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Abstract: The objective of this paper is to present the teaching methods of Serbian
traditional singing at the Department of Ethnomusicology at the Faculty of Music in
Belgrade from 1998 (when this practice was introduced) to the present day. During
many years of work, traditional singing has become an academic discipline having its
developed methods and principles of work. The transmission of knowledge is carried
out within two activities, where the first one entails knowledge of the basic character-
istics of singing practice (theoretical knowledge), while the second one requires being
familiar with the skill of singing (practical knowledge). These two directions are in-
tertwined, since learning Serbian traditional singing without theoretical knowledge is
practically impossible. In addition to considering the way in which singing is taught,
special attention will be paid to the singing body, that is, body (somatic) memory as
part of the educational process.

By institutionalizing and teaching academic musicians the skill of traditional
singing, the preservation and continuity of the rare techniques and styles of singing
as a segment of the intangible cultural heritage is ensured. Studying Serbian tradi-
tional singing at the Faculty of Music in Belgrade, enables the students to transfer the
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acquired knowledge within the framework of formal and informal education and thus
contribute to the sustainability of this practice.

Key words: Serbian traditional singing, Faculty of Music in Belgrade, Department of
Ethnomusicology, transmission, teaching, intangible cultural heritage, practical
knowledge, singing body.

The development of ethnomusicology as both humanities and social sciences
provided the opportunity, in addition to research, for ethnomusicologists to
expand their activities in the field of execution, creation of music, establish-
ing of strategies and others.! The need for specialists to work in the com-
munity stems from the “ethical responsibility to *pay back’ those whose
music, and lives we study and make our livings from”?2 In order to strengthen
the community engagement of ethnomusicologists and their “Sense of Pur-
pose’, it is important to encourage an awareness of the culture of music which
is researched throughout the educational process at university.> This is also
indicated by ethnomusicological pedagogy, which was explained by Simon
Kruger through the three basic activities: listening, performing, and con-
structing.* This is the path for overcoming the barriers between academic
and practical work in the field of ethnomusicology®, for music should be
considered not only as a human creation, but as a social act that requires

I Simone Kruger, “The Ethnomusicologist as Pedagogue: Disciplining Ethnomusicology
in the United Kingdom”, The world of music (Jurnal of the Ethnomusicology Programme
The University of Sheffield), 51/3, 2009, 160.

2 Daniel Sheehy, “A Few Notions about Philosophy and Strategy in Applied Ethnomusi-
cology”, Ethnomusicology, 36 (3), 1992, 323.

3 See more: Mantle Hood, The challenge of Bi-Musicality”, Ethnomusicology, 4, May,
1960, 55; Kay Kaufman Shelemay, “The Ethnomusicologist, Ethnographic Method, and
The Transmission of Tradition’, in: Bartz Georgy and Cooley Timothy (Eds), Shadows in
the Field, second edition, New York, Oxford University Press, 2008, 142.

4 Kruger’s musical model is perceived as the “sociocultural experience”, or “sonic experi-
ence” which refers to “music theory and analyses, transcriptions, occasional performance
workshops”, “learning to perform”, final performance, and composing. Based on this
structure, each activity includes the perception of music as a sociocultural experience
through sound cognition. That is how the activity which Kruger designates as “learning”
refers to learning about extra-musical meaning (themes/concepts), historical study of
music, as well as music theory and analysis. Performance includes hands-on workshops,
“learning to perform” and final performance. Simone Kruger, op. cit., 161.

5 Daniel Sheehy, op. cit., 335.
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human interaction®. One of the ways to reach such goals is to introduce the
skill of traditional singing into academic framework, which represents an
important base for raising awareness of the significance of ethnomusicology
when it comes to establishing continuity and preserving traditional singing
as part of intangible cultural heritage.” As such, the goal of this paper is to
present the course of teaching Serbian traditional singing at the Department
of Ethnomusicology at the Faculty of Music in Belgrade, as well as to empha-
size its social implications. This is especially important considering that this
activity has been present within the academic community for almost a quar-
ter of a century and is part of the Serbian music scene.

Serbian traditional singing within the teaching process

In order to understand the position of traditional music in Serbian academic
education, it is important to mention that the primary goal of the Depart-
ment of Ethnomusicology at the Faculty of Music in Belgrade is scientific-
theoretical and research work with students.® This means that traditional
singing is one of the teaching activities that contributes to the professional
guidance of students and strengthening their competencies.® This skill be-
came a part of the academic educational system in 1998, due to the initiative
of students who recognized its potential through various formal and infor-
mal practices.’® That is when I was given the opportunity to create a com-

6 Adelaida Reyes, “What Do Ethnomusicologists Do? An Old Questions for a New Cen-
tury”, Ethnomusicology, 53, 2009, 13.

7 The transmission of traditional singing in this paper is observed through the lens of
Key Kaufman Shelemay, who defined “musical transmission” as “any communication of
musical materials from one person to another, whether in oral, aural, or written forms,
without regard to the time depth of the materials transmitted” (Kay Kaufman Shelemay,
op. cit., 155).

8 The Music Academy, today known as the Faculty of Music, was founded in 1937, while
the Department of Ethnomusicology was founded in 1961. See more: VBana IlepkoBuh,
80 ioguna Mysuuke akagemuje/Paxynitieitia my3uuxe ymeitinociiu [80 Years of the Music
Academy/Faculty of Music], Beorpag, ®akynrer Mmysudke yMeTHOCTH, 2017.

9 Sanja Rankovi¢, “The Role of Formal Musical Education in the Process of Profession-
alization of Traditional Rural Singing in Serbia’, in: Fourth Symposium of the ICTM Study
Group on Music and Dance in South-eastern Europe, Music and dance in Southeastern
Europe: New Scopes of Research and Action, Belgrade, Faculty of Music, 2016, 181.

10 Tn order to understand the position of traditional singing in the academic framework,
it is important to indicate several processes that led to its incorporation into the sylla-
buses of high education. Namely, the accelerated modernization and urbanization that
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plete process of teaching which I had been building up and improving over
the course of the previous two and a half decades. At its start, Serbian tradi-
tional singing was an optional activity, which meant that it was practiced by
those students who demonstrated interest. In this way, the students gained
predominantly practical knowledge, which they presented at public perfor-
mances of the Department of Ethnomusicology. However, this changed in
2011, when the course became a required subject at the basic academic level
of studies under the name Traditional Folk Singing and Playing, which incor-
porated the practical teachings of singing and traditional flute (“frula”) play-
ing. 11

The manner in which the classes of traditional singing course is realized,
within the designated subject, greatly depends on its final objective, that is,
the competences that the students will acquire at the end of the educational
process. That is why the starting point for the creation of the traditional sing-
ing course is aimed at future ethnomusicologists becoming skilled singers (to
the extent possible),'? and also able to utilize the acquired knowledge in a
creative and socially engaged way. The basic principles of getting to know
Serbian traditional singing require students to combine theoretical and prac-
tical knowledge that results from understanding the dialectic of the oral tra-
dition, which consists of products and processes created in the diachronic
plane.!? This way of considering the content that is adopted during academic

took hold of the Republic of Serbia in the second half of the 20th century led to the
disappearance of traditional singing in rural areas. At the same time, traditional singing
became subject of interest amongst young people in the cities, who actively started to
perform traditional rural songs. The first such ensemble was the female vocal group
“Paganke” [“pagan women”], founded in Belgrade in 1983, whose goal was to revive
rural traditional heritage. However, it was not until the 1990’s that we witnessed the ex-
pansion of neo-traditional vocal ensembles in Serbia, which followed the concept of
musical revival. Mirjana Zaki¢, Iva Neni¢, “World music u Srbiji: eluzivnost, razvoj, po-
tencijali” [World music in Serbia: Elusiveness, Development, Potentials], Etnoumlje,
19-22, 2012, 166-171. Among them the female singing group “Moba”, which was
founded by me and my colleague Jelena Jovanovic in 1993 in Belgrade. Based on School
“Mokranjac” in 1995. in Belgrade. This is when the teaching of traditional music at the
primary and secondary educational level officially began in Serbia.

11 Sanja Rankovi¢, op. cit., 2016, 182.

12 Tt is important to point out that, during the entrance exam, students are not tested in
their singing skills, so there are performers of different quality among them.

13 Philip Bohlman, The Study of Folk Music in the Modern World, Bloomington, India-
napolis, Indiana University Press, 1998, 25-26.
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education is based on the scientific explanation of singing practice in profes-
sional folklore frameworks, which is also based on the combination of theo-
retical and practical.!* Furthermore, through the synthetization of acquired
knowledge, which is the fruit of theoretical and practical experience, we gain
additional competencies and skills.!> They require various engagements of
human potential, given that the practice is a “real, direct, physical, sensory
activity” in comparison with the theory that is a “thoughtful, contemplative,
and speculative activity”.!¢ In this sense the study of vocal tradition unfolds
itself through understanding of a musical thought and also a song as the
materialization of the concrete musical tradition. The transmission of teach-
ing contents flows in two directions, the first one referring to knowledge of
singing, while the second one requires mastering singing as a skill.

Theoretical knowledge of singing implies getting acquainted with rele-
vant information about traditional vocal expression and raising students’
awareness of all processes related to the practice. It can also be described
through a theoretical understanding of the basic characteristics of musical
dialects and styles of Serbian traditional music. Namely, during the basic
studies, the teaching program is implemented in such a way that it covers the
vocal tradition of the entire Serbian ethnic area — both Serbia and the parts
of the Balkans where Serbs live.!” Therefore, theoretical knowledge includes
the study of musical dialects that are spread throughout specific geographical
areas. Within each musical dialect, students become familiar with the vocal
repertoire, the genres, characteristic, musical forms, melodies and rhythmic
formulas that represent the paradigm of specific local practices.

The initial phase of work involves the vocal heritage of Kosovo and
Metohija characterized by a unanimous soloist or group interpretation of

14 Camwa Paukosuh, [lesauxa aipakca ancaména napoguux uiapa u iecama Cpduje KO/IO
[Singing practice of the National Ensemble of Folk Dances and Songs of Serbia KOLO],
Beorpan, Ancamdn Hapoguux urapa u necama Cpduje KOJIO, 2022.

15 Loren Ober, Muzika drugih [The Music of the Other], Beograd, Biblioteka XX vek,
2007, 148.

16 Having in mind the premise of the French sociologist (Pier Bourdieu), the relation
between theory and practice in this paper uses Misko Suvakovi¢’s definition, which
stems from the Marxist philosophy of practice observed in comparison to theory. Migko,
Suvakovi¢, Pojmovnik suvremene umjetnosti [Glossary of contemporary art], Zagreb, Ho-
retzky, Vlees & Beton, Ghent, 2005, 506.

17" The final year of studies includes studying the songs of other nations through learning
typical examples.
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songs. The next step is to study the features of the singing practice domi-
nantly based on two-part interpretation in south-eastern and eastern Serbia,
Sumadija, as well as in western and south-western parts of Serbia. Vocal tra-
dition of the native Serbs in Vojvodina is part of the consideration of a wider
musical corpus, which encompasses Serbian musical practice in Slavonija
(Republic of Croatia) and Bela Krajina (Republic of Slovenia) is discussed.)!8
The final year of studies covers the Dinaric vocal dialects, both from the
original region (Montenegro, Bosnia and Herzegovina and Croatia), and
from Vojvodina, which is partly inhabited by the Serbian population from
these areas. In addition to knowing the musical characteristics of the above
mentioned geographical areas, special attention is given to the adequate use
of melodic and rhythmic formulas within the performing practice, which
leads to understanding of traditional singing and enables improvisation and
memorization of new songs. Understanding in this case refers not only to
interpretation, but (and most importantly) also to wider perception of sing-
ing through interconnecting of previously acquired knowledge of art music
and ethnomusicology, as well as the cultural history of the area from which
the example being interpreted originates. This particularly relates to the
knowledge of ritual practice and the context of performance in the past,
which can be of exceptional significance for the performance and articula-
tion of a concrete musical and poetic text.

Traditional singing as a skill

Singing as a skill, i.e. practical knowledge, includes various processes that are
meant to enable the acquisition of the techniques and of setting the voice,
practicing one-part and two-part song examples, non-tempered intervals
and rows,! agogic, dynamics, performance styles, timbre, and other sound
characteristics. Since one-part singing is the most prevalent in the southern

18 Bela Krajina is the most western region to which Serbs moved during the Metanastasic
movements. Most of them have been assimilated, while in a few villages there is still a
Serbian population that cherishes one-part and two-part examples of newer rural sing-
ing. Cama Panxosuh, “OcHoBHe opnuke cprcke BokanaHe mpakce y bemoj Kpajunu
(Cnosennja)” [“The main features of Serbian vocal practice in Bela Krajina (Slovenia)”],
in: ViBana [TepxoBuh-Panax, [Iparana Crojanosuh-Hosuunh, Jauxka Jlajuh (Eds), Hcizio-
puja u mucitiepuja my3uxe, y uaciti Poxcange Ilejosuh, My3ukonouixke cTynuje — MOHO-
rpaduje, cB. 2, Beorpap, Karenpa 3a mysuxomorujy @MY, 2006, 225-238.

19 Tone rows, based on non-tempered, narrow intervals have, until now, been preserved
in the vocal practice of the oldest singers in the Serbian rural tradition.
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regions of Serbia, special attention is paid to simultaneous group performing,
which requires technical uniformity to be achieved based on the same method
of vocal interpretation — “vocal uniformity”.2 With two-part singing, differ-
ent ways of interpreting songs are applied, older (“on voice”) and newer (“on
bass”) rural practice.?! When articulating an example of the older rural sing-
ing, two to three singers participate, and an adequate sound realization of the
second interval is needed as the consonance base of the melodic line. Namely,
in the artistic musical tradition the second is treated as a dissonance, while
in examples of Serbian two-part singing of the older tradition it represents an
intonational support, especially between the finalis and hypofinalis which is
the most frequent case.22 When it comes to the performance of songs of
newer rural singing, the number of performers is unlimited, and it is neces-
sary to practice both voices separately, as well as simultaneous interpretation
with careful intonation of the interval of the quint, which is the most com-
mon consonance in the cadence. Namely, within the natural tonal system, the
quint is formed by the simultaneous performance of the soloist and the ac-
companiment must be “sharp” and higher than the tempered one.

As previously mentioned, a special task in the learning process is the
interpretation of non-tempered tonal systems, timbres and agogic. Bearing in
mind that during the music studies, students are educated to intonate in a
tempered manner, it is extremely difficult to achieve an adequate perfor-
mance of chromatic tonal sequences and non-tempered sound relations.
However, over many years of repeated listening to field recordings and rep-
etition of sound patterns, it is possible to reach non-temperance. An equally
difficult task is to reach the appropriate timbre and agogic, which requires
adjusting the intonation to the one characteristic for the rural interpreters.
The timbre specific to certain geographical units requires additional techni-
cal efforts when singing because the so-called natural “color” of the voice of
each student (as well as any other singer) cannot be suitable for certain sound

20 Cama PankoBuh, OcHosHu tpunyuiiu yuera HapogHol tiesara: JegroinacHo tiesarve 1
[Basic principles of learning folk singing, One-part singing I], Beorpap, 3aBog 3a yideHuke
U HacTaBHa CpefcTBa, 2007.

21 Tumutpuje Tonemosuh, “Cpricko gBormacHo meBase I (00 - mopekio — passoj)”
[Serbian two-part singing I (forms - origin - development)], Hosu 38yx, 8, 11/1996, 11-
22; Numutpuje Tonemosuh, “Cprcko gBornacHo neBatbe II (HOBuje gBOI/IacHO meBae)”
[Serbian two-part singing II (newer two-part singing)], Hosu 38yx, 9, 1/1997, 21-37.

22 Numutpuje Tonemosuh, op. cit., 11/1996, 21-37.
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areas.?? In other words, songs from eastern and southeastern Serbia require
“brighter” voices positioning the vocals forward, on the lips. However, in the
area of central Serbia, especially in the west and southwest, as well as in the
Dinaric regions, the vocals are “retracted” from the front position of the lips
and additionally “covered” with the upper lip in order to obtain a slightly
“darker” sound image. It is in the Dinaric regions, especially in Herzegovina,
that accentuation of certain parts of the musical flow is represented as a spec-
ificity of the local traditional musical language.

For successful interpretation and mastery of all these elements, the
source used for becoming familiar with the specific musical example is of
exceptional significance. This is, most frequently, in-field audio or video re-
cording, direct contact with prominent rural singers, and the sheet music
sourced from the ethnomusicological studies. Knowledge acquisition through
listening to traditional music and learning a song through imitation contrib-
utes to better comprehension of the singing techniques and development of
the singer’s auditory sensibility. Imitation, as a method of transferring the
traditional musical experience, represents the starting point for transmitting
knowledge in many cultures around the world in which studying singing also
represents a sort of “enculturation”2* Acquiring knowledge through repeated
repetition we may achieve the originality of each performance, and as many
variations of the song in question as there are repetitions.?> In addition to
the immense importance of the oral transmission of knowledge, which estab-
lishes a correlation with the way of learning in Serbian rural areas, it is im-
possible to exclude the use of the sheet music within high education. Namely,
in an academic environment, in which we deal with musicians who are musi-
cally literate, and who, prior to matriculating at the university, have already
been educated in music schools, both primary and secondary level, it is im-
possible to disregard their previous education. That is why, while working on
the establishment of traditional singing at the Faculty of Music, it is excep-

23 A similar phenomenon is present in opera singing, where nuances in the specificity
of the natural voice are expressed through phrases: lyric soprano, dramatic soprano, alto,
contralto, etc.

24 According to Alan Merriam: “enculturation refers to the process whereby individual
learns culture, and it must be emphasized that this is a never-ending process continuing
throughout the lifespan of the individual”. Alan Merriam P., The Anthropology of music,
Evaston, Illinois, Northwestern University Press, 1964, 146.

25 Walter Ong J., Orality and Literacy: The Tehnologizing of the Word, London and New
York, Routledge, Taylor & Francis Group, 2002, 51-52.
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tionally important to “reconcile” the heritage of oral and written culture, or
rather, the Traditional and West European art of music,2¢ which brings a
kind of “bimusicality”?” According to the students, the best way to learn and
become aware of the musical text is transcribing, which takes place through
repeated listening and slowing down of the recordings in order to catch the
details, which activates the memory and additionally visually stimulates
through the writing process. 28

In addition to memorizing certain musical-poetic texts and other me-
lodic features, an important role in the whole process is played by “body
memory’, which can be explained by the phrase “singing body”. Body mem-
ory has so far not been sufficiently represented in the research of Serbian
traditional singing as part of oral culture, in contrast to other sciences - es-
pecially ethnochoreology, linguistics, etc. By studying the basic principles of
oral cultures, Walter Ong noted “that oral memory differs significantly from
textual memory by having a high somatic component”?* In ethnochoreo-
logical and dance narratives we speak of the “kinetic memory” that implies
the physicality and storage of the body movements assembled into choreo-
graphic play.?® Based on the example of traditional singing we can also dis-
cuss “body knowledge”, or “learning through the senses™!, since the body
memorizes what it reproduces such as: melody, tone scales, movements re-
lated to the form and position of the entire corpus (body) but also particular
sections that are important for achieving sound (tongue, lips, facial muscles,

26 As a good model of ethnomusicological study, Bruno Nettle brought up the parallel
practice of classical Western music, local musical traditions and music from the rest of
the world. Bruno Nettl, “Music education and Ethnomusicology: A (usually) Harmonious
Relationship’, in: MinAd: Israel Studies in Musicology Online, Keynote address to 2010
ISME conference in Beijing, 2010, 1-9, https://hugoribeiro.com.br/biblioteca-digital/
NettlEthnomusicology_and_Music_Education.pdf (accessed to 7. September 2022).

27 Mantle Hood, op. cit., 155; Loren Ober, op. cit., 148;

28 Melography represents a segment of the academic education of ethnomusicologists in
which, through repeated listening, traditional songs are transcribed using West Euro-
pean notations and diacritics for those parts of the musical texts that deviate in intona-
tion, tempo, etc.

29 Walter Ong, op. cit., 76.

30 See more: dymwa Bbapagu, Kwuia o iinecy: mpaguyuje, iwieopuje, meitiogu [ The Book on
Dance: Traditions, Theories, Methods], beorpan, AHcaMOn HapOJHMX Mrapa U Iecama
Cpduje , KOO, 2018, 129.

31 Frances Morton, “Performing ethnography: Irish Traditional music sessions and new
methodological spaces”, Social & Cultural Geography, 6/5, October, 2005, 664-665.
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and head). Successful memorization of the movements of the lips and facial
muscles contribute to the mastery of the singing technique which, for ex-
ample, in the rural tradition requires a strong performance with forte dy-
namics, and a “strained voice”. However, in urban singing, as well as in sing-
ing style characteristic to the northern parts of Serbia, setting the voice must
be done completely differently, and implies a performance more similar to
choral vocal interpretation. Within various vocal dialects the way sound is
articulated differs, as do its timbre specificities, which requires exceptional
body mobility for the singer.

Body memory refers not only to the positioning of certain body parts in
the right position when performing specific vocal dialects, but also to the
body that interprets the musical text on stage. Specifically, the students of the
Department of Ethnomusicology perform Serbian traditional music on stage,
performing at concerts, festivals, competitions and other public presenta-
tions. The position of the singer during stage performances is of exceptional
importance, as it represents a part of nonverbal communication with the
audience. The position of the hands, head, and other body parts may addi-
tionally influence the veracity of the interpretation, and represent memo-
rized movements that the body reproduces, which in turn strengthens and
livens the musical experience in real time.3> Body movements are generally
learned by observing rural singers when it comes to technique and style of
performance, while the kinetics related to the stage space depend on the in-
dividual performer, and are most often a part of the projection of emotions
and inner entity on the surface-the body.?* Students mostly gain stage experi-
ence by participating in the work of the Ensemble “Tradicija viva’, which was
established in 1998 but has been operating under this name since September
2020. It is a female vocal singing group that operates as one of the represen-
tative ensembles of the Faculty of Music and performs at concerts and lead-
ing cultural events in the country and abroad. In this way, students are intro-
duced not only to adequate stage movement, but also to the organization and
realization of significant cultural events. It is particularly significant that
through participation in public presentations, they directly see different ways
of using the ethnomusicological knowledge they have acquired in academic
frame.

32 Ibid., 762.
33 Sara Ahmed, “Collective Feelings: Or, the Impressions Left by Others”, in: Theory,
Culture & Society, The TCS Centre, Nottingham Trent University, 2004, 28.
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The final stage of synthesizing knowledge in the field of Serbian tradi-
tional singing is the master degree program called Methodology of Teaching
Traditional Singing. Throughout this course, students are trained in methods
to teach Serbian traditional singing and apply the previously acquired knowl-
edge for its placement within the educational system and on the stage. Lec-
tures are realized through familiarizing with different methods of work in the
formal and informal education system. As part of the practice, the students
conduct classes of Serbian traditional singing, trying to solve the assigned
tasks from the position of the lecturer. The goal of this course is to train stu-
dents to direct and create strategies that will contribute to establishing the
continuity of Serbian traditional singing within local communities.

Conclusion

Work on educating students of ethnomusicology and developing their practi-
cal skills in n performing Serbian traditional music implies a process that is
constantly improving and adapting to the given circumstances. Through
such a wide range of activities, the “bifunctional identity” of ethnomusicolo-
gists is manifested, and particularly through the area of performance and the
development of theory based on practice.?* Their professional competence
has multiple effects on the development of local traditional musical practices,
but also on the cultural and educational system in Serbia. Namely, academic
program has so far educated a sufficient number of competent pedagogues
who have established Departments for Traditional Music in state music
schools throughout Serbia.>> Moreover, this way of education has enabled
inclusion of ethnomusicologists in the process of preservation and active
transmission of traditional vocal skills in private schools of singing3, cul-
tural and artistic societies, at singing workshops, seminars and other forms
of knowledge transfer that take place in the country and abroad. Special at-

3¢ Kay Kaufman Shelemay, op. cit., 155; Sanja Rankovi¢, “The Role of Forma...”, op. cit.,
179-184.

35 So far, traditional music departments where Serbian traditional singing is taught have
been launched in various music schools in Serbia: Belgrade, Subotica, Kraljevo, Sme-
derevo, Leskovac, Sombor, Kragujevac, Sremska Mitrovica, Trstenik and Grocka.

36 One of my students, Bojana Nikoli¢, created informal private school in 2010 in Bel-
grade. She is the director of this school in which, in addition to the transmission of
traditional singing, she also runs several projects at the field of ethnomusicology, such as
the publication of audio editions of rare, in field recordings of traditional rural music.
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tention is given to revival of rural singing groups where ethnomusicologists
appear as mediators between singers of older and younger generation of sing-
ers, thus ensuring the continuity of local practices.’”

The first twenty-five years of Serbian traditional singing at the Depart-
ment of Ethnomusicology represented the time of gradual transfer of this
folk art from the “natural environment” to the institutional framework. This
entire process was followed by finding an adequate way to not lose the es-
sential expression of traditional vocal practice and to adequately adapt to the
educational context. By pointing out the way of acquiring knowledge within
Serbian traditional singing at the Department of Ethnomusicology, as well as
its application in social reality, only some of the possibilities in the domain of
applied ethnomusicology are shown. Further development of the subject Tra-
ditional folk singing and playing and qualitative and quantitative increase of
knowledge will open up new opportunities for its networking with other con-
tents.
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on attracting younger members into the ensemble and organizes performncces in order
to ensure the continuity of the local musical tradition.
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Summary

In order to strengthen the community engagement of ethnomusicologists and their
“Sense of Purpose”, it is important to encourage an awareness of the culture of music
which is researched throughout the educational process at university. One of the ways
to reach such goals is to introduce the skill of traditional singing into academic frame-
work as part of intangible cultural heritage. This skill became a part of the academic
educational system in 1998, due to the initiative of students who recognized its poten-
tial through various formal and informal practices. However, this changed in 2011,
when the course became a required subject at the basic academic level of studies under
the name Traditional Folk Singing and Playing, which incorporated the practical
teachings of singing and traditional flute (“frula”) playing.

The basic principles of getting to know Serbian traditional singing require stu-
dents to combine theoretical and practical knowledge that results from understanding
the dialectic of the oral tradition. Furthermore, through the synthetization of acquired
knowledge, which is the fruit of theoretical and practical experience, we gain addi-
tional competencies and skills. Theoretical knowledge of singing implies getting ac-
quainted with relevant information about traditional vocal expression and raising
students’ awareness of all processes related to the practice. Singing as a skill, i.e. prac-
tical knowledge, includes various processes that are meant to enable the acquisition
of the techniques and of setting the voice, practicing one-part and two-part song ex-
amples, non-tempered intervals and rows, agogic, dynamics, performance styles, tim-
bre, and other sound characteristics. In addition, special attention is paid to the
singing body, that is, body (somatic) memory as part of the educational process.

The final stage of synthesizing knowledge in the field of Serbian traditional sing-
ing is the master degree program called Methodology of Teaching Traditional Sing-
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ing. Throughout this course, students are trained in methods to teach Serbian
traditional singing and apply the previously acquired knowledge for its placement
within the educational system and on the stage.

Work on educating students of ethnomusicology and developing their practical
skills in n performing Serbian traditional music implies a process that is constantly
improving and adapting to the given circumstances. Through such a wide range of
activities, the “bifunctional identity” of ethnomusicologists is manifested, and par-
ticularly through the area of performance and the development of theory based on
practice. Their professional competence has multiple effects on the development of
local traditional musical practices, but also on the cultural and educational system in
Serbia. Namely, academic program has so far educated a sufficient number of com-
petent pedagogues who have established Departments for Traditional Music in state
music schools throughout Serbia.
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Camwa Pankoeuh™

YHuBep3uteT ymetrHoctu y beorpany
dakynTeT My3UUKe YMETHOCTH
Karenpa 3a eTHOMy3HKOTIOTH]Y

CPIICKO TPAAUIIMOHAJIHO NIEBAIBE Y AKAJIEMCKOM OKPYXKEBY:
JABAJECET IIET 'TOAUMHA U3BOBAYKE INTPAKCE TPAJUIIUOHAJIHOI'
INEBAIbA HA ®AKYJTETY MY3UUYKE YMETHOCTU Y BEOTPAAY

Ancrpakrt: [{usp oBOr paga jecte Ja MPeACTaBH y4eHE CPICKOT TPaIUIMOHATHOL MeBama Ha
Karenpu 3a erHomy3ukosorujy dakynrera My3uuke yMeTHocTd y beorpany ox 1998. roaune
(xama je oBa mpakca yBeleHa) 0 JAaHAc. TOKOM BHIIETOAMIIHET pajia CPIICKO TPAAUIIMOHATHO
NEeBakE je MOCTAN0 aKaJeMCKa IUCHHUIUIMHA Ca pa3BHjEHHM METOJaMa W NPUHIMIINMA paja.
TpancmucHja 3Hama ce 0JjBHja y OKBUPY JIBE aKTUBHOCTH IIPU YeMY IpBa MOApa3yMeBa 3HAHE O
OCHOBHHMM KapaKTepUCTHKama IIeBauyke IpaKce (TEOPUjCKO 3Hame), JOK Jpyra 3axTeBa
MO3HaBamE MeBaka Kao BelITHHE (MPakTUYHO 3Hame). OBa JBa HaYMHA pajia Cy MUCIpEIUIeTeHa
Oynyhu na je TpakTHUYHO Y4Y€He TPaJWIMOHAIHOI TeBama 0e3 CTHIaka TEOPHjCKOT 3Hama
rotoBo HeMoryhe. [lopen pazmaTpama HauWHA HA KOjU CE€ pealiu3yje HacTaBa IeBama, MoceOHa
naxma O6uhe moceeheHa ,,Teny Koje meBa”, TO jeCT TelleCHOM (coMaTckoM) mamhemy Kao Aemy
o0pa30BHOT mporeca.

WHCTUTYIIMOHAIM3AIMjOM W TOAydYaBalkeM  aKaJeMCKHX  My3u4yapa  BELITHHU
TpaJMIMOHAIHOT M3Bohema o0e30eheHn cy ovyBame M KOHTHHYHTET PApUTETHUX TEXHHUKA U
CTHJIOBA TIeBama Kao CErMEHT HeMaTepHjaHor KyiuTypHor Hacieha CpOuje. Yuehm cpricko
TPaAMIHMOHAIHO TeBame Ha Dakynrery My3uuke YMETHOCTH y beorpamy, CTyJeHTH HaKOH
IIKOJIOBaba MPEHOCE CTEUCHO 3HAKE Y OKBHpPHMA (POPMAITHOT M HeopMalTHOT 00pa3oBama U Ha
Taj HAYMH JOTPHHOCE OJIPKUBOCTH OBE TpaKCe.

Kibyune peum: cprcko TpaauiMoHAIHO mneBame, dakynrer My3nuke ymeTrHoctd y beorpany,
Karenpa 3a eTHOMY3HKOJIOTH]Y, yU€Hhe, HEeMaTepHjaJIHO KYJITypHO Hacliehe, MPakTHYHO 3Hambe,
TEOPUjCKO 3HAE, Melo Koje nesa

Pa3Boj eTHOMy3uKOJNOIHje Kao XyMaHUCTUYKE U JAPYIITBEHE HayKe TMpYKHUO Je
€THOMY3HKOJI03MMa MOTYNHOCT J1a opej, UCTpakuBama MPOLINPE CBOje€ aKTUBHOCTU Ha

nojby W3BOhema, CTBapama, YCIOCTaBbama cTpartermja m apyror. b ITotpeba 3a

* KonrakT ayropke: sanjaetno@gmail.com.
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CTpyYmalMMa KOju he JenoBaTH y OKBHUpPY 3ajelHHIIC MPOU3WIA3H U3 ,,eTHYKE
OJI'OBOPHOCTH J1a ¢€ "OIYKHMO’ OHHMMA YHjy MY3UKY U )KHUBOTE MMPOYYaBaMO M O] KOjHX
KMBUMO™. % V IMJby jadama JPYIITBEHOI AHIAKOBAHA ETHOMY3HKOJNOTa U H-HXOBOT
,ocehaja cBpxe” (Sense of purpose), BaxXHO je MOACTHIIATH CBECT O MY3HYKO] KYJITYpH
KOja Ce MCTpakyje TOKOM OOpasOBHOI Ipolieca Ha yHuBep3uteTy.® Ha To ykasyje u
eTHOMY3HKOJIoIIKa refarordja kojy je Cajmon Kpyrep (Simone Kruger) obpasnoxuo
KpO3 TpH OCHOBHE aKTMBHOCTH: CIyIIame, u3Boheme M KoHCTpyHcame.? OBakap myT
npejcTaB/ba HAYKMH 32 MpeBasHIaKeme Oapujepa u3mel)y akageMCKOr U MPAKTHYHOT pajia
y 00IacTH eTHOMY3MKOJOTHje,> jep My3HKy Tpe6a IocMaTpaTH He CaMo Kao JbYJCKO
cTBapanamTBo, Beh ¥ Kao APYIITBEHH YHH KOjU 3aXTeBa JbyACKy MHTepakuujy.® Jeman on
HauMHA 3a T[OCTU3albe TaKBUX [M/bEBA jecTe yBOhCHE BEIITHHE CPIICKOT
TPaJMIMOHAIHOT IEBalka y aKaJeMCKe OKBHUpE, IITO IMPEICTaB/ba BAXKHY OCHOBY 3a
pa3Boj CBECTH O 3HAYa]y €THOMY3HKOJIOTH]E, HAPOYHTO KaJla je ped O aKTUBHOCTHMA KOje
CYy yCMEpeHEe Ha yCIIOCTaBJbalhe KOHTUHYUTETA M OUyBamha TPAJAUIIMOHAIHOT I1EBaba Kao
nena HemaTepujamHOr KynTypHor Hacieha.’! Y Tom cmmcny, Guhe pasmaTpaH HauuH
yd4era CPICKOT TPAJWIMOHAIHOI T[€Bamba Koje ce TmpakThkyje Ha Kartempu 3a
eTHOMY3HKOIOTHjy Dakynrera My3udKe YMETHOCTH y beorpaay y3 HCTHIAme HErOBUX
APYUITBEHUX HMILIMKandja. To je MOceOHO BakKHO aKo ce MMa y BHAy Ja je OBa
AKTHBHOCT CKOPO YETBPT BEKa 3aCTYIJbCHA Y OKBHPY aKaJEMCKE 3aje[lHHIIC M 10 je
CPIICKE MY3HYKE CIICHE.

! Simone Kruger, ,,The Ethnomusicologist as Pedagogue: Disciplining Ethnomusicology in the United
Kindom”, The World of Music (Jurnal of the Ethnomusicology Programme The University of Sheffield),
51/3, 2009, 160.

2 Daniel Sheehy, ,,A Few Notions about Philosophy and Strategy in Applied Ethnomusicology”,
Ethnomusicology, 36 (3), 1992, 323.

3 Buau Bume: Mantle Hood, ,,The challenge of Bi-Musicality”, Ethnomusicology, 4, May, 1960, 55; Kay
Kaufman Shelemay, ,,The Ethnomusicologist, Ethnographic Method, and The Transmission of Tradition”,
in: Bartz Georgy and Cooley Timothy (Ed.), Shadows in the Field, second edition, New York, Oxford
University Press, 2008, 142.

4 Kpyrepos My3uuKH MOJIEN TIOZPa3yMeBa ,,COIMOKYJITYPHO MCKYCTBO”, WJIH ,,3ByYHO MCKYCTBO’ KOj€ C€
OIHOCHU HaA ,,MY3HUYKY Teoijy U aHaJlu3eC, ’I‘paHCKpI/IHIII/Ije, MOBPEMECHEC pPAJUOHUILIC I/IBBOI)CH:&, 5,y UCHC
n3Bohema”, 3aBpIIHU HACTYN M KOMIIOHOBame. Ha OCHOBY OBE CTPYKType, CBaka aKTHBHOCT YKJbydyje
carjeaBamb¢ My3HWKE Kao COLMOKYJITYpHOT MCKYCTBa KpO3 3BY4YHY CIO3Hajy. Tako ce aKTHBHOCT KOjy
Kpyrep o3HauaBa ,ydemeM” OJHOCH Ha YYe€He O BAHMY3WYKOM 3Hauemy (TeMaMma/KOHIENTHMA),
HCTOPHjCKO TpOydYaBame My3WKe, Ka0 M MY3WUKy TEOpHjy W aHaju3e. V3Boheme ykibydyje MpakTHIHE
pamvoHMILE, ,.yuermhe n3Bohema” u 3aBpiuHo u3Boheme. Simone Kruger, op. cit., 161.

> Daniel Sheehy, op. cit., 335.

® Adelaida Reyes, ,What Do Ethnomusicologists Do? An OIld Questions for a New Century”,
Ethnomusicology, 53, 2009, 13.

" TIpouec TpaHCMHCHjE TPaJMIMOHATHOT TIEBakha y OBOM pajy mocmarpa ce kpo3 npusmy Kej Kaygpman
[enmaj koja je nedunucana ,,My3uuKy TpaHCMHUCH]y” Kao ,,cCBaKy KOMYHHKAII]y My3HYKOT MaTepHjajia of
jemHe ocobe 10 apyre, OWIIO y YCMEHO], 3BYYHOj WK THcaHoj ¢popMu, O6e3 003upa Ha BPEMEHCKY AyOuHY
Marepujana koju ce nperocu’”. Kay Kaufman Shelemay, op. cit., 155.
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CpIrcKko TPaauIMOHAJIHO NeBalbe Y OKBHPY HACTABHOT Mpoueca

Ja Ou ce pasymena mno3uluja TPaJULMOHAIHE MY3UKE Y CPIICKOM aKaJeMCKOM
o0Opa3oBamy, BaXHO je HAIOMEHYTH Ja je MpuMapHu ik Karenpe 3a eTHOMY3UKOJIOTH]Y
dakynreTa My3udKe YMETHOCTH Y beorpaay HaydyHO-TEOPHjCKH U UCTPAKUBAYKHU paj] ca
crynentuMa. To 3HAaum 1na TpagUIMOHATHO NEBAamE NPEACTAB/ba jeJHY Off HACTABHHX
AKTUBHOCTH KOja JIOTIPUHOCH CTPYYHOM YCMEpaBamy CTyJCHATa U jadamy HHXOBHX
KOMHeTeHL[I/Ija.g OBa BemITHHA TOCTaja je €0 aKajaeMcKor oOpa3oBHOr cucrema 1998.
roJIMHEe, 3axBaJbyjyhM WHUIIMJaTUBH CTyACHATa KOJU Cy KpO3 pa3inuute GopMaaHe H
HeopMalHe TMpaKce NpeNo3HaNH HeH moTeHmujan. '’ Taga cam noOMIa NMPUIMKY Aa
KpeupaM 4YMTaB HACTaBHU IPOLEC KOjU caM Tpajuiia U ycaBpllaBaia TOKOM IMPETXOJHE
IBE M MO JereHuje. Y IMo4eTHO] (asu paja CpICKO TPAAUIMOHATHO IE€Bame je
MpeICTaBbaao (aKyJITaTUBHY aKTHBHOCT, IITO 3HAYM Jla CYy YacoBe rmoxahaim camo OHU
CTYACHTH KOjU Cy TIOKa3WBalll HHTepecoBame. OHM Cy OBIAJaBaId JOMHUHAHTHO
MPAaKTUYHUM 3HAKEM KOj€ Cy MPE3EHTOBAIN Ha jaBHUM HACTYIIMMa Ha KOjuMa je Tpedaiio
npencraButu Kareapy 3a etnomysukonorujy. Mehyrum, Tex 2011. roaune, npenmer je
ocTao o0aBe3aH y OKBHPY OCHOBHHMX aKaJeMCKUX CTY/AM]ja MO/ Ha3UBOM 1 paduyuoHaino
HapoOHO nesarve U ceuparbe U 00YXBaTHO j€ MPAKTHUUHY HACTaBy IEBamka M CBUpama Ha
(pym.

Haunn Ha xoju ce peanusyje HacTaBa CPICKOT TPAAUIIMOHAIHOT M€Baka, Y OKBUPY
HA3HAYEHOT TPEIMETa, Y BEIMKO] MEPH 3aBHUCH OJI HETOBOT KOHAYHOT IMJba, OAHOCHO
KOMIIETeHIMja Koje he cryaeHTH crehu mo 3aBpiieTKy oO0pa3oBHOT mpolieca. 3aTo je

8 Mysuuka akanemuja, ganac DakyjiTeT My3udKe yMETHOCTH, ocHoBaHa je 1937, nok je Karempa 3a
€THOMY3HKOJIOTH]y Touena ca pagoM 1961. ronune. Bunern Buie: UBana [lepkoBuh, 80 coouna Mysuuke
arkademuje/@axynrmema my3uuxe ymemnocmu, beorpan, ®akynrer mysuuke ymerHocts, 2017, 186.

% Sanja Rankovié, ,,The Role of Formal Musical Education in the Process of Professionalization of
Traditional Rural Singing in Serbia”, in: Fourth Symposium of the ICTM Study Group on Music and Dance
in South-eastern Europe, Music and dance in Southeastern Europe: New Scopes of Research and Action,
Belgrade, Faculty of Music, 2016, 181.

10 1Ta 6u ce pasyMena IO3HIHMja TPAAULUMOHAIHOL NIEBAMKA Y AKAJIEMCKUM OKBUPHMA, BAXHO j€ YKA3aTH Ha
HEKOITMKO TIpoIieca KOju Cy JOBEIH JI0 HEerOBOT YKJbyUHBamka Y HACTaBHE IIpOrpamMe BHCOKOT 00pa3oBama.
Hawnme, yOp3ana monepHm3anuja W ypOaHm3anmja koja je 3axBaTwia PemyOmuky CpOujy y Apyroj
noJjoBMHN XX BeKa JOBela je [0 HecTajamba CPIICKOT TPaJAUIMOHAIHOT MeBaba Yy PypaHUM CpelliHama.
HcroBpeMeHo, TpaauIMOHAITHO TIEBakE je TT0Ueso J1a MHTEPeCyje OMIaInHY Y TpaJloBUMa Koja je aKTHBHO
rmoyesia Aa W3BOJW TPaIWIOHATHEe ceocke mecMe. IIpBu TakaB aHcaMOi Omia je jkKeHCKa BOKajlHa rpymna
,Ilaranke”, ocHoBaHa y beorpamy 1983. roguue, unju je b OHO OKMBJBABAEKE CEOCKE TPATUIIMOHAITHE
6amruae. Mehytum, Texk 1990-ux cBemonm cMO eKcllaH3Mje HEOTPaJMIMOHATHMX BOKAIHUX CacTaBa y
Cpbuju, Koju Cy CIeamny KOHLenT Mysuukor mpemopoxa (musical revival): Mirjana Zaki¢, Iva Nenic,
»World music u Srbiji: eluzivnost, razvoj, potencijali”, Etnoumlje, 19-22, 2012, 170. Mehy wmuma ce
n3/IBaja KEHCKa NeBayka rpyna ,,Mo0a” Kojy caM IIOKpeHyJa ca KojernHunoM Jenenom Josanosuh 1993.
roguHe y beorpamy. Ha ocHOBY mckyctaBa Koje cam CTeKJIa Kpo3 OBy He(OpPMalHy aKTHBHOCT, a Y3
carmacHocT MunucrapctBa mnpocBere PemyGmmke CpOwmje, mnokpenyma cam Opcexk 3a  CpIICKO
TPaJMIIMOHAIHO TIEBake U CBUpame Y My3uukoj mKoiau ,,Mokpamai” 1995. ronune y beorpany. Tana je
3BaHUYHO IMOYeJia HAcTaBa TPAJAUIIMOHAIHE MY3HKE Y OCHOBHOM M CpeiibeM oOpa3oBamy v Cpouju.

11 Sanja Rankovié, op. cit., 2016, 182.
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MoJla3Ha OCHOBA y TIPOIIECY YYeHa yCMepeHa Ha To Aa Oynyhu eTHOMY3HKOJIO3U OCTaHy
BEINTH IeBaun (Y MepH y Kojoj je To mMoryhe),’? kao n crpyumany koju he KpeaTHBHO U
JPYIITBEHO AHTKOBAHO KOPHUCTUTH CTEYCHO 3Hame. OCHOBHM NMPUHIMIIM YIO3HABAMA
CPIICKOT TpaIUIMOHAIHOT NIeBamkba 3aXTeBajy O/ CTyJIeHaTa 00jenbaBambe TEOPUJCKUX H
MPAKTUYHUX 3Hama KOja UCXOJIC U3 CXBaTama JINjaJICKTUKE YCMEHE TPaTuIlfje KOjy YhHE
IIPOM3BOIM U TPOIIECH HACTAIM Y AMjaXpoHHMjckoj paBHu.'® OBakap Haumn pasmaTpama
caJpkaja KOjH C€ yCBajajy TOKOM aKaJIeMCKOT oOpa3oBama 3aCHOBaH j€ Ha HAy4HO]
eKCIUTMKAIj1 TIeBaYKe Ipakce y mnpodecruoHaTHuM (OJKIOPHUM OKBHpHMA KoOja je
Takolje yTeMelbeHa Ha CIIpe3H TeopHjcKor U mpaktuunor. * [Topex Tora, cCHHTETH3AIjOM
CTEUCHHX 3Hama KOja Cy IUIOJ TEOPHjCKOT M MPAKTHYHOT MCKYCTBa CTUYY CE€ JIOJATHE
KOMIIETeHIIMje M BemTuHe. ° OHe 3axTeBajy pasAUUUTy AaHIaKOBAHOCT JbYACKOT
MOTEHIIMjajla ¢ 003UPOM JIa je mpakca ,,CTBapHa, TUPEKTHA, GU3NYKA, JyJIHA aKTHBHOCT”
y mnopehemy ca TeopHjoM Koja je ,,MHCAaOHa, KOHTEMIUIATHBHA M CIEKYJIATHBHA
akTuBHOCT”. 1 ¥V TOM cMHcIy TpoyuaBame BOKANHE TpaaMIMje OIBHja CE€ KpoO3
pasyMeBame, C jelHe CTpaHe TPAJAULIMOHAIHE My3U4Ke MHCIIH, a ca Jpyre CTpaHe IecMe,
OJTHOCHO TICBamka Kao MaTepHjaju3alfje KOHKpETHEe My3uuke Tpaauiuje. TpaHcMucuja
HACTaBHUX caJpikaja ce o/BHja y 00a mpaslia, y KOjuMa MPBU 00yXBaTa 3Hare 0 nesary,
JIOK JIPYTH 3aXTEBa OBJIAJIABABE NE8UEM KAO GEULMUHOM.

Teopujcka 3Hama O TMeBamky IMOJPAa3yMEBajy YIO3HABAKE Ca PEICBAHTHUM
nHpopManrjama o0 TPAIUINOHATHOM BOKATHOM U3pa3y M MOJH3ambe CBECTH CTyJeHaTa O
CBHUM TIpoIleCHMa ITOBE3aHMM ca IpakcoM. MoKe ce OmHcaTH U KpPO3 TEOPHjCKO
pa3yMeBame OCHOBHHX OJUIMKA MY3WYKHX JHjajieKaTa U CTHIIOBA CPIICKE TPAJAUIIMOHATHE
My3uke. HamMe, TOKOM OCHOBHUX CTyJaWja HACTaBHM IIPOTPaM C€ peajiu3yje Tako Ja
00yxBaTa BOKAJIHY TPaJUIH]y LIETOKYITHOT CPIICKOT €THUYKOT MpocTopa — Kako y CpOuju
Tako M y JedoBuMa bankanma y kojuma xwuse Cp6u.l’ 36or Tora TeopHjcko 3Hame
o0yxBaTa MpoyYaBame MY3WUKHX JHUjajiekaTa KOjU Cy paclpocTpameHu Ha ojapeheHum
reorpa(cKuM Nnojapy4yjuma. ¥ OKBHPY CBAKOT' My3WUKOT JMjaleKTa CTYJCHTHU Ce YIO3Hajy
ca BOKaJHHM pEIepTOapoM, >KaHPOBHMA, KAPAKTEPUCTHUYHUM MY3WYKHM OOJIHIIMMA,

12 Baskno je ucrahm j1a y OKBMpY NPUjEMHOT MCIIHTA CTYJEHTH HE NMPUKA3yjy CBOje MEBAYKE BENITHHE TAKO
na ce Mehy \ruMa Hajlaze u3Bohauu pa3InIUTOT KBATUTETA.

13 Philip Bohlman, The Study of Folk Music in the Modern World, Bloomington, Indianapolis, Indiana
University Press, 1998, 25-26.

14 Cama Panxosuh, [lesauxa npaxca Aucambna napoonux ueapa u necama Cpéuje KOJIO, Beorpag,
Amncam6i1 HapoaHuX urapa u nmecama Cpouje ,,KOJIO”, 2022.

15 Loren Ober, Muzika drugih, Beograd, Biblioteka XX vek, 2007, 148.

18 Yimajyhu y By monasuinta (ppaHiyckux comuonora, nonyt Iljepa Bypmujea (Pier Bourdieu), omuoc
n3mely Teopuje U mpakce y OKBHpY OBOT pajia pasMaTpa ce Ha ocHOBY jae¢pununuja Mumka [llyBakosuha
NPOM3alLIMX M3 MapKcucTHuke (uiio3oduje mpakce mnocMmarpaHe y mopehemy ca Tteopujom. Misko,
Suvakovié¢, Pojmovnik suvremene umjetnosti, Zagreb, Horetzky, Vlees & Beton, Ghent, 2005, 506.

7 Ha mocnenmoj rogmHU CTyAWja NpOydaBajy ceé M IlecMe APYTHX HAapoaa Kpo3 o0pamy THIMYHHX
npuMepa.
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MEJIOIUJCKUM M PUTMHUYKHUM (opMysiama Koje MPEICTaBibajy MapaaurMy crenuuaHux
JIOKQJIHUX TPAKCH.

[Touetna ¢asza pama mompaszymeBa BokamHo Haciehe KocoBa u Meroxuje
KapaKTePUCTUYHO IO j€AHOTIACHO] CONMCTUYKO] WJIM TPYITHO] HHTEPIPETAIHjU TIecama.
Haxon Tora ce u3yuaBajy oJUIMKe II€BaUKe MpaKkce JOMUHAHTHO 3aCHOBAHE Ha JIBOTJIACY Y
jyroucrounoj u wucrounoj Cpbuju, Llymamuju, xKao W 3amajHUM U jyro3anaJHuM
nenopuma CpOmje. Bokamna tpamguiuja Cpba crapocenenana y BojBogunHu neo je
pa3MaTrpama IHUPEr MY3MYKOT KOpIyca Y OKBHpPY KOra c€ FOBOPH O CPIICKO] MY3HYKO]
npakcu 'y CrnaBonnju (Penybnmuka XpBarcka) u  benoj Kpajuam (PemyOnmka
Cnosennja).'® Ha 3appmrnoj roguan cryamja o6paljyjy ce AMHAPCKH BOKATHU JHjaTeKTH
kako y MmatuunoM nozapy4jy (pua 'opa, bocna u Xepuerosuna u XpBarcka), Tako U 'y
BojBonuHN KOjy jeHMM J€JIOM HacejhaBa CPIICKO CTaHOBHHILNTBO W3 OBHX OOJACTH.
[Topen mo3HaBama mojaTaka O My3WYKHM KapaKTEpHUCTHKaMa O3HAYEHUX TeorpadcKux
mpenena, ykasyje ce Ha aJIeKBaTHO KOPHIINCHE MEJOIUjCKUX U PUTMUYKUX GopMmyra y
OKBHpY M3BOhauke Mpakce YMMe ce TMOCTIKE pa3yMeBambe TPAJAWIIMOHAIHOT TIeBama H
oJlaKIlIaBa MMITpOBH3aIlMja U nMamheme HOBUX Mecama. PazymeBame y OBOM clyuajy HE
nojipa3ymMeBa caMo UHTepIIpeTalnjy, Beh (IITo je HajBakHU]€) carje/laBame MeBama Kpo3
MelhycoOHO TmoOBe3MBame MPETXOAHO CTEYEHHX 3Hamka U3 YMETHHYKE MY3HUKE,
€THOMY3HUKOJIOTHj€, Ka0 M KyJITypHE UCTOpHUje MPOCTOpa U3 KOra MoTU4e mpuMep KOju ce
uHTepnperrpa. OBO ce MoceOHO OAHOCH HA MO3HABAKE PUTYAIHE MPAKCe M KOHTEKCTa
n3Bohewma y NpPONUIOCTH, IITO MOKE OWTHM OJ H3Y3€THOI 3Hayaja 3a apTUKYJAIUjy
KOHKPETHOT MY3HYKOT M MTOETCKOT TEKCTA.

Tpanmmona.lmo neBamkbe Ka0 BCIITHHA

IleBame Kao BELITHHA, TO JECT MPAKTUYHO 3HaWe, 00yXBaTa HU3 Mpoleca KOju uMajy 3a
b Aa omoryhe ydewe TEXHHMKE M IIOCTaBKe Ijaca, yBeKOaBame jeJHOITIAaCHUX U
JIBOTJIACHUX TIPUMEPA, HETEMIIEpPUPAHKUX TOHCKUX HM30Ba,'® aroruke, 1uHaMuUKe, CTHIOBA
n3Bohemwma, TeMOpa U Apyrux KapakTepucTuka 3Byka. byayhu na je jeqHoryiacHo neBame
Haj3acTylUbeHHUje Yy JyxHUM mnpenenuma CpOuje mnocebHa mnaxmwa ce mocsehyje
CUMYJITAaHOM IpyITHOM H3BOlemy y OKBHpY Kora Tpeda mocTuhu TeXHUUKY yjeIHauYeHOCT

6a3upaHy Ha MCTOBETHOM HAUMHYy MHTEPIpETAIlje BOKaNa — ,,yjefHadaBamy Bokama”.2

18 Bena Kpajuna npezcrasiba Haj3anagHUjU Openeo y Koju cy ce Cpou J10CeIMIi TOKOM METaHACTa3UUKHNX
KpeTama. Hajeehu O6poj mHX je acCUMHUIIOBaH, 0K Y HEKOJIHMKO Cella jOII YBEK YKHBH CPIICKO CTAHOBHHUIIITBO
KOje Heryje jeIHOTJacHe W JBOTJIaCHE IMpHMepe HOBHjer ceockor meBama. Cama Pankouh, ,,OCHOBHE
oJuike cpricke BokaiHe mpakce y benoj Kpajunu (Crnosennja)”, y: WUBana Ilepkosuh-Panak, parana
Crojanosuh-Hosnunh, danka Jlajuh (yp.), Acmopuja u mucmepuja mysuxe, y yacm Poxcanoe Ilejosuh,
Mysukorouke cryauje — MoHorpaduje, cB. 2, beorpan, Karenpa 3a mysuxonorujy @MY, 2006, 225-238.
1% ToHCcKM HHM30BHM 3aCHOBAHM HA HETEMIIEPOBAHMM yCKHM MHTEPBAIMMA JIO CaJa Cy CadyBaHH y BOKAIHO]
IIPaKCH CTapHjuX CEocKHx nepava y Cpouju.

20 Cama Pankosuh, Ocroenu npunyunu yuersa HapooHoz nesarsa: Jeonoanacno nesame I, beorpan, 3aBox
3a yuOeHHKe M HacTaBHa cpeactsa, 2007.
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Kon nBornmacHor meBama ce MpUMERY]y Pa3IMUUTH HAYMHMU MOCTaBKE Iecama cTapuje
,JHa Tiac”) u HoBHje (,,Ha 6ac”) ceocke mpakce.’! [Tpy apTUKyIaIUji IpUMepa CTapHjer
CEOCKOT' TeBama YYECTBYyje JIBa JO TpPH I€Baya M HEONXOJHAa je aJeKBaTHa 3BydYHA
peaiM3anmja WHTEpBalla CEKYHJE Kao ca3BydHe Oa3e Memnoaujcke jmHHje. Hawmme,
CeKyHJa C€ y YMETHHYKO] MY3WYKOj TpaIulMju TpeTHpa Kao IHCOHAHLA, JOK Y
pUMEpHUMa CPIICKOT JIBOTJIACHOT TI€Bama CTapHje TPaauIlHje MPeaCcCTaBba HMHTOHATUBHU
ocioHar, nocebno m3mely duHamuca W xunoduHATUCA TIE je M HajppeKBeHTHHH]ja.?
Kama ce roBopum o wu3BOhewmy mecama HOBHJET CEOCKOT TeBama Opoj u3Bohaua je
HEOTpaHWYEH T€ j€ HEOINXOJHO OJBOJEHO yBexOaBame 00a riaca, Ka0 U CHUMYJITAHO
HHTEPIPETUPAKBE y3 OPWKIBMBO HMHTOHUpAmkE HMHTEpBAJIa KBUHTE KOjU je Hajuemhu
ca3ByK y KajeHuu. Hamme, y OKBUPY HPHUPOJHOT TOHCKOI CHCTeMa KBHHTa KOja C€
o0pasyje UCTOBPEMEHUM H3BOhEHEM CONMCTE M MpaTHhe Mopa OuTH ,,omrTpa“ u Beha y
OJTHOCY Ha TEMIIEPOBaHY.

Kao mro je pewyeno, mocebaH 3amaTak MNpHU TPOLECY Yy4Y€Ha IPEICTaBIba
MHTEpIpeTaIrja HETEMIIEPOBAaHUX TOHCKUX CHcTeMa, TeMOpa u aroruke. Mmajyhu y Buay
Ja ce CTYJEHTH TOKOM MY3HYKOI HIKOJIOBama €AyKYyjy Jla MHTOHHPA]y TEeMIIEpOBaHO,
M3Y3€THO j€ TeIIKO MOCTHhM aJeKBAaTHO W3BOhEHE XPOMATCKMX TOHCKHUX HH30Ba U
HETEMIIEPOBAaHUX 3BYYHHX penanuja. MehyTum, TOKOM BHILIETOJUIIET BUIIECTPYKOT
CllylIalkba TEPEeHCKHX CHHMakKa M IOHAaBJbAalEM 3BYUHUX y3o0pa Moryhe je moctuhu
HeTemIiepoBaHocT. [lomjeaHako Texak 3amaTak MpeAcTaBba JOCTH3amke OAroBapajyher
TemMOpa M aroruke 3a ITa je MoTpeOHO mpuiarohaBamke WHTOHAIM]E OHO] Koja je
KapaKTEepUCTHYHA 3a CEOCKe HWHTepmperarope. TemOp Koju je 0OcoOeH 3a TojedauHe
reorpadcke IeNMHE W3UCKYje J0JaTHE TeXHUUYKE HAIlope MpH IEBamy jep TaKo3BaHa
pUpOJHA ,,00ja* Ii1aca CBaKor CTy/AEHTa (Kao M CBAaKOI JPyror neBaya) He MOXe OUTH
oarosapajyha 3a mojenuHe 3ByuHe apeane.?® Hamme, mecMe U3 HCTOYHE M jyTOMCTOYHE
CpOuje 3axTeBajy ,,CBETIMje” IJIaCOBE KOjU BOKajle MO3MLIMOHUPAjy Halpel, Ha ycHama.
MehyTtum, Ha nonpyyjy ueHtpanHe CpOuje, a moceOHO 3amagHe M jyrosamnajgHe, Kao U
JTUHAPCKUX Tpenesa BOKaIM c€ ,0BJade” ca Tpeame IMO3HUIMje ycaHa U JO0JIaTHO
,,HaTKpHUBajy” TOPHOM YCHOM Kako OM ce Jo0uia HeWTo ,,TaMHHja* 3By4YHA CIIHUKA.
VYnpaBo y TWHApCKUAM TpeeinMa, ToceOHO XepIeroBUHH, 3aCTYIJBEHO j& aKIICHTOBAE
MOjeIMHUX JENIOBa MY3WYKOT TOKAa Kao CHEIU(PUIHOCT JOKATHOT TPaIUIMOHAITHOT
MY3UYKOT je3uKa.

3a ycrnemHy WHTEpHpeTalujy U CaBliafiaBalke€ CBUX HABEICHHUX €JeMeHaTa O]l
M3Y3€THOT je 3Hauaja M3BOp KOjU C€ KOPHCTU MPUJIMKOM YIO3HABaWka Ca KOHKPETHUM
MY3UYKUM IPUMEPOM. YTIaBHOM C€ pajid O TEPEHCKUM CHMMIMMA Yy ayJuo WM BUIEO

2 Busetn Bume: umutpuje Tonemosuh, ,,Cpricko aBornacHo neBame [ (061mIM — MOPEKTIo — pasgoj)”,
Hoesu 3eyx, 8, 11/1996, 11-22; Tumurpuje ['onemosuh, ,,Cprcko nBoriacHo neBamwe 11 (HOBHje ABOTIacHO
nesame)”, Hosu 36yk, 9, 111997, 21-37.

2 Mumutpuje Fonemosuh, op. cit., 11/1996, 21-37.
23 Ha cnudHy 1ojaBy HaMIIa3MMO Uy OTIEPCKOM IMeBamby KOJ KOTa ce HUjaHCe Y CHenH(pUIHOCTH TPUPOIHOT

rJ1aca NCKa3yjy Kpo3 CHHTarMe: JJUPCKH COTIPaH, APAMCKH COTIPaH, alT, KOHTpa ajiT UTH.
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¢dbopMaty, TUPEKTHOM KOHTAKTYy Ca UCTAKHYTUM CEOCKUM I1€BayMMa U HOTHHUM 3allucuma
U3 ETHOMY3HMKOJOWMKHUX cTyauja. CTHIalke 3Hama Kpo3 CIyllame TpaJAuIMOHAIHE
My3HKE W YYele IecMe KpO3 HMHUTALHUjy JONPUHOCH OO0JbEM OBJIAJaBamy IEBAUKe
TEXHUKE U Pa3BOjy ayJUTUBHOT CeH3MOMIMTETa reBayva. Mimuraiuja, kao METo/1 ycBajama
TPaJUIIMOHATHOT My3UYKOT UCKYCTBa, IIPEACTaBIba MOJa3Hy TauKy 3a MPEHOIICHE 3HAbHA
y MHOTMM KyJiTypamMa IIMPOM CBeTa Yy KOjUMa H3y4YaBame€ IIeBama IpPEACTaBIba
CBOjeBpCHY ,,eHKyATypamujy”. 4 CTumameM 3Hama Kpo3 MOHAB/hae IIOCTHKE Ce
OPUTHHAJHOCT CBAaKOT M3BOhema U J100Mja OHOJIMKO BapHjalrja ojapeheHe mecMme KOJIUKO
¥Ma TIOHABJbama. > Ilopes OrpOMHOT 3Hayaja yCMEHOT MPEHONICHa 3HAMma, YHME Ce
yCHocTaB/ba KOpemalyja ca HAYMHOM Y4YeHa Y CPIICKUM CEOCKHUM CpellMHaMa, Y OKBUPY
BHUCOKOT 00pa3oBama Hemoryhe je HUCKbYYUTH ynoTpeOy HOTHOr mnucma. Haumme, y
aKaJIEeMCKOM OKPYXEmY, Y KOME Ce paau ca My3udapuma KOjU Cy MY3WYKH MHCMEHH H
KOjH Cy ce ToIMHaMa IIKOJIOBAJIM Y My3HUYKUM IIIKOJIaMa Ha OCHOBHOM H CPEHeM HUBOY,
HeMoryhe je 3aHeMapuTH BHXOBO MPETXOJAHO 00pa30Bame. 3aTo je MPH YCIOCTaBIbakYy
TpaIuIMOHAIHOT TMeBama Ha DakynTeTy My3WYKe YMETHOCTH H3Y3€THO Ba)KHO
,TIOMUpUTH~ Haciehe ycmMeHe u TmuHcaHe KyIType, OJHOCHO TpaJAULMOHAIHE U
3aMaJHOEBPOICKE  MY3MUKE YMETHOCTH, 2° upMe ce IOCTHKE CBOjeBpCHA
,oumysukansoct”. 2 TIpema peunMa caMuX CTyJeHATa, HajOOJBM MyT Ka ydewy H
ocBelhBamby MY3HUKOI TEKCTa j€ TPAHCKPHUOOBamEe KOje Ce OJIBUja KPO3 BUIIEKPATHO
CIlylIakh¢ M YCIOpaBamke CHUMaKa Kako OW ce yOouwnH JeTajbu, YuMe ce mamheme
aKTUBUPA U JIOIATHO BU3YETHO CTUMYIIHIIE KPO3 MPOIEC Hcama. 2

[Topen mamhema oapeheHUX My3UUKO-TIOETCKUX TEKCTOBA M JIPYTUX MEJIOIU]CKUX
KapaKTepUCTHKA, BaXKHY YJIOTY Yy YMTAaBOM IIpOLECY MMa ,,TelecHO namheme” Koje ce
MO’KE€ M3pa3UTH CUMTAarMoM ,,Tejo Koje nema”. TermecHa memopuja 10 caaa HUje Ouia
JIOBOJBHO 3aCTYIJb€HA Y HCTPAXKHUBaly CPICKOr TPAJUIMOHAIHOI IEBamba Kao Jely
yCMEHE KyJType, 3a pa3uKy OJ JApYyruX Hayka — TI0ceOHO €THOKOPEOJOrHje,

2% TIpema Anany Mepujamy: ,,eHKyNTypaluja ce OJHOCH Ha IIPOLIEC KOjUM IOjeHHAll YUM KyJITypy H MOpa
Ce HarJIaCUTH JIa je TO OeCKpajaH MpoIec KOjU Ce HaCcTaB/ha TOKOM YHUTABOT KHBOTHOT BeKa IOjeInHIIa”.
Alan Merriam P., The Anthropology of music, Evaston, Illinois, Northwestern University Press, 1964,
146.

%5 Walter Ong J., Orality and Literacy: The Tehnologizing of the Word, London and New York, Routledge,

Taylor & Francis Group, 2002, 51-52.

% Kao mobap Mozen eTHOMY3HKOJIOIIKOT MHpoydaBama bpyHo HeTn je HaBeo mHapajeiHo OaBibeme

KIIaCUYHOM 3alaaHOM MY3HUKOM, JIOKAJIHUM MY3UYKHUM Tpa)munjaMa 1 MY3HUKOM OCTaJIor Jcjia CBETA.

Bruno Nettl, ,,Music education and Ethnomusicology: A (usually) Harmonious Relationship”, in: MinAd:

Israel Studies in Musicology Online, Keynote address to 2010 ISME conference in Beijing, 2010, 1-9.

https://hugoribeiro.com.br/biblioteca-digital/NettIEthnomusicology _and_Music_Education.pdf

(mpuctymbeno 7. centemOpa 2022. roause)

27 Mantle Hood, op. cit., 155; Loren Ober, op. cit., 148;
28 Menorpaduja IpecTaB/ba CETMEHT aKaIeMCKOT 00pa3oBamba ETHOMY3HKOJIOTa Y KOME Ce MOHOBJLEHUM

CIyIIaKkeM TPAHCKPUOYjy TpaTulMOHANHE IMecMe y3 KOpHUIIheme 3araJHOCBPOIICKE My3HUYKE HOTAIMjE U
yrnoTpedy IUjaKpUTHUKHX 3HAKOBA 332 OHE JIEJIOBE MY3MYKHX TEKCTOBA KOjU OJICTYNA]y Y HWHTOHAIW)H,
TEMITy UTII.
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nuHrBuctuke uta. [IpoyuyaBajyhu ocHOBHE NpUHIMIIE YCMEHHUX KyiTypa, Banrep OHr je
IIPUMETHO ,,1a c€ YCMEHO Iamheme 3HauajHO pas3iiMKyje Of MHUCAHOI IO TOME IUTO MMa
BHCOKY COMATCKY KOMIOHEHTY”.?® VY eTHOKOpEOJOIKHAM M IUIECHHM HapaTHBHMA
TOBOPUMO O ,,KHHETHMYKOM Namhemy” Koje MoJpazymMeBa TEJIECHOCT M CKIATUINTCH-C
TeNeCHHX TOKpeTa KOju ce CKIamajy y Kopeorpadceke muenmue. ° Ha mnpumepy
TPaJUIIMOHAIHOT TI€Baba MOXXEMO TOBOPUTH O ,,TEIECHOM 3Hamy ’, WIH ,,yuehy MyTeM
gyna” 3! 6ynyhu nma Teno ,,mamMTH” OHO IITO PempoayKyje Kao IITO Cy: MeNoIujcKa
JMHU]ja, TOHCKE BUCUHE, MIOKPETE KOjU €€ OJHOCE Ha OOJIMK M MOJ0XKa] LIEJOor Kopiyca
(Tenma), amy M TOjEJMHUX JIEJIOBa KOjU CY BaKHH 3a NOCTU3ame 3ByKa (je3uK, yCHe,
munrhy Juia u riaasa). YcnenHo namheme mokpera ycana ¥ Muinuha Jiina JonpuHOCH
yCBajalby TEXHUKE IeBamba KOja, Ha MpPHUMEp, Yy CEOCKOj TpaJulUjU 3axTeBa CHAKHO
u3Bolhemwe nomohy forte muuamuke u ,,Hanpernyrtor riaca”. MehyTum, y rpajickom, Kao u
y CTHJIy II€Bama KOjH je KapaKTepuCTH4YaH 3a ceBepHe aenoe CpOuje, mocraBka riaca
Mopa OWTH CacBUM Jpyradyrja ¥ TOJpa3ymMeBa H3BONEHE KOje je CIUYHH]E XOPCKO]
BOKAQJIHO] MHTEPIpETarju. Y OKBUPY PA3TUUYUTHX MY3WUKHX JIHjasieKaTa pa3iiuKyjy ce
HAuMH Ha KOJU j€ 3BYK apTHKYJMCaH, Ka0 U HEroBe TeMOPOBCKE CHELM(PUUHOCTH, IITO
3aXTeBa U3Y3€THY TEJIECHY TOKPETIbUBOCT IIeBaya.

Tenecna mMemopHja ce OZHOCH HE CaMO Ha MO3ULUOHUPAE MOJEUHMX JEI0Ba
TeJa y MpaBUjIaH MOJI0Kaj MpU U3Bohemy crenndUUHUX BOKAIHUX AMjanekara, Beh u Ha
TEJO KOjeé WHTEpIpeTHpa MY3WYKH TEeKCT Ha cueHu. Hamme, ctymentn Opcexa 3a
€THOMY3HKOJIOTH]y W3BOJE CPICKY TpPAIWIMOHATHY MY3HKYy Y OKBHPY CIICHCKOT
npocropa Hactynajyhu Ha KoHIlepTUMa, (pecTuBaIMMa, TAKMUYEHUMa U APYTUM jJaBHUM
npe3entanujama. [lonoxka) meBaya TOKOM CIIEHCKMX HACTyIa je OJ] M3y3e€THOT 3Hayaja,
jep mpeacTasiba J1e0 HeBepOallHe KOMyHMKanuje ca myonukom. [lo3unuja pyky, riase u
JApyrux JAejoBa Teja MOXKE JI0JJaTHO YTHIIATH Ha BEpPOJIOCTOJHOCT MHTEpIpeTaluje |
IpeJCcTaB/baTH 3anmamheHe IMOKpeTe Koje TeJIo penpoayKyje, IITO 3ay3BpaT jada H
0’KHBJbaBa My3HUKO HCKYCTBO y peaqHoM BpeMeHy.>? [IokpeTH Tea ce yIJIaBHOM yde
MOCMaTpamkeM CEOCKHX IeBadya Kajla je y NHUTalky TEXHWKAa M CTWJI H3Bohema, IOK
KMHETHKA B€3aHa 3a CIICHCKHU MPOCTOP 3aBHCH OJ1 MHAUBUAYATHOT HU3BOlema U Hajuenhe
je 11eo TpojeKIrje eMoIHja 1 YHYTPAIliker eHTHTETa Ha ,,TOBPIIHHY” — Teno0.>° CIieHCKOo
HCKYCTBO CTYJEHTH YTIJIaBHOM CTHUYY yuyecTByjyhu y pany AncamOna ,,Ipanunuja BuBa”,
KOju je ycTaHoBJbeH 1998. rogune anu moa oBUM MMEHOM MocToju on cenrremoOpa 2020.

2% Walter Ong, op. cit., 76.

% Bunetn sume: Jlyma Hbapamu, Kmuea o niecy: mpaduyuje, meopuje, memoou, Beorpan, Aucamon
HapoaHuX urapa u necama Cpouje ,,KOJIO”, 2018, 129.

31 Frances Morton, ,,Performing ethnography: Irish Traditional music sessions and new methodological
spaces”, Social & Cultural Geography, 6/5, October, 2005, 664-665.

%2 |bid., 762.

33 Sara Ahmed, ,,Collective Feelings: Or, the Impressions Left by Others”, in: Theory, Culture & Society,
The TCS Centre, Nottingham Trent University, 2004, 28.
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ronguHe. Pagm ce o KEHCKO] BOKaJHO] IEBAyKO] TPYyNU KOja MpeACTaBiba jelaH O]
penpe3eHTaTBHUX aHcambana Dakynrera My3WYKe YMETHOCTH W HacTyna Ha
KOHIIepTHMa U BojehuMm KynTypHUM MaHH(ecTaljaMa y 3eMJbU U HHOCTpaHCTBY. Ha Taj
HAYMH CE CTYJCHTH YIIO3Hajy HE CaMO ca aJeKBaTHUM CIIEHCKHM 3aKOHOMEPHOCTHMA, Beh
M ca OpraHM3alyjoM ¥ pealr3alHjoM 3Ha4ajHUX KyaTypHuX porabhaja. IToceGHO je
3Ha4YajHO TO IITO Kpo3 ydemrhe y OKBUPY jaBHUX IMPE3CHTAIMja HEMOCPEIHO CarjeaBajy
pa3nuynTe HauuMHE Kopuinhema eTHOMY3UKOJOMIKOT 3Hama KOje Cy CTeKIH Yy
aKaJIeMCKUM OKBHPHMA.

3aBpiiHa ¢a3za y K0joj Ce CHHTETHUIIIE 3HAKE M3 00JIACTH CPIICKOT TPATUIIMOHAITHOT
NeBamba pealin3yje ce Ha MacTep CTyArjaMa y OKBUPY IpeaMeTa MmoJ Ha3uBoM Memoouka
Hacmage mpaouyuoHanHoz negarba. Kpo3 oBaj mpeaMmer CTyIeHTH ce o0ydyaBajy
MeToAgaMa Kojuma he moay4aBaTH CpIICKO TPAJWIIMOHAIHO TI€Bale M KOPUCTHUTH
MPETXOJAHO CTEUYEHO 3HAKE 33 FHErOBO IUIACHPAmE y OKBHPY OOpa3OBHOI CHCTEMa M
cieHcKor mpoctopa. llpemaBama ce ocTBapyjy Kpo3 YIO3HaBame ca Pa3sTUYUTHM
MeTojamMa paaa y GopMasHOM M HepopMaTHOM oOpazoBHOM cuctemy. I[lopen Tora
CTYZICHTH CaMOCTAJIHO M3BOJIC YacOBE CPIICKOT TPATUIIMOHAIHOT MeBamka MOKymaBajyhu
Jla M3 MO3UIMje Mpe/IaBavya peliaBajy MocTaB/beHe 3aaatke. L{uip oBor mpeamera jecte
ocroco0JbaBame CTyACHATA 32 KPEUPAkhEe U yCMEpaBame cTpareruja koje he y JokairHum
JONPUHETH YCIIOCTaBJbalhy KOHTHHYHUTETA CPIICKOT TPAJUIIMOHATHOT I1eBakba.

3ak/pyuak

Pan nHa oOpasoBamy cTyJeHaTa €THOMY3UKOJIOTH]J€ M Pa3BOjy HHUXOBUX MPAKTUYHUX
BEIITHHA y W3BONEHY CPIICKE TPATUIMOHAIHE MY3HKE IO/pa3yMeBa IPOIEC KOjU ce
HEeMpecTaHo ycaBpllaBa W mpuiarohaBa JaTUM OKOJHOCTMMAa. Kpo3 oOBako HIMpPOK
CIEKTap CTPYYHUX AaKTHUBHOCTH MaHu(ecTyje ce ,,0MPYHKIHOHATHU HJIEHTUTET
€THOMY3MKOJIOIa, MoceOHO Kpo3 00J1acT n3Bohema U pa3Boja TEOPUjCKE MUCIIU 3aCHOBaHE
Ha u3Bohemy.3* FhuxoBa cTpydyHa KOMIETEHIMja BHIIECTPYKO CE OfpakaBa Ha Pa3Boj
JIOKAJTHUX TPAJUIIMOHATHUX MY3HUKUX TPAKCH, alld U HA KyJITYpHY U 00pa30BHU CHUCTEM
y Cpbuju. Hamme, akajmemckum oOpazoBameM 10 caja j€ €AyKOBaH JI0BOJbaH Opoj
KOMIIETEHTHHX Iefiarora Koju cy Oo(OpMWIM OJCEKE 3a TPAAWIHOHATIHY MY3HKY Y
ApKaBHAM MYy3MUYKHM mmkodama mmpom Cpbuje. *° Ilopex Tora, oBakaB HauuH
o0Opa3oBama OMOTYNHO j& YKJbYUHBamkhe €THOMY3HUKOJIOTa y TIPOIIEC OUyBamkha U aKTUBHOT
TIpEeHONIeHha TPAJUIHOHATHOT BOKAIHOr ymeha y NpHMBaTHMM IIKOTAMa MeBamba, -0
KyJITypHO-yMETHHUUYKUM JIPYLITBUMA, Ha IEBAYKUM PaJHOHUIIAMA, CEMUHApUMa U JPyTuM

3 Kay Kaufman Shelemay, op. cit., 155; Sanja Rankovi¢, op. cit, 2016, 179-184.

% Jlo cana cy oxcenu 3a TpaJMIMOHAIHY MY3HMKY y KOjUMa CE€ y4d CPIICKO TPaJMIMOHAIHO TEBAME
MIOKPEHYTH Y pasIMuUTHM My3ndkuM mmkosnama y Cpouju: beorpany, Cy6orunm, KpaseBy, Cmenepesy,
Jleckouy, Comb6opy, Kparyjesiy, Cpemckoj Murtposunu, Tpcrenuky u I'porkoj.

% Hepopmanny npusarHy mkony Mel)y npBuma je TOKpeHyJa Moja JyrOrofiMIIE-a ydeHWIa bBojaHa
Hukomuh 2010. rommne y beorpamy. OHa je aupekTopka OBe MIKOJIE Y KOjoj, TOpem MpeHoca
TPaJAMIIMOHAIHOT TI€Bama, BOJM M HEKOJHMKO TMpojekara W3 o0JacTH €THOMY3HMKOJOTHje Kao IITO je
00jaBJbUBabE ay/IM0 U3/1atha PAPUTETHUX TEPEHCKUX CHUMAaKa TPAJUIMOHAIHE CEOCKE MY3HKE.
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00JMIIMMa TIPEHOIIEHa 3HAKka KOJU C€ OJIBHjajy Y 3eMJbH U MHOCTpaHCTBY. O11 moceOHOT
3Ha4aja je ToMoh CEOCKMM BOKAJHMM TpyllamMa y OKBHPY KOJUX Cy E€THOMY3HKOJIO3U
nocpenauim Mmeh)y meBaumma crapwje W Miahe reHepamuje dmMme ce o00e30ehyje
KOHTUHYMTET JOKATHUX HNpaKcH.>’

[TpBUX nMBajeceT meT roJnHa CPIICKOT TPATUIIMOHATHOT TieBama Ha Kareapu 3a
€THOMY3HMKOJIOTH]y TIPEICTaBballo j€ BpEeME IIOCTENECHOT IpeTakamka OBE HapOJHE
BEIITHHE U3 ,,JIPUPOJHOT OKPYXKeHha’ y MHCTUTYLMOHAIHU OKBHp. YWTaB OBaj Iporec
Ouo je mpaheH npoHaNaKEHEM aJIEKBaTHOT HaYWHA Jla C€ HE M3TyOM CYIITHHCKU U3pa3
TpaIUIOHATHE BOKAJIHE MIPAKCe U JIa C€ aJICKBATHO NPUIAro i 00pa30BHOM KOHTEKCTY.
VYKa3uBameM ca HAYMHOM CTHUIakha 3HAKka Yy OKBUPY CPIICKOT TPATUIIMOHAIHOT TEBambha
Ha Kareapu 3a €THOMY3HMKOJIOTH]jY, Ka0 U HETOBE NMPHUMEHE Yy IPYIITBEHO] PEaTHOCTH,
MpUKa3aHe Cy caMO HEKe O] MOTryhHOCTH y JIOMEHY alUTMKAaTHBHE CTHOMY3UKOJIOTH]E.
JlaseuM  pa3BojeM mpeaMmera  1paouyuoHanrHo HApoOHO nesarbe U - ceuparbe W
KBJIMTAaTUBHUM M KBAaHTUTATHBHUM yBehaBameM 3Hama oTBapahe ce u HoBe MOryhHOCTH

3a BETOBO YMPEXKABAE ca APYTUM CaapKajuMa.
IuTupana xena

Ahmed, Sara: ,,Collective Feelings: Or, the Impressions Left by Others”, in: Theory,
Culture & Society. The TCS Centre, Nottingham Trent University, 2004, 25-42.

Bohlman, Philip: The Study of Folk Music in the Modern World. Bloomington,
Indianapolis: Indiana University Press, 1998.

I'onemosuh, umutpuje: ,,Cprcko ABorigacHo nepamwe I (001uIM — MOpeksio — pa3Boj)”,
Hoesu 36yx, 8, 11/1996, 11-22.

I'onemosuh, umutpuje: ,,Cprcko 1BoriacHo nesame Il (HOBUje ABOTrIacHO MeBame)”,
Hoeu 36yx, 9, 1/1997, 21-37.

Zaki¢, Mirjana; Iva Neni¢: ,World music u Srbiji: eluzivnost, razvoj, potencijali”,
Etnoumlje, 19-22, 2012, 166-171.

7 Jeman TaxkaB mpuMep je ceocka meBauka rpymna ,llpayhanka” u3 cena Ioma llpuyha ma Pynmuxy
(lentpanna CpbOwuja), Koja Heryje papUTeTHE OOJHMKE TpPaJUIMOHAJIOHT TieBama. IbeHW dIaHOBH Cy
NIPUNIAHAI CTapHje TeHepalyje KOoju ce 300T 37paBCTBEHHMX M JPYTHX IpoliemMa peTKo cacrajy ma je
cyn0OuHa oIcTaHKa aHcamOJIa rmocrana Hen3BecHa. 3aTo cy ce ooparwmim 3a nomoh Meanu Tonoposuh koja
Jj€ cBOja 3Hamba U3 TPaJULIMOHAIHOT IIeBama cTekia Ha Kareapu 3a eTHoMy3ukosorujy ®akynrera My3uuke
ymerHoctH Y beorpany. Bynyhu na MBana sxusu y 'opmem MunanoBiy, y onusunu cena ['opma Lipayha,
NIPUXBaTHIIA j€ capajiby ca rpynoM ,llpayhanka” u nocrana meH pykoBoamnan. [lopen akTHBHOT IeBama,
pamy ¥ Ha yKJbyuuBamwy Miaux wiaHoBa y aHcaMOl M OpraHu3yje HacTyne Kako Om o00e3beamia
KOHTHHYHTET JIOKAJTHE My3HUYKE TPaJHLHje.



Pankosuh, C.: Cpncko mpaouyuonanno negarbe y akaoemckoM OKPYHCerwy ...

Kaufman Shelemay, Kay: ,,The Ethnomusicologist, Ethnographic Method, and The
Transmission of Tradition”, in: Georgy Bartz and Timothy Cooley (Eds),
Shadows in the Field, second edition. New York: Oxford University Press,
2008, 141-156.

Kisiluk, Michelle: ,,(Un)doing fieldwork — Sharing Songs, Sharing Lives”, in: Georgy
Bartz and Timothy Cooley (Eds), Shadows in the Field, second edition. New
York: Oxford University Press, 2008, 183-205.

Kruger, Simone: ,,The Ethnomusicologist as Pedagogue: Disciplining Ethnomusicology
in the United Kindom”, The World of Music (Jurnal of the Ethnomusicology
Programme The University of Sheffield), 51/3, 2009, 139-170.

Merriam, Alan P.: The Anthropology of Music. Evaston, Illinois: Northwestern University
Press, 1964, 145-164.

Morton, Frances: ,,Performing ethnography: Irish Traditional music sessions and new
methodological spaces”, Social & Cultural Geography, 6/5, October, 2005,
661-676.

Nettl, Bruno: The study of Ethnomusicology: Thirty-one Issues and Concepts. Urbana and
Chicago: University of Illinois Press, 2005, 388-418.

Nettl, Bruno: ,Music Education and Ethnomusicology: A (usually) Harmonious
Relationship”, y: MinAd: Israel Studies in Musicology Online, Keynote address
to 2010 ISME conference in Beijing, 2010, 1-9.
https://hugoribeiro.com.br/biblioteca-digital/Nettl
Ethnomusicology_and_Music_Education.pdf (mpucrymbeno 7. cenrtembpa
2022. roauHe)

Bapanu, Hdymwa: Krwuea o naecy: mpaouyuje, meopuje, memoou. beorpaa: Ancam6a
HapoJHuX urapa u necama Cpouje ,,KOJIO”, 2018.

Ober, Loren: Muzika drugih. Beograd: Biblioteka XX vek, 2007.

Ong, Walter, J.: Orality and Literacy: The Tehnologizing of the Word. London and New
York: Routledge, Taylor & Francis Group, 2002.

ITepxosuh, WBana: 80 coouna Mysuuxe axademuje/@axyimema my3uuke yMemHOCHU.
Beorpan: ®akynrer my3uuke ymernoctu, 2017.

PankoBuh, Cama: ,,OcHOBHEe OJuIMKe cprcke BokainHe mpakce y benoj Kpajunu
(Cnosenmja)”, y: Hpana IlepkoBuh-Panmak, Jlparana CrojanoBuh-HoBuumh,


https://hugoribeiro.com.br/biblioteca-digital/Nettl%20Ethnomusicology_and_Music_Education.pdf
https://hugoribeiro.com.br/biblioteca-digital/Nettl%20Ethnomusicology_and_Music_Education.pdf

Hosu 36y 60, 1112022,

Hanxka Jlajuh (yp.), Ucmopuja u mucmepuja my3suxe, y wacm Pokcarnoe Ilejosuh,
My3ukomomke cryauje — MoHorpadwuje, cB. 2. beorpaax: Karempa 3a
mysukoaorujy ®MYVY, 2006, 225-238.

PanxoBuh, Cama: Ocrosnu npunyunu yuera HapooHoe nesarba. JeoHoenacrHo nesarve .
beorpan: 3aBox 3a ynbenunke u HacTaBHa cpejactBa, 2007.

Rankovi¢, Sanja: ,,The Role of Formal Musical Education in the Process of
Professionalization of Traditional Rural Singing in Serbia”, in: Fourth
Symposium of the ICTM Study Group on Music and Dance in South-eastern
Europe, Music and dance in Southeastern Europe: New Scopes of Research and
Action. Belgrade: Faculty of Music, 2016, 179-184.

PankoBuh, Camwa: [lesauka npaxca Ancamona napoonux ueapa u necama Cpouje KOJIO.
beorpaa: Arcam0Os HapogHUX urapa u necama Cpouje ,,KOJIO”, 2022.

Reyes, Adelaida: ,,What Do Ethnomusicologists Do? An Old Questions for a New
Century”, Ethnomusicology, 53, 2007, 1-17.

Sheehy, Daniel: ,,A Few Notions about Philosophy and Strategy in Applied
Ethnomusicology”, Ethnomusicology, 36/3, 1992, 323-336.

Hood, Mantle: ,,The challenge of Bi-Musicality”, Ethnomusicology, 4, May, 1960, 55—
59.

Suvakovi¢, Misko: Pojmovnik suvremene umjetnosti. Zagreb: Horetzky, Vlees & Beton,
Ghent, 2005.

Pesume

VY uusby jayama APYIITBEHOT aHTa)KOBamkba €THOMY3UKOJIOTa U BUXOBOT ,,0cehaja cBpxe”
(sense of purpose), BaxHO je MOACTULIATH CBECT O MY3HUKO] KYJITYypH KOja C€ UCTPaxKyje
TOKOM OOpa30BHOT IpOIleca Ha YHUBEP3UTETY. JelaH O]l HauMHA 3a MOCTU3ame TaKBUX
IIUJbEBA jeCTe YBOhEHE BEIITHHE CPIICKOT TPAJAULIMOHAIHOT MeBaba Y aKaJeMCKe OKBUPE
Kao JieJla HeMaTepujaaHor KyaTypHor Hacieha. OBa BelmITHHA [TOCTaNa je €0 aKaJIeMCKOr
oOpazoBHOr cuctema 1998. rogune, 3axBasbyjyhn WHUIIMJaTUBHU CTyJeHATA KOjU Cy KpO3
paznmuuute GopMaaHe U HedOpMaAIHE TPaKCe MPEMO3HAIN HBeH moTeHnujan. Mehytum,
Tek 2011. roguHe, mpeAMET je MocTao 00aBe3aH y OKBUPY OCHOBHUX aKaJEMCKHUX CTyAHja
Mo/, HA3UBOM TpaouyuoHaiHo HaApoOHO nesarbe U Ceuparbe U 00yXBaTHO j& TMPAKTUUHY
HACTaBy II€Bamba M CBUpama Ha Gpyu.

OCHOBHM NMPHUHLUIN YIIO3HABamha CPIICKOT TPAAUIIMOHAIHOI NIeBamba 3aXTEBajy O]l
CTyieHaTa 00jeIMbaBambe TEOPUJCKUX M MPAKTUYHHUX 3Hama KOja MCXO/E M3 CXBaTamba
IMjalieKTUKe yecMeHe Tpanuiyje. [lopen Tora, CHHTETH3alMjOM CTEUEHHUX 3Hama Koja Cy
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TUTO/I TEOPHUJCKOT M MPAKTHYHOT MCKYCTBAa CTUYY C€ JOJaTHE KOMIICTEHIIMjEe U BEIITHHE
Teopujcka 3Hama O TeBamky MOApPa3yMeBajy VYIO3HABAaKkE Ca  PEICBaHTHHM
uHpopManrjama o0 TPAAULIUOHATHOM BOKAIHOM U3pa3y M MOJHM3ame CBECTH CTyJEHATa O
CBUM IIpOlleCMMa TOBE3aHUM ca TpakcoM. [leBame Kao BEHMITHHA, TO jJECT MPAKTHYHO
3HaWe, 00yxBaTa HHU3 Ipolleca KOjU MMajy 3a Wb Ja oMoryhe ydeme TEXHUKE U
MOCTaBKe TJIaca, yBe)k0OaBame jeMHOTIACHUX M JABOTJIACHUX MPHUMEpa, HETEMIICPUPAHUX
TOHCKMX HHU30Ba, arorukKe, JWHAMHKE, CTWJIOBAa W3BOlewma, TeMOpa W JPyrux
KapakTepucTuka 3Byka. [lopexa Tora, moceOHa nmakma je moceheHa ,,Teiry kKoje mesa’’, To
ject TenecHoM (coMaTckoM) mamhemy Kao ey oOpa3oBHOT Mmpolieca.

3aBpiiHa (a3za y K0joj Ce CHHTETHUIIE 3HAKE U3 00JIACTH CPIICKOT TPAIUIIMOHATHOT
NeBamba pealin3yje ce Ha MacTep CTyArjaMa y OKBUPY IpeaAMeTa 10 Ha3uBOM Memoouka
Hacmase mMpaouyuoHaiHoe nesarba. Kpo3 oBaj mpenMeTr CTyneHTH ce o0ydaBajy
MeTo/laMa KojuMa he ToaydaBaTH CpPIICKO TPAJAUIMOHAIHO TIEBAkEe W KOPHCTHTH
MPETXOAHO CTEYEHO 3HAKE 33 FHErOBO IIACHPAEKE Yy OKBHPY OOpa30BHOT CHUCTEMa M
CIICHCKOT IIPOCTOpA.

Pan Ha 0Opa3zoBamy CTyZeHATa €THOMY3UKOJIOTH]E U Pa3BOjy BBUXOBUX MPAKTHYHUX
BEIITHHA y W3BONEHY CPIICKE TPaTUIMOHAIHE MY3HMKE IMOJpa3syMeBa IMpOIeC KOjH Ce
HENPEeCTaHO YycaBpmiaBa W mpuiarohaBa JaTUM OKOJHOCTHMAa. Kpo3 oOBako IMIMPOK
CIIEKTap CTPYyYHUX AaKTHBHOCTH MaHu(pecTyje ce ,,0MpYHKIMOHATHU HICHTUTET
€THOMY3HKOJIOTa, MOCeOHO Kpo3 00J1acT u3Bohema 1 pa3Boja TCOPHjCKE MUCIIH 3aCHOBaHE
Ha m3Bohemwy. HbuxoBa CTpyyHa KOMIETEHIIMja BHIIECTPYKO C€ OJpa)kaBa Ha pa3Boj
JIOKQJTHUX TPATUITUOHATHUX MY3WYKUX TIPAKCH, alld U HA KYJITYPHH B OOpPa30BHH CHCTEM
y Cpbuju.



