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producing miscellaneous collections. In the process of the oral transmission of the melo-
dies belonging to the so-called short chant (i. e. less melismatic chant), hymns of the
Osmoglasnik (Octoechos) serve as a basis for krojenje (literally: tailoring), which means
the adaptation of the melody to a text. Since the procedure of krojenje involves simultane-
ously detaching Osmoglasnik melodies from their original texts and attaching them to the
texts from other liturgical books without notation and realized orally, improvisation is an
inherent feature of the krojenje process. Improvisation is an integral part of the creative
procedure during the act of performing, even in cases when the musical work is not alto-
gether created by improvisation, as is the case with hymns of contemporary Serbian chant.
The relation between krojenje and certain levels of creation, initiated our interdisciplinary
— musicological and psychological — research, with the aim of determining the structure
of the improvisational process in shaping the melodies in Serbian chant, based on the
analysis and application of musical-cognitive structural models.

Keywords: Serbian chant, Osmoglasnik, Octoechos, krojenje, structural cognitive models
of improvisation, musicology, cognitive psychology of music, interdisciplinarity

This article presents research that assumes an interdisciplinary perspective
in an attempt to understand and explain the structural cognitive mechanisms that
lie at the root of a very specific performing field, Serbian Orthodox Church chant,
and that is the process of krojenje. It endeavours to arrive at answers joining the
strength of two scientific areas of close research interest, namely musicology and
the cognitive psychology of music. This work thus represents another example
of a continual multidisciplinary integration into scientific research, where mu-
sicologists, musicians and psychologists (and other scientists) work together in
equal partnerships so that each would greatly benefit from it,? with the aim of in-
tegrating strengths in order to reach a deeper understanding of musical phenom-
enon.? The phenomenon of musical thinking itself is directly or indirectly one of
the fundamental problems encountered in musicological research, while at the
same time being the subject of research in the cognitive psychology of music.*
So, cognitive processes are the special, common or ‘overlapping’ point or the
point of closely connected or intertwined competences of these two sciences.’

2 Cf. Adam Ockelford, “Beyond Music Psychology”, in: Susan Hallam, Ian Cross, Michael
Thaut (eds.), The Oxford Handbook of Music Psychology, New York, Oxford University
Press, 2009, 539.

3 Tijana Popovié¢ Mladjenovié, Blanka Bogunovié, “On Interdisciplinarity in the Stud-
ies of Musical Phenomena in Interdisciplinary Approach to Music”, in: Tijana Popovié
Mladjenovi¢, Blanka Bogunovié, Ivana Perkovi¢, Interdisciplinary Approach to Music: Lis-
tening, Performing, Composing, Belgrade, Faculty of Music, 2014, 18.

4 Ibid., 11-12.

3 Ibid., 12.
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The aim of this research is to investigate whether structural cognitive mod-
els of the improvisation process could be used in order to understand and explain
Serbain chant singing performed by psalts. We intend to show that the procedure
of krojenje is based on the established principles of improvisation and to deter-
mine cognitive models that could give an appropriate framework for explain-
ing the processes that unfold during the psalt’s singing. As research methods
we used relevant music analysis of a sample of Serbian chant example where
krojenje occurred, as well as the interpretation of some of their psychological
aspects by applying existing cognitive structural models of improvisation.

Our study is focused on the procedurality of krojenje, but this process is
considered on the basis of the existing melographic records of Serbian chant,
which constitute the outcomes of the already finalised acts of krojenje. In other
words, the procedure of krojenje is considered by focusing on the result, based
on the analysis of the process itself. As examples of Serbian chant that represent
the process of krojenje, we used the hymns of Srbljak,® written down in the first
half of the 20" century by archpriest Branko Cveji¢ (1882-1951), who was a
well known Serbian psalt in the Serbian Orthodox tradition.

Serbian Chant and the Aspect of Improvisation in a Process of krojenje

The fact that the melodies from the Osmoglasnik (Octoechos) represent the
dominant basis for krojenje in Serbian church singing practice is derived from
the significance of the hymns of the Osmoglasnik in the Orthodox ritual context:
they are repeated multiple times during the church year, thus enabling psalts to
remember tunes easily. Although a number of texts from various service books
have been written down in notation form,’ the daily usage of anthologies of
church melodies is still not customary in the liturgical practice of the Serbian
Orthodox Church. Instead, psalts sing melodies that belong to different church
modes, by heart. The necessity of dealing skillfully with the complex order of
performing songs from different service books, which are used alternately dur-
ing the service, is one of the reasons why psalts mostly do not sing from notated
sources. Instead, in shaping liturgical texts musically, they rely on the process of
krojenje in whose essence one can recognize the improvisation principle.

6 Srbljak is a church service book that contains the services to Serbian saints and their biog-
raphies, arranged by the months and days of the church year. It had great significance for the
preservation and dissemination of the centuries-long tradition of Serbian saints’ cults. The
hymns of the Srbljak belong to the group of Serbian church songs that are subjected to the
principles of krojenje. Cf. Mapuna Mapxkosuh, [lecue Cpomaka y jeOHocnacuum 3anucuma
cpnckux menoepagha, beorpan, Curnarype, 2006, 9.

7 The first records of Serbian chant, which were made using modern musical notation, origi-
nate from the second half of the 19" century.
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Cognitive Structural Models of Improvisation

Improvisation is an act of spontaneous and flexible creativity, which takes
place within the limits imposed not only by conventions but also by implicit
rules, thus making improvisation an organized totality that is both understand-
able and interesting.® Therefore, it is often emphasized that, unlike composition,
improvisation must function right away, resisting gradual shaping and refining.
According to John Sloboda, the essential difference between composition and
improvisation lies in the fact that the composer selects the best solution from
many different solutions available to him, whereas the improviser uses the first
solution at hand, which often does not have to be the best one.” However, as
emphasized by John Sloboda, previously acquired knowledge and experience al-
ways enable a talented, competent and well-trained performer to find acceptable
solutions that will fill in the framework.!”

The musicological point of view emphasizes in the first place the implicit-
ness of activity which unfolds without preparation in a process of improvising,
1. e. activity which represents the existential situation unprepared, unpredictable
and irreversible participation in a singular individual occurrence of music.!' In
other words, the performativity of music, its ‘live occurrence’, as well as the
very act of performing and the impossibility of its ‘live’ reversibility, are under-
stood as prerequisities for improvising.'?

Numerous investigations into the cognitive aspects of improvisation are
geared toward the identification of the rules on the basis of which objective pre-
sentation (the adopted musical text or auditory presentation of sensory data in
the form of sets of hierarchically, differently organized groups of tones, in terms
of shaping, motifs, themes or phrases, etc.) is translated into a subjective mental
representation and its creative superstructure that enjoys varying degrees of free-
dom.'? The attention of researchers is hence directed to the principles on which
different ‘input — output’ models of improvisation as a form of music experience

8 Cf. Aaron Berkowitz, The Improvising Mind: Cognition and Creativity in the Musical Mo-
ment, New York, Oxford Univeristy Press Inc., 2010, 1-2.
9 Cf. Ksenija Rado$, Psihologija muzike, Beograd, Zavod za udzbenike, 2010, 216.

10 Cf. John A. Sloboda, The Musical Mind: The Cognitive Psychology of Music, New York,
Oxford University Press Inc., 1987, 149.

I Cf. Tijana Popovié¢ Mladenovié, “Improvisation as a Call for Communication”, New Sound
— International Magazine for Music, 32, 2009, 16.

12 Ibid.
13 Cf. Ksenija Rados, op. cit., 2010, 141-142.
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are based, and therefore also towards the description of basic operations which
represent the cognitive basis of the improvisation process.!'*

An attempt to formulate and confirm the regularities on which the psycho-
logical aspects of the improvisation process are based, has resulted in the emer-
gence of a certain number of the relevant cognitive models of the improvisation
process. All of them take into account the fact that the result of improvisation is
the direct product of a spontaneous creative impulse, thus having an individual
creative touch. At the same time, it is determined by both, temporal and stylistic
limitations or, in other words, it is limited by acquired musical knowledge.

The knowledge one uses, as an unavoidable starting point in a process of
improvising, should be encoded in procedural (know-how-to), rather than de-
clarative (know-about) form.!> The reasons for this mostly have to do with the
speed of cognitive improvisational processes, concerning the fact that it is tak-
ing place in real time. Namely, declarative knowledge is generally applicable,
but slow: it must be interpreted in order to be used. Procedural knowledge, on
the other hand, is recoded into a tighter, more efficient form, to be used quickly
enough, but must also make use of the implicit knowledge of musical structure
in order to make their in-the-moment compositions coherent and stylistically ap-
propriate.'® Improvisation therefore implies a certain music knowledge encoded
in procedural form, so that the demand for speedy action is fulfilled, but it also
requires knowledge about musical structure to be applied, so that the musical
piece shaped by improvisation is coherent and performed in the manner of the
appropriate style, and is therefore recognizable, and respectively understandable
to the public. Accordingly, the important element in the process of improvis-
ing is a balance between using the procedural form and stylistically determined
structural units from previous knowledge, on the one side and the application of
newly generated procedures and new musical material, respectively new combi-
nations of the existing factors of musical structure, on the other. An improvised
musical flow, therefore, is not self originated; it assumes the existence of certain

14 The cognitive process assumes a chain of time limited operations, which present separate
stages (levels), hence, by using so-called, cognitive elaboration of data, the intention is to
define processes going on during subsequent stages, i.e. between input and output. In or-
der to genaralize experimental findings, the cognitive elaboration of data creates structural
models of a certain cognitive process: it describes more simple operations and their mutual
relations. The basics of the cognitive elaboration of data approach could be represented by
analogy with computer processing. Cf. Ksenija Rados, op. cit.,139.

15 Cf. Richard Ashley, “Musical Improvisation”, in: Susan Hallam, Ian Cross, Michael Thaut
(eds), The Oxford Handbook of Music Psychology, New York, Oxford University Press,
2009, 414.

16 Thid.
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personal clichés, typical of the improviser, so that the novelty of his/her product
depends in the first place, on a broadness of the spectrum of known patterns,
and then on the degree of transformation during performance, which brings an
individual creative character.!” Related to this, Aaron Berkowitz points out that
certain rules and constraints determined by style converted into the practice of
music improvisation, allow unlimited possibilities of operating and indicate an
analogy with the possibility of shaping an unlimited number of sentences on the
basis of the limited number of words (lexic) and the limited number of gram-
matical rules (syntax) in language.'® Berkowitz refers to this phenomenon as
isolated infinity and emphasizes that in music, as in language, limitations of
different provenance form the basis for communication between performer and
public (in the case of language it is a matter of communication between speaker
and listeners).!” As for Sloboda, the existing knowledge forms mental schemata,
which he calls superordinate plans or mental representations. Their role is to as-
similate and transform new data, respectively to generate clusters of new infor-
mation, which will be integrated into the individual cognitive construct.?

One of the models of referent-based improvisation, whose authors are Mil-
man Parry and Albert Lord, was founded as the result of their research in the field
of folklore and its peculiar oral tradition in shaping and transmitting (folk) litera-
ture, and has been developed on the basis of their study of the Homeric epics and
oral epic traditions of the peoples constituting the former Yugoslavia.?! Accord-
ing to this model, the performer creates a new poetic product whenever he per-
forms it. In so doing, he selects its constituent elements from a corpus of themes
and group of so-called formulae, while at the same time using the appropriate
composition technique, based on the repetition of the selected units. Formulae
represent fundamental semantic entities consisting of a group of words, used reg-
ularly within the limits of the identical metrical circumstances in order to express
the given basic idea that has its own metric, syntactic and acoustic dimensions.??

17 Cf. Hazel Smith, Roger Dean, Improvisation, Hypermedia and the Arts since 1945,
Amsterdam, OPA, 1997, 29.

18 Cf. Aaron Berkowitz, op. cit., 3.

19 Tbid.

20 Cf. David J. Hargreaves, The Developmental Psychology of Music, New York, Cambridge
University Press, 1986. 151.

2L Cf. Jeff Pressing, “Improvisation: Metods and Models: Oral Traditions and Folklore”, in:
John A. Sloboda (ed.), Generative Processes in Music: The Psychology of Performance, Im-
provisation and Composition, New York, Oxford University Press, 1988, 146.

22 For example, the performer may dispose of a set of formulae, depicting dawn. However,
in order to depict the part of the plot occurring at dawn, he will select the formula that best
corresponds not only to his own aesthetic criteria and the given context, but also to the
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On the other hand, themes are defined as types of events, described by means of
formulae and are characteristic of a multitude of different poems.?

By selecting more or less similar formulae from the repertoire and combin-
ing them in different ways, an experienced performer creates a new version of a
known epic poem in real time or, in other words, he improvises. Consequently,
there is no absolutely fixed version of a poetic work; each performance repre-
sents a new product shaped in such a way that it corresponds to the essentially
unrepeatable performative situation.

The significance of the Parry-Lord model also lies in the fact that its appli-
cation is not limited to a literature that has been created and transmitted orally.
It is also applicable in the field of music, including different musical genres to
which improvisation is immanent. The music structure based on combining the
units taken from a rich corpus of melodic patterns that have been preserved and
transmitted orally over the centuries, characterizes, for example, works in the
tradition of the Persian radif, but can also be found in the musical heritage of
Ghana.?* There are opinions that Gregorian chant was also created and transmit-
ted in the same manner as epic poetry.?’ The existence of a corpus of patterns,
which are transformed in the course of performance to varying degrees and in
different ways, is also characteristic of improvisation in jazz music.

While speaking about the interrelationships of structural elements in the im-
provisation process within his own musical improvisation model, Eric Clarke
points out that the organization of structural events in the course of improvisa-
tion is achieved according to three principles:

a) Hierarchical principle, when an element forms part of a multilayered

structure, which is partially known and partially developed in the course
of performance;

global metrical organisation of the performed song. Cf. John Sloboda, op. cit., 141.

23 Those are, for example, the session of the war council, arming of warriors, return of he-
roes after a disaster, etc. Ibid.

24 Cf. Jeff Pressing, op. cit., 146.

23 The Parry-Lord model experienced many upgrades in the field of research into the vari-
ous traditions of church music in the last fifty years, especially in the works of Leo Treitler,
Peter Jeffery, Regina Randhofer and Theodore Carp. The issues of orality in Serbian chant,
discussed from the standpoint of Walter Ong’s theory of orality, are one of the main research
interests of Ivana Perkovi¢. Cf. Ivana Perkovié,“Serbian Chant on the Threshold: the Dia-
logue between Orality and Literacy”, in: Laura Vasiliu et al. (eds.), Musical Romania and
the Neighbouring Cultures. Traditions — Influences — Identities, Frankfurt am Mein, Peter
Lang, 2014, 81-87; Ivana Perkovi¢, “The Written-Oral Paradigm in the Transcriptions of
Church Music of Stevan Stojanovi¢ Mokranjac”, New Sound — International Magazine for
Music, 2014, 44/11, 133-142.
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b) Associative principle, when each new event is derived from the previous

sequence by the forward transfer of information; and

c¢) The selection of a certain number of elements from the performer’s rep-

ertoire, with a varying degree of relatedness between selections, which
represents the principle equivalent to the Parry-Lord improvisation mod-
el in a broader sense.

The author points out that these three principles are often interrelated, which
contributes to the quality of improvisation.?

In his information-based model of musical improvisation, Jeff Pressing ex-
plains the improvisation process by means of a closed-loop theory. In contrast to
an open-loop theory, it includes the process of obtaining return information about
the accuracy, quality and effect of the performed, so-called feedback, which oc-
curs simultaneously with the musical performance, in addition to sensor input,
that is, the adoption of musical entities relevant for the current act of improvisa-
tion, cognitive processing of perceived data and motor output, presented during
the improvisation process.?” Apart from enabling a peculiar overseeing of some-
thing that occurs in the course of improvisation and thus the detection, that is,
correction of errors in the current performative situation, feedback functions over
the long term as a cognitive mechanism for decision making concerning the se-
lection of structural elements or, more exactly, the method for shaping the musi-
cal flow and its interpretation. Therefore, it can be considered the key component
of the creative aspect of musical improvisation as a whole.?® Pressing’s model is
based on an analogy with computer-based processing and perceives improvisa-
tion as the process of solving a succession of problems. Since this process is con-
nected with a specific temporal continuum, it is segmented in a set of temporal
points representing the moments of decision making concerning the selection
of musical entities, formal procedures and performing methods. Pressing points
out that improvisation implies enhanced attention to the specified structural and
performative parameters of a piece of music. However, as a result of gaining
improvisation experience, controlled processing gives way to automatic motor
processing, which contributes to the quality and integration of the newly created
musical product.?” Automatism is, therefore always appropriate in cases when
performed actions are precisely coordinated with the demands of a task. Con-

26 Cf. Eric F. Clarke, “Generative Principles in Music Performance®, in: John A. Sloboda
(ed.), Generative Processes in Music: The Psychology of Performance, Improvisation
and Composition, New York, Oxford University Press, 1988, 135.

27 Cf. Jeff Pressing, op. cit., 135.
28 Ibid.
2 Cf. Jeff Pressing, op. cit., 150.
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sidering that they are often the result of the individual choice of the performer
himself/herself, automatism in improvisation occurs often in a free, as well as in
a structured context.>

Process of krojenje and Cognitive Structural Models of Improvisation

As the fundamental principle of shaping songs in Serbian church singing
practice, on which psalts rely during a ritual (consequently, in real time and with
temporal limitations!), krojenje not only points to the problem concerning the
degree of preservation of the basic musical characteristics of melodies from the
Osmoglasnik in the complex process of adaptation to new texts, but also raises
the question of their determination by the improvisational aspect being inherent
to the aforementioned process.

Analogously to the notion of theme in epic poetry, defined by the already
described Parry-Lord improvisation model, each mode in Serbian chant repre-
sents a peculiar melodic type, which implies the existence of a group of me-
lodic sections, with one characteristic formula within each of them. A group of
melodic phrases encompassed by a specified church mode can be regarded as a
corpus of musical entities from which the psalt selects the constituent elements
for shaping a melody and harmonizing it with the selected text. One result of
this process is shown in Example 1.3!

Like a textual formula in an epic poem, a melodic formula in a church melo-
dy represents the basic semantic unit, but also functions as the key identification
element of a specified melodic section, that is, church mode to which a given
musical phrase belongs, since it is conceived as a “melodic or melodic-rhyth-
mic model, which is repeated unchanged or partly varies during the melody.”*?
The aspect of regularity of using a melodic formula in Serbian chant, which is
reflected in its consistent connection to the same melodic section, that is, one
church mode, is equivalent to the content and metric contextualization of the
formula having a specified meaning in epic poetry.

30 Ibid.

31 In accordance with the adopted analytical methodology, the sections in Serbian chant mel-
odies are designated alphabetically: ABC...F (final section). If the final section represents
the established variant of one of the existing melodic phrases, its designation is given in
parentheses. In notational examples the place within each section where the characteristic
formula begins, is designated by an arrow. Cf. lIsana IlepkoBuh Pamak, Mysuka cpnckoe Oc-
moenacnuka usmely 1850. u 1914. cooune, beorpan, @akynrer My3udke ymeTHoCcTH, 2004,
30-42.

32 Cf. Wpana Ilepkosuh, ,,CpogHoct mmacoBa cprickor OcMormacHuKa®, y: Mumiko

lysakoBuh (yp.), U3yzemnocm u canocmojarve: V melhynapoonu cumnosujym ,,Qonxiop —
Mysuxa — [eno*, beorpan, @akynTer My3uuke yMeTHOCTH, 1997, 69.
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Ex. 1: Srbljak: Service to St Stefan Stiljanovic’, Sticheron at “Lord, I have cried”, No. 2,
1t Mode??, Musical form of the hymn
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3 Cf. Bpanxo Llsejuh, Kaprosauxo nojawe: Cpébmax, beorpan, 1970, 8-9. Published by
Dimitrije Stefanovié, Collaborator of the Institute of Musicology in Belgrade, with the help
of subscribers. On CD this example is sung by the Student’s Choir of the Orthodox Theo-
logical Faculty in Belgrade. The same sticheron is melodically shaped by the contemporary
Serbian psalts too, who are trained in church singing in various local theological schools.
These are: Vladimir Anti¢ (b. 1984 — Seminary of St Arsenius in Sremski Karlovci), Mladen
Andreji¢ (b. 1993 — Seminary of St Arsenius in Sremski Karlovci), Bozidar M. Vasiljevi¢ (b.
1995 — Seminary of St Sava in Belgrade/), Miljan Kocanovié¢ (b. 1994 — Seminary of St Sava
in Belgrade), Milorad Deli¢ (b. 1989 — Prizren Seminary of St Cyril and Methodius in Nis),
and Aleksandar Artukov (b. 1994 — Prizren Seminary of St Cyril and Methodius in Nis).
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The formula represents the fixed part of a melodic section and always oc-
curs at the end of the phrase; it is preceded by the essentially variable introduc-
tory part, which fills the melodic flow from the beginning of the section to the
initial tone of the characteristic formula, as it is shown in Example 2.

Ex. 2: Srbljak: Service to St Stefan étiljanovic’, Sticheron at “Lord, I have cried”, No. 2,
1%t Mode?*, The structure of the melodic sections A and B
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A schematic illustration of the structure of the melodic sections A and B

r> >
introductory part 1 formula introductory part 1 formula
1

AMAAMAM

The possibility of breaking down melodic sections into parts, which are dif-
ferent in terms of their expressiveness and the degree of determination of their
melodic and rhythmic characteristics, is of special importance to psalts in the
process of krojenje. Namely, the psalt memorizes a melodic section primarily on
the basis of its characteristic formula, so that it has the significance of the basic
cognitive stronghold for his memorization process.

3 Cf. Bpanxo Llgejuh, op. cit.
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In the process of harmonizing the melody with the text, which is accompa-
nied by a relatively consistent observation of the global structural organization
principle of the musical flow in the Osmoglasnik songs, the psalt is always guid-
ed by the principle that a sequence of completed reflective entities in the text
should be fitted into the musical flow of the melody, so that one melodic section
corresponds to one textual phrase, whereby the duration of a melodic section is
conditioned by the duration of the textual syntactic-semantic entity. Consequent-
ly, the psalt shapes the sectionally segmented musical flow, bearing primarily in
mind the structure of the text. However, the number of melodic sections is not
the same in all modes nor is it compulsory that each melody contains all sections
of the relevant mode, based on the established number of melodic phrases.

The psalt begins the process of krojenje by reading the text silently because
— for the success of adaptation of the existing melody to a new text — it is neces-
sary to have advance knowledge about the delineation points of textual phrases,
so that each of them is correctly fitted into the selected melodic section of the rel-
evant mode. What is typical for the process of krojenje, however, is its flexibility
in determining the boundaries of the text parts because psalts often interpret dif-
ferent parts of the same text as phrases, almost independently of the existing or
non-existing punctuation marks. Therefore, the text segmentation process can be
understood as the process of continuous problem-solving in Pressing’s meaning
of this notion which, in this case, involves the problems associated with deter-
mining the delineation points of the reflective text entities, that is, the points in
the temporal continuum, which represent the most appropriate moments to de-
cide where would be best for the textual phrases to begin and end. On the other
hand, the psalt views formulae as almost unchangeable structural elements in
the learned melodic material. Thus, he almost automatically observes the place
in the known musical flow, as well as the syllable within the new textual phrase
where the characteristic formula should logically begin because it most often
encompasses six syllables of the text. After the melodic shaping of the first tex-
tual phrase, the psalt continues reading the text ahead and, almost at the same
time, combines the melodic sections with the textual phrases, thus creating the
melopoetic entity of the song. The end of each melodic-textual phrase is also the
moment of the decision concerning the selection of the melodic section that will
be connected to the subsequent textual phrase, which is also found in Pressing’s
model of musical improvisation.

The dominant periodicity in the occurrence of melodic sections is also
perceived by the psalt as one of the structural constants of the musical flow of
church melodies. Consequently, he uses the process of krojenje according to
the learned melodic patterns and, depending on the length of the textual phrase,
supplements the introductory parts and characteristic formulae with passing or
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auxiliary tones. He selects them on the basis of his experience with tone se-
quences, shaped in a given ‘style’, and fits them into the existing melody accord-
ing to the hierarchical principle of interconnecting structural elements, defined
within the framework of Clarke’s improvisation model. Consequently, by fulfill-
ing the present expectations related to the flow of melodic movement to a lesser
or greater degree, the psalt uses krojenje according to the Gestalt principle, that
is, on the basis of recognizing the entirety (based on previously learned musical
material). In this case, recognition of the entirety unfolds both at the level of lo-
cal perceptual organization, i.e. on the plane of the structure of melodic sections,
and the level of its global perceptual organization, i.e. on the plane of the struc-
ture of the melody as a whole.

In the process of krojenje, the psalt aspires towards maximum control over
the accompanying improvisation process or, to use church singing terminology,
tries to remain in mode. In this way, he varies the melody and creates an unre-
peatable totality each time. Throughout his performance, however, he is con-
centrated on the received feedback about the degree of harmonization of the
new musical material with the basic melodic characteristics of a given mode
and length of the textual phrase, correcting any excessive addition of novelties.
Therefore, the psalt always bears in mind both the physiognomy of the melodic
formulae being typical of a given mode and the characteristic tones of its melod-
ic sections, i.e. the initialis, finalis and tones of the melodic dominant®® which, in
a functional sense, represent the substitute of a strongly established tonal strong-
hold. These tones are most often emphasized by a melodic or rthythmical accent
or, like the tones of the melodic dominant, repeated a few times during the musi-
cal section, thus representing support in the case of intonative instability, that is,
one of the ways in which the psalt remains in mode.

In view of the fact that the melodic structure of Serbian church melodies is
based on the sequence of sections according to the relatively established order
of their occurrence, the aim set by the psalt to himself — already in the process
of adopting the structural elements relevant for shaping the musical flow of the
melody — is that enhanced attention to the global formal and structural determi-
nants of the musical flow or, better said, to controlled processing, should give
way to automatic motor processing (mentioned by Pressing in his improvisation
model), which is achieved by rehearsing, that is, gaining experience in krojenje.
In the process of krojenje, the psalt shapes a church melody by grouping the

35 The term “melodic dominant” implies the tones that are most often repeated in the promi-
nent places and represent the mainstay of the melody. In Serbian chant, each melodic sec-
tion contains one or two such tones. Cf. Danica Petrovié, Osmoglasnik u muzickoj tradiciji
Juznih Slovena, Beograd, Muzikoloski institut SANU, 1982, 203.
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sections primarily as ABA, ABC, ABCD and the like, with the order of occur-
rence of phrases that is largely based on the “cyclical repetition of the group of
sections being characteristic of a given mode and the number of repetitions de-
termined by the number of sections in the text.”*® This means, for example, that
a song consisting of seven textual entities in the mode with three characteristic
melodic sections and the final phrase will have the ABC ABC F form in most
records, which is based on the associative connection of structural elements, im-
plying the introduction of new parts by their transfer from the previous sequence
of elements, which is consistent with Clarke’s model of musical improvisation
(Ex. 3).

Ex. 3: Srbljak: Service to St Stefan Stiljanovié, Sticheron at “Lord, I have cried” No. 2,
1t Mode?’, Associative relations of structural elements

The dominant principles in sequencing melodic sections result mainly in
the identical musical form of songs with the same text in different melograph-
ic records, which refers to both the songs from the Osmoglasnik and melodies
with the texts from other service books. However, despite peculiar automatism,
which accompanies the process of connecting the text with the melody of the
appropriate mode, the psalt is not obliged to connect a specified melodic section
with the same textual phrase due to which the identical text’s totality in differ-
ent melographic records may be ‘covered’ by different melodic sections. It is
also possible to have different forms of deviation from the rule involving the
cyclical repetition of a group of melodic sections typical of a specified mode,
which confirms our previously presented stance that melodic models in Serbian
chant function as musical entities, whose selection in the process of krojenje is
partially subject to the psalt’s creative individualism, in the manner explained by
Parry-Lord’s improvisation model.

36 Cf. Ivana Perkovié, “On the Eschatological Aspect of Serbian Church Chanting”, New
Sound — International Magazine for Music, 2000, 16, 37.

37 Cf. Bpanxo Llsejuh, op. cit.
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Conclusion

From the analysis of the process of krojenje it is clear that it is not possible to
transmit melodies through oral tradition without melodic variants. In the proce-
dure of krojenje improvisation manifests itself as a controlled and referent-based
process, which relies on varying and combining the given elements of music
structure according the pre-established, known rules concerning the shaping of
musical flow in Serbian chant. In a cognitive sense, the creation of the final form
of a church melody in the course of performance, that is, the achievement of its
melopoetic completeness in real time is based on the simultaneous effect and in-
terrelationship of the relevant improvisation models. In other words, improvisa-
tion in Serbian chant is subject to the universal laws of cognitive functioning in
the field of music creation, that is, to the same psychological principles accord-
ing to which a spontaneous creative activity is carried out within the framework
of other musical genres. The improvisation process can be viewed as one of the
fundamental qualitative determinants of a newly emerging creative product in
Serbian chant or, more exactly, as a crucial guarantor of melody and text cor-
respondence obtained by krojenje. Therefore, the psalt’s art lies in his skill of
adapting the existing melody to a text that has constant syntactic and semantic
characteristics, whereby the degrees of success and peculiar originality of the
result depend directly on the psalt’s experience. In that way, cognitive activity
in the process of krojenje or, in other words, within the limits of its inherent im-
provisation, is also determined by the psalt’s dual action, that is, the fact that the
psalt is both the performer of a melody and its creator at the same time.®

Translated by Vera Gligorijevi¢
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