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YBO[

[Turamwe 'OpujeHTa’ y XyMaHUCTUYKUM HayKaMa 3a/J0OMIIO je 3HA4ajHY IaXKmby, I0CeOHO HaKOH
KanuTanaHor fena Exsapna Canpa (1978). MebyTum, nurame penpesenranyje ¢ nosunuje Mohu
Ouno je MHOTO CTapuje, a eBpOLEHTpUYHA IepcrekTuBa ¢ Kpaja XIX u Beher mema XX Beka
yoOnmuunia je KOMIIapaTMBHY MY3MKOJIOTH)Y, @ IIOTOM JIeTVMUYHO U €THOMY3UKOJIOTHjY, Kao
AVUCUMUIUIVHY YKOPEHBEHY y TocMaTpamwy My3nke Apyrux. CaugoB paj je yTUIIA0 M Ha aKaleMCKI
AUCKYpPC O muTamyMa (OIMCKOMCTOYHMX) paToOBa, MCTOPUjU M APYLITBEHUM pedriekcujama
penuruja, Te je MpefcTaB/bao HeOIXOQHY OCHOBY 3a IIOCTKO/IOHMja/IHe U JIeKOJIOHMja/In3aliyjcKe
CTyAuje y IIT06aTHOM CMIUCITY, KOje 3ay31IMajy 3Ha4ajHO MeCTO Y CaBPEMEHOj (€THO)MY3UKOJIOT M.
Carnenan u3 acnekra packpurha nsmeby Vcroka u 3anazga’ u craBa Hamymrama ontepehyjyher
CMHOHIMa 3a CyKoOJbeHe Hauuje, bankaH ce, kao r/1aBHO (POKYCHO IOAPYYje OBOT CUMIO3MjyMa,
IIOCMaTpa Kao IoJbe 32 CTPaXKBambe Kopenalyja y My3uIy 1 IIeCHOM/UrpadkoM Hacyeby, kao
U IIPOCTOP YHYTAp KOjer My3udapy/Iiecadyl MUTPUPajy 1 y KojeM ce Kpehy Kpo3 MysuKky/mec.
[Ipoy4yaBamwe KyITYpHUX OFHOCA y MY3UIM U IIecy Ha bankaHy ¢ upejom yrBphusama ncro-
PMjCKMX U CaBpeMeHUX Be3a MoACcTaksIo je y XXI Beky Hekonmnko Mel)yHapogHMX ITpojekara Koju
ce TeMe/be Ha KO/MAOOPAaTMBHOM €THOMY3MKOJIOUIKOM, €THOKOPEOJIOMKOM U MY3UKOJIOMIKOM
UCTpakyuBamwy. Pa3BojeM HaIVOHA/IHUX TIKO/IA NpOydYaBama MY3MKe I IIeca U MHTepIpeTH-
pameM HOBUX IIPMMApHUX M3BOPa OTBOPeHa je MOryhHOCT 3a mucame HOBUX UCTOpPUja peruo-
HaJIHOT KapakTepa. /IuMmuHanHa nosunyja bankana nucnmupucana je y rmo6anrHoj XyMaHUCTUIN
OpojHe pacipaBe O IaTOM peruoHy Kao packpuhy u mocty usmelby Vcroka n 3amapa, ¢ moce6-
HUM aKIL[eHTOM Ha CIIeKTap KopeJalyja OpujeHTaTHIX, MeAUTePAHCKMX M Oa/IKaHCKMX KY/ITypa.
OBOM NIPUIVKOM IIOACTAKJIO O ce IOHOBHO IpoMulbame VICTOKa, ¢ HOCEOHUM ycMepemeM
npema yTBphuBamy 3ajefHUYKNX Hacmeha, Ipakcy U TeHjeHIMja y MY3ULU U TIeCy — Off HOBUX
IpMMeHa U TyMaderba KOHIlellaTa OpMjeHTaau3Ma ¥ IOCTKO/IOHMjaIiN3Ma, 10 MIPeCTaB/bakba pe-
3y/lTaTa CTPyKTYpHE aHa/IM3€e NPETIIOCTaB/beHNX ICTOYHUX YTUIIAja Y IUMPEM CMICITY.

OBakBa IIOCTaBKa 3ajefHIYKIX CTPaKMBamwa 1 GrynpgHoCcTH oKocHuIe Vcrok-3amay ynyhyje
He caMO Ha KOMITapaTHBHe MeTofe, Beh 11 Ha ucnuTuBame MOTYNHOCTY aKTyeTHNX TeOPMjCKIX
KoHIleraTa. [Ipahemem mporeca u mocnennIa MCTOPMjCKUX ¥ CaBPeMEHNX MUTpPaIyija OTBAPajy
ce MITamba My3MKe U IJIeca y MyITUeTHUYKIM CpefitHaMa, TPaHCHALMOHATHIX MY3UYKIX W/ VN
iecHNX GopmMu, MOOMTHOCTY Mysndapa ¥ Ijlecada, My3MKe ¥ IJleca y AMjaclopy, ITO laHac
MO)Xe OUTV MHTePECAaHTHO MY3MKOJIOIIKOj, €eTHOMY3MKOJIOIIKO] I € THOKOPEOJIOIIKOj jaBHOCTH
y HajuMpuM reorpaCKiM OKBUpUMA. Y KOHTEKCTY MCTpaKUBama My3uKe 1 Ivteca bankaHa,
noce6HO 6U 3HavajHA OWIa HAaATpafba JOCAJAIIBIX IPOyYaBaba KOMIUIEKCHUX MYSUYKUX U
IIeCHNX peHOMEHa yCMepereM Ha IOMEHYTe aclieKTe KpeTama.

JIvcTa TeMa CMMIIO3MjyMa YK/bydyje (amy Huje orpaHIdeHa Ha) cnefeha nurama:
- My3MKa U UTPa CIOBEHCKUX ¥ TYPCKUX HApOJia ¥ IIOCTOCMAaHCKOM KOHTEKCTY;
- mTaH6aTKaHCKe My3M4Ke I IVIeCHe IIpaKce Y KOHTeKCTy Hacneha;
- unTepnperanyje OpujeHTa y MySU4KIM 1 IJIECHUM IIPaKCaMa;
- My3MKa U IJIEC Y KOHTEKCTY MUTPALINja;



- My3UKa I IJIeC Y JUjacIiopy;
- METOJ0/I0THje KOTabOoPaTUBHIX VICTPAXKMBAba Y My3MKOJIOTYj!, €eTHOMY3VKOIOTUjI 1
€THOKODEOJIOT .

JyamHOCT 1 NCTOBpeMeHa CaMOCBOjHOCT MY3MKe I I/Ieca IIO3MLMOHMPAHNX Ha 0COBUHN VICTOK—
3amazi ;03B0/baBajy M HOBE TEOPMjCKe IIOCTABKE, T€ CE OBMM CKYIIOM IOJICTUYY M3Ha/IaXKeHe HOBUX
aHIMTUYKNX METOJa, HOBA YNTamba MO3HATHX OA/IKAHCKVIX IIPAKCHY, T1a 1 IPeIo3Y IIpe3Haueha
OBe MMarMHapHe ¥ reHepanusyjyhe oce.

gp Mapuja Jlymnuh Bunotiujesuh
gp Abgyna Akaii
gp Kamapuna Tomawesuh



PREFACE

The question of the ‘Orient’ in the humanities gained significant attention after the landmark work
of Edward Said (1978). However, the issue of representation from the position of power was of a
much older date, and the eurocentric perspective of the late XIX and most of the XX centuries
influenced comparative musicology and then ethnomusicology to a certain extent, due to the fact
that ethnomusicology as a discipline is rooted in the observation of music of ‘the Others. Said’s
work also affected academic discourse about questions of (Middle) East wars and the history and
social reflections of the religions, and it was a necessary basis for postcolonial and decolonization
studies in global terms, which occupy a significant position in contemporary ethnomusicology
(and musicology). Perceived from the aspect of ‘the crossroads between East and West’ and the
tendency to abandon the burdening synonym for conflicting nations, the Balkans, as the main
focus area for this symposium, is observed as a field for research of correlations in music and
dance heritage, as well as the space where/through which music/dance and musicians/dancers are
migrating and moving.

In the XXI century, the study of cultural relations through music and dance in the Balkans, with
the idea of establishing historical and contemporary connections, has stimulated several interna-
tional projects based on collaborative ethnomusicological, ethnochoreological and musicological
research. The opening and growth of national ‘schools’ for music and dance studies, as well as the
interpretation of new primary sources, expanded the possibility of writing new histories of a re-
gional character. The liminal position of the Balkans has inspired numerous discussions in global
humanities about this region as a crossroads and a bridge between East and West, with a special
emphasis on the spectrum of correlations of Oriental, Mediterranean and Balkan cultures. On
this occasion, a rethinking of the East would be encouraged, with a special focus on establishing
common heritage, practices and tendencies in music and dance - from new applications and in-
terpretations of the concepts of Orientalism and postcolonialism to the presentation of the results
of a structural analysis of presumed Eastern influences in a broader sense.

This combination of joint research of international scholars and the fluidity of the East—West axis
points not only to comparative methods, but also to the examination of current theoretical con-
cepts. By following the process and consequences of historical and contemporary migrations, the
questions of music and dance in multi-ethnic environments, transnational music and/or dance
forms, mobility of musicians and dancers, music and dance in the diaspora are opened up; today
they can be of interest to the musicological, ethnomusicological and ethnochoreological research
teams in the widest geographical frameworks. In the context of the investigations of music and
dance in the Balkans, it would be particularly important to build upon the previous studies of
complex music and dance phenomena by focusing on the aforementioned aspects of moving.

The list of topics of the symposium includes (but is not limited to):
- music and dance of the Slavic and Turkish peoples in the post-Ottoman context;
- pan-Balkan music and dance practices in the context of heritage;
- scientific, artistic and performative interpretations of the Orient in music and dance practices;



- music and dance in the context of migration;

- music and dance in the diaspora;

- methodologies of collaborative research in musicology, ethnomusicology and
ethnochoreology.

The duality and simultaneous uniqueness of music and dance positioned on the East-West pivot
allow new theoretical propositions, and this symposium encourages the invention of new ana-
lytical methods, new readings of known Balkan practices, and even proposals for redefining this
imaginary and generalizing axis.

Dr. Marija Dumni¢ Vilotijevi¢
Dr. Abdullah Akat
Dr. Katarina Tomasevié¢
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Location: Serbian Academy of Sciences and Arts (Knez Mihailova 35, Belgrade, Serbia)
September 4, 2023
10:00 SASA 2™ floor - Registration

11:00 Grand Hall SASA

Opening Ceremony (Chair: Katarina Tomasevic)
Jelena Jovanovi¢ (Department of Arts SASA, Serbia)

Katarina Tomasevi¢ (Institute of Musicology SASA, Serbia)
11:30 Keynote Lecture

Jim Samson (British Academy - Royal Holloway, University of London, United King-

dom): Betwixt and Between: The Symbolic Geographies of East and West

13:00 SASA Club - Opening Cocktail

14:30 Grand Hall SASA

Session 1 (Chair: Jelena Jovanovic)

Katarina Tomasevi¢ (Institute of Musicology SASA, Serbia): Revisiting the City of Vranje
and its Music Heritage: The Crossroads of Various East-West Traditions and Practices
Milos Rasi¢ (Institute of Ethnography SASA, Serbia): Staging the Orient: Transposition
and Orientalisation of Traditional Dances from Vranje

Abdullah Akat (Istanbul University State Conservatory, Tiirkiye): The Role and Influence
of Roma Musicians on the Turkish-Serbian Musical Interactions in Vranje, Serbia

16:00 SASA 2" floor — Coffee Break

16:30 Grand Hall SASA

Session 2 (Chair: Marija Dumni¢ Vilotijevi¢)

Carol Silverman (University of Oregon, United States of America): Confounding East
and West: Macedonian Romani Mobilities and Transnational Music (online)

Mehmet Ocal Ozbilgin (Ege University State Turkish Music Conservatory, Tiirkiye): Bel-
ly and Co&ek Dances in Tiirkiye and Serbia Traditional Dance Culture

Ivana Medi¢ (Institute of Musicology SASA, Serbia): Ljubisa Stojanovi¢ Louis and the
Genesis of the Gypsy Jazz

19:00-20:00 Concert at the Ethnographic Museum (not included in the live stream)
Soundscapes of Serbian Cultural Space

Program: Sanja Rankovi¢, Borisav Miljkovi¢ (Faculty of Music of the University of Arts in Bel-

grade, Serbia)

Performance: “Tradicija Viva” (Department of Ethnomusicology of the Faculty of Music of the

University of Arts in Belgrade, Serbia)
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September 5%, 2023

09:30 Grand Hall SASA

Session 3 (Chair: Abdullah Akat)
Ventsislav Dimov (Sofia University “St. Kliment Ohridski” — Institute of Art Studies
BAS, Bulgaria), Lozanka Peycheva (Institute of Ethnology and Folklore Studies with the
Ethnographic Museum BAS - Academy of Music, Dance and Fine Arts “Prof. Asen Di-
amandiev’, Bulgaria): Oriental Images in Recorded Music from Bulgaria in the First Half
of the XX Century
Rumiana Margaritova (Institute of Art Studies BAS, Bulgaria): The Socialist Bulgarian
“Estrada Music” for the Bulgarian Turks: Cultural, Social and Political Aspects
Marija Dumni¢ Vilotijevi¢ (Institute of Musicology SASA, Serbia): Representations of
“Turkishness’ in Popular Folk Music in Serbia in the XX Century: Channeling the East in
a Western Way

11:00 SASA 2" floor — Coffee Break

12:00-13:00 National Ensemble “Kolo”
(not included in the live stream)

Professional Visit

16:30 Grand Hall SASA

Session 4 (Chair: Jim Samson)
Biljana Milanovi¢ (Institute of Musicology SASA, Serbia): Music in the Mapping of Yugo-
slav Ethnogenesis: Vladimir Dvornikovic's Narratives beyond the East- West Axis
Luisa Klaus (European Center for Jewish Music Studies - Hochschule fiir Musik, Theater
und Medien Hannover, Germany): “..keinerlei ‘Weltgeltung’ wie etwa eine Beethovensche
Symphonie” - Edith Gerson-Kiwi’s Comparative Study Regarding the ‘Oriental’ Musician
Sonja Zdravkova Djeparoska (Faculty of Music of “St. Cyril and Methodius” University,
North Macedonia): A Balkan View of the Orient in the Works of Macedonian Authors
Nevena Stani¢ Kovacevi¢ (Northwestern University, United States of America): Trans-
cultural Entextualization of Kolo and Cocek Dances in the Music of Serbian Emigré Com-
posers Natasa Bogojevi¢ and Milica Paranosi¢

16:30 Hall 2 SASA

Session 5 (Chair: Danka Laji¢ Mihajlovi¢)
Zdravko Ranisavljevi¢ (Faculty of Music of the University of Arts, Serbia): A la Turca:
Representative ICH element of the Bosniaks’ Dance Tradition in Serbia
Marko Kolbl (University of Music and Performing Arts Vienna, Austria): Pradomovina
Revisited: Musical Ancestry within the Croatian Minority in Austria

Katarina Nikoli¢ (Institute of Musicology SASA, Serbia): KUD “Bdndt”: Folk Dance
Group as the Vehicle of Safeguarding the Serbian Cultural Heritage in the Context of
Diaspora
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Sanja Rankovi¢ (Faculty of Music of the University of Arts in Belgrade, Serbia): Tra-
ditional Singing in Associations of the Serbian Diaspora in North America and Western
Europe

September 6%, 2023

10:00 Grand Hall SASA

Session 6 (Chair: Marija Maglov)
Danka Laji¢ Mihajlovi¢ (Institute of Musicology SASA, Serbia): Transcending the East-
West Division: Brass Bands from Serbia between Folk Music Practice and Music Industry
Giinseli Naz Ferel (Independent Researcher, Tiirkiye): Transforming Feelings and Mean-
ings of The Night Out: Experiences of Electronic Dance Music in Times of Crisis in Istanbul,
Tiirkiye
Gay Breyley (Monash University, Australia): Shifting Parallels: Alamut — Historic Sym-
phony, by “Laibach”, Samimi Mofakham, Rowshan and Jamnik
Farrokh Vahabzadeh (Université Cote d’Azur Nice, France): An Interdisciplinary Ap-
proach to Musical Body (online)

10:00 Hall 2 SASA

Session 7 (Chair: Belma Ogul)
Ayhan Erol (Dokuz Eylul University, Tiirkiye): Ritual Dance, Migration and Translocali-

ty: The Alevi Semah

Ana Stojanoska (Faculty of Dramatic Arts, North Macedonia): The Rhythm of Infinity:
Dervishes in Macedonian Theater Performances

Mehtap Demir Giiven (Istanbul University State Conservatory, Tiirkiye): Strategic Orien-
talism: A Henna Night in Novi Pazar

Cenk Giiray, Nese Celebi, Giizin Tirkes, Duygu Giivener, Sule Yildiz, Alisan Budak, Ekin
Ilgin Demirhan (Tirkiye): Reenvisioning and Restructuring Adakale’s Hidden Songs (on-

line)

12:00 SASA 1° floor — Coffee Break

12:30 Hall 2 SASA

Session 8 (Chair: Marko Kolbl)
Sahin Yaldiz (Graduate Centre for Study of Culture of Justus Liebig University, Germa-
ny): Folk Dance, (Post)Memory, Imagined Homeland in the Turkish Diaspora of Germany:
The Case of Egetanz Ulm and Ravensburg
Angelika Hudler (University of Music and Performing Arts Vienna, Austria): Musical
Ethnicity and (Trans)Local Identity: Serbian Roma Violin in Vienna
Nina Wasilewa Zaneshev (University of Music and Performing Arts Vienna, Austria):
Bulgarian Choir Singing in Vienna
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16:00 Hall 2 SASA

Session 9 (Chair: Ivana Medi¢)
Mehmet Hacisalihoglu (Faculty of Cultural Studies of the Ludwig-Maximilians Univer-
sity Miinich, Germany): Ottoman Background of Cultural Interaction in the Balkans: An
Historical Analysis

Filip Petkovski (Independent Researcher, North Macedonia): Balkanizing the Orient: Re-
versing Orientalism’s Gaze

Belma Ogul (Istanbul Technical University, Tiirkiye): New Materialist Approach to East-
West Distinction: South—Eastern Musics

16:30 SASA 1% floor — Coffee Break

17:00 Hall 2 SASA

Closing Discussion

20:00 Conference Dinner
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Jim Samson

Fellow, Professor Emeritus

British Academy; Royal Holloway, University of London (United Kingdom)
thomasjamessamson@gmail.com

- KEYNOTE LECTURE -

Betwixt and Between: The Symbolic Geographies of East and West

This paper will attempt a discourse analysis of the East-West divide, surveying and thematizing
some of the relevant literature. It will examine four very different instances of East-West interface,
each of them prompted by moments from the author’s personal history. The first will look at “East
Asian keyboards”, allowing the arrival of the harpsichord in China in the early XVII century to
provoke some thoughts about collisions of cultures, and a subsequent dialogue between cultures.
The second will look at “The Warsaw Autumn Festival”, examining the meeting points between
Cold War cultures and exploring the discursive background to the cultural thaw in Poland in the
late 1950s. The third will turn to “The Eastern Mediterranean”, proposing not so much an interface
of cultures as a unitary but hybrid culture, and addressing some questions concerning traditional
music and nationhood. And finally, the fourth will introduce “A Black Sea Estonia’, allowing the
immigration of Estonians to Abkhazia (a little-known story) to stimulate some thoughts about
music and displacement, and about the tug-of-war between nostalgia and acculturation. There
will be some attempt at useful generalizations on the subject of an East-West axis, invoking per-
spectives from music theory (Ismet Karadeniz, Elliot Antokoletz, Ern6 Lendvai) and from critical
theory (Edgar Morin, Theodor W. Adorno, Bruno Latour and Edward Soja).

Jim Samson is Emeritus Professor of Music at the University of London. He is currently an Ed-
itor-in-Chief for Grove Music Online and a Series Editor of the Peters Complete Chopin. He has
published widely on analytical and aesthetic topics, on Chopin and Liszt, and on music in East
Central and South East Europe. He is a Fellow of the British Academy, and holds the Order of Mer-
it of The Polish Ministry Culture, an honorary doctorate from the Ionian University, and the Irish
Research Council Harrison Medal for outstanding achievements in musicology. His book Virtuos-
ity and the Musical Work was awarded the Royal Philharmonic Book Prize (2004) and his edition
of the Chopin Ballades was named Edition of the Year in the Rhinegold Publishing International
Piano awards (2009). His latest monograph is Black Sea Sketches: Music, Place and People (2021).
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Abdullah Akat

Professor Doctor

Istanbul University State Conservatory (Tiirkiye)
abdullahakat@istanbul.edu.tr

The Role and Influence of Roma Musicians on the Turkish-Serbian Musical
Interactions in Vranje, Serbia

Vranje, the city showing Turkish—Serbian musical interactions today in the southeastern part of
Serbia, has a very active musical life, both in its center and in mahalas (lit: neighborhoods) full of
Roma people. The city can be regarded as a mixed whole with its urban and Roma music tradi-
tions, according to my initial observations in the field which I did in June 2022, with my colleague
Dr. Marija Dumni¢ Vilotijevi¢ within the scope of the TRackeRS project. However, in this paper, I
will attempt to focus only on the music of the Roma people and try to reveal the role and influence
of these musicians on the Turkish—Serbian musical interactions in concrete performance contexts.
Additionally, I will discuss the past and present ties, social lives, and cultural identities of Roma
musicians in Vranje, including their contemporary musical activities.

The main goal of my paper is to indicate both oriental and occidental characteristics in the region
through the performance analysis of Roma musicians and to think about deconstructing the sin-
gle-sided occidental perspective in theory. Therefore, I will assign new understandings and mean-
ings to the performances of Roma musicians from Turkish music theory and explain these existing
musical interactions according to makam and ustil concepts.

Abdullah Akat is an ethnomusicologist, and faculty member at the Istanbul University State Con-
servatory, Department of Musicology, Ethnomusicology Program (from 2019). Since 2021 he has
been the Chair of the ICTM Study Group on Music of the Turkic-Speaking World, and the Edi-
tor-in-Chief of the journal Musicologist since 2017. His fieldwork, publications, research projects
and presentations are related to music archiving, the Tiirkiye-Black Sea, Balkan, Crimean, and
Caucasian music cultures.
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Gay Breyley

Adjunct Senior Research Fellow, Lecturer
Monash University (Australia)
gay.breyley@monash.edu

Shifting Parallels: Alamut - Historic Symphony, by “Laibach”,
Samimi Mofakham, Rowshan and Jamnik

Like the Balkans, Iran and its music have been described as a cultural ‘crossroads’ and a ‘bridge], for
example, between West and Central/South Asia. In recent decades, with high rates of migration
from Iran to Europe, Iranian-born and Balkan-born artists have collaborated in a broad range
of musical forms. Many of these collaborations have drawn on literary and historical parallels,
as well as innovative musical re-interpretations. In 2022, one of the more high-profile of these
collaborations was premiered by Ljubljana-based “music and cross-media group” “Laibach’, with
composers Idin Samimi Mofakham, Nima A. Rowshan and Luka Jamnik. Described by “Laibach”
as an “intercultural work’, the symphony, Alamut, is based on Vladimir Bartol’s 1938 novel of the
same name. Bartol’s novel adapts an XI-century Persian story to the political circumstances of
1930s Europe. The many parallels and layers of possible meaning, along with collaborative per-
formance possibilities, make “Laibach™s Alamut a rich example of contemporary Balkan music
around which to reconsider notions of ‘the East, along with mobilities and ‘othering’ Through
analysis of the music, cultural contexts and performances of Alamut, along with interviews with
co-composer Idin Samimi Mofakham, this paper explores the forms of mobility and immobility
that both enable and constrict this collaborative work. It also considers the roles that ‘othering’
and notions of ‘East’ and “West, along with past and present, play in Alamut’s performances and
reception.

Gay J. Breyley is an Adjunct Senior Research Fellow and Lecturer at the Faculty of Arts at Monash
University and a Convenor of the Central and West Asia and Diasporas Research Network. Her
research focuses on links between music and communities, memory and sociocultural change,
especially in Iran and the Iranian diaspora. She has published widely in this field.
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Mehtap Demir Giiven

Associate Professor Doctor

Istanbul University State Conservatory
mehtapdem@gmail.com

Strategic Orientalism: A Henna Night in Novi Pazar

This paper is basically about the “henna night” entertainment, which is the pre-marriage parade
of the Muslim minority community in Novi Pazar. This presentation is structured with the data
obtained in the first field study of the project “Exploring the Tracks of Balkan Culture: Serbian—
Turkish Connections in Music and Dance from Ottoman Period until Today (TRackeRS)”, whose
ethnographic research process continues. The first fieldwork in Novi Pazar and Vranje, Serbia, in
June 2022, provided some data on getting to know the region, observing musical practices, ongo-
ing cultural structures and how the tradition was revived. The data limitation of this paper is based
on our fieldwork in the Novi Pazar region of Serbia. In particular, it focuses on the henna night
entertainment organized by the “Folklor Daire” Ensemble, a music and dance group originating in
Novi Pazar. The henna night entertainment culture and the “Folklor Daire” Ensemble’s functional-
ization of the cultural codes, which are the subject of the declaration, made it very popular among
the Muslims of Novi Pazar and the Balkan Muslim community. In this paper, I aim to analyze the
meaning by drawing attention to the symbols, indicators and details of the holistic text of these
henna night entertainments that is observed in Novi Pazar. Thus, I comment on the representa-
tion of Balkan Muslims as a minority group. The ways in which minority groups are represented
provoke two kinds of backlash: on the one hand, maintaining the representations promoted by the
wider community, and on the other hand, challenging the dominant discourse through a more
nuanced, complex and alternative lens.

In this context, strategic orientalism can interpret the Novi Pazar Muslim henna nights as a text,
an alternative representation of certain components. These can be thought of as a deployment,
a reproduction of an identity representation, creating semiotic patterns with light breezes from
tradition. Is this wise representation a strategy that seeks to orientalize itself, or to emphasize au-
thenticity and truth?

Mehtap Demir Giiven is a faculty member in the Program of Ethnomusicology at Istanbul Uni-
versity State Conservatory Musicology Department. In 2009-2011, she conducted ethnography
in Israel in the field of music anthropology on the axis of cultural interaction and migration. She
obtained her PhD in Anthropology from Yeditepe University. She completed her master’s degree
in Musicology and her undergraduate education in the Conservatory Instrument Training on the
Gourd Violin (kemane). Currently, she is a board member of the Istanbul University State Conser-
vatory and the Director of the IU Women’s Studies Research and Application Center. She has al-
bum recordings and a feature documentary film that includes intercultural interaction and music
sampling. She works as an educator and consultant in intercultural dialogue projects in Germany,
Israel, Greece and the USA.
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Ventsislav Dimov Lozanka Peycheva

Professor Doctor, Professor Doctor

Head of Ethnomusicology Research Group Institute of Ethnology and Folklore Studies
Sofia University “St. Kliment Ohridski”; with the Ethnographic Museum BAS;
Institute of Art Studies BAS (Bulgaria) Academy of Music, Dance and Fine Arts
vdimov.fimc@gmail.com “Prof. Asen Diamandiev” (Bulgaria)

lozanka.peycheva@gmail.com

Oriental Images in Recorded Music from Bulgaria
in the First Half of the XX Century

The text is part of a study of early recorded music in Bulgaria during the period 1904-1944. In
the first half of this period, the recordings of artists and music from Bulgaria were made for glob-
al (foreign) music companies; in the second half - for Bulgarian companies and labels. In both
periods, the recordings, discography and catalogs of the companies contained many and varied
musical images of the Orient. The study attempts to describe and analyze the images of the Orient
through the following typology. Some of the recordings (popular music, dance music, operettas)
present orientalisms following a modern and commercial European genre model from the years
at the beginning of the XX century and the time between the two world wars. Another part of the
recordings reflects local traditions of Ottoman urban traditional music. Particularly interesting for
cultural and anthropological interpretations is this array of recorded music, which contains sam-
ples of hybrids - local (non-Western) popular music, which can also be regarded as a precursor to
modern ethno-pop music in the Balkans.

Ventsislav Dimov (PhD in 1999; DSc in 2018) is a Professor at the University “St. Kliment Ohrid-
ski”, Faculty of Journalism and Mass Communication in Sofia. He is the Head of the research
group Ethnomusicology at the Institute of Art Studies, BAS. He is the author of over 200 scientific
studies and articles, author of the monographs (in Bulgarian): The Ethnopopboom (2001); Music
for the People on the Media Front: The Soft Power of Peoples and Popular Music in Socialist Bulgaria
(2019); Living Voices: Presentation of the Archived Sound Heritage of Raina Katsarova: 1930s/1940s
Transcription Discs (2021) and others. His research interests include: media studies, ethnomusi-
cology, anthropology of traditional and popular music, media and recorded music, identity and
music, musical traditions of ethnocultural communities and minorities, music in the Balkans.

Lozanka Peycheva (PhD in 1991; DrSc in 2007) is a Professor of ethnomusicology at the Institute
of Ethnology and Folklore Studies with the Ethnographic Museum of the Bulgarian Academy of
Sciences, Sofia. She is a Visiting Professor at the Academy of Music, Dance and Fine Arts “Prof.
Asen Diamandiev” in Plovdiv. She is the author of the books (in Bulgarian): Your Soul Cries and
Out Comes a Song: The Romani Musicians in Bulgaria and Their Music (1999); The Zurna Tradition
in Southwest Bulgaria (2002, with Ventsislav Dimov); Between the Village and the Universe: Old
Folk Music from Bulgaria in New Times (2008); Folk Spirit’ in Author’s Songs from Bulgaria (2019);
With Horo Dance and Song, with a Pen and Word: 120" Anniversary of the Birth Rayna Katsarova
(1901-1984) (2021, with Ventsislav Dimov and Geo Kukudov). She has published more than 250
articles in academic editions in Bulgaria and abroad.
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Marija Dumni¢ Vilotijevi¢
Senior Research Associate
Institute of Musicology SASA (Serbia)

marijadumnic@yahoo.com

Representations of “Turkishness’ in Popular Folk Music in Serbia in the XX Century:
Channeling the East in a Western Way

After the liberation of Serbia from Ottoman rule, the national culture experienced a sudden flour-
ishing. The attitude towards Ottoman, Turkish, Eastern, and Oriental elements in the official dis-
course on music implied a distancing, while some structural characteristics were retained in folk
music, especially noticeable in the performances of the Roma in southeastern Serbia, even today.
This paper will discuss the forms in which Turkish music existed in Serbia during the XX century
— from the initial retention of hymns and marches, through songs in the Serbo-Croatian language,
to the ever-expanding identifications with the imaginary Orient. Popular folk music in the Balkans
throughout history is precisely the type of music that combines Western musical foundations (in
form, harmonization, media) and Eastern elements in a broader sense (melodies, metrorhythmic
patterns and ornaments).

The first works to be analyzed will be the manuscripts of Vasa Jovanovic (1872-1943), a tamburitza
player, bandleader and arranger from Kovilj, followed by the manuscripts and sheet music of Jovan
Frajt (1882-1938), a Belgrade salon musician and music publisher of Czech origin. Several “Turk-
ish marches”, popular at the beginning of the XX century, were found in their manuscripts. The
image of “Turkish’ melodies on the Serbian and Yugoslav markets will be completed by the analysis
of available recordings from 78 rpm gramophone records, as well as with data on Turkish songs at
the program of Radio Belgrade in the period between the two world wars. The second half of the
XX century will be presented with two paradigmatic examples — an LP album of Turkish songs and
their covers for the Yugoslav market performed by Macedonian singer of Turkish origin, Kevser
Selimova (born 1945). The late XX century in popular folk music was also marked by the work of
the group South Wind (“Juzni vetar”, from 1981 to the early 2000s), which was criticized for its
emphasized ‘oriental’ sound characteristics (primarily in timbre and ornamentation) in compari-
son to the newly composed folk music of that time.

Marija Dumni¢ Vilotijevi¢ holds an MA and PhD in ethnomusicology from the Faculty of Music
of the University of Arts in Belgrade, and she has been employed at the Institute of Musicology
SASA since 2011. During her studies, she specialized in similar institutions of Austrian and Bul-
garian Academies of Sciences. She currently serves as the Chair of the Research Archives Section
of the International Association of Sound and Audiovisual Archives and as IASA Ambassador in
Serbia, as well as the Vice-Chair of ICTM Study Group for Audiovisual Ethnomusicology. She is
a Principal Investigator from Serbia on the project “Exploring the Tracks of Balkan Culture: Ser-
bian-Turkish Connections in Music and Dance from Ottoman Period until Today (TRackeRS)”.
Her research of Serbian and Balkan folk and popular music practices is based on archival and field
work, with musical and contextual analysis; and she uses historical, urban and applied ethnomusi-
cology. Her book Sounds of Nostalgia: History of Old Urban Music in Serbia (2019, in Serbian) was
awarded by the Institute of Ethnography SASA. She is currently doing research on the music and
dance of migrant communities in Serbia, as well as on sound archiving.
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Ayhan Erol

Professor Doctor

Dokuz Eyliil University (Tiirkiye)
aerol@deu.edu.tr

Ritual Dance, Migration and Translocality: The Alevi Semah

The semah, Alevi ritual dance, produces a context in which the unity, harmony and concord of
Alevi communities in Tiirkiye are at a maximum, and in which they are intensively felt by every
member. The semah with its accompanying song may therefore be described as an activity in
which, by virtue of the effects of rhythm and melody, all members of an Alevi community are able
harmoniously to cooperate and act in unity. In rural/traditional Alevi rituals, cems, everybody
can join in the semah as the mood takes them, and gozcii, one of the twelve assistants, allows and
indicates to them.

While semahs were not known at all outside of Alevi communities in the past, today they may be
observed by non-Alevis in the cemevis (lit: ritual/cem house) and in the non-ritual contexts such
as the festivals and secular gatherings. Almost all Alevi associations or the cemevis in the diaspo-
ra and ‘at home’ have a semah group educated and organized by the executive. As opposed to ru-
ral/traditional cem rituals in which everybody may take part in the dance, the semahs performed
in the urban cems are carried out by the semah groups consisting of young men and women.

Translocal describes the connections between two or more specific localities as created and expe-
rienced by migrants. In other words, translocalism draws attention to the fact that people multiply
forms of mobility without ignoring the importance of localities in their lives. If the predominance
of semah within the Alevi ritual, the cem, is one factor to be studied, then differences in their pres-
ent interpretations in Turkish cities and in the diaspora is the another. In this paper, I will analyse
these differences in the context of the translocality of the semah. The presentation will be accom-
panied by supporting audio and visual examples.

Ayhan Erol is a Professor of musicology at the Dokuz Eyliil University in Izmir, Tiirkiye, where he
teaches courses on the theory of ethnomusicology, cultural studies of music, sociology of music,
music history, and popular music studies. He holds a PhD in ethnomusicology (2000). He is the
author of three books: Popiiler Miizigi Anlamak (2002), Miizik Uzerine Diisiinmek (2009) and Is-
lam Alevilik ve Miizik (2018). His work has appeared in renowned scholarly journals, including the
Journal of Ethnic and Migration Studies, Middle Eastern Studies, Social Compass, and the European
Journal of Cultural Studies.
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Giinseli Naz Ferel
MA, Independent researcher (Tiirkiye)

gnazferel@gmail.com

Transforming Feelings and Meanings of the Night Out:
Experiences of Electronic Dance Music in Times of Crisis in Istanbul, Tiirkiye

Tiirkiye is going through an era of constant states of emergency and crisis, and so do the nightlife
and electronic dance music (EDM) cultures of the country’s most populous city Istanbul. This
research tracks the transformations in the materiality and meaning of EDM throughout the hard-
ships of the authoritarian and neo-liberal state policies, pandemic restrictions, economic crisis
and the Maras earthquake. In Istanbul, nightlife continues to be an intermediary space for enter-
tainment, musicking, dancing, collective well-being and resilience. However, it is also constantly
suffering from the impacts of these crises. By focusing on the emotional and notional experiences
of venue owners, creative laborers and members of the audience, this research is aiming to grasp
the changing characteristics of EDM cultures in the times of hardship. The autoethnography of the
researcher as a part of Istanbul’s nightlife as a D] and events organizer, alongside ten semi-struc-
tured interviews conducted with different actors in the field, will constitute the data to be ana-
lyzed. In order to enable a wholesome understanding of the reciprocal co-production between
the social and the musical, these methods will be implemented and analyzed with a focus on the
frameworks of meaning, embodiments and affects built around nightlife, EDM and dance. The
conference presentation will represent the current situation of the EDM experiences in Istanbul
alongside an analysis of how specific occurrences and state policies have shaped these experiences.
By investigating this social-musical co-existence of emotions and meanings in times of political
and economic crises, this research will be contributing to the academic discussions on EDM both
in music sociology and musicology.

Giinseli Naz Ferel (she/they) is an Istanbul-based radio artist, DJ, social researcher and produc-
er residing in Istanbul. She holds an MA degree in Sociology from the Bogazi¢i University. She
works on producing archival and investigative research material on Tiirkiye's music scenes and
cultural field intending to internationally contribute to academic discussions on musicology and
sociology. Alongside their academic focus, they produce sonic artworks for live performances and
radio and currently broadcasting on “LYL Radio” as a resident radio host. They are one of the three
co-founders of the queer interdisciplinary arts collective “House of Spring”, opening up safe spaces
for solidarity and cooperation in art worlds.
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Cenk Giiray Duygu Giivener

Professor Doctor PhD Student
Hacettepe University, Ankara State Conservatory (Tiirkiye) Hacettepe University (Tiirkiye)
cenk.guray@gmail.com Sule Yildiz
Nese Celebi ]};hD Studept . 1
Professor Doctor rciyes University (Tiirkiye)
Ostim Technical University (Tirkiye) Alisan Budak

PhD Student
Giizin Tirkes Hacettepe University (Tiirkiye)
Assistant Professor

Ekin Ilgin Demirhan

Atilim University (Tiirkiye) Undergraduate Student

Hacettepe University (Tiirkiye)

Reenvisioning and Restructuring Adakale’s Hidden Songs

The Balkan countries reflect a multicultural way of life based on the interaction of various cul-
tures that have shared this geography. Adakale, witnessing the history of the Danube region, was
like a bridge connecting Romania, Bulgaria and Serbia. This land, being one of the most strategic
Ottoman-Turkish settlements in the Balkan peninsula once, was submerged in 1970 due to the
construction of a hydroelectric power station. Therefore, Adakale stands out as a cultural treasure
of multiculturality embedded in the common memory of Anatolia and the Balkans. The only ac-
cessible part of this treasure, apart from the tangible assets underwater, are the ‘hidden’ folk songs
that remained from the people of Adakale.

This project, supported by TUBITAK (Scientific and Technological Research Council of Tiirkiye),
aims to preserve the cultural heritage of this region and transfer it to future generations by recon-
structing/reenvisioning hidden folk songs in Adakale. The compilations of Ignac Kunos, Kemal
Altinkaya and the Cluj University have been utilized for the analysis in the project.

Within the scope of this study, the makam-based melody analysis and development methods were
utilized with the help of machine-learning techniques and we tried to reconstruct the tunes of
hidden Adakale folk songs. Firstly, a probabilistic approach has been used to generate new melo-
dies by using makam structures acquired from the musical data. Markov Chain based algorithms
are able to generate consecutive notes in a compatible manner with the probability distributions
addressed by the analyzed melodies. Later, makam-motif-based analysis will be integrated with a
machine learning-based algorithm, and we will try to transfer all information about the makam
characteristics to the melodic reconstruction process. In this presentation, some examples of the
reconstructed folk songs during the ongoing project will be given and the future plans will be
discussed.

Cenk Giiray’s areas of interest include: theoretical approaches to makam music and its perfor-
mance, theory of cycles, cognitive approaches in makam analysis and baglama performance. He
is a Professor of music theory in the Department of Music Theory at the Hacettepe University
Ankara State Conservatory and an active baglama performer. Giiray is also Vice-President of the
same Conservatory and the Director of the Association for Anatolian Music Cultures.
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Mehmet Hacisalihoglu
Professor Doctor
Faculty of Cultural Studies of the Ludwig-Maximilians-University Munich (Germany)

mehmethacisalihoglu@googlemail.com

Ottoman Background of Cultural Interaction in the Balkans:
Historical Analysis

This paper aims to describe the Ottoman background of interaction between Muslim and
non-Muslim subjects of the Empire consisting of different ethnic origins. The cultural interaction
took place on the ground of the Ottoman military system, which integrated Christian men into
the Ottoman Military System in the classical period of Ottoman history. During the period of
Tanzimat provincial, assemblies including non-Muslim members were established and military
service for non-Muslims became compulsory. Also in the bureaucracy Christian men were repre-
sented. Further places of interaction were markets (basaars).

The Ottoman courts’ culture played an important role as an example of the higher culture for
the subjects of the Empire: composers of different origins took part in this culture. In addition,
the courts of the provincial notables played a similar role. Many non-Muslim subjects served as
gardeners, horse keepers etc. Another field of interaction was the migration: settlement of Yuruks
from Anatolia, Caucasian refugees, Sephardim Jews in the Balkans, as well as the Ottoman exile
policy. The Role of artisans/craftsmen, architects, festivals/panayirs, the role of trade and the mer-
chants, Gypsy musicians, as well as religious interactions (dervishs, common saints, pilgrimages)
and finally language were among other important factors to be mentioned. This interaction in the
historical process created also a common ground in the culture of music and dance.

Mehmet Hacisalihoglu is a historian at the Institute of Near and Middle Eastern Studies of the
LMU Munich. He received his Bachelor degree from the Ankara University on Ottoman-Turkish
history and history education, his Master and Doctoral degrees from LMU Munich on Balkan and
Eastern European history and culture.

He has a wide range of research interests including history education and history textbooks, his-
torical geography and environment in the Balkans, political and institutional history of the Otto-
man Empire and Balkan states, pious foundations, toponymies and city research. He carried out
various research projects, e.g. historical development of toponyms (Ortsnamenskonkordanz) in
Bulgaria sponsored by the German Research Society (DFG), Empires and Their Transformation in
the Modern Times sponsored by the Gerda Henkel Foundation, Image of the Ottomans/Turks in the
History Textbooks of the Balkan and Black Sea Countries, sponsored by the Scientific and Techno-
logical Research Council of Tiirkiye. He is familiar with almost all Balkan languages.
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Angelika Hudler

MA student

University of Music and Performing Arts Vienna (Austria)
angelika.hudler@gmail.com

Musical Ethnicity and (Trans)Local Identity:
Serbian Roma Violin in Vienna

During the Habsburg Empire, Vienna was a meeting point for different people, languages, musics
and cultures, including those of South Slavic origin. In the 1960s and 1970s, organized working
migration from former Yugoslavia (Gastarbeiter) led to a rapid growth of this population, fol-
lowed by war-incited migration in the 1990s and continuing until this day. By far, the biggest
group is coming from or is connected to Serbia, with a high percentage of them being Roma living
in Vienna.

This paper investigates aspects of musical ethnicity and local identity, as well as connected stylistic
particularities of Serbian-originated Roma violin-playing in Vienna. I focus on Viennese violin
players from the area of Obrenovac, especially the village of Piroman, known for its rich violin
tradition, where many Viennese musicians originate from. These musicians are active in vari-
ous scenarios: from restaurants or clubs, to occasions like events organized by cultural societies
(KUD:s) or private festivities.

The paper addresses several central questions. How is musical ethnicity manifested in the commu-
nity, i.e. what makes an event/location/style typical for Serbian Roma in Vienna? How does local
identity relate to musical characteristics (repertoire, playing technique, ornamentation)? How are
trans-local positionalities connected to musical practice with musicians steadily traveling between
Serbia and Vienna, corresponding to narratives of the East and the West?

Connecting to these questions, I will critically examine essentialist understandings of Roma and
Non-Roma. Relating to the Viennese and Serbian context, I discuss notions of Roma-ness in re-
lation to: 1) performance settings (venues visited exclusively by Roma), 2) stylistic particularities
(ornaments, trills, glissandi, harmonization, typical chord progressions, and groove/drajf), 3) rep-
ertoire and 4) language. This paper is based on original fieldwork in Piroman and Vienna, and it is
located in the field of ethnomusicological minority studies.

Angelika Hudler is a Master student of ethnomusicology at the Department of Folk Music Re-
search and Ethnomusicology at the University of Music and Performing Arts Vienna, where she
also studied violin education. She is an internationally performing musician, playing various tra-
ditional music styles, especially music from the Balkans. Her research focuses on Roma music and
the Serbian diaspora in Vienna. Her fieldwork is located between research and musical practice,
enabling her to translate field research findings into artistic expression.
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Luisa Klaus

PhD Student

European Center for Jewish Music Studies (EZ]JM); University of Music,
Drama and Media Hannover (Germany)
klausl@stud.hmtm-hannover.de

“..keinerlei ‘Weltgeltung’ wie etwa eine Beethovensche Symphonie” -
Edith Gerson-Kiwi’s Comparative Study Regarding the ‘Oriental’ Musician

Until her immigration to Mandatory Palestine in 1935, the German-Jewish musicologist Edith
Gerson-Kiwi (1908-1992) completed piano, harpsichord and musicological studies in Berlin,
Freiburg and Leipzig. She wrote her dissertation thesis Studien zur Geschichte des italienischen
Liedmadrigals under the supervision of Heinrich Besseler in Heidelberg whose interests in Re-
naissance music and philological approach typical of the time she adopted entirely. Then, as a part
of her emigration and the new beginning in Palestine, she headed more to ethnomusicological
topics, with Berlin ethnomusicologist Robert Lachmann (1892-1939) as one of her central models
during the first years. In spite of her disciplinary realignment, Gerson-Kiwi’s actual Eurocentric
perspective always remained present, namely regarding historiography in general, as well as the
cultural supremacy of the West over the East. In her methodological approach she adhered to Rob-
ert Lachmann’s and to Abraham Zvi Idelsohn’s (1882-1938) legacy: the Vergleichende Musikwis-
senschaft. Yet regarding her political ideals — especially in terms of the establishment of diplomatic
relations between young Israel and the Federal Republic of Germany - Gerson-Kiwi spoke for
dialogue and synthesis, not only for comparison and prerogative of interpretation.

This at times inconsistent position manifests itself particularly in the musicologist’s investigation
The Musician in Society: East and West. Originally written as a lecture for broadcasting in 1946,
Gerson-Kiwi seized on her initial ideas over the next three decades, having published her study in
several languages and versions. My contribution does not want only to present this investigation
in its main characteristics, but also to ask for epistemological and political issues: Gerson-Kiwi
analyses with good intent the (cultural) constellation of power between East and West, she reflects
on the Western acquisition of knowledge and associated stereotypes — but only to strengthen these
compared categories through their contrast.

Luisa Klaus is born in 1990 in Munich. She finished musical education with a major in recorder
with Han Tol at Bremen (2009-2014), continued her studies with Michael Form at Bern, and
graduated with honors in the summer of 2016. She attended Master program in musicology at the
Hanover University of Music, Drama and Media (2017-2019). She has been a Research Assistant
at Sophie Drinker Institut Bremen since 2014, in addition to her occupation as a musician. She
has been enrolled in doctoral studies at the EZ]JM since the winter of 2020, with the dissertation
working title: Episteme as Transnational Entanglement: East-West Paradigms in Edith Gerson-Ki-
wis works (1908-1992).
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Marko Kolbl

Assistant Professor
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Pradomovina Revisited: Musical Ancestry within the Croatian Minority in Austria

The Croatian word “Pradomovina’, ancestral homeland, is an affectively loaded term that refers to
non-specified regions of today’s Croatia and Herzegovina as the origin of the Croatian minority
in the Southeastern Austrian province Burgenland. The migration dates back to the XVI century.
Burgenland Croatian language and cultural expressions developed independently in the new sur-
roundings and they have been kept alive until the present day, with language competence rapidly
declining among younger minority members. Ethnomusicological research consistently empha-
sized the transcultural processes in Burgenland Croatian music and dance, foregrounding Hun-
garian influences in music and placing the musical idiom within the greater Pannonian context.
Indeed, an exchange between Burgenland Croatian villages and their Pradomovina was nearly
non-existent and a cultural transfer only took place in the second half of the XX century with the
import of the emblematic instrument tamburitza and popular music repertoire from Croatia.

This paper thus examines a less-researched aspect of Burgenland Croatian traditional music and
dance: the musical correlations to the community’s Pradomovina. 1 examine musical references
to the ancestral homeland asking the following questions: what are the musical relations between
Burgenland Croats and their Balkan roots and how is the axis Austria/Balkan manifested in mu-
sical ancestry? I address these questions, discussing melodic forms, instrumental and vocal styles
and folk song lyrics, as well as minority members’ points of view between a claiming of musical
roots and exoticizing balkanism narratives. I further address how ideas of musical ancestry and
origin bear broader sociopolitical implications regarding assimilation and cultural safeguarding as
well as local village identity and regional belonging.

The paper is located in the field of ethnomusicological minority studies and it is based on my orig-
inal fieldwork and archival material from the 1960s and 1980s concerning especially the musical
tradition of the Croatian village Stinjaki in Southern Burgenland.

Marko Kolbl is an Assistant Professor and the Chair of the Department of Folk Music Research and
Ethnomusicology at the University of Music and Performing Arts Vienna. He specializes in music
and dance of minorities and migrant communities with an interest in intersectional, queer-fem-
inist and postcolonial perspectives. Areas of research are death and mourning, voice, dance, and
gender; ongoing field research with the Croatian minority in Burgenland, migrant communities in
Vienna, specifically Afghan refugees, as well as Croatia, Bosnia and Herzegovina, and Iran. Marko
Kolbl serves as the Chair of the ICTM Study Group of Music, Gender and Sexuality.
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Danka Laji¢ Mihajlovi¢
Principal Research Fellow
Institute of Musicology SASA (Serbia)

danka.lajic.mihajlovic@gmail.com

Transcending the East-West Division: Brass Bands from Serbia
between Folk Music Practice and Music Industry

Brass bands gained a special place in Serbian culture thanks to the festival Dragacevski sabor
trubaca in the village Guca in Western Serbia (also known as the Guc¢a Trumpet Festival). The role
of that festival in the formation of the intercultural, even transcultural quality of trumpet-playing
practice has already been the subject of the author’s attention. The rethinking of this topic is caused
by the recent inscription of brass band practice in the National Inventory of the Intangible Cultur-
al Heritage (ICH) of the Republic of Serbia. Namely, the author’s experience as a member of work-
ing groups and the decision-making body in the national ICH system regarding the determinants
of the content of this practice once again drew attention to the breadth of the repertoire and the
stylistic quality of the practice, which is perceived as part of the cultural identity of the inhabitants
of Serbia. Therefore, on this occasion, attention will be paid to other opportunities for intercultural
encounters, such as guest appearances, concerts and tours of Serbian orchestras abroad, which are
a frequent form of labor migration of musicians. Although they existed to a certain extent before,
the expansion of the visibility of brass bands” practice contributed to a strong intensification of
their engagement outside of Serbia. The research will include interviews with musicians who have
experiences of performing abroad, as well as analyzes of their repertoire policies. In relation to the
theme of the symposium, special attention will be paid to the results of encounters with different
cultures in the ‘East’ and “West’ and the effects on the musicking of Serbian and Roma orchestras,
which are often set up as symbols of cultural binary in Serbia in the domain of brass music.

Danka Laji¢ Mihajlovic is a Principal Research Fellow at the Institute of Musicology SASA. She
received her doctorate in ethnomusicology with a dissertation related to the Serbian epic tradition.
Her research interests include traditional music, musical instruments, relations between tradition-
al music, the music industry and cultural policies. She is involved in the implementation of the
UNESCO Convention for the Safeguarding of the Intangible Cultural Heritage (2003) in Serbia, and
also studies the functioning of the national ICH system, particularly in relation to musical heri-
tage. She is engaged in various types of applied ethnomusicology through cooperation with state
cultural institutions and associations related to culture in the non-governmental sector.
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Assistant Professor

Institute of Art Studies BAS (Bulgaria)
rumiana margaritova@yahoo.com

The Socialist Bulgarian “Estrada Music” for the Bulgarian Turks:
Cultural, Social and Political Aspects

The Turks in Bulgaria - a population largely historically connected with the Ottoman settlers in
the Balkans, have always been a significant topic in Bulgarian national politics. In the socialist
times (1944-1989) the governing Communist party made special efforts toward their inclusion
in “the Bulgarian nation” Nevertheless, the varying visions of the concept as well as the different
paths chosen for achieving incorporation, led to contrasting results.

Bulgarian Turks” music-making has been considered an effective integrational tool for most of
the years pointed. Except for traditional music, which was encouraged for articulation and pre-
sentation of ethnic identity, there was a specific popular music subgenre in which that population
was also involved both as audience and performers: the so-called “estrada music” (or “estrada
songs”). Absorbing European popular music influences, it developed its own local features, engag-
ing high-standing professional Bulgarian composers, arrangers, poets, and singers. The “estrada
music” dominated the musical landscape of the country in the 1970s and 1980s and was then
introduced to the Bulgarian Turks. The first steps in that direction included popular Bulgarian
“estrada songs” translated into Turkish and bilingual songs (in Turkish and Bulgarian), performed
by both Bulgarian and Turkish singers. The features of the later model, established in the 1980s,
were common Bulgarian estrada sounding, Turkish lyrics, and Turkish performers from Bulgaria.
The paper will focus on that phenomenon, presenting the figures involved in it and analyzing its
cultural, social, and political connotations. Its basis will be interviews with performers, creators,
and audience representatives, as well as relevant archival documents and sound records.

Rumiana Margaritova is an Assistant Professor at the Institute of Art Studies of the Bulgarian
Academy of Sciences. She received her MA degree in musicology from the National Academy of
Music “Prof. Pancho Vladigerov” (Sofia), and her PhD in ethnomusicology from the Institute of
Art Studies BAS. Her research interests and publications are focused on the institutional develop-
ment of Turkish traditional music in Bulgaria, Alevi-Bektashi ritual music, as well as traditional
music in multicultural environments.
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Ivana Medi¢

Senior Research Associate

Institute of Musicology SASA (Serbia)
dr.ivana.medic@gmail.com

Ljubisa Stojanovi¢ Louis and the Genesis of the Gypsy Jazz

In this paper I discuss the genesis of the Gypsy jazz genre, developed by several notable Roma
musicians from the southeastern Serbian towns of Ni$ and Leskovac, using Radoslav Dokic’s
theory of cultural hybrids and paradigmatic transformations. Many genres typical of Serbian and
broader Yugoslav cultural space emerged as the results of paradigmatic transformations of initially
alien musical idioms (whether ‘authentic’ or already commodified) at various historical moments.
Doki¢ defined four steps necessary for such transformations, and ethnomusicologist Predrag Mi-
lanovi¢ subsequently used them to reconstruct the genesis of the Serbian ethno jazz genre, while
I implemented this theory to the study of the Balkan folktronica genre. I will illustrate my analysis
with examples from the discography of the remarkable interpreter of Serbian Gypsy jazz, Ljubisa
Stojanovi¢ Louis. He was born in Leskovac in 1952 and died in a car accident in 2011. He became
interested in music at a very young age and acquired his nickname Louis aged nine, due to his
successful imitations of the legendary Louis Armstrong. After finishing music school in Nis, Louis
became a professional musician in 1969, aged 17, when he joined the Ni$ branch of the Associa-
tion of pop and jazz musicians. Initially, he only played jazz standards, but since the early 1970s he
started adding urban folk songs of the sevdalinka genre and traditional Roma music to his reper-
toire. He presented these songs in modern pop-jazz arrangements, using the instruments such as
electric guitars and synthesizers, and singing them in a characteristic throaty scat manner. Using
the examples of Louis’s songs, I will point to the similarities and differences between ethno jazz
and Gypsy jazz, and illustrate four steps in creating a cultural hybrid such as Gypsy jazz — namely
cultural encounter, rapprochement, merger and unity.

Ivana Medic is a Senior Research Associate at the Institute of Musicology SASA. She is also an
Associate Professor at the Faculty of Computing (Department of Multimedia Design) in Belgrade,
and President of the Serbian Musicological Society. She has served as Head of the international
project “Beyond Quantum Music”, co-financed by the Creative Europe program of the European
Union, and Head of the project “Applied Musicology and Ethnomusicology in Serbia: Making a
Difference in Contemporary Society (APPMES)”, financed by the Serbian Science Fund. She has
published five monographs and over 90 articles and book chapters, and edited nine books and two
catalogues. She obtained her PhD from the University of Manchester (UK).
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Biljana Milanovi¢
Senior Research Associate
Institute of Musicology SASA (Serbia)

milanovic2801@gmail.com

Music in the Mapping of Yugoslav Ethnogenesis: Vladimir Dvornikovic’s
Narratives beyond East-West Axis

Croatian-born philosopher Vladimir Dvornikovi¢ (1888-1956) was actively involved in trends
and disciplines such as “ethno-psychology” and “national characterology”, which were in the up-
surge across Europe in the first decades of the XX century. His most extensive and significant
book, Karakterologija Jugoslovena [The Characterology of Yugoslavs] (Belgrade, 1939), is based on
ethically questionable racial anthropology and pseudo-scientific characterology of populations,
and can easily be discredited today. Guided by the ideology of integral Yugoslavism, Dvornikovié
constructed the complex ethnogenesis of the “racial and psychological type of the Balkan, Dinaric
Yugoslav”. His construction of national characterology was written in the atmosphere of the ‘de-
cline of the West, and can be interpreted as a direct confrontation with western balkanism and its
symbolic geography on the East—-West axis.

The Characterology of Yugoslavs is based on an abundance of factual and speculative material from
numerous fields (anthropology, psychology, philosophy, ethnology, art etc.). Dvornikovi¢ worked
on it for more than two decades. It is important to note that music was at the beginning of the
formation of his concept of ethnogenesis. This is evidenced by his early study Psiha jugoslovenske
melanholije [Psyche of Yugoslav Melancholia] (Zagreb, 1925), which was integrated in a signifi-
cantly expanded form into the later book.

Dvornikovi¢’s work has not yet been the subject of (ethno)musicological research. My goal is to
consider his narratives in the broader intellectual and musical context of interwar Yugoslavia and
the Balkans. I will especially focus on his observations about the sevdalinka song and the gusle
epic, and on his views on ‘orientalism;, in order to examine his narratives about the regenerative
cultural forces inherent in pre-modern social and cultural structures situated at the South-Slav
periphery of Europe.

Biljana Milanovi¢ obtained an MPhil in musicology from the Faculty of Music of the University
of Arts in Belgrade and a PhD from the Department for History of the Faculty of Philosophy of
the University of Belgrade. She works as a Senior Research Associate at the Institute of Musicol-
ogy SASA. Her scholarly interests include music of the XIX-XXI centuries, which she tends to
integrate into critical studies of culture and history. She has prepared and edited several scholarly
publications, authored one book and written more than 90 studies in Serbian, English, French,
German and Greek, which were published in scholarly journals and edited books. She was Vice
President of the Serbian Musicological Society (2012-2018). She is one of the founders and mem-
bers of the editorial board of the journal Muzikologija — Musicology (since 2001) and a member of
the Board of the Department of Stage Arts and Music of the Matica srpska in Novi Sad.
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Junior Research Assistant

Institute of Musicology SASA (Serbia)
nikolic.katarina.995@gmail.com

KUD “Banat”: Folk Dance Group as the Vehicle of Safeguarding the Serbian Cultural
Heritage in the Context of Diaspora

The Folk Dance Group “Banat” was established in the village Deszk in South-eastern Hungary in
1948 as a way of preserving and empowering the identity of the Serbian minority. As a result of the
dynamic processes of its socio-political and cultural surroundings in Hungarian, “Banat” experi-
enced various shifts in ideological and performative strategies. Consequently, the current agency
of “Banat” includes various ways of presenting and performing Serbian cultural heritage, such as:
1) the stage performance of traditional dances, 2) the leadership of the Serbian tdnchdz (lit: dance
houses), 3) attendance and performance at the Serbian Balls, and 4) revival of the rituals.

The empirical knowledge of the paper was acquired by conducting the (net)ethnographic research
from November 2019 to August 2020. Based on the documented material during the fieldwork,
the paper presents multiple activities of the “Banat” agency that presents and performs the Serbi-
an cultural heritage nowadays. Further, the paper aims to disclose how those various contexts of
performing the Serbian cultural heritage have been used as mediums of Banat’s objectives in the
context of diaspora. Lastly, the paper challenges how “Banat” activities frame themselves as the
strategy for safeguarding cultural heritage consulting the postulates of the UNESCO Convention
for the Safeguarding of the Intangible Cultural Heritage (2003).

Katarina Nikoli¢ is a PhD Student in ethnomusicology at the Faculty of Music and a Junior Re-
search Assistant — ethnochoreologist at the Institute of Musicology SASA in Belgrade. She grad-
uated in Ethnomusicology at the Faculty of Music in Belgrade and Ethnochoreology and Dance
Anthropology within the International Master program “Choreomundus” Her research interest
include dance, music, minority communities, ritual, diaspora, identity and cultural heritage. Her
PhD research project deals with the sustainability of the Serbian dance heritage in Hungary with a
focus on the dance events named “Serbian Balls”.
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Professor Doctor

Istanbul Technical University (Tiirkiye)
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New Materialist Approach to East-West Distinction:
South-Eastern Musics

The new materialist approach offers a critique of the Cartesian dualist thinking of the Enlight-
enment that has been the basis for modernism and materialist approach. This kind of dualist
thinking has also been the foundation for the East-West distinction, which suggests that the East
has emotional cultures, while the West has rational cultures. Although this argument has been
debunked, it is still important to understand the East—-West distinction and how it has shaped our
perceptions of different cultures.

While cultural heritage is not fixed or based on a singular essence, it is produced and reinterpreted
by various agents in different, but overlapping contexts. Memories are entangled and reconstruct-
ed by the present based on the past, and emotions play a significant role in this construction. It is
important to note that emotions can change depending on the recent situation and public opinion,
which further emphasizes the fluidity of cultural heritage.

In this paper, I argue that intra-active becoming can better explain how entangled memories are
performed to convey cultural heritage and reconstruct this heritage in the South-Eastern region
as compared to East-West interaction. By taking into consideration my fieldwork on dance and
music from 2005 to the present, I will delve into the complexities of how cultural heritage is con-
structed and the role that emotions play in this reconstruction. Specifically, I will analyze the ways
in which different agents interact with each other and how their actions contribute to the ongoing
creation and reinterpretation of cultural heritage in this region.

Belma Ogul completed her undergraduate studies at the Sociology Department of the Bogazici
University and the Istanbul Universtity AUZEF Department of Philosophy, her Master’s degree in
Turkish Folk Dances and her doctorate in Musicology and Music Theory at the Istanbul Technical
University. She works as a faculty member at the Musicology Department of the Turkish Music
State Conservatory of the Istanbul Technical University. She has published various studies in the
field of music/sound and dance/body within the framework of identity, migration, space, emo-
tions/affections, ecology and post-human, and ethnographic studies, especially in the Balkans and
Thrace region. Since its establishment in 2008, she is an active member of the ICTM Study Group
on Music and Dance in Southeastern Europe. She has been performing percussion instruments in
the “Ritimkollektif” ensemble since 2016.
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Belly and Cocek Dances in Tiirkiye and Serbia Traditional Dance Culture

Belly dance, when examined choreologically, is a type of dance in which movements are concen-
trated in the waist, abdomen and hips. There are various opinions regarding the origin of belly
dancing. The most common view about the origin of belly dance is that this dance was spread
around the world by the Gypsy/Roma communities. In every society in which the Gypsy/Romas
lived as nomadic people and settled periodically, some cultural changes emerged in their own
structures and in the structure of the societies they came into contact with.

In the Ottoman period, it was widely accepted that belly dance was the ethnic dance of Gypsy
societies in Anatolia and the Balkans. However, today;, it is seen that belly dances are performed
effectively in the traditional life culture of many different ethnic communities. In Carol Silverman’s
research on dance in the Balkans, it is seen that there are references to belly dancing that remind
of the “Turkish” identity (Silverman 2006: 143).

This study approaches the Ottoman cultural heritage from the perspectives of global history
and ethnochoreology. Focusing on both belly and ¢ocek dances, it pursues two lines of inquiry:
1) transnational impact: examining how the circulation and influences between different regional
contexts bring cultural affinities as well as distinctions; 2) emotional impact: exploring the emo-
tional impact of ethnic hegemony, both as and reaction.

In this study, the traditional belly dance and cocek dance culture of the communities who migrated
between Anatolia and the Balkan Peninsula will be structurally and comparatively analyzed, as
well as the sociocultural perception of the traditional belly and ¢ocek dances by the individual and
the society. My conclusions consist of limited generalized information obtained from the people
from Turkish local people and Gipsy quarter local people living in the city of Vranje in Serbia.

Mehmet Ocal Ozbilgin is a Professor, Head of Ege University State Turkish Music Conservatory
in Izmir (Tiirkiye), and Chair of ICTM Study Group on Music and Dance in Southeasthern Eu-
rope. Since 1991 he has taught courses on types, genres and history of dances in Tiirkiye, and the
staging of traditional dances. His publications and research presentations treat structural analysis
of Anatolian traditional dances and changes in socio-cultural context.

36



Filip Petkovski
PhD, Independent researcher (North Macedonia)
petkovskifilipmk@gmail.com

Balkanizing the Orient: Reversing Orientalism’s Gaze

While the concept of orientalization refers to the construction and representation of the East as an
exotic and inferior Other within European cultural discourse, in the Balkans, the Orient has often
been imagined through the prism of the Ottoman folk and the administration which occupied
the region. The term “balkanization”, on the other hand, refers to the fragmentation or division of
a region or state into smaller, often hostile, entities. The term is derived from the Balkan Penin-
sula, which has experienced political and ethnic fragmentation throughout its history. This pres-
entation aims to explore the interplay between orientalization and balkanization, focusing on the
Balkans as an example of how these concepts intersect. The presentation will analyze how the Bal-
kans have also been constructed as the ‘Orient’ within European cultural discourse, and how this
has contributed to the perpetuation of Orientalist stereotypes and assumptions. Focusing on case
studies that include dance, ethnographic films portraying the Old Bazaar in Skopje, and A la Tur-
ka fashion, I examine how the Balkans have been represented in various cultural forms and how
these representations have contributed to the construction of the Balkans as the ‘Other’ This pres-
entation will also highlight the ways in which performance can be used to challenge and subvert
Orientalist assumptions and stereotypes, and how it can contribute to broader political and social
movements aimed at challenging Orientalism. By doing so, this presentation will contribute to
ongoing debates about the role of performance in challenging and subverting Orientalist assump-
tions and stereotypes, and will provide a forum for discussing the ways in which performance can
be used to promote social justice and intercultural understanding in the Balkans and beyond.

Filip Petkovski has a PhD in culture and performance from the Department of World Arts and
Cultures/Dance at the University of California Los Angeles, where he worked as a Teaching Fellow.
Filip actively participates and presents at conferences and symposia and has published articles in
which he explores topics related to dance, nationalism, identity, and cultural heritage. He is the
founder of Vulgus - a Skopje-based NGO for the research, safeguarding and promotion of cultur-
al heritage, and works as a heritage expert on several projects, while he continues to take part in
numerous workshops and capacity building trainings offered by various European organizations
including Europa Nostra, Erasmus+ and the European Commission.
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Assistant Professor
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A la Turca: Representative ICH element of
the Bosniaks’ Dance Tradition in Serbia

A la Turca is a typical Bosniaks’ traditional dance in Novi Pazar and its surroundings. This dance
was recorded for the first time on the wider area of the Pester-Sjenica plateau, above Novi Pazar, in
the 1970s. Ethnochoreologist Dr. Olivera Vasi¢ recorded three versions of this dance in the Pester
villages, called: One, Two and Three A la Turca. These versions are represented in the current dance
practice of the mentioned plateau, but they became popular in Novi Pazar as well due to migration
processes (from the villages to the town). The term “a la turca” was mentioned for the first time
in the ethnochoreological literature by Ljubica and Danica Jankovi¢ in the book Folk dances II
(1937). This term was used as a suffix for the Muslim dance called kalacojna (Kalacojna A la Turca)
from Metohija (southwest Serbia).

A la Turca has not been theoretically interpreted in ethnochoreology to this days, although it
clearly implies Turkish influence on the traditional Bosniaks’ dance heritage in Serbia. It is neces-
sary to make a comparative analysis with Turkish dance heritage, using archival data and materials
from the recent field researches. The aim of this paper is to determine the specific characteristics of
A la Turca as a concrete dance pattern in the current practice of Novi Pazar and its surroundings,
but also as a specific performance manner that represent Muslim dance tradition in the southwest
Serbia, almost the one a century.

Zdravko Ranisavljevi¢, PhD, is an Assistant Professor at the Department of Ethnomusicology of
the Faculty of Music in Belgrade employed in the field of Ethnochoreology (since 2010). He is a
member of ICTM Study Group on Ethnochoreology (since 2006) and Study Group on Music and
Dance in Southeastern Europe (since 2012). His field of interests include formal kinetic analysis,
dance and music relations, ethnochoreology as a discipline, intangible cultural heritage, national
identity. He has authored several scholarly papers in the fields of ethnochoreology and participat-
ed in numerous ethnochoreological/ethnomusicological symposia in Serbia and abroad.
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Traditional Singing in Associations of the Serbian Diaspora
in North America and Western Europe

This paper will present the potential of applied ethnomusicology in the sphere of preservation and
reconstruction of traditional singing among members of the Serbian diaspora in North Ameri-
ca and Western Europe. This is a population that mostly gathers around the Serbian Orthodox
Church or is organized into numerous folk dance ensembles, cultural centers and other organiza-
tions whose goal is preservation of dancing and singing heritage. Through the process of autoeth-
nography, I will review my personal experience and observations gathered during the workshops
and other forms of teaching Serbian emigrants and their descendants during the previous three
decades. I had the opportunity to directly follow their musical interests, shape the repertoire and
influence the realization of new musical experiences. In this process, the role of ethnomusicologists
as mediators in transferring knowledge from the older generations of Serbs born in the homeland
of Serbia (and wider, in the Balkans) to the younger generations is particularly emphasized. This
way, through different space and time, according to the three-dimensional concept of Timothy
Rice, they ‘meet;, reshape and/or form new musical experiences in the relationship between singers
from the field, ethnomusicologists and young Serbs from the diaspora. The questions raised in this
paper are related to the meaning of traditional singing for members of the Serbian diaspora as a
specific ‘space’ in which the musical experience is shaped and the cross-generational continuity in
nurturing traditional singing is established. Their perception is particularly intriguing considering
that the Serbs gathered around the aforementioned organizations in the diaspora originate from
different parts of the Balkans. In this context, we will examine the criteria by which they choose
local and regional traditional singing practices from the motherland to identify with and perceive
as their own.

Sanja Rankovi¢ is an Associate Professor of traditional singing at the Department of Ethnomusi-
cology at the Faculty of Music, University of Arts in Belgrade. She has delivered numerous lectures,
seminars, concerts, and workshops in the country, as well as abroad (Canada, USA, Switzerland,
Germany, France, North Macedonia, Italy, Croatia, Hungary, Austria, Poland). She is working
as a traditional singing lecturer at the National Ensembles “Kolo” and “Venac”. She is the author
of many scientific papers, three books, and two full-length musical stage plays, which were per-
formed at the National Theater in Belgrade. She was awarded the recognition of the Association
of Music and Ballet Pedagogues of Serbia for her successful annual (2001) and perennial (2006)
pedagogical work. The topics of her ethnomusicological interest are related to the field of applied
ethnomusicology, as well as to the issues of vocal practices.
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Staging the Orient: Transposition and Orientalization of
Traditional Dances from Vranje

Traditional dances from Vranje have long been present on the stage within the genre of the cho-
reography of traditional dance. Ensemble “Kolo”, the leading professional ensemble of traditional
dances in Serbia, has in its repertoire as many as three versions of the choreography of the dances
from this region: Dances from Vranje — choreography by Olga Skovran (1948), Vranje Suite — by
Branko Markovi¢ (1952/1953) and Vranjan Suite — by Ivon E$vajler Despotovi¢ (1990). Although
the first Serbian ethnochoreologists, Ljubica and Danica Jankovi¢, in their first (1934) and fourth
(1951) books presented the traditional dances from Vranje based on their field research, the pic-
ture of the dance repertoire of this region was mainly connected with Markovi¢’s work. That many
artists were inspired by the image of Vranje, which was presented through choreography, is not
surprising since the choreographers created spectacular choreographies suitable for engaging per-
formances of folklore ensembles in Serbia and abroad through the process of orientalizing the
original material.

This paper aims to present a double picture of traditional dances from Vranje and will talk about,
on the one hand, the knowledge available so far, collected based on scientific research in Vranje
and, on the other hand, the traditional dances of Vranje that went through ‘orientalization frame-
works’ in the artistic expressions of artists from genre the choreography of traditional dance. This
material will serve as an example of how the processes of orientalization are approached in the
sphere of art when it is necessary to construct something that will be, in a stereotypical sense,
perceived as ‘sensual’ and ‘exotic’ and, at the same time, spectacular and enticing to the audience.

Milo$ Rasi¢, PhD, is a Research Associate of the Institute of Ethnography SASA. He completed
all levels of education at the Department of Ethnology and Anthropology of the Faculty of Phi-
losophy, University of Belgrade. His previous work primarily deals with anthropological research
in several key areas: migration, identity, cultural heritage, dance and music. He published the
monograph An Imagined Homeland: Clubs, Identity, and Integration of Serbian Guest Workers in
Vienna (2022).
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Confounding East and West:
Macedonian Romani Mobilities and Transnational Music

This paper complicates the dichotomies of East/West, oriental/western, old/new, and traditional/
modern through examining the transnational trajectory of Macedonian Romani music.

It is well documented that not only are the Balkans ‘orientalized;, but also Roma are doubly orien-
talized as internal ‘Others. I delve into the affect, aesthetics, and economics of family celebrations
in transnational contexts in Western Europe and New York City while emphasizing ties to the Bal-
kans. Romani rituals are simultaneously ‘traditional’ and innovative; they are tied to the Balkans
in terms of gender roles/functions and music/dance repertoire while innovating in terms of sites,
contexts, and interpretations of performance.

Transnational performances creatively draw from both East and West. Musical styles are influ-
enced by Tiirkiye as well as Western genres such as hip-hop. Brides wear saris from India and
adopt dance styles from Tiirkiye while also enacting Western rituals such as sweet sixteen parties
and bridal showers. Ties between diasporic nodes are active and dynamic. Not only have Roma
migrated west, but also many migrants travel home’ or to other sites in the diaspora, such as Ger-
many, Canada and Australia.

Musicians perform the newest hits from the Balkans, facilitated by both social media and the mo-
bility of musicians. The best wedding bands travel constantly in the diaspora. A typical lineup in
New York might include guests — a melody player and singer from Europe paired with local mu-
sicians. Musicians need to be totally up to date in repertoire, plus know hundreds of older songs
and melodies. In an insecure world filled with prejudice against Roma, life cycle ceremonies and
calendrical events serve as traditional markers of Romani identity — a space where Roma feel free
to be Roma. Moreover, in the diaspora, music embedded in ritual accomplishes specific identity
work by demonstrating core values. Transnational fieldwork was done from 1980 to the present.

Carol Silverman is an anthropologist and folklorist who has been involved with Balkan Romani
music and culture for over forty years. An award-winning Professor Emerita at the University of
Oregon, she writes about music, festivals, cultural policy, gender, and human rights issues among
Roma. She has published dozens of articles and two books: Romani Routes: Cultural Politics and
Balkan Music in Diaspora (Oxford, 2012) won the Book Prize from the Society for Ethnomusi-
cology, and Balkanology (Bloomsbury, 2021) traces the politics and artistry of Bulgarian wedding
music. Carol works with the USA NGO “Voice of Roma’, is a curator for Balkan music for “Rom
Archive”, and a professional vocalist and teacher of Balkan music and dance.
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Nevena Stani¢ Kovacevié

PhD Student

Northwestern University (United States of America)
nevenastanickovacevic2027@u.northwestern.edu

Transcultural Entextualization of Kolo and Coéek Dances in the Music of Serbian
Emigré Composers Natasa Bogojevi¢ and Milica Paranosi¢

Upon their emigration to the United States of America in the mid-1990s, two Serbian composers,
Milica Paranosi¢ and Natasa Bogojevi¢, began to search for inspiration in the Balkan dances. Some
of the works include Bogojevi¢'s Kolo (2009) and Djuska (2022), and Paranosi¢’s Cocek (2015).
However, kolo and cocek dances encompass a broader geographical area than Serbia; they have a
history in Yugoslav preservation and stylization of national dance tradition after World War II.
I contextualize these composers’ use of dances within their immigration journey as a reference
to not only Serbian folklore but primarily former-Yugoslav culture. Therefore, their works stand
between East and West, connecting the regional culture of former Yugoslav countries with wider
audiences.

Building on Ana Maria Ochoa Gautier’s sonic transculturation and entextualization theory, I ar-
gue that using already stylized dance tunes in Bogojevi¢’s and Paranosi¢’s music adds another layer
to their entextualization. Namely, these melodies faced hybridity with other genres (including
waltz and rock’n’roll) and additional rhythmical and formal interventions in different performance
settings. While folklore operates differently in their works, its raw use draws from the lineage of
avant-garde primitivism and moderate modernism. However, in a transcultural context, such use
of folklore also carries the sensibility of nostalgia — with potential yet distinct political implications
than of the commonly known Yugonostalgia — while its sonorities allude to (dis)placements and
(re)examination of roots and musical belongings. Finally, coming like Bogojevi¢ and Paranosi¢
from a position of a woman immigrant in the United States, this research also draws from (auto)
ethnographic methodological insights.

Nevena Stani¢ Kovacevic is a PhD Student in musicology and a Mellon Cluster Fellow in Global
Avant-Garde and Modernist Studies at Northwestern University. Her research interests span from
neume notation to postminimalism and experimental music. In addition, Nevena’s work lies at the
intersection of gender and politics, focusing on style, performance, aesthetics, and reception. She
has presented her research in Europe and the USA and published articles in Serbian, English and
Georgian. She holds Bachelor’s degrees in musicology and double bass and two Master’s degrees in
musicology from the University of Arts in Belgrade and the University of Miami.
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Ana Stojanoska

Full Professor

Faculty of Dramatic Arts (North Macedonia)
ana.stojanoska@fdu.ukim.edu.mk

The Rhythm of Infinity: Dervishes in Macedonian Theater Performances

In the Macedonian theatrical and cultural tradition, the image of dervishes is constantly encoun-
tered, especially in the period of Modernism and modernistic theater. Traces of dervishes have a
number of Macedonian places, given the context of the Balkans and the long-term influence of the
Orient. This research is based on defining the links between Macedonian and Turkish culture and
tradition through the phenomenon of music and dance (rituals) of dervishes, especially in several
theatrical performances. The main case study is the performance Dervish and Death by Mesa Seli-
movi¢, directed by Vladimir Milchin, a production of the Albanian Theater (Skopje, 2003). The
music for the performance is composed by the famous Macedonian composer Marjan Neiak, who
creates a kind of network between dervish music, traditional oriental and Macedonian melodies.
He was awarded for this music at the main theater festivals. This research shows multicultural and
intercultural relations in the context of much research by Peter Brook and Edward Said. At the
same time, it is positioned as a direct axis — axis mundi between Turkish and Macedonian tradi-
tions. Positioning itself as a bridge between two cultures, traditions, folklore, religion, this paper
shows how the theater itself uses tradition and recognition from the side of the larger culture in-
volved in the process itself. Evidence for the success of the show is the increased number of awards
and guest appearances outside of North Macedonia, as in Istanbul, Tiirkiye.

The study is conceived as contemporary theatrical research that hybridly connects ethno-theat-
rical, folklore and theatrical anthropology research. The main tools of the scientific methodology
are the reconstruction of theatrical performances and comparative analysis.

Ana Stojanoska (born in 1977, in Prilep) is theatrologist, writer, Full Professor at the Faculty of
Dramatic Arts in Skopje. She is the Artistic Director and the President of the Ensemble of the
Macedonian Theater Festival “Vojdan Chernodrinski” in Prilep, and active in research and study
of drama and theater. She is the author of many published novels, poems and theater plays, of a
hundred studies and essays published in Macedonian and foreign periodicals and co-author of
several theatrical monographs. She also writes theater reviews. She is a member of several associ-
ations and organizations focused on research in literature and theater. Her poetry and prose have
been published in several Macedonian and international journals.
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Katarina Tomasevi¢

Principal Research Fellow

Institute of Musicology SASA (Serbia)
katarina.tomashevic@gmail.com

Revisiting the City of Vranje and Its Music Heritage:
The Crossroads of Various East-West Traditions and Practices

The main goal of this paper is to present new results in research of the cultural heritage of the city
of Vranje, as the crossroads of rich and various music and dance practices, nurtured for centuries
in the folk and art traditions of its South Slavic, Turkish, Albanian, Roma and Tzintzar popula-
tions. Being under the rule of the Ottoman Empire until 1878, the city of Vranje, after the Berlin
Congress became one of the most important southern centers in the Kingdom of Serbia. Its unique
geographical position during many centuries, where the roads from the North to the South and
from the West to the East resulted in vivid and fruitful cultural communication, fostered by trade
and migrations, leading to specific syntheses in music and dance identity of the city with its sur-
roundings. The most important role in the self-identification of the city in the XX century emerged,
however, from the literary work of famous Serbian writer Borisav Stankovi¢ (1876-1927), whose
most remarkable and popular theater play Kostana (1902) inspired several composers, including
Petar Konjovi¢ (1883-1970), to create masterpieces in the field of art-song sevdalinka, incidental
music and - the most important — the eponymous music drama (in three versions: 1931, 1940
and 1949). Thanks to the recent exchange of ideas with colleagues from Tiirkiye, in the framework
of TRackeRS project, our aim is to rethink about the most recent self-identification of the city,
comparing it to the established conclusions by historians, ethnologists, art and music historians,
ethnomusicologists and choreologists.

Katarina Tomasevi¢ is the Director of the Institute of Musicology SASA. She obtained MA (1986),
MPhil (1990) and PhD (2004) in Musicology at the Faculty of Music of the University of Arts in
Belgrade. She was Assistant Professor at the Academy of Arts of the University of Novi Sad. She is
one of the pioneers in the area of sound digitization in Serbia and was active as a music critic in
the 1990s. She participated in numerous national and international scientific conferences and pro-
jects, and gave numerous public lectures. She participated in the organization of numerous inter-
national conferences at the Institute of Musicology. She is one of the founders of the international
peer-reviewed academic journal Muzikologija - Musicology and served as its editor (2006-2010).
She was Editor for Music and Editor-in-Chief of the scientific journal Zbornik Matice srpske za
scenske umetnosti i muziku, published by Matica srpska (2007-2022). She published two books
and numerous articles in journals and edited books, of the highest relevance for Serbian musicol-
ogy, and co-edited books on Balkan music, Béla Barték, Davorin Jenko etc.
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Farrokh Vahabzadeh

Contracting Assistant Professor
University of Cote dAzur Nice (France)
farrokh.vahabzadeh@unic-cotedazur.fr

An Interdisciplinary Approach to Musical Body

Instrumental music is a result of a series of gestures that a musician effectuates on an object which
is the musical instrument. From a systemic point of view, there is a physical object, the musical
instrument, there is an abstract notion, the music, and in between there is man, the musician, who
by performing a series of movements and gestures on the instrument, relates these two physical
and abstract universes by producing music. More than merely a means to produce sound, musical
gesture results from a combination of instrumental constraints (mechanical, acoustical, ergonom-
ic) and artistic choices, while simultaneously reflecting socio-cultural values. As the identifying
marker of a socio-cultural group or of a school of practice, instrumental gestures may also bear
the unique signature of a single performer. The current proposition presents a methodology for
an interdisciplinary and transcultural approach to musical gesture and corporeality. The study
is based on the results of a study that the author conducted as the Junior Research Chair “Ges-
tures—Acoustics-Music (GeAcMus)” of Sorbonne Univeristy, an interdisciplinary collaboration
with ethnomusicologists (Musée de 'Homme, Paris), historical musicologists (IReMUS, Paris),
acousticians (Musée de la Musique/Philharmonie de Paris), researchers in biomechanics (Uni-
versity of Technology of Compiégne, France), music performers, and music pedagogues. We have
developed a new experimental method to collect motion data in various performance contexts in
Europe and in Middle East and central Asia, and to analyze instrumental gestures. Data collection
includes interviews with performers and instrument makers, audio recordings, 2D video and 3D
motion captures in settings ranging from laboratory conditions in Europe, to field research and
in situ conditions in Iran and Central Asia.

Farrokh Vahabzadeh is an ATER (Contracting Assistant Professor) in ethnomusicology in Uni-
versity of Cote dAzur in Nice, France. He holds a PhD in social anthropology and ethnomusi-
cology from the School for Advanced Studies in the Social Sciences (EHESS) in Paris. He was
awarded a three-year postdoctoral fellowship on “Gesture and Corporeality” from the Faculty of
Music of the University of Montreal. He is interested in musical gestures, embodiment and perfor-
mance studies. Farrokh held the Junior Research Chair “Gestures—Acoustics—-Music (GeAcMus)”
(2015-2017), an interdisciplinary project of Sorbonne University, France.
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Nina Wasilewa-Zanechev
MA Student
University of Music and Performing Arts Vienna (Austria)

mag.nina.wasilewa@gmail.com
Bulgarian Choir Singing in Vienna

Vienna is a historically and culturally diverse city, in Bulgaria informally referred to as a gateway
between East and West. Among the many cultural communities in the city, there are also Bulgari-
ans, whose institutionalized music practices I address in this paper.

I explore the informal cultural formations and non-profit organizations of the Bulgarian dias-
pora in Vienna, particularly the choirs and singing groups for Bulgarian folk songs. I discuss the
repertoire, the performance technique and the changes in the arrangements of the songs made
by conductors and singers themselves during rehearsals. I address the questions to what extent
this kind of singing is representative of traditional Bulgarian polyphonic singing and composed
arrangements respectively and how the complexity of the arrangements and vocal techniques re-
late to the singers’ competencies. I further ask how non-Bulgarian audiences perceive Bulgarian
folk singing in the performances of the Bulgarian folk singing choir in Austria. I examine how the
performances mirror the East/West dichotomy and how notions of the Balkan are transmitted
through the affective qualities of Bulgarian polyphonic song arrangements.

This paper has an autoethnographic character and takes into account my experience as a choir
conductor for Bulgarian folk songs at the society “Bulgarian Rhythms” in Vienna and thus a direct
observer of the performing process. The paper is further based on explorative interviews with old
and new choir members as well as members of the audience. The paper aims to contribute to the
ethnomusicological study of institutionalized folklore singing among the Bulgarian diaspora in
Vienna.

Nina Wasilewa-Zanecheyv is a Master student in ethnomusicology at the Department of Folk Mu-
sic Research and Ethnomusicology at the University of Music and Performing Arts Vienna. She
is a choir conductor for Bulgarian folk songs at the society “Bulgarian Rhythms” in Vienna. Her
research focuses on informal cultural formations and non-profit organizations of the Bulgarian
diaspora in Vienna, particularly the choirs and singing groups for Bulgarian folk songs.
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Sahin Yaldiz
PhD Student
Graduate Centre for Study of Culture of Justus Liebig University (Germany)

sahin.yaldiz@gmail.com

Folk Dance, (Post)Memory, Imagined Homeland in the Turkish Diaspora
of Germany: The Case of “Egetanz” Ulm and Ravensburg

Germany has attracted millions of Gastarbeiters (lit: guest-workers) since 1960s. Among the many
ethnicities that settled in Germany, Turks have become the most populous group with a distinc-
tive cultural preservation (or erosion). As it can be seen in any post-migrant context, the second/
third/fourth generation of Turkish Gastarbeiters have had an intense experience via the collective/
cultural memory and the narratives about the homeland, Tiirkiye. With the fall of the Berlin Wall,
the terror era dawned for the Turkish minority, together with (cultural) identity crisis of young-
er generations of Turkish Gastarbeiters. Turkish ‘gangsta’ rap flourished under the racist attacks
creating an option for the representation of identity among Turkish youth. However, especially
after the second millennium, Turkish folk dances have become a good way of remembrance and
preseverance among the Turkish youth. In this paper, the notions of homeland and memory will
be observed via the folk-dance practices, which will be understood via the terms of banal nation-
alism, diaspora and identity. The spiritual, ecstatic experiences of Turkishness during the dance
(zeibek) practices, and dancing as the cultural resistance and uprising will be understood under
the context of identity crisis among the dancers of “Egetanz” Ulm and Ravensburg, Germany.

Sahin Yaldiz is a PhD student at the Graduate Centre for Study of Culture of Justus Liebig Uni-
versity, Gieflen. He earned his MA in cultural heritage studies at Central European University,
Vienna and his BA in translation and interpreting studies at the Bogazi¢i University, Istanbul. He
also participated in “Choreomundus” International MA program in dance knowledge, practice
and heritage for a year. His areas of interest include (cultural) memory and narratives, migration,
cultural identities, folklore, oral history and nationalism.
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Sonja Zdravkova Djeparoska
Full Professor
Faculty of Music of “St. Cyril and Methodius” University (North Macedonia)

z.djeparoska@gmail.com
A Balkan View of the Orient in the Works of Macedonian Authors

The Orient as a concept, space, meaning and emotion always aroused the imagination of the oth-
ers. Starting with Western European writers, painters, composers and ending with choreogra-
phers, the authors often associated their inspiration with this destination, which in their works
is wild, exotic, mystical, but often presented as unrefined. In contrast to the Western European
discourse that presents the Orient as a kind of otherness, the Balkans are a bridge between the
two worlds. Many countries that are part of this primarily geographical region are trying to break
free from the Balkans and draw the dividing line in favor of Europe. The territory of Macedonia is
geographically in the epicenter. The country has never tried to get rid of the designation ‘Balkan
country’ The stereotypes of the Orient-Europe axis are bridged by this buffer space. Up to now, a
series of researches have been done on the Orient-Occident relationship, but very little has been
analyzed about the position of the Balkan area in relation to the Orient. The Orient, at least when
it comes to Macedonian artworks, but also current research, is positioned much more through
the presence of the Ottoman discourse than through some distant exoticism, i.e. culture from the
Middle or Far East. This analysis goes in the direction of researching the presence of the Orient
in the artistic production of Macedonian authors. Since the opus is extensive, examples will be
selected from literary works as well as various types of theatrical performances (drama, opera,
and dances) through which the treatment of this topic and the setting of the Balkan-Orient re-
lationship will be considered. This specific theme, especially in contemporary works, is set as an
ironic view in relation to the stereotypical interpretations of the Balkans and the Orient and their
rethinking and interpretation.

Sonja Zdravkova Djeparoska is a Full Professor at the Faculty of Music at University “Ss. Cyril
and Methodius”. She graduated and obtained a Master’s degree in ballet pedagogy and choreogra-
phy at the Academy of Theater Arts (GITIS) in Moscow (Russia). She completed her master’s and
doctoral studies in theatrology at the Faculty of Dramatic Arts in Skopje. She participates in inter-
national conferences and projects that promote the Macedonian dance culture. She is the author of
six books. Zdravkova Djeparoska is the recipient of national awards “Goce Delchev” and “Feniks”
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SOUNDSCAPES OF SERBIAN CULTURAL SPACE
- CONCERT -

As part of the concert program, various musical dialects typical for Serbian traditional perfor-
mance practice will be presented. Heterogeneous vocal, instrumental and vocal-instrumental
forms represent acoustic signs and sound symbols that visualize the landscapes of the geographical
regions in which they were recorded in the imagination of the listeners. The program is designed
to display the uniqueness of Serbian traditional singing and playing through the interpretation of
examples that are paradigms of traditional vocal musical expression typical for older (na glas) or
newer (na bas) two-part rural singing, as well as through the performance of instrumental exam-
ples of a different character. Respectively, there are representative forms of singing and playing
characteristic for wedding festivities, harvest, shepherding, dancing, sitting (sedeljka) and other
occasions in which music had an important function.

The program is prepared by: Dr. Sanja Rankovi¢, Associate Professor, and MA Borisav Miljkovi¢,
Assistant — the Department of Ethnomusicology of the Faculty of Music of the University of Arts
in Belgrade.

Ensemble “Tradicija Viva”

Based on the proposal of the Department of Ethnomusicology, the Ensemble “Tradicija Viva” has
been on the list of representative ensembles of the Faculty of Music in Belgrade since 2020. The
members of the ensemble are students of the Department of Ethnomusicology who are the best
interpreters of traditional singing and playing. The formation of the ensemble was preceded by
decades of concert performances of traditional songs, which was established in 1998. Students
of the Department of Ethnomusicology gave numerous performances in front of local audiences
at events and concerts such as the BEMUS festival, “Night of the Explorers”, “Days of Tihomir
Dordevi¢’, as well as in the audio edition Nakicaj se, Lazare (2017). In addition, the Ensemble
made significant guest appearances abroad (Austria, Germany, Greece, Croatia, Russia) and its
members participated in traditional singing competitions where they won first prizes (“Festival
International de Folklore” in Baraila, Romania; “Optina Spring” in Kozalsk, Russia). The Ensemble
is led by Dr. Sanja Rankovi¢, Associate Professor at the Department of Ethnomusicology.
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[Ium Camcon

PenoBun unaw, IIpodecop emepuryc

bpurancka akagemuja; Pojan Xonosej, Yausepsuter y Jlougony (Yjenumweno KpameBcTBo)
thomasjamessamson@gmail.com

- IPEJABAIBE ITO IIO3MBY -
Hu jemno uu gpyro: cumbomiruke reorpaduje Vicroka u 3amaga

Y oBoM papny 6mhe mokymaHna aHanu3a auckypca nopene usmeby Vcroka u 3amana, mcTpaxu-
BambeM I TeMaTI30BambeM oflabpaHe peneBaHTHe nmuTeparype. Vicnurahe ce yeTnpu Beoma pas-
AUYNUTA IpuMepa croja Victok-3aman, a cBaky Off HbUX IOACTAKHYT je TPEHYL[MMa U3 TMYHe
ucropuje aytopa. I[Ipsu npumep 6aBuhe ce ,ICTOYHOA3MjCKUM K/IaBUjaTyPHUM MHCTPYMEHTH-
Mma’, omoryhaBameM fomacka yembana y Kuny moyerkom XVII Beka, kako 61 ce mpoBouupana
pasMMIIbama O Cyde/baBamiMa KY/ITypa U KacHUju aujanor usmeby tux xynrypa. [Ipyru npu-
Mep OfIHOCH ce Ha decTuBan ,,BapuraBcka jecen” 1 ucnmryje Tauke cycpera usmehy kynTypa to-
KoM XJTaJTHOT paTa, Te MCTPaXkyje AUCKYP3VMBHY IT03aJUHY Ky/ITYpHOT 'OToI/baBama Y Ilo/bckoj
KpajeM negecetux roguHa XX Beka. Tpehu npumep he ce okpenyru ,,Jicrounom Menutepany’,
3acTymajyhm xumotesy na cy Kynrype y MeycobHOM cII0jy He TONMKO jefINHCTBEHE, KOMUKO X1-
OpunHe, a 6aBehy ce HeKMM NMuTamUMa KOja ce TUYY TpafMI[MOHATHE My3MKe I HApOTHOCTI.
/1 xoHauHoO, 4eTBpTM mpuMep he npencrasutn ,,ipHoMopcky Ecronujy”, omoryhasajyhn mano
II03HATO] IoBecTM 0 mMurpanuju Ecronana y A6xasujy fa mojcTakHe pasMMUIIbaba O My3UIU
¥ pace/baBaby, a1 ¥ O HaMeTamy u3Mehy Hoctanruje u akynrypanuje. [Tokynrahemo na Haun-
HJMMO KOpUCHe reHepanusanuje Ha TeMy oce VicTok-3amnaj, mosuajyhm ce Ha mepcriekTuBe u3
mysuuke teopuje (VMcmer Kapapmenns, Enuor Aurokonen, Epue JlenpBau) u u3 KpuTudke Teo-
puje (Enrap Mopus, Teonop B. AgopHo, bpyno Jlatyp u Ensapp Coja).

ITmm CamcoH je mpodecop eMepuTyc My3uKonoruje Ha YHuBepsurery y Jlongony. TpenyTHo je
r1aBHY ypegHUK Grove Music Online u ypepuuk Iletepcose cepuje Complete Chopin. O6jaBpusao
je 6pojHe myOIMKalje 0 AaHATUTUYKIAM U eCTeTUYKUM TeMaMa, o [lloneny u JIucty u o Mysunm y
MCTOYHO-IIEHTPAJIHOj U jyroucTounoj Esponu. Ynan je bpurancke akagemuje n Hocunan, OppeHa
3a 3ac/ayre Io/bcKOr MMHMCTApCTBA KYATYype, MMa MOYaCHYU TOKTOpAT JOHCKOT YHUBEP3UTETa U
HOoOUTHMK je XapucoHOBe Mefa/be VIpCcKor MCTpakMBavyKoOT caBeTa 3a M3y3eTHa HOoCTuUrHyha y
mysukonoruju. Hberosa kwura Virtuosity and the Musical Work pobuna je Harpany 3a kmury
ropuHe KpameBcke punxapmonuje (2004), a meroso nsname lllonenosux baznada npormamieHo
je 3a m3name rofguHe Ha MebhyHnaponHoj jomeny Harpazia 3a kiaBup Pajurong nsgasamrrsa (2009).
Iberosa HajHoBMja MoHOTpaduja je Black Sea Sketches: Music, Place and People (2021).
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Abpyna Akat

ITpodecop poxrop

JIp>xaBHU KOH3epBaTOpujyM YHuBep3urera y Vicranoyny (Typcka)
abdullahakat@istanbul.edu.tr

Yiora un yruunaj poMcKuxX My3ndapa Ha TYPCKO-CpIICKe
My3U4Ke NHTepakuyje y Bpamwy, Cpouja

Bpame, rpaji Koju faHac cBel0YM O TYPCKO-CPIICKMM MY3UYKUM VMHTEPAKIMjaMa Y jyTOMCTOYHOM
peny Cpbuje, MMa BeoMa aKTMBaH MY3MYKMU XKUBOT, KAKO Y CBOM IIEHTPY, TAKO M y Maxajama y
KojuMa xuse Pomu. Bpame ce Mo)Xe TocMaTpary Ka0 MEUIOBUTA II€JIMHA Ca CBOjUM IPAJICKUM
U POMCKMM MY3UYKMM TpafMliMjaMa, IpeMa MOjUM MHUIMjaTHUM 3alaXkamblMa CTe4eHUM
TOKOM pajia Ha TepeHy, CIIpOBeieHOT y jyHy 2022. ropuHe ¢ KonernauioM ap Mapujom [Tymunh
Bunotujesuh y okBupy npojexra TRackeRS. Mebytum, y oBom pany, mokyuahy a ce poxycupam
caMoO Ha My3uKy Poma u /la OKyIaM Jja OTKpMjeM YJIOTy M yTHUIaj OBMX My3M4apa Ha TYPCKO-
CPIICKe My3M4Ke IHTepaKIlije y KOHTEeKCTY KOHKpeTHUX 13Bobema. Takobe, roopuhy o nmpouimm
U CalallllbMIM Be3aMa, JPYIITBeHNM )XMBOTUMA M KYATYPHUM UIEHTUTETVIMA POMCKIX My3uJapa
y Bpamy, ykpyuyjyhn muxoBe caBpeMeHe My3u4Ke aKTUBHOCTIL.

ImaBHM 11M/b MOT pajia jecTe /la NICTOBPEMEHO YKa)KeM Ha OPMjeHTa/IHE ¥ OKLMJEHTalHe KapakK-
TEPUCTUKE Y PeTyju, yTeM aHaaM3e n3Bolema POMCKMX My3udapa, Kao 1 fia IOACTAKHEM Jja/ba
pasMulIbarba y NPaBLy peBU3Mj€ jeJHOCTPaHe, 3alajjHe NEePCHEKTUBE y TEOPUjU. Y TOM CMe-
py, npunucahy HOBa pa3ymeBama ¥ 3Haueha N3BohemIIMa pOMCKIX Mys3n4yapa 13 HepCIeKTHBe
TypCKe My3n4Ke Teopuje ¥ 06jacHuTH oBe ocTojehe Mysuuke MHTepaKIMje IpeMa KOHIeNTIMa
maxama u ycyna.

A6myna Akat je eTHoMy3MKonor 1 npodecop Jp>kaBHOT KOH3epBaTOpujyMa YHUBep3uTeTa y
Vcranbyny, Oncek 3a mysukonorujy, ErHomysnkonomku nporpam (ox 2019. rogune). Op 2021.
je mpencenuuk CTyzmujcKe rpyIie 3a My3UKy TYPCKOT TOBOPHOT noapydja MehynapogHor caBera
3a tpaguumonanny mysuky (ICTM), a om 2017. je mmaBHUM ypegHUK 4acommca Musicologist.
IberoBu TepeHCKM pamoBy, My OIMKalyje, MCTPAXMBAYKIM IIPOjeKTH U IIpe3eHTallMje Of[HOCe ce Ha
MY3MYKO apXMBHUpambe ¥ Ha My3WdKe Ky/IType Y pasnu4anTuM obmacTuma (Typcka LpHOMOPCKa,
OajKaHCKa, KPMMCKa ¥ KaBKacKa).
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I'ej bpejnej

[Tpuapy>keHy BUIIY HAy9HM CapaiHUK, HACTAaBHIK
YHuBepanureT Monam (Aycrpanuja)
gay.breyley@monash.edu

ITomepajyhu napanene: Anamym - Vcimopujcka cum¢ponuja ,,JIajéaxa”,
Camnmmnja Modakama, Poymana u Jamanka

[Tonryt bankana, VpaH n upaHcKa My3uKa ONMCUBAHM Cy Kao KyITypHa packpirha’ um 'MocT,
usmehy 3amama n llenTpanHe/Jy>xne Asuje. TokoM mHocCTeqmux felleHMja, yClel ydecTannx
murpanyja us Vipana y Espony, ymernuun pobenn y Vpany n Ha bankany capabuBamu cy Ha
PasIMYNTUM MY3MYKuUM (opMaTvMa. MHOTe O OBUX Capajibi OClamane Cy ceé Ha KIbJDKeBHe
U VICTOPMjCKe Iapajiene, Kao ¥ Ha MHOBAaTMBHE My3MYKe peMHTepIpeTanuje. JeflHa Off OBUX
capajjb BUCOKOT Tpoduia usMeby cioBeHauke ,,MysudKe 1 Kpoc-MeaujanHe rpyne” ,,JIajoax” ¢
komnosutopuma Vignaom Camumumjem Modakamom, Humom A. Poymanom u JlykoM JaMHUKOM,
npemujepHo je nsseneHa 2022. ronune. CuMmponnja Anamyi, Kojy ¢y wiaHosu Jlajoaxa ommcanm
Kao ,MHTEPKYITYPHO JIe/I0’, 3aCHOBAaHa je Ha UCTOMMeHOM poMaHy Brnagumupa baprona n3 1938.
roguHe. Y BapronoBoMm pomany, nepcmjcka mpuda u3 XI Beka npuiaroheHa je HOMUTUYKUAM
okonHocTMa y EBpony TokoM Tpupecetux roguHa XX Beka. bpojHe maparnerne u cnojesu Mmoryhux
3Havema, 33jef[HO0 ¢ KomabopatuBHMM u3Bohaukum MoryhHoctmMa, umne Jlajoaxos Aznamyii
boraTyM ImpuMepoM caBpeMeHe OaTKaHCKe MY3MKe OKO Koje ce pa3Marpajy mupeje o "VICTOKy,
CKyma ¢ MoOMIHOCTMMA ¥ “ApyrocTuma. Ha oCHOBY aHanmmse MysMKe, KYATYPHOT KOHTEKCTa
n usBobewa Anamyiia, 3ajeHO C MHTEpPBjyMMa C KOMIIO3UTOPOM M KoayTopoMm VpmHOM
CamumnjeM ModakuMoM, y 0BOM pajy UCTPaXKyjy ce 0OnmIy MOOMITHOCTY U MIMOOVITHOCTH,
Koje UCTOBpeMeHO 1 oMoryhaBajy 1 orpaHM4aBajy capagmy. Y papy ce rakohe pasmaTpajy ymore
Koje 'ipyrocTu’ ¥ pasHopopHe upeje o 'Victoky u’3anay, Kako IpoLIIe, TAKO U CaJalllibe, UTPajy
y u3Bobemy u penenuyju Anamyiia.

I'ej J. Bpejnej je Bumm HayyHM capafHUK M IpefaBayd Ha QaxkynaTeTy YMEeTHOCTM YHUBEP3UTETa
Monam 1 ocHuBau Mpexe uctpaxusada llenTpanHe n 3amagHe Asuje u aujacmope. Ibeno
MCTpaXkMBame POKycHpa ce Ha Be3e n3Mel)y Mysuke 1 3ajefHuiie, cehama 1 IpylITBEHO-KYITypHe
npoMeHe, Hapounto y Vpany un npanckoj gujacnopu. O6jaBuia je 6pojHe pagoBe 13 0Be 00TacTH.
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Hwuna BacuneBa-3aHeueB
Mactep crypmenT
YHUBep3nUTeT 3a My3MKY U CLieHCKe yMeTHOCTH! y beuy (Aycrpuja)

mag.nina.wasilewa@gmail.com
byrapcko xopcko neBame y beuy

Toxom nctopuje, beu je 6uo KynTypHO pasHOMUK Trpaf, Te ce y byrapckoj HedopManHO HasyuBa
kammjoM n3Mel)y Vicroka n 3anaga. Mehy 6pojHuM KynTypHIM 3ajeqHMIIaMa y OBOM T'pajly Hamase
ce 1 Byrapu, unjuM ce MHCTUTYIVOHAIM30BAHUM MY3MYKIM IIpakcamMa 6aBUM Y OBOM pajy.
Vcrpaxyjem HedopmanHe KyITypHe Qopmanuje um HempodurTHe opraHusanuje Oyrapcke
nujacriope y bedy, moce6HO XOpoBe M IeBauke Ipyle Koje M3BOfie Oyrapcke HapofHe IlecMe.
Pasmarpam pemeproap, TexHuKe n3Bobhema 1 IpOMeHe y apaH>KMaHMMa IecamMa Koje caMu
AVPUTeHTY 1 IleBa4M Y1He Ha mpobama. OcBpheM ce Ha IMTama y K0joj MepH je OBa BPCTa IleBamba
penpe3eHTaTMBHA 33 TPAAUIVOHANTHO Oyrapcko mommpoHO IeBame, OJHOCHO KOMIIOHOBaHe
apaHXMaHe, Te KaKo je CTTOKeHOCT apaH)KMaHa 1 BOKa/THMX TeXHIKa II0Be3aHa Ca KOMIIeTeHIjaMa
nesayva. /lajbe, NCIINTYjeM KaKo He-Oyrapcka Imy6/mka JoXuB/baBa 6yrapcko HapoJHO IeBambe Ha
HacTynuMma 6yrapcKor HapoJHOT IeBavYKor Xopa y Ayctpuju. Vicinryjem, Takohe, Kako BIXOBU
HACTYIM OfipakaBajy AuxoTomujy VicTok-3aman un Kako ce mpepicraBe o baskaHy mpeHoce Kpo3
adexTMBHe KBaMTeTe OyrapcKux nomidoHNxX apamkMaHa Iecama.

OBaj paj uMa ayToeTHOrpadCKM KapaKkTep ¥ y31UMa y 003Mp Moje MICKYCTBO Kao AUPUIEeHTa
Xopa Oyrapckmx HapOfHUX Ilecama y APYIITBY ,,Byrapcku putmosu” y Beuy u, camum tim, Kao
IVpPEKTHOT ydecHuKa y usBobhemnma. Pajy ce masbe 3acHMBaA Ha MCTPaKMBAYKMM MHTEPBjynMa
ca CTapyM M HOBMM WIAHOBMMA XOpa, Kao ¥ ca IojeAuMHIuMa u3 mybmmke. Pag nma 3a mwp ma
IOTIpMHECe eTHOMY3MKOJIOIIKOM IIPOyYaBamby MHCTUTYIVMOHAMN30BAHOT (DONKIOPHOT IeBamba
Meby 6yrapckom pujacopom y beuy.

Huna BacmneBa-3aHedeB je CTy[geHT MacTep CTyAMja eTHoMysMkonormje Ha Oficeky 3a
UCTpaKMBambe HapoJHEe My3MKe VM €THOMY3MKOJIOTMjy YHMBEpP3UTETAa 3a MY3MKY M CIIEHCKe
ymeTHOCTM Yy bBeuy. [ImpureHT je Xopa Oyrapckux HapOfHNX Ilecama y APYIUTBY ,byrapckm
putMmoBn” y beuy. IbeHo ucrpaxusame je poxycnpano Ha HepopManHe KyITypHe popmanyje u
HenpoduTHe opraHnsanuje byrapcke fujacrope y beuy, moce6Ho Ha XopoBe 1 IeBadKe rpyrie 3a
usBoheme 6yrapcKux HapOJHNUX Iecama.
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dapox Baxab3agex

XOHOpapHU IOLEHT

YHuBepanuret AzypHe o6ane y Humu (Opanirycka)
farrokh.vahabzadeh@unic-cotedazur.fr

VInTeppuciunInHapHy MPUCTYI MY3UYKOM TeTy

JHCTpyMeHTalIHa My3UKa je pe3y/aTaT Hu3a recTOBa Koje My3udyap M3BOAU Ha 00jeKTy Koju
je Mysmukum MHCTpyMeHT. Ca CTaHOBMINTA CHUCTEMa, IOCTOjU (GU3NYKU O6jeKaT — My3WYKU
MHCTPYMEHT, IOCTOj! aIICTPaKTHY 1T0jaM — My3UKa, a nu3Meby je yoBek, Mysuuap, Koju n3pohemem
HIM3a TIOKPeTa 1 TeCTOBA Ha MHCTPYMEHTY TI0Be3yje oBa 1Ba (GM3NYKa U allCTpaKTHA YHUBEP3yMa
CTBapameM My3lMKe. Bullle off ImyKor cpeficTBa 3a MPOU3BO/iibY 3BYyKa, My3UYKM TeCT je pe3yaTaT
KOMOMHaIMje MHCTPYMEHTa/lHUX OrpaHndYerma (MeXaHMYKMX, aKyCTUYKMX, €PrOHOMCKUX) U
YMETHUYKUX 1300pa, IOK MCTOBPEMEHO Ofpa’kaBa APYIITBEHO-KYITypHe BpegHocTH. Kao
UAeHTNUKAIVOHN MapKep JPYLITBEHO-KY/ITypHe IPyIle VIV LIKOJIe IpaKce, MHCTPYMEHTaTHI
recT, Takobe, MOXKe HOCUTM jeAMHCTBEHN ITOTIINC jefHOT n3Bohava. OBaKBa MOCTaBKa IPeCTaB/ba
METOJIO/IOTHjY 3a MHTEPAVCHUIUIMHAPHM M TPAHCKYATYPaTHM HPUCTYI MY3MYKOM TecTy U
TenecHocTy. CTy/1ja je 3aCHOBAaHA Ha pe3y/NITaTiMa UCTPAKMBakha KOjUM je ay TOp PYKOBO/MO Kao
IJIaBHY VICTP@KMBaY-TIIPUIPABHUK Ha 1pojeKkTy GeAcMus Yuusepsurera CopboHa (,Gestures—
Acoustics-Music”), OCMUIIUBEHOT Kao MHTepAVCHUIUIMHAPHA Capajiba C eTHOMY3MKOIO3MMa
(Mysej uoBeka, Ilapms), mysmkonosuma (VcTpakmBauyku MYSUKONOWIKM MHCTUTYT, Ilapus),
akyctmuapuMa (Mysuukn mysej — Ilapucka ¢unxapMoHmja), UCTpakuBadMMa OMOMeXaHVKe
(Texnomomkyu yHuBepsurer y Kommmemwy, ®paniycka), MysudkuM nspohaumma u My3U4KUM
nefarosyuma. Paspuim cMo HOBe eKCliepMMEHTaTHe METOJIe 3a IPUKYIUbarbe IOofjaTaka O KPeTamby
y pasmMuuTUM M3BODayKMM KOHTekcTMMa y EBpomm m Ha brimckom mcroky m lleHTpamHoj
Asuju, Kao M 3a aHaNM3y MHCTPYMEHTAaNHMX recrtopa. I[Ipumkymbame mojaTaka yK/bydyje
VHTepBjye ca n3Bohaunmma 1 rpafuTe/byiMa MHCTPYMEHATa, ayAXo CHUMKe, TBOJVIMEH3VOHA/THEe
¥ TPOJIMMEH3JOHA/IHE CHUMKE IIOKPeTa y OKPY>KeIJIMa Y PacIoHy off 1ab0paTOpMjCKMX YCIOBa
y EBponu, 1o TepeHCKUX UCTpakmBamwa U yc/oBa Ha nuily Mecta y Vipany u IlentpanHoj Asuju.

®apox Baxa63amex je xoHopapuu poueHt (ATER) 3a eTHOMY3UKO/MOrMjy Ha YHUBEpP3UTETY
Asypue ob6ane y Hwnnm, @Ppannycka. JokTopupao je [gpyIITBEHY aHTPONONOTHjY M
eTHoMy3ukonorujy Ha Illkonu 3a Hanpense cryamje npymrBennux Hayka (EHESS) y ITapusy.
JJo6uUTHNUK je Tporopmiime IIOCTAOKTOPCKE CTUIIEHAMje 3a IIpojekar ,lecT m TemecHOCT”
Ha Qakynrery sa Mysuky YHuBep3uTera y MoHTpeany. baBu ce MysMYKuMM TrecTOBMMA,
tenecHomthy m crysujama mnepdopmanca. Kao mcTpakmpad-IpUIIPaBHUK PYKOBOANO je
VHTEePAVCIUIIIMHAPHYM IIpojeKToM YHuBepsutera Copbona y Ppaniyckoj ,Gestures—Acous-
tics—-Music (GeAcMus)” (2015-2017).
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Ilenk I'ypaj Hyjry I'yBenep

ITpodecop poxrop HoxTopaHz

Yuusepsurer Xaljerene, Yuuepsuret Xanerene (Typcka)
I p>xaBHu koH3epBaTtopujyM y Aukapn (Typcka)

cenk.guray@gmail.com Wlyne Junpus
JHoxTopaHz
Heme Yene6n Yuusepsure Eprmec (Typcka)

ITpodecop poxrop

Texumyku yansepsuret Octum (Typcka) Amauwan Bypax

HoxTopaHz
I'ysun Tupkem Yuusepsuret Xanerene (Typcka)
Banpennu nmpodecop

Yuusepsuret ArvmMm (Typcka) Etun Vnrnn Jlemmpxan

CrygeHt
Yuuepsuret Xanerene (Typcka)

ITonoBHO 3aMuI/balkb€ M PECTPYKTyNpambe CKpuBeHnXx necama Ane Kane

bankaHcke 3em/be pedeKTyjy MyITUKY/ITYPHM Ha4MH )XKMBOTA 3aCHOBAH Ha IHTEPaKI[MjuU pas-
IMYUTHX KYATYypa Koje Jiene oBaj reorpadcku npoctop. Ana Kane, koja cBeoun o ucropuju
IYHaBCKe peruje, pefcTaB/baja je MOCT Koju je moBe3auBao Pymynujy, byrapcky u Cp6ujy. Opa
TepUTOPMja, HEKa/la jeflHa Off CTPATELIK! HajBaXXHUjUX OCMAHCKO-TYPCKMX HaceoOuHa Ha 6aj-
KaHCKOM IIOTyOCTPBY, ITIOTOII/beHa je 1970. rogyHe 360T rpajme XxuapoenekTpaHe. [lanac ce Axa
Kase nctuye xao KynTypHO 671ar0 MYITUKY/ITYPaTHOCTY YTUCHYTE Y 3ajefHMYKO cehame AHa-
Tonuje u bankaHa. JefuHN TOCTyIIaH [ieo OBOT Hacleha, OCHM MOIBOTHNX MaTepyjaTHUX apTe-
daxara, jecy ‘CKpuBeHe HapOJHe IlecMe OCTajle 1133 HeKaJallllbIX cTaHOBHMKA Afie Kare.

OBaj mpojekar, koju mogpkasa TUBITAK (CaBer 3a HayYHO M TeXHOJIOIIKO MICTPa>KMBame
Typcke), Texxu ouyBamwy KyITypHOr Hacneha oBe permje m merosor mpeHourema Ha Oymyhe
reHepanuje IyTeM PEKOHCTPYKINje/TIOHOBHOT 3aMUILbalba CKPMBEHMX Ilecama Afie Kare.
Konexnuje Mrmwana Kynoca, Kemana Antnnkaja u Yauepsutera y Kimyxy uckopumrhene cy 3a
AHAJIUTUYKY [I€0 IIPOjeKTa.

Y oxkBUpY OBe CTyAMje, IPUINKOM aHa/Iu3e U pasBOjHMX MeTofia KopuitheHe Cy TeXHMKe Ma-
IIMHCKOT y4erba 32 PasMaTpame MeIOfNja 3aCHOBAHMX Ha MAKAM NPUHIUITY, A HAYNILEH je U
IIOKYIIaj /ja HalleBM CKpuBeHNX mecama Azie Kane 6yny pexonctpyncanu. Hajnpe je mpuannn
BepoBaTHOhe ymoTpe6/beH Jja 6u ce reHepucae HoOBe Menoayje KopuurherweM MakaM CTPYKTY-
pa fo6ujeHnx 13 JOCTYIHUX MY3MYKUX TTOfaTaKa. AJITOPUTMM 3aCHOBAaHM Ha MapKOB/beBUM
JIaHIIVMIMa YCIIeJIM Cy Jla TeHepMIIy y3aCTOIIHe HOTe Ha Ha4MH KOMIIATUOWIaH ca JUCTPUOYIVjOM
MoryhHocTi Ha koje pedepuiny ananusupane menopuje. [Torom he ananusa 6asupana Ha ma-
Kam-MOTUBY OMTU MHTEIpYCaHa Y aITOPUTaM 3aCHOBAH Ha MAIlITHCKOM y4emy, Kako 61 6umo
moryhe cBe mHpOpManMje 0 KapaKTepUCTUKAMa MAKAMA TIPEHETN Y TIPOLIeC MeIOAVjCKe PeKOH-
cTpykumje. Y 0BOj mpeseHTanuju, 61he mpescraB/beHy IpUMepy HEKMX Off HAPOJHMX Iecama
PEKOHCTPYMCaHMX TOKOM ITPOjeKTa, Kao ¥ Hamu 6ynyhu mmaHoBu.

Ilenk I'ypaj samHTepecoBaH je 3a cinemehe ncTpakmpauke 06IacTI: TEOPUjCKM IPUCTYIN Ma-
Kam MY3JLM U HEeHOM M3Bohemy, Teopuja LMK/Iyca, KOTHUTYBHY NPUCTYNN MAKAM aHANINU3U
u u3Bohemwe Ha dainamu. TpeHyTHO pajgu Kao mpodecop Mysnuke Teopuje Ha Karenpu sa my-
3MYKYy Teopujy YHuBep3ureTa Xayerene [Ip>kaBHOT KOH3epBaTopujyMa y AHKapu. AKTUBaH je
Kao 1n3Bobau Ha dainamu. I'ypaj je mpofeKkaH OBOT KOH3ePBATOPUjyMa U JUPEKTOP YAPYXKermba

AHAJOJICKUX MY3NYKIUX KYJ/ITYypa.
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Mexrtan Temup [ysen

Banpeguu mpodecop nokrop

JIp>xaBHU KOH3epBaTOpujyM YHuBep3urera y Vicranoyny (Typcka)
mehtapdem@gmail.com

CrpaTelIKu opujeHTann3aMm: ,,sede kane” y Hosom Ilasapy

OBaj paj ce ogHOCHK Ha 3a6aBy ,,Beue KaHe , KOja IIpeicTaB/ba fleo IpeficBaj0eHe mapaje MyCc/In-
MaHCKe MamMHCKe 3ajegHune y HosoMm ITasapy.

OBa mpeseHTalMja 3aCHOBAHA je Ha MOflalIMa IPUKYIUbEHNM TOKOM IIPBOT T€PEHCKOT UCTpa-
XKMBama Ha NPojeKTy ,,Exploring the Tracks of Balkan Culture: Serbian-Turkish Connections
in Music and Dance from Ottoman Period until Today (TRackeRS)”, unju ce ernHorpadckn nc-
Tpa>KMBa4YKU IIpoliecu HacTaBsbajy. [Ipeu Tepencku pag y HoBom Ilasapy u Bpamwy y jyny 2022.
rogyHe o6e3benno je oxpeheHe mogaTke HEONXO/He 3a yIIO3HABaMe 3ajeHMIIE, IIOCMaTpambe
MY3MYKIX IPaKCcH, HocTojehe Ky/ITypHe CTPYKType U HaulMHe OXK1B/baBaba Tpaaunje. [Toga-
111 Ha KOjMMa je 3aCHOBaH 0Baj TEKCT OTPAaHMYEHN Cy HAa TEPEHCKM paJ] Y HOBOIIA3apCKOj perujn
y Cp6uju. ITocebno cy pokycupanu Ha 3a6aBy ,,Bede kaHe” KOjy opraHusyje ancamon ,,oonkmnop
Haupe”, mysnuka u nnecHa rpymna u3 Hosor Ilasapa. 3a6aBa ,Bede KaHe” 11 QyHKIIMOHAIM3a-
I[Mja Ky/ITyPHUX KOZIOBa KOjy Bpin ancamo6n ,,Ponknop Janpe” mocranm cy BeoMa MoMyTapHN
mehy mycnumannma y HoBom [Tasapy u y 6ankaHCKOj MyC/IMMaHCKOj 3ajefHULIA. Y OBOM Pajy,
Vb MM je Jla aHa/IM3MpaM 3Hadelhe ycMepaBambeM MaXkKibe Ha CuMOoIe, MHANKATOPE U IeTajbe
IIeTIOBUTOT TEeKCTa OBUX ,Bedepyu KaHe” Koje ¢y nmocmarpaHe y HoBom ITasapy. Ha ocHoBy Tora
MO>KeMO KOME@HTapJCaT! perpe3eHTanyjy 6aakaHckux MycauMaHa Kao MamwMHCKe rpyme. Ha-
YJH Ha KOjJ Cy MaIbJHCKe IPYIle pellpe3eHTOBaHe U3a3Bajy ABe BPCTe HETaTUBHUX peaKluja:
C jeliHe CTpaHe, Ofip>KaBambeM pelpe3eHTalyja Koje IIPOMOBMIIe MMpa 33jeHNIIA, a C JpyTe,
Ka0 13a30B JJOMMHAaHTHOM JUCKYPCY KpO3 HMjaHCUpPaHMjU, KOMIUIEKCHMjU M aJITePHATUBHU
norsiesi. Y 0BOM KOHTEKCTY, CTPATeIIK) OpMjeHTann3aM oMoryhasa MHTepIIpeTanjy HoBoIa-
3apPCKUX MYCTMMAaHCKUX ,Bedepy KaHe  Kao TeKCTa, a/iTepHATHBe perpeseHTanyju ogpehennx
KoMmoHeHTH. OBO ce MOXe pa3yMeTH Kao pasByjambe, pelpofyKIllja pelpeseHTalnje NAeHTU-
TeTa, Kpelpamwe CeMMOTNYKIX Y30paKa C OBIALIHUM HOAMPOM Tpaguuuje. [Ja 1u je oBo Myapa
CTpaTeruja pernpeseHTaluje Koja TeXXV OpMjeHTaTM30Bamy cebe caMe, M/ HaT/lallaBamby ay-
TEHTUIHOCTHU U UCTUHE?

Mexran Jemup I'yBen pagn Ha cTygujckoM nporpaMy ETHomysuxonoruja Jp>kaBHOT KOH3ep-
BaTopujyma YHuBepaureray VMcranoymy. Ox 2009. no 2011. roguHe cripoBogua je eTHOrpagcko
UCTpakuBame y Vspaeny n3 o6macTy My3udke aHTPOIOJIOTHje, Ha OCU KY/ITypHE MHTepaKIjuje
u Murpanuje. JJokropupasna je aHTpONONOTKjy Ha YHUBep3uTeTy Jemurerne. IIpexomHo je 3aB-
puIMIa MacTep CTyAMje MY3UKOIOTMje M OCHOBHE M3BODhauke CTyauje 3a MHCTPYMEHT fiemane.
TpenyTHO je wrianua ogbopa JIp>xaBHOT KOH3epBaTOpujyMa YHUBepanuteTa y Vicranbyny u gu-
pexTopka LleHTpa 3a McTpa>kMBambe M IPUMEHY >KeHCKMX CTyAMja YHuBep3urtera y Vcranoyny.
O6jaBuna je anbyme u JyroMeTpa kHy JOKyMeHTapHU (UM KOjU YK/bydyje MHTEPKY/ITYpaTHy
MHTEepPAKIMjy ¥ My3UdKe y30pKe. Pajju Kao efyKaTop 1 KOHCY/ITAHT Y IIPOjeKTMMa MHTEPKY/ITY-
panHor pgujanora y Hemaukoj, Mspaeny, I'puxoj u CA/L.
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Bennucnas Jlumos Jlosanka IlejueBa
ITpodecop pokrop, ITpodecop poxrop
Ille¢d ncrpakusauke rpyne ETHoMysnkonoruja VHCTUTYT 3a eTHOMOTUjy ¥ GONKIOPUCTUKY
Yuusepsurert ,,CB. Kmument Oxpupckn” y Coduju; ¢ ErHorpadcknm mysejom BAH;
Nucturyt ymernnuknx cryauja BAH (Byrapcka) — Akamemmja 3a My3UKY, IUIeC U TMKOBHY
vdimov.fimc@gmail.com yMmeTHOCT ,,IIpod. Acen Jujamanpujen”
y ITnoBpusy (Byrapcka)
lozanka.peycheva@gmail.com

OpujenTanne npeacraBe y CHUM/beHOj Mysunu y byrapckoj y npsoj nonosnnan XX Beka

OBaj TexcT je Jeo ONUIMpHUje CTyAMje O paHOj CHMM/bEHOj My3ulu y byrapckoj y mepuopny
of 1904. mo 1944. ropuHe. Y NpBOj MOJIOBMHM PasMaTPaHOr IEpUOAA, CHUMUM YMETHMKA U
Mysu4dapa u3 byrapcke peanmn3oBaHm Cy 3a CBeTCKe (MHOCTpaHe) My3/MdyKe KOMIIaHUje; a y IPYroj
HIOJIOBVMHU — 3a Oyrapcke KommaHuje u nsgapadke kyhe. TOKOM ILie/IOKyITHOT eproja, CHUMIIY,
AucKorpadumja 1 KaTanmosy KOMIIaHMja cajjpyke MHOTe ¥ pasHomuke npeacrase OpujeHta. OBoM
CTY/IMjOM Ce TIOKYIIaBa Jja C€ ICTOBPEMEHO ONMILY U aHa/IM3Kpajy npefcrase OpujeHTa Ha OCHOBY
IIOCTaB/bamba IIOTeHIujanHe Tunonoruje. Hexn of cHuMaka (rmomyapHa Mysuka, IJieCHa My3uKa,
omepere) IpefCTaB/bajy opujeHTanuaMe nparehy MopgepHM M KOMepLUjaTHUM MOMEN >KaHpa
¢ moueTka XX Beka 1 u3 pasgobspa usMelhy mBa cBeTcka para. [Ipyru fieo cHMMaka ofjpaxkaBa
TIOKa/IHe TPa/inlije OCMaHCKe IpajicKe TpauijoHanHe Mysuke. OBaj KOPIYC CHUM/beHE MY3UKe
I0CeOHO je MHTEepeCcaHTaH 3a KYATypHe U aHTPOIOJIOIIKe MHTepIpeTanyuje, 6yayhn ma cagpsxn
y30pke xubpupa — 1okanHe (He3amajHe) IOIyTapHe My3UKe, Koja Takohe Moke OuTy pasMoTpeHa
Kao NPeTXO/IHNIIA MOJlepHe eTHO-IION My3MKe Ha bankany.

Benmucnas JJumoB (mokropar 1999; xabwmuranmja 2018) mpodecop je Ha PakynreTy 3a
HOBMHAPCTBO U MAaCOBHe KOMYHUKaIMje Ha YHuBep3urety ,CB. Kmument Oxpunckn” y Codujn.
Illed je mcrpaxkmpauke rpymne ETHOMysukonoruja Ha VIHCTUTYTYy 3a ymeTHUuKe cTynuje BAH.
AyTop je mpeko 200 HayYHUX CTyAMja ¥ WIaHAKa, ayTop MoHorpaduja Eiinouondymosin (2001);
Mysuxaiiia 3a Hapoga Ha meguiinus pponiti: Mekaitia 61acili HA HAPOGHATAA U TOUYNAPHA MY3UKA
6 Coyuanucmuuecka boniapus (2019); Kueuiiie inacoee: Ilpegcitiassne Ha apXueupaHoitio
38yK060 Hacnegciieo Ha Patina Kayaposa: ITnouu ot 30-itie u 40-itie iogunu na XX eex (2021) n
np. Ilogpyyja meroBux UCTpaXkKMBauKMX MHTEPECOBAIbA Cy CTyAMje Meyja, €THOMY3MKOIOTHja,
AaHTPOIO/NIOTHja TPAJUIVIOHA/IHE U TIONy/lIapHe MY3UKe, CTy/uje Meluja M CHUM/bEHE MY3UKe,
UIEHTUTET U MY3MKa, My3U4Ke TPaJuIilje eTHOKY/ITypaTHNX 3ajefHIIla M MaibiHa Ha bankany.

Jlosanka IlejueBa (moxropar 1991; xabummranmja 2007) mpodecop je eTHOMY3UKOIOTHje Ha
Nucturyty 3a erHonorujy u ponknopuctuky c Ernorpadcknmmysejom BAHy Coduju. [octyjyhn
je mpodecop Ha AKafieMuju My3u4Ke, IIeCHe U IMKOBHe YMeTHOCTH ,,IIpod. Acen [lnamanznnen”
y IInmoBauBy. AyTopka je kmura: [ywaitia énave — ilecen usnu3a: Pomckuilie mysuxauitiu 6
boniapus u maxnaimia mysuka (1999); 3ypraguuiickaitia wipaguuus e Kiosatiagna beniapus
(2002, c Bernucnasom [JumoBum); Mexcgy Cenottio u Beenenaitia: Ciiapaitia ponknopra my3uka
oiti beniapus e nosuiiie spemera (2008); 'Hapogrusin gyx’ e asimiopckuitie iecHu oili boniapus
(2019); C xopo u tiecen, c tiepo u cnoso — 120 ioguru ot poxcgerueitio Ha Patina Kayaposa (1901-
1984) (2021, ¢ Bennucnasom Iumosum u Teom Kykynosum). O6jaBuna je Buie of 250 unaHaka y
Hay4HUM ITyOnmKanujama y byrapckoj 1 MHOCTpaHCTBY.
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Mapuja Jymanh Bunorujesuh
Buiy Hay4HU capagHUK
Mysuxonomku nactutyt CAHY (Cpbuja)

marijadumnic@yahoo.com

Penpesenranyuje 'Typckor’ y nomynapHoj Hapogaoj mysunm y Cpouju y XX Beky:
KaHa/micamwe VIcToka Ha 3anmajiH1 HAYMH

Haxon ocno6obema Cpbuje oy ocMaHCKe BIajilaBHe, HAI[IOHAIHA KY/ITypa HAIJIO je IIpOIBeTaa.
CraB nnpeMa 0CMaHCKOM, TYPCKOM, UICTOYHOM ¥ OPUjeHTa/IHOM Y 3BaHMYHOM JAVICKYPCY O My3UIU
TIO[Ipa3yMeBao je JUCTaHIUpame, 0K Cy oapeheHe CTPyKTypanHe KapaKTepUCTHKe 3afp>KaHe
y HapofHOj My3uIy, mocebHO youwbuse y usBohemy Poma y jyromcrounoj Cpbuju, mpucyTHe
JaK JI0 ]aHac. Y OBOM pajy pacnpasjbahe ce 0 06mmMImMa y KojuMa je Typcka MysMKa II0CTojasa
y Cp6buju Tokom XX Beka — Off TIOYETHOT 3afip)KaBamba XMMHU 1 MaplleBa, IPeKo IecaMa Ha
CPIICKOXPBATCKOM je3VKY, 0 CBe palllMpeHVjuX uaeHTuduKanuja ¢ uMarnHapauM OprjeHTOM.
[Tonynapua HapopHa Mysuka baqkaHa Kpo3 MCTOPMjy jecTe YIpaBO My3MKa Koja KOMOMHYyje
3amajiHy My3u4Ky OCHOBY (y popMu, XapMOHM3ALMjU ¥ MEANjY) U VICTOYHY Y IIVPEM CMUCITY
(menonmje, meTpopuTMmdky obpaciy u ykpacu). Ha mouyerky, 6uhe ananmmsupanu pykommcu Bace
JoBanosuha (1872-1943), rambyparua, Bohe opkecTpa u apanxepa u3 Kosuspa, kao 1 pyKonmcu
u napturype Joana ®@pajra (1882-1938), 6eorpa/icKor caJIOHCKOT My3u4apa 1 13aBada JeIKor
nopeksa. Y BUXOBUM PYKOINCHMA ITpOoHaheHo je HEKOMMKO ,, TYPCKMX MaplueBa’, MOMy/lTapHNX
noueTkoM XX Beka. [TpeficTaBa o 'TypckyM’ MeofiijaMa Ha CPIICKOM Y jyTOC/IOBEHCKOM TPIKIIITY
6uhe ynornymeHa aHaMM30M JOCTYIIHUX CHMMaKa Ha rpaMOOHCKYX IIoYaMa Ha 78 0/M, Kao u
nofjallMMa O TYpCKMM IecMaMa Ha mporpamy Papuo beorpapa y mepuony msmeby mBa cBeTcka
para. JIpyra nmonosuna XX Beka 6uhe mpepcraBbeHa momohy fiBa mapafurMarcka rnpumepa —
JIIT anbymMoM TypCKMX IlecaMa U HBMXOBMM 0o0OpajiaMa 3a jyroC/IOBEHCKO TPXKWIITe Y U3Bohemy
MaKeJJOHCKe IeBauuiie Typckor nopekna, Kescep Cemmose (pobh. 1945). Ilocnenme meneHnuje
XX Beka y IOIy/IapHOj HApOAHOj My3uIu obeeXxno je paj rpyne ,,Jy>xuu Berap” (om 1981. mo
pannx 2000-ux rogyuHa), Koja je 611a KpUTUKOBaHA 300T HAITIAIIEHNX OPMjeHTATHUX 3BYYHUX
KapaKTepucTuka (Ipe cBera y TeMOpy ¥ OpHaMeHTaluju) y nopebemwy ¢ HOBOKOMIOHOBaHOM
HapOJJHOM MY3MKOM TOT BpEMEHa.

Mapuja Jymuanh Bunorujesuh 3aBpuma je o0CHoBHe U JOKTOPCKe CTyAMje eTHOMY3UKOJIOTHje
Ha QakynTeTy Mysudke yMeTHOCTH Y beorpangy u pagu y Mysukonomxkom nactutyty CAHY op
2011. ropune. ToxoM cTyAuja, ycaBpllaBaja ce Ha CPOSHMM MHCTUTYLMjaMa IpU AyCTpHjcKOj
n byrapckoj akamemujn Hayka. IIpencenaBa CeknujoM mcTpaxkmupadknux apxuBa MebhyHapopHe
acouujanyje 3By4HuX u aypuonuayenHux apxusa (IASA) m ambacajjopka je ucre acoumjanuje
y Cp6uju. 3amenuna je npencepaBajyher mpu ICTM Cryaumjckoj rpynm 3a ayaMOBU3YeTHY
eTHOMY3MKoorujy. ImaBHa je ncrpaxusaunia us Cpouje Ha npojekry ,,Exploring the Tracks of
Balkan Culture: Serbian-Turkish Connections in Music and Dance from Ottoman Period until
Today (TRackeRS)”. IbeHo ucTpakuBame CpICKMX 1 6aTKaHCKMX HAPOJHMX MY3UYKMX IIPAKCU
3aCHOBAHO je Ha apXMBCKOM I TEPEHCKOM pajy, IpaheHo My3M4KOM 11 KOHTEKCTyaTHOM aHa/IN30M;
KOPUCTU VICTOPUjCKY, YpOaHy 1 IpUMeeHy eTHOMY3UKOMOTHjy. 3a KiUry 38yyu Hociianiuje:
HUcimopuja ciiapoipagcke mysuxe y Cpouju (2019) gobuna je narpagy ErHorpadckor nHcTuryTa
CAHY. TpeHyTHO pajiyt Ha UCTPAKMBAKY My3UYKIX U IJIECHUX IIPAKCH MUTPAHTCKUX 3ajefHIIA
y Cp6uju, kao 1 Ha 3ByYHO] apXVMBUCTUIIN.
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Ajxan Epon

ITpodecop poxrop

Yuusepsuret JJokys Ejmyn (Typcka)
aerol@deu.edu.tr

PI/ITyaIIHI/I miIec, Mm‘pam/[ja " TPAHCIIOKA/THOCT: AJIEBUTCKU cema

Cema (semah), aneBUTCKM PUTYaJTHU IIVIEC, TPOM3BOAY KOHTEKCT Y KOjeM CY jeAMHCTBO, XapMOHMja
U C7IoTa ajIeBUTCKUX 3ajefHuIa y Typckoj MakCMMaaHO HNPUCYTHE M Y KOjeM MX MHTEH3VBHO
ocehajy cBu wranoBu. OTyf, Iiiec cema ca cBOjoM mpaTehoM mecMoM Moke OUTH ONMCaH Kao
aKTMBHOCT Y KO0joj Cy, 3axBabyjyhu edexTuma puTMa 1M Menopuje, CBM YIAHOBY aTeBUTCKe
3ajeflHNIIe CIIOCOOHM Jla CTIO’KHO capabyjy u menajy y jenMHCTBY. Y pypamHuM/TpafuIiOHaTHIM
3ajemHMIIAMa (cems), CBAKO MOXKe Jla Ce IIPUK/bYUY cemy Y CK/Iafly Ca COTIICTBEHNM PacIIONIOKeheM,
Py 4eMy VM TO JJ03BOJ/baBa U yKasyje jeflaH Of IBaHAeCT aCUCTeHaTa, 103y (gozcii).

JIoK y IpOIIIOCTM ceMa IUIeCOBM HMUCY OWIM IIO3HATM BaH aJeBUTCKMX 3ajefHMIIA, JjaHAC
VIX TIOCMAaTpady MOTy 3allasUTH y pUTyanHuM/yem Kyhama (cemevis), Kao M y HepUTyalTHUM
KOHTEKCTMMa T0oNyT (eCTBaNa 1 CBeTOBHMX OKYIUbama. [OTOBO CBa aleBUTCKA YAPYKera UIN
yemesuc y mujaciopu u kop Kyhe' mMajy cema rpymy Kojy je Boba o6pa3oBao 1 OpraHmsosao.
HacynpoT pypanHum/TpaguIiMOHATHUM emM PUTyalauMa y KOjMa CBaKO MOXKe f1a Y4ecTByje
y IUIecy, cema IUIecOBe y YpOaHMM yem PUTyaluMa U3BOJie ICK/bYYMBO ceMa TpyIie Koje 4uHe
MJIaJyi MYLIKApIA 1 SKEeHe.

ITojamM TpaHCTOKaTHOT OMMCYje Be3e u3Mel)y Ba MM Buille TOKaAUTETa Koje Cy KPeMpanu Min
MCKyCM/IN MUTPAHTHU. HPYFI/IM pevdnMa, TpaHC/IOKann3amM Cerhe TIKIby Ha YMIbEHNLY [a byAN
YMHO>XaBajy 06/11Ke MOOMTHOCTY 6e3 UTHOPUCaha BaYKHOCTY IOKQTHOCT Y CBOjUIM >KMBOTUMA.
YKONMKO je TOMMHAHTHOCT ceMd y OKBUPY a/JIeBUTCKOT PUTYasa, yemd, jefaH GakTop Koju je
HOTpe6HO IIpOYy4NTH, OHIA Cy pa3/MKe Yy IHbUXOBUM JaHAIlbUM MHTepnpeTaquaMa Y TYPCKUM
TpajiloBUMa M AMjacnopy Apyru ¢akTop. Y oBOM papy, aHanmsupahy pasiamke y KOHTEKCTMMA
TPAHC/IOKATHOCTY cema TecoBa. [IpesenTanunjy he mpatntu 3ByYHU 1 BU3Ye/THU IPUMEPI.

Ajxan Epon je mpodecop mysukonoruje Ha YHusepaurery [lokys Ejmyn y Mamupy, Typcka,
IJe Ipefaje Ha KypceBMMa O TEOPUjU €THOMY3UKOJIOIMje, KYITYPalTHUX CTyAUja MY3UKE,
COLIMOTIOTje My3MKe, My3IT4Ke MICTOpMje U CTyAMja omy/IapHe Mysuke. JJokropupao je y obmactu
eTHOMy3uKonoruje (2000). Aytop je Tpu kebure: Popiiler Miizigi Anlamak (2002), Miizik Uzerine
Diisiinmek (2009) u Islam Alevilik ve Miizik (2018). O6jaBuo je pajjoBe y peHOMMPAHUM HayIHUM
JacoNmmcnumMa, Kao mwro cy Journal of Ethnic and Migration Studies, Middle Eastern Studies, Social
Compass n European Journal of Cultural Studies.
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Coma 3ppaBkoBa Hemapocka
PemoBHy npodecop
daxynreT MysuuKe yMeTHOCTU YHUBep3urera ,CB. Timpuno u Meronnje” (CeBepra MakepioHuja)

z.djeparoska@gmail.com
bankancku nornen Ha OpujeHT y gemimMa MaKeTOHCKIX ayTopa

OpujeHT Kao I0jaM, NPOCTOpP, 3HAUeHe 1 eMolMja yBeK je Oyamo Mamty apyrux. ITodyeBrun
Ofl 3amajHOEBPOICKMX IJCalla, CIMKapa, KOMIIO3UMTOpa, Ma Jo Kopeorpada, ayropu cy
CBOjy MHCOMpPaUujy 4YeCTO IIOBE3MBA/IM C OBOM [ECTMHALMjOM KOja je y IUXOBUM [enuMa
IVB/ba, €T30TUMYHA, MNUCTMYHA, YeCTO IIpe/ICTaB/beéHa Kao HepapMHMCaHA. 3a pa3IUKy Off
3aI1aJHOEBPOIICKOr AMCKypca Koju OpujeHT IpeficTaB/ba HEKY BPCTY Apyrocty, bankau je moct
nsMel)y iBa cBeTa. MHOTe 3eM/be KOje Cy J1e0 OBOT TPBEHCTBEHO reorpad)CKOr PerroHa oKy naBajy
na ce ocnobozie bankana n moByky muHUjy mogene y xopuct Espone. Teputopuja Makenonuje
je reorpadcku y enuueHTpy. 3eM/ba HMKa/la HHje TTOKyIIasa fia ce 0cIo60am 03HaKe 6aaKaHCKe
sempe. Crepeorurn oce OpujenT-EBpomna npemomnirenn cy oum Mehynpocropom. [lo caza je
paben Hu3 McTpaxkuBama o ogHocy OpujeHT-3amaj, alu je BP0 Majlo aHAIM3VMPAH IIOT0XKaj
6amkaHcKor mpocTopa y ogHocy Ha Opujent. OpujeHT je, 6apeM Kafia je ped 0 MaKe[OHCKOM
YMETHUYKOM CTBapaJIAIUTBY, ali ¥ aKTYeTHUM UCTPAKUBAIbIMA, MMO3UIMIOHNPAH MHOTO BUIIE
KpO3 IIPUCYCTBO OCMAHCKOI' JVUCKYpPCa HEr0 KpO3 HEKY MaJieKy €r3OTUKY, ONHOCHO KYATYpy C
Bruckor wnn Jlanekor ncroka. OBa aHanmsa upe y NpaBLy UCTpaKuBama npucycrsa Opujenra
Y YMETHMYKOj MIPORYKIMjJ MaKeOHCKNX ayTopa. bynyhu ma je omyc o6uman, 6uhe omabpann
IpUMepH U3 KIJDKeBHMX JIefla, KA0 M PasHNX BPCTA IMO30PMIIHUX IpefcTaBa (fIpame, omepe 1
6anery) Kpos Koje he ce pasmarpaTti 06paja oBe TeMe 1 mocraBka ofHoca bankaH-Opujent. OBa
crenyduyHa TeMa, T0ce6HO y CaBpPeMEeHVM JIe/TMMa, IIOCTaB/ba Ce KA0 IPOHIYAH IOTJIE]] Y OHOCY
Ha CTepeOTUIHA TyMauera bankana n OpujenTa 1 BUXOBO IPOMUII/bALE Y TYMaderbe.

Coma 3papaBkoBa Bemapocka je pemosrm mpocdecop Ha DakyrTeTy MysmuKe yMEeTHOCTH
Yansepsureta ,,Cs. himpwno u Metopuje”. IunmomMmpana je u MarncTpupasna 6aneTcky megarorujy
u kopeorpadujy Ha Akagemuju nosopuuHe ymerHoctn (GITIS) y Mocksu (Pycnmja). Mactep u
TOKTOPCKe CTyAuje U3 Teopuje MO30PUINTA 3aBpimIa je Ha PaKkynTeTy JPaMCKIUX YMETHOCTH Y
Ckompy. CTanmHO y4ecTByje Ha MehyHapoHIM KOHepeHIjaMa i ITPOjeKTYMa KOjJi IPOMOBHIIITY
MaKeJIOHCKy IIECHY KYITYpy. AyTopKa je IecT Kmura. 3hpaBkoBa hemapocka je JoOMTHMIIA
HaIlMOHAHUX Harpaja ,,loue demues” n ,DeHnkKc”.
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[Maxuu Jangus
JlokTopaH,
LleHTap 3a HOCTAUIIIOMCKE CTYAuje KynType YHuBepsurera Jycryc JInbur (Hemauka)

sahin.yaldiz@gmail.com

HapopHa urpa, (moct)cehame, 3aMmunurbeHa JOMOBUHA Y TYPCKOj AUjaciopu
Hemauke: cryyaj ,,Ererannma” Yima u PaBens6ypra

Hemauka je mpuByk1a MuinoHe racrapbajrepa op mesgeceTux roguta XX Beka. Meby mHorum
eTHMYKMM TpyIHaMa Koje cy ce Hacenune y Hemaukoj, Typun cy mocrany HajMHOTO/by JHYjA I'PY-
IIa ca KapaKTePUCTMYHUM KYITYPHUM ouyBameM (unn eposujom). Kao mro ce Moxke BUAETH Y
CBaKOM IIOCTMUTPAHTCKOM KOHTEKCTY, ipyra/Tpeha/yeTBpTra reHepanuja Typckux racrapbajre-
pa IoXKMBeIa je MHTEeH3MBHO UCKYCTBO KPO3 KOTEKTMBHO/KYNTypHO namheme, anu n Hapauuje
o pomoByHY, Typckoj. ITagom Bepnmuckor 3upa, 3a TYpcKy MambJHY je OCBaHYy/Ia epa Tepopa,
3ajefHO ¢ KpU3oM (KY/ITypHOT) ufieHTuTeTa Miaahux renepanuja Typckux ractapbajrepa. Typ-
CKU laHiciliepcku peli je TIPOIBETAO MOJ PACUCTMYKMM HalajMa cTBapajyhm onmujy’ 3a mpen-
cTap/bame MaeHTuTeTa Mehy Typckom omnagnuoM. MebhyTtum, Hapounto mocre 2000, Typcke
HapojJHe UTpe MOCTajle Cy Bobap HauuH 3a ouyBame cehama u ‘ucrpajaBame’ Mebhy Typckom
OM/IaInHOM. Y OKBMPY OBOT pajia, II0jMoBM 3aBM4aja u cehama he ce pasymern xpos Hapop-
HO-TIJIECHE TIpaKce Koje he 6utn objanrmene TepMuHuMa 6aHATHOT HaIMOHAMN3MA, AMjacIope
U usileHTUTeTa. [lyXOBHA, €KCTaTMYHA UCKYCTBA TYPYMHCTBA TOKOM IIJIECHUX (3ej0ex) Ipakcu u
IIeca Kao Ky/ITypHOr ‘oTmopa 1 nobyse’, 6uhe cxsaheHa y KoHTeKCcTy kpuse upeHTUTETa Mehy
nyecaunMa ,Ereranna” Yima u PaBens6ypra y Hemaukoj.

Ilaxun Janpus je CTyJeHT BOKTOPCKUX cTyauja lleHTpa 3a IMOCTAUIIOMCKE CTyhuje KyaType
Yuusepanrera Jycryc J/Iubex, Imcen. Macrepupao je Ha Cryamjama kynrypHor Hacnmeha Ha
LlenTpanmHOEBpONICKOM yHMBep3uTery y bedy u mmmnommpao Ha Cryamjama mnpesobemwa u
TyMadewa Ha bocdopckom yHuBepsurery y Vicranbymny. Takobe je roguny maHa yuecTBOBAaoO y
»~KopeoMyH/ycy”, MHTepHAIIIOHA/THOM MacTep MPOrpamy 13 00IacTu IJIECHOT Ca3Hama, IpaKce
u Hacneha. O6macTy WeroBor MHTepecoBama Cy (KylITypHO) cehamwe M HapaTuBu, MuUTpauyje,
KYITYPHU UAEHTUTETH, POJIK/IOP, YCMEHA UCTOPUja Y HAlIMOHA/IN3aM.
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Mapko Kenbn

IoreHT

YHuBep3nteT 3a My3uky u nsBobhauxe ymernoctu y beuy (Aycrpuja)
koelbl-m@mdw.ac.at

ITosparaxk y IIpagomosuny: My3sm4Ko NOPEKIO y XPBATCKOj MalbMHM Y AyCTpUju

XpBarcka ped ,IIpaJJOMOBIHA’, OTAlIOMHA Ipeiaka, apeKTUBHO je OpeMeHNT ojaM Koju pede-
puire Ha HeofpeheHe pernje maHaurme XpBarcke 1 XeplieroBiHe Kao MeCTa IOpeK/Ia JaHallbe
XpBaTCKe MamIHe Y jyTOUCTOYHO] ayCTpuUjcKoj mpoBMHIMjU By prennany. Murparnuje cy sabere-
keHe y XVI Bexy. XpBaTcKy je3UK U KyATYPHY U3Pasu y Byprennanmy passuim Cy ce He3aBUCHO
y HOBOM OKpPY>Keby, I7le ce OfpakaBajy [0 JaHac, IIpU YeMy I03HaBame jesyKa yop3aHo omaja
meby mmabhyum nmpumagHuiuMa oBe MamMHCKe 3ajefHuIle. ETHOMY3MKO/OIIKA MCTPa>kKMBatba
KOHCTAaHTHO Cy HaIJIalllaBajia TPAHCKYITYPHe Ipoliece y XpBaTCKOj MySUIM U IIecy y bypren-
JMaHy, CTaB/bajyhy y mpBu mmaH Mahapcke yTuijaje y My3suiy 1 ocTapsbajyhy Mysuaky MauoM
y lIVMpY, TAHOHCKYM KOHTEKCT. 3a1cTa, pasMeHa nsmely xpBarckux cena y bypreHmanay u muxo-
Be [Ipagomosune 6una je roroBo Hemocrojeha, a KynTypHM TpaHcdep oaUrpao ce TeK y Apyroj
nonoBuHY XX BeKa C YBO30M pelpe3eHTaTBHOT MHCTPYMeHTa, TaMOypHlie, 1 TIOITy/IapHOT MY-
3MYKOT peneproapa u3 XpBaTcKe.

Otyn ce y oBOM pajy pasMaTpajy Marbeé MCTPaKMBAHM ACHEKTM TPAJUIVIOHAJIHE XPBAaTCKe
MysuKe 1 Ijieca y bypennanny — mysuduke xopenanuje ¢ Ilpagomosurom sajenuuue. Pasmarpam
Mysudke pedepeHlle Ha JOMOBUHY IIpefjaka IocTaBkajyhn cregeha mmurama: mra cy Mysmdke
Bese usMeby Xpsara 13 byprennanzia v BUXOBUX 0alTKaHCKUX KOPeHa 1 KaKo ce oca AycTpuja—
bankan MaHUdecTyje y BUXOBOM MYy3MYKOM mopekny? IIpmrasum oBuM nuramyuma Tymadehn
Menofiujcke 06/MKe, MHCTPYMEHTATHEe ¥ BOKa/IHe CTUIOBE U CTUXOBE HApPOJHMX IecaMa, Kao 1
IJIeAMIITA YWIAHOBA MambIHCKe 3ajefiHuIle Koja ce Kpehy usmeby npucajara Mysm4kmux KopeHa
u ersotusyjyhux Hapatnsa 6ankanusma. [labe, pasmMaTpaM Kako Mjeje o My3M4KoM Hacnebhy n
MOPEKIIy HOCe IMpe APYLITBEHO-IOINTHYKe UMIIIMKALMje Y OfIHOCY Ha acCMMIWIALIMjy ¥ O9yBambe
KYITYpe, Kao ¥ Be3aHO 3a UIEHTUTETE JIOKAJIHMX Ce/la M PErVOHATHO IIpUIIa/latbe.

OBaj papi mpoucTude 13 eTHOMY3UKOIOIIKKX CTY/IVja Marb/HA M 3ACHOBAH j€ HA MOM OPUTMHATHOM
TEPEHCKOM Dajly M MCTPaKuBarby apXMBCKOI MaTepujajia U3 Iepuofa Of INe3[eceTUX [0
ocamzieceTyx rofuHa XX Beka, KOji ce II0Ce6HO OHOCH Ha MY3MUKY TPajMIMjy XpBAaTCKOT cena
Crumaxu y byprennanpny.

Mapxko Ken61 je nouent n me¢ Karexpe 3a ucrpaxnupame HapogHe My3JKe U eTHOMY3UKOIOTjY
Ha YHMBEp3UTETy 3a MY3UKy U usBobauke ymeTHocTn y beuy. Iberosa cmenujanmmsannja cy
My3MKa U IJIeC MambJHA ¥ MUTPAHTCKUX 3ajeHIIA, a MHTEPECyjy ra MHTEePCEKLMjCKe, KBUP-
¢dbeMMHUCTUYKe U HOCTKO/MIOHMja/IHe IHepcIieKTuBe. Iberose o6macTy MCTpaxkmBama Cy CMPT
U JKajbewe, I7IAC, IUIeC U pofi; TeKyhe TepeHCKO MCTpakiBame y OKBUPY XPBAaTCKe MaIbIIHE
y Byprennmanpy, mMurpanrcke 3ajegHmie y Bedy, moce6HO aBraHmcTraHcke msbernmmie, Kao U
Xpsarcka, bocHa n Xepuerosuna u Vpaun. Mapko Ken6n je mpencenasajyhu ICTM Cryaujcke
TpyIe 3a MY3MKY, POJ, I CEKCYa/THOCT.
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JIynsa Knayc

HokTopaHz,

EBporicku 1ieHTap 3a cTyauje jeBpejcke mysuke (EZJM);

Bucoka 1mkosna 3a Mysuky, Teatap u Meguje y Xanosepy (Hemauka)
klausl@stud.hmtm-hannover.de

»...keinerlei ‘Weltgeltung’ wie etwa eine Beethovensche Symphonie” -
KomnaparusHa cryguja Equr Iepcon-Kusu o ’opujeHtanHom’ Mmysudapy

o momenTa nmurpanuje y Mangarny Ilanectuny 1935. rogune, HeMauKo-je€BP€jCKM MY3MKOTIOT
Ennt Tepcon-Kusu (1908-1992) saBpumia je ctyamje KaaBupa, yeMmbana M My3UKO/IOTHje Y
Bepnuny, ®pajoypry u Jlajnunry. Hanncana je gucepraunjy non HasusoM Studien zur Geschich-
te des italienischen Liedmadrigals mop menTopcTBoM XajHpuxa becenepa y Xajnenbepry, unje je
VHTepeCcOBambe 32 PEHECAHCHY MY3UKY U (M/IONOIIKY IPUCTYI TUIIMYAH 32 TO BpeMe yCBOjuIa
y notnyHocTu. IToToMm, y ckomny cBoje eMurpanmje 1 HoBOT odeTka y Ilanectnnm, okpeHyna ce
BUIIIE TIpeMa eTHOMY3VKO/IOLUIKYM TeMaMa, IIPU 4eMy joj je OepnmnHcky eTHOMYy3uKoror Pobept
Jlaxman (1892-1939) 6uo jemaH of K/bYYHMX y30pa y IpBUM roguHama. bes 0o631upa Ha meHO
IMCUUIUIMHAPHO TIpeycMepee, eBpOlleHTpuYHa InepcrnekTtuBa lepcon-Kmsujese ocranma je
yBEK IIPNCYTHA, y OHOCY Ha MCTOpUOrpadujy yoIure, Kao 1 Ha KyITypanHy Hagmoh 3amazma y
opffHOCy Ha VIcTOK. Y CBOM METOIOJIOMIKOM IPUCTYIY 61ta je 6mucka Hacnehy Pobepra Jlaxmana
u Abpaxama IIBu Vpensona (1882-1938) — xommnaparusHoj Mysukonoruju (Vergleichende Mu-
sikwissenschaft). Vlnak, y ofHOCy Ha CBOje HONMMUTHYKe ujeane (IOceOHO Kaja je y NMUTAmY
ycIocTaB/bambe AMIUVIOMATCKMX Be3a u3Mehy HoBoocHoBaHor Vspaema u CasesHe Pemy6nuke
Hemauke), lepcon-KusujeBa je roBopuia o Amjanory m CUHTe3M, a He CaMO O KOMIIapanyju u
IIpeporaTuBy MHTepIIpeTaluje.

OBa NOBpeMEHO HEKOH3MCTEHTHA IO3MIMja MaHM(pECTOBa/la Ce IOCeOHO Y MY3MKOIOMIKOM
uctpaxuBawy Mysuuap y gpywitisey: Vcitiox u 3aiiag (The Musician in Society: East and West),
OPUTVMHATHO IPUIPeM/beHOM y popMM IpefaBama 3a paaMjcky npeHoc 1946. rognue. Iepcon-
Kusujesa ce Bpahana cBojuM nMpBOOUTHUM NiejaMa TOKOM HapefHe TpU JielleH1je, 0OjaBUBIIN
CBOjy CTyAMjy Ha HEKONMKO je3VKa U y HEKOJIMKO Bep3uja. Y OBOM pPajy He KEeNMM CaMo Jja
IIPe/ICTaB/M OBO UCTPAK/Balbe y HerOBUM IVIABHUM KapaKTepUCTUKaMa, Beh u f1a pasMoTpum
eMMCTEMOJIONIKE U TIONIUTIYKe IIpobrieMe: ¢ ;o6poM HamepoM lepcon-KnBujeBa ananmsuparna je
(xkynrypHe) KoHcTenanuje Mohu nsmelhy VcToka 1 3anaza, pasMuiibana o 3alafHOj AKBUSUIII
3HaWa ¥ IOBE3aHUM CTepeOTMINMA — Iy caMo Aa 6u ojauama ose Mehycob6HO cydemene
KaTeropuje Koje je mopegua.

JIynsa Kmayc pobena je 1990. rogune y Munxeny. Cryanpana je 6mok-dayty y knacu Xana Toma
y bpemeny (2009-2014), a 3aBpummna cryguje y knacu Muxaena ®opma y bepny. IToxahana je
MacTep CTyAuje My3uKoyoryje Ha Brucokoj mkonu 3a My3uky, Teatap u Mefuje y XaHosepy (2017-
2019). Pagn kao mcrpaxusad capaguuk Ha VHcTuryry Codm [Ipunkep y bpemeny op 2014.
TOAMHe, IOopef Tora IITO je akTuBHU My3udap. Oxn 2020. ropguHe noxaba gokTOpcke CTyAuje Ha
EBporckoM IieHTpy 3a CTyAUje jeBpejcke My3nKe IIpy Bucokoj Ko 3a My3)Ky, TeaTap 1 Mefyje
y XaHoBepYy, I7le pai Ha IUcepTalyji 1of, pafiHuM HacoBoM Educitiema xao ilipanchayuonanta
ympexcenocii: iapaguima Vcimiok-3aiiag y genuma Equiti Iapcon-Kueu (1908-1992).
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Janka Jlajuh Muxajnosuh
Hayunu caBeTHUK
Mysuxonomku nactutyt CAHY (Cpbuja)

danka.lajic.mihajlovic@gmail.com

ITpeBasmnakeme nopene Victok-3amaj: opkecTpu mMMeHuX gyBada 3 Cpobuje
n3Meby HapogHIX My3SMYKNX IPpaKCK U My3WYKe UHAYCTpHje

OpKecTpy IMMeHMX yBada CTEK/IN Cy TOCeOHO MECTO Y CPIICKOj Ky/ITypy 3axBasbyjyhu dpecTusamy
»lparadeBcku cabop Tpybada” Koju ce opranusyje y ceny I'yqa y 3anmagnoj Cp6uju (crora mosnar
u xao ,,Cabop Tpybaua y I'yun”). Yiora oBor dectuBana y popMuparmy MHTEPKY/ITYpPHOTL, I1a YaK
Y TPAHCKY/ITYpPHOT KBajJIMTeTa MpaKce My3MUIMpara OBaKBUX opKectapa Beh je 6mma mpenmer
HaXXibe ay TOPKMHMX MCTPaKuBamba. [IOHOBHO ITPOMMII/bathe OBE TEMe Y3POKOBAHO je HeTaBHUM
yIucuBameM IpaKce My3MIpama OpKecTapa NMMeHNuX AyBada y HaumoHamHm perucrap
HeMmarepujainHor KynrypHor Hacneha (HKH) Peny6mmke Cp6uje. Hamme, MCKycTBO ayTopke
Kao YIaHa PaJHuUX IPyIa U Tela Y KojiMa Cy JOHOIIeHe OfiTyKe y HanyoHanHoM cuctemy HKH
y Be3U C KapaKTepUCTMKaMa Cajpskaja OBe IIPaKCe MOHOBO je CKPEHYIO HMaXiby Ha IIMPUHY
pemepToapa 1 CTHIMCTIYKe KBa/TUTETe IPaKce Koja je cxBaheHa Kao 1eo KYATYPHOT UAEHTUTETA
cranoBH1Ka Cpb6uje. Crora he oBoM mpmnnkom maxkwa 6utu nocsehena apyrum moryhHoctuma
3a MHTepPKYITYpHe CycpeTe, Kao IITO Cy TOCTOBaba, KOHI[EPTU U TypHeje CPICKUX OpKecTapa
y MHOCTPAHCTBY, KOja Cy 4eCT OOMMK pajHUX MuUrpamnuja Mysudapa. Vako cy TakBe IIpuInKe
y onpebenoj mepu 6uBane u panmuje, Beha BU/BMBOCT IpaKcy OpKecTapa JIMMEHMX JyBada
IOTIpUHENA je MHTEH3UBUPAaby BIUXOBMX aHraXMaHa BaH Cpbuje. VictpaxnBamwe he ykpyuantn
pasroBope ¢ MysudapuMa Koji Cy MCKYCUIM HACTYIIe y MHOCTPAHCTBY, Kao U aHAJIN3Y HIXOBUX
penepToapcKux IOAUTHKA. Y Be3) C TeMOM CUMIIO3MjyMa, HoceOHa maxmwa 6uhe nocsehena
pesyaTaTuMa cycpera C pasaMuuMTUM KyiTypama Ha Victoky' m ’3amapy u edexTuMa Ha
MySHLMpame CPIICKUX U POMCKIX OpKecTapa KOji ce YeCTO IOCTaB/bajy Kao CUMOO/II KYITypHe
OuHapHOCTM Y ToMeHy Opac Mysuke y Cpoujn.

anka JIajuh Muxajnosuh je Hayynu caBeTHUK Mysuxkonomkor nacrutyra CAHY. JlokTopn-
paia je y 061acTyi eTHOMY3MKOJIOTHje C JUCEPTALMjOM O CPIICKO] eIcKoj Tpaauiuju. Hbena nc-
Tpa)KMBayKa MHTEPeCOBaba YK/bYUyjy TPaAUIIMIOHATHY MY3UKY, My3M4Ke MHCTPYMEHTe, Kao 1
Bese usMeby TpagnuoHanHe My3suKe, My3U4Ke MUHAYCTPYje U KY/ITYPHUX ITOTUTHKA. YK/by4eHa
je y ummnnemenranujy YHECKO Kowusenyuje o ouysawy Hemaitiepujantol kyniiypHol Hacneha
(2003) y Cpbuju. Takobe, mpoy4aBa QyHKIMOHNCAbe HAIIVOHATHOT CUCTEMA 32 OYyBame He-
MaTepyjalTHOr Ky/ATypHOr Hacneha, moceOHO y Be3an ¢ Mysnykum HacneheMm. AHarakoBaHa je
Ha PasIM4YUTUM NO/bMMA €THOMY3MKO/IOTHje KPO3 capajiby C P>KaBHUM KyITYPHUM MHCTUTY-
I1jaMa 1 y/ipy>KemblMa II0Be3aHNM C Ky/ITypOM y HEBIaJTHOM CEKTODY.
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Pymmana Maprapurosa

HoueHT

NucturyT 3a ymeranuke cryauje BAH (Byrapcka)
rumiana margaritova@yahoo.com

ConumjanucTaka 6yrapcka ,ecTpagHa Mysuka” 3a 6yrapcke Typke:
KYITYPHU, APYUITBEHN ¥ TOTUTUIKN aCIIEKTH

[Tosunuja Typaka y byrapckoj — momynanuje kKoja je BehHOM MCTOPMjCKM ITOBe3aHa C OCMaH-
CKVUM Hace/beHMIMa Ha bankaHy — ofyBek je 61a 3HayajHa TeMa y Oyrapckoj HallVIOHaJIHOj
nonutuiu. Y goba conyjanucrusma (1944-1989), snamajyha Komynucrnuka napruja ynoxmna
je moceOGHe HaIope y BUXOBY VMHKIY3Mjy YV ,O0yrapcky Hauujy . Amu, pasnuyunute BU3Mje KOH-
IIeTITa, Kao ¥ Jpyrauujyu ofabpaHy MyTeBNU 3a MOCTU3Abe YK/by4Yeha, BOAIN Cy Ka OPeYHUM
pesynTaruma.

Mysunnpame 6yrapckux Typaka yrIaBHOM je cMaTpaHO e(eKTUBHUM MHTETPALMjCKUM ajia-
TOM Y IOMEHYTOM pa3fgotpy. OcuM TpafiuIIOHaIHe MY3UKe, KOja je 0XpabpyBaHa y LM/by ap-
TUKYJIallMje ¥ IpefiCTaB/batba eTHUIKOT UAEHTUTETa, IOCTOjao je Crenudnya MogKaHp mMo-
Iy/lapHe My3MKe Y KOjU je OBa IOIyJIanyja 6uia yKk/bydeHa, Kako y CBOjCTBY IyO/IMKe, TaKo
U u3Bohava: Tako3BaHa ,eCTpajgHa Mysuka (WIM ,eCTpafiHe mecMe’). Yumjajyhu yruiaje us
eBPOIICKe IOITyJIapHe MY3UKe, pa3BUJIa je COICTBEHe JIOKaTHe KapaKTepUCTHKe, aHTaxyjyhu
BIUCOKOIIO3NI[MOHVPaHe podecroHaTHe Oyrapcke KOMIIOSUTOpPE, apaH)Xepe, IeCHIKe 1 TIeBa-
ve. ,EcTpagHa Mysuka” ZOMMHMpaAna je My3UYKMM II€j3akeM 3eM/be TOKOM CefaMIeCceTuX 1
ocampeceTux roguHa XX Beka. IIpBi Kopauy y TOM IpaBLy YK/by4MBaIK Cy IONynapHe 6y-
rapcke ,ecTpajiHe mecMe’ IpeBeieHe Ha TYPCKU je3VK M JiBOje3VuHe IecMe (Ha TypcKoM 1 Oy-
rapCcKoM), Koje Cy M3BOAVIIN 1 OyrapcKu U TypcKu meBaun. Kapaktepuctiuke KacHMjer MOfiena,
YCTaHOBJ/HEHOT TOKOM OCaMJIeCeTuXx, Ouie Cy 3ajefHUYKM OyrapcKu ecTpajHy 3BYK, TYPCKU
CTUXOBU ¥ TYpCcKy n3Bohaun us Byrapcke.

Y pany hy ce pokycuparu Ha oBaj deHOMeH, IpeficTaB/bajyhn MMYHOCTU yK/bydeHe Yy mera 1
aHanmM3upajyhu mwerose KyITypHe, APYILITBeHe U MOMUTIHYKe KoHoTaruje. OcHoBa paja 6uhe
pasrosopm ¢ I/I3BOba‘U/IMa, cTBapaonuMa U IIpefacTaBHUIIMIMA HY6TII/IK6, Kao " peI€BaHTHU
APXMBCKN NOKYMEHTU U 3BY4YHI CHUMIIN.

Pymmana MaprapurosBa je foLeHT Ha VIHCTUTYTy 3a yMeTHMYKe CTyAuje byrapcke akagemnuje
Hayka. CTek1a je 3Bare MacTepa y o6/1acTu Mysukoyoruje Ha HalmonaaHoj My3ndkoj akageMuju
»IIpod. [Tan4o Bragurepos” y Coduju u ogbpannia JOKTOpaT y 06/1acTi eTHOMY3UKOJIOTHje Ha
NuctuTyTy 3a ymetHnuke cryauje bAH. Ibena ncrpakmBadyka MHTepecoBama U MyOnuKauje
¢doKycrpaHu Cy Ha MHCTUTYLIMOHAHNU PasBoj TypcKe TpajguIMOHaNHe My3uke Ha bankany,
aJIeBUTCKO-0EKTAIIKY PUTYATHY MY3HKY, Ka0 ¥ Ha TPaJUIIVIOHATTHY MY3UKY Y MYJITUKYJITYPHUM
cpefuHaMa.
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MBana Menuh
Buiy Hay4HU capagHUK
Mysuxonomku nactutyt CAHY (Cpbuja)

dr.ivana.medic@gmail.com
Jby6uma Crojanosuh JIync u reHesa yuiicu yesza (Gypsy jazz)

Y oBoM pany aHanusupahy renesy xxaHpa jy>xmaukor yuticu yeza (Gypsy jazz), Koju je pa3BUIO He-
KOJIMKO MICTAKHYTUX POMCKMX My314apa 13 rpafiosa jyxHoucrodne Cpouje, Humra n Jleckosiia,
npu 4eMy hy KOpUCTUTY Teopujy KyniliypHux xudpuga v napaguimamickux wpanchopmayuja
PagocmaBa hHokmha. MHOTM KapaKTepUCTUYHMU XXaHPOBM CPIICKOT, ¥, MIMPe, jyTOCTIOBEHCKOT
KY/ITYPHOT IIPOCTOPA, HACTA/IN CY KaO pe3yITaT MapajurMaTcKux TpaHcpopMaliyja MHUIUja-
HO CTPaHMX MY3MUYKMX upnoMa (6110 ayTeHTUYHMX , 6110 Beh KOMOAV(PUKOBAHUX) Y pasin-
YUTUM UCTOPUjCKUM TpeHynuma. Hoknh je mepuHmMCcao yeTupu HEONXOfHA KOpaKa 3a TaKBe
TpaHcdopmanmje, erHomysukonor Ilpexpar Munanosuh ux je noTom ynorpe6mo ja 61 peKoHK-
CTPYMCA0 Te€He3Y CPIICKOT eiliHO 1e3d, JOK CaM ja MMIIEMEHTMpaa OBY TEOPU]jy Y CTYIUjY O KaH-
py Balkan folktronica 2014. ronuse. Ananusy hy mnycrpoBaty nmpumepuma U3 guckorpaduje
JICTAKHYTHOT MHTEpPIpPeTaTOpa CPICKOT yuiicu yesa, Jbyoume Crojanosuha Jlyuca. Pohen je y
JleckoBiry 1952. rofiuHe, a MOTMHYO je y ayroMobuickoj Hecpehn 2011. rogune. Off BeTHHCTBA ce
3aMHTEPeCOBa0 32 MY3MKY M CTeKao HaiuMak JIyJc Kao leBeTOroAMIIbaK, 3aXBajbyjyhn ycrment-
HUM uMuTanujama nereagapgHor Jlyja (Jlymca) Apmcrponra. ITo 3aBpuieTky My3ndke IIKOe y
Humy, JIync je noctao npodecronanuu Mmysudap 1969. ronuse, y celaMHaecToj TOMHN, Kajja
ce npuapyxxno Humkom yapyxemwy 3abaBHe U 1ie3 MysuKe. Y IOYETKY je M3BOAMO CaMoO Iie3
CTaHJlapfie, A/ je I0YeTKOM ceflaMpeceTux roguua XX BeKa y CBOj perneproap Io4eo Jja yBOgu
CTaporpajicke IecMe, CeBJJaIMHKE ¥ TPAJUIMOHAIHY POMCKY My3uKy. IIpefcrasuo je ose mec-
Me Y MOZIEepHUM IIOII-[le3 apaH)XMaHMMa, KOpUCTehy MHCTpYMeHTe IONYT e/leKTpUYHe TUTape u
CMHTHCAj3epa U MHTepIpeTnpajyhy nxX y KapakKTepuCTUYHOM TPJIEHOM, cKelll (scat) MaHupy, IO
y3opy Ha Apmcrponra. Ha ocHoBy JlyncoBux necama, ykasahy Ha cimysocTu n pasnuke n3mehy
etliHo ye3a VI YUlcU Ye3a Vi WIIyCTPOBATY YeTHUPU CTafiujyMa y GopMMpamy KyaTypHOT Xubpuza
Ko ILITO je Yuilcu ye3 — TO Cy KYAULYPHU JOTUUUAJU, KYILYPHU KOHULAKILU, UPOXUMAaree KYAiypa
U KYAypHo 3ajegHULLii60.

VBana Mepuh je Bumm Hayyuu capagauk Mysukonoukor nHCTUTyTa CpIICKe akafieMyje HayKa
¥l YMETHOCTH, BaHpeHN mpodecop Ha Pauynapckom dakynrery (Karenpa 3a MynTumenvjanun
nu3ajH) y beorpasy u mpencegnuiia Mysukonouikor ppymrsa Cp6buje. PykoBopmnan je
mehyHaponHor npojexra ,,Beyond Quantum Music”, koju je cy¢unancupana EBporncka yHuja
Kpo3 nporpam Kpeaitiusna Eepotia, xkao n pykoBopmial npojexra ,Applied Musicology and
Ethnomusicology in Serbia: Making a Difference in Contemporary Society (APPMES)”, koju
¢unancupa Ponp 3a Hayky Penybnuke Cp6buje. O6jaBuia je mer MoHorpaduja un mpexo 90
pajioBa U MOITIaB/ba y MOHOrpadujaMa, Te ypeana ieBeT KibUra 11 iBa Karanora. Jlokropupana
je Mysukonorujy Ha YHuBep3urety y Mandecrepy (Bennka bpurannja).
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Bupana Munanosuh
By Hay4HU capajHUK
Mysuxonouku nHcTUTYT CAHY

milanovic2801@gmail.com

Mysuka y Manmpamy jyrocToBeHCKe eTHOTeHe3e:
HapatuBu Bragumupa [IBopankosuha y npeBasmiaxemy oce Vicrok-3anap

®unosod Bnagumup [IBopuukosuh (1888-1956) 610 je akTMBHO YK/by4eH y 006/1acTu u Jyc-
IVIIMHE TIONYT ,,eTHO-TICUXONIOTHje” U ,HallMOHAa/IHe KapaKTeponoruje’, Koje Cy JOXKMB/baBasie
ycnoH mupom Espone y npBum penennjaMa XX Beka. Iberosa HajonmmpHuja 1 HajsHavajHMja
kwura, Kapakimeponoiuja Jyiocnosena (beorpaj, 1939), 3acHoBaHa je Ha eTMYKM YIUTHOj pac-
HOj aHTPOTIOJIOTHj| U NICEY/IOHAYYHOj KapAKTepOJIOTHj1 Halluja, Te Ce JaHAC MOXKe JIaKO IMCKpe-
puToBaTU. BobeH meonornjoM MHTErpaHOT jyrOCIOBEHCTBa, [IBopHUKOBMh je KOHCTpymcao
KOMIIIEKCHY €THOT€He3Y ,,PaCHOT U IICUXOJIONIKOT THIA 6aTKaHCKOT, IMHAPCKOT JyTOC/IOBeHa .
Iberosa KOHCTpyKIIMja HAIIOHATHE KapaKTepOJIOTuje McaHa je y aTMocdepn Tiponajama 3a-
maja M MOXKe Ce Pa3yMeTM Kao IMPEKTHO CYNpPOTCTaB/bakbe 3allafHOM OaNTKaHNM3MY U HeroBoj
cuMbonmnukoj reorpaduju Ha ocu Vcrok-3anay,.

Kapaxitieponoiuja Jyiocnosena 3acHOBaHa je Ha 00M/by YMeHUYHOT 1 CIIEKY/TATMBHOT MaTepHja-
na u3 6pojHUX obmacTu (AHTpoOIoOJIOrNUje, Icuxosnoruje, punosoduje, eTHONOTUje, YMETHOCTI
utph). [IBopHUKOBMA je Ha K®BU3YM pajjuo fy>Ke Of ABe JelleHrje. BaxHO je HallOMeHYTU fia ce
MY3MKa Ha/la3nia y CaMoM 3a4eTKy (opMMpama HberoBor KOHIenTa eTHoreHese. O ToMme cBe-
mouu merosa paHa cryauja Ilcuxa jyiocnosencke menanxonuje (3arpe6, 1925), koja je y 3Ha4ajHO
IPOIIVPEHOj BEP3UjU YK/by4eHa Y KIbUTY.

[IBopHMKOBIheBO Hemo jour yBek Huje 610 IpefMeT (€THO)MY3MKONOUIKMX MCTPakKMBamba.
Llvb M1 je 1a IerOBe HapaTMBe Pa3MOTPUM Y HIMPeM MHTENTeKTYaTHOM ¥ MY3/YKOM KOHTEKCTY
Mebypathe JyrocnaBuje u bankaHna. IToce6Ho hy ce dokycuparu Ha [IBopankoBuhesa 3anakama
O CeBJA/IMHIN U TYCIApCKOM eIy, Kao 1 Ha Bubema OpujeHTanu3Ma, Kako OMX pasMoTpuia
IbETOBe HApaTUBE O pPEreHepaTMBHMM KYITYPHMM CUJIAMa MHXEPEHTHUM IpeIMOJepHUM
APYLUITBEHNM M KYyITYPHUM CTPYKTYypaMa Ha jy>KHOCTIOBEHCKOj epudepuju Espore.

bupana Muranosuh je Bumy Hayyny capagHuk Mysuxomnomkor nactutyta CAHY. Marucrpn-
pana je Ha PakynTeTy My3MuKe yMETHOCTY YHUBEpP3UTETa yMETHOCTH Y beorpany, a mokropupa-
na Ha Operpemy 3a uctopujy @umoszodcekor dakynrera YHnsepsutera y beorpany. Ibena nayuyna
MHTepecoBama YKby4yjy My3uky o XIX mo XXI Beka, Kojy HacTOju /1a MHTETpUIIE Y KPUTUYKE
crypuje KynType u ucropuje. I[lpupennna je u ypennuia HeKOIMKO HayYHMX M3/jarba, ayTOpKa je
jemHe MoHOrpadumje, Te Buile of 90 CTyAMja HA CPIICKOM, €HITIECKOM, (PPAHIIYCKOM, HEMaYKOM I
TPUYKOM je3UKY, Koje Cy 0bjaB/beHe Y HayYHUM YacONMCHMA U TeMaTCKUM 300pHULIIMA PEHOMU-
paHMx nsgasada. bua je mornpenceganua Mysukonomkor apymrsa Cpbouje (2012-2018). Jenna
je O OCHMBaYa M WIAHOBA pemakiyje daconuca Mysukonoiuja — Musicology (om 2001). YnaH je
Opnbopa Operberba 3a CLIeHCKe YMETHOCTHM 11 My3uKy Marutie cpricke y Hoom Capy.
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Karapuna Hukonuh

VcTpakmBay nmpunpaBHUK

Mysuxonomku nactutyt CAHY (Cpbuja)
nikolic.katarina.995@gmail.com

KVY] ,banar”: ponknopna nirecHa rpyna Kao CpefcTBo OFp>KMBOCTHI
CPICKOT KyITypHOr Hacleha y KoHTekcTy mujacope

KynrypHo-yMeTHUYKO ApymITBO ,,banar” ocHOBaHO je y ceny lecka y jyroncrounoj Mabhapckoj
1948. rogyHe Kao jefaH Off HAYMHA O p>Karba M OCHaKMBalha UIEHTUTeTa CpIcKe MamuHe. Kao
pe3ynTar JUHAMUYHUX NPOolleca BberOBOT JPYLITBEHO-TIOMUTUYKOT U KY/ITYPHOT OKpY>Kemwa y
Mabapckoj, ,banar” je joxxuBeo pasnnyuTe IpoMeHe y MIeONOUIKMM U U3BOhadKMM cTpareruja-
Ma. CXOJ[HO TOMe, TPEeHYTHa JIe/IaTHOCT ,,baHara” yK/bydyje pasHOBPCHe HaulMHe IIpefiCTaB/bamba
u n3Bobemwa CpIcKor Ky/ITypHOT Hacleha, kao mTo cy: 1) crieHCKo u3Boheme TpafuLMOHATHUX
I/IeCOBa, 2) pykoBohemwe cprckux miecaynuna (Mab: tdnchdz), 3) npucycTBoBambe U HaCTyIambe
Ha CPIICKUM 6ajioBuMa U 4) 0XXUB/baBambe PUTYyasIa.

Emnupujcka casHama 3a morpebe oBOr pajia CTedeHa Cy crposohemeM (HeT)eTHOrpadCKOr Mc-
TpaKMBama off HoBeMOpa 2019. no asrycra 2020. roguHe. Ha 0CHOBY ZOKyMeHTOBaHOT MaTe-
pMjasia TOKOM TePeHCKOT Pajia, IpeficTaB/bajy ceé MHOTOOpOjHe aKTMBHOCTH CaJallIber [e/I0Babha
»DaHara” Koje yK/by4yjy Ipe3eHTannjy 1 usBoheme cprckor kynTypror Hacnebha. [lape, paj nma
3a IIWJb Jla OTKPMje KaKo Cy pasIM4nTy KOHTEKCTM n3Bobhema CpIckor KynTypHor Hacnebha ko-
punrheHn Kao MeXaHM3MM OCTBapMBama I/beBa ,baHata” y KOHTeKCTy Amjacnope. Hamocmet-
Ky, OBaj pajj MpeUCINUTyje ¥ TyMauu aKTUBHOCTU ,baHara” Kao cTpareruje ofp>KMBOCTYU KYII-
TypHor Hacneha xoHcynTyjyhu nocrynare YHECKO Kowusenyuje o ouysary Hemaiiiepujantol
kyniaypHoi nacneha (2003).

Karapuua Huxonnh je moxropany erHomysukonoruje Ha QakynTeTy MysudKe yMETHOCTH Y
beorpany u uctpa>kuBad npuIpaBHUK — eTHOKopeonor y Mysukonomkom nHCTUTYyTy CAHY 'y
Beorpany. IlapanenHo je macTepupasa eTHOMY3UKONIOrHjy Ha PaKynTeTy My3nuKe YMETHOCTH y
Beorpazny 1 eTHOKOPEOJIOTHjy 1 aHTPOIIOIOTH]Y II/Ieca y OKBUpPY Mel)yHapogHOT MacTep nmporpa-
Ma ,KopeomyHzayc”. Teme meHOT MCTPaXXKMBAIKOT MHTEPECOBAbA CY IIIEC, MY3MKa, MAabITHCKe
3ajefHuIle, PUTYAJI, AMjacliopa, MAEHTUTET U KYATYPHO Haclehe. AKTMBHO pafiyt Ha JOKTOPCKOM
UCTPa’KMBAYKOM IIPOjeKTY O OfpP>KMBOCTY CPIICKOT ItecHor Hacneha y Mabapckoj, ¢ poxycom
Ha IIecHe fiorahaje mox HasMBOM ,,CpIICKY 6amoBm’”.
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benma Oryn

ITpodecop poxrop

Texunuxn yausepsuret y Vcran6yny (Typcka)
ogulb@itu.edu.tr

HoBu marepujanncTuaky NpucTyn pasnukosama Victoka n 3anmapa:
jYroucTo4He My3uKe

HoBu MaTepujanmcTUYKM DPUCTYI HYAU KPUTUKY KapTe3UjaHCKOT AYanMCTUYKOT MUII/bema
IIPOCBETUTE/bCTBA, KOje je 61710 0CHOBA MOIEPHM3Ma M MaTepujamucTuykKor npucryna. Osa Bp-
CTa Jya/JMCTUYKOT pa3MUII/bama je, Takobe, 611a OCHOBa pasnnkoBama JcToka u 3amaga, cy-
repuinyhu ga VicTok nma eMoLMOHaIHe KyAType, JOK 3amaj MMa paljuoHaaHe KynaType. Mako
je OBa TBp/Iba OIIOBPTHYTA, jOII YBEK je Ba>XKHO pasyMeTu pasnuky usMehy Vcroka u 3anazna un
HadJHe Ha Koje je OHa 00/IMKOBasIa Hallle IepIienIiyje pasInInTuX KyJaTypa.

[Ipempa KynTypHO Hacnehe Huje GUKCUPaHO, HUTHU 3aCHOBAHO HA jeIMHCTBEHOj CYLITUHY, OHO
je IpOM3BE/IEHO M PEMHTEPIIPETUPAHO Off CTPaHE PA3HUX AKTepPa y PasIUIUTUM, ajli IIPeK/a-
majyhuM xoHTekcTnMma. Cehama cy ynieTeHa 1 peKOHCTPyMCaHa cafjallmbolnhy Ha OCHOBY IIpo-
IIJIOCTH, @ eMOLIMj€ UTPajy 3HAa4ajHY YOIy Y OBOj KOHCTPYKIIMjU. Ba>kHO je HalloMeHYTH fIa ce
eMoIlyje MOTy MemaTH Y 3aBMCHOCTH Of] CKOpPalllthe CUTYyalllje I jaABHOT MIberha, IITO 0JaTHO
HarIamasa GayngHOCT KY/ITYpHOT Hacleba.

Y 0BOM pajiy TBpAMM [ia MHTPa-aKTUBHO MOCTajambe MOKe 60/be 00jaCHUTM KaKO ce 3aIlIeTe-
Ha cehama nsBosie ja 6u ce mpeHeno KynTypHo Hacnehe u pekoHcTpymcano oo Hacnebe y jy-
I0UCTTIOYHOM PETUOHY Y OFHOCY Ha MHTepaknujy Vicrok-3aman. Ilomasehn ox comcrseHor re-
peHCKorT pajia y obmactu 1mieca u Mysuke of 2005. o faHac, yayouhy ce y closkeHOCT HaumHa
Ha KOji ce Tpajin Ky/ITypHO Hacnehe 1 Ha yory kojy emoruje Urpajy y 0Boj peKOHCTPYKIIVjIL.
KonkpeTHo, ananmmusupahy HaunHe Ha Koje pasIM4IuTy aKTepu Aenyjy (intra-act) jemHu Ha fpyre
1 KaKO BbUXOBE pafibe€ JOIIPNMHOCE CTBapaby 1 peI/[HTepnpeTauI/[jM KyATypHOT Hacneba Ha OBUM
IPOCTOPUMA.

berma Oryn 3aBpmna je ocHOBHe cTyAnje Ha Opceky 3a connmonorujy bocdopckor yamusep-
suteta 1 Ha AUZEF Opnceky 3a ¢punosodujy VicraHOynickor yHUBep3uTeTa, MacTepupaa je Ha
IIporpamy TypcKuX HapoOGHMX UTapa U IoKTopupana Ha [Iporpamy 3a My3UKONOTUjy U TEOPUjy
MysuKe Ha TeXHMYKOM yHUBep3uTety y Vicranbyiy. Pagu xao mpodecop Ha Onceky 3a My3uko-
norujy Typckor Mysu4KoT Ap)KaBHOT KOH3epBaTopyjyMa TexHNUKOr yHUBep3uTera y VcTanoy-
ny. Hamncana je pagoBe 13 067acTyt MysuKe/3ByKa U I/Ieca/Tesna y OKBUPY CTyAMja UAEHTUTETA,
Murpanuja, IpocTopa, eMonuja/adexara, eKojaoruje 1 IOCTXyMaHNUX ¥ eTHOTpadCKUX CTyAuja,
noce6Ho Ha bankany un y Tpakuju. Axrusas je wian ICTM Crypujcke rpylie 3a My3UKY U IIJIeC
y jyrouctouHoj EBpomnu, of ieHOT ocHuBama 2008. rogune. Y ancam6ny ,,Ritimkollektif” cBupa
yaapasbke of, 2016. roguHe.
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Mexmer Oban O36mnrun
ITpodecop poxrop
Jp>xaBHU TypcKM My3n4ky KoH3epBatopujyMm Yunsepsutera Ere (Typcka)

ocal.ozbilgin@ege.edu.tr
TpOyurHu 1 youex MIECOBU Y TPAANIIMOHATHO]j IIecHOj KynTypu Typcke u Cpouje

TpOymHuM mec, mocMaTpaH KOPEOJIOIIKH, jecTe BPCTa Ileca Y KojeM Cy MOKPeTH KOHIIEHTpHCca-
HU Y CTPYKY, CTOMaKy u 60okoBuMa. [loctoje pasnuunra MuLbemba 0 MOPEKITy TPOYIIHOT IijTe-
ca. Hajuemrhe Munubeme 0 1beroBoM IOPEKITy jecTe Ja je OBaj IJIeC IMPOM CBeTa IMPOLIVIPUTIO
IMITAHCKO/POMCKO APYIITBO. ¥ CBAKOM IIPOILIECY Y KOjeM je IIMTaHCKO/POMCKO JIPYLITBO KUBETIO
Ka0 HOMA/JICKJ Hapof] ¥ IEPUOJIMYHO Ce Hace/baBaslo, II0jaBuUJIe Cy ce HeKe KYITypHe IPOMeHe Y
BUXOBUM COICTBEHUM CTPYKTYpaMa, Kao 1 Y CTPyKTypaMa JIpyIliTaBa C KOjiMa Cy JOTa3uIn y
KOHTaKT.

Y ocMaHCKOM nepuopy, 6uo je mmupoxo npuxsaheHo fa je TpOYLUIHY IJIeC €THUYKY II/IEC POM-
CKVX 3ajemHM1A y AHajjonuju n Ha bankany. MehyTum, nanac je yowsnso fja ce TpOyurHm me-
COBU U3BOJie Y TPAANLIMOHA/THOj )KMBOTHOj KY/ITyPU MHOTMX Pas/INYUTIX eTHUYKIX 3ajeTHNULIA.
Y ucrpaxxknusamwy Kepon CunsepmaH o mecy Ha bankany, Buju ce fa mocroje pedepeHiie Ha
TpOy1IHM 1Iec Koju nopceha Ha ‘Typcku’ naentuter (Silverman 2006: 143).

OBa cTyzuja IpHUCTyIIa OCMaHCKOM KY/ITYPHOM Hacneby 13 mepcrekTuse ro6anHe NCTOpHje U
eTHOKopeosnoruje. Pokycupajyhu ce n Ha TpOYyIIHY IJTeC U Ha Youek, IIpaTe ce [Be JMHMje UC-
TpaKMBama: 1) TPAHCHAI[MOHATHY YTHUIIAj: UCIMTUBAbe KaKO IMPKyINCcame 1 yTulaju nsmehy
Pa3IMYNTUX PETMOHATHNX KOHTEKCTA IOHOCe KyATYPHE CPOTHOCTH, KA0 ¥ Pas3/inKe; 2) eMOIN-
OHAJIHU YTUILIAj: UCTPAXKMBAIhe eMOIMOHATHOT YTUIIaja eTHUYIKE XeTeMOHNj€e, Kao ¥ peaKkLuje.

Y oBoj cTyauju he ce CTpyKTypHO U KOMIIapaTMBHO aHAIM3UPATH TPAAMIMOHATHN TPOYIIHN
IJleC ¥ Yo4yedkKa IUIeCHa Ky/ITypa 3ajefHIIa Koje cy Murpupaine usmehy Anagonnje n bankan-
CKOT IIOJTyOCTPBA, Ka0 U COLMOKY/ITYPHA NepleNijija TpaJuIMIOHaTHOT TPOYITHOT U YOUEIKOT
Ijieca off CTpaHe MOjelNHIIA U JPYIITBA. Moji 3aK/by4lu U3BENEHN Cy U3 OTPAaHUYIEHNX TeHe-
panusoBaHux nHpopmamuja fobujeHnx ox Typaxa 1 MelITaHA U3 POMCKe YeTBPTHU KOjU )KUBE y

rpany Bpamy y Cpoujn.

Mexmer Obhan O36unruH je npodecop, feKaH Ap>KaBHOT TypcKOr My3MYKOT KOH3epBaTOPH]jy-
Ma YHusepsuteta Ere y Vismupy n npepcenasajyhu ICTM Cryzamjcke rpyrie 3a My3HKY 1 IJIeC y
jyroucrounoj Esponn. Op 1991. rogune npesiaje Ha KypceBMMa O BpCTaMa, JKaHPOBMMA 1 MCTO-
puju mrecosa y Typckoj, kKao u o ussobemwy TpaanimoHanHux urapa. Iberose mybnukanmje un
VICTpa)KMBauKe Mpe3eHTalyje obpabyjy cTpyKTypHY aHamM3y aHAaJONCKUX TpPafUIMOHATHIX
II7IECOBA U IPOMEHE y COLMOKYITYPHOM KOHTEKCTY.
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Oumni IleTkoBcku
Hokrop, He3aBycHM ucTpakusau (CeBepHa MakenoHnja)
petkovskifilipmk@gmail.com

bankannsanuja OpujeHTa: IpeoKpeHyTH NOITIEN; Ha OPMjeHTaTn3aM

JTOK ce KOHILIENT OpMjeHTanu3anuje OgHOCK Ha KOHCTPYKIMjy U penpeseHTanujy Victoka xao
ersoTUYHOT ¥ MHepuopHoOr J[pyror yHyTap eBpOIICKOT KY/ITYpPHOT AUCKYypca, Ha bankaHy ce
OpujeHT yecTo 3aMUII/bao KPO3 IPU3MY OCMaHCKOT HAPOZHOT U YIIpaBe KOoja je OKyIMpasa pe-
ruoH. TepmuH ,,6ankaHn3anyja’, ¢ Apyre cTpaHe, OHOCHU ce Ha pparMeHTaLNjy VI MIOJeNy pe-
TMOHA VM/IU IpXKaBe Ha Mame, 4eCTO HellpujaTe/bcKe eHTUTeTe. TepMIH ce Besyje 3a bankaHcko
IIO/IyOCTPBO, KOje je TOKOM CBOje VICTOpYje HO>KMB/baBalo MOMUTUYKY M €THUYKY (parMeHTa-
1ujy. OBOM IIpe3eHTaIMjoM MMaM 3a LIM/b Jla UCTPaKUM MHTepaK1njy usMehy opujenrannsa-
nuje n 6ankanusanmje, Goxycupajyhn ce na bankaH kao nmpumep Kako ce OBU KOHIIEITY YKp-
mrajy. Y npeseHTauuju he ce aHammsmparu Kako je bankaH koHcTpyncaH u kao ‘OpujeHT y
OKBMPY €BPOIICKOT KY/ITYPHOT AUCKYpPCa U KaKo je TO JOIPUHENO OfipXKaBamby OpUjeHTanucTd-
KIX cTepeoTuna u npernocraBku. Poxycupajyhm ce Ha cTyAuje caydaja Koje YK/by4yjy IUtec,
eTHOrpadcke punmose koju npukasyjy Crapy yapiunjy y CKoOIby 1 MORY a z1a illypka, ucnurahy
Kako je baskaH npeicTaB/beH y pa3muunTIM KYJATYPHUM OOMMIMMA M KaKO CY Te pelpe3eHTa-
1uje fonpuHesne usrpaamwy bankana kao JIpyror. OBom npesenTarujom hy, Takobe, Harmacutu
Ha4JHe Ha Koje ce M3Boheme MoXKe MCKOPUCTUTY 3a M3a3VBambe I IO/jpUBatbe OpUjeHTaTNCTI -
KUX NIPETIIOCTABKM 1 CTepeOTHUIa U KaKO MOXKe NONPUHETH IMPUM HONUTUYKUM U JPYLITBe-
HUM IOKpeTUMa, yCMepeHM Ha M3a3MBaibe U MOofipMBae opMjeHTanu3Ma. Ha Taj HaumH, oBa
npeseHTanyja gonpuHehe rekyhum mebatama o ynosu msBobhema y ocropaBamy OpujeHTaNIN-
CTMYKMX IIPETIIOCTABKY U cTepeoTuna u obesbenuhe popym 3a AMCKycujy o HaUMHNMA Ha Koje
ce u3BOheme MOXKe KOPUCTUTY 32 IIPOMOBNICalbe APYLUITBEHEe IIPABEIHOCTU U MHTEPKY/ITYPHOT
pasyMeBama Ha bankany u mupe.

®unun IleTkoBckM je oKTOpUpPao KyATypy u nepdopmanc Ha OnceKy 3a CBETCKY YMETHOCT
u Kynrypy/mnec Ha Kanmupopuujckom ynusepsurery y Jloc Anhenecy (UCLA) rpe je paguo
Kao npefabay. VNI aKTUBHO Y4eCTBYje Ha KOH(depeHIjaMa U CUMIO3MjyMMuMa 1 00jaBibyje
YIaHKe Y KOjiMa UCTpaXkyje TeMe Be3aHe 3a IJIeC, Hal[MOHa/IM3aM, UJeHTUTEeT U KYITYpHO Ha-
cnebe. OcHuBau je HeBaguHe opranusanyje ,Bynaryc” ns Ckorpa, Koja ce 6aBy NCTPa>KMBabEM,
3alITUTOM U NPOMOIjOM KYITypHOT Hacneha. Pagy xao cTpyumak 3a Hacrmehe Ha Hexonmmko
IpojeKara, JOK HacTaB/ba [ja yUeCcTByje y OpOjHUM pafioHUIIaMa 1 oOyKaMa 3a M3Tpajmby Ka-
IanuTeTa Koje HyJe pasHe eBpOIICKe opraHmsanuje, nonyTt Espona Hocrpa, Epasmyc ITnyc u
EBporncka komucuja.
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3mpasko PanucapmpeBnh

IoreHT

daxkynreT My3suuKe yMETHOCTU YHUBep3uTeTa yMeTHOCTH Y beorpany (Cpbuja)
ranisavljevicz@yahoo.com

A na mnypxa: penpesentarusHyu HKH erremeHT 601mauke iecHe Tpagunmje y
Cp6ujn

A 7na Wwypka je TMIIM4aH 6oumavyky Tpagunonanau miaec y Hosom ITasapy n okonnuu. OBaj
I/IeC je IIpBY IyT 3a0esieXkeH Ha mypeM noapyyjy Ilemrepcko-cjennyuke BucopaBuu, nsHapg Ho-
Bor ITasapa, cejamzecerux rognua XX Beka. ETHokopeornor fip Onusepa Bacuh caumuna je rpu
Bep3uje OBOT IJIeca Y MEeIITEePCKUM Ce/lMMa TI0J, Ha3MBOM: jegaH, géa U wpu a na wiypxa. OBe
Bep3uje Cy 3acTyI/beHe Y aKTYe/THOj TJIECHO] TPaKCy MIOMEHYTe BUCOPAaBHMY, a/li Cy IIOCTasIe 110-
nynapHe 1 y HoBom ITasapy ycnen Mmurpanuonux npomeca (13 cena y rpan). ITojam ,,a ma Typka’
IPBM IYT Y €THOKOPEOJIONIKOj MuTepaTypu crnomumy /bybuna n Januna Jankosuh 1937. ro-
nuHe y kwusu Hapogre uipe II. OBaj TepMMH je kopuirheH Kao cyQUKC 3a MyCTMMAHCKY TITeC
3BaH KanaxojHa (kanavojua a na wypxa) us Meroxuje (jyrosanagua Cpouja). [lnec a na mypxa
10 JJaHAC HMje TEOPUjCKM TyMadeH Y €eTHOKOPEOIOTMj!, MAKO jaCHO MMIIMLMPA TYPCKM yTUIIAj
Ha TPaJUIVIOHATHO OOLIHaYKo IIecHo Hacnehe y Cpbuju. HeonxonHo je HanmpaBuTy KoMmapa-
TUBHY aHa/IU3y C TYPCKUM ITIECHUM HacneheM, kopucrehn apxmBcke MmojiaTke 1 MaTepujaie us
HOBMjUX TePEHCKUX MCTpaXKuBama. L[1/b oBOT paja je aa ce yrBpae crielndUIHOCTY d /1d iypKa
Kao KOHKPETHOT IIIeCHOT oOpacia y akTyenHoj npakcu Hosor Ilasapa u okonmHe, anu u Kao
criennUYHOT HauMHA M3Bohema Koju ImpeficTaB/ba MyCIMMAHCKY IUIeCHY TPafiuIujy y jyrosa-
najHoj CpOuju, roTOBO jeJlaH Bek.

3nppaBko Panncasmesuh je noxTopupao je Ha Karenpu 3a erHomysukonorujy ®axynrera Mmy-
3u4Ke yMeTHOCTH y Beorpapy. JJoIeHT je Ha MCTOj KaTefpy, aHTA>KOBaH y 00/1aCTI €eTHOKOPEO-
noruje (ox 2010). Ynan je ICTM Crypnujcke rpyIie 3a eTHokopeonorujy (ox 2006.) u Cryaujcke
TpyIIe 3a MY3UKY U I7IeC y jyrouctounoj EBpomn (ox 2012). Hberose o6macTu MHTepecoBama Cy:
dbopmaHa KMHETHYKA aHAJIN34, IVIECHO-MY3U YK OfHOCH, €THOKOPEOJIOT1ja Kao AVMCIUIIINHA,
HeMaTepHjaTHO Ky/ITypHO Hac/ebe, Hal[MOHATHY MAEHTUTET. AyTOp je BUIlle HAYYHNX PafoBa 13
0671aCTV €THOKOPEOJIOTHje ¥ Y4eCTBOBAO je Ha OPOjHIM e THOKOPEOJIOLIKIM J € THOMY3UKOJIOLI-
KuM cumnosujymuma y Cpouju 1 MHOCTPaHCTBY.
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Cama Pankosuh

Banpepguu npocgecop

daxkynreT My3suuKe yMETHOCTU YHUBep3uTeTa yMeTHOCTH Y beorpany (Cpbuja)
sanjaetno@gmail.com

TpapumoHanHO NeBambe Y APy KemlMa CpIcKe Aujacrnope
CeBepHe Amepuke u 3anagHe Espone

OsBaj pan he mpencTaBuTH HOTeHLMjajIe IIPMMebeHe eTHOMY3UKONOIMje ¥ chepn ouyBama I
PEKOHCTPYKIMje TPafMIOHATHOT IleBakba Meby mpumagaunuMa cpicke aujactope y Cesep-
HOoj AMepu1iu u 3anajgHoj EBponu. Ped je o momynanuju Koja ce yrmaBHOM OKyTI/ba 0Ko CpIicke
IIpaBOC/IaBHE IIPKBE VI je OpraHN30BaHa y 6pojHe GoONKIOpHe aHCaMOrle, KY/ITypHe IIeHTpe U
Iipyre opraHM3alMje Yuji je b odyBame IJIeCHOT U mepadkor Hacneha. Kpos mpomec ayro-
eTHorpaduje 6uhe carmefaHa MMYHA UCKYCTBA U 3alla)karba IPUKYIUbeHa TOKOM PaJJOHNUIIA U
Apyrux obIyKa yuerma CPICKUX Mce/beHNKa I IIXOBMX IOTOMAaKa y IPETXOAHEe TPU AelieHje.
C TuM y Be3y, UMaja caM MPWINKY [a JUPEKTHO MPATUM HBIX0BA MY3MYKa MHTEPECOBamba, 00-
NIMKYjeM perepToap U yTU4YeM Ha OCTBapVBalbe HOBUX MY3MYKIX MCKYCTaBa. Y OBOM IIPOLECY
IOCeOHO ce MICTIYe y/IoTa eTHOMY3MKOJIOTa Kao IOCPeHIKA Y IIPEHOIehY 3Hamba ca CTapyjux
rerepanuja Cpba pohenux y matuiy Cpouju (u mupe, Ha bankany) Ha Miahe renepannje. Tako
ce Kpo3 paslIu4nuT IPOCTOp U BpeMe, IIpeMa TPOAVIMEH3MOHATHOM KoHIenTy TumoTnja Pajca,
‘cpehy’, mpeobnukyjy u/unu popmupajy HoBa My3udka UCKycTBa y ogHocy usMeby nesaya c Te-
peHa, eTHOMY3uKoora u Minaaux Cp6a ns gujacnope. [Intama koja ce mocTaB/bajy y OBOM pafy
OfIHOCE Ce Ha 3Hayere TPaUIIVIOHATHOT IleBaba 3a MPUIAIHIKE CPIICKe AMjacIiope Kao CIeIy-
¢ugHOT TIpocTopa’ y KojeM ce 0OMMKYyje My3UYKH JJOXKMB/baj 1 YCIIOCTaB/ba MehyreHeparujcku
KOHTVHYUTET Y HETOBAby TPAAMI[MOHATHOT IleBaba. IbuxoBa mepriemniuja je moce6HO MHTPU-
raHTHa ¢ 003MpoM Ha To jja ¢y CpOM OKYIUbeH)M OKO IMOMEHYTHX OpTaHM3aliyja y Aujacropu
TIOPEK/IOM W3 Pas3IM4YUTUX JlennoBa bankaHa. Y TOM KOHTeKCTY, ncnmrahemMo kpurepujyme mo
KojiMa OMpajy I0KaTHe ¥ perMoHaTHe TPaiNI[MOHa IHe IIeBauKe IPaKce U3 MaTHIle ca KojuMa ce
UJIEHTUPNKYjY U TOKUB/baBajy MX Kao CBOje.

Cama Pankosuh je Banpeguu npocdecop TpaguimonanHor nesama Ha Karegpn 3a eTHOMy3n-
konorujy @akynrera Mysuuke ymetHoctu y beorpany. Onpikana je 6pojHa npefjaBama, ceMMu-
Hape, KOHL|epPTe ¥ PafiMOHNIIE Y 3€MJ/bY, A/l I MHOCTPAHCTBY (Kanapma, CAJI, HIBajapcka, He-
Mauka, Opaniycka, Makegonnja, Mranuja, XpBarcka, Mabapcka, Ayctpuja, ITobcka). Pagu xao
IpefaBay TPAaAMIIVIOHAHOT NTeBama y Hanmonanuum ancambnnma ,,Komo” u ,,Benary”. Ayropka
je MHOTMX Hay4YHMX pafloBa, TP KIbUTe U IBe Ije/IoBeUYepbe MY3MIKO-CIleHCKe NTpecTaBe Koje
cy usBefieHe y HapogaoM nosopumity y beorpany. Harpabena je npusnamwem JIpymrsa Mmy3nd-
KMX 1 6aneTckux negarora Cp6uje 3a ycrenran rogysy (2001) u Bumerogysy (2006) nena-
roLIKM pajj. TeMe HBEHOT eTHOMY3MKO/IOUIKOT MHTepecoBamba OJHOCE Ce Ha 00/IacT puMebeHe
€THOMY3MKOJIOTHje, Kao M Ha MU Talbha BOKATHUX IIPAKCHU.
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Muom Pammh

Hayunu capagauk

Ernorpadckn nuncturyr CAHY (Cp6bmuja)
rasicmilos6@gmail.com

Nncnenanuja OpujenTa: TpPaHCIO3MIMja M OpMjeHTaNn3anuja
TpafMIMOHATHNX I/IecoBa U3 Bpama

Bpamcky TpagMIIMOHATHY IIECOBY OJJaBHO CYy IIPUCYTHY Ha CLIEHV Y OKBUPY XKaHpa Kopeorpa-
¢uja Tpagunuonanyor mieca. Aucamon ,Kono”, Bogehn npodecnonannu ancamb61 Tpagunmo-
Ha/IHUX ItecoBa y CpOuju, Ha CBOM pelepToapy MMa 4ak TpU Bepsuje Kopeorpaduje miecosa ¢
OBIUX npocropa: Mipe us Bpawa, xopeorpaduja Onre CxoBpan (1948), Bparcka ceuitia bpanka
Mapxkosnuha (1952/1953) u Bpawancka ceéuitia ViBon EmBajnep [lecnorosuh (1990). Maxo cy npse
eTHOKopeosomkumwe y Cpbuju, /byouna n lanuna Jankosuh, y cBojoj npsoj (1934) u 4eTBpTOj
(1951) x®mu3M mpeacTaBuIe BpambCKe TPaANUIMOHATHE I/IECOBE Ha OCHOBY TEPEHCKUX MCTpa-
JKUBama, CIMKa IJIECHOT pelepToapa OBOT Kpaja yIJIaBHOM je Be3aHa 3a MapkosuheBo cTBa-
panmamrso. [la cy MHOrM yMeTHUIM OM/IN MHCIIMPUCAHM CIMKOM Bpama, Koja je mpecTaB/beHa
Kpo3 Kopeorpadujy, He 4yAH, jep Cy Kopeorpadu Kpo3 Ipoliec OpyujeHTann3alnje MU3BOPHOT Ma-
Tepujasa Kpeupaayu cleKTaKylapHe Kopeorpaduje moroyHe 3a aHra)xopaHe HacTyIe GonIKIop-
Hux aHcaMmbana y Cpouju 1 MHOCTPaHCTBY.

OBaj pajg nMa 3a UMb fla IPEJCTaBM JBOCTPYKY CIMKY TPaAMLMOHATHUX TIJIecoBa Bpama u ro-
Bopuhe o: 1) focajjalimbyuM ca3HabUMa, IPUKYI/beHNM Ha OCHOBY HayYHNX MCTPaKMBama y
Bpamy; 2) TpagMIMOHATHUM I/IeCOBMMA Bpama Koju cy mpouum Kpos ‘OpMjeHTanu3alioHe
OKBIUpE’ y YMETHIUYKOM M3pa3y ayTopa U3 JoMeHa )KaHpa Kopeorpaduja TpaayLMOHaTHOT TIIe-
ca. OBaj Marepujan nocnys>xuhe kao oreHM IpyUMep KaKo ce IPUCTYIIA IIPOLecMa OpUjeHTa-
nusanuje y chepy yMETHOCTH Kafia je MOTPe6HO KOHCTPYMCATH HeIITOo MTo he, y cTepeoTHITHOM
CMMCITY, OMTM ‘CEH3Ya/THO M €T30TUYHO, @ ICTOBPEMEHO CIIeKTaKy/TapHO U IPMMaM/bIBO 3a ITy-
ONMKy.

Munom Pammh je nayunu capaguuk EtHorpadckor macturyra Cpricke akajeMuje HayKa 1
YMeTHOCTH. 3aBPIINO je CBe HUBOe 00pasoBama, yk/bydyjyhu u nokropckn, Ha Ofe/bery 3a eT-
HoJIorujy u anTpouonorujy ®unosodckor paxynrera Yaupepsurera y beorpany. Y cBoM goca-
HallbeM pajy, 6aBy ce aHTPOIOTOUIKMM MCTPa>KMBABIIMA Y HEKOMKO K/bYYHMX 00TacTI: MU-
rpalyje, MAEHTUTET, KyITypHO Hacnehe, miec n mysuka. Ob6jasno je MoHOrpadujy 3amuuimera
gomosuna: Knybosu, ugenmmuitieiti u uninieipayuja cpiickux iacimapdajiviepa y beuy (2022).
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Kepon Cunsepman

[Tpodecop emepuryc

Yuusepanret Operon (Cjennmene AMepuuke J]p>kase)
csilverm@uoregon.edu

Memame VicTroka n 3anama: MOOMITHOCT MaKeTOHCKIX Poma i
TPAaHCHAIMOHATHA My3MKa

OBaj pap ycnoxxmwasa guxoTomuje Vicrok-3amaj;, opujeHTanHO-3aMaHO, CTApO—HOBO U Tpa-
AVMIIMOHATHO-MOJIEPHO NyTeM MCNNUTHBalba TPaHCHAIIMOHA/IHE ITyTambe MaKeJOHCKe POMCKe
MY3MKe.

Hocan je mobpo TOKyMeHTOBaHO He caMo fia je bankaH ‘opujeHTanusosan’, Beh u ga cy Pomn
IBOCTPYKO OpPMjeHTa/NM30BaHM Kao yHyTpaummy Jpyru’. Y oBoM pajy HoHupeM y adekar,
€CTeTUKY ¥ €eKOHOMMjy IOPOAMYHNX IPOC/IaBa Y TPAaHCHAI[MOHATHMM KOHTEKCTUMA y 3amafi-
Hoj EBponu n Ibyjopky, nok HarnamaBsaM Bese ¢ bankanom. PoMcku putyanu cy uCTOBpeMeHO
‘TPaAVIIVIOHAIHN ¥ MHOBAaTVMBHY; OHM Cy Be3aHN 3a bankaH y cMmcy pogHux ynora/QyHk-
LIMja ¥ My3UYKOI/TIIECHOT penepToapa, JOK Cy MHOBAaTUBHMU Y CMUC/TY JIOKallija, KOHTEKCTa U
UHTepIpeTanuja nssohema.

TpancHannoHanHa n3Bolema KpeaTMBHO Ce Hallajajy U ¢ UCTOKA U ca 3amaja. MysWuky CTUIO-
Bu Cy nof; yTuiajeM Typcke 1 3aImaHMX )KaHPOBA Kao IITO je XuIn-xoI. HeBecte Hoce capuje u3
Nupuje u ycBajajy nnecHe ctunose 13 Typcke, a ICTOBpEeMEHO CIIPOBOfie 3ala/jlbauyke pUTyase
Kao IITO Cy IPOC/IaBe ,CIaTKMX IIeCHAeCT ToauHa” (sweet sixteen) u BeH4ama. Bese namelyy uso-
poBa y iujacriopn Cy akTuBHe u suHaMmunyHe. He camo fa cy Pomu murpupannu Ha saman, seh un
MHOTY MUTPaHTHU NyTYjy Kyhw mam y gpyra Mecra y aujacropy, kao mro cy Hemauka, Kanaga
u AycTpanuja.

Mysu4yapy 13Bojie HajHOBUje XUTOBe ca bankaHa, 3axBasbyjyhn fpymTBeHnM Mpexxama 1 Mo-
6umHOCTH Mysudapa. Haj6ormu 6eH0BM 3a BeHYarma CTATHO IIYTYjy 1o aujactmopu. Tummyna
nocrasa y Ibyjopky Moxke a yk/bydyje rocryjyher ceupada u nesaua us Espore, y komOuHanujn
C JIOKAJIHUM My3n4apuma. Mysndapy MOpajy OUTH MOTIIYHO a)KYPHU II0 MIUTAlY perepToapa,
a MOpajy U fla 3Hajy CTOTMHE CTapUj/X IIecaMa ¥ Melofuja. Y HeCUTYPHOM CBETY ITyHOM IIPefi-
pacyna mpema PoMuma, o6pefy 5KMBOTHOT IIVIK/Tyca U KajeHgapckn porabhaju coyske xao Tpa-
IMIVIOHA/THY MapKepu POMCKOT UJIeHTHTeTa — IIPOCTop y KojeM ce Pomu ocehajy crmobopam ma
6yny Pomn. IlltaBuie, y gujacriopn, Mysnka yrpahena y putyan octsapyje cenudnyan paj Ha
VJIEHTUTETY, IeMOHCTpMpPajyhm ocHOBHe BpefHOCTH. TpaHCHAIMOHAIHY TepeH KN paf pabheH je
op 1980. mo maHac.

Kepon CunBepMaH je aHTpOIO/IOT 1 PONIKIOPICTA KOja Ce BUIIIE Off YeTPAeceT TofiHa 6aBy My-
3MKOM U KyITypoM 6ankaHckux Poma. Harpahusana je mpogecopka emepnrta Ha YHUBEp3UTETY
Operos, a uie o My3uIy, pecTuBaIMMa, KyITypHO] HOMUTUIY, PORY U IIATAWIMA JBYICKIX
npasa Mehy Pommma. O6jaBuna je eceTnHe 4raHaKa, Kao 1 iBe Kmure: Romani Routes: Cultural
Politics and Balkan Music in Diaspora (Oxcdopp, 2012) ocBojuna je Harpaay JIpymTsa 3a eTHO-
Mysukonorujy, a Balkanology (brrymc6epn, 2021) mpaTi IOMUTUKY M YMETHOCT 6yrapcke cBajbe-
He Mysuke. Kepon pagu ¢ amepiaxom HBO ,,Voice of Roma”, kycTocknma je 3a 6amKaHCKY My3H-
Ky Yy »RomArchive” n mpodecnonansa je nepauniia u npegaBauniia 6ajKaHCKe My3JKe U TI/Ieca.
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Hesena Craunh Kosauesnh

HokTopaHz,

Hoprsecrepn yausepsurtet (Cjenumene Amepuuke [IpxxaBe)
nevenastanickovacevic2027@u.northwestern.edu

TpaHCKynTypHa eHTEKCTya/In3anyja IiecoBa K010 M #0ueK y My3IIM CPIICKUX
komnosuropkn y CAJl, Harame borojesuh u Mumine ITapanocnh

Haxkon emurpupama y Cjenumene AMepuuke [IpxkaBe cpejuHOM eBefieceTux roguHa XX Beka,
IBe cpIIcKe koMnosuTopke, Mununa [Tapanocuh n Harama borojesuh, noderne cy ga Tpake ns-
cnmpanujy y 6ankaHckuM urpama, y gennma Mebhy xojuma cy Kozo (2009) n Bycka (2022) bo-
rojeBuhese, u Youex (2015) [Tapanocuhese. MebyTum, ko710 u 4youex 3acTyI/beH) CY Ha LIMPEM
reorpadckoM mpocrtopy of Cpbuje; nMajy Bese ¢ jyTrOCIOBEHCKUM OYyBameM U CTUIN3ALNjOM
HapoJiHe IIIeCHe Tpajuiuje mocne JIpyror ceerckor para. CTora, y oBOM pajly KOHTEKCTya-
NM3yjeM yrnoTpely urapa y ocTBapemiMa OBUX KOMIIO3UTOPKY Y KOHTEKCTY BUXOBOT MIMUTpa-
IIVIOHOT ITyTOBama, ca IubeM ynyhnupama He caMo Ha CpIcKM QOIKIOp, Beh MpBeHCTBEHO Ha
HeKaJlalllby jyTOCIOBEHCKY KynTypy. [Jakie, muxosa jena croje usmeby Vcroka u 3amapa, mo-
Be3yjyhy permoHanny KynITypy 3emMasba 6MBIIIe JyrociaByje ca IPOM ITyOIMKOM.

Haposesyjyhu ce Ha Teopmjy 3By4YHe TpaHCKYITypaluje U eHTeKcTyanusanuje AHe Mapuje
Ouoa l'ayTrep, TBpauM ma Kopuihemwe Beh cTMIM30BaHUX IUIECHUX Menoauja y mysunu bo-
rojesuhese u [Tapanocuhese foxaje jour jeman c1oj BLUXOBOj eHTeKcTyanusanuju. Hanme, ose
MeJIofiuje Cy cyodeHe ¢ xubpupHomhy apyrux >kaHposa (YK/by4yjyhu Banuep m pokeHpOI) u
HOJATHUM PUTMUYKUM ¥ (HOPMATHUM MHTEPBEHIUjaMa Y pasIMuUTUM M3BOHAYKUM ITOCTaB-
kaMma. JIok ¢onkiop 3Byun fipyraumje y genuma OBUX KOMIIO3UTOPKY, eroBa CUpoBa yIoTpe-
0a moTUYe 13 TEeKOBMHA aBAaHTAPJAHOT IPUMUTUBU3MA M YMepeHOT MofepHusMa. Mehyrum, y
TPAHCKY/ITYypaTHOM KOHTEKCTY, TaKBa yrnoTpe6a (onknopa Takole HOCH CeH3MOMINTET HOCTATI-
TMje — C HOTeHLVja/THUM, ay Pa3IN4YUTUM INONUTUYKUM MMIUIMKal[MjaMa Off OIIIITe II03HaTe
jyroHOCTanrmje — JOK WeHa 3BYYHOCT aTy[upa Ha CMellTambe/U3MelTame 1 (Ipe)uCInTIBambe
KOpeHa ¥ My3n4Kux npunagama. Konauno, 6ynyhu pa, monyt borojesnhese u ITapanocuhese,
U caMa NMILIEeM M3 MO3uLMje )KeHe MMUTpaHTKube Y CjegumenuM AMepuukuM JIp>kaBama, 0BO
VICTPaXKMBambe Ce 0CTama 1 Ha (ayTo)eTHOrpadcKe METOJOJIOMIKE YBUTIE.

Hesena Cranuh KoBauesnuh je fokropann mysukonoruje u MenoH KaacTep CTUNEHAVCTKI A
Ha [7To6anHMM aBaHTapoHMM U MOJIEPHUCTUYKMM CTyAujaMa Ha HopTBecTepH yHUBep3UTeTY.
Ibena mcTpakuBauka MHTEpecoBarmba MPOTEXY Ce Off HeyMCKe HOTalije N0 MOCTMMHIMAaIN3-
Ma U eKcliepuMeHTanHe Mysuke. Ilopen Tora, HeBennHa ucTpaxmpama Cy MO3UIMOHMPAaHa Ha
packpiihy pona u nonuTuke, pokycupajyhu ce Ha ctu, nepopmaHce, eCTETUKY U PeLielIINjy.
CBoja uctpaxxuBama je mpeseHroBana y EBpornn n Cjengumenum Amepruknm JIp>kaBama u o6ja-
BJJIA YIAHKE Ha CPIICKOM, EHIJIECKOM U TPY3MjCKOM jesuKy. [lunnomupana je MysuKOIOTUjy U
KOHTpabac, a MacTepypasa My3MKO/IOTYjy Ha YHUBEP3UTETy YMeTHOCTHU y beorpasy u Yuusep-
suTery y Majamujy.
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Ana CrojaHocka

PemoBHy npodecop

daxynret spamckux ymetHocty (CeBepHa Makeqjonuja)
ana.stojanoska@fdu.ukim.edu.mk

PuraM 6eCKOHAYHOCTH: AEPBUIIN Y MAKETOHCKNM IMTO30PUIITHUM IIpERCcTaBaMa

Y Make[JOHCKO]j II030pUIIIHOj U KY/ITYPHOj TPaAUILIVj1, CIMKA JepBUIlIa ce CTaaHo cycpehe, mo-
ceOHO y pa3fgo6/by MOIepHM3Ma VM MOIEPHUCTUYKOT TeaTpa. Tparose AepBuila MMa HU3 MaKe-
IOHCKMX MeCTa, € 0031poM Ha KOHTeKCT baskana u gyropounn yrunaj Opujerta. OBo MCTpa>ku-
Bambe Ce 3aCHIBA Ha lepMHNCamy Be3a u3Mely MakeloOHCKe U TypCKe KY/IType 1 Tpafulinje Kpo3
deHOMeH My3uKe 1 Iteca (pUTyana) AepBUIIa, MOCEOHO Y HEKOIMKO MO30PUIIHNX IIpe/iCTaBa.
I'maBHa cTypuja cny4aja jecte npencrasa [lepsum u cmpT Mente Cennmosnha, y pexuju Bragn-
Mupa MununHa, y npopykuuju Anbanckor nosopuurta — Ckorbe, 2003. Mysuky 3a npeacraBy
KOMIIOHOBQO je IT03HaTy MaKeloHCKM KoMIo3uTop MapjaH Hejak, Koju je cTBOpMO CBOjeBpCHY
Mpexy usmeby fepBuike My3nke, TpafULMIOHATHNX OPUjeHTATHUX U MaKeJTOHCKMX MeJIofiuja.
OH je Harpaben 3a oBy Mysuky Ha BopiehuM nosopuimnum decrusanuma. OBO UCTpa>KMBambe
OTKpUBa MYITUKYITYPHE I MHTEPKY/ITypHE OJHOCE Y KOHTEKCTy OPOjHMX MCTpakuBamwa [1n-
tepa bpyka u Ensappga Canpa. VicToBpeMeHo ce mo3sunmonupa kao axis mundi usmehy Typcke
1 MakefioHCKe Tpagunuje. Ilocraspajyhu ce kao Moct usmeby e kynrype, Tpagunuje, Gonk-
7I0pa, penuruje, oBaj pafi MoKasyje Kako CaMo IIO30pUINTe KOPUCTY TPaAUIUjy U IpU3HaIbe Of
crpane Behe KynType yk/pydeHe y cam mpouec. [lokas ycrexa npepcrase je Behu 6poj Harpazga n
rocTOBama BaH MakefjoHnje, kao Ha mpumep y Vicranbyny y Typckoj.

Crypauja je saMMIIbeHa KA0 CaBPeMeHO I030PHIITHO NCTPAKMBalbe KOje XNOPIUIHO IoBe3yje eT-
HO-TI030PMIIIHA, (ONKIOPHA U TEaTPOIOTONIKO-aHTPOIIOMOMIKA MICTpakKnBamba. [71aBHM amatn
HAyYHO-METOJ[O/IOMIKOI MHCTPYMEHTApMjyMa Cy PeKOHCTPYKIMja IIO30PUIUIHUX IIpefcTaBa U
KOMIIapaTVBHA aHAIN3a.

Amna CrojaHoCKa je TeaTposor, mucal, pefoBHM Ipogecop PakynreTa [paMCKUX YMETHOCTH Y
Ckomby. YMETHUYKY je AMPeKTop u mpefcesHnK On60pa MaKeOHCKOT II030pHITHOT ecTrBaa
»Bojman YepHoppunckn™ y [Ipuneny. AKTUBHO ce 6aBU NCTPaXkKMBabeM I IPOyYaBabeM JpaMe
U IIO30pMIITA. AYyTOp je MHOTMX 00jaB/beHIX POMaHa, IlecaMa ¥ O30PUITHIX KoMaja. AyTop je
CTOTMHY CTyAMja 1 eceja 06jaB/beHNX Y MaKe[JOHCKOj ¥ CTPAHOj IIePUOAIMIIY, KA0 ¥ KOAyTOP HEKO-
JIMKO MO030pUIIHNX MOHOrpaduja. Takobhe ce 6aBu mozopumrHoM KpuTKOoM. UsIaH je HEKOINKO
yApY>Kema 1 opraHusaluja Koje ce 6aBe MCTpa>kMBambeM KIbJDKeBHOCTM U no3opuita. Ibena
1oesuja 1 Mpo3a o6jaB/bUBaHe Cy y HEKOIMKO MaKeJOHCKMX 1 MehyHapomHMX yacomnuca.
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Karapuna Tomamesuh

Hayunu caBeTHUK

Mysuxonomku nactutyt CAHY (Cpbuja)
katarina.tomashevic@gmail.com

PackpcHuma pasmmyuTux Tpagunuja u npakcu Vicroka n 3anapa:
HOBA pa3Marpama o rpagy Bpamy 1 o ireroBoM My3makoM Hacmehy

OcHOBHU 1IM/b OBe Ipe3eHTaluje 6uhe mpefcTaBbambe HOBUX pe3y/iTaTa y UCTPa>KMBALY KY/I-
TypHOr Hacneba rpajja Bpama, kao packpcHulie 60raTux 1 pa3HOBPCHUX MY3MYKUX U UTPAYKUX
IPaKCy, BEKOBMMa HETOBAHMX Y HAPO/IHOj ¥ YMETHUYKO]j TPAJUIU)H jY>KHOCTIOBEHCKOT, Ty PCKOT,
a/10aHCKOT, POMCKOT U LIMHIIAPCKOT CTaHOBHUIITBA. bynyhn BekoBnma oy Bramhy Ocmanckor
1apcrBa, cBe fo 1878. ropmuHe, rpajg Bpame je mocie bepnmHcKOr KOHTpeca IOCTao jeflaH of
Haj3HaYajHMjuX jy>kHMUX neHTapa Kpamesune Cpouje. Iberos jenmucrBenn reorpadcku mono-
aj, Ha KOMe ce YKPIITa/IM ITyTeB) ca ceBepa Ha jyT U ca 3alajia Ha MICTOK, 00e/Ie>KeH )XIBOM I
I7IO/JHOM KY/ITyPHOM KOMYHMKAI[MjOM, TOJCTUIIAHOM TPrOBMHOM VM MUTPAlLlMjaMa, Pe3yATIPAO
je crienUYHNM CHMHTe3aMa y MY3MYKOM M UTPAYKOM MAEHTUTETY Tpajia ¢ okonmHoM. HajBax-
HMja yora y camoupieHTuduKanuju rpafga y XX BeKy, IpOUCTeK/a je, MeDyTuM, U3 KmbIKeB-
HOT Jle/Ia TTO3HATOT cpIicKor mucia bopucasa Crankosnha (1876-1927), unja je HajsHavajHMja u
Hajonynapanja fpama Kowtiana (1902) mHCIMpucana HEKOMNKO KOMIIO3UTOPa, YK/by4yjyhu n
[Terpa Komwosnha (1883-1970), a cTBOpe peMeK-fiesia y KaHpPY CeBJaIMHKe U CLIEHCKe MY3VKe;
meby Tum genmma, moce6Ho Mecto 3aysuma Komwosuhesa nctonmena mysnuka fgpama (Komo-
Buh, 1931; 1940; 1949). 3axBamyjyhu pasmenu uzeja ca konerama n3 Typcke, y OKBUPY IIpojeKTa
TRakeRS, unp HaM je 1a 13 HOBe MepCHEKTHBE carlefjlaMo CJIMKY O CaBpeMeHOj KY/ITYPHOj ca-
MouieHTuGMKanuju rpaja, ynopebyjyhu je ¢ yrephennm sakpydiuma ncropuyapa, €THOIOTa,
UCTOpMYAPA YMETHOCTY U MY3MKE, ETHOMY3MKOJIOTa M KOPEOJIora.

Karapuna Tomamesnh je nupexropka Mysukonomkor nacturyra CAHY. [Junnomupana je
(1986), marucrpupana (1990) u moxropupana (2004) mysukonorujy Ha PakynTeTy Mysnuke
YMETHOCT) YHMBep3uTeTa yMeTHOCT! y beorpany. Ilpenasara je n Ha Karenpu 3a Mysukonorujy
U eTHOMY3UKOJIOTUjy AKafileMuje yMeTHOCTH YHUBepsuteTa y Hosom Capny. Jena je on mmonmpa
y obmactu gurnranusanuje sByka y Cpomju; Kao My3sM4Ky KpuTu4ap Ouia je akTMBHA JieBe-
mecetux rogyHa XX Beka. Y4ecTBOBaja je Ha OpojuuM goMahum n mMehyHapogHMM HayuyHUM
KoH(epeHI[ujaMa 1 TpojeKTuMa. bua je mHMIMjaTOp M OpraHM3aTop 3HaYajHUX MehyHapogHMX
KoHbepeH1uja ipu VIHCTHUTYTY. JenHa je u ofy ocHuBa4a MehyHapopgHor yacomca Mysukonozuja
- Musicology, unju je ypemuuk 6mma ox 2006-2010. rogune. Hus rogmua (2007-2022) Bpmmia
je GyHKUMjy ypegHMKa 3a My3uKy U [TTaBHOT 11 OITOBOPHOT ype/JHIKa HayYHOT Yacomca 360p-
Huk Maitiuye cplicke 3a cueHcke ymeitiHociiu u my3uky. ObjaBuia je fBe KmbUre 1 BeMUKM 6poj
CTyAMja y 4aconmmcyma u 360pHUIMMa off HajBehe BaXKHOCTM 3a CPIICKY MY3MKOJIOTHjY; Takobhe,
Oua je ypegHVK MU KO-ypeJHUK TeMaTCKuX 300pHuKa o Mysunu bankana, benn baproky, la-
BODUHY JeHKY 1 Jip.
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I'yncenu Has ®epen
Macrep, HesaBucHu uctpaxusad (Typcka)

gnazferel@gmail.com

Tpancpopmanmja ocehama n 3Hauewa y HohHOM n3nacky:
MCKYCTBa eIeKTPOHCKe IIeCHe My3UKe y #06a kpuse y Victau6yny, Typcka

Typcka nmpomasu Kpo3 nepuoy, KOHCTAHTHMX BaHPEeTHMX CTama U KP13a, a MCTO ce Moxe pehn
U 32 HONHM XXMBOT U KY/ITYpY eeKTpoHCKe nnecHe My3uke (EDM) y HajHace/beHMjeM rpagy y
3eMspl, VicTan6ymy. OBO MCTpaXkuBamwe IpaTy TpaHcHOpMaIMje y MaTepujaTHOCTY U 3HaUYeby
EDM kpos3 Temkohe m3asBaHe ayTOPUTAPHUM U HeoMMOEpaTHUM [p>KaBHUM HOMTUTUKAMA,
MAaHJAEMUjCKMM OTPaHMYEbMMa, €EKOHOMCKOM KPU3OM U 3eM/bOTpecoM y Mapamy. Y Vcran-
Oyny, HOhHM >XMBOT je 1 fAabe MehympocTop 3a 3ab6aBy, MysuIMpame, IIecambe, KOTEKTUBHY
no6pobut u orop. Mebyrum, on Takohe koHCTaHTHO maTy 360r yTHaja oBUX Kpusa. Poky-
CUparbeM Ha €MOLIMOHa/IHA U II0jMOBHA JMICKYCTBa BJIACHNMKA JIOKajla, KpeaTUBHUX paJHUKA U
TojeiNHaIA U3 MyO/I1Ke, OBO MCTPAKMBambe TeXM Jja 00yXBaTy IMpoMeHe y KynTypama EDM
y 13a30BHOM BpeMeHy. AyToeTHorpaduja ucTpakupada Koju je geo uctanbyncke HohHe cie-
He Kao Jy-Ilej M opraHusarop porabhaja, y3 feceT monycTpyKTypuCaHUX MHTEPBjya BoheHMX ¢
PasIMYMTHM aKTepyMa Ha TepeHy, unHe rpaby koja he 6utn ananmsupana. ¥ nupy menoBuror
pasyMeBama penuIIpoyHe KONpoayKuuje usmely apymrseHor 1 Mysudkor, ope merozne 6uhe
VIMIIEMEHTUPaHe U aHa/Iu3MpaHe ¢ POKYCOM Ha OKBMPe 3Ha4YeHa, OTe/IOB/bemba I adeKaTa OKo
HohHor xuBoTa, EDM n nneca. [IpeseHTannja Ha cuMnosujymy npesicraBuhe TpeHyTHY CUTY-
anujy u uckycrsa EDM y Vicranbyny, y3 aHanu3y HauMHa Ha KOji Cy crieliupyIHe OKOTHOCTY
U Ip>)KaBHe TONUTHKe O0OMMKOBale Ta MCKYyCTBa. PasMaTpameM IpYIITBEHO-MYy3MYKe KOEIr3y-
CTeHIIMje eMolMja ¥ 3Havyema y Jo6a MONUTUYKe ¥ eKOHOMCKe KpJ3e, OBO UCTPAKMBaMe JI0-
npuHehe MCTOBpeMeHO aKafleMCKMM paclipaBaMa O e/IeKTPOHCKO]j I/IECHOj MY3WIIM Y COIMOIO-
TUjJ My3UKe ¥ My3UKOJIOTHjI.

I'yncenn Has ®epen (ona/oHn) je uctanOyncku pagnodoHCKV YMETHUK, JU-11ej X IPOAYIIEHT.
3aBpmmia je MacTep cryauje conuonoruje Ha bocpopckom yuuepsurery. ITocsehena je mpu-
KyIUbalby apPXMBCKOT U TEPEHCKOT MaTepujaaa O TYPCKUM MY3UYKMM CIleHaMa 1 [O/bUMa K-
Type C HaMepoM Jia JoIpuHece Mel)yHapogHUM aKaZeMCKUM AMUCKyCHjaMa y MY3UKOTIOTVjU 1
counonoruju. [Topex cBor akageMckor Gokyca, Kperpa 3ByKOBHA yMETHIYKA fle/Ia 32 KMBA U3-
Bohemwa u paauo, a TpeHyTHO Bofu mporpaM Ha craHuiy ,LYL Radio”. JegHa je ox Tpoje cyo-
CHMBayYa KBUP MHTEPAUCIUIUINHAPHOT YMETHIYIKOT KOTIEKTHUBa ,House of Spring”, orBopeHor,
6e36efHOT TPOCTOPA 32 COMUAAPHOCT U Capafiby Y YMETHUUKIM CBETOBUMA.
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MexMmet Xamcanmxorny
ITpodecop poxrop
daxkynret cryauja Kynrype YHuBepsurera Jlynsur-Makcumminjan y Munxeny (Hemauka)

mehmethacisalihoglu@googlemail.com

OcMaHCKO MOpeKIO KYITYpHUX MHTepaKuja Ha bankany: ncropmjcka aHamsa

IIn/b oBOT pajia jecTe MpefcTaB/balbe OCMAHCKOT IIOPeK/Ia MHTepaKuuje n3Mehy MycnmmMaHCKIx
Y HEMYCIMMaHCKUX TOJaHMKa I[apCTBa PasIMIUTOr eTHUYKOT mopekaa. KyaTypHa mHTepak-
Ija OfjBMjasia Ce Ha T/Iy OCMAHCKOT BOjHOT CHCTeMa KOjJi je MHTEerpucao MyIIKaplie Xxpuurhatne y
OCMaHCKV BOjHM CHCTeM Y KJITACMYHOM IIEPMOAY OCMaHCKe uctopuje. TokoMm meproza TaH3uMaTa
Ou1e Cy ycIocTaB/beHe IIPOBUHIIMjaIHE CKYTIMHE, KOje CY YK/byYlBajie HeMYCIMMaHCKe PerpyTe,
a BOjHa CIyX0a je 3a HeMyc/IMMaHe MocTana obaBesHa. Myukapuy xpuuthanu takohe cy 6mmn
3aCTYIbeHU y OMPOKpaTHju. JOII jeflHO BaXKHO MeCTO MHTepaKuuje 6ue cy nujane (dazapu).

KynTypa ocMaHCKUX JBOPOBa UTPAJIa je BaKHY Y/IOTY Kao IIPUMep BICOKe KYIType 3a oflaHMKe
IIapCTBa, a2 KOMIO3UTOPY PA3IMIUTOT IIOPEKTIA YYeCTOBANNU CY Y 10j. CIMYHY yIOTy UTPaK Cy
Y IBOPOBM MCTAaKHYTUX IIOjefiHAlLIA y IIPOBMHIMjI. MHOTY HEMYCTMMAHCKY HOJaHUIIN CITY-
XKVIN Cy Kao 6aIITOBaHM, KOWyIIapyu UTH. [Ipyro noke MHTepakiuje 6muae cy MUrpanuje, rae
ce M3JBajajy IpuMepyu Haceba Jypyka u3 AHaTonmje, KaBKacKux usbernuia, Jespeja Cedapna
Ha bankaHy, Kao M 0OCMaHCKa MOMUTHUKA er3ua. YIore 3aHAT/IMja, apXuTeKara, dpecTuBana/ia-
Hahypa, TPrOBUHE U TProBalja, POMCKIX My314yapa, Kao U Pe/IMTUjCKMX MHTepaKIuja (lepBuUIIn,
3ajellHNYKM CBely, Xofovyanrha) 1, KOHAuHO, je3nka, 6ue cy Mebhy HajBaKHUjUM pakTOpuMa
Koje Tpe6a momenyT. OBa MHTEPAKIINja je Y MCTOPMjCKOM IIpOIiecy Takohe cTBapasa 3ajefiHIY-
KO T7Ie 32 MY3WUKY ) IIJIECHY KY/ITYDY.

Mexmet XaIucamanxoriny je ucropudap Ha VIHcTUTYTY 3a cryauje biauckor u Cpenmer VicToka
Ha YHuBepsurery Jlynsur-Makcumunujan y Munuxeny. 3aBpIIno je OCHOBHE CTyJuje Ha YHU-
Bep3uTeTy y AHKapu 13 00/1acTU OCMaHCKO-TYPCKe MCTOpMje U MCTopKje oOpa3oBama, JOK je
MacTep U JJOKTOPCKO 3Bakbe CTeKao Ha YHuBepsutery Jlynsur-MakcuMmunujan y Munxeny us
obmacTy 6a/IKaHCKe U UCTOYHOEBPOIICKe McTopuje 1 KynType. IlInpok criekTap meroBux ncTpa-
KMBAYKIX MHTEPECOBama YK/bydyje UCTOPMjy 0Opa3oBama I UCTOPU)y YHOEHNKA, UCTOPHjCKY
reorpadujy 1 okpyxeme bankaHa, HOMUTUYKY ¥ MHCTUTYIMOHANHY MCTOpujy OCMaHCKOT 1ap-
cTBa 1 6a/lKaHCKMX Jip)KaBa, IyXoBHe (OH/aINje, TOMOHNMMje ¥ UCTPakMBame rpaja. Bogno
jé HEKONMKO PasIM4YUTUX UCTPAKMBAYKUX IIpOjeKara, HIIP. IIpojeKaT O UCTOPUjCKOM Pa3Bojy
umeHa Mecta (Ortsnamenskonkordanz) y byrapckoj koju je mogpyxano Hemauko ncTpaxubauko
npymrso (DFG), Llapcitisa u wuxose mwparncpopmaije y MogepHUM 6pemeHUMa Koje je ofpiKa-
na ®onpanuja Teppa Xenxen, Ipegciiasa Ocmannuja/Typaka y uciiopujckum yydeHuyuma Ha
banxany u y semmama Ljprnoi mopa, Koju je mogp>kao CaBeT 3a HAYYHO U TEXHOJIOUIKO UCTPAXKM-
Bame Typcke. KoprcTy roToBo cBe 6amKaHCKe je3nKe.
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Anrenuka Xypnep

CryneHT MacTep cTyAuja

YHuBep3nteT 3a My3uky u nsBobhauxe ymernoctu y beuy (Aycrpuja)
angelika.hudler@gmail.com

My3uyky eTHUOUTET U (TPAHC)TOKATHU MIEHTUTET:
CPIICKa POMCKa BUoOnuHa y beuy

ToxoM BekoBa mocrojama XabcOypiukor napcrsa, bed je 61o Tauka cycpeTa pasIM4MTUX Ha-
popa, jesuKa, My3MKa M Ky/ITypa, YK/by4yjyhu u oHe jy>KHOC/TOBEHCKOT Topeksa. TokoM 1e3-
IleceTNX M cefamaeceTux rofgyua XX BeKa, OpraHM30BaHa pajiHa MUTpalMja 13 3eMasba OuBIIe
JyrocnaBuje (factmapdajitiepu) Bopuia je Ka yop3aHOM pacTy OBMX HOITy/IallNja; YCIeANIa je MU-
rpalyja y3poKoBaHa paTOBMMA JieBe[leCeTUX TOfIMHA, a HaCTaBMJ/Ia ce CBe JI0 JlaHac. YOe/buBO
Hajeeha rpyma umurpanara gonasu uz CpOuje nau je oBe3aHa ¢ BOM, C BUCOKUM IIPOIIEHTOM
Poma xoju xxuBe y beuy.

OBaj pay ucTpaxkyje acrekTe My3M4YKOT eTHUIMTETA U JIOKa/JHOT UJEHTUTETA, Kao U MOBe3aHe
CTUNIMCTMYKE TAPTUKYIAPHOCTY POMCKOT CBUpPatba BIoNMHe Meby n3pohaumma cprickor mopex-
na 'y beuy. @okycupam ce Ha 6euke BUONMMHNUCTe 3 okonmHe O6peHOBIa, mocebHo n3 cenma In-
POMaH, II03HATOT 110 60TraTOj TPAaANIUjI CBUpakba BUONNHE, OfaK/Ie BOLU TOPEK/IO BeUKM OPoj
6euknx Mysudapa. OHU Cy aKTMBHU Y PAa3IMYUTUM M3BODAUYKMM KOHTEKCTMMA: Off pPecTopaHa
VM KIy0oBa, 10 IPpUIMKA MOMYT OHUX KOje OPraHu3Yjy Ky/ITypPHO-YMeTHMYKA JPYIITBA, VN
IPUBATHUX IPOCTIaBa.

Y oBOM pajly pa3marpa ce HeKOMMKO IIeHTPaTHUX MuTama. Kako ce My3snykm eTHMIUTET Ma-
Hudecryje y sajeqanun? lllta unan gorahaj/mokanujy/ctun tummaanm 3a cprcke Pome y beuy?
Y KakBOj je Be3) JTOKa/JIHM UAEHTUTET C MY3MIKIM KapaKTepucTukama (pemepToap, n3Bohad-
Ka TeXHMKa, OpHaMeHTanuja)? Kako TpaHCIOKamHa MO3MIIMOHNPAba, II0OBe3aHa C My3UYapy-
Ma KOju pelIOBHO IyTyjy Ha penauuju Cpouja-bed, kopecroHanpajy ¢ HapatusuMa o VIcToky n
3amany? IToBesyjyhu oBa nuTama, KpUTUYKM Ny MCONTATVN eCeHIMjaMNCTUIKA CXBaTamka Poma
u He-Poma. VMajyhm y Bumy 6eukm u CpIICKM KOHTEKCT, pacipassbahy o 'pOMCKOCTH’ Y OTHOCY
Ha: 1) usBobhauke mocraBke (1okaje Koju mocehyjy camo Pomn), 2) ctunucrudke ocobeHOCTH
(opHaMeHTM, TpUIepH, IIMCaH/A, XapMOHM3alluje, TUIIMYHE IIPOTpecHje akopajia ¥ IpyB/gpaj),
3) penieproap u 4) jesuk. OBaj paji 3aCHOBaH je Ha OPUTMHATTHOM TepeHCKOM pafy y [Iupomany n
Beuy, 1 momasyu n3 eTHOMY3MKONOUIKUX CTY/iMja MAambIHA.

Anrenuka Xyjnep je CTySeHT MacTep CTyAMja eTHOMY3UKONoruje Ha KaTenpu 3a McTpa>kuBame
HapoJHe MY3MKe ¥ €eTHOMY3MKO/IOTYjy Ha YHUBEP3UTETY 32 MY3UKY 1 M3BOhauKe YMETHOCTHU Y
Beuy, rme Takobe crynmpa nemarorujy Buonnue. OHa je n3Bol)ad Koju HaCTyIIa MHTEPHAIMOHATI-
HO, CBMpajyhy TpaguuMoHamHe My3u4Ke CTUIOBE, TIOCeOHO MY3uKy bankana. FbeHo nctpaxu-
Bame (OKYCUpaHO je Ha POMCKe Mys3n4ape U CpIICKy Aujacnopy y beuy. Iben tepencku pap je
usMeby ncrpaknBama 1 My3udKe Ipakce, omoryhasajyhn joj a mpeBesie pesynTaTe TepeHCKUX
NCTpa’XKnBamwa 'y YMETHUYKN M3pa3.
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3BYYHMU IT1EJ3AKMU CPIICKOT KYJITYPHOTI ITPOCTOPA
- KOHIIEPT -

Y okBupy mporpama 6uhe mprkasaHy pasauunTI MY3WUYKM [UjaIeKTU KapaKTePUCTUYHY 3a
CPIICKY TPajuIIOHATHY U3BOhAUKy Mpakcy. XeTeporeHe BOKalHe, MHCTPYMEHTATHE U BOKAJI-
HO-MHCTPYMeHTaTHe pOopMe ITPeCTaB/bajy aKyCTIYKe 3HAKOBE U 3BYIHE CMMOOJIe KOj) Y MAIITI
CylIamana BU3yenusyjy mejsaxe reorpadckux mpefena y Kojuma cy sabenexete. [Iporpam je
KOHIMIIMPAH TAKO fia MyOIUIN MprKaske 0COOEHOCT CPIICKOT TPaJUIIMIOHATHOT [IeBabha U CBU-
pama Kpo3 MHTepIpeTalyjy IpuMepa Koju Cy Hapajurme TpagnijMOHaTHOT BOKATHOT My3MYKOT
u3pakaBamwa creluUIHOT 3a cTapuje (Ha inac) uim HoBuje (Ha dac) [BOTTIACHO CEOCKO IIeBabe,
Kao 1 n3Bobhere MHCTPYMEHTATHNUX IIPUMepa PasINIuTOr KapakTepa. 3acTyI/beHN Cy perpe-
3€HTATVBHM OO/MUIY [IeBatba VM CBUPalba KOji Cy KaPaKTEPUCTUIHM 3a CBafibeHa Becerba, )KETBY,
JqyBabe OBAlla, UTPAHKe, Cefle/bKe I APYTe IPUINKe ¥ KOjuMa je My31Ka MMajia BaXHY QyHKIH]Y.

ITIporpam nmpunpemmnn: np Cama Pankosuh, Banpeguu npodecop, n Mcp bopucas Muspko-
Buh, acucrent — Katezpa 3a erHomysukonorujy @akynrera Mysuuke yMeTHOCTU YHUBEP3NUTETa
ymeTHOCTHU Y Beorpapny.

Ancam6n ,,Tpagunuja Busa”

Ha npepnor Kartenpe 3a erHomysuxonorujy Aucamo6n ,,Tpagunnmja Busa” ce ox 2020. rognne
HaJIa3y Ha JIMCTY Pelpe3eHTaTMBHUX aHcaMbana DakynTeTa Mysndke yMeTHOCTU Y beorpany.
Ynanosu ancaMb6i1a cy cTyieHTH Katenpe 3a eTHOMY3MKO/IOrYjy Kojyu Ha HajOO/bM HAUMH MHTEP-
IpeTupajy TpafiNIMOHAHO TIeBambe 1 cBrpame. PopMupamy aHcaMb/1a IPETXOANIIA je TIpaKca
KOHLIEPTHOT U3BOhema TpaJMI[MOHATHIX [lecaMa Koja je ycTaHOB/beHa 1998. rogune. Y mpert-
XOIHOM nepuony cryfeHTu Karenpe 3a eTHOMY3MKOIOT M)y 3a6eeXXnn ¢y OpojHe HacTyTie Ipef
pomahoM my6nukoM Ha MaHUQecTanyujama 1 KoHlepTuma kao mro cy BEMYC, ,,Hoh ucrpaxxu-
Baua’, ,/Janu Tuxomupa Hophesuha”, kao u y okBupy ayauo nsgawa Hakuhaj ce, /lasape (2017).
ITopen Tora, AHCaMO1 je OCTBapyMO 3Ha4ajHA TOCTOBaba Y MHOCTPAHCTBY (AycTpuja, Hemauka,
I'puka, XpBarcka, Pycnmja), a 4IaHOBM IpyIie y4eCTBOBA/IN Cy Ha TAKMUYEHIMA 13 00/1acTy Tpa-
AMIIMOHAJTHOT IleBamka Ha KOj/iMa Cy ocBajajy npBe Harpaje (,,Festival International de Folclor”
y bapanmu, Pymynnja; ,,Onrtuncko nponehe” y Kosancky, Pycuja). Ancambiom pykoBoau ap
Cama Pankosuh, Banpennu npodecop Ha Kareapu 3a eTHOMY3UKOIOTjy.
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