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INTRODUCTION

raditional Orthodox Serbian church chant, based on the older Greek,
Byzantine and Serbian church chant tradition, was set on its course at
the end of the eighteenth and the beginning of the nineteenth century. In
the history of Serbian church music this was a turning point to the new
period. After the Great Migrations of the Serbs to the Habsburg monarchy
(at the end of the seventeenth century), the musical tradition with Byzantine
basis and with the roots in the work of the brothers Cyril and Methodius
continued its living and gradually modified in the new cultural space.
Serbian, that is, Byzantine musical practice was ‘confronted” with the music
of Western Europe and Europeanized Russian church music. Among
the other influences, the diverse musical life in the new environment
encouraged ‘adaptation” to the European musical style. Nevertheless, the
need for preservation of the national identity and religious affiliation was
dominant among Serbs in the Austro-Hungarian Empire.!
During the nineteenth century traditional Serbian church chant was
cultivated among Serbs living in different geographical and cultural spaces
which used to belong to the two empires: Austro-Hungary and the Ottoman

1 Danica Petrovi¢, “Church Elements in Serbian Ritual Songs,” V Grazer Balkanologen Tagung 1973
(Graz: Grazer musikwissenschaftliche Arbeiten 1, 1975), 109-125; Danica Petrovi¢, ,, Cpricko autyprujcko
nojame u jepapxuja Kapaosauxe murponoanje.” In Tpu sexa Kapaosauxe mumponoauje 1713-2013 (Cpemckm
Kapaosiu 2013), 567-585; Predrag Dokovi¢, , Ilyresu Tpaguiiuje: o4 crapor Ka HOBUjeM CPIICKOM ITPKBEHOM
nojamy.” Caspemerno u mpaduyuonarro y mysuukom cmeaparammey (Vcrouno Capajeso: YHusepsurer y
Mcrounom Capajesy, Mysnuka akagemuja 2020), 63-86.
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Empire (today constituting different national countries). It flourished
primarily in the monasteries in Fruska Gora and in the seminaries and
secular schools in the territory of the Metropolitanate of Karlovci (Austro-
Hungary), but also among the Serbs who lived in the Ottoman Empire.
Serbian church chant was part of both the liturgical and the private life of
the Serbian people across different cultural and geopolitical frameworks.
This is documented in archival documents, as well as in newspapers,
correspondences and autobiographical works.>

For decades this chant was transmitted exclusively as an oral tradition.
It was written down for the first time in the mid-nineteenth century with the
encouragement of the Serbian Orthodox Church hierarchy, who recognised
the need to have the traditional melodies written down in musical notation
in order to ensure their preservation and to facilitate learning for the
younger generations. With the significant help of the Metropolitan of
Karlovci, later Serbian Patriarch Josif (Rajacic), as well as the Metropolitan
of Serbia Mihailo (Jovanovic), this work was undertaken by Kornelije
Stankovic (1831-1865), one of the first educated Serbian musicians. He wrote
down, at first place in unison form, the vast repertoire of the annual cycle
of liturgical hymns according to the singing of the nest church musicians,
singers from the monasteries of Karlovci and Fruska Gora.> During the
second half of the nineteenth and the twentieth centuries important music
collections were compiled by Stankovi¢’s younger followers, educated
composers, theologians, priests and laymen.* These collections ensured that
the melodies of the Serbian church chant from the two previous centuries
were standardized and preserved until the present day.

Audio recordings of traditional (unison) Serbian chant have an
especial value as authentic and unique testimony of this segment of the
Serbian musical heritage. This paper focuses on representative twentieth
century recordings of the Serbian church chant, many of which have been

2 Danica Petrovi¢, , Byanm u Ilemrra y ncropuju cpricke mysuke.” In Apyumsere nayxe o Cpouma
y Mabapckoj (Byanvmemra: CAHY, Cpricka camoympasa y Mabapckoj 2003), 55-66; Natasa Marjanovi¢,
Mysuxa y xusomy Cpoa y 19. sexy — us memoapcxe pustuuye (Hosu Cag — beorpaa: Maruna cpricka —
Mysukoaomku uacrutyt 2019).

3 In further stages of his work, Stankovi¢ harmonized greater part of the written melodies for mixed
choir. See: Danica Petrovi¢, ,Crankosuh — meaorpad cprckor mojama”, , /I3sopn u Hadeaa nsjama,” In:
Kopneanje Crankosuh, Cabpana deaa, Ocmozracnux (k. 3a, 36) (beorpas, Hosu Caa: Mysukoaomku
nuctutyT CpIicKe akajeMuje HaykKa M YMeTHOCTH, 3aBog 3a KyATypy Bojsogumne 2014), 15-18, 19-25;
Danica Petrovi¢, , ITpxsena mysuka y Cabpannm geanma Kopreanja Crankosuha: mososom obeaeskabparba
150-roaummmsuiie cMpti,” 36opnux Mamuue cpncke 3a cuericke ymemnocmu u mysuxy 53 (2015): 159-172 ;
Natasa Marjanovi¢, , Erhaltene einstimmige Aufzeichnungen des serbischen kirchlichen Volksgesangsaus
der Feder des Kornelije Stankovi¢,” In Theorie und Geschichte der Monodie, Band 7/2 (2014): 515-540; Natasa
Marjanovi¢, ,Gesangweisen des serbischen Kirchengesangs in melographischen Aufzeichnungen und
Harmonisierungen von Kornelije Stankovi¢,” In Theorie und Geschichte der Monodie, Band 9/1 (2018): 149—
187. A large multi-annual project on the preparation of the complete written music legacy in the Complete
Works of Kornelije Stankovi¢ (project lead and chief editor Prof. Dr. Danica Petrovic).

4 Petrovi¢, “Church Elements”; Danica Petrovi¢, ,Cpricka IjpkBeHa My3MKa Kao IpejMeT
MY3UKOAOIIKIX UCTpaXkuBama,” 30opHux Mamuue cpncxe 3a cuercke ymemmnocmu u mysuxy 15 (1995): 31-46.
Many of those collections testify to the version of Serbian chant specific to the tradition cherished among
the Serbian communities in the area north of the Danube, Sava and Drina rivers. As the term 'PreCani
Serbs’ (Precani) was used to distinguish Serbs from ’Serbia” and Serbs in the Habsburg/Austro-Hungary
monarchy, the term “precanski’ chant (precansko pojanje) is used to refer to the variant of traditional Serbian
chant from that area. Among its main characteristics are richly ornamented melodies and slower singing.
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published but that also include one large archival audio collection that has
not been known to the public until now. The chosen archival material allows
for numerous interpretations (given its varied origin and the circumstances
in which it was recorded). It is my choice to present the selected audio
recordings as examples of the style of church chant in Serbian churches and
monasteries at two points in time — first in the 1930s, and then in the second
half of the twentieth century. These material testimonies concerning the
living chant tradition allow us today to learn about Serbian church chant
and thus to bear witness to its survival as an intangible cultural heritage of
our times.

LAZAR LERA AND HIS CONSERVATORY OF SERBIAN CHURCH CHANT (1933)

The oldest known audio recordings of Serbian church chant were published
in 1933, under the title of “Conservatory of Serbian Church Chant”
(PacagHuk cprickor IpaBocAaBHOTI IIPKBeHOT Iojarba). The key participant
in this project was Lazar Lera (1885-1966), teacher and exceptional church
chanter, who had studied and practiced church chant at the very source of
this tradition, among the well-versed and respected chanters in Sremski
Karlovci, in Sombor with Dusan Kotur, and as a student of Radivoje Bikar,
who himself has studied with the Karlovci chanter Gerasim Petrovié¢.” In the
interwar period Lera was an active chanter in several Belgrade churches,
and especially noteworthy is his work as a chanter and teacher in Zemun
where in addition to his regular duties as the chanter at the Church of the
Holy Virgin (from 1933), he taught the basics of church chant to school
children. With the agreement of the Synod of the Serbian Orthodox church
and under the auspices of the Ministry of Education, she organised and led
a private school of Serbian church chant in Zemun.®

Together with Ceda Dimitrijevi¢, a well-known merchant from Pest,
and with two other chanters from Zemun, Lera worked on a pioneering
project to record the large corpus of the most important hymns from the
annual cycle of the liturgical repertoire of Serbian chant.” The main goal
of the project, called “Conservatory of Serbian Church Chant” (Pacaanuk
CPIICKOT IPaBOCJAaBHOI IIPKBEHOT II0jarba) was to enable those interested
in church chant to learn the basic chanting repertoire, and fundamental
chanting skills. Sponsored by Ceda Dimitrijevi¢, this edition was published
in Zagreb in 1933 at the Edison Bell Penkala publishing house, on 78rpm
records.® The collection contains 160 set hymns of the General chant, Festal

5 Konstantin Kosti¢, /3 npowrocmu Yuumencwe mixore y Combopy (Hosmu Cag, 1938), 134; Dimitrije
Stefanovi¢, ,Jazap Jepa (1885-1966). Ilpmaor ucropmju Mysudke Kyatype koa Cpba,” 36oprux Mamuue
cpncxe 3a dpyuimeserie Hayxe 50 (1968): 163-165; Predrag Miodrag, ,3namMennT mpodecopu IIpKBeHOT II0jarba
n autypruke y Kapaosaukoj murponoanju u borocaosuju.” In Tpu sexa Kapaosauie mumponoruje 1713-2013
(Cpemcku Kapaosnu 2013), 587-600.

6 Natasa Marjanovi¢, “3aocrasmtuna Zasapa Zlepe y Mysnkoaorkom nHCTuTyTYy CAHY —rpaba 3a
JCTOPUjy CPIICKOT LIPKBEHOT I10jarha, My3UuKe KyAType 1 ripocsete,” Temuuisapcru 30opnux 13 (2021): 30-31.
7 The chanters Dusan Lambrin and Dorde Parabudski sang several hymns for the edition.

8 The whole Yugoslav record industry in the period, up to the late 1950s, was located in Zagreb.

See: Naila Ceribasi¢, “Music as Recording, Music in Culture, and the Study of Early Recording Industry in
Ethnomusicology: A Take on Edison Bell Penkala”, IRASM 52 (2021): 323-354.
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chant, from the Octoechos and the memorial service.” The conception of
the collection was based on the basic liturgical units and adapted to the
educational purposes of the collection. The first group of hymns, from
the Liturgy, selections of hymns from the Vespers and festal troparia,
was intended for school children, while the more complex hymns from
the second part of the collection — hymns of the so called ‘great chant’
for the Liturgy, matins and vespers, Psalms and Resurrection troparia,
festal troparia, megalinaria and festal heirmoi were intended for adults,
i.e. for those who were more advanced in chanting skills.” Through these
recordings, as well as through writing down chant melodies in musical
notation, the so called ‘tailoring’ (krojenje), setting of the melodies, Lera
wanted to contribute to the formation of a correct and “uniform” chant."
Alongside numerous examples of the ‘small” church chant characterized by
syllabic melodies, the collection is especially interesting for its examples of
the elaborate so-called ‘great’ (richly melismatic) chant, whose preservation
was especially close to Lera’s heart.”?

These recordings, as well as numerous examples of church chant
that Lera had written down, are valuable testimonies to the Serbian
church chant tradition as it was cultivated in the territory of the former
Austro-Hungary (some melodies bear traces of local chant practices: ‘from
Novi Sad’, “from Sombor’, ‘from Karlovci’). The audio recordings of Lera’s
chanting are authentic examples of the so-called “precanska’ tradition of
Serbian church chant — the tradition present among the Serbs north (on
the other side from Serbia proper) of the Sava and the Danube. Future
studies of his interpretations could shed additional light on various
aspects of Lera’s personal style of chanting which was marked by notably
slow singing, very precise enunciation of text and recognisable metrical-
rhythmic frameworks specific to certain hymns, i.e. melodies.

In the interwar period, when the Conservatory was published,
Serbian church chant had ceased to be an obligatory subject in teacher
training colleges and state schools,”” which led to a significant drop in

9 Future answers to the questions about the flow and the method of work on the recording of the
Conservatory can certainly be found in Lera’s numerous handwritten music records and the works of his
predecessors and contemporaries.

10 Milica Andrejevic¢, ”3BydHM CHUMITU CPIICKOT IIPAaBOCAABHOT LPKBEHOT Mojama,” Céecke Mamutue
cpncke 45 (2006): 78.
11 The term "tailoring’ (in Serbian krojenje) means setting the melodies of the Modes of the Octoechos,

their specific melodic formulas in particular order, to the hymnographical texts. Concerning Lera’s view
of the importance of this chanting skill see: Lazar Lera, IIncmo mutponoanty Mutpodany, 3emys, 14.
aeriembap 1940, Apxus Mysukoaormkor nacruryra CAHY (Letter to metropolitan Mitrofan, Zemun, 14
December 1940, Archives of the Institute of Musicology, Serbian Academy of Sciences and Arts).

12 In the Serbian traditional liturgical music, ‘great chant’ is the term which appeared in the 19th
century, implying very melismatic melodies of certain liturgical hymns. Cf. Vesna Peno, “Great Chant in
Serbian Tradition — on the Examples of the Melody It is Truly Meet”, 36opHuk Mamuue cpncke 3a cuercke
ymemnocmu u mysuxy 40 (2009): 19-38; Natasa Marjanovi¢, “Great chant in the liturgical practice of the
Serbian Orthodox Church”, Crossroads — Greece as an intercultural pole of musical thought and creativity,
(Thessaloniki: Aristotle University of Thessaloniki, School of Music Studies, International Musicological
Society (I.M.S.), Regional Association for the Study of Music of the Balkans, 2013), 569-579; Natasa Dimi¢,
AcIIeKkTy BeAMKOT TI0jarha Y KOHTEeKCTY CpIICKe ITpaBOCJaBHe ITpKBeHe My3uKe, JOKTOPCKa AycepTariyja,
dakyarteT My3udake ymerHocry, beorpag 2015; Marjanovic, ”3aocrasmruna /Jasapa Zlepe”.

13 Cf. Petrovi¢ 1995; Danica Petrovi¢, “TpaanunmoHaAHO CPIICKO HAPOAHO IIPKBEHO Iojame y XX
Beky. IlyT Herosama, saMmparma, cTpajama 1 oOHaBsama,” Llpxea 2000 (beorpaa: Kaaenaap Cprcke
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numbers of skilled teachers and church chanters and made the Conservatory
an even more valuable instrument for individual study of church chant.
The new edition was also widely used for studying church chant in Serbian
monasteries, making its way first of all to many monasteries in Fruska Gora
and elsewhere in Serbia (at that time part of the Kingdom of Yugoslavia).
Particular documents testify that the publisher, Ceda Dimitrijevi¢, negotiated
distribution of the edition also in Split, Plasko, Sarajevo and Cetinje. The
importance of the recorded material was quickly recognised by the teachers
of church chant. Bishops Mitrofan Abramov, who himself was an excellent
and well-versed church chanter who took great care of the music education
of the monks and nuns,"* bought the Conservatory for to the students in the
monastic school in Visoki Decani monastery. At the beginning of the 1940s
the monks even acquired a specially selected gramophone to facilitate easier
study of the recorded hymns.

Lera’s edition attracted attention of the Serbian diaspora in the United
States, among whom there was also a significant interest in Serbian church
chant. Lera’s and Dimitrijevic¢’s correspondence with the general secretary
of the Serbian Singing Association in Detroit in the 1934 shows that the
importance of the new audio edition was fully recognised, especially in the
light of the Association’s main goals to facilitate preservation of the Serbian
language, music and tradition.”® Dimitrijevi¢ emphasised the fact that
Serbian choral church music had its roots precisely in the unison tradition
of church chant.”®

INDIVIDUAL PUBLISHED SERBIAN CHANTERS’ RECORDINGS (1974-2013)

The next audio editions of the Serbian chant were published only in the
last decades of the twentieth century. Recordings of chanting by Marko Ili¢,
deacon at the Orthodox Cathedral of the Archangel Michael in Belgrade
were published in the late 1970s in Germany."” He recorded the Beatitudes
and Troparia and Kontakia in all eight Modes. On the occasion of the 770th
anniversary of the autocephaly of the Serbian Orthodox Church protodeacons
Radomir Percevi¢ and Vlado Miki¢ recorded most of the hymns from the
Octoechos” followed by a selection of festal chants, as written down by

npapocaasHe narpujapiuje, 1999), 104-111.

14 Aleksej Arsenjev, ,Pycka emurpanuja u npkseso mojame y Cpouju: 1920-1970. roause.” 360pruix
Mamuue cpncxke 3a cyercke ymemnocmu u mysuxy 55 (2016): 132.
15 See: Krinka Vidakovi¢ Petrov, ,,¥10ora Cpricke rmpasocaaBHe IIpKBe Y OUyBarby KyATypHOT Hacaebha

ncesmennka y CAZA,” In: Ouysarve u sauwmuma xyamypro-ucmopujckoz nacaeha Cpbuje y urocmparicmsy (IV), yp.
Buaoje I'oay6osuh, ITerap ITetkosuh (beorpaa: VMucrutyT 3a mehyHapoaHy moauTuxy u npuspeay, 2012),
213-231.

16 Ceda Dimitrijevi¢, Letter to V. M. Lugonja, secretary of the Serbian Singing Association, Detroit
(Michigan, USA), 9 July 1934, The legacy of Petar Krsti¢, Archives of the Institute of Musicology, SASA;
Serbian Singing Association, Letter to Petar Krsti¢, Detroit (Michigan, USA), 16 August 1933, The legacy of
Petar Krsti¢, Archives of the Institute of Musicology, SASA.

17 Gesamtausgabe Serbischer Osmoglasnik (Blazena, Kondak, Prokimen) in kirchenslawischer
Sprache nach Stevan Stojanovi¢ Mokranjac zur Liturgie (Diakon Marko Ili¢) Tabor 7155, Ton-Archiv zum
Byzantinisch — Ostkirchlichen Ritus, Munich, 1974.

18 St. St. Mokranjac. Ocmozaacrux. Cpncko upkeeto nojaroe. Beueproe, jymperve u Aumypeuja (beorpaa,
3aapyra mpasocaasHor csermnTeHcTBa 1987[89]; 2000) (yp. Pase V. 3eaenosih).
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Stevan Mokranjac.” Occasional examples of the unison chant may also
be found on recordings of various choirs, together with examples of the
medieval church music and choral repertoire.”

Special and unique audio examples of the Serbian chant are the
recordings made by an exceptional chanter, Sava Vukovic, bishop of gumadij a,
during the last decades of the twentieth century. Bishop Sava had a depth of
knowledge, both practical and historical, about Serbian church chant, and
dedicated a great deal of his energy toits cultivation and promotion. He grew
up in the surroundings strongly influenced by the rich and vibrant heritage
of the Metropolitanate of Karlovci, which was especially felt in the orderly
structure of liturgical life and liturgical singing. He learnt church chant from
the best Karlovci chanters of that period, among whom were protopresbyter
Branko Cveji¢, who left one of the largest collections of Serbian church chant
written down in musical notation, and Damaskin (Grdanicki), Metropolitan
of Zagreb, a student of Stevan Mokranjac.”

Bishop Sava was dedicated to the study of Serbian church chant, and
during his student days and early career as a bishop, he often used to record
Metropolitan Damaskin in the Belgrade Cathedral and at the Patriarchate.”
Although he wholeheartedly supported the publication of church chant
in its written form, he taught church chant at the seminary of St Sava in
Belgrade without the use of written materials, relying primarily on the
audio recordings which he prepared for these lessons. The great importance
he attached to the availability and accessibility of the authentic recordings
is clearly demonstrated in his endeavour to publish the recordings of the
Vespers to St Sava sung by the clergy choir of Sumadija diocese (1980) —
the first published complete recording of a church service in Serbia. The
same choir later published also a selection of hymns for Christmas and
Theophany (1987).2

Serbian Chant in the Twentieth Century — the Chant Treasury of Bishop Dr
Sava (Vukovic), ed. Danica Petrovi¢, published by the Institute of Musicology
SASA in 2013 is a collection or recordings made by bishop Sava during the
1980s and 1990s, also for educational purposes — this time for his pupil
Nenad Ristovi¢, and for the sisterhood of Grnéarica monastery. The collection
contains examples of festal chant, hymns from the Menaion, Triodion and
Pentecostarion, as well as a selection of hymns from the Octoechos. The
melodies of most of the recorded hymns have not been written down in
musical notation before, and even those that exist in written-down form were
sung with some alterations to the “standardized” variants available in the
notational scripts by famous melographers of the Serbian church chant. In
addition to his outstanding knowledge of hymnography and his remarkable

19 For more about the recordings of the Octoechos according to Mokranjac see Romana Ribi¢, “Audio
recordings of hymns from the Octoechos as written down by Stevan Stojanovi¢ Mokranjac,” New Sound —
International Magazine for Music 43, 1 (2014): 22-36.

20 Andrejevi¢, ,3Byann cauMnu”, 76.

21 Nenad Ristovi¢, , Emuckor Casa Byxosuh n cpricko 1ipkseno mojame,” 36opnux Mamuue cpncke 3a
cuencxe ymemuocmu u mysuxy 48 (2013): 215-230.

22 Ibid, 220.

23 Ibid, 224.
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skill in setting melody to text (the so called ‘tailoring’ - krojenje) which always
took into account the theological and philological considerations of the text,
Nenad Ristovi¢ sees the exception quality of Bishop Sava’s interpretation
of the chant in the recognition of phrases, the skilful use of tempo changes,
dynamics, and the overall musical expression. He also emphasises the
significance of the influence of active choral singing and the experience of
a listener of classical music for the formation of a distinctive style of this
extraordinary church chanter.* The presented edition of the recordings
of Bishop Sava’s chant provides not only an exceptional example and an
important historical resource, but also a model for those who are learning
church chant and who see church music as a path for their own personal,
spiritual and musical growth.

ARCHIVE FIELD RECORDINGS (1970s, 1980s)

Extensive, mostly unknown to the public, recordings made as a part of
musicological field work represent another group of invaluable audio
testimonies of the live and dynamic tradition of Serbian church chant
during the twentieth century. During the 1970s and the 1980s, musicologists
from the Institute of Musicology, Serbian Academy of Sciences and Arts,
Dimitrije Stefanovic¢ and his colleague Danica Petrovi¢, recorded traditional
Serbian church chant in many Serbian monasteries. The recordings are
kept in the phonographic archives of the Institute of Musicology SASA. It
might be presumed that this collection is testimony to the preservation of
the authentic church chant practice in the centres of Serbian spiritual and
cultural life over the centuries.

Especially valuable are the recordings from Hungary (Szentendre,
Lovra, Eger, Pomaz, Mohacs), which confirm the continuity of the care for
church music heritage among the Serbs in the territory of former southern
Hungary (the area where the Serbs settled during the migrations in the
seventeenth century).” Equally important are the recordings from the
monasteries in Fruska Gora (St Petka, Ravanica), the spiritual centres of the
Serbs and the main dissemination points of knowledge of church chant
and practice during the eighteenth and nineteenth centuries. Together
with the numerous recordings made in the monasteries of central Serbia
(Studenica, Zi¢a, Velude, Naupara, Nikolje, Dunis, St Petka, Gornjak,
Manasija, Blagovestenje) and Ovcéar and Kablar region (Vavedenje,
Vaznesenje, Sretenje), the recordings from Bosnia and Herzegovina
(monastery Gomionica), Dalmatia, Croatia (Krka monastery) and Slavonia,
Croatia (Lepavina monastery), are especially interesting for comparative
research.”

24 Ibid, 221.

25 An addition to the important testimonies concerning Serbian church chant practice in the
territory of Hungary (Battonya and Magyarcsanad) can be found in audio recordings of several church
hymns made by composer and ethnomusicologist Tihomir Vujici¢ in 1958/59: http://vujicsics.zti.hu/sr/
zvucni-snimci/crkvene-pesme-srpsko-narodno-crkveno-pojanje/.

26 Similar recordings made among the Serbs in Romania might also be significant for further
comparative research. Valuable archival research conducted by Dejan Popov, engineer and excellent
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In most cases the chant was recorded in its authentic context, during
church services. The recordings contain festive vigils from monasteries,
vespers and matins, liturgies, memorial services (panihida) and
commemorations of patron saints, and sometimes include spiritual and
other traditional folk songs, which represent a specific form of folk music
tradition. All liturgical music is sung in Church Slavonic, the liturgical
language of the Serbian Orthodox Church, while a small number of non-
liturgical spiritual songs are sung in modern Serbian. In addition to the
audio recordings that bring to life the sound of church chant form over 50
years ago, segments of these recordings contain also valuable meta-data:
recorded (sometimes also notated) comments of the researchers doing field
work (Dimitrije Stefanovi¢, Danica Petrovic), information about the recorded
material, comments about various oral traditions, and conversations with
the singers/chanters and monks.

The most representative examples from the abundance of the
recorded material show a high level of chanting skills and musicality of the
chanters, many of whom were priests, monks and novices in monasteries.”
Very noticeable is good intonation (the singing from the monasteries of
Vavedenje, Vaznesenje, Nikolje and Naupara, for example), the great care
to carefully create a logical melodic phrase during the setting words to
melody, as well as the clear enunciation of the text (Ravanica, Vavedenje,
Vaznesenje) the correlation of the chosen tempo with the pace of the
monastic services (depending on their place in the church services, hymns
were faster and more dynamic or slower, etc.). Especially noteworthy and
interesting for this analysis are examples of the hymns, sung in two voices,
sometimes with the melody of the accompanying voice carefully thought
out and defined (the monasteries of Nikolje, Velu¢e, Gornjak). Equally
important are the example of the choral monastic singing as an authentic
illustration of the practice of choral chant entirely based on the traditional,
unison church chant. At the request of the nuns from the monastery of
Nikolje, composer and conductor Vojislav Ili¢, former seminary pupil and
especially dedicated to the field of Serbian church music, held, on his
frequent visits, choir rehearsals with the nuns to practice choral chanting
and even wrote simple choral arrangements of the traditional melodies.”

church chanter and dedicated researcher of Serbian church music and cultural history, especially among
the Serbs in Romania, reveals important information about the recordings of Serbian church chant. One
of the examples of exceptional importance for the comparative studies are the audio recordings that
testify to the preservation and cultivation of the so called ‘older melodies” (with a characteristic minor
third in the melodies of the second, fourth and sixth tones) among the older Serbian church chanters in
Pomorisje (historical area around Mures river, inhabited by Romanians, Serbs and Hungarians) who had
learnt church chant at the beginning of the twentieth century. Cf. Dejan Popov, ,OcobeHocTn rieBHIYKOT
rojarba y CpIICKUM IpkBaMa y Ilomopuriy — pesyatatu AocaJalllibiX TePeHCKMX M JOKyMeHTapHMX
ucTpaxusarma,” In Apad ipos speme, 6p. 17 (2017): 136-148.

For further comparative analyses, more detailed information about the whole collection of the recordings
made among Serbs in Romania will be needed.

27 Unfortunately, there are no detailed written documents about the singers on the recordings; only
their names are mentioned.
28 An exceptionally important source is the unique recording of the chanting of the nuns at Nikolje

monastery: Nikoljski Uskrs (Jugoton, Jugoslavija 1976).
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POSSIBILITIES THAT OPEN UP THANKS TO RECORDINGS

Detailed examination of the mentioned editions and archival phono
collection opens possibilities for research of the Serbian church chant
throughout the period in which the recordings were made, and more broadly
for a study of the development of the chant tradition among Serbs in the
mid to late twentieth century. Recordings of chant in its authentic setting,
during church services, will be especially important for future comparative
studies, providing the opportunity to focus on detailed analysis of the
liturgical repertoire, regional chanting practices, characteristics of local
variants of church chant and individual chanters or differences between
the monastic and the city practices etc. The characteristics of individual
recordings also present us with some questions of aesthetics of musical
performance: differences among the material recorded for education
purposes, studio recordings vs. field work recordings, facets of concert
performance of traditional church chant.” Another interesting topic of
study would be the study of characteristics of chant in female monasteries
in comparison to ‘male-led” church chant. Future research questions are also
discernible in the phenomenon of chant and migration, more precisely in
the role of church chant in shaping, understanding and preserving cultural
and spiritual identity.

The already-mentioned audio collections of church chant need to be
examined in the context of the socio-political circumstances in the twentieth
century, which had a strong influence on the preservation, cultivation and
survival of church chant — from the creation of the Kingdom of Serbs, Croats
and Slovenes (1918) which introduced new education laws and removed
church chant from the school curriculum, to the creation of the socialist
state and a period unfavourable for the preservation, but especially for the
study and performance, of religious musical heritage.” The aforementioned
archival material collected during field studies, as well as compiling and
editing sound publications, also sheds light on the role and the contribution
of individual researchers (Dimitrije Stefanovi¢, Danica Petrovi¢) to the
history of study of Serbian church music.

Opportunities arising from the use of the mentioned audio recordings
are numerous, not only for research, but also in publishing.’ Audio
recordings are inevitably linked to the other types of archival materials
(correspondences, notes from field work extremely important to complete
the metadata and to arrive at a broader picture of the recorded materials,
segments from the inheritance of well-known, but also lesser-known

29 Cf. Jerome F. Weber, “Liturgical reconstruction as reflected in recordings,” Historical Performance
(1991): 29-37.

30 Petrovi¢, , TpaauiinmonaaHo cpIicko HapoAHO IPKBEHO Iojarbe y XX BeKy”.

31 The original 78rpm records, the recording of the Conservatory of the Serbian Church Chant, as

well as most of the field work recordings here mentioned — done on magnetophones and tape players, have
been digitized as part of individual project of the Institute of Musicology SASA. Cf. Andrejevi¢, ,3Byunn
cunmin’; Marija Dumnié, Rastko Jakovljevi¢, ,Aurnraamsanuja rpabe ®onoapxmsa Mysukoaorkor
nacrutyta CAHY,” In @onoapxus Mysuiorouikoz uncmumyma CAHY: ucmopujexku ussopu y 0uzumainoj epu
(beorpaa: Mysukoaoniku naerutyt CAHY, 2014), 13-25; Marjanovi¢, ,,3aocrasiitnHa Jasapa ZJepe”.
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church chanters, composers and other individuals who contributed to
the preservation of traditional Serbian church chant). Future comparative
studies of historical recordings and current chant traditions based on new
field work in regions where the same chant tradition is preserved would
be of great interest. The information available from the metadata (chanters’
names, sometimes a year of birth etc.) could guide new research towards
the study of the activities of the “heirs” of the recorded chanters, that
would show the characteristics of today’s practice, with the goal of gaining
a better understanding of the dynamics of the tradition, specific changes in
the chanting tradition, repertoire, musical expression etc.

From the analytical, theoretical angle, the more frequent editions of
different church music traditions over the last five decades were studied
with a focus on the relation between the recording and the actual liturgical
musical repertoire.” It was noticed that on the one hand the recordings
could be seen as a reconstruction of the liturgical musical sequence and a
unique display of the liturgical repertoire current at a certain point, while
on the other side these recordings have the potential to become a model
for an authentic presentation of the liturgical music in different contexts. It
was possible to conclude that the revitalization of the older music through
audio recordings, i.e. through the process of recording itself, may have
influence especially on performing practice itself. As invaluable musical
testimonies, the recordings I have presented in this paper also become a
key that can unlock the path towards historically informed performance,
i.e. historical interpretation.®

Last but not least, the publications of the selection of representative
archival recordings is the precondition that will enable the wider public
to access these examples of church chant, and support the preservation
of Serbian church chant as an unique cultural heritage. Considering that
teaching of Serbian church chant in our surroundings is still primarily
dependent on oral methods and oral traditions, despite a number of
valuable, written musical sources, it is certain that wider accessibility of
the recordings of the church chant would increase their didactic potential.
These recordings open numerous options to become acquainted, study,
learn and pass on this oral musical tradition.

UNESCO POINT OF VIEW

Over thelast decade, referring to the UNESCO-defined concept, ethnological
and anthropological studies have increased their focus on the importance of
music as an intangible cultural heritage. Although the basic characteristics

32 Weber, “Liturgical reconstruction” (1991): 29.

33 This term is used from the end of the 20th century, mostly in the domain of the repertoire of
the early music, (considering the music of pre-classical periods) and refers to the idea of ‘authenticity’,
‘authentical’” performance, based on study of historical evidence, old manuscripts, treatises, surviving
authentic sources, etc. Predrag Dokovi¢, YTuriaj esporickor mokpera 3a paHy My3IKy Ha U3BODauKy ITpakcy
y Cpbuju, AoKTOpcKa aucepTanuja, pykormc, PakyaTeT My3udke yMeTHOCTY, YHUBep3utet y beorpaay,
2016, 8, 38. See also: Jerome F. Weber, “A Century of Chant Recordings.” In Calculemus et Cantemus, Towards
a Reconstruction of Mozarabic Chant, ed. Geert Maessen, Gregoriana (Amsterdam 2015), 119-136.
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of music are deemed intangible phenomena, it is emphasized that music has
a concrete role in the description, interpretation and evaluation of different
cultures, given that the specific forms of music are considered defining
characteristic of the identity of a certain community. Music is defined as
an intangible cultural heritage given the crucial role of the experience of
the individual, a specific group or a community, as a form of a ‘shared
experience’.**

A fundamental basis for the assessment of the Serbian Church Chant
as an intangible cultural heritage is offered by the definitions which
recognize intangible cultural heritage in the oral tradition, language, songs,
traditional music, and according to which it is ‘dynamic and vital heritage,
a form of national property’,

‘(-..) a living heritage which is happening in the present (...) It does not
just represent inherited traditions, but more importantly their modern
manifestations, those that above all play an important role in the everyday
or celebratory-religious life of a community that recognizes them as a part
of their own cultural identity, traditions that have a living function in the
lives of their heirs/guardians’.?

Some of the most important stipulations of the UNESCO Convention
specify that: certain cultural practices are recognised as intangible cultural
heritage by the communities, groups and individuals who practise them;
these traditions have been transmitted and at the same time adapted to
new cultural, historical and societal changes over several generations;
this heritage is an anchor for the identity and the cultural uniqueness
of its creators and bearers, and an implicit condition of ‘authenticity’.*® It
is emphasised that an important role in preserving intangible cultural
heritage is played by the nation state, but also by the community as creator,
bearer, promoter and transmitter that recreates, but also shapes a certain
heritage. It is also very important to mention that these communities are
not necessarily tied to a specific territory, but they have to be ‘actively
participating in the identification and defining of their own intangible
cultural heritage, as well as its direction’.” Under “preservation’ UNESCO
understands a wider spectrum of practices that ensure the ‘“usability” of
intangible cultural heritage such as: identification, documenting, research,
protection, promotion, appraisal, transmission through formal and
informal education and revitalisation of various aspects of such heritage
(UNESCO 2003 [2010], § 2(3)).

The already-mentioned recordings provide testimony of a live,
vibrant tradition of Serbian church chant which has been preserved, mostly

34 Cf. Marija Ristivojevi¢, ,Muzika kao nematerijalno kulturno naslede,” Antropologija 14 (2014): 135-
142; Ronald J. Inawat, “Music as Cultural Heritage: Analysis of the Means of Preventing the Exploitation of
Intangible Cultural Heritage.” The John Marshall Review of Intellectual Property Law 14 (2015): 228-248.

35 Jelena Todorovi¢, , Pasymesarme HeMaTepujaaHOT KyATypHOT Hacaeba,” Hemamepujarto kyamypiio
Hacaehe 1 (2011): 76-79.

36 Federico Lenzerini, “Intangible Cultural Heritage: The Living Culture of Peoples,” The European
Journal of International Law 22 (1) (2011): 101-120.

37 Entoni Kraus, ,Konvencija o zastiti nematerijalnog kulturnog nasleda iz 2003. godine: izazovi i
perspektive,” Nematerijalno kulturno naslede 1 (2011): 10-14.
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orally, until the present day in recognizable variants. In reference to the
stipulations of the UNESCO convention, they are important as an indicator
of the activity and engagement of the individuals (chanters) and groups, as
well as (monastic) communities, but also communities of faithful people,
laymen who sing together during the services and in their daily practice
care for and preserve the Serbian Church Chant as a cultural heritage.

It is precisely this caring attitude towards the heritage that represents
one of the more important criteria for the collective understanding and
valorization of national identity.” Active preservation of the traditional
Serbian church chant is a “reflection of the collective identity, based on the
common feelings and the perception of continuity between the generations,
where cultural meaning circulates through interaction, as a sum of common
values and experiences”.*

The importance of traditional church chant as a part of Serbian
spiritual and cultural identity is reinforced by the fact that it lives in its
traditional form in the liturgical practice of the Serbian Orthodox Church
both in Serbia, and around the world, wherever the Serbian Church has
parishes and holds services, in Europe, North America and Australia.*’
Worth mentioning are the music collections with Serbian church chant
hymns, as written down by Serbian musicians, but with the texts translated
into English or German language, for the needs to the Serbian diaspora.*
In order to preserve their cultural, ethnical and national identity, the
Serbian diaspora is very active not only in its endeavours to maintain
language, traditional customs, songs and dances, but also to learn and
preserve traditional church chant through foundation of parish choirs, who
primarily sing at the church services, but also give concerts and participate
in other cultural programmes.*

In addition to its primary, liturgical context, over the last decades
the traditional Serbian chant has frequently been found in the repertoire
of different ensembles and performed on concerts. Serbian choral church
music, based on unison Serbian chant, is also a testimonial regrding specific
ways in which this tradition has been maintained.* Serbian traditional
church chant has been the topic of numerous musicological, theological,
sociological, anthropological and culturological studies.

38 Ljiljana Rogac Mijatovi¢, “Hanmonaano mamherme xao HemaTepujaaHo KyaTypHo Hacaebe,” In
Ouyearve u saumuma Kyamypro-ucmopujckoz nacaeha Cpouje y urnocmparcmsy (IV), yp. Bugoje l'oay6osuh,
ITerap Iletkosrh (Beorpaa: VMuctutyT 3a Mmebynapoany moantuxy u mpuspeay 2012), 168.

39 Antoni Smit, Hayuonarnu udenmumem (beorpaa: bubanoreka XX sex. 2010); Rogac¢ Mijatovié
,Hanmnonaano namheme”, 171.
40 Cf. Marina Mitri¢, “Yaora u 3Ha4aj KyATYpHO-YMETHMYKMX ApyINTaBa U APYTUX CPOAHMX

yApy>Xerba y odyBamby eTHUYKOT udeHturera Cpba y muocrpanctsy,” In Ouysarve u saumuma KyAmypHo-
ucmopujcroz nacaeha Cpbuje y unocmparcmsy (IV), yp. Buaoje I'oaybosuh, Ilerap Iletkosuh (beorpaa:
VucrutyT 3a MmehynapoaHy moantuky u npuspeay 2012), 458-474.

41 Nikola Resanovié, Anthology of Serbian Chant (Notni zbornik) — with English text — Based on
transcriptions of Mokranjac, Baracki, Lastavica, Cuvejié, Stankovi¢ and Kozobari¢ (Serbian Orthodox Church in
the USA & Canada, Central Church Liturgical Music Committee 2005).

42 Vidakovi¢ Petrov, ”Yaora Cpricke nmpasocaasHe 1jpkse”, 224, 225.

43 Bogdan Dakovi¢, “Hosuja 3ByyHa m3jara CpIicKe AyXOBHe XOpcke Mysuke,” 30opruk Mamuue
cpncke 3a cuercke ymemuocmu u mysuxy 2627 (2000): 217-221; “Pojava novih zvucnih izdanja pravoslavne
duhovne muzike kao odraz danasnjeg stanja ovog zanra u nas,” In Muzika i mediji, ur. Vesna Miki¢, Tatjana
Markovié, (Beograd: Signature, Fakultet muzicke umetnosti 2004): 212-231.
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CONCLUSION

Even today the oral tradition has a strong impact on the process of learning
traditional music heritage, while on the other hand modern technologies
(audio recording, digitized music collections, the possibility of a rapid
reproduction of the printed music as well as of the recorded sound) open
numerous new opportunities for the advancement of the methods of
learning and preserving oral traditions. The increasingly easy ways to
distribute audio recordings to the wider public in themselves represent an
interesting phenomenon, which merits a separate study with a focus on
the already mentioned challenge of conservation and revitalisation, but
also the aesthetics of the intangible cultural heritage. New developments
in the field of ethnomusicology point out additionally the importance of
the preservation of audio and audio-visual materials during the processes
of documenting, according to the UNESCO’s basic concept, the intangible
cultural heritage of Serbia. The high value of archival recordings for research,
presentation, study and the revitalization of music traditions considered
as intangible cultural heritage has also been emphasized. Noted especially
was the importance of published audio material for the perception of the
concrete element of the heritage among researchers, performers and the
members of local communities.**

The archival audio recordings that have been introduced in this paper
present a source with large potential. Analysis, and especially the wider
accessibility of these audio collections, which would make them available
to the general public, would undoubtedly have a positive impact on the
assessment and evaluation, promotion and revitalisation of the traditional
church chant as one of the pillars of Serbian religious, cultural and national
identity, and on its place in the wider context of the cultural and church
music history.
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