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Prusac je jedno od rijetkih mjesta u Bosni i Hercegovini za
koje se moZe reci da je zadrzalo odlike tradicijskog Zivlje-
nja u kojem brzina saviemenog zivota nije u velikoj mjeri
potisnula worijegene kulturne obrasce. I danas, u 21. stolje-
Cu, Prusac je mjesto koje se po svojim karakteristikama ne
moze nagvati ni gradom ni selom. 1o je homogena sredina
sa stopostotnim muslimanskim stanovnistvom medu kojim
je rasirena religijska praksa. S obzirom na dominirajuci
religijski element, na ovom podrudju je ragvijena duhovna
muzicka praksa, cemu znacajan podsticaj daje i Ajvatovica
— najznacajniji i najveci dogadaju na ovom podruju. Pored
duhovne muzicke prakse, w Pruscu i okolini se gaji i svje-
tovna muzicka praksa, &ja se prisutnost moe pratiti kroz
postojece muzicke izricaje, ali i kroz kazivanja o onim izri-
Cajima koji Zive samo jos u sjecanjima stanovnika Prusca. U
skladu sa navedenim zapazanjima, terenskim istrazivanjem
na ovom podrudju je bilo moguce pratiti odjeke i svjetovne i
duhovne muzicke prakse koji su i danas prisutni medu nje-
govim stanovnistvom. Biljegenje muzicke prakse ovog kraja
je bagirano iskljucivo na rezultatima vlastitog terenskog
istrazivanja, odnosno na priopéenjima kazivaia.

Kljuéne rijeci: Prusac, dubovna muzicka praksa, svjetovna
mugicka praksa

Svjetovna muzicka praksa prusackog kraja

Vecina podataka o svjetovnoj muzickoj praksi ovog
podrucja odnosi se na muzicku praksu koja se gajila
pocetkom proslog stoljeca. Pored toga, zabiljezeni
su i podaci o muzickoj praksi koja je danas prisutna
u Pruscu, $to je doprinijelo zakljucku o kontinuitetu
muzickog zivota na ovom podrucju. Muzicka prak-
sa koja je pocCetkom proslog stoljeca bila prisutna
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Prusac is one of the few places in Bosnia and Herzego-
vina that can be said to have retained features of the
traditional life in which the speed at which we now live
has not to any great extent displaced established cultural
patterns. Even now, in the 21* century, Prusac is a place
that cannot be described as either a town or a village.
It is a homogeneous environment with a hundred per-
cent Muslim population, where religious is still widely
practised. As a result, religious music is still very much
present, thanks in considerable measure to the Ajvato-
vica ceremony, the largest and most significant event in
this area. Secular music is also fostered in Prusac, as is
evident from surviving musical expressions as well as
from accounts of those that live on only in the memory
of the people of Prusac. It was therefore possible during
field research in the area to trace the echoes of both se-
cular and religious music still present among its people.
The recording of musical practice in this area was based
solely on the results of field research, in the form of sta-
tements by interviewees.

Key words: Prusac, religious music, secular music

Secular music in the Prusac area

Most of the data on secular musical practicesin
thisarearelate to those of the early 20™" century,
though some information relating to those still
present in Prusac was also recorded, revealing
continuity in the musical life of the area. The
musical practices that were present in Prusac
in the early 20" century consisted of those
forms that were fostered in rural areasin Bos-
nia and Herzegovina as a whole. These forms,
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na podrucju Prusca obuhvatala je muzicke oblike
koji su se inace u to vrijeme gajili u seoskim sredi-
nama u BiH. Pod ovim oblicima, koje su kazivaci
okarakterisali kao “uobicajene”, podrazumijevalo
se pjevanje djevojaka, pjevanje mladi¢a, pjevanje
uz kolo i kolanje, pjevanje uz besiku, te pjevanje u
sklopu svadbenih obicaja. Na osnovu saopéenja in-
formatora, moze se pretpostaviti da je repertoar pje-
sama koje su se izvodile bio raznolik. Djevojke u
Pruscu su se sastajale i pjevale na lokalitetima Grad
i Tepedzik, dok su se mladi¢i sastajali Pod orahom.?
Djevojke su se sastajale petkom, jer se u musliman-
skoj sredini u BiH petak sve do sredine 50-ih godina
20. stoljeca smatrao neradnim danom, odnosno za
ovaj dan vezivalo se sve ono §to se, inace, vezuje za
nedjelju kao neradni dan. S obzirom da su muskarci
petkom odlazili na zajedni¢ku podnevnu molitvu
u dzamiju (dzuma), zene su imale viSe prostora i
vremena za svoja druzenja, u ¢emu su prednjaci-
le djevojke. Petak je takoder bio dan rezervisan za
aSikovanje (razgovor mladi¢a i djevojaka), ¢iji su
neizostavan dio Cinile i pjesme, iskljucivo ljubav-
nog karaktera. Upravo ovim pjesmama djevojke
su slale svojevrsne simboli¢ne poruke mladi¢ima,
i obrnuto. Tokom sastajanja petkom djevojke bi za-
jedno prele, svirale i igrale. Pored ovakvih odvo-
jenih sastajanja, postojala su i sastajanja grupnog
karaktera, pri ¢emu su mladiéi i djevojke zajedno
pjevali. Jedna od takvih prilika je bio rad u polju,
prilikom kojeg su se pjevale tzv. radne pjesme. Ove
pjesme, koje su informatori u Pruscu i terminoloski
izdvojili i posebno oznacili, imale su, €ini se, dvo-
jaku funkciju — zblizavanje mladica i djevojaka, te
olaksavanje obavljanja odredenih poslova koji su
se, radi efikasnosti, obavljali zajednicki. U tim pri-
likama nekad bi djevojke prve zapjevale, a mladici
bi odgovarali, §to odgovara obliku natpjevavanja,
ili bi svi pjevali zajedno.? Prilikom natpjevavanja
naj¢esce bi se pjevale pjesme Saljivog karaktera.®

1 Zabiljezeno od Melée Kisije (1927).

2 Kazivala Fazila Kula$ (1927). Zabiljezila Badema Softi¢ u
Pruscu, 2009. g.

Medu pjesmama koje su muskarci pjevali ocekujuéi odgo-
vor djevojaka bila je i:
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“Duni, vjetre, malo sa Neretve,
da ja vidim moju milu Daru.
Bi I’ se Dara poljubiti dala?
Kakva bi se ja djevojka zvala,
Kada bi se poljubiti dala?”

28

which interviewees described as “uobicajene”,!
included girls singing, boys singing, singing
in kolo, singing by the cradle, and singing as
part of wedding customs. From what informants
said, the repertoire of songs was varied. Girls
in Prusac met and sang at places called Grad
and Tepedzik, while boys met at a place called
Pod orahom.? Girls met on Fridays, which was
regarded as a non-working day among Muslims
in Bosnia and Herzegovina until the 1950s, and
was associated with everything that now per-
tains to Sundays. Since men attended congre-
gational noon prayers (juma) in the mosque on
Fridays, the women had more time and space
to socialize, with girls taking the lead. Friday
was also the day reserved for aSikovanje (boys
and girls conversing, courting), an inseparable
part of which were songs, invariably about love.
Girls used these songs to send a kind of sym-
bolic message to the young men, and vice ver-
sa. At their Friday gatherings, girls would spin,
play musical instruments and dance together.
Aswell as these separate gatherings, there were
also those at which boys and girls would meet
and sing together. One opportunity for such
meetings was field work, when work songs were
sung. These songs, which informants in Prusac
designated separately, with their own terminol-
ogy, seemed to have a dual purpose — to allow
boys and girls to get to know each other, and
to make certain jobs easier that were performed
together for greater efficiency. On these occa-
sions, sometimes the girls would sing first and
the boys would respond, each outsinging the
other, or all would sing together.®> When outsi-
nging each other, the songs would usually be of
a humorous nature.*

Men and women would also sing together at
spinning bees, which means that shared work

1 Meaning common, customary, usual, ordinary, standard...
2 Related by Mel¢a Kisija (1927).

8 Related by Fazila Kula§ (1927) and recorded by Badema
Softi¢ in Prusac, 2009.

One of the songs sung by men in anticipation of a response
from the girlswas this:

4

“Duni, vjetre, malo sa Neretve,
Da ja vidim moju milu Daru.
Bi I’ se Dara poljubiti dala ?
Kakva bi se ja djevojka zvala
Kada bi se poljubiti dala?”
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Muskarci i zene zajedno bi pjevali i pri pre-
lima, §to znaci da su zajednicki poslovi redov-
Nno inicirali 1 pjesmu kao vid komuniciranja iz-
medu pripadnika razli¢itih skupina — muskara-
ca i zena. Na prelima bi se uglavnom skupljala
omladina. Igralo bi se kolo i pjevalo, a u kolu
su djevojke Cesto birale mladice. Ovo je ina-
¢e uobicajena mjeSovita igra koja se naziva i
“biranje”. Kaziva¢ navodi da se uz nju pjevala
sljedeca pjesma:

“Hajde, curo, biraj,
puno nesto diraj.”

“Kad se ovo dvoje izaberu, dva sevdaha, vjencaj
bi se do sabaha.” Navedena pjesma bi se pjevala
kao becarac.

Ove pjesme su pjevale djevojke, dok su mladici
Sutjeli i cekali da budu izabrani, $to je u potpunoj
koliziji sa uvrijeZenim misljenjem o inferiornom
polozaju zene opcenito u muslimanskoj sredini
Bosnei Hercegovine.

Pored rada u polju i prela, pjevalo se, izmedu
ostalog, i prilikom dva, po svemu najznacajnija
narodna praznika — Aliduna (2. august) i Jurjeva
(6. maj). Prilikom proslave Aliduna, kako isticu
pojedini kazivaci, morao je biti prisutan harmo-
nika$ koji je znao najbolje svirati. Uz ovu svir-
ku bi se igralo kolo. Tom prigodom bi djevojke i
mladi¢i aSikovali.

Posebnu ulogu u muzickom zivotu Prusca
su imale pjesme u sklopu svadbenih obicaja, pri
¢emu se odredena pjesma vezivala za odrede-
nu etapu u zenidbenom ritualu (npr. izvodenje
mlade iz roditeljske kuc¢e, dolazak mlade u kuéu
mladoZzenje i sl.), a §to se moglo zakljuciti iz sa-
opcenja kazivaca. Tako je osamdesetdvogodisnja
kazivacica navela da se u casu dolaska svatova
sa mladom u ku¢u mladozenje pjevala sljedeca
pjesma, ¢ije melodije se nije mogla sjetiti, pa ju
je izrecitovala:

“Kud idete ki¢eni svatovi?
Dobro, majko, svate docekajte,
Svakom svatu po bosc¢aluk dajte,
Mome dragom devet bosc¢aluka.”

4 Kazivao Osman Hamzakadi¢. Zapisala Badema Softi¢
2009. g.
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would often give rise to songs as a means of
communication between members of different
groups — men and women. It was mainly young
people who formed spinning bees. They would
dance kolo and sing, and it was often the girls
who chose the young men for the kolo. This was
a customary mixed dance known as “choosing.”
An informant said that the following song was
sung in these cases:

“Hajde, curo, biraj,
puno nesto diraj.”

“When two people chose each other, two
sevdahs, they would marry by dawn.”® This song
would be sung as a becarac.

These songs were sung by girls, while the
young men kept quiet, waiting to be picked,
which is completely contrary to the entrenched
view that women in general hold an inferior
position in Muslim circles in Bosnia and Her-
zegovina.

As well as the songs sung when working in the
fields or spinning, there was also singing two of
the most important popular feast days — Alidun
(St Elias’ Day, 2 August) and Jurjevo (St George’s
Day, 6 May). An essential feature of the Alidun
celebrations, as some informants related, was an
accordionist, who had to be the best player. There
would be kolo dancing to the accordion, and the
girls and boys would court.

Wedding songs held a special place in the mu-
sical life of Prusac. Certain songs were associated
with certain specific events in the wedding rituals
(the bride leaving her parental home, her arrival at
the bridegroom’s home, and so on), as informants’
accountsreveal . A woman aged eighty-two related
that when the wedding guests arrive at the bride-
groom’s house with the bride, the following song
was sung, though she could not recall the tune,
only the words:

“Kud idete ki¢eni svatovi?
Dobro, majko, svate docekajte,
Svakom svatu po bosc¢aluk dajte,
Mome dragom devet boscaluka.”

5 Related by Osman Hamzakadi¢ and recorded by Badema
Softi¢, 2009.
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Uvodenje mlade u ku¢u mladozenje pratila je, One of the songs that accompanied the bride’s
pored ostalih, i ova pjesma: entry into the bridegroom’s house was this:

“Sta se ono tamo bijeli, “Sta se ono tamo bijeli,

tamo bijeli, u gori? tamo bijeli, u gori?

Ono majka sina zeni, Ono majka sina Zeni,

Pase vesdli. Pase vesdli.

Svi se redom veseljase, Svi se redom veseljase,

Majka najvise. Majka najvise.

Pruzila se zlatna Zica, Pruzila se zlatna Zica,

Sa bedena na ba?,° Sa bedena na ba?,®

Pruzila se sa fesica, Pruzila se sa fesica,

Mladoj zeni oko duvaka.” Mladoj zeni oko duvaka.”

Navedena pjesma, najcesée pod nazivom “Tre- This song, usually entitled “Trepetljika trepet-

petljika trepetala®, spada u grupu onih pjesama ala,” belongs to the group of songs without which
bez kojih se na prostorima BiH nekada nije moglo  wedding celebrations could not be imagined in
zamisliti svadbeno veselje. Bosnia and Herzegovinain the old days.

Pored svadbenih pjesama, na podrucju Prusca Lullabies were another kind of song that
su se gajile i uspavanke. Tokom terenskog istrazi- was sung in Prusac. Three examples have been
vanja zabiljeZena su tri primjera uspavanki.® Jedna  recorded during field research.” The words of
od zabiljeZenih uspavanki po svom sadrzaju od- one of them correspond to the ilahija lullaby
govara obliku ilahije-uspavanke, §to pridonosi za- form, leading to the conclusion that religious
kljucku o vrlo rasirenoj duhovnoj muzickoj praksi  music was widespread in Prusac, as will be dis-

Prusca o kojoj ¢e biti rijec¢i neSto kasnije. cussed later.
Primjer 1. Example 1:
Kazivala: Mel¢a Kisija (1927.) Related by Mel¢a Kisija (1927)
Transkribovala: B. Softi¢, 2009. Transcribed by B. Softi¢, 2009
ALLAH,ALLAH, EFILE ALLAH,ALLAH, EFILE
[lahija-uspavanka I1ahija lullaby
==l

-

A-llsh A-lahe=-f - le. bo-ba b~ ¢ de-fi-k. lo-p-llaae goo-n- e, TA fTefuo 1 - BN

' Kl
du-sma-ni-iwa ha- da. mc.n - di p-luwed-. Torc-pase- k- miel - 0 dwbono-main' k- pae et

Zbog starosti kazivacice se sa snimka nije moglo pouzdano

odgonetnuti o kojoj se rijeci radi. 5 The age of the narrator made it difficult to identify these
6 Navedenu uspavanku, kao i preostala dva muzicka primje- words on the recording.

ra je snimila Nirha Efendi¢. Sva tri primjera su uz njenu 7 This lullaby and another two were recorded by Nirha

saglasnost ukljucena u istrazivanje muzicke prakse i trans- Efendi¢, and all three were transcribed in 2009 and have

kribovana tokom 2009. godine. been included here with her permission.
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Primjer 2. Example 2:
Kazivala: Meléa Kisija (1927.) Related by Mel¢a Kisija (1927)
Snimila: Nirha Efendi¢ Recorded by Nirha Efendi¢
Transkribovala: B. Softi¢, 2009. Transcribed by B. Softi¢, 2009
PULA, PULA, NANE PULA, PULA, NANE

bu-loqu lo. e - ne-.  Ku-pr-cu i opo-u-ps 0 we-be-newon-go-le. blane gu- e s osme-hiw- i

a i-b-niodeeve-nic Faod B-on iz bo-san, g beomn Ju-Bi - s e oo rak-w o - <

-ep-jo g 0 - e - ha-duema cd pe-da 5 - pa-du- o, ol Sp-dgom - ke ko- e dmo-hilo bo- s

Primjer 3. Example 3:
Kazivala: Saima Lula Hubijar Related by Saima Lula Hubijar
Snimila: Nirha Efendi¢ Recorded by Nirha Efendi¢
Transkribovala: Badema Softi¢, 2009. Transcribed by Badema Softi¢, 2009
LILA, BUBA, NEMA SULJO ZUBA LILA, BUBA, NEMA SULJO ZUBA

IMiE-nz-m-fipealfdbel-gal - ama fn - Iy Jhaawy & - 0 -, dra-crugi-NAwweia g - fuem . B

Medu ostalim primjerima svjetovne muzicke Other examples of songs once familiar in
prakse koja je bila prisutna na podru¢ju Prusca, Prusac and still living in the memory of in-
a koji i danas zive u sje¢anju sagovornika, su i  formants are the following, which include this
sljede¢e pjesme, medu kojima je i jedan napjev  well-known Bosniac oral ballad related by
sevdalijskog tipa koji je zabiljezen od M. Kisije. Mel¢a Kisija.

Pjesma je, inace, jedna od vrlo poznatih bosnjackih
usmenih balada.

31



B. PITIC, ODJECI SVJETOVNE I DUHOVNE MUZICKE PRAKSE PRUSACKOG KRAJA U SAVREMENOM DOBU, GZM (E) NS 50

Primjer 4. Example 4:
Kazivala: Meléa Kisija (1927.) Related by Meléa Kisija (1927)
Zabiljezila i transkribovala: B. Softi¢, 2009. Recorded and transcribed by B. Softi¢, 2009
KAD VILICI SEJU UDAVASE/’ KADA VILICI SEJU UDAVASE/®

bra-31 i-gpen- ] - T iT ku-le je - ma oav-Tu-skn wTa - Ly,

U repertoaru iste kazivacice svoje mjesto su The same narrator’s repertoire also includ-
nasle i one pjesme koje su tematikom usko vezane  ed songs directly relating to Prusac and its sur-
za podrucje Prusca i okoline, kao $to to potvrduju  roundings, as evidenced by the next two folk

i dva naredna primjera. songs:
Primjer 5. Example 5:
Kazivala: Mel¢a Kisija (1927.) Related by Melé¢a Kisija (1927)
Zabiljezila i transkribovala: B. Softi¢, 2009. Recorded and transcribed by B. Softi¢, 2009
NISAM TKALAC NI PRELAC NISAM TKALAC NI PRELAC
= =350

ﬁ*
|
Ji

Y
Hi « = oo I moo. e =l u o« daF o W n L T Ty
i i —————
p—
: —=
LI Prw-scu = - kn-cs gm - o m s dl - g - ma - e

7 Ostali tekst ove balade u interpretaciji Melce Kisije glasi: 8 The rest of the ballad as interpreted by Mel¢a Kisija is as follows:

Kad je bila niz polje ravno, Kad je bila niz polje ravno,
Udri kiSa, udri sniZavica, Udri kiSa, udri sniZavica,

A na Ajki devet kabanica, A na Ajki devet kabanica,

Sve devet se u jednu sledilo. Sve devet se u jednu sledilo.
Kad su dosli pred bijele dvore, Kad su dosli pred bijele dvore,
Svi svatovi u bijelu kulu, Svi svatovi u bijelu kulu,

A divojku u studenu kulu. A divojku u studenu kulu.

Kad na vrata svekrvica njena, Kad na vrata svekrvica njena,
Ne pita je je I’ ti nevo zima, Ne pita je je I’ ti nevo zima,
Ven joj gleda Sava uz kosulju: Ven joj gleda Sava uz koSulju:
Lipa Sava ako si ga $ila. Lipa Sava ako si ga Sila.

Kad na vrata zaovica mlada: Kad na vrata zaovica mlada:
Lipa veza ako si ga vezla. Lipa veza ako si ga vezla.
Niko ne pita je I’ ti nevo zima. Niko ne pita je I’ ti nevo zima.
Kad na vrata starija jetrvica. Kad na vrata starija jetrvica.
Ona nosi Camku u naramku. Ona nosi Camku u naramku.
Pitaj, Camko, je I’ ti, strina, zima? Pitaj, Camko, je I’ ti, strina, zima?
Jes’ mi zima, malo $to sam ziva. Jes’ mi zima, malo Sto sam Ziva.
Eto ide sedam tovar blaga, Eto ide sedam tovar blaga,

Tri tovara Camki u naramku, Tri tovara Camki u naramku,
A ono agi Hasanagi. A ono agi Hasanagi.

To izusti i tefin dusu pusti. To izusti i tefin dusu pusti.
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Primjer 6.

Kazivala: Meléa Kisija (1927.)
Zabiljezila i transkribovala: B. Softi¢, 2009.
0J, BUGOJNO RAVNO

= =30

Example 6:

Related by Mel¢a Kisija (1927)
Recorded and transcribed by B. Softi¢, 2009
0J, BUGOJNO RAVNO

(Y E_.i—-—;'_b--i I

Of THiepapamn m ¥ §rey, A

v Cu- gofi-mi - - G

Dok je prva navedena pjesma vezana za, moglo
bi se reci, lokalnu stvarnost (opce je poznato da su
Pruscaci bili nadaleko poznati majstori — kacari, ¢iji
proizvodi su bili cijenjeni i izvan granica BiH), druga
pjesma varira temu tzv. dnevne migracije, u kojoj se
apostrofira Bugojno kao najblizi gradski centar koji
je apsorbovao okolnu radnu snagu. Sljedeci primjer
je pjesma koja predstavlja ljubavni poziv djevojke,
ali u podtekstu opet najvjerovatnije zasnovan na
realnosti. Naime, u obicajnoj praksi znalo se i vri-
jeme koje je bilo odredeno za sklapanje brakova,
posebno u seoskim sredinama. Bilo je to u periodu
godine kada bi se okoncali redovni poslovi u polju,
oko ljetine, tj. u jesen. Stoga i vrijeme kiSe koje se u
narednoj pjesmi oznacava kao vrijeme pogodno za
okupljanje svatova, odnosno zenidbu najvjerovat-
nije nije sluc¢ajno odabrano.

Primjer 7.

Kazivala: Saima Lula Hubijar
Snimila: N. Efendi¢, 2008.
Transkribovala: B. Softi¢, 2009.
KISA PADA, BLATO JE

Cr-wen fa-3¢ ma- kr - -

mi -

svg - Cje-voj-ke pri- mo -

While the first of these could be associated
with a local feature (Prusac was known far and
wide for its coopers, whose products were highly
rated even beyond the borders of Bosnia and Her-
zegovina), the second is a variation on the theme
of “daily migration” or commuting, and refers
to Bugojno as the nearest urban centre that was
drawing in workers from the area. The next exam-
ple is a song that is superficially a girl’s appeal to
love, but the subtext is again probably based on
reaity. In the old days, it was customary for mar-
riages to be arranged at a certain time, particularly
in rura environments — autumn, when the routine
field work of bringing in the crops was over. So
the reference to the rainy season in the following
song as ideal for weddings and assembling wed-
ding guests is probably deliberate.

Example 7:

Related by Saima Lula Hubijar

Recorded by N. Efendi¢, 2008

Transcribed by B. Softi¢, 2009
KISA PADA, BLATO JE
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Pored Zenskog pjevanja, u Pruscu je bilo rasi-
reno i musko pjevanje, koje se zadrzalo i do danas.
Najvise podataka o ovom pjevanju je prikupljeno

for we de -l

.
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It was not only women who sang in Prusac — it

was very common for men to do so, a custom that

survivesto the present. Most of our data on men’'s
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od kaziva¢a Osmana Hamzakadi¢a, koji je i danas
poznati pjevac becarca u ovom kraju. Becarce je ucio
pjevati od oca i starijih mladi¢a jos od djetinjstva.
Ovi becarci se pjevaju u grupama od pet pjevaca,
ali je njihov broj promjenljiv, u zavisnosti od tre-
nutne prisutnosti pa su za izvodenje nekada bila
dovoljna i dva pjevaca. Pored pjevanja becarca, O.
Hamzakadi¢ zna svirati i frulu i harmoniku, koja
mu ¢esto sluzi kao pratnja (bas) pjevanju becarca
u sluc¢ajevima kada je sam, kao §to je to bilo onda
kada je njegovo pjevanje zabiljeZzeno. Becarce na-
ziva “momackim pjesmama”. Izvode se tako Sto
jedan pjevac prvi pocinje (najcesce sam kazivac
ima tu ulogu), a ostali se priklju¢uju kao pratnja
— za to koristi termin “basiraju”. O. Hamzakadi¢
istice da onaj koji je poceo, dakle prvi glas, tokom
cijele pjesme mora ostati viSi od pratnje. “Mora se
isticati, da bi pjesma zvucala kako treba.” Muskar-
ci su, prema O. Hamzakadicu, pjevali u razli¢itim
prilikama, a posebno izdvaja pjevanje u sklopu
svadbenog veselja, ili Cesto sastajanje na lokali-
tetu Musala u Pruscu, kada bi muskarci pjevali iz
zadovoljstva i radi uveseljavanja drugih i sebe. Ne
izdvaja posebne svadbene pjesme — one su se bi-
rale proizvoljno i prema raspoloZenju, a najcesce
su to bili upravo becarci, poput narednog primjera
koji je zabiljezen od ovog kazivaca:

“Kad se budu Zenile barabe,
bit” ¢e vina i rakije dzabe.”®

Pored “uobicajenih” becaraca, Hamzakadic razli-
kuje 1 tzv. “odmarajuce” becarce. Pod njima podra-
zumijeva melodije koje se kre¢u u manjem opse-
gu i ne zahtijevaju veliki napor pjevaca, naro€ito
onog koji pocinje i pjeva prvi, visi glas. I u ovim,
“odmaraju¢im”, i u standardnim becarcima naj-
vaznije je umijece onih koji pjevaju pratec¢i glas
— ukoliko korektno ne izvedu svoj dio, izvedba
je neuspjela ili zahtijeva dodatni trud onoga koji
vodi i koji u tim slu¢ajevima “pokriva onoga koji
strsi”, tako da ima slucajeva da prvi glas nakon
Sto zapoc¢ne becarac nastavlja da pjeva drugi glas,
odnosno pratnju, $to i kaziva¢ ponekad praktikuje.

Ono $to je naroc€ito zanimljivo u Hamzakadi-
¢evom izlaganju je da on pamti da je bilo sluca-
jeva da su zene same pjevale uz harmoniku, $to

8 Zabiljezeno od Osmana Hamzakadic¢a 2009.g. Zabiljezila
Badema Softi¢.
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songs were provided by Osman Hamzakadic,
still known in the area for singing beéarac. This
he learned as a child from his father and older
boys. These songs were sung in groups of five,
though the number could vary depending on who
was present; they were sometimes performed
with as few as two singers. Osman Hamzakadi¢
also plays the flute and accordion, which he of-
ten uses as a bass accompaniment to his becarac
performances when he is alone, as he was when
his songs were recorded. He calls the becarac a
“lads’ song.” It is performed by one singer be-
ginning (usually Hamzakadi¢ himself), with the
others coming in as accompaniment — he uses
the term “bassing” for this. He also pointed out
that the first voice must remain higher than the
accompaniment throughout the song. “It has to
stand out, for the song to sound as it should.”
According to Hamzakadi¢, men would sing on
various occasions, but he highlighted in particu-
lar the songs sung at wedding celebrations, or at
the frequent meetings at Musalain Prusac, where
men would sing for pleasure and to entertain one
another. He did not single out any particular wed-
ding songs — they were chosen arbitrarily, de-
pending on the mood, but were usually becarac,
like the following example he offered:

“Kad se budu Zenile barabe,
bit’ ¢e vina i rakije dzabe.”®

Aswell as the “common” becarac, Hamzakadi¢
recognized what he called the “restful” becarac.
Thisrefersto melodieswith alesser range, placing
no great demands on the singers, and in particular
the first, higher voice. In both the restful and the
common becarac, what matters most is the skill of
the backing voices — if they do not perform their
part correctly, the performance is a failure, or re-
quires greater effort by the leader, who will “cover
the one standing out.” There are thus cases when
the first voice, after beginning the becarac, con-
tinues as backing, which he himself occasionally
practises.

Of particular interest in Hamzakadi¢’s account
is that he recalls instances of women themselves
singing to the accompaniment of the accordion,

9 Performed by Osman Hamzakadi¢, 2009, recorded by
Badema Softic.
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on istice kao izuzetak i odstupanje od uobicajene
prakse. Zato za ove zene navodi da su one bile
snazne i “jedre” i da su mogle “parirati* bilo
kojem muskarcu. Jedna od takvih djevojaka je
bila njegova sestra Dika, dok je kao svojevreme-
no najbolju pjevacicu u Pruscu istakao Mihriju
Dedi¢ koja se poslije udala u selo Karadze. Kao
dobre pjevace iz Prusca je naveo Ekrema Buturo-
viéa iz Torlakovca, Saéira Se¢i¢a, Amira Hamza-
kadica, te bra¢u Velju, Fehima i Ismeta Zuljko.
Poimeni¢no pamcenje onih koji su slovili kao do-
bri pjevaci ide u prilog zakljuc¢ku da se umijecu
pjevanja u prusackom kraju pridavao znacaj, te
da su dobri pjevaci imali posebno mjesto u lokal-
noj sredini.

Od spomenutog kazivaca, O. Hamzakadica,
zabiljezen je tekst i sljedeceg becéarca:

“Kune otac, kune majka stara,
Sto je mene rodila becara.

U becara nigdi nista nema,

Samo kutor $to u njemu sprema.
Rodi, majko, jos jednog becara,
Kad ja pjevam, da ja imam para.”

0. Hamzakadi¢ je sve becarce otpjevao uz
pratnju harmonike i uz svaki je svirao uvod i inter-
ludije izmedu stihova.®

U Pruscu se uglavnom igralo kolo koje su naj-
Cesée igrale mlade djevojke, a mogle su im se
prikljuciti i mlade Zene. Bilo je i mjeSovitih kola,
ali bi se u tom slu¢aju muskarci i Zene drzali za
maramicu, kako je to bilo uobic¢ajeno nekada i u
drugim sredinama Bosne i Hercegovine. Igralo
se u razli¢itim prilikama, izmedu ostalog i u pe-
riodu kada bi pristizale aslame (treSnje) — tada bi
se iSlo u obliznje selo u berbu i tom prilikom bi se
igralo kolo. Kola su se igrala uz harmoniku, tam-
buru, Sargiju, kao i uz frulu. Ove instrumente su
svirali isklju¢ivo muskarci, dok su Zene svirale
usnu harmoniku. Fazila Kula$ je, prema njenom
kazivanju, kao djevojka svirala usnu harmoniku.
Pored spomenutih instrumenata koji su bili pri-
sutni u muzickoj praksi u Pruscu i okolini, F. Ku-
las spominje da su djeca svirala u travu, dok se
od M. Kisije saznaje da je u Pruscu bio jedan svi-
ra¢ harmonike na Buvniku. Sto se tice saza, isti¢e

9 Ove muzicke primjere zbog glasnoce instrumenta i kva-
litete snimka nije bilo moguce u potpunosti i ispravno
transkribovati.
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though he made it clear that this was the excep-
tion, not common practice. He said of these wom-
en that they were strong and buxom, and that they
could hold their own with any man. One such girl
was his sister Dika; he also mentioned Mihrija
Dedi¢ as the best singer in Prusac in her day; she
later married a man from the village of Karadze.
He named several good male singers from Prusac:
Ekrem Buturovi¢ of Torlakovac, Saéir Se¢i¢, Amir
Hamzakadi¢, and the brother Veljo, Fehim and Is-
met Zuljko. His remembering the names of those
known as good singers suggests that knowing how
to sing was regarded as important in the Prusac
area, and that good singers occupied a specia
placein the local environment.

The text of the following beéarac was also re-
corded by Osman Hamzakadi¢:

“Kune otac, kune majka stara,
Sto je mene rodila becara.

U becara nigdi niSta nema,

Samo kutor $to u njemu sprema.
Rodi, majko, jos jednog becara,
Kad ja pjevam, da ja imam para.”

Osman Hamzakadi¢ sang all these becarac
to the accompaniment of the accordion, with an
introduction and interlude between the verses in
each case.?

The principal dance in Prusac was the kolo,
usually danced by girls, though young women
might also join them. There were also mixed ko-
los, but in that case the men and women would
hold handkerchiefs, not hands. The kolo was
danced on various occasions, including when
the aSlama sweet cherries were ripe, when
it was the custom to go cherry-picking in the
country. It was danced to the accompaniment of
the accordion, tambura, Sargija [a plucked, fret-
ted long necked chordophone] or flute. These
instruments were played only by men; women
played the mouth organ. Fazila Kulas said she
played the mouth organ as a child. She also said
that along with these instruments, played in and
around Prusac, children used to whistle with
grass. Melca KiSija related that there was an ac-
cordion player at Buvnik. She said she did not

10 Thevolume of theinstrument and the quality of the record-
ing made it impossible to transcribe these musical exam-
ples correctly and in full.
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da sazlije nije upamtila, ali da ih je bilo prije
nego §to se ona iz Oboraka udala u Prusac. Sakib-
-efendija Began navodi da je prije pedesetak go-
dina hadzija Muharem Began pravio sazove i
male Sargijice u Pruscu. Nije ih prodavao, pravio
ih je samo za sebe i za lokalnu upotrebu. Pored
toga §to je pravio instrumente, on je i svirao na
njima. Began navodi da je i hadzijin sin Ramiz
izuzetno dobro svirao harmoniku, ali nije pjevao.
Iz kazivanja O. Hamzakadi¢a se moze zakljuciti
da su ljudi u Pruscu po ku¢ama imali Sargije.
Kako je ve¢ spomenuto, muzicka praksa je
bila prisutna prilikom narodnih veselja koja
su se odrzavala za Alidun i Jurjevo. Medutim,
najznacajniji dogadaj i najve¢e masovno oku-
pljanje u Pruscu je Ajvatovica, prilikom cijeg
odrzavanja je takoder prisutna muzic¢ka praksa.
lako se ova praksa gotovo u potpunosti odnosi na
duhovnu muziku, odnosno na izvodenje ilahija,
postoji 1 dio u kojem se izvodi svjetovna muzika.
0. Hamzakadi¢ navodi da je nakon zavrSene zva-
ni¢ne ceremonije Ajvatovice bilo uobicajeno
da se priredi narodno veselje. Za ovo veselje
0. Hamzakadi¢ kazuje: “Sto se ti¢e Ajvatovice,
sluso sam od oca rahmetli, unazad 80 do 100 go-
dina, tada je konjanika vise bilo. Tada pjevanja
je bilo u grupama, sad natpjevavanje. Nisu se tad
neke nagrade nosile, publika je bio narod. Koja
grupa bolje pjeva, koje selo. Pjevali su Prusc¢a-
ni, pjevali su Karaulci, pjevali su, re¢emo, iz sela
momci. To da se vesele, dova je zavrSena. [ sada,
jedni pjevaju, oni nadmasuju. Kako se koji ucini
dobro, a haj’mo mi ZeS¢e. A slus’o sam od oca
rahmetli da su i tada Pruscani najbolje pjevali.
Najjaci su u pjesmi bili. Bio je Adil Kulas, stariji
covjek, im’o je devet brace. I oni kad bi zapjevaj,
gdje bi god zapjevaj, i sa tom svojom bracom i
‘vamo s komsijama, Prus¢anima, da su ostavljali
sve radove, da slusaju njih. (...) To bi ti moglo
bit” tamo ’35-te, 30-te, 25-te, jer njegove godine
(misli na svog oca, B. S.), njegov vijek pjevanja,
tada je bio najvicniji za pjesme. On je bio 1911.
godiste, do 30-te, eto to je 20 godina. Bac’o je se
kamen na Ajvatovici. Nije na stijeni, nego na li-
vadi. Kad se zavrsi dova, e, tu su najbolji momci
bacali kamen. U matere mi je amidza Mahmut
Skandro 15 godina bac’o kamen, a i Sargiju je
svir’o i pjev’o. Bio je kolovoda svim momcima.
Gdje je on 18’0 naprijed, svak’ je smio i¢’ za njim.
Bio je junak, i$’0 je, pjev’o je, ali ve¢inom je i$’o
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remember any Saz [long-necked lute] players,
but that there were some before the one from
Oborci married in Prusac. Sakib effendi Began
said that fifty years ago hajji Muharem Began
made saz's and small sargijasin Prusac, not for
sale but for himself and other local residents. He
also played these instruments. Began said that
the hajji’s son, Ramiz, was an excellent accor-
dion player, but did not sing. It seems from what
Osman Hamzakadi¢ said that people in Prusac
had sargijas at home.

As aready noted, it was the custom to have
music at the popular festivals of Alidun and Jur-
jevo. However, the main event in Prusac, attended
by large numbers of people, is Ajvatovica, where
thereisalso music. Though it was almost entirely
limited to religious music, in the form of ilahijas,
secular music was performed during part of the
event, as Osman Hamzakadi¢ related. Popular
entertainment followed the official Ajvatovica
ceremony, of which he said: “As for Ajvatovica,
| heard from my late father, that 80 or 100 years
ago there were alot of horsemen. People sang in
groups then, now they outsing each other. There
were no prizes then, the people were the audi-
ence. Whatever group sang best, that was the best
village — people from Prusac sang, and people
from Karaula, and lads from the country sang.
The idea was to have fun, the prayer was over.
Now some sing, they outdo others. As if it’s a
good thing to really go at it. | heard from my late
father that in those days the people from Prusac
were the best singers. They were the leaders for
song. There was Adil Kulas, an older man, he had
nine brothers. When they sang, wherever they
sang, with his brothers and here with his Prusac
neighbours, they would drop what they were do-
ing, to listen... That could have been back in ’35,
’30, ’25, those were his years [his father’s: B.S.],
his singing years, he was the best singer then. He
was born in 1911, so that’s 20 years to ’30. There
was stone-throwing at Ajvatovica, not on the
rock, in the meadow. When the prayer was over,
the best lads threw the stone. My uncle Mahmut
Skandro threw the stone for 15 years, and played
the sargija and sang. He was the leader of al the
lads. Wherever he went ahead, everyone dared
follow him. He was a hero, he went, he sang, but
most of the time he went first, the lads after him,
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naprijed, momci su za njim, Sargija je svirala. |
tako, ti be¢arci. Vec¢inom su ti bec¢arci najjaci bili.
A cure su pjevale s prozora. Prozor se otvori, one
izadu.”

Na osnovu navedenog kazivanja se moze zaklju-
¢iti da je prilikom ovakvih narodnih veselja koja su
se odrzavala poslije ajvatovacke dove bio prisutan
odredeni oblik takmicenja u pjevanju izmedu Prusca
i okolnih sela, prilikom kojeg bi, prema kazivanju
0. Hamzakadi¢a, Pruscaci uvijek dominirali, $to
govori o njihovom pjevackom umijecu. Takoder,
moze se zakljuciti i da je muzicki oblik koji je pri
tome bio izvoden bio muski becarac, a da su Zene
pjevale sa prozora, $to je razumljivo, s obzirom na
obicaj prema kojem Zene nisu prisustvovale zvani-
¢noj, vjerskoj ceremoniji Ajvatovice. Iz kazivanja
0. Hamzakadica se saznaje da u ovoj prilici nije
bila prisutna samo vokalna muzicka praksa, ve¢ i
instrumentalna, $to pronalazimo u njegovom navo-
du o svirci na Sargiji.

Duhovna muzicka praksa prusackog kraja

Nasuprot svjetovnoj muzickoj praksi, koja nije
bila sastavni dio same Ajvatovice, ve¢ je bila
propratni dio narodnog veselja koje bi se odr-
zavalo po zavrSetku dove, duhovna muzicka
praksa, odnosno ilahije, je bila i jeste dio zva-
ni¢nog vjerskog ceremonijala. O ulozi ilahija u
ovom bitnom dogadaju saznajemo iz priopce-
nja kazivaca. Prema njihovom pripovijedanju,
ilahija se pocinje uciti pri samom kretanju po-
vorke prema Ajvaz-dedinoj stijeni, centralnom
mjestu cjelokupne ceremonije. Ova ilahija je
jedinstvena po tome S$to se uci samo prilikom
Ajvatovice. O uCenju ove ilahije, koja se sasto-
ji od niza stihova koji se ponavljaju, svjedoci
“Prusac i njegove znamenitosti“ koja je objav-
ljena u Sarajevu 1940. godine: “...uz milozvu-
¢no ucenje ilahija i uz veliku puscanu, zapravo
plotunsku paljbu, povorka kre¢e kroz stijenu
do Ajvaz-dedina vrela, i tu, na Ajvaz-dedinoj
livadi, u prekrasnoj crnogori¢noj Sumi, nastane
pravo narodno veselje”.

Prilikom terenskih istrazivanja obavljenih u
Pruscu tokom 2009. godine, zabiljezena su dva
primjera ove ilahije, i to primjer zabiljezen od
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he played the sargija. And so, the bec¢arac. Most-
ly those becarac’s were the best. And the girls
sang from the window. The window was opened,
they came out.”

This suggests that during the popular enter-
tainment following the Ajvatovica prayers there
was some kind of singing competition between
Prusac and the surrounding villages, in which
Prusac was always foremost according to Osman
Hamzakadi¢, evidence of their singing skills. It
also suggests that the music performed on those
occasions was the man's becarac, and that the
girls sang from the windows, which is under-
standable, since it was not the custom for women
to attend the official religious Ajvatovica cer-
emony. His account also reveals that the music
was not only vocal, but also instrumental, as his
mention of the sargija indicates.

Religious music in the Prusac area

Unlike secular music, which was not an integral
part of the Ajvatovica ceremony, but rather an ac-
companiment to the popular entertainment that fol-
lowed, religious music, in the form of the ilahija,
was and is part of the official religious ceremony.
Accounts by our informants revealed the role of
theilahijain thisimportant event. They relate that
people began to recite an ilahija as the procession
moved off to Ajvaz-dedo’s rock, the focal point
of the entire ceremony. This ilahija is unique in
that it is recited only at Ajvatovica. In his Prusac
i njegove znamenitosti, published in Sarajevo in
1940, Hamidovi¢ wrote of this ilahija, which con-
sists of aseries of repeated verses: “the procession
passed through the rocks do Ajvaz-dedo’s spring
to the sweet sound of theilahija and aregular vol-
ley of gunfire, and there, in Ajvaz-dedo’s meadow,
in the beautiful coniferous forest, the true folk en-
tertainment began.”

Two examples of thisilahija were recorded
during thefield research conducted in Prusacin
2009, one recited by Ismet Silajdzija (b. 1931),
who performed it at Ajvaz-dedo’s rock on Aj-
vatovica day along with his brother Camil (b.
1923), and one by Meléa Kisija (1927) who,
being a woman, does not attend the “men’s”
Ajvatovica.
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kazivaca Ismeta Silajdzije (roden 1931.), koji ovu
ilahiju zajedno sa bratom Camilom (roden 1923.),
izvodi na dan Ajvatovice na Ajvaz-dedinoj stijeni,
i primjer zabiljezen od kazivacice Mel¢e Kisije
(1927.), koja, kao Zena, ne prisustvuje “musko;j”
Ajvatovici.

Prema Ismetu Silajdziji, svake godine se uce
iste ilahije, i to samo za Ajvatovicu, kada ide po-
vorka. Kad se prouci jedan stih, uvijek se poslije
vikne: “Amin!” — prvo barjaktar, a potom svi ostali
konjanici. Ilahija se uci u Cast Ajvaz-dede. Pocinje
se uciti kada povorka krece ujutro ispred Kjafijine
dzamije u Pruscu, i uci se sve dok povorka ne sti-
gne do brda. SilajdZija pripovijeda da su ilahiju na
Ajvatovici ranije uglavnom ucila po Cetiri momka,
te da bi se ona ucila sve dok povorka ne bi stigla
do odredenog mjesta. 1°

M. Kisija kazuje da je svako selo imalo svoj
barjak i djecu koja su ucila ilahije. Spominje da
se nije ucio tekbir, ve¢ samo ilahije, kojima je
prethodila sura Rabijesir.’* Ovo kazivanje je u
suprotnosti sa kazivanjem I. Silajdzije, koji nije
spomenuo djecu kao ucace ilahije, kao i sa za-
biljezenim stanjem na terenu tokom Ajvatovi-
ce 2009. godine, kada je povorka konjanika na
putu prema Pruscu ucila upravo samo tekbire, a
ne ilahije.'?

Oba zapisa ove ilahije se baziraju na istoj
melodijskoj osnovi i kre¢u se u okviru istog te-
trakorda, s tom razlikom da je primjer zabiljezen
od M. Kisije ritmicki bogatiji i raznovrsniji, dok
je primjer 1. Silajdzije jednostavan, bez narocite
proizvoljnosti ritmi¢kog pokreta u cilju bogace-
nja melodijske linije. Ilahija se sastoji od jedne
male reCenice koja poCinje i zavr$ava finalisom, a
koja se ponavlja onoliko puta koliko ima stihova.
Nakon svakog ponavljanja se izgovori: “Amin!”.
Tekst ilahije je na arapskom jeziku i zapisana je
arebicom. Iz razgovora sa kaziva¢ima moglo se
zakljuciti da oni smatraju da je ilahija tekstom

10 Kazivao Silajdzija Ismet (1931.). Zabiljezila B. Softi¢ u
Pruscu, maj 2009. godine.

1 Kazivala Meléa Kisija (1927.). Zabiljezila B. Softi¢ u
Pruscu, mart 2009. godine.

2 Potrebno je istaci da ceremonija na dan same Ajvatovice,
kada povorka ide kroz Ajvaz-dedinu stijenu, nije zabilje-
zena, ve¢ samo odlazak povorke i centralna svecanost u
Donjem Vakufu dan prije, pa se spominjanje ucenja ajva-
tovicke ilahije ovom prilikom trenutno svodi na pripovije-
danje kazivaca.
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According to Ismet Silajdzija, the same ila-
hija is performed every year, only at Ajvatovica,
when the procession moves off. After each verse,
people shout “Amin!” — first the standard-bear-
er, then the rest of the cavalcade. The ilahija is
recited in honour of Ajvaz-dedo, starting when
the procession moves off from Kjafi’s mosque in
Prusac, and continuing until it reaches the hill.
Silajdzija related that in the old days the Ajvato-
vicailahija was usually recited by four lads, who
continued until the procession reached a certain
point.*

Melca Kisija related that every village had its
own banner and children who recited the ilahija.
She also said that the rakbir was not recited, only
theilahija, preceded by sura Rabijesir.? This does
not accord with Ismet Silajdzija’s account, for he
made no mention of children reciting the ilahija,
or with the Ajvatovica ceremony in 2009, when
the caval cade recited the takbir only on the way to
Prusac, with no ilahijas.®

Both recordings of thisilahija are based on
the same melody and begin with the same tet-
rachord, except that the one recorded by Mel¢a
Kisija is richer and more diverse rhythmically,
while that recorded by Ismet Silajdzija is sim-
ple, with no marked arbitrariness in the rhyth-
mical movement to enrich the melodic line.
Theilahija consists of a short phrase beginning
and ending with afinalis and repeated as many
times as there are verses. Each repetition isfol-
lowed by “Amin.” The ilahijais in Arabic, writ-
ten in arebica script [a Boshiac version of the
Perso-Arabic script]. It seemed clear from dis-
cussions with the informants that they believed
the text of the ilahija to relate specifically to

1 Related by Ismet Silajdzija (1931) and recorded by B.
Softi¢ in Prusac, May 2009.

Related by Meléa Kisija (1927) and recorded by B.
Softi¢ in Prusac, March 2009. Translator’s note: there
is no sura in the Qur’an entitled “Rabijesir” (which
would be transliterated in English as “Rabbi Yassir”)
but there is a du’a (personal prayer, as opposed to the
ritual prayers with their specific wording) which be-
gins with these words. Perhaps thisis what the inform-
ant was referring to.

However, the actual ceremony on Ajvatovica day when
the procession passes between Ajvaz-dedo’s rocks was not
recorded, but only the departure of the procession and the
main ceremony in Donji Vakuf the day before, so the ref-
erence to the recitation of the Ajvatovica ilahija is based
only on informants’ accounts.

12
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vezana za samu Ajvatovicu i isti€u da se ona izvo- ~ Ajvatovica, and that it was performed only on
di samo tom prilikom.** Ovdje donosimo zapise that occasion.** The versions of the ilahija per-
navedene ilahije zabiljezene od Ismeta Silajdzije formed by Ismet Silajdzija and Mel¢a KiSija are

i Melée Kisije: given here:
Primjer 8. Example 8:
Kazivao: Ismet Silajdzija (1931.) iz Prusca Related by Ismet Silajdzija (1931) of Prusac
Zabiljezila i transkribovala: B. Softi¢, 2009. Recorded and transcribed by B. Softi¢, 2009

f - sup-fF - & - PBa - ffe am . LT [T TSR LR TTTRU CON, 'TTT SR Y ] TE | T —
Amin! Amin!
Primjer 9. Example 9:
Kazivala: Melca Kisija (1927.) iz Prusca Related by Melca Kisija (1927) of Prusac
Zabiljezila i transkribovala: B. Softi¢, 2009. Recorded and transcribed by B. Softi¢, 2009

Ra - bi-je_sir_ ve-lla-tu a - si-r—_  Ra-bbi te- min ithajr__ Ja i-lla_hi__za-ti fa-kin______
e ;—lﬁ_h . pr— pr—— I—ﬁ .

hu-rmetu na_ eleman__ Ku-lle a-lin fa - fu ra- bbi__ ku - lle zem- bi__ mu- minin__
Amin! Amin!
Danas ovu ilahiju prilikom Ajvatovice izvode Thisilahija is performed nowadays at Ajvato-

bra¢a Ismet i Camil SilajdZija. Prema pripovije- vica by the brothers Ismet and Camil SilajdZija.
danju 1. Silajdzije, mlade generacije ne pokazu-  According to Ismet Silajdzija, the younger genera-
ju naroditi interes da nauce izvoditi ovu ilahiju, tion is not particularly interested in learning how
koja je tradicionalno uvijek bila dio ajvatovacke to perform the ilahija, which has always been a
ceremonije. traditional part of the Ajvatovica ceremony.
Pored dva primjera ajvatovacke ilahije, to- As well as these two examples of the Ajvatovi-
kom terenskog istrazivanja su od Mel¢e Kisije cailahija, during field research Mel¢a Kisija also
zabiljezeni i sljedeci primjeri duhovne muzicke provided the following examples of religious mu-
prakse — u rasponu od ilahija, preko mevluda, pa  sic, ranging fromilahija through meviud to gasida
do kasida. [a poem usually in praise of someone, but may
also treat other subjects, including mysticism].

13 Vezivanje teksta ove ilahije za Ajvatovicu je upitno, s ob- It is questionable whether the text of the ilahija is asso-

zirom da je nakon konsultacija oko njenog prevoda na ciated with Ajvatovica; after consulting Prof. Dr. Ahmed
bosanski jezik sa prof. dr. Ahmedom Ali¢i¢em zakljuéeno Alic¢i¢ on the translation of the text into Bosnian, the con-
da njen sadrzaj nije povezan sa Ajvatovicom. Medutim, clusion was that its content does not relate to Ajvatovica.
ona govori o tzv. putu gazija, t¢ Mehmedu Fatihu poseb- It does, however, refer to the ghazi's path [ghazi — a holy
no, a u njoj se zaista spominju odredeni lokaliteti na po- warrior] and to Mehmed Fatih [the Conqueror] in particu-
dru¢ju Prusca. lar, and does name certain places in the Prusac area.
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Example 10:
Related by Melca Kisija (1927) of Prusac

Recorded and transcribed by B. Softi¢, 2009
ESUBHUBE DA(IMIN)

Primjer 10.
Kazivala: Melca Kisija (1927.) iz Prusca
Zabiljezila i transkribovala: B. Softi¢, 2009.
ESUBHUBE DA(IMIN)

E - s - fe_gfa

- fMUF R - {@-J -

e fop-fl o dp

IHMI-h - SIW-50- 1L

Fa -bka rae-su [
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Forka pies sradii

T

Areatran wramafia AT T i 3% T R Y v Lo B e by
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s . : i Etﬁﬁ — £ il F |
Lar oo fwr Ty LI s fin BT T Froeal =m
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= = _— : | |
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1w -0 - ksl Ro—ghe - w Aw - &l Ber - nwe - ray It Wi - he - w- e
Primjer 11. Example 11:

Kazivala: Mel¢a Kisija (1927.) iz Prusca
Zabiljezila i transkribovala: B. Softi¢, 2009.
DIO MEVLUDA/*

Related by Mel¢a Kisija (1927) of Prusac
Recorded and transcribed by B. Softi¢, 2009

PART OF A MEVLUD/*®

I k3 ae-be

vt~y ol dranrg - e

LR L B WIS DN YL

riri- ﬁ._l tl.-ql—'g'l.l

Hri-ley wif- fya -

LIl s T Afee-ba-aumne- o

Ti si kadar, oprosti nam grihote,

A pokrij nam, dragi Boze, sramote.
S robovima dobrima nas udruzi,

A za gr’jehe Ti nas, Boze, ne ruzi.
Tvojim Tebe milosnikom molimo,
Vazda rahmet mi od Tebe trazimo.
Dragi Boze, nemoj da smo dali

Na ‘vu dovu vi recite Amin!

Mi smo ummet milosnika Bozijega
Da je Boziji rahmet na nas svakoga.
Od muslima Allah radi, neka je
Muslimanu Bozije dobro svakoje.
Koji trazi da ga vatra ne gori,

Neka srcem salavatom napuni.
Eselatu veselamu alejke ja resullalah
Eselatu veselamu alejke ja habiballah
Eselatu veselamu alejke ja Sefijallah.

Tk pe- g

Ostali tekst mevluda koji je kazivala M. Kisija glasi:
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I Pl - F-b e B e M

Ti si kadar, oprosti nam grihote,

A pokrij nam, dragi BoZe, sramote.
S robovima dobrima nas udruzi,

A za gr’jehe Ti nas, Boze, ne ruzi.
Tvojim Tebe milosnikom molimo,
Vazda rahmet mi od Tebe trazimo.
Dragi Boze, nemoj da smo dali

Na “vu dovu vi recite Amin!

Mi smo ummet milosnika Bozijega
Da je Boziji rahmet na nas svakoga.
Od muslima Allah radi, neka je
Muslimanu Bozije dobro svakoje.
Koji trazi da ga vatra ne gori,

Neka srcem salavatom napuni.
Eselatu veselamu alejke ja resullalah
Eselatu veselamu alejke ja habiballah
Eselatu veselamu alejke ja Sefijallah.

anl Jhg-ga -

5 The rest of the mevlud as related by Mel¢a Kisija is as follows:
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Primjer 12. Example 12:

Kazivala: Mel¢a Kisija (1927.) iz Prusca Related by Mel¢a Kisija (1927) of Prusac
Zabiljezila i transkribovala: B. Softi¢, 2009. Recorded and transcribed by B. Softi¢, 2009
KAD DZENNETA HUKA STADE KAD DZENNETA HUKA STADE
Kasida /% Qasida/*®

Y 1t 1 1 1 T F L

Laallbe ke - fur - ki BAE - Y . FIPR T S ) TP TTTR Y. O ) LT R e PR )

LI R T ohs _|-.h.'-_,r't--|:l'l' ER] R PR TRt F . T PR T I LT R PR YPFT ST Y VY TR

] N R I I, - (Be.ae -t Qo= ke KERE - kv dmebw - sk - b v - ok hiak
Primjer 13. Example 13:
Kazivala: Mel¢a Kisija (1927.) iz Prusca Related by Melca Kisija (1927) of Prusac
Zabiljezila i transkribovala: B. Softi¢, 2009 Recorded and transcribed by B. Softi¢, 2009
ZACVILILA IZ RAJA HURIJA ZACVILILA IZ RAJA HURIJA
Kasida/*® Qasida/*®
Y]

1
¥
(T T N 1T Y F.i'-‘-kn:-_nijl fr ITINE ) P = I T, 1

15 Ostali tekst ove kaside je sljedeci: % Therest of the gasidais as follows:
U DZennetu svaka zera U Dzennetu svaka zera
Hizmet nurom izvezena. Hizmet nurom izvezena.
Tuj hurije sve se krecu, Tuj hurije sve se krecu,
Svom nasibu demel krecu. Svom nasibu demel krec¢u.
Coskovi se prel’jevaju, Coskovi se prel’jevaju,
Preko asa miris daju. Preko asa miris daju.
B’jele ptice brdu trée, B’jele ptice brdu trce,
Po granama Kur’an uce. Po granama Kur’an uce.
Odgonila sama pade, Odgonila sama pade,
Pa u usta sama dode- Pa u usta sama dode-
Kroz pendzer im cv’jece cvati, Kroz pendZer im cv’jece cvati,
Ah, da vidi$, moj ti brate. Ah, da vidis, moj ti brate.
I kamen bi suzu pusco, I kamen bi suzu pusco,
Od veselja sve bi drsco. Od veselja sve bi drsco.
Ovaj ‘vaki nurli Dzennet, Ovaj ‘vaki nurli Dzennet,
Dunjalukom on se stece. Dunjalukom on se stece.
16 Ostali tekst glasi: 17 Therest of the gasidais asfollows:
Pitala je hazreti Fatima, Pitala je hazreti Fatima,
Allah, jallah, hazreti Fatima. Allah, jallah, hazreti Fatima.
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Zakljucak

Prusac je, kako su to pokazala savremena terenska
istrazivanja, do danas zadrzao tradicionalne oblike
svjetovne muzic¢ke prakse, kao i oblike duhovne
muzike. Ova dva vida muzicke prakse se medusob-
no ispreplicu, o cemu svjedoci i sama Ajvatovica.
Na osnovu prikupljenih podataka vezanih za svje-
tovnu narodnu muzicku praksu u Pruscu i okolini,
moze se zakljuciti da se u Pruscu tokom proslog
stoljeca gajila seoska muzicka praksa, koja se moze
svesti na tipove muskog i zenskog pjevanja, jedno-
glasnog i dvoglasnog, I, odnosno novije katego-
rije, te na napjeve uz igre — kola, igre uz pratnju
instrumenta (najcesc¢e harmonike, Sargije ili frule),
i to u prilikama vezanim za razli¢ita okupljanja,
svadbe, ali i okupljanja u sklopu bitnih narodnih
praznika, poput Jurjeva, Aliduna te posebno Ajva-
tovice. Seosko dvoglasno pjevanje nisam mogla
pronaéi na terenu, pa se podaci o ovom tipu pjeva-
nja temelje iskljucivo na sjecanju kazivaca. Praksa
muskog i1 zenskog pjevanja se djelimi¢no zadrzala
i danas. Treba napomenuti da je u Pruscu primje-
tan i veliki uticaj gradske muzicke prakse, Sto se
narocito ogleda u prisutnosti sevdalinke.

Sto ti cvili§ iz raja hurija? (Allah, jallah...)

Ne pitaj me, hazreti Fatima (Allah, jallah...)
Evo sad ¢e devet godin’ dana (Allah, jallah...)
Kako mi je umrijela majka (Allah, jallah...)
Nit” je mogu Cuti, ni vidjeti (Allah, jallah...)
Govori joj hazreti Fatima (Allah, jallah...)
Sutra petak, sutra turski svetac (Allah, jallah...)
Svi ¢e ljudi sutra u dzamiju (Allah, jallah...)

I pred njima Rizvan kapidzija (Allah, jallah...)
U njega su kljuci od Dzenneta (Allah, jallah...)
Od DZenneta i od DZehenema (Allah, jallah...)
Pa zai$¢i kljuce od DZenneta (Allah, jallah...)
Pa potrazi svoju milu majku (Allah, jallah...)
Kad otvori od Dzenneta vrata (Allah, jallah...)
Al’ joj majke u Dzennetu nema (Allah, jallah...)
Kad otvori dzehenemska vrata (Allah, jallah...)
Kad joj majka u dnu DZehenema (Allah, jallah...)
Sto ée§ tude moja majko mila? (Allah, jallah...)
Svako si mi dobro ti radila: (Allah, jallah...)
Klanjala si pet vakat namaza (Allah, jallah...)
Postila si Sehri Ramazana (Allah, jallah...)

Sve sam, kceri, to ja uradila (Allah, jallah...)
Od komsije vrata zakljucala (Allah, jallah...)
Svoju sofru krilom zaklanjala (Allah, jallah...)
Pa i momku skudila divojku (Allah, jallah...)
Vise kuce kalem oblomila (Allah, jallah...)
Tvome babi leda okretala (Allah, jallah...)
Hajde kaZzi svome milom babi (Allah, jallah...)
Hajd’ mu kazi neka mi halali.
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Conclusion

As recent field research has revealed, Prusac has
retained its traditiona forms of secular and reli-
gious musical practices. These two forms inter-
mingle, as Ajvatovica itself attests. It appears from
earlier research relating to secular musical practic-
esin and around Prusac, that rural musical practic-
eswere preserved in the 20" century. These can be
classed as men’s and women's singing, solo and
duo voices, and more recent categories, along with
songs accompanying the kolo, with instrumental
accompaniment (usually the accordion, Sargija or
flute) on occasions associated with various gather-
ings, weddings, or gatherings for ceremonies such
as Jurjevo, Alidun and, in particular, Ajvatovica. |
was unable to find any songs in two voices in the
field, so the data on this type of singing are based
only on informants' recollections. The practice of
men’s and women'’s singing has survived to some
extent. It should be noted that Prusac has been
greatly influenced by urban musical practices, in
particular the sevdalinka.

On the other hand, Ajvatovica and widespread
religious practice have resulted in the ilahija

Sto ti cvili§ iz raja hurija? (Allah, jallah...)

Ne pitaj me, hazreti Fatima (Allah, jallah...)
Evo sad ¢e devet godin’ dana (Allah, jallah...)
Kako mi je umrijela majka (Allah, jallah...)
Nit” je mogu ¢uti, ni vidjeti (Allah, jallah...)
Govori joj hazreti Fatima (Allah, jallah...)
Sutra petak, sutra turski svetac (Allah, jallah...)
Svi ¢e ljudi sutra u dzamiju (Allah, jallah...)

I pred njima Rizvan kapidzija (Allah, jallah...)
U njega su kljuci od Dzenneta (Allah, jallah...)
Od DzZenneta i od DZehenema (Allah, jallah...)
Pa zai$¢i kljuce od DzZenneta (Allah, jallah...)
Pa potrazi svoju milu majku (Allah, jallah...)
Kad otvori od DZenneta vrata (Allah, jallah...)
A’ joj majke u Dzennetu nema (Allah, jallah...)
Kad otvori dzehenemska vrata (Allah, jallah...)
Kad joj majka u dnu DZehenema (Allah, jallah...)
Sto ¢e§ tude moja majko mila? (Allah, jallah...)
Svako si mi dobro ti radila: (Allah, jallah...)
Klanjala si pet vakat namaza (Allah, jallah...)
Postila si Sehri Ramazana (Allah, jallah...)

Sve sam, kéeri, to ja uradila (Allah, jallah...)
Od komsije vrata zakljucala (Allah, jallah...)
Svoju sofru krilom zaklanjala (Allah, jallah...)
Pa i momku skudila divojku (Allah, jallah...)
Vise kuce kalem oblomila (Allah, jallah...)
Tvome babi leda okretala (Allah, jallah...)
Hajde kazi svome milom babi (Allah, jallah...)
Hajd’ mu kazi neka mi halali.
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S druge strane, Ajvatovica i vrlo prisutna reli-
gijska praksa su uzrokovali i raSirenost ilahija kao
sastavnog dijela muzicke prakse u Pruscu. Ilahije
su dio mevluda i tevhida koji se odrzavaju u lo-
kalnim dzamijama i privatnim kucama, ali su i dio
najbitnijeg dogadaja u Pruscu u toku godine — Aj-
vatovice. Gotovo svi kazivaci sa kojima sam imala
priliku razgovarati su znali uciti tzv. ajvatovacku
ilahiju. Ova ¢injenica, kao i sama uloga ilahije u
muzi¢kom zivotu Prusca, dovodi do zakljucka da
je ilahija rasprostranjen i popularan oblik duhovne
muzike medu njegovim stanovnistvom.

S obzirom da Prusac zapravo i nema jasno odre-
dene karakteristike sela, niti se moze nazvati malim
gradom, i muzicka praksa koja se u njemu njeguje
se moze posmatrati na taj nacin, §to je ¢ini specific-
nom i svakako vrijednom daljeg istrazivanja.
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being very much part of musical practice in Pru-
sac. llahijas form part of the mevluds and tevhids
held in neighbourhood mosques and private
houses, and are also part of the main event of the
year in Prusac, Ajvatovica. Almost everyone |
spoke to was able to recite the Ajvatovica ilahija.
This, and therole of theilahijain the musical life
of Prusac, led to the conclusion that theilahijais
a widespread and popular form of religious mu-
sic among its people.

Since Prusac neither has the features typical of
a village nor can it be described as a small town,
its musical practices may also be regarded from
this perspective as distinctive, and thus worthy of
further research.



