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The Shift in the Idioms of Macedonian Music Culture During 
the Balkan Wars and World War I

Trena Jordanoska (Skopje)

UDK/UDC: 78(497.7)“191“
Izvorni znanstveni članak

Original Scholarly Paper

I

Nineteenth-century geopolitical changes in the Balkan Peninsula were marked 
by the reduction of European territories controlled by the Ott oman Empire and the 
formation of the modern states of Greece, Romania, Serbia, Bulgaria and Montene-
gro. Nevertheless, the Central Balkans and particularly Macedonia, continued to be 
ruled by the Ott oman Empire until the Balkan Wars (1912; 1913). This led to new 
territorial divisions through extensions of the borders of Serbia, Bulgaria and Greece. 
Situated on the cusp of Oriental and Occidental cultural encounters, the Balkan 
 cultural landscape underwent signifi cant change in the nineteenth century. Strong 
acculturation1 processes infl uenced the shift in the Oriental cultural idioms2 and the 
introduction of Western European models, symbolically present in the relationship 
between the terms alaturca and alafranga.3 However, until the establishment of the 
modern Republic of Macedonia (ASNOM, 1944), its territory changed hands several 
times (being ruled by Serbia after the Balkan Wars, Bulgaria until the end of the 
World War I, existing as Southern Serbia between World War I and World War II, 
and again as part of Bulgaria during World War II). Within this context, cultural 
propaganda played a prominent role in spreading infl uence and control. Conse-
quently, music provided a soft and indirect means for the extension of political, 
 religious and cultural propaganda. 

1 See the »Acculturation« section in Bužarovski’s Sociology of Music. Dimitrije BUŽAROVSKI, Socio-
logija muzike, Niš: Fakultet umetnosti u Nišu, 2016, 134–36.

2 Idiom – defi ned as a concept integrally covering music features such as tonality, rhythm, harmony, 
polyphony, instrumentation and music forms, as well as music functions such as secular or spiritual music.

3 See for example John Morgan O’CONNELL, In the Time of Alaturka: Identifying Diff erence in 
Musical Discourse, Ethnomusicology, 49/2 (2005), 177–205; cf. Sonia Tamar SEEMAN, Čalgija, in: Grove 
Music Online, Oxford Music Online, 2015; Alla KAČEVA – Slavica HRISTOVA – Tatjana GJORGJIOVSKA, 
Životot vo Skopje 1918–1941, Skopje: Muzej na Grad Skopje, 2002, 320–46; Srpska zabava u Skoplju, Cari-
gradski glasnik, No. 8, 22 February (1908), 1.
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Our main assumption in this paper is that the frequent changes in the political 
and territorial governance of present-day Republic of North Macedonia during the 
fi rst half of the twentieth century would be mirrored by shifts in music culture, thus 
providing a fruitful avenue for musicological research.4 Various acculturation proc-
esses changed the music landscape and provided the most prominent argument for 
our hypothesis about the shift in the music idioms not only in Macedonia but gener-
ally across the regional Balkan culture. Still, in this sense, the most intense  cultural 
and musical events were concentrated around the Balkan Wars and World War I – 
the timeframe of the focus of our interest in this paper. 

We can use diff erent indicators to determine the elements of the music idioms 
which defi ne acculturation processes. Among the fi rst indicators is the structure of 
the tonal and scale systems. During the observed period, two diff erent tonal, tem-
perament and rhythmic modes collided in the Balkans: the Turkish Ott oman tonal 
system based on makam melodic-scale system and commas (koma, fazla), and com-
pound usul patt erns (cycles of complex rhythmic units) vs Western European equal 
temperament major-minor key tonality, constant binary or ternary metric patt ern, 
chords of superpositioned thirds and cadences at the end of the chord progressions. 
Macedonia was among the last parts of the Ott oman Empire in central and Western 
Balkan where the Oriental Turkish music idioms were the leading music feature of 
the local music environment.5 At the end of the nineteenth century and the begin-
ning of the twentieth century, the Ott oman music legacy in Macedonia consisted of: 
spiritual music in the mosques and tekke buildings and urban secular music, repre-
sented through the čalgija ensembles as well as the ashik, tapan and zurla ensembles,6 

4 We had in mind that the strategic position of Macedonia as a crossroads of the central Balkans has 
deeply infl uenced music culture, thus refl ecting broader changes in the social and the political environ-
ment. The concept of the Balkan Sprachbund (language union; see Jouko LINDSTEDT, Linguistic Balkani-
zation: Contact-induced change by mutual reinforcement, Studies in Slavic and General Linguistics, 28 
(2000), 231–46) is equally applicable to the music culture of the region with shared models among the 
diff erent ethnic groups, and rich acculturation processes on an east-west axis. In this context, Dimitrije 
Bužarovski has suggested the term Balkan Musikbund. See Dimitrije BUŽAROVSKI – Trena JORDAN-
OSKA – Dragan TOMIĆ – Iva JOVANOVIĆ, Panel diskusija – Repertoar mešovitih horova u Srbiji u 2015. 
godini, Istraživanje repertoara mešovitih horova u Srbiji u 2015. godini, in: Balkan Art Forum (BARTF), IV 
nacionalni naučni skup sa međunarodnim učešćem Umetnost i kultura danas: Igra kao antropološki, estetički i 
pedagoški princip, (Niš, 7–8. oktobar 2016), Nataša Nagorni Petrov, ed., Niš: Univerzitet u Nišu, Fakultet 
umetnosti u Nišu, 2017, 209.

Or, as George Ward Price (the offi  cial correspondent with the Allied Forces in the Balkans during 
World War I) wrote: »… all Macedonia is a salad of nationalities—a fact which doubtless led some Bal-
kan-travelled cook to invent the name macédoine de fruits.« George WARD PRICE, The Story of the Salonica 
Army, London: Hodder and Stoughton, 1918, 180.

5 Aida Islam, a Macedonian musicologist, examined the Ott oman music culture in the Macedonian 
part of Rumelia, i.e. the European part of the Ott oman Empire and published a textbook in Macedonian 
language related to the tone system of the Turkish music. Aida ISLAM, Odrazite na otomanskata muzička 
kultura vo sovremenata muzička kultura na turskata zaednica vo Republika Makedonija, PhD thesis, Univerzitet 
»Sv. Kiril i Metodij« vo Skopje, Fakultet za muzička umetnost – Skopje, 2005; Aida ISLAM, Tonskiot sistem 
na turskata muzika, so kratok pregled na istorijata na turskata muzika i muzičkite formi, Skopje: Kultura, 2007.

6 The music tradition of playing the tapan and the zurla is inherent to all islamic civilizations and it 
is tranfered to the Balkans by the Ott oman music culture. A. ISLAM, Odrazite na otomanskata muzička kul-
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military music (mehter orchestras)7 and the music education in the Turkish schools 
(İdadi and İslahane).

The čalgija (chalgia, chalgiya) ensembles were typical representatives of the 
 Ott oman urban popular music, and they dominated (both indoor/ince saz and out-
door/kaba saz) the Macedonian »soundscape« throughout the whole nineteenth and 
the fi rst half of the twentieth century. Čalgija performers combined Ott oman  cultural 
features with local (Slavonic) and other elements in the Ott oman-ruled Rumelia 
provinces, producing unique repertoire items, rhythms (rhythm patt erns – usul), 
melodies (tonal patt erns – makam), and instrumental textures.8 As noted by Seeman, 
»the ensembles are comprised of clarinet (introduced from Western Europe into 
Greece and Ott oman Turkey in the early nineteenth century); Western European 
 violin tuned ‘alaturka’ (d-a-d-g), ut (Turkish ud; Arabic oud); lauto (Turkish lavta, 
Greek lauto); džumbuš (Turkish cümbüş; early twentieth century instrument with an 
ud/ut fi ngerboard att ached to metalbodied resonator); kanon (Turkish kanun; Arabic 
qanun); dajre (frame drum); and tarabuka (goblet-shaped drum struck with the 
hands)«.9 Versions of the ensemble diff ered across the regions: for example Bitola 
and Ohrid ensembles were comprised only of string instruments and vocals,10 while 
Veles ensembles included violin, lauto, ut, clarinet, kanon and dajre.11

The same author ads that »typical čalgija performance styles include: a hetero-
phonic texture in which melody instruments provide simultaneous semi-improvised 
interpretations of a single melodic line; the incorporation of solo improvised passages 
in the middle of songs and dances (called mane)«.12 The performance repertoire con-
sisted of a known body of urban songs, dances, and instrumental works for listening. 
According to Seeman, who is also discussing musical refashioning of the national 
identities through čalgija music in Macedonia,13 the čalgija repertoire and ensemble 

tura..., 119. In 1911 the group Tapanite na Gjoršanovci played in Bitola during the visit of Mehmed V Reşâd. 
Borivoje DŽIMREVSKI, Gradska instrumentalna i muzička tradicija vo Makedonija 1900–1941, Skopje: Institut 
za folklor »Marko Cepenkov« – Skopje, 2005, 32. Džimrevski also mentioned the tradition of playing the 
kaba zurla and the tapan in Tetovo region. Ibid., 355. For further reading see: Aleksandar LININ, Zurlite vo 
Makedonija, in: Muzikata na počvata na Makedonija, Prilozi za istražuvanjeto na istorijata na kulturata na 
počvata na Makedonija, book 7, Georgi Stardelov – Dragoslav Ortakov – Dimitrije Bužarovski, eds., Skopje: 
Makedonska akademija na naukite i umetnostite, 1999, 301–04. 

7 A. ISLAM, Odrazite na otomanskata muzička kultura..., 40, 120.
8 See T. SEEMAN, Čalgija.
9 Ibid.; cf. B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 8, 9.
10 Bitola ensemble: two violins, ut, lauta and dajre; Ohrid ensemble: violin, ut, lauta, dajre and rarely 

clarinet. B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 31, 219; cf. Živko FIRFOV, Za 
muzičkite gradski sostavi i nivnite interpretatori, in: Muzikata na počvata na Makedonija, Prilozi za 
istražuvanjeto na istorijata na kulturata na počvata na Makedonija, book 7, Georgi Stardelov, Dragoslav Orta-
kov, Dimitrije Bužarovski, eds., Skopje: Makedonska akademija na naukite i umetnostite, 1999, 291–92.

11 B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 82. The founder of the Macedonian 
ethnomusicology Živko Firfov used this model for Radio-Television Skopje Čalgija Ensemble in 1945. See 
Sonia Tamar SEEMAN, Macedonian čalgija: A Musical Refashioning of National Identity, Ethnomusicolo-
gy Forum, 21/3 (2012), 302.

12 Ibid. Džimrevski used the metathesis name. See B. DŽIMREVSKI, Gradska instrumentalna i muzička 
tradicija..., 9.

13 See T. SEEMAN, Macedonian čalgija..., 297.
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was adopted and localized through the decades by a variety of town-dwelling 
 communities in Macedonia: Christian Slavs, Albanians, Jews, Muslim Roma, Christian 
Vlachs, and Muslim Slavs (Torbeši). Until the middle of the twentieth century čalgija 
ensembles mostly included Roma and Macedonian musicians.14 At the beginning of 
the twentieth century, čalgija ensembles were active in Skopje (1908), Veles (1902), Štip 
(after 1908), Bitola (1908), Prilep (1900), Kavadarci (1908), and Ohrid (in the second 
half of the nineteenth century). After World War I, ensembles were also formed in 
Berovo (1918), Pehčevo (1920) and Struga. The čalgija musicians from Bitola15  performed 
at Turkish, Macedonian, Jewish, Greek and Roma religious and secular festivities and 
in the local pubs. The Macedonian cinema pioneers, the brothers Milton and Yanaki 
Manaki recorded čalgija in the short b/w fi lms from the fi rst decade of the twentieth 
century.16 Their rich photo collection also has čalgija photos.17

Most of the čalgija instruments were used in the spiritual music of the 77 tekke 
(17 out of them in Skopje) buildings in Macedonia during the Ott oman period (of the 
orders Rifa`i, Mevlevi, Bektashi, Qadiri, Naqshbandi, Melâmî, Sadi, Sinane, Jelveti 
and Shabaniye).18 Members of other ethnic and religious communities were regular 
visitors to the tekke to listen to the music (the most typical works being zikr and 
ilahi).19 During World War I, James Johnston Abraham (1876–1963), the Irish general 
surgeon of the British Red Cross mission in the military hospital in Skopje in the 
period November 1914 – March, 1915, att ended a service of the howling (dancing) 
Dervishes of Rifa`i and Mevlevi order of men in the tekke in Skopje.20

14 Borivoje DŽIMREVSKI, Čalgiskata tradicija vo Makedonija, Skopje: Makedonska kniga, 1985, 59.
15 Džimrevski mentions the ut player Metodija Spirovski-Mecano (1892–1982) as precedent of a fam-

ily of čalgija musicians which dates back to the nineteenth century. B. DŽIMREVSKI, Gradska instrumen-
talna i muzička tradicija..., 31.

16 See »Saint George’s Day Celebration« and »Rural Wedding«, Filmovi od brakja Manaki (Films by 
Manaki brothers), Kinoteka na Makedonija, 2015.

17 For instance, the photo of čalgija ensembles in Bitola in 1908, celebrating the Young Turk Revolu-
tion. See B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 39. There is also a photo with a vio-
lin, a clarinet and a dajre from the celebration of the First of May in Skopje in 1909. B. DŽIMREVSKI, 
Čalgiskata tradicija..., 483.

18 A. ISLAM, Odrazite na otomanskata muzička kultura..., 97–111. The Rifa`i order used percussion in-
struments kudum, bendir (def) and piatt i. Ibid. 99–100. Yet, we should have in mind that tekke rituals in-
cluded special instrumentarium, particularly percussions such as cymbals. At the end of the nineteenth 
century, Cheikh Saduddin Sirri a distinguished member of the Rifa`i order, worked in Skopje. He was 
also a diplomat, a poet, a translator and a composer. Ibid., 100–04.

19 Ibid., 97–99.
20 James Johnston ABRAHAM, My Balkan Log, London: Chapman & Hall, 1921, 254–58: »... a very 

modern American clock on the wall struck eight, that is four hours before sunset the end of the Moslem 
day. I looked at my watch. It was 1.30 European time. This, it seemed, was the signal for which we had 
been waiting. Everyone stood up, and we were conducted into the room next door, where the Consul and 
I were given chairs. This it seemed, was the place where the service was to be held...

The proceedings started simply with the Fatiah the Mussulman confession of faith. As the congrega-
tion chanted they swayed slowly from right to left on their knees, intoning the melodious Arabic words as 
an incantation, led by one of the more prominent members seated next the Kibleh. Line after line, verse after 
verse followed, the men swaying slowly from right to left chanting in unison, some of them with their eyes 
shut. One boy near the centre of the semicircle was particularly prominent. He was already hypnotic. 
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Another important feature for the support of our hypothesis about the change 
of the idioms is the adjustment of the repertoire of the čalgija ensembles in accord-
ance with their client demands. During World War I, the foreign charity workers, 
such as doctors and respondents for the Allies described the čalgija orchestras (they 
used the words gypsy or tz igane) that had been hired to play at cinema projections in 
Skopje.21 The Russian, Serbian and British national anthems were included in their 
repertoire.22 Thus čalgija ensembles were among the fi rst to open the doors for West-
ern tonal music, smoothing the transition away from the Ott oman legacy through 
the reduction of the basic makam to major and minor key tonalities, and rhythm usul 
patt erns in regular binary and ternary meters.

The introduction of the Western instruments in the čalgija ensembles, such as 
the clarinet, points to the existence of another parallel process related to the 
 modernization of the Ott oman Empire at the end of the nineteenth and the begin-
ning of the twentieth century. The education reforms of the sultan Abdulhamid II at 
the end of the nineteenth century contributed to the opening of the İslahane, İdadi 
and Askerî high schools. At the turn of the twentieth century Western music instru-
ments were introduced in İslahane schools.23 The İslahane in Skopje was founded in 
Hijri year 1313 (= 24 VI 1895 – 11 VI 1896) during the rule of Abdulhamid II (thus the 
name of the school Hamidiye24). The school had a special music class for gifted 
 students, and school orchestra, with music instruments bought in Vienna.25 The 

His eyes were glazed. His voice rose shrilly in the responses. His body swayed independent of his 
will. Presently the whole semicircle rose from their knees and stood, right toe over left. The sheepskins 
were removed, and the chanting recommenced to the accompaniment of a small tom-tom beaten by a 
very old, feeble Dervish. Still in a semicircle, the devotees swung forwards and sideways, invoking the 
ninety-nine names of Allah until they were all in a complete state of mesmeric exaltation. 

Suddenly four out of the semicircle advanced in a square, extended their arms and began to turn, 
head over left shoulder, gyrating at fi rst slowly, gradually turning more and more quickly whilst all the 
others chanted around them. Minute after minute passed, and still they gyrated, gett ing faster and faster, 
till the sleeves of their robes stood out like wings and each body appeared like a poised bird. Then one of 
the four tapped with his right foot, and all stopped instantly, apparently without any signs of giddiness, 
though they had been whirling for approximately ten minutes. The members of the orders fell on their 
knees again. There was still more chanting. Then the ceremony fi nished quite abruptly and quietly. The 
‘Ecstasis’ was over.«

21 Ibid., 166–68.
22 The Ohrid group led by Klime Sadilo (1880–1965) performed Albanian dances for the Albanian 

communities and Greek dances for the local Greeks. The musicians were also profi cient at performing 
‘alafranka’ dances such as waltz es, tangos, polkas, and mazurkas at customers’ demand. Synthetic prac-
tices among čalgija ensembles also resulted in songs and dance melodies that have no parallels elsewhere 
in the former Ott oman territories, such as beranče dance melodies in12/8 rhythmic patt erns found prima-
rily among Albanian and Slav residents of Western and Southern Macedonia. See T. SEEMAN, Čalgija...

23 Islam refers to The fi rst statistical yearbook of the Ott oman Empire (Osmanlı Devleti’nin ilk istatistik yıllığı) 
from 1897, where playing piano was part of education in teacher’s high schools. It cannot be confi rmed if 
this course was implemented in Macedonia. A. ISLAM, Odrazite na otomanskata muzička kultura..., 118.

24 Ibid., 117. 
25 Lidija KUMBARADŽI-BOGOEVIĆ, Osmanliski spomenici vo Skopje, Skopje: Islamska zaednica vo 

RM, Sektor za nauka i islamska kultura, 1998, 215; cf. A. ISLAM, Odrazite na otomanskata muzička kultura..., 
117.
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members of the Turkish gentry in Macedonia supported the introduction of Western 
cultural models. As a result, the fi rst theater was built in Bitola at the turn of the 
century.26

Brass bands were also another important aspect of Western acculturation. 
Džimrevski locates the appearance of the brass orchestras in 1907,27 but we could 
assume that they might have existed earlier, given that it was a region with substan-
tial military presence in addition to the frequent visits of high state and military 
 offi  cials (the Ott oman mehter orchestras which performed during the visits of the 
sultans28). Such example is the visit of Mehmed V Reşâd in 1911. Milton and Yanaki 
Manaki brothers received special permission to record the visit of the sultan of Thes-
saloniki and Bitola/Manastır.29 The visit was shot in b/w fi lm and contains a long 
sequence of a parade through Porte Réchadié in front of the municipal building 
 featuring participants from all nations and religious communities in the Ott oman 
Empire as well as social, political, military and religious representatives. In this 
movie we can see but not hear the military brass bands and men playing the zurla, 
tapan, and bagpipes. The Manaki brothers were also the fi rst to shoot several b/w 
fi lms of brass ensembles marching during the festivities celebrating the Young Turk 
Revolution in Bitola in 1908.30 

Among the diff erent documents related to Turkish brass ensembles in Macedo-
nia one can fi nd the performance of the Serbian anthem during the visit of the king 
Petar I Karađorđević to Skopje, on his way back from Mount Athos in 1910. The 
Turkish offi  cials asked the music teacher Petar Ž. Ilić to att end the rehearsal. He 
noted that they were well trained, but recommended that they play more slowly.31 
According to Živko Firfov32 in Veles, even before the Young Turk Revolution there 
was a Turkish brass band music that belonged to the Turkish garrison. Sometimes 
concerts were held on public holidays, usually in »Ada kahvesi« or in front of the 
barracks.33 Manaki brothers recorded other festivities, parades34 and defi lees of  armies 

26 The Bitola Theater was built in the period 1897–1905 by the Ott oman commander Abdulkerim 
Pasha. Cf. Bitola, včera, denes i utre, foto-monografi ja, Skopje: Naša kniga, 1969, 64.

27 B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 194, 210.
28 But also during the visits of offi  cials from other countries. See A. ISLAM, Odrazite na otomanskata 

muzička kultura..., 120.
29 Filmovi od brakja Manaki, op. cit.
30 Ibid. Manakis’ photographs from the Young Turk Revolution were printed by Att ar Faik in a series 

of 1908 postcards. Among them, there are postcards with the military band from Smyrne entering the city 
of Bitola. Cf. Bitola niz stari razglednici (Bitola on old postcards), Muzej Bitola, photos 112 and 113.

31 Stojan Zafi rović, ed., Spomenica četrdesetogodišnjice državne muške gimnazije u Skoplju 1894–1934, 
Skopje, 1934, 64–65; cf. Aleksandra Ž. NOVAKOV, Srednje srpske škole u Osmanskom carstvu (1878–1912), 
PhD thesis, Univerzitet u Novom Sadu, Filozofski fakultet, Odsek za istoriju, 2014, 520–21.

32 Živko FIRFOV, Eden vek muzički život, in: Sto godini veleška gimnazija, ed. Dančo Zografski, Titov 
Veles: Opštinski odbor na SSRNM, 1961, 172–73.

33 There is a photo of a Turkish brass band taken in 1908 in Veles. B. DŽIMREVSKI, Gradska instru-
mentalna i muzička tradicija..., 93.

34 There are photos with brass-band greeting the guests from the Sofi a National Theatre in 1908. Cf. 
Bratja Manaki, Fotoalbum s fotografi i na b’lgarskite chetnici i s’bitija ot obshtestveno-politicheskija zhivot 
v Bitolja, Biblioteka »Strumski,« 1908–1910. 
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that were staying in Bitola, as well as a photo shot in 1905, of the Romanian High 
School orchestra in Bitola with students playing brass instruments, snare drums, 
gran cassa and piatt i.35 They also recorded in b/w fi lm a brass band leading a funeral 
procession in Bitola.36 Moreover, after the Young Turk Revolution the Serbian Royal 
Military Band, comprised of 45 musicians and led by the conductor Stanislav Binički, 
visited Skopje on February 7, 1909.37

The fi rst non-Turkish brass band in Macedonia is considered to be the one from 
Kumanovo (there is a photo which dates back to 190738), with the Czech musician 
Josif Pokorny as Kapellmeister (in the years 1911/12 he worked as teacher in the 
Serbian Men’s High School in Skopje39). In 1909, after the Young Turk Revolution, 
two non-Turkish brass bands were established in Bitola: Pelisterski junak (Pelister 
Hero) and Vlaška fanfara (Aromanian Fanfare). Among the photo materials we found 
the photo of the Veles band of Kočo Apostolov Matov Čauš (who studied in Sofi a) 
taken in 1911.40 The repertoire included music alafranga and alaturca (predominantly 
European waltz es and Oriental marches, as well as sports tunes, due to the connec-
tion of the ensemble with the youth sport and gymnastics organization in Veles).41 
The 24 instruments for this ensemble were bought from Leipzig. According to  Firfov, 
the orchestra consisted of two fl utes, piccolo, two B clarinets, two Es clarinets, two 
pistons, two trombones, two alt trombones (C), two trumpets, bass trombones (F 
and B), snare drum, gran cassa and piatt i.42 Between 1908 and 1912, a Gevgelija 
school brass orchestra was led by Argir Manasiev. He was a music teacher and mem-
ber of the Macedonian revolutionary organization (VMRO).43 In 1910 a brass orches-
tra operated in Prilep;44 another existed in Kruševo in 1912, led by the Kapell meister 
Antonie Marku hired from Constantinople.45

The presence of the military and other brass bands, i.e. orchestras during the 
pre-Balkan Wars period played a special role in the gradual change from monodic to 
homophonic structures of the Occidental origin. Due to the absence of sound record-
ings and scores from the repertoire played in Macedonia in this period, we can only 
assume that this was one of the important routes for the penetration of the Western 

35 Student Orchestra of the Romanian High School in Bitola (Bitola, 1905), The State Archives of the 
Republic of Macedonia (DARM), Bitola Department.

36 Funeral in Bitola, Filmovi od brakja Manaki, op. cit.
37 U Skoplju, Novosti, Carigradski glasnik, No. 8, 20 February (1909), 3; cf. S. Zafi rović, Spomenica 

četrdesetogodišnjice državne muške gimnazije..., 63, 65.
38 B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 210.
39 A. Ž. NOVAKOV, op. cit., 526; cf. S. Zafi rović, Spomenica četrdesetogodišnjice državne muške gim-

nazije..., 151.
40 B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 85, 93.
41 Ž. FIRFOV, Eden vek muzički život, 174.
42 Ibid.
43 B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 100–101, 106; Dragoslav ORTAKOV, 

Muzičkata umetnost vo Makedonija, Skopje: Makedonska revija, 1982, 56; Dragoslav ORTAKOV, Ars Nova 
Macedonia, Skopje: Makedonska kniga, 1986, 155. 

44 B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 237.
45 Ibid., 121.
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infl uence. The helicons (tuba) fi lmed in Manaki’s fi lms point out that there was a 
bass line and corresponding chord structures above it. As argued below, this was not 
the fi rst time that homophony and harmony were heard in the region, as they had 
already been introduced through the choral practice. 

Similarly to the military activities of diff erent armies in Macedonia during the 
Balkan Wars and World War I there was an enlarged presence of the military and 
civil brass orchestras performing regularly in the major cities in Macedonia.46 The 
data could be found in the newspapers and periodicals which covered the area, such 
as Srpski jug published by the comedy writer Branislav Nušić. The repertoire was 
fully Westernized, including waltz es and marches. The extent of the changes is evi-
dent in the participation of the women charity organizations (entirely new practice) 
with concerts organized in Skopje’s İslahane,47 the army hall,48 and the cinema.49 The 
other important data sources for the presence of the brass orchestras are the several 
books writt en by representatives of foreign military personnel, and particularly 
medical workers during World War I in Macedonia.50 Dr. Johnston Abraham in his 
Balkan Log, often mentioned military orchestras comprised of Czech amateurs and 
professional musicians playing during the funerals.51

The above discussion on the presence of the military bands with instruments of 
Western origin during the Balkan Wars and World War I leads to the conclusion that 
these bands played an important role in the shift in music idioms. After 1918 they 
become a regular component of the military and secular music culture. Newly estab-
lished civil brass ensembles lost the original function and became orchestras for 
 entertainment, festivities, sports activities, etc. Typical examples are the brass 
 ensembles of the Sokol youth organisations after World War I with a fully  Westernized 
repertoire present almost in all major cities in Macedonia. The signifi cant number of 

46 Ibid., 14. During the First Balkan War military brass ensemble played at the reception of the king 
Petar I Karađorđević in Skopje on o. October 21/n. November 3, 1912. Cf. Kralj u Skoplju, Politika, No. 
3149, 22 October (1912), 2–3. There are photos of: a Serbian military band marching through Porte Réchadié 
in Bitola during the Balkan Wars (Bitola niz stari razglednici, op. cit., picture 196), also printed in the 
illustra ted magazine Balkanski rat u slici i reči (the photo caption is »Christmas in Bitola: The Serbian Army 
on a Christmas Eve«. Božić u Bitolju, Balkanski rat u slici i reči, Year 1, No. 2, 27 January (1913), 32); and a 
Serbian military brass band in Bitola during the World War I (Bitola za vreme na Prvata Sv. Vojna, Muzej 
Bitola, 2012).

47 Srpski Jug, No. 360, 26 July (1915), 2.
48 Srpski Jug, No. 356, 22 July (1915), 2.
49 Srpski Jug, No. 352, 18 July (1915), 2.
50 The selected titles being: J. J. ABRAHAM, op. cit.; G. W. PRICE, op. cit.; Alice and Claude 

ASKEW, The Stricken Land; Serbia as We Saw It, London: Eveleigh Nash company, 1916.
51 The leitmotif of Abraham’s book is the funeral march which he listened every day during his stay 

in Skopje: »I was oddly fascinated, particularly by the funeral march. It was the fi rst time I had heard it. 
Afterwards in the months to come it became only too, too familiar. I used to wonder how I could ever 
have liked it; for it came to be horrible, a nightmare, a dreadful thing to be pushed back in one’s mind by 
any and every means.« J. J. ABRAHAM, op. cit., 126. There are several references with the descriptions of 
the funeral processions and the use of the music (the funeral of the Serbian Major, pp. 206–07; the orderly 
Edwards, p. 223; the »Sergeant«, p. 260; the sounds of the funeral are also mentioned at the closing part 
of the book, pp. 310–11).
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brass bands (of the Sokol organization, of the tobacco factory, and of the railroad 
workers) in Prilep is another example of the use of music for cultural, social and 
political activities after World War I.52

The diff erences in the frett ing of the tambura and the mandolin are another 
important argument supporting to our thesis about the shift in the idioms. Tambura, 
an important instrument of the bağlama group in all genres of Turkish Ott oman 
 music, was adjusted to the comma system.53 Mandolin, on the other hand, had the 
division of the frets in accordance with the Western European half tone system. Most 
likely the mandolin appeared in Macedonia in Veles54 between 1860s and 1870s. 
 Another assumption is that the mandolin was introduced mainly by the Italian 
workers working on the Thessaloniki–Skopje railroad. The fi rst mandolin orchestras 
date back to the end of the nineteenth century. According to Firfov, a mandolin 
school orchestra called Slavej (Nightingale) was established in Veles after the Young 
Turk Revolution. Students, young merchants and teachers played the violin, the 
mandolin, the guitar, the fl ute and the mandola.55 The school orchestra in the Veles 
High School photographed during the period 1917–1919 consisted of students 
 playing the mandolin, the violin, the brač, and the mandolin bass.56 Among the other 
materials is the photo of the Kruševo mandolin orchestra in 191557 and the photo of 
mandolin and violin players, members of the Jewish Youth Cultural Society in Bitola 
during the period 1898–1912.58 There is also a photo of a quartet consisting of two 
violins, a mandolin and a guitar in Tetovo in 1919.59 After the World War I, under the 
infl uence of the travelling tambura ensembles from Vojvodina and Slavonia, tambura 
orchestras (consisting of: tambura, prim, basprim, brač, bugarija, bass, mandolin,  violin, 
guitar, triangle and fl ute) became popular in Macedonia, too.60

The »harmonic« instruments, i.e. the instruments which can play homophonic 
or polyphonic structures, such as the accordion, the harmonium and the piano, 
symbolize a full turn toward the Occidental idiom.61 As expected, these instruments 

52 See B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 238, 244–45.
53 There is a saz orchestra as part of the Turkish cultural society Yeni Yol from Skopje. Dimitrije 

BUŽAROVSKI, Yeni Yol, documentary, Skopje: BuzAr, 2004. It is quite interesting to compare the frets of 
the saz and the modern Macedonian tambura which is used as a solo instrument or part of the Macedoni-
an folk instruments orchestras formed in the Macedonian Radio after the World War II. Modern Macedo-
nian tambura is frett ed in half tone system, thus illustrating exactly our thesis of the two diff erent tonal 
idioms. See Dragan DAUTOVSKI, Tamburata vo Makedonija, Skopje: DD Kju Produkcija, 2011, 43, 65–67, 
96–107 passim.

54 Ž. FIRFOV, Za muzičkite gradski sostavi..., 293; cf. B. DŽIMREVSKI, Gradska instrumentalna i 
muzička tradicija..., 9, 84.

55 Ž. FIRFOV, Eden vek muzički život, 173.
56 B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 94.
57 Ibid., 125, 128.
58 Ibid., 43.
59 Ibid., 354, 358.
60 Ibid., 12, 383.
61 Unfortunately, until now there is no fi rm evidence to show when the fi rst harmoniums and pianos 

were brought to Macedonia. (See for instance Snežana ANASTASOVA ČADIKOVSKA, Muzičko obra-
zovanie, in: Muzikata na počvata na Makedonija od Atanas Badev do denes, Prilozi za istražuvanjeto na istorijata 
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could have been introduced by the Western citizens working in Macedonia.62 For 
instance, there was a French Roman Catholic School in Bitola (Maison des Filles de la 
Charité a Monastir). It dates back to 1875, and was signifi cantly active between 1905 
and 1919. The School’s nuns – French Sisters of St. Vincent de Paul – gave piano 
 lessons, but the exact year when their piano arrived in Bitola could not be traced.63 
George Ward Price mentions a piano belonging to the French Sisters of St. Vincent 
de Paul convent; it had been taken by the German offi  cers and placed in the Austro-
Hungarian Consulate in Bitola. However, this event occurred after 18 November 
1916, when the Allied Army entered the city of Bitola.64 There is also a document 
about the piano in the inventory list of the Serbian Men’s High School in Skopje in 
1914. During World War I, all music inventories were stolen, and after the war the 
appointed director of the Serbian High School wrote a grim report about the fate of 
these instruments.65 Another information confi rming the presence of the fi rst pianos 

na kulturata na počvata na Makedonija, book 12, Georgi Stardelov – Dragoslav Ortakov – Dimitrije 
Bužarovski, eds., Skopje: Makedonskata akademija na naukite i umetnostite, 2004, 269; Bitola, včera..., op. 
cit., 65; cf. Aida ISLAM, Makedonskata pijanistička umetnost i pedagogija, Skopje: Pedagoški fakultet »Sv. 
Kliment Ohridski« – Skopje, 2011, 3, 9. In 2007 the NI Institut and Museum of Bitola organized an exhibi-
tion of the oldest keyboard instruments found in private houses and in the Co-Cathedral of the Sacred 
Heart; the Cathedral dates back to 1870. See Liljana HRISTOVA, TV TERA – Bitolskite klaviri edna od 
atrakciite vo Zavod, Muzej Bitola, Tera TV, 2013.) The myths about the hundreds and even thousands of 
pianos in  Bitola, also known as »the City of Consuls« (some even use the nickname »The City of the Pia-
nos«)  already in the nineteenth century, are far from reality in light of the density of the population, the 
 economic level of development, educational att ainment, and, above all, the practical obstacles associated 
with transporting such instruments (the railway route Thesalloniki–Vrtikop–Bitola was fi nished only in 
1894), the maintenance of the instruments and the piano teachers. That is why this paper is based on evi-
dence that can be supported by material fi ndings: photos, articles in newspapers and other documents.

62 As we have already mentioned, Bitola – the City of the Consuls – is generally considered as an 
 important door for the Western infl uence at the end of nineteenth century and the beginning of the  twentieth 
century, particularly through the presence of the European consular missions and diplomats. During this 
time, Bitola was the capital of the Manastır Vilayet, which encompassed most of the Ott oman Empire’s terri-
tory in the central Balkans. The European representatives intensifi ed the introduction of Occidental culture, 
music, and dances (waltz , quadrille, and polka) during the regular receptions and parties in their missions. 
Dimitrije BUŽAROVSKI, Bitola, in: Grove Music Online, Oxford Music Online, 2014.

63 The exhibition of the Institute and Museum of Bitola in 2007 also presented a harmonium donated 
by the Cathedral in 2012, but again the date of arrival of the instrument in Bitola is unknown. L. HRISTO-
VA, op. cit. The same goes for the information about a Bitola merchant who ordered a piano from Stutt gart 
for his newborn daughter in 1911, and a pianino Ehrbar bought from the French Sisters of St. Vincent de 
Paul in 1948 by the Svetiev family. Nade GENEVSKA BRAČIKJ, Bitola, grad na klavirite, MRT/Visit Ma-
cedonia, 2016. Džimrevski mentioned information about a possible piano in the home of an Ott oman 
 representative in Kavadarci. B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 175.

64 »I turned into what used to be the ‘Imperial and Royal Austro-Hungarian Consulate’ in the main 
street of the town. In the hall, litt ered with broken packing-cases and other signs of hurried departure, 
were two placid-faced French Sisters of St. Vincent de Paul, with their white-winged headgear as stiff  and 
spotless as if they were in a peaceful French country town instead of a newly captured Macedonian city. 
They had come there to try and reclaim their piano, which some German offi  cers had commandeered and 
carried off  to their quarters at the consulate.« G. W. PRICE, op. cit., 177.

65 »As I can remember, the 30th of October 1918 I arrived in Skopje, which was in miserable condi-
tion after we left it in 1915... As one of the biggest high schools in Southern Serbia, we have fully equipped 
the Skopje High School after the liberation (Balkan Wars) (...) I found the heaviest and biggest object the 
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in Macedonia is the already mentioned photo of the Veles High School orchestra 
taken circa 1917–1919, with a Serbian composer Stevan Šijački, as music teacher, sit-
ting on the right of the piano, one of his sons in marine uniform sitt ing on the piano 
bench and standing in the middle is a boy with a mandolin, Stefan Gajdov (b. Veles, 
1905; d. Ohrid, 1992), one of the founders of contemporary Macedonian music cul-
ture. Gajdov’s age confi rms the time period of the photo.66 At the end of the nine-
teenth century, the inventory of the Serbian High School in Skopje listed two harmo-
niums beside string, woodwind and percussion instruments.67 Also, there is a photo 
of the Tetovo High School orchestra (a piccolo, fl utes, a clarinet, a gran cassa, violins, 
a cello and a double bass) in 1915, with the music teacher Kitić playing the harmo-
nium.68 Also there is an article in the periodical Carigradski glasnik about the purchase 
of musical instruments by the Serbian High School in Bitola in the school year 
1905/06,69 and that the school had a music room in 1908,70 but there is no information 
about instruments. The number of pianos in Macedonia after World War I increased 
substantially as the fi rst pianos, violins and accordions were present in private 
homes in Skopje.71 According to one of the informants of Džimrevski,72 there were 
two retail stores in Bitola (one owned by Petro Osmanlija that imported pianos from 
Austria during the period of the Kingdom of Yugoslavia). 

One of the serious obstacles for further research into the true extension of 
 Occidental music models is lack of information about the repertoire performed with 
»harmonic« instruments, as well as scores – as mentioned earlier. Playing piano 
could not be achieved through self-education and without scores.73 Unfortunately 
we could not fi nd any music scores in the archives in Macedonia from this period. 
Also, the fi rst data about regular piano instructions – initially private lessons – date 
after the World War I period.74

grand piano Erard bought in 1914, in the cafeteria Zrinski, terribly out of tune and damaged.« Acting high 
school director Aleksa Jovanović cited in S. Zafi rović, Spomenica četrdesetogodišnjice državne muške gim-
nazije..., 69–70, cf. p. 107.

66 B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 94.
67 S. Zafi rović, Spomenica četrdesetogodišnjice državne muške gimnazije..., 107.
68 B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 353, 358.
69 A. Ž. NOVAKOV, op. cit., 582; cf. Carigradski glasnik, No. 37, 15 September (1906), 2.
70 A. Ž. NOVAKOV, op. cit., 614.
71 See A. KAČEVA – S. HRISTOVA – T. GJORGJIOVSKA, op. cit., 290, 306, 310. Also there is a photo 

of a harmonium in the French-Serbian school in Skopje (this private school was established in 1919 by the 
French offi  cer Charles H. Doerr and his wife Hélène Am. Doerr, who gave music lessons). Ibid., 259, 260.

72 B. DŽIMREVSKI, Gradska instrumentalna i muzička tradicija..., 38. cf. Nade GENEVSKA BRAČIKJ, 
Semejni tradicii, Dimitrie Osmanli, Bitola: N.U. Zavod i muzej – Bitola, 2012.

73 See for example the book by Kokanović Marković for the catalogues, scores and genres of ball-
room compositions by Serbian and other composers who lived among the Serbs in Vojvodina, Belgrade 
and other regions during the nineteenth century. Marijana KOKANOVIĆ MARKOVIĆ, Društvena uloga 
salonska muzike u životu i sistemu vrednosti srpskog građanstva u 19. veku, Beograd: Muzikološki institut 
Srpske akademije nauka i umetnosti, 2014, 43–97.

74 The Russian emigrees after the October Revolution played a very important role in the introduc-
tion of Western music models, among them Sergey Nikolaevich Mikhailov in Štip (see Trena JORDANO-
SKA, Štip, in: Grove Music Online, Oxford Music Online, 2015.), and Sofi a Nezlobinska in Struga (see 
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Thus, conclusions can only be made by reconstructing references to the perform-
ers themselves.75 Among the scarce data on the performed repertoire during World 
War I in Skopje is the one about the Belgrade Military Brass Orchestra that had a 
hundred musicians led by the conductor Dragutin Pokorni: Nicolai’s The Merry 
Wives of Windsor’s Overture, Gounod’s Romeo and Julia Fantasy, Bajić’s compositions 
Igra, Elegija and Đavolan, Fantasy on Verdi’s Traviata, Saint-Saëns’s Danse Macabre, 
Dvořák’s Slavonic Dances no. 1 and no. 3, fragments form Bizet’s Carmen, and Tchai-
kovsky’s 1812 Overture.76 Other known repertoires dating from 1915 include the one 
on the chorus and the orchestra of the People’s Theatre of Skopje with the conductor 
Hinko Maržinec: Beethoven’s Egmont Overture, Ernst Spohr’s Elegy (with Introduc-
tion) for violin (František Dvořák as a soloist), Intermezzo from Viktor Parma’s op-
era Ksenia, Doppler’s Airs Valaques for fl ute (Ljubomir Dimitrijević as soloist), Bizet’s 
II suite, Jenko’s Overture Srpkinja, Drdla’s Souvenir, Wieniawski’s Mazurka for violin 
(Dvořák as a soloist), Intermezzo from Leoncavallo’s opera Pagliacci and Strauss Jr.’s 
Beautiful May.77

In general, the repertoire of the chorus and orchestra of the People’s Theatre of 
Skopje with the conductor Hinko Maržinec, consisted of fragments from operas and 
operett as (for instance, Cavalleria rusticana performed as a theatre play with selected 
musical parts from the opera sheet,78 Hervé’s vaudeville-opérett e Mam’zelle Nitouche,79 
as well as kermis – summer open air concerts in the İslahane park80), is among the key 
arguments to support the thesis about the shift in music idioms during the World 

Mirjana PAVLOVSKA, Sofi a Nezlobinska’s Infl uence on the Development of Music Life in Struga  between 
World War I and World War II, in: Contemporary Trends in Musicology and Ethnomusicology, X IRAM Confer-
ence, Skopje, November 11–12, 2005, IRAM/BuzAr, 2005.). The next important step for the regular piano 
instructions is the formation of the Mokranjac music school in Skopje in 1934. See A. KAČEVA – S. HRIS-
TOVA – T. GJORGJIOVSKA, op. cit., 287–88.

75 Abraham makes a reference to the performance of a quartet of three violins and a cello in Skopje 
during the Christmas period in 1914: »At the upper end of the room there was a litt le platform, with an 
orchestra of three violins and a cello playing softly some queer melancholy Hungarian music (...) [and] 
the leader of the orchestra, a mere boy in appearance, but already, they told me, a leading star in the 
Conservatoire at Prague.« J. J. ABRAHAM, op. cit., 122–24.

There is also information about the concert of the Bulgarian Tsar’s Philharmonic Orchestra in 
 Kumanovo during World War I. The information comes from a later period, through an article in the 
newspaper Celokupna B’lgaria (the printed media in Skopje from 1941–1944), about the Tsar’s Philhar-
monic Orchestra tour in Macedonia 25 years later, in 1942, with the conductor Saša Popov. See Dimitrije 
BUŽAROVSKI – Trena JORDANOSKA, Macedonian Music Culture During World War Two Revisited, 
BuzAr Journal, 1 (2014). (On the other hand, according to Firfov, Popov performed already as a child 
prodigy violinist in Veles in 1910. Ž. FIRFOV, Eden vek muzički život, 174.)

76 Srpski Jug, No. 340, 6 July (1915), 2; Milanović gives more information on the work of the orches-
tras and the conductors of the Serbian Military Divisions (Srpske konjičke divizije) in Macedonia during 
World War I. Biljana S. MILANOVIĆ, Evropske muzičke prakse i oblikovanje nacije kroz kreiranje nacionalne 
umetničke muzike u Srbiji u prvim decenijama XX veka, PhD thesis, Univerzitet u Beogradu, Filozofski 
fakultet, 2016, 61.

77 Srpski Jug, No. 290, 17 May (1915), 2.
78 Srpski Jug, No. 347, 13 July (1915), 2.
79 Srpski Jug, No. 339, 6 July (1915), 2.
80 Srpski Jug, No. 311, 7 June (1915), 2.
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War I period. Also is important to point out that the shift discussed in this paper is 
related mainly to the urban music culture.

Another essential argument about the shift between the two models, the  Eastern 
monodic and Western homophonic, stems from the change in choral tradition, 
 mainly in the context of religious services used by the Orthodox Church. Paradoxi-
cally, Western infl uence came from the East, i.e. from the Russian Orthodox Church 
and its homophonic, harmonized practice, opposed to the monodic Byzantine/Sla-
vonic tradition. The introduction of this practice in Macedonia followed two sepa-
rate routes through Serbian and Bulgarian church missionaries. Some of the fi rst 
composers who promoted harmonized choral singing during Orthodox Church 
services (Liturgy) in the nineteenth century include Stevan Stojanović Mokranjac81 
and Atanas Badev.82 Moreover, their scores were writt en in Western notation.83

Mokranjac concert tours with the Belgrade Choral Society were predominantly 
based on choral works of the nineteenth century national Romanticism schools. For 
instance, the concert repertoire from 1894 visit of Skopje84 consisted of the First (writ-
ten in 1883), the Third (1888), and the Fifth Mokranjac Rukovet (1892), his work based 
on Turkish song »Bir çaresi jok« (transl: Amorous Reverie),85 and the Greek song »Le 
vieux Dimos« (1859) for solo tenor by Pavlos Carrer in the fi rst part;86 and the second 

81 Stevan St. Mokranjac visited Macedonia conducting the Belgrade Choral Society in 1894, 1908 and 
1914. See Biljana Milanović, ed., Stevan Stojanović Mokranjac (1856–1914). Inostrane koncertne turneje sa Beo-
gradskim pevačkim društvom, Beograd: Muzikološki institut SANU, Muzikološko društvo Srbije, 2014, 29, 
31, 33, 209, a photo with Mokranjac towering above the choir, p. 219. The visits are mentioned in the 
Yearbook of the Serbian Men’s High School in Skopje. S. Zafi rović, Spomenica četrdesetogodišnjice državne muške 
gimnazije..., 66.

82 Atanas Badev was born in Prilep, Macedonia in 1860, and died in Sofi a in 1908. His Liturgy of St 
John Chrysostom (Zlatoustova liturgija) was composed in the manner of Russian choral concertos of the 
nine teenth century and published in Leipzig in 1898.

83 For instance, Badev’s Liturgy of St. John Chrysostom. Mokranjac published the Octoich (Osmogla-
snik) in 1908 writt en with Western notation. On the other hand, Kalistrat Zografski’s Octoich (Vostochno 
crkovno penie) published on Mount Athos in 1905, is writt en with neumatic notation. Kalistrat Zografski 
was born in Struga, Macedonia, and several priests, the off springs of the extended Zografski’s family, 
have continued to take care of the »old« monodic tradition. See Dimitrije BUŽAROVSKI, Father Stefan 
Sandzakovski on Father Archimandrite Kalistrat Zografski and His Family, documentary, Skopje: BuzAr, 2003.

84 The concert had been held on May o. 9/n. 21, 1894, in a hall decorated with Serbian and Turkish 
fl ags in the hotel »Turati« in Skopje, and in front of a diverse ethnical and religious audience of Turkish 
gentry, the Russian and the Greek consuls, Serbian offi  cials and trade and industrial representatives, 
Bulgarian teachers and Greek priests. Cf. B. Milanović, Stevan Stojanović Mokranjac (1856–1914)..., 29. The 
censorship had prohibited performances of several choral works (because of politically unacceptable 
 lyrics for the Ott oman offi  cials in Skopje). Ibid., 37. During this stay, Mokranjac made some transcriptions 
of Macedonian folk songs, which were subsequently most likely used in his Seventh Rukovet titled »Songs 
from Old Serbia and Macedonia,« writt en the same year of 1894, or in the other Rukoveti). Ibid., 23.

85 The name Said Efendi was used as a pseudonym in concert programs. Elisaveta Borisova VALČINO-
VA-ČENDOVA, Stevan Mokranjac i njegove koncertne turneje sa Beogradskim pevačkim društvom u Bugar-
skoj, in: Stevan Stojanović Mokranjac (1856–1914). Inostrane koncertne turneje sa Beogradskim pevačkim društvom, 
ed. Biljana Milanović, Beograd: Muzikološki institut SANU – Muzikološko društvo Srbije, 2014, 80.

86 See Atanasios TRIKUPIS, Beogradsko pevačko društvo u ogledalu grčke štampe: Koncertne turneje 
1894–1914, in: Stevan Stojanović Mokranjac (1856–1914). Inostrane koncertne turneje sa Beogradskim pevačkim 
društvom, ed. Biljana Milanović, Beograd: Muzikološki institut SANU – Muzikološko društvo Srbije, 2014, 52.



Trena Jordanoska: The Shift in the Idioms of Macedonian Music Culture During 
the Balkan Wars and World War I126

part included the song »The maid and the pine tree« by Dvořák, Bulgarian folk 
songs by Stevan Šram, Polka by Slavyansky, and Mokranjac’s Fourth Rukovet (1890) 
and Primorski napjevi (1893).87 Mokranjac’s Rukoveti were also the main repertoire 
during the second visit to Skopje of the Belgrade Choral Society in 1908. The Bel-
grade Academic Orchestral Society Mladost was part of this visit, performing an 
overture. In addition, there was a solo performance of an orchestra member, Jovan 
Mokranjac (Stevan’s nephew), who performed two pieces on a cello, »an instrument 
that speaks to the heart,« as writt en in the report from the event in the Carigradski 
glasnik periodical.88 Mokranjac did not conduct the last, third concert of the Belgrade 
Choral Society in Skopje in 191489 because he was already seriously ill.90 Hinko 
Maržinec replaced him as conductor. 

The concerts of the Belgrade Choral Society were part of the national and 
 political propaganda offi  cially furthered by the Serbian Ministry of Foreign Aff airs, 
the Serbian consulates in Constantinople, Skopje, Thessaloniki, Prishtina and Bitola, 
and the Saint Sava Society.91 They also refl ect the propaganda clashes between the 
Bulgarian and Serbian state over the territory of Macedonia, which were intensifi ed 
during the Balkan Wars and World War I. As we have already underlined at the 
 beginning of this article, music was a useful and eff ective means for the promotion 
of political and ethnic objectives. Nevertheless, such clashes facilitated the introduc-
tion of Western music models, in addition to the forms of acculturation discussed 
above. The Belgrade Choral Society concerts conducted by Mokranjac undoubtedly 
belong to the biggest music public events before the Balkan Wars. In addition to the 
Belgrade Choral Society, there were also other visits by the Serbian choral societies, 
such as the Obilić choir from Belgrade.92 They were an important stimulus for the 

87 B. Milanović, Stevan Stojanović Mokranjac (1856–1914)..., 209.
88 The concert and the party after the concert were held in the overcrowded Skopje Municipal Theatre 

on February o. 16/n. 29, 1908, in front of a colorful audience comprised of noble foreign representatives 
dressed in tailcoats with white bow ties and white gloves, men dressed in various suits, and women from 
the mountain villages of Skopska Crna Gora in their traditional dress. The purpose of the event was to 
collect funds for rebuilding the high school building in Skopje destroyed in a fi re. Srpska zabava u Skoplju, 
op.cit.; cf. B. Milanović, Stevan Stojanović Mokranjac (1856–1914)..., 31, 33; Dragana STOJANOVIĆ-NOVIČIĆ, 
Napisi o muzici u Carigradskom glasniku (1895–1909), Zbornik Matice srpske za scenske umetnosti i muziku, 20/21 
(2000), 92; Koncerat u Skoplju., Politika, Dnevne vesti, No. 1447, 27 January (1908), 2. 

89 As part of Athens–Thessaloniki–Skopje tour, the choir (among the singers already plenty of offi  -
cers), performed at an open air concert at Gevgelija (o. May 19/n. June 1) and Veles railway stations (o. 
May 20/n. June 2), and in Skopje Theatre (o. May 21/n. June 3), on their way back from Athens and Thes-
saloniki visit. Put u Atinu, Politika, No. 3708, 10 May (1914), 1; Povratak Beograđana, Politika, No. 3719, 21 
May (1914), 2; Pevači u Velesu i Skoplju, Politika, No. 3720, 22 May (1914), 2.

90 At the beginning of the World War I Mokranjac moved with his family in Skopje, where he died 
on the night between September o. 16 and 17/n. 28. and 29, 1914. See Stevan Mokranjac, Politika, Dnevne 
vesti, No. 3824, 17 September (1914), 2; Branislav NUŠIĆ, Kako je radio i umro St. St. Mokranjac, Politika, 
No. 5543, Year 19, 29 September (1923), 1–2; Miloje MILOJEVIĆ, Slava Stevanu St. Mokranjcu, Politika, No. 
5543, Year 19, 29 September (1923), 5.

91 B. Milanović, Stevan Stojanović Mokranjac (1856–1914)..., 28.
92 The Obilić choir performed in the old theatre house in Skopje in 1910. Stojan Zafi rović, ed., Pevačko 

društvo »Vardar« u Skoplju, Spomenica prilikom proslave dvadesetpetogodišnjice 1907–1932, Skopje, 
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foundation of domestic choral societies in most Macedonian cities at the beginning 
of the twentieth century. 

The Vardar Choral Society was founded in 1907 and is considered to be the fi rst 
of its kind in Macedonia.93 The choral societies continued the incumbent tradition of 
group singing during house gatherings in all the Balkans.94 The choir consisted only 
of male voices, with the Czech musician Julie Jan Morman (who was also a teacher 
at the Serbian Men’s High School in Skopje 1906–1909),95 as the fi rst conductor. Yet, 
their fi rst public concert was after the Young Turk Revolution in 1908, performing: 
»two Turkish songs... and the songs ‘Izlazi Vanka mori’, ‘Kraj Vardar mi sedeše’, ‘Hej 
Sloveni’, ‘Uskliknimo s ljubavlju’, ‘Lovačka pesma’ and ‘Nek blista u čaši’«.96 The 
pivotal fi gure in this choral society was the Serbian music teacher Pera Ž. Ilić, who 
replaced Mormanović97 as a conductor of the Vardar Society. He completed his music 
education as one of the fi rst students of the Serbian Music School in Belgrade, 
 founded by Stevan Mokranjac in 1899.98

During the Archangel Michael Celebration Day of the Vardar Society in 1909, the 
choir sang the pray (jektenija) in the religious service in The Church of the Ascension 
of Jesus (Sveti Spas) and »Naš zaštitnik Gospod Bog« by Davorin Jenko. After wel-
coming the guests at the party, they would adjust their repertoire to the visitors. For 
instance, if a Turkish representative appeared, they would change the lyrics that 

1933, 22; S. Zafi rović, Spomenica četrdesetogodišnjice državne muške gimnazije..., 65. They also performed 
twice in Bitola (in the theatre and on open-air concert in the restaurant Terpsis), and in Prilep, in May 1914, 
with repertoire consisting of Serbian composers and traditional songs that resembled closely Byzantine 
singing. See A. TRIKUPIS, op. cit., 60. See also the information about concerts of Obilić choir in Skopje, 
Prilep, Bitola, Veles and Thessaloniki in 1914. B. S. MILANOVIĆ, Evropske muzičke prakse i oblikovanje 
nacije..., 187.

93 S. Zafi rović, Pevačko društvo »Vardar« u Skoplju...; cf. B. S. MILANOVIĆ, Evropske muzičke prakse i 
oblikovanje nacije..., 73–74.

94 There is a description of music gatherings in Prishtina in the Vardar Choral Society Yearbook (from 
1933): »Young men, craftsmen/artisans and traders, played diff erent types of instruments: Sava, the 
watchmaker, played the violin; Vane the watchmaker and Blaga the shoemaker played the accordion 
(small portable harmonium, while Blaga has even managed to buy a real big harmonium); Nikola Pop 
Ristić and Sima the shoemaker played the clarinet (»grneta«, that’s why Sima was known as »grnetadžija«); 
Pota »Lumbak« and Sava Nedeljković-»Siriinić« struck the dajre (»def«). (...) Many others sang, while 
Pota »Abduš« excelled at dancing: when in the peak of rupture he stood up to dance the čoček (»čoček-
oyun«) or »pervane« the room fi lled with people and children (...) This young men... set themselves the 
goal of playing, singing and dancing without compensation of poor girls at weddings...« S. Zafi rović, 
Pevačko društvo »Vardar« u Skoplju..., 12–13.

95 S. Zafi rović, Spomenica četrdesetogodišnjice državne muške gimnazije..., 147.
96 S. Zafi rović, Pevačko društvo »Vardar« u Skoplju..., 17–18.
97 Julie Jan Morman changed his surname to Mormanović, while he was working in the Serbian 

Men’s High School. In 1909 he moved to the Bulgarian High School in Skopje, and changed his name 
again into Ivan Mormanov. This practice illustrates well the Macedonian political climate. A. Ž. NOVA-
KOV, op. cit., 505.

98 Stevan STOJANOVIĆ MOKRANJAC, Izveštaj o radu u Srpskoj Muzičkoj Školi za školsku godinu 
1907/8, i predlog za budući rad, Prosvetni glasnik, 1 (1909), 72. See also Marijana KOKANOVIĆ, Ilić, Petar 
Ž., Srpski biografski rečnik, Vol. 4, Novi Sad: Matica srpska, 2009, 158–59; Aleksandar VASIĆ, Srpska muziko-
grafi ja međuratnog doba u ogledalu korpusa muzičke periodike, PhD thesis, Univerzitet u Novom Sadu, Aka-
demija umetnosti, 2012, 231–47.
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might be off ensive to him. It is important to point out that this event marked the fi rst 
inclusion of female voices into the choir. The Vardar Society gave performances in 
diff erent restaurants in Skopje singing: »Bože bratimstva«, D. Jenko; »Kate, Kateri-
no«, P. Ž. Ilić; »Naš zaštitnik Gospod Bog«, D. Jenko; »Oj, Srbijo«; »Magdo mori 
ubava devojko«, P. Ž. Ilić; P. Ž. Ilić even formed a singing quartet, SATB voices, and 
him as a second tenor singing »Pesme iz Đide« by D. Jenko, and »Mi kinisa Kate od 
Sarajo« by P. Ž. Ilić; »Uskliknimo s ljubavlju« and »Pesme iz Galičnika«, P. Ž. Ilić 
(these were sung with the high school mixed choir) etc.99 In 1910, the society perform-
ed its fi rst concert in the old Turkish theatre in Skopje and was granted a license (by 
the Constantinople Ott oman offi  cials) to open a music school, following the guide-
lines of Mokranjac’s Serbian Music School in Belgrade, with preparatory, lower and 
higher courses, an evening school, and a class for ballroom and other dances.100 The 
Vardar Society welcomed the Serbian king Peter I in Skopje on his return to Belgrade 
from Mount Athos in 1910.101 In 1911, they participated in a celebration to welcome 
the sultan Mehmed V Reşâd.102 The society was connected with the gymnastic (Sokol) 
group Silni, with whom it performed at a joint concert in Novi Sad in 1912. During 
the trip to Novi Sad, the two groups stopped in Belgrade where they sang Mokra-
njac’s »Kozar« for a closed circle of visitors, including Stevan Mokranjac, Josif 
Marinković, Božidar Joksimović and Stanislav Binički.103 The full repertoire of the 
Vardar choir consisted of:104

Men’s choir: »Oj, Srbijo« by Vojteh Šistek; »Naš zaštitnik Bog«, »Bože bratim-
stva«, »Tija noći«, »Spavaš li«, »Hej nek bruji« and »Bože Pravde« by Davorin Jenko; 
»Hej trubaču«, »Kolo«, »Pesmom srcu« and »Opelo« by Josif Marinković; »U boj« by 
Ivan Zajc; Komitski Songs and Songs from Galičnik by Pera Ž. Ilić; First Rukovet »Bojo 
mi Bojo« and Eleventh Rukovet »Pisaše mi Stano« by Stevan Mokranjac; Liturgy by 
Kornelije Stanković.

Mixed-voice choir: II, IV, V, VII, VIII, X and XII Rukovet, »Kozar«, »Mekam«, 
Opelo, Akatist and Liturgy by Stevan Mokranjac; Liturgy by Benedict Randhartin-
ger; »Kad jeknu zvona« and »Dvoglav oro« by Josif Marinković; »Magdo mori«, 
Songs from Galičnik, Songs from Veles, »Kosači«, Songs from Tetovo and »Bakşu 
güzel« (Turkish song) by Pera Ž. Ilić; Songs from Koštana by Petar Krstić; »U kolo« 
by Vladimir Đorđević; »Iz srpske gradine« by Isidor Bajić; »Bože pravde« by Da-
vorin Jenko; »Prikloni Gospodi« Psalm by Grigoriev, »Raborajte Gospodovi« by 
Leonid Dimitrievich Malashkin; »Sej den«, »Uskliknimo«, »Oj Sloveni« etc.

One of the last activities of the Vardar society before World War I was the cere-
mony of greeting the Serbian Army and the king Petar I Karađorđević in Skopje in 

99 S. Zafi rović, Pevačko društvo »Vardar« u Skoplju..., 19–20.
100 Ibid., 21.
101 Ibid., 21.
102 Ibid., 22.
103 Ibid., 22–23.
104 Ibid., 25.
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October 1912.105 During the Balkan Wars and World War I the activities of all choral 
societies in Macedonia were interrupted as the male population was drafted in the 
military, and cultural activities suff ered the consequences of the military clashes. 
The Vardar Choral Society was renewed immediately after the World War I in 1919, 
with the fi rst concert in the »Zrinski« venue. Two years later, a couple of Vardar choir 
members founded the Mokranjac Singing Society. 

The intrinsic mosaic of the cultural and musical activities that contributed to the 
creation of an entirely new musical environment after World War I equally includes 
music education. Education was considered as a crucial means for accomplishing of 
the political, religious and ethnic goals by all parties involved in the struggle for 
Macedonian territories. Thus, it is not surprising to fi nd a plethora of Turkish, Ser-
bian, Bulgarian or Exarchate, Greek, Romanian,106 American, French and Albanian 
schools107 in Macedonia at the beginning of the twentieth century. In their curricula, 
a special part was reserved for music education as a covert and a soft form of the 
introduction of political agendas and associated propaganda.108 There is litt le doubt 
that music education substantially contributed to the shift in music idioms. Yet, the 
fi nal ascendancy of the Western music models could not have been accomplished 
without the activity of the fi rst specialized music schools with Western classical mu-
sic repertoire, as was the case with the Mokranjac Music School in Skopje in 1934.

Last but not least, the Western acculturation processes can be observed through 
the use of the gramophone, which already conquered the world in the fi rst decade 
of the twentieth century. We found a reference related to the selling of gramophone 
records and needles in Skopje in 1915,109 but we could not confi rm the extent of its 
use in this period. Although the practice of recording via wax cylinders had been 
present for almost two decades at that point, there are no sound materials recorded 
in Macedonia from this period. 

Having in mind all the aspects discussed in this paper, we can conclude that the 
World War I period represents the focal point in the clash of music idioms in Mace-

105 Ibid., 23–24.
106 There had been music classes in the Romanian High School in Bitola also with the teacher Kara-

nika, who worked part time in the Serbian High School in Bitola in the schoolyear 1911/12. A. Ž. NOVA-
KOV, op. cit., 621, 622.

107 Gligor TODOROVSKI, Makedonija po rasparčuvanjeto 1912/13 – 1915, opštestveno-politički, ekonom-
ski i prosvetni priliki vo vardarskiot del na Makedonija, Skopje: Matica makedonska, 1995, 229–300.

108 Even this paper was initiated by the conversation between Prof. Dr. Dimitrije Bužarovski and Živko 
Firfov in the 1970, when Firfov retold him his experience as a student of elementary Bulgarian and German 
schools in Macedonia during the World War I period. The major part of the elementary education consisted 
of learning Bulgarian and German songs, three of four classes each day, in accordance with the Firfov 
memories. D. BUZAROVSKI – T. JORDANOSKA, Macedonian Music Culture During World War Two...

109 Srpski Jug, No. 349, 15 July (1915), 2. Moše S. Medine’s store initiates another missing component 
about the infl uence of the Jewish community in shaping the musical landscape in Macedonia. Their Sep-
hardic origin and the connection to the Ladino tradition, confi rms the use of guitars as an accompaniment 
instrument, i.e. another segment for the homophonic routes into Macedonia. D. BUŽAROVSKI, Bitola...; 
D. BUZAROVSKI – T. JORDANOSKA, Macedonian Music Culture During World War Two...; Dimitrije 
BUŽAROVSKI – Trena JORDANOSKA, Macedonia, in: Grove Music Online, Oxford Music Online, 2015.
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donia that swayed the music pendulum towards the West. Even more impressive is 
the richness of the Macedonian soundscape of this period, with its Eastern and West-
ern music models combining new and archaic infl uences, where Verdi, Mascagni, 
Gounod and Hervé were mixed with the sounds of čalgija, zurla, tapan, saz, bag-
pipes110 and the last gousla rhapsodists.111
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Sažetak

Promjena idioma makedonske glazbene kulture tijekom Balkanskih ratova
i Prvog svjetskog rata

Makedonska glazbena kultura koja je u osmanskom razdoblju i početkom 20. stoljeća 
bila pretežno orijentalna doživjela je ozbiljne promjene tijekom Balkanskih ratova i Prvog 
svjetskog rata koji su uslijedili. Makedonija je bila posljednji dio Osmanskog carstva na središ-
njem i zapadnom Balkanu gdje su orijentalni turski idiomi, osobito kroz uporabu makama i 
usula, bili glavne glazbene karakteristike makedonskog lokalnog glazbenog okruženja. Ipak, 
već krajem 19. i početkom 20. stoljeća možemo pratiti proboj zapadnog utjecaja kroz različite 
kanale: najprije kroz članove turskog plemstva koji su pokušavali modernizirati zemlju i uve-
sti zapadne kulturne modele; zatim kroz utjecaj sakralne i svjetovne glazbe okolnih zemalja 
(Srbija, Bugarska i Grčka); i konačno, kroz uvođenje zapadnih modela za koje su zaslužni 
europski diplomati u Bitolskom vilajetu u kasnom 19. stoljeću. Iako će taj proces trajati još 
nekoliko desetljeća prije uspostavljanja Republike Makedonije (ASNOM, 1944), pomak u 
glazbenoj kulturi gotovo u svim segmentima dogodio se već u prvim godinama nakon zavr-
šetka Prvog svjetskog rata. Tako se »pozapadnjivanje« makedonske glazbene kulture može 
primijetiti na nekoliko područja: u popularnoj glazbi, duhovnoj glazbi, glazbenom obrazova-
nju, te osobito u korištenju zapadnih glazbenih instrumenata. Usporedo s ansamblima čalgija 
i njihovim monodijskim vokalnim i instrumentalnim idiomima (makam i usul), dio urbanog 
folklora postaje tročetvrtinski, osobito molski tonalitetni zapadni valcer. Uvođenje glasovira i 
prve izvedbe odsječaka iz opera bili su drugi primjeri zapadnjačkih glazbenih uzoraka u ur-
banoj kulturi. Vojni sastavi sa zapadnim instrumentima zapadne provenijencije imali su vrlo 
važnu ulogu u kretanju različitih vojnih skupina kroz Makedoniju tijekom Balkanskih ratova 
i Prvog svjetskog rata, s vremenom postajući standardna komponenta vojne i svjetovne glaz-
bene kulture nakon 1918. godine. Posebno važan kanal za uvođenje zapadnih idioma bilo je 
osnovnoškolsko obrazovanje koje se koristilo kao glavni alat za političke i druge utjecaje oku-
patorskih zemalja. Konačno, zamjenjivanje starog bizantskog/slavenskog monodijskog pra-
voslavnog pjevanja homofonskim tonalitetnim uzorcima ukazuje na dramatičnu promjenu 
glazbenih idioma makedonske glazbene kulture u 20. stoljeću.
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