Jankouh, Beoma cy 3Ha4ajHe
JUYHOCTH y HAYYHOM W KynTypHOM xuBoTy CpOuje. Hajno3Haruju u
Haj3Ha4ajHUju Mehy muMa je cBakako Tuxomup P. Hophesuh (1868—
1944), eTHosnor U mpodecop YHUBEP3UTETA, jelaH O yTeMeJbuBada
eTHosoruje kao Hayke y Cpouju. tberor 6par Bnagumup P. Bophesuh
(1869-1938) 6mo je kommo3uTop, my3ukosor u Mmeinorpad. Cecrpa
Hparuma — JIpara Ct. Jankosuh, pol). Bophesuh (1872—-1963) 6aBuna
ce kmmkeBromihy.” hbene nse khepu Jbyouna u Jlanuma C. Jankosuh
cMarpajy ce OCHHUBaYMMa eTHoKopeosoruje y CpOuju, a mopen Tora cy
ce OaBwie U (HOJKIOPUCTUKOM, KEbHKEBHUM MPEBONEHEM, KEbHKEB-
HOM HMCTOpHjOM M mucameM. W oram cectapa JankoBuh, CtaHucia
(1869-1962), octaBuo je BpenHe ayroonorpadceke 3anuce. Kao u Jby-
ouma Jankosuh, Tuxomup u Bragumup bHophesuh cy Ounu uinanosu
Cprcke akagemuje Hayka U yMeTrHocTH. Hajpehu neo muxoBe 3aoc-
TaBIITHHE HaJla3u ce naHac y Haponnoj 6ubmmorenu Cpouje, kojoj je
MpeaBaH TOKOM BHIILIE TOAMHA, Y ieproay oa 1946. no 1976. ronune.

[IpBU Benukw Jierar Koju je 3aBeIITaH oIl 3a )KUBOTA Jieraropa
ouna je oubmmoreka Tuxomupa bophesuha.’ Hberosa cectpa [pa-
ra je ocTBapwiia Ty JKeJby IOCJE HBeroBe cMpTH. Jlerar, koju 6poju
11506 nacnosa, mpexar je 13. jyma 1946. romune.* 3atum cy, 1. jyna
1954. ronune, Jbyouna, Jlanuma u para JankoBuh mokJIoHUIE 11€-
nokynHy npenucky Tuxommpa Dophesuha, kojy je mpeTxomHo oH
caM rpersenao u ogabpao oHo mTo Tpeba Ja ce cauyBa, a Jbyouia u
Jlanuna JankoBuh Cy je 1o ’erOBUM HAJ30POM Cpeauie 1o a30yd-
HOM peny. Ilocne weroBe cMpTu OHE Cy HalpaBWJIE U MOMHUC CBUX
OBHX JIOKYMEHara M yCTaHOBWJIE Ja WX MMa YKynHo 6367 Ha 8946
muctoBa (Kuhouh 1960: 220, npema 3apaBkoBuh 1992: 1). Ocum
ToTa, cectpe JaHkoBUh Cy CBOjy pyKOmHUCHY rpal)y mokiamane Cyk-
necuBHO Haponnoj oubmmoteru 1950, 1961. u 1966. ronune. Oamax
1o npujemy, rpaha je npernenana, kiacupukoBaHa 1 HHBEHTapUCaHa
(ucto, 2). [lonesbena je y 4eTupu rpyre:

2 Nlpara Cr. Jaukosul ce 11e710r JKUBOTA GABHIIA IIACAIHEM, a 00jaBIIIA j€ CAMO IPHITOBETKY
Jeya (JankoBuh 1928). Y BeHOj pyKOITUCHOj 320CTABIITHHH OCTAJIO j& BUILIC IPUITOBE/IAKA
U jenad pomat, Mahuja, xoju je Hanucana 3ajeqHo ca khepkom JlaHuIoMm.

[Tomrro je y mecroanpuickoM 6oMbapaoBamy Telko crpaaana Haponna oubnmuorexka,

BHIIIC [IO3HATUX MHTEJICKTyaJalla je jOII TOKOM para MOoYesio Jia IOMaXKe BeHY OOHOBY
JIOHaLUjaMa U3 cBOjUX nuHUX Oubmuoreka. To je moacraxiio u Tuxomupa Hophesuha
Jla CBOjy Oorary OHOIMOTEKyY 3aBelliTa yIpaBo OBOj YCTAHOBH (0Baj MojaTak je 1o0HujeH
y HBC).
4 Opa 6ubmmorexa — Jlerar Tuxomupa Bophepnha — uysa ce y noce6HOj IpOCTOPHjU 1
MMa cBOj oceOaH HHBEHTAp M JIMCHU Katasor (3apaskoBuh 1992: 1). ¥ neuemopy 2013.
VYnpasuu onbop Hapoane 6ubnuoreke CpOuje Ha OCHOBY 3aKOHA O Cliapoj u peiiKoj
oubnuoiteuroj cpahu noreo je OfIyKy o yrBphuBamy crape 1 peTke 6ubiauoreuxe rpahe
3a KyJITYpHO J00pO O/ BEJIMKOT 3Hauaja, y Kojy je, Mel)y nBanecer yierata u OHOIHoTeKa
LenuHa, yBpetro u oudnuorexy Tuxomupa P. Hophesuha (Omryka 2014: 53).
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1. Nanuma C. JaukoBuh, Jpacyiuun J. Unuh (He00jaBbEeHO).

2. I'paba o xkwuBOTY U paxy nok. mpod. Tuxomupa Bophesuha,
npodecopa yHUBEp3UTETa M aKaJeMHKa, €THOJOra, (OJIKIOPHUCTE,
KyJATYPHOT HCTOpUYapa, COLMOJIOTA U MY3HKOJIOTa.

3. IIlpenymepantu. [logarke npuxkynuna 1913. rogune y Ha-
ponHoj ombnuorenn y beorpany Jbyoumna C. JankoBuh, cBpiieHH
marypant. Ca JlonaTkom nojaraka o nmpeHyMepaHTHMa Koje je Mpu-
kymuo T. P. bophesuh.®

4. I'paba o xwuBoty u pany Jlanune C. JankoBuh u Jbyoune C.
JankoBuh (ucto, naswe).

Oga rpaha je mocTyrHa KOpUCHUIIMMA OUOIHOTEKE.’

ITo »xespu cectapa JankoBuh, mocie cmptu JbyOurie Jankouh
3. maja 1974. ronuHe, MOCIEIBET YiaHa OBE M3y3€THE MOPOIHUIIE,
IbUXOBA 1IEJIOKYITHA MPEoCcTalla 3a0CTaBIITHHA je npenara HapoaHoj
oubmuorern CpOuje Kao HHUXOBOM YHHBEP3aIHOM HACACTHHKY.! Y
0] ce, Ope]] 3a0CTaBIITUHE cecTapa JaHkoBuh Hasla3e u pyKOMHUCH
JIpyrux, Beh MOMEHYTHX YIaHOBA BUXOBE MOPOIUIIE. 3a0CTABILITHHA
obOyxBara u ¢gororpaduje, mucmMa, KibUre ¥ HEKe MpeaMeTe. 300T Be-
JIUKOT TIPWJIMBA T€ BpcTe Tpahe u oObuma rmocia Koju UMa HeBeJIMKa
exurna 3anocieHux y Onespemy noceOHux (GoHI0Ba, JeTa/baH OMUC
u curHupame rpahe Jlerara cecrapa JankoBuh® HECy joIn M3BpIIE-
HU, TIa OHA jOII yBEK HHj€ JOCTYIHAa KOPUCHUIIMMA, Ca U3Y3€TKOM
OHOTa IITO j€ MPETXOIHO OMEHYTO.

Teciuameniu Jbyouye Janxosuh

Tecrament JbyOune JankoBuh HacnoBibeH ka0 Moja tiocriedrwa
60/ba CaM TI0 C€0H j& 3aHUMIBUBO CBEJIOYAHCTBO O JIETaTOPUMA U HhH-
XOBO]j 320CTABIUTHHM; JElaH HEroB NPUMEpak uyBa ce JaHac y Ha-
poaHOj OrubNHOTENH K0 JOKYMEHT Ha OCHOBY Kojer je bubnmnoreka
U nocrasna HacieqHuk Jlerara. M3 mera Hajupe ca3HajeMo Ja je mpBa
Bep3Hja TeCTaMeHTa HacTasa jorn 1962. ronune, anu aa je 1971. mo-
paja OMTH TIPOMEHEHA, Hajupe 300T Tora IITO Cy Yy MehyBpemeny,
1962. u 1963. rogune npemunyau poautesbu Jbyoune (u Jlanuie)

5 OBo je pan koju je Jannua Jaukosuh ypammma 1927. 3a cBoj mpoheCOPCKH HCITHT,
koju je monarana 1928. rogune (Bugeru 3xpaskosuh 1992: 3).

OBy rpaly unHe CIIMCKOBM IPEeHyMepaHaTa CPIICKUX KIbUIa, alMaHaxa U KajeHaapa
o0jaBsbenux of 1815-1840. ronuHe, OHAKO KaKO Cy HaBEAEHH Y KIbUIaMa, OAHOCHO 110
MeCTI/IMa cTaHoBama. OBaKBH MOJAIM Cy BEOMa 3HAUajHH 3a KyITypHY HCTOPH]Y.

7 Tpaba je curaupana xao P 106, P 393, P 478 u P 562.

OcraBHHCKa paclpaBa je 3aBpllIeHa 26 9.1976. ronune y Tpehem onIITUHCKOM Cyay
g/ Beorpany, mocie vera je bubnuoreka npeysena oBy 3aocrasiituny (Pemieme 1976: 1).

CBojy 3aoctaBmTuHy JbyOuua JankoBuh y cBoM TecrameHTy Haszusa Cilomen
30upka cectiapa Jankosuh, 10 HA3UBOM IO/l KOjUM je OHa Ouia 3amTuheHa of CTpaHe
PenyGnuakor 3aBojia 3a 3allITHTY CIIOMEHHKA KYyJIType, 0k ce y Hapomnoj Gubmuorenn
CpOuje oHa 1o paBuITy, Kao u Apyre 30MpKe 0Be BpcTe, Ha3uBa Jle2aiu ceciiapa Jankosuh.
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JankoBwuh, a 3atuMm 1 300r TOra IITO je OHA Omia mpuHyheHa na ce
1970. ronune ncenu u3 cBoje nopoaudHe kyhe y INonpumckoj 4, koja
je Ouna npenBuheHa 3a pymieme, Hako je MPEeTX0AHO Ouia cTaBJbeHA
O[] 3aIUTUTY ApxaBe. Trume ce OUTHO M3MEHUJIA U CUTYyalllja Be3aHa
3a 3aoctaBmTHHY. MHave, u y npBoM tectamenty je HbC HaBenmena

KaO YHUBEpP3aJIHU HACJIICAHHUK OBC 3a0CTaBIITUHEC.
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,,CBOj OCHOBHH TeCTaMEHT Hammucaja caM Ioj Ha3uBoM Moj TecTa-
MEHT jomI 5. HoBeMOpa 1962. roguHe y Tpu IpUMeEpKa, O KOjHX caM
jeman mpenana Ha dyBame Il OmmrHCKOM (panuje CpeckoM) Cymy
(ITm 72/63 on 3. jyna 1963. roxn. P. 642/63), npyru HapomHoj 6ubmm-
orenn y beorpany kao cBomMe yHHUBEP3aJIHOM HACICIOHUKY, TOK CaM
Tpehu mpumepak 3aaprkana 3a cede.

[Tocie Tora, Memene Cy ce MHOTE€ OKOJIHOCTH M YHFCHUIIE KOje Cy
3axTeBaje MOXK/Ia U I0MyHaBamke TOMEHYTOT MOTa OCHOBHOT TeCTa-
MeHTa. Tako cam M3ryOmiIa mpBO OIla Ia OHJA MajKy KOjU Cy OWIn
oOyxBahenn TiM MojuM TecTaMEHTOM. A HapOYHWTO C€ MEmalla CH-
Tyalja ca MOjOM OWBIIOM TIOPOAWYHOM 3rpagoMm y [lompumckoj
4 (cama PammBoja Kopaha ynmma). Ta 3rpama xojy cam Haciemuia
on ceora nok. orja Cranucnasa C. JankoBuha, eH3nonepa, ouna je
— Ha npemior nok. Mmiopana [lannha Cypena — 3amTnhena kao
CHOMEHHK KyJIType, U3 pasjiora IITo ¢y y TOj 3rpajau MEecTOpo Ha-
YUHHX, KIbIDKEBHUX U KYATYPHHUX PAJHMKA, WIAHOBH HAIIe TTOPOIH-
1Ie ¥ HajOonmKe ponOnHe, )KUBEIU W PAAWiId, WIK Ha JAPYTH Ha4nH
OWIIM TECHO BE3aHW 3a IbY, M IITO C€ Y 0] UyBalsla ’bUX0Ba HAayJHa,
KIbIDKEBHA M KYJITYPHA 320CTaBIITHHA. Tako je oBa Moja 3amTrhena
MOpOIMYHa 3rpajia moj Has3uBoM Jlom cecrapa JankoBuh, 6uma u pe-
rEcTpoBaHa mox Opojem 234, u yKmIkeHa. Mel)yTuM, Ha Tpakeme
npaBoOpannona ck. ommruHe Bpadap om 18. VII 1969. rpancku
3aBoJ 3a 3aIITHTY CIIOMEHHKA KyJIType JBa IyTa je TOKYIIaBao Ja
CKHMHE 3aIlITUTy Ca MOje TIOMEHYTE TIOPOJUYHE 3rpaJie, a YMECTO e
na 3amTuTi camo CriomeH 30MpKy cectapa JankoBuh — Hall HAayYHH,
KIBIDKEBHH U KyNTYpHH (OHA. Y TOHOBJBEHOM MOCTYIKY OWMIIO je
Haj3ax oMoryheno OIIITHHN Ja MyHEBUTO EKCIIPOIPHIIE TBPAO U
TemesbHO 3uaanu Jlom cecrapa Jankosuh, u f1a ra cpymm ga ou ce
Ha HETOBO MECTO TOJHIIa cTaMOeHa BUIIECTIpaTHHIIA. Ja caMm mpe-
ceJpeHa ca 3amTrheroM criomeH-30upkoM 18. 1 19. memem6pa 1970.
ronuHe y MHOTO Mamu cTaH y CB. Case 26/1, 2, rie u caja cTaHyjeM.
Tpu roguHe Moje ctapocTu ctpaheHe cy Ha OBe Tp3aBuIle, 6opOy na
ce He CelMM, U Ha oBe npoMeHe. OJ1 cBera HajBHIIIE JKaJIUM JIparolie-
HO BpeMe KOje caM N3ry0miia y cBeMy TOME Ha JIOBPIIaBAHE BETMKHX
3anoueTnx pagosa: IX kmure Hapoanux urapa, kojy caMm modesna ja
IIpUIpeMam ca cBojoM mok. cectpoM Jlanumom C. Jankosuh; 3aTnm,
jenHe 30MpKe CPICKUX HAPOJHMX WTrapa Ha EHIJICCKOM; Haj3a, Teo-
pujcke kibure OCHOBHY MPUHIUITN €THOKOPEOJIOTH]€, KOja CTO TAKO
Tpeba 1a ce 00jaBu Ha eHIIIeckoM je3uky.” (JamkoBmh 1971: 1-2).

IIpernocrasiba ce 11a je y npBoMm TectameHTy Jbyouna Janko-
Buh nmiaHupana aa ce 6ap jenaH aeo 3a0CTaBLUITHHE 3apXKH Yy Camoj
kyhu, xoja Ou, mox HazuBoM Jom ceciiapa Jankoseuh, MOX/a Tako
rocraja jejHa BpcTa HOPOAUYHOT My3€ja.
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3aHuMJbHUBO je M Kako JbyOuna JankoBuh HaBOIM KO Cy CBe
TBOPITH, OJJHOCHO ayTOPH PYKOITUCHE 3a0CTABIITHHE KOJy IMOKJIAmba.

,ecT aytopa Tux pamosa HaBoxuM: 1) I-p Tuxomup Dophesuh,
npodecop yHuBepsutera y beorpany u akajieMHK, €THOJIOT, KYITyp-
HU UCTOpHUYap, OATKAHOJIOT, COLMOJIOT ¥ My3€eoJorT; - 2) Bragumup
P. Bophesuh, xommo3uTop, merorpad, OpraHoIor, ETHOMY3HUKOIOT,
6mo-Onbamorpad, My3HUKHA TEOpPETHYAp W MENaror, TUPUTEHT; - 3)
Hpara C. Jaaxosuh, pol). Bophesuh, Harpaljenn mucam Ha KOHKYpCY
YMEeTHHYKOT ofieJberha MuHucTapceTsa npasne 1927. ronune 3a mpu-
moBeTKy Jeya (m3mame C.b. [[BujanoBuha), mrcart u Ipyrux npumo-
BeIaka, poMaHa, Memoapa; - 4) Cranncias C. Jaukosuh, med Kon-
TpoJie mpuxoaa MUHHCTapCTBA MOIITa y EH3WJU U NTHCAll MEMOoapa;
- 5) Jbybumna C. JaakoBuh, mpodecop — kycroc ETHOTpadckor myseja
y beorpany, y nemsuju, nommcau wiad CAHY u pa3HHX HHOCTpaHUX
n Mel)yHapoIHUX HaydYHUX yCTaHOBA, CABETOJIABHU EKCIIEPT, IoJac-
HY YIaH U CII, TINCAll KIbUTe M3 cll08eHauke KrbudiceaHOCU 1 IPYTHX
panoBa U3 Te 00JIacTH, U3 YMETHOCTH UIPE, METOJICKO IEAArOMIKIX
YIlaHaKa, PajioBa M3 €THOKOPEOJOTHje W E€THOMY3HKOJOTHje, TBO-
pan Cucrema cecrapa JankoBuh 3a Oenekeme, OMUCHBAKE U TIPO-
y4aBame HapomHuX urapa; - 6) Jlanmma C. Janxosuh, mpodecop —
6mbmuorekap, Menorpad), ETHOMY3HUKOJIOT M €THOKOPEOJIOT, TBOPAIl
rpadukoHa 0 )eHOMEHY apUTMUYHO Y PUTMHUYHOM M HaYMHA TIpOpa-
YyHaBamba NEPHOJUIHUX CHHXPOHHU3AIN]ja OPCKE UTPE U MENOANjE y
MIOMEHYTOM (DEeHOMEHY, ITHCcall pa3HUX APYTUX PajioBa O HAPOIHUM
Urpama, o KibHKeBHOCTH, OMOIMOTEKapCTBY, TPEBOAMIIALL Ca CHITIEC-
Kor u (paniryckor jesuka” (1971: 3-4).

Haponnoj oubnunorenn Cpouje Jbyouna JankoBuh octaBsba
TECTaMEHTOM M ayTOpCKa IIpaBa CBUX IIECT HABEJACHUX WIaHOBA
Mopoaulle, y3 Mpeln3Ha yIyTCTBa O TOME IIITa C€ U KaKo uMa Iyo-
JIMKOBATH. 3a €THOKOPEOJIOTe MOXKE OUTH O] 3Havaja M J1a je y ca-
MoM TecTtameHTy JbyOuna JankoBuh Tpakuia ja ce Urpe Koje cy
OHa U IbEeHA CecTpa MPUKyNuiIe U 3abesie’kuiie CBOJUM OpUTHHAII-
HUM CHCTEMOM HE€ CMejy HHUKaKO MpeBoauTH Ha JIabaHOB cucrem.
Omna kaxe:

»~Heka ce He n03BONM IpeBolerme HAIIMX OIMCA Urapa ca Haler
cuctema Ha JlabaHOB cuCTeM, WM KOjH IIPYTH, jep je Hall aHaIH-
TUYHO-CHHTETHYHHU CHCTEM, KOjU C€ CACTOjH IPETEeKHO W3 PeUH,
€JTaCTUYHUjH, jeIHOCTaBHU)U U TaYaH IOIMITO Ce OCIakha Ha MaTeMa-
THYKe Hayke (oOpasarl, aHaim3a, CHHTE3a), T0K je JlabaHOB cucTteMm,
KOjH C€ CacToju camo off CMMOOIa, KPyT, HE OAroBapa MpHUPOAN U
KapakTepy HAIMX HapOJHMX MIrapa M Ipelama KOjH JKUBH Y CTBa-

278



Muanena [penuh Jlerar cecrapa JaukoBuh y Haponaoj Oubnuorenm...

pasladKoM HpOIECy M KOje C€ MEba; y3 TO je BeoMa KOMIUIMKOBAH
Te HEMa MPAKTHYHE BPEIHOCTH, a HUje HU 3a HAYYHU HCTOPH]CKH,
ETHOJIOMIKA M €THOKOpeoJowku pai. Ilpu tome, n Jlabanosa Tep-
MHHOJIOTH]a, CTBapaHa 3a 0aleTCKy TEXHUKY, TPEACTaBIba OIACHOCT
32 HApOJIHH CTHJI M TEXHHKY, KOjU OM c€ BPEMEHOM IPEHHAYMIH Y
0ajyer M MocTany ONIITE MECTO U KOHBEHIIMOHAIIHU TOBOP WUIpe HE
camo Ha ecTpanu Hero u 'y Hapoxy™ (1971: 8).

VY npyrom zeiy cBor TectamenTa, JbyOuna JankoBuh Hamemyje
ozfpeheHe cyme HOBIIA 3a oceOHe Jierare y pa3HUM yctaHoBama (Ha-
poaHo no3opuiire, Akajgemuja apamckux ymerHoctu, CAHY utn.),
aJll Kako Cy/ KOHCTaTyje y Cy/ACKOM pellery, M3IVIeAa a HOBYaHA
CpezcTBa HUCY IpoHal)eHa 3a CBaKM O] bUX, TAKO Jla CBE T€ 3aMHUCIU
HHUCY MOIJIe OMTH OCTBAapeHE OHAKO Kako je jeratop 3amuciuo (Pe-
meme 1976: 1-3).

Crapame 0 NOpoANYHOj TPOOHUIIM Y KOJOj Cy CaXpameHU CBU
YJIJaHOBU MOPOJMIIE TOMEHYTH Kao ayTopH 3aocTaBuITHHE JbybOuia
JankoBuh Takohe je mosepuia Haponnoj 6ubnuorenu Cpbuje (Jan-
koBuh 1971:9).1°

Jlezaiu ceciuapa Jankosuh: cadawrve ciiarse u ipojexaii ciupyune
obpaode

Kao mrto je Beh momenyTo, ¢ 003UpOM Ha BETMKU OOMM IOCIa
H pesaTHBHO Male kanauutere Onesbersa nocebnnx donnosa HBC,
Jlecawu cectuapa Jankosuli joul yBeK HHUje y MOTIYHOCTH oOpaheH.
Ilomak y TOM mpaBily Y4MHHO je [Pe METHACCTaK I'OJMHA CIOJbHH
capajHik bubnunoreke, JbyGoapar O6poBauky, KOju je OKBUPHO pas-
BPCTA0 U JCIMMHUYHO, Ma/ia He [IeTaJbHO, TIONMHUCAO jelaH 1eo Gona
Jlerara." Taj neo ce manac Hamaszu y 251 Qacuukim, 0K je mperie-
Jlarbe, pa3sBPCTaBatbe U MOMHUCHBABE peocTane 22 KyThje OTIOYeI0
Kao npsa (asa npojexra crpyuHe obpane Jlelauia cecuiapa Janko-
suh. IIpojekat, koju je mpuxBaheH of] cTpaHe cTpyyHHX Tena bubnuo-
Teke, onsujahe ce y mepuony 2014-2016. roquna. Lenokynuy rpahy
pykonucHOr (oHIa je MOoTPeOHO Nperielar, JeTa/bHO IONKUCATH,
CHCTEMaTHU30BaTH, MPOLIEHUTH HEH 3Ha4yaj] U BPEJHOCT M KaTajolll-
KU je oOpanutu u curHuparu. CriojbHe capaJHHIe, KOje pyKOBOJE
CTpy4YHOM 00pasioM pyKonuca jierata cecrapa JankoBuh y capaamu
ca 6ubnuorexkapuma HBC cy Muanena [Ipenuh, etHosor, BuM Ha-
yunu capagauk Etnorpadckor unctutyra CAHY u Cenena Paxo-
yeBuh, eTHOKopeosor, 1oneHT dakynarera My3UudKke yMETHOCTH YHH-

10 I'po6muma mopomwua Hophernh u Jaukosuh Hanasu ce na HoBom rpo6iby, mapiuena
Zi op. 87, pen 111
l'[o;[aTaK no6ujen y HBC. Bugeru nu O6posauxu 2000.
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Bep3uTeTa ymeTHOCTH y beorpany. One he umatu cTpydHy noapIiky
capajiHiKa Koju pane Ha Onesbewmy moceOHux (onmoBa Hapomne
oubmmoreke Cpouje, kojuM pykoBoau Onusepa Credanopuh.

Ha ocHOBY nocananimer npeTMMIHAPHOT | HETTOTITYHOT YBHU 1A
y canpxaj GoHma, He Apkehu ce joir yBeKk OUOIMOTEKapCKUX CTaH-
Aappa, Oynyhu zia je pan tex y mo4etHoj dasu, Moxe ce pehu na cey
J10 cajia MPErIe/laHo] PyKOIIMCHO]j Ipali, MPBEHCTBEHO OHOj Koja ce
oaHocH Ha cectpe Jankosuh, usasajajy cnezaehe uenune:

1) Pykornucu HayyHHX pajioBa — KOHIICNITH, BApUjaHTe, PalHE U
¢duHanHe Bep3uje. Koiarnko ce MOIIIo yCTAaHOBHUTH MTPBUM IMPEIVICAOM, Y
HajBehem Opojy ciydajeBa pajau ce 0 00jaBJbeHUM pajioBuMa. Benuku
neo 3aocrapmtuHe Jbyoune n Jlanune JankoBuh npencraBiba rpaha
3a pyKoIuce U Bapujante pykonuca Hapoonux uzapa 1-VIII, koje cy
nybnnkoBane 1934-1964, kao u Apyru pyKONMCH U3 00JACTH €THO-
kopeosoruje. Hahen je u Heo6jaBbenu pykonuc IX kmure Hapoornux
uzapa."

2) Tepencka rpaha (TepeHcke OenexHUIlE, TEPSHCKH JTHEBHU-
1y, uire; menorpadcka U eTHOKOpEosomKa rpaha / HOTHH 3aIucH,
Kopeorpaduje GenekeHe mo cuctemy cecrapa Jankosuh.'

3) YnuTHUIM 3a TEPEHCKHU pajJl U CTPyYHA YIIYTCTBA 3a paj ca
YIUTHUIMA.

4) N360p 13 miramiie, pe cBera Ha TeMy HapOIHUX Urapa.

5) TexcToBu mpenaBama (HAy9HHX W HAYYHOIIOMYJIAPHUX) —
KOHIICNITH, BapHujaHTe, PUHATHE BEp3Hje PyKOIHUCa.

6) [lenaromku U CTpyuyHH MaTepujaid 3a kopeorpade u Kyi-
TYpHO-YMETHHYKA JIPYIITBA.

7) N3Bonu u3 nuteparype (3a Kopuiiheme y HayqYHOM paiy).

8) bubnuorpaduje — remarcke, ombauorpaduje pagosa uia-
HOBa noponuiie ‘bopheruh u Jankouh u 6udIMOrpaduje HUXOBUX
kyhHUX OMOIHMOTEKA.

12 Ha penmroBarmy oBor BaskHOT pyKomuca cectapa JaHkoBuh H HEroBoj IPHIPEMH 3a
wrramiy Beh je mouena aa paxu gou. ap Cenena Pakouesuh.

O TepeHckoj Tpahu Kojy Cy mpuKynmie cectpe JaHKoBHh HHXOBa y4YCHHIA U
capagauia Munnna WMnujun Genexu cneaehe: ,,Y npBom peny To je orpomHa rpaha
CaKyIUbeHa Ha TEpPEeHY U3 CBUX KpajeBa Halle 3emJibe. [paha (ukcupana y jeaHoM
HCTOPUJCKOM MOMEHTY KOja JaHAIlllbUM CaKyllJbauuMa HHje BHIIE JOCTYITHA.
3abenesxeHr 00MYajH KOjH TpaTe HApOIHY UTPY, HAPOIHO €CTETCKO CXBATAKkE U MEpHUIIa
0 JJ03BOJbEHOM U HEJI03BOJBEHOM y M3paxajy U ApiKamy y KOIy, Ka0 U BEIUKU Opoj
(uKcHpaHUX HapOIHHUX Wrapa M Meionuja (camo 30upka Hapoowne uzpe canpxu OKO
900, mox ykymaH Opoj cajpkaH My pajoBHMa BaH 30upke u3Hocu 10 1000 urapa u
MeJ‘IOI[I/I_]a) NPE/ICTaB/bajy HENPOLCHHBY Ipaby 3a 1ajbe NpoyYaBame U yTBphuBare
Pa3BOJHOT ITyTa Halle OpCKe TPaJWlMje W MPOMEHa Koje IOHOCE HOBAa BpEeMeHa U
yCIIOBH JKMBOTa HapenHux reHepanuja” (Mnmjun 1974: 142-143). YV uurtupanom
TEKCTY je ped 0 00jaBJbeHOj TepeHcKoj rpahu, anu nocroju MoryhHOCT z1a ce y jerary
HaJla3e U 3alrCH Urapa U MeJIOJIMja KOju HUCY HUTJIC MTyOIMKOBaHH, 1a OU HBUXOB Opoj
Morao outH joi Behu.
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9) I'paha 3a Guorpaduje uranoa nopoauue Jankopuh-bophe-
Buh. Ocum Oumorpaduja 3a CTpydHe M CIy)OeHe moTpede, Ty Cy U
ayroOuorpadcku 3amucu u cehama jeqHUX YgaHOBa TMOPOIUIIEC HA
Ipyre.

10) JloxymeHnTa — inyHa / c1y)KOeHa WU 3BaHUYHA U IPUBATHA
(luyHe KapTe, Macolly, KPIITEHULE, YMPIIUIE, MPOIMYCHUIIE, YIaH-
CKE KapTe, BU3UT-KapTe UTL.).

11) JlokymeHTanuja Be3aHa 3a TOPOJWYHY HMMOBHHY, 3a0C-
TaBIITUHY YIAHOBA MOPOAUILIE U CIIUYHO.

12) Bauku u ctyneHTCKH panoBu. CeMHHApCKU pajOBH Ha
(pakynrery. CryaeHTcke OenexHuue. JenaH o Kypuo3uTeTa Cy H
oenemke Jbyoune JankoBuh ca CkepiuheBux mnpenaBama, Koje je
cllyliajia Kao CTyAEHT KiMKEeBHOCTU Ha DuinozopckoM (akynreTy
y beorpany.

13) IlpeBoau KBHKEBHUX JIeja W HAaydHE JUTeparype (KOoH-
LIENTH, BapujaHTe, (UHAIHE Bep3uje), 00jaB/beHH M HEOOjaBJbCHH.
O6e cectpe JankoBuh cy ce 6aBuiIe KIbH)KEBHUM ITPEBOIUIIAIITBOM.
Januna Jankosuh je peunmo, u3melyy ocraor, npesena pomane / op-
odoctu u upeopacyoa v I1oo wyhum yiuuyajem 1leju OcTuH.

14) KwmxeBuu pagosu. [lanuna JankoBuh je nmucana nposy u
npame, a Tpebaso Ou J1a ce yTBPAHM Ja JIM je CaMO peIuroBajia MajuuH
pomaH Mahuja, unu je meroB koayTop. CBe je 0cTajao caMo y pyKo-
MUCY, a HEeKe JpaMe Cy HalucaHe W u3BoheHe y haukoM mo3opuiuTy
y TetoBy, rae je Jlanuiia TOKOM JBaJeCETHX T'OJMHA MPOILJIOr BeKa
owta mpodecop.

15) My3ukanuje — HOTe.

16) Ilpenucka (mucMa v KOHIIENTH mucama). [1o Tumy: ciayxoe-
Ha, CTpy4Ha, npuBartHa. [To popmu: nucma, pasmiennuue, JOMUCHU-
11e, YeCTUTKE, MMO3UBHUIIC. Y OBOj IEIMHHU MOCEOHO OM Mora OuTu
3aHMMJbMBA CTPYYHa Npenucka kojy cy Jbyouna u Jlanuma Jankopuh
BOJIWJIE ca OPOJHUM JIMYHOCTUMA, NIPE CBEra €THOKOPEOJI03uMa, eT-
HOMY3HKOJIO3UMa U (HOJIKIIOPUCTUMA, O] KOJUX CY MHOTHU MOCTAIH U
IBUXOBH JIMYHU Tipujatesbu, HIp. Moxa Kapnenec, bap6apa Kpanep
v Jlajonen bagen.'* Ilopoanuna npenmucka je Takohe Beoma dorara.

14 Mon Kaprienec (Maud Karpeles, 1885-1976), 6uia je 6purancka GOTKIOPHCTKHEbA
u etHokopeosor, onucka capanauna Cecuna Illapma (Cecil Sharp, 1859—1924), ca
KOJUM j€ 3ajeHO N3Y3eTHO AONpHHEIa OOHOBU HHTEPECOBAba 3a HAPOIHY YMETHOCT,
noceOHO My3uKy U miec y Benukoj bpuranuju u n3Ban we. bap6apa Kpanep (1922—
2007) 6una je amepuyka GONKIOPHUCTKHEA K €ETHOMY3HKOJIOT, KOja ce oCceOHO 3aHnMaIa
3a HapoaHy My3uKy ucroune EBpone u bankana. bpuranan Jlajonen bagen (Lionel
Budden, 1882-1965) 6uo0 je Toxom IIpBor cBeTckor para GoaHHYap-100poBOIbAL] Ha
Conynckom ¢ponty. Ciayxehn kao 6oaHHYAP Y BOjHO] M0JbCKO) OosHuim (36. Ormra
OoNHHUIA TpHOAaTa CPICKo] BojciM) mopen Beprekona (manac Ckuapa / XkOdpa,
I'puxa), My3uuKH 0Opa30OBaH, 3alHMCHBAO j& MEJIOMje HAPOJHUX M KOMIIOHOBaHUX
recaMa OJf paleHUX CPIICKHX BOjHHKA. Te 3amuce je 4yBao rOTOBO YETPAECET IOJHHA
U MOYETKOM IIeIeCeTUX TOAMHA MPOLUIOr BeKa HAIla0 HaYWHA Ja CTYNH Yy KOHTaKT
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17) Ilporpamu u mo3uBHHMIIE 3a KyATypHE norahaje um Hayd-
Ha TpeiaBama (MporpamMu pa3iuuyUuTUX MO30PUINTA / MO30PUIIHUX
MpeJCcTaBa, HayyHa U Hay4YHO- MOMYyJIapHa Mpe/laBamba, FOAUIIBUILE,
npaszaunm, Hactynmu KY/[-oBa, pazuu oOmunu (onkiaopa Ha ClIEHH
UT/.).

18) JIneBHu1n, Oenemike, cehama, CloMeHapH, ,,KyhHa mpernwc-
ka”, renedoHcku umeHuIM uta. OBze ce moceOHoO u3nBaja benescHuk
JbyOunie JankoBuh, CBOjeBpCHM THEBHUK KOjU je BOAMJIA Takopehm
LEJIOT KUBOTA, KOjJU MMa CTO TPHUJIECET JBE CBecke. AyTopka je oc-
TaBHJIa TOCEOHO YIMYTCTBO O TOME IITa CE M KAKO CMe 00jaBJHHBATH.

19) ®ororpadmuje (TepeHcke U IpUBaTHE / TOPOIUYHE).

20) YMETHMYKHU TIPEAMETH, I[PTEKH, aKBapesd, KapuKarype.
3aHMMJBHBO je J1a je BULICCTPYKO HajapeHa Jlanuia JaHkoBuh y 3a-
OCTaBIITHHU OCTaBWJIA M CBOj€ LIPTEKE U aKBapese, KOjux y 3aoc-
tapmTiHA ©Ma 36 (O6posauku 2000: 118).

21) NUYHY IPEAMETH — HIIP. HaoYape, My3U4KH HHCTPYMEHTH.

22) Kwure u3 oubnuoreke Jbyoune u lanune Jankosuh.

[Tpu nocamammem yBuay y canpkaje Jlerara namehy ce pas-
HOBPCHHM YTHUCIIH, a IPUMAapHH je J1a ¢y cecTpe JankoBuh umane u3-
Y3€THO Pa3sBHjEHY CBECT O 3Ha4ajy CBOT paja u rpabhe Kojy Cy roju-
Hama NPUKYIbAJe M YyBalle, 1 MOX/a jOLI BULIE O 3HAYajy paja u
3a0CTaBIITHHE CBOjUX yjaka, KOjy Cy MOMHO cpeljuBaie u 0 K0joj cy
ce mpeaaHo OpuHyJe roguHama, 00jaBibyjyhu mociie BUXOBE CMp-
TH OHO IIITO je OWJIO MPHUITPEMIBEHO 3a HITaMmame."> J[pyro — mmpu-
Ha BHUXOBOT 00pa3oBama, MHTEPECOBAkA U TaJICHATa MPEeBa3UIIa3U
OKBUpPE MHOTHX 3HaMeHUTHX JmaHoctH. Cectpe JankoBuh ce mory
CMaTpaTH OCHUBAYMMa KOPEOJIOTH]E, MPe CBEra €THOKOPEOJIOTH]E Y
CpbOuju, anu cy o0nacTH HHUXOBE JIEJIATHOCTH OWJie 3HATHO IHUPE
— OaBWiIe Cy C€ M ETHOMY3HKOJOTH]OM, (DOJIKIOPUCTUKOM, IIpe-
BohemeM, KEbMIKEBHOM MCTOPUjOM, KibMKeBHOIINY... J[anuma je mo-
celloBalia BUIIIECTPYKE YMETHUYKE TAJICHTE — [TOPE]T MHCamka, OaBuiia
CE U CIIMKapCTBOM, TIOKA3MBaJIa j& TaJCHAT 3a MO30PHIIHY YMETHOCT,
a Owia je ¥ M3y3eTHO TajieHToBaHa 3a urpy (JankoBuh 1963: 145—
155). Mehytum, ox TpeHyTKa Kaja Cy ce omnpeaenuse 3a 0aBbeme

ca cectpama JaHkoBuh, a 3aTUM M Jla UM Ipejia cBoje HOTHe 3amuce. M Ta rpaha ce
Halla3| y 3a0CTaBIUTHHU cecTapa Jankosul, a JbyOuna JankoBuh je moMume U 'y CBOM
tecramenty. O Jlajoneny bazneny u merosoj Beprekonckoj 36upuu nucaie cy u Jlanuna
u Jbyouna Jankoruh (Buau Jankosuh /J1./1955; Jankosuh /Jb./ 1973).

3 Tlocne empru Tuxomupa Hophesuha, Ha npumep, cectpe Jaukosuh cy u3ane neser
BETOBUX PafioBa, Mel)y kojuMa M BeoMa 3HauajHa jena Kao IITO ¢y Bewwuuya u euna
V Hawem HapoOHOM 6eposary u upedary, Bamiiup u opyza 6uha y nawem HapooHom
6eposary u tpedary, u Ipupooa y eeposarsy u ipedarsy Hawes Hapoda. OBU pajioBU
cy uzgaru y oxkupy Cprckor eTHorpadckor 30opHuka, y nznawy CAHY (BopheBuh
1953, 1958). JbyoOuna JankoBuh ce Takohe moOpunyna aa ce o6jaBu u 3Ha4ajuu O2ned
cpiicke mysuuxe oubauozpagpuje 0o 1914. Zooune, Bnagumupa bophesuha (1969).
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€THOKOPEOJIOTHjOM, KUBOTH JbyOune u Jlanune JankoBuh Omnm cy
MOTIYHO ToJpel)eHu HayIH, y3 arCOIMyTHY IOIPIIKY MOPOMIIS, ITO
je MoXxaa HeoOMYHO 3a marpujapxajiHy cpeauHy Tor aoba. Ha mwm-
Tama 0 OIHOCY JIMYHOCTH U JIeJIa, TMYHO] MOTUBAIIHMjH, O BACIIUTAY
Y MIOPOJTUYHOM MHJBbEY y KOME Cy TIOHUKJIE BUIIIE OATOBOPa MOIIIN OU
Jla 1ajy MpUBaTHA MPENUCKA U JTHEBHUYKH U MEMOAPCKH 3aIlUCH U3
HbUXOBE 320CTABIITHHE.

[IpBu pe3ynraru paja Ha IPOjeKTy ouekyjy ce Beh kpajem 2014.
ronune. [Ipuxsahen je mpenyor 1a oBa roauHa, Kao BUILIECTPYKa ro-
JTUIIBHIIA Be3aHa 3a )KUBOT U paJl cectapa JankoBuh, a Takohe u ro-
nuHa y kojoj he beorpan 6utn nomahun KOHq)epeHuHJe Crynujcke
rpyne 3a My3uKy u urpy Jyrouctoune EBpore, koja je neo Mehyna-
poIHOT caBeTa 3a Tpaauionanny my3uky (ICTM), Oyne mocsehena
mwuma.'® Taxko je y neremopy y HBC npupehena uznoxoa o Jbyounu
u Jlannmm JankoBuh, a mpumnpema ce 3a mramIty 1 aeBera Kmura Ha-
POOHUX u2apa, Koja je 3a cajia y pyKOITHCY.

3aBpmrHa OubnmroTedka oOpaaa u CTpydHa MporeHa npeasul)e-
HE Cy 10 OKOHYama npojekra 2016. roguHe. Benuku aeo nocna tude
ce yTBphuBama aa iu je onpehena rpaha uckopumihena y mo cana
00jaBJbEHUM paJIOBUMA.

Pykonuce u3 3a0cTaBIITHHE CBOJUX yjaKa KOjJU Cy OMIIM CIIPEM-
HU 3a o0jaBsbuBame, Jbyouna u Jlanuna cy 3a CBOTr KMBOTA yCIIEIe
u na ob6jaBe. Mel)yTum, YKOIHMKO C€ YTBPAM Jia MOCTOj€ jOII HEKH
HE00jaBJbEHH PYKOIUCH OMJIO KOTa O] YiIaHOBa MOPOIHUIIS, KOjU Ou
OwIM BpeIHU 3a MyOJIMKOBame, MPEABUNECHO je J1a Ce OHU IpHUpe/e
3a mITamIny.

Toxom npBor, neTuMuYHOT nperiena rpale Jlerara npumeheno
je a ce y pa3auuMTUM JOKYMEHTHMa Be3aHUM 3a HayyHe Ouorpa-
¢duje yaHoBa MOPOIUIIE TOMULY U JIpyra MeCTa — apXUBH, MYy3€jH,
Hay4YHE YCTaHOBE — Ha KOjUMa ce 4yBa pa3inyura rpaha, 10KymeHar-
1[1ja WJIM 3a0CTaBUITHHA YWIAHOBA MOPOJHULE, HA TpuMep, ETHorpad-
CKU My3e]j, DakylaTeT My3UUKe YMETHOCTH, MYy3HKOJIOMIKYA HHCTUTYT
CAHY" umu ApxuB Cpbuje. CBakako Ou Tpebaio MpOBEPUTH U ap-
xuBe EtHorpadckor uacturyra CAHY, ca xojum cy Jbyouna u Jla-

16 Oge, 2014. romune cnasu ce BHUILIECTpyKa roaummmuna — 120 roguHa ox pohema
u 40 roguna on cmptu Jbybune JankoBuh, kao u 80 roxuHa on u3nacka npse u 50
TOJIMHA OJ1 U3J1aCKa OCMeE, TIOCTIE/ e 00jaBIbeHE KEbHUTE KATUTAIIHOT Jiena Hapooue uzpe
cecrapa Jankosuh. tbuma nBema 1 BuxoBUM rogumunama 6uhe nocsehen n Yerspru
mehynaponuu cummnosujym CTyaujcke rpyne 3a My3uky U miec y Jyroucrounoj EBpornu
MehyHapoHOT caBeTa 3a TpaJUIMOHAIHY MY3HUKY, KOju je oapxan 23-30. centemOpa
2014. y beorpany u [letauu (Buau ICTM 2014).

17y Mysukonourkom uncruryry CAHY nocroju rpaha Besana 3a pan Jbybuue
JankoBuh y EtHorpadckom Mmysejy y beorpamy, xoju je My3sej mpe BHIE TOJHHA
yerymmo Muctutyty. O6pana ose rpahe ornouena je Takohe ose, 2014. roaune.
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Huna JankoBuh capahuBaie, U 4nje Ccy CIOJbHE capaJHHIEe Ouie O
1950. rogune.'® Takohe, mocroje momanu o0 ToMe ja Cy cectpe JaHko-
Buh cBOjy rpal)y mokiamase u ycTaHOBaMa U apXUBUMa Y HHOCTPAH-
crBy.” Maeannu ucxon crpyune obpase Jlerara cecrapa Jankosuh,
MOIITO ce 00aBM MOCA0 KOJH j€ cajia 3arodet, OMo OM KaTajor KOju
Ou, y capaJlbH ca CBUM yCTaHOBaMa y KOojuMa ce MOke Hahu HEeKH
JIe0 3a0CTaBIITHHE nopoauiia bophesuh u JankoBuh, 06jequHNO 1
CHCTEMaTH30Ba0 CBy I'pal)y W MpyKuo je Ha YBHJ 3aMHTEPECOBAHO]
JaBHOCTH.
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Mladena Preli¢

THE JANKOVIC SISTERS’ LEGACY
IN THE NATIONAL LIBRARY OF SERBIA

(Summary)

Sisters Ljubica (1894—1974) and Danica (1868—1960) Jankovic were very
prominent figures in the cultural and scholarly life of Belgrade, Serbia (Yugoslavia
in their time). Their work, primarily ethno-coreological, was considered to be very
important by experts worldwide. After the death of Ljubica (the last member of
this family) in 1976 and until the present, the sisters’ legacy (manuscripts, letters,
fieldwork data etc.) is kept in the National library of Serbia. In addition to the
materials left by the sisters, the legacy also contains manuscripts by other family
members, some of whom were also prominent scholars, including their uncle,
Prof. Tihomir R. Djordjevic (1868—1944), one of the founding fathers of Serbian
ethnology. Unfortunately, the legacy is still not open to the public. This year,
however, work on classifying this important archival material has begun, and, once
completed in 2016, it will become available to the public at large. This paper briefly
describes the project, and the legacy itself.

IIpumiseno 23. 3. 2014.

IpuxBaheno 3a mrammy 17. 4. 2014.
OpuruHaIHU Hay4YHU Paj
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Fiigedi Janos and Vavrinez Andras (eds.)
REG[ MAGYAR TANCSTILUS — AZ UGROS.
ANTOLOGIA / OLD H UNGARIAN DANCE STYLE

— THE UGROS. ANTHOLOGY

Budapest: L’Harmattan Kiad6, MTA Bolcsészettudomanyi
Kutatékozpont Zenetudomanyi Intézet, 2013. pp. 352

Thanks to the devoted work of many dance researchers pio-
neered by Gyorgy Martin and Erné Pesovar, several skillful dance
notators such as Méaria Szentpal and Agoston Lanyi, but also contin-
uous financial support from the state, the scholarly discipline of eth-
no-choreology has had a profound and developed history in Hunga-
ry. From the very beginning various intense research activities have
focused mostly on the collection, documentation, and systematiza-
tion of folk dances throughout the country, but also on developing
particular theories about their historical and regional stratification.
Along with dance notation (Labanotation), one of the main methods
of collecting folk dances has been their planned filming, done by
experts during pre-arranged sessions. For this reason the Folk Dance
Archives at the Institute of Musicology, Research Centre for Human-
ities in the Hungarian Academy of Science has a huge collection of
various data about traditional dances, among which the video clips
from the Film Dance Archives are of the most significance.

Thanks to the support of the Hungarian Scientific Research
Fund, won in 2009, some segments of the great archive material
have lately been presented to the wider public. One of them is a
monograph Old Hungarian Dance Style, a comprehensive bilingual
anthology (Hungarian and English) of seventy representative dances
of the kandsztanc-ugros style, edited by Janos Fiigedi and Andras
Vavrinecz.

The concept and definition of the kandsztanc-ugros style as the
basic stratum of Hungarian traditional dances has been taken from
Ernd Pesovar’s theoretical presumptions, which was discussed and
explained in the introductory article written by Zoltan Karacsony.
The next chapter written by Filigedi and Vavrinecz summarizes the
main characteristics of the ugrds dances and dance tunes, while
Hajnalka Fiilop discusses the dance costumes worn in filmed material
in their historical perspective. However, beside those scholarly
articles, which generalize some of the ethnographical and theoretical
basis for this monograph, the bulk of the volume is devoted to the
discussion of seventy individual dances filmed between 1942 and
1984. Along with verbal descriptions, notated music (made mostly
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by Vavrinecz), and photos, it consists of, first of all, detailed,
comprehensive Labanotation scores (made mostly by Fiigedi). Each
dance is presented separately: beside the title and data about the
dance and its fieldwork collection, there is also information about the
dancers, musicians, researchers and notators, a brief account of the
circumstances of the field research followed by musical notations,
as well as verbal summaries of the characteristics of accompanying
music and the individual characteristics of transcriptions. Textual
descriptions of the dances consist of explanations of the structure
and motifs which are distinctive for each of the notated pieces,
with comparative comments about their mutual differences and
similarities. Labanotation scores, however, have made this volume
really unique. They are comprehensive, readable and most importantly
they include a dance performance in full length. They prove that,
beside film as one medium for preserving folk dances, their notations
can also be used, not only within the processes of their preservation
as intangible cultural heritage, but also as an irreplaceable source
of material for further analysis. Leaning precisely on dance scores,
Fiigedi and Vavrinecz define the main structural characteristics of
the ugros dances. Their general conclusions highlight the prevalence
of the so-called ‘three-step motif of changing supporting legs’ (p.
17) in the rhythm of two eights-quarter (signified by the early folk
dance movement as cifra) and ‘direction change of the gesturing
leg, performed with a support-repeating spring’ (p.18) in the rhythm
of two quarters (popularly called lengetd). Tracing those motives
historically, the authors support the theory of their older colleague to
whom they dedicated the whole book, Ern6 Pesovar, that the structure
of the movement sequence binds the kandsztanc-ugros style to West
European, but also Balkan dance traditions.

The monograph Old Hungarian Dance Style is the result of
the huge dedicated work of Andras Vavrinecz and, especially Janos
Fiigedi who made all the dance notations, by which he confirmed
the high standards in the field of dance notation in ethnochoreology
in Hungary and set them for scholarly communities abroad. Besides
achievements in the domain of dance notation, Fiigedi has also
renewed scholarly interest in the possibilities of further analytical
interpretation of dance scores, what is even more important for
developing theoretical considerations within the discipline.

Selena Rakocevic
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Ponna BenmmukoBcka
MAKEJJOHCKO TPAIULJUOHAJIHO HAPOJHO
IIEBAFbE: ETHOMY3UKOJIOILIIKH OI'JIE/[U

beorpan: ETHonomnka 6ubanoreka, moceOHa u3nama, K. 8, 2013.
(212 crpana, 59 My3UUKHX IpUMeEpa)

Y caBpeMEHOM TPCHYTKY MAKEAOHCKE CTHOMY3UKOJIOTH]E TeLll-
KO je HahM 3HauajHHUjer U caBeCHM]jer UcTpaxusaya o Poxne Bennu-
KoBcKke. theH oOuMaH M HEOOWYHO BakaH €THOMY3HKOJIOIIKU OIyC
o0yxBaTa UCTpaKMBamba BpIlIEHA BUILE O] TPUIECET roiMHa YHa3al.
Pesynrar TuX ucTpakuBama 0O0yxBaTa HEKOJIMKO XHJbaJa 3aluca
TpaaUIMOHATIHE HApOIHE My3HKe (MaxoM BOKaJIHE Tpazmuuje) oX-
pameHHNX y apXxuBamMa HHCTUTYTa ,,Mapko LlenenkoB” y Ckomby, anu
¥ BHLIe nyOnuKanyja, kao u ydyewha Ha gomahum 1 MehyHapogHUM
ckyrnoBuma. ITociebix HEKOINKO ToAMHA ayTOPKa NPejiaje ¥ HeKO-
JIMKO KypceBa y 00JIaCTH €THOMY3HKoJIOorHje Ha DaKkynTeTy My3uukKe
ymeTHocTH Tpu YauBepsutety loue lenues y Ltuny (Makenonuja).

U cama BpcHa neBauuiia, BenuukoBcka je mpoHaruia cede y Bo-
JlamMa CTapHjHuX CJI0jeBa MaKeJIOHCKOT BOKAJHOT My3HUKOT Haclieha, a
HEHA UCTPAXKUBaAKa Cy pe3yATHpalla CTYIUjOM O MAaKEIOHCKUM XKe-
TEJIAYKUM NlecMama,' alli U KaluTaTHUM JISJIOM O My3UUYKUM JTHjajie-
KTHMa Yy MaKeJOHCKOM TpaJWIOHAITHOM IeBamy,” KOje je 3arpaBo
HEH HeIlITO MPOIIMPEH U PEAUToBaH AoKTopar (oa0pameH Ha Dakyi-
TeTy My3uuke ymetHocTu y beorpany 2006. ronune).

OcuM TOra, BUILETOAMIIbA HCTPAKMBAYKA aKTHBHOCT PoxHe
Bennukoseke Ha WHCTHTYTY pesyinrupala je U MHOTMM HayYHHM
panoBuMa, Hajuemrhe NpencTaB/bEHUM Ha OpPOJHUM CHMIIO3H]yMH-
Ma (Ciupywra myzuuxa ecen — Crpyra, Janu Brade Munowesuha
— bamwa Jlyka, Musical practices in the Balkans: Ethnomusicological
perspectives — beorpan, utn). Ilpen Hama je n HaJHOBHja KibUra,
3alpaBO KOMIIMIIALM]JA BCHUX PasMHIIbamba O OApeheHNM My3ud-
KO-(OJIKIIODHHM TeMaMa y JIMKY Orle[a MOCBEhCHNX OMHIBEHO]
ayTOPKUHO] TEMU — MAKEIOHCKOM TPaJUIIMOHAITHOM HApOIHOM Iie-
BambY.

,»Y OBY KIbHTY CY YKJbYYEHH €THOMY3UKOJIOIIKH OTJIEAN KOjU
cy Ounu 00jaBJbeHHM MUHYJIMX [ETHaecT rofuHa. Behuna ormema

U JKeitigapcroitio fieerse 6o Maxedonuja, VnctutyT 3a honknop ,,Mapko LleneHkos”.
[ToceOuu u3nanuja, kH. 45. Cxomje 2002.

2 Mysuukuitie Qujanexiiiu 60 MaKeOOHCKOO TPAOUYUOHATHO HAPOOHO ieerbe, Ki. 1:
ObpeoHo iieerve, IHcTUTYT 32 Qonkiop ,,Mapko [lenenkoB”, MakeqOHCKO HApOIHO
TBOpEIITBO — HapoaHu necHu, kH. 17, Cxomje 2008; kH. 2: Kapiuocpagupareiio u
apeanHuitie UCTUPANCY8ALA 80 elUHOMY3UKoI02ujatia, THCTUTYT 3a (okiop ,,Mapko
[lenenkoB”, MakeJOHCKO HAPOTHO TBOPEILITBO — HAPOIHH NIecHH, KH. 18, Cromje 2009.
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objaBibyje ce y mpBOOMTHO] (OPMH M IO HMCTUM HACIOBOM,
U3y3eB HEKHX Yy KOje Cy YHECEHEe Malie MHTEPBCHIIUjE Y TEKCTY
u HacioBy. CBH ce OHHM, Y OCHOBH, OJIHOCE Ha MaKEeIOHCKY 00pes-
HO-TieBauKy Tpamuiujy” (,,YBox”, 3). Caaprkaj mecHaecT orena y
OBOj KH-M3U Kpehe ce oi cymapHuX mperiena necama IoAesbeHUX
10 IUKITyCUMa y KEHCKOM u3Bohewy (I/Ipobrem ,,ocerckos” y mpa-
OUYUOHATIHOM MAKEOOHCKOM iledarvy), IPEKo TyOWHCKUX 3axBara y
My3HUYKO-popMaHe TUNOBE (My3uuku oujanexiuu y mMakeoOHCKOM
WPpAOUYUOHATHOM HAPOOHOM ilesary)y /0bpedne ilecme/) U KOMIIapa-
TUBHUX Tipeniena (Makedoncko c8a0beHo ilesarbe y KOHUEeKC LY Clo-
BEHCKUX U OANKAHCKUX MY3UYKUX ipaouyuja), a cBe 10 LPTUIA O
CaBpPEMEHOM CIIEHCKOM IPE/CTaBJbalby HEKa/a 3HAYQjHUX M )KUBHX
obpena (/lpezenuiayuja pycanujckux ucapa Ha geciuusanruma y Pe-
iyoauyu Makeoonuju u uzean rwe). Ho, oHO mTo OM MOIIO oaMax
10 YMTamky CBUX OIVIe/a Ja Ce U3/IBOJU jecTe u3y3eTHa rnmocsehenocr
ayTopa OHOME INTO €THOMY3MKOJIO3HM YECTO 03HA4aBajy Kao TEpeH-
CKH paj. Y TOCJeImke BpEeMe YeCTO 3a00MIIaXKCH WIIM CTaBJ/baH y
JIpYTH TUTaH, ontepeheH HOBUJUM TEOPH]CKUM IOINIEIUMA, Upaou-
YUOHATHY TEPSHCKH PaJl C€ OBOM KEbUTOM IPOMOBHIIE K0 TJIABHO U
HajBOKHH]E UCXOIUIITE €THOMY3HKOJIOIIKUX pa3Marpama. Y jeaTHOM
CKOpaIIkheM Pa3roBOpy ca KoJierama, IIOMHEbaIH CMO XHITIOTETHYKY
CHUTyallljy — KaJia HeKO 3a CTO rojinHa Oyjie YNTa0 CaBpeMEHa ETHO-
MY3HKOJIOIIKA MMUCaHM]ja, mTa 6u Ouao oHO MmMTO he MPUXBATUTH, a
ITa OHO IITO OW 00AIMO MJIM TPUXBATHO ca J030M pe3epBe? Yum-
HUJIO HaM ce J1a Ou ucrpaBaH oAroBop OO aa 6u ympaso rpabha, y3
TEOpHjCKa pa3marpama Koja ce mojapa3syMeBajy, octaia. Takohe cmo
JIOIIUTH JI0 3aKJbyUKa Jla O ce cama TeOpHjCcKa pa3Marparba, 3aCHOBa-
Ha Ha HEKMM JIPYTMM TEOPHjaMa WiIi Ccl1ab0M Y30PKY My3HYKO-(OJIK-
JIOPHOT Marepujania, TelKo Mora npuxsarutd y oyayhuocru. Teo-
pHje U NOIVIeIN Ce MEHajy, TPAJAUIIUja U FbeH OBOBPEMEHCKH MPECEK
u niperies octajy. C jeqHe cTpaHe, y TAKBOM CBETIIy MOPaMo IOCMa-
TpaTy ¥ OBy Kibury. Ha Haiue HCKPEeHO 3a/10B0JbCTBO, puMehyjemo
Jla ce MHa4e JJ0OpH U jaCHU TEOPHjCKH TIOTVICIN 3aCHUBAjy UCKIbYYH-
BO Ha NOAPOOHO UCTPAXKEHOM U M3BaHpeHO cxBaheHoM Tepeny. OBo
HU MaJIo He 4yau, Oyayhu na ce paau o uCTpakuBavy KOjH j€ 0OuIIao
NPaKTUYHO YUTaBy MakeoHHU]y, ¥ TO HE CAaMO TEPUTOPH])Y JaHAIIHE
PeryOimke Maxkenonuje Beh u pernone xoju ce Hanase y byrapckoj
u I'puxoj. I1oBpx TOra, pajyu ce 0 UCKyCHOM 3alMCUBadYy, OAr0jeHOM
y IyXy BacibeBHheBCKIX MOCTYJIaTa, YMja je jacHa HaMmepa Jia JIOKy-
MEHTYj€ TEMIIOPAITHO CTamkEe TPAAUIIH]E IIITO BEPHH]E H IITO jaCHH]E.

C apyre cTpaHe, KHbHra ce MOXe IMOCMaTpaTd M Kao CHHTE3a
kpahux ,,ipunpeMHux’ CTyAHja 3a JOKTOPAT U HAaBEIEHY KIHTY O
JIMjalIeKTUMa, ¥ HEKUX pa3MUIIbamba O MPAKTHYHUM MPHUMEHaMa U
MMILIMKAIFjamMa JTOO0UjeHUX JHjaleKaTCKUX KapTH, Koja Cy YCJIeau-
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Ja Mocne U3JaBarba JPyror ToMa, 2009. ronuge. Y METOLOJIOIIKOM
CMHCITY, HSCYMEbHB € yTHL] IMHIBUCTHYKUX UCTPAXUBAbA U JIe-
¢buHuCama je3UYKUX JrjajeKaTa MaKeJOHCKOT je3HKa, LITO je MpH-
METHO Y TOTOBO CBUM OBUM omienuMma (Hop. omten 10 — Jlexcuxa y
MAKeOOHCKOM UPAOUYUOHATIHOM Te8auKOM uzpaxcasar)). To je join
jenaH oj pasiora 300T KOjux He OMCMO MOIVIM pehu Aa je y nmuTamy
npocTo HaballMBamke MamUX PajioBa MPE3EHTOBAHUWX HA HAyYHUM
CKyIIOBUMAa y HEKaKBy OOMYHY 30UPKY.

Ornenu Ponne BenmmukoBcke Ou ce 1Mo caapikajy MOTIH TPy-
00 TONIETMTH Ha YeTUpH Behe rpyme: mperies mojeInHaYHIuX BpCTa
Yy MaKeJOHCKOM TpPaJULIMOHAIIHOM CEOCKOM TNeBamy (omienu 1-7),
po0JieMU MYy3HUKHX JHjaliekaTa U HBUXOBE €THOMY3HKOJIOIIKE UM-
mukanuje (8—10), koMmmaparuBHa MpoydyaBama oapeheHux my3ud-
ko-onkmopaux kareropuja (11-14) u Haj3am, mpoOIeMH CIIEHCKOT
MpecTaBbaba My3udkor doikiiopa (15—16). He 3namo n1a jm je oBo
Ouna U cBecHa oJulyka ayTropa, Mel)yTUM OBakaB pacmopes orjiena
MOCJIe MaKJbUBHjET UIIYUTaBamha OTKPUBA YHYTpALIhy MOBE3aHOCT
H JIOTHKY, Y CIIe[ly: KOHKPETHA [IellIaBatba — TCOPU]CKH OKBUP — KOM-
NapaTUBHOCT — CaBPEMCHE HMILIHKALM]je. 3auCTa, Y I0CaaIlbO0] JIH-
Teparypu nocseheHnoj Make10HCKOj TPaIUIIMOHATHO] My3ULIU TEIIKO
Jla MOkeMo Hahu maH/aH OBaKBOM IIPUCTYILY, U3Y3€B MOXK/IA CTY/IH]€
UCTE ayTOpKe MocBeheHe xeTenauykoM MeBamy y MakenoHHju. AKO
OBaKaB KOHIICTIT 3[IPY>KMMO Ca JaCHUM, HEMPETECHIIMO3HUM jE3UKOM
W PEUYCHMIIOM KOja o/1aje pa3paheH u pemieH npobiaemM UCTpakuBamba
YBEJIMKO TIPE CaMOT IMMHCamka, Kao pe3yiTar J00HjaMo KIUTY Koja je
3Ha4YajHa HE CaMo 3a CaJalllbU TPEHYTaK IMpoydyaBamba MaKeJOHCKE
TpaauuuoHanHe My3uke Beh he, y ckiaay ca Hammm M3peyeHUM
MUILBEHEM, CBAKaKO OCTaTH U 3a Oynyha mokosema. YTOIUKO Ipe
HITO C€ HE MOXXEMO CETUTU MpUMEpa y MaKeIOHCKO] €THOMY3HKO-
JIOIIIKOj 3a0CTaBIITHHH KOjU OM pa3marpaiu rpal)y Ha oBakaB Ha4MH,
MaKoO IMOCTOjU MPUJINYaH HA3 BeOMa 3Ha4YajHUX CTyAuja.’ 3aHUMIBHBO
je 1a cama ayTopka y Veody IOKyIIaBa /ja II0CTAaBHU OIJIE/IE Kao pelia-
TUBHO XOMOT€HY 30HMPKY IOje/I1HAYHNUX UCTPOKUBAYKHX IIOJyXBaTa,
BOheHHMX CMepHHUIIaMa MoCcTaB/beHuM joinn 1952. ronune. Hanme, Tana
je ocHoBaH ckonicku MHcTuTyT 32 donkiop ,,Mapko Ilernenkos”, ma

3 Mzaeojuhemo camo meke ox mux: b. nmpesckn (1996) Tajoaitia 6o Makedonuja,
Hnciupymeniu-unciupymenidanuciu-wy3suka, IHCTUTyT 32 honkiop ,,Mapko Llenenkos”,
MaketoHCKO HapOIHO TBOPEMTBO — OpcKka M MHCTPYMEHTAlIHa HapoIHa TPaauldja,
kH. 5, Cxonje; A. Jlunun (1986) Hapooruitie my3uuxu unciupymeriiu 6o Maxedornuja,
Cromje: Maxkenoncka kuura; T. bunescku (1986) [sozracjeitio 6o Makedonuja.
HuctutyT 32 Qonkiop ,,Mapko llenenkos”, nocebnn uznanuja, ku. 11, Cxomje; b.
CmoxBapcku (1998) ,,ApXxauuHOTO JBOIIACHO OYypAOHCKO IECHE BO MaKeJOHCKaTa
HapoJHa My3uka”, HapooHoiio iigopewiiso Ha flousaiia Ha Makedoonuja: Hciopuja
Ha xymuypawia na Maxedonuja, Tlpuno3u 3a UCTpaXKyBamETO Ha HCTOpHjaTa Ha
KyJTypara Ha no4sara Ha Makenonuja, kH. 6, Cxorje: MAHY.
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ayTOpKa Ha 0Baj HAYMH ceOe MPpUAPYKyje HU3Yy Y KoMe ¢y buiieBcku,
‘Bophues mim [Inmpescku. Cakako 1a IpeAMETHA KEbUTa HE PSTCH-
Ayje na Oyze 30MpKa MM CTy/ja OHOT 3Ha4aja Koji MMajy MOHOrpa-
¢duje moMeHyTHx ayTopa (yocTasaoM, OHa U HUje MOHOTrpadwuja), rna je
Kao TakBy He Ou Tpedano Hu mocMaTparu. Ho, oHo m1TO N1aje moceOHO
MECTO OBOM M3Jlalby Y OJHOCY Ha mperxonHuke Pogne BennukoBcke
jecre MHCHCTHPabe Ha oApeheHoj reorpackoj pacnpocTpambeHOCTH
My314KO-(DOJIKIOPHHX 110jaBa U MY3HYKO-(OPMATHUX OMIMKA, I1a
CaMUM TUM U IPOMHUIIJbAKka y OKBUPUMA MY3HUKHX JIMjajeKara, ITo
ce Kao fil rouge IPOBIIa4YH KPO3 CBE oriie/ie. Y TOM CMUCIY, Moryhe je
Ha OBO JIEJIO IIeJaTh Kao Ha Ca)KeTaK MaTepujajia MPe3eHTOBAHUX Y
HaBeneHuM cryaujama u3 2008. u 2009.

OBo mocTaje jou yo4JbMBHj€ YKOJHMKO TIOMEHEMO W JBa Jie-
Tajba, MPUJINYHO HEeyoOHYajeHa 3a KIbUre TaKBOT TUIA. YMECTO Ja
My3HUKe MpuMepe (TPaHCKPHIIIH]jE) MPUKAKE Y TOKY caMuX Kpahux
pajoBa KOjuUMa HHa4e IpPHIAJAjy, ayTOpKa Ce OIy4HiIa Jia UX CBE
3aJ€/IHO NIPUKAXKE Y [OCCOHOM IPHIIOTY Ha Kpajy KbHre (YKymHO 59
npumepa). OBo je CBakako MOoC/Ie/MIa 32 ayTOPKy yoOu4ajeHor paja
Ha TPAHCKPHUIMIMJU U Mpe3eHTauuju, oyayhu na, peuuMo, y cB0joj
MIPETXO/THO] KEbU3H (HABEACHOM JIBOTOMHOM H3/1amhy) MPUIIAKE YKY-
mHO yak 362 3anuca. Takohe, BeauukoBcka je y mpuiiory aaia u Kap-
T€ pacnpocTHpama MY3MUKHX JHjasieKkara, IITO je OMeT MOocieauna
KaKo JPyror ToMa MpeTXOAHO MOMEHYTOT KalUTAaIHOT Jella, TaKO U
BULIETOUIIHE (POKYCHPAHOCTH HA MpOOIeMe apealHuX UCTPaXKu-
Bamba, JI0 Cajla y OBUM KpajeBUMa MIPUMEHEHUX Y €THOMY3HKOJIOTHjH
Makenonuje u Cpouje.* Tako ce cam mpuitor (y3 O4JIn4aH U300p Jiu-
Teparype) U3AWKe Ha paBaH MOCce0HOT, ceJaMHAaecTor Orieia, Beoma
APAroLeHOr 3a CBAKOI HOBOI MCTPAKNUBaYa MAaKEJOHCKOI My3HYKOT
Hacieha. Ha oBaj HaunH 100Hja ce u crienuduiad OKBUP KOJH JOII
yBpirhe o6jenumyje cBUX 16 omiena y jeqHy 3a0Kpy>KeHY, jacHY U
MperieAHY LEeJIUHY.

HapasHo, nomne uckycuujem uutaoily ce Hamehe nutame u3Bec-
He napaene ca EiuHomy3uKorowkum o2neouma CaBpeMeHor CPIICKOT
eTHoMYy3uKkosiora Jlumurpuja I'onemoBuha,” Makap 1o HacioBy. [o-
nemoBuh ce y cBojuMm O2reduma nak 0aBU YUTABHM CIICKTPOM €THO-
MY3HKOJIOIIKHUX Mpo0sieMa, YKIbYqyjyh U OHTOJIONIKA TUTaka Kao U

4 Pycka mIKoya eTHOMY3HKOJIOTHjE Y30p je 3a oBa HCTpakuBama (Bugern O. Pashina
/2013/ “Area studies in ethnomusicology: on the problem of identification of musical
dialects”, y JI. Hecnuh, J. JoBanosuh, /1. Jlajuh-Muxajnosuh (yp.) Musical practices in
the Balkans: Ethnomusicological perspectives, Belgrade: Institute of Musicology and
Department for Fine Arts and Music SASA, 2013, 87-98), npuMemeHa MOCISIBIX
romuHa u 'y Cpouju (Bugeru J. Joanosuh /2010/, Bokanna tupaouyuja Jacenuye y
C8etlI0CiuY elHO2eHelliCKUX Tipoyeca, Heo0jaBIbeHa IOKTOpCKa tucepTanuja, beorpan:
dakynreT My3uuke yMeTHOCTH, Kateapa 3a eTHOMY3HKOIOTH]Y).

5 Etnomuzikoloski ogledi, Biblioteka XX vek, Beograd 1997.
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WHCTPYMEHTAITHY TPAJIHIIN]y, TIa OBa KEbUTa Ha HEKM HAUYWH MTOKa3yje
Mamby KOXepEHTHOCT IpoliieMa Hero Kibura BennukoBcke, HO Tpeba-
70 OM UMaTH y BHJy U 3HaUajHE Pa3jIMKe y CAMUM UCTpPAKUBAbUMa,
UCTPAXMBAYKUM TIOCTYIIIMMA, Tla K CAMUM Hamepama ayTopa.

Ha camom kpajy, moxBaie ypeqHuKy u3naBauke kyhe Eiuno-
Jnowka dbubauoiiexa, eTnonory MupociaBy Humkanosuhy, jep Beh
roJMHaMa BeoMa YCIICIIHO MpeJICTaBJba H3/lama nocsehena mpooie-
MuMa aomahe KylIType W TpaaMilvje, HO MOHEKaJa Aaje MPUIUKY U
ayTopuMma ,,ca ctpane”. PogHa BenudkoBcka je jenan o lux, Te MO-
’KEMO TOILIO TMPETIOPYYUTH CBakoMe, Oe3 003Mpa Ha CTPYKY, J1a OBY
KIUTY 100pO TIPOYHTA.

Mnaoen Maproeuh
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Jenena ApnayTtoBuh
V3MEBY IIOJINTUKE U TP)KUIIITA
1IOIIVJIAPHA MY3UKA HA PA/[THO BEOI'PAAY YV
CoPJ

beorpan: Panuo tenesusuja Cpouje, 2012, 251 crp.

Mownorpaduja Usmehy nonrutiuxe u wporcuwiua — Ioiyrapua
mysuxa Ha Paouo beozpady y COP.J my3ukonouikume Jenene ApHa-
yTOBUN MpeCTaBIba PEBUANPAHY BEP3U]y HEHOT TUILIOMCKOT paja,
onOpameHor Ha 6eorpagckom Pakyntety My3uuke ymeTHocT 2008.
roguHe. AyTopka pasmarpa nepuoa ox 1945. roquse, Tj. o npora-
urersa OHPJ, no pacnaga COPJ. Tlopen Pagno beorpana, ncrpaxu-
BamC je o6yXBaTHJ10 u Jpyre cekrope Paano tenesusnje beorpar,
npeeHcTBeHo [Ipoaykiujy rpamodonckux mioua (ITITI PTH), nok je
ancambiuma PTh-a moceheno MHOro Mame npocropa. [Tomazehu ox
Te3e Aa je Paguo beorpan koHcTaHTHO OanaHcupao ,,u3mel)y mpuma-
rohaBama MOJTUTUYKUM U TPXKHUIIHUM HHTepecuma” (cTp. 7), Jenena
ApnayTtoBuh je oOpagmia o6uMHy rpal)y u3 nokymeHrauuje Panuo
beorpana (nadopmarope, ronuimake, OnireHe, 300pHUKE U CTyAH]e
o pany PTb-a), 1ok ce y TeOpHjCKUM pa3MmarpamuMa Ocjlamaja Ha
panose [Ipenpara J. MapkoBuha, Jacue J{parosuh Coco, MBana Yo-
nosuha, Mumuka llysakosuha u apyrux.

Crynnja ce cacroju u3 nsa aena. IIpBi CerMEHT, KOji Canpku
YeTUPHU NOIIaBIba: Y600, Meoujcka Kynuypa u ioiy1apha my3uka —
Meiuooe uctupasicusara; Kynitypa, ymetmiHoci u c8aK0OHe8HU JHCl-
6ol y COPJ — V koutexkcily UoIUMUYKux upesuparsa; Tipozpam-
cka donuuiuxa Paouo beoepada y COPJ — Ilomuwiuuka Kymiypa u
Oepecynayuja, TOCBEheH je MHTEPAMCLUMIUIMHAPDHUM (TCOPH]CKUM,
MCTOPHJCKAM M COLMOJIOMIKIM) pa3MarpambnMa, y OKBHpPY KOjUX ce
UCIpTaBa KOHTEKCT pa3Boja Panmo beorpana y comujanucTuykoj
Jyrocnasuju. Viopeno ca TuMe ayTopka pasmarpa OCHOBHE MpO-
OneMe momylapHe MYy3UKE W pajdjcKe KyIAType Yy CaMOyNpaBHOM
couujanusmy. Jpyru, aHanuTHIKK JIe0 MOHOrpaduje, OHOCH ce Ha
pa3Boj U TPETMaH MOJEAMHIX MY3UYKHX XKaHPOBA IONYJIApPHE My3H-
ke Ha nmporpamuma Panno beorpana, a y okBHpY Wbera U3/1BOjeHO je
net nornansba: [lez myzuxa na Paouo beozpady — Ewianon tipooo-
pa yuyaja ca 3aitaoa;, 3abasna mysuka Ha Paouo beocpady — Me-
culo cycpetia UOAUIMUYKUX U WUPAHCULUHUX uHlepeca, Pok mysuka Ha
Paouo Bbeocpady — INorutuuuxu u UpsHcUwmHo ,, Heilo00oaH *“ rHcamp;
Hosoromiionosana napoona mysuxa na Paouo beocpady — Hajiipo-
Quimiabunnuju myzuuku gcanp; 3axmyuax. Monorpaduja je nomye-
Ha CIIMCKOM JIMTEpaType, WHAEKCOM MMeHa, eMucHja, pecrtuBana u
KOHIIEpaTa, Kao U Ouorpad)ckoM OeIenIKoMm.
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OCHOBHM y3pOK KOHCTAHTHO IMPOMEHJBMBOI CTaTyca HaBeje-
HUX JKaHPOBa MOIylIapHe Mysuke Ha Paano beorpany Jemena Ap-
HAayTOBHN BHJM y YMECHULM J1a Je OBa YCTAHOBA U Cama OCLIJIO-
Baja usmely, ¢ Jez[He CTpaHe, IOBUHOBAamka CBOjO] MPOIMAraHaHoj] 1
,,IIPOCBETUTEJbCKO]” (YHKIIUJH &, C Apyre cTpaHe, 0opOe ca KOHKY-
PEHIIMjOM OJMYEHOM Y JIOKAJHUM PaJM0 CTaHWILIaMa M TEJIEBU3U]-
CKUM IporpaMuMa, Te yKasyje Ja ce ,,lIOI00HOCT’ KaHpOoBa IMOIy-
JapHE MY3HKE MEHaja y 3aBUCHOCTHU O]l MOJIUTUYKUX U TPHKHUIIHUX
OKOJTHOCTH. YjeIHO, OHA HCTHYE J1a CY ,,3a YBOheme ‘3a0pameHe’ uin
‘HeriokeJbHE  My3uke Ha Pamamo beorpanay mpBeHCTBeHO Omila 3a-
CIly)kKHa KOHTHHYMPAHa 1 BEIITa HACTOjafba PETKUX M10jeAMHALA KOJH
Cy OWIH 3aII0CIICHNU Ha PAI]y H/WIIK Cy OMIIM WIAHOBH IIAPTH]e, TE CY
KOPHCTHIIA CBOJ I10JI0Ka] ¥ MON 32 IIACKPabe OMUJBCHUX My3HYKHX
caapxkaja” (ctp. 105). C Tum y Be3u, ayTopka Haryamiasa fa je Paguo
Beorpaz ponpuHeo ,,He caMo yCrnocTapibatby KOHBEHLIHjA 32 Pa3it-
YUTEe My3HYKE JKaHPOBE, Beh U KaHOHA O My3HUILH, jep je (yHKIHO-
HHCA0 Kao jeHO OJ MPECTIKHUX MecTa celekiuje u adupmaiuje
My3HUYKHX W3Bohaua u gema” (cTp. 26).

Y pBOM aHaJUTHUYKOM TIOTIIaBJbYy, JemeHa ApHayToBuh aHau-
3Mpa Kako j€ [1e3 My3HKa IpoIia MyT O ,,HEMO00HOT” )KaHpa KOjH
j€ cMarpaH 3a MPOIYKT U CUMOOJI aMeprUKe KYJIType, MOTCHIIN]aTHO
oracaH IO COIMjaJIMCTHYKH MOPENaK, /10 KaHpa KOJU j€ HAKOH pa3-
na3a ca VMcrouHuM OJIOKOM OUTpao YJIory MeIujaropa aKTyeIHUX
TpeHI0Ba ca 3amaja ¥ NOTIOMOrao IUlacupame UMHIa ,,MEKOT' CO-
nujanusma’”’. C apyre cTpaHe, ayTopKa UCTHYE J1a, YCIIe ] I0jaBe 3a-
O0aBHE U POK My3HKe, [1e3 Beh ox me3neceTnx roguHa XX Beka ryou
Ha MOMYJIAPHOCTHU U MOCTaje eTablupaH U aKaJeMHU30BaH, aju U He-
KOMEpIIMjaJIaH XKaHp. YClIea Tora, MHOTH My3U4apy Ipuoerasajy 1es3
apaH)KMaHUMa HapojHe My3uke, necama u3 HOb-a, no3Harux tema
KJIaCHYHE MY3HWKEe U CIIMYHO. ApHayToBuh nctuue aa je kpajem 1980.
rogune [le3 opkecrap PTh-a 0o6jaBro anbym ca apaHxmaHuUMa I10-
MyJapHUX MApTU3aHCKUX Tecama U J1a je TUME ,,y U3BECHOM CMUCITY
YYUHHO I1€3 ‘peKUMCKOM’ My3ukoM” (cTp. 116).

Y nornasiby nocsehenom 3abaBHoj My3uuw (fomahoj Bepsuju
non My3uke), Jenena ApnaytoBuh apryMeHTyJe lia je PexXHUM OBY
BPCTY MYy3HKE CMaTpao ,,0e30MacHOM’ U CXBaTao je Kao ,,TUIHYHO
JYTOCIIOBEHCKH TPOAYKT”. Ycien CBOje KOMEPIHjaTHOCTH, 3a0aBHA
MYy3HKa je ,,lipeAcTaBjballa BaykaH MOJIUTOH 32 yBOhEHE TPIKUIIHUX
MexaHu3aMa ca 3amaja y jyrocjOBEHCKY MEIHjCKy/MacOBHY/IIOMY-
napHy kyntypy” (ctp. 123), a yjeaHo je Ouna ,,Menujatop 3amnaamad-
Ke KynType y octaiie 3emibe Mcrounor 6moka” (ctp. 136). [Toapmika
pexuma 3a0aBHO] MY3HIM OIjiefayia c€ Y HEHOM 3Ha4yajHOM IpH-
cycTBy Ha mporpamuma Pammo beorpana, Te mokperamy OpojHUX
(decTrBaNa, KOju cy OWIM aIcKBaTHO MEIU]CKU U TUCKOTpadCKu nc-
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npahenn. Kapujepy npse 3Be3ne 3ab0aBHe My3uke, Dopha MapjaHo-
Brha, ayTopKa mocMarpa Kao Mmokas3aTelb ,,jauarba TPXKUIIHE JIOTHKE
u crmalbibema yTullaja pexkuma y chepu morylapHe mys3uke” (CTp.
124). Ha npumepy kapujepe 3npaBka Yonmha, ayTopka mokasyje na
je yKyc myOmnuke 010 3HauajHUjH 32 OOJTMKOBAHE MY3HUYKOT TPIKHIIITA
O]l JleJioBama Meauja; Haume, Yommh je, moj yTuiajeM TPKUITHUX
KpeTama, Mpemiao myT o ,,liarep-rnesava’ 10 u3Bohada Koju je y
CBOj OCHOBHHM 3BYK YHEO €JIEMEHTE POKEHpOJIa, TUCKO-MY3HUKE, a Off
CpeIrHe 0caMIeCceTUX U HOBOKOMIIOHOBAHE HAPOJHE MY3HKE — KaH-
pa Koju y TOM TPEHYTKY nocrtaje MmejHcTpuM y CpOuju.

[Tpunukom pasMarpara poKk My3HKe, ayTopka nokasyje na je
0Baj ,,[IPOBOKATUBHI )KaHP YIIIABHOM pa3BHjaH M3BaH Boxehux Me-
nvja kakaB je 6mo Pagmo beorpan. Mehytum, Mana je cpricka poK
CLICHA, KOja ce a(prMHcana Ha PE/IOBHO OAPKABaHNM ,,HTPAHKaMa” 1
»TUTaprjagama’, IpxaHa [ofajbe o MeHja, OHa Hije 3a0pabBaHa
jep je, Kao U y cilydajy 11e3a, ToJIepucame poK My3UKe Off CTpaHe pe-
YKUMa TIOMOIJIO IJIacupamky UMHIJA ,,MEKOT COlHjanu3Ma’ Ha 3aray.
[Ipema Jenenu ApnHayTtoBuh, OCHOBHA IpenpeKa MeIMjCKOM po0ojy
pok mysuke y Cpbuju Ouia je YMEBCHHULA Ja YPEIHULM H3lamba y
HI'TI PTh-y nyro HuCY PENoO3HAIN HeH KOMEPLMjalHU HOTCHIHjall,
T€ Cy cpIicku OeHI0BM Omin ipuHyheHu aa cBoje andyme 00jaBibyjy
y XpBarckoj u CinoBenuju. Ha npumepruma Tpu HCTaKHYyTE POK IpyTie
— capajeBckor OeHaa bujeno myrme m G6eorpajckux cacraBa Pubspa
yopba u bajara u uncTpykTopu, ApHayToBuh rokasyje Ha KOju HauuH
je 6mino moryhe HanpaBUTH ,,yHOCaH OU3HUC” 07 0aBJhEHa POKEHPO-
soM. bujeno gyrme je oBaj MJb OCTBAPHIIO MPOKUMAEM €IeMeHa-
Ta poKa U JPYTrux yTHIaja, IOrOTOBO HAPOAHE MY3HKE (,,[IaCTUPCKU
pPOK”), alu U ,,yABapameM’ PEKUMY U MPONArHpambeM HICOJIOTH]C
OparcTBa u jenuHcTBa 0 npen cam pacnag COPJ; bajara u uHCTpyK-
TOPH Cy CTaTyC MEJHCTPHUM I'pyIie OCTBAPHIN CUHTE30M POKa ca ele-
MEHTHMa 3a0aBHE M 11e3 My3HKe, 10K je Pubsba wopba, ynpkoc mpo-
BOKaTMBHUM TEKCTOBHMMA, HCIIyH-aBaja yJOry ,.BelHMKe Oeorpaicke
POKEHPOJI aTpakiuje”.

VY mocnenmeM aHATUTUYKOM IOINIaB/by ayTOpKa JIEMOHCTPUPA,
Ha MpUMepy HOBOKOMIIOHOBAHE HApOJHE MY3UKE Kao HajKOMepIuja-
HUjer JkaHpa rnomnynapHe Mmy3uke y CpOuju, y K0joj MEpH je TPXKHUIIIHA
,,[TOJTOOHOCT”” BpeMEHOM I0CTala BayKHHUja of] monutuuke. [Ipemaa je,
MPaKTUYHO O] CBOI HACTaHKa Ile3aeceTux roguHa XX Beka, HOBO-
KOMIIOHOBAaHA HApOAHA My3HMKa KPUTUKOBaHA, IPBEHCTBEHO OJ CTpa-
HE LIKOJIOBAHUX My3uuapa u/wim wianoBa KomyHucTtuuke napruje,
300r 3aHEMapuBamba KyJITYpHE MOJUTHUKE CAMOYIIPABHOT COIH]jau3Ma
U ,,U3BUTONEpaBama’ U3BOPHE HAPOJIHE MY3HKe, T MpoIvaliaBaHa 3a
KUY U IIYH], OHA je BeoMa Op30 Haja3uia MyT A0 ciylianaia. Jene-
Ha ApHayToBuh aprymMeHTyje 1a oBaj )kaHp He Tpeda mocMaTpaTH Kao
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BUJ HapoAHE My3uKe, Beh mpe cBera kao »aHp IOIMYITapHEe MY3HUKE,
Te mpeAsiaxe yBohemwe TepMHUHA ,,[I0MyJapHa HapoJHA MYy3UKa, KOjU
ou 06yXBaTI/IO CBE BapHjaHTe TPAHC(OPMUCAHHUX BHI0BA HAPOIHE My-
suke” (cTp. 186). Ayropka uctuye 1a je nporpam Pamuo beorpana,
oynyhu ciyman y nenoj Cpouju, Mopao 1a ce npuiarohasa ,,motTpe-
0aMa U CKJIOHOCTHMAa CTAaHOBHUILTBA MamHX, YIIABHOM pPypalHUX
cpeauHa, Koje Ou ce y CympOTHOM OIpaHUYMIIO Ha CIyIIAmke JIOKal-
HUX paJuo-CTaHuIa”, Te Ja ce ,,IPUKIOHU OMIITEM TPEHIY, OJHOC-
HO adupmucamy HOBOKOMIIOHOBaHE HapomHe mysuke” (ctp. 187).
[Tpemaa cy pa3maTpama O reHe3d HOBOKOMIIOHOBAHE MY3HKE OCKY/I-
Ha (IIPBEHCTBEHO HE/0CTaje NCTAaJbHUJH YBUJ Y A€IaTHOCT Hapoz[Hor
opkectpa PTC-a), ApnayroBuh mokasyje aa je ,JIeTHTUMH3ALH]H

HOBOKOMIIOHOBAaHE HAapoOJHE MY3UKE U HEHOM YCIIOCTaBJbay Kao
MEJHCTPHM XaHpa fAonpuHena auckorpadceka aktuBHocT [T PTh-a,
KOJU j€ MHTEH3MBHO IJIaCHpAo OBAKBa HM3/ama CPICKUM pagHULIIMAa
Yy WHOCTPAHCTBY, ajJi U goMahoj MyOiauiy — Kako pypayiHoOj, TaKo H
,,ypoauum cesparuma’ (ctp. 203), kao 1 mokpeTame pecTuBaa momyT
MECAM-a, rzie je HOBOKOMIIOHOBaHa My3WKa IIPE3EHTOBAHA YIIOPEI0
ca JIpyruM jKaHPOBUMA MOITyJIapHEe My3HKe. Y 3aKJbYUKy, ayTOpKa HC-
THYE JIa je, O CPEIMHE CeIaMIeCeTHX IOJNHA, OYHIIC/aH TPEH]L KO-
MepIII/I_]aJ'II/ISOBaH:a nporpama: ,,01 Tajia BULIC HUJe Y IUTaby ‘KPHjyM-
yapeme’ ‘HernonoOHe’ My3HKe KOjy Clylla jelaH Ieo ay,I[I/ITOpI/IJYMa
Beh mpuarohaBame mporpama MpoOCEYHOM YKYCy MyOnuKe”, aau H
Harnomume ja ,,Panuo beorpan Huje camo cinenno My3u4YKd YKycC my0-
nuke, Beh je ucroBpeMeHo u ‘mpekpajao’ Taj ykyc” (cTp. 218).

Jenena ApnayTtoBuh BemTo Boau 4nTaole Kpo3 oousbe nupop-
Malldja ¥ ToKasyje Ha Koju HauuH ce Paguo beorpan, kao jeman on
HajyTUIAJHUJUX MEIHja y TaJallmko] Ip)KaBH, KOjU je Biadajyhum
rapHUTypama CIIy’)KHO Kao CpPEACTBO 3a MPOMOBUCAIE TOMHUHAHT-
HUX UJIC0JIOTH]a (COIM]jaTUCTUYKOT peain3Ma, 3aTUM, CaMOyIIPaBHOT
conujanu3Ma, ,,MeKOT COlMjayin3Ma’ W, HAIlOKOH, HAIIMOHAJIW3Ma),
y HCTO BPEM€ HEYMUTHO INpuiiarohaBao 3axTeBUMa TPXKUIITA U yC-
Bajao UCOJIOTH]je KaUTAIMCTUYKOT TOTPOLIAYKOT ApyIIITBa ca 3amna-
na. Ocphyhu ce Ha cienupuyHe KOHIEIIIH]e MMOjeIUHUX porpama
Panuo beorpana, HAaMeHEHUX Pa3IMUYUTUM LUJBHUM TpynamMa, a y
UCTHU Max aHanu3upajyhu v npoMeHe ApymTBEHOT U KyJATYPHOT KOH-
TEKCTa, KOje Cy ce orvie/iajie y HAN3MEHUYHOM jadyamy U MOMYIITalky
MPUTHCAKA PEKUMa, MPEHONICHY HAJUICKHOCTH ca (enepanuje Ha
penyOinuke M TMOKpajuHe, OCHUBAKY JIOKATHUX Paguo CTaHHUIA U
ryOJbehy MOHOIOJICKE MO3UIUje IP5KaBHOT pagnoaudy3HOr CepBU-
ca, ayTopKa JIoKasyje Jia je BeoMa BakKHY YJIOTY y IpolieCUMa TeMeJb-
HUX TpaHchopMalrja peasiCoIUjaJTUCTUIKOT APYIITBA Y TPIKHIII-
HO-TIOTPOILIAYKO ypeheme urpaa ynpapo nomyinapHa My3HKa.

Uesana Meouh
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ANALYTICAL AND CROSS-CULTURAL STUDIES
IN WORLD MUSIC
Michael Tenzer, John Roeder (yp.)
Oxford University Press, 2011, ctp. X+461

Henasuo o0jaBspeH 300pHUK pagoBa nocsehen je hyHmamen-
TaJHOM MTUTaBkY Y 00JaCTH HCTPAKUBAmHa MY3HKE — aHAJIN3U My3HY-
kux (eHomeHa. ETHOMy3uKoIOrHja Ha 1100AaTHOM HUBOY JaHac ce
0aBH Pa3IMYUTHM JIOKAITHUM, CHCIU(PUIHIM MY3HIKUM KyATypaMa
U npuiarohaBa UM CBOj€ MCTpakKMBayKe amapare, Ia ce OBaj KOM-
TUIeKCaH 300PHHUK MOKE ITOCMATPATH Kao CKyT HEKOJIUKO JO0CTUTHyha
y Tom norneny. Kommapanmja, kao jenHa of 6a3ndHUX aHATUTHUKIX
METO/Ia, BEOMa j& HarvlameHa y OBOj KibH3H, T¢ FheHa MPIMEHA MOXKe
MOKAa3aTH JOKJIE C€ CTUIIIO My OTHOCY Ha JAUCIUILTHHAPHH TTOYETaK
y KOMIIapaTUBHO] MY3HUKOJIOTH]H.

[IpobGnemMcky OKOCHHILY, 3ajeHHYKY 3a H3JIOKEHE CTYIH]e
cily4aja, IPeIouno j€ jelaH O YPEIHHWKA y YBOAHOM m3naramy (J.
Roeder, “Introduction”, 3—16): ,,kak0o ce KapakTep My3W4KOT jeJia
(dbopmupa 13 MojeIMHaYHNX 3BYYHUX o0pa3ana 1 ’bUXOBUX MO3ULIM]a
YHyTap KYJITYpHO YCJIOBJBEHOT TI0Jba MOTYNHOCTH; KaKo HEKe Kare-
ropuje 3By4HUX oOpa3zaua (HIp. KaeHuupajyhux) umajy Mame win
BUIIIC 3HAYAjHY YJIOTY Y Pa3IMYUTHM BpCTaMa My3HKe; KaKO OpraHH-
3amuja puT™Ma (Kao MpaBUIIHOCT, Ca/IejCTBO JE€OHMIA, oceha) KoHTH-
HYMPAHOCTH) OCIIMKaBa MpUpoAy u3Bohaukor ancamOIa; Kako reHe-
pajHa opraHu3anuja My3uke IMpy»a MOTYNHOCTH 3a CBOj€ JIOKAJTHE
MaTepHjanu3alyje i APYIITBeHE 1 H3BOhauKe KOHTEKCTE; KaKO My3H-
4apu KOHCTPYHIIY CBOje JPYLITBEHE WJIEHTHTETE Y OJIHOCY HA KyII-
TypHE KOHBEHIM]e U Ha moTpede came mysuke” (5). Llusp 300pHuKa
je 6o 1a ce MoHyAe OrOBOPY HAa MHTPUTAHTHA MMUTAaka O My3UIKUM
pernpe3eHTanrjaMa, KOTHUTUBHIM YHUBEp3aJjamMa U O JCTIOKPYTY
MY3HUYKE aHaJH3e.

VY npBOM JieNTy KEHTE TPEICTaBFEHE Cy 0COOCHE aHAIN3E MY-
3uKe pa3znnuuTux Kyiatypa (“‘Analytical Encounters with Music in
Diverse Cultures”), U3 UCTOPHJCKUX M3BOpA U JIaHAIIHkE Mpakce. Y
npsBoM norasiby (N. Terauchi, “Surface and Deep Structure in the
Togaku Ensemble of Japanese Court Music / Gagakul”, 19-55) y3era
je y o03up jamaHcka IBOPCKa My3H4Ka Npakca, Koja MOCTOjH Mpe-
KO XWJbaay roauHa. ¥Y3 momoh xomana Eternaku mpencraBibeHa je
aHaJM3a My3WYKUX oOpaszana of ,,[IOBPITUHCKUX 0 ,,JyOMHCKHUX
CTpYKTypa (0OJHOCHO, HICTaKHYTa je clpera TeKcTa u Kounrekcra). Ca-
JIeJaHu Cy PUTMHUYKA KOHCTPYKIIMja, TeMIO U (popMa, HOTALM]jCKU
CHCTEMH, OPTaHOJIOIIKA CBOjCTBA U TEXHUKE CBHpama CBUX MHCTPY-
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MeHaTa, IbUXOBE JIECOHUIIE U Meljyco6HI/I KOMYHI/IKaI_[I/IjCKI/I OJIHOCH,
KapaKTEPHCTHKE MOZyCa Y KOjUMa Ce AENIO peansyje, Pasinke y Mo-
Aynauuju 1 TPAHCIIO3ULM}H Y IOMEHYTHM CTPYKTypama, a KOHa4HO,
Ha OCHOBY aHaJM3e Tabjarypa 3a IOjeJMHE JCOHHIIC MOKYIIaHa je
PEKOHCTPYKIIMja apXauvdHOT BUJA OBE Mpakce (togaku).

VY cnenehem mornmaewy (E. E. Leach, “Form, Counterpoint,
and Meaning in a Fourteenth-Century French Courtly Song”, 56-97)
Mpe/ICTaB/bEHA j€ CpeambOBEeKOBHA JABOpcka necMa (G. de Machaut,
De petit po) n KOHTEKCTH HEHUX PA3IMIUTHX H3Bohera. OcnM nero-
pujara, MPe3eHTOBAHO je NCTPAKUBAE YIIOTPEOJbEHE KOHTPAITYHKT-
CKE TEXHHMKE, TOHCKOT, PUTMUYKOT U W3HAJ] CBera, (hopMaliHOT opra-
HU30BambA.

VY tpehem normasspy (J. Stanyek u F. Oliveira, “Nuances of
Continual Variation in the Brazilian Pagode Song”, 98—146) temaru-
30BaHO je U3BOlee MomnyapHe My3HuKe rnpakce y bpasuiny Ha mpu-
Mmepy niecme Sorriso aberto. IlpencraBibeHe cy HbEHE MOETCKE, Xap-
MOHCKE M MEJIOJIMjCKE KapaKTEPUCTHKE, a HarIallleHe Cy KOMETPUYIKE
U KOHTPaMETPUYKEe PUTMHUYKE TOJIENIe y Pa3IHuYUTHM JICOHUIAMA.
AyTOopH Cy OBy NpakCy HMCTPaXMBaJl HE CaMO KPO3 COIICTBEHO
YYECTBOBakE Y My3W4yKoM jorahajy Beh u myreM MoauHuKOBaHOT
TepeHckor npuctyna Cumxe Apoma (Takohe ayropa y 0Boj myOinka-
1IMjH), KOJU je ToIpa3yMeBa0 CHUMame CBake mparehe WHCTpyMEH-
TaJHE JICOHUIIE TTOHA0COO HA OCHOBY CIyIlama ,ujcaiHe’” Bep3uje,
y3 KacHHJy CcTyaujcKy obpany. M3 oBakBor MeToma HacTao je uapop-
MaTHUBaH M 3aHUMJbMB MHTEPAKTUBHU ayIHNO-BUICO TPHUIIOT, 3 YHHU
ce a Ou aHAIM3KUpamke U3BoheHha y peaTHOM KOHTEKCTY HaArPaIuiio
3aKJbY4aK y MMPaBIly aKTyeIHOT MpodiieMa UMITIPOBH3AIIH]E Y MY3HIIH.

UYerepro normasike (E. Ziporyn u M. Tenzer, “Thelonious
Monk’s Harmony, Rhythm, and Pianism”, 147— 186) HMaJIo je 3a
CBpXY Jla YMTAOIIC yIO3HA ca CHCI_II/I(l)I/I‘lHI/IM M3BOhauKUM MaHUPOM
Tenonujyca Monka Ha nipumepy necme I Should Care. ITpoGnem je
MMOCTaBJbEH Y KOHTEKCT UCTOPH]E U TEOPH]e 11e3a, a ToTOM j¢ MOHKOB
MY3WUYKHA CTHJI Carlie/laH Ha OCHOBY OOJMKOTBOPHHX KOMIIOHEHATa
Yy My3WYKOM TOKY — XapMOHCKE, pUTMHUYKE U TEXHUYKO-CBHUPAYKE.
[Tpunoxene cy u rpaduke Koje MoKasyjy KapaKTepUCTUUHY Pa3IUKy
u3Mely ctanmapIHOT METPOPUTMHYKOT 3aIKca M U3BOhema y cTBap-
HOM TpajamYy.

AHanu3upajyhu KoMepryjaqHd CHUMakK wu3Bohewma dalap-a
jenHor curapucte, y nerom nomasiby (R. Widdes, “Dynamics of
Melodic Discourse in Indian Music: Budhaditya Mukherjee’s Alap in
Rag Piiriya-Kalyan”, 187-224) ayTop ce BOIMO HU/I€jOM IIpeiovaBamba
KOMIIO3HIIMOHUX MTPUHITUIIA OBE My3H4Ke (hOpME YMHOTOME 3aCHOBA-
He Ha umrnpoBu3anuju. [laxma je ycMepaBaHa Ha TPH acleKTa JaTor
y30pKa: JIeTa/bHO MITYUTABAKC MMOYSTHOT CErMeHTa (a Ou ce yBH-
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JIeNI0 Kako M3Bohad yBOIM CIIyIaona), carjieaBambe apXUTECKTOHH-
Ke I[eJIOT MEJIOJIMjCKOT Tpolieca U UCIMTUBAKE MOjeIMHIX Macaxka
KOJU WIYCTPYjy MHTEPAKIIM]Y MUKPO U MakpodopMaaHux oOpasaria.
VY Tekcty ce pedepuiiie Ha KOHIIENTe KOTHUTUBHIX CXeMa BE3aHUX 3a
TOHCKE BUCHHE W MEJIOJIU]CKY KOHTYpY. Pa3Boj dopme carnenan je y
OJTHOCY Ha pacriope]] pOKaTHUX TOHCKUX BHCHHA U (pa3a.

VY napennom nommariby (L. Bunk, “Timbre-and-Form: The
BSC and the Boston Improvising Community”, 225-263) uznoxe-
Ha je caBpeMEHa YCKO pacIpoCTpameHa My3HdKa Ipakca, noceOHa
0 TOME IITO C€ BOJM OYKOM KaO €CTETCKHM HJIeajOM M TTOCTUKOM
HCIIUTHBAKka TeMOpa U (opme Kpo3 ciI000aHy MMIIPOBU3AIN]Y Ha
pa3IMUUTUM 3BYYHUM oOjektuma (Do It Yourself akyCTHUHHM U
CJIEKTPOHCKMM) U y3 Kopuiuhiee HeCTaHAap/IHUX CBUPAYKUX TeX-
HHKa. AYTOp je IIOKYLIA0 Jia yIpKOC n3berasary 3a1arux obpasana
MIPUJIMKOM M3BOlema, OTKpHje My3ndKy (popmy momohy rckasa moje-
JTUHUX My3u4apa, ciyllama HaCTyIa U aHaJu3e TpaHCKpHIIje. 3a-
KJbYYEHO je J1a (M) TeMOp MOXKEe UMaTH YJIOTY OCHOBHOT TPaJIUBHOT
MY3UYKOT €JIEMEHTA.

Y ceamom mormaBiby (N. Hesselink, “Rhythm and Folk
Drumming /P 'ungmul/ as the Musical Embodiment of Communal
Consciousness in South Korean Village Society”, 263—-287) ayTop je
OIMCA0 TUMHYHY (BOKAJIHO-)UHCTPYMEHTAIIHO-TUIECHY KOJCKTHBHY
npakcy y Jyxaoj Kopeju u ;seHe koMmyHuKalujcke noteHujane. [pen-
CTaBJbCHA j€ aHAJIM3a PUTMHYKUX oOpa3ara U KOHCTaTOBaHA Cy HhU-
XOBa JIBa OCHOBHA, yjeTHO KOMIUIEMEHTapHa, OpraHU3aIMOHa ITPHH-
numa — 13B. Bpahame u ojayaBame (“recurrence” u “reinforcement”),
OIHOCHO TIOHABJhAHE U TIOBE3aHOCT JICOHUIIA.

Ocmo normassse (V. L. Levine u B. Nettl, “Strophic Form and
Asymmetrical Repetition in Four American Indian Songs”, 288-315)
JIOHEJIO je aHallu3y YETHPHU TIeCME CHUMJBCHE Y BPEMEHCKU U TeO-
rpad)CKu pa3IuIuTUM OKoJHOCTUMA. [laxkma je mocBehena mpuHIIK-
my ,,aCHMETPUYHOT IOHABJbamka™, KOJU je crienu(udan 3a WHIU]jaH-
CKH perieproap W yckial)eH ca MPHUHIUIIOM IUKIMYHOCTH, Y€CTUM
y TpaJAMIIMOHAIHO] YMETHOCTH jAare 3ajeaHurie. Ped je o crpoduy-
HUM OOJIMIIMMA CAacTaBJbEHUM O] MY3HYKOI oOpacia Koju ce MpH
MOHABJbAhy MEHA, U TO: M30CTaBJbaEM, CKpahMBameM WIIH TPO-
Iy’KaBameM jeqHe (pase, IOTOM YHYTPAIIbIM BapUPambeM TOHCKUX
BHCHWHA, PUTMA WM HAYMHA TICBambA.

VY neserom nornasiby (L. Barwick, “Musical Form and Style
in Murriny Patha Djanba Songs at Wadeye /Northern Territory,
Australia/”, 316-354) kpo3 Tpu ciu4yHa NpUMepa KOMITIOHOBAHHX
ayCTpaJIMjCKUX Ilecama y3 IUIeC, HHTEPIPETUpaH je CaapikKaj MmoeT-
CKOT TeKCTa W aHAIMTHYKH je carienan ¢popmaiHu okBup. To je pe-
3yatupano nopehemeM mapameTrapa Kao MTO Cy oOpaciu 00JuKa,
WHCTPYMEHTAIlMja, PUTMHYKE U MEJIOJIN]CKE OJIJIMKE, POJl M3Bohaya.
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Y npyrom neny 300pHHMKa TpoOiieMaTH3oBaHa Cy rmopehema
My3nukux (eHomeHa u3 pazauuuTux Kyatypa (“Cross-Cultural
Analytical Comparisons™). [ecerum mnornaBbem (M. Tenzer,
“Integrating Music: Personal and Global Transformations”, 357—
387) jeman on ypeaHUKa MPHUCTYIIMO j& paclpaBH o ,,CYIIEPUOPHOC-
TH” 3anajmhadke KJacHuHe My3uKe HaJ IPyrMM MY3UYKUM KyJITypa-
Ma U BUX0BOj mopeadenoctu. [IpencraBuo je u a1Be KOMITapaTUBHE
aHaJIM3e: HajIpe JBE JBOPCKE OaTMHEKAHCKE KOMIO3UIH]e (U3 KaH-
pa lelambatan), a 3aTum u iopeheme ,,HUBOA My3WUKe aKIHje” OBUX
KOMajia ca MpBUM cTaBoM KrasupckoZ keapiueiua Ou. 47 Pobepra
[IIymana (Schumann).

VY jemanaectom norassby (S. Arom u D-C. Martin, “Combining
Sounds to Reinvent the World: World Music, Sociology, and Musical
Analysis”, 388-414) ayropu cy obpauunu peHomen world music,
HajIpe OCBPTOM Ha erOB UCTOPH]aT, 00yXBaTHOCT U (l)yHKLII/IOHI/IcaHae
y IpYUITBY, @ TOTOM ycpeucpeleBaH,eM Ha aHaJIMU3Y JIEKOHTEKCTyalu-
30BaHOT My3MUYKOT TeKcTa. McruTaHa je cTpyKTypa cegam MpuMepa,
NPUMApHO Carye/[aBatbeM HHXOBOI METPOPUTMHYKOL CalpKaja, a
Jiata je U bHXoBa KilacuuKaruja Ha OCHOBY HaMHA KOMOMHOBama
rpaJMBHUX MaTepujaja y OBOj ,,CHHTETHYKO] MY3HUIIH .

3akspyuHo nornasibe (M. Tenzer, “A Cross-Cultural Topology
of Musical Time: Afterword to the Present Book and to Analytical
Studies in World Music /2006/”, 415-439) HanucaHo je Ka0 OCBPT
Ha OBO, Ka0 M Ha MPETXOJIHO U3Iae ca CIIMYHOM TeMOM (Koje je ay-
TOp MPUPEAKO U 00jaBHO y3 MOAPLIKY MCTOI YIVICAHOT H3/aBava).
Tapammem HacTojatby Ja ce UCIUTAJy AeUHHCALE U IEPCIICKTHBE
CTYIMO3HOT MPUCTYIa palIwIakbUBaly, KaTeroOpu3aluju U TEOPH]-
CKUM MPHUHIMIIMMA PAa3IMYUTUX MY3UUYKUX MPAKCH HIMPOM CBETA,
MIPUI0JIaTE Cy HOBE CTY/IHje, T€ j€ CAaUUHbEeH TUIOJIOUIKU U TOMOJIOII-
KU IIperyie/l pa3MaTpaHuX My3HUKHX (GOopMU. AYTOp je OBUM TEKCTOM
Kao KpylHjajiHe My3HuKe apaMeTpe OJIpe/Ino BpEMEHCKY OpraHHu3a-
11y (YBEIEHHU CY U Hh€HU KJbYYHH IMOJMOBH: 0€3MEH3YPaAITHOCT, MYJI-
caiuja, MeTap, Kpyr, OCTUHATHU KPYT, OTBOPEHO U 3aTBOPEHO BPEME),
rpynucame My3uiknx Jorahaja (konpuryparuja, odenexje, rpyna,
HJICHTUTET, BapHjallija, 1e0, METaKpyr) 1 CBEOOYXBAaTHH (pOpMaIHH
KOHTUHYHTET (3aCTOj /yKJbydyje MOJMOBE pENeTUINje U HUKIUIHO-
ctu/, Tpancdopmaliyja /mpoKOMIIOHOBAHOCT/, TPEKU/T /IpOMEeHa/, U3-
JIeJbEHOCT).

IIpsu poOiieM y OaBiberby (peHOMCHNMA (OIKIOPHAX My3U4-
KHX MPAKCH LIKPOM CBETa [0APa3yMeBao je HOTALH]y, jep Cy HaYnHH
TPaHCKPHOOBarba U TYMA4CHa 3al1Ca y HEIIOCPE/IHO] BE3U Ca aHAIIH-
TUYKUM perierbuma. [TocedHO cy MHTPUTaHTHU KaJia je ped 0 UMIIPo-
BH3AIlMjU U TeMOPY, OUUTIICAHO CBE OMTHHJUM €JIEMEHTHUMA 32 Hay4-
HY XYy, T OTY] HHOBUPAA 3aMa/[lauke U U3BOPHUX HOTalMja y

303



My3ukonoruja 17-2014 Musicology

HEKUM oj1 pajoBa. [lox aHaIM30M My3HKe y paJioBUMa je Toapasy-
MeBaHa enabopanuja My3uuke popMme, a pasiIniuTH aCIEKTH Cy Ca-
rIeaBaHu aa Ou To ynornyHwid. @opMmu je mpucTymnaHo npuMapHO
MPEKO BPEMEHCKOT CEKBEHIIMPamba U carieiaBama pacroiese puTMa.
Moxe ce pehu ga cy ayTopu reHepalHO BEIUKY MKy IOCBETH-
JIM TIPOIIeCHMa TIOJIelIe, TPYIIcamha U MOHABJbakbha KOjU TUHAMHUZY]Y
MY3HYKHA TOK. MHUHYIIMO3aH TPUCTYI MY3UYKOM TEKCTY CapaJHUKa
Ha U3Jamky je MOXBAJIaH, ajll Y HEKUM CIydajeBUMa je HelocTajana
(dyHKIIMOHATM3alUja TOOMjEHUX pe3yJiTara.

VY KBU31 MOCTOj€ U HAPOYHMTO H3/IBOjeHEe OCHOBHE MH(]OpMa-
[IMje O ayTOpuMa, U3 KOJUX CE MOXKE 3aKJbYYHTH Ja je ped O KOM-
MEeTEHTHUM II03HABAOlMMa Marepujajia, kao u Muoexc (445-461),
ca CyMHPaHUM IOMEHYTHM Ba)XKHUM TEPMHUHUMA, HA3UBHMAa U HMe-
HUMa, a HalIalICHO je Ha KOJUM CE CTpaHama Haja3e CYIITHHCKA
objammerma 3a nojeauHe oxapennuie. Kmura je onpemsbeHa OMO-
nuorpadujama U rpadUIKUM TPHIO3UMa (TpaHCKpUIIHje, Taberne,
cxeMe u pororpaduje), a Texxe JOCTyITHE 3By4HE MpuMepe Moryhe je
KOHCYJITOBAaTH Ha mparehoj BeO-npe3eHTaIuju. !

[Tpomunbame TEMIIOPATHOCTH MY3HKEe OWIO je TeMa U Y
OBJAIIKH0] (€THO)MY3HMKOJIOIIKO] JUTEpATypu,” a OJACKopa je Mpy-
KEH M 3HaTaH JONPHHOC YCIOCTaBJbabkbhy aHAIUTHYKOT MOJENa 3a
bopmy y cprickoj (GONKIOPHO] BOKATHO] MYy3HIH.> Y 300pHHUKY CY
NPEACTaBIbeHU KOHKPETHH PE3yJITaTH aHAIMTHKE My3Huke (hopme Ha
pUMEpUMa Pa3IMYUTHX TPAKCH, TAKO Ja C€ OBUM IPEIVICIOM TIpe/-
BHuha WmeroBa ynorpeO/bUBOCT y oOorahuBamy aHATUTHUIKUX HIE]ja
y CycpeTy ca JoKaJHUM (eHOMEHUMA KOju Cce 03Ha4YaBajy kao world
music, Ka0 U ca UMIPOBU30BaHUM H3BeI0aMa.

Mapuja /[ymnuh

I Bumern: www.oup.com/us/accswm.

2 D. Gostuski (1968) Vieme umetnosti: Prilog zasnivanju jedne opste nauke o oblicima,
Beograd: Prosveta; B. Popovi¢ (1998) Muzicka forma ili smisao u muzici, Beograd: Clio;
J1. JTajuh-Muxajnosuh (2006) ,,BpemeHcka auMeH3mja ernckux necama’”, Mysuxonoduja
6:343-364.

3 C. Pagunosuh (2011) O6nuk u peu: 3axonomepHoCiiu Men0i0OCHICKOZ 0OMUKOBAILA
CPUCKUX HAPOOHUX Tlecama Kao 0CHO8A 3a Melliodo102ujy hopmanne ananuse, beorpan:
DakynTeT My3UUKe YMETHOCTH.
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[TjeBauka npyxxuHa Ceriane Cnajuh
CUB COKOJIE — cpiicko iupaouyuoraino ijesarbe
(KOMITaKT-TUCK)
Multimedia, 2013.

ToxoM BuIIe Of J1BaJieCeT roliHa BaHpEIaH TaJeHaT, Bepa y
CBOj MO3UB U UCTpajaH paj yuuHwu cy na ce Ceemnana Crajuh? y
nomahoj cpeauHM M3IUTHE, @ Y MHOCTPAHCTBY MPEICTaBU Kao Ie-
Ba4 TpajMLIHOHANHKX necama Cpda n Apyrux Hapona Ha bankany u
M3pa3nTa yMETHUYKA JIMYHOCT. OCTBapuia je MeBauKy capaimwy ca
HajO0JBMM M3BOhaUMMa TPATUIMOHAIHE MY3UKE Y 3€MJbH U PETHOHY
(boxan CrankoBuh, Janapuja bamak, Pubameske, Janka Pynkuna u
Ip.) U ca npu3HaTuM Aomahum u ceerckuM ymerHunuma (bopuc Ko-
Bad, o6 Buiicon, Mapuna Abpamosuh). thena kapujepa, CTaBOBH U
Xapu3Ma JIONPUHEIN Cy TOME Ja MHTCPBjyH W IPHKA3U KOHLepara,
ayaMo U3/alka U YMETHUUKHX MpojeKaTa Hal)y 3amaxeHo MecTo y jaB-
HUM DacwinMma. ETHOMY3HK0I03U BeHOM pajy nocsehyjy cTpydne
4YJIAHKE, PHKA3e U MOIaBba y MOHOrpadujama.’

Z[oanHoc Crajuhese fomaho] U CBETCKO] yMETHHYKO] CLICHH
HajBehuM JIENIOM je y TOMEHY HEOTPaJMUMOHAIHOI IIPUCTYIIA CPII-
CcKoj My3uuko] Oaurrnnu. Taj acmekt mweHOr pajga oboraheH je ne-
narsohy IljeBauke npyxune Cernane Criajuh, j)XeHCKe Tpyne Kojy
je Ceernana 2009. rogune okymnuia y beorpaay® u kojy umHe jour
u Muma Huxonuh, /Iparana Tomuh, JoBana Jlykuh u 3opana ban-
Tuh. Ha_]I/ICKyCHI/IJa Mel)y BHMa, pa3BUBILK COICTBEHE METOJE Kao
pyKoBoJMIIaIl M BoKalHU nesaror, CrniajuheBa nma HajBehu yTuiaj Ha
¢bu3MoOHOMH]Y Tecama Koje rpymna U3BOJIu.

4 Bunern http://www.svetlanaspajic.com/index.php?option=com_content&view=fron

tpage&ltemidZI&lang:en, npuctybeHo 1. 12. 2014.

Hben andym JKezap orcusu (Cloudvalley, London) nporaiien je ox crpaHe xupuja
European World Music Charts jeqauM on neTHaecT Hajoosbux world music anbyma y
2008. roguHH.

Bunern Ha mpumep J. JoBanosuh (2000) ,,.Boxanna rpyna [[puna: XXusa Bona —
CPIICKO TPAJMIMOHAIIHO TieBame, Panno Ceeturopa, 20017, 360pnux Maiuuye cpucxe
30 CyencKe yMemHOCU 1 My3UuKy 26/27: 213-217; S. Asanovié (2009) ,,Zegar Zivi,
Zegarani moji, ima Boga, imena mi moga!”, Etnouml]e 8:41-47; P. JakossbeBuh (201 1)
World Music y Cpouju. Tpaduyuje, iiopexio, pazsoj, My3suuka omnaanaa Cpouje, 52—
54; J. Luki¢ (2010) ,,Beograd, KC Rex, 18. Maj 2010 (festival Ring Ring)”, Etnoumlje
13/14: 14-17; J. Luki¢ (2013) Pjevacka druzina Svetlane Spaji¢, ,,Svetlana Spajic:
Isporucivanje Istine pesmom®, Etnoumlje 19-22 : 246, 247, 295.

Tepmun kopuctum mpema M. Zaki¢ u I. Neni¢ (2012) ,,Worldmusic u Srbiji:

eluzivnost, razvoj, potencijali”, Etnoumlje 19-22: 166—171.
8 Peu je o mpoduy aHcamOra Kkoju clemu ypOaHy TpaKcy MOKPEHYTY OCHHUBAHEM
rpyna ITaranke (1982), a kacauje Mo6a (1993, y kojoj je CrniajuheBa umana u3y3eTHo
3Ha4ajHOr yzena) u JlpuHa (1yo KOjU je OHa IpeIBOAMIIA), OCHOBAHUX IO yIIEAy Ha
TpaJMIIOHATHE CEOCKE KEHCKE TIeBavYKe TpyTIe.
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Anbym npBeHal] oBor ancamOna, nox HacinoBoMm Cug cokore,
NPHAPYKY]e CE HU3Y KOJ HAC PENaTHBHO PETKUX ayAHo W3Jarba He-
OTpa/iIHOHANHKX Ipya. OH je BakaH pEnepToapcku u u3Bohad-
K{ JIONIPUHOC CPIICKO] HEOTPAAULMOHAIHO] My3HiKoj cueHu. Iloja-
Ba OBOT' JIUCKa, C jelHe cTpaHe, oborahyje (oua mecama mpBu myT
00jaBJbeHUX Yy U3BOhEHY CPIICKHUX cacTaBa OBE BpCTE W, C JpYTe,
omoryhasa (y3 u3nama Jlpune u Mobe) pa3Boj quckypca o u3Bohau-
KUM MPUCTYyIMMa Y30pHUX aHcamOasa TOT TUIa KO Hac.

CXOmHO OMIITEM KOHIIEMIIM]CKOM ONpeAesbehy Ha OBAKBUM
u3namuMa, Ha AUCKY cy BehMHOM TpaJHWIIMOHATHE CEOCKe Iec-
Me CpOa u3 paznuuuTux reorpadckux M KynTypHUX oOmactu, pe-
NPE3CHTU Pa3IMYUTHX BOKAJIHUX JMjaJIeKaTa, KaHpOBa U CTUJIOBA.
Hajsuie necama npunaza crapujoj tpamuuuju. Ty je, mehyrum, u
HCKOJIMKO TPaJMIMOHAHIX [Iecama y (BOKaJIHOM) apaHXMaHy H jei-
Ha KOMIIOHOBaHa y TpaJHUHOHANHOM nanoMy; Crajuhesa je aytop
apamxXMaHa 1 KOMIIo3uupje (1eo npeacrase JKusoul u cupui Mapure
Abpamosul). tben xpabap 1 KBaJIUTETaH J0NPHHOC 0BOJ (y omahnm
KpYroBHMa BPJIO OCCTJBUBO]j) TEMH IIOKa3yje 1a TaKBa HACTOjarba 3a-
CIIYXKY]y TIYHY TaXIby.

I'pyna mo ocHOBHOj KOHLIETILIMJU paja CleAu Ipakcy Hacnehe-
HY OJ CEOCKHUX >KEHCKUX MEeBaYKUX Tpyma, YUju je mpodui pojaHo,
a Tume u peneproapcku nedunucan. Konnenr IljeBauke npyxune
JTOHEKJIE Ce 0/[Baja O] yCTaJbEHOT: IECME Cy 3HATHUM JIeJIOM Hay4yeHe
peMa IpeUIonIuMa y MYIIIKOM TIeBamy, a IPEeKOpavyeHa je u Tpaau-
[[MOHAJTHA ,,3a0paHa’” )KEHCKOT CBUPabha — YKJbYUEH j€ COJIO KaBall, y
pykama ojynune JIparane Tomuh.

VYkynHo 24 necme, peacTaB/beHe Kpo3 21 Hymepy, OTU4y U3:
3ammagae Cpouje (oK. Y)KHua Vx. [Moxere, Janpa), ucroune Cpouje
(Lpropeyja, ok. 3ajeuapa, Bykmanosa), KOCOBa [llymamuje, u3 pas-
HUX KpajeBa XpBarcke (CnaBonuje, banuje, Tlike u Hanmarmje), a
Hajpehum nenom u3 bocHe (ucroune bocue, ca O3pena, u3 ok. Ca-
pajeBa, [Totko3apja, bocancke Kpajune) u Xepueropune. 3acTymnbe-
HO j€ YeTpHAeCT ABOIVIaCHHUX Tecama cTape Tpalulluje: Ha 2nac, 1o
JemHa KaHauya, yypcka, iotpecaiuya, ojkaiuya u 9eTApH canee,
y3 BUX U KeTenadke, necme y kony u apyre. CenaMm mnecama npu-
najia HOBHU]Oj TPAAUIIMjH, Ha Oac (M3 Y)KHUKOT Kpaja, OK. 3ajedapa,
CnaBonuje, banuje, JIuke) u 1o jeiHa KaTeropuju XuopuoHux ooIuKa
(HlyMaz[HJa) Y COJIMCTUYKOT TIeBama y3 kaBai (Kocoso).

CrnajuheBa je ca rpymnoM HajycleuiHhja y MHTEPIpPETUPABY
necama u3 3anaane Cpouje u u3 AMHApCKUX obmacTu. Ty BEIITUHY
U MCKYCTBO CTEKJIa j€ TOKOM BHUIIETOAMIIHLUX UHTEH3UBHUX KOHTA-
Kara ca HajOOJBMM CEOCKUM HM3BOhaunMa, y MpOLECy y4erma y /M-
PEKTHO], KOHTAKTHO] KOMYHUKAIUjH, IITO j€ HE3aMEHJbUBO UCKYCTBO
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3a NIeBa4a TPaHIMOHATHHAX NeCama. ! Peu je, mpe cBera, 0 penepro-
apy u3 I[aJIMaL[I/IJe OJKaﬂm;y Poiiciuso Janxoeuh CLMO]GHCI (6p. 18),
ojkajyhu ,,Ha cBoj HaunH’, CriajuheBa U3BOIM ca 3pernoiihy, BEpHO Yy
TEMIIEPAMEHTY U CHA3U. I/ICKyCTBo U3 KOHTaKaTa ca )KEHCKOM I'pyToM
Pubameske (ok. YkuIa) ogpakaBa ce€ y HHTEpIIpeTaIjaMa necama
ca mwuxoBor perneproapa (0p. 2, 4). Capaama ca U3BaHPEIHUM Iie-
BaueM ca O3pena, Munanom Jlazuhem, pesyntupana je yoen/buBUM
n3BohemeMm necme O jabyko zenenuxo (6p. 6), a TUPEKTHO je O] Ka-
3uBava, bokana CrankoBuha, mpeyseTa, U CTUICKU U KapaKTepHO O~
JUYHO peuHTeprpeTupana necma Cune muo, 20e cu curoh 6uo (oK.
3ajedapa, Op. 11).

Kao uzysetHo ycmeno m3aBojuiia Oux u3Bohemwe necme 3a-
Kowena 3enena qusaoa (O6p. 14), mpema apXMBCKOM CHUMKY Briane
Munouresnha n3 okonuae Mpromuh I'pana u3 1954. romune. Opaj
MpUMep cTape NneBayke TpaJuliije U3y3eTHO je Y (popMamHOM CMUCTY
aTpakTUBaH, a y W3BOaYKOM CIIOKEH U 3axTeBaH. Bucok ecrercku
HHBO yBpIITaBa 0BO M3Boheme mehy HajOosba OcTBapeHa Ha HAIIUM
POCTOpUMA.

CHUMIIM Y KOjUMa C€ MOXE OYUTOBATH aKyMYJIHPAHO UCKYCTBO
HCKOJIMKO Beh 1yONMKOBaHNX M3BONCHa APYTHUX MeBava, WK CaMHUX
WIAHHLA TPYIIe, IIPYXkKajy U OCHOBY 3a mopeherba 1 eBEHTyalHy JIHC-
KycHjy o nojenuHoctuma. Tako, nmecma u3 Pubamesune Cug cokone
(6p. 2) 1 oBOM MHTEpIPETAIIHM]OM OTBPlyje 1a yCMEHa Ipe/iaja urpa
oltyuyjyhy ynory y noctuzamwy kBanurera. [lecma u3 Ultpnua Ja
ypanu’ jyiupoc pano (6p. 12), y como uzBohemy ca KaBaJioMm, JOHETA
j€ Ha UCTOBPEMEHO BepaH U OpUTMHAIAH HaulH. AHTOJIOTH]CKa KaH-
wanuya w3 Jaapa [llino Mopasa myiuna wieue (6p. 10) ¢ mpaBoMm je
HallIa CBOj€ MECTO Uy OBOj MaJjioj 30MpIIH.

Ha nucky ce Hana3u v HEKOJIMKO Tlecama y BUIIETJIACHUM apaH-
*)MaHuMa (puHIUT Koju je CnajuheBa u paHuje MpUMEHUBaIa), ca
10 jJeIHMM WJIM J1Ba Aojara nparteha rimaca (6p. 8, 16, 17, 20).

Heocriopna je ayropurarusHoct Criaj uhese i H_] €BauKe APyKu-
HC y MOIIey HHTEePIpeTalija recama 13 3amajHux kpajesa Cpouje
M 3aI1a/IHAX JYXKHOCIOBEHCKUX o0nacTu. Mehyrum, unHu ce 1a cy 1
y mecMama u3 APYrux KpajeBa COHTaHO MPUMEHCHHU UCTU ecTeTcKH
U TEXHUYKH 3aXTEBU U KpuTepujymu. [leBaukom ,uutamy’ mojenu-

' Cnajuhesa o Tome xaxe: ,,CymTuHa je 1a 4oBek Halje CBOj IyT M CBOje yuHTelbe.
IMorpebHO je xuBeTH u meBaru ca HapogoMm. OHaa cBe aohe camo no cedbu. Dopme
CTapux Iecama Cy Tako 3aMHIUbEHE Jla BaM CE OTBOPE H pasoTKpuJy KpO3 MEBarbe
ca apyrum” (S. Ciri¢ /2013/ ,Intervju — Svetlana Spaji¢, pevacica tradicionalnih
pesama: Teznja ka savrSenoj harmoniji”, Vreme, 31. januar, http://www.vreme.com/
cms/view.php?id=1095567&print=yes). Bmlem u http://www.pravmir.ru/serbskaya-
pevitsa-svetlana-spaich-russkuyu-publiku-ya-byi-ne-sravnila-s-drugoy/,  nuHKOBHMa
npuctymbeno 1. 12. 2014.

3anuBibyjyhn npuMep capaime HEOTPaJMLMOHAIHOL TIeBAYa U HOCUIIALA NCBAYKE
TpaJMIHje Pe3yATHPAO je u3iameM JKe2ap scusu.
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HUX CHHMMaka (3By4YHOM TyMauewy oapeheHuX My3HuKHUX HIUOMA)
u3 apyrux obmactu Cpbuje HemocTaje moTpedHa M3HU]JaHCHPAHOCT:
MIPEeBHILE je U3PaKEH YIUIMB elleMeHara MAUOMa ,,3alaJHuX Kpaje-

a”. To ce ogHOCH, M3Mely OCTaJIOT, Ha €CTETCKH 3aXTEB CaBPIICHOT
jemHoracja, CBOjCTBEHOT CEH3MOMIIUTETY BOKAIHOT M3pa3a y UCTOY-
HUM U Y TIOJeIMHAM IICHTPAJHUM KpajeBuMa CpOuje. YMecTo TaMHe
00je W jakux akieHara, mpuMaTr Ou Tpebajo JaTh JIMHEAPHOCTH U
,uacroracjy” (tepmun Ilerpa BykocaBibeBuha) y KojeM ce riiacoBu
CaXuMajy, JeTHOIIaCHO MPOU3HOCehn MEeNoINjCKU TOK M UCH]aBajy
3ajeIHUYKO, CHTHO OPHAMEHTHCAbE.?

JIck uMa cBOje JAMCKPETHO TEMAaTCKO U KapaKTepHO 3a0Kpy-
XKeme. YBomHaA mnecMma je [ onybouye 6jena 3 JaceHOBIa, ca CIICIH-
(GUYHUM CEH3MOUIIUTETOM, TEMOPOM M 3BYYHHUM OHOCOM JICOHHUIIA,
KOjy yBpIITaBaMm Mehy 110 caja HajO0oJbe U3BEJCHE MeCMe U3 TTaHOH-
CKE KyJITyPHE 30HE 0]l CTPAaHEe CPIICKHX HEOTPAJUIIHOHAIHIX H3BOha-
4a. 3aBpLIHA HyMepa, ca HHBEP3HjOM HacoBa IIpBe, bjena 2onyouya,
CeemianuHa je, H3y3eTHO ycIiena, KOMIIO3HIH]a y HCTOBETHOM HJIHO-
My; loMe je CriajuheBa jou jelHOM IoKa3asa /1a 3aciykKyje J1a ce ¥ 0
0] TOBOPHU Kao O MPUMAJHUKY JIaHI[a HOCKJIAlla TPAIUIUje U leHUX
cTBapajana. YjeaHauyeHoCT JIUPCKOT U3pasa MpBe U MOCIeIHEe HyMe-
pe J1aje YuTaBOM H3/1amy noce0aH KapaKTepHU reyar.

Henocrarak oBor uzgama je HeJJOCIEAHOCT y HaBOhewy noja-
Taka y MpOIpaTHO] KILMKUIM. Y30pHO Cy HaBe/leHa MMEHa IeBaya
IpeMa 4ujeM cy u3Bohemrma rnecMme HaydeHe. MehyTum, kaj je ped o
00jaBJbEHUM TEPEHCKUM CHHUMIIMMA, TI0JIaTaK je JaT caMmo y Clydajy
cuuMKka Brane Munomesuha; apyru n3Bopu Hucy HaBeneHu. [lltera
O]l HEJIoCTaTKa OBE BpPCTE IMoJaraka je TpPOCTpyKa: HUBO MH(pOpMa-
TUBHOCTH j€ YMambEeH, UCIIOJbEHA j€ HEKOPEKTHOCT MpemMa ayTopuma
MojeIMHUX CHUMakKa ca TepeHa, a OCTaje HejacaH U CTENEH OIITer
nonpuHoca came Cpernane Cniajuh ¥ leHUX JIpyrapuia u3 rpymne y
CaKyIlJbakhy TEPEHCKOT MaTepHjasia KOju yBPIITABA]y y pereproap.

Huck Cusg cokone je n3Bohauku U3y3€THO 3PEJI0 U BPEIHO OCT-
Bapeme U y CBOJUM HajBAXHUJUM aCHeKTHUMa JOMPUHOCH U3TPaabU
BHCOKOT KpUTEpHjyMa KBajuTeTa Ha Oyayhum nznamuma oBe BpCTe y
Cp6wuju. Ca 3a10BOJbCTBOM MOKeMO pehu f1a cy JBajieceTorouima
UCTPaKMBaba, yCaBpIllaBame, YUeHhe y capaliiby ca IpyruMa, a Ta-
kohe u ,,0pyiieme” 3Hama y TIeIaromKkoM paay U Mpeaaju BeITHHE
TPaJAULIMOHAIHOT TeBama, A0 JIaHAC JONPUHENIH CTHUIamy Ooraror
MCKYCTBa IIpaKTHYapa Ha OBOM I10JbY U KaJl j€ ped 0 U3Bohemwy, U Kaj
j€ ped 0 eTHOMY3UKOJIOUIKUM HAHCHMA O HEMY.

Jenena Josanosuh

3 O6jammeme osor denomena BuaetH u y Jbyomuko Musrosuh (1986) Joma
Jacenuya, Cmenepencka [lananka, XXXII.
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