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Abstract. - Thisarticle analyses Vuji¢i¢’s contribution to the musical heritage of
the South Slavs in Hungary based on the several examples of Slovenian music tran-
scribed by Tihomir Vuji¢i¢ and published in the book Musical Traditions of South
Slavs in Hungary (Muzicke tradicije Juznih Slovena u Madarskoj), under the chapter
Slovenian Variant (Slovenacki varijetet), as well as based on further research into
the presence of this music in the Raba region, the acquisition and familiarisation
with the material from this area, and the recent ethnomusicological studies.
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1. INTRODUCTION

The first edition of the book Musical Traditions of South Slavs in Hungary
from 1978 by Tihomir Vujic¢i¢ (Tihamér Vujicsics) is fairly unknown in the Slo-
vene area (the book is available in Slovene libraries only in a few copies) and was
usually not mentioned in the works dealing with Vuji¢i¢. Older generations of
folklorists were familiar with Vujic¢i¢. They either remember him from the time
when he participated in the congresses of folklorists of the Socialist Federal Re-
public of Yugoslavia (SFRY) or they knew him through his revelation of the pho-
nographic recordings made by Béla Vikdr in Prekmurje in the late 19 century.!
The book represents a small contribution in terms of the newly discovered field
material, since it presents only 13 Slovene folk songs, but nevertheless sheds light
on the cultural milieu from which the songs originate, and on Vuji¢i¢’s research

Institute of Ethnomusicology of the Research Centre of the Slovenian Academy of Sciences and
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1 According to the data I am familiar with, so far only Drago Kunej has mentioned Vuji¢i¢s work
and book in the context of the first Slovene sound recordings in his book: Drago Kunej, Fonograf
je dospel. Prvi zvocni zapisi slovenske ljudske glasbe, Ljubljana: Zalozba ZRC, 2008, p. 81-82.
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approach in the context of dealing with the music of the minority communities
living in Hungary. Tihomir Vuji¢i¢ included in the collection the Slovene folk
songs from the archive of the Museum of Ethnography in Budapest or the field
material collected among the Raba Slovenes in Hungary. It is interesting that the
initiative for the research of Vuji¢i¢’s work came at this time, since in the recent
years, collaborators from the Institute of Ethnomusicology have again been pay-
ing more research attention to the musical tradition of the Raba Slovenes, which
was neglected for quite some time.

The area represented by the song material in the book is strongly marked
by the historical, social, political and cultural intertwining of the Hungarians
and Slovenes. In his preface, Vuji¢i¢ emphasises that he included the song ma-
terial of the Raba Slovenes in the book, i.e. the material of a minority com-
munity, which is part of the Vas county in the far west of Hungary. But, at
the same time, Vujic¢i¢ also presents the material from Prekmurje, a region in
the northeast of Slovenia, bordering Hungary, which is culturally, linguisti-
cally, geographically and historically strongly linked with the Raba valley (Slov.
Porabje). Vuji¢i¢ did not comment on his decision to include the songs from
Prekmurje in the book as well, but we may conclude that what led him to this
decision was the access to the valuable archival material from Prekmurje, kept
in the archive in Hungary, i.e. the phonographic recordings made by Béla Vikar
in the late 19 century. Vuji¢i¢ probably opted for this approach also due to the
historical connections between the two regions, which are also reflected in the
common musical tradition.

Based on the text presented in the book, it was difficult to determine Vu-
ji¢i¢’s actual presence among the Raba Slovenes and his potential fieldwork in this
area. After several inquiries and the friendly help of some of the locals, we suc-
ceeded in obtaining some information, which to a degree illuminates the modest
presence of the Raba valley song material and the musical folklore analysis of the
Slovene song material in the collection. Dr Erné Eperjessy,> who knew Tihomir
Vujici¢ personally, believes that Vuji¢i¢ did not collect material from the Raba
Slovenes directly. He was supposedly borrowing the recordings and manuscript
material from other collectors (he mentions Ladislav Korpi¢ [Laszlé Korpics]®
and Andraz Cabai [Andras Csabai]).* After Vuji¢i¢s death, the Democratic Union

2 Ernd Eperjessy (originally Ern6 Eperjesi, August 30, 1929 — May 19, 2022) was a prominent
Hungarian ethnographer and folklorist. His extensive work contributed significantly to the un-
derstanding and documentation of folk traditions in Hungary, particularly in the context of
Southern Slavic and regional ethnography.

3 Ladislav Korpi¢ is credited as a contributor to the preservation of Southern Slavic folk music in
Hungary. While specific details about his life remain elusive, his involvement is noted on the
1978 album Jdrd a Kol6t! (Dance the Kolo: Southern-Slayv Folk Music from Hungary), released by
Hungaroton. This compilation features performances by various artists, highlighting the rich
traditions of the Southern Slavic communities in Hungary.

4 Andraz Cabai was a respected teacher and choir conductor from the Slovenian minority in
Hungary. He is best known for his long-time leadership of the Mixed Choir Avgust Pavel from
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of the South Slavs supposedly searched for the manuscripts and magnetic tapes,
but unsuccessfully.®

2. A BROADER OUTLINE OF COLLECTOR’S MATERIAL
IN THE RABA VALLEY IN THE PAST AND TODAY

Until the end of the First World War and the collapse of the Austro-Hunga-
rian Monarchy, Prekmurje and the Raba valley were a part of the region called the
Slovene March, which represented the Slovene-speaking population in the King-
dom of Hungary and was included in the Vas and Zala counties. The Raba valley is
part of the northern Gori¢ko Prekmurje dialect. At the time of the creation of new
state formations, the Slovene March was granted to the Kingdom of Serbs, Croats
and Slovenes under the Treaty of Trianon, while the part of the region between
the Rédba and Mura rivers, called the Raba valley, remained within the Republic
of Hungary. During the Second World War, Prekmurje was occupied by Hungary,
but after the war, the original demarcation was restored and due to political con-
flicts, the border between Yugoslavia and Hungary was further consolidated. The
contacts between the two sides began to be restored after 1970 and more so after
the fall of the Iron Curtain. However, the political consequences of the weakened
contacts between the Slovenes and the Raba Slovenes are still strongly felt today
in the social and cultural life of the population living in the area.®

Soon after the strict border conditions were eased, a group of Slovene eth-
nomusicologists from the Research Centre of the Slovenian Academy of Sciences
and Arts (ZRC SAZU). also visited the Réba valley.” In the years between 1970
and 1972, they were collecting song material among the Raba Slovenes, and re-
corded 1264 songs. A portion of the material became known to the public many
years later and to this day, this material has been the central source for the re-
search of musical tradition of Slovenes in the Raba valley. The sound examples
from the Raba valley were published in an extensive collection of recordings, i.e.
the original Slovene folk music on gramophone records. The publishing houses
Obzorje (Maribor) and Helidon (Ljubljana), in collaboration with the Institute of
Ethnomusicology, published it as the first record in the collection in 1979, under
the title The Rdba Valley. Sound Examples of the Original Folk Music (Porabje.

Gornji Senik (Felsdszolnok). Under his direction, the choir became a cultural beacon for preser-
ving and promoting the musical traditions of the Slovenian community in Hungary.

5 I would like to thank writer and ethnologist Mrs Marija Kozar Muki¢ (Méria Mukics, before
marriage: Maria Kozér) for her help in establishing contacts and further inquiry, as well as
ethnologist dr Erné Eperjessy for clarifications of the context of the collection process.

6  Katalin Hirnék Munda, Porabski Slovenci, Slovenski etnoloski leksikon, Ljubljana: Mladinska
knjiga, 2004, p. 449-450.

7 According to the 2011 population census, the Slovene language was stated by 1392 people
as their mother tongue in the Raba valley, see Damir, Josipovi¢, Porabski Prekmurci in meje
Prekmurja, Anali PAZU HD 2 (1), 2016, p. 21.
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Zvocni primeri izvirne ljudske glasbe)®. In the transcribed and notographic forms,
under the editorial hand of Marko Terseglav, the sound recordings from the field
also came to life in the book Rdba Valley Songbook (Porabska pesmarica), pub-
lished in Budapest in 1989.° Since the Institute did not deliberately collect field
material in the Raba valley in later years, the material remained the only source
for newer publications as well. Thus, in 2015, within the framework of the collec-
tion From the Archive of the Institute of Ethnomusicology (Iz arhiva Glasbenona-
rodopisnega instituta), a CD was published titled A Bird Flew in: Folk Songs from
the Raba Valley (Edna ftica priletejla: ljudske pesmi iz Porabja), with 42 sound
recordings of the field material from the Raba valley.'” The CD is accompanied
with a professional textological and musicological text in Slovene, English and
Hungarian. Past sound recordings from the Raba valley and Prekmurje are also
the basis for today’s cross-border scientific and research cooperation between the
Institute for Musicology, Research Centre for the Humanities of the Hungarian
Academy of Sciences and the Institute of Ethnomusicology of the ZRC SAZU. The
project of cross-border cooperation, which focused on religious songs and was
titled Memory of Religion in Folk Music Archives, revealed connections with Hun-
garian tradition, through the sound material in Prekmurje and the Réba valley."
The material also reveals the historical layers of the song tradition, as songs were
usually subject to fewer changes in the context of religious or folk rituals than in
the context of other singing settings.'?

8  Julijan Strajnar (ed.), Porabje: Zvocni primeri izvirne ljudske glasbe, Maribor: Zalozba Obzorja;
Ljubljana: Helidon, 1979.

Marko Terseglav (ed.), Porabska pesmarica, Budapest: Tankonyvkiadd, 1989.

10 Marija Klobéar, Ursa Sivic, Peter Vendramin, Edna ftica priletejla: ljudske pesmi iz Porabja/A
Bird Flew in: Folk Songs from the Rdba Valley/Iderepiilt egy maddr: népdalok a Rdbavidékrol
(From the Archive of the Institute of Ethnomusicology), Ljubljana: Zalozba ZRC, 2015. In 2011,
the Institute of Ethnomusicology also published a CD with dance tunes from Prekmurje and
the Réba valley. Of the 35 recordings, 14 are from the Réba valley, most of them from the period
of recording in the 1970s (Kunej 2011). Records of some dances from the Réba valley are found
in Mirko Ramov§’s book The Polka is Ordered. Dance Tradition in Slovenia: Prekmurje and the
Rdba Valley (Polka je ukazana. Plesno izroilo na Slovenskem: Prekmurje in Porabje) (1996).

11 The project was implemented between 2016 and 2018. Through collaboration, the Institute re-
ceived additional field material from Hungarian archives, which was collected in this area, and
there were also joint field recordings in the Réba valley, including the collection of manuscripts
and printed material related to the project content. The following inter-institutional cooper-
ation, which also resulted in the exchange of material from Prekmurje and the Réba valley,
the digitisation of archive recordings and the new collection of material by Hungarian-Slove-
nian experts, took place from 2018 to 2021. For more information see: https://fmh.zrc-sazu.
si/o-projektu/.

12 Inaddition to the mentioned publications by researchers of the Raba valley music material, the
folk songbooks were also published by local associations, presenting two hundred “most wide-
spread melodies” in the Réba valley: Dusan Muki¢ in Francek Muki¢, Fiickaj, fiickaj, fanticek
moj. Sto ljudskih pesmi iz Porabja, Szombathely: the Union of Slovenes in Hungary, 2001 and
Dusan Muki¢ in Francek Muki¢, Fiickaj, fiickaj, fanticek moj 2. Se sto ljudskih pesmi iz Porabja,
Szombathely: the Union of Slovenes in Hungary, 2003.
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If in the process of collecting, analysing and publishing their field mate-
rial, Vuji¢i¢ and the past collectors of Slovene material were mainly led by the
Pan-Slavic (and in this context also the South Slavic) and national discourses in
the revival and preservation of Slavic or Slovene music outside its state borders,
the framework for contemporary collaborations of researchers is slightly different.
Such collaborations and their results (such as the present new edition of Vuji¢i¢’s
collection), in addition to the exchange of knowledge and musical material, re-
inforce intercultural understanding and awareness of the coexistence of different
ethnic communities and cultures in the common territory.

3. CONTRIBUTION OF TTHOMIR VUJICIC FROM
A CONTEMPORARY ETHNOMUSICOLOGICAL PERSPECTIVE

Vuji¢i¢ decided on the order of presenting the song material based on
the principle of division into dialect groups and their “probable origin” (Vuji¢i¢
1978: 12) in Hungary. He presents the Slovene material first, since he historically
traces the presence of Slovenes in the Réaba valley to the time of more extensive
migrations of the Slavs to the Eastern Alpine area. The song material, classified
by Vujic¢i¢ into the dialect area of the so-called Variety A, includes 13 songs. Al-
though Vujici¢ generalises and states that the songs originate from the Raba val-
ley, it can be concluded for some songs — based on the reference to the location
where they were recorded - that they are from Prekmurje. Those are two songs
recorded by Béla Vikar and the song To Drink Sweet Wine (Sladko vince piti), in
relation to which he mentions two places: Gornji Senik/Fels6szolnok in the Raba
valley and Cepinci in Prekmurje. The following songs are listed in the book in
this order: Marco Leaps, Marco Leaps (Marko skace, Marko skace), Oh, Now My
Wedding Guests (Ah zdaj moja obseda), Flying up the Hill (Po bregi lece), For the
First Hoarfrost to Fall (Da ta prva pade slanca), My Rosemary Has Withered Away
(Moj roZmarin se doj posiiso), Black Eyes, Blond Hair (Crne odi, plavi viasje), The
Sun is Low for Me (Sunce mi nizko tece), Micka is Gathering Flowers in the Orchard
(Micka po piingradi roZce bere), The Stick is as Hard as the Tree (Palca je trda kak ti
drevo), Up There on the Flat Field (Tam gor na ravnom pouli), I've got Mills, I've got
Saws (Mam mline, mam Zage), A Friend’s Life is Good (Driigacki Zivot je lejpi), To
Drink Sweet Wine (Sladko vince piti). The logic of the given order of the Slovene
songs is not clear, the recordings do not follow in a succession based on the place

In 2011, a songbook titled All the People, Listen (Poslusajte vsi ljudje) was published within
the project Neighbour to Neighbour (Sosed sosedu), as part of the cross-border cooperation
programme between Slovenia and Hungary in 2007-2013, which includes 129 church songs
of the Raba valley, see Ciril Kozar (ed.), Poslusajte vsi ljudje. Porabska pesmarica, Gornji Senik:
National Slovene Self-Government — Gornji Senik, 2011.

In terms of content, the two collections present a great deal of material, but they do not provide
a contextual background of the songs presented, which is of interest for the ethnomusicological
profession.
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or year of recording and they are mixed in terms of singers or the genre. In terms
of genre, they are mostly love songs, as it is generally characteristic for this area,
many of which are similar in content to the tradition of central Slovenia. The gen-
re principle according to which Vujici¢, in the chapter titled Dialect Area Variety
A (Dijalekatsko podrucje A varijeteta)®, divided the Slovene musical material is
probably based on a larger corpus of songs and instrumental music, but his clas-
sification is unusual as it is textological, ethnomusicological and organological at
the same time.

The data on the circumstances of the recorded songs are highly insuffi-
cient. They are most illustrative in the two phonographic recordings by Béla
Vikar, where we find the reference to the recording place, the person who re-
corded them, the person who transcribed them and, in case of the song Marco
Leaps, Marco Leaps (Marko skace, Marko skace), also the singers’ names and age.
The data on these and other recordings that Béla Vikar made can be supple-
mented with a more detailed research by Drago Kunej, who within his analyses
of the first sound recordings of Slovene folk music examined the collection and
presented it with all the available data in a chapter of the book The Phonograph
Has Arrived! The First Sound Recordings of Slovenian Folk Music (Fonograf je
dospel. Prvi zvocni zapisi slovenske ljudske glasbe)."* The Institute learned of
these recordings only in 1995 and the discovery was of particular importance,
since these phonographic recordings are the oldest sound recordings of Slovene
folk music (from 1898). For the song Oh, Now My Wedding Guests (Ah, zdaj
moja obseda), Vujici¢ stated 1953 as the year of the recording, while all other
recordings date back to 1972.

In the published songs, we note that Vuji¢i¢ was at times inconsistent when
it comes to signing of the text, especially when matching syllables of the lyrics
with the rhythm of the song; in some places, the musical part contains no mark-
ing of changes in measures and the measure lines are placed inconsistently with
musical accents. We can also deduce that he adapted the more complex rhythmic
patterns into simpler ones. The latter can be shown on the example of the song
Marco Leaps, Marco Leaps (Marko skace, Marko skace) because the accessibility
of the original recording makes it possible to make a more detailed comparison
of Vuji¢i¢’s musical transcription’ with the actual recording or the musical tran-
scription prepared by Robert Vréon, a former collaborator of the Institute of Eth-
nomusicology, on the basis of the recording:

sy

je Juznih Slovena u Madarskoj/A magyarorszdgi délszlavok zenei hagyomdnyai/Musical Tradi-
tions of South Slavs in Hungary, BTK Zenetudomanyi Intézet, Budapest, 2020, p. 132.

14 Drago Kunej, Fonograf je dospel. Prvi zvocni zapisi slovenske ljudske glasbe, Ljubljana: Zalozba
ZRC, 2008, p. 73-83.

15 Pal Richter, Jelena Jovanovi¢ and Danka Laji¢ Mihajlovi¢, eds. Tihomir Vujicié: Muzicke tradici-
je Juznih Slovena u Madarskoj/A magyarorszagi délszlavok zenei hagyomdnyai/Musical Tradi-
tions of South Slavs in Hungary, BTK Zenetudomanyi Intézet, Budapest, 2020, p. 158.
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Example 1: Transcription of the song Marko skace, Marko skace / (Marco
Leaps, Marko Leaps) prepared by Tihomir Vujici¢ (2020, ex. 1)
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Example 2: Transcription of the song Marko skace, Marko skace / (Marco
Leaps, Marko Leaps) from 1996, prepared by Robert Vréon and Marjetka
Golez Kauci¢ from the Institute of Ethnomusicology ZRC SAZU (09-
MH1224, sung by Anuska Horvat)
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The visible differences between the two records lie particularly in the ac-
curacy of the transcription made by the Institute of Ethnomusicology, with all
the smallest rhythmic and metric deviations in the song being recorded. We
make such transcriptions at the Institute mainly for the purposes of a precise
ethnomusicological analysis, while in publications for the general public, we
omit the labels for minor deviations, but preserve the metric and rhythmical
essence of the song. Although it was intended for publication, Vuji¢i¢’s record
is very or even too simplified, since he changed the syncopated rhythm into a
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steady rhythmic record.'® The latter is important from the viewpoint of ethno-
musicological analysis, as it clearly points to the intertwinement of Slovene and
Hungarian musical traditions. Such rhythmic structures are found primarily in
the areas of cultural interaction between Slovene and Hungarian traditions, that
is, in Prekmurje and the Raba valley.

Simplification is a little surprising, because the song was kept in the Archive
of the Museum of Ethnography together with already created transcriptions of
the lyrics and melody, which did not simplify the rhythmic record. One of the
transcripts was supposedly made by the guard in the National Museumss library,
Istvan Kereszty, and the second by Béla Bartok, whose melodic transcriptions are
renowned for their exceptional accuracy."”

In the transcription of another song from the cylinders - Flying up the Hill
(Po bregi leice), there are also obvious strong deviations of his transcription from
the transcription which was later made on the basis of the recording at the Insti-
tute of Ethnomusicology. The most obvious difference is that Vuji¢i¢’s transcrip-
tion has a two-part harmony"®, while only one person is singing on the recording.
A comparison of the two transcriptions of the song also shows Vuji¢i¢’s incorrect
understanding of the metre and, consequently, the time signature of the song. Vu-
ji¢i¢ wrote down the measure only at the beginning of the song, while he later only
indicated the bar lines. In terms of rhythm, he also simplified the triplet, which
is evident in the recording in the penultimate measure of the two stanzas of the
song. He added transient notes, which are not audible in the recording, and we
also find some errors in the lyrics.

16 We can conclude that the transcription was simplified also in the song Oh, Now Wedding Guests
(Ah, zdaj moja obseda). Two published recordings of this song with a similar melody from
Prekmurje and the Raba valley reveal a slight syncopation in the melody (the recordings are
available on the CDs A Bird Flew in (Edna ftica priletejla), No. 7 and Sing to Us, Katie (Spejvaj
nama Katica), No. 5).

17 The two photographs of the transcriptions with an explanation are published in the book by
Drago Kunej, Fonograf je dospel. Prvi zvocni zapisi slovenske ljudske glasbe, Ljubljana: Zalozba
ZRC, 2008, p. 75-76. According to Vuji¢i¢’s note on the archival documents and the inclusion
of two songs from the phonographic cylinders in the collection, we can conclude that he exam-
ined and listened to all the material (ibid., 81). The sound recording of the song is published
online within the supplement to the Collection (https://vujicsics.zti.hu/en/sound-recordings/
dialect-a/marko-skace/). It is obvious that Vujic¢i¢ did not follow the general rules of transcrip-
tion according to the tradition of Hungarian ethnomusicology.

18 Pal Richter, Jelena Jovanovi¢ and Danka Laji¢ Mihajlovi¢, eds. Tihomir Vujicic: Muzicke tradici-
je Juznih Slovena u Madarskoj/A magyarorszdgi délszlavok zenei hagyomdnyai/Musical Tradi-
tions of South Slavs in Hungary, BTK Zenetudomanyi Intézet, Budapest, 2020, p. 161. In the
manuscript (transcription of the text) in the Archive of Museum of Ethnography in Budapest,
Bartok wrote with green ink the following: German melody moving in parallel thirds. It is
possible, that according to Bartok’s comment, Vujicic set up the second part in this style, or he
might have listened to a similar melody in the two-part version.
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Example 3: Transcription of the song Flying up the Hill (Po bregi leice) prepared
by Tihomir Vujicic¢ (2020, ex. 3)
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Example 4: Transcription of the song Flying up the Hill (Po bregi leice) from
1996, prepared by Robert Vréon and Marjetka Golez Kauci¢ from the Insti-
tute of Ethnomusicology ZRC SAZU (05 - MH1222, sung by Ferenc DZuban)
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An example that we can also emphasise is the song Micka is Gathering
Flowers in the Orchard (Micka po piingradi rozce bere)’, which Vujic¢i¢ took
from Ladislav Korpi¢’s collection. If we compare the song with the material
that was collected by the Institute of Ethnomusicology in the same period in
the Raba valley, we see that the song appears in two melodic types, which also
differ in the rhythmic structure. The first melody type is always sung in the 3/8
rhythmic form of the three quavers, while the second melody type is sung in
the 5/8 rhythmic form of a crotchet, quaver, crotchet. In Vuji¢i¢’s or Korpic’s
transcription, this song has a different rhythmic form, which consists of a dot-
ted crotchet and two quavers, but there are doubts about the correctness of the
record. Since the second melody type melodically corresponds to the transcrip-
tion in Vuji¢i¢’s book, we can conclude that the rhythmic form in Vujic¢i¢’s tran-
scription should in fact be five-part.?” The rhythmic form in a 5/8 measure was
often simplified in the past records (most often to a % measure) and was thus
adapted to the musical-theoretical ideas of the recorders about the “correct”
measures.” Slovene ethnomusicologists began to discover the five-part charac-
teristics in many Slovene folk songs only during a more precise transcription of
the sound recordings (after 1955).

With some songs, Vuji¢i¢ tried to harmonise the lyrics with the musical
part by demonstrating the rhythmic and melodic deviations in the published
transcription that appear in other stanzas of the song. The deviations were in-
dicated with smaller notes in the notation or added above the notation (see
the example of The Sun is Low for Me (Sunce mi nizko tece)). This enables the
singers to consistently place syllables on a certain note. He used this type of
approach only with certain songs as, for example, we do not find it with the
song Micka is Gathering Flowers in the Orchard (Micka po piingradi). Therefore,
singers may have problems especially when placing the third text stanza under
the melody. Based on the above comments, I am adding the corrections in the
melody to the redaction of the transcription, so that it is adapted to all the stan-
zas of the lyrics, and I am including the five-part metre and adding markings
of the measure:

je Juznih Slovena u Madarskoj/A magyarorszagi délszlavok zenei hagyomdnyai/Musical Tradi-
tions of South Slavs in Hungary, BTK Zenetudomanyi Intézet, Budapest, 2020, p. 166.

20 This rhythmic form can also be found in the record of the popular songbook Fiickaj, fiickaj,
fanti¢ek moj, n. 50, see Dusan Muki¢ in Francek Muki¢, Fiickaj, fiickaj, fanticek moj. Sto ljudskih
pesmi iz Porabja, Szombathely: the Union of Slovenes in Hungary, 2001.

21 Zmaga Kumer, Pesem slovenske dezele, Maribor: Zalozba Obzorja, 1975, p. 98. In one of the
recordings of the Institute of Ethnomusicology, the second melody type of the song is in an
instrumental form of a 6/8 measure, which again confirms the thesis that this rhythmic pattern
has often been adapted to different musical aesthetics.



An Overview of the Slovenian Variant in the book Musical Traditions of South Slavs in Hungary 111

Example 5: The song Micka is Gathering Flowers in the Orchard (Micka po piin-
gradi roZce) published by Tihomir Vujici¢ after transcription by Ladislav Kor-
pi¢ (Vujici¢ 2020, ex. 8)

Andantino, poco rubato

) & |
F " g F o o T Py I o T T P I
. P ¥ o I e 0 0
[£an) I I | - I L I |l 7K I I I i I 0
ANV | | S— 1 | M I I I JS— M 1 | I I
3] ' ! 1 S| i l - —
I I 1
Mic-ka poI piin-gra-di trouz-ce be-ré,  [lju - bi pa'mi-mo gre! pa njoj ve-li:
oy L ~ ., o~ I o WA o
o o 1 I | 1 I | I T 1 I | 11 I | I
ﬁ o F Py ‘ | é | I Py F o ‘ | é | T
0 T g°* P | e . L™ & I
SV I | I et bl 7K I I I e et I
Y I E—— \ == o

g i I 11 I 17 ; @ - e @ - @ ; F' ® F =X y 2
I L | Y 1 L | Y 1 L | = I I T 1] | el
V 1 I I 1 LA 1 L4 I 1 ! 7| 1  S— Y 1 I
oJ r 1 [ 1 t 1! t ‘
I I I I
»Tr-gaj mi'rou-zZi-ce, 'de-lajmi piis-li-Ce, |ti bo$ paimo-javsig-dar!”
) & \ ! ! ! , L [
D D 1 ] ] | - I
0 0 0 1 I y3
& 1 171 1 1] . =0 L)
ANV I el | I Y 1 I Y 1 I 1= I I I i
o 1 1 — — T I —

Example 6: Redaction of the transcription of the song Micka is Gathering
Flowers in the Orchard (Micka po piingradi rozce) by Mojca Kovaci¢

Andantino, poco rubato
h 2 [ |

Mi-cka po pilin-gra-di roZ ce be - e, lju-bi pa mi-mo gre pa njoj ve - li:
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"Tr - gaj mi ro -7i - ce, de - laj mi puli Ce, ti bo§ pa mo-javsi - gdar!"

In Vuji¢i¢s collection, the songs are mostly written in a two-part harmony;,
with the exception of the song Marco Leaps, Marco Leaps (Marko skace, Marko ska-
¢e), which is unison and the song A Friend’s Life is Good (Driigacki Zivot je lejpi)®,

22 The song was also recorded in the Raba valley in 1970 by the collaborators of the Institute of
Ethnomusicology. It is performed by means of two-part singing and Marija Klobcar wrote in
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which was supposedly performed by means of three-part singing by the youth
from Alsdszolnok. In contrast to the most commonly performed three-part sing-
ing in the Slovene musical tradition, the three-part singing is slightly different
in this case. The lower voice in the first part remains on the tonic, and thus with
ostinato pattern follows the majority of the melody that is sung in a two-part
harmony in a third. If the transcription is consistent, the third voice is performed
in the same voice range as the second voice, therefore the voices double at certain
points. In the last four measures, the lower voice is more dynamic and appears
on the dominant note and the third note of the subdominant. The only time that
Vujicic¢ states the context of singing the song is its publication. The song was sup-
posedly popular among Second World War camp prisoners and is also known in
other areas™.

Vuji¢i¢ mentions that multipart singing is “highly developed” (7) in the
Réba valley, but this is the only example of a three-part harmony among all the
transcribed melodies so far. Whether he heard or received any other three-part
harmony songs from “the youth” who was singing this song is unknown, but what
he may had in mind was a two-part harmony or a two-part harmony with a dou-
bled up lower voice, which he called multipart, since in the later analytical chapter
only a two-part harmony is mentioned. Slovene ethnomusicologists have also fo-
und that “two-part singing is the norm of group singing in the eastern part of the
Slovene ethnic area — in both Prekmurje and the Réba valley”**. In some cases, the
singers divided themselves into three voices, which is why such two-part singing
was called multipart, but the lower voice was doubling up one of the upper voices
in the manner of an octave. Four-part singing is the same, that is, with octave do-
ubling up of the upper voices.

Other songs are written in a two-part harmony, with the voices usually
guided in a way which ethnomusicologists have already identified as character-
istic for singing in Prekmurje and the Réba valley on the basis of other collect-
ed material.” In two-part singing, usually the “lower voice moves more freely”*,
namely in the third, sixth, and also in the fourth and fifth ratio. The analytical

the preface to the song that it “preserves the memory of the collective seasonal work with the
Burgenland Croats from the Vas county”, see Marija Klob¢ar, Ursa Sivic, Peter Vendramin,
Edna ftica priletejla: ljudske pesmi iz Porabja/A Bird Flew in: Folk Songs from the Rdba Valley/
Iderepiilt egy maddr: népdalok a Rabavidékrél (From the Archive of the Institute of Ethnomusicol-
ogy), Ljubljana: Zalozba ZRC, 2015.

This is where the melodic and harmonic character of the song probably originates from as well.

23 Pal Richter, Jelena Jovanovi¢ and Danka Laji¢ Mihajlovi¢, eds. Tihomir Vujicic: Muzicke tradici-
je Juznih Slovena u Madarskoj/A magyarorszagi délszlavok zenei hagyomdnyai/Musical Tradi-
tions of South Slavs in Hungary, BTK Zenetudomanyi Intézet, Budapest, 2020, p. 170.

24 Ursa Sivic, ,,O enoglasju in 'veéglasju’ v Porabju”, Glasnik Slovenskega etnoloskega drustva, 2014,
54 (3), p. 33.

25 Zmaga Kumer, Pesem slovenske deZele, Maribor: Zalozba Obzorja, 1975, p. 101 and Ursa Sivic,
»O enoglasju in 'vecglasju’ v Porabju”, Glasnik Slovenskega etnoloskega drustva, 2014, 54 (3), p.
30-35.

26 Ibid., p. 34.



An Overview of the Slovenian Variant in the book Musical Traditions of South Slavs in Hungary 113

findings, which Ursa Sivic presents based on the study of the existing songs from
the Archive of the Institute of Ethnomusicology, which were mostly created be-
tween 1970 and 1972%, are also confirmed by the material presented in Vujic¢ic’s
collection.

In the analytical part, Vujic¢i¢ devotes a few words to Slovene material and
we can conclude that he based his claims on a larger corpus of the song material.
He talks about genres in this area and, in the first section, he mentions religious
songs that are few in number, such as Christmas and New Year carols (kolednice),
which were supposedly part of church books. He also mentions wedding songs,
such as those performed within the framework of the carnival custom called pine
wedding (borovo gostiivanje). In the second section, he lists ballads, which he be-
lieves are no longer heard, while in the third section, he presents instrumental
music such as polkas, waltzes and marches. In this part, he also mentions that in
the past, there existed musical groups with string players and cymbalists, while
today, the main instruments are the accordion, guitar and wind instruments.

In the continuation, he rather unsystematically presents the characteristi-
cs of music and manners of singing. He thus mentions that singing is narrative,
emotionally rapturous, songs often have an upbeat, choruses, their tonalities are
“exclusively major”*, they are sung in a two-part harmony with the final note on
the third. He mentions the changing of the third and sixth two-part harmonies
within one song, which should give a sense of harmonisation “especially when
another complementary voice occasionally joins it”* The songs are in an odd and
even measure, both of which are often exchanged within a single song.

A short analysis of the song material gives a sense of numerous inconsi-
stencies and leaves some open questions about the material in publication. We

27 Ursa Sivic, who systematically undertook the analysis of the Raba valley manner of forming
multipart singing, mostly on the basis of the recordings from the 1970s, notes that the most
common two-part harmony is guided in parallel thirds. In addition, she mentions eight other
ways of forming a two-part harmony: a two-part harmony in a third with the occasional pas-
sage of the lower voice to the leading note, a two-part harmony in which the lower melody pass-
es to the lower fifth (which, according to VoduseK’s findings, is the remainder of the pentatonic
two-part harmony), in some of the songs we can find the mixing of the third with a pentatonic
two-part harmony, as well as passing of the lower melody to the leading note, some of them are
in a two-part harmony in a sixth, which is linked to certain songs or adaptation to the singing
heights, as it is about a reversed two-part harmony in a third. Sometimes, the two-part harmo-
ny in a third is mixed with the two-part harmony in a sixth, and the two-part harmony in a
sixth can also be in some of the songs an interval ratio of the song’s cadenza, ibid. 31-34. The
mentioned variants of the two-part harmony appear in individual songs published by Vuji¢i¢,
for example in the songs I've Got Mills, I've Got Saws (Mam mline, mam Zage), where in the
end of the stanza the lower voice changes the interval to sixth and finalises in third. The song
Micka is Gathering Flowers in the Orchard (Micka v piingradi roZe bere) consists of the two-part
harmony in third with the cadenza on the lower fifth.

28 Pal Richter, Jelena Jovanovi¢ and Danka Laji¢ Mihajlovi¢, eds. Tihomir Vujicic: Muzicke tradicije
Juznih Slovena u Madarskoj/A magyarorszdgi délszldvok zenei hagyomdnyai/Musical Traditions
of South Slavs in Hungary, BTK Zenetudomanyi Intézet, Budapest, 2020, p. 133.

29 Ibid.
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can also reject many of the claims, especially since the sound material from
the same period, collected by the collaborators from the Institute of Ethnomu-
sicology, together with ethnomusicological analyses, gives us a much clearer
picture about the musical tradition of the Raba valley. Therefore, the prefaces
to the published gramophone record, songbook and CD by the Institute’s colla-
borators reveal a much more diverse musical tradition than was noted by Vuji-
¢i¢. With regard to this, let me briefly introduce those analytical findings of the
Slovene researchers that relate to the above Vuji¢i¢’s claims: the song material
from the Réba valley includes songs that are in terms of content and musical
character a part of the general Slovene cultural space, as well as songs that are
specific for this area. Love songs prevail in terms of content, while the traditi-
on also encompasses numerous ballads, ritual songs (wedding songs, carols),
humorous songs, dance songs, counting rhymes, military songs, dirges, funeral
and other songs. Some of the songs were still in function during the recording
period of the 1970s, while others were only present in the singers’ memory.
The songs in major key are predominant, but many tetratonic and pentatonic
melodies can be found as well, as is also apparent from the examples presented
by Vujic¢i¢. As already mentioned, two-part singing is the most common way
of singing and when the third voice joins the singing, it duplicates one of the
upper melodies. The two-part singing is much more diverse than simply the
two-part singing in a third and sixth, which is also shown by Vuji¢i¢’s trans-
criptions of the songs.

Vujici¢’s view of Slovene song material is also somewhat elucidated by
editor Milutin Stevanovi¢, who mentions that Vuji¢i¢ recognised the influences
of old Hungarian melodies in the song material of the Raba valley®. The in-
fluences of Hungarian melodies (they are otherwise not characterised as “old”)
were detected in the Raba valley tradition also by Slovene ethnomusicologists,
even more than in Prekmurje musical tradition. These influences were recogni-
sed primarily in the syncopated rhythm, the minor key systems and the unison
singing of a group of singers. Vodusek also writes that the singers in the Raba
valley repeatedly stressed that they were singing the songs translated from the
Hungarian language and, under the influence of Hungarian singing, they were
sometimes no longer able to perform two-part singing.*!

Many contradictions can be observed in Vuji¢i¢’s analysis of the Raba valley
folk tradition. For instance, at the very beginning of the book, he justifies the
modest representation of Slovene material by the Austrian-German origin of the
Réba valley melodies: “The songs classified in the Variety A are the least studied,
mainly because they are considered to be of German-Austrian origin, due to their

30 Tihomir Vuji¢i¢, Muzicke tradicije Juznih Slovena u Madarskoj, Budapest: Tankonyvkiado,
1978, p. 405.

31 Robert Vréon in Marko Terseglav (eds.), Valens Vodusek. Etnomuzikoloski ¢clanki in razprave,
Ljubljana: Zalozba ZRC, 2003, p. 90.
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melodies and two-part execution in a third and sixth”** In the chapter A Prefa-
ce for the Hungarian Reader (Predgovor za madZarskega bralca), in a contradi-
ctory manner, Vuji¢i¢ points out that these melodies are not found in Austrian
Styria and he therefore attributes them the “ancient” Alpine origin.* In addition,
he concludes that these melodies are an “inspiration” for the Western European
popular music, by which he probably had in mind the folk pop music (known
as narodnozabavna music in Slovenian context and as Oberkrainer music on the
international music scene), which was at that time already penetrating the music
market of predominantly Alpine countries.

At the same time, what is very interesting is the simultaneous perspective
of Slovene ethnomusicologists, who saw a deviation from the central Slovene, i.e.
“Alpine” melodics, in the Raba valley and Prekmurje traditions. Vodusek, who
founded his conclusions solely on the material from Prekmurje, calls the melodics
the “Pannonian sound”* In this, the same as Vujici¢, he relies on dialectology, sin-
ce the Pannonian sound corresponds to the Pannonian dialect group and its me-
lodic characteristics supposedly include two-part singing, pentatonic melodies,
the absence of major tonality, and fourth and fifth ratios between the two voices.

Throughout the book, it is noticeable that Vuji¢i¢ is rather unfamiliar with
the Slovene folk music tradition. He does not even include it in the chapter where
he presents the so-called songs by the nations of Yugoslavia®*. On the other hand,
Milutin Stevanovi¢ mentions in the book summary, which is also intended for the
readers of the Cyrillic alphabet, as well as German and English language speakers,
that Vujic¢i¢ wished to collect songs in the Raba valley even later on, but he passed
away before he could do so.

4. CONCLUSION

Vujici¢ does not devote much attention to the musical material of the “Slo-
vene dialect group’, either from the viewpoint of defining a historical, political,
cultural or social presence in Hungary, or from the perspective of presenting the
material and the ethnomusicological analysis put forward in the book. His mod-
est analytical work and short generalised conclusions about the song tradition
are surprising, as he had the opportunity to contact researchers from Slovenia.
He met them at the Congress of the Yugoslav Folklore Associations (Kongres saveza

32 Pal Richter, Jelena Jovanovi¢ and Danka Laji¢ Mihajlovi¢, eds. Tihomir Vujici¢: Muzicke tradici-
je Juznih Slovena u Madarskoj/A magyarorszdgi délszlavok zenei hagyomdnyai/Musical Tradi-
tions of South Slavs in Hungary, BTK Zenetudomanyi Intézet, Budapest, 2020, p. 125.

33 Ibid., p.126.

34 Robert Vréon in Marko Terseglav (eds.), Valens Vodusek. Etnomuzikoloski ¢lanki in razprave,
Ljubljana: Zalozba ZRC, 2003, p. 250.

35 Pal Richter, Jelena Jovanovi¢ and Danka Laji¢ Mihajlovi¢, eds. Tihomir Vuji¢i¢: Muzicke tradici-
je Juznih Slovena u Madarskoj/A magyarorszdgi délszlavok zenei hagyomdnyai/Musical Tradi-
tions of South Slavs in Hungary, BTK Zenetudomanyi Intézet, Budapest, 2020, p. 528—573.
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folkloristov Jugoslavije), so he personally knew some of the older collaborators of
the Institute of Ethnomusicology. At one of the congresses, whose findings were
later published, Valens Vodusek also presented a topic relating to the latest discov-
eries of the musical tradition of the Raba valley, namely in light of the intertwine-
ment of Slovene music with the neighbouring cultures.’® On the other hand, his
restraint is understandable both from the point of view of, for him, difficult com-
prehension of the Raba valley dialect, as well as the general musical characteristics
of Slovene folk music. As he mentions himself in some places, the disproportion
of the presented Slovene song material is also a result of his reserve towards the
musical melodics of the type that he associated with the German-Austrian musi-
cal dialect. In any case, we can conclude that, despite linguistic and, most likely,
other objective obstacles, he tried to understand the musical material of Prekmur-
je and the Raba valley and included it into a comprehensive presentation of the
musical tradition of the South Slavs in Hungary.?”
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Mojua Kosauuu

ITOTJIEL HA CJIOBEHAYKM BAPUJETET Y KIbU3U
MY3UYKE TPAIUIMNJE JY)KHUX CJIOBEHA Y MABAPCKO]

Pesume

OBo mnormaebe INpefcTaB/ba KPUTUUKY aHAIM3y IOITIaB/ba Iuxommpa
Byjuunha n3 merose 36upke n3 1978. rogmHe koje capap>xu rpaby croBeHauke
MamMHe y Mabapckoj, yrnaBHoM 13 gonHe peke Pabe n MmawuMm genom us IIpek-
mypja y CroBeHMju. AyTOpKa HaCTOju Jja y OBOM pajly OTKpuje pasjiore 06jaB/bu-
Bama Byjuunhesor usbopa mecama, fofaje cBe HOBOOTKPUBEHE IOJATKe Y Be3U
ca IIOMEHYTOM 30MPKOM, a aHa/IM3y HOTHUX TPAHCKPUIIIIMja 3aCHUBA Ha rpahu
Kojy je MiHcTuTYyT 32 eTHOMY3UKONOrujy 3Pl CA3Y nmpubasspao y mereHnjama
10 06jaB/pMBaILy 30MpKe, KA0 U Ha CaBPEeMEHMM Ca3HambMMa O KYATYPHOj MCTO-
puju 1 Tpagunmju 06IacTy Koja je y CpeaMIITy Makme. 3JaK/bydak pajja jecte a
MHOro6pojHe HefocnegHoCTH Y ByjuunheBoj o6paau MaTepujana ykasyjy ga HU
OH caM Huje 610 JleTa/bHO yrosHaT ca rpahom. Ilecme cy yrmaBHOM mpeyseTe Off
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[PYIVX CHMMaTe/ba U CaKyI/baya, a MOXKe Ce 3aK/bY4MTH 1 [ja OH U Hifje Oenesxno
y momuu Pabe u f1a je 1jeo MaTepuja npeyset. YIpkoc 6pojHIM Ipelikama, Bpe-
IV LeHUTH IEeroB TPYJ M yBpLITaBame CI0BEHAYKNUX IlecaMa y OBaj KOPIYC, a
rpaba mpejicTaB/ba IIPUJIOT MCTOPMjCKOj 30MPLIY IlecaMa ca OBUX IOApPYYja.

Kmwyune peuu: Tuxomup Byjuunh, CroBenny us fonuse peke Pabe, CrioBeH-
1y y Mabapckoj, cioBeHauke HapofiHe IlecMe, TePEHCKY 3aIlVICH, TPAHCKPUIILje





