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AIICTPAKT

OBaj panm mnpeactaBuhe Hrpavyku
peneptoap Cp6a y [lomopuujy on
nosoBuHe XIX Beka A0 JaHac.
[logauu cy NpUKyIJbaHU y OKBUPY
Emnokamna - Ctynujckor
HWCTPaXUBakha My3UYKOT TPaLULIHO-
HaiHor  ¢Qonakaopa baHata wu
Ma/06pojHe JMTepaType Koja ce
6aBH OBOM TEMATHUKOM.

[Ippu  geo paga mocBeheH je
MaTepujaty MPUKYILJbEHOM U3
JUTepaType, OOK Cy Yy HEroBoM
Apyrom Jesy [Ipe/iCTaB/beHU
pe3yJTaTh CaBpeMEeHHUX, CUCTeMaT-
CKUX  TEpeHCKUX  HUCTPaKUBama,
[IepMaHeHTHO  pea/lM30BaHUX
OKBUPY KUKUHJCKOT EmHokamna.

Y pany ce, kao HajcTapujyu, IOMHUEE
OMNHUC UTPe KOjU je HAaUUHUO OPUIUD
CranucnaB [Mymapcky, 1846.
rojUHe, HAKOH KOI Ce HaBoJe
JparoueHy IOMeHHU Y ONUCU CPIICKOT
KOJIa, Kao MelloBUTe urpe, Mmpea
[Tanyhawuja u3 1855. rog,.
[IpencraB/beH je 6oraT U JieTa/baH
onuc urpe Anrana Xanuha, us 1891;

ABSTRACT

This paper will present the dancing
repertoire of Serbs in Pomorisje from
the middle of the 19th century to the
present day. The data, crucially collected
within the rigorous Ethnocamp - Study
research of the musical traditional
folklore of Banat, and a small amount of
literature that deals with this topic, form
the basis of this study.

The first part of the paper is devoted
to the material collected from the
literature. In contrast, the second
part presents the results of modern,
systematic field research,
permanently realized within
Kikinda’'s Ethnocamp.

The paper meticulously follows the
chronological order of the research
findings, starting with the oldest, the
description of the dance made by the
officer Stanislav Sumarski in 1846. It then
moves on to the precious memories and
descriptions of the Serbian kolo, by Imre
Paludai from 1855. A detailed description
of the dance was presented by Antal
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Kao W JileTa/bl Ca CJAUMKe Ypolia
[Ipeauha, Cpncko kos0, us 1890.
rofvHe, Koja je jeIUHU BU3YeJIHU
MpUKa3 Urapa oBOT MOJipyyja U3 TOT
nepuoJa. 3HayajaH je U TMOMeH
Cpnckux wrapa y BojBoaunu
ucropuuapa /Jlymana J. [lomoBuha,
Kao U u3y3eTaH U OMNIIMPaH OMHUC
CpICKUX  uWrapa W3  Apajcke
*kynaHuje, MinTBana M. KoslapoBa u3
1912. ropvHe, KOjU, Kao TakKas,
npejicTaB/ba HU3BOP O] MOcCeGHOT
3Havaja. CaBa HWmmh wu Tuxomup
Byjuunh, ocTaBu/IM Cy HaM nojaTke
0 Ha3UBMMa Urapa y pyMyHCKOM U
MahapckoM Jeny [Tomopwuija
(mosmoBuHa XX Beka) Kao U HOTHe
3anuce ucTux. [loce6bHO u3BajaM
006jaB/beHy Hay4YHY CTyAUjy Ap Jlacaa
Qendenmuja (2003) Kao u3yseraH
JIOIPUHOC HW3y4YaBamy W O4YyBamy
WUTPavyKor Hacsaebha Cpba y
Mabhapckom [loMmopuijy.

K/bYYHE PEYH

[Tomopuije; Cpricka TpaguLMOHA/IHA
urpa; EtHokamn; MWcTpa-xkuBama;
Urpayku peneproap;

YBO/,

Beh mnpuivkoM mnpBor 6GopaBKa y
[ToMopHu1ljy 3ak/bydHo caM Ja je, mpe
cBux, CpIcka mnpaBoc/jaBHAa LpKBa
6usia U3y3eTaH JAyXOBHU CTOXKEP KOjU
je okymspao Cpbe ca oBUX MpocTOpa.
OcuM cBelITeHWKa, U y4YUTE/bU Y
CPIICKUM LIKOJIaMa JJajIu Cy U3y3eTaH
JOIIPUHOC OYyBawky OJHOCA HApoJa
[peMa TpaJULMOHAJIHUM, KyJITYPHUM
A MCTOPHjCKMM BpeJHOCTUMaA, Ina
Tako, uako je Cpb6a y [lomopuijy cee
Mame, OHM OJJIMYHO 3HAjy CBOje
MOpEKJIO, MOIITY]jy ra U LeHe. Hekaza
je Topwu baHaT mnpeacTaB/bao
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Hadzi¢, from 1891; as well as details from
Uros$ Predi¢'s painting, Srpsko kolo, from
1890, which is the only visual
representation of dance in this area from
that period. The mention of Serbian
dances in Vojvodina by historian Dusan J.
Popovi, is also significant, as well as an
exceptional and extensive description of
Serbian dances from the Arad County by
[Stvan M. Kolarov from 1912, which
represents a source of particular
importance. Sava Ili¢ and Tihomir Vujici¢
left us information on the names of
dances in the Romanian and Hungarian
parts of the PomoriSje (middle of the 20th
century) as well as musical notations of
the same dances. I would especially single
out the published scientific study by Dr.
Laszlo Felfeldi (2003), which is an
exceptional contribution to the research
and preservation of the dance heritage of
the Serbs in the Hungarian Pomorisje
Region.

KEYWORDS

PomoriSje, Serbian traditional dance,
Etnokamp, Research, Dance
repertoire;

INTRODUCTION

My initial stay in PomoriSje underscored
the exceptional role of the Serbian
Orthodox Church, a spiritual hub that
unifies the local Serbs. Beyond the
clergy, teachers in Serbian schools have
been instrumental in preserving the
community's reverence for traditional,
cultural, and historical values. Despite
the declining population of Serbs in
Pomorisje, their profound under-
standing of their heritage and their
unwavering respect for it is a testament
to the enduring influence of these
institutions. This underscores the
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jeAUHCTBEH [JYXOBHU U >KUBOTHH
MpoCTOp, a CpHCKA Haponh y
[lomopuijy je 6MO Yy eTHUYKO]
Mmatund. Ilotom je 1918. ropune
CTBOpEHa rpaHULA Koja je pa3jBojuiia
Cpbe y Tpu ap:kaBe. CBaKOAHEBHUM
HECTaHKOM KOMYHHUKallhja, CPICKHU
esemeHT y IloMopuiljy je Hajupe
1oyeo Jia cjaby, Ja 6 JaHac MoJiako
HecTajao ([ejanar, 2001: 5). [lp Jlacio
Qendengu nyTeM rpa¢uKoHa
OpauHux Be3a (pba u3 Mabapckor
Jaesa Ilomopuija, nokasyje Zia Cy LieJio
[TomMopullje U ceBepHU €0 CPICKOT
baHaTta OWaM U3y3eTHO [J106pO
noBe3anu (Pendesngy, 2003: 91).

[IpUIMKOM TepeHCKUX UCTpa-KMBama
BpUIEHUX Y OKBUPY KHUKHHJICKOT
EmHokamna, y PYMYHCKOM Jiejy
[Tomopuija uctpakeHa cy cieneha
Hacesba: Besivku CeHnetep (Sanpetru
Mare), Besnuku CeHMUKIyLI
(Sannicolau Mare), Yanag (Cenad),
CapaBosia (Saravale), Keresb (Gelu),
Bapjam (Varias), Apaa laj (Arad Gai),
@®ennak (Felnac), Hagnak (Nadlac),
Topma (Turnu), Hahdana (Satu Mare).
Hako je akyJsTyparuja 6uia U3pakeHa
Ha mnpocropy baHaTa, ucTOBpeMeHO
MPUCYCTBO PAa3/JMYUTHUX HapoJa Ha
jeJHOM MeCTy YTHULIAJIO je Ha TO Jja OHY,
ycjien Kebe 32 yYBPIINUBAHKEM
COTCTBEHOT W/IEHTHUTETA, JIyKe
ca4yBajy U ofp:Ke CBOjy MaTepHjaiHy U
yxoBHY KyaTypy. O6Jact [loMopwuija,
HakKo 6orara JAyxOBHOM KYJITYPOM, CBe
JI0 KUKWUH/ICKUX CTYJUjCKUX UCTPAKU-
Bamba (EmHokamn) HellpaBeHO je 61JIa
3aI0CTaB/bEHA, a IOrOTOBO je [0 CTPaHU
oCTajasla TpajgulMOHaJHA urpa. OBaj
pag ce 6asupa Ha CyGJMMHUPAHOM
HCKYCTBY W UCTPaKUBamkHMMa OPOjHUX
HUCTpaKKBaua, Koju cy oa 2007. roguHe
Jl0 JlJaHaC, KOHTUHYUPAHO, BUILE MyTa
ro/ivilithbe, OOpaBWIA Yy MecTUMa

urgency and responsibility of preserving
and researching the dance heritage for
future generations. In the past, Upper
Banat represented a unique spiritual
and living space, and the Serbian people
in Pomorisje were in the ethnic matrix.
Then 1918, a border was created that
separated the Serbs into three states.
With the daily loss of communications,
the Serbian element in Pomorisje first
began to weaken, and today it is slowly
disappearing (Dejanac, 2001: 5). Dr.
Laszl6 Felfeldi shows that the whole of
Pomorisje and the northern part of the
Serbian Banat were exceptionally well
connected (Felfeldi, 2003: 91).

During field research carried out as
part of the Kikinda’'s Ethnocamp, the
following settlements were
investigated in the Romanian part of
Pomorisje: Veliki Senpeter (Sanpetru
Mare), Veliki Senmiklu$§ (Sannicolau
Mare), Canad (Cenad), Saravola
(Saravale), Ketvelj (Gelu), Varjas
(Varias ), Arad Gaj (Arad Gai), Fenlak
(Felnac), Nadlak (Nadlac), Tornja
(Turnu), Na¢fala (Satu Mare).
Although acculturation was evident
in the territory of Banat, the
simultaneous presence of different
peoples in one place influenced them
due to the desire to strengthen their
identity and preserve and maintain
their material and spiritual culture
for extended periods. The area of
Pomorisje, although rich in spiritual
culture, was unfairly neglected until
Kikinda's study research
(Ethnocamp), and especially the
traditional dance was left aside. This
work is based on the sublimated
experience and study of numerous
researchers, who, from 2007 until
today, continuously, several times a
year, stayed in the towns and villages
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[Tomopwiija, Te mocehuBaM Hajpas/y-
YUTHje CBETKOBUHE, fiorabaje, 1 mpaTu-
JIM CBaKO/THEBHU KUBOT CTAHOBHUILITBA.

NPEIVIEJ IIOJATAKA O UTPAMA
Jenan op  HajcTapUjux  MOMeEHa
0GaHATCKUX Urapa HauMibeH je mpema
3abeJielnikama rpaHUYapCcKor
odunupa Cranucnasa llymapckor u
06jaBsbeH je 1846. rogune. Onucyjyhu
WIPY BOjHHUKA ayCTpPUjCKe BOjCKe,
[llymapcku 6enexu: ,To je 6una urpa
0aHaTCKa, CpeMCKa U JOBOJbHO
CJIaBOHCKa, Ca rajjaMma, Ty je OHIo
Wrpaya Koju Cy ce [0 CMpTa 3HOja
HaaurpaBaan.” (PakoueBuh, 2011: 21)
W3 oBor omuca jacCHO BUAMMO Ja Cy
rajae y ToM Mepuojly mpaTUie Urpy,
Kao ¥ /Jla je HaJurpaBakhe MOMakKa
O6WI0 BeoMa 3HAYajHO 33 CTULAKE
MOBOJBHOT (3KeJBEHOT) APYIITBEHOT
cTaryca nojeANHIA.

Hajcrapuju omnuc urpe oBe 06J1acTH
notude u3 1855. roguHe U ogHOCH ce
Ha YaHaAcKy *kynaHujy. OBaj 3Ha4ajaH
nojiaTak 3abesnexxuo je Umpe [Nanyhau:
,Cpbu urpajy kos10. OBaj iec MehyTum
He CJIYKY 3a UCTULale TPallo3HOCTH
W BelITHHEe IUlecaya, HUTHU Mpyxa
HapOYUTH yrobaj nocMartpauy.
My1kapiy ¥ KeHe OOJIMKYjy KpyT U
Kpy>Ke 4Yac Ha JIeBO, 4aC Ha [IeCHO,
pemMa puTMy, CBe JIOK Iajiall OLITPUM
3BYKOM TajAiy U UCTYILITaHkeM Baslyxa
W3 UHCTPYMEHTA He Ja [0 3Hama
JpymTey Ja je Owiao  gocra’
(Pendenny, 2003: 35)

AnTan Xanuh, 1891. roguHe, nuiie o
Cp6buma 'y MabapckoM  Jeny
[Tomopumja: ,Koso je Beoma
jeqHocTaBHa wurpa. Mymkapuu U
JKeHe Cce yXBaTe y Kpyr U Ha 3BYK
rajau Kopadajy TpU IyTa HaJIEBO U
jelHOM HajiecHo, eBajyhu nMpu TOM
pasHe mecMme Y3 KoJio. H3mebhy

122

of Pomorisje, visited various festivals
and events, and followed the
population's daily life.

OVERVIEW OF DANCE DATA

One of the oldest mentions of the
Banat dances was made according to
the notes of the border officer
Stanislav. Sumarski and was
published in 1846. Describing the
dance performed by the soldiers of
the Austrian army, Sumarski notes:
"It was a dance from the Banat, Srem
and Slavonian, with bagpipes, there
were dancers who were sweating
until death." (Rakocevi¢, 2011: 21)
From this description we see that
bagpipes accompanied the dance in
that period, as well as that the dance
of boys was essential for the
acquisition of a favorable (desired)
social status of an individual.

The oldest description of the dance in
this area dates back to 1855 and
refers to Canad County. Imre Paludai
recorded this vital information:
"Serbs are dancing kolo. However,
this dance does not emphasize the
dancer's grace and skill nor provides
a special atmosphere to the observer.
Men and women form a circle and
dance according to the rhythm until
the bagpipe player, with the sharp
sound of the bagpipe and the release
of air from the instrument, lets the
company know it's  enough."
(Felfeldi, 2003: 35)

1891 Antal HadZi¢ wrote about the
Serbs in the Hungarian part of
PomorisSje: "Kolo is a simple dance.
Men and women form a circle, and to
the sound of bagpipes, they step three
times to the left and once to the right,
singing various songs during the Kolo
dance. Between the men stand
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MyIIKapana CToje *XeHe y O6eauM
MapamaMa. [Ipegurpay Bogu urpave
KOjU TOCTeneHO OOJIUKYjy HHU3, Na
BeHall. KoJsio moyuwe y ymepeHOM
pUTMy, a 3aTUM [OCTaje CBe
BaTpeHHWje MW 3aBpllaBa Ce MNOpHU
BpTOrJaBoj 6Gp3uHU. Kopauu ce
kpehy JieBo - JecHo, a TOHeKaj
npeMa YHYTpallkbOCTH Kpyra U
MorJio 6u ce pehu ga cy cTumadu
aJii TOBPEMEHO TMOCTajy CHAaXHU
epyntuBHu.” (Pendennu, 2003: 35)
Hctn aytop pmasme nuie: ,Koso ce
JIETU IJIellle Ha OTBOPEHOM, 32 BpeMe
I[PKBEHUX CJIaBa y LPKBEHOj MOPTH,
3UMHM Yy 3aTBOPEHHUM caJjiaMa, a
MOHEKaJ WU MO 3aBejaHOM Tpry, U
nesa ce y3 mwera. Kosio ce mieie y
MOJIYKPYTY WM KPYTY, rajjall cToju
Ha CpeAyHH, a Urpayd IJIenly OKO
wera. [ajaam KauMajyhu rjaBoM U
yaapajyhu necHom HoroMm ojipebhyje
TaKT, a KaJa ce 3arpeje, MeBYIIU
MY3UKY KOjy cBUpa. Urpame koJjia
norpaje u no 2 - 3 carta, iBa - TpU
nJjieca UCMyHe YUTABO MOMOJHE UJIH
Beve. HU30BU JiyKaTa Koje :KeHe Hoce
OKO BpaTa, 3BeLIKajy 10 pUTMY IJIeca.
Msaiu MOMUM NOHEKaJZ, Y3BHUKY]Y,
roBope lla/bMBe CTUXOBE, aJly TaKO
Jla He TIIOKBape puTaM Iuieca.”
(Pendengu, 2003: 59)

JenuHy, 3a cajia MO3HATH, BU3YEJHHU
MpUKa3 Urpe U3 0BOT NOJPYUja, jecTe
civka Ypoma I[lpeguha uz 1890.
ro/ivHe, noj, Ha3uBoM Cpncko KoJo.
[TocMmaTpajyhu oBy cauky, ap Jlacio
Qendengu kaxke: ,Ha ciounu je
MpUKa3aHa romMusa JbYy U
OKYI/b€HUX Ha T[JIaBHOM CEOCKOM
TPry, KOjU ce Hajla3de y 3aTBOPEHOM
koJy. Ha ciiunu ce Hanasu 11 xxeHa u
9 Mymikapana, a y CpeAUHH Kpyra
cBUpa rajgaml. Mymkapuu ce ape 3a
nojaceBe »K€Ha, UJIW 32 MapaMe OKO

women in white scarves. The first
dancer leads the dancers, forming a
row and then a wreath. Kolo begins at
a moderate pace, becomes fiery, and
ends at breakneck speed. The steps
move left-right and sometimes
towards the inside of the circle. It
could be said that they are quiet, but
they become powerfully eruptive
occasionally.” (Felfeldi, 2003: 35) The
same author further writes: "Kolo is
danced outdoors in the summer,
during church services on Patron
Saint Days in the church gate, in
winter in closed halls, and sometimes
in the snow-covered square, and it is
sung along with it. The kolo is danced
in a semicircle or circle; the bagpiper
stands in the middle, and the dancers
dance around him. The bagpiper sets
the beat by nodding his head and
kicking his right foot, and when he
warms up, he hums the music he
plays. Dancing kolo lasts 2-3 hours,
with two or three dances filling the
afternoon or evening. Strings of
ducats that women wear around their
necks jingle to the rhythm of the
dance. Young guys sometimes shout
and say funny lines, but so as not to
spoil the rhythm of the dance."
(Felfeldi, 2003: 59)

The only, so far known visual
representation of the dance from this
area is a painting by UroS$ Predi¢ from
1890 called Srpsko kolo. Looking at
this picture, Dr. Laszl6 Felfeldy says:
"The picture shows a crowd of people
gathered in the main village square,
who are in a closed circle. There are
11 women and 9 men in the picture,
and a bagpiper is playing in the
middle of the circle. Men hold onto
women's belts or scarves around
their waists, while women lean on
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HBbUXOBOT CTPYKa, JOK Ce >KeHe
0CJIalajy Ha paMeHa Mylukapana. 13
CUTHUX JeTasba (10JI0XKaj Urpada 1
JIMIle rajaania) MoXXeMo 3aK/byYUTH
Jla je cMep KpeTamwa Urpada C JecHa
Ha JsieBo...“ (Pendengu, 2003: 35).
Jyman |. [lonoBuh y cBojoj KHbU3HY,
Cpbu y BojsoduHu, HaBojU [Ja cy
Cpbu, 3a BpeMe TIpeAaxa Ha
paTUIITy, UTPpalM KoJia Kemyuw W
MOMAYKo y3 npaThy rajau. (Jejanar,
2008:108)

[Touetkom XX Beka, y Kwbu3U Arad
Varmegy n3 1912. roause, UirtBan M.
KosiapoB 06jaBsbyje, no onucy MBaHa
KoJiapoBa, 3Ha4ajaH pUJIOT 0 >KUBOTY
u obudyajuma Cp6a u3 [lomopwija.
Arad Varmegy je, ycTBapH, 360pHUK
pazioBa 0 Apa/iCcKoj KyNaHHUjH, @ TEKCT
ce HaJla3u oz HacJI0BOM
EmHoepagcku onuc HapodHoz
scuseoma Cp6a. KosapoB Jaje U onuc
CprcKUxX urapa Ha cBago6u: ,llocie
pydKa noudumbe Iuiec. Ilienry cBojy
HallMOHAJIHYy WIDPYy, KO/0, 3an/em,
cesmmanyuyy, Cpnkurby. 3Hajy OKO
TpuzeceT BpcTa KoJsa. Mymkapuud u
JKeHe ce yxBaTe y Kpyr U y3 3BYyKe
rajiy Kopad4ajy ZiBa IyTa HaJleCHO, Ba
NyTa HajleBO, a INpU TOM IIeBajy.
[lpegurpady BOAM  WUrpade  Koju
MOoCTeNeHo O6JINKYjy HH3 Ta BeHal"
(Pendenau, 2003: 36).

Kpo3 rope HaBeneHe omuce AHTasia
Xayvha mnpenosHajeMo acHMeTpU4He
urpadke obpacue (Tpu Kopaka JIeBO U
jenaH kopak JgecHo), Aok Kosapos
NOMUE U ONHCYyje CUMeTpU4aH
obpasal; Kopaka (ABa Kopaka JIeCHO U
J/iBa Kopaka JieBo). OHO ILITO, Ha >KaJIoCT,
HUje JaTO Y OBUM OINKCHMa jeCy HasUBU
vrapa. butHo je ucrahu aa ob6a onuca
MOTHUYY M3 BpeMeHa Kaza je [lomopuiuje
YUHWIO jeJIMHCTBEHY eTHUUKY LieJIMHY.
BpeMeHcku pacrioH u3Meby oBa JBa
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men's shoulders. From the small
details (the position of the dancers
and the face of the bagpiper), we can
conclude that the direction of
movement of the dancers is from
right to left..." (Felfeldi, 2003: 35).
DuSan J. Popovié, in his book, Serbs in
Vojvodina, states that Serbs, during a
break on the battlefield, danced kola
ketu§ and momacko kolo music
accompanied by bagpipes. (Dejanac,
2008:108)

At the beginning of the 20th century, in
the book Arad Varmegy from 1912,
[Stvan M. Kolarov publishes, according
to the description of Ivan Kolarov, a
significant contribution to the life and
customs of the Serbs from Pomorisje.
Arad Varmegy is a collection of papers
about Arad County, and the text is under
the title Ethnographic Description of the
National Life of the Serbs. Kolarov also
describes the Serbian dances at the
wedding: "After lunch, the dancing
begins." They dance their national dance,
kolo, zaplet, seljancicu, srpkinju. They
know about thirty different dances. Men
and women join in a circle, and to the
sound of bagpipes, they step twice to the
right and twice to the left while singing.
The first dancer leads the other dancers
who gradually form a row and then a
wreath" (Felfeldi, 2003: 36).

Through the above descriptions of
Antal  Hadzi¢, we  recognize
asymmetric dancing patterns (three
steps to the left and one step to the
right). Still, Kolarov describes a
symmetrical pattern of steps (two
steps to the right and two to the left).
Unfortunately, the names of the dances
are not provided in these descriptions.
It is essential to accentuate that both
descriptions are from when Pomorisje
was a unique ethnic entity. The period
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onMca TmpeJcTaB/ba mnepuon ona 21
TO/IMHE, Te YKOJIMKO MPETIIOCTABUMO /A
Ce pajiio 0 WCTUM WIrpama, MOXKeMO
€BEHTYaJIHO Pa3MUIIUbATH O MPOMEHU
npaBli@d KpeTawa wurpawma. OBome y
npwior 64U MOXAa Mora uhu H
YUELEHUI]A J]d Cy TOKOM TEPEHCKUX
WCTpaXkuBama EmHokamna mojeluHU
WCIIMTAaHULM BehrHy urapa nodvmbasiu
3a JIEBOM PYKOM (y JIEBY CTPaHy), YaK U
Mmavo koso. [lp Jlacio @endenay, y cBojoj
cryoyjy, (@endenmu, 2003: 112)
HAaBO/IM Jia je CTapu Wrpadkyd o6pasail
Mas102 K01a: TPY Kopaka JIeBO, 1A jeZlaH
JlecHo (Jak ra je u 3a6esiexxuo y batamu
1981. roaune). OsvBepa MianeHoBuh
Takobe mpeTrocTas/ba Jia je kof Cpbay
BojBogyHM cTapuju mpaBal, KpeTama
6uo 3a JieBoM pykoMm (MsageHoBHb,
1973: 100). Y Be3u ca OBUM IMHUTAHEM
HaBemwthy W purar Mwioma C
MuiojeBrha: "Pejika je cpricka urpa koja
W/le Ha JIeCHy CTpaHy Y TaKBa je Mopa
OUTH HOBa W OJ CKopa mocrasa”
(Munojesuh, 1869: 100). Y cBakoMm
o1y4ajy, oBoMe y 6yayhHocTH Tpeba
MOCBETUTH JIAJIEKO BHIE TNAKHE Y
MOCeGHNUM, TEMATCKUM PaJIOBUMA.

W3 rope npe/cTaB/beHUX OIKCA, TaKohe
Ca3HajeMO Ja je urpa noyuwaaa y
CropujeM TeMIly, a 3aBpliaBaja ce y
M3y3eTHO 6p3oM. /laHac, Ha TepeHy, He
HaWIa3uMO Ha TOCTENEeHO TO/U3arhe
TeMIIa, HEro Ha Urpe Koje 0/IMaX [IOYHEbY
y 6P30M TeMILy, y KOM Ce 1 3aBpIIaBajy.
[[peMa cHUMIMMa KOje je HAYUMHHO
Besma  BapTok, Jeo  urpadkor
peneproapa y  CapaBosim
MonowTopy je modeTkoM XX Beka
0BaKO U3IJIeJa0: Ma/10 KO0, 8EAUKO
Kos0, 3anjiem (‘ona yyna cKouu),
hypheska, cemmanuuya (kad ce Luza
3axcenu...), of 0e80jko pokoKo, cpncku
Mmahapuk,  6aHAMCKO KO0 U
Cpnkursa.

between these two descriptions
represents 21 years, so if we assume
that they were the same dance, we can
think about changing the direction of
the dances. This could be supported by
the fact that during the Ethnocamp
field research, some respondents
started most of the dances to the left,
even a dance malo kolo. Dr. Laszlo
Felfeldi, in his study, (Felfeldi, 2003:
112), states that the old dancing
pattern of a dance malo kolo was three
steps to the left, then one to the right
(he even recorded it in Batanja in
1981). Olivera Mladenovi¢ also
assumes that among Serbs in
Vojvodina, the older direction of
movement was to the left, following
the left hand (Mladenovi¢, 1973: 100).
In connection with this question, I will
quote a quote from Milos S. Milojevic:
"A Serbian dance that starts to the right
sideis rare, and it must be new and has
recently become so" (Milojevi¢, 1869:
100). In any case, much more attention
should be paid to this in the future in
particular, thematic works.

From the descriptions presented
above, we also learn that the dances
started at a slower tempo and ended
at an extremely fast. Today, we do not
encounter a gradual increase in
tempo but dances that immediately
begin and end with a quick tempo.

According to the recordings made by
Bela Bartok, part of the dance
repertoire in Saravola and Monostor
at the beginning of the 20th century
it looked like this: malo kolo, veliko
kolo, zaplet (opa cupa skoci),
durdevka, seljanc¢ica (kad se Ciga
zazZeli..), oj devojko rokoko, srpski
madarik, banatsko kolo and Srpkinja.
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[TomoBuHoM XX Beka, CaBa Wiuh je
3a0eJIeXH0 jeJJaHaecT urapa Koje cy
urpasu Cp6u y Bapjamy: masio koo,
geauko koso, cesmayuyd, KukuHo
Kos0, 3anjiem (‘ona yyna cKouu),
CUMHO K010, MOMAYKO K010 (ja yypa,
mu desojka), Kykyreuwhe, hypheska,
padukas v 6aHahaHcko koJ10. berose
HOTHe 3amuce je o6jaBuiaa MaTwuia
cprcka, 2006. roavHe, a MaTepujan
3a LITaMIame je MNpUIpeMUa Jp
JesneHna JoaHoBuh.

Tuxomup Byjuunh 1978. roaune
00jaB/byje HEKOJIMKO HOTHMX 3aluca
urapa Cpb6a y wmabapckoMm Jeny
[Tomopulija: Mas10 K00, 86AUKO KOO0
U Uz2py ca jacmykom.

Hp Jlacno ®endennu, 2003. roauHe,
06jaB/byje Hay4yHy cTyaujy IliecHe
mpaduyuje Cp6a y I[lomopuwijy, y Kojoj
je ucupnHO 06paAMo, U Ha U3y3eTaH
Ha4yWH NpeJiCTaBUO, UTPAYKo Hacsehe
Cp6a y mabapckoMm geny [lomopuiija.
On HaBOJU Jia je mecT
HajIoMNyJIapHUjUX Urapa GUJI0: 8e1UKO
K010, MAJ/I0 KO0, Ce/baHyuyd, nodeoje,
MOMAYKO KO/10 U N0o/bynyu, a y CBOjoj
CTyAuju HaBoAu U caenehe: cpnkursa,
ce/baquya, KyKyrewme, 6parbaHKa,
ukuHo kos0, 3ansem, uepa c’
jacmykom, HegeH K010, bpankoeo koo,
maHeo, cmen, pokcmpom, sanyep.
MwunocaB TaTtapuh je Ha ceMuHapy
TpaJULMOHAJIHUX urapa y bajuHoj
bamrty 2009. roauHe eMOHCTPUPAO
urpe Cp6a y PymyHuju: mas0 koso,
8e/1uko K010, 2KUKUHo K0.10, KOKOFEWa
(kykyroewhe), dydawiko ko.10, 2ajdawiko
Kos10, 6GaHahaHckKo Ko./0, Kapaba,
Mahapay, na.sezpaj, cesbaduya,
wapaHay, puyko v ceamosay.

Ako M3 rope HaBeJJeHOT UrpPAYKOT
penepToapa u3y3MeMO Urpe Kapaba u
dydawko K0/10, MOXEMO Ca TIOHOCOM
pehy f[a je lLesioKymaH penepToap
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In the middle of the 20th century,
Sava Ili¢ recorded eleven dances
danced by Serbs in Varjas: malo kolo,
veliko kolo, seljacica, Zikino kolo,
zaplet (opa cupa skoci), sitno kolo,
momacko kolo (ja cura, ti devojka),
kukunjesée, durdevka, radikal and
banacansko kolo. His note partitures
were published by Matica Srpska in
2006, and the note partitures for
printing were prepared by Dr. Jelena
Jovanovi¢.

In 1978, Tihomir Vujici¢ published
several note partiture of Serb dances
in the Hungarian part of Pomorisje:
malo kolo, Veliko kolo, and igru sa
jastukom.

In 2003, Dr. Laszl6 Felfeldi published
a scientific study of the Serbs' dance
tradition in PomoriSje, in which he
exhaustively processed and
presented the Serbs' dancing
heritage in the Hungarian part of
PomoriSje. He states that the six most
popular dances were: veliko kolo,
malo  kolo, seljan¢ica, podvoje,
momacko kolo and poljupci, and in his
study he also states the following:
srpkinja, seljacica, kukunjeste,
vranjanka, Zikino kolo, zaplet, igra s’
jastukom, neven kolo, Brankovo kolo,
tango, step, fokstrot, valcer.

Milosav Tatari¢ demonstrated the
dances of Serbs in Romania at the
seminar of traditional dances in
Bajina Basta in 2009: malo kolo,
veliko kolo, Zikino kolo, kokonjesa
(kukunjesée), dudasko kolo, gajdasko
kolo, banaéansko kolo, karaba,
madarac, palegraj, seljacica, Saranac,
ficko and svatovac.

Suppose we exclude the dances
karaba and dudasko kolo from the
abovementioned repertoire. In that
case, we can proudly say that the
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MOTBpheH NPUIUKOM AYTOTOAUIIELUX
TEePEeHCKUX HCTPaKHBakba Yy OKBUPY
EmHokamna.

Op 2007. roguHe [0 JaHAC, y OKBUPY
KUKUHJCKOT EmHoxkamna 3abesieyxeHo
je neBeTHAeCT CPIICKUX Urapa: 8e/uko
K010, MQ.10 KO10, Ce/baH4ULa, Ce/bayuyd,
KyKyroew (wecmuya), HCUKUHO KOJIO,
waparay, hypheska, padukas, eajdawiko
Kos0, hosaauya, 3ansaem, CpnKurba,
Mopasay, ¢uyko, mabapay, kKauepay,
MOMAYKU ¥ C8AMOoB8ay.

[lopen cprckux, 3abeJieXXeHO je U
HEKOJIMKO PYMYHCKUX U Mabapckux
urapa: /1awkKo Ko/0, papa, de M Ha,
de doj, seHya, eHgepmuma, COpOK,
JleHYa, MpHYdya, neJjokK, epdesbamd,
nepjaHuya u uapdaw. Taxobhe cy
3abesie’)KeHU U OKPETHU IJIECOBU:
maHeo,  CBUHZ,  NOJKA,  cmen,
¢okcmpom u saayep.

3AK/bYYLIH

Cy6smmMupajyhu mogaTke o urpaMa
koje cy wu3Boguau Cpbu y
[Tomopuijy of nmosoBuHe XIX Beka
Jlo laHac, u3/iBojuo 6ux ciejehe:

» HWrpauku ponz 6poju 51 urpy,
0[] Kojux je: 12 pyMyHCKUX, 6
CTpPaHUX OKpeTHHUx, 1 cTpaHa
urpa y HacllpaMHUM
JvHujaMa, 1 mabhapcka urpa u
31 cpncka (ox kojux 13
npunazia crapyjem, a 19 urapa
HOBUjeM WIpavyKoM
pernepToapy).

» Taxobe, ox 31 rope nomenyTe
cprcke urpe, 19 je y kouty, 3 cy
napoBHe, 1 ce wusBogu Yy
dopmaumju  Tpojke  (ABe
JleBojKe U MOMaK Y CpeJIuHU),
3 urpe npejcraB/bajy 6upaha
KoJla, 4 uWrpe H3BOJe CaMoO
MyHiKapiy, a 1 camo »kene. 10

entire repertoire has been confirmed
during many years of field research
within the Ethnocamp.

From 2007 until today, nineteen
Serbian dances have been recorded
within the Kikinda Ethnocamp: veliko
kolo, malo kolo, seljancica, seljacica,
kukunjes  (Sestica), Zikino kolo,
Saranac, durdevka, radikal, gajdasko
kolo, dozalica, zaplet, srpkinjaq,
moravac, ficko, madarac, kacerac,
momacki and svatovac.

In addition to the Serbian ones,
several Romanian and Hungarian
dances were recorded: viasko kolo,
rara, de m'na, de doj, lenca, envertita,
sorok, lenca, mrncaua, pelok,
erdeljana, perjanica i cardas. The
spinning dances were also recorded:
tango, sving, polka, step, fokstrot and
valcer.

CONCLUSIONS

Subliming the data on the dances

performed by the Serbs in Pomorisje

from the middle of the 19th century until

today, [ would single out the following:

» The dance collection includes
51 dances: 12 Romanian, 6
foreign spinning dances, 1
foreign dance in opposite lines,
1 Hungarian dance, and 31
Serbian dances (of which 13
belong to the older and 19
dances to the newer dance
repertoire).
> Also, out of the 31 Serbian

dances mentioned above, 19 are
in a circle, 3 are paired, 1 is
performed in a formation of
threes (two girls and a guy in the
middle), 3 dances represent the
voting wheel, 4 dances are
performed only by men, and 1
only by women. 10 dances are
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urapa ce U3BOJM y3 BOKaJIHO-
WHCTPYMEHTaJIHy NpaTHy.

» [llpumehyjemo pga cy Cp6u
HeJIOCTaTaK MapoBHUX Urapa
y CBOM UI'PAaYKOM penepToapy

HaZioMellNMBaJM  UTrpameM
MahapcKUX UM PYMYHCKHX
NapoBHHUX Hrapa.

»  ]acHO MOXXEMO YOUUTH PA3JIUKY
n3Mehy crapujer W HOBHjer
Wrpaykor peneproapa. PaHuje
je wrpaykyd peneptoap 6u0
3HaTHO Mamer obuma U
[O03HABa/IX Cy Ta UrPavd CBUX
reHepauyja. TokoM BpeMeHa je
urpauko ymehe mnpectaso Ja
Oyie Mepuio JIpyLUTBEHOT
yrJle/ia, a 3Ha4aj urpe U yJora
BpPCHOI' Urpayda y JpyLUTBEHO]
3aje[HALM, H-erOBO YyBaKa-
Bambe U YIJIe/| KOjU je YKHBao,
H3TyOUIIH Cy BUTKY y 60poU ca
OpOjHMM TeKOBHMHaMa MoJiep-
HOT [ipyLUTBa Koje Cy JAoHesie

Jlpyradidja, HOBa  MepuJa
BPETHOCTH.
» Takobe, w3  HaBeJeHUX

noJiaTaka 3ak/bydyjeMo [a
OKOCHHUILLY u 2CPK“
UTrpayKor penepTtoapa
Cp6a y Illomopuiujy 4uHe
urpe: Maso Ko/10, 8e/aUKO
K0.10, KyKyrweurme, KUKUHO
KoJ/10, cesbaquuya, nodeoje u
Mmabapay.

Kpajem XIX Beka urpayku peneproap
[TomMopuilja HUje 6Uo Gorat, 6pojao je
cBera feceTak urapa. [logerak XX Beka
JIOHeO je HOBe MeJsioAvje W Behu 6poj
vrapa. Jou npe IIpBor cBeTcKor para,
noyesJyd Cy Ja ce Wrpajy IJIecOBU
CTPAHOT NOpeKJ/Ia: 8a/1Yep, MaH20... Kao
Y Jia ce U3BOJie CPIICKe TpajiCKe Urpe:
Cpnkurea, HeseH Ko/0.. Y TIpBO]
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performed with vocal-
instrumental accompaniment.

» We notice that the Serbs
made up for the lack of pair
dances in their dancing
repertoire by dancing
Hungarian and Romanian
pair dances.

» We can see the difference
between the older and newer
dancing repertoire. Previously,
the dancing repertoire was
much smaller and was known
by dancers of all generations.
Over time, dancing skill ceased
to be a measure of social
reputation, and the importance
of dance and the role of a good
dancer in the social
community, his appreciation
and the reputation he enjoyed
lost the battle in the fight with
numerous achievements of
modern society that brought
different, new standards of
value.

» Also, from the above data, we
conclude that the backbone
and "core" of the dancing
repertoire of the Serbs in
Pomorisje are the dances:
Ma/10 Ko0J10, 8e/qUK0 KO0.0,
KyKyrseuwme, XUKUHO K010,
cessaquya, nodeoje and
mabapay.

At the end of the 19th century, the
dance repertoire of PomoriSje was
not wealthy; it numbered only ten
dances. The beginning of the 20th
century brought new melodies and
many dances. Even before the First
World War, dances of foreign origin
began to be danced: valcer, tango... as
well as Serbian city dances: srpkinja,
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MoJIOBMHU XX BeKa MOYHMIbY CYy Ja ce
Wrpajy Wrpe Koje Cy CTUIJIe U3
lHentpanHe  Cpbuje:  kykyreeuwhe,
2KukuHo Ko10... Kao Y UTpe Koje cy 6use
ydeHe y MahapCKUM IJIECHUM LIKOJIaMa.
[IlpunukoM wucTpakuBawa aAp Jlacia
Qendenauja (ocamaeceTrx roarHa XX
Beka), koj, Cpba y MabapckoMm Jeny
[TomopwiILja 3a0e/IeXKeHO je TPUAeceTaK
urapa. [locneamwux geneHuja, 360r cBe
pebux TmpuIMKa 3a Urpame, a
napajeJHO ca THM UM CMambeha
CKJIOHOCTH Ka UTPH, UTPAuKu 06pacuy
Cy TOjeJHOCTaB/beHH W YHPOIIheHMU.
Crape urpe koje cy usvckvBase Behe-
0o/be Wrpayko ymehe, MOCTeNeHO cy
3a0CTaB/baHe, a Ha KbUXOBO MECTO Cy
JoJlasuile jeJHOCTaBHUje, Koje cy ce
HIUpWIe TOCPeACTBOM (OJIKIOPHUX
aHcaMbaJia.

Y penoj IlaHOHCKO] 30HH, A CaMHUM
TuM 4 y [lomopuijy, AOMHUHAHTaH
06JIMK WTpe je KOJI0, Koje Mpe/iCTaB/ba
HajCTapuju OGJIMK CPIICKUX Wrapa y
BojpoguHn. Moke OUTH 3aTBOPEHO
WM OTBOPEHO U YBEK je MEIIOBUTO.
[IpeTnocTaB/baM Ja ce OOGJMK KoJia
3a/IpXKao [0 laHacC Ka0 OCHOBHH 0GJIHK
W3 pasJjora IITO je IpuMaT y uUrpamMa
Cp6a u3 [lomopuiilja 610 KOJEKTUB U
KOJIEKTUBHO pasMull/barbe. [loTBpaa
TOra je MoJiaTak Ja ce y Ha3WBY YaK
jeflaHaecT urapa noMumbe ped ,KoJj0"
(ogHOCH Cce Ha 06JIMK urpe). MehyTum,
ycie[, IyTOroAUILLET YTHLAja Cpefitbe
EBpone, Ha LIEJIOKYIIHOM MOAPYYjy
BojBojiHE HEMMHOBHO Ce I10jaBJbyjy U
napoBHe urpe. Heszao6unasHu cy u
JIpyTH OBJIMIY 3[IpYKUBaba Urpayva, y
T3B. ,TpOjke” (MOMaK ca JiBe JIeBOjKe)
Wi ,4EeTBOpPKe“ (Ba MOMKa U /[Be
JleBojKe).

»3MHjOJIMKO" KpeTarbe cpeheMo y urpu
M0pasay, a WUrpame y HaClpaMHUM
JivHWjaMa cpeheMo y Urpu Koja HOCH

neven kolo... In the first half of the
20th century, dances that arrived
from Central Serbia: kukunjeste,
Zikino kolo... as well as dances taught
in Hungarian dance schools. During
Dr. Laszlo Felfeldi's research (in the
eighties of the 20th century), about
thirty dances were recorded among
the Serbs in the Hungarian part of
PomoriSje. In the last decades,
dancing patterns have been
simplified due to increasingly rare
opportunities to dance, and parallel
to that, a decrease in the inclination
to dance. The old dances, which
required more excellent and better
dancing skills, were gradually
neglected and were replaced by
simpler ones, which spread through
folklore ensembles.

In the entire Pannonian zone and
Pomorisje, the dominant form of the
dance is the kolo, which represents
the oldest form of Serbian dance in
Vojvodina. It can be closed or open
and is always mixed. I assume that
the shape of the circle has remained
the basic shape until today because
the priority in the dances of the Serbs
from PomoriSje was collective
thinking. This is confirmed by the fact
that the word kolo is mentioned in
the name of eleven dances (it refers
to the form of the dance). However,
due to the long-term influence of
Central Europe, pair dances
inevitably appear in the entire area of
Vojvodina. Other forms of dancing
association are also unavoidable,
such as the so-called "triplets" (a guy
with two girls) or "fours" (two guys
and two girls).

The dance moravac uses a "Snake-
like" movement, and the dance
palegraj uses dancing in opposite
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Ha3uB naaezpdaj. [Tprrkom
Ha/iurpaBatba MOMaka y KadaHama
(bupneBrMa) cpeheMo COJIUCTUYUKO
Wrpame, ¥ TO HajIIpe K3 pa3Jiora LITo Cy
TJIeCa/I 0 CTOJIOBUMA, U3Mehy duiatua.
[loyeTHH cMep KpeTamwa CBUX Urapa
je 3a [ecHOM pYyKOM, H3y3eB Y
8e/UKOM KOy, TJe je IOYeTHU cMep
KpeTama 3a JieBoM. Haj6osbu urpau
je cTajao Ha MOYETKY KOJIa MU HA3UBao
ce KO0JIOBODha, [JOK ce mocC/ae[bH
Wrpayd Ha3uBao ,BUrap” (6uy).

Cp6u y Illomopuiljy cy KuBesd ca
necMoM U My3ukoM. OKyIsbaJu cy ce
rOTOBO CBaKe Be4epH Ha CeJleHKaMa
YW Ha mpejuMa, rfle cy Hajuemthe u
y4uau ga urpajy. besmasio cBaka
yJulla je JIeTU I[paBuJa CBOjy
ceJleHKy, a IpeJa Cy ce ofprkaBaja y
JleBOjauKuM KyhaMa TOKOM jeCeHH U
3uMe. UrpaJio ce 3a ipKBeHe c/1aBe U
NMpa3HUKe, MO CBpileTKy Behux
MaoOpCKUX MOCJ0Ba, a MacoBHa Cy
6usia U KyhHa Beces/ba, HApPOUYHUTO
KpCHe cJiaBe U CBajibe.

Y nepuojty nocsie JIpyror cBeTCKOT paTa,
HapO4YMTO Cy GHJIe TOMyJIapHEe UTPAHKe
Y pasHe BpcTe GasioBa. UrpaHke cy ce
o/ipxkaBasie y 6uplieBuMa (kadaHama)
WM Y IOMOBUMA KYyJType, YeTBPTKOM
(yBeue), cyboTroMm (yBeue), Hele/bOM
(momosHe U yBeue), ,3a CBakor Beher
CBella" ¥ 3a Ap:KaBHe NpasHuke. MMase
Cy CBO] yCTa/beHU pefoc/ie]; Urapa, na cy
ce Tako 00aBe3HO OTBapaje MaauM
KO/IOM. JeIUHU TIepHOo/| Y TOKY TOJIUHE
Ka/la ce HUCY ofipKaBaJsie GUJIO0 je BpeMe
Yckpumser nocra.

Y TloMopwuijy ce urpa BeoMa >KHBO,
OIITPO, BHCOKO UM  XUTpPO, a
KapaKTEpPUCTUYHO je MYIIKO YKpa-
[IaBalke KOpaka M BeJUKH Opoj
MMIpOBH3alMja Koje MOMIA U3BOJie
»13 KoJIeHa", JOK UM FOpH-U JIE0 TeJa
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lines. While dancing with one
another, guys in bars (Birch)
encounter solo dancing, primarily
because they are dancing on the
tables between the bottles.

All dances' starting direction of
movement follows the righthand, except
in the dance veliko kolo, where the
starting direction of movement follows
the left. The best dancer stood at the
beginning of the kolo and was called the
dance leader, while the last dancer in the
kolo was called "Svigar" (whip).

Serbs in Pomorisje lived with song and
music. They gathered almost every
evening for meetings and dances,
where they often learned to dance.
Nearly every street met during the
summer, and gathering events were
held in girls' houses during the fall and
winter. After the completion of
significant village affairs, dance was
performed for church celebrations and
holidays, and there were mass home
celebrations, especially  baptism
celebrations and weddings.

Dances and various types of balls
were especially popular after the
Second World War. Dances were held
in birch (taverns) or cultural centers
on Thursdays (evenings), Saturdays
(evenings), Sundays (afternoon and
evening), "for every major saint day,"
and national holidays. They had their
own established order of dances, so
they necessarily opened with malo
kolo. The only period during the year
when they were not held was during
the Easter fast.

Pomorisje's dance is energetic, sharp,
high, and fast. Men decorate their
steps with many improvisations, and
the boys perform "from the knees"
while their upper bodies are still.
Men improvise in different ways: hit
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Mupyje. Mymkapuy uMIIPOBU3Yjy Ha
pa3/IM4YMTe HauYUHe: yiapajy NIeTOM 0O
neTy, 4YMU3MOM O 4YM3My, HoOrama
»Melajy, nieTy", KOJIEHUMa
NnokJienyjy.. TOKOM urpama ce He
npesas3u BeJUKU npoctop. Kaxe ce:
JUITo ce Mmyuikapaiy Buille pa36ana y
urpu, To je 60/buM urpauy‘. Putam
KOpaka je 610 BeoMa GUTaH y UTPU. Y
cMTyaljaMa KajJa HUje OWIIo
My3UUKe NpaTke, yAapamkbe YN3MOM
0 4YM3My je MOTIJIO JlaBaTU pUTaM
WIrPU M UrpadyuMa, Kao W yJapuu
IITUKJOM 4u3Me o mnof .2Kene cy
W3BOJIUJIE KCTe Urpadke obpacie
Kao U MyLIKaply, a yKpalaBaje Cy
MHUpPHO, HEHaNaJHO, y TpaHUlaMa
[IPUCTOjHOCTH.

Y okBUpY UTpavyKe Mpakce NocTojaaa
cy “HemmcaHa npaBuJia”, ma ce Tako
OKO YeTpHaecTe roJijMHe yJa3uJjo y
KOJIO ofpaciaux. /JleBOjKy je y KoJo
yBOAMO OpaT ujau npujatesb (y
cJIy4dajy na Hema 6para).

Hrpe cy Hekazia npaTWJ/IU rajaauu u
¢pynamu.  Beh  nmocae  Ilpsor
CBETCKOT paTa, y OBUM KpajeBUMa Cy
ce T1nodyesie TIOjaB/bMBAaTH NpBe
JIBOpeiHe XapMOHHUKe, a HeLTo
KacHUje u BUoJiMHe. McToBpeMeHO
MOYHUbY []a Ce OCHUBAjy TaMOypalIike
“6anye” (opkecTpH), KOjux je GUIJIO
CKOPO y CBAaKOM CeJly.
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