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JELENA JOVANOVIC (SERBIA)

HYBRID VOCAL FORMS —~ MIXTURE OF OLDER AND MORE RECENT
VOCALSTYLES AND OF TRADITIONAL MUSIC DIALECTS
IN JASENICA REGION IN CENTRAL SERBIA

The so-called hybrid forms, as a segment of the Serbian two-part rural vocal tradition combi
features of older and more recent two-part singing, have already been dist
1979, 1997; Jovanovié, 1999; Rankovié,
such features can be found in arcas where confrontation may be obscrved between the features of older and

ssed in a number of papers

2007)". Serbian ethnomusicologists have determined that songs with

more recent village tradition, as well as between different cultural are: s are central Serbia, where

Such regio

influences of the vocal traditions of Dinara, Kosovo-Metohija, Jbop, Morava-Varda
1999: 32) converge, and Li
a and Pannonia are present (Rankovié,

2 and the indigenous ones

(Devi¢, 1997; Jovanovi

Polje, in northern Bosnia, where influences from the

cultural zones of Din:

2007: 39-40). The recognizable physiognomy of

Jiybrid forms gives a significant mark to the vocal heritage in these arcas. The aim of discussing this interesting

and complex subject in this paper is to contribute to this topic and point to new possibilities in establ

criteria for their differentiation.

The hybrid forms in the territory of central Serbia, more precisely in its central region of Jasenica, will
be di
century. At the time of the research, the carriers of the tradition of hybrid fon

ssed based on the field findings and recordings made in the 1980s and in the first years of the 21st

s were (and rarely still are)

village women, the oldest of whom were born in the 1920s. The fact that, these songs were as a rule not

performed by the oldest singers (born in the first decades of the 20th century, who stood out as more skilled in
singing the songs belonging to an older layer) points to the possibility of viewing the trends of certain changes

in the village tradition during the 20th century. The women who these songs were recorded from were also

just as familiar with the songs from both the older and more recent vocal layers. Thi:
s expressed (Devié, 1997: 136).
sary to point out that these songs were/are much favoured among female singers. They find

is where the “particular

lity” of the singers of this generation i:

them exquisitely beautiful, even exclusive in musical sense. It is precisely these songs that the village groups

ntative for folklore event

considered repres:

: according to the singers” opinion, ensembles which have them
on their repertoire have significant advantage at each performance of competitive character. Hybrid forms were

also considered difficult to perform; i

s thus understandable that the singers who could lead solo parts in them
(lead the melody) were held ir

special regard by the community. Considerable agogic freedom in the examples
in rubato rhythm makes it nece:

ry for the voices in the group to be synchronized to a high degree. Beside
that, the role of the leading singer is especially pronounced: the duration of the phrase, the pauses aimed at
breathing, the ornaments and colour of accentuated tones depend on her.

In the sense of genre, thes

ongs are not unique. They can be wedding songs

. diggers songs, or songs for

re of more recent ori

general use, mostly with romantic themes. Their lyri n, with rhyme.

Field research has confirmed that the tunes / melodic models

of the hybrid forms in the western part of the

explored region (Upper Jasenica) have special local emic names. As a common general term for tune / melodic

model, an old word glas is used. A term of a more recent origin, arija, is used only descriptively, and it can



Hybrid Vocal Forms - Mixture of Older and More Recent Vocal Styles and
of Traditional Music Dialects in Jasenica Region in Central Serbia 243

be heard mostly from singers who cultivate only the songs belonging to the more recent tradition. The local
names of certain melodic models testify to: 1. specificity of their performance: we encounter terms such as the
high, or great model ing to interviewees' ions, when it is sung, it is hollered; a variant of the
example 4) and the heavy model (ex. S); 2. the local feature of the arca in which the song was sung, hence the
term mountain model (ex. 4); 3. the function  the wedding model (ex. 1-3); 4. the initial chorus which becomes
the feature of a specific melodic model, beginning with of or ej-0f (ex. 2, 6). Corresponding terms in eastern
part of the region (Lower Jascnica), as far as we know, have not been noted down.

In order to understand the genesis of these songs correctly, it is necessary to distinguish the elements
of older and more recent two-part Serbian rural vocal traditions. The older way of singing is characterized
by the monothematic principle of form building, based on a unique motif material which is repeated and
varies during the meloline; also, non-tempered, narrow tone row* and heterophonic, heterophonic-bourdon
o bourdon two-part texture is a significant characteristic, in which an important role is played by the major
second chord (within the meloline and, very often, in the cadence). The tendency towards sound amalgamation
and undisrupted continuity of the sound, which is why the leading singer and the group take breath alternately,
are the aesthetic imperative (Petrovié, 1989: 66). In the older way of singing, the appearance of diphthongs
is also frequent, for the purpose of ,shading” the vocals‘, Unlike the old singing, the more recent Serbian
two-part rural singing (this kind of singing in also named by its emic term na bas — to the bass) is mainly
characterised by its homophonic texture, more or less consistent tertian parallelism, and the cadence in the
interval of the perfect fifth®.

Among the songs recorded in Jasenica as hybrid forms there is a large number of very different examples®.
‘Their characteristics have been specified both in relation to the old and to the new type of singing. Their main
features, which bring them to close relation with older singing, are: cadences in the major second chord (ex.
14, 6-8, 10), non-tempered fone rows (ex. 1, 2, 6, 9), intersection of parts by descending the leading voice
to the hypofinalis (as well as to deeper tones of unspecified pitch, by gradual changing, or skip; ex. 1, 4
Golemovié, 1984: 133), the appearance of diphthongs (ex. 1) and alternate breathing (ex. 1-5, 8, 9). In more
recent papers, the principle of monothematism and fragmentarity in shaping the melopoetic form has been
indicated (Jovanovié, 2010; 206-208).

What ties in the hybrid forms to the songs from the more recent layer is primarily the homophonic
texture and parallel motion of vocal parts (all given examples); apart from that, there is more or less consistent
occurrence of tone ¢/ in the accompanying part (ex. 2-6), often in the function of ornamental tone, but in the
cadence as well (ex. 5, 9).

‘There are two major objective obstacles in identifying and reaching into the norms of formation of Avbrid

forms in Jasenica. The first problem lies in the i profiled i of the part,
especially in the eastern part of the area. The lack of i is exhibited in inconsistent
of tone ¢/ in and in i i of cadencing (which can be in unison, in the

second and in the fifth). Interlocutors themselves say that even in the past the role of the subordinate voice
was not quite clear. “People sang as they knew best” is what can frequently be heard during field rescarch;
this implies precisely those different variants of the accompanying voice, which in some cases was clearly
profiled as in more recent singing, while in others — as bourdon on the tone of the hypofinalis and/or finalis.
‘The second problem lies in the fact that the abovementioned features of the older and more recent layers
do not oceur consistently in all recorded /iybrid forms. This confirms what Dragoslay Devié stated long ago:
“People’s perception of pure performing [of these songs] in terms of style is unpredictable and original”
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(Devié, 1979). This was well put; it is indicative, and at the same time intriguing that the collected material
provides large heterogencity of examples which could be classified in one group or the other, which implies
unsustainability of strict rules one could otherwise employ when classifying. Here we encounter a relatively
large number of, one could say, unique solutions.

It was for that reason that among the recorded examples an analysis was undertaken with the following
criteria in consideration: 1) the cadencial interval (major second, as a static or dynamic cadence as opposed
to the cadence in perfect fifth), 2) treatment of the tone ¢/ during melostanza (its absence as opposed to
its presence), 3) tone row (non-tempered as opposed to a row similar to diatonic), 4) the application of a
certain melodic model (models which can not be encountered in newer songs as opposed to their standard”
models), 5) presence of the characteristic cadential formulas as opposed to their absence; 6) apart from the
monothematic principle, the logic of its microstructure (fragmentarity as opposed to the wholeness of a longer
melodic line), 7) the level of mutual independence of sung parts (which presumes the soloist’s freedom
in relation to the static nature of accompaniment, the presence of element of bourdon in accompaniment,
intersection of the leading and subordinate voice as opposed to the rhythmic, melodic and energetic
homogeneity of performance of both parts).

Classification of songs fo the bass and hybrid forms according to cadence has proven to be insufficient for
all cascs. Apart from the examples in which the second can, without any doubt, be connected to hybrid forms,
and the fifth with the more recent vocal layer, exceptions can be found: songs fo the bass with the cadence in
the second, but also hybrid forms with the cadence in the fifth (ex. 5, 9)'

‘The occurrence of the lower fifth (of the tone c1) in relation to the finalis also does not srike as a reliable
criterion for determining. The Aypofinalis and finalis are sometimes the only tones in the accompanying part
(ex. 1,7, 8), but a solid rule by which the tone ¢/ oceurs practically does not exist. It is sometimes present only
as a decorative tone, and sometimes within the meloline, although not in the cadence (ex. 2-4, 9).

If a non-tempered tone row is taken as the key parameter for differentiating, exceptions (primarily from
the east part of Jasenica) show that not even this is a safe parameter (ex. 3-3, 7, 8, 10).

The monothematic principle of form building is found to be a reliable indicator of belonging to the group
of hybrid form songs. Their form is relatively complex (speaking in terms of motif structure of the songs of
the older tradition): it is usually binary or multi-part and is built from one motive cell and its varying (ex.
46,9, 10).

In hybrid examples from this region, one can also observe the presence of a unique cadential formula,
with the dynamic cadence, which can come before cither ending in the fifth or second. The identical formula
in certain examples of more recent songs was also noticed by Dimitrije Golemovié, who described and named
it as the “transitional type of cadence” (Golemovié, 1983: 132). The formula consists of the following: the
leading voice has a descending movement from the third tone above the finalis, stays on the hyperfinalis
and has a long stay on the finalis; the subordinate voice descends from the finalis and keeps the hypofinalis
during the descending movement of the leading voice (ex. 4-7). This phenomenon was already observed also
by Dragoslay Devié in his earlier work; he found occurrence of “prolonging the tun on the syllable of in
the beginning and in the end” (Devié, 1979), which thus refers to cadential, but also initial formulas of these
examples (ex. 2, 6).

Another type of dynamic cadence in the second, which is encountered in hybrid forms and in recent songs,
presumes skip of the accompanying part from the Aypofinalis to the lower fifth and return to the hypofinalis,
sometimes followed by the of exclamation (ex. 10).
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‘The most recent studies of ybrid forms, based on melopoetic analysis, have showed that hybrid forms are
performed within two groups of melodic models: typical ones, occurring primarily in /iybrid forms (ex. 1-3,
4-6,10), and the ones typical for the more recent songs (ex. 7-9; Devié, 1986: 51, models 5, 1, 2). Both groups
of models occur within different manners of implementation. Here, models in individual examples are treated
with an emphasis on clements of melopoetic microstructure. It appears that certain models of /ybrid forms
were developed by modification of models of more recent songs so that it gives them new a physiognomy and
character: a phenomenon which has been noticed as relevant for this process is fragmentation of an integral
melody.

In terms of style, the characteristics of the Aybrid forms of central Serbia are closely connected with the
older way of singing. Some of these features reflect ties with the tradition of Serbian inhabitants of this arca
who originate from the Dinaric region, which is confirmed by the latest field rescarch. The emic understanding
of the manner of prolonged sustaining of bourdon, the descent of the leading voice on the hypofinalis
accompanied by forming the chord of the major second, as well as alternate breathing among singers of leading
and accompanying parts has been confirmed. Singers explain that it reminds them of singing of people living
in western parts of Serbia®. Sometimes, in moments of strong expressivity, the static, inert ing part
in hybrid forms assumes the role of bourdon (ex. 4-8); contrary to this, there is relatively great freedom of the
solo part in terms of agogic and melodic varying (ex. 4-9; Jovanovié, 1999: 32).

‘The means of articulating the second during the melodic line stands in close connection with the manners
already mentioned as the elements of the older Dinara singing tradition (Devié, 1986: 294, Golemovié, 1990:
19-21). It is important that, with respect to these singers’ manners, the examples from Jasenica are related to
the examples from the same genres from the neighbouring areas of western Serbia. Additional characteristics
of style typical of Aybrid forms are occurrence of falsetto-like, tones, of
on melodically accentuated tones in the leading part, and “shading” of vocals, which as a manner also occurs
in older village singing.

Based on everything that has been said, it can be easily concluded that the examples of /ybrid forms
in central Serbia can be extremely interesting in terms of their melody, chords and formal characteristics.

Complementing the above stated emic view, which finds these songs exceptionally attractive, we could add
that they objectively have high aesthetic value in musical sense, as specific musical miniatures of unique
beauty.

Researchers of Serbian village singing have so far brought forth two different views relating to possible
gencsis of this kind of songs in the area of central Serbia. According to the originally established classification,
they were grouped with the more recent forms of singing, with homophonic texture as the main criterion.
The assumption was that they were developed in an attempt to resemble more recent songs. That is why,
iin the first scientific description of this group of songs in central Serbia, has been used the term transitional
forms (Devié, 1979). According to this view, these songs represent a “specific link in the normative process
of music acculturation”, and they represent one of the phases in the evolution of the Serbian village two-part
singing (Devié, 1979).

Devié also uses the term hybrid forms later, suggesting that these songs do not represent a transition after
all, but that they are a specific ybrid of two different vocal layers and styles (Devié, 1997 133-136). This term
has been used by Serbian ethnomusicologists to this day. Thus, oceurrence and popularity of these songs can be
explained as autonomous; namely, the old village style found its realization within the frames of a new style,
with the need to satisfy the taste imposed by it in the main role. In other words, it has adapted the physiognomy
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of the new style by closely approaching ts external form, but in its internal logic it remained old-time.

As aregion in central Serbia, Jasenica is a meeting point of not only older and more recent vocal practices,
but also of features of different dialects of the older Serbian rural singing — that is, different aesthetic and
stylistic principles in creating and embellishing the leading melody, in the treatment of the accompanying
part and in their relationships. Such permeating stems from historical specificities of migrations and from the
intersection of different migration currents of the population in this area (Devié, 1997: 134-135). Geographic
disposition of certain features of hybrid forms in the area of Jasenica matches the data on the origin of its
population. The features pointing to the origin in the tradition of old Dinara two-part singing are more
concentrated in the western part of the area, in hilly and mountainous arcas, and are in continuum with the old
singing in the western parts of Serbia. Conversely, the features of the other kind arc in territorial continuity
with the older singing tradition in the plains of the central, castern, southeastern and southern Serbia.

The existence of hybrid forms in the region of central Serbia, and their vitality at the end of the 20th
century, testify in favour of the assumption that they were developed in this arca in the environment of a living
singing tradition which allowed for the influence of creative impulse in creating new, diverse examples, in the
function of communication. In all likelihood, these songs represent a separate offspring of old Serbian singing:
it follows the model of the newer style, but does not lead towards it, but treads its own path instead. In that
sense, the term Aybrid gains its full theoretical justification. These songs preserve the beauty and emotion of
old village singing, “enriched with sounds” (Golemovié, 1991) and are located in the homophonic attitude
of newer songs, in an irresistible, fresh and original bond, which allows for a plurality of “unique features™
(Devié, 1997: 135) and original solutions. Under circumstances allowing for further existence of the traditional
village singing, life and development of these songs would have yet to show in the future.

Notes

" This paper has been based on the following sound and written sources: field recordings collected by J. Jovanovié, from the
collection Donja Jasenica by ethnomusicologist Ljubinko Miljkovié (1986), as well as from unpublished field recordings made by
late ethnomusicologist Petar Vukosavljevié. I cordially thank to Mrs. Svetlana Stevié-Vukosavljevic for the kindness she showed
providing this material to me

2This old layer of inhabitants which is assumed to have a long continuity - at least from 15th century onwards — in this area

“This is not the rule for all parts of Serbia; in certain areas, songs of the older village layer contain rows structurally close to diatoni

“More detailed treatment of older Serbian and Balkan two-part singing can be found in: Devié 2001, 2002
*Within this layer of Serbian singing tradition other elements were described, see: Golemovié 1983: 132

“The music examples within this paper have been recorded by Petar Vukosavljevié — example 1, by Jelena Jovanovic - ex. 2, 3-9,
and by ethnomusicologists Ljubinko Miljkovic - ex. 2, 10 (taken from his collection Donja Jasenica (1986), ex. 191, 192 and 207

71t was for this reason that in carlier works dealing with this subject Aybrid forms were treated as fo the bass songs with the ending
in second; see Golemovi¢, 1983: 124-125; Golemovic, 1997: 26

*An interviewee from Saranovo village in Eastern part of the region used to be the leader of a group of singers from this village.
As he told me, when working with the group, he used to say to the leading singer: “You draw it out like an Eral” whenever the
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singer would perform a melodic line in rubato thythm, with a lot of agogic freedom. In a narrow sense, Era is a man from Uzice
region in western Serbia; in a broader sense, it is an inhabitant of western parts of Serbia, as well as western parts of central Serbia,
including wester Jasenica
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gy L. Nista bolje ni milij Bododogen bodkags, bododfogen bodkegdob goszmby, boggeo Ov-
siste, by Jasenica-b Gpombo (oY @ gagobogemoggo-hol dogé 1972 Taeel, pologéros g omgo

Bengobols Boge@)
Example 1. Nista bolje ni miljje nema— wedding song, na svadbacki glas, village Ovsite, Upper Jasenica reg. (recorded
by P. Vukosavljevic in 1972, transcribed by J. Jovanovic)

paye)

Bgmomo 2. (Of) Domacine, sreénotiveselie ~ bijodfoge bodagGa, bago@fogn bodg@ol gogoy, boggmo
Svetic: (B oo odoghgaros g omgobogobol dog@ 2006 aent)

Example 2. (Q)) Domacine, sreéno ti veselje - wedding song, na svadbacki glas, village Svetlié (recorded and transcribed
by J. Jovanovié in 2006)

Jecaln2

eiome setmo 6 veese - e N

5 s e i i — SR |

Bogemmomo 3. Vit jelo, ‘de si ‘ladovala? - LJor@ogmo lodgs, bododfogzo lodegol gogoby, boggmo Do-
nja, Tmava Jasenica-ols 060 (dognogogoho. 1986: dop. 191)

Example 3. Vita jelo, ‘desi 'ladovala? - wedding song, na svadbacki glas, village Donja Trnava Jasenica reg. (Miljkovie,
1986; ex. 191)

Vi-waje - do e si | -
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3 4.6 iads dole— s ok
Jasenica-ls Ggombo (Jovanovié, 2007: No.l4)
Example 4. Cuvam ovee u livadi dole — diggers® song, na planinski glas, village Jarmenovei, Upper Jasenica reg.
(Jovanovié, 2007: No.14)

. Aol ool ooy, boggeno Jarmenovei, o,

3 5. Mile moje preko Ja ! > 6ol ©Gb, Gorgeo bodgdgdel Jommby, bogeo
Plaskovac, by Jasenica-li égp0m60 (nr)axﬁmanhﬂ 2007: 26)

Example 5. Mile moje preko Jasenice  spinning song, na teski glas, village Plaskovac, Upper Jasenica reg. (Jovanovié,
0

Bogssmoamo 6.(Q) Ova brda i puste doline — bisggoggbs Gongols b, 0l gogoeby (oo, Godgeog ofygds
izl Bydobogmom). bogggeno Stragari, by Jasenica-l Gyombo (amgsbergobo, 2007: 36)

Example 6. (0j) Ova brda i puste doline ~ spinning song. na oj, village Stragari, Upper Jasenica reg. (Jovanovié, 2007:
36)
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Bogssmoao 7. Siroko je lisée or‘ovo — bggmgghs Gogols e, boggano Vikasovei, by Jasenica-ly Gyombo (b
Faogmo o godog@nmmos g omgobogobiol dogé 1989 Tl

Example 7. Siroko je lis¢e or'ovo — spinning song, village Vukasovei, Upper Jasenica reg. (recorded and transcribed
by 1. Jovanovié in 1989)

can B, T =
e e !
s Siroko  jeli - e -ro- o - to-
s

Bspsmomo 8. Ovee cuva moja Mara — bvggowgds Gorgols wGeb, boggeo Vukasovei (bafgéomo oo gsdog

Gigemas g omgobogohol Bog@ 1989 el

Example 8. Ovce éuva moja Mara — spinning song, village Vukasovei (recorded and transcribed by J. Jovanovié in 1989)
) P A

Bspssmoono 9. Jigine vezde po nebu trepere — oo gm0 bodka@s, Lowgaeno Donja Trava, Lower Jasenica-s Ggyomfio
Bt > godog@gezos g omgobergofiol Sog 1988 {gerl)

Example 9. Sjajne zvezde po nebu trepere — lyric song, village Donja Trnava, Lower Jasenica reg. (recorded and

transeribed by J. Jovanovié in 1988)
) | —_
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Aspsmomo 10. Kad zapevam, daleko se cuje — gootio gggmo bodmgda, boggeo Kloka, Lower Jasenica-b @ggombo
(dogmogegofio, 1986; Asp,. 207)
Example 10. Kad zapevam, daleko se cuje ~ lyric song, village Kloka, Lower Jasenica reg. (Miljkovié. 1986: ex. 207)

E3]
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