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ABSTRACT 

 

This thesis analyses the influence of literate culture on the corpus of Montenegrin oral epic 

songs publishОН in Vuk KaraНžić’s ОНition of Narodne srpske pjesme from 1823 to 1833. The 

Introduction places the research in the scholarly context of the Parry-Lord theory of oral 

composition, later analyses of transitional texts that contain both oral traditional and literary 

characteristics, and recent interest in the entire process of transcription, edition and 

publication of songs belonging to the oral tradition. This is followed by an outline of facts 

relevant to the social and political history of Montenegro, its epic tradition and earliest textual 

representation. The first chapter discusses in detail the concepts of oral traditional, transitional 

and nontraditional texts and offers a synthetic theoretical framework for the analysis of 

transitional South Slavonic oral songs, based on their phraseology, style, outlook and 

contextual evidences about their documentation and singers. In the second chapter, this is 

followed by a textual analysis of five genuine oral traditional Montenegrin songs from 

KaraНžić’s collОction anН a Нiscussion of thОir stylО, thОmОs anН ovОrall pОrspОctivО. In thО 

third chapter, two songs about contemporary Montenegrin battles from the collection are 

analysed and identified as proper transitional texts; they contain a number of literary elements 

and were influenced by the Montenegrin ruler Bishop Petar I, but also retain to some extent 

the characteristics of traditional oral songs. The final chapter identifies nontraditional 

elements in the four songs that KaraНžić wrotО Нown from a litОratО MontОnОgrin singОr Auro 

Milutinović Crnogorac. It is arguОН that thОsО songs combinО a traНitional stylО anН outlook 

with elements distinct from local oral tradition, which the singer had adopted during his 

education and under the influence of Bishop Petar. The main conclusion of the thesis is that 

the earliest publication of Montenegrin oral tradition already contained a number of features 

of literary origin; two out of eleven songs are proper transitional texts, and four others display 

the influence of literate culture. These texts and features did not originate in the local oral 

tradition; rather, they were introduced by a literate singer close to the political leadership and 

then incorporated in the collection of oral traditional songs during the process of its literary 

documentation and representation. By revealing the complex socio-political framework giving 

rise to the early-nineteenth century collections of South Slavonic oral songs, this thesis makes 

a contribution to current research in the textualisation of the oral tradition, and provides a 

consistent model for the analysis of transitional texts in oral studies. 
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  Introduction 

 

 

 

 

 

This study analyses Serbian oral epic songs published in the first half of the nineteenth 

century. By oral epic song, I understand the product of a special poetic technique of oral 

composition in performance, as described by the American scholars Milman Parry and Albert 

Lord: 

Oral epic song is narrative poetry composed in a manner evolved over many generations by 

singers of tales who did not know how to write; it consists of the building of metrical lines and 

half lines by means of formulas and formulaic expressions and of the building of songs by the 

use of themes.1  

Sources from the sixteenth, seventeenth and eighteenth century, such as notes by foreign 

travellers, occasional instances of folk songs published in the works of writers from Dubrovnik 

and the Adriatic Coast, and several seventeenth and eighteenth-century manuscript collections 

of this poetry, confirm that over the centuries a strong oral tradition existed among the South 

Slavs. Nonetheless, before the nineteenth century, published sources offered only casual and 

fragmented instances of this oral tradition. 

                                                 
1 Albert B. Lord, The Singer of Tales 2nd edn (Cambridge, Mass / London: Harvard University Press, 2000), p. 4. 
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The earliest published collections of South Slavonic oral songs appeared in the early 

nineteenth century, when Vuk StОfanović KaraНžić (1878-1864) set out to write them down 

systematically and published his first collections of Serbian folk songs. Born in the Serbian 

countrysiНО, KaraНžić camО to ViОnna in 1813 aftОr thО collapsО of thО uprising against thО 

Turks, and played a major role in the modernization of Serbian literature and culture. He 

reformed the language and orthography by promoting the vernacular instead of the Slavonic-

Serbian language used at the time, collected the folklore of Serbian peasants and herders and is 

considered to be at once the first Serbian folklorist, ethnographer and literary critic.2 

Throughout his lifО, KaraНžić mОticulously collОctОН SОrbian oral Оpic anН lyric songs, anН 

published three editions with ten volumes altogether between 1814 and 1862. In addition, 

through his acquaintance with leading scholars of the time, such as Jacob Grimm, Johann 

Wolfgang von GoОthО or LОopolН RankО, anН his many publications, KaraНžić publiciгОН 

Serbian folk poetry and Serbian culture in Europe. Two of his younger friends and associates, 

thО prominОnt SОrbian poОt Sima Milutinović Sarajlija, anН PОtar PОtrović NjОgoš II , 

MontОnОgrin rulОr anН writОr, soon followОН KaraНžić’s founНing work anН publishОН thОir 

editions of epic songs, mostly collected on the territory of present-day Montenegro. Milutinović 

printed his Pjevanija Crnogorska i Hercegovačka in 1833 anН 1837, anН NjОgoš ОНitОН 

Ogledalo srbsko in 1846. During the second half of the nineteenth century, comprehensive 

collОctions of oral traНitional poОtry of othОr South Slavonic nations, such as Jukić-Martić’s 

Narodne pjesme bosanske i hercegovačke, Kosta Hörmann’s Narodne pjesme Muhamedovaca u 

Bosni i Hercegovini, and the first four volumes of Hrvatske narodne pjesme, were published.3 

                                                 
2 Jovan Deretić, Istorija srpske književnosti (Beograd: Prosveta, 2004), pp. 553-82. For a more comprehensive 
account of Karadžić’s rolО, sОО: O Vuku Karadžiću: studije i eseji, Beograd: Prosveta, 1968. 
3 Narodne pjesme bosanske i hercegovačke, ОН. by Ivan Frano Jukić anН Grga Martić, OsijОk: [n.a.]: 1858; Kosta 
Hörmann, Narodne pjesme Muhamedovaca u Bosni i Hercegovini, SarajОvo: ZОmaljska štamparija, 2 vols, 1888-
1889; Hrvatske narodne pjesme, Zagreb: Matica Hrvatska, 4 vols, 1896-1899. For a fuller list of the nineteenth 
cОntury collОctions sОО: Auro Šurmin, Povijest književnosti hrvatske i srpske (ZagrОb: Tisak i naklaНa knjižarО 
Lav. Hartmana [Kugli i Deutsch], 1898), pp. 23-24. 
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SimultanОously, thО publication of KaraНžić’s first collОctions markОН thО transfОr of 

epic songs from an oral traditional society into the emerging field of Serbian literature. For 

long, this process of documentation and textualization of oral tradition generally did not attract 

systematic scholarly attention. As John MilОs FolОy ОmphasiгОs, ‘until rОlativОly rОcОntly 

investigators have tended to overlook just how an oral epic reached textual form, preferring to 

НОal with it as a rОaНymaНО objОct that coulН bО analyгОН with availablО tools.’4 

Recent scholarship, however, pointed out that the published collections are not a simple 

reflection of oral tradition and focused on its textual representation, that is, to the entire process 

of its transcription, edition and publication. Parry and Lord already prepared the basis for such 

analysis by indicating that oral poetry contains some distinctive features like formulaic 

language and composition in performance, and that therefore oral patterns of composition, 

distribution and performance essentially differ from those we find in written literature. The 

traditional singer composes during performance using traditional formulas and themes, which 

makes every oral performance unique and distinctive. To capture this fluid, dynamic and 

unstable oral song in a textual form thus means its radical transformation into a fixed text, 

which is something altogether alien to oral culture.5 Following their arguments, contemporary 

scholars like Foley and Lauri Honko describe the process of documentation and textualization 

of oral traНition as an ‘intОrsОmiotic translation’, or evolution from performance to text,6 

arguing that a more attentive approach to the textualization and representation of the oral 

tradition is needed. 

Recent interest in the documentation of the oral tradition, has led to a fuller 

understanding of the process of collection and textualization of the epic. In several publications, 

scholars have shown increasing interest in the role of collectors and editors in the literary 

                                                 
4 John MilОs FolОy, ‘ThО TОxtualiгation of South Slavic Oral Epic anН its Implications for Oral-DОrivОН Epic’, in 
Textualization of Oral Epic, ed. by Lauri Honko (Berlin: Mouton de Gruyter, 2000), p. 71. 
5 Lord, The Singer of Tales, pp. 4-5. 
6 See: Lauri Honko, Textualization of Oral Epic, p. 49. Also: FolОy, ‘AnaloguОs: MoНОrn Oral Epics’, in A 
Companion to Ancient Epic, ed. by John Miles Foley (Oxford: Blackwell Publishing, 2005), p. 208. 
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fixation and canonization of the oral tradition, and addressed issues that concerned the political 

and ideological aspects of their work.7  Lauri Honko summarizes the expansion of this 

perspective to the process of the textualization of the epic as follows: 

ThО concОpt of oral tОxt has ОxpОriОncОН a rОvolutionary НОvОlopmОnt in rОcОnt yОars… ThО 

modest transcript has undergone acute source-criticism: its textual origin and linguistic accuracy, 

its methods of documentation, transcription, translation, editing and publication have been 

subjОctОН to scrutiny, not forgОtting thО singОrs ‘voicО’ (always in НangОr of suppression), the 

collОctors purposivО rolО in thО making of thО tОxt anН thО ОНitor’s impact on its final form.8 

In anothОr rОcОnt publication, FolОy concluНОs that ‘thО procОss that wО too Оasily rОНucО 

to a simple song-to-book trajectory actually begins with fiОlНworkОrs’ prОНispositions anН 

selections, continues with the idiosyncratic conditions of the performances they attend and 

ОngОnНОr along with thО ОНitorial НОcisions thОy makО.’9 Foley also takes into consideration the 

rolО that KaraНžić as collОctor and editor played in the representation of the Serbian oral 

tradition. Centring the analysis on three basic questions – what gets recorded, what gets 

publishОН anН what gОts rОcОivОН, FolОy arguОs how conНitions of rОcorНing anН collОctor’s 

predispositions influenced the representation of the oral tradition in the published collections.10 

This research focuses on the influence of literate culture on the earliest representation of 

oral epic from Montenegro. Collected at the time of rule of Bishop Petar Petrović NjОgoš I 

(1782-1830), Montenegrin songs were first incluНОН in KaraНžić’s thirН and fourth book of 

Narodne srpske pjesme published in 1823 and 1833 respectively. Together with other songs that 

hО collОctОН, KaraНžić publishОН thОm as oral folk Оpic songs, composed by and collected from 

                                                 
7 Epic Traditions in the Contemporary World: the Poetics of Community, ed. by Margaret Beissinger, Jane Tylus 
anН SusannО WofforН, BОrkОlОy: UnivОrsity of California PrОss, 1999; FolОy, ‘ThО TОxtualiгation of South 
Slavic Oral Epic and its Implications for Oral-DОrivОН Epic’, in Textualization of Oral Epic, pp. 71-88; Foley, 
Analogues: Modern Oral Epics, pp. 196-213; Oral Art Forms and Their Passage Into Writing, ed. by Else 
Mundal and Jonas Wellendorf, Copenhagen: Museum Tusculanum Press / University of Copenhagen, 2008. 
8 Honko, Textualization of Oral Epic, p. 3. 
9 Foley, Analogues: Modern Oral Epics, p. 209. 
10 Foley, The Textualization of South Slavic Oral Epic, pp. 71-87; John Miles Foley, Analogues: Modern Oral 
Epics, p. 209. See also: John Miles Foley, ‘Textualization as Mediation’, in Voice, Text, Hypertext: Emerging 
Practices in Textual Studies, ed. by Raimonda Modiano, Leroy Searle, and Peter Shillingsburg (Washington: 
University of Washington Press / Chesham: Combined Academic, 2003), pp. 101-20. 

javascript:open_window(
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common people and traditional singers. In his later edition of Montenegrin songs in 1862, 

howОvОr, KaraНžić ОxprОssОН his bОliОf that thО two songs about thО 1796 battlОs against 

Mehmet Pasha from Skadar were not originally traditional oral songs, but composed by the 

Bishop himsОlf:  ‘Ja гa cijОlo mislim Нa jО ovО obaНvijО pjОsmО o boju Crnogoraca s Mahmut 

pašom načinio Crnogorski vlaНika PОtar I. (saНašnji SvОti PОtar), pa su poslijО ušlО u naroН i 

iНući oН usta Нo usta koliko sО moglo НogonjОnО prОma naroНnijОm pjОsmama’.11  During the 

second half of the twentieth century, a number of scholars argued that Bishop Petar composed 

and promoted epic songs about this event himself, but expressed different views about the oral 

traditional character of the two songs from KaraНžić’s collection.12 Radosav Medenica, for 

ОxamplО, claimОН that thОsО songs wОrО ‘pravО naroНnО pОsmО, potpuno samostalnО iako bliske 

varijante predmeta koji opОvaju VlaНičinО obraНО... u njima se sreta svega nekoliko spontanih 

slikova, kakvi se u epici i inačО čОsto srОtaju’.13 Nikola BanašОvić anН Ljubomir Zuković, 

however, questioned their genuine oral traditional character.14  BanašОvić НОscribОН all 

НocumОntОН vОrsions of thО song ‘Boj Crnogoraca s Mahmut-pašom’ as ‘pОsnički proiгvoНi 

vlaНikО PОtra’, anН inНicatОН that thО onО publishОН by KaraНžić appОars as morО traНitional: 

‘ipak sО viНi Нa jО Vukova, kako jО on sam osОtio, prošla kroг naroН i “dogonjena prema 

narodnijem pjesmama”.’15 In addition, he also indicated that in the second song about the 1796 

battlОs from KaraНžić’s collОction ‘ima pojОНinosti kojО oНaju “učОnijОg” sastavljača’, such as a 

                                                 
11  Vuk StОfanović KaraНžić, Srpske narodne pjesme IV, Sabrana НОla Vuka StОfanovića KaraНžića, VII, 
Prosveta: Beograd, 1986, p. 66. 
12 SОО: Nikola BanašОvić, ‘PОsmО o najstarijoj crnogorskoj istoriji u “ PjОvaniji” SimО Milutinovića’, in Zbornik 
radova, X (BОograН: Institut гa proučavanjО knjižОvnosti, 1951), pp. 275-99; Trifun Aukić, Pjesme Petra I 
Petrovića Njegoša, Cetinje: Narodna knjiga, 1951; Ljubomir Zuković, Vukovi pevači iг Crne Gore, Beograd: 
Rad, 1988; Radosav Medenica, Naša narodna epika i njeni tvorci, Cetinje: Obod, 1975. 
13 Radosav Medenica, Naša narodna epika, p. 110. 
14 Ljubomir Zuković, ‘Pogovor’, in Srpske narodne pjesme IV, pp. 457-71; BanašОvić, Pesme o najstarijoj, pp. 
275-299. 
15 BanašОvić, Pesme o najstarijoj, p. 282. 
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statement of date and unusual expressions.16 Zuković accОptОН this attribution anН НОscribОН thО 

two songs as ‘ОpskО pОsmО po uglОНu na naroНnО’.17 

The fact that KaraНžić wrotО Нown thО song ‘Boj Crnogoraca s Mahmut-pašom’ and five 

othОr MontОnОgrin songs in thО collОction from thО litОratО anН ОНucatОН singОr Auro 

Milutinović Crnogorac, attractОН far lОss attОntion in prОvious scholarship. Zuković was thО 

only onО to analysО his songs in НОtail. As hО arguОН, Milutinović’s rОpОrtoirО mostly comprisОН 

local oral songs that thО singОr pОrformОН in a traНitional mannОr, with thО ОxcОption of ‘Boj 

Crnogoraca s Mahmut-pašom’ anН cОrtain vОrsОs of nontraНitional origin from his song called 

‘PipОri i Tahir-paša’. ThОrОforО, hО raisОН thО claim that thО singОr ‘nijО bitnijО mОnjao ni sižО ni 

pОsnički iгraг’,18 and concluded that: 

U Aurinim pОsmama još uvОk prОovlađuju oНlikО iгvornog načina pОvanja i mišljОnja kolОktiva, 

ali sО osОća i uticaj prosvОtitОljskog raНa mitropolita PОtra I koji jО tom pОsništvu nastojao Нa Нс 

nov duh i jednu savremeniju nacionalnu i osloboНilačku orijОntaciju.19 

To sum up, previous scholars noticed certain characteristics unusual for traditional oral 

songs in these texts, but described them in rather ambiguous terms and did not offer a detailed 

anН prОcisО analysis of thОir traНitional anН litОrary fОaturОs. KaraНžić himsОlf sООmОН uncОrtain 

how to describe the two songs about the 1796 battles. On the one hand, he acknowledged that 

they somehow differ from traditional oral songs and expressed his belief that they were 

originally composed by the Bishop. On the other hand, he also claimed that they were adapted 

by oral tradition to some extent and alike other oral songs in the collection. Medenica complied 

with other scholars that the Bishop composed the songs about this event, but claimed that the 

two songs from KaraНžić’s collОction arО gОnuinО oral songs anН that thО influОncО of thО 

Bishop’s songs anН litОrary stylО on thОm is insignificant. BanašОvić anН Zuković, in 

                                                 
16 Ibid., Pesme o najstarijoj, p. 283. 
17 Zuković, Pogovor, p. 465. 
18 Zuković, Vukovi pevači iг Crne Gore, p. 121. 
19 Ibid., p. 143. 
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Нistinction, ОmphasiгОН thОir litОrary origin anН thО Bishop’s impact on thО singОr Auro 

Milutinović, but usОН ambiguous tОrms such as ‘pОsnički proiгvoНi vlaНikО PОtra’ anН ‘ОpskО 

pОsmО po uglОНu na naroНnО’, without proviНing a prОcisО Нistinction bОtwООn thОir oral anН 

literary characteristics or firm evidence of their literary origin. 

This research will explore in detail the influence of literacy, educated culture and Bishop 

Petar in particular on thО corpus of MontОnОgrin songs publishОН in KaraНžić’s Narodne srpske 

pjesme. As indicated, previous scholarship identified certain nontraditonal features in these 

songs, but a more detailed textual analysis supplemented with an elaborate discussion of their 

generic features on the overall level is still required. Questions that will be elaborated further in 

this study are: Can these songs of either literary origin or collected from a literate singer be 

considered as genuine oral songs? How exactly do they differ from traditional oral songs in the 

collection? Do they belong to a different category from traditional oral songs or do they deserve 

a distinctive generic label? Finally, how did they reach published collections and come to 

represent local oral tradition? 

To determine this, I shall adopt the concept of transitional texts, which show 

characteristics of both oral traditional singing and literary influence. It will be argued that the 

earliest publication of the Montenegrin oral tradition already contained a significant number of 

literary elements, and that two out of eleven songs are proper transitional texts and four others 

show nontraditional characteristics. These texts and features did not originate in the local oral 

tradition, but were introduced by literate singers close to the political leadership and invested in 

the collections during the process of its literary documentation and representation. 
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Thesis Outline 

 

The analysis undertaken in this study will show that the Montenegrin songs from 

Narodne srpske pjesme fall into three general categories. The earliest collected songs and the 

songs that were written down from tribal singers are proper traditional folk songs and could be 

considered as genuine or unambiguously oral songs. In distinction, the two songs about the 

battles against Mehmet Pasha display a strong literary influence and thus belong to the category 

of transitional tОxts. ThО songs that KaraНžić collОctОН from Auro Milutinović will provО to bО 

particularly difficult to classify, sincО thОy pОrtain to all thrОО catОgoriОs. WhilО ‘Boj 

Crnogoraca s Mahmut-pašom’ will bО НОscribОН as a transitional tОxt, his song ‘Dijoba 

SОlimovića’ will provО to bО an oral traНitional song without nontraНitional fОaturОs or litОrary 

influence. Finally, the four remaining songs written down from Auro Milutinović form a 

separate group. Collected from a professional guslar, they show few literary elements in regard 

to their style and phraseology, but also display characteristics untypical for the local oral 

tradition and adopt an outlook incompatible with the oral traditional perspective. 

In the first chapter, I will introduce the concepts of oral tradition and oral song as 

developed in the Parry-Lord theory of oral composition in performance. Supplemented by 

LorН’s anН FolОy’s latОr analysОs of transitional anН nontraНitional tОxts, this framОwork will 

enable us to distinguish thО charactОristics of MontОnОgrin songs in KaraНžić’s Narodne srpske 

pjesme. 

In the second chapter, this will be followed by a textual analysis of five traditional oral 

songs and the establishment of their overall perspective. I will indicate that genuine oral 

traditional songs foster a local viewpoint and often promote tribal antagonism and 

particularism. This tribal perspective is then identified in the two earliest documented songs, 
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Auro Milutinović’s ‘Dijoba SОlimovića’ anН thО two songs about the contemporary battle of 

Morača publishОН by KaraНžić. 

The two songs attributed to Bishop Petar will be analysed in the third chapter. It will be 

demonstrated that, despite their similarities with traditional oral epic, both songs show 

nontraditional features such as a statement of date, unusual phraseology, frequent rhyming and 

thorough knowledge of the international relations atypical for traditional songs. In addition, I 

will show that KaraНžić wrotО Нown thОsО songs НirОctly from oral pОrformancОs of singers 

from Montenegro, and that his songs display more characteristics of oral traditional songs than 

thОir vОrsions publishОН by Sima Milutinović anН NjОgoš. NamОly, fОaturОs such as a sОriОs of 

consecutive rhymed couplets, violation of metrical laws or verses indicating perceptions of an 

individual, literate poet with knowledge of grammar and the literary tradition, are found only in 

the versions from Pjevanija and Ogledalo srbsko. I shall therefore argue that the two songs 

were originally nontraditional, written literary texts, partially adapted in a traditional manner in 

the pОrformancОs of KaraНžić’s singОrs. As a Нistinct mixturО of literary and traditional oral 

characteristics, thО two songs from KaraНžić’s collОction will be described as transitional texts. 

Finally, it will be indicated that contextual evidence complies with textual analysis, suggesting 

that these songs were originally composed by Bishop Petar or some of his associates, and that at 

thО timО thОy wОrО not aНoptОН by thО local oral traНition but collОctОН by KaraНžić from singОrs 

close to Cetinje and the Bishop. 

The final chapter follows the intersection of these traditional and nontraditional 

charactОristics in thО four songs writtОn Нown from Auro Milutinović. I shall demonstrate that 

Milutinović’s songs offОr a НistinctivО mixturО of НiffОrОnt fОaturОs; while some of these 

elements were inherited by the singer from his local oral tradition, others were adopted by him 

Нuring his ОНucation anН unНОr Bishop PОtar’s influОncО. This impact of litОracy anН ОНucation 

is manifested through certain features distinct from the local oral tradition, such as the overall 
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perspective in these songs and the phraseology that the singer uses. It will be argued that most 

of thО songs that KaraНžić wrotО Нown from Auro Milutinović thОrОforО prОsОnt a Нistinct form 

of oral texts with elements and views of literary origin. 

In the concluding part of the thesis, I will summarize previous arguments about 

transitional texts and nontraditional characteristics in the earliest textualization of the 

Montenegrin oral tradition and the impact of literacy, educated authors and singers close to the 

political leadership in the process of the literary documentation and representation of local oral 

tradition. It will be argued that this study provides a more precise differentiation between 

traditional and transitional South Slavonic texts and contributes to the discussion of transitional 

texts in oral studies by offering a consistent model for their analysis, based on textual analysis 

supplemented with the genetic criterion. It will be suggested further that this research also 

contributes to the current research in the textualisation of oral tradition by examining this 

complex socio-political framework giving rise to the early-nineteenth century collections of 

South Slavonic oral songs. It calls for a proper consideration of the personal contribution of 

particular singers, collectors and editors, their mutual relations and their dependence on the 

contemporary political constellation and leadership. This study thus shows the need for the 

cultural and historical contextualization of the process of documentation and representation of 

the oral tradition, and enables a fuller understanding of the South Slavonic oral tradition in 

general. 

 

Herder, the Brothers Grimm and the Concepts of Folk and Folk Song  

 

The establishment of folklore studies in Europe in the late eighteenth and early 

nineteenth centuries prepared the ground for the emergence and acceptance of Serbian epic 



 14  

poetry in the literary sphere.20 In the first, formative period of European folklore studies, several 

sОminal collОctions of oral folk poОtry, such as JamОs MacphОrson’s Fragments of an Ancient 

Poetry (1760) anН Johann GottfriОН HОrНОr’s Volkslieder (1778-79), were published. Of 

particular importance for South Slavonic oral poetry was the influОncО of AlbОrto Fortis’s 

Viaggio in Dalmazia, published in Venice in 1774. The book contained the South Slavonic oral 

song ‘Hasanaginica’, and was soon translated into English and German. Goethe made his own 

vОrsion of thО poОm, ‘KlaggОsang von НОr ОНlОn FrauОn НОs Asan Aga’, anН HОrНОr incluНОН it 

in the first volume of his Volkslieder (1778). NОw publications, such as HОrНОr’s ОnlargОН 

edition from 1808 and the works of the brothers Grimm (Kinder- und Hausmärchen (1812-14), 

Deutsche Sagen (1816-18), Deutsche Mythologie (1835), soon followed. While the earliest 

publications turnОН scholarly attОntion towarНs ‘folksongs’, a tОrm coinОН by HОrНОr, or thО so-

callОН ‘natural poОtry’ (a phrasО wiНОly usОН at thО timО by thО brothОrs Grimm, SwОНish poОt-

historian Erik Gustav Geijer and French scholar Claude Fauriel to name but three21), the next 

generation of predominantly German scholars advanced the idea that popular poetry was 

charactОriгОН by НistinctivО local ‘national’ qualitiОs anН fОaturОs.22 

Despite the apparent diversity of Romantic approaches to the concepts of folk and folk 

song, some general parallels between the views of Johann Herder and Jacob Grimm as the two 

most influential scholars of the time can be drawn. Herder elaborated his view of the folksong 

in the essay entitled Über die Wirkung der Dichtkunst auf die Sitten der Völker from 1778. 

AccorНing to him, folk culturО offОrОН a way to ОscapО EnlightОnmОnt’s ovОrОmphasis on 

reason, planning and universalism in cultural expression and could purify and refresh culture 

from the artificiality of contemporary art. Herder formulated this view as an imperative claim: 
                                                 
20 See: Peter Burke, Popular Culture in Early Modern Europe, esp. Chapter I, ‘The Discovery of the People’ 
(London: Temple Smith, 1978), pp. 3-22. 
21 Ibid., p. 5. 
22 Vilmos Voigt, ‘Primus IntОr ParОs: Why Was Vuk KaraНžić thО Most InfluОntial FolklorО Scholar in South-
Eastern Europe in the Nineteenth Century’, in The Uses of Tradition: A Comparative Enquiry into the Nature, 
Uses and Functions of Oral Poetry in the Balkans, the Baltic, and Africa, ed. by Michael Branch and Celia 
Hawkesworth (London: School of Slavonic and East European Studies / Helsinki: Finish Literature Society, 
1994), pp. 179-93. 
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‘UnlОss our litОraturО is founНОН on our Volk, we [writers] shall write eternally for closet sages 

and disgusting critics out of whose mouths and stomachs we shall get back what we have 

givОn.’ 23  Herder suggested further that true poetry stems from a particular way of life 

characteristic of rural and primitive people, and in his later work juxtaposed the Volk, associated 

with the rural, simple people, to the urban and educated. He thus contrastОН thО ‘Kultur НОs 

VolkОs’ (‘culturО of thО pОoplО’) with thО ‘Kultur НОr GОlОhrtОn’ (‘lОarnОН culturО’), anН 

specified that thО folk ‘arО not thО mob in thО strООts, who nОvОr sing or composО but shriОk or 

mutilate’. 24  Consequently, Herder associated folksongs with the distinctively national 

characteristics of the people they spring from, and maintained that popular poetry was the most 

prОcisО anН lofty ОxprОssion of a pОoplО’s ‘charactОr’. In 1777, hО Оxplicated and elaborated this 

idea of folklore as the soul of a nation in his essay Von der Ähnlichkeit der mittleren englischen 

und deutschen Dichtkunst: 

Folksongs, fablОs, anН lОgОnНs [...] arО in cОrtain rОspОcts thО rОsult of a nation’s bОliОfs, 

feelings, perceptions, and strengths. [...] All uncivilized people sing and work; their songs are 

the archives of the folk, the treasury of its science and religion, of its theogony and cosmogony, 

of the deeds of the forefathers and the events of its own history, an echo of its heart, the mirror 

of its НomОstic lifО in joy anН in sorrow, from thО craНlО to thО gravО… a small collОction of such 

songs, taken from the lips of each people in their own language, is -  when inclusive, well stated, 

and accompanied with music – exactly what would give us better idea of the nations mentioned 

in the idle chatter of travellers.25 

The glorification of the folk, its identification with the rural and uneducated and the 

identification of folk songs with the soul of the nation are even more evident in the works of the 

Brothers Grimm. Following Herder, they made a fundamental distinction between Naturpoesie 

as natural, spontaneous poetry made by simple, uneducated people, and Kunstpoesie as 

                                                 
23 Quoted in Benjamin Filene, Romancing the Folk (Chapel Hill: University of North Carolina Press, 2000), p. 9. 
24 See: Burke, Popular Culture, p. 22. 
25 Quoted in Giuseppe Cocchiara, The History of Folklore in Europe (Philadelphia: Institute for the Study of 
Human Issues, 1981), p. 176. 
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artificial, inНiviНual, ‘contОmplatОН’ poОtry produced by the educated. According to Jacob 

Grimm, poetry is all the more poetic when it is spontaneous and natural, and these are the 

essential characteristics of folk poetry.26 Following this distinction, the Grimms insisted that 

folk poetry is anonymous, impersonal, and collective.27 In an essay on the Nibelungenlied, for 

example, Jacob Grimm pointОН out that thО author of thО poОm is unknown, ‘as is usual with all 

national poОms anН must bО thО casО, bОcausО thОy bОlong to thО wholО pОoplО’.28 Accordingly, 

Jacob Grimm НОscribОН popular poОtry as ‘poОtry of naturО’ (Naturpoesie) and, although not 

denying the poetic quality of the new poetry, emphasized the essential difference between the 

formОr as spontanОous, anН thО lattОr as ‘ОinО ZubОrОitung’, i.e. something that is prepared, 

manufactured, assembled. 29 

In the writings of the Brothers Grimm both the concepts of the folk and folk song 

became more restricted and exclusive. Jacob Grimm, for example, recommended to his 

correspondents and associates to collect songs in remote regions uncorrupted by urban 

civiliгation anН ОНucation, anН claimОН: ‘On thО high mountains anН in thО small villagОs, 

where there are neither paths or roads, and where the false Enlightenment has had no access and 

was unable to do its work, there still lies hidden in darkness a treasure: the customs of our 

forefathers, their sagas and their faith.’30 According to him, the creativity and imagination 

characteristic of folk poetry spring and originate from these deepest and most conservative parts 

of the peasantry.31 For the Grimms, therefore, the notion of folk as a creator was collective and 

limited to a particular background and particular class, which is the rural population living in 

remote areas detached from the influence of literature and civilization. 

                                                 
26 See: Miljan MojašОvić, Jakob Grim i srpska narodna književnost (Beograd: SANU, 1983), p. 137. 
27 Cocchiara, The History of Folklore in Europe, p. 220. 
28 See: Burke, Popular Culture, p. 4. 
29 Ibid., p. 4. 
30 Christa Kamenetsky, The Brothers Grimm & どheir Critics: Folktales and the Quest for Meaning (Athens: 
Ohio University Press, 1992), p. 66. 
31 MojašОvić, Jakob Grim, p. 415. 
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The theoretical ideas and collections of Herder and the Brothers Grimm strongly 

influenced similar poetic efforts of other European nations and, especially in Eastern and 

Northern Europe, inspired a series of national collections of folk songs. To mention only some 

of the most famous, a collection of Russian byliny or ballads was published in 1804, the Arnim-

Brentano collection of German songs between 1806 to 1808; in 1814, the first collections of 

Swedish and Serbian ballads were publishОН, anН Elias Lönnrot’s first ОНition of thО Finish 

national epic Kalevala appeared in 1835.32 

 

From Folk Songs to National Songs 

  

SОvОral rОasons particularly contributОН to such a strong rolО anН impact of HОrНОr’s anН 

Grimms’s iНОas anН publications on the cultures and nations from Eastern and Northern Europe. 

Firstly, As Cocchiara argues, Eastern and Northern Europeans had a relatively modest literary 

tradition in comparison to the French, English or Italians for example. Without strong roots in 

written literature, these nations thus turned to oral litОraturО as ‘a rich intОllОctual, moral, anН 

social fortunО, both thО НocumОnt of thОir traНitions anН thО monumОnt of thОir languagО.’33  

Secondly, this was certainly related to their particular political constellation. In the first decades 

of the nineteenth century, most Slavonic and Eastern European nations still lived under the 

domination of great Empires. Their emerging national movements were closely linked with the 

aspirations for cultural and political emancipation, or even full independence and the 

establishment of their own national state. Finally, it is perhaps instructive in this respect to 

remind that terms such as national and popular also had different connotations in various 

European languages. Gramsci, for example, notes that while in France the term national had a 

meaning in which the term popular was ‘politically prОparОН for bОcausО it was linkОН to thО 
                                                 
32 See: Burke, Popular Culture, p. 18. Also: Ruth Michaelis-Jena, ‘Oral TraНition anН thО BrothОrs Grimm’, in 
Folklore, 82.4 (1971), pp. 271-74. 
33 Cocchiara, The History of Folklore in Europe, p. 258. 
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concОpt of sovОrОignty’, in Italy it haН a vОry narrow iНОological mОaning, which nОvОr 

coincided with that of popular; and that, on the other hand, the relationship between these two 

terms was completely different in Russian and other Slavonic languages in general, in which 

national and popular were synonyms.34 In other words, Slavonic folklore and folk songs were 

additionally associated with the notion of the nation by the terminology itself. 

In such circumstances, folk epic was more than likely to attain a privileged position in 

society. Namely, epic songs typically focus on national heroes, battles against invaders and the 

glorious deeds of the ancestors, and thus often serve as a confirmation of a glorious national 

past and as a source of identity representations; as Foley reminds us, ‘for national iНОntity, Оpic 

is a founНational gОnrО’.35 According to Beissinger, Tylus and Woofford, this peculiar and 

complОx connОction of Оpic to national anН local culturОs or, as thОy call it, ‘political 

ОxplosivОnОss’ or ‘political potОncy’ of Оpic, is most ОviНОnt ‘in thО intОnsО rОimagining of Оpic 

undertaken by most emerging European nations as a means of coming to self-knowledge as a 

nation’.36 Michael Branch and Vilmos Voight also view this exceptional early nineteenth-

century interest in epic poetry in Eastern Europe as a part of the process of national formation 

and self-affirmation. As thОy ОmphasiгО, oral poОtry oftОn sОrvОН as ‘a convОniОnt substitutО for 

writtОn history’ for EastОrn EuropОan nations, anН thО only propОr form for this subjОct to bО 

expressed was through the national epic. Voight dОscribОs this as ‘thО constant urgО to Оstablish 

or re-establish an heroic past from and in form of heroic songs as part of the cultural tradition 

anН iНОntity’.37 Branch conveniently labels this practice ‘thО invОntion of national Оpic’ anН ‘thО 

patriotic impОrativО to proНucО an Оpic’, anН follows thО birth of sОvОral mystifications 

publishОН as ‘anciОnt’ Оpic poОms ‘НiscovОrОН’ in thО first half of thО ninОtООnth cОntury.38 

                                                 
34 Ibid., p. 257. 
35 FolОy, ‘Epic as GОnrО’, in The Cambridge Companion to Homer, ed. by Robert Fowler (Cambridge: 
Cambridge University Press, 2004), p. 185. 
36 Beissinger etr all, Epic Traditions in the Contemporary World, p.3. 
37 Voigt, Primus Inter Pares, p. 183. 
38 See: Michael Branch, ‘The Invention of a National Epic’, in The Uses of Tradition, pp. 195-211. 
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The aforementioned scholars also consider the Serbian epic songs published by Karadžić 

as especially relevant and illustrative examples of the importance and exceptional role of epic 

poetry in these processes.39 KaraНžić’s Оarly collОctions appОarОН at thО pОak of scholarly 

interest in folk poetry and almost instantly gained international repute and unanimous 

rОcognition by lОaНing scholars of thО timО as grОat achiОvОmОnts of ‘natural poОtry’. ThО 

collections offered a number of folk songs uncorrupted by literacy and scholarly influence, 

‘kojО jО sОrНcО u prostoti i u nОvinosti bОгhoНužno po priroНi spjОvavalo’, as KaraНžić wrotО in 

his first short collection from 1814. 40 In his lОngthy rОviОw of KaraНžić’s ОНition of Srpske 

narodne pjesme in 1823, Jacob Grimm similarly emphasized that these songs were collected 

НirОctly ‘aus НОm warmОn MunНО НОs VolkОs’, anН wrotО that thОsО arО thО most important anН 

valuable epic songs for the understanding of heroic poetry since the Homeric epic.41 Slovene 

scholar Bartholomeus (Jernej) Kopitar claimed that no European nation could match the Serbs 

in the quality of their folk poetry; Goethe praised Serbian lyric poetry, and Jacob Grimm 

compared it to The Song of Songs. Therese Albertine Luise von Jacob, a member of the same 

Leipzig literary circle and one of the first translators of Serbian songs, later described the 

publication of collОctions of SОrbian folk songs as ‘onО of thО most significant litОrary ОvОnts of 

moНОrn timОs’.42 

Finally, KaraНžić’s works also inspirОН othОr collОctors anН influОncОН thОir work, such 

as Lönnrot Kalevala or Václav Hanka’s fabrication of the allegedly Czech national poems. 

Hanka, who already in 1814 had translated several lines about the characteristics of epic poetry 

from KaraНžić’s first Introduction, published in 1817 Prostonпrodní srbskп muгa do Čech 

pUevedenп, his translations of sОvОral Оpic fragmОnts from KaraНžić’s 1815 Pjesnarica. Inspired 
                                                 
39 See: Branch, The Invention of a National Epic; Voigt, Primus Inter Pares; Foley, Epic as Genre, pp. 171-86; 
Margaret Beissinger, ‘Epic, Genre, and Nationalism: The Development of Nineteenth-Century Balkan 
Literature’, in Epic Traditions in the Contemporary World, pp. 69-86. 
40 Vuk StОfanović KaraНžić, Pjesnarica 1814, 1815, Sabrana dela Vuka StОfanovića KaraНžića, I (Beograd: 
Prosveta, 1965),  p. 42. 
41 SОО thО rОprint of Grimm’s rОviОw in Vuk StОfanović KaraНžić, Srpske narodne pjesme I, Sabrana dela Vuka 
StОfanovića KaraНžića, IV (BОograН: ProsvОta, 1975), p. 554. 
42 See: Nada MilošОvić-AorđОvić, ‘The Oral Tradition’, in The History of Serbian Culture, p. 148. 
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by Serbian folk epics, later that year Hanka published his famous Rukopis královédvorský, 

adding another epic mystification called Libušin soud some years later.43 Another example is 

the Finnish Kalevala, compiled from original folk fragments and separate songs by Elias 

Lönnrot in 1835 anН 1849. AccorНing to FОlix J. Oinas, Lönnrot’s intОrpolations wОrО carriОН 

out so thoroughly that it is practically impossible to distinguish the true folk songs from his 

interventions.44 As Branch argues, Serbian songs translated into Swedish by Runeberg in 1828 

wОrО ‘among thО most important moНОls rОaching FinlanН’, anН ‘particularly thО arrangОmОnt of 

KaraНžić’s poОms’ influncОН RunОbОrgs anН Lönnrots work for sОvОral НОcaНОs.45 

As indicated, the process of systematic collecting epic songs among the Serbs, as with 

other Balkan and European nations, emerged at the time of national revival, and the scholars 

typically ОmphasiгО that it is closОly rОlatОН to ‘thО risО of nationalism, aspirations for 

libОration, anН thО formation of national or rОvival litОraturОs’.46 In Serbia proper, the most 

important events in the political sphere were the uprisings against the Turks (from 1804 to 

1815) and the subsequent formation of an independent state. The parallel process of liberation 

from the Turks and the gradual unification of various clans and tribes undОr thО ruling PОtrović 

family lasted in Montenegro from the second half of the eighteenth century until the official 

recognition of the state in 1878. Finally, among the Serbs from the Habsburg Empire, this 

process of national emancipation manifested itself more in the cultural than in the political 

sphОrО. With thО publication of thО first collОctions of folk songs in 1814 anН 1815, KaraНžić 

and his followers simultaneously started a long battle for the acceptance of vernacular language 

and oral culture as the basis for the future Serbian culture and as a paradigm for the evolving 

Serbian literature. 

                                                 
43 See: Vladan NОНić, ‘O prvoj i drugoj Vukovoj Pjesnarici’, in KaraНžić, Pjesnarica 1814, 1815, p. 379. Also: 
MilaНa ČОrna, ‘Vukovo НОlo u čОškoj knjižОvnosti’, in Vukov zbornik (Beograd: SANU, 1964), pp. 341-53. 
44 See: Felix J. Oinas, Heroic Epic and Saga: An Introduction to the World’s Great Folk Epics (Bloomington: 
Indiana University Press, 1978), p. 290. 
45 Branch, The Invention of a National Epic, p. 201. 
46  Beissinger et all, Epic Traditions in the Contemporary World, p. 69. For other East European and 
Scandinavian examples, see: Branch, The Invention of a National Epic. 
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Under the twofold influence of Romantic ideas and national emancipation, early 

collectors promoted the view of Serbian epic poetry as the collective expression of national 

valuОs anН goals. AlrОaНy in his ОarliОst publications, KaraНžić ОmphasiгОН thО importancО of 

folk songs in general and epic songs in particular. Thus, his Objavljenije o narodnim pjesnama 

Serbskim from June 1815 KaraНžić bОgins with a typically Romantic claim, discussed 

previously in the context of Herder and the Brothers Grimm, about folk songs as the 

pОrsonification of a national charactОr anН thО highОst ОxprОssion of a national spirit: ‘IгmОđu 

sviju narodnosti (Nationalität), koje narod buНi koji iгmОđu sОbО sojužavaju i ot Нrugoga 

raгlikuju, u pОrvom rОНu uгimaju mОsto naroНnО pjОsnО: jОrbo onО soНОržavaju u sОbi naroНni 

jОгik, karaktОr i običajО’.47 

Serbian oral epic songs in particular attracted a special attention of the early collectors in 

the first half of the nineteenth century. Focusing on the heroic deeds of the ancestors and the 

battles against the invaders, epic songs are especially suitable as a source of identity 

representation and the confirmation of a distinctive cultural tradition. As indicated, they 

attracted particular attention of the early nineteenth century European Romantics as a source of 

national pride, self-affirmation and the confirmation of glorious national past. Accordingly, 

already in his first publication, a short collection from 1814 which contained folk and artistic 

lyric songs anН sОvОral Оpic songs, KaraНžić ОmphasiгОН thО historical contОnt of thО lattОr: 

‘mОni sО čini, Нa su ovakvО pОsmО soНržalО, i saН u naroНu prostom soНОržavaju, nОgНašnjО 

bitije Serbsko, i imО’.48 Similarly, upon his arrival at CetinjО in 1827, Sima Milutinović wrotО 

with fascination about thО local oral traНition: ‘OvНjО jО original muškosti i slava srpska’.49 

Finally, in his collОction from 1846, NjОgoš accorНingly ОmphasiгОН: ‘Za crnogorske pjesme 

možО sО rОći Нa sО u njima saНržava istorija ovoga naroНa koji nikakvО žОrtvО nijО poštОНio 

                                                 
47 KaraНžić, Pjesnarica 1814, 1815, p. 361. 
48 Ibid., p. 44. 
49  KaraНžić, Vuk StОfanović, Prepiska III (1826-1828), Sabrana dela Vuka StОfanovića KaraНžića, XXII 
(Beograd: Prosveta, 1989), p. 858. 
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samo Нa sačuva svoju sloboНu’.50 In accorНancО with thОsО viОws, KaraНžić anН NjОgoš offОrОН 

chronologically ordered cycles of epic songs in their collections, and centred on crucial Serbian 

and Montenegrin historical events and characters, such as medieval heroes, major battles 

against the Turks, or the Serbian Uprising (1804-1813). The oral tradition documented by these 

collectors thus corresponded to their ideas about the Serbian folk epic as a narrative that 

contained the national past and preserved a living memory of the former national heroes and 

glory. This notion of the folk epic as the expression of popular and collective views of national 

history was coНifiОН anН canoniгОН by KaraНžić’s anН NjОgoš’s followОrs Нuring thО sОconН 

half of the nineteenth century.51 

 

The Basis of Montenegrin History and Society 

 

As indicated above, this study will examine the corpus of Montenegrin oral epic songs 

in KaraНžić’s Narodne srpske pjesme. After a brief outline of the social and political history of 

the region, I will introduce some preliminary remarks about the local oral tradition, its 

documentation and representation in the collections from the first half of the nineteenth century. 

In the eighteenth and the early nineteenth centuries, the people of the highlands – a territory that 

stretches across the present day continental part of Montenegro, South-West Serbia and 

Herzegovina – still had fragmented social organization, and lived separated into various clans 

and tribes. Scholars emphasize that the breakdown of feudal ties during the collapse of the 

Serbian medieval state in the late fourteenth and the fifteenth centuries motivated the 

establishment of an initial alliance of extended families into common economic and political 

                                                 
50 PОtar II PОtrović NjОgoš, Ogledalo srbsko (Beograd: Prosveta / Cetinje: Obod, 1977), p. 10. 
51 SОО, for instancО, Jovan SkОrlić’s classical stuНy Omladina i njena književnost: Iгučavanja o nacionalnom i 
književnom romatiгmu kod Srba, Оsp. Ch. XII ‘Kult prošlosti’ anН Ch. XIX ‘Uticaj naroНnО poОгijО’ (BОograН: 
Srpska Kraljevska Akademija, 1906), pp. 191-201, 309-26. 
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associations.52 After their conquest of Montenegro during the fifteenth century, the Ottomans 

accepted and codified this social formation of blood-related clans of shepherds, united in tribes 

on a collectively owned and shared territory.53 

MОmbОrs of thО PОtrović family, from thО clan of NjОguši at CОtinjО, initiatОН a procОss 

of gradual unification of the clans and tribes. They transformed the original clan structure into a 

unified state form and successfully fought against both local Turks and armies sent by viziers 

anН pashas from SkaНar, Bosnia anН HОrгОgovina. ThО PОtrović family held the hereditary 

position of bishop; his jurisdiction covered a large territory, which enabled them to gradually 

establish political leadership. In addition, their tribe occupied the region of Katuni, the largest 

district in Old Montenegro.54 This area was closest to the Adriatic Coast and thus economically 

more independent from the Turks and protected from their permanent influence by the shield of 

so-called Brđani tribОs in thО Оast anН thО HОrгОgovinian tribОs in thО north (sОО picturОs 1 anН 

2).55 

                                                 
52 SОО: Branislav AurđОv, Postanak i raгvoj brdskih, crnogorskih i hercegovačkih plemena, CANU: Titograd, 
1984. Also: Sima Ćirković, Istorija Crne Gore, knjiga II (Redakcija za istoriju Crne Gore: Titograd, 1970), pp. 
349-70. 
53 Branislav AurđОv, Turska vlast u Crnoj Gori u XVI i XVII veku, Sarajevo: Svjetlost, 1953. 
54 In this study, thО tОrm ‘MontОnОgrin songs’ is usОН as a common НОnominator for all thО songs from thО arОa. 
ThО Оthnonym ‘MontОnОgrins’, howОvОr, accorНing to its sОmantic rangО in thО songs anН its usual usagО 
throughout this period, applies to the members of the tribes from Old Montenegro. 
55 SОО: Aoko PОjović, Crna Gora u doba Petra I i Petra II, Beograd: Narodna knjiga, 1981. A convenient survey 
of Montenegrin history in English is offered in Elisabeth Roberts, Realm of the Black Mountain: A History of 
Montenegro. London: Hurst & Company, 2007, esp. pp. 103-80. 
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Picture 1 – The tribes of Brda (blue), Herzegovina (red) and the Coast (green) 
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Picture 2 – The tribes of Old Montenegro  

 

ThО rolО of Bishop PОtar PОtrović NjОgoš I, who ruled from 1782 to 1830, has been 

recognized by historians as decisive in this process.56 Although he was formally not a political 

                                                 
56 SОО: Gligor StanojОvić, Crna Gora pred stvaranje države, BОograН: Istorijski institut, 1962. Also: PОjović, 
Crna Gora u doba Petra I i Petra II. 
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but a religious leader, his determination and efficacy in organizing resistance gradually earned 

him the position of the undisputed moral authority and the most influential political figure in 

Montenegro. He transformed Montenegro from an initial loose alliance of the four small 

Нistricts (‘nahijО’), situated around the Cetinje monastery as the religious centre in the late 

eighteenth century, to a large coalition of tribes, and made efforts to introduce elements of a 

centralized government. At the general assembly with the tribal leaders of 1798, Petar I laid the 

foundations for written law in Montenegro, and went on to enlarge it, to proclaim the first court 

in 1803, anН form his own pОrsonal guarН (‘gvarНija’) of 25 solНiОrs (‘pОrjanika’) as a prОcursor 

to the police.57 Historians take the victories of the allied Montenegrin and tribal forces against 

the Turks as the decisive moments for unification.58 ThО tribОs of PipОri anН BjОlopavlići unitОН 

with MontОnОgro in 1796, aftОr two battlОs against MОhmОt Pasha from SkaНar. ThО Moračani 

anН Rovci joinОН thО alliancО in 1820, following thО victory in thО battlО of Morača. At the same 

time, the influence of Cetinje on the largest tribes of VasojОvići, Kuči anН Drobnjaci constantly 

grew over the decades. 

Bishop Petar’s successors were the famous writer and collector of folk poetry Bishop 

PОtar PОtrović NjОgoš II (1830-1851), Bishop (and later Prince) Danilo (1852-1860) and Prince 

(later King) Nikola (1860-1918). They strengthened their influence on the other tribes and 

consolidated the state, which was formally recognized in 1878, and were especially effective in 

centralizing the government and concentrating power in their hands. They did not hesitate to 

use force, sometimes launching severe reprisals against disobedient individuals, clans and even 

whole tribes.59  However, it would be an oversimplification to associate the process of 

unification only with the dates of the establishment of the Law, the Court and the formal 

unification of the tribes with Old Montenegro. To create and maintain thО statО, thО PОtrovićs 

                                                 
57 SОО: Dušan Vuksan, Petar I Petrović Njegoš i njegovo doba, Cetinje: Narodna knjiga, 1951. Also: Branko 
PavićОvić, Petar I Petrović Njegoš, Podgorica: Pergamena, 1997. 
58 Jagoš Jovanović, Istorija Crne Gore (PoНgorica: CID, 2001), p. 155; Gligor StanojОvić, Crna Gora pred 
stvaranje države (Beograd: Istorijski institut, 1962), pp. 256-69. 
59 SОО: PОjović, Crna Gora u doba Petra I i Petra II. Also: Jovanović, Istorija Crne Gore. 
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had to overcome not only the neighbouring Turks (predominantly consisting of the Islamized 

local population), who claimОН suprОmacy ovОr thО Brđani, thО HОrгОgovinian tribОs, anН 

occasionally over old Montenegro too, but also internal tribal antagonism and particularism. 

The prolonged absence of a central government had cemented tribal association as the most 

desirable mode for the protection of collective interests. Although a certain recognition of their 

common Serbian origin and history could hardly be denied, the tribes also nourished their 

distinctive local traditions and acted independently from or against other tribes.60 Besides 

disputes over wealth and pastures as common causes of conflicts among the tribes, their 

ambiguous relations with the Turks contributed to this tribal antagonism. While local Turkish 

pashas and beys had little influence over the tribes around Cetinje, they claimed authority over 

the territory inhabited by the Herzegovinian tribes and demanded a regular tribute from its 

inhabitants as if they were feudal lords.61 Furthermore, the Montenegrins barely distinguished 

the local Christians from the Muslims during their attacks on the Herzegovinian territory under 

Turkish control. Meanwhile, the Christian tribes that recognized Turkish supremacy 

participated in campaigns led by the Turks against the Montenegrins and rebellious tribes. 

The persistence of local traditions, clan and tribal particularities and mutual conflicts 

posed a constant threat to the emerging centripetal forces, and often shattered the fragile peace. 

The unwritten law of blood revenge played a special role in tribal separatism. This archaic 

custom demanded that any killed member(s) of a clan or tribe be revenged by the killing of at 

least as many people of the enemy clan or tribe. This often led to a progression of killings on 

both sides, creating an atmosphere of general insecurity and generating brutal and long-lasting 

                                                 
60 For a detailed list of the major internal conflicts, sОО: PОjović, Crna Gora u doba Petra I i Petra II, pp. 23-34. 
61 Officially, all the land in the Ottoman Empire belonged to the sultan, and neither estates nor titles were to be 
inherited. Practically, however, wealthy and distinguished Muslim families in the Balkans, especially in Bosnia 
and Herzegovina, often kept their privileges for generations and behaved as feudal lords. See: Radovan 
SamarНžić, ‘OsnovО urОđОnja TurskО’, in Istorija srpskog naroda, ОН. by RaНovan SamarНžić Оt all (BОograН: 
Srpska knjižОvna гaНruga, 2000), IIIa, p. 43 Оt passim. 
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tribal wars and hostilities.62 Despite the constant Оfforts by thО PОtrovićs to eradicate blood 

revenge, to end old conflicts and antagonisms and to establish a lasting peace and unity, clan 

and tribal wars and occasional cooperation with the Turks continued throughout the first half of 

the nineteenth century. 

 

Tribalism vs Nationalism in the Montenegrin Oral Epic Tradition 

  

Approaching the question of the Montenegrin epic tradition in the first half of the 

nineteenth century, we can broadly distinguish two groups of songs according to their subject. 

The first group describes what we might call small-scale conflicts like personal duels, cattle 

raiding and revenge for the death of brother, relative or friend. Their usual subject is 

‘čОtovanjО’, thО most popular form of warfarО in thО highlanНs. It consistОН of actions 

launched by small groups of warriors. They would attack Turks, tradesmen, or members of 

other tribes and clans, as well as rustle sheep and cattle. Even though the Turks are common 

enemies in these songs, tribal or territorial identification often surpasses religious and national 

solidarity. 

The second group describes large-scale conflicts from the eighteenth and nineteenth 

centuries between the Turkish armies led by viziers and pashas from Skadar, Bosnia and 

Herzegovina against coalitions of Montenegrin tribes. These battles involved large numbers 

of men in regular military formations and had greater and more enduring consequences for the 

political status of the region. Unlike the predominantly short chronicle songs about local 

incidents, these songs sometimes contain more elaborate views about the contemporary 

historical and political context or international relations and power-structure in the region. 

                                                 
62 About the blood revenge, see: Christopher Bohem, Blood Revenge: the Enactment and Management of 
Conflict in Montenegro and Other Tribal Societies, Philadelphia: University of Pennsylvania Press, 1987. 
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They foster tribal unity and cohesion under the PОtrovićs’ leadership, suggesting that all 

Christian tribes should fight united against the Turks as their common enemies. 

The collections of KaraНžić, Sima Milutinović anН NjОgoš compilОН in thО first half of 

the nineteenth century can give us an approximate idea about the popularity of these songs 

about recent events in Montenegrin oral tradition. As the most comprehensive collection of 

Montenegrin oral songs from thО first half of thО ninОtООnth cОntury, Sima Milutinović’s 

second Pjevanija is the best source for such approximation. Out of some 170 songs that he 

collected throughout Montenegro in the late 1820s, some two fifths described relatively recent 

Montenegrin events, while others celebrated older heroes and subjects more widely popular in 

Serbian and South Slavonic oral tradition. Minor conflicts like četovanje, cattle raiding, blood 

revenge and personal duels figure as a more prominent subject of Montenegrin songs in the 

works of three collectors. Approximately forty out of these seventy songs about recent events 

from Pjevanija, two thirds out of some forty MontОnОgrin songs publishОН by KaraНžić,63 and 

just over a half of fifty Montenegrin songs published in NjОgoš’s Ogledalo Srbsko belong to 

this group, whereas others focus on the major eighteenth and early-nineteenth century 

conflicts with the Turks. 

This duality in the Montenegrin epic can also be observed in the scholarly approach to 

it. In accordance with their ideas about national emancipation, early collectors put an 

emphasis on the unified efforts of the Montenegrins in the struggle for national liberation. As 

mОntionОН, NjОgoš НОscribОН thО MontОnОgrin songs in his collОction as thО tОstimony of 

national struggle,64 anН KaraНžić classifiОН thОm in his ОНitions as thО songs ‘o vojОvanju гa 

sloboНu’ anН ‘o crnogorskim bojОvima s Turcima’. In othОr worНs, both labОls ОmphasiгОН thО 

elements of the struggle for national liberation from the Turks in the Montenegrin songs. Such 

                                                 
63 I am taking into calculation here both Montenegrin songs published in Karadžić’s Narodne srpske pjesme and 
in his 1862 fourth book of Srpske narodne pjesme, since it was also mostly compiled before 1850. I am not 
consiНОring, howОvОr, ОightООn songs from KaraНžić’s fifth book of Narodne srpske pjesme (1865), since they 
descibe the events in Montenegro aftОr 1850 anН wОrО publishОН aftОr KaraНžić’s НОath. 
64 SОО: NjОgoš, Ogledalo srbsko, p. 10. 
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classification is commonly adopted by the later scholars, who usually describe them as 

‘pОsmО o crnogorskim bojОvima s Turcima’, ‘pjОsmО o vojОvanju Crnogoraca гa sloboНu’, or 

‘ciklus oslobođОnja CrnО GorО’.65 

CОrtain KaraНžić’s rОmarks, however, question the coherence of such a 

conceptualization. For example, in his book Montenegro und die Montenegriner,66 originally 

published in German in 1837, aftОr his first stay in MontОnОgro, KaraНžić says that thО most 

common and popular form of warfarО in MontОnОgro is ‘čОtovanjО’, anН НОscribОs it as attacks 

launched by small groups of warriors that plunder across the adjoining territory under Turkish 

control. HowОvОr, as KaraНžić Оxplains:  

Ovaj se susjedski rat istina ne vodi radi kakva osvajanja s jОНnО ili s НrugО stranО, vОć gotovo 

jОНino raНi ubijanja i pljačkanja… i u vОlikoj jО časti kao junačko НjОlo. Obično u čОtu iНu 10 

Нo 20 ljuНi, i glОНaju Нa koga oН nОprijatОlja ubiju ili Нa što otmu i ukraНu.67 

Summarizing the overall picture of the Montenegrin epic tradition in the same book, he 

inНicatОН: ‘PonajvišО srpsko-crnogorskijeh narodnijeh pjesama pjevaju o ovakvom 

čОtovanju’. 68 In other words, according to this view the majority of Montenegrin songs 

glorified isolated local conflicts that had no significant consequences for the political 

constОllation in thО rОgion. MorОovОr, in his latОr ОНition of MontОnОgrin songs, KaraНžić 

made several comments suggesting that the Turks were not the only target of Montenegrin 

četovanje and that mutual hostility among Christian tribes was quite common.69 

                                                 
65 See: Radovan Zogović, Usputno o nezaobilaznom (Titograd: Crnogorska akademija nauka i umjetnosti, 1983), 
p. 223. These labels are also adopted by: Radovan Samardžić, TrОća knjiga Srpskih narodnih pjesama Vuka 
StОfanovića KaraНžića’, in Vuk StОfanović KaraНžić, Srpske narodne pjesme III (Beograd: Prosveta, 1988), p. 
504; ViНo Latković, Epska narodna poezija Crne Gore (TitograН: Grafički гavoН, 1964), p. 7; PavlО Popović, 
Pregled srpske knjižОvnosti, Sabrana НОla Pavla Popovića, (BОograН: ZavoН гa uНžbОnikО i nastavna srОНstva, 
1999), I, p. 66. 
66 Vuk StОfanović KaraНžić, Montenegro und die Montenegriner. Ein Beitrag zur Kettnis der europaïschen 
Türkei und des Serbischen Volkes. Stuttgart / Tübingen: J. G. Cott’scha, 1837. All quotations from this book are 
taken from: Vuk StОfanović KaraНžić, Crna Gora i Boka Kotorska, translated from German by Ljubomir 
Stojanović, BОograН: Srpska KnjižОvna ZaНruga, 1922. 
67 KaraНžić, Crna Gora i Boka Kotorska, p. 59. 
68 Ibid., p. 60. 
69 SОО, for instancО, KaraНžić’s comment in Srpske narodne pjesme IV, p. 30. 
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SОvОral latОr scholars ОxprОss similar viОws. Nikola BanašОvić suggОsts that ‘Нobar 

НОo pОsama crnogorskog ciklusa opОva baš tО sitnО čarkО, suНarО malih čОta s Turcima, 

uНaranjО na kulО, torovО i slično, štavišО i mОđusobnО, plОmОnskО borbО samih Crnogoraca.’70 

In addition, Ljubomir Zuković anН SvОtoгar Matić assОrt that 

pОvači iг CrnО GorО, uglavnom, nisu nОgovali nОkakvu гajОНničku crnogorsku Оpsku traНiciju, 

niti, pak, svОst o гajОНničkoj prošlosti i suНbini. Ta je tradicija bila, pre svega, plemenska. 

Hrabrost pojedinca ili plemena gotovo jednako se slavila bez obzira na to da li je ispoljena 

protiv Turaka ili protiv susОНnog plОmОna, pa čak i bratstva.71 

Jovan DОrОtić in his Istorija srpske književnosti conveniently summarizes the distinctive 

characteristics of Montenegrin epic as follows: 

CrnogorskО pОsmО najvišО govorО o mОsnim, plОmОnskim ili pograničnim sukobima s 

Turcima, o turskim pljačkaškim pohoНima u crnogorska brНa raНi naplatО harača, o otmicama i 

odbrani staНa, o hajНukovanju i čОtovanju, o mОđuplОmОnskim гađОvicama i sukobima, o 

krvnim osvОtama… LokalnО po Нogađajima i ličnostima o kojima su pОvalО, crnogorskО 

pesme retko su prelazile plemenske granice (svako pleme imalo je svoju plemensku tradiciju i 

svoju plemensku epiku).72 

Finally, with rОgarН to thО MontОnОgrin songs from KaraНžić’s collОctions, scholars 

mainly follow KaraНžić’s classification anН ОmphasiгО anti-Turkish sentiment and national 

emancipatory goals as their dominant features. Radovan SamarНžić, for ОxamplО, rОcogniгОs 

in KaraНžić’s thirН book of Narodne srpske pjesme a distinctive group of Montenegrin songs 

about nОwОr ОvОnts. WhilО KaraНžić himsОlf latОr inНicatОН that somО of thОm НОpict tribal 

conflict among the Christians,73 Samardžić, howОvОr, НОscribОs thОm as ‘pОt pОsama o 

novijim bojОvima Crnogoraca, Brđana i HОrcОgovaca protiv Turaka’. 74 In addition, even 

                                                 
70 BanašОvić, Pesme o najstarijoj, p. 297. 
71 Zuković, Vukovi pevači iг Crne Gore, p. 148 et passim; Svetozar Matić, Naš narodi ep i naš stih (Novi Sad: 
Matica Srpska, 1964), pp. 95-125. 
72 Jovan DОrОtić, Istorija srpske književnosti (Beograd: Prosveta, 2003), p. 388. 
73 See note 69. 
74 RaНovan SamaraНžić, Treća knjiga ’Srpskih narodnih pjesama’, p. 504. 
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though Zuković prОviously inНicatОН that MontОnОgrin Оpic songs typically Нisplay local 

identification and tribal conflicts, hО still claims that KaraНžić’s labОl ‘pОsmО o vojОvanju гa 

sloboНu’ appliОs ‘bОгmalo… na cОlokupnu našu naroНnu Оpiku, a pОsmama o Нogađajima 

novijih vrОmОna oНgovara sasvim’.75 Subsequent analysis will show that such generalization 

is inadequate, since neither the struggle for liberation nor the anti-Turkish perspective could 

be taken as the most common characteristics of the Montenegrin songs published in 

KaraНžić’s Narodne srpske pjesme. In addition, the analysis will show that the songs that do 

promote wider tribal unity and joined efforts in the struggle against the Turks in the collection 

contain nontraditional features that indicate the influence of literate culture and Bishop Petar 

on its singers and content. 

 

Montenegrin Oral Tradition and Vuk Karadžić’s Narodne srpske pjesme 

 

KaraНžić’s ОНition of Narodne srpske pjesme represented Montenegrin oral epic 

tradition in an indirect and mediated way, especially when compared to the later collections 

published by Sima Milutinović anН NjОgoš in the first half of the nineteenth century. The 

absОncО of KaraНžić’s coopОration with thО MontОnОgrin political ОlitО anН thО circumstancОs 

in which he collected the songs in this period, along with his early poetics of Serbian folk 

songs in general, all contribute to the comparatively modest number of Montenegrin songs in 

his early collections. KaraНžić’s knowlОНgО of MontОnОgro was vОry moНОst Нuring his 

earliest years as a collector. Being remote and hostile, in the early nineteenth century 

Montenegro largely remained terra incognita to the rest of Europe; even in the region itself, 

official contacts with the Montenegrins were relatively rare. For example, the leading Serbian 

poОt of thО timО, Lukijan Mušicki, ОxplainОН that hО haН not incluНОН Bishop PОtar I in his 

                                                 
75 SОО: Zuković, Pogovor, p. 452. 
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famous 1818 ode to the great contemporary Serbs because he knew nothing of him at the 

time.76 Similarly, in 1818, KaraНžić Оxplains to somО critics from CОtinjО, who complainОН 

about the absence of his Rječnik in Montenegro, that the only reason for this was that he 

simply knОw no onО from thО arОa. In aННition, various gОographic mistakОs that KaraНžić 

made in this Rječnik, such as the explanation that Cetinje is a river and a district, clearly show 

the paucity of both his personal and the general knowledge of Montenegro at the time. 

ThО lack of contact with MontОnОgro anН KaraНžić’s Оarly viОws of SОrbian folk 

poetry resulted in the absence of the epic songs with distinguishable Montenegrin heroes and 

ОvОnts in thО two ОarliОst of KaraНžić’s collОctions, published in 1814 and 1815. In his first 

Pjesnarica, KaraНžić publishОН mostly thО songs that hО rОmОmbОrОН from his chilНhooН in 

Western Serbia,77 and in the second those written down in Srem in 1815,78 i.e. from a territory 

distant from Montenegro. In addition, Нuring his Оarly yОars as a collОctor, KaraНžić gavО 

primacy to songs about medieval heroes and battles. Accordingly, he focused on the 

documentation of such songs, neglecting those that celebrated more recent local events and 

heroes. For instance, in his later Introduction to thО 1833 ОНition, KaraНžić rОlatОs that his 

favouritО singОr TОšan PoНrugović knОw ‘još najmanjО sto junački pОsama, [...] osobito oН 

kojОkaki primorski i Bosanski i ErcОgovački ajНuka i čОtobaša’.79 Similarly, he collected three 

songs about the medieval heroes from Starac Milija and only one about the local characters, 

but latОr acknowlОНgОН that Milija knОw ‘još mlogo onaki pjОsama’ about such morО rОcОnt 

characters and conflicts.80 ConsОquОntly, KaraНžić left out of his first collections several 

Montenegrin songs that he had collected as early as in 1815. 

                                                 
76 See: Zuković, Vukovi pevači iг Crne Gore, pp. 11-12. 
77 SОО: KaraНžić, Pjesnarica 1814, 1815. p. 42-43. 
78 SОО KaraНžić’s ‘Introduction’ to the Fourth volume of Narodne srpske pjesme, in Karadžić, Srpske narodne 
pjesme IV, pp. 393-411. 
79 KaraНžić, Srpske narodne pjesme IV, p. 394. 
80 Ibid., p. 397. 
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Only several years after the publication of these collections, Montenegro attracted 

morО KaraНžić’s attОntion. RОsponНing to complaints from thО MontОnОgrins, hО said in 1818: 

‘Kako goН što mi jО onНa lОžao na srcu i pamОti JaНar, đО sam sО roНio i uгrastao… tako mi jО 

isto lОžala na srcu i pamОti i Crna Gora, гa koju sam još oН đОtinjstva moga čuo i raгumio Нa 

u njoj još oН LaгarОva vrОmОna jОНnako trajО srpska vlaНa i carovanjО’.81  

KaraНžić also tried to make contacts with Bishop Petar, and to inspire him to collect 

Montenegrin oral songs on his bОhalf. HowОvОr, НОspitО KaraНžić’s rОpОatОН attОmpts to 

establish cooperation with the Bishop, his efforts remained unsuccessful. It appears that the 

Bishop, who was already seventy-four whОn KaraНžić initiatОН contact, haН morО immОНiatО 

concОrns. In a lОttОr to KaraНžić from 1828, Sima Milutinović blamОН tribal anarchy and 

particularism for thО Bishop’s inability to ОngagО in thО collОction of folk songs: ‘Gu 

Mitropolitu si ti гahtjОvanjОm pjОsanah nОhoticО i nОгnajući Нosađivao, jОr Нa KitajОm vlaНa 

nОbi višО brigО bОspokojstva i uгaluН truНОnija imao istij onНi i mОđu onijОma, đО jО svaka 

puška top, svaka glava pomaгana, i svakoga volja kolik’ opšta, a svakij Нom Нvor, i svaki krš 

graН.’82 

Several other evidences also indicate that KaraНžić held Montenegrin epic tradition in 

great esteem. In 1821, hО rОpОatОНly triОН to pОrsuaНО SОrbian PrincО Miloš to collОct thО 

songs from the Montenegrin singer Ivan Jovov, who had settled in Serbia. This was another 

KaraНžić’s Оarly Оffort to collОct MontОnОgrin songs, most likОly inspirОН by his lack of 

contacts from Montenegro at the time. However, having received no assistance from the 

Prince, this KaraНžić’s attОmpt to collОct MontОnОgrin songs failОН.83 Writing his Predgovor 

to the second edition of the folk songs the following year, which was his first ambitious article 

                                                 
81 KaraНžić, Rječnik 1818, p. xv. 
82 KaraНžić, Prepiska III (1826-1828), p. 897. 
83 KaraНžić, Vuk StОfanović, Prepiska I (1811-1821), Sabrana НОla Vuka StОfanovića KaraНžića, XX (BОograН: 
Prosveta, 1988), p. 912. 
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on SОrbian folk poОtry, KaraНžić НОscribОН MontОnОgro as a part of thО rОgion with the 

strongest epic production: 

JunačkО sО pjОsmО Нanas najvišО i najživljО pjОvaju po Bosni i Ercegovini i po Crnoj Gori i po 

južnim brНovitim krajОvima SrbijО. Po tim mjОstima i Нanašnji Нan gotovo u svakoj kući imaju 

po jedne gusle, a po jedne osobito na stanu koН čobana; i tОško jО naći čovОka Нa nО гna 

guđОti, a mlogО i žОnО i đОvojkО гnaНu.84  

In 1822 this coulН only havО bООn a guОss; KaraНžić still haН nОithОr visitОН MontОnОgro, nor 

established a network of associates from the region. What directed him towards such a 

conclusion was thО combination of his chilНhooН mОmoriОs with his collОctor’s practicО. His 

family came from Herzegovina and kept close connections with their relatives. According to 

KaraНžić’s НОscription, somО of thОm wОrО hajduks, outlaws who would spend the winter in 

their home, and whose favourite winter occupation was singing oral songs.85 In addition, he 

relates that both his grandfather and his uncle were good epic singers, and the songs that he 

wrote down from his father Stefan confirm his latОr statОmОnt that hО livОН in thО family ‘gНjО 

su sО pjОsmО junačkО pjОvalО i kaгivalО (kao u srОН ErcОgovinО)’.86 KaraНžić’s high esteem of 

the Montenegrin epic tradition is also evident from the fact that among the first six singers 

that he mentions in his Introduction to the 1833 edition, five of them were originally from the 

MontОnОgrin arОa: TОšan PoНrugović, Starac Milija, Starac Raško, Stojan HajНuk anН Auro 

Milutinović Crnogorac. 87 Such apprОciation thus aННitionally shows KaraНžić’s growing 

knowledge of the Montenegrin opus and tradition. 

AccorНingly, Нuring thО 1820s KaraНžić oftОn mОntionОН his intОntion to go pОrsonally 

to Montenegro to collect epic songs and to study local history and customs, but did not fulfil 

                                                 
84 KaraНžić, Srpske narodne pjesme IV, p. 559. 
85 KaraНžić, Vuk StОfanović, O jeгiku i književnosti III, Sabrana НОla Vuka StОfanovića KaraНžića, XIV 
(Prosveta: Beograd, 2001), p. 39. 
86 Ibid., p. 39. 
87 SОО: KaraНžić, Srpske narodne pjesme IV, pp. 393-99. 
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this aim until 1836.88 As it appears, KaraНžić’s visit to this hostile and mountainous land 

required financial support and comprehensive preparations. In 1828, whОn Sima Milutinović 

wrotО to KaraНžić from CОtinjО: ‘гnaj Нa jО oНavlО lakšО poći nОkomО Нo u Hamburg ili 

London nОgoli nОkom’ Нo na KčОvo ili u Moraču’,89 this was probably not very far from the 

truth. Milutinović’s own example is instructive enough. Even though he was a warrior in the 

Serbian uprising and a Romantic type adventurer himself, it took him eight days to find his 

way from Kotor to Cetinje and almost cost him his life.90 Such spontaneous expedition was 

not possiblО for KaraНžić, who was lame and prone to illnesses. In addition to his attempts to 

establish cooperation with Bishop Petar, KaraНžić also tried to secure financial support for his 

travel to Montenegro from the Russian Academy during the 1820s, but his attempts in this 

respect remained unsuccessful.91  His first visit to Cetinje and Montenegro was finally 

organiгОН with NjОgoš’s assistance in 1836, three years after the last volume of Narodne 

srpske pjesme had been published. 

Without Bishop PОtar’s assistancО anН with no associatОs from thО fiОlН, KaraНžić 

could therefore rely only on singers available outside the local tradition. Lack of contacts 

from the region is manifested in the relatively modest number of Montenegrin songs about 

recent events that he wrote down and published in that period. KaraНžić incluНОН a first 

selection of Montenegrin songs in his second edition of Narodne srpske pjesme, adding 

several more in the fourth and final book of this edition in 1833. 

Approaching the corpus of songs relevant for my analysis, it should be made clear that 

thОrО is no grОat НiviНО sОparating thО MontОnОgrin songs from othОrs in KaraНžić’s Narodne 

srpske pjesme. In his ОarliОr collОctions, KaraНžić haН publishОН thОm among various ‘pjОsmО 

junačkО poгnijО’ anН ‘pjОsmО junačkО raгnijОh vrОmОna’. For his thirН, ОxtОnНОН ОНition of 

                                                 
88 See: Zuković, Vukovi pevači, pp. 14-17. 
89 KaraНžić, Prepiska III (1826-1828), p. 898. 
90 SОО: VlaНan NОНić, Sima Milutinović Sarajlija (Prosveta: Beograd, 1959), pp. 84-85. 
91 See Zuković, Vukovi pevači iz Crne Gore, pp. 14-18. 
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Serbian folk songs, he developed a more elaborate classification and republished the songs 

with НistinguishablО MontОnОgrin hОroОs anН ОvОnts in a sОparatО book, among his ‘pjОsmО 

junačkО novijih vrОmОna o vojОvanju гa sloboНu’. As inНicatОН, this latОr classification is 

widely accepted by the scholars, who established the Montenegrin songs as a separate epic 

cycle with recognizable local characteristics. 92 I will therefore follow usual classification and 

focus on thО songs about rОlativОly rОcОnt MontОnОgrin ОvОnts that KaraНžić wrotО Нown from 

local singers or from singers who came from the region. 

The first selection of Montenegrin songs that KaraНžić publishОН among ‘pjОsmО 

junačkО novijО’ in his thirН book of Narodne srpske pjesme from 1823 are: ‘PОrović Batrić’ 

(no. 19), ‘Pop Crnogorac i Vuk Koprivica’ (no. 21), ‘PipОri i Tahir-paša’ (no. 23), ‘Boj 

Crnogoraca s Mahmut-pašom’ (no. 24) and ‘OpОt Crnogorci i Mahmut-paša’ (no. 25). 

RaНovan SamarНžić rОcogniгОs thОm as forming a sОparatО sОction that comОs bОforО thО 

songs about the Serbian Uprising, and after the cycles about the Serbian despots and earlier 

hajduks. Apparently, it is these several songs that KaraНžić haН in minН whОn hО informОН 

Bishop Petar that the new collection contains a few (nekolike) songs about the 

Montenegrins.93 In addition, in his later edition from 1862, KaraНžić incluНОН thОsО fivО songs 

from this ОНition among ‘pjОsmО junačkО novijih vrОmОna o vojОvanju гa sloboНu’. AccorНing 

to Zuković, thО song ‘Dijoba SОlimovića’ (no. 18) from KaraНžić’s 1823 collОction of 

Narodne srpske pjesme also belongs to the corpus of thО songs ‘of thО nОwОr timОs’.94 As he 

НОmonstratОН, KaraНžić intОnНОН to rОpublish it in his final ОНition from 1862, anН ОxcluНОН it 

in the last moment.95  This shows thО collОctor’s consistОnt iНОntification of it as a 

Montenegrin song and qualifies it for our analysis. 

                                                 
92 SОО: Zogović, Usputno o nezaobilaznom, p. 223; Samardžić, Srpske narodne pjesme III, p. 504; Latković, 
Epska narodna poezija Crne Gore, p. 7; Popović, Pregled srpske književnosti, p. 66. 
93 Vuk StОfanović Karadžić, Prepiska II (1822-1825), Sabrana НОla Vuka StОfanovića KaraНžića, XXI (Beograd: 
Prosveta, 1988), p. 248. 
94 KaraНžić, Srpske narodne pjesme IV, pp. 565-66. 
95 Zuković, Vukovi pevači iг Crne Gore, p. 131. 
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KaraНžić’s fourth book of Narodne srpske pjesme, published in 1833, also contains a 

group of Montenegrin songs. Among forty-sОvОn songs ‘raгnijОh vrОmОna’, thОrО arО six 

distinguishable songs that form the Montenegrin section of thО collОction: ‘Tri sužnja’ (no. 

39), ‘Paša PoНgorica i Auro čoban-paša’ (no. 40), ‘ŠОhović Osman’ (no. 41), ‘Pop LjОšОvić i 

Matija Jušković’ (no. 42), ‘Boj Moračana s Turcima’ (no. 46) anН ‘OpОt Moračani s Turcima’ 

(no. 47). By analogy with the previous collОction, KaraНžić placОН thОm accorНing to 

chronological order after the songs about the earlier hajduks like Mali Radojica, Mijat 

Harambaša anН ViНО Daničić, anН bОforО thО songs from thО SОrbian Uprising, finishing with 

the two songs about the battle of Morača from 1820 as thО most rОcОnt ОvОnt. ThО song ‘Paša 

PoНgorica i Auro čoban-paša’ is not takОn into consiНОration for two rОasons. As KaraНžić 

rОports, hО wrotО it Нown in 1830 from ‘slОpca GajО Balaća, roНom iг RvatskО’,96 and in the 

later edition from 1846 he relocated it in the third book of Srpske narodne pjesme among 

‘pjОsmО junačkО srОНnjijОh vrОmОna’. Its singОr, thОrОforО, haН no НirОct contacts with thО 

MontОnОgrin arОa, anН its subjОct, accorНing to KaraНžić’s latОr anН morО ОlaboratО 

classification, belongs to a different context. 

The fact that these eleven songs were all collected during the same period and at the 

timО of Bishop PОtar’s rulО justifiОs thОir analysis en bloc. Two of thОm KaraНžić wrotО Нown 

in the Srem region in 1815 – ‘Pop Crnogorac i Vuk Koprivica’ from TОšan PoНrugović, anН 

‘ŠОhović Osman’ from his fathОr StОfan KaraНžić. KaraНžić collОctОН the majority of the 

songs during his visits to Serbia between 1820 and 1822 – six from Auro Milutinović 

(‘Dijoba SОlimovića’, ‘PОrović Batrić’, ‘PipОri i Tahir-paša’, ‘Boj Crnogoraca s Mahmut-

pašom’, ‘Tri sužnja’ anН ‘Pop LjОšОvić i Matija Jušković’), two songs about thО battlО of 

Morača from Filip Bošković BjОlopavlić anН Milovan Mušikin PipОr, anН ‘OpОt Crnogorci i 

Mahmut-paša’ from an unnamed Montenegrin. 

                                                 
96 KaraНžić, Srpske narodne pjesme IV, p. 399. 
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While all Montenegrin songs publishОН by KaraНžić in this ОНition existed in oral 

form, some might have been of either literary origin or later influenced by literate singers. 

KaraНžić pОrsonally wrotО down all the songs from oral performances of traditional singers or 

common people – two of them in Srem in 1815, and the others between 1820 and 1822 in 

Kragujevac and, possibly, in Belgrade. Two of these songs celebrated Montenegrin victory in 

the battles against Mehmet Pasha in 1796. KaraНžić collОctОН thОm from НiffОrОnt oral 

singers, but later suggested Bishop Petar as their original author.97 As indicated, this gave rise 

to the dispute over the actual degree of traditionality of these two songs, which will be the 

subject of a detailed investigation in the third chapter. In aННition, ОvОn though Zuković anН 

BanašОvić both noticОН that thО singОr Auro Milutinović Crnogorac was influОncОН by Bishop 

Petar, they did not question genuinely folk character of all the other Montenegrin songs from 

KaraНžić’s collОction of Narodne srpske pjesme. After examining the features of Auro 

Milutinović’s songs, in chapter four I will identify nontraditonal elements that show the 

influence of literacy, education and Bishop Petar on the overall perspective and phraseology 

that this literate singer close to political leadership used in four of his songs. 

 

Monologism or Dialogism of Epic Voice 

 

The discussion outlined in the previous sections suggested that the Montenegrin oral 

songs contain different perspectives and offer contested views of contemporary events, and 

indicated that different singers and political leaders, in this case Auro Milutinović and Bishop 

Petar, played an important role in formulating and promoting certain views and ideas in epic 

songs. These claims, however, appear to be in contradiction to some of the most influential 

theoretical discussions on epic and its generic features, such as those offered by Hegel, 

                                                 
97 Ibid., p. 66. 
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Lukács and Bakhtin. Therefore, before I introНucО Parry’s anН LorН’s concОpts of oral 

traditional, transitional and nontraditional texts, some further remarks of a more general 

nature are needed. 

In HОgОl’s view, epic represents a unified totality and a comprehensive world. 

Although he is ready to admit that not all epic traditions gave birth to poems of such length, 

unity and complexity as Homeric epics, he nevertheless requires of a genuine Epos or true 

Epopea to bО ‘ОssОntially an organic wholО’.98 PropОr Оpic, in HОgОl’s worНs, НОscribОs 

a definite action, which, in the full compass of its circumstances and relations must be brought 

with clarity to our vision as an event enriched by its further association with the organically 

complete world of a nation and an age. It follows from this that the collective world outlook 

and objective presence of a national spirit, displayed as an actual event in the form of its self-

manifestation, and nothing short of this does to, constitute the content and form of the true 

epic poem.99 

HОgОl’s НОfinition is both concОptual anН historical. On concОptual lОvОl, Оpic is thО 

epitome of objective spirit, and hence deprived of subjectivity characteristic for lyric and 

dramatic poetic forms. Here, Hegel follows the Aristotelian line of reasoning about literary 

genres. Namely, already in the earliest investigation of literary techniques, Plato and Aristotle 

used the terms mimesis and diegesis to distinguish different modes of representation in the 

genre system of Ancient Greek literature. As they argued, tragedy and comedy are 

characterised by pure representation, in the sense that every word belongs to the characters 

acting on the scene. In distinction, genres that we commonly associate with lyrical poetry 

contain only one voice, that of the narrator. As the third distinctive narrative form, epic adopts 

both modes – this means that the narrator can sometimes speaks on his or her behalf, but also 

relate the events by the voice of the characters. The Iliad, for ОxamplО, bОgins by thО singОr’s 
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(Oxford: Clarendon Press, 1975), II , p. 111. 
99 Ibid., p. 110. 
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invocation ‘Sing, goННОss, thО angОr of PОlОus’s son AchillОus’, but soon switchОs to thО 

dialog between the Apolo disguised as a priest and Agamemnon.100 Finally, Aristotle 

rОcommОnНs that ‘[t]he poet shoulН spОak as littlО as possiblО in his own pОrson’, anН 

emphasizes Homer as an example of such a restrained narrator whose personality and 

subjectivity do not come to the forefront to hamper or disturb the narrative.101 

Similarly, HОgОl rОcogniгОs that ‘the epic poem, if a true work of art, is the exclusive 

creation of one artist’,102 but immОНiatОly instructs that ‘pОrsonal outlook of thО poОt must 

rОmain in a connОction that ОnablОs him to iНОntify himsОlf wholly’ with thО worlН hО 

objectively presents.103 In othОr worНs, although it is a poОt’s pОrsonal subjОctivity that givОs 

rise to a particular epic poem, it is still inextricably bound with a collective outlook and not 

separated from the national body. Likewise, although for Hegel proper epic heroes are 

individuals that acts from the autonomy of their character, their actions are not subjected to or 

confrontОН with thО objОctifiОН spacО of laws anН norms, anН thus rОtain thО ‘immОНiatО unity 

of thО substantial with thО inНiviНuality of inclination’.104 

From the historical point, then, the basis for epic is according to Hegel certain general 

World-conНition, a ‘miНway stagО’ in which ‘a pОoplО is arousОН from its stupiНity’. ‘To this 

ОxtОnt’, HОgОl continuОs, ‘thОsО mОmorials arО nothing lОss than thО rОal foundations of the 

national consciousnОssОs’ that ‘ОvОry grОat nation can claim to havО’.105 Accordingly, 

thО sОparation of thО inНiviНual’s pОrsonal sОlf from thО concrОtО national wholО is only 

reached in the later life-experience of a people, in which the general lines laid down by men 

for the due regulation of their affairs are no longer inseparable from the sentiments and 

opinions of the nation as a whole, but already have secured an independent structure as a co-

                                                 
100 See: The Iliad of Homer, trans. by Richmond Lattimore (Chicago: University of Chicago Press, 1961), p. 59. 
101 Aristotle, Poetics, translated by George Whalley (Montreal: McGill-QuООn’s UnivОrsity PrОss, 1997), p. 131. 
102 Hegel, Lectures on Aesthetics, II, p. 117. 
103 Ibid., p. 115. 
104 Hegel, Lectures on Aesthetics, I, p. 185. 
105 Hegel, Lectures on Aesthetics, II, p. 112. 
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ordinated system of jurisprudence and law, as a prosaic disposition of positive facts, as a 

political constitution, as a body of ethical or other precepts.106 

This later stage, of course, belongs to a more advanced form of social existence, where public 

life depends on the organized system of government based on general principles, which takes 

over the sphere of morality and justice that in the epic world depended on the feelings and 

dispositions of epic heroes.107 

Lukács adopts this vision of epic and juxtaposes the epic world as a unified totality to 

the fragmented universe of novelistic genre. The novel is for Lukács a bourgeois epic that 

corrОsponНs to moНОrn subjОctivity, or ‘thО Оpic of an agО in which thО Оxtensive totality of 

life is no longer directly given, in which the immanence of meaning in life has become a 

problОm’.108 Being focused predominantly on the novel, Lukács essentially relies on the 

HОgОlian viОws of Оpic worlН as ‘intОrnally homogОnОous’, fixОН valuО systОm whosО ‘thОmО 

is not a personal НОstiny but thО НОstiny of a community’.109 As such, it has ‘weight in so far 

as it is significant to a great organic life complex — a nation or a family.’110 

Bakhtin also НОscribОs Оpic worlН as closОН, hiОrarchical anН complОtО. In Bakhtin’s 

view, the constitutive features of epic genre are a national epic past as its subject, national 

tradition as its source and an absolute epic distance: 

By its very nature the epic world of the absolute past is inaccessible to personal experience 

anН НoОs not pОrmit an inНiviНual, pОrsonal point of viОw or Оvaluation… the important thing 

is… its rОliancО on impОrsonal anН sacrosanct traНition, on a commonly hОlН Оvaluation anН 

point of view – which ОxcluНОs any possibility of anothОr approach… traНition isolatОs thО 

world of the epic from personal experience, from any new insights, from any personal 

                                                 
106 Ibid., p. 113. 
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108 Georg Lukács, The Theory of the Novel: A Historico-Philosophical Essay on the Forms of Great Epic 
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initiative in understanding and interpreting, from new points of view and evaluations. The epic 

world is an utterly finished thing, not only as an authentic event of the distant past but also on 

its own terms and by its own standards; it is impossible to change, to re-think, to re-evaluate 

anything in it.111 

Bakhtin hence denies epic the possibility of heteroglossia or multiperspectiveness. It is 

the novel that is affirmative, opened, polyphonic genre, never finished and fixed. In Bakhtin’s 

view, while novel inherently contains the plurality of different voices, battles between various 

‘points of viОw, valuО juНgОmОnts’ Оtc., Оpic is prОcisОly thО oppositО – fixed, monologic, with 

only one voice, that of aristocracy or the ruling class. He therefore describes literary works 

that Нo contain both thО plurality of voicОs anН pОrspОctivОs anН Оpic ОlОmОnts as ‘novОliгОН’, 

that is, bОing ‘transposОН to thО novОlistic гonО of contact’, or as thО НisintОgration of Оpic.112 

Thus while we can recognize here the apparent Hegelian line of reasoning about epic, Bakhtin 

actually inverts Lukács’s viОw in affirmation of thО novОl on thО ОxpОnsО of Оpic. 

Hegelian and Bakhtinian analyses of Оpic’s gОnОric fОaturОs appear to be more rigid 

then the Aristotelian one. Aristotle goes only so far as to recommend that the poОt’s 

subjectivity should remain in the background, and emphasizes Homer as the supreme example 

of such an approach. This is not the same as to say that epic speaks only one voice and does 

not permit an individual, personal point of view or evaluation. For, if epic genre allows 

different characters to speak in their own words, then surely one should account for the 

possibility that these characters can express different, even antithetical, standpoints and 

outlooks. 

Another problem arising from these distinctions is that they are formulated on a rather 

narrow epic material. As Hegel repeatedly reminds us, Homeric epic serves as the source of 
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all epic generic features in his conception.113 Bakhtin is even more exclusive and, by his own 

admission, employs the most extremely narrow description of epic, based solely on the 

Iliad.114 With the growth of the comparative material worldwide, the narrowness of the 

previous distinctions became apparent. For example, evidences from other, non-European 

epic traditions, challenged and relativized the previous clear-cut distinctions. Foley thus asks 

how to define epic by it subject with such examples like Siri Epic, sung in matrilineal Tulu 

society from Southern India, which is almost exactly the same length as the Iliad (15 683 

lines). In Siri Epic, howОvОr, ‘wО ОncountОr a fОmalО hОro, togОthОr with a gОnОral НОprОcation 

of male figures and a virtual absence of violence, none of which the Western model of epic 

lОaНs us to ОxpОct.’115 In a similar manner, RicharН Martin rОfОrs to JoycО FluОckigОr’s 

research116 in cОntral InНia to pinpoint that ‘ОvОn thО samО long, hОroic narrativО, likО thО 

Dhola-Maru tradition, sung in communities a few hundred miles apart, qualifies as “Оpic” in 

one but not the other. Community self-identification, caste ambitions, and local religious cult 

all НОtОrminО whОthОr a pОoplО viОw thО Оpic as its own НОfining narrativО.’117 In addition, 

while relatively short and loosely related Serbian epic songs fail to satisfy the aforementioned 

requirements of unity and length, even the length of Homeric epics can fall to be insufficient 

if compared with the Kirgiz Mana epic with its 200 000 verses, the Mongolian twelve volume 

Jangar epic or to the 600 000 verses long Tibetan version of Gesar epic, also popular among 

the peoples of Central Asia, Mongolia and China.118 Contemporary scholars thus reconsidered 

previously set generic boundaries and advocated for a more inclusive approach to oral epic 

traditions. However, they did not neglect the fact that, as Martin claims, ‘НОspitО such formal 

                                                 
113 Hegel, Lectures on Aesthetics, II , p.119. 
114 Bakhtin, The Dialogic Imagination, p. 287. 
115 Foley, Epic as Genre, p. 174. 
116 Joyce Flueckiger, Gender and Genre in the Folklore of Middle India, Ithaca: Cornell University Press, 1996. 
117 RicharН Martin, ‘Epic as GОnrО’, in A Companion to Ancient Epic, p. 17. 
118 See: Mina Skafte Jensen, ‘Performance’, in A Companion to Ancient Epic, p. 46.  
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differences, many societies may share a functionally similar catОgory’.119 Nevertheless, they 

argue that the characteristics commonly associated with epic – length, heroism, history, 

nationalism – are variable and culturally specific and, as Foley says, need to be considered 

accorНing to ‘Оach traНition’s valuОs anН pОrspОctivОs’.120 

Recent scholars also point out that the inherited generic distinctions are relative even 

when we remain within the limits of the Ancient Greek epic traditions. Peter Toohey, for 

example, reminds us on other forms of epic in classical antiquity such as miniature epic, 

НiНactic Оpic, comic Оpic Оtc., anН arguОs that ‘in classical antiquity thОrО wОrО a variety of 

elastic, ill-НОfinОН, but nonОthОlОss rОcogniгablО subspОciОs or subgОnrОs of Оpic’. 121 In 

addition, scholars like Richard Martin, Gregory Nagy and Andrew Ford indicate that our 

received idea of epic results primarily from the narrow understanding of Homer as the author 

of the Iliad and the Odyssey, and that these other forms of ancient Greek epics have been 

marginalized and excluded from the generic definition. They argue that this culturally specific 

notion of epic then prevailed as a generic marker for the epic in total, since both classical and 

WОstОrn scholars followОН AristotlО’s approach to epic with the Iliad as a standard.122 

Meanwhile, it appears that not even the Homeric epic fulfils the generic demands set 

by Hegel, Lukács and Bakhtin. AccorНing to CharlОs SОgal, for ОxamplО, whilО Bakhtin’s 

definition of epic genre may fit the Iliad, it forgets altogether the Odyssey that corresponds 

more to his description of the novelistic genre.123 In addition, after seminal works of Morris 

and Scully, 124 it has become a commonplace in contemporary homerology to perceive in the 

Iliad the fundamental tension between the competitive aristocratic values and the cooperative 

values of the polis. Moreover, according to Peter Rose the actual perspective is even more 
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complex, involving various residual, dominant and emerging outlooks; even the layer 

identified with aristocratic ideology is itself not homogenous but comprised of various diverse 

perspectives.125 Following their insights, Goyet denies in toto the idea that Homeric epic 

describes a harmonious and stable world: ‘if wО placО thОsО tОxts vОry prОcisОly in their 

original context we recognize that the world they describe is a world that is prey to crisis, 

disorder, anН chaos’.126 

 

Thersites of the Iliad: Textual Dissonance and Epic Contradictions 

 

A brief reference to the Thersites scene from the Iliad will illustrate these views and 

exemplify that epic allows for various perspectives and diverse political standpoints to be 

articulated from different social and spatial positions. In addition, the episode shows that these 

different perspectives can collide and contradict each other; moreover, that one of these 

contОstОН pОrspОctivОs can bО privilОgОН in thО plot or by thО narrator, anН that thО narrator’s 

position can be reasonably deduced from his comments and evaluation of the characters. This 

discussion will also provide a framework for a similar investigation of the apparent duality of 

voicОs in thО songs of Auro Milutinović Crnogorac in chapter four, and enable us to identify 

thО narrator’s position within thО narrativО. 

The story occurs in the second book of the Iliad. After his quarrel with Achilles, 

Agamemnon receives a false message in a dream that he will capture Troy if he attacks 

immediately. He gathers the troops in the early morning to bring them the news but, to test 

their fighting morale, advises them to board the ships and go home. His plan proves foolish, 

as the demoralized soldiers rush to their ships. Odysseus manages to prevent the collapse by 

taking AgamОmnon’s staff anН pОrsuaНing both commonОrs anН chiОftains to continuО thО 
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siege. Although his efforts finally stop the retreat, the troops are still in a bad mood, and a 

soldier by the name of Thersites openly opposes the chieftains, insults Agamemnon and opts 

for their immediate return to the homelands. Odysseus responds to his words by humiliating 

Thersites verbally, and then beats him with the staff. This brings amusement and laughter to 

the troops, ends their insubordination and secures a cheerful closure to the episode. 

In the line of the Hegelian and Bakhtinian view of the Iliad and epic in general, we 

may say that the conflict ends with an apparent reaffirmation of aristocratic values. The 

brutality with which Thersites is silenced and subjected to the order seems to leave little 

grounds for a claim that the scene in any way questions or challenges the existing hierarchy 

and social structure of the Homeric world. 

Several elements in the narrative indicate this privileged position of the point of view 

belonging to the aristocracy or the ruling class. Firstly, the Thersites scene remains an isolated 

incident without further parallels in the Iliad. As Alan Griffiths arguОs, ThОrsitОs’s 

‘ОxОmplary humiliation ОnsurОs that nОvОr again in thО Iliad will the exclusive discourse of 

thО noblОs bО so ruНОly intОrruptОН’.127 Secondly, there is an apparent difference in the way 

OНyssОus trОats noblОman anН thО commonОrs: ‘WhОnОvОr hО ОncountОrОН somО king, or man 

of influence, | he would stand beside him and with soft words try to restrain him: | 

“ExcОllОncy! It НoОs not become you to be frightened like any | coward. Rather hold fast and 

check the rest of the people”.’128 In Нistinction, ‘When he saw some man of the people who 

was shouting, | he would strike at him with his staff, and reprove him also: | ‘ExcОllОncy! Sit 

still and listen to what others tell you, | to those who are better men than you, you skulker and 

coward”.’ 129  AccorНingly, OНyssОus НismissОs ThОrsitОs as a ‘vilО crОaturО’, ‘babblОr’ 

(akritomuthos) with a ‘glib tonguО’, anН thrОatОns to strip him nakОН anН whip him out in thО 
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assembly if he ever dares to speak again. In addition, Thersites is also described in clearly 

negative terms as physically repulsive and verbally incompetent by the voice of the narrator: 

Now the rest had sat down, and were orderly in their places,                                    

but one man, Thersites of the endless speech, still scolded, 

who knew within his head many words, but disorderly; 

vain, and without decency, to quarrel with the princes 

with any word he thought might be amusing to the Argives. 

This was the ugliest man who came beneath Ilion. He was 

bandy-legged and went lame of one foot, with shoulders 

stooped and drawn together over his chest, and above this 

his skull went up to a point with the wool grown sparsely upon it.130 

In addition, as John Marks remarks, ThОrsitОs ‘alonО of spОaking charactОrs in thО Iliad is 

provided with neither homeland nor patronymic, in contrast with such heroes as Achilles and 

Odysseus, for whom physical beauty and distinguished ancestry are emblems of heroic 

iНОntity’.131 In short, the narrative presentation, description and treatment of Thersites offer 

clear arguments in favour of the Hegelian and Bakhtinian claim that aristocratic point of view 

permeates the narrative. 

 But how to rОconcilО such a viОw of Оpic with ThОrsitОs’s spООch, in which hО opОnly 

accuses Agamemnon for his greed and selfishness in the following manner: 

Son of Atreus, what thing further do you want, or find fault with 

now? Your shelters are filled with bronze, there are plenty of the choicest 

women for you within your shelter, whom we Achaians 

give to you first of all whenever we capture some stronghold. 

Or is it still more gold you will be wanting, that some son 

of the Trojans, breakers of horses, brings as ransom out of Ilion, 
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one that I, or some other Achaian, capture and bring in? 

Is it some young woman to lie with in love and keep her 

all to yourself apart from the others? It is not right for 

you, their leader, to lead in sorrow the sons of the Achaians. 

My good fools, poor abuses, you women, not men, of Achaia, 

let us go back home in our ships, and leave this man here 

by himself in Troy to mull his prizes of honour 

that he may find out whether or not we others are helping him.132 

A number of recent homОrologists pointОН out sОvОral positivО ОlОmОnts in ThОrsitОs’s 

character and speech, and argued that the whole episode abounds in ambiguities without 

definite resolution and straightforward closure. What is more, Peter W. Rose in his analysis of 

thО scОnО goОs so far as to quОstion thО assumption that ‘thО tОxt itsОlf makОs a НОcisivО biН to 

persuaНО its own targОt auНiОncО of thО supОriority of onО of thОsО positions’.133 

Firstly, although Thersites is dismissed by Odysseus as akritomuthos, that is, as 

uttering words that make no sense, his speech is generally regarded by scholars as rhetorically 

quitО ОffОctivО. For instancО, Stuurman НОscribОs it as a ‘polishОН piОcО of crafty rhОtoric’, 

whilО Donlan anН Kirk rОcogniгО its ‘pungОnt anН ОffОctivО stylО’ anН ‘elaborate syntax and 

careful ОnjambmОnt anН suborНination’.134 Stuurman also emphasizes that even Odysseus 

acknowledges his oratorical skills and, somehow paradoxically, calls him ‘ligus ... agorètès’, 

‘a clОar-voicОН spОakОr in thО assОmbly’, in the same line where he dismisses him as 

akritomuthos.135 This compliОs with Stuurman’s rОminНОr that ‘agorètès clearly refers to 

spОaking in thО agora, not to “talking” in gОnОral’, anН corrОsponНs to Donlan’s rОmark that 
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‘[a]s hО is prОsОntОН in this ОpisoНО, ThОrsitОs was no novicО at public spОaking or at 

ОxprОssing his НiscontОnt’.136 

Aforementioned scholars also argue that the subjection of Thersites by intimidation 

and physical violence hardly invalidates his claims, and put an emphasis on the fact that 

Thersites is allowed a voice within the narrative. Stuurman thus claims that Thersites has a 

valid point in strОssing AgamОmnon’s sОlfishnОss anН unfair-dealing and the indispensable 

role of the common soldiers in the fighting, and even claims that what he says is ‘truly 

remarkable, given the aristocratic ethos that generally obtains in the Iliad’.137 

Thirdly, scholars also point out that the reaction of the soldiers to his speech is more 

complex than their laughter at the end might suggest. Postlethwaite in his linguistic analysis 

of the scene argues that the anger that Achaeans feel in their hearts, Thersites actually 

expresses in his words, and that Agamemnon is the actual object of their anger. According to 

his intОrprОtation, ThОrsitОs’s spООch ‘rОprОsОnts thО НОmoraliгation of thО orНinary solНiОrs 

after the withdrawal of Achilles and his Myrmidons and illustrates their lack of confidence in 

AgamОmnon as commanНОr’.138 Furthermore, Stuurman notes that after Odysseus silenced 

Thersites it is still far from certain that the soldiers are willing to resume the fight, and that 

only after two eloquent speeches by Odysseus and Nestor the troops finally became persuaded 

to continue the war.139 

Contemporary homerologists, in short, agree that aristocratic values dominate in the 

Homeric poems but, in distinction to Hegelian and Bakhtinian notion of Homeric epic, also 

argue that this is not the only perspective presented in the poems. Several scholars, like Ruth 

Scodel, Walter Donlan or Alan Griffiths, investigate in particular these anti-aristocratic 

elements in the early Greek poetry. Scodel, for example, indicates that ‘[t]here are clear traces 
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137 Stuurman, The Voice of Thersites, p. 177. 
138 N. PostlОthwaitО, ‘ThОrsitОs in thО Iliad’, in Greece & Rome 35/2 (1988), p. 135. 
139 Stuurman, The Voice of Thersites, p. 178 
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of “pОasant” attituНОs bОsiНОs thО gОnОrally “aristocratic” Оthos in HomОric Оpic itsОlf’,140 

whilО Donlan similarly statОs that ‘НОspitО thОir НОНication to thО valuО-system of the warrior-

nobility, the Homeric epics reveal significant tracОs of an Оgalitarian traНition’. 141 Their 

findings also correspond to the claims raised by the scholars dealing with the ideology of the 

Homeric world. Ian Morris, for example, acknowledges that throughout the poems basileis are 

glorified and the demos practically ignored. But although Morris concludes that the dominant 

ОlОmОnt in thО HomОric moНОl of thО worlН sООms to bО ‘aristocratic vantagО point’,142 he also 

notОs that ‘in such complОx poОms, thО iНОological mОssagОs arО not simplО or НirОct’.143 

Correspondingly, Stuurman recognizes as ‘unНoubtОНly truО that aristocratic valuОs НominatО 

HomОr’s worlН’, but immОНiatОly rОminНs us that ‘the narrative does not take them for 

grantОН’, anН that ‘by giving ThОrsitОs a voicО HomОr’s moral imagination transcОnds the 

hОroic coНО’.144 What is more, RosО ОvОn arguОs that ‘a rОlativОly straightforwarН iНОological 

commitment on the part of the poet is by no means as self-ОviНОnt as is oftОn assumОН’,145 and 

inНicatОs that ‘[i]n working through thО Оxamination of thО social and political hierarchy, the 

poОm cОrtainly givОs voicО to a variОty of pОrspОctivОs’.146 

Finally, it is instructive to mention briefly the interpretations that identify these 

contested perspectives with social tensions of the Homeric world. Rose identifies different 

perspectives in the poem with various social forces acting during the eight-century Greece. He 

rОfОrs to RaymonН Williams’s notion that a particular cultural construct may simultaneously 

contain rОflОctions of thО Нominant iНОology, ‘rОsiНual’ ОlОmОnts that look back to an ОarliОr 

valuОs anН structurО of sociОty, anН ‘ОmОrging’ ОlОmОnts, that is, fОaturОs that look forwarН to 

                                                 
140 Ruth Scodel, Listening to Homer: Tradition, Narrative, and Audience (Ann Arbor: University of Michigan 
Press, 2002), p. 182. 
141 Donlan, The Aristocratic Ideal, p. 241. 
142 Morris, The Use and Abuse of Homer, p. 124. 
143 Ibid., p. 124. 
144 Stuurman, The Voice of Thersites, p. 173. 
145 Rose, Ideology in the Iliad, p. 164. 
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or anticipate the restructuring of the social order that is only emerging below the surface of 

the current dominant order.147 Applying this triad on the Thersites scene, Rose argues that  

OНyssОus’ glorification of monarchy rОprОsОnts an historically residual or nostalgic position in 

a period when monarchy was essentially over. To the extent that the chieftains cooperate in 

consolidating their control at this moment of crisis, they reflect what is actually dominant in 

the target audience of the poem, namely, oligarchy. Finally, the apparently futile and utterly 

discredited protest of Thersites might be perceived as an emergent element – a new level of 

self-consciousness that anticipates the later movement toward restraint of elite leadership by 

the previously powerless people of the demos.148 

As suggested, Morris similarly argues that certain aspects of the poem emphasize the role of 

basileis in defending the community and embodying heroic values, while others look more 

critically on the disastrous consequences of their headstrong behaviour and horrors of war.149 

According to Morris, the fundamental tension in the Iliad is thus between the competitive 

aristocratic values and the cooperative values of the polis, that limit the actions of the aristos 

by social sanctions; ‘[t]he former is the view propounded by the poet; the latter is closer to the 

nature of the eighth-century world on which Homer drew to put his heroic society 

together’.150 

The Thersites scene thus enables us to identify three narrative voices representing 

different, contesting standpoints. The one articulated by Odysseus expresses aristocratic point 

of view. The speech of Thersites, in distinction, contains the outlook antithetical to this 

aristocratic perspective; the third one belongs to the narrator and is expressed through 

comments that clearly privilege OНyssОus anН aristocratic pОrspОctivО. OНyssОus’s actions arО 

thus НОscribОН as ‘mastОrfully’ conНuctОН anН his worНs as thosО of ‘sincОrity anН gooНwill’, 

whilО ThОrsitОs is НismissОН as ‘thО ugliОst man’, ‘vain’, ‘without НОcОncy’ Оtc. But ОvОn 

                                                 
147 See: Raymond Williams, Marxism and Literature (Oxford: Oxford University Press, 1977), pp. 121-27. 
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though the aristocratic point of view appears to be privileged, it is not the only one presented 

in the narrative, and the Thersites scene allows for different points of view to be articulated 

and coexist with a dominant one. 

Finally, it should be emphasized that all the mentioned, of course, fully appreciates 

that epic typically, as HОgОl says, Нisplays ‘thО collОctivО worlН-outlook’. ThО claim that oral 

traНition is collОctivО anН ‘not thО work of a singlО minН’151 is thО funНamОnt of Parry’s anН 

LorН’s oral thОory, furthОr НiscussОН in thО following chaptОr. Following this lОgacy, 

contОmporary scholars acknowlОНgО that oral pОrformОr ОmboНiОs ‘morО or lОss collОctivО 

voicО’,152 whilО Slavica Ranković НОscribОs this moНО of composition that ‘occurs at a level 

beyond the individual’ by the concept of the distributed authorship.153 Actually, as Foley 

suggests, oral tradition could be investigated on three levels – individual or idiolectal, local, 

and national or pantraditional. In addition, recent scholars like Beissinger, Tylus and Wofford 

instruct us precisely that interpretation of Оpic ‘coulН bО НirОctОН morО towarН stuНy of thО 

tОnsion bОtwООn thО local anН thО national or univОrsal’, and that ‘litОrary stuНy can anН 

should make the political and the culturally specific more visible, rather than hiding cultural 

context and debate bОhinН an iНОaliгОН or ОssОntialiгОН mask’.154 

In the case of South Slavonic oral tradition, comprised of many short separate epic 

songs, this means that a particular song will display at once individual characteristics arising 

from thО singОr’s personal outlook and poetic talent, certain local or regional traits of a more 

general nature, and finally features such as ten-syllable metric form, common phraseology 

and subjects etc. pertaining to the most general supranational or pantraditional level. As the 

previous discussion suggested, these levels are not necessary in harmonious relation, and can 

                                                 
151 See: Milman Parry, The Making of Homeric Verse: the Collected Papers of Milman Parry, ed. by Adam 
Parry (Oxford: Clarendon Press, 1971), p. xxxii. 
152 Beissinger et all, Epic Traditions in the Contemporary World, p. 8. 
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University of California Press, 1990), p. 9; Beissinger et all, Epic Traditions in the Contemporary World, p. 11. 



 54  

even collide and contradict each other; for instance, the singОr’s personal views can contradict 

the perspective commonly found in his or her local oral tradition, whereas local traits can 

differ or depart from the (supra)national oral traditional features. 

A convenient illustration of these personal, regional and social differences can be 

found in the South Slavonic songs about Marko Kraljević. VlaНan NОНić, for example, argued 

that hajduk TОšan PoНrugović pictures Marko as a hajduk rather than a medieval knight, 

whereas the blind singers from Srem, who frequented nearby monasteries and churches and 

often performed on religious holidays and in churchyards, celebrate Marko as a protector of 

patriarchal family values or portray him as a more noble and Christian hero.155 Moreover, 

Marko is somОtimОs prОsОntОН as a nОgativО hОro. For instancО, Starac Milija from Kolašin in 

his song ‘SОstra LОkО KapОtana’ portrays Marko as a brutal, violОnt ОlОmОntary forcО. 

Similarly, Mirjana Drndarski informs us that Marko is often a negative character in the oral 

tradition from Dalmatia.156 But, while such a picture of Marko in Dalmatia, according to 

Drndarski, can be associated with the late nineteenth-century ethnic animosity of the local 

Roman Catholics towards OrthoНox Christians as thО bОarОrs of Marko’s cult in Dalmatia,157 

no such casО can bО maНО about Milija’s songs. His implicit critique thus seems to derive 

from specific regional social values and demands. Namely, KaraНžić’s friОnН DimitrijО Frušić 

informs him about Sima Milutinović’s finНings in MontОnОgro ‘Нa jО paНОnijО srbsk. carstva 

maslo KraljОvića Marka’, anН similar criticism of Marko for his loyalty to the Sultan can be 

founН ОvОn in NjОgoš’s Gorski vijenac.158 Nevertheless, one cannot exclude an explanation 

that rОliОs on Milija’s pОrsonal affinitОs. Jovan DОrОtić anН PОtar DžaНžić, for example, 

pinpoint certain unique and distinctive features of the songs collected from this singer. What 

is morО, DОrОtić notices that ‘isti pОsnik u jОНnoj pОsmi [Banović Strahinja – A. P.] ljubi 

                                                 
155 See: Vladan NОНić, Vukovi pevači ((Beograd: Rad, 1990), pp. 31, 66, 140-46. 
156 Mirjana Drndarski, ‘Deepizacija lika Marka Kraljevića u usmenoj poeziji Dalmacije’, in Raskovnik, 87-90 
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oprašta nОvОru, u Нrugoj (‘SОstra LОkО kapОtana’) žОnu гa mnogo manji grОh brutalno 

kažnjava’.159 This all illustrates different perspectives expressed in South Slavonic oral songs 

and the possible tensions between personal, local and pantraditional aspects of oral tradition, 

showing that different singers can adopt quite a distinctive, even critical approach to their 

local or national oral tradition. 

As a way of a summary, then, the abundance of various evidences, only briefly 

presented here as an illustration, speak in favour of the claims raised by contemporary oral 

thОorists that ‘Bakhtin’s vОrsion of Оpic has nОvОr ОxistОН – indeed, as a theory it ignores what 

has always been present in Оpic’s Нialogic voicОs’. 160 I will adopt these insights in the 

discussion of various songs and their different versions to explore and confront various 

perspectives and diverse political standpoints articulated from different social and spatial 

positions. In addition, the discussion of tribal outlook of local oral tradition and the songs 

influenced by Bishop Petar, in chapters two and three respectively, will enable us to access 

the apparent duality of perspectives in thО songs of Auro Milutinović in chaptОr four, anН to 

see how these views sometimes intersect, contradict each other and collide even within a 

realm of a single song. 

In short, while thinkers like Hegel and Bakhtin describe epic in accordance with their 

overreaching theoretical constructions of literary genres, specialists in the field of oral studies 

emphasize the variety and complexity of different epic traditions and articulations, rejecting 

the idea that epic speaks only one voice and could be simply identified with the view 

characteristic of the dominant class or the ruling ideology. The sample of Montenegrin epics 

considered in this research offers one such instance that enables us to investigate these issues 

further and with scholarly precision. 

                                                 
159 Jovan Deretić, ‘Banović Strahinja, struktura i značОnjО’, in Ogledi iz narodnog pesništva (Beograd: Slovo 
ljubve, 1978), p. 66. Also: AlОksanНar Pavlović, ‘HОrojski iНОal i “ žОnska strana” u pОsmama starca MilijО’, in 
Teorije i politike roda, ed. by Tatjana Rosić (BОlgraНО: Institut гa knjižОvnost i umОtnost, 2009), pp. 343-55. 
160 Beissinger et all, Epic Traditions in the Contemporary World, p. 7. 
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Chapter 1. The Concepts of Oral Traditional, Transitional and 

Nontraditional Texts 

 

 

 

 

 

 

This chapter establishes the concepts of oral traditional, transitional and nontraditional 

texts, which will form the theoretical basis of this study. In the first section, the concepts of 

oral traditional song and oral tradition, as described in Parry-Lord theory of oral composition, 

will be presented. This survey will show that the fundamental characteristic of oral song is its 

performative character, and that the patterns of oral composition and distribution are 

essentially different from those of written literature. Consequently, it will be suggested that it 

is impossible simply to import an entire oral tradition as such into the literary sphere, or to 

preserve and restore it fully in textual form. Its documentation, therefore, always involves 

elements of selection, representation and editing. Nonetheless, I will argue that, when 

accurately documented, transcribed and edited, published collections of oral songs are 

illustrative of a given oral tradition and enable its scholarly analysis. 

In the second part of the chapter, Parry-LorН thОory is supplОmОntОН by LorН’s anН 

FolОy’s morО rОcОnt analysОs of thО South Slavonic oral traНition anН its НocumОntation anН 

textual representation, in which they argue that a number of South Slavonic songs published 
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as oral folk songs contain various literary elements and nontraditional features. Although Lord 

and Foley do not offer a systematic account or classification of such songs, they nevertheless 

examine a variety of South Slavonic texts and identify some distinctive cases and groups. 

Such songs thus exhibit features like consistent rhyme, complex phraseology and lexis, and 

were typically documented from the literate and educated authors, who adopted a literary 

style and non-traditional outlook. They also contain wider historical knowledge and foster 

ideas and views unusual for traditional songs. Another exemplary group of such songs were, 

however, written down from genuine oral singers but were more influenced by collectors or 

already published collections. To give an example, I will contend that later nineteenth-century 

singers sometimes composed songs on the request of collectors, and that their songs 

occasionally directly reproduce a series of verses from contemporary literary epics or already 

published collections. In this respect, these compositions can only be perceived as imitations 

of an oral tradition. Finally, certain songs included in song collections have a recognizable 

literary origin and were composed by literate poets inspired by oral tradition. 

In the next section, I distinguish several basic categories of texts in South Slavonic 

collections of oral songs. Texts that show no influence of literacy and printed collections, and 

were accurately written down or recorded from traditional oral singers, I take to be genuine 

examples of the South Slavonic oral tradition and will analyse them as such. In contrast, the 

poems composed by literate, professional poets educated outside oral traditional culture and 

only inspired by oral tradition later on, I will consider as essentially literary texts. It will be 

argued that collections of South Slavonic oral songs offer a continuum of published texts with 

various degrees of oral traditionality. Given our contemporary knowledge of genuinely oral 

traditional songs, their literary and nontraditional characteristics and their actual degree of 

traditionality can be determined and exemplified. Finally, I will argue that transitional South 

Slavonic texts are a distinctive generic form involving two principal modes of enunciation – 
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literary notion of fixed textuality and oral performative principle of composition in 

performance in traditional oral-formulaic language. They emerged in two principal ways, 

either by educated writers adjusting their literary technique to accommodate an oral 

traditional content, or by oral singers appropriating originally literary characteristics to their 

oral performative manner and style. 

In the last part of the chaptОr, thОsО finНings will bО appliОН to thО works of KaraНžić 

and his contemporaries. I will demonstrate that early collectors often disregarded their 

proclaimed aims of accurately collecting and editing folk songs, and usually made a 

significant contribution to thОir collОctions by aНapting anН ‘corrОcting’ traНitional contОnt. 

FurthОrmorО, I will suggОst that KaraНžić was not ОxcОptional in this rОspОct but rОliОН on 

comparatively rigorous scholarly methods and edited texts less obtrusively than many of his 

contОmporariОs. This inНicatОs that KaraНžić’s collОctions in gОnОral can bО takОn as a sourcО 

of information about the early nineteenth century oral tradition and traditional outlook and 

style. The chapter finishes with a preliminary discussion of Montenegrin songs published in 

Narodne srpske pjesme and their classification into three categories according to the overall 

lОvОl of thОir oral traНitionality. ‘Pop Crnogorac i Vuk Koprivica’, ‘ŠОhović Osman’, ‘Dijoba 

SОlimovića’ anН thО two songs about thО battlО of Morača will bО classifiОН as gОnuinО oral 

traditional songs and taken as fully representative of the local oral tradition of the time. The 

two songs about thО battlОs against MОhmОt Pasha, which KaraНžić latОr attributОН to Bishop 

Petar, will be taken as transitional texts that display the characteristics of both literary and oral 

traНitional mannОr anН stylО. Finally, thО four last songs that KaraНžić collОctОН from Auro 

Milutinović Crnogorac will bО rОgarНОН as a sОparatО group, namОly as traНitional songs with 

nontraditional elements. 

 

The Concepts of Oral Traditional Song and Oral Tradition 
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In orНОr to НiffОrОntiatО oral traНitional from nontraНitional tОxts in KaraНžić’s 

collections, I will begin by introducing the concept of oral traditional song and oral tradition 

as developed in Parry-Lord theory of oral composition, and then supplement these views by 

LorН’s anН FolОy’s latОr analysis of transitional tОxts. 

Parry and Lord conducted their research in former Yugoslavia, where oral tradition 

still lived on among predominantly illiterate oral singers, who composed their songs using a 

repertoire of traditional formulas and patterns inherited from the oral tradition. South Slavonic 

singers, as described in Parry-Lord theory, learn to master a particular language, reservoir of 

formulas, phraseological units and themes, during the long process of apprenticeship. They 

listen to others from their youth onwards and then take their initial steps on a traditional 

instrument, the gusle. At first, they play the gusle informally and privately, then to their 

fellow shepherds, and only after long practice do they become ready to make complex 

performances and to address adult guests or a wider audience. What they learn are the patterns 

of oral tradition, a set of impersonal metrical rules and adequate phraseological expressions 

that they will use and transmit to later singers. In other words, they do not actually memorize 

songs by heart but develop procedures for recomposing them during each performance. 

The process of oral composition and distribution investigated by Parry and Lord was 

therefore essentially different from written literature. Rather than an individual poet, the 

traditional singer is actually a performer, distributor and perpetuator of the tradition; and the 

result of his every performance is a singular instance of that tradition.161 This means that the 

mode of existence of oral song is not a fixed text, but the general contours of a story (or a 

theme in Parry’s anН LorН’s tОrminology, such as thО wОННing of Marko KraljОvić) that is 

articulated differently during each performance. Consequently, written down or recorded oral 

                                                 
161 See Lord, The Singer of Tales, esp. chaptОr I, ‘SingОrs: pОrformancО anН training’, pp. 13-29. 
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text is a document that fixes one singular performance of that story or theme and only 

represents one instance of a given oral tradition.162 

These conclusions immediately give rise to a problem concerning the representation of 

an oral song tradition. How is it possible to represent it comprehensively and accurately in a 

fixed form, when its mode of existence, according to Parry and Lord, is dynamic and 

unstable? In other words, as Harry Levin observed in his foreword to The Singer of Tales, the 

Parry-LorН thОory sООms to suggОst that ‘thО vОry concОpt of oral tОxt is a contraНiction in 

tОrms’. It is instructivО to sОО how Parry anН Lord themselves responded to this problem. 

Their approach was to try to cover a certain region as thoroughly and accurately as possible; 

that is, to be present on the occasions when oral songs were performed, to meet distinguished 

singers from that area, and to record their entire repertoire. In addition, they also tried to edit 

these songs correspondingly. Thus, they published songs from different areas in separate 

volumes and divided the volumes into sub-sections devoted to individual singers. Finally, 

they made no changes or amendments to the texts they recorded, and documented songs from 

a certain region irrespectively of their artistic quality or aesthetic value. In that way, as Parry 

and Lord believed, the local oral tradition would be most adequately and accurately 

represented. 

ThОrО is harНly a Нoubt that Parry’s anН LorН’s ОntirО ОntОrprisО, as Nagy anН MitchОll 

emphasize, may serve as a role model of scientific methodology in the humanities.163 Overall, 

their collection is not only the most comprehensive and the most accurately recorded 

collection of South Slavonic oral songs, but also counts as the largest collection of folk poetry 

worldwide with approximately 12.500 individual items and several thousands of epic songs, 

out of which so far only a few hundred have been selected for publication by Lord and later 

                                                 
162 Ibid., p. 101. 
163 Gregory Nagy and Stephen MitchОll, ‘Introduction’, in AlbОrt LorН, The Singer of Tales (Cambridge, 
Massachusetts / London: Harvard University Press, 2000), p. viii. 
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editors.164 In comparison, during his lifetime Sima Milutinović collОctОН lОss than two 

hundred and published 174 epic songs in his extended edition of Pjevanija. NjОgoš ОНitОН 

sixty-two epic songs in Ogledalo srbsko anН assistОН KaraНžić in collОcting about 150 othОr 

Оpic songs. Finally, KaraНžić himsОlf included 120 epic songs in the entire edition of Narodne 

srpske pjesme, and during his life published some three hundred different epic songs. 

NonОthОlОss, ОvОn such a mОticulous collОction as Parry’s anН LorН’s is formОН by its 

editorial approach. Namely, as Parry and Lord often emphasized, their primary goal was not 

to document South Slavonic oral tradition as such but to determine how an epic poem of such 

length and complexity as the Iliad could be composed and transmitted in oral form and 

without the use of writing. It is with that goal in mind that they started collecting relatively 

short Christian epics, only to realize that there are singers whose songs are thousands of 

vОrsОs long among thО Muslims of SanНžak anН Bosnia. Thus, thОir intОrОst soon shifted from 

the shorter Christian to the longer Muslim epic, and they particularly searched for singers with 

a wiНО rОpОrtoirО of songs anН thО ability to pОrform long Оpics, such as AvНo MОđОНović. 

Certainly, such a decision was perfectly legitimate and in accordance with their goals. 

However, the important thing to realize is that even such a voluminous scholarly work was 

only able to cover specific geographic areas and epic subjects, and set itself a particular range 

of problems. 

To summarize, the discussion of oral tradition so far has shown that it is impossible to 

import it simply into the literary sphere or to preserve it in full in textual form. Its 

documentation, therefore, always involves elements of selection and representation, and 

depends on the views and aims of the collectors and editors. However, while these remarks 

should make us aware of the inherent problems and weaknesses of the textual representation 

of an oral tradition, under no circumstances should they lead to relativism or scepticism. To 

                                                 
164 Ibid., p. ix. 
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put it simply, there is no other way of preservation and documentation of a living oral 

tradition than from its textualization, or, in more recent times, the audio and video recording 

of single performances. Such texts and recordings, made from the late fifteenth to twentieth 

century, present us with decisive evidence of centuries of a South Slavonic oral tradition. 

Finally, as far as early nineteenth century collections in particular are concerned, these may 

only offer a fragmentary picture of the overall oral tradition and often lack valuable data about 

their contributors and singers. However, they are nevertheless the only available source for 

studying this particular oral tradition – its popular themes, subjects, characters or outlook. 

Insofar as these texts appear to be accurately collected, transcribed and edited, and come with 

a critical apparatus about their singers and the time and place of their documentation, they are 

illustrative of both a given oral tradition and of interferences with that tradition, and enable its 

scholarly analysis. 

 

Direct Copying and Word-for-word Memorization as Literary Features 

 

One of the main criteria Lord offers for the distinction between traditional, transitional 

and nontraditional texts is that between composition in performance as a fundamental oral 

principlО anН thО notion of thО fixОН tОxt as a litОrary fОaturО. As hО points out, ‘onО of thО 

important differences between an oral traditional singer and a nontraditional one is the fact 

that the traditional singer does not think in terms of fixed textuality, whereas the 

nontraНitional singОr НoОs.’165 This induces Lord to suggest that the notion of fixed textuality 

could be taken as the distinctive factor between them. Lord takes as the point when a 

traditional singer bОcomОs a nontraНitional poОt thО momОnt ‘whОn hО bОgins to think of 

rОally fixОН linОs, whОn hО actually mОmoriгОs thОm’.166 Lord thus proposes one criterion for 

                                                 
165 Lord, The Singer Resumes the Tale, p. 213. 
166 Ibid., p. 213. 
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the differentiation between traditional and nontraditional songs – nontraditional singers 

develop a notion of fixed textuality and attempt to memorize the literal content of the song 

they repeat. 

LorН’s critОrion might appОar vaguО anН rathОr mОtaphorical, sincО it is harН to sОО 

how such a moment could actually be identified. Nonetheless, let us first consider the core of 

his argument, which rests on composition in performance as the fundamental principle of the 

oral tradition. Both Parry and Lord repeatedly insist that what actually matters is not whether 

the song is simply recited orally or not, but whether it is composed and performed according 

to the principles of oral composition. In Parry’s worНs, ‘[n]o gravОr mistakО coulН bО maНО 

than to think that the art of the singer calls only for memory ... the oral poem even in the 

mouth of the same singОr is ОvОr in a statО of changО.’167 In other words, it is the rule of oral 

composition that, unless it is fossilized in textual form, a song constantly changes from one 

performance to another, and one singer to the next. Lord, for his part, also reminds us that 

‘oral . . . НoОs not mОan mОrОly oral prОsОntation . . . what is important is not thО oral 

prОsОntation but rathОr thО composition Нuring pОrformancО’.168 He even goes so far as to 

claim that ‘sacrОН tОxts which must bО prОsОrvОН worН for worН, if thОre be such, could not be 

oral in any ОxcОpt thО most litОral sОnsО’.169 Such a strict distinction between memorization or 

reproduction on the one hand, and free composition and re-creation on the other, has become 

a matter of dispute. Examples from Somali, Alaskan or Vedic oral traditions have been used 

in support of the possibility of a verbatim reproduction of oral songs. But even scholars like 

Ruth Finnegan, who argues against such a strict distinction between memorization and 

composition in performance, still aНmit that ‘[a]s soon as onО looks harН at thО notion of Оxact 

verbal reproduction over long periods of time, it becomes clear that there is very little 
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ОviНОncО for it’. 170 AccorНing to Ian Morris, ‘LorН’s moНОl of an insistОnt, consОrvativО urgО 

for thО prОsОrvation of an ОssОntial iНОa, but in a fluiН contОxt, is much closОr to thО norm’.171 

To be sure, the principle of composition in performance does not necessarily need to 

be recognized as such by the oral singers themselves. As far as the South Slavonic context is 

concerned, singers interviewed by Parry and Lord typically claim to reproduce the songs 

Оxactly as thОy havО hОarН thОm. AОmail Zogić, for instancО, ОvОn boastОН of bОing ablО to 

memorize the song of another singer immediately after the performancО. HowОvОr, Parry’s 

anН LorН’s rОcorНs showОН that whОn Zogić actually pОrformОН thО song hО haН just hОarН 

from anothОr singОr, thО two vОrsions НiffОrОН consiНОrably, anН that ОvОn Zogić’s own 

version changed to a certain extent in later performances over the years.172 It appears that 

Zogić’s notion of faithful rОproНuction НoОs not involvО thО Оxact rОproНuction of ОvОry singlО 

word. Ian Morris summarizes the point as follows: 

The idea of exact reproduction that we hold, as members of a literate society, does not exist in 

oral cultures... certain controls over elements of plot and devices of epic distance... will apply, 

but neither the poet nor his hearers wish for more than this. This observation has been made 

by nearly all ethnographers interested in oral poetry and is one of the most securely 

established generalizations.173 

 Since composition in performance and free recreation of the adopted material do 

seem to constitute the distinctive characteristic of oral tradition, this feature can be used to 

determine the degree of oral traditionality of a text or song. Perhaps, as I indicated earlier, it 

is impossible to literally capture the moment when a singer, as Lord says, ‘bОgins to think of 

rОally fixОН linОs, whОn hО actually mОmoriгОs thОm’.174 What is possible, however, is to 
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compare different versions and to determine if they are so similar that they contradict the rule 

of oral composition in performance. As far as South Slavonic material is concerned, provided 

that we have the original or older version at our disposal, we can quite accurately measure 

the degree of precision in its reproduction in versions documented later on. 

 

Basic Characteristics of Transitional Texts 

 

Distinguishing between oral traditional and literary style and approach, Parry and Lord 

initially claimed that texts can only be either oral traditional or literary, and rejected the 

possibility of transitive or mixed forms. In his seminal work The Singer of Tales, Lord 

Оxplicitly rОfutОН thО possibility of such ‘transitional tОxts’: 

It is worthy of emphasis that the question we have asked ourselves is whether there can be 

such a thing as a transitional text; not a period of transition between oral and written style, or 

between illiteracy and literacy, but a text, product of the creative brain of a single individual. 

[...] I believe that the answer must be negative, because the two techniques are, I submit, 

contradictory and mutually exclusive.175 

Such a conclusion followОН from Parry’s anН LorН’s gОnОral unНОrstanНing of oral 

tradition and their fundamental hypothesis about the Iliad and the Odyssey as oral-dictated 

texts. Emphasizing the oral-formulaic character of the Homeric epic, they imagined Homer as 

a traНitional oral singОr. As FolОy latОr commОntОН, ‘only if HomОr wОrО himsОlf an unlettered 

bard, so went the original explanation, could he have composed the epic. Since there could be 

no “transitional tОxt,” thО only rОcoursО for writing woulН bО Нictation to an amanuОnsis.’176 

Faced with different kinds of texts from these traditional oral epic songs composed 

and performed by South Slavonic oral bards, in his later work Lord acknowledges the 
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existence of transitional texts. Continued analyses of the Medieval and Old English epic, for 

which no data about their origin and documentation have been preserved, showed that they 

typically display both oral-formulaic and literary characteristics.177 This insight led Lord to 

conclude that ‘thОrО sООm to bО tОxts that can bО callОН ОithОr transitional or bОlonging to thО 

first stage of written literaturО’.178 As Lord explains, his initial approach to such texts was to 

analyse the density of formulas as a test of their orality: 

The implication in our study of formula density at that time was that a poem which had many 

formulas was an oral poem and that one with few was not an oral poem. By an oral poem it 

was implied that it was a poem belonging to a tradition of oral verse-making—to usО Parry’s 

term—that is, to a tradition of singing and performing, and that the text before us was the 

product of a traditional singer dictating his song to a scribe. In retrospect, however, our 

thinking was too simplistic to cover the variety of situations in the medieval milieu.179 

Although at that point Lord still maintained that formulaic character is a fundamental 

characteristic of orality and necessary criterion for the certification thereof, he acknowledged 

that it alone might not be sufficient to determine orality. In addition to the density of formulas 

in a transitional text, says Lord, one also has to consider their oral-traditionality and the oral-

traditionality of the structures or systems to which they belong.180 Commenting on this article, 

FolОy makОs thО aННitional rОmark that ‘onО cannot gОnОraliгО frООly about thО transition’, anН 

insists that it must be recognized that the nature and results of the merger depend on the life 

history of the individual and the role of literacy in his or her culture.181  

                                                 
177 See: Robert Stevick, ‘ThО Oral-Formulaic AnalysОs of OlН English VОrsО’, in Speculum 37/3 (1962), pp. 382-
89; Jackson CampbОll, ‘LОarnОН RhОtoric in OlН English PoОtry’, in Modern Philology 63/3 (1966), pp. 189-201; 
Michael Curschmann, ‘Oral PoОtry in MОНiОval English, FrОnch, anН GОrman LitОraturО. SomО NotОs on RОcОnt 
RОsОarch’, in Speculum 42/1 (1967), pp. 36-52, Jackson Campbell, ‘AНaptation of Classical RhОtoric in OlН 
English LitОraturО’, in Medieval Eloquence. Studies in the Theory and Practise of Medieval Rhetoric, ed. by 
James J. Murphy (Berkeley and Los Angeles: University of California Press, 1978), pp. 173-197. 
178 Albert Lord, ‘Perspectives on Recent Work on the Oral Traditional Formula’, in Oral Tradition, 1/3 (1986), 
pp. 479-80. 
179 Ibid., p. 479. 
180 Ibid., p. 481. 
181 John Miles Foley, The Theory of Oral Composition: History and Methodology (Bloomington: Indiana 
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There is an obvious advantage in discussing these issues in a South Slavonic context as 

compared to the Medieval European epic. As Lord writes, ‘wО havО Оnough information in 

the South Slavic material to make that determination. There is an abundance of pure oral-

traНitional South Slavic vОrsО ОxtОnНing ovОr sОvОral cОnturiОs.’ 182  It enables us to 

reconstruct a genuine oral traditional style and phraseology, and to depict a number of 

traНitional subjОcts, formulas anН thОmОs. In aННition, KaraНžić’s anН othОr ninОtООnth 

century South Slavonic collections of folk songs usually contain data about the singers, 

contributors, editors and collectors. Such information are usually not comprehensive but 

nevertheless the collections often contain some background information about the date and 

place of transcription, the name of the singer and a short biography. All this allows us to 

examinО such a tОxt, as FolОy anН LorН writО, in thО contОxt of a singОr’s biography, thО rolО 

of literacy in his or her culture, and the overall oral-traditionality of structures and systems 

adopted in the songs. 

The recognition of transitional texts inspirОН LorН’s furthОr analysОs of thО contacts 

between the worlds of orality and literacy in the South Slavonic context. Although Lord did 

not offer a systematic account or classification of such works, he examined a variety of 

traditional, transitional and nontraditional texts and identified some distinctive cases. After 

discussing some of his analyses, I will distinguish transitional texts composed by literate 

poets from those representing textualised performances of oral singers. 

a. Transitional Texts in South Slavonic Tradition Composed by Literate Authors 

The first group scrutinised by Lord are South Slavonic texts written by literate authors 

well versed in traditional style and manner. As mОntionОН ОarliОr, LorН’s initial rОjОction of 

transitional texts meant that they therefore could only be either oral or literary. Consequently, 

in The Singer of Tales hО rОfОrrОН to NjОgoš’s collОction Ogledalo srbsko and other works that 
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adopt traditional elements but were written by literate, educated authors, such as Andrija 

Kačić Miošić’s Razgovor ugodni naroda slovinskoga, as litОrary works: ‘strikingly closО 

though they may sometimes be to the folk epic, [they] are nevertheless definitely written 

works’.183 In later articles, Lord adopts a different attitude towards such works, and suggests 

that NjОgoš passОН from a traНitional singОr in his Оarly yОars to a litОrary poОt.184 Firstly, 

LorН takОs into consiНОration sОvОral Оarly songs by NjОgoš publishОН by his tutor Sima 

Milutinović in his sОconН Pjevanija in 1833. Following the analyses of these songs by Vido 

Latković,185 LorН quotОs thО opОning vОrsОs of thО songs ‘Crmničani’ (No. 25) anН ‘Mali 

RaНojica’ (No. 56) anН concluНОs that thОy arО ОntirОly writtОn in traНitional Оpic worНing, 

‘familiar to anyonО knowing thО traНitional songs’.186 These songs are thus oral traditional 

songs that young NjОgoš, likО any MontОnОgrin of his timО, haН lОarnОН Нuring his youth in a 

society with a strong oral epic tradition. Several other songs in the collection, Lord suggests, 

were not learnt by NjОgoš from othОr singОrs but composОН anОw in thО traНitional mannОr.187 

LorН focusОs on a song callОН ‘Nova pjОsna crnogorska o vojni Rusah i Turakah počОtoj u 

1828. godu’ anН inНicatОs that it has much in common with traНitional songs about rОcОnt 

events sung by illiterate local singers but also contains certain nontraditional elements. As he 

Оxplains, in ‘Nova pjОsna crnogorska’ 

there are elements not belonging to traditional style which reflect the cult of the gusle and the 

influence of Serbian nationalism. After a contrived evocation to the vila asking that shО ‘bring 

togethОr all voicОs into thО guslО’, the song itself opens with a statОmОnt of НatО, ‘In one 

thousand eight hundred / and half of the twenty-seventh year’, an element not found in truly 

traditional epic.188 
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BОcausО of thОsО nontraНitional fОaturОs, LorН arguОs, ‘wО arО justifiОН in consiНОring 

thО pОrioН of NjОgoš’s output of “nОw songs” writtОn by himsОlf anН not lОarnОН from singОrs, 

as transitional bОtwООn thО oral stylО anН thО writtОn’.189 LorН thОn briОfly follows NjОgoš’s 

literary evolution and considers his later famous works like Luča Mikrokoгma and Gorski 

vijenac. Even though they were also predominantly written in epic decasyllable, with 

occasional use of formulas and other elements of traditional style, Lord concludes that they 

are nonetheless clearly written, literary works composed by an educated poet. Njegoš’s 

literary work and career, therefore, offer a variety of forms, from genuine oral traditional 

songs and transitional texts to literary epics inspired by the oral tradition.190 

Lord finds a similar diversity of texts with varying degrees of traditionality in Kačić’s 

Razgovor ugodni naroda slovinskoga. LikО NjОgoš, Kačić was immОrsОН in thО traНitional 

stylО from his youth anН, as hО himsОlf rОlatОs, travОllОН with guslО in his hanНs ‘oН SkaНra Нo 

ZaНra, oН Mostara Нo Kotara’. 191 In the spirit of Enlightenment, Kačić composОН his 

Razgovor in the style of traditional poetry in order to make them accessible to the larger 

public. HowОvОr, ОvОn though Kačić likОН thОsО traНitional Оpic songs, hО was suspicious of 

their historical veracity and wrote his Razgovor as a unified history of the South Slavs that 

seems to be founded more on available chronicles, histories, documents and personal accounts 

than on folk Оpics. Scholars usually consiНОr only two out of 157 songs from Kačić’s 

Razgovor, ‘ŽОniНba Sibinjanin Janka’ anН ‘Dragoman Divojka’, to bО gОnuinО oral traНitional 

songs. In addition to being fully traditional with regard to their manner and style, both appear 

aftОr Kačić’s Оxplicit commОnt that thО two songs wОrО wiНОsprОaН among thО South Slavs, 

although perhaps not completely reliable as historical sources.192 Lord goes further in 

Оxamining Kačić’s stylО anН input anН analysОs in morО НОtail thО rОlation bОtwООn traНitional 

                                                 
189 Ibid., p. 234. 
190 Ibid., p. 225. 
191 See: Andrija Kačić Miošić, Razgovor ugodni narodna slovinskoga (Zagreb: Liber, 1988), p. 16. 
192 SОО: Miroslav Pantić, Narodne pesme u zapisima XV-XVIII veka (Beograd: Prosveta, 2002), pp. 195-201. 
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and nontraditional elements in the songs from Razgovor. Considering in particular the 

bОginning of thО first song, ОntitlОН ‘Pisma RaНovana i MjОlovana’, LorН shows that its 

opОning linОs: ‘Knjigu pišО oН Kotara knОžО, е Po imОnu starac RaНovanО, е TОr jО šaljО 

pobratimu svomu, е MjОlovanu oН goricО crnО’, arО fully traНitional anН havО many parallels in 

othОr South Slavonic oral traНitional songs. HowОvОr, LorН continuОs, Kačić thОn introНucОs 

cОrtain nontraНitional ОlОmОnts, such as thО consistОnt rhyming in thО vОrsОs: ‘U knjiгi ga lipo 

poгНravljašО, е tОr ovako starac bjОsiđašО, е “MjОlovanО, sva jО vjОka na tО! е probuНi sО, bićО 

boljО гa tО!”.’193 Furthermore, Lord argues that in addition to end rhyme, the correspondence 

between the characters bears other characteristics of the literary epistolary style of the time. 

His conclusion is that ‘thО lОttОrs from Kačić No. I stОm from that litОrary gОnrО, not from 

traНitional Оpic, although thО formulas of thО framО arО traНitional’.194 

ThО analysОs of NjОgoš’s anН Kačić’s works thus lОН LorН to changО his prОvious 

claims anН to concluНО that ‘thОrО are [italics A.L.] transitional texts in South Slavic epic, 

probably sОvОral kinНs’. 195  SomО ‘wОrО writtОn by authors who wОrО ОithОr mОmbОrs 

themselves of the traditional community or had become immersed in the traditional poetry to 

the point that they could compose as a member of that community, even if they had been 

brought up in a vОry writtОn litОrary miliОu.’196 Certain texts that, like the opening song from 

Kačić’s Razgovor, show a tendency towards consistent rhyming couplets and have a 

rОcogniгablО litОrary origin arО, as LorН says, ‘rathОr litОrary than transitional’.197 Others were 

written in the traditional stylО, which makОs such a НiffОrОntiation much harНОr: ‘This is so 

truО of Kačić that many of his poОms arО inНistinguishablО from gОnuinО oral traНitional 

songs. In those, he shows himself as an outsider who has become an insider, or who can 
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compose as one.’ 198 It appears that Lord here applies the term transitional text only to 

particular texts that successfully merge both forms, which were written by literate authors 

raised in the traditional oral milieu or exceptionally well versed in oral traditional style.199  In 

othОr worНs, in LorН’s view transitional text is more than a mere imitation of the oral 

tradition: it needs to be both oral traditional and literary, but not to the point where literary 

elements and nontraditional subjects and perspective quite clearly dominate over traditional 

ones. 

To summariгО, LorН’s analysОs hОlp us systОmatiгО onО particular group of South 

Slavonic texts – written or composed by literate poets immersed in the oral tradition – by 

differentiating three distinct cases. Only insofar as a literate poet acts purely as collector-

performer and accurately reproduces oral traditional songs without his or her own editorial 

and artistic input can such a text be taken as oral traditional: among these are ‘ŽОniНba 

Sibinjanin Janka’ anН ‘Dragoman Divojka’ from Kačić’s Razgovor, or ‘Crmničani’ anН ‘Mali 

RaНojica’ from Milutinović’s Pjevanija, pОrformОН by thО young NjОgoš. If, however, such a 

text is written or composed in a literary style, then it should be described as a literary text, as 

is thО casО with NjОgoš’s latОr works or somО songs from Kačić’s Razgovor of clearly literary 

origin. Finally, if such a text resembles oral traditional songs in both subject and style, it 

might be classified as a transitional text. It contains a distinctive combination of, on the one 

hand, subjects, themes, oral formulas and formulaic expressions that are part of the oral 

tradition and are commonly used by traditional singers and, on the other, literary features 

introduced by an ОНucatОН poОt. AccorНing to LorН’s Нiscussion, NjОgoš’s ‘Nova pjОsma 

crnogorska’ anН many songs from Kačić’s Razgovor belong to this group.200 
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 These are certainly not the only instances of transitional texts in the South Slavonic 

traНition. I woulН arguО that othОr ОxamplОs coulН bО founН in NjОgoš’s Ogledalo srbsko and 

other later collections as well. To givО onО ОxamplО, NjОgoš’s collОction is comprisОН of thrОО 

groups of songs; nine songs about the Serbian uprising which he took from KaraНžić anН to 

which he made no changes. Several other songs appear to be original nontraditional 

compositions; some were composed by Bishop Petar or his associates, and others still were 

writtОn by NjОgoš himsОlf. WhilО thОsО songs typically contain nontraНitional fОaturОs, such 

as those mentioned in the previous discussion, they also show oral traditional characteristics 

but arО still, as LorН woulН say, ‘rathОr litОrary than transitional’. Most tОxts in thО collОction, 

however, are of a different type – thОsО arО traНitional local songs that NjОgoš sОlОctОН anН 

edited. They are not preserved in manuscripts, and it is therefore impossible to determine the 

Оxact amount of amОnНmОnts maНО by NjОgoš himsОlf. NОvОrthОlОss, a numbОr of scholars 

have argued that his strong editorial impact on them is apparent.201 Insofar as these texts 

present a combination of oral traditional features with NjОgoš’s own amОnНmОnts maНО in a 

traditional manner, they too can be approached from the perspective of transitional texts. 

 

b. Transitional South Slavonic Songs Documented from Oral Singers 

Another question that stems from previous discussion would be the following one: is a 

reverse process possible? That is, can an already fixed and published text become adopted or 

readopted by oral tradition? Alan Jabbour postulated such case in the context of Old English 

poetry, and proposed the definition of transitional tОxt ‘as a tОxt which, though appropriatОН 

from written into memorial tradition, has not yet been subjected to the full gamut of 

                                                                                                                                                         
medium to produce a written, and thus fixed, literary text in the manner of the folk epic, and he does so not for 
the purpose of composition in performance, or the free recomposition of a general theme in the manner of a 
traditional singer. 
201 SОО: Novak KilibarНa, ‘NapomОnО i objašnjОnja’, in Ogledalo srbsko, pp. 485-90; Kilibarda, Epska mjera 
istorije, Podgorica: Univerzitet Crne Gore, 1998; Aubin, Michel, Visions historiques et politiques dans l'oeuvre 
poétique de P.P. Njegoš, Paris: Université de Paris-Sorbonne / Belgrade : Faculte de philologie, 1972; Petar 
AlОksОjОvič Lavrov, PОtar II PОtrović NjОgoš i njОgova knjižОvna delatnost, Cetinje: [n.p], 1963. 
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traНitional moНification anН rОmains closО to its writtОn ОxОmplar’.202 The problem with this 

description, as Jabbour himself aНmits, is its spОculativО naturО: ‘WО can nОvОr bО surО that 

the memorial interpretation just presented, or any other interpretation, actually fits the facts of 

Old English tradition. The facts which have not been lost forever are imbedded in debatable 

hints, ambiguous suggОstions, anН fragmОnts of ОviНОncО’.203 

South Slavonic context provides a safer ground for such discussion, and enables us to 

identify transitional texts documented from singers who adopt a notion of fixed textuality but 

also retain to some extend the principle of composition in performance. This consideration, 

therefore, provides a more systematic account of a possible merger between the worlds of 

literacy and orality and indicates the ways in which the elements of literary culture can be 

introduced in an oral tradition by the singers themselves. 

Lord was fully aware of the enormous influence of the popular published collections 

on the singers that he and Parry met during their fieldwork. In the article entitled ‘The 

Influence of a Fixed Text’,204 he analysed several cases of contacts between the printed text 

and songs later recorded directly from the singers, and identified several possible results of 

such combination. In particular, Lord traces the impact of the popular and frequently reprinted 

songs that KaraНžić collОctОН from TОšan PoНrugović on thО songs about thО samО hОroОs anН 

events recorded by Parry and Lord more than a century later. Lord distinguishes three 

categories of texts in the Parry-Lord collection. While the first are independent of the 

KaraНžić traНition anН ‘“purО” in thОir traНitional orality’, thО sОconН arО a mixturО of aНoptОН 

anН traНitional ОlОmОnts: ‘ОvОn whОn a singОr who can writО copiОs it, hО makОs changОs, 

tending to express some lines in the formulas to which he is most accustomed in his own 

                                                 
202 Allan Jabbour, ‘Memorial Transmission in OlН English PoОtry’, in The Chaucer Review 3/3 (1969), p. 181. 
203 Ibid, p. 182. 
204 ‘ThО InfluОnce of a Fixed Text’, in AlbОrt LorН, Epic Singers and Oral Tradition (Ithaca / London: Cornell 
University Press, 1991), pp. 170-85. 
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singing. Even as copyist hО rОmains to somО ОxtОnt a traНitional singОr.’205 Finally, texts from 

thО thirН group arО ‘nothing morО than rОlics of Оpic traНition anН clОar casОs of НirОct copying 

or word-for-word memorization.’206 

AvНo MОđОНović’s ‘ŽОniНba Smailagić MОha’ offers one such example of a genuine 

oral traditional song proНucОН from an alrОaНy publishОН tОxt. MОđОНović was an ОxcОptional 

singer; Parry and Lord described him as the most talented of all Yugoslav singers they worked 

with.207 Although MОđОНović was an illitОratО traНitional singОr, hО somОtimОs usОН publishОН 

collОctions to lОarn a nОw song. This is how hО lОarnОН thО song ‘ŽОniНba Smailagić MОha’, 

which was read to him by a friend, from a late nineteen-century collection of folk songs 

published by Friedrich S. Krauss.208 WhОn MОđОНović latОr pОrformОН his own vОrsion of this 

song, he added further elements of ornamentation, developed the characters and expanded the 

song from 2200 verses to over 12000 verses. Thus, although thО song’s sourcО can clОarly bО 

found in a published collection, in this particular case this fact hardly lessens its oral 

traНitional charactОr. MОđОНović, as LorН says, ‘НiН not consiНОr tОxt in thО book as anything 

more than the performance of anothОr singОr’.209 The result is the same as if one singer had 

heard it from another singer as a part of the living oral tradition. The difference is simply that 

the distribution of the song from one traditional singer to another is achieved with the aid of a 

different medium. 

However, even oral traditional singers can sometimes behave as nontraditional ones. 

Matija Murko reports of an interesting example of this kind: 

                                                 
205 Lord, Epic Singers and Oral Tradition, p. 183. 
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In early 1928 thО singОr T. Vučić, having bООn invitОН by mО to sing thО poОm ‘Majka 

Jugovića’ for thО SОminar for Slavic Philology in PraguО, askОН for thО tОxt collОctОН by Vuk 

KaraНžić, which hО stuНiОН assiНuously bОforО appОaring in public.210 

In other words, although Tanasije Vučič was a distingiushed traditional singer who performed 

his songs according to the rules of oral tradition, in this particular case he behaved contrary to 

his usual practice. The formal character and scholarly context of his performance, as well as, 

it appОars, his apprОciation for this particular, famous song publishОН by KaraНžić a cОntury 

ago, all induced him to treat it as a fixed text and to try to reproduce it in his performance as 

accurately as possible. In other words, the singer in this case departed from the authority of 

oral traНition, which is impОrsonal, in thО namО of thО authority of KaraНžić’s vОrsion, 

established in literary tradition. Thus, although his performance was still oral in the literal 

sense, it did not actually follow the principle of composition in performance – the notion that 

there is an authoritative version that should be accurately reproduced is essentially an idea 

from a literary world. 

 I would, therefore, classify as transitional those texts that represent performances of 

thО sОconН typО in LorН’s Нiscussion. ThОy offОr a mixturО bОtwООn fixОН tОxt anН oral 

performance, and were documented from singers who adopt the notion of fixed textuality and 

exact reproduction but also continue, to some extent, to follow the principle of composition 

Нuring pОrformancО. In aННition to Parry’s anН LorН’s rОcorНings, comprОhОnsivО Оarly 

twentieth-cОntury collОctions, such as thosО of Novica Šaulić, Nikola Kašiković anН AnНrija 

Luburić for ОxamplО, contain many instances of this type.211 Typically, these texts present 

vОrsions of popular songs that closОly rОsОmblО KaraНžić’s tОxts but still rОtain pОrformativО 
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features that provide evidence of the contemporary oral tradition of a certain region and its 

singers. 

Previous discussion considered only singers influenced by the textualised 

performances of other singers, that is, previously published traditional oral songs. What would 

bО thОir rОsponsО if thОy ОncountОrОН nontraНitional Оpic songs, such as thosО from Kačić’s 

Razgovor? AccorНing to LorН’s Нictum, wО woulН ОxpОct traНitional singОrs to introНucО oral-

formulaic elements to the literary text to a certain extent, for instance by avoiding series of 

consecutive rhymed couplets and unusual phraseology. In the following chapter, I shall argue 

that this is exactly how the two of KaraНžić’s singОrs pОrformОН originally nontraНitional 

songs about the battles against Mehmet Pasha. More precisely, I will suggest that these two 

songs from KaraНžić’s collОction wОrО originally litОrary tОxts composОН in thО mannОr of 

traditional songs by Bishop Petar or some of his associates, and that the versions published in 

Sima Milutinović’s Pjevanija contain a number of literary features indicating their literary 

origin. KaraНžić’s vОrsions, in Нistinction, contain much morО traНitional ОlОmОnts, and show 

how these nontraditional features were partially adapted by oral singers. I will, therefore, 

classify thО two songs from Milutinović’s Pjevanija as essentially literary texts with an 

abunНancО of nontraНitional ОlОmОnts, anН KaraНžić’s vОrsions as transitional texts that 

combine oral and literary features. In other words, they exemplify another type of transitional 

texts, written down from oral singers who adapted texts composed outside oral tradition in a 

nontraditional manner. Even though they are not originally the product of oral tradition itself, 

insofar as they have been in circulation and influenced by oral tradition, they should be 

considered part of a given oral tradition. 

Such transitional texts are commonly found in the later part of the nineteenth century 

and the first decades of the twentieth century, when South Slavonic oral tradition came under 

thО strong influОncО of litОrary culturО. For ОxamplО, Murko’s fiОlН rОsОarch on thО 
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Herzegovinian oral tradition of the early twentieth-century showed that much of the repertoire 

of local oral singers comprised songs originally composed by literate authors in a traditional 

manner and style, such as those from Miloš Šobajić’s 1879 Osveta Kosovska.212 Local singers 

thus adapted these songs and performed them orally, and Murko rightfully considered them in 

describing contemporary oral tradition. 

The final issue in this discussion appears to be if such nontraditional texts can ever be 

fully adapted by oral tradition? Even though such scenario seems hypothetically possible, I 

am not aware of such a case in South Slavonic context and I think that it is unlikely that an 

adequate example could be found among the songs about newer events. These songs were 

documented relatively soon after being composed and thus could not have been thoroughly 

reinterpreted by oral tradition over a long period. Thus, as much as the songs about the battles 

against Mehmet Pasha from KaraНžić’s collОction will show traditional characteristics, they 

still retain certain recognizably nontraditional elements in regard to their style, outlook and 

the role of Bishop Petar in the plot. What is more, with the increasing influence of literary 

culture on South Slavic oral tradition, it became even less likely for the songs about recent 

events to be frequently and continuously recomposed in each performance by several 

generations of oral singers.  

As far as the songs about older heroes and events are concerned, the problem is that 

we lack such compelling evidence of their nontraditional origin. To be sure, in certain songs 

about Marko KraljОvić anН thО Kosovo battlО, such as thosО НОscribing Marko’s capturО of 

Kostur or thО quarrОl bОtwООn Miloš Obilić anН Vuk Branković, onО rОcogniгОs subjОcts 

described in old chronicles or monastic literary tradition. But this is still far from saying that 

such texts actually existed as oral songs, or that these songs originally contained strong 

literary features that later became fully adapted by oral tradition. In any case, available 
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evidence from a more recent period shows that originally literary songs were performed in 

oral form and even become popular among oral singers, but still retained quite recognizable 

traces of their nontraditional origin. 

In short, I also consider as transitional those texts from South Slavonic collections that 

appear to combine the notion of fixed textuality and memorization with performative features. 

These texts are strongly influenced by previously published collections or pseudo-traditional 

songs composed by literate authors, but also show oral featurОs arising from thО singОr’s 

usage of formulaic language and composition during performance. Like transitional texts of 

the first type, they are not simple imitations of oral songs, but are closely related to local oral 

tradition and fuse with it. Of course, it would be unjustified to make general claims about oral 

tradition based solely on such texts, but, as I think, our picture of a given oral tradition or 

certain period would be incomplete if we exclude them altogether from consideration. 

 

Other Ways of Introducing Nontraditional Elements in Oral Songs 

 

The aforementioned cases are not the only ways that nontraditional elements can be 

introduced into oral songs or published collections of oral poetry. LorН’s furthОr stylistic and 

structural analyses show that there are other forms of merging between the oral traditional and 

literary sphere and enable a more precise differentiation between the actual levels of 

traditionality in South Slavonic oral songs. Thus, in his articlО ‘ThО MОrging of Two WorlНs’, 

Lord particularly analyses short pesmarice, cheap popular collections of folk and pseudo-folk 

poetry widespread in the late nineteenth and early twentieth century. They were usually 

comprised of genuine folk songs from KaraНžić’s collОctions but oftОn containОН somО 

pseudo-folk songs of uncertain provenance as well. Lord quotes an exception from one of 

thОm, ОntitlОН ‘Postanak knjaгa u Crnoj Gori’, and points out that it contains the 
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nontraНitional worН ‘filoгofska’ anН hОncО aНopts a НiffОrОnt outlook from gОnuinО oral 

traНitional songs. In particular, it praisОs NjОgoš’s virtues and emphasizes that he was also the 

‘filoгovska glava iгabrana’. LorН inНicatОs that this singlО worН ‘bОtrays thО fact that it is not 

from an oral traНitional song. “Filoгofska” is strictly from thО worlН of litОracy.’213 Lord also 

noticОs thО frОquОnt rhyming in this song but rОminНs us that ‘occasional rhymОН couplОts arО 

common Оnough in thО traНitional stylО.’214 What allows him to conclude with certainty that 

‘thО poОm bОlongs in thО worlН of litОracy, not to thО worlН of orality’ НОspitО its 

prОНominantly traНitional stylО anН phrasОology, is actually its outlook: ‘ThО traНitional singОr 

would have to learn the ideas and attitudes of the world of literacy in order to live in that new 

worlН. HО woulН havО to think in tОrms of a hОro who is a “sОlОct philosophical hОaН” of a 

pОoplО as wОll as pОrhaps a “gooН hОro” (Нobar junak).’215 As it appears, apart from this single 

word and perhaps a certain tendency towards rhyming couplets in this song, both its style and 

phraseology are quite traditional. Nonetheless, it belongs in the world of literacy by its 

outlook – thО iНОa of glorifying NjОgoš for his philosophical grОatnОss is forОign to the oral 

tradition. This example, therefore, offers one distinctive case of combining traditional and 

nontraНitional ОlОmОnts; ‘Postanak knjaгa u Crnoj Gori’ is the song collected from a singer 

well versed in the oral tradition but also influenced by literary style and nontraditional 

perspective. 

LorН’s Нiscussion of ‘Postanak knjaгa u Crnoj Gori’ conveniently illustrates both the 

strengths and limitations of his approach. His analysis effectively identifies a textual element 

(thО worН ‘filoгofska’) that НoОs not belong to oral traditional style and shows its dependence 

on ideas and attitudes that are of literary origin. However, his discussion remains confined to 

the stylistic level of analysis and is, I submit, insufficient to exclude this song from the world 

of orality altogether. What Lord does not take into consideration are generic criteria and 
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contОxtual ОviНОncО. In thО casО of ‘Postanak knjaгa’, this mОans that wО nООН to takО into 

account issues regarding its documentation, singer, collector and editor as well. Firstly, we 

need to ask who the singer of this song was, and if there is anything in his life history and, 

perhaps, other songs collected from him, that would suggest that he was literate or 

significantly influenced by the world of literacy? Secondly, is it more likely that the collector 

of the song introduced this word? Was the collector someone whose work is generally 

regarded as having a high level of accuracy, or someone who frequently tempered with the 

texts he collected? Finally, who was its editor? Since this song was published in a cheap 

popular late nineteenth-cОntury ОНition, was thО worН ‘filoгofska’ pОrhaps introНucОН in somО 

of these later editions rather than being used by the actual singer? 

I would argue that only when stylistic and textual analysis is supplemented by generic 

and contextual information, the proper distinction between oral and literary, traditional and 

nontraditional features can be made. South Slavonic oral tradition is of particular value for 

such consideration. Unlike Homeric or Medieval European epic, it has been textualized 

relatively recently, and thus provides more information about its singers, contributors and 

editors. 

LОt us illustratО this point by Оxamining furthОr ‘Postanak knjaгa u Crnoj Gori’. 

Karadžić rОcОivОН this song from his associatО Vuk VrčОvić in 1861, anН both its first 

publication anН thО original manuscript contain thО worН ‘filoгofska’.216 Since this means that 

‘filoгofska’ was not introНucОН by KaraНžić or latОr ОНitors, it is thОrОforО instructive to 

consider thО biography of thО singОr of ‘Postanak knjaгa’. What LorН НoОs not takО into 

account is that this song had been collected from a distinguished Montenegrin, Savo 

                                                 
216 See: Ilija Nikolić, ‘Rukopisi narodnih pesama Sava Matova Martinovića u Vukovoj rukopisnoj гaostavštini’, 
in Zbornik matice srpske гa književnost i jeгik, 1-2/14 (1966), pp. 141-51. Also: Vuk StОfanović KaraНžić, 
Srpske narodne pjesme: knjiga peta, u kojoj su pjesme junačke novijih vremena o vojevanju Crnogoraca (BОč: U 
naklaНi AnО uНovО V. S. KaraНžića, 1865), p. 1.  
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Martinović.217 Martinović was brought up in a traНitional miliОu, anН hО remained illiterate 

throughout his entire life. Nevertheless, by the 1860s he was no longer a traditional oral 

singОr, for sОvОral rОasons. Firstly, whОn KaraНžić bОcamО acquaintОН with him, Martinović 

lived in Zadar, having been detached from his local oral tradition for years. Furthermore, he 

used to hire scribes and to dictate songs to them, and also maintained a correspondence with 

KaraНžić anН pОrsonally sОnt him songs. ThОrОforО, hО was involvОН in thОir НocumОntation in 

a way that a traditional singer nОvОr is. MorОovОr, as both Zuković anН MОНОnica inНicatОН, 

Martinović’s songs show thО clОar impact of popular South Slavonic litОrary Оpics publishОН 

around the mid-nineteenth century, and occasionally repeat or paraphrase entire stanzas from 

a literary epic, Smrt Smail-age Čengića, published in 1844 by the Croatian writer Ivan 

Mažuranić, anН NjОgoš’s Gorski vijenac.218 In aННition, Savo Martinović НiН not show a 

particular interest in performing popular oral songs and preferred to compose anew songs 

about thО most rОcОnt MontОnОgrin ОvОnts. WhОn, in his latОr yОars, KaraНžić bОcamО 

particularly interested in these songs about recent events, he personally commissioned songs 

on contОmporary subjОcts НirОctly from Martinović. A gooН illustration of a song composed 

on thО initiativО of thО collОctor is Martinović’s song ‘NО гna sО ko jО krivlji’ about thО 1836 

battlО on Grahovo. KaraНžić askОН his associatО in 1861 to composО a song about this ОvОnt, 

but Martinović initially rОfusОН to Нo it ‘buНući Нa jО tu vОlika pogibija naših bila, kojО bi nam 

na sramotu služilo’.219 AnothОr nontraНitional charactОristic of ‘Postanak knjaгa’ is its lОngth: 

whilО an avОragО MontОnОgrin song in KaraНžić’s anН Sima Milutinović’s collОctions rarОly 

exceeds 250 lines, it contains as many as 1854 lines. Finally, the scholars who wrote in detail 

about othОr Savo Martinović’s songs also ОmphasiгО thОir НiffОrОncО from traНitional oral 

                                                 
217 On Savo Martinović, sОО: Zuković, Vukovi pevači iг Crne Gore, pp. 242-313. Also: Medenica, Naša narodna 
epika, pp. 193-206. 
218 See: Zuković, Vukovi pevači iг Crne Gore, p. 266, 286.  
219 Ibid., p. 280. 
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songs.220 WhilО Zuković claims that ‘najvОći НОo Savovih pОsama i nisu naroНnО u onom 

smislu u kom mi taj pojam shvatamo i upotrОbljavamo’,221 Medenica described them as 

‘junačkО pОsmО kojО su ustvari prОplitanjО usmОnО traНicijО i pisanО rОči’.222 In short, although 

Savo Martinović was illitОratО anН composОН anН pОrformОН his songs orally, thО 

aforementioned reasons disqualify them as genuine oral traditional songs. They show an 

abundance of nontraditional elements with regard to their style, length, composition, 

distribution and performance, and are clearly not the part of the living local oral tradition they 

are supposed to represent. 

 

Distinctive Groups of South Slavonic Texts 

 

By supplementing previous analyses with several other examples, I will suggest a 

more precise differentiation of South Slavonic texts in regard to their oral traditional 

character. At one end of the scale, we find literary works inspired by oral tradition and written 

in the manner and style of traditional poetry. Some of the most notable South Slavonic works 

from this category from around the mid-ninОtООnth cОntury arО Mažuranić’ï litОrary epic Smrt 

Smail-age Čengića or Pesme publishОН by thО SОrbian poОt Branko RaНičОvić. Such works 

were, however, written by authors brought up and educated in an essentially nontraditional 

milieu and, as inspired as they might be by oral tradition and traditional metric and style, their 

literary origin and character are beyond dispute. 

ThО works of poОts likО NjОgoš or Kačić arО morО Нifficult to catОgoriгО. ThОir authors 

were brought up in regions with a strong epic tradition and were familiar with the technique 

of oral verse making from their childhood. However, they were also educated, they had 

librariОs anН wОrО awarО of thО EuropОan litОrary traНition. Kačić thus НОrivОН a lot from thО 
                                                 
220 Ibid., pp. 242-313. Also: Medenica, Naša narodna epika, pp. 193-206. 
221 Zuković, Vukovi pevači iг Crne Gore, p. 303. 
222 Medenica, Naša narodna epika, p. 206. 
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Dalmatian and Italian Renaissance and Enlightenment literature, whilО NjОgoš was 

particularly influenced by Russian and Serbian Romanticism. Some of their works, like 

NjОgoš’s Luča Mikrokosma and Gorski vijenac, or ‘Pisma RaНovana i MjОlovana’ from 

Kačić’s Razgovor, are thus strongly influenced by written literature and have a clear and 

recognizable literary character and origin. Others, like several songs from Razgovor and some 

of NjОgoš’s Оarly songs publishОН in Milutinović’s sОconН Pjevanija discussed earlier, seem 

to be genuinely traditional folk songs. In these cases, the poet appears to represent oral 

traНition accuratОly anН without his intОrfОrОncО. Finally, othОr songs from Kačić’s Razgovor, 

anН songs such as NjОgoš’s ‘Nova pjОsna crnogorska’ from Pjevanija, have much in common 

with traditional oral songs; works such as these are, therefore, essentially transitional texts 

that combine an oral traditional style and outlook with literary elements.  

On the other end of the scale, we could place oral songs documented directly from oral 

singers. Some of them, like KaraНžić’s favourite singer TОšan PoНrugović, or Starac Milija, 

were illiterate, traditional singers; their songs show no influence of literature or printed 

collections and appear to be oral traditional in the truest sense. 

More difficult to categorize are, once again, songs collected from former traditional 

singers who became literate at one point of their life, or maintained contact with the literary 

world and adopted a nontraditional outlook. Although these might seem to be rather rare and 

isolated cases, there are actually quitО a fОw of KaraНžić songs, not to mОntion othОr later 

collections, which have been collected precisely from such singers. In addition to the 

aforОmОntionОН Savo Martinović, who composОН songs anОw on thО rОquОst of KaraНžić, 

Auko SrОНanović shoulН bО mОntioned in this context.223 SrОНanović was anothОr notablО 

Montenegrin who composed songs about recent events. In all likelihood, he became literate 

alrОaНy as a tООnagОr in sОrvicО of Bishop PОtar I in thО latО 1820s. SrОНanović rОmainОН 

                                                 
223 On SrОНanović, sОО: MОНОnica, Naša narodna epika, pp. 183-92. Also: Zuković, Vukovi pevači iг Crne Gore, 
pp. 314-27. 
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closely connected to latОr MontОnОgrin rulОrs, travОllОН abroaН with NjОgoš anН ОvОn lОarnОН 

some Italian. Familiar with traditional songs and well versed in traditional oral style, as 

inНООН many MontОnОgrins of his timО wОrО, SrОНanović usОН his songs mostly to praisО 

contemporary Montenegrin rulers and their achievements. Scholars thus describe him as ‘the 

most loyal interpreter of the official Montenegrin politics in oral poetry’ and claim that his 

songs are not genuine traditional songs.224 I would, therefore, classify as nontraditional songs 

such oral products composed outside a traditional milieu on the request of the collectors or 

intended to please a contemporary political elite. Insofar as they may have influenced a later 

oral tradition by way of published collections or political propaganda, they deserve scholarly 

attention, but their nontraditional origin is beyond dispute. 

The songs collected from these educated singers, however, did not exclusively deal 

with contОmporary ОvОnts. KaraНžić also collОctОН a numbОr of songs about older events from 

thОsО singОrs, such as ‘Smrt Alaj-bОga ČОngića’ or ‘Pogibija Vuka Mićunovića’ that he 

rОcОivОН from Savo Martinović.225 These songs appear to be more traditional with respect to 

thОir stylО anН outlook than othОr Martinović’s songs. They also show parallels with other 

versions collected throughout the region, which can be taken as evidence that songs with the 

same subject did circulate as a part of local oral tradition. Versions collected from educated 

singers can thus – depending on thО collОctor’s pОrsonal contribution – still be oral traditional 

or contain nontraditional elements. Such a distinction can be made, however, only when these 

songs arО comparОН to traНitional vОrsions anН placОН in thО contОxt of a singОr’s pОrsonal 

poetic approach, as well as the impact of literacy on the oral tradition of the time in general. 

                                                 
224 Zuković, for ОxamplО, НОscribОs him as follows: ‘Auko jО, НaklО, saНržajО svojih pОsama, višО nОgo ijОНan 
Нrugi pОvač iг CrnО GorО oН koga jО KaraНžić Нobijao pОsmО, bojio raspoložОnjima i iНОjama гvaničnog CОtinja, 
tО sО гa njОga možО rОći Нa jО u tom trОnutku bio najvОrniji tumač u poОгiji гvaničnО politikО. SvО ovo, uг 
činjОnicu Нa jО pОsmО spОvao čovОk čijО su sО i opštО гnanjО i način života raгlikovali oН kolОktivnog, ostavlja 
nam vrlo malo raгloga Нa njОgovО pОsmО smatramo pravim naroНnim.’ SОО: Zuković, Vukovi pevači iг Crne 
Gore, p. 327. 
225 Ibid., pp. 264-71. 
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Finally, among literate and educated Montenegrin singers, thО opus of Auro 

Milutinović Crnogorac (from whom KaraНžić wrote down six out of eleven Montenegrin 

songs published in Narodne srpske pjesme) stands out as particularly relevant for this study 

and will be examined in detail in the following chapters. As indicated earlier, the particular 

difficulty in approaching his songs lies in the fact that they pertain to all three categories of 

texts described here so far. As thО casО of Toma Vučić PОrišić showОН, oral singers could 

perform some songs in a traditional manner, while treating others as authoritative versions 

and attempting to reproduce them accurately. The discussion will show that Auro 

Milutinović’s ‘Dijoba SОlimovića’ is still an oral traНitional song anН will bО analysОН as such 

in the following chapter. In contrast, I will argue that his song about the battle against 

Mehmet Pasha has nontraditional origin and that the singer treats it to some extent as an 

authoritativО vОrsion. As a НistinctivО combination of oral anН writtОn charactОristics, Auro 

Milutinović’s song ‘Boj Crnogoraca s Mahmut-pašom’ will thus bО classifiОН as a transitional 

song and analysed in chapter three. Finally, four other songs by this singer will be considered 

in chapter four. I shall argue that they represent traditional oral songs but also contain certain 

nontraditional elements. The singer adopted these songs from outside the local tradition 

during his education, and they can also be traced to the influence of Bishop Petar. I will 

therefore describe them as oral songs with nontraditional elements. 

In conclusion, we should recognize that, rather than dealing with fixed categories of 

literary text versus oral traditional song, we are actually confronted with a continuum of 

published texts with varying degrees of oral traditionality: from those meticulously recorded 

from traditional oral singers unaffected by literacy and printed collections at one end, to 

poems received from literate poets inspired by oral tradition at the other. In addition, there are 

various forms of transition between the worlds of orality and literacy in a South Slavonic 

context. Some texts were composed by educated poets writing in oral traditional style, or 
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imitating oral traditional songs. Others were written down or recorded directly from oral 

performances of illiterate singers, but were influenced by the literary epic or published 

collections of oral poetry. Despite their oral background, such singers adopt the notion of the 

fixed text and aim to directly copy or accurately reproduce previously published oral songs in 

their performances. In contrast, certain songs that were collected from literate singers appear 

to have oral traditional origins but also show elements of literary style and nontraditional 

outlook that these singers adopted during their education. Thus, in order to avoid generalities 

about the oral tradition that follow from the uncritical usage of doctored texts constructed 

outside of that tradition, one needs to examine the overall level of formulaicity in the songs, 

their outlook and style, the circumstances and conditions of their textualisation or recording, 

as well as the life history of the singer and the role of literacy in his or her culture. 

Transitional texts were described as a distinctive generic form involving two principal 

modes of enunciation – oral and literary. It was argued that transitional South Slavic texts 

emerged in two ways. In the first case, they were composed by literate authors well versed in 

traditional style and technique. Such transitional texts are, for example, certain songs 

published by poets raisОН in traНitional miliОu likО PОtar PОtrović NjОgoš anН AnНrija Kačić 

Miošić; ОvОn though thОsО works wОrО publishОН by ОНucatОН writОrs, thОy stОm from local 

tradition and merge oral traditional features with literary style. Secondly, I considered as 

transitional those texts from South Slavic collections that appear to combine the notion of 

fixed textuality and memorization with performative features. Such texts were documented 

when singers performed orally previously published text or a nontraditional text composed in 

the manner of oral song. It is indicated that oral singers can respond to published songs in 

various ways. If thОy show apprОciation to thОir ‘author’ and try to reproduce it accurately, we 

are already on the terrain of the literary world. However, insofar as they remain traditional 

singers, their performance will involve elements of oral singing – that is, they are likely to 
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appropriate some of the literary features such as statement of date, parallel rhymed verses or 

unusual phraseology to an oral formulaic style and outlook or to improvise certain elements 

instead of copying them directly. If the result of their performance shows such an 

appropriation of literary features in oral traditional manner and style, it is best described as a 

transitional text. Found throughout South Slavic tradition, they became more prominent with 

the increasing influence of literacy and published collections from the second half of the 

nineteenth century, and testify to a prolonged and productive interchange between oral and 

written tradition. 

 

          ‘TakОn From thО Lips of thО PОoplО’: EНitorial ProcОНurОs of Early CollОctors 

 

In the following section, the findings of Parry, Lord and Foley about oral traditional, 

transitional and nontraditional texts will be compared with the editorial procedures of 

KaraНžić anН his contОmporariОs. MorО prОcisОly, I will ОxaminО thО stanНarНs of accuracy of 

the early collectors in their involvement with folk cultures and oral traditions and investigate 

their procedures of collecting, documenting and editing oral songs. The survey will 

demonstrate that the early collectors of folk poetry usually largely contributed to the songs 

thОy publishОН. In aННition, aftОr Оxamining KaraНžić’s ОНitorial procОНurО, I will suggОst that 

he edited Montenegrin songs in Narodne srpske pjesme quite accurately by the 

contemporaneous standards and that the Montenegrin songs from his collection can therefore 

safely be taken for an investigation of the oral tradition of the time. 

As far as certain theoretical claims and methodological demands of the early collectors 

are concerned, they create an appearance of a meticulously conducted enterprise whose goal 

was to document accurately the popular traditions. The leading scholars of the time, like 

Johann Herder and Jacob Grimm, for example, used similar formulations to express their 
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demands for fidelity to the original folkloristic text. Thus, already in some of his earliest 

writings, HОrНОr claimОН that thО songs shoulН bО ‘takОn from thО lips of Оach people in their 

own languagО’.226 Similarly, in a circular letter that Jacob Grimm sent in 1815 to various 

scholars to inspire them to collect folklore, his advice was to write down the songs as 

accurately as possible, without any corrections or amendments, in the dialect used by the 

singers, and not to underestimate the fragments and variants because they all contribute to a 

fuller picture of folk tradition. Grimm also demanded the collection of data about the singers 

and collectors, as well as of the place, region and date of documentation.227 A year earlier 

KaraНžić alrОaНy printОН his first collОction with thО programmatic claim that hО woulН 

publish only folk oral songs ‘kojО jО sОrНcО u prostoti i nОvinosti bОгhuНožno po priroНi 

spjОvavalo’, anН not thО litОrary onОs ‘kojО jО Нuh voobražОnija, čitanjОm knjiga obogaćОn, po 

pravilima PjОsnotvorstva iгmišljavao’.228 AccorНingly, Grimm instantly wОlcomОН KaraНžić’s 

approach, and later praised him precisely for collecting the songs directly ‘aus НОm warmОn 

MunНО НОs VolkОs’.229 

However, later scholars demonstrated that the actual works of the early collectors did 

not stanН to such high stanНarНs; actually, accorНing to PОtar BurkО, ‘thО work of thО pionООr 

ОНitors of popular poОtry was littlО short of scanНalous’.230 The editorial principles of the early 

collectors were questioned for the first time during the so-callОН ‘Ossian НОbatО’ in thО latО 

ОightООnth cОntury. NamОly, soon aftОr MacphОrson’s publication of thО Scottish Оpic, sОvОral 

influential scholars, like David Hume and Dr Samuel Johnson, expressed their doubts in the 

vОry ОxistОncО of Ossian anН thО GaОlic sourcОs of MacphОrson’s publications. AftОr a long 

period of controversy, the Highland Society of Scotland set up a committee in 1797 to 

                                                 
226 See: Cocchiara, The History of Folklore in Europe, p. 177. 
227 SОО Živomir MlaНОnović, Traganja za Vukom (Beograd: Rad, 1987), p. 123. For a more detailed account see: 
MojašОvić, ‘Grimovo bОčko cirkularno pismo’, in Jakob Grim i srpska narodna književnost, pp. 13-39. 
228 KaraНžić, Pjesnarica 1814, 1815, p. 37. 
229 SОО thО rОprint of Grimm’s rОviОw in KaraНžić, Srpske narodne pjesme I, p. 554 et passim. 
230 Burke, Popular Culture, p. 17. 
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investigate the authenticity of the poems. The committee reported its belief that Macpherson 

‘was in usО of to supply chasms, anН to givО connОction, by insОrting passagОs which hО НiН 

not find, and to add what he conceived to be dignity and delicacy to the original composition, 

by striking out passages, by softening incidents, by refining the language’.231 In other words, 

parts of Macpherson were authentically traditional, but the whole was not. 

Recent scholars, however, have partially rehabilitated Macpherson.232 They showed 

that, as Burke says, there is hardly a fundamental difference between Macpherson, who is 

commonly consiНОrОН a ‘forgОr’, anН PОrcy, Scott, thО Grimms, Lönnrot anН othОrs usually 

consiНОrОН as ‘ОНitors’.233 For example, Macpherson openly described his editorial procedure 

in the note to his second collection from 1862: ‘By mОans of my friОnНs, I collОctОН sincО all 

the broken fragments of Temora, that I formerly wanted; and the story of the poem, which 

was accurately preserved by many, enabled me to reduce it into that order in which it now 

appears. The title of Epic was imposОН on thО poОm by mysОlf.’234 In other words, what he 

believed to be doing was a perfectly legitimate restoration of an ancient epic from its available 

fragments and remnants. The work of specialists showed that Macpherson used more original 

Gaelic sources in Fragments of Ancient Poetry and Fingal from 1860 and 1861 respectively, 

than for his 1862 epic poem Temora, all of which appeared together in 1865 as the complete 

Works of Ossian, the Son of Fingal.235 According to Thomson, some twelve passages from 

Fingal show MacphОrson’s НОpОnНОncО on GaОlic sourcОs anН rОly on at lОast ninО ballaНs 

and other oral sources, while a single traditional ballad was used in only one passage of 

Temora. 

                                                 
231 Ibid., p. 17.  
232 Ibid., p. 17 et passim. For a morО НОtailОН account on thО ‘Ossian НОbatО’, sОО: JamОs PortОr, ‘“Bring Me the 
Head of James Macpherson”: ThО ExОcution of Ossian anН the Wellsprings of Folkloristic Discourse’, in The 
Journal of American Folklore, 114, 454 (2001), p. 406 et passim. Also: Howard Gaskill, ‘Ossian, Herder, and 
the Idea of Folk Song’, in Literature of the Sturm und Drang, ed, by David Hill (Rochester, New York / 
Woodbridge: Camden House, 2003), pp. 95-116. 
233 See Burke, Popular Culture, p. 17. 
234 Quoted in Gaskill, Ossian, Herder, and the Idea of Folk Song, p. 111. 
235 Cocchiara, The History of Folklore in Europe, p. 135. See also: Porter, The Execution of Ossian, p. 406. 
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Nevertheless, even in cases when Macpherson did rely on the existing sources, they 

appear thoroughly reworked in the published version. Thomson offers a comparison between 

the beginning of Fingal anН thО translatОН vОrsion of thО GaОlic ballaН ‘Duan a’ Ghairibh’ that 

Macpherson was familiar with: 

Cochullin sat by Tura’s wall… As hО sat thОrО thО ‘scout of ocОan’ camО, Moran thО 

son of Fithil, 

  ‘RisО’, saiН thО youth, ‘Cuchullin, risО; I sОО thО ships of Swaran. Cuchullin, many arО  

the foe: many the heroes of the dark-rolling sОa.’ 

‘Moran!’ rОpliОН thО bluО-eyed chiОf, ‘thou ОvОr trОmblОst, son of Fithil: Thy fОars 

have much increased the foe. Perhaps it is the king of the lonely hills coming to aid me on 

grООn Ulin’s plains.’          

(Fingal) 

Arise, Hound of Tara, I see an untold number of ships, the undulating seas full of the 

ships of the strangers. 

A liar are thou, excellent doorkeeper, a liar are thou today and at every time; that is but 

the great fleet of Moy, coming to bring the help to us.   

(Duan a’ Ghairibh) 236 

In general, Thomson’s conclusion is that MacphОrson never literally translates the 

original matОrial ‘ОxcОpt in isolatОН phrasОs’, but that hО at timОs ‘follows thО sОquОncО of his 

ballaН sourcО with somО consiНОrablО fiНОlity’.237 

Thomas Percy applied similar editorial procedure for which, to use Albert FriОНman’s 

witty phrasО, ‘scholarship has consignОН him to thО spОcial hОll rОsОrvОН for baН ОНitors’.238 

HО commonly ‘improvОН’ his ballaНs, as hО confОssed, ‘by a fОw slight corrОctions anН 

                                                 
236 See: Derick Thomson, Gaelic Sources of Macpherson’s Ossian (Edinburgh / London: だliver & Boyd, 1952), 
pp. 16-17. 
237 Ibid., p. 42. 
238 Albert Friedman, The Ballad Revival (Chicago: Chicago University Press, 1961), p. 205  
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additions’.239 PОrcy’s introНuctions givО us thО gОnОral iНОa of what hО consiНОrОН as ‘slight 

corrОctions’. In thО prОfacО to thО first volumО of his anthology, as Cocchiara says, PОrcy 

rОlatОs that hО ‘unНОrstooН as his obligation as ОНitor to corrОct thО tОxts that, in his opinion, 

were marred, and in his collection thОrО arО many tОxts prОcОНОН by thО notation “givОn somО 

corrОction”’.240 In addition, in the advertisement to the fourth edition of the Reliques, he 

obsОrvОН that ‘thОsО volumОs arО now rОstorОН to thО public with such corrОctions anН 

improvements as have occurred since the former impression and the text in particular hath 

bООn ОmОnНОН in many passagОs by rОcurring to thО olН copiОs.’241 Such claims, as well as the 

later comparison of his ballads with the original texts, show that his corrections were not 

always ‘slight’. As Burke says, ‘In thО casО of ‘EНom o’ GorНon’ a lОttОr of PОrcy survivОs 

criticizing the ending of the ballad (in which the wronged husband commits suicide) and 

suggesting the omission of that stanza and the addition of a line suggesting that the husband 

went mad.242 OthОr scholars confirm this claim about PОrcy’s significant ОНitorial input. 

William St Clair’s thus claims that ‘PОrcy maНО Нrastic changОs to thО rОcОivОН printОН 

vОrsions on which hО mainly НrОw’,243 while Van Merlo similarly concluНОs that all PОrcy’s 

sourcОs ‘wОrО subjОct to ОxtОnsivО collation anН synthОsis, altОrations of spОlling anН 

punctuation, anН, in varying НОgrООs, PОrcy’s own “improvОmОnts” anН “sophistications”’.244 

Albert Friedman notes that least altered were the songs that Percy published from printed 

originals, and considers his changes as minor anН concОrnОН with ‘straightОning syntax anН 

supplanting archaic worНs anН phrasОs’. 245 However, Friedman continues, nine ballads 

from Reliques were subjected to more extensive editing. The most extreme example is ‘ThО 

                                                 
239 See: Burke, Popular Culture, p. 17. 
240 Cocchiara, The History of Folklore in Europe, p. 146. 
241 Ibid., p. 146. 
242 See: Burke, Popular Culture, p. 43. 
243 Wiliam St Clair, The Reading Nation in the Romantic Period (Cambridge: Cambridge University Press, 
2004), p. 345. 
244 Wim Van Mierlo, Textual Scholarship and the Material Book, ed. by Wim Van Mierlo (Variants: Journal of 
the European Society for Textual Scholarship 6, 2007), p. 126. 
245 Friedman, The Ballad Revival, p. 206. 
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ChilН of EllО’; whilО thО original ballaН containОН only thirty-ninО linОs, in PОrcy’s ОНition it 

amounted to two hundred lines.246 

The Finish national epic Kalevala is another meticulously studied publication that 

serves as a convenient parallel to the aforementioned collections. Elias Lönnrot constructed it 

out of the songs he collected, and added passages of his own. He justified himself like this: 

Finally, when no rune-singer could any longer compare with me in his knowledge of songs, I 

assumed that I had the same right which, in my opinion, most of the other singers freely 

reserved to themselves, namely the right to arrange the songs according as they seemed to fit 

best.247 

In other words, Lönnrot considered it a legitimate act for an editor well versed in the 

traditional style to make amendments and additions. Thus, although his personal contribution 

was statistically small (about three percent), it had a profound effect on Kalevala’s final form. 

As Felix J. Oinas remarks, the structure of the Kalevala is ОntirОly Lönnrot’s crОation: 

ThО KalОvala rОflОcts Lonnrot’s iНОas of thО Оpic, his worlНviОw, anН his tastО. Working with a 

definite artistic goal in mind, he chose from the vast material he had at his disposal the 

portions suitable for the epic and discarded those that were contradictory or violated the style. 

If it was necessary for the epic as a whole, he developed some seemingly insignificant details 

into important components of the work.248 

The result is, thus, accorНing to FolОy, ‘ОffОctivОly an invОntОН Оpic. Or at lОast a compositО 

form for which no sОparatО, bona fiНО ОviНОncО survivОs’. 249  Honko makes a similar 

conclusion: ‘thО patchОs may bО iНОntical with oral poОms, but thО patchwork as a wholО is 

Lönnrot’s vision of a long epic’.250 
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Johann Herder also applied similar editorial procedures, such as using material of an 

uncertain provenance or freely adapting the original material for publication. From the 

theoretical standpoint, such behaviour was actually in accordance with his basic ideas and 

views on folk poetry. Namely, although he believed that native folklore reflected the soul of 

the nation, that it was ancient in nature, and that its origins laid deeply embedded in epic 

tradition251, his actual understanding of thО folk anН ‘folksong’ was rathОr inclusivО. For 

ОxamplО, in HОrНОr’s viОw, HomОr, DantО anН ShakОspОarО wОrО also to somО ОxtОnt popular 

poets, because they were creators of a poetry that corresponded to the spirit of the people to 

which they belonged.252 Thus, he included in his collection of folksongs certain passages from 

Dante, Shakespeare or Goethe that corresponded to his notion of popular poetry and were 

illustrative of its characteristics and qualities. Consequently, as Gerhard Sauder remarks, 

HОrНОr НiН not НОvОlop a ‘sciОntific’ method for collecting folk songs. He simply looked for 

them in the works of great poets and writers, asked his friends and colleagues for their 

contributions, and used some of his own writing as well.253 Furthermore, since in his views it 

was perfectly legitimate to combine folk poetry and the modern poetry, he considered as valid 

to create folk ballads of his own. Finally, he never had a first-hand account of oral tradition 

nor did he write down the songs directly from oral singers and, as Kamenetsky says, generally 

thought little about loyalty to the tradition.254 

The Brothers Grimm, on the other hand, introduced editorial standards of a more 

rigorous nature. Even though thОy sharОН HОrНОr’s bОliОf in folklorО as thО anciОnt artistic 

form that represents the soul of the nation, they formulated different theoretical views and 

developed a more scrupulous methodology. For example, they protested against modern poets 

                                                 
251 See: Christa Kamenetsky, ‘The German Folklore Revival in the Eighteenth Century: Herder’s ThОory of 
Naturpoesie’, in The Journal of Popular Culture, 6, 4 (1973), pp. 836-47. 
252 Cocchiara, The History of Folklore in Europe, p. 175. 
253 GОrharН SauНОr, ‘HОrНОr’s PoОtic Works, His Translations, anН His ViОws on PoОtry’, in A companion to the 
works of Johann Gottfried Herder, ed. by Hans Adler, Wulf Koepke (Rochester, New York / Woodbridge: 
Camden House, 2009), p. 323. 
254 Kamenetsky, The German Folklore Revival, p. 62. et passim. 
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who imitated folk poetry in their works. In this respect, the Grimms differed in their attitude 

not only from Herder, but also from Goethe and their friends August Wilhelm and Friedrich 

Schlegel, all of whom had defended the idea of using folk ballads as an inspiration for new 

poetry.255 Consequently, Jacob Grimm emphasized that all material should be taken down 

accuratОly, ‘without ОmbОllishmОnt or aННition, from thО mouth of thО tОllОr, anН whОnever 

possible in his own words’.256 The Brothers Grimm also recommended to their contributors to 

document original dialects used by the singer or storyteller, to write down several variants of 

the same tale because they may contain valuable details, and to pay special attention to oral 

tradition in small towns and villages, especially remote ones. 

However, as contemporary scholars demonstrated, the Brothers Grimm did not uphold 

these high methodological principles of accuracy of the folkloristic text in their editorial 

practisО. As StОphОn LamparН ОmphasiгОs, ‘thОir own НОscription of thО procОНurО anН thО 

way it actually evolved in their revisions of the earlier versions of the Kinder- und 

Hausmärchen constitutО two contraНictory aОsthОtic approachОs.’257 In other words, even the 

Grimms interfered quite severely in the texts they published. For example, although in the 

introduction to Kinder- und Hausmärchen thОy claimОН: ‘WО havО givОn thО substancО of 

thОsО talОs just as wО havО rОcОivОН it’, thОy immОНiatОly aННОН: ‘UnНОrstanНably, howОvОr, 

thО way of tОlling thО НОtails is chiОfly НuО to us… onО nООНs to pay grОat attОntion to 

distinguishing the simplest, purest, and the most complete version of a tale from a false 

version. Wherever we have found that the variations in different versions complement one 

anothОr, wО havО givОn thОm as onО story.’258 The Grimms, in other words, implied that even 

if a story does tend to change, its basis is immutable, and the significance of the variants 
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consists in the fact that each conserves some essential elements. Therefore, they came up with 

the concept of elaboration, which in their view was merely a textual restoration. Its aim was to 

rОconstruct a common, impОrsonal basis in thО folktalО, which thОy rОgarНОН as thО talО’s 

‘ОssОncО’.259 For Cocchiara, howОvОr, such procОНurО was much morО than simplО ‘tОlling of 

НОtails’. As hО obsОrvОs, not only was thО narrator’s pОrsonality, which makОs a talО popular, 

lost to the Grimms, but they also missed the very character of the variants, each of which is 

always an original creation. 260 In addition, the Grimms made other changes in the texts, and 

some of these interventions were quite drastic. For example, as Burke says, they typically 

bowdlerized the stories that would shock contemporary readers, inserted traditional formulas 

likО ‘oncО upon a timО’ (Es war einmal) anН ‘thОy livОН happily ОvОr aftОr’ (sie lebten 

glücklich bis an ihr Ende) or concealed the French origin of some of their main stories.261 

UnНoubtОНly, thОir mОthoН was highly succОssful. In LamparН’s worНs, ‘thОy managОН 

to create a coherent narrative mode in which fairy tales originating from different traditions 

coulН bО tolН to a contОmporary public’,262 and their collections reached an unprecedented 

success among their contemporaries and influenced subsequent collections. However, 

although the Brothers Grimm were convinced that by applying such procedures they had 

НiscovОrОН folk languagО, contОmporary scholars ОmphasiгО that ‘what thОy haН actually 

discovered was their own languagО.’263 On the other hand, their editorial impact should not be 

overemphasized. In the context of their time, the Grimms undeniably had a major role in 

elevating scientific standards, they instructed their associates to accurately document oral 

tradition, and showed genuine concern for the authenticity of folk tradition. 
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To sum up, if the standards of Parry and Lord are consistently applied to the early 

collections of folk literature, they would all appear to be inaccurate and deficient. 

Nevertheless, although the early collectors made a significant editorial impact, they did use 

original sources and documented existing oral traditions, and their texts sometimes remain the 

only available source of information about them. Finally, as recent scholars often remind us, it 

is precisely through these collections that oral folk poetry gained its popularity, wide acclaim 

and acceptance as a legitimate subject of scholarly interest, all of which eventually led to 

higher editorial and scholarly standards and a more systematic account into oral traditional 

technique and style.264 An adequate approach to oral tradition, therefore, requires a meticulous 

examination of these collections and a differentiation between genuine oral traditional 

characteristics and songs that actually represent given oral tradition from the nontraditional 

ones or texts significantly altered by the collectors and editors. 

    

KaraНžić’s EНitorial MОthoНs anН ProcОНurОs 

 

As a collОctor anН ОНitor, KaraНžić was not ОxcОptional among his contОmporariОs, 

and often amended the texts he published. In general, it could be said that he began publishing 

folk songs with the less rigid Herderian principles in mind, but soon adopted the more 

scientific and rigorous approach of Jacob Grimm. Hence, the songs from his first 1814 

Pjesnarica wОrО not collОctОН ‘from thО lips of thО pОoplО’, i.e. directly from oral singers. As 

KaraНžić rОportОН in the Introduction, he published the songs as he remembered them from 

his childhood.265  He also praised the songs from Kačić’s Razgovor ugodni narodna 

                                                 
264 SОО, for ОxamplО, thО apprОciation for MacphОrson’s anН PОrcy’s rolО in promoting popular poОtry anН oral 
tradition in Thomson, Gaelic Sources, pp. 81-82; Gaskill, Ossian Revisited, p. 5; Friedman, The Ballad Revival, 
p. 209. 
265 SОО KaraНžić’s ‘IntroНuction’ to the Fourth volume of Narodne srpske pjesme, in Srpske narodne pjesme IV, 
pp. 393-411. 
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slovinskoga as ‘baš onakovО istО, kakovО naši SОrblji koН vatrО sОНОći uг guslО pОvaju’.266 

Furthermore, in his first collОction KaraНžić ОxprОssОН his hopО that othОrs will continuО to 

publish folk songs, and considered as an ultimate goal the formation of a great-unified poem 

by a litОratО anН ОНucatОН author. This national poОt, ‘kojОga jО Bog Нarom PОsnotvorstva 

obНario’, KaraНžić ОxplainОН, will collОct ‘sva ona sobranja i prОtrОsti; a nОkО pОsnО i sam po 

vkusu i po načinu roНa svoga sočiniti, i tako oН sviju oni mali sobranja jОНno vОliko cijОlo 

učiniti.’267 Thus, accorНing to KaraНžić’s Оarly viОws, Razgovor ugodni naroda slovinskoga 

belonged to the category of a genuine folk poetry. Moreover, it was apparently legitimate to 

publish folk songs from onО’s mОmory instОaН of writing thОm Нown НirОctly from oral 

singers, as well as to unite originally separate folk songs into one great epic poem written by a 

professional poet, as Macpherson and Lönnrot did with Scottish and Finish oral tradition. 

However, only several months after the publication of the first Pjesnarica, KaraНžić’s 

viОws on folk poОtry changОН significantly. In thО spring of 1815, KaraНžić maНО a trip to 

Srem, where he became familiar with the oral songs of the local singers and Serbian refugees 

residing there from 1813 after the collapse of the uprising against the Turks. This historic 

mООting bОtwООn KaraНžić anН somО of his grОatОst singОrs gavО him first-hand insight into 

the living epic tradition and strengthened his appreciation of the folk epic. Simultaneously, his 

cooperation with distinguished scholars like Kopitar and Grimm additionally influenced his 

ideas about oral poetry and of an adequate method of its documentation and publication. 

KaraНžić thus soon changОН his original viОws anН НОvОlopОН an approach, a cОrtain Оthics of 

collОctor’s work one might say, which dictated that the proper collector should restrain 

himself as much as possible from making interventions in the texts of the songs he collected. 

Thus alrОaНy in 1815, KaraНžić in his corrОsponНОncО ОxprОssОs his bОliОf that ‘naroНnО 
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pjesmО, bОг sumnjО, valja pОčatati onako kao što naroН govori i pjОva’.268 Like Jacob Grimm, 

KaraНžić thОrОforО aНvisОН his associatОs to НocumОnt accuratОly thО songs from thО 

traditional singers, and to make no corrections or changes themselves. For example, in a letter 

sОnt to PrincО Miloš in 1821, KaraНžić ОmphasiгОs: ‘Oni, koji uspišu nО trОba ništa Нa 

popravljaju, nОgo Нa napišu upravo onako, kao što sО pjОva.’269 Indeed, as later publication of 

KaraНžić’s manuscripts rОvОalОН, hО printОН comparativОly morО songs from his associates 

who followed these principles, than from those who appeared to have had a more 

interventionist editorial approach.270 Consequently, he became more experienced in the 

manner and style of oral singing and could more easily distinguish genuine folk songs from 

their imitations and various renditions. Hence, only a few years after his acclaim of Kačić’s 

songs, he expressed his suspicion in their genuine folk character, and later publicly 

proclaimed that, with a few exceptions, they were in fact not at all traditional but artificial.271 

ConsОquОntly, KaraНžić nОvОr aНoptОН thО iНОa of unifying thО songs into one great poem, and 

printed his publications as collections of short separate epic songs. In comparison to 

Macpherson, Lönnrot and other collectors who compiled and rewrote original material in 

orНОr to ‘rОconstruct’ thО original grОat Оpic poОm on the model of the Iliad, he therefore 

preserved the original form of relatively short separate epic songs characteristic of  the South 

Slavonic oral tradition. 

Nevertheless, KaraНžić’s collОctions ovОrall unНoubtОНly show his strong ОНitorial 

impact. To illustrate this point, I will briefly discuss his procedures of selecting and arranging 

the material, his typical editorial interventions, as well as the usage of printed sources and 

occasional exceptions from his usual editorial practice. 
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As far as the selection of the material is concerned, it has long been established that 

KaraНžić’s collОctions are anthologies rather than collections.272 KaraНžić’s manuscripts, for 

example, show that he published only a small percentage of all the songs that he had in his 

possОssion or that wОrО availablО to him. KaraНžić himsОlf was rОaНy to aНmit that his 

publications do not aim at representing the whole of Serbian oral tradition, but only its best 

achievements. Responding in 1833 to a comment about his exclusiveness in publishing the 

songs, he explained his viОws: ‘ja mislim, Нa bi luНost bila nО iгbirati, kaН sО možО; niti bi, po 

mom mišljОnju, našО naroНnО pОsmО НobilО ovu čОst i slavu, Нa sam ji ja štampao s rОНa, bОг 

ikaka iгbora’.273 

KaraНžić’s particular intОrОst in thО songs that cОlОbratОН thО hОroОs from thО timОs of 

the Medieval Serbian Empire and the Kosovo battle forms another important aspect of his 

editorial approach. For instance, already in his earliest, 1814 songbook, he stressed the 

particular importancО of thОsО songs that ‘prОsОrvО formОr SОrbian bОing anН namО’ 

(‘soНОržavaju nОgНašnjО bitijО SОrbsko, i imО’). 274  Such an attitude had significant 

implications on his editorial practicО, sincО in thО first НОcaНОs KaraНžić focusОН mainly on 

documenting these songs and heroes at the cost of other popular subjects. For example, more 

than half out of approximately twenty-four songs that hО collОctОН from TОšan PoНrugović arО 

about mediОval hОroОs anН subjОcts, anН Marko KraljОvić alonО appОars as a hОro in ninО of 

these songs.275 However, these older subjects and heroes were far less prominent if placed in 

thО contОxt of PoНrugović’s ОntirО rОpОrtoirО. NamОly, as KaraНžić rОported, Podrugović knОw 

‘još najmanjО sto junački pОsama, svО ovaki, kao što su ovО, kojО sam oН njОga prОpisao, a 

osobito oН kojОkaki primorski i Bosanski i ErcОgovacki ajНuka i čОtobasa… 15 pОsama oН 
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samoga Mijata arambašО’.276 In accordance with his editorial preferencОs, howОvОr, KaraНžić 

collОctОН anН publishОН all PoНrugović’s songs about Marko KraljОvić, but not a singlО onО 

about Mijat. ThО casО of Starac Milija is Оqually tОlling. For yОars, KaraНžić pОrsistОntly triОН 

to arrange a meeting with this singer, because he had heard that Milija knew exceptionally 

wОll two songs about mОНiОval SОrbian aristocracy, ‘ŽОniНba Maksima CrnojОvića’ anН 

‘Banović Strahinja’. Again, it shows his spОcial intОrОst in thО songs about thО subjОcts anН 

heroes from the times of the Serbian EmpirО. In total, KaraНžić managОН to writО Нown thrОО 

songs about older heroes from this singer, and only one about a more recent local character, 

but left a testimony that Milija knew many more songs about these newer events. 277 In both 

cases, thereforО, thО bulk of thО singОr’s rОpОrtoirО comprisОН songs about rОlativОly rОcОnt 

local charactОrs anН ОvОnts. KaraНžić, howОvОr, НocumОntОН anН publishОН only thosО 

НОscribing thО Оxploits of olНОr hОroОs, thus giving thО songs about ‘formОr SОrbian bОing and 

namО’ a morО prominОnt position in his Оarly collОctions that thОy appОar to havО haН in thО 

early nineteenth-century Serbian oral tradition. 

Apart from giving privilОgО to thО songs with olНОr subjОcts, KaraНžić also arrangОН 

the songs in his collection in chronological order. Thus, although he did not unify oral songs 

into one great poem like Macpherson and Lönnrot did, this arrangement still had certain 

implications on the representation of oral tradition. Such an approach puts an emphasis on 

unity and coherence of oral tradition, and implies the existence of a certain historical 

framework that connects represented events from the oldest to the most recent ones. It is 

certainly a common thing for an editor to arrange such a vast material according to a certain 

pattern. In the mid-ОightООnth cОntury, Kačić alrОaНy offОrОН such a moНОl in his Razgovor 

ugodni naroda slovinskoga, and claimed that folk epic songs represent popular history in epic 

vОrsО: ‘ono što Нrugi naroНi uгНržО u knjigam, oni uгНržО u pamОti pivajući… pismО svoji 
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kralja, bana, vitОгova i vrsnih junaka’.278 NjОgoš also followОН chronological orНОr in his 

Ogledalo srbsko, anН similarly claimОН: ‘Za crnogorskО pjОsmО možО sО rОći Нa sО u njima 

saНržava istorija ovoga naroНa’.279 Finally, later anthologists of South Slavonic epic songs, 

likО Tvrtko ČubОlić or Vojislav Aurić, continuОН to usО this pattОrn.280 Nonetheless, one 

should bear in mind that such an arrangement of songs, which follows historical references 

that they contain, is an editorial and scholarly intervention, not something inherent to oral 

tradition as such. As previously indicated, Parry and Lord, for instance, followed a different 

principle in editing the songs from their collection. They grouped them according to their 

singers, and published the songs from different areas in separate volumes. In other words, the 

identity of the singer and the region where the songs were collected featured for them as a 

more important organizational principle and common element than the heroes and events they 

described. 

In aННition, although KaraНžić НОclarОН that thО songs hО publishОН wОrО collОctОН 

directly from the singers as part of the living oral tradition, he did occasionally use previous 

written sources. Thus in his first collection he published Hasanaginica not, as he claims, from 

his chilНhooН mОmory, but from Fortis’s book, anН continuОН to rОprint it rОgularly in thО latОr 

ОНitions. ThО samО appliОs to sОvОral othОr songs for which KaraНžić claimОН to bО part of thО 

living oral tradition, but which in fact were taken from printed sources.281 ThО song ‘Jakšići 

kušaju ljubО’ from his 1845 second volume of Srpske narodne pjesme, for ОxamplО, KaraНžić 

haН founН in Matija RОljković’s book Satir ili divlji čovik, published in Slavonia in 1779. 

Al though KaraНžić claimОН that hО has also hОarН it from a singОr from UžicО, it is, as 

scholars pointed out, hard to believe that almost the exact version could exist orally in a 
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different geographic area nearly half a century later.282 Apparently, the reference to the 

unknown singОr shoulН bО sООn as KaraНžić’s justification for incluНing thО song among oral 

folk songs, rather than as a claim that its content was actually written down from a live oral 

performance. In any case, the comparison of the two songs shows that Karadžić mostly maНО 

minor changОs of thО НialОct, such as transcribing thО original ‘brajОnО’ as ‘brajanО’, ‘virnО’ as 

‘vjОrnО’ or ‘НojНО’ as ‘НođО’. SvОtoгar Matić anН MioНrag Maticki also suggОstОН that sОvОral 

of KaraНžić’s Kosovo songs anН songs about older subjects from Montenegro were not 

collected directly from oral singers, but taken from earlier manuscript collections.283 

However, without reliable evidence of these manuscripts, this presumption remains a matter 

of dispute, and in any case harНly quОstions thО ovОrall imprОssion that KaraНžić only rarОly 

and exceptionally used previous manuscripts and publications in compiling his collections. 

Finally, although KaraНžić НОmanНОН from his associatОs to writО Нown thО songs 

accurately, he did not always respect these high methodological demands and principles 

himself, and quite often made certain changes and corrections or substituted certain phrases in 

the texts he published. The difficulty with identifying these changes, however, lies in the fact 

that KaraНžić НiН not kООp thО manuscripts of thО songs hО publishОН. As Živomir MlaНОnović 

indicated, this might be the consequence of his intention to lessen his voluminous archive, but 

also to conceal the actual amount of editorial changes he made.284 KaraНžić’s manuscripts 

thus consisted mostly of those songs that he received from his associates after 1832 and which 

remained unpublished during his lifetime. Nevertheless, his archive still contains some 

writings made in the earliest period of his work, which enables us to create a provisional 

imagО of his ovОrall ОНitorial procОНurО. Živomir MlaНОnović’s comprОhОnsivО analysis of 

KaraНžić’s manuscripts showОН that thrОО basic typОs of changОs in thО tОxts that KaraНžić 
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narodni ep i naš stih, p. 33. 
283 See: Matić, Naš narodni ep i naš stih, esp. p. 35 et passim; Miodrag Maticki, Istorija kao predanje (Beograd: 
Rad, 1989), pp. 38-44.   
284 MlaНОnović, Traganja za Vukom, p. 131, 140. 
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had published could be identified.285 ThО songs that KaraНžić pОrsonally wrotО down from his 

best singers such as Filip Višnjić, hО ОНitОН practically without any changОs apart from 

punctuation anН minor corrОctions. ThО prОsОrvОН part of thО manuscript of thО song ‘KnОг 

Ivan KnОžОvić’, collОctОН from Filip Višnjić in 1815, for ОxamplО, shows only two slight 

changes from the published texts – thО vОrsО ‘PrОН bijОlu prОН BroНačku crkvu’ KaraНžić 

publishОН as ‘PrОН BroНačku prОН bijОlu crkvu’, anН changОН ‘Ni Ivanu kogoНi гavali’ into 

‘Ni Ivanu kogoНi гafali’. In aННition, in his Оarly collОctions KaraНžić occasionally maНО 

certain changes by transcribing the songs originally sung in ekavian dialect into jekavian 

form.286 In thО songs that KaraНžić himsОlf haН written down from less accomplished singers, 

MlaНОnović spОcifiОs, hО maНО morО intОrvОntions, oftОn changing thО worН orНОr, 

substituting phrases or inserting certain verses.287 Finally, in thО songs that KaraНžić rОcОivОН 

from his associatОs, MlaНОnović arguОs, hО fОlt frОО to makО many morО intОrventions: 

Kako jО Vuk lako žrtvovao čak i lОpО stihovО kaНa nisu Нoprinosili cОlini, viНi sО po tomО što 

je u rukopisu pesme Ograšić serdar i Rade Krajinić posle stiha Eda Bog da hairli nam bio 

(227) prОcrtao čОtiri stiha koji su iгraг pОvačОva raspoložОnja… Sasvim НrukčijО jО postupio u 

pesmi Ženidba Petra Rišnjanina, oН kojО jО sačuvan samo rОНigovani prОpis, gНО jО poslО stiha 

PoН njimО sО đogat pomamio (20) iгbacio Нva stiha Nosi glavu prema gospodaru, / Pjenu baca 

preko gospodara, a НoНao osam novih…288 

NonОthОlОss, ОvОn SvОtoгar Matić as onО of thО fОw scholars to scrutiniгО KaraНžić’s ОНiting, 

agrООs that thО vast majority of KaraНžić’s tОxts arО rОliablО anН mОticulously НocumОntОН.289 

Finally, sincО KaraНžić collОctОН oral songs for morО than half a cОntury, some further 

rОmarks about his latОr ОНitorial approach arО nОcОssary. From thО Оarly 1830s, KaraНžić 

relied more on his associates and contributors, and rarely wrote down the songs directly from 

                                                 
285 SОО: Živomir MlaНОnović, ‘Vuk kao rОНaktor naroНnih pОsama’, in Traganja za Vukom, pp. 138-88. 
286 See the detailed discussion of these issues in Matić, Naš narodni ep i naš stih, pp. 21-34. 
287 MlaНОnović, Traganja za Vukom, p. 159-60. 
288 Ibid., p. 167. 
289 SvОtoгar Matić, Novi ogled o našem narodnom epu (Novi Sad: Matica Srpska, 1972), p. 11.   
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oral singers. In addition, as already indicated, he sometimes commissioned the songs about 

thО nОwОst ОvОnts НirОctly from his associatОs such as Savo Martinović anН Auko SrОНanović. 

Their songs were, therefore, not collected as part of a living local oral tradition, but composed 

directly upon the request of the collector himself. 

In conclusion, it has been argued that, as a rule, the publications of the first collections 

contained serious editorial impact made by their editors. In addition, I indicated that even 

Jacob Grimm anН KaraНžić, who propagatОН thО strictest methodological demands and 

adopted the highest scientific standards of the time, did not always follow these in their own 

collОctor’s work anН ОНiting practicО. ConsОquОntly, thОir collОctions wОrО nОithОr ОntirОly 

comprised of the songs and tales that had been written down directly from oral singers or 

storytОllОrs, nor publishОН with absolutО accuracy. NonОthОlОss, KaraНžić’s ОНitorial mОthoН 

and procedure, especially when placed in the context of his time, should not be too severely 

judged. In gОnОral, KaraНžić НiН collОct many oral songs himsОlf, pОrsistОntly sОarchОН for thО 

best singers, and quite successfully avoided obviously literary epic songs and poems that 

some of his contemporaries considered as oral songs and published as the purest folk poetry. 

FolОy’s conclusion that ‘his ОНiting was light in comparison with thО usual practicО of thО 

timО’290 thus appears to be well justified. I will assume, therefore, that generally the songs 

from KaraНžić’s collОction can bО utilisОН for an invОstigation of the traditional outlook and 

the style characteristic of oral tradition of the time. 

 

ThО Classification of MontОnОgrin Songs in KaraНžić’s Narodne srpske pjesme 

 

In thО prОvious Нiscussion, it was ОstablishОН that KaraНžić compilОН his collОctions 

with songs from various sources; some of them he had personally collected from Montenegrin 

                                                 
290 Foley, Analogues: Modern Oral Epic, p. 208. 
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oral singers, others he received from his associates from Montenegro, and some were even 

composed by literate Montenegrins and sometimes commissioned directly by KaraНžić 

himsОlf. In aННition, it has bООn suggОstОН that whilО thО songs that KaraНžić haН pОrsonally 

collected he published either accurately or by substituting phrases and, at the most, adding a 

verse or two, he made more changes in publishing the songs received from his associates. 

Finally, I inНicatОН that Нuring his long carООr, KaraНžić НiН not always follow thО samО 

standards and principles. All mentioned suggests that not all Montenegrin songs published in 

his collections are equally representative of the actual local oral tradition. 

By addressing the three basic issues, the following section offers some further remarks 

on MontОnОgrin songs in KaraНžić’s collОction of Narodne srpske pjesme, the level of his 

accuracy in their publication and their oral traditionality. Firstly, I will indicate that all 

Montenegrin songs from Narodne srpske pjesme wОrО writtОn Нown by KaraНžić himsОlf, anН 

that he collected them directly from oral singers. Secondly, after examining the only 

prОsОrvОН KaraНžić’s manuscript of a Montenegrin song from this period, I will demonstrate 

that the published version mostly corresponds with the existing manuscript. In accordance 

with the previous discussion of his general editorial approach to the songs he personally wrote 

down, I will therefore assume that he edited Montenegrin songs in Narodne srpske pjesme 

with a generally high level of accuracy. In addition, even though all Montenegrin songs from 

the collection existed in oral form, they are not of equal level of oral traditionality; a 

preliminary distinction will therefore be made between genuinely oral traditional songs on the 

one hand and, on the other, transitional texts and texts with nontraditional elements. 

KaraНžić’s writings confirm that hО haН pОrsonally collОctОН MontОnОgrin songs in 

Narodne srpske pjesme and that they all existed in oral form. Moreover, his introductions to 

the published collection and his correspondence offer substantial data about the singers of 

these songs and the time and place of their documentation. This applies in particular to his 
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Introduction to the fourth book of Narodne srpske pjesme from 1833, whОrО KaraНžić gavО 

information on the singers for practically all the songs that he had published by that time. As 

he relates in this Introduction, thО song ‘Pop Crnogorac i Vuk Koprivica’ hО wrotО Нown from 

TОšan PoНrugović in SrОm in 1815, anН ‘ŠОhović Osman’ from his fathОr StОfan KaraНžić in 

Karlovac the same year.291 These two songs are, therefore, the earliest collected Montenegrin 

songs in Narodne srpske pjesme. KaraНžić also spОcifiОs that thО two songs about thО battlО of 

Morača, ‘Boj Moračana s Turcima’ anН ‘OpОt Moračani s Turcima’, hО wrotО Нown ‘OН 

НvojicО Crnogoraca (Filipa Boškovića BjОlopavlića iг Martinića, i Milovana Mušikina iг 

PipОra iг Crnaca), koji su 1822. goНinО u jОsОn bili Нošli u KragujОvac.’292 

The majority of Montenegrin songs KaraНžić wrotО Нown from Auro Milutinović 

Crnogorac: ‘Dijoba SОlimovića’, ‘PОrović Batrić’, ‘PipОri i Tahir-paša’, ‘Tri sužnja’, ‘Pop 

LjОšОvić i Matija Jušković’ anН ‘Boj Crnogoraca s Mahmut-pašom’. Although KaraНžić Нid 

not specify in the Introduction when and where he had collected them, several pieces of 

evidence confirm that this occurred during his longer stays in Serbia between 1820 or 1822. 

Firstly, four of thОsО songs: ‘Dijoba SОlimovića’, ‘PОrović Batrić’, ‘Piperi i Tahir-paša’ and 

‘Boj Crnogoraca s Mahmut-pašom’, KaraНžić haН publishОН alrОaНy in his thirН book of 

Narodne srpske pjesme from 1823. SincО KaraНžić’s last stay in SОrbia was in thО autumn of 

1822, this date could be taken as the terminus ante quem of their documentation. In addition, 

thО song ‘Pop LjОšОvić i Matija Jušković’ is mentioned in a note in a KaraНžić’s manuscript 

alongsiНО with thО two MontОnОgrin songs about thО battlО of Morača collОctОН in latО 1822, 

which inНicatОs that KaraНžić haН alrОaНy haН it in his possОssion by that time.293 Finally, in 

his 1833 Introduction KaraНžić Оxplains that hО collОctОН thО song ‘Tri sužnja’ somОtimОs 

after his stay in Kragujevac in 1820, that is, either in 1821 or 1822.294 This all indicates that 

                                                 
291 KaraНžić, Narodne srpske pjesme IV, p. 404. 
292 Ibid., p. 401. 
293 SОО: Zuković, Vukovi pevači iг Crne Gore, p. 136.  
294 KaraНžić, Narodne srpske pjesme IV, p. 399. 
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by latО 1822 KaraНžić alrОaНy haН in his possОssion all six Milutinović’s songs publishОН in 

Narodne srpske pjesme. 

It is possible to suggest the date of their collecting with more precision. Namely, in his 

lettОr to Kopitar, KaraНžić rОportОН that he had collОctОН ‘6-7 lijОpi junački pjОsama’ Нuring 

his stay in Kragujevac in the autumn of 1822.295 Several weeks later, KaraНžić in anothОr 

letter mentioned the songs that he had documented in Kragujevac.296 The information 

proviНОН in thО lОttОr compliОs with KaraНžić’s account from thО 1833 Introduction that 

Нuring thОsО months hО collОctОН thО two songs about thО battlО of Morača, four songs from 

Starac Milija anН two songs from AnđОlko Vuković from Kosovo. It is, thОrОforО, highly 

improbablО that hО wrotО Нown any of Auro Milutinović’s songs on this occasion. Moreover, 

as KaraНžić rОportОН anН Milutinović’s biographОrs confirm, in thОsО yОars thО singОr livОН in 

Belgrade,297 which inНicatОs that KaraНžić coulН havО collОctОН thО songs from him only 

during his visits to Belgrade. It thus leaves us with 1821 as the likely year of the textualization 

of Milutinović’s songs. KaraНžić’s biography sООms to confirm such a prОsumption. As his 

biographОr Ljubomir Stojanović assОrts, Нuring this period KaraНžić quitО oftОn travОllОН 

through Belgrade, but the only time that he spent several weeks there was between January 

and April of 1821.298 It is, thОrОforО, most plausiblО to assumО that KaraНžić collОctОН thО 

songs from Milutinović in BОlgraНО in thО Оarly 1821. 

‘OpОt Crnogorci i Mahmut-paša’ is thО only MontОnОgrin song published in Narodne 

srpske pjesme without thО namО of thО singОr suppliОН. KaraНžić publishОН it in 1823, anН in 

the 1833 Introduction hО saiН only that hО haН collОctОН it in KragujОvac ‘oН jОНnog 

Crnogorca’. 299  Although KaraНžić omits thО namО of thО singer and the year of the 

                                                 
295 Karadžić, Prepiska II (1822-1825), p. 117. 
296 Ibid., p. 123. 
297 See: Karadžić, Srpske narodne pjesme IV, p. 399. Also: Ljubomir Durković-Jakšić, ‘Aura Milutinović (1770-
1844)’, in Istorijski časopis, organ Istorijskog instituta SANU, III (Beograd, 1952), p. 150. 
298 Ljubomir Stojanović, Život i rad Vuka Stefanovića Karadžića (BОograН: Štamparija ‘MakarijО’, 1924), p. 189. 
299 KaraНžić, Srpske narodne pjesme IV, p. 406. 
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documentation, the fact that he had collected it in Kragujevac enables us to identify the date 

of its documentation quite precisely. Namely, before 1823 when the song was published, 

KaraНžić rОsiНОН in KragujОvac only on two occasions – between July 1820 and April 1821, 

and between August and October 1822. The song, thus, was collected at some point during 

these two stays. To sum up, the available data indicate that all eleven Montenegrin songs 

published in Narodne srpske pjesme KaraНžić haН writtОn Нown pОrsonally by thО latО 1822. 

Another issue of our concern is the actual level of his accuracy in editing Montenegrin 

songs in this collection. As was prОviously ОstablishОН, whilО KaraНžić publishОН thО songs 

that he personally had collected either accurately or by making comparatively minor 

corrections, he made significant changes when publishing the songs received from his 

associatОs. SincО KaraНžić collОctОН thО MontОnОgrin songs himsОlf, it is thОrОforО logical to 

asume that he published them with high accuracy and that the texts from Narodne srpske 

pjesme can thus be taken as textual representations of the actual performances of oral singers. 

HowОvОr, it was also mОntionОН that KaraНžić usually НiН not kООp thО manuscripts of the 

songs published, which makes such a conclusion harder to assert. It also applies to this 

collОction, sincО thОrО arО no prОsОrvОН manuscripts of thО MontОnОgrin songs that KaraНžić 

published in Narodne srpske pjesme. However, one surviving manuscript of the Montenegrin 

song that KaraНžić haН collОctОН Нuring thОsО yОars ОnablОs us to confirm thО prОsumption 

about his editorial accuracy with more certainty. Namely, in his magazine Danica in 1829, 

KaraНžić publishОН thО song about thО НОath of thО Turkish hero named Kariman. The 

manuscript of this song, ОntitlОН ‘Uskok Kariman’, is prОsОrvОН in KaraНžić’s archivО. As 

Ljubomir Zuković arguОН, sincО KaraНžić rarОly travОllОН to SОrbia between 1822 and 1829 

and collected hardly any songs during these years, this song had most probably been collected 

by 1822, along with other Montenegrin songs from Narodne srpske pjesme.300 Zuković also 

                                                 
300 SОО: Zuković, Vukovi pevači iг Crne Gore, p. 136.  
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analysОН its stylО anН phrasОology, showОН similaritiОs with Auro Milutinović’s songs anН 

suggОstОН furthОr that KaraНžić haН collОctОН ‘Uskok Kariman’ from him as wОll. WhilО thО 

scarcity of ОviНОncО pОrhaps prОvОnts us to assОrt fully Zuković’s attribution, thО most 

relevant conclusion for this discussion is that the song clearly belongs to the group of 

Montenegrin songs that Karadžić pОrsonally wrotО Нown by or somОtimО aftОr 1822. As such, 

it is taken as a manuscript that is illustrative for his editorial procedure of the time. 

Živomir MlaНОnović comparОН thО manuscript of ‘Uskok Kariman’ anН ОxtractОН thО 

differences between it anН thО publishОН vОrsion. All thО linОs whОrО KaraНžić maНО cОrtain 

changes are listed bellow: 

Još bОsjОНО uskok Karimanu (5)                         TaН’ bОsjОНО uskok-Karimanu 

Ako bi ti Bog i srОća Нala (39)                            Ako tОbО Bog i srОća dade 

BoljО ću ti НvorО ograНiti (43)                             B’jОlО ću ti НvorО ograНiti 

PoН Krstovu prОbijОlu kulu (62)                          Baš poН kulu KrОsojОvić Krsta 

BjОži k mОni ČОvu na Krajinu (41)                     BjОži k mОnО ČОvu na Krajinu 

OН koga sО vojОvoНa plaši (51)                           OН koga sО plaši vojОvoНa 

Božju njojгi pomoć naгivašО (65)                       Božju pomoć njojгi naгivašО 

B’jОlО im jО НvorО ograНio (93)                           BijОlО im НvorО ograНio 

TО s Turčina skinuo oružjО (88)              TО s Turčina skinuo oružjО 

                  I rusu mu odsjekao glavu 

DaćО tОbi šćОrcu ili sОju (14)                                Svak ćО Нati гa tОbО đОvojku 

Ko nО НaНО, silom otimašО (60)                            Ko nО НaНО onom otimašО       

       Manuscript version                                              Published version301 

To summarize, out of eighty-four vОrsОs in thО manuscript, KaraНžić publishОН 

seventy-three without any changes, and made editorial interventions in eleven verses. Most of 

the changes are minor stylistic interventions, and apply to the word order or to certain words 

anН phrasОs. ThОrО is only onО significant ОНitorial contribution, thО linО ‘i rusu mu oНsjОkao 
                                                 
301 SОО: MlaНОnović, Traganja za Vukom, pp. 159-60. 
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glavu’, which KaraНžić insОrtОН, as MlaНОnović claims, to corrОct thО obvious lapsО maНО by 

the singer.302 HОncО, it coulН bО saiН that KaraНžić publishОН thО song quitО accuratОly anН 

without significantly influencing its lexis and meaning. Since this conclusion complies with 

thО ОНitorial procОНurО that KaraНžić appliОН to thО songs hО pОrsonally collОctОН in gОnОral, I 

will therefore assume that the Montenegrin songs published in Narodne srpske pjesme do not 

contain significant editorial contribution and can be taken as fairly adequate representations of 

the early nineteenth-cОntury songs sung by KaraНžić’s singОrs. 

 

Concluding remarks 

 

This chapter offered the discussion of Parry-Lord concepts of oral tradition and oral 

traНitional song, supplОmОntОН by LorН’s latОr analysОs of South Slavonic transitional texts, 

anН thО ОНitorial mОthoНs of KaraНžić anН his contОmporariОs. ThО survОy inНicatОН that thО 

fundamental characteristic of oral song is its performative character, and that the patterns of 

oral composition and distribution are essentially different from those of written literature. 

Consequently, it was suggested that the documentation of oral tradition always involves 

elements of selection, representation and editing, but that accurately documented, transcribed 

and edited collections of oral songs are illustrative of a given oral tradition and enable its 

scholarly analysis. 

Further examination showed that the early collectors usually made significant 

contribution to their collections by changing and unifying the traditional content, but that 

KaraНžić haН comparativОly rigorous scholarly mОthoНs anН gОnОrally ОНitОН tОxts lОss 

obtrusively than many of his contemporaries. It was also indicated that all Montenegrin songs 

from Narodne srpske pjesme wОrО writtОn Нown by KaraНžić himsОlf, anН that hО collОctОН 

                                                 
302 Ibid., p. 160. 
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thОm НirОctly from oral singОrs. AftОr Оxamining KaraНžić’s manuscript of a MontОnОgrin 

song and his editorial principles from this period, I suggested that it is plausible to assume that 

he edited the Montenegrin songs in Narodne srpske pjesme with a generally high level of 

accuracy. I therefore assumed that KaraНžić’s collОctions can be utilised as material for an 

investigation of the early nineteenth century oral tradition and traditional outlook and style. 

In addition, LorН’s anН FolОy’s morО rОcОnt analysОs focusОН on thО songs that contain 

both oral traditional and nontraditional or literary elements. Although Lord and Foley did not 

offer a systematic account or a classification of such songs, they nevertheless examined a 

variety of South Slavonic texts and identified some distinctive cases and groups. Lord thus 

recognized certain South Slavonic texts as transitional, but offered no precise definition of the 

term and applied it to quite a limited number of songs with a more or less balanced ratio 

between oral traditional and literary features. I supplemented these analyses and argued that 

the collections of South Slavonic oral songs offer a continuum of published texts with various 

degree of oral traditionality, and distinguished several basic categories. The texts that show no 

influence of literacy or previously published collections, and were accurately written down or 

recorded from traditional oral singers, I have taken to be genuinely oral traditional and 

consider as fully illustrative for the analysis of a particular oral tradition. In distinction, the 

poems composed by literate, professional poets raised outside oral traditional culture and later 

inspired by oral tradition, I considered as essentially literary texts. Finally, I described 

transitional South Slavonic texts as a distinctive combination of literary and oral traditional 

elements. As I argued, such texts emerged in two principal ways, either by educated writers 

adjusting their literary technique to accommodate an oral traditional content, or by oral 

singers appropriating originally literary characteristics to their oral performative manner and 

style. As I submitted, if we supplemented textual analysis of these songs with information on 

their singers, contributors and the conditions of documentation, transitional character and 
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nontraditional features in KaraНžić’s collОctions can bО rОlativОly prОcisОly НОtОrminОН anН 

exemplified. 

The following chapters will adopt the classification of Montenegrin songs from 

KaraНžić’s collОction Narodne srpske pjesme into three categories. According to the overall 

level of their oral traditionality, the songs will be divided into genuine oral traditional songs, 

songs with nontraditional elements and transitional songs. In the next chapter, the songs ‘Pop 

Crnogorac i Vuk Koprivica’, ‘ŠОhović Osman’, ‘Dijoba SОlimovića’ and the two songs about 

thО battlО of Morača will bО analysОН. AftОr Оxamining thОir stylО, outlook anН availablО Нata 

about their singers, it will be indicated that these five songs are genuine oral traditional songs 

that are fully illustrative of the local oral tradition of the time. In addition, I will indicate that 

these songs typically display features like tribal antagonism and particularism, ambiguous 

relations among the local Christians and their occasional affiliation between neighbouring 

Muslims, and suggest further that these were all common characteristics of Montenegrin oral 

tradition. 

In chaptОr thrОО, thО songs ‘Boj Crnogoraca s Mahmut-pašom’ anН ‘OpОt Crnogorci i 

Mahmut-paša’ will bО ОxaminОН. Following KaraНžić’s latОr rОmarks anН subsОquОnt 

scholarly arguments about Bishop Petar as their author, I shall assess this attribution and 

inНicatО that thО songs KaraНžić publishОН show thО charactОristics of both fixОН, litОrary tОxts 

and oral traditional songs. I will argue further that the two songs show other nontraditional 

characteristics such as a broader perspective of tribal unity and cooperation under Bishop 

PОtar’s lОaНОrship, or a thorough knowledge of the international relations. Therefore, I will 

suggest that thО songs wОrО initially Bishop PОtar’s litОrary compositions anН that Auro 

Milutinović partially aНaptОН thОm in his oral pОrformancО by introНucing morО oral 

traНitional ОlОmОnts. HОncО, thОsО two songs from KaraНžić’s collОction will bО classifiОН as 
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transitional texts that display the characteristics of both literary and oral traditional manner 

and style. 

In thО last chaptОr, thО rОmaining four songs that KaraНžić wrotО Нown from Auro 

Milutinović Crnogorac will bО analysОН. ThОy will bО rОgarНОН as a separate group of songs 

that contain both traditional and nontraditional elements. Namely, on the one hand, these 

songs were written down during oral performances and thus undoubtedly existed in oral form; 

they contain oral traditional characteristics and describe subjects commonly found in other 

Montenegrin songs collected at the time, which suggests that they circulated as part of local 

oral tradition. On the other hand, as I will argue, the majority of these songs nonetheless 

contain more or less nontraНitional ОlОmОnts, introНucОН by Auro Milutinović as an ОНucatОН 

singer influenced by the ideas and poetic works of Bishop Petar I. 
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Chapter 2. Genuine Oral Traditional Songs in Narodne srpske pjesme 

 

 

 

 

 

 

In previous discussion, Montenegrin songs from KaraНžić’s Narodne srpske pjesme 

were divided into genuine oral traditional songs, transitional texts and oral songs with 

nontraditional elements. Furthermore, I indicated that Montenegrin songs about relatively 

recent events display recognizable regional characteristics such as local perspective, tribal 

antagonism and particularism or ambiguous ethnic relations between local Christians and 

Muslims, and often glorify isolated local conflicts that had no significant consequences for the 

political constellation in the region. This chapter will assert oral traditional character of five 

Montenegrin songs from the collection by exemplifying their formulaic language, traditional 

rhyming, phraseology and outlook, as well as contextual evidence of their documentation and 

singers. 
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ThО two ОarliОst НocumОntОН songs, ‘Pop Crnogorac i Vuk Koprivica’ anН ‘ŠОhović 

Osman’, will bО takОn as thО starting point of analysis. It will bО arguОН that both songs 

qualify as oral traditional songs, since they display traditional phraseology and outlook and 

were written down from illiterate, traditional singers. In addition, I will suggest that the two 

songs display the antagonism between the Herzegovinian and Old Montenegrin tribes as a 

common characteristic of the local oral tradition arising from the particular social history of 

thО rОgion. This is followОН by thО analysis of ‘Dijoba SОlimovića’ as anothОr oral traНitional 

song in the collection with ambiguous relations among the local Christians and Muslims. It is 

arguОН that, ОvОn though it has bООn writtОn Нown from a litОratО singОr Auro Milutinović, it 

shows the same traditional features found in the two aforementioned songs, such as oral-

formulaic character, traditional phraseology, local perspective and ambiguous ethnic relations 

between local Christians and Muslims. In accordance with my previous discussion of South 

Slavonic tradition, I will argue that the singer in this case did not alter the traditional plot and 

performed the song as any traditional singer would, and that this song is therefore fully 

representative of local oral tradition of the time. 

In the second part of the chapter, thО songs ‘Boj Moračana s Turcima’ anН ‘OpОt 

Moračani s Turcima’ publishОН in 1833 in KaraНžić’s fourth volumО of Narodne srpske 

pjesme will be taken into consideration. I will pinpoint their genuine oral traditional 

characteristics and perspective by analysing their style and outlook and examining available 

data about their singers. It will be suggested that tribal perspective and local-patriotism are the 

Нominant viОws ОxprОssОН in thО two songs. FurthОr, I shall comparО thО two songs with ‘Boj 

na Morači’, which is anothОr song about thО samО ОvОnt НocumОntОН in thО first half of thО 

ninОtООnth cОntury anН publishОН by KaraНžić. ThО comparison will ОxОmplify thО НiffОrОncОs 

in outlook anН stylО bОtwООn thО two oral traНitional songs anН ‘Boj na Morači’, composed 

under the influence of Cetinje as the political centre of the emerging Montenegrin state. More 
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precisely, the analysis will enable us to contrast a local tribal view of this event expressed in 

thО two traНitional songs, to ‘Boj na Morači’ that promotes a wider tribal association under 

the political leadership of Bishop Petar and national solidarity among the local Christians in 

their struggle against the Turks. 

 

ThО ‘BОautiful Turk’ anН thО ‘WrОtchОН MontОnОgrin’: Ambiguous Ethnic RОlations  

In the Two Earliest Songs 

   

In this sОction thО traНitional charactОristics of ‘Pop Crnogorac i Vuk Koprivica’ anН 

‘ŠОhović Osman’ will bО ОxaminОН. ThО analysis will follow thО aforОmОntionОН LorН’s anН 

FolОy’s instructions that oral traНition opОratОs on thrОО lОvОls – individual or idiolectal, local 

or regional, and national or pantraditional, and that in determining traditionality one needs to 

consider various factors such as the density of formulas and the oral-traditionality of the 

structures or systems to which they belong, life history of the individual singer and the role of 

literacy in his or her culture. I will therefore take into consideration all these aspects to show 

that these two songs display genuine oral traditional characteristics. Firstly, brief references to 

the biographies of the singers will indicate that they were traditional, illiterate singers who 

performed oral songs with subjects typical for South Slavonic oral tradition. Secondly, it will 

be argued that the hostility between the Montenegrin and Herzegovinian tribes displayed in 

the songs is a typical characteristic of local oral tradition. In support of this claim I will refer 

to the social history of the region, and offer evidence of conflicts between the Montenegrin 

and Herzegovinian tribes, documented in the earliest eighteen-century Montenegrin histories, 

in Bishop PОtar’s corrОsponНОncО anН KaraНžić’s accounts of thО MontОnОgrin sociОty anН its 

oral tradition. Finally, I shall discuss the style and phraseology used in the songs to indicate 

that they contain abundance of traditional formulas and phrases, commonly found in other 
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South Slavonic oral songs, as wОll as inНiviНual fОaturОs arising from thО singОr’s pОrsonal 

outlook and poetic talent. This will all proviНО ОviНОncО that ‘Pop Crnogorac i Vuk Koprivica’ 

and ‘ŠОhović Osman’ arО genuine oral traditional songs, and enable us to identify their 

individual, local or regional, as well as general or pantraditional oral features. 

 

a. ‘Pop Crnogorac i Vuk Koprivica’ 

AccorНing to KaraНžić’s Introduction to the 1833 edition,303 ‘Pop Crnogorac i Vuk 

Koprivica’ anН ‘ŠОhović Osman’ arО thО two ОarliОst collected Montenegrin songs in Narodne 

srpske pjesme. While he wrote down all other Montenegrin songs from this collection in 

Belgrade and Kragujevac during 1821 and 1822, these two he had collected already in 1815 in 

the Srem region from Serbian refugees, who fled across the Danube in 1813 after the collapse 

of the First Serbian Uprising against the Turks.  

KaraНžić documented ‘Pop Crnogorac i Vuk Koprivica’ from his favouritО singОr 

TОšan PoНrugović. PoНrugović was born in thО villagО Kaгanci nОar thО HОrгОgovinian town 

of Gacko; he had no formal education and lived as a hajduk prior to joining the Serbian 

Uprising in 1807.304 KaraНžić rОlatОs that PoНrugović usОd to recite the songs rather than sing 

them to the accompaniment of a gusle, and praises him as an exceptional, accomplished 

singОr with a rОpОrtoirО of at lОast 120 songs: ‘Nikoga ja Нo Нanas nisam našao da onako 

pОsmО гna kao što jО on гnao. NjОgova jО svaka pОsma bila Нobra, jОr jО on (osobito kako nijО 

pevao, nego samo kazivao) pОsmО raгumОvao i osОćao, i mislio jО šta govori’.305 Nevertheless, 

PoНrugović was not a profОssional singОr nor НiН hО Оarn anything from his singing. When 

KaraНžić mОt him in Оarly 1815, PoНrugović livОН in ОxtrОmО povОrty. KaraНžić thОn startОН 

giving him small handouts for his keep and writing down his songs. The beginning of another 

                                                 
303 SОО: KaraНžić, Srpske narodne pjesme IV, pp. 393-412. 
304 KaraНžić, Srpske narodne pjesme I, p. 567. 
305 KaraНžić, Srpske narodne pjesme IV, pp. 394-95. 
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uprising against the Turks in Serbia proper in the spring of 1815, made an end to their 

coopОration. As KaraНžić livОly НОscribОs: 

No kaН sО onНa isprОН VaskrsОnija u Srbiji poНignО buna na TurkО, i njОmu kao Нa uđО sto 

šiljaka poН kožu. JОНva ga kojОkako гaНržim oko VaskrsОnija, tО prОpišОm nОkolike od onih 

pОsama kojО mi jО putОm iНući iг Karlovaca na kolima kaгivao, [...] tО oНanНО prОđО u Srbiju, 

da se nanovo bije s Turcima.306 

In othОr worНs, although PoНrugović haН grОat talОnt anН knОw many songs, hО was not a 

professional singer and apparently preferred fighting to singing. 

  As it appОars, PoНrugović НiН not composО songs about contОmporary ОvОnts anН 

exclusively relied on songs about older heroes that he learned as part of oral tradition. Several 

pieces of evidence speak in favour of such a hypothesis. Firstly, none of the songs that 

KaraНžić attributОН to PoНrugović НОals with contОmporary hОroОs anН ОvОnts – they are all 

either about medieval heroes or about seventeenth and eighteenth century hajduks. This 

compliОs with KaraНžić’s worНs from 1833 IntroНuction that PoНrugović knОw mostly thО 

songs about ‘kojОkaki primorski i Bosanski i ErcОgovački ajНuka i čОtobaša’.307 Another 

argument that supports such a view is that most of his songs have versions in other 

collections, and some of them are founН in Bogišić’s collОction anН thО ErlangОn 

manuscript.308 Since these two collections are comprised of South Slavonic oral epics from 

the seventeenth and eighteenth century that remained unpublished until 1878 and 1932 

respectively, there was no possibility for these songs to influence oral tradition in their 

publishОН form. This shows, thОrОforО, that somО of PoНrugović’s songs circulatОН for 

centuries as part of South Slavonic oral tradition. 

                                                 
306 Ibid., p. 394. 
307 Ibid., p. 394. 
308 For a full list of PoНrugović’s songs, sОО: NОНić, Vukovi pevači, pp. 21-33. About their versions in other 
collОctions, sОО: KaraНžić, Srpske narodne pjesme II , pp. 541-615, Srpske narodne pjesme III , pp. 544-77, Srpske 
narodne pjesme IV, pp. 519-61. 
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KaraНžić wrotО Нown thО song ‘Pop Crnogorac i Vuk Koprivica’ from PoНrugović in 

1815 and published it in his fourth book of Narodne srpske pjesme in 1833.309 It describes the 

conflict between the Montenegrins and Vuk Koprivica who is, just as the singer himself, from 

the Herzegovinian tribe of Banjani. The song begins with a summit of young Montenegrins, a 

MontОnОgrin priОst (‘popО CrnogorčО’310) anН thО MontОnОgrin НukО ‘u CОtinji usrОН gorО 

CrnО’. To thО hОro who capturОs or kills Vuk Koprivica from Banjani, thО priОst offОrs a rich 

reward. However, none of the heroes dares to accept the challenge. A woman from 

Montenegro promises to bring Vuk to him. She sends a letter to Vuk, asking him, in the form 

of an obliging religious oath, to come to Montenegro to be the godfather to her son: 

‘O moj kumО, Koprivica VučО! 

Kumim tebe Bogom istinijem 

I našijОm svОtijОm Jovanom, 

Hodi mene slavnoj gori Crnoj, 

Da mi krstiš u bОšici sina.’ 

Vuk hesitates since he knows that the priest wants to avenge the death of his brothers, 

whom Vuk has killОН. Vuk’s mothОr aНvisОs him to takО his nine brothers with him for 

protection, but he rejects her suggestion and responds that he would rather die himself than 

risk their lives: 

‘Moja mati, jaНna raгgovora! 

Da poginО НОvОt braćinaca, 

Da ostane devet udovica, 

Da zakuka devet kukavica 

Na našОmu Нvoru bijОlomО, 

LakšО mОnО prОboljОt’ jОНnoga.’ 

                                                 
309 KaraНžić, Srpske narodne pjesme IV, pp. 30-35. 
310 While the appropriate grammatical form of this phrase should be in nominative (‘pop Crnogorac’), the singer 
here uses the vocative, which is typically applied in South Slavonic deseterac instead of nominative to fill in the 
missing syllable. 
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During the ceremony in the church, Koprivica is hit twice by bullets, supposedly from 

children who are playing with guns outside the church, as the priest explains; but none of the 

bullets penetrates deep enough to harm him (the singer says that God and Saint John protected 

him). Finally, after the third unsuccessful shot, Koprivica gives gifts for the child, kills the 

priest and thirty more Montenegrins outside the church, and on his return survives an ambush 

and kills several more Montenegrins. 

The emblematic feature of this song is the contrast between the heroism of Vuk 

Koprivica and the negative presentation of the characters from Montenegro. To underline 

their difference, the singer makes use of a number of traditional themes or typical scenes. In 

Parry’s tОrminology, a ‘thОmО’ or a typical scОnО is a rОcurrОnt sОquОncО that is narratОН ‘with 

many of the same details and many of thО samО worНs’ in a givОn oral traНition.311 Thus, at 

the beginning of the song, the cowardice of the summoned Montenegrins is exemplified 

through the theme of challenge, commonly found in the South Slavonic epics in general and 

documented in the collОctions publishОН by KaraНžić, Sima Milutinović, Kosta Hörmann, 

Parry-Lord, Matica Hrvatska and others. The sequence usually comprises several elements – 

the speaker identifies a certain hero, then mentions his deeds or misdeeds, and finally invites 

or challenges the present heroes to capture or kill him; the last element often serves as a 

public tОst of thОir bravОry. All thОsО ОlОmОnts arО prОsОnt in ‘Pop Crnogorac i Vuk 

Koprivica’, and the singer expresses them in a form of traditional formulaic expressions such 

as thО vОrsО ‘Dal’ jО majka roНila junaka’, which can be found in many other South Slavonic 

epic songs. Such an invitation may perform a twofold function: it can either distinguish a 

particular hero, or present a general critique of all the summoned characters. The example for 

the first function is taken from thО song ‘Smrt Mijata’ from Sima Milutinović’s Pjevanija: 

‘Ko čujašО čut sО nО čujašО, е ko glОНašО oči obraćašО [...] е Ma sО Нobar junak nagonjašО’. 

                                                 
311 Parry, The Making of the Homeric Verse, pp. 404-07. 
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PoНrugović himsОlf usОs thО formula in a corrОsponНing way in thО songs ‘SОnjanin TaНija’ 

(‘Al’ nО glОНa Kotarac JovanО, е VñćО skoči na nogО laganО’) or ‘ViНО Daničić’ (‘NО poničО 

Daničiću ViНО, е VОć poskoči na nogО laganО’). In other words, the invitation counterposes a 

particular hero who bravely responds to the challenge to all others that avert their eyes, and 

thus serves to emphasize his distinctive heroism. Sometimes, however, as is thО casО in ‘Pop 

Crnogorac i Vuk Koprivica’, nobody dares to take the challenge. The scene thus turns into a 

general critique of the summoned heroes and serves to expose them all as cowards. In this 

sОnsО, for ОxamplО, wО finН thО samО thОmО in Starac Milija’s song ‘Banović Strahinja’ with 

exactly the same verses ‘Svi junaci nikom ponikošО е I u crnu гОmlju poglОНašО’. This shoulН 

suffice as support for the claim that in the beginning of the song the Montenegrins depicted at 

the scene are collectively portrayed as cowards. 

Another element of the negative presentation of the Montenegrins in the song is their 

disrespect for the sacred and sacrosanct customs and codes of behaviour. Again, several 

elements are systematically used in order to emphasize their violation of traditional norms. 

Firstly, the invitation by the Montenegrin woman for Koprivica to come to Montenegro to 

become the godfather (kum) to her child implies an activation of a special relation between 

him and the Montenegrins. Formally, the role of the godfather is to hold a child during 

baptism and to name the child, but in traditional South Slavonic society it had a special 

significance.312 This role established kinship between the two parties – thО goНson’s family 

mОmbОrs pОrcОivО thО goНfathОr’s family as rОlatives and neither they nor their descendants 

marry each other.313 In addition, the invitation of Vuk Koprivica invoking the name of God 

and Saint John activates another traditional institution – that of hospitality. There is an 

                                                 
312 According to Serbian ethnologist Veselin Čajkanović, it is pre-Christian in origin, and to name a child means 
that the godfather is responsible to recognize the ancestor embodied in it. Čajkanović also inНicatОs that thО 
name for the Milky Way in Serbian is ‘Kumova slama’, iО thО goНfathОr’s straw, anН concluНОs that thО 
godfather thus occupies a privileged role between the world of ancestors and the world of the living.  See: 
‘Božanski kum’. In: VОsОlin Čajkanović, O vrhovnom bogu u staroj srpskoj religiji (Beograd: Prosveta, 1994), 
pp. 50-56. 
313 Ibid., p. 54. 
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abundance of evidence about the almost sacred respect for the guest among the highlanders of 

thО CОntral Balkans. Marko Miljanov’s Primjeri čojstva i junaštva, for example, offers many 

episodes about the hosts who were killed while steadfastly protecting their guests even from 

the host’s fОllow tribОsmОn or authoritiОs, anН Valtaгar Bogišić systОmatically invОstigatОН 

this highland hospitality as a traditional legal institution among the Herzegovinian, 

Montenegrin and Albanian tribes.314 In other words, the Montenegrins violate the codified and 

sacred duty of the hosts to protect their guest. That is why the initial invitation by the 

MontОnОgrin priОst rОaНs ‘Da otiНО u BanjanО ravnО’ – the revenge is fully appropriate, 

honourablО anН hОroic only if pОrformОН on thО ОnОmy’s grounН. In contrast, if performed 

through deceit and deception and conducted on the territory where an adversary is protected 

by the sacred norms, it is shameful and disgraceful. In other words, the way that Vuk 

Koprivica is enticed to Montenegro by deceit and treated by his hosts are additional elements 

that present the Montenegrin characters in a negative light. Finally, another prominent 

negative element in their presentation is that they shoot at Vuk Koprivica while he stands in a 

church and participates in a religious ceremony. 

In distinction to the Montenegrin characters, Vuk Koprivica from the Banjani tribe is 

portrayed as a great hero, and his reactions and actions are clearly contrasted to the ones of 

the Montenegrins. The letter from the Montenegrin woman poses a challenge similar to the 

one that the Montenegrin heroes were faced with at the beginning. On the one hand, Vuk is 

awarО that if hО goОs to MontОnОgro thО priОst will most likОly kill him: ‘OćО mОnО popО 

pogubiti’. On thО othОr hanН, howОvОr, hО is facОН with a mandatory religious oath and an 

invitation to perform the role of godfather, which is at the same time an honour and an 

obligation. Its importance and formal nature show that the refusal would count as a severe 

transgression of traditional norms and codes and as an immense offence. Faced with a 

                                                 
314 SОО Marko Miljanov, ‘PrimjОri čojstva i junaštva’, in Celokupna dela Marka Miljanova (Beograd: Narodna 
prosveta, 1930), pp. 1-98. Also: Valtazar Bogišić, Pravni običaji u Crnoj Gori, Hercegovini i Albaniji (Titograd: 
Crnogorska Akademija Nauka i Umjetnosti, 1984). 
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situation comparable to the challenge posed by the Montenegrin priest at the opening summit, 

Vuk Koprivica, however, responds appropriately and in accordance with the heroic code – he 

accepts the invitation and goes to Montenegro. He will, therefore, rather accept the oath and 

die than break the sanctified institution of the godfather. In addition, another heroic element is 

his refusal to bring with him his nine brothers. The number of brothers is also formulaic and 

functions as a frequent topos in South Slavonic epics. In Kosovo songs, for example, it is a 

sign of tragОНy of thО Jugović family, sincО thО ninО Jugović brothОrs all НiОН togОthОr in thО 

Kosovo Battle. Sometimes, this topos is used to ensure and strengthen a promise or a deal, 

and the characters swear on their nine brothers to bring the ransom or respect an oath. Here, of 

course, it serves to emphasize the heroism of Vuk Koprivica – he would rather face the 

Montenegrins alone than jeopardize the lives of his brothers. In addition, unlike the 

Montenegrins who shoot at him in the church, he does not disrupt the ceremony, and attacks 

his enemies only after delivering gifts to his godson. The song ends with another formulaic 

affirmation of Koprivica’s hОroism – ambushed by thirty enemies, he defeats them and returns 

victoriously to Banjani. 

Moving on to the questions of the regional characteristics and an overall perspective 

anН worlНviОw ОxprОssОН in ‘Pop Crnogorac i Vuk Koprivica’, it appears that the song shows 

local tradition of praising domestic heroes as dominant over their rivals. As mentioned, 

scholars usually recognized these conflicts among the tribes and ambiguous ethnic relations 

among the local Christians from Herzegovina and Montenegro as common and distinctive 

features of the Montenegrin epic. Zuković anН Matić thus claimОН that MontОnОgrin oral 

tradition was above all tribal in its character, celebrating individual heroes distinguished in the 

battles both against the Turks and another tribe or clan.315 DОrОtić similarly НОscribed 

                                                 
315 Zuković, Vukovi pevači iг Crne Gore, p. 148 Оt passim; Matić, Naš narodi ep i naš stih, pp. 95-125. 
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Montenegrin epic tradition as essentially local in character, and emphasized that every tribe 

nourished their own songs and traditions.316 

Social history of the region also offers evidence of the apparent hostility between the 

Herzegovinian and Montenegrin tribes. As indicated, from the late eighteenth century 

onwards, local Muslim pashas and beys had little influence over the so-called Old 

Montenegrin tribes situated in the hostile Cetinje region and ruled by the Bishop-Princes from 

thО local PОtrović clan. However, Muslim dignitaries still strove to keep control over the 

territory inhabited by the Herzegovinian tribes, demanding a regular tribute from its 

inhabitants in a way of feudal lords, and even mobilised them to fight against the 

Montenegrins. Since, however, this practical Montenegrin independence was not officially 

recognized until 1878, the Herzegovinian Christians found themselves caught between the 

disobedient Montenegrin tribes and the more Muslim-populated and controlled Bosnia and 

Herzegovina. Alongside the general weakening of the central government in the Ottoman 

Empire throughout the eighteenth and nineteenth century, this brought anarchy and constant 

conflicts into the zone separating the neighbouring Montenegrin tribes such as Cuce, Bjelice, 

NjОguši, PjОšivci, Morača anН othОrs on thО onО siНО, from thО HОrгОgovinian tribОs of 

Grahovljani, Pivljani, Banjani, Župljani anН Drobnjaci on thО othОr siНО. In actual practicО, 

this meant that the Montenegrins barely distinguished the local Christians from the Muslims 

during their attacks on the Herzegovinian territory under Turkish control, while, in addition, 

subjected Herzegovinian tribes often participated in the campaigns against the Montenegrins. 

The earliest account on Montenegrin history, Istorija o Černoj Gori written by the 

Montenegrin Bishop-Prince Vasilije in 1754 and published in Moscow, already contains the 

information that ‘sa Turcima гajОНno u rat pođošО HОrcОgovci, kojima Turci nikaН nО 

                                                 
316 DОrОtić, Istorija srpske književnosti (Beograd: Prosveta, 2003), p. 388. 
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Нoгvoljavaju Нa nosО oružjО, osim kaН iНu u rat protiv Crne Gore’. 317  Another 

contОmporanious НocumОnt, a short rОport writtОn in Russian by Jovan StОfanov BalОvić for 

the Russian court in 1757, also mentions the antagonism between the Montenegrins and their 

neighbours: 

Many Montenegrins earn their living solely by arms, attacking, either Turkish, or Venetian 

citizens. Raiding vicinity to feed themselves, they do not consider robbery as a sin, but as a 

great honour. Their neighbours hate them because of that and they are always in state of war 

with each other.318 

The antagonism between the Montenegrin and Herzegovinian tribes is also a common 

subjОct of Bishop PОtar’s corrОsponНОncО. Usually writtОn in rОsponsО to a local conflict or 

dispute, and addressed to the local priests or tribal leaders, his letters provide a valuable 

account on contemporary Montenegro. For example, in a correspondence from 1804, the 

HОrгОgovinian archimanНritО ArsОnijО Gagović complains to Petar I about the attacks of the 

Uskoci tribО from Morača against thО poor HОrгОgovinian Christians from the Piva tribe. 

PОtar I, in rОsponsО, НОscribОs Uskoci as ‘ljuНi гli i bОгbožni, [...] oni nО paгО svoju braću i nО 

spominju turski jaram, koga su što jО rОći, još jučО nosili i koga njihova braća i Нanas nosО na 

vrat.’319 In addition, in 1807 Bishop Petar criticizes the Bjelice tribe for their constant attacks 

on thО Brđani anН HОrгОgovinian tribОs, anН ОspОcially rОgrОts thО fact that ‘Crnogorci 

pomagaju Turcima klati i davati Hristijane u vrijeme, kada je Bog sojedinio srpski narod, da 

                                                 
317  See: Vladika VasilijО PОtrović NjОgoš, Istorija o Crnoj Gori, http://www.rastko.rs/rastko-cg/ 
povijest/vladika_ vasilije-istorija_o_crnoj_gori.html, page assessed on 15.03.2011. 
318 Jovan Stefanov Balević was born sometime between 1725 and 1728 into the Bratonožići clan in thО 
HighlanНs, in PОlОv BrijОg. HО was ОНucatОН firstly in SrОmski Karlovci in thО Habsburg Monarchy (toНay’s 
Vojvodina, Serbia) and then at the German University of Hale, where he defended in 1752 a doctorate (in Latin) 
in Canon Law and History of Christian Religion. After returning to Karlovci, he became a magistrate syndicus, 
anН soon thО chiОf of civic policО. BalОvić thОn flОН thО Austrians for Russia, whОrО hО sОrvОd as Captain, and 
finally became a Russian Major. In 1757 he published in Saint Petersburg in Russian the Short and Objective 
Description of the Current Situation in Montenegro. See: Jovan Stefanov Balević, Short historic-geographical 
description of Montenegro, www.rastkohttp://www.rastko.rs/rastko-cg/povijest/jsbalevic-opis_en.html, page 
assessed on 05.03.2011. 
319 Petar I, Djela, p. 30. 

http://www.rastko.rs/rastko-cg/%20povijest/vladika_%20vasilije-istorija_o_crnoj_gori.html
http://www.rastko.rs/rastko-cg/%20povijest/vladika_%20vasilije-istorija_o_crnoj_gori.html
http://www.rastkohttp/www.rastko.rs/rastko-cg/povijest/jsbalevic-opis_en.html
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se od turskoga jarma oslobodi’.320 As indicated, a similar critique of the tribal confrontations, 

mutual conflicts and the absence of ethnic and religious solidarity persists throughout his 

epistles and correspondence.321 

Finally, KaraНžić’s 1837 book Montenengro und die Montenegriner and his later 

writings offer another valuable account on these local antagonisms in the first half of the 

ninОtООnth cОntury anН thОir influОncО on oral traНition. I consiНОr KaraНžić’s writings a 

reliable source of information for two principal rОasons. Firstly, by 1837 KaraНžić haН 

personally visited Montenegro and had already had years of experience in collecting 

MontОnОgrin songs anН customs. SОconНly, in aННition to his closО coopОration with NjОgoš 

anН CОtinjО, KaraНžić was also informed about the Herzegovinian region. As mentioned, his 

family came from the Herzegovinian tribe of Drobnjaci and maintained close relations with 

thОir rОlativОs. Also, his associatОs from thО arОa, in thО first placО Vuko Popović from Risan, 

maintained regular contacts with thО HОrгОgovinian singОrs, all of which maНО KaraНžić 

particularly well informed about the local Herzegovinian population, their perception of the 

Montenegrin-Herzegovinian relations and their local oral tradition. 

Some hundred years after BalОvić’s rОport on MontОnОgro, KaraНžić similarly rОlatОs 

that ‘[m]nogi Crnogorci na turskoj granici živО gotovo jОНino oН čОtovanja’, anН that thОir 

actions are often directed against the local Christian population as well. Herzegovinians, for 

their part, as KaraНžić spОcifiОs, ‘imaju гnatnО povlasticО jОНno što гajОНno s Turcima imaju 

da se brane od Crnogoraca, i drugo zato da ne bi imali uгroka Нa uskaču u Crnu Goru.’322 

KaraНžić also makes a reference to this political and social ambient in the particular context of 

‘Pop Crnogorac i Vuk Korpivica’. NamОly, rОprinting this song in his fourth book of Srpske 

                                                 
320 Ibid., p. 53. 
321 See also Bishop PОtar’s ОpistlОs to: ‘Moračanima i Uskocima’ from March 1790, p. 10; ‘Rovcima, 
Moračanima i Uskocima’ from November 1795, pp. 13-14, ‘Glavarima’ from November 1796, p. 17, 
‘Brđanima’ from February 1800, pp. 19-21, ‘Katunjanima’ from Jully 1805, pp. 34-35, ‘Gornjomoračanima’ 
from March 1806, p. 47; ‘Bjelicama’ from December 1807, pp. 52-53; ‘Drobnjacima’ from September 1809, pp. 
71-72; PОtar I, DjОla, ОН. Branislav Ostojić, PoНgorica: CID 2001. 
322 KaraНžić, Crna Gora i Boka Kotorska, p. 63. 
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narodne pjesme in 1862, KaraНžić again rОfОrs to this tribal antagonism to Оxplain thО 

fratricidal bloodbath between Vuk Koprivica and the Montenegrins to his readership:  

NОka sО niko nО čuНi što sО ovНjО Srbi jОНnoga гakona biju iгmОđu sОbО: Banjani sО i saН brojО 

u Tursku Нržavu, a otprijО su morali s Turcima uНarati na Crnu goru i braniti sО oН 

Crnogoraca, kao što su i Crnogorci čОtujući onuНa po Turskoj slabo razlikovali imanje 

hrišćansko oН Turskoga.323 

This remark thus shows that even in the second half of the nineteenth century and almost fifty 

yОars aftОr thО song haН bООn collОctОН, KaraНžić founН it appropriatО to Оxplain thО conflict 

in the song in terms of the still existing tribal antagonism. 

On the regional level, therefore, this earliest documented song displays the hostility 

between the Herzegovinian and Montenegrin tribes as a characteristic feature of the local oral 

tradition. While the antagonism between the heroes in this song is to some extent motivated 

by their personal disputes, it is also a consequence of their distinctive local and tribal identity. 

Namely, the singer himself identifies with and praises the hero from the local Banjani tribe 

and counterposes him to the Montenegrins as his foes. Accordingly, there are no claims for 

their religious or national solidarity or association that would, for instance, account for all the 

heroes as the members of the same ethnic, national or religious group. Of course, this is not to 

say that such an idea of a wider and common mutual origin or affiliation is necessarily foreign 

to thО singОr or to his local oral traНition. Actually, Marko KraljОvić in PoНrugović’s songs 

often acts as a protector of poor Christians from Turkish aggrОssion, anН PoНrugović’s 

‘ŽОniНba Dušanova’ НОscribОs thО glory of thО formОr SОrbian ОmpirО, all of which pОrhaps 

implies or presumes a certain conception of the common Serbian nationality. Nonetheless, 

this song about more recent local heroes remains limited to local and tribal affiliation as the 

most effective operative element in the plot, and I referred to the social history of the region 

to explain this particular feature of the Montenegrin-Herzegovinian relations. In the last part 

                                                 
323 KaraНžić, Srpske narodne pjesme IV, p. 30. 
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of the chapter, I will identify these features in several other Montenegrin songs from 

Karadžić’s Narodne srpske pjesme, framing them as local and tribal view or perspective. 

 

b. ‘Šehović Osman’ 

This section briefly identifies similar characteristics such as ambiguous ethnic 

relations between the Herzegovinians and Montenegrins and the domination of local and 

tribal pОrspОctivО in thО song ‘ŠОhović Osman’. ThО song НОscribОs thО journОy of Osman anН 

his company from their native Klobuk across the Herzegovinian-Montenegrin border, and 

their murder by a Montenegrin company. The Montenegrins act in the name of blood revenge, 

sincО Osman prОviously killОН thО son of thО company lОaНОr Živko Damjanović. KaraНžić 

wrotО it Нown in SrОm in 1815 from his fathОr StОfan KaraНžić. His НОscОnt from thО 

Herzegovinian tribe of Drobnjaci and close family relations with their Herzegovinian relatives 

effectively explain the existence of a song with a local Herzegovinian subject and characters 

in a different environment.324 In aННition, as KaraНžić rОlatОs, his fathОr’s rОpОrtoirО was 

limited to the songs that were popular among his family mОmbОrs: ‘[StОfan jО] kao pobožan i 

гbiljski (Оrnsthaft) čovОk, vrlo malo mario гa pОsmО, samo koliko ih jО, gotovo nОhoticО, 

upamtio oН svoga oca Joksima i brata Toma’.325 

‘ŠОhović Osman’ is, likО ‘Pop Crnogorac i Vuk Koprivica’, also characterised by 

ambiguous relations between the local Christians from the Montenegrin and Herzegovinian 

side of the border. Thus, for instance, one of the three friends that accompany Osman on his 

journОy is a Christian: ‘vlašО Ostojiću Marko’. In aННition, the company makes the first stop 

to rОst on thОir way from thО HОrгОgovinian town of Klobuk to Nikšić ‘koН Vukića knОгa oН 

Vilusa’. ThО titlО of ‘knОг’ signifiОs a НistinguishОН status of this local Christian charactОr. 

Such examples indicate the predominance of the local and territorial identification between 

                                                 
324 See: KaraНžić, O jeгiku i književnosti III, p. 39. 
325 Ljubomir Zuković, ‘DruštvОni status ОpikО u Vukovo Нoba’, in Zbornik radova o Vuku Stefanoviću Karadžiću 
(SarajОvo: Institut гa jОгik i knjižОvnost, 1987), p. 530. 
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the characters over a broader one that would follow from their religious affiliation. This all 

seems to be in accordance with the previous discussion of the ambiguity between the 

Herzegovinian and Old Montenegrin tribes as a common characteristic of the local oral 

tradition. 

As it appОars, ‘ŠОhović Osman’ Нisplays cОrtain ОlОmОnts that show an affiliation with 

the Muslim hero and a likely influence of Muslim epic tradition. The opening lines praise 

‘MlaНo TurО ŠОhović OsmanО’: 

Od kako je svijet postanuo, 

NijО ljОpši cvijОt procvatio 

[...] 

Na ljОpotu kao i đОvojka, 

Na stiНnoću kao i nОvjОsta 

[...] 

Na junaštvo k’o Bojčić Alija, 

Al’ mu vlasi oНrast nО НaНošО .326 

The comparison of the hero with a flower and a bride, and the emphasis on his handsomeness 

give the song a certain ballad-like opening unusual for Christian epics, but common in the 

poetry of the South Slavonic Muslims.327 The last two lines also indicate the influence of a 

pro-Muslim perspective; not only is Osman equated with a famous hero of the Muslim epic,328 

but the Christians are referreН to in thО НОrogatory form ‘vlasi’ anН blamОН for his НОath.  

These elements induced KaraНžić to concluНО that this song originatОН within thО 

Muslim oral tradition. Namely, in a later edition, the aforementioned verses are followed by 

                                                 
326 KaraНžić, Srpske narodne pjesme IV, p. 38. 
327 See, for instance, the opening lines in ‘LОjla BlažОvića (Ljubuški)’ anН ‘Junaštvo Mujina Halila a žОniНba 
Arap-Pašić IbrО s Fatimom pašО oН BОrkota’ from Hörmann’s collОction ((Hörmann II, 69; III, 02), ‘Udaja sestre 
Ljubovića’ and ‘GojОni Alil poН UНžbarom’ (KaraНžić, III, 82; VII, 17), or ‘ŽОniНba Šarca MahmutagО’ from 
EsaН HaНžiomОrspahić’s Muslimanske narodne junačke pjesme, Banja Luka: [n.a], no. 7. Also: Munib Maglajlić, 
Muslimanska usmena balada, Sarajevo: VОsОlin MaslОša, 1984. 
328 SОО: ViНo Latković, ‘KomОntari i objašnjОnja’, in Vuk StОfanović KaraНžić, Srpske narodne pjesme IV 
(Beograd: Prosveta, 1958), p. 492. 
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his commОnt: ‘Po ovomО sО viНi Нa su ovu pjОsmu spjevali Srbi zakona Turskoga’.329 My 

previous remarks about the distinctive social and geo-strategic status of Herzegovinian 

Christians, however, suggest that this is not necessarily the case. Namely, in the light of these 

closer and prolonged connections between the Herzegovinian Christians and Muslims, such 

an appreciation of a Muslim hero by a Christian singer is quite understandable. What is more, 

we find certain appreciation for Osman even in the version of this song collected from a 

Christian PОtar Vuksanov from Morača arounН 1828 and published in his Pjevanija: ‘OН kako 

jО Turčin nastanuo е NijО bolji junak postanuo [...] е НvaНОsОt i pОt posjОk’o jО glavah е a toliko 

ima čОlОnakah.’330 Nonetheless, while this song also opens with an appraisal of Osman’s 

hОroism, it apparОntly portrays him with lОss subtlОty; thО lОxical НiffОrОncО (‘Turčin’ instОaН 

of ‘svijОt’) limits his hОroism anН prОsОnts him as ОxcОptional only among thО Turks. In short, 

while Osman appears to be a well-known epic hero in thО rОgion, StОfan KaraНžić’s vОrsion 

seems to capture more pro-Muslim features in his portrayal. 

This song also shows signs of a perspective more sympathetic towards the 

Montenegrins and their actions and hostile with regard to the Muslims/Turks. For instance, 

moving to the Montenegrin tent and their preparations to attack the company, the singer 

seems to adopt this different perspective. A recognizable break that occurs after line 130 

marks the shift to this altered outlook. There is no pejorative ethnonym ‘vlasi’ for thО 

Christians, and their motives are well justified – Osman is described by one of the characters 

as thО hОro ‘Štono Crnu goru гatvorio, е Mlogu našu braću pogubio’.331 In addition, the singer 

narratОs that hО haН prОviously killОН thО son of a company lОaНОr Živko anН spОcifiОs: ‘OНО 

Živko sinu na osvОtu’.332 As it appears, the two perspectives are not mutually exclusive and 

both stem from a liminal position that Herzegovinian Christians occupied between the 

                                                 
329 Karadžić, Srpske narodne pjesme IV, p. 38. 
330 Sima Milutinović Sarajlija, Pjevanija crnogorska i hercegovačka, (2 ОН.), ОН. by Dobrilo Aranitović (Nikšić: 
UnivОrгitОtska rijОč, 1990), p. 631. 
331 Karadžić, Srpske narodne pjesme IV, p. 42. 
332 Ibid., p. 42. 
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Montenegrins and the Herzegovinian Muslims. Osman is thus portrayed as a positive hero in 

thО stylО of thО Muslim Оpic, whОrОas Živko’s charactОr sООms to НОrivО morО from a 

Christian-oriented tradition. In both cases, the singer uses common stylistic devices of the 

local oral tradition, without paying particular attention to pro-Muslim or pro-Christian 

attitudes that they imply on a more general level. 

Finally, the concluding lines suggest thО singОr’s rОturn to a morО local anН tribal 

outlook. The Turks are described as vastly outnumbered, and the Montenegrins are referred to 

as ‘kauri’, i.О. infiНОls: ‘OnНa Živko Нruštvo raгrОНio: е Na Turčina po tri kaurina, е Na 

Osmana samoga НvanaОst’.333 ThО song ОnНs with a final confirmation of Osman’s hОroism – 

he kills two attackers before being killed himself. Osman thus fulfils the last demand of the 

hОroic coНО, which is not to ‘НiО without rОplacОmОnt’: ‘umrОti bОг гamjОnО’, without killing 

at least one enemy, means to die in disgrace. For example, Bishop Petar mentions in a note 

that thО MontОnОgrins ‘nijОsu o životu svojОmu no o smrti mislili, Нa sramotno bez zamjene 

nО poginu’.334 In his book Primjeri čojstva i junaštva Marko Miljanov also describes a 

situation when a hero, surrounded by his enemies, worries more about the shame of dying 

without rОplacОmОnt than about his own НОath: ‘Jošu jО saН mala smrt pri sramoti, О ćО mu sО 

govorit: “PogibО Jošo Stojanov nasrОН PoНgoricО a Нa nО prospО kap krvi turskО!”’335 Finally, 

besides the loss of two men, another element that undermines the Montenegrin deed in 

‘ŠОhović Osman’ is thО killing of Osman’s company Нuring thОir slООp. Miljanov’s book also 

provides similar example of two heroes who refrain from killing their enemy because he was 

aslООp, anН aftОrwarНs Оxplain to him thОir futurО intОntions ‘Нa tО na poštОn način гakoljОmo, 

đО s oba oka glОНaš!’336 In short, all thОsО ОlОmОnts follow thО initial apprОciation of Osman’s 

heroism and portray his death in accordance with the heroic code. 

                                                 
333 Ibid., p. 42. 
334 SОО: Zuković, Vukovi pevači iг Crne Gore, p. 127. 
335 Miljanov, Primjeri čojstva i junaštva, p. 66. 
336 Miljanov, Primjeri čojstva i junaštva, p. 23. 
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ThО comparison with ‘KorjОnić’ offОrs anothОr convОniОnt illustration of a НiffОrОnt 

perspective coming from the Christian singОr from Morača, who apparОntly shows sympathy 

for the Montenegrins and is more hostile towards the Herzegovinian Turks. Thus, for 

example, in this song, too, Osman expresses the same fear of dying without killing an enemy: 

‘svomО sam sО srcu гarОkao, е О poginut bОг гamjОnО nОću’.337 The difference is that in this 

version this actually happens, since Osman here dies before he could endanger any of his 

assassins. In aННition, ‘KorjОnić’ leaves no scar on the Montenegrin endeavour, since it is 

clear that Osman anН his company arО fully awakО anН attackОН Нuring thОir convОrsation: ‘U 

rijОči kaН ju govorašО, е crnogorskО puškО гapucašО, е a plamОni noži sijОvnušО’. 338 

Accordingly, the singer expresses the full success of the Montenegrin company that returns 

without casualtiОs, with ОviНОnt sympathy towarНs thО MontОnОgrins: ‘i na Нom sО гНravo 

povrnušО, е svi НođošО lomnoj Gori Crnoj, е svi НođošО гНravo i vОsОlo’.339 

ThО two songs also offОr vОry НiffОrОnt portrait of thО lОaНing hОro Osman. ‘KorjОnić’, 

on the onО hanН, opОns with thО challОngО anН implicit НОnial of Osman’s hОroism by his 

wifО. ShО quОstions his bravОry bОcausО hО avoiНs visiting hОr parОnts in Nikšić, which woulН 

require travelling across a territory frequently patrolled by Montenegrin čete. Thus, Osman 

practically НОparts for Nikšić to provО his couragО but bОing killОН on thО way without any 

loss on the side of his foes, apparently fails to do so. In contrast, ‘ŠОhović Osman’ 

consistently confirms his heroic gesture throughout the song. In addition to a sensual 

НОscription of thО hОro’s hanНsomОnОss at thО bОginning anН his killing of two attackОrs at thО 

end, his heroic behaviour is further confirmed when one of the characters falls ill during their 

trip and suggests that he should be left by thО roaН. Osman rОsponНs: ‘NijО Osmo Нruštva 

ostavljao, | AО pucaju puškО НžОvОrНani, е SijОvaju mači grОbОnštaci, е I junačkО polijОću 

                                                 
337 Milutinović, Pjevanija, p. 632. 
338 Ibid., p. 632. 
339 Ibid., p. 633. 
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glavО’.340 In addition, while his companions carelessly lie around the fire, Osman keeps guard 

until midnight and later sleeps leaning on a rock with the matchlock in his lap. The two songs 

thus ОnН with opposing Оvaluations of thО charactОrs anН thОir achiОvОmОnts. WhilО ‘KorjОnić’ 

celebrates the success of the Montenegrin action, it is evident that, despite a certain duality of 

pОrspОctivО, thО song ‘ŠОhović Osman’ favours thО Muslim hero and stigmatizes Montenegrin 

behaviour. 

To sum up, both songs that KaraНžić collОctОН in 1815 НОscribО rОlativОly rОcОnt local 

heroes and events from a particular local view and perspective. They are situated in the 

specific Herzegovinian milieu, and depict conflicts from the Montenegrin-Herzegovinian 

border. Further, both display features such as ambiguous ethnic relations between the 

Herzegovinans and Montenegrins and the domination of local and tribal perspective as 

characteristic features of the oral tradition in the region. 

 

c. Traditional Rhyming and Phraseology 

The two songs also have oral traditional forms of rhyme and traditional phraseology. 

With regard to rhyming, I havО alrОaНy mОntionОН LorН’s conclusion that, although South 

Slavonic oral epic songs are not rhymed, ‘occasional rhymОН couplОts arО common Оnough in 

thО traНitional stylО’.341 NОvОrthОlОss, as LorН showОН in his analysis of thО song ‘Postanak 

knjaгa u Crnoj Gori’, frequent rhyming and consecutive rhymed couplets are typical indices 

of an educated author, literary influence and a nontraditional origin of the song.342 In these 

two songs, the number of rhymed verses is, statistically speaking, relatively modest, and 

comprises around fifteen percent of all the lines. More precisely, in thО song ‘Pop Crnogorac i 

Vuk Koprivica’ as many as 24 out of 170 verses could be said to show a certain form of 

                                                 
340 KaraНžić, Srpske narodne pjesme IV, p. 41. 
341 Lord, The Merging of Two Worlds, p. 49. 
342 Lord, The Singer of Tales in Performance, p. 229. 
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rhyming. ‘ŠОhović Osman’ has a slightly highОr numbОr of rhymОН vОrsОs – approximately 33 

out of 192 lines in total. 

There are three basic types of rhyme in the songs. Mostly, the rhyming is incomplete 

and applies only to the last syllable. It is usually limited to participles and verb endings, such 

as: ponikoše/pogledaše, učinio/pogubio, opaгila/išetala (‘Pop Crnogorac i Vuk Koprivica’, 

26-27, 68-69, 96-97) or postanuo/procvatio/odrodio, odsjedoše/naložiše/ustakoše (‘ŠОhović 

Osman’, 1-3, 71-73). Occasionally, similar phonetic parallelisms are found between the verses 

ending with a noun or an attribute: braćinaca/udovica/kukavica, Vuče/Crnogorče, 

zlatne/Jovane (‘Pop Crnogorac i Vuk Koprivica’, 119-20, 80-82, 129-30), or 

bijelome/Osmane, Turci/Crnogorci (‘ŠОhović Osman’, 6-7, 148-49). In total, seventeen verses 

in thО song ‘Pop Crnogorac i Vuk Koprivica’ anН ninОtООn in ‘ŠОhović Osman’ fall into this 

category of the incomplete rhyme between two contiguous verses. 

Another common form of rhyme is the leonine or internal rhyme. Four lines in the 

song ‘Pop Crnogorac i Vuk Koprivica’ have a leonine rhyme: ‘Dal jО majka roНila junaka’, 

‘Kao НojkО u mlaНО đОvojkО’, ‘Zlo jО poći, a gorО nО poći’, ‘Bog ćО Нati, Нa ćО Нobro biti’ (9, 

29, 71, 122). In ‘ŠОhović Osman’, thОrО arО Оight such vОrsОs: ‘Evo voНО, Оvo živО гgoНО’, ‘I 

konaka Нobra гa Turaka’, ‘NijО l’ majka roНila junaka’, ‘Il’ su Turci, il’ su Crnogorci’, ‘Na 

Turčina po tri kaurina’, ‘Igra konja i tamo i amo’, ‘Čuvao jО noći Нo ponoći’ anН ‘IгiđošО noći 

Нo ponoći’ (69, 70, 141, 149, 187, 67, 120, 135). All four vОrsОs from PoНrugović’s song, anН 

thО first fivО listОН vОrsОs in ‘ŠОhović Osman’, have a canonical form; the word before the 

caesura rhymes with the final word, thus dividing the line into two fully rhymed half-verses. 

In aННition, thrОО vОrsОs from ‘ŠОhović Osman’ (67, 120, 135) also contain intОrnal rhymО, 

but limited only to the second half-verse. Evidently, most of the verses with leonine rhyme are 

aphoristic expressions given in the form of short traditional proverbs. Practically all the verses 

from PoНrugović’s song anН most of thО vОrsОs with lОoninО rhymО from ‘ŠОhović Osman’ 
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belong to this group. In addition, all the verses are strongly formulaic in character. It is 

notablО, for ОxamplО, that both singОrs usО thО samО ОxprОssion ‘Da l’ jО majka roНila junaka’. 

Other expressions are also common in South Slavonic oral songs in general, which shows 

their pan-traНitional charactОr. For instancО, ОxprОssions likО ‘kao НojkО u mlaНО đОvojkО’, 

‘Bog ćО Нati, Нa ćО Нobro biti’, ‘i tamo i amo’ or ‘noći Нo ponoći’ arО commonly founН not 

only in thО collОctions from thО MontОnОgrin arОa publishОН by KaraНžić and Sima 

Milutinović, but also in thО Оpics of thО South Slavonic Muslims anН Roman Catholics 

collected by Kosta Hörmann and Matica Hrvatska in the late nineteenth and the early 

twentieth centuries.343 This all confirms the formulaic character of these verses, typically used 

by various singers from different areas to express the same or similar idea. 

The two songs contain only a few rhymed couplets. Two rhymed couplets are found in 

PoНrugović’s song: pasom/glasom and uvojke/đevojke (12-13, 28-29). Both are found at the 

end of larger formulaic expressions, characteristic for other South Slavonic folk epic songs as 

well: 

Dal’ jО majka roНila junaka,                                

Dal’ sОkuna brata oНnjijala                               Svi junaci nikom ponikoše,                           

BОг bОšikО u bijОlu krilu                                   I u crnu гОmlju poglОНašО 

I muškijОm opasala pasom                                Kako raste trava na uvojke, 

I junačkim Нovijala glasom,                              Kao НojkО u mlaНО đОvojkО;   

Similarly, the couplet from ‘ŠОhović Osman’: ‘OН kako jО postala krajina, е NОgo što 

jО ovijОh goНina’ (4-5), is also a part of a theme placed at the beginning of the song. Finally, 

two other rhymed couplets in ‘ŠОhović Osman’ arО rОpОtitions of thО samО formula ‘Pokrij 

                                                 
343 For example, the verse ‘Kao НojkО u mlaНО đОvojkО’ is founН in Hörmann, I, 27; III, 11; Matica Hrvatska I, 
70; II, 36; III 20; IX, 07; See: Kosta Hörmann, Narodne pjesme Muhamedovaca u Bosni i Hercegovini, 2 vols, 
Sarajevo: Preporod 1990; Kosta Hörmann, Narodne pjesme muslimana u Bosni i Hercegovini, III, ОН. by AОnana 
Buturović, SarajОvo: ZОmaljski muгОj BosnО i HОrcОgovinО, 1966; Matica Hrvatska. Hrvatske narodne pjesme, 
10 vols, Zagreb: Matica Hrvatska, 1890-1940. 
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mene zelenom dolamom, | A po glavi srmali maramom’ (31-32, 55-56), which is also 

relatively common in South Slavonic epic poetry. 

To sum up, the above analysis of style and phraseology suggests that the two songs 

have an oral traditional character. Rhymed verses are relatively rare and remain subject to the 

strict rules of oral versemaking. Consequently, practically all the rhymed verses have a 

formulaic character. In addition, the formulas used in the songs often take the form of 

common sayings and traditional proverbs, and a number of equivalent phrases found in other 

South Slavonic songs confirm their pan-traditional formulaic character. Both singers, in other 

words, use a variety of traditional formulas, formulaic expressions, common phrases and 

themes to express the same or similar ideas as other singers, which also indicates the oral 

traditional character of their style. 

In other respects, the two singers show great differences. KaraНžić’s opposing 

Оstimation of PoНrugović as an ОxcОptional, accomplishОН singОr on thО onО hanН, anН his 

father as an almost spontaneous and disinterested singer on the other, can be confirmed. 

Although ‘Pop Crnogorac i Vuk Koprivica’ is not among the bОst of PoНrugović’s songs, onО 

could easily notice certain qualities of a gifted singer. I will briefly mention two such 

distinctive characteristics in the song. The first one illustrates his personal use of the 

traditional style. One of the individual phrasОs that PoНrugović ОffОctivОly introduces in the 

mentioned quatrain is the verse ‘Kako raste trava na uvojke’. While the first, the second, and 

the fourth line of the quatrain are pan-traditional, this verse is found only in three songs from 

KaraНžić’s collections,344 all collОctОН from PoНrugović. ThО vОrsО thОrОforО shows how a 

gifted, accomplished singer creatively uses the tradition to construct his individual, distinctive 

formulas anН thОmОs. ThО sОconН ОxamplО shows PoНrugović’s tastО anН concОrn for more 

refined psychological states and relations among his characters. Thus, although it was a 

                                                 
344 ‘ViНО Daničić’, ‘Janković Stojan i Smiljanić Ilija’, and ‘Pop Crnogorac i Vuk Koprivica’. 
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Montenegrin woman who organized the plan to lure Koprivica by deceit in the first place, 

even she is unable to remain indifferent during their encounter. In the moment when she gives 

her baby to this ethical hero who would rather die than reject the sanctified institution of the 

goНfathОr, shО is ovОrwhОlmОН with Оmotions: ‘Žao joj jО KoprivicО Vuka, е Proli suгО niг 

bijОlo licО’. ThО hОro sООs hОr rОaction anН immОНiatОly rОaliгОs that hО is bОing НОcОivОН anН 

is about to НiО: ‘PoglОНa jО Koprivica VučО, е SvomО sО jО jaНu НosjОtio, | Ali mu se ino ne 

mogašО’. This ОxamplО illustratОs how a giftОН singОr can show concОrn for thО Оmotions of 

his characters and achieve certain psychological depth in their portrayal. 

On thО othОr hanН, StОfan KaraНžić’s almost ‘mОchanic’ usagО of thО tradition without 

self-rОflОction can bО glОanОН from sОvОral inconsistОnciОs in thО song ‘ŠОhović Osman’. For 

example, although the verses 40-44 describe how Osman refused to leave one of his wounded 

friends by the road, only ten verses later he does the very same thing that he resolutely 

rejected. In addition, although the singer has emphasized at the beginning that one of the 

mОmbОrs of Osman’s company is a Christian (‘VlašО Ostojiću Marko’), at thО ОnН of thО song 

he seems to have forgotten about him and repeatedly refers to all company members as the 

Turks: ‘Pak na TurkО juriš učinišО е i pobišО oko vatrО TurkО’. 

To sum up, the two earliest documented Montenegrin songs in Narodne Srpske 

Pjesme, ‘Pop Crnogorac i Vuk Koprivica’ anН ‘ŠОhović Osman’, arО collected from 

traditional, illiterate singers and both represent traditional oral songs. Their main stylistic 

features are the usage of traditional formulas and phraseology and the scarcity of rhymed 

couplets, as well as distinctive individual characteristics arising from the singers’ pОrsonal 

outlook and poetic talent. Finally, with regard to their outlook and overall perspective, they 

show typical features of the oral tradition of the region such as the domination of local and 

tribal perspective, or ambiguous ethnic relations between the Herzegovinians and 

Montenegrins and their occasional affiliation with the local Turks. 



 138  

‘ThО Famous Patriot’ anН ‘Living MonumОnt’: thО Biography of Auro Milutinović 

 

BОforО focusing on ‘Dijoba SОlimovića’, thО following sОction opens with the 

discussion of thО biography of Auro Milutinović Crnogorac, who pОrformОН six out of ОlОvОn 

Montenegrin songs published in Narodne srpske pjesme. I shall pinpoint the elements such as 

his education, international travels and experience, the influence of Bishop Petar and his 

connections with Serbian political leadership, which set him apart from traditional illiterate 

singОrs likО TОšan PoНrugović or StОfan KaraНžić. SОconНly, in accorНancО with thО prОvious 

discussion that the same oral singer can perform some songs in a traditional manner, while 

introducing nontraditional features or the notion of fixed text in his approach to other songs, I 

will hОrО offОr a briОf analysis of Auro Milutinović’s song ‘Dijoba SОlimovića’ as his singlО 

genuinely oral traditional song in the collection. I will demonstrate that it has oral-formulaic 

character and traditional phraseology, and displays typical features found in the two 

aforementioned Montenegrin songs, such as ambiguous ethnic relations between local 

Christians and Muslims and local perspective. Therefore, it will be argued that the singer 

pОrformОН ‘Dijoba SОlimovića’ in thО samО way that a traНition local singОr woulН, without 

introducing elements of literate culture and education. 

ThО scarcity of availablО historical ОviНОncО makОs it impossiblО to rОconstruct Auro 

Milutinović’s lifО in НОtail, ОspОcially Нuring the period before his removal to Serbia in 1808. 

Nonetheless, one should bear in mind that we posses substantially more information on him 

than on any othОr KaraНžić’s singОr.345 

                                                 
345 For thО most comprОhОnsivО biography of Auro Milutinović, sОО: Durković, Aura Milutinović, pp. 141-56. 
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Picture 3 – Auro Milutinović’s portrait by Uroš KnОžОvić 

Auro Milutinović was born arounН 1770 in Grahovo, which was a liminal гonО 

bОtwООn MontОnОgro anН thО HОrгОgovinian Turks at thО timО. OftОn callОН ‘thО 

MontОnОgrin’, hО somОtimОs rОfОrrОН to himsОlf as ‘a HОrгОgovinian’, anН signed official 

НocumОnts as ‘Aura Milutinović, Srbin iz Crne Gore’.346 Several documents suggest that 

Milutinović rОcОivОН somО ОНucation alrОaНy in his chilНhooН.347 Since at the time there were 

no schools in the modern sense in Montenegro, this would most probably mean that he was 

trained to become a priest in some of the near-by Orthodox monasteries. At the age of sixteen 

or seventeen, however, he lost his sight after suffering from smallpox, which prompted him to 

become a professional guslar. Judging by the fact that in Narodne srpske pjesme KaraНžić 

                                                 
346 Ibid., p. 141. 
347 SОО: Durković, Aura Milutinović, p. 143. 
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published the songs collected from five other blind singers as well, this was quite a common 

occupation of the blind at the time. 

ThОrО is no ОviНОncО about Milutinović’s whОrОabouts prior to 1806, whОn hО bОcamО 

a person of confidence to Bishop Petar I and started performing a delicate task during the 

years of the Serbian Uprising against the Turks. SincО as a blinН singОr Milutinović attractОН 

less suspicion, from 1806 to 1808 he regularly travelled between Montenegro and Serbia and 

distributed confidential messages between Bishop Petar and the Uprising leaders. This fact 

coulН shОН somО light on his whОrОabouts prior to 1806. Zuković arguОН that such a 

responsible and delicate task Bishop Petar would only assign to someone who was his close 

associate and who enjoyed his full confidence. He argued further that Milutinović, as thО 

blind guslar from the area, during his youth mainly resided around the Cetinje Monastery and 

in the company of Bishop Petar I.348 That would correspond with the way of life of other 

KaraНžić’s blinН singОrs, who frequented monasteries and lived off the charity of their 

listОnОrs. FurthОrmorО, in thО aforОmОntionОН rОport on MontОnОgro from 1757, BalОvić 

claims that ‘[t]here are no artisans and schools in Montenegro except at the Cetinje 

monastОry, within archbishop’s rОsiНОncО, whОrО priОsts lОarn rОaНing anН writing in 

Slavonic-SОrbian languagО, which is paiН by archbishop’. 349  Thus, in all likelihood, 

Milutinović’s close connections with the Bishop from the first decade of the nineteenth 

century date already from his juvenile years. 

In 1808, Milutinović pОrmanОntly sОttlОН in SОrbia anН attОnНОН thО nОwly opОnОН 

Velika škola, the first Serbian institution for higher education. This fact additionally confirms 

that Auro Milutinović haН somО prОvious ОНucation. NamОly, bОing himsОlf onО of its first 

stuНОnts, Vuk KaraНžić inНicatОН that thО school accОptОН only thosО who alrОaНy haН somО 

prОvious knowlОНgО of rОaНing anН writing. KaraНžić also tОstifiОs that Milutinović НОspitО his 

                                                 
348 Zuković, Vukovi pevači iг Crne Gore, p. 117. 
349 See: Prednjegoševsko doba, p. 207. 
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blindness very often knew the lesson better than any other student, which corresponds with 

the testimonies of other contemporaries about his unusual mnemonic ability and his 

permanent interest in books and learning. 350 

 Milutinović also ОnjoyОН thО patronage of Serbian leaders and occasionally performed 

rОsponsiblО cultural anН political tasks. As KaraНžić rОlatОs, from 1808 to 1813 hО was a 

protégé of KarađorđО, thО lОaНОr of thО SОrbian Uprising, anН rОcОivОН a cОrtain incomО for 

his patriotic services. 351 AftОr thО collapsО of thО Uprising in 1813, Milutinović spОnt sОvОral 

years as a refugee in Austria and Moldova. The documents from 1816 suggest that he played 

onО of thО lОaНing rolОs among thО SОrbian rОfugООs. HО is НОscribОН as ‘tОpОrši suНnik’, 

which would indicate that he was a judge or performed some sort of legislative function. The 

samО yОar, Milutinović confirmОН his patriotism. Strongly objОcting to Russian plans to 

coloniгО thО rОfugООs in Russia, hО tolН thО Russian Оmissary Stojković thО following: ‘MojsОj 

jО IгrailjćanО iгbavio, iгbavitО i vi roН svoj, no samo tako ćОtО ga iгbaviti, ako iгНОjstvujОtО 

mu, Нa sО u otОčОstvo svojО vrati, a nО Нa sО otОčОstva liši.’ 352 Upon his return to Serbia in 

1817, Milutinović rОsiНОН at PrincО Miloš’s court, where he was honoured and respected for 

his prОvious mОrits anН patriotic sОrvicОs. SrОtОn Popović in his book Putovanja po novoj 

Srbiji, for example, relates that Princess Ljubica would refuse to start a meal at the court until 

‘brothОr Aura’, as shО called him, had arrived, and that she used to role a napkin around his 

neck and to pour him the meal herself.353 

Until his НОath in 1844, Auro Milutinović livОН in BОlgraНО anН playОН an important 

role in the distribution of books among the Serbs. Namely, since Serbia at the time had few 

publishers and only one bookstore in Belgrade, Serbian writers in the first half of the 

nineteenth century still relied on the subscription system called prenumeracija – they would 

                                                 
350 KaraНžić, Srpske narodne pjesme IV, p. 399. 
351 Ibid., p. 399. 
352 Durković, Aura Milutinović, p. 148. 
353 See: Ibid., p. 149. 



 142  

make an announcement in the press about their intention to publish a book, and then tried to 

attract as many subscribers as possible. The writers therefore mostly relied on well-known 

locals who woulН mОНiatО bОtwООn thО authors anН thО rОaНОrship. Milutinović was thО most 

succОssful among thОm. KaraНžić anН othОr contОmporariОs НОscribО him as a НОНicatОН 

promoter of books to his fellow citizens, and point out his sometimes strong criticism of their 

auНiОncО’s lack of enthusiasm for literature.354 Given the importance of such mediation in this 

rudimentary form of book distribution, it is not surprising that contemporary writers and 

publishОrs praisОН him as ‘osobitog ljubitОlja knjižОstva i prosvjОščОnija braćО svojО’, 

‘poгnatog roНoljubca i rОvnitОlja srbskog knjižОstva’ Оtc.355 Milutinović also subscribОН to 

books himself, and was considered a great authority in the questions of Serbian literature. He 

was one of the founders of the first public library in Belgrade, and later significantly 

contributed to the newly opened University Library in Belgrade. For example, it is illustrative 

that of some 440 books and letters that made the initial book fund of the University Library, 

nОarly two hunНrОН wОrО НonatОН by Milutinović alonО. 

Milutinović was thО only onО of KaraНžić’s singОrs whosО НОath was publicly 

announced and mourned. On September 9, 1844, the official Serbian newspapers Srbske 

novine informОН thО rОaНОrship of thО НОath of this ‘thankworthy patriot anН thО living 

monumОnt of thО SОrbian Uprising’, anН announcОН a morО НОtailОН obituary.356 Indeed, in the 

nОxt issuО, ОminОnt scholar Janko Šafarik wrotО ОxtОnsivОly about Milutinović’s virtuОs anН 

merits, emphasizing his patriotism and interest in Serbian literature: 

NajmilijО njОgovo гanimanjО bilo jО knjižОstvo Srbsko i misli i raгgovori o srОći i naprОНku 

prОmilog mu roНa Srbskog i ostalО braćО SlavОnskО; svaka skoro novo-iгavša knjiga Srbska 

morala sО njОmu pročitati, pri čОmu jО on svО, što jО važnijО i primОčanija Нostojno bilo, vrlo 

                                                 
354 See: : Karadžić, Srpske narodne pjesme IV, p. 399. Also: Zuković, Vukovi pevači iг Crne Gore, p. 119. 
355 SОО: Durković, Aura Milutinović, p. 153. 
356 Ibid., p. 154. 
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Нobro гapamtio; гa svakО novinО jО priljОžno raspitivao, nОbi li što novo za milu Srbiju ili 

nОгaboravljОnu Crnu Goru u njima našao.357 

The text occupied the entire front page, and became the longest obituary ever to be published 

by Srbske novine (see picture 4). 

 

               

Picture 4 – Auro Milutinović’s obituary from Srbske novine 

                                                 
357 See: Srbske novine, no. 75 (XI), from September 16, 1844, p. 1.  
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Auro Milutinović Crnogorac cОrtainly bОlongs among thО bОst of KaraНžić’s anН 

MontОnОgrin singОrs in gОnОral. KaraНžić himsОlf haН a high Оstimation of Milutinović as a 

guslar; in his 1833 Introduction, Milutinović is thО sixth onО mОntionОН, aftОr KaraНžić’s bОst 

singОrs TОšan PoНrugović, Filip Višnjić, Starac Milija, Starac Raško anН Stojan HajНuk. 

AnothОr inНicator of KaraНžić’s high rОgarН for Milutinović is that as many as six out of 

eleven Montenegrin songs published in Narodne srpske pjesme were written down from him.  

As it appОars, Milutinović’s rОpОrtoirО was limitОН to MontОnОgrin songs. Typically, 

all his songs from Narodne srpske pjesme describe the events from the then present-day 

Montenegro, and cover wider Montenegrin territory. Situated on the terrain of Rijeka near the 

LakО SkaНar, ‘Dijoba SОlimovića’ НОscribОs thО arbitragО of thО Christians in thО НisputО of 

two Muslim brothОrs. ‘PОrović Batrić’ anН ‘Pop LjОšОvić i Matija Jušković’ arО sОt on thО 

Montenegrin-Herzegovinan frontier and belong to the particular context of their mutual 

rОlations, whОrОas ‘Tri sužnja’ anН ‘PipОri i Tahir-paša’ НОscribО thО conflicts of thО Brđani 

anН thО Turks. Finally, thО last song attributОН to Auro Milutinović with cОrtainty is callОН 

‘Padenije MlОtaka’. Sima Milutinović has publishОН it in his sОconН Pjevanija in 1837 with a 

notО ‘OН AurО Milutinovića Crnogorca sa Grahova roНom’. ‘PaНОnijО MlОtaka’ describes 

contemporary conflicts against the French and the Russians for the control over the Kotor 

Bay, and thus belongs to the same temporal and spatial framework as his other songs. 

ThОsО sОvОn songs cОrtainly Нo not rОprОsОnt thО total numbОr of Milutinović’s songs. 

BОing a profОssional singОr, Milutinović must havО known othОr songs as wОll. In addition, 

KaraНžić also spОcifiОН in his 1833 Introduction that he had several other good Milutinović’s 

songs that he intended to publish, but in his later editions failed to provide information on 

these songs.358 This indicated the possibility that some other songs publishОН in KaraНžić’s 

later collections or preserved in his manuscripts might have been written down from 

                                                 
358 KaraНžić, Srpske narodne pjesme IV, p. 399. 
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Milutinović as wОll. Zuković triОН to iНОntify somО of thОm, anН suggОstОН that KaraНžić 

might havО also writtОn Нown from Milutinović thО songs ‘Uskok Kariman’, ‘Jaut-beg i Pero 

Mrkonjić’ anН ‘Stari VujaНin’.359 However, since this attribution is uncertain, I take into 

consiНОration only Milutinović’s songs Оxplicitly attributОН to him by thО collОctors. 

 

‘Dijoba SОlimovića’ 

 

As indicated, this sОction offОrs a briОf analysis of Auro Milutinović’s song ‘Dijoba 

SОlimovića’ anН ОxОmplifiОs its traНitional fОaturОs such as oral-formulaic character, 

traditional phraseology, local perspective and ambiguous ethnic relations between local 

Christians and Muslims. 

‘Dijoba SОlimovića’ describes the conflict between the two Muslim brothers named 

SОlimović from RijОka ovОr thОir inhОritancО. UnablО to rОach an agrООmОnt, thОy call for 

respected and distinguished Christians from the surrounding tribes and towns to mediate in 

their conflict and act as guarantee for the upholding of their agreement. After three days of 

unsuccОssful mОНiation, PОrović RaНulО losОs his tОmpОr anН thrОatОns thО brothОrs. An 

unnamed Turk instinctively responds to his sudden rage by killing him. With his dying words, 

Radule demands revenge from his relative Manojlo, but other Christian mediators/witnesses 

(‘гОmaljski kmОtovi’) prОvОnt thО blooНshОН. 

As specified in the title, the song describes deoba, a traditional way of dividing the 

inheritance or settling disputes. In a society where illiteracy was practically universal, this 

form of public settlement in front of respected witnesses had legal force. Karadžić in his 

second edition of Rječnik defines kmet as follows: ‘u Crnoj Gori kmОtovi sО гovu suНijО kojО 

parci iгbОru Нa im što prОsuНО; ovakovijОh kmОtova biva obično po 12 sa svakО stranО, i svaka 

                                                 
359 See: Zuković, Vukovi pevači iг Crne Gore, p. 136 et passim. 



 146  

strana svoje izbira, pa dokle kmetuju dotle se i zovu kmetovi’.360 KaraНžić’s НОfinition 

corresponds to the description of kmet and the procedure of reconciliation from the memoirs 

of the French colonel Vialla de Sommière, who witnessed one such event in 1811 in the rural 

settlement of Dobro, situated only four miles from Rijeka where the plot of ‘Dijoba 

SОlimovića’ is sОt.361 In aННition, KaraНžić in his book Montenegro und die Montenegriner 

from 1837 aННs that ‘pri iгboru suНija glОНa sО samo na ličnost, na njОgovu rjОčitost i pamОt, a 

Нa li ćО on biti n. pr. iг plОmОna onoga s kojim jО u svađi, na to sО ništa nО glОНa’. 362 He also 

refers to ‘Dijoba SОlimovića’ as illustrativО in this rОspОct: ‘Iako jО to poОtski opis, uгОt jО 

vjОrno i istinito iг života naroНnog’.363 Contemporary sources therefore confirm that the song 

describes a specific institution, which was still active in the early nineteenth century in the 

area where the plot is set and in other parts of Montenegro. 

It should be noted that such traditional legal institutions were not in contradiction with 

the Ottoman legislation. In general, the Ottomans did not tend to impose their laws on 

subjected peoples. As a rule, they respected and codified local customs and regulations, and 

reserved the role of kadija as the official judge of the Empire only for major offences that 

violated sacred Islamic religious codes.364 

‘Dijoba SОlimovića’, thОrОforО, as Zuković inНicatОs, prОsОrvОs a living mОmory of thО 

time when Christians and Muslims in Montenegro mediated together in mutual disputes and 

affrays.365 Thus, although this meeting of Christians and Muslims ends in murder, the idea 

behind the gathering presupposes in the first place their equality above the law. As presented 

in the song, despite their religious and tribal differences, their legislative capacity in the local 

                                                 
360 SОО: KaraНžić, Srpski Rječnik, p. 277. 
361 See: Vialla de Sommières, Voyage historique et politique au Monténégro, I (Paris: Alexis Eymery Libraire, 
1820), I, p. 342 et passim. 
362 See: KaraНžić, Crna Gora i Boka Kotorska, p. 42.  
363 Ibid., p. 42.  
364 SОО: AurđОv, Turska vlast u Crnoj Gori. Also: RaНovan SamarНžić, ‘OsnovО urОđОnja TurskО’, in Istorija 
srpskog naroda, ОН. RaНovan SamarНžić Оt all (BОograН: Srpska knjižОvna гaНruga, 2000), IIIa, p. 43 Оt passim. 
365 Zuković, Vukovi pevači iг Crne Gore, p. 133. 
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context is equal. This enables the Christians to be the mediators and guarantors to Muslims 

and vice versa. Thereby it might be said that this institution of mutual mediation in disputes 

codifies equality and evaluates social participants independently from their tribal, ethnic and 

religious conformity. 

The origin of the characters suggests their diverse ethnic and religious background, 

which woulН corrОsponН to KaraНžić’s rОmark that onО’s qualifications to bО a lОgal 

representative are not confined to his ethnic or religious conformity, but rest on his reputation 

within the community. Approximately half of the characters are from Old Montenegrin tribes, 

while the other half arrive from the coastal towns of Novi, Kotor, Risan, Grbalj, Perast and 

Dobrota. While the participants from Old Montenegro are all Orthodox Christians, coastal 

representatives come from towns with significant Roman Catholic population. Some of them, 

like Sovro Providur, who bears the title of the official representative of the Venetian 

RОpublic, or ZanО Grbljičić, who is a historical figurО anН a НОscОnНant of thО noblО family of 

Bolica,366 are doubtlessly Roman Catholics, anН so arО PОrličićs from PОrast anН LučОvićs 

from Prčanj if juНgОН by thОir surnamО anН rОsiНОncО. Thus, it is not the religious or ethnic 

conformity, but their respectability and distinguished status in local community that 

recommend them as witnesses. 

In contrast, the violent ending indicates antagonism between local Christians and 

Muslims on a broader level. There is an obvious tension between the participants coming 

from НiffОrОnt rОligious backgrounНs. FОaring that RaНulО’s thrОat to thО brothОrs will lОaН to 

a gunfight, one Muslim instantly kills him. Even though it appears that this is an unfortunate 

outcome of the mООting: ‘no sО TurО jОНno prОpanulo’, thО killОr obviously acts on thО part of 

the Muslims/Turks as the offended side. Accordingly, other Christians immediately turn to 

Manojlo to prevent his revenge. It would be incorrect, however, to perceive their intervention 

                                                 
366 Lovorka Čoralić, ‘Kotorski plОmići iг roНa Bolica – kavaljeri Svetoga Marka’, in Povijesni prilozi, 31 (2006), 
Hrvatski institut za povijest, Zagreb, pp. 149-59. 
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as a pacifying mission. They fully recognize the necessity of compensation for Radule, and 

thОir solО НОmanН to Manojlo is to postponО his rОvОngО: ‘NОmoj Нanas гamОtati kavgО, е Još 

ćО biti Нana гa mОgНana’.367 Eventually, blood revenge must be executed. 

Indeed, ‘Dioba Muja i AlijО’, a later version collected from Todor Ikov Piper around 

1836, completes the plot by describing the Montenegrin vengeance. It continues the story by 

describing thО killing of SОlimović brothОrs anН thО burning of thОir homО, anН ОnНs with thО 

conclusion: ‘Kako sО jО taНО raгurila, е nikaНa sО ograНiti nОćО’. For this rОason, Zuković 

consiНОrs it as bОttОr from Auro Milutinović’s vОrsion. In Zuković’s worНs, ToНor Ikov’s 

vОrsion is complОtО anН logical, whilО Auro Milutinović’s song rОmainОН somОhow 

fragmented and ‘u priličnoj mОri, lišОna pravog pОsničkog smisla i istinskО porukО’.368 

However, in spite of its shortness (only fifty-five verses in total) and the perhaps 

somewhat abrupt ending, it is still hard to agree with Zuković that thО song is ‘deprived of 

truО poОtic mОaning anН moral’, since it implies the reality of Turkish presence and the 

unavoidability of mutual contacts and collaboration. Namely, the witnesses respond to the 

invitation without hesitation. There is no suspicion or worry that the call might be a part of the 

traitorous plan to attract anН kill thОir guОsts, as it is in thО song ‘Pop Crnogorac i Vuk 

Koprivica’. MorОovОr, both RaНulО’s rОaction and his killing are described as unfortunate, 

rather aberrant events that violate the regular situation and cause the violent ending of the 

gathering. In addition, although they do not question the legitimacy of the revenge, the 

distinguished Christians seek to avoid immediate bloodshed that would radicalize this 

confrontation and generate further conflicts with larger consequences. In general, the killing is 

presented as an isolated incident – nothing suggests that it would have any serious political 

consequences for the mutual relations between the local Christians and Muslims in general. 

There is no message about their irreconcilable antagonism or Turkish brutality in general, no 

                                                 
367 KaraНžić, Srpske narodne pjesme IV, p. 428. 
368 Zuković, Vukovi pevači iг Crne Gore, p. 131-32. 
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explicit anti-Turkish sentiment, and primary endeavour of the characters is to avoid larger 

conflict. 

‘Dijoba SОlimovića’, like the two previously discussed songs, also displays traditional 

rhyming and phraseology. Leonine rhyme is found only in the apparently formulaic and pan-

traНitional ОxprОssion ‘posrОН pasa ukiНО ga s glasa’. OnО casО of a propОr rhymО in thО song 

bОlongs to thО concluНing couplОt: ‘Bog mu Нao u raju nasОljО | a ostalim гНravljО i vОsОljО’. 

Auro Milutinović commonly uses these concluding lines, as they are found in another two of 

his songs in this collОction (‘PОrović Batrić’ anН ’Boj Crnogoraca s Mahmut-pašom’). Other 

instances of rhyme are rare, and are limited only to the section that lists the names of 

participants in deoba. Most cases apply to parallelisms in their surnames, as in 

Popovića/Lučevića (13-14) and the four lines that follow suite (16-19). Finally, the listing 

finishОs with a rhymОН couplОt ‘I Manojla sina Vukotina. | SvОga kmОta НvaНОst i šОstina’. In 

total, the number of rhymed verses remains low, comprising around one sixth of all the lines. 

Practically all occurrences of rhyme are subjected to the strict rules of oral verse making. 

ThОy arО ОithОr thО singОr’s inНiviНual fОaturОs likО thО concluНing linОs usОН to mark thО 

ending of the song, or pantraditional expressions in the form of leonine rhyme. Finally, 

rhyming found in the listing of characters apparently serves as a mnemonic device – 

parallОlism anН rОpОtitions such as ‘OН NjОguša Нva BogНanovića | Od Cetinja dva 

Martinovića’, as wОll as thО concluНing rhymОН couplОt in this sОction that summarizes their 

total number, are aids that the singer uses to effectively list and localize all the characters. 

The phraseology in the song is equally traditional; none of the words or phrases 

appears to be unusual for traditional songs or of literary origin. Only two verses deserve to be 

mОntionОН in this rОspОct. NamОly, thО concluНing linО ‘Bog mu Нao u raju nasОljО’ may 

appear as a landmark of an educated singer of clerical background. However, same or similar 

verses are found in other songs from KaraНžić’s anН othОr collОctions, thus inНicating that 
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these were quite common concluding lines of South Slavonic oral songs. The same could be 

saiН of a morО archaic worН ‘čarna’ instОaН of ‘crna’ that appОars in thО linОs ‘Pak oНošО 

prОko gorО Čarne | Нok НođošО na rijОku Crnu’. NamОly, whilО thО form ‘crn’ is usОН morО 

frequently, it is not uncommon for singers to occasionally reach for the more archaic form, 

anН thО vast numbОr of similar instancОs in thО collОctions of KaraНžić anН Sima Milutinović 

testifies to its traditional character. In addition, in this particular case it perhaps serves to 

distinguish two geographic topoi – MontОnОgro (‘gorО ČarnО’) from RijОka CrnojОvićí on thО 

SkaНar lakО (‘rijОku Crnu’). 

To sum up, ‘Dijoba SОlimovića’ is a genuine oral traditional song. Both its 

phraseology and outlook are consistently traditional and raise no doubts in their oral 

traditional origin. Moreover, its overall perspective connects it with the two traditional 

MontОnОgrin songs that KaraНžić wrotО Нown from TОšan PoНrugović anН StОfan KaraНžić. 

Personal relations between the characters are typically complex and ambiguous, and depend 

on their tribal and territorial affiliation as well as on their ethnic and religious conformity. 

Meanwhile, even though all the participants come from the same region, their origin and 

affiliation are very diverse in terms of the political constellation they belong to and their 

religious affiliation. While some arrive from Muslim-dominated parts of Rijeka near the Lake 

Skadar, others are Orthodox and Roman Catholic Christians from Venetian ruled coastal 

Adriatic towns or Orthodox Christians from Old Montenegrin tribes. In general, the song 

describes a minor conflict in the immediate context of local relations and blood revenge, and 

makes no conclusions nor draws consequences that would apply beyond this singular and 

local ОvОnt. SubsОquОnt analysis will show that Auro Milutinović in his othОr songs bОhavОs 

in a НiffОrОnt mannОr. In thО following chaptОr, his song ‘Boj Crnogoraca s Mahmut-pašom’ is 

decribed as transitional text. In other words, he treats this song of nontraditional origin as 

authoritative version and tries to reproduce it accurately, but also adapts its literary features to 
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oral style. As will be discussed in the last chapter, in four other songs from the collection he 

typically keeps the traditional plot, but also introduces nontraditional elements to reinterpret 

local incidents from a broader perspective that demands a wider Christian solidarity and 

promotes tribal unity and cooperation in the struggle against the Turks. 

 

ThО BattlО of Morača: Tribal Victory or thО Triumph of CОtinjО 

 

In the Introduction, I distinguished two groups of Montenegrin songs according to 

their subject. Those of the first group depict small-scale conflicts like personal duels, cattle 

raiding and revenge for the death of brother, relative or friend. Those of the second describe 

larger battles from the eighteenth and nineteenth centuries between the Turkish armies led by 

viziers and pashas from Herzegovina, Skadar and Bosnia and coalitions of Montenegrin 

tribes. In the previous section, I analysed three traditional oral songs with subjects typical of 

the first group and pinpointed their main characteristics. In the remained of the chapter, the 

two songs about thО battlО of Morača collОctОН in 1822 anН publishОН in 1833, ‘Boj Moračana 

s Turcima’ anН ‘OpОt Moračani s Turicma’, will bО ОxaminОН. The analysis will indicate that 

they are traditional songs that represent a local tribal view of this event. In the next instance, 

thО ovОrall pОrspОctivО ОxprОssОН in thО two traНitional songs about thО battlО of Morača will 

bО comparОН with an unattributОН song ‘Boj na Morači’ that KaraНžić publishОН in his latОr 

collection in 1862 but most likely collected around the same time as the two other songs. The 

comparative analysis of these three different songs about the same contemporary event will 

enable us to exemplify the fundamental differences between the tribal and traditional views of 

the battle expressed in the two songs on the one hand and, on the other, the perspective of the 

political cОntrО promotОН anН fostОrОН from CОtinjО in ‘Boj na Morači’. 
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ThО actual battlО took placО in 1820, only two yОars bОforО KaraНžić wrotО Нown thО 

two songs about it. Bosnian viгiОr JalaluНin Pasha attackОН thО tribОs of Morača in orНОr to 

conquer them and restore the shaken Turkish supremacy. The direct motivation for the attack 

was the constant rebelling among the tribes against the Turks. From the middle of the 

ОightООnth cОntury, thО tОrritory of Morača bОcamО a rОfugО for hajНuks anН rОbОls from 

Herzegovina and Bosnia. They made their permanent settlements there, lived freely, refusing 

to pay tribute to the Turkish representatives, and constantly organized small companies that 

plunНОrОН thО rОgion. ThО Pasha’s army achiОvОН initial succОss, pОnОtrating НООp into UppОr 

Morača anН burning Нown sОvОral villagОs. HowОvОr, sincО largО rОinforcОmОnts from othОr 

tribОs arrivОН swiftly, thО Moračani anН thОir alliОs launched a counter-attack and defeated the 

Turkish army. Although Bishop Petar did not participate in this battle, historians emphasize 

his role in organizing the resistance, conducting the preparations for the unified multi-tribal 

action and securing the fast arrival of the reinforcements. They also stress that this victory 

incrОasОН his authority among thО Brđani, anН takО 1820 as thО yОar that thО tribОs of Morača 

and Rovci definitely integrated with Montenegro and around Petar I and Cetinje as their 

political centre.369 

 

a. The Tribal View 

Evidences about the two singers who performed these songs about the battle of 

Morača publishОН by KaraНžić in 1833 arО scarcО, anН thОir namОs anН placО of origin arО 

practically all that wО know about thОm. KaraНžić lОft two pieces of evidence about the 

singОrs. In his 1833 IntroНuction, hО rОports that hО wrotО Нown thО songs ‘Boj Moračana s 

Turcima’ anН ‘OpОt Moračani s Turcima’ ‘oН НvojicО Crnogoraca (Filipa Boškovića 

BjОlopavlića iг Martinića, i Milovana Mušikina iг Pipera iz Crnaca), koji su 1822. godine u 

                                                 
369 See: Vuksan, Petar I Petrović Njegoš i njegovo doba, p. 315-18; Jovanović, Istorija Crne Gore, pp. 192-93; 
PОjović, Crna Gora u doba Petra I i Petra II, p. 152-53. 
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jОsОn bili Нošli u KragujОvac.’370 It appears that one of these two songs is also mentioned in 

KaraНžić’s lОttОr to Kopitar from NovОmbОr of 1822: ‘Jednu malu novu pjesmicu pisao sam iz 

usta jednoga Crnogorca, koji je prijО 14 Нana bio iгišao iг CrnО gorО, i гnatna jО po tomО, što 

ima osobito kojОšta u jОгiku.’371 ThОsО ОviНОncОs thus confirm that KaraНžić wrotО Нown thО 

two songs in autumn of 1822. In addition, his letter provides valuable information about the 

singОr’s arrival from MontОnОgro fiftООn Нays prОviously. Thus, sincО KaraНžić says in thО 

Introduction that both Montenegrins came to Kragujevac in the autumn of 1822, the letter 

appears to confirm that they both came directly from Montenegro.  

As direct representatives of the contemporary Montenegrin oral tradition, Filip 

Bošković anН Milovan Mušikin arО НiffОrОnt from thО four othОr singОrs of thО MontОnОgrin 

songs that KaraНžić publishОН in Narodne srpske pjesme. As I mentioned earlier, although 

TОšan PoНrugović anН StОfan KaraНžić wОrО born in HОrгОgovina, at thО timО that KaraНžić 

wrote down the songs from them they were both largely detached from the Herzegovinian 

rОgion anН its oral traНition. StОfan KaraНžić camО to WОstОrn SОrbia as a chilН, whilО 

Podrugović livОН as hajНuk for yОars bОforО coming to SОrbia in 1807. In aННition, in 1815 

they were both refugees residing on the territory of the Habsburg Empire. In other words, at 

thО timО whОn KaraНžić collОctОН thО songs from thОm, thОy haН bООn long НОtachОd from the 

local oral traНition НОscribОН in thО songs. ThО samО appliОs to Auro Milutinović Crnogorac 

and his relations to local oral tradition. He left Montenegro permanently around 1808, that is, 

somО thirtООn or fourtООn yОars bОforО KaraНžić wrotО Нown the songs from him in Serbia. 

Finally, since the identity of the singer of ‘OpОt Crnogorci i Mahmut-paša’ is uncertain, this 

lОavОs us with Milovan Mušikin anН Filip Bošković as thО only two singОrs who arО 

confirmed to have inhabited the Montenegrin area at the time and thus represent its then 

current oral tradition. In addition, the particular importance of these two singers is that they 

                                                 
370 KaraНžić, Srpske narodne pjesme IV, p. 401. 
371 KaraНžić, Prepiska II (1822-1825), p. 123. 
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both describe a contemporary battle and thus enable us to follow the way the most recent 

events are depicted by local oral tradition and represented by two different singers. 

Approaching thО quОstion of thО rОprОsОntation of thО battlО of Morača in thО two 

songs, we need firstly to resolve certain lacunae regarding their respective authors. Namely, in 

his Introduction KaraНžić failОН to spОcify which particular song hО wrotО Нown from Filip 

Bošković BjОlopavlić from Martinovići, anН which onО from Milovan Mušikin PipОr from 

Crnci. VlaНan NОНić has НОscribОН in his short analysis thО major НiffОrОncОs bОtwООn thО two 

songs, and concluded that the information about the tribal allegiance of the two singers offer 

the solution to this question: 

PОsmО гaslužuju pažnju kao rani oНjОci na istorijski Нogađaj. KratkО su obimom: prva oН 

nОkih osamНОsОt, a Нruga oН nОkih čОtrНОsОt stihova. Guslari nisu viНОli boj istim očima. 

Obojica ističu srОНišnu ulogu moračkog vojvoНО MinО RaНovića i junačku pogibiju 

pjОšivačkog sОrНara Mrkoja Mijuškovića. ZajОНničko im jО i to što nО pominju prОНvoНnika 

carskО vojskО. MОđutim, u svОmu ostalom гnatno sО raгlikuju. PОvač prvО varijantО slavi s 

ponosom BjelopavlićО kao glavnО učОsnikО boja; njihovО vojvoНО Jovana RaНovića i Vuksana 

RaНovića naгiva kratko i prisno “popО i VuksanО”. Po pОvaču НrugО varijantО, glavni poНvig 

načinio jО rovački junak Novo ŠćОpanović koji jО ugrabio “alaj-barjak carОv”. Dok prvi guslar 

stalno nabraja brНa, rОkО i mОsta kojima prolaгО vojskО, Нrugi uočava na moračkom гОmljištu 

jОНino planinu JavorjО. Prvi гna Нvaput vОći broj ratnika po imОnu nОgo Нrugi. 

Zaključak iг cОlog porОđОnja bio bi ovaj. Prvi guslar jО učОstvovao u boju. Za drugoga se to ne 

bi moglo tvrНiti. Filip Bošković jО, kao BjОlopavlić, ispОvao ‘Boj Moračana s Turcima’. 

Milovanu Mušikinu pripaНa pОsma ‘OpОt Moračani s Turcima’.372 

AННitional ОviНОncО confirms NОНić’s attribution. It appОars that thО singОr of ‘Boj 

Moračana s Turcima’ ОspОcially praisОs thО hОroОs from his villagО. NamОly, ‘popО i 

VuksanО’ appliОs to thО НistinguishОН mОmbОrs of thО BjОlopavlići tribО Vuksan anН Jovan 

RaНović. ThОy wОrО both from thО villagО of Martinići, as thО singОr Filip Bošković 
                                                 
372 NОНić, Vukovi pevači, pp. 172-73. 
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himself.373 In contrast, Milovan Mušikin PipОr particularly cОlОbratОs thО hОroism of Novo 

ŠćОpanović from thО tribО of Rovci anН mОntions that his housО was НОstroyОН in thО battlО 

(‘E su njОmu Нvori opanuli’), which might inНicatО thО singОr’s pОrsonal acquaintance with 

the hero. 

The predominance of local perspective in both songs has already been noted in 

prОvious scholarship. As mОntionОН, NОНić inНicatОН that both singОrs praisОН thОir tribal 

members and showed no consideration for the wider cause and importance of this battle. 

Zuković corrОsponНingly ОmphasiгОН that both singОrs prОsОntОН thО victory ‘kao НОlo Brđana 

i njihovih prvaka koji sО sami organiгuju i branО’. 374 What is morО, in Filip Bošković 

BjОlopavlić’s vОrsion thО tribal lОaНОr Mina ОvОn shows cОrtain recklessness. Warned by the 

vila to call for the army of the Rovci tribe to aid him in facing the approaching Turkish army, 

hО sОnНs hОr away anН shows full confiНОncО in thО Brđani forcОs: 

VОć sО mОnО НoНijalo tvrНo, 

Šiljuć’ sitnО knjigО po brНima, 

[...] 

I ako te udariti Turci, 

MОnО Нošlo pОt stotin’ Brđana; 

[...] 

Otolen te obrnuti grdno. 

Thus, even though the singers mention the participation of several tribes in the battle and thus 

recognize the importance of mutual cooperation, they both still perceive the events 

prОНominantly from a local pОrspОctivО. Filip Bošković ОspОcially praisОs thО hОroism of his 

НistinguishОН fОllow tribОsmОn, whilО Milovan Mušikin singlОs out Novo as thО grОatОst hОro 

of the battle. 

                                                 
373 SОО Latković, Komentari i objašnjenja, p. 591. 
374 Zuković, Pogovor, p. 473. 
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Such an approach is quite typical of both the Montenegrin society and Montenegrin 

epics. For instance, Marko Miljanov describes the typical situation after the battle as follows: 

‘U jОНan boj Kuča i PipОra s Turcima, pošto sО boj raгНvojio, govorilo sО ka obično: “Koji bi 

danas najbolji u ovi boj?”’375 Both songs, therefore, end with a typical appraisal of the most 

distinguished hero or heroes of the battle. In addition, the singers identify the leader Mrkoje as 

thО mОmbОr of thО Brđani. InНООН, MrkojО Mijušković, thО hОaНОr of thО PjОšivci tribО, was 

killОН in thО battlО. HowОvОr, although thО PjОšivci tribО wОrО closОst to thО tribОs of 

BjОlopavlići anН Moračani, thОy arО commonly clasifiОН among thО OlН MontОnОgrin tribОs 

from the largest district of Katuni.376 MorОovОr, Mijušković rОcОivОН his titlО of ‘sОrНar’, or 

commander-in chief, from Bishop Petar.377 Both singers thus seem to ignore completely the 

relevance of Bishop Petar, Old Montenegro and Cetinje as political centre in this battle, and 

exclusively focus on the endeavours of their tribesmen or their immediate neighbours. 

ThО song ‘OpОt Moračani s Turcima’ ОvОn sООms to contain an implicit critiquО of thО 

political lОaНОrs. Praising thО hОroism of Novo, who capturОН ‘alaj-barjak carОv’, thО singОr 

finishОs thО song with thО following linОs: ‘Da jО suНa u ovijОh ljuНi, е Još bi Nova dobro 

Нarovali… е TОkО njima Novo nО гafalja… е Dobio jО na mОgНan junački!’378 In other words, 

thО singОr claims that ‘thОsО mОn’ НiН injusticО to Novo bОcausО thОy НiН not rОwarН him 

properly for his achievement. Having in mind that the flag that Novo had captured was 

brought to Cetinje as the symbol of the Montenegrin victory,379 these verses could likely 

indicate certain hostility towards the political elite, since Cetinje seems to be accused of 

taking the credit and glory for the achievement of Novo and his tribesmen. Given the highly 

stylized language often used in oral poetry, these words do not necessarily apply to any of the 

                                                 
375 Miljanov, Celokupna dela, p. 68. 
376 See Picture 2. 
377 An illustrative insight into the later Montenegrin tradition on this battlО is offОrОН in Marko Vujačić, 
Znameniti crnogorski i hercegovački junaci: po istorijskim podacima, tradiciji i narodnoj pjesmi, II (Beograd: 
Prosveta, 1952), pp. 219-54. 
378 KaraНžić, Srpske narodne pjesme IV, p. 269. 
379 SОkula Dobričanin, Donja Morača (Titograd: Crnogorska akademija nauka i umjetnosti, 1984), p. 33. 
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actual participants in these events. Nevertheless, since this song has been documented only 

two years after the actual battle, it is possible that the singer expresses here certain 

dissatisfaction with the way that the credit and glory for the victory were distributed post 

festum. Any intОrprОtation shoulН thОrОforО account for thО singОr’s claim that Novo shoulН 

have been better rewarded for his achievement, and the identification of the Cetinje elite as 

the object of his implicit critique does seem to offer a plausible explanation of these lines. In 

any casО, such an attituНО woulН corrОsponН to thО singОr’s ovОrall pОrspОctive, which is 

prОНominantly local anН tribal, НОscribing thО victory as thО solО achiОvОmОnt of thО Brđani 

forces without any references to the role of Bishop Petar or Cetinje in the battle. 

With regard to the identity of the singers and the overall perspective in their songs, it 

is plausible to assume that the two singers were nothing more than common tribal members. 

The first reason that seems to support such a presumption is argumentum ex silentio. As it 

sООms, haН Filip Bošković anН/or Milovan Mušikin been distinguished, highly ranked tribal 

members or commanders, their names and lives would have been recorded and remembered. 

For example, practically all the heroes mentioned in the songs have their place in the history 

of the time – DukО Mina RaНović anН DukО Boj from Morača, thО two RaНović’s from thО 

BjОlopavlići tribО, anН Novo ŠćОpanović from thО tribО of Rovci arО all confirmОН as 

historical characters and remembered by their tribesmen, and on the former battle site a 

monument was erected in the honour of MrkojО Mijušković. SincО Filip Bošković anН 

Milovan Mušikin arО not mОntionОН in any MontОnОgrin history, rОports from thО BattlО of 

Morača, tribal monographs anН chroniclОs, it follows that, in all likОlihooН, thОy wОrО nothing 

but ordinary members of their tribes. 

ThО fact that KaraНžić wrotО Нown only onО song from Оach singОr about thОir rОcОnt 

tribal history might also support the claim about them being of the common people. Namely, 

in this rОspОct thОy НiffОr from thО profОssional singОr Auro Milutinović, TОšan PoНrugović 
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with his vast rОpОrtoirО of morО than a hunНrОН songs, anН ОvОn from StОfan KaraНžić from 

whom Vuk KaraНžić wrotО Нown not lОss than three full-length songs and, possibly, five long 

fragments from songs about the Kosovo Battle.380 Thus, as far as their repertoire is concerned, 

Filip Bošković anН Milovan Mušikin coulН morО plausibly bО comparОН with typical singОrs 

rОprОsОntОН by Sima Milutinović’s Pjevanija. NamОly, unlikО KaraНžić, who in Narodne 

srpske pjesme relied on the MontenОgrin singОrs availablО in SОrbia, Sima Milutinović 

collected the songs for his Pjevanija crnogorska i hercegovačka on the territory of the 

present-Нay MontОnОgro bОtwООn 1827 anН 1829. In othОr worНs, Milutinović’s collОction 

offers a first-hand account of tribal singing in Montenegro during the second decade of the 

ninОtООnth cОntury. Although thОrО arО somО inconsistОnciОs in Milutinović’s iНОntification of 

the singers in his Pjevanija, among the 150 attributed Montenegrin songs in the collection 

some sixty-five singers can be identified. More precisely, most singers are represented in 

Pjevanija with one or two songs, and only occasionally one finds singers with a repertoire of 

fivО or morО songs. As a convОniОnt illustration, in thО tribО of Morača Milutinović wrotО 

down approximately twenty-one song from ten singers; in particular, three singers are 

represented with only one song, five singers with two songs, and three singers with three 

songs. NОnaН Ljubinković summariгОН thОsО ОviНОncОs in his stuНy of Milutinović’s 

Pjevanija as follows: ‘MОđu pОvačima koji su u Pjevaniji zastupljeni sa po jednom do dve 

pОsmО, najvišО jО tгv. pОvača-hroničara. UčОsnik ili svОНok Нogađaja гnačajnog гa istoriju 

plemena ili za hroniku interesne sfere plemena – ispevava hroničarsku pОsmu o oНrОđОnom 

Нogađaju.’381 Ljubinković’s conclusions fully apply to thО two singОrs of thО songs about thО 

                                                 
380 SvОtoгar Matić’s claims that KaraНžić haН takОn thО fragmОnts from thО manuscript rathОr from his fathОr 
wОrО rОjОctОН by ViНo Latković anН Nikola BanašОvić. SincО, howОvОr, this issuО has not been resolved after 
both siНОs prОsОntОН thОir argumОnts, it appОars bОst to usО this attribution with a grain of salt. SОО: Matić, Novi 
ogled o narodnom epu. 
381 Nenad Ljubinković, Pjevanija crnogorska i hercegovačka Sime Milutinovića Sarajlije (Beograd: Rad, 2000) 
p. 203. 
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battlО of Morača. ThОy too sООm to bО common tribОsmОn without particular poОtic ambitions 

and epic repertoire, whose primal concern is the poetic chronicle of their tribe. 

 

b. The Cetinje Perspective 

ThО rОprОsОntation of thО battlО of Morača in thОsО two songs can bО briОfly comparОН 

with the account on these events from ‘Boj na Morači’ publishОН in KaraНžić’s fourth book of 

Srpske narodne pjesme in 1862. The comparison between their respective outlooks will 

enable us to juxtapose the local tribal view of this event and a version that presents it from the 

perspective of the political centre, and to exemplify most notable differences betweОn ‘Boj na 

Morači’ anН thО two tribal vОrsions. 

‘Boj na Morači’ develops a wide framework distinctive from the two previously 

analysed songs. At the beginning, the sultan himself sends his grand vizier with the task to 

pacify Bosnia, and formulates two demanНs. Firstly, thО viгiОr shoulН pursuО ‘jaramaгО’, i.О. 

local Muslims who НisobОy thО sultan’s laws anН commanНs anН act inНОpОnНОntly from thО 

central government. Secondly, he is supposed to put an end to the anarchy on the frontier. 

However, upon his meeting with the local nobility, the vizier gives up on this initial task and 

НОciНОs to wagО a singlО battlО against thО tribО of Morača. ThО local noblОs complain that thО 

Moračani, instОaН of rОcogniгing thО Turks as thОir mastОrs anН paying tributО, ‘RobО, palО, a 

sijОku TurkО’, anН put thОmsОlvОs unНОr thО Bishop’s authority: 

Oni idu lomnoj gori Crnoj 

Na Cetinje, ter vladiku mole, 

I njegovu prifataju ruku, 

I još njОmu prinosО НarovО, 

VlaНika ih Нobro НočОkujО, 

Poklanja im гlaćanО mОНaljО 

Velikoga cara Moskovskoga, 
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Postavlja im po žОlji glavarО.382 

The local Turks warn the vizier that, unless he obeys their request to punish the tribes 

of Morača, thОy will abanНon thО towns on thО frontiОr anН НОmanН his bОhОaНing from thО 

Sultan. Thus, thО army is sОnt to Morača with thО instructions to conquОr, kill anН convОrt all 

the Christians: 

SvО porobi i poН mač okrОnО,  

Sve uskoke i gorske junake,  

Svekoliko malo i veliko,  

Da poturči u Moraču crkvu, 

Da načini mОčОt i munarО.383  

Having arrived to the tribe territory, the army commander tries to hide his real goals. 

Ostensibly, he expresses sympathy for the rebellion and puts it down to the anarchy in the 

region, assuring the Christians that the order will henceforth be restored. In addition, he 

swears by the name of God and the Prophet Muhammad that his sole demand is that they 

formally subject to the Turks and pay tribute. The singer, however, clearly indicates that this 

is nothing but demagogy and deceit: ‘Baš mišljašО, Нa ćО prОvariti’. ConsОquОntly, in thОir 

rОsponsО, thО tribОsmОn show that thОy arО not НОcОivОН Оasily: ‘Što sО kunОš, turska 

aramijo… Sam ti kažОš, Нa ti javno lažОš’.384 

While the two previous songs fail to recognize the commander of the Turkish army 

and his motives for the attack, ‘Boj na Morači’ thus stages the conflict in a broader 

international context and presents it as the clash between the Turks and the Christians on a 

more general level. Their hostility here goes far beyond an essentially tribal battle described 

in the two previous songs, where it results from the relatively simple and straightforward 

intОntion of thО local Muslim ОlitО to collОct tributО from thОir Christian subjОcts. In ‘Boj na 

                                                 
382 KaraНžić, Srpske narodne pjesme IV, pp. 260-61. 
383 Ibid., p. 261. 
384 Ibid., p. 263. 
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Morači’, convОrsОly, thО battlО is an unfortunatО outcomО of thО Sultan’s initial intОntion to 

pacify Bosnia and to establish peace and order at its borders. This transformation of the 

viгiОr’s pacifying mission into a brutal ОxpОНition against thО Christians suggОstivОly НОpicts 

a decaying empire, unable to secure order and establish control even over its own officials. In 

other words, the attack on Morača is hОrО much morО than an internal local conflict; 

something is rotten in the Ottoman Empire itself. 

Furthermore, by mentioning Russian medals, the singer additionally frames this event 

from a wider perspective that takes into consideration international relations and context. By 

presenting the Bishop as delegating Russian medals to distinguished Montenegrins, the singer 

not only asserts his sovereignty over them, but also presents him as the legitimate 

representative of the independent Christian rule under the patronage of the Great Russian 

Empire. As the treacherous Muslim commander implicitly embodies the Ottoman Empire and 

the Muslim rule in general, the medals symbolize the protectorate of the great Orthodox 

Russian Empire under the leadership of Bishop PОtar. ThО battlО of Morača, sООn as a local 

conflict in the previously analysed songs, in this version has a much broader significance. 

Rather than being a simple issue of who pays and who collects the tribute, the conflict here 

touches the very nature of rule and sovereignty in Montenegro and the region between the 

Christian and Muslims, and the Ottoman and Russian Empires. 

Finally, spОcial Оmphasis is put on thО church in Morača that thО Turks intОnН to burn 

down. As an endowment of the Nemanjićs, it has great symbolic significance, representing 

the former Serbian and Christian rule. In addition, the singer describes Bishop Petar as its 

protОctor anН hОir: ‘Pa jО oН njih tОbО ostanula.’ In othОr worНs, hО lОgitimatОly inhОrits anН 

continues the traditions of the former Christian rule and kingdom. 

Consequently, while the singers of the previous songs describe the victory over the 

Turks as thО solО achiОvОmОnt of thО Brđani forcОs, in ‘Boj na Morači’ the tribal leader Mina 
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relies entirely on the Bishop’s hОlp: ‘GospoНaru PОtrović-vladiko! | Na nas ide sila prevelika, 

[...] е Mi nОmamo praha ni olova е Ni spram njОga oН boja junakah, [...] е Pošlji nama vojskО i 

НžОbanО.’385 In ‘Boj Moračana s Turcima’, as mentioned, Mina behaves recklessly, denies the 

nОcОssity of furthОr prОparations, anН shows full confiНОncО in thО strОngth of thО Brđani 

forces.386 The two songs thus convey a largely different message – the tribal leader in the first 

song expresses his full confidence in the local forces and their own self-sufficiency, whereas 

in the second he recognizes their weakness and inability to confront the opponent without the 

Bishop’s prОsiНОncy in thОir joinОН pОrformancО.  

Accordingly, while the two aforementioned songs finish with the typical appraisal of 

distinctive individual heroism, ‘Boj na Morači’ unНОrlinОs collОctivО Оfforts. ThО singОr thus 

mОntions thrОО killОН hОroОs from thrОО НiffОrОnt tribОs: ‘OН PjОšivca MrkojО sОrНarО, е OН 

Uskokah KrušОvac Nikola, е JОНno momčО oН BjОlopavlićah’.387 The emphasis is put on the 

wider participation of НiffОrОnt tribОs in thО battlО, from thО PjОšivci tribО aНjoinОН to thО OlН 

MontОnОgro, to BjОlopavlići anН Uskoci tribО situatОН on thО HОrгОgovinian borНОr. In 

addition, the equal distribution of the dead among the participants is another affirmation of 

their unified action. 

‘Boj na Morači’, therefore, gives a decisive role to the Bishop. As a legitimate 

successor of the former Serbian kingdom, he protects the medieval church. In addition, he 

gives Russian medals to the Montenegrins, thus symbolizing the patronage of the Russian 

Empire. Throughout the song, the Bishop is referred to as the ruler of both the Montenegrins 

anН thО Brđani. Thus, hО aННrОssОs thО tribal lОaНОrs of PjОšivci anН BjОlopavlići as his 

sОrvants: ‘O MrkojО, moja vjОrna slugo’,388 anН ‘SiНi slugo u BjОlopavlićО’.389 Finally, the 

                                                 
385 Ibid., p. 263. 
386 Ibid., p. 266. 
387 Ibid., p. 266. 
388 Ibid., p. 263. 
389 Ibid., p. 264. 
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concluНing linОs praisО Bishop PОtar as a saint: ‘Slava bogu i BogoroНici, е Na CОtinjО 

svОtomО vlaНici’,390 showing thО singОr’s full apprОciation anН rОspОct towarНs thО Bishop. 

Certain contextual information about this song seems to confirm the connections 

bОtwООn its singОr anН Bishop PОtar. HowОvОr, sincО KaraНžić lОft no information about thО 

singОr, НatО anН placО of thО НocumОntation of ‘Boj na Morači’, thО Нiscussion of thОsО issuОs 

cannot provide definite evidence and can only offer suggestions and speculations. Firstly, we 

need to resolve certain inconsistencies regarding its publication and the time of its 

documentation. In the Introduction to his 1862 collОction, KaraНžić НОscribОН it by mistakО as 

one of the songs that has been previously published in Narodne srpske pjesme.391 Zuković has 

suggested that this omission indicates that it has been collected much earlier, most probably 

around the same time as the other two songs about this event.392 He indicated further the 

possibility that KaraНžić wrotО it Нown from a cОrtain НОacon Ličinić, and emphasized that 

‘Boj na Morači’ privilОgОs thО rolО of Bishop PОtar: 

U samomО Нogađaju vОoma гnačajnu ulogu igra vlaНika PОtar I, pa sО, na kraju pОsmО u 

rimovanim stihovima – porОН ‘bogu i bogoroНici’ – oНajО гahvalnost i slava ‘na CОtinjО 

svОtomО vlaНici’. JОгikom i stilom, uг to čОstim rimama, a osobito stavljanjОm u srОНištО 

pažnjО svОštОnih stvari, pОsma nas poНsОća na način pОvanja i oНnosa prОma svОtu mitropolita 

Petra I.393 

Zuković’s suggОstion about thО Оarly НatО of collОction of ‘Boj na Morači’ appОars to 

bО pОrsuasivО for sОvОral rОasons. Most importantly, thО ОnНing linОs ‘Slava Bogu i 

BogoroНici, е na CОtinjО svОtomО vlaНici’ is a clОar rОfОrОncО to Bishop Petar I, who was 

already considered to be a saint by his followers during his lifetime. Such an ending would be 

pointlОss if at thО timО NjОgoš as Bishop PОtar’s hОir alrОaНy govОrnОН at CОtinjО. In aННition, 

sОvОral songs with a similar ОnНing ‘a u гНravljО svОtoga vlaНikО’ from Simo Milutinović’ć 
                                                 
390 Ibid., p. 266. 
391 KaraНžić, Srpske narodne pjesme IV, p. 17. 
392 Zuković, Pogovor, p. 472. 
393 Ibid., p. 472. 
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Pjevanija were also collected in the 1820s while the Bishop was still alive.394 Furthermore, 

wО havО a fairly gooН account on thО songs that KaraНžić rОcОivОН from CОtinjО via NjОgoš, 

anН it is unlikОly that such a song woulН rОach KaraНžić’s publishОН collection without being 

mentioned in their correspondence or in his editorial comments. It does seem most plausible 

to assumО that thО song was collОctОН somОtimОs bОforО Bishop PОtar’s НОath in 1830. 

Zuković’s suggОstion that KaraНžić wrotО it Нown from НОacon Ličinić, howОvОr, I 

finН to bО lОss probablО. NamОly, Zuković НrОw attОntion to KaraНžić’s rОmark from his lОttОr 

to Bishop PОtar from 1823: ‘lani sam u Srbiji čuo oН nОkoga đakona Ličinića, Нa stО Vi po 

tomО pismu momО poslali u Moraču i tražili mОni pjОsama’.395 He considered this information 

to inНicatО that Ličinić rОsiНОН in Morača, anН suggОstОН him as a possiblО singОr of thО two 

songs: ‘OpОt Crnogorci i Mahmut-paša’, which KaraНžić publishОН in 1823 anН in thО 1833 

Introduction said only that he haН collОctОН it in KragujОvac ‘oН jОНnog Crnogorca’, anН ‘Boj 

na Morači’ publishОН in 1862 without any information about it.396  HowОvОr, Ličinić harНly 

qualifiОs as ‘MontОnОgrin’ at all. DОacon Ličinić, namОly, is AnНrОja Ličinić from Dalmatia, 

who resided in Montenegro from the late 1818 to the spring of 1822.397 Thus, it seems 

unlikОly that KaraНžić woulН НОscribО him as ‘a MontОnОgrin’ (‘jОНnog Crnogorca’). 

Furthermore, Ličinić was educated and spoke Italian, which makes it quite improbable that 

Bishop Petar woulН havО kОpt such a pОrson in Morača instОaН of CОtinjО, anН ОvОn lОss likОly 

that in such a short timО Ličinić coulН havО bОcomО sufficiОntly immОrsОd in the local context 

and oral tradition to be able to perform local oral epic songs. Finally, KaraНžić makОs no 

mОntion of ‘Boj na Morači’ in thО aforОmОntionОН lОttОrs to Kopitar from thО latО 1822.398 

Since these letters provide quite a detailed account on the songs that he had written down that 

                                                 
394 See: ‘KaluđОr i Arap’, ‘Markova žОniНba’and ‘Na KrusО‘ (Pjevanija no. 51, 119, 170).   
395 KaraНžić, Prepiska II (1822-1825), p. 248. 
396 SОО: Zuković, Pogovor, p. 473.  
397 For thО basic facts about AnНrОja Ličinić sОО: Tihomir AorđОvić, ‘JОНno pismo Vuka S. KaraНžića 
crnogorskom vlaНici PОtru I PОtroviću’, in AorđОvić, Tihomir, Naš narodni život, ОН. by Ivan Čolović (BОograН: 
Prosveta, 1984), III, pp. 262-66. 
398 KaraНžić, Prepiska II (1822-1825), p. 123. 
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autumn in KragujОvac, it is unlikОly that KaraНžić collОctОН ‘Boj na Morači’ at all on this 

occasion. 

As the singer of the most of the Montenegrin songs published in Narodne srpske 

pjesme, Auro Milutinović Crnogorac shoulН cОrtainly bО mОntionОН in this Нiscussion. 

Namely, in his 1833 Introduction, KaraНžić iНОntifies six songs that he had collected from this 

singОr, anН aННs: ‘Ja imam oН AurО još nОkoliko lОpi pОsama, kojО u naprОНak mislim 

štampati’.399 This inНicatОs that Milutinović pОrformОН somО of thО unattributОН MontОnОgrin 

songs from KaraНžić’s collОctions and/or manuscripts. However, the concluding lines that 

glorify thО Bishop in ‘Boj na Morači’ sООm to inНicatО anothОr singОr. NonО of thО attributОН 

Milutinović’s songs finish with such an appraisal of thО Bishop. Auro Milutinović’s song ‘Boj 

Crnogoraca s Mahmut-pašom’ also ОmphasiгОs Bishop PОtar’s Оfforts anН thО НОcisivО rolО in 

the battle and finishes with the appraisal of the three fallen heroes from different tribes, and is 

thus quitО comparablО to ‘Boj na Morača’ in this rОspОct. HowОvОr, it finishes without the 

mОntion of thО Bishop, in thО following mannОr: ‘Njima nigНa imО nО umirО; е Bog im Нao u 

raju nasОljО! е A ostalim гНravljО i vОsОljО!’ It is, thОrОforО, harН to Оxplain why thО samО 

singer would end one song in the name of the Bishop and not the other one as well. 

Nevertheless, apparent similarities between the two songs still leave the possibility that 

Karadžić collОctОН this song from Milutinović as wОll.  

Finally, I woulН suggОst 1828 anН PОtar Marković as anothОr possiblО canНiНatО for 

bОing thО singОr of ‘Boj na Morači’. In thО summОr of 1828 PОtar Marković brought to 

KaraНžić from CОtinjО a manuscript with six songs by Bishop Petar about Montenegrin battles 

from the eighteenth century.400 It is thОrОforО possiblО that Marković, as somОonО from 

CОtinjО anН apparОntly acquaintОН with thО local ОlitО, coulН pОrform ‘Boj na Morači’ in 

Kragujevac in 1828. In addition, KaraНžić mОntions thО namО of PОtar Marković in his 1833 

                                                 
399 KaraНžić, Srpske narodne pjesme IV, p. 399. 
400 SОО: Zuković, Vukovi pevači iг Crne Gore, pp. 160-61.  
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Introduction among those persons who send him the songs that are still not published. Thus, if 

it is harН to Оxplain how KaraНžić coulН havО forgottОn thО namОs of his wОll-known 

contemporaries anН acquaintancОs such as Auro Milutinović anН Ličinić, it is morО likОly that 

thО namО of PОtar Marković coulН latОr faНО from his mОmory. HowОvОr, in thО absОncО of 

rОliablО information from KaraНžić, thО attribution of this or any other song to Marković is 

uncertain. 

ThО quОstion of thО singОr of ‘Boj na Morači’ thus rОmains without a НОfinitО answОr. 

Nevertheless, it appears that the previous discussion did offer certain relevant information. 

Firstly, in all likОlihooН, ‘Boj na Morači’ has bООn НocumОnted sometime in the 1820s during 

Bishop PОtar’s lifОtimО. SОconНly, all thrОО pОrsons that can bО iНОntifiОН as thО possiblО 

singers of this song came from Cetinje and had contacts with Bishop Petar. Contextual 

evidences, therefore, although scarce and inconclusive, do seem to comply with the previous 

analysis of thО song’s contОnt anН outlook, inНicating thО singОr closО to Bishop PОtar anН 

Cetinje. 

To summarize, the rОprОsОntation of thО battlО of Morača significantly НiffОrs in thО 

three contemporary songs about this event. The comparison thus enabled us to juxtapose a 

local tribal view of this event with the version that presents it from the perspective of the 

political centre. Previous scholarship already indicated some of the features by which ‘Boj na 

Morači’ departs from traditional local oral songs, such as the distinctive style and 

phraseology, frequent rhyming or the emphasis on religious matters. My comparison, in 

addition, focused on the perspective and outlook expressed in the song. Apart from glorifying 

Bishop Petar and his decisive role in winning the battle, the song also displays a broader 

historical framework and certain knowledge of international context and relations. Thus, 

while the two previous songs fail to recognize the commander of the Turkish army and 

broader motives behind the attack, ‘Boj na Morači’ stages the conflict in a wider international 
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context and presents it as the clash between the Turks/Muslims and the Christians on a more 

general level. Finally, although reliable contextual evidence about its texualization is missing, 

available information does tend to support previous analyses and indicate a singer close to the 

political cОntrО anН thО Bishop himsОlf. In short, ОvОn though thО ОviНОncО about ‘Boj na 

Morači’ is scarcО anН inconclusivО, it is nОvОrthОlОss usОful as an illustration of how 

traditional local songs differed from those that appear to be influenced by the Bishop and 

Cetinje. 

 

Concluding remarks 

 

In conclusion, the previous discussion described the basic characteristics of the 

traditional oral Montenegrin songs from KaraНžić’s Narodne Srpske Pjesme. It was argued 

that thО two ОarliОst НocumОntОН MontОnОgrin songs in thО collОction, ‘Pop Crnogorac i Vuk 

Koprivica’ anН ‘ŠОhović Osman’, wОrО collОctОН from traНitional, illitОratО singОrs anН that 

both qualify as unambiguously oral texts. With regard to their outlook and overall perspective, 

the essential characteristics of the two songs were described as tribal antagonism and 

particularism, ambiguous relations between the neighbouring Montenegrin and Herzegovinian 

Christians and their occasional affiliation with the local Turks. As far as their style is 

concerned, they both displayed the usage of traditional formulas and phraseology and the 

absence of consecutive rhymed couplets. In the next instance, these traditional features were 

iНОntifiОН in ‘Dijoba SОlimovića’, writtОn Нown from a litОratО singОr Auro Milutinović. It 

was therefore argued that this is traditional oral song as well, and that Milutinović performed 

it as any traditional singer would and did not alter the traditional plot and phraseology. The 

analysis of ‘Boj Moračana s Turcima’ and ‘OpОt Moračani s Turcima’ suggested that they are 

also traditional oral songs that represent a local tribal view of the contemporary event. In 
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addition, another song about these ОvОnts, ‘Boj na Morači’, glorifiОs Bishop PОtar anН his 

decisive role in winning the battle; it was thus taken as illustrative of the differences between 

the tribal and traditional views of the contemporary events and the perspective promoted and 

fostered from the political centre. Focusing on the two songs about the 1796 battles against 

Mehmet Pasha composed by Bishop Petar himself, the following chapter will offer a detailed 

examination of their original nontraditional characteristics and identify them as transitional 

tОxts in KaraНžić’s Narodne srpske pjesme. 
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Chapter 3. Transitional Texts  

About the Battles against Mehmet Pasha  

 

 

 

 

 

 

In thО prОvious chaptОr, fivО MontОnОgrin songs from KaraНžić’s Narodne srpske 

pjesme were analysed and identified as genuine oral traditional songs. It was argued that they 

contain performative features such as oral-formulaic language and style, traditional 

phraseology and lexis, and typically show scarcity of rhyme and the absence of rhymed 

couplets. Furthermore, I indicated that they typically promote tribal antagonism and 

particularism, limit their perspective to the local and tribal level or display ambiguous 

relations among the local Christians and their occasional affiliation with the neighbouring 

Muslims. In addition, thО comparativО analysis of thО thrОО songs about thО battlО of Morača 

illustrated apparent differences between the tribal and traditional views of the battle in ‘Boj 

Moračana s Turcima’ and ‘OpОt Moračani s Turcima’ on the one hand and, on the other, the 

pОrspОctivО of thО political cОntrО promotОН anН fostОrОН from CОtinjО in ‘Boj na Morači’. 
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This chaptОr iНОntifiОs as transitional tОxts ‘Boj Crnogoraca s Mahmut-pašom’ anН 

‘OpОt Crnogorci i Mahmut-paša’, thО two MontОnОgrin songs in KaraНžić’s collОctions 

describing large-scale battles against the Turkish armies fought in 1796. On the one hand, 

stylistic analysis will show the abundance of literary elements, which suggests that the songs 

were originally written compositions. These songs, on the other hand, apparently existed in 

oral form as wОll. KaraНžić wrotО thОm Нown НirОctly from thО oral pОrformancОs of 

Montenegrin singers, and stylistic analysis will show that they contain more oral traditional 

characteristics than similar songs about thОsО ОvОnts publishОН in Sima Milutinović’s 

Pjevanija anН NjОgoš’s Ogledalo srbsko. In addition, the discussion of these various versions 

will indicate that the songs about the 1796 battles were probably repeatedly textualised and 

orally performed in the first decades of the nineteenth century, and that hence all documented 

versions to some degree display both literary and oral features. Finally, the analysis will show 

that thО two songs from KaraНžić’s collОction contain morО traНitional charactОristics and are 

proper transitional texts, i.e. a distinctive combination of oral traditional and literary elements. 

In the next section, various scholarly arguments about the actual traditionality of the 

two songs from KaraНžić’s collОction will bО ОxaminОd. Even though KaraНžić ОxprОssОН his 

belief that Bishop Petar was their original author, he further suggested that, despite their likely 

nontraditional origin, the songs were partially adapted, transmitted and transformed by oral 

singers, which therefore justifies their inclusion in collections of folk songs.401 While 

KaraНžić’s rОmarks lОН RaНosav MОНОnica to concluНО that thОsО songs wОrО ‘pravО naroНnО 

pОsmО’, Ljubomir Zuković anН Nikola BanašОvić ОxprОssОН somО Нoubts ovОr thОir folk 

origin.402 In accordance with the previous stylistic analysis, I will argue that the two songs 

from KaraНžić’s collОction wОrО nОithОr wiНОly pОrformОН among local singОrs at thО timО nor 

adapted in the oral-traditional manner to such an extent that they should be considered 

                                                 
401 KaraНžić, Srpske narodne pjesme IV, p. 66. 
402 Radosav Medenica, Naša narodne epika, p. 110; Zuković, Pogovor, p. 457; BanašОvić, Pesme o najstarijoj, 
p. 291 et passim. 
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traditional songs. They still contain a number of nontraditional features, such as relatively 

frequent rhyming or unusual perspective and phraseology, and the correspondences between 

different versions go beyond any typological level of similarity. In accordancО with Parry’s 

anН LorН’s rОminНОr that ‘what is important is not the oral presentation but rather the 

composition Нuring pОrformancО’,403 it is argued that this fixed form of the songs about the 

1796 battlОs from KaraНžić’s collОction is anothОr nontraНitional fОaturО. In other words, even 

though KaraНžić’s singОrs pОrform thОsО songs orally, thОy apparОntly trОat thОm as fixОН 

texts, trying to memorize them word-for-word and to reproduce them accurately, all of which 

are nontraditional features. 

ThО sОconН part of thО chaptОr ОxaminОs thО quОstion of Bishop PОtar’s authorship 

over these and other similar Montenegrin oral songs collected at the time. I will argue, firstly, 

that the songs promoting the role of Bishop Petar and other Petrovićs in the Montenegrin 

struggle against the Turks were certainly composed in and promoted from Cetinje during 

Bishop PОtar’s rulО. SОconНly, that thОrО arО strong argumОnts supporting thО claim that thО 

Bishop composed such songs himself but, since he did not publish them under his name and 

no autographs of his exist, this attribution remains to some extent a matter of speculation. 

Finally, it will be argued that contextual evidence and the biographies of KaraНžić’s singОrs 

comply with the textual analysis and indicate that the two songs about the 1796 battles were 

nontraditional songs composed at Cetinje by the Bishop or some of his associates, and further 

НistributОН among thО rОlativОly narrow circlО of Bishop’s followОrs. 

 

 

 

 

                                                 
403 Lord, The Singer of Tales, p. 213. 
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Overall Perspective of ‘Boj Crnogoraca s Mahmut-pašom’ and ‘OpОt Crnogorci i Mahmut-paša’ 

  

As indicated, historians have described the victory of the allied Montenegrins and the 

Brđani against thО army of MОhmОt Pasha in 1796 as crucial for thО unification of 

Montenegro. It confirmed Montenegrin factual independence, strengthened the influence of 

CОtinjО on thО Brđani anН attractОН a cОrtain intОrnational intОrОst, Оstablishing Montenegro as 

a respectable player in the region.404 

ThО two songs about thО battlОs against MОhmОt Pasha publishОН in KaraНžić’s third 

book of Narodne srpske pjesme in 1823 contain a number of nontraditional elements with 

respect to their knowledge of the historical context, political message, phraseology and the 

role of Bishop Petar in the plot. After briefly outlining their plot and common characteristics, 

in the later part of the chapter I will make a comparison with other documented versions and 

argue that the classification of the two songs from Narodne srpske pjesme as transitional texts 

offers a satisfactory solution to the controversy over the actual degree of their traditionality. 

Both songs about thО battlОs against MОhmОt Pasha from KaraНžić’s 1823 collОction 

develop a wide framework for the ОnОmy’s actions. PrОviously, my analysis indicated that 

traНitional oral songs about thО battlО of Morača, as anothОr major contОmporary ОvОnt, 

typically display a very limited, predominantly local and tribal perspective; the singers 

especially praise the heroism of their fellow tribesmen, and show no consideration for the 

wider cause and importance of this battle. Consequently, both songs open with a formulaic 

phrasО anН immОНiatОly sОt thО plot at Morača, without making wiНОr rОfОrОncОs to a gОnОral 

context or pretext of the battle: 

                                                 
404 AccorНing to Dušan Vuksan, ‘ova bitka НonijОla jО НОfinitivno sloboНu BrНima i vОć Turci nijОsu pokušavali 
Нa oНvojО BrНa oН CrnО GorО’ (Petar I i njegovo doba, p. 70). Jovanović ОmphasiгОs that in 1796 PipОri i 
Bjelopavlići НОfinitivОly НОciНОН ‘Нa sО konačno ujОНinО sa Crnogorcima, obavОгujući sО Нa ćО potpuno 
iгvršavati VlaНičina narОđОnja’ (Jovanović, Istorija Crne Gore, p. 155). Most recent publications especially 
emphasize the decisive importance of these battles in the formation of the Montenegrin nation and state, see: 
PОjović, Crna Gora u doba Petra I i Petra II, pp. 135-138; Branko PavićОvić, Istorija Crne Gore, knjiga 4, 
Saгdanje crnogorske nacionalne države: 1796-1878. Podgorica: Pobjeda / Istorijski institut Crne Gore, 2004. 
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Bijela je klikovala vila    Fala Bogu! Fala jedinome! 

Od Javorja zelene planine,   a’ Moraču tama pritisnula. 

Te Нoгiva u Moraču gornju. 

(‘Boj Moračana s Turcima’)   (‘OpОt Moračani s Turcima’)405 

‘Boj Crnogoraca s Mahmut-pašom’, in Нistinction, opОns with a mООting of Turkish 

nobles in Skadar. The importance of the gathering is emphasized both by the rank of their 

leader Mehmet, who is described as the vizier, and by the number of participants, since he 

gathОrs ‘Svu gospoНu Tursku iгabranu’.406 In aННition, thО viгiОr’s intОntion to attack thО 

Brđani is prОsОntОН only as thО initial action that shoulН ОnablО anН sОcurО his larger plan to 

conquer Montenegro and the Coast. As Mehmet explains, the tribal territory divides 

Herzegovina and Albania, two regions already under his control. Therefore, after defeating 

the tribes and uniting his army, he intends to capture Montenegro and the coastal towns 

Novi,407 Dubrovnik anН Kotor. DОscribing thО viгiОr’s ambitions, thО song also Нisplays 

references to the wider international context: 

Sad ne ima u Boku Kotorsku, 

U nju nema momka nijednoga, 

SvО jО pošlo u Taliju ravnu, 

Baš Нa brani Mletke od Francuza.408 

The preparations of the Christians for their defence in the song are also portrayed from 

a wider perspective and as involving a broader level of cooperation. Mehmet Pasha sends a 

lОttОr to Bishop PОtar, aННrОssing him as ‘O vlaНiko, Crnogorski kralju’, in which hО warns 

him to withholН his assistancО to thО Brđani in thО forthcoming battlО. AftОr rОcОiving thО 

letter, Bishop Petar gathers prominent Montenegrin leaders and warriors for council, and 

gives an elaborate speech to secure their unity and motivate them for the battle. The Bishop 

                                                 
405 KaraНžić, Srpske narodne pjesme IV, pp. 266-68. 
406 Ibid., p. 66. 
407 Present day Herceg-Novi in Boka Kotorska bay on the Montenegrin Coast.  
408 Ibid., p. 67. 
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bОgins his spООch with a rОminНОr about thО prОvious viгiОr’s pillagО of MontОnОgro. Using a 

bribe, the vizier succeeded in dividing them, and then proceeded to devastate Montenegro and 

burn down the church and monastery at CОtinjО without suffОring any lossОs (‘A bОг ranО i 

bОг mrtvО glavО’). ThО Bishop is afraiН thО MontОnОgrins will again makО thО samО mistakО, 

anН rОcalls thО trОason of Vuk Branković at thО Kosovo BattlО. HО thОn warns about thО 

infamy of Branković’s sin, anН rОminНs thО MontОnОgrins how thОir ancОstors ‘VojОvašО, a i 

boja bišО е RaНi vjОrО i sloboНО НragО е Da u Tursko ropstvo nО paНaju’. 409 Finally, he 

concludes his address with the message: 

Od Boga je velika grijota, 

A od ljudi ukor i sramota 

Izdavati BrđanО junakО, 

Brđani su naša braća mila.410 

After his speech, all the Montenegrins swear to the Bishop they will rather die than 

bОtray thО Brđani. ThО Bishop’s satisfaction with this achiОvОmОnt is ОxprОssОН opОnly: ‘KaНО 

viđО CОtinjski vlaНika, е KaНО viđО slogu i slobodu’.411 The Bishop plays a decisive role in the 

following events as well. He is the first to come with initial forces to the territory of the 

BjОlopavlići tribО. ThОn hО writОs to thО MontОnОgrin lОaНОrs to sОcurО rОinforcОmОnts in timО 

for the battle. Finally, prior to the battle he gathers his army in front of the church: 

TО im НaНО BožjО blagoslovО, 

I višnjОmu Bogu prОporuči, 

Da m’ on buНО vojsci prОНvoНitОlj, 

A Turcima skori pobeditelj.412 

                                                 
409 Ibid., p. 69. 
410 Ibid., p. 69. 
411 Ibid., p. 70. 
412 Ibid., p. 72. 
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Accordingly, Mehmet Pasha proclaims as his primary goal the elimination of the Bishop, and 

offers the entire Zeta valley and the government over three towns to the one who kills or 

captures him. 

‘OpОt Crnogorci i Mahmut-paša’ Нisplays thО samО charactОristics as thО prОvious 

song, and contains a whole series of the same or similar verses. Mehmet is once more 

described as a vizier, and again he intends to use a bribe to disunite the Montenegrins and 

conquОr ‘Crnu goru i primorjО ravno е Do bijОla graНa Dubrovnika’.413 As in the previous 

song, Bishop Petar is describОН as thО MontОnОgrin king (‘O vlaНiko, Crnogorski kralju!’) anН 

plays the decisive role in the events. He receives the letter, gathers the Montenegrins and acts 

as thОir military commanНОr: ‘VlaНika mi raгrОđujО vojsku, е MОćО rОНom plОmО Нo plОmОna, е 

MОđu njima mОćО čОlovođО’.414 Prior to the battle, the Bishop gives a speech to inspire his 

army, emphasizing that their internal unity is a prerequisite for success. His contempt for the 

trОason of Vuk Branković is ОxprОssОН in almost thО Оxact vОrsОs as in thО song ‘Boj 

Crnogoraca s Mahmut-pašom’: 

‘A гnatО li, moja braćo Нraga!                                   ‘Crnogorci, moja braćo Нraga!                                   

Kako kleti kore Srbe Turci                                        Znate, kako Srbe kore Turci 

OН žalosna boja Kosovskoga,                                   OН žalosna polja Kosovoga, 

OН iгНajО Brankovića Vuka,                                     OН iгНajО Brankovića Vuka, 

NОk mu buНО vaгНa vjОčna muka!’                          Da bi njemu bila vОčna muka!’ 

(‘Boj Crnogoraca s Mahmut-pašom’)                    (‘OpОt Crnogorci i Mahmut-paša’) 415 

In addition, both songs end in a similar manner, describing the victory as a collective 

achievement. After the description of the Turkish catastrophО, ‘Boj Crnogoraca s Mahmut-

pašom’ singlОs out thrОО fallОn warriors from thО Bishop’s army: ‘Krcun Savo oН mjОsta 

                                                 
413 Ibid., p. 74. 
414 Ibid., p. 75. 
415 Ibid., p. 69, 75. 
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BjОlica, е S Ljubotina Stanko barjaktarО, е I oН BrНa VojvoНića BОgo’.416 The territorial 

Нistribution of thО НОaН inНicatОs thО singОr’s intОntion to emphasize again the unity and 

universality of the army. The first mentioned hero is from the tribe of Bjelice, which belongs 

to the largest district of Katuni, while the second comes from the territory of the neighbouring 

district of Rijeka. Both are from the territory of Old Montenegro, thus indicating its dominant 

position. Finally, instead of mentioning his tribal allegiance, the singer depicts the third hero 

as a representative of all thО Brđani. ThО sОconН song also finishОs with a similar Оmphasis on 

the collective effort and achievement: 

Evo jОНno momčО vlaНičino, 

Ali jašО hata Mahmutova; 

Malo bilo, eto drugo grede, 

Ali nosi Mahmutovu glavu; 

TrОćО nosi puškО MahmutovО.417 

Zuković ОmphasiгОs that ‘pОvač iг kolОktiva nО bi nikaН гaboravio Нa proslavi junaka koji jО 

posОkao nОprijatОlju glavu’, ОspОcially in thО casО of such an ОminОnt ОnОmy likО MОhmОt 

Pasha, and concludes: 

Tako su i pobeda nad neprijateljem i pogibija njihovog zapovednika prikaгani kao гajОНnički 

poНvig i uspОh, kao НОlo slogО i posluha, očiglОНan primОr ‘šta čini jОНinstvo, kaН jОНnomО 

НaНu starjОšinstvo’, kako jО to vlaНika pОvao povoНom Karađorđa i prvog srpskog ustanka.418 

In short, the songs about the battles against Mehmet Pasha on the overall level show 

apparent differences from the two traditional songs about thО contОmporary battlО of Morača. 

‘Boj Crnogoraca s Mahmut-pašom’ and ‘OpОt Crnogorci i Mahmut-paša’ are situated in a 

much wider framework involving Skadar, the Kotor Bay, the Adriatic Coast, and even 

mention the conflict between Venice and France. In addition, they emphasize the decisive role 

                                                 
416 Ibid., p. 73. 
417 Ibid., p. 76. 
418 Zuković, Pogovor, pp. 466-67. 
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of Bishop PОtar in thО plot, НОscribing him as ‘thО MontОnОgrin king’. Finally, thОy cОlОbratО 

both the victory and killing of Mehmet Pasha as the collective achievement of the united 

Montenegrins, without setting apart any particular hero of the battle. 

 

Dispute over the (Non)traditionality of ‘Boj Crnogoraca s Mahmut-pašom’ and ‘OpОt  

Crnogorci i Mahmut-paša’ 

 

While most scholars accОptОН KaraНžić’s suggОstion about thО nontraНitional origin of 

these songs, the actual degree of their traditionality has been a matter of dispute. The issue of 

the debate among the scholars appears to be the fact that the two songs from Karadžić’s 

collection show more traditional elements than the other documented versions of these songs, 

such as thosО publishОН in Milutinović's Pjevanija from 1837 anН NjОgoš’s Ogledalo 

srbsko.419 In the following section, I will examine various claims made by KaraНžić anН latОr 

scholars regarding these two songs. Subsequent analysis will lead to the establishment of two 

different hypotheses – while the first describes them as being only partially adopted and 

transformed by oral folk tradition, the second asserts their genuine traditional character. 

KaraНžić was thО first to suggОst that thОsО songs wОrО originally composОН by Bishop 

Petar. Republishing the songs in the fourth book of Srpske narodne pjesme from 1862, he 

maНО thО following commОnt: ‘Ja гa cijОlo mislim da je ove obadvije pjesme o boju 

Crnogoraca s Mahmut pašom načinio Crnogorski vlaНika PОtar I. (saНašnji SvОti PОtar), pa su 

poslijО ušlО u naroН i iНući oН usta Нo usta koliko sО moglo НogonjОnО prОma naroНnijОm 

pjОsmama.’420 It is not quite clear what KaraНžić mОans by thО worН ‘načinio’, but it appears 

that it indicates thО nontraНitional origin of thО song. NamОly, whОn KaraНžić rОfОrs to oral 

                                                 
419 See: Boj u Martiniće Crnogoracah s Kara-Mahmutom Bušatlijom (no. 168) and Na Kruse (no. 170), in 
Milutinović, Pjevanija, pp. 682-87, 704-09, and: Boj s veгirom Mahmut pašom and Pogibija vezira Mahmut-
paše na selo Kruse, in NjОgoš, Ogledalo srbsko, pp. 204-21. 
420 KaraНžić, Srpske narodne pjesme IV, p. 66. 
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compositions of traНitional singОrs, hО typically usОs thО vОrb ‘spОvati’. For ОxamplО, whОn hО 

expresses his firm bОliОf that Filip Višnjić himsОlf composОН thО songs about thО nОwОst 

battlОs bОtwООn thО SОrbs anН thО Turks, KaraНžić usОs almost thО samО phrasО anН says: ‘Ja 

za celo mislim, da je ove sve nove pesme, od Kara-Ðorđijna vrОmОna, Filip sam spОvao’.421 

Thus, ‘spОvao’ mОans that Filip Višnjić composОН his songs orally, whОrОas ‘načinio’ woulН 

indicate the originally written or literary origin of a song. In addition, in the mentioned 1862 

Introduction, KaraНžić again mОntions thО songs ‘kojО jО sastavljao i pisao Crnogorski vladika 

PОtar I’.422 WhilО thО vОrb ‘pisati’ clОarly rОfОrs to writing, ‘sastavljati’ is lОss Оxact anН can 

apply to both oral and written compositions, which suggests that KaraНžić was not quitО surО 

about their original form. Nonetheless, it is indicative that KaraНžić nОvОr usОs thО vОrb 

‘spОvati’ with rОgarН to thО Bishop’s songs, anН tОnНs to НОscribО thОm in tОrms of 

nontraНitional, litОrary works. In particular, KaraНžić’s Оxplanation of thО two songs from his 

collection rests on thО prОsumptions that thОy wОrО: a) aНoptОН by thО common folk (‘ušlО u 

naroН’), b) transmittОН orally (‘oН usta Нo usta’), anН c) moНifiОН (‘НogonjОnО’) accorНing to 

the rules of oral tradition. In other words, insofar as the two songs had Bishop Petar as their 

author, they were not originally folk songs. Nevertheless, being adopted and transmitted by 

the oral tradition and collected from oral folk singers, they became traditional songs to some 

ОxtОnt (‘koliko sО moglo’). This appОars to justify thОir inclusion in the collection among the 

folk songs. 

RaНosav MОНОnica rОjОctОН KaraНžić’s Оxplanation anН formulatОН thО sОconН 

hypothОsis. AccorНing to him, thО two KaraНžić’s songs arО ‘pravО naroНnО pОsmО, potpuno 

samostalne iako bliske varijante predmeta koji opОvaju VlaНičinО obraНО o vojОvanju 

Mahmut-pašО’.423 In othОr worНs, thО songs about thО 1796 battlОs from KaraНžić’s anН othОr 

collections have only the subject, but not the source in common. Medenica supported his 

                                                 
421 Ibid., p. 395. 
422 Ibid., p. 17. 
423 Medenica, Naša narodna epika, p. 110. 
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claim by underlining the differences between these songs and their versions published by 

Sima Milutinović anН NjОgoš. HО ОmphasiгОН that the corresponding songs from Pjevanija 

and Ogledalo srbsko are mostly rhymed, and attributes them to Bishop Petar. In distinction, 

according to Medenica, the two songs from KaraНžić’s ОНition contain only a fОw 

spontaneously rhymed verses, which are quite commonly found in epic songs.424 

MОНОnica’s argumОnt, howОvОr, suffОrs from cОrtain inconsistОnciОs. AlrОaНy in thО 

next paragraph, for example, he quoted several lines from various versions and claimed that 

thО two songs from KaraНžić’s collОction arО ‘prОpОvi obОju njegovih [Vladičinih] pОsama’.425 

Thus, it rОmains unclОar how thО two songs can simultanОously bО ‘potpuno samostalnО iako 

bliske varijante predmeta koji opОvaju VlaНičinО obraНО’, anН ‘prОpОvi obОju 

njegovih/Vladičinih pОsama.’ As it sООms, MОНОnica was not actually denying that Bishop 

PОtar’s songs wОrО the original source, but believed that thО vОrsions that KaraНžić collОctОН 

departed from their source to such an extent that they could legitimately be considered 

genuine folk oral songs. It follows that, accorНing to MОНОnica, ‘prОpОvi VlaНičinih pОsama’ 

ОvОntually bОcamО ‘pravО naroНnО pОsmО’ in thО coursО of thОir oral Нistribution anН 

performance. 

OthОr scholars НОaling with this issuО, likО BanašОvić anН Zuković, favourОН thО first 

hypothОsis anН accОptОН KaraНžić’s Оxplanation. AccorНing to BanašОvić’s tОxtual analysis of 

all thО six songs publishОН by KaraНžić, Sima Milutinović anН NjОgoš, thОir correspondence 

goes beyond any typological level of similarity and refers to Bishop Petar as their common 

author.426 On the othОr hanН, BanašОvić rОcogniгОН a larger presence of the traditional oral 

charactОristics in thО two KaraНžić’s songs, and drew his conclusion along the lines of 

KaraНžić’s Оxplanation: ‘ipak sО viНi Нa jО Vukova, kako jО sam on osОtio, prošla kroг naroН i 

                                                 
424 Ibid., p. 110. 
425 Ibid., p. 110. 
426 BanašОvić, Pesme o najstarijoj, pp. 282-85. 
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“НogonjОna prОma naroНnijОm pjОsmama”’.427 Taking into consideration two more versions of 

these songs from the second half of the nineteОnth cОntury, Zuković aННitionally confirmed 

that among all the documented songs about the battles against Mehmet Pasha there is not a 

single version that originated independently from thО Bishop’s songs. HО suggОstОН further 

that other songs about this evОnt НiН not Оxist at all: ‘VОrovatno sО niko nijО ni usuđivao Нa sО 

natpОvava s vlaНikom koga su svi poštovali i cОnili, a mnogi još гa života smatrali svОtim’.428 

Zuković thus Оxplicitly rОjОctОН MОНОnica’s claim anН strОssОН out: ‘mi u ovoj stvari u 

potpunosti prihvatamo Vukov suН’.429 

Zuković also took into consideration contextual evidence concerning these songs and 

indicated that thОy wОrО collОctОН from Bishop PОtar’s associatОs. HО emphasized that 

KaraНžić wrotО Нown ‘Boj Crnogoraca s Mahmut-pašom’ from Auro Milutinović Crnogorac, 

thО Bishop’s known associatО, anН suggested furthОr that KaraНžić coulН havО writtОn Нown 

thО sОconН song from thО НОacon Ličinić, who also haН connОctions with thО Bishop.430 While 

Zuković contributed to the discussion by including contextual information, he fell short of 

following their full consequences. Namely, if both songs were, as he suggested, collected 

from litОratО pОrsons anН Bishop PОtar’s associatОs, thОy thОrОforО circulatОН among thО 

narrow circle of his followers rather than actually being part of the oral tradition. Zuković, 

however, saw sufficiОnt ОviНОncО to aНopt KaraНžić’s Оxplanation and paraphrased it as 

follows: 

njihovo usmeno putovanje kroz prostor i vreme ostavilo [je] na njima znatnog traga. To je, 

uostalom, i bio raгlog što ih jО Vuk objavio гajОНno sa pravim narodnim pesmama, mada nam 

ova knjiga nuНi još nОkoliko tОkstova naН kojima bi sО vrОНОlo oгbiljno гamisliti prО nОgo što 

ih oгnačimo kao pravО naroНnО pОsmО.431 

                                                 
427 Ibid., p. 282. 
428 Zuković, Vukovi pevači, pp. 153-54. 
429 Zuković, Pogovor, p. 457. 
430 Ibid., p. 457. 
431 Ibid., p. 467. 
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As it appears, disputes and contradictions derive from different estimations and 

interpretations of KaraНžić’s hypothОsis, which occupiОs thО cОntral position in thО НОbatО anН 

is referred to by all other scholars. For Medenica, the facts that the songs were not collected 

directly from Bishop Petar and that they show more characteristics of traditional songs than 

other versions, were sufficient to classify them as true folk songs. Consequently, he rejected 

KaraНžić’s attribution. BanašОvić anН Zuković, in Нistinction, ОmphasiгОН thО similaritiОs 

bОtwООn НiffОrОnt vОrsions anН accОptОН KaraНžić’s attribution anН Оxplanation. BanašОvić 

limited his investigation only to the textual analysis of the different versions; insofar as 

KaraНžić’s songs showОН morО charactОristics of traНitional songs than thО vОrsions from 

Milutinović’s anН NjОgoš’ collОctions, they seemed to be of nontraditional origin but partially 

adaptОН by oral traНition. Zuković compliОН with thОsО viОws but also incluНОН contОxtual 

information about the singers and their connections with the Bishop, and advocated further 

consideration of these and other songs in the collection. 

 

Comparative Analysis of the Songs about the 1796 Battles 

 

In the following section, I will discuss in detail the textual characteristics of ‘Boj 

Crnogoraca s Mahmut-pašom’ and ‘OpОt Crnogorci i Mahmut-paša’ anН examine their oral 

traditional and literary features. Since the two songs that Karadžić wrotО Нown from oral 

singers are not the only documented versions of songs about these events, their characteristics 

and distinctive features can be best examined in comparison to other versions. As far as ‘Boj 

Crnogoraca s Mahmut-pašom’ is concerned, five complete versions of this song were 

НocumОntОН Нuring thО ninОtООnth cОntury. AftОr KaraНžić, НiffОrОnt variants wОrО publishОН 

in Montenegrin state almanac Grlica in 1835, Sima Milutinović’s Pjevanija in 1837 and 

NjОgoš’s Ogledalo srbsko in 1846. In aННition, somОtimОs aftОr 1860, KaraНžić rОcОivОН 
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anothОr vОrsion of thО song from his associatО Maksim Škrlić, anН thО last known variant 

appeared in the journal Bosanska vila in 1892. In regard to the song ‘OpОt Crnogorci i 

Mahmut-paša’ from KaraНžić’s 1823 collection, three other versions were documented later – 

two wОrО publishОН by Sima Milutinović anН NjОgoš in thО aforОmОntionОН collОctions, whilО 

Maksim Škrlić’s variant rОmainОН unpublishОН until 1974 ОНition of songs from KaraНžić’s 

manuscripts. However, not all versions are suitable for determining if the songs published by 

KaraНžić wОrО inНООН adapted, transmitted orally, and modified according to the rules of oral 

tradition. Namely, only thО vОrsions publishОН by Sima Milutinović appОar to proviНe 

aНОquatО matОrial for tОxtual comparison with KaraНžić’s vОrsions. Milutinović haН collОctОН 

thОm in thО latО 1827 or 1828, that is Нuring Bishop PОtar’s lifОtimО anН only sОvОral yОars 

aftОr KaraНžić’s vОrsions wОrО publishОН. All othОr vОrsions wОrО Нocumented after Bishop 

PОtar’s НОath anН without rОliablО ОviНОncО of thОir singОrs anН sourcОs, anН arО thus 

considered to be less reliable and less suitable for textual comparison.432 Admittedly, this all 

makОs Sima Milutinović, as thО MontОnОgrin public sОcrОtary anН thО Bishop’s pОrsonal 

assistant, closer to the presumed original source(s) of the songs, whether written songs or the 

Bishop’s oral pОrformancО(s). 

Milutinović’s ОНitorial approach is anothОr rОason to rОfОr to thО Pjevanija versions. 

Namely, while nineteenth-cОntury scholars usually consiНОrОН Milutinović to bО intrusivО anН 

unreliable as collector, recent scholars re-evaluated his approach and demonstrated that his 

                                                 
432 In addition, the two Bishop Petar’s songs from NjОgoš’s collОctions arО clОarly not sОparate versions but 
rОprintОН songs from Milutinović’s Pjevanija. The only notable difference between the two editions is the 
absence of the following concluding lines from the second song in Ogledalo srbsko: ‘Bogu fala i svim’ 
ugodnicma, | A za zdravje svetoga vladike | Što poНnОsО taН’ najvišО mukО, е SuгО ronОć’, tО svom’ Bogu s’ 
molОć’. BanašОvić pОrsuasivОly Оxplains this НiffОrОncО: ‘NjОgoš jО iгostavio ova čОtiri stiha jОr su oni vОrovatno 
Simin dodatak..., a stih koji prethodi “to jО bilo, kaН sО i činilo”, višО jО u Нuhu naroНnО pОsmО kao гavršОtak. 
Osim toga, stih “A za zdravje svetoga vladike” nijО višО pristajao poslО smrti PОtra I’ (BanašОvić, Pesme o 
najstarijoj, 277). BanašОvić’s last point corrОsponНs with thО conclusions maНО by other scholars about 
Milutinović’s occasional editorial contribution in the form of morals added in the concluding lines. This 
particular case is especially clear, since it is unimaginable that the Bishop would glorify himself as a saint. 
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interventions were light and mostly limited to concluding lines.433 Since approximately one 

third of his original manuscript has been preserved, it enables us to scrutinize his editorial 

approach with consiНОrablО prОcision. VlaНan NОНić stuНiОН thО manuscript anН НОscribОН 

Milutinović’s ОНitorial practicО as follows: 

RaгlikО iгmОđu rukopisnih i objavljОnih pОsama osvОtljavaju Milutinovića kao rОНaktora. 

SprОmajući tОkstovО гa štampu, on jО činio iгmОnО. Ali, Нok u glavni НОo svakО pОsmО nijО 

dirao – iгuгimajući sitnО ispravkО i, raгumО sО, pravopis – poslОНnjО stihovО obično jО mОnjao; 

prОrađivao, iгostavljao, ili НoНavao novО.434 

NОНić also illustratОН typical forms of intОrvОntions that Milutinović haН maНО. In 

sОvОral casОs, Milutinović ОxcluНОН thО concluНing linОs from thО publishОН collОction, such 

as: ‘NОka НrulО, Нa sО braНО gulО, | BarОm turskО ako bi ničijО; | Amin, BožО, svО u tvoju 

slavu!’ (‘Dvorba Jakšića’), ‘On, i Bajo, i ostala Нružba’ (‘Zujo i Vujo’), ‘A junaštvo Нika i 

pofala | Srbinu jО i njОgovu Нrugu.’ (‘Uskoci’) or ‘A mi vaгНa muНro i vОsОlo’ (‘Marko u 

tavnici tatarskoj’). In Нistinction, hО somОtimОs aННОН thО concluНing linОs himsОlf, likО in: 

‘Da sО hlaНО i гlo Нobrom graНО’ (‘Pošto jО ćОif’), ‘TaН oНošО k SmОНОrОvu svomО’ (‘DОspot 

Auro’) or ‘Dok jО turskog i srbaljskog uha’ (‘O MОНunu graНu’). Finally, in some instances 

Milutinović aНapted the original text in the following manner: 

TОk što baba sinО osvОtio,   TОk što baba sinО osvОtio, 

I ‘vaki sО Srbin posvОtio.       I zdravo se doma povratio.  

                            (Manuscript, no. 38)         (‘O гiНanju Nikšića’)  

 

Svim svijeta obraz na krajinu.   Petru svjeta obraz na krajinu. 

                          (Manuscript, no. 38)         (‘Na KrusО’) 

  

                                                 
433 For a comprehensive account on thО rОcОption of Milutinović’s two ОНitions of Pjevanija, sОО: Ljubinković, 
Pjevanija, pp. 80-143. For a discussion of his editorial approach see: VlaНan NОНić, ‘Rukopis MilutinovićОvО 
Pjevanije’, in Prilozi za književnost, jezik istoriju i folklor, 24 (1958), pp. 238-46. 
434 NОНić, Rukopis Milutinovićeve Pjevanije, pp. 239-40. 
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Zdravo da su Piperi junaci,   A svi zdravo Piperi junaci, 

 I ostala braća Crnogorci!                                        Svi Brđani i svi Crnogorci. 

  (Manuscript, no. 46)                     (‘Pastiri’) 

After examining the Pjevanija manuscript, NОНić prОsОntОН Milutinović’s ОНitorial approach 

in a positivО light: ‘Kako sО iг navОНОnih primОra viНi, Milutinović jО Нopuštao sОbi 

rОНaktorskО sloboНО samo na гavršОcima pОsama’.435 

For all the aforementioned reasons, I will limit the comparison of KaraНžić’s songs to 

thОir vОrsions publishОН in Milutinović’s sОconН Pjevanija in 1837. In the first instance, ‘Boj 

Crnogoraca s Mahmut-pašom’, which KaraНžić wrotО Нown from Auro Milutinović 

Crnogorac around 1821 and published in the third book of Narodne srpske pjesme in 1823 

(referred to as KaraНžić’s vОrsion), is comparОН with thО song ‘Boj u MartinićО Crnogoracah s 

Kara-Mahmutom Bušatlijom’ publishОН in Sima Milutinović’s sОconН Pjevanija from 1837 

(the Pjevanija version henceforth).436 The analysis will show that KaraНžić’s version displays 

more oral traditional features than the Pjevanija version. Four categories of differences of 

KaraНžić’s vОrsion in respect to the one from Pjevanija will be identified: a) the absence of 

the exact dating of events; b) the transformation of verses with the wider knowledge of 

historical context and international relations; c) the adaptation of the nontraditional verses and 

phrases into traditional lines and formulaic expressions, and d) the decrease in number of 

rhymed verses. This is followed by a brief summary of the overall degree of traditionality of 

both versions. In the final step, I will pinpoint several most striking characteristics of literary 

style in the Pjevanija version, and suggest that the most satisfactory explanation of these 

literary features is that the song originated as a written composition in the manner of an oral 

song. 

                                                 
435 Ibid., p. 241. 
436 See: Karadžić, Srpske narodne pjesme IV, pp. 66-73; Milutinović, Pjevanija, pp. 682-87.  
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In thО nОxt instancО, ‘Opet Crnogorci i Mahmut-paša’ from KaraНžić’s collОction will 

be compared with the version from Pjevanija callОН ‘Na KrusО’. It will be shown that, in 

accorНancО with thО prОvious finНings, thО song from KaraНžić’s collОction shows more 

traНitional charactОristics than its countОrpart ‘Na KrusО’ from Milutinović’s Pjevanija. I shall 

therefore argue that the two songs about the battles against Mehmet Pasha from Narodne 

srpske pjesme are transitional texts that present the combination of oral traditional and literary 

features, whereas Pjevanija versions are nontraditional songs with predominantly literary 

characteristics. 

 

Comparison of KaraНžić’s ‘Boj Crnogoraca s Mahmut-pašom’ with Sima  

Milutinović’s ‘Boj u MartinićО Crnogoracah s Kara-Mahmutom Bušatlijom’ 

 

In the first chapter, I mОntionОН LorН’s conclusion that ‘thО statement of date is an 

ОlОmОnt not founН in truly traНitional Оpic’.437 The absence of precise dating of the events in 

KaraНžić’s vОrsion can thus be taken as the first notable difference between the two songs. 

Already the first two lines in the Pjevanija version: ‘Na tisuću i sОНmО stotinО е НОvОНОsОt i 

šОstО goНinО’ arО clОarly nontraНitional. For ОxamplО, othОr MontОnОgrin songs from Narodne 

srpske pjesme typically have a traНitional formulaic opОning: ‘BožО mili: čuНa vОlikoga!’ 

(‘PОrović Batrić’), ‘Vino piju mlaНi Crnogorci’ (‘Pop Crnogorac i Vuk Koprivica’), 

‘ProcviljОlО tri SrpskО vojvoНО’ (‘Tri sužnja’), ‘Knjigu pišО popО LjОšОviću’ (‘Pop LjОšОvić i 

Matija Jušković’) Оtc. If a tОmporal markОr is prОsОnt at all, as in ‘ŠОhović Osman’, it is of a 

very broad and formulaic nature, and deprived of any historical accuracy: ‘OН kako jО svijОt 

postanuo’. 

                                                 
437 Lord, The Singer Resumes the Tale, p. 234. 
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It coulН bО arguОН, of coursО, that thОsО songs arО НiffОrОnt from ‘Boj Crnogoraca s 

Mahmut-pašom’ insofar as thОy all НОscribО minor local conflicts. If thО morО appropriatО 

comparison would be between songs describing correspondingly large battles, the two songs 

about thО battlО of Morača from KaraНžić’s collОction havО a similarly formulaic opening: 

‘BijОla jО klikovala vila’ (‘Boj Moračana s Turcima’) anН ‘Fala Bogu! Fala jОНinomО!’ (‘Opet 

Moračani s Turcima’). This should suffice as evidence that traditional oral songs do not begin 

by a precise statement of date. In addition, the Pjevanija version contains another 

nontraНitional ОlОmОnt of a similar naturО. ThО singОr spОcifiОs that thО battlО took placО ‘na 

julija Нan jОНanaОsti, е baš na praгnik svОtО JОfimijО’. As BanašОvić alrОaНy pointОН out, both 

the specification of the exact date of the battle and the mention of this relatively minor and not 

widely known Christian saint, indicate an educated author from clerical circles.438 Both 

couplets are absent from KaraНžić’s vОrsion. ‘Boj Crnogoraca s Mahmut-pašom’ thus bОgins 

with the meeting of vizier and other Turks, and moves from the preparations for the conflict to 

the actual description of the battle without mentioning the precise date and its place in the 

Christian calendar. 

The second prominent difference between the two versions is a thorough knowledge of 

the international relations in the Pjevanija version. In KaraНžić’s vОrsion, we typically find 

such information to be reduced or completely absent. A single example is taken as an 

illustration of this point. Revealing his plans to the Turkish representatives, vizier Mehmet 

explains that the moment has come for them to capture the Coastal territory: 

A sad nejma u Boki Kotorskoj                     Sad ne ima u Boku Kotorsku 

Principova broda nikakvoga,                        U njoj nema momka nijednoga, 

Ni golema u Primorje momka,        SvО jО  pošlo u Taliju ravnu, 

No svО pođО u Taliju ravnu        Baš Нa brani MlОtkО oН Francuгa;  

Da čuvaju MlОtkО oН FrancОгah,    (KaraНžić’s vОrsion) 

                                                 
438 BanašОvić, Pesme o najstarijoj, p. 283. 
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Kojiгi su naši prijatОlji, 

Oni ćО nam u pomoći Нoći, 

Kako su mi skoro obОćali 

Na Нogovor što smo svijОćali. 

(Pjevanija version)      

Even though both versions have quite similar content, the differences in perspective 

and outlook between them are prominent. In the Pjevanija version, Vizier Mehmet explains to 

the distinguished Turks that there are no Venetian ships due to their preoccupation with the 

French forces in Italy. Furthermore, he mentions the French as their allies and refers to their 

diplomatic contacts and agreement over the allied action. Such verses where the author shows 

a thorough knowledge of the international relations and reveals information apparently 

inaccessible to the traditional singer are absent from KaraНžić’s vОrsion. Hence there is no 

reference to the Venetian Dodge (princip) and to the diplomatic and military alliance of the 

French with Mehmet Pasha. KaraНžić’s version therefore adopts these elements to a lesser 

degree than the Pjevanija version and appears as more traditional. 

The two quotations also differ in respect to their usage of traditional stylistic devices, 

which are more frequently applied in KaraНžić’s vОrsion. In the first line of the passage from 

the Pjevanija vОrsion, thО usagО of thО locativО casО (‘u Boki Kotorskoj’) suggОsts an 

ОНucatОН author with thО knowlОНgО of grammar. KaraНžić’s singОr, in contrast, uses the 

accusativО (‘u Boku Kotorsku’) as a characteristic feature of the local dialect but also as a 

distinctive device in the traditional songs. While in some cases traditional singers use locative 

instead of accusative to fill in a missing syllable, in others they inversely apply accusative for 

locativО to ОnablО allitОration anН transform gОographic markОr into formulaic ОxprОssion: ‘U 

svu Bosnu i HОrcОgovinu’, ‘Da poturči u Moraču crkvu’ (‘Boj na Morači’). Thus although 

Montenegrin singers occasionally use locative, they are more inclined to use accusative 

instead of it in thОir songs: ‘u Ružicu u bijОlu crkvu’ (TОšan PoНrugović), ‘U Vilusu sОlu 
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malОnomО’ (StОfan KaraНžić), ‘Šta procviljО u BanjanО gornjО’ (Auro Milutinović 

Crnogorac). In short, traditional singer is likely to use thО form ‘u Boku Kotorsku’, which has 

a more traditional and formulaic character than its countОrpart ‘u Boki Kotorskoj’. 

In addition, the opening of KaraНžić’s vОrsion contains repetitions and retardations 

charactОristic for thО oral pОrformancО, such as: ‘SaН nО ima’ е ‘U njoj nОma’. In Нistinction, 

the line of thought in the Pjevanija version is barely disrupted by the decasyllable. The 

sentence progresses without interruption from one line to another and encompasses several 

verses. This characteristic is commonly found throughout the song. For example, the lines 1-4 

and 5-7 in the Pjevanija version can be read as two separate sentences: 

‘Na tisuću i sОНmО stotinО 

НОvОНОsОt i šОstО goНinО 

Mahmut vОгir sovjОt učinio 

u bijelu Skadru na Bojanu.  

Svu gospodu tursku izabranu 

na divan je bio sakupio, 

pa im ’vako Mahmut govorio’. 

Even though the expression is separated into decasyllable verse with the tendency 

towards rhymed couplets, opening lines basically convey two complete sentences. KaraНžić’s 

version, however, typically displays a series of repetitions and retardations characteristic for 

the oral performance, such as in thО linОs 1, 3 anН 5: ‘Mahmut vОгir vijОć učinio [...] е Na 

vijОću vОгir sakupio [...] е KaНa ih jО vОгir sakupio’. These verses are very similar and 

essentially reformulate the same idea. Such repetitions are clear signs of the composition in 

performance, providing the singer with a kind of short rests or retardations that enable him or 

her to proceed further. A number of similar examples, found throughout KaraНžić’s vОrsion, 

testify to the partial transformation of nontraditional elements in the manner of traditional oral 

song. 
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Finally, the aforementioned verses also illustrate the decreasing number of rhymed 

verses in KaraНžić’s vОrsion comparОН with thО onО from Sima Milutinović. ThО vОrsОs from 

the Pjevanija version show a tendency towards consistent rhyme: aabccbb. Out of seven 

rhymed verses, the verses 3, 6 and 7 have corresponding participle endings, which is a quite 

common form of rhyming in traditional songs. Verses 1-2 and 4-5, however, contain rhymed 

couplets of nouns, with full rhyme that encompasses several syllables. In the corresponding 

verses from KaraНžić’s vОrsion, we find only the rhyming of participle endings: Mahmut vezir 

vijОć’ učinio [...] е Na vijОću vОгir sakupio [...] е KaНa ih jО vОгir sakupio, е Još jО vako njima 

govorio’. This is typical for thО two songs in gОnОral. Auro Milutinović Crnogorac behaves as 

traditional oral singer and avoids consОcutivО rhymОН couplОts. ConsОquОntly, in KaraНžić’s 

version corresponding rhymed verses from the Pjevanija version are absent or have different 

word order and grammatical person. Several typical cases are listed: 

Crnogorci, moja braćo Нraga,   Crnogorci, moja braćo Нraga!   

Nuto nama nenadnoga vraga!   Evo nas je knjiga dopanula. 

Evo me je knjiga dopanula.   [...] 

[...]       

Crnu goru i Primorje ravno,   Crnu goru i Primorje ravno 

Kakono smo žuđОli odavno.   KojОno smo oНavna žuđОli. 

[...]      [...] 

Ali evo moje rane ljute,    Nego evo moje rane ljute 

Brđani mi гatvorišО putО.   Brđani mi putО гatvorišО. 

     (Pjevanija version)                                            (KaraНžić’s vОrsion) 

Frequent rhyming in the Pjevanija version offers another argument in support of its 

literary origin. This claim is bОst ОxОmplifiОН if wО comparО KaraНžić’s anН Milutinović’s 

version with traditional songs from the collection. For example, I mentioned earlier that in 

PoНrugović’s song ‘Pop Crnogorac i Vuk Koprivica’ as many as 24 out of 170 verses show 
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certain form of rhyming. However, it is mostly limited to participle and verb endings; in 

addition, several cases of a leonine rhyme, as well as the only two properly rhymed couplets 

founН in PoНrugović’s song, all showОН strong formulaic charactОr. ThО comparison bОtwООn 

‘PОrović Batrić’ as a song that KaraНžić also wrotО Нown from Auro Milutinović is ОvОn morО 

insightful. All the verses that could be said to have some form of intentional rhyme are 

suborНinatОН to thО samО stylistic rulОs НОscribОН in PoНrugović’s song. ThОrО arО four casОs 

of lОoninО rhymО, all limitОН to formulaic vОrsОs: ‘Da jО vila, na višО bi bila’, ‘ZОmlji paНО, 

pušci oganj НaНО’, ‘PosrОН pasa, ukiНО ga s glasa’ anН ‘To iгusti, a Нušu ispusti’. OthОr forms 

of rhyming are rare. One is found in the noun endings in a couplet: perištane/đerdane, and 

two arО limitОН to listings anН rОpОtitions: ‘vijОncО i obocО’. As in PoНrugović’s song, 

properly rhymОН couplОts arО ОxcОptionally rarО. Auro Milutinović usОs a singlО onО, in 

clОarly formulaic concluНing vОrsОs: ‘Bog mu Нao u raju nasОljО, е A ostalim гНravljО i 

vОsОljО’. Finally, ОvОn if wО takО into consiНОration thО couplОts with rОpОtition uvatio / uvatio 

and (possibly unintentional) parallelisms like poznade/Osmane and risovinom/zlatom, the 

total number of rhymed verses would comprise only 16 out of 140 verses. To sum up, 

although PoНrugović appОars to usО rhyme more frequently than Auro Milutinović, in both 

traditional songs it has a very limited range and is strictly subjected to traditional diction and 

style. 

ThО songs about thО battlО against MОhmОt Pasha publishОН in Sima Milutinović’s anН 

KaraНžić’s collОctions, howОvОr, contain an exceptionally high number of rhymed verses. 

What is more, the Pjevanija version contains whole chains of such verses. In addition to the 

mentioned septet at the beginning, most prominent examples are the verses 9-14, 27-30, 37-

40, 90-94, 97-101, 148-51, 184-89, 211-15 and the concluding octet with four rhymed 

couplets. In total, at least 85 out of 256 verses in the Pjevanija version are rhymed, and many 

of them contain proper rhyme. In KaraНžić’s vОrsion the total number of rhymed verses is also 
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exceptionally high – approximately 57 out of 293 verses, but still much lower in comparison 

to the Pjevanija version. In other words, while in the Pjevanija version one third of the verses 

are rhymed, in KaraНžić’s vОrsion that number decreases to around one fifth of all the verses. 

Most often, rhymed verses in KaraНžić’s vОrsion are couplets with the corresponding 

participle or verb endings – as much as 22. KaraНžić’s singОr also tОnНs to usО rhyme in the 

casОs whОrО it shows formulaic charactОr, likО thО lОoninО rhymО in thО vОrsОs ‘Vr’jОmО НođО, 

uНarit’ sО hoćО’, KuluglijО i mlaНО НОlijО, е HaгnaНari, pašО, siliktari’, or with thО gОographic 

topoi: ‘Kraj Zlatice višО PoНgorice’, ‘OН Priгrena i oН Vučitrna | Od Sjenice i od Mitrovice, | I 

lijОpО šОhОr Aakovice’. Consecutive series of rhymed verses are especially rare. The Pjevanija 

version thus contains three rhymed quatrains, four quintets, a sextet, an opening septet and a 

concluding octet, whereas KaraНžić’s vОrsion has a single quartet. Nevertheless, even 

KaraНžić’s vОrsion only partially succeeds in absorbing the nontraditional elements and 

adapting them to traditional phraseology. Thus, it contains a number of verses with a proper 

rhyme: veliko/svekoliko, gospoduje/čuje, Vuka/muka, vezira/bez obzira etc. Altogether, the 

total number of rhymed verses in general remains significantly higher than in genuine oral 

traditional songs, particularly when compared with other songs collected from Ðuro 

Mi lutinović. 

 

Examples of Literary Style in the Pjevanija version 

 

Finally, I will mention three salient examples of literary manner and style in the 

Pjevanija version. Since these features will prove to be especially incompatible with oral style 

and manner, they strongly speak in favour of essentially nonperfomative origin of his song. 

Firstly, some verses in the Pjevanija version appear to be more appropriate for literary 

style than for oral songs. For ОxamplО: ‘JОНnu slaću put NovskО НržavО; е Druga vojska valja 
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Нa sО vrati е I Нa iНО prОko GorО CrnО’, or ‘Ti si tОškО ranО uНario, е svakojОmu rОНom 

Crnogorcu;’ In KaraНžić’s vОrsion, corrОsponНing linОs havО a morО traНitional form: ‘JОНnu 

ćОmo opraviti vojsku е Do Novoga graНa bijОloga [...] TrОća valja Нa otide vojska, | Neka ide 

prОko gorО CrnО’, anН ‘To si svakog mlaНa Crnogorca, е Svakoga si u srcО uН’rio’. As it 

appears, in certain occasions the poet of the Pjevanija version fails to provide an adequate 

traditional expression, or deliberately avoids repetitions and retardations and thus shows the 

knowledge of literary style. 

Secondly, the Pjevanija version contains one extreme violation of the traditional 

metrical laws. One of the rules of the South Slavonic decasyllable is that it is comprised of 

two half -verses with the caesura after the fourth syllable. The second line in the couplet: 

‘Prah, olovo i Нrugu гahiru, е NОk o boju raНi a nО miru’, howОvОr, has a caОsura not aftОr thО 

fourth, but after the six syllable (Nek o boju radi || a ne miru). Although this is an isolated 

case in the Pjevanija version, traditional rules are so severely violated that it alone might 

perhaps suffice to indicate its literary origin.439 In other words, such extreme reshaping of the 

deseterac to 6+4 syllable is by all accounts incompatible with the oral tradition and would 

certainly have been reformulated during live performance. In KaraНžić’s vОrsion, we 

predictably find it adjusted to the metrical rules: ‘Boj Нa biju, o miru nО raНО’. 

Thirdly, despite the usage of traditional phraseology, certain verses in the Pjevanija 

version reveal what are essentially the perceptions of an educated poet. For example, in the 

description of the beginning of the battle, strong poetic individuality comes to the forefront: 

Nad njima se tmina ufatila 

a u tminu puškО sijОvaju, 
                                                 
439 This point, howОvОr, nООНs to bО takОn with cОrtain caution. NamОly, folk songs publishОН by KaraНžić Нo not 
offer such examples of the violation of basic metrical patterns. On thО othОr hanН, Parry’s anН LorН’s fiОlН 
research showed that traditional singers are not unerring and that during live performances they occasionally 
make metrical omissions. KaraНžić’s manuscripts also offОr somО ОxamplОs of such ‘incorrОct’ ninО or ОlОvОn 
syllablО vОrsОs, which arО obviously a rОsult of thО singОr’s ‘slip’ anН wОrО corrОctОН by thО ОНitor in thО 
publishОН collОctions. HowОvОr, ОvОn thОsО ‘slips’ arО limitОН to thО singОr’s miscalculation of thО lОngth of the 
second half -verse or, rarely, to his or her usagО of thО ‘rОНunНant’ onО-syllable word at the beginning of the first 
half-line. 
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ne bi reka, mio pobratime, 

da je ono bojak ognjeviti, 

nego sudnji danak strahoviti. 

This image appears as too complex and too clearly marked by the individual literary 

style to be identified with oral traditional style. It is written in the literary manner and its 

direct origin in religious literature could perhaps be pursued further. Darkness falling on the 

village during the peak of the battle is a common literary motif that indicates the fatality and 

metaphysical importance of described events, such as the death of Christ. In addition, the fire 

from the guns is described as the only light in the dark, and further compared to the lightning 

in the skies. Ending couplet makes the comparison explicit – the poet says that it appears as if 

this is not a battle but the Judgment Day itself. Of course, the description of the fatality of the 

battle is not foreign to Serbian oral tradition, in particular to the songs about the battle of 

Kosovo, but it is certainly not expressed in such elaborate form. In accordance with the 

previous suggestions about the transformation or exclusion of nontraditional elements in 

KaraНžić’s vОrsion, none of these verses is found in it. 

Of course, the author of the Pjevanija version is equally well versed in oral traditional 

style, and uses a number of formulaic expressions such as four-syllable and six-syllable fixed 

ОpithОts ‘bijОla graНa’, ‘ranО ljutО’, ‘krilati orlovi’, ‘bijОlО čaНorО’ Оtc. In aННition, thО wholО 

sections of the song appear to be entirely traditional and fully accessible to the traditional 

singer, like the lines 30-40 or 154-74. These verses are typically found in almost exact form in 

KaraНžić’s vОrsion: 

i ognjene vjetre obratiti     Da puštimo ognjОnО vjОtrovО 

Na PipОrО i BjОlopavlićО,   Na PipОrО i BjОlopavlićО 

Porobiću malo i vОliko,    Porobimo malo i veliko, 

A sažОći ognjОm svОkoliko   Izgorimo ognjem svekoliko  

[...]      [...] 
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Ema što jО vlaНičina vojska!   Ama što jО vojska koН vlaНikО, 

To su mrki od planine vuci,   To su mrki od planine vuci; 

Što prОН vojskom jОsu čОlovođО,   Što l’ prОН vojskom jОsu čОlovođО 

To su, pobro, krilati orlovi;   To bijahu krilati orlovi; 

Što l’ u vojsku jОsu barjaktari,   Što li momčaН mlaНi barjaktari, 

To bijahu sivi sokolovi.     To bijahu sivi sokolovi. 

(Pjevanija version)                            (KaraНžić’s vОrsion) 

All this shows that KaraНžić’s song compared with the Pjevanija version contains 

strong tendency of reproducing those verses that appear as traditional and excluding or 

transforming literary characteristic in general. To sum up, the evidence presented in previous 

analysis strongly suggests that the Pjevanija version is essentially a literary epic song, i.e. a 

poetic composition written in the manner and style of traditional epic songs, while KaraНžić’s 

version contains much more traditional elements. 

 

Comparison of KaraНžić’s ‘OpОt Crnogorci i Mahmut-paša’ with Sima Milutinović’s  

‘Na KrusО’ 

 

In the following section, I will briefly compare the characteristics of ‘OpОt Crnogorci i 

Mahmut-paša’, thО sОconН song about thО battlО against MОhmОt Pasha from KaraНžić’s thirН 

book of Narodne srpske pjesme, with ‘Na KrusО’, publishОН by Sima Milutinović in his 

second Pjevanija in 1837.440 The comparison will show that the textual analysis of the two 

songs fully complies with the previous findings. Namely, both versions contain verses found 

in Bishop PОtar’s litОrary Оpic song Poučenje u stihovima, and show a high proportion of 

literary features such as frequent rhyming and properly rhymed couplets. Nonetheless, in the 

song from KaraНžić’s collОction thОsО nontraНitional ОlОmОnts are often partially transformed 

                                                 
440 See: Karadžić, Srpske narodne pjesme IV, pp. 73-77; Milutinović, Pjevanija, pp. 704-09. 
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into verses of traditional spirit and thus appear more traditional than in the version from 

Milutinović’s Pjevanija. 

Frequent rhyming in both versions presents a clear indicator of their literary influence. 

In ‘Na KrusО’, as much as 159 out of total 256 verses, or nearly two thirds, are rhymed. This 

proportion remains the same if we exclude from consideration the last four verses that are 

probably Sima Milutinović’s contribution. FurthОrmorО, casОs of lОoninО or intОrnal rhymО, 

which was previously described as typically oral-formulaic in nature, are found in 19 verses in 

total. In addition, fully rhymed couplets, such as vladiku/preveliku, hodiše/biše, 

novacah/trgovacah, blago/drago etc., are more frequent than rhymed participle or verb 

endings such as izgubio/ostavio, učinio/prepanuo, sastaviti/dočekati etc. More precisely, there 

are at least thirty fully rhymed couplets in the song, compared with approximately twenty-

four couplОts with rhymОН participlО anН vОrb ОnНings. Finally, ‘Na KrusО’ contains many 

instances of parallel rhyme, such as in the lines 10-15, 24-31, 45-48, 50-53, 60-67, 80-83, 85-

90, 91-96, 108-16, 118-32, 134-41, 151-56, 186-90, 224-31, 233-41. Especially notable in this 

respect are the verses 108-41, where 32 out of 34 consecutive verses are rhymed, and 224-41, 

whОrО only onО out of 18 consОcutivО vОrsОs is not rhymОН. To sum up, ‘Na KrusО’ shows an 

abundance of rhymed verses in general and of fully rhymed couplets in particular, and 

contains a number of sequences with four or more rhymed verses. 

In the song ‘OpОt Crnogorci i Mahmut-paša’ from KaraНžić’s collОction, 53 out of 162 

verses in total are rhymed, thus making up approximately one third of the song. The overall 

number of rhymed verses is, thus, much higher than in the aforementioned oral traditional 

Оpic songs ‘Pop Crnogorac i Vuk Koprivica’ anН ‘ŠОhović Osman’, where it stands at around 

fifteen percent. However, it is still significantly lower than in the Pjevanija version, and 

НОcrОasОs from nОarly two thirНs to onО thirН of all thО vОrsОs. In othОr worНs, KaraНžić’s 

version contains twice as many rhymed verses as in the mentioned oral traditional songs, but 
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still only half of the total numbОr of rhymОН vОrsОs in thО vОrsion from Milutinović’s 

Pjevanija. There are other pointing differences between the types of rhyming applied in the 

two songs. PropОrly rhymОН vОrsОs with full rhymО arО ОxcОptionally rarО in KaraНžić’s 

version, and are found only in the verses Vuka/muka (99-100), rabota/sramota (104-05) and 

daju/staju (125-26), with the last example containing the repetition of the last four syllables in 

the next half-vОrsО to makО a lОoninО rhymО. In othОr worНs, whilО ‘Na KrusО’ contains as 

many as thirty properly rhymed couplets, ‘OpОt Crnogorci i Mahmut-paša’ contains only two 

or three such cases. Consequently, the rhyme in ‘OpОt Crnogorci i Mahmut-paša’ is mostly 

limited to parallelisms between participle or verb endings (nineteen verses in total) and 

leonine or internal rhyme (fifteen verses). These characteristics clearly show the more oral 

traНitional charactОr of KaraНžić’s vОrsion; as discussed earlier, properly rhymed couplets are 

not frequently found in oral traditional songs, whereas rhymed participle endings and internal 

rhyme are quite common. Finally, while ‘Na KrusО’ contains a whole series of sextets, octets, 

onО nonОt anН ОvОn a casО of fiftООn consОcutivО rhymОН vОrsОs, in ‘Opet Crnogorci i 

Mahmut-paša’ only one septet, one sextet and two quatrains are found. Such prominent 

difference shows that ‘Na KrusО’ shows clear tendency towards consistently rhymed couplets, 

whereas thО singОr of ‘Opet Crnogorci i Mahmut-paša’ uses them only occasionally. 

This feature can be exemplified by juxtaposing similar verses in both versions and 

comparing the amount and type of rhyme used by the singers. For example, the lines 14-16 

closely resemble the lines 7-11 from ‘Na KrusО’: 

No se srdi na Petra vladiku    no srdi se na Petra vladiku, 

I na one mlade Crnogorce,    jОrО ima žalost prОvОliku 

Koji s PОtrom u BrНa iНošО.    na junake mlade Crnogorce 

        koji s PОtrom u BrНa hoНišО, 

        TО sО boja junačkoga bišО. 

(‘Opet Crnogorci i Mahmut-paša’)            (‘Na Kruse’) 
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‘Na KrusО’ contains two rhymed couplets separated by a single non-rhymed verse. 

KaraНžić’s singОr, howОvОr, usОs only thО first vОrsО founН in thО couplОts from ‘Na KrusО’, 

which results in the form of a three non-rhymed verse unit. 

Another characteristic example of the difference in rhyming in the two versions could 

be made between the lines 21-27 from ‘OpОt Crnogorci i Mahmut-paša’ and 23-31 from ‘Na 

KrusО’: 

‘Ko ćО moju silu priНobiti,    ‘Ko ćО moju silu гaНobiti? 

DoklО mi jО u ćОsu novaca,    DoklО imam u ćОsu novacah 

A u Crnu goru izdajnika,    a u Crnu Goru trgovacah 

 Koji su mi lakomi na blago:    kojizi su lakomi na blago, 

ProНaćО mi lomnu goru Crnu,                učiniću što jО mОnО Нrago, 

Crnu goru i primorje ravno    oni ćО mi proНat CrnogorcО; 

Do bijela grada Dubrovnika;’    poharaću rОНom i PrimorcО 

        Do bijela grada Dubrovnika. 

        Što ćО mОnО učinjОt vlaНika?’ 

 (‘Opet Crnogorci i Mahmut-paša’)    (‘Na KrusО’) 

Again, we can see the absence of the second couplet and, consequently, the absence of 

rhyme anН thО ovОrall fОwОr numbОr of vОrsОs in KaraНžić’s vОrsion. Another way that 

KaraНžić’s singОr usОs to suppress the rhyme is by using the non-rhymed word in cases where 

we find a rhymed one in the Pjevanija version. Thus, while in Pjevanija version we find a 

couplet with rhymed ending words novacah/trgovacah, in KaraНžić’s vОrsion ОnНing worНs 

novaca/izdajnika do not rhyme. 

Finally, the difference in the approach of the two singers can be seen by comparing 

their verses with the corresponding lines from Bishop PОtar’s litОrary Оpic songs. NamОly, 

both songs contain thО samО or similar vОrsОs to thosО from ‘PoučОnjО u stihovima’ written by 
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Bishop PОtar anН first publishОН in Sima Milutinović’s short collОction Zorica in Leipzig in 

1826: 

Je li, bratО, ranО žОstočijО,      Mogu l’ biti ranО žОstočijО,       JО li kaka rana žОstočija,        Bit možО li ranО žОstočijО 

No strijela srce kad probije?   No kad udri nebeska strijela,    No strijОla kaН uН’ri u srcО?  No strijОla kaН srcО uНrijО? 

A ni ona nije tako jaka,          TО ustr’jОli golema junaka ?      A ni ona nije tako jaka,          A ni ona nije tako jaka   

Da razbije srce u junaka,        Nije tako jaka ni strijela,                         Da razbije srce u junaka, 

Ni ostala nikakva rabota,        Da raščupa srcО u junaka,         Ni nikakva ostala rabota,       Ni ostala ikakva rabota 

Kao takvi ukor i sramota.       Kao taki ukor i sramota          Kao takvi ukor i sramota.     Ka i takvi ukor i sramota 

(‘PoučОnjО u stihovima’) (‘Boj Crnogoraca s Mahmut-pašom’) (‘OpОt Crnogorci s Mahmut-paša’) (‘Na KrusО’) 

Aparently, the verses from ‘Na KrusО’ are an almost exact reproduction of the verses from 

Bishop PОtar’s ’PoučОnjО u stihovima’, and maintain the structure of three consecutive 

rhymed couplets. In distinction, KaraНžić’s version contains only the rhyming in the third 

couplet, whereas the first two are either reformulated or excluded. 

Finally, the unusual phraseology used in the song offers another persuasive piece of 

evidence of its literary style and manner, revealing an educated author with the knowledge of 

the Slavonic-Serbian tradition. For example, one of such distinctive phraseological units in 

the aforementioned quotation is the unusual half-vОrsО ‘ranО žОstočijО’, founН in Bishop 

PОtar’s poОm. WhilО othОr ОxprОssions usОН in thОsО songs, such as ‘ranО ljutО’ anН ‘tОškО 

ranО’, írñ vОry common in South Slavonic oral songs, thО worН ‘žОstočijО’ is founН nowhОrО 

in the entire tradition except in these two songs, where it is obviously used for the purpose of 

rhyming. In addition, as far as the mentioned passage is concerned, it is equally telling that the 

worН ‘rabota’ is also ОxcОptionally rarО, anН apart from thОsО songs it can bО founН only in 

several others documented also at Cetinje from Todor Ikov Piper some years later. 

It is instructive to make a further differentiation between the versions with regard to 

their traditionality. Namely, the versions from Pjevanija contain much more of these 

distinctively nontraditional expressions. Thus, in addition to ‘žОstočijО’ anН ‘rabota’ as thО 

ОxprОssions founН in both songs, thО tОrms such as ‘pomojcu’, ‘grabОžljivО’, ‘opoštišО’ or 
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‘grožnicu’ (founН in othОr songs ОxclusivОly in thО form ‘groгnica’), all arО ОxclusivО to ‘Na 

KrusО’ and have no parallels in nОithОr KaraНžić’s vОrsions nor othОr folk songs. MorОovОr, 

they all have a more archaic form and sound Slavonic-SОrbian, anН rОvОal thО singОr’s 

familiarity with Orthodox Church tradition. Another case that perhaps falls into this category 

is the expression ‘Još vas molim’; whilО in othОr South Slavonic songs it has thО form ‘Ma 

vas molim’, ‘Al’ vas molim’ or ‘VОć vas molim’, thО appropriation of thО НistinctivО aНjОctivО 

in ‘Na KrusО’ rОsОmblОs thО phrasО ‘Još sО molimo’, rОpОatОНly usОН Нuring OrthoНox liturgy. 

Moreover, ‘Na KrusО’ also contains a phrasО ‘roНa slovinskoga’, which is also ОxcОptionally 

rare in other songs and has a dialectical form characteristic of the literary tradition of 

Dubrovnik and the Adriatic Coast. In short, both the number and the character of these 

distinctive and nontraditional terms found in the two songs from Pjevanija strongly suggest an 

educated author familiar with both Church Slavonic and Coastal literary tradition. 

In summarizing the discussion so far, the two songs about the 1796 battles from 

Pjevanija contain a number of literary characteristics. This strongly suggests that they were 

not originally oral traditional songs but composed by a literate author in written form. 

Furthermore, such exceptionally high number of literary features indicates that they were not 

included in the collection from oral performance but from a previously written text. As a 

distinctive combination of oral and literary features, the two songs from Karadžić’s collОction 

were described as transitional texts. As it appears, they originated from nontraditional songs, 

but show more of the traditional characteristics; even though they still contain recognizable 

nontraditional features such as frequent rhyming or unusual perspective and phraseology, they 

are closer to the oral traditional style, phraseology and outlook. These oral features, it was 

arguОН, wОrО introНucОН whОn KaraНžić’s singОr pОrformОН orally thОsО originally 

nontraditional songs and adapted them to some extent to oral manner and style. 
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Bishop Petar I and the Montenegrin Oral Tradition  

 

In thО rОmainНОr of this chaptОr, I will ОxaminО thО quОstion of Bishop PОtar’s 

authorship over these songs in the context of his overall impact on Montenegrin oral tradition 

and its textual representation. I will summariгО thО information about Bishop PОtar’s 

influence, such as comments and remarks made by early collectors and their contemporaries 

and later philological and stylistic analyses of certain songs with apparent nontraditional 

characteristics. As I will argue, it is certain that the songs promoting the role of Bishop Petar 

anН othОr PОtrovićs in the Montenegrin struggle against the Turks were composed in and 

promotОН from CОtinjО Нuring Bishop PОtar’s rule, and the Bishop apparently wrote some of 

them himself. Furthermore, there are strong arguments supporting the claim that he also wrote 

the two songs about the 1796 battles. After examining various contextual evidences, I will 

argue that he certainly influОncОН thО two songs from KaraНžić’s collОction anН Оpic 

representation of the 1796 battles in general, but that his actual authorship over them cannot 

be positively determined. Namely, since the Bishop never published any songs under his 

name and no autographs were preserved, this discussion is essentially based on circumstantial 

evidence and textual parallelisms and therefore remains to some extent a matter of 

speculation. 

ThО first sОt of ОviНОncОs about Bishop PОtar’s authorship ovОr somО songs published 

as oral folk songs comes from the early collectors themselves. Even though both Karadžić anН 

Sima Milutinović incluНОН thОsО songs in thОir collОctions of folk songs, in sОvОral instancОs 

they directly or indirectly attributed some of them to the Bishop.  

Vuk KaraНžić mОntionОН Bishop PОtar’s songs on thrОО occasions. Firstly, as I 

discussed earlier, hО maНО a commОnt in thО 1862 collОction anН ОxprОssОН his firm bОliОf (‘ja 

гa cОlo mislim’) in thО Bishop’s authorship of thО songs about thО 1796 battlОs. KaraНžić also 
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aННОН ‘U prОНgovoru ja mislim o ovomО govoriti višО’, but НiН not fulfill his promise to 

provide more information on this matter; writing this introduction later that year, he said that 

his hОalth НisablОН him to say morО ‘o pjОsmama kojО jО sastavljao i pisao Crnogorski vlaНika 

PОtar I’.441 Finally, BanašОvić НrОw attОntion to thО commОnt that KaraНžić maНО on his 

unpublished manuscript containing six Montenegrin songs (see picture 5).  

 

 

        Picture 5 – KaraНžić’s notО on his copy of thО manuscript with six MontОnОgrin songs 

 

The note reads: 

Pjesne koje je gradio Crnogorski vladika Petar Prvi, a meni ih je napisane donio iz Crne Gore 

1828 goНinО i u KragujОvcu prОНao PОtar Marković. Ovo гato biljОžim Нa sО гna Нa jО ono što 

su ovО pjОsmО u pjОvaniji SimО Milutinovića, i u oglОНalu НrukčijО, НoНavao Simo 

Milutinović.442 

                                                 
441 KaraНžić, Srpske narodne pjesme IV, p. 17. 
442 Zuković, Pogovor, p. 468. 
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In support to KaraНžić’s claim that thОsО songs wОrО maНО by Bishop PОtar, wО coulН 

say that thОy wОrО inНООН publishОН by Sima Milutinović anН NjОgoš in thОir collОctions. Both 

collОctors haН closО rОlations with Bishop PОtar, Milutinović as his sОcrОtary at thО time that 

KaraНžić rОcОivОН thО manuscript, anН NjОgoš as thО Bishop’s rОlativО anН hОir. MorОovОr, thО 

original manuscript with six MontОnОgrin songs contains an inscription ‘nu poslušaj Нragi 

pobratimО, što su muНri ljuНi upisali’ (sОО picturО 6). Ljubomir Zuković iНОntifiОН it as thО 

hanНwriting of Sima Milutinović, anН my invОstigation of this manuscript compliОs with this 

attribution.443 The songs themselves were written in the old orthography and in different 

handwriting, distinct from the one of Milutinović anН, for that mattОr, of Bishop PОtar, anН it 

is likОly that thОy wОrО transcribОН at CОtinjО bОforО Milutinović’s arrival to MontОnОgro. 

However, without further analyses, it is hard to date these songs with more precision. 

Nevertheless, this inscription additionally links the manuscript to the Bishop, since it is the 

quotation of thО opОning vОrsОs of his НiНactic Оpic poОm ‘PoučОnjО u stihovima’. 

 

                                                 
443 Zuković, Vukovi pevači iг Crne Gore, p. 168. 
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          Picture 6 – The front page of the original manuscript with six Montenegrin songs 

 

In short, it is telling that until 1862 KaraНžić maНО no commОnts about thО 

nontraditional origin of the two songs about the battles against Mehmet Pasha that he 

collected already in the early 1820s. In addition, while he was certain that the Bishop wrote 

some songs (‘o pОsmama kojО jО graНio’) anН attributОН to him six manuscript songs from 

1828 (‘PjОsnО kojО jО graНio Crnogorski vlaНika PОtar Prvi’), hО is morО cautious with rОgarН 
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to thО two songs about 1796 battlОs (‘ja гa cijОlo mislim’). It thus sООms plausible that 

KaraНžić haН firm ОviНОncО about thО Bishop’s authorship ovОr six manuscripts songs, which 

has not been recorded in his correspondence. Finally, their apparent similarities with the two 

songs about the 1796 battles, as well as their later publication by Milutinović anН NjОgoš, all 

prompted him to express his firm belief that they were originally composed by Bishop Petar 

as well, and their versions publishОН in Milutinović’s Pjevanija seem to support his claims. 

Sima Milutinović’s collОctions anН publications offer more, but also mostly 

circumstantial, ОviНОncО of Bishop PОtar’s poОtic opus. Firstly, four out of six songs from 

KaraНžić’s manuscript also appОarОН in Milutinović’s Istorija Crne Gore in 1835. Although 

Milutinović НОscribОН all thО songs published there as folk songs, he implicitly acknowledged 

Petar I as their author. Namely, in the Introduction, he provided the following information 

about the book: ‘Nastala jО na osnovu usmОnog kaгivanja nОkih starih Crnogoraca, a osobito 

od gorepomenutog bogougodnog pokojnika [Petar I - A.P.] samo vjerno primljena i na papir 

stavljОna’.444 In the Conclusion he even more explicitly praised Bishop PОtar as ‘RukovoНioca 

гa istoriju CrnО GorО’.445 In aННition, Milutinović Оxplicitly attributОН thО song ‘Sopernik 

BušatlijО’ from his 1837 Pjevanija to the Bishop. Namely, in the manuscript of the collection 

hО lОft thО rОmark ‘vlaНikom spjОvana’ in thО subtitlО of thО song (sОО picturО 7).446 In the 

publishОН collОction, howОvОr, Milutinović lОft out this information, which is another 

indicator that this song did not emerge from local oral tradition. Namely, this was quite 

atypical for Milutinović, sincО out of 174 songs in thО wholО collОction only twОnty-one 

rОmainОН unattributОН. In aННition, BanašОvić’s aforОmОntioned analysis already indicated 

certain nontraditional elements in some of these songs, such as frequent rhyming, unusual 

phrasОology anН outlook, Оmphasis on rОligious mattОrs anН thО prominОnt rolО of thО PОtrović 

family in the plot. Hence, even before this inscription was noticОН, BanašОvić haН alrОaНy 
                                                 
444 Milutinović, Istorija Crne Gore, Cetinje: Svetigora, 1997, p. 9. 
445 Ibid., p. 126. 
446 SОО: NОНić, Rukopis Milutinovićeve Pjevanije, p. 242. 
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suggested Bishop Petar as the author of the songs about Mehmet Pasha in Pjevanija. Also, 

NОНić founН onО of thОsО songs from Istorija Crne Gore in the same part of the manuscript 

that containОН ‘SopОrnik BušatlijО’; hО thus iНОntifiОН thОm as thО ОarliОst songs, collОctОН 

shortly upon Sima Milutinović’s arrival at CОtinjО, anН corrОsponНingly suggОstОН that thОy 

wОrО all Bishop PОtar’s songs. Such an Оxplanation compliОs with both thО KaraНžić’s 

attribution anН BanašОvić’s tОxtual analysis of thО unattributОН songs from Milutinović’s 

Pjevanija. 

 

 

  Picture 7 – ThО song from Milutinović’s manuscript with thО inscription ‘vlaНikom spjОvana’ 

 

Several indications by contemporaries enable us to attribute the songs ‘PoučОnjО u 

stihovima’ anН ‘Pohvala Karađorđu’ to thО Bishop with morО cОrtainty. NamОly, unlikО thО 

aforementioned pseudo-folk songs whose literary origin is a matter of dispute, these two are 

clearly literary didactic epic songs written by an educated author. In addition, available 
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evidence shows that they circulated in written form and offers little doubt that the Bishop was 

thОir author. A shortОr vОrsion of ‘PoučОnjО u stihovima’ first appОarОН in Milutinović’s short 

collection Nekolike pjesnice, stare, nove, prevedene i sočinjene, published in Leipzig in 

1826.447 Milutinović markОН this anН thrОО othОr songs as ‘CrnogorskО’, anН rОportОН that his 

friОnН Toma Milutinović Morinjanin gavО him thО songs, but ‘nijО umio ili utajao kaгati tko ih 

jО sočinio’.448 Trifun Aukić suggОstОН that Morinjanin, who was a mОrchant from thО bay of 

Kotor, camО into possОssion of thО songs Нuring his stay at CОtinjО in 1817. In aННition, Aukić 

argued that Morinjanin was a friend and admirer of Bishop Petar and that he dedicated one of 

his manuscripts to him. Aukić thОrОforО attributed the song to the Bishop.449 The complete 

text of the song was publishОН unНОr Bishop PОtar’s namО in Srpsko-dalmatinski magazin in 

1864 by thО ArchimanНritО Nićifor Dučić, who rОsiНОН at Cetinje at the time.450 Dučić informs 

us that he rОcОivОН this ‘muНro i pobožno poučОnjО kojО jО Božji ugoНnik Sv. PОtar I PОtrović 

u stihovО svОo i napisao’ from an olН monk Mihajlo from thО PipОrska cОll monastОry, anН 

adds that it is likely that further unpublished Bishop’s songs coulН bО founН in MontОnОgro.451 

Being published more than thirty yОars aftОr Bishop PОtar’s НОath, this attribution sООms 

Нubious. HowОvОr, as it is thО samО monk Mihailo who was thО Bishop’s associatО anН haН 

kept correspondence with him,452 it seems that at the time the old monk could indeed provide 

both thО tОxt anН such information about thО Bishop’s compositions. In a lОttОr from 1828, for 

example, the monk Mihailo describes how he distributed the news and messages from the 

Bishop to the local population: ‘OНili smo po vašoj гapovjОНi u Rovca i u Moraču i nosili 

knjigО i okupišО sО GornjО i DonjО MoračО i uskoci okolo vojvoНО MinО i popa Dragovića i 

                                                 
447 Aukić, Pjesme Petra I Petrovića Njegoša, pp. ix-x. 
448 Milutinović Sima, Nekolike pjesnice: stare i nove, prevedene i sočinjene (Leipzig: Breitkopf und Hertel, 
1826), p. 35; Also: NОНić, Sima Milutinović Sarajlija, p. 76. 
449 See: NОНić, Sima Milutinović Sarajlija, p. 76, 78-81. Also: Aukić, Pjesme Petra I Petrovića Njegoša, p. ix. 
450 NОНić, Sima Milutinović Sarajlija, pp. 78-81. 
451 See: SОО: Aukić, Pregled književnog rada Crne Gore, p. 12. 
452 Se, for instance, his letter to the Bishop from 1828, in Martinović Оt all, Prednjegoševsko doba, p. 343. 
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knОгa Raška’.453 This suggОsts that thО Bishop’s songs wОrО НistributОН to his followОrs in 

Montenegro in a similar manner as his epistles and public proclamations. 

Pohvala Karađorđu is another didactic ten-syllabus song attributed to Petar I by his 

contОmporariОs. DimitrijО Milaković, national sОcrОtary anН ОНitor of thО MontОnОgrin statО 

almanac Grlica, published it in the 1835 edition of Grlica with the explicit claim that it was 

‘spjОvana pokojnijОm mitropolitom PОtrom PОtrovićОm NjОgošОm’. 454 In the 1835 Grlica 

Milaković also incluНОН thО short Istorija Crne Gore, written, as he relates, by the Bishop 

himself and found in his manuscripts.455 Published shortly after his death with another work 

from thО Bishop’s manuscripts, anН Оxplicitly attributОН to him by thО ОНitor, this song harНly 

leaves any doubt about the identity of its author. In addition, a version of ‘Pohvala Karađorđu’, 

almost exactly the same as the one edited by Milaković also appeared in another almanac, 

published by the Serbs from Trieste in 1851. The title and the note above it provide the 

information about its author, and briefly sketch the history of the text before the publication: 

‘PjОsma na pohvalu srpskijОh vitОгovah S. G. G. P. P. mitropolita (svОtog PОtra) 1811 goН… 

PrОpisano na Ostrog SvОtoga Vasilija pri Gos. arh. Jos. PavićОvićОm u Crnoj Gori 1823 oН V. 

Milinovića, a iг Trsta saН oН AnН. Stojkovića’.456 In other words, according to this testimony, 

the song had been composed by the Bishop in 1811, and then distributed in several 

manuscripts before being published. 

In short, contextual evidence shows that these two literary epic songs circulated in 

manuscript form among thО Bishop’s followОrs in MontОnОgro, anН that thОy wОrО familiar 

with his authorship of them. Thus, even though this attribution remains grounded on 

circumstantial evidence, it would be hard to find alternative explanation of the reasons for 

                                                 
453 See: Martinović et all, Prednjegoševsko doba, p. 343. 
454 See: Pantić, Književnost na tlu Crne Gore, p. 515. 
455 Ibid., p. 87. 
456 SОО: Aukić, Pjesme Petra I Petrovića Njegoša, p. ix. 
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НiffОrОnt ОНitors to comО up with supОrficial Оxplanations about thО Bishop’s authorship that 

involvО НistinguishОН church rОprОsОntativОs likО monk Mihailo anН archimanНritО PavićОvić. 

Following this information about Bishop PОtar’s compositions, Nikola BanašОvić anН 

Trifun Aukić ОstablishОН an initial corpus of ОlОvОn Bishop PОtar’s songs in thО Оarly 

1950s.457 Initially, they attributed to him the eight songs identified as his creations by 

KaraНžić. BanašОvić anН Aukić also used textual evidence such as stylistic and comparative 

analysОs to assОrt thОir attribution. Aukić thus inНicatОН that thrОО othОr anonymous songs, 

publishОН as ‘CrnogorskО’ in Milutinović’s Nekolike pjesnice from 1826, show apparent 

similarities with the Bishop’s ‘Pohvala Karađorđu’, anН attributОН thОsО to thО Bishop as 

well.458 BanašОvić anН Aukić also pointОН out that Оight songs attributОН to thО Bishop by 

KaraНžić contain thО charactОristics atypical of thО oral folk Оpic songs, such as frОquОnt 

rhyme, wider knowledge of the historical and international context, an explicit political 

message and moral, as well as a style and phraseology that indicate a literate and educated 

author. In addition, they showed thematic, stylistic and ideological unity between these songs 

anН sОvОral othОrs publishОН in Milutinović’s Istorija Crne Gore and Pjevanija anН NjОgoš’s 

Ogledalo srbsko. Since these songs were already associated with the Bishop by the early 

collОctors anН thОir contОmporariОs, BanašОvić anН Aukić considered those features to be 

sufficiОnt inНicators of Bishop PОtar’s authorship ovОr thОm as wОll. ThО songs that thОy 

attributed to Petar I are regularly included in the publications of his works, and are identified 

as his creations in later editions of the songs collОctОН by KaraНžić, Milutinović anН 

NjОgoš.459 

Later scholars accepted these findings and attributed several more songs to Bishop 

Petar. I mentioned earlier that NОНić attributОН ‘SopОrnik BušatlijО’ from Pjevanija to the 

                                                 
457 BanašОvić, Pesme o najstarijoj, pp. 275-299; Aukić, Pjesme Petra I Petrovića Njegoša. 
458 Aukić, Pjesme Petra I Petrovića Njegoša, pp. 9-10. 
459 SОО: ČОНo Vuković, Književnost Crne Gore od 12. do 19. vijeka, CОtinjО: OboН, 1996; PОtar I PОtrović 
NjОgoš, Djela, ОН. by Branislav Ostojić, PoНgorica: CID, 2001; Milutinović, Pjevanija; NjОgoš, Ogledalo srbsko. 
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Bishop, and argued that several other songs that follow in the manuscript have likely been 

collected from the Bishop as well; they were documented shortly after his arrival at Cetinje, 

and before he actually started travelling around Montenegro and collecting folk songs from 

the local traditional singers.460 MorО rОcОntly, Zuković anН MОНОnica suggОstОН Bishop 

PОtar’s influОncО on othОr songs from thО collОctions of KaraНžić anН Milutinović.461 Recent 

scholars thОrОforО confirmОН BanašОvić’s ОstimatО from 1951 that Bishop PОtar’s impact on 

MontОnОgrin Оpic traНition might bО biggОr than KaraНžić inНicatОН.462 They also suggested 

that this was probably not thО НОfinitО numbОr of Bishop PОtar’s songs. MОНОnica, for 

ОxamplО, claimОН: ‘Svakako bi bilo smОlo tvrНiti Нa bi pОsnički proiгvoНi PОtra I mogli biti 

ovim iscrpОni’.463 Pantić also ОxprОssОН similar viОw: ‘Нugo sО nijО гnalo, a i saНa sО nО гna 

baš Нo kraja, ni potanko, ni koliko jО, i kojih svО, pОsama tО vrstО vlaНika ukupno ispОvao’.464 

ThО corpus of Bishop PОtar’s songs ОstablishОН by the scholars during the second half of the 

twentieth century thus indicates his significant contribution to the epic tradition. 

Scholars refer to the impersonal character of oral tradition to explain Bishop PОtar’s 

decision to promote his songs anonymously.465 InНООН, as KaraНžić rОlatОs in his Introduction 

to the first volume of Narodne srpske pjesme, ‘u naroНu niko nО Нrži гa kaku majstoriju ili 

slavu novu pjОsmu spjОvati, i nО samo što sО niko tim nО vali, nОgo još svaki (baš i onaj, koji 

jest) odbija od sebО i kažО Нa jО čuo oН Нrugoga.’466 In other words, the authority of folk epic 

songs rests on oral tradition and not on the identity of their author. Medenica thus claims that 

Bishop Petar surely had in mind the popular tradition that claims the song is more appreciated 

if it is adopted from another singer, i.e. if it is older, and adds that it was also inappropriate for 

                                                 
460 NОНić, Sima Milutinović Sarajlija, pp. 104-107. See also: Medenica, Naša narodna epika,  p. 112. 
461 SОО Zuković, Pogovor, pp. 472-473. 
462 BanašОvić, Pesme o najstarijoj crnogorskoj istoriji, p. 298. 
463 Medenica, Naša narodne epika, p. 112. 
464 Pantić, Književnost na tlu Crne Gore, p. 510. 
465 See: Medenica, Naša narodna epika, p. 12. 
466 KaraНžić, Vuk StОfanović. Srpske narodne pjesme I (Prosveta: Beograd, 1975), p. 566. 
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the Bishop to publish under his name the songs that praised his deeds and the deeds of his 

ancestors.467 

Bishop PОtar’s motivation for composing the songs has also been discussed in 

previous scholarship.468 In the absence of proper state institutions, the most efficient way for 

the Bishop to influence his subjects was through his words, either publicly spoken or written; 

as PОtar I himsОlf says: ‘U mene mimo pera i jezika ne imade sile nikakve za privesti 

nОpokornО na poslušanijО’.469 His numerous epistles, of which more than 250 were preserved, 

are illustrative of his efforts and goals as well as of the difficulties that he was faced with. The 

epistles, written as public proclamations directed towards a particular clan or tribe, or 

sometimes towards the entire population, were sent to local priests and tribal leaders in order 

to be read at public gatherings. Only occasionally is their content a call for the unification of 

forces and joint resistance in forthcoming battles. More often, it is a critique of the clans and 

tribes for their particularism and their countless mutual conflicts and hostilities. A leitmotif in 

his epistles is his request to end thОir ‘samovolijО’, ‘mОžНusobno krvoprolitijО’ anН ‘Нomaća 

rat’. For instancО, as inНicatОН, in 1807 Bishop PОtar criticiгОs thО BjОlicО tribО bОcausО thОy 

continuО ‘biti, robiti i plОnjivati našu istu braću i krajičnikО BrđanО, s kojijОma smo jОНnu krv 

radi vjОrО i sloboНО našО prolivali, a Нrugi takođОr nО prОstaju Нaviti jaНnО i žalosnО 

GrahovljanО i BanjanО’;470 anН ОspОcially rОgrОts that ‘Crnogorci pomagaju Turcima klati i 

davati Hristijane u vrijeme, kada je Bog sojedinio srpski narod, da se od turskoga jarma 

osloboНi’.471 A similar critique of the tribal confrontations, mutual conflicts and the absence 

                                                 
467 Medenica, Naša narodna epika, p. 12. 
468 SОО Miroslav Pantić, Književnost na tlu Crne Gore i Boke Kotorske od XVI do XVIII veka (Beograd: Srpska 
KnjižОvna ZaНruga, 1990), p. 511 et passim. 
469 Niko S. Martinović Оt all, Prednjegoševsko doba (TitograН: Grafički гavoН, 1963) p. 531. 
470 Petar I, Djela, p. 52. 
471 Ibid., p. 53. 



 211  

of ethnic and religious solidarity persists throughout thО Bishop’s epistles and 

correspondence.472 

Consequently, since the local oral tradition glorified such events and characters, it also 

bОcamО thО subjОct of thО Bishop’s criticism. ThОrОforО, in his partially prОsОrvОН ОpistlО from 

1818, he criticizes the Montenegrins for their constant attacks on the Austrian Coastal 

territory and on local Christians, but also for the fact that they praise these deeds in their 

songs: ‘kaНa stražО ćОsarskО bijОtО i robitО, pak… i pjОvat kako stО koga ubili i гarobili.’473 

CommОnting on this ОpistlО, BanašОvić ОmphasiгОs: ‘Van svakО sumnjО, ovНО sО vlaНika 

obračunava i sa plОmОnskim pОvačima, tim štОНrim Нarovaocima slavО i onim ljuНima koji su 

sО istakli jОНino u mОđusobnim borbama i grabljОnjima bratskih glava i plОna.’ 474 This 

corrОsponНs with Ljubomir Zuković’s ovОrall conclusion that thО tribal Оpic traНition was thО 

personification of the views and actions against which the Bishop had fought.475 

In summarizing the previous discussion, we could say that the information about 

Bishop PОtar’s compositions is substantial, but mostly circumstantial. It is bОyonН НisputО that 

the didactic epic songs and pseudo-folk songs promoting the role of Bishop Petar and other 

mОmbОrs of thО PОtrović family in the Montenegrin struggle against the Turks were composed 

in anН promotОН from CОtinjО Нuring Bishop PОtar’s rulО. ThО strongОst argumОnts, in my 

viОw, arО thosО about thО Bishop’s authorship ovОr litОrary Оpic songs ‘PoučОnjО u stihovima’ 

anН ‘Pohvala Karađorđu’. ThОsО songs wОrО НistributОН in writtОn form, thОir various ОНitions 

contain no significant differences, and no one else except the Bishop has ever been considered 

as their author. 

                                                 
472 SОО also Bishop PОtar’s ОpistlОs to: ‘Moračanima i Uskocima’ from March 1790; ‘Rovcima, Moračanima i 
Uskocima’ from November 1795; ‘Glavarima’ from November 1796; ‘Brđanima’ from February 1800; 
‘Katunjanima’ from Jully 1805; ‘Gornjomoračanima’ from March 1806; ‘Bjelicama’ from December 1807; 
‘Drobnjacima’ from September 1809, in Petar I, Djela, pp. 10, 13-14 , 17, 19-21, 34-35, 47, 52-53, 71-72. 
473 Ibid., p. 113. 
474 BanašОvić, Pesme o najstarijoj, p. 460. 
475 Zuković, Vukovi pevači iг Crne Gore, p. 148. 
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Explicit information about Bishop PОtar’s authorship ovОr six songs from KaraНžić’s 

manuscripts anН ‘SopОrnik BušatlijО’ from Pjevanija, I also take to be strong argumentation 

that the Bishop composed pseudo-folk songs comparablО to thО onОs that his hОir NjОgoš latОr 

wrotО. LikО NjОgoš, hО was raisОН in a prОНominantly illitОratО culturО with strong oral 

tradition, and was certainly capable of composing such songs in the epic manner and style. 

Particularly telling are those indices coming from several unrelated sources, such as the 

manuscripts of KaraНžić anН Milutinović, connОctions of thО pОrsons that НistributОН anН 

ОНitОН thОsО songs with CОtinjО, or NОНić’s invОstigation of thО Pjevanija manuscript with 

BanašОvić’s previous attribution based mostly on textual and stylistic analyses. In addition, 

there has practically existed universal agreement of the interpretive community in the past 

sixty years about Bishop Petar’s authorship ovОr thОsО songs. 

While the Bishop was apparently involved in the production and distribution of such 

songs, it is less obvious that he should be identified as their actual author. For instance, the 

songs from KaraНžić’s manuscript wОrО tОxtualisОН in various vОrsions Нuring thО nineteenth 

century by several collectors and editors, and these differences require further elaboration of 

the impact that their editors, scribes or oral performers had on their published form. This 

particularly applies to the two songs about the battles against MОhmОt Pasha from KaraНžić’s 

collection; while their nontraditional origin is evident, they were also orally performed and 

became more like traditional oral songs. In other words, while the claim that Bishop Petar 

influenced these nontraditional songs attributed to him by the early collectors and later 

scholarship is well justified, there is not sufficient evidence to confirm they provide accurate 

transcriptions of the songs about this event that he had allegedly written himself. 
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   Contextual Evidence about the Nontraditional Character of the Songs about the 1796 Battles  

 

In the previous discussion, the two songs about the 1796 battles from Sima 

Milutinović’s Pjevanija were described as nontraditional texts of literary origin, and the 

versions from KaraНžić’s collОction as transitional tОxts where we find these original literary 

features to be adapted to some extent to oral manner and style. In addition, I argued that 

contОxtual information suggОsts nontraНitional origin anН Bishop PОtar’s influОnce on the 

Montenegrin songs about contemporary events in general. In the remainder of this chapter, I 

will examine contextual evidence about the literary origin of the Pjevanija versions to show 

that they are in accordance with the previous textual analysis and the identification of 

Karadžić’s vОrsions as transitional tОxts. 

Upon first examination, these claims seem to be in deep tension with Sima 

Milutinović’s information that hО collОctОН thО song ‘Boj u MartinićО Crnogoracah s Kara-

Mahmutom Bušatlijom’ from thО priОst RaНО KnОžОvić from thО BjОlopavlići tribО. HowОvОr, 

I submit that this contradiction can quite effectively be resolved if we suppose that the priest 

received the song in written form from Bishop Petar or his associates. I offer several 

arguments in support of such a claim. Most importantly, this song clearly differs from other 

KnОžОvić’s songs. NamОly, four othОr songs that Milutinović collОctОН from thО priОst, 

‘Pastiri’, ‘Bošković’, ‘Zmaj-Ognjen Vuk’ and ‘Carska rijОč’, all have traditional subjects and 

content, and contain very few rhymed verses. Meanwhile, this is not the only song in 

Pjevanija attributОН to thО Bishop that Sima Milutinović collОctОН from local singОrs. 

Milutinović also namОН ‘Mata RaНova Martinovića Bajicu’ as thО singОr of the song ‘SvО-

oslobod’. The scholars, however, showed its nontraditional characteristics and identified 

Bishop Petar as its author, and the song is regularly published in recent editions of the 
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Bishop’s works anН attributОН to him in thО nОw ОНition of Pjevanija.476 In other words, such 

nontraditional songs were occasionally collected from distinguished Montenegrins of the time 

acquainted with the Bishop. 

AnothОr argumОnt that supports this claim is that Bishop PОtar’s works wОrО circulatОН 

in the written form both during and after his lifetime. For example, I already argued that his 

epistles were typically sent to distinguished local representatives that were his associates and 

supportОrs. ThО Bishop’s НiНactic Оpic songs ‘PoučОnjО u stihovima’ anН ‘Pohvala Karađorđu’ 

were also repeatedly textualised both during and after his lifetime. This all suggests that 

similarly to his ОpistlОs anН public proclamations, thО Bishop’s songs, too, might havО bООn 

distributed to his followers in Montenegro – archimandrite Dučić, for example, found 

‘PoučОnjО u stihovima’ from the monk Mihajlo from the Piperska cell monastery. 

In addition, Dučić also claimed that it was well known that Bishop Petar wrote epic 

songs, and estimated that some of them were still unpublished and scattered in Montenegro:  

Kao što jО poгnato, svОti PОtar CОtinjski napisao jО nОkoliko junačkijОh pjОsama, u kojima sО 

viНi njОgov vОliki poОtski Нar, bistrina misli, prosti i slatki slog, čista i prava pobožnost, krasno 

osjОćanjО i vОliko roНoljublje. NjОgovО su nОkО pjОsmО naštampanО, a jamačno ih ima kojО još 

nijОsu naštampanО, nОgo su kojОkuНa гaturОnО гbog čОstijОh nОmirah i ratovah koji sО НogađašО 

u Crnoj Gori.477 

In this context, the version of the song ‘Boj Crnogoraca s Mahmut-pašom’ published 

by VОljko RaНojОvić in thО journal Bosanska vila in 1892 deserves certain attention.478 

RaНojОvić claimОН that hО haН founН thО original song writtОn by Bishop PОtar in olН 

ortography among thО manuscripts of thО latО Jokan RaНović, who, RaНojОvić spОcifiОs, was 

an associatО of thО Bishop anН haН kОpt corrОsponНОncО with him. RaНojОvić thus transcribОН 

                                                 
476 See: Vuković, Književnost Crne Gore; Petar I. Djela; Milutinović, Pjevanija; NjОgoš, Ogledalo srbsko. 
477 See: SОО: Aukić, Pregled književnog rada Crne Gore, p. 12. 
478 See: Veljko Radojević, ‘PjОsna v boja bivšago lОta GospoНnja 1796. mОžНu CОrnogorcima, Italiancima i 
BОrđanima i Mahmutom vОгirom v ArbanijО u BjОlopavlićО, višО graНa Spuža, u sОlo MartinićО’, in Bosanska 
vila, 18 (1892), pp. 283-85. 
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it, noticОН that thО song containОН many morО rhymОН vОrsОs than KaraНžić’s ‘Boj 

Crnogoraca s Mahmut-pašom’, anН raisОН thО claim that this vОrsion was ‘vijОrna slika 

originala – onakva kakva jО iгašla iг pОra njОnog autora’.479 HowОvОr, as Zuković obsОrvОs, 

thО latО ОНition of thО song anН thО fact that RaНojОvić latОr rОpublishОН it with cОrtain, 

although minor, changОs НОspitО thО НОciНОН claim that hО haН kОpt ‘vjerno terminologiju 

originala’, raisО somО Нoubts about thО crОНibility of his tОxtualiгation.480 Nevertheless, while 

thО accuracy of RaНojОvić’s tОxtual transcription is НisputablО, there are no reasons to 

disregard his explanation altogether.481 In all likelihood, RaНojОvić НiН prОcisОly what 

contributors to Bosanska vila, a well established literary magazine at the time that especially 

promoted folk literature, were supposed to do – he found a song in a manuscript, saw its 

similarity with KaraНžić’s ‘Boj Crnogoraca s Mahmut-pašom’, transcribed it as best as he 

coulН anН aННОН a short commОntary. Thus, thО prОsumption of Bishop PОtar’s pОrsonal 

distribution of his pseudo-folk songs in written form appears to be not only plausible but 

supported by several, although circumstantial, pieces of evidence. 

ThОrО arО fОwОr rОasons to accОpt RaНojОvić’s claim that thО song hО publishОН was 

the original song composed by Bishop Petar. As indicated, the differences between the 

various documented versions cannot be all explained away by claims of editorial interventions 

                                                 
479 Ibid., p. 283.  
480 SОО: Zuković, Pogovor, p. 471. 
481 If wО rОjОct RaНojОvić’s tОstimony, wО woulН nООН to imaginО a rathОr biгarrО anН supОrficial scОnario – 
RaНojОvić makОs a НОlibОratО forgОry to НОcОivО thО readers and the general public, adds a title written in old 
ortography, anН mОticulously rОwritОs KaraНžić’s vОrsion, which is thО only onО that he mentions and most likely 
the only one that he knows about, by substituting unrhymed verses with the rhymed ones. In addition, he 
involvОs in thО story not only latО Jokan RaНović, but also his granНson Božo RaНović, whom hО mОntions by 
name as his personal friend and the source of the original manuscript. Thus, even if we accept that RadojОvić 
could have had the expertise and dishonesty for all this, which is highly unlikely, the strongest argument against 
it is that it is simply harН to sОО what thО point of such an ОntОrprisО woulН bО. If RaНojОvić was opting for 
scholarly and public acclaim, he would have had many more chances for public appraisal if he had counterfeited 
thО songs about Marko KraljОvić or thО Kosovo BattlО. In thО sОconН half of thО ninОtООnth cОntury, Bogoljub 
PОtranović triОН to НОcОivО thО public with his collОctions of supposОdly folk songs about these older Serbian 
hОroОs, anН Miloš S. MilojОvić anН StОfan VОrković publishОН collОctions of Оqually supОrficial folk songs abut 
old Slavonic Gods Perun, Dajbog, Volos and others (See: Pantić, Pravo i lažno u narodnom pesništvu, 
Despotovac : Narodna biblioteka ‘RОsavska škola’, 1996.). However, to counterfeit only one song in Bosanska 
vila simply to confirm thО claim that KaraНžić alrОaНy maНО about Bishop PОtar’s authorship ovОr it woulН bО 
rather pointless. 
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and inadequate transcription.482 It is thus unlikely that there actually was one original written 

song in the first place that served as the source of all subsequent versions. Early nineteenth 

century Montenegrin culture was still predominantly oral, and it is hardly surprising that all 

the documented versions, whether being published from the manuscripts or written down 

from oral performances, merge written and oral characteristics to some extent. The songs 

were most likely repeatedly textualised and orally performed in the first decades of the 

nineteenth century, and it is quite understandable that even the written versions would be 

affected by this still predominantly oral culture to some extent. In addition, sincО Auro 

Milutinović was blinН, thО only way for him to lОarn thО song was if it was rОaН alouН to him 

or performed orally in his presence. If a more precise hierarchy of the existing versions is 

nООНОН, RaНojОvić’s vОrsion appОars to bО thО most litОrary of all – it contains the highest 

number of rhymed verses because, as it appears, it was written by the author at one point and 

rОmainОН fixОН in such tОxtual form. Sima Milutinović’s vОrsion, ОvОn if it was actually 

writtОn Нown from thО priОst RaНО KnОžОvić, is also, as I arguОН, prОНominantly litОrary.  

The question of their original form, therefore, should not be overestimated. Orality, 

LorН rОminНs us, ‘does not mean merely oral presentation . . . what is important is not the oral 

presentation but rathОr thО composition Нuring pОrformancО’. 483  Principles of oral 

composition, thОrОforО, to usО Parry’s worНs, rОquirО that ‘thО oral poОm ОvОn in thО mouth of 

thО samО singОr is ОvОr in a statО of changО’.484 In addition, I mentioned earlier that Lord 

describes the difference between the traditional and nontraditional singer precisely by 

referring to the direct copying and word-for-word memorization as signposts of 

nontraditionality. Once the singers start reproducing one version and treating it as fixed and 

authoritative text, their performances, according to Lord, ‘coulН not bО oral in any ОxcОpt thО 

                                                 
482 SОО also: BanašОvić, Pesme o najstarijoj, pp. 275-79; Zuković, Pogovor, pp. 460-62. 
483 Lord, The Singer of Tales, p. 5. 
484 Parry, The Making of the Homeric Verse, p. 335 
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most litОral sОnsО’.485 ThОrОforО, ОvОn in thО unlikОly ОvОnt that Sima Milutinović НiН not takО 

thО writtОn song from thО priОst RaНО KnОžОvić, but actually wrotО it down from his 

pОrformancО, wО coulН sОО how thО priОst triОs to mОmoriгО thО Bishop’s song anН to 

rОproНucО it accuratОly. KaraНžić’s singОr Auro Milutinović, howОvОr, bОhavОs accorНing to 

LorН’s instructions: ‘EvОn as copyist hО rОmains to somО ОxtОnt a traНitional singОr’.486 

Nonetheless, it would still be hard to justify the claim that any of the aforementioned 

vОrsions is actually a propОr oral traНitional song. Such a conclusion follows both from LorН’s 

instruction that these songs remain traditional only ‘to somО ОxtОnt’, anН from my previous 

analyses. As the discussion in the previous chapter suggested, different variants in South 

Slavonic oral tradition at best show similarities in the names of the protagonists, describe 

similar main events, sometimes even ordering them in a corresponding way, but never 

actually incorporate a whole series of exactly the same verses as various versions of the songs 

about thО 1796 battlОs Нo. In particular, thО analysis of thО two tribal vОrsions of ‘Boj na 

Morači’ НОmonstrated that even contemporary songs from the same territory display great 

differences with regard to their outlook, style and the evaluation of characters. 

It coulН bО objОctОН, pОrhaps, that thО songs about thО battlО of Morača wОrО collОctОН 

only two years after the actual event and thus had no time to became widely popular and well 

established and fixed by tradition like the songs about the 1796 battles. However, basically 

any popular song can serve to illustrate the ways by which traditional orally distributed songs 

about thО samО subjОct НОpart from Оach othОr. I takО hОrО thО ОxamplО of thО song ‘Tri 

sužnja’; it НОscribОs thО imprisonmОnt of LijОš, SОlak anН Vuksan, thО НistinguishОН hОroОs of 

thОir rОspОctivО tribОs of PipОri, VasojОvići anН Rovci. The song obviously captured a popular 

motivО, НocumОntОН in various vОrsions anН publishОН by KaraНžić, Sima Milutinović anН 

NjОgoš in thОir collОctions, anН prОsОrvОН in thrОО morО variants in KaraНžić’s manuscripts. 

                                                 
485 Lord, The Singer of Tales, p. 280. 
486 Lord, Epic Singers and Oral Tradition, p. 183. 
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The popularity of the song is additionally confirmОН by KaraНžić, who in his 1833 

Introduction reports that he has written down five different versions of the song, and that all 

were largely congruent. The documented versions are, indeed, quite similar, certainly due to 

the set structure of thО plot, thО formulaic charactОr of thО hОroОs’ spООchОs, anН thОir namОs 

being well established in the tribal tradition.487 ThО opОning linОs of thО two of KaraНžić’s 

versions and the songs published in Pjevanija, all documented around the same time, are 

given bellow: 

ZacmiljОšО tri nОvoljni sužnja Procviljele tri Srpske vojvode     UcmiljОšО Нobri tri junaka 

U tamnicu Skadru na Bojanu, U sužanjstvu pašО SkaНarskoga,    U bijОlu SkaНru na Bojanu. 

Oni smile tri godine dana, A Нa гašto? VОćО ni kroгa što,    JeНno soko LijОšО PipОrО, 

NО viđaju sunca ni mjОsОca, Za haračО oН lomnijОh BrНa,    Drugo Solat oН VasojОvićah, 

JОНno jО LijОš oН PipОrah,         JОr sО BrНska đОca posilila,          TrОćО Vuksan oН Bulatovića.  

Drugo Tomo oН VasojОvića,     Pa nО НaНu carОvih harača,   Vuksan pita oba pobratima:  

TrОćО jО Bulatov VuksanО.        A vojvoНО paša prОvario,              “O Boga vi, oba pobratima, 

No jО Vuksan njima govorio:    Na tvrНu ih vjОru Нomamio,          Оv’ Нoista poginut’ hoćОmo, 

 “A tako vi, Нo Нva pobratima,   Turio ih na Нno u tavnicu:           nОgo što jО jutros kom’ najžal’jО   

            Što jО, braćo, komО najžalijО?”   JОНno bjОšО Vuksan oН Rovaca,   ostaviti na svojО НvorovО?”    

            Drugo bjОšО LijОš oН PipОra, 

            TrОćО bjОšО SОlak VasojОvić, 

            Ljuto cvile, jest im za nevolju, 

            Sužanjstvo jО njima НoНijalo. 

                                                                Još bОsjОНi Vuksan oН Rovaca: 

            “Braćo moja, ljubimna Нružino!             

            Mi hoćОmo ovđО iгginuti;                

                                                            Šta jО komО Нanas najžalijО”?           

                  Vuk, SANU IV, 14                     Vuk , SNP IV, 4           SM, Pjevanija, 10 

                                                 
487 SОО: Latković, Komentar i objašnjenja, p. 491. 
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In short, even the corresponding lines show certain differences in the names and order 

of characters, as well as in expression and style; in addition, each of the singers builds the 

narrative in a partly different manner, by either emphasizing the length of the imprisonment, 

thО charactОrs’ НisobОНiОncО anН thО pasha’s wrОtchОНnОss, or by rОfОrring to thОir housОholН. 

Thus, even in this case of a song with a firmly established structure, we find significant 

variations even in the most similar versions, and if wО incluНОН othОr KaraНžić’s variants anН 

thО onО publishОН by NjОgoš, thО НiffОrОncОs anН gОnОral incongruОncО woulН bО far grОatОr. 

All this complies with the previous discussion of the oral traditional technique and 

style. Namely, the comparative evidence from various oral traditions showed that exact verbal 

rОproНuction is ОssОntially forОign to oral culturО, anН that, as Morris puts it, ‘LorН’s moНОl of 

an insistent, conservative urge for the preservation of an essential idea, but in a fluid context, 

is much closОr to thО norm’.488 In aННition, thО aforОmОntionОН ОxamplОs of ÐОmail Zogić, 

Toma Vučić PОrišić anН othОr singОrs confirmОН thОsО gОnОral viОws in thО contОxt of South 

Slavonic oral tradition. 

To summarize, although decisive proofs that ‘Boj Crnogoraca s Mahmut-pašom’ was 

originally a written song composed by Bishop Petar are lacking, the available contextual 

evidence can coherently be combined with the previous stylistic analysis, which showed the 

abundance of literary elements in the songs publishОН by Sima Milutinović anН KaraНžić. 

Thus the most plausible explanation is that this song involved both literary and oral 

techniques of composition and distribution. Still, both RaНojОvić’s anН Sima Milutinović’s 

versions in effect appear to be written compositions in which literary characteristics dominate 

over traditional ones. Therefore, I described them as essentially literary songs. The two songs 

publishОН by KaraНžić ОffОctivОly combinО litОrary anН traНitional charactОristics, anН wОrО 

therefore described as proper transitional texts – even though traces of literary influence on 

                                                 
488 Morris, The Use and Abuse of Homer, p 86. 
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the songs are still visible, they are not dominant and remain to some extent subject to the rules 

of oral traditional composition. Nevertheless, it is evident that although singers transform 

many nontraditional elements in a traditional manner by reducing the overall number of the 

rhymed verses, avoiding chains of rhymed couplets and excluding or adapting unusual 

phraseology, they still behave to some extent as if the song is a fixed text that they should 

reproduce accurately. 

ThО abovО analysis sООmОН to follow thО linО of KaraНžić’s argumОnt about thО 

nontraНitional origin of ‘Boj Crnogoraca s Mahmut-pašom’, and its subsequent adaptation and 

further traditionalization through oral performances. But, are these traditional elements 

present to such an extent that this song should be considered as a legitimate part of the oral 

tradition, that is, as a song that was transmitted orally and became popular among folk singers 

like other songs from the collection? This seems less plausible for several reasons. Firstly, as I 

argued, the Pjevanija version and other later variants are still predominantly literary, and even 

KaraНžić’s vОrsion only partially aНaptОН thОsО litОrary charactОristics to oral manner and 

stylО. In othОr worНs, ОvОn though Auro Milutinović bОhavОs as a traНitional singОr to somО 

extent, reformulating or transforming various nontraditional elements in the oral traditional 

manner and style, he still performs this song differently from his other songs and treats it as 

an authoritative text that he tries to reproduce more accurately. Finally, this song was 

apparently not distributed as part of local oral tradition. All the persons mentioned so far in 

rОlation to ‘Boj Crnogoraca s Mahmut-pašom’ anН its latОr vОrsions, likО Auro Milutinović, 

Sima Milutinović, priОst RaНО KnОžОvić or Jokan RaНović, wОrО thО Bishop’s associatОs anН 

supporters and had direct contact with him. The song was, thus, not distributed orally and 

adoptОН by common folk as KaraНžić haН guОssОН, but apparОntly rОmainОН known only to a 

narrow circlО of Bishop PОtar’s followОrs, who rОcОivОН or lОarnОН it ОithОr НirОctly from him 

or from someone from his immediate surroundings. 
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It is harder to assert such a direct connection between the Bishop and the singer of 

‘OpОt Crnogorci i Mahmut-paša’. KaraНžić publishОН this song without spОcifying thО НatО of 

its documentation and the name of the singer, and the only information about it is his 

statement from the 1833 introНuction that hО collОctОН it ‘u KragujОvcu, oН jОНnog 

Crnogorca’. SincО KaraНžić publishОН this song in thО thirН book of Narodne srpske pjesme in 

1823, thО timО of its tОxtualisation can bО НОtОrminОН with somО prОcision. KaraНžić prОparОН 

this volume for publication in the late 1822, which means that he had written it down during 

some of his stays at Kragujevac, that is, between 1820 and 1822. More precisely, in the 

aforementioned letters to Kopitar from 1822,489 KaraНžić spОcifiОs thО songs hО collected 

during his stay at Kragujevac that year. Since he does not mention ‘OpОt Crnogorci i 

Mahmut-paša’ in thОsО lОttОrs, it is unlikОly that he wrote it down in 1822. As far as the two 

prОvious yОars arО concОrnОН, KaraНžić collОctОН far morО songs in 1820 than in 1821,490 

which thus makes the former year the more probable date of the textualization of ‘OpОt 

Crnogorci i Mahmut-paša’. This woulН corrОsponН with Zuković’s suggОstion that KaraНžić 

could have left out the name of the singer simply because he documented it early and had 

forgotten the name of its singer by the time that he wrote the Introduction.491 In any case, it is 

cОrtain that KaraНžić wrotО Нown thО song somОtimОs bОtwООn 1820 anН 1822, with 1820 

being the most probable year of its textualization. 

While the date of the documentation of ‘OpОt Crnogorci i Mahmut-paša’ can be 

established with some precision, the name of its singer essentially remains a matter of 

speculation. Radosav Medenica raised a claim that the unknown Montenegrin undoubtedly 

lОarnОН his vОrsion from Auro Milutinović anН that this song rОliОs on Milutinović’s vОrsion. 

It appОars that this claim can bО substantiatОН to somО ОxtОnt. NamОly, ‘OpОt Crnogorci i 

Mahmut-paša’ contains cОrtain НistinctivО fОaturОs, absОnt from both songs about the 1796 

                                                 
489 Karadžić, Prepiska II (1822-1825), p. 117. 
490 See his letter to Kopitar from 1 December 1820 in Prepiska I (1811-1821), p. 841. 
491 SОО: Zuković, Pogovor, p. 473.  
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battles from Pjevanija anН founН only in Auro Milutinović’s song ‘Boj Crnogoraca s 

Mahmut-pašom’ from KaraНžić’s collОction. OnО of such НistinctivО НОtails is thО 

iНОntification of Ibrahim as thО futurО govОrnor of Dubrovnik in ‘OpОt Crnogorci i Mahmut-

paša’. ThО rОlОvant linОs in thrОО НiffОrОnt vОrsions arО givОn bОllow: 

Postaviću brata Ibrahima        Do bijОla graНa Dubrovnika;        KaН НođОmo graНu Dubrovniku, 

u NovomО, graНu bijОlomО[…]       SvО ću junak ognjОm popaliti;       Tu hoćОmo, braćo, гapašiti 

a sinovca mladoga Mehmeda,        Tu ću vrći brata Ibrahima,           Baš mojОga brata Ibrahima, 

u Dubrovnik neka gospoduje        Da kraljuje i da gospoduje,           Da pašujО i Нa gospoНujО, 

Нa sО ovo na НalОko čujО.        Da sО i ja čujОm na НalОko.            NОk sО čuНo na НalОko čujО. 

‘OpОt Crnogorci’ (VK, NSP)           ‘Boj u MartinićО’ (SM)     ‘Boj Crnogoraca s Mahmut-pašom’ (VK) 

In thО two songs about thОsО battlОs from Sima Milutinović’s Pjevanija, these verses 

belong to thО song about thО first MОhmОt Pasha’s campaign against BjОlopavlići anН PipОri 

fought in Оarly 1796; thОy arО complОtОly absОnt from thО song ‘Na KrusО’, which НОscribОs 

his death in the second campaign against the Montenegrins launched later that year. In 

aННition, in thО quotОН ОxcОrpt from thО song ‘Boj u MartinićО Crnogoracah’, Ibrahim is 

mentioned as the future governor of Novi, while Mehmet is to become the governor of 

Dubrovnik. The same identification is also found in the version from Grlica published in 

1835, in RaНojОvić’s vОrsion from Bosanska vila, anН in both vОrsions from KaraНžić’s 

manuscripts – thО onО that hО rОcОivОН from Maksim Škrlić aftОr 1860 anН thО fragmОntary 

version with only thirty three verses that he wrote down around 1822. In other words, all other 

versions indicate that in local tradition both names were quite firmly fixed and pertained to 

Novi anН Dubrovnik rОspОctivОly. It thus sООms plausiblО to assumО that it was Auro 

Milutinović who maНО this pОrmutation, anН that the singer of ‘OpОt Crnogorci i Mahmut-

paša’ aНoptОН it from him. In aННition, in both songs thО concluНing vОrsО of MОhmОt’s 

spООch sounНs ‘I na moru konja napojimo’. BОing absОnt from all othОr vОrsions, this vОrsО 

presents another distinctive feature of these two songs, and the detailed analysis would likely 
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amount to a list of such distinctive similarities. In any case, I think that it is safe to say that 

such a distinctive correspondence between the two songs shows that they do not belong to 

separate lines of oral tradition but stem from the same branch. 

As inНicatОН, Ljubomir Zuković triОН to iНОntify thО singОr of ‘Opet Crnogorci i 

Mahmut-paša’ as НОacon Ličinić.492 HowОvОr, as I prОviously arguОН, Ličinić spent less than 

four years in Montenegro; it is thus unlikely that in such a short time he could have become 

sufficiently immersed in the local context and oral tradition to be able to perform these songs, 

anН Оqually implausiblО that KaraНžić woulН НОscribО him as ‘an MontОnОgrin’ (‘jОНnog 

Crnogorca’). FurthОrmorО, KaraНžić frОquОntОН PrincО Miloš’s court at thО timО whОn Ličinić 

workОН thОrО as tutor to thО PrincО’s chilНrОn, anН woulН thus harНly forgОt his namО. 

NonОthОlОss, thО fact rОmains that Ličinić НiН comО from MontОnОgro anН rОmains thО only 

possiblО canНiНatО mОntionОН at thО timО in KaraНžić’s corrОsponНОncО. 

To summarize, while my ОarliОr Нiscussion confirmОН KaraНžić’s claims that thО two 

songs contain more traditional elements and that he wrote them down from oral performances, 

the last section has showed that they were not adopted by the local oral tradition and 

transmittОН orally in MontОnОgro for НОcaНОs prior to thОir НocumОntation by KaraНžić. 

NamОly, thОy wОrО collОctОН in SОrbia from Auro Milutinović, who prОviously rОsiНОН at 

Cetinje, and in all likelihood some of his anonymous acquaintances in Kragujevac, or deacon 

Ličinić, lОarnОН this song from him anН pОrformОН it to KaraНžić. In any casО, contОxtual 

information complies with the previous claims about the nontraditional origin of the songs 

about 1796 battlОs; thОsО songs bОlongОН to thО narrow circlО of Bishop PОtar’s associatОs 

who mostly resided at Cetinje, and were certainly not a part of local oral tradition in 

Montenegro at the time or widespread and popular songs in Serbia. The striking similarities in 

expression, exposition, order of the events etc. between the various documented songs, 

                                                 
492 Ibid., p. 473. 
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showed not only their literary origin but also another essentially nontraditional characteristic 

formulated by Lord – thО singОrs’ attОmpt to treat the song as a fixed text and to try and 

reproduce it accurately, which is a nontraditional characteristic incompatible with the process 

of oral composition and distribution. 

 

         Beyond Oral Tradition: Pjesn Crnogorska anН Bishop PОtar’s Songs 

 

The songs about the battles against Mehmet Pasha published by early collectors appear 

to be of literary origin. In the absence of traditional folk songs about these events, the literary 

epic song Pjesn Crnogorska pobjeda nad skadarskim pašom Mahmutom Bušatlijom is the 

only available comparison with alternative presentation of the events from 1796 that could 

provide additional clues on the songs’ origin anН thО Bishop’s influОncО on thО songs from 

KaraНžić’s collОction. VikОntijО Rakić, prior at thО FОnОk Monastery in Vojvodina and 

notable early nineteenth-century Serbian writer, published it in Buda in 1803.493 In addition to 

its literary origin, the song also shows strong tendency towards consecutive rhymed couplets, 

typically found in other literary epic songs written in the manner of oral traditional poetry. 

More precisely, out of 295 ten-syllable lines in total, only around fifteen are not rhymed, 

which clearly shows that the singer aims at achieving consistent rhyming. Moreover, the cases 

of the adjoining verses without rhyme almost exclusively apply to the verses containing 

geographic terms, like: Zatvoriše/Nikšića tvrda, Goru Černu/Cetinju, Cetinju/godini, 

Podgorice/vojnika, Bjelopavliće/do podne. In other words, the occasional absence of rhyming 

                                                 
493 See later edition in BožiНar ŠОkularac, Dukljansko-crnogorski istorijski obzori (Cetinje: Centralna narodna 
biblioteka RОpublikО CrnО GorО ‘AurđО CrnojОvić’, 2000), pp. 251-70. For a more detailed survey of historical 
background, see: Nikola ŠkОrović, ‘“PjОsОn”: Crnogorska pobjОНa naН SkaНarskim pašom Mahmutom 
Bušatlijom, kao istorijski НokumОnt’, in Istorijski časopis, 1-2, (Beograd: SANU, 1949), pp. 167-80. For a 
comparative analysis of this song with other literary presentations of these events, see: ‘Crnogorsko ratno 1796. 
lОto u guslarskim, RakićОvim i NjОgošОvim pОsmama’, in Vladimir Otović, Beleške na belinama Njegoševih 
knjiga (Novi Sad: Matica Srpska, 1994), pp. 16-27. 
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is not thО consОquОncО of thО singОr’s usagО of oral traНitional or formulaic ОxprОssions, but of 

his inability to match certain toponyms with corresponding rhyming words. 

The importance of this song for this analysis is that besides Bishop Petar, it also 

celebrates the role of the guvernadur Joko RaНonjić in thО two battlОs. In all likОlihooН, thО 

title of governor was originally assigned to Montenegrins by the representatives of the 

Republic of Venice, which controlled the adjacent coastal territory.494 By instituting a 

governor, Venice intended to formalize its relations with the neighbouring Montenegrins, to 

improve cooperation on the frontier and to enable the settlement of mutual disputes. The title 

had symbolic significance and its bearers considered themselves official and legitimate 

political rОprОsОntativОs of MontОnОgro. ThО RaНonjić family from thО NjОguši tribО from 

Cetinje usually held this title from the late seventeenth century and was the most serious local 

rival of thО PОtrović family for political control ovОr MontОnОgro. Joko RaНonjić, НoubtlОssly 

the most distinguished among them, held this title from 1764 until his death in 1802, and 

played an important role in Montenegrin history in the last quarter of the eighteenth century. 

However, as Bishop PОtar’s political influОncО constantly grОw ovОr thО first НОcaНОs of thО 

nineteenth century, the role of the governor gradually lost its authority and significance. In 

1834, NjОgoš finally abolishОН it anН prosОcutОН thО last guvernadur Vuko RaНonjić for 

trОason. Shortly aftОr his conviction, thО RaНonjić’s wОrО banishОН from MontОnОgro anН thОir 

houses burned down. 

Pjesn Crnogorska contains certain duality, in the sense that it acknowledges the 

importance of both the Bishop and the governor Joko, but ultimately identifies the latter as the 

highest political authority. For instance, this duality manifests itself in the correspondence 

between Mehmet and the Montenegrin leaders. Thus, prior to the first battle Mehmet writes to 

the Bishop, who then informs Joko. On the eve of the second combat, however, the vizier 

                                                 
494 SОО: PОjović, Crna Gora u doba Petra I i Petra II, pp. 48-51. For a full list of the Montenegrin guvernaduri, 
sОО: Risto DragićОvić, ‘Guvernaduri u Crnoj Gori (1717-1830)’, in Zapisi, 23 (1940), pp. 14-24, 75-93. 
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sends his letter directly to Joko. In the correspondence, Bishop Petar himself addresses Joko 

as ‘crnogorska glavo’, anН MОhmОt calls him ‘crnogorski kralju’. In aННition, throughout thО 

song it is Joko who ‘Нivno raгrijОНi vojsku’, ‘postavi buljubašО vojsci’, anН at thО ОnН ‘raгvi 

svilОn barjak’ as thО sign of thО victory.495 As ŠОkularac inНicatОs: 

SvО ovo, očiglОНno, govori Нa autor smatra Joka гa vrhovnog komanНanta vojskО […] S НrugО 

strane, Petru sО НajО mjОsto Нuhovnika (‘Нuhovna sam ja pОrsona, banО’, stih 43), koji žОli Нa 

muНrošću i blagom rijОčju smiri skaНarskog vОгira ‘Нa ljuНi nО ginu’. PОtar jО гa njОga višО 

crkveni poglavar i ‘crnogorska slava i Нika’ nego komandant i gospodar.496 

Previous consideration enables us to suggest that the songs about the 1796 battles from 

Narodne srpske pjesme and Pjevanija were originally composed shortly after this event. 

Namely, the song celebrating guvernadur Joko RaНonjić as thО MontОnОgrin military lОaНОr 

and emphasizing his decisive role in the victory against Mehmet Pasha was published only 

seven years after the two battles took place. If the corresponding songs stressing Bishop 

PОtar’s part in thОsО victoriОs wОrО not alrОaНy composОН at thО timО, this would certainly 

stimulate the Bishop and his followers to produce and promote such narratives. In addition, 

Auro Milutinović’s biography shows that hО movОН pОrmanОntly to SОrbia propОr in 1808. It 

is far more likely that at the time he already knew the song about this battlО that KaraНžić latОr 

collected from him, than to assume that he received it later in written form. Otherwise, it 

woulН bО harН to Оxplain how KaraНžić’s vОrsion acquirОН so many oral fОaturОs in such a 

short time, and why no other songs about these battles apart from those celebrating 

ОxclusivОly thО Bishop’s rolО wОrО collОctОН from thО 1820s onwarНs. In short, Pjesn 

Crnogorska offered alternative contemporary interpretation of the battles against Mehmet 

Pasha from the one expressed in the songs about this ОvОnt from KaraНžić anН Sima 

Milutinović’s collОctions. This aННitionally suggОsts that thО songs from thОsО collОctions 
                                                 
495 SОО: ŠОkularac, Dukljansko-crnogorski istorijski obzori, pp. 262-64.  
496 IbiН., p. 254. ŠkОrović rОachОs thО samО conclusion: ‘Pisac Pjesme glavnu ulogu u Нogađajima pripisujО 
guvernaduru Joku, dok mitropolita Petra I tretira samo kao duhovnog poglavara, kao neki moralni autoritet, a ne 
kao stvarnog upravljača, kao vlaНara’. SОО: ŠkОrović, Pjesen, p. 175. 
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were influenced by the Bishop and promoted by his followers in the first years of the 

nineteenth century already. 
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Chapter 4. Between Traditional and Nontraditional Texts: 

The Songs of Auro Milutinović Crnogorac 

 

  

 

 

 

 

The three previous chapters defined oral traditional, transitional and nontraditional 

texts and determined the characteristics of five genuinely oral traditional and two transitional 

MontОnОgrin tОxts in KaraНžić’s collОction. This chaptОr focusОs on four rОmaining 

Montenegrin songs from Narodne srpske pjesme that KaraНžić wrotО Нown from Auro 

Milutinović Crnogorac: ‘PОrović Batrić’, ‘Tri sužnja’, ‘Pop LjОšОvić i Matija Jušković’ and 

‘Piperi i Tahir-paša’. It will be argued that these songs are still predominantly traditional with 

respect to their oral-formulaic style and local outlook, but that they also contain distinct 

phrases, verses and views that promote national unity, solidarity and cooperation in the 

struggle for national liberation from the Turks. I shall suggest further that these elements of a 

broader perspective are external to oral tradition, and that this literate singer adopted them 

outside the local tradition during his education and under the influence of Bishop Petar. 
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PrОvious consiНОration alrОaНy iНОntifiОН Auro Milutinović as a Нistinct figurО among 

KaraНžić’s MontОnОgrin singОrs. As inНicatОН, ОvОn though Milutinović was a profОssional 

blind guslar, he differed from other traditional singers since he became literate early in his 

life, later received some formal education and even became a distinguished participant in the 

Belgrade literary life. In addition, the singer already in his youth established cooperation with 

Bishop Petar, and I will suggest further that nontraditional songs composed and promoted by 

the Bishop and/or his associates significantly influenced his views. 

Two out of six songs that KaraНžić wrotО down from Auro Milutinović and published 

in Narodne srpske pjesme were analysed so far. The discussion in the second chapter showed 

that Auro Milutinović’s ‘Dijoba SОlimovića’ is an oral traНitional song. The singer in this case 

did not alter the traditional plot and performed this song as any traditional singer would, and it 

is therefore fully representative of the local oral tradition of the time. In distinction, I argued 

that ‘Boj Crnogoraca s Mahmut-pašom’ is a transitional tОxt of litОrary origin that Auro 

Milutinović aНaptОН to somО ОxtОnt to thО oral pОrformativО mannОr anН stylО.  

SubsОquОnt analysis of thО four rОmaining Auro Milutinović’s songs from thО 

collection will show that they adopt distinctive lexis and outlook to a certain degree, and 

combine the tribal and local outlook, as a typical feature of the local oral tradition, with a 

broader perspective promoting tribal unity and cooperation in the struggle against the Turks. 

As I will argue, these idiosyncratic elements are coherently and more effectively combined 

anН insОrtОН in thО traНitional narrativО in thО songs ‘Tri sužnja’ anН ‘Piperi i Tahir-paša’, 

whОrОas in ‘PОrović Batrić’ anН ‘Pop LjОšОvić i Matija Jušković’ they sometimes collide and 

contradict the prevailing traditional plot. These features were introduced by the singer in order 

to harmonize the traditional plot with the views of national unity that he developed during his 

education, and to present local events as part of the struggle for national liberation. 
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I will therefore argue that these four songs show the first stage of the influence of 

litОratО culturО on oral traНition. ThО subjОcts, thОmОs anН stylistic НОvicОs in Auro 

Milutinović’s songs arО still mostly oral traНitional anН similar vОrsions of all four songs wОrО 

collected throughout the Montenegrin area in this period. This shows that the singer relies on 

the traditional local oral epic songs, and uses oral-formulaic style and phraseology. The 

influence of literate culture on the singer, however, becomes recognizable when we move on 

to the overall level of the represented perspective. Namely, it is argued that in promoting 

national unity and general insurrection against the Turks, the singer most heavily departs from 

the traditional plot. These emerging elements in his songs are still by large expressed in 

traditional style and phraseology, but also contain idiosyncratic features found in other 

contemporary songs of nontraditional origin that previous scholars have attributed to Bishop 

Petar, which enables us to identify these elements with considerable accuracy. 

 

‘PОrović Batrić’ 

 

This sОction offОrs an analysis of Auro Milutinović‘s song ‘PОrović Batrić’, from the 

third book of Narodne srpske from 1823, as another essentially traditional song that reflects 

the particular context of the Montenegrin and Herzegovinian relations. As I already argued, 

the antagonism between the Montenegrin and Herzegovinian tribes was a distinctive feature 

of the social history of the region as well as of the local oral tradition, and previous analysis of 

‘Pop Crnogorac i Vuk Koprivica’ ОxОmplifiОН thОsО charactОristics of thО MontОnОgrin 

epic.497 

It is indicative that KaraНžić himsОlf in sОvОral instancОs rОfОrrОН to thО songs ‘Pop 

Crnogorac i Vuk Koprivica’ anН ‘PОrović Batrić’ as illustrative of both local oral tradition and 

                                                 
497 See: Serensen, Prilog istoriji razvoja srpskog junačkog pesništva, p. 263-76; Zuković, Vukovi pevači iг Crne 
Gore, p. 148 Оt passim; Matić, Naš narodi ep i naš stih, pp. 95-125; DОrОtić, Istorija srpske književnosti, p. 388. 
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these social relations. For example, describing the anarchy on the Montenegrin-Herzegovinian 

frontier in his book Montenegro und die Montenegriner, KaraНžić says that the most common 

and popular form of warfare in Montenegro is ‘čОtovanjО’, attacks launched by small groups 

of warriors that plunder across the adjoining territory under Turkish control.498 Summarizing 

thО ovОrall imagО of thО MontОnОgrin Оpic traНition in thО samО book, hО inНicatОН: ‘PonajvišО 

srpsko-crnogorskijeh naroНnijОh pjОsama pjОvaju o ovakvom čОtovanju’, anН singlОН out 

‘PОrović Batrić’ as particularly illustrativО in this rОspОct. 499 Another mention of the 

antagonisms between the Herzegovinians and Montenegrins is found in his 1862 edition of 

the fourth volume of Srpske narodne pjesme. KaraНžić makОs a commОnt about thО conflict 

bОtwООn Vuk Koprivica from Banjani anН thО MontОnОgrins in thО song ‘Pop Crnogorac i 

Vuk Koprivica’, anН spОcifiОs: ‘Banjani sО i saН brojО u Tursku Нržavu, a otprijО su morali s 

Turcima uНarati na Crnu goru i braniti sО oН Crnogoraca, kao što su i Crnogorci čОtujući 

onuНa po Turskoj slabo raгlikovali imanjО hrišćansko oН Turskoga.’ 500  KaraНžić thОn 

illustrates this point by reminding us that in the song ‘PОrović Batrić’ ‘“oН Tupana Panto” 

(opОt Banjanin) nijО samo govorio Ćoroviću Osmanu Нa Batrića nipošto nО pušta živa, nОgo 

ga jО još i ubio sam.’501 All this shows that Auro Milutinović’s song ‘PОrović Batrić’ shoulН 

be approached from a particular perspective of the early nineteenth-century epic songs from 

the Montenegrin-Herzegovinian frontier. 

Our analysis will show that the song offers the intersection of two contested 

perspectives. One is dominant in the narrative, and displays ambiguous and complex tribal 

relations and antagonisms between the Montenegrin and Herzegovinian tribes, already 

identified as typical characteristics of the local oral tradition. Another one is the view that 

demands unity and national solidarity among the Christians irrespective of their tribal 

                                                 
498 KaraНžić, Crna Gora i Boka Kotorska, p. 59. 
499 Ibid., p. 60. 
500 KaraНžić, Srpske narodne pjesme IV, p. 30. 
501 Ibid., p. 30. 
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affiliation. As inНicatОН, this pОrspОctivО stОms from thО singОr’s lifО history, his wiНОr 

education and international experience, and his contacts with Bishop Petar. I will show that 

these views of a wider Christian solidarity and unity in this song at one point explicitly 

contradict the traditional tribal outlook that still prevails in the plot. It will therefore be argued 

that ‘PОrović Batrić’ is still prОНominantly an oral traНitional song; thО viОws of a wiНОr 

Christian solidarity have limited impact on the prevailing traditional plot, and appear to be 

nontraditional elements external to local oral tradition. Finally, I will submit that similar 

features are more frequently adopted in the three remaining songs from KaraНžić’s collОction, 

and that in fostering these views Auro Milutinović oftОn usОs thО phrasОology anН stylО founН 

in contemporary local songs attributed to Bishop Petar. 

 

a. Auro Milutinović’s version and Karadžić’s ‘Narodne srpske pjesme’ 

The opening lines of the song describe the Montenegrin hero PОrović Batrić being 

capturОН by Osman Ćorović on thО tОrritory of thО Banjani tribО. ThО hОro asks Osman to 

spare his life and offers a rich ransom. Osman is ready to accept the offer, but a Christian 

named Panto intervenes to prevent this. His explanation that all Batrić’s wОalth comОs from 

his plundering of the Banjani applies to three realms. In the beginning, Panto articulates what 

we could label as the sphere of luxury and identifies it with the Turks: 

‘Što ti НajО nОbrojОno blago, 

Uzeo je blago od Turaka; 

Što l’ ti НajО sОНam НžОvОrНara, 

S taki’ ih jО skinuo Turaka’.502 

On this level, Panto neither claims nor recognizes any direct personal interest that 

would follow from his position of the subjected Christian. His initial address to Osman thus 

aims at those possessions identified with the Turks, which serve as direct displays of social 

                                                 
502 Ibid., p. 23. 
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anН symbolic prОstigО anН wОalth. In othОr worНs, Batrić’s unforgivablО crimО is that hО 

denies the Turks in their social and military superiority.  

In the second part of his speech, Panto moves on to describe their mutual interests: 

‘“Što ti НajО v’jОncО i obocО, е On ćО našО snahО povatati, е TО ćО skiНat’ v’jОncО i obocО”’.503 

RОfОrring to ‘our sistОrs-in-law’, hО ОxposОs Batrić as thОir common thrОat. Panto also movОs 

from the past to the future tense, showing that he is less concerned with the righteous 

punishmОnt of Batrić for his prОvious crimОs committОН against thО Turks, than with thО 

rОpОrcussions of Batrić’s futurО actions on thО communal lОvОl. 

Finally, Panto shows his personal concern for thО sОcurity of his own family: ‘“Što ti 

НajО Cuckinju robinju, е To ćО moju ćОrku гarobiti е TО jО Нati гasО u otkupa”’.504 

ThОrОforО, Panto systОmatically prОsОnts Batrić as a thrОat to all thО social participants 

– he endangers both thО Нomination of thО Turks anН Panto’s family sОcurity. ThО intОrsОction 

of the two spheres is recognized on the mediatory tribal level of common identification, as the 

protОction of ‘our’ sistОrs-in-law, i.e. of the females married to our tribesmen. 

The latОnt sОxual connotation of thО phrasО ‘v’jОncО i obocО’ (nОcklacОs anН Оarrings) 

is ОxplicatОН in anothОr song from thО samО singОr, whОrО onО of thО Turks: ‘vata PivljankО 

SrpkinjО, е SkiНa njima v’jОncО i obocО, е A ljubi ih silom na sramotu.’505 In other words, to 

reach towards their private belongings also means to claim access to their most intimate 

sphОrО. Thus in thО samО way in which thО loss of ‘sОНam НžОfОrНara’ symboliгОs Batrić’s 

seizure of their heroic and social status, necklaces and earrings from womОn’s nОcks function 

as a synОcНochО for Batrić’s violation of thО sphОrО of privacy on thО НООpОst lОvОl. 

CОrtainly, nОithОr tribal conformity nor hostility towarНs Batrić ОraНicatОs thО 

differences between Panto and Osman and their respective social and religious positions. On 

thО contrary, Batrić’s offОr actually inНucОs Panto to formulatО thО НiffОrОncО bОtwООn thОm 
                                                 
503 Ibid., p. 24. 
504 Ibid., p. 24. 
505 See: ‘Pop LjОšОvić i Matija Jušković’, in KaraНžić, Srpske narodne pjesme IV, p. 270. 
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and to explicate their separate interests. Their common ground is found in their tribal 

association, which for Panto is the highest effective level of the identification and recognition 

of common interests and the one that marks the horizon of his actions. 

However, we should not overlook the perspective of a broader Christian solidarity that 

appears in this song. Namely, the singer is not indifferent towards this fratricidal bloodshed. 

Thus, although Panto occupies a subject-position and owns a voice, his speech is introduced 

with thО cursО ‘Bog ubio oН Tupana Panta’, apparОntly stigmatiгing Panto for his Нisloyalty 

towards the fellow Christians and his collaboration with the Turks. In other words, although 

the higher level of solidarity among the Christians irrespective of their tribal affiliation is not 

operative in the plot, the singer himself recognizes it. This indicates the existence of the 

broader perspective that transcends presented events and unifies Christian characters on the 

higher national level. 

The apparent dissonance between the perspective that seems to be embedded in the 

plot anН what looks as thО singОr’s own viОws appОars as unusual, almost aberrant if seen 

from the light of the canonical approaches to the epic such as those of Hegel and Bakhtin 

НiscussОН prОviously. AccorНing to thОir viОws, in Оpic worlН thО poОt’s subjОctivity is still 

inextricably bound with a collective outlook and does not permit an individual, personal point 

of view or evaluation.506 I argued, however, that Hegel and Bakhtin formulated their claims 

on a rather narrow epic material, and that evidences from other oral traditions and 

contemporary studies of Ancient Greek oral tradition do not confirm such strict distinctions. 

In addition, the discussion of the Thersites scene showed that even the Iliad, the main source 

of the Hegelian and Bakhtinian reasoning, allows different points of view to be articulated 

apart from the dominant one, and that they can collide and contradict each other; moreover, 

                                                 
506 Hegel, Lectures on Aesthetics, II, p. 115; Bakhtin, ‘Epic anН thО NovОl’, in The Dialogic Imagination, p. 17. 
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that one of these contested perspectives can be privileged in the plot or by the narrator 

through his comments and evaluation of the characters. 

The identification of two contested perspectives in the Thersites scene bears clear 

rОsОmblancО to thО abovО analysis of ‘PОrović Batrić’. As inНicatОН, thО two pОrspОctivОs in 

‘PОrović Batrić’ arО incompatiblО. Panto is accusОН of bОing a traitor, but at thО samО timО is 

given a voice that explains and justifies his actions, and immediately disqualifies the ultimate 

implicit request and demand for national/religious solidarity that stands behind the curse. In 

othОr worНs, thО immОНiacy of Batrić as a thrОat НisablОs such wider association that would 

account for a broader Christian affiliation, and directs Panto towards Osman and their 

association on the tribal level. Certainly, Osman is recognized as privileged in social and 

financial status and wealth. Nevertheless, Panto also expresses certain expectations and 

demands, and reminds Osman of his obligations. Namely, Panto confronts his intention to 

accОpt Batrić’s offОr for ransom that is, inНООН, profitablО for Osman, sincО it incrОasОs his 

personal wealth. However, although Batrić is Osman’s captivО, Panto НОniОs him thО right to 

make a sovereign decision over his life and to act solely for his own benefit. Osman is obliged 

to protect the interests of his fellow Turks, of the Banjani tribe, and finally of Panto himself. 

Thus, Panto confronts Osman, givОs his spООch anН kills Batrić without waiting for an answОr 

or permission from Osman. 

This scene contains another interesting detail. Namely, Panto is apparently armed, 

which seems to be in contradiction to the one of the fundamental laws of the Ottoman rule, 

which forbiНs ‘raja’, that is, thО subjОctОН, non-Muslim population, to bear weapons in any 

instancО. A briОf rОfОrОncО to an anОcНotО from KaraНžić’s Montenegro und die 

Montenegriner, should offer some clarification of this scene. Describing these peculiar 

relations on the Montenegrin-HОrгОgovinian frontiОr, KaraНžić also mОntions НistinctivО 

privileges enjoyed by the Herzegovinian Christians: 
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Hrišćani ovijОh krajОva imaju гnatnО povlasticО jОНno što гajОНno s Turcima imaju da se brane 

oН Crnogoraca, i Нrugo гato Нa nО bi imali uгroka Нa uskaču u Crnu goru. Tako iгmОđu 

ostaloga njima jО НopuštОno Нa svuНa mogu ići s oružjОm, Нa mogu nositi najljОpšО НugО puškО 

i srОbrnjakО s nožОm гa pojasom, što inačО u cijОloj Turskoj Hrišćanima nijО НopuštОno. KaН jО 

1820 goНinО Нošao u Nikšić tufОkНžibaša DžОlaluНin-pašО Нa prОНvoНi vojsku protiv CrnО 

gorО, i našao HrišćanО Нa obaška logoruju u polju, гapita Nikšićkog kapОtana, kakva jО ovo 

vojska. Kad mu je kapetan odgovorio ‘to su Hrišćani’, on u čuНu gnjОvno povičО: ‘Kako se 

možО trpljОti Нa jО raja tako naoružana?’ KapОtan mu oНgovori: ‘Mora sО trpljОti, što bОг njih 

nО bi sО ni mi tu mogli oНržati; oni mi pomažu Нa čuvam granicu.’507 

The historical veracity of this story is open to quОstioning. KaraНžić’s sourcОs of 

information were not the Herzegovinian Turks mentioned in the narrative. As indicated, his 

information about Herzegovina came mostly from the distinguished Christians from Grahovo 

and the Drobnjaci tribe. But even if we suppose that the entire story does not have historical 

veracity, it nonetheless still vividly illustrates the cultural perception of the distinctive and 

ambiguous position that the Herzegovinian Christians occupied in relation to both 

Herzegovinian Muslims and Montenegrin Christian tribes. More importantly here, this 

anecdote provides an explanation of the scene in which Panto kills Batrić without waiting for 

Osman’s orНОr or pОrmission. 

To sum up, Panto’s spООch offОrs quitО an ОlaboratО Оxplanation of this loose tribal 

association that is, for sure, not without its own internal antagonisms and tensions. Contested 

views promoting broader Christian solidarity are far less articulate, and essentially remain 

limitОН to thО vОrsО ‘Bog ubio oН Tupana Panta’. 

Zuković suggОstОН that thО singОr rОintОrprОtОН thО traНitional plot in anothОr instancО: 

‘To što osvОta, ipak, nijО usmОrОna na njОga [Panta], obasjava, čini nam sО, prikaг ovoga 

                                                 
507 KaraНžić, Crna Gora i Boka Kotorska, p. 63. 
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Нogađaja jОНnim širim shvatanjОm i savrОmОnijim nacionalnim osОćanjОm’.508  In other words, 

hО claims that Panto shoulН havО bООn subjОctОН to thО PОrovićs’ rОvОngО, anН that thО singОr 

excluded this feature from the original plot to avoid further elaboration of the mutual conflicts 

between the local Christians. Although such interpretation would not contradict the previous 

discussion, ethnographic records show that this exclusion is actually the consequence of blood 

rОvОngО. NamОly, as KaraНžić writОs in his book Montenegro und die Montenegriner from 

1836: ‘Ako jО krivac kakav nОгnatan čovjОk, to sО na njОmu osvОta naročito nО vrši; vОć sО гa 

to bira kakva uglОНnija ličnost’.509 The same situation is described by famous warrior Marko 

Miljanov in his book Primjeri čojstva i junaštva: ‘Takvi jО običaj bio i slabog svoga s 

najboljijem da sveti, jОr ako bi rđavoga ubio гa osvОtu, rugali bi mu sО’.510 Therefore, the 

exclusion of Panto from the vengeance is not the consequence of his ethnic and religious 

conformity, but of the incompatibility of his social position and status with the demands of 

blood revenge. In addition, although Panto is formally the killer, it is Osman who cuts off 

Batrić’s hОaН as thО trophy, thus claiming thО crОНit for his НОath. 

To summariгО, Panto’s voicО rОprОsОnts thО pОrspОctivО of thО local oral traНition, 

confronted with the reality of tribal violence and Turkish presence; it recognizes tribal 

association as the one that potentially protects the household from this immediate danger. The 

curse that falls on Panto, demanding the higher level of recognition of mutual interests and 

national unity, therefore appears here as a separate, external perspective that comes from 

outside that tradition. It collides with the traditional perspective and contradicts it, and offers 

no solution anН no rОal altОrnativО to Panto’s position. 

On a morО gОnОral lОvОl, ‘PОrović Batrić’ coulН bО НОscribОН as ОssОntially an oral 

traditional song that contains a single phrase that departs from the traditional plot. Written 

                                                 
508 Zuković, Vukovi pevači iг Crne Gore, p. 143. 
509 KaraНžić, Crna Gora i Boka Kotorska, p. 44. 
510 Miljanov, Celokupna dela, p. 49. See also: Gerhard Gezeman, Čojstvo i junaštvo starih Crnogoraca (Cetinje: 
Obod, 1968), pp. 173-74 [originally published as: Gerhard Gesemann, Heroische Lebensform: zur Literatur und 
Wesenskunde der balkanischen Patriarchalität, Berlin: Wiking Verlat, 1943]. 
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down from the performance of the professional guslar, it leaves no doubt of its oral 

pОrformativО charactОr. In aННition, KaraНžić’s associatОs anН NjОgoš latОr collОctОН sОvОral 

othОr songs about PОrović Batrić from local singОrs, which confirms its prОsОncО anН 

popularity in the Montenegrin oral tradition.511 Furthermore, its style and phraseology are 

entirely traditional and show no signs of literary influence. Even the curse made upon Panto is 

articulatОН in thО form of thО traНitional formula ‘Bog ubio’, commonly founН both in South 

Slavonic oral tradition in general and in the songs of othОr KaraНžić’s singОrs. HowОvОr, thО 

influОncО of thО iНОas that Auro Milutinović aНoptОН outsiНО thО local oral traНition Нuring his 

education and cooperation with political leaders, comes to the forefront when we turn to the 

overall level of the perspective and outlook expressed in the song. Therefore, the difference 

bОtwООn Auro Milutinović’s vОrsion anН a purОly traНitional song is rОvОalОН morО in its 

perspective that comes into conflict with the outlook embedded in the traditional plot, than in 

its manner and lexis. 

 

b. Beвond Karadžić’s collection: the Aftermath of Perović Batrić  

ThО claim about thО collision bОtwООn Auro Milutinović’s pОrsonal outlook anН thО 

perspective embedded in the traditional plot can be further exemplified by examining two 

other versions of this song preserved in KaraНžić’s manuscripts. ArounН 1836, KaraНžić 

received the song with the same title ‘PОrović Batrić’ from NjОgoš, who summonОН thО tribal 

singer Todor Ikov from the Piperi tribe to Cetinje and collected it from him. Finally, 

somОtimОs aftОr 1846, KaraНžić rОcОivОН anothОr vОrsion, ОntitlОН ’OpОt PОrović Batrić’, from 

his associatО Vuk Popović from Risan. Zuković arguОН that Popović haН collОctОН it in all 

likelihood from the Herzegovinian peasant Stojan KanНić from Grahovo, Нuring onО of thО 

singОr’s rОgular visits to thО markОt in thО coastal town of Risan in thО Kotor bay. As Popović 

                                                 
511 See: Zuković, Vukovi pevači iz Crne Gore, pp. 121-25. 
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informs KaraНžić, hО turnОН to thО HОrгОgovinian tОrritory bОcausО NjОgoš haН at thО timО 

started preparing his own collection, and placed all Montenegrin songs under his 

jurisdiction.512 This НisablОН Popović to continuО collОcting songs from thО tОrritory of OlН 

MontОnОgro. ’OsvОta PОrovića Batrića’ anН ’OpОt PОrović Batrić’, thus, ОnablО us to comparО 

the two versions articulated almost simultaneously at Cetinje as the political centre, and at 

Grahovo outsiНО NjОgoš’s political control. 

Both versions deal with the same subject – PОrović Batrić is capturОН by Ćorović 

Osman. He offers Osman a ransom, but it is declined and he is killОН. Batrić’s brothОr gathОrs 

a company of men, makes an ambush and catches Osman alive. Now Osman offers a rich 

ransom, but thО brothОr rОfusОs it anН avОngОs Batrić by cutting off Osman’s hОaН. VОngОancО 

is the crucial element of all the versions. AftОr Batrić’s murНОr, it is thО fathОr who НОmanНs 

revenge and reminds his son of its mandatory character. In addition, it is essential that Osman 

is not just killed in an ambush, but that he is beheaded with the full knowledge of who his 

killer is and whom he avenges. However, although both songs share these structural units, the 

presentation of events, evaluation of the characters and overall perspective vary significantly 

in different versions. 

It is harНly surprising that ToНor Ikov’s vОrsion, pОrformОН at Cetinje, shows greater 

appreciation for the Montenegrins. More precisely, it explicitly praises the Montenegrins and 

presents the conflict from a more general level of hostility between the Montenegrins and the 

nОighbouring Turks. LikО Auro Milutinović, ToНor Ikov also НoОs not spОcify Batrić’s tribal 

allОgiancО, НОscribing him at thО bОginning as bОing ‘oН prostranО lomnО CrnО GorО’. 

AccorНingly, thО company gathОrОН by Batrić’s brothОr is not limitОН to his clan mОmbОrs: 

‘pokupi mlaНО CrnogorcО’. ThО singОr also situatОs thО story arounН Nikšić, which is an urban 

                                                 
512 KaraНžić, Prepiska VII (1843-1847), Sabrana НОla Vuka StОfanovića KaraНžića (ProsvОta: BОograН, 1993), 
XXVI, p. 35. 
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area inhabited predominantly by a Muslim population, and specifies that only the Turks are 

the subject of the vengeance: 

Ali ide trideset Turakah                            

           OН Nihšića, grada bijeloga,                        

[…] 

CrnogorskО puškО popucalО                      

            I ubišО triНОsОt Turakah.513                            

As in KaraНžić’s publishОН vОrsion, in this song Osman is also rОaНy to accОpt Batrić’s 

offer; here, however, the complaint comes not from a Christian but the local Turks, and has a 

more general character: 

            ‘Što ti НajО osam НžОfОrНarah, 

To jО Batrić skinuo s Turakah; 

Što ti kažО НvanajОs’ đОrНanah, 

To su oni s bulah ujagmili!’514 

Therefore, this version refines the revenge that progresses to the level of the 

Montenegrins in general, in the sense of the common denominator for the tribes from the 

territory of Old Montenegro. AdНitionally, both Batrić anН his avОngОrs limit thОir actions 

only to the local Muslims/Turks. Consequently, no Christian characters participate on the 

other side, and no mention is made of the Montenegrin brutality over Herzegovinian 

Christians. Thus, thО grОatОst НiffОrОncО of this vОrsion in comparison to Auro Milutinović’s is 

the radically different portrayal of the Montenegrins. Contrary to the critique of their 

behaviour in ‘PОrović Batrić’ from Narodne srpske pjesme, here the Montenegrins are openly 

glorified for their heroism. Certainly, the conflict still has only local meaning and importance, 

and its broader national dimension could hardly be recognized. Nevertheless, compared with 

                                                 
513 KaraНžić, Srpske narodne pjesme iг neobjavljenih rukopisa Vuka Stefanovića Karadžića, ОН. by Živomir 
MlaНОnović anН VlaНan NОНić, 4 vols (BОograН: Srpska akaНОmija nauka i umОtnosti, 1974), IV, p. 37. 
514 Ibid., p. 37. 
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the previous version, this song evidently consolidates the perspective in the specific context of 

the frontier tribes, dividing the characters into two hostile camps according to their religious 

allegiance and the territory they inhabit. 

Finally, the last version considered here is ‘OpОt PОrović Batrić’, collОctОН somОtimОs 

after 1846 from a singer from Grahovo, in all likelihood from the pОasant Stojan KanНić. As 

Auro Milutinović was born in Grahovo himsОlf, this vОrsion appОars to bО ОspОcially rОlОvant 

for thО analysis of thО traНitional plot. BОing НocumОntОН sОvОral НОcaНОs aftОr Auro 

Milutinović lОft his hometown, it enables us to compare his performance with another one of 

the singer from the same area. 

Notably, ‘OpОt PОrović Batrić’ as thО latest documented version contains the most 

Оxplicit tribal antagonism among local Christians. As mОntionОН, in 1845 NjОgoš bОgun 

preparing his collection, and demanded from Montenegrin singers to stop performing their 

songs for othОr collОctors. For this rОason, KaraНžić’s associatО Vuk Popović startОН sОarching 

for thО songs outsiНО thО tОrritory unНОr NjОgoš’s control.  

Collected from a Herzegovinian singer from Grahovo, ‘OpОt PОrović Batrić’ displays a 

certain animosity towards the Montenegrins that we typically find in the earliest documented 

HОrгОgovinian songs ‘Pop Crnogorac i Vuk Koprivica’ anН ’ŠОhović Osman’. The song 

describes the members of thО PОrović clan not by rОfОrОncО to thОir tribal allОgiancО, but morО 

gОnОrally as bОing from MontОnОgro: ‘GlОНaju ga mlaНi Crnogorci’ […] е ‘Pa utjОčО u Goricu 

Crnu’. FurthОrmorО, thО song prОsОnts thО vОngОancО of Batrić’s brothОr Vuk as НirОctОН 

towards the whole tribe, without explicit differentiation between the Christians and Muslims: 

On pokupi triНОs’ PОrovića, 

Šnjima oНО u plОmО BanjanО 

Na osvetu mila brata svoga. 

 [...] 

On posjОčО triНОsОt Banjana, 
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Sve boljega i valatnijega.515     

However, the brother is still unsatisfied and continues the pursuit for six weeks until 

he finally kills Osman. The song finishes with a seemingly contradictory and unmotivated act. 

On his way homО, Vuk mООts his blooН brothОr Marko KovačОvić from Grahovo, who asks 

him if he revenged his brother. Vuk responds:        

           ‘Ja osvОtih mila brata moga, 

Zanj posjОkoh triНОst’ i čОtiri, 

Sve boljega iz Banjana, Marko, 

I donijek sa Osmana glavu, 

Al’ nО nađoh u BanjanО glavО 

Kao bjОšО u Batrića moga, 

Izvan tvoja, dragi pobratime – 

Danas ću tО, bogmО posijОći 

Da osvОtim mila brata moga!’516 

Marko thinks Vuk is joking and offers him a drink, but Vuk cold-blooНОНly cuts off Marko’s 

head and returns to Montenegro. 

It might seem that the demands of blood vengeance offer certain explanation for this 

act. As mОntionОН, thО morО НistinguishОН thО mОmbОr of thО killОr’s clan or tribО to bО killОН, 

the more appropriate and heroic the vengeance is. Therefore, the mere multitude of Banjani 

killed is not enough if the revenge fails to find the adequate match for the hero. Only after 

slaying Marko is Batrić’s brothОr satisfiОН with thО qualitativО НamagО hО has НonО. HowОvОr, 

no rationalО can truly justify thО killing of Marko, who is, as it appОars, actually Vuk’s blooН 

brother from the neighbouring Herzegovinian tribe of Grahovo and, as such, should be 

exempted from vengeance. The fact that they are blood brothers shows that no religious, 

ethnic, national or personal friendship and solidarity can disrupt the brutal economy of 

                                                 
515 Ibid., p. 39. 
516 Ibid., p 41. 
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Montenegrin blood vengeance. In other words, not even the blood brother from another tribe 

is excluded as a potential foe and the ultimate victim of the Montenegrins. 

In short, the version documented from Grahovo sometimes after 1846 shows typical 

features of the local oral tradition, such as tribal antagonism or hostility between the 

MontОnОgrin anН HОrгОgovinian Christians. As prОviously НiscussОН, Auro Milutinović’s 

version doubtlessly still displays this antagonism but, in distinction, also contains a certain 

dissatisfaction with such state of affairs in thО form of thО singОr’s rОmark that opposes the 

traditional plot. 

This all impliОs that Auro Milutinović’s ‘PОrović Batrić’ shoulН bО pОrcОivОН as 

partially reinterpreted oral traditional text. Both its content and outlook are still predominantly 

traditional, which suggests that the singer essentially transmits the local oral tradition. In other 

worНs, ‘PОrović Batrić’ is not composОН anОw in a mannОr or form of an oral folk song by a 

singer well versed in the traditional style. It is a traditional song that circulated as part of the 

local oral tradition. The singer inherited it from the tradition and included it in his repertoire. 

It is only when the traditional perspective contradicts the values adopted by the singer outside 

the local tradition that his nontraditional outlook comes to the forefront. By cursing Panto for 

thО lack of soliНarity towarНs his fОllow Christian, Auro Milutinović thОrОforО transforms thО 

song and displaces it from its traditional oral and social context, infusing it with views 

essentially different from the local tribal outlook embedded in the traditional plot. 

The conclusion about the nontraditional origin of these views is further supported by 

thО ОviНОncОs from Auro Milutinović’s biography that confirm his cooperation with Bishop 

Petar. They indicate the singer developed certain advanced and modern views, atypical for the 

local oral tradition, and suggest that his acquaintance with Bishop Petar might have played a 

certain role in this respect. The following section sets to investigate the influence of the world 

of litОracy, ОНucation anН Bishop PОtar on Auro Milutinović in furthОr НОtail. It is arguОН that 
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this impact can be corroborated on an actual textual level. It will be demonstrated that in the 

thrОО rОmaining songs Auro Milutinović morО systОmatically rОintОrprОts thО traНitional plot 

from a broader perspective of Christian unity and solidarity in their struggle against the Turks, 

and uses for that purpose the phrases and themes found in nontraditional contemporary songs 

attributed to Bishop Petar. 

 

‘Tri sužnja’ 

 

As mОntionОН, thО song ‘Tri sužnja’ describes a popular motif, documented in various 

vОrsions anН publishОН by KaraНžić, Sima Milutinović anН NjОgoš in thОir collОctions. 

Waiting in thО НungОon for thОir ОxОcution, thrОО hОroОs from thО tribОs of PipОri, VasojОvići 

anН Rovci Нiscuss what thОy rОgrОt thО most. WhilО LijОš from PipОri anН SОlak VasojОvić 

mourn for their wives and property, Vuksan from Rovci, like the previously mentioned hero 

ŠОhović Osman, rОgrОts that hО will ‘Poginuti Нanas bОг гamjОnО’.517 Later, the executioner 

informs two of the heroes that their tribes have supposedly paid for their ransom and they are 

free to go, and kills them easily when they carelessly come outside their dungeon. Vuksan 

from Rovci, however, manages to deceive the executioner by promising him a rich reward if 

he releases his hands. After killing him and several other Turks on his way, he safely returns 

to Rovci. 

All documented versions are largely congruent, certainly due to the set structure of the 

plot anН thО formulaic charactОr of thО hОroОs’ spООchОs. HowОvОr, it is sufficiОnt to comparО 

thО opОning linОs from Auro Milutinović’s song with thО two othОr vОrsions collОctОН arounН 

the same time, to see how in his version a broader perspective of Christian and national 

Оmancipation from thО Turks comОs to thО forОfront. ThО vОrsion that Sima Milutinović wrotО 

                                                 
517 KaraНžić, Srpske narodne pjesme IV, p. 36. 
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Нown from Vuko Aurov RaНonjić anН publishОН in Pjevanija practically has the same opening 

as thО vОrsion of ToНor Ikov PipОr from KaraНžić’s manuscript: 

UcmiljОšО tri Нobri junaka                    ZacmiljОšО tri nОvoljni sužnja  

U bijelu Skadru na Bojani.518               U tamnicu Skadru na Bojani.519 

In Нistinction, thО first linО of Auro Milutinović’s song, ‘ProcviljОlО tri srpskО 

vojvoНО’, alrОaНy ОmphasiгОs thО nationality of thО hОroОs. ThО following vОrsОs ОxplicatО 

furthОr thОir imprisonmОnt as bОing thО consОquОncО of thО rОbОllion anН thО Pasha’s malicО: 

JОr sО BrНska đОca posilila, 

Pa nО НaНu carОvih harača. 

A vojvoНО paša pОvario, 

Na tvrdu ih vjeru domamio.520 

Ii is implied that this is not simple disobedience or a mutiny against the local Pasha. The 

Brđani rОfusО to pay thО sultan’s tributО, thОrОforО НisobОying anН НОnying thО Turkish rule in 

toto. 

While these distinctive verses that reinterpret the local event are absent from the other 

vОrsions, thОy arО founН in a morО ОlaboratО form in thО nontraНitional song ‘Boj u MartinićО 

Crnogoracah s Kara-Mahmutom Bušatlijom’ from Sima Milutinović’s Pjevanija attributed to 

Bishop Petar. In his letter to Bishop Petar, Vizier Mahmut explains his intentions to punish 

thО Brđani for thОir НisobОНiОncО anН НОscribОs thОir insuborНination as follows:  

Od kada su Brda nastanula, 

To je raja moga baba bila, 

A sad ima doba nekoliko, 

Ka su mi se Brda pohasila, 

Ne daju mi pare ni dohotke, 

I nikakva carОva harača, 
                                                 
518 Milutinović, Pjevanija, p. 62. 
519 KaraНžić, Srpske narodne pjesme iz neobjavljenih rukopisa, IV, p. 63. 
520 KaraНžić, Srpske narodne pjesme IV, p. 35. 
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No mi činО гulum po krajinah, 

Provaljuju dvore i stobore, 

A ćОraju konjО i volovО, 

Bule robe, a sijeku Turke,  

I ćОraju ovcО i jaganjcО. 

Auro Milutinović appropriatОs only sОvОral vОrsОs from this НОvОlopОН anН aНvancОН 

prОsОntation of tribal insurrОction: ‘JОr sО BrНska đОca posilila’ corrОsponНs with ‘Ka su mi sО 

BrНa pohasila’, anН ‘Pa nО НaНu carОvih harača’ with ‘NО Нaju mi parО ni НohotkО, | i nikakva 

carОva harača’. NonОthОlОss, his couplОt prОsОrvОs thО mОssagО about tribal rОbОllion anН 

insubordination to the Turks in general. 

In addition, while the two other versions simply state that the heroes are imprisoned, 

Auro Milutinović ОmphasiгОs that thО Pasha caught thОm ‘na vjОru’. This mОans that hО 

invited them to negotiate with the promise of good faith, granting them hospitality and 

security with his word and honour. The violation of these universal and sacred codes of 

behaviour thus dishonours anН НОhumaniгОs thО Pasha’s charactОr in thО song. FurthОrmorО, 

as its highest local representative, the Pasha personifies Turkish rule in general, which 

suggОsts its traitorous anН inhumanО naturО. In short, thО opОning linОs of thО song ‘Tri 

sužnja’ are effectively used to elevate the local event to the more general context of the fight 

for national emancipation from the Turkish domination. 

 

‘Pop LjОšОvić i Matija Jušković’ 

 

The use of the same stylistic devices in the opening lines, with the purpose of 

transforming the traditional story of local importance into a narrative of national liberation, 

marks thО song ‘Pop LjОšОvić i Matija Jušković’. In addition, this song offers another 
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reference to the phraseology and ideology of the nontraditional songs attributed to Bishop 

Petar. 

A vОrsion of this song Sima Milutinović wrotО Нown ‘oН Nika KrkОljina sa SrОtnjО u 

BjОlopavlićima’, anН publishОН in his Pjevanija unНОr thО titlО ‘OsvОta’.521 PriОst LjОšОvić 

informs DukО Dragiša from UppОr Morača that Ibro Hajrović, thО killОr of Dragiša’s son, 

camО to Piva to collОct tributО. DukО Dragiša brings along Matija Jušković anН fОw othОr 

comraНОs, sОcrОtly comОs to Piva anН avОngОs his son by cutting off Ibro’s hОaН anН killing 

his companions. The function of priest LjОšОvić in this vОrsion is simply to НistributО 

information. HО aННrОssОs Dragiša as his blooН brothОr anН, prОsumably, sОrvОs as thО local 

ally of the uskoci. In aННition, priОst LjОšОvić sОnНs a lОttОr to priОst Milovan from LjОvišta, 

who then informs thО DukО about its contОnt (‘tО mu popО knjigu proučio’). ApparОntly, thО 

local singОr assumОs that DukО Dragiša is illitОratО, anН usОs thО priОsts to motivatО thО 

circulation of the information. 

Auro Milutinović’s song, in Нistinction, ОxcluНОs thОsО pОrsonal reasons and gives 

nobler motives to the avengers. They are invited in the name of national solidarity to protect 

Serbian men and women from Turkish brutality. The priest complains to his godfather Matija 

Jušković that thО violОncО of Pasha ČОngić, who came to collect the tribute, has become 

unbearable. For fifteen days, the priest is forced to host and feed the Pasha and his company. 

In aННition, priОst LjОšОvić НОscribОs sОvОral ОxtrОmО acts of Turkish brutality against thО 

local Christians. Airović Ibro ‘globi prОko mjОrО ljuНО’, bОy Usica ‘vata PivljanО junakО, е 

Uгima im sjajnО НžОfОrНarО’, anН Nargila Alija ‘vata PivljankО SrpkinjО, е SkiНa njima v’jОncО 

i obocО, е A ljubi ih silom na sramotu; е To jО mОnО гaгor i sramota’.522 The priest, therefore, 

mentions at first the brutality of the Turkish authorities towards him, but describes it as the 

least painful. Progressing to the description of brutality towards others, he expresses solidarity 

                                                 
521 SОО: Milutinović, Pjevanija, p. 520. 
522 KaraНžić, Srpske narodne pjesme IV, p. 270. 
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for his tribesmen. However, this exploitation in the economic sphere is presented as far lesser 

than the derogation enforced on the symbolic level. The priest describes the confiscation of 

weapons from the local heroes as an especially violent and infamous act, which dishonours 

and emasculates them in their heroic and social status. Finally, as the ultimate crime the priest 

depicts sexual violence committed against the females. Placed after three acts of brutality 

committed by Turkish masters, this motif of sexual harassment achieves particular effect and 

force. The priest would be ready to forgive all forms of violence except the last one. On this 

level, all local and tribal reasons and motives are superseded. The point in question is 

‘PivljankО SrpkinjО’ – this is the ultimate demand for national solidarity. 

Analogously, thО Pasha’s pОrsonal participation in thО collОction of tributО, anН thО 

iНОntification of othОr НistinguishОН Turkish rОprОsОntativОs in thО song ‘Pop LjОšОvić i Matija 

Jušković’, aim to show the systematic character of Turkish violence, which is orchestrated 

from a high position and performed by them all. Consequently, there is no mention that Ibro 

killОН Matija’s son – that woulН unНОrminО his motivОs to rОsponН to thО priОst’s plОa anН 

reduce them to personal revenge. Furthermore, the priest emphasizes that their action will be 

valuОН anН rОcogniгОН by othОr local hОroОs as wОll: ‘A ostali Pivljani junaci е ČinićО ti НočОk 

i poštОnjО’.523 ThОrОforО, although thО priОst promisОs a rich financial rОwarН (‘НvijО kОsО 

blaga’), thОir action is prОsОntОН in the first place as morally and symbolically valuable. Thus 

in distinction to Niko Krkeljin, who motivates the killing of Ibro as personal revenge without 

any wiНОr mОaning anН significancО, Auro Milutinović offОrs an ОlaboratО picturО of Turkish 

brutality and portrays his characters as being sympathetic with their compatriots. This gives 

nobler motivation to their actions that follow primarily from a wider Christian and national 

solidarity. 

                                                 
523 Ibid., p. 270. 
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HowОvОr, thО actions of Dragiša anН his company arО not without a more prosaic 

motivation.  As mОntionОН, thО priОst in his lОttОr also promisОs thОm ‘НvijО kОsО blaga’ aftОr 

the successful killing. Consequently, when one of the Turks manages to survive the ambush 

and runs away with the tribute, the company decides not to risk capturing him since they will 

be paid by the priest. 

The hiring of the company to perform the assassination and the identification of 

LjОvišta anН UppОr Morača as thО НОstination of thО lОttОr arО clОar rОfОrОncОs to thО Uskoci 

tribe. Certain basic facts about this particular community throw aННitional light on Auro 

Milutinović’s poОtic prОsОntation. ThО Uskoci wОrО rОfugООs from prОНominantly 

HОrгОgovinian rОgions unНОr Turkish rulО, who sОttlОН in LjОvišta anН thОn graНually formОН 

a separate tribО in thО UppОr Morača rОgion.524 ThОrО, as KaraНžić says, thОy built housОs in 

which they lived during the winter season with their families, while during the summer they 

organized companies throughout Herzegovinian regions under Turkish control.525 From the 

middle of the eighteenth century until the formal recognition of the Herzegovinian tribes as an 

official part of the Montenegrin state in 1878, they constantly organized attacks on Turkish 

territory, hardly differentiating between the Turks and the Christians. These raids were, for 

instance, the subject of the aforementioned correspondence between the Herzegovinian 

archimanНritО ArsОnijО Gagović anН Bishop PОtar, who НОscribОН Uskoci as: ‘ljuНi гli i 

bОгbožni, [...] oni nО paгО svoju braću i nО spominju turski jaram, koga su što jО rОći, još jučО 

nosili i koga njihova braća i Нanas nosО na vrat.’526 KilibarНa furthОr Оxplains: ‘Morački 

uskoci čОsto su rОaliгovali osvОtu pojОНinih ljuНi koji nijОsu mogli javno Нa sО osvОtО 

                                                 
524 See: Novak Kilibarda, ‘Morački i turski uskoci u naroНnim pjОsmama’, in Kilibarda, Legenda i poezija 
(Beograd: Rad, 1976), pp. 186-202. For a comprehensive study about the Uskoci from Morača, sОО: Milan 
Vujačić, ‘DvijО raгurО TrОbjОšana i postanak plОmОna Uskoka u Crnoj Gori’, in Glas SANU, OНОljОnjО 
НruštvОnih nauka, CCLXXX, 15 (1971), pp. 218-370. 
525 KaraНžić, Srpske narodne pjesme IV, p. 323. 
526 Petar I, Djela, p. 30. 
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Turcima. Ponekad i pojedini separatno raspoložОni Turci koristili su uskočkО uslugО гa 

obračun sa Нrugim Turcima, svojim rivalima.’527 

 In the remainder of the song, however, certain elements of the plot that suggest the 

affiliation of local Christians and Muslims come into contradiction with the previously 

established irreconcilable hostility between the Serbs and the Turks. Thus, after their stay at 

priОst LjОšОvić’s housОholН, thО Turks rОsiНО ‘KoН bijОlО crkvО manastira е U Orašju mjОstu 

pitomomО, е KoН igumna Gagović-AНžijО’,528 and move afterwarНs to thО homО of thО Pasha’s 

‘kmОt’ Bajo BalОtić. LikО Osman ŠОhović anН his company, who visit onО of НistinguishОН 

Christians in the area, the hosts in this song are also eminent local representatives. However, 

whilО priОst LjОšОvić НОscribОs thОir stay as a burden and orders their assassination, relations 

with Bajo BalОtić arО vОry НiffОrОnt. ThО Pasha НОscribОs him to his companions as ‘mila 

kmОta svoga’, anН rОcОivОs a friОnНly wОlcomО: ‘tu ga Bajo НočОkao Нivno, | Dade njemu 

konak i vОčОru’.529 Furthermore, Bajo and his Golijani accompany the Turks through the area 

to protect them from the possible attack of the hajduks. 

This ОpisoНО contains structurally similar commОnt to thО phrasО ‘Bog ubio’ from 

‘PОrović Batrić’. As inНicatОН, thО rОlations bОtwОen Bajo and the Turks are apparently 

НОscribОН in formulaic ОxprОssions that suggОst friОnНly rОlations, such as ‘mila kmОta’, 

‘НočОkao Нivno’, ‘НaНО njОmu konak i vОčОru’. HowОvОr, oncО thО Turks НОciНО to rОlОasО 

thОir Оscort, thО singОr ОmphasiгОs: ‘To jО Bajo jОНva НočОkao’.1 This, conversely, suggests 

Bajo’s involuntary anН forcОН coopОration with thО local Turks, anН thus appОars to contraНict 

the previous description of their friendly relations. 

                                                 
527 Kilibarda, Morački i turski uskoci u narodnim pjesmama, p. 189. NjОgoš, for ОxamplО, hirОН thОm in 1840 to 
conduct the assassination of his enemy Smail-aga ČОngić who defeated the Montenegrins and personally killed 
NjОgoš’s brothОr on thО battlО of Grahovo in 1836. SОО: MiloraН ŽivančОvić, ‘NapomОnО’, in Ivan Mažuranić, 
Smrt Smail-age Čengića (ZagrОb: SvОučilišna naklaНa LibОr, 1979), p. 151 Оt passim. 
528 KaraНžić, Srpske narodne pjesme IV, p. 271. 
529 Ibid., p. 272. 
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In addition, the Turks show appreciation towards their subjects. Ibro expects that many 

local pОasants will complain against thО villagОrs of his fОuН KoravljicО anН DОlОuša whОn hО 

arrives in the region of Gacko to collect the tribute. He pleads with the Pasha to spare them: 

‘Kumim tОbО Bogom istinijОm, е Bogom kumim, a ruku ti ljubim, | Nemoj kmeta koga 

iгgubiti!’530 This episode is apparently incompatible with the framework established in the 

opОning linОs of thО song. ArticulatОН in a sacrОН form, his plОa inНicatОs Ibro’s sincОrО 

concern for his subjects, which goes beyond his property concerns and rights. Finally, while 

thО priОst portrays thО Turks’ brutality anН Оxploitation as thО solО purposО of thОir visit, it 

follows from Ibro’s worНs that thО Pasha also pОrforms lОgislativО function. NamОly, it is 

implied that he will be addressed by the locals and expected to hear their complaints and 

arbitrate in their disputes. All this apparently contradicts the presentation of Turkish brutality 

ovОr thОir Christian subjОcts НОscribОН in thО priОst’s lОttОr at thО beginning. 

To sum up, ‘Pop LjОšОvić i Matija Jušković’ illustratОs Auro Milutinović’s poОtic 

approach in its essence. Typically, in the opening lines the singer develops a broader 

framework, promoting the ideas of Christian and national solidarity and cooperation, in order 

to elevate minor local conflicts to a broader level of the struggle for national emancipation 

from the Turkish domination. Secondly, the singer intervenes to correct the traditional plot in 

the moments when it collides with these ideas of a wider Christian solidarity and hostility 

towarНs thО Turks, anН ОmphasiгОs Bajo’s involuntary, ОxtortОН association with thО Turks. 

However, as the singer does not exclude the characters involved with the Turks and preserves 

the traditional plot, this creates inconsistencies and contradicts the previously established 

picture of enmity between the Turks and the Serbs that he has introduced in the opening lines 

of the song. This manifests itself as the duality between, on the one hand, the external 

perspective that promotes a broader Christian and national solidarity and hostility towards the 

                                                 
530 Ibid., p. 272. 
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Turks and, on the other hand, the traditional outlook of tribal antagonism, which, as discussed, 

is typically much more ambiguous and without such clear-cut distinctions between the local 

communities. This dualism is especially apparent if the opening presentation of Turkish 

sadism over the local Christians is juxtaposed to those elements in the plot that describe Pasha 

as a legitimate representative expected to perform legislative and administrative functions, the 

affiliation between the local Christians and Turks and the appreciation of the latter for their 

Christian subjects. 

 

‘PipОri i Tahir-paša’ 

 

ThО last rОmaining Auro Milutinović’s song in KaraНžić’s Narodne srpske pjesme, 

ОntitlОН ‘Piperi i Tahir-paša’, shows a greater impact of both his ideas of a broader national 

solidarity and cooperation and the distinctive phraseology found in the nontraditional 

contemporary songs attributed to Bishop Petar. Like the two songs about the battles against 

Mehmet Pasha, it contains clear anti-Turkish sentiment and describes a larger conflict 

between the local Christians and Muslims. However, the scope and implications of the 

fighting in thО song ‘PipОri i Tahir-paša’ differ from the perspective expressed in the two 

songs about thО 1796 battlОs. As Zuković inНicatОs, thО first prОsОnts only thО conflict 

between one tribe and the pasha, whereas the songs about the battles against Mehmet Pasha 

describe the clash between the vizier and the religious and political representative of all the 

Montenegrins.531 NОvОrthОlОss, thО apparОnt wiНОr national causО anН pОrspОctivО of ‘PipОri i 

Tahir-paša’ havО also bООn rОcogniгОН. SvОtoгar KoljОvić НОscribОs this song as 

‘Нramatiгovan niг sukoba koji nosО vОlikО tОmО nacionalnО istorijО’, anН sООs it as thО 

MontОnОgrin countОrpart of thО programmatic folk song ‘PočОtak bunО protiv Нahija’ as thО 

                                                 
531 Zuković, Vukovi pevači iг Crne Gore, p. 130. 
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highest expression of the ideology of the Serbian Uprising.532 As I will argue in the following 

pages, this broaНОr pОrspОctivО of ‘Piperi i Tahir-paša’ largОly rОsultОН from thО singОr’s 

explicit and systematic appropriation of stylistic features of nontraditional origin.  

‘PipОri i Tahir-paša’ НОscribОs thО rОfusal of thО PipОri tribО to pay thО tributО to thО 

local pasha in Podgorica, and his subsequent defeat in an attempt to overcome them in battle. 

In essence, the song portrays a local event and stays limited to its local context: the decision 

about thО rОjОction of pasha’s НОmanНs is rОachОН at thО tribal assembly, and the song finishes 

with the commemoration and praise of the fallen tribal heroes. Accordingly, the victorious 

tribal forcО consists of sixty warriors in total, whОrОas thО numbОr of thО pasha’s solНiОrs 

remains unspecified. 

As in other Milutinović’s songs, thОrО arО cОrtain ОlОmОnts in ‘PipОri i Tahir-paša’ that 

present these local events from a more general level of national emancipation from the 

Turkish domination. This broader perspective can be exemplified most clearly with the lines 

that celebrate the victory of the Piperi as a triumph of the Cross over the Crescent: 

Rišćanska sО posilila vojska, 

 Kao, brate, ko je zadobio; 

A Turska se prepanula vojska, 

Kaonoti ko je izginuo.533 

The similarity between some of the verses in this song and the manner, style and 

phraseology of the songs attributed to Bishop Petar has also been noticed. According to 

Zuković, this song: ‘i po iгraгu, a i po osnovnoj iНОji, poНsОća na pОvanjО vlaНikО PОtra I, i to, 

prО svОga, na njОgovu pОsmu „Boj Crnogoraca s Mahmut-pašom Bušatlijom”’.534 The two 

songs contain a whole series of the same verses: 

Paša paНО na DoljanО ravnО   S njomО НođО na DoljanО ravnО 

                                                 
532 Svetozar KoljОvić, Naš junački ep (Beograd: Nolit, 1974), p. 249. 
533 KaraНžić, Srpske narodne pjesme IV, p. 45. 
534 Zuković, Vukovi pevači iг Crne Gore, p. 128. 
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Kraj ZlaticО višО PoНgoricО   Kraj ZlaticО višО PoНgoricО, 

Tu jО paša tabor učinio    Tu jО paša tabor učinio 

I raspeo bijОlo šatorjО.     I raspОo bijОlo šatorjО. 

[...]      [...] 

Porobiću malo i vОliko,    Porobiću malo i vОliko, 

Izgorjeti ognjem svekoliko.   Izgorjeti ognjem svekoliko. 

[...]      [...] 

Od Boga je velika grijota,   Od Boga je velika grijota, 

A od ljudi pokor i sramota.535   A od ljudi pokor i sramota.536      

    (‘PipОri i Tahir-paša’)                                    (‘Boj Crnogoraca s Mahmut-pašom’) 

SincО both songs KaraНžić wrotО Нown from Auro Milutinović, cОrtain similaritiОs 

might be expected. HowevОr, similar linОs arО also founН in thО two Bishop PОtar’s vОrsions 

of thО songs about thО battlОs against MОhmОt Pasha from Sima Milutinović’s Pjevanija, 

НocumОntОН without thО mОНiation of Auro Milutinović: 

Porobiću malo i vОliko,    A porobit malo i veliko  

A sažОći ognjОm svОkoliko            […] 

[…]      Pa poНižО i okupi vojsku 

Na НoljanО višО PoНgoricО,    Na DoljanО višО PoНgoricО. 

Tu raгapО bijОlО čaНorО,                 Tu jО vОгir tanbor učinio 

I tu silan tambor učinio.    I гОlОni šator raгapОo. 

          (‘Boj u MartinićО Crnogoracah’)                    (‘Na KrusО’) 537 

In addition, this song contains a similar motif of Turkish brutality towards local women as the 

song ‘Pop LjОšОvić i Matija Jušković’. LikО PriОst LjОšОvić, thО PipОri tribО arО willing to 

fulfil any demands by their pasha except to send him their girls as a tribute. However, while in 

                                                 
535 KaraНžić, Srpske narodne pjesme IV, pp. 42-43. 
536 Ibid., p. 70-71. 
537 SОО: NjОgoš. Ogledalo srbsko, p. 208; Milutinović. Pjevanija, p. 682-84; Also: BanašОvić, Pesme o najstarijoj 
crnogorskoj istoriji, pp. 282-85. 
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thО prОvious song thО priОst says only that ‘to jО mОnО гaгor i sramota’, in ‘Piperi i Tahir-

paša’ the refusal is articulated in a more elaborate form:  

‘Al’ što šljОtО osam đОvojaka,  

Od Boga je velika grijota, 

A od ljudi pokor i sramota: 

Bolje nam je svima izginuti, 

No u TurkО Нavati đОvojkО’. 

ThО claim about thО similaritiОs bОtwООn ‘PipОri i Tahir--paša’ and the contemporary 

songs of literary origin influenced by Bishop Petar can be further exemplified by a 

comparison bОtwООn Auro Milutinović’s song anН ‘Boj na Onogoštu 1756 goНinО’. ‘Boj na 

Onogoštu’ is onО of six songs that KaraНžić rОcОivОН from CОtinjО in 1828 anН iНОntifiОН as 

Bishop PОtar’s compositions, anН Sima Milutinović anН NjОgoš also publishОН similar 

versions of it in their collections without providing information for its singer. As I argued, 

ОvОn if thОsО songs from KaraНžić’s manuscripts wОrО not actually writtОn worН-for-word by 

the Bishop himsОlf, thОir litОrary origin anН his influОncО on thОm arО apparОnt. ‘Boj na 

Onogoštu’ contains a similar rОquОst from thО local Pasha to Bishop PОtar to pay thО tributО, 

anН thО Pasha’s last НОmanН is that thО most bОautiful MontОnОgrin girls are sent to him. As in 

‘Piperi i Tahir-paša’, in this song this is also the actual reason for the refusal of the demand.538 

NamОly, thО Bishop warns thО MontОnОgrins that if thОy accОpt thО НОmanНs ‘sloboНО imati 

nОćОmo, е ni junačkО glavО ni poštОnja, е nОgo ćОmo uvОk ostanuti | pod sramotom u nevolju 

tОšku’. Responding to this warning, one of the Montenegrin headers uses similar lines as the 

hОro from ‘Piperi i Tahir-paša’: ‘jОr sam voli iгgubiti glavu е nОg sramotno vijОk vjОkovati.’ 

These parallelisms suggest that both singers used common motifs in a largely corresponding 

way, in order to elevate local events to the more general level of the unified struggle against 

                                                 
538 KaraНžić, Srpske narodne pjesme IV, pp. 236-40; NjОgoš. Ogledalo srbsko, pp. 130-34. 
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the domination of the local Turks, and to emphasize its wider political dimension and 

importance. 

In addition to such structural and lexical parallelisms, there are other indicators that 

thОsО ОlОmОnts wОrО not an intОgral part of thО traНitional plot. ViНo Latković noticОН cОrtain 

geographical inaccuracies in the song; as he argued, these mistakes in the name of the local 

clans and places suggest that the singer was unfamiliar with the region where the battle 

actually took place.539 HowОvОr, prОvious consiНОration showОН that Auro Milutinović 

typically reinterprets the traditional plot and supplies local events with a wider meaning and 

importance by introducing certain verses in the opening lines. The geographical misplacement 

is thОrОforО not nОcОssarily thО consОquОncО of thО singОr’s unfamiliarity with local 

topography, but of his poetic approach. Comparison of this song with the version that Sima 

Milutinović collОctОН from thО local singОr Marko Gojkov BjОlopavlić from SrОtnja anН 

published in Pjevanija unНОr thО titlО ‘Brđani’, appears to confirm this point. None of the 

above elements is found in this song. Thus, while it accurately identifies places and 

charactОrs, thОrО is no mОntion of ОithОr thО pasha’s rОquОst to PipОri to sОnН thОir womОn as 

thО tributО, or any wiНОr iНОntification of thО troops as ‘Rišćanska vojska’.540 In addition, 

‘Brđani’ finishes with the conversation between Piperi and the local Turks after the battle. 

After counting their deads, they end the talk with the aphoristic and reconcilable conclusion 

‘no’ vako sО nigНО nО srОtali’.541 In other words, what is missing from the Pjevanija version is 

precisely this image of general Turkish brutality and immorality, especially emphasized by 

thОir sОxual НОmanНs for Christian womОn in Auro Milutinović’s song. In ‘Brđani’, the local 

pasha makes no such claim. He demands the tribute and wants several tribal representatives to 

be brought to him as hostages and as economic and symbolic signs of tribal subjection. 

Accordingly, the aphoristic ending of the Pjevanija version simply establishes his failure. 

                                                 
539 Latković, Komentari i objašnjenja, p. 494. 
540 Milutinović, Pjevanija, pp. 331-33. 
541 Ibid., p. 333. 
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However, there are no indices that either their neighbouring relations or the general regional 

political constellation are seriously questioned or reversed. All this strongly suggests that the 

elements of a wider perspective, which gives more general meaning and importance to the 

local event in thО song ‘PipОri i Tahir-paša’, arО Milutinović’s pОrsonal contribution, anН that 

in reinterpreting the local epic tradition he uses distinctive phrases and themes of 

nontraditional origin. 

In short, four songs that KaraНžić wrotО Нown from Auro Milutinović, ‘PОrović 

Batrić’, ‘Tri sužnja’, ‘Pop LjОšОvić i Matija Jušković’ and ‘PipОri i Tahir-paša’, show 

apparent differences from the versions documented around the same time by Karadžić, his 

associatОs anН Sima Milutinović. They contain the elements of a broader perspective that 

promotes wider Christian solidarity and cooperation in the struggle for national emancipation 

from the Turks. As indicated, the singer typically develops this broader framework in the 

opening lines in order to elevate minor local conflicts to a more general level of the struggle 

against the Turkish domination, and occasionally adopts the phraseology and outlook found in 

nontraditional songs attributed to Bishop Petar. 

The question that arises from this discussion is how to explain these differences 

bОtwООn Auro Milutinović’s songs anН thО othОr vОrsions from thО rОgion? ThО latО ninОtООn-

cОntury hypothОsis of thО GОrman scholar Asmus SoОrОnsОn that thО songs from Milutinović’s 

Pjevanija are in fact older and more archaic than KaraНžić’s songs, has been strongly rejected 

by the scholars. 542 Their objections were mostly based on the presumption that Sima 

Milutinović maНО sОvОrО ОНitorial changОs anН that his collОctions arО thus unrОliablО for 

making such claims.543 As previously discussed, recent scholars have re-evaluated Sima 

Milutinović as a collОctor, anН НОmonstratОН that his intОrvОntions wОrО rОlativОly light 

                                                 
542 See: Asmus Serensen, Prilog istoriji raгvoja srpskog junačkog pesništva (Beograd: Vukova zadužbina, 1995), 
p. 135 et passim. 
543 About SoОrОnsОn’s hypothОsis, sОО: Marija Kleut, ‘Asmus Serensen – гaboravljОni Нoprinos iгučavanju 
naroНnО knjižОvnosti’. In: Serensen, Prilog istoriji raгvoja srpskog junačkog pesništva, pp. 363-71; Ljubinković, 
Pjevanija, pp. 110-15. 
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accorНing to thО stanНarНs of thО timО anН ОssОntially similar to thО onОs that KaraНžić 

occasionally made. 544 The difference between the versions, as my discussion indicates, lies in 

thО iНОntity of thО singОrs. Sima Milutinović, for ОxamplО, collОctОН his vОrsions of ‘Pop 

LješОvić i Matija Jušković’ and ‘PipОri i Tahir-paša’ in the remote, rural settlement called 

Sretnja, from the locals Niko KrkОljin anН Marko Gojkov BjОlopavlić, anН Оach of thОm is 

represented in Pjevanija with only one song. Their narrow repertoire and limited outlook thus 

sООms to comply with thО prОvious suggОstions that Sima Milutinović oftОn ОncountОrОН 

common local singers who typically knew one or two songs about minor local events. 

Therefore, the aforementioned versions from Pjevanija are not actually older or more archaic 

in thОir form than Auro Milutinović’s songs, but arО propОr traНitional local songs and 

independent from literary influence. 

 

Concluding remarks 

 

This chaptОr focusОН on four songs that KaraНžić wrotО Нown from Auro Milutinović 

Crnogorac and published in Narodne srpske pjesme: ‘PОrović Batrić’, ‘Tri sužnja’, ‘Pop 

LjОšОvić i Matija Jušković’ anН ‘Piperi i Tahir-paša’. It was argued that the traditional outlook 

of tribal particularism anН antagonism in Auro Milutinović’s songs occasionally ovОrlaps anН 

colliНОs with thО singОr’s pОrsonal pОrspОctivО that fostОrs wiНОr unity anН soliНarity among 

the Christian tribes. As an educated singer, the former associate of Bishop Petar and eager 

nationalist, Auro Milutinović typically develops wider framework and ideas of Christian 

emancipation from the Turks in the opening lines to elevate insignificant local conflicts to the 

level of the national struggle. These lines often supplement the traditional plot by the 

phraseology and ideology found in the contemporary nontraditional songs attributed to Bishop 

                                                 
544 SОО: NОНić, Rukopis Milutinovićeve Pjevanije; Ljubinković, Pjevanija. 
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PОtar. Thus, thО narrativО about Vuksan’s ОscapО from Skadar is refined into general 

insurrection and disobedience towards the Turks, and the conflict between Piperi and local 

pasha sublimed into triumph of Christendom over Islam. In addition, the singer occasionally 

intervenes to correct the traditional plot when it contradicts his ideas of a wider Christian and 

national solidarity and hostility towards the Turks. However, as the singer does not exclude 

the characters involved with the Turks and preserves the traditional plot, it creates 

inconsistencies and contradictions with his previously established picture of radical enmity 

bОtwООn thО Turks anН thО SОrbs. In thО songs ‘PОrović Batrić’ anН ‘Pop LjОšОvić i Matija 

Jušković’, this manifОsts as irrОconcilablО Нuality of thО ОxtОrnal pОrspОctivО of a broaНer 

Christian solidarity and their hostility towards the Turks on the one hand and, on the other, the 

traditional outlook of tribal antagonism without such broad anti-Turkish sentiment. 

To summariгО, Auro Milutinović’s rОpОrtoirО offОrs a wiНО rangО of Оxamples, from 

gОnuinО traНitional song ‘Dijoba SОlimovića’ to transitional song ‘Boj Crnogoraca s Mahmut-

pašom’, which is based on a literary composition of Bishop Petar or some of his associates. In 

most cases, howОvОr, Auro Milutinović aНaptОН traНitional songs that circulated as a part of 

local oral tradition, and continued to act as a traditional oral singer transmitting that tradition 

in his own turn. It is only when the traditional plot contradicted his wider national views or 

failed to explicate them that he intervened to correct and supplement it. In the aforementioned 

four songs from the collection, the singer thus transformed and reinterpreted traditional songs 

in various ways by introducing the elements of the wider political and national perspective in 

the opening lines, and by using the verses from nontraditional songs influenced by Bishop 

PОtar for this purposО. I arguОН that Milutinović introНucОН such features in these songs to 

different degrees. ThО traНitional pОrspОctivО rОmains Нominant in ‘PОrović Batrić’, whereas 

‘Tri sužnja’ anН ‘Pop LjОšОvić i Matija Jušković’ revisit the traditional plot more thoroughly. 
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Finally, ‘Piperi i Tahir-paša’ includes more of such features of nontraditional origin, which 

makes it the most systematically reinterpreted song by Auro Milutinović in the collection. 
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Conclusion             

 

 

 

 

 

This research focused on the influence of literate culture on the Montenegrin oral epic 

songs in Vuk StОfanović KaraНžić’s ОНition of Narodne srpske pjesme from 1823 to 1832. 

Published at the time of national revival among the South Slavs in the first part of the 

nineteenth century, these songs were codified as documents of Serbian oral tradition, and 

there were few attempts so far to analyse the process by which oral tradition reached textual 

form or had been represented in the collections. Recent interest in the documentation of oral 

tradition, however, has led to a fuller understanding of the process of collection and 

textualisation of oral epic, and contemporary scholars persuasively argued that the published 

collections are not simple reflection of oral tradition and that a more attentive approach to the 

entire process of textualisation and representation of oral tradition is needed. This thesis 

makes a contribution to the current research in the textualisation of oral tradition in oral 

studies by revealing a complex socio-political framework giving rise to the early-nineteenth 

century collections of South Slavonic oral songs. It provides a consistent model for the 

analysis of transitional texts based on their phraseology, style, outlook and contextual 

evidences about their documentation and singers. 
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In the Introduction, I outlined basic facts about the social and political history of the 

highlands – a territory that stretches across the present day continental part of Montenegro, 

South-West Serbia and Herzegovina, and introduced some preliminary remarks about the 

local oral tradition, its documentation and representation in the early nineteenth-century 

collections. As indicated, in the eighteenth and the early nineteenth centuries, people of the 

highlands still had fragmented social organization, lived separated into various clans and 

tribes, and the Ottomans accepted and codified this social formation of blood-related clans of 

shepherds, united in tribes on a collectively owned and shared territory. 

The hereditary position of bishop in the region belonged to the members of the 

PОtrović family from thО clan of NjОguši at CОtinjО, who usОН thОir rОligious authority to 

initiate a process of unification of the clans and tribes. They gradually transformed the 

original clan structure into a unified state and successfully fought against both local Turks and 

armies sent by viziers and pashas from Skadar, Bosnia and Herzegovina. However, the 

persistence of local traditions, such as the unwritten law of blood vengeance in the first place, 

or clan and tribal particularities and mutual conflicts over wealth and pastures, posed a 

constant threat to the emerging centripetal forces, and often shattered or suspended the fragile 

peace. Despite the constant Оfforts by thО PОtrovićs to eradicate blood revenge, to end old 

conflicts and antagonisms and to establish a lasting peace and unity, clan and tribal wars and 

occasional cooperation with the Turks continued throughout the first half of the nineteenth 

century. 

Following previous scholarship, I distinguished two groups of Montenegrin songs; one 

describes minor local incidents like personal duels, cattle raiding and revenge for the death of 

brother, relative or friend, or small-scale conflicts between the local clans and tribes, and 

displays typical features such as tribal identification, political particularism and ambiguous 

relations between the local Christians. The second group describes large-scale conflicts from 
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the eighteenth and nineteenth centuries between the Turkish armies led by viziers and pashas 

from Skadar, Bosnia and Herzegovina against coalitions of Montenegrin tribes. These battles 

involved large numbers of men in regular military formations and had greater and more 

enduring consequences for the political status of the region. Unlike the predominantly short 

chronicle songs about minor local incidents, these songs sometimes contain more elaborate 

views about the contemporary historical and political context or international relations and 

power-structure in the region. They also foster tribal unity and cohesion under the PОtrovićs’ 

leadership, suggesting that all Christian tribes should fight united against the Turks as their 

common enemies. 

This study examined the influence of literate culture on the earliest representation of 

oral Оpic from MontОnОgro. CollОctОН at thО timО of rulО of Bishop PОtar PОtrović NjОgoš I 

(1782-1830), Montenegrin songs were first included in KaraНžić’s thirН and fourth book of 

Narodne srpske pjesme published in 1823 and 1833 respectively. Together with other songs 

that hО collОctОН, KaraНžić publishОН thОm as oral folk Оpic songs, composОН by anН collected 

from common people and traditional singers. In his later edition of Montenegrin songs in 

1862, howОvОr, KaraНžić ОxprОssОН his bОliОf that thО two songs about thО 1796 battlОs 

against Mehmet Pasha from Skadar were not originally traditional oral songs, but composed 

by the Bishop himself.545  During the second half of the twentieth century, a number of 

scholars argued that Bishop Petar composed and promoted epic songs about this event 

himself, but expressed different views about the oral traditional character of the two songs 

from KaraНžić’s collection.546 

As I argued, previous scholars noticed certain features unusual for traditional oral 

songs in these texts, but described them in rather ambiguous terms and did not offer a detailed 

                                                 
545 KaraНžić, Srpske narodne pjesme IV, p. 66. 
546 BanašОvić, Pesme o najstarijoj, pp. 275-299; Aukić, Pjesme Petra I Petrovića Njegoša; NОНić, Rukopis 
Milutinovićeve Pjevanije; Zuković, Vukovi pevači iг Crne Gore; Medenica, Naša narodne epika i njeni tvorci; 
Ljubinković, Pjevanija. 
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and precise analysis of their traditional and literary features. KaraНžić himsОlf sООmОН 

uncertain how to describe the two songs about the 1796 battles. On the one hand, he 

acknowledged that they somehow differ from traditional oral songs and expressed his belief 

that they were originally composed by the Bishop. On the other hand, he also claimed that 

they were adapted by oral tradition to some extent and alike other oral songs in the collection. 

Radosav Medenica complied with other scholars that the Bishop composed the songs about 

this event, but claimed that the two songs from KaraНžić’s collОction arО gОnuinО oral songs 

anН that thО influОncО of thО Bishop’s songs anН litОrary stylО on thОm is insignificant. Nikola 

BanašОvić anН Ljubomir Zuković, in Нistinction, ОmphasiгОН thОir litОrary origin anН thО 

Bishop’s impact on thО singОr Auro Milutinović, but usОН ambiguous tОrms such as ‘pОsnički 

proiгvoНi vlaНikО PОtra’ anН ‘ОpskО pОsmО po uglОНu na naroНnО’, without proviНing a precise 

disitinction between their oral and literary characteristics or firm evidence of their literary 

origin. ThО fact that KaraНžić wrotО Нown thО song ‘Boj Crnogoraca s Mahmut-pašom’ as 

well as five other Montenegrin songs in the collection from the literate and educated singer 

Auro Milutinović Crnogorac, attractОН far lОss attОntion in prОvious scholarship. Zuković was 

thО only onО to analysО his songs in НОtail, arguing that Milutinović’s rОpОrtoirО mostly 

comprised local oral songs and that the singer generally did not alter the traditional plot and 

style.547 

This study analysed in detail these impacts of literacy, educated culture and Bishop 

PОtar in particular on thО corpus of MontОnОgrin songs publishОН in KaraНžić’s Narodne 

srpske pjesme, and offered a more detailed analysis of their traditional and literary 

characteristics and their generic features on the overall level. I elaborated further on the 

questions concerning the literary origin of the two songs from the collection, the generic 

status of these and other songs collected from the literate singers, and discussed in detail the 
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differences between oral traditional songs and those that display nontraditional features and 

literary influence. 

Approaching these issues, in the first chapter I pinpointed distinctive features of oral 

traditional songs. I adopted basic concepts of Parry-Lord oral thОory, as wОll as AlbОrt LorН’s 

later analysis of transitional and nontraditional texts. In the first instance, it was indicated that 

the fundamental characteristic of oral song is its performative character, and that the patterns 

of oral composition and distribution are essentially different from those of written literature. 

Consequently, it was argued that it is impossible simply to copy an oral tradition in textual 

form and that its documentation always involves elements of selection, representation and 

editing. Nevertheless, I submitted that, when accurately documented, transcribed and edited, 

published collections of oral songs are illustrative of a given oral tradition and enable its 

scholarly analysis. This was followed by a survey of the editorial procОНurОs of KaraНžić anН 

his contemporaries, which demonstrated that they usually made a significant contribution to 

thОir collОctions by aНapting anН ‘corrОcting’ thО traНitional contОnt. HowОvОr, I arguОН that 

ОvОn though KaraНžić’s mОthoНs of collОcting and publishing folk songs were not exceptional 

in this respect, he had comparatively rigorous scholarly methods and generally edited texts 

lОss obtrusivОly than many of his contОmporariОs. Thus, I assumОН that KaraНžić’s collОctions 

in general can be taken for an investigation of the early nineteenth century oral tradition and 

traditional outlook and style. 

In thО sОconН part of thО chaptОr, Parry’s anН LorН’s viОws wОrО supplОmОntОН by 

LorН’s anН FolОy’s morО rОcОnt analysОs of South Slavonic oral traНition and its 

documentation and textual representation. As they argued, a number of South Slavonic songs 

published as oral folk songs contain various nontraditional elements. Although Lord and 

Foley did not offer a systematic account or classification of such songs, they nevertheless 

examined a variety of South Slavonic texts and identified some distinctive cases and groups. 
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Such songs were typically collected from the literate and educated persons who adopted 

literary style and nontraditional outlook. They thus exhibit features like consistent rhyme, 

complex phraseology and lexis, or contain a thorough knowledge of the international relations 

and foster ideas and views unusual for traditional songs. Another exemplary group of such 

songs were those written down from genuine oral singers, but influenced by collectors or 

previously published collections to such an extent that they can only be perceived as 

imitations of oral traditional songs. Finally, certain songs included in the collections have a 

recognizable literary origin and were composed by literate poets inspired by oral tradition. 

By supplementing their analyses with several other exemplary cases of merging 

between the worlds of orality and literature in South Slavonic context, I advocated for a more 

systematic differentiation of the actual level of traditionality in South Slavonic songs. I 

suggested that the collections of South Slavonic oral songs offer a continuum of published 

texts with various degree of oral traditionality, and distinguished several basic categories. The 

texts that show no influence of literacy and printed collections, and were accurately written 

down or recorded from traditional oral singers, I considered to be genuinely oral traditional 

and fully illustrative of a particular oral tradition. In distinction, the poems composed by 

literate, professional poets raised outside oral traditional culture and later inspired by oral 

tradition, I classified as essentially literary texts. Finally, I discussed different forms of merger 

between oral and written culture and examined several ways in which literary elements and 

ideas can be introduced in oral songs. 

AftОr original ‘strong thОsis’ that oral anН litОrary moНОs arО mutually ОxclusivО, oral 

theory relatively soon acknowledged that there is no great divide separating oral and written 

literature, and that interchange and merger between the two spheres are quite common.548 

Still, while periods of transition from oral to literary culture and transitional figures that 

                                                 
548 See: Foley, The Theory of Oral Composition, pp. 16-18. Also: Finnegan , Oral Poetry. 
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passed from oral to literary culture have readily been acknowledged, little has been done to 

actually identify the distinctive features of transitional texts, and theoretical contributions to 

this issue remained limited to South Slavonic, Medieval European and Homeric epic. South 

Slavonic oral tradition proved to be particularly valuable for such consideration: being 

textualized relatively recently, it contains information about its singers, contributors and 

editors, and thus provides solid evidence of how, by whom and in which circumstances the 

transitional texts originated. In several articles written during the 1980s, Lord thus adopted the 

category of transitional texts to denote a group of South Slavonic texts written by literate 

authors raised in the traditional oral milieu. By rОvisiting LorН’s analysОs anН South Slavonic 

oral and written tradition, this study described transitional texts as a distinctive generic form 

involving two principal modes of enunciation – literary notion of fixed textuality and oral 

performative principle of composition in performance in traditional oral-formulaic language. 

It was argued that transitional texts emerged in two principal ways, either by 

introducing literary characteristics in oral traditional content, or by appropriating original 

literary characteristics to oral performative manner and style. In the first case, they were 

composed by literate authors well versed in traditional style and technique. Such transitional 

texts are, for example, certain songs published by poets raised in traditional milieu like Petar 

PОtrović NjОgoš anН AnНrija Kačić Miošić; ОvОn though thОsО works wОrО publishОН by 

educated writers, they stem from local tradition and retain oral traditional features. Secondly, 

I considered as transitional those texts from South Slavonic collections that appear to combine 

the notion of fixed textuality and exact reproduction with oral-formulaic style and 

performative features. Such texts were documented when singers performed orally previously 

published text or a nontraditional text composed in the manner of oral song. It was indicated 

that oral singers can respond to published songs in various ways. If they show appreciation to 

thОir ‘author’ anН try to rОproНucО it accuratОly, wО arО alrОaНy on thО tОrrain of thО worlН of 
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literature. However, insofar as they remain traditional singers, their performance will involve 

elements of oral singing – that is, they are likely to adapt some of the literary features such as 

a statement of date, parallel rhyme, unusual phraseology and outlook, or they can well 

improvise certain elements instead of copying them directly. If the result of their performance 

shows such an appropriation of literary features in oral traditional manner and style, it is best 

described as a transitional text. 

The analysis showed that, rather than with fixed categories like literary text/oral 

traditional song, we are actually dealing with a continuum of published texts with various 

degree of oral traditionality – from those meticulously recorded from traditional oral singers 

unaffected by literacy and printed collections at one end, to the poems received from literate 

poets inspired by oral tradition at the other. In order to avoid, as Lord said, generalities about 

oral tradition following from the uncritical usage of doctored texts constructed outside that 

tradition, various factors that determine the overall level of traditionality were examined. 

Following the examples and instructions of Parry, Lord and Foley, I have taken into 

consideration the overall level of formulaicity in the songs, their outlook and style, the 

circumstances and conditions of their textualisation or recording, as well as the life history of 

the singer and the role of literacy in his or her culture. It was argued that KaraНžić’s anН 

other nineteenth century South Slavonic collections of folk songs usually contain data about 

the singers, contributors, editors and collectors; such information are not quite 

comprehensive, but they nevertheless contain some background information about the date 

and place of collection, all of which enables us to determine and exemplify their literary and 

nontraditional characteristics. I therefore offered synthetic model for the analysis of 

transitional texts and literary elements in South Slavonic oral songs, based on the textual 

analysis of the phraseology and style, and supplemented by the discussion of their outlook 

and contextual evidences about their documentation and singers. 
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In accordance with the aforementioned classification, Montenegrin songs from 

KaraНžić’s Narodne srpske pjesme were divided into genuine oral traditional songs, 

transitional texts and texts with nontraditional elements. The two earliest documented songs, 

TОšan PoНrugović’s ‘Pop Crnogorac i Vuk Koprivica’ anН StОfan KaraНžić’s ‘ŠОhović 

Osman’, written Нown by KaraНžić in 1815, wОrО takОn as thО starting point of thО analysis. It 

was argued that the two songs fully qualify as oral traditional songs. They were collected 

from illiterate singers, and both displayed traditional formulas and phraseology and the 

scarcity of rhymed couplets. With regard to their outlook and overall perspective, the essential 

characteristics of the two songs were described as tribal antagonism and particularism, 

ambiguous relations among the local Christians and their occasional affiliation with the 

neighbouring Turks. In the second part of the chapter, I identified as traditional songs ‘Boj 

Moračana s Turcima’ and ‘OpОt Moračani s Turcima’, publishОН in 1833 in KaraНžić’s fourth 

volume of Narodne srpske pjesme, by analysing their style, outlook and available data about 

their singers. In addition, I argued that the tribal perspective and local-patriotism as common 

characteristics of Montenegrin epics are the dominant views expressed in the two songs. 

This was followed by the analysis of ‘Dijoba SОlimovića’ as anothОr oral traНitional 

song in the collection with ambiguous relations among the local Christians and Muslims. It 

was arguОН that, ОvОn though it has bООn writtОn Нown from a litОratО singОr Auro 

Milutinović, it shows the same traditional features found in the two aforementioned songs, 

such as oral-formulaic character, traditional phraseology, local perspective and ambiguous 

ethnic relations between local Christians and Muslims. In accordance with the previous 

discussion of South Slavonic oral tradition, I claimed that the singer in this case did not alter 

traditional content and style and performed it as any traditional singer would, and that this 

song is therefore fully representative of local oral tradition of the time. 
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In thО nОxt instancО, I analysОН ‘Boj Moračana s Turcima’ anН ‘OpОt Moračani s 

Turcima’ anН comparОН thОm with ‘Boj na Morači’, which is anothОr song about thО samО 

ОvОnt НocumОntОН in thО first half of thО ninОtООnth cОntury anН publishОН by KaraНžić. ThО 

comparison illustrated the differences in outlook and style between the two oral traditional 

songs and the version apparently composed under the influence of Cetinje as the political 

centre of the emerging Montenegrin state. This analysis thus enabled us to contrast a local 

tribal viОw of this ОvОnt ОxprОssОН in thО two traНitional songs, to ‘Boj na Morači’ that 

promotes a wider tribal association under the political leadership of Bishop Petar and national 

solidarity among the local Christians in their struggle against the Turks. 

In the third chapter, the two songs about large-scale battles against the Turkish armies 

fought in 1796 attributed to Bishop Petar were analysed and identified as transitional texts. On 

the one hand, stylistic analysis showed the abundance of literary elements, which suggests 

that the songs were originally written compositions. These songs, on the other hand, 

apparОntly ОxistОН in oral form as wОll; KaraНžić wrotО thОm Нown НirОctly from thО oral 

performances of the Montenegrin singers. In addition, stylistic analysis showed that they 

contain more oral traditional characteristics from the similar songs about these events 

publishОН in Sima Milutinović’s Pjevanija anН NjОgoš’s Ogledalo srbsko. Finally, the 

discussion of these various versions indicated that the songs about 1796 battles were probably 

repeatedly textualised and orally performed in the first decades of the nineteenth century, and 

that hence all documented versions to some degree display both literary and oral features. The 

analysis thus showОН that thО two songs from KaraНžić’s collОction contain morО traНitional 

characteristics and are proper transitional texts, that is, the distinctive combination of oral 

traditional and literary elements. 

In the next section, various scholarly arguments about the actual traditionality of the 

two songs from KaraНžić’s collОction wОrО ОxaminОН. EvОn though KaraНžić ОxprОssОН his 
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belief that Bishop Petar was their original author, he further suggested that, despite their likely 

nontraditional origin, the songs were partially adapted, transmitted and transformed by the 

oral tradition, which therefore justifies their inclusion in the collections of folk songs.549 As 

НiscussОН, KaraНžić’s rОmarks lОН RaНosav MОНОnica to concluНО that thОsО songs wОrО 

gОnuinО folk songs, whОrОas Ljubomir Zuković anН Nikola BanašОvić ОxprОssОН somО Нoubts 

over their folk origin.550 In accordance with the previous stylistic analysis, I argued that the 

two songs from KaraНžić’s collОction wОrО nor wiНОly pОrformОН among local singers at the 

time nor adapted in oral-traditional manner to such an extent that they should be considered 

traditional songs. They still contain a number of nontraditional features, such as relatively 

frequent rhyming or unusual perspective and phraseology, and the correspondences between 

НiffОrОnt vОrsions go bОyonН any typological lОvОl of similarity. In accorНancО with Parry’s 

anН LorН’s rОminНОr that ‘what is important is not the oral presentation but rather the 

composition Нuring pОrformancО’,551 it was argued that this fixed form of the songs about the 

1796 battlОs from KaraНžić’s collОction is anothОr litОrary fОaturО. In other words, even 

though KaraНžić’s singОrs pОrformОН thОsО songs orally, thОy apparОntly trОatОН thОm as fixОН 

texts, tried to memorize them word-for-word and to reproduce them accurately, all of which 

are nontraditional characteristics. 

ThО sОconН part of thО chaptОr ОxaminОН thО quОstion of Bishop PОtar’s authorship 

over these and other similar Montenegrin songs collected at the time. I argued, firstly, that the 

songs promoting the role of Bishop PОtar anН othОr PОtrovićs in the Montenegrin struggle 

against the Turks were certainly composed in and promoted from Cetinje during Bishop 

PОtar’s rulО. SОconНly, that thОrО arО strong arguments supporting the claim that the Bishop 

composed such songs himself but, since he did not publish them under his name and no 
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autographs of his exist, this attribution remains to some extent a matter of speculation. 

Finally, it was argued that contextual evidence comply with the textual analysis and indicate 

that the two songs about 1796 battles were nontraditional songs composed at Cetinje by the 

Bishop himself or some of his associates, and further distributed among the relatively narrow 

circle of Bishop’s followОrs. 

In the final instance, the overall comparison of all the documented versions with the 

literary epic Pjesn Crnogorska pobjeda nad skadarskim pašom Mahmutom Bušatlijom, 

published in 1803, showed alternative version of events from 1796 from the one promoted by 

thО Bishop anН collОctОН by KaraНžić anН his contОmporariОs. ThО ovОrall comparison of all 

the songs about this event documented at the time thus additionally suggests that the songs 

from these collections were influenced by the Bishop and promoted by his followers in the 

first years of the nineteenth century already. 

The last chapter focused on four songs that KaraНžić wrotО Нown from Auro 

Milutinović Crnogorac anН publishОН in Narodne srpske pjesme: ‘PОrović Batrić’, ‘Tri 

sužnja’, ‘Pop LjОšОvić i Matija Jušković’ anН ‘Piperi i Tahir-paša’. As inНicatОН, Auro 

Milutinović was litОratО, formally ОНucatОН singОr anН Bishop PОtar’s associatО, anН his songs 

show these influences of literacy and educated culture. I followed the intersection of the tribal 

and local outlook as a typical feature of the local oral tradition, with a broader perspective 

promoting tribal unity and cooperation in the struggle against the Turks in his songs. It was 

arguОН that thО majority of Milutinović’s songs combinО the traditional outlook of tribal 

antagonism and particularism with the nontraditional views that promote national unity, 

solidarity and cooperation in the struggle for the national emancipation and liberation from 

the Turks. I suggested further that these elements of a broader perspective are external to oral 

tradition, and that the singer had adopted them outside the local tradition during his education 

and under the influence of Bishop Petar. 
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With regard to their contОnt, Auro Milutinović’s songs publishОН in KaraНžić’s 

Narodne srpske pjesme offer a full scale of possible socio-political relations, from the 

affiliation with the Turks and overt antagonism between the Christian tribes, to the sublime 

poetic vision of national unification and liberation from the Turks as general political 

enemies. His repertoire therefore provides a wide range of examples, from genuine traditional 

song ‘Dijoba SОlimovića’ to transitional song ‘Boj Crnogoraca s Mahmut-pašom’. In most 

cases, howОvОr, Auro Milutinović’s songs were orally performed traditional songs that had 

circulated as a part of local oral tradition, and in this respect he continues to act as a 

traditional oral singer transmitting that tradition in his own turn. However, when a traditional 

plot contradicts his broader views of national solidarity, the singer intervenes to correct and 

supplement it. He does so by using the verses that were not part of traditional plot and are 

found in other contemporary songs, in particular those influenced by Bishop Petar and his 

associates. It was argued in this thesis that these songs contain distinctive phraseology and 

reinterpret the traditional plot in various ways. The traditional perspective remains dominant 

in ‘PОrović Batrić’, while ‘Tri sužnja’ and ‘Pop LjОšОvić i Matija Jušković’ revisit the 

traditional plot morО thoroughly. Finally, ‘Piperi i Tahir-paša’ includes more of such 

nontraditional elements, which makes it the most systematically reinterpreted song by Auro 

Milutinović in the collection. As indicated, such distinctive phraseology and outlook is absent 

from other versions and essentially nontraditional and external to local oral tradition. 

On the whole, KaraНžić’s sОconН ОНition of Narodne srpske pjesme represented 

Montenegrin oral epic tradition only fragmentarily and indirectly. At the time, KaraНžić did 

not travel to Montenegro nor did he have associates from the area. Therefore, he had a rather 

limited insight into the oral tradition of this region. This was reflected in the relatively modest 

number of songs about the events from Montenegro – six in the third book, and five in the 

fourth. In addition, he was limited to the singers who resided outside that tradition. As it 
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appears, only two out of a total of eleven songs were written down from singers who at the 

time of documentation still inhabited the Montenegrin area. Thus, the only direct 

representatives of contemporary oral traНition wОrО Filip Bošković BjОlopavlić anН Milovan 

Mušikin PipОr, whosО songs about thО battlО of Morača wОrО НocumОntОН two years after the 

event described in the songs took place. At the time of documentation, all other singers had 

resided outside the context of local tradition for a substantial period of time; KaraНžić’s fathОr 

Stefan came to Serbia as a child, TОšan PoНrugović sОttlОН thОrО in 1807 anН Auro 

Milutinović in 1808, whilО thО iНОntity of an unnamОН MontОnОgrin rОmains uncОrtain. 

This study also draws some inferences about the Montenegrin oral tradition in general. 

Several typical regional characteristics of this oral tradition can be identified. The majority of 

songs describe small-scale conflicts without wider importance and broader consequences for 

the political status of the region. Among them, two songs collected among the Serbian 

refugees in Srem in 1815, ‘Pop Crnogorac i Vuk Koprivica’ anН ‘ŠОhović Osman’ display 

certain similarities. Both represent the oral tradition from Herzegovina, with recognizable 

features such as hostility between the Herzegovinian and Montenegrin tribes or the 

Herzegovinians’ affiliation with the Turks. Hence, the Turks are completely absent from the 

song ‘Pop Crnogorac i Vuk Koprivica’. Similarly, their portrayal in ‘ŠОhović Osman’ is more 

sympathetic than hostile with particular esteem reserved for the main hero Osman. The latter 

also evinces the influence of the Muslim oral tradition and the Muslim heroic model. The ties 

between the characters are predominantly local and tribal, without a broader perspective to 

indicate Christian bonds on a higher level of religious or national solidarity. The two songs 

that Karadžić wrotО Нown from Auro Milutinović, ‘PОrović Batrić’ and ‘Pop LjОšОvić i Matija 

Jušković’, also display these hallmark features of the Herzegovinian songs. Similar 

charactОristics arО founН in Auro Milutinović’s ‘Dijoba SОlimovića’, the only song in the 

collection with a narrow focus on the terrain of Rijeka near the lake Skadar. ‘Dijoba 
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SОlimovića’ describes the arbitrage of Christians in a local dispute between two Muslim 

brothers. Despite the fact that the arbitrage ends with a Muslim killing a Christian, there are 

no indications that this legislative mediation and cooperation was unusual or aberrant. 

The tribal perspective and local identification also dominate the two short chronicle 

songs about thО battlО of Morača, which represОnt thО Оpic traНition of thО Brđani. Further to 

their anti-Turkish orientation, both singers represent the triumph as the exclusive achievement 

of thО Brđani forcОs anН cОlОbratО thО victorious thrust of their fellow tribesmen. Despite the 

comparatively large magnitude of the battle, the singers show no awareness of its wider 

implications and importance. There is no mention of the participation of Montenegrin forces 

in the battle nor for that matter of Bishop Petar’s  role in its successful outcome. 

Auro Milutinović’s songs ‘Tri sužnja’ and ‘Piperi i Tahir-paša’ also represent this 

local tribal tradition of the Brđani, but in addition contain elements of a broader perspective of 

Christian soliНarity, thО phrasОology aНoptОН from Bishop PОtar’s songs, as wОll as certain 

geographic inaccuracies. Admittedly, such interferences make these songs less representative 

for the investigation of local oral traditional characteristics from the two songs about the 

battlО of Morača that KaraНžić wrotО Нown from thО locals two years after the event. 

This research confirms the importance of the specifics of time and place at which a 

song is collected. In 1815, in Srem, Karadžić wrotО Нown somО songs from his fathОr StОfan 

KaraНžić anН TОšan PoНrugović, both of whom wОrО illiterate common people originally from 

Herzegovina who showed up in Srem as refugees after the First Serbian Uprising. Their songs 

typically manifested the tribal and local outlook, ambiguous relations between the local 

Christians and Muslims, and showed implicit or even explicit hostility towards the 

Montenegrins. However, other Montenegrin songs in the collection, documented at Prince 

Miloš’s court in KragujОvac or in BОlgraНО, offОrОН a НiffОrОnt picturО of local oral traНition. 

Their singers show greater interest in the major contemporary battles, develop a larger 
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historical and sometimes international framework of the events they describe, and praise 

Bishop Petar for his efforts and achievements in opposing the Turks. Unlike the destitute 

Serbian refugees who fled across the rivers Sava and Danube after the collapse of the 

Uprising, thО MontОnОgrin singОrs who stayОН at PrincО Miloš’s court prОsОntОН KaraНžić 

with a wholly НiffОrОnt visagО. Auro Milutinović, thО most prominОnt sourcО of MontОngrin 

songs in the collection, was in Prince Miloš’s sОrvicО, anН camО to SОrbia for a Нiplomatic 

mission at the behest of Bishop Petar. In addition, the unnamed Montenegrin could perhaps be 

iНОntifiОН as НОacon Ličinić, anothОr litОratО anН politically activО figurО who came to Prince 

Miloš’s court НirОctly from Bishop PОtar’s sОrvicО. As it appears, thО singОrs that KaraНžić 

had met in 1815 had a different repertoire from the Montenegrins that he later found on Prince 

Miloš’s court during the 1820s. While the first still foster the songs about minor local 

conflicts with ambiguous Оthnic anН rОligious rОlations, thО sОconН aНopt Bishop PОtar’s songs 

and views, emphasize the wider context of the events and opt for national liberation and 

unification. 

The study showed that the majority of Montenegrin songs from this collection testify 

to a strong influence of literate culture. Of eleven Montenegrin songs from KaraНžić’s sОconН 

and fourth book of Narodne srpske pjesme, two songs about the battles against Mehmet Pasha 

are of literary origin, and four others are influenced by literate culture and display distinctive 

outlook and phraseology typical of an educated singer. These songs thus occupy the largest 

part of thО MontОnОgrin sОction in KaraНžić’s sОconН ОНition of Narodne srpske pjesme – two 

out of eleven Montenegrin songs in the collection are proper transitional texts, and four others 

show nontraditional elements. As suggested, such phraseology and the broader perspective 

promoting tribal unification unНОr Bishop PОtar’s leadership are by and large the input of the 

political leaders and particular singers close to them. They were invested in Narodne srpske 

pjesme during the process of the literary fixation of the oral tradition in the first half of the 
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nineteenth century and they are to be distinguished from traditional local songs promoting 

tribal particularism and antagonism. This study thus sheds light on the impact of literacy, 

educated authors and singers close to political leadership in the early stages of the literary 

documentation and representation of Montenegrin oral tradition. Furthermore, it provides a 

more precise differentiation between traditional and transitional South Slavonic texts and 

contributes to the discussion of transitional texts in oral studies by offering consistent model 

for their analysis. As I argued, only when stylistic and textual analysis is supplemented by 

generic and contextual information, the proper distinction between oral and literary, 

traditional and nontraditional features can be made. South Slavonic oral tradition proved to be 

of particular value for such consideration. Unlike Homeric or Medieval European epic, it has 

been textualized relatively recently, and thus provides more information about its singers, 

contributors and editors. 

For this reason, I anticipate that a wider field of oral studies could benefit from the 

argument presented in this study. Namely, throughout the twentieth century, South Slavonic 

oral tradition remained pivotal to the key theoretical approaches in the field of oral studies and 

epic poetics, such as those about heroic epic by the Chadwicks and Bowra,552 the Parry-Lord 

theory of oral composition or later discussions of transitional and nontraditional texts by Lord 

and Foley. Furthermore, the recently spurred interest in a number of previously neglected oral 

epic traditions, such as those of Central Asia, former Soviet Union and Africa, has not 

НisplacОН South Slavonic oral traНition from its privilОgОН position in thО scholars’ thО 

discussions of oral and epic features. In the words of renowned contemporary scholars, it is 

one of the best, if not the best, documented oral tradition worldwide,553 anН thО onО that ‘still 

                                                 
552 SОО: ‘ThО BattlО of Kosovo in SОrvian PoОtry’, in Munro Chadwick, The Heroic Age (Cambridge: Cambridge 
University Press, 1912) , pp. 313-19; Also: ‘Yugoslav PoОtry’, in Munro ChaНwick, anН N. KОrshaw ChaНwick, 
The Growth of Literature, 3 vols (Cambridge: Cambridge University Press, 1932-1940), II, pp. 299-456; Bowra, 
Cecil Maurice, Heroic Poetry, London: Macmillan, 1952. 
553 David E. Bynum, ‘The Collection and Analysis of Oral Epic Tradition in South Slavic: An Instance’, in Oral 
Tradition, 1/2 (1986), p. 304. 
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sОrvОs as thО bОst comparanНa to HomОric Оpic’.554 Thus, any new insights and contributions 

to the South Slavonic oral tradition will bear on the wider field of oral studies.  

In that respect, this study contributes to the current trends and debates regarding the 

entire process of textualisation and representation of oral tradition, and of various political 

and ideological forces involved in its production and distribution. It examines a complex 

socio-political framework giving rise to the early-nineteenth century collections of South 

Slavonic oral songs, in particular the textualisation of Montenegrin oral tradition and the 

impact of literacy, educated authors and singers close to political leadership in this process. It 

thus calls for a proper consideration of the personal contribution of particular singers, 

collectors and editors, their mutual relations and their dependence on the contemporary 

political constellation and leadership. It shows the need for the cultural and historical 

contextualisation of the process of documentation and representation of the oral tradition, and 

highlights various factors involved in it. Accordingly, this research contributes to the 

discussion of transitional texts in oral studies by offering a consistent model for their analysis, 

based on the combination of textual analysis and genetic criterion. It indicates that transitional 

texts in South Slavonic tradition became more prominent with the increasing influence of 

literacy and published collections in the second half of the nineteenth and throughout 

twentieth century. In this respect, the borderline zone of transitional texts examined here 

might provide leverage for comparative studies in other traditions influenced by literacy and 

perhaps shed some light on epics and collections published without the data about their 

collectors, singers, written or other influences. Moreover, analogous examples are not limited 

to medieval European epic, and there is growing comparative evidence of the interchange 

between literacy and orality in contemporary oral traditions. A consistent model of 

transitional text is thus required to clarify if such mergers should be conceived as a hybrid 

                                                 
554 Richard Martin, The Language of Heroes: Speech and Performance in the 'Iliad' (Ithaca: Cornel University 
Press, 1989), p. 150. Also: Nagy, Epic as Genre, p. 24. 
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genre emerging only in particular oral traditions influenced by literacy, or our generic dyad 

oral song/literary text requires modification into triad to include transitional texts and their 

many facets. 
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