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Cnodoman Kogena' u irop Hukonuh?

'®akynrer ymeTHOCTN YHUBep3uTeTa y [Ipumtuny, 3sevan — KocoBcka Mutposuisa,
Cpduja
*@akynrer yMetHOCTH YHUBep3utera y Humy, Cpduja
'kboban64@gmail.com; *igornik.fu@gmail.com

ITpuMeH/BUBOCT Menoauja (ONKIOPHIX UTApa
y HactaBu condebhal

Cakerak

YcraspeH mpoljec IoYeTHe HacTaBe condeba Hamaxe ycBajame 3BYYHMX TIPeICTaBa, Haj-
venthe mytem kopuinhema Jiedjux WM HAPOLHUX IlecaMa, P YeMy CUHTe3a MeIofuje 1
TEKCTa MMO3UTUBHO yTi4e Ha mamheme Kniiea, mogctnayhn mrxoBy GyHkijy. IIporpe-
CUBHOCT 3aXTeBa HacTaBe oMoryhaBa MOCTYIHO yBoDeme Kiuiiea 0e3 IUTepapHOT TeK-
CTa, 3a LITa Ce YIJITABHOM KOPMCTE MHCEPTH U3 MHCTPYMEHTA/THe YMETHUUKEe MY3UKe.
Vmajyhm y Bupy sHadaj ouyBama HapoJgHe TPafuIinje 1 MySUIKor (OIKIopa, y pagy ce
pasMaTpa MOryhHOCT ImpuMeHe MeIofMja HAPOZHNUX Mrapa ca Halllel' IIPOCTopa — Ko/
VIV 0pa, He CaMo Y BUTy K/IuIIlea 3a yCBajarbe 3BYYHNUX IpeficTaBa Beh 1 y KacHMjeM pafy,
Kpo3 pasjmuute odmacTy Hacrase condeba. Llwp je umivieMentanuja ¢pparmeHara H-
CTPyMEHTA/THVX HAPOJHUX MeJIofMja Kao MaTepyjasa 3a aHa/N3Y, OllaXKarbe, 3aNICHBambe
n 3Boheme y HacTaBy condebha, unme Ou ce yTHIAIO M Ha CBECT O 3HAYAjy OUyBarba OBOT
acrekTa QONMKIOpHe Tpaauiuje. Y pajly ce UIaK yKasyje U Ha orpaHudaBajyhe dakrope
Kajia je y MUTamby IpYMeHa HapOJHNUX MHCTPYMEHTANHNUX Memopuja. Ty ce Ha mpBoM
MeCTy MUC/IU Ha 4eCTO U3BODeme ykpaca Ha MHCTPYMEHTY, Koje Hije yBeK Moryhe mpu-
MEHNTH KO IleBakba CONMM3ALINjOM, Kao U Ha IIOHaB/batbe TOHOBA y Op3oM Temiry. V3 Tor
pasyora mocedHy MaXkmy Tpeda MOCBETUTY CeNeKLMju PpparMeHara Koju Mory na Synmy
kopuithenn y HactaBu de3 Behnx nsmeHa koje Ou ymarbje BUXOBY €CTETCKY BPEFHOCT.
[TpakTu4HM JOIPUHOC HaBeAEHOr IPMUCTYIA OI/Iefia Ce He caMo y caBaabuBamy meso-
OMjCKMX VM PUTMUYKUX 3aXTeBa y HacTaBu condeba mpexo mMaTepujama xoju je (wm du
Tpedaso ga dyze) 3ByYHO OnM3aK yueHuUIMMa, Beh 1 y odyBamy (GoIKIopHe Tpajummje
" HaI[MOHA/THOT M/IeHTHTETA.

Kipyune peun: Mysuuku (oaxiIop, Meloamje HapogHIUX Urapa, My3ydka HacTaBa, COJl-

debho

YBop,

I I poy4aBame KOHKPETHUX IIpMMepa TpaAUIIOHAIHE BOKA/IHE I MTHCTPYMEH-
Ta/IHe My3U4YKe IPAKCe, KA0 M O9yBambe OHOra IUTO IPECTaB/ba TPAjHOCT
MY3UYKOT Hacneha, BayKHM Cy 3a/jally He CaMo APYIITBEHOT OKPYXKerba y KOMe je

! Pap je nacrao y okBupy npojekra Orpanka CAHY y Humy ,Mysuuko Hacnebe jyro-
ucroyne Cpduje, caBpeMeHO cTBapanalITBo 1 odpasoBame ykyca” (O-10-17).
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TPafIMIIMOHATTHO HACTaNo, Beh 1 caBpeMeHe MysW4Ke HacTaBe KOja KPO3 CBOj
TIeJJarOIIKY ¥ METOZ[OMIOIIKY ITy T YKa3yje Ha oTpedy puMeHe IpuMepa CpICcKOT
tTpaguumonanHor ussobhamrsa (Kodela & Nikoli¢, 2016). Tume ce mopctye mo-
3HaBame I OUyBame WpaguyuoHantol mysuuxoi Suha. Mysndka HacTaBa KOHIU-
NJYpaHa Ha OBaj HAUYMH MOXKE YTUIATY HAa MJIajie TeHepalnuje ja 3aBojie, LieHe U
HETYjy CBOjy My3M4KY TPaAMLujy 1 fja He 3ad0paBe CBOje IIOPEeKJIO ¥ UJJeHTHUTET.
Vmajyhu HaBefieHO y BULY, paji JOHOCK 0dpa3IoyKere KapaKTepUCTIKA CPIICKMX
HAapOJHMX UTapPa, 3Ha4aja HbIUXOBOT OUyBakbha, KA0 1 KOHKPETHE IpefIjiore 3a Ipu-
MeHy MeJIoiMja HapOIHMX Urapa y HacTaBu condeba.

Cpiicka HapogHa UTpa — TEPMIHONIOUIKO M (PYHKIIMOHATHO ofipeheme

IleBame 1 cCBMparmbe MOTY Ce caIJiefjaTy Kao /jBe OCHOBHE (hopMe My3MIKOT M3pa-
KaBama, 4Mja ce QYHKIMja Memasia mapajenHo ca JPyIITBeHNM pasBojeM. Tpa-
AMIVIOHA/TIHY MY3MKY Haller mopiHed/ba y HajBehoj Mepy KapakTepuiie BOKalTHa
My3M4Ka IIpaKca, 0 YeMy cBefjode OpOjHY HayYHU PafjOBU M VICTPAXKMBAMba.
Kagma je peu o My3nuKoj MHCTPYMEHTA/IHOj NpaKCcK KoOja je IPMUCYTHa Ha
HaIlleM TIOZIPYYjy, HajSHAYajHMj! >KaHP TPAUIMOHATHOT HCTPYMEHTATHOT 13-
BohamTBa cydnumupas je y popmm Mysuke Koja mpaTy UTPY — KOJO. ,,[epMuH
‘KO7I0’ y HallleM HapoJy Huje camo odnmK mrpe, Beh 03HauaBa 1 rpyIry /byju Koja
UTpa, ¥ IpUINKe 32 UTPY, M MECTO 3a UTPY, 1 ofipeheHe BpcTe u Tum urapa, ma un
Hasup urpe” (Hypuh u Jankosuh, 1991: 7). V3 1OMUHaHTHY MHCTPYMEHTATHY
IpaTiby OBaj XaHP HEPETKO Cafp>KM U BOKATHY/IeBAayKy IpaTy, Te y TOM
CMICTy MOXKEMO Pa3/IMKOBATH:
+ HapOJIHe UIpe ca IeBameM,
« HapOJHe UTpe Y3 MHCTPYMEHTA/HY IIPaTIhy,
e HapoJHe MIPe Ca MHCTPYMEHTATHOM IIPAaTHOM Y3 MCTOBPEMEHO IeBambe
(ynop. Tonemosuh, 2016).

Pasmarpajyhn pasyore 3a mIMpOKy pacIpoCTpameHOCT HapORHOT Koma, C.
PakoueBuh HaBOAM jefHOCTAaBHY CTPYKTYypy urpe (odpasaria Kopaka Koju ce 13-
BOJie), Koja omoryhaBa mojeamHIMMa ja ce HECMETaHO HMPUpPYXKe Koy, de3 00-
3Mpa Ha JPYLITBEHM CTATyC UTpaya, HUBO BEIITVHE VI Apyre pasmuke mehy
mwyMa. HaBopy 1a ,,BEIITY IIOjeVHIIM MOTY MEHhaTil OCHOBHE KOpakKe, CIIOHTAHO
uspaxaBajyhu cBojy IiecHy KpeaTBHOCT U pU3MUIKe CIIOCOOHOCTH, He yTuayhn
Ha Matbe fapoBute urpade noper cede” (Rakocevic, 2019: 21).

Kako ce TepMuH HapogHa uipa MO>Ke CXBAaTUTHU U Y LIMPEM CMUCTY, CPIICKU
etHornor T. Hophesnh ernonor T. Hophesnh (1907) xkopuctn popmynanujy opcke
uipe, KaKo O ONNMCA0 BPCTY HAPOJHNX UTapa IZie Cy ofpeheHn mokpeTu Tena npu-
JIaroheHy My3UYKO-pUTMIYKOj OCHOBU. Y3uMajyhu y pasMaTparse TepMUHOJIOLIKO
ozpebembe, IPUMETHO je fa ce U3pa3n HAPOGHA flecma VI HAPOGHA Uipa MPBeH-
CTBEHO KOPJCTe Kao ,,03HAaKa 32 M3BOPHM HAPOJHU MEIOC I UTPY a TeK IIOTOM 3a
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BIXOBe pasBujeHnje odmmke. Ho, momro je mporec Mewama IyXOBHE KyIType
YCIIOpeHMju Off IPOMEHA Y MaTepuja/iHoj, He Ipefaje ce Iako 3adopaBy cTapuja
MY3/4Ka ¥ OpCcKa dallTiHa, 11a CTapyja M HOBMja TPAAMIVja HACTAB/bajy [a KIBe
napanenHo” (3eueBuh, 1981). Kako du ce cpricke HaponHe urpe nudepeHiupane
Off HAPOJHNUX Mrapa APYIMX HAIMOHATHOCTH, YeCTO Ce TePMMHY K070 HOjaje U
npujeB cpiicko. Ha Taj HaumMH cpiicko K070 ,ITIOCTaje OBPENHNIA 3a YATAB UTPAIKI
YKaHP, YUjii Cy CTPYKTYPaIHU U M3BODAUKM KBaIUTETV O3HAYEHM KAO eTHUYIKU
muctuHKTBEHM (Rakocevi¢, 2019: 20) y ofHOCY Ha C/IMYHe UTPe U UTPadKe SKaH-
poOBe IPYTUX Hapoyia ca Haer nogHedpa (Hip. Pymyna, Cnosaka wm Braxa), koje
MIMajy Apyradnjy CTpyKTypy, MeTpopuTMmiKe odpaciie u rneppopMaHce.

[Tpema C. 3euenhy (1981), HapozHe Urpe MOXKeMO TOAENUTI — uMajyhm y
BUJIY IBUIXOBY CYIITVHY M HAMEHY — y JIBe KaTeropuje: odpegHe (OHe Koje Cy TOKOM
BEKOBHe ITpakce Onte n3BoheHe y okBUpy odpena 1 0OpeHMX pajb) M CBeTOBHE
(ocrarne). Ilojenyue odpenHe urpe BesaHe cy 3a ogpebeno Bpeme wm gorahaje y
TOKY KaJleHJapcKe rofyHe (konenapcke, hypbhesnancke u gpyre urpe), nm cy due
usBobene 1o norpedu. OcuM nrapa Koje Cy uMase jaBHy PyHKIMjy OCTOjasie Cy
u odpenHe MIrpe Be3aHe 3a 3HadajHe gorabaje y xuBoty (pobeme, cBagda nm
cmprT). Behnna urapa sactympeHnx y jaHanime BpeMe IpuIaja XXaHPY CBETOBHUX
urapa. Meby m1ma HamasuMo uMMUTaTHBHE U MUMIYKe urpe (4nja ce popma/ca-
IpXKVMHA M3paXkaBa He CaMoO UIPOM Beh U KapaKTepUCTUYHVM IIOKpeTUMa Tefa U
recTuKynanujoM mina ynyhyjyhu Ha Taj HaumH Ha cajpykaj urpe), o30upHe n
BeceJle UTpe, WK €POTCKO-/bydaBHe, IJie CY Y CafjpyKMHY Urapa YTKaH!U U JbyOaBHU
MotuBM. Vmak, 3edeBnh cmarpa fja BehrHa cBeTOBHMX Mrapa HeMma jacHO Off-
pebeny cappxuny, 3d0r yera oHe MMajy IPBEHCTBEHO 3a0aBHY QYHKIIVY.

Y cxmapy ca HaBefleHOM 1ozienioM, [1. TonemoBuh roBopu o TpafuIOHANTHO]
HAapOIHOj MHCTPYMEHTATHOj MY3UIIM, feUHNIITYhM MHCTPYMEHTe KOju ce KOpu-
CTe y pasIM4YUTUM MY3UYKUM Ipakcama. ,OCHOBHM, CTapuji, a TMMe U BeoMa
pefak oMK My3UIpama jecTe OHaj KOju Ipumaja odpeqHo-0du4ajHOj IpaKcH,
mok mmabu opnukyje 3adaBHa QyHKIMja, M3pakeHa delrhe Kao mpaTika Urpe, a
pebe xao cBojeBpcHa mpuMemeHa cBMpKa. Mysm4Ky MHCTPYMEHTU KOju yde-
CTBYjy y 0de IpaKce MaKo HEPETKO UCTY, UIIAK II0Ka3yjy pasnindute ocoduHe, jep
jemHM ocTajy HellpoMerbeHM Oe3 0031pa Ha IpOMeHy QyHKIuje, JOK APYTH Y TOM
Ipollecy HOKMB/baBajy U concTBeny npomeny’ (Iomemosuh, 2015: 13). IIpsy
TpyIy MHCTpyMeHara (uuja je pyHkumja duna odpenHa Tj. CUTHAIHA) YMHE Yerp-
TaJbKa, KJIeTeTyIlIa 1 ApoMdysbe, JOK Y APYTroj Halmasumo ceupae (Ayayx, ppymny,
IBOjHMIIE), Tajie, TamOypy m xapMoHMKYy. [lopen muxoBe yrmore y UIpadkoj
IpaTky, MOy ce Hahu U KapakTepucTUYHY OONUIN ,[IpUMerbeHe” My3UKe Kao
IITO Cy faciliupcka céupka (koja je usBoheHa Ha ABOjHMIIAMA 11 CBUpPAIaMa), pa-
dayujcka céupka, KoK je Hemto pehe MHCTpyMeHTanHO U3BOheme mecama mpey-
3eTHX U3 My3M4Ke BOKaJIHe IIpaKce.

HagepeHa nojesia HapoJIHUX Urapa Ha 0OpefiHe 1 CBETOBHE He MOXKe Ce UITaK
CXBAaTUTHU Kao HeNpoMeH/bMBa. [lepMaHeHTHN pa3Boj urapa Kpos BpeMe yKasyje
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Ha YVMEEHNUIY /1A jeflaH [ieo IaHaC II03HATHX UI'apa CBeTOBHOT KapaKTepa IoTn4e
u3 odpenia 1 odpenHe mpakce, de3 0d3mpa Ha TO WITO je 0dpenHa PyHKIMja Bpe-
MeHOM u3ryduia Ha 3Hauajy. VIrpe cy Ha Taj Ha4MH ,HaK1Bene odpef, MocTe-
neHo cy rydune odpenHy dyHKIMjy 1 mocrajane ceetoBHe  (3edesuh, 1981). O
CTa/JIHOM Pa3BOjy M HEMMHOBHUM IIpoMeHaMa (yHKIUje My3U4uKor (onkmopa
cBefioue u ipyru ayropu. Tosopehn o ¢ponxmopy kao npenamwy, Hypuh u Janko-
Buh cMatpajy fa ,,ponKIop jemHOr Haposia KaKaB je Halll, TPaje, Tj. XXUBU Y BeMY,
TO TeHepalujcKo Haclaebe mpopy)kaBa TOK YIUIMBOM y CaBpeMeHy KYITYpy M
YMETHOCT, fajyhu joj HOB KBalMTeT, HAJAXHYTe cafpskaje 1 popMe, HOBA Kpea-
TuBHa ocTBapewma’ (Hypuh n Jankosuh, 1991: 7). To u jecte jeman of pasjora fa
ca My3MYKOM TPaJyLIMjoM yIIO3HAjeMo 1 MIajie Hapauitaje, odorahyjyhu muxose
CIIOCOOHOCTH, BELITHHE, KPEaTHBHOCT, Y3 CTa/IHY MHTEPAKIV)Y TPaAMUIMIOHATHOT
Yl CAaBPEMEHOL.

O BaXHOCTM OuYyBama HAPOJHMX MIrapa CBELOYM Y YMIbEHUIA [ia je K070
(cpiicko Ko0710), KaO TpaAMLIMOHATHA HapoAHa Urpa, 2017. rogyHe CBPCTAaHO Ha
UNESCO nucty HemarepujanHor KynTypHor Hacneba. Koo je Ha HaBefeHOj
nucTy feMHMCAHO Kao TPaYILIMOHA/IHA, KOMIEKTYBHA HAPOJHA UTIpa Koja ce 13-
BOZIM Y3 MY3WUKY IIPATHY, I7ie Cy urpadun MehycodHo nosesann y ¢hpopmy /naHIa,
odnyHo ce kpehyhu y kpy>xHoj muauju gp>xehn ce 3a pyke (UNESCO, 2017). ¥V
TOKYMEHTY je KOJIO OMMCAHO Kao ,CMMOOJI HAl[MOHA/THOT U/IeHTUTeTa  KOjU MMa
B)KHY MHTETPATUBHY APYIITBEHY QYHKIIV)Y.

MeTopuyKy NPUCTYI NPUMMEHN MeNONja HAPOXHNIX UTapa
y HactaBu condeba

Hacrapa condeba, kao koMmiekcHa HacTaBHA JUCLUIUIVHA, IOpa3yMeBa KO-
puiheme afeKBaTHOT My3MYKOT MaTepujana. To yk/pydyje fedje MM HapojiHe
IecMe ca TeKCTOM, parMeHTe KOMIIO3MIIMja 13 YMETHIYKe JUTepaType, Kao 1
HaMEHCKM IJICaHe MHCTPYKTUBHE npumMepe. [ToueTak MysmdKor onmcMemaBama
TeMe/bl Ce Ha mamMhemy K/Inlllea U CTBapamy 3ByYHNX IPEICTaBa, Koje ce IOTOM
KOpPICTe Kao acoljijaljije y Ipolecy penpoaykuuje miam nepuenmuje. Ca tum
IJ/beM OIIPaBJAHO ce Hajuenrhe KOpucTe IecMe, Iie CUHTe3a MeJIOfyje VI JIUTe-
PapHOT TeKCTa JOBOJY O YCIIEIIHOT U lyropo4Hor namhema. VIckycTBa yueHnKa
CTedyeHa y MOYeTHMM paspeAyiMa My3M4KOT IIKONOBamba oMoryhasajy ma ce mpo-
TPECUBHO YBOZie U K/MIIey de3 UTepapHOTr TEKCTa, 3a IITa Ce YIJITABHOM IIpuU-
MeIbYjy aJileKBaTHM MHCEPTU M3 YMETHUYKUX KOMIIO3MIMja PasIMINTUX €IoXa.
Iopen muxoBe IIpUMeHe Y [uby CTBapamba 3BYYHMX IIPeCTaBa, JeJIOBI MHCTPY-
MEHTATHIX KOMITO3MIINja Cé CBAKAKO KOPUCTE I Y IPOIleCy IeBamba ca JINCTA, 3a
PUTMIYKO YUTabe WU Ka0 JUKTATH.

Yaumajyhu y 003up HaBeeHO, MOXKe Ce 3aK/byYMTH Jla Cé TPAJAMI[MOHATHA
My3UKa Kpo3 HacTaBy condeba yrimaBHOM ynosHaje Kpo3 mecme ca Tekctom. Kako
OHE HICY U je[iIVIHY ACIIEKT HapOJHe MYy3M4Ke TpajuliMje, CMaTpaMO 3Ha4ajHUM
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Zia ce yBobemeM 1 IPMMEHOM MeIOfivja HapOJHUX PICKMX HAPOJHNUX Urapa Koja
— KOZ1a WM 0pa — YIeHMIY YIIO3HAjy ¥ Ca OBUM €IeMEHTOM MY3M4KOT Hacneba.

Ananmmsupajyhu yydennke 3a condeho HamermeHe OCHOBHOM MY3UYKOM 09-
pasoBamy, Ha/Ta3MMO f1a Beh ocToj1 HacTojare Ka HeroBamwby MY3MYKOT aCIleKTa
¢donknopHe urpauke Tpagniuje, dyayhn ma y yndenuky 3a npsu paspep (Iset-
koByh 1 Muxamuna, 2014a) moxemo Hahu 3anuc Bojsoharckoi kona (mpumep
1), mox ce y apyrom paspeny (LIBerkoBuh n Muxamuia, 20149) odpabyjy nse
urpe u3 ucroune Cpduje (mpumep 2 n npumep 3). HaBeneHe menonnje ce n3pope
conmmsanujoM. Tpeda momenyTu fa ce y mpBoM paspeny odpabyjy u mecme ca
TEKCTOM KOje Cy MHa4e 3acTyIbeHe Y CIUIeTOBYMA HapOIHUX Urapa Koje U3Boje
¢donknopHa ppyursa y Cpduju — Juena, JJusna, Ilowna Pymena wnn Kono éogu
Baca.

ITpumep 1. Bojeoharcko kono (IIserkosuh n Muxamuia, 2014a).

o)
P ) N— — T T T T ]
y S ~a— f — T —1 — i — —— — i i —]
T —] t —  —— — f — I —]
C:
0 | |
7 1 - T T I T f 1 T ]
@j:‘jia I — i 1 - . —T ot \%
Te o o 4 I I
F:
9 T — —1 T — 1 o — —

V;“
| 18




16 Donknop y iegaioiuju congeha / Folklore in solfeggio pedagogy

[Tpumep 3. Hapopna urpa us ucroune Cpduje (LIBetkoBrh n Muxamuna, 20149).

Adagio

poco a poco accelerando

Yndennunm 3a tpehn, yersptu u netu paspes OMII npensubajy odpamy
Wiapa ca tiesarem u3 pasmmuntux kpajesa Cpduje. Y oxsupy Tpeher paspena
(JoBuh-Mwuneruh u Huxonuh, 2014a) Hanasumo aBe urpe gate y BURY jefHOIIaca
(Llanyne, danyne u dap oga Hema Spoga)? u jemHy Y BUY TPOIIACHOT apaHX-
maHa (Yodan tniepa osuuye). YetBptu paspen (Josuh-Munernh, Crojanosuh u
Hukonuh, 20140) yxmyuyje jemHy kommosnuumnjy ose Bpcre (Mipaj, Jamo, ga
uipamo) ca IIPOMEHOM MeTpa, IOK je Y OKBMPY ylOeHuKa 3a metu paspern (Jo-
Buh-Muneruh, CrojanoBnh n Hukonuh, 201411) npesenroBaHa jefHa urpa ca
IeBambeM, Ca IPOMEHOM METapUTMMYKUX BPCTa, HAMEHEHA TPOINIACHOM W3-
Bobewy (/lasu, /laso, /lasape). MopaMo HarlacuTH fia Cy HaBefleHe Urpe ca IIe-
BameM Yy yIdeHNUIMMa IprKasaHe Kao ImecMe ca TeKCTOM, Te Ce HAauMH IbJIXOBe
odpajie He pasyKyje of yCTa/beHOr Ipolieca pafa. OcHOBHA (QyHKIMja ofpakaBa
ce y usBohemy ca TEKCTOM U COIMM3ALMjOM Y IM/bY YCBajama WK yTBphuBama
MeJIOAVjCKO-PUTMIYKIX 3axTeBa. Ha Taj HaunH je HacTaBHUKY condeba, 1erosoj
KPeaTVBHOCTH U CBECTPAHOCTM IMPENYIITeHO Aa 1y he yuyeHMKe yIyTUTH Ha U3-
BOPHY QYHKIIMjy OBOT MY3MYKOT >KaHpa, Oynyhu fia ,,urpe Koje Iparty necMa He-
CYMBbMBO NIPUIIAJIAjy HajcTapujeM urpadkoM cnojy” (Tonemosuh, 2016: 14).

Pasmarpajyhn HaBefieHO, MOXKe Ce TOCTaBUTH NNTakbe KaKO Menopuje Gok-
JIOpPHMX MTapa Ha HajOo/by Ha4MH IPUMEHNUTH Y HacTaBu condeba, ncToBpeMeHo
nopcTnayhy HacTojame fa ce TpaguIMja cadyBsa of 3adopasa. CMaTpamo fia ofI-
TOBOP JIOXKV Y ayTEHTUYHOM ayAUTVBHOM JO>K/B/bajy HAPOAHUX UTapa, Koju ce
MO>Ke OCTBApUTH Kpo3 0d1acT crymmama Mysuke. Kao odmact Hactase condeba 'y
OCHOBHOj MY3MUKOj ILIKOJIN, C/IyIllabe My3JKe YBe[leHO je ofi Koscke 2019/2020.
TOIMHE, Tie ,YIO3Hajyhu MysuKy pasIn4nTiX BPCTa, CTUIOBA U )KAHPOBA, yde-
HJIK pa3Blja C/IyIIHe BeIITVHe IIOTpedHe 3a padyMeBame My3UUKe YMETHOCTHU I
ymerHocTy yomure” (IIman m mporpam HactaBe 1 ydema, 2019). Op mkosncke
2020/2021. ropuHe 0dacT cylIama My31Ke IpUMemyje ce 1 y HacTaBu congeba

2 Hexe O rapa ca II€BambeM y yI,I6€HI/IIU/IMa HeMajy E€KCIUVIMOUTHO HaB€OECH HAC/IOB, 3dor
gera Cy OBII€ Y3€TU KapaKTEPUCTUIHU EIOBU TEKCTA.
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cpenme My3nuke 1mkosne. OBJie ce moppasyMeBa ,BoheHo cylame ogadpaHe My-
3MYKe IUTepaType PasININTIX >KaHPOBA U CTUIOBA Ca IV/beM pasBoja ecTeT-
CKUX KpuTepujyma, MebylpenmMeTHe Kopenanuje ¥ Ipelno3HaBama MY3UYKUX
enemeHara (IIpaBunHuk o many u nporpamy, 2020). lakie, ymecTo fa ce Meyo-
Iuije HApOIHNX Urapa y HacTaBy condeha NCK/bYUNBO MEBajy COMMU3AIINOM WIIN
CBMPAjy Ha KJIaBUPY Kao JUKTAT, IPEIopydyje Ce BIXOBO IPe3eHTOBAbE Y OPU-
ruHanHoj popmu. Odexyje ce fa ayanTUBHYU (WIK jou OOJ/be ayAUTUBHO-BU3Y-
e/THN) JOXKMB/bAj Mrapa Koju ImoapasyMeBa ayTeHTUYHO U3Boherbe Ha HApOLHUM
MHCTPYMEHTNMa, y Behoj Mepu nmpodyay nHTepecoBame 3a 0Baj My3MYKI SKaHP
¥ CBECT O IIOTpPedy N03HaBamWa U OYyBamba CPICKOI MY3MUYKOT (OIKIIOpA.

Ha peneproapy ¢onknopuux gpymrasa odudHo ce mory Hahu cineitiosu,
KOj¥I Ce CacToje Ofi HAPOJHMX Urapa U mecama U3 pasamyuuTux kpajesa Cpduje.
ITecMe Koje Ha/lasMMO y CIUIETOBMMA OOMYHO CY Y YMEpeHMM TeMIuMma u de3
IpeBeNMMKIX MHTOHATUBHMX 3axTeBa, OyAyhn ma mx mrpaum msBofe mapasento
ca urpom. OBo omoryhasa fja ce mecme 13 (pOJIKIOPHOT perepToapa YCHEIIHO
UMIUIEMEHTHUPAjy ¥ HacTaBy condeba, mpema ycTa/beHUMM IOCTYIIMMA KO-
puinhema mecama ca TekcroM. Kaza ce pagu o MenozijaMa HapOJHUX UTrapa Koje
ce U3BOJie MHCTPYMEHTA/THO, HEONXOAHO je yKa3aTu Ha CHenupUIHOCTU U
CBOjeBpCHe orpaHnyaBajyhe ¢akTope 3a BUXOBY IPUMEHY y HacTaBu. VcTopuj-
CKM IIOCMATpPaHO, ,JIHCTPYMEHTa/IHA My3M4Ka IIpaTa je HajBehu cremeH cBor
pa3Boja JOKMBeIa OH/IA Kafia ce y HOTITYHOCTU 0CAMOCTA/INIA, OfHOCHO OfIBOjIIA
op necme” (Tonemosuh, 2016: 18). Texxrba Ka CBOjeBPCHOM ,,BUPTYO3UTETY Kajia
Cy Y IUTaby KaKo UIPpa TAKO M MY3MUKa IIPaTHha, II0OBEe3aHa je ca YMIeHNIIIOM Ja
BehnHa OBUX MenoAMja Cafp>XM JOCTa OPHAMEHTMKEe Yy KOMOMHALMjU ca IIOo-
HaB/balbeM TOHOBA y Op30M TeMIly. 300T OBUX KapaKTePUCTUKA, BEUKU Opoj
MefoAMja HapOJZHUX Urapa Huje Moryhe y opuruHanzoj Gopmu IpUMEHUTH Y
HactaBu condeba, Beh je HeonxozHa cenekiyja ¢pparmMeHara Koje y HACTABHOM
IpolLiecy MOXXeMo Kopuctutu de3 Behnx n3MeHa.

[TorpedHo je HarmacuTy ga GparMeHT IPUKa3aHU Y Ja/beM TEKCTY CaapiKe
OCHOBHY MeJIOfIMjCKY MHU]Y, de3 MCHICaHNX YKpaca Koje du nHade 110 TelKo
i HeMmoryhe msBectu conmusanujoM. C Ipyre cTpaHe, 3afp>KaHI Cy TEMIIO U
apTMKY/IaIyja, Kako Ou ce Kpo3 IpMMeHy MeIOfiija HapOJHIUX urapa y HacTaBu
condeba goxuBene TpaAMLMOHATHE eCTeTCKe BPEJHOCTU OBOT BUfiA CTBapa-
JAIITBA.

Menopuja koja moxxe dutu kopuinhena seh y Tpehem paspeny ocHoBHe My-
31M4Ke 1Koste otude u3 3anagHe Cpduje (mpumep 4). C 003upom Ha omcer me-
JofMje Y OKBUPY TOHMYHOT NEHTAaXOpAa M OofroBapajyhe puTMmuke 3axreBe,
¢dparMeHT MO>Ke OUTH IIPUMeHEH Kao jeflaH Off K/IMIlea 3a IoCTaBKy Jle-myp To-
Ha;mreTa. Kako je y muramy MHCTPYMEHTAIHA [eOHNUIIA, MeTO1ja Ce U3BOAK
COTIMU3AIIMjOM M Y4 HallaMeT, Y3 CIyLIambe OpUrMHanIHOT usBobhemwa. [Topen came
odpafie TOHa/MMUTETa, AYTOPOYHO IaMherme OBOI MoOfe/a MMa jOII jeaH IVJb.
ITpernocTaBpa ce aa he fena y okBUpY pasHOBPCHMX aKTMBHOCTM Hohu y KOH-
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TaKT ca PONMKIOPHNM MTrpaMa (Ha KOHIIEPTVMa, TeIeBU3NjN), TTie IPEII03HaBambe
Hay4eHe MeJIofiiije Mo>Ke IIPOOYANTY acoLMjallljy Ha CONMMM3aloHe corose. To
MO>Ke TIOCHEIINTH CBECT O Be3yu HacTaBe condeba u mysuxe us cBakogHeBHOT
OKpy»KeHa, a ITapajIe/THO Ca TUM YTUIATK Ha pa3Boj mpedepeHImja 3a oBaj Bup,
HApPOJHOT CTBapasallTBa.

[Tpumep 4. Virpe u3 sanapgue Cpduje — pparment (3amuc: C. Kogena n V1. Huxonuh).

J=148

3a aspy paj Ha odpamm [le-myp TOHaIMTeTa, IPEropydyje ce yueme HapoaHe
urpe llecitiopka cuitina (puMep 5) 1 ieHO usBohemwe conMusanujom. Menonuja
je KapaKTepuCTUYHA 10 CKOKY Y YeTBPTU CTYIalmh HAHIKE, I1a Ce MOXKe KOpM-
CTUTH 32 YTBpHUBame OBOT MEIOAVIjCKOT 3aXTeBa.

IIpumep 5. llecitiopxa cuitina, HapoiHa urpa us MoxmmTa, bena ITamanka
(JaukoBuh n Jaukosuh, 1949).

J=192

“
#

N>

[IBOI/IacHO IeBambe, Ka0 BaKaH arpudyT pasBoja MHTOHATVMBHE IIPELU3HO-
ctu, npensubeno je 3a pag ox tpeher paspena OMIIL. 3anuc Jlesojaukol xona
npukasas y [Ipumepy 6 moxxe dutu kopuurheH 3a moyeTHM pajj Ha TEPIHOM JIBO-
IJIACHOM IIeBamy, dynyhu fja ce jemHorIacHoj pakTypu momajy TepliHa ca3Byyja.
Menopnujy urpe Tpeda U3BOAUTYU TPYIHNUM IIeBalbeM COTMU3ALNjOM, TOK Ce JC-
HIICaHe Teplie M3BOJe CUMYIITAHO, 3 NIOeNy YYeHUKa y ABe rpyte. [Ipe yyema u
usBobera mpuMepa MOXKe Ce M3BPIINTY yCMeHa IIPUIIpeMa IBOITIACHOT [eBarba
y Te-nypy ca Harmackom Ha Tepue Koje he ce y komnosuuuju jaButu. Baxso je
CBAKaKoO Jla ce HaBefleHa TepIlHa 3ByYara TeOPUjCKU 1 3ByYHO IIOBEXY Ca Of[TO-
Bapajyhnm ¢yHkumjama y Tonanmrery (Tepua ,re-xa” ca TOHUYHOM, a ,,uc-a”
ca JOMMHAHTHOM (QYHKIIjOM).
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[Tpumep 6. Jesojauxo xono, Cpduja (Hypuh n Jankosnh, 1991).

Moderato

[Topen moryhHOCTM a ce IpMMeHU 3a IeBarbe Ca JINCTA, PPAarMeHT IpUKa-
3aH y IIpumepy 7 mpBeHCTBEHO IIpefIakeMo 3a paj Ha PUTMY U yTBphuBame
¢burypa yeTBOpoOfie/He MofieNie pPUTMIIKE jenuHuIle. Putam n3 dpparmenra je Mmo-
ryhe M3BOANTY MaHyeTHOM PENpOAYKIVjOM VM PUTMUYKUM YMTameM — Mapia-
ToM. [Toke/bHO je ja ce pUTMMUKO YNTambe IOBEXKe Ca CIyIlambeM UTPe Y OpUIK-
HA/THOM 3By4Jamby, KaKO O ce YCBOj//IN ¥ TIPYIMEHNIN elleMeHTH MHTepIIpeTanuje
— oziroBapajyhn TeMno, kapakTep U apTUKy/Ianyja.

ITpumep 7. Virpe us Bauxe — pparmeHT y n3Bobhery TamOyparukor opkecTpa
(sammc: C. Kopmena u V. Hukonuh).

3a maspy paji Ha yBexxdaBamwy QUrypa 4eTBOpPOJEIHE MOfie/e KpO3 PUTMUYKO
4NTambe, IIOTO/IaH je 3amyc HapopHe urpe lapuanka (IIpumep 8). IlporpecuBHOCT
3aXTeBa OITIeja Ce Y YMIb€HNIIN JIa Ce YeTBOPOJIE/THA MOfie/Ia PUTMIYKE jeHIIIe
IPOXXJMMa Ca CUHKONMPAHUM PUTMOM, IIa je OBe PUTMUYKe (Urype MOXKe/bHO
HajIpe NPUIIPEMUTH KPO3 IIpEIO3HaBabe I Kyllalhe MOTHBaA.
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[Tpumep 8. Iupuanka — urpa us Ilomopasspa (Hypuh u Jankosuh, 1991).

Allegro
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Y Ilpumepy 9 nmpukasaH je ¢pparmenT civieta urapa us Illymapnje. [Ipema
MEJIOJVIjCKMM 3aXTe€BUMAa, Tj. TOHAIUTETUMA KOji CY 3aCTyIUbeHU (re-MoJI, 1ie-
MOJI U Jie-MOJI) I PUTMIYKO]j podieMaTuiiy (CyKodbaBame TPHUOJIE Ca IBOHE-
HOM TIofie7IoM) (pparMeHT ce MoKe KOpUCTUTH Y 4eTBpTOM paspeny OMIIL. Esu-
TEeHTHO je Jja ce IIpe3eHTOBaH! IIPUMeP CacTOji U3 YeTUPU Lie/IMHE, I7ie je IPBU
Jieo MeJIofije JOCTIOBHO TPAHCIIOHOBAH Y Iie-Mo (#eo 2) u fe-Mon (meo 3), 1ok
4EeTBPTU [,€0 oA pasyMeBa penpusy npsor. [Ipenmake ce cyniHa aHanmsa 1 3a-
HJICUBambe IPBOT Je/la pparMeHTa y BUAY AMKTATa, Te HaKby Tpeda ycMepuTn
Ha OllakKaibe I 3alliCHBambe TpMoja Ha pPUTMMYKOj jepyHuy. HakoH 3anmcanor
AMKTaTa (M M3BEJEHOT COMIMM3AINjOM) YYEeHNIMMa Ce MOXKe IPe3eHTOBATH
3BYYHM 3aIINC Le/Ie MeJIoJVje ca 3a/IaTKOM Jla OIla3e TOHA/IUTETE KOjU Ce jaB/bajy.
Ydeme Menoayje u3 IPBOT fle/la HallaMeT U HeHO M3BOoDheme ConMu3anyjom y
HaBefIeH!M TOHAJIUTETVMa MO)Ke IMTOCIIeINTH paji Ha TPAaHCIIOHOBakhYy Kao BaXK-
HOM IIOCTYIIKY Y IIPOLIECY MY3MYKOT OIMICMEaBabha.
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[Tpumep 9. Virpe us lllymapuje — pparment (3ammuc: C. Kogena u V. Huxonuh).

J=168

Hapopna urpa Kpaiyjesuanka npukasana y [Ipumepy 10 3HauajHa je 3a yT-
BphuBame MyTanuje us E-nypay e-mon y yersprom paspegy OMII. Ynmenniia
Ja ce IPBU U APYTU [E0 MeNoAuje PasNMKyjy KaKo II0 TOHaJIMUTETy TaKo U IO
PUTMIYKIM efieMeHTVMa, oMoryhaBa fja ce HanpaBu nopebheme ,,cBeTjer” 3By-
Jara Aypa 1 9eTBOPOJieNHe TOfierie, Y OJHOCY Ha ,MeKO  3By4arbe MO/IA M PUT-
MIYKOT TOKA Y TPMOIaMa.
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[Tpumep 10. Kpaiyjesuanxa, Cpduja (Hypuh u Jankosnh, 1991).

Allegro
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3a mocTtaBKy MeTapuTMa y netom paspeny OMII ox Benukor cy 3Havaja
IlecMe ca TEeKCTOM, Kao 1 Bexxde TaKTHpama ca MITOBOPOM, KaKo dU ce J0XKMBEIIO
U YCIIEITHO YCBOjWIO HejelHAKO Tpajarbe PUTMMYKMX jemyHuua. HakoH mpBux
IIOCTaBKI, ITpoIiec 0dpajie mogpasyMeBa Kopuiheme BexO 3a IeBambe ca NM1CTa,
I7ie je Moryhe 1 penopywsnBO NPYMEHNTH MeIOfVIje HapofHuX urapa. ¥ Ilpu-
Mepy 11 mpukasaH je ofyloMaK u3 crjieta urapa u3 Bpama, Koju Moxxe dutu Ko-
puinhen 3a ussobeme conmusanujom, dyayhu aa omncer menonuje y nornyHocTu
OZITOBapa JledjeM ITACOBHOM PETUCTPY. Y 3aBUCHOCTM Off €Talle Pajja MIN Bell-
THHE Y4eHUKa y TPYIN, HaBeJeHa MeJIOfiMja c€ MOYKe KOPUCTUTH U Kao JMKTaT. Y
CBAaKOM CITIy4ajy, IIperopydyje ce ayAUTHBHA aHa/IM3a OPUTVHATHOT U3BODema.

ITpumep 11. Vrpe n3 Bpamwa — ¢pparment (3amuc: C. Kopena u 1. Hukonnh).

Presto

Jowr jeman meo mysuuke mparwe Miapa us Bpara (Ilpumepy 12) npenopy-
4yjeMo 3a paji y Cpefiib0j My3MUYKOj LIKOJIM, U TO Ca 33/JaTKOM 3allViCUBarmba pUT-
MIYKe OKOCHUIIE Y3 C/IyIIalbe ayTeHTUYHOT u3Bohema. Kao Hajjorpanmy saxresa
y OFHOCY Ha IPeTXOfHM (pParMeHT Haaa3¥MO LIeCHAeCTMHCKU MOKpeT y 9/8
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MepH, 3a Yuje OIakame je HeONXofaH ofpeheH HMBO BelITHMHE Y pasyMeBarby
MeTapuTMa. HakoH ITO yYeHnIy 3anuiry puTMUIKY OKOCHUITY MOTY, IIpeMa MO-
ryhHOCTVMa, OTIAa3NTV U 3aMMCaTy TOHCKE BUCHHE.

ITpumep 12. Urpe us Bpamwa — pparment (3amuc: C. Kogena u V. Hukonuh).

Presto

& 1 | — o |
0

Menonmja koja Moxxe duty KopuinheHa 3a paj Ha JUKTATY Y 3aBPLIHMM pas-
penyMa cpefitbe MysudKe IIKOJIe MM Ha MY3UYKUM CTyZiMjaMa IIOTI4Ye U3 HapoJi-
Hor kona [Tawona (ITpumep 13). IIpBK reo Menopuje Cafp>Ku IIeCHAeCTUHCKN
IOKpeT y dp30M TeMIly, IIa ce Ipenopydyje cayiame u namhemwe oBor fiena y
nenuHn. OBJie je KOPUCHO yBe)kdaBaTi NPMHIIMII TPYIINCakba TOHOBA ITPeMa Xap-
MOHCKMM (YHKIMjaMa, TAe Tpeda CIyLNIHO ONasUTU CBAKY I10jaBy Pas3I0o>KeHOT
TOHMYHOT ceKcTakopza. [Ipenas namely npsor u gpyror nena npukasaHor ¢par-
MeHTa MO>Ke ce KOPUCTUTI U y paHuUjeM IepUOAy 3a CIYIIHO OllaKame MyTalluje
u3 be-ngypa y de-mor.
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[Tpumep 13. Hapogro xono Iawona — ¢pparment (3amuc: C. Kogena u V. Huxonuh).
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Y Besu ca mpeTXogHUM HparMeHTOM, Y4eHMKe W/IM CTyfleHTe Moryhe je ymo-
3HATV Ca YMIEHMIIOM JIa CPIICKM eMIHeHTHHM BuonyHucta Hemama Pagynosuh
4eCTO Ha CBOjUM KOHI|epTMMa YMeTHIYKe My3suKe usBopu Ilauiona kono, mpomo-
Bumyhn Ha Taj HauMH My3udKy Tpagunujy Cpouje. OBakaB IPUCTYI MOXKe TIOJI-
cTahm y4eHuKe 1 CTyIeHTe Ha pasMMI/babe O MHTEPAKIMjy TPAAVIMOHATHE 1
yMeTHIMYKe My3MKe, a TUMe ¥ TIOCIIeIINTY HhIUX0BY MOTHBAIN)y 3a daB/bere pas-
HOBPCHUM MY3MYK/M aKTUBHOCTVMA.

3aK/bydak

Vmajyhn y Buay HacTojame fja ce HAPOIHO CTBAPAJIAIITBO U CBE HeroBe BPeJHO-
CTM cauyBajy off 3adopaBa, y pajly Cy mpyukasaHe MOryhHOCTH IpuMeHe Menoauja
HapofiHMX urapa y Hacrasu condeba. ITopey ommca, TepMuHonomkor ofpehema,
yrore u kinacuduKaluje, y TEOpUjCKOM Jieny pajia JOTaK/IM CMO Ce Ml HeMMHOBHUX
npomeHa GyHKIje 1 00/MKa urapa Koje Cy ce Kpo3 BpeMe fenrasae. [leHTpamran
Jieo 08YXBaTHO je KOHKpETHe ITpeJyIore 3a IPUMeHY Me/IOfiija HAPOJHUX Urapa y
pasIMuYUTHM eTanaMa Hactase condeba u odnacTuma pajja — MeIOSUIY, PUTMY,
AUKTATUMA WM CTyIIalby MysuKe. Y OKBMPY TOTa, yryheHO je ¥ Ha orpaHmda-
Bajyhe dakTope 3a mpuMeHy OBMX parMeHara Kao LITO je 4ecTa IPUMeHa yKpaca
y Opsom Temiry, 300r dera Tpeda KpeaTMBHO CEIeKTOBATU MeJIofMje Koje MOTy
dury xopumrheHe 3a ciymame, aHaIN3y, 3alMCUBambe WM NeBame de3 Behux
VI3MeHa.

HeonxonHo je Ha Kpajy HaIJlaCUTH fia IIpYMeHa HaBeleHuX pparMeHara Tpa-
AMILIMOHATHE MHCTPYMEHTA/IHE ITPaKce HeMa 3a LIW/b J1a ,[IOTUCHE” YCTa/beHy MY-
3anuky rpaby kojom ce Beh ycmemno usBopm Hacraa condeba. Llws je pasBoj
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CIIOCOOHOCTM ¥ BEIITVHA y3 UMIUIEMEHTAIVjy ¥ IPUMeHy MaTepujana Koju ou
yYeHMLIMMa U CTYZieHTMa Tpedasio fa dyzie dmmsak y CMUCITY 3BYYHOCTH, SKaHpa
" KapaKTepa, y3 UCTOBpeMeHO dybheme cBecTM 0 3HaYajy O4yBama CPIICKE MYy-
3MYKe Tpajuiyje U HallMOHA/THOT U/IeHTUTETa.
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APPLICABILITY OF FOLKLORE DANCE MELODIES
IN SOLFEGGIO TEACHING

The established process at the beginning of teaching solfeggio suggests acquisition of
sound patterns, most often by using children’s or folk songs, whereby the synthesis of
melody and lyrics has a positive effect on memorization of clichés, thus encouraging their
function. The progression of teaching demands makes possible gradual introduction of
clichés without literary script, where the sections of instrumental classical music are
mostly used. Bearing in mind the significance of preservation of national tradition and
music folklore, the paper considers the possibility of application of folk dances of our
region — round dances (kolo) or oro, not only in the form of clichés for acquisition of sound
patterns, but also in further work, through various domains of solfeggio teaching. The aim
is an implementation of fragments of instrumental folklore melodies as a material for
analysis, perception, recording and performance in solfeggio teaching, thus also influenc-
ing the awareness of significance of preservation of this aspect of folklore tradition. The
paper, however points to limiting factors related to application of instrumental folklore
melodies. It primarily refers to performance of ornaments on the instrument, which is not
always possible to apply in singing by solmization, as well as to repetition of tones in fast
tempo. Therefore, special attention should be paid to selection of fragments that could be
used for instruction without major changes which might diminish their aesthetic value
and original form. Practical contribution of the described approach is evident not only in
mastering melodic and rhythmical problems in solfeggio teaching, using the material that
is acoustically well-known (or should be) to students, but also in preservation of folklore
tradition and national identity.

Keywords: music folklore, national dance melodies, music teaching, solfeggio
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Moguc¢nost upotrebe folklornih primjera
iz Bosne i Hercegovine i Crne Gore u nastavi solfeda -
komparativni prikaz

Sazetak

Nesumnjivo je da primjeri iz folklora imaju upotrebnu, funkcionalnu i estetsku vrijednost
u muzickoj nastavi, pa tako i u solfedu, te da ih je pozeljno koristiti kao ilustraciju ali i kao
osnovu za rad. U tom smislu, na podru¢ju zemalja Zapadnog Balkana najpoznatija su
nastojanja Miodraga Vasiljevic¢a u Srbiji i Miroslava Magdalenic¢a u Hrvatskoj. Na istim
principima je objavljena zbirka autora Senada Gacevica i Senada Kazi¢a Djevojko, zlatna
jabuko, narodne pjesme Crne Gore u nastavi muzike. Odabrani primjeri imaju vlastitu fi-
zionomiju i nac¢in muzickog misljenja, koji nije uvijek adaptibilan u edukativnom po-
stupku s obzirom na standard notnog zapisa. Stoga su primjeri adaptirani za nastavu
muzike, pri ¢emu je vodeno ra¢una o tome da se, koliko je moguce, satuva originalni zvuk.
Zbirka obuhvata 99 pjesama sa elementima planinskog, primorskog i gradskog identiteta.
Primjeri su grupisani u okvirno odredene oblasti prema zahtjevima melodije i ritma, i
mogu se koristiti u skladu s nastavnim programom. Time je pokazano da se narodna
pjesma Crne Gore moze interpolirati u muzicki edukativni sistem. Iz ugla bosanskoher-
cegovackog folklornog idioma ipak je skoro nemoguce didakticki usmjeravati ovu proble-
matiku, jer melodijske i ritmicke strukture nisu kompatibilne s programom elementarnog
solfeda. Bosanskohercegovacka narodna pjesma ¢esto nudi drugaciju tonsku/tonalitetnu
sliku, pa se tek jedan manji broj odabranih primjera eventualno moze plasirati u smislu
informacije i promocije vrijednosti i bogatstva tradicionalnog naslijeda. U radu ¢e se ana-
lizirati i porediti nekoliko sadrzajno karakteristi¢cnih primjera narodne pjesme iz Bosne i
Hercegovine i Crne Gore u smislu ispitivanja mogu¢nosti njihove upotrebe u nastavi.
Kljucne rijeci: bosanskohercegovacka narodna pjesma, crnogorska narodna pjesma, sol-
fedo

Uvod

Muziéko—pedagoéka literatura u 19. vijeku je u ekspanziji, pri ¢emu udzbenici
i prirucnici, pored didaktickih primjera, ¢esto sadrze djecje i narodne pje-
sme kao obrasce za rad u meloritmickom podrucju. U tom smislu, Chevais (1931)
isti¢e termin ,,direktne metode”, misle¢i na postupke u muzickoj pedagogiji koji
koriste djecje, narodne ili vjerske pjesme u svrhu ovladavanja elementima tonali-
teta, intonacije, ritma i dr. Najpoznatiji pobornici ovih metoda su John Curwen
(Tonic Sol-fa Method of Teaching Music, 1858), Agnes Hundoegger (Tonika Do-
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Lehre, 1897) ili nesto kasnije Carl Orft (Musik fiir Kinder, 1950). U ovoj grupi
metodicara je i Zoltan Kodaly koji je sredinom 20. vijeka izgradio koncept mu-
zickog obrazovanja zasnovanog na autenti¢cnom folklornom izrazu. Kodaly je za-
poceo sa 630 primjera madarskih i evropskih narodnih pjesama i kanona (Iskolai
énekgyiijtemény, 1943) prilagodenih u metodske svrhe. Ovaj koncept posredstvom
Medunarodnog drustva Koddly i danas se uspjesno primjenjuje u mnogim ze-
mljama svijeta.

Prema ideji direktnih metoda u drugoj polovini 20. vijeka u zemljama Za-
padnog Balkana prve i najznacajnije inicijative realizovali su Miodrag A. Vasilje-
vi¢ (Jednoglasni solfedo zasnovan na narodnom pevanju, 1950) i Miroslav Magda-
leni¢ (Jednoglasni i dvoglasni solfeggio na osnovu narodnog muzickog izraza, 1962).
Poslije njih su mnogi autori u svoje udzbenike, priru¢nike i zbirke takode uvrstili
originalno zapisane ili adaptirane folklorne primjere. Nema sumnje da ovi pri-
mjeri imaju upotrebnu i estetsku vrijednost u nastavi muzike i kao takvi danas su
sastavni dio muzickih kurikuluma. Folklorni primjeri zemalja Zapadnog Balkana
¢esto nude drugaciju zvu¢nu sliku od primjera klasi¢ne muzike, te ih je pozeljno
koristiti kao ilustraciju u odredenim fazama nastave muzike u smislu informacije
i promocije vrijednosti i bogatstva tradicionalnog naslijeda.

Izvori za analizu i komparaciju narodne pjesme iz
Bosne i Hercegovine i Crne Gore

Inicijative da se istraze i zapi$u primjeri muzickog folklora Bosne i Hercegovine i
Crne Gore mogu se pratiti od kraja 19. vijeka i one nesumnjivo nose odredenu
istorijsku vrijednost. Istrazivanja su intenzivirana u drugoj polovini 20. vijeka
prema etnomuzikologki utvrdenim normama muzickog zapisa, kada se pojavilo
vise zbirki folklornih primjera. Opcenito se smatra kako je posebno narodna vo-
kalna praksa ovih podru¢ja slozen zvu¢ni fenomen sa dugom istorijom usmenog
prenosa. Ovu muziku takode odlikuju posebnost melodije, ritma, metra i dr. u
odnosu prema umjetnickoj muzici oblikovanoj u notaciji. Razlog ovako specific-
nog muzickog izraza je u ¢injenici da su posebno planinski krajevi ovih podrucja
vijekovima bili nepristupacni za strane uticaje ¢ime je sa¢uvana prirodnost, izvor-
nost i ambijent muzicke tradicije.

Uvijek otvoreno pitanje posebno starije melografije jeste odnos tradicionalne
izvodacke prakse i prilagodljivosti notnog zapisa koji zahtjeva fiksirane tonske
razmake, te jasne odnose u svim komponentama ritma. Tako svaki pokusaj noti-
ranja muzickog izraza izvornog narodnog kazivaca predstavlja kompromis i trazi
odredenu dozu pragmatizma, kako bi se doslo do neke vrste stiliziranog zapisa
narodne pjesme pogotovo u svjetlu ¢injenice da je usmeni izraz uvijek snazno
uslovljen improvizatorskim momentima i trenutnom inspiracijom. Medutim,
danas je skoro nemoguce cuti i dozivjeti autenti¢nost te muzike, jer je uvodenje
instrumentalne pratnje u narodnu pjesmu znatno pomjerilo njenu izvornost
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prema drugacijoj zvu¢nosti. Harmonski nacin misljenja i oblikovanja narodne
melodije mijenja estetiku i neminovno utice na izvodace, a notni zapis postaje
standard (Gacevi¢ & Kazié, 2018: 59). No, ¢ak i tako transformisana, narodna
pjesma ima svoje prepoznate i utemeljene vrijednosti i mjesto u muzickoj eduka-
ciji.

Za analizu folklornih primjera iz Crne Gore koristena je zbirka narodnih
pjesama autora Senada Gacevica i Senada Kazic¢a Devojko, zlatna jabuko koja je
adaptirana za nastavu muzike u op$tim osnovnim i muzickim skolama. Zbirka
obuhvata 99 pjesama s elementima planinskog, primorskog i gradskog identiteta.
Primjeri u zbirci su notni zapisi narodne vokalne tradicije iz vi$e izvora (autori G.
Cetkovié, S. Gacevié, S. Jerkov, B. Karaka$, M. Miranovié, M. Vasiljevi¢), ¢ime su
obuhvaceni skoro svi melografski napori da se ova muzika zapise i sacuva.

Za analizu folklornih primjera iz Bosne i Hercegovine koristena je zbirka
narodnih pjesama autora Sahbaza Jusufoviéa 1001 sevdalinka i pjesme za sva vre-
mena koja ve¢ u naslovu naglasava obuhvatan repertoar sevdalinki, ali i starih
varoskih pjesama, kao i jedan broj komponovanih pjesama u duhu sevdalinke,
koje su vremenom prihvacene kao dio bosanskohercegovackog folklora. Autor je
pored vlastitih zapisa koristio i zapise drugih izvora (autori I. Ceneri¢, H. Dizdar,
V. Gunié, S. Mesi¢, M. Zero) §to se moze smatrati dovoljno relevantnim za istra-
Zivanje.

Analiza odabranih primjera narodne pjesme iz Crne Gore

Analizom dostupnih narodnih pjesama iz Crne Gore evidentirane su i klasifiko-
vane neke pojave koje se obraduju u nastavi u oblasti melodike, metrike i ritmike
kao $to su:

- primjeri jednostavne melodije, uskog ambitusa i jednostavnog ritma sa karak-
teristicnim pokretom uzlazne kvarte koja se ¢esto pojavljuje u crnogorskoj tra-
diciji kao jedan od nosivih intervala, te u ovom slucaju unosi melodijsku i di-
namicku napetost i kulminaciju;

- primjeri zapisani s osminom kao osnovnim trajanjem, kombinacije sa Sesnae-
stinama, sinkopa, metricka stopa jamb, nesimetri¢na petodijelna mjera;

— prosireni dijatonski primjeri sa rasponom oktave i $ire, koji ukljucuju uzlazne
intervalske pokrete kvinte i velike sekste, s istaknutim tonalitetnim obiljezjima
i eventualno se mogu tumaciti putem pripadnosti odredenom, ¢es¢e durskom
tonalitetu;

— primjeri s hromatskim pokretima, izmjenom na tre¢em tonu, pokretom preko-
mjerne sekunde;

— primjeri sa orijentalnim tetrakordom, sloZeniji primjeri razli¢itih sadrzaja.
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U primjeru 1, jednostavnost melodije i redukcija narodnog izraza ukazuje na
vrhunsko umijec¢e muzickog misljenja i oblikovanja, ali i na jednostavnost i pre-
ciznost izraza narodnog pjevaca. Melodija je uskog ambitusa i jednostavnih
trajanja. Kao rjeSenje za metricke odnose uspostavljen je pretakt, ¢cime se pojacava
utisak karakteristi¢cnog intervala uzlazne kvarte na najznacajnijem mjestu u pje-
smi. S obzirom na uski opseg tonova (tetrahord 1-1-1/2), primjer se ne treba
automatski dovoditi u vezu sa durskom tonalitetnom pripadnoscu, ali je u svakom
slucaju koristan u rjesavanju odredenih metodskih zadataka u nastavi.

Primjer 1. Pijte svati (Gacdevi¢ & Kazi¢, 2018: 19).
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U primjeru 2, struktura tetrahorda je 1-1/2-1, a melodija ne bi mogla da se
sa sigurno$c¢u identifikuje s molskim tonalitetnim rodom, iako se ¢esto pojavljuje
u bas u tako harmoniziranoj varijanti. Ve¢i izazov je govorni ritam koji je dosta
vjerno reprodukovan u pjesmi, ali je to uslovilo nejasnu metriku u taktu pa se ¢ini
da je bilo i drugacijih rjesenja.

Primjer 2. Biser Mara (Gacevi¢ & Kazi¢, 2018: 22).
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Izglednije rjeSenje u zapisu ritma rijeci po jezeru bilo bi jamb (po) + tribrah
(jezeru), za razliku od sinkope u primjeru 2. Primjer je, ipak, dovoljno sadrzajan,
a istovremeno i jednostavan za rad na improvizaciji muzickog i govornog ritma.

Jedna od karakteristika crnogorske narodne pjesme jeste uzlazni skok velike
sekste. Nerijetko pjesma pocinje upravo tim pokretom kao $to je slucaj u pjesmi
Tri ‘ticice zapjevale (primjer 3). Postoji nekoliko izvodackih verzija ove pjesme s
pocetnim skokom uzlazne kvinte, umjesto velike sekste, ¢ime se pjesma postavlja
isklju¢ivo u molsku zvuc¢nost, ali time reducira njena izvorna zvuc¢na estetika. No,
ovaj zapis B. Karakasa ¢ini se nesto izvornijim rjeSenjem, jer postoji viSe pjesama
iz crnogorske, ali i bosanskohercegovacke tradicije u slicnom ozrac¢ju. U tom slu-
¢aju Cini se da se durska i molska zvucnost prepli¢u, pa je pogodna za obradu, s
tim da se eventualna harmonijska rje$enja oprezno namecu.
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Primjer 3. Tri ‘ti¢ice zapjevale (Gacevi¢ & Kazi¢, 2018: 40).
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Primjer 4 je guslarska pjesma, gdje se melodijska linija formira oko osnovnog
tonalnog obrasca e-es—d i $iri za jo$ po jedan ton u oba smjera. Ovako notirana
pjesma moze predstavljati dobru osnovu za utvrdivanje i improvizaciju intervala

male i velike sekunde.

Primjer 4. Curo Jelo (Gacevi¢ & Kazi¢, 2018: 46).
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Primjer 5 sadrzi silazni orijentalni tetrakord (1/2-1-1/2-1/2), odnosno po-
kret prekomjerne sekunde, koji je karakteristican za bosanskohercegovacku sev-
dalinku. Preovladava molska zvuc¢nost i uklapa se u odredene edukativne zadatke
na nastavi.

Primjer 5. Podosmo li, Jelane (Gacdevi¢ & Kazié, 2018: 49).
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U tradicionalnom nasljedu vokalne prakse Crne Gore nalazi se dovoljno sa-
drzaja koji mogu posluziti za rad na odredenim pojmovima i pojavama u oblasti
melodike i ritmike. Oni nemaju standardiziranu metodsku sistemati¢nost, ali su
svakako vrijedne ilustracije iz tradicije i moguce ih je interpolirati u nastavnu
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praksu barem u nekim prilikama. U tom smislu postoji dovoljan broj notiranih
primjera iz kojih se moze napraviti odabir prema trenutnim potrebama i afinitetu.

Analiza odabranih primjera narodne pjesme iz Bosne i Hercegovine

Analizom velikog broja dostupnih narodnih pjesama iz Bosne i Hercegovine nije
uocen i evidentiran dovoljan broj pojava koje se inace obraduju u nastavi u obla-
sti melodike, metrike i ritmike, a koje bi se mogle klasifikovati i interpolirati u
neki metodski sistem.

Jedan od prvih bosanskohercegovackih etnomuzikologa i teoreti¢ara fra
Branko Mari¢ (1896-1974) u svojoj doktorskoj disertaciji (Volksmusik Bosniens
und der Herzegowina, Wien, 1936) isti¢e neobic¢ne karakteristike muzike planin-
skih dijelova Bosne i Hercegovine, koji su usljed istorijskih okolnosti na neki
nacin ostali kulturoloski izolirani, pa je time njihova autohtonost dugo ostala sa-
¢uvana. Mari¢ takode naglasava snazan improvizatorski moment kod narodnog
pjevaca (kazivaca), ¢iju je melodiju ¢esto moguce samo skicirati, jer su tonski
odnosi blizi ¢etvrttonskom razmaku, te se ni u kom slucaju ne moze govoriti o
“Cistoj intonaciji”. Prema Maricu, neki primjeri bi se mogli bazirati na hromat-
skim, a neki na cjelostepenim intervalima, i to uvijek zavisi od raspolozenja na-
rodnog pjevaca i okolnosti njegove izvedbe. Isti primjer tako moze biti izveden na
razlic¢ite nacine (Kazié, 2018: 56).

Evidentno je da primjeri Zenskog (primjer 6) i muskog pjevanja (primjer 7)
svojim zvukom i slikom, nisu upotrebljivi za bilo kakve edukativne zadatke, po-
gotovo u osnovnoj muzickoj skoli. Sli¢no je i sa primjerima tzv. gradske tradicije
koje je Mari¢ zapisao u prvoj polovini 20. vijeka.

Primjer 6. Zensko pjevanje prema Mari¢u (Kazi¢, 2018: 57).
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Primjer 7. Musko pjevanje prema Mari¢u (Kazi¢, 2018: 57).
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Iako je u gradskim podru¢jima melodijska arhitektura nesto izrazenija i sa
¢vr$¢om tonalnom organizacijom, ¢ak i ovako rudimentaran zapis ne nudi previse
mogucnosti za rad u razredu (primjeri 81 9).

Primjer 8. Jasenice, seosko pjevanje prema Mari¢u (Kazi¢, 2018: 66).
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Primjer 9. Jasenice, gradsko pjevanje prema Maricu (Kazi¢, 2018: 66).
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Autohtona bosanskohercegovacka gradska pjesma (sevdalinka) relativno je
uskog ambitusa i jedno od njenih obiljezja je orijentalni tetrakord (slika 1).
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Slika 1. Orijentalni tetrakord

Osim pokreta prekomjerne sekunde, za sevdalinku je karakteristican zavrse-
tak na drugom stupnju, alteracija, melizmatika i melodija $irokog daha i raspona
(Milosevi¢ 1964: 36). Melodija se uglavnom razvija postepeno. Zapisi primjera iz
zbirke S. Jusufovica poti¢u iz druge polovine ili s kraja 20. vijeka, kada je ve¢ u
izvodenju narodne pjesme uveliko prisutna instrumentalna pratnja - §to potvr-
duju ispisane harmonske oznake. Ukljuc¢ivanje instrumenata u bosanskohercego-
vacku narodnu pjesmu, u preovladujucoj mjeri je uticalo na harmonski nacin
misljenja i oblikovanja narodne melodije, gdje se sada u prvi plan postavlja tona-
litet, cak i u pjesmama sa malim ambitusom od nekoliko tonova. To ¢e uticati na
ukupan zvuk i promijeniti estetiku narodne pjesme, donijeti simetriju, stabilnost
tempa i jednoli¢niji protok ukupne metroritmicke organizacije. U ovom slucaju
uloga pjevaca u interpretaciji se znatno ogranicava jer u notnom zapisu narodna
pjesma postaje na neki nacin fiksirana (primjer 10).



34 Donknop y iegaioiuju congeha / Folklore in solfeggio pedagogy

Primjer 10. Bejturane, bog tubio grane, bosanska verzija (Jusufovi¢ 2016: 58).
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Fenomen orijentalnog tetrakorda nije ni u kakvoj vezi s eventualno gornjim
tetrakordom izvedene molske harmonske skale, niti se moze identificirati s njim.
Orijentalni tetrakord je pretezno silaznog karaktera i u bosanskohercegovackoj
gradskoj tradiciji ima poseban efekt. Pomak prekomjerne sekunde moze se ¢uti i
u drugim tradicijama balkanskih zemalja, ali najcesce se vezuje uz specificnost
bosanskohercegovacke sevdalinke. Orijentalni tetrakord je u slucaju pjesme Bej-
turane i melodijska osnova oko koje se gradi melodija puna ukrasa i prolaznih
tonova (primjer 11). Ukrase melograf nije zabiljezio, a ekstemporacije pjevaca su
rijeSene promjenama takta. Metroritmicke strukture ne izgledaju logi¢no i ovaj
primjer tesko bi se uklopio u ilustraciju na primer etverodijelne ritmicke podjele.

Primjer 11. Bejturane, crnogorska verzija (Gacevi¢ & Kazi¢, 2018: 52).
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Zapis crnogorske varijante iste pjesme puno je jednostavniji i u ovom slucaju
bez prisustva orijentalnog tetrakorda. Umjesto toga prisutni su skokovi velike
terce i kvinte. Ovi elementi, uz jednostavniji ritmicki razvoj pjesme, mogu se in-
korporirati u edukativni zadatak. Osim pomaka za kvartu navise, koji se cesto
javlja u crnogorskoj pjesmi, u bosanskohercegovackoj pjesmi cesto se nailazi i na
pomak kvarte nanize. No, osim toga, rubato u pjesmi Evo, srcu mom radosti pri-
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mjer je ekstemporacija, koje su u zapisu rjesene muzickom koronom i ne daju
puno mogucnosti za rad (primjer 12).

Primjer 12. Evo, srcu mom radosti, verzija Z. Imamovi¢ (Jusufovi¢ 2016: 140).
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U bosanskohercegovackoj pjesmi takode se moze naci uzlazni pomak velike
sekste na pocetku pjesme. U ovoj varijanti zapisa vidi se ocigledan problem me-
lografa da rijesi metriku $to je rezultiralo stalnim promjenama takta (primjer 13).
Sa stanovi$ta standarda notnog zapisa u umjetnickoj muzici ovo nije logi¢no i
muzikalno rjesenje. Primjer ponovo dokazuje kako narodna muzika nema pove-
znicu sa standardnima misljenja i oblikovanja notnog zapisa u umjetnickoj muzici
i svaki pokusaj u tom smjeru neminovno ¢e dovesti do svojevrsne ,interpolacije”
u opsteprihvaceni metroritmicki kontekst muzicke teorije. Ovakav pokusaj kom-
promisa je za neke narodne pjesme relativno provodiv, ali za neke bas i nije, i tu
se dolazi u koliziju prilikom obrade ovih pjesama u muzickoj edukaciji.

Primjer 13. Ne asikuj, Mujo, Verzija Z. Dubljevi¢ (Jusufovi¢ 2016: 344).
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Pored uzlaznog pomaka velike sekste na pocetku pjesme, za razliku od crno-
gorske tradicije, u bosanskohercegovackoj pjesmi takoder se moze na¢i i uzlazni
pomak male sekste na pocetku pjesme (primjer 14). U ovom zapisu se ponovo
vidi nedosljednost u pristupu taktu, ali ovaj primjer je opstepoznat i sadrzajno je
u dovoljnoj mjeri prihvatljiv za rad u nastavi.
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Primjer 14. Tamburalo momcde uz tamburu, verzija Z. Deovi¢ (Jusufovi¢ 2016: 567).
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Zakljucak

Za potrebe ovog rada konsultovano je preko hiljadu zapisanih narodnih pjesama
iz Bosne i Hercegovine, pretezno sevdalinki, ali i drugih pjesama koje su vreme-
nom prihvacene kao dio bosanskohercegovackog folklora. U odnosu na utvrdene
i klasifikovane pojave pronadene u narodnoj pjesmi iz Crne Gore, a koje se mogu
inkorporirati u nastavu solfeda, najcesce slicne pojave pronadene u narodnoj pje-
smi Bosne i Hercegovine su:

- primjeri uskog ambitusa karakteristicnim pokretom uzlazne ili silazne kvarte
koji donosi melodijsku i dinamicku napetost;

— prosireni dijatonski primjeri s istaknutim tonalitetnim obiljezjima, koji uklju-
¢uju uzlazni pomak velike i male sekste;

- primjeri s pokretom prekomjerne sekunde, odnosno orijentalnim tetrakordom.

Svaki pokusaj zapisa muzickog izraza izvornog narodnog pjevac¢a mora uklju-
¢iti kompromis i odredenu dozu pragmatizma da bi se doslo do stiliziranog zapisa
narodne pjesme. Notni zapis posebno bosanskohercegovacke sevdalinke cesto je
opterecen s ve¢im brojem prolaznih tonova, koji su rezultat slobode interpretacije,
takoder i sa nerijeSenim metroritmickim elementima. Iz percepcije bosanskoher-
cegovackog folklornog idioma tesko je tretirati pojmove i pojave koje se obraduju
na nastavi solfeda, jer melodijske i ritmicke strukture ¢esto nisu kompatibilne s
elementarnim standardima notnog zapisa. Za razliku od zapisa crnogorske na-
rodne pjesme, u kojem postoji viSe mogucnosti za rad, iz opusa bosanskoherce-
govacke sevdalinke moze se izdvojiti eventualno tek manji broj primjera koji bi se
mogli koristiti za ilustraciju, ali ne i za rjeSavanje konkretnih elemenata u smislu
interpolacije ovih primjera u neki osmisljeni metodski sistem.

Opravdano je onda postaviti pitanje zasto insistirati na notnom zapisu na-
rodne pjesme kada se tradicija usmeno prenosi vijekovima? Danas je, zahvaljujuci
tehnologiji, moguce osmisliti razli¢ite nacine ozvucavanja i osvjeStavanja folklor-
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nih elemenata i njihove upotrebe u nastavi muzike, pa i solfeda, bez nuznog pri-
kaza putem notacije.
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POSIBILITY OF USING FOLKLORE EXAMPLES FROM
BOSNIA AND HERZEGOVINA AND MONTENEGRO IN SOLFEGGIO
TEACHING - A COMPARATIVE REVIEW

There is no doubt that examples from folklore have useful, functional and aesthetic value
in music teaching, and that it is preferable to use them for educational purposes. Selected
examples of folk songs from Montenegro have their own frame and way of musical think-
ing, which is not always adaptable to musical didactics in terms of notation standards.
However, they are adapted and still show that folk songs can be interpolated into the
system of music education. From the selected examples of folk songs from Bosnia and
Herzegovina, only a small number of examples can be used for illustration, but not for
solving specific elements. The notation of Bosnian sevdalinka often contains a series of
passing tones that are the result of freedom of interpretation, as well as unresolved metro-
rhythmic elements that are not compatible with elementary notation standards.

Keywords: Bosnian folk song, Montenegrin folk song, solfeggio
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IIpuMena my3u4kor oIKI0pa y IN/bY OBIaJaBamba
FAKTUICKUM M AaHATIETCKVM OQMUIIMMa aKCaK pUTMa

Cakerak

AKcak puUTaM je aCUMeTPUYaH PUTAM, KOjI je OTKPMBEH TPUAECETUX TOfMHA [BaIeCeTOr
Beka y Byrapckoj, Te mpeficTaBba QyHIAMEHTAIHY Of/INKY TPaANIMOHATHe My3HUKe das-
KaHCKUX Hapopa. Y oBoM papy duhe carmefjaHa BokalHa My3)W4Ka TPaiuIMja U3 acleKTa
HAKTWUICKOT U aHAIIETCKOT OO/IMKA AKCAK PUTMA y MY3UIKOM (pOJIK/IOPY CPIICKOT, dyrap-
CKOT 11 MaKefoHCKor Hapoza. POKyC je Ha yCBajamy TpaAMLMOHATHNX IecaMa y3 NUIpY,
ykbyuayjyhn donknophe enemenTe Mysuke dalKaHCKUX HapoOfia, 3alMICAaHMX y TaKTy 7/8
(7/16), myTeM MeTOAMIKOT MOCTYTIKA 0dpasie mecMe 1o cmyxy. Hacmojapamem cmynmHmx
IIpeficTaBa KapaKTePUCTUYHOT HAKTMICKOT M aHAIeTCKOT OdNMKa axcax putMa Beh of
TIOYETHUX pa3peia HVDKE MY3NYKe MIKOJIE, YIEHNIIN CTUTY MY3NYIKO MICKYCTBO, T€ JIAKIIIE
0Ha>1<ajy, I[O)I(I/IBTbaBajy " U3BOJ€ IIECME Y PUTMIYKOM CUCTEMY AKCAK, Y BULIVM pa3pe-
AViMa My3M4Ke IIKOJIE.

Kibyune peun: putam, akcax, JaKTWICKU OdIUK, aHAIIETCKM OO/MK, TakT 7/8 (7/16)

VBog

HaMepa ayTopa OBOT pajia je ycMepeHa Ha IIp1Ka3 MOryhux Me TORVYKIX IIpH-
cTyna y msBobhemy 1 ycBajalby ayTeHTUYHOT dKCAk PUTMA, IPUCYTHOT y
TPaAVILIMOHATHUM IleCMaMa J MeJIofiMjaMa TPaiUIIIOHaTHUX Urapa CPIICKOT, dy-
rapCKOT U MaKefjOHCKOT (osktopa. QoIKI0pHe Melofuje CPICKUX, SyrapcKux u
MaKe[JOHCKIX Hapofa, Kao BakaH (aKToOp y O4yBamy HapOJHE My3M4Ke Tpajji-
1Mje, MOT'Y Jla IIPefICTaB/bajy 3Ha4ajHO CPENCTBO 3a yCBajarbe, KaKO METIOIV)CKIX
efleMeHara (My3MYKO TKMBO KOHKPETHOT TEPUTOPUjaTHOT IOAPYyYja, IeCTBUYHE
CTPYKTYpe, MHTOHMpambe CTYIbeBa, de/leXkerbe XapMOHCKe IOJITIoTe Melofuje
TpajuUIVIOHa/IHEe IlecMe), TaKO ¥ PUTMHUYKMX efleMeHaTa (II0CTaBKa MeEIIOBU-
TO-CTIOKEHNX TaKTOBA, YCBajalheé XeMIOTHE MEeTPUKE, HEpaBHOMEPHOT I acuMe-
TPUYHOT IIyJICa, PUTMWYKUX PUIypa) Iecama, a Koje IpUIafiajy IOMeHyTUM Ha-
ponuma. Vi3Bobemwe QONKIOpPHUX Menoauja, faKie, MMa IMOJjeflHAKO 3HAYajHy
y/ory y odnactu MeJofjuKe U putMa y Hactasu condeba, Te he, cxogHo TOME, ¥
OBOM pajy OuTH carjeflaHN PasIN4IUTI BUIOBU U HEKM Of MOTYNMX HaumHa
yCcBajama KapaKTepUCTUYHOT akcak PUTMa, IOCPENCTBOM M3BODema Tpaaniuo-
HaJIHMX Ilecama.
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Teopujcku okBUp: akcax puTam

Tepmunonomko oxpeheme axcax puTMa mpomsaasy U3 mype odMACTY PUTMA,
T3B. XeMJOJIHE MeTPMKe KOja HeIIOCPeJHO MICKasyje T3B. XeMMOTHM OfHOC (3:2),
ycrocras/beH usMeby ABOJIETHUX U TPOJIE/THUX METPUYKIX je[THNLIA KOje Tpajie
jemaH TakT. Y IpMIOr OBOM TepPMIHOJIOIIKOM ofipehemy fopaje ce 1 jeaH UCToO-
pUjcKM TepMUH, genos emiolin, xoju je medpuHucan jou y ApUCTOKCEHOBUM
(Aprotoéevog)! pacpaBama. OBaj TepMIUH 03HAYABAO je TIOMEHYTH OFHOC (2:3)
Meby xpoHOC mpoTocuMa? y aHTHIKIM MeTpudkuM cromama (M. A. Bacumpesnh,
npema Pagunosuh, 2010).

XeMnomHa MeTpUKa ce KOPMCTY Kao TEPMIH 32 O3HaYaBabe: MEIIOBUTO-C/I0-
JKEHVX TAaKTOBA, aCUMeTPIYHOT ITy/ICa, Heje[[HAKNX U XeTepOreHNX PUTMOBA, He-
PaBHOMEPHOT MeTpa, Kao u akcax putMma (M. A. BacupeBuh, npema Pagunosuh,
2010). XemMnonHa MeTpMKa MOXKe IOfIpasyMeBaTy ofpeheH MysMuKo-pUTMUIKA
odpasall y OKBUPY KOjeT MojeAHall MOXKe IePLUINMPATY U IPYIICATY IIECT jefi-
HaKJX HOTHUX Tpajarba Ha [Ba HAYNHA: Y Be TPYyIIe 110 TPU HOTE, WIN IaK Y TPU
rpyIe 1o e HoTe (CydjeKTuBHNU puTam).®

AKcax pUTaM je acMMeTpUYaH PUTaM KOjy BOAY IIOPEK/IO 13 TPAAUIIVIOHA-
HUX urapa. KapakrepucruyaH je 3a TpagMIMOHaIHY MY3MKY da/lIKaHCKMX Hapofa.
OpHoc akljeHaTa 1 Oy>)KMHE je Haj3HadajHUja KapaKTepUCTHKa IIOMEHYTOT aKcak
(»homasor®) purma (Bacmmesuh, 1991). O enemeHTMMa acMMETPUYHOT PUTMA
roBOPMO je APUCTOKCEH Y YeTBPTOM BeKy IIpe HoBe epe. OBaj puraM je, MehyTnm,
3adeeXxeH TeK y IpBUM JelleHNjaMa JIBaJieCeTOr BeKa Off CTpaHe dyrapckux
crpyumaka — JJodpuja Xpucrosa (Jodpu Xpucros) u Bacuna Crojuna (Bacun
CromH), Te ce U3 TOT pas/iora Hajupe HasuBao dyrapcku puraM. KoHcTaHTUH
Bpajuomnojy (Constantin Brailoiu) je 1952. roguue odjaBuo cryaujy Le rythme
aksak y k0joj je KOHCTaTOBaoO 1A Cy OyrapcKy My3MKOI03U IIPBOOUTHO OINMCAN,
TO jecT 3aIasuay OBaj pUTaM, Kao U Jja MOCTOjM Y TPajuLjy APYTUX Hapoja
nonyT Typaka, Ipka, Andanana, dusnmx Jyrocnosena, Jepmena, Typkmena, bep-

! Apucroxces je duo xenencku ¢punosod u reoperndap mysuxe. byayhu ga je namicao
npse duorpaduje o ITuraropu u I[lnaTony, cMaTpa ce 3a4eTHUKOM duorpadije Kao Kbu-
JKeBHE BPCTe. Y MY3MKOJIOUIKOM JOMEHY MCTUYY Ce Iheropa fena Enementn purma u
EnemeHnTy xapmMoHuje.

2 XpoHOC TIPOTOC je y aHTMYKOj My3NLu O¥jla OCHOBHA BpeMeHCKa jeayHma. Kparka
HOTa (dpeBic), Koja ce y HAIIOj MOEPHO] HOTALMjI OdeleKaBa OCMIUHOM, Y aHTUUKO]
Ipukoj je mpencrap/basta BpEMEHCKY jeAMHNUITY XPOHOC ITPOTOC M Ca HOM Cy O3Ha4aBaIn
OCHOBHY BPEMEHCKY je[VIHMIY, Ka0 HajMarbyl aTOM, KOjU Ce HMje MOTA0 [EIUTH HI CIO-
TOM, HY TOHOM, HU T€CTOM.

3 TeHmeHLNja IPYIICaba, KOjy je Seashore cMaTpao MHCTUHKTIBHOM J Ha3Bao je ,,Cydjek-
TUBHUM PUTMOM, 3a1CTa IIOCTOjM Y HAILOj IEPLENLVjI U TO je OHA TEH/ICHLIM]ja KOjy eui-
Mantiilcuxonoiuja Ha3uBa UPUMUTAUEHOM OPIAHU3AUUJOM HOHAULAHA KOja BEPOBATHO
jecte ypobena” (Pojko, mpema Davies, 1978: 178).
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depa, Tyapera, begynna utn. Ynpaso 3dor Tora, cMaTpao je fia je HasuB Syrapcku
puTam Heonrosapajyhu, Te je 3ajegHo ca Axmerom AnHanoMm CajryHoMm (Ahmet
Adnan Saygun) yBeo TepMIH akcax pUTaM, IITO Ce ca TYPCKOT je3VKa IpeBOfM
Kao ,,homas” unmm ,,xpom” (Opauue, 2018).

Jeman op HajsHauajHUjuX Mabhapckux komnosnuTopa, bema baprok (Bela Bartok
Béla) je y3 nomoh ¢oHorpada cHumMao pyMyHCKy Mysuuko-donknopay rpaby, a
IOTOM MMIUIEMEHTVPAO dKCAK PUTaM y CBOje CTBApa/alTBO M HA Taj HAYMH
IIVPYO MAEjy O aCUMETPUYHOM, TO jecT dyrapckoM, (Xmmepdyrapckom) puTmy,
KaKo Ta je OH HasuBao. Y baprokoBom Ileitiom Tygaukom keapiieiiy (1934) moxxe
Ce 3alasuUTy HMPUCYTHOCT dKcak PUTMa, TIOHajBuile y TpeheM cTaBy, Koju HOCK
Has3uB Scherzo, a 03Haka 3a Kapakrep je alla bulgarese, 4ume je KOMIIO3UTOP, BPIIO
BEpPOBATHO, aJIYA1Pao Ha KapaKTePUCTNYaH SYrapcKi, OTHOCHO AKCAK PUTAM.

I[Tpernenajyhu ernHomysukonomike mydnukanyje us Cpduje n Xpparcke, bena
BapTok je yBuzieo fja y \uMa HeMa HI Tpara o OyrapckoM puTMYy, ajn je Takobe
KOHCTAaTOBAO Jja TO He 3HauM Jla IOMEHYTI pUTaM HIje II0CTojao, Beh fa ra HUKO
Huje 3adenexxno. [Topen bapToka, 0 akcax puTMy Ha IpocTopyMa duBlIIe Jyrocia-
BYIje TOBOPIIU CY U IPYTY €THOMY3MKO/103U oIty T Muopipara Bacubesnha, [pa-
rocnasa [lesuha, Cawe Pagnuosuh n Hunea ®@pannunea, nusmehy ocranux.

3aHuM/BUBO je HantomeHyTH fa je CteBaH CrojanoBuh Mokpamar Menorpa-
¢ucao gupexTHO o M3Bohaya komnosunyje nonyr llano gywio, Illarno mopu vinn
Oinsopu mu, deno Jlenue, spaitianya, moptuia y Takry 3/4. Ose mecme ce, Meby-
TIM, Beh 13BecHO BpeMe, Kao 1 JaHaC, IIeBAjy ¥ JAKTUICKOM OO/TUKY dKCaK PUTMA,
TO jecT y TakTy 7/8 ca mpomy>keHoM mpBoM JodoM (3+2+2). BaxkHo je usgpojutn
u odjaB/beHe BOKa/IHe IpuMepe (JBajeceTak), Ije IpeoB/IajjaBajy TaKTOBYU (Me-
TapUTMUYKe BpcTe): o 5/8, 7/8, 9/8, no wak 12/8 takra.

Bynyhu fa MHOrOdpOjHIM Menorpaduma, y nepuony MokpamyueBOr cTBapa-
namrTBa (Kpaj IeBeTHAeCTOr, IOYeTaK /{BafieCeTor BeKa), Hije 8110 Mo3HaT akcak
putaM Beh MCK/BYYNBO AUCTPUOY TUBHY PUTMIUKY CCTEM, MOTTIO OM Ce MPEeTIIO-
CTaBUTH JIa je IPY HOTUPakby llecaMa JIOasuIo 0 PUTMIUYKMX rpemraka. Kaxo je
Mokpamari oBe mecMe Menorpaducao des mocpencrsa GoHorpada, He MOXKe ce
er3aKTHO YCTAHOBUTH Jja /M CY Ce OHe U KPajeM [IeBeTHAeCTOr BeKa M3BOAUIIE Y
aKcak pUTMY WIN IIaK Y AUCTPUOYTUBHOM, KaKo VX je oH 3adenexno (Ppaumre,
2018).

JaKTHICKM ¥ aHATIeTCKY OONIMK aKcax puTMa

Vmajyhu y Buay a TakT 7/8 cafip)K1t aCMMeTPUYHY TPOJie/IHY Hofieny (fBa kpaha
OTKYIIaja U jefiaH Jy>Ku), JAKTIWICKU M aHATIeTCKU OO/IMK akcak puTMa oapebyjy,
TO jecT meMHMIIY Ha K0joj JOOM ce jaB/ba Tpyma Off TpU OCMMHe. [JaKTHIcKu
00K OBOT puTMa oreia ce y cnefehoj MeTpopuTMmdKoj myncanyju: 3+2+2, e
IIpeMa TOMe, CafipXKi IIPOAY>KeHY IIPBY MeTPUYKY jeINHUIY U NIPBEHCTBEHO je
3aCTYIUbEH Y MaKeJJOHCKOM MY3M4KOM (DONKIOpy. AHANeTCKM OONMNK akcak
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putMa ce Hajuenthe japspa y Takty 7/8 (7/16) ca myncaumjom 2+2+3, rae je fyxa
MeTpIYKa jeflMHNIIA Ha OCTer0j fodu. OBaj o0&k akcak puTMa je BeoMa mpu-
CyTaH y dyrapcKoM My3MYKOM (OIKIOpY.

JlakTWICKY OONMK akcak puTMa je IocTojao y Gomkniopy Bojsobanckux Py-
MYHa Ha CaMOM IIOYETKY ABa/IeCeTOr BEKa, IITO Cé HE MOXKE YBUJIETHU U3 HOTHUX
3amuca, seh ¢ponorpadckn caumuy bene baproka 13 1912. roguHe npencTasbajy
Ba/muaH fokas rome. [Ipema peunma Humea ®pannmnea fakTuiacku o1k oBor
PUTMa, y OKBUPY PyMYHCKe My3IU4Ke Tpaguiuje y Bojsoanuu, moxxemo nnpoHahu
y: MenofiMjamMa TpaguLMOHA/IHUX UTrapa Koje MMajy LiepeMOHMja/IHu KapaKTep
(Carabaseste, Briul raduselor), MenonujamMa TpafUIMOHA/THUX UTrapa Koje Cy ce
IIPEBACXOJHO M3BOJAM/IE HA CEOCKMM MUIPaHKaMa (Da mina, De deoi, Fecioreasca,
Ardeleana, Pra loc) i mupcKyM TpagyLIMOHATHUM IleCMaMa Koje HepeTKO U3BOJie
wiecHn naposu (Ardeleana, De noi) (Opaumnne, 1996). Y npyroj nomosusmu 20.
BeKa, JAKTU/ICKY OQ/IMK aKcak pUTMa 3adesie)keH je y CPIICKOj TpafyIMOHaTHO]
urpu? JKukuno xono xoja je HamvicaHa y TakTy 7/8, ogHOCHO 7/16. Ydemwem urpe
JKuxuro kono yuenuny he Sutu ynosHaru ca OBMM PUTMOM U, BPJIO BEpOBATHO,
nakure u dp>ke he ra caBmagaru y HactaBu condeba. bpojue caBpemene merozne
Uy Yy IIPUJIOT TOME Jia je MOTPedHO YK/BYUMUTH LIeJIO TeJIO Y MPOIIeCy yderma My-
3uke. [IpMaMKoM MOCTyIKa ydema IecMe IO CIyXy, Takobe, OBaj pUTMUYKM
MoJie/l acCMMeTPMYHOT pUTMa ce MoxKe capnafiaTi. Ilecme Koje ce Mory yumtu cy
muorodpojue: Oj Kocoso, Kocoso; Yenuna je gydox canax; Iycitia mu maina iag-
HA7nA UTH,

AHameTckyu OdMMK akcak pUTMa je 3acTyIUbeH Y jyroucrodyHnoj Cpdujm,
HajBuLIe [y dyrapcke rpanue, dynyhm na je opa Bpcta puTMa BeoMa IIpyUCyTHA
y dyrapckom Gonkmopy. AHaNeTCKu OdIUK axcak pUTMa ce MOXKe 3alasuUTH Y
o0pelHUM M IMPCKUM IIeCMaMa, Y MeJIofiujaMa urapa crapujer cnoja Kpajumra
nonyT: Citiapocencko; Llone, mome, Llone; Ilewiauxa M CIMYHO, KaO U Y MEJO-
IMjamMa TpafiuuMoHanHuX urapa Iupoitickoi tiopa nonyt Illamxke. Virpa, xkao u
necMa y3 urpy Eneno, mome, Enero, xoja mpeficTaB/ba penpe3eHT aHaeTCKOT 00-
JIMKa aKCaK PUTMA, jeffHa je O HajIIo3HaTUjuX y jyrouctounoj Cpduju (Pparyre,
2013).

IIman n ImporpaM 3a HIMJKY MY3UYKY IIKOTY — aCUMETPUYaH pPUTAM

YBupoMm y HactaBuu [I1aH u mporpam 3a OCHOBHO My3u4Ko odpasoBame (C1.
Dnacauk PC - [IpaBuiHKMK 0 HACTABHOM IUIAHY U IIPOTPaMy 32 OCHOBHO MY3MYKO
odpasoBame 1 Bacumramwe, 5/2019), y npsom nuknycy odpasosama (I, II n III
paspen) mpensubeHo je cefampeceT YacoBa Ha FOAMIIBEM HUBOY. Y OKBUPY OBUX
ceffaMfieceT 4acoBa, Y OMEHY PUTMA, dKCAK PUTaM M aCUMETPUYHU MeTap ce

4 TIpema PaxoueBuhy To Huje ayToxTOHa BOjBObaHCcKa mrpa Beh je pesymar akynrypa-
LVje, MUTpaLuje W HeKuX Apyrux HauyHa (Pparue, 2013).
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eKCIUIMLIMTHO He OMMIbY, MehyTuMm, kpo3 odpa3oBHe ncxofe U cafpkaje Ipes-
Mmeta Condebo, eBueHTHO je ja ce yuenniy seh y npunpeMHoM paspeny Hedop-
MaJIHO YIIO3Hajy ca pUTMOM Oa/IKaHCKMX Hapofia. Y MOMEeHYTVM IIPaBIIHUIIMA
Ce HaBOAM [l YUEHUIM U3BOJe Clefiehe Mysuuke aKTMBHOCTH: IIeBajy fiedje U
TPaINIVIOHA/IHE TIeCMe, TIeCMe Pas3ININTIX )KaHPOBa MIPUMEPEHMX Y3pacTy; yo-
JaBajy MeTpUUKy pasmuky usMebhy aBopena u Tpofena; OIICYjy CBOjUM pednMa
IIOXKMBJ/baj My3UKe PasHOBPCHOT JKaHpa M KapaKTepa; IeBajy My3uuKe MOJeIIe,
recMe ca TeKCTOM, MeJIofiMje pasIMYMTIX )KaHPOBA, Ko U TPa/IUIIMOHA/THE TTIecMe
IPeBaCXOHO CPIICKe, a/IN ¥ APYTUX HAIMOHAMHOCTU. Of IPBOT 10 YeTBPTOT pas-
pernia, IOTOM, YYEHMIIV U3BOJie PUTAM Ha Pas3IM4NTe HA4lHe, 3aI1CYjy pPUTMIUKe
OKOCHMIIE, OTIaXKajy MeTap, MIMIPOBM3Yjy PUTMIIKe 00paclie, Membajy 1 JOIyha-
Bajy puTaM U Menoaujy Beh HaydeHUX mecama, MHGOPMATUBHO Ce YIIO3HAjy ca
TakToM 9/8 u 12/8.

Ha ocHOBY IpeTXOHO HaBeEeHOI, MOXe Ce 3aK/bYYUTH Ja, NAKO Ce TeK y
neToM paspeny yBoxu u odpabyje axcax putam (5/8, 7/8, 9/8), a xoju je nedpuHm-
CaH Kao HAPOJIHY PUTAM, yYeHNI Ce Ca OBMM aCUMETPUYHIM METPOM (XeMMOJI-
HOM MeTpPHMKOM) YIIO3Hajy Ha HEIIOCpeaH HaulH Beh o IpUIIpeMHOT paspefa Ha
npenmery Condebho. YnpaBo 3aTo je 3Ha4ajHO IMOCBETUTH MaXKIY MY3MYKOM
GbonKI0pYy, KOjy MMa acCMMETPUYHY ¥ HECTaHIAPAHY PUTMIYKY CTPYKTYPY, U TO
IPBEHCTBEHO Ha OCHOBY IIpMMeHe Oa/JKaHCKVUX TPaAMIMOHAIHNUX IecaMa 3a
ycabuBame 3ByYHOCTH M JOKUB/baja Ay TEHTUYHOT AKCAK PUTMA KOl YYeHMKa.

MOI‘YhI/I HaYMMHN YBOI)e}ba JAKTUMICKOI M AaHAaII€ETCKOTI
odnmka axcax puTrMa

a) JakTwicky oMK yduemeM TpaAMLMOHAIHE IecMe o Cayxy Iyciia mu
maina lagnana y TIo4eTHUM pa3pefiliMa HIKe MY3MUKe IIKOJIe.

[Tpu odpapu nmecme no cnyxy Iyciia mu maina tiaguana (mpumep 1) npuka-
3ahe ce JaKTWICKM OONMK akcax pUTMa, JOXXVB/bajeM HEpaBHOMEPHOCTV PUT-
MMYKMX I'PYIa, IITO je TUIIMYHO 32 MEIIOBNTeE 1 T3B. HapofiHe puTMoBe (Bacumpe-
Buh, 1991: 93), rae cy o BenMKe KOPUCTM aKLeHTH IpU ofpebuBamy Mmerpa
(BpcTe TakTa).

[Tpumep 1. [Tpukas necme Iyciia mu maina iiagruana (Bacupesnh, 1950: 268).
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Ha noueTky MeTO[CKOT IOCTYIIKa 0dpajie ecMe I10 CIyXY, HACTABHUK I1eBa
HecMy y LIe/INHM, Y3 KIaBUPCKY IPaTHhy, Ca IU/beM: JOXKIB/baBamba IIecMe y Iie-
JIVHU Off CTpaHe yYeHNKa, IpUIIpeMe 3a TOHAIUTET Y KoMe he usBogutn necmy,
CTBapama MY3MYKO-PUTMUYKIX MCKYCTaBa, HECBECHOT yCBajama ayTeHTIYHIX
MeTPUYKO-PUTMIYKIX KapaKTePUCTUKA mecMe: 3+2+2 (CMEeHOM HelpaBWIHMX
PUTMIYKMX yfjapa 1 aKIjeHaTa).

IIpe neMoHCTpUpama IecMe Off CTpaHe HACTaBHUKA, haly nMajy 3agaTaxk fa,
cryurajyhu nmecmy, mokyIuajy ia ogpefe Ha KOJIMKO ITOKpeTa 81 TakTupa (Ip-Ba
u, Ipy-ra, Tpe-ha), ofHOCHO, 1a yBU/e KOMMKO PUTMIYKIUX YAapa CafipKu jefjaH
TaKT, Boiehn padyHa o akieHTVMa. BeoMa je 3HaYajHO YK/BYYUTH U HEKY BPCTY
HOKpeTa NPIWINKOM IeBamba IecMe. YueHuIy he BepoBaTHO, IpymucameM pUT-
MIYKNX yAapa y jefHy LielMHY, OCTYIIKMBameM aKIleHaTa, IPeIo3HaTH Ja je
pUTaM TPOCTIOXKaH, Te fia je Moryhe mM3BecTu Tpu IIOKpeTa y jefHOM Takty. Ha-
CTAaBHUK IIeBa YYEHMIIVMMA IIPBY MeJIOfIUjCKO-PUTMUYKY (pasy /iBa IyTa y3 Tak-
THUpambe, TOK je BhUXOB 3a/jaTakK Jja MaK/bMBO CYILIajy ¥ 3aTUM IIOHOBE UCTY MY-
3MYKY LIe/INHY, TakoDhe 1Ba myTa, y3 Taktupame. [loToM, HacTaBHMK neBa cinefiehy
¢pasy #Ba myTa, JOK yYEeHNUIM ITOHAB/bAjy VICTy HAKOH 3aBpIIETKA IIeBarmba Ha-
CTaBHIUKQ, Y3 TakTupamwe. HakoH HayueHe ode ¢pase, hanu ux cnajajy u nesajy y
nenuun. OBaj IPUMHINII CIIPOBOAIM Ce JIO Kpaja IecMe, HAaKOH Yera ce IecMa IIo-
HOBO M3BOJY Y LIe/IMHM ca CBUM CTpOdaMa U IOHAB/bABIIMA, Y3 3ajeTHNYKO TaK-
THUpambe U NIPaThy HaCTaBHMKA Ha K/IABUPY.

Y mameM Tekcty Omhe m3noxkeHU M odjallllbeHM MOjeAMHY HaYMHMU 32 yT-
BphuBame TpaguimoHanHe necMe [ycitia Mmu mMaina UagHana, Kao 1 3a MpuIpe-
Mame 1 yBoheme y4eHMKa y caMy IIeCMY ca acleKTa CHelMpUIHOT aKCaK PUTMA.

1. ITpe odpage necme [ycitia mu maina iagHand, Kao ¥ HAKOH IeHOT YCBajamba
HOXKe/bHO OM OWJIO IeBaTM y akcax pUTMY, Ca HAKTUICKOM IopenoM (3+2+2),
JIECTBUILY W/IVM MeTOAMjCKM 0dpasall, y3/1a3HO ¥ CUIA3HO COMM3ALVIOHNM CTIO-
roBJMMa. YYeHMIIM IIeBajy TaKO IITO HACTABHMK YBeK OfCBMpa IIPBM TOH Ha KJIa-
BUPY ¥ CAOIIIITH OFf KOJ, COIMM3AIIMIOHOT C/Iora he IeBaTy 1ecTBUILY/ MeTOfVjCKI
odpasall, Ha HaBefeHN HauuH (mpumepn 2.1. u 2.2.).

[Tpumep 2.1. IleBame ecTBUIIE COMMMU3ALMjOM Y AKCAK PUTMY Ca JAKTUICKOM IOJIETIOM.
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[Tpumep 2.2. IleBare ecTBMIIE COMMU3ALN]OM Y aKCAK PUTMY Ca JAKTUICKOM IIOJe/IOM.

2. Ilpumena nokpera Tena (pyke, Hore) y3 nepame necMme [yciia mu maina
ilagHana BeoMa je modap HauMH 3a yTBphuBame, unMe du ce HaIIacuo HejeHaK
PUTMIYKN ITYJIC, OMHOCHO HEIIPAaBIM/IHA PUTMIYKA Ipyma (3+2+42), y OKBUpPY Koje
Cy TpM OCMUHe Ha IIpBOj AoOM. MennsMaTnyHa MeJofiujcKa JIMHNUja IecMe, ca
CMEHOM C/I0TOBa (JIMTepapHOT TEKCTa) IIPOMEHOM CBaKe 100e, JOIIPUHOCH JTOTNd-
HOM 13BODemy caMo I10 jeHOT ITOKpeTa 3a cBaKy fody (HIIp. I/becak A/IAaHOBMMA
Ha 1pBY 700y, yap AJIaHOBUMMA O CTO Ha Apyry u tpehy nody), de3 odsupa Ha
MeCTUMWYHY PUTMU3AIN}Y Y BULY OCMIHA, Koje Hehe duTy HarmameHe JOTaTHUM
nokperom. Haumn n3Bobhema nokpera y oBoM 3afarky duhe npepicraBbeH Bu3y-
€THUM IIPUKAa30M BPCTe MOKpeTa M3HAJ| TIMTePapHOT TeKCTa ImecMe (mpumep 3).

[Tpumep 3. Busyennn npukas BpcTe IIOKpeTa 3a n3Boheme mecme
Dycitia mu maina iagnana.

MM Ma - rJja
. r77 :
ry - cTa MU Ma - rja aa

AHaneTcku 00IMK y4emeM TPaguliiOHaHe ecMe o cnyxy Eneno
mome, Eneno y moueTHMM pa3peiyvMa HIDKe My3I4Ke IIKo/Ie

[Tpn odpanu necme no cnyxy Enero mome, Eneno (mpumep 4), npukasahe ce ana-
HIeTCKM BUJL aKcak PUTMA, KOjI, 32 PA3/IMKY Off ZAKTU/ICKOT Od/INKa, Cafp>Kul IpY-
rayyjy puTMUIKY CTPYKTYpa YHYTap TakTa, Ifie je IpyIa off Tpy ocMuHe Ha Tpehoj
modu (2+2+3). MeTopcKM NOCTYIIAK Ipy 0dpaay MmecMe 1o CIyXY je MAeHTUYaH
Kao 11 Kofi odpajie JaKTM/ICKOT BUJIA, C TUM IITO je PUTMIYKA CTPYKTYpa YHyTap
TakTa 1 Opojama goda cneneha: mp-Ba, gpy-ra, Tpe-ha n. BaxxHo je 1a HacTaBHUK
3a BpeMe yuema IecMe (IIOr0TOBO PUTMUYKE KOMIIOHEHTe) 00paTy MaKiby Ha
usBobheme rpyme ox Tpu ocmuHe (rae Tpeha f0da MMa IpoRy>KeHO Tpajame 3a
jenHy ocMuHy). Yuenuuyu he BepoBaTHO MMaTy TeH/IEHIVjY Aa OCMVHE TPYIUIIY
Tako ja tpeha goda Tpaje jenHako Kao U MpeTXOfHe fiBe, y3uMajyhm y od3mp
IJIXOBA IIPETXOfIHA VICKYCTBA U CITYIIHEe IIPefiCTaBe Y Be3) ca pUTMOM (jefHaKe U
IIpaBIUIHE IOfie]ie — M30MeTpudKe CTpyKType). Kako ce usBohemwe Tpu ocMuue y
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TaKTy 7/8 He du M3jeHAUMIO ca M3BODeweM pUTMUUKe GUrype TpUose, Koja je
»YKJIOIUbeHa” Y CUMeTPUYHE I jeJHaKe PUTMIYKe y/jape, y/Iora HACTaBHMKa jecTe
¥ []a ycMepaBa Ha IMPaBI/IHO M3BODheme ayTeHTMYHOT aHAIeTCKOT 0OIMKA aKcak
purMa y necmu Eznero mome, Enerno. Takobe, BakHO je f1a ce mayse, Koje ce OBpe-
MEHO jaB/bajy Ha KpajeBMMa TaKTa, He M30CTaBe, jep Ou TuMe oBaj Metap, 7/8,
IIOCTA0 €KBMBA/ICHTHAH CMETPUYHOM TaKTy 3/4 (mpumep 4).

ITpumep 4. 3anuc necme EneHo mome, Enero.
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Ha oBoM MecTy, Kao 1ITO je Beh HammicaHo y MOIIaB/bY O JAKTMICKOM OOIUKY
aKcak puTMa, duhe mpeacraB/beHa /[Ba HauMHA yTBphUBama TpaaMIMOHATHE
necme Enero, mome, Enero.

1. IIpe odpane necme Enero, mome, Enero, Kao ¥ HAaKOH HEHOT yCBajama
TIOXKe/bHO &1 0110 TIeBaTy MeNIOfMjCKM odpasal] y3/a3Ho U CUIa3HO CONMMM3AIIN-
OHUM croropuMa (mpumep 5.1.) y aHaIeTCKOj PUTMUYKOj CTPYKTYPU akcax
puT™a, moppasymenajyhu mogeny ynyrap takra: 2+2+3. Kao n xop yrephusama
MAKTUICKOT Od/IMKa aKcaxk PUTMA, HACTABHMK he Ha KIaBUPY OfCBUPATH IIPBU
TOH Of KOT YYeHMLIM MMajy 3ajjaTaK fla [eBajy MENOAMjCKM IPUMED, Te UM Ca-
OMIITUTH COMMU3AIMOHM CTIOT Off KOjer 3aIlouNiby M3Boherme.

[Tpumep 5.1. [TeBare cOMMM3AIN]OM MEIOAY]CKOT 0dpaciia y aHaIeTCKOj PUTMUIKO]
CTPYKTYPM aKCaK PUTMa.
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2. Vimajyhm y Buny na je Enexo, mome, Eneno Tpagynmonanta urpa, y3 Kojy
ce IeBa IecMa, yueme 1 n3Boheme Kopaka y CK/Iafly ca pPUTMUYKOM CTPYKTYPOM
¥l CMEHOM aKI[eHaTa y IIeCMY JOTATHO &Y IOMOIVIO yYeHMIIMMA Jja OB/IaJiajy aHa-
IeTCKUM OOIMKOM aKcak putMma. Kopauame y3 m3Boheme mecme Moxe ce mpep-
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CTaBUTM Y JIUTEPAPHOM TEKCTY, NPUKa3oM cnuke (cumdona) kopaka. Behum
cumdonoM Moryhe je IpecTaBUTH Ly>Ke Tpajarbe Kopaka (IpyIa o TP OCMIHe
- PUTMM30BaHe), JOK je MambUM cMMOOTIOM Moryhe o3Hauntu Kpahe Tpajame
Kopaka (4eTBpTMHA Wau iBe ocMuHe). HaBemenu mokpern 3a usBobherme npuxa-
3aHU Cy y npumepy 5.2.

[Tpumep 5.2. Busyenuu mpukas BpcTe HOKpeTa 3a 13BObeme mecMe
Enerno mome, Enero.

S0 B9 @b\'@ S B0 géug

s 00 S e s S
59 59 M g g0 S
L0 s B s s 9

M M é)\@ M M é‘ﬂ

Ax,E neHo MoMe, E JieHo

59 5 2 s s M

He rasu CCHO 3ec JICHO.

3aK/byvakKk

Hamepa oBor paja je ma ce mpepcraBe MOryhHOCTM yIIO3HaBama y4eHMKaA Ca
aKcax pUTMOM IIPUMEHOM y4Yera TPaAUIVOHATHUX [lecaMa, Kao Hodpor TeMerba
3a Hac/lojaBame CIyUIHMX IpefcTaBa HapONHMX, MEIIOBUTUX PUTMOBA, a ca
I/beM KBa/JMTETHE IOCTaBKe KAaCHMjer MYy3WYKOI ONMCMeHaBama y 0dmacTu
(axcax) purma. Paj xapakTepuile IMpeKTaH OCBPT Ha O3ByYaBame MY3MYKOT
¢donkIopa ¥ pUTMOBA KapaKTepUCTUYHNX 32 CPIICKe, dyrapcke, pyMyHCKe ¥ Ma-
KeJJOHCKe TPa/IMIMIOHa/IHE TIeCMe 1 MeIOoMje TPauIIOHaTHUX urapa. ETHomy-
3ukosnor Muoppar BacupeBuh ca TuM y Be3u ucTude fia je ,IIpoljec MOCTaB/barba
3BYYHUX IIpeficTaBa IpecyaH 3a u3Bobermwe HacTaBe putMa [...]” (Bacumesuh,
1991: 95).

HakoH npukasanux Moryhux Ha4mHa odpajie akcak puTMa Kpo3 IIpyuMepe 3a
MAKTWICKU U QHAIIETCKM OQ/IMK, BEOMa je BOXHO MMATI Ha YMY IIOTEHLIMjaTHO
13a30BHAa METPMYKO-PUTMIUKA MeCTa 3a M3BODeme, IIOIyT rpyIa o TpU OCMIHE
y MenoBuTM TakToBuMa (5/8, 7/8, 9/8), Kana je y muTamy MeTapMTMUIKa CTPYK-
Typa. [ToTpedHo je M3BOAUTH MX TAKO Ja Ce OCETH ,IIPOLYKEHO Tpajarbe IpBe/
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Tpehe node 3a jenHy ocMuHYy (JaKTMICKM/aHATIETCKM OO/IMK), @ I HE 3BYYM Kao
TPUOJIA, KOja je ,YK/IOIUbeHa Y KJIACU4aH, AUCTPUOY TUBHM PUTAM, OHOCHO, 130-
puTaM, TaKo fia Cy CBY yiapy paBHOMepHoOr Iynica. Ha 0CHOBY IpeTXOgHuX 1c-
KyCTaBa y4eHMKa ca MEeTPUMYKMM BpcTama (CMMeTpudYaH puTam/jefHaK Iyc),
MOT7IO OM ce IPeTIOCTAaBUTHM Ja he ydeHMIM HACTOjaTH Ha, MEIIOBUTH PUTaM,
U3BOJE Ca jeJHAaKMM PUTMUYKNM Y[apMMa, jep UM je Taj MeTap IO3HaT. YIIPaBO
30or Tora Ou HaCTaBHUK TpedasIo [a y3uMa y 0d3mp mayse Koje ce jaB/bajy ImoBpe-
MeHO Ha KpajeByMa ¢pasa y mecmu (y GyHKIMjI Ipofy>KaBama yapa), ykasyjyhu
yYeHMILIMMA Ha BOXHOCT I1ay3a Kao elleMeHTa PUTMIUYKE CTPYKType IecMe, KaKo
UIX YYEHMIY He OU M30CTaBUIN Y U3BODemYy.

KoHcTatyje ce, Takobe, a je murepapHn (IOETCKM) TEKCT jeflaH Off KIbYYHUX
¢daxTopa y onpehuBamwy JaKTUICKOT, OTHOCHO aHAIIETCKOT OO/IMKA aKCaK PUTMA.
MenusMaTi4Ha Me/TofMjcKa NMHMja, Kao I 4ecTa I10jaBa IuraTypay necmu Eneno
mome, Enero, 4ija je CTpyKTypa aHaIeTCKa, OTeXaBa usBobeme, jep jemaH cior
MO>Ke Jia Tpaje u iBe fode. OBaj eBeHTya/mHy MpodyieM, Koju Oy Morao jja ce jaBu
y u3Bohemy mecMe, CMO NOKYILIIM Ja peBa3ubheMo NPUMEHOM KMHETHUKe, Ofi-
HOCHO KOpaka, y Kpahum u ay>xum Tpajamuma, o3HadyaBajyhu nx cumdonuma
VI3HAJ| INTePAPHOT TEKCTa.

CydnumManyjoM IpeTXOIHOT M3/Iarama JoIasy ce IO 3aK/bydkKa Jja je BeoMa
Ba)KHO IIPEIO3HaTU 3HaYaj MyITU(YHKIMOHAIHE y/IOTe TPafULMOHa/IHe IIeCMe,
KOjOM Ce YYeHUIVIMa MOTY IIPUOIVKITU My3UYKU (PeHOMEHN, HapOYMUTO y 0d/1a-
CTU PUTMa U MEJIOAMKE.
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APPLICATION OF MUSIC FOLKLORE WITH AIM TO MASTER DACTYL
AND ANAPEST FORMS OF AKSAK RHYTHM

Aksak rhythm is an asymmetrical form of rhythm, discovered in the thirties of the 20t
century in Bulgaria and represents the fundamental feature of traditional music of the
Balkan. In this workpaper, the vocal musical tradition will be considered from the aspect
of the dactyl and anapetic form of aksak rhythm of the Serbian, Bulgarian and Macedo-
nian nations. The focus is on the learning of traditional songs with dance (movement),
including folklore elements of the Balkanians, written in the measure 7/8 (7/16), through
the methodical procedure of learning these songs. Accumulating characteristic sounds of
the dactyl and anapetic form of aksak rhythm from the initial grades of Elementary Music
School, students collect music education, thus observe, sense, experience and perceive the
aksak rhythms in the upcoming grades in music school.

Keywords: rhythm, aksak, dactyl, anapestic, measure 7/8 (7/16)
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IIpnmor xapMoHM3a1Mji CPIICKE HAPOJHE MecMe!

Cakerak

Y papy cam aHanmmusupana cefaM CpICKMX HapopgHux necama: C ose citipare [ynasa, Io-
panune hagpanune, Cuitian kamer go xamena, Citione mu ce oxcenu, O gattium 31aiio
snaheno, /lasu, Jlaso, Jlazape u Illinio itiaj cokak aman. CBe mecMe mpeyseTe Cy u3 30upke
Cpiicko mysuuxo dnaio ayropke 3opucnase M. Bacupesuh (1996). ITpso je mpepcrasben
MewipuvuKy tiopegax TecaMa, KOjU je CacTaB/beH Off MENOJNje, IHEeHOT IIyJICHOT HUBOA,
HJMBOA PUTMa CJIOrOBa, U HMBOA putMa peun. OBako HodujeHa MeTpuuka nonudoHmja
HYJM IPOCTOP 32 JIBa TUIIA XapMOHU3allMje: IPBY TUII j€ IUHeapHa XapMOoHU3ayuja, Koja
NpaTy METPUYKM IMOPENAK IecMe, a APYTU TUIl je aKopgcKa XapmoHusauuja, Koja ce
CaCTOju Off aKOP/ia Y 4MjeM CacTaBy Ce Hajlla3e MCK/bY4/BO TOHOBH KOje CafipyKy MeTofMja.
Hajsanm, Tpehm Tunm xapmoHmsaluje cpIcke HapofHe IlecMe IpeficTaBba paspabheHy
aKOPJICKY XapMOHM3AIVjy Y GOPMI COTO TIecMe 3a I1ac U KIaBup.

Kipyune peun: cpricka HapoHa IlecMa, MeTPMIKI TTOpefiak, MeTpuIKa o oHuja, mu-
HeapHa XapMOHM3aluja, akOp/ICKa XapMOHM3al/ja

VBon

Pan ce HaJoOBe3yje Ha IpeTXofHM, odjaBbeH y 300pHMKY pajoa 23. [lema-
rourkor ¢opyma crieHcKux ymetHocty (Mwankosuh, 2021), a koju ce daBno
HOPETKOM PUTMa y CPIICKMM HapoiHuM NecMaMa. OBaj pafi mokasyje Xujepapxujy
MeTpUYKe CTPYKType HapOJHMX Ilecama U3 Koje ce BUAM Ja OHe y cedu Kpujy
COIICTBEHM KOHTPAITyHKT. Ha 0CHOBY MeTpIUKOT ITOpeTKa, KOji je IpefCcTaB/beH
Ka0 CKIUIIA CBOjeBPCHE NapTUTYype, AeduHMIIe ce TOHA/MHA BepTukama. Llnm je
IIPefICTaBUTH IIOCTYIIAK IIPeTBapalba MeTPUYKOT IIOPeTKA Y MY3UYKY IIAPTUTYPY,
Tj. IpUKa3aTy IpoIiec XapMOHM3allMje CPIICKe HapOfiHe IecMe.

Cpricko HapofIHO TIeBalbe MaXOM je jefIHOITIACHO MM JIBOITIACHO ¥ UCTOPU]-
CKM je MHOTO CTapuje of 3aIla{HOeBPOIICKOT TOHATHOT CUCTeMa M TUIA XapMo-
Husanuje. [Ipoljec MysmuKkor onmcMemaBama CTOra MOpa Jja IofipasyMeBa mapa-
NemHO yBoheme XapMOHM30Bamba CPIICKe HAPOJHE MecMe M 3aIlaJJHOEBPOICKY
MYSIUYKY Tpaguyjy. XapMOHM3al/ja CPIICKE HAPOJHE IleCMe IIPENCTaB/ba IMoce-
daH MOAyXBaT U M3NCKYje MPELU3HO odjalllibelbe YUeHUIIMMA/CTYAeHTUMA.

1 OBaj TeKcT, y HEIITO M3MEHEeHOj Caip>KUHM 11 (POPMIU [ieBeT JIEKIIja, 0djaB/beH je y
ITpupyunuxy 3a tpsu paspeg CMIII - tnieopeiticku ogcex — XapmoHcka ipailitoa ayTopa
Munene IlerpoBuh n capaguuka Bepe Mumankosuh (beorpagy, Yapodna ¢pya, 2022 ).



50 Donknop y iegaioiuju congeha / Folklore in solfeggio pedagogy

Hamume, Menopyje cpIcKuX HapOJHMX IlecaMa BPJIO 4eCTO 3aBpLIaBajy Apy-
TUM CTYIHbeM, KOjU ce yodudajeHO XapMOHM3Yje MO/Ty3aBpIIETKOM Ha JOMM-
HaHTH, KOjOj MPETXOAM JOMMHAHTMHA oMMHaHTa. OBaKBa KajleHI[a TOTOBO Jia
IpecTaB/ba MadI0H KOjJ CY TOCTABIIM CTPAHN MYy3W4apy TOKOM JipyTe Jielie-
Huje 19. Bexa. llIko/0BaHM Ha CTPOrUM yp—MOJI TOHATHUM IPMHIMINMA U de3
Iyd/ber IT03HaBaba CPIICKE HAPOJHE MY3IUKe TPAIUINje, CTPAHV My3Idapy HUCY
MOIIM fipyTadnje ja IPYUCTYyIIe XapMOHU3ALj! CPIICKe HapofHe Menopyje. Mebhy-
TUM, TIOy3aBPUIETKOM Ha JOMMHAHTU Cy HECBECHO KPMBOTBODM/IM CMMCAO
mecMe U TUMe jOj Oly3€enu 3aBpIleTaK, a KOJ CIyllanana u3asBaayu yTUCaK Ja ce
IecMa BEYUTO 3aBpIlaBa 3HAKOM IMTara. CpIicka HapojHa IecMa ce He 3aBp-
IIaBa IPYTUM CTYIIHEM, He MIPUIIaJa JyP—MOJI CUCTEMY, HATH je Ca3faHa Off TO-
HOBa Iyp—MOJI JIeCTBUIIE, Beh Cy cacBUM CTapu C/10jeBM Ca3faHy Off IPUPOSHMX
»CTeIleHa” U ,,TIONTyCTelleHa , Ia/lleKO Off TeMIlepalje. Y YeHUIV/CTyaeHT Tpeda
7la 3Hajy Ja Cy elleMeHTH BUIIEI/Iacja y CPIICKOM HapOfHOM IIeBamby dOpHYH, Xe-
TepodOHMja WV IapajIeTHO KpeTame I7IaCoBa, Te Ja je MOTPedHO HmUX KOpH-
CTUTU IPY XapMOHU3ALVjI CPIICKE HAPOJHE IIeCMe U TUME OYyBaTy HheH U3BOPHMI
3BYK U JIyX.

Cepam cprickux HapopgHux necama — C ose cimpare [Jynasa, Iopanure hapa-
Hune, Cuinan kameH go kamena, Cimone mu ce onenu, Op gaimum 3naimo snahemo,
Jlasu, Jlaso, /lazape v Illino wmaj cokak aman npeysete cy n3 3dupke Cpiicko my-
3uuxo dnaio ayropke 3opucnase M. Bacupesuh, odjaBmene 1996. ropune y us-
mamy deorpazmcke IIpocere. IIpBo cam mpefcTaBuIa HBUXOBE CKPUBEHE Me-
TPUYKE HUBOE: ITyJICHU HUBO, HUBO PUTMA C/IOTOBa M HUBO puTMa peun. OBako
modujeHa MeTpuyYKa MOMMQOHMja IIOCTaIa je OCHOB 3a JBa Ha4ylMHA XapMOHU3a-
Luje CpIcKe HapopHe necMme. [IpBy HauMH jecTe NMHeapHa XapMOHU3allMja, KOja
IpaTy METPUYKM IOpefaK IecMe, a APYry HadMH je aKOp/iCKa XapMOHU3allyja,
KOja IofjpasyMeBa ynoTpedy aKopjia CacTaB/beHUX CaMo Off TOHOBA KOji ce Ha-
mase y Menopuju necme. OBaj Apyru TUII XapMOHM3aLMje MOXKE Jia Ce paspaju u
pasBuje 10 hopMe COMO TecMe 3a ITTaC U KIABUPCKY IPaTby.

3a cBaKy Of] ceflaM HaBeJJeHNX [lecaMa IPeCTaB/beHM Cy HbUXOBYM METPUIKI
HIBOM ) JIBa TUIIa XapMOHM3alje. 3a IecMe Koje He JOHOCE aKOPACKY XapMo-
HY3AIYjy, TpefBuheHo je fa je yYeHUIV/CTY/IeHTU caMi CauliHe.

C one ciupane /Iynasa

ITecma C one ciupane [Jynasa mopekiom je us Yypyra y Cpemy (Vasiljevié, 1996:
44). Kaga Menopuju mecme JOfaMo JIMHUJY IYJICa, TMHUjy PUTMA CIOTOBA U JIN-
HIjy puTMa pedn, foduhemo momidoHy MeTpUUKy CTPYKTYPY WM METPUUKY
nonudonujy (mpumep 1), y Kojoj HaM 1uHMja pUTMA pednt (HApOUUTO y TAKTy 5
1 7) OTKpUBA TajHy HEBUJ/bUBOT KOHTPAIyHKTa oBe necMe (Mmnankosuh, 2021:
60).
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[Tpumep 1. Metpuuka monudouuja necme C one ciiipare Jynasa.

Tnac
Co-ne crpa-ne [ly-Ha-Ba  u-ma jen-Ha ko-ne-6a. VYV ko-ne-6u  ce - ka, ra-pa-Ba,na Jie-ma.
e[ g S L L)) )
yac |5
(o J0 V)V O M
e SV O N R Y 8

Mebytum, ykonmko d1cMo xeennu ga XxapMoHusyjemo necmy C oxe cinpare
Jlynasa, a ma He yIIaIHEMO Y 3aMKY yCTa/beHe IleMe ITPaTibe Y 3aIIaIHOeBPOIICKOM
IyxXy, Tpedano Ou ma KOPUCTMMO CaMoO TOHOBE KOju ce Hajase y Menoauju. Me-
noauja odyxBara TOHOBE Of Ile; [0 Te;, ITO 3HAYM Ja HeMa MoryhHocTu ja ce
KOPHUCTE NOTIIYHM aKOpAN CYSJIOMI/IHaHTe I TOMMHAHTE Jep HEMa HI HIECTOI, HN
CefIMOT CTyIba. Pememe je ma ce KOpUCTU IPUHIMNII TMHEAPHOCTH, OTHOCHO
KOHTPAIIYHKTA, IIpeMa Beh II03HaTOM MOpeTKy MeTPUYKMX C/IojeBa ImecMe (TIpiu-
mep 2).

ITpumep 2. JInneapua xapMmonusauuja necme C owe cilipare [yHasa.

J=100-120
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T'nac {

Co-ne ctpa-He [ly-Ha-Ba  H-Ma jen-Ha Ko-ie-6a. VY Ko-le-6u ce - ka, ra-pa-Ba,lia Jie-Ta.

Ilynac

Puram
CIIOTOBa

7

Putam | g
peun |

Jlpyru HauMH XapMOHM3alMje NCTOMMEHE ITeCMe jecTe yIoTpedoM akoppa
Koju ce rpasie of nocrojehux TonoBa necme (mpumep 3).

[Tpumep 3. Axoppcka xapmoHusanuja necme C oxe citipare Jlynasa.

J=100-120

Tnac { T f————

Co-ne crpa-He [ly-Ha-Ba  M-Ma jen-Ha Ko-le-6Ga. Y ko-ne-6m ce - ka, ra-pa-Ba,ma Jic - Ila.

Xapmoncka A—F— | — = ——— —— —F—F—F—F —F—F—

npatma %
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Hajsapn, oBakBa XxapMOHM3alMja MOXe J1a ce paspajy KJIAaBUPCKM U Jia ce
HapoJjHa IlecMa cadnHM y popMu IecMe 3a IV1ac U KIaBup (mpumep 4).

IMpumep 4. Ilecma C owe citipare [Jynasa 'y Gopmu coso mecMe 3a I71ac 1 KJIaBUP.

Bepa Munankosuli, 2004
A Allegro mf
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Topanune haganune

[Tecma Iopanune haganune nopexnom je ns ITpuspena (Vasiljevi¢, 1996: 130).
Vcnop opurrHamHe MenoaMje IecMe 3aliCcaHa je IMHYja HepaBHOMEPHOT ITyJIca,
3aTUM /IMHYja pUTMa C/IOTOBA U Haj3aj IMHMjAa PUTMA pedl, Te je JoOujeH Me-
TPUYKM ITOpefiaK mecMe (mpumep 5).

IMpumep 5. MeTpuixu nopenak necme Iopanune haganute.
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[IpBU HAYMH XapMOHM3aLVje ITOApa3yMeBa IMHEAPHOCT, IpeMa HOPeTKY Me-
TPUYKMX HUBOA IecMe (mpumep 6). MeTpuuky mopenak He Mopa Aa dyfe caMo
PUTMMYKY BOAMY 3a TMHEAPHY XapMOHM3a1ujy, Beh cam 1o cedu moxxe fia mpep-
CTaB/ba ,IAPTUTYPY 32 yAapadke MHCTPYMEHTe, KOju HeMajy ofpeheHy BucuHY
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TOHa, Kao TO je OpdOB MHCTPYMEHTAPHjYM VI MMIIPOBU3OBAHY MHCTPYMEHTH
pydHe uspagpe, Kopuirherbe COICTBEHOT Te/la Ka0 MHCTPYMeHTa (Tamuame, CTe-
IOBame I CIL.).

Ipumep 6. JIuneapua xapMoHusanuja mecme Iopanumne haganute.
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AKo dMCMO TOKyIIAIM fa MCTY HeCMy XapMOHM3YjeMO aKOPACKM, OHJa
ducmo akopze rpagym Kopuctehm caMo TOHOBE KOji ce Hajase y CacTaBy Meno-
nuje (mpumep 7).

ITpumep 7. Akopyicka XxapMoHU3aluja necMe Ioparune hagarute.
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Cuilian kameH go kameHna

[Tecma Cuinian kamer go xamera notude n3 [IpeBba, a mpumnaza odpegHnM, Ta-
ko3BaHMUM hypheBmanckum necmama (Vasiljevi¢, 1996: 95). MeTpuuku mopenak
Ce CacToju M3 MCTHX HMBOA (IIy/IC, pUTaM CIOr0Ba I PUTAM Pedn), ¢ TUM IITO je
paBHOMEpAH IIyJIC IIeCMe, KOji je HepaBHOMEpHO pacnopebeH, ycroBno mojasy
YeTBPTOT HMBOA — pUTMa Mepe (pumep 8).

[TpuankoM XxapMoHU3anuje ynorped/beH je IpBY TUII — T HeapHa XapMOHU-
3alyja mpemMa pacropesy MeTpUYKMUX HuBoa (IpuMep 9), a YUYeHUIN/CTYReHTH
MIMajy 3aflaTaK fia Off TOHOBA Off KOjIX je cauuibeHa MeJIofiija HalpaBe aKopie 1
APYTHU THUII XapMOHM3ALje.
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ITpumep 8. Vsrnen meTpuykor nopetka necme Cuttian kameH go kamena.
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[Tpumep 9. JInneapHa xapMoHusanyja necme Cuttian kameH go Kamena.
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Citione mu ce oxceHu

Cpricka HapopHa iecMa Citionie Mu ce oxceHu TIopekiIo je u3 Ilpuspena (Vasiljevic,
1996: 163). Menonuja mecma je oduMa CeKCTe, Tj. ped je O HEMOTIIYHO]j AyPCKOj
JIeCTBUIIM de3 CeIMOT CTYIHa. Y METPMYKOM MOPETKY IIecMe BU/VIMO Jia je ITyJIC
HepaBHOMEpaH, a fla ce pacropes Kpahux, OfHOCHO JyXXMX Iy/ceBa IO LIeMI
2+2+3 3agpyxaBa TOKOM 4nTaBe necMme (mpumep 10).

[Tpumep 10. Metprukn nopenak necme Citiosie mu ce 0xceHuU.
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Crneny pyKas IMHeapHe XapMoHM3anuje oe mecMe (mpumep 11). Yuennum/
crypmeHTy Ou Ha 4acy condebha Tpedano na n3Bope BuIeriacHe MeTPUYKe apaH-
xMaHe niecMe Ciiozie MU ce 0xeHu, Kao U Jja HallpaBe aKOPAICKY XapMOHM3aLUjy
VICK/bYYMBO Off TOHOBA O KOjUX C€ IleCMa CacToju.

[Tpumep 11. JInneapHa xapmoHusauuja necMme Citiosie mu ce oxceHuU.
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O¢ gainum 3nainio 3naheno

[Tecma O¢p gamum 3naimo 3naherno Bopgy mopekno u3 Bpamwa (Vasiljevi¢, 1996:
153). Odum menopuje je cenTuMe, a IECTBULIA je CTAaHJAPHA MOJICKA, C TIOBMIIIE-
HJM YeTBPTUM VM CHVDKEHUM CEMUM CTYIbeM. Y MepH g pacropen kpahux, ofi-
HOCHO JIy>KUX IIy/ICeBa je CTaTHO 2+2+2+3, IITO ce BUAK Y O/ OHOj MEeTPUIKO]
CTPyKTypu necme (mpumep 12).

[Tpumep 12. Metpuukn nopegak necme O¢ gaitium 3natio 3naheHo.
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JIuneapHa XapMoHU3auuja ypeheHa je npema MeTpUYKMM HUBOMMA IIeCMe
(mpumep 13), a 3a1aTak yU4eHNKa/CTyAeHaTa jecTe Ia CadlHe aKOPACKY XapMOHM-
3anujy, kopucrehn caMo TOHOBe KOji ce Hajlase y IecMIL.
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ITpumep 13. JInneapra xapMonnsanuja necme O¢ gaitium 3naiiio 3naheno.
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J/lasu /laso /lazape

[Tecma Jlasu Jlaso Jlasape je odpenHa 1 mpuIajja gasapuiiama, a HOPeKIoM je 13
Yypyra y Cpemy (Vasiljevi¢, 1996: 97). Maxko cy JIasa u Jlasap HanmcaHM BeTMKIM
CTIOBUMA, He Paji ce O BJIACTUTYM VMMEHNUMa, Beh 0 HasMBUMa IPOMCTEK/INM 13
IJIarosa 71a3uiiiy WTo 3Hauu iys3uiiu. Odum mecme je cekcta. Ilync je HepaBHO-
MepaH, a MeTPUYKa CTPYKTypa M3y3eTHO 3aHVM/bUBA, jep ce Meba He caMo dpoj
noTe3a y TakTy, Beh u pegocinen kpaher (BopenHor) u gy>er (TpoienHOr) Imyca
(mpumep 14).
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ITpumep 14. Merpuuku nopepak necme Jlasu /laszo Jlazape.
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Y HacTaBKy TeKCTa IIPUIOXKEHa je TMHeapHa XapMOHM3aluja necMe (mpumep
15). IomTo mecMa Moxke XapMOHCKM JIa Ce Yyje TaKo Ja je TOHATHM LjeHTap TOH
ed, a Ia ce MeoAMja 3aBplaBa Ha [PYTOM CTYIIbY, YYeHNI/CTyeHT) Tpeda fja
0] 13[JBOjeHNX TOHOBA Off KOjMX Ce IlecMa CacTOjy CauliHe IbeHY aKOPACKY Xap-
MOHU3aLNjy.

[Tpumep 15. JIuneapua xapMonusauuja necme /lasu /laso /lasape.
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Hlino wmaj cokax aman

ITecma Iliwo waj cokax aman notude ns Kococke Murposuie (Vasiljevi¢, 1950:

22). Menopuja mecMe y 0dMMYy je CeNTMMe, a IECTBUIM HEIOCTAje IPYTU CTYIalb.

Ilecma je y METpMYKOM CMUCIIY jOoLI 3aHUM/bMBHMja of iecMe Jlasu Jlaso Jlasape:

IIPBU JBOTAKT je y MEPU § c mcTum pacriopezoM mysncesa (2+3+3), oK HapefHu,
9

IIOHOB/BbEHM [IBOTAKT JJOHOCK CMeHy Mepe § (2+2+3) m 8 (2+2+2+3) (mpumep 16).

IIpumep 16. Metpuuku nopenak necme Ilitio maj cokax ama.
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[la Ou ce MeTpuuKe IIpOMeHe y IeCMM JIaKIlIe IIpelo3Hajle, TMHeapHu Xap-
MOHCKY apaH>KMaH MOXKe Jla YK/bY4U U pUTaM Mepe. 3aHMM/bMBO Ou OUJIo ja OBY
JIVHUjY U3BOAY HEKV yapadyKy MHCTPYMeHT (mpuMep 17). YueHunu/crypmenTu
Tpeda /ja caurHe aKOPACKY XapMOHM3AIM]y Off TOHOBA KOjJi Ce Ha/lase y MeNonuju
mecMme.

[Tpumep 17. JInuneapua xapmonusauuja necme Illiio iiaj cokax amax.
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Jla ducMo MpUMIIN CBY JIETIOTY CPIICKe HapOJHe TecMe, Tpeda IIPBO MeTPUIKM
7la je ynosHaMo. 3Ha ce Jia je MMPCKM TeKCT HapojHe IecMe OCHOBHU IOKpeTad
nesama. Ha HacTaBu condeba yrmosHaBame My3MyKMX IOjMOBA 3aIIOYNIbE ITe-
BambeM ITleCMe C TEKCTOM, ¥ TO He caMo 3Q0T Tora IITO IecMa 00yXBaTa /iBe YMeT-
HOCTY, TI0€3Mjy ¥ My3MKY, Beh 1 3aTO IITO HaM TMPCKM TEKCT IOMaXKe Y OTKPH-
Bamy KapaKTepa, TeMIIa, ITy/ica 1 0d/InKa, Kao ¥ acreKaTa pUTMUIKOT OpPraHy-
30Bamba: IMHAMIYKOT, XaPMOHCKOT ¥ MEIOIMjCKOT PUTMA.

Kako y jemHOITTacHOj HapOIHOj MeIOAVj1, Koja ce meBa y Ipupopu, des
VIKAKBe ,TIpaTe’; OTKPUTHU YHYTPAIIbY CTPYKTYPY 1 enoTy? KakBy ,Iparmy”
MO>Ke TIecMa Jia TIPVMI, a fIa joj ce He HapyLIM CaBPIIEHOCT HheHe IPOoINopIyje,
jéep 3HaMo Jla ce ycaBpIIaBaja 0K Cé BEKOBMMA IIPEHOCH/IA C KOJIeHA Ha KOJIEHO?
Opnrosop je jeqHOCTaBaH: moyeheMo off MopeTKa HEHOT MeTpa jep MeTap HyAu
MoryhHOCT 3a ITpaB/berbe paTmbe. MeTPIIKIL ITopefiak MpeCcTaB/ba X1jepapxuj-
CKM TIpVIKa3 JMHYje IyICa, TMHMje PUTMA CJIOTOBa 1 IMHMje puTMa peun. OBako
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nodujeHa nomipoHa MeTPUYKA CTPYKTYpPa jecTe OCHOBA 3a IIpaB/berbe IBa TUIA
XapMOHCKe IIpaTHe — IMHeapHOT U aKOPACKOT. JIoK ce MMHeapHa XapMOHU3aIja
TPajil y OIHOCY Ha JIMHeapH!U IOpeflaK MeTPUUKMX HIBOA, aKOP/CKA XapMOHM-
3aI[yja mofpasyMeBa IIpaTiy Koja ce cacToju off akopya usrpabennx camo u uc-
K/bY4MBO Off TOHOBA KOji ce Hanase y Menoauju. OBaj pyru THUII IpaTbe MOXKe
Jla TIpefiCTaB/ba M3a30B YUEHNIIMMA/CTyAeHTIMA JIa Ta caMI IpaBe, CTBapajyhm
TAaKO aKoOp/ie KOjy IO CKJIONY U 3BYKY HeMajy HMKaKBe CIMYHOCTYU C KIACHYHUM
3aIIaJIHOEBPOIICKMM aKOPACKUM CTpykTypama. Ha Taj HaunH he ce yyennum/cry-
JIeHTH YBECTH Y apXalYHM 3BYK IIpaTHe CPIICKe HapOJHe IleCMe, Pa3yMeTH HbeHy
CTapuHy 1 ToTpedy Ja keHa IpaTba Oyfie pyraunja off JOCalallbLX, yodudaje-
HUX pellea KOje Hy[y 3aIaJHOeBPOIICKa XapMOHNU3aLja. YBUJL Y XUje€PapX1jCcKy
MeTPUYKy CTPYKTYPY CpIICKe HapofiHe IecMe Ipy)a ¥ MOTYhHOCT ckamama
npupopHe ckuie Moryher apaH)kMaHa IlecMe 3a pa3He MHCTPYMEHTAJIHe, Ofi-
HOCHO BOKaJIHE CacTaBe.

JIuteparypa

Vasiljevi¢, Zorislava M. (1996). Srpsko muzicko blago. Beograd: Prosveta.

Munankosuh, Bepa (2021). ITopenak put™a y cpIckoj HapogHoj mecmu. ¥: M. Ilerposuh
(Yp.), Peromen puitima - tiopekno, ussoherve, 3Hauerve, 360pHux pagosa 23. Ilegaiowikoi
popyma cuerckux ymeturociiu (ctp. 59-64). beorpan: ®axynreT Mysuuke YMETHOCTIL.

CONTRIBUTION TO SERBIAN FOLK SONG HARMONIZATION

Seven Serbian folk songs have been analyzed for the purpose of this article: S ove strane
Dunava, Goranine Cafanine, Sitan kamen do kamena, Stole mi se ozeni, Of datim zlato
zlaéeno, Lazi Lazo Lazare and Sto taj sokak aman. They all are taken from the book Serbian
Music Heritage by Zorislava M. Vasiljevi¢ (1996). Songs’ metric hierarchy has been repre-
sented: melody, pulse, rhythm of syllables, and rhythm of words. This metric polyphony
is a starting point for creating two types of harmonization: linear harmonization, which
follows the song’s metric hierarchy, and chordal harmonization, made of chords composed
only of tones found in the melody. Finally, the third type of harmonization presents an
elaborate chordal harmonization in the form of Lied for voice and the piano.

Keywords: Serbian folk song, metric hierarchy, metric polyphony, linear harmonization,
chordal harmonization
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3acTyI/beHOCT HAPOFHUX ecaMa y YHOeHnImMa
npegMeTa My3MuKa Kynrypa y Penydnunu XpBaTckoj u
Penrydmunu Cpduju: ananmmsa yndennka
3a IIpBa TPU pa3pesa OCHOBHE LIKO/Ie

Cakerak

LIwp oBOT MCTpaKMBama je YTBphUBame pacIpoCcTpambeHOCTH HAPOJHNX IecaMa Ha-
MEeIEHMX IIeBalby y HACTaBM My3M4Ke KyAType Yy IpBa TpU paspefa OCHOBHE LIKOJIE Y
Xpsatckoj u Cpduju. VicTpaxxnBarbe je CIIPOBEIEHO aHANMNM30M CafipKaja yiIOeHNKa My-
3MYKe KYIType 3a IpBa TpU paspefia KOju Cy ce KOPUCTUIM Y XPBATCKUM U CPIICKUM
OCHOBHIM LIKO/IaMa y IIKOJICKOj 2020/21. Onadpanu cy ynudeHuum 4eTupy 13aBaya, 1o
IBa M3aBava u3 cBake sembe. V3 Xpparcke cy usgasaun [llkoncka Kiura u Anda, a us
Cpdnje Kirer n Hosu Jloroc. MeTofa ncTpa>kuBama Koja ce KOPUCTI Y OBOM MCTPaXKI-
Balby je MeTOfla aHa/m3e cafipkaja 1 ynopebusama ydennka. Pesynraty mcTpaxmpama
[I0KA3a/1M CY JIa je 3aCTYI/beHOCT HAPOJIHNUX TIecaMa y Y HaCTaBU My3UUKe KyIType y IIpBa
TpU pa3pefia OCHOBHe LiKojie fodpa. Hajsehu dpoj HapopHuX mecaMa HaMembeHMX IIeBaby
HaJIa3} ce Y YIOEHMKY 3a My3MUKy KYITYpy cprickor uspgasada Hosu Jloroc. ¥V yndenn-
IMMa CPIICKMX M3flaBada demrhe ce IIOMUEbY JOATHM 3aJaliM Koje Tpeda peannsoBaTy
HAaKOH ydema IecMe Ha yxo. To je Hajuenrhe msBoberme mnmm cvmibame Kopaka, U
usBobeme MM OCMUIIbaBabe PUTMIUKE IpaTbe ecMe. HapopHe mecMe HaIMOHaTHMIX
MambJHa U IlecMe IPYTUX ONMMCKMX HapOJia HIUCY 3aCTYIUbeHe Y BeMKOM dpojy HU Y jef-
HOM YIIOeHUKY.

Klby'-l]-le peumn: HapoJHa I1ecCMa, 9acoBM MYy3M1IKe Ky/ITYyp€, OCHOBHA IIKO/IA, YI,ISEHI/ILU/I

VYBop,

Ha moTpedy yBobema HapopHux mecama y HacTaBy MY3MKe, HEIIPpEKUJHO ce
ykasyje jom og 18. Bexa. To je pasym/p1Bo, 0031poM Ha To fa ce moTpeda yBohemwa
HApOJHMX IlecaMa apryMeHTMpPa YMIbeHUIIOM Ja je 18. Bek moda Koje MHTeH3M-
BUpa oTpedy pasBujarma I HErOBamba HAI[IOHA/IHe CBeCTI. VI3 Tor mepunopa, Tpe-
daso du HajIpe M3ABOjUTH MIBAjIIAPCKO-(PaHITyCKOT (prmo3oda, KibVDKeBHIKA 1
mysuyapa yKan-7Kaka Pycoa, Ha Kor ce, y cBojoj Ilegaiouikoj tiposuHyuju, I03%-
Bao u lere, 3aroapajyhu onroj mytem mysuxe (Rojko, 2012). ITopen Pycoa xoju
ce 3ay3MMao 3a IIPOJOP HAPOJHUX IIecaMa y LUIKOMY, OfJHOCHO MY3MYKYy HaCTaBy
3dor cBoje jemHoctaBHOCTHU 1 mpupopgHocTu (Davidson, 1971; Rousseau, 1957;
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Svalina, 2018), nHTepecoBame 3a HApPOAHY IIECMY Ce HACTaBWIO M Y HAPeLHUM
BeKkoBMMa. Y 20. BeKy ce I10jaB1o 3HaYajaH dpoj My3MUKMX IIeflarora Koju cy dvmmm
BPJIO aKTVBHM y HACTOjarby A apMPMUIITY HapOfHE ITeCMe Y OCHOBHIM IIKO/IAMa.
OBpie MO>xeMO TOCeOHO M3/IBOjUTY HeMadyKor Mysudkor neparora @pura Jomea
(Fritz Jode) xoju je mokymao jja rmoBeke HapoOfHe IleCMe Ca IUIECOM U JiedjoM
UTpOM (Svalina, 2015), xao n Mal’)apcxor MY3WYKOT IIeflarora, KOMIIO3UTOpa U
eTHOMYy3uKosora 3onTaHa Kozasba Koji je cMaTpao ma Oy OCHOBHO CpefiCTBO Ha-
cTaBe My3uKe Tpedano ma dyzme HapofmHa My3MKa COICTBeHOr Hapopa (Brooke
Bagley, 2009; Dullea, 2009; Houlahan & Tacka, 2015). C tum y Be3u, pe3yaTaTu
HeJJaBHMX MCTPaKUBamba IOKa3yjy Aa O1 yuyeHuIy, IpeMa caipskajy JoKyMeHaTa
MY3MYKOT KyPUKYTyMa Pa3INunNTIX eBPOICKIX 3eMajba, Tpedaso fIa, mopex ae-
4ije 1 3adaBHe, I1eBajy HApOJHE ITeCMe KaKo 113 3eM/be Y K0joj KIBe, TaKO U OHe
Koje cy OuTHe ofjpeffHILIe MJICHTUTEeTa HAL[IOHATHUX MabJHA Y IPYTUX SMUCKMX
Hapopa (Svalina, 2015; Simunovi¢, 2014). Ha Taj HA4MH, YYEHUK He 01 caMo us3-
rpahuBao ocehame emmaTuje nmpema ApyruM HapopuMa M KyATypama, seh ou n
pasBujao MO3UTVBAH OHOC Ka OIIITEeYOBEYAHCKNMM XYMaHUCTUYKIM M HAIVIO-
HaJTHMM BpeJHOCTMMa. PasBujame cBeCTH O HAIMOHATHO] U AP>KaBHOj MpUIIaf-
HOCTM, HETOBabhe HapOoJHe TpaauliMje 1 Ky/IType, Kao ¥ KyIType IPYTUX Hapoza,
OCTBapyje ce Kpo3 IubeBe I 3a/laTKe HACTaBHUX IIpefMeTa y XpBarckoj n Cp-
duju, meby xojuma je mysmuka xynrypa. Haume, odpa3oBHM craHgapiu XpBar-
CKIIX U CPIICKUX KYPUKY/TyMa HacTaBe My3udke KynIType 3a mnabe paspene (VBa-
nwosuh, 2007; Sudzilovski, Cali¢ & Ivanovié, 2012; Sam Palmié, 2015; Svalina,
2015; Svalina & Zeli¢, 2020 Cali¢, 2011; Cali¢ & Grki¢, 2013), npeasubajy na ce
Y4YEHUK IPeKO 3a/jaTaKa, Be3aHNUX 32 HETOBame CIIOCOOHOCTY M3Bohema Mysnke
KpO3 IIeBalbe 1 CBUpaAbe, IOTOM C/IylLIalbe MY3VKe, HOACTUIIAbe CTBAPATauKor
aHTa)KMaHa, Kao 1 IpMMeHa HapoJiHe IlecMe Y IIPOoIlecy pajja Ka CBeCHOM My3!y-
KOM OIMCMEaBalby, YIO3HA Ca II0jMOM HAapOJHOT CTBApPA/IAIITBA, KOHTEKCTOM
HacTaHKa HapOJHe IleCMe, IbeHUM CIeUIYHIM U3BOhauKuM cacTaBuMa U My-
3MYKUM KapaKTepUCTUKAMA.

ITopep Tora, y ocTBapMBamy cafjp>KajHHjeT yIIO3HaBamba, yCBajama, Kao 1 J10-
JKVB/baBamba HapoOJgHe My3)M4Ke Tpajuliyje, BeIUKY Y/IOTY UIPa 3aCTYI/BEHOCT
HApOJHMX TlecaMa y YHOeHNIMMa My3U4Ke KYJIType — pelpe3eHaTa KyaType y
K0joj mere oppacta (Plut, 2003; Vigotski, 1996). CxoHO ToMe, XeIMMO fia, OBUM
pajoM MOHYAMMO aHa/nMM3y Koja he carmegaty HMBO 3aCTYIUbEHOCTU HApOHUX
necaMa y cafip>kajuiMa aKTyelTHUX aKpeUTOBaHNX YIIOeHNKa My3/YKe KY/IType Y
Xpsarckoj u Cpduju.

HI/UI) NCTpaKBabha 1 UCTPAKNBAYKA INTakba

3a moTpede OBOT pajia CIPOBEN CMO MICTPAXKMBambe Koje je MMao 3a Iub Ja
YTBPAU PacIpOCTPameHOCT HAPOJHMX IlecaMa HaMeHeHNX IIeBamy Y HaCTaBU
My3HU4Ke Ky/IType y IpBa TpU paspefa OCHOBHe mKore y XpBaTckoj u Cpduju.
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Ha reme/by HaBemeHoOT 1mba, fedyHucanmm cMo ciefeha deTupy ncTpakuBadka
nuTama:
1) Komuko je mecama mpejyioyKeHNX HaCTAaBHUM IJIAHOM 1 ITPOTPAMOM YKJby-
4eHO y I0jefiIHaYHe ylIdeHnKe?
2) KaxBa je 3acTyIUbeHOCT HAPOJHUX IlecaMa y IOjeAMHUM yIdeHunma?
3) Y xojeM YIIOEHUKY Cy Haj3acTyIUbeHMje HapOfiHe IecMe?
4) KakBo je mopex1o HapOgHNX IecamMa y yIOeHUIIMa My3UdKe KyIType?

Mertoponoruja

Y3opak. Y30pak MCTpaKuBama 4nHe yIIOeHMIM My3U4YKe KY/IType Of IPBOT [0
tpeher paspena ocHoBHe mikone. Ofadpanu cy yiOeHuIy yeTnpy n3gaBada, 13
CBaKe 3eM/be II0 IBa M3flaBaya. VIsgaBaum mns Xpparcke cy Illkoncka Kmura n
Anda, a us Cpduje Kner u Hosu Jloroc. Ayropu tux yndenuka cy cinepehn:
- Janppamek, Bragyuvup n ViBaum, Jenena (2019). Pasuipanu 3syyu 1. 3a-
rped: llIkoncka Kpura.
- Janppamek, Bragyuvup n ViBaum, Jemena (2020). Pasuipanu 3syyu 2. 3a-
rped: llIkoncka Kmpura.
- Janppamek, Bragumup n ViBaum, Jemena (2020). Pasuipanu 3syyu 3. 3a-
rped: lIkoncka Kura.
— Aranacos ITwmpek, [Juana (2019). Moja inaséa 1. 3arped: Anda.
- Aranacos ITwmpek, [Juana (2020). Moja inaséa 2. 3arped: Anda.
- Aranacos IImmex, [Inana (2020). Moja inazéa 3. 3arped: Anda.
- Muxajnosuh bokan, [Jparana u Vman, Mapuna (2016). Mysuuka xyniypa
1. Beorpan: Hosu Jloroc.
- Muxajnosuh bokan, [J[parana u Vman, Mapuna (2016). Mysuuka xynitiypa
2. beorpan: Hosu Jloroc.
- Muxajnosuh bokan, [J[parana u Vman, Mapuna (2016). Mysuuka xynitypa
3. beorpan: Hosu Jloroc.
— Ipyjuh, ladpujena n Coxonosuh Vrmwauesuh, Maja (2016). My3uuka kyn-
wypa 3. beorpap: Kier.
- Ipyjuh, ladpujena nu Coxonosuh Vrmwauesuh, Maja (2019). My3uuka kyn-
wypa 3. beorpan: Kner.
— Ipyjuh, Tadpujena u Coxonosuh Vrmwaueuh, Maja (2020). Mysuuxa xyn-
wypa 3. beorpap: Kier.

Meitioga ucitipaxcusaroa. Y OKBUPY OBOT MCTPaXKUBamba Ce€ KOPUCTH/IA METOMA
aHa/mM3e cafipkaja 1 ynopehusama yiideHnka Mysnuke KyaType 3a IIpBa TpU pas-
pefia Koju Ccy y ynorpedu Ipyu XpBaTCKUM M CPICKMM OCHOBHMM IIKOJIaMa y
IKO/ICKOj 2020/21. AHanusupaHe Cy IecMe Koje ce I0jaBIbyjy y yLIOeHMIMa,
HOfaLM O TOPEKITy IecaMa M yIyTCTBA KOja Cy y4eHUIUMa JlaTa y Be3u ca U3-
BoDhemeM HapOJHMX IecaMa.
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Pesynratn

ITpema xpBarckoM HacTaBHOM IUTaHy M mporpamy 3a ocHOBHY wkony (M3O,
2006) y OKBUpPY HacTaBe My3M4Ke KYAType y IIPBOM pas3pefly y4eHuuu tpeda ja
Hayue Jia [IeBajy IBaHAeCT HAPOJHMX IecaMa. YIIOeHUK My3uuKe KY/IType 3a IpBI
paspen uspaBauke Kyhe IlIkoncka kmura (Jangpautexk & ViBamm, 2019) cagpxu
CBera TPy IleCMe U3 IpefIjIora HaCTaBHOT IPOrpaMa 1 ocaM HapOfHIX [lecama Koje
HIICY YBPIITEHe y HACTABHY IIPOTpaM. YIIOeHUK My3IW4Ke Ky/IType 3a IIpBY pa3per
uspasadke kyhe Anda (Aranacos ITubek, 2019) cafpxxu cBera et Iecama Koje
Cy IIpejyIoKeHe HaCTaBHMM IIPOrPaMOM 3a IIPBU pas3pel, Kao 1 LIeCT HaAPOJHMX
mecama Koje ce He Hajlase y 13dopy mecama oBor mporpama. Kaga je ped o mpu-
CYTHOCTV HapOJHMX IIeCMa IPYIMX Hapofa, y IPeIory HaCTaBHOT IIpOorpaMa Cy
3acTyIbeHe JiBe HaponHe necMe 13 IlIBencke n Cnopauke. Vcre cy 3acTymbene y
yudennky nsmasada Anda, 1ok je y yndenuky Illkorncke Kmbure, yMecTo clioBadke
HapoJjHe IecMe, JjaTa jolI jefiHa MBefcKa HapopHa rmecma (Taderna 1).

Tadena 1. 3acTyIbeHOCT HAPOZHNUX II€CaMa Y XPBATCKMM YIIOEHNIVIMA MY3IUUIKe
KYITYpe 32 IIpBU paspef.

HIIII IIKOJICKA KIbUTA AJIDA

W, yi, v, ja cam mMann CBaTKoO 1Ma IOM Ja mocujax pemy

MMII (ITocaBuna)

EH Ten TuHM Paj ce orBOpMO EH TeH TuHM

Teue, Teve, ducTpa Bopa Teue, Teve, ductpa Boza (IlocaBuna) Tede, Teue, ducrpa Boga

(ITocaBuHa) (ITocaBuna)

Moj mom Y nmonoh 3BoHIIe MaIo ITjesaj mu mjeBaj coxome
(JTuka)

Jeuyja nockounna (Vicrpa) Jedvja mockounna (Vcrpa) Ieuyja nmockouna (Vicrpa)

Csetu Huxo cBujerom meta IljeBasna je mruma Koc Kanenpgapa (CrnaBonnja)

CnaBaj Manu boxuhy Vv cmo y mxomuny (Janmanuja)  Crasaj mamu boxxuhy

Hena n mara JKusorumwcku rmacosu (IlIBemcka) Mysuxkam (3aropje)

Kap cu cperan (IllBencka) Kap cu cperan (IllBencka) Kap cu cperan (IlIBencka)

Mu cmo hera Becena Y nuBazu nog jacenom (CnaBonuja)  Mu cmo herra Becena

ITmBa puda (CroBauka) Ryk cenn (Mebumypje) ITnuBa puda (CroBayka)

Kako ce mto pagu

ITpema xpBaTckoM HacTaBHOM ITaHy U Iporpamy 3a 0OCHOBHY 1Koy (MZO,
2006) 3a pyru paspeq ce Ipernopydyje ABaHAeCT HAPOLHNUX IlecaMa 3a IeBarbe.
C TuM y Be3), U3 IaTOI perepToapa, y YUOEHUKY My3UduKe KyIType 3a Jpyru
paspen msmaBauke kyhe Illkorncka kmura (Jangpamexk & JBamu, 2020) 3a-
CTyI/b€HE Cy CBe€Ta TPY HapofHe IecMe U YaK jOIll TPMHAeCT HapOJHMX IlecaMa
KOje HIUCY 3acTyIUbeHe Y ucToM mporpamy. lllTaBuire, ykyman dpoj HapogHUX
IecaMa y OBOM YIIOEHNKY IlpeMalyje dpoj mecama IMpernopydeHNX HaCTaBHUM
IporpaMoM My3uuKe KyAType. Y ylIdeHMKy 3a [pyru paspen magaBauke kyhe
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Anda (Aranacos [Tnmek, 2020), yBPLITEHO je 4eTHPY HAPOLHE ITIeCMe 13 HacTaB-
HOT IIPOTpaMa I jOlI [ieBeT, KOje HUCY NpelyIo’keHe HaCTaBHUM IporpaMoM. Jako
ce Ha penepToapy, HACTABHUM IUIAHOM ¥ IIPOTPaMOM IIpefIoKeHNX ITecaMa Ha-
nase iBe HapopHe necMe 13 Opannycke u Exrnecke, ypdenunu nyzne sehu dpoj
HAapOJHMX IlecaMa APYTuX Hapopa. Y yndeHuky nsgapauke kyhe Illkoncka Kmbura,
3aCTYIUbEHO je YaK ceflaM HapOJHUX IlecaMa 1 TO jBe 3 OpaHIycke U 10 jegHa
u3 Enrnecke, Jamana, CAJll-a, Xomanguje u Hemauke. Hemro mamu dpoj Hapop-
HIIX IlecMa IPYTUX Hapoja, OHOCHO HUX IIeT, HyAu YHOeHUK u3faBauke kyhe
Anda n To gBe n3 Opannycke u no jegna n3 CAJl-a, Aycrpuje u Cnosauxke (Ta-
dema 2).

Tadema 2. 3acTyI/beHOCT HAPOJTHUX ITecaMa y XPBAaTCKMM YIIOCHMIVIMA MYy31UKe
Ky/IType 3a IpyTY paspe.

HIIII HIKOJICKA KIbUTA AJIDA

II’mecunmo pykama IIpecuumo pykama (Exnrmecka) JljeTeniiie HaM ce pOAUIIO
(Enrnecka)
ITnuBa puda

Bpaten; MapTus (®Ppanirycka) Bpater; Maptun (®Ppanijycka)

Brucraj, dmuctaj 3Bujesno  Bmcraj, dnucraj 3Bujesyo Mana
(Opannycka)

Paj ce oTBOpPMO

brucraj, dmuctaj 3Bujesno Maa
(Ppaniycka)

Ja mocujax nman

O, Jeno, Jenuue (Mebumypje)
Manu nnec

maya (PpaHirycka)

Ha xameH cjena /bydura
IljeBana je nTuna Koc Hedo, naj oxy
IIpomerna mjecma Manu mnec

Ja mocujax naH Myurry, urymry damdycos muct — Ipap ce denu (Mebumypje)

(Jaman)
Bunro (CAJI)

Manu mec bunro (CAJI)

Papyjre ce napogu

Mu My je orbe Tomnacen
Mysukam

JenHa BpaHa raxana

Ine, ctuoke cBudam (Husosemcka)
Muur M je TI07be HoIaces
Beceme mruia (Hemauka)
Karapuna 3natna xhu (VMcrpa)
CaBwa ce dujena 103a BUHOBA

Kykasuua (Aycrpuja)

ITnem, e (CnoBayka)
Mysuxkaur (3aropje)

Jenna Bpana raxana

Casmia ce dujena 03a BMHOBA

(TTocaBuna) (TTocaBuHa)

0j, 0j, njesaj cokone (JInxa)

Ja umano (CrnaBoHuja)

Y xpBarckoMm HactaBHOM ITaHy M mporpamy 3a OCHOBHY lukony (MZO,
2006) y OKBMpY HacTaBe My3udKe KyIType 3a Tpehu paspen MmpenokeHo je ce-
JlaMHAaeCT HaApOJIHUX IlecaMa 3a IeBame. YIIOeHNK My3udKe KYIType 4uju je us-
masad [lIkoncka kwura (Jaugpauek & VBany, 2020) cagp>ku Be HapOJIHE IecMe
13 1300pa HaCTaBHOT IIPOrpaMa, 1 jOII IeceT APYIMX HApOZHMX IlecaMa Koje He
IpeCcTaB/bajy fieo mporpama. Yiidenuk nsasadke Kyhe Anda (Aranacos IInmexk,
2020), 3a Tpehnu paspen cagp)xu cBera Tpu mecMe 13 IpeJIora HaCTaBHOT IIPO-
rpaMa, Kao I JBaHAeCT IPYTUX HAPOJHNUX IecaMa. Jako n3dop HapogHNX ITecama
0]l CTpaHe HaCTaBHOT IIporpama caZpXK! caMo jefiHy HapopHy necmy us IllBaj-



68 Donknop y owitiem mysuuxom odpasosarwy / Folklore in general music education

IIapcke, y YHOeHNKY My31uKe Kyn1Type n3gaBauke kyhe IlIkoscka Kimnra fogaTHO
je sactymmbeno jom Tpu HapopHe necme us CAJl-a, lllmanuje u Vingonesuje. Yu-
denmk n3paBauke kyhe Anda mopep npenopydeHe HaponHe mecme n3 IlIBajmap-
CKe, Cafip>KU jolI IO jelHy HapofHy necMmy u3 Benca, Hemauke, Illnanuje, xao u
Ouncke (Tadena 3).

Tadema 3. 3acTyI/beHOCT HAPOJHNUX ITeCaMa y XPBAaTCKMM YIIOCHMIVIMA MY31IKe
Ky/IType 3a Tpehu paspen.

HIIIT IKOJICKA KIBUTA AJIOA

Ope suma (IlIBajuapcka)
Pana nnasa no [Ipasu
Ryk cenu (Mebumypje)

Ope suma (IlIBajuapcka)
Pana nnasa no [Ipasu

Ope 3uma (IlIBajuapcka)
Pana nnasa no [Ipasu

Kpnun, kpuan, Tmdex
H]ICH_II/I, IIeny, IIOCKO4Ym
ITpujatebcTBO MApPBO
Manu minec

Jyrpo Ha dapmu (CAJT)
Tpu mucruha (Ilnanuja)
Bucom nereh
O, macTupu, Iysi0 HOBO

Tpu mucruha (Illnanuja)
Oxutumo gom (Bec)
O, macTupu, Iys0 HOBO

Y to Bpujeme ropumra  EBo can tu gourta (Janmauuja)  EBo can i moma (Janmanyja)

Y xomy Canak cano (JInka) [TpujarescTBo npaso (Hemauka)

CyHue cuje, kuura he  Hunaj, Hanaj, nunu cun (Vcrpa) CyHue cuje, kuia he
LuH yaH UBpryfan

Jemuy cem py»Ky mMen

Kanenpnapa (CraBonuja) Typormoscknu apment (Typormorbe)

Ja mocujax peny (IlocaBuna) Jbydas ce He Tpxu (Mehumypje)

Drryex Bemm Kounja (VIHpoHesnja) Kounja (VInpoHesnja)

[TpomeTHO KOMO [IpomeTrHO KOMO
Capmna cam docupax Drnyex Bemu (Mehumypje)
Knma mama ITpomehe y mrymn (Puncka)
ITjecma y xomy

Hectna JEK/Ia B ME/INH

[Tpumehyjemo ma ce HapopHe TecMe, faTe y yLIOeHMIIMA, He HAC/Iamajy y
BEJIMKOj MepM Ha CyrepucaH n3dop HapOIHUX Iecama faTux y HactaBHOM mtany
U Iporpamy 3a ocHOBHY mmkony (MZO, 2006). To ce moxe 00jacHUTU YNIbEHN-
oM ga ce oz 2019. roguHe y XpBaTCKMM OCHOBHMM ILIKO/TAMa IIPUMEIbYje HOBU
Kypuxynym HactaBHuX mpepmeTa Mysuduka Kynrypa u I7masdeHa ymjeTHOCT
(MZO, 2019) y xojeM BuIle HeMa IIPENOPYIEHMX IlecaMa 3a HACTaBy MYy3UYKe
kynrype. OxpadpeHu TuMe, ayTOpy y YIIOeHMKe YHOCe HOBe IlecMe Koje paHuje
Hucy dwre nmoMumane y HacTaBHOM IUIaHy U IIporpamy 3a OCHOBHY LIKOTY
(MZO, 2006).

Kapa je ped o 8pojy necama 3acTyIjbeHNUX Yy XpBAaTCKUM YLIOeHUIIMMA, yoda-
BaMo fia je y mpBoM u Tpehem paspeny muxos Opoj MamMu of dpoja mecama mpe-
HOPY4eHMX HACTaBHVM IIPOIPaMOM My3I4Ke Ky/lType. Y IpyroM paspeny ce dpoj
necama y yideHmiuma, nocedHo y yndeHuky umju je nsgasad IlIkoncka Kmnra,
nosehasa, Te ce mpemalryje 30Mp HapOAHUX IecaMa IPeJIOKEHNX HACTaBHUM
IJIaHOM ¥ IIporpamoM. Vnak, 3aHMM/bUBO je fia je Opoj HapOHMX ITecaMa IPyrux
Hapoya y ypdeHniuma 3a apyru u Tpehu paspes mocra 3acTyIUbeHUjI, 3a pas-
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JIMKY Off perepToapa HACTABHUM IUIAHOM M IPOTPAMOM IIPEIOKEHNX IIecama
(Tadena 4).

Tadena 4. IIprkas ykymHor dpoja HapOFHIX HecaMa y 0da XpBaTcKa yiIOeHNMKa.

HIIII HIKOJICKA KIbUTA AJIDA

IIpBu pasper — yKynaH dpoj mecama 12 11 11
1. XpBaTcke Hapo#He ImecMe 10 9 9
2. Hapopnse necme pyrux Hapopa 2 2 2
Ipyru paspen — ykynas dpoj mecama 12 16 13
1. XpBaTCcKe HapO#He IIecMe 10 9

2. Hapopnne nmecme pyrux Hapoga 2 7 5
Tpehu paspen - ykynan dpoj mecama 17 12 15
1. XpBarcke HapOJHe IecMe 16 8 10
2. Hapopnne necme pyrux Hapopia 1 4 5

Kaza je peu o cprickoM HacTaBHOM IIPpOrpaMy MysHYKe KYAType 3a IpBU
paspen (IIpaBmwmank, 2017), IpemIoskeHo je oOcaMHaeCT HApOJHMX IIecaMa 3a I1e-
Bame. YIIOeHNK 3a mpBu paspep msgaBauke kyhe Hosm Jloroc (Mmuxajnosuh
boxan & Vmar, 2016) cafpXu JeceT HAPOAHUX IecaMa M3 U3d0pa HaCTaBHOT
IUIAHA U jOLI TPU IlecMe KOje HUCY IpeljIoKeHe MporpaMoM. Y yLOeHUKy My-
3M4Ke KyIType 3a ImpBu paspen nsgasadke kyhe Kier (Ipyjuh & Coxonosuh
Vrmwauesuh, 2016), mopey ner mecama Koje Cy IpejiokeHe HaCTaBHUM IIPOTrpa-
MOM, Hajiase ce jolI JiBe HapojHe IecMe. 3a Pas3auKy of YIOeHUKa Yuji je uspa-
Ba4 Hosu Jloroc u mpepora HaCTaBHOT IIpOrpaMa KOjii Ha CBOM peIepToapy
dpoje jemny HaponHy necmy n3 Croauke, y yiudeHnky nsgasadke kyhe Kier aucy
IPUCYTHe HapofiHe IlecMe ipyrux Hapopa (Tadena 5).

Tadena 5. 3acTyI/beHOCT HAPOSHNUX IeCaMa y CPIICKUM YIIOeHUI[MA MY3IUYKe KYIType
3a IpBU paspeq,.

HIIIT

HOBM JIOTOC

KJIET

PecaBo Bopio majHa

Mu npeMo IpeKo mosba
Con M1 13j

bosxuh, boxxuh dnaru gan
CuTHa je Kmma majiazna
ITecma y xomry — CnoBauka
Komapuhy ITanuhy

Koma 1ypa BuHorpap

Jexx

Bepem, depem rpoxhe
CuHoh Kap je mao mMpakx

PecaBo Bopo majsHa

Mu upemo Ipexo mospa
Con mu faj

Boxxuh, boxxnh dmaru gan
CuTHa je KMIIIa Tajana
Ilecma y kony — Cnobauka
3el koma pery

Koma 1ypa Buxorpag

Jex

Bepem, depem rpoxhe

Ime cu duro jape moje

Pecaso Bopio magHa

Mu ugemo IpeKo nosba
Con M1 1aj

Boxxuh, boxxnh dnaru gan
Epcko komo

Wrpa xomno

3en Koma perny
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Kap Te BuimM Ha COKaKy Kurira maga

Ha kpaj cena >xyra kyha Ha kpaj cenma >xyTta kyha
Bacuno komno

Hymwe panke

HWrpa koo

Ja mocejax nan

Mensep depe jarose

Kapa je ped o HacTaBHOM ITaHy 1 Iporpamy 3a apyru paspeq (IIpaBunHuk,
2019) npepnmoXxeHo je ABajeceT HAPOAHNX IIecaMa 3a IeBame. Y YHOCHMUKY My-
3ndke Kynrype nsgaada Hosu Jloroc (Muxajnosuh bokan & Vmar, 2016) yBp-
HITEHO je JieBeT IecaMa M3 pelepToapa HaCTaBHOT IUIaHA U Mporpama 1 IofjaTo
jOII IeT IPyIMX IpuMepa HapOAHNUX necama. Yidennk nusnasada Kner (Ipyjuh &
Coxonosuh Vrmwavesuh, 2019) capgpxn feBeT HapOJHMX IlecaMa M3 HaCTaBHOT
IJIaHA U jOLI JiBe KOje HUCY IpejIoKeHe HacTaBHMUM nporpamoM. Tosopehu o
3aCTYIUbEHOCTH HApOJHMX ITIeCMa IPYTUX Hapopa, yidennk Hosor Jloroca dpoju
nBe HapopHe necMme n To u3 llIBencke u PpaHirycke, [OK y YIOEHUKY M3aBada
Krner, xao 1 y mpejjiory HaCTaBHOT IIPOTpaMa, HapOfiHE IecCMe JPYTuX Hapoja
Hucy npucytHe (Tadena 6).

Tademna 6. 3acTyI/beHOCT HAPOJHNUX ITecaMa y CPIICKUM YIIOeHUIIMMa My3UUKe KyIType

3a JIpyTy paspeq.

HIIIT

HOBM JIOTOC

KJIET

Hyme panke

Mu npemo npeko 1moma
3ereHn ce jarozo

Con mu 713j

PecaBo Bomo magHa
IlleTma

danmia Mu ce

Jlazapa Majka yumia
Jedja mockaxyia
Bummyania pop, popmia
C one crpane [/lyHasa
Jlemma Anka

Iouuta mu daka Ha ITasap
Cenu hupa Ha Bpx crmame
TTomo3n Ham Bummu boke
Komapuhy ITannhy

Oj Jeno Jenume

Boxxuh, Boxxuh dmarm man
Oj Bagmate, dagmaue
Mengep depe jarone

Hymwe panke

Mu uzemMo Npexo 1osmpa
3eneHn ce jaropo

Con Mu 3j

PecaBo Bomo nmajgHa

Berap

Gamma Mu ce

Jlasapa Majka yumia

Cunoh majka oxxeHnna Mapka
ITponehno xono

Kap cu cpehan (IlBefcka)
Brucraj, dnuctaj 3Be3no Mana
(Ppanycka)

Jonrra My daka Ha masap
Cenn Thimpa Ha BpX clmame

Hymwe panke

Mu npemo npeko 1moma
3ereHn ce jaroso

Con M 713j

PecaBo Bomo magHa

IleTma

Pasrpanasna rpana joprosaHa
Jlasapa Majka yumia

Cunoh Majka oxxeHnma Mapka
Bummyuniia poxn popmna

C one ctpane [/lynasa
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HacraBuu nporpam mMysuuke Kynatype 3a tpehu paspep (IIpaBununk, 2019)
IpefIaXKe CBera MeTHaeCT HapOJZHNUX IlecaMa 3a IeBame. Y YIIOEHNMKY My3UuKe
KynType 3a Tpehu paspen usgaBauke kyhe Hosu Jloroc (Muxajmosnh bokan &
Vmar, 2016) 3acTymbeHO je AeceT HapOAHUX IecaMa Koje Cy NpelIokKeHe Ha-
CTaBHMM IIPOTPAMOM U jOLI TPM IpyTe Hapo#He mecMe. YiideHnk usgasada Kier
(Ipyjuh & Cokonosuh Vrmauesuh, 2020) cafpxu jefaHaect recama 13 Ipejora
HACTaBHOT Iporpama. HapopHe mecMe [pyrux Hapofa HUCY 3aCTyIUbeHe HU Y
IIpeJIory HacTaBHOT Iporpama, Hutu y oda yndenuka (Tadena 7).

Tadena 7. 3acTyI/beHOCT HAPOSHNUX IeCaMa y CPIICKUM yIIOeHUI[MA MY3IUYKe KYIType
3a Tpehu paspen.

HIIIT

HOBM JIOT'OC

KJIET

PecaBo, Boji0 majHa

Mu npemo npeko moma
Gammna mu ce

Con M1 f13j

Jlasapa Majka yunna

Cunoh majka oxxennna Mapka
Casua ce derma 103a BUHOBa
Ja mocejax nydeHnurie
Pasrpanasna rpana joprosana
Y nuBajy oy jaceHoM

Jleme nu cy HaHO

HusHa, [IuBHa

Jbypu nukyjre

Mu cmo dpaha repsuje

Ha xpaj cema xyTa kyha

PecaBo, Bojio majmHa

Mu upemo npexo 1nosma
®anuma Mu ce

Con mMu f1aj

Jlasapa Majka yumia

Cunoh majka oxxermna Mapka
CaBura ce dera 103a BUHOBA
Ja mocejax mydenune
Pasrpanana rpana jopropana
HUrpa xomo

Epcko komo

Y Bynumy rpamy

Jbynu nukyjre

PecaBo, Bojio majgHa

Mu upemo npeko 1mosma
danmmia Mu ce

Con Mu f1aj

Jlasapa Majka yumnia

Cunoh majka oxxermna Mapka
CaBua ce dera 103a BUHOBA
Ja mocejax mydennne

Ha xpaj cena >xyra kyha

Y nmuBapy oy jaceHoM

Jleme mn cy HaHO

YouaBaMo Jja ce HapojHe IecMe, JaTe y CPICKUM YHOEHUIIMMA, HaC/amajy
Ha CyreplicaH n3dop HapOJHUX IlecaMa JaTuX y IporpaMyuMa 3a CBa TpU paspefia.
Kapa je peu o dpojy mecama 3acTyI/beHUX Y yIOeHMI[MMA CPIICKUX M3JaBava,
youaBaMo fia je y CBa TpU paspefa HBUXOB dpoj HEIITO MamM Off dpoja mecama
MpeNopy4YeHNX HaCTaBHMM IIPOTPaMOM MYy3MUKe KYAType. 3aHMM/BMBO je fa Cy
HapoJfiHe IlecMe APYTUX Hapopa, Koje ce odpabyjy y mApyrom paspeay ocHOBHe
IIKOJIe, 3aCTYIUbeHe jenyuHo y yudennky nsgasada Hosu Jloroc (Tadena 8).
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Tadena 8. 3acTym/beHOCT HAPOTHNUX IIecaMa y CPIICKUM YIIOeHUIIMMa My3UYKe KyIType

3a Tpehu paspen.
HIIIT HOBM JIOT'OC KJIIET

ITpBu pasper — ykynas dpoj mecama 18 13 7
1. Cpricke HapofHe IecMe 17 12 7
2. Hapopnne mecme ipyrux Hapoga 1 1

Ilpyru pasper — yKymas dpoj mecama 20 14 11
1. Cpricke HapopHe IecMe 20 12 11
2. Hapopnne mecMe [pyrux Hapoza 2

Tpehu paspen - ykynan dpoj mecama 15 14 13
1. Cpricke HapofiHe IecMe 15 14 13
2. Hapopnne necme pyrux Hapoga

3aK/bydak

Bynyhu fa je TpaguimoHanHa My3uKa K/by4aH e/IeMEHT y pa3Bijaiby HAIMOHATI-
HOT UJIEHTUTEeTa YYeHNKa Y OCHOBHO] ILIKO/IN, HEOIIXO/[HO je YyCMepUTH IITO Behy
XY Ka 3aCTYI/beHOCTY OBYX CafipXKaja y YIOeHMKY My3IUKe Ky/IType — perie-
BaHTHOM (pyHiaMeHTy o0pa3oBama. CXOIHO TOMe, >KeJIe/V CMO i OBYM PafioM
IIOHY/IVIMO aHa/IM3y Koja he carnefaTyt cTeneH IpUCyTHOCTY HAPOJHMX IIecaMa y
cafip)KajuMa aKTyeTHUX aKpefUTOBAHUX YIOeHNKa My3W4Ke KyAType y XpBaT-
ckoj u Cpduju 3a mpBa Tpu paspesia OcCHOBHe IuKose. Hamme, pesynraru cripose-
TEHOT MICTPaXKMBarba IIOKAa3yjy ia je 3aCTYI/beHOCT HApOJHNX IIeCaMa Y HaCTaBU
My3u4Ke Ky/IType y IpBa TPy pas3pesia OCHOBHe IiKosie fodpa. Haponne mecme 3a
neBame, jaTe Y yIOeHNIMMa, Hac/amajy ce Behum fienom Ha cyrepucany nsdop
HapOJHUX IleCaMa 3a MeBarbe JJATUX y HACTAaBHMM IIPOTPaMMMa 3a CBa TPU pas3-
pena. Hamomenymm ducMo jour u To fja CMO, 3a pasiuKy off yIOeHMKa My3uuKe
KY/IType, YOUM/IN fla C€ Yy HaCTaBHOM IpOTrpaMy HHMje YBEK CYTepyucaso ca KOr
donknopHor mopHed/ba HaBeieHN IPYMePY HAPOJHMX IlecaMa IoTndy. Taksa ou
nH}opMaluja cUrypHO duta of pe/leBaHTHOT 3Havaja, UMajyhn y BUly HeOIxoz-
HOCT yIIO3HaBamba CIeLpUIHOCTI HAPOZHUX Iecama ofpeheHor nmogHedma.
Hajsehu dpoj HapoHNX ITecaMa HaMeHbeHMX NeBalby HalasM ce y YIOeHMKY
3a My3M4KY KyITypy cpIickor magaBaya Hosu Jloroc. YTBpheHo je u ma ce Ha-
pOJHe IecMe 3a IeBame, jaTe y CPICKUM YHOEHMIMMA, OCIamajy y Behoj Mepu
Ha cyrepycaH 1300p HapOJHMX IlecaMa JIJaTUX y IIporpama 3a CBa TPy pasperia,
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LITO KOJI XpBAaTCKMX M3JjaBada Huje cinydaj. [Ipumepa pajgu, y XpBaTrcKOM HacTaB-
HOM IIporpaMy 3a IIPBM paspef] IPelIoXKeHO je celaMHaecT TPaMIIOHaTHUX
mecama 3a IeBame, a y yIIOeHMKY MysuuKe Ky/IType 3a IIPBU paspef M3JaBada
[Ixosncka Kibura yBpIITEHE Cy CBETa TPYU HApOJIHE ITeCMe 13 JATOTr IPENIJIOora, Off-
HOCHO 4eTVpPM Kajja ce je ped o yideHuky nsgapada Anda. XpBaTcku yHOeHUIN
Cy Y IOI/Iefly 3aCTYI/beHOCTH IlecaMa HallMIOHA/THMX MarbJHA U APYTUX OIMCKMX
Hapoza doratuju off yiideHnKa cpruckmx n3gasada. Ha mpumep, y HacTaBHOM Ipo-
rpamy Perrydnmke XpBarcke 3a ipyru paspef, IpeyIo)KeHe Cy CBeTra JiBe HapojiHe
THlecMe IPYTMX HApOJia, a y YIIOEHNKY My3UUKe Ky/IType 3a ApYTM paspeq 13aBada
[ITko/cKa KbUTA je 3aCTYIUbeHO BbUX cefgaM. Ollet, cyrepucanm n3d0op HapOgHMUX
IecaMa 3a IleBambe JaTUX y CPIICKOM IIPaBUIHUKY He CafipKil Ha CBOM PeNepTo-
apy HapojHe IecMe APYTUX Hapofa, M3y3€eB NPaBMIHNKA 3a IIPBU pas3pef y KojeM
je 3acTyI/beHa caMo jefiHa TPafMIVIOHA/THA IlecMa. 3aHMM/BUBO je Ja je morpeda
3a odorahuBameM pereproapa HApOJHNM IIeCMaMa JPYTUX Hapoja IOHeKIe Ipe-
II03HATA y CPIICKOM YIIO@HMKY My3UUKe KYIType 3a Apyru paspep usgasada Hosu
Jloroc. Haume, 3a pasnuKy off penepToapa fecama IpejIo>KeHOT HaCTaBHUM I1Ta-
HOM U IIpOrpaMoM, Kao 1 yideHuka nsgasada Kier, y goTuuHOM yiIdeHuky cy
YBpLITEHE iBe TPA[UIMOHA/IHE TIecCMe IPYTUX Hapofa.

OcuM 1ITO Ce M3 HAPOJHE MecMe 3a MeBakbe L[PIN HbeH BULIeDYHKIVOHATHY
KaIanyTeT, u3Mehy ocraor y norneny dase 3a My3u4ky HIMCMEHOCT ¥ BOKATHOT
pasBoja, y yUOeHMIMMa CPIICKVUX M3JlaBada ce, HAaKOH yderma IecMe IO CIIyXY,
HaBOJIe IOfATHY 3afjany Koju dum Tpedano fa ce peammayjy. To cy Hajuenrhe n3-
Bohemwe mm ocMmibaBame KOpaka, OJHOCHO M3BODeme MM OCMUIbaBabe
PUTMIYKe NIpaTH-e y3 IeCMy.

3axBabyjyhm yndeHuKy kao pernpeseHTy KyIType Kpo3 Kojer TpaguIuo-
Ha/THA MY3JKa IT0CTaje TeMe/b pajia Ha pa3Bljarby HAL[MOHATHOT 1 OCBeIINMBamby
KY/ITYPHOT U/IEHTUTETA yYE€HNKA Y OCHOBHO]j IIKOJIM, CMaTPaMO Jja jeé HEOIIXOZHO
ycMepuTy To Belly maXkiby 3acTyI/BEHOCTY U M300PY OBUX CajpyKaja y HaCTaB-
HUM IporpamMmuMa ¥ ypdeHuuma Mysudke Kynrype. Kpos pag Ha Mysmukom
oIucMelbaBamby ITyTeM HapojjHe IlecMe JOIIPMHOCK Ce He CaMO IIOCTOjaiby 1 04Y-
Bamby My3M4Ke Tpajuiiuje jefHOr Hapoya, Beh U CBPCUCXOFHOM HalMOHATHOM
BACHUTakby YIEHNMKA OCHOBHOIIKOJICKOT y3PacTa.
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REPRESENTATION OF FOLK SONGS IN TEXTBOOKS
OF THE SUBJECT MUSIC CULTURE IN
THE REPUBLIC OF CROATIA AND THE REPUBLIC OF SERBIA:
ANALYSIS OF TEXTBOOKS FOR THE FIRST THREE GRADES
OF PRIMARY SCHOOL

This research aims to determine the prevalence of folk songs intended for singing in the
teaching of music culture in the first three grades of primary school in Croatia and Serbia.
The research was conducted by analyzing the content of music culture textbooks for the
first three grades used in Croatian and Serbian primary schools in 2020/21. Textbooks of
four publishers were selected, two publishers from each country. Publishers from Croatia
are Skolska knjiga and Alfa and from Serbia Klet and Novi Logos. The research method
used in this research is the method of content analysis and textbook comparison. The
results of the research showed that the representation of folk songs in the teaching of
music culture in the first three grades of primary school is good. The largest number of
folk songs intended for singing can be found in the textbook for Music Culture by the
Serbian publisher Novi Logos. In the textbooks of Serbian publishers, additional tasks that
need to be realized after learning the song by ear are more often mentioned. It is most
often performing or devising steps, or performing or devising a rhythmic accompaniment
to a song. Folk songs of national minorities and songs of other close nations are not rep-
resented in large numbers in any textbook.

Keywords: folk song, music teaching, primary school, textbooks
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3acTyI/beHOCT BOKa/IHe My3I4YKe TpafuIuje
y yHOeHu1mumMa 3a My3uidKky Kynrypy
BUIIINX pa3pefa OCHOBHE LIKOJIe

Cakerak

Hapoypine necme npepcTap/bajy IPOAYyKT JapOBUTOT aHOHMMHOT cTBapaowa. OHe ofipaka-
Bajy HAIlMOHAIHY ¥ KyNTYPHU UAEHTUTET, A/l IPECTAB/bajy U HEIMCaHY, )KUBY MCTO-
pujy jemHor Hapopa. Kako ce myTeM HacTaBHUX 0O7acTy M3BODhemwa U CTyIIama My3uKe
TeXM 08e30e[UTH I[eMOBUTA TMYHOCT MOjeIMHIIA, BEOMa je BaXKHO YBUIETU Y KOjOj Mepu
VI Ca KOjUM MY3MYKIM CafipyKajuMa 13 od1acTy BOKaIHe My3uuKe Tpaguipje ce cycpehy
YYEHUIIM BUIIMX paspefia y OCHOBHOj mkomu. Llub papa je carmepgaru y kojoj mepu cy
3aCTyIJbeHe HapojHe IecMe Y yIOeHMIMMa My3iuKe Ky/IType U YIIOPeIUTH Cafip)KUHCKe
cmYHOCTY U pasnuke u3MeDby yndenuka pasmmunTux nsagaBaukux Kyha on meror mo
OCMOT paspefa. Pesynratu aHanmse IoKasyjy fa Cy HapOJIHE IleCMe Haj3acTyIUbeHuje y
yIIdeHNIIMMa 3a IeTH U IIeCTI Paspef, JOK ce dpoj IpruMepa cMamyje y yideHnIMa 3a
cemMu 1 ocMu paspen. Moke fia ce youn fa ¢y ofpeheHu MyswuKy IpMMepu MINPOKO
3aCTYIUbEHM! Y YHOCHMIVIMA Pa3/IMINTIX N3aBava. Vmak, cafpkaju yiOeHMKa ce He MOry
OKapaKTepHUCaTy Kao MICHTUIHIA.

K/byune peun: Boka/Ha My3ud4Ka Tpajgulnja, ylIOeHIK, HacTaBa My3U4Ke KyIType

YBop,

H penMeT Mysudka Ky/ITypa y OCHOBHOj OIIITe0dPa3s0BHO] MIKOJIN jecTe Jeo
rpyIie IpefiMeTa Koje MMajy 3alaTaK Jja eCTeTCKY BacINTaBajy y4eHMKe, Oe3
0031pa fia 1M je ped O IPBOM W/IM IPYTOM IIMK/IYCYy OCHOBHOIIKOJICKOT 0dpaso-
Bama. [la 81 yormTe JOIIIO 10 €CTETCKOT BaCIINTaBamba yIeHMKA, IPOIVICAHN Cy
oxpeheHy IV/beBM M 3amaI IpeMeTa. Y JaHallllbe BpeMe ce aKIleHaT CTaB/ba I
Ha JMCXOfie — IIITa je TO ITO Cy YYEeHMIIM Ha Kpajy Jaca YCBOjU/IN, PasyMeN, Off-
HOCHO IITa Cy y CTamby Jia ypajie, U3BeNly, Kpenpajy, ClipoBefy, peannsyjy Ha oc-
HOBY 3HaIba I BELITMHA KOje CYy IPETXOMHO cTeK/m. Vicxonu Ha Kpajy cBakKor 4aca
ce HaKoOH ofipeheHOr BpeMeHOM cadupajy 1 Tako GOPMYINIITY jefHY IIMPY CIIUKY.
To mogpasymeBa myTame IITa je TO IITO yYEHNWIIM YMejy 1 3Hajy Ha Kpajy ofpebe-
HOT TIO/TyTO/IMIITA, IIKOJICKE TOfIMHE, 3aBPLIETKA PBOT WM APYTOT LMKITYCa, ajln
¥ 110 3aBPIIETKY IPBOT CTelleHa 0dpa3oBama 1 BacuTama. JlaHac ce y HacCTaBu
CBMX IIp€JIMETa, I1a TAKO 1 npeiMeTa MysuuKa KynTypa He TeX) UCITyHUTU CaMO
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ofipeheHy mpomycaHy IIAHCKO-IIPOTPAaMCKU OKBUP. YIIPaBO Ha4MH Ha KOju ce
cappkaju odpabyyjy y HacTaBu y BUly HaCTaBHUX jeAMHMLIA MMajy Bofiehy ymory
y ocTBapuBamy 1cxoa. Kpos HactaBHe mporpame, IyjbeBe U UCXOfie YICHNIIN
pasBUjajy MHTepecoBama 3a MY3M4KY YMETHOCT, Pa3Byja ce eMOIVIOHATHOCT IO,
IejCTBOM MY3MKe, PEIPO/lyKOBaHO MY3MUKO JIe/IO Ce MepIuImpa 1 anepuunmpa
(moxuB/paBa) Ha OCHOBY 4era ce CTBapa eCTEeTCKM KPUTEPUjyM, LITO MOXKe JHa
IOIIpMHece U Kpeupamwy Mys3ndukor ykyca. [lopen Tora, jemaH of mmbeBa jecte
YIIO3HAT! Y4YeHUKe ca KyJITYpPHUM HacleheM CBOr M APyrMX Hapoja, 4uMe ce
Hopef, CTUIIalba HOBOT 3Hamba KoJ yueHuKa odesdebyje n cBecT 0 ouyBamy My-
3MYKOI, OJHOCHO BOKAJIHOT, MHCTPYMEHTA/IHOT ¥ BOKATHO-MHCTPYMEHTATHOT
Haceha cBor Hapoya, anmu 1 MomToBama Hacneha apyrux Hapona. [la du ce oBaj
Vb Y HACTABMU UCITYHVO, B&KHO je ITOCTAaBUTH IUTame y KOjoj Mepy YHOEHUIIN
3a MY3MYKy KYITYpy CaJp>KMHCKM PacIONa)Xy BOKAaJTHOM MY3MYKOM Tpaju-
nyjom. C 003upoM fia je 3a jeaH paspeq yBeK off0dpeHO BIIe YIIOeHMKA pasin-
YUTHUX U3AaBAYKMX Kyha, TocTaB/ba ce MuTabe U Jja /M e YIOeHNIIM Calp>KIHCKN
IIOK/IAIajy ¥ Y KOJIMKOj MEPI.

HacraBHe odmacTi Kpo3 Koje ce Tymade campyKaju IpefMeTa jecy odmact
u3BODema, C/TylIama My3JKe I [iedjer My3MIKOT CTBapaIallTBa, Of 4era cy odna-
cTu n3Bohemwa MysuKe I ClylIame My3JKe IIpeMa Iporpamy npeaMera Mysndka
KYITypa Haj3acTyIUbeHMjU. BOKaTHO, MHCTPYMEHTATHO VJIM BOKa/THO-UHCTPY-
MEHTAa/IHO M3BODeme My31Ke O3HaYaBa JIa YIeHMIV VIMajy aKTUBaH OJHOC IIpeMa
mysnuuu (Jepemnh n Crankosuh, 2019). YueHumny oBuM akTUBHOCTMMA He CaMO
ma ctudy opipeheHe Mysumuke COCOOHOCTHM, Hero M 3Hame, 3axBabyjyhu mo-
JK1BJbajy. Cnyliame My3uKe je U3BOp MO3UTUBHUX eMOIIVja, HeTeTOBOT 33JJ0BO/b-
CTBa 1 ecTeTCKOr Aokusbaja (MKmskosmh, 2021: 206), mro ce cmarpa Takobhe
jemHVIM Off Ha4MHA 33 CTUI[akbe 3Halba, a/IM U Pa3Boja JeTeTOBUX eCTeTCKIX CIIO-
COOHOCTIL.

Kaxo ce gecTo mcTde fia ce Kpo3 oBe aKTMBHOCTI M3BODema 1 CIymama
My3suke odorahyje IMYHOCT fleTeTa, YMIbEHNUIA je [ja YYSHUIV Ha Jacy jjo/nase y
KOHTAKT U Ca Pa3HOMMKIM MY3UYKIM >KaHPOBIUMA IIPY YeMy HACTajy pasindnure
eMOLIIOHA/IHE PeaKIjyje 1 pacloNoXKema, CTIYe e KPUTEPUjYM eCTeTCKe Bpef-
HOCTY MY3WYKOT JIeJIa, /i ce 3Habe 1 yMehe cTIYy Ha OUNITIelaH HAuMH. YIIPaBO
monasehy y KOHTAKT ca pasIM4uTM MY3UYKMM JXKaHPOBMMA, I1a TAKO U ca Tpa-
AMUIVIOHATHOM MY3MKOM, HacTaBHUIM 00e3dehyjy uemoButu pasBoj merera.
MebyTnm, Huje y IpBOM IUIaHY BaXKHO CaMO Pa3BMjaTyl LIIOBUTY JIMYHOCT Je-
TeTa. Y3 moMoh TpaAMIMOHATHNUX ITlecaMa HaCTaBHUIM OMOryhaBajy ImojenuHIy
ma gobe y KOHTAKT ca HAPOJHOM MY3MYKOM TPAAMIIMjOM CBOT U IPYTUX HApOJa.
YdeHM1M ce yrosHajy ca necMaMa pasinduTIX MeTOAMjCKO — PUTMUIKUX CTPYK-
TYypa, TEKCTya/IHNUX Cafip)Kaja, YMMe Jjo/Iase y KOHTAKT ca OraToM CTBapaTadyKoM
IaJIeTOM AaHOHMMHIX CTBapasala, alu 1 ca KYITYPHUM XUBOTOM jeffHe 3ajef-
HMLIE, IITO MOXKe Jla dy/ie off BeNMMKOr 3Hauaja He caMo 3a yHAyC 3Hama, Beh u 3a
MY3MYKO OIMCMembaBame nojennuia. Ocum Tora, IecMe MOTy Jja HOCITyXKe U Kao
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OYMITIEAHO CPENCTBO 3a YIIO3HABaIbe Ca PA3IMYUTHM IJIACOBMMA M HaYMHMMa
usBobhema TpaguLMOHaTHe My31Ke, OJHOCHO HapOJHMX IIecaMa.

Hapopna necma - mojam u pyHknmja

Ila du ce dospe pasymeo jemaH of Ly/beBa HacTaBe Mysuuke KylIType — yIO3Ha-
Bambe Ca MY3MYKOM TPaanLujoM (Y KOHTEKCTY pajia ca HAPOHUM IIecMaMa) CBOT
Hapojia, BXXHO je AeduHICcaTH I0jaM MY3UYKOT QOIK/IOpa U HapofjHe IecMe.

Myswuuku GoNKIOp je CTBapalaIlTBO HajIIMPUX HApogHUX cnojeBa ([esuh,
1975: 74). KynrypHe BpeHOCT) Koje je jelaH HapOJ CTBOPYMO HICY HACTajIe Ipe-
y3uMameM, Beh cTBapaaukoM MHBeHIjoM. Ha oBUM TeMesp1iMa HacTasIa je CoIl-
CTBEHA MY3MYKa Ky/ITypa jeflHOT HapOJ/ia KOja ce pasBljaja IIyTeM YCMEHOT IIpe-
mama. Mysnuka Tpajguiuja odnmkoBaHa je GakTOpOM KOHTMHYUTETA, LITO
nojpasyMeBa OIICTaHAK HapoAHe IlecMe Ha pelalyjyu MPOLUUIOCT — CafalliboCT.
Ipyru daktop Koju 0dnuKyje TpaguLMjy jecTe Bapuparbe, a lbera BpIIn I0jefu-
Hal| WM 3ajefHILIA, JOK je Tpehm paxTop cenexiyja, ¥ iy BpIIM 3ajeSHNLA.

[Tpema Pagmunm Ilerposuh (ITerposuh, 1989: 17) cprcke HaponHe mecMe
IPe/ICTaB/bajy CBOjeBPCTAH CTIOKEHM KYITYPHM VM YMETHIUYKN (PeHOMEH Y KOMe
ce M3pasnTo OfpaXkaBa Be3a U y3ajaMHOCT M3Mehy My3uKe, peajHOT >KMBOTA U
OPYLITBEHUX 3ajefHMIIA Y KOjuMa My3MKa IIOCTOji. Y Kpeupamy HapojjHe ITecMe
y4ecTBYje JapOBUTY aHOHMMHU II0jefuHal, Kora [Iparocnas [lesuh Hasusa joru
u ,yHunujaropom” ([esuh, 1975: 79). Maxo je HapopHa 1mecMa y HOYeTKY MH/M-
BUJIya/THAa TBOPEBVHA, IPOAYKT NHNUIMJATOPA, OHA YOP30 IOCTaje TBOpeBUHA KO-
JIEKTVBA, KOjU je IIPEHOCU YCMEHUM IIPEfAbeM U U3 TeHepalyje y TeHepanujy je
IpereBaBa. YCIOBY HacTaHKa IecMe Mory durtu oxpebenn u rpynom pypu. Ha-
pOfHa IIecMa MO)Ke HacTaTH U IIOf, YTUIIAjeM 3ajeHNIKOr CTBapa/jallTBa HEKO-
JMIVHe Ta/JIeHTOBAHNUX NojefinHana. Hanme, mecMa Moke Outy oONMMKOBaHa 1 'y
KOJy — OpY, IZie TpyIla IleBavya, OGHOCHO UIpavya U3BOAM TEKCT Ha ITO3HATy MeJIO-
IUjy, Ha OCHOBY 4era HacTaje HOBa HapOJiHa IlecMa, Koja KacHuje duBa usBoheHa
Ha IpyruM gorabajuma, y ;pyruM MecTUMa, 4MMe Ce OHa IIPEHOCK Y ipyTe KpajeBe,
I7ie ce MpeKpojaBa y CKIaAy ca INYHUM aduHUTeTMMA HOjefuHLa / TpyIe M3-
Bohava u y ckmagny ca ogpehennm >xuBorHuM npunmkama ([lesnh, 1975). Moxe
ce pehn ma HapopHy IecMy YMHM U MHAVBUAYATHO U KOTEKTVBHO. Y HapOJHO]
IIecMH youyaBa ce MaHugecTanuja CTBapajadke MHBEHIMje ¥ JAPOBUTOCTI KaKO
HOjeIMHIIA, TAKO U HApeJHIX TeHepalyije, ajli I OI/Iefao Koje pedIeKTyje 1CTo-
PUjCKM, IPYLITBEHN ¥ KYITYPHU XUBOT jelHe 3ajefHMIIe KOji je 010 aKTye/maH y
ozipeheHOM MICTOPUjCKOM TPEHYTKY.

Hapopnna mecMa je dua eo CBaKOHEBHOT XXKMBOTA CTape IaTpujapXajiHe
3ajegHuue. OHa offpakaBa HauMH OpraHM3alyje jeflHOT APYLITBA, OfIHOCHO IIPU-
Kasgyje KaKo je KMBOT HeKafla U3I/efjao. Y OpraHM3alyji HeKaflallbe 3ajeHIIIe
ornenajy ce 1 GpyHKIMje HapOfHe IecMe. JeHa je d1la KOMYHMKATUBHa, Koja ce
MpoOHa/lasuaa KOf IecaMa HaMemeHUM CBaKOJHEBHOM J>KMBOTY MIM pafy Ha
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10JbY, T3B. IIOCJIEHNYKUM IlecMaMa. [lecma je Moria MMaTu ¥ MarujcKO—pesuruj-
CKy QYHKIVjy y oOpegHUM IlecMaMa, APYIITBEHY y/lIory Ha gorahajuma momyT
CBaziOM MM Cefle/beKy, A/l je MOIJIA Jla TIPeCTaB/ba U MOMUTUYKE CTABOBE Ha-
ponay onpebenom ncropujckom TpeHyTKY. Tako ce mopen pyHKIMje mecMe 3HAIO
U BpeMe, MeCTO M NIPUTOfa HUXOBOT M3Bohewa HapomHe mecme (Iletposuh,
1989).

YiideHunk y HacTaBu My3m4Ke Ky/IType

YideHuK 1Ma Ipe cBera KyJITYPOJIOLIKY Y/IOTy U3 pasjiora IITO je y BbeMy ,,JaTa
JlaTa CyMa LIMBMIM3ALMjCKUX 3HAMba KOja jeIHa KyATypa cMaTpa Jia je BaKHO Jja
npeHece Ha cefehy renepaunjy” (Autuh, 2009: 25). OH ¥Ma OHONIMKO 08Pa3oBHY
GYHKIVjy KOMUKO pacloa)xke CafipKMHCKM KBaJIUTeTHUM MaTepujaioMm. Cpa-
KaKo /la KBaJIMTETAaH Caip>Kaj JOIPMHOCY KBAJIUTETYy 0dpa3oBama I0jefIHIa 1
Tpyle, a Kajla ce CIIOMeHe TepMJH KBaJIUTeTHO odpas3oBame, OHO ymyhyje Ha
4nMibeHNIy mTa he ydeHuuy Ha Kpajy oapeheHor mukmyca 3HaTu, HayduTH,
YCBOjUTH, KaKBe BPEJHOCTH U Koje cTaBoBe he ImoHeTH ca yaca, Koje nHpopma-
nuje he Ha BUX OCTaBUTK Tpara, Ha KOju Ha4MH he cafpykaj yTuiaTy Ha Ljenmc-
XOJIaH pasBoj IMYHOCTY MOjeANHIIA — KOTHUTUBHY U a)eKTUBHY aCIIEKT.

BaskHO je y3eTn y 003up KakBy Y/IOTY yIIOeHUK MMa 3a HACTABHUKA 3@ LIKOJTY.
Axko je meroa QyHKIMja 1a IpeHOCH, U3naxe ofpeheHe campxaje, cyBe dnme-
HIIIIE, OHZIA YIIOSHNMK MMa ,,JOMUHAHTHO TPAaHCMUCUBHY yory (AnTnh, 2009: 28)
U Tajia IOoCTaje ,CaMo OllepalOHa/IN30BaHM KOJACKK mporpam” (VBuh un cap.,
2003: 9; npema AnTih, 2009: 28). Vmak, yOeHUK U HeroB caapkaj HIUCY y JO-
BO/bHO] MepJ CHa)KaH YC/IOB 3a caBjafiaBambe ofipeheHor sHama 1 HeMajy Ipem-
MMHApaH yTHLaj Ha IIeJIOYKYIIaH pasBoj IMYHOCTH TojeAuHIA. BakHO je yseTn y
003Mp KOMUKO je HACTaBHVK BO/baH JIa C€ MIOCBETYU ¥ IPUMEHY Pa3INduTe MHO-
BaTUBHe MeTOAMYKe IOCTYIKe y HacTaBy Koju ode3dehyjy ma He mobe mo myke
TpaHCMMUCHje Cafjp>Kaja Ha peanyjy YIIOeHNK — YUeHUK, Beh [1a ce ’bIXOBOM IIpu-
MEHOM Ha jefjaH OuMIJIeflaH HaulMH IIPMKa)Ke HaCTaBHA je[[IHNUIIA MHOTO 1yd/be 1
3HaYajHMje Off OHOT LITO je JAaTO Yy CAMOM YIIOEHUKY, 4uMe OU ce OTKpuIe MHOTO-
dpojHe 3aHMM/BMBOCTH, 08OTATU/IO UCKYCTBO U 3Halbe YICHMKA, a/lU ¥ pasBIIa
L[€IOBUTA IMYHOCTY IIOjeJMHIIA.

Ila du ce Koy yueHUKa pa3BMO €CTETCKM KPUTEPHjyM, KPUTUIKO MUILUbEIbE,
JbydaB IpeMa My3MUIIM, a TAKO U MHTePeCOBambe 3a BOKAIHY MY3WUKY TPayILIijy
CBOT I [IPYTUX HapOJfia HEOIIXOZIHO je /ja YIOeHMK pacIoNaXke y JOBO/BHO] Mepu
MY3UYKUM IIpYMepyMa KOji IpUIafiajy GpOIKIOpHOj TPaguLUjI. ,, YIIOeHUK je,
kako Crommh naBopu (Crommnh, 2012; Croumh, 2016a; npema Cromuh, 20169:
452) ,,JOMIHAHTHO CPe/ICTBO HACTABHOT IIPOL[eca My3IIKe KY/IType ¥ OC/IOHAIL Y
Kpenpamy cafip)kaja Koju yTudy Ha TOK y opranusanuju qaca.” Odpasia HaposiHe
necMe he moppasymeBaTu He caMO YIO3HaBame Ca MEMOAMjCKO—PUTMUYKO
OKOCHUIIOM IecMe, Beh he mHnnmpary u fydpy fUCKyCHjy 0 TEKCTY, IIOTEHIIMjal-
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HJM MCTOPMjCKMM OKOJIHOCTVMA Y KOjuMa je IleCMa HacTala, y KojuMa Ce U3BO-
IWIa, Kao M KO je M3BOAMO, Kaja, Ioj, KOjuM ycnoBuMa uty. Ha Taj HaumH ce
YUYEHUIV YIIO3HAjy ca MecCMOM, aJIV Ce Ca3HajHM IpoIlec He 3aBpIIaBa Ha odpaan
HecMe 110 C/TyXy / 13 HOTHOT TeKCTa, Beh ce mpopiy>kaBa Ha Jja/by AMCKYCHjy Koja
MO>Ke OMTY BpP/IO 3aHMM/bMBA M MOAICTUIAjHA NIPK Ja/beM CaMOCTaTHOM MCTpa-
XKMBaby 0 HAPOJHMM ITecMaMa u odorahmBamwy QyHAyca 3Hama 1 McKycTBa. Ha
Taj HAYMH je YHOEHNUK M KyATypHO-TIOTIOpHO cpencTBo (ITmyT, 2003; Crommh,
201606: 445) jep omoryhaBa ILie/IOyKyIaH, OZHOCHO CBECTPaHM Pas3Boj MOjeANHIIA
y HaCTaBHOM IIPOLIECY, a/Ii ¥ BAHHACTaBHMM, CTIOOOJHMM aKTUBHOCTUMA. Ramh
u Hypbanosuh (2016) ncTndy jja je BeoMa BaXXHO fia HACTABHUK MOTVBMIIIE y4e-
HIIKe Jla ce He OC/Iamajy caMo Ha YIOEHUK U Ja YIIyTH y4eHMKe Ifie U Ha KOju
HauVH MOTY JOJATHO Ja ce yIO3Hajy ca MpMMepUMa HapOJHe My3U4Ke Tpafu-
Luje, aJIM ¥ Ha KOjJ Ha4MH MOTY JIa je JOJATHO HETYjy.

MeTopmonomKN OKBUP UCTPAKNBAKHA

LInb MCTpaXkMBama jecTe Ja ce YTBPAYU KOMMKA je 3aCTYIUbeHOCT BOKATHe My-
31YKe, TIPEBACXO/JHO CPIICKe TPafiuIje y yIOeHMIIMa 1 [ia ce yIopefsie cafip-
XKVMHCKe CIMYHOCTY M pasnuke usMehy yiideHnka pasnmunTux nsgaBadkux kyha
Off TIETOT 10 OCMOT paspefia. Y cKIajly ca ybeM yrBphenu cy u cnegehu saganm
UCTPaKMBamba:
1. YrBpauTu 8poj mecama Koju ce I1ojaBjbyje y CBAKOM Off YIOEHMKA pasym-
YNTUX M3[JaBavKuX Kyha;
2. YTBpAUTY Ja /U CY YLIOSHUIV CafAp>KMHCKU UACHTUYIHY WIN Pa3TNINATH;
3. YTBpANTM KOjUM TepMUHMMA CY ITecMe /IIbKe O3HauaBaHe, IOpes] Hac/oBa
mecMe, OJHOCHO Jja JIM CY IlecMe KOHKpeTusoBaHe ofipehennm reorpacg-
CKMM KOHTEKCTOM WJ/IM Cy O3HaYeHe HEeKOM APYTOM TePMIHOIOTVIjOM.

Y ncTpaxmBamy je dMIO YK/bydeHO LIeCT M3aBaukux Kyha umjn cy ynde-
HMI Off0OpeHN off CTpaHe MMHMCTapCTBa IPOCBeTe, HayKe VM TEXHOIOIIKOT pas3-
Boja. To cy yndeHuny koju cy mpemaoxeHu 3a mkoncky 2020/2021. ropuny:
3aBop 3a ypdenuke, burs, Hosu Jloroc, Kner (Klett), Enyka u Bynkan 3Hame.

PesynraTtu ucrpaxmBama
IleTn paspep,

Y merom paspeny cy npumepu 13 TpaguLOHA/IHE BOKAJIHe My3I4Ke Tpagyuuuje
BeoMa 3acTyIubeHM. VI3paBauke kyhe burs n 3aBop 3a yidennke nmajy msjenHa-
JeH Opoj TpaIMIIMOHATHMX IIecaMa, CBaKM T10 IilecHaecT. V3aBauka kyha Bynkan
3Hatbe je IPYTU IO 3aCTYIUBEHOCTN HAPOJHMX MecaMa y YIOeHMKY — YeTpHaecT
npuMepa, a 1o dpojy cy cmmdHu u ypdenniy n3gabauke kyhe Kmer - rpunaect
npumepa u uspaBauke Kyhe Hosu Jloroc - jeganaect npumepa. Enyka ce of cBux
ylIdeHnKa 13iBaja o HajMameM dpojy HapOAyX MecaMma, CBera cefiaM IpuMepa.
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V3meby yudennka 3a netu paspen ce yoyaBa Hajeha cajprkajHa CIMYHOCT.
ITecme Koje ce mojaB/pyjy y yIOeHMIMMa CBUX M3[aBadykux kyha jecy: Buwru-
uuya pog poguna, Iosena je Jena, lusna, Jusua, esojauxo xono, Tu jeguna, leg
iouipaj mego. VImak, 3auHTepecoBase Cy HacC ¥ IlecMe 4nja y4ecTamoCT M0jaB/bl-
Bama HUje BICOKA y YIOeHMIMMa CBUX LIecT u3faBadyknx Kyha. To cy y Bemmkoj
Mepu odpepnne necme: Konehanu kono ipage, Jobpo jyiipo Konege, Uipaj, uipaj,
Jlaszapo, Buitinejeme, cnaenu ipage, Opau ope pasHo iiorpe, alu U IecMe Koje He
craziajy y xareropujy odpenunx: Ohe jexca, 3asuuaj, banahawncko xono, Mu cmo
geua eecena, Cegenauxa, Yciasanka, Ceaitioscka, Pyce koce uypo umaut, 3eneru
ce jaiogo, Pysxa tipousana v 2Kymia kyha. IlecMe Koje Cy IPEeTXOZHO HaBejeHe Cy
II0 CBOjOj 110jaBy y YIOEHNIIMMA jeAMHCTBEHE, 13 pasjiora IITO Ce CBaKa IecMa
II0jaB/byje caMo jefHOM, OfJHOCHO V jefHOM yiIdeHuKy onpehene nsgaBauke kyhe.

Ha ocHOBYy aHanu3e yndeHnKa 3a meTy paspes JOIUIM CMO /IO 3aK/bydKa fia
je Bpyo Majia reorpad)cka KOHTEKCTyanu3sanyja mecama. IlecMe ce TepMUHOMIOMIKY
Hajuyemthe repunnmy cnepehum oppenunnama: nHapogua tiecma uz Cpduje, Ha-
pogra us Cpéuje, HapogHa tiecma, HapogHa nm HewTo pebe cpiicka mwmpaguyuo-
HanHa dlecma. Ha ocHOBY pesynTaTa MOXKeMO 3aK/by4MUTH Jja ayTOp/u ylIdeHmKa
HIICY JOCTIEfHN Y MOI/IeAy reorpa)cKo — TepMMHOMOUIKE KOHTEKCTyanu3anyje
mecama, Te jeffHy IleCMy O3Ha4aBajy jeHUM TepMMHOM, oK Beh HapemHy o3Ha-
4aBajy APYrMM TepMUHOM (HIIp. HapogHa u3 Cpduje vnm caMo HapogHa). Yide-
Hyy nspaBaukux Kyha Kner (Klett) n Bynkan sHame cy ce y KOHTeKCTY dmvpker
TEPMUHOJIOIIKOT OffpehuBama mecama MCTaK/IM y OFHOCY Ha YIOEHMKe APYIUX
uspaBaukyx Kyha. Y yndennky nspasauke kyhe Kner (Klett) 3a metu paspep no-
MMHUpa jacHo dmke reorpadcko oppebemwe necama — Cegenauxa ilecma (0KoO-
nmnHa Komaonmnka), Yeiiasanka (oxommua Yxnua), Ceaitioscka (oxonmHa 3aje-
vapa), /lasapuuka (okomuua Cepspura), Ckou, kono, ga ckouumo (HapopHa ca
Kocosa), Jletie nu cy Hano u [JusHa, gusHa (nBe Hapopgue u3 lllymanuje), Kpcitio-
Houte kpcitiu Hoce (okomyHa JleckoBia). OdpenHe mecMme y ylIOeHMKY M3aBavyKe
kyhe Bynkan sHame 3a netn paspen — JJogoncka iecma, Jlasapuuxa tiecma un Ko-
negapcka fiecma ocedHO Cy 0O3HaUYeHe Kao HaApogHe Mmesnoguje 1eckosa4kol Kkpaja.

IllecTn paspen,

Ha ocHOBY cripoBefieHe aHamM3e MOXe Ce 3aK/byYMUTH [a Opoj HapOgHMX Iecama
omaja y yudeHnuuma 3a mectu paspep. VsgaBauke kyhe burs u Bynkan sHame
uMajy Hemto Behu dpoj HapogHMX IecamMa y OBHOCY Ha Ipyre usaBade. buis uma
IIBaHAECT, 0K BynkaH nsjame 1Ma jefaHaecT HapOAHMX Necama. Vmak, y yinde-
HUIVMMA JAPYTUX M3/jaBadykux Kyhe youaBa ce 3HaTaH maj y Opojy y OgHOCY Ha
ylIdeHrKe HaMemeHe TIeTOM paspeny. 3aBof 3a yiOeHMKe cafgpxu ect, Hosu
Jloroc uetupu, Kner nert, a Enyka csera Tpu HapopiHe IecMe.

YdeHnum cy 1o cBojoj cagp>KuHy cmmuHu. Vnak, nsgaBadka kyha Bynkan
3Hame ce I0CedHO MCTIYe 110 CafiPXKIMHCKO] Pa3HOMKOCTH y IOMEHY HapOJHMX
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necama, a y nopebemy ca ypdennnnma apyrux uspaBaukux Kyha. Ilecme koje ce
Hajuerhe NojaBbyjy y yldeHULIMMa 3a IeCTH pas3per Cy JeneHo, gesojko, Ilkputiu
hepam, Tasna nohu u Ja tiocejax nydenuye. Tlecme Koje cy y morneny gppexseHImje
HajMame 3acTyIUbeHe jecy 3acio Janko, Pasipanana ipana jopiosana, Oj, Mopaso,
Mmoje ceno pasro, Pacno mu je dagem gpeo, Oj, 3a Topom, Jeuam xena Kocoska ge-
sojka, Oj, ionyde NTH. YOUEHO je fla Cy ay TOPY YIIOeHNKa Pa3IMINTIX M3TaBaYKIX
Kyha npaTtunm y Mamoj Mepu jeHM fpyTe, Beh cy He3aBUCHO Off [PyTUX ayTopa
HOPY>XIWIN HELITO ayTeHTUYHU)U CafipoKaj.

Teorpadcky KOHTEKCT je y YHOEHMIMMA 3a IIeCTV paspes KOJ MOjelinHIX
u3jlaBavya NpenusHuje fepuHucan. JVmak, mopepn Tora jaBka ce TUINYHO OfI-
pebeme HapomHUX Necama TepMMHUMA HapogHa tiecma u3 Cpduje, HapogHa u3
Cpéuje, HapogHa tiecma u HapogHa. Ha 0CHOBY aHanm3e 3akjbydyje ce fia U3Ja-
Bayka Kyha BynkaH 3Hame 1M3/1a3y U3 CTaH[apHMX OKBNPA Kajia je ped o reo-
rpadcKoj KOHTEKTYaIM3alijyi HApOJHNUX Tecama. Y yIOeHMKy MOTy fia ce Ipo-
Haby HapopnHe necme koje cy us lllymanuje (Oj, Mopaso, moje ceno pasto, Oj, 3a
iopom), n3 cesepoucroune Cpduje (Pacno mu je dagem gpeo, Yuje je oHo gesojue,
Texna soga imexenuja), Bojpoguue (Ilkputiu hepam) u ca Kocosa u Meroxuje
(Jewam xena Kocosxa gesojka, Oj, ionyde, Pacitiu, pactiiu, moj 3eneHu Sope).

Cepmu paspen,

bpoj HapogHMX Iecama y yldeHuIMMa 3a My3U4KY Ky/ITypy 3a CeIMU paspef, ce
kopi BehmHe nspgaBauknx kyha cmamyje. ¥ yndenuky uspaBauke kyhe 3aBop 3a
y1IdeHIKe ce I0jaB/byje MIeCT HapOAHNX IIecaMa, ILITO je jeTHAKO dpojy HapOmHUX
necama y ylOeHNKy 3a mecTu paspef. Vmak, y yiudenuky nsnaBauke Kyhe Enyxa
nojap/byje ce TeT HapOJHMX IlecaMa, Te je TO y OJHOCY Ha LIECTU paspes Marbu
dpoj. Hou Jloroc cappsxu Tpu, fok Kier uma camo iBe HapopiHe mecMe, LITO je
y KBaHTUTATUBHOM CMICITy jOII HIDKe Y OFHOCY Ha OpOj HapOJHUX Iecama y
yudeHnmyMa 3a mecty paspesi. bpoj HapogHMX mecama je unak sHaTHO Behn y
yudenniuma nsfaBaykux kyha burs n Bynkan sHame. [loHekse je pasym/buB
Mamu dpoj mecama y yndeHumyMa 3a cegmu paspep. Ilporpam Hamaxe Maxom
HaCTaBHe jeflNHNLIEe 13 ICTOPUje MY3MKe, Te Cy CTPaHuIle YIIOeHKa 3HaTHO BUILe
nocseheHe MCTOPUjcKMM TeMama.

Y yudeHunuma 3a cefiMu paspefi y KOHTEKCTy cajp)aja IpucyTHa je Beha
XeTepOreHOCT. YIIOeHMIM KOju MMajy Mamu dpoj Imecama ce Cafip>kKaj yITTaBHOM
nokamna (3asop 3a yidennke, Hosu Jloroc, Kner n Enyxka), ok ce y yidennnnma
Koju uMajy Benuku dpoj mecama (burs u Bynkau 3Hame) nojaspyje Beha pasHo-
JIMKOCT pernepToapa Mysudkor ¢onknopa. Hapogna nmecma koja ce Hamasu y yi-
deHunyMa CBUX LIecT M3faBadykux Kyha je Tu momo, wiu gesojko. Ilopen ose
necMe, BUCOKY (PeKBEHTHOCT IIOjaB/bMBama MMa IecMa Ajge Jano, Koja ce
nojaspyje y net yudennka. Haponue necme Ilyue tiywika n Qaitiuuie Kono ce
jaBbajy Tpy nyTa. IIpyMepn HapogHUX IIecaMa KOju Cy jeAVHCTBEHM Y M10jaBIbl-
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BamYy, OJHOCHO I10jaB/byjy ce caMo jenHoM jecy Cumdbun ysehe, Oj, Lloko, Lloko,
Ja cam ussop soga nagna, Macno mena Jumuinpuja, Oj, nueago, pogHa wipaso,
behapauy, Ca Osuapa u Kabnapa, Ypogune scyitie kpyuike, Bezak je ée3na uTH.

Y norneny dnuxer TepMUHOTIONIKOT ofipehera y yideHniuma 3a ceMu pas-
Pen 3aK/byUNIIN CMO JIa Ce ¥ OBJIe [I0jaB/byje TEPMUHOIIOIN], KOja je d1ra Kapak-
TEPUCTUYHA U 32 yIIOeHMKe 3a IIeTH U IeCTH paspef, — HapogHa u3 Cpduje, Ha-
pogHa ilecma Cy HajioMuHaHTHMja reorpadcka onpehema. Vnak, y yudennunma
sehnHe nsmaBaukux xyha — burs, 3aBop 3a yndennke, Enyka japmajy ce dmmxa
reorpadcka ogpehema (Hrp. HapogHa mecMa u3 Bpama, Ipyxe, ca Kocosa mmm ca
KocoBa 1 Metoxuje). Y 0BOM KOHTEKCTY YHOEeHUK n3aBauke Kyhe BynkaH 3Hame
HajBMIIIe OfICTYTIA Off APYTUX M3[aBadykux Kyha u3 pasjora mTo Cy cBe HapOfiHe
IecMe Koje ce Hajlaze y yIIOeHUKyY 3a ceIMU paspef JOLaTHO JIOKa/In3oBaHe (3a-
IajHa, jyTOMCTOYHA, CeBEPOMCTOYHA, LeHTpanHa Cpduje, Bojsognua n Kocoso
n Metoxuja). Vnmak, Ko fpyrux nsgaBaya ce JOHEK/Ie youaBa ¥ HEOCTIE[HOCT
ayTopa y dmkeM reorpadckom onpehupamwy necama. [lok je mecma Ilyue iyuika
kop bursa u 3aBopa 3a yndeHuke o3HaueHa Kao HapogHa ilecma u3 Bpawa, y
Enyxn je mpencrabbeHa camo kao mecma us Cponje. Ilecme y ynidennmyma nspa-
Bada Hosu Jloroc u Kier Hucy nodue dmmke reorpadcko ogpebeme.

OcMmu paspen

Ha ocHOBY cripoBefieHe aHa/IM3€e MOXKe Ce 3aK/by4UTH JIa je IIOCTOjaHOCT HapOojjHe
BOKaJ/IHe My3M4Ke TpajuLyje y ylideHnIMMa BeoMa Majia, ako ce U3y3Me YIOeHMK
usgaBauke Kyhe burs, xoju cagp>xu 4ac BagieceT Tpy HapofHe mecMe. YIOeHMK
nspaBadke Kyhe Hosu Jloroc capp>xu mect HapogHMX recama, yiideHuy 3aBoya
3a ypdenuke, Enyka u Bynkan 3Hame cajpike 1o yetupy, ok Kiaeros ydenuk
MMa caMoO TPU HapojjHe IlecMe.

JMako je reHepa/THO NIPUCYTaH Maay dpOj HAPOAHUX IlecaMa y YHOeHMLMMA,
OHU CY Cafip>)KMHCKM BeoMa pasHo/muKu. [lecMe Koje Cy HajsacTymbeHmje y yide-
Hunuma cy Oj, Loxo, Ljoko, Opo ce suje u 3atiesana cojka aimiuya. Haponue
mecMe Koje Cy CBOjoj IojaBu jeguHCTBeHe Cy Tanxocasa, Mope usipejana, HaHe,
cjajna meceuuna, VI3 Bparancko tiojgo, [lesojue, iinasojue, Pyce koce, yypo, umauw,
Mope, usipejana, HaHe UTH,.

Y norneny dnvoker reorpadckor o3HadyaBamwa necama Mehy yndennnyma jo-
MUHUPAajy usfaBauke Kyhe burs un Bynkan sHamwe. Y Bursosom yiidennky ce Ha-
BOJIe TleCMe 13 3aIlajiHe, LeHTPajHe, UCTOYHe, jyrouctoune Cpoduje, Kocosa, bo-
CHIerpajicKor Kpajuia, u3 Bpama, Herotuncke Kpajune, mox ce y yndeHuky
usfaBayke Kyhe Bynkan 3Hame yodaBajy M HasuBM TpaAMI[MOHAIHA IIeCMa U3
Kocoscke Kamenunie n Tpagunyonansa necma us lope xop Ilpuspena.
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3ak/bydak

Ha ocHOBY cipoBefieHOT MCTpaKiBaba MOXKEMO Jia 3aK/bY4MMO JIa ce y YHOeHM-
IVIMa Off TIETOT O OCMOT paspefia MIeCT PasINMYUTUX M3JaBaukKux Kyha youasa
naz y dpojy HapogHMX necama. bpoj HapogHMX IecaMa y ylIdeHuIMa pasmndm-
TUX M3J/ABaUYKNX Kyha HaMemeHNX IeTOM paspesly 3HATHO JOMUHMPA Y OFHOCY
Ha dpoj mecama y ypdeHnnmMa BUIINX paspefa. Y TOM HOIIEAY U3/Bajajy ce Io-
cedHo yndenuy usnaBauknx kKyha burs n 3aBop 3a yndennke koju y yndenu-
I1IMa 32 IIeTH paspes MMajy Hajpehn dpoj HapoHMX Iecama, JaK IIeCHaeCT, 0K
je dpoj y ocTanum yrdeHnIMMa HeIToO Mamby y OFHOCY Ha IIPETXOZHO IIOMEHY T!
dpoj HapopHNUX mecama. 3acTYI/beHOCT HApPOAVX IlecaMa y LIeCTOM paspefy je
Beh HemTo HIDKA Y OGHOCY Ha meTu paspenl. VsmaBauke kyhe burs n Bynkan
3Hame ce UCTUYY 1o HajeheM Opojy HapOZHNUX IecaMa, JOK OCTA/IM U3fjaBadn y
cafip)aj ylIdeHnKa yK/byqyjy TOTOBO YIIOTIa Mambe HaPOJHNUX ITecaMa y OFHOCY Ha
IPeTXOHO OMEHYTe M3/aBade. Y yIdeHMIMa 3a ceM1 pasper je Kop, Behnne
n3fjaBavykyx Kyha (4eTHpy off yKYIHO IIIeCT) YK/bydeH joIl Mamby dpoj HapOogHMX
necama. Vmak, burs n Bynkan 3Hamwe ofcTymajy of Apyrux yiOeHUKa, yK/bY-
qyjyhm qak Tpopyruio Behn dpoj HapogHMX IlecaMa y OfHOCY Ha pyTre 13[aBauke
kyhe. Y yndennnmma sa ocmu paspey IpiCyTHO je HajMarbe IIpuMepa 13 BOKa/IHe
Mysudke Tpaguuuje. Ilet of yKymHO mrect msjaBadyknx kyha roroBo fa He mpe-
a3y BMIIIE Off YeTVPY HapofiHe necMe. VI3papauka kyha burs He nmpaTtu TenpaeH-
I11jy TpajialiijcKOT CMambVBaba IecaMa 110 paspennMa, seh y cangpikaj yndeHnka
3a oCcMI paspeq yK/bydyje o cajia Hajpehu Opoj mecama y offHOCY Ha IPeTXO/IHA
TPU CBOja yIIOeHMKa APYror IMKIyca odpasoBama — ABajeceT TPM HApOJHe
necMe. Ha ocHOBY cripoBezieHe aHa/nu3e Jj0/1asy ce 10 3aK/bydKa ja ce Opoj Ha-
ponHMX necama y HajseheM dpojy ciydaja cMamyje y ogHOCY Ha paspen. Vmak,
3aK/byJaK ce He MOKe OJHOCUTH Ha yIIOeHMKe CBMX LIeCT U3JjaBadykux Kyha. bu-
T30BM YIOEHMIIN Ce Y OIHOCY Ha CBa YeTUPU pa3pefa APYTor UK/Iyca UCTUYIY IO
HajseheM Opojy HapogHMX HecaMa. 3a BUM Clefie yIdeHUIuM u3fjaBadke Kyhe
BynkaH 3Hame.

Y pajy cMO aHanIM3Mpanu CIMYHOCTU M Pa3/IMKe Y cafipyKajy yIOeHMKa pas-
JIMYNTHX M3JaBadykux Kyha 3a cBaku paspep HojemuHayHo. PesynraTy anamuse
yiIdeHmKa 3a ety paspep okasyjy fa mocroju sehm dpoj mecama koju ce Hamasn
y yudeHnnmma CBUX M34aBauyKux Kyha, anu ja umax nocroju oppehena cagpxmH-
CKa PasNIM4nTOCT, IITO NOfIPa3yMeBa Jja Ce y IOjeAMHIM YIIOeHNIIMMA jaB/bajy T3B.
YHUKaTHM IIPUMepY, KOju He MOTy jia ce Hahy Kop fpyror us3gaBada. ¥ ydenn-
IMMa 3a IIeCTV, CeMI U OCMM pa3pefi mocToju Takobhe ompeheHa cappsxmucka
CTMYHOCT, Mel)yTuM OHa je HeImTo Mame IPUCYTHA, AOK je dpOj jeAMHCTBEeHMX
npuMepa n3 HapogHe Tpaguiuje Behyu. Ha ocHOBY npeTxoHO ToMeHyTOT MOXKe
la ce 3aK/byuM Ja y yudeHMIMMa CBUX paspena noctoju oppehen dpoj mecama
KOjJ je 3aje[lHNYKY CBMMa, aJly Ce UIaK y Hajsehem dpojy youaBa Beha cagpxkun-
CKa pa3yheHOCT, OffHOCHO XeTepOreHOCT HapOHMX IIecaMa.
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YTBpheHo je u fga cy ayTopu yIdeHMKa pasmMIMTUX M3[jaBada HefjOC/Ie[HN
IPWIVKOM reorpadcKo-TepMIHOIOLIKOT Offpeherba HapOIHNUX IecaMa, IITO IO -
pasyMeBa fla ce jeffHa ITleCMa O3HayaBa CaMO TePMMHOM HapOJHa, oK Beh Ha-
penHa mecMa Ha cnefiehoj cTpanm yideHnka Moxe ga uma dmmke reorpadcko
ozpebeme. Yiidennk nsnasauke Kyhe Bynkan sHame n3fiBaja ce y OffHOCY Ha pyre
yudennke o Hajsehem dpojy mecama ca npeunsHuMm reorpadckum oppehemem.
OsnayaBameM IecMe CaMO TEPMIHOM HapOJIHa He CTIYe Ce YBUJL Y HeHO HaIyo-
HaJIHO IIOPEKJIo, a M30CTaje U MHPopMaluja o d1mxoj, KOHKpeTHIjoj reorpad-
CKOj ToKanm3anuju rnecMe. TrMe nsocTaje MOryhHoCT fja ojeiuHaly oBeXxe Ofi-
pebene HapoxHe 1ecMe ca KpajeM 113 KOra IIOTHYY ¥ TAKO CTEKHe IIype 1 doraruje
3Hambe 0 HapofHOj Tpaaunuju oxpehene odmactu semspe.

Y cBeTy HOodMjeHNX pesynTaTa UCTPaKMBaba BaXKHO je ncTahy Konmmko cy
HapOJIHE IIeCMe BayKHE, KaKO 32 OUyBarbe TPauliije CBOT 1 JPYTUX Hapo/ia, TAKO
M 33 MY3MYKO ONVCMEHaBaibe, pas3Bujaibe /bydaBy IpeMa MY3MIU, €CTEeTCKOT
KpUTEPUjyMa U LIJIOBUTOT pasBoja IOjefVHIA. YOUM/IN CMO Jia dpoj HapogHMX
mecama oIlafia IITO je paspef BUILIM, Te OU Y TOM KOHTEKCTY Tpedaso ia ce Ha-
npaBe 3HauajHe pedopme y yndeHnInma, xoje he ce omHocuty Ha yBoheme Beher
dpoja HapogHMx mecama. Kako cMo y 08pa3oBHO-BaCIMTHOM IpPOIIECY JaHaC
BUIIIe YCMEPEHN Ka MCXOAMMA, CXBAaTaMo Ja Cafpkaj YHOeHMKa Huje BUILIe caM
1o cedu k. VI3 Tora mpoucTuye jja Huje caMo BaKHO HAyYUTH IIECMY, HETO je
dutHo crehu U muUpy CIUKY 0 1HOj, Te je U3Y3eTHO BAKHO 1 Kako he ce mecme
o3HayaBaTy. CTaB/bame HApOJHe IIeCMe y KU reorpadcku KOHTeKCT omoryhmhe
YYEeHMKY He CaMo Jja Ca3Ha Kpaj U3 Kora mecMa rnorude, Beh ma Ha ounrienan
Ha4MH CTeKHe IVPY U NPELNU3HN]Y CIMKY O BOKa/JIHOj MY3MYKOT TPaguLji Ofi-
pebenor reorpadckor noppydja, a caMuM TUM ¥ L[EJIOKYIIHY CIIMKY MY3MYKOT
donknopa cBor Hapoza 1 KyAType yoruire. ,IIpoydaBaTu HapoJgHY My31KY CBOT
i ppyror Hapopa’, kako Pagmmia Ilerposuh tBpau (Ilerposuh, 1989: 15),
»3HauM OTKPUTH IITa Taj HAPOJ, 3HA ¥ MUC/M O CBOjOj MY3UIIM U Ha KOjJ HAUMH
TO yMe Jja CAoIIIITI , @ TO je YIIPaBO jeflaH Off II1/beBa KOjeM Ce TeXJ Ha HaCTaBU
Mysuuke Ky/IType — YIIO3HAaTH, CAa3HATH, YCBOjUTY Y CAYyBaTy BOKA/THY MY3U4KY
Tpaguuujy oy 3adopasa.
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REPRESENTATION OF VOCAL MUSIC TRADITION IN TEXTBOOKS
FOR MUSIC CULTURE OF UPPER GRADES OF PRIMARY SCHOOL

Folk songs are the product of a gifted anonymous creator. They reflect the national and
cultural identity and represent the unwritten, living history. As the teaching areas of
performing and listening to music strive to ensure the complete personality of the
individual, it is essential to see to what extent and with which musical content in the field
of vocal music tradition students of higher grades in primary school encounter. This paper
aims to know the extent to which folk songs are represented in music education textbooks
and compare the similarities and differences between the textbooks of different publishing
houses from the fifth to the eighth grade. The analysis results show that folk songs are
most common in textbooks for fifth and sixth grade, while the number of examples is
decreasing in textbooks for seventh and eighth grade. On the other hand, we noticed that
specific musical examples are widely represented in the textbooks of various publishers.
However, the contents of the textbook cannot be characterized as identical.

Keywords: vocal music tradition, textbook, teaching music education
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Peculiarities of Lithuanian songs ‘sutartines’
and didactic possibilities of their use in classroom

Summary

Lithuanian polyphonic song sutartinés are a folklore genre, notable for features character-
istic of archaic music (narrow range; limited number of scale steps; syllabic rhythm, em-
phasising the syncretism of word and movement). This article focus on the structural
peculiarities of the sutartinés songs and the characteristics of their musical language (char-
acteristic scales, melodic and rhythmic patterns), and aims to reveal the didactic possi-
bilities of their use in the music classroom. Analysis of the structural features of sutartinés
songs reveals wide possibilities for their pedagogical use. The musical material of
‘sutartinés’ songs allows for linking in the teaching process various musical activities: sing-
ing by ear, solfeggio and rhythm making, playing school music instruments. It is appropri-
ate to rely on narrow range scales in melodies of sutartinés songs and their elemental
rhythm patterns in the initial stage of learning musical notation ant the solfeggio. Simple
polyphonic forms help to develop basic ensemble musicianship skills. On the basis of the
sutartinés material, pupils can also be introduced to the elementary principles of music
composition and develop their compositional skills. Sutartinés are important as a means
of enriching musical vocabulary, allowing for the avoidance of uniformity of musical lan-
guage and stereothypical clichés of musical aesthethics. The international recognition of
sutartinés obligates the community of music teachers to pay more attention to various
pedagogical and methodological aspects of the dissemination of sutartinés.

Keywords: sutartiné, polyphony, structure, musical language, music didactics

Introduction

ithuanian polyphonic songs - sutartinés — are a unique phenomenon of archaic

musical folklore. In their artistic expression they are vastly different from the
sound standards and aesthetic criteria common to our culture. Several different
texts, sounding at the same time, the harmonies of sharp seconds between voices,
complementary and contrasting cross-rhythms, abundance of syncope - these are
only a few characteristics pointing to the singularity of sutartinés. Elsewhere in
the world there are very few analogies to such music. Among the most vivid
examples are polyphonic vocal and instrumental music of the Central African
Pygmies, the vocal polyphony, abundant with seconds, of the Balkan countries
(Bulgaria, Serbia, and Croatia), the polyphony of the Northern Japanese Ainu, the
music of the pan-pipe ensembles of the Solomon Islands in Melanesia, the throat
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singing of the Inuit in Canada, and Indonesia’s gamelan. Due to the specificities
of their musical language, sutartinés certainly end up next to the most interesting
examples in world music. Their uniqueness and artistic value is evidenced by their
recognition at an international scale. In 2010 sutartinés were included in UNESCO’s
Intangible Heritage List. It should be noted that sutartinés are becoming
increasingly more popular among Lithuania’s youth, their musical groups and
subcultural communities.

Even though hints of sutartinés can be found already in written sources from
the 16 century, more serious research began only at the junction of the 19t-20th
centuries, when sutartinés began to disappear. The prevalence of sutartinés, the
features of their genre, functional and musical language was studied by various
researchers. The first collection of songs with sutartines melodies was prepared
and published by A. Sabaliauskas, together A. R. Niemi (1912). Z. Slavitinas was
particularly important in research on sutartinés. In the late 1950s prepared a
three-volume collection of sutartinés (Slavitnas, 1958-1959), which became one
of the most comprehensive and important printed sources of sutartinés (SLS).
Instrumental sutartinés performed with skuduciai (separate pan-pipes) and
daudytés (long wooden trumpets) were gathered and researched by S. Paliulis
(Paliulis, 1959). Lithuanian ethnomusicologists have focused on the harmonic and
rhythmic qualities, form, congnitive and psychoacoustic aspects of sutartinés
(Ciurlionyte, 1969; Antanavicius, 1969; Juzelitinas, 1972; Zarskiené, 1993, 2003;
Racitnaité- Vyc¢iniené, 2000, 2003; Nakiené, 2001; Ambrazevicius, 2003; Urba-
naviciené, 2009).

In the 1960s sutartinés began to slowly enter into Lithuanian musical peda-
gogy, becoming a key part of the school repertoire (Krakauskaité, 1960). A wide
repertoire is presented in the 5th-10th grade textbooks by Eduardas Balcytis
(Balcytis, 2004). Sutartinés are used here first as a way to enrich and diversify the
singing repertoire and help school children become acquainted with polyphonic
means. Sutartinés are widely used in the music textbooks for schools, prepared by
the author of this article (Velicka, 2007, 2010, 2011, 2012). They are dedicated not
only to teaching solfeggio and reading notes, but also to playing school flute and
pan-pipes. The musical material of sutartinés creates new challenges for teachers.
In the opinion of Z. Marcinkevicius, in these textbooks “the repertoire has, in es-
sence, been renewed ... Lithuanian sutartinés, notable for their specific harmony,
bring something new to this content, and they raise new issues with teaching,
because they require specific abilities from the students” (Marcinkevic¢ius, 2001:
166). In 2010-2013 a new series of textbooks Vieversys for primary school music
classes was published, thematically integrated with the other subjects that are
taught. Several songs were included here (Bertuliené, 2011: 67; 2012: 43; 2013: 13,
72). The use of sutartinés has become a distinctive tradition in Lithuanian music
education. However, despite this growing interest in sutartinés, their didactic pos-
sibilities are still poorly researched.
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Archaic characteristics of sutartinés melodies

The melodies of many sutartinés is characterised by features of archaic music: a
narrow range, a limited number of scale steps, in many cases the rhythm of a
syllabic nature (when one syllable of the text equals one note), the syncretism of
the music, verbal text and movement. These features allow us to consider the
archaic origin of sutartinés. Austé Bareikyté-Nakiené has studied the affinity and
possible common origin of the melodies of sutartinés and other genres of archaic
folklore: imitation of bird calls, sung insertions in fairy tales, children’s and calen-
dar songs (Bareikyté-Nakien¢, 2001). As noticed by J. Ciurlionyté, the melodies
of most sutartinés are made up of a limited number of scale steps — from two to
five different notes (Ciurlionyte, 1969: 119). Narrow range scales with a limited
number of notes are named using the terms of oligotony, oligotonic modes, olig-
otonic system (Sliuzinskas, 2003: 16, 26, 27, 45), emphasising the main typological
difference between narrow and more sophisticated diatonal scales.

In terms of scale, two-steps scales are the most elementary. The bitonal scale
sol-la is particularly rare. There are slightly more sutartines based on the bitonal
scale sol-mi, or the “cuckoo tune” (Example 1a). We can find even more sutartinés
based on anhemitonic three-step scales. They are characterised by the trichords
such as re-mi-sol, mi-sol-la (Example 1b), or fa-sol-la. However, usually the sepa-
rate voice is based on anhemitonic bichord or trichord scale, but not the entire
sutartine. The other part of sutartines is based on the hemitonic trichord, where
the filled minor third forms the “lament” tune: sol-fa-mi or fa-mi-re. Most sutar-
tines are based on the tetrachord fa-mi-re-do (Example 1f), la-sol-fa-mi etc. An-
other large group of sutartinés is notable for its singularity - the musical material
is based on fanfare intonations. They may have been taken over from the sutartinés
music played with daudytés (long wooden trumpets) and are a distinctive result
of the interaction of instrumental and vocal music (Bareikyte-Nakiene, 2001: 151).
Sometimes all of the material of the sutartiné can be based on one fanfare tune,
i.e. fragment of a natural harmonic series. There are much more of those based
on the harmonic series of two fanfares, tuned in seconds. These are polymodal
sutartinés, with two tonics of equal value, separated from each other by a second
interval. Polymodal sutartinés have a distinctive sound, based on two bichords of
the major thirds. Its edge tones are separated by an augmentated fourth, which is
why they resemble the Lydian mode. They are based on fragments of two natural
harmonic series (Example 1d); thus they are considered as a separate case of fan-
fare sutartinés. There are also various mixed and intermediate versions of poly-
modality (the melody of one voice is fanfare, and the other anhemitonic or dia-
tonic).

In sum, sutartinés are characterised by a great variety of scales (Example le)
and offer a sufficiently broad arsenal of melodic instruments. Some sutartinés, in
the aspect of musical didactics, are useful because of the archaic character of their
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melody: a limited number of scale steps (melody comprised of three or four dif-
ferent tones) and scale structures (there are no half-tones among the sounds that
form the scale). It is easy to notice that similar scales are characteristic to other
archaic genres of folklore: laments, children’s songs (lullabies, games), pastoral
folklore, and song interludes in fairy tales. The basic tonal structure of sutartinés
corresponds to the children’s level of musicianship and music perception; thus
they are perfect for primary school. They allow the consistent and cohesive musi-
cal education process to include different musical activities.

Example 1. Variety of scales of sutartinés.

a. two-step scale (SIS 166) c. four-step scale (SIS 604)
* *

Structural features of the rhythm of sutartinés

Syncretism of rhythm is a characteristic of sutartinés music — a connection be-
tween the rhythm of the words and ritual movements. Stable, constantly repeating
rhythmic formulas often coincide with asemantic onomatopoeic words (tatato,
ratilio, sodauto, tito, lylio, Salavijo and others), which function as a refrain. Al-
though dominated by a motor rhythm with a clear structure, the formula of the
rhythm itself is not so much of a qualitative as it is of a quantitative origin — based
on the change of long and short rhythmic values. One common characteristic of
sutartinés is the simplicity of the rhythmic patterns that make it up. Elemantal
rhythmic patterns are easily recognisable and suitable for the musical education
of children. They are particularly useful for the early stages of learning the musi-
cal notes: in leaning rhythm and solfeggio and starting to play a school instru-
ment. The characteristic formulas of the rhythm of sutartinés fully correspond
with C. Orft’s concept of Elementare Musik and coincides with natural rhythmic
structures, based on the rhythm of words (Keller, 1954: 28). These fundamental
rhythmic arrangements are also the basis of Z. Kodaly’s musical education system
(Kodaly, 1966: 3-13). Despite the apparent simplicity, these rhythmic formulas
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open wide opportunities for the creation of rhythm combinatorics and polyrhyth-
mic textures. The combinatorics’ range of possibilities unfolds from simple iso-
rhythm to fairly sophisticated complementary and cross-rhythms.

In terms of rhythmic structure, one of the most basic is threesome sutartinés,
the rhythmic patterns of which correspond on both sides of the melody (iso-
rhythm): when performing it in canon, a “rhythmic unison” is formed between
the separate voices (Example 2b). The performance of the sutartiné does not raise
any rhythmic difficulties; it is easy to learn to play it in canon. Children in the 1%
grade are already able to easily play this sutartiné with two pan-pipes in canon
(Velicka, 2007: 68). One of the most important features of the polyrhythm of
sutartinés is complementarity. Basic rhythmic formulas between voices usually fit
in such a manner that they complement one another and together create an even
movement of eights. The most basic example of polyrhythmic complementarity
is a simultaneous coordination of two fourths and four eights (Example 2e).

Example 2. Rhythmic structures of sutartinés.

a. complementary rhythmic patterns
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b. isorhythm (SIS 304) f. cross-rhythm (SIS 1619)
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Rhythm inversion (or retrograde) is characteristic of several foursome sutar-
tines. The crossrhythms that occurs between voices is often emphasised by the
onomatopoeic words of sutartinés. The rhythm inversion, characteristic of four-
some sutartinés, is reminiscent of the composing method favoured by the renaissa-
nce and baroque composers. Rhythm inversion in foursome sutartinés is embod-
ied in the most basic way; it creates symmetry of rhythm, which allows the
audience and the performers to feel the beauty of the structure. This constructive
teature of sutartines is usefill to rely on when modelling basic music composition
tasks suitable for children. In traditional music of pan-pipes and horns, sometimes
hocketing is used, which makes up a whole other sub-group of complementary
rhythms (Example 2g). It is clear that such pieces are perfect for teaching pauses
and explaining the concept of the pause (Velicka, 2011: 22; 2012: 15). The rhythm
of sutartinés reveals more varied opportunities of didactic application and peda-
gogic use.

Features of the polyphony of sutartinés in terms of music didactics

Sutartinés are distinguished by a variety of polyphonic forms. Within their texture
we can find all the early and intermediate forms of polyphony, beginning with
unison or alternate singing, drone and paraphony, andending with canon and
exact inverse counterpoint. Unison is not typical in sutartinés; it is the basis for
barely a few threesome and foursome sutartinés which are typically performed as
a simple three-voice canon. Their melodies in the first and second part coincide
(only the poetic text differs); therefore, when singing them in canon, they always
sound in unison (Example 1c). From the view of musical didactics, unison sut-
artinés are useful as the initial preparatory stage in learning polyphony. Antiphon,
i.e. alternate singing in two groups, is a transitional singing style, allowing for an
easy shift from monophonic to polyphonic singing. J. Ciurlionyté rightly calls this
kind of singing the precursor of sutartinés (Ciurlionyté, 1969: 257). For primary
school children this is perfect due to the playful manner: in singing, two groups
of children seem to compete with each other. The antiphonic manner of singing
also includes the performing of foursome sutartinés, although here alternate sing-
ing is performed not by two separate singers (or two groups of them), but two
pairs of performers. Heterophony represents the early polyphonic form (Slavitinas,
1958: 14). This is a transitional, intermediate form of polyphony, with features of
both monophony and polyphony. Neither the monophonic nor the polyphonic
origin is clearly expressed in them (they can be interpreted as inaccurate, imper-
fect unison). Therefore, in the view of musical didactics, such opportunities for
using sutartinés are rather limited. Drone is practically uncharacteristic of
sutartinés. The exception is sutartinés that have a later origin, formed under the
influence of harmonic polyphony, which Slavitinas calls “innovative sutartinés”.
In the data of research by D. Racitinaité-Vyc¢iniené, drone carried in one tone in
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some of these sutartinés voices is the result of the influence of instrumental music,
most likely imitating a violin or bagpipe (Racitinaité-Vyciniené, 2000a: 94-99).
Later-origin drone sutartinés include the war sutartine “Zvingia Zirgas, dolija”, the
second voice of which is based on the variable drone (SIS 1771). This sutartine is
part of the newly-prepared 24 grade music textbook Vieversys (Bertuliené, 2011:
67). Some foursome and twosome sutartinés are characterised by paraphony of
seconds: two parallel melodies sound at the same time, which have an interval of
seconds (SIS 1248). Parallel singing in seconds raises difficulties in intonation for
the performers; therefore in primary school it should be limited to solfeggio of
separate voices. However, the opportunity should not be missed to play the
sutartiné with two flutes: this practice provides children with experience that is
valuable in terms of musical language and style. Practically all threesome sutartinés
are performed as three-voice canon (or variations thereof). Singing in canon for
many beginners is one of the first and easiest to perform tasks in ensemble music.
Learning to sing in canon should begin with unison sutartinés. They are easiest
to intone. In terms of rhythm, sutartinés of an isorhythmic structure are most
practical (Example 2b): they are simple to play in canon with flutes or recorders.
Counterpoint is particularly characteristic of twosome and especially foursome
sutartinés. Counterpoint singing in seconds, in terms of vocal performance, is
difficult; without special preparation it is nearly impossible to overcome. There-
fore, it is recognised that these sutartinés are rather difficult to perform (Racitnaité-
Vy¢inieng, 2009: 18). Nevertheless, several foursome sutartinés with a simple
structure can be used even in primary school. The foursome sutartiné “Sodi, sodi
lopai” relies on two bichords and complementary crossrhythm (Example 2c).
Children easily learn to sing, perform in solfeggio and play with a flute the sepa-
rate voices of them. Many 274 graders, together with their classmates, can play this
sutartiné in two voices with flutes, gaining valuable experience in playing as an
ensemble. Practice shows that some of the more gifted children are able to sing
this sutartiné in two voices, being able to hold a second interval between voices.

Use of sutartinés material in musical compositional tasks

The musical material of sutartinés is particularly useful for introducing students
with principles of composition, in teaching them the basics of music composition.
R. Girdzijauskiene, who studied aspects of musical creativity in children, admits
that “creation is the musical activity most associated with creativity, during which
a musical product that had not existed before is created..” (Girdzijauskiené, 2004:
29-31). However, it is clear that any kind of musical creation is first of all based
on the musical language experience of an individual and their existing musical
vocabulary. The musical material of some sutartinés and its structural features
allow for the modelling of composition tasks, helping to establish and realise the
existing knowledge of musical theory, when children together feel the joy of mu-
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sical composition. One of the simplest tasks of composing is to create a second
voice for a sutartiné, keeping a second interval between voices. Having completed
the task, the children can sing in solfeggio the separate voices of the sutartiné, play
them with an instrument (recorder, two separate pipes), or play them in a duet.
More difficult tasks requiring creative efforts are also possible, i.e. composing
sutartinés in accordance to pre-specified conditions. The tasks indicate the rhythm
of every voice and the notes from which the first and second voices of the sutartiné
can be composed. Schoolchildren have to create both voices of the sutartiné and
write them down in two staves. The two voices of the sutartiné can be done in
solfeggio, sung, and played. The next step is to learn to play in a duet a whole
two-voice composition (Velicka, 2012b: 12, 23, 28).

Different tasks can be dedicated to expanding the synesthetic experience of
the schoolchildren, such as when the harmonies of threesome or foursome
sutartinés are turned into coloured fabrics. For this purpose, the notes of one voice
of the sutartiné are written horizontally, while the other vertically. Each tune is
represented by a certain colour of the rainbow (complementary colours are set at
third intervals, thus aiming to associatively emphasise the consonance; contrast-
ing colours are juxtaposed and represent dissonance). The lines above the notes
are coloured in the colours indicated in the worksheet. Overlapping, the coloured
lines create new composite colours and form a drawing reminiscent of fabric
(Example 3). Such a task, when music-making includes elements of synaesthesia,
promotes sharper understanding of the elements and structures of sutartinés
music through colour associations, while at the same time revealing yet another
opportunity for inter-disciplinary integration.

Example 3. Examples of creative tasks.

43. 15 pateikty naty pagal nurodyta ritma sukurk sutartine. Ufrasyk ja na-
tomis. Pries fa nata nepamirsk parasyti diezo! Didele pagrok pirmajj
ir antrajj sutartinés balsa. Sutarting duduokite dviese.

44, Sukurk spalvy sutarting. Juosteles vir§ naty nuspalvink tokiomis spal-
vomis: fis - mélyna, d - Zydra, g - geltona, e - oranzine, ¢ - raudona.
Prie$ tai nuspalvink figurg kairéje.
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Conclusion

Lithuanian polyphonic songs - sutartinés — are a unique genre of folklore, notable
for features characteristic of archaic music: narrow melodies with limited number
of scale steps dominate, with a characteristic rhythm of a syllabic nature, empha-
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sising the syncretism of word and movement. Due to the features of archaic musi-
cal language, corresponding to the possibilities of children for perception and
expression, some sutartinés are particularly suitable for primary school, yet their
application possibilities in primary musical education have not yet been suffi-
ciently explored. Elemental melodic, rhythmic patterns and polyphonic forms of
sutartinés are in accordance to C. Orff’s ideology of Elementare Musik and em-
body it in their own way. Analysis of the structural features of sutartinés music
reveals wide possibilities for their pedagogical use. The musical material of
sutartinés allows for linking in the teaching process various musical activities:
singing by ear, solfeggio and rhythm making, reading sheet music and note writ-
ing exercises, playing various school music instruments, the development of en-
semble skills, and elementary music composition exercises. In preparing exercises
and creating a repertoire suitable for primary school, sutartinés should be carefully
selected, taking into account the complexity of their musical language (scales,
rhythmic formulas, polyphonic means) and the objectives of the music education
tasks.

Sutartinés are important as a means for enriching musical vocabulary, allow-
ing for the avoidance of uniformity of musical language and stereotypical cliches
of musical aesthetics. Sutartinés have a characteristic, “other” musical language,
which can serve as a useful resource in forming a broader, more varied musical
experience, helping to resist the dictates of mass music culture. It should be noted
that among young people sutartinés are becoming increasingly more popular:
young groups in Lithuania, which perform music in the genres of folk-rock, neo-
folk and other alternative styles, use sutartinés more often in their songs. The
international recognition of sutartinés (in 2010 it was included in UNESCO’s In-
tangible Heritage List) obliges the community of educators and scientists to pay
more attention to various pedagogical and methodological aspects of the dis-
semination of sutartinés.
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CIHIEDVIOMYHOCTU INTBAHCKUX IIECAMA ‘CYTAPTUHE U
IVNITAKTNYKE MOTYRHOCTU IbMXOBE YIIOTPEBE Y YYMOHNIIN

Doxyc pafa je Ha CTPYKTYpamHUM CIel(UYHOCTIMA TIecaMa CyTapTHHe, KapaKTepu-
CTMKaMa JIXOBOT MY3MUYKOT je3)Ka, Kao M JUJAKTUYKIM MOIyhHOCTMMA HUXOBE yIIo-
Tpede y yuMOHMIM. AHamM3a CTPYKTYPaTHUX KapaKTePUCTUKA IlecaMa CyTapTHHe OT-
KpyBa IMPOKe MOryhHOCTH BUXOBe Iefarouike ynorpede. Mysiuky MaTepyjaj ecaMma
cyrapTuHe omoryhaBa IIOBe3VBarbe Pas3IMYMTUX MY3MUYKMX aKTMBHOCTM Yy HACTABHOM
npouecy. Ha 0CHOBY BMXOBOT My3MYKOT MaTepujaia, y4eHUIM Ce YIIO3Hajy C eleMeHTap-
HYM IIPUHOUIIMMA KOMIIOHOBama U pasBujajy KoMmosuiuoHe BemtuHe. CyTapTuHe cy
Ba)KHO CPEZICTBO 3a odorahmBame My3MUIKOT PeUHMKA, N30eTaBarmbe YjeHAYeHOCTH My-
3MYKOT je3nKa M CTePeOTMITHMX KIINIIea My3Wdke ecTeTnke. MehyHnapomHo mpusHame
CyTapTHHa odaBe3yje HACTaBHMKE MY3JVKe /ja IOCBeTe BUINE MaXXKEbe PasIMInTIM IIefia-
TOLIKMM ¥ METOJOIOUIKMM acIIeKTMMa PACIpOCTHparba CyTapTHHA.

K}by‘[He peun: CyrapTmHe, BI/IHIeI‘}'IaCje, CTPYKTYpa, My3NIKI jeSI/IK, MYy3n9Ka IVMIAKTIKa
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Summary

This paper explores the phenomena of images as a foundation of experience. The focus is
on music images as spontaneous activity of the unconscious in momentary conscious
situations relating to music. A new perspective is given on folklore images as music forms
of ancestral complexes and their manifestations through music categories of time and
space. The implications of folklore images for music education, particularly for personal
development and realisation of education potential, is explored and followed by an initial
mapping of further systemic research.

Keywords: music images, unconscious, ancestral, folklore, education

Images

Contemporary research in analytical psychology and infant development dem-
onstrates that human experience and perception are founded upon images.
Images represent spontaneous activity of the unconscious in momentary con-
scious situations (Jung, CW 6: para 745). Images are our most authentic and im-
mediate experience in reaction to a stimulus. They are unconscious facts. Images
are a foundation for experience and comprehension. Expressed in a symbolic
form, they contain the meaning both of the stimuli and of our experience. Image
opens the way to what lies beyond it, toward what it symbolises (Corbin, 1983).

Jung states that ‘the interpretation of its meaning can start neither from the
conscious alone nor from the unconscious, but only from their reciprocal relation-
ship’ (Jung, CW 6: para 745). Images are psychically compelling (emotion, affect)
and stir the beholder to realise what she perceives, i.e. to make it conscious.

Due to the fact that the origin of the images is in the objective psyche, and
carry a more or less compelling libidinal charge, they have the power to engage
individuals with universal meaning and initiate the process of personalization
which can result in a unique expression and new consciousness. Taking into con-
sideration that the image is a condensed expression of the psychic situation as a
whole (Jung, CW 6: para 745), the nature of image is psychosomatic, thus involv-
ing our body and affect (coenesthetic mode). Each image is endowed with gen-
erative power; its purpose is to arouse (Samuels, 1986: 73) - in order to compel
an individual to engage with the image, embody it and express it in one’s unique
way and thus participate in the energy transformation process which gives birth
to new consciousness.
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When the conscious mind participates actively ... or at least understands it
intuitively, then the next image ... always starts off on a higher level that has
been won and purposiveness develops. (Jung, CW 7: para 386).

Infant research shows how this immediate mode of perception and experi-
ence is the prime mode of being for infants, explaining how, adapting to impacts
from the environment, it is modeled into an unconscious pattern of perceiving
and experiencing throughout the life cycle.

Images from infant research and analytical psychology perspectives

Images are presented through the infant development concepts of the coenesthetic
mode and representations of interactions that have been generalized (RIGs). They
reveal the essential music nature of images.

1) Coenesthetic mode (Spitz, 1965) describes the non-verbal liminal realm
of the infant and the environment (the mother/caregiver - infant dyad). It sheds
a special light on deep psychosomatic experience in terms of ‘totalities. Basing
most of his conclusions on empirical infant research, René Spitz provides insight
into the nature of this early experience of the interactional world. During the
coenesthetic mode of functioning in the first six months of life, ‘perception takes
place on the level of deep sensibility and in terms of totalities, in an all-or-none
fashion’ (Spitz, 1965: 134). It signifies the affective interchange between the infant
and his caregiver and operates both on expressive and receptive levels. Spitz speaks
about infant expression through non-verbal signals, of which adults seem not to
be conscious. Infant reception operates through conditioned reflexes which evoke
the vegetative system. Somatic manifestations are visceral and postural. The dia-
critic mode of functioning evolves from the coenesthetic mode and becomes an
integrated sensory organisation by the second year. In the first months of life in-
fants are exposed to changes in equilibrium, tension, vibration, rhythm, intensity,
contact, time duration, voice timbre and tone, etc. They register impressions, not
through separate sensory channels, but by the coenesthetic organisation of their
bodies. It is interesting to note that the medical meaning of 'visceral’ refers to the
vital internal organs of the body, such as those within the chest, including the
heart or lungs, or abdomen, including the kidneys, liver, pancreas or intestines.
Language reflects these impressions in universal idioms such as: ‘gut feeling), ‘heart
ache’ and ‘to get something off one’s chest. Piha (2005) draws a direct link between
coenesthetic functioning and artistic and scientific modes, regarding the link be-
tween scientific and artistic processes (primarily musical) as intuition. She sees
intuition as an integral mode of archaic coenesthetic thinking:

In my view, the non-discursive intuitive mode of thought used by artists
forms an integrated bridge to the archaic coenesthetic world of experience
described by Spitz (1965). This hypothetical sphere of early impressions,
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dominating particularly during the first six months of life, is marked by vague
.. comprehensive categories - tensions, equilibriums, temperatures, postures,
touches, vibrations, rhythms, durations, pitches, tones, etc. — in which neither
perception and affect, nor somatic and psychic, have yet been differentiated.
In general, the adult is hardly aware of them, and they are difficult to express
rationally. (Piha, 2005: 34-35).

She articulates these amodal perceptions through everyday activities and
situations that all humans perform: why do we immediately realize that a person’s
look or voice is warm and soft, and therefore friendly? How could vision or hear-
ing mediate qualities of temperature or touch, on which we base our interpreta-
tions of emotions? This has to do with experiences that take no heed of the
boundaries between sensory modalities, and that a linguistic metaphor connects
us with. Piha considers music as the closest medium of coenesthetic functioning.
As aresult of her research and psychoanalytic work, she considers the experience
of sound and music a special category. It is ‘comprised of an immeasurable num-
ber of simultaneous, different, overlapping, and interpenetrating subspaces ...
Speech and music are attempts to bind these spaces into one and the same com-
prehensible picture, into integrated connection with one another’ (Piha, 2005: 38).
It is from this form of archaic mode of experience, of the undifferentiated mode
of infant relating that our adult comprehension and relating predispositions
evolve. In other words, this is the source of development of our unconscious music
style of relating to others and to life itself. These kinds of information or related
impressions regarding the person or situation are automatic; they precede our
cognition and are based on our innate ability to assess in a natural, primal way,
the essence of which is musical.

2) Representations of Interactions that have been Generalised (RIGs). These
amodal perceptions in the earliest period of life gradually form the predisposition
for our experience and relationship with the world in a generalised form. These
Representations of Interactions that have been Generalised, or “RIGs” (Stern,
1985), are the pivotal tokens of the organising principle of infant life experience
and, subsequently, (proto) narratives and metaphors in adults. They enable the
mechanism of making links across different modalities of experience. Basic units
of RIGs are episodes, or smaller, coherent chunks of lived experience.

An episode is made of smaller elements or attributes. These attributes are
sensations, perceptions, actions, thoughts, affects, and goals, which occur in
some temporal, physical, and causal relationship so that they constitute a
coherent episode of experience. Depending on how one defines episodes,
there are no lived experiences that do not clump to form episodes, because
there are rarely, if ever, perceptions or sensations without accompanying
affects and cognitions and/or actions. There are never emotions without a
perceptual context. There are never cognitions without some affect



102 Donknop y owitiem mysuuxom odpasosarwy / Folklore in general music education

fluctuations, even if only of interest. An episode occurs within one single
physical, motivational setting; events are processed in time, and causality is
inferred, or at least expectations are set up. An episode appears to enter into
memory as an indivisible unit. (Stern, 1985: 95).

Stern emphasizes that the generalized episode is not a specific memory. It
does not describe an event that has actually ever happened in exactly that way. It
is a structure about the likely course of events, based on average experiences
(Stern, 1985: 97). RIGs are therefore responsible for our deeply rooted, uncon-
scious expectations of sensations, body states, feelings, actions, actually, for the
main part of the quality of our experiences. They are the building blocks of our
expectations of how the movement should evolve. According to Stern, during the
first few years, the infant lives in memories of former interactions, regardless of
whether the caregiver is physically present or not. Even if the caregiver is present,
the infant is actually at the same time also with a regulating historical other (or
the image of the sum of interactional experiences). The time dimension of RIGs
is complex: Stern feels that the infant has to deal both with its past, lived experi-
ence of togetherness with the caregiver, his subjective experience and, at the same
time, the actual presence of the other. Thus, the evoked companion (Stern, 1985:
102) is present all the time, and both infants and adults are seldom (if ever) alone.
It seems that we are all the time in a state of interaction, in a preverbal flow of
amodal mental, affective and bodily sensations which knit the overall inner pre-
disposition for each specific experience and interaction. Given the coenesthetic
nature of RIGs, we actually relate and experience through coenesthetic sensors in
relation to the other, or to the underlying dynamics of an event. It involves the
reactions and expectations of the evoked other — our historical way of reacting to
stimuli, based on average experience or expectation (RIGs), and our present self.

Evoked other, or our historical self, from the perspective of Analytical psy-
chology is rooted in the ancestral, cultural and collective layers of the uncon-
scious. Biographical RIGs are therefore modeled or predisposed by the patterns
of libidinal movement from these deeper layers which manifest to consciousness
as images. Therefore, each image contains ancestral and collective unconscious
patterns of its origin. It is in these layers where the individual is connected to the
ancestral, cultural and collective depository of life (see archetypes: Jung, CW 8).

Music images

Meta-analysis of libidinal and music flow informs us about common underlying
organizing principles which rule the dynamics of both our psychological and
music experience (O’Brien, 2021). Psychic life is comprised of movement (Jung,
CW 8). It is a movement of multi-dimensional categories, or layers of libidinal
energy modelling different tensions, textures, temporal and special structures,
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plans, intrinsically operating as a dramaturgy of the music flow. Jung expresses
the dynamism of the psyche in terms of the thermodynamic laws (principles of
entropy and equivalence), emphasizing the constellation of opposites as a genera-
tion of movement. The opposites are the ineradicable and indispensable precondi-
tions of all psychic life (Jung, CW 14: para 206). The relationship between the
opposites generates movement, and although they are logically split and in con-
flict, they co-exist in an undifferentiated, cross-modal way in the natural state
within the unconscious. The dynamism of the flow is regulated by the universal
organizing principles (from the deepest layer of the unconscious - collective un-
conscious), and then more specifically modelled through the ancestral and cul-
tural unconscious, manifesting through RIGs in the most accessible — individual
unconscious. RIGs thus provide the insight into the underlying biographical pat-
terns of our fundamental libidinal choreography, the ways in which we are moved
/ the ways we move. The resonance to this movement, whether from within (emo-
tion/emovere) or with regards to the environment, determines our experience of
life, both inner and outer. The essential nature of resonance is best comprehended
through music flow phenomena and evoked and mastered through music experi-
ence. Given the coenesthetic nature of RIGs, the resonance could be conceptual-
ized as coenesthetic ‘listening’ (O’Brien, 2019) to the movement of the other, or
to the underlying dynamics of an event. Our total being acts as a receptor of the
coenesthetic music/libidinal flow of the other, where all the layers of our evoked,
historical self are activated, together with our present self. We are inside the many
planes and layers of a ‘music score; experiencing it and expecting it both from our
self as we consciously know it and with the participation of all our evoked others.
The essential music nature of images could explain the wide spectrum of music
impact to body and psyche which has been a focus of research of so many diverse
scientific disciplines for more than a century. In order to understand and use the
unique developmental impact of music in the framework of music education,
focus is now directed to music images.

As stated, music images are spontaneous activity of the unconscious in mo-
mentary conscious situations in relation to music. They are symbolic forms of our
deepest experience of music containing our evoked and present self. The evoked
or historical reactions contain the underlying dynamics of cultural, ancestral and
collective experience, informing us about the activated ‘music DNA. They are
presented to consciousness as ‘totalities, in coenesthetic mode, involving body and
psyche. Music images can be conceptualized in different categories, in relation to
historical and present self, according to Jung’s structure of psyche (CW 8): indi-
vidual/biographical music images, cultural, ancestral and collective. An illustra-
tive explanatory example (via the analogy principle) would be a music formal
type: on the collective unconscious level, it would be an empty formula (facultatis
praeformandis) of movement (music flow), taking its more specific form in a cer-
tain historical style in a given culture and finally delivered by a particular com-
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poser in a specific music piece in relation to the environment (a contemporary
composer’s school, culture and a collective zeitgeist).

Music folklore images

Music folklore/ancestral images are of particular interest due to the fact that they
connect the deepest layers of the unconscious (where universal patterns of expe-
rience reside) with the individual, biographical layer which is more accessible to
consciousness. As with heredity, analytical psychology studies the constellated
ancestral complexes (energy clusters or values relevant for development, see Jung,
CW 8) in terms of ancestral psychological genes which are activated in relation to
psychological development (Castleman, 2004). These complexes predispose auto-
matic unconscious reactions, expectations, evaluations, choices, decision making
and behavior. Music folklore images are forms of our inner experience of music
stimuli based on ancestral complexes. They inform us of activated patterns of the
ancestral flow which affects our music experience. Music folklore images are com-
posed of particular organizing patterns of music flow permeating all space and
time categories (such as rhythm, melody, harmony, see O'Gpajen, 20199), physi-
ological patterns of expression (nasal or percussion sound quality, for ex., see
O’Brien, 2018). They connote underlying ritual context which is equivalent to the
landmarks of the psychological maturation process (Jung, CW 9i). Psychological
complexes are expressed musically as intensities (Jung, CW 8) recognisable in
music space and time categories. These include: ordered flow of intensities with
their composite charges (accentuation) as rhythm (O’Brien, 2021; Crossley-Hol-
land, 2020); linear pitch sequencing as melody; vertical relations as harmony; and
underlining meaningful relations based on the principle of equivalence. Further-
more, these music categories are tokens of the patterned choreography of tensions
within the libidinal/music dynamics implying the automatic underlying expecta-
tions of experience, based on activated ancestral complexes. Therefore, music
folklore images are a specific category of music flow organised by the principle of
ancestral dynamics - specific a/symmetrical relations of music space and time
categories which predispose our music experience. They are a musical evoked
other from the ancestral layer of the unconscious, who also participate in the
resonance process and affect our experience of music and life in general.

Implications for music education

Using the principle of analogy, implications for music education can be illustrated
through a real life example which was reported to the author in her role of the
adviser to the board of a charity supporting Roma children. The children had their
first tour abroad performing their musical in Quebec (GRUBB, 2014). The young
performers, all with very deprived backgrounds, were supported by world leading
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artists to express their deep identities through music and it was their first trip
abroad (cross continents) performing a musical which they had created. For many,
it was a first experience of venturing outside their immediate local Roma com-
munity, let alone boarding a plane and staying in a hotel. As they were walking to
the theatre in Quebec, one of the Roma boys, 8 year old, stopped in front of shop,
staring for a full ten minutes into the window. Prompted by his peers and teachers
to move along with them, he kept asking to come back to the shop because, he
reported had seen something strangely familiar which had somehow spoken to
him. It was a totem of the Quebec Native Americans. Psychoanalytically, the boy’s
psyche had been touched by the collective depository of human experience (the
archetypal layer of the psyche) through an ancestral symbol. Thereby, new psychic
value had been constellated, ready to be gradually integrated into his conscious-
ness. The inner symbol had been projected onto the object in the outer world. The
meaning of this psychic value was encapsulated in the symbolic image of the
totem. From the psychoanalytic perspective, the image signified the goal of the
boy’s developmental cycle, encoded in its symbolic meaning. It was an image from
a distant culture. In the psyche, that which is ‘geographically far’ is considered to
be ‘spiritually near’ Folklore images work in this way. They are rooted in the col-
lective unconscious, the realm of universal human experience. Communicating
through specific ancestral modes, they have the potential to connect personal
experience to the deeper layers of the psyche i.e. to the collective cultural and
global layers.

The deepest layer of genuine cultural identity is communicated through folk-
lore music images (O’Brien, 2019c¢). To the extent that an experience of a particu-
lar music image stimulates an internal response (such as ‘liking’ or ‘disliking’), it
implies potential developmental significance. In the context of music education,
it signifies the concept of relevant learning on a deep level. Not only does it sug-
gest further exploration of the meaning and purpose of the folklore image for an
individual and/or group, but it also secures the long-term memory. Information
which is followed by an emotional reaction is stored in a long-term memory (Mc-
Gaugh et al., 1996) and thereby becomes personalized knowledge of an individual.
Furthermore, it implies a constellated energy from the pool of traditional (ances-
tral) heritage which is relevant for the present Zeitgeist, the mode through which
the traditional content actually flows and thus presents a living symbol (CW 9i,
para. 291). It is alive, living knowledge, corpus et anima (ibid.).

Music education curricula usually contain examples from both national
music folklore and from other parts of the world. Through the deep experience
of these examples, different facets of the deep cultural identity turn into ‘excited’
state, i.e. an individual connects internally with the relevant aspects of their own
culture and tradition which are actually relevant to his individuation process. By
becoming more oneself, the capacity to actually belong in a community and con-
nect to others increases (Jung, CW 9i). Furthermore, experiencing the music folk-



106 Donknop y owitiem mysuuxom odpasosarwy / Folklore in general music education

lore of different cultures increases openness to the world and its archetypal po-
tential. Through music transfer (Ivanovi¢, 2007), these potentials then empower
learning in non-musical subjects and the development of general competencies
for life.

Music folklore images take a wide spectrum of forms. These include: an ex-
plicit music reaction such as an automatic bodily movement and accompanied
with a sense of ‘agreeableness’ or ‘disagreeableness, a visual experience, an evoked
memory, or simply a positive or negative emotion (internal symbol) which might
then be translated into a narrative. In order for narratives to mirror the evoked
aspects carrying potential for development, the narratives should resonate with
the images and to the extent possible, become their rational mirrors. Hence comes
the well known rule in music education: from sound to theory (Ivanovi¢, 2007).
This stands in opposition to the imposition of narrative onto deep individual
experience, which has the consequence of repression and the potential annihila-
tion of the genuine aspects of self.

The curriculum comprises both music theory and music experience articu-
lated through educational standards: knowledge and understanding, appercep-
tion, performance and creation (Ivanovi¢ et al., 2010). The implications of deeper
understanding of music folklore images within the framework of music education
can be conceptualized through these standards (e.g. in the diagnostics and selec-
tion of optimal teaching methods which resonate with the constellated dynamics
of the group and the individual students at present). It can deepen understanding
of students’ reactions and preferences, as well illuminating background reasons
for resistances or relative disabilities in performance. Thus tailor-made method
and approaches can be designed to help students to develop their competencies.
Furthermore, understanding music folklore images in this way can inform about
student-centered selections of the music material suggested by the curriculum so
that it resonates with particular groups at a given moments in time.

A further intrinsic aspect of music folklore images is their ritual background.
The purpose of rites and rituals is to consolidate consciousness (Jung, CW 9i,
para.47).

The rite as a symbolic act, giving expression to the archetypal expectation of
the unconscious ... This is a natural fact demanding recognition, a question
wanting an answer ... Rites give satisfaction to the collective and numinous
aspects of the moment, beyond their purely personal significance (Jung, 1973:
208).

Rituals express the archetypal necessity of engaging with the multidimen-
sional movement of life, past, present, future, individual, group, collective. The
purpose of the ritual performance is ‘to re-establish man’s connection with his
natural ancestry and thus with the source of life’ (Jung, CW 12, para. 105). Each
phase and significant event of the process of maturation and development is a
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landmark of the libidinal flow (equivalent to music syntactic and semantic dra-
maturgy) which requires conscious participation and acknowledgement. There-
fore, engaging with the ritualistic background of constellated music folklore im-
ages through the categories of all four educational standards (thus both through
experience — apperception, performance and creating and theory - knowledge
and understanding) provides the optimal space for facilitating this development
and the realisation of the natural potential of the group and of individuals. Given
that playing is an inseparable component of a ritual (O’Brien, 2021b), it also high-
lights this necessary ingredient of every teaching method which then makes an
act of (music) education an act of artistic performance, par excellence.

In order to use the developmental and educational potential of folklore music
images in the context of music education, the methodic approach would be
analogous to Analytical psychology dream work.

1. Documenting music experience (Honoring the ‘dream’)

Providing the musical experience of the music folklore piece:

o Facilitating the students’ narrative in statu nascendi (expressing their
music experience without interpretation, staying close to the facts of the
experience, focusing on images);

« Engaging in partnership with students in further exploration of the fac-
ets expressed in their original reactions to and experience of the piece,
with emphasis on the documentation of the images (their internal emo-
tional reactions, somatic happenings, and external images which the
experience stimulated).

2. Working with folklore music images:

«  Giving form to images produced as a result of the experience of folklore
music (expressing them through the gradient / medium, most genuine
and faithful to the original image of the music experience, i.e. bodily
movement, music expression of different types, in a context which comes
from students’ imagination);

o  Performing the piece.

3. Interpretation of images:

» Introducing the anthropological / historical context of the original folk-
lore piece and looking into the musical expression of the context;

o Comparing it to the students’ created forms based on their images;

« Discussing with students their findings (if the process is genuine there
will be a meaningful relation between the two which would be encoded
and based on the principle of equivalence).

It is in this liminal space where personal, group, cultural and collective mean-

ing presents itself. The living symbol unites the universal and the personal through
ancestral music images.
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Further research

Systemic multidisciplinary research of the role of music folklore images in
development and music education should be conducted in the following areas:

e Meta-analysis of music and libidinal flow with special focus on the an-
cestral complexes and their manifestation through music space and time
categories;

«  How do music folklore images predispose music experience with special
focus on different aspects of the music flow dynamics (i.e. rhythmical,
melodic patterns, tensions, etc.);

o Interpretation of music folklore images constellated for a certain group
and individuals in relation to design of optimal teaching methods;

o Interpretation of music folklore images in relation to educational, psy-
choanalytic, sociological, anthropological research;

»  Teleological dimension of music folklore images in relation to individual,
group, cultural development and zeitgeist.
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OOJIKJIOPHE ITPENCTABE Y MY3NTYKOM OBPA3OBAILY

OBaj pap mocMaTpa GpeHOMeH IICUMXOJIONIKMX IpeficTaBa Kao OCHOBY MCKYCTBA M3 IIep-
CIIeKTUBE aHAIUTUYKe IICUXOJIOTMje. Y KOHTEKCTY MY3MYKOr 08pasoBaiba, IpOydaBa
IpeCcTaBe Kao CIIOHTaHY aKTMBHOCT HECBECHOT y flaToj My3nukoj cutyaruju. [Tocedna
HMa)XHa yCMepeHa je Ha (QoKIopHe My3udKe IpeAcTaBe Kao GpopMe aHIIeCTPaTHOT KOM-
IJIeKCa U Ha HUXOBY MaHMU(ECTAINjy ¥ IPOCTOPHO-BPEMEHCKUM MY3UUKMM KaTero-
pujama. PasBojuu u 0dpasoBHM NOTeHIMjaI (PONKIOPHNX IIPELCTaBa je HOCedHO pa3ma-
TpPaH y KOHTEKCTY y/Iore 11 3Ha4aja Koje MMajy y OKBUPY My3u4uKor odpasosamwa. C TuM y
Be3! je apTUKY/IUCaHa ¥ MHNUIMja/IHa Mana odnacty 3a dynyha ucrpaxuBama.

Kipyune peun: mysuuke IpeficTaBe, HeCBECHO, PONK/IOP, pasBoj, 0dpasoBame
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Folklor u savremenom programu i literaturi za predmet
Muzicka kultura osnovne skole za odrasle

Sazetak

Znacajne aktivnosti u crnogorskom sistemu osnovnog obrazovanja odraslih desavaju se
poslednjih godina zahvaljujudi projektima Erasmus+ programa. Godine 2017. reformisani
su Nastavni plan i programi osnovne $kole za odrasle, medu kojima i program za predmet
Muzicka kultura. Za razliku od Nastavnog plana iz 2010. godine u kojem je Muzicka
kultura bila zastupljena samo u osmom i devetom razredu, istrazivanje pokazuje da se po
reformisanom Nastavnom planu izu¢avaju oblasti ovog predmeta od ¢etvrtog do devetog
razreda. Zatim, u inoviranom predmetnom programu povecan je znacaj izucavanja fol-
klora i njegovi sadrzaji kroz ishode ucenja koji se odnose na: pjevanje jednoglasnih na-
rodnih pjesama po sluhu, pjevanje narodnih pjesama iz razli¢ith regija Crne Gore ali i
zemalja iz okruzZenja, izvodenje narodnih pjesama uz jednostavnu ritmicku pratnju, razli-
kovanje muzicko-izrazajnih elemenata pjesama razli¢itih naroda uz uvazavanje razlicito-
sti. Zbog nedostatka andragoske literature i materijala za ucenje, isto 2017. godine je u
okviru EPALE projekta Centra za stru¢no obrazovanje, Ministarstva prosvjete i Evropske
komisije, pokrenuta inicijativa da se nastavnicima koji realizuju program osnovnog obra-
zovanja odraslih pruzi podrska kreiranjem priru¢nika za nastavu, koji su u skladu sa va-
ze¢im predmetnim programima osnovne Skole za odrasle. Ovo istrazivanje ukazuje na
obrazovni znacaj takvog andragoskog priru¢nika za predmet Muzicka kultura, na sadrzaje
sa elementima folklora u okviru njega, kao i na uticaj izu¢avanja folklora na podsticanje
medukulturalnog razumijevanja i postovanja kroz upoznavanje muzike i muzicke tradicije
razlic¢itih naroda.

Kljucne rijeci: predmet Muzicka kultura, obrazovanje odraslih, folklor

O obrazovanju odraslih u Crnoj Gori

Crnoj Gori se o obrazovanju odraslih, kao i o prelasku sa vecernjih skola i

narodnih, radni¢kih univerziteta na savremeniji model obrazovanja odraslih
malo zna (Rubenson, 2011). Poslije reforme cjelokupnog obrazovnog sistema
2001. godine donosi se prvi Zakon o obrazovanju odraslih (2003), strateska i
planska dokumenata, a osnovan je Centar za stru¢no obrazovanje i u okviru njega
Odjeljenje za obrazovanje odraslih. To je bio prvi korak ka izlasku sistema obra-
zovanja odraslih iz sjenke formalnog sistema i globalne nacionalne obrazovne
politike, uz poseban osvrt na profesionalnu orijentaciju i obrazovne potrebe odra-
slih (Pejatovi¢, 1994).
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Jedan od ciljeva obrazovanja odraslih definisanih Zakonom o obrazovanju
odraslih jeste postizanje najmanje osnovnog obrazovanja za sve gradane. Zakonski
je ureden sistem osnivanja i licenciranja ustanova u obrazovanju odraslih, a mogu
biti upisani svi odrasli stariji od petnaest godina koji su napustili program obra-
zovanja osnovne $kole iz bilo kojeg razloga i oni koji nikada nisu pohadali osnovnu
skolu. Strukturu polaznika uglavnom c¢ine: Romi, ruralna populacija, izbjegla i
raseljena lica, maloljetna lica, maloljetni delikventi, maloljetne majke, nekvalifi-
kovani i polukvalifikovani, osobe sa lingvistickim problemima i starije osobe.

Muzicka kultura u Nastavnom planu i programu osnovnog
obrazovanja odraslih

Nastavni plan i program za osnovno obrazovanje odraslih uraden je 2004. godine
na osnovu redukcije tada vazeceg Nastavnog plana i programa osnovnog obrazo-
vanja, prilagoden je odraslim polaznicima i realizovao se u toku osamnaest nede-
lja za svaki razred. U njemu je Muzic¢ka kultura bila zastupljena samo u osmom i
devetom razredu.

Znacajne aktivnosti u crnogorskom sistemu obrazovanja odraslih, posebno
od 2016. godine, desavaju se zahvaljuju¢i projektima realizovanim kroz Erasmus+
program, koji se finansiraju iz sredstava Evropske unije. Godine 2017. reformisan
je Nastavni plan osnovne $kole za odrasle, u okviru kog je postignut napredak kad
je predmet Muzicka kultura u pitanju. Od tada, ovaj predmet se izuc¢ava u svim
razredima od cetvrtog do devetog.

Inoviran je i predmetni program 2018. godine, po kom su neki od osnovnih
ciljeva predmeta Muzicka kultura osnovne skole za odrasle:

« sticanje znanja kroz muziku i povezivanje sa ostalim aspektima Zivota;

e  prepoznavanje znacaja za ucestvovanje u nekim od vidova muzike kao

umjetnosti;

«  razvijanje sposobnosti za saradnju i kolektivni rad, kako bi bolje upoznali

sebe i druge;

« razvijanje medukulturalnog razumijevanja i postovanja kroz upoznava-

nje muzike i muzicke tradicije razli¢itih kultura.

Folklor u predmetnom programu Muzicka kultura

U Predmetnom programu Muzicka kultura osnovne $kole za odrasle iz 2004. go-
dine, jedan od opstih obrazovnih ciljeva odnosio se i na folklor, a glasio je: formi-
ranje pozitivnog odnosa prema nacionalnoj i svjetskoj muzickoj umjetnosti i kul-
turi. Predmetni program Muzicka kultura iz 2004. godine za osmi i deveti razred
mozemo videti u tabeli 1.
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Tabela 1. Dio predmetnog programa Muzi¢ka kultura iz 2004. godine.

Osmi razred Deveti razred

Cilj: razumije znacaj narodnog pjevanja, Cilj: prepoznaje osnovne tipove narodnih

sviranja i igranja; povezuje muzicki folklor sa | pjesama, igara i narodne instrumente iz Crne

svakodnevnim zivotom. Gore i okruzenja.

Aktivnost: polaznici, u saradnji sa Aktivnost: polaznici slusaju narodne pjesme,

nastavnikom/ izvode narodne pjesme i igre, analiziraju
nastavnicom, vrse izbor narodnih pjesama i narodne instrumente.

igara koje ¢e izvesti (pjevati, svirati, igrati).

Predlozeni sadrzaji za slusanje i izvodenje: Predlozeni sadrzaji za sluSanje i izvodenje:
narodne pjesme iz Crne Gore i okruZzenja, St.

St. Mokranjac, IX rukovet.

audio zapisi originalnih narodnih pjesama i

audio-video zapisi narodnih igara.

U inoviranom predmetnom programu Muzicka kultura, za svaki razred (od
cetvtog do devetog) planirano je nekoliko obrazovnih ishoda od kojih se svaki
dijeli na vise ishoda ucenja, a zatim se navode didakticke preporuke za realizaciju
obrazovnih ishoda, u koje spadaju sadrzaji/pojmovi, aktivnosti ucenja i broj
¢asova za realizaciju ishoda. Po uzoru na program redovne osnovne $kole, povec¢an
je znacaj izucavanja folklora, a u vezi sa tom tematikom i broj ishoda, sadrzaja i

aktovnosti (Tabele 2 i 3).

Tabela 2. Dio Predmetnog programa Muzicka kultura (2018) za etvrti razred.

Cetvrti razred

Obrazovni ishod 1

Na kraju ucenja polaznik ¢e biti osposobljen da
pjeva narodne i umjetnicke pjesme, uvazavajuci
izrazajne elemente (ritam, tempo, dinamiku).

Obrazovni ishod 5

Na kraju ucenja polaznik ée biti
osposobljen da prepozna, imenuje i
primjenjuje razli¢ita notna trajanja.

Ishodi ucenja

Po zavrSetku ucenja polaznik ¢e modi da:

- pjeva pojedinacno i u grupi umjetnicke i narodne
pjesme;

- prepozna razliku izmedu umjetnicke i narodne
pjesme.

Ishodi ucenja

Po zavrSetku ucenja polaznik ¢e modi da:
- izvede narodne i umjetnicke pjesme kao
brojalice.

Didakticke preporuke za realizaciju
obrazovno-vaspitnog ishoda:

a) Sadrzaji/pojmovi

- umjetnicke i narodne pjesme

b) Aktivnosti u¢enja

- slusaju izvodenja umjetnickih i narodnih pjesama;
- pjevaju umjetnicke i narodne pjesme.

¢) Broj ¢asova realizacije

Casovi se realizuju uz kombinovanje dva ili vise
obrazovno-vaspitnih ishoda, u skladu sa
interesovanjima i moguc¢nostima polaznika.

Didakticke preporuke za realizaciju
obrazovno-vaspitnog ishoda:

a) Sadrzaji/pojmovi

- narodne i umjetnicke pjesme;

b) Aktivnosti u¢enja

- izvode narodne i umjetnicke pjesme kao
brojalice;

slusaju vokalna ili vokalno-instrumentalna
izvodenja obradenih pjesama.
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Tabela 3. Dio Predmetnog programa Muzicka kultura (2018) za Sesti razred.

Sesti razred

Obrazovni ishod 1

Na kraju ucenja polaznik ¢e biti
osposobljen da izvodi jednoglasne
narodne i umjetnicke pjesme, koriste¢i
tijelo kao izvor zvuka i ritmicke Orfove
instrumente.

Obrazovni ishod 2

Na kraju ucenja polaznik
¢e biti osposobljen da
dozivljajno slusa muziku.

Obrazovni ishod 4

Na kraju ucenja polaznik
Ce biti osposobljen da
razumije moguénosti
instrumenata.

Ishodi u¢enja

Po zavrSetku ucenja polaznik ¢e moci
da:

- izvede jednoglasne pjesme (narodne,
umjetnicke i popularne) pjevanjem,
sviranjem na ritmickim Orfovim
instrumentima.ili koriste¢i tijelo kao
izvor zvuka;

- izrazava otvorenost prema kulturnim
razli¢itostima u svom okruzenju
(interkulturalnost);

- razlikuje muzicko-izrazajne elemente
narodnih pjesama drugih naroda;

— objasni drustveni i kulturni kontekst
u kojem se izvodi narodna pjesma;

— aktivno udestvuje u grupnom
pjevanju/izvodenju.

Ishodi ucenja

Po zavrsetku ucenja
polaznik ¢e modi da:

- opise utiske koje na njega
ostavljaju slusane
kompozicije narodne i
umjetnicke muzike.

Ishodi ucenja

Po zavrsetku ucenja
polaznik ¢e mo¢i da:
- prepozna i imenuje
narodne instrumente.

Didakticke preporuke za realizaciju
obrazovno-vaspitnog ishoda:

a) Sadrzaji/pojmovi

- jednoglasne pjesme (narodne,
umjetnicke, popularne) pisane u
durskim i molskim ljestvicama;

- pjesme sa aranzmanima (ritmicki
instrumenti Orfovog
instrumentarijuma).

b) Aktivnosti ucenja

- polaznici pjevaju jednoglasne pjesme
(narodne, umjetnicke i popularne
muzike) po sluhu;

- slusaju vokalno ili vokalno-instrum.
izvodenje obradenih pjesama;

- oblikuju i izvode ritmicku pratnju
naucenih pjesama (koriste(i tijelo kao
izvor zvuka ili ritmicke instrumente
Orfovog instrumentarijuma).

Didakticke preporuke za
realizaciju obrazovno-
vaspitnog ishoda:

a) Sadrzaji/pojmovi

- djela narodne i
umjetnicke (programske i
apsolutne) muzike.

b) Aktivnosti u¢enja

- polaznici pazljivo slusaju
muzicki primjer da bi
iskazali utiske o karakteru;
- povezuju karakter
muzike sa izraZajnim
elementima (karakter
kompozicije povezuju sa
tempom i dinamikom,
ritmom i melodijom);

- iskazuju misljenje o
slusanom djelu.

Didakticke preporuke za
realizaciju obrazovno-
vaspitnog ishoda:

a) Sadrzaji/pojmovi

- narodni instrumenti
Crne Gore i okruzenja
b) Aktivnosti ucenja

- polaznici slusajuci
prepoznaju i imenuju
instrumente i razvrstavaju
ih u odredenu grupu;

- opisuju boju tona;

- objasnjavaju ulogu
instrumenta (solisticki,
kamerni ili orkestarski
instrumenti);

- navode osnovne
informacije o djelovima
instrumenta, nacinu
dobijanja tona i primjeni
instrumenata.
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Ovo istrazivanje je obuhvatilo analizu cjelokupnog Predmetnog programa,
ali da ne bi tekst bio pretrpan tabelama, izdvojeni su obrazovni ishodi samo za
dva razreda. Tabele pokazuju da je upoznavanje elemenata folklora planirano kroz
ishode ucenja koji se odnose na:

«  pjevanje jednoglasnih narodnih pjesama po sluhu,

«  pjevanje narodnih pjesama iz razlicitih regija Crne Gore ali i zemalja iz

okruzenja,

« izvodenje narodnih pjesama uz jednostavnu ritmicku pratnju,

» razlikovanje muzi¢ko-izrazajnih elemenata pjesama razli¢itih naroda i

uvazavanje razlic¢itosti,

« dozivljajno i analiticko slusanje narodnih pjesama,

o slusnoivizuelno prepoznavanje narodnih instrumenata (Ivanovié, 2008).

Andragoski prirucnik za predmet Muzicka kultura

Zbog evidentnog nedostatka andragoske literature i materijala za ucenje, a u cilju
pruzanja (didakticke) podrske nastavnicima koji rade u sistemu obrazovanja
odraslih, 2018. godine su pripremljeni i objavljeni andragoski prirucnici za reali-
zaciju svih predmetnih programa u okviru osnovne skole za odrasle, medu kojima
i priru¢nik za predmet Muzicka kultura. Prilikom koncipiranja priru¢nika i odre-
divanja njegovih sadrzaja vodilo se racuna, prije svega, o karakteristikama odra-
slih polaznika, jer oni posjeduju prethodna znanja, sposobnosti i Zivotna iskustva.
U njemu su ponudena andragoska, didakticko-metodicka rjesenja koja nastavniku
mogu biti inspiracija, izazov i putokaz u pripremanju i realizovanju elementarnog
muzickog obrazovanja odraslih (Perunovi¢-Raznatovi¢, 2018).

Postujudi predmetni program, u Priru¢niku je napravljen raspored tema, ci-
ljeva i ishoda ucenja po razredima, kao i nekoliko scenarija za realizaciju ¢asova
i ostvarivanje ishoda ucenja. Za razliku od predmetnog programa, gdje se u di-
daktickim preporukama ne nude konkretni sadrzaji, u Priru¢niku su, u okviru
scenarija, dati odredeni predlozi. Razmatrani su oni sadrzaji koji ve¢ postoje u
udzbenicima za osnovnu $kolu. Zaklju¢eno je da sadrzaj ponudenih umjetnickih
kompozicija iz udzbenika po tematici ne odgovara odraslim polaznicima, a da se
pojedine narodne pjesme mogu koristiti (Vasiljevi¢, 1965).

U Priruc¢niku se scenariji za odredene i adekvatne teme po razredima odnose
na realizaciju metodskih postupaka: obrada pjesme po sluhu, obrada brojalice,
slusanje muzike, obrada instrumenata, sviranje na ritmickim Orfovim instrumen-
tima i obrada istorijske epohe (Rojko, 2012). Nekoliko scenarija pomenute me-
todske postupke povezuje sa tematikom folklora (Tabela 4).
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Tabela 4. Dio sadrzaja pojedinih scenarija iz Andragoskog priru¢nika za predmet
Muzic¢ka kultura

IV razred V razred VI razred VII razred IX razred
Scenario 1 Scenario 1 Scenario 2 Scenario 1 Scenario 1
Ishod ucenja: | Ishodi udenja: Ishodi ucenja: | Ishodi uéenja: Ishodi uéenja:
- polaznik - polaznik - polaznik - polaznik produbljuje | - polaznik
pjeva po sluhu | produbljuje znanja o | pjeva po sluhu | znanje o narodnom produbljuje
narodnoj muzici, jednoglasne muzickom stvaralastvu, | znanja o
- pjeva jednoglasne | pjesme, - pjeva po sluhu narodnom
narodne pjesme po | - razlikuje narodne pjesme, muzickom
sluhu, pjesme drugih | - slusno prepoznaje stvaralastvu,
- razlikuje tonske naroda. tonski rod u kojem je | - razvija
visine (eventualno pjesma napisana, interesovanje za
svira pratnju na - razvija interesovanje muziku i kulturu
ritmi¢kim Orfovim za muziku i kulturu razli¢itih naroda,
instrumentima). razli¢itih naroda kroz | - pjeva po sluhu
pjevanje, pjesme razli¢itih
- uvazava narodne naroda.
pjesme drugih zemalja
i uporeduje ih sa
crnogorskim
narodnim pjesmama
(ritam, melodija).
Sadrzaj: Sadrzaj: Sadrzaj: Sadrzaj: Sadrzaj:
- Oj, svijetla — Pod onom gorom | - Lepo ti je - Kisa pada (narodna | - Delem, delem
majska zoro zelenom (narodna iz | rano uraniti pjesma iz Hrvatske) (tradicionalna
(narodna iz Crne Gore) (narodna iz narodna pjesma
Crne Gore) Banata) Roma)

Tabela 4 pokazuje da se prilikom izbora sadrzaja za savladavanje predvidenih
ishoda vodilo ra¢una o multikulturalnosti, s obzirom na sastav stanovnistva u
Crnoj Gori, kao i o vaznosti upoznavanja i postovanja muzike razli¢itih naroda.

Zakljucak

Doprinos sprovedenog istrazivanja je u potvrdivanju da se folklor u savremenom
muzickom obrazovanju u okviru osnovne $kole (opste i) za odrasle u Crnoj Gori
izucava u vecoj mjeri nego ranije. Za razliku od Nastavnog plana iz 2004. godine
u kojem je Muzicka kultura bila zastupljena samo u osmom i devetom razredu,
po reformisanom Nastavnom planu izu¢avaju se oblasti ovog predmeta od cetvr-
tog do devetog razreda. Analiza inoviranog predmetnog programa Muzicka kul-
tura osnovne $kole za odrasle iz 2018. godine ukazala je na elemente folklora u
okviru njegovih ishoda i sadrzaja. U predmetnom programu je evidentno davanje
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veceg znacaja proucavanju i bavljenju folklorom, kroz ishode ucenja koji se od-
nose na: pjevanje jednoglasnih narodnih pjesama iz raznih regija Crne Gore i
zemalja iz okruZenja, sluSanje narodnih instrumenata i razlicitih oblika narodnog
stvarala$tva, izvodenje narodnih pjesama uz jednostavnu ritmicku pratnju i u ma-
njoj mjeri izvodenje narodnih igara.

Istrazivanje pokazuje i da savremeni andragoski priru¢nik za Muzicku kul-
turu ima sadrzaje povezane sa folklorom. Znacaj ovog Priru¢nika je u tome $to
ukazuje na vaznost narodnog stvaralastva, kao i na uticaj izucavanja folklora na
podsticanje medukulturalnog razumijevanja i postovanja kroz upoznavanje mu-
zike 1 muzicke tradicije razlicitih naroda.
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FOLKLORE IN THE MODERN CURRICULUM AND LITERATURE
FOR THE SUBJECT MUSIC CULTURE IN
THE PRIMARY SCHOOL FOR ADULTS

There have been significant activities in the Montenegrin system of primary adult educa-
tion during last few years thanks to Erasmus+ projects. In 2017, the Curriculum of the
primary school for adults was reformed, including the program for the subject Music
Culture. In that innovated subject program, the importance and contents for the study of
folklore are increased, through learning outcomes related to: singing folk songs from dif-
ferent regions of Montenegro and surrounding countries, performing folk songs with
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simple rhythmic accompaniment, noticing the differences between musical-expressive
elements of the songs of different nations and respecting diversity. In 2018, due to the lack
of andragogical literature the initiative for creating manuals in accordance with the cur-
rent subject programs was launched. The importance of the andragogical manual for
Music Culture is in impact of studying folklore on encouraging intercultural understand-
ing and respect through learning about music and musical traditions of different nations.

Keywords: subject Music Culture, adult education, folklore






I11.

Odpa3oBHe mepcreKTHBe
TpafuIIIOHA/THEe HAPOTHE U
IIPKBEHe MY3MKe

Eeducation perspectives
of traditional folk and church music






121

Joseph Jordania
The University of Melbourne, Australia
jordania@unimelb.edu.au

Origin of polyphony: late cultural invention
or part of predator defence system?

Summary

The paper discusses the changes in our understanding of the central problem of human
music history: the origins of human ability to sing in harmony, from the initial belief that
vocal polyphony was a cultural invention of medieval Christian monks to the contempo-
rary view that singing in harmony was a result of the forces of natural selection. Poly-
phonic singing appears to be part of a defence strategy against predators based on apose-
matic display and rhythmically well-coordinated singing in dissonant intervals, which
provide two important lines of defence: an external factor (scaring away predators and
competitors with a massive wall of sound), and an internal factor (putting the participants
of ritualized action in a specific altered state of consciousness — battle trance—in which
they did not feel fear and pain). This ability of communal singing is known and actively
employed by contemporary military forces as well. It is suggested that vocal polyphony
has been constantly diminishing since the evolutionary shift to fully-articulated speech.
The uneven distribution of polyphony in the contemporary world is explained by differ-
ences in the timelines of acquiring articulated speech among diverse populations of ar-
chaic humans, from the earliest in East Asia to the latest in sub-Saharan Africa. The
available data from several scholarly fields, including palaeoanthropology, speech pathol-
ogy (stuttering), reading disability (dyslexia) and acquisition of phonology by children
and general populations from different cultures, support the proposed idea.

Keywords: origin of polyphony, defence strategies of early humans, music in the military,
stuttering prevalence, dyslexia prevalence, origin of speech

Introduction

umans in many cultures sing together, and sing polyphonically, which means

dividing singers into various parts. This is quite an intricate phenomenon.
Participants coordinate their singing both in timing and in pitch, creating com-
plex harmonies consisting of several parts. Together with singing they also often
dance for hours and sometimes go into a deep trance.

How did this predilection for choral singing emerge and develop? Why did
people in only some cultures sing in harmonies, and people from other cultures
sing without harmonies, instead of everyone just following the same single mel-
ody? And most importantly, why and how polyphonic singing develop in our
history?
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A brief history of ideas on the origins of polyphony

Humans have a set of natural beliefs about many things, including the origins of
polyphonic singing. So, for many, it is obvious that:

(1) singing in one part (when everyone sings the same melody) is much eas-
ier than singing in several coordinated parts, therefore,

(2) singing in many coordinated parts (singing polyphonically) must be a
later phenomenon, more precisely, a cultural invention, a higher level of musical
cultural development, that will gradually become the leading form of music in
every culture.

This simple logic appeared to be so obvious that, quite amazingly, not a single
scholar of music history tried to formulate this idea as a scholarly hypothesis. The
only scholar who expressed some form of this idea, albeit very shortly, was the
late Bruno Nettl, arguably the most authoritative ethnomusicologist of several
recent decades. While discussing the evolutionist view on the history of music and
the origins of polyphony, Nettl, who died in 2020, suggested in his 1961 article
that although this [evolutionary] “viewpoint cannot be generally accepted, but ...
has been tacitly agreed upon for the special problem of polyphony. There is, indeed,
no culture that has no monophonic music at all, and since each polyphonic compo-
sition must consist of (independent) monophonic structures, it can perhaps be as-
sumed that monophony preceded polyphony in each culture” (Nettl, 1961:360-361).

As a result of this seemingly obvious (“self-evident”) logic, for many centuries
it was believed that monophony was the only common human musical tradition
for millennia, and that polyphony was only invented in the end of 9t century by
medieval Christian monks.

Musicologists believed that the very first polyphonic pieces were based on the
parallel movement of fourths and fifths, known as “organum”. According to com-
mon belief, polyphony was later spread by Christian missionaries through poly-
phonic Christian hymns, which, it was believed, explained the existence of several
cultures around the world that practice polyphony today.

When we are absolutely sure that we know something, there is a danger that
we might become blind towards simple and obvious facts if these facts do not
agree with our beliefs. This kind of blind belief caused (and still causes) deep
troubles in the development of many spheres of science (e.g. Jordania, 2020). A
relevant example concerns beliefs about the origins of polyphony.

It was 1777 when members of James Cook’s crew became the first Europeans
to meet the Polynesians from the Tongan Islands. Among other things, members
of the expedition witnessed the local singing tradition. By accidental good luck
Lieutenant James Burney, son of the English composer Charles Burney and highly
musically educated was among the group. Clearly impressed by what he heard,
Charles provided a very detailed and professionally immaculate description of
what he heard, so that readers could learn that Tongan traditional singing con-
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sisted of four parts, with the lowest part performing the role of a drone; the range
was relatively small, using only four notes, varying the text and melodic direc-
tions; and they finished singing with minor triad. Other 18t century sources also
mentioned dissonances (“discordant notes”) that were particularly appreciated by
the local listeners (Kaeppler et al., 1998:15).

This was a true sensation. An isolated people, living in the middle of Pacific
Ocean without any previous contact with Europeans, were singing polyphonic
songs! So, how did European educated men respond to the news from Polynesia?

They simply rejected James Burney’s detailed report as false, because they
believed it “a great improbability that any uncivilized people should, by accident,
arrive at this degree of perfection in the art of music, which we imagine can only be
attained by dint of study, and knowledge of the system and theory upon which mu-
sical composition is founded.... It is, therefore, scarcely credible, that people semi-
barbarous should naturally arrive at any perfection in that art which it is much
doubted whether the Greeks and Romans, with all their refinements in music, ever
attained, and which the Chinese, who have been longer civilized than any other
people on the globe, have not yet found out” (Cook and King, 1784: 143-144; cited
in Kaeppler et al., 1998: 15).

Simple as that: we believe it is impossible, so sorry, the facts presented cannot
be true. Discussion is over.

20 Century: The change of a paradigm

When the paradigm is incorrect, impossible facts start to appear again and again,
until the moment comes when they are impossible to reject or neglect. This
became particularly evident from the turn of the 20t century, after the phonograph
came into broader use, and polyphonic singing from several remote regions of the
world was recorded, causing music historians to critically rethink the old model
of the origin of polyphony as a medieval Christian invention. By the 1930s
arguably the greatest living authority on polyphonic singing, German scholar
Marius Schneider officially proposed that polyphony was invented by traditional
singers, not by Christian monks (Schneider, 1934, 1935). But from whence did it
originate? This became the new central point of discussion between musicologists.

Many regions were proposed as the “birthplace” of the polyphony. Victor
Lederer proposed Northern Europe (1906), Ludwig Kuba - the remote mountains
of the Balkans (1909); Vasil Stoin more precisely, the mountain regions of Bulgaria
(1925); Cvjetko Rihtman, Serbia (1958, 1966); and Siegfried Nadel Georgia, Cau-
casus (1933). The greatest authority of polyphony of the time, Marius Schneider,
was also sure polyphony came to Europe from Georgia, but for him it initially
originated in South-East Asia where many isolated cultures still practise vocal
polyphony (1969; cf., 1934-35). Paul Collaer, on the other hand, believed po-
lyphony in Europe had local origins (1960).
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Despite changing the origin paradigm for polyphony from medieval Chris-
tian monks to traditional cultures, the idea of polyphony as a cultural invention
survived until the beginning of 21 century.

21% Century and another change of paradigm

The change came in 2006, simultaneously in the works of two ethnomusicologists
unknown to each other at the time: Victor Grauer from the USA, a collaborator
of Alan Lomax’s widely known Cantometrics project (Grauer, 2006), and (2) my
own work (Jordania, 2006). Despite a general similarity between the two works
(both proclaiming polyphony a very ancient phenomenon), big differences re-
main in these two approaches. In Grauer’s model, pygmy hocketing polyphony
was declared humanity’s earliest musical tradition, dating to at least 100 000 years
ago (Grauer, 2006), and its creative source was alleged to be the imitation of nat-
ural world sounds (particularly bird choruses) by our already human ancestors.
In my model, the origins of choral singing did not derive from imitating bird
choruses nor does polyphony derive from monophony. Rather, vocal polyphony
was an important element of humans’ defense system from predators via the
forces of natural selection, and the timelines extend back millions of the years to
human ancestors on the African Savannah (Jordania, 2006, 2011, 2014).

Understanding this latter model requires not only a new understanding of
the origins of polyphony but also the new mechanisms of the evolution of human
morphology and behavior.

Beginning with this latter premise, in Charles Darwin’s model, the central
force of evolution is said to be sexual selection. Darwin never mentioned defense
strategies for survival; indeed, he proposed that humans probably existed in an
environment lacking any serious predators. In the concluding words of one chap-
ter he stated:

“.. granting that the progenitors of man were far more helpless and defence-
less than any existing savages, if they inhabited some warm continent or large
island, such as Australia or New Guinea, or Borneo (the latter island being
now tenanted by the orang), they would not have been exposed to any special
danger. In an area as large as one of these islands, the competition between
tribe and tribe would have been sufficient, under favorable conditions, to
have raised man, through the survival of the fittest, combined with the inher-
ited effects of habit, to his present high position in the organic world” (Dar-
win, 1871:158).

Today we are sure that humans evolved in African savannah, the region of
the fiercest predator danger and competition of the various carnivore species. So,
having a potent defense strategy was crucial for our ancestors, and this need for
a powerful defense strategy frames the discussion below.
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Of the various defense strategies common in animal kingdom are two oppos-
ing strategies pertinent to the discussion at hand: cryptic defense and aposematic
defense (Caro & Girling, 2005; Ruxton, et al., 2004).

The central strategy of the cryptic defense system is based on animals trying
to go unnoticed by predator species by all possible means. Thus, cryptic species
stay low and try to hide, often characterized by camouflaging colors to be unno-
ticed. They lack strong body odor, and they try to be silent all the time. And if
they are noticed by a predator, they instantly flee. In sum, cryptic species are very
good at hiding and running. The common rabbit is a classical cryptic prey species.

In contrast, the aposematic defense strategy involves animals trying to com-
municate by all possible means that they are not afraid of the predator, and that
if a predator attempts to attack them, they will fight back, and potentially harm
the predator.

To achieve this, aposematic animals use different means to communicate this
warning constantly. They try to be as visible as possible, often possessing bodies
featuring contrasting colors; they may make constant sounds when moving
around; and they often have constant body odor. When confronted by a predator,
aposematic animals do not flee; on the contrary, they stand their ground, and
through a combination of postures, sounds, and behaviors try to scare away the
predator. To do this, they may increase their body size by standing in a bipedal
threat posture to seem taller; or by inflating their bodies; additionally they try to
make much louder, aggressive sounds, aggressive movements, and emit a stronger
odor. The word “aposematism” comes from the Greek and can be translated as
“giving warning ‘stay away’ sign”. Skunks and porcupines are among classic apo-
sematic species. They use an array of warning signals using visual, audio, olfactory
and behavioral modalities.

Cryptic defense is much better known than aposematic defense. Even some
biologists today are not aware of this term, and many facets of aposematic defense
are not well researched. The notion of “warning coloration” is much more popu-
lar among scholars than aposematism per se, although coloration is only one
(visual) aspect of aposematic display.

In my 2017 book A New Model of Human Evolution: How Predators Shaped
Human Morphology and Behavior (and the earlier edition with a different title
Tigers, Lions and Humans History of Rivalry, Conflict, Reverence and Love; 2014)
I proposed that human morphology and behavior were formed by the forces of
natural selection via an aposematic strategy of defense. Our highly visible bipedal
posture, long legs and long tightly coiled hair on the top of the head that makes
us look taller and more intimidating; the use of colorful body painting and clothes;
the ability to make very loud and coordinated group sounds, our hyperactive
sweating glands that are very effective at creating a strong body odor; our instinc-
tive freezing response to an imminent life-threatening aggressive situation; our
slow, awkward and ineffective running; and several other elements of our mor-
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phology and behavior indicate that our ancestors were using the aposematic strat-
egy against predators (see also, Weldon, 2018), but for purposes of this paper, the
discussion will be limited to the audio element of this defense system.

Group loud singing, synchronized by a common meter and rhythm, is a very
effective tool to strongly affect both the opposition (predators or competitors) and
the group of singers itself.

Regarding the first, no animal species can withstand the massive “audio at-
tack” by a human group. All the strongest predator species, including lions and
tigers, try to avoid confrontation with a group of loudly vocalizing humans. And
it should be noted that, apart from singing loudly, human ancestors most likely
employed other loud sounds, like clapping, banging stones together (the stones
that they were going to use as projectiles in confrontation), and stamping their
feet, plus moving their bodies in ideal synchrony (entrainment). Popularly known
examples of the powerful effect of such group synchrony for intimidation are the
synchronized drill of Nazi soldiers, or the display of the ritual Haka by the New
Zealand rugby team, the All Blacks: such synchrony creates the impression of one
monstrously big living organism.

Regarding the second, the internal effect of loud synchronized singing among
group members, synchronous singing and stamping was (and still is) even more
powerful. Synchronous singing and body movements can put the individual
members of a group into trance (I call this state the “battle trance”), a state in
which they all feel as a single collective, with united collective identity (Jordania,
2011; Wade, 2016). It was recently found that people’s heartbeats synchronize
while singing (Vickhoff et all, 2013). In the state of battle trance, the common
goals of the group override individual needs, including even the instinct of self-
survival, so participants of the confrontation do not experience fear or even the
pain of horrible wounds. Military organizations have been aware of this phenom-
enon for several centuries. Every general knows that the best tool to transform
new recruits into soldiers ready to follow orders and engage in a potentially lethal
attack is long sessions of group rhythmic drill (McNeill, 1997).

It is amazing that, although our understanding of the power of music has been
increasing during the last decades, scholars still fail to notice the power of music
in matters of defense, particularly since militaries have employed it for centuries.

But why was singing in parts, in polyphony, important to our ancestors? Is
not just singing by a big group of humans enough? Actually, singing in harmony
amplifies the overall sound. Furthermore, the most robust effect is attained if
singing contains dissonant intervals.

Dissonant intervals are those that make the sound more distinct, stronger,
more noticeable and the most like to grab the attention of both humans and ani-
mals. Car horns are often tuned on dissonant intervals, as they are better at com-
manding instant attention of the target audience. And the last feature of dissonant
singing is that it is the most effective for creating the so-called “Beau Geste Effect,”
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referring to the ability of a small group of singers creating the impression of a
much larger group of singers. This effect occurs in animal world as well, for ex-
ample among wolves and coyotes (Harrington, 1989). Thus, it is logical to con-
clude that the initial group polyphonic singing of our distant ancestors trying to
scare away lions and achieve battle trance would be heavily based on the frequent
use of dissonant intervals, particularly the most dissonant interval, the second.

The evidence bears out this thesis. Rather astonishingly, the tradition of sing-
ing in dissonant seconds can be encountered across the most isolated regions of
the world. These traditions are sung by peoples and tribes on different continents,
among diverse human populations and races, and speakers of different language
families, including: the Aremai and Aba Tibetans in China; the Nuristanis from
Hindi-Cush mountains, in an impenetrable Afghanistan mountain range; most
archaic musical relicts of the Balkan and Caucasian mountains; the mountain
tribes of Papua New Guinea; the Ainus from North Japan; the mountain tribes of
North Vietnam; the tribal Gonds from Southern India, and others too numerous
to mention.

Is vocal polyphony disappearing?

The distribution of dissonant polyphony in extremely isolated regions all over the
world strongly suggests the survival of an ancient more widespread tradition.
Taking this as an initial point for the historical dynamics of vocal polyphony, I
predicted that polyphonic singing should be in decline globally, which runs coun-
ter to the idea that polyphony is a late cultural invention, according to which the
number of polyphonic cultures should be increasing as a result of cultural bor-
rowing of the progressive invention.

In my books (2006, 2015), the disappearance of vocal polyphony has been
independently documented by various scholars over the five continents, briefly:

Northern Europe. Countries from Scandinavia to the British Isles possessed
traditional vocal polyphony by the end of the 12t century (Cambrensis, cited in
Hibberd, 1955). Most of these countries today have only late pan-European style
polyphony with parallel thirds or completely lack data on vocal polyphony. Only
Iceland has retained the earlier form of polyphony.

Italy. In Lombardy, singing in seconds was documented in the 15% century,
but later disappeared (Ferand, 1939).

Lithuania. The unique vocal polyphonic style sutartines, based on almost
constant use of secondal dissonances, has disappeared during the last two centu-
ries (Rachiunaite-Viciniene, 2002).

Latvia. A tradition of three-part drone singing, with the drone in the middle
of the polyphonic texture, and the third part singing a major second below the
drone, recorded at the end of the 19t century, disappeared without much trace
(Yurian, 1907).
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Estonia. A tradition of drone polyphony was recorded by Tampere (1938) in
the beginning of the 20t century. No traces of this tradition survived.

Russia. A unique tradition of duet and trio singing with independent melo-
dies was recorded by Gippius in the 1920s and never heard again (Zemtsovsky,
2000:758).

Sicily. According to archive recordings, the western part of Sicily was as poly-
phonic as the rest of this Mediterranean island, but after the 1968 earthquake the
tradition seems to have been lost (Macchiarella, 2008:142).

Macedonia. According to local ethnomusicologists, as a result of government
politics, the tradition of Macedonian singing in dissonant seconds was disappear-
ing from the 1950s to the 1980s (Bicevski, 1986).

Californian Native Americans. According to historical sources and archival
recordings, interesting forms of vocal counterpoint present among southern Cal-
ifornian natives, also disappeared (Keeling 2001:418).

Venezuelan Native Americans. According to Isabel Aretz (1967:53), there
was a general tendency in the states of Lara, Falcon, and Portuguesa towards the
disappearance of three-part singing.

Taiwan. According to archive recordings, the small mountain tribe Saisat had
a tradition of singing in parallel fourths that disappeared within the first few de-
cades of the 20t century (Tsang-houei, 2002:525).

Indonesia. Part of the traditions of vocal polyphony in Central Sulawesi has
disappeared during the last decades (Rappaport, 2004).

Polynesia. A tradition of six-part polyphony on Tonga, which knowledgeable
older singers still remember, was eventually lost, and partly replaced by late Eu-
ropean three-part singing (Kaeppler, 1990).

Africa. According to Simha Arom (personal communication, 7th August,
2007), vocal and instrumental polyphony has been declining among pygmies
since the 1970s, and some songs that were known in four parts survive today only
in three- or two-part versions.

Georgia. Documented cases of losing (and a major decline in) the traditions
of vocal polyphony in Meskheti, Saingilo and Khevsureti warrant mention
(Magradze, 1986; Jordania, 1989, 2000: 827).

On the other hand, despite my search for decades, not a single example of
the natural development of vocal polyphony was documented from any tradi-
tionally monophonic culture.

There is more. Quite sensationally, a very large-scale forced “polyphoniza-
tion” of monophonic peoples was attempted in former communist Soviet Union
in order to create a common “socialist musical culture” This experiment lasted
for decades, cost millions of rubles, and involved countless efforts of creating
polyphonic versions of monophonic melodies by trained professional composers
and teaching them to newly created local choirs. The efforts were without any
gain, and the experiment totally failed.
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This clear historic tendency of the disappearance of polyphonic singing tradi-
tions is a strong argument for the idea of initial wide distribution of vocal po-
lyphony cultures, its gradual disappearance, and its survival in the most geograph-
ically isolated regions. (We can say that this simple idea is the principle of Occam’s
Razor at its best.)

A new big question arises: if singing in harmony played a key role in the all-
important sphere of defense, why has polyphony started disappearing?

Polyphony, human intelligence, language, speech,
and speech pathologies

To answer this question, we need to address the complex topics of the origins of
human intelligence, language, and speech in relation to the origins of music and
choral singing.

In my 2006 book I proposed that the initial reason for the decline of po-
lyphony was the evolutionary shift from a primary pitch-based language to fully
articulated speech. Scholars have been arguing that the historical transition from
song-based communication to articulated speech is the most plausible scenario
of evolution in human communication (e.g., Darwin, 1871:161; Brown, 2000). To
fully understand the complexity of this process, it is important to differentiate two
closely related but very different phenomena: language and speech.

A language is a structured system of communication used by humans. It can
be based on various modes of communication: speech, gestures, writing, pitch.
For example, whistle language uses only pitch for communicating complex mes-
sages, particularly over a great distance. Thus, articulated speech is just one of
the possible mediums of language, the most effective and economical, perhaps,
but still just one of the possible medias only. And most likely, human language
was born much earlier than articulated speech.

I proposed (2006) that the shift to human language (and self-developing in-
telligence) occurred from developing the ability to ask questions. Humans are
probably the only species that can ask questions. None of the apes trained in
various communicating systems, including those that can answer questions from
their trainers, ever asked a single question by themselves (Premack & Premack,
1972, 1983).

The only probable exception that I am aware of is Alex, the African grey par-
rot, who participated in language learning experiment with Irene Pepperberg.
Interestingly, Alex was the only grey parrot who asked questions; all other grey
parrots failed to achieve the same in Pepperberg’s experiments to date (personal
communication, 2018).

Humans of all cultures ask their first questions using a raising intonation, a
strong indication that the ability to ask questions emerged during the pre-articu-
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lated speech stage of human language development. Further elaboration of this
point is beyond the scope of this paper, but most likely Homo erectus (an awk-
ward name of archaic Homo sapiens) already had human cognitive abilities and
dialogical language with questions, but did not yet have a fully articulated lan-
guage and question-based dialogical communication (on dialogical communica-
tion, see Zemtsovsky, 1986).

The anatomically fully modern human face was most probably formed with
the development of speech, as articulated speech was the last evolutionary force
that changed the morphology of human face (Krantz, 1980; cf., Ishim et al., 2007).

With that in mind, to understand the puzzling distribution of polyphony
across cultures, I proposed that, unlike the shift to dialogical language, the shift
to fully articulated speech occurred in different populations in different epochs
(Jordania, 1988, 1989, 2006, 2015).

So, when our ancestors left Africa some two million years ago, they most
likely already had human cognitive abilities and could formulate questions, but
their language was based on pitch (Steven Brown’s “musilanguage”), not fully ar-
ticulated speech.

Later these different populations, separated by thousands of kilometers (in
Asia, Europe, and Africa) for tens and hundreds of thousand years, shifted to
articulated speech at different times. The appearance of articulated speech trig-
gered the long process of losing the initial polyphonic singing. Consequently,
regions where the shift to articulated speech happened earlier lost their traditions
of polyphony, whereas regions in which the shift to articulated speech happened
later, still display polyphony, although also in the long process of disappearance.

This unlikely proposition, which I made in the end of the 1980s, later was
supported by paleoanthropological evidence. One of leading paleoanthropolo-
gists, Milford Wolpoft (1999), after studying the regional development of human
skeletons on different continents, concluded that very important differences exist
in the timelines of forming contemporary facial morphology around the world.
Wolpoff called this “regional continuity” when facial details, particularly around
the nose and chin, resemble contemporary humans from the same areas.

Significantly for the present argument, regional continuity is deeper in some
regions than others. More precisely, regional continuity is the deepest in East Asia,
where clear elements of contemporary facial morphology appeared 250 or even
350 thousand years ago (350 Kya; Jurmain & Nelson, 1994: 422), which suggests
that the change to articulated speech happened earliest in East Asia. The second
earliest area of regional continuity is Australia (links possibly with the Solo-Ngan-
dong specimen about 120 Kya). Next is Central Europe, where local Neanderthals
with several archaic facial features were changed (replaced, and partly interbred)
into contemporary-looking modern humans about 32-40 Kya. Middle Eastern
Europeans probably had a longer, about 100 Kya, history of articulated speech.
And finally, regional continuity is most recent in sub-Saharan Africa, where the
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similarity of skeletal features between fossil and contemporary sub-Saharan Afri-
can populations appears no more than 11 Kya (Asselar Man, dated variously at
8-11 Kya).

This timeline correlates well with the regions of distribution of polyphonic
singing. The polyphonic tradition has been already lost in East Asia and Australia
(because of the earlier shift to articulated speech), and live polyphonic traditions
still exist in Europe and particularly Africa (because of the later shift to articulated
speech). So, I proposed that the shift to articulated speech first occurred among
ancestors of East Asians, followed by Australian Aboriginal populations, then Eu-
ropeans and finally sub-Saharan African populations.

Although this idea sounds “politically incorrect” and I might be accused of
racism, I need to declare that earlier acquisition of articulated speech did not
provide any real advantage to any of the populations, and East Asian and Austra-
lian aboriginal populations hardly benefited from their early shift to speech.

We can even create timelines of the shift to articulated speech in various
populations. According to Wolpoff, the difference between the extremes is sig-
nificant (East Asia 250-350 Kya, sub-Saharan Africa 8-11 Kya, see Graphic 1).

About 250 KYA - East Asian populations
About 120 KYA - Australian Aboriginal populations
About 40 KYA - European populations
About 10 KYA - Sub-Saharan African populations

Graphic 1. The depth of the “regional continuity” of facial anatomy from different
populations of Asia, Australia, Europe and Africa.

Based on this information, I made a few additional predictions: if East Asian
and Australian Aboriginal populations shifted to speech so much earlier than
other groups, they should show better adaptations to speech-related activities and
have less genetic disposition towards speech pathologies:

o  Less stuttering,

o Less dyslexia, and also,

«  Earlier acquisition of phonology in children.

Contemporary studies do not pay much attention to such differences, but a
few studies on the cross-cultural distribution of stuttering and dyslexia indicate
that East Asian and Australian aboriginal populations have a less incidence of
stuttering and dyslexia (e.g., Cooper & Cooper, 1993; Ziegler et al, 2003). More
precisely, in Europe, and particularly in sub-Saharan Africa, the rate of stuttering
seems much higher (1% in Europe and up to 9.2% in some West African popula-
tions; Nwokah, 1988; see also Yairi & Ambrose 2013). East Asian (and Native
American) populations, on the other hand, show lesser prevalence of stuttering
(see Reese & Jordania, 2001; Johnson, 1944; Bloodstein, 1993, Morgenstern, 1955).
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The same pattern is found when comparing the acquisition of a phonological
system among East Asian, European, and sub-Saharan populations to the distri-
bution of polyphony, i.e.: children from the cultures without polyphonic singing
traditions seem to acquire the phonological system earlier than children from
cultures with polyphonic traditions (Graphic 2).
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Graphic 2. The process and timelines of acquisition of phonological system
by Japanese and American children (from Menyuk, 1968).

Japanese children start correctly pronouncing phonological elements at one
year of age and are finished by 3 years. American children (of predominantly
European descent) start this process at 2.5 years and finish at 5 years. The differ-
ence is considerable, although scholars tend to gloss it.

It is important to consider the reception and acceptance of the model pre-
sented here on the origins of polyphony in the context of human evolution be-
cause it represents such a break with past scholarship and “accepted wisdom?”

Conclusion

The paper contest can be summarized in several broad conclusions:

(1) Vocal polyphony is not a result of later cultural invention;

(2) It was developed by the forces of natural selection, as an important strat-
egy of human defense strategy;

(3) It was the audio part of the early human aposematic defense strategy;

(4) Singing in dissonant intervals was an important part of the early human
polyphony (and is still surviving in the most isolated regions of the World);

(5) Vocal polyphony was taken by migrating humans about 2 million years
ago from Africa;
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(6) The central reason for the decline of vocal polyphony was the develop-
ment of articulated speech - the last big evolutionary acquisition for humans;

(7) Articulated speech was developed by different populations in different
epochs;

(8) Some human populations shifted to speech earlier (East Asian and Aus-
tralian Aboriginal populations) and they have lost the “initial polyphony”;

(9) European and particularly, sub-Saharan African populations shifted to
articulated speech later, and the polyphony is still present in their traditions;

(10) Data of epidemiology of speech pathology (stuttering), dyslexia, and
acquisition of phonological system provides evidence of possible earlier shift to
articulated speech among East Asian and Australian populations.

And finally, some leading experts on traditional polyphony support this new
model. Eminent expert of traditional polyphony, particularly of African polyph-
ony, Simha Arom wrote:

“I totally agree with the main idea of Joseph Jordania about the ancient
origins of choral singing and its gradual disappearance. To my opinion also,
there is no ‘evolution’ from monophonic to polyphonic singing, and I was
glad to see that the argumentation of this idea is so strong and logical...”

Bruno Nettl, the leading American ethnomusicologist, mentioned earlier,
also supports the new model. In one of his last articles, published in 2015 in Czech
Republic, Nettl discussed the greatest discoveries in ethnomusicology for the en-
tire 130 years of the discipline, and this model of the origins of polyphony as a
human defense system against predators is mentioned twice (Nettl, 2015). And in
2009, I was awarded the highest international prize in ethnomusicology in Japan,
the Fumio Koizumi Prize “in recognition of his contribution to systematic analysis
of folk polyphonies of the world, proposing a new model for the origins of traditional
choral singing in a broad context of human evolution”

Despite the evidence and such recognition from authorities in the field, many
music historians, from age-old habits, still stick to the old idea of polyphony being
a cultural invention, developed from monophony. New ideas need time to be
widely accepted, so we should be patient with the sometimes glacial rate of change
in scientific development.
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ITOPEK/IO BUHIEITTACJA: KACHUJE KYJITYPHO OTKPIIRE WIN JEO
IMPEJATOPCKOI OIBPAMBEHOI CUCTEMA?

Y pany je mpencraB/beH HOB MOJIE/I TOPEK/IAa BULIEI/IACja Y KOHTEKCTY €BOJTYILIMj€ YOBEKa.
VaTepaxiuja XOMMHIJA C IPeJaTOPUMa CMAaTpa Ceé K/byYHOM ITOKPETAYKOM CHJIOM Y €BO-
Tynujn Mopdornoruje ¥ IOHaNIamkba /bYAN. 3ajefHIYKO MeBame U I/lecambe, IpTame 10
TeNTy ¥ yIIoTpeda MacKy, CMaTpajy ce 3Ha4ajHUM CTPATEIIKMM e/IleMEeHTIMa 3a 3aCTpalln-
Bame U ofBpahame mpefatopa, ¢ jefHe, 1 foBoheme XOMIHNI/A Y U3MEHEHO CTame CBe-
CTH, C ipyre CTpaHe. Y OBOM CTamy /byAu He ocehajy cTpax m Som u cpeMHu cy fa
JKPTBYjy CBOj€ )XMBOTE 32 3ajefHNYKM Ly/b. OBO IICUXOJIOLIKO CTarbe U JAHAC je BaXKHO
3a MHOTe JbyJiCKe TPYIIHe aKTMBHOCTH, HOCeOHO Y Pe/IMIiju 1 Bojcuu. Y pajly cy BuIle-
IJIacHe TPpaJiMiyje NpefcTaB/beHe y KOHTEKCTY IOPEeK/Ia je3uKa 1 apTUKY/IMCAaHOT TOBOPa.
KibyuHne peun: mopexso Buulersacja, opdpamMmoene cTpareruje /byau, IpefaTopi, HOPeKIo
jesuka.



138 Odpasosre ilepciiexiniuse wmpaguyuonante... / Education perspectives of traditional...

HOuvutpuje O. Tonemosuh

pen. mpod. y ensuju, Paxkynret MysuuKe yMeTHOCTH,
YHuBepsurer ymerHoctu y beorpany, Cpduja
golemovicd@gmail.com

[a mu TpaguuIoOHaTHN OQTUITM HAPOTHOT MY3UIIMPaha
Tpeda M MOTy f1a ce yue y My3UYKOj INKOIN?

Cakerak

Y mHOruM Kpajesuma Cpduje TpaaMIOHaTHa HAPOHA MY3HKa je MIIYes/ia, ajii ce TIpe-
cenmia y rpajicky cpefyHy. Y HOBOj CpefyHM Tpaiil[OHa/IHA HApOHA MY3MKa raju ce
KPO3 JIeNTaTHOCT KY/ITYPHOYMETHMYKMX [IPYyIITaBa ¥ My3MUKux mkona. byayhu ma ce
TpaJMIOHa/IHA HapOJIHA MY3MKa M3MEIITA U3 CBOT IPUPOJHOT OKPY>KeHba, y OKBUPY
MY3HIYKOT 00pa3oBama oHa ce cycpehe ca HauMHMMa ycBajarba 3Haba KOjU CY jOj CTPAHIL
Hamnme, pasBujena MeTO[0/I0THMja KOja ITOYMBA HAa HOTHOM IIMCMY, TUIIMYHA 32 YMETHUYKY
MY3UKY, Y IOTIYHO] jeé CYIIPOTHOCTU Ca YCMEHMM IPEHOLIemheM y HapogHOj My3uiu. To
HY>KHO TTokpehe nuTame n3dopa MeTosia Koju he ce KOpUCTUTU y HACTaBY HAPOJHE MY-
3uke, dynyhu na he, ako ce kpeHe Off HOTHOT 3amyuca, OUTK M3HEBEPeH ,AyX HapOXHe
MY3IUKe, aJli ¥ OHO IITO je HheHa BaKHa 0COOMHaA — Bapupame, ¢ jefHe cTpane. C apyre
CTpaHe, aKo Ce ,,y4ere 10 CIyXy IIOCTaBY Ka0 OCHOBHIU ,MeTON , TO he duTu y NOTIyHOj
CYIPOTHOCTM Ca OHMM Ha 4eMy II04MBa My3udKa WKona. Lk je ogrosoputu Ha fBa
nurama: 1) Jla mm je olrpaBjaHO OPraHN30BAHO yUeke TPAIUIVOHATHE HapOIHe My3UKe?
2) [la nu je My3muka LIKO/IA MHCTUTYLMja e Tpeda M y K0joj MOTy fa ce raje odmmumn
HapOJHOT MY3UIIMpama? Y OCHOBY TUX INTamka HAJIA3) Ce Pas/MINTOCT ,,IPUpofa” Tpa-
IMLMOHAHE M YMETHUYKE MY3MKe, a CAMMM TUM U METOJA KOje Ce IIPUMEbYjy Y YUewYy.
I[Toxasahemo fia je 1 mopep pasIMYNTUX MOTA3UIITA, la/be YCBajatbe 3HAMA jeTHAKO KO
oda HaumHa Mysunupama. Kao mpumep pedenor mocmyxnhe mpakca TpaguijuoHaTHOT
JBOITIACHOT II€Barba CTapujer C/I0ja, T3B. IIeBatba U3 BIUKA, TUIIMYHOTL 332 TPAAULIMOHAIHY
MY3HUUKY Ipakcy jyrosamagHe Cpduje. HaumH ydema oBOT meBama y MY3MYKOj KON
IpeficTaB/ba KOMOWHAIN]Y 0COOVHA TUIMYHNUX 33 TPAJAMI[OHATHO MIeBakbe I MeTO/ja U3
YMETHIYKOT II€Bamba, I TO OHUX KOje Ce OFHOCE Ha IMCarbe U ITOCTaBKY rmaca. Ilpumena
OBUX MeTofja MocedHO je BaXKHA jep OHe IeBady oMoryhaBajy mpaBMIHO, OBHOCHO IpU-
ponHo neBame. OHe MICTOBPEMEHO IITUTE IHETOB IJIaC Off HaIpe3ama, a CaMiM TUM U
moryhux omrehema, o xojux du mako morno xa pobe, dynyhu ma oBaj BokanHu odnuk
KapakTepHuile BeJIMKY MHTEH3UTET I IIPOJOPaH HauMH NeBamba.

Kibyune peun: ceno, TpaiuioHanHa HAPOJHA MY3UKa, yMeTHUYKa My3uKa, world music,
HeBame ,I3 BUKA', My3IUKe IIKOJIe
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VYBop,

Hpmpo;ma CpefyHa y K0joj ce poauaa TpafMIMOHa/lHA HAPOJHA MY3MKa, a
OHJIa Ty XXVBe/IAa MIIEHUjyMIMa, jecte ceno.! OTyaa Mysuka mpepcraBiba
IpaBy CIMKY CEOCKe CpefiHe, CIIMKY Koja ce, MaKo je HacTaa y3 moMoh caMo 1oj
CBOjCTBEHMX CPEJCTaBa, M3payKaBa Ha HA4MH KOjU je jefHaK OHMMAa KOju IIpUIIa-
7ajy APYTMM BUIOBMMA CEOCKe KYAType. 3aTo je y KOMIUIeTHpPamy CONCTBEHNX
»Claraamia” MpoydaBaolMa PasINIUTIX 0O/IMKa TpaUIMIOHATHE KYITYpe Of
IparoleHe IoMohy 1 IOCMaTpame OHUX KOje CTBApajy HAYYHWUIY APYTUX IPO-
¢dua. Jep, 4oBeK Kao ,My3n4Ko dyhe” HeCyMIBIBO je jeflHaK YOBEKY Kao APYLITBe-
HOM, PE/IUTHjCKOM, Wi nak duhy 3a Koje y ICHMXO/IOTUj1 IIOCTOjU HasuB ,,animal
symbolicum”.

[Topexio CTaHOBHMIITBA Ha HAILIMM IIPOCTOpMMa Hajuelrhe je JUHAPCKO WK
KOCOBCKO-METOXMjCKO, 11 OHO je 8110 o HajBehe BasKHOCTY 3a XKMBOT JbYH, KAaKO
y U3BOPHOj CpPeVIHM, TAKO U Y OHOj Hace/beHOj ITyTeM dpojHUX Murpanuja. Pasmor
3a TO JIeKU y HauMHMMa IpuBpehuBama, Koju IpelcTaB/bajy IpOU3BOJ, CpefIHe
y KOjOj Cy OHUM IIOHMKIIN, @ KOjU CY Ce TIOKa3asIy Off IpecyHe BaXKHOCTY 3a 0O/~
KOBaIbe HIXOBOT KY/ITYPHOT U3pakaBama. Tako Cy ce 3eM/bOpPaHUIIN C jefHe,
OJIHOCHO CTOYApM C JIpyTe CTpaHe, KAKO OMCMO Ha HajjeflHOCTABHUjJ HAYMH OBe
JbyJie MOTJIN ,TIOfE/IUTI , jABU/IN KaO CTBAPAOLM BEOMa Pa3IMYMTUX KYITypa.
3em/popasiHIUKa (YIIITaBHOM ITPOM3BOJ KOCOBCKO-METOXMjCKe cTpyje), dyayhu fa
je 3aBMCMIIA Off CUJIa TIPMPOJIE, Y CBOjMM HajCTapyjuM OONMMIMMA M3paskaBasa ce
Kpo3 dorary odpefHy Ipakcy, JOK cTodapcka (YIJIaBHOM AMHApCKa) 3a TO HHje
uMaja ,IoTpede’, ma je Mo CBOM ,KapakTepy Omia ,palyoHaNTHUja, OFHOCHO
Hajuemrhe yuIneHa penurujcke notke. To, HapaBHO, He 3HAYM J1a CY CTOYAPY JBYAN
KOjJI He Bepyjy y BUIIe CUJIe, OHOCHO Ja HIUCY ModoKHM, Beh fa To Huje duio
IPeCyIHO Y OONMKOBabY HBIUXOBE KYITYpE.

Y ckmafy ¢ pedeHuM C/Iefyl M YMIbeHMIA [a Cy TPafiuI[MOHa/lHA HapOfHa
MY3MKa, a IIpe CBeTa IleBame, Ha HAIIVM IIPOCTOPUMA YCTOB/BEHU HOPEKIOM
OHUX Koji ra raje. To ce He nCIIo/baBa caMoO Ha ITAHY >KaHPOBCKe IPUIIATHOCTH,
Beh 1 Apyrux ocoduHa Koje TO IeBame Kpace, METTOAMjCKUX a IOCeSHO ca3Byd-
HuX. JVIako ce n y KpajeBMMa KOje Hace/baBajy 3eM/bOPAJHUIIN, jYTOMCTOYHA U
ceBeponcTouna Cpduja, jaB/bajy oONMIM BOIIACHOT IIEBakba, Y HUMA IIPEOB-
nabyje jegHornac, KoK je y oHuM apyrum, 3anagHa Cpduja u lllymanuja, gsorna-
CaH HAa4MH IeBaba JOMMHAHTaH. Ty ce, IITO je BeoMa 3aHMM/bUBO, je[HOTIACHO
HeBambe, I0CedHO KaJ je COMMCTUYKO, He CMaTpa ,IIpaBUM , I1a Cé YMeCTO u3pasa
HeBalbe KOPUCTEe HeKV APYTH, Ha IIpyMep ,0pojame”.

! Tpag xao MecTo y KojeM ce odnmkoBana fomaha kynrypa rakobe je sHavajan, mehytum,
IberoBa Ky/lITypa HMje CaMOCBOjHa y TOIMKOj MePU y K0joj je To ceocka. Pasmor sa To
HeCyMIbMBO je Taj LIITO je KY/ITypa HAlllMX IPajioBa y Mamboj MepH ,,ay TOXTOHA', a Ja/IeKo
BIIIIe HEIITO LITO je HAaCTaJIo IOf jaK/M OpJjeHTaTHUM, OfTHOCHO €BPOIICKMM yTUIaj/Ma.
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IIpupopHa cpenyHa y K0jOj je HacTala U rajeHa TpagULMOHA/IHA HApOJHA
My3uKa Ouo je ceno. MehyTum, BpeMeHOM ceo, Makap Y OHOM OO/IMKY KaKBOT
ra II03HajeMO KaJj O theMy TOBOPMMO Ka0 O MeCTY Ha KOjeM Cy IIOHMK/IN U Iraje ce
TPAMIVIOHATHYI OOTIMIN CEOCKe KYATYPpe, BUIlle He TOCToju. V1 oHM ManodpojHu
CTAaHOBHMIIV KOjJ CY Ha IbeMY OCTaJIN, Y BEMNKOj MepU CY IIPOMEHWIN CBOj HAUVH
X1BOTa. MHOTe ceocke mkosne, dyayhu ga ce dpoj fielie panujHO cMawuo, mpe-
cTase Cy ca pajioM, a JIOMOBU KY/IType, HeKajla OMI/beHa MeCTa JPY>Kerha CeOCKe
OMJIaiiiHe, 3apaciy cy y TpaBy. Ce/bak je cBoje daB/bembe IMO/bONPUBPENOM He-
PETKO TOMKO CMamIO, 1a TO YMHM MICK/bY4MBO 3a oTpede cBora joMahmHCTBa.
Kymutu cup Ha ceny jaHac je ocTao ,,HeMoryha mMucuja’, a CIM4YHO je 1 ca ipy-
TVIM IIOJ/bOIIPMBPENHNM ITpon3BoauMa. Ce/bak JaHac KyIyje YaK U X/1ed, Tako mTo
HadaBy BIIIIe BeKH, a OHJIA VX YyBa y 3aMp31Bady. AKO raju fomahe sxnBotuse,
IBIXOB OPOj je jako CMabeH U CBefieH Ha jefIHy KpaBy, I1ap CBUIbA U HEIIITO KOKO-
maxa. OBalia ByIlle HeMa YaK HU y KpajeBUMa Ijie Cy UX MojefuHa fomahmHcTBa
MMaja Ha croTuHe. Uyo caM HeJaBHO /la HeKM KOj! UX jOLI yBeK MMajy, daiajy
BYHY IIOC/Ie IIMIIAKa, jep UM He Tpeda, dynyhu na ce yemiepu Bulle He IJIETY
kox Kyhe, Beh ce kymyjy. Eto, To je cnuka maHammer cena y Behunmu odmactn
Cpduje, HapounTo y KpajeBruMa yfa/beHuM of, caodpahajuuia. ¥ TakBoj curya-
IVj IUTakbe LITa Ce JelllaBa ca TPaJUIMIOHATHOM HaAPOJHOM MY3MKOM MOXe Ja
IeTyje HeyMeCHO, Y CBaKOM C/Ty4ajy Heoroapajyhe. Jako je n3 sehune xpajesa
HeCTasla, NIIaK I0CToje ManodpojHe oase y KOjiiMa Tpa/iUIMIOHa/THA HAPOTHA MY-
31IKa KO/NMKO-TO/NMKO OICTaje. Aju, fa M je TO M Kpaj IBeHor IocTojama? Ha
cpehy Huje, jep je ynory meHor yyBapa Ipeyseo rpap. ,OTKyga rpaa?’, sanmTahe
ce HeKo, IT0CedHO aKo je YHO3HAT ca ,,KOMIUIEKCOM MHOTUX ,,rpabhana” ceockor
THIOpeK/Ia, KOjy ce Tora CTupe. »,I1a oTKyza rpajly mHTepec 3a TAKO HeITo? , Takohe
du ce sammram. OAroBOp Ha TO MAJIO je CIOKEHM)U, ajlyl je M CACBYUM JIOTMYaH.
3a ,ceody” TpaguLMOHAa/NHe HApOHE MY3UKe, BEPOBaIU WIM He, 3aCy>KHa je
nonynapHa (3adaBHa) My3MKa I MeIUji IIyTeM KOjMX ce OHa IpeHocu. Tpagum-
OHAJTHa MY3MKa CBOje ,ITpaBo rpahaHcTBa” 3acy>Kma je TMMe IITO ce TIPUIAro-
AVIa MOIYIAapHOj, HaCTaB/bajyhy fja )KMBU y BUAY MY3MYKOT IIpaBlia IO3HATOT
nox, HazusoM world music.? [TojaBuBIIN Ce CKPOMHO ¥ HEHAMET/BIBO, OH je Bpe-
MEHOM IIOCTAO jelaH Off HajIOITy/ITapHIj}X IIPaBalia, KaKo y CBETY, TaKo ¥ KOf Hac.
Ha cBoM moueTky oBaj IpaBall Of/INKOBA/IN Cy OMUIIM IIOIyTapHe My3JKe KOju
cy dwmm camo ,,odorahenn” enemenTHMa TpaguioHanHe. MehyTuM, BepoBaTHO
13 pasjiora mITo Cy ce CIYIIaoly BpeMeHOM HaBUK/IM Ha pasHe QOIKIOpHe CTH-
7I0Be 3BYKa, y okBupy world music TpagumnmonanHa Mysuka cse demnthe ce jaBpa
y cBOM 1M3BOpHOM 00/uMKy. Tako Koj Hac cBe BMIle M/IA/IUX IOYNEE Ca YYeHheM

2 OBO HHje WETOB jeANHN HA3WB, a/lN je Y3 ocTaye (Ha mpuMep, world fusion) octao kao
HajHOHy}IapHI/IjI/I. O ToMe n Apyrumm 0CO0deHOCTIMa OBOT MY3MYKOT IIpaBlia BUIIE C€ I'0-
Bopu y: Dimitrije O. Golemovi¢, ,World music”, Covek kao muzicko bice, Biblioteka XX
vek, knj. 158, 233-244.
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TPAMIVIOHA/IHOT IIeBakba ¥ CBYUpama, OUIO f1a TO YMHEe CaMOCTAJTHO, VIV Opra-
HI30BaHO, Y OKBUPY KYITYPHO-YMeTHUYKMX APYIITaBa, au U ofpeheHnx my-
3MYKKX 1Kosma. OBe MocIefbe, ITO je IOCedHO 3aHMM/BIBO, IIPUTPIINTIE CY Tpa-
IULMOHATHY HAPOJHY MY3MKY Yy TOMMKO] MEPU Ja je OHa IIOCTala jefaH Of
Haj3HA4YajHUjMX BUJOBA HIXOBOT Iajerba My3UKe.

V1 mopen Tora mTo caM HeKO Ko ce Behu fieo cBor xuBora daBu Ipoyda-
BambeM TPaJULMOHAIHE HAPOJJHEe MY3UKe, [Ia MU CTOTa U TOAM YMEbEHNUIIA A je
EHO M3MEIITame Ca Cela y Tpaji IIOMOITIO Jla He HecTaHe, He MOTY a Jia ce He
3aIIUTaM Jija JIN ,IPUPOAY HApOJHE MYy3MKe OfirOBapa Ha4YMH Ha KOjy Ce OHa Iaju
y Tpazgy, mocedHo y My3udukoj mkomn. OXHOCHO, a /I TaKBU OQIMIY HEHOT
rajema pe3y/ITUpajy BepHUM U TPAAULVIOHATHO BpefHuM odnuiyma. Ha oBo mo-
kyurahe fa ongrosop ma cnegehm Tekct, rie he ce kao nmpumep ncrahu nepame ,, 13
BUIKA’, HajapXayHMj/ BOKaTHM 0O/uK jyrosamajgHe Cpduje.

IleBame ,,ui3 BUKa“

JMako de3 HeKOr 3HaYajHMjer MCKYCTBA BE3aHOT 3a y4Yelbe, a TUMe U IIPEHOIIehe
TpaguILMOHATHOT HAapOJAHOT IIeBaiba, aay Ca CONMMAHMM €THOMY3UKOTOUIKAM
3HaWEM O BOKAJIHOj Tpagmuuju 3anagae Cpduje,® ¢ jeHe, M TEXHULIN TIeBaba C
Ipyre cTpaHe, y capajmu ca fp Camwom PaguHoBuh nmogyxsaryo caM ce peann-
3aIifje YaK [Ba CeMuHapa IeBama ,,13 BMKa', y meto 2017. u 2018. roguue.* Tu
CeMMHapy OWJ/IM CYy paroleHy He caMo MO/IA3HUIIMA, Beh 1 HaMa — MHCTPYKTO-
puMa, dymyhu ma ce y okBUpY BUX, KpO3 IIpaKTUYaH paj, odnnkoBana ogpehena
MeTOJ[0/IOTHja, KOja je TIoCTala COMMAHA OCHOBA 3a pellaBame ofpeheHnx mpo-
deMa y y4ery OBOT IleBama. Y3 TO, UCKYCTBO Ca CEMIHApa, MOpaM jja IIpU3HaMm,
MO3UTMBHO je YTUIIAJIO ¥ Ha MOj CTaB Y OFHOCY Ha MHCTUTYLMIOHAIHO Tajerbe U
IpeHolIehe HApOHOT IeBaba, IPBEHCTBEHO C IVIeINIITa HheroBe ONpaBJaHo-
crm.’

I[IpBu ox Ba ofp>kaHa CeMMHapa MMao je 3a LM/b Jja ITO dpoduje neg. 3aTo
je 3aMMIIUbeH Kao NMPIINKA []a Ce TOKOM Ibera, Kpo3 IPaKTUyYaH paj ca MISBOPHUM
meBaunMa, fohe mo ogpeheHnx Meroza Be3aHMX 3a CaB/lafjaBame NeBama ,U3
BIKA’, @ OHJIa ¥ IbeTOBOT JlajbeT IMpeHolIema. [omasHnim ceMnHapa HUCy dwmmm

3 Y Hu3y pajioBa 1 KbUTa KOji Cy mocBeheHu Mysuum tTora Kpaja, mocedHo Sux 1cTakao
cnenehy crynujy: Qumutpuje O. Tonemosuh, Ceocko nepatbe y 3aragnoj Cpduju (mpumor
IpoyyaBamwy Mysudkux pujanexara y Cpduju), Cpduja: mysuuku u uipauku gujanexiau,
Iumurpuje O. Tonemosuh (¥p.), Beorpay, @axynrer mysnuke ymetHocTn, 2011, 7-60.

4 Cemnunape je oOpraHnsoBao JJpyIITBo 3a HEroOBarbe TPAANUIVOHA/IHOT [IeBarba ,/I3BIKa”
- Hosa Bapom, ait Ha Tome ce Huje cTano, Beh je kpajeM 2019. rofyHe ofp>kaH jOLI jefiaH,
y HoBom Cany y opranmsaruju ¢onknopHor ancamdna Busa.

> VI3 mpaKTHYHOT pafia Ha OBUM CEMMHAPUMa Pe3y/ITUpaIo je mydInKoBame Kisure: Jn-
mutpuje O. Tonemosuh u Camwa Pagunosuh, Ilesare u3s suxa: meiiogcku UpakimiuKym,
Hosa Bapour, 2020 (kOMITaKT YCK ca 3BYYHVM U BMZEO IpUMeEpPVMa Y IIPUIOTY KIbITE).
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ydeHuny, Beh okanHyu nepaun, Koje caM cmarpao dyayhum mHCTpyKTOpUMA y
ma/puM (azama IpeHolleba NeBamba 13 BUKa Ha Miahe usBobade. Jep, To Mu je
OJABHO jaCHO, 3HATV HELITO M YMETU Jja IIPEHECEIl 3Hame HIje UCTO, ITa CMO Ce
HOTPYAV/IN [ia ¥ U3BOPHM TIeBa4yM CTeKHY ofipeheHa 3Hama CBOjCTBEHA IeJaro-
TUju YMETHUYKOT IleBama. To je BeoMa Ba)KHO 13 BUIIIE PasJiora, alu Ipe CBera
300r TOra LITO Ce y HAapOJHO]j IIPAKCH yCBajare 3Halba Hajuyelrhe He OfBMja Ha-
MepHO, Beh je HeCBeCHO M Marbe-BIIIIe 3aCHOBAHO Ha MOfpakaBamy.® CredeHa
VICKYCTBa d1/1a Cy ITocedHO AparoleHa y peaansalyjy Ipyror CeMuHapa, Ha KojeM
Cy IoMasHMIy OWIy MIafu U3 Tpu rpaja, beorpazna, Hoor Capma u [opmwer Mu-
JIAaHOBI[A,” @ MHCTPYKTOpM He camo fp Papnuosuh u ja, Beh n nmokanuu neaunm.
HecymmuBo HajsHa4YajHUje MCKYCTBO KOj€ CaM CTEKa0 Ha CEMMHAPY jecTe TO
I je OCHOBHM METO[ y y4elby IleBaiba 113 BJKa OIOHalIame. Kako ce oHO ofjBuja
y HapOZIHOj ITPAKCH, KaJja Ha IpuMep HeKy MoMunh IOKyIIaBa fia Hay4 Jia 1eBa,
He 3HaM, a TO, UCTVHM 33 BO/bY, HE 3HAjy HUM caMM IeBadu. IleBame ce Tume
LU3jeHAYNIO” ca yuereM roBopa, dynyhu sia ce Huko He ceha BpemeHa kaja Huje
3HA0 J]a TOBOPY, OGHOCHO Kafia je To yuno. CTora je yueme IeBamba Ha CeMIHAPY
3aII0YeTO TAKO IITO Cy Ce YIEeHUIN IPUK/bYINBAIIN ,I3BOPHOM ~ HIEBAYKOM IYETY,
dynmyhm pa ce oBe mecme Tako n3Bope. Ha moyerky je To Omo jemaH ydeHMK Koju
ce y IleBamy NPUK/bYuro jefHoM (00u4HO BofeheM) meBavy, 1 O4eO fja OTIOHAIIA
BEroBo IeBame. [loc/ie n3BeCHOr BpeMeHa M3BOPHU IleBad 01 ce MOBYKAo, a
IEeI0B ,,IBOJHIK O HACTaBMO fia IIeBa Ca IPYyIUM M3BOpHMUM neBadeM. OHpa du
ce OBOM JIyeTy IPUK/bY4NO APYTY YYEHNK, fa Ou, Kajla caB/Iajia OCHOBHE 3aKOHM-
TOCTM IIeBamba, ¥ OH HACTABMO Jla TleBa Oe3 IeBaya Kora je ,y/iBajao’, Tj. y fAyeTy
ca mpBuM y4eHNKOM.® V3 ydeH1Ke M3BOPHU IIeBady Cy OCTajasy jOII M3BECHO
BpeMme fla OM MM IIOMOITIM y IeBamby, aKo du ce 3a To ykaszana nmorpeda. OBaj
METOJI, 3aCHOBAH Ha OIIOHANIAILY, y IIPAKCH Ce TI0KAa3a0 BEOMa YCIIEIIHMM, a HeKa
BPCTa IeroBe ,,elIeKTPOHCKe BapyjaHTe II0CTAO je 3BYYH) CHMMAK Ha KOjeM Cy
HeBayy pasfBojeHN (CHMM/beH iBOKaHaimHO). To maje moryhHOCT cinymama cBa-
KOT Of] TIeBaJa IIOHA0C0J, Ia TAKO Mpy>Ka MOMON OHMMa KOjJ JKefle /ja CaBlafiajy
oBo nepame. Ha Taj HaunH Moryhe je HayunTu ode eonnue, n Bopehy u mparehy,
a Takobe 1 KaKko ce 1eBa y gyeTy. Y Ty CBpXY KOpUCTe ce pasHe KOMOMHanuje, pu

© 3amHTepecoBaHMMa 3a IIVpa MMITAba Be3aHa 3a HAPOJHY MY3MUKY NEATOTN}y ¥ Be3u
C HApOJHOM MY3HMYKOM IIefarorujoM mpemnopyuno dux pax: Dimitrije O. Golemovi¢, Da
li postoji narodna muzicka pedagogija, Covek kao muzicko bice..., 163-192.

7 Harmua Hamepa je duia ia y HEKM Off KACHMj X CEMIHAPa YBPCTIMO ¥ MIajie 13 IOKa/THe
cpefyiHe, KOji 8) TO YYMHWIM MOTMBMCAHM MHTEpPECOBambeM M/IaJMX U3 BEIMKUX Ipa-
nosa. To ce, Ha>ka/lOCT, HUje TOTOAWIO, jep OCUM IIOMEHYTa JIBa CEMMUHAPA, YC/Ief, Hello-
CTaTKa MaTepuja/IHUX CPENCTaBa, Y TOj CPEAVHI HIje BULIE OIp)KaH HU jeJjaH.

8 Ha B1fje0 CHUMKY Ha KOjI Ce OBJie IT03VBaM Y/IOT'y TOT yUeHIKa caM IIpey3eo ja: https://
www.youtube.com/watch?v=oplV_rnqpC4www, a 3auHTepecOBaHI MOTy Ja I'a BIJe Ha
KOMITAaKT AMCKY KOjU IIPaTH KIBUTY O MeTOojaMa yuema IeBamwa us suka (Juvmtpuje O.
Tonemosuh n Cama Papunosnuh, [leBame 13 BIKa: METOLCKY IIPAKTUKYM, HaB.JeNIO).
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yeMy yYeHMK IleBa 4yac IPBU, Yac APYTU I71aC, @ UICTOBPEMEHO ITyLITa CHUMAK
I/1aca Koju ,HepocTtaje” myery.’

YdecHMIIMMa CeMIHApa je 3ajefHIYKO MeBakbe Ca MI3BOPHUM IIeBadlMa 110
[paroleHo, Kako y CaB/lIafjaBamy ofjpeheHnX MeJIoAVjCKIX 11 Ca3ByYHMX 0COOMHa,
TAaKO I y y4erby Ha3MEeHMYHOT Y3MMamba Ba3/yXa, Ka0 HEOIXO[HOT YC/IOBa Jia ce
OBe IlecMe OTIIeBajy ycremrHo. Ha Taj HaumH oHu cy Takobe ycBOjummu 1 Heke Off
CTMJICKMX KapaKTepUCTMKa IeBamba U3 BuKa. Vmak, ocHOBHU mpodieM Koju je
Tpedaso caBlIajaTH jecTe NpuUaarohaBame COICTBEHUX IEBAYKMX MOryhHOCTH
TeBamy 13 BUKa. To je moCIeleHo YMHeHNIIOM fla IIpoliec putarohasama Tpeda
a dyze pemaTMBHO Op3, IITO je CACBUM JIpyTadnje off U3BOPHE IeBayKe IpaKce y
K0jOj ce TO 4MHM Oe3 BPEeMEeHCKOT JMMMUTA. 3aTo ce I0jaBuIa ImoTpeda 3a Ko-
puithemwem onpehennx Merona koje du Tpedano ja yTudy Ha TEXHUKY AMCAbA U
IIOCTaBKe I7Iaca, a 4ija PyHKUuja du Takobe duma u fa r1ac yueHNKa cadyBajy of
eBeHTyanHux omTehema. CTora je y HeloCTaTKy HaAPOHMX, Ba/bajIo IOCETHYTH
3a MeTOfIMMa Koje ce KOpJCTe Y yMEeTHUYKOM IeBamy. Kommko rog genosasno He-
JIOTMYHO, C 003MPOM Ha Pa3IMYUTOCT TPAAMUIVIOHATHOT ¥ YMETHUYKOT IIeBamba,
yCBajambe OBMX MeTOfIa je S1Io JIOTM4YHO, dynyhi fa cy BesaHe 3a moYeTHe KOpake
y caB/lIajlaBamy IleBama, KOju Cy 3ajeqHndky. Crora ce y 0BOj Iearoruju Crpo-
BOJIe: pectiupayuja, oHayuja ¢ apiiuKynayujom, a HaloCAeTKy U pe3oHaHuUja.
Mako cy y npakcu oBe pajiibe HEpa3[BOjHe, y BOKATHO] Me[Aaroruji Hy>KHO KX je
yIpaXkibaBaTy OiBOj€HO, OJHOCHO IIyTeM CBOjEBPCHOT HaC/I0jaBamba.

Pectiupayuja odyxsara oppebene Bexxde nycama, KojuMa ce Telo IeBada
IpuIpeMa 3a nepame. ToM IPUINKOM MaKba je yCMepeHa Ha T3B. KOCTO-adfo-
MUHaMHO (pedapHO-TpOyLIHO) Aucame, NMPWINKOM KOjeT HOJasy A0 IMMperma
IIOMbET fle/Ia IPYAHOT KOIIIa U TOpHb-erT fiefia TPOYIIHOT 3u/ja, IpaheHor cnymrameM
nujadpparme (mumnha koju ce Hanasu usmeby rpyaHe u TpdyuIHe nymbe), duja
Ba)KHOCT ce oryiefia y ToMe mTo ode3dehyje KOHCTaHTaH MpUTHCAK Basfgyxa y
neBamy. Y Ty CBPXY KOPJCTe Ce pas/InunuTe Bexde, y3 OHy KOja je OCHOBHa, a Koja
KoMOuHyje Op3u yamcaj (Ha Hoc) u gyru n3ancaj. To y mpolecy yderma Moxe ja
dyne npaheHo u ncresameM Tena ca HOJUTHYTUM pyKaMa, IOCTIe Yera — Kajia ce
U3JIUIIe, TEIO MOXKe Jia ce ,,ipecaMuTi” (ca pyKama CITyLITEHUM Ka 3eMJ/bU), He-
PeTKO 1 y3 pajimy Koja moziceha Ha 3eBame.

Y nporecy gonayuje v apiniukynayuje (cCtBapame ogpehernx rimacosa) koju
CTIefiy 32 pecIypaInmjom, Hajdosbe je modeTy ca BeXXOOM Y K0joj ce Ioce fyror
yAUCaja U3MIIe TaraHo, MPVINKOM YeTa YCTa MMajy TIOTI0XKaj Kao KaJj ce M3To-
Bapa KOHCOHAHT ,,¢~ (mpuMep 1). OBa Bexxda OTOM Ce yC/IoXKbaBa TaKo LITO ce
Taj KOHCOHAHT (HEepeTKO KOMOMHOBAH U Ca KOHCOHAHTUMA ,,(” ¥ ,,1I”) U3BOAK
BUIIIE ITyTa, Ca IATAHUM aKIIeHTOBambeM, CBE Ha je[[HOM JIaxy, IIITO jeé KOPYCHO U
C IJIeAVIITa flaxa U caMe fujadparme (pumep 2).

° TakBM CHUMIM TaKoDe cy 0djaB/beHy Ha KOMIIAKT-AMCKY KOjJ IPATV IIOMEHYTY KEbUTY.
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[Tpumep 1. Bexxda maranor uspmcama Ha ycTa Koja Cy y IIOI0Xajy M3ToBOpa

KOHCOHaHTa ,,C .

o

C...

[Tpumep 2. Bexxda maraHor nspncama Ha ycTa Koja Cy y IooXajy
HaM3MEeHNYIHOT M3TOBOpa KOHCOHAHATA ,C, ,,d” 1 ,,ur”
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Pesonanyuja y ydemy IeBama IOfpasyMeBa I10jaBy TOHA, OJTHOCHO HbEroBe
»KoHTpose”. ToH y meBamwy Mopa fja Hahe cBoje ,MecTO”, OTHOCHO ycMepeme y
I7IaBY, fa He du Omo ,pa3dujen’, a TMMe He caMo pyxkaH, Beh u Texxak 3a us-
Bobeme. [TocTaBKa TOHA BPIIN Ce TAKO LITO Ce IeBambe MOYHE ,MyM/IamheM , Ofi-
HOCHO U3BOhemeM KOHCOHAaHTa ,M~ WM ,H , 4 OH/Ia HACTaBM HEKMUM Of] BOKaja

»Ma, Mo, Mi1 11 ¢1.“). Ha Taj HauuH neBae BOKaIa, KOje MHaYe Huje caMo 110 cedu
ycMepeHo, foduja cBoje jacHO ycMepeme, a I/Iac HajBehy HocMBOCT 11 ITPOJOjHOCT.
Y 0BOM IIpoOIieCy jako je BaKHO [iucarbe, OMHOCHO KO/MMYMHA Basayxa Koja ce
yZlaXHe, a IOTOM U HeToBa ,,eMICHja’, IITO je Y AUPEKTHOj Be3N ca AyrjadparMoM.
Y yMeTHIYKOM IIeBakby MCIPaBHO AMCabe OffpaXkaBa ce MO3UTUBHO Ha NeBalbe,
IIITO Ce YaK HasuBa I ,,lIeBatbe Ha flaxy . BepoBaTHO jemHa off HajOo/pMX BexXOM 3a
TAKBO IIeBakbe, @ ICTOBPEMEHO U CBOjeBPCHA KOHTPOJIA HeroBe ,MICIIPaBHOCTH
jecte msBoheme TOHA JAy>KeT Tpajama, KOju ce IOCTEeNeHO II0jadyaBa ¥ yTHUIIaBa
(mpumep 3). Jep, ako TOH Huje [0dpo mocTaB/beH, oH he ce n3odnmunTy, uro he
SUTM OYMITIENHO He caMO MY3MYKUM CTpydmalyMa, Beh 1 OHMMa Koju ce IyHO
He pasyMejy y IeBatbe U [eBauYKy TeXHMKY.

[Tpumep 3. Bexxda n3Bobera ToHa Ty>Ker Tpajarba KOji ce HOCTEIIeEHO
IojadyaBa 1 yTHUIIaBa.

O
©Or

—_—

o

3a pajilaMa Koje Cy HaBefleHe, a Koje ce CMaTpajy IpUIIPEMHUM, CTIeyu U
Ipeasak Ha IeBame. Tajia ce y3 TOH KOjU je IIOCTaB/beH [JOHajy OPyru TOHOBH,
mupehn ToHCKM Hu3 y 0da cmepa. OHO Ha ITa y OBOM ITpoIiecy Tpeda odparntu
nocedHy IMaXKIby jecTe 3a/jp)KaBame JMCTe ,II03UIMje” NaKo ce TOH Mema. To ce
IOCTIDKe Y3 oMol T3B. TOPTaMeHTa, OJHOCHO K/IM3abha 113 TOHA Y TOH, LITO Ce,
KaJla ce IIOCTUTHE yje[[Hau4eHO IIeBame, 13 Hhera IIOCTeIIeHO eNMMuHuIIe (Ipu-
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Mep 4). JemaH mpaKTUYaH caBeT IleBauyMMa I7iefie oBehama BOTYMUHO3HOCTH
IbJIXOBOT I7Iaca jecTe ,[ICUXNYKe Hp]/[pone”, a TO je fa JOK IIeBajy, 3aMUILbajy fia
TO YJMHE 32 HEKOTa KO je GM3NYKY BeoMa yHa/beH Off IIIX.

ITpumep 4. Vi3Bobemwe nopraMeHTa — KM3amba 13 TOHA Y TOH.

o

A capi ja ce BpaTuMO IleBalby 13 BMKa. Y3 IOMEHYTe pafilbe Koje Cy IpeyseTe
13 YMETHUYKOT IIeBama, a Koje Cy da3uyHe U 3a Iera, U 32 OHO U3BOPHO, y a/beM
TOKY efjyKallije YBOJie ce ipyre, IIpMMepeHe CBAKOM Off IbJX. 3aTO Ce y IleBaby
U3 BUKA IIPUCTYIIA yYery HaleBa (Meoayje), IpBO Y BeroBOM jeTHOCTaBHIjeM
BT, a TIOTOM U Ca JIofiaBambeM MeTOAVjCKIX opHaMeHaTa. Hamocnerky, nesamy
ce JIOfiajy M YKpacK MCIIO/beHM KPO3 I0jaBy (aJceTHUX 3BYKOBA MM TOHOBA (y
3aBUCHOCTM Off TOTa Jja Cy Y IMTalby MHTOHATUBHO jacHO jeduHMcann) dancer-
HOT KapakTepa. Ibnma menozija Moxe fa dypie mpolrapaHa 1jeliM CBOjiIM TOKOM,
M Tajla ce OHM OOMYHO jaB/bajy Kao YKpacHM, MM MOTY fia Oyly caMOCTaIHM ca
GYHKIMjOM MY3MYKMX 3aBplueTaka (IpyuMep 5). Y3 BUX ce HEPETKO jaB/bajy 1
3BYKOBM 110 KBJIUTETY QJIVICKU TOBOPY, KOji Takohe 1Majy KaJieHIIMjaIHy Y/IOTYy.
IloTpecame r1aca, KapakTepUCTHKA TUIINYHA ¥ 32 Ipyre My3M4YKe Tpajuuuje,
jaBIba ce 1 y IIeBamby U3 BUKa, HeT/le HECBECHO, a HeTfle HAMEPHO, TIpefiCTaB/bajyhn
BUJI CBOjeBPCHOT Meyopyjckor odorahema (mpumep 6).

[Tpumep 5. Ykpacu y Bupy aJICeTHUX TOHOBA Y KaJeHIIN.
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[Tpumep 6. IToTpecame rmaca kao Buj, Menopujckor odorahema.
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Bynyhu na je oBo meBame ABOITIACHO, yuere Menofuje Boaeher rmaca Tpeda
na dyne npaheno n yuerwem Menopuje npateher rnaca. ITax/bMBKUM ITOCMaTpambeM
Iecama U3 BMKa MOTY ce M3JBOjUTHU ofpeheHe ,,My3ndke cutyaruje’, koje SucMo
MO>XJIa 4aK MOIJIM Ha3BaTH 1 ,IIOMM(OHUM TeXHUKAMA , OFHOCHO ,,IONN(OHUM
¢durypama’, a 3a koje du ce ckopo Morno pehu fa cy crepeorunse. Kao npsy u
HajjeHOCTAaBHMjY UCTAK/IM OMICMO OHY M3pa)KeHy KpO3 CHIa3HY Melofujy y oda
I71aca, Koja Hifje y IOTIIYHOCTU CMHXpOHM30BaHa, Beh ce y Bopehem rmacy ,,kpehe
Herto dpxxe”. ToM NPUIMKOM YHUCOHO OuBa ,,IIpOLIApaH’ CEKYH[IHUM Ca3BY-
I1IMa, LITO NPEACTaB/ba OCHOBHY KapaKTePUCTUKY OBOT ¥ PYrUX OdIMKa cTa-
pUjer ABOITACHOT IleBama (Ipumep 7).

[Tpumep 7. Y crapujeM JBOITIACHOM IIEBalbY je YHICOH CasBYK IIPOIIapaH CeKYH/HUM

ca3BynnumMma.
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Ipyra nomdona ¢urypa uspaxkasa ce Kao ,,IMK-LIaK~ KpeTame 0da I7aca,
C TUM IITO ce y BoieheM jaB/bajy CKOKOBM y TepLi, JOK Iparehn opmukyje mocre-
1eH (BaJIOBUT) NOKpeT. Y CBOM KpeTamwy Bogehm rac ,,mpeckade” nparehu, mro
pesyaITHpa CeKyHHIM Ca3BYKoM (mpumep 8).
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ITpumep 8. lTuk-1ak KpeTame /iBa I71aca IITO Pe3yATHpa CeKYHJHMM Ca3BYKOM.
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Onnu koju dyny yumnn mecMe n3 Buka nponahu he jomr oaxsux ¢urypa.
Hexke o mux, momro dyfy HaydeHe, neBaun he MCKOPUCTUTY Mambe-BIIIIE C/IO-
domno. OcuM BUX MocedHO KapaKTepUCTUYHE Cy OHE Koje cajjp)Ke YKpIUTarbe
[7IacOBa, Koje Kao MOCIeAuIly MMa CeKyHJHM ca3ByK. OBy IojaBy Koja Ipen-
CTaB/ba HAJTUIMYHUjU KPEaTUBHM IPUHUUII Y IeBakby U3 BUKa U KOjU Ce Y
IpaKcy Kao Mo IMpaBUIy jaB/ba Mely ToHOBMMa Ha GpuHAMICY ¥ XUITODIHAUCY,
IeBa4yy CIMKOBUTO HA3MBAjy ,ycjelame’. Ycjellalbe ce YITIaBHOM jaB/ba y JBa
BUJIA, KOje dMICMO MOITIM Ha3BaTH ,,jefHOCTPYKUM” (pumep 9) 1 ,,BUMIECTPYKUM
(mpumep 10).

[Tpumep 9. JeRHOCTPYKO ,,ycjeniarbe”
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[Tpumep 10. Buirectpyko ,,ycjerame”.
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Kapa je y nutamy aBornacHo nsBoberbe, BakHa 0COd1MHA OBOT IeBamba jecTe
CKJTaJ Koju Mopa Jia moctoju Meby rmacosuma. ,bmaro myuma, neBajy Ko jefan’,
Ka)Xy y HapOofly 3a HeKe IleBaue, a Off Be/IVKe Ba)KHOCTHU TaKoDe je u ocoduHa rie-
Bama fja ce IecMa u3Bopu Oe3 mpekuza. VI3 Tor pasjora meBady y3uMajy Basnyx
HaM3MEHMYHO, IITO yYeHuIMa, Oynyhn fa meBame 13 BUKA OJJIMKYje I10jaBa
TOHOBA JYKer Tpajarba, MOXe fia [ienyje KOMIUIMKOBAHO ¥ HAIIOPHO, Maja y
npakcy 1 He Mopa Aa Oyze Tako. Hamme, meBaun kaxy fia dpoj ynucaja Tokom
neBarma Huje orpanudeH, Beh camo tpeda ma dyne yckimahen mehy wuma. O Tome
cBefiode n crefehe peun jemHor off BUX: ,Y HEKOM MOMEHTY ja hy jma myctum
mera, ako ocehaM 71a OH He MOXKe 1a M3JIPXKW . JOLI jeiHa Off ,TajHI OBOT IIeBaiba
ofHOCH ce Ha Behe mpoMeHe Koje ce MOTY jaBUTH y meMy. ,Boba mecme uysa
IapTHepa Jja IIecMy M3Hece o Kpaja... Mopa [ja CMamU TOH M CKpaTu IecMy
C/IMKOBYT je OIJIC OHOTA IITO Ce IOBPEMEHO JiellIaBa y IeBatby 13 BUKa.

HoTHu 3anmc Y yuyeny ni€Baiba U3 BIIKa

Y mpeTXoHOM TEeKCTY M3Mehy ocTasmor roBOPEHO je 0 ToMe KaKo ce y IW/bY /IaK-
mer 1 doJber yuerwa TPaaMIMOHATHe HapOJHe TleCMe MOTY KOMOMHOBATU MCKY-
CTBa HAPOJHE M YMETHUYKe Ipakce. OHO IITO HMje IIOMEHYTO OIHOCH C€ Ha KO-
puinherme HOTHUX 3amyca. A cajj Iap pedy O YyIoTpedy HOTHOT 3aIlMCa Y YYemy
neBarba U3 BUKA. Y IelarOTyjy yMETHIYKOT IeBatba HOTHM 3AINC j€ HEIITO IITO
IpefcTaB/ba dasyYHM OC/IOHAL] ¥ OH Ce YBOAM Ha CAMOM IIOYeTKY ydema. Meby-
THM, Y YCBajarby HApOJIHOT NleBaba OH HeMa MCTY QYHKINUjY Kao y YMETHIYKOM
IeBakby, 3a IITA IMOCTOjM BuIIe pasnora. IIpBu je Taj mMTO ce y OCHOBM HApOJHOT
neBarba Halasy YCMEHO IPEHOUIehe. Y3 TO, 3allC HapOJIHE TIeCMe Huje OfroBa-
pajyh fma ce ca muMe moyHe ydeme, jep Huje Moryhe IpenmsHo HOTMpATH CBe
0CodMHe TecMe, a Ipe CBera HeTeMIIepOBAaHM TOHCKM CUCTEM Ha KOMe OHa II0-
gyBa. C/IMYHO je M Kajja Cy y IMTamby 0COOMHe CTH/IA KOjeM IIecMa ITpuUIazia. 3aTo
ce y/Iora 3ammca orJiefia y ToMe Jia IOMOTHe IleBady fla OTK/IoHY Moryhe HejacHohe
Be3aHe 3a MeTOJVjCKe UM Ca3ByYHe KapaKTEPUCTUKE, a CBE OCTAJIO Bajba yCBajaTh
Kpo3 npaxcy (mpumep 11).
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[Tpumep 11. 3anuc necme ,[lIto mBaga Hema nazga’
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HoTHu 3amuc y yJemy neBama MIak Moxke a nma 1 sehy Baknoct. To ce
JlellTaBa OH/la KaJja He 3HaMO KaKO HeKa IecMa 3BY4M Y ,,OpUTHHANy , Hajuenthe
KaJia je y MUTamby 3allC A0 KOjeT CMO JOLUIM U3 HeKe IITaMIIaHe 30MpKe HapoJ-
HMX Menopiuja. Taja ce HajOo/BUM UMHY TO Jia ce y3 mocTojehn HoTHY 3anc jenHe,
»KOHCY/ITYyje” 1 3By4HU 3aIIUC HeKe IpyTe IecMe, IO ,yCTIOBOM™ Aa 0de IpuIia-
71ajy ICTOM Kpajy, a M0 MOTYNHOCTH 1 JKaHDY.

Kapma ce y Bumy nMa y4erme TpagMIIMOHATHOT HAPOHOT NIeBamba Y MY3MIKOj
IIKO/IM, BeOMa Ba)KHO je mcrahu fa ce carzefjlaBameM Of/INKa y4yerba TPaJyuIo-
HAJTHOT ¥ YMETHIYKOT IIeBakba jaCHO BYU/Y Jla Cy OHe jefHaKe, ajlil Ce pefoC/Iean
pazmyu U Ipouecu pasinukyjy. Jla mmu je TO pasmuMKOBam-€e Y yCBajamby 3Hama y
OKBIUPY IIeJAaroIIKOr IIpoleca OMTHA 0COOMHA OBMX OOJIMKA BOKATHOT M3paka-
Bama? Ilo cBemy cynehn Huje, jep Mako Mounme off HOTHOT 3aIMCa, YMETHUYKO
IeBabe NCTOBPEMEHO TIOAjpa3yMeBa 11 aKTMBaH MeBAauKy aHTaKMaH 1podecopa,
3a 4yMe CJIefiyl U ONOHALamke TOT IIeBama Off CTPaHe yYeHUKa. 10 HeCyMIbUBO
yKasyje Ha YMIbeHNIy Jia je yCMEHOCT K/by4Ha ocoduHa ode ,,mefaroruje”

3aK/bydak

Hamnocnerky, 5a ce BpaTuMO nMTamby MOCTaB/bEHOM Ha IIOYETKY OBOT pajia O CBp-
CHCXOJHOCTY y4eH-a HapOJHOT NleBakba Y MY3MYKOj IIKOIM U MOTyhHOCTMMa fa
ce To octBapy. OfroBop Ou HeCyMIBUBO O110 OTBP/IAH. Jep, Y BpeMeHy Kajja 0BO
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HeBambe, Koje NpeAcTaB/ba jeqHy Of HajBehMx BpeqHOCTM Hallle TpajyIMiOHATHe
Ky/IType, IIPOIajia, Hy>KHO Ta je 3allTUTUTU, OGHOCHO oMoryhutu My fia 1 fape
xuBu. Bynyhu ma cemo Buille Huje IOrogHa CpeiyHa 3a TAKO HELITO, TO MY je
HPY>XMO Ipaj, ca IIKOJIOM Kao MIeaTHUM MeCTOM fia ce To octBapu. Hexko he ce
MoxKzia 3anmrary; [la i he mpoMeHa cpefiuHe, a M HAUMHA HETOBOT I'ajerba, Hello-
BOJBHO YTHUIIAT! Ha TPAAMIOHA/IHO NleBame? Y ,,0llpaB/iaby  TOra He MOpaMo ja
IIO0CEeXXeMO 32 OHOM HapOJJHOM M3peKoM: ,,Kan Hema kuie, fodap je u rpan’, no-
BOJbHO j€ IPUCETUTH CE TOTA Jja je HAapOJHa IIeCMa CBOjeBPCHU >KMBY OPraHI3am,
KOju HMje CcTaTW4aH, Beh je mopmoxkan cTamHuM npoMeHama. OHe Cy ce TOKOM
BEKOBa IEHOT TPpajarba HeCYMIbIBO lorabasie yak U Ha cey Kao KOH3epBaTUBHO]
CpefiVH, I1a 3aITO OHJIA He 81 OWJIO OIpaBJAHO OYEKMBATI VX Y Y TPafy.

Ipyru pasnor 3a y4eme TpaULMOHA/JTHOT HAPOAHOT IleBamba Y MY3UYKOj
IIKOJIM je Taj LITO je OHAa Y MOTYRNHOCTH Jla IPY>X! HajOO/bY YBU/J, Y HbeTOBe KapakK-
TepucTuKe. Y3 nomoh mkore, Takobe, manexo je makie nsdehu rpemke xoje mory
Zla ce jaBe OHJA KaJa ce HapOfHe IecMe yde ,,c1odoxHo , dyayhm ma ce tazma Te-
KUIITe OOMYHO CTaB/ba Ha OCOOMHE IeBama Koje Cy HajyowbuBHje, a Koje ce
Hajuemrhe M3pa’kaBajy Kao MHTEH3VBHO, IPOIOPHO U TpJieHO n3Boheme (Koje je
HAITOPHO 32 I7IaC, @ MOXKe JIa I0BeJie 1 JIO IeroBe MOBpefie), ¥ 3aII0CTaB/bajy 0COo-
OuHe Koje IpefCcTaB/bajy HBEroBy CYIITHHY, BHeroB Hales U casByk. Oryna ce y
LIKOJIM ITOJIa3M Off OBUX JPYIUX, a OHE OJJIMKE KOje CIIafiajy Y T3B. CTUJICKE U YMjI
KapakTep je ,yKPacHI , OCTaB/bajy ce 3a Kpaj yuema.

A fa 1y meBame MOXKe Jla ce y4M Y MY3MUKoj mKomu? V Ha To nuTame, Kao
¥ Ha IPETXOIHO, OfITOBOP je MO3UTHBAH, C 0O3MPOM Ha YMIbEHMILY A je LIKOJIa
yCTaHOBa 3aCHOBaHa Ha jacHO jAeduHucanum npuHimnuMa. bynyhn fa je mkomna
ycMepeHa Ha JbyJie KOj/IMa je TO IeBarbe OOMYHO CTPAHO, IIPK Tajerby TPaAUIINO-
HA/THOT' HAPOJIHOT IIeBalba Y OBOj MHCTUTYLIMjU Ba/ba KOPUCTUTH OIpodaHe Me-
TOJle U3 yuerha YMETHUYKOTL IIeBaiba, alM U 3Hakba Koja ce OJHOCe Ha HapOJIHO
neBame. Y Tome he negarory o Benuke nomohu duty u M3BOpHU 1eBaydy, y y1o3u
IEeMOHCTpPATOpa 1 ayiMo 3alucy rnecama. HeTemnepoBaHOCT IleBama y MOTIIYHO]
je CYIIPOTHOCTM ca OHUM Ha IITa Cy yYeHNUIM HaBMK/IV, TaKO fia je morpedaH
BeJIVIKY HaIop fia joj ce mpuaroge. OBaj nmpodsem je jour Behn, a Hekaja 4ak u
HeIIPeMOCTUB, aKo ce caBiabyjy recMe 13 BuIlle pasmn4nTUX Kpajesa, dyayhu fa
MY3MKa CBAKOT Off IbMX IIOCeJlyje COIICTBEHe MHTOHAT/BHE KapaKTepucTuke. Y
yderby U3BOPHOT IIeBaba I0CcedHO NOMAarajo MpefCcTaB/bajy ayA1o CHUMIM, a Y3
X U BUJEO VM HOTHM 3aINCH, Ca YIOTOM CBOjeBpPCHe BU3yeTHe ToMohu y caB-
NajiaBamby eJleMeHaTa IieBarba KOjy ce IIpU C/Iyllarby He MOTY YBEK JIaKO OIIa3UTH.

W jom jemna HamoMeHa. Y mmcamby OBOT pajia aKI[eHaT je CTaB/beH Ha jeflaH
BOKAJIHM OQ/INUK, a TO je MeBame U3 BUKA. 3aTO, aKO MOXKEMUMO Jja HAyYuMO I
mecMe 13 IpyIMX KpajeBa, MeTofie y4era Koje Cy OBJie IIpefiloyKeHe Tpeda cXBa-
TUTU JOHEK/Ie YCIoBHO. To ce, HapaBHO, He OJHOCY Ha METOJie IIpey3eTe U3 Iie-
Jaroryje yMeTHUYKOT IleBama, Koje Cy Mame-BHIIIIe jeHake de3 0031pa Ha BPCTY
BOKAJTHOT M3pakaBamwa, Beh Ha OHe ycMepeHe Ha BUXOBe TPaUIVIOHATHE CIIel]-
udpnuHoctu. buxoso kopumheme 3axteBahe ogpehene nsmene, ogHOCHO HpuU-
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narohaBama, unme he ce oHe 0dnMKOBaTH Kao KOpPUCHE ,ajaTKe’, jep, Zodpo je
II03HATO — KAKO y HayIM, TAKO U Y IPAKCK — fia U300p, a HEPEeTKO U CTBAaparbe
HOBE MeTOJ[e, 3aBICH Off IIPOd/IeMa Koji ce poyYasa, a He odparHo (!).1°0

JInteparypa

Golemovi¢, Dimitrije O. (2009). World music. U: Covek kao muzicko bice (str. 233-244).
Beograd: Biblioteka XX vek.

Golemovi¢, Dimitrije O. (2009). Da li postoji narodna muzicka pedagogija? U: Covek kao
muzicko bice (str. 163-192). Beograd: Biblioteka XX vek.

TonemoBuh, Oumurpuje O. (2011). Ceocko meBame y 3samagHoj Cpduju (mpuor
Ipoy4yaBamy MysWukux pujanexara y Cpdujm). V: Humurpuje O. Tomemosuh (¥p.),
Cpbuja: mysuuxu u uipauku gujanexiiu (cTp. 7-60). Beorpam: Paxynrer Mysudke
YMETHOCTIL.

Tonemosuh, Oumnrpuje O. u Pagunosuh, Cama (2020). ITesarwe u3 suxa: meiiogeku
upaximuxym. Hosa Baponr: JIpymTBo 3a HeroBame TpafiiiLIMIOHA/THOT IIeBaba M3BMKa.

SHOULD AND COULD TRADITIONAL FORMS OF FOLK MUSICIANSHIP
BE TAUGHT IN MUSIC SCHOOL?

In many parts of Serbia traditional folk music disappeared and moved to the city. In the
new environment, both cultural-artistic societies and music schools nourish traditional
folk music. As traditional folk music leaves its natural environment, within music
education it meets different and unfamiliar methods of attaining knowledge. Namely, the
developed methodology based on the musical notation and typical for artistic music, is in
a complete contrast to the oral transmission of folk music. This necessarily brings up an
issue of what methods to use in teaching folk music. If we start with musical notation, a
folk music spirit will be betrayed, but also a variation as its important feature, on one hand.
On the other hand, if “learning by ear” is used as the basic “method”, it will be in a
complete contrast to what the music school is based on. The aim is to answer the following
questions: Is organized learning of traditional folk music justified? Is the music school an
institution where different forms of folk musicianship should and could be nourished? The
practice of older two-part folk singing, so-called shout singing typical for traditional music
practice in southwestern Serbia, is used to underline what has been said before.
Keywords: traditional folk music, music schools, artistic music, folk musicianship, scream
singing

10 CrmmkoBut mpumep 3a oBo jecre Vcmer Illexmexmenosuh, rpaguTess casoBa U3 cema
Kyna Ipap, Hemanexo op 3BopHuka (buX), xoju je 3a u3pagy cBojux MHCTpPyMeHaTa caM
Kpeypao HU3 aaTKy, odpasnakyhm To peunma fla anar Koju My Tpeda He mocroju, Beh
Mopa Jia ce Hampapy. VIHade, 3HaK ,!” Ha Kpajy pedeHuMIie faT je 300r OHUX KOjU CBOje
HCTPaKUBalbe, a TAKO U IMCabe HAYIHOT pajia, HOYNIbY Off YHaIpes yTBpheHe MeTono-
7oruje, Ia OHJIa OHO YMMe Ce daBe Y BbY YKIaIajy ,II0 CBAKy LieHy , OfirOBapaso TO ’Oj
unn He. To HeCyMBMBO TIpeICTaB/ba Oflpa3 BpeMeHa y KoMe KMBYMMO, OJHOCHO CTamba y
caBpeMeHOj HayILl, I7ie Ce 0ceKa y Opojy M KBalIMTeTy ujeja HagoMemrhyje McTUIameM
MeTOJIe U TeopMje Kao Heder HajBaXKHUjeT. ,PaM mocTajie BaXHUjU Off CIMKe’, HeKO du
peKao, ¥ He 01 MHOTO TIOTPEILO.
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Vsmebhy pururamHor u HemocpegHOTr y mpoiecy
IperoBapama 0 My3MYKOM 3HAIY
(Ha mpuMepy Tpu reHepanyje CBUpaya
Ha JIyT0j CBUPAIN)

Cakerak

Y nocnenmsuM AereHnjama 20. BeKa, TOKOM Ilepyojia ITOCTCOIMjaIHe KyITypHe HOMNTHKE,
Ha HeOoTpaJMIMIOHAIHO] My3n4dKoj cuenn Cpduje popmmpa ce rpyna UCTaKHYTUX ,U3-
BOPHUX CBMpaya’ 4Mji je paji KOHCEH3yCcoM 3ajefiHuLe ofpeben kao dnmsak Kareropuju
U3BOPHOCTU. IIpoMeHOM KOHTeKCTa U3Bobherma, HOBOHACTaMyM MOKpeT odHoBe HaMehe
aKTUBHO CaKyIlbambe, delexeme Wwin n3Boheme Hecrajyhe okanHe Mysnuke daruTnHe.
C tuM y Besyu, y pajy ce Kpo3 KOMIIAPATIBHY aHAIN3Y TPU TeHEPALMjCKIU Ya/beHa CBU-
paya Ha J[yroj CBMpay, yo4aBajy AMBepreHTHU HauMHY IepUUINpPaba, yuermba I IPeHo-
IIerha MHCTPYMEHTATHNX MeJIofMja TOMMjcKor Kpaja. Pasmmauty gakropy, mOnyT Kyi-
TYPHOT KOHTEKCTa I pa3Boja TeXHONMOTH]je, YTUIIAMN Cy Ha OONMMKOBare MHANBIU/YaTHOT
HaulHa MY3WYKOT M3paxkaBama. [IpnMeHom drorpadcke MeTofIe, Kao U aHATM30M ay/yo
U BUJIO MaTepMjajia CaKyI/beHOT Ha TEePeHY, ayTopKa yKasyje Ha (pe)Kpempame IperT-
xofiHe My3muKe npakce. Kao jeman of mocmenmsux npecTaBHMKA X1Be Tpaguiyje, Jby-
donpar Mujajnosuh (1949) mocraje rmaBHU y30p MIafuM cBupadnma, Janmudopy Topmo-
posuhy (1987) u Berpky Ilerponujeuhy (2000). Y onHoCy Ha cBOje yueHmke, Mujajnosuh
je IMao MPUJINKY Aa TOKOM JIPYIITBEHUX OKYI/bakba CIYLUIHO MEMOPUILE U MHTEPIIPeTHpa
OHO 1ITO je 3amamTuo. Miabe renepanuje, mopen fupeKTHOT KOHTaKTa ca Jbydomparom,
MYSIYKO 3Hakbe CTUTY Y3 ayANo U BUJI0 MaTepljajie CaKyIUbeHe Ha TEPEHY UM 0djaB/beHe
Ha miatgopmu YouTube. Pexpykijuja Mysuukor Matepujaia Of MOjefMHAYHOL Ka OIIIITEM
Jbydonpary Mujajnosuhy kao HapogHOM U3Bohauy Huje cBojcTBeHa. Iberoo momyuva-
Bame 0as3lpa ce Ha CBUpamy Y LelnHM, 0e3 yCIopaBama, ca (OKycoM Ha IIOKpeTe IIp-
CTHUjy, JOK YUYeHUIM IIeMaTCKM, peMa ofpeheHnM MysmukuM ¢pasama, Iepuunmpajy
ozpebeny menonujy. KommapaTusHOM aHanmumsoM Tpu pasnmumunTa nsBobema koma Hosa
byphesxka, ayTopka pajia WIyCTpyje Kpajibu IPOJYKT PasHOIMKOT YCBajamba 3Hamba. KoM-
OVHOBaHa IIpMMeHa AUTUTATHNX 3BOPA J HOBMX METOJa Bekdara y3 KOHTAKT ca y30pOM
— y4uTe/beM, HEMUHOBHO je OOIMKOBaa Jipyraunje MepUunypame Mysudke popme u
II0jMa TpajuLje YOIILITE.

KibyuHe peun: HeoTpaauija, HApOJHa MeJATOTHja, AUTUTANN3ALNja, IyTa CBUpaIa
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VYBop,

TpaHI/IHI/IOHa}IHa My3HUKa U IIJIEC Cy HEKOJIMKO JIelleHMja YHa3a/l y BEIMKO]
Mepy M3MEIITEH! U3 CBOT IMPBOOUTHOL, 0OpeTHO-0dMYajHOT KOHTEKCTA U
npeHeTH Ha creHy. CaBpeMeHa KOHTEKCTyaTHO-(PyHKI[IOHA/IHA PaBaH HEYIIUTHO
jé ycmoBuIa IOMyTapu3aljy HOBUX MY3UYKNUX JKaHPOBA, a Pa3BOj MACOBHUX
Mefiyja IIOBO/BHO JIeI0BA0 Ha IIPOoLieC MOfiepHu3anyje u ypdaHusanuje. 3ajeHniie
IIOTEKJIE ¥ TAKBOj CPEAMHM IIPUCBajajy HOBOOTKPUBEHE MYy3UYKe >KaHpPOBE, He-
perko MapruHamm3ayjyhu npsoduthe. Crora ce Beh HeKOMKO JielieHnja, Ha aKTy-
€/THOj MY3U4KOj cueHn popmupa ofgpehena rpymna ,MSBOPHUX CBMpada’, Yuju je
IJIaBHU MHTEPEC [ja KPO3 HeroBarbe I0KaTHe M/IN PerMoHaTHe My3udKe dalTnHe
3aIlTUTE YTpOXKeHe OOMKe CeocKe Tpapuuuje. Y mocnenmuM gereHnjama 20.
Beka, moBehaHo MHTepecoBambe 3a TPAAUIVIOHATIHY HAPOJAHY MY3MKY KOHCTPYM-
Cajio je HeOTPa/IMIMOHAICTUYKY UJEOJIOTHjy, KOja IIpeMa 3amakamyma TuHe
Pamuapuu (Tina K. Ramnarine) ,,9ecto ykpyuyje morpedy 3a mokasuma I0-
CTOjarba jefMHCTBEHUX KY/ITYPHUX IIPaKCK ¥ TPaJuIiMja U3 IPOIITIOCTH Koje ce
MOTY YIIOTpedUTH fia 03Hadye Pas/uKy y OFHOCY Ha apyre Hapope” (mpema: Hennh,
2014: 239-237).

ITpegmeT mpoydvaBarba OBOT pafia jecTe NPUKa3 IpoLeca OMy3MKabera Ha
IpyMepy Tpu reHepanuje usBohaua Ha Ayroj cBupamm! 1 mpomeHe Koje Cy IO-
CPeICTBOM caBpeMeHe KY/ITYpHe CIleHe yTHIla/le Ha IOMMalbe, OOMKOBambe I
MHTepIIpeTUpabe Ce0CKe My3JKe ro/jckor Kpaja. C 003MpoM Ha To fja ce yueme
JaTUX MeJIOAVja OiBMja BaH OKBMpPA MHCTUTYLUjA, POKYC MCTpakKMBama II0-
CTaB/bEH je Ha IIOCTOjarbe U IpolLece OCTBaperha HapO/HEe My3UYKe IIefaroruje.
Kenehn ma mcnmram mpomene koje cy ce y ofpeheHrM acmekTmma MysMYKOT
U3pakaBama JJOTOANIIe, M3adpasa caM TpU TeHepalMjCKM yAa/beHa NCIIUTAaHKa
KOja, CXOJJHO TOMe, KOPJCTe IHAMBUIya/IHe METOJIe yuewa 1 n3Bohemwa. butHo

! Tlox TepMuHOM fyra CBMpaja MOfpasyMeBa Ce CTapuji TUII CBUpasle duja Ay>KIHA Ba-
pupa ox 400 go 700 MM, ca aMOUTYCOM [0 ABe OKTaBe. VIHCTPyMEHT LVIMHAPUYHE LIeBY
ca LIeCT PynMija Ha Mpefb0j CTPaHMU, MMCKOM Ha TOPHEM fIely U ,,OfyIIKOM Ha IOo-
nebuny, y Cpduju je mosHat v 1oy, Ha3uBMMa ¢pysna, céupanad, c6upajka, ceupande, gygyx,
gygyuxa (Jesuh, 1977: 46). Vako je nmokaaHM TEPMMH 3a OBAj MHCTPYMEHT C8uUpavd,
HaKOH ofipeheHNX casHama KasuBauu Cy, cMarpajyhn ra TypuusmMoMm, yCBOjuIN TepMUH
c6Upana Kao MpBOOUTAH HA3WB 3a 0Baj MHCTPyMeHT. C 083MpoM Ha TO f1a ce TepMUH
CBMpasIa OHOCK He CaMo Ha CBUPAJIy MamblX AMMaH3uja, Beh y mmpem CMUCIY U Ha Iie-
JIOKYIIHY TIOPOAUILY aepoOHNX MHCTPYMEHATA, y Ha/beM TOKY paja TEPMUH Ayra CBU-
pana osnadaahe myry nnm Benmky ¢pyny/csupany/csupamy. Ha ocHOBY amjaxpoHor
Iperiefa pasHoluke ynorpede Tepmuna ¢pyna, y cBoM pany ,IIpodmemu tepmuHO-
JIOLIKOT ofipebera MHCTpyMeHTa Qpyie y KOHTEKCTY HEeHOT MICTOPMjCKOT carjiefiaBama’,
eTHOMYy3uKojor bopucas Mupkosuh ncrude npodiem ynorpede pasmmdyure TpMIHO-
JIOLIKe OfpeHMLe MHCTPYMEHTA Y OGHOCY Ha reorpad)CKo-MCTOPUjCKO-APYLITBEHN KOH-
tekcT (MubkoBuh, 2018: 522).
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je Harmacutu ga kasuBaun Jbydompar Mujajmosuh (1949),% Hanudop Togoposuh
(1987)3 u Berwko Ilerponnjesuh (2000)* gee ncty mmu camdHy My3UIKy Tpajm-
111y, TIOLITO Cy pobeHn y cemmma cMelnTeHMM Ha odpoHIMMa ITaHuHe [onuje,
ommryHa Pamka. Jbydoppar Mujajnosuh je, kao Hajctapuju, u TMMe 3a BUX
Hajperpe3eHTaTVBHM)U TIpUMep M3BoDhaya XXWB/beHe Tpajuluje, IIOCTA0 Y30P
cBoM yueHuky Jlanmudopy Topmoposuhy, a xachHuje u Bemky Ilerponujesuhy.
[Tpema 3anakamyMma Pejmonpma Bumnjamca (Raymond Williams), sxuBpena xyi-
Typa je JOCTYIIHAa CaMO OHMMA KOjU Cy KUBeN y ofpeheHoM BpeMeHy 1 Ha Of-
pebenom npocropy (Williams, 1998: 48-57). Otypna, cpefuHOM IpBe fielleHje
21. Beka, UCTOPMjCKY IPEJCTAaBHULIM >KUB/bEHE KYIType NOCTajy peHOMUPaHN
MY314apy-y30pu. Y JaTOM IIefJarOLIKOM IIPOIiecy, 0de cTpaHe (y4UTe/b-y4eHNK)
Cy KpO3 pas3nyyTe peBUBAIMCTIYKE TOCTYIIKE U TPETMaHe YCBOjeHOT MY3MYKOT
3Hama (pe)kpeyupany npeTxonHy Mysudky npakcy (Henuh, 2014: 234).

MeTo0/IOIIKN OKBUP

Behn meo marepujana mpuKyI/beH je TOKOM MHTEPBjya HOMYCTPYKTYpUPAaHOT
THIIA, y KOME Cy Ka3iBa4M JeCKPUNTUBHO-NPAKTUYHNM ITyTeM CBEOYM/IN O He-
KaJlalllbIM ¥ TPEHYTHMM INPUIMKaMa 3a CBUpame, HauMHUMA U IIPOLeCy
ycBajama MeofMja, MHTepIpeTallyiji, pelepToapy U APYIUM, CIMYHUM TeMaMa.

Y oBOM papy mokyurahy fa Kpo3 yIopegHy aHaInu3y CIIpOBeleHNX NHTepBjya
Y1 IMYHO 3adee)XeHNX ayino U BUJIe0 CHMMAKa Ha TepeHY IpUKaKeM TpaHCPop-
Maluje Koje Cy ce JIOTOiuIe Y HauMHY IIPEHOIIena, YCBajabha U IIpUKa3uBaba

2 Jbydompar Mujajmosuh poben je 1949. ronune y ceny Opmosuh, 3acermak ViBame, mop
Tonujom. Jour kao masm fedax, cayuajyhn nssohema ,,craprx /bygu” Haydno je fa cBupa
IYTy CBUpAJy Ha TYTypa/lHM Ha4MH, Kao U Gpyry. AKTUBHUM M3BohemeM Melonuja ro-
TIMjCKOT Kpaja daBM ce off cBoje 29. romuHe. V3BaHpegHEe TeXHIIKE CITOCOOHOCTY TTOKA3a0
je Buiue nyTa Ha cadopy ¢pynawa y [Tpucnonnny, ocsojusim og 2007. go 2012. roguue
nBa tpeha, jeHO [pyro U Tpy IpBa MeCTa, Kao 1 MajcTopcko nucmo (Mmnukuh, 2020: 3).
3 Iamudop Tomoposuh poben je 1987. ronuue y rpagy Pauika, a maHac >KuBM U pagu y
Hosom Cagy. Op 2007. o 2017. rogyHe daBMO Ce aMaTePCKMM CaKyIUbambeM HOIIbe,
TPaJUIIMIOHATHYX II/IECOBA, KAO M BOKA/THMX, BOKA/THO-MHCTPYMEHTATHUX M MHCTPYMEH-
TaJTHUX MeJofiMja PALIKUX cena y nopHoxjuMa lonuje, Komaonnka n Porosne. Op 2012.
TOfIMHE II0Ye0 je [ja YIu CBMparme Ha JIyroj CBUpasy, a OpojHe Harpajge Koje cy ydpso
ycenuie cBefiode o werosuM nspohaukum Bemrrnaama. Ox 2013. go 2017. ropune Ha-
cTymao je Ha cadopy ¢pynamra y IIpyucionuny, rae je 0CBOjuo Tpu IpBa U fiBa fpyra
MecTa, 4iMe je Ha 32. cadopy 10d10 MajcTOPCKO MMCMO.

* Bemko Ilerponnjesuh poben je y ceny KoaueBo Hagomak Hosor ITasapa. Ox 2015.
TOAJHEe [T0Ye0 je MHTEeH3MBHO Ja ce daB) CBMpameM, a o cajia je Ha cadopy dpynama y
[Tpucnonnuy, y xareropuju VsBopHO cBupame, 0cBojuo detupu Tpeha u jegHo npso
MecTo. 3axBas/pyjyhu KBamuTeTHOj uHTepIpeTanuju CiliaHojesoi Koia Ha [yroj CBUpPaN,
TOdUTHIUK je moBesbe ,,[lap pagyuo beorpana’.
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TPaJULIVOHA/IHUX MeIofMja Ha 1yroj cBupanu. [IpegMer komapaTuBHe aHaIn3e
jecy CyQjeKTMBHM acIeKTV My3UIMpama KOju Kpace TpM pasjamdnuTa usBobhema
ucre HyMepe. Takobhe, kopumheHa je n dnorpadcka MeTosia, Koja ImogpasyMmena
»IIPOyYaBambe /by KOjU CTBapajy/MOKIB/baBajy MY3UKY, Ca IN/beM pasyMeBarba
IPOXXVB/bEHNX MHAVBUAYATHUX UCKycTaBa (...) (mpema: 3akmh, 2015: 12). Y n3-
paay paja MpUMebeH je MHTePAVCIMIUIMHAPHYU IPUCTYII, KopullthemeM TOCTHUT-
Hyha eTHOMY3MKOIOTIMje, aHTPOIIO/IOTMje, TMHTBIUCTHKE 1 TIeflaroTyje My3uKe.

Erame MY3WYKOr 1 II€Jaromxkor pasBoja

Jbydoppar MujajnoBuh HepeTKo je MMao MPWINMKY fia Ha PasINIUTUM CEOCKNM
OKYI/babUMa, IOIYT C/IaBe, cadopa, Tocea M UrpaHKe, Yyje Menofmje Koje Cy
JIOKQJTHM CBMpa4M M3BOAWIM Ha Ayroj ceupamu. JKemehu ma caBmama mecme u
KOJIa POJHOT Kpaja, /bydozipar je ca HeImyHMX JieceT TOAMHA ,KPUIIOM  C/TyIIao,
a TIOTOM, Y OCaMJi TOKOM YyBamba CTa/ja, HOKYIIAaBao JIa IPETXOIHO MEMOPVCAHY
MeJIOfjy PelpoAyKyje Ha ceuparnyeiiiy.” OBakaB HaulH yuera 3adenexxeH je 1
paHMje o cTpaHe pasnMuUTUX ucTpaxmsada (Hnp. Hennh, 2021; Tonemosuh,
2009). Cse 0 omracka y BojcKy, /bydozpar je cBpao Ha caBamMa 1 UTpaHKaMa,
a 3aTUM je HaKOH BUIIeJielleHNjCKe T1ay3e cBoje n3Bohauko ymehe HacTaBmo fa
IpuKasyje y ApyraumjeM KOHTeKCTy. IloBpaTak HaIlIOHa/IHMM KOPeHIMa HaKOH
pacnasja COPJ npencras/pa foMrHaHTaH upeonowmkn odpasan (Hennh, 2021:
140). Crora, apxalyHy eleMEHT! TPaAMLMOHANTHOT (pyIaLITBa MOCTAjy Aeo
crieHcke moctaBke. 3axBampyjyhu emucujn ,IIpuBnk’® y kojoj je Jbydoppar
Mujajnosuh 2012. rogyHe M3Beo Ha IyTOj CBUPANU TPaJUIMOHANHY IIeCMy U
KOJIO, HEKO/IMKO MJIAJVIX CBMpaya 3aMfHTEPECOBAJIO Ce 3a y4ele OBOI MHCTPY-
MEHTa.

Ynpaso e roguse, Jamudop Togoposuh opnydno je ga Kynmu MHCTPYMEHT U
caB/Iafia TEXHNUKY TYTypaHOT CBUpama.” VIMIpeCHOHNpPaH jefIIHCTBEHNM 3BY4-
HUM odorahemeM (TyTyparHOM TeXHUKOM) Ayre cBUpaie, of 2012. rofuHe moyeo
je aKTVMBHO Jja Y9I CBYpambe Ha TOM MHCTPYMEHTY, @ yOp30 OTOM U a HACTYyIIA.
JKenehn pma ycaBpim TeXHMKY IyTypalHOT CBUpama, 0dpaTno ce Ka3uBauy U
IPM3HATOM Hapo#HOM cBupady Jbydonpary Mujajnosuhy. Hedopmamum gacoBu

> Ceupamue npencraBba Kpahu Bup HemrnmosaHe (,Baurapcke”) ¢pyie, Hajuehe
IpaB/beHe Off 30Be.

¢ TakMudere U3BOPHE IeCMe, CBUPKe 1 urpe ,,lI/bUBUK” eMUTOBAHO je y IEPUOAY Of
2011. o 2015. ropuue Ha JJpyrom mporpamy PTC-a.

7 Xemehn ma 3By4HO 0d0raTH COICTBEHY CBUPKY, MHCTPYMEHTAIICTA KOPUCTH IJIAC IIe-
Bymehn Menonmjy 3a okraBy Hivke (Hophesuh, 2015:6). Menonuja je Ha cBUpamy KOf
CBUX Kas3yBaya IpaheHa KapaKTepUCTUYHIM OPYH/IABUM 3BYKOM KOjJi OHU UMEHYjy Kao
»3yMOOpere” MM ,,CTAPUHCKO CBUpalbe’; JOK Ce Y Hay4HOj TEPMUHOJIOTHjI OBa TeXHIKA
CBUpatba Ha3MBa ,,[YTYPaIHO CBUpaIbe .
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Koju Cy ce Hajuenrhe ofpykaBaiy TOKOM JIeTier paciycra y Jbydonparosom fo-
mahuHcTBY, lamudopy cy omoryhumm yakiire OTKpuBambe 1 yCBajambe pasInanTix
TeXHUYKO-VHTePIPETATUBHUX MOTYRHOCTH JyTe CBUpAe.

ITojaBa papmja, TeneBnsuje M pasHUX KYITYPHUX MHCTUTYLIN)a, YUjU je IUb
OYyBarbe ¥ MOMyIapM3alija HAPOJHOT MY3MYKOTI CTBAPA/IAIITBA, JOBENA je JI0
IIMpera CyporaTa TpafiuIMIOHaTHe My3UKe 11 yOp3aHe XUIIepIIPOAyKIUje TAKBUX
npopykata (Illypdanosuh, 2009: 3). Crora je geBeneceTux roguua 20. Beka IIO-
CTCOLMja/IVCTUYKA KYITypHa IIOJINTUKA yTUIIaTa Ha Behy 3aMHTepecoBaHOCT 3a
denexxeme 11 0OUyBambe MPeXUTAKa Ay TEHTIYHMX 00/IMKa ToKanHe Mysuke (Hennh,
2021: 33). C tuM y Be3), MHOTYM JIOKQJTHM M3BoDauM, NCTpakMBa4y aMaTepu U
npodecroHaTHN MCTPXIMBAYYN NHTE3UBYPAIIN CY IPOLieC IPUKYI/baba 1 derle-
XKema ceocke HapopHe Mysuke. C 003MpoM Ha ocKyfaH dpoj MaHudecTarja y
KOj/IMa Cy ce MorI/a 4yTu usBobema Ha ayroj csupany, [lamudopy je ommasak Ha
TepeH U CHMMame KasusaJa O1o jefjaH off peTKMX M3BOPA 32 yUerha HOBMX MeJIO-
nuja.

Pa3Boj TexHOMOINMje MOBOJBHO je YTUIIA0 Ha IPOLeC yYema. Y OFHOCY Ha My-
3MKY CEOCKUX CPefiiiHa KOja ce MIPEeHOCH/Ia YCMEHNM ITyTeM, aHAIlbY CBYpAdl,
3axBa/byjyhu mocTojamy ayyoBU3YeTHOT CHUMKA, Ipyradnje yCBajajy HoBe Me-
nopuje (Henuh, 2021: 29). CxopHo ToMe, JamdopoBo yueme MoXe ce TOfeINTI
y nBe dase. IIpBy dasy 4nHM caMOCTaTHO y4yeme Koje 00yXBara ayJUTUBHO IIep-
LUIVpambe MeIofujcKor Toka ofpehene Hymepe. Ilymrajyhn cHumke y nemnun,
OH IIOKYIIIaBa JIa y3 BIX CBMUpPA 1 Ha Taj HAYMH ,XBaTa IJIABHY Menoanjy. Meby-
TUM, CXBaTMBILUM JIa jé TO TEXM Ha4MH y4Yerba, OJJIy4Mo je Jja CBOje HapeJHe Ka-
3MBaye CHMMa KamepoM TenedoHa. [IpeMa meropum peunma, Inefame y IpcTe
omoryhmno My je makire ycBajame HOBUX yKpaca. JIsrydbeHa HemocpegHOCT
JKMB€ ITpaKce MOCIEINIa je BUSYe/THN IPUCTYII yuemwy, Koju Mapiran Manyxan
(Marshall McLuhan) ge¢unuiie kao ,,palilMOHaTHN VIX CIMKOBHU IPOCTOP KOju
cTBapa 3aTBopeHu cBet (mpema: Hennh, 2021: 42).

Hapenny ¢asy JJanudopoBor ycaBplaBamwa 4MHU CYCpeT ca ,MEHTOPOM~
Jbydonparom MujajnoBuhem.? To mogpasymeBa npakTU4HO yCBajare OCTaBKe
yCcaHa, Y M/by TOCTU3Aba PA3INYNTIUX 00/IMKa 3ByIHOT odorahema, IOy T CBI-
pama ,Ha (pKame’, ,IMCaK’, ,BABO/BACTO  WIN CAMO IyTypanHO cBupame. [Ipe
CBeTa C/TYIIHOM, a IIOTOM U BU3YeTHOM Ileprienuujom, [lamdop mparehn Jbydon-
para ycBaja oBe MeJ/ofiuije, pasIMuNTe HauMHe OpHAMEHTAIlMje 11 apTUKYyIanuje.
Haunn Ha xoju Jbydoppar npenocu cBoje 3Hame Gokycupano je Janmudoposy
MEHTA/IHY ITaXKiby Ha IIOKpeTe MPCTHUjy:

8 MeHTOp je ped rpyKor IOpeKIa 1 03HaYaBa CTPYYHOL CABETHNUKA Ca KOJUM Ce CTYHEHT
KOHCYJ/ITYje TOKOM uspafie oppebenor paga. [Janudop tuMe ykasyje Ha mberoB IMefaroliku
opHoc ca Jbydonparom, y koMe ce 0fiBMja IIpOLieC IPeHOLIeHha IPAKTUYHOT 3Hatba 3apaf
IpuUIpeMe yuyeHMKa.
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»11a unka Jbydozmpar kaj Te yunu fja HEIITO CBUpAILL, ja ra mutam: 'Kako, ynka
Jbydo0?, OH cTaBM IIpCTe Ha CBUpaiy, na kaxe 'C TeM, ¢ TeM, I1a ¢ oeM. Huje
OH TIpefiaBady, He 3HA OH TO Jla MCIIpMYA KAKO ja caj Tedu mpudam, aau Iye-
najyhu y mweroBe mpcTe, e MOAUTHE YCHY, T/ie CIYCTU YCHY, Ile TPUIEp ca
OBUM ITIPCTOM, T/ie TPUJIEP ca OHMM IIPCTOM, OHJA CaM TaKO IOXBaTao TO.
(TpaHckpunT pasrosopa ca [I. T; 2020, Hosu Can).

AKTVMBHO MYy3MYKO Y4eCTBOBame J aHTa)KOBambe IPefiCTaB/bajy HAjIIPONYK-
TUBHUjJ HAUMH My314Ke efykanuje (Simone, 2009: 50). VicTpaskuBama MoKasyjy
7la je IpUMeHa MeTOfa CIyllame-Tefame-ToKylIaBame (seeing-hearing-trying)
MY3UYKOT MHCTPYMEHTA IPWIMKOM JIEMOHCTpAIyja Koje ce Y>KUBO OfIpXKaBajy,
CTyJeHTMMa yHMBep3uTeTa oMoryhmmo noppodHuje pasymeBame TeXHMKE U
ctuta usBohema (Simone, 2009: 113). Cruuate 3Hamba Ha TakaB HauuMH Jaim-
dopy omoryhasa nakiue n dpxxe pemaBame ofpehennx n3pohauknx noremxoha.

HapenHu neparomko-npujaTe/bcKu OFHOC IPBOOUTHO je YCIIOCTaB/beH W3-
meby Janudopa u maagor ceupada Bembka Ilerponujesnha, a morom n nameby
Jbydonpara u Bepka. Vaxo je of Mamux HOTy MMao IPWINKY fla CIyLIA efy U
caBJIafia CBUparbe Ha Jyroj CBUpaN, Be/bKo ce 3a 0Baj MHCTPYMEHT 3aMHTEPECO-
Bao 2015. ropyHe, Kaza je mpsu myT uyo Jlammdopa kako ceupa y KY][I-y ,,Tormmja’”,
y KoMe je u caM faHac 4iaH. C 0d3MpoM Ha TO a CBOje MY3MYKO 3Hame Hije
CTeKao y 0dpa3oBHOj MHCTUTYLj!, Be/bko HaBOAM /1A je CBMpame Ha CIIyX jeflaH
Of pa3jiora HeroBor Olpefe/belha 3a OBAj HeTeMIIEPOBAHM U Maibe IIOIyIapaH
nacrpyment.’ Hajsehu feo BespkoBor m3Bohaukor pemeproapa umHe ayano n
BUJIe0 CHUMIM Koje je Jlammdop 3adenexxyo Ha TepeHy nin ra je Jbydoppar Hay-
4po. CBMpajyhu HeKOMMKO Iy Ta y3 yCIopeH CHUMAK 1 10 JieloBuMa, Bebko ay-
IUTUBHO U BU3YETHO MePIUINpPa KpeTambe MeTIOfVjCKOT TOKa 1 TIOKpeTe IPCTIjy
cBupaya. OBakaB Mofie/l y4yema faHac je Meby mmahum cBupadrma Beoma 3a-
CTYI/beH, ¥ TIPEJCTaB/ba ONMO3NINUjy IIPETXOHOM, YCMEHOM M CaMO-MeMOpIca-
HOM HauyHy yuemwa (Henmh, 2021: 44). [pyry ¢asy enykoBama YMHN AUPEKTaH
cycpert ca lamndopom n/mmm Jbydonparom, ca KojuM ce JOaTHO KOHCY/ITYje OKO
TeXHIMKe CBUParba, HAYMHa apTUKY/IaLlje ¥ OpHAMeHTaLuje.

C 0d3mpom Ha To ma Hammndop >xusu u pagu y Hosom Capy, mouenn Bebko-
BOT IIOfly4aBama HUCY Oumm yxuso, Beh online. Hajsehu meo myswmuxor mare-
pujana Berbko je camocTamHO caBiajjao, CIylIameM 1 TOHaB/bameM. [lopen cHu-
MaKa ca TepeHa, Kao IJIABHOT U 3a IUX jeAVMHO IOY3[aHOT M3BOPa, CHUMIIN
moctynHu Ha wiat¢popmu YouTube omoryhmmm cy Tanmudopy u Bepky ynosna-
Bame ca CBUpaunMma u3 pyrux kpajesa Cpduje. JKenehn ma mpommpe cBoj pe-
neptoap, Jamudop n Bemko xopucte mmardpopmy YouTube xao cekynmapunm
M3BOp Koju MM oMoryhapa JIakim IpUCTYI HOBUM MeJIOfiijaMa, HA4MHYMa CBY-

° HanommumbeM fa CBa Tpy KasuBada HaBOJeE A2 je 3a CBUparbe ¥ Gpy/1y HOTpeSHO IO3Ha-
Bame HOTA, JIOK je 3a CBMparbe Ha JIyT0j CBMPAIM IOTpedaH f0dap C/IyX 3a PUTaM.
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pama i CTUI0BMMa 13Boherma. Y Be/bkoBOM MY3IUKOM yCaBplIaBaiby, UHTEPHET
je TMXU ,,APYTY yYUTesb , Koju oMoryhaBa Haflorpa/jiby IaTOT CTIIA VTN YCBajarbe
HOBUX HaunHa nHTepnpertanuje (Hernh, 2021: 44).

[Topen KoH3yMmpama AUTUTATHOT CafpyKaja, KasuBauy myTteM YouTube
natdopMe BpIlle jaBHY Ipe3eHTalnjy 10KanHe Mysndke damture. Hajsehn neo
IJIXOBUX IIOCTOBA OJJHOCHU Ce Ha jaBHe HACTYIIe, IOK Mamby OpOj 4MHe JYeTCKM
CHVIMIIM cauntbeHn Kop Kyhe. [TocTap/bameM CONCTBEHNX CHMMAKa Ha MHTEPHET,
a/lvl U CeJIeKTMBHUM KOH3yMupameM Apyrux, /bydoppar, Jamidop, Bepko mo-
cTajy meo dapimiuyuiaimiuste Kyniaype.'°

PasmuranTy HaYMHI nepouipama U IpeHOUICha MY3SUYKOT 3Haba

Pepykumja Mysudukor MaTepujaja of IojefyHavyHor Ka omreM, /bydoppary kao
HApOJJHOM CBUpauy HHje CBOjcTBeHa. Iberos HaumH nopy4yaBamwa 0a3upaH je Ha
CBMpaIby y IeNMHM, Oe3 ycropaBama ca (oKycoM Ha mokpete npctujy. C tum y
Be3y, Berpko u Janudop npate nonoxxaj /bydopparoBux npcTujy u ycaHa, IoKy-
mapajyhu ja TpeHYTHY BU3yeIHY IepLeNiyjy HOBeXY ca pesynTupajyhum 3sy-
KOM:
~uka Jbyda kap odjamrmana, yr/raBHOM odjallmaBa Ijfie Cy YKpacu, 1 TO Ha
Ha4yMH I7ie TIoMepa IIPCTe WM YIJTABHOM OH CBMpa, @ MY TPYMMO /a Ta CTUT-
HeMO, Ja Ou CKOHTaIM TO LITO OH cBupa. JJammdop mokasyje 1o [ieloBUMa,
nok /bydoppar Mopa cBakm IyT MCIIOYeTKa.” (TPAaHCKPUIIT pasroBopa ca B.
IT; 2020, Hosu Capn)

»Jbydozpar je HapopHM cBUpay, a My cMO GoIKIOpIY. M1 3HaMO CBe LITO
»

MIMa JIeCHO, TO MOpa fia ¥Ma 1 71eBo.” (TpaHcKpunt pasrosopa ca [I. T; 2020,
Hosu Cap)

Mysuka pypamHux odmacty, y ypOaHMM CpefiliHaMa pelpeseHTyje ce y
HOBOM KOHTEKCTY, y 0Onuky ¢onknopa/donknopusma (Hennh, 2014: 219). [y-
roropuume miecHo uckyctso npu KYJI-y yrunano je Ha KOTHUTUBHO IepLyIIN-
pame Mys3HndKe CTPYKType, koja Jbydoppary kao HapOHOM CBMpady HMje CBOj-
crBeHa. [Ipema Teopuju @pena Jlepmnana (F. Lerdahl) n Peja Ilexennoda (R.
Jackendoff), ,cayurame Mysuke ogpebyje ce 'kao onmakare OpraHU30BaHUX MY-
3MYKMX CK/IOIOBA 10 AHA/IOTHUjI Ca OIaXkKarbeM BU3YeTTHUX CK/IONoBa y Bubewy”
(Aunh, 2007: 177). IpynucameM My3UYKO-IUIECHOT TOKA HA Matbe Lie/He, [lamm-
dop 1 Bebko cy popmupamn ofpebhene meHTanHe meme. C TUM y Besy, OIaXxambe,
pasyMmeBame, mamhemwe 1 m3Boheme My3MYKOr TOKa 3aCHOBAHO je Ha YHY-

10 TepMuH ‘mapTUUUIIATMBHA KYITYpa je caM IO Cedu pelaTMBHO HOB, CKOBAO Ia je
JeHKMHC ¥ cBOjoj eTHOTpadckoj cTymuju o pargomy 1992. ronmae” (Waldron, 2013: 259).
ITpema JenxuHncy (Jenkins), pasBoj Menujckux TexHonmoruja omoryhno je ,,ipoceyHuM
rpabaHyMa [ja y4ecTBYjy Y apXMBUpPalby, KOMEHTaplUCamwby, IpUCBajamby, TpaHcHOopMaLuju
U peLMpPKYIaLj) MEVIjCKOT cafipxaja (JICTO).
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TPALIBUM, HIEMATCKMM pernpeseHTanyjama Mysuke (Aunh, 2007: 172). Pegyxko-
BaHU MY3MYKM TOK IIpe/ICTaB/ba MEHTA/IHY IleMy m3Bobaua. Crora, [Jamdop
CErMEHTMPA MY3MUKY LIe/IMHY Ha IEOHNUIIE M KaO TaKBe MX IIpe3eHTyje Bembky.

3aMepke M caBeTe KOje YUUTe/bM YIyhyjy CBOjUM y4eHMI[MMa HajBUIIE Ce
OJJHOCe Ha CTelleH OpHaMeHTalije ¥ IpMMEeHY, Tj. IPOMeHY apTUKYIalLuje, y
/by ecteTcKor odorahema koma. Crora ce [lanmndoposu caBetn ynyhenn Bemky
OJJHOCE Ha TeXHMYKe aclleKTe CBUPalba, IOy T IPpefyBaBaiba, CBMpPatba Ha IICAK,
ydanuBama ykpaca y ogpeheHnm meoHmnama, nim paBHOT CBUpama. Brajame
apTUKY/IAIVIOHMM IOCTYHIMMa Takohe je meo ycmeHe npepaje. Ilpema peunma
Topmane Aunh, BapujaiyjamMa y apTUKy/Ianyju u3Bohad Moxke O>Ke/bHO Ja yTIde
Ha onaxkame crymaona (Aunh, 2007: 172). Crado nspaxkeHa ekcrpecuBHa QyHK-
1yja y odperHoM MysnukoM GONKIOPY, Ha JaHALIbO0]j CLIeH) BeOMa je 3aCTyIUbeHa
(3axuh, 2006: 34-35). Y umpy CIymIHOT ycMepaBamba Ha 3aBpIIETaK MeTOAje I
noctusama onpehenor ecrerckor edexra, Jbydoppar je ydanyo cBojeBpcHY Ka-
JIeHIly, KOjy y cBOjuM u3BobhemuMa nospeMeHo npuMenyjy dammdop n Bepxko.
JlaTa KafieH11a, KOjy Cy KasuBa4lM Kao YWIAHOBY U KOH3YMEHTU UapiiuyuilaiiueHe
Kynitlype IPUCBOjUIN U OOJIMKOBAJIN, 3aIIPABO je MIPOAYKT OPKeCTAPCKOT XapMO-
HUKALIKOT CBMpama. IIpeHomeme ayTeHTUYHOT MY3MYKOT M3pasa U3 JOKajaHe
CpefiMHe HY>KHO pe3y/lTypa OKOUITaBabeM, CTUIN30BabEeM M YMETHMYKIM IIpe-
odnmukoBamweM dorknopa y ponknopusam (Ceribasi¢, 2008: 266).

Hpouecm nmperoBapama u odnukoBama MY3NYKOT 3Hamba

[TonmuTnyka npeja cTBapama HalVIOHaIHe Ap)KaBe, HaKoH Kpaxa COP] y Cpduju
je 3amodesa IpoLec OXXKMB/baBakba TPAJINIMIOHAIHE KY/IType, Ka0 IIABHOT Map-
Kepa UjieHTuTeTa jegHor Hapopa. Crora, ogpeheHe KynTypHe MHCTUTYLUje (Ha
npumep, Pagno beorpan), kao u MHAMBKUAYaTHEe Ipyle M3BoDhaya, MOCTajy Heo
COIIMjA/THOT TIOKPEeTa, YNji je Iyb OOHaB/babe U OYyBame My3U4Ke Tpajuliyje
Koja je ,Ha usgaxy’ (Livingston, 2016: 68).

Cadop ¢pynaura Cpduje ,,Oj MopaBo” ocHoBaH je 1988. roguHe u gaHac
IpefCcTaB/ba jefHy Off HajBKHUjMX MY3MUKMX MaHMdecTamyja u 3Ha4ajaH ak-
TOp Yy IIOITY/IapM30Bakby 1 Pa3Bojy TPaUIMOHAIHOT CBYpama Ha Gpy/In 1 fyroj
ceupamu. IIpema peunma JTammdopa Togoposinha, ydecTBoBarmbe Ha perrydmrakom
TakMu4eny y Ilpucionnim sa cBakor cBupada NpejcTaB/ba IPECTDK U IPUOPU-
tet. Crora, Ka3uBauy MHTeH3VBHUje BeXdajy, Ppokycupajyhu ce Ha pucame, Tj.
IOTOTHO MECTO 3a Y3MMame Bas3[yXa, IOTOM KOHLMIIMPAe IMOYeTKa U 3aBp-
IIeTKa jefHe HyMepe, BeHOT (IYeHTHOT Ha/lOBe3VBamba Ca HapeJTHOM HyMepoM,
Kao I Ha Tpajarbe MUCTe.

Ha ppyroj ctpanm, nponosunyje KOHLEPTHOT MOAUjyMa IIOCTaB/bajy Ofi-
pebene kpurepujyme u TiMe akTMBHO MOAMGUKY)Y AATH MYy3UUKM iHekci.!! Pas-

11y oBoM ciy4ajy mmojaM ,, TeKCT IIOApa3yMeBa caM 3BYK U EeTr0Be OCOOVHE 11 CTPYKType
(Heuwnh, 2004: 5).
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JNYNTE UI0NIOIIKe MaTpule y ofipeheHNM TpeHylMMa ycrocTaBbajy MOZese
OHOTa IITO je TOXKe/bHO, MOAMNGUKYjyhy IPeTXOZHO APYIITBEHO KOHCTPYMCAHY
u npuxsaheny Tpapunujy. TuMe fomasn 1o cTBapama jefHe HOBe TpaaMLje Koja,
npema Epuky Xodcdomy (Erik Hobsbom), macraje 3dor memoryhnoctu xo-
punthema u afgantanuje crape Tpaguiuje (Hobsbom, 2011: 11).

ITopen cenexnyje Kojy Ha Makpo IIJIaHy CIIPOBOJi€ IIPETXOAHO IIOMEHYTE MH-
CTUTYyLIMje, UCTOBPEMEHO, Ha MUKPO IUIaHy u3Bohaum Bpie opadup, dbopmu-
pajyhm concTBeHm peneproap M jefMHCTBEH CTUI n3Bohewa. CBOj n3Bohauku
KOHIIeNT, [lamdop KOHCTUTYUIIE METOAOM CeleKIje, a IIOTOM, IIpey3eTe 0d-
NuKe Mysunupamwa penHrtepnperupa. Cnyurajyhu gpyre csupade, Hamudop je
YCTQHOBMO ¥ (POPMYINCAO ,TPAAMLIMOHATHM ad/IoH cBupama’. Ha ocHOBY re-
Hepa/M3oBaHe OCTaBKa ,ay TOXTOHOT HauMHa n3Bobhema’, [lanndop kaTeropmyxm
CeTIeKTYyje TPaAMIIOHATHO Off HeTPa/IMIIMOHATHOT CBUpama. Y ofHoCy Ha Jby-
dozpara, Koju HUje MMao MPWIKKY Jja BUIIE ITyTa Yyje MCTO n3Bohemwe, Beh na to
IITO je MEMOPICA0 MHTEPIIPETUpPA Ha cedM CBOjCTBEH HA4MH, ayiNO ¥ BUJIEO 3a-
micy omoryhumu cy Berpky n [lanundopy afekBaTHO OHaB/bambe HyMepe. To je ca
jemHe cTpaHe oakiIano mamheme u JOCIEHY M3BOhAYKy MHTEpIIpeTALIN)Y, a1u
je ca ipyre U OTPaHMYMIIO CTBApPAIadKy c1odoAy mojenuHna. TakBa perHTEpIIpe-
Talyja y eCeHIMOHAMMCTUYKIM KPYrOBMMa TPeTUpa ce Kao HeTpaaMIlOHa/IHA
ocoduHa.

KommaparusHa aHanusa tpu nssobhema xona
Hosa byphesxa Ha xyroj ceupamm

CTuicKko-MHTepIIpeTaTuBHA odeexja IojefyHavyHOr usBohema Tymaurhemo
KOMIIapAaTMBHOM aHAIM30M TPaHCKpudoBaHUX npumepa xoma Hosa Lypheska.
I[Ipemasak ca ycMeHe Ipefaje CBUpauKe BEILITVHE Ha ayfiuo M BUJEO delexeme
UCTe, JOBeJIa je /10 TOTIIyHMje perHTepIpeTalyje gare HyMmepe. Texxmwa Ka Jjo-
ClIlefHOM IIpeHollewy kona Hosa Bypheska ornea ce y ToMe IITO CY Ha MaKpo
IIaHy cBa Tpu usBohema ucre popmanHe cTpykrype. Vako je MoHOTeMaTn3am
VHCIVPATUBHM CTOXeP Y PYHKIVjU aKTUBMpPaba UMIIPOBU3ALVIOHOT IIOCTYTIKA,
Yy OBMM IIPMMEPVIMA HETOB IJIaBHY U jellIHY Pa3BOjHM MEXaHN3aM jecy IIpOMeHe
opHameHTanHOT Tuma (3akuh, 2001: 47). Crora, Jbydopparosy unTeprnperanujy
OJINKYje HEKOH3UCTEHTHOCT Ha OPHAMEHTA/THOM HUBOY IIPU IIOHAB/baby OCMO-
TakTHe My3unuke pedenute (ITpunor, npumep 1). [JuHammuszam Mysudkor Tora y
JanndopoBoj MHTepIIpeTanyju 0CTBapeH je Kpo3 Behn cTeneH mpomeHe Ha Me-
JIOAMjCKOM IUIaHy, Op>KeM TeMIy M3BoDea, MHVBYUYaTHOM OpHaMEeHTaTHOM
yKpalllaBamy 1 Apyraunjoj mpuMenn aprukynanuje (IIpwior, nmpumep 2). Bespkosa
MY3U4Ka MHAVBMIYaTHOCT OCTBAapeHa je Takole Ha TeMIOpaTHOM, OpPHAMEHTaI-
HOM M apTukynannoHoM Hysoy (IIpumor, mpumep 3). Iberosa nuTepmperanuje
xonna Hosa Bypheska npencrap/ba CBOjeBPCHM ,MUKC IIPETXOJIHE JBE MHTEPIIpe-
Tanuje. Y ogHOCY Ha y4yeHUKe, /bydopparoBo ussoheme ucte Hymepe ofinKyje
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»BaBO/bACTO  CBUpaIe, Tj. CBUpame Oe3 apTukynaunje jeaukom. CrodopHuju
nepopmaTuBHM U3pa3 HajBuile ce yBuba y [JanmmdopoBoj nHTepIpeTauuju, y
K0joj HajBehy makmy NpuB/Ia4M ryTypanaHu ToH ofpebhene BucuHe. Pasior Tome
VI IPYTUM HaBeJeHNMM CBMPAUYKUM MaHMpyMa MoxxeMo npoHahu y Jamidoposoj
CBECTPAHO] ¥ AYTOTOANIIGO0] CIYLIHOj OKPY>KEHOCTY MHAVIBUAYaTHUM MHTEp-
IpeTalyjaMa TPaAULMOHATHAX MeTOAMja TOMUjCKOT Kpaja MPUINKOM HerOBUX
TEPEeHCKIX MCTPaKMBaIba, KA0 1 aKTVBHIM CIIO3HAjaMa MeJIofija IPYTUX KpajeBa
nsBohennx Ha ciienn. Tumoru Pajc (Timothy Rice) nctude pa ,,ynpaso gpymrse-
HOCT 11 caMope/IeKCMBHOCT COIICTBA, Koje Cy yrpabheHe y MCKyCTBO IyTeM MH-
TpOCIEeKIje I MHTEPAKIYje ca PYTMMa y COLMja/IHOM KOHTEKCTY, YMHM Jja MY-
3uuKa eTHOrpaduja IeHTpMUpaHa Ha 11ojaM cydjekTa dyae NpopyKTuBHa  (mpema:
3aknh, 2015: 8).

3aBpiuiHa pasMaTpama

»Ipajgunmja mofpasyMeBa KOHTMHYMPaHY TIpoliec IIpeHollena cajipskaja Koju
dupa 1 M3HOBA TyMa4M CBaka HOBa reHepaliyja akTUBHUX npumanana’ (Haymo-
Buh, 2009: 14). Mako Te>ke MaKCMMaTHOM KOIMPamwby y30pa, KOMIIApaTUBHA aHa-
nm3a Tpu pasmmunta usBobhema xoma Hosa hypheska norsplyje HemoryhnocT
IIOTIIYHOT MCK/by4elha CaMOCBOjHE MHTEpIIpeTalje ycBojeHe Menopuje. Toso-
pehy o MHAMBMAYaTHUM yCBajambUMa MY3MYKOT 3Halba alyl U O IIPEroBOpuMa
MCTOT, ITOKYIIIajIa CaM Jia jaCHMje cariefaM TaTeHTHY IIPOoLieC CaBPeMeHOT Of[HOCa
n3Mehy yoBexa u 3ByKa Koju apduTpypa y HAMETHYTOM CHCTEMY IbJMIXOBE MHTe-
pakumje. Pasmarpana caM HauyMHe Ha Koju M3adpaHM CBUpPAYM HEepIUINPA)Y,
yCBajajy u nHTepnpeTnpajy ogpeheny menonujy, unje je odmmkoBarme 1 fasbe mo-
CTOjame YCIIOB/beHO ofpeheHuM apymrseHuM nopeunma. Takobe, Mo3nmoHm-
pameM cydjeKTa NCTpaKMBama Kao ,Mysunmpajyher yoBeka” myrem duorpadcke
MeTofle, TeXWIa CaM pa3yMeBamy ,CTBAPaNayKor MpoIieca y KyITypHOM, CO-
IIVIjaJTHOM, €THUYKOM, YMeTHMYKOM cmucny’ (3akuh, 2015: 9). Ha camom kpajy
IIOCTaB/ba Ce MNTambe Aa 1 he mpenasak 13 HEOCPEJHO Yy AUTUTATHO yCBajatbe
MY3UYKUX BelITHA oMoryhuTy mmpy (r1odanHy) KOH3yMalnjy HeKajja IOKaTHo
OTpaHMYEHVX MY3WYKIX 3HaHa, a/IV M OTPAHNYNTY aleKBaTHO yCBajame MCTUX?
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BETWEEN DIGITAL AND DIRECT IN THE PROCESS OF DISCUSSION
OF MUSICAL KNOWLEDGE

(SHOWN ON THREE GENERATIONS OF MUSICIANS ON THE LONG PIPE)

Different factors, like for example, cultural context or technology development have
influenced the unique individual way music is performed as well as the understanding of
tradition in general. Ljubodrag Mijajlovi¢ as one of the last representatives of the living
tradition (1949) has become a role model to younger musicians Dalibor Todorovi¢ (1987)
and Veljko Petronijevi¢ (2000) in particular. Unlike his students, besides the direct
communication with Ljubodrag and other performers, younger generations learn about
traditional music using audio and video material collected on sight or YouTube posts.
Therefore, there is a great difference in the perception of musical structure and the level
of selection among the three performers. L]. M. teachings of song and dance melodies are
based on playing in general with the focus on finger movement. Whereas, Dalibor and
Veljko perceive a certain melody as a scheme or as a certain audio, visual or tactile phrase.

Keywords: folk pedagogy, digitalisation, neotradition, svirala
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Mapuna Mapkosuh

dakynTeT MysuuKe yMETHOCTH, YHNBep3uTeT yMeTHOCTU Y beorpany, Cpduja
marinajmarkovic@fmu.bg.ac.rs

Mopem My3sn4Kor odpa3oBama crygeHara Kujeso-
-MOIT/bAaHCKe aKajJeMuje M CPIICKO Nojame y 18. Beky

Cakerak

CpIIcKo IIPKBEHO I0jarbe SWJIO je IOJ, pasTuIMTIIM MYSIYKIM YTUIIAjUMa Y BpeMeHy CBOT
HacraHka (y apyroj nonosunu 18. Beka), yces foMmnHMpajyhe ycmeHocTi y 0d/mKoBamy
¥ IIpeHOLIelY HalleBa KOjy My IIpUIIajiajy. 3HayajaH GakTop y popMuparmy CpricKux IpK-
BEHIX MeJIofuja O1Io je U KUjeBCKO Mojambe, Koje je JocIeno Ha noapydje Kaprosauke
MUTPOIOJIMje YCIley, CHAXKHUX PYCKO-CPIICKUX Be3a y IPOCBeTHO] cdepy. 3axBampyjyhu
BUMA je eflyKaTuBHM 0dpasal], aKTye/laH y NeJarolIKyM yCTaHOBaMa jyro3amajgHux Je-
noBa Pycke nmnepuje (zaHamme YKpajuHe), IIOCITYXKIO Kao OCTIOHALL 38 yTeMe/betbe JO0-
maher mkoncta y 18. cronehy. Baxkan 4nHMIaIl y KOHCTUTYMCAEY 00pa3oBHOT CHCTEMa,
amu 1 'y odnmKoBamy GU3MOHOMIje TI0jarka, OMI0 je IIKOo/MoBame CPIICKUX Mmajguha Ha
KnjeBo-MormpaHcKoj akaieMuju, y Kojoj je mocTojao paspaben cucteM Mysudke Teopuje
U TIe[IaroTuje MO3HaT MOJl Ha3MBOM KUjeBCKA UiKoia my3uke. Y OBOM pajly IpefiCTaB/beH
je Mogien MysMYKOr odpasoBarba, YMja je MMIEeMeHTalja OMOryhuIa CpICKuM IIMTOM-
LJIMa OBOT YIJIEHOT y4M/IMIITA Jla CTEKHY CBOja II0javyka 3Hatba, OJHOCHO OBJIAJIAjy jyiK-
HOPYCKMM IJPKBEHO-II0ja4yKIM PellepTOapoM 1 TAKO JIOIIPUHECY 110 HOBPATKY Y OTalIdMHY
YIIMBY e/leMeHaTa KMjeBCKOT T0jaiba y CPIICKe LIPKBEHE MeNofinje.

Kbyune peun: KujeBo-mMormpaHcka akajeMmja, CpICKO LPKBEHO IOjame, KIMjeBCKO
T0jatbe, PYCKO-CPIICKE BE3€, KUje6CKA UIKOLA My3uKe

VYBop,

PIICKO HapPOJHO IIPKBEHO I0jarbe alicopdOBaJIo je y CBOM HAaCTajarby — TOKOM

IpyTre monoByHe 18. BeKa — eleMeHTe pasIMYUTUX MYSUYKUX TPafuLMja,
yCen OJJIOKHOCTY PasHONMMKIM YTULajuMa KOja ce IPUIINCYje lerOBOM €I31-
CTUpPay y YCMEHOM Ipefiakby. Kao BakaH YMHMIAL, Y OOMMKOBambYy Menofuja
HOBUjeT CPIICKOT IjeHNja, 0a3MpaHOr Ha CIIOjy KaCHOBM3AHTMjCKe daIITVHE 1
cpIickor HapopnHor neBama (Ilerposuh, 1973: 252), n3asaja ce K1jeBCKO I0jambe,
KOje IpeicTaB/ba HALMOHAIHY YKPajUHCKY BapyjaHTy PYCKOT 3HAMEHOT II0jarba,
00/MMKOBaHy HOJ yTHI[ajeM LIPKBEHNX HalleBa KAaTOMNYKe IPOBEHVjeHIuje I
YKPajUHCKMX (ONMKIOPHUX Menmopuja Kpajem 16. n moyetkom 17. Beka.! Ocum
daxTOpa KOju Cy YBPCTO YTKaHM y TeMeJbe L[eJIOKYITHOT IIPaBOCIABHOT IIPKBe-

! To je duo BpeMe Kajia Cy 3allafiHy U jyrosamajgHu fienosu Pycke Murpononuje Sumn
TIOJ] O/BCKO-TTUTBAHCKOM Bralhy.
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HO-II0ja4yKor Hacyeba, IOy T IpMHIMIIa OCMOIVIAcja YU Hadenna Kiacudukanmje
HaIleBa, II0CTOje U dpojHe aHa/oTyje Y paBHM CIeUMPUYHIX MY3UIKUX OfJIVKA
IBejy pa3MaTpaHMX Iojaukux Tpaamuuja. o gaHac je yrBpheHo fa ce oHe THUy
MEJIOAMjCKOT KOpITyca KOju IIpUIIajia CPIICKOM MajioM II0jakby, Ca jefHe, OMHOCHO
KIjeBCKOM T3B. KpAilikom Hailesy, ca Jipyre cTpaHe. 3Ha4yajaH y[eo Melofuja
KIjeBCKOT I0jara y 0O/IMKOBaby (13MOHOMIje HalleBa CPIICKOT HaPOJHOT I[PK-
BEHOT I10jarba OCTBAPEH je y morefsy dopme, aay M Ha IVIAHy caMe My3WdKe
CYIICTaHIIe HOBUj€eT CPIICKOT IIjeHNja. YCTAHOB/bEHA je, HauMe, CPOIHOCT TIefleceT
jenmHe KaJieHIle oficeKa KMjeBCKUX HalleBa I 4aK ocaMzeceT ocaMm ¢popmyra y ¢ppa-
3aMa CpPIICKUX IPKBEHNX MeJIOfiVja — OCHOBHMX OQ/IMKa M/WIM BUXOBUX Ba-
pujanTn (Mapkosnuh, 2020: 290-300).

Cpncku crygentu Ha KujeBo-Mornmpanckoj akagemuju y 18. Beky

KujeBcko nojame gocnesaso je Ha TepuTopujy Kapiaosadke MUTpomnonuje mo4es
ox Tpehe nenenuje 18. Beka, yc/el CHOKHUX PYCKO-CPIICKMX NTPOCBETHMX Be3a
Koje Cy, y mpotiecy ¢popMuparma CpIICKOT MIKOJICKOT ccTeMa y cTonehy o KojeM je
ped, pesynTupae OCIOHIIEM Ha 0Opa3oBHM MOJe/ 3aCTYIUbEH Yy IIefaroIIKuM
MHCTUTYLMjaMa jyTOo3allafjHuX fenoBa Pycke mmmnepuje, OGHOCHO [aHAIIibe
Ykpajune. Meby muma K/by4HO MecTO 3ay3uma yyBeHa KujeBo-MornpaHcka aka-
nemuja.? [Toper ocHUBaMa LIKOJIA ITO PYCKUM Y30pMMa 1 Ca PYCKUM HAaCTaBHUM
KaJipoM y muma, nonyT CraBeHO-TaTMHCKE TMMHa3Mje KOjy jé OCHOBaja rpyma
y4uTe/ba — NUTOMAIA OBOT YITIEIHOT KMjEBCKOT YYMINIITA Ha 4eny ca Emanyn-
nom KosaunHcknm, 3Havyaja Gaktop y hopMupamy 00pasoBHOT CUCTEMA, Al U
y odnmkoBamwy Qpr3roHOMMje Nojama, O10 je OfTa3ak CPICKMX Mraanha Ha KO-
nosame y Kuje. Oun cy ynyhusaHu Ha TaMOIIbY JYXOBHY aKaJeMMUjy pajiut CTHU-
nama dorber 0dpasoBama 1 afIeKBaTHOT OCHOCOd/baBama 33 YUMTE/bCKU U/MIN
dorocnosckn nmo3us. Kao MHCTUTYIMjA ca TPAAMUIMjOM jeliViHe BMCOKOIIKOJICKE
ycranoBe y VicTounoj EBponu u jefMHCTBEHE Y YMTAaBOM IIPAaBOC/IABHOM CBETY

2 KujeBo-MOTM/baHCKa aKafieMHja je MCTOPUjCKa BUCOKOLIKOICKA ycTaHoBa y Kujesy, koja
je moj TMM MMeHOM IocTojana of 1701. mo 1917. rogune. Iben HacTaHak ce Besyje 3a
1632. ronuny. Taga je, Ha MHMLIMjATUBY KMjeBCKoT MuTpononuta Ilerpa Morune, cTBopeH
HAI[VIOHAJTHY 00PasOBHM LIeHTap 110 3aIaTHOEBPOIICKOM — IAIHUHCKOM eTYKaTVBHOM 00-
pacily, a Ha OCHOBM 0djefibaBama Bejy Bofehnx npaBociaBHIX HIPOCBETHNUX YCTAaHOBA
Ha IOApPYYjy AaHallme YKpajune — KujeBcke dpaTcTBeHe IIKOJIe, KOja je fieloBaja Ipy
bparcreenom borojasmenckom manactupy y Kujey u JlaBpcke LIKose, 4nja je aKTUB-
HocT dwia Be3aHa 3a KujeBo-Ileuepcky nmaBpy. IIppodurtHo HasBana KujeBo-OparcTBenn
KOJIETMjyM, a 1647. ropuHe nperMeHoBaHa y KujeBo-MOIm/baHCKI KOJIETM)YM, OBA yCTa-
HOBa dN/Ia je BUIIIe Off jelTHOT BeKa CPelMIITe YKPajUHCKO-PYCKe IIPOCBeTe U KYNType I
IBUXOB PacafiHMK, aly ¥ OaCTVMOH OYyBama IIPaBOCIaBHE Bepe, He CaMO Ha CTOBEHCKOM
Vicroky, Beh u y mmpyum reorpadckum u KynTypHuM okBrpyma (XvoxHaK & MaHbKiBCb-
Kuit, 2003).
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Tora f0da 11 110 TOMe LITO je ¥ 10j Ouo Moryhe crehm Buie dorocmoscko odpa-
soBame (ITysoBuh, 2012: 153), KujeBo-Mornpancka akagemija je ¢ IpaBoM IIpo-
IeleHa Kao Hajdoby Moryhn nsdop 3a ocTBapuBame IIOMEHYTUX LN/beBa.

Opnasax Beher dpoja Cpda Ha mkonosame y Kujes y 18. Beky pesynTar je
HacTOjama JYXOBHIUX IPeSBOHIKA CPIICKOT Hapofa fia ce ca Pycmjom Ha TpajHoj
OCHOBM YCIIOCTaBe YBPCTE Be3e U Y MPOCBeTHOj chepn. OBa TeXXba aKTyenIn3o-
BaHa je yOp3o mnocie Bennke ceode 1690. rogyue noyp narpujapxom ApceHnjem
III ITpuojeBuhem, xaga cy ce Cpdu, 3/10)KeHM ONIACHOCTY Off YHMjaherwa Ha IIpo-
cropuMa Xad3dypiuke MOHapXuje Koje Cy HacelnIn, CyouNIN ca HeOIXOHOIINy
CUCTeMATCKOT HIKOJIOBama Y CBPXe OCHAXXMBabha CBOT MHTEIEKTYa/THOT je3rpa u,
IIOCIIEINYHO, OfIpKamba y IPaBOCIaBHOj Bepu. Jlo faHac je mosHaro ja je y 18.
BeKy KujeBcky nyxoBHy akazmemujy moxahano 48 Cpda.’ Hajsehn dpoj cprckux
CTYJeHaTa, YIJITABHOM MAaHACTUPCKMX MOCTPYDKHIIKA y YMHY jepOMOHAxa WIN je-
pobakoHa, gonasuo je ca npocropa Xadadypiuke MOHapXuje, HAPOUUTO Y IEPU-
opy usmeby 1721. u 1762. roguHe, y BpeMe HajCHa)KHMjeT PYCKOT KYITYPHOT U
npocBeTHOr yTuiaja Ha Cpde. Ha mkonoBame y Pycujy orasuio ce 1mo cBaky
IIeHy — He CaMo Ca J03BOJIOM ByacTy, Beh u de3 me, jep ,HUIITA HUje MOITIO Ja
3aCeHU MarnyHu cjaj [...] cmoBenckor Vicroka” (ITamenko, 2017: 64).

HacraBa nojama 1 My3n4K0-0dpa3oBHU MOJIeNT
KujeBo-mormmpaHcke akagemuje y 18. Bexy

INTonasunum KujeBo-Mornpbancke akagemuje y 18. BeKy LIKOTIOBA/IM CY ce Y yCTa-
HOBU Yy KOjOj je, y OKBUPY 00pa30BHOT Kypca y IIOTIIYHOM Tpajamy off 12 roguHa,
Omo pasBMjeH CTyAMO3aH CUCTeM MY3MYKOT 00pa3oBama CTyAeHaTa. Y TOM
CMIICITY je ¥ IIPKBEHOM IIeBamYy — KaO MHTEIPaTHOM fIemy OOTOCTy>KOeHOT KIBOTA
KIjeBCKMX MUTOMAla — mocsehuBaHa Benmka naxmsa. Vmajyhn nsyserHo Baxxuy
YJIOTY y CTYIEHTCKOj efyKalijii, OBlIaZlaBaibe 1ojaukuM ymeheM mpezncraspano
je meo yKymHe Mysndke Haodpasde, koja ce Mora ctehu y okBMpy OBe MHCTUTY-
nyje. Yueme MUTYPrujCcKor Mojamba — eyKaTMBHY OTPaHaK, pOpMy/IICaH KpajeM
18. Bexa y T3B. Hoilinu upmonowku paspeq, OUo je 3Ha4ajaH CETMEHT LIKOICKOT
npenMeTa Mysuka, a caMuM TUM U jeo nporpama CefaMm ClTOSOIHNUX BEIITHHA,
Ha KOMe je IT041Bao 00pa3oBHU CUCTeM KujeBcKor yummmmra.* CBeyKynHa My-

3 C odsmpom Ha SpojHe MHANLMjE fa UX je Tafa 110 3HATHO BuILe Mel)y BeHNM CTy/IeH-
TVMa, IMTakbe TAYHOT Opoja IMMUTOMALlA CPIICKOT MOpPeK/Ia U Aajbe octaje oTBopeHo (ITy-
3oBmh, 2012: 154).

* Hoitinu upmonowiku paspeg (anrepHaTHBHY Ha3us: HoiliHu 4acoeu), KOHCTUTYICAH je
Ha uHunujatusy Vpuneja @ankoBcKor, UTyMaHa K1jeBcKor bparcTsenor borojaBmenckor
MaHacTypa u npodecopa dorocnosba Ha KmjeBo-Mormmpanckoj akagemuju. [1psu Ha-
CTaBHMK TI0jama Ouo je Teopruj bapaHoBud, mUTOMal] KMjeBCKOT YUMIMINTA M PETeHT
aKafIeMCKOT CTyHeHTCKOT Xopa. bapanosuy je ayrop cmmca Ilpasuna noitinoi u upmo-
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31M4Ka efyKaluja, Kojy je OIIMKOBao BUCOK IpodecuoHanHy HUBO, dua je Ta-
kobe ycMepeHa 1 Ha 08/1acT BUIIEIIACHOT XOPCKOT 13Bohema, KaKo yXOBHUX,
TaKO ¥ CBeTOBHIX KOMIIO3M1Yja, 3aTUM U Ha TOAPYYje MHCTPYMEHTAa/THOT MY3M-
LMpamba, Kao ¥ Ha Pealn3oBambe My3MdKe KOMIIOHEHTE Y IPAaMCKMM KOMaJyuMa
U3BOHEeHNM Y IIKO/ICKOM ITO30pUILTY. Ta/leHTOBaHMj) MUTOMIIV MOIJIM CY i CaB-
Majajy 1 oCHOBe KOMIIOHOBama (IBanoB, 1997: 126). IIpouec y4ema Mysuke
OJBIjao Ce Y jefHCTBY KOTHUTMBHOT 1 €MOL[VIOHA/THOT, yMETHUYKOT Y TEXHNYKOT
(CmupHoBa, 2021: 31), nogpasymeBajyhu Tako MHTEIrpaTUBHU IPUCTYII Pas3Bojy
MY3MYKUX CTIOCOOHOCTH CTYJeHaTa.

Y4eme nojama y Hoilinom upmonouikom pa3peqy 3aCHUBAIO Ce Ha OB/Iafia-
Bamy HOCTUTHYhUMa T3B. Kujescke uikose My3uke MIPeTXOFHOT — 17. Beka, Koja
IpeJCTaB/ba IIeJIOBUT CUCTEM MY3UUKe KYIType, dasupaH Ha jeMHCTBY ay TOHOM-
HJIX KOMIIOHEHTH, Ca jefiHe CTPaHe YKOPemeHNX y foMahoj — BIM3aHTHjCKO-C/I0-
BEHCKOj I10ja4Koj daIlITVHYA, a ca pyre — IPOUCTEK/INX 13 3aIla/[HOEBPOIICKE MY-
suuke Tpagunyje (Ilamait-SIkumenko, 2004). To cy: 1) KujeBcko mojame, Koje je
er3VCTUPAsIo Y OOTOCIy)KemhUMa Y jefHOITITACHOM BUJY, WIN, IIAK, Y XapMOHU30-
BAaHOM PYXY U pelpe3eHTyje, mopef OOrocmyXOeHor, heH CTBapanadky U 13-
Bohauky acrekT; 2) KujeBCcKa HOTAIWja, IIO3HATA M TIOJ, HA3UBOM pycKa Kéa-
gpailina HoWayuja, Ha Kojoj ce dasmpana MysMdYKa MUCMEHOCT, Ka0 K/by4Ha
IPeTIIOCTaBKa My3MYKO-Teopujcke 0dyKe, HEOIIXO/IHe fa du ce MOjatbe yInIo, He
CaMO yCMeHNUM IryTeM, Beh 11 13 3ammca Menofyja Ha4NbeHNX KBa[paTHIM HOT-
HJM IIMICMOM, Ha 4eMy Ce MOCedHO MHCUCTUPATIO, 1 3) KMjeBCKa rpaMaTuKa, Kojy
YJHe KOPITyC 3Hamba CTeYeH TOKOM MY3MYKO-TeopujcKe 0OyKe U Iefjaromke Me-
TOJE YMjOM C€ IIPUMEHOM IO Ibera JOMasuIo.

KujeBcka HOTanuja npejcTaB/ba TUII METOMHUCKE, Y OCHOBY pelaTUBHE
HOTalyje, npeaBuleH 3a 3anycuBame je[JHOIIACHNX Y BUIIEITTACHUX OOTOCTYX-
deHux mecama y Pyckoj npaBocimaBHOj 1jpkBu. OBaj CMCTeM 3aIMCHBarba MeJIo-
IMja, KOjU je 3HATHO II0jeJHOCTABMO IpPOLeC OBajaBalba OCHOBAMA MY3MYKE
INUCMEHOCTH y apeany MCTOYHOC/IOBEHCKE IIPKBEHO-II0jadyKe YMETHOCTH, pas3-
paben je y Ykpajunu u benopycujn nesefecetux rogmsa 16. Beka. OH npesicranba
CHHTE3Y TPU MCTOPUjCKa TUIIAa MY3MYKOT IJICMa: CTApONIaTMHCKe — KOPaJIHe HO-
Taluje, ca KapaKTePUCTUYHMM HA4MHOM PelaTUBHOT 3allliC/Barmba BUCHHE TO-
HOBa, HOBOJIATVMHCKE — MEH3ypajHe HOTaluje, ca AudepeHIIPaHNM CHCTEMOM
PUTMMYKUX TPajarba U pPycKe HEYMCKe — KPjyKM HOTaluje, Koja je yTuIlaja Ha
BapujaHTe TpadMuKuX oOIMKa NojefuHNX HOTHUX 3HaKoBa (Ilanaii-Akumenko,
2004: 13). Croj eneMeHaTa pasAMYMTHX BPCTa MY3MYKOT IMCMa ymyhyje Ha
3aK/by4yaK Jja Ccé pafiy O HaMepPHOj — KOHCTPYMCaHO] TBOPEBMHMU, KOja je, IaK,
omoryhmna ga ce ¢puxcupajy ca BelIMKOM IpernyusHouhy, Kako TOHCKe BVUCHHE,
TaKO ¥ METPOPUTMIYKM ITapaMeTPH U IIOCTUTHE BUCOK CTEIIEH BEPTUKAJIHE yca-

70wKoT fiojarea, Koju je xopuiheH xao yndenuk Ha Howwinum uacosuma nodes ox 1799.
roguHe (Kosunpknmii, 1971: 48).
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IJIALIIEHOCTY XOPCKVIX ITTACOBA HEOIIXOMIaH, He CaMo Y aKOPZICKOM BHILEITIacjy, Beh
¥ IIpU YHUCOHOM 13BODemY LIPKBEHUX MeTOAMja.

OyHKIMjy TEOPUjCKOT U IIPAKTUYHOT IIPUPYUHUKA Y HACTABU I10jarba 3aCHO-
BaHOj Ha MY3M4YKOj eyKallMjy MMao je IpeBacxofHo VpmonoruoH, crenyuduaHo
YKPajuHCKO-de/IOPYCKM THII TI0jauyKOT 300pHIKA MEIIOBUTOT CacTaBa, KOju 0dyX-
BaTa TPa/IMIMOHAIHY pellepToap IIPKBEHNX MeoaMja 3ade/IexKeH KIjeBCKOM HO-
TanujoM u y ckpaheHoMm odnuky msnoxene xuMHorpadceke nukiayce Oduxona,
Ocmornacuuka, Vipmornora, Muneja u Tpuoga (IlleBuyk, 2011: 625). OBaj 360p-
HUK OO je IBOjaKO BaKaH 3a HACTaBy II0jamka: Ca jefHe CTPaHe, IMAo je Y/IOTy
CBOjeBpCHE XpecToMaTuje, jep je CBOjUM MEOAMjCKO-TEKCTYaTHUM CaJipKajeM
TECHO IIOBE3aH Ca IIPKBEHMM OOpefiuMa, a ca Jipyre — MpPefCTaB/bao je ITTaBHU
M3BOP MY3UYKO-TEOPVjCKOT U IPAKTUYHO-13BOhAYKOTr 3Hamba, 0OMYHO cadpaHor
y HOCeOHO IIOI/IaB/be, Yji ce OOMM Pa3/INKOBAO Of IpMMepKa 1o mpuMepka.® ITo
0BOj I10ja4KOj KIbU3U CTYJEHTH CY, JaKJIe, CaB/lajlaBajii OCHOBE My3MYKe IICMe-
HOCTU 1 eJIeMeHTapHe Teopyje MY3MKe M yCBajalu perepToap dOrocmysxkdeHnx
lecaMa, OBJIafjaBajyhu MCTOBpeMEeHO 1 TOPETKOM HJXOBOT IIPOM3HOLIEHA Y Pa3-
TMYUTYM IPKBEHUM CIy>kdama.

MysnuKo oncMemaBame I0YNIbATIO j€ YIIO3HABAbEM Ca OCHOBHMM €JIEMEH-
TUMa KOjU YMHe KUjeBCKY HOTALMjy — IIOjMOM JIMHUjCKOT CUCTEMA U IJIABHUM
HOTHIUM 3HAIlJIMa, OHOCHO Ca BUXOBOM rpaduikoM popMom u Tpajamuma. Te-
OPMjCKO ITOT/IaB/be VIpMOIOrioHa mpy»aio je MKy BbUXOBOT da3nvHor rpadud-
KOr 0d/mKa, ca odjallbemnyMa IeTOMNHICKOT CICTeMa I OCHOBHVX 3HAKOBa
(cnmuka 1).

YKasuBaHO je 1 Ha y/IOTy K/by4a, KOjU je — Y CK/Iajly ca CBOjOM OCHOBHOM
HO3UIMjOM 1 (YHKIIMjOM Y KOHLIENTY Oe/eXkema IIPKBEHOT jefHormacja (perma-
TUBHOM) KIjeBCKOM HOTAalMjoM — OMO cMeluTeH Ha Tpehoj nmuHuUju nuHMjcKOr
CUCTeMa, 03HauaBajyhn y leroBuM OKBMpUMaA MeCTO TOHa go. IlomTo cy HaBue
Y HaHJDKe Off K/by4a pacrnopehenu apyru ToHoBy, cnepeha erana y ydemy dumo
je OB/lafjaBaibe HUXOBUM HAa3MBUMA, KOje jeé My3UYKa IMUCMEHOCT jyrosamajHe
Pycuje npeysena ns teopuje mysuke sanagHe Epome. Crora je y AnpmakTudke
cBpxe kopuirheHa natuHcka Xumna Ce. Josany IBuma us Apena, 4nju CTUXOBK
IpeficTaB/bajy MICXOAMILTE 3aI1aJHOeBPOIICKIX HasuBa ToHOBA. XumHa Cs. JosaHy
nperprena je onpeheHe nM3MeHe y yKpajUHCKUM M3BOPUMA, Y KOjUMA je OOMYHO
M3/IaTaHa U y IIPKBEHOCTOBEHCKOj TpaHCIUTepanyju (cnmka 2).

> IIpegHOCT y HACTABM JaBaHA je KAHOHCKUM IITAaMIIAHNM H3JAmbMMa, Kao IITO je, Ha
npumep, VpMonornon dparcTBa cTaBpONUTHjaHOT XpaMa Ycrema IIpecsete boropo-
nune y JlapoBy u3 1709. rogune, Mo3HaT 1 nof, HasuBoM J/bsoscku Vpmonoiuon. Jeman
IpUMepaK oOBe Hojauke Kmbyure gocieo je u Meby Cpde y Xadsdypuikoj monapxuju y 18.
BeKy U ilaHac ce yyBa y budmmorenu Marune cprcke y Hosom Cany nog curnarypom P g
PcIV 7.



172 Oépasosne iepciiexiiuse mpaguyuonante... / Education perspectives of traditional...

JIMHHjCKH CHCTEM, HOMOHOCAN — CHCTEM OJf IIeT Napale/lHIX
JIHHHjA; KBaApaTHE HOTE Ce MUY Ha IHHIjaMa, HCIOL, H3HAL U
nzmel)y BHX.

Ksagparau HoTHH 3HaUH, 320€€KEHH HA JIMHH]CKOM
cucTeMy, mokasyjy oapeljeHy BUCHHY TOHA.

*e

1 s

— JIoHra — 3HaK Hajay:xer Tpajara TOHa.

Tpajame — 3HAK HAMHMCAH BEPTHKAIHO Ha CYCENHHM JHHHjaMa
WK Y CYCEAHMM MPAasHUHAMA (JEAHAK j& LeN0j HOTH Yy
CaBPEMEHO] HOTALM|H); TOH 3a0eNe]eH OBHM 3HAKOM,
(uKCcHpaH je HAa TMHUjCKOM CHCTEMY M3Mel)y [Ba BEPTHUKAIHO
nocraBbeHa pomda.

*

Tpajame — LpHH KBAZPAT, C& HOTHAM BPAaTOM HA AECHO]

4 CTPaHH, KOjU IIpeNasy AyKHHY HOTHOT 3HaKa (jenHak je
MOJIOBHHU HOTE ¥ CABPEMEHO] HOTALM]U).
Tpajame — LPHU KBAIPAT CA HOTHUM BPATOM OKPEHYTUM

o L HaBHIIe HIH HAaHIEKe (jeIHaK je YeTBPTHHH HOTE ¥ CaBPeMEHOj

HOTALM]H).
Tpajame — IPHU KBAAPAT C4 HOTHUM BPATOM OKPEHYTUM

7 HaHIDKE, KOJH Ce 3aBplIaBa y OHy OapjaunfieM Ha JECHO] CTpaHH

(jenHaK je OCMHHH HOTE Y CABPEMEHO] HOTALIM|H).

Ciuxa 1. Odjaimerba OCHOBHIX 3HAKOBa KMjeBCKe HOTALje ¥
nojadknm 3dopHuIMMa jyrosananne Pycuje.®
Ut queant fibris  ¥1 kBeant Gudpuc
Recitare firmis Pemmrape pupmuc
Mira sanktorum  Mupa caukTopym

Famuli tuorum DamMyI TYOpyM

Solve pollutis CoJILBE MOITHTHC
Labiis reatus JIabuuc pearyc

Crnuka 2. VIMeHa TOHOBA y IIOYETHMM CJIOTOBMMA CTUXOBA ,, XuMHe CB. JoBany”
IBupa 13 Apena y mojadkuM 300pHULMMA U IPUPYIHNUIMMA jyro3anajgHe Pycuje.”

¢ IBaHoB, 19976: mpema ykpajuncko-demopycknm Vpmonornonnma us 17. u ¢ modeTka
18. Bexa (HBC, @. 3, Ne 28; HBC, ®. 3, Ne 417, a.1; HEC, ®. 3, Ne 429, a.1; HBC, @. 3,
Ne 430).

7 Has. nmpema: Huxoait [TaBmosuy JQunenxnii (1679). Mgea ipammaitiuky mycuxuiickoii.
B: Bragumup Bacunbeny IIportononos, pegaxkrop (1979). Ilamamwnuxu pycckoio my3ovi-
kanvHoio uckyccitiéa, 7, MockBa: Mysbika, 302 (IBaHoB, 1997a: 178).
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odpo no3naBame kBagpaTHe HoTalyje omoryhasario je fa ce mpebe Ha ce-
nehy eramy yuema — Ha eBarmbe CaMMX TOHOBA 113 HOTHOT 3aIT¥Ca, COTMM3ALNjOM,
HajIpe y LeMM TpajarbliMa, 3aTUM Y YeTBPTMHAMa, OCMMHAMa U Y TPOJIETHOM
Tpajamwy. Bogehn nmemarosn tora foda, monyt Huxomnaja [Jumenkor, Busenu cy y
neBamy IIOMONY CONMMM3AIIOHMX CIOTOBAa HA4MH Ja CTYHEHT JoOpo Hayunm ja
Pas/iKyje CTeNeH Off IOyCTeIeHa, IITO Cé CMAaTPaIo M3Y3€THO BAYKHNUM 32 y4erbe
OOMXOIHOT TOHCKOT HI3a, IECTBIYHE OCHOBE MICTOYHOCTIOBEHCKE TT0jayKe yMeT-
HOCTY Of] APEBHNX BPeMeHa JI0 aKTyemHOr TpeHyTKa. OdMxoHa /ecTBuIA Cca-
4IHbeHa je 13 12 TOHOBA, IPYNICAHNUX Y TPUXOPE, YMj/ Ce TOHOBM Hajase y Mehy-
COOHOM OJJHOCY Be/MKe CeKyH/ie, a cCaMe TPUXOpJie Ie/V MHTEePBaI Maje CeKyH e
(cnmka 3).
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Cnuka 3. OdMXOIHM TOHCKY HU3.

MebyTtum, y 17. u 18. BeKy Bafiarno je MUII/beme 1A je 3a moTpede neparoruje
IIPKBEHOT Tojara dorbe fla oduxomuu Hu3 Oyfie cxBaheH Kao cucTeM Off TP XeK-
CaKopfia — IO, OfPENHMIIAMA HUCKU, CPegHU U BUCOKU, Ca ICTOBETHUM pacIope-
JIOM CTelleHa ¥ IO/TyCTelleHa I OCHOBHUM TOHOBMMA MelycoOHO yhabeHMM 3a
qycTy kBapTy. CMarpao ce, HanMe, fia he mMenmoamjcke Bexxde, mpy 4njeM je KOH-
IUINpamy y3eTa y 0031p oBa MOfeNa, OCIOCOOUTH MeBava Ja NaKo Ipeasn n3
jeMHUX TECTBUYHMX U PETUCTAPCKIUX YC/IOBA Y IPYTe, HAPOUUTO Kajja Cy Y MUTAbY
HaIeB) KOjyI IPUMAJAjy N3PA3UTO METM3MATIYHOM — BEMKOM II0jamby (CIMKa 4).
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Crika 4. CucTeM Of TPU XeKCaKOPAa Y OKBYPY OOMXOZHOT TOHCKOT Hy3a.b

8 IBanoB, 19978: npema ykpajuHcko-demopyckum Vpmonornonnma u3 17. 1 ¢ moderka
18. Bexa (HBC, ®. 2, Ne 107; HBC, ®. 3, Ne 28; HEC, ®. 3, Ne 430).
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Jleo MeTopuKe OB/Ia/jaBamba MeBambeM YHYTap 0OMXOZHOT TOHCKOT Hu3a O1o
je mocBeheH 1 yuewy MHTepBasa, Off CEKYHAE [0 fellMe, Y CMepy HaBMIIe I Ha-
HIDKe. YKOJIMKO je IOTPedHO Ja CTY[IeHT OTIIeBa CeKCTY VI CENITHMY, Kao VI HOHY,
IeLIMY WM YHEELUMY, CaBeTOBaJIO ce Jja dy/le KOHIIeHTPUCAH Ha OKTAaBY, jep je
Ha Taj HauMH JIAKIIIe [IeBaTy >KeJbeHe NHTepBasle. 3Hayaj OBOT IPUCTYyIIa BubeH je
y ToMme mTo omMoryhaBa He caMoO CTHUIIalbe TEOPUjCKOT 3Hama, Beh u Heryje mMy-
3UYKM CIYX, N0OO0/bIIABAjyhy MHTOHAIIMOHY OpMjeHTaIljy ¥ OKBUPY JaTe Jie-
cTBMYHe ocHOBe. [TocedHo cy dmrte 3HauajHe Bexkde y kojuMa je mprmMapHa QyHK-
Ija MHTEePBAJICKMX CKOKOBa duia fja oMoryhe pasymeBame My3MYKOT TEKCTa,
OJIHOCHO CaMOCTAJTHO UJIeHTI(UKOBabe PErNCTapCcKuX mpenasa (cnamka 5).

| il .

n | ] 4 |
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Cruxa 5. Bexxda nueHTH(pUKOBaba PErNCTapCKIUX IIPeriasda y CUCTEeMY XeKCaKop/a y3
nomoh MHTepBaa Be/Ke CeKCTe U BeuKe HoHe.?

Ca crymeHTNMa ce Takobhe pagyao U Ha CTUIIAIY HAaBUKe YMTamba HOTA Ca
HNOTNMCAHMM TEKCTOM, IIeBarba IO C/IyXy M HallaMeT, IPABVWIHOT Jycama Ipu
HeBamwy 11 OpOjHNX PYIMX HABMKA, IITO UM je oMoryhaBasio fa oBnaznajy ymehem
podecroHaTHOT BOKATHOT 3Bohema 1 TaKo MOCTaHy MCTUMHCKY MajcTOpH, He
caMo TeBama IIPKBEHOT jefHOINacja, Beh u m3Bohema BUIIEITACHUX XOPCKMX
KOMIIO3UIIMja, KaKo y S0rocmyx0eHOM KOHTEKCTY, TaKO U M3BaH Hera.

Ydeme mojama 010 je y HACTABHOM pacIopefy TPy IIyTa Helle/bHO 1 Ofp-
KaBaJjIo ce YTOPKOM, YeTBPTKOM 1 cydoTom. CauyBaHM HACTaBHU IIPOIPaMu CBe-
Jioye 0 TOMe Jia Cy Ha yacoBuMa odpahuBanu aHTU(OHM, CTUXMPE, JOTMATHIIN,
BACKPCHM MPMOCH, MpMOcH Benmkor kaHoHa JoBaHa JlaMacKMHa ¥ MHOTe JpyTe
XIIMHe, Y3 IOMEHYTO 0daBe3HO caBmabuBame ,,TpaByIa HOTHOT mjeHnja” (Kosnu-
nbpKuii, 1971: 47). [lmaBHM MeTOZ HacTaBHe OpraHu3alyje IPKBEHO-I0jadKor pe-
neproapa OMJIO je CTBapame HEKOMMKO OJIOKOBA YHYTap JMICTe XMMHOTrpagcke
BpCTe, Y YMjUM Cy OKBMPMMA HAIleBY HACTajau ¥ OMBA/IM yCBajaHu 1o ofipebe-
HUM Mopienuma. CTUXMpe Cy caB/laflaBaHe 110 CUCTEMY T3B. H0goSHUX, OHOCHO
o odpacyy. CTygeHTM Cy y4UIM HallaMeT MelofMjcKe Mojiesie ofiroBapajyhmx
IJIaCOBA, KOjU Cy Ce Ha/aswiM y HocedHOM Jeny VIpMoornoHa — y ofe/bKy T3B.
L’togo&-tux ciiuxupa. Y Vipmonornonnma n Munejuma des HOTalKje, MaK, Ha I10-
9eTKy CBaKe IMPasHMYHE CTUXMPE Ha/lasuje Cy ce IOYeTHE PedM y30pa, Kao U
O3HaKa I71aca KOjoj CTUXMpa IpUIIafia, a Iojall je MOpao fia 3Ha Jia je UCIIeBa 110
oprosapajyhem menonujckom mopeny. Ha Taj HauuH caBiajjaBaH je OCHOBHH pe-
neproap CTUXMpa Ha JIUTUjU M CTUXMpA Ha XBanurte. Bedepeme cTuxupe Ha

9 Vcro.
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Toctiogu s036ax T0jaHe Cy Ha MENOAMjY CaMOCTAJIHOT IIca/laMcKor ctuxa lociiogu
6036ax, yBeK 3ade/le)keHy Ha ITOYETKY Ofie/bKa Y KOjeM Cy CaKyIl/beHe IIecMe Ofi-
pebenor rmaca. Camo cy menonmje CTUXMpa 3a BeuKe IIpasHMKe d1jie TAaKO3BAHN
CamoinacHu, Tj. UMase Cy MHAMBULYATHY MeIOAUjCKy GU3NOHOMUjY M CTOTA Cy
YIX CTYAEHTU YUV CAMOCTAJIHO, Tj. OfIBOjeHO Off OCTAaTKa XMMHOTrpadCKor Kop-
nyca (Crpixap, 2008: 196).

3axBapyjyhu paspaheHOM My3muKo-IOjaykoM OOPa3OBHOM CHUCTeMY, Ha
KujeBo-MOrmpaHCcKoj akaieMujy Cy AeloBaja ABa OIMYHA XOpa — dpaTcTBe-
HO-IIPKBEHU U KOHTPETaIIOHN, KOji Cy 3ajefHo Opojamu mpeko 300 cTypeHara,
Ipy YKYITHOM OpojyaHoM cacTaBy Akasemuje ox 1000 muromana (Kosuubknii,
1971: 60). Ha xopckoM penepToapy Hajmasuua cy ce, Hopef O0orocmys>kdeHor pe-
IepToapa, ¥ BUIIEI/IACHA ayTOPCKA OCTBaperba HACTA/Ia Y BpPEMEHY O KojeM je peu.
Meby muma nocedHo MecTo 3ay3uMajy mapTeCHM KOHIIEPTH, BUIIEITTACHA XOPCKa
Jierna, cadMibeHa Ha IMTYPIUjcKe MM CI0dOHE TeKCTOBE TIO7 yTUI[ajeM 3aIlafHO-
eBporckor Buulernacja. Huje, mehyTum, duma 3anmocraB/beHa HM IIpaKca y4uemwa
H0jalba YCMEHMM ITyTeM, YeMy je IIOrOfi0Ba0 aKTyelIaH odudaj dorocmyxdenor
aHTra)koBarba KMjeBCKMX NMMTOMALIA Y IIAPOXMjCKUM LIpKBaMa IIpy KOjuMa Cy XKI-
Bermy. llITaBuine, y micaHuM MHCTPYKIMjaMa Koje Cy uM ynyhusaze, HaBefieHO je
Ia je ,lleBame TOKOM crmyxkde odaBe3Ho 3a crygeHTta” (Kosumpkmii, 1971: 63).
VIMIIpoBM30BaHM MAPOXUjCKM MM IEBHUYKM XOPOBU QWM CYy HApOYUTO aK-
TUBHY 1Ipn IjpkBaMa [Tokposckoj, bopuco-Inedckoj 1 JJyxoBckoj, anmu u MHOTUM
APYTMM IIPKBaMa, IIPY KOjUMa Cy XKUBEIU CTyHAeHTH K1jeBo-MormbaHCcKe aKaje-
Mmuje.

3aK/bydakKk

AKTyenHOM I0jayKOM TpaJuLjoM jyrosanante Pycuje, na u KujeBCKUM I0jarbeM
Kao HEHMM CaCTaBHMM JIE/IOM, CPIICKM BacnuTaHuuy KujeBo-MormmpaHcke aka-
JeMuje MOITIM Cy Jla OB/IaJiajy Ha JiBa IOJjefHAKO 3aCTyI/beHa HaulHa y HacTaB-
HoM mporecy. Ca jeHe cTpaHe, Iojame ce yunao moMohy 3ammca Menonuja Ha-
YMIEHNX KBaJPaTHUM HOTHVM IIMCMOM, a ca Jpyre, yCMEHUM IyTeM — n3Meby
OCTaJIOL, Y XOPOBMMA M 32 IIeBHMIIaMa IIpy IpkBama rpaja Kujesa. Ha ocHoBy
HaBEJEHMX Ca3Harba 3aK/by4yjeMo Jla Cy CPICKYM MUTOMUM KIjeBCKOT YIM/ININTA,
caBnafiaBajyhy jyrosamajHOPYCKM IIOjadKM perepToap Ha OINCAaHE HadMHe,
MOITIM Jia oMoryhe Ipofiop eneMeHaTa KMjeBCKOT II0jalba y CPIICKe I[pKBeHe Ha-
nese, ynHehy TO ca jemHe cTpaHe Kpo3 dorocayxdeHy Hpakcy, a ca Apyre —
cTraB/bajyhm u cTedeHo mojayko 3Hame y cmykdy nmpocsehuBama mopmmaTka y
CBOjOj MaTUYHOj CPENVIHIL.

ITosHaro je fja je y HacTaBM LIPKBEHOT I10jaba, KOja ce OfBHjaia y IIPaBOC/IaB-
HMM KJIMPYKaTHMM U CBETOBHUM IIKo/MaMa y Xad3dypukoj MoHapxuju 18. Beka,
duro 3acTympeHo ycMeHo npename. Vnak, akar mkonoBama Oyayhnx cprickmx
yuutesba Ha JlyxoBHOj akafgeMuju y KujeBy, kao 1 mocrojama yKpajuHCKUX HOT-
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HuX 30opHuKa y cpruckuM dudmmorekama (Ilerposuh, 1986), cBenode o Tome fja
je je y ayctpujckom mapcTBy dmmo Cpda MysMUKM MMCMEHVX TIpeMa MepIUITY cpe-
IVHe 1 BpeMeHa O KojuMa je ped. To 4ymHM BepoBaTHMjoM MoryhHOCT fa je y
HACTaBU I10jaba, IOPeJ] yCMEHOT Ipefama, kopuithen n onpelen crpyyan meto-
IOTIOLIKY MOCTYIIAK WM dapeM HeK! HerOBM elIeMEHTH.
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MODELS OF MUSIC EDUCATION FOR KYIV-MOHYLA ACADEMY STUDENTS
AND SERBIAN CHANT IN THE 18™ CENTURY

At the time of its origin (in the second half of the 18 century), Serbian chant was
influenced by different music as its melodies were created and transmitted orally. Another
important factor in creating Serbian church melodies is Kievan chant. It reached the
Metropolitanate of Karlovci region owing to the strong Russo-Serbian relations in
education. A particularly important factor in constituting the educational system and
shaping the physiognomy of chanting was the sending of Serbian male youth to the Kiev-
Mohyla Academy, where there was an elaborate system of music theory and pedagogy,
known as the Kiev School of Music. The implementation of this music education model
enabled Serbian students at the Kyiv-Mohyla Academy to learn to chant and to study the
South Russian psaltic repertoire so to implement the elements of the Kievan chant in
Serbian church melodies once they have returned to homeland. They have been doing this
either through public worship or by using their church singing mastery to enlighten the
youth in their local communities.

Keywords: Kyiv-Mohyla Academy, Serbian chant, Kievan chant, Russo-Serbian
relationships, Kyiv School of Music
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Cross-curricular learning in higher music education:
entrepreneurial bootcamp for music students
“Music - here and now"”

Summary

The changing nature of job market for academically trained musicians in last decades
requires development of cross-curricular skills, such as capability to integrate and
synthetize the acquired knowledge from different areas, ability to work in a team, high
interpersonal sensitivity, ability to suggest improvements based on a critical appraisal, etc.
The entrepreneurial bootcamp for music students of three higher music institutions in
Serbia, in cooperation with one conservatory from the Netherlands, under the title “Music
- Here and Now” held in May 2021 in hybrid (online and live) form, is one of the examples
how cross curricular approach can enhance the learning practice of music students. The
bootcamp for music entrepreneurship is an activity within the Erasmus+ CBHE project
- DEMUSIS. The aim of this study is to present the “Music — Here and Now” bootcamp,
and to describe one of the projects — Zvezdara Forest Invaders — as the case study for the
purpose of understanding the whole concept of the bootcamp. Our objective is to draw
conclusions regarding key skills important for the professional musician in Serbia in the
third decade of the 21%t century.

Keywords: cross-curricular learning, music entrepreneurship, DEMUSIS project, “Music
- Here and Now” bootcamp, Zvezdara Forest Invaders

Introduction

he strong sense of an uncertain future for many music students, amplified by

constantly changing job profiles and even the COVID-19 crisis, is one of the
huge challenges for contemporary higher music education. As many authors
argue, in today’s economy it is preferable to be open towards a portfolio career,
instead of focusing solely on fulltime positions (Bartleet et al., 2019; Novo &
Murga-Menoyo, 2015; Thomson, 2013). As Liertz points out, “a widening gap
exists between what is happening inside music institutions and what is happening
in society”(Liertz & Macedon, 2007: 2), because the curricula at conservatories
and music faculties often disregard employment demands (Munnelly, 2020).
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Models of study at many higher music education institutions are still charac-
terized by traditional teaching methods and forms of instructions. According to
Reizabal and Gomez, conservatories “use a model of study based on a 1000-year-
old system characterized mainly by seminars, lectures and the imitation of teach-
ers. Music teaching professionals claim that this educational system could also
benefit from new ideas and working with an entrepreneurial mindset in the hands
of the whole educational community and teams of directors” (de Reizabal &
Benito Gomez, 2020: 13). Although this conclusion is too rigid and not in line
with the real situation (regarding one millennium old system), it is more than
obvious that introduction of some new ideas and entrepreneurial mindset is im-
portant for curricular innovation and modernization of higher music education
institutions.

Portfolio and career management proficiency includes a broad set of skills,
including so-called “soft” and “hard” skills. According to the discussions related
to the RENEW project,! soft skills include research skills, flexibility and adapt-
ability, sense of responsibility, artistic maturity, etc. while hard skills include com-
munication skills (oral and written communication, languages), knowledge of
market analysis methodology, advanced technical skills, etc. (de Reizabal & Benito
Godmez, 2020: 13). These skills are central for the entrepreneurial approach to
music. Even if the dichotomy between soft and hard skills may seem misleading
(Chell & Athayde, 2011), obtained skills from this field are significant for musi-
cian’s career portfolio (de Reizabal & Benito Gomez, 2020).

Regarding cross-curricular learning in Higher Education, we rely on a set and
the classification of key competences developed by European Union. These com-
petencies are, according to Rico et al. “considered essential in an information
society in order to guarantee a more flexible labour force and allow quicker adap-
tion to constant changes in an increasingly interconnected world” (Rico et al.,
2013: 139). EU systematization of competences covers two groups:

1) technical or specific competences, known as conceptual or professional, and
2) cross-curricular competences, that are required to apply technical skills to a
variety of roles and contexts (Rico et al., 2013: 140).

The second group is closely connected with the project-based learning model
and student-cantered teaching process. In this context, as Calvao et al. point out,
students “depart from concrete, real-world problems that assume the form of proj-
ects, and develop of all their learning around efforts to solve these problems. The
learning processes are thus autonomous, different from student to student and
from any route pre-defined by teachers”(Calvao et al., 2019: 5761). It is important

I RENEW - Reflective Entrepreneurship Music Education Wordclass — was the two-year
project funded under the European Comission programme Erasmus+ for Strategic
Partnership. For more details see: https://renewprojectaec.wordpress.com/.
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that students reflect on their own learning preferences to understand and further
develop their approach to studying. The diversity of learning styles inside and
outside the classroom is influenced by students’ different background knowledge
and skills, and both are useful in the process of engaging critical thinking, critical
action and critical feeling, as Abrahams points out (Abrahams, 2007). Some effects
of the cross-curricular competences are, as Westwood noted: greater motivation
for learners, meaningful learning, “connecting new learning to students’ past ex-
perience and prior knowledge”, students’ own responsibility for their learning,
various modes of communication and representation, encouragement of self-as-
sessment, team-working and cooperative learning skills, deeper knowledge, etc.
(Westwood, 2006: 35-36).

Entrepreneurship, has until now only played a minor role in higher education
in music in Serbia, despite the recent growth and development of courses and
programs devoted to entrepreneurship in the world.

The Capacity Building project in the field of Higher Education (CBHE) proj-
ect, funded by Erasmus+ programme and coordinated by the University of Arts
in Belgrade, “Enhancing the digital competencies and entrepreneurship skills of
academic musicians in Serbia for culturally more engaged society” (DEMUSIS)
aims at enhancing entrepreneurial abilities of academic musicians to use gained
knowledge artistically, creatively, knowledgeably, critically and responsibly (both
toward self and others) in general and cultural context.? The objective of this
Erasmus+ project is to introduce forward-looking curricula that will offer sustain-
able career for musicians and provide them with knowledge, skills and under-
standing how to work alone and manage their own careers.

Entrepreneurial bootcamp for music students
“Music - here and now”, May 20213

In the academic year 2020/21 the first bootcamp for music entrepreneurship en-
titled “Music — here and now” was held, as part of the project DEMUSIS,* in a
hybrid form. It included the Faculty of Music in Belgrade, Academy of Arts in
Novi Sad and the Faculty of Philology and Arts in Kragujevac, in active coopera-
tion with the Royal Conservatoire The Hague.

2 ERASMUS+ project 598825-EPP-1-2018-1-RS-EPPKA2-CBHE-JP.

This publication reflects the views only of the author, and the Commission cannot be held
responsible for any use which may be made of the information contained therein.

3 A part of this research was supported by the Ministry of Education, Science and
Technological Development of the Republic of Serbia funds for the accredited research
and science organizations (Faculty of Music, University of Arts in Belgrade).

4 DEMUSIS website: http://www.demusis.ac.rs/
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The initial plan was to bring two teachers from the Royal Conservatoire the
Hague - Rene Jonker and Ramon Verberne, experts in music entrepreneurship
projects, to work in person with students in Serbia. Due to the pandemic of
COVID-19, the camp was realized in a hybrid form: two online sessions per day
with students and coaches were held on the 10t and 11t May 2021, then the
students and coaches had some time to realize the projects and make short videos
about their own contribution and personal impressions, which were presented in
two online sessions on the 24 May. The sessions were opened for all participants.

In total, 39 students from three cities and three academic institutions, com-
pleted the camp “Music - here and now”, under the supervision of 10 teachers /
coaches: Professor MMus Maja Smiljani¢-Radi¢, Asst. Prof. Dr. Ivana Vuksanovic,
Asst. Prof. Dr. Marija Karan, Asst. Prof. Dr. Sanela Nikoli¢ (Belgrade), Prof. Dr.
Ira Prodanov, Assoc. Prof Dr. Natasa Crnjanski and Assoc. Prof. Dr. Milan
Milojkovi¢ (Novi Sad), Assoc. Prof. DMA Katarina Eri¢, Asst. Prof. DMA Mio-
drag Dordevi¢ and Assoc. Prof. Jovana Radovanovi¢ (Kragujevac).

The concept of the camp “Music - here and now”, included online presenta-
tions (such as Product Based Planning), breakout rooms for students in mish-
mash groups to familiarize with the Template project form. Foreign teachers
pointed out some important administrative and practical issues that can occur,
such as the responsibilities when working with vulnerable groups (homeless chil-
dren, children in kindergarten, elderly people, etc.) and unpleasant surprises that
weather, such as the rain, can arrange. They discussed each proposal before the
realization, and after, when the final product has been made.

The projects were held in kindergarten (Belgrade, Novi Sad), nursing home
(Belgrade), shelter for homeless children (Novi Sad), public places parks and
woods (Belgrade, Kragujevac), cultural and scientific institutions (Belgrade and
Kragujevac). The students had to resolve many problems, such as learning how to
work in a relatively new team. Even though, this time, we didn't have mixed
groups from different faculties, many students didn’t necessarily know colleagues
in their groups. There were students from different levels: bachelor, master, in-
cluding two master programs founded in the framework of DEMUSIS project,’
and doctoral studies, and also from performing and research departments.

Projects were also realized in a hybrid form: some students were not in the
same city as their peers and coaches, and some were not even in the country. But,
thanks to digital technologies, they managed to work simultaneously at the same
time and at different places. They learned some soft and hard skills: to verbally
summarize their ideas, from finding the right and creative name of the project

> Muzicka reZija / Music Direction: http://www.demusis.ac.rs/index.php?option=com_co
ntent&view=article&id=58&Itemid=101

Primenjena istrazivanja muzike — PRIMA / Applied Research in Music: http://www.
demusis.ac.rs/index.php?option=com_content&view=article&id=68&Itemid=101
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that is the best representation of their idea such are Musical Bond, Children of the
Woods, No Silence in the Library, Paint Life with Music, Zvezdara Forest Invaders,
to name just a few, to concretize the short (quantify) and long (qualify) term goals,
to define economic, artistic, social, educational value, to describe the final product
of the project and micro- and macrostructure, to learn how to divide the roles in
the group, to utilize each other’s competences, and finally, to find out that there is
always space for personal growth.

To better understand the concept of the bootcamp, the case study of one of
the projects will be presented. It's Zvezdara Forest Invaders project.

1) Case study: Zvezdara Forest Invaders project. The ultimate goal of the Zvez-
dara Forest Invaders project (ZFI) was to design special musical performances
which will draw attention to the unspoiled green areas and institutions of social
and cultural significance situated in Zvezdara, one of the Belgrade’s fourteen mu-
nicipalities. The whole municipality was named for the Astronomical Observatory
(“Zvezdara” means “the home of the stars”) which is located in Zvezdara forest, at
the highest point of Belgrade, just above the Danube river. Other important insti-
tutions, like Science Technology Park, Sports Centre Olympus, Zvezdara Theatre,
elementary school Marija Bursa¢, are situated on the woodland edge. Collabora-
tion with all these institutions were set as long-term goals of the ZFI project.

A short-term goal, achievable within seven days, was to make two perfor-
mances: one in the open space, in Zvezdara forest picnic area, and the other one
in the imposing glass building of Science Technology Park Belgrade (STP). Due
to severe weather conditions, the concert in Zvezdara forest was cancelled, and
the team members were forced to switch to an alternative plan. Thus, the final
product of the ZFI project was two-part indoor concert, of which the first part
took place in the entrance hall of the STP Belgrade (image 1) and the second part
was held in the STP Belgrade canteen. Since the musical preferences of STP Bel-
grade workers described by the management team include ambient sounds and
sci-fi movies soundtracks, the final product of ZFI project was designed as a mix-
ture of classical, film, and traditional music with the aim to provide the audience
with a unique experience of live performances in the break areas.

The ZFI project gathered 12 students under the guidance of prof. Ivana
Vuksanovi¢. The ad-hoc team consisted of students studying in different depart-
ments: five performers (three violinists, two harpists), one composer, three music
theorists, one musicologist and two ethnomusicologists. Due to the unusual cir-
cumstances related to the pandemic, four students participated “remotely”. During
the first three days of the project online sessions of the team and coach were held,
Viber group was activated, concert program determined, team members’ roles
defined, rehearsals scheduled and the date of the concert confirmed.
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Image 1. Concert in the Entrance Hall of the Science Technology Park Belgrade.

For the program in the entrance hall, the team chose five pieces of a lyrical-
pastoral character, of which three were movie soundtracks and the other two were
traditional songs from Kosovo and Metohija. The team selected music of a lyrical-
pastoral character in accordance with the surrounding nature as the best way to
make first contact with the audience. The concert in the canteen consisted of 5
instrumental tracks based on popular tunes and film music performed by the two
violins and the harp. The product was meant to engage the audience by giving
them the opportunity to experience live performances during the lunchtime
(image 2).

Although the team members’ roles and responsibilities were defined accord-
ing to their individual specialties, it was mutual sharing of ideas, data and experi-
ences that made the project successful. In the preparation and realisation of the
concert programme, students had to integrate their knowledge from different
tields, which includes not only the knowledge of practical musical skills (harmony,
counterpoint, music form, instrumental techniques, musical arrangement), but
also the historical and theoretical knowledge of popular genres, classical and ap-
plied music, dialects of traditional music, acoustics, perception, psychology and
sociology of music etc. In the process of making the new arrangements for the
chosen pieces of music, students especially enhanced their knowledge about the
techniques of traditional Serbian singing, harmonization of traditional songs, re-
duction of symphonic scores and technical possibilities of harp and violin.

In addition, students were able to develop their digital skills (designing the
poster and concert program, video editing), social skills (communication, team
working) and storytelling skills (announcements and articles about the concert
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and the project). Finally, practicing entrepreneurship and bonding through music
with people of different interests, ages, lifestyles and origin were beneficial for all
the parts included in the project and provided new social, educational and artistic
values.

ZVEZDARA FOREST INVADERS

MUZIKA - OVDE | SADA

9 NAUCNO-TEHNOLOSKI PARK BEOGRAD
20. 05. 2021.U 12.15 CASOVA
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Image 2. Poster for the Zvezdara Forest Invaders project.

The importance of cross-curricular learning for
the entrepreneurial approach

Back to the wider picture, one can see that, because of the cross-curricular concept
of the workshop, participants expressed their creativity in what they do best: being
artistic and excellent in performing music. Students also learned how to go out-
side of their safe zones: they learned that public performance is much more than
just playing at a concert. Finding the right location, administrative issues, acous-
tical problems, nature of the targeted audience (age, musical knowledge, and edu-
cation) were some of the lessons learnt.
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The final evaluation of the camp “Music - here and now” included breakout
rooms to discuss and sum up the experience, emotions and to determine the fu-
ture improvements. Both students and professors had the assignment to answer
five questions:

1. What elements in the instruction were useful for your project?

2. What was missing in the instruction?

3. What did you learn about yourself in this project?

4. What will you do differently in a future project?

5. What did you pick up as a response to your audience?

It should be noted that both students and professors concluded that students
are more capable than they were previously aware of, and also very innovative.
Their comments are consistent with conclusions of other researchers dealing with
issues of entrepreneurship education in music conservatories (de Reizabal &
Benito Gomez, 2020). Students were full of positive energy and good impressions
about the idea that was unfamiliar to them when they started. The great response
of the audience was something that both students and coaches discussed. One of
many long-term goals of the project is realized: connections for new spaces for
performances of students of artistic faculties in Serbia have been made, and first
steps have been taken. It is important to emphasize that students proposed this
course for compulsory part of their curricula!

Following the online teacher training in music entrepreneurship and social
engagement of academic musicians, organized in April 2021 in the framework of
DEMUSIS project,® 10 teachers participated in the entrepreneurial bootcamp in
the role of coaches. In their interviews, teachers answered questions on their at-
titude toward the bootcamp prior to its beginning, the role of training in their
preparation for the role of coaches in the bootcamp, the challenges they and the
students faced, the type and nature of the competencies, skills and knowledge
most valuable for the successful participation in the bootcamp, personal experi-
ence and value gained from the participation in the bootcamp, as well as whether
it should be made part of the music studies curriculum.

The interviewed teachers particularly emphasized the novelty of the whole
concept of bootcamp for music students to their teaching practice, even in cases
of some prior experience in the field of music entrepreneurship. All stated curios-
ity as part of the motivation for joining the bootcamp, together with recognizing
the importance of introducing the idea of entrepreneurship and related skills to
music students in an appealing manner. Moreover, the respondents remarked that
from the beginning and the first look of the bootcamp’s structure and aims, it was
clear that participation in it, for both students and teachers, would require skills

6 http://www.demusis.ac.rs/index.php?option=com_content&view=article&id=82&Ite
mid=101
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and knowledge overcoming the traditional manner of relying exclusively on pri-
mary professional and artistic competencies; rather, successful participation in the
bootcamp called for a specific rounding-off individual’s personal-social-profes-
sional engagement. In addition, they singled out team work, resourcefulness, good
planning and time management, creative thinking and problem-solving skills,
setting practical aims with methods of reaching them, as some of the most valu-
able extra-curricular skills students had to combine to implement projects within
the bootcamp.

However, the teachers — coaches in the bootcamp “Music — here and now”
were clear in their opinion that apart from students’ primary professional training
in music performance, all other required skills and knowledge had to come out-
side of the curriculum.”

The responders’ personal experience and gain from taking part in the entre-
preneurial bootcamp include insights in their own pedagogical task as teachers to
give more freedom to students to explore their creative potentials outside of tra-
ditional settings, to trust them more and let them work more independently. The
grasp of the role of teachers as coaches and mentors that guide the students, rather
than instruct or do the students’ work, was also much appreciated. In addition,
the importance of team work, unity in the common goal while recognizing indi-
vidual contributions and the value of feedback, were highly rated as well.

One of the main aspects of the bootcamp the teachers recognized as vital for
the careers of academic musicians was the emphasis it put on the role of music
and musicians in society. More precisely, the participation in the bootcamp made
students more aware of music’s ability to communicate with diverse social catego-
ries, to “fulfil emotional needs of wider society” in various environments. In an
inventive and inspiring way, through realisation of their project outside their
educational institutions, students were encouraged to explore, understand and
acknowledge their role in shaping social response to music and musicians.

All teachers who participated in the entrepreneurial bootcamp for music stu-
dents and the previous online training were adamant that the bootcamp in this or
similar form should become part of the curriculum, even as obligatory course,
because it would prepare the students for their careers after graduation as “nowa-
days all (performing) artists have to be entrepreneurs as well, but are not trained
for it through their education”. The same teacher concluded that only upon com-
pleting the training within the bootcamp, students realized how important and
even necessary the skills and knowledge used and gained during the bootcamp
are for their future successful careers as academic musicians in society.

7 With a small exception of some elements of Music in Media study program at the
Faculty of Philology and Arts in Kragujevac, stated by one interviewee.
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Conclusion

The new and original concept of the Entrepreneurial Bootcamp for Music Stu-
dents “Music — Here and Now” has brought multiple benefits, in terms of cross
curricular learning: motivation, involvement in the learning process, confidence
in students’ own abilities, self-consciousness of individual potential, understand-
ing of the team work, communication skills, realizing “real life” situations require-
ments etc. Students and teachers involved in the workshop described this ap-
proach as acquiring of the entrepreneurship approach and the conglomeration of
competences, while at the same time working in an easier, more playful and in-
teractive manner with their selected audiences as well as team members. There is
no doubt that this educational option, even if in its initial phase in Serbian higher
music education, supports the preparation of professionals better prepared for
future jobs, “artistpreneurs” who will constantly explore intersections of music
and civil society. Some projects have already proven interest of academic musi-
cians for more rightful civil society, encouraging students to view themselves as
agents of change.
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KPOCKYPUKY/IAPHO YYEIHE Y BUCOKOM MY3/TUKOM OBPA3OBAIbY:
MPETY3ETHUYKY KAMII 3A CTYIEHTE MY3UKE
MY3UKA - OBJIE M CAJTA

[Tpomen/byBa IpUPOJA TPXKUIITA 33 AKaJIEMCKe My3MYape TOKOM HEKOIMKO MPOTEKINX
TelleHNja yCIoB/baBa Pa3Boj KPOCKYPUKYIAPHUX BEIITHHA, IIOMYT CIOCOOHOCTY MHTe-
rpaIje 3Hamba U3 Pa3IMIUTUX 0OTACTH, TMMCKOT Pajia, FOOPUX KOMYHUKAIN]CKVX Bell-
TVHA, CTIOCOOHOCTH Jia Ce Ha OCHOBY KPUTWMYKMX YBU/IA OCTBAPM HAINPeNaK U CIMYHO.
[TpemyseTHMYKYM KaMII 3a CTY/IEHTE TPU BMCOKOIIKOJICKE My3U4Ke MHCTUTynuje ns Cp-
duje, peann3oBaH y capajmi ca jefHIMM KOH3epBaTopyjyMoM u3 XomaH/uje IO, Ha3MBOM
Mysuxa - 08ge u caga y Majy 2021. roguHe y xudpupHoj (y>XuBo 1 oHnaju) popmu, fodap
je mpuMep KaKo KPOCKYPMKY/IapHM IPUCTYI MOXKE Jja JOIpMHece KBa/JlUTETY IIpaKce
ydema cTyjieHaTa Mysuke. [IpeflyseTHMUKHM KaMII je peans3oBaH Kao Jeo npojexra JJE-
MYCHC Epasmyc+ mporpama Varpajise KananuTeTa y BUCOKOM odpasoBamy. Ll cry-
Juje jecTe fa ce nmpefcTaBy Kamn Mysuxa — 0ege u caga, y3 TIpUKas je[IHOT Off IIpojeKaTa
peannsoBaHNX TOM IpuINKoM — Zvezdara Forest Invaders — xao cTynuje ciydaja, Ha oc-
HOBY 4era ¢y GOopMupaHM 3aK/bydIIM y Be3N Ca BelITMHAMA K/bYYHNM 3a Tpodecujy My-
314apa Koju ce akageMcku odpasyjy y Cpduju y Tpehoj senenuju 21. Bexa.

KmbyyHe peum: KpOCKypUKY/IapHO ydeme, My3M4ykKo IpepyseTHumrso, JEMYCHC
IpojeKar, Ipefy3eTHNYKY KaMn Mysuka - osge u caga, Zvezdara Forest Invaders
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Cakerak

Hapopna Tpapuimja saysuma 3HauajHO MeCTO y BehuHM HacTaBHMX IpefMeTa HIDKUX
paspefia OCHOBHE LIKOJIE M MO>Ke OCITY XXITY Kao OCHOBa 3a MeDyIipeMeTHy Kopenanujy.
TpapuunonanHa MysuKa ca (ONKIOPHMM elleMeHTVMA 3aCTYIUbeHA je Y OKBUPY IIpef-
Mmera Mysuuka kynrypa. [Ipernopydene mecme, dpojasiuiie, UTpe 1 KOMIIOSUIUje 3a CITy-
IIatbe MOTY Ce KOPUCTHUTH 32 IOy YaBambe CBUX K/bYIHIX 0O/IACTH pajid y JOMEHY My3Ud-
KOT BacHUTama: IeBame, CIyllambe MY3UKe, 3BOhee puTMa 1 paBHOMEPHOT IIyJICa,
My3WM4YKa UMIIPOBM3AIVja I CTBAPANAIITBO, KA0 ¥ My3UKa 1 mokpeT. CBpXa pajia OqHOCK
ce Ha apTYMeHTOBabEe Pas3/iora 3a 3aCTYIU/bEHOCT (OMKIOPHNUX elleMeHaTa Y IUTepaTypu
3a MmoveTHO prrayTcko odpasoBarme I IBEeHO NoBoherme y Be3y ca CTBapameM yClIoBa 3a
Kopenaiyjy usMehy HacTaBe MHCTpyMeHTa y My3M4KOj IIKOJIM U IIpeaMeTa My3uuka Kyi-
Typa y OCHOBHOj LIKOJIM, @ TIOCPEIHO ¥ JPYTUM cafpskKajuMa HacTaBe Koju ce MehycodHo
II0BE3Yjy KPO3 3aCTYI/beHOCT HapOfiHE TpajuLje.

Kipyune peun: Mysndko odpasoBare, METOIYKE OCHOBE HacTaBe (hrayTe, TOYETHO (rra-
YTCKO 0dpasoBame, POIKIOPHY e/IeMEHTH y OYeTHO] (h1ayTCKOj TUTepaTypu, HecMa Kao
MHCTPYKTMBHU MaTepujas

YBop,

»1ITa je mo Bama tpagunuja? To je cBe oHO mITO
rapanTyje UGEeHTUTET Y KOHTUHYUTET ITOCTOjarba
Haumja.” 3onraH Kogasm (Dalos, 2020: 30)

Hapo;[Ha TpaguIyja 3ay3yMa 3HA4ajHO MECTO y HacTaBM. Y HIDKMM paspe-
I¥IMa OCHOBHE IIIKOJIe, KOjJ CY IIpeIMeT Halllel MTHTepecoBama, IPUCYTHA je
y cagpXajuma npegmera Mysuuka Kynrypa, Cprcku jesuk, Cer oko Hac, JIu-
KOBHA Ky/nTypa, PU3n4ko BacHuTame U OCTBapyje ce Kpo3 0dpaay HapojHe /u-
TepaType, Opojanniia, 3aroHeTK, dp3ania, ecaMma, aHaaM3y HapOJHIX MOTUBA
Y apXUTEKTYpe, Kao ¥ HapOJHUX Kozma u miecoBa. Kao n3dopuu mpepmer, Ha-
PpOfiHa TpajuLMja je IporpaM ca LM/beM aKTyenusanuje u ,peBUTann3anuje Tpa-
IuLyje Kpo3 HeMOCpeNHO YIO3HaBame MaTepyjaaHe U TyXOBHe TpafMIMjcKe
Ky/IType CBOT Hapofia I Hapofia y yXeM I ImpeM okpyxemwy (IIpasunHux o
HACTHABHOM TNAHY 3a Upeu, gpyiu ipehu u ueiliepiliu paspeq u HACHIA6HOM HPO-
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ipamy 3a wpehu paspeg ocHoeHol 0dpaszosarba u sactiuttiara ,,CITy>KOeHn ITTacCHUK
PC” 6poj 1/2005-1).

HapopHa My3nuka Tpaguimja, M3y3eTHO Oorata 1 pa3HOBPCHA, 3aCTTy>KEHO
je 3acTyIbeHa y HacTaBu IpeaMeTa Mysidka KyATypa Y OCHOBHIM LIKO/IAMAa, 1
TO — IIpeMa pe3ynATaTuMa HOoOMjeHNM aHKeTHpambeM yunuTeba — y Hajsehoj Mepn
y OIIHOCY Ha [ipyre HacTaBHe IpefMeTe Off IpBOr o YeTBpTor paspena (Cynsnu-
noscku, Ramh u ViBanosuh, 2012). @onknopHe eneMeHTe, HAPOLHY TBOPEBUHY
KOja ce YCMEHUM IIyTeM IIpeHOCU/Ia C reHepanyje Ha TeHepaunjy, Hamasumo y
€THOMY3MKOJIOIIKIM 30MpKaMa TPaAyIIMIOHa/THIX IIeCaMa OpraHI30BaHNX IIpeMa
reorpadckoj ofpegHNIIN, 0dudajy 1y noBofy n3sobhema. Kpos odpany Hacras-
HIX jelMHNLIA KOje 3a TeMy uMajy My3udku ¢onknop Cpduje, ydeHU1M ce yIo-
3Hajy ca ,My3UYKIM UIEHTUTETOM COIICTBEHOT Hapoaa” U CTUYY ,KPUTEPUjYM 32
Ipero3HaBambe ayTeHTUYHOT HAPOJHOT My3MYKOTr cTBapanamrsa’ (VBaHosuh,
2007: 78). bes od3upa Ha To fa mu ce odpabyje HapogHa mecMa, Urpa UK Tpafu-
IIVIOHA/IHM VHCTPYMEHT, METOAMYKMM IIOCTYII[MMA Ce carjieflaBajy HapogHU
u3pas, CTBapa/lallTBO, OKOTHOCT! Y KOjUMA je HacTajasa My3uKa (BOKAIHa, MH-
CTpyMeHTAa/IHA MJIY BOKA/THO-MHCTPYMEHTA/IHA), IPUINKe y KOjuMa Ce M3BOMIIA,
3aCTYIUbHOCT PUTYaA/IHUX e/leMeHaTa U HapofHa Homma (VBanosuh, 2007: 78).
OBakaB IpUCTYH JOIPUHOCH Pa3BOjy MY3MUYKOT C/TyXa Ha CTapyuM, I€HTAaTOH-
CKVMM M MOJA/THMM HaIleB/MMa ¥ OC/laba Cce Ha MaTepmb) je3UK Kao mpuIpemMa 1
yBOJ Y AypcKo-Monicku cucrteM (JIpodunu, 2008). Tume ce HOBa (3ByUHa) MICKyCTBa
»Hac/mamajy Ha Beh mocrojehn TpagyumonamTayn MysmyuKy jesuk.

Baxxno je ucrahm ma To Huje mpBM CycpeT fAelle ca HAPOZHOM MY3MYKOM
TpaguIyjoM. Y Iepropy IpeAKOICKor y3pacTa (of Tpehe mo cenme ropune), y
IPeAIIKONICKUM ycTaHoBaMa (BpTuh/odmaHuiiTe) Aena CBUX y3pacHMX Ipyma
(MermoBuTe, MM feyHUCAHE IIPeMa Y3pacTy Ha MiIahy, cpefiby, CTapujy u rpymy
IPEIIKO/ICKOT ITporpaMa) noxabajy mporpaM MysidKor BaCIMTama, KOju CBOjUM
cajp)KajeM YK/bydyje BOKa/IHY I MHCTPYMEHTA/IHY HApOJHY MY3MKY. AHa/IN30M
HOpPMAaTVBHMX aKaTa IPeJIIKO/ICKOT BaCINTaka, 3BAaHNYHIX, II0/Ty3BAaHNYHNX 1
He3BaHMYHNX IIpOrpaMa BaCMTHO-0OPa30BHOr pajia, MeflarollKe TUTepaType u
IefjarolKe epUOAVIKe Y IEPUOAY Of oYeTKa mpepmkoncTsa y Cpduju (kpaj 19.
BeKa) 70 maHac, Maja Cokonosuh VrmadeBuh je cBojoM JOKTOPCKOM fucepra-
IIVjOM HAaCTOB/beHOM IIpeguikoncko my3uuko eaciiuiiiare y Cpduju us ucitio-
pujcke, teopujcke u emuupujcke tiepciiekiiuée omoryhmia cBeodyxBaraH yBUL ¥
CTeIleH M HauVH 3aCTYIUbeHOCTU HapojHe Mysuuke Tpapuiyje. Pasymenajyhn
pasnyKe y OFHOCY Ha enoxy (7o JIpyror cBeTCKOT paTa, HAKOH Ibera Jio paciaja
C®PJ, kao u nepuopa HakoH pacnaga COPJ no janac) youasa ce cTaHa IPUCYT-
HOCT IIPOrpaMCKMX IIpefjiora Koju IofpasyMeBajy odpaay My3uke ca GonKaop-
H1M eneMeHTMa (Cokonosuh Vrmauesnh, 2020). Perieproap koju ce npemnopy-
Jyje y IpBUM He3BaHMYHIM IPOrpaMMMa 33 paji y IPeALIKOICKMM yCTaHOBaMa
YK/bydyje elleMeHTe HapOogHOT (o/IK/Iopa Kao WITO ¢y ,0pojennne” (Crojmnh,
1989 npema Coxonosuh Vrmauesuh, 2019: 223-224), na ce BpeMeHOM IIPOLIN-
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pyje ¥ oNymyje HapOTHMUM IIeCMaMa, MHCTPYMEHTa/THOM HapOJHOM MY3MKOM,
yclaBaHKaMa, 0dpasioM HapogHux urpu (opcke urpe, urpe y xony) (Coxonosuh
Vrmwadesuh, 2019: 223-224). Ilopen BacnUTHe BPeIHOCTH, KPUTEPYjyMH 3a Ofia-
dup HaBeeHOT perepToapa Cy: cafipkaj TeKCTa IIPeNopydeHNX ecama 3a odpagy
(pasHOBpCTaH y HOITIefly KapaKTepa ¥ CafipXKaja, a JIaK 3a pasyMeBame, dIusak
CBAaKOJHEBHUM aKTMBHOCTUMa), aMOuTyc necama (o 4 1o 6 TOHOBA ca MOCTYII-
HJIM IpOIIVpemneM y OFHOCY Ha y3pacT), fyKuHa ¢pase u ogpeheHocT Temma
Koju Tpeda Jja ofrosapajy MoryhHocTMMa MOTOPHOT pa3Boja felie 1 makohu Te-
JIECHOT M3pa)kaBama JOXKMB/baja MYy3MKe, OJHOCHO Y4eCTBOBAWY y HAPOJHUM
urpama. ¥ OffHOCY Ha aHa/IM3MpaHe IIporpaMe OIILITEr MPEeJIIKOICKOT MY3MYKOT
BaCINTama, Kopuihemwe HapogHe My3IYKe TPajulivje, N3IBOjeHO IOCMATPAHO,
ode3debyje momprHoOC pa3Bojy MHTepeca 3a My3UKy KOJ fielle, JKe/by 3a IeBarbe,
UTpambeM U CIyllameM MY3MKe, Kao M Pa3BOj My3MYKMX CHOCOOHOCTHM (crmyXa,
ocehaja 3a puraM, My3auuke MeMoOpyje, BOKQJTHOT OIICera, My3MYKOI CTBapa-
JIAIITBA).

OcHoBHO PrnayTcko odpasoBame

[IporpamMoM HacTaBe 1 y4Yera 3a OCHOBHO MY3MYKO odpasoBame feduHICcaHN
Cy LiJbeBM OCHOBHOT MY3MYKOTI 00pasoBaiba ¥ BacluTama: 1) pasBujame My-
3MYKUX criocodHocTH (crmyxa, ocehaja 3a puram, My3audKe MeMopuje U My3u4Ke
¢danTasnuje); 2) ynosHaBamwe yueHUKa ca rpahoM, akyCTUYKIM CBOjCTBMMA U M3-
paxkajuuM MoryhHoCTHMa OffadpaHOr MHCTPyMeHTa/I/1aca; OBlaflaBambe OCHOB-
HOM TE€XHIKOM CBUPaiba, OHOCHO BOKaTHOM TEXHMKOM Ha OladpaHOM MHCTPY-
MeHTY/T/acy; 4) pasBujame BelITHHe Kopuirhema pasIMunTHUX eleMeHaTa
My3M4Ke U3PaXajHOCTH (TeMIla, pUTMa, MeTpa, UHAMIKE, arorKe, apTUKYy/Ia-
nuje) y CTUICKOM ¥ €MOIMOHATHOM OQIMKOBalky KOMIIO3MIMja; 5) CTHUILAbe
JICKYCTBA jaBHOT HacTyIama — CAMOCTA/IHOT 1 Y aHCaMO/y; 6) pa3Bujame CTBa-
paTavyKMX CIOCOOHOCTY, KPUTUYKOT MUIUbeHa, MOTUBAIIMje 32 y4Yerbe, CII0cod-
HOCTM 3a TMMCKV pajl, CIIOCOOHOCTY CaMOBPEIHOBamba, CAMOVHUIMjaTUBE 1
u3paXkaBama CBOT MUIbEHA; 7) pasBujambe ocehama COMMAapHOCTH, pasyMe-
Bamba 1 KOHCTPYKTUBHE capajiibe ca [pyruMa I HeroBarbe pyrapcTsa 1 mpuja-
TE/bCTBA; 8) pa3BMjare TMYHOT U HALMOHATHOT MAEHTUTETA KPO3 OUyBalbe MY-
3MYKe TpajulMje M KYIType CPICKOT Hapoja M HAIVIOHA/JIHUX MambMHA,
pasBUjarbe MHTEPKYITYPATHOCTH, IOIITOBAkE U OUyBabe HAI[IOHATHE U1 CBET-
CKe Ky/ITypHe dauTuHe; 9) ocrocodpaBame 3a CAMOCTATHO yuere I BexKdarbe;
10) ycBajame ImpaBuIa MOHAIIAka U CIyLIAky U n3Bohewy mysuke (IIpasun-
HUK 0 HACWIABHOM UNAHY U GPOIpamy OCHOB8HOT My3uukoi 00pa3oearba u 6aciu-
marva ,Cnyxdenn rmacuuk PC” dpoj 88/17,27/18 — np. 3akoH u 10/19). Crieru-
¢uaHo, UMb ydyewa npenmera Pmayra je, usmely ocranor, ,,Ja Kop yueHMKa
pasBlje MHTEpeCOoBabe U /bYdaB MpeMa MHCTPYMEHTY U MY3UILIM KPO3 MH/UBU-
ZLyaJTHO MY3MYKO MCKYCTBO KOjMM Ce MOACTIYE Pa3BMjambe MOTOPIUKe (IeKCH-
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OWIHOCTY ¥ OCeT/BUBOCTY, KPEaTUBHOCTY, €CTETCKOI CeH3MOWINTETa, Kao 1
ocrocodpaBame 1 MOTUBIUCAbE YIeHNKA 32 CAMOCTA/IaH jaBHU HACTYI U HACTA-
BaK YMETHINYKOT IKonoBamwa’ (IIpasuntuk o HacitiasHom tnanyu upoipamy oc-
HO6HOT My3uuKkol 00paszoearea u saciuitiarea ,,Cry>xdenu rmacHukPC” dpoj 88/17,
27/18 - np. 3akoH n 10/19). Jla du ce mocTaB/beHN U OYEKVBAHY VICXOAM TIOAY-
JaBarma peann3oBaiy, HacTaBHULM (iayTe dupajy ogrosapajyhy mysmuky mm-
TepaTypy KOjoM ‘OAroBapajy’ Ha 3ajare LjybeBe U3 0dmacTu usBohema Mysuke
3a 0dymacT HacTaBe Koja ce OHOCHU Ha JIMCalbe, HOCTaBKY MHCTPYyMeHTa, popmu-
pambe TOHa, aTaK, BUOpaTo, MHTOHALN]Y, JUHAMIKY, ofpeheme TeMIa, caymame
MY3UKe, CBUpPabe M My3U4K/ OOHTOH.

Yndennuy HaMemeHn (GrayTcKoM 00pa3oBamby PasHOBPCHM CY IO CafipKajy
U ofadupy My3MYKMX IpyMepa, amu oMoryhasajy ocTBapeme CIMYHUX MCXOA
Hofy4aBama. 3a moTpede HacTaBe QriayTe, Iejaro3u KOPUCTe JBe BPCTe TaKBe
cTpyuHe nuteparype. IIpBy mpescTaB/bajy METOACKM NPUPYUHNULIN Y KOjUMa Ce
Y3 yI7Ia [IeflaroTyje leTa/bHO cariefiaBajy ¥ 0dpas/axky HauMHY MO y4aBamba CBY-
parma MHCTPYMEHTA, Kao ¥ MCTOpMjaT pasBoja iayTe ¥ MHCTPYMeHATa 13 IOpo-
auie ¢rayTa, IUTepaTypa mMucaHa 3a ¢ayTy XpOHOIOMIKA VIN Y OFHOCY Ha
CTUJICKE €TIOXe, IPeIaXy perepToapy, ajy caBeT 3a u3d0p U Ofip>KaBame MH-
CTPYMEHTA, JVUCKYTYje Ha TeMy ¢rayTnaMa aHac u cnmmaHo (Debost, 2002; Eberst,
1958, 1964, 1979; Mapounk, 2014; Mather, 1981; Putnik, 1970; Rakin-Martinovi¢
[y pyxommcy]; Quantz, 2001; Toff, 2012; Wye, 1988). [Ipyry rpymy umHe Ipupyd-
HVIIIV, YIOSHNIN, WX ,,1IKOJIe , TO jeCT My3IM4YKa INTepaTypa KOjoM ce peanusyje
nopy4asame. OHa cayipxu 1 odpabyje Temarcke cafpskaje Kojuma ce odesdebyje
aJleKBaTHA II0CTaBKa TOHA M MHCTPYMeHTa, popMupa amdakypa, IIofydasa I1o-
JI0Kaj IIaKa y KOHTaKTy Ca MHCTPYMEHTOM, CaBjaJiaBa OCHOBHO MY3MYKO
OIICMemaBakbe, IOCTYITHO IPOLIMpPYje MY3SUYKY OIICET TOHOBA KOjI Ce 3Hajy Ofi-
CBMpATH KpO3 pajj Ha yHaIpehewy TeXHUYKMX CIOCOOHOCTH, HeTyje My3muKa
uspaxajuoct (Bantai & Sipos, 1995; Dimitrijevi¢, 1991; Eck, 1941; Pucihar, 2013;
Repnik, 2000; Taffanel & Gaubert, 1958; Winn, 2000; Wye, 2003), jexHoM peujy,
OZirOBapa ce Ha IOCTaB/beHe LM/beBe MY3MUKOT LIKOJIOBamwa (rayTucre.

Kommaparusha crynuja ayropke Anbene Mexdpeptu (Angela McBrearty),
NOKa3aja je Aa Hajuenrhe kopyuurheHy yndeHumny 3a (II04eTHO) oAy4aBame (ria-
yTe caap)KajeM KOPeCIIOH[MPAjy ca MefJarouikKiuM, TEOPUjCKUM PaZoBMMa eMH-
HeHTHUX ¢rayTckux exkcnepara (McBrearty, 2010). 3a notpede ncrpaxnpama
M3[IBOjUIA je OHe IIefjarolIKe cajipyaje Koji Cy M 3aCTYIUbEHY Y CINYHO]j WK
UCTOj MepM Y aHA/IM3MPAHNM PaJoOBUMa CBa YeTHpu uszBojeHa ayropa (Debost,
2002; Mather, 1981; Putnik, 1970; Wye, 1988), ogHOCHO cTaBOBe KOji Cy €BU-
JIeHTHO ycaI/alleHy (a Koji ce y MMcaHuM TparoBuma Mory Hahu jom y Oinegy o
csupary mwpasepco gpnayitie Joxana Joakuma Ksanna [Johann Joachim Quantz,
1697- 1773] u3 1752. roguue [Ynop. Tomuh, 2015: 20]). [Ipema ayropkmanmM
peurma, yKOnmko ce cnefehe Mmysuuke Bemrute nocseheHo yHampebyjy Tokom
rOfIMHA IIKO/IOBamkba YUYeHNK he JocerHy TV MpodecroHalTHy HIBO 3Haba: O3M1-
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nyja pyKy (y GyHKLMjU TeXHMYKUX CIIOCOOHOCTH), oprosapajyha mocrypa (y
CTy>kdu TOApIIKe CBUpamy), oArosapajyha amdaxypa (ca 1mupeM KBaJIUTETHOT
TOHA I Jodpe MHTOHALMje), TI03HaBabe TEXHNUKe A1cama (pe3oHaHna u doja), paj
Ha ToHY (Bndparo, doje), apTUKynanuja (arornka), HalpegHN eIeMEHTH IIKO/IO-
Bama ((pasupame, cTunoBy, graayrcke mkone) (Tomuh, 2015: 26-32). Cse npep-
CTaB/beHe KOMIIOHEHTe KBaJIMTETHOT NOflyyaBamwa BehmHcku cy 3acTymbene y
¢rmayTcKoj mMTEpaTypu 3a MOYeTHNUKe, de3 0d31pa Ha HAYMH KOHIMIIMpama ca-
IpKaja.

3acTymbeHoCT GONKIOPHIX efeMeHaTa y mocrojehoj
¢dr1ayTCcKOj MMTEpaTYpu 32 MOYETHUKE

CarnefaBameM QrayTcKe IUTepaType 3a IOYeTHIUKE yodaBa ce MOfje/a Ha OIIITY
U OHY KOja CaJp>X1 HalMOHaIHa, QonkaopHa odenexja. Komineiwina ¢pnayiticka
Mmeitioga, 3ajeqHndko neno Tadanena (Paul Taffanel, 1844-1908) un [odepa (Phillipe
Gaubert, 1879-1941) us 1923. roguHe, 1 laHAC je aKTye/HA JUTEpaTypa 3a IO-
4eTHO (IayTCKO OMMCMerbaBatbe. HoTHe mpuMepe Oy byjy METOfCKA YIYTCTBA
U METOZICKa 00jallliberba, a YMHE je ayTOPCKe TeXHMYKe BeXxde U eTnfie Koje y mpe-
IO3HAT/BJIBOM IIAOJIOHY U IIMPOKOT PAacIIOHa CKajla Y CBAKOM TOHAIUTETY BOZIE Ka
»TEXHITYKOM OB/IaiaBamy rrayre” (JakosmeBuh, 2016: 57). CimdHOr KOHIIENITA Cy
bpyxos (Arthur Brooke, 1866-1950) Caspemeru meitiog 3a bemosy ¢pnayitiy (1921)
mnu Mapcen Mojcos (Marcel Moyse, 1889-1984) Ioueitinuk gnayimucitia (1933).
ITo y3opy Ha OBa 3Ha4YajHa Jie/la HACTAjy CaBpPeMeHU, CIMYHYU METOACKY IIPUpPYd-
HMIY U IIKOTTe. TakBe IpuMepe MMaMo U Y OIyCy ImoveTHe IayTCKe ITeparype
cpuckux ayropa (Josuh u Tomuh, 2019). Mzasojuhemo xao npumep Ilxony 3a
pnayiny: 3a tupsy ioguty yuerva (1991) Jbydommpa Jumnrpujesnha (1952).
[lpyra rpyma HacTaBHMX IPUPYIHMKA 3a [TOYETHO (rayTcKo odpasoBarbe
cafip>kajeM ce OC/Iamba Ha fiedje ¥ HapogHe Menoayje. JepyHucany ybeBU My-
3MYKOT 0dpa3oBama U BaCINTamba ONePalyiOHaIN30BAHY CY YBEK IPUCYTHUM U
00aBe3HVM e/leMeHTVMa y JOMEHY ITOCTaBKe TOHA U MHCTPYMEHTa, IO y4aBamba
I0/I0Kaja I1aKa y KOHTAKTY ca MHCTPYMEHTOM U OCHOBHOT MY3MYKOT OIJCMerha-
Bama U JOIYHEeHN MY3UYKIM CafipKajeM KOju je ONMM3aKk yYeHNYKUM CITyIIHUM
Hac/laraMa ¥ y3pacHOM HepUunypamy Mysnke. [IpuMepn uny of mojegHaYHNX
Me/Iofija ca HasHaKaMa IpUIAfHOCTK ofpeheHoM Hapoxy - ,Mabapcka Mero-
nuja’, ,HeMadKy IIec’, ,,lBeicKa HapojiHa IlecMa’, ,,pycka HapopHa recma’ (Wye,
2003), no ydeHuKa ca U3y3eTHO M3Pa>KeHVM aKIIeHTOM Ha Ipumepe ca (ojkK-
JIOPHUM eJIeMeHTMa Kao mTo je Pnayiia ABL] mabapckux ayropa bantan Bu-
morra (Bantai Vilmos) n IlIumour Ese (Sipos Eva) (Bantai & Sipos, 1995). OBakse
IpMMepe HalasiMO CBYfia ¥ CBeTy IOCedHO Kajla Cy HaMepe ayTopa Jia ce Y TOj
sempu adupmuire ¢praytusam (Pucihar, 2013; Repnik, 2000). ¥ namem Hanyo-
HAJTHOM OITyCY Jie/Ia ICaHMX 3a (rayTy npBu npuMep Kopuinhema ,,jyrocoBeH-
ckux HapopgHux necama” (Edepcr, 1960 [npenrosop]) Hamasumo y Hlxonu 3a gy-
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sauxe uMcipymenitie (Ppnayima, xnapumeii, Be-wipyda, ilieHop, OSapuition,
Ec-tmpyda, poi, E¢p-Sac, Be-0ac, ygapauxku uHcitipymeHimu u ieopujcko yiywiciieo)
Anrona Edepcra (1920-2005) u3 1960. roguae. HakoH Tora, o TpeHyTKa Ipe-
Zaje paja, MysuuKe IpuMepe ca eieMeHTMa GOIKIopa Hala3MMO MCK/bY4UBO Y
NPUPYYHUIMMA TIMCAHVM 32 CaB/ajaBame CBUpama 0ok ¢ayre (Mupkosnuh,
1981; Mirkovi¢, 1986a; 1986b). Y HacTaBKy paga odpasnoxmhemo pasyore 3dor
KOjUX CMaTpaMo Aa Oy HapegHM, HAIMCAHY IPUPYIHNUIMN 32 TIOUeTHO rrayTcKa
odpasoBame y Cpduju Tpedano na cagprxe GONKIOpHE eIeMeHTe.

IlepcnekTnBe HapogHe My3U4Ke TpaguIuje
y dmayTckoj muteparypu y Cpduju

3Hayaj IpefMeTHe KOpeyallije y HacTaBy IOC/TeNBIX rofNHa OuBa jacHIje ca-
riefiad ¥ y Behoj Mepy IpakTMKOBaH 3apaj cTunama QYHKIMOHATHOT 3HAMbA
yuaennka. Kajja cy Mysmdke IIKOJIe y IMTamby, OCTaje ce y okBupy Mebycoduor
HOBe3MBalba CTPYYHUX IpefMeTa I IOCPeFHOT OfHOCA IIpeMa 3Hamby Koje yde-
HUI JOHOCEe U3 OCHOBHE IIIKOJTe, a CTEK/IN CY Ta Ha IpeaMeTy Mysudka KyaTypa.
MebyTuM, Kako MOCTYIIaTV YKOIMKO Ce XK€ OCTBAPUTHU KOpenalyja HacTaBe
¢mayre ca HacTaBoM mpegMeTa Mysmuka KylITypa HIDKMX paspefa OCHOBHe
ILIKOJIE, TIOCPEIHO 1 APYTMM IIpeAMeTUMa ¥ THMe 0djefyHM Tpoliec yuema? Kao
IITO CMO MCTAK/IM, HAPOZHA TPAMIIMja je 3HaYajaH [leo HACTaBe MPUCYTaH KAKO
y HepUOAY MPEeALUIKOICKOL, TaKO 1 TOKOM OCHOBHOT 00pa3oBarma ¥ TO Y OKBUPY
BehiHe npenMeTa Kajja je IMKITyC paspefHe HacTaBe y nutamy. Hamehe ce 3akpy-
Jak jja Ou oBa 00/1acT d1Ia MeanHo ‘Be3sVBHO TKMBO U TayKa IpeK/Ialama Koja
du mocnmy)xmIa 3a OCTBapMBama Kopenanyje HacTaBe ¢iayTe IpBOT paspena oc-
HOBHE My3I4Ke LIKOJIe ca IpeAMeToM Mysuuka Ky/lITypa OCHOBHE LIKOJIE, a 110-
CPefHO M IPYTUM IpeAMeTyIMa HIDKUX paspena. Harmamasamo ja OCHOBHA My-
3MYKa MIKOMA 3a ¢UIayTy Tpaje IIeCT TOAMHA M [a yYeHUIM 3alOYiiby HEeHO
noxabame y Tpehem, anu nmoHekan u y fpyrom paspeny OCHOBHE IIKOJIE.

[Ipema akTyenHOM Iporpamy npegmera Mysnudka KyniTypa, ca GopMaTHuM
MY3MYKIM ONICMeaBambeM ounibe ce Ha movyeTKy Tpeher paspena. bynyhnu ga
TO KOMHIMAMPA Ca TI0/IACKOM Y IIPBU paspef My3uuKe IIKOJIe, TI0YeTHO (IayTCKO
odpasoBarbe HEMIHOBHO IIOfIpa3yMeBa I e/IleMeHTe MY3IUYKOT OlcMerbaBama. C
TVIM Y Be3U, KOTHUTUBHM IIPOLIeCH KOjU ce MHMUIMPA]y, IIpaTe U pa3Bujajy Ha Ha-
craBu ¢rayre fodujajy Ha cBojoj cnokenoctu.! Cmarpamo fa du moderak ¢a-
yTCKOr odpas3oBama Tpedaso 3acCHOBATM Ha PUTMUYKUM Odpacuymma Jedjux
dpojamnia, HAPOTHMUM MeJoAMjaMa U TeCMY Ka0 MHCTPYKTMBHOM MaTepujairy.

! PaHujuM LIKOJICKMM IUIAHOM U IIPOTPaMOM OCHOBHO (1ayTCKO 00pasoBarbe TPajaso je
deTupy ropuue. IlodeTax IIKONOBamba QMO je YIOPENo ca MOTAaCKOM y HeTH paspef oc-
HOBHe ILIKOJIe, 300T Yera Cy yYeHMIM 3al0YMIbali yuelbe CBUpama (iayTe y BeluKoj
Mepyt Beh My3MuKy OnmcMereHN.
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Kao npBu aprymeHT 3a OBaKaB CTaB HaBOJVIMO MOTYRHOCT KopeJaluje ca HacTaB-
HJIM IIPOrpaMMMa OCHOBHE IIKOJIe ITyTeM e/leMeHaTa HapopiHe Tpaauiuje. [Tosu-
BaMO Ce Ha ITPETI03HABAbe 3aje[HIYKe OCHOBE I YCIIOCTaB/balbe Be3a Y KOHTUHY-
UTETY yuema.

JIpyru pasnor Hama3uMo y YHOTPedHOj BpeTHOCTY Opojanuiia 1 HapOJFHUX
Me/Iofyja ca M3paKeHNM PUTMUYKMM 0dpaciyMa KOojuMa ce MOXKe reHepucaTi
MOTOPMYKY CTYMY/IAHC 32 IIOBe3VBambe MOKpeTa U My3W4KoT n3Bohemwa (Mue-
tuh u [IBetkoBuh, 2017). [oBOpHe Mnn mneBaHe, dpojanuiie Oy MOCTYXWIe 3a
yCBajame 1 pasBUjambe PUTMIYKE PAaBHOMEPHOCTY M HOCTAETHOCTU Yy TEMILY, a
due Ou mpeHete u3 (13)roBopHe y m3Bobhauky mHTepnperanujy. Kao npumep
HaBoayMo dpojamiy Eyu tieyu iley, Kojy fielia 4ecTo Hay4de y KyhHOM OKpyKemy,
y IPeJILIKO/ICKOj YCTAHOBM, MM Kao jefHy of Opojanulia Koja je Kao Impumep
3acTymbeHa y yndenniuma Mysmuke kynType Hamroj sembu (Crojanosuh, 2016).
IIpe xopumhema y Toky 4aca ¢rayre, fielja je U3BOJe Ha Pa3IM4YNTe HAYMHE:
TOKOM pasdpajama IpeJ Urpame Urpe KMYPKe, Y3 Tallllambe, WV PUTMIYKO yfia-
pame gpBeHMM mranuhuma. Y yBogHOM Jiey daca, yueHUK O je (ca HacTaBHU-
KOM) HajIIpe M3rOBOPMO, a IOTOM TOKOM 0dpajie ofcBMpao (Ha jeIHOM TOHY)
oc/mamajyhn ce Ha Mo3HaBamwe pUTMa MeJIofyje Off paHuje, 0cTajyhm y paBHOMep-
HOM ITYJ/ICY U apTUKY/IMITyhy aTakoM jacHa Tpajama, MaKo Y TOM TPEHYTKY Huje
noTpedHO Jla YYeHNK ca IpelysHoihy 3Ha 1 penosHaje Tpajame HoTa. Tako du
ce y epMOAY CaBjIafiaBama AY>KIX HOTHUX Tpajara MIOCPEJHO IpUIIpeMaa 00-
paja Kpahux HOTHUX BPEIHOCTH y3 IIOBe3UBAabe Ca PAHUjUM MY3UYKIM UCKY-
CTBMMA.

Oricer ToHOBa KOji ce CBUPAYKM CaBlafiaBajy Ha ¢rayTy mpoumpyje ce y
CTeIIeHOM WM TIONyCTelleHOM KpeTamwy. Ilounme ce off Ba TOHa, MPeKO Tpu-
XOpJa, TeTPAaXOpAa 1 MOCTYIIHO Jla/be Y3 MOTYNHOCT OCTajama y MOJA/THOCTY Ha-
POIHNUX MeJIOAYja TOKOM IIOYeTHOT MY3MYKOT ONMCMemaBama. CMaTpaMo aa je
TaKaB C/Iefl, Off TPAAMIMOHATHOT Ka CaBPeMEHOM, 3Ha4ajaH 1 BUIIECTPYKO KOPH-
CTaH YKOJIMKO Ce Caryefia IeIOKYITHO My3IYKO IIKO/IOBambe. ToHaTHOCT HapOJHOT
MY3WYKOT 3pa3a, Kao LITO CMO BUIE/N Y IPBOM /Ty pajia, YMHM 3Ha4dajHy rpaby
MY3MYKMX Hacyara jere mpe popMaaIHOr My3MYKOT ONUCMemaBama. Opadupom
OBAKBOT Cajp>kKaja, HacTaBa (rayTe MOXKe dUTH MPUOMIKEHA JIeIu ¥ TaKo ,,I10-
CITY>KMTH K20 CPeiCTBO pa3Byjama My3ndknx criocodnoctn” (Munernh n I]ser-
xoBuh, 2017: 922).

OHo mTo HKje yodudajeHo 3a HaCTaBy MHCTPYMEHTA, a XTen d1CMO Ja U3-
MEHIMO, jecTe yrmorpeda mecama ca TeKCTOM. APryMeHTe 3a OBaKaB CTaB HaJla-
31IMO y CTIO>K€HOCTH YJIOTe TIeCMe 3a My3WYKM, KOTHUTVUBHY, COL[VIO/IOLIKY, TICHU-
XOJIOIIKM ¥ aHTPOIOJNONWKN pa3Boj fene. Ilomasumo o rmegmmTa fa ferna
COIICTBEHM [JOXKVB/bAj MYy3MKe IpUpPOAHO McKasyjy rmacom (Kopmam, mpema
Ipoduu, 2008: 46) ca yrmopuiTeM y BaXKHOCTY MY3MUYKOT 3paKaBamba Kpo3 I1e-
Bame Ha MaTepmeM jesuKy. IbeHy ynorpeduy BpegHoCT (Y OFHOCY Ha LiMJb Ha-
crase) u GyHKIHjy (pasnore meHe ynorpede) kojy Anexcanapa Cromuh nedn-



198  ®onxnop y nacimasu uncimpymenitia u mysuuxe iwieopuje / Folklore in teaching instruments...

HUIIe Kao NMOMUQyHKIMoHanHoCT (Stosi¢, 2008), moBoAMMO y Besy ca IIMpOM
CIMKOM Kopuitherma IecMe y OIIITOj HaCTaBY, Y/Me TPafiiIMO OCHOBY 3a KOpe-
nanujy. IIpeMa MUIbeY MCTe ayTOPKe, IIeCMY MOXXeMO CTaBUTH Y QYHKLUjY
pas3Boja MY3MUYKUX CIIOCOOHOCTY ¥ HMOACTHLIAka Pa3Boja My3MUYKe MHTEIUI€H-
11je, M3TpaJiibe HAIMIOHA/THOT MAEHTUTETa, HeroBamba HapoiHe TPajiuiije, Oj-
CTHUIIaFba MYITMKYITYpPamHOCTH, u3rpahuBama ecTeTckor ykyca (Stosi¢, 2008:
64). Ocnamajyhnu ce Ha HapogHe 1 #edje Menoawmje, a nomasehm ox nesama, Jo-
IPMHETO Y ce HACTaBKy BOKAa/IHOI Pa3Boja YUeHNUKA ¥ JIONYHaBalby 3BYYHMX
Hac/Iara Koje KOpecIoH/Mpajy ca mpeAdyKBapCKuM IePHoIoM? My3i4YKOT pa3Boja
(Muneruh n Crommh, 2016). V360p mecama koje d1 ce KOpUCTHUIe y HAaCTaBU
¢nayTe O1o du y ckany ca HoHyheHMM cafipkajeM yrdennka Mysudka KyniTypa
3a IpBa ABa paspefa. TuMe O1 ce KpeHY/IO Off felM IO3HATOL, y3 MOCTYIIHO
yBoDheme HOBUX MenofujcKux cappxaja. Odorahmame 3BydHOr (hoHzIA peannso-
BaJIo 811 ce Kpo3 Impoliec odpaje MeJIOAVjCKe IMHNUje, Koju Ou MofpasyMeBao Ie-
Bame IpyMepa ca TeKCTOM, IieBambe MecaMa COMMu3aIjoM (dume Ou ce 3BYK
II0Be3MBAO0 Ca CIIMKOM HOTA), @ MICXOJ LIe/IOKYITHOT TIpolieca IpefcTaB/baao ou
CaMOCTa/IHO CBUpabe My3MYKOT IIpUMepa Ha QIayTiL.

3aK/bydakKk

HapopgHa mMysmuka Tpajguuuja IpefcTaB/ba HeMaTepUjalHy BPEIHOCT jefHe
3em/be. IbeHO MecTo y IpyLITBY 1 00pa3oBamy fieo je My3udkor Hacneba, crioHa
usMel)y mpouuIocTy u cafalrmbocTy, Besa ca ,HapOSHNM YOBEeKOM ~ IOofgHedba Ha
xoMme ce xxuBu (Kogema m Maunpuh, 2016; ynop. ViBanosuh, 2007). Mebytum,
OcaBpeMembVBambe IPYIITBA ¥ HACTaBe YOIIITe, HABOAM HAC HA 3allMTAHOCT: Jja
mn he Haie odpaszoBame UCTpajaTy y HaMepy HeroBamwba HapOojiHe TpafuLyje, I
he HeMMHOBHe mpoMeHe [OBeCTU [0 HbeHe Mame 3acTYIUbeHOCTM?! AHaamsa
IIpaKce MOC/IebUX TOAMHA YKasyje Ha IOTeHIjaTHe IPeAMKTOpe pasjiora cia-
d/bera 3aCTYIUbeHOCTI HAapOiHe My3M4Ke Tpajuiyje y HacTaBu: 1) Manmu dpoj
JacoBa 13 mpegmMeta Mysndka Ky/nTypa (jefaH Jac HefleJbHO), 2) HelOBOJ/bHA IIPU-
MeHa Iecama ca GONKJIOPHIM eleMeHTIMa de3 0031pa Ha IIpernopydeHe IpumMepe
3a odpany, 1 3) HeTOBO/BHO NIO3HABAKE TPAAMI[MOHAHYX ITlecaMa U HadyMHa 09-
paje of cTpaHe npepaBava (yomure uam Kpaja y kome ce nopy4asa) (Kogena u
Maumnh, 2016; Mesaro$ Zivkov i Markov, 2020; Crojagunosuh, 2014; Cyasuios-
cku, hanuh u ViBanosuh, 2012).

HacTojama fa ce HapopjHa My31M4Ka Tpajulyja 04yBa 1 (YHKIMOHAIHO KO-
PUCTH Y TIPOLIeCy IOYeTHOT (IayTCKOr 00pa3oBamba OMpPaBAaBaMO IPAKTUIHUM

2 TepmuH ipegdyxeapcku tiepuog (Crojanosuh, 2001 mpema Mutetuh n Crommh, 2016)
KOpUCTH e y QYHKIMjY TeHepycatba 11 pasrpaHndaBarma epruoja My3n4KOr IIKOI0Bambha
Ipe ¥ Off TPeHyTKa MY3MYKOT ONMCMemaBama (6ykeapcku iepuog). AHanoruja je mo-
CTaB/beHa y OFHOCY Ha (hase IIOYETHOT YNMTalba I ICalba.
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ocodeHoctuma Mysuuke rpabe xoja ou ce kopuctuna. Opadup dpojannia u Ha-
POHMX IlecaMa Ha OCHOBY KpUTEpPUjyMa KOjU je Y CK/IaZy ca KOHTMHYUTETOM U
cagpskajeM MPeRLIKO/ICKOT M IIKOJICKOT HAaCTABHOT IIporpama Oomo du y cmyxon
pasBujarba MY3SUUYKUX CIIOCOOHOCTH, BelITHHEe Kopuinhema pasinauTux eneme-
HaTa My3M4Ke M3Pa>kajHOCTH (TeMIIa, pUTMa, MeTpa, AMHAMUKE, aroryKe, apTi-
Ky/laluje), OBJlajlaBaba OCHOBHOM TEXHUKOM CBUPama, y QYHKIVjU pa3Bujamba
MHTepecoBama ¥ JbydaB) IpeMa MHCTPyMeHTy. OBaKkaB IPUCTYII JOIPUHEO Ou
»(PopMypamy MO3UTUBHOT CTaBa M OfHOCA IpeMa TPAaAUIMOHANTHOj IeCMU U
UTPY’, KAO 1 ,CBECTN O IIOTPed) II03HaBaba 1 0YyBakba HAIMIOHATHOT MY3MYKOT
ufieHTuTeTa ¥ (POpPMUpaAY €CTeTCKUX KpUTepujyMa Koju OM JONPUHOCUIN
dorbeM BpeHOBaKY TPAAVILIMOHATHOT MY3MYKOT 3pa3a y OFHOCY Ha IpyTe My-
3nuke >xaHpoBe” (Kopgema m Manguh, 2016: 288). Donk/1opHY elIeMEeHTH 3ay3en
du cBoje 3acmy>keHo MecTo Y (rmodeTHOM) (prayTckoM odpazoBamy y Cpouju.
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FOLKLORE ELEMENTS IN THE INITIAL FLUTE LITERACY

Folk tradition occupies an important place in most subjects of primary school of lower
grades and can serve as a basis for the interdisciplinary correlation. Traditional music with
folklore elements is represented within the music lessons. Recommended songs, counters,
games and compositions for listening can be used to teach all key areas of work in the field
of music education: singing, listening to music, performing rhythm and even pulse,
musical improvisation and creativity, as well as music and movement. The purpose of the
paper is to argue the reasons for the presence of folklore elements in the initial flute
literature and to bring it in connection with the creation of conditions for correlation
between instrument teaching in music school and music lessons in primary school.
Keywords: music education, methodical bases of flute teaching, initial flute literacy,
folklore elements in the initial flute literature, song as instructive material



202 @onknop y nacimasu uncimpymeniia u mysuuxe feopuje / Folklore in teaching instruments...

Cpbhan Tenapuh

dakynreT Mysuuke yMETHOCTH, YHMBEpP3UTET yMeTHOCTH Y beorpany, Cpduja
teparic@gmail.com

VInTepnperanuja enemenara ¢ponknopa
Y HOBUjUM JeTNMa CPICKIX KOMIIO3UTOPa
Ha IpefAMeTy AHaMN3a My3UYKNX CTIIOBA

Cakerak

[Tpepmer AHanmmsa My3sMYKMX CTUJIOBA IIOCEAyje TpM HMBOA ydyema. IIpBu je Teo-
PUjCKO-TMHTBUCTUYKY 11 Y TOM CETMEHTY IpefMeT ce daBy muramuma ctuia. JIpyru je
TEOPMjCKO-UCTOPUjCKM ¥ Ha TOM HUBOY OaBM ce CTMICKUM eroxama. Tpehu je anamm-
TUYKIM ¥ 3ay3MMa Haj3HaYyajHUjyu IIPOCTOP, KaKO M CaM Ha3uB IIpeIMeTa Ha TO yKasyje.
Teopujcka dasa paja 3acHOBaHa je Ha YOOMUIajeHOj METOLOMOTHjU CTIICKE aHA/IN3e, O
geMy je mucao JaH Jla Py (Jan LaRue). Ctuicka anammusa kpehe of Hajmpux mocTaBKu
BEe3aHNX 33 KOHTEKCT, la OM ce OIICeT Cy’KaBao Ka MOjeiTHaYHIM acTIeKTIMa 3ByKa, Xap-
MOHUje, Menopuje, putMa 1 wuxoBux Mehycodunux xomdunanuja, xoje Jlapy Hasupa
»pacT”. 3a IpMUKa3 oBe METOMOMOTje N3adpaHa Cy ABa MpUMepa HOBMje CPIICKe My3UKe.
[Tpy mpumep je cras Tepuer us ceure Mana otiepa 3a KaMepHU opkecTap Mumopaza
Mapurkosuha (2010), a gpyru je npsu craB KoHlepra 3a BMOJIOHYENIO M OpKecTap
Unceasing Prayers Hype JKuskosuha (2013). TpetmaH kBa3uQoIKIOpHNUX U KBasULIPK-
BEHUX HaIleBa y OBJMM KOMIIO3MI[VjaMa je TaKaB fia je M3derHyTa LUTaTHOCT MM CTBa-
pambe IOCTMOJIEPHUCTUYKOT Kosaxka. CIIoj aBaHTrapfie 1, y HajIIMpeM CMMUCITY, BU3AH-
THjCKOT ca CTWICKVM I[pTaMa TPaAMIIOHATHNX 3allaJHOBPOIICKUX CTU/IOBA (dapoka Ha
IpuMep), JOBOAM [0 jeSHOT CAaCBUM HOBOT KOHTEKCTa KOj! jOII YBeK Hije JOBO/BHO IIPO-
tTymadeH. C 0031poM Ha YMH-EHMIY Jia je ped O KoMIIo3MIujama Koje ce odpabyjy Ha
HACTaBlL, IJb pafia je Aa 0djacHM Ha KOju HAuWMH Ce IOMeHyTe pedepeHile TPeTupajy y
CacBMM HOBOM, IOCT-IOCTMOJEPHUCTUYKOM KOHTEeKCTY. Ha TakaB HaumH, ocTaB/ba ce
IIPOCTOP 32 pasMMILbarbe O TOME fla Cé ¥ Ha OBOM, a/IM ¥ Ha JPYTUM IpegMeTuMa y
OKBUPY HayKe O MY3WIM, OTBOpe HOBe MOTyNHOCTI) 3a TyMadema CaBPeMeHOT CTBapa-
JALITBA.

Kmbyune peum: Ananmsa MySMYKUX CTUIOBA, feLeHTpanMsanyja, CTUICKA aHAIN3a,
G oNKIIOp, IPKBEHM HaIleBU

VBog

penMer AHanm3a MySMYKUX CTMIOBA IIPENCTaB/ba 3HAYajaH MICKOPAK Off
IIKOJICKNUX, Oa3MYHNUX AMCUUIUIMHA KOje ce NpOoydyaBajy Ha aKafleMCKOM
HUBOY. Pasnor Tome nexy y 4MibeHULM LITO OH Claja pas3/iuMyuTe BEIITHHE
daB/berba aHAMN30M HaydeHe TOKOM IIPEeTXO/HIX OjJfHA IIIKO/IoBama. [la Ou cTy-
[IeHT Ha MpaBM Ha4MH CTMICKM aHAIU3MPao ofpeheHo MysudKo Heno, oH Mopa



Cpban Tenapuh, VnTepnperaruja eeMeHara GONKIOpa y HOBUjUM A€IMMA CPICKIX... 203

fla mocenyje fodpe OCHOBe II03HaBamwba My3ndKe (hopMe, XapMOHUje, KOHTPAITyH-
kra. [llupewe BUAMKa Uje U Ka ynoTpedu 3Hama 13 OIILITEr 0dpa3oBama, Ia je
HY>)KHO IIPUMMEHNTH M Ca3Hamba Be3aHa 3a UCTOPMjy YMETHOCTH, KIJKEBHOCT,
¢unosodujy n ecretuky. Makap y HajummpeM cMUCy, HoTpedHo du dusto ymnope-
IUTM Jie7la CTe eroXe amy PasININTIX YMETHOCTY M 00jaCHUTH peLuMO, 3aIITO
MarnapmeoBa necma, MoHeoBa cuka 1 [leducujeBa My3uKa CIafiajy y UCTY paBaH,
na mapagpasupamo loctyuixor (1968).! IIpodnem cTuicke aHanm3e HAPOINTO je
13a30BaH KaJja je CaBpeMeHa YMEeTHOCT y IUTamY, jep je y MHOUITBY aKTyeTHNX
CTIJICKMX TeHJEHIIMja TelIKO Pas[gBOjUTHU LITA je TO IITO he MOCTAaTV CMHAPOM
ernoxe, a 1ITa je OHO IUTO je Ha MAapruMHM. 3a MpeLM3HMje JUjarHOCTULMPArbe
OBAaKBIIX II0jaBa OTpedHa je M3BeCHAa BpeMeHCKa AucTania. MebhyTtnm, To He du
Tpedaso fa cpeyapa npeziaBaye fia ce daBe aHA/M30M CaBPEeMEeHUX YMETHUIKIX
mema. Y TOM CMMCIY, OBaj paji he mokasaTtum Kako ce yIpaBO TPaYIOHAaTHUM
MeTOfjlaMa CTUJICKe aHa/IM3e MO)Ke IIPUCTYIINTY aHAIM3M CaBpeMeHe CPIICKe My-
31Ke 4uje je IMacTOpaTHO yCMepeme, Ia TaKo U Kopuinheme (Pokmtopa, OUTHO
ctuncko oppeheme. AHanmsa xoja he dutm nprkasana HaMemweHa je CTyAeHTUMA
Opcexa 3a My3u4Ky Teopujy U OaB/bermy OBOM IIPOOIEMaTUKOM Y 3aBPIIHOM,
YeTBPTOM CEMeCTpy C/Iyllama IpeaMeTa AHanmsa My3sUYKMX cTiioBa. Hda du
YOIIILITE MOIJIO Ia Cé CXBAT! KAKO Ce JIOIIO /IO KOHTEKCTA 0aB/berha CaBpeMEeHOM
MY3UKOM, YKPaTKO 1 Tpedasio ia M3/10KMMO IITa je TO LITO CTYAEHTH yde TOKOM
JiBe TOAIVIHE TPajarba OBOT IpeMeTa.

CrpyKTypa 1 ycMepeme npegmMera AHamm3a My3SUIKNX CTUI0Ba

3a crygenTte Mmy3nuke Teoprje Pakynrera My3nuke yMeTHOCTH ¥ beorpany Ana-
NM3a MY3MYKMX CTUIOBA je 00aBe3aH IpefMeT Off IeTOT 0 OCMOT MOAYJIA, Of-
HOCHO, HacTaBy noxahajy Tokom Tpehe 1 yeTBpTe rofjuiHe OCHOBHMX aKa/jeMCKIX
CTyAuja. AHanM3y My3MYKMX CTUIOBA 1 U 2 C/TyIIajy ¥ CTYEHTY KOMITO3UI[Hje,
IVPUTOBamba, OPry/ba 1 4eMOaa, 10K je Kao n3dopHM IpeaMeT oHyheH cTyeH-
TYIMa My3M4Ke [eJlaroruje, My3UKO/IOTMje ¥ TOTOBO CBUX MHCTPYMEHTATHUX Off-
cexa. Y IPBOj TOAMHM, IPeAMeT je TOfe/beH Ha {Ba CErMeHTa: TEeOPVjCKO-IVHI-
BUCTMYKM U aHAMUTUYKU. TeOpujcKu [leo 3aCHOBAH je Ha MPOydYaBamy MOjMa
ctu. [Todnme ce ca MCTOPMjOM OBOT TI0jMa, Off AHTHKE O PeTOPUYKUX Teopuja
cruna 17. Beka. ITorom, mocedHa maxma nmocsehena je AnnepoBoj popmanHoj
(Formenanalyse) n ananusu cagpxaja (Inhaltsanalyse), omHOCHO, 1f€j1 OBOT Te-
opeTnvapa I10 KO0joj I0/1asy /IO CIIajarba OBe JIBE BPCTe aHa/INU3e, 1ITO je Y HajIlu-

! OpuruHaaHyu QUTaT m1acu: ,,JJpyrum pednma, Mopa IoCTOjaT! CUCTEM Ollepaliyja I1o-
mohy xora he ce cBe excrpecuBHe JieTepMIHAHTE jeffHEe YMETHOCTM MOy IpeHeTu Ha
HEKy JPYTy YMETHOCT, II0CeQHO Y OKBMPY MCTe CTUJICKE eroxe. Y TOM CMMCIY, MU Ce
ocehamo y ipaBy #a y MCTH IUIaH aHaM3e nocraBuMo Manaepmoy (Mallarme) moeswujy,
Moueose (Monet) cmuke u [IeducnujeBy (Debussy) mysuxy” (Gostuski, 1968: 30).
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peM CMMCITY OCHOBA CBaKe METOZHOJIOTHje aHa3e My3udKor cria. Cieay mpo-
y4aBame HajBOXHMjuUX Teopyja 20. Beka, MOAE/bEHO Ha TpU OOIACTU: METOfA
VIMaHeHTHa Jieny, popManmsaM U CTPYKTYpanam3aM U KPUTHUKA JyaaUCTUIKIX
Teopluja Koja Hamajia ,l1lapoBe” IPETXOZHOT Ieploja: HOpMa-OfCTyIambe, Hey-
TPATHO-00€/Ie)KeHO, 03HAYNTe/b-03HAUEHO, YOMHCKA CTPYKTypa-MOBPIIMHCKA
cTpykTypa uth. Teopujckn meo mpepmmera nocBeheH je jour 1 OCHOBHUM eCTeT-
CKuM HavenmMa (esthesis, mimesis, poiesis), GeHOMeHY ,Kallllberba~ CTUIA Y MY-
3UIY, IATabJIMA 1T je TO CTWICKA LpTa (stilema) v ctuicka popmannja, peHo-
MeHMMa MCTOPMYHOCTY U IIPOMEH/BYBOCTY CTV/IA, KTACMYHMM U POMaHTUYHIM
YHUBEP3a/IHUM MOJIe/IIMa CTUJIA, IITa Cy pelpe3eHTaTuBHe GopMe CTUIa, Ipa-
HIYHE 30He, LITa Cy CTWI eIloXe, CTIJI Halyje, CTVWI IPyIie VJIN LIKOJIe, IIePYO,
npaBall, MHAMBUAYaNTHY CTWI. JIpyru cerMeHT mpenMerta mocseheH je mcro-
PMjCKOM M aHA/IMTUYKOM IIPOyYaBamy eroxa, of dapoka [0 MOCTMOAEPHNU3MA.
Ocum 1ITO je cBaka MeTOZOJIONIKA jeuHMIIa HocBeheHa jeHOj emoxu, 3Ha4YajaH
CerMeHT IpefiMeTa 3ay31Ma caMa aHaam3a. Tako ce Ha yacoBuMa odpabyjy Kom-
nosnuuje og Monrtesepanuja (Claudio Monteverdi) no Illuntkea (Anbdpén I'ap-
pueBny II[HATKe) ¥ TO IO METOAY KOjU je BeoMa CIM4aH MmocTaBuy JaHa Jlapya
(Jan LaRue). OBaj ayTop Hanme, roBopu o 4yeTnpy KomOuHyjyha enemenra cTu-
CKe aHa/M3e — 3BYKY, XapMOHM]jI, MEJIOAV)I ¥ PUTMY, KOjU YHYTap MY3UIKOT el
cTBapajy pact (growth), Kako 0Baj ayTop Has3MBa OMIO KOjy KOMOMHAIV]y OBUX
eneMeHara.” 3anpaBo, aHa/u3a je dasupana Ha MAeHTUUKALM]Y CTUICKUX [PTa
U BUXOBOM MeDhyJejcTBY 13 dera MpousIasy CTUICKO TyMadere Ie/Ia U BberoBo
IIOCTaB/bakbe Y Ba/baHe CTUJICKE OKBIIPeE.

AHanmsa MysWYKMX CTUIOBA 3 U 4 y HapegHOj roguHy nocsehena je camo
CTyZIeHTMMa My3uuKe Teopuje. Ha ToM HMBOY cTyamja fomasu o IpoydaBarmba
HEKVIX CYNTIIHWjUX TI0jaBa Be3aHMX 3a My3U4Ky T Jlekiuje Cy mofe/beHe Ha
HEKOJIMKO 08/1acTM, @ TO Cy CTMJI U 3HaUeHe, CTUI M XKaHpP, MHTEPTEKCTYaTHOCT
u nocrmopiepansam. Illto ce came aHanM3e Tude, IPBU MOAYI je mocBeheH fe-
JIMMa KOMIIO3UTOpA IpBe 1ooBuHe 20. BeKa 3aCHOBaHMM Ha Kopuiihemy pede-
eI mpouTocTy kao mto cy Crpasuncku (Mrops dénoposma CTpaBAHCKMT),
ITpoxodjes (Cepréit Cepréesuu IIpoxddres), baprok (Béla Bartok), Xungemut
(Paul Hindemith), Pasen (Maurice Ravel) ge ®apa (Manuel de Falla) utn. Inasan
3a/jaTaK je OTKPUTHU CTpaTeryje Mermarma 3Haderma y OHOCY Ha pedepeHle, Te y
TOM CMICITy Ce TOBOPM O CTM/ICKMM MMUTAIjaMa MIN CTUICKMM TpaHchopMa-

2 JacHo je 1 1a HyjemaH off KOMOUHYjyhux eleMeHaTa He MOXe [ja CTOjU caM 3a cede, OCUM
y usyseTHuM caydajesuma. O Tome ayTop HaBozu crefehe: ,,IleT ocCHOBHNMX eneMeHaTa He
CTOje damr Ha IOTIYHO jefHaKMM OCHOBaMa. IlocMaTpaHN M307T0BaHO, 3BYK, XapMOHIIja,
Menofiija v putaM y BehuHnm cmydajeBa caMu 3a cede He MOTY Jia CTBOpe Ba/baHe My3UUKe
crpykrype. (HesaBrcHo $QyHKIMOHMCambe MeTOAMje Y HaNleBy WM HAPOTHOj TIeCMI TO-
y4aH je M3yserak). Y TOM CMUCTY, OHM (QYHKIMOHUITY Kao KoMOMHyjyhn enemenTn”
(LaRue, 1970: 11).
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LyjaMa ¥ PasAMyYyATAM IIOCTYNIMMA Kao WITO Cy Mapojyja, MacTHUIL, OMaXK U CII.
Y Ipyrom Mopyiy, IpefMeT ce daBM MCTUM OBUM IIMTAaBkUMa Ha IPYMepyMa CaB-
peMeHe CpIICKe MY3MKe, I1a Ceé TaKO aHaIM3Mpajy U fiefa Koja Cy IpefMeT OBOT
pana, Mana oiiepa 3a kamepHy ancamO1 Munopanga Mapunkosnha (2010) n Un-
ceasing Prayers (HerpecTana MonuTBa) 3a BMOIOHYeNO 1 opkecTap Hype JKus-
koBuha (2013). MeToporonika mpodneMaTiKa aHa/Ii3e OBYX Jiefia TIde Ce Ha4lMHa
TpeTMaHa pedepeHI, Koje y HajIIMpeM CMUCTY IPUIIAZIAjy ABeMa PasINnIuTIM
cdepama. JemHa je 3amaHOEBPOIICKa, Y cIy4ajy Mumopasa Mapunkosuha da-
POKHa, JIOK je y ciy4ajy Hype JKuskosuha y nmuramy ¢ppaHIrycka MOZepHICTIYKA
Tpagunyja. JIpyra ce Tmde ¢okI0pa MM LPKBEHUX HAIleBa, ali de3 MOoCpenHe
MIOBE3aHOCTH. Y MUTamby Cy YKa3uBamba Ha HAPOJHO M/IM BU3aHTUjCKO y HajIIN-
peM cmucrty. 3dor Tora heMo OHO LITO HaBOAM Ha LIPKBEHO IIOjarbe TPETUPATU
Kao (QONKIOpHY pedepeHiyy, jep OHa TO y WupeM CMUCTY 3aucTa u jecte.’ Haj-
3a]l, HAUMH TpeTMaHa pedepeHIie YjeflHO je M CTUICKO NUTambe, jep ce y pasinu-
YUTHUM elloXaMa CIIPOBOJY Ha pa3/INiuTe HauMHe.

VnTepnperannja eneMenara GoOnKIOpa — IPKBEHNX HalleBa y
npuMepuma Mysuke Munopaga Mapunkosuha u Hype JKuskosuha

Kommnosumuja Munopaga MapunkoBuha je cBuTa cacTaB/beHa Off KPAaTKUX CTa-
BOBa, WIN jOII O/MKe pedeHO, KOMEHTapa IMOCTaB/beHNX Y OHOCY Ha HacIoBe
Koju anmynupajy Ha ppaHiycky dapokny omnepy. Hacimosu cy Ilponor (Prologue),
Peunrarus (Recitative), Apuja (Aria), Vintepnynujym — Baner (Interlude — Bal-
let), Tepuet (Trio), Kopan (Chorale) n Enunor (Epilogue). Tpedano du mpume-
TUTY JIa CTaB KOjI je IpeaMeT aHa/Iu3e — TeplleT — ayTop Y IPeBOAY HAC/IOB/baBa
kao Tpuo (mpumep 1). C 0d3upom Ha UMEHNIY ia KOMIO3UTOP anyAupa Ha
BOKa/IHy My3MKY, Y OBOM pa3Marpamy heMo ce [p)aTy Ha3yBa TepleT. Y CBUTK
Kao LIeJIVHY, CBU MICKA3Y CY CAXKETH, jACHU 11 HEBOCMMUCTIEH.

3 OBJie ce MOpa ATy HATIOMEHA ia je 3a Pas/IUKY Off APYIUX [OjadKuX TPajuIja, Hapo-
uynTo CpIICKO I[PKBEHO HAPOJIHO I0jalbe MPOXKETO efeMeHTNMa (POKIopa, 0 YeMy TOBOPU
u Ilerap bunrymnar: ,,CBelITeHUIIN, YIUTE/BY U IPYTU, HAPOLHU, JOOPOBOJBHY, MOjIIN,
MYSUYKY HeoOpasoBaHM, KOjii Cy YCMEHO, U CaMO YCMEHO, jep HUCY 3HaIM HeyMe, - a
CMado ¥ HOTe, YUWIN L[PKBEHO HeBame, M MICTUM I'a HA4MHOM Jla/be IpefiaBaii, OUI Cy
TIO71 yTUIIAjeM 3/;paBOT CHA)KHOT, IPMPOIHOT CMUCTIA 3a MY3UKY. VI 3aT0 ce HMCY Tpyaumn
ma mpuMe oHe Tybe, 3a BUX apTIUIUjeHe U HEIPYPOHE TeOplje BUSAHTI)CKOT IIeBabha
0 MHOTOOPOjHMM BpCTaMa MHTEPBajIa M CIOYKEHNM TUIIOBMMA JIECTBUIIA, I1d TAKO U O
TOHA/IHIM OCHOBaMa CBOje IjpkBeHe My3uke (Buurymam, 1988: 13). Y konuepty Bype
JKuskoBuha He 811 MOITIO a ce TOBOPM O YKasuBamy Ha KOHKPETHY II0jauKy TpajuLljy,
amy &1 y ouMMa caBpeMeHOT CIylIaolia HABUKHYTOT Ha KaKo(OHNjy pasINauTIX My3Ud-
KIUX Tpajuliija, OBaKaB BUJ| yKa3JBama JieloBao Kao ,world music” pedepenna. Camum
TYM, y }beT0BOj ¥ CBeCcTy MOIVIA fia Ce I0jaBM acoLyjaliyja Ha OffjeKe My3JKa JaBHO He-
CTanuX Hapofa.
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[Tpumep 1. [IBa ognomka 13 craBa Tpuo cBute Mana oitepa Munopaga Mapunkosuha.
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Y HapemHOM OIIOMKY (IIpuMep 2) MOXe Ja ce IIPMMeTU HeKOMMKO cdepa Ha
KOje ce yKasyje 1 Koje Cy TaKo I'yCTo pacrnopeheHe Kpo3 BpeMeHCKM TOK Jia Jemyjy
HeyxBaT/pyBO. Hocuman Menonuje je BMONMMHCKA TEOHMIIA, JOK ymora drayrTe,
KmapuHeTa MH de, xapde 1 K/IaBypa JIeXKN Y TPy TYCTOT TeKCTYPHOT TKUBA.
Ha camoM moueTKy, CHa)KHO aKIleHTOBaHa PeTOPMYKA MHCTPYMEeHTaHa MeJlo-
[Mja HaIMKYyje Ha KyKare HapyuKada. Y [ja/beM TOKY, MeIOINjCKa NEeOHNMIA BYO-
JIMHe JOHOCK HEIITO IONyT MeJIOfyije LiPKBEHOT 110jama (TakT 37) Koja y jeffHoM
MOMEHTY Kao Ja npenasnu y Kadancky necmy (taxt 40). Tome gonpuHOoCcK Harma-
IIeHO pasjiarame y eoHuIm Knapupa. Vsmely ose Be mojase Menonuje gomasu
¥ 1O TpOMeHe KapakTepa. Menopanja mojama, Kako d11CMO MOIJIN /a je Ha30BEMO,
He pedpepupa HU Ha jefjHY II0jauKy TPagMLIjy SUPEKTHO, a/lu SUCMO JTaKO MOITIN
7la je 3aMMC/IMMO Kao HeKM LIPKBeHM I71ac. Maa ceKyH/ia, Majia Teplia y OKBUPY
TPUOJIE, YCIIMIbabe 10 MENOJMjCKOT BPXYHIIA, a 3aTUM IOCTYIIHO CEKBEHTHO Me-
TIOAMjCKO CIYIITame y IeCHaeCTMHAMa, CBe TO yKasyje Ha npocTop Vcroka, Ha
CeTHY eBOKAI[}jy JIeBaHTCKOT IIPOCTOPa, MM, Aa ce jour crodonHuje metado-
pUYKM M3pasumo, Ha Tyry 3a KoncranTuHonmomem. Odpt y Takry 40 je Kapak-
TepHN 0OpT, a Beh MoMeHyTa OpHaMeHTNpaHa IpaTha yKasyje Ha TpaHcdep 13
Hajimpe cxBahenor dapoxnor. Cycper oBe fiBe cdhepe 3aIpaBo rOBOPU O TOME Jia
dapoK y 0BOM C/Tydajy Huje HeyTpalicaH, fla ce caMa CyIITHA He TyOu y aparie-
pujama, Beh ce dapok 1 Busanrtuja cycpehy Ha TakaB HauMH a MOHOBO MeTado-
PUYKIM MOXKEMO Jla TOBOPMMO O OHOME IITO 3alIPaBO HUKAJ/la Hje HY IOCTOjasIo:
BU3aHTHUjCKOM 0apoKy. OBa BpcTa HOCTMOJIEPHUCTUYKE ,MIIITYAIIEHOCTH Y cedn
HeMa HUIITA Off MPOHNjCKOT MV MOAPYI/BMBOL, OHA je myandka. Crajame pede-
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PEeHIIM KPO3 IyCTO TEKCTYPHO TKMBO 3aIIPaBO JOBOAM [0 CIajarba ABE IEleHTpa-
nm3oBaHe pedepeHIie, IBa 3HaKa KOjy y OBaKBOj KOHCTE/TALNjY I'yde CBe Off CBOjUX
OPUTMHATHUX CBOjcTaBa. CIMYHO je U y APYTrOM IPUMEpY, OJJIOMKY U3 IIPBOT
CTaBa KOHIIEPTa 3a BUOTIOHYeNIO 1 opKecTap Unceasing Prayers Bype Kuskosuha
(mpumep 2).

Piano

Viola

Cello

[Tpumep 2. OnoMax 13 MpBOT CTaBa KOHIIEPTA 3a BIOTIOHYETIO U OPKecTap
Unceasing Prayers Hype KnuBkosuha.

1-"Ich ruf zu Dir, Herr Jesu Christ."
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Y npsom craBy HasuBa Ich ruf zu dir (30BeM Te), MeofMja KOjy JOHOCE K/Ia-
BUP, BUOJIMHA ¥ BUOJIOHYEJIO, €/IEMEHT je TPa/ithe CBUX BEPTUKATHUX M XOPU3OH-
TaJIHUX ITOKPETa IIeIOT CTaBa. Y NMUTambY je KPY>KHM METOMjCKU TIOKPEeT Yuju
HIOYeTHY TPUXOPZ I71acy a-Oe-1ie, a KOjii ce y3 HellpecTaHa II0HaB/bakba, He3HaTHA
IpOLIMpeha U MeTPUYKe M3MEeHe YBEK I0jaB/byje Y HEellITO ApyradmjeM oOJIMKY,
IITO yKasyje Ha pereTUTUBHOCT Koja Huje focnenHa. MehyTtum, nocnegsoct nmm
HEeJIOC/IETHOCT PeNeTUTUBHOT IOKpeTa He Ou Tpedasio fja Oyzie moBe3aHa ca M-
HIMaJIM3MOM VIV IIOCTMMHMMAIA3MOM, jep y TUM CIy4ajeB/Ma caMa peleTu-
TUBHOCT HeyTpaJIMilie cafipxkaj, cBofiehn kperame Ha OHO IITO je OHO 3a cede -
IyKa MeTOAUjCKO-pUTMUYKa (opmyna. PenmeTUTMBHOCT y OBOM CIy4ajy
IIpOM3/Iasy U3 MeIofNje Koja yKasyje Ha HeKy MCTOYHY I10jadKy Tpagunujy. Kao
u kofi MapunkoBuha, cacBuM du cBejeIHO OMIO OfPEANTH je Y CMUCTTY Jia 1IN je Y
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NUTaky 3HAMEWY pacieB (3HAMEHHBIV PACIeB), CUPUjCKO WIM BU3AHTHjCKO
T0jambe, jep caMo yKa3MBame je eKCIUIMIUTHO YIPaBo 300r HaI/IallleHe apXUTeK-
cryanHocTy. OBa mojaBa yBeK HaBOAY Ha [yOMHCKO HMOHMpame ocrnodoheHo o
dmto Kojix Hac/mara sHavYera OCUM OHMX KOjU Ce TUYy apxeTUIckor.? OBakBoM
KOHTEKCTY JOIIPMHOCY OpKeCcTpalija Kao CBOjeBpcHa pedepeHIia Ha GpaHIyCKy
TpafuIujy Koja ce nmporexe of bepnmosa (Hector Berlioz) fo caBpemennx xom-
HO3UTOPA U3 KPyra My3SUYKUX CHEKTPANINCTA. Y IUTaKY CY CBOjeBPCHA CBETIIY-
Ilama TeKCType, N37iBajara NojefNHaYHMX 0ja Koje dp30 mpoMudy Kpo3 BpeMeH-
ckn cniefi. TekcTypa y 0BOM CIIy4ajy HMje TUTeTHjeBCKa, amu ducMo Takohe Morm
fla TOBOPMMO O 3BYYHOj Macy Koja Iocefyje criennpyuyHe KBaluTeTe KOju OIIeT,
HaBOJie Ha ITOCTaBaHTaPIHI IIPOCETeE.

3aK/bydak

JIBa aHanmMsupaHa npuMepa crenyuduyHa ¢y no kopuihemwy GonkmIopHor uau-
OMa y HajupeM CMUCITY Te pedn, Ia O Tako Kao moppasyMenajyhy Tpedano
y3eT! YiIbeHNIY fia Ce U any3lje Ha IIPKBEHO I10jalbe TPeTUpajy Kao pedepenia
Ha HApOJHO. Y TOM CMUCITY, Y 0da IIp1Mepa H0/Iasu JI0 3aiuparmba y CBET IPOCTOpa
HMcToka, oHOra IITO ce y HajIIMpeM CMUCTY Ha3VBa BU3aHTUjCKUM. YOCTAlIoOM,
TaKBUX IOKYIIaja y CPIICKOj MY3UIM je d1sI0, ma dMCMO TOACeTHIN Ha andym
Munoma Ilerposuha Mcimiopuja Busanitiuje uz 1991. rogune, wim y HOBuje
BpeMe, Ha komnosuuujy Jox mucnum Ha iwiede (2016) Tarjane Munomesnh y kojoj
IO7asy Jo CIIajara BU3AHTMjCKOT UuoMa ca pepepennoM Ha [Jlomennka Ckap-
natuja (Domenico Scarlatti). Y cBojum paHujum ncTpakuBamuMa y Kojuma caM
ce daB1o My3ukoM InpBe nomoBuHe 20. Beka, Kao /iBe ITTaBHe CTpareruje odpaje
pedepeHIM HaBeO caM reHepanu3alNjy U HeyTpanusanyjy.” YKpaTko pedeHo,

4 TlojaM apXMTeKCT, Ila CaMUM THM J apXUTeKCTYalHOCT, BeoMa Zodpo odjaimrmasa
3nenko Jlemmmh: ,Taj mySuHCKM TeKcT, KOju ce caM HUKaJ He peannsyje, alnu Koju je cro-
codaH Ja MpOM3BOAY MHOIITBO MCTOBPCHUX TEKCTOBA, HEKM MOJEPHU TeOpeTHYapy
(OKepap Kewer, Jynnja Kpucresa u fp.) Ha3uBajy apxuteKkct. Ibume oHM 03Ha4aBajy fy-
OMHCKY CTPYKTYPY TEKCTa y K0joj je TEKCT MOBe3aH ¢ ofjpeheHnM Tunom guckypca. Ap-
XUTEKCT Ce He peajnsyje y HeKOM KOHKPETHOM TEKCTY, Koju Ou OMO HeroBo MOTIIYHO
UCIymeme, Beh ce peKOHCTpyuIlle Ha OCHOBY MHBAPUjaHTHMUX OJ/IMKA PasHUX TEKCTOBA
(JIemwh, 2010: 98).

> Oda tepmuHa cy mpeysera og [loszeda Ilrpayca (Joseph N. Strauss) xoju o wuMa ro-
BOpM Y KOHTEKCTY Teopuje cKymosa. ITocToju jour HEKOIMKO TepMuHa KOji CY Y BE3U ca
CTparerujaMma peceMaHTU3alyje TOHA/IHOCTH y TPpBOj nonosuHy 20 Beka. Hapennu nurat
TOBOPM O CYLITMHY FeHepajm3alyje ¥ HeyTpanusanuje Koje Ou MOITIe Ja ce CMaTpajy
OCHOBHMM CTpaTerujaMa TOHa/JHe My3MKe MOJiepHu3Ma: ,[IpuMeHa aHaIMTHYKOT MeTO/A
peceMaHTH3alVje TOKa3aa je ja ce pedepeHlie Ha CTape CTIUIOBE Ha/la3e Y CAaMOM je3MKY,
Ha HMBOY O3HaumTe/ba. Kao MmITO je KIacMYHM CTU/I 3aCHOBAH Ha JIpaMaTypruju KOH-
¢nmKkTa Koju ce Hanmasy usMely TOHNYHOT ¥ JOMIUHAHTHOT TOHA/IUTETa, MOITIO O ce pehn
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MOJIepHICTNYKA pedepeHIia OMBa TpeTHpaHa TAKO fla je MOXKeMO CMaTpaTu
ycBajajyhoM jep ce reHepanmayje y HOBOM KOHTEKCTY, VIV IIOHUIITaBajyhoM jep
ce y HOBOM KOHTEKCTy HeyTpanusyje. IlITo ce HajHOBUje CPIICKe My3uKe TU4e, T1a
U My3JKe ITIOCTMOJEPHI3Ma, Y AYXY HaBeJeHNX TepPMIHA, U3BEO CaM CTpaTerujy
meneHTpanu3anuje. JlereHTpanusanyja Ou ce OGHOCUIA HA YNMILEHNUILY Ia CTapy
3HAKOBY Y HOBOM KOHTEKCTY He OUBajy HeyTpa/lu3oBaHy Kao y MOfiepHI3MYy Beh
IeleHTPAIM30BaHMY, jep caMI 10 cedy He ryde HMIITA Of CBOjUX CBOjcTaBa. [py-
TUIM pedluMa, Y OFHOCY Ha odjeKaT Ha Koju pedepupajy, felleHTpannsyje ux caM
KOHTeKCT. JlelleHTpann3anuja je crpareruja Kojy 01cMo IpUPOTHO MOIIN Jia Be-
XKeMO 3a apXUTEKCTYa/THOCT, jep ykasyje Ha ,unirhemwe” pedepeHIu o Hacmara,
Ha BIX0BO ocnodahame o KOMIIOSUTOPCKMX VHTEPBEHIMja I CaMUM THM, Ha
HIOHVpame y [yOMHCKe apXeTUIICKe CTPyKType. PedepeHIie Ha IpKBeHO 11 Ha Ha-
POMHO Y KOMOVMHALIM)Y Ca 3aIIafIHOEBPOICKIM, Off CaMMX (POTKIOPHUX TIPeNIo-
’KaKa Ipajie apXeTUIICKe HapaTuBHe CTpYKType. OBa [iBa pasnimM4yuTa BUJA TpeT-
MaHa (POJIK/IOPHOT, 3aIIpaBO KOPECIIOH/IUPAjy ca CTU/ICKOM TeHJICHI[MjOM HOBUje
cprcke Mysuke. OHO IITO Ce y CPIICKOj MYSUIIU YBPEXI/IO KAa0 KapaKTEPUCTUIHO
u mwro he mocraTy TeHAeHIVja, jeCTe HeKa BPCTAa VHTEH3VMBHMjeT HpUINBa
ocehama Heuer mto Muxann Enmraju (Muxann HaymoBny OniutéitH) HasuBa
»HOBOM yickpenouhy” (Emmraja, 1998: 135).° Hauwme, nsmeby unmennue ayropa
U KBa3U-I[UTaTa y OBe IBe KOMIO3MIYje, He CTOj} BUIe TUIINYIHO IOCTMOJECPHM-
CTUYKM OHOC MPOHUje Y KOjOj je ayTop IacMBaH KOMEHTATOp. Y OBOM CIy4Yajy,
IOCTMOJIEPHUCTIYKA eCTeTHKa dVBa 3aMerbeHa IIOUrPaBamblIMa ayTopa ca apxe-
TUIICKMM Odpacuyma GOKIOPHOT MIN I[PKBEHOT KOju OMBajy CIOjeHM Ca OHUM
IITO MCMO Yy HAjIIMpeM CMMCTy MOIJIM Jja CMaTpaMoO €BPOIICKOM TPaiuIijoM
yMeTHIYKe My3uKe. Y TaKBOM OfIHOCY He JJ0/Ia3y Jio Tpewa n3Mel)y nBe, Hamsren
HecrojuBe pedepeniie, Beh HanpoTuB, OHe dMBajy [eljeHTPaIM30BaHe [0 Te Mepe
ma ducmo Mormm a ToBopuMo o (1) YnmbeHNIN NCTUIakba ayTopa, 1 (2) mojaBu

U [ia je MOJiepHM3aM, KOji ce HaBOZHO Bpaha Ha TOHATHOCT, 3aCHOBaH Ha ApaMaTypruju
KOja OAroBapa [BeMa OCHOBHMM CTpaTerujaMa — FeHepaIusalijyl M HeyTpaausaluju.
Tume ce oBaj leo MOfiepHII3Ma YK/IaIa Y TeHepalTHy 0COOMHY CTHUIA KOjU I'ajyi UHTEH3MBaH
U aMOUBaJIeHTaH OFHOC IIpeMa MpOITOCTH — ycBajajyhu nam Hermpajyhn” (Temapuh,
2020: 211). BumeTtu u Strauss, 1990.

¢ ,HoBa MCKPEHOCT je IIOCTLIUTATHO CTBAPAIALITBO, Kafja Ce V3 y3ajaMHOT OfHOCA ay TOP-
CKOT T/Iaca ¥ LIUTHPAHOT MaTepujana paba ‘TpemepaBa ectetuka’ (Takobe repmuH [Imu-
tpuja IIpurosa)” (Emurrajy, 1998: 135). Hasemthemo u join Heke KOMIO3HUIIMje TOT TUIIA
y CPIICKOj MY3MIY, MAKO MX je MHOIITBO: Vicupopa JKedeman, Cenuwitie (1987), Munaun
Muxajnosuh, Eneiuja 3a iygauxu opxeciiap (1989), Bmactumup Tpajkosuh, ITospaitiak
3epupa - wpu muitionowka wopiapeinia 3a grayiiy, euonuny u knasup (2001), Vsana
Credanosuh, Extraordinary Scenes from Homer’s Grave in Smyrna — New additions for
Hans Christian Andersen for flute, piano, harpsichord, accordion, percussion, string orchestra
and narrator in ten images (2005), bpanxa Ilonosuh, Toda 3a cumponujcku opkecitiap
(2006), utn,.
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HOBe BpcTe ocehajHOCTH KOja CTOj) HACYIPOT MOAEPHUCTUYKOj peceMaHTu3a-
1jU pedpepeHI IPOLUIIOCTY ¥ TOCTMOJIEPHUCTIYKOj MPOHWjH Y OFHOCY Ha SuIo
KOjy TpafiuLiMjy Koje ce foTakHe. OHO LITO je HAPOJZHO y OBOM CITy4ajy, TU4e ce
KOJIEKTVIBHO HECBECHOT, OJJHOCHO apXeTUIICKOr.” EMOTVMBHM acIeKT Koju Ipous-
a3y u3 e fyOuHe OMIo 811 OHO IITO Ha3MBaMO JIMYHNM, @ THYe ce HelmoMyheHnx
ocehama, Kao LITO Cy HOCTAJITHja U XKaJl 33 JOOPUM, CTapUM BpeMeHuMa. 3aucTa
je He3aXBajTHO U3 yI/Ia CABPEMEHMKA TOBOPUTH O CTUMJICKMM TEHJEHI[MjaMa eTI0Xe,
/Iy OHO IIITO je LIeHTPa/IHY 3aK/by4YaK oBe aHanu3e duo ou crepehe: HauMH TpeT-
MaHa (onKIopa u d1MI0 Koje Apyre AelieHTpann3oBaHe pedepeHIie, TOBOPK O
TeHAeHUMju Ka ocehajHOM 1 yHMBepsanHo pomantinuHoM.® Huje nmu to HajaBa
HOBE €I10X€, OHO LITO Ce YECTO HA3MBA ITOCT-MIOCTMONEPHU3MOM, METAMOJIEPHI3-
MOM U C/IMYHO, V/IY je jOLI jefjlaH y HU3y IOCTMOfIepHI3aMa, BpeMe he mokasaTn.
Moskpa he ynpaBo cTypeHTH, KOji1 ce 0OBUM aHanu3ama dase, y dynyhHoctu mohu
Ia Ipel3HIje OATOBOPE Ha OBY IVJIEMY.
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Ce CacCToju Off TpeersucTeHTHNX (popmu, APXeTUIIOBA, KOj) TeK CeKYHIAPHO MOTY MO-
CTaTy CBECHUM M CaipKajliMa CBeCTH JiaTu yoKBupeHy dopmy” (Jung, 2015: 51-52).
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I1a TAKO IIOCTOj! M T€3a O METAMOJEPHU3MY KOjU MIMA ,,PyTadljyi OGHOC IIPEMA IIPOLLIO-
ctu u dynyhHoctu op moctmomeprusma” (van den Akker, 2017: 28). MetamozepHu3aM
HAC ,,CHOKHO U3BJIa4M O FOMIIIE ICTOPHUjCKe TBOXKDypije IpeMa OHIM elleMeHTIMa KOji
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INTERPRETATION OF FOLKLORE ELEMENTS IN CONTEMPORARY WORKS
OF SERBIAN COMPOSERS IN THE ANALYSIS OF MUSICAL STYLES SUBJECT

Analysis of Musical Styles is an undergraduate studies course at the Faculty of Music in
Belgrade. Musical analyzes that are covered in this course is based on the study of indi-
vidual parameters related to sound, harmony, melody and rhythm and on finding distinc-
tive elements of style (stylistic features). The analysis of church melodies and elements of
traditional music in the excerpts of Mala opera by Milorad Marinkovi¢ (2010) and Unceas-
ing Prayers by Duro Zivkovi¢ (2013) shows how the reference is approached in the latest
works of Serbian music. The context of the style is explained through the strategy of de-
centralization and fitting into the “new sincerity”, which seems to be its special feature.
Time will tell if this is a dawn of a new era or just another type of postmodernism. Yet,
this dilemma seems to be a good occasion to explain stylistic tendencies within the mod-
ern period.

Keywords: Analysis of Musical Styles, decentralization, style analysis, folklore, church
chants
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