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ABSTRACT

In the versatile musical activity of Vladimir R. Pordevi¢ at the turn of the 20
century, his research work on collecting primarily traditional Serbian melodies,
the smaller portion of which refers to instrumental music expression, is of
particular interest. Beside this, his pioneering effort in the research of the folk
instrumentarium, which in the overall methodological concept had no role
models in the work of earlier and contemporary folklorists, yielded significant
results in the area of ethnoorganography and organophony, collecting folklore
material and melographic work, applied research methods (direct ~ in the field,
and indirect — through surveys), as well as unique museological activity. Such
overall contributions qualify him as our most important enthusiast in the area of
ethnoorganology prior to the second half of the 20th century.

*This study is realized within the project “Music and Dance Tradition of Multiethnic and Multicultural
Serbia” (No. 177024), supported by the Ministry of Science and Technological Development of the
Republic of Serbia.

1 mira.zakic@gmail.com
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KeywoRrps: Vladimir Pordevi¢, ethnoorganology, field research, instrumental music,
transcription, museology.
ATICTPAKT

Y cBecTpanoj My3mdkoj peaarHocTH Baasumupa P. Hophesuha, Ha pasmehun XIX
u XX Beka, 0p IIOCebHe je BAKHOCTH Her0OB HCTPAKUBAYIKY PaA Ha IIPUKYILLALLY
IIPEBACXOAHO CPIICKUX TPAAUIIMOHAAHUX MEAOAH]A, OA KOJUX MABbU A0 pedepuine
Ha MHCTPYMEHTAAHU My3UYKU u3pas. M mopep Tora, ieroBo MMOHMPCKO 3aAarame
33 MCTPa’KHUBamke HAPOAHOT HHCTPYMEHTAPHjyMa, KOj€ ¥ YKYIIHOj METOAOAOMIKO]
IIOCTAaBIY HHUje MMAAO y30pa y PaAy IPeTXOAHUX U CaBpeMeHHMX PpOAKAOPHCTA,
AAAO je 3HayajHe pesyATaTe Ha IIOsY eTHOoopraHorpaduje u opraHodoHuje,
CaKyMAAYKOT U MEAOTPAdCKOT papd, HNPHUMEHEHUX HCTPAKUBAUKUX METOAA
(HemocpeAHUX — Ha TepeHy, U IOCPEAHHX — ITyTeM aHKeTa), KO U jEAUHCTBEHOT
MY3€0AOIIKOT ACAOBamA. TaKBU YKYIIHH AOTIPHHOCH KBAaAMQHKYjy Ia Kao HamIer
Haj3HavajHHUjer Iperaolia Ha 1oAY eTHOOPTaHOAOTHje CBe A0 ApyTe moAoBHHe XX
BeKa.

KayaHE PEUM: Baapumup P. Hophesuh, ernoopranosoruja, TepeHCKO HCTPaKUBabe,

HMHCTPYMEHTAAHA My3HUKa, TPAaHCKPHUIIIINja, My3€OAOTHja.

The versatile and widespread musical activity of Vladimir R. Pordevi¢ at the end of
the 19th and the first decades of the 20th century resulted, among other things, in
exceptionally valuable collected materials of traditional melodies and their publish-
ing in extensive studies, which had a significant impact on the further development
of ethnomusicology in Serbia. In Vladimir Pordevi¢’s folklore research practice, his
interest in the folk instrumentarium, which had almost been neglected in the field
work of earlier Serbian folklorists, is of utmost importance. His multiple pioneering
contributions in this area, chronologically presented in this paper, will point to the
importance of applied research methodology concepts by which he placed a founda-
tion stone for a later scientific profile of ethnoorganology as a part of the discipline
of ethnomusicology.

Already in 1899, Vladimir Pordevi¢ (then teacher of singing and music at the
Teacher-training school in Jagodina) and Bozidar Joksimovi¢ (teacher of singing
and music at the Teacher-training school in Aleksinac) compiled, in KaradZi¢ maga-
zine, an exhaustive list of questions entitled Questions for collection of musical customs
in Serbs [Pitanja za prikupljanje muzickih obi¢aja u Srba] (Joxcumosuh, Hophesuh
1899: 1, 11, I11-26), with the intention to collect “those moments when our people
sing, play, and dance, thus setting their feeling in motion” [“oni momenti kad nas
narod peva, svira i igra, te time daje maha oseéanju svojemu*] (Ibid.: IV). The ques-
tionnaire was addressed to “connoisseurs of folk music and musical customs” (Ibid.:
V-VI), with the aim to provide guidance for their field collection of vocal, instru-
mental, and dance practices. Expressed systematically and in detail, the questions
speak about Pordevic’s considerable field experience. Thus, the part related to “play-
ing” comprises 104 questions seeking information on: instruments in certain re-
gions (where individually stated instruments include svirala-frula [fife], truba-duduk
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[trumpet] zurle, kaval, klarinet, gajde-diple [bagpipes], tambura-sargija, gusle-gege,
bubanj — go¢ with brecalo [large drum with a bat], dobog [small drum), éemane — egede
— laute, etc.); the manner of their manufacture, and names of their parts; the per-
forming technique; the function of the instruments, character of melodies and for-
mal specificities; gender characteristics of performers; social status of performers;
evaluation of a good performance; ways of learning how to play, and the transfer
of knowledge to younger generations; creation of new melodies; the difference be-
tween Serbian rural and urban melodies (as well as other, foreign) (Ibid.: 15-21).2
Such a concise and comprehensive filed questionnaire from the end of the 19th cen-
tury which, thus, refers to organographic, functional, and acoustic characteristics of
instruments, as well as the aesthetics of folk performing, gender and status symbols
of performers, folk pedagogy methods, and possible transformations of traditional
music at the time, may be deemed as exemplary even in our contemporary organo-
logical field research practice.

In the context of Pordevi¢’s collection and study of folk music instruments, as
stated by Ljubica Jankovi¢, “he had a fervent wish that his idea of a central music
museum in our country attached to the Music society Stankovi¢ in Belgrade come

2 In order to testify to the comprehensiveness of this filed questionnaire, it is necessary to state
several of the questions given:

“How is the scope of tones of the instrument marked, and how are their sound qualities described (e.g.
low, high, sharp tone, etc.)?”

“How do we call tones played before actual playing (...) or those short parts by the end of a piece (...)?”
“Do women play too; when and what instruments do they play? Do they play together with men or by
themselves? Are there any differences in pieces (songs and dances) played by men and those played by
women?”

“What is the predominant age of players? Who plays more frequently, the richer or the poorer class, and
is there any difference in this respect?”

“How is it possible to tell the one who plays well? Do people have use special names or attributes for
such persons?

Do they decide about this because of the strength, speed of performance or the feeling that the player
introduces (love-song playing, sweet playing), or because of something else?”

“Are there any competitions in playing (contests or whatever you call them)? Where does a contest take
place, how and on what occasions, and what does it consist of2 Who decides who plays better in the
contest and on what grounds?”

“Is the skill of good playing passed from parents onto their children and is playing considered
hereditary? Is it considered as a special gift from God and what else could be said about it?”

“Are there pieces that used to be played in older times which are not played anymore? Which are these
pieces, when were they played and why are they not played anymore?”

“Do people distinguish between urban pieces which are not folk pieces, and rural pieces? How are
they called respectively, why are they differentiated, and how is this difference expressed? Are urban
pieces well-accepted? If yes, why are they accepted, is it due to fashion or for their quality? Do people
change and corrupt them, or do they improve them in their own way? Why is this done and how is this
modification called? Who usually transfers urban pieces (e.g. barbers, soldiers, servants, Gypsies, or
someone else?”

“Are there mixed and foreign pieces, and how are they different from Serbian pieces?” (Joxcumosuh-

Bophesuh 1899: 15-21).
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true” (nowadays Music school “Stankovi¢”) (Janxosuh 1969: 16). To this end, he
presented music school “Stankovi¢” (on 3 July 1925) with his collection of music in-
struments which he had collected from his own resources, and later with his collec-
tions of folk melodies as well. The initial collection of music instruments purchased
in Skoplje (at the time of his researches this was the territory of South Serbia), con-
tained specimens of gajde, two pieces of zurle, two pieces of duduk, two kavals, two
pieces of supeljka made from horn and wood, dvojnice, as well as darbuka, and two
pieces of tumbelek which he had purchased “from Gypsies’, also in Skoplje - ac-
companied with a description of the instrument and a note as to the region of its
use (Ibid.: 16, 17). In time, he completed the museum with other instruments from
different regions, including those from children’s folk practices.

DPordevi¢’s unique musicological contribution in the area of ethnomusicology
was also based on the indirect surveying method (in the form of a circular letter with
different questions addressed to singing societies, priests, and teachers, with a re-
quest to collect material on folk instruments and send it to Music society “Stankov-
i¢” (Ibid.: 17). Based on the requested information (detailed data on history of local
singing societies, their photos and photos of people meritorious for development of
music, as well as requested photos of folk musicians, occasions, and customs which
are accompanied by playing or dancing), it is already clear, as concluded by Ljubica
Jankovi¢, “that Dordevi¢ observed [musical] phenomena as part of a cultural develop-
ment” and that he understood them in their complexity”, indicating to “an instinctive
approach to ethnomusicology” (Ibid.: 17). In 1927 he was appointed administrator
of the Music museum “Stankovi¢” and he performed that role until the end of his life
in 1938. Led by the idea of establishing the same museum by other societies too, he
donated a collection of folk instruments and his work in print to the Musical section
“Vladimir V. Dordevi¢” of Moravian teachers in Ni§ (Ibid.: 17).

In the turmoil of the World War II, numerous instruments, as well as original
information on accompanying cards were lost, while individual specimens were per-
ceptibly damaged. Nevertheless, the collection of instruments within the Legacy of
Vladimir Pordevi¢ located at the Music school “Stankovi¢” is of great value. The
preserved specimens were exhibited to broader public in the premises of the school
in the period between 8 and 17 September 2006, within the manifestation “Days of
European heritage”, then at the Museum of mining and metallurgy in Bor in 2011
(Mujuh 2011: 67-73), and recently, at the exhibition space of the National Library
of the Republic of Serbia, within the recently organized celebration of the 150* an-
niversary Vladimir Dordevi¢”s birth (on 2 December 2019).3

3 Through the courtesy of the principal of Music school “Stankovi¢”, Vanjuska Martinovi¢, and
the effort of musicologist Tatjana Vojnov, teacher with Music school “Stankovi¢”, specimens of the
instruments from the Legacy were exhibited in this exhibition space by the end of January 2020.
Beside the instruments, a part of the extensive collection from the library of Vladimir Pordevi¢, which
is kept at the Faculty of Music in Belgrade was also exhibited, as well as a part of his legacy preserved
at the National Library of Serbia. (For more about texts following the whole exhibited material, see
the catalogue Vladimir R. Dordevi¢ in the Mirror of Time [Vladimir R. Dordevi¢ u ogledalu vremena],
2019: 47-90). The ceremony entitled “Vladimir R. Pordevi¢: In the mirror of time (legacy, sound,
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As already mentioned, the initial and major portion of instruments from his col-
lection originate from the Skoplje-based “gajdardzinice” (workshops manufacturing
various music instruments), which he visited in the course of his multiple research-
es of folk music from South Serbia starting from 1923. His visits to the workshop
and discussions with the craftsmen — Veljko Janovi¢, also a bagpipe player, who was
“born in the village of Bader (between Skoplje and Veles)” and his son Panéo - re-
sulted in Pordevi¢’s study “The gajdardzije (craftsmen manufacturing music instru-
ments) of Skoplje and their music instruments” [ Skopske gajdardZije i njihovi muzicki
instrumenti], which was published in 1925/6 in the “Gazette of the Skoplje scientif-
ic society” [ Glasnik skopskog naucnog drustva] (Bophesuh 1926: 384-396). In his
knowledge, the craft of manufacturing gajde, kaval, Supeljka, duduk, dvojnica and zu-
rle partly replaced the earlier practice of independent folk manufacturing of instru-
ments. In relation to the areal of these instruments, Pordevi¢ wrote the following:

“The bagpipes are widespread almost throughout Serbia, excluding Kosovo. The
bagpipes are exclusively played by Serbs, and only when they have reached mature
age. Children and young man are prepared for this instrument playing the gajdunica
while pasturing cattle. The kaval is most widespread in Kosovo and in areas populat-
ed by Albanians. The duduk is widespread in northern areas of South Serbia: in the
vicinity of Kumanovo and villages around it. Travelling southwards, the duduk grows
increasingly rare. The Supeljka is widespread throughout South Serbia, especially in
the vicinity of Skoplje; it is mostly played by young Serbian shepherds. It is Serbians
who play the double flute/dvojnice but Albanians in the vicinity of Skoplje play it
as well. The zurle occur throughout South Serbia, whereever there are Gypsies, as
it is mostly Gypsies who play this instrument. It is only in the region of Veles where
it is possible to encounter an occasional Serb who plays the zurle. The small zurle is
mostly played in Kumanovo, Gnjiljan, Pri$tina, Mitrovica, and Gostivar, while the
large zurle is played in Tetovo, Skoplje, Veles, Prilep, Bitol;, §tip, Kocane, Kratovo,
etc.” (Hophesuh 1926: 385).

Later, in the “Foreword” to the collection Serbian folk melodies (South Serbia)
[Srpske narodne melodije (Juzna Srbija)], from 1928, he added that “the bagpipe and
the duduk are played mostly for dances, while the kaval is only used for songs, the
$upeljka is used for dances and songs, while the double flute is used to improvise mel-
odies of undefined rhythm” (Hophesuh 1928: XV). In relation to the occurrence
of other instruments at the territory of South Serbia, his note on broader use of the

one-string gusle in these areas is important, as well as the one on the two-string gusle
found in Bitolj (Ibid.).

thought, word, picture, duration)” [U ogledalu vremena (bastina, zvuk, misao, re¢, slika, trajanje)] was
organized by the Department of Ethnomusicology of the Faculty of Music in Belgrade, in cooperation
with the aforementioned institutions. The catalogue also comprises illustrations of a significant part of
instruments from his collection (see in the text: 3axuh 2019: 85-90).
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Detailed descriptions of music instruments and manners of their manufacture
are illustrated with photographs and drawings of the instruments with precise ter-
minological annotations, which is the first more thorough ethnoorganographic ven-
ture in domestic written sources. Thus, within the description for the bagpipes (of
two-part type) the following parts are given: mesina, glavine, duvaljka with klapno,
gajdunica with nine holes [dupke], the space between which is “defined rather approx-
imately” (for corrections in intonation, “craftsmen who also play use wax, which,
using an eagle’s claw, they stick around individual holes, thus adjusting the given
tone”, the krivaljka with glasnik, piskovi, the (three-piece) prdak (Hophesuh 1926:
385, 386). Together with segments of transcription of certain old dancing melodies
(“Pravo’, “Povracena’, “Stara povracena” and “Stara krstena”), played by craftsman
Veljko Janjevi¢ (which may be also found the collection Serbian folk melodies (South
Serbia), Dordevi¢ precisely wrote down the tones of the bass pipe by two octaves
lower than the dominant on the gajdunica” (Ibid.: 387). The following piece of data
is also deserving of attention: “Before liberation, men never danced in the same
kolo with women. It was mostly men who were dancing, while women would stand
around and observe them. If women expressed their wish to dance too, then the
gajdardzija would start playing some easier melody, and two round dances would be
formed, one for men, and the other for women” (Ibid.: 388).

Together with a detailed description of how the duduk is made, mostly from
boxwood with six holes for playing, Pordevi¢ named its parts at the top end, such
as the dance, pisak and prozor, while he also provided information on the manners
of their decoration by vrzujenje (twining of the instrument with yellow wire) (Ibid.:
388-389).

The kaval (cylindrical pipe with openings on both ends, the top part of which fin-
ished with a sharply rounded edge) has, in Dordevi¢’s words, eight holes for fingers
and three glasnice. “It is mostly Albanians who play the kaval. Usually two players
play two identical kavals. One plays the melody while the other holds the drone,
following him in one tone. Frequently, they also both play the same melody while
the rest of the company are singing. The kaval is never used to play dances, only
songs, as the kaval has a very quiet and gentle tone, which is not suitable for dancing
(...) Itis believed that if the kaval is played to grazing sheep, that makes sheep quite
cheerful” (Ibid.: 388).

A shorter type of the kaval, that is Supeljka, is characterized as the “simplest”
instrument with six holes for playing, which is used “for both dances and songs”
(Tbid.: 389).

Duwojnice of the drone type characteristic for this territory contains six openings
for plating on the right-hand pipe (“right duduk”), while “the tone of the left duduk
follows the melody” Its sound is interpreted as “elegiac”, while its repertoire com-
prises mostly improvised melodies “of undefined rhythm; this instrument is used
neither for dancing nor for singing, but is mostly used to entertain shepherds and
shippers while they are travelling” (Ibid.: 389).

The large and small zurle, as the “exponents of music from the East” (with eight
holes for playing and four glasnice on the small zurle and seven holes on the large zur-
le) are “both used to play dances and songs, but the rhythm of both instruments is so
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undefined while the ornaments and variations are so numerous that transcription of
their melodies is very difficult (...) Playing the zurle is unimaginable without a tupan
(drum)” (Ibid.: 390).

Collecting artifacts for the Museum of the Music society “Stankovi¢”, Dordevi¢
was the first researcher who paid a great deal of attention to children’s folk instru-
ments. According to his words, “in our country, among people, children do their
first musical exercises and the first preparations for serious music by imitating those
older than them, singing and playing their music instruments. Although this enter-
tainment is in numerous cases game-playing rather than music, one can freely say
that it is a part of our children’s culture and, as such, deserves not to be overlooked”
(Bophesuh 1928: 201).

He published the work “Nekoji de¢ji narodni muzi¢ki instrumenti” (“Some
children’s folk music instruments”) in the fifth issue of the magazine Sv. Cecilija
(Pordevi¢ 1928a: 201-205), with data from Aleksinac and its vicinity, relating to
materials and manufacturing of instruments, as well as character of the sound pro-
duced. As he spent a part of his youth in Aleksinac, he described and illustrated
those instruments from his “childhood memories”:

Playing ¢emane (children’s instrument resembling the violin, made from flat
plates, bended stick, and cord, or from corn stalks, producing the sound character-
ized as “scraping’, that is, “weak and quiet whistling” which is not in line with chil-
dren’s simultaneous singing);

Figure 1.

Playing whistles from willow tree (which produce a “strong whistling sound the
same as whistles of railway men or policemen”);

Figure 2.
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Playing flutes [svirale] made from hemlock of wheat straw with a tab on the top
part and holes for playing (with the quality of tone reminiscent of the sound of the
melodic pipe on bagpipes or diplas);

Figure 3.

w
%@

Playing onion blades (with a small opening made between the thin membrane

and the thick shell to obtain “shill, bird-like tones”);

Figure 4.

Playing empty oak acorn caps [svirka u $uplju kapicu hrastovog Zira] (to make an
intensive sound using fingers and the hand);

Figure §S.
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The ruler [lenjir] (tied on one end with a longer piece of rope the rotation of

which produces “loud and deep buzzing”) ;

Figure 6.

Playing the walnut shell (which is rotated around a wooden stick tied with a horse
string to produce “buzzing”, or, in another case - specific drumming (“imitation of
a drum”) with assistance of a thread wrapper around it and a piece of a matchstick
inserted);

Playing castanets (made from a corn stalk with two specific wings which hit the
stalk when moved abruptly);

Figure 7.

Unlike the previously mentioned instruments which children make by them-
selves, Dordevi¢ also stated instruments which children buy and which they also
play for the purpose of musical entertainment, such as “the duduk, the accordion with
six flaps, the harmonica, drombulja, éekrtalo, petli¢ made of earth or metal, testic, little
trumpets made of wood or tin, et cetera” (Ibid.: 205).

After the total of 15 published Stevan Stojanovi¢ Mokranjac’s transcriptions of
instrumental dance melodies, which mostly originate from svirala and violin players
from Leva¢ towards the end of theth 19 century, (Mokranjac 1996: examples Nos.
76-88, 356-357), by their numerosity and by the fact that they were performed
using different instruments and in different areas, Pordevi¢’s transcriptions of in-
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strumental music are the first valuable written testimonies on melodies which ac-
companied dancing practices. Even though considerably less numerous than vocal
transcriptions in his capital collections — Serbian folk melodies (South Serbia) from
1928 and Serbian folk melodies (Pre-war Serbia) from 1931 — transcribed instrumen-
tal examples provide a more thorough insight into music tradition in various places,
after the methodological approach of Mokranjac, whose work on collection of folk
melodies Dordevi¢ highly appreciated (Hophesuh 1928: XIV).

Beside the mentioned transcriptions of melodies played on the bagpipe by crafts-
man Veljko Janevi¢, the collection Serbian folk melodies (South Serbia) (Hophesuh
1928: 8) contains yet another example of a dance melody from Stip, which could
be played on the violin or the clarinet. A considerably larger number of instrumen-
tal dance melodies (43 altogether) is contained in his second extensive collection
Serbian folk melodies (Pre-war Serbia) (Bophesuh 1931). As it is emphasized in the
Foreword, the transcription of melodies in this collection was initiated 40 years pri-
or to its publishing, firstly in his immediate setting — the area of Aleksinac and Soko-
banja, and then, gradually, in other parts of Serbia as well (Ibid.: XI, XII). Continual
connection with the sounds of traditional music from his childhood - his birth-
place of Brestovac in the vicinity of Zaje¢ar where he was born in 1869 and those
from his youth days spent in Aleksinac, Sokobanja, and Ni§ - resulted in the largest
number of transcriptions from these areas in east and south-east Serbia. They rep-
resented performances on the svirala, duduk, bagpipes [gajde] (small, medium-sized
and large), karabas and cevara, and, exceptionally, on the violin (played by “Gypsy
musicians”). In his latter researches of music folklore in individual areas of central
and west Serbia, in his notational transcription Pordevi¢ documented the practice
of svirala playing as dominant, with yet another exceptional case of “Gypsies from
Pozega playing the violin”.

Beside the identification of instruments and the areas in which the examples
were transcribed (in accordance with the areal principle of grouping of melodies,
which implicitly points to local differences of music materials in terms of style;
Awtsunosuh 1999: 135) names of the musicians are omitted from this collection.
This piece of information is in most cases contained in his original transcriptions
preserved at the library of the Faculty of Music in Belgrade, as illustrated by the
following example (of the original and print transcription):
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Figure 8.

Kpusa Biajmwa.
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Just like his predecessors and contemporaries, Pordevi¢ transcribed melodies
“by ear”, in the very course of his field work or from memory, after he had learned to
play them on the violin. With the aim to make his transcriptions of field material as
authentic as possible, he tended to employ his own performing (and generally, musi-
cianship) skills to compensate for the absence of sound recorders (phonographs) in
the circumstances of the time. In these terms, transcriptions of instrumental melo-
dies in the collection from “Pre-war Serbia” are characterized by: presentation in the
form of shorter or longer (we guess, complete) music patterns; metronome tempo
designations; marking of key signatures “for the mode” (in accordance with the rules
of the west-European tradition of “art” music known to him),* annotation of musi-
cal metrics (binary metrorhythm, and only exceptionally, ternary metrorhythm);
transcription of the expression of articulation, as well as various ornaments. It must
be observed that the pedal (drone) tone is omitted from these print transcriptions
of bagpipe melodies, as well as the reason for its omitting in some (expected) com-
ment, the reason for which is unknown as he had already transcribed this accom-
panying (drone) tone in his previous works (Hophesuh 1926: 387-388; 1928: 8).
Despite certain dilemmas in relation to the manner of transcription of individual

4 The professional domestic public encountered the nowadays standard ethnomusicological
approach of transposition of melodies to the finalis gl based on the Finnish method for the first time
in 1948 (Zganec 1948).
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comments (especially in relation to the mode and pitch), which he pointed to in the
prefaces of his collections, Pordevid’s transcriptions of instrumental melodies may,
without any doubt, be deemed not only exemplary, innovative, and consistent in
terms of methodology at the time of their transcription, but also a base for further
ethnomusicological achievements in this area.

>k

Summing up the aforementioned, it is clear that Dordevi¢’s pioneering endeavor
with respect to the collection and transcription of traditional instrumental practices
at the end of the 19 and the beginning of the 20th centuries encompassed a broad-
er research spectrum in the area of future development of ethnoorganology. This
is corroborated by his results in the area of ethnoorganography and organophony
(description of instruments, their morphological and terminological properties and
specific sound characteristics), his collecting and melographic work (transcriptions
of instrumental melodies with accompanying data), applied research methods (di-
rect — in the field, and indirect — through surveys), as well as his unique achieve-
ments within museological activity. Such overall contributions qualify him as our
most important enthusiast in the area of ethnoorganology before the second half of
the 20th century.

Faced with the process of accelerated transformation and disappearance of nu-
merous old music forms in the period between wars, as well as with the issue of
financing his research and its publication (almost) entirely with his own funds,
DPordevié pointed many times to an insufficient interest in the basic values of nation-
al culture on the part of the state. In this sense, he emphasized the need for system-
atically devised field research under the auspices of the state, to be thoroughly con-
ducted in predominantly rural settings, as well as for series of publications of results
which would be financed by the state (Dordevi¢ 1922: 80-81; Papunosuh 2010:
622). In other words, Pordevi¢ pointed to the need for and significance of protec-
tion of intangible cultural heritage, which officially became a part of Serbia’s cultural
policy only in 2010 (in line with the UNESCO Convention for the Safeguarding
of Intangible Cultural Heritage), and in effect — by the establishment of the Cen-
tre attached to the Belgrade Museum of Ethnography which bears the same name
in 2012. By his visionary designation of exceptionally important strategic solutions
aimed at preservation and protection of music heritage, Vladimir Pordevi¢ complet-
ed his decades-long activity in various spheres of music culture, which makes him
one of the most versatile and most dedicated music personalities from the end of the
19th and the beginning of the 20th century.
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MuprjAHA 3AKUER
AomrpriHOC BAAAMMUPA P. HOPBEBUEA PA3BOJY ETHOOPTAHOAOTHUJE
(PE3UME)

Y 06yxBaTHOM M NAOAOHOCHOM MY3HYKOM AeroBamy Baapmmupa P. Hophesuha,
kpajem XIX n moyerkom XX Beka, oceOHy maxxisy 3aBpelyyje ieros BHIIeAeIIeHUjCKH
PaA Ha CaKyILbamy U OeAexersy My3HYKOPOAKAOPHOT MAaTepHUjaAd, Koju je objaBuo
y cBojum s6upkama Cpiicke HapogHe meroguje (Jynna Cpbuja) u Cpiicke napogre
meroguje (Ilpegpaiuna Cpbuja). Mako sHaTHO Mar06pOjHHje 0A BOKAAHUX IIPHMepa,
3amMCcaHe MHCTPyMEHTaAHEe MEAOAHje HaTajAaMa, CBUPaAr/ AAYKY, Kapabama, 1leBapu,
Kao U Ha BUOAMHH, IPEACTaBAAjy MPBA AOKYMEHTOBaHA CBEAOYEHA O MEAOAM)CKUM
KapaKTepUCTUKAMa Pa3HUX MHCTPYMeHaTa, bHX0BOj GYHKIIMOHAAHOCTH Y HAPOAHOM
JKUBOTY M 3aCTYILoeHOCTH y oapehennM aoxasnTermma. IloueTHH 3HauajHMju
€THOOPraHOrpadCKY/eTHOOPraHOAOIIKM IIOAYXBaTH IIOTEKAM Cy Takohe u3
Bophesuhesor mepa, pepepricameM Ha HHCTPyMEHTe CKOICKUX ,lajAApHHja’, Kao
U Ha Aedje My3MYKe MHCTPyMeHTe U3 OKOAMHe AAekcuHITA. Op H3y3eTHE BaKHOCTH
jé M ’WeroBo 3aAarame 3a OCHUBaWE KOAEKIIMjeé HAapOAHMX MHCTPyMEHaTa IIpU
Mysuukom ApymTBy ,Crakosuh” y Beorpaay, koje je IpHUKyIsao Ha TepeHy, a dujy
KaCHHUjy HAAOTPAAIbY je CIIPOBOAMO U HHAMPEKTHUM IyTeM (aHKeTaMa ¢ 06yXBaTHUM
nuramuMa yrnyheHuM nybuTesHMa U CAKyILbAYMMA HAPOAHOT CTBAPAAANITBA H3
pasHuX KpajeBa). HophesnheBa McTpaxmBadKa aKTHBHOCT AOMMHAHTHO je 6uAa
ycMepeHa Ha CpIICKe ayTeHTH4He (cTapuje) Gpopme My3HUKOT H3PaKaBarba, CATAACHO
HAIIMOHAAHOM IPHCTYIy OeAexema HAPOAHE My3HKe HErOBHX IIPETXOAHHKA
u caBpemennka. CyoueH ¢ mpoljecoM ybpsaHe TpaHchOpMalpje U HeCTajara
MHOTHX CTapHX My3HYKHX GopMu y MelypaTHOM paszpobmy, Kao 1 ¢ IpobseMoM
duHAHCHpatba CTPaXUBama ¥ My6AMKOBamba (TOTOBO) MCKAYYMBO M3 COICTBEHHX
cpeactaBa, Hophesuh je Buime myTa ykasuBao Ha HEAOBONHY 3aHHTEPECOBAHOCT
Ap’KaBe 332 BPEAHOCTH OA Ba)KHOT HAI[MOHAAHOT MHTepeca, Te IIPEeAAArao perema
IPeBa3HAKEHA TAKBE MPOOAEMATHUKE Y IIFAY HETOBAbha HEMATEPHjAAHOT KYATYPHOT
Hacaeha 1OA TIOKPOBUTEASCTBOM — APKABHHX —HMHCTUTYIMja. BusnoHapckum
Ha3HAYaBameM M3y3eTHO BAKHUX CTPATEIIKUX pellera Y Ay OUyBama U 3alITHTe
mysuuke Gamrune, Baaaumup Bophesuh je ymormynmo cBoje BHirepeneHujcko
AeAOBame y pasHuM cdepamMa MysuuKe KyAType, INTO ra YHHU jeAHHM OA
HajcBecTpaHujux U HajmocBeheHujux Mysmukux amdsoctu Ha pasmehn XIX n XX
BeKa.

KanyaHE PEUM: Baapumup P. Bophesuh, ermoopramosormja, TepeHCKO HCTpaxuBambe,
HMHCTPYMEHTAAHA My3HUKa, TPAaHCKPUIIIINja, My3€OAOTHja.
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