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ABSTRACT

Serbian musicians who were collecting different forms of traditional music at the
end of the 19th and the beginning of the 20th century were unable to make au-
dio recordings of the collected material. This conditioned the need to transcribe
folk melodies “by ear” during the very process of interviewing their interlocutors
or later — from memory. Methodology of transformation of sound into an ade-
quate graphic transcription was especially promoted by Vladimir Pordevi¢ who,
in comparison to his predecessors, introduced numerous novelties. This article
discusses his approach to the transcription of vocal practices as applied in two
large collections: Serbian Folk Melodies (Southern Serbia) and Serbian Folk Melo-
dies (Pre-war Serbia). The fundaments of his work are observed through the analy-
sis of the manner in which Pordevi¢ transcribed meta-data, as well as from poetic
and music texts.

* This study is realized within the project Music and Dance Tradition of Multiethnic and Multicultural
Serbia (No. 177024), supported by the Ministry of Science and Technological Development of the
Republic of Serbia.
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(Southern Serbia), Serbian Folk Melodies (Pre-war Serbia)

ATICTPAKT

Cprcxku Mysuyapu KOju Cy ce OaBHAM CaKyILobamheM PasAMIMTHX OOAMKA
TpaapumoHaAHe Mysuke KpajeM XIX m mouerkom XX Beka, CyodaBaAu Cy
ce ¢ Hemoryhuomhy aa 3ByuHO 3abeAexxe IpuKyILveHH Marepujas. To je
[OAPA3YMeBAAO 3aIHCHBabe HAPOAHHX MEAOAHjA ,II0 CAYXy 3a BpeMe CaMor
HCIIUTHBAYKOT IIPOLjeca, AU KacHHje — 1o cehamy. Meropoaorujy mpeTsapama
3ByKay aAeKBaTaH rpaQUIKH 3aIIHC OCeOHO je yHanpearno Baapumup Hophesuh
KOjH je yBeo OpojHe HOBHHE § OAHOCY Ha CBOje IIPETXOAHMKE 1 CaBpeMeHHKe. Y
OKBHPY OBOT PaAa pa3MaTpa ce HheroB IPUCTYI TPAHCKPHIILMjH BOKAAHE IIpaKce
KOju je mpuMemeH y ABe Beauke 36upke: Cpiicke napogue meroguje (Jyxncra
Cpbuja) u Cpiicke napogre meroguje (Ilpegpaiuna Cpbuja). Kpos aHaamsy
HaunHa Ha xoju je Hophesuh Geaexxro MeTamopaTke, Kao U MOETCKe M My3HUKe
TEKCTOBE, CaTAeAABAjy Ce OCHOBe HEroBOr papd. MeTamopany Cy HMCKa3aHH
KpO3 MCIMCHBame (MAM M30CTaBmalbe) MMeHa KaduBaua, Hacema y KOjuMma Cy
IecMe 3aIlMCaHe M ITOAAIIMMA KOjU Ce OAHOCe Ha KOHTeKCT. [Toercke m Mysmuke
KapaKTepUCTHKe ITecaMa CaraepaHe Cy Kpos ucnurusame Hophesuhesor oproca
IpeMa IIeBAHOM U ITOETCKOM TeKCTY, AeKCeMaMa Koje MMajy GpyHKIujy pedpeHa,
TOHCKOM ITOTEHIIUjaAy MEAOAHjd, HHTOHATUBHHM OACTYIIAEBHMA, METPY, PUTMY,
KapaKTepy U APYTHM H3BOH)aIKIM 0COOEHOCTHMA.

Kay4HE PEYH: Baapnmup Hophesuh, rpanckpuniiuja, Bokassa npaxca, Cpiicke HapogHe
meaoguje (Jywna Cpbuja), Cpiicke napogre mesoguje (Ilpegpaiina Cp6uja,).

The establishment of ethnomusicology as a science was accompanied by the pro-
cess of collection of music material and its transformation from auditive into visual
forms, which was especially facilitated with the invention of phonograph in 1877 by
Thomas Edison (Mapxosuh 1994: 19). The notions of transcription®* and melog-
raphy refer to this methodological process which leads towards “the generation of
the end-product” - transcription (Devi¢ 1974: S; JKusarh 2008: 1). Validity of the
transcription frequently arises as an issue, as the west-European musical notation is
almost incapable of presenting all auditive specificities of traditional music passed
through word of mouth (Barték and Lord 1951: 20; Seeger 1958: 184-195; Mer-
riam 1964: 57; Hood 1971: 51, 54-55; Nettl 1983: 76). Nevertheless, transcrip-
tions are an important means used in ethnomusicology for the purpose of sampling,

2 According to the opinion of Ter Ellingson “Transcription is a subcategory of notation, and logically
and historically requires the pre-existence of notation (Ellingson 1992: 111).
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conservation, documentation and music analysis. Discussion of its methods and
attempt at a universal approach has been a part of ethnomusicological narratives
from the beginning of the 20th century (Abraham, Hornbostel 1909/10: 1-25) to
the present day.* Theoretical deliberations of transcription advanced when Charles
Seeger introduced the terms prescriptive and descriptive music writing (Seeger 1958:
184-195).* His concept was expanded by Ter Ellingson who points to the third form
of transcription, which is “neither strictly prescriptive nor descriptive, but rather
cognitive or conceptual, as it seeks to portray musical sound as an embodiment of
musical concepts held by members of a culture” (Ellingson: 1992: 110).

In parallel with the tendencies in the global professional public, the need for
visualization of traditional music also occurred among collectors of Serbian vocal
practices in the beginning of the 19th century, starting from Franz Mirecki and his
transcriptions in Vuk Karadzi¢’s Book of Poems [Pjesmarica] in 1818, via Emanuil
Kolarovi¢, Josip Slezinger, Alojz Kalauz, Kornelije Stankovi¢, and others (Aesuh
1960: 99-102). They transcribed music folklore using West European musical no-
tation and treated it in the spirit of Romanticism, wishing to adapt it to the chamber
style of playing (Aursunosuh 1999: 135). As they were harmonized, folk melodies
suited the taste of the civil setting with their new harmonic sound and “bridged the
gap from the rural community to civil society” (ITerposuh 1987: 4).

Throughout the 19th century, Serbian researchers were faced with the impossi-
bility of making audio recordings, so they were doing their transcriptions “by ear”,
either during the interviewing process, or later — from memory (Toaemosrh 2011:
12). Towards the end of the 19th and the beginning of the 20th century, Vladimir
DPordevi¢ undoubtedly provided crucial contribution to the development of the
methodology of collection of folklore music material and the improvement of tran-
scription. His work, aimed at establishing the methodology of transcription of tradi-
tional music, introduced numerous novelties in comparison to his predecessors and
contemporaries, and established a base for further ethnomusicological endeavour in
this area. Even though as a melographer Pordevi¢ paid equal attention to playing and
singing practices, this article focuses on the examples of traditional singing which far
outnumber the instrumental playing performances, which are published in two cap-
ital volumes: Serbian Folk Melodies (Southern Serbia) [Srpske narodne melodije (Juz-
na Srbija)]* from 1928 and Serbian Folk Melodies (Pre-war Serbia) [Srpske narodne
melodije (Predratna Srbija)] from 1931 (Hophesuh 1928, 1931).

3 In the beginning of the previous century, the aim of transcription was to provide as realistic
sound picture as possible; in the 1950s, there occurred great diversity in terms of the manner in which
transcription was used. Some 20 years later, the methodology of transcription was conditioned by a
resolution of a certain issue, while in the 1990s the occurrence of transcription in scientific studies was
reduced (Nettl 1983: 78).

4 According to Charles Seeger, descriptive transcription implies transcription of all details of one
interpretation, while prescriptive transcription is void of the meticulous approach in the process of
transformation of sound into a visual image (Seeger 1958: 184-195).

S Atthe time of Vladimir Dordevi¢’s researches, the notion of Southern Serbia implies the Sandzak
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Facts from Vladimir Dordevi¢’s biography speak about his insider role in the pro-
cess of collection of folklore music materials. As he was born and bred in the village
of Brestovac in the vicinity of Zajecar, and spent his youth in Aleksinac, Sokobanja,
and Ni§, he continually had the opportunity to listen to traditional music (Hophesuh
1928: XIV; Jankosuh 1969: 9-11). In the course of his active service in numerous
settlements in Serbia, he was still connected to the sounds of his youth; thus, his
wish to visualize acoustic experiences was quite natural (Hophesuh 1928: XIV). He
made the first transcriptions of vocal practices in the period from 1890 to 1892 in
the village of Kulina in the vicinity of Kru$evac, where he was working as a teacher.
He published several of the songs transcribed at the time in the magazine Pobratim-
stvo in 1892, while he also adapted most of the collected materials for mixed choir
and published them in 1896 within the collection Serbian Folk Melodies from Kulina
[Srpske narodne melodije iz Kuline] ( Jarxosuh 1969: 11).

For a more thorough understanding of Pordevi¢’s activities in the area of tran-
scription, it is necessary to point to an important step which he made by publishing
the Questions for the Collection of Musical Traditions of Serbs [ Pitanja za prikupljanje
muzickih obi¢aja u Srba] in cooperation with Bozidar Joksimovi¢, a singing teacher
from Aleksinac (Joxcumosuh, Hophesuh 1899). Dordevi¢ transformed his experi-
ence from the field into the aforementioned text, which was composed as a ques-
tionnaire and which presented a guideline for amateur researchers collecting vocal,
instrumental, and dance practices (Ibid.). The content of the questions points to
a profound knowledge of traditional music and relates to geographical location of
the song, context description, analysis of emic terminology, participation in sing-
ing practices in relation to gender and age group, local esthetic criteria related to
traditional musical performances, social position of singers, et cetera (Jokcumosuh,
Bophesuh 1899: 7-15).6

Having in mind the moment in history when Pordevi¢ was conducting his re-
searches, i.e. the end of the 19th and the beginning of the 20th century, the ques-

of Novi Pazar, Kosovo and Metohija, as well the areas in the vicinity of Tetovo, Skoplje, Kratovo, and
Kocane (Erdeljanovi¢ 1924: 330-331).

6  Joksimovi¢ and Dordevi¢ developed 141 questions relating to vocal tradition (Joxcumosuh,
Bophesuh 1889: 7-15). The quantitative and qualitative framework for these fieldwork guidelines
encompasses numerous research areas which Serbian ethnomusicology was studying for years after the
publication of this work. Here are some separate questions to illustrate the content of Joksimovi¢’s and
Dordevi¢’s work and their way of thinking (Hernh 2011: 59):

“Is a singer generally considered to be a person of a greater value, and how is that value expressed?

Are there songs sung only by children, or only by young women, or only young men, or only married
men and women, or only older people? What is the name for such songs?

What is the predominant age of singers?

Is it young girls or women who sing more?

Who is said to sing well? Is this determined by the strength of the voice or by some other feature?
How old should one be to start learning how to sing and how?

Do they sing through nose and why?

Do they differentiate between town songs which are not folk songs and simple rural folk songs?

How do people call the chorus?” (Jokcumosuh, Fophesuh 1899: 8,9, 11, 12, 13).
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tion arises of how he transcribed folk songs, since he did not have a phonograph.
Understanding the importance of the very process of transportation of an acoustic
image into writing, in the prefaces to the given collections (Hophesuh 1928, 1931)
he stated the basic principles of transcription which he had applied, as well as some
observations relating to traditional music in general. It is important to emphasize
that Dordevi¢ was familiar with the melographic work of his predecessors and con-
temporaries, which is subjected to his critical review in the preface to the Serbian
Folk Melodies (Southern Serbia) [ Srpske narodne melodije (Juzna Srbija)] (Gophesuh
1928: XIII-XVIII). He stated that most musicians who melographed Serbian music
tradition did not distinguish folk music from art music, which resulted in transcrip-
tions of artistic melodies and texts as folk, and the neglect of “those features of our
folk music that constitute its essential character” (Hophesuh: 1928: XIV). How-
ever, as an example of a proper relation to folklore music material, he emphasized
Mokranjac whose works he evaluated as “impeccable” (Hophesuh 1928: XIV).

As it has been said, the methodology of Pordevi¢’s activity on transcription
is particularly intriguing if we take into account the fact that he did not have the
possibility of making audio recordings, which would facilitate the process of trans-
formation of sound into a graphic image, and provide a more precise transcription.
He tried to ensure accuracy and authenticity of his examples by gathering a large
number of singers at the same time so that they could correct and complement one
another. Pordevi¢ compensated for the absence of an adequate sound recorder by
relying on his own musical capabilities, which is corroborated by his words:

“Inever transcribed a melody before I had learned to sing it and play it on the violin.
I would transcribe it only when I was able to sing it all the way to the end with the
others, and then I would transcribe it from the first verse, and then the rest of the text.
This is how I would check transcribed melodies with other singers from the same
village” (Bophesuh 1928: XVI).

This manner of field work may be connected to the “learning method” which was
explained at the end of the 19th century by Erich Moritz von Hornbostel and Otto
Abraham, which was based on a specific transcription of melodies by ear.” Here it
is not about the application of the methodology of these German scientists, but a
coincidence which stemmed out of Pordevi¢’s “self-grown resourcefulness” in the
given circumstances (Papunosuh 2010b: 36).

Having in mind Dordevi¢’s collections of vocal examples (Hophesuh 1928,
1931), it is possible to observe all parameters which make a transcription complete
and which include transcription of meta-data, as well as characteristics of poetic and
music texts. Rich singing material, the transcription of which is discussed in this pa-

7  The “learning method” implied that the researcher learned music pieces (instrumental and vocal)
from his respondents. He could transcribe a music example by ear only after the talented individuals
from the researched community confirmed that they were satisfied with the interpretation (Abraham,
Hornbostel 1909/10: 15).
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per, is based on 428 examples from South Serbia (Hophesuh 1928), as well as 597
examples from different areas in Serbia (Fophesuh 1931).* Such imposing material
speaks in favour of the fact that Pordevi¢ treated folklore music material as a sub-
stance which needs to be presented in the form as interpreted by folk singers. When
classifying the materials, he applied the areal principle, grouping songs by counties,
regions, and settlements in which they were transcribed.” Thus he expressed a de-
veloped awareness of local differences in the style of music materials which he tried
to group in some way (Autsuzosrh 1999: 135). In the upper right corner of each
example it is possible to find information on the particular village, town, or region
where it was transcribed. Beside this data, following the poetic text, he stated the
genre of the song or gave his observations characteristic for the interpretation itself.
In the book related to materials from Southern Serbia, additional explanations occur
only sporadically (Bophesuh 1928: 3, example No. 9; 4, example No. 11; 6, example
No. 16; 15, example No. 43; 18, examples No. S0 and 52, etc.), which are adopted as
a principle in the collection of transcriptions from pre-war Serbia and which repre-
sent a constant in the process of transcription (Hophesuh 1931). This speaks about
the fact that in the period from 1928 to 1931, preparing his second collection, he
reinstated certain elements of documentation of traditional songs. The comments
under the transcriptions contain the following content: “St. Lazarus Day song”
[lazaritka] (Bophesuh 1931: 6, examples No. 16-20), (“rainmaking songs” [ dodole]
(Bophesuh 1931: 8, example No. 26), “Trinity Day songs” [kraljice] (Gophesuh
1931: 15, 53), “carpet-weaving” songs [ ¢ilimarska] (Hophesuh 1931: 26, example
No. 90),'° “harvesting” [Zetvarska] (Hophesuh 1931: 134, example No. 538), or
“sung when the bride goes to her father-in-law after the wedding” (Bophesuh 1931:
36, example No. 126), “on going to pick bigroot geranium” (Hophesuh 1931: 61,
example No. 234), etc. As information on the genre is written under most examples
in the second collection (Hophesuh 1931); whenever it is omitted, it means that the
song was sung in different situations. Beside shorter remarks, Pordevi¢ also occa-
sionally imparted broader information relating to the very process of interpretation
or context. Thus, next to the score of song “Jeremija u polje”, which he wrote down in
the village of Pavlica in the county of Studenica, he states: “On the eve of Jeremiah’s
Day, young men and women get together and go from one house to another. On this

8  The book Serbian Folk Melodies (Southern Serbia) [Srpske narodne melodije (Juzna Srbija)]
comprises songs collected in the course of a four-month sojourn in Macedonia, Novi Pazar, and
Kosovo and Metohija in 1925 (Fophesuh 1928: XIV), while Serbian Folk Melodies (Pre-war Serbia)
[Srpske narodne melodije (Predratna Srbija)] comprises transcriptions generated during the course of
his four-decade long melographic work from the last decade of the 19th century to the publication of
the book in 1931 (Gophesuh 1931: XI-XII).

9  Inorder to mark the settlements in which the melodies were taken down, he used the “Dictionary
of places”[Re¢nik mesta] by Stevan Koturovié from 1892, but he would mostly use the name which was
in everyday use at the time (Hophesuh 1931: XIV).

10  Interestingly, in Pirot Pordevi¢ transcribed eight “carpet weaving” songs [¢ilimarske pesme];
this genre has not been documented in studies of Serbian ethnomusicologists so far (Fophesuh 1931:
23-26, examples No. 83, 84, 85, 86, 87, 88, 89, and 90).
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occasion, the young women sing the above song, while the young men peal the bells.
This is how they chase snakes away” (Hophesuh 1931: 134-135).

Interestingly, names of the players and singers are omitted from Vladimir
DPordevi¢’s published transcriptions, markedly in the book presenting materials
from Southern Serbia (Hophesuh 1928). However, upon examination of his orig-
inal transcriptions kept at the library of the Faculty of Music in Belgrade, it may be
concluded in most cases that names of the performers were written down, but that
they mostly omitted from printed works (see example No. 1). An exception is the
case of mentioning the name of his interlocutor Bela Tomi¢ from Kriva Reka, for
whom Pordevi¢ himself stated that he had insisted to be highlighted as a singer,
which speaks about the were integrity of the interlocutor, as well as of the ethical
attitude of the researcher (Hophesuh 1931: 126).

Example No. 1.

O 4 £
SeRmrEraeam oo Teesmasente s o
¥ e S e o e e v S S e S T
< !0*@W:"fw&w""”ﬁy«w7«.*.‘»,--..&»,;@&« i S TR SIS N 3
Original transcription by Vladimir Bordevi¢ including data on the performer (Library of the Faculty of
Music in Belgrade).

Mauxosau
A e MM, J=100 (CP. KOCAHMYKH, OKP. TOILTMYKH).
5 % Y x_ I l 11 I T 1 1 | 1 1 | 111 1 L s 1 [l 11 1 tl
U P [ ! L =] T — T LI
O, lise-TH-80, BO-70 MO-HO - CH-TA, BO- /0 MO-HO - CH-TE,
0, l{BeTH®0, BOZO NOHOCHTA, Te ja makho no Tpu 6poxa penom:
Iito cx MeHe cumok mpeBapuia Ha jegsome kuhean cBaTOBH,
Jla Ha Te6e Hurlie 6poaa HeMma, Ha npyrome neBep u IeBojka,
A ja jyTpoc no mopaHo moo, A ua Tpeken GpaTam m cecTpuma.

The same example without data on the performer was published in the work Serbian Folk Melodies
(Pre-war Serbia) [Srpske narodne melodije (Predratna Srbija)], 65, example No. 253.

Besides meta-data, Vladimir Pordevi¢ took a specific approach to writing down
sung and poetic text of the song. Unfortunately, he frequently omitted exclamations
and introductory lexemes deeming them of lesser importance, which he explained in
the Preface to the collection Serbian Folk Melodies (Pre-war Serbia) [Srpske narodne
melodije (Predratna Srbija)]:

“I did not write down the intro and the ending to each song, but only in some cases,

in order to avoid their overly frequent repetition. As for the text of the intro and the

ending, I would write it down under the notes, but I would not repeat it in the text

of the song which I wrote down in its entirety under the melody” (Hophesuh 1931:

XI11).
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It is obvious that he omitted choruses occurring in the beginning of the me-
lo-stanza, while he would write down the text of choruses framed by the sung text
under the notes, but he would not mark them separately - as it is done nowadays,
by underlining the text of the chorus (Devi¢ 1974: 64-65)."! Same as the choruses,
Vladimir Pordevi¢ would also sporadically write down cries on the vowel /i/ which
occur in cadential formulas of the melo-verse (Hophesuh 1931: XIII).

DPordevi¢ did not write down poetic texts in the same manner, as he would, in
most cases, add the content of the sung stanza under the notational signs adding
poetic text to it, mostly without the chorus and repetition of individual parts of vers-
es.'” However, the collected materials are not presented in an uniform way in this
area either; thus, in a number of examples, he would quote the whole text of the song
with repetition of individual parts of verses (see example No. 2), while in others he
would supply the poetic text without repetition (see example No. 3).

Example No. 2

KymaHnoga. Urpa.

o LG 1 R T _A— ¥ o
(et T —p—o— 1 FH D1

Pa-go, he-po, Pa-po, he-po, rhe cM  cu-Hok Gu - na?

Papo, hepo, Papo, kepo, rae cu cunoh 6nna?
Majko Muna, Majko Muya y Gawrty cam Ouia,

Y 6awty cam 6nua, majko, usehe cam cu GpaJa.
Pano, tiepo, Papo, tiepo, xome cu ra pana?
Humanje npojouwe, majko, uBehe mu tpaxuue.
Onu MM pgaBalle, MajKo, TPH pefa AyKaTta.

The example in which Dordevic writes text down with repetition of parts of verses
(hophesuh 1928: 2, example No. 5)

Example No. 3

Oxonnna Kymanosa. Wrpa.

1 [\ |
{ T o1 N N 1 T o] ll\ ]‘\ ; I |
v 03

1 1 1 9 o 1 | 1

== . i .
‘Bypbe-nnun, Byphe-tun Cra-Ho y-6a-pa, Cra- o y- Ga-ga,

‘BypheaunCrano .yGaBa,
Twn au Geure cuHok Ha Boga?
Ta ja Ge, Ta wro gexa Ge?

The example in which Dordevic writes text down without repetition of parts of verses
(hophesuh 1928: 2, example No. 6)

11  This is corroborated by numerous examples in Dordevi¢’s collections such as in the songs: “Sano
dugo, Sano mori” (Hophesuh 1931: 1, example No. 1), “Sto je gluma u ta gornja mahala” (Hophesuh
1931: 6, example No. 14), “Letevo me, letevo” (Hophesuh 1931: 6, example No. 15) and many other.
12 Vladimir Pordevi¢ stated that he mostly omitted choruses from the poetic text, but not always,
which is why it is not sufficiently clear what he was led by when taking them down or omitting them
(1931: XIII).
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When presenting poetic text, Dordevi¢ would additionally explain the meaning
of certain words, which is especially emphasized in the transcription of the song
“Pred ku¢om mi do tri ¢e$me teceu” from Prizren (Bophesuh 1928: 150, 417). This
is an example the content of which is given in Serbian and Turkish, but the words in
Turkish are inscribed in Cyrillic alphabet (see example No. 4):

Example No. 4
a Ilpu3pen.
)" LS L) ) p— | T I H T 1 T I E—— 3 1 T | 1
e o e S B e e
;, - 9= ~ = T —~ b
Ipeakry - Hom MH a- MdH, 40 TPpH uell - Me
3 P )

Te - ye - Y, a- MaH, a- Mai, Te - 4e - y.

lpen xyhom mMu 10 TpH uelime Teuey,
Bupn® wekep, 6upr wep6et, 6npn 6an‘)
LWehep, mepber cuz'e® oacyH’ *)6an 6n3’m.)
Y nBope mu %‘0 TPH Bohxe pacrey,
Bupn apuyt® Gupu emma®) Gupn map*
ApmyT, eJoma cH3H OJICYH, Hap Gua'M,

Y GawTi MH g0 TPH LBETa NBeTajy:
Bupu nane Gupn cum'6un® 6upn Hya®
Jlane cum’Gun cH3'H oacyH, byl Guam
Y ape MH [0 TPH KOmba Jexajy

Bupn anya® Gupn nopue® Gupu Hok®
Anpa, popue cidH oJcyH, Hok Gua'm

Y opaje po TpH anxe® (Xxedyme) cenajy
Bupu aHyM, GupH hesauH; GuDH Ka®
AHyM, jenun cuZ’H OJICYH, K'3 6H3'M

Ha yappak mu po Tpu are cegajy,
Bupr ara, Gupu nawa, 6upn Ger
Ara,namia cus’d oacys, Ger 6u3d n®

)Gﬂpngjenau; Gan-mMen; CHa'H-Balle; ONCYH: 12 Gyxe; Gua'M- Hallle; APMYT = KPYUIKa;
emma=jabyka; anya, fopue, HOK jcey MMEHA KOMA; aHys (xaHyma):rocnoha; heaun-
HeBecTa; K’ 3:AeBojKa.

Some of the songs are incomplete and contain only one verse due to the interloc-
utors’ inability to remember the whole content, which Pordevi¢ solved by ending
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the text in three dots (Hophesuh 1931: XIV). Another curiosity is the transcription
of a lament within the collection from pre-war Serbia in which only the melodic
transcription is given without the poetic text which, as he stated, he could not un-
derstand (Bophesuh 1931: 132, example No. 528). As an experienced researcher,
he knew how sensitive transcription of this genre is and he believed that transcrip-
tion of the melodic line only is an exceptionally important piece of data. Beside this,
he noticed that there are examples comprising verses with different versification and
felt the need to comment on their performance manner, stating that in such cases
“the larger note is split into two smaller ones, or two smaller notes merge into one
larger note” (Hophesuh 1931: XIV).

Observing musical characteristics of the songs he had transcribed, Vladimir
DPordevi¢ noted that most of them are monophonic, which is also corroborated by
the comment in which he talks about the dominance of monophonic singing in Ser-
bian vocal music: “Our people sing monophonically (in unison)“ (Hophesuh 1928:
XVI). However, this claim possibly related only to individual regions in Serbia in
which monophonic singing prevails, as in most Serbian regions two-part singing
is the paradigm of vocal expression (Ilerposuh 1989: 65; Maksimovi¢ 1997: 3).
DPordevi¢ himself refuted the statement made previously in a comment to a two-part
example and wrote that two-part singing is especially characteristic of Svrljig and
Pirot areas, but that he had not always transcribed it (Fophesuh 1931: 47). This is
why the publication of his paper comprising three two-part examples of older rural
practice published in Nova Evropa journal in 1924 is of great historic importance
for Serbian ethnomusicology (Hophesuh 1924: 350-352), These transcriptions are
rare examples of two-part songs documented by Serbian researchers (Papuzosuh
2010a: 625)."* Here it is necessary to especially emphasize the example “Majka Katu
uplitala” from Ogladenovac near Valjevo as the first transcript of the Serbian vocal
corpus within older rural tradition in the history of Serbian melography (see ex-
ample No. 5). Later, Dordevi¢ repeated two songs published in Nova Evropa in the
collection Serbian Folk Melodies (Southern Serbia) [Srpske narodne melodije (Juzna
Srbija)] as they had been written down in Kumanovo and Tetovo." Quantitative
progress in transcription of two-part songs is especially perceptible in the collection
Serbian Folk Melodies (Pre-war Serbia) [Srpske narodne melodije (Predratna Srbija)]
in which he published seven more songs of the older singing layer."*

13 It is believed that the first transcription of a two-part song (without text) was published by
geographer Vladimir Kari¢ in the 19th century (1887: 189). However, the example he published is
dominated by one-part singing within which the second chord occurs only once and the fifth occurs
twice in the cadenza. One should not neglect the fact that Mokranjac also transcribed one Macedonian
song belonging to urban tradition which was performed in parallel thirds. It is not known when
Mokranjac wrote down this transcription which was published only in 1996 (Moxkpamar 1996: 282).

14 Inthe collection Serbian Folk Melodies (Southern Serbia) [ Srpske narodne melodije (Juzna Srbija)],
two two-part songs were written down in Kumanovo and Tetovo (Bophesuh 1928: 3, 141, examples
No. 9 and 389),

15 The collection Serbian Folk Melodies (Pre-war Serbia) [ Srpske narodne melodije (Predratna Srbija)]
comprises seven two-part examples from Ni§, Podgora and LuZnica counties (Fophesuh 1931: 47, 49,
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Example No. §
: o
s R e e e e BT
iy eid Wyfpf‘f’F“F‘*ﬂ‘“?%r“ﬁﬂf\eﬁffﬁ\
; pire e gy e serioas SIS R IR Do
fthooaey - ;
= L h X ~ I~ A e ol
e - 1 T e LT
N T VI P
Mg Ry

Original transcription by Vladimir Dordevic from the Library of the Faculty of Music in Belgrade
(published in Bordevic¢ 1931,143, example No. 570).

When writting down vocal traditions, Pordevi¢ did not transpose melodies so
that the final tone of the music flow represents the finalis g1, i.e. he did not use the
Finnish method.' He wrote down the original intonation implying the key by mark-
ing the key signatures which do not occur in the notated text.'” Such approach to the
process of transcription is best presented by an example of a two-part song from the
vicinity of Tetovo (see example No. 6) in which key signatures written for both parts
point to different modes (one in G major, and the other in g minor), which means
that he tried to put traditional vocal practices within the limits of west European mu-
sic tradition (Hophesuh 1928: 141). Dordevi¢ was well aware of specificities of folk
music as compared to art music, but it is also obvious that at the time of his intensive
melographing activities he had still not found solutions to all issues in this process,
as well as a clear approach to the definition of tone series.

Example No. 6

- TertoBO.
e = L =AY
mac(Hay ———’ o' @ e 8 o e ilala e " e o,
o) y - L T LA 4 LA i
Ilpa-tn-na maj-xa [Bo-ja - Ha, y J03-je rpos-jc [na 6Ge - pe".')
(&3
1. Q.L5 S ——— e I -l
[P &g e wgw o ®wgw o i dgw o i e |
- (Y 4 4
N xyTn gywn jeceHk, Fonem pa yymMGMII YKHHHMO,
Wyrtn ja6yhn GocjaHku. Mioro pa napa apuumo,
Tyja ra cperte nyuapue, Jeneue hie TH Kpojumo,
Ilynapue Beau roBopH: Ca cpma hie ra Besemo,
"Ben Gepu, Geaa Bojana, Nykatu fie T gajpemo,
Tlog Hauin Gedu 4YazpopH, Tosem ga yymGHII YHHMMO.
T'poszjeGepcka.

The example No. 389 is taken from the collection Serbian Folk Melodies (Southern Serbia)
[Srpske narodne melodije (Juzna Srbija)]

56, 65, 66, 143 examples No. 175, 185, 186, 218, 254, 255, 570).

16  Our professional public encountered the Finnish method for the first time in 1948 (Zganec
1948).

17  He did not determine the mode, key signatures, and bar only for the lament from Lucica and the
song ,Jao, kuku, brale“ from Vitkovo, published in the collection Serbian Folk Melodies (Pre-war Serbia)
[Srpske narodne melodije (Predratna Srbija)] (Bophesuh 1931: XII, XIII).
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Being engaged with tonal potential of vocal examples, Dordevi¢ came to the con-
clusion that Serbian music, especially in Svrljig and Timok areas, comprises pitch
aberrations and tonal relations the size of which amounts to a quarter of a tone. In
order to mark the phenomenon, he used the plus sign (+) for higher pitch and the
minus sign (-) for lower pitch. He was the first Serbian collector of folklore music
material who applied this manner of annotation, which as important step ahead in
development of methodology of transcription (Hophesuh 1931: XII).

In the area of the music meter, for some melodies Dordevi¢ tried to determine
their meter in accordance with general principles of art music in the west-European
tradition. If the melody comprises several different metric frameworks, he would
write them all down in the beginning of the transcription. However, he did not al-
ways determine the rhythmic signature, which he commented on in the following
manner: “I did not mark bar lines in some melodies, but I nevertheless divided them
into certain groups using broken bar lines. For some melodies I did not insert bar
lines at all, as this would be impossible” (Bophesuh 1931: XIII). It remains unclear
based on which parameters he wrote down the broken bar lines within the notation-
al system, as he did not provide any explanation.' In any case, by omitting the meter
annotation, he anticipated the manner in which melodies in rubato and parladno
rubato systems are written down within contemporary Serbian transcription (Devi¢
1974: 42).

Vladimir Pordevi¢’s maturing as a melographer is also perceived in the area
of annotation of the character and tempo of vocal performances. Tempo annota-
tions are missing from his collection Serbian Folk Melodies (Southern Serbia) [Srpske
narodne melodije (Juzna Srbija)], while he defined the character of performance only
in two cases, using the term Moderato."” Beside this, he observed changes in duration
of individual notational values, so he marked longer tones with a pause sign.** In
accordance with this, he also tried to provide a graphic presentation of occasional
aberrations from the tempo using the term ritenuto.” However, it is only in the book
Serbian Folk Melodies (Pre-war Serbia) [Srpske narodne melodije (Predratna Srbija)]
that it is possible to observe a more mature approach to transcription, as all exam-
ples, with no exceptions, contain metronome annotations (Hophesuh 1931: XIII).

Analyzing music texts from Pordevic’s collections discussed in this article, it is
also possible to observe other details pointing to the specificity of his transcriptions
of vocal practices. Thus, he melographed ornamental tones as single, more rarely as

18  Based on several examples in which broken bar lines occur, it may be assumed that they are written
instead of regular bar lines as they divide metric units. Every unit could be marked with a certain type
of bar, but Pordevi¢ probably did not write them down as he felt that the songs were freely performed
in terms of metrics (Bophesuh 1931: 8, example No. 27 etc.).

19  Interestingly, within the second collection relating to Southern Serbia, no other term occurs
besides Moderato (Bophesuh 1928: 72, example No. 201; 152, example No. 423)

20 In this case, the pause sign occurs not only the closing part, but also in central segments of the
music flow (Fophesuh 1928: 80, example No. 223; 116, example No. 321; 141, example No. 389; 142,
example No. 393; 144, example No. 398; 145, example No. 403, etc.).

21  He used this sign most frequently in the closing parts of the music flow (Hophesuh 1928: 103,
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double or triple appogiatturas.’? The occurrence of appogiattura is the least frequent
element in his transcriptions (Hophesuh 1931: 41, example No. 151). He marked
all ornaments by standards used in contemporary melography, which in the case of
single ornaments implies writing down of a small crossed quaver, while for more
than two ornamental tones it implies writing of a small semiquaver the duration of
which is accounted in the value of the base tone (Devi¢ 1974: 50-51). As Dordevi¢
only relied on his musical memory, it may be assumed that he simplified or omitted
some complex ornaments.

Among the songs documented by Vladimir Pordevi¢ there are specific singing
manners, occurring in a minor number of examples, which, however, are of utmost
importance for the analytical process. One of them is disruption of the melody by
one syllable with a break, which he transcribed using a broken line connecting two
pitches divided with a rest, while connected with the same syllable. He clearly no-
ticed this phenomenon as a specificity of vocal interpretation which in Pordevic’s
songs dominantly occurs in ritual songs.” Several decades later, Russian ethnomu-
sicologist Izaly Zemtsovsky explained this phenomenon deeming it characteristic of
Russian tradition and the ritual system of Balkan Slavs (3emioscku 1968: 61-69).

Summing up data relating to characteristics of Pordevi¢’s work on transcriptions
of vocal tradition, it is possible to single out principles according to which he ap-
proached this complex task. Even though he only implied the key and was occasion-
ally inconsistent in stating the text, intro, chorus, and cries, his contribution is still
of exceptional importance for the development of Serbian melography and may be
observed in the following:

«  Attitude towards folklore music material as substance

«  Upgrading of melographic principles and deliberation of specificities of ma-
terials through the prefaces of the two collections of folk melodies

«  Transcription of meta-data relating to the transcribed examples (name and
family name of the performer, geographic origin of the song, context of per-
forming, genre, chorus, etc.).

«  Transcription of two-part examples of older rural practices

« Introduction of signs for aberration in pitch

«  Transcription of disruption of melody by one syllable (when the melodic
caesura is positioned within the syllable)

«  Writting down tempo and character of performance of music examples, as
well as aberrations in terms of duration of tones and change of tempo.

example No. 286; 141, example No. 390 etc.), and more rarely in central parts (Fophesuh 1928: 72,
example No. 188).

22 There are few examples with double (Gophesuh 1931: 15, example No. 54; 16, example No. 57
and 58), or triple appogiatturas (Hophesuh 1931: 16, example No. 60; 18, example No. 65).

23 This performing manner may be especially observed in ritual songs [lazaricke] (Hophesuh 1931:
6, example No. 18), singing while digging corn (Bophesuh 1931: 39, example No. 141), wedding
songs (45, example No. 167), and love songs (Bophesuh 1931: 15, example No. 56).
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Based on these observations, we may conclude that Vladimir Pordevi¢ is an im-
portant figure in development of the methodology of transcription in Serbia. He is
one of the first Serbian transcribers who did not transcribe traditional music only
for the purpose of its artistic processing, but who also documented it as intangible
cultural heritage. Despite the fact that he could not make a recording of collected
materials, it is obvious that he strived to achieve the most meticulous melography
possible, to approach descriptive transcriptions (Seeger 1958: 184-195). In Serbia,
further development of this sphere of ethnomusicology is based on the foundations
he established in his works, as well as on dilemmas that he tried to resolve.
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CAbA PAHKOBUR
AonpPruHOC BAAAUMUPA P. HOPBEBURA TPAHCKPUIILIUJU BOKAAHE IIPAKCE
(PE3UME)

Baapumup TDophesuh mpeacraBma mocseheHor cakymmaua My3HIKOPOAKAOPHE
rpabe ¢ kpaja XIX u mouerxka XX Beka, 4Mja aKTHUBHOCT je OMAa ycMepeHa Ka
AOKYMEHTOBay TPapUIIMOHAAHe My3uKe. ako Huje nmocepoBao ponorpad, Te Huje
6no y moryhHOCTH A2 3BYYHO CHHMMH IpHMepe TPAAULHMOHAAHOT MY3HIHPAHa,
TEXHO je MUHYLIHO3HOM 3aIMCHBARBY My3HUKOT TekcTa papehn ,mo cayxy® Toxom
borare MysuuKe KapHjepe AOIPUHEO je PasBOjy MeTOAe TPAHCKPHUIIIIUje BOKAAHE
Ipakce Kao CHelMUYHOr IIpoIleca IIpeTBapama 3BYYHOI 3aluca y IpaduuKky
canky. OCHOBHe IIOCTyAaTe CBOI pajd IyOAMKOBAO je y IPEATOBOPHMA CBOjHX
xarmrasHux Aeaa: Cpiicke napogre meroguje (Jynmna Cpbuja) n Cpiicke napoghe
meroguje (Tlpegpainina Cpbuja). Y mwuma ce caraepaBa Hophesuhes opnoc mpema
My3MYKOPOAKAODHOM MaTepHjaAy Kao MaTepuju M Y3AM3ame MeAorpadckux
HadeAa U PasMHILMGAKA O CrelUPUIHOCTHMA rpahe. AHAAM30M HaunHA OeAexersa
MeTaII0AATaKa, Kao U IIOETCKUX U My3UYKHX KAPAKTePUCTHKA Y Ha3HAYCHUM ACAUMA,
3amaka ce Aa je Hophepnh MMIAMIMPAO TOHAAMTET U MOBPEMEHO HEAOCACAHO
M3AArao MOETCKU TEKCT, yBOAHE CeIMeHTe MeAOCTPoda, peppeHe U U3BUKE. YIPKOC
TOMe, HeroB AOIIPHUHOC je M3y3eTHO 3HAyajaH 3a Pa3Boj CPIICKe TPAHCKPUIIIHje U
OIAeAQ Ce y: 3alHCHBaiby METAllOAATaKa Be3aHHX 3a 3abesexkeHe mpumepe (uMe u
npesuMe u3Bohaua, AOKAIHjy OAAKAE je TTecMa, KOHTEKCT M3Bolema, KaHp, pedppeH
M APYTO), TPAaHCKPHIILHjy ABOTAACHHX NpUMepa CTapuje ceocke IMpaKce, yBohemwy
O3HAKA 3a MHTOHATHBHA OACTYIIAha, 3aIIMCUBAIY IIPEKHAAbA MEAOAHje Ha jeAHOM
caory (kapa je MeaoAmjcKa Iie3ypa MOSHLMOHUPAHA Y CAOTY) U GeAexerby TeMna 1
KapakTepa HHTepIpeTalyje.

KanyaHE PEUM: Baapumup Hophesuh, Tpanckpummmja, Bokassa mpakca, Cpiicke HapogHe
meaoguje (Jywna Cpbuja), Cpiicke napogre meroguje (Ilpegpaiina Cp6uja).
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