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[IporpamMmcku oa6op

e ap Mupjana 3akuh, pegoBau npodecop, e Kateape 3a eTHo-
My3UuKoJorHjy, PakysTeT My3uuke yMeTHOCTU y Beorpaay

e ap Mupjana BecesimHoBuh Xodmas, pesioBHU podecop y neH-
3uju, PakysnteT My3uuke yMeTHOCTH y beorpany

o ap Tujana [lonoBuh MiahenoBuh, pegosuu npodecop, med
Karteape 3a my3ukoJiorujy, @akyaTeT My3uuke ymeTHoCTH y beo-

rpaay

e JAp JesieHa JoBaHoBMN, BUIIIM Hay4YHU Capa/iHUK, JONUCHYU YJ1aH
CAHY

o ap Camwa PagunoBuh, BanpesHu npodecop 3a yKy HayuHY 06-
nact ETHoMy3ukosiorvja, PakynTeT My3uyke yMeTHOCTH Y Beo-
rpany

o ap Camwa PankoBuh, BaHpejHU npodecop 3a YKy Hay4yHYy 06J1acT
ETHOMy3uKo/10THja, PaKysTET My3UUuKe yMETHOCTH y beorpaay

o ap Cenena PakoyeBuh, BanpesHu npodecop 3a yKy Hay4dHy 00-
sact ETHokopeosioruja, PakynTeT My3ndkKe yMeTHOCTH y beo-
rpany

e ap AHa XodmaH, UHCTUTYT 3a Ky/ITypasiHe U cTyuje cehama,
Hay4yHo-uctpakxuBayku nieHTap Cji0BeHayKe akaZeMuje HayKa U
YMETHOCTH

o ap UBa Henuh, fo1eHT 3a y>Ky Hay4yHy 06s1acT ETHOMY3UKOJ10-
ruja, PakynTeT My3ndKe yMeTHOCTH y beorpany



OpraHusanuoHu 0A60P

e ap Miaagen MapkoBuh, foueHT 3a y>Ky Hay4yHy o6JiacT ETHOMY-
3uKoJioryja, PakysnteT My3sudke yMeTHOCTH y beorpany

o Mcp AHa I[leTpoBuh, acucteHT 3a y>Ky Hay4yHy o6J1acT ETHOMYy3u-
KoJsioruja, PakysnTeT My3niKe yMeTHOCTH y beorpagy

o wMcp bopucaB Mu/bkoBMh, acUCTeHT 3a YKy Hay4Hy o6s1acT ET-
HOMYy3uKoJorHja, PakynTeT My3uuke yMeTHOCTU y Beorpagy

o wMcp Bpanucaas CreBanuh, noktopans Ha KaTeapu 3a eTHOMY-
3uKoJioryjy, PakysnreT My3ndkKe yMeTHOCTH y beorpany

e Mcp Buosiera Jokuh, foktopans Ha KaTeapu 3a eTHOMYy3HKOJ10-
rujy, PakynteT My3nuuke yMeTHOCTH y beorpazy
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YeodHa peu

OcHUBawke CaMOCTaJHOI CTYAUjCKOT MporpamMa Mys3uykor
doskopa 1961. roguHe Ha My3uukoj akagemuju (PakyaTeTy My3uu-
Ke yMeTHOCTHM) O3HayaBa No4YeTaK aKaZeMCKOI eTHOMY3UKOJIOLIKOT
obpaszoBama y Cpbuju, wITO je oMmoryhuso cTBapame 3ajeIHUIE UC-
TpakMBaya NocBeheHuX TEOPHUjCKUM U allJIMKaTUBHUM acleKTUMa
€THOMY3HUKOJIOLIKOT /ieJIOBakba, a TUMe 3Ha4ajHO UHTEH3UBUPAJIO U
pasrpaHa’io pa3Boj Hay4He MUCJH y OBOj 06J1aCTH.

AxtuBHOocTH KocTe MaHojsoBuha Ha NpUKyI/baky, apXHUBU-
pamy, UCTpaXXuBakby W NyOJHUKOBaky NpUMepa TpaJUllMOHAJIHe
My3W4Ke OalllTUHE HAaroBecTUJie Cy popMHUpame cMepa 3a My3UUYKHU
doJKI0D, KaKo je MPBOOUTHO Ha3BaH, y OKBUPY McTopujcko-doik-
JIOPHOT oficeKa, 3acayroMm npod. Muogpara BacusbeBuha. On 1962.
roauHe, BacusbeBuhy ce kao acucteHT npuapy»xuo /Jlparocuaas JleBuh,
KOjH je y>KU HU3 TOIMHA 0CTA0 jeJMUHU HAaCTaBHUK Ha CMepy 3a/ly>KeH
3a ry1aBHU npegMeT Mysuuku ¢posikaop. Ofcek je 6U0 y HAJJIEKHOCTH
KaTeape 3a My3uKoJI0THjy YU €THOMY3UKOJIO0THjy (0AHOCHO, 0 1990.
Kateape 3a uctopujy My3uke U My3sudku ¢poJikiop), cBe a0 2006. ro-
JIMHe Kaza ce popMupa caMocTasHa KaTe/jpa 3a eTHOMY3HKOJIOT U]y,
kojoM je 1o 2018. pykoBoguo npod. Jumutpuje l'onemoBuh, a 3aTum
npo¢. Mupjana 3akuh. 1998. ronune My3uuku GOKIIKIOD je Ipenume-
HOBaH y npeaMeT ETHOMY3UKOJIOTHja.

[IpesHauewe AesioBamka y OKBUPY chepe My3U4YKOT (POJIKJIO-
pa y WIUPOKO MoJbe MojMa Tpajulivje U TpaJULMOHA/IIHE My3UKe Yy
TOKy 1990-ux roguHa, NoAyAapuso ca ca yK/byYUBamkeM eTHOKOpe-
OJIOLIKKX UCTPaXKUBaka Ijleca y JIOMeH eTHOMY3HUKOJIOIIKe aKaJieM-
CKe eJyKauuje. YK/bydyermheM eTHOKOPeOoJIOoTHje Y eTHOMY3HKOJIOLI-
KM CMJIabyC Ha CBUM HMBOMMA CTy/Hja (ca MOYETHUM aHTaKOBaHeM
Zp OnuBepe Bacuh) cTBopeHa je 06pa3oBHA U Hay4YHa OpUjeHTalyja,
Koja KaTe/py YMHU je JUHCTBEHOM y PETUOHY.

TeHpeHIMja BUIIECTPYKOI pasrpaHaBakba AUCLUIIJIMHAPHOT
JleJloBama je Mocjae[mUux JeleHdja UHTeH3UBUpaHaA 10/ yTUlajeM
npeosaahyjyhux mocTMozepHUX TeXHbU 3a NapTUKYJapU3alujoM,
MHTEePAUCLUMIIMHAPHUM JMCKyCHjaMa U YCIOCTaB/bakbeM TPaHCAUC-
LMIJIMHAapHUX NepClIeKTHUBA, ITO je 3Ha4ajHO NPOIIMPHUIJIO TEMATCKe
M MeTOJ0JIOUIKE MOTyhHOCTH eTHOMY3HWKOJIOUIKMX HCTpakKMBakba
Koje cy Mehy HayyHuuMa y Cp61ju JOMUHAHTHO OCTaJle Y OKBUpHUMa
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daBopH3anyje HALLMOHAJHO OPHUjeHTHUCAHUX TeMa, aJld U YKJbyuuJjie
HeKa 0Jf TeMeJ/bHUX MUTamwa [ViobasHe eTHOMY3UKOJIOTHje, Y Be3H ca
UJIeHTUTapHUM H/Ie0JIOIIKNM, apeKTUBHUM, OJIUTUYKHUM U JPYTUM
JIPYIUTBEHUM aclleKTUMa My3UYKHX NIPAKCH.

Y yciioBUMa naHeMuje u3a3BaHe KOpoHaBUpycoM y Toky 2020.
1 2021.rogvHe KOMyHUKallMja y BUPTYyeJHOM IPOCTOPY je 6usia roto-
BO je[lMHA OILMja 3a NpodeCcuOoHaTHH, TeJarollK1 U Hay4YHO-UCTpa-
»KMBavkKu paj. [lojam ycnocTaB/bamwa rpanuue usmebhy ,mene”/,Hac”
U ,BbUX" y cBakoM cMUCHy (PpU3UYKOM, COLUjaIHOM, HALLUOHAJIHOM)
MOCTAJIO je YJITUMaTUBHA OCHOBA JbY/ACKOT JleJI0Bamba. Y3 TO, Tajacu
KpHu3e XyMaHUCTUYKHUX AUCLHUIIMHA KOjU Cy, U3 PA3JIMYMTHUX yIJIOBa,
NpOTpeC/JU TeMesbe AUCLUIIIIMHE, [JOBEJU Cy [0 PeCTPYKTypUpamba
IeHe JaHalllkbe MapajurMe, y cMepy JpyLITBEHO aHraXKoBaHe, jaB-
He HayKe, N10/JJI0’KHe KOHCTPYKTUBHOj ayTOKPUTHULH, U OTBOPEHE 3a
HOBa pa3MaTpama Be3e My3UKe U JpyLITBa, My3uKe Y 106a pa3/inyu-
TUX KpPHU3a, Kao U OZIP>)KUBOCTH KYJITYpe U IPUPO/ie U3 yIyla My3UYKHUX
3ajepgHuua. KoHTekcTya/M3oBambe Ha4MHA M3BOhewa U nepleniuje
TpaJULMOHAJHUX MY3UYKUX U IJIECHUX 00JIMKA ¥ OKBUPUMa HOBHUX
BU/I0BA NIpe3eHTalHje, Kao U Npoy4yaBabe HeOTPaJULIMOHATHUX MY-
3MYKUX GOPMHU Koje 06JIMKYjy Nnony/JaapHe TpeH0Be My3U4KOr U3pa-
3a, Moryhu cy TeMaTCKU OKBUPHU KOjU OU Ha L|eJIOBUT U NPOAYyO/beH
Ha4YMH KOHLeNTYyaJU30Ba/M (IIOCT)TpaJULMOHAIHU JUCKYPC.

O6esniexkaBajyhu L1e3/eceTOroAULIKLY TpPaAULHjy aKaZeMcKe
eTHOMY3UKOJIOIIKe efyKanuvje y Cpbujy, oBaj HaydYHU CKyIl MMa 3a
1MJ/b peIeKCUBHO NPEUCTIMTHBakbe HeKaJallllbUX NOCTUTHYha, Kao 1
pa3MaTpame MOTyRHOCTH eTHOMY3UKOJIOIKOT U €THOKOPEOJOLKOT
UCTpaXKMBakba My3HKe U IJieca y BpeMe (ocT)TpajuLiyje, a mapaJse-
HO C TUM M €THOMY3HUKOJIOIIKO U MY3UKOJIOIIKO CaBpeMEHO TyMa-
Yyere MY3UYKHX JleJla Yy IOMEeHYTOM JOMEHY.

Ypenuuny,
beorpapg, 2021.
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Introducotry Word

The establishment of independent study program of Music Folklore in
1961 at the Academy of Music (Faculty of Music) marks the beginning
of academic ethnomusicological education in Serbia, which enabled
the creation of a community of researchers dedicated to theoretical
and applied aspects of ethnomusicological work, and thus significant-
ly intensified and branched out the development of scholarly thought
in this area.

Kosta Manojlovi¢’s activities in collecting, archiving, researching and
publishing examples of traditional musical heritage indicated the for-
mation of music folklore module, as it was originally called, within the
Historical-Folklore Department, thanks to prof. Miodrag Vasiljevic.
In 1962, Dragoslav Devi¢ joined as an assistant, who for many years
remained the only professor in the field, The module was under the
jurisdiction of the Department of Musicology and Ethnomusicology
(that is, until 1990, the Department of Music History and Music Folk-
lore), until 2006, when an independent Department of Ethnomusicol-
ogy was formed, which was headed by prof. Dimitrije Golemovi¢ until
2018 and then prof. Mirjana Zaki¢. In 1998, Musical Folklore was re-
named the subject Ethnomusicology.

The altering of activities within the sphere of musical folklore into the
broad field of the notion of tradition and traditional music during the
1990s, coincided with the inclusion of ethnochoreological research of
dance in the domain of ethnomusicological academic education. The
inclusion and integration of ethnochoreology into formal studies on
all levels of academic education (with the initial engagement of prof.
Olivera Vasi¢) makes the Department of Ethnomusicology unique in
the region.

The tendency of multiple branching of disciplinary action has inten-
sified in recent decades under the influence of prevailing postmod-
ern aspirations for particularization, interdisciplinary discussions and
the establishment of transdisciplinary perspectives, which significant-
ly expanded the thematic and methodological possibilities of ethno-
musicological research which, among scholars in Serbia, dominant re-
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mained within the framework of favoring nationally oriented topics,
but have also included some of the crucial topics of the global ethno-
musicology, related to the identitarian, ideological, affective, political
and other social aspects of the musica practices.

In the conditions of the pandemic caused by the coronavirus during
2020 and 2021, communication in virtual space was almost the only
option for professional, pedagogical and scientific-research work. The
notion of establishing a boundary between «me»/»us» and «them» in
every sense (physical, social, national) has become the ultimate basis
of human agency. Additionally, the different waves of crises that have
shaken the very foundations of the discipline, led to the restructuring
of its contemporary paradigm, towards the socially engaged public sci-
ence, that can reflexively perform an auto critique, and moreover stay
open to the new approaches to the relation of the music and society,
music in the time of crises, and to the issue of the sustainability of the
culture and the nature from the perspective of the communities mak-
ing music. Contextualizing the way of performing and perceiving tra-
ditional musical and dance forms within the framework of new types
of presentation, as well as studying non-traditional musical forms that
shape popular trends in musical expression, are possible thematic
frameworks that would conceptualize (post)traditional discourse in a
complete and in-depth way.

Marking the sixty-year tradition of academic ethnomusicological ed-
ucation in Serbia, this scientific conference aims to reflexively review
past achievements, as well as to consider the possibilities of ethnomu-
sicological and ethnochoreological research of music and dance in the
(post) tradition, and at the same time ethnomusicological and musi-
cological contemporary interpretation of musical works in the men-
tioned domain.

Editors,
Belgrade, 2021
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KEYNOTE SPEAKER

Janos Fligedi, PhD

senior researcher at the Institute for Musicology of
HAS

Dance Literacy for a Creative
Reconstruction of Dance Tradition

Dance literacy is an indispensable tool for the deep understanding of
dance—only notation makes it possible to investigate dance and its
structures at abstract levels, leading to the cognition of dance. The pre-
sentation takes up an initial path to this cognition; the approach may
be regarded as hermeneutic from the point of Geisteswissenschaften
(human sciences). The lecture proposes to consider motifs of tradi-
tional dance as results of constructions that follow specific concepts of
movement. Consequently, the movement tradition of folk dance is not
purely a collection of motifs but higher compositional concepts that
determine the dances’ characteristic structures. If the abstract and
general contents are explored, the way opens up to more construc-
tive preservation of tradition. In this way, heritagization may not be re-
duced to constant repetitions of existing forms but can appear as per-
manent creative reconstitution. Applying the introduced theories, the
presentation analyses and shows performed examples of motif struc-
tures that follow and preserve tradition but result from individual cre-
ations.
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Biography

Janos Fligedi, (1953) PhD, habil. professor at the Hungarian Dance
University (HDU), director of the university’s Research Centre, senior
research fellow at the Institute for Musicology, Research Centre for the
Humanities. His main area of investigation is the Central and Eastern
European folk dance; he studies the region’s movement concepts and
dance creation methods, has published several studies and books on
these topics. He is the general editor of the online Folk Dance Knowl-
edge Repository, an integrated database system. He teaches movement
analysis and Laban kinetography at the HDU. He has been a member of
the International Council of Kinetography Laban since 1989, chaired
of the organization’s Research Committee between 1995 and 1997,
and chairs the Board of Trustees from 2005 up today. He is the current
president of the Hungarian Choreology Association. In recognition of
his professional work, he received the Hungarian Golden Cross of Mer-
itin 2020.
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AIICTPAKTH U
bUOT'PADUJE YHECHUKA



My3suka u naecy eapeme (nocm)mpaduyuje

Ap UBa Henuh

JloLleHT 3a y»Ky Hay4yHy 06J1acT ETHOMY3HKOJI0THja,
dakysnTeT My3udke yMeTHOCTHU Y beorpaay

,HeImo3HaTo No3HaTo": HOBe UAEe0JIOIIKEe
apTUKy/Janyje My3u4yKe Tpaauliyje us
yrjia u3Bohauyvna 1 eTHOMY3HUKOJIOIIKA
OATOBOPHOCT

Y oKBUpY Ayre U KOMILJIEKCHE €THOMY3HWKOJIOIIKE HCTOpHUje
6aB/betba My3UYKUM TpaJHuiiHjaMa, ofHOC u3Mehy Bogehux HayuyHUX
napajurMy 1 JpyuTBeHUX Npoleca Koju 06JUKyjy oApeheHy My3ud-
Ky Ipakcy / 3ajeiHUIy OMBAO je PAa3JIUYUTO apTHUKY/IHMCAH KPO3 UH-
TeplpeTaTUBHE, HOPMAaTHBHE W aHTra)KOBaHe OKBUpEe TyMayema U
JilesioBama. PazyMeBame KOHLENTA TPaJHULIMje MOXKe ce MPAaTUTH I10-
4YeB OJ LlEeHTPaJIHE H/Ie0JIOIKE TayKe ,jyKCTallOHUpamka TPaZUIHO-
HaJIHe MY3UKe U KYJTYpa/HOT UJEeHTUTEeTa Koje ce 361Ba je/JHOBpe-
MeHO ca uctopujoM aucuumianHe” (Bohlman), npeko cariefaBamwa
JIMCKpenaHIyje y ynoTpe6y KOHIENTa TPaAuldje y akaJeMCKUM U
cBakoZHeBHUM KoHTeKcTHMa (Cimardi), Auckycuje pazymeBatba Tpa-
JMLMOHAJIHOT Y MY3ULH y II06aJIHOM IpEIJIETy NMpeCcTaBa O ayTeH-
TUYHOCTH, KYJTYpasHOj PyrocTH U corncTBeHoM HacjaeDhy (Aubert),
U Mpeceliamkba KYJTYPHOT CKPHUIITA HA KOjU Ce OCJamajy 3ajefjHUlle
OKYIlJbEHE OKO MY3WIMpama W Hay4YHOT pa3dyMeBama My3WYKe Tpa-
nunyje (Henuh).

Y dokycy oBor paja 6uhe nperoBaparme OKO 3HaYewa (U Oy-
AyhHOCTH) TpaJuiuMje Ha JaHALIKb0j CPIICKOj U PErMOHAHOj HEOTpa-
JuiroHasnHoj / world music ciieHu, TOKOM IpBe /iBe JielleHHje HOBOT
MUJIEHUjYMa, U3 NepCrneKTHBe M3BohavyuIla Koje 3ay3MMajy UCTAKHY-
Ty MO3UILHjy U YBOJE HOBE MPHUCTYIle My3ULH. Tasac 06GHOBe Tpaju-
[IMOHAJIHEe Hapo/iHe My3uKe y Cp6Hju JleBe/leCeTUX roJMHa MPOILJIOT
BEeKa OCJIOHHO Ce Ha KYJTYPHH apXuB y BUAY Hacjeha ceocke Tpaau-
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Krouza ancmpakama

[IMOHAJIHE MYy3MKe, IPEBACXO/IHO Ca aKI|EHTOM Ha CTapUHCKOM U 6e3
pedepeHLM Ha HeJaBHe JpyuITBeHe Jorabaje, WM, CBEYKYIHO, Ha
MCTOPUYHOCT My3HUKe. /laHalllba ClieHa je YMHOTOMe Jipyraduja y of-
HOCY Ha M3BOPHU PEBUBAJIMCTUUKU KOHTEKCT JleBe/leCeTUX, Te He-
HU/e aKTepu/aKTepKe y3 Beh yobuyajeH NPUCTYI LLEHTPAJHOM pe-
IepToapy CeocKor Hacsiebha, peakTyesusyjy U JApyre UCTOPHUjCKe U
»KaHpoBcKe $opMe, U 3aCTyMajy pasjUuUTe Ujeje 0 ToMe 1ITa (U 3a
KOora) MoBeCHe peaKTUBalluje Tpajuuuje Tpeba fa ,4uHe”. [luTamy
HBUX0Be MONhH JlesloBamba U peslaTUBHE ayTOHOMU]je y OZJHOCY Ha Ipe-
oBJsiahyjyhe apylITBEHEe HAapaTUBe 0 Ky/JTypalHOM Hacebhy, y pagy he
ce NPUCTYNHUTH Ca MO3UILHUja €eTHOMY3UKOJIOIKe pedIeKCUBHOCTH U
NPONUTHUBAKA IUjaJIeKTUUKe CIIpere HayKe U JPyLITBa, Ha KOjy je Imo-
TpeOGHO HelpecTaHo MojicehaTu.

buorpaduja

/lp UBa Henuh (1979) je eTHOMY3UKOJIOLIKK A U TEOPETHYAP-
Ka KyJIType, U Aol eHTKUuba Ha KaTenpu 3a eTHoMy3ukosorujy ®a-
KyJITeTa My3u4kKe yMeTHOCTH y Beorpaay. tbena HayyHa MHTepeco-
Bawa 00yXBaTajy OAHOC My3UKe, UJ€0JIOTHje U POAHUX pexuma u3
yIjla eTHOMY3UKOJIOTHje U KPUTUYKHUX JPYIITBEHUX TEOPHja, Kao U
NHTawka OAPKUBOCTHU KyJITYPaJTHUX IPAKCH y CBETJY IJI00AJIHHUX MPO-
MeHa M Hactynajyher TpaHncxymaHusMma. [IpefaBama 1o nos3uBy ofip-
»KaJia je Ha YyHUBep3uTeTUMa y Ayctpujy, Besrikoj bputanujy, Janany
u Uranuju. [locagalmikba McCTpakuBawa OOyxBaTWJa Cy HeoTpau-
[JMOHaJ/JIHe My3u4Ke npakce U world music cueny y Cpouju, uctopuj-
CKYy PEKOHCTPYKIMjy >K€HCKOT CBUpamwa Ha TpaJULMOHAJIHUM WH-
ctpyMeHTHMa y Cpb6ujH, ®KEHCKO My3ULIMpalke y KOHTEKCTY CpICKe
Y MOCT-jyrOC/I0BEHCKe HE3aBUCHE CLieHe, PErMOHAJIHU XUII XOI U oI
douk. 3a kwury ,[I'yciapke U cBUpadule TpaJULMOHAJIHUX UHCTPY-
MeHaTa y Cpouju: ugentupukanuja 3sykom“ (CLIO, 2019) nobuaa je
Harpaay ,Auhesnka Muauh“ (2020) Cekuuje 3a eMUHUCTUYKA UCTPa-
»KMBama U KpUTUUKe cTyauje MackysnHuTetra (CEOEM) 3a Haj6osbe
OCTBapeme y 06J1aCTH pyLITBEHUX U XyMaHUCTUYKHX HayKa Koje J10-
IPUHOCHU POAHUM cTyArjama y Cpouju. PykoBoau npojektoM “Female
leadership in music: a cross-genre research of women’s roles, agency
and collaborative music-making practices in Serbia” koju ¢uHaHcupa
®onp 3a Hayky Peny6sinke Cpouje.
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My3suka u naecy eapeme (nocm)mpaduyuje

Ap AHa XopmaH

WHCTUTYT 3a KyJATYpHE U CTyAuje cehama,
HayyHo-uctpaxkuBauku 1jeHTap CjioBeHayKe
aKaJieMuje HayKa U YyMeTHOCTH

Teopuja adeKTa U TeopeTHU3anyje 3By4YHOT
UCKYCTBA Y eTHOMY3UKOJIOTUjH

Teopuja adekTa, JeJTMMHUYHO UHCIHPHCAHA UCTPAKUBabHUMa
0 eMolijaMa U TeJly y OKBUPY GeMHUHUCTUYKE TeopUje U KBUP CTY-
nuje, nocye 2000. 3a106Uuja 3Ha4YajHUje MECTO HA MOJbY XyMaHUCTH-
Ke, yK/bydyjyhu u eTHoMy3uKoJiordjy. [Ipuctynu koju ce ocnamajy
Ha KOHLeNT adeKTa ,Kao Npesa3 U3 jeJHOT UCKYCTBEHOT CTakba TeJsa
Ha fpyru“ (Deleuze i Guattari), Texke fa yHecy HOBM NOIJIeJ y MPO-
MUI/bake PeajHOCTH ca GOKYCOM Ha JApPYyLITBEHO-NMOJUTHUYKU Ka-
pakTep cdhepe CEH30PHUUHOT, TeJIECHOT U eMOLIMOHaNHOT. Ocnamwajyhu
ce Ha paZioBe ob6jaBsbeHe y 3aAbux 10 roguHa, nprukas he ocBeT/u-
TH HEKa Ba)KHa NUTama yBohemwa Teopuje adpeKkTa Ha OAPYUje eETHO-
MY3HUKOJIOTHje KpO3 pa3MaTpame TpU IJIaBHE TeMe: KOHLeNTyaJlHU
ofHOC adeKTa, eMolUje U CEH30PUYHOCTH; aPeKTU U HOBU OOJIUILIU
3By4YHe JIpYLUTBEHOCTHU U NOJMUTHUYHOCTH, U Ha Kpajy, NUTame adek-
TUBHOT paja.

buorpadmuja

lp Ana Xodman (1976, Hui) je aunioMcKe U MarucTtapcke
cTyauje 3aBpuinia Ha PakynTeTy My3uiKe YMETHOCTH YHUBepP3UTe-
Ta yMeTHOCTH y beorpaay. JlokTopupaJa je Ha [locTAunioMckoj mKo-
v YuuBep3uTteTa y HoBoj l'opunu 2007. [Ip XodmaH je MehyHapoHO
NpU3HaTa €THOMY3UKOJIOUIKKMEba aKTUBHA Ha NOAPYYjy UHTEPAHUC-
UIJINHAPHUX UCTPaXXUBaka Y XyMaHUCTULHY, NIpe CBera aHTPOIIO-
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Krouza ancmpakama

JIOTUjU U KyJATYPHUM CTyAujaMa. JJoOMTHULA je NPeCTUKHUX Harpa-
Jla -y 2018, narpazie “Danubis“ MuHuctapcTBa 3a BUCOKO IIKOJICTBO
U Hayky Peny6suke Ayctpuje u UHcTuTya 3a [lonyHassbe u Cpefby
EBpony 3a cBOj MCTpaxkuBa4yKd paj, Kao U Harpaje Barbara Smith
MebyHapHoaHOr yapy»ewa eTHomysukosiora ICTM, 2007. [p Xod-
MaH je NpUA06uJa U BUlle NPeCTHXKHUX MehyHapoJHUX cTUNleH A uja:
Fulbright ctunenaujy 3a uctpaxkuBayku 60paBak Ha npecTxHOj [lo-
ctaunoMckoj mwkosu City University New York (2018), ctunengujy
BpaswuJicke areHnuje 3a uctpaxkubambe Ha PeJilepaslHOM YHUBep3UTe-
Ty y Puo ne Xaneupy (2015); ctunenaujy Ayctpujckor ¢poHza 3a uc-
TpaxkuBawe (OEAD) (2013) uta. O6jaBuna je Buiie o, 50 HaydyHUX
YJjlaHaKa y NMPeCcTUKHKUM 4acolMCHMa M IoIJaB/ba ¥ MOHorpaduja-
Ma Kao U ABe Kmwure Staging Socialist Femininity: Gender Politics and
Folklore Performance in Serbia (Brill, 2011), Muzika, politika, afekt:
novi Zivot partizanskih pesama u Sloveniji (ZRC, 2015), npeBoj Ha
cpucku Novi Zivot partizanskih pesama (Biblioteka XX vek, 2016).
TpenyTHO pagu Ha MoHorpaduju Socialism, Now! Singing Activism
after Yugoslavia (OUP).
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My3suka u naecy eapeme (nocm)mpaduyuje

Ap Tujana llonosuh Mi1aheHoBuh

pesoBHU npodecop, med Katenpe 3a
My3UKOJIOTH]y, PaKy/ITEeT My3uuKe YMETHOCTH Y
beorpaay

KoHuepT 3a BUOJIy M opKecTap / Viola
Tango Rock Concerto bewhamuHa Jycynosa
TaHro Kao Kpajimha KOHCEeKBeHI[a CBUX
‘o63HaHa KoHnepra

Bynyhu na je my3suka npe cBera KyJTypHU peHOMEH, uuje je
OUTHO CBOjCTBO Pa3JIMUUTOCT, IUTae KOje ce yBeK HAaHOBO HaMehe,
a JlaHac ce YUHU N10Ce6GHO UHTPUTAaHTHUM, jeCTa KaJla U KaKo Hac My-
3uKa nokpehe, unn ka yemy Hac nokpehe? /[pyruMm peunma, yKOJIUKO
ce 006JIMKyjeMO Kp0O3 MY3UKY U Kao MOjeJUHIIU U Ka0 YYeCHULU Y KYJI-
TYpPH, T€ YKOJIMKO KOHCTPYUILIEMO My3U4Ke TpaJulivje, TO jeCT, MoJe-
JINPaMoO Ha4MH Ha KOjH ce KyJITypa rpaJid yCIoCcTaB/bakeM KOCeH3yca
0 My3W4YKOM BepOBamwy U Ollpesiesbyjy 0f uera 3aBUCH My3U4Ko (CI10)
pa3yMeBame U capa/iiba — IMTakbe Koje ce NOCTaBJ/ba jecTe KaKo HaM
My3MKa [laHac Jaje HOBY UJEHTUTET KOjU je UCTOBPEMEHO U NOTILy-
HO pyTY U MOTIYHO Hall, WY, y KOjoj MepU JbY[H JaHacC o[ elaBajy
concTBeHO ocehame cebe mpemMa pa3JIMYUTUM My3uKaMa/My3UUKUM
uJeHTuTeTuMa?

M3 (nmoct)noctmozepHe U/WUaM (IOCT)TpajULMjcKe HepCleK-
THBE, OCHOBHU MexaHHU3aM KYJITYpe jecTe KOHCTpyHucakbe MOo3Ulidje
cy0jekTa, a IpMMapHO JieJioBalkbe My3UKe Y OBOM BpeMeHy HUje U3-
pakaBame Cy6jeKTUBUTETA, Beh MO3UBake Ha Hera. Y O0BOM KOHTEK-
cTy, 6a3MyHa Moh My3uKe U IJleca /ia y CJylIaola YTUCHE CyOjeKTUB-
Ha CTama Koja Cy napa/ioKCaJHO Y UCTO BpeMe M 6JIMCKa/3aBUYajHA U
Tyha/pajneka, CHaXKHO ce UCI0JbaBa ¥ yo4yaBa y cTBapasaliTBy bewa-
MHHa JycynoBa (YMju NPUCTYI craja cnetuuiHe KyJATypHe UAeHTHU-
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Krouza ancmpakama

TeTe pa3JIMYMTHUX eTHUYKUX rpyna ca pa3JIMdYuTUM CTUI0BUMA YMeT-
HHUYKe U MOMyJiapHe My3HKe 3alaJHOT JieJla CBeTa), IPBEHCTBEHO Y
weroBoM gesy Concerto for Viola and Orchestra / Viola Tango Rock
Concerto u3 2003. roguHe.

buorpadmuja

Jlp Tujana [lonoBuh MnahenoBuh je Mmy3ukoJior, peOBHU NPo-
decop u med Karenpe 3a mysukosiorujy Pakynrera My3uuke yMeT-
HOCTH YHUBep3uTeTa yMeTHOCTH y beorpagy. YnaH je Opesbema 3a
Mysukosorujy u Uctopujy ymetHocty EBporncke akazeMuje HayKa —
Academia Europaea ca ceguintem y Jlongony. buia je roctyjyhu npo-
decop Jepycanumcke Akajemuje 3a My3uKy U Iec, [lemapTMaHa 3a
My3ukKoJiorujy ®unozodckor ¢pakysrera YHuBep3uTera y JbybsbaHu,
JluTBaHCcKe AKaZieMHje 3a My3UKY U Mo30pullTe y BusbHycy, kao u My-
3M4Ke akaZieMuje YHUBep3uTeTa y CapajeBy.

[logpydja HWeHOr Hay4yHOT HHTEpecOoBama jecy eBpOICKa
mysuka fin de siecle-a, moeTuka U CTUNIMCTUKA CaBpeMeHe MY3U-
Ke (ycaBpmaBasia ce Ha Université Paris IV - Sorbonne y o6sactu
caBpeMeHe QpaHIyCKe MY3HKe), eCcTeTUKa U Quao30puja My3HUKe,
Kao U npobJsieMaTuKa My3WYKOI MUILILbeHA. AyTOp je IeCT KHUra:
Muzicko pismo (1996 [2015]); E lucevan le stelle (1997); Klod Debisi
i njegovo doba (2008); Procesi panstilistickog muzickog misSljenja
(2009); Interdisciplinary Approach to Music: Listening, Performing,
Composing (2014; npBu ayTop y koayTopcTBy ca b. borynosuh u U.
[lepkoBuh); u The Musical Text and the Ontology of the Musical Work
(2017).
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My3suka u naecy eapeme (nocm)mpaduyuje

ap Cawsa PaguHoBuh

BaHpeJHU Npodecop 3a yKy HaydHy 00J1aCT
ETHOMy3uKoJioryja, Paky/niTeT My3sudKe YMETHOCTH
y beorpaay

ETHOMYy3uKoJ101IKO AeJs10 Kocre I1.
MaHnojs1oBuha Ha ,Tasacuma cehama“

Y pnaHamimkeM BpeMeHy, CHaXXHU M3a30BU IJlo6asM3anyje
HeNpecTaHO NOJACTHUYY NUTawka BaXXHOCTHU KYJITYype U NOJUTHKe
JpylITBeHOr namhemwa/cehawa - y Hay4HOM, YMETHUYKOM, EKOHOM-
CKOM, IOJIMTUYKOM U IIMPEM jaBHOM JUCKYpPCY. AKTYeJIHU TaJsac Ha-
IJIallleHOT UHTepecoBakba 3a MPOUIJIOCT, UM memory boom, Kkako ra je
Ha3Bao aMepuyku ucropuyap Llej Buntep (Jay Winter), nokpeHnyo ce
y BpeMe HacTynawa noctmozepHe. Kazia je ped o Hayuu, yneyaT/buB
Tpar BberoBor NPUCYyCTBa Npeno3Haje ce y T3B. ,CTyAujaMa cehama’
HapacTajyhoj JiuTepaTypy U3 pas/IMYMTHUX JUCLUILJIMHA T0cBeheHOj
OBHUM NUTAKkUMa, KOjoj JoNpUHOCE U UCTpakuBauu U3 Cpouje. CHax-
HO OKpeTame MUHYJIOM /100y, GeHOMeH O KOMe JaHac CBeJ04YUMO,
HUje, MehyTuM, nocBe HOB. Ha pa3mehu XIX u XX Beka ofBujanu cy ce
JIPYILTBEHU NPOLIECU KOjU Cy JAa/Id CIMYaH UCXOJ, y BUAY M0OjadyaHOT
MHTepecoBama 3a npouwiocT. CMaTpa ce Jja Cy Y jelaH ¥ ApyrHy Tajac
IPOUCTEKJIM U3 KpU3e — IPBU U3 KpU3e MOJlepHe, PYTU U3 KpHU3e 10-
CTMOJIEpHE eloxe.

Mysuuko aesioBame Kocte [1. Manojnosuha (1890-1949) y Cp-
O6Ujy U jyrOCJI0BEHCKOj Kpa/beBUHM No4esio je 1919, yuMm ce BpaTuo y
JIOMOBUHY ca ctyauja y Okcdopay, a Tpajaso je 0 Kpaja HheroBOr XHU-
BOTAa, ca IpeKuoM y BpeMe /Ipyror cBeTckor para. byayhu za je 36or
HelpUKJamkaka KOMYHUCTUYKOM pexxuMy Beh 1946. noctao persona
non grata, MaHojsioBuh je ox 1949. no 1990. roguHe BpJio MaJjio no-
MUIbAH Y CPIICKOj MY3UKOJIOTUJU U €THOMY3UKOJIOTH)jH, YaK U Ha ca-
Moj My3H4KoOj akaZleMHUjH, YujeM je ocHUBawy 1937. KJby4HO JONpPHU-
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Krouza ancmpakama

HEeO Y KOjOM je yIpaB/ba0 Kao HeH NPBU peKTOop. OKOJIHOCTU NOYULY
Jla ce Memajy HaKOH cMpTH Jocuna bposa Turta 1980. roguHe, a BUAHO
Tek 1989. u 1990, y BpeMe MaHojsioBuheBUX BeJIUKUX jyousieja. O
Ta/Zia /10 laHac Tpaje pactyha 3aMHTepecOBaHOCT Hay4YHe jJaBHOCTH 3a
HEr0B YKYIaH JOIPUHOC CPIICKO] U jyroCJI0BEHCKO] My3UYKOj KYJITY-
pu. OuuTo je, Aakie, Aa cy weroBo MehypaTHo fgesoBamwe y Cpouju
U JyrociaBujy, ca jelHe CTpaHe, a ca Jpyre, lberosBa MOTOWkA aKTye-
JiM3alyja y HayYyHOM JIUCKypCy HakoH 1990, XpOHOJIOUIKHU yI1a/l/bUBO
KOpPEeCIOHeHTHHU NIPeTX04HO NIOMEeHYTHUM LUKJ/JIyCUMa I10ja4yaHOT UH-
TepecoBawa 3a NnpouiocT. OBO caonluTewme pacBeT/baBa €THOMY3HU-
KOJIOILKH JionipuHOoC MaHojsioBuha 1 oHaj 0 MaHoj0Buhy, y KOHTeK-
cTy oba ,Tasiaca cehama“

buorpaduja

Jlp Cawa PagunoBuh (1962) 3anocsieHa je Ha KaTegpu 3a eT-
HOMy3uKoJj0oTHjy PakynTtera My3nuke yMeTHOCTH y beorpagy of
1989. roguHe, y 3Bawy BaHpeaHor npodecopa og 2017. OcHoBHe, Ma-
TMCTapCKe U IOKTOPCKe CTY/ije 3aBpIluJia je Ha IOMeHYTOj UHCTUTY-
[4ju, IoJ, MEHTOPCTBOM npod. Ap [parocsiaBa Jlesuha. AyTop je fBe
KIbUIe U BHUILE JeCeTUHA HayYHUX PaJioBa, M3JIaraHUX Ha JoMahum
¥ MehyHapoJHHUM CMMIO3UjyMHMa, a 00jaB/beHUX ¥ 300pHULIMMA pa-
Jl0Ba Ca HAy4YHUX CKYINOBa U y loMahUM U UHOCTPAaHUM HAy4YHHUM 4a-
conucuMa. [IpeBacxoiHO ce 6aBU CPIICKMM BOKaJHUM HacJseheMm, U TO
MOPQOJIOMKUM O JIMKaMa CPIICKMX HAPOJHUX [lecaMa, aHaJIUTUIKOM
MeTO/0JIOTUjOM, CTApUM CPIICKUM J|BOTJIACHUM [leBakbeM U 06/1MIIMMa
cTapor oopeaHor cJsoja. Y chepy lbeHUX UHTepecoBamwa yjase Takohe
UCTOPHjaT CPIICKe eTHOMY3UKOJIOTHje, MMTakha PUTMa, CEBAATUHKA,
Kao Y lyXxOBHA My3UKa pa3HUX Tpajulyja. Y Mawoj Mepu o6pahuBa-
Jia je ¥ TeMe M3 006J1aCTH eTHOOPraHoJIOTHje U eTHOKopeoJoryje. [ly-
TOTOJULIBU je YYeCHUK OpOjHUX AoMahux HayYHOUCTPAKHUBAUYKUX
npojekaTa, MoApXKaHUX 0 cTpaHe MUHUCTapCTBa NPOCBETE, HAYKe U
TeXHOJIOUIKOT pa3Boja Peny6sinke Cpbuje 1 MuHucTapcTBa KyaType
1 nHpopmucamwa Penybsmke Cpouje. Ha ®akynteTy My3auuke yMeT-
HocTu y Beorpaay npefaje 15 eTHOMY3HMKOJIOIIKUX KypceBa Ha OC-
HOBHMM, MacTep U IOKTOPCKUM cTyArjaMa. Kao xoHopapHU npesaBay
pazuia je ¥ Ha APYTUM BUCOKOIIKOJICKUM UHCTUTYLHjaMa y Cpouju u
BocHu 1 XepueroBuHU.
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My3suka u naecy eapeme (nocm)mpaduyuje

Ap Mutagen Mapkosuh

JIOLIEHT 3a y>Ky Hay4yHy obJsiacT ETHOMy3HKoOJ0THja,
dakysnTeT My3udke yMeTHOCTHU Y beorpaay

[lpTHULE 0 AUTrUTAIU3ALHJU
TpagUuLMOHAJ/IHE My3UKe - u3Mebhy
APYLUTBEHOT KOHCEeH3yca U ,JINYHEe eTUKe"

[Iponecu ouyBawa HEMaTepHjaJIHOT KyJITypHOr Hacseba ce, y
JlaHallllbeM BpPEMEHY, He MOT'y 3aMHUCJIUTHA HU OJIBOJUTH OJf Ipoleca
JUrvTanusanyje. Mehytum, oBaj (CBenpucyTHH ) nipoliec pehe no6uja
Y CBOj TEOPUjCKU OKBUD, KOjH je, YUHHU Ce, U3Y3eTHO BaXKaH 3a Hero-
BO NPaBUJIHO U 00yXBaTHO cripoBoheme. Y oBoM unaHKy hemo ce 6a-
BUTU HEKUM OCOGEHHM acleKTUMa AUTHTaJu3aluje TpaJuLuoHal-
He My3HKe, IIpe CBera lbeHUM, YCJIOBHO peyeHo, Ayanu3dMoM. HauMme,
npoluec AUruTanausalnuje JaHac He o6yxBaTa caMo TpaHcep y AUTHU-
TaJIHy chepy CTapuX U CTapHUjUX aHAJIOTHUX CHUMaKa pa3Hux ¢popma-
Ta, Beh ce 0JJHOCU U Ha caBpeMeHa CHUMama, Koja ce Bplie NpaKTHY-
HO UCKJ/bYYHUBO AUTHTAJHOM TexXHOJ0THjoM. Tako, JUTUTA/IM30Bakbe
TEPEHCKOT CHUMKA CaYUHeHOT Npe CTOTUHAK IoJMHA U JUTUTATHU
IpPEeHOC ,)KUBOTr" HACTyma Heke caBpeMeHe QOJIKJIOpHE rpyIlie, Koja
YaK MOXe U peHHTepNnpeTHUpaTHU paHUje (aHaJOrHo) 3abesiexkeH Ma-
TepHujaJl, jeJHOCTABHO MpPe/CTaB/bajy BeOMa pa3JiMuuTe mnojaBe. Mu
0OMYHO CHUMAaK HauyHWH€eH Ipe BeJIMKOT BpEMEHCKOT Ilepro/ia ocMa-
TpaMo Kao ,ayTeHTHUYaH', IOK HIIp. caBpeMeHYy peCcTUBAJICKY IpaK-
Cy cMaTpaMo 3a u3BecTaH BUJ ¢posikaoprusMa uau world music. lllTa
6u ce Joroauso ako ob6a (CHUMJ/beHa) cJay4daja, IoroToBy ca ,UCTUM"
HyMepaMma, oCTaHy AOCTynHU Ha uHTepHeTy? Koju oz mux he my-
6JIMKa MPUXBATUTHU U MO/, KOjUM YCJI0BUMA 3a NapaJUrMaTCKy, U Ja
su yoniute? KakBa je mo3uijyja UCTpaXkKBaya HeEKe KYJITYpe, a KakBa
,00M4yHoOr" ciymaona? OBakBa MUTawka 0TBAPAjy UUTAB HU3 Y CYLUTH-
HU eTHUYKHUX [po6JieMa, Koje heMo moKylaTH Zja OBUM TEKCTOM 6ap
JleJITMMUYHO pacBeTIMMO.

36



Kmuea ancmpakama
buorpadmuja

Muaanen MapkoBuh (1961), noueHT Ha 6eorpaackom @MY, 3aB-
pLIMO je OCHOBHE U MarucTtapcke CTyAuje, Kao U JOKTOpAT Ha UCTOM
dakynTety. O 1988. 1o 1990. roguHe je pajuo Ha AKaZleMUju YMET-
HocTh y HoBoM Cazly Ha MO3UIUjU aCUCTEHTAa-UCTPaXKUBaya, Jia 61 of
1990. npemao Ha PMY y beorpanay, rie nouue ca pagoM y GoHoap-
XUBY. B0 je IPBY KOjU je 3alo4eo npoLec AUruTaausaluje noxpame-
HUX aHAJIOTHUX CHMMaKa TpaJuliMoHa/iHe My3uKe. Takobhe, paguo je
M Ha NPBUM JUTMTAJHUM TEPEHCKUM CHUMamwMMa, Oesexxehu Bpes-
He ayJjM0 ¥ BUJe0 MaTepujaje Ha TepeHuMa Cpbuje u MakegoHuje.
MapkoBuh je u ayTop Buile o 50 eTHOMY3UKOJIOLIKUX CTYJHja, ye-
CTO MpejCTaB/baHUX Y BoJehuM yaconvMcuma no/ba U Ha 3HaA4ajHUM
Hay4YHMM CKYyIIOBMMa Y 3¢MJbU U MHOCTPAHCTBY. U0 je yyecHUK Bulile
HallMOHA/IHUX [IpojeKaTa JoOMeHa KyJIType U HayKe, a TPEHYTHO je aH-
ra’xoBaH Ha NpojeKTy ,My3u4yKa ¥ Urpadyka TpajuLuja MyJTUETHUY-
Ke U MynTUKyATypasHe Cpbuje”“ MuHMcTapcTBa 3a HayKy Peny6/uke
Cpbuje.
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My3suka u naecy eapeme (nocm)mpaduyuje

Ap Mupjana 3akuh

pesoBHU npodecop, med Katenpe 3a
€THOMY3UKOJIOTH]jy, PaKy/JTeT My3nuiKe YMETHOCTH
y beorpaay

Ap Camsa PankoBuh

BaHpeAHU Npodecop 3a YKy HaydyHy 00J1aCT
ETHOMy3uKos0THja, PaKy/ITET My3UYKE YMETHOCTHU
y beorpany

»~HOBa Tpagunuja“ y KOMI0o3uTOPCKOM
cTBapasialuTBy /IparaHa Hukosimha

Pactyhe uHTepecoBamwe 3a UHAUBUAYAJIHA My3UUKa UCKYCTBA
y CaBpeMeHO] eTHOMY3UKOJIOTUjU JONPHUHOCU 60/bEM pa3yMeBakby
nosuuuje, neppopMaTUBHOr MCKa3a UCIUTUBAHUX CybjekaTa, Kao
U IJIOZA0TBOPHHUjEM NPHUCTYNY NUTakbUMa O TPAAULMOHAIHO] MY3HU-
111, BbeHOM Kpeupamwy U J0KUBJ/baBaky ¥ MOJIepPHOM BpeMeHY. TakBa
,Cy0jeKTHO LieHTpUpaHa My3udka etHorpaduja“ (Timothy Rice), kao
Ba)KaH KOHIIENT UAHUOrpadCKOr U XOJUCTUYKOT NMPUCTYNA, MoApa3y-
MeBa AMHAaMHU4YHe, NIPOMEH/bUBE U CTBapasadyke MOTEHIUjale, KOju
UHTErpUILY KYJITYPHE, COLUja/IHe, ICUXOJIONIKe YTUIlaje Ha CybjeKTe
U Moh BbUX0BOT U3paXkaBawa. MHAUBUAYaIHA yji0Ta My3Udapa U bU-
XOBO /leJIOBak€e y CPIICKOj KYJITYPHU OCEOHO Ce ULITYMTAaBa U3 U3pa3u-
Te ayTOPCKe NPOAYKLHje BOKAJHUX U MHCTPYMEHTAJHUX OCTBapemha,
Koja cy of cpeauHe 20. Beka KperpaHa 110 yIryie[ly Ha TpaJullMOHaIHe
dopwme.

Y dokycy oBor paja Hasia3ud Cce XeTeporeH KOMIO3UTOPCKU
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Krouza ancmpakama

onyc /Iparana Hukonwuha (aunu. mysuudapa u3 [lan4yeBa), yuje cTrBapa-
JIAIITBO je, U3Mehy 0CTasIoT, MHCIMPUCAHO HAPOJHUM y30pUMa. Jef-
Ha 0Ji lberOBUX HajIoNy/IapHUjUX NlecaMa ,YCHUJIA je [yOOK caHak ca
KocoBa Papa“ (,Ej, apary, gparu®) iupekTHo pedepupa Ha My3udKe
TpaauLMoHaHe obsuke ca KocoBa u MeTtoxuje. OBaj npumep /lparan
je komnoHoBao 1997. roauHe 3a Jopgana Hukosuha, Be roguHe npej,
6ombapaoBamwe Cpouje. MehyTum, cBojy HajBehy monysapHOCT necMa
je creksia Tek HakoH 2010. roavHe, Kpo3 UHTepIIpeTalyje U Jpyrux
neBaya. /lo JaHac 0Ha ONCTaje Ka0 My3U4YKH CUMOOJI CPIICKOT UJIEHTH-
TeTta KocoBa u MeToxuje, y3 aTpubyuujy TpaguiMoHaaHe (HapoaHe)
necMme of, CTpaHe Hajliuper ayautopujyma. ETHorpadcky HapaTUB 0
OBOM BOKaJIHOM OCTBapemy, Kao U 0 JpyruM necMama us omnyca /lpa-
raHa Hukosuha, 3ajegHo ca aHa/IM30M HUXOBUX MY3UYKO-NIOETCKUX
M BaHMY3WYKUX KapaKTepPUCTHUKA, MoKa3ahe Ha KOju HAYMUH HACTAjy
,HOBe TpaJuLHje" U KOju Cy NOTeHIMja/Id ,yCBajamba“ HOBUX TBOPEBU-
Ha y aKTyeJIHUM JpyLITBEHUM U UCTOPHUjCKUM OKOJIHOCTHUMA.

buorpaduja

MupjaHa 3akuh je cTyaupasa, Maructpupasna U JOKTopupasa
Ha PakynTeTy My3uuke ymeTHOCTH y beorpany, Ha KaTteznpu 3a eT-
HOMY3UKOJIOTH]jy, IZle je ofxbpaHuia mactep Te3y ,MHcTpyMmeHTas-
HO U BOKaJIHO-MHCTPYMEHTAIHO Haciehe 3ansamwa y cBeT1y Tpagu-
[JMOHAJIHOI MY3MYKOI MUIL/beHa“, Ka0 U JOKTOPCKY AHcCepTaLujy
,00penHe necMe 3UMCKOT MoJiyroha — cucTeMu 3ByYHUX 3HAKOBA y
TpaguUju jyrouctodHe Cpouje” (mog meHTopcTBOM npod. Ap Jparo-
cnasa [leeuha). Ox 1990. roguHe 3anoc/eHa je Ha PakyaTeTy My3Ud-
Ke ymeTHOCTHU y beorpaay. Ox 2011. roguHe uMasa je QyHKIUjY NPo-
JleKkaHa 3a Hay4YHH paf, a og 2012. no 2015. 1 npoaekaHa 3a HaCTaBy
®MY y Beorpaay. Og 2018. rogune je pykoBoauaal Kateape 3a eTHo-
My3UKO0JIOTUjy Ha DMY.

AyTopKa je 4eTUpHU KIbUTe, Ka0 Y BeJIMKOT Opoja HayuyHHUX pa-
Jl0Ba 00jaB/be€HUX Y HAllUOHAJIHUM U MelhyHapoJHHUM 4YaconrMcUMa U
360pHMLIMMA. Y chepy HeHOr HAyYHOT MHTepecoBama Cy: 00pesaHa
My3MKa, MHCTPyYMeHTa/IHa My3HKa, My3ndka ceMUOTHKa. [Ipescen-
HUK je CpICKOT eTHOMY3HUKOJIOUIKOT JIpyLITBa.

Camwa PankoBuh je BaHpesnu npodecop Ha KaTegpu 3a eTHo-
My3uKoJiorujy @akysnteta Mysuuke ymeTHOCTH ¥ beorpany. /lokTop-
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CKy AucepTalujy je ofbpaHuia Ha UcToj Kateapu 2013. roguHe Ha
TeMy ,Bokannu aujanektu fuHapckux Cpb6a y BojpoguHu” nosy MeH-
TOpCTBOM Ap Mupjane 3akuh. beHo mo/be UHTepecoBamwa je y 06-
JIaCTY BOKaJIHe MpaKce U allJIMKaTUBHE eTHOMY3HKoJIoruje. Jlyroro-
JUILIBY je capaZiHUK HannoHanHor AHcam6u1a KOJIO us beorpaga (oz
1994 rogune g0 2019. rogune), a mkosicke 1995/1996 ocHoBana je u
npBu Ofcek 3a CPICKY TpaAuLIMOHAIHY My3uKy y Cpouju y MII ,,Mo-
Kpamal y beorpagy.

Oppxkana je 6pojHe KOHLepTe, IpeaBamba U CEMUHApe Tpajiu-
[JMOHAJIHOT TeBama y 3eM/bU U MHOCcTpaHcTBY (LIBajuapcka, Hemau-
ka, ®paHnycka, Makegonuja, Mahapcka, Pycuja, I'puka, Kumap, Ay-
cTpyja, Kanaza, XpBaTcka UTA. Je/laH je o, OCHUBaYa »KeHCKe [TleBayKe
rpyne ,Mo6a“ y kojoj akTUBHO neBa. YsiaH je MehyHapoaHe opraHu-
3anuje ICTM (International Council for Traditional Music), ynpaBHor
ozf6opa Cprckor eTHOMY3UKOJIOWKOT ApyITBa U LleHTpa 3a uctpa-
»KMBakbe U OUyBambe TpaJuLiMoHa/lHuX urapa Cpouje. Capabhyje Ha eT-
HOMY3UKOJIOIIKUM NpojekTuMa Katespe 3a eTHoMy3ukosorujy @MYy
y Beorpagy u Matuue cpncke us Hosor Caza. /loGUTHUK je Bullle Ha-
rpaza v IpyM3Hamwa 3a eJarolkKy akTUBHOCT.
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ap Cenena PakoueBuh

BaHpeJHU Npodecop 3a yKy HaydHy 00J1aCT
ETHOokopeoJsioruja, @akynteT My3udKe yMEHTOCTHU
y beorpaay

McCp 3apaBKo PanucaB/beBuh

HAaCTaBHUK 3a CTPYYHU NIpeMeT CeEMUHap U3
ETHOKOpeoJsioryje

ETHOKOpeoJsiorvja Ha PaKy/saTeTy

My3H4YKe YMEeTHOCTHU y beorpaay - oz,
donkopUCTHUYKe TapagUrMe Ka JUCKYPCY
UHCTUTYILUOHAIHO U HALIMOHAJIHO
cnengupUuyHe JUCHUIIMHAPHE
opMvjeHTauMje y BpeMme (MOCT)Tpagunyje

Po/loHaue/THUKOM ETHOKOPEOJIOTHje Kao aKaZeMcCKe HaydHe
aucuurinHe y Cp6uju cMaTpa ce eTHOJIOT U eTHOKopeoJior ap Osu-
Bepa Bacuh, koja je cBOjuM HCTpa)KMBAayKHUM W €JyKaTUBHUM MNpU-
CTYIIOM HacTaBuUJIa JieJioBakbe cectapa /by6une v [laHuie JaHkoBuh.
MeTo/0/10111Ka OCHOBA OBe Hay4YHe MapajurMe 3acHUBa ce Ha oJiK-
JIOPUCTHYKHA QYHJUPAHO] UJEjU CaKyl/batha M O4YyBakha E€THUYKHU
JUCTUHKTUBHHUX TpPaJUIMOHAJHUX IJIecCOBa O3HAa4aBaHUX CUHTAr-
MOM ,Hapo/iHa Urpa“, y 1ju/by yobsruyaBarwa Hal[MOHAJHO jeIUHCTBe-
He CpIICKe KYJITYpe, Hajlipe NOCPeCTBOM HbUX0BE PEKOHCTPYKIU]jE Y
OKBHUPY TEPEHCKUX UCTPAXKUBAKA, a 3aTUM KPO3 3alUCHBakhe KUHe-
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THUYKe U My3UUYKe KOMIIOHEHTE MOojeJUHAYHUX IJecoBa U MyOJIMKO-
Bambe IJIECHUX eTHOrpaduja nojeJUHaYHUX reorpadpCcKUx 006J1acTH.

@®opmasiHa eTHOKOpPeOJIOIKa eiyKanyja Ha PakyaTeTy My3uy-
Ke YMEeTHOCTHU 3aroyeTa je Ha OCHOBaMa IpeJCTaB/beHOT NPUCTYIA
1990. rogune. Hakon 2000. rogrHe, Kpo3 pa3Boj HACTAaBHOT KaJipa y
y>K0j Hay4yHOj 06J1aCTH U HeroBy NMOCpPeAHY e/lyKalujy Y UHTepHalu-
OHaJIHUM Hay4YHUM OKBHUPHMaA, OHA je moueJsia Jja ce TpaHCHOopMHUILe.
K/by4HHUM TEOpHUjCKUM U METOZO0JIOLIKUM 3a0KPETOM MOXe Ce CMa-
TpaTH KOHIENTyaJ030Bakbe NojMa , Tpaguiuuonanuu miec’, 2011. ro-
JIuHe. YnoTpeba 0BOT NojMa nojpasyMeBa JudepeHUpambe MaeCHUX
KOMIIOHEHTHU (KUHETHKe U My3HKe) OCTBapyjyhu cMucao y npouecu-
Ma CUHTETHUUKOT caryie/laBalba TEKCTYaJHUX U KOHTEKCTyaJIHUX paB-
HU IJIECHUX peasin3anyja. MctoBpeMeHo, Mapkrpa AU(dy3HO LIMpeEHE
bONIKIOPUCTHUKOT ycpeacpehea eTHOKOPEOJIOWKUX UCTPaXKUBakba
ca CeOCKHUX ,HapOJAHHUX HUrapa“ U3 MpPOULJIOCTU Ha pa3HOBpCHe ¢op-
Me IlJleca UHTepIpeTaTUBHO MO3ULIMOHHWPAHe Y BUILIE3HAYHO I0J/be
,TPaJULIMOHAJIHOT" KyJITYpHOT U3pasa. OpUruHajHu TEOPUjCKU KOH-
LeNITH KOjU MPOM3Ja3e U3 OBAKBOI UHCTUTYLIMOHAJIHO U HALlMOHAJI-
HO crieqUPUYHOT €eTHOKOPEOJIOIWKOT AUCKypca NpeAcTaB/bajy amju-
KaTMBHU HAay4YHU NOTEHIMjaJs, KOjU OBOj AUCLUIJIMHYU Jlaje mocebaH
CMHCA0 y epy 0O4yBaka HeMaTepHujaJHOT KyJTYpHOT Hacsieha.

Y pany ce nUjaXpOHUjCKHU carjiejaBa U TEOPHUjCKU UHTepIIpe-
THpa NpakKca eTHOKOpeoJiollKe eayKanuje Ha Paky/nTeTy My3UUKe
YMETHOCTH, ca MoCeOHUM POKYCOM YCMEpPeHUM Ha Ipoliece TpPaHC-
dbopMucakba HHCTUTYIIMOHAJIHO U HAllMOHAJIHO crienupuyHe HayuYHe
napaJiurme.

buorpaduja

np Cenena PakoueBuh ETHOKOpeosior U eTHOMY3UKOJIOT, ay-
TOp IIECT KibUra nocBeheHux TpaJWIMOHAJIHOM IJIeCy U MY3HUIH.
[lo/ba npodecroHaHUX MHTEpPeCcOBamwa Cy: IJIeCHa U My3W4Ka Tpa-
aunuja Cpbuje; McTopUja eTHOKOPEOJIOTHje Yy OHUBILO]j JyrocaaBuju
u JyrouctouHoj EBpony, ogHoc n3Mehy KMHeTHYKe U My3HW4YKe KOM-
IIOHEHTe IJIeca; MOJUTHKA U KpeaTUBHE CTpaTeruje CLUeHCKOT MpH-
Ka3uBawa TPaJUIMOHAJHOT IJjeca U My3uKe. busia je roct npeja-
Bau Ha Conservatorio Superior de Musica de Vigo (ILllmanuja, 2018),
Irish World Academy of Music and Dance (Mpcka, 2018, 2020), kao
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u rocrtyjyhu npodecop mo nosuBy Ha Zhejiang Conservatory of
Music (ZJCM) y kuHeckoM rpazny Xanrudoy (Hanghchou) u y okBupy
CHOREOUMDUS MehynapogHor MacTep nporpama y o6JiacTH IJiec-
HOT 3Hama, npakce U Hacaeha (Ppanuycka, University of Clermont
Auvergne, 2021).

Mcp 3apaBko PanucaB/beBuh (1981), eTHOMY3UKOJIOT-E€THO-
KOpEeOoJIoT, 3anoc/ieH je Ha KaTeapu 3a eTHoMy3ukosorujy dakysre-
Ta My3U4Ke YMETHOCTH y BeorpaZly y okBupy y»e HaydyHe 00J1acTH
ETHOkopeosioryja. CTYyZeHT je JOKTOPCKUX CTyAHja eTHOMY3UKOJIO-
rvje-eTHOKOPEOJIOTHje Ha 0BOM pakynTeTy. [IpefceiHUK je YpaBHOT
oz6opa LleHTpa 3a UcTpakKBakbe U 0OYyBake TPaAULIMOHATHUX Urapa
Cp6uje (UUOTHUC) 1 unan YMeTHUYKOT caBeTa AHCaM0bJia HapOAHUX
urapa v necama Kocosa u Metoxuje ,Benan” us I'pauanuue. Koaytop
je 1 KoopAuHaTOp mnpojekTta ,PopMupame 6a3e nojaTaka NpaBHUX
cybjekaTa y YMeTHUUKO] Urpu - HapoaHa urpa“ npu MuHuctapcTBy
Ky/AType U upopmucamwa Penyosinke Cpbuje. YuecTBOBaoO je y uspa-
I HOMUHaUMjcKor gucujea Koso - TpaguoHalHa HApoAHa Urpa y
Cp6uju 3a ynuc kosa Ha PenpesentaTtuBHny sucty HKH yoBeuaHcTBa.
AyToOp je ¥ ypeJHUK pas3JIA4YUMTUX MUCAHUX, JABJ U ayJU0 U3Jaka U3
006J1aCTH €THOKOPEOJIOTHje U IPUMeeHe eTHOMY3UKOJIOTHj€, U yiec-
HUK MHOTOOPOjHUX €THOKOPEOJIOIKUX/€THOMY3UKOJIOMIKHUX CUMIIO-
31UjyMa U CeMUHapa y 3eMJbU U HHOCTPAHCTBY.
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Ap Aywa bapaau

BaHpeAHU Npodecop 3a y>Ky HayuyHy 06J1acT
EtHosioruja u ETHOKOpeosioruja, PakyateT
My3U4YKe YMeTHOCTH y beorpaay

IlnecHa anTponoJsioruja Ha PakyiaTeTy
My3U4YKe YMETHOCTH: 6eJiellIKe O
HacTajyhem nosby

[Ipogykiyvje mjaecHUX NpejcTaBa 3aCHOBAHMUX Ha UJeEjU IO-
HOBHOT M3BOhewa WM LIUTUPakha UCTOPUjCKUX KOMaJia WU TpaJu-
[IMOHA/IHUX peliepToapa pas3/IMYUTOr MOpeKJa IMoCTajla je IJIaBHU
TpeH/ y 3allaZiHOM caBpeMeHOM 1iiecy. Kopeorpadu kao wro cy Kpu-
ctujaH Pusy, Akpam Kan, lllo6aHa IlejacuH uctpaxyjy TpaguLMoHaI-
He IIJIeCHe pernepToape Kako 61 CTBOPUJIM ‘XUOPU/HE, ‘UHOBAaTUBHE),
‘IlyXOBHE' pe4yHHKe MOKpeTa. MaKko MocToju MHOTO HayMHa Ha KOjU
OBU YMETHHULU KOPUCTe TPaJULMOHAIHE U3BOPE, 3ajeJHUYKO 3a CBe
HUX jecTe [ja UCTPaXKYjy pa3/IMuUTe IIJIeCHE TEXHHUKEe UJIU KUHEeTHUYKe
nornuce. ctopujcku riiejaHo, cCaBpeMeHH Ijiec ce reHepaiHo cMa-
Tpa epeMepHOM YMeTHOUIhy U J1eJIOM UCTOPHjCKe NpOorpecuje, 10K ce
TpaJULIMOHAJIHU IJIecC (jolll yBeK) J10KMBJ/baBa Kao KUBU pernepToap
JIOKaJIHOT U HenpekuHyTor cehamwa. Kopuihewe TpasuuuoHaaHuX
penepToapa y caBpeMeHOM IJieCy OTBOPHJIO je IMTakkba ayTeHTUYHO-
CTH, BJIACHUILTBA, a IPUTOM U (HajBakHHUje) MUTamwe Kopeorpaduje.
3aHMMJBUBO je Jla CJIMYHA TeXHa Ka 3aTBapamwy ja3a uaMeby ‘ymert-
HUYKHUX IJIECHUX POPMHU U TPAAULIMOHAIHUX IJIECHUX GOPMU TaKohe
Jl0J1a34 U3 Jpyrux yriaosa. OBie MUCJIMUM Ha TaJlac JUCKyCHja, KOHPe-
peHI¥ja U IpojeKaTa y CBeTy CLeHCKUX TpaJUIMOHa/IHUX I1JIecoBa y
jyrouctouHoj EBponu Koju KyAu Aa npoMeHH nosbe. /lebaTe y 0BOM
cMucy, QOKyCcHUpajy ce Ha MUTawke ayTEHTUYHOCTH U MHOBAaTUBHOCTH
y TpaJUIUOHAJIHO]j IJIECHO] Kopeorpadujy, aju NOCTaB/bajy U Beha
NYTaka MOoNyT: ,lUTa je [Halla] TesecHa KyaTypa y JOMeHy KUHeTHU-
Ke?”, Koje je mocTaBHUO eTHOKOpeoJior 3apaBko Panucass/beBuh. Y npe-
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3eHTalMju he 6UTH MpHUKa3aHO KaKo MOKYIAjH /la ce OZrOBOPU Ha OBa
NUTamwka U IOMUPE pa3MinuTe TpaJUlLitje UCTPaKUBamba Ijieca 06J11-
Kyjy HacTajyhe xo/McTUYKe NpUCTyIe U3y4yaBamy Neca Ha Katespu
3a eTHOMY3UKoJiorujy Paky/TeTa My3uuke yMeTHOCTH Y beorpaay.

buorpadmuja

[lo/be nHTepecoBamwa Jlymwe Bbapaau o6yxBaTa aHTpPONOJIOTH]y
nJieca, TpaJiMLIMOHAJIHE, yMeTHUYKE U [IpYIITBEHE [JIeCOBE Kao U IJie-
COBe y peJIMTijcKOM KOHTeKCTY. /lywa tbapaay nma 6oraTo npegasau-
KO MCKYCTBO KOje 00yxBaTa BHUIlle JUCLHUIJIMHA Kao IITO Cy MJec, Apa-
Ma, TeaTap, U auTponoJsioryja. TokoM kapujepe Jlywa tbapanu je 6una
JIOOUTHHUIIA BUILle CTUNIEH/IMja U HAarpa/a, Kao UITO Cy CTUIleH/Hja 3a
JokTopcke ctyauje y Jlankactepy 2007-2010 (ORS); npecTtukHa niec-
Ha ctuneHguja DanceWeb 2009 (ImpulzTanz,beuy) u ycaBpliaBame
Ha MHcTuTyTy 32 Hanpegue Ctyauje Ha LleHTpasiHo-EBpornickoM YHuU-
Bep3uTeTy y byaumnewmtu 2016/17 (IAS CEU). AyTopka je iBe KibU-
re Backstage Economies: Labour and Masculinities in Contemporary
European Dance npu usaaBaukoj kyhu Chester University Press, 2014
rofuHe Kao 1 Kwura o nsecy npu u3fjaBadkoj AejlaTHOCTH AHcaMbJ1a
HapoAHUX urapa u necama ‘Kosio’ (2018). Jlywa tbapaau npegaje et-
HOJIOTH]jY, aHTPOIOJIOTHjY U €ETHOKOPEOJIOTH]jy Ha OZCEKY 32 €ETHOMY-
3ukoJiorujy @akysnrera My3nuike yMeTHOCTH.
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Ap Musom Pamuh

Hay4YHU capaJiHuK, ETHorpadcku uuctutyt CAHY,
beorpap,

AyTcajaepcko ydyewhe: ayropedieKCUBHU
OCBPT Ha paj y oKBUpy KaTteape 3a
€THOMY3UKOJIOTHjY U ETHOKOPEOJIOTHjY
®MY y beorpaay

ObesexkaBarbe TOAMIIbULIA MPEJCTAaB/ba MPAaBU TPEHYTAK 3a
norsie], yHaszajg u (ayTto)pedJsieKCMBHO NpPEUCNUTUBAKbE pPa3inyu-
THUX CUTYyall{ja, YMMe Cce MOTy MOoCHelluTH 6yayha JesnoBama, Bpes-
HOBawa U peakuuje. Ha Katenpu 3a eTHOMY3MKOJIOTHjy U €THO-
kKopeosiornjy PakysTeTa My3uduKe yMeTHOCTH y Beorpagy (zasme:
Kateppa) 6uo cam aHraxxoBaH JBe LIKoJicKe roguHe (2017/2018 u
2019/2020), kaja caM npejilaBa0 HEKOJMKO Pa3JUUYUTHUX NpeaMeTa
13 06J1aCTH eTHOJIOTHje/aHTPONO0JIOTHje U aHTPOIMOJIOTHje Ijieca Ha
OCHOBHUM U MacTep ctyaujama. CBojy MO3ULHjy 03HaYaBaM Kao ayT-
cajaepcko ydenthe, 6yayhu a cam o6a nmyTa aHra>koBaH Ha oapeheHo
BpeMe. CTora, nako caM 610 106po npuxBaheH y paiHOM OKpPYKeHY,
yBeK CMO 3HaJ/Iv Aa hy 6aiun y ogpeheHoOM TpeHYTKy npecTtaTu ja 6y-
JleM 3BaHUYHHU JIe0 KoJIeKTUBA. TOKOM JiBe IIKOJICKe FOIMHE pajia Ha
Kateapu, npoiao caM, Mame-BUllle, CBa 3ay>KeHa Koja jeZjaH npode-
COp MMa, JIOK CaM, CTUIIAjeM OKOJIHOCTH, y4eCTBOBAO U Y U3MEHEHOM
cucteMy pajia — online, y3poKoBaHOT MaH/IeMHjOM BUpyca KOPOHA U
Npor/alieHM BaHPEJHUM CTAHbEM.

3a noTpebe OBOT U3J1arama, OJIJIY4YUo caM ce 3a ayToeTHorpad-
CKHU IIPUKa3 COIICTBEHOT UCKYCTBa y paay KaTteape, 6yayhu na ce pe-
YeHO WJIM HallMCaHo ,yBek pediekTyje gucnosunujy ayropa“ (Chang
2008, 10). XuBoH Yaur (Heewon Chang) pas/ivkyje 4eTHpu cTU/Ia ay-
ToeTHOrpaduje: JAeCKPUNTHUBHO-PEATUCTUYKH, UCIOBELHO-EMOTUB-
H{, aHAJMTUYKO-UHTEPINPETATUBHU U HMArMHAaTHBHO-KpPEaTHBHU
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(Chang 2008, 149). Mako cTu/10BY, HapaBHO, HUCY cTporo omehaHy,
Beh ce pa3/MuYUTU KOPUCTE y 3aBUCHOCTHU OJi CaMe MOTpebe ayTopa,
y CBOM H3JIarakby NpeTeXHo hy KOPUCTUTHU NMpBa TPU HaBeJleHa CTH-
ja. C TuM y Be3y, ayToeTHorpaduja nocayxuhe Mu kao ayroped.iek-
CUBHH OCBPT, y KojeM hy NMpo>KHUBJbEHO UCKYCTBO y paAy Ha Kateapu
MOBE3aTH C IIUPHUM JAPYLITBEHO-KYJITYPHUM JlelllaBatbMa U MpoByhu
Kpo3 o/iroBapajyhe aHaJIMTUYKO-UHTEPIPETAaTUBHE OKBUPE.

buorpaduja

Muiow Pamnh je fokTop eTHOJI0THje v aHTponosioryje. OCHOB-
He (2014), macTep (2015) u nokTopcke ctyauje (2020) 3aBpuino je Ha
Ope/bemy 3a eTHOJOTH]y U aHTponoJiorujy dunosodpckor pakynrera
YuuBep3uTteTa y beorpaay. 3anocieH je y ETHorpadpcKoM HHCTHUTY-
Ty CAHY, y 3Batby Hay4yHHU capaZiHUK. TOKOM CBOje Kapujepe, paguo je
jour y Mysejy JyrocnaBuje (2014-2016) rze je cTekao 3Bambe KyCTOCa;
Ha Ofe/bemwy 3a eTHoJI0THjy U aHTponosorujy @@ y beorpanay, kao ca-
pagHuK y HactaBu (2015/2016); Ha KaTeapu 3a eTHOMY3UKOJIOTHjy
u eTHOKopeoJiorujy ®PMY y beorpaay (2017/2018 1 2019/2020), kao
npejaBay HEKOJIMKO NpeJMeTa U3 00/1aCTHh eTHOJIOTHje/aHTPOI0JI0-
rvje U aHTPOIOJIOTHje Mjeca (OCHOBHe U MacTep cTtyauje). Capahu-
Bao je ¢ AHcaM6Ji0M HapoAHUX Urapa u necama Cp6uje ,Koso“ Ha oc-
MUIL/baBaby U peasiv3alnuju npojekta Tpaaunuja Hosa (2016-2019).
PesioBHO ny6JiMKyje Hay4YHe CTyZUje U y4ecTByje y JoMahuM U Mehy-
HapOJAHUM Hay4YHUM KOHQepeHIMjaMa, Te je 4JaH HeKOJIMKO CTpy4-
HUX YApPY>Kewa. Y CBOjJUM €THOJIOIIKUM/aHTPOMOJIOMIKHUM UCTPAXKHU-
BawkbMMa 0aBU ce TeMaMa M3 JoOMeHa MUrpaluja, UAeHTUTET], IJIeca,
My3HMKe U KyJTypHOT Hacjebha.
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Mcp AHa IleTrpoBuh

ACHUCTEHT 3a Y>KY Hay4HY 00J1acT
ETHOMy3uKoJ0THja, Paky/sTeT My3udKe YyMEeTHOCTH

y beorpaay

CosmucTu4dka usBohemwa y xerepo@PpoHoj
BOKAJIHOJ IPAKCH Kao jeJaH o4 BUAOBA
TpaHcpopManyje TpagUuILMOHATHOT
BOKaJIHOT MCKa3a Cpo6a ca Ilemurepa

TokoM BULIETOAVIIEEr TEPEHCKOI HCTPaKUBaka BOKaJIHE
Tpagunuje Cpba Ha noapyyjy IlemTepcke BUCOpaBHHY, IOpeJ, CHUMa-
Ka I'pymnHOr, XeTepodOHOT MeBama, Koje K/byYHO KapaKTepHulle OBaj
BOKaJIHU M3pa3, 3a0eJieXKeHU Cy U MHOTH IPUMEPHU COJUCTUYKUX U3-
Bohema, Kao M rpyNHOT NeBama y3 rycie. [Ipuaukom Mor 6opaBaka y
newmrrepckuM ceauma Jlonvhe u Bosbape 2016. u 2020. roauHe, ynpa-
BO je COJIMCTUYKO NeBame OWJIO U je/IUHO LITO caM MoTrJia Ja 3abeJie-
KUM.

[I1/b OBOT caomilITeHA jecTe yKa3uBakbhe Ha pas3Jiore 360r KOjux
caM Ha TepeHy, Npeno3HAaT/bUBOM IO TPYNHOM I€Baky, YECTO MPO-
HaJla3uJia caMo MojeJMHIle KOjU Cy MOIJIN /KeJiesiu/yMesu [ia NeBajy.
Jla /11 je mocpesu npolec CylUTUHCKe U3MeHe Y MY3U4KOM (OJIKJIO-
py WM Cce U TPaJMILIMOHAJHO NleBame OBOT Kpaja camMo npuJarohasa
ONUITUM JIPYyIITBEHUM, JleMOorpadCKUM U OPOjHUM JpPYyTUM IPOMeHa-
Ma Koje Cy, HapOYMTO TOKOM IIpOTeKJIe JelieHHuje, OCTaBuJie CHaXKaH
Tpar Ha »uBOT Cpba ca oBor nojipydja (Murpanuje Cprnckor CTaHOB-
HUILITBA U3 CeJla, pelyKLiMja U MOTIYHO HECTajakbe APYLITBEHOT KHU-
BOTa 3aje/HUIlE, 2 TUME U MPUJIKUKA 3a TPYINHO NeBamwe)? Y npuJor
NOTOH0j XUNOTE3H, buhe carsie/laHe KOHKpPETHE CUTYall{je ca TepeH-
CKHUX CHUMama Kao U CBe JIpyre OKOJIHOCTHU Koje Cy J0BOAMUIIe [0 IIoje-
JUHAYHUX u3Bohemwa. Takohe, U caMa cosiMcTUYKA U3Bohewa Guhe
NO/BPrHYTa MeJIO-N0eTCKOj U CTUJICKOj aHa/IM3U KaKo OU ce yTBpAHU-
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JIO 1a JIKX OHa o,zLCTynajy o MapaaAnurMmaTCKUX, MHTOHAIMOHHX KAapaK-
TEePUCTHUKA CPIICKOT, [TIEIITEePCKOT IeBamba.

HanocneTKy, came/:lahy IMNepCrneKTuBe oApxaka CPIICKOI Tpa-
JAUIIMOHAJIHOT II€éBdkha Ha HemTepy (ca HELI_ITepa), Kao U IIMTamke He-
OIIXOAHOCTH, CBPXOBHUTOCTH U YTI/ILlaja OIMMCAaHHUX M3MEHa Ha OBaj BO-
KaJIHHU KU3pPas.

buorpaduja

Ana IletpoBuh (JKuBuuh), (1987) je ocHOBHe U MacTep CTyAuje
eTHoMy3uKoJioruje (2006-2012) 3aBpuiniia Ha PakyaTeTy My3udkKe
yMeTHOCTU y beorpaay (PMY), rae je og 2019. 3anocyieHa Ha MeCTy
acucrteHTa Ha Kateznpu 3a eTHOMy3uKoJ10THjy. OasiykoMm CeHaTa YHU-
Bep3uTeTa yMeTHOCTH ¥ beorpaay Anu [letpoBuh onobpeH je pazg Ha
JIOKTOPCKO] AucepTalyju ca TeMOM: YTHUIdj KOMIIOHEHaTa My3U4Ke
apTUKyJalyje Ha 0GJMKOBalbe BOKaJIHOT AujasiekTa Cpba ca [lew-
TepCKe BUCOPABHU (MeHTOp: pel. npod. aAp Mupjana 3akuh), yuja je
u3pajay TOKY.

Oz 2008. o6jaBsbyje paZjoBe y pesieBAHTHUM HayYHUM 4YacOIHU-
cuMa.

AHa je TpeHyTHO aHra)koBaHa y paay y PoHoapxuBy ®PakynTe-
Ta My3W4YKe YMETHOCTH, y HACTaBU Ha MacTep nporpamy [IpumemeHa
UCTpaXXKUBakha My3HKe Kao U Ha npojekTrMa Pakynteta GuHaHCUpaA-
HUX of cTpaHe @oHja 3a Hayky PC (XKeHcko siupepcTBO y My3ULH)
¥ MUHHCTapCcTBa IPOCBETE, HAyKe U TEXHOJIOLIKOT pa3Boja ([urura-
Jiu3anyja TpagUulMoHaJIHOT My3udkKor Hacseha Cpouje — PoHoapxuB
dMY)

Opx 2014. Ana je ynaH MebhyHapoaHor caBeTa 3a TpaJiMLIMOHaJI-
HY My3UKY — ICTM, y YhjUM aKTUBHOCTUMA KOHTUHYHUPAHO Y4eCTBYje
npeseHTyjyhu paZjoBe Ha CUMIIO3UjyMHUMa.
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Mcp bopucas Mu/bkoBuh

ACHUCTEHT 3a Y>KY Hay4HY 00J1acT
ETHOMy3uKoJ0THja, PaKy/sTeT My3udKe YMEHTOCTH

y beorpaay

Pa3Bo0j cpricke opraHoJiorvje: TeMaTCKu
U METOAO0JIOLIKHA OKBHUPHU UCTPAXKUBAKA
MY3U4YKHUX UHCTpyMeHaTa y Cpouju

3aHMMame 3a My3uuKe HUHCTpyMeHTe y CpOujU, MoYeB 0 IPBOT
Cpnckor pjedynuka (1818) Byka CredanoBuha Kapayuha fo ganac,
NpOoJIa3uJIo je Kpo3 pasnuuynuTe dpase pasBoja ¢opmupajyhu nyT of
opraHorpaduje 0 OpraHoJioruje Kao UHTEePAUCHUIJIMHAPHE Hayu-
He miatpopMe. Mako npesacTaB/ba o/be yKpUITakha pa3/IMUUTUX Ha-
YYHUX 00JIaCTU MOMYT MY3UKOJIOTH]je, aHTPOIOJIOTH]j€e, apXe0JIoTHje,
HMCTOpHje YMEeTHOCTH, MKOHOJIOTHje U My3€e0JIoTHje, opraHoJioryja he
O6UTH pa3MaTpaHa, Ipe CBera, U3 eTHOMY3UKOJIOUIKE MepCleKTUBE.
OBaj paZ MMa 3a [JUJ/b 1a KPO3 UCTOPUOTPAaPCKU NPUCTYII MOJIEMUYKHU
INpHKa)ke pa3BojHU NyT AoMahe opraHoJioliKe npakce, ykasyjyhu Ha
npo6JieMCKe ¥ MeTOZ0JIOLIKe NPUHIMIIE 00JIMKOBakha HayyYHe MUCIU
y CBETJIy CBETCKE OpraHoJIorHje.

[Ipe pa3Boja opraHoJiorvje Kao akaJeMCKe eTHOMY3HUKOJIOLI-
Ke JUCUHUILIMHE, I0JaTKe 0 My3UYKUM MHCTPYMEHTHUMA Ha/Ia3uMo y
K XKEBHUM JlesinMa 13 19. Beka, Koja UX Kp03 pOMaHTHUYapPCKU 3aHOC
KOpPUCTE Kao eJieMeHT HaIvlalllaBawka aMOUjeHTa UM KapaKTepa OJ-
pebeHor sinka. Kao HeM30cTaBHU /€0 CBaKOAHEBUIE, MHCTPYMEHTHU
ce CMelITajy Y KOHTEKCT HapOJHOT XXUBOTa € Kpaja 19. u novyeTka 20.
BeKa, y JieJiMMa eTHorpadckor kapaktepa Musiana 'bB. Munuheuha,
Biagumupa Kapuha, Tuxomupa HopheBuha u [lanune u Jbyoune Jan-
koBuh. [lapasies1HO ¢ TUM jaBJ/ba ce IPBU OrpaHOTrpPapCKU NPUCTYII Y
pazsoBuMa ®Ppamwe Kyxaua n boxxkugapa lllupose, koju npyxa yBuz, y
MOpPQOJIOIIKE, EProJIOIIKe U eTUMOJIOIIKe KapaKTepUCTUKe Iojef1-
HUX UHCTPYMEHATa, CMeLUTEeHUX Y oJipeheH reoKyJTYpHU KOHTEKCT.
3HayajaH MeTOJOJIOLIKHA 3a0KpeT y IMOoIVIeAy CaKyI/bayKoI, MeJio-
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rpadCckor, a HaZlacBe MY3€0JIOLIKOT paja, KBaaupukyjy Biagumupa
‘HopheBuha He camo kao nMoHUpa Beh U Haj3HaYajHUjer UCTPaKUBa-
4ya Ha 10Jby €THOOPTraHOJIOTHje CBe [0 /ipyre nosoBuHe 20. Beka. Pop-
MHpalkeM UCTOPHUjCKO-POTKIOPHOT ojceKka Ha My3HUKoj akaZeMUju
y beorpaay (zaHac @akysnTeT My3WuKe YMETHOCTH), MHTEH3UBUPaAH
je pa3Boj HayYyHe MHUCJHU Y OBOj ob6sacTy. tbeMy cy moce6HO Jonpu-
Hesv nperajsaiiTo /lparocnaBa Jlesuha u Anugpujane l'ojkoBuh kao
yTeMeJ/bHUBa4a CpIICKe OPTaHOJIOTHje.

XOJIMCTUYKHU NIPUCTYII, KA0 OCHOBA HOBe Hay4yHe NapaJjUrMe y
pasoBuMa cnefehux reHepanuja uctTpakuBaya, nonyt Jlumurtpuja lo-
nemoBuha, Mupjane 3akuh, Jlanke Jlajuh Muxajiosuh 1 ViBe Henwuh,
3HAYajHO je YyTULA0 Ha NPOLIUPUBaKe TEMATCKUX U METO/O0JIOIKUX
NepCIleKTHBA, KOje KOPeCIOoHAMPajy ca IOCMOJePHUM CTpeEM/bebrUMa
Ka UHTepAYCLUIJIMHAPHOM pa3rpaHaBamby Y CBETCKUM TOKOBUMaA.

buorpaduja

BopucaB MusbkoBuh (KpasbeBo, 1987) 3aBpiiuro je MacTep CTy-
nuje Ha Oxceky 3a eTHOMy3ukoJs0rujy (2012) nmos MeHTOPCTBOM AP
Mupjane 3akuh u ocHoBHe cTyguje Ha Ofceky 3a supuroBame (2015)
y kjacu npo¢. bojana Cyhuha Ha PakysnTeTy My3suyke yMeTHOCTH y
Beorpapgy.

Y nepuoay ox 2015. o 2020. roguHe paZyo je Ka0 HACTABHUK
CTpy4YHUX npeaMeTa Ha OfceKy 3a TpaAMLIUOHAJIHY My3UKY Y My3H4-
KUM LiKoJsiaMa y KpasbeBy, beorpaay u TpcreHuky, a og 2020. anraxo-
BaH je Ha MeCTy acucTeHTa Ha KaTeapu 3a eTHoMy3uKoJiorujy ®akyii-
TeTa My3W4iKe yMeTHOCTH y beorpagy.

Jenan je ox ocHuBaya U capajHuKa lleHTpa 3a eTHOMY3UKO-
JIOUIKe JeJIaTHOCTH, KOjU je peasM30Ba0 HEKOJIMKO IpojeKaTa MO0/,
MOKPOBUTE/LCTBOM MHUHHUCTAPCTBA Ky/AType U HHOpMUCcawa Pemny-
61irke Cpbuje.

Y ¢$oKycy meroBor Hay4yHOI UHTepecOBakba je UHCTPYMEH-
Ta/iHa npakca CpOuje U peruoHa y CBeTJ/ly KOpeJJaTUBHUX OZHOCA ca
UJIEHTUTETCKUM MOJAJUTETHMa. McTpakuBaykyd NOAYXBaT MalU-
pama CTUJICKUX KaTeropuja y OKBUPY €BOJYLLIUOHUCTUYKOT MeXaHU3-
Ma TpaZMLiyje, 4eMOHCTPYpPa U Ha TpaKTUYaH HAa4YUH KpoO3 CBOj lleja-
TOILKH paji. Y4eCTBOBAO je Ha HEKOJIMKO MehyHapoaHUX CUMIIO3UjyMa
npeJicTaB/bajyhu CprcKy OpraHoJIOLIKy NpaKCy y OKBUPUMa CBETCKe
€THOMY3UKOJIOTHje.
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McCp Jes1eHa JokoBuh

JloOKTOpaHA Ha KaTepu 3a eTHOMY3UKOJIOTH;}Y,
dakysnTeT My3udke yMeHTOCTH Yy beorpaay

JeaHOCTaBHA TPAHCIIO3UILMja HYyMepa
IecaMa y apaH>XKMaHy 3a TPyOauKHU
OpKecTap U lheroBe NnojaBHOCTHU Y
KOHTEKCTY CaBpeMeHOTI Tpyo6alTBa
3anagHe Cpouje

OcHOBY caBpeMeHOT M3BOhayKor pemneproapa TpybauykKUx op-
KecTapa 3amnazHe Cpbuje npeacTaB/bajy, IOpes HyMepa KoJia, U Hy-
Mepe HapOoJHUX IlecMaMa, y apaHKMaHy 3a OBy BPCTY cacTaBa. /la 6u
ce HyMepe necaMa M3 BOKAJHOT WJIM UHCTPYMEHTAJHOT MYy3WYKOT
u3pasa NpeHesie Ha OPKeCTapCKH, OUJIO je TOTPeOHO U3BPLIUTHU OJ-
pebeHy BpcTy TpaHCHo3ulyje U3 OpUTHHa/a, Ka0 U apaHXMaHCKY
HaJrpaZmwy. Unak, nocroje u npuMepu HyMepa rnecaMa 4uje je Opuru-
HaJIHO U3BOhemwe GUI0 BOKAJHO-UHCTPYMEHTA/HO, 32 aHCaMOJ1 UH-
CTPYMEHTAJIHO Jpyradyujy o TPyO6ayKOr OPKeCTapCKOr, aJu CJUYaH
no ¢pyHkuujama. Kog oBakBUX NprMepa 0Baj IPOLEC CY BPIIUJIN apaH-
»Kepu. Y caBpeMeHOM Tpy6aluTBy 3anazHe Cpbuje, Ba apaHkepa cy
6uJia Haj3HaudajHUja, a To cy 6uau [paran Kuexesuh (1941-2002)
u Pyce IlayHoBcku (1921-7). Y BUX0OBUMM apaHXMaHCKHUM ONYyCHUMa,
nprvMeheHa cy TpU TUIa TPaHCIO3MLHje, a TO Cy: jeJHOCTaBHa, 000-
raheHa TpaHCIO3UIIMja, Ka0 U KOMIIO3HUIlMje CTBOPEHE 0 y30py, alu
HUCY 6UI1 KopUuintheHU [UTATH. Y 0BOM pajy he 6UTH npe/icTaB/beHU
jeJHOCTAaBHY BUJIOBU TPAHCIIO3ULMje HyMepa nnecama. T BUZLOBY jefi-
HOCTaBHE TPAHCIO3ULHje Cy Ce Ha pa3/IMyMTe HaylHe Npe3eHTOoBa-
JIN y u3Bohemy, IITO je, NIPBEHCTBEHO, 3aBUCUJIO OJf My3U4YKO-IIOETCKe
dbopMe HLUXOBOT OPUTMHAJIHOT U3BOhema. Y oBoM pajy he, kpos npu-
Mepe, OMTH aHAJIMTUYKU NPeJiCTaB/bEHU PA3JIUYUTH NPOAYKTH MPO-
Ileca TPaHCIOHOBaWba U NPOAYKLMjCKe HaATpajie, Kpo3 TpU TUIA
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My3UYKHX eJIeMeHaTa, a TO Cy: KOMIIO3ULIMOHU U MOTUYY OJf OPUTHU-
Hasa (MeJsiofuja, puTaM, My3nudka ¢opMa, OpHaMeHTHUKA U apTUKYJ1a-
I[Mja), XapMOHHUja ¥ apTUKyaauuja. Kog npuMepa 4vja cy opuruHasaiHa
M3Bohema y BOKaJHO-UHCTPYMEHTAJHOM apaHKMaHy, IpoLec apaH-
»)KMaHCKe Ha/JiIrpaJiibe je jeIHOCTaBHUjU U NpeJicTaB/ba HajsehuM ne-
JIoM mpusarohaBame TPyOAauKOM OPKECTAapCKOM cacTaBy. 3alpaso,
HaBeJleHe TPU rpylne My3u4KUX eJleMeHaTa yJia3e y npoLec TpaHCIo-
3UllMje, 32 pa3/IMKy O NpUMepa 4Yvja Cy OpUTrMHaHA U3Bohema Bo-
KaJIHa UWJIU UHCTPYMeHTaJIHa.

buorpaduja

JeneHa JokoBuh (1992) je 3aBpuIn/Ia OCHOBHE aKaZeMcCKe CTY-
Juje Ha PakynTeTy My3uuke ymeTHOCTH Y beorpaay 2015. rogune, a
MacTep akageMmcke cryauje 2017. roguHe. TpeHYTHO je 3aBplIHA Io-
JIUHA JOKTOPCKUX aKaJeMCKUX CTy[Hja, Ulle JOKTOPCKY JucepTa-
II4jy, Ha 3BaHUYHO 0Jl00peHy TeMy ,J/IUMeHHU [lyBauKU OpPKeCTpH 3a-
nagHe Cpbuje: [UjaXpOHUjCKH U CUHXPOHHUjCKH pPa3BOj U3BOhHAUKOT
amnapara, MU3BOhHayKor CTHJIa U periepToapa, Kpo3 pa3iMuynTe KOHTEK-
cTyaJiHe oKBUpe®, mo MeHTOpcTBOM Ap JAumutpuja O. ['osnemoBuha,
penoBHOr npodecopa y neHsuju. /Jlo cajia je yuecTBOBaj/laHa BULIe
MebyHapogHUX Hay4HUX cKynoBa. [lybsvkoBana je jejHy MOHOrpa-
dujy ¥ Tpu Hay4yHa paja y yaconrMcuma U 360pHUKY pagoBa. Og 2018.
Jo 2021. roguHe, 6UJ1a je aHTAXKOBaHA Kao UCTPaXXKMBay MPUIPABHUK
Ha NpojeKTy MUHHCTapCcTBa MPOCBETE, HayKe U TEXHOJIOLIKOI pas-
Boja Peny6sinke Cp6uje, nos HazuBoM ,Mysudka U urpadka Tpaju-
IMja MyJTHETHUYKe U MYJITUKyJITypasHe Cpouje‘. CBUpa BUOJIUHY,
KJ1aBUD, GpyI1y, ABOjHULIE, OKApUHY, IeBa y3 rycJie, a 3a NoTpebe 0K-
TOPCKe AucepTalyje, Y44 Jia CBUpa Ha TPyOU.
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Mcp bpanuciaas CteBanuh

JloOKTOpaHA Ha KaTepu 3a eTHOMY3UKOJIOTH;}Y,
dakysnTeT My3udke yMeHTOCTH Yy beorpaay

C KoJieHa Ha Nanup: BaCIMTHO-06pa30BHU
CHUCTEeM Kao NOCT-TPAAULMOHAIHO MECTO
y4yera HapOoAHUX NMPaKCU

Ydemwe TpaZULHMOHA/IHE MYy3UKe U ILleca JaHac NpeJcTaB/ba
jeiHy HOBY, CYLUITUHCKHU APYTY KaTeropujy HeMaTepujaiHe KyJType y
O/IHOCY Ha lbeHO TeHepaTUBHO cTame. [lefaroruja c10604HOT BpeMe-
Ha y HApOJHOM, TPaAMLIUOHAJIHOM KOHTEKCTY, peKOHPUTypHCaHa je y
Nejaroryjy BaCmMTHO-00Pa30BHOT CUCTEMA, YHUPOPMUCAHY JUJAK-
TUYKO-MeTOZ0JIOIIKHUM YIIYTCTBUMA 3a peain3alivjy HacTaBHOT IlJa-
Ha U nporpaMa. OgHoc u3Mehy /iBe aKTHBHE MeTo/ie IpeHOoca 3Hakba
y Mpakcy, Kao U QOKyC Ha NHUTame CBPCUCXOAHOCTH METO/a ydyera
MY3UYKO-IIJIECHUX HAapOAHUX NPAKCU y IIKOJIY, jecTe NpesMeT OBOT
UCTpaXuBama. TpaMLiMOHa/IHA MeTo/ia ce caryie/iaBa Kpo3 JiBe MOJ-
MeTo/e, MeTOAY JeMOHCTpalyje MyTeM YCMeHOr IIpeHOoCa U MeTOAY
JeMOHCTpauuje nyrteM uMuTtauyje. [Ipsa noameronaa noapasymena
HeINoCpeHU KOHTAKT IPEHOCHOLA 3Haha U OHOTa KO 3Hame YCBaja,
JIOK Ce y Ipyroj NoAMeTOAM TaKaB KOHTAKT He ocTBapyje. To je oHa Me-
TOJZia KOja IoZipasyMeBa YMpexKeHe KOHLeNTe CIyllakha Ka0 aKTUBHOT
onaxawa U padyMeBakha My3HKe U/WJM IJIeca, U Koja 3a Nocae ULy
MMa pelpoAyKLHU)Y — KUBJ/beHhe My3UUKe [paKce Kpo3 UHTeprpeTa-
IlMje yBeK HOBUX Cy0OjeKaTa, YuMe ce ofprKaBa IMIKOCT U GIYUAHOCT
HapoAHUX npakcu. llIko/icky cvcTeM nak ob6aBe3yje HaCTaBHUKe/1ie
Ha ynoTpeby HaCTaBHUX MeTO/Z,a IPONMUCAHUX YIIyTCTaBa U3 MJIaHa U
nporpaMa 3aBojia 3a yHanpehuBamwe obpa3oBamwa U BaCnuTamba, Te
ce ycJse/, y4erha HapOJHHUX IIPAKCH BPIUIA KOHBep3Hja TpaJULMOHaI-
HUX METO/|a Y KOHBEHILIMOHAJ/IHE HACTaBHE MeTOo/le — MeTOo/ie IIpeHoca
3Hawa nucMeHu nyteMm. OHOC U3Mehy oBa JiBa TuUIla mejaroruje je
pa3BoOjHY, N1a y3ajaMHOCT U NPOXKHMake MeToja ,Mupe” Ba Jpyra-
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YHja My3u4Ka MUIL/beHA, CTBapajyhu XMOpuIHY NpEeHOC 3Hawba U XU-
6puaHy My3uKy. Ca Lu/beM caryiefjaBamba NOMeHYTHUX OZHOCA KpajeM
mkosicke 2020/2021. roauHe, U3BPLIEHO je aHKeTHpake yYeHHKa/
Ila 1 HacTaBHUKa/1ja Ha ,eTHO OZCEKY" y Cpe/ilb0j My3HWUKOj IIKOJIU
,CTeBaH Mokpamal”“ y Kpa/beBy. EMOupujckuM NpucTynom y oBOM
UCTpPaXXUBakby CTHUYE Ce YBUJ, Y MpoO/ieMe UMIJIeMeHTalUje yueha
HapOJHUX MpaKcU. Bpuiu ce npoBepa cTeneHa ynorpede TpagUiyo-
HaJIHUX U KOHBEHJUOHAJIHUX METO/1a U YCIEIIHOCTH Y CaBJia/laBamby
HOBOT Ipa/ijiBa y CPeIHOLIKOJICKOM BaCIUTHO-0O0Pa30BHOM CUCTEMY
Ha O/ ceKy 3a TpaiMLIMOHA/IHY MY3UKY OJHOCHO, Ha O/iceKy 3a CpIICKO
TPaJULIMOHAJIHO [TeBakbe U CBUPAIbE.

buorpaduja

BpanucnaB CteBanuh. OcHOBHe akajeMcKe cTyauje Ha Ofceky
3a koMno3uuujy Pakynrera My3suuke yMeTHOCTH Yy beorpazay 3aBp-
maBa 2017. roguHe. Ynopeno, Ha UCTOM paKy/aTeTy, moxaha ocHOBHe
akazeMcke ctyadje Ha O ceKy 3a eTHOMY3UKOJIOTH)y rae notom 2019.
roflMHe 3aBpllaBa MacTep akKajeMcCKe CTyJuje I0J MeHTOPCTBOM
np UBe Henuh ca tesom ,Penpogykinuja ApylITBEHOT ayTOPUTETA,
MacCKyJIMHATeTa U KPeaTUBHOCTHU: HaBHjauykKa My3UKa y KOHTEKCTY
npodecroHanHor ¢yaodasa y Cpouju’. TpeHYTHO je HA JOKTOPCKUM
aKaZleMCKUM cTyaujama Ha OJZiceKy 3a eTHOMY3UKOJIOTH)Y Y OKBUDPY
KOjJUX UCTPaxKyje My3UKy U 3BYK jaBHUX IPOCTOPA y KyJITypaMa OTIIO-
pa. JenaH je o ocHMBa4a lleHTpa 3a eTHOMY3UKOJIOLIKE [1eJIaTHOCTH
(beorpan), y kojeM pa3Buja KOHLENTe NPOLIUPEHOT 10/ba ETHOMY3H-
koJsioruje. KoayTop je u ayTop Tpu eTHoradpcka ¢puiMa y npogyKLUju
llenTpa, ,ETHOMYy3uKOJIOTHja, C KosieHa Ha manup’, ,In Kanapma“ u
,2AHTEePCTUIHjaTHO 3BYYHO N0Jbe TycaapcKe npakce”. TpeHyTHO pajau
Kao HaCTaBHUK y CpeJih0j MY3UUKOj KoJH ,CTeBaH Mokpaman“ y
Kpasbesy.
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Mcp JynujaHa bamTuh

acucTeHT Ha KaTenpu 3a My3UKOJIOTHjy U
eTHOMY3HUKOJIOTHjy AkajieMuje ymeTHOCTH y HoBOM

Cany

[710Ka/THOCT caBpeMeHe TaMOypaliKe
npakce y HoBom Cagy

[706anu3anmja mnocraje M3y3eTHO yTHUI@jHA MapajurMma y
JIPYIITBEHUM HayKaMa TOKOM Noc/efe AeleHuje 20. Beka, 10Ce6HO
y MOJIePHUCTUYKUM U IOCTMOJEPHUCTUYKUM CXBaTambHUMa JipylITBe-
HO-KYJITYpPHO-IIOJIMTUYKUX NTpoMeHa. Byayhu na 6uHapHe ono3sunuje
NonyT TI106a/JIHO-JIOKAJIHO, CEBEP-jyr, LieHTap-nepudepuja HUCY
byHKIMOHAHe Y objallilbelby cCaBpeMeHUX TOKOBA KOjU Cy MO0/, KOH-
CTAaHTHUM yTHLajeM [VI06aiu3alnuje, y 0BOM paJy ce 3aCTyla aHa/Iu3a
OJlHOCA IeT IJ1I00aJHUX KYJTYPHUX TOKOBa/Iej3axka — eTHOJIMK, Me-
JIUjaJIuK, TEXHOJUK, PUHAHCOJIMK U U/I€0JIHK, KOjH CY Y CTAJIHOM NpO-
necy nNpoxxuMamwa U Kpetawa (Appadurai). MehyTum, ako s10kaiHO
CXBAaTUMO Kao aclleKT [viobasu3alnuje, NuTawba [VIOKaJHOCTH, OJHOC-
HO NPOLIeCH IVI06a/IHOT CTBapakba JIOKaJUTeTa U JIOKAaJHUX OJTr0BO-
pa Ha rio6asHe KynTypHe TokoBe (Robertson), npeacraBsbajy BaxkaH
acleKT y UHTepIipeTalyju caBpeMeHe TaMOypallke pakce.

Y paay ce npuMepH IVIOKaJIHOCTH TaMOypallke npakce nocMma-
TPajy y OAHOCY Ha IPOCTOPHO U BpeMEHCKU oMeheHUu Ky/JITypHHU ape-
an rpaga Hosor Caza c modetka 21. Beka. llusb paja je na ce Kpos pe-
nepToapCcKy NOJUTUKY rpyne ,PaBHUIIA” TEOPUjCKU UHTEPIPETUPA]Y
aclleKTH TJIOKAJHOCTH U My3WYKOr KocMomnosiuTusMma. Kpos peso-
Bala Ha MY3UUKOj CLIEHU Y peTMOHYy, OBa Ipyna My3udyapa Ha pasJ/iu-
YMTe HAaYWHe YMHU OTKJIOH 0/ KAHOHM30BaHOI TaMOypallKor penep-
TOapa U keroBe 3By4YHe pelipe3eHTalllje, a KOKeTUpa ca pa3JMyuTUM
rJ106aJIHO NONYJIApDHUM MY3WYKHUM U3pa3uMa.
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buorpadmuja

Jynvjana bamtuh je gumioMupasa U MacTepupasa Ha CTy-
JujckoM nporpaMmy ETHoMy3sukosioruja, Ha AKaZileMUju YMETHOCTHU
YuuBepsuterta y HoBom Cany. CTyseHT je Ha JOKTOPCKHMM aKaZeM-
CKUM cTyaujama ETHoMy3ukosiorvje Ha PakyjaTeTy My3UdKe YMeET-
HOCTHU YHHUBep3uTeTa yMeTHOCTH y beorpagy on 2014. ronune. thena
MHTepecoBama Ce 3aCHUBAjy Ha UCTPaXKUBaKy TaMOypallKe My3uykKe
npakce y BojBouHH, Kpo3 NpU3My U3BOhHAYKHUX acliekaTa U ofHOca
My3HuKe U uzeosoruje. 06jaBuia je kibury Urpadka u Mysuyka Tpa-
nunyja MakegoHnana y KauapeBy (koayTop ['opan Musouies, [TaHyeBo
2017) u HEKOJIMKO HAyYHUX Pa/ioBa Koje je Ipe3eHToBaja Ha CUMIIO-
3MjyMHMMa U KoHrpecuma. l'onune 2017. yyecTBOoBaJa je Ha MehyHa-
pozHOj JeTw0j mKoau (International Summer Academy Science) y
Ayctpujy, aon 2018. roguHe pagu Ha AKaZieMUju YMEeTHOCTH YHUBeEP-
sutetay HoBoMm Cazy Kao acucteHT Ha ETHOMY3uKOJI0THjH.
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My3suka u naecy eapeme (nocm)mpaduyuje

Mcp BuoJiera Jokuh

JloOKTOpaHA Ha KaTepu 3a eTHOMY3UKOJIOTH;}Y,
dakysnTeT My3udke yMeTHOCTHU Y beorpaay

K-nmon ¢paH npojekr KStudio: PaHcTBO U
OHJIAjH MY3UYKO-IIJIECHE 3ajeJHULe

K-non uim Kopejcka nomyJsapHa My3HuKa, Koja je y HepacKuAu-
BOj Be3M ca IJIeCOM U cequPHUYHOM BU3YeJHOM Ipe3eHTalUjoM, Y
NpOTEKJUX 25 rofivHa A0XKUBJ/baBa €KCIIaH3Ujy NOCPEACTBOM IJi06a-
JIM3alyje ¥ HOBOT Tajlaca a3ujcke nomysuapHe KyaTtype. Hakon 2015.
ro/IuHE, 0Baj My3U4YKU pEeHOMEH MOCTAo je CBe MOoMyJapHUjU Ha MPo-
cropy bankana. Mako K-nmon Huje 1e0 MejHCTPUM MY3UUYKe KYJIType
y Cp6uju u HUje My nocBeheHO JJ0BO/bHO MeJUjCKe Maxie, GaHOBU
Cy NPOHALJIM HAa4YMH [ia UCKaXXy IPUBPXKEHOCT IIpeMa OBOj BPCTH
My3HMKe U IlJleca KopucTehu noteHnyjan Koju npyxajy UHTepHeT U
JIPYILTBEHE MpeKe, TAKO CTBapajyhu cONCTBeHe KPYroBe /ieJloBamba y
okBUpYy K-mmon omyiaiHCKe NOTKY/ITYpe.

Moja npeseHnTanuja he 6uTu GoKycrMpaHa Ha JeJI0Bakbe MPBOT
ons1ajH K-non ¢aHn npojexta KStudio koju okyn/ba ¥ Ha |pyIITBEHUM
MpexkaMa NpeJicTaB/ba TaJleHTOBaHe NeBaye U Ijiecaye u3 Cpbuje u
OKOJIHHUX 3eMaJ/ba, Ca KpajlbuM LIU/beM cTBapamwa K-non mHcnupuca-
He )KeHCKe My3HW4KO-IlJIeCHe I'pyIle Koja he 1e6UTOBaTH ca OpUTrHHAJ-
HOM MY3UYKOM HyMepoM, KopeorpadujoM U BUZeoM. Mako je oBaj
IPOjeKT 3amoyeT y Apyroj nosoBuHU 2021. rofuHe U TPEHYTHO je y
MO0BOjy, KPO3 pa3roBOp ca OpraHU3aTopuMa 6uja caM y MoryhHOCTH
Jla ca3HaM Koje Cy TO IOYeTHe uJeje, penpeke U KeJbeHU UCXOAU
OBAKBOT JIeJIOBama, aJIM U J1a IPEUCIIUTAM CBOje TepeHCKO UCKYCTBO
npoy4aBajyhu nomMeHyTy 3ajelHULY 6€3 KOHTAKTa ,y’KHUBO", CJykehu
ce MeTo/laMa BUpPTyeJiHe eTHOrpaduje. JeaH je oJi IJlaBHUX LIU/bEBA
OBOI' paJla ManMpamwe HOBOHACTA/JIMX [IPOMeHa Koje ce TU4y Npeoo6-
JIUKOBawa KpeaTuBHe npakce K-mon ¢aHoBa. Haume, ymecTto jesgHo-
CTaBHOT ,0NOHallawka” U ,KoNupama” ejeMeHaTa Kopejcke My3nuykKe
IIpaKce, CTBapa ce HOBU BU/J| UHTEPKYJITYPA/IHOT I0OBe3MBamwba YHyTap
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Krouza ancmpakama

ryiokanusoBaHe K-non cuene y Cpouju.

buorpaduja

BuoJsieta Jokuh (1995) je cTyaeHT JOKTOPCKUX CTyAuWja Ha Ka-
TeJipu 3a eTHOMy3HKoJorujy PakysTeTa My3sudke yMeTHOCTH Yy beo-
rpaay. logune 2019. yuecTBoBas1a je Ha KOHpepeHIUjU y OKBUPY JlaHa
Bnage C. MunomeBuha y bawa Jlyny, roBopehu o casiujckoj ceBja-
JIUHIIY, a IOTOM je y4yeCTBOBaJla Ha ;PYTUM CJIMYHUM HayYHUM CKYIIO-
BuMa. [lo/be lheHOT MHTepecoBawa 00yXBaTa U TpaJULIMOHAIHE UH-
cTpyMeHTe nonyT ¢pyse. [lopen TpaguuuoHaiHe My3suke, og 2017.
roavHe uHTepecyje 3a K-non u ¢panctBo y Cpouju. logune 2018, o6ja-
BUJIA je HAy4HU paj o Ha3uBoM ,K-non y Cp6uju: Kako muiagu uspa-
»KaBajy apUHUTET NpeMa oJipeheHoj BpcTU My3uKe Kpo3 1Jjec’, a iBe
ro/IMHe KacHUje pe3eHTOoBaJa je /iBa pajia Ha KOHPepeHIUju N0/ Ha-
3uBoM BTS Global Interdisciplinary Conference Project y Jlongony. ['o-
JuHe 2021, yyecTBOBaJIa je Ha HaydyHOM cKyny Female Leadership in
Music y Beorpaay, npesenTyjyhu pajg noa HasuBoM “The Creative Fan
Culture and ‘Soft Power’: The Agency of Female K-pop Fan in Serbia”.
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Music and dance in time of (post)tradition

Iva Neni¢, PhD

Assistant Professor of Ethnomusicology, Faculty of
Music in Belgrade

“The Unknown Known”: New Ideological
Articulations of Music Tradition by Female
Performers and the Accountability of
Ethnomusicology

The long and complex ethnomusicological history of studying musical
traditions has been characterized by the changing relation of the core
scholarly paradigms and the social processes with different interpre-
tative, normative and engaged frameworks. The ethnomusicological
understanding of the concept starts from the “juxtaposition of tradi-
tional music and cultural identity that is coeval with the history of the
field” (Bohlman), and includes the research of the use of the concept
in academic and everyday context (Cimardi), the issues of authenticity,
Otherness and local heritage in relation to musics in the age of global-
ization (Aubert), as well as the research of the cultural script / cogni-
tive maps of the musicking communities and its relation to the scien-
tific understanding of the music tradition (Nenic).

This paper seeks to understand the negotiation over meaning (and
the future) of the traditional music within the contemporary Serbian
and regional neotraditional and world music scene, during the first
two decades of the 2000s, as seen and practiced by the prominent and
change-inciting female performers. The revival of the traditional folk
music in Serbia during the 1990s relied much on the cultural archive
of the rural singing, accentuating its more archaic ‘timeless’ aspects
and putting aside the songs and styles that either seemed more recent,
or that addressed particular historical events and social issues. The
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contemporary neotraditional and world music scene differs in regard
to the originatory revivalist concept of the nineties, and while some
of the chief performers take into the account the convenient reper-
toary and the approach of the rural folk vocal music, they have also
started to reactualize and perform different music strains in regard to
the genre, origin and historic dimension of the piece, and also to put
together novel ideas on what and for whom the reactivations of the
past should be performed. The question of the scope of agency of such
cultural workers and the issue of the (relative) autonomy of their en-
deavours in relation to the dominant social narratives regarding the
heritage and its role, should be approached from the position of the
ethnomusicological reflexivity, and moreover by scrutinizing the di-
alectic coupling of the scholarship and the social processes studied,
that should be productively cracked open.

Biography

Iva Neni¢ (1979) is an ethnomusicologist and cultural theorist who
works as an assistant professor at the Department of Ethnomusicol-
ogy, Faculty of Music, Belgrade. Her research interests center around
the issues of music, ideology and gender regimes, critical cultural the-
ory, as well as on the relationship between music’s sustainability and
growing transhumanist aspects of contemporary culture. Her invited
lectures took place at universities in UK, Austria, Slovenia, Italy, and
Japan. Iva’s field research addressed folk music of Serbia / local and
global world music; female musicianship in Serbian and regional in-
dependent music scenes; Balkan-based hip hop, and shared vernac-
ular culture of post-Yugoslav pop-folk. Her book Gusle Players and
Other Female Traditional Instrumentalists in Serbia: Identification by
Sound (CLIO, Belgrade, 2019) received Andelka Mili¢ Award granted
by the Section for Feminist Research and Critical Studies on Masculin-
ities (SEFEM), in the category of scholarly work critically contributing
to the study of gender relations. She is the leader of the scientific re-
search project “Female Leadership in Music” (FLIM), supported by the
Science Fund of Serbia (PROMIS program).
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Ana Hofman, PhD

Institute of Cultural and Memory Studies
Research Centre of Slovenian Academy of Sciences
and Arts, Ljubljana, Slovenia

Affect theory and theorizing sound
experience in ethnomusicology

Affect theory, partly inspired by research on emotions and the body
within feminist and queer theory, after 2000 gained a more signifi-
cant place in the field of humanities including also ethnomusicology.
Approaches that employ the concept of affect »as a transition from
one experiential state of the body to another« (Deleuze and Guattari)
tend to bring a new perspective in observing the reality through fo-
cus on the socio-political character of the realm of senses, body and
emotions. Offering a review on the scholarly works published in the
last 10 years, this paper sheds light on some important issues of intro-
ducing the theory of affect in the field of ethnomusicology by consid-
ering three main topics: the conceptual relationship between affect,
emotion and senses; affect and new forms of politics and sociability
through sound, and finally, the question of affective labour.

Biography

Ana Hofman is a Senior Research Fellow at the Institute of Culture and
Memory Studies of the Slovenian Academy of Science and Arts in Lju-
bljana. She uses both archival and ethnographic methods to examine
musical sound during socialism and the present-day conjuncture of
neoliberalism and post-socialism in the area of former Yugoslavia. In
2018, she was awarded with the Danubius Mid-Career Award by the
Institute for Central Europe and Danube Region and the Austrian Min-
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istry of Education, Science and Research. She recieved a number of
prestigous fellowships such as Postdoctoral Fulbright Fellowship at
the Graduate Center of the City University New York in spring semes-
ter 2018; the fellowship of Brazilian research agency to be a research
fellow at the Federal University of Rio de Janeiro (2015); Fellowship of
Austrian Fond for Scientific Exhange (OEAD) (2013).

She has published many articles and book chapters, including two
monographs: Staging Socialist Femininity: Gender Politics and Folk-
lore Performances in Serbia (Brill, 2011) and Music, Politics, Affect:
New Lives of Partisan Songs in Slovenia (2015) translated into Serbian
New Lives of Partisan Songs (2016). She is currently working on the
monograph Socialism, Now! Singing Activism after Yugoslavia (Oxford
University Press).
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Tijana Popovi¢ Mladenovic, PhD

Full Professor, Head of the Department of
Musicology, Faculty of Music in Belgrade

Concerto for Viola and Orchestra / Viola
Tango Rock Concerto of Benjamin Yusupov
Tango as the ultimate consequence of all
"announcements’ of the Concerto

Since music is primarily a cultural phenomenon, whose essential fea-
ture is diversity, the question that always imposes itself and now seems
especially intriguing is when and how music moves us, or to what are
we moved? In other words, if we model ourselves through music both
as individuals and as participants in culture, and if in constructing mu-
sical traditions, we model the way culture is constructed by building
the consensus of musical belief and commitment on which musical
collaboration depends - the question that imposes itself is how does
music give us a new identity today, which is both thoroughly other and
fully ours, or to what extent people now tune their sense of self to (dif-
ferent) music (identities)?

From a (post)postmodern and/or (post)traditional perspective, the
basic work of culture is to construct subject positions, and the prima-
ry action of music in this era is not to express, but to invite subjectiv-
ity. In this context, the general power of music and dance to implant
subjective states in the listener that are paradoxically both native and
alien, is perceived using the work of Benjamin Yusupov as an exam-
ple (his approach combines the specific cultural identities of various
ethnic groups with different styles of art and popular Western mu-
sic), primarily his Concerto for Viola and Orchestra / Viola Tango Rock
Concerto (2003).
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Biography

Dr. Tijana Popovi¢ Mladjenovic¢ is a musicologist, full-time Professor
and Head of the Department of Musicology of the Faculty of Music,
University of Arts in Belgrade. She is a member of The Academy of Eu-
rope - Academia Europaea, Section Musicology and Art history. She
has been a visiting professor at the Jerusalem Academy of Music and
Dance, the University in Ljubljana, the Lithuanian Academy of Music
and Theatre, and the Music Academy in Sarajevo.

Her main research interests include the European music of the fin de
siécle, contemporary music (she specialized in contemporary French
music at the University of Paris IV Sorbonne), aesthetics and philoso-
phy of music, and issues concerning thinking in music. She is author of
six books: Musical Writing (1996 [2015]); E lucevan le stelle (1997);
Claude Debussy and His Time (2008); Processes of Panstylistic Musi-
cal Thinking (2009); Interdisciplinary Approach to Music: Listening,
Performing, Composing (2014; first author in co-authorship with B.
Bogunovic¢ and I. Perkovi¢); and The Musical Text and the Ontology of
the Musical Work (2017).
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Sanja Radinovi¢, PhD

Associate Professor of Ethnomusicology, Faculty of
Music in Belgrade

Ethnomusicological opus of Kosta P.
Manojlovi¢ on “waves of memory*

Nowadays, the powerful challenges of globalization constantly raise
questions about the importance of culture and the politics of social
memory/remembrance - in scientific, artistic, economic, political and
wider public discourse. The current wave of marked interest in the
past, or memory boom, as it was called by the American historian Jay
Winter, started at the time of the onset of the postmodern era. When it
comes to science, a striking trace of it's presence is recognized in the
so-called “Studies of memory*, a growing literature from various dis-
ciplines dedicated to these issues, to which researchers from Serbia
contribute as well. A strong turning to the past, a phenomenon we are
witnessing today, is not, however, entirely new. At the turn of the 19th
and 20th centuries, social processes took place that gave a similar out-
come in the form of increased interest in the past. It is believed that
both waves originated from the crisis - the first from the crisis of the
modern, the second from the crisis of the postmodern era.

Musical activity of Kosta P. Manojlovi¢ (1890-1949) in Serbia and the
Yugoslav kingdom began in 1919, as soon as he returned to his home-
land from his studies in Oxford, and lasted until the end of his life, with
a break during the Second World War. Since he became a persona non
grata as early as 1946 due to his disagreement with the communist re-
gime, Manojlovi¢ was mentioned very little in Serbian musicology and
ethnomusicology from 1949 to 1990, even at the Music Academy it-
self, to which he made a key contribution during it’s founding in 1937
in the role as it’s first rector. Circumstances began to change after the
death of Josip Broz Tito in 1980 and manifestly only in 1989 and 1990,
which were the years of Manojlovic’s great jubilees. Since then, the sci-
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entific public’s interest in his overall contribution to Serbian and Yugo-
slav music culture has grown. It is obvious, therefore, that his interwar
activities in Serbia and Yugoslavia on the one hand, and on the other
his later actualization in scientific discourse after 1990, are chrono-
logically conspicuously corresponding to the previously mentioned
cycles of increased interest in the past. This report sheds light on the
ethnomusicological contribution of Manojlovi¢ and the one on Mano-
jlovi¢, in the context of both “waves of memory*.

Biography

Sanja Radinovi¢ (1962), Ph.D. Ethnomusicologist, has been employed
at the Department of Ethnomusicology at the Faculty of Music in Bel-
grade since 1989, as an associate professor since 2017. She completed
her Bachelor, MA and Ph.D. studies at the mentioned institution, under
the mentorship of professor Dragoslav Devi¢. She is the author of two
books and dozens of scientific papers, presented at domestic and in-
ternational symposia, and published in proceedings of scientific con-
ferences and in domestic and foreign scientific journals. She primarily
deals with Serbian vocal heritage, namely the morphological features
of Serbian folk songs, analytical methodology, old Serbian two-part
singing and songs of the old ritual layer. Her sphere of interests also
includes the history of Serbian ethnomusicology, issues of rhythm,
sevdalinka song, as well as spiritual music of various traditions. To a
lesser extent, she also dealt with topics in the field of ethnoorganology
and ethnochoreology. She has been a long-term participant in numer-
ous domestic scientific research projects, supported by the Ministry of
Education, Science and Technological Development of the Republic of
Serbia and the Ministry of Culture and Information of the Republic of
Serbia. At the Faculty of Music in Belgrade, she teaches 15 ethnomu-
sicological courses in undergraduate, MA and Ph.D. studies. As a part-
time lecturer, she also worked at other higher education institutions in
Serbia, and Bosnia and Herzegovina.
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Mladen Markovi¢, PhD

Assistant Professor of Ethnomusicology, Faculty of
Music in Belgrade

On digitalization of traditional music -
between social consensus and “personal
ethics”

The processes of preservation of intangible cultural heritage, nowa-
days, cannot be separated from the processes of digitalization. Howev-
er, this (omnipresent) process does not get its own theoretical frame-
work very often, which seems to be extremely important for its proper
and comprehensive implementation. In this article, we will deal with
some special aspects of the digitization of traditional music, primari-
ly its, conditionally speaking, dualism. Namely, the process of digita-
lization today does not only include the transfer to the digital sphere
of analog recordings of the past (in all of their formats), but also re-
fers to modern recordings, which are, for the past two decades, re-
corded exclusively with digital technology. Thus, the digitization of a
field recording made hundred years ago and the digital transmission
of a “live” performance of a modern folklore group, which can even
reinterpret previously (analogously) recorded material, simply repre-
sent two very different phenomena. We usually view a recording made
long time ago as an “authentic” one, while e.g. we consider contem-
porary festival practice as a certain type of folklorism or world mu-
sic. What would happen if both (recorded) cases, especially with “the
same” songs, became available on the Internet? Which of them will the
audience accept as the “original” or “paradigmatic” (and under what
circumstances), if at all? What is the position of a researcher of cul-
ture, and how does it differ from the position of an “ordinary” listener?
Such questions open a whole series of essentially ethical problems, on
which we will try, at least partially, to shed light with this text.
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Biography

Mladen Markovic (1961), assistant professor at the Faculty of Music in
Belgrade, completed his undergraduate and master studies, as well as
his doctorate at the same faculty. From 1988 to 1990, he worked at the
Academy of Arts in Novi Sad as an assistant researcher, and from 1990
he moved to the Faculty of Music in Belgrade, where he began work-
ing in the phonoarchive. He began the process of digitizing analog re-
cordings of traditional music stored in the Faculty. He also worked on
the first digital field recordings, documenting valuable audio and vid-
eo materials in the fields of Serbia and Macedonia. Markovic is also the
author of more than 50 ethnomusicological studies, often presented
in leading field journals and at important scientific gatherings in the
country and abroad. He was a participant in several national projects
in the field of culture and science, and is currently engaged in the proj-
ect “Music and dance tradition of multiethnic and multicultural Ser-
bia” of the Ministry of Science of the Republic of Serbia.
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Mirjana Zaki¢, PhD

Full professor, Head of the Department of
Ethnomusicology, Faculty of Music in Belgrade

Sanja Rankovi¢, PhD

Associate Professor of Ethnomusicology, Faculty of
Music in Belgrade

”New tradition” in composer’s work of
Dragan Nikoli¢

Growing interest for individual musical experiences in contemporary
ethnomusicology contributes to a better understanding of a position,
performative statement of the examined subjects, and also to a more
fruitful approach to the questions about traditional music, its creation
and experiencing in modern time. Such “subject-centered musical eth-
nography” (Timothy Rice), as an important concept of idiographic and
holistic approach implies dramatic, changeable and creative poten-
tials, which integrate cultural, social, psychological influences on sub-
jects and the power of their expression. The individual role of musi-
cians and their activities in Serbian culture is especially read through
distinct authorial productions of vocal and instrumental realizations,
which are created since the middle of XX century following the exam-
ple of traditional forms.

The focus of this paper is heterogeneous compositional opus of Dra-
gan Nikoli¢ (graduate musician from Pancevo), whose work is, among
other things, inspired by folklore models. One of his most popular
songs “Usnila je dubok sanak sa Kosova Rada”/ “Rada from Kosovo
fell in a deep sleep” ("Ej, dragi, dragi”/ “Hey, darling, darling”) directly
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refers to traditional musical forms of Kosovo and Metohija. This piece
Dragan composed for Jordan Nikoli¢ in 1997, two years before the
bombing of Serbia. However, the song gained its greatest popularity
only after 2010, through interpretations by other singers. To this day,
it survives as a musical symbol of Serbian identity of Kosovo and Meto-
hija, with the attribution of a traditional (folk) song by the widest au-
dience. Ethnographic narrative about this vocal realization, and about
other songs from the opus of Dragan Nikoli¢ as well, together with the
analysis of their musical-poetic and non-musical characteristics, will
show how “new traditions” are emerging and what are the potentials
of “adopting” new creations in the current social and historical cir-
cumstances.

Biography

Mirjana Zaki¢ graduated at the Faculty of Music in Belgrade, Depart-
ment of Ethnomusicology, and defended her M.A. thesis: “Instrumental
and vocal-instrumental heritage of Zaplanje region in the light of tra-
ditional music thinking”, as well as her doctoral dissertation “Ceremo-
nial songs of winter season- systems of music signs in the tradition of
southeastern Serbia” (mentor: PhD Dragoslav Devi¢). Since 1990 she
has been employed at the Faculty of Music in Belgrade. She was Vice
dean at the Faculty of Music in Belgrade (2012-2015). Since 2018, she
is head of the Department of Ethnomusicology at the Faculty of Music.

So far, she has published four books and a large number of papers in
national and international publications. She is especially interested in
ritual music, instrumental music, musical semiotics. She is the chair-
man of the “Serbian Society of Ethnomusicology”.

Sanja Rankovi¢ is associate professor at the Department of Ethnomusi-
cology, Faculty of Music in Belgrade. She defended her doctoral disser-
tation at the same department in 2013 with the topic ”Vocal dialects
of Dinaric Serbs in Vojvodina” under the mentorship of Phd. Mirjana
Zaki¢. Her field of interest is vocal practice and applied ethnomusicol-
ogy. She is a longtime associate of theFolk Dance and Song Ensemble of
Serbia 'Kolo’ (from 1994 to 2019), and in the school year 1995/1996
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she founded the first Department of Serbian Traditional Music in Ser-
bia in the music school "Mokranjac” in Belgrade.

She has given numerous concerts, lectures and traditional singing sem-
inars in the country and abroad (Switzerland, Germany, France, Mace-
donia, Hungary, Russia, Greece, Cyprus, Austria, Canada, Croatia, etc.).
She is one of the founders of female vocal group "Moba”, in which she
actively sings. She is a member of the international organization I[CTM
(International Council for Traditional Music), member of the steering
committee of The Serbian Ethnomusicological Society and Center for
Research and Preservation of Traditional Dances of Serbia. She col-
laborates on ethnomusicological projects of the Department of Ethno-
musicology, Faculty of Music in Belgrade and Matica Srpska from Novi
Sad. She has won several awards and recognitions for her pedagogical
activity.
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Selena Rakocevi¢, PhD

Associate Professor of Ethnomusicology, Faculty of
Music in Belgrade

Zdravko Ranisavljevi¢, MA

Teacher for the professional subject seminar in
Ethnocoreology

Ethnocoreology at the Faculty of Music in
Belgrade - from the folkloristic paradigm
to the discourse of institutionally and
nationally specific disciplinary orientation
in the time of (post)tradition

The founder of ethnochoreology as an academic scholarly discipline
in Serbia was ethnologist and ethnochoreologist Dr. Olivera Vasi¢,
whose research and educational approach continued the activities of
the sisters Ljubica and Danica Jankovi¢. The methodological basis of
this scholarly paradigm is grounded on the folkloristically-based idea
of collecting and preserving ethnically distinctive traditional dances
marked with the expression “narodna igra“ (literally: folk game) in or-
der to construct and maintain nationally distincitive Serbian culture.
This was achieved through threefold process: first by reconstructing
old village dances within the field research processes; then by notation
of kinetic and musical components of particular dances; and finally by
publication of dance ethnographies of distinctive geographical areas.

Formal ethnochoreological education at the Faculty of Music began on
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the basis of this approach in 1990. After 2000, through developement
of the teaching staff consisted of young scholars who started to teach
ethnochoreological courses and their indirect education within the in-
ternational academic and scholarly framework, it began to transform.
The key theoretical and methodological turn can be considered the
conceptualization of the term “traditional dance“ in 2011. The use of
this expression implies differentiation of dance components (kinet-
ics and music), that make sense in the processes of synthetic percep-
tion of textual and contextual levels of dance realizations. At the same
time it marks the diffuse expansion of folkloristic paradigm of ethno-
choreological research from rural “folk games” from the past to vari-
ous forms of dance, interpretatively positioned within the ambiguous
field of “traditional” cultural expression. The unique theoretical con-
cepts that arise from this institutionally and nationally specific ethno-
choreological discourse have a specific potential within applied schol-
arly activities, which gives this discipline a distinctive meaning in the
era of safeguarding intangible cultural heritage.

The paper diachronically examines and theoretically interprets the
practice of ethnochoreological education at the Faculty of Music, with
a special focus on the processes of transforming institutionally and na-
tionally specific scholarly paradigms.

Biography
Selena Rakocevi¢, PhD

Ethnochoreologist and ethnomusicologist focused on diversities of
multicultural and multi-ethnic dance and musical traditions of Serbia
and Banat, the author of six books dedicated to traditional dance and
music. The fields of her professional interests are: dance and musical
traditions of Serbia in contemporary socio-historical context; ethno-
choreology; history of dance and music research in former Yugoslavia
and the Southeastern Europe; music/dance relationships; politics and
creative strategies of scenic representations of traditional dance and
music. She was a guest lecturer at the Conservatorio Superior de Mu-
sica de Vigo (Spain, 2018), Irish World Academy of Music and Dance
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(Ireland, 2018, 2020) under the ERASMUS+ (EU programme for ed-
ucation, training, youth and sport) and an invited visiting scholar at
Zhejiang Conservatory of Music (ZJCM) in Hangzhou (China, 2019)
and

CHOREOMUNDUS, International Master Program in Dance Knowl-
edge, Practice and Heritage (France, University of Clermont Auvergne,
2021).

MA Zdravko Ranisavljevi¢ (1981), ethnomusicologist-ethnochoreolo-
gist, is employed at the Department of Ethnomusicology at the Faculty
of Music in Belgrade in the field of Ethnochoreology. He is a doctoral
student of ethnomusicology-ethnochoreology at this faculty. He is the
President of the of the Center for Research and Preservation of Tradi-
tional Dances of Serbia (CIOTIS) and a member of the Art Council of
the Ensemble of Folk Dances and Songs of Kosovo and Metohija “Ve-
nac” from Gracanica. He is a co-author and a coordinator of the proj-
ect “Forming of a database of Legal Subjects in the Art Dance - Folk
Dance” at the Ministry of Culture and Information of the Republic of
Serbia. He participated in the preparation of the nomination Kolo - a
traditional folk dance in Serbia for the registration of this ICH element
on the Representative List of the ICH of Humanity. He has authored
several scholarly papers in the fields of ethnochoreology and applied
ethnomusicology and participated in numerous ethnochoreological
and ethnomusicological symposiums and seminars in the country and
abroad.
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Associate Professor of Ethnology and
Ethnocoreology, Faculty of Music in Belgrade

Dance anthropology at the Faculty music:
notes from the emerging field

The production of a series of dance performances based on the idea
of re-enacting and citing historical pieces or traditional repertoires of
different origins has become a major trend in Western contemporary
dance. Choreographers such as Christian Rizzi, Akram Khan, Shobana
Jeyasingh explore traditional dance repertoires to create ‘hybrid’, ‘in-
novative’, ‘spiritual’ movement vocabularies. Historically, contempo-
rary dance is generally considered as ephemeral art and as part of a
historical progression, whereas traditional dance is (still) perceived
as the living repertoire of local and uninterrupted memory. The uti-
lization of traditional repertoires into the contemporary dance has
brought up questions of authenticity, ownership, and, in the process
opening the question of choreography. Interestingly, the similar drive
towards closing the gap between ‘artistic’ dance forms and traditional
dance forms have come from different corners as well. Here, I am re-
ferring to a surge of discussions, conferences and projects in the world
of staged traditional dances in South East Europe that yearn to change
the field. The debates in this sense are focusing on question of authen-
ticity and innovation in the traditional dance choreography but they
also ask larger question such as: “what is [our] bodily culture in the
domain of kinetics?” posed by ethnochoreologist Zdravko Ranisavlje-
viC. The presentation will outline how the attempt at answering these
questions and reconciling different traditions of dance research shape
up the emerging holistic approaches to dance study at the department
of ethnomusicology at the Faculty of Music in Belgrade.
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Biography

Dunja Njaradi is dance anthropologist interested in traditional dances,
social dances and religious performances. She has an extensive teach-
ing experience in various subjects such as drama, theatre, anthropol-
ogy and ethnochoreology. Throughout her career Dunja Njaradi re-
ceived many scholarships and awards including Overseas Research
Studentship (ORS) for PhD studies (2007-2010), Lancaster University;
DanceWeb scholarship within the framework of ImpulzTanz Vienna
(2009); and Junior Fellowship at IAS CEU in Budapest (2016/17). She
published Backstage Economies: Labour and Masculinities in Contem-
porary European Dance with Chester University Press in 2014. She is
currently teaching ethnology, anthropology and ethnochoreology at
the Department for Ethnomusicology at the Faculty of Music, Univer-
sity of Arts in Belgrade.
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Milos Rasi¢, PhD

Research Associate, Ethnography Institute SASA,
Belgrade

Outsider participation: a self-reflexive
review of the work within the Department
of Ethnomusicology and Ethnochoreology
of the Faculty of Music in Belgrade

Anniversary celebrations are the right time to look back and (self)re-
flexively review different situations, enhancing future actions, evalu-
ations, and reactions. At the Department of Ethnomusicology on the
Faculty of Music in Belgrade (after this: the Department), I was en-
gaged for two academic years (2017/2018 and 2019/2020), when I
thought several different courses in the field of ethnology/anthropol-
ogy and dance anthropology on bachelor and master levels. I mark my
position as outsider participation because I was hired for a certain pe-
riod both times. Therefore, although I was well accepted in the work
environment, we always knew that I would stop being an official part
of the team at some point. During the two academic years of work at
the Department, I passed, more or less, all the duties that a professor
has, while, due to circumstances, [ participated in the changed system
of work - online, caused by the corona virus pandemic and declared
state of emergency.

For this presentation, I opted for an autoethnographic presentation of
my own experience in the work of the Department since everything
said or written “always reflects the disposition of the author” (Chang).
Heewon Chang, in her study Autoethnography as Method, distinguish-
es four styles of autoethnography: descriptive-realistic, confession-
al-emotional, analytical-interpretive, and imaginative-creative. Al-
though these styles are not strictly limited, different ones are used
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depending on the author’s needs, in this presentation, I will primar-
ily use the first three mentioned styles. In this regard, autoethnogra-
phy will serve as an autoreflective review, in which I will connect the
experience of working at the Department with broader socio-cultur-
al events and go through the appropriate analytical and interpretive
frameworks.

Biography

Milo§ Rasi¢ is a doctor of ethnology and anthropology. He complet-
ed his undergraduate (2014), master’s (2015), and doctoral studies
(2020) at the Department of Ethnology and Anthropology, Faculty of
Philosophy, University of Belgrade. He is employed at the Institute
of Ethnography SASA, with the title of research associate. During his
career, he worked at the Museum of Yugoslavia (2014-2016), where
he acquired the title of curator; at the Department of Ethnology and
Anthropology of the Faculty of Philosophy in Belgrade, as a teach-
ing associate (2015/2016); at the Department of Ethnomusicology
and Ethnochoreology Faculty of Music in Belgrade (2017/2018 and
2019/2020), as a lecturer in several subjects in the field of ethnology/
anthropology and dance anthropology (bachelor and master studies).
He collaborated with the Ensemble of Folk Dances and Songs of Serbia
“Kolo” on the design and implementation of the project TradicijaNo-
va (2016-2019). He regularly publishes scientific studies, participates
in national and international scientific conferences, and he is part of
several professional associations. In his ethnological/anthropological
research, he deals with topics from the domains of migration, identity,
dance, music, and cultural heritage.
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Ana Petrovi¢, MA

Assistant for the narrow scientific field of
Ethnomusicology, Faculty of Music in Belgrade

Solo performances in heterophonic
vocal practice as one of the types of
transformation of the traditional vocal
expression of Serbs from PeSter

Vocal tradition of Serbs from the PeSter plateau is characterized dom-
inantly by group, heterophonic singing but I also recorded many ex-
amples of solo (individual) performances as well as performances of
group singing accompanied by gusle. During research visits in 2016
and 2020 in the villages Doli¢e and Boljare the only vocal performanc-
es I could record were solo sung songs.

The aim of this announcement is to investigate the reasons why I of-
ten found only individuals who could / wanted / knew how to sing in
the area which is recognizable by group singing. Is it the process of
substantial change in musical folklore, or is the traditional singing of
this area only adapting to a general social, demographic and numer-
ous other changes that have left a strong mark on the life of Serbs,
especially during the past decade (migrations towards bigger cities,
reduction and complete disappearance of the social life of the commu-
nity, and thus the opportunities for group singing)? In support of the
latter hypothesis, specific situations during the field recording will be
considered, as well as all other circumstances that led to individual
performances. Additionally, the solo performances themselves will be
subjected to melo-poetic and stylistic analysis in order to determine
whether they deviate from the paradigmatic, intonational characteris-
tics of Serbian PeSter singing style.
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Finally, I will look at the future perspectives of maintaining Serbian
traditional singing in PeSter (from PeSter) and the question of the ne-
cessity, purposefulness and impact of the described changes on this
vocal expression.

Biography

Ana Petrovié¢ (Ziv¢i¢), (1987) completed her undergraduate and mas-
ter studies in ethnomusicology (2006-2012) at the Faculty of Music in
Belgrade (FMU), where she has been employed as teaching assistant
at the Department of Ethnomusicology since 2019. The Senate of the
University of Arts in Belgrade, approved Ana’s work on the doctoral
dissertation with the topic: The influence of the components of mu-
sical articulation on the formation of the vocal dialect of Serbs from
Pester (mentor: Prof. Dr. Mirjana Zakic).

Since 2008 she has been publishing papers in relevant scientific jour-
nals.

Ana is currently working in the Phonoarchive of the Faculty of Music,
teaching on the master program Applied Music Research. She is also
engaged in projects of the Faculty of Music funded by the Science Fund
of the Republic of Serbia (Female Leadership in Music) and the Minis-
try of Education, Science and Technological Development (Digitaliza-
tion of the traditional musical heritage of Serbia - Phonoarchive of the
Faculty of Music)

Since 2014, Ana has been a member of the International Council for

Traditional Music - ICTM, in whose activities she continuously partici-
pates by presenting papers at symposia.
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Ethnomusicology, Faculty of Music in Belgrade

Development of Serbian organology:
thematic and methodological scopes of
musical instruments research in Serbia

Interest in musical instruments in Serbia, starting from the first Serbi-
an dictionary (1818) by Vuk Stefanovi¢ KaradZi¢ until today, has gone
through various stages of development, forming a path from organ-
ography to organology as an interdisciplinary scholarly platform. Al-
though it represents a field of intersection of different scientific fields,
such as musicology, anthropology, archeology, art history, iconology
and museology, organology will be considered, above all, from an eth-
nomusicological perspective. This paper aims to polemically present
the consecution of organological practice in Serbia through a historio-
graphical approach, emphasizing the problematic and methodological
principles of shaping scientific thought in the light of world organol-

ogy.

Before the development of organology as an academic ethnomusico-
logical discipline, we find data on musical instruments in the literary
works of the 19th century, which use them through the frame of ro-
mantic ecstasy as an element of emphasizing the ambience or char-
acter of a certain figure. As inevitably part of everyday life, the instru-
ments are placed in the context of folk life from the end of the 19th
and the beginning of the 20th century in the ethnographies by Milan
b. Mili¢evi¢, Vladimir Kari¢, Tihomir Pordevi¢ and Danica and Ljubica
Jankovi¢. At the same time the first ogranographic approach appears in
the works of Franjo Kuha¢ and BozZidar Sirola, which provides insight
into the morphological, ergological and etymological characteristics
of individual instruments, placed in a particular geocultural context.
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A significant methodological turn in terms of collecting, melographic,
and above all museological work, qualified Vladimir Pordevi¢ not only
as a pioneer but also the most prominent researcher in the field of eth-
noorganology until the second half of the 20th century. With the estab-
lishment of the historical-folklore department at the Faculty of Music,
the development of scholarly thought in this area intensified, especial-
ly with the devotion of Dragoslav Devi¢ and Andrijana Gojkovic¢ as the
founders of Serbian organology.

The holistic approach, as the basis of a new scientific paradigm in the
works of the later generation of researchers, such as Dimitrije Gol-
emovi¢, Mirjana Zaki¢, Danka Laji¢ Mihajlovi¢ and Iva Neni¢, has sig-
nificantly influenced the development of thematic and methodological
perspectives, which correspond to postmodern aspirations towards
interdisciplinary bifurcation in global processes.

Biography

Borisav Miljkovi¢ (Kraljevo, 1987) completed a master’s degree at
the Department of Etnomusicology (2012) under the mentorship of
dr Mirjana Zaki¢ and bachelor studies at the Department of Conduct-
ing (2015) in the class of prof. Bojan Sudic¢ at the Faculty of Music in
Belgrade. In the period from 2015 to 2020, he worked as a teacher of
courses at the Department of Traditional Music in music schools in
Kraljevo, Belgrade and Trstenik, and since 2020 he has been employed
as an assistant at the Department of Ethnomusicology at the Faculty of
Music in Belgrade. Borisav is one of the founders and associates of the
Center for Ethnomusicological Activities, which has realized several
projects under the auspices of the Ministry of Culture and Information
of the Republic of Serbia. The focus of his scientific interest is the in-
strumental practice in Serbia and the region in the light of correlative
relations with identity modalities. He demonstrates the research en-
deavor of mapping stylistic categories within the evolutionary mecha-
nism of tradition in a practical way through his pedagogical work. He
participated in several international symposiums, presenting Serbian
organological practice within the framework of world ethnomusicol-

ogy.
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Jelena Jokovi¢, MA

PhD candidate at the Department of
Ethnomusicology, Faculty of Music in Belgrade

Simple types of transposition of songs
tracks in arrangements for trumpet
orchestra and its occurances in context of
contemporary trumpeting of western part
of Serbia

The basis of the contemporary performing repertoire of trumpet or-
chestras in Western Serbia is, in addition to round dance tracks, also
folk songs tracks, in an arrangement for this type of ensemble. In order
to transfer song tracks from vocal or instrumental musical expression
to orchestral, it was necessary to perform a certain type of transposi-
tion from the original, as well as an arrangement upgrade. However,
there are also examples of songs whose original performance was vo-
cal-instrumental, for the ensemble instrumentally different from the
trumpet orchestral, but similar in function. In such examples, this pro-
cess was performed by the arrangers. In the contemporary trumpet-
ing in Western Serbia, two arrangers were the most important, and
they were Dragan Knezevic (1941-2002) and Ruse Paunovski (1921-
7). In their arrangement opuses, three types of transposition were ob-
served, namely: simple, enriched transposition, as well as modeled
compositions, but without citations used. In this paper, simple types of
transposition of song tracks will be presented. These types of simple
transposition were presented in different ways in the performance,
which primarily depended on the musical-poetic form of their original
performance. In this paper, through examples, various products of the
process of transposition and production upgrade will be analytically
presented, through three types of musical elements, namely: compo-
sitional and derived from the original (melody, rhythm, musical form,
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ornamentation and articulation), harmony and articulation. In the
case of examples whose original performances are in a vocal-instru-
mental arrangement, the process of arrangement upgrade is simpler
and represents, for the most part, an adaptation to the trumpet or-
chestral composition. In fact, these three groups of musical elements
enter the process of transposition, unlike the examples whose original
performances are vocal or instrumental.

Biography

Jelena Jokovi¢ (1992) finished her undergraduate studies at the Fac-
ulty of Music in Belgrade, Department of Ethnomusicology in 2015,
and master studies 2017. She is currently in her third year of studies,
writing a doctoral dissertation, the officially approved title of which
is ,Brass orchestras instruments of Western Serbia: diachronical and
synchronic development of the performing apparatus, stylistic and
performing repertoire, through different contextual frameworks”, un-
der the mentorship of Dr. Dimitrije O. Golemovi¢, professor emeritus.
Heretofore, she participated on several international symposiums and
conferences. She published one monography and three articles in jour-
nals and collection of papers. Since 2018 to 2021, she was a junior re-
searcher at the project of the Ministry of Education, Science and Tech-
nological development of Republic Serbia, titled ,Musical and dance
traditions of the multi-ethnic and multi-cultural Serbia“ She plays vi-
olin, piano, frula, dvojnice, ocarina, sings with one-stringed gusle, and,
currently, for the purposes of her doctorate, she is learning to play a
trumpet.
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From oral transmission to paper: the
educational system as a post-traditional
place of learning folk practices

The teaching of traditional music and dance today represents a new,
essentially other category of intangible culture in relation to its gener-
ative state. People’s pedagogical approach to free time, in the tradition-
al context, has been reconfigured into the pedagogical approach of the
education system, uniformed by didactic-methodological instructions
for the realization of the curriculum. The subject of this research is the
relationship between the two active methods of knowledge transfer in
practice, as well as the focus on the question of the expediency oflearn-
ing methods of music and dance folk practices in school system. The
traditional method is viewed through two sub-methods, the method of
demonstration through oral transmission and the method of demon-
stration through imitation. The first sub-method implies direct con-
tact between the transmitter of knowledge and the one who acquires
knowledge, while in the second sub-method such contact does not
happen. It is the method that implies interconnected concepts of lis-
tening as active perception and understanding of music and/or dance,
and which results in reproduction - a musical practice that, through
the interpretations of always new subjects, develops a life of its own
and maintains the flexibility and fluidity of folk practices. The school
system, on the other hand, obliges teachers to use the teaching meth-
ods prescribed by the curriculum of the Ministry of Education, more
specifically the Institute for the Advancement of Education, and, as
a consequence, traditional methods are converted into conventional
teaching methods, the methods of other musical thinking, in the case
of learning folk practices. The relationship between these two types of
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pedagogy is ever evolving and creates a hybrid transfer of knowledge
and hybrid music through the reciprocity and permeation, fusing to-
gether two different musical opinions. With the aim of reviewing the
mentioned relations, a survey of students and teachers was conduct-
ed at the “ethno section” of the secondary department of the School
of Music “Stevan Mokranjac” in Kraljevo at the end of the school year
2020/2021. The empirical approach in this exploratory research pro-
vides insight into the problems of implementing the teaching of folk
practices, and into the degree of use of traditional and conventional
methods and success in mastering new material in the secondary ed-
ucation system at the Department of Traditional Music, that is, at the
Department of Serbian Traditional Singing and Playing.

Biography

Branislav Stevani¢. In 2017, he completed his BA in Composition from
the Department of Composition, as well as his BA in Ethnomusicol-
ogy from the Department of Ethnomusicology, both at the Faculty of
Music in Belgrade. He subsequently completed his Master studies in
Ethnomusicology in 2019 at the same faculty, under the mentorship
of Dr. Iva Neni¢. His dissertation was called “Reproduction of Social
Authority, Masculinity and Creativity: the Music of Fans in the Context
of Professional Football in Serbia”. He is currently doing his Ph.D. in
the Department of Ethnomusicology, within which he is researching
music and sound of public spaces in cultures of rebellion. He is one of
the founders of the Ethnomusicological Activities Centre (Belgrade),
in which he develops the concepts of expanded fields of ethnomusicol-
ogy. He was involved in writing and directing three ethnographic films
produced by the Centre, namely “Etnomuzikologija, s kolena na papir”
(Ethnomusicology, from oral transmissions to paper), “In Kaldrma”
(exploring musical subcultures in Belgrade) and “Intersticijalno zvuc-
no polje guslarske prakse” (Interstitial Sound Field of Guslar Practice).
Currently he is working as a professor in the secondary School of Mu-
sic “Stevan Mokranjac” in Kraljevo (Serbia).
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Glocality of contemporary tambura
practice in Novi Sad

Globalization has become an increasingly influential paradigm in
the human sciences since the beginning of the 1990s, especially in
modernist and postmodernist conceptions of socio-cultural-political
movements. The fact is that the binary oppositions such as global-lo-
cal, north-south, center-periphery are not functional in explaining
contemporary flows that are under the constant influence of global-
ization, this paper maintains the analysis of the relationship of five
global cultural flows/landscapes - ethnoscapes, mediascapes, techno-
scapes, financescapes and ideoscapes, which are in a constant process
of permeation and movement (Appadurai). However, if we understand
the locality as an aspect of globalization, the issues of glocality, ie. the
processes of global creation of the locality and local responses to glob-
al cultural trends (Robertson), represent an important aspect in the
interpretation of the contemporary tambura practice.

In this paper, examples of the glocality of tambura practice are ob-
served in relation to the spatially and temporally bounded cultural
area of the city of Novi Sad at the beginning of the 21st century. The
aim is to theoretically interpret the aspects of glocality and musical
cosmopolitanism through the repertoire policy of the group “Ravnica”.
Through acting on the music scene in the region, this group of musi-
cians in various ways deviates from the canonized repertoire of tam-
bura music and its sound representation, and flirts with various glob-
ally popular musical expressions.
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Julijana Basti¢ (Novi Sad, 1988) holds bachelor and master degree in
Ethnomusicology from the Academy of Arts, University of Novi Sad.
She enrolled to the PhD studies of Ethnomusicology at the Faculty of
Music, University of Arts in Belgrade in 2014. Her field of interests is
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music and ideology. Her publications include the book Dance and Mu-
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ings from the scientific symposiums and congresses. Julijana partici-
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Austria) in 2017, and, since 2018, she is affiliated with the Academy of
Arts in Novi Sad, as an assistant at the Department of Ethnomusicol-
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K-pop fan project KStudio: fandom and
online music/dance communities

K-pop or Korean popular music, which is inextricably connected to
dance and a specific visual presentation, has gradually won over fans
around the world over the past 25 years by means of globalization
and the new wave of Asian cultural expansion. After 2015, this musi-
cal phenomenon became more present in the Balkans. Although K-pop
is not part of the mainstream music culture in Serbia and has not re-
ceived enough media attention, fans have found a way to express their
commitment to this type of music and dance using the potential of
the Internet and social media, thus creating their own social hubs and
ways of influence within the K-pop community.

The presentation will be focused on the activities of the first online
K-pop fan project KStudio, which brings together talented singers and
dancers from Serbia and neighbouring countries, presenting them on
social media, with the idea of debuting K-pop inspired girl group with
original music, choreography and video. As this project started in the
second half of 2021 and is currently in its initial development, through
conversation with the organizers [ was able to find out the initial ideas,
preparations and desired outcomes of this project. As a consequence,
[ am able to reconsider my usual fieldwork methods and experienc-
es while working with fan community without meeting them in per-
son, using methods of online ethnography. One of the main goals of
this paper is to trace down recent changes of creative K-pop fan prac-
tice. Instead of simply “copying” or “mimicking” the original elements
of Korean music practice, new means of intercultural connections are
created within glocalized K-pop scene in Serbia.
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Violeta Joki¢ (1995) is PhD student of Ethnomusicology at the Facul-
ty of Music in Belgrade. In 2019, she participated in the Conference
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since 2017. She published a research paper called “K-pop in Serbia:
How Young People Express an Affinity Towards a Certain Type of Mu-
sic through Dance” in 2018. Two years later she presented two papers
at the BTS Global Interdisciplinary Conference Project in London. In
2021, she presented a paper called “The Creative Fan Culture and ‘Soft
Power’: The Agency of Female K-pop Fan in Serbia” at the conference
‘Female Leadership in Music’ in Belgrade.
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