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Mjesto srednjoskolskoga predmeta Likovna umjetnost u okviru
umjetnickoga podrucja odgojno-obrazovnog sustava Republike Hrvatske

Strukturiranje kurikuluma u odgojno-obrazovna podrucja u hrvatskom je
obrazovnom sustavu u novije vrijeme predlozeno Nacionalnim okvirnim
kurikulumom za predSkolski odgoj i obrazovanje te opde obvezno i
srednjoskolsko obrazovanije (2010.; dalje NOK), a sli¢an je model nastavljen
u okviru Cjelovite kurikularne reforme (dalje CKR) zapoclete 2015. godine.
Srednjoskolski predmet Likovha umjetnost te njemu srodni predmeti u
strukovnim i umjetnickim Skolama uvrSteni su u umjetnicko odgojno-
obrazovno podru¢je koje prema NOK-u obuhvada Vizualne umjetnosti i
dizajn, Glazbenu kulturu i umjetnost, Filmsku i medijsku kultura i umjetnost,
Dramsku kulturu i umjetnost te Umjetnost pokreta i plesa dok je prema CKR-u
i Prijedlogu Nacionalnog dokumenta umjetnickoga podrucja kurikuluma (2016.)
ono sastavljeno od Vizualne umjetnosti, Glazbene umjetnosti, KnjiZzevnosti,
Umjetnosti pokreta i plesa te Dramske umjetnosti.

U izlaganju ¢e se dati kriticki osvrt na koncepciju umjetnickoga podrugja
u hrvatskom odgojno-obrazovnom sustavu, temeljen prije svega na analizi
spomenutih i s njima povezanih kurikulumskih dokumenata te prikazu
trenutacne situacije u nastavnoj praksi. Kroz kratku usporedbu s inozemnim
kurikulumima posveéenima umjetnickom odgoju i obrazovanju, poseban ce
naglasak biti stavljen na mjesto i ulogu srednjoskolskoga predmeta Likovna
umjetnost u koncepciji i realizaciji ciljeva umjetnickoga podrucja u okviru
hrvatskog odgojno-obrazovnog sustava i njegovih reformskih promjena.

Kljuéne rijeci: likovna umjetnost, umjetnicko podrucje, kurikulum,
srednjoSkolsko obrazovanje, odgojno-obrazovni sustav Republike Hrvatske
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The place of secondary school subject Visual Arts within the framework of
the art area of the educational system of the Republic of Croatia

The structuring of the curriculum in educational areas in the Croatian
educational system has recently been proposed by the National Curriculum
Framework for preschool education and general compulsory and secondary
education (2010; hereinafter NCF), and a similar model has been continued
within the framework of the Comprehensive Curriculum Reform (hereinafter
CCR) initiated in 2015. Secondary subject Visual Arts, and its related subjects
in vocational and art schools have been included in art area, which according
to NCF, encompasses visual art and design, music, film and media culture,
drama and dance. According to CCR and the Draft of National document for
art subjects in the curriculum (2016), it is composed of visual arts, music,
literature, dance and drama.

The presentation will give a critical review of the concept of the area
of art in the Croatian educational system, based primarily on the analysis of
the aforementioned documents and the associated curriculum documents
and on the presentation of the current situation in the classroom. Through
a brief comparison with foreign curricula dedicated to art education, special
emphasis will be put on the place and the role of secondary school subject
Visual Arts in the conception and realization of the objectives of art area
within the Croatian educational system and its reform changes.

Key words: visual arts, art area, curriculum, secondary education, the
educational system of the Republic of Croatia.
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Bucoka LWKo/a CTPYKOBHMX CTyauja 3a 0bpa3oBare BacnuTaya U TpeHepay
CyboTtuum

mara.aleksandrovic@gmail.com

YTuuaj Tpagmumje Ha KpeaTUBHOCT Y IMKOBHOM M3parkaBamwy geue
y NpBOM paspegy OCHOBHE LUKO/e

Kopuwhere peun ,,Tpaguumja” Huje yBek jegHo3HayHo. OHa npeacTaB/ba
KOpeH cBaKor Hapoga. Ty crnagajy npe cBera Bepa, je3uK, Hay4eHO 3Hahe,
YMETHUYKM 3aHATU, IMKOBHA, My3M4Ka U APaMCKa YMETHOCT Kao U pUTyanu,
MOpa/IHa NpaBmAa, na v NpunpemMa xpaHe.

NcTpaxuBame y KOMe je y4yecTBOBa/IO 41 AeTe CrnpoBeAeHO Yy jeAHOj
OCHOBHOJ KO/ y HULLy je Mano 3a /b NpOoBepY jaynHe NO3UTUBHOT YTULLAja
Tpaamumje Ha pa3BoOj /IMKOBHE KPEAaTMBHOCTU KOJ, YYeHMKa MpBOr paspesa
OCHOBHE LLKO/Ie MyTeM MNpPUKasMBaka HapoAHe HOLWHe Kao WHCnupauuje
33 /IMKOBHO M3pakaBawe geue. [10CTaB/bano ce nutamwe Aa /M OBaKBA
eKcreprmeHTa/IHa HacTaBa Moe rnoactahu IMKOBHY KpeaTMBHOCT KOy, AeLie
Maaher WKOo/ICKOr y3pacTa, y nopehery ca pagom MNo K1aCMYHOM Nporpamy.

KopuwheH je eKcrepumeHTasHM MOCTYNaK /IOHTUTYAMHA/IHOT
KapaKTepa ca eKCrNepuUMEHTa/IHOM W KOHTPO/IHOM Trpynom; yTBphuBame
YMHEHMLA Y MHULMjAIHOM M GUHAZIHOM CTaky Y UCTParKMBakby TOKOM MpPBOT
no/yroAuiiTa 2015/2016. rogmHe. Mokasano ce ga ce geuu maaher WKo/ACKor
y3pacta Moxe c/10604HO MOHYAWUTU eAYyKaTMBHM MaTepujaa Be3aH 3a
TpaguLuMjy U HapoAHU eToC Koju he pago caBaagaBaTH, YKO/MKO je MaTepuja
3aHUM/bMBA U NpUB/MKEHA Ha Aeum pa3syM/bMB HauuH. [ToKasano ce aa je oa
22 y4yeHWKa ekcriepuvmMeHTanHe rpyne, BehuHa (91%) nokasasa Hampegak y
pasBojy KpeaTUBHOCTH, 40K je KOA 19 yHeHUKa KOHTPO/IHe rpyne pe3y/aTaTt 6uo
3HayajHO Matbu (47%).

3aKk/byvaKk je ga u3Mehy nokasuBarba CPNCKMX HAPOAHUX HOLLHM
M NOACTULLAbA KPeaTMBHOCTM KOA4 Aele MpBOr pa3pesa OCHOBHE LWKO/e
NoCTOjM jaKa Kopeaaumja. Mnak, y npouec pasBoja KPeaTUBHOCTU j€ YK/bY4YEeHO
jow HeonxoagHux ¢akTopa (MHTeAUreHuMja, KpEAaTUBHO MULL/bEHE, Ta/ZIEHAT,
CNOCOBHOCT 3anaskarba) Koju OneT He Mopajy 6UTU A0BO/bHM AKO Ce He
CTBapajy Noro4H1 yC/10BU 3a HUXOB PasBoj.

K/by4yHe peun: CTparkuBatbe, HapoAHa HOLWLHA, TPaAULMja, KpeaTUBHOCT

30 TPAAULIMOHA/IHO:U:CABPEMEHO'Y-YMETHOCTU: M- OBPA30BAY



Marija Aleksandrovi¢

Vocational College for Education of Preschool Teachers and Sport Trainers in
Subotica

mara.aleksandrovic@gmail.com

The influence of tradition on creativity and artistic expression of first grade
primary school children

The word ‘tradition’ is not always unambiguous. Tradition represents the
root of each nation. Above all else, it includes religion, language, acquired
knowledge, artistic crafts, arts, music, as well as rituals, ethical rules, and
even cookery.

The study carried out on asample of 41 children from a primary school in Nis,
was aimed at examining the positive impact of tradition on the development
of artistic creativity of primary school pupils. The children were shown
traditional costumes as a source of inspiration for their artistic expression. The
question arose, could this kind of experimental work stimulate the creativity
of young school children, in comparison with standard work program.

The choice of method was based on the longitudinal experimental
procedure with experimental and control groups; followed by establishing
the facts at the initial and final stages of the research in the first semester
of 2015/2016 school year. The result has shown that educational material
related to national and folk traditions can be offered to young school
children, provided that the subject is presented in a way that is interesting
and understandable to them.

It turned out that of the total 22 students from the experimental group, a
large majority of them (91%) showed visible progress in expressing creativity,
opposed to 19 students in the control group, with the far more modest
success rate of 47%.

The conclusion is that there is a strong correlation between showing
Serbianfolk costumesand enhancing children’s creativity. However, inrelation
to children’s creative development, other important factors (intelligence,
creative thinking, talents, perception) should also be taken into account.

Key words: research, folk costumes, traditions, creativity
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My3uuKka 6aluTMHa Kao YyBap HaLMOHA/IHOT UgeHTUTeTa

CBaKM Hapog Koju Texu aa byae MCTOPUjCKU HAapo4, CTBapa, pa3Buja 1 Heryje
CBOjy Tpaguuwujy, GalITUHY — Ky/1mueucdHO Hacaehe. Y Tpaguvumju jegHor
Hapoga nocebHO MecTo Npunasga u Mysuum. HecTo ce TakBa My3MKa O3Ha4aBa
M Kao ,,emHOMYy3uKkd”, jep Ce Yy HOj Hariawasajy OHWM MY3MYKU MOTMBMU
npema Kojuma ce rnpenosHaje jegaH Hapoga. TakBa My3uKa je g4eo ogpeheHor
€THWMYKOr naeHTuTeTa. Hala HapogHa My3uKa pa3Buja MAaTPUOTCKM Ayx mehy
/bYAMMA, KOjU je 3apob/beH AyOOKO y Hama, MAaTPUOTCKMU AyX KOjU je BuLle
Hero noTpebaH y oBUM BpT/103MMa r/n10b6asm3aumje. CBakako, TO ce MOCTUKe
M CaMMM YyBarbeM U3BOPHMX 06/1MKa HaLMOHa/IHE MYy3MKe Og CBera LTo 6m
MOT/I0 Yy CaMy A3 AeBacTUpa M YYMHM je aHaLuMOHA/NHOM KaTeropwujom, 6e3
CBOT HAUMOHA/IHOT UAEHTUTEeTa M HapogHor cehara Ha HeHy U3BOPHOCT.
I'y6/berbeM HALMOHA/HOT AMCKYPCA Y MY3ULM, KAO LUTO je TO AaHac Cayyadj y
Cpbuijn, ypyliaBa ce 1 HauMOHa/IHM MAEHTUTET Hapoga. OTyaa CBakM HapoA4
OpWK/bMBO Mas3u Ha €BEHTYa/IHO ,,KBapere” HalLMOoHa/He My3MKe, jep OHa
TaKBa jecTe penpeseHT jegHor Hapoga npes CBeTOM M Ky/ATypama cBeTa.
Ky/ATypHOM MO/AMTUMKOM, a My3MYKO OOpa3oBatbe je BaxkaH CerMeHT Te
no/MTUKe, Koja Tpeba aa byae HauMOHa/IHO OArOBOPHA, Hall Hapog, Apxkehu
Ce CBOr MAEHTUTETA, MOXe A3 YCre Y HAMepH A3 ONCTaHe Kao KYATYPHU A4e0
CBeTa Y HajMO3UTUBHUjEM CMUCAY.

KmbyyHe peum: HaUMOHaAHM UAEHTUTET, OaluTMHa, HapoAHA MY3MKa,
obpasoBame
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Musical heritage as guardian of national identity

Every nation aspiring to become a historical nation creates, develops and
nurtures its traditions and heritage, or cultivated legacy. Music occupies a
special place in a people’s tradition. This kind of music is often referred to as
“ethno music”, because it emphasizes musical motifs through which certain
people becomes recognized. Such music is part of a specific ethnic identity.
Our music nurtures the patriotic spirit among the Serbian people and this
very spirit, trapped deep within us, is much needed in today’s whirlwinds of
globalization. Certainly, this is achieved through preserving the original form
of the national music from all that may devastate it and turninto a non-national
category, stripped from the national identity and memory of its originality.
By losing the national discourse in music, as is the case in Serbia nowadays,
the national identity is becoming more and more disintegrated. Hence, every
people keeps an eye on the national music in order to prevent its possible
““deterioration”, bearing in mind that it serves as a nation’s representative in
relation to other cultures and on the global level. Through more nationally
responsible cultural policy — music education being an important part of that
policy — and by fostering national identity, the Serbian people can succeed in
their intention to survive as a part of the cultural world in the most positive
sense.

Key words: national identity, heritage, music, education
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YHusep3uTeT y MpULLTUHM Ca NPUBPEMEHUM CceamLluTeM Y KOCOBCKO]
MwuTposuum

PakyATeT YMETHOCTHU

alexandraarvanitidis@gmail.com

Mysej y goba gurutanHe ymeTHMYKe npakKce

MMpo6nemaTnka npogopa HOBUX MeAuja U HOBUX YMETHMYKUX MPaKCH
pasBujeHUX Yy AUrMTA/IHOM OKpYKetby, HWMKaKO Huje 3aobuwsia u Kpusy
MAEHTUTETA MYy3€ja, KA YCTaHOBE KOja,,MpUKa3zyje”’ MMHCTUTYLMje CTape CKOpO
£Ba BeKa. JegaH og npumepa je 4a je 40 cpeauHe 20. BEKa je4AnHM HauuH ga ce
KBa/IMTETHO car/iegaa /leoHapaoBa MoHa /lu3a 6110 HenocpeAHO NocMaTpake
came cavke y /lyBpy. Tagallkbn HU3AK KBa/ZUTET wWTamne u doTtorpaduje
Yy Ko/0py Huje omoryhaBao 0OjeKTVMBHY mepuenuujy HHeHOr wu3sriesaa
nocpeaCcTBOM pPenpoAyKLMja U CHMMaKa. BULKM HMBOM ecTeTCKe mepuenuuje
M OOjeKTMBHE HayyHe aHa/M3e MHOMMX eKcrnoHata 6bwam cy yc/n10B/beHM
HenocpeAHWM NPUCYCTBOM YOBEKA y A3aTOM My3ejy, UCNpes CaMMX eKCnoHaTa.
O4 apyre Mo/OBMHE MPOLUOT BeKa CUTyalMja ce M3MeHMAa 3axBasbyjyhu
pocturiyhuma y cdepu kosop dotorpaduje, Kos0p WTammne, Koiop duama
(nocneapy je HapOUUTO He3aMerMB Yy PenpoAYKLMjU MPOCTOPHUX acneKaTta
HEKe CKy/anType, rpahesuHe wau Apyror TPOAMMEH3MOHA/IHOM 06jeKTa).
MojaBoM KOMMjyTepCcKe TexXHO/I0ruje CBe Cy OBe TnpojeKkuuje gobusie Ha
KBa/IMTETY M NMPUCTYNavyHoCTU. Tume ce Hamehe cnegehe nuTtame: Aa /m ce
MoHa /lu3a moxke 60/be MepumunmupaTh U AOXMBETU KAa0 YMETHUYKO ae/10 U3
HeKe KBa/IMTETHO LITaMMaHe penpoayKumje, Kibure, uiMmcke U KOMMjyTepcke
npeseHTauuje, Uan Ha AulLy mecta — Yy /lyBpy, Ha yAa/beHOCTU Of, HEKO/IMKO
MeTapa Og C/IMKe, MOTOHY/1e Y CUFYPHOCHY BUTPUHY M HempobojHa CTak/a,
y TY>BW MOCeTM/AALA KOjU rasiame U HempecTaHo CIMKajy ¢oToanapatmuma?
My3ej, Kao 1 oCTasM NOMeHyTU peHOoMeHMU, Haznasehu ce y cuTyauuju Kaga
CaBpPEMEHM TEXHWYKU MeAMjU NpeTeHAYjy Aa ra 3aMeHe, MOpa MPencnmTaTH
CBOjy CyWTUHY M npoHahu OHaj CBOj He3amerMBM acrekaT, Koju bu 6uo y
CTawy Aa 040paHM eKCKAY3MBHOCT My3eja y OA4HOCY Ha HeroBe TeXHWUYKO-
€/1eKTPOHCKE KOHKYpEeHTe.

K/byuyHe peun: my3ej, AurnTasiHa npakca, My3eosoruja, nepuentuja
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Museum in the age of digital art

The problem of expansion of new media and new artistic practices introduced
by digital environment, has been a part of museum’s identity crisis, museum
being aninstitution of “showing” thatis almost two centuries old. One example
is illustrative — by the mid-20* century, the only way to see Leonardo’s Mona
Lisa properly was to look at the panting in the Louvre. Low print quality and
color photographs of the period did not provide an objective perception of its
look through reproductions and shots. Higher levels of aesthetic perception
and objective scientific analysis of many museum pieces were conditioned
by person’s physical presence in a given museum - in front of the exhibits.
Since the second half of the previous century, this situation has changed
owing to developments in the fields of color photography, color printing,
and film (the latter particularly indispensable in the reproduction of spatial
aspects of sculptures, buildings or other three-dimensional objects). With
the advent of computer technology, all of these have gained greater quality
and accessibility. This provokes the following question: Is Mona Lisa as a work
of art better perceived and experienced from well printed reproductions,
books, film and computer presentations, or on the site — in the Louvre, from
a distance of several meters from the painting, enclosed by the impenetrable
glass, while being surrounded by the crowd of visitors constantly talking and
taking photos? Museum, as well as the other mentioned phenomena, being
in a situation where modern technical media pretend to replace it, should
reexamine its essence and find its irreplaceable qualities, which are to be
used as a convincing argument for defending the exclusivity of the museum
in relation to its technical and electronic competition.

Key words: museum, digital practice, museology, perception

TRADITIONAL AND:CONTEMPORARY-IN'ART-AND:EDUCATION 35



Jenena ApHayTtosuh
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PakyATeT YMETHOCTHU

jelena_arnautovic@yahoo.com

Tpaguumjcka u nony/sapHa Ky/ATypa Ha mysuikom ¢pectuBaamy Nyya

O Ky/ATYpU M KyATYPHOM UAEHTUTETY HeKe 3ajedHuue A0CTa FrOBOPU HeHa
My3uyka Tpaguumja (lWTa ce yornwTe cMatpa My3MYKOM TPaAMLMjOM U Koje
Cy HEHE KapaKTepUCTUKE), OAHOC MPEMA HOj, 3HAYEHA KOja jOj Ce MPpUNUCYjy
M KOHTEKCT Yy KojeM ce npeacTaBma. C gpyre CcTpaHe, nony/iapHa KyATypa
MOXe bUTK ‘caBpemeHa’, ‘HoBMja’ Ky/ATypa KOja HEKM CermMeHT Tpaauumjcke
KyaType mopguduKyje, na u MOTUCKYje, a/M MOXKe BPEMEHOM MOoCTaTh M
fe0 came Tpaguuujcke KyaType. KommsekcHa npobsemaTvka ogHoca
nsmehy nonysapHe v TpaguuMjcKe Ky/AType car/egaHa je Ha npumepy Aga
HajnoceheHnja My3uuka pectuana y Cpbuju y 21. Beky: HoBocagcKkor Erauta
M aparadeBcke [yye. PecTMBaAM Cy MOKPEHYTU Yy ABa CAaCBUM pasanymTa
KOHTEKCTa M M3 CympoTHWMX nobyaa. Nyya (AparadeBcku cabop Tpybaya)
je HacTana wesgeceTnx roguHa MpoLW/IOr BeKa M3 notpebe 3a o4vyBarem
jeaHor cneuuduuHor agena TpaguuMoHanHe ¢osknopHe KyaType (‘morseg,
y npowoct’). C gpyre cTpaHe, Er3uT je HacTao Ha npary HOBOr MW/eHUjyma
Ca uM/beM fa ce TpeKMHy Be3e Ca HeroXKe/bHUM KyATypHUM Haciehem
M ycBoje ogpeheHn noxe/bHU MOAe/M 3anagtbadyke Momny/slapHe KyaType
(‘nornes y 6yayhHoct’). OBa pas/iMKa je ounr/iedHa Uy My3MHKOM CaapiKajy
dectuBana: lNyva je nocseheHa TpagMUMoOHanHOj GOKAOPHO] My3uLM, @ ErsuT
nonyaapHoj. MehyTum, nax/bMBuja My3MKO/IOLLIKA M aHTPOMO/IOLIKA aHa/M3a
Nnokasa/a je ga noctoje 6pojHe TayKe npeceka usmehy oBux, Hau3rnes CacBUM
pasMunTUX GecTrMBana, 1 A4a NosapUTeT ‘TpagmumMoHaaHo’ — ‘nonyapHo’ rybu
jacHe rpanuue (M3mehy ocTasor, TPaAMLMOHA/IHO je MOCTa/sI0 MOMy/AapHO, U
06pHYTO). M3 aHa/m3e ogHoca uamehy Tpagmumjcke 1 nony/sapHe KyAType Ha
npumepy dectnana Eraut u N'yya NpomncTeKAn Cy U 3aHUM/bUBU 3aK/bydLM O
PEKOHCTPYKLMjaMa HauMOHaAHOT uaeHTuTeTa y Cpbuju 21. Beka.

K/by4yHe peun: Ky/Typa, TpPagULMOHANHO, NONy/apHo, ecTuBanu, UAEHTUTET
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Cultural Heritage and Popular Culture at music festival Guca

The characteristics of culture and cultural identity of some community can
be seen by observing its music tradition (what is perceived as music tradition
and which aspects it possess), as well as an attitude towards that tradition,
meanings that are ascribed to it, and context in which it is presented. On
the other hand, popular culture is, in some way, a ‘contemporary’, ‘new’
culture which modifies or even suppresses some segments of traditional
culture, but it can also eventually become a part of traditional culture itself.
A complex issue of the relationship between popular and traditional culture
is perceived on the examples of two most visited music festivals in Serbia
in the 21* century: Exit, held in Novi Sad, and Guca, held in Dragacevo. The
festivals were launched in two completely different contexts and with
different aims. Guca (Dragacevo Trumpeters Assembly) was launched in the
sixties, from the need for preservation of a specific part of traditional folk
culture (‘looking at the past’). On the contrary, Exit emerged at the threshold
of the new millennium, with an aim to cut the ties with unwanted cultural
heritage, and to adopt specific wanted models of Western popular culture
(‘looking into the future’). That difference is obvious when we look into
the music content of the two festivals: Guca is dedicated to traditional folk
music, while Exit is dedicated to popular music. However, more detailed
musicological and anthropological analyses have showed that there are
numerous intersection points between these, seemingly opposite festivals,
and that the polarity ‘traditional’ - ‘popular’ has lost its clear borders (among
other things, traditional has become popular and vice versa). The analysis of
the relation between traditional and popular culture on the examples of the
festivals Exit and Guca has also resulted in some interesting conclusions about
reconstructions of national identity in Serbia in the 21 century.

Key words: culture, traditional, popular, festivals, identity
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Music as a bridge between divided societies?

Ex-Yugoslav nations have deep musical roots. Therefore, music history in this
region is inextricably linked to socio-political changes: while perceived as
gathering all communities under Tito’s era, since then music has often been
used for nationalist purposes seeking to strengthen (sub-)national identities.

Facing this statement, the objective of this paper is to contribute
to a better understanding of music as a way to favor distance and/or
rapprochement between communities. More precisely, this contribution aims
to highlight through the example of Kosovo what are the scope and limits
of music as a method of conflict transformation. It is argued that although
the impact on the collective level cannot be demonstrated, on the individual
level, however, music may mediate relationships between people belonging
to adversary groups.

While attention is usually paid to the message imparted by music, this
paper focuses on musicians and on their position regarding the role of music
as a potential bridge within divided societies.

In order to apprehend these actors, the analysis is based on a specific
initiative, namely the Mitrovica Rock School, which provides music trainings
to youngsters coming from both Albanian and Serb sides.

Interviews with teachers as well as with students of the school
suggest that playing music with people sharing a same interest can help
to build inclusive interpersonal relationships based on common musical
identity, rather than exclusive affiliations based on nationalism. This, in
turn, may foster intercultural understanding, trust and person-to-person
rapprochement. The study also concentrates on the resistances that prevent
conflict transformation.

Key words: music, conflict transformation, interpersonal rapprochement,
Kosovo
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AHresnvHa baHkosuh
Mysej rpaga beorpaga
angelina.bankovic@gmail.com

O mecTa cehama g0 mecTta 3abopasa: Mysej 4. jyn1a 1941. n
Mysej nnerasHnx napTujckux wiramnapuja y beorpaay

HakoH 3aBplietka /[lpyror CBETCKOr paTa, HOBa COLUMjA/IUCTMYKA B/ACT
degepaTtrBHe HapoaHe Penyb/vke JyrociaBuje je y OKBUPY CBOje KyATypHe
No/IUTUKE, YCMEpEeHe TMpeBacxXOAHO Ha ,,MpeBasu/Ia)keme  Ky/ATypHe
33a0CTaNOCTU”, BE/IMKY Maxhy MOCBETU/A OCHMBawy My3eja. bpoj myseja
y HapogHoj Peny6avuu Cpbuju je, ¢ npeapaTHUX ABageceT Tpu, A0 1955.
roguHe nopacrtao Ha ocamgeceT LecT. BaxHo mecTo y nporpammMma OBMX
My3eja 3aysuMmasie cy Teme 13 HapogHo-0c1060aM1a4Kkor paTa u uctopuje
KomyHucTmyke naptuje. Tako cy 1. maja 1950. roguHe y beorpagy oTBOpeHu
Mys3ej 4. jyna 1941. rogmHe, Kao MeMOPpUja/IHU My3€ej OCHOBaH Y 3HaK ceharba Ha
fiaH AOHOLIEeHha O4/yKe O MOKPeTamy OPYXHKAHOr YCTaHKa Y /Jpyrom CBETCKOM
paty, n My3ej uaerasiHMx MApTUjCKMX LUTaMnapuja, y KOjeM je npuKasaH
unerasnu pag KomyHuctuuke naptuje y beorpagy npe u TOKOM OKynauuje.
Ob6a my3eja npor/awleHa cy 3a CNOMEHUKe KyAType 04 U3y3eTHOr 3Hadyaja,
a/n Cy TOKOM 2000. roAMHe NPBO 3aTBOPEHM, a 3aTUM Cy U Kyhe y Kojuma cy
cMelTeHn BpaheHe HaciegHUUMMA NpegpaTHUMX B/AcHMKa. Ha OCHOBY oBa
ABa NpUMepa, Yy paay je npuvkasaH ogHoc nmehy myseja, uctopuije un cehara
y Bpeme ®epepatvBHe HapogHe Penybiuke Jyrocnaeuje, aav U y Bpeme
YKMAamwa Ccoumjannctmike BAaCTM y Jyrocrasuju. KopuwheHa Teopujcka
no/sasuwTa Cy Teopuja My3ejcke cenekuuje 3. CTpamCKOr, npema Kojoj
KpUTEpMjyMK 3a u3gBajarbe Oyayher my3sejckor npegmerta Kao ,,A40KYMEHTA
CTBApHOCTM” 3aBMCe 04 MCTOPUjCKOr TPEHYTKA Y KOjeM ce npoLec n3aBajarba
Aewasa, anu u ogHoc usmehy uctopuje n cehama Kako ra suau M. Hopa, a
npema KojeM je OCHOBHM Ln/b UcTopuje aAa yhyTka u yrylum cehame.

K/mbyuHe peun: mysej, uctopuja, cehare, Mysej 4. jyna 1941. roguHe, Mysej
naerasHMx NapTUjCKMX WTamnapuja
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From Sites of Remembrance to Sites of Oblivion: Museum of 4t of July 1941
and Museum of the lllegal Party Printing Presses in Belgrade

After the World War Il, “overcoming of cultural stagnancy” was set as one of
the main goals of the new socialist Government’s cultural policy in the Federal
People’s Republic of Yugoslavia and founding new museums was part of that
strategy. It led to the increase in the number of museums in the People’s
Republic of Serbia, from 23 in the pre-war period to 86 in 1955. The People’s
Liberation War and the history of the Communist Party of Yugoslavia were
among important subjects in these museums. On Labor Day 1950, Belgrade
saw the opening of two museums: Museum of 4™ of July 1941, set up as a
memorial museum commemorating the day when, in the same house, the
Central Committee of the Communist Party decided to raise an armed uprising,
and the Museum of the Illegal Party Printing Presses, in which the illegal work
of the Communist Party before and during the War was presented. Both of
these museums were given the status of a cultural monument of exceptional
significance, but were closed in 2000, and the houses in which they were
situated were later returned to the heirs of the pre-war owners. Based on
these two examples, this paper tends to show the relation between museums,
history and memory in the Federal People’s Republic of Yugoslavia, but also
in the time of the abolition of socialist Government in Yugoslavia. Basic
theoretical starting points that are used are the theory of museum selection
by Z. Stransky, according to which the selection criteria for museum object,
perceived as “document of reality”, is connected to the historical moment in
which the selection is taking place, as well as the relations between history
and memory as seen by P. Nora, according to which the “true mission” of
history is to “suppress and destroy” memory.

Key words: museum, history, memory, Museum of 4 of July 1941, Museum of
lllegal Party Printing Presses
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YMEeTHOCT Kao CMHepruja yma, Te/1a U gyxa:
3Hauvaj ymeTHM4YKOr o6pa3oBarba 3a popmupare IMYHOCTU

Kpo3 nctopujy cee BpcTe yMETHOCTU CAYXKK/e Cy Aa MOBEXY Hally MaLTy C
Hajay6/bUM NMUTaMMA /by ACKe er3sucTeHLmje — Ko caM, LUTa je Moja MUCHja, Kyaa
naem... lpoHanaxemwe 04roBopa Ha OBa NUTaa K/by4Ha Cy 3a pasymeBame
KMBOTA U KUB/bEHE Y TYHOM CMUC/Y T€ peyn. YMETHOCT je, Takohe, MHTerpa/iHu
A,€0 CBauujer cBakoAHEBHOT }MBOTa (04 AM3ajHa MPOCTOPA, MPEKO My3uMKe C
paauja, duamoBa 1 cepuja Ha Te/sIeBU3MjU — A0 YTULAja KAACUYHE YMETHOCTH).
[VPEKTHO UCKYCTBO YMETHUYKMX fe/1a HEOMXOAHO je 6apeM KO/IMKO U ApyrU
KYATYPHM W, YOMLUTE, AYyXOBHM U3Pa3u.

JepaH og BUTHMX acrneKkata YMETHOCTM KOjW je YMHM creyuduyHOMm
obnawhy jecte ynpaBoO HeH KamauuTeT Ada KOMYHWLMPA — pasmemyje
nHdopmalmje 1 3Ha4Yera Ha HauMHe Koju rnpesasusiase BepbasHe. lNojeanHu
acnekTU /bYACKOTr WCKycTBa 60/be ce uM3paxaBajy Kpo3 Heke dopme
KOMYHWKaLMje Hero Kpo3 papyre. /byau cy u3ymennm CBaKy MOjeAnHaYuHy
YMETHOCT ynpaBo ga bu npeseHToBasa jegaH ogpeheHn acneKkT peasHOCTU.
YMeTHOCT pasBuja AMBEpPreHTHa MuLl/bena, MNoACTMHe Maage aa Adjy
pa3sHOBpPCHe, a He yBeK WCTe OAroBope WM pellerwa 360r Tora wTo cy
pellera y yMeTHOCTM BULLIECTPYKA. YMETHOCT NOMaxe YYeHULMMa A3 CTEKHY
BMLLIECTPYKY NepCrneKkTuBy, 4a MUC/Ie KpO3 U yHyTap maTtepujana, 4a u3pase
HeM3roBop/bMBO.

K/byyHe peun: yMeTHOCT, IMYHOCT, YMETHUYKO 0O6pasoBarbe, KOMyHMKaLuja
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Art as synergy of mind, body and spirit:
The importance of art education for the formation of personality

Throughout history, all kinds of art have served to link our imagination
with the deepest questions of human existence - who am [, what is my
mission, where | am going. Finding answers to these questions are crucial for
understanding of life and living in the full sense of the word. Art is also an
integral part of everyone’s daily life (from space design, through radio music,
films and television series - to the influence of classical art). Direct experience
of artistic work is necessary at least as much as other cultural and spiritual
expression in general.

One of the important aspects of art which makes it a specific field of
interest is precisely its communicative capacity - to exchange information
and meanings in ways that go beyond the verbal. Certain aspects of human
experience are better expressed through some forms of communication
than through the other. People invented every single art precisely to present
one particular aspect of reality. Art enhances divergent thinking, encourages
young people to provide diverse and not always the same answers or
solutions because solutions in art are multiple. Art helps students to gain
multiple perspectives, to think through and within the material, to express
the unspeakable.

Key words: art, personality, art education, communication
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MokparueBo Hacehe y genrMma KoMno3MTopa pyKoBeTHe NpoBeHujeHLuje
Apyre nosnosuHe XX BeKa — o4 peadpupmaumje 40 Herayuje TpagnL,0HaIHOT
mogaena ctpode

Y pyKkoBeTMma 1 CpoAHMM PopMama gpyre nosoBuHe XX BeKa yodaBajy ce
Pa3sHOBPCHM KOHUENTU NpUumeHe MOoKparmHYeBMX YMETHUYKMX NOCTYy/1aTa y CBUM
CcermMeHTMMa KoMnosnuuoHe obpage Po/IKNOPHUX MaTepujasna. MoKkpar4eBo
Hac/iehe NpUCyTHO je y Ae/1Mma KOMMO3UTOpa OBe ernoxe y pas/In4yuTom obumy,
M Y KOHTEKCTY HUXOBUX YMETHUYKUX MHTEHLUMjA M CTU/CKUX Onpee/bera.
[AOMMHAHTaH YTULA] €BUAEHTAH je Y Ae/MmMa KOMMO3UTOpa MpBe rnopaTtHe
aekage: Bractumupa lMepuunha, bopusoja Cumuha, Aywana Tpbojesuha m
AP, Y KOjuma ce, y npouecy onwTer ycsajatkba MoKpambyeBUX KOMMO3ULMOHUX
nocTy/aaTa, nocebHo wu3aBajajy mocTynuu peadupmaumje TpaguLMOHaAOr
mMogena ctpode. Ca gpyre cTpaHe, npouecu BepTUKa/iHe agectabuansauuje,
3amar/bMBarba rpaHUYHUX /IMHW]a, U306/1MHea YHy TpaLUrber npocTopa ctpode
y aenvma nonyt MKeHckux necama MupjaHe »Kuskosuh v Kpeca /lygmune ®pajt
W beHe Heraumje y Komnosuumju M3 cmapux 3anuca CmesaHa Cm. Mokparsua
1876. 200uHe AKknaa Kouwja, ykasyjy Ha MmoTnyHO Apyraduju npucTyny Tymademy
MoKpar4eBOr CTW/1a U eroBor yMeTHUYKOT Hac/leha.

Lnmb oBor paga je ga ce NpUMMEHOM CTaHAapAHOr CTYKTYpHO-GOpmMasiHor
MOZe/1a My314Ke aHa/In3e yKaxe Ha BP/10 3Ha4ajHO MpUCyCTBO TPaAULMOHa/IHOP
(,,MokpamueBor”) mogena cTpode y ge/Mma KOMMO3UTOPA PYKOBETHE
npoBeHujeHuuMje, 04 beHe adupmalmje 40 NOTNyHOr Npeob/nMKoBakra.

K/byyHe peun: ymeTHMYKO Hacnehe, CteBaH MoKparall, PyKOBEeTH 1 CpogHe
dopme apyre nosnosuHe XX BeKa, TPaAMLMOHANIHM MOAen cTpode, My3nyKa
aHanu3a

44 TPAAULIMOHA/IHO:U:CABPEMEHO'Y-YMETHOCTU: M- OBPA30BAY



Sasa BozZidarevic

University of PriStina with the temporary seat in Kosovska Mitrovica
Faculty of Arts

sasabozidarevic@gmail.com

Legacy of Mokranjac in the works of other composers of garlands in the
second half of the XX century - from negation to the reaffirmation of the
traditional model of stanzas

In garlands (rukoveti) and related forms of the second half of the twentieth
century various concepts of application of Mokranjac’s artistic postulates can
be traced in all segments of the compositional process of folklore materials. In
relation to artistic intention and stylistic preference, the legacy of Mokranjac
reflected to a different extent the works of the composers of the epoch. The
dominant influence is evident in the works of the composers of the first post-
war decade: Vlastimir Perici¢, Borivoje Simi¢, Dusan Trbojevi¢ and others, in
which the reaffirmation of traditional stanza model is particularly stressed in
the process of general adoption of Mokranjac’s compositional postulates.
On the other hand, the processes of vertical destabilisation, blurring of the
boundary lines and distortion of the internal space of stanzas are notable in
works such as Women’s Songs by Mirjana Zivkovi¢ and Kres by Ludmila Frajt,
while in the composition Old manuscripts of Stevan Stojanovi¢ Mokranjac from
1873 by Akil Koci they are negated, showing a completely different approach
to the interpretation of Mokranjac’s style and artistic legacy.

The aim of this study is to point out a particularly significant presence
of traditional (“Mokranjac”) model of stanza in the works of composers of
garlands by using a standard structural-formal model of musical analysis.

Key words: artistic heritage, Stevan Mokranjac, garlands and related forms

of the second half of the twentieth century, traditional model of stanzas,
musical analysis
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Mwuavua Boxuh Mapojesuh
YHuBep3uteT y beorpaay

Punoszodcku parkyater

LleHTap 3a My3€0/10rujy 1 XepuToiorujy
b.milica.b@gmail.com

Hacnehe paTa kao 6awrtuHa y mupy

TOKOM paTHUX pasaparba, Be/MKM OpOj CMOMeHMKa CTpaja, WTO U3 HexaTa
WITO HaMepHO. Mako pas/nMuuTe KOHBEHLMje W 3aKOHCKe perysatuse
npeasuhajy 6pury o 6alTUHM NOPO6/bEHNX, OKYNUPaHKX, pedjy ,,ApYyrux”,
CBE/OUM CMO HUXOBUX KpLUEHA, YaK U Y HOBUWjOj UCTOpMju. Kaga HacTynu
MuUp, cycpehemo ce ¢ HOBMM CUTYyalMjama — C jegHe CTpaHe MMaMo YHULLTEHO
namn owrteheHo Hacnehe Koje Tpeba 0OHOBUTH, a ca gpyre HacTaza Cy U HeKa
MecTa Koja 360r 3Ha4aja gorahaja Koju cy ce Ha HbMMa OAWUrpasnn 3acayxyjy
A 6yay TpaHcdopmmcaHa y npoctope namhema. Kpos pasanymre npumepe
3arnocTaB/beHnx, 3abopaB/beHMX, A0 MNO0/Aa WAM MOTNYHO 3aBPLUEHUX
MemMOopHUjana, npe cBera M3 pervoHa, OBaj pag MOKyLlaBa Aa Ad HEKO/MKO
npeA/10ra Kako NnocTynaTu ca Hexe/beHUM Hac/ieheM y 0CceT/bUBUM TPeHyLMMa
noc/iepatHe OOHOBe, Te ga WCTAaKHE HeroBe eAyKaTWBHE MoTeHuujane y
M3rpagru TPajHOr MMpa U MOMMUpeba.

KmbyyHe peum: paT, nociepatHa o6HOBa, KOMemopauuje, AUCOHAHTHO
Hac/sehe, 3aKOHCKa pery/aTmsa
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Legacy of war as heritage in peace

During the war, a large number of monuments is being destroyed, either
deliberately or accidentally. Although the various conventions and regulations
provide special care of the heritage of the enslaved, the occupied, or in
other words “the others”, we are witnessing their violation, even in recent
history. When peace comes, we have to deal with new situations - on the
one hand, we have destroyed or damaged heritage that must be restored,
and on the other, we have some new places that because of the importance
of the events they evoke, deserve to be transformed into spaces of memory.
Through various examples of neglected, forgotten, half-completed or fully
completed memorials, mostly from the region, this paper is going to give
some suggestions on how to deal with that so-called dissonant heritage
during the post-war reconstruction, and also to highlight its educational role
in building lasting peace, stability and reconciliation.

Key words: war, post-war reconstruction, commemorations, dissonant
heritage, legislation
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BeaurgeHcku urpum Bo lNopeue — BpCcKku €O TBOpELUTBOTO Ha Kocoso

Ha MakegOHCKMOT PO/IKAOp TepeH MOLUHE MHTepeCcHa NojaBa Be/IMrAeHCKUOT
0bu4aj co ApaMCKM enemeHTM T. H. 2a4ku, og [Mopede. OBa HGuna xmea
Tpaguuuja Bo lNopeye 0 70-ute roguHun Ha XX Bek. Fos1em gen Ha perucrpauum
e cecTpuTe JaHKOBUK U Bepa KanykoBa, o4 Kage uMame geTasiHM OnUcK Ha
radkuTe. Oz 0BME NOAATOLM Ce 3Hae AeKa OBME UTPU, BO MPBUOT ge/1 Ha XX BeK
6use pacnpocTpaHeTu Ha TepuTopujaTa Ha 3anagHa MakegoHuja u Kocoso.

1o nctparkyBaumte OoBME Urpu NMoKarKyBaaT TParMTe Ha NopaHeLHuTe
KYy/ZITOBU KOH M/104HOCTA — I/1aBHO KY/ATOT Ha /JMOHC — KaKo LWITO M1 3Haeme
0/, NOBP3aHUTE MeCHW, U TemaTuKaTa Ha urpuTte. lak nHTepecHa nojasa Age
pUTYya/iHM Opa, LUTO MOjaByBa KaKo PaMKa Ha MOYETOKOT M Ha KPajoT Ha urpure,
KOM MCTO TaKa MoCTOoe/e M Ha KOCOBCKMOT $O/IKNOp TepeH. Tpeba pa ce
Hars1acu — geka no GOo/NKNAOPHUTE UCTPaXKyBatba — MOCTOEHETO Ha OBME FayKu
CO pUTya/IHO OpO, KaKao CBeYeHO OTBOpare, BU/N0 KapaKTepuCTUYHO BO
e/eH cneunduyeH permoH, Koj NOKpMBa/ie 3ae4HMYKa TepUTOpHja 04 3anagHa
MakegoHuja n Jy>kHo KocoBo, Koja coap»KyBa Ha npumep lpeluHuua, Knyeeo,
lFopmwe Hepogumse m lMacjare.

Knyynu 360poBu: BenurgeHcku urpu, MakegoHCKMOT (O/K/AOpP, CPrCKMOT
$0o/KNOp, pUTYyaneH TaHy,
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Easter Dances from Porece — Connections with Kosovo folk heritage

There is an interesting phenomenon in the Macedonian folklore, the so called
gachki, which represents Easter related dramatic custom present in the
Porece region. It had been a living tradition untill the 70’s of the 20" century.
This custom has mainly been documented by the Jankovi¢ sisters and Vera
Klickova. From their field work we have detailed descriptions, which inform
us that the custom was present in Western Macedonia and in Kosovo during
the first part of the 20™" century.

Theresearch shows that these folk dances had theirrootin the ancient
cults of fertility, mainly the cult of Dionysus, as we can see both from the
content of the songs and from the themes of related dance performances.

Two ritual ‘oro’ dances are particularly Interesting, found at the
beginning and at the end of a folk piece, and they are also characteristic for
Kosovo folklore as well.

It should be stressed that, as the field work has shown, the existence
of these Easter gachkiwith ritual oro as ceremonial opening, was characteristic
for the specific common region comprised of Western Macedonia and South
Kosovo, with locations such as Gresnica, Ki¢evo, Gornje Nerodimlje and
Pasjane.

Key words: Easter folk dance, Macedonian folklore, Serbian folklore, ritual
dance

TRADITIONAL AND:CONTEMPORARY-IN'ART-AND:EDUCATION 49



BecenuHka Bpasosuh

YHusep3uTeT y MpULLTUHM Ca NPUBPEMEHUM CceamLluTeM Y KOCOBCKO]
MwuTposuum

PaKy/aTeT YMETHOCTH

bralovicveselinka@gmail.com

MoryhHoCT npumMeHe HapogHe necme KOCOBCKOT Kpaja
y HacTaBu condeha

oA MojMOM HapogHe mecme ce mMoApasymeBa CUMHTE3a TeKCTa, mesnoguje
n putma. a 6GucmMo roBOpu/Iv O MeCTy M y/1031 HapOoAHe NnecMe ca My3UYKM
boraTor KOCOBCKO-METOXMjCKOI MPOCTOPa, LM/b OBOr paja je yKasaTu Ha
MOTrYRHOCT HbUXOBE NpaKkTUYHEe NPUMEHEe Y HaCTaBHUM cagprKajuma. HapopaHe
necme ca KocoBa mMoOry noc/iyxkutu Kao 6asa 3a Tymayere W pellaBare
oapeheHe npobsiemaTrke y HacTaBu condeha, Kao LWTO Cy: KAPAKTEPUCTUYHU
PUTMOBM, XapMOHMUja, cneuuduyHa MeTpmKa, ayTeHTUYHA Me/0AMKa, TeEMNO,
apTUKy/aumja U My3mdkKM 061uu. Y caBpeMeHoj HacTaBu condeha ynotpeba
TPaAULMOHA/HUX MecamMa AOMPUHOCU MNpubaunKaBamwy My3uyke 6GaluTuHe
YYEHULMMA, KOjW je H4eCTO A0KMB/baBajy Kao HELUTO apXauvHo, HenoTpebHo
M A0CagHO. HapoaHe necme npeacTas/bajy gparoueH MaTtepujan jep cy 36or
CBOje jeAHOCTAaBHOCTU U Pasym/bMBOCTU MorogHe 3a obpagy seh y paHom
LUKO/ICKOM Yy3pacTy, Te ce nomohy mwux caB/iagasajy ogpeheHe HacTasHe
jeauHuue ns condeha. To je n NyT KakoO cavyBaT HapogHe necme ca KocoBa
o4 3abopasa.

K/byuHe peun: HapogHa necma, condpeho, My3nyKko onnucmerbaBate
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The possibility of applying Kosovo folk songs in solfeggio teaching

The term folk song implies a synthesis of text, melody and rhythm. In order
to discuss the place and role/importance of a folk song existing in the
musically rich area of Kosovo and Metohija, the aim of this paper is to point
out the possibilities of their practical use in curriculum content. Folk songs
from Kosovo can be a basis for interpreting and solving particular issues
in teaching solfeggio, such as: characteristic rhythms, harmony, specific
metrics, authentic melodic, tempo, articulation and musical forms. In modern
teaching of solfeggio, the use of traditional songs makes musical heritage
closer to students, who usually feel them as something archaic, unnecessary
and boring. Folk songs are valuable material and thanks to their simplicity
and clearness they are suitable for teaching at an early age so students can
easily learn some particular solfeggio teaching units. Moreover, it is a way to
preserve folk songs from Kosovo from oblivion.

Key words: folk song, solfeggio, musical literacy
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JoBaH bykoBsana

YHMBEp3UTET ymMeTHOCTU y beorpagy
daky/nTeT APAMCKMX YMETHOCTHU
jovica.wrachar@gmail.com

Pa3B0j BUCOKOLLKO/ICKOT 06pa3oBata y 06/1aCTM yMeTHUYKe urpe y
Peny6auum Cpbuiju

Y O0BOM pagy ce XPOHO/IOWKM pa3MaTpa HEKOHTUHYMpPaHM pasBoj
BMCOKOLLIKO/ICKOr 0bpa3soBara y 06/1acTv ymeTHU4Ke urpe y Peny6auum
CpbMju M M3HOCHK CTaB Aa TPEHYTHO He MOCTOjM CaMOCTa/IHa BUCOKOLLKO/ICKA
yCTaHOBa aKpeaMTOBaHa 3a M3Bohetre HacTaBe Yy 06/1acTh KnacuyHor 6aneTa,
HapogHe urpe, caBpemeHe Wrpe, My3uyKor mno3opuilTa, Kopeorpaduje u
neaaroruvje. AyTop OBOr paja MNpuKasyje UCTOPUjCKK nper/es H6e3ycreLHmx
MOKyLUIaja A4a ce y4eHUUMMa 3aBpLUHMX pa3pesa cpearurx 6asneTcKux LWKo/a
MPOAY*KM LLUKO/IOBakbe Ha BULLIEM HUBOY. Y3 npumMep go6pe npakce (XpBaTcKa)
MoB/IaYM ce rnapasiesa ca npaBHUM nponucuma Penybanke Cpbuje Kojuma ce
peryauily CTaTyC M MO/I0XKaj 6aneTCcKUX YMETHMKA M YMETHMKA HapogHe M
CaBpeMeHe n/iecHe opujeHTauuje.

KmyyHe peum: ymadvko-6anetcka LwWwKoaa, Mysuyka Akagemwuja, Bucoka

duamcka wKona, Fpyna 6Gasneta [MosopuwHe Akagemuje, MHCTUTYT 3a
YMETHUYKY Urpy
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Development of higher education in the field of artistic dance in the
Republic of Serbia

This paper examines chronologically discontinuous development of higher
education in the field of artistic dance in Serbia and argues that there is
currently no independent institution of higher education accredited for
teaching in classical ballet, folk dance, modern dance, musical theatre,
choreography and pedagogy. The author of this work shows historical
overview of failed attempts of providing continuing education at a higher
level to pupils finishing secondary ballet schools. With the example of good
practice (Croatia) a parallel is to be drawn with the legislation of the Republic
of Serbia regulating the status and position of ballet artists and artists of folk
and modern dance orientation.

Key words: Acting-ballet school, Music Academy, High education school for

film acting and directing, Ballet group of the State Theatre School, Belgrade
Dance Institute

TRADITIONAL AND:CONTEMPORARY-IN'ART-AND:EDUCATION 53



Aparax bysnatoBuh
YHuBep3uteT y beorpaay
Punosodcku parkyater
dbulatovi@gmail.com

06/1uUKkosar-e y 06pasoBHUM anopujama

Kako ce TpogesHa CTpyKTypa mnporpama /UKOBHE Ky/mype 3a OCHOBHO
M CpepaOLLIKO/NCKO obpasoBare OnpaBgaBa MNeAarowKuUM  3Hadvajem
MHAMBUAYanHe 06/MKOBHe noTpebe 4YoBeka (1), couujasHe dyHKUMje
YMETHUYKOr genatba (2) Kao M KOHCTUTYTUBHe Yy/aore o06/uKOBaka Y
0oCTBapuBatby 06pa3oBHMX LM/beBA, baBuheMo ce CMHKpeTUYKOM yroTpebom
3Hayera nojma Bildung. OBaj nojam ysasu y Bokaby/sap npocBeTUTe/bCKOr
HayKoBara MPBEHCTBEHO Yy 3Hayewy 06pd308drd a/M TAKO LITO Y CBOjOj
eTUMO/IOMUjU  4yBa M npeHocu 3arnamheHy K/AacuyHy AOKTPUHY Y4yera
yrnegamwem, Yr/1e4HOM MpOU3BOAHKOM C/IMKA CMO3HATOr WAW  C/IMKOM
CMO3HATOr. XYMaHUCTMYKA Teopuja YMETHOCTM OCTaBW/Ia jeé Haju3pasuTUju
£,0Ka3 Ba/baHOCTU ynoTpebe KaacmyHor Hacneha y obpasoBamy mogepHOr
fo06a. 3awTo ce, nak, OBO MCKYCTBO Ca MYKOM MpuUMetyje y caBpemeHoj
06pa30BHOj MPaKCH MOKyLLABaMO 4a AaMO O4rOBOP Y OBOM pajy.

K/by4dHe peuun: IMKOBHA Ky/Typa, 06/11MKoBame, Bildung, X. I'. Fagamep, XK. O.
/Inotap
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Bildung in the aporia of education

As the three-part structure of the program of arts education for primary
and secondary education is justified with the pedagogical importance of the
individual human shaping needs (1), the social function of the artistic activity
(2) and constitutive role of the shaping in achieving educational goals, we are
going to explore the use of the syncretic meaning of the term Bildung. This
term comes into the vocabulary of Enlightenment’s tutoring primarily within
the meaning of education, but in its etymology it preserves and transmits
memorized classical doctrine of emulationlearning, the prestigious production
of pictures of known or by picture of known. The humanistic theory of art left
the most striking proof of the validity of the use of the classical heritage in
the education of the modern age. However, this experience is applied with
the torment in contemporary educational practice, and why is that so we are
going to try to answer in this paper.

Key words: arts, shaping, Bildung, H. G. Gadamer, J. F. Lyotard
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Myseanu3saymja Kao XepMeHeYTHUUKU Kpyr

Cam nojam Haczneha noyvBa Ha CBOjCTBY AYrOBEKOCTW, Yy MaTepuja/IHOM
CMUCY U BEYHOCTH, Y BpeAHOCHOM cmucay. [lpouec couujanusauuje
noApasymeBa fa Ce OBUM arncTPaKTHUM MojMoBUMa (BEYHOCT M BEUMTOCT)
0be3bean caBpemMeHn AMK. YmecTo meTadopurKe JaHYCOBOT /MLa, CBOjCTBEHE
MY3€jCKOj pernpe3eHTaTUBHOCTM, CaBpeMeHO OalTumwere MnovMBa Ha
WHAMBUAYAAU3ALMjU MYy3€a/IHOCTU Yy CTBapMMa U npoLecMma CBakuallmuLe,
NMPUBATHOCTU M OBUYHOCTU. TOM MPOMEHOM MOCTaje CTBAapHUjU 3axTeB CBaKe
My3ea/in3auumje 4a 3aTBOpU Kpyr npesohera cTBapm 13 NPUPOAHOT KOHTEKCTA
Yy KOHTEKCT MYy3ejCKOr CBeA04aHCTBa, @ MOTOM MOBpaTak CTBapW/40KyMeHTa
Kao Ky/ATypHe mHdopmMauuje y NMpUPOAHO OKpYykere. Y TOM Haymy CBaKOj
My3ea/M3aumju je HeomXxOA4HO Aa MPUPOAHO CTakbe CTBapu OCTaHe jeAuHa
CTBapHa CTBapHOCT U /a ce My3easiM3aLmja U3BOAM U 3aK/byHyje Kao CMUC/IeHa
/bY/,CKA aKTMBHOCT Y H0j Kao NPUMapHOM XabuTtycy. 36or Tora hemo nopeautu
aKTyeNnHn mogen andysHe myseanmsauuje ca CTPYKTYPOM XepMeHeyTUYKOr
Kpyra ca HAaMepom fa yTBPAMMO Ba/baHOCT Te€3€e O HUXOBOj XOMO/0rUju. Y TOj
HaMepu aHa/M3MpahemMo HeKe esiemeHTe npojekTa Bekosu baua.

K/byyHe peun: myseanunsaumja, audysHu My3sej, XepMmeHeyTUYKM Kpyr, Bekosu
Baua
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Muzealization as hermeneutic circle

The very concept of heritage is based on the trait of longevity, in the material
sense, and of eternity, in terms of value. The socialization process implies
providing a contemporary character to these abstract notions (eternity and
perpetuity). Instead on the Janus faced metaphor, inherent to the museum’s
representativeness, modern inheritance is based on the individualization
of the museality in things and processes of everyday life, privacy and
ordinariness. Within that change, a request of each musealization to close
the circle of translating things from the natural context into the context
of the museum testimony, and then to return things / document as well as
cultural information in the natural environment — becomes reality. In that
arrangement, for each musealization is essential that the natural state of
things remains the only true realm and that in it, as in its primary habitus,
musealization is performed and concluded as a meaningful human activity.
Therefore, we will compare the current model of widespread musealization
and the structure of the hermeneutic circle, with the intention to establish
the validity of the thesis of their homology. In that intent, some elements of
the project Centuries of Bac are going to be analyzed.

Key words: musealization, widespread museum, hermeneutic circle, Centuries
of Bac
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Bub/ujcKa cueHa Kao aZeropujcku npocTop namhema:
npegacTtase Bapa Hukonaja Il Kpos moTus Becege Ha ropu
(pycka gopeBo/yuMOHapHa MMaruHaLuja U 3arpaHuyHa KyTypa cehamwa)

Youu, a nocebHO HAKOH ycnenor ateHTaTa Ha AznekcaHgpa Il 1881. roguHe,
3BaHWYHa ugeooruja y Pycuju cBe je CK/10HMja no3uBary Ha 60KaHCKO NpaBo
B/1aCTM M MOHAPXOB COrpus mysticum, uHaye onwTUM MeCcTUMa y oAbpaHu
NIerMTUMUTETA CTapUX €BPOMCKUX MOHapXxuja. JOKTpuHa ce pedaekToBasa U
Ha Ha4YuH BM3ye/M3aLmje NOTOMCTBA yOujeHor nMnepaTopa, HaApOUYUTO Ha /MK
uapesuha Hukonaja Il — rapaHTa guMHacTUYKe BUTaZHOCTM PomaHoBux. Ha 1o
ynyhyjy ABe peanrnosHe asneropuje Koje ce pasmaTtpajy y NpBOM Ae/y pasa, Ha
KOjUMa je no3HaTu nopTpeTucTa MBaH MakapoB npukasao byayher Hocuoua
LLAPCKMX perasuja Kao MOMHOr caylaoua XpUcToBe MpornoBean Ha ropu U
peuunujeHTa HapouuTe Boxje GrarogaTw, Lpr/beHe yrnpaBo M3 ogabpaHe
bubamnjcke cueHe.

Y3umajyhu y 063uMp Beoma OCeT/bMB MO/MTUYKKM TPEHYTaK y KOMe Cy
Aena HacTana, HbUMXoBa MMM/IMLUMTHA MOPyKa MoCcmaTpady, MoHajsuLle
NOTeHUMja/IHOM TPEeBPaTHUKY, Buaa je Aa je CBakuM Hamag Ha MpuUNagHuKa
LApCKOr AOMa MCTOBPEMEHO Hamag Ha camor bora. Kaga ce 1918. roguHe
60roxynHu cueHapuo uapeybucTBa unak MOHOBMO, U MOLUTO je jol paHuje
bo/blueBMYKa peBoO/syLMja O3HaYMAa paguKaaaH packug ca LAPUCTUHKOM
npowowhy, Mk HUKoAaja Il, gonyreH MapTUpCKMM opeo/iom, HacTasuhe ga
MCTpajaBa U3BaH AOMalLaja yTULAja COBjeTCKMX LLeH30pa, Y MMarnHaumjm bene
emurpaumje, Kao cumb0/1 BUXOBOT UAEHTUTETA, KPTBE, bopbe 1 BpegHOCHOT
cMcTeMa TOKOM BULLeAeLeHUjCKOr CTPAHCTBOBaMa y 3arpaHnyHoj Pycuju.

Apyrv aeo paga pgaje OCBPT Ha BU3Yye/IHO MeMOpUCame MnoToner
pycKor uapa y mehypatHom nepuogy Ha 11y KpasbeBuHe CXC/Jyrocnasuje, ¢
Har/lackOM Ha a71eropujCKknMm npegcraBamMa Koje xusonuiie AHgpej buueHko.
Ha wrma ce HaHOBO, Caga y Cakpa/IHOM LIpKBEHOM MPOCTOPY, 1 y3 6aaroc1os
AYXOBHMX QayTOpUTETa HOBE CyporaT-4OMOBUWHe, cpehe 3amul/beHu
MMMNEepaTopoOB /IMK Yy CBOjCTBY CBeAOKa XPUCTOBE HayKe, KOME Ce OBOra
nyTa NpUAPYKYjy U MOHAPCK CPMCKOr U jyrOC/IOBEHCKOr Kpa/beBCKOr A0Ma
Kapahophesuh, ynme cy eBoumpaHe NpucHe gMHACTUYKE Be3e U CaBe3HULLTBO
TOKOM CyAB60HOCHUX eTana Beaukor paTa.

K/by4yHe peun: pesimrnosHa aseropuja, npoctop namheta, Hukonaj I, Becega
Ha ropw, 3arpaHuyHa KyaTypa cehama, MiBaH Makapos, AHapej buueHko
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Biblical scene as an allegorical space of memory: representations of Tsar
Nicholas Il through the motif of the Sermon on the Mount
(Pre-revolutionary Russian imagination and émigré culture of remembrance)

Prior to but especially after the assassination of Tsar Alexander Il in 1881,
the official ideology in Russia was becoming more and more prone to foster
the doctrine of the divine right of rulership and monarch’s corpus mysticum,
otherwise commonplaces of the old European monarchies’ legitimacy claims.
It likewise reflected the fashion in which the murdered emperor’s offspring
were visualised, especially the young Tsarevich Nicholas I, being the bearer
of vitality of the Romanovs. In this light, the first part of the paper will
concentrate on the analysis of two religious allegories by the well-known
Russian portrait painter lvan Makarov, depicting the future wearer of the
imperial regalia as a careful listener of Christ’s Sermon on the Mount and
recipient of God’s special grace, derived precisely from the chosen biblical
scene.

Taking into account a highly delicate politicalmomentin which the works
under consideration were created, their implicit message to the observer,
above all to a potential subversive, was that any attack on a member of the
Imperial House would be considered an attack on God Himself. Nevertheless,
another blasphemous scenario of Tsar’s execution occurred in 1918, but
despite this fact, and the fact that the Bolshevik Revolution had previously
announced a radical break with the imperial past, the image of Nicholas II,
complemented by the aureole of his martyrdom, continued to persist beyond
the range of influence of Soviet censors, in the imagination of white émigrés,
as a symbol of their identity, sacrifice, struggle and value system during the
decades of life in Russia Abroad.

Thesecond partofthe papergivesaninsightintothe visualremembrance
of the last Russian Tsar in the Kingdom of SCS / Yugoslavia during the interwar
period, focusing on the allegorical representations by Andrei Bicenko. These
frescoes, executed in sacral church spaces and with the consent of spiritual
authorities of the new émigré surrogate homeland, reveal the figure of the
pensive emperor witnessing Christ’s teaching, this time accompanied by the
monarchs of the Serbian and Yugoslav Royal House of Karadordevi¢, whose
presence was meant to evoke close dynastic ties and alliance during the
fateful moments of the Great War.

Key words: religious allegory, space of memory, Nicholas I of Russia, Sermon
on the Mount, émigré culture of remembrance, lvan Makarov, Andrei Bicenko
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Polish music in movement interpretations created according to the
Dalcroze method

The aim of my presentation is to show the beauty and richness of the Polish
music in movement interpretations created according to the Dalcroze’s
method. Dalcrozian Eurhythmics is one of popular methods in art education
but, above all, a versatile system of music education through music and for
music. The Dalcroze approach to music education teaches an understanding
of music through movement — motion. | will present the historical aspect of
the method and its modern face. | will share my long—standing professional
experience in creating movement interpretations and likewise present the
music choreography based on Polish contemporary music from my DVD The
sound in movement interpretation of a music piece Debussy, Cage, Penderecki,
Szalonek, Dobrowolski, Olczak, Kaiser.

Key words: Arts, choreography of music, music expression, music education
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Baapgucnasa lropguh Netkosuh
YHusep3utet y HoBom Cagy
Punoszodcku parkyater
vladislava.gordic.petkovic@ff.uns.ac.rs

YMETHOCT U UCTOpUja y pomaHy YampamapuH Munete MpogaHosuha

Mpo3a Mwnete [pogaHoBuha je MPOHWUYHO-CEHTUMEHTA/HM BOAMM
KpO3 Hallle BpeMe Y KOM ce besiexke UCTOPUjCKM MOTPecu 1 eTU4Ke gu/ieme,
a KOHLenTya/HO ce 3acHMBa Ha MOTMBMMA YyAa W Ka3He — deHOoMeH
HaTNpUPOAHOr jaB/ba Ce Yy aesy OBOr MuUcLa WM C/MKapa, npodecopa Ha
/IMKOBHO] aKkagemuju YHuBep3uTeTa ymMeTHOCTM y beorpagy, UMKAUYHO, Y
dYHKUMjU npencnuTrMBama UHAMBUAYA/IHE U KO/IEKTUBHE KPMBULLE, Ka3He U
McnawiTama, a rfpaHUYHe nojaBe ca Kojuma ce jyHauu cyo4aBajy, 6uio ga cy
y NMUTamwy BU3MjEe Ca €/1eMeHTUMa HagpeaslHOr MW UMNEepPaTUB UAEO0/0LLKU
3aCcHOBaHe MWCHMje KOjoj ce MoaBpraBajy MHAMBUAYa/He CyAbuHe, MMajy U
TepaneyTCcKM M CMPTOHOCAH y4uHaK. Y GoKycy paga buhe pomaH YampamapuH,
MyTOMNMC Mo npegeanma U Moge/IMMa Koju Ha 6ajKOBUT M HOCTA/ZIMMYaH Ha4uH
CaXkMMa YMEeTHUYKM Kpego Mwunete MpopgaHoBuha — y bemy ce eMOTUBHe
pPeMUHMCLEHLMje KOHTPACTMPajy Ca OWTPUM NOTE3UMA ApPYyLUTBEHE KPUTUKE
W AYUMAHMM OMakakbMMma YMETHMKA KOju Hac BOAM KPO3 aTe/bee, LpKBE U
My3eje og beorpaaa, npeko Kocosa, ®upeHue, PaBeHe, a0 Acu3uja, Apeua u
BaTtukaHa. OBa 4BOge/1Ha Krbura-npojexaT cacToju ce oy, ,,poMaHa 6e3 camka”
n ,,pomaHa 6e3 peun” HassaHor Ultramarin encore, y KOM je ayToduKLMjcKa
MOBeCT NocpesoBaHa UCK/bYYUMBO BU3ye/IHUM cpeacTBMMA. PomaH je o6ojeH
HacTojarbeM fAa ce BUAM U [0XKUBU CBET/IA CTPaHa cBeTa Kojy lMpogaHosuhy-
jyHaky oTau, ,,ceemsu Xepakaum’, OTKpMBa Be/IMKMM MyTOBareM rno Mtanuju,
cBOjeBpcHUM Bildungsreise. MaeanncTnyka nopyka o Tpaguumjy, KyATypu U
epyAuLMju Kao jegnHOM MORHOM OpY:Kjy MPOTUB YHULLUTEHA NPOBejaBa Kpo3
LLeo pOmaH.

K/byuyHe peum: cpricka npo3a, yMeTHOCT, UCTOpWja, Nnamherse
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Art and History in the Novel Ultramarine by Mileta Prodanovi¢

Many novels written by Mileta Prodanovi¢ revolve around the motives of
miracle and penance, using transition as an emblematic condition of either
collective destiny or individual pursuit. Loaded with irony and grotesque,
the fictional work by Mileta Prodanovi¢ reflects an array of either ruthless
or reckless manners of the transitional age, using a carefully chosen style
which recalls narrative strategies of anecdotes or newspaper sketches, and
deliberately opting for the colloquial and almost jovial tone of an objective
and aloof, yet bemused observer. Prodanovi¢ abundantly uses the fantastic
to underline the grotesque element contained in the particular political
moment or historical order. In his fiction, historical and political concerns and
themes become engaged in the processes by which meanings are created and
circulated. Ultramarine can be read as an illustrated autobiographical essay,
or as a novel travelogue - this genre fluctuation being one of the greatest
qualities of the book which is at the same time bitter and nostalgic, critical
and escapist and an ironic and sentimental guide through our time.

Key words: Serbian fiction, art, history, memory
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BpaHka lNyron*

fAannjena Tewwmh PagoBaHoBuh**

*YHuBep3uTeT y MpULLITUHU Ca NpUBpPeMeHUM ceamiiTemM y KOCOBCKOj
MuTtposum, PakyaTeT yMEeTHOCTH

**YHuBep3uTeT y [PULITUHM ca MPpUBPEMEHUM ceauluTem Y KOoCOBCKOj
MwuTposuum, Punosodcku parkyater

b.gugolj@gmail.com

AenaTtHocTt apxuteKkte bypha bowkosuha Ha ouyBamy
cnomeHu4Kor Hacneha Kocosa u MeTtoxuje

[fenoBawwem Bypha bBowkoBuha Ha o4vyBarby CrOMEHMKa Cpricke
CpeaHOBEKOBHE apXUTEKTYpe y NPBOj NO/I0BUHM ABaAEeCeTOr BeKa YBE/IMKO je
M3MereH MeTOZO0/IOLKHM NMPUCTYMN Y OBOj 06/1aCTh XyMaHUCTUYKOT Ae/10Batba.
OCHOBY je YMHW/IO TEME/bHO HAY4HO UCTPaKUBaHE KOje je NpeTxoauao uam
Ce 0/4BU1jasio UCTOBPEMEHO Ca KOH3epBaTOPCKO-pecTaypaToOpCKUM pagoBmma,
Nax/bMBO NMpOBepaBare CBAKOr NoAaTKa 1 U3y3eTaH onpes npu pagy Koju je
Tpebasno ga omoryhu ga ce Ha COMEHMKY CayyBajy CBU CYLUTUHCKMW BaXKHM
TPparoBu Herose NpoLw/10CTU. Pag Ha UCTPaKkuBaky M 3aLUTUTU CTOMEHUYKOT
Hacneha Bolwkosuh je 3anoveo Kpajem Tpehe geleHuje aBageceTor BeKa
Kaga je aHra)koeaH Ha 06HOBM maHacTMpa Kanenwha. Y HapeaHoj geueHuju
ycneauam cy obumHun pagosum Ha lMehkoj natpujaplimjm u bBarckoj. OgBujanm
Cy ce y BpeMe Kaga Y 4prKaBu Huje NMocTojazia opraHn3oBaHa c/1yxba 3awtuTe.

Y pagy ce aHanu3upajy pagoBu usBedeHu Ha lehKkoj natpujaplumju
TOKOM 1931. M1 1932. roguHe. Passore npumereHor MeToa y KoMe je npegHoCT
£,aTa KoH3epBaLMju Hag, pecTaypauujom usHeo je bowkosuh y BULLE HaBpaTa,
a O OMpaBAaHOCTM NMPUMEHEHOr MOCTYMKa CBOj Cy4 Cy Aa/sle u reHepauuje
apXxuTeKaTa M KoH3epBaTopa.

K/byyHe peum: 3awwTuTa rpagute/bckor Hac/leha, byphe Bowkosuh, Mehka
naTpujapLumja
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Architect Burde Boskovic’s Activities on Preserving the
Cultural Heritage of Kosovo and Metohija

The Burde Boskovi¢’s activities on preserving the monuments of the Serbian
mediaeval architecture in the first half of the 20" century substantially
changed the methodological approach in this field of humanistic work. The
very basis of the activities consisted of thorough scientific investigations that
had either preceded or were conducted simultaneously with the conservation
and restoration works. Each and every data was checked meticulously and
caution taken while performing any activity that was supposed to help save
the essential traces of the monument’s past. BoSkovi¢ started his research
and protection work in the late 1930s when he was engaged on the Kaleni¢
Monastery restoration. More extensive works on the Patriarchy of Pe¢ and
Banjska Monastery followed in the next decade. And the works were being
conducted at the time when there was no protection services established in
the country.

This paper studies the works conducted on the Patriarchy of Pec in
1931and 1932. The reasons for the implemented method, where conservation
was made a priority, BoSkovi¢ explained on several occasions, whereas the
justification for the implemented procedure we find in the views given by
generations of architects and conservators.

Key words: built heritage protection, Burde Boskovi¢, Patriarchy of Pe¢
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Tamapa fakuh
Yuusep3utet y banwoj /lyum
PaKky/nTeT NONMTUYKUX HAYKa
tamara.dakich@gmail.com

BpeTOHCKM eTOC U caBpemeHo goba

Kao jeguHa KOHTMHeHTasHa npagomoBuHa KenTa, bpeTtama gaHac Ha payyH
CBOT FPaHMYHON MO/10XKaja Y>KMBA PeBMBa/IN3aLMjy UCTOPUje, je3nKa U HapoaHe
KrbukeBHOCTU. Kpasb ApTyp, 4apobHa wyma BpocenvjaHga, nereHga o
noTon/beHoM rpagy Mc, KopuraHu, BacKpcaBajy Ha PUAMCKMM Tpakama,
Yy KibMrama 3a gjeuy, TYPUCTUYKMM TMOHyAama M HasuBuMma ¢ecTuBana,
a/M OKpHeHOr Haboja Koju ogylleB/berEe MPUB/AYM TEK MOjaBHO HAKOH
WITO je KOMepLuMjasM30BaHO /AveH aybuHe. MaHunynaumja MUTO/IOLWIKOM
apXxeo/iornjom MOTUBMUCAHA je /ABjeMa TeHAEeHUMjama: POMaHTUYAPCKUM
peakumMjama npoTus rn06anm3aumje u NOANTUYKUM 3axXTjeBMMa 3a MpU3HaBame
jesnyke NnocebHOCTU U AAMUHUCTPATUBHY peopraHunsaumjy pervje. bpetama je
MYYHY UCTOPHjy n3Mehy eHrnecknx n $paHLyCcKMx npeTeH3uja npouejesa
Kao BjeunTn 0bjeKaT Hagmohu, a CBOjy CMpOBY NMOCEBHOCT yHUjea y YHUTapHY
LLleHTpa/IM30BaHy peny6/11Ky. Cramajyhu permoHasiM3am oHa je kog BpeToHaua
npousBesa Ky/ATYypHy mobyHy Kojom he cpeguHOM ABageceTor BUjeKa
3ano4veTy jol YBUjEK HepjelleHn npoLec noTpare 3a Hacimjehem m bpyLuera
naeHtuteta. Cumb0/MYKa peBasiopusalmja BpeToOHCKOr jeAUHCTBA OAFOBOP
je cpeare MHTeNeKTya/IHe K/Aace Ha MMUI BapBapa U Xe/be 33 UCTULLabEeM
nocebHOCTU. KeaTmsmuam, KeATCBO M KeNTULMTET jaB/bajy ce Kao o61mum Te
nobyHe, aavn Epetarba mopa cBOjy aeduHuLmjy npoHahm y rnejsaxy v Konuu
Tpajara Koje je og npamnctopuje go Mete Penybanke cTtBOpu/Io jegaH 6oratu
eTHOC. C/IMYHOCT UCTOPMjCKE MO3ULMje ca CPMCKMM KY/AITYPHUM KPyroM Mor/a
61 6UTK 3aHMM/bUBA Napa/iesia 3a u3y4yasame (Npo)HasacKa Tpaguuumje.

K/byyHe pujeun: bpetama, Keatu, Mmutonoruja, nejzax
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Breton Ethos and the Contemporary Age

As the only continental homeland of the Celts, Brittany today on account of
that border position enjoys revitalization of its history, language and folklore.
King Arthur, Magic Forest Brocéliande, the Legend of The Sunken City of
Ys and Korrigans, they are all resurrecting in films, children’s books, tourist
offers and names of festivals; yet fully commercialized, they became devoid
of depth. Manipulation with mythological archeology is motivated by two
trends: romantic reaction against globalization, and political demands for
the recognition of linguistic peculiarities and administrative reorganization of
the region. During agonizing history between English and French pretensions
Brittany has lived as an eternal object of superiority, then brought it to a
centralized unitary republic that fought against regionalism. That process has
produced cultural revolt among Bretons that would begin in mid-twentieth
century and is still unresolved process of searching for the heritage and
identity. Symbolic revaluation of the Breton unity grew as an answer of
the middle class intellectuals to the image of barbarians. While Celticism,
Celtitude, and Celticity occur as forms of this rebellion, Brittany has to find its
own definition in landscape and duration which from prehistoric times to the
Fifth Republic gave birth to a rich Breton ethos. The similarity of the historical
position with the Serbian cultural circle could be an interesting parallel for
studying the search for tradition.

Key words: Brittany, Celts, mythology, landscape
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BecHa lam/baHoBUh

YHuBep3sutet y MctouHom CapajeBy
My3unyka akagemuja
vesnadjokic@gmail.com

AHanusa KnaBupcKor c/ora'y
Apyzoj cum¢onuju ,,Kocoeckoj” Peya Myauha

Kao n3BjecHa Teopujcka Hagorpagha yTMcaka ca LipHOropCcKor npemMujepHor
nssohera MynuheBor HajsHavajHujer gjena, Apyre cumdonuje ,,Kocoscke”
(Noaropuua,16. geuembap 2013.rogmHe, LLpHOropcku cuMpOoHUjCKM OpKecTap,
AvpureHT: PagosaH Manosuh, coaucrta: BecHa Bokuh — knaBup), oBaj pag uma
3a UW/b A3 NOACTAKHE LIMPU MHTEPEC U CUMMATHje Ka HaBeAeHOM gjeny, nyTem
MUjaHUCTUYKO-UCTPAXKMBAYKOT MOCTYMKA Y BUAY aHa/IM3e KAaBUPCKe AUOHULE,
LUTO KOHKPEeTHO nogpasymujeBa aHanm3y MysvheBor TpeTmaHa K/1aBupa Kao
CO/IMCTMYKOT, OAHOCHO Kao 06/MraTHor MHCTpyMeHTa. lopeg Tora, y poKycy
naxkwe buhe KapakTepuCTMKe Be/IMKOr M3BOhayKor anaparta Koju 3axTujeBa
ajeno, ycmjepasajyhu ce Ha gujanore Gosiki0pHe Mmenoguke nsmehy kiasupa
n opkectpa (tutti), u KnaaBMpa U APYrMX CONMCTUHYKMX MHCTPyMeHaTa.
Takohe, pasmaTtpahe ce ocTBapeme Lujesor gjena Kao c1obogHoOr My3nyKor
06/1MKa HasBaHor ,,cuMPoHuja”, garne, ykasahe ce Ha Myanhes crobopHw,
POMaHTMYAPCKM TpeTmaH aHpa. Ha kpajy, noaujennhy Heka og, cBOjux
MUjaHUCTUYKMX 3arakara M UCKYCTaBa Cca LpHOrOpCKe rnpemujepe, U Ha Taj
Ha4YMH NPOMOBMCATU YCMIMO MOKYLLAj U3BOHera Apyre cumdponuje ,,KocoBcke”
Peya Myauha.

KmyuHe pujeun: Peyno Myauh, [Apyra cumdonuja ,,KocoBcKka”, aHaau3a
K/1aBUPCKOT c/10ra
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Analysis of piano form in the Symphony
No. 2 “Kosovska” by Redzo Muli¢

As a certain theoretical extension of my impressions from the Montenegrin
premiere of RedZzo Muli¢’s (Rexho Mulligi) most important work, The
Symphony No. 2 “Kosovska” (Podgorica, 16 December, 2013, Montenegrin
Symphony Orchestra, conductor: Radovan Papovi¢, soloist: Vesna Poki¢
- piano), this paper is aimed at sparking wider interest and sympathy for
the mentioned work, through pianistic research approach in the form of
an analysis of the piano part, which concretely implies analysis of Muli¢’s
treatment of piano as both solo and obligatory instrument. Furthermore,
attention will be paid to the characteristics of a large orchestra required by
the work, with the emphasis on the folklore melody dialogues between piano
and orchestra (tutti), as well as between piano and the other solo instruments.
In addition, the paper will discuss the realisation of the entire work as a free
musical form called “symphony”, therefore, the paper will concentrate on
Muli¢’s free romantic treatment of the genre. In the end, | will share some of
my pianistic observations and experiences from the Montenegrin premiere,
in order to promote a successful attempt of Muli¢’s Second Kosovo Simphony
performance.

Key words: Redzo Muli¢, Symphony No. 2 “Kosovska ”, piano style analysis
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AnekcaHgap JammwaHosuh
KoHnsepaTtopujym ,,Epuk Catu”, /le baaH MeHun, PpaHuycka
a.damnianovitch@blancmesnil.fr

Pekpeunpame/MHTEpnpeTHpame/peLMKMpae Cpricke CpeAHOBEKOBHE
6awTHHe Yy caBpeMeHOoj My3uLmu

Bule Hero ,,cTBaparbeM” yMETHUYKU YMH Ce€ MOXKe Ha3BaTU peKkpeuparbem/
MHTeprpeTuparemM/peLukanpaemM. Yak M Kag TeXu OPUrMHANHOCTY,
,,CTBapasaal” ce Hagorpahyje Ha HeWTO WTO je NMocTojasno npe wera. N36op
ncTopujcke un reorpadcke nosasHe Tavke ogpehyje He camo HeroB Kpajhbu
pesyAaTart, Beh U tberoB cMmcao. Cprickm caBpemMeHu KoMno3uTop Anekcanaap
[AammaHoBMh 3acHMBa CBOj CTBapa/iavyky pag Ha CPriCKOj KY/AITYPHOj TpaauLmju
cpeamer BeKa. HYumeHuua 4a je cpricka nmcaHa ped npexkmMee/a npexkuns TOKoOm
HEKO/IMKO CTOTMHA rogmMHa OTOMaHCKe B/1aCTU FOBOPU O MCTOPUjCKOj Hamepw
[amraHoBrhagao0OHOBUTYKY/ATYpYyHas0Be3yjyhuceHaweHo cpeshOBEKOBHO
packpluhe, a He Ha CpeauMHy 19. BEKa, Kada ce Ta NpernopoAnaa rnog ytumuajem
xab30ypLike nmnepuje. OBaj M360OpP rOBOPU M O MY3MYKO] OpujeHTaLuju: 19.
BeK ogpehyje m3BecHa npesacrheHOCT yMETHUYKMX cCpeacTaBa (Be/MKU
CMMOHUjCKM OpKECTpU, NMpe3penn 3anagHOeBPONCKM TOHA/IMTET...) AOK ce
CpeArM BeEK OA/MKYje MMHMMA/IM3MOM M3pakajHUX cpeactaBa (BOKa/Ha
KamMepHa My3uKa, M/1aAu CBEXKU MOAA/IHU cUCTeM...). HapaBHO He pagu ce o
npaB./berby KOMuje Kojoj b1 ce Morao goaaTtu npeduKc ,,He0”, Hero o cTBapary
CcaBpeMeHe YMEeTHOCTU Koja npepahyje cpesOBEKOBHY YMETHUYKY MaTepujy.
Y ,,PoxpaecTBy”, LuKAycy BOXMAHMX Mecama 3a XKeHCKU Xxop, JammbaHosuh
C€ Ha UHTYUTMBAH HAYMH C/IYXKM TEKOBUHAMa BU3AHTUjCKE U CPMCKe My3MKe.
Y opkecTapckom geny ,,Boga n BUHO” OH Ce 0C/nama Ha CPrcKO AMTYPrujcko
nojarbe no OCMOr/1IacHUKY. Y nNpojeKTy 3a ,,Akatnct ABu JycTuHy Monosuhy” 3a
xop, AamraHoBuh HamepaBa ga ce joLu BuLLE OC/IOHU Ha /IMTYPrujcku obpey,
M Ha CPrICKY CpeArOBEKOBHY XMMHOrpadpwujy. OBOM ,,MIOHOBHOM CTBapary/
Tymadewy/ npepahusamy” Huje umb ga byae mysejcka BpegHocT, Beh ga
HarnpaBu HOBe o/peaHuLle Kojum 6u Tpebasno aa KpeHe Cpricka caBpemMeHa
My3MKa. HeKka BpcTa ,,pekpenparba uctopmje”.

KmyyHe peun: cTBapame-peuuk/vparbe, Tpaguuuja-MmogepHM3am, HoBe
oApeaHuLe
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The recreation/interpretation/recycling of Serbian mediaeval tradition in
contemporary music

Rather than “creation”, an artistic act can be named “the recreation/
interpretation/ recycling process”. Even when he wants to be genuine,
the “creator” is based on something that existed before him. The choice
of geographic or historic beginning-point determines the final result,
but likewise the sense. The Serbian contemporary composer Alexandre
Damnianovitch has found his creative activity based on the Serbian mediaeval
cultural tradition. The fact that the Serbian culture was interrupted during
few centuries of the Ottoman occupation clearly indicates Damnianovitch’s
artistic intentions, who prefers to lean on the mediaeval Serbian culture
rather than on the 19" century culture which was influenced by western,
primarily Austrian, tradition. This choice also indicates the musical orientation:
the 19™ century musical aesthetics was determinated by the fullness of
artistic means (great symphonic orchestras, excessively mature western
tonality...), while the mediaeval one was noted for its minimalistic artistic
means (chamber vocal music, young and fresh modality...). Damnianovitch
did not want to make something that could be characterized by the prefix
“neo”, but to compose the real contemporary music recycling the mediaeval
artistic materials. In the “Nativity”, the cycle of Nativity-Feast pieces for a
female choir, Damnianovitch uses Byzantine and Serbian musical tradition in
an intuitive manner. In the work for orchestra entitled “Water and Wine”, he
leans on the Serbian liturgical tradition of Octoechos. Finally, in his project
for “Akathist for Abba Justin Popovich” he has the intention to use more of
the Serbian mediaeval liturgical tradition of hymnography. The destination
of this recreation/interpretation/recycling is not “to stay in a museum”, but
to indicate a new orientation of the Serbian artistic music. Something like a
“recreation of history”.

Key words: creation-recycling, tradition-modernism, new orientations
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PekoHTeKcTyanunsaluuja Tpagmumje — MO3auK U y/IM4HA YMETHOCT

bp3 ¥ HenpeaBuAMB pas3Boj y/IM4YHE YMETHOCTM TOKOM MpeTXoAHe ABe
AeLeHuje N NerMTUMUTET KOjU je CTeK/1a Kao 3HaYajaH e/IeMeHT LUMPer no/ba
MOCT-MYy3€jCKMX YMETHUYKMX MPaKCU, OTBOPUO je MPOCTOP 3a UCTParKMBaHE
KOHLLEMLMjCKM HOBUX MPUCTYNa BU3Yye/IHUM YMETHOCTMMA. HoBe ymeTHMYKe
MpaKce HepeTKO, TEXHUKOM WM MOTMBOM, pedepupajy Ha TpaguLMOHaaHe
npucTyne yMeTHOCTU. Hausrieg ancypAHa Kopesauuja TPajHOCTM M FrOTOBO
HEYHULLTUBOCT KOje KapaKTepuLly TPaAULMOHA/IHWM MO3aunK U epeMepHOCTH,
Te npuHuuna jedTuHe u3page, onwTe AOCTYMHOCTH, HELEeH3YPUCAHOCTU U
MaTepuja/siHe 6e3MHTEPEeCHOCTU KOja OA/UKYjY Y/IMYHY YMETHOCT, OCTBapYyje ce
Y PAAOBMMa HEKO/IMKO €Tab/IMPaHMX Y/IMHHUX YMETHUKA. TUMe je HeusberKHO
y NUTame A0BeAEeHO A0Cadalliibe CXBaTare NPUpoAe MO3amKa Kao M3y3eTHO
AYrOBEYHOr, (MUHAHCKjCKM 3aXTEBHOIr WU MPOAYKUMjCKM  OrpaHu4eHor
YMETHUYKOr Mmeauja.

[lpeTnocTaBKa Ha KOjOj Ce 3acHMBA TEOPUjCKO pa3mMaTpare OBOr
npob/iemMa jecTe 4a je MMM/IeMEHTALMja MO3aKKa Y MPAKCY y/IM4YHE YMETHOCTU
CYWUTMHCKM MPOMEHW/A TNpUpoAY MO3auKa Kao YMeTHUYKOr Meauja,
oTBapajyhu npocTop 3a noBesuBakbe TPAAMLMOHA/IHE TEXHMKE Ca CABPEMEHUM
YMETHUYKMM TPEHAOBMMA U HOBUM YMETHUYKUM Meaujuma.

YnopegHOM aHa/iM30M TMPUCTYNa TEeXHULM, TEOPUjCKUX Hayvesna u
KOHLenaTa penpeseHTaTMBHUX NpMMepa TPAAULMOHA/IHUX MO3aUKa Y jaBHOM
MPOCTOPY W MO3auKa KOju NpuUnaaajy Kopnycy y/iMyHe YyMETHOCTH, YO4eHe Cy
M eKCn/IuuMpaHe TEOPUjCKOM MEeTOAO0M MpoMeHe Yy npuctyny. MHAYKTUBHO
AEeAYKTMBHOM METOAOM A0/13a3M Ce A0 3aK/byvaka Koju ce OgHOCe Ha
HOBOHACTa/y MO3U1LMjy MO3anKa y CaBPeMEHOj YMeTHOCTU. AHaznoruje usmehy
0Ba ABa NPUCTYNa C/1yXe Kao apryMeHTH 43 HOBa YMETHMYKA NpaKkca Mo3aunkKa
Yy Y/MYHOj YMETHOCTM 3aucTa NMpeAcTaB/ba /0TMYaH CAed TEXHO/OLWKOr U
MAEjHOr pa3Boja MO3aMKa KAao TEXHMKE M YMETHUYKOT Meauja.

[leKOHCTPYKLMjOM YMETHUYKUX U HEeYMETHUYKMX MapameTapa Koje
AedUHMLLY CTapy M HOBU MPUCTYN NOTBPhHYje ce Aa je MHKOprnopuparbe Mo3auka
Y YMETHUYKY TMpaKcy Koja je y CBOjOj OCHOBM EKOHOMCKM Oe3MHTepecHa,
AEVHCTUTYLMOHA/IM30BaHa M BaH CUCTEMa c8emd ymMemHocmu, NoMepuio
rpaHuLLe Koje cy paHuje gepuHuncane no/be Mo3auka.

K/bque peun: Mmo3auk, y/IM4Ha YMETHOCT, TpagMuMOHa/IHaA YMETHOCT, NoCT-
My3ejCcKa npakca, CaBpemMeHa YyMETHOCT
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Re-contextualization of tradition — Mosaic and Street Art

Quick and unpredictable development of street art during the past two
decades and the legitimacy it gained as an integral part of a wider field of
post-museum artistic practices has created new grounds for exploring new
conceptions of visual arts. New artistic practices often refer to tradition,
through motives and techniques being used. A seemingly absurd correlation
between durability and near-indestructibility which are some of the most
important features of traditional mosaic, and ephemeral, financially non-
demanding and economically interest-free nature of street art has been
established in the work of several renowned street artists, calling for
reconsideration of its traditional features — durability, production limitations
and financial aspects.

The basis for theoretical consideration of this issue is the presumption
that the integration of mosaic in street art practice changed the foundation of
mosaic as an artistic medium, creating opportunities for traditional technique
to integrate with contemporary artistic practices.

Through comparative analysis of technique and theoretical
conceptions on which chosen representative examples of traditional mosaics
in public space and street art mosaics are based, changes and differences have
been noticed and given theoretical explanation. Using inductive-deductive
method, conclusions regarding the new position of mosaic in contemporary
art have been drawn. Analogies between approaches serve as arguments for
the thesis that new artistic practice of street mosaic is the logical step in its
technological and conceptual development.

By deconstructing artistic and non-artistic parameters, we determined
that incorporating traditional technique into a new, economical-interest-free,
de-institutionalized and un-linked to the Artworld, practice has widened the
lines which earlier defined the term mosaic.

Key words: mosaic, street art, traditional art, post-museum practice,
contemporary art
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jdubljevic@yahoo.com

3axTeBU Y HaCTaBHUM MpOrpamMmuma 3a npegmviet conageho y 0CHOBHOj
MY3MUKOj LLIKO/IUN

MpBM HacTaBHU Mporpam Hactao je 1899. roguHe u 6MO je cacTaBHM Aeo
Mpasuaa Cpricke My3uyke WwKo/e y Beorpagy (MaHojnosuh, 1924; Bacubesuh,
2000). Noc/e gBaHaeCT roAMHa, HacTaBa Y HOBOOCHOBAHO] MY3WUYKO] KO/
buna je ypeheHa Mpasuanma Mysuuke Wwkoe MNeBayke aApyxuHe CtaHkosuh. Y
OBMM LLUKO/IaMa, HacTaea cosdpeha ogBujasna ce y OKBUPY MOYETHUHKOT U HUNKEr
0/,CeKa. 3axXxTeBM Ha OBUM O CeLiMa BpEMEHOM Cy NOCTaja/n CBE C/I0XEHU]U,
O 4YeMmy CBego4Ye HacTaBHM M/1aHOBU M MPOrpamu HacTtain A0 1949. roguHe
(1921, 1928, 1935).

Mo 3aBpueTKy /pyror cBeTcKor pata, npu My3u4Koj akagemuju y
Beorpaay ocHoBaHa je lpunpemHa My3u4dKa WKo/1a. HakoH goHowera Ypeabe
0 CpeArUM M HUKUM MY3UYKUM LKo/1aMa (1947) OBe yCTaHOBe nocTase cy
AP’KaBHe, a TPajarbe HacTaBe Y HUXUM MY3MYKUM LLIKO/IaMa NMPOAYXKEHO je Ha
LIeCT roguHa.

YcBajarbeM HOBUX HAaCTaBHWX M/1aHOBA M MporpaMa TOKOM el eHuja
Koje cy ycregune (1949, 1964, 1977, 1994, 2010) noBehaBao ce HUBO 3axTeBa
M3 pasMumnTux 06/1acTh HacTase condeha.

Hamepa je aytopa pga, aHa/M30M 3axTeBa CBMX HACTaBHWMX Nporpama 3a
npegmet condeho aajy yBua y pasBoj Koju je ocTBapeH TOKOM BULLE O, jesHor
BeKa.

KmyuHe peun: condeho, HacTaBHM M1aHOBU U MPOrpaMm, OCHOBHA My3MYKa
LKO/1a
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Requirements in the Primary Music School Curriculum for Solfege

The first curriculum was developed in 1899 and it was an integral part of the
Rules of the Serbian Music School in Belgrade (Manojlovi¢, 1924, Vasiljevic,
2000). After twelve years, teaching activities in the newly formed music
school were prescribed by the Rules of Stankovi¢ Choral Society Music
School. In these schools, solfege teaching took place within the beginner
level and lower level departments. The requirements in these departments
were gradually becoming increasingly complex, which could be seen in the
curricula issued up to 1949 (1921, 1928 and 1935).

After the Second World War, the Preparatory Music School was
founded in the Music Academy in Belgrade. After the adoption of the
Regulation for primary and secondary music schools (1947), these institutions
became state-funded and the duration of education in primary music schools
was extended to six years.

By adopting the new curricula in decades that followed (1949, 1964,
1977,1994 and 2010) the level of requirements from different areas of teaching
solfege increased.

The intention of the authors is to provide an insight into the development
that has been made over more than a century by the analysis of all curricula
requirements for solfege.

Key words: solfege, curricula, Primary music school
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Mogaenu ouyBamwa TpaguumoHanHe necme Kocosa n Metoxuje

[MoyeTHa 1 cnopagnyHa UCTpaxuBawa My3nYKO(DO/IK/JIOPHOr MaTepujasa Ha
npoctopy Kocosa 1 MeToxuje, ob6aB/baHa 04 Kpaja 19. 40 CpeauHe 20. BeKa
- Hajrpe, 04 CTpaHe KOMMNO3UTOopa U GO/KAOPUCTA, MOTOM U yTeMe/buBada
eTHOoMmy3ukKooruje y Cpbuju, pesyatnupana cy gparoyeHnm HOTHUM 3anmMcMma
W onwTUjuM MHPopmaLmjama o n3sohaunma n GyHKLUjU necama y HapogHOM
*unBoTy. CHUM/beHA 3BY4Ha rpaha n3 oBoOr nepuoga noxpareHa je Hajpehum
genom y doHoapxuBy My3ukonowrkor uHctutyta CAHY n go caga Huje
A,0CTYMHA jaBHOCTU.

O6yxBaTHa UCTPaKMBara My3uHKOr $GO/IK/I0pa Ca No3uLuje CaBpeMeHor
METOA,0/0LWKOr MPUCTYNa TEPEHCKOM pagy, KOoju nogpasymMeBa AYXKU U
MOHOB/bEHU OOpaBaK y UCMUTUBAHMM HACe/bMMa, Kao M MPUMEHY aKTye/He
TEeXHO/IOLLKe anapaType, npaTe ce o4, 1990-UX roguvHa y obnactuma jyxHor,
jyrouctoyHor, ceBepHOr u LeHTpasHor gena Kocosa u Metoxuje. Umajyhu y
BMAY A2 je BOKa/Ha npakca AOMUHAHTHA Y UCMIMTUBAHUM CPMCKMM Hace/buMa
Ha Ha3Ha4YeHOM NPOCTOPY, KA0 U YMHEHMLY A3 je ayTOPKa OBOT paAa Be/IMKNM
A€/10M Y4eCTBOBa/Za y WCMUTUBAY MY3UYKMUX MPAKCM Ha OBOM TEpEHYy,
B/1ACTUTA eMNUpUjcKa CasHamwa Hyge cieaehe yBuge y mopgene o4vyBama
TPaAULIMOHA/IHE NecMme:

- MUWHYUMO3HO TEepeHCKO UCTpaXkMBamwe TPaAAULMOHA/ZIHOr  BOKA/IHOT
mMatepujana KocoBa M MeToxuje, HaKOH Kojer c/1eAu HayyHa aHa/m3a, ca
ANjaXPOHMjCKOT Y CUHXPOHMjCKOT acneKTa;

- My6/nkoBame ayamo 1 BUAEO n3garba Ca 4aTOr TEPeHa, YuMe b1 TepeHCKu
(ayTeHTMYHM) 3anMcK NOCTaU AOCTYMHU LWMPO] jaBHOCTY;

- OpraH13oBare My3UHYKMUX PagmMoHMLa Ha TepuTopuju Kocosa n MeToxuje n
y ocTtanum nogpydjuma Cpbuje og cTpaHe eTHOMY3MKO/10ra KOju ce akTUBHO
6aBe ncTpaxkuBamwem CprcKor MysmvKor $G0/1IK/10pa Ha 4aTOM NPOCTOPY, Kako
6u ce npeBacxogHo mnahe reHepauuje (anm u HGpojHe HeOTpaAMLMOHA/HE
rpyrne u/wam oHe Koje 3acTynajyhu world music KyATypy 4ecTo npukasyjy oBy
TPaAWLMjy Y HEAAEKBAaTHOM CTU/Y) e4yKOBa/le Ha MPABU HAuMH;

-YnucvBame TpagmLMOHA/IHUX BOKa/HMX e/1emeHaTa (ogpeheHux s)kaHpoBanam
06/1Ka) Ha HaumoHasHy (noTom 1 YHECKO) AncTy 3awitute HemaTepujaiHor
KyATypHOr Hacneha y Peny6aumun Cpbuju, wto 6u gonpuresno sehoj capagu
/IOKA/IHMX 33je4HuULa, CTPYKE U ApKaBHe WHCTUTYyLMje, a omoryhuio sehy
HaLMOHA/IHY BUA/BUBOCT KPO3 Mony/aapusauujy, OApPXKUBOCT M KOHTUHYUTET
OBWX e/1eMeHaTa Y BpeMeHy.

K/byyHe peun: Mogenn ovyBama TpagmLMoHaiHe My3smke, KocoBo u MeToxuja,
TEPEHCKO UCTpaxkunBame, Nyb/IMKoBamwe ayAmno U BUAeO MaTepujana, My3udke
paguonuye, HaumoHanHa (v YHECKO) swncTa 3awTute HemaTtepujasiHor
KyATypHoOr Hacneha y Peny6anum Cpbujum
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Models of preservation of the traditional song from Kosovo and Metohija

Initial ethnomusicological research of the folk music material in Kosovo and
Metohija conducted from the end of 19'" century to the mid-20% century, first
by the composers and folklorists, and then by the founder of ethnomusicology
in Serbia, provided important musical examples and general informations
about the performers and the function of the songs in the lives of the people.
Recorded audio material from this period, mostly archived in the Sound Archive
of the SASA Institute of Musicology, is still unavailable to the public.

From the end of the 20 century until today, contemporary methodological
approach to the field work, supported by the new technologies and prolonged
and repeated stays in the researched settlements, has been used in the
research of the musical folklore of the South, Southeast, North and Central
Kosovo and Metohija regions. Given that vocal practice in the researched
Serbian settlements is dominant, and that the authoress of this paper was
predominantly involved in the researches of the musical practices of this area,
her own empirical conclusions offer the following insights for the models of
preservation of the traditional songs:

- Detailed field research of the traditional vocal material in Kosovo and Metohija,
followed by the scientific study including both synchronic and diachronic axes;
- Publication of audio and video material from the particular geographical area
to make authentic recordings available to the broader public;

- Workshops in Kosovo and Metohija and in the rest of Serbia guided by
ethnomusicologists actively involved in the research of the Serbian musical
folklore, having in mind education/information for the younger generations
and the numerous neo-traditional and/or World music groups (where this
tradition is often inadequately presented)

- Registration of the traditional vocal elements (genres or forms), first on
the National List of Intangible Cultural Heritage of the Republic of Serbia and
then on the UNESCO List of Intangible Cultural Heritage; idea is that the wider
collaboration of the local communities, profession and the state institutions
would ensue, providing better national visibility through popularization and
sustaining the continuity of these elements in time.

Key words: models of preservation of the traditional music, Kosovo and
Metohija, field research, publication of audio and video material, music
workshops, the National List (the UNESCO List) of Intangible Cultural Heritage
of the Republic of Serbia.
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Centuries-Old History in Present Behavior - performative report about
observations on damaging structures

Starting point of my research on living with cultural heritage depending on
regional preconditions was The Hague Conventionfrom1954.“The Convention
for the Protection of Cultural Property in the Event of Armed Conflict adopted
at The Hague (Netherlands) in 1954 in the wake of massive destruction of
cultural heritage during the Second World War is the first international treaty
with a world-wide vocation focusing exclusively on the protection of cultural
heritage in the event of armed conflict.” With joining the convention a state
is obliged to protect and not to destroy cultural heritage in times of war.
In the art works No Mythologies To Follow and Arrangement — Positions of
the Hague Convention (Johanna Hoth, 2016) floral arrangements represent
listed monuments and symbolize the contradiction between vanitas still
life and natural transience. It aims to interrogate the meaning and tasks of
monuments for the society: What does it mean to protect something? What
makes a building to a monument which deserves protection? What identity
is built through a selection? What role do monuments play for the present?
Driven by these questions | started a research travel to different cultural
heritage spots and monuments. After visiting over ten different countries,
e.g. Austria, Albania, Kosovo, Portugal, Romania, it extracted that honour
and dignity, whether of a single person or a whole nation, feel easily attacked.
An objective point of perspective is almost impossible to keep in discussions
concerning cultural heritage and its preservation. Through juristic decisions
it might happen to evoke a legal incapacitation which obstruct people
from thinking of history as prosperity of human being. Along documents
of interviews, debates and visits to monuments the performative speech
wants to discuss the feasibility of institutional protection for monuments and
heritage in juxtaposition of the individual human behavior. It sets younger
and older history in comparison to present conditions to ask for indispensable
necessities in the topic of protecting culture and heritage.

Key words: Heritage and popular culture, transience, destructive regulations,
individual necessities, monuments in daily life
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MoryhHocTu uHTerpaumje TpaguLMOHa/IHUX U CAaBPEMEHUX aHa/IMTUYKUX
Moze/1a y aHanu3su npse Teme KoHyepma 3a kaasup u opkecmap On. 54
Po6epra LlymaHa

AHanuza y ,, TpaguuMoHaZHOM” BUAY NOApasyMeBa XapMOHCKY U GopmasHy/
CTPYKTYPHY aHanm3y. MocebaH aHa/IMTUYKKM M33a30B Ce CacToju Y MOKyLIajy
M3Ha/1axera aHa/IMTUYKMX MOZ,e/1a KOju ce CMaTpajy ageKBaTHUM y ogpeheHom
CTW/ICKOM KOHTEKCTY, a 4uja npumeHa omoryhasa ga ce aHa/IMTUYKM MPUKAXKY
KOMMO3MLMOHM MOCTYMLM W MPOLUMPE Ca3Hatba O CAMOM AeAy Koje je npeameT
aHanuse. Y pagy hemMo MOHyAUTM KOMMapaTMBHY aHa/M3y rnpBe Teme npBor
ctaBa KoHuyepma 3a kaasup u opkecmap On. 54 PobepTta Lymana (Robert
Schumann). Tpag1uMoHaiHa XapMOHCKa U CTPYKTYpHa aHa/IM3a OBe Me/loAuje
6uhe npolumnpeHa y cmepy CTPYKTYpPa/ZIMCTUYKOr Mogesa XajHpuxa LleHkepa
(Schenker), ncuxonowkor npuctyna /leoHapga Mejepa (Meyer) v cemaHTUYKe
Teopuje Tonuka Kodwuja Arasya (Agawu). 3HayajHO je HaMOMEHYTU da Huje
UMb Aa Ce KOMMAapauujoM CaMMX aHa/MTUYKUX MOZeNa YCTaHOBE HUXOBe
C/IMYHOCTU UAK, TIPE, Pa3/IMKE Y MPUCTYNMMA MOMEHYTUX aHa/IMTUYapa, uim aa
ce ¢paBopu3yje ogpeheH aHaMTUYKKM Mogen, Beh fa ce yKaKe Ha OHa Cca3Hama
KOja ce CTM4y MPUMEHOM CaBPeMEHMX MOAe/1a Y O4HOCY Ha TPaguLMOHa/He
BMA,0BE aHa/n3e, Kao U MOryhHoCTH imxoBe mehycobHe nHTerpauuje.

KmbyyHe peuu: TpaguuMOHa/sHa aHa/av3a, LUeHKepWjaHCKa  aHa/u3a,
UMM/IMKALMOHO-Pean3aLmMoHu Moge/l, TeopHja TONmKa
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The possibilities of integration of traditional and modern analytical
models in the analysis of the first theme of the Piano Concerto Op. 54 by
Robert Schumann

The analysisinthe ‘traditional’ formrefers to a harmonicand formal / structural
analysis. A special analytical challenge is to try to find those analytical
models that are considered appropriate in a particular stylistic context, the
application of which makes it possible to analytically show the compositional
procedures and expand better knowledge about the work that is the subject
of analysis. The paper will offer a comparative analysis of the first theme of
the first movement of the Concerto for Piano and Orchestra Op. 54 by Robert
Schumann. The traditional harmonic and structural analysis of this melody will
be expanded in the direction of the structuralist model of Heinrich Schenker,
the psychological approach of Leonard Meyer and the semantic theory of
topics by Kofi Agawu. It is noteworthy that the intention is not to employ the
analytical models themselves so as to establish their similarities, or rather, the
differences in the approaches of the mentioned analysts, or to favor a certain
analytical model, but to draw attention to those findings obtained by using
modern models compared to the traditional forms of analysis, as well as the
possibilities of their mutual integration.

Key words: traditional analysis, Schenkerian analysis, implication-realization
model, topics theory
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MoryhHocTn peanmsaumje um/beBa caBpemMeHOr HaCTaBHOT NMporpama 3a K/1aBUpCKe
No/Ia3HUKE CpeAHbe MysuUKe LKoe nomohy yybenuka favuue Kpctuh
Llikona 3a Kaasup

Ypagy ce pasamatpajy moryhHocTu peannsaumje Lm/beBa caBpeMeHor HacTaBHOr
nporpama 3a K/AaBUPCKE TO/Ia3HWKe cpeArbe My3uyke LWKo/e, nomohy
yn6eHuka Aanuue Kpctuh Lkona 3a knasup. L/ je aAa ce yTBpAM y KOjoj Mepu
HOTHM cagpkaj yybeHuka LLkosa 3a knasup omoryhaBa ocTBapuBarbe Lu/beBa
HaCTaBHOr MporpamMa 3a K/1aBMPCKe MO/a3HUKe Y CPeaHb0j MY3MYKO]j LLKO/IN.
YKa3syje ce Ha UCTOPMjCKMU 3Hauaj yubeHuKa LLikosda 3a kaasup (1911. roauHa)
U HEeroBy AUAAKTUYKO-METOANYKY BPEAHOCT M Pe/eBaHTHOCT Y CaBPEMEHO]
HacTaBW. Y pagy ce Kpo3 KOHKpeTHe npumepe 13 0BOr yibeHnKa yKasyje Ha
AVAAKTUYKO-METOANYKY CBPCUCXOAHOCT M OMPaBAAHOCT hUXOBOT Kopuwwhera
y MOYETHOj HACTaBM K/aBUPA. 3aK/by4yje ce A4a YKO/MKO O1 OBaj, HeonpaBAaHo
3arnocTtaB/beHn ylbeHnK 61o npuxeBaheH o4 cTpaHe K/AaBUPCKMX negarora y
Cp6uju, MOrao NocTaTH 3Ha4ajHa U KOPUCHA MHCTPYKTMBHA IMTepaTypa y pagy
Ca K/IABMPCKUM MO/AAa3HULMMA Cpeatbe MY3MYKe LLKOoe.

Kmby4yHe peun: Yyubenuk Aanuue Kpctuh LLKoad 3a K1asup, HacTaBHU
nporpam, HacTasa K/1aBupa, Lu/beBU, NO/1a3HULM Cpeatbe My3UYKe LIKO/1e
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The mission-achieving potential of the Danica Krsti¢’s “Piano School”
textbook in a Contemporary Educational Program for the Music High
School students

In this work the author elaborates on ways to meet the goals of a modern
day teaching practices while working with music high school students and by
utilizing the Danica Krsti¢’s “Piano School” textbook.

The purpose is to estimate the “Piano School’s” artistic content capacity
and reach in achieving the aims of educational program for piano high school
students. The text emphasizes a historical significance of the “Piano School”
(1911) textbook, its didactical and methodical character as well as its relevance
in present-day lecturing. Through concrete examples of how useful this
textbook can be in didactical and methodical practices, the work provides a
justification for its role in an early stage of teaching piano. The conclusion is
that if this undeservedly neglected textbook gets a warm welcome by piano
teachers in Serbia, it might become an important and valuable instructive
material aimed at teaching while working with music high school piano
students.

Key words: Danica Krsti¢’s “Piano School” textbook, educational program,
piano education, mission, goals, music high school students
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AlemaTtepujannsaumja ymeTHOCTH

OBaj pag, cagp»uv MpWKa3 M/aHa paga, TOKa 4Yaca M eBajyauuje HOBOr
cMcTemMa msziarara MaTepuje Koju je UCMUTUBAH Y paay ca CpeaHOLLKOILMMa.
Yyennum Xl 6eorpagcke rumHasmje cy MMaam NpuanKy ga nocMaTpajy enoxy
aBaHrap4e 13 nepcnexkTnBe KibMXKEeBHOCTU U UCTOpUje ymeTHOCTU. Ogabrpom
nocebHOr NpucTyna y BUAy MHTEpPaKLMje U TMMCKOT aHraXkMaHa, TEXW/I0 ce
UMM/IEMEHTALMM OBUX ABEjy HayKa Kao CPOAHMX y MPUKasy aBaHrapAHuX
YMETHMYKMX mpaBaua. PekoHcTpyucame wuxoBe mMehycobHe mosesaHoCTH
KOje je OCTBapeHO ca 3a4eTKOM Yy MHOrobpojHMm maHudecTuma Kao
TEKCTYya/HMM BECHULMMA NPaBaL,a aKLEeHTOBaHO je NpOoLUMPeeM Ha BU3Ye/THY
npeseHTauujy NporpaMmckmnx CTaBoBa Koje je MpoMoBKMcao ogpeheHu npasal,.
MpBeHcTBEHO ce ocBphyhu Ha enoxe PyTypu3sma, gagansma U Hagpeaamsma
HaMEeHCKM je ycrnocTaB/beHo nopehere ca ancTpPaKTHUM eKCpecMoHU3IMOM
Kao peBO/yLMOHAPHUM PaCKMAOM Ca Havye/MMa MUME3UCa WU Apyravujum
MPUCTYNOM YMETHOCTU M TpeTuMpara YMETHUYKOr Aesa. Y4yeHuuu cy buan
noge/beHM y rpyne o4 KOojux je cBaka Obuia npeactaBHUK ogpeheHor
npaBLa, ca 3a4aTKOM ga ULWYKUTAjy NMPeTXOoAHU A0BUjeHn TeKCT, 3aTUM ga Ha
OCHOBY MpWKasaHe penpoAyKuuje M3Beay COMCTBEHY Kpeauujy y CKaAagy ca
atmocdepom npasLa, a NOTOM aHa/M3UPAjy jeaHO aeno 6asupajyhm ce Ha
BuTHUM uHPopmaLumjama u3 Tekcta. PesyaTtaTu cy buam BuLLe Hero KpeaTuBHY;
yYeHULUM Cy 0AMax no A0OujeHOM 33a4aTKy MPUOHY/M Ha NOCA0; TUMCKMU pag,
HWje M30CTao HU Y jedHOj Og rpyna o4 4ak ocmopo haka; ¢uHaiHKM pagoBu
cy 6uin Kpajibe OpUrMHa/ZIHO M3BEAEHM, a 3anakara MPU/AMKOM TyMayera
C/IMKa feTa/bHO M3/10)KeHa. OBakaB HauuH M3BOhera HacTaBe MMao je 3a
LUW/b UCNUTMBAME HajedMKaCHUjer MeToAa y pagy ca y4yeHuuumMa npuinkom
n3nararba BU3ye/IHE, U MOEHTMpPara HeHe MOBEe3aHOCTM Ca TEeKCTYa/HOM
LLle/IMHOM 1 Kao TakaB B1Ba M3/1araH Kao NOTBPAA HeroBe 4e/10TBOPHOCTU.

KmyuHe peumn: o6pasoBame, cpearba LIKO/Q, PAAMOHULLA, KHMMKEBHOCT,
MCTOPUja YMETHOCTHU
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Dematerialization of Art

This paper presents an outline of school class activities based on a new system
of introducing information, and it also presents the evaluation of applying this
system in working with high school students. Students of the XllIl Belgrade
Gymnasium were given the opportunity to observe the epoch of the avant-
garde from literature and art history perspectives. Through special approach
based oninteraction and teamwork, we pursued the implementation of these
two disciplines as being necessarily related when discussing avant-garde art
movements. Their interconnectedness, realized from the start in numerous
manifestos, i.e. textual indicators of the goals of the avant-garde movements,
was further stressed and promoted by developing visual presentations of
their aims and attitudes. Primarily referring to the epoch of Futurism, Dadaism
and Surrealism, we compared it with the Abstract Expressionism, seen as a
revolutionary break with the principles of mimesis and a different approach
to art and treatment of the artwork. Students were divided into groups and
each group represented a certain movement. The groups had a task to read
out the previously given text, then create their own work of art based on
the given examples and in accordance with the overall style practiced by
the movement, and then to analyze a work of art by comparing it with the
relevant information from the text. The results were more than creative;
students were eager to work immediately after receiving the task. None of
the groups lacked teamwork, even those larger ones consisting of up to eight
students; their final works were extremely original and their observations
during picture interpretation were presented in detail. This teaching method
was aimed at testing the most effective way of working with students when
confronted with visual content and finding connections with the textual one.
As such, this method is being demonstrated as an appropriate evidence of its
effectiveness.

Key words: education, high school, workshop, literature, art history
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CaBpemMeHM yMEeTHUK: 6ALUTUHUK WU KpUTHYap
B/1agajyhux cucrtema spegHocTi?

MocmaTpajyhu passmumta caBpemMeHa YMeTHUYKA ae/a, WHCTazauuje,
O/ HOCHO CBOjeBPCHe KO/IeKLMje NpegMeTa — NpeACTaBHUKA KOH3YMEepPUCTUYKe
KyAType, Koje CBOjoM mMocTaBKOM noacehajy Ha KabuHeTe yygeca nosHaTe
y UCTOpUjU peHecaHcHe u bapokHe EBpone, y pagy he 6utn npencnutuBaHa
BPeAHOCT OBaKBMX YMETHUYKKUX Aea. BpegHocT npegmeTa yBegeHor y Ceem
yMemHoCcmu y CaBpeMeHO] YMEeTHMYKOj mnpakcu buhe gosegeHa y Besy ca
BpeAHOCTU npeagmeTa Kao HoCMoLa MemMopuje 1 cBegoKa ogpeheHe enoxe,
OfHOCHO BpeAHOCTM Yy OaAWTMHCKOM KOHTEeKCTy. Haj3ag, mocmartpamwem
npegmMeTa Koju npeacTas/bajy CacTaBHU A0 KO/eKUMje — YMETHUYKOT Aena,
Texxmhe ce pasymeBary 3alUTO YMETHUK ogbaveHe npesgmeTe, Koje 4ecTo
Haza3u Ha ByB/bMM NMujauama u hybpuLLITUMA KOPUCTM KAO OCHOBHE e/1eMeHTe
CBOjUX Aena. YMETHMK, CBECTaH UCTOPUjCKUX MOAe/a KO/JEKLMOHMPara U
3Hayera Koja ogpeheHe Ko/ieKLMje MpegMeTa HOCe, Mera CUCTeMe BPegHOCTH
Y KO/IeKLLMOHAPCKOj Napaamrmu 1 og4abupy npeameTa Koju he 6G1TH cakyn/baHm
y NpeTX0AHUM AeLieHnjama y O4HOCY Ha paHuje Bekose. OBaKaB YMETHUKOB
CTaB KOHA4YHO cBesouu U o noctojehum n moryhmm npomeHama cuctema
BPeAHOCTU Y CaBPeMEHOM CTBapasallTBy.

KmbyyHe peuun: BpegHocT, KabuHeT uvygeca, CBeT ymeTHOCTH, BaliTuberse,
WMHCTanaumja
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Contemporary Artist: Heritologist or Critic of the Actual Value Systems?

Observing contemporary art installations or particular collections of objects —
representatives of consumer culture, which are set as the Cabinets of Wonders
known in the history of Baroque and Renaissance Europe, in this paper the
value of mentioned objects will be questioned. The value of object introduced
to the Art World in contemporary artistic practice will be compared to the
value of the object as the carrier of memory and witness of a particular epoch,
or the value in the patrimonial context. Finally, examining objects which are
constitutive elements of a collection — art work, an attempt will be made to
develop a better understanding of the artist’s tendency to use objects which
he often finds on flea markets and in the trash as the basis for his art works.
When comparing the last couple of decades to the previous centuries, we
can conclude that the artist has become aware of the historical models of
collecting and the previous meanings attributed to particular collections of
objects, and that he has likewise changed value systems in this collecting
paradigm including the choice of objects to be preserved. Finally, this kind of
artists’ attitude likewise testifies about the existing and potential changes of
value systems in the contemporary art.

Key words: value, Cabinet of Wonder, Art World, patrimonialisation,
installation
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Mpob6semu uuTepnpeTtaumje KyATypHor Hacieha Kocosa u MeToxuje
y HacTaBHOM npotuecy

Y pagy ce aHann3Mpajy pas/IMunTH NpUCTYNU Y MHTeprnpeTauuju 6aluTuHe
Kocosa n MeTtoxuje y HacTasu nctopuje y Cpbuiju, npu Tom yaumajyhu y o63mp
caBpemMeHe 06pa3oBHe LiW/beBe MUCXOAe HacTaBHor npoLeca. [IpobemaTtusyjy
Ce pas/IMYnTK MPUCTYNK Y 0OpaAn UCTOPUjCKMX Tema M Ky/ATypHe GaluTuHe
KocoBa u MeToxuje Ha OCHOBY ylb6eHMKa UCTOpMje Pas/IMuMTUX ayTopa 3a
ceAMM paspey, OCHOBHe LWKo/e 1 Tpehu paspes ApPYLUTBEHO-je3nYKor cmepa
r’MMHasuje, Kpo3 0bpaay HacTaBHe jeauHuLe OcmMaHcko yapcmso y XV u XVI
geKy. Ha oBOmM npumepy M Ha OCHOBY MCKyCTaBa M3 Mpakce, pasmarpa ce
UMM/IeMeHTauMja AeKumja 13 yubeHnka, HauuH HUXOoBe MHTeprnpeTaumje o4
CTpaHe HacTaBHUWKA M peLienuuja o4 CTpaHe yyeHnKa. PoKyc je Ha npobiemy
KY/ITYpPHOI MAEHTUTEeTa 1 npesasatby MNO/IMTUYKM OCET/bUBUX TEMA, FAe Ce Kao
r/1aBHa Mpenpeka y cxBaTaky KOMM/IEKCHUX UCTOPUJCKUX PeHOMEHa yKasyjy
ngeosnowka ob60jeHOCT M NMPUCTPACHOCT ayTopa YHWOeHWKa, KOMMeTeHTHOCT
HacTaBHMKa 4a oMoryhu pasymeBarbe M NogCcThye KpUTUYKO MULL/bEHE, 3aTUM
He3auHTepeCcoBaHOCT gelle, npegpacyde U CTaBOBM Hac/reheHn y OKBUPY
nopoguue wan nytem mepguja, rnpe cBera HemoryhHoOCT ga ce npeucnuTta
KOHLENT Hauuje n carnega Kao pe/aTMBHO MA34, Y UCTOPUjCKOM C/ieay.

KmyyHe peun: 6GawTuHa, obpasoBare, WCTOpUWja, MAEOA0MMja, HauMja,
UHAEeTUTET
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Difficulties in interpreting the cultural heritage of Kosovo and Metohija in
the teaching process

This paper analyses different approaches in interpreting Kosovo and
Metohija’s heritage in the teaching of history in Serbia, while taking into
account contemporary educational goals and outcomes of the teaching
process. Different approachesin the treatment of historical issues and cultural
heritage of Kosovo and Metohija are problematised on the basis of history
textbooks by different authors for the seventh grade of primary school and the
third grade of the socio-linguistic direction of gymnasium, through an example
of unit teaching the Ottoman Empire in the fifteenth and sixteenth centuries.
This example is considered on the basis of personal practical experience, and
discusses the implementation of lessons from textbooks, the manner of their
interpretation by teacher and the reception by students. The focus is on the
issues of cultural identity and teaching a politically sensitive topic, where
major obstacles in understanding the complex historical phenomena are the
following: ideological bias of textbook authors, teacher’s competence to
enable understanding and encourage critical thinking, children’s indifference
or prejudices and attitudes inherited within family or acquired through the
mass media, especially the students’ inability to re-examine the concept of
the nation and see it as a relatively young in historical sequence.

Key words: heritage, education, history, ideology, nation, identity
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Cakpa/ZiHO 1 npogaHo CPrCKO CpeAHOBEKOBHO rpaAmUTe/bCcKo Haciehe Ha
KocoBy n Metoxuju Kao pecnektabu/iaH cagp:kaj TYpUCTUYKE NOHyae

rnobanunsaumja je nponssesa HoBe noTpebe KOMepLMja/HUX TYpUCTa,
CTBapajy ce HOBe Ky/ATypHe U TYPUCTUYKe gecTuHauumje y EBponun. Kyatypa je
6una u octana Beoma buTaH pecypc Typu3ma, KyATypHU MoTuBM he 1 gabe
OUTM 3HaYajHU y €eBPOMNCKOM TYpU3Mmy. lpeamMeT UCTpaxmBatba je gedpuHncare
TYPUCTUYKMX  MOTEHUMjala U aTPAKTUBHOCTU  KY/ATYPHO-UCTOPUjCKUX
crnomeHnka Kocosa u MeToxuje, U MOryhHOCTM 3@ HUXOBY TYPUCTUYKY
npeseHTauujy u Banopu3auujy pasBojeM BEePCKUX U KY/NTYPHO-UCTOPUjCKUX
nyteBa KyaType. Kyatypa y3 Typusam gobuja goaaTtHu n3BOp nNpuxogda aau
M npodecroHaZIHN MPUCTYN YrpaB/bakby KYATYPHUM cagpkajuma. Hacnehe
Kao 3ajegHMYKa BpeAHOCT KopuLWheHO je y pagy Kao nogpLuKka NpoMoBUCatby
KYAType pa3sHOAMKOCTU Ha Kocosy 1 MeToxuju.

K/mbyyHe peum: cakpasHO M NpodaHO CPrCKO CpearOBEKOBHO Hac/aehe,
KocoBo n MeToxuja, TYypucT14Ka noHy4a, rnobasmsaumja
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Sacred and Profane Serbian medieval architectural heritage in Kosovo and
Metohija as a respectable tourist offer

Globalization has produced new commercial needs of tourists and opening
up of new cultural and tourist destinations in Europe. Culture was and still is
a very important resource of tourism and cultural motives will continue to
be significant in European tourism. The subject of this research is to define
the tourism potential and attractiveness of cultural and historical monuments
in Kosovo and Metohija, and opportunities for their tourist presentation and
evaluation by means of developing religious and cultural-historical routes.
Apart from tourism, culture gets an additional source of income but also a
professional approach to managing cultural events. Heritage as a common
value is recognized in this paper as a support to the promotion of the culture
of diversity in Kosovo and Metohija.

Key words: Sacred and Profane Serbian medieval architectural heritage,
Kosovo and Metohija, tourist offer, globalization
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AyxoTBopHa ecteTuKa Cunuwe Kopaunha -
usmehy Tpaguumje u mogepH1ama

CvHnwa Koppuh npeacTaB/ba  yHWMBEP3aZnHy CTBapasiadyky /IMHHOCT
y nepuoay u3mehy paBa CBeTCKa paTa M jegHOr 04, [/1aBHUX uAeo/10ra
npehyTkuBaHe AyXOTBOpHe ecTeTMKe Kog Cpba. Y MHOMMM KbUKEBHUM
ecejuma, y Mucamma Pazzo80pu ca camum cobom 1y TpakTaTy o BugosaaHckom
Xpamy MBaHa MewTpoBuha, Hasase ce CK/AOMUBU €/1eMEeHTU Le/0BUTE U
OpWUrMHaZHe ecTeTUKEe Koja HapyllaBa K/AWLLIETUPaHy ABOAUMEH3UOHA/NHY
C/IMKY CUMN/IMPUKOBaHOr cykoba Tpaguuumje u mogepHusma. Mamehy Ta ABa
3a0LUTPEHA CTaBa Y YMETHOCTU U KiUKEBHOCTU, U HAZ, HbUMa, NOCTOjana je u
ayTOXTOHA KbUKEBHO-YMETHUYKa MMCAo Kojaje, uprnehun cHary us 6oxaHcTBeHe
NpUpoAe YMETHUYKOT YMHA, yCTaHOBW/1IA KaTeropujy arnco/lyTHOT Y YMETHOCTH
KOja ce 3aCHMBa Ha OHTO/I0LKOj NpucHocTu n3mehy CTBopuTe/ba U CTBApaoLa.

KmyyHe peun: ayxoTBOopHa ecTeTwka, CuHuwa Kopauh, Tpaauuuja,
MOAEepHU3am
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The Spiritual Aesthetics of Sinisa Kordi¢ -
Between Tradition and Modernism

Sinisa Kordi¢ is a universal creative personality in the period between
the two world wars, and one of the main ideologists of the Serbian spiritual
aesthetics which has been largely ignored and passed over in silence by critics.
In his many essays about literature, in his meditative book Conversations with
Self, and in the tract about the Vidovdan Temple by Ivan Mestrovi¢, there are
composable elements of anintegral and original aesthetics which goes against
the usual two-dimensional image of a simplified conflict between tradition
and modernism. Between and above those two sharply pointed attitudes in
art and literature, there was his autochthonous literary-artistic thought which
drew force from the divine nature of the artistic act, creating the category of
the absolute in art, based on the onthological closeness between The Creator
and the earthly creator.

Key words: spiritually creative aesthetics, SiniSa Kordi¢, tradition, modernism
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CBeTtcKa 6awTrHa Ha TepuTopuju KocoBa n MeTtoxuje

CpearOBEKOBHMM  COMeHWUMMa Ha KocoBy, Cepujckoj HOMMHaLUUju
Peny6/uke Cpbuje Koja je 2006. roguHe ynucaHa Ha /lncty CBeTcke GaliTmHe
y OMacHOCTH, MPETX0AM BULLIE OF jegHe U MO geleHuje npoLueca Koju je 4oBeo
4,0 TOra Aa ce CPricka cpeaHOBEKOBHA Ky/TypHa Aobpa Hahy Ha npecTuKHOj
YHecKoBOj /IncTH, AOK TeKyhe 2016. roguHe obesexkaBamo MNyHy AeueHujy
oa Tor porahaja. Beh aysKM HU3 rogMHa MaXkKka jaBHOCTU je Yy BE/IMKOj
MepU yCMepeHa Ka OBOM, a/n U Apyrom Haciehy Ha TepuTtopuju KocoBa
n MeToxuje. MehyTum, caM CMMCA0 ynMca Ha /IMCTYy Kao U npoLec Koju je
A0BEO A0 npoueAype HOMMHOBaka OBUX KYATYPHMUX gobapa HUje f40BO/bBHO
Mo3HaT, @ Y Be/IMKOj Mepu je oapeano cyabuHy LesnokyrnHor Hacieha osor
MYATUKYATYPa/ZIHOT MPOCTOPa.

Pag, ce 6aBu MCTOpWjaTOM 3alITUTE HEMOKPETHUX KYATypHUX gobapa y
Cpbuju, y nepuogy og 1989. rogmHe A0 AaHac, KPO3 car/iegaBarbe 04HOCa
cnyk6e 3awTuTe (TEPUTOPUjA/ZIHO HAA/NEKHUX 3aBoAa, Penybmykor 3aBosa
32 3alUTUTY CMOMEHMKA KyAType U KoMucuje 3a capagtby ca YHeCKOM) npema
CMOMEHMLMMA KY/ATYpe KOju Cy AaHac MpenosHaTh Kao CBeTcKa baluTuHa, anu
n apyrux gobapa, ykpydyjyhu u npupogHa.

McToBpeMeHO, NpaTu Ce U Pa3Boj TEOPUjCKE MUC/IM Y CBETY M KOHKPETHMX
MehyHapoAHMX OKYMeHaTa Koju ce 6aBe caBpeMeHOM KOH3epBaLMjOM TOKOM
noc/eame AeleHuje 20. BEKa, y Neproay eKoHoOMCKe anu, usmehy octanor,
M KynTypHe 6/10Kage 3em/be, paTa Ha Teputopuju buslie CPPJ u jeaHe og
HajBehux PpUHAHCUjCKMX KpuM3a Koje cy 3axBaTuae npoctop Cpbuje. Mopege
ce nyT Kojum ce Kpehe cBeTCKa KOH3epBalMja U Ha4YMHKU Ca Kojuma gomahu
CTPYuHbaLLM MOKYLUABAjy A4a peluaBajy npobsieme 3aliTuTe U ovyBama Hac/eha
Y YC/I0BMMA €THUYKUX TeH3Mja U OPYKaHMX CyKoba.

KmyuyHe peun: CBeTcKka OawTuHa, /lncta CBeTcke OaliTMHE y OMACHOCTH,
KY/ITYPHO U MpUPOAHO Hacnehe
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World Heritage on the Territory of Kosovo and Metohija

Medieval Monuments in Kosovo, a serial nomination of the Republic of
Serbia, was listed on the World Heritage in Danger in 2006. It was preceded
by more than one and a half decades old process which led the Serbian
medieval cultural properties to the prestigious UNESCO list, and precisely
a decade has elapsed since the event. For many years, public attention has
largely been focused on this as well as other heritage sites in Kosovo and
Metohija. However, the very purpose of the inscription on the List and the
process that led to the nomination procedure of these cultural properties are
not sufficiently recognized, although they largely determined the fate of the
entire multicultural heritage of this area.

The paper deals with the history of the protection of immovable cultural
properties in Serbia, in the period from 1989 to the present, through the
understanding of the heritage protection service’s approach (territorial
competent institutes, Republic Institute for the Protection of Cultural
Monuments and the Commission for Cooperation with UNESCO) towards the
monuments that are now recognized as World Heritage Sites, including those
under natural criteria.

At the same time, the development of international theory and specific
international documents dealing with contemporary conservation during
the last decade of the 20" century is observed in parallel with the war in the
former Yugoslavia, economic and, among other things, cultural blockade of
the country, and one of the biggest financial crisis which encompassed the
area of Serbia. A comparison is also made between the path of the world
conservation and the ways in which local experts were trying to solve the
problems of heritage protecting and preserving in the event of ethnic tensions
and armed conflicts.

Key words: World Heritage, List of World Heritage in Danger, Cultural heritage
protection
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Cajbep mys3ej: norneg ca gpyre cTpaHe eKpaHa

Mo3HaTK KOHLENTU MMarMHapHor wau myseja 6e3 3udosd, TOTa/IHOI My3eja,
BMPTYe/IHOT, Napa/ie/IHOr 1 eKoMYy3eja Ae0 Cy MHCNUpaLumje u MmoTMBaLumje 3a
pasmMuLL/batbe O KoHLenTy cajbep myseja (cyber museum). Cajbep my3ej, Kao
jol yBEeK HeyCcTaHOB/be€H TEPMMH HeyroBopeHe npeuusHe gepuHuumje, u cee
nojase/dpeHomeHU/ KoHuenTu/gorahaju/kpeaumje UT4. Koje ce TUM TEpMUHOM
flaHaC 03Ha4aBajy, CBOjy 3aje4HWYKY OCOOWMHY MMajy ynpaBo Yy MpOCTOpY
Yy 4MjUM OKBMpMMA eraucTupajy — y T3B. cajbep npocmopy, cajbepcnejcy. Y
OBOM pagy pasmuL/ba ce o ,,npupogmn” cajbep npocTopa U mMy3eja y TaKBOM
OKpY»Kemhy, O HAYMHUMA HeroBor GyHKLMOHUCAHA Ca HOBUjUM, jOLL HOBUjUM
M HajHOBWjUM MeaAMjUMa, O C/IMYHOCTUMA/pas/IMKama, NpeAHOCTUMa/MaHama
AUTUTaZHOT, cajbep mMy3eja y OAHOCY Ha aHa/lorHu, ,, TPAAULMOHAAHK" My3ej.
AHa/M30M cpeacTaBa U Meauja Kojuma ce ,,ctapu” u ,,HoBKU” My3ej KopucTe
npu OCTBApuUBatkby CBOje MUCHje, A40/1a3U Ce A0 3aK/byvaKka o (He)ycnewHocTu
W Y1031 HOBUjUX Meauja Yy My3ejcKoM noc/aary. Mysejcka ynoTpeba HOBMX
Meauja, HeH KBa/MTeT KOju ce or/iega Yy jacHO M edMKacHO MpeHeceHoj
nopyum ,,uuTa ce” ca opyze cmpaHe ekpdaHd — W3 MepCrieKTUBE MYy3ejcKor
nocetnoua/nocmatpada. CamMum TMM, NOCTaB/bajy Ce NMUTarba O NMpoMeHama
M MHOBALMjamMa M3a3BaHUM HOBUM MeAMjUMA, O HUXOBMM MOTEHLMjaMMa
M AaHaWHeM KOPUCHUKY TfpuiaaroheHum peluewnma. Pasmuwswajyhu y
rny36eprosckum (Jorge Glusberg) TepmuHuma xs1adHoz u 8pyhez my3eja, a He
rybehu us Bnga HeonxoAHOCT NMOCTOjakba KPUMUYKO2 My3ejd, Kao U KpUMUYKO2
My3ejcKoz2 hocemuoud, 4071331 ce 40 NuUTara Kako npesasvhu uaysujy ada je
HOBOMEOUjCKU ONpeM/beH My3ej HO8U MYy3ej U TPOMEHUTU CaBPEMEHO CTare Y
KOMe ce Ta U/y3uja 4ecTo, a/Iu He U yBeK, NepreTyupa yMecTo 4a ce NaMeTHOM
ynotpebom meauja pasbuje. Ha Kpajy, Aaje ce 1 KpaTak nperses 1 KoMeHTap
ynotpebe HOBUX Meguja y CPrICKOM MY3€jCKOM CBeTY.

K/byuHe peum: cajbep mysej, cajbep npocTop, Meauju, noceTuaal/nocmatpad
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knezevic.anag93@gmail.com

Cyber Museum: a look from the other side of the screen

Well-known concepts of imaginary museum, museum without walls, total
museum, virtual, parallel and eco-museum have partially inspired and
motivated the following rethinking of the concept of cyber museum. The
term cyber museum has not been widely accepted yet and it has no precise
definition, however, all the phenomena/concepts/events/creations etc. which
we could signify using that term, have a common trait - the space within
which all of them exist: the so-called cyberspace. In this paper, the “nature” of
cyberspace and museums in such an environment is discussed, including the
ways of museum’s functioning with newer, more recent and latest media. The
similarities/differences, advantages/disadvantages of digital, cyber museum
are stressed in comparison to analogous, “traditional” museum. Through the
analysis of the means and the media that the “old” and the “new” museum
have been using for the realization of their mission, we are rethinking their
(non)success and the role of new media in museum’s mission. The museums’
use of new media and its quality, reflected in a clear and effective message,
is being “read” from the other side of the screen — from the perspective of
the museum visitor/observer. Thus, we are posing the questions about the
changes and innovations caused by new media, about their potential and
possible user friendly solutions. Thinking in Glusbergian terms of cold and hot
museums, and bearing in mind the necessity of a critical museum and of a
critical museum visitor too, we are wondering how to overcome the illusion
that the museum equipped with new media is a new museum and how to
change the predominant contemporary habit to perpetuate that illusion
instead of breaking it by more prudent use of the media. Finally, the paper
provides a brief overview and commentary on the use of new media in the
Serbian museum world.

Key words: cyber museum, cyberspace, media, visitor/observer
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Cno6ogaH Kogena
YHuBep3utet y Huwy
PaKy/ATeT YMETHOCTH
kboban64@gmail.com

TpaguuMoHaaHa necma y yy6eHUUKOj IMTepaTypu HacTase condeha y
cpegmhbumM My3MHKUM LLKO/1aMa

3Ha4vaj no3HaBara, O4YyBaka WM MPEHOLWEeha TPaAMLMOHA/NIHUX BPeAHOCTU
Kao M MMM/eMeHTauMja HapoAHe MecMe y HacTaBHM Mpouec npeacTaB/ba
jeAaH o4 3HaYajHUX UW/bEBA CaBpeMeHe Mysuyke negaroruje. lpumepu
TPagMLUMOHA/NHOT BOKa/IHOT M3BohallTBa — HapoAHe necme OAHOCHO HeHU
06peaHO-06MYajHN KaHPOBM, NpPeaCTaB/bajy CTOXKEpP Y pady Ha NMOYeTHOM
MY3U4YKOM OMMCMerbaBakby. 3Hayaj U noTpeba 3a yBoherem OBOr My3UYKOr
aHpa orzega ce U y HeroBoj MPUMEHM KpO3 Aabu Mpouec Mysu4vke
egyKauuje, y OKBUPY CPeAHOLLIKO/ICKOT M akageMCcKor cucteMa obpasoBatba.
Y paay je AaTt npuKas v aHa/n3a 3BaHUYHe ylibeHMYKe inTepaType HaMmerbeHe
yYeHULUMA CpeaUX MY3UUYKUX LLKO/1A €A 3a4aTKOM yTBphrBatba MPpUCYyTHOCTH
W ysore TpagmLMOHanHe necme y boj. lopeg Tora, npeACcTaB/beHO je aHKETHO
NCTpaXkmnBamwe 4Yuju je 3agaTtak O6uo yTBphMBamwe Mysmykux npedepeHumja
cpeamoLukonaua (y Huwy u /leckoBuy), no3HaBara TPagULMOHA/IHE MecMe
cBoOrau apyrux kpajesa Cpbuje Kao 1 bMXOBOT 0A4HOCA NPeMa TPaAULMOHA/HO]
necmMu y O4HOCY Ha CaBpeMeHe TPeHA0BE Nomny/1apHe My3uKe.

KmyyHe peumn: mysmuka negaroruja, coadeho, TpaguuuHasHa necma,
yubeHu4Ka imTepaTypa
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Slobodan Kodela
University of Nis
Faculty of Arts
kboban64@gmail.com

Traditional Song in Secondary Music School Textbooks for Solfeggio

One of the goals of contemporary music pedagogy is gaining knowledge,
preserving and transferring the traditional values as well as implementing the
traditional song into the school curriculum. Traditional vocal performances -
folk songs and their ceremonial and customary genres, represent the basis of
elementary music education. The important reason for introducing this music
genre into primary education is the fact that it can facilitate its later teaching
during secondary and university music education. The paper describes and
analyses secondary music school textbooks with the purpose of determining
the importance and the role of traditional song in them. Moreover, the paper
contains a questionnaire conducted among pupils of secondary music schools
(in Ni$ and Leskovac) concerning their music preferences, knowledge of
regional and national traditional songs and their attitudes towards traditional
song in relation to contemporary popular music trends.

Key words: music pedagogy, solfeggio, traditional song, textbooks
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Anekcangap KoHtuh
BucoKa LWKo/1a IMKOBHUX M NPUMereHMX YMEeTHOCTH beorpag,
akonti@vektor.net

3Hauvaj upTeKa NpeALKO/ICKOT UM PAHOT LUKO/ICKOT AeTeTa 3a pasymMeBatbe
HEroBor yHyTpallter CBeTa

Kaga je ncMXoaHaiMTUYKO WCTpakMBame YOBEKOBOI YHyTpallwer CBeTa
MOKYLLA/I0 /3 CBOje 3aK/by4Ke — Hajnpe gobujeHe Ha ogpaciMma — NpUMeHH
Ha geumn (M ago/ecLeHTUMa), UCMOCTaBU/IO Ce Aa Ce, yMecTo c/10604HUX
acoumjaumjaKkojuma ce CyRMNCMxXoaHaM3a 04pacanx, y C1y4vajy ncmxoaHanmse
Aeue Moxe KOpUCTUTU aedja urpa, U ocobuTo, HUXOBU LpTexu. Kako cy
AHa Ppoja n MenaHuja KaajH Bp/10 paHO npumeTnae, gedju LpTex je cacBUM
OTBOPEHO OTKPMBAO BE/IMKM 4,0 YHYTPaLLHbUX AOXKMB/baja AeTeTa, KOju Cy ce
MOT/IM OAHOCUTU Ha HbUXOBE eMOLUMOHaHe npobsieme, UM pa3BOjHU 3acCToj,
O/ HOCHO HUXOB A0XMB/baj NOPOAMLE, Y/I0Te hEeHNX Y4/1aHOBA, Kao U A4eTeTOBO
MeCTO Yy MOPOANYHOj AMHAMMLN.

LUn/mb oBor caonwTtemwa je ga nogcetu, ynotpebom Hu3a npumepa, Ha
MoryhHOCTM egykatopa gele, OAHOCHO BacnuTaya Yy HajluiMpem cmucay,
Koju 6u mornm noeehaTu CBOjy CEH3UTMBHOCT 3a pasymeBake JeTeTa
Ha MPeALKO/ICKOM U[WAW PAaHOM LUKO/ICKOM HWMBOY YBUAOM Y TO KaKo ce
LpTEXM eLe MOry KOPUCTUTM Y OBOM KOHTEKCTY. 3a noTpebe npeseHTauuje,
KopucTuhe ce HM3 gedjux LpTexaKoju y Behojuamn marwoj mepm cumb0/11M30BaHO
OC/IMKABajy HWUXOB YHYTpallkbW CBET, OAHOCHO €BEeHTyas/He TpaymaTcKke
cuTyauuje, 3/10CTaB/bakbe Of CTPaHe HeKOr ayTopuTeTa, 04HOCHO nopemeheHe
nopogu4He ogHoce.

K/byuHe peun: gedju upTexu, yHyTpallhbK CBeT, Tpayma, AHa Ppoja, Menanuja
KnajH
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Aleksandar Konti¢
College of Fine and Applied Arts in Belgrade
akonti@vektor.net

The importance of early children’s drawings for the understanding of their
inner experience

When the psychoanalytic analysis of a person’s inner world has shifted form
the population of adults to the children, it appeared that the system of free
associations, regularly used in the analysis of adults, had to be replaced by
the investigation of children’s games, and especially, their drawings. Ana
Freud and Melanie Klein were the first to notice that children’s drawings
were reflecting the inner experience of the children, and were related to their
emotional troubles, or developmental arrest, as well as family interactions,
role-plays and the place of the child in the family dynamics.

Theaim of this paperistoremindthe educatorsingeneral, of theimportance
of possessing sensitivity for understanding the drawings of preschool or
early school children. The number of examples of children’s drawings shall
be presented, in order to illustrate their more or less symbolic displays of the
experienced anxiety or trauma, potential child abuse, or pathological family
relations.

Key words: children’s drawings, inner world, trauma, Ana Freud, Melanie
Klein
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Anekcangpa Koctuh Tmywuh

YHusep3uTeT y MpULLTUHM Ca NPUBPEMEHUM CceamLluTeM Y KOCOBCKO]
MwuTposuum

Punoszodcku parkyater

aleksandra.skt@gmail.com

MecHu4KM enemeHTH y CTPYKTYpU Kumuja Ceemoz llempa Kopuwkoz

Y pagy ce roBOpu O MeCHUYKMM esieMeHTUMa (MO/MTBU, MOXBa/W, Naadvy U
6oroc/y}k6eHuM necmama), Koju Cy MpOHALL/IM CBOje MECTO Y jeAHOM 04
Hajpehux gena Cpncke cCpeArbOBEKOBHE KHMKEBHOCTH, Kumujy Ceemoz
[lempa Kopuwkoz Teogocuja XunaHgapua.

Lln/b oBOr ncTparkmBara je ga ce Kpo3 maeHTuduKaumjy u aHaausy
MeCHMYKUX KaHpoBa Yy Behem MNPO3HOM OCTBapewy, XUTHjy, YKaKke Ha
npobsemMe u3yyaBarba CTape CPriCKe KhMUXKEBHOCTH, jep Aena Hactana y
cpearem Beky Tpeba TymMauuMTM MO 3aKOHMTOCTMMA MOETUKE Y Kojuma cy
HacTajasa. HaMme, cTapa Cpricka KibMWXKEBHOCT je jegaH Be/MKM CUCTEeM Ca
CBOjUM MOACUCTEMMMA. HbeHa NpUMapHa KapakTepuCTUKA je MpUMepPeHOCT
LpKBEHUM NoTpebamMa 1 MHTepecnma CPricKe ApsKaBe. Y woj je cBe gpyrayuje
33aCHOBAHO HEro Y HOBOBEKOBHUM KibMXeBHOM cuctemuma. OHa ce gpyraduje
OAHOCKU Mpema YOBEKY U CBETY, Mpema /IMTepaTypu Camoj, uma gpyraduje
KUK EBHE }KaHPOBE, HAMEHEHaA je Apyraunjem ogHocy ca nybimkom. Ctora, y
OKBWpY OBOT paja, HacTojahe ce ga ce npuKaxe ca KakBMM noTelkohama, a/m
M n3asoBuMa cycpehe caBpemeHu M3y4vaBasial, CTape CPrCKe KhMKEBHOCTU
M KO/IMKO je ogpuvuarba u ymeha notpebHo ga ce o4vyBa, 6ap y HeKoj mepw,
CPICKO KHbUKEBHO Hacnehe.

K/byuHe peun: ctapa Cpricka KibMKEBHOCT, MECHUYKM /18 MEHTH, XaHPOBU,
Ceetu lNeTtap KopuLKku
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Aleksandra Kosti¢ Tmusic

University of PriStina with the temporary seat in Kosovska Mitrovica
Faculty of Philosophy

aleksandra.skt@gmail.com

Poetic elements in the structure of Saint Petar Koriski Hagiography

The paper discusses poetic elements (prayer, praise, jeremiad and liturgical
poems) which have found their place in one of the greatest works of Serbian
medieval literature, Hagiography of Saint Petar Koriski written by Teodosije
Hilandarac.

The aim of this research is to highlight the problems in studying the Old
Serbian literature, through the identification and analysis of poetic prose
genres in a voluminous literary piece, Hagiography, because all the works
created in the Middle Ages should be interpreted in accordance with the laws
of poetics within which they were created. Namely, the Old Serbian literature
represents a large system with many subsystems. Its primary characteristic is
a compliance to the church needs and the interests of the Serbian state. It is
structured differently than literary systems of modern times. It demonstrates
different relations towards man and world, and also towards literature, it
has distinctive literary genres and is designed for a different purpose and
relationship with the audience. Therefore, within this paper, we are trying
to present all the difficulties and challenges the modern scholar of the Old
Serbian literature is facing, and also to show the sacrifices and the skills
needed in order to preserve, at least to some extent, Serbian literary heritage.

Key words: Old Serbian literature, poetic elements, genres, Saint Petar Koriski
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MwuHa /lykuh

YHuBep3uteT y beorpaay

Punoszodcku parkyater

LleHTap 3a My3€0/10rujy 1 XepuToiorujy
minalukicto@gmail.com

Memopucare GpUKLMOHA/NHOT UK (XUnep)peasiHor: BUpTyeHa Tonorpaduja
ToskuHoOBe Cpeghe 3em/be U PUAMCKU TypUsam

Y pagy ce ucnutyje nosuuuja dusimMa y MEMOPUjCKUM MpoLecrma Koju ce
pasBUjajy Y €py KOMMjyTEPCKN FreHepMCaHUX C/IMKa M eKcCrnaH3auje Guamckor
Typusma. /lokaumje cHumama puimMoBa y gaHallbem CBeTy cBe Yelwhe nocTajy
aTPaKTUBHE TYpPUCTUYKE AecTUHaLMje, Koje ce y paay Npeno3Hajy Kao mecma
ceharba. Byayhu ga cy oBe f0Kauumje y cammm GuiMOBUMA HEPETKO AUIUTA/IHO
MoandurkoBaHe n nobosbluaHe, NMOCTaB/ba Ce€ MUTaHE HA KOjU HAYMH UX
ny6/vKa nepumnmpa y BMOCKOMNCKOj casn U Kaga ce Hahe in situ, Te y Kojoj mepu
3anamheHa PuIMCKa C/IMKa YC/10B/baBa f,0KMB/baj peasHor npocTopa. Y Tom
KOHTEKCTY Ce MPeTnocTaB/ba A3 PU/IMOBMMA UHAYKOBAHE MEHTa/IHE Npe/CcTaBe
op noctojehux reorpadckux gecTuHauuja cTBapajy mecma cehared rnobasntHe
nomny/sapHe Ky/AType u ga Cy OBM TOMOCKM MecCTa Cyye/baBara M Mpen/iMTama
duKLuMje U CTBApHOCTH, Y U3BECHOM CMUC/IY MPOCTOPU XuheppedsaHoz. pu
TOM, aKO Cy OBe /IOKalMje OKMAaUM 33 aKTMBMpatbe 3aramheHnx BUPTYe/IHUX
CagprKaja, Npocmopu HUx0802 namhersd Cy 3anpaBo camu ¢uamosu. Cee
u3pasuTuje NPUCYTHO ynpocmopdsdre ¢dukyuje yKasyje u Ha cneumuduyHy
noTpeby ga ce BUPTYe/HU CaapKaju maTepujanusyjy u GU3MUKKM MUCKyCe.
Kao uayctpaTvBaH npumep HaBeAeHMX npolueca aHa/M3upajy ce peLeHTHe
exkpaHu3aumje ToAKMHOBKX gena focnodap npcmeHosd u Xobum, peann3oBaHe
y pexuju MNutepa LlekcoHa, M HUXOBUM CHUMarbeM Y3pOKOBaHO Manupare u
AeHoTupawe Hosor 3esaHga Kao ,,aoma Cpeatbe 3em/be”.

K/by4yHe peun: npoctopu namhera pukLmje, mecta ceharba, GUAMCKU TypU3am,
Cpeara 3em/ba, HoBUM 3enaHy,
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University of Belgrade

Faculty of Philosophy
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minalukicto@gmail.com

Remembering fictional or (hyper)real: virtual topography of Tolkien’s
Middle-earth and film-induced tourism

The paper examines the position of film in the memory processes existent
in the era of computer-generated images and the expansion of film-induced
tourism. Nowadays, filming locations are increasingly becoming attractive
for tourists, and such destinations are recognised in this paper as sites of
remembrance. Since the appearance of these locations is usually digitally
modified and improved in film, the question is how the public perceives them
while at the cinema and how when in situ, and also to what extent memorised
film images determine visitors’ experience of real places. In this context, we
assume that film-induced mental representations of the existing geographical
destinations do create sites of remembrance typical of global popular culture
and that these topoi are places of confrontation and interplay between fiction
and reality, so, in a sense, the hyperreal spaces. In addition, if these sites are
the triggers of retrieving memorised virtual content, the spaces of memory
archiving that very content are in fact films themselves. Continually evolving
process of fictional worlds’ spatialisation points to the specific need for
materialisation and physical experiencing of virtual realities. The recent film
adaptations of J.R.R. Tolkien’s The Lord of the Rings and The Hobbit, directed
by Peter Jackson, were shot in New Zealand, causing the country to become
touristically promoted and visited as “the home of Middle-earth”. This case is
analysed as an illustrative example of the aforementioned processes.

Key words: spaces of memory, sites of remembrance, film-induced tourism,
Middle-Earth, New Zealand

TRADITIONAL AND:CONTEMPORARY-IN'ART-AND:EDUCATION 105



Mapuja /by6bunkosuh*

HeHag /by6uHkosuh**

*YHuBep3uteT y beorpaay

Punonowkm parkyater

**UHCTUTYT 3@ KHUKEBHOCT Y YMETHOCT
m.ljubinkovic@yahoo.com

LLTa 3Haun noroguTu: Tpaguumja ceagbeHmx obuyaja u wuxose obHoBe

OcHOBHa Tema 0BOr paga jecte dpeHOMeH raharba 1YKOM Kao Aeo cBagbeHor
obpega u mweroBa cneumduyHa PyHKUMOHaNHOCT. Ca jegHe cTpaHe, OBa
Tpaguuujanma ayry uCTopujy Koja ce MoXe npaTuTu 04, CaMux 3a4eTakayCMeHe
KHUKEBHOCTU — Of, TPEHYTKA Kaja O TOMe rneBa XOMep Y ApYrom o4 CBoja /B3,
3a eBPOICKY Ky/ATYPHY U KibUWKEBHY Tpaauumjy npecygHa, ena — Oduceju. Ca
Apyre, uctu 0bu4aj moryhe je npornahu y obpeauma cBojcTBeHMM Ha/IKAHCKOM
noapyuijy, a 3abesexkeHnm y Be/IMKOM 6pojy TpaguLMOHa/IHUX recama yCMeHor
CcTBapa/sawTea. Ha Taj HauuH, goBoaehn y Be3y TpagULIMOHA/HO, CXBaheHO Kao
UHULMjA/HO Y CMUCAY YCMEHE Ky/IType yorLiTe, ca YCMeHUM CTBapa/ialiTBOM
Halle HerocpegHe OKO/IMHE Kao CaBpeMeHWM, poKasaheMo BaxHOCT
KOMMapaTMBHE MeTOZe Kao NMyTa HOBMX XepMeHeyTUYKMX MoryhHOCTU.

KmyuHe peun: nyK U cTpesa, Xomep, TPaAMLMOHA/IHO MECHULUTBO, YCMeHa
KyATypa, cBagbeHu obpey,
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Meanings of the shot: traditional wedding customs and their renewals

The main topic of this paper is the phenomenon of bow shooting being a
part of the wedding ceremony and the specific functionality of this custom.
On the one hand, this tradition has a long history that can be traced back
to the very beginnings of folk literature — from the time of Homer and the
Odyssey, the second of his two epics that have had a crucial impact on the
European cultural and literary tradition. On the other hand, the same custom
can be found in the rites typical for the Balkan region, and has been recorded
in a number of traditional songs from oral literature. Through making
connections between the traditional, understood as initial in terms of oral
culture in general, and the modern, recognized in the verbal creativity of
our contemporary environment, we will demonstrate the importance of the
comparative method in providing us with new hermeneutical possibilities.

Key words: archery, Homer, traditional poetry, oral culture, wedding
ceremony
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imaksmax@gmail.com

*KuBoT u gorahaju Ha KocoBy 1 MeToxmju Ha puamy

3a NpoTeK/NnX 17 roAMHa MHCTUTYLIMOHA/IHO HUjeé CHUM/bEHO HM MeT CPMCKMX
d1AMOBa, YK/bYUyjyhn M OKYMEHTapHe, 3a Koje ce Moxe pehur ga cy y usBeCHOM
CMMCAY 3HaYajHU. TTpeTekHO ce CBM OCMM jegHor duima (4oKyMeHTapHor Bu
udume, ja Hehy) 6aBe noc/ieauuamMa cykoba, HUjegaH ce He 6aBuM y3pouuma.
EHknasaje jeguHm rpanu duam Ha CPricCKOM je3MKy Yuja je pagHba y MoTnyHOCTH
cMeluTeHa Ha KocoBy 1 MeToxuju, a HajaB/bMBaH je Kao duam o gorahajuma
17. MapTa 2004. roguHe. /[lyboKo NMpPOMULL/BEHUM MPUCTYNOM U BELUTOM
ynotpebom ¢uamMCKe rpamaTuKe Yak M Taj jegaH MpUMep Hermpa »KecTuHy
Hacu/ba Hag, MMOBMHOM M CBETUHAMA U CYBAMMUMHAAHO ynyhyje Ha 3aK/byyak
Aa cy Cpbu KpUBM aKO He Y TOM TPEHYTKY @ OHO O/, paHuje 3a CBe LUTO UX je
CHaLo.

UcTtoBpemeHo, ¢uiMoBM y npowusBoamu LUuntapa ca KocoBa (Kos0Ha,
AHamemad) He camo ga He Tparajy 3a u3basnaHcupaHum npuctynom Beh Cpbe
npvKasyjy y Hajropem moryhem cBeT/y, 40K ce arpecop, HATO cHare, Hajuelwhe
M30CTaB/ba UM NMPUKasyje Kao ocnoboanaal,.

Kaga cy cTpaHe konpogaykuuje y nutarwy (Human zoo, My beautiful country),
FOTOBO CBE 33 OKOCHMLY Y3UMajy /bybaBHe npuye usmehy 3apaheHux cTpaHa,
LITO MPOHUYHO MOMKE A0BECTU A0 3aK/byyKa Aa je go paTa usmehy Cpba u
AnbaHaua A4oLWwo jep CMO ce, Unak, MHOro BO/1e/IN.

®PUAIMOBMU Cy NMOAPHKAHU 0f, CTPaHe MeAMUjCKUX, KYATYPHUX, MOJUTUYKMX Na
M LUPKBEHUX MHTEpPECHWX rpyna Koje peAoM 3acTynajy ,,MpuxBaTarbe HOBE
peasHocTM” Ha KocoBy u MeTtoxuju, 360r vyera CprckoMm Hapogy Hamehy
nsBectaH ocehaj kpuBuLe.

Ca curypHolwhy ce MOXe TBpAUTM Aa Cy MOMeHYTU GUAMOBMU NMpUCTaaU A3
YMEeCTO KpUTHKe APYLUTBA M OL,eHa BpeAHOCTH, MOCTaHY A0AaTaK MeAUjCKOM
M3BeLUTaBaky M KPUBOj NpeACTaBM CTBAPHOCTMU.

K/byyHe peun: Kocoso u MeTtoxuja, duam, meauju
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Life and events in Kosovo and Metohija on screen

Not even five Serbian movies made over the past 17 years, funded
institutionally, appear to be really significant. Most of them (apart from You
go, I'm staying) are dealing with the consequences of the conflict but not
with the causes of it. The Enclave is the only movie in Serbian language which
has a plot completely based in Kosovo and Metohjia and was promoted as
a film based on the events of 17" March 2004. However, deeply elaborated
approach and the expert use of film grammar still negate the scale of the
violence committed against the Serbs, their property and their sacred objects,
so that the film sends a subliminal message that the Serbs are to be blamed
for what is happening, for even if they haven’t caused the conflict at the
present moment, they have caused it with their past actions.

At the same time, films produced by the Kosovo Albanians, such as Kolona
(Column) and Anathema are not looking for a cautious approach but portray
the Serbs extremely negatively, whilst the aggressor NATO is either left out
or presented as liberator.

The foreign co-productions (Human Zoo, My Beautiful Country) have usually
centered the main plot around love stories complicated by war, thus perhaps
leaving the audience believe that the war had happened because we loved
each other so.

These films have been supported by media, cultural, political, even religious
groups that are advocating “the acceptance of the new reality” in Kosovo
and Metohija, thus placing the guilt exclusively on Serbian people.

It is certain that these films serve the mainstream propaganda that has
already twisted and is still twisting the reality, instead of giving a true picture
of the society and being a critical assessment of what is actually happening
in Kosovo.

Key words: Kosovo and Metohija, film, media
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CredaHa Manuh

YHuBep3uteT y beorpaay

Punoszodcku parkyater

LleHTap 3a My3€0/10rujy 1 XepuToiorujy
stefana.manic@gmail.com

3awWwTUTa HEMOKPETHOT KY/AITYPHOTr Hac/1eha: npumeHa gUruTaiHuX
TexXHo/0ruja

lfocTMOgepHO CxBaTame MNPOCTOPa Kao APYLUTBEHOr YMHMOUA jegHaKkor
BpeMeHy Hamehe My Aujanor 1 Be/MKM 3Ha4aj y rnobasn3oBaHOM ApPYLUTBY,
A,OK AWUrUTa/ZIHA epa gaje HoBe MOryhHOCTU My3e0/10rmju 1 3alTnTK Hacieha.
MowTo ce HermoKpeTHa BallTHHA He MOXKe CMeCTUTH Y My3ej, orpaHuyeHa je y
nor/eaynpegacTas/baranyb/1Mum36orHegocTaTkameanjaTopcke yiore Mmyseja
KOju MMa 3a Uu/b Aa KOHTEKCTya/m3yje BuheHo. Ynotpeba HOBUX TeXHO/10r1ja
omoryhu/sa 61 jaBHUM CMOMEHULMMA, aPXUTEKTOHCKUM 06jekTrMa 1 Hacehy
04yBaHOM in situ cMeluTare y KOHTEKCT 1310Kbe na 6 nocpegHuyKy yaory
My3eja y TOM C/1y4ajy Urpao cam rpag, W/iv HeKU heroB geo0.

OBaj pag he npeacTaBUTH Tpu AUrMTasHE TEeXHOOTHje: 3/ 1acepcko
CKeHMpare Koje ce KOPUCTU 3a Npe3epBaLujy CMOMEHUKA, Ta4HMje 3a NOTNYHO
TA4YHO ManupaHe HeroBOr Usr/ieaa 3apag eBeHTyanHux bygyhux pecraypaumja;
Augmented reality TexHosnoruje (TexHonoruje yBehaHe peasnHocTH) Koje ce
y CBETYy CBe BMLIE KOPUCTE 33 BUPTYE/HO PEKOHCTPYyMCare HeKagallher
nsrseaa CNOMeHWKa UM NPOCTOPHMX Lie/IMHA, Kao U TexHosoruja QR KogoBsa
3a TesledpOHe HOBE reHepalmje Koja MOXKe UrpaTu Be/IMKY Y/10Ty y MPOMOLMUjU
W npyxawy MHPopmaumja o bawTnHu. Kako je Bpura 0 apXMTEKCTOHCKOM
M crnoMeHn4ykom Hacnehy y Cpbuju y Be/MKOj Mepu 3aHemapeHa, HoBse
TexHosoruje mory mnomohu Kog MHOrobpojHmx npobnema y 6Genexemwy
OPUIMHA/NHOI U3rnegaa, pectaypaumjy, pEKOHCTPYKLMjU, Kao U NpeACcTaB/batby
M ynosHaBamy nyb/MKe ca 3Hayerem WM 3HavajeM HErnOKPeTHOr Ky/TypHO-
UCTopmjcKor Hacneha.

K/byuHe peun: HeroKpeTHO Ky/ATYpHO Hacsehe, 3/l 1acepcko ckeHupatrbe, AR
TexHosoruje, QR Kogosu.

110 TPAAULIMOHA/IHO:U:CABPEMEHO'Y-YMETHOCTU: M- OBPA30BAY



Stefana Mani¢

University of Belgrade

Faculty of Philosophy

Centre for Museology and Heritology
stefana.manic@gmail.com

Protection of immovable cultural heritage: the use of digital technologies

Postmodern understanding of Space as a social factor equal to Time
imposes to Space an important and dialogical role in a globalized society.
Meanwhile, the digital era introduces new possibilities for museology and
heritage protection. Immovable heritage cannot be placed in museums, so
it has somewhat limited presentational options, lacking the mediating role
of museums, which aim to contextualize the seen. Use of new technologies
would enable placing public monuments, works of architecture and all the
heritage preserved in situ into an exhibitional context, where the city itself or
its parts would have had museumlike intermediatory role.

This paper will present three digital technologies: 3D laser scanning
usedin preservation of monuments, formapping their formfor eventual future
restorations; Augmented Reality technologies increasingly used for virtual
reconstructions of the original look of certain monuments and special units
no longer existing; finally, the QR code technology designed for the newest
generation of mobile phones which could have a great role in promoting and
providing information about heritage. Since the duty of architectural and
monumental heritage preservation in Serbia has been heavily neglected, the
new technologies appear to be a suitable help in dealing with the numerous
problems related to the recording of the object’s original appearance,
restorations, reconstructions, and also presentation and popularization of
the meanings and importance of immovable cultural and historical heritage.

Key words: immovable cultural heritage, 3D laser scanning, AR technologies,
QR codes
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Cowa MapuHkoBuh

YHMBEp3UTET ymMeTHOCTU y beorpagy
®aky/nTeT My3U4Ke YMETHOCTH
sonja.marinkovic@gmail.com

donknop Kao nHcnupauumja Peye Myauha y Apyzoj cum@oHuju ,,Kocosecka”

Pelio Myawuh, LLpHOrOpcKk1 KOMMO3WUTOP KOjU je, noc/e CTyAuja Kommnosuuuje
Ha 6eorpagckoj Mysu4yKoj akagemuju y Kaacu Mapka TajuyeBuha, cBOjy
NpodecnoHasiHy 4e/1aTHOCT Be3a0 3a KOCOBCKO-METOXUjCKe NPOCTOpE, y CBOM
ornycy UMa yr/1aBHOM Ze/1a KpynHe popme (My3uyka gpama /lezeHdd o cmpmu
xepoja, Mpsa cumeoHuja n Apyaa cumepoHuja ,,Kocoacka”, banetu /lezeHda o
no6edu u Huma (HegoBpLUIeH), KaHTaTe [loemd 3d HUX U Jy2oc/1dsujd, CBUTa 3a
ryaayku opkectap [lpuspeHcku akeapesau, GuUiMcKa U No30opuLLIHA MY3WKa),
anm u 6pojHa, ycnesna u rnonysapHa gena u3 06/1acTu KamepHe U BOKa/sHe
My3MKe, Kao U obpage HapogHUX necama. flaHac, TpuaeceT rogmHa nocse
CMpTH ayTOpa, HEroB ONyC Ce HaWao Yy APamMaTUYHOM Mpoueny NOKUAaHUX
KOMYHMKaLuja usmehy poaHe LipHe F'ope, y Kojoj tberos pag 360r HernocTojama
yC/10Ba 32 peuenuujy yrn1aBHOM Huje 610 no3Hart, MpuULLITUHE y KOjoj ce 4yBajy
HEKa O/, HeroBUX Aena, a/n Noj U3MereHUM ugeHtutetom aytopa (Rexho
Mulligi) Koju je HenpuxBaT/bUB HaC/eAHULMMA HErOBMUX ayTOPCKUX MpaBa, U
MCTOpMUje CPricKe My3MKe Y KOjoj Ce heroBo MeCTO roTOBO He npenosHaje. Uu/mb
OBOr paga je ga ocset/iM Mysavhes ogHoc npema $O/IKAOPHOj MHCTIMPALUjU
Yy HEeroBOM K/by4HOM geny, /[py20j CUM@POHUjU, U YKaxKe Ha 3Hayaj herosor
CTBapa/sayvKor 4onpuHoca.

K/myuHe peuun: Perio Myauh, upHOropcka My3smKa, Cprcka My3uka, Tpaauumja,
My3uKa KocoBa n MeToxuje
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Folklore as Redzo Muli¢’s inspiration in the Symphony No. 2 “Kosovska”

Redzo Muli¢ (1923-1982), was a Montenegrin composer who, after studying
composition at the Belgrade Music Academy in the class of Marko Tajcevig,
tied his professional activity to the Kosovo-Metohija region. His opus
mostly consists of large forms (the musical drama Legend of a hero’s death,
Symphony No. 1and Symphony No. 2 “Kosovska”, the ballets Legend of Victory
and Nita (unfinished), cantatas Poem for them and Yugoslavia, suite for string
orchestra The Prizren watercolors, as well as film and theater music), but also
numerous successful and popular works of chamber and vocal music, as well
as arrangements of folk songs. Today, thirty years after the author’s death, his
works have found themselves in a gap of dramatically broken communication
between his native Montenegro, where his work is generally not known, due
to the non-existence of the conditions for its reception, and PriStina, where
some of his works are partially preserved, but under a different identity (Rexho
Mulligi) and thus unacceptable for the successors of his copyright; and finally,
the history of Serbian music, with his place almost unrecognized. The aim of
this paper is to highlight Muli¢’s attitude towards folklore as inspiration in his
key work, the Second symphony, and point out the overall importance of his
creative contribution.

Key words: RedZo Muli¢, Montenegrin music, Serbian music, tradition, music
of Kosovo and Metohija.
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Kulturna animalistika kao (novi) pristup ocuvaniju kulturne i prirodne
bastine — primjer Mackozbornika

Potaknute idejom kulturne animalistike, koju je na nasim prostorima inicirao
Nikola Viskovi¢, prvinas zooeticar, pokrenule smo objavljivanje Mackozbornika
- Knjige o mackama s felinoloSkim slijedom od mackoglave boginje Bastet
preko antropomorfne Hello Kitty do mitske kiborginje Catwoman. Predstavit
¢emo Mackozbornik u kontekstu kulturnoanimalistickih istraZivanja kao
jednog od novih nacina pristupa ocuvanju prirodne bastine. Za objavljivanje
u Mackozborniku prikupile smo za sada 40-ak tekstova, a objavljivanje se
ocekuje tijekom 2017. godine (Nakladnik Jesenski i Turk). Prikupljeni tekstovi
podijeljeni su u osam poglavlja koja obuhvacaju temu macke u svakodnevnom
Zivotu i bioetici, u knjizevnosti, u bajkama i knjizevnosti za djecu, u vizualnoj
i popularnoj kulturi, u kulturi i kulturalnim istraZivanjima, u lingvistici i u
etnotradiciji. Kroz razmatranje odabranih priloga u kojima se tema macke
predstavlja u kontekstu suZivota ljudi i macaka u otockim sredinama i na
hrvatskoj seoskoj oku¢nici, hrvatske likovne umjetnosti od 19. stolje¢a do
danas, reprezentacije Balkana u popularnoj kulturi kroz simboliku macke,
hrvatskih dijalektalnih frazema i diskursa povezanog s ma¢kama u tradicijskoj
kulturi, dokumentirat ¢emo istrazivanja iz podrucja kulturne animalistike,
odnosno antropologije Zivotinja, kao jedan od mogucih novih pristupa
ocuvanju prirodne i kulturne bastine.

U tom smislu, isti¢emo i Sto se tice regije, muzejski ovjeren suodnos macaka
umjetnosti u Veneciji Piero Pazzi koji je nedavno u Kotoru osnovao Muzej
macaka i time izloZio svoju mackozbirku povijesnih razglednica, fotografija
i drugih grafickih materijala, od kojih najstariji datiraju u 17. st., a vezuje ih
suodnos Zivota macke i ljudi.

Kljucne rijeci: kulturna animalistika, antropologija Zivotinja, macka, bastina,
Muzej macaka
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The animal studies as a (new) approach to the preservation of cultural and
natural heritage — an example of Mackozbornik

Motivated by the idea of animal studies, which is in our country initiated
by Nikola Viskovi¢, our first zooethicist, we have initiated the publication
of Mackozbornik - Book about Cats, with felinologic sequence from
anthropozoomorphic, cat-headed goddess Bastet over anthropomorphic
neotenic Hello Kitty to the mythical cyborg, antropozoomorphic Catwoman.
We will present Mackozbornik in the context of animal studies research as
one of the new ways to access the preservation of heritage. We collected
approximately 40 texts for Mackozbornik, the publication is expected to
appear in the course of 2017, and the publisher is Jesenski i Turk. The collected
texts are sorted into eight chapters that cover the subject of cats in everyday
life and bioethics, in literature, in fairy tales and children’s literature, in visual
arts and visual culture, in popular culture, in culture and cultural studies, in
linguistics and in ethno-tradition. Through consideration of several selected
papers discussing cats in the context of coexistence with people in the
island communities and in the Croatian village plot, in the Croatian art from
the 19*" century until today, in representations of the Balkans in popular
culture through cat symbolism, in Croatian dialectal idioms and in discourses
associated with cats in ethno-tradition, we will demonstrate how studies in
the field of animal studies offer a possible new approach to the preservation
of cultural and natural heritage.

In this regard, it should be pointed out that the museologically verified
correlation between cats and humans appeared in the region recently in the
form of the Museum of Cats in Kotor, founded by Piero Pazzi, a Venetian
collector and the professor at the Academy of Fine Arts in Venice.

Key words: animal studies, anthropology of animals, cat, heritage, Cats
Museum
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BecHa MapjaHosuh
BucoKa LWKo/1a CTPYKOBHMX CTyAMja 32 06pa3oBatbe BacnmTada y KMkuHam
marjanov.v(@sezampro.rs

donKopHe urpe y mysejy 1 y obpasoBamy

YpagyceanckyTyje 0TpagmLMoHaIHUMHapOA4HMMUIPamMmaKkaoHeMaTepmja/iHOM
KyATYpHOM Hacsiehy, nocebHO y CTPYKTYpU roguiimer LuKayca obudaja. Y
CPrCKOj KYATYypY 3ay3umajy BaKaH CermMeHT AyxoBHOr Hacsieha. Mehytum
4,0 AaHac jow YyBEK HWje MHCTUTYLMOHA/IHO, NMOCeBHO MY3e0/10WKKU peLleHo
KaKO M Ha KOjU HauuH 6U ce yyBa/se TPaAMLMOHA/IHE HApOAHE Urpe U Kao
TaKBe NnpeHocu/e u YyBase o4 3abopasa. Mako MMa Marmx 36MPKKU BOKa/IHOT
M My3WMYKOr cagpkaja y mysejuma Cpbuje (ETHorpadcku mysej u Mysej
BojBoaMHe) He MocToje My3MKO/IOWKa O4e/berba y OKBUMPY My3eja y Kojuma
6u ce 4yyBasa v TPaAMLMOHA/IHA HAPOAHA Mrpa Kao 30MPKa M BaKaH cerMeHT
KyATypHOr Haczeha. /[la /v cy caBpeMeHe Kopeorpaduje Ba/MgHe 3a YyBate
y My3ejckom 36upkama nomnyT gpyre mysejcke rpahe uau je 0g BaKHOCTM
MCK/bYYMBO Tparawe 3a ,,M3BOPHUM O6/MUMMA MoKpeTa” KOHCTPYMCaHWM
Ha OCHOBY Ky/AType namhema: LLTa je 3anpaBo TpaguumoHasnHa urpa? Ko cy
FEHN HOCMOLM BN Y MPOLL/IOCTH, KO Cy OHM AaHac? 3a pas/IMKY 04, NO/NTUKE
My3eja, y 0bpa3oBary, N0cebHO Kpo3 CTyaujcke Mogyae Ha cMepy CmpyKosHU
gacnumay 3d mpdouyuoHdsiHe uzpe BuCOKe LIKO/ie CTPYKOBHMX CTyAMja 3a
obpaszoBarbe BacnuTaya y KUknHaM (04 WKO/ACKe 2006/7. rognHe) dopmumpa
Ce HOBa rpyna CTpy4raka Koja Teopujy npetBapa y MpaKkcy u npumemyje
je y pagy ca Hajmnahom nonysauujom — geuom. Mojam Tpaguumje ce Ha T3]
Ha4MH Npub/MKaBa caBpeMeHUM KOPUCHULIMMA, Na ce CTBapajy YC/10BU ga ce
TPagMLUMOHA/IHA HapOAHa Urpa 134BOjU U Kao My3ejcKa rpaha.

K/byuHe peun: TpaguumMoHanHe HapogHe urpe, Haciehe, Mysej, obpasoBare
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Folk dances in museums and education

The paperdiscusses the traditional folk dance asintangible heritage, especially
related to the structure of the annual cycle of customs. In Serbian culture
folkdance has been an important segment of spiritual heritage. However, the
state institutions, especially museums, have not yet resolved how and in what
manner traditional folk dance should be preserved and in which way such
subject can be treated as a museological item. Although some museums have
small collections of vocal and musical material (e.g. the Ethnographic Museum
and the Museum of Vojvodina) there are no musicological departments
within the museums where material documenting traditional folk dance,
an important segment of cultural heritage, could be kept. Is contemporary
choreography a valid source which should be stored in museum collections
like other museum material or we should concern ourselves solely with the
discovering of “the original choreography forms”, reconstructed on the basis
of the culture of memory? What is actually a traditional folk dance? Who
were its bearers in the past? Who are its bearers today? As opposed to the
museum policy, in education, particularly through the Professional teacher for
traditional dance study module at the College of vocational studies for pre-
school teachers in Kikinda (available from 2006/2007) a new group of experts
has been formed and this group has been turning theory into practice while
working with the society’s youngest population — with children. The concept
of tradition is thus brought closer to the contemporary users, while creating
the preconditions for traditional folk dance to become a museum material.

Key words: Traditional folk dances, heritage, museum, education
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Ynora HOBUX Meguja y My3ejuma gaHalumbuLe

Y pagy he 6UTK peun o My3sejuma AaHallrbULe KOjWu, Kao 4yBapu Ky/ATypHe
BaluTUHe U MgEeHTUTETA, Y CAaBPEMEHOM KOMYHUKALMOHOM U MHPOPMALMOHOM
(cBe BULLIE MeaMjaTU30BaHOM) APYLUTBY Tpeba Aa npey3mMy y/10ry 3arOBOPHMKA,
a/m U Meaujyma KyATypHMX NMPOMEHa, MHTeprnpeTtauuje u penpeseHTauuje
KyaType. HOBMja nuTepaTypa O My3ejuma NOMUHbE Aa MPUCYCTBO HOBUX
mMeauja, MHPOpPMATMKe M TEXHO/OTMje OXMB/baBa My3eje, ycmepasajyhu
Mx og npehawmwmnx CTaTUYHUX Ka AaHaWbUM AMHAMMYHUM MeCcTMMa 3a
yyere, KOMYHUKauujy 1 3abaBy. HbrxoBom ynotpebom y mysejy nogctuye
Ce MHTePaKTMBHOCT Ca CBETOM eKCroHaTa, nosehasa A0CTynHOCT nyb6/uum,
6/IMCKOCT cagallbeM TPEeHYTKy; My3ej MocTaje onepaTuBHWjWU, @ npoLlumpyje
M CBOje no/be pAenoBama. MeanoNoWKM ANCKYPC y/aasn CBE BULLE Y ,,HOBY
MY3€0/10rujy”, LUTO je BUA/bUBO U KPO3 MPUMEHY MHTEPAKTUBHUX My/ATUMEeAMja
nopes cpeactaBa CTaHAApAM30BaHe M3/10XK0eHe KOMyHUKaLMje, y MuTamwy je
npMMeHa Avopama, BUAEOpama, ayAMOBU3YE/IHUX NpOjeKumja, pasiIndnTmx
06/MKa ayauUTUBHMX CeH3auwuja, /1acepCcKMX XO0/10rpama, ,Tady CKpuHOBA”,
MOHUTOPA, ONTUYKUX Mporpama u ap. llpema Teopuju caBpemMeHe Meaujcke
KYAType, M Y My3ejuma Ce aKL,eHaT CTaB/ba Ha KOHLMMMPare KOHTEKCTa, Kao u
Ha Kpeunpame HecBakugaLlbe atmocdepe, y /by OCBeT/baBama O4HOCA /bYAN
M My3easivja — LUMPer KOHTEKCTa U3 Kojer Cy My3ejCKu NpegmeTH ,,npeyseTtun’.
To He caMo ga MPOMOBMULLE UHCTUTYLM]Y, MOAUNKE CBECT O Npahery KyATypHUX
TPeHAO0Ba Kog4 KycToca, Beh yTude M Ha ceH3ubuamsauujy nybauke, Ha
Apyradvje carnegaBame CTa/lHUX MY3€jCKMX MOCTaBKM U MPUBPEMEHMX
M3/103K6U. MaKo OBM a/TepHATMBHU HAa4YMHM penpeseHTauuje n peuenuuje, Ha
NpBU norzea, MOry aa usr/ieAajy Kao ga OnoHWpajy KOHTEMM/IATUBHO] aypu
My3eja, OHM HecymhuBO nosehasajy noceheHoCT, Kpenpajy Kog nocetTuaaua
ocehaj 6amckocTn, moryhHocT M36opa, Kao M OTBOPEHOr TyMadera, a/v U
CTULLAHa HOBOI UCKYCTBA Yy My3ejy.

K/byuHe peuun: myseju, HOBU Meamnju, TEXHO/IOTHje, MUHTEPAKTUBHOCT
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The Role of New Media in Contemporary Museums

The paper studies the present-day museums which, being guardians of cultural
heritage and identity, should step up as advocates and also as a medium for
cultural changes, interpretations and representations in the contemporary,
increasingly mediated IT society. Recent literature on museums proposes that
the presence of new media and information technologies brings museums to
life, transforming them from past and static into modern and dynamic places -
spaces for learning, communication and entertainment. Their use in museums
inspires interactivity with the world of exhibited objects, improves the visitors’
access and relates the objects to the present moment: thus the museum
becomes more operative, expanding its scope of activity. The mediological
discourse advances increasingly toward “new museology”: in addition to
the use of standard exhibiting means, museums obviously use interactive
multimedia as well, like dioramas, videoramas, audio-visual projections,
various types of auditive sensations, laser holograms, touch screens, monitors,
optical programs etc. According to the theory of contemporary media
culture, museums also emphasize the conceptualization of the context and
the creation of out-of-the-ordinary atmosphere in order to shed light on the
relation between people and musealia and illustrate the wider context form
which museum objects had been “extracted/singled out?”. Such endeavors
are not only promoting museum institutions and raising curators’ awareness
about the need to follow cultural trends, but also affecting the sensibility
of the audiences and inspiring their different comprehension of permanent
and temporary museum displays. Although such alternative representation
and reception techniques may seem to oppose the contemplative aura of
museum at first sight, they undoubtedly have the ability to build the museum
public, create a sense of familiarity for visitors and offer them diverse choices,
open interpretations and novel museum experiences.

Key words: museums, new media, technologies, interactivity
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MpoayKuuja caBpemeHuX 3Hawa y Nony/apHoj My3uLm —
Takmuyemne 3a necmy EBpoBusmje

Beh cBOjoM KOHUeNuMjom, MHTEPHALMOHA/IHOT TaKMUYera npeacTaBHUKA
HaUMOHa/IHUX MeaAMjckux cepBuca, EBpocoHr cBake roguHe ,,no3mBa“
Ha MpOW3BOAHY ,,HALUMOHANHMX', ann U ,,eBpONCKUX“ mon necama Koje
fa/be MpoU3BOAE CaBpeMeHa 3Hawa Ofy KyATypu. Beoma yecTo ce Taksa
NMpOV3BOAHA 3aCHMBA HA 3HaKMMa O TPAAULMjU, A/ UCTO TAKO U 3HAMMA
0 caBpemeHOCTU. OCOBEHOCTU OBAKBMX ,,CKYNOBa‘‘ MPOAYKOBaHMX 3Hakba
buhe MHTepnpeTMpaHe Ha NpMMepy Nnecama Koje cy npeacTas/bazie Cpbujy Ha
EBpPOCOHry y nocieam0j geueHuju.

K/byyHe peuu: nony/sapHa mysuKa, EBpOCOHr, caBpemeHa 3Hawa O Ky/ATypw,
Cpbuja Ha EBpocoOHry

120 TPAAULIMOHA/IHO:U:CABPEMEHO'Y-YMETHOCTU: M- OBPA30BAY



Vesna Mikié

University of Arts in Belgrade
Faculty of Music
vesnasmikic@gmail.com

Production of modern knowledge in popular music

By its very concept i.e. of the international competition of the national
media houses representatives, Eurovision Song Contest “calls” each year
for the production of the “national” as well as “European” pop songs that
further produce specific contemporary knowledge of /in culture. This kind
of production, as it turns out, very often relies on knowledges of tradition,
and on contemporary knowledges as well. The specificities of this kind of
produced knowledge “assemblages” will be interpreted through the songs
that have represented Serbia at the ESC in the past decade.

Key words: popular music, the Eurosong, modern knowledge of culture,
Serbia in the Eurosong
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CTapvHapeme Kao XepuTo/I0LKa AucuunamHa. Usmehy umnysica v KoHuenTa

JepaH 6poj NprBaTHMX KO/EKLMOHAPa, IMKOBHUX YMETHUKA U Mpeady3eTHUKa,
ce MoXe CMaTpaTv npaBMMm YyBapuma OawTuHe. Mako cy Huxose
KO/IeKLMOHApCKe aKTUBHOCTM AYBOKO /IM4He, YecTo BoheHe HOCTa/rnjoM uau
payyHajy Ha eKCKNY3UBHOCT, a 4aHac ce MOry pasymMeTh M Kao TPeHA0BCKe, OHe
Cy pe3yaTaT pag03HasioCcTh U CBECTU O NMPOoMnaa/bUBOCTU NpeaMeTa CTapuHe.
3a OBe KO/IeKLUMOHApe je KapaKTepUCTUMHHO aa CaKyn/bajy OHe npegmerte
CTapuHe, yr/1aBHOM MpegmeTe CBaKOgHeBHe ynoTpebe, Koju jow yBeK Hucy
»3aBpegdenn” ga 6yay My3easnnM30BaHW, WM Koje CTPy4YHa My3ejcKa jaBHOCT
He mpenosHaje. Y YnHy oTp3ama TUX npeamMeTa, O4HOCHO HUXOBUX 3HaYeHa
n GyHKUMja, o4 3abopaBa, MPUBATHWU KO/IEKLMOHApH, CTapuHapH, o Kojuma he
BUTK peuun, cakyn/bajy, HecTo AOKYMEHTYjy U KOpUCTE npeaMeTe Koje Ha/sase
Ha oTnagy, 6yB/bUM NMuUjaLama, U CIMYHO, Aa BU MAYCTPOBa/ZIM UCTOPU]y HEKOT
ACMeKTa }KMBOTA LLUMPE U/IM YKe 33aje4HULLe, NIU UX MHKOPNOPUPajy y HOBA Aena,
anu yBek pedepupajyhm Ha nepTMHEHTHA CBOjCTBA HMX KA0O CBe04aHCTaBa.
Mako cy BOheHU UMMY/1ICOM, OHM jeCy 3Ha4ajHM NOC/IeHULM Y MPOoLeCy O4yBara
n3awTtute Hacneha. Y pagy he 6utn peun o ymetHuuymma nonyT Cawe Pakesuha
3orpada, Munowa Tomuha, Bragumupa lMNepuha TaneHTa, Kao n o Mysejy
3ab0paB/beHNX YMETHOCTH ,,MaHyan”.

K/byyHe peum: cakyn/bare CTapuHe, HOCTa/ruja, AOKYMEHT, CBeA04YaHCTBO,
MAyCTpaLmja CTBAPHOCTM MPOLLIOCTH
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Collecting Past as a Discipline of Heritology. Between an Impulse and a
Concept

A number of private collectors, visual artists and entrepreneurs, could
be considered preservers of the past. Although their collecting activities are
deeply personal, oftenlead by nostalgia, or sometimes count on exclusiveness,
or deemed trendy, they are results of curiosity and awareness of deterioration
of objects of antiquity. The main characteristic of these collectors is that they
collect mostly objects of everyday life of the past, the objects that have not
been recognized yet, by museum professionals, as worthy of musealisation.
In the act of saving of these objects, i.e. of their forms and functions, from
oblivion these private collectors often document and even use objects they
find at dump yards, flea markets, and similar, in order to illustrate an aspect of
life, and sometimes to create art works in which the pertinent characteristics
of these objects as documents of the past are, nevertheless, preserved.
Although guided by impulse, they represent important workers in the process
of preservation and protection of heritage. Among them are such artists as
Sasa Rakezi¢ Zograf, MiloS Tomi¢, Vladimir Peri¢ Talent, as well as Museum
of Forgotten Arts “Manual”, whose activities will be addressed in this paper.

Key words: collecting, nostalgia, document, testimonial, reconstruction of
past
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3rpaga Ctape ocHOBHe LiKo/e Yy flowoj MNywTtepuum:
caBpeMeHM NPUCTYN pexabuauTaumju ceockor LeHTpa

OBaj TeKCT NpurKasyje C/1I0KeHe npouece yKpLITakha UCTOPUjCKUX OKO/THOCTH,
gorahaja v g4pyLTBEeHMX NPW/KKa Ha Npe/oMy 19. M 20. BEKa Y KOjuma je novesa
Ca pagoOM OCHOBHa WKoO/a y Aowoj INywrepuuym 1883. roguHe y LPKBEHO]
3rpaau. M3rpagra HOBeE LUKO/ICKE 3rpade 3anoyeTa je 1909, a 3aBpLuUeHa 1910.
roguHe. OKOCHULLA paja je y/10ra apxXmTeKkType Kao Hocmoua ogpehennx naeja
BpemeHa 0 3Ha4ajy obpa3oBatba y npouecrma MogepHm3aLmje Kao nokpeTayy
onwiTer paseoja, y 3Ha4yewy onwrter 406pa Koje nma BaxKHY y/10ry Yy BacnuTamy
Hapoga y KOHTEKCTY MPOCBETUTE/bCKMX MAaeja. CMMOOAMYKKM 3Hava] uma
MOCTaB/bakbe LLIKO/IE HA NMPOCTOPY Y 6/1M3MHU LIPKBE, HAa UCTAaKHYTOM MecCTy, Ha
3apaBHM car/1e4mMBOj ca CBMX CTpaHa ca nyTta. M36op mecTa 3a u3rpagby WKo/1e
Tpeba ga ynyhyje n Ha ceocku ueHmap Kao jaBHM MPOCTOP Ca 3garbMma 3a
CMeLUTaj OCHOBHUX MHCTUTYLMja BACTU U yNipaB/bakba, pe/nrnje n obpasosatba
(4pKBa — KO/ — MECHA KaHLe/napuja) M MeCTO OKyM/bakba Hapo4a — YMMe je
MCMyHweHa jaBHa QyHKLMja NPOCTOpa Kao cpeauLluTa Ky/ATYPHO-NPOCBETHON,
BEPCKOr, APYLUTBEHOr 1 KY/ITYPHOT XXMBOTa Hapoga v octBapeHa moryhHocT
pernpes3eHTOBakba MAEHTUTETA 3ajegHULie.

O6bHOBOM U peBuTanu3auunjom rpaheeBnHa u pexabuauTayujom
NPOCTOpPA ayTEHTMYHOT je3rpa CeOCKOr Hace/ba Ha KOMe Ce O4BMja 3ajeAHNYKHN
KMBOT CTaHOBHMKaA cavyBa/zie b1 ce HMXOBe TPaAMULMOHA/IHE U UCTOPUjCKe
BPeAHOCTM, M  UCTAaKaO  ETHO/IOWKM, aAPXUTEKTOHCKO-ypPOAHUCTUYKM,
APYLUTBEHW U KY/AITYPHU 3HAYa;.

K/byyHe peum: ceoCKkM LeHTap, 3rpaaa, WKo/a, 06HoBa, pexabuantayuja
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The Old School Building in Donja Gusterica:
A Modern Approach to the Village Centre Rehabilitation

The text shows some complex processes when historical circumstances and
events meet with the social ones at the turn of the 20" century when a primary
school in Donja Gusterica started operating in 1883 in a church building. The
construction of a new school building started in 1909 and was completed in
1910. The core of the paper is the role of architecture in bringing certain ideas
of the period with regard to the significance of education in modernisation
processes which are viewed as a driving force for development as a common
good in educating the populationin the context of the Enlightenment. Placing
the school building near the church, on a flat vantage point visible from all
sides carries a symbolical significance. The choice of school location should
imply to the village centre as a public place with buildings housing the most
important institutions of authority and management, religion and education
(church, school, the local office), as well as a place of gathering - thus having
a public function as a centre of cultural, educational, religious and social life,
representing the identity of a community.

The restoration and revitalisation of the buildings and the rehabilitation
of the village’s authentic core, where common activities take place, would
preserve their traditional and historic values, bringing forth their ethnological,
architectural, urban, social and cultural significance.

Key words: village centre, building, school, restoration, rehabilitation
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Camnkapcko Hacnehe y uamy Apabecke Ha memy Mupocmanu

Pag ce 6aBu pekpeuparem CAMKApCKOr Haczieha y HOBMM Megujuma. 3a
npumep je y3eT goKymeHTapHu duam Cepreja MapayaHoBa Apabecke Ha memy
Mupocmaru (Apabeckebu Mupocmanuc memase) (1986). Y duamy ce npukasyjy
/MKOBHA Ae/1a HauvBHOI rpy3ujcKor c/iukapa Hwuka Mupocmanuja (Hukonan
AcnarnoBuy Mupocmarawwsuam) (1862-1918). Harnacak je ctaB/beH Ha duam
Kao MeAMjCKy npeseHTauujy U MHTeprpeTauujy YMeTHOCTU 1 Hacneha. buhe
aHa/IM3MPaHO KaKo NMoMeHyTH GuamM eBouupa KyATypHy OawTuHy [py3uje
M UCTUYE YMETHWKOBY, a/M U peauTe/beBy caocehajHOCT ca HauuoHa/IHUM
KyATypama.

MopepHaBegeHor,bnhencTakHyTolapayiaHoB/bEBOEKCIEPUMEHTHCAbE
Ca C/IMKapCTBOM Y CBETY MOKPETHMX C/IMKa. Kpo3 ¢uim peauTess npukasyje
/IMKOBHA gena rpy3ujckor YMeTHUKa, oapehyjyhu 6p3nHy KpeTara Kamepe
M tbEHO 3a4pKaBatbe Ha C/IMKAapCKOM geny WKW HeroBoM aeTasy. M3 gator
npou3suaasu nuTame: [Ja /M peante/b NOCTaje KyCcToc, ¢ 063Mpom ga oH bupa
c/IvKe Koje he BUTK Npe3eHTOBaHe, 3a4prKkaBa ce Ha U3abpaHoj cmuu, Npasu
nogeny, rpynuiie ux, y OBOM cay4ajy, nogHaciosmuma? Nomohy nokpeTHux
C/IMKa NMpaBu CTPaHULE UCTOPUje FPY3UjCKOr }KMBOTa M 00MYaja, a/n U KMBOTA
n cyabuHe jegHor cvKapa. Y pagy ce nctude Kako Guam moxke butu meauj
KOjU MpuKasyje, CBeAO04YM U 4YyBa AOKYMEHT jegHOr BpeMeHa U mMeMopwuLue
KY/TypHe BpeAHOCTH.

Buhe peun 0 C/IMKOBHO] M ayaAMO-BU3Ye/IHOj KOMYHUKALMIU U KaKo ce
nogs/aavu epekar 1 nojam ,,cMKa y CMLmU”, Mau IMKOBHa Y GUAMCKOj CMLM.
®PunMcKa C/IMKa, mnopes COMCTBEHUX BPEeAHOCTM, TAaKO MOCTaje KyATYypHU
HOCW/1aL, U Tpe30p, NMPEHOCHUK U HapaTop /IMKOBHOI dena. Pedjy, duamcka
C/IMKa NoCTaje YyBap /IMKOBHE C/IUKe.

KmbyyHe peum: /MKOBHA /KA, PuaMCKa C/IMKa, Hacaehe, MupocmaHuy,
MapayaHos
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Painterly heritage in the film Arabesques on the Pirosmani theme

The paper is focused on the recreation of artistic heritage in the new media.
The chosen example is a documentary film Arabesques on the Pirosmani theme
(Arabeskebi Pirosmanis temaze) (1986) by Sergei Paradjanov. The film shows
artworks of Georgian naive painter Niko Pirosmani (Hukonalt AciaHoBuy
NMupocmanawsuau) (1862-1918). The emphasis is placed on the film as a
media presentation and interpretation of art and heritage. It will be analysed
how the aforementioned film evokes the cultural heritage of Georgia and
emphasises the artist’s, but also the director’s empathy for national cultures.

In addition, Parajanov’s experimentation with painting in the world of
moving pictures will be emphasised. Throughout the film, the director displays
the artworks of the Georgian artist, controlling the speed of the camera and
its retention on the specific painting or its details. Therefore, we can pose the
following question: If the director selects pictures which will be presented,
keeps focus on the selected picture for a certain time, and groups them (in
this case, by using subtitles), is he becoming a curator? With the use of the
‘moving images’ he created historical records of Georgian life and customs,
but also of the life and destiny of the painter. This paper points out that a film
can be a medium which displays, testifies about and preserves the documents
of a certain period and memorises cultural values.

The art image and audio-visual communication are discussed and the
effect and the concept of an ‘image within image’, or of the art image within
the film image, is being highlighted. Film image, in addition to its own values,
thus becomes a cultural carrier and a form of treasury, the mediator and the
narrator which informs us about the work of art. In short, the film image
becomes the guardian of the art image.

Key words: art image, film image, heritage, Niko Pirosmani, Sergei Parajanov
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Kopeogpamcko v kopeorpadcko cTBapasawTeo Mat Eka

Martc Ek (Mats Ek, 1945), BpXyHCKO UMe r06asHor kopeorpadckor npocTopa,
Yuja gena u3BoA4e KOMMaHuje LWMPOM CBETa, NPeno3HaT/bMB je MO U3PasuToj
WMHAMBUAYANHOCTM NAGCHOT peyHmKa. Kao yvyeHuk Jupxu KuavjaHa n Mopuca
Bexkapa, a y ecteTckom mnor/egy enuroH Kypta Joca u Buprut Kynbepr
(Birgit Cullberg, 1908-1999), oH je Kopeorpad Koju je Ha CKaHAUHABCKOM
NpOCTOpPY HajocobeHuju, Kako no Ppu1030PCKOM TaKO U MO MCUXO/IOLLKOM
npucTyny urpu. MHOMM gaHallibn Kopeorpadu, 1 y Halloj CpeAuHH, Hanase
Yy30p Y HeroBoM pagy, yr/ieaajy ce v orneajy Ha ecteTuum Kojy je Ha nosby
KopeogpamMe NpumMeHno c/1aBHu LLiBehHaHuH. Y KopeogpamMcKoM CTBapa/allTBy
ra o//IMKyje CBOjeBPCHM Aujanor ca uctopujom 6aseta, 04HOCHO MHOBATUBHO
6aB/betbe TPAAMUMOHA/IHUM  HAC/I0BMMA K/JacuyHOr 6Gaseta - HUXOBA
CLUEHCKa AEKOHCTPYKUMja, pegeduHuumja n peuHtepnpeTtauuja. Martc Ek
ce cybBep3MBHO MoOUrpaBa Be/MKMM TemMama K/aacuyHor 6aseTa, hUXOBOM
TPaAULMOM U YCTa/bEHNM 3HAYEHEM.

KmyyHe peun: Matc Ek, Kynbepr GaneT, Kopeogpama, caBpemeHa wrpa,
KAacuyaH 6asneT
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The Choreographic and Choreodramatic Work of Mats Ek

Mats Ek (Mats Ek, 1945), a major name of the choreographic world, whose
works are performed by companies around the world, is recognizable by
high individuality of the dance vocabulary. As a student of Jiri Kylian and
Maurice Bejart, in aesthetic terms an epigone of Kurt Jos and Birgit Cullberg
(Birgit Cullberg, 1908-1999), Ek is the most distinctive choreographer in the
Scandinavian area, both in terms of philosophical and psychological approach
to dance. Many of today’s choreographers, some of them from the Balkans,
find him to be a role model. They look up to him and reflect the aesthetics
the famous Swede has applied in the field of choreodrama. His creativity in
choreodrama is distinguished by a sort of dialogue with the ballet history, by
innovative ways of engaging with traditional classical ballet titles — through
their theatrical deconstruction, redefinition and reinterpretation. Mat Ek is
subversively playing with the great themes of classical ballet, their traditions
and their established meanings.

Key words: Mats Ek, Cullberg Ballet, choreodrama, contemporary dance,
classical ballet
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Kopeogpama: pog, niec u ngeonoruja

Kopeogpamy y Cpbuju cy npomoBucase 4eTupu obpasoBaHe ymeTHuue.
Mara MarasutoBuh (1882-1968), CmubaHa MaHgykuh (1908-1992), Haga
KokotoBuh (1944-), Coma Bykuhesuh (1951-). CBaka je gana cneumdpuyHo
obesiexkeje OBOM MO30OPULLHOM MpPaBLY KOjU je AaHac NpenosHaT y Urpaykoj
M No30puLLIHOj AoMahoj Tpaguumju. Pag U yMETHWYKM AONPUHOC jeaHe
0/, YMeTHMLA KOZ HacC gaHac je HeAO0BO/bHO MO3HAT, Mpe cBera M/aahum
reHepauujama. Ln/b Hawer ussiarama je ga CKkpeHeMo naXkkwy Ha cneuupuyHe
ocobume Kopeogpamckor paga Hage KokoTtoBuh 1 ga npeactaBumo reHe
pajoBe y CBET/Y UAE/OLWKNUX U MOAMTUYKMX OKO/MHOCTM Y Cpbuju Kpajem 90-
TUX rOAMHA NPOLL/IOr BEKa.

Haga KokotoBuh (1940-) je yunna KaacuyaH 6aset U MOAEpPHY Urpy,
cTyAupana GWAMCKY U MO30PULLHY pexujy u ¢unosodujy. Mo pobujary
CTUNEeHAMje 04/1a3m Y AMEpUKY rae pagu ca XKopxom basaHwunHom y Hbyjopk
Cutn Banety, Ha O¢ Bpogsejy n ApkaBHoj Onepu tbyjopka. Ca /bybuiiom
Puctuhem je ocHoBana nosopuwTte KIIT, y Banety Cprickor HapogHor
nosopuwTta y HoBom Cagy je TOKOM HEKO/MKO Ce30Ha npeAcTaBu/ia CBOj
KopeorpadCckm KOHLEeNT Kopeogpame. TeOpUjCKU je aHaaM3upana u nocTasuia
KOpeodpaMy Kao KOMYHMKaLMjy — Kao je3uK KOjy je y C/1y»KOM HaumoHa/He
ToNepaHuuje. PaT y Jyrocaasumju 3aycTaB/ba HEHO YMETHUYKO Ae/10Barbe Ha
TOM NOAPYYjY Y MHCTUTYLMjU CUCTEMA jep 1992. rOAMHe 041a3un y Hemauky rae
ca raymuem, Hehom OcmaHOM OCHMBA BAACTUTY npoaykuujy TKO Teatap y
KesHy (1996). Kao KopeorpadKuma 1 peauTe/bka roctyje y MHOrMM CBETCKUM
No30pULLHKMM Kyhama.

KmbyuHe peun: Haga Kokotosuh, Kopeogpama, pod, Te/10, CaBpemMeHu nsiec
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Choreodrama: Gender, Dance and Ideology

In Serbia, four educated artists who promoted choreodrama (a performance
where ballet movement is combined with dramatic acting) were Maga
Magazinovi¢ (1882-1968); Smiljana Manduki¢ (1908-1992); Nada Kokotovi¢
(1944-), Sonja Vukicevi¢ (1951-). Each one of them gave her own individual
signature to this theatrical movement, today recognised in both dance and
theatre tradition. The oeuvre and artistic contribution of one of them is not
well known today, especially among the younger generations. Thus, the goal
of our presentation is to bring to the attention the specific characteristics of
Nada Kokotovi¢’s choreographic work and to present her activity in the light
of ideological and political circumstances in Serbia at the end of the 1990s.

Nada Kokotovi¢ studied classical ballet and modern dance, film and
theatre directing and philosophy. After being awarded a scholarship, she
left for America where she worked with George Balanchine in New York City
Ballet and on Off Broadway, as well as at the New York State Opera. With
Ljubisa Risti¢ she founded the KPGT theatre. There, at the Ballet of the Serbian
National Theatre in Novi Sad, she presented her concept of choreodrama.
She theoretically analysed and introduced choreodrama as a manner of
communication and a language in the service of national tolerance. Her work
in Yugoslavia has been interrupted by war, she left Yugoslavia in 1992 and
settled in Germany where, together with actor Nedo Osman, she founded
private theatre TKO in K&In in 1996. As a choreographer and director she has
worked in many world famous theatres.

Key words: Nada Kokotovi¢, choreodrama, gender, body, contemporary
dance
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YMeTHOCT y HacTaBU UCTOPUje YMETHOCTU —
npumep Bexbe ,,HoBe c/MKe cTapux majcTtopa”

Y paay he 6uTn npeactas/beHa Bexba ,,HoBe c/MKe cTapmx mMajctopa” Kojy
ayTOpKa CrMpOBOAM Yy OKBMPY HacTaBe UCTOPMje YMETHOCTM ca CTyAeHTMMaA
/IMKOBHOI OgceKa Ha Paky/aTeTy YMETHOCTM YHuBep3uTeTa Yy [pULLITUHM
ca npuBpemMeHMM ceamwiteM y KocoBckoj MuTpoBuuM, a Koja oAroBapa
Ha npob6/semMcKM MpUCTYn HacTaBu Yy caBpeMeHom goby. CarnegaBare
MCTOPUjCKO-YyMeTHUYKe BalluThHE je CTyAeHTUMMAa AaTo Kao M3a30B Ha Koju
Tpeba pga oAroBope MPOM3BOAHOM COMCTBEHOr BU3ye/HOr paga. Hbume
MHTEpNpeTupajy 3a4atv yMeTHWYKM (PeHOMEH U M3paxkaBajy pasymeBare
HeroBe BpeaHOCTH, Kako Y caBpemMeHOM g006y Tako M Kpo3 uctopujy. OBa
BeX0a Kao feo HaCcTaBHOr MeToAa NoACTUYE KPeaTUBHOCT U KPUTUYKM OAHOC
npemMa M3HOBa MOCTBAapeHOM MpeaMeTy MCTOPUjCKO-YyMeTHUYKe baluTuHe.
Takohe, oAroBOp je Ha jegHy caBpemeHy HacTaBHY MpaKcy HasBaHy showing
seeing (W. J. T. Mitchell, 2002), kKojom ce npo61emaTtusyje ucKycTso BuheHor.
MHcHcTMpa ce Ha cybjeKTUBHOM r/1egakby Koje nomepa rpaxuuy suheHor, a
LUTO je OCTBAapUBO CaMO MHTEPAKTUBHOM OPraHU3aLMjOM HacTaBe TOKOM Koje
CTyAeHTU nokKasyjy (showing) oHo wTo BUge/o Yemy yuye (seeing).

YnopuLuTe 33 0BakaB MeTOA TPAaXMMOY €NMUCTEMO/IOLLKOjIPOMEHNKOjy 4OHOCH
$urno3odpuja NOCTMOA4EpPHM3MA, a KOja NMOYMBA HA MAYPA/IU3IMY TEOPUjCKMX U
MEeTO/AO/IOWKMUX NMPUCTYNa MpeAmMeTy NMpoyyaBarba. ¥ KOHTEKCTY HacTaBHOr
npoueca, OHa WHULMPA MUTarbe AO0BO/LHOCTM MeTOoAd jeAHe AUCLUN/INHE
fid OAroBOPM Ha MUTara KOja MpoBOLMPA CaM MNpeaMeT UCTpaxkuBaha
fate AucumnIvMHe. Mctopuja yMeTHOCTM LWIMPU CBOje Mo/be MpoyvaBaka Ka
KOMMATUOU/IHUM HayYHUM AMcuMnaMHama (ecTeTuuM, BWU3Ye/HOj Ky/ATypw,
aHTPOMO/IOrMjU, MYy3€0/10rMjU, XEPUTO/IOTUjWU) TE je HYKHO TpaHchopmmcaTH
M HacTaBHyY Mpakcy.

KmyyHe peuu: HactaBa uCTOpUje YMETHOCTM, 6OallTMHA, YMETHOCT,

nocTtmogepHusam, PakyaTeT yMeTHOCTM YHuBep3uTeTa y [pUWTUHM ca
npuBpemMeHum ceauiuTeM y KocoBckoj MUTpOBULM
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Art in the teaching of art history -
the example of the “New OIld Masters”

The paper presents a students’ activity entitled the “New Old Masters”
which the author conducts while teaching the art history at the Visual arts
department at the Faculty of Arts of the University of PriStina with the
temporary seat in Kosovska Mitrovica. This activity corresponds to the
modern teaching approach centered on problem-solving. Historical and
artistic heritage is offered as a challenge for students and it is expected from
them to respond by producing their own visual work. Thus the students
interpret the specific artistic phenomenon and express their understanding
of its value, both in modern times and throughout history. As a part of the
teaching method, this activity encourages creativity and critical approach
to (by this method) reified historical and artistic heritage values. Also, it
corresponds to the contemporary teaching practice called ‘showing seeing’
(W. J. T. Mitchell, 2002), which has questioned the experience of seeing. It
insists on the subjective viewing which moves the boundary of seeing, and
that is achievable only through interactive teaching process, which inspires
students to show (showing) what they see / what they learn about (seeing).
The basis for such method is found in the epistemological changes brought
by the philosophy of postmodernism, grounded in pluralism of theoretical
and methodological approaches to the subject. In the context of the teaching
process, this change has initiated the issue of the one discipline methods’
insufficiency for answering the questions provoked by the very subject of
the discipline. History of art is also expanding its field of study toward the
compatible disciplines (aesthetics, visual culture, anthropology, museology,
heritage studies) and it appears necessary to transform the teaching practice
accordingly.

Key words: teaching art history, heritage, art, postmodernism, Faculty of Arts
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Bu/baHa Nasnosuh*

Aparada Uuyosuh Capajanh**

AHhenka KoBay***

*YHuBep3uTeT y MpULLITUHU Ca NpUBpeMeHUM ceamiiTeM y KOCOBCKOj
MwuTpoBuuM, YunTtemckm dpakyTeT y [NpuspeHy-/lenocaeuh
**YHuBep3uTeT y [PULLITUHM Ca MPpUBPEMEHUM ceauluTem Y KoCOBCKOj
MwuTpoBuum, PakynTET YMETHOCTH

***|1Iko/1a 32 OCHOBHO MY3M4KO 0bpa3oBare, McTouHo CapajeBo
biljana.pavlovic@yandex.ru

HeroBame 1 ovyBame CPrCKOr KyATYPHOT U HaLMOHA/IHOT UgeHTUTeTa 'y
OCHOBHOLLIKO/ICKOj HacTaBU My3u4Ke Ky/iType Ha KocoBy n MeTtoxuju

Y 0oBOM pagy ce pasmaTpa y/0ra HacTaBe My3u4Ke KYy/AType y Herosamy
M O4YyBaky CPMCKOr KYATYPHOr M HALMOHA/IHOI MAEHTUTETA Y OCHOBHUM
WwKonama Ha KocoBy M MeTtoxuju. Y BpemeHy Kaga cy Cpbu Ha Kocosy
M MeToxuju cyodveHu ca 6pojHum npobremuma, mpe cBera ca nUTarbem
OMNCTaHKa Ha OBOj TEPUTOPMUjU, HEOMXOAHO je OCMUCANTU CTpaTerunjy ogbpaxe
CPrCKMX HAUMOHA/ZIHUX WHTEepeca W O4vyBarba KYATYPHOTr U HALMOHA/IHOTP
MAEHTUTETA Ha HUBOY CBMX 3HAYAjHUX APYLUTBEHO-MONUTUYKUX U KYATYPHUX
MHCTUTYLMjA, @ HAPOYMTO KpPO3 pag BacMUTHO-06pasoBHMX ycTaHoBa. Lu/mb
paja je ga ce yKarke Ha 3Hauvaj Kopuwhera TPagULMOHA/IHMX, NATPUOTCKUX
M AYXOBHMX Mecama y OCHOBHOLLUKO/ICKOj HAaCTaBU My3MYKe KYAType, Y Lu/by
adupmmcara, HeroBaka 1 o4vyBarba CpricKe Tpaguumje u KyaType Ha Kocosy
n MeToxuju. OBU MY3MYKM CagpKaju Cy MOTBPAA UCTOPUjCKOr, AYXOBHOT
M HauuoHasHoOr nocrtojarba Cpba Ha KocoBy M MeToxuju, U MyTOKas cy 3a
byayhHoCT. MMajy n3yseTHy BpeAHOCT Y HAaLMOHA/IHOM BacnuTamy, 1 3aTO UM
Tpeba nocseTUTU Behy NaxKky Y OCHOBHUM LUKO/1aMa Ha KocoBy 1 MeToxuju.
Y pagy ce ykasyje Ha HbMXOBY 3arMOCTaB/beHOCT Y HAaCTaBM MY3UYKE KyAType.
HaBegeHa je My3anyKo-negaroLika MTepaTypa U NnpumMepu necama Koju Tpeba
fAa AOMPUHOCY HeroBaky WM OYyBamy CPrCKOr KYATYPHOr M HaLMOHAa/HOr
MAEHTUTETA Y HacTaBMu.

K/byuyHe peuun: 0CHOBHA LIKO/1a, HaCTaBa My3U4Ke Ky/IType, CPINCKU KY/ZITYPHU U
HauMOHa/HU ngeHTuTeT, KocoBo n MeTtoxuja
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Cultivation and preservation of Serbian cultural and national identity
through Music as a school subject in elementary schools in Kosovo and
Metohija

This paper discusses the role of teaching Music as a school subject in terms
of cultivation and preservation of the Serbian cultural and national identity
in primary schools in Kosovo and Metohija. In a time when the Serbs in
Kosovo and Metohija are faced with numerous problems, primarily with
existential problems at this territory, it is necessary to devise a strategy to
defend Serbian national interests and preserve cultural and national identity
at all relevant socio-political and cultural institutions, particularly through
the work of educational institutions. The aim of this paper is to highlight the
importance of using traditional, patriotic and spiritual songs in primary school
teaching of Music in order to promote, maintain and preserve the Serbian
traditions and culture in Kosovo and Metohija. These musical pieces are a
confirmation of the historical, spiritual and national existence of the Serbs in
Kosovo and Metohija, and a guide for the future. They have exceptional value
for national education, and therefore should gain more attention in primary
schools of Kosovo and Metohija. The paper points to their marginalization in
the teaching of Music. It also contains relevant musical-pedagogical literature
and examples of songs which should contribute to fostering and preservation
of Serbian cultural and national identity in the classrooms.

Key words: primary school, Music as a school subject, Serbian cultural and
national identity, Kosovo and Metohija
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BaseHTtuHa Mutyaunh

YHusep3uTeT y MpULLTUHM Ca NPUBPEMEHUM CceamLluTeM Y KOCOBCKO]
MwuTposuum

Punoszodcku parkyater

valentina.pitulic@pr.ac.rs

CemaHTHKa 6u/ba y HapoagHum ymoTBopuHama Cp6a ca Kocosa n MeTtoxuje

Y HapogHum ymoTBOopuHama Cpba ca Kocosa n MeToxuje nocebHO mecTo
3ay3uma bus/be Koje Has1)a3MMOo Y CBMM »KaHpoBMMA. Y pagy hemo nokasaTtu Koja
je werosa pyHKUMja y TPagMLMOHA/HO] KyATypu Cpba Ha npocTopy rae je buaa
BP/10 pa3BujeHa 06peaHO-00MYajHa npakca. BaBuhemo ce 3Hauverwem gpseha,
nocebHO CEHOBUTOTr U CBETOT, Kao U PyHKUMjoOM Bu/ba y obpeguma npenasa
(poherbe, cBagba v cmpT).

lMokaszaheMoO Ha KoOju HayMH Bu/be yTM4Ye Ha CBAaKOAHEBAH 4YOBEKOB
KMBOT M 4a /M NOCTOje U3BeCHEe pas/IMKe HeroBOr 4e/10Baka Yy O4HOCY Ha
KaHp.

K/by4uHe peun: 6ube, Kocoso n MeToxuja, pohere, cBagba, cMpT, MHMLMjaLmja,
0obwnyaj, 0bpes
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Herbs semantics in the folk literature of the Serbs from Kosovo and
Metohija

Plants occupy a special place in all genres of the folk literary works of the
Serbs from Kosovo and Metohija. In this paper we strive to present plants’
functions in the traditional Serbian culture at the territory where its rites and
rituals were highly developed. In addition, we deal with the meaning of trees,
especially the shadowy and sacred ones, as well as the function of plants in
the rites of passage (birth, wedding and death).

Furthermore, the paper will show how plants affect man’s everyday life
and whether there are some differences in terms of their effects in relation
to the genre.

Key words: plants, Kosovo and Metohija, birth, wedding, death, initiation,
rites of passage, custom, ritual

TRADITIONAL AND:CONTEMPORARY-IN'ART-AND:EDUCATION 137



Mwunan Nonaguh
YHuBep3uteT y beorpaay
Punoszodcku parkyater
milan.popadic@f.bg.ac.rs

,»yMy3eanHocT”: nopeka0 U Hacnehe jeaHe uaeje

Kpajem cegme geueHurje aBageceTor BeKa, YellKkm My3eo/10r 36urbexk CTpaHCKu
y TeOpUjy My3€e0/10ruje YBeO je uaejy v nojam ,,myseasnHoctu” (Musealitat) kao
oapehetrbe 3a OHaj acNeKT CTBAPHOCTM KOjU NMPoy4aBa My3eo/10ruja. Apyrum
peynma, npeameT My3eo/0ruje Kao HayKke busia 6u ynpaBo my3easiHOCT, TO
jeCcT Hapo4MUTO CBOjCTBO KOje Ce Ha/zla3u y NpegMeTHOM e/1eMEeHTY CTBapHOCTHU
(Taj ,,NipeaMeTHN esleMeHT CTBApHOCTU” TAKO je Mperno3HaT Kao My3ead/ujd,
TO jecT Kao HOCW/AL, CBOjCTBA MYy3€a/HOCTM). Y TOM CMUC/IY, My3€a/iHOCT
je ynpaBo OHO CBOjCTBO 300r KOra C€ HEKM acreKT CTBAPHOCTU LUTUTU Of,
nponagama. Ln/b oBor paga jecte ga ucnuta rnopek/o u Hacrehe ose ngeje. C
jegHe cTpaHe, HEKU e/leMEeHTU KOjU Cy NoCayuam CTpaHCKOM y geduHUcary
CBOjCTBA MY3€a/IHOCTM MOTY Ce MPeno3HaTH jol y TeKCTOBMMA beuke Lwikone
NCTOpUje YMETHOCTHU C MoYeTKa ABa[eCceTor BeKa, @ HAPOUYUTO y TEKCTOBMMA
Makca lBop:kaka, Koju je 6o cyHapoaHMK CTPAHCKOT, @ MOCPeAHO je yTULLao U
Ha OCHMBaYe YellKe My3€e0/10LLKe LWKO/e, JaHa JesmHeKa n Jupxuja HectynHor.
C gpyre cTpaHe, yTMUaj KOHUENTa KOju je npeacTaBno CTPaHCKM MOXKe ce
npeno3HaTH y pa3Bojy My3e0/10LWKUX UAeja Koje Cy HacTajazne o4 ocamageceTnx
roAvHa ABajeceTor BeKa, Kao LTO Cy, Ha NPUMEP, KOHLENT ,,XxepuToaoruje” u
,, TJeopuje cBeA04aHCTBEHOCTH .

K/byyHe peum: My3e0/10ruja, reHesa XepuTo/soruje, My3easIHOCT, Teopwuja
CBe/,04aHCTBEHOCTH, 36UHbeK CTpaHCKM
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“Museality”: the origin and heritage of an idea

At the end of the seventh decade of the twentieth century, Czech museologist
Zbynék Stranskyintroducedtheideaandthenotionof “museality” (Musealitdt)
in the theory of museology as a designation for that aspect of reality which is
studied by museology. In other words, the subject of museology as a science
would be museality, i.e. special characteristic of an element of present reality
(the “element of present reality” is also recognized as musealia, that is the
holder of the quality of museality). In that terms, the quality of museality is the
reason why some specific aspects of reality are being protected from decay.
The aim of this paper is to examine the origins and legacy of these ideas. On
the one hand, some elements Stransky had used in defining museality can
be recognized even in the texts of the Vienna school of art history from the
beginning of the twentieth century, especially in the texts of Max Dvorak,
Stransky’s compatriot, who indirectly influenced the founders of the Czech
school of museology, Jan Jelinek and Jifi Neustupny. On the other hand,
the impact of the concept presented by Stransky can be recognized in the
development of museological ideas that have emerged since the eighties of
the twentieth century, such as, for example, the concepts of ‘heritology’ and
‘theory of testimoniallity’.

Key words: museology, the genesis of heritology, museality, theory of
testimoniallity, Zbynék Stransky
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Myswuyka wkosa ,,Muxauno Bykaparosuh”, LLlabay,
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OpHameHTHKa y My3uum 18. BeKa

OBaj pag je mocBeheH ocCHOBama OpHAMEHTUCAwA Yy My3uuMm 18. BeKa U
rOBOPM O 3HaYajy yKpaca U HUXOBOj Y/103U Y MY3UYKOM Aeny. YMETHOCT
OpHameHTauuje je Gusa BeWTMHA Koja ce yumaa. lpeayc/ioB OBaKBe BELUTUHE
61O je WMHTEeH3MBHW pag Ha M3yvaBary OPHAMEHTMKE WM MY3MYKOr CTUAA
yonwTte. MHOrM My3uM4Ku ayTOpUTETH 18. BeKa Cy cTora Buaenv notpedy aa
y 06/1acT1 OpHamMeHTHCatba gedUHULLY OCHOBHA npaBuaa. Mehytum, nako je
Ae/MMUYHO Buia pery/mcaHa npaBUAMMA, MY3MYKY YMETHOCT je y mepuoay
18. BeKa 04/IMKOBA0O CBOjeBPCHU 06/1MK MmMnpoBU3aLuje, KOju ce ornesao y
U3pasuToj cn1oboam usBohaya y OpHaAMEHTUCAwy MY3UYKOr Aesa. YnpaBo
Cy oBa cMMbBMO3a 3Haa M CNOCOBHOCTM UMMPOBU3ALMje, KAO M UCTaH4YaHa
WHTYMUMjQ U npedubeH YKYC Buan og/mke HajaapoBMTUjMX u3Bohaya. Lumw
OBOrI paga buhe yTBphuBarme OCHOBHMX MPUHLUMMNA OpHaMeHTauuje, Kao U
KaTeropusauuja opHameHaTa ynotpeb/baBaHux y nepuogay 18. Beka.

KmyuHe peun: OpHameHTauuja, MHTeprnpeTauuja, nmnposusalmja, npasuaa
OpHaMeHTauuje, My3U4KM YKYC
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Ornamentation in the music of the 18" century

This paper offers insight into the basis of ornamentation in the 18" century
music and it also demonstrates the importance of ornaments and their great
roleinamusical piece. The art of ornamentation has been anirreplaceable part
of musical expression. Its role has been very important, because it makes the
musical content more fluent, more diverse and more appealing. Precondition
for achieving high ornamentation skills in a musical piece was an intensive
work on the research of ornaments, as well as on musical styles in general.
Therefore, many musical authorities of the 18" century saw the need to define
main and basic rules in the field of ornamentation. However, although partially
regulated by some rules, the art of ornamentation was marked by a certain
level of improvisation during the 18 century. Such improvisation was creative
and moderate and it reflected the freedom of the artist who performed and
ornamented a musical piece. Successful symbiosis of knowledge and ability
of improvisation, as well as fine intuition and sophisticated taste, were the
qualities of the most gifted performers. The aim of this paper is to establish
the basic rules of ornamentation, as well as the categorization of ornaments
used during the 18 century.

Key words: ornamentation, interpretation, improvisation, rules of
ornamentation, musical taste
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AHa PagosaHay, }KusaHoB
Peny6/nuKu 3aBOg, 3a 3alUTMTY CNOMEHUKa Ky/Type — beorpag,
radovanac.ana@gmail.com

Yysap cehama: fom JeBpema pyjuha - mysej cpnicke ucropuje,
AUN/IOMaTHje, yMEeTHOCTU U aBaHrapge

Kyha nogurHyTta 1896. roguHe 3a nopoguuy pyjuh, y unjem je BAACHULITBY
M gaHac, 2015. rogMHe OTBOPEHA je 33 jaBHOCT M MPeTBOPEHA Y MPUBATHM
nopoAnyHn My3sej nog umeHom Jom Jegpema lNpyjuha — mysej cpncke ucmopuje,
dunsomamuje, ymMemHocmu u agaHzapoe. OBaj CIOMEHUK Ky/IType Of, Be/MKOT
3Hauyaja, CMeLUTeH y 34atbe apxuTekTe MuiaHa KanetaHosuha, npsa je 3rpaga
3awTtuheHa og cTpaHe 3aBoga 3a 3alUTUTY CMOMEHWKa KyaType — Beorpag,
(1961). CoPUCTULMPAHUM CTUIOM KUBOTA MHOFOBPOjHMUX Y4/1IAHOBA NMOPOAMLLE —
noyes og JeBpema pyjuha, MMHUCTPa PUHaHCHK]ja KHe3a Muaowa ObpeHoBuha,
auniomarte u inbepasiHor npBaka — rpagmno ce ayTeHTMYaH ambujeHT eNnTHe
rpahaHcke kyhe 19. Beka Koju, oboraheH cagprkajem HemaTtepujanHor Hacieha,
npeacTaB/ba jeAMHCTBEH AOKYMEHT CPMCKOr ApyLITBa U Herose uctopwuje.
MpeTBaparem NpMBATHOr Y jaBHU NpocTOp, Aom JeBpema Ipyjuha erauctupa
ABOjaKo — Kao MecTo cehara (MpOoLL/AIOCT) U Kao ,,»kuBK My3ej” (CagalurbocT).
Kopnyc my3eja ¢opmumpaH je nocTeneHo — YMeTHUYKE KO/eKumje NoKpuBajy
06/1aCTU /IMKOBHE U NPUMEHEHe YMETHOCTH, Caapke 30bMpKe cTapor opyKja
M apXUBCKO-KHULLKK MaTepuja. [JaHawmbn GoHg cadyBaHor eHTepujepa Huje
OpUrMHaNaH y uenoctv, MehyTum, cakyn/baHu npeaMeTV KOoju eBOouMpajy
ceharbe 1 cayKe Kao okngauun namhera, npeacTas/bajy, in corpore, agexkBaTaH
MMMY/IC 32 CTBapare My3eo/oLlKe ¢/irKe. KoHuenuuja paga 6asupahe ce Ha
car/iefaBaky MHBEHTapa My3eja Kao CTU/ICKO-UCTOPMjCKOr CBEA0YaHCTBA U
Kao mMexaHu3ma 3a rpahere namherba n ovyBarba cehama. Unm je ga kyha-
My3ej, mocMaTpaHa Kao ,,c/MKa” cadvyBaHor Hacsreha nmopoawuue pyjuh, y
3awTtuheHom npocTtopy namhera, omoryhu cneyuduyHo ymTarbe uctopuje
Beorpagckor rpahaHcKor *KMBOTaA 19. BeKa.

K/my4yHe peun: JeBpem pyjuh, npusaTHu my3ej, ceharbe, Hacnehe, rpahaHckm
XMBOT
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The Keeper of Memories: The House of Jevrem Gruji¢ - Museum of Serbian
History, Diplomacy, Art and Avant-garde

The house built in 1896 for the family Gruji¢, who still owns it today, has
been turned into a private family museum called the House of Jevrem Gruji¢
- Museum of Serbian History, Diplomacy, Art and Avant-garde and opened for
the public in 2015. This cultural monument of great importance, located in the
building designed by architect Milan Kapetanovig, is the first building that had
been protected by the Institute for the Protection of Cultural Monuments
- Belgrade (1961). Sophisticated lifestyle of numerous family members —
beginning with Jevrem Gruiji¢, a finance minister of Prince Milo§ Obrenovic,
diplomat and liberal champion — has created the authentic atmosphere of
an elite bourgeois home of the 19" century, which, when enriched with the
content of intangible heritage, represents a unique document of Serbian
society and history. Converted from the private space into a public one,
House of Jevrem Gruji¢ today has a twofold existence - it functions a place
of memory (the past) and as a ‘living museum’ (the present). Corpus of the
Museum has been established gradually — art collections cover the fields
of fine and applied art, there are collections of old weapons and archival-
textbook material. Preserved interior is not original in its entirety, however,
collected objects that evoke memories and serve as memory triggers, are, in
corpore, adequate impetus for the creation of the museum image. This paper
analyses the museum’s inventory as a testimony of style and history, as well
as a mechanism for creating memory and preserving and evoking memories.
The aim of the paper is to see this historic house-museum as an ‘image’ of the
lasting family heritage which exists within the protected space of memory,
and is able to provide a specific reading of the civil life in the 19" century
Belgrade.

Key words: Jevrem Gruiji¢, a private museum, remembrance, heritage, civil
life
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Yuusep3utety [puITUHK C npuBpemMeHuM ceauniutem y KocoBckoj Mutposuum
PakyATeT TEXHUYKUX HayKa

mpavlicic@gmail.com

AcneKkTu ngeHTMTEeTa No/sapu3oBaHor ypbaHor npocTtopa:
npumep Kocoscke Mutposuue

O6/1um aesnHTerpaymje ypbaHor npoCcTopaHACTAjy Kao pe3y/ATaT KOHCTAHTHOr
yTULja coumjasIHUX M/UAM eKOHOMCKMX TpeHgosa. CoumjasiHe, eKOHOMCKe,
KYATYPHE, eTHUYKE, MAEO0/I0WWKE U NONUTUYKE Noje/1e HEMUHOBHO A0BOAE A0
npocTopHe ¢pparmeHTaumje. HakoH paTta 3aBpLueHor 1999.roamHe, y KocoBcKoj
MuTpoBMLM je AOWN0 A0 TEPUTOPUjaNHUX, PUIMHKMX U PYHKLUOHANHUX
nogena, a peka Mbap je noctasa npupogHa rpaHuua usmehy asa noge/beHa
Aena npeTxoaHO Le/10BUTOr rpaacKor opraHusma. losapusaumja rpagckor
CTAHOBHMLUTBA YC/I0BW/A je MPOCTOPHY Mo/Aapu3auMjy, pasopuBLUM FPasCcKo
TKMBO U HEroB UAEHTUTET. Y pady Ce roBOpY O HEOMXOAHOCTU CTPYKTYPHMX
npomMeHa Koje cy ce agecune y ybp3aHOM CTBapaky HOBMX PYHKLMOHAIHMUX
Le/srHa, npeTsapajyhu noctojehy ypbaHy CTpyKTypy y HOBY, MoO/1apuM30BaHy,
ucnyrasajyhu HoBe notpebe (HOBOPOPMUPAHOr) rpaja U ApyLITBA YHyTap
tera. Mogena ypbaHor npoctopa KocoBcke MuUTpoBMLE MOCTaB/ba NMUTaHE
MAGHTUTETA, YrPOXKEHOr Ae3nHTerpauujoMm TPaAULMOHA/IHUX BPEAHOCTH
3ajegHve v noctojehnx ypbaHmnx popmu. Ln/b oBe cTyauje je ga nctakHemo
A3, YNPKOC YMHbeHULM A3 ypOaHe CTPYKType MOpajy Aa Ce pa3Bujajy aHa/lorHO
APYLWTBEHMM NMPOMEHaMa, y c1yyajy KocoBcke MuUTpoBuMLE TakBe NMpoOMeHe
HWUCYy pe3y/aTupane ogrosapajyhnm nameHama y jaBHOM NPOCTOPY U HeroBoM
UAEHTUTETY.

KmyyHe peun: ypbaHa cTpykTypa, nageHtuteTt, KocoBcka MuTpoBUL, jaBHU
npocTtop
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The aspects of identity related to polarized urban space: case of Kosovska
Mitrovica

Forms of disintegration of urban space are being caused by constant
impact of social and/or economic trends. Social, economic, cultural, ethnic,
ideological and political divisions necessarily lead to spatial fragmentation.
After the war activities ended in 1999, territorial, physical and functional
divisions have occurred in Kosovska Mitrovica, and the Ibar river has become
a natural border between the two divided parts of a formerly comprehensive
city organism. The polarization of the urban population has caused spatial
polarization, devastating for the urban tissue and its identity. This paper
discusses the necessity of structural changes made during the accelerated
creation of new functional entities, which has converted the existing urban
structure into the new, polarized one, in accordance with the new needs of
the (newly-formed) city and the society within it.

Division of the urban area of Kosovska Mitrovica raises the question of
its identity, threatened by the disintegration of traditional community values
and the existing urban forms. The aim of this study is to point out that, despite
of the fact that the urban structures must be developed analogously to the
social changes, in the case of Kosovska Mitrovica such changes have not
resulted with corresponding development of the public space and its identity.

Key words: urban structure, identity, Kosovska Mitrovica, public space
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3apaBko PaHucaembeBuh
YHuBep3uTeT ymeTHOCTH y beorpagay
PaKky/aTeT My3n4Ke yMETHOCTH
ranisavljevicz@yahoo.com

Kopeorpadcke nirepnpertauyuje niecHor Hacieha Kocosa u MeTtoxuje -
cayyaj aHcamb/1a HapogHMX urapa u necama Kocosa u Metoxwuje ,,BeHay”

Hekagawra 6Gorata nsnecHa Tpaguuuja Kocosa u MeToxuje A0 pgaHac
je cadyyBaHa y ¢parmMeHTMMa, AOMMUHAHTHO Yy cdepu KopeorpaducaHor
donknopa. 3axBamyjyhu pa3Bojy Kopeorpadcke npakce y Apyroj no/s10BMHU
20. BeKa, N/ecHo Hacsrehe Ha wMpem MpOCTOPY HeKagalmwe Jyrocnasuje
ONCTaNo je y BUAY CBOjeBPCHUX YMETHMYKMX TpaHcnosuumja. Og noyeTka
feBeaeceTnx rogmHa 20. BeKa A0 gdaHac, CPrcku kopeorpaducaH ¢onakaop
AOXMB/baBa CBOjy €KCMaH3ujy, Y OKBUPY LuMper npoueca pegeduHmncarba
CPMCKOT HaUWOHA/HOT UAEeHTUTETa. Y OBOM npouecy, TPagULMOHaHO NAeCHO
Hacsehe Cpba ca Kocosa 1 MeToxuje nocebHoO ce ekcnioaTuile, 3axasasbyjyhu
cneumPuUYHOM HaUMOHA/ZIHOM MOTEHUMjaNy, Kao noc/ieAuum Ae/IMKaTHUX
KY/ITYPHO-UCTOPUjCKUX NMPU/IMKA Ha OBOM NPOCTOPY.

AHcamb/1 HapogHUx urapa n necama Kocosa n Metoxuje ,,BeHal}” 0cHOBaH
je 1964. roaunHe y TMpULLITUHM, KAO HALMOHA/HKM NpodecnoHaIHM aHcambn, ca
uM/beM Aa CBOjUM fe/0BarbeM aorpuHece o4vyBakby Ky/ATYpHOr Hacsieha Ha
0BOM npocTopy. Ha penepTtoapy oBor aHcamb/13a, KOjU Y KOHTUHYUTETY paau
4,0 AaHac (ca npomeHama ceaumLuTa), nocebHO MecTo 3ay3umajy kopeorpaduje
naecosa Cpba ca nogpyyja KocoBa n MeTtoxuje, pa3iMiymMTnx aytopa. ¥ oBUM
Kopeorpadujama, Koje Cy HacTajasie y BpeMEHCKOM PacroHy 04 Mo/a BeKa,
UKCHMpPaHM Cy TUMMYHM necHU obpacum M dopmupaHa CBOjeBpcCHa ,,6a3a
nogaTtaka” O HeKaAalOj M/1ecHOj Npakcu. Y aKkTye/HOj ernoxu ovyBara U
peBUTa/IM30Baka Ky/ATYpHOr Hacieha, NocTaB/ba ce NUTare pe/eBaHTHOCTU
NMOMEHYTUX Kopeorpadckmnx gena. Y TOM CMUCAY, HEOMXOAHO je y3eTn y 063up
KopuLwheHe y30pe, Kao 1 pa3MOTPUTU KY/AITYPHO-UCTOPUjCKE NMPU/NKE Y KOjuMa
Cy nojeguHayHe Kopeorpaduje HacTajane.

Y pagy ce pa3mMaTpajy pas/M4MTU acnekTu kopeorpadcke mmaruHauwmje,
Kao K/bydyHoOr (GaxkTopa yMeTHWYKe TpaHcrnosuuuje, Ha pesauuju msmehy
TPagMLUMOHA/NHOT M CaBpeMeHOr, ca MocebHMM OCBPTOM Ha creunduyHa
3Hayera NojeAnHaYHNX KopeorpadCKmX Aena, y TPEHYTKY hMXOBOI HAaCTaHKa
M AaHac.

KmyyHe peun: KocoBo u MeToxwuja, naecHn obpacum, Kopeorpadcka
MMaruvHauwmja, TpagmLMOoHaHO, CaBPEMEHO.
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Choreographic Interpretations of the Dance Heritage of Kosovo and
Metohija - the Example of the Kosovo and Metohija’s Folk Dance and Song
Ensemble “Venac”

The once rich dance tradition of Kosovo and Metohija is now preserved only
in fragments, mainly in the sphere of choreographed folk dance. Owing to the
development of choreographic practice in the second half of the 20" century,
dance heritage has survived in the form of specific artistic transpositions
throughout the territory of the former Yugoslavia. The period since the early
1990s has been one of the expansion for Serbian choreographed folk dance,
being a part of the wider process of redefining the Serbian national identity.
In this process the traditional dance heritage of the Serbs from Kosovo
and Metohija has been particularly utilized because of its specific national
potential, a result of delicate cultural and historical circumstances in this
region.

The Kosovo and Metohija folk dance and song ensemble “Venac” has
been founded in PriStina in 1964 as a national professional ensemble with the
aim of preserving the region’s cultural heritage. Choreographies of dances
of Kosovo and Metohija Serbs, created by different authors, have had an
important place in the repertoire of this ensemble, whose work has been
uninterrupted since its foundation (with the changes of the seat). In these
choreographies, created over the span of half a century, typical dance patterns
have been fixed and a unique “database” of the former dance practices has
been established. Nowadays, when cultural heritage is being preserved and
revitalized, the question arises as to the relevance of the aforementioned
choreographic pieces. In this respect, it is necessary to take into account the
models used and consider the cultural and historical circumstances in which
the individual choreographies were created.

The paper analyzes different aspects of choreographic imagination that
ranges from the traditional to the contemporary, as a key factor in artistic
transposition, with a special focus on the specific meanings of individual
choreographic works, both at the time of their creation and today.

Key words: Kosovo and Metohija, dance patterns, choreographicimagination,
traditional, contemporary
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YHuBep3uTteT y KparyjeBuy
®KN0/10WKO-YMETHUYKM PaKyaTeT
vladimir.rankovic@kg.ac.rs

CaBpeMeHMn MeaUjCKU MAGHTUTET rpaduKe Kao YMEeTHUYKE AUCLUII/INHE —
KAKO YMHOMUMU U KAKO YMHOY€eHO npedcmasumu

MpUCYTHOCT Ha peLeHTHUM U3/10K6ama eKCK/Y3UBHO OKPEHYTUM rpaduykom
CTBapa/alUTBY NpeAMeTa Yuja je MojaBHOCT pas/nyumTa o4 rpaduyKor AucTa,
rnobasHo npuxsaheHe TpaguuuoHasHe dopme rpaduKe Kao yMeTHUYKOr
Aena, cBeaoyn 0 TOMe ga ce npeumnsHo ogpehere rpadurke Kao ymeTHUUKe
AVUCLMI/IMHE HE MOME /1IaKO UM HEeYNMUTHO CMpOBECTH, Kao U Aa je npegmer
NpencnMTMBama M 4a je NoA/10XKHO NPOMeHama.

Megujckn mngeHtuteT rpaduke je, og kKpaja XIV Beka, 6uo oapeheH
nocTojarbeM MaTpuLe ca Koje je morao OuTu ogwTamnaH ogpeheH 6poj
oTucaka. [lpor3BoAra MaTpuLe No4pasymMeBasa je MeXaHu4ku pag. Hekoamko
AeleHnja KacHWje y MeaMjCcKM uaeHTUTeT rpaduke yTKaHa je ynoTpeba
XeMMjCKUX CpepCTaBa, U, Kao Takas, MeAUjCKU MAEHTUTET AUCLMM/IMHE OCTao
je HempomereH cBe A0 M3yma uTorpaduje, Kao UHAYCTPUjCKOr MOCTYMKaA
lWITamMne 1 teHe ynotpeba y OKBUpMMa YMETHUYKMX MPAKCK, 04, ABafeceTmx
rogmHa XIX Beka. MpubAMKHO y UCTO Bpeme yc/i1eaunsio je npencnuTnBame
Be3aHO 3a y/10ry n mecTto doTorpaduje y KOHTEKCTY YMETHOCTHU U, C/1e4CTBEHO,
ynotpeby dpoTorpadckmx noctynaka y rpaduum. Y 4o6a nosHor mogepHusma
npeamMeT nosemuke 6uaa je cuto-wTamna. Apyra rnosnosuHa XX BeKka Bpeme je
pro et contra pacnpaBa Koje ce Tu4y ynoTpebe KoMmMjyTepCKMUX TEXHO/0rHja.
Y XXI BeKy, y uHTepdepeHumju ca rpaduykum TexHUKama Koje cy joj
npeTxoaune, seh 6buBajy 3amar/beHe Mmegujcke rpaHuLe yBe/IMKo npuxsaheHe
dopmMe Koja je, Ha rOBOPHOM MOAPY4jy €Hr/1eCKOr je3uka MnpBO Ha3BaHa
»computer adjusted design”, na ,,computer generated design”, a cpncku
jesuk je op ycTaHoB/baBatba MO3Haje Kao ,,AuruTanHy rpaduky”. [akxse,
AaHac ce KomnjyTep n copTBep 3a 06paay C/IMKe Nepuunmpajy Kao HajHOBM|a
TEeXHUYKa CpeACTBa Koja Cy pegedurHnCcana Meamjcku UAeHTUTET rpaduKe Kao
YMETHUYKE ANCUUM/IMHE.

Y MHOWTBY HOBMX MOryhHOCTM yMHOKaBarba LUTAMMAeM, YMETHUYKe
npakce nokasyjy ga ce npobsem — Kako yMHO#UMU — NpeTBopuo y m3bop
mMehy MHOrobpojHUM HauuHMMa. JegHa o4, HajBMA/BUBUUX MpeoKynauuja
CaBpeMeHMX YMETHMKA KOju CTBapajy y No/by rpaduKe, jecte — KAKO yMHOMEHO
npedcmasumu.

K/byyHe peun: rpadmka, Meaujcku MAeHTUTET, yMHOXKaBahe, NpeacTaB/bare
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Contemporary Media Identity of Printmaking as an Art Practice - how to
multiply and how to present the multiplied

The presence of artworks different from a numbered print, globally accepted
as a traditional form of the graphic as an artwork, at the recent exhibitions
exclusively dedicated to the printmaking art production, testifies that the
precise definition of printmaking as an art discipline cannot be implemented
easily and unquestionably, as well as that it is the subject liable to reviews and
perpetual changes.

Media identity of printmaking, since the end of the Fourteenth Century,
has been determined by the existence of a matrix from which the image
could be printed in a certain number of copies. Production of the matrix
included the mechanical work. Several decades later, the media identity
of printmaking incorporated the use of chemical agents, and as such,
media identity of the discipline remained unchanged until the invention of
lithography, industrial printing process, and its use in art practices, from the
twenties of the Nineteenth Century. At the same time, a dispute concerning
the role and place of photography in the context of art and, consequently, the
use of photographic procedures in printmaking, took place. In the era of late
modernism subject of controversy was screen-printing. The second half of
the Twentieth Century saw the pro et contra discussions concerning the use
of computer technology. In the Twenty-First Century, the graphic form largely
accepted as “computer adjusted design”, and later “computer generated
design”, and in Serbian language named “digital print”, has interfered with
printmaking techniques preceding it and blurred the boundaries of the
media identity. So, today, computers and software for image processing are
perceived as the latest technical means which has redefined media identity of
printmaking as an art discipline.

In the multitude of new possibilities for replication by printing, artistic
practices have shown that the problem — how to multiply - gradually had
changed into a matter of choice between numerous ways. One of the most
visible concerns of contemporary artists working in the field of printmaking,
appears to be - how to present the multiplied.

Key words: printmaking, media identity, multiplying, presenting
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TpaguuMoHasHa My3HMKa Kao A€o Ky/ATypHoOr naeHtuteta Cpba y Cpeaaykoj
XKynu y oksupy /lasapuykor obpega u npoc/as/bama Yckpca

TpaguuMoHaZHa My3MKa MMa BaKHY Y/IOTy Yy Kpeupawy M UCNo/baBarby
Pas/IMYUTUX UAEHTUTETCKMX OKBUpA. Y TOM CMMUCAY, MojeauHe My3uyKe
TBOpEeBUHe, cneumduyHe 3a ogpeheHa reorpadcka nogpydja, npescras/bajy
KYATypHE 3HAaKOBE Ha OCHOBY KOjUX Ce Mperno3Haje WAEHTUTET /I0Ka/He
3ajegHuue. Y okBupy paga he 6uTthM pasmaTtpaHa My3myKa MpaKkca Cprickor
cTaHoBHMLWTBA CpegayKke XKymne Koja ce M3BOAM HEKO/IMKO AaHa Mnpe, Kao U
TOKOM camor YCKpca, U Koja ogpehyje KyaTypHy nocebHocT oBor gena Kocosa
n MeTtoxuje.

TOKOM QayTOPKMHUX TEPEHCKMX UCTPakMBarba 1992. roguHe, Ha
nogpy4jy Cpeaadke »yne, 3axsa/byjyhu Masi06pOjHOM CPrICKOM CTAHOBHULLTBY
3abenexeHa je MCK/bYYMBO BOKa/ZHA MpaKca Kojy Cy u3Boauae xeHe. Ha
OCHOBY HUXOBMX Ka3nBara, Kao U APYrux nogaTtaka U3 iMTepaType, 3anaxa
ce ga je npoc/1aB/batbe YCKpca b1/10 M3y3eTHO 3Ha4ajHO 3a /I0Ka/IHY 3ajegHuLy.
BuleaHeBHM 06peaHn CUCTEM MOYMHAO0 je y mneTak yBeye (youu /lasapese
cyboTe) ,, Takmuuerem” /lazapa ucrnpes LpKBe, y3 MeBatbe CTapujuX KeHa.
Tokom /lazapeBe cyboTe nasapuyka NOBOPKa je y3 necmy obmaasunaa ceocka
AomMahmMHCTBA, @ Ha YCKPC je opraHn3oBaH cabop y3 urpy v Boka/siHO usBohete.
Carnepgasamem nesaykor Hacseha Cpegcke youeHe cy cneuudpuyHOCTH Koje ce
He jaB/bajy y APYrUM CPMNCKMM 06/1aCTMMa Kao LWTO Cy: ABa Pa3/IMyMTa HAYMHA
MHTeprpeTauuje a3apuyikux necama (je4Hor/nacaH 1 ABor/acaH) v 4BOr/1acHa
BOKa/IHa MpaTHa YCKPLUHbMX Urapa. XetepodoHo ABOr/1acHo nsBohere, Koje
ce jaB/ba y Cpegaykoj Xynu, yjeaHo je v jeguHu npumep BuLleraacja crapuje
npakce 3abenexkeHor kog Cpba Ha noapydjy Kocosa n MeToxuje.

KmyuHe peun: Cpegadka Kyma, YCKpC, /lasapuyuku obpes, TpaguuMoHaaHa
My3U1Ka, UAEHTUTET
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Traditional music as a part of cultural identity of Serbs in Sredacka Zupa
related to the Lazarus ritual and Easter celebration

Traditional music has an important role in creating and representing
different identities. In that sense, some musical products, specific to certain
geographical areas, represent the cultural signs reflecting the identity of local
society. In this paper the musical practice of the Serbs from Sredacka zupa
will be discussed, it is a practice carried out during and several days before
Easter and it is a specific cultural trait of this part of Kosovo and Metohija.

During my field research in 1992, in the area of Sredacka Zupa, an
exclusive vocal practice performed by woman was documented owing to a
small Serbian population. Their narratives, as well as the other data from the
literature, testify about the importance the celebration of Easter had had for
the local community. The ritual system would begin on Friday night (the eve
of Lazarus Saturday). At that time the “competition” of Lazarus held in front
of the church was accompanied by older women singing. During the Saturday
of Lazarus, the singing procession would tour the village and on Easter a sabor
would be organized with dancing and vocal performance. Sredska's singing
heritage contains specifics that do not occur in other Serbian areas, such as
two different ways of interpreting the Lazarus songs (one part and two-part)
and a two-part vocal accompaniment of Easter’s dances. Heterophonic two-
part performance, observed in Sredacka Zupa, has been the only documented
example of rural polyphony singing in Kosovo and Metohija.

Key words: Sredacka Zupa, Easter, Lazarus procession, traditional music,
identity
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Punoszodcku parkyater

hvostanskazemlja@gmail.com

Packopak usmehy geksapatmMBHe u cTBapHe 6pure 3a Cprcku jesmk
(Ha npumepy eproHumuje ceBepHor gena Kocoscke Mutposuue)

JegaH o4 0CHOBHMX NOKasaTe/ba BUTA/ZIHOCTHM je3MKa jecTe herosa BUa/bUBOCT.
Ep2oHUMU (Ha3MBU TProBUHCKUX, YCAYXKHUX U Ap. objekaTta, opraHusaumja v
YAPYKeHa), nopes HOMWHauMjcKe, MHGOPMATMBHE U peknamHe dyHKuuje,
Tpebasno 6u ga 6yay v y GyHKLMjM MOMEHyTe BUA/bMBOCTU. TakBy noTpeby y
CprCKMM cpeauHama Ha KocoBy M MeToxuju A0AaTHO U3UCKYje He3aBuaaH
CTaTyC M MO/OXKAj CPNCKOr je3aunka. O4vyBame je3nyke GalUTUHE M HeroBare
jeanuke KRynType mma nocebaH 3Hayaj y KocoBckoj MUTPOBULM, Kao jeanHO]
ypbaHoj cpeanHu Ha KocoBy n MeTOXMju y KOjOj je CPMCKM je3unK OncCTao.

Kopnyc eproHuma 3abenexeHux y ceBepHOM ge/ly rpaga nokasyje, y
Hajsehem pgeny, He camO HegoCTaTak OCHOBHMX 3Hawa M3 AOMEHa Hopme
CPMNCKOr  je3uKa, HEeroBuUX Ky/ATYPHOUCTOPUJCKUX, TEO/NIMHIBUCTUYKUX U
MHUX acreKkaTta, Te MnpaBW/ia U CBpPXe MMeHOBawa, Beh U BUA/bUB HeCK/1a4
n3mehy geKknapaTMBHOr 3a/s1arakba 32 OvyBatbe MAEHTUTETa CPrCKOr jesuKa
M 0AHOCA NMpema TOM je3uKy Y Npakcu. [JOMUHAHTHA /NaTUHULA Ha yAuLama
CeBepHOr gena rpaaa, Y3 MHOLITBO aHTPOMOHWMA, TOMOHUMA, BapBapu3ama
M ersoTM3ama MHOCTPAHOT MOpeK/a, CBeA04YM O HOMMHALMjCKOj CTUXUjU KOja
Ha CTellbeHOM NPOCTOPY ceBepHor agesa Kocoscke Mutposuue Hyau C/INKY
CPrCKOT je3nKa Kao cagprKajHe, KOMYHMKaLMjCKe U eCTeTCKe aHoMaaunje, npe
Hero /i1 OKOCHULLE HALlMOHA/THOT NAEeHTUTeTa.

K/by4yHe peum: je3uK rpaga, eproHnm, ypbaHoHUM, MAEHTUTET je3uKa, je3nyka
KyATypa
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Discrepancy between declarative and actual care for the Serbian language
(the example of ergonymy of the northern part of Kosovska Mitrovica)

One of the main indicators of language vitality is its visibility. Ergonyms
(names of commercial, service and other establishments, organizations, and
associations) should perform the function of the said visibility, in addition
to naming, informing, and advertising functions. This is of paramount
importance in the Serbian communities in Kosovo and Metohija due to the
unenviable status and position of the Serbian language in the region. The
preservation of linguistic heritage and promotion of language culture have a
profound significance in Kosovska Mitrovica, the only urban area in Kosovo
and Metohija where the Serbian language has survived.

The corpus of ergonyms recorded in the northern part of the town reveals,
for the most part, the lack of basic knowledge of the Serbian language norms,
its cultural-historical, theolinguistic and other aspects, as well as the naming
rules and purposes. What is more, the analysis of the corpus exposes visible
discrepancy between the declarative commitment to the preservation of the
identity of the language and the attitudes toward it in practice. The dominant
Latin alphabet on the streets, along with a large number of anthroponyms,
toponyms, barbarisms, and exotisms of foreign origin, testifies to a naming
chaos which, in the crowded area of the northern part of Kosovska Mitrovica,
displays a picture of the Serbian language as a content, communication and
aesthetic anomaly, rather than the backbone of national identity.

Key words: language of a town, ergonym, urbanym, linguistic identity,
language culture
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FopaaHa PoraHosuh
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gordana.roganovico21@gmail.com

TpaguumoHanHe urpe y BaCnMTHO-06pasoBHOM NpoLecy Kao Aeo
Ky/ITypa/IHO OArOBOPHOT MOHAaLLahba

TpaguumnoHanHe wrpe npema cagpajuma, ocobeHocTUMa U og/MKama y
nssohetby jecy HemcLpriHa 30Ha y u3bopy maTtepujasa u rpahe 3a BacnutaBame
n obpasoBame gele. [oBesnBarbe TPAJULMOHANHMUX Mrapa Cca MHOLUTBOM
Tema ca Kojuma ce gete cycpehe y npegLlKO/CKUM UM OCHOBHOLLUKO/ICKUM
yCTaHOBama MoOKe BUTK je3rpo pasHOBpCHMje Kopeaumje ca kbUMa YKO/MKO
61 KomneTeHuuje npegaBava OGusie CUMHTETUCAHE WHTEPAMCLUI/IMHAPHUM
CcasHawbuMa. MmniemeHTuparbe TpaguLMOHA/HUMX urapa Kao CroHe 'y
KYATYPHOM CUCTEMY APYLUTBEHMX BPeAHOCTM MMA 3Ha4yere y HalMM IMYHUM
XMBOTUMA, a/IM Ny }MBOTUMA A PYrMX. 3Hatbe u2pe 1 3Harbe O U2pu npeacTaB/ba
KOXEpPEeHTaH CUCTEM UCKYCTaBa U Ca3Hakba M3 pas/IMHYUTUX AUCUUN/IMHG, TE
b1 yHanpehere cnocobHOCTU Kog aeue Tpebaso BUTU Ae0 KBaAUTETHUjer
npoueca nogyvaBawa. Ctora OM KpeaTMBHUjU MPUCTYN Y AM3ajHUParbY
nporpama noApa3yMeBao YCMoOCTaB/barbe 0oArosapajyhux craHgapga
YK/bY4yjyhu BUCOKM CTeneH Ky/ITYpHO O4rOBOPHOT MOHaLLaa.

K/byyHe peun: TpagmumMoHanHa uUrpa, MnesnemMeTaumja, 3Hamwe urpe, 3Hame o
Urpu, KpeaTUBHOCT
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Traditional dances in the educational process as part of the
culturally responsible behaviour

Content, features and characteristics of traditional dance performances
are inexhaustible source of materials for the upbringing and education of
children. Linking traditional dances with the topics children encounter in
preschool and primary school institutions could be the core of the more
interactive relation with them, if the lecturers’ competences relied on
synthesized interdisciplinary knowledge. Implementing traditional dances as
alink in the cultural system of social values can be meaningful in our personal
lives, but also in the lives of others. Dance knowledge and knowledge about
the dance represent a coherent system of experiences and expertise from
different disciplines, therefore, it could improve children’s skills and it should
be a part of the high-quality educational processes. Therefore, the creative
approach in designing of programs implies the establishment of appropriate
standards, including a high degree of culturally responsible behaviour.

Key words: traditional dances, implementation, dance knowledge, knowledge
about dance, creativity
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PakyATeT YMETHOCTHU

nemanjasavkovic@yahoo.com

Ynora Tpaguumje y Kpenparwy HacTaBHOr npoueca y r/lyMmaqykoj negaroruju

Y pagy uvCTpaxyjemo y/a0ry Tpaguuuje y Kpeupary HacTaBHOr npoueca
y agomahoj raymaykoj negaroruju. PasHu BuAoBM OOy4vaBarba r/ymaua Ha
OBUM MPOCTOpMMA A3aTUPAjy jOll Of MoOjaBe LWKO/CKOr nosopuwTta y 18.
BEeKY, a/1 NpBu 06/1IMK nedd2owKoz pasa ca NoYeTHULUMA y F/yMU OCTBApeH
je y Mo3opulHOj wKoan HapogHor nosopuwTta y beorpagy 1870. roguHe.
K/byuHu gorahaj y noToroj moBecTH Hallle r/yMayke negaroruje npeacras/ba
OCHMBame AKagemuje 3a MO30pULLHY YMETHOCT y beorpagy 1948. roguHe,
KOjUM OTMOYMHEe KOHTMHYMPAHO BMCOKOLLKO/ICKO obpasoBame 6yayhmx
raymaua. lMpatehm rotoBO BeK M MO pa3Boja OBe Megarowke AUCLUMNIUHE
y Cpbujn yoyaBamMo ga Cy pasHe BpCTe TpaguuMja ogyBeK Busie npucyTHe y
HacTaBHOM TMpoLecy, U TO MPUCYTHE Ha Ha4MH KOjU CYLUTUMHCKU ogpehyje
CagpKaj n ncxog Tor npoueca.

PasaunKyjemo Tpu rnaeHe BpCTe Tpagumumja: NPOrpaMcKO-MeToAMYKY,
KbUXKEBHY M Teopujcky. CBaKa 04, OBMX Tpaguumja MMa CBOjy MHOCTPAHY M
gomahy rpaHy. Mporpamcko-meToguyka TpagmumMja o4HOCK Ce Ha HacTaBHe
nporpame v MeToauuke Mozee (HaumMHe n3Bohera HaCTaBe) KOju Cy CIYKMUAU
Kao y30p Wau uHCnupauuja ogpeheHoj negarowkoj wroam nan ogpeheHom
HacTaBHMKY. KbMKeBHa Tpaguumja Tu4e ce n3bopa KHbUKEBHUX Mpea/ioxkKaKa
3a peanu3auujy HacTaBHMX 3agaTaka (Apamcka aesa, npurnoBesHa Mpos3a,
noeswja u ap.). Teopujcka TpaguLMja yK/bydyje TEOPUjCKY IMTEPATYPY O ryMU
M No30puLLTY, y3uMajyhu nojam ,, Teopuje” HelwTo c10604HM]je Hero WwTo je To
yobuyajeHo y $prao30puju 1 Hayuu.

Mpeosnahyjyha TeHaeHUMWja caBpeMeHOr MnO30puLUTa HayesHo je
CyrnpoTCTaB/beHa OpAMCKOj NMPUPOAMN MO30PULLHE YMETHOCTU M MPOMOBHULLE
aHTMgpamckn  (,,noctapamcku’”)  nosopuwHM - KoHuenT.  OgbauuBatbe
APAMCKOT /IMKa KaO AOMMHAHTHOI CLL@HCKOT 3HaKa Y KPajhOj MHCTaHLM BOAM
YKUAQkY I/1yMayKe MHAMBUAYAZIHOCTH, LUTO NpeAcTaB/ba U3a30B CaBPEMEHO]
YMETHOCTU U neaaroruju rayme.

K/by4He peuu: riayma, negaroruja, Tpaguumja, cCaBpemMeHo, ApamcKo
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The Role of Tradition in the Creation of Educational Processes in Acting
Pedagogy

The paper examines the role of tradition in designing the teaching process
in local acting pedagogy. Diverse training of actors at this territory dates
back to the advent of school theater in the 18* century, but the first form of
pedagogical work with acting beginners was realized by the Theatre School of
the National Theatre in Belgrade in 1870. A key event in the latter history of
the local acting pedagogy has been the creation of the Academy of Theatre
Arts in Belgrade in 1948, marking the start of the continuous higher education
of future actors. Following nearly a century and a half of this pedagogical
discipline development in Serbia, we see that the various types of tradition
have always been present in the teaching process, but present in a way that
essentially determines the content and the outcome of the process itself.

We distinguish three main types of tradition: program-methodic,
literary and theoretical. Each of these traditions has its own foreign and
domestic branch. Program-methodical tradition refers to the curricula and
methodological models (ways of teaching), which have served as a role
model or inspiration to a certain pedagogical school or a particular teacher.
The literary tradition is related to the choice of literary templates used in the
realization of educational tasks (dramatic works, narrative prose, poetry,
etc.). Theoretical tradition includes theoretical literature about acting and
theatre, nonetheless, the term “theory” is more freely used than it usually
has been in philosophy and science.

The prevailing tendency of contemporary theatre is generally
opposed to the dramatic nature of theatre arts and promotes antidramatic
(“post-dramatic™) theatre concept. Rejecting dramatic character dominant
at the scene ultimately leads to the abolition of acting individuality, which
represents a challenge to contemporary art and pedagogy of acting.

Key words: acting, pedagogy, traditions, contemporary, drama
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TaHubl Be/MKknx craBAHCKMX 60roB — peHOMEH STHUYECKOM
MAEHTUYHOCTU C1aBAHO-PYCOB. DPPeKT peHnKca

B cTaTbe paccmaTpuBaeTCA UCTOPUYECKaA PEeTPOCNEKTUBA NCUXO/10MMHECKOro
aHa/M3a TaHUQ KaK pe/IMrMO3HO-TeHETUYECKOrO AB/IEHUA MaTEPUHCKOM
pe/nmrun CaaBAH, BO3pacT KoTopon 6osee 50 ThicAY /eT. B yacTHOCTH,
paccMaTpuBatoTcA TaHubl Besnkux CosApHbIX GOroB paBHOAEHCTBUA M
NPOTMBOCTOAHMA. Hawm npeaku COXpaHWUAW ANA HAC Ha3BaHMA TaHLUEB M
MY3bIKY, KOTOpble AB/IATCA O4HOMMEHHBIMM HE TO/IbKO C 6Oramu 1 reposamu,
HO U C MeCTHOCTbIO, BOA40EMaMM, CO3BE3AUAMM, FOPOAAMU U CTPAHAMM.

B CBA3M CO C/I0XKHOCTBIO AMa/IeKTa/IbHbIX, HALIMOHA/IbHBIX M 3THUHECKUX
BapuauMii OAHMX U Tex e MMEH, B AOKasaTe/bHOM 6asze Mcno/sb3yroTcA
OTKPbITUA U BbIBOAbI B MEXAUCLMIM/MHAPHBIX HAayKax: ¢puaocopun, nctopumu,
reorpaduu, IMHIBUCTUKE, aPXE0/10T1n, TOMOHUMUKE, TMAPOHUMUKE, TeHETHUKE,
NCTOpMM TaHLA.

Onupasacb Ha KOHUenuuto U30MOPPHOCTU MepapXMHECKUX YPOBHEM
B Teopuu QPYHKUMOHAAbHbIX cucTem [1. K. AHOXWMHA, Mbl CMOI/IM BbIABUTH
MeXaHU3Mbl MCUXO/IOTMYecKon uaeHTudmKaumm, KoTopble 6Gsarogaps
Hanuuo u3oMopdPuamMa MmMexay CUCTEMOU-OPUTMHA/ZIOM U CUCTEMOW-
MOZe/1bl0 XapaKTepm3yeT BeCbMa BbICOKYIO CTEMeHb afeKBaTHOCTH, KOTOpad
gocturaetcA 67arogapA COBMELLEHUIO PUTMOABUraTe/lbHbIX KOAO0B  C
MY3bIKa/IbHbIMU pUTMaMu, pudmolr BepbasbHbIX TEKCTOB. Pe3oHupya ¢
KOCMUYeCKOW rapmoHueli cdep, KoTopble U ABAAIOTCA A3bIKOM 6O0ros,
obecneymBatoT 06paTHYHO CBA3b, B/arogapa YCTOMYMBOCTM, KOHCTAHTHOCTMH,
MAGHTUYHOCTU  CTPYKTYP (YHKUMOHA/IbHBIX CUCTeM. Takmm obpasom,
NMPOUCXOAALLMI dHeproobmeH, NO3BO/IAET peLlaTbh Cepbe3Henllne 3asgauu
camoungeHTUdUKaLum, CaMOCO3HaHMA M camoouulieHnA. CUCTEeMHOCTb —
TOT K/IOY, KOTOPbIA NO3BO/AAET COEAMHUTb YPOBEHDb LIe/I0CTHOMO U YPOBEHDb
YacTHOro, BocnpoussoaA apdeKkT peHunKca.

TaknmuK TaHuaMu ABAAIOTCA: XOpOBOy — TaHew, Xopca, Koo nan Konagku
— TaHew, Kosagbl, TapaHtennsl — TaHey, Tapbl n Tapxa, KynaseHku u ApuieHku
— TaHubl Apusbl, Apa, UCno/iHAeMble Ha COBCTBEHHbIE MPA34HUKM.

KntoueBble cs0Ba: TaHubl BenuKux c/1aBAHCKMX 6GOros, pe/vrum C/AaBfH,
Teopun GYHKLUMOHA/bHBIX cUcTeM, 3bdeKT dpeHmKkca
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Dancing Great Slavic gods — the phenomenon of the ethnic identity of
Slavic Rus’.
The phoenix effect

The article examines the historical retrospective of the psychological analysis
of dance as a religious and maternal genetic effect of the religion of the Slavs,
dating back to more than 50 thousand years ago. In particular, dances of the
Great Solar gods during the Equinox and at opposition will be discussed. Our
ancestors have preserved the music and dances, whose names were derived
not only from names of gods and heroes, but from names of places, bodies of
water, constellations, cities and countries.

In dealing with the complexity of their dialectic, national and ethnic
variations, various interdisciplinary sciences were consulted: philosophy,
history, geography, linguistics, archeology, toponymy, hydronymy, genetics
and history of dance.

Based on the concept of isomorphic hierarchical levels in the theory of
functional systems by P. K. Anokhin, we are able to identify the mechanisms
of psychological identification, characterized by high degree of adequacy due
to the isomorphism between system-original and system-model, achieved
through overlapping of motor skill codes with musical rhythms and rhyme
verbal texts. Resonating with the cosmic harmony of the spheres, which is
the language of gods, feedback is offered, due to the stability, constancy and
identity structures of functional systems. Thus, the derived energy transfer,
allows the most serious problems of identity, self-awareness and self-
purification to be solved. Consistency is the key which enables you to connect
a holistic level and private level, reproducing the effect of the phoenix.

These dances include: Horovod - the dance of Hors, Kolo or Kolyadki
(carols) - dance of Kolyady, Tarantella — dance of Tara and Tarkh, Kupalenki
and Yarilenki — dances of Jarilo and Jara, performed during festivals in their
honor.

Key words: Dancing Great Slavic gods, religion of the Slavs, theory of
functional systems, phoenix effect
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HactaBHM npouec uCTopuje yMeTHOCTU Kao NpoLec HacTajaka 3Hama;
yMeTHUYKM npuHumunu Kpuctoa u ¥aH Knoa kao mogen 3a KOHCTpyucamwe
HacTaBHOr npoueca

OCHOBHO Mo/1a3unLITe paga jecTe yoveHa pas/uka uamehy TpaguumoHaaHor
HacTaBHOr npoueca 1 Moge/sla akTUBHe HacTase. Bogehu ce noctMogepHUM
neAarolWKMM CXBaTarbMMa 3Hama Kao Mo/ba KOje Ce KOHCTPyMLLE W CTBapa,
pag ce 6aBu noBe3uBareM CTBapa/slavykMx MPUHLMMA YMETHWMYKOr mnapa
Kpucroa n XKaH Knog ca OCHOBHMM CBOjCTBMMA HAaCcTaBHOT npoueca. Kpos pag,
ce MpoB/aYM Uaeja pecTpyKTynparba, KOHCTPYKLMje aan U AeKOHCTPYKLMje
3Hatrba NOBEpEeHEM U CyMHbOM Y MPOLL/IOCT Kao npeayc/10BMMa nodyvasarba.

HactaBHunpouecbuTpebanoganpescras/ba CBOjeBPCHY apXUMTEKTYPY
nogy4aBama y KOjoj Ae/1ajy HACTaBHUK M YHEHMLM Kao CayHeCHULMN Y U3TrPastbu
3Harba. lpuHUMNM yMeTHMYKOr CcTBapasawTBa Kpuctoa u KaH Krnog Hyae
MO/e/1 32 KOHCTpyucare HaCTaBHOr rnpoLeca Tako Aa r/1aBHy y/10ry y Tom
npouecy HacTajarba 3Harba O /IMKOBHOM Hac/iehy UMajy CBU OHM KOjU Y Hbemy
(ca)yvecTByjy. AKO MOCTaBMMO napasnese usmehy yMeTHUKA M HaCTaBHMKA,
YMETHUYKOr ge/1a Kao NpoLeca U HacTaBe Kao Npoueca HacTajama 3Hama, rae
Ce KpaTKOTPajHOCT gena nouctosehyje ca orpaHM4eHUM BpeMeHOM HacTaBe,
Kao HajBaXkHWja CTaBKa UCTYMa y/10ra 3aje4HULLTBA Y HacTajamy Ae/aa, 04HOCHO
y npoLecy CTBapaka 3Haka, Koja Kao noc/1eAuLly UMa MHAUBUAYA/IHO UCKYCTBO
YMETHOCTU U nYHO ceharbe.

Pag vma 3a um/b ga yKaxke Ha BaXKHOCT 33jeHUYKOr MPpOMULL/baka
/IMKOBHOT Hac/eha y HacTaBHOM MpoLecy, Aa MOKaxe ga HacTaBa MOXe M
Tpeba pa byae jeaaH npouec MHTEPAKTUBHON CTBapatba 3Hatba r4e je OCHOBHA
npenocTaBka ga 3Hawe (0 AMKOBHOM Haciehy) He nocToju no cebu Beh ce
HaCTaBHMM NPOLLECOM UCTOPUje YMETHOCTU MPEUCNUTYje 1 M3HOBA CTBapa.

K/byuHe peum: /InKoBHO Hac/iefe, HaCcTaBHU MPOLLeC, apXUTEKTYpanoAyyaBara,
3ajeAHULITBO/KO-Cay4eCHULLTBO
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Art History Teaching Process as a Knowledge Formation Process; the
Artistic Approaches of Christo and Jeanne-Claude as a Model for the
Construction of Teaching Process

The essential starting point of this paper is a noted difference between the
traditional teaching process and the model of active teaching. Being guided
by the postmodern pedagogical understanding of knowledge as a field to
be constructed and created, the paper deals with connecting the creative
principles of artistic couple Christo and Jeanne-Claude to the basic features
of the teaching process. The idea of restructuring, constructing as well as
deconstructing the knowledge through critical rethinking of the past is put
forward throughout the paper as the precondition of teaching. The teaching
process ought to represent, figuratively speaking, the architecture of
teaching where teacher and students act as accomplices in the construction
of knowledge.

The principles of artistic creativity of Christo and Jeanne-Claude offer a
model for construction of the teaching process, so that the main role in that
process of knowledge formation concerning fine arts heritage belongs to all
those (co)participating in it. If we set parallels between the artist and the
teacher, the work of art as a process and teaching as a process of knowledge
formation, where the brevity of the work is identified with the time-limited
teaching, the role of communion is being singled out as the most significant in
the formation of the work, thatis, in the process of knowledge creation, having
an individual experience of art as well as personal memory as a consequence.
The paper aims at indicating the significance of common contemplation of
fine arts heritage within the teaching process, showing that teaching can and
should be a process of interactive knowledge formation, where the primary
presupposition is that knowledge (concerning fine arts heritage) does not
have its existence per se, but that it is questioned and created anew through
the art history teaching process.

Key words: fine arts heritage, teaching process, architecture of teaching,
communion/co-participation
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MpumeHa yMeTHUUYKEe My3UKe HA NPeALIKO/ICKOM Y3PacTy — 04 Tpaauumje 40
MHOBaUMje

CaBpeMeHW NpUCTYNK Yy peann3aumjn My3UYKMX akTUBHOCTM Ha NMPEALLKO/ICKOM
y3pacTy MnoApasymeBajy NPUMEHY MNax/bMBO OCMMULL/bEHUX METOACKNX
nocTtynaka nyTeM Kojux he ce ycnewHoO peasnu3oBaTW CBM 33a4aum Koju
Ccy npegsuheHu nporpamoM. YKO/IMKO car/segamo My3MYKO BacrnuTare U
obpasoBare Ha MNpeALIKO/ICKOM Y3pacTy Yy HajluMpem CMWCAY, Y OKBUPY
BaCMUTHO-OOPa30BHUX YCTAaHOBA M yCTaHOBa 3a NMPOMECUOHANHO MY3UHKO
obpasoBame, MOXKEMO 3aK/by4NTHU A4a NOCTOjM 3Ha4ajHa Be3a n3mehy hrUxoBux
nporpama, unmbeBa 1 3agaTtaka. JegaH o4 3agaTtaka npeacras/ba ynotpedy u
NMpUMeHy yMEeTHMYKe My3UKe y OKBUPY aKTMBHOCTM/Y4AcOBa, a NogpasymMesa
yrno3HaBake MYy3MKe Kao Ky/ATypHOr ¢peHOMeHa My3u4yke Tpaguuuje, cBe A0
AeNa caBpemMeHe My3nyKe YMETHOCTW. Y paay Cy NpuKasaHu 3Ha4vaj npumeHe
YMETHMYKE My3MKe Yy MpPeALIKO/ICKOM Y3pacTy cCa aKUEeHTOM Ha pasBsoj
MY3UYKMX CMOCOBHOCTHM, HauyMHWM U360pa aAEeKBaTHWMX MY3UYKMUX NpuUmepa
M HBMXOBA MPUMEHA Kao M cneumuduUyHM MeTOACKM MOCTYMUM Ca OCBPTOM Ha
TPaAULMOHA/IHE U MHOBATMBHE MpPUCTYNe.

K/byuHe peuu: npesLiKo/1CKo BacnuTame 1 06pasoBatrbe, Condeho, Tpagmumja/
MHOBaLMja, YMETHUYKA MY3UKa, My3HU4Ke CMOCOBHOCTU
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Using Artistic Music in Preschool Teaching - from Tradition to Innovation

Contemporary approaches in realisation of musical activities at preschool age
recquire applying carefully designed methodical processes through which all
the assignments specified by the school curriculum ought to be realized. If we
consider musical education and upbringing at preschool age in its broadest
sense, as conducted by general educational institutions and institutions
concentrated on the studying of music, we can conclude that there is a strong
connection between their programs, goals and assignments. One of the
assignments represents the use and application of artistic music in activities/
classes, which means introducing the music as a cultural phenomenon with
its own tradition, extending to the pieces of contemporary art. In this paper
the significance of the use of artistic music at preshool age is stressed, with
the accent put on development of musical abbilities, ways of selecting the
adequate musical pieces and using them, as well as on the specific methodical
processes incorporating traditional and innovative approaches.

Key words: preschool upbringing and education, Solfeggio, tradition/
innovation, artistic music, musical abilities
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MoTpara 3a MeToA0M HacTaBe (C)/IMKOBHE Ky/AType

Pap ce 6aBu npobsremaTn3oBarbeM METOAA U LiM/beBA HAaCTaBe YMETHUYKMX
npeamMera cxogHo mnoTpebama caBpemeHor obpasoBamwa. Ocsama ce
Ha peBMAMPAHY HAyKy O YMETHOCTM KOja Tpaxu CBOje MeToAe Yy OKBUPY
NMPOMeHa yMeTHUYKe Teopuje U NpaKce, Kao U Ha COLMO-KYATYpHa NeAaroLKa
Mo/Ia3uLUTa KOja KOHLEeNT MeToAa HacTaBe BUAE KAo CTa/HY MPOMEHY Yy
O/HOCY Ha KOHTEKCT y KOMe ce HacTaBa OgBMja. TUMe ce aKueHaT CTaB/ba Ha
aKTMBHE y4eCHMKE HACTaBHOT npoLieca (HaCTaBHUKE U YHeHUKeE) KOjU Y CKIaay
ca cBOjuM notpebama, MCKYCTBOM U CEH3UOU/IMTETOM Kpeupajy, eBanympajy
n yHanpehyjy meTtoge paga. McnuTyjy ce uw/beBM YMETHUYKMX MpeameTa
M HUXOB MOTeHUMjan y obpasoBaky /IMYHOCTM MojeauHua y ogdpeheHom
APYLUTBEHOM KOHTEKCTY, Y OAHOCY Ha pasymeBake u moryhHocTu ynotpebe
c/mKe y (caBpeMeHOM) A4pyLITBY. TUMe Ce Har/allaBa 3Hayaj HacTaBe /IMKOBHe
KynType (Kao obpa3oBare C/IMKama U Kpo3 C/IMKe) y APYLITBY ,,C/IMKOBHOT
npeokpeTa” (Muuen, bem), Kao 1 NO3uLMja yHeHMKA Kao aKTUBHOI NoCcMaTpaya
W YYEeCHMKA y KyATYpHU.

YKkasahemo ga je npoHasaxkere afeKBaTHUX MeTO/Aa HAacTaBe HayMH
£, Ce CTaTU4HM NPOorpam Tymayu Ha QYHKLMOHA/AH MU 0OpPa30BHO yTeme/beH
HauyuH. luTae meToaa je 3aBMCHO Og Haller pasymeBara NojMa HacTaBse,
NMPOMEeHEHOr KOHLUEeNnTa TPagULMOHA/ZIHOT OA4HOCa yyewa U noAy4vaBara,
OAHOCHO MpoLeca 3aje4HUYKOr pasymeBara, Y KOMe CTaBOBE MOy MeHaTu
obe cTpaHe. HacTaBHMK OTBapa HayuMHe Ca3HaBatba O YMETHOCTM U KpO3
YMETHOCT, @ Y4eHULM OTKPMBAjy MHOLUTBO MyTeBa Ha KOje MX YMETHOCT U
C/IMKOBHOCT MOTYy BOAUTU. MeTOg HacTaBe He MOCMAaTPamo Kao roTOBY a/1aTKy
KOjOM £4,0/1a3MMO 4,0 YHanpeg npeasuheHnx ncxoaa, seh kao npouec Koju ce
Mera y CK/1aay ca notpebama yvyeHuKa M HacTaBHMKa. McTparkmBahe ce Kako
y4YeHuUM Aajy OKBUP 3a 06/IMKOBare MeTO/a, Koje HacTaBHUK, pasymeBajyhu
KOHTEKCT, pa3Buja.

K/byuHe peuun: MeTOoz HacTaBe, KOHTEKCT, C/IMKOBHOCT, YMETHOCT, BMU3ye/Ha
Ky/ATypa
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Searching for a Method of Teaching Art and Visual Culture

The subject of this paper is a conceptualization of methods and goals of
teaching art and visual culture in contemporary education. It relies on a
revised art history that finds its methods in the changes of art theory and
practice. It also relies on socio-cultural pedagogical theories which explain
teaching methods as constantly changing in relation to context of the
teaching process. It also places active participants (teachers and students) in
the centre of that process. In accordance with their needs and expectations,
experiences and sensibilities, they create, evaluate and develop the teaching
methods. The goals of teaching art are examined and discussed, especially in
the context of understanding and using images and pictures in contemporary
society marked by the pictorial turn (Mitchell, Boehm). The paper also puts
an emphasis on a position of each student as an active observer and cultural
participant.

It is pointed out that finding the adequate methods of teaching
is an adequate way to interpret teaching programmes and curriculum in a
functional way. Problem of the method depends on changed contemporary
understanding of the traditional concept of the teaching-learning process.
Teachers and students are now primarily seen as a community of learners
(Rogoff) who change their points of view and their attitudes while on a quest
for knowledge, understanding, and inspiration. The method of teaching
art is not examined as a complete mechanical tool set which leads us to
predetermined outcomes, but as a process that is changing and transforming
according to the students’ and teachers’ needs. It also means that students
may offer a frame for creating the method, which teacher is to develop,
understanding the context of their educational process.

Key words: teaching method, art, picturefimage, visual culture, context
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Cross-cultural heritage of a Byzantine reliquary

A unique artifact from the early twelfth century, the staurotheque of the
Cathedral Treasury of Esztergom has been frequently discussed in the context
of Byzantine art during the Komnenian period. Being one of the highlights
of Byzantine cloisonné enamel work from that period, its centrepiece,
containing a relic of the True Cross, can justly be regarded as a classical
example of Komnenian art. However, it features other aspects through
which the Byzantine makers of the staurotheque endeavoured attempts at
cross-cultural communication, and these aspects, which reflect the shock of
the Seljug conquest of the Levant, have not yet been sufficiently explored.
Moreover, the object should not be regarded as a single piece of art because
itincludes, on the one hand, an elaborate frame which must be a later addition
by the Balkan metalworkers, and, on the other, it also features a precious
silk cover of the back, which is either the product of a Near Eastern loom,
or an Italian copy of the latter. Taken together, the Esztergom staurotheque
illustrates the ways in which an object, as it travels through time and space,
is organically enriched by the craftsmen of different lands and periods. This
paper will highlight such aspects of this peculiar object.

Key words: art, Byzantine, Komnenian, reliquary, Seljuq
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Heb6ojwa TogopoBuh
YHuBep3utet y Huwy
PaKy/ATeT YMETHOCTH
bunibrod@gmail.com

Megarowku gonpuHoc npodpecopa Mapka CaBuha pasBojy nujaHusma Ha
KocoBy n MeTtoxuju

*KMBOT 1 negarowka genatHocT npodecopa Mapka Casuha (1941-2013) ycKo
je Be3aHa 3a npoctope Kocosa n MeToxuje, lpuspeHa n Paky/iTeta yMeTHOCTHU
y MpuwITrHN.

PoheH je y Mpu3peHy 1941. roguHe, rae je 3aBpwumo HuxKy u Cpearby My3uuKy
Koy Jocmn C1aBeHCKU, Ha TOEPETCKOM O/ CeRY. [la/be LLUKO/10Bake HacTaB/ba
y Beopaay, rae ynucuje TeopujckM ogcek Ha My3uukoj akagemuju (1965) u
rnaBHU npegmeT Kaasup y Cpearoj My3udkoj WwKoau Jocun CaBeHCKH, Koja
je Taga 6buna npu Mysuykoj akagemuju. Auniommpao je Ha OgceKy 3a My3uUKy
TEOPUjy y K/IacKM YyBaXK€HOr CPrCKOr KOMMo3uMTopa u Teopetmdyapa Mapka
TajueBwha, a 3aTUM U KAaBUP y Kaacm npod. Jeaunue Monosuh. Maructpupao
je 1986. y Ckom/by Ha PaKyATeTy My3uUYKe YMETHOCTU Y Kaacu npod. BpaHka
LiBeTkoBuMha.

*KuBoT npodecopa Mapka CaBuha 6o je je nocBeheH Mmysuum 1 Kaaesupy. O,
HajpaHujux gaHa 61O je o4apaH 3ByLMMa K/1aBMpa U 0Baj MHCTPYMeHT he ocTaTtu
cpeAmLITe CBMX YMETHMYKMX XTerwa Mapka CaBuha. Kao mzag nujaHucta
MHTEH3MBHO je HacTynao He caMo Ha npoctopuma Kocosa n MeTtoxuje Beh u
LUIMPOM OHAaLlWHe Jyroc/iaBuje. BUO je mo3HaT M NpM3HaT Kao o4/1M4aH nssohay
LLloneHoBe My3uKe, a1 je MMao pasymeBarba W 3a u3Bohere caBpemeHe
My3HuKe.

HberoBa nesarowKa AenaTHOCT je buaa o4 Hajeehe BaXKHOCTWM 3a PasBoj
MUjaHUCTUYKE YMETHOCTU Ha KocoBy n MeToxuju. Buo je jegan og Bogehumx
npodecopa u negarora Ha HOBOOCHOBaHOM ®PakysnTeTy YMeETHOCTU Yy
MpUWTUHK. U3 Herose nujaHUCTUYKE pagMOHMLLe M3ALW/IU CYy MHOrO6pOjHU
MWUjaHUCTM He camo ca npocTtopa Kocosa n MeToxuje Beh u nese Cpbuje. bro
je omu/beHn npodecop reHepaumjama cTygeHaTa.

K/yuHe peun: Kocoso n MeTtoxuja, MpuspeH, NMpuwitnHa, PakyaTeT yMeTHOCTH,
nujaHMsam
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Professor Marko Savi¢’s pedagogical contribution to the development of
pianism in Kosovo and Metohija

The life and teaching activities of Professor Marko Savi¢ (1941-2013) had been
closely related to the area of Kosovo and Metohija, Prizren, and the Faculty
of Arts in Pristina.

Born in 1941 in Prizren, he went to elementary and secondary music school
Josip Slavenski there, and attended the theoretical department. Continuing
his education in Belgrade at the theoretical department of the Academy
of Music (1965), he also took piano as the main subject at the High Music
School Josip Slavenski, conjoined with the Academy of Music at the time. He
graduated from the Department of Music Theory in the class of the esteemed
Serbian composer and theorist Marko Tajcevi¢, then also in Piano in the class
of prof. Jelica Popovi¢. He earned master’s degree (Magister) in 1986 in
Skopje at the Faculty of Music Art in the class of prof. Branko Cvetkovic.

Life of prof. Marko Savi¢ had been dedicated to music and piano. From the
early on he was fascinated by the sounds of piano and this instrument would
remain the centre of all of his artistic desires. As a young pianist, Marko Savi¢
had performed extensively not only in Kosovo and Metohija but throughout
the former Yugoslavia. He was widely recognized as an excellent performer
of Chopin’s music, but he also had the ability to understand and to perform
contemporary music.

His teaching activity has been of the utmost importance for the development
of piano art in Kosovo and Metohija. He was one of the leading professors
and teachers of the newly established Faculty of Arts in PriStina. From his
piano workshop many pianists took off, not only from the territory of Kosovo
and Metohija, but from all over Serbia. He has been a favourite teacher of
many generations of students.

Key words: Kosovo and Metohija, Prizren, Pristina, Faculty of Arts, pianism
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EdeKTn npumjeHe HapogHe njecme U urpe y paspegHoj HactaBu

MpeaMeT OBOr MUCTpaxMBarba MpeacTaB/ba MpoOBjepa HMBOA 3Haka M
BjelTMHA NpuWaMKOM m3Boherba My3uKe. 33 UCTPaxkmBarbe CMO KOPUCTUAM
Hapo/AHe mjecMe ca npaBu/IMMa urapa rpu/aaroheHnx y3pacTy y4yeHunka rneTor
paspega ocHoBHe LWKo/1e. OCHOBHM LiM/b OBOT UCTPaxmBatba je ga ce carsega
CNocobHOCT n3Boherwa MysnKe y O4HOCY Ha NoA. Y paay Cy NpeAcTaB/beHu
pesy/TaTv UCTPaxk1Baa CrpoBegeHor 2015. rogunHa y buje/snHun. CnposegeHo
je ucTparkuBaroe ca un/bem ga ce yTBPAM HUBO 3Hakba M3 HAaCTaBHOT Mo pydyja:
nsBoherbe My3uKe (MjeBarbe U MOKPET) KOA AjeBOjuMLa U Ajedaka maaher
LUKO/ICKOT M3pacTa. Y30paK UCMUTaHMKa YMHWU/IO je 200 y4eHUKa NeTux paspesa
paHor LLIKO/ICKOT y3pacTa M3 OCHOBHUX LUKO/1a Ca noApydyja rpasa bujessuHa.

K/byyHe pujeun: mysmuka Ky/iTypa, njecma v My3udka urpa, Maahu LLKO/ICKK
y3pacT, pas/mke
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Effects of using folk songs and dances in teaching

This research presents the results of investigating pupils’ knowledge and skill
levels during music performance. In the research we used folk songs with
dancing rules, adapted to the age of fifth-grade students. Main goal has been
to ascertain students’ ability to perform music, depending of their gender.
The paper presents the results of the research conducted in 2015, in Bijeljina,
in order to determine the level of the acquired knowledge from the teaching
area, i.e. performing music (singing and dancing) the school aged girls and
boys possess. Two hundred fifth grade students from elementary school in
the town of Bijeljina have participated in the research.

Key words: musical culture, song and music plays, younger school age,
differences
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Katapuna TpudyHosuh

YHuBep3uteT y beorpaay

Punoszodcku parkyater
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kae.trifunovic@gmail.com

Busye/iHa NnMCcMeHOCT y o6pasoBamy

Kao uHcnupaumja 3a HacTaHak paga MoCayxuie Cy ABe Mpu4e O BaXKHOCTU
BM3Yye/IHE MMCMEHOCTU y 0Opa3oBHOM MpoLecy Koje Cy Ucnpuydann GuaMcku
pexucepu, Llopy /lykac n MaptuH Ckopcese. ToBopehu O CKpajHyTOM
NO/103Kajy pa3/IMYUTUX FPaHa YMETHOCTM Kao Ba/MAHUX GOPMU KOMYHUKALUje
y obpasoBamy, rae ce NpUOpPUTET aaje M3yyaBarby rpaMaTUYKUX MpaBw/a
€HI/1IeCKOr je3MKa Cnpam OHMX KOjU Ce KOPUCTE Ha YaCOoBMMA YMETHUYKMX
npeameTa, /lykac je pekao ga ydeHuuu Tpeba Aa caB/agajy rpamaTuke
Pas/IM4YMUTUX je3MKa, a Aa Ce TO MOXKe OCTBapUTK Ha YaCOBUMA KOMYHUKaLuje.
Mpucehajyhn ce ageTuCcTBa M YeCcTUX opg/aasaka y buockon, CKopcese je
MCTaKao BaXKHOCT NO3HaBaka BOKaby/1apa Koju 6u cBaku peauTte/b Tpebasno
A3 3Ha Kako b1 KamepoM yCMepMuo OKO MOCMaTpaya Ha OHO LUTO Xe/u, Kako
6y ucnpuyao npudy. Ocramajyhn ce Ha M3HeTe Te3e, y pagy Ce Aasbe roBOpU
0 MoryhHoCTM pedopMumcatba LUKO/ICKOT KYPUKY/yMa 3apag, UMM/ieMeHTaluje
YacoBa KOMYHMKaLMje, Kao 1 O Kpenpary NOBO/bHUX YC/10Ba 32 CUMBO/IMYKO
npucBajatbe KyATypHMX aAobapa. Pag nokywasa ga 43 O4roBOp Ha NMuTake
LITa ce noApasymMeBa nog, BM3ye/IHOM NUcmeHoLwhy, y KakBoj Be3u HaBegeHa
MeTadopa CTOojM ca KyATYPHOM NUcMeHoLhy u nncmeHolwhy yonwiTe 1 Ha Koje
Ha4yMHe Ce MOXKe OCTBAPUTHU Y MHTEPAKLMjU Ca MELLaHUM Meaujuma y3 ydeluhe
pPas/IM4mMTUX Yyaa. OCMM TOra, pasmaTtpa ce 04HOC YMTara U r1edarba Kako 6u
Ce UCTaK/1e bUXOBe C/IMYHOCTU U pas/IvKe, aan M 06jaCcHWIO0 3aLUTO Ce BU3ye/Ha
MUCMEHOCT He MOMXe HAjNoTnyHuje 0bjacHUTU MOAE/N0M TEKCTYa/HOCTMU.
Ocnamajyhu ce Ha naeje HKaka PaHcujepa 0 no0xKajy nocmaTpaya no3opuLLHe
npeacTaBe M O OAHOCY YYEHMKa M OHOra KO rnocegyje 3Hawe, AUCKyTyje
ce o moryhHOCTMMA emMaHuunauuje riegasnaua y pas/iMuUTUM KYATYPHUM
KOHTEKCTMMA U MHCTUTYLMjama.

K/byyHe peun: B13ye/siHa MMCMEHOCT, NOCMaTpay, Buhere, meau;,
obpasoBare
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Visual literacy in education

Two stories about the importance of visual literacy in educational process told
by the two famous film directors, George Lucas and Martin Scorsese, served
as aninspiration for this paper. Talking about the inferior position of different
art’s branches as valid forms of communication in education, where the main
task is learning of English grammar rules compared to those which is used in
art classes, Lucas said that pupils needed to master grammars of different
languages and that it was possible in communication classes. Recalling
his childhood and frequent visits to the cinema, Scorsese stressed out the
importance of knowing a vocabulary which every film director must know in
order to direct a spectator’s gaze with camera and to tell a story. Relaying on
the thesis presented above, the paper further elaborates the possibilities for
curriculum reform through the implementation of communication classes,
and about creating favorable conditions for apropriating cultural capital.
This paper attempts to answer what visual literacy is, how it correlates with
cultural literacy and literacy in general and in what ways it would be possible
to achieve it through the interaction with mixed media and participation of
different senses. In addition, the relationship between reading and seeing
would also be considered in the paper, with the purpose of stressing ther
similarities and differences and giving the explaination why visual literacy
is not explainable with the model of textuality. Relaying on the Jacques
Ranciere’s ideas about the position of theatre spectator and the relationship
between the schoolmaster and the pupil, the possibilities and ways of
viewer’s emantipation in different cultural contexts and institutions will also
be discussed.

Key words: visual literacy, spectator, the act of seeing, medium, education
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Bpanko hynypauja
YHuBep3uteT y beorpaay
Punoszodcku parkyater
branko_cupurdija@vektor.net

MpuBaTHa eTHO Hace/ba y Cpbuju Kao moryha mecta cehawa

Y nocreamwmx 4eTBPT BeKa, Ca MPOMEHOM CBOjJUHCKMX OgHOCA W
MHTEH3MBUParbeM npuBaTHe cBOjuHe y Cpbuju, HacTao je 3HaTaH Bpoj eTHO
Kyha, eTHO pecTopaHa 1 eTHO cesia. OBM 06jeKTH Mory BUTH 3HaYajHKM camu No
cebu, kao noctojehn nam HoBousrpaheHu, a MHOTM Of, KX, MOrOTOBO OHU KOjU
ce Hanase uAu Cy NOAMIHYTU Ha OYeBMHU, UMAjy 3HaTaH bpoj cTapux npegmeTa
KOju BMLLE HUCY Y YynOoTpebu Hero cay:Ke 3a usjarare, Kao ,,eTHOrpadcku
npeameTn”. llopekno, 6poj U KapakTep OBUX NpegMeTa Bapupa oy, 36upke 40
36upke. MpeagmMeT OBOr paga je Aa aHa/M3mMpa HEKO/IMKO 30UPKU U3 Pas/IMHaUTUX
reorpadcKux 1 KyATypHuX 30Ha Cpbuje 1 BMXOBUX €THO Hace/ba. Ha Taj HauuH
he ce, y 3aBMCHOCTU Of, NPUMNAAHOCTU PEruju, MoKasaTn NOCeBHOCTU y Ha4UHY
rpagte objeKaTa, y Kojuma ce Hasase 36MpKe cTapux nNpeAMeTa, a yMHOrome
M nocebHocTM cammx 36MpKK. MoKasazno ce ga y Hajsehem Opojy cayyajesa
Te 36MpKe HUCy ypeheHe Mo My3eO0/I0WKUM MPaBU/IMMa HEro Cy U3/10XKeHe
TaKO 4a ce y pagy ca bMMa CaMo B/IACHUK MOe cHahu 1 06jacHUTH HuXxoBe
cTape u HoBe dyHKUMje. Ha Taj HauMH ce BNAaCHULM NOjaB/byjy Kao HeKa BpCTa
CaMOYKMX KyCTOCa Y BNACTUTUM ,,My3€jCKUM MOCTaBKama”. Y UCTPaXKMBAYKOM
nornegay je og npecy/AHe BaXHOCTU ga ce obaBe pasroBOpM ca B/lACHULMMA
36MPKM O MOPEKNY M HaYMHY CaKyr/batba NpegMeTa U LW/by KOjU ce ca TUM
xeneo noctuhu. M kKao Takee, oBe HecpeheHe 36upKe cy mecTta cehama Ha
nojeAuHUa U HEroBy MOpoAMLYy, pervjy, 3aBu4yajHy, HaUMOHA/HY W ApYyry
ncrtopujy. M3 cesera npousunasu ga 3bupke npegmMeTa y MpUBATHUM €THO
Hace/bnma Cpbuje 3axTeBajy CTPYYHY Hery 1 aHraxkoBatbe ApYyLUTBa A3 Ty Hery
o6e3bean M aAMUHUCTPATUBHUM MyTEM MHAYrypuLLe.

K/byyHe peum: mpuBaTHa eTHO Hace/ba, 306MpKe npeameta, mecta cehama,
CTpYy4Ha Hera, Cpbuja
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Private Ethno Estates in Serbia as Possible Places of Remembrance

In the last quarter of a century, with the change of property relations and
the intensifying of private properties in Serbia, a number of ethno houses,
ethno restaurants and ethno villages have appeared. These facilities can be
of certain significance per se, as already existing or newly built, and many of
them, especially those situated or built on patrimony, have a large number
of old items which are no longer in use but are on display as “ethnographic
items”. The origin, number and character of these items vary from collection
to collection. The subject of this paper is to analyse several collections from
different geographical and cultural zones of Serbia and their ethno estates. In
this way, depending on which region they belong to, certain particularities in
the method of construction of these facilities where old items collections are
kept will be shown, as well as the particularities of the collections. It appears
that in most cases the collections are not arranged according to museological
rules. They are displayed in such a manner that only the owner can manage
them and explain their old and new fuctions. In this way, the owners appear
to be a certain kind of self-taught curators in their own “museum exhibitions”.
From a researcher’s point of view, it is of utmost importance to do inteviews
with the owners of the collections about their origins and the manner in which
the items were collected, as well as the goals indended to be accomplished.
Even as such, these unorganised collections are places of remembrance of an
individual person and their family, region, their homeland, national and other
history. It is to be concluded that the collections of items in private ethno
estates in Serbia require professional care and the engagement of society in
obtaining this care and its administrative inauguration.

Key words: private ethno estates, collections of items, places of remembrance,
professional care, Serbia
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/IMKOBHO BacnuTame 1 06pa3oBame y AyXy CAaBPEMEHUX METOAUUKUX
KoHUenyuja

CaBpemeHe negaroLlKke KOHLenuuje passuae cy ce y Apyroj NO/N0BUHM 20.
BEeKa Ha CBMM HMBOMMA CMCTEMa BacmuTarba M 0Opa3oBarba, Kao CHaXHa
TEeXmba 33 M3MEHOM CBera OHOra LTO je MpPeTXoAHO KapaKTepucano
/IMKOBHO-NMEAAroWKy MpaKkCy Kao pa3BOjHO HEMNpuxBaT/bMBO. JaBwia ce
HOBa TeHgeHuMja ga ce geum omoryhu cnrobogaH AMKOBHM M3pas U Aa ce
oarosapajyhvm noctynumMma noactuyy bUXOBE CTBapasiaydke cnocobHoCTH, a
He Aa ce crnyTaBajy, YMMe Ce KO4YU NPUPOAaH Aeyju passoj. Y HOBOj KOHLENLMjU
/IMKOBHOI BacnuTata U obpasoBarba AOLW/0 je A0 3HAYajHUX MPOMEHa y
nocTaB/baky LW/bEBA U 334aTakKa. [1peLuao ce ca cTape BeLTUHE LpTama, Koja
Ce 3aCHMBA/A HAa MMUTALMjU Kao MOCTYMKY 3@ CTULLae BELUTMHE LpTamba, Ha
/IMKOBHO BacnuTarwe U obpasoBarbe 3aCHOBAHO Ha MPUHLMMNY CTBapa/allTBa
n cnoboge /IMKOBHOr M3paxkaBawba. Mehytum, PpyHgameHTasIHU /IMKOBHO-
neaaroLKm NpUHUMN — c10604y Aedjer IMKOBHOT U3pasa Kojy je admpmucana
HOBa KOHL,erLM1ja /IMKOBHOI BacnuTarba 1 00pa3oBatba, HWje Tpebasio cxBaTutH
Kao MOTMyHO MnpenyLiTare ageTeTa cebu M eKCTpemMHU nepmMucusMlam, Beh
KaO OCHOBHM MOCTY/aT Aa Cce AeTe cavyyBa Of, UMUTATUBHE KOMMOHEHTEe Yy
M3pasy U HamMmeTaka rotoBux wema, Hmme ce Ko4ve HheroBa OpuUrMHa/IHOCT U
cneundUYHOCT NIMKOBHOI M3pakaBama. [10s1a3ehun o4 gevjux CcTBapanavkmx
MOryhHOCTM, meAarowku nocTynuu Ccy caga MoOpaauM ga ce Teme/be Ha
AOMB/bajMMa AeLe, HA Ky/ITUBUCAKY €CTETCKOT CEH3UOU/IMTETA U KpEATUBHMUX
CnocobHoCTH, Yume ce omoryhaBo nyHuju n 6oratujm AMKOBHKM M3pa3. Hosa
06pa3oBHa KOHLeNUuMja je cTaBuAa Yy NPBU NIaH Pa3Boj AeYjux CTBapaiavyKkmnx
CNocoBbHOCTH, LWITO NOoApasymeBa NOBe3MBakbe NOCTYMNaKa 3a NpoLMpHUBaHe
Aeydjer MCKyCTBa M CTULLAKbE 3Haha Ca hEeroBMM M3ParkaBarbeM U CTBApakeM,
OAHOCHO eKCMpeCcHjoM OHOra LUTO je ca3pesio y HheroBOj /IMYHOCTH, P YeMy ce
CXOAHO CTeneHy pasBoja geTeTa NoCTaB/bajy 3a4aLmM KOjU yTUYY M Ha KapaKTep
MEeTOAUNYKMX MOCTYyNnaKa.

K/mbyyHe peun: TpaguUMOHA/NHO U caBpeMeHO obpa3oBare, MeTOAMUKA
/IMKOBHOT Bacnutarba u 00pa3oBara, AeYju pa3Boj
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Art education in the spirit of contemporary methodical concepts

Modern teaching concepts were developed in the second half of the 20®
century at all levels of education, with a strong tendency for changing all
unacceptable tendencies that had previously characterized the artistic and
pedagogical practices. A new tendency emerged, meant to enable children’s
free artistic expression and spark their creative abilities through appropriate
methods, rather than inhibit them, thus hindering the natural development
of the child. In the new concept of art education and formation there
have been significant changes in terms of setting objectives and tasks. The
drawing method based on imitation as a procedure for acquiring drawing
skills was surpassed by the art education based on the principles of creativity
and the freedom of artistic expression. However, the fundamental artistic
and pedagogical principle - the freedom of children’s artistic expression —
promoted by the new conception of art education, should not be percieved
as a complete abandonment of the child to himself and extreme permisivism,
but as a basic postulate advocating to keep the child away from imitative
components in the expression and avoid the imposition of strict schemes,
hindering its originality and specificity of artistic expression. Starting from
children’s creative capabilities, pedagogical methods need to be based on
the experiences of children, cultivation of aesthetic sensitivity and creative
abilities, allowing a fuller and richer visual expression. The development of
children’s creative abilities was put to the fore by the new educational concept,
which involves procedure linking so as to expand children’s experiences and
enable their learning through expression and creation, and expressing ideas
shapedinthe personal growth process, in which a child’s level of development
defines the tasks that affect the nature of methodical procedures.

Key words: traditional and modern education, methods of art education,
child development
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C/MKa Kao U3BOp 3Hamwa

MeTog Koju he y pagy 61TH onucaH ce 6asupa Ha NMPOU3BOAHM 3HAbA NYyTEM
C/MKa. Y HactaBu ce c/avKa/doTorpaduja 4ecTto KOPUCTM Kao MOMOhHO
CpeAcCTBO M TUME je tbeHa ynoTpeba orpaHMyeHa. AKO Kao No/iasuiTe y3memo
UCTOPUjY YMETHOCTM Kao HAyKy Koja ce npeBacxoAHO 6aBu npoyyaBarem
[mocmaTpareM YMETHUYKMX Ae/la U HUXOBMM CMELUTabeM Y KOHTEKCT,
OHAa Ce 3Harbe O YMETHOCTU MOXKe rpagMTh Ha UCTU HaumH. OBO no/sasuwTte
MOe fga NoCTaHe KOpPUCTaH 1 edeKTMBaH NPUCTYN HacTaBu. MeTog ce moxke
CNpoBecTU Tako WTo he ce yyeHuLMMa NPUKA3aTH jegHa C/IMKa, Kojy he oHu
»,UUTATU”, aIM HUKAZ ,,ipounTaTh”. CIMKaA je BULLIE 04 TEKCTa, OHa je *KMBa peu.
He yun ce BuLe 0 c/iMuum, Beh je CMKa Ta Koja yuu. Yuere y CyCpeTy Ca C/IMKOM,
yyere nyTeM OTKpuBaa. MprmeHa OBOr MeToAa nogpasymeBa kopuwhere
C/IMKA Kao M3BOpaA 3Hahha. 3Hatbe ce GopMMpa Yy MHTEpPaKUMjMU Yy4eHUKa ca
c/mMKOM. Hajbosbe je oBaj MeToa KOPUCTUTU Y FPYNK, jep je nHTepakuuja seha.
PasymeBatbe jegHOr yyeHuKa je y cykoby ca cxBaTarbuMa ApYror. Y4eHuum
Taga Gopmupajy aprymMeHTe 3a MCMPaBHOCT CBOje TBPAHEe, MpaBu CycpeT ca
HaykoM. HakoH Tora 40/1a3u g0 cymuparba pesyitarta. Y pagy he 6utu onncanu
npumepu TakBe HacTaBe. OBa BPCTa y4era OCUrypaBa TPajHO 3Hame, jep camo
pe3y/TaTh 4,0 KOjUX je yH4EHUK A4oLwao mory 6utu TpajHu. OTBapa ce moryhHoCT
Hagorpaghe OBAKBOI 3Haha, KAaKO Ha CaMOM 4acy TakO U Yy XuBOTY. OB3j
Ha4MH y4ema je y Ckaagy ca NOCTMOAEPHUM APYLUTBOM Y KOM CMO OKPY*KEeHU
C/IMKaMa/cumb0/MMa, U rae Cy OHe CacTaBHU M AOMMHAHTAH A4E€0 YOBEKOBOI
uBOTa. lpUMEHOM OBOr MeToga GU ce CTBOpW/IE HOBE reHepauuje Koje
he 3HaTU Aa NpoMULW/bAjy O CUMOO/UMA[/C/IMKAMA M A3 UX Ha MPaBM HAYMH
KopucTe.

K/byyHe peun: civka, meTog, UCTOpHja YMETHOCTH, yHEHULIU, MOCTMOAEPHa
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Picture as a source of knowledge

The method that will be described in the paper is based on the production
of knowledge through image. In teaching, the image/photo is often used
as an auxiliary learning tool and therefore its use is limited. If we take as a
starting point Art History as a science which primarily deals with the study/
observation of the works of art and putting them into the context, then
the knowledge of art can be accumulated in the same way. This is also the
starting point for the approach to teaching. Students can be shown a picture,
which they “will read”, “but never read out”. The picture is more than just
a text, it is a living word. Knowledge is formed during interaction. The best
way to use this method is in a group, because the interaction is at a higher
level. One student’s understanding is in opposition to one other student’s
understanding. Students, then, form arguments for the validity of their
claims which is a real encounter with science. Then follows a summary of the
results. This type of learning provides permanent knowledge, because only
those results to which the student came to can be permanent. The paper will
describe a few examples of such teaching. This way of learning is consistent
with the post-modern society, surrounded by pictures/symbols. This method
would enable future generations to reflect on symbols/pictures, and to use
them appropriately.

Key words: picture, method, history of art, students, post-modern
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PasBoj My3uuke negaroruje u WKo/CTBa Yy Huwy Ao noyeTtka Apyror
CBETCKOr paTa

Y pagy ce pasmaTpajy YMrbeHULE y Be3M Ca UCTOPUjCKUM pasBojeM My3uyKe
negaroruje u LWKO/CTBA Ha TepuTopuju Huwa og nocaeamwunx geueruja XIX
BEeKa 40 noveTka Apyror cseTckor parta. CarsnegaHu cy pesyatatv u 4OMeTH
My3U4Ke negaroruvje y onwTeobpas’oBHUM MHCTUTYLMjaMa (OCHOBHE LUKO/e
M MTMMHa3uja), NeBavYkUM ApYLITBUMMA, BOjHOj My3UUKOj LLIKO/M U NMPUBATHUM
MY3MYKMM LLUKO/IaMa KOoje Cy y OBOM nepuogy genosazne y Huuy. YkasaHo je
Ha 3Ha4aj meaarowKor pajga MpPBMX HACTaBHWMKA MY3UKE, KOjU Cy Yr/laBHOM
61an My3umdapwm velkor nopekaa. Kao u'y gpyrum rpagosuma Ha nepudepujm
KY/ZITYPHOI U MYy3MYKOr XMBOTa y KHexeBuHu/KpabeBuHu Cpbuju, 04HOCHO
Jyrocnasuju, M30CTaHak MHCTUTYLMOHA/ZIHO  OPraHM30BaHOr  MY3MYKOr
LUKO/ICTBA MNpeACTaB/bald je e/eMeHTapHy npodecMoHanHy mnpenpeky 3a
Hanpegak 1 CyLUTUHCKE MPOMEHEe Y MY3MYKOM KMBOTY rpaga.

KmyuHe peum: Huwi, my3uuka neagaroruja, Yelwku Mmysmyapu, BojHa mysuuka
LLIKO/1a, NPMBATHE MY3UMYKe LLIKO/1e

180 TPAAULIMOHA/IHO:U:CABPEMEHO'Y-YMETHOCTU: M- OBPA30BAY



Sonja Cvetkovi¢
University of Nis
Faculty of Arts

cvetkos@mts.rs

Development of music pedagogy and education in Ni$ until the beginning
of World War Two

The paper discusses the facts related to the historical development of music
pedagogy and education in Ni$ in the period from the last decades of the
19" century until the beginning of World War II. The study presents results
and achievements of music pedagogy in general educational institutions
(elementary and high schools), singing societies, the Military School of Music
and private music schools that worked in Ni$ in this period. It points to the
significance of pedagogical work of the first music teachers, who were
mostly musicians of Czech origins. As in other towns on the periphery of the
cultural and musical life in the Principality/Kingdom of Serbia, i.e. Yugoslavia,
the absence of institutional organized music education was an elementary
professional obstacle for progress and substantial changes in the musical life
of the city.

Key words: Ni$, musical pedagogy, Czech musicians, Military School of Music,
private music schools
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B1COKOLLIKO/ICKO My3U4KO-Niegarolko obpasosame Ha KocoBy u MeTtoxuju
— Tpaguumja gyra yetupu geuenuje (1975 —2015)

Y paay ce roBOpY O BUCOKOLLKO/ICKOM MY3WMYKO-NeaarowkoMm obpasosarby
Ha KocoBy u MeToxuju y nepuoay o4 1975. 40 2015. rogmHe. Pasmatpa
Ce AjenatHoCT cTyaujckor nporpama Mysmyka negarorvja v aHaausupajy
NMpoMjeHe Koje cy obubexune pAo0cCagallltbM Mepuos MNoCTOojatba OBOr
CTYAMjCKOT MporpamMa, a Koje ce O4HOCE Ha: CTPYKTypy u Hasus (OnwrTa
My3uyKa negaroruja/My3udKka negaroruvja); HaCcTaBHE M/1aHOBE U MPOrpame;
3aCTYN/bEHOCT, Caap»aj M KAacMdUKaLMjy HACTaBHUX MpeaMeTa; HWMBO
cTyaupara (OCHOBHe/MarncTapcKke CTyauje); KOMMNeTeHLUMje U CTPYHHU Ha3uB
CTyseHaTa HAKOH 3aBpLlleHMX cTyauja (AunaomupanHu mysuuku nepgaror/
TeopeTnyap YMETHOCTM—MY3UYKM  regaror/AunioMmmMpann  TeopeTuyap
YMETHOCTU—MY3MYKM Nesaror). YKasyje ce Ha udyseTtaH gonpuHoc dakyateTa
yMeTHOCTM y [IpUWITMHK-3BEYaHy U CTyaujckor nporpama Mysumyka
negarorujay ocnocob/baBary CTPYYHOT Kagpa 3a pad Y OCHOBHUM U Cpef UM
onwTeobpasoBHUM U MY3UYKMM LLKO/1AMa.

KmyyHe pujeun: KocoBo n MeTtoxuja, PakynTeT ymeTHOCTU Y [pULLTUHK-

3BeYaHy, BMCOKOLUKO/ICKO MY3M4YKO o0bOpasoBare, CTYAMjCKM Mporpam
My3unyKa negaroruja, My3mMyku negaror
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Higher musical-pedagogical education in Kosovo and Metohija -
the tradition for four decades (1975-2015)

The paper talks about higher musical-pedagogical education in Kosovo and
Metohija during the period from 1975 to 2015. It discusses the activities
included in the study program in Music Pedagogy and analyzes the changes
that have marked the period of existence of this study program, in relation to:
structure and name (General Music Pedagogy /Music Pedagogy); curriculum;
representation, contents and classification of school subjects; level of study
(undergraduate/postgraduate studies); competences and professional titles
awardedto studentsafterthe completion of studies (Graduate music educator/
Art theorist—-music educator/Graduate art theorist-music educator). It points
to the outstanding contribution of the Faculty of Arts in Pristina—Zvecan and
the study program in Music Pedagogy to creating professional staff to work
in the primary and secondary general education schools and music schools.

Key words: Kosovo and Metohija, The Faculty of Arts in PriStina—Zvecan,
higher musical education, study program in Music Pedagogy, music educator
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