136

JOSKO AEALETA

THE MULTIPART SINGING OF CROATIA
— VOCAL TRADITIONS OF THE ADRIATIC ISLANDS

Introduction

My story begins somewhere on the Dalmatian coast, more precise, in the small
town of KasS tel Kambelovac, on the 8th annual festival Veeeri dalmatinske pisme
(“The Evenings of Dalmatian Songs’) “Kas tela 2006"*. Main event of the festival -
KaStelanski dir (“Kas telaWay”), that presents Croatian (Dalmatian) pop music songs
in modern klapa arrangements, is directly broadcasted on the Croatian national
television network (HRT). The attention of the audience is focused on the group of
the male singersdressed asfishermen - sailors blue and white stripes T-shirts, oversized
white shirts and red scarf’s around the waists. The official speaker announced klapa
Braciera? from Bol, theisland of Brag and their performance - song with the unusual
title — Henjueke®. Originally, Gego i Picigin Band, the popular rock band from the
island of Hvar, performed song Henjueke, while the author of this report has had to
arrange the song for the klapa Braciera. Both variants of the song, the original rock
version as well as klapa arrangement, have recognizable feature — a common local
island’s dialect surely different from the rest of the countries dialects . Passionate
performance of the arrangement ° that most of the time reminds of the sounds of well-
known South African traditional choir, globally featured on the famous Paul Simon
album (Graceland), was truly convincing for both, audience and competent judges
and klapa Braciera won all the first prizes.

For the accidental klapa music lover or foreign music researcher the devel opment
of the situation contradicts with the common expectance of the klapa performance,
contradicts with the general notion what would the multipart singing on the islands
sounds like. For myself, it isjust another evidence on changeability and acceptability
of various musical idioms (nowadays global) that islanders freely accept and
incorporate into their living musical tradition. Researching the musical life on the
islands, as well as throughout the Croatia, | had opportunity to experience different
views of the question: What exactly is traditional music, the tradition of multipart
singing? What is the picture of the present musical practice and tradition of the most
of the islands?

The Islands Life

According to the National Program of |slands Devel opment (www.mmtpr.hr) issued
by the Croatian Ministry of the sea, tourism, traffic and development (1997), Croatian
islands cover 5,8% of the territory of Republic of Croatia. There are 1185 islands
geographically divided on 718 islands, 389 cliffs and 78 rocks. Approximately, there
are 140 000 inhabitants permanently living on the islands®. It is possible to divide
them into the several island groups: Istrian islands, Quarner islands, Northern
Damatian islands (Zadar and S ibenik archipelago), Middle Damatianislandsand South
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Damatian islands’. Climate is typical Mediterranean with hot dry summers, windy
and humid mild winters.

Geographically and historically, the Adriatic islands are an integral part of the
Mediterranean cultural area. Life, aswell asmusical life, on theseislands was altered
paralel with the changes of the cultures that dominated the Mediterranean area -
from the domination of the early Greek and Roman cultures, to Byzantine and Ottoman
domination as well as Venetian rule (1409-1797), and French and Austrian rule later
(29 ct.). During its long and turbulent history, the Croatian islands were the final
destination for numerous refugeesfrom the broad inland regions, especially the Dinaric
region (Dalmatian Hinterland and Lika, Bosnia and Herzegovina). Significant
aterationsin the demographic picture of the islands population were made during the
16th century when broad popul ation from Hinterland took refuge on theislands, fleeing
from the Turkish incursions. Economic catastrophe (phyloxera) at the end of the 19th
century made numerousislanders seek abetter life overseasin South and North America
and Australia. Second great wave of immigration took place after the WWII when
political and economic immigrants fled theislandsto seek abetter life. The reason for
the frequent immigration one can found in the contradict peculiarity of islander life's.
On the one side, they posses a high degree of autonomy that focused exclusively on
their own small (islands) world, their own micro cosmos. Theisolated life made them
requisite of amany skills; to survive the harsh life in the sametime the islander hasto
be farmer, fisherman, sailor, herdsman, tourist worker, singer and dancer aswell. The
isolated life on the islands preserved many customs, dialects, rituals, skills, oral
traditions, myths and legends as well as certain islander’s mentality. On the other
side, there is a high degree of openness toward the other civilizations as a result of
centuries long communication over the sea and sailing experience®. The sea
communication brought them in the past what the tourism is bringing them today. At
the present time, openness to the new influence brought to the islanders, among many
valuable and practical values, the new devious occurrences — the use of narcotics at
the tip of the iceberg.

All the above circumstances influenced the development of musical life as well,
especially vocal (multipart) tradition in the small urban and rural communities on the
Croatian islands, whose traditional musical life continues in the context of a variety
of traditional customs, secular and sacred, as well as various vocal, instrumental and
dance forms.

Styles and Genres, Layers of Multipart Siniging on the Islands

The simplest way of presenting the complex mosaic of vocal (multipart) musical
phenomenon is to recognize common musical characteristics — styles and genres,
various layers of musical cultures still present in contemporary music-making of the
islands, in both, secular and sacred musical phenomenon. Asit mentioned before, the
distance and isolation of the islands made various musical phenomenon typical
exclusively for the certain island of the group of islands.

The same attempts were made in the past researches as well. Antun Dobroniseand
his categorization recognized different influences onlocal repertoire recognizing urban
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song repertoire beside rura (folk) songs (Beziag 1977). Dobronige categorisation, as
well as the categorisations in all four monographs on the music of the (particular)
island (Brag, S olta, Zlarin, Hvar) is rather focused on repertoire than on the vocal
styles’.

The most prominent researcher on the music of the islands, Jerko Bezisg was the
onewho recognize similar/variousvocal stylesof Adriaticislandsvocal music tradition.
Differentiating the musical phenomenon by recognizable tonal framework J. Bezise
speaks about three basic styles (Beziag 1999a:158): 1. the narrow interval style with
chromatics and unstable tonal pitch; 2. the diatonic interval stylein melodies of small
scale in which the tonal centre is not always clearly and powerfully indicated; 3. a
tune stylethat unfoldsin the major tonal key or inthetonal interrelationsthat obviously
tends towards the major. Musical examples for his categorization Bezige used from
available material- collected over last one hundred years: the notations, audio
recordings as well as descriptions of performances and their context and video
recordings. Itisclear in hiswork that Beziaedivides narrow - unstablefrom the diatonic
- stable tonal relations. Musical trend that tends toward diatonic tonal relations that
dominatesin the region nowadays, Beziseseparates as aseparate category. Asan expert
in sacred music, Beziseequally treats secular and sacred musical phenomenon which
repertoire in the small local communities regularly shows similar musical features.
All the categories Bezisedocumented with variety of examplesthat vary in number of
performers, the age of performers and manners of performing. His aim was primary
focused on " the assumption that thisvery diversity intheir music-making and acertain
connection with the musical expression of the neighbouring Italian people(...) asan
answer on the period when this characteristic wereignored within folk music research
framework that concentrated exclusively on Croatian, peasant,old and domes-
tic...” (Bezisg 1999a:170).

My attempt of categorizing various music-making phenomena on the islands is
based on the audio and video recorded events from the last decade.

For years, | have been following the customs and traditional eventsin the coastal
andislandsregionsof Croatia. Usingacameraand DAT | have been recording episodes,
conversationsand various eventsthat | have experienced together with my informants.
The person who introduced me to the magic of fieldwork and attracted me to the
interesting musical phenomena of the area was Vidoslav Bagur®®. Most of the time,
performersin our examples are the membersof local folk groups or active participants
and organizers of local events— processions, customs, and rituals— still present in the
local communitieslives. For the simpler presentation of vocal tradition on the islands
from recent musical examples, | selected threevariables. Thefirst oneisatimevariable
that divides vocal tradition into three different layers of tradition: older, newer and
new tradition. The second variableis performing variable that divides the performing
styles into monodic, heterophonic, homophonic or polyphonic styles of singing. The
third variable is musical variable that divides musical examples by the most
recognizable common feature — the endings (cadenzas) into endings in cadenzas in
unison, seconds, thirds or fifths. These are not the only variables possible for the
categorization of vocal music. Therefore, in this case | found them the most helpful.
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Selecting and addressing single examples of vocal musical traditions of the islands
giving them etiquette“ older” isnot attempt of neglecting the existence of other musical
phenomenathat exist parallel with the existence of older layersof tradition. Thesingle
aim is to recognize the existence of the styles typical for the certain smaller region
(island) that even some of the inhabitants of the islands can identify with™. | will try
to illustrate this with the example; Preparing myself for field research on Koréula
(singing traditions of kumpanija) in 1997, | examined the written sources, audio and
video material availableat thearchive of Institute of Ethnology and Folklorein Zagreb.
| was particularly interested in the audio recordings and transcriptions made in the
1950s and 1960s. Looking through the musical examples made by researchers of
recent times, one can easily gain the wrong impression of current traditional music on
theisland®. Thelargest number of musical examplesisof narrative songs, epic songs
for gusle accompaniments, ojkanje songs, and weddings songs. These musical
examples belong among the older layer of traditional music, almost unknown on the
island today. The older members of the village populations possibly remember the
majority of these examples, but they definitely want to push them into the background
because they do not tally with the current music identity of the inhabitants of the
island. In other words, the repertory is not only foreign to them in the musical sense
but it isalso not socially accepted. An extremely small part of thistradition is present
in today’s living musical practice of the island of Koréula (Al eta, 2001:40).

Nevertheless, we will start our presentation of the vocal tradition of the islands
directly with older singing traditions, the singing we presume (by the musical and
textual structure) belong to the oldest layers of music-making on the islands'®. Most
of thetimeswe are not aware of the existence of some of these singing styles. Thematic
fieldwork research is helping us to understand the present state of the music
phenomenon. One example of thematic research is field research for the 38th
International Folklore Festival in Zagreb®. Thefestival celebrated the 300th birthday
anniversary of Franciscan Andrija Kagise MiosS iag the author of the collection of the
epic songs Razgovori ugodni naroda slovinskoga, published first in 1756 and thenin
1759 in Venice. From Kagiagstimes until the second half of the 20th century his book
was the most popular read in Southern Croatian regions, along Adriatic coast, islands
and wider Hinterland, having seen numerous editions (Primorac, 2004:15). The long
epic songs were considered as entertainment and performed as part of local repertory
of heroic songs. The project that included finding and preparing the unique music and
dance performances of Kagiags songs on the Festival stage (most of them from the
Croatian islands) werethework of Vidoslav Bagur (Aaleta, 2005). Some of thesinging
examples of the older tradition we will find in this work®®.

Older Tradition of Monodic Singing

The island of Mljet: Babino Polje (epic songs and ballads) the diatonic interval
style in melodies of small scale in which the tonal centre is not aways clearly and
powerfully indicated. The older tradition of monodic singing, the soloistic singing of
epic songs and ballads, isaliving traditional musical practice of Southern Dalmatian
island of Mljet. Hexacordal melodic structures, parlando-rubato, freerhythm structure,
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glissando and specific ornamentations are the principal features of the singing style
from Mljet. Thesefeatures are entirely different from accustomed epic song repertory
singing (small ambitus, simple melodic curves, clear rhythmic patterns, short repeated
motifs). Structurally, the singing of epic songs and ballads from the island of Mljet is
anal ogous to women’s (urban) song repertory from the inner, Bosnian, regions'®. The
other notable attributeisthe content of the songs. The content of the epicsisfrequently
presented in balladic style where family related themes and adventure and novel-like
long stories dominate over the heroic, epic contents (Dukiag 1992:35).1

Older Tradition of Heterophonic Singing

The singing tradition characterizes singing of more than one persons who trive to
mach thevocal timbres of therest of the singers. Thisway of performing (the aesthetics
of the music) is still nourished among the Hinterland singers (ganga, rera, ojkavica).

The island of Koréula: Smokvica, Pupnat, Eara, Blato (napivavanje, napivanije)
the narrow interval style with chromatics and unstable tonal pitch.

Theisland of Braé: Bol (responsorial singingin Bolsko kolo) thediatonicinterval
style in melodies of small scale in which the tonal centre is not always clearly and
powerfully indicated.

Most of the islands: (responsorial (glagolitic) church singing) thediatonicinterval
style in melodies of small scale in which the tonal centre is not always clearly and
powerfully indicated.

The island of Hvar: Jelsa, Vrboska, Vrbanj, Pitve, Sviree, Vrisnik (lent procession
singing of Gospin plaé - Our Lady Weeping) the narrow interval stylewith chromatics
and unstable tonal pitch;

The common forms of paraliturgical devotion on Croatian islands are various
religious ceremonies - processions through the settlements. The most significant and
frequent ceremonies are the Holy Week processions, especially Maundy Thursday
and Good Friday processions'®. Numerous authors calculate about the origins and
initiations of processions on the Croatian islands. Most common citation dated
beginnings at the XV century and even earlier (S kunca, 1981:68-69). A continuation
and along history of the custom, enrich the present procession singing with the traces
of the ancient singing styles'. The most impressive of all Dalmatian processions is
Za krieen (“Following the Cross’) on theisland of Hvar. To be precise, it is group of
processions, starting out simultaneously from six settlements (Jelsa, Pitve, Vrisnik,
Svirée, Vrbanj and Vrboska) on the night between Maundy Thursday and Good Friday.
Followersof the processions, the membersof local confraternities, arevisiting churches
and Boeji greb (Christ’ grave) in the five remaining settlements®. Processions all
travel in the same direction, in acircle, through the night until the morning. Crosses
lead all the processions; holding the cross represents aonce in a lifetime honor.

The singing marks the whole procession. The most crucial singing, in the manner
of a dialogue, involves two lead singers and two response singers - kantaduri. On
different locations, mainly churches (stacije), kantaduri sing the most archaic version
of Gospin plaé (Our Lady Weeping)?. In each stacija the leading kantaduri have to
sing two or three octosyllabic verses (strofa) as well as the response kantaduri. The
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aim of the singing is harmonizing in perfect unison by matching the vocal timbres.
The matching of the voices requires a specia devation to the tona quality of the
singing. Besides the matching timbre and dynamic features of the voices, singing
couples often collaborate in their private and social life. Mutual understanding is
crucial factor in the process of learning and practicing of the singing of Gospin plae,
especially in the lent period (Petrovieg 1991:64). The intonation and volume of the
tune gradualy increases, then falls and become weaker. Short octosyllabic text is
rendered in very drawn-out melismatic singing. The melodic curve of the untempered
chromatic tunes could be several minutes long. Different from Gospin plae, the
repertoire sung by the traveling confraternity is essentially different. The liturgical
and paraliturgical chant is characterized by two-part homophonic (diatonic) singing,
common for most of the present day island’s church singing repertoires.

Older Tradition of Polyphonic (two voice) Singing

The peninsula PeljeSac: Ponikve (pivanje uz masline —working song) the narrow
interval style with chromatics and unstable tonal pitch; unison endings.

The island of Ie: 1Z ( kolenda (ojkanje) — Christmas song) the narrow interval
style with chromatics and unstable tonal pitch; unison endings.

The island of Krk: all the hamlets (kanat na tanko i debelo, tarankanje,
tararankanje) the narrow interval style with chromatics and unstable tonal pitch,
movement in parallel thirds of sixths; unison endings.

Sibenik islands: Murter, Zlarin, Krapanj (pivanje po nasu, pivanje po starinsku,
vojkavica) the narrow interval style with chromatics and unstable tonal pitch; unison
endings.

Zadar islands: (older layer of glagolitic singing) the narrow interval style with
chromatics and unstable tonal pitch; unison endings.

Theisland of Krk, Quarner islands: (older layer of glagalitic singing) the narrow
interval stylewith chromatics and unstable tonal pitch, movement in parallel thirds of
sixths; unison endings.

The island of Pag: Kolan (kanat, kantanje) narrow interval style with chromatics
and unstable tonal pitch; major second or unison endings.

The northern Dalmatian island of Pag stretches out across the Velebit mountain,
near the Gulf of Quarner. The specific feature of the traditional music of theisland of
Pag is variety of musical traditions. The Northern part of island (Novalja) musical
tradition wasinfluenced by Quarner isandsmusical traditions. Thetown of Pag musical
tradition has more in common with the urban musical traditions, while Southern part
of theisland (Povljana, V1aS iad) had musical featuressimilar to the Dinaric Hinterland
(Ravni Kotari) musical traditions (pjevanje na bas).

Kolan, the village in the middle of theisland of Pag, is the only settlement where
the older layer of musical tradition is a part of regular musical practice of the
community. Tourism, the main economic resource for therest of isands’ communities
is not predominant in Kolan. The main economic resource of Kolan is cattle-rising
and cheese production. Paski sir (sheep cheese) isarenowned product of exceptional
quality. Kanat/kantanje, the term that describes singing in Kolan belongs to the ol der
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tradition of polyphonic singing styles. Female kanat is in lower voice register, in
slower pace with unison endings, while male kanat is in higher voice register,
dynamically stronger and faster with seconds’ endings. Decasyllabic couplets, the
short form of the traditional poetry are characteristic textual expressions of Kolan's
kanat.

The island of Ugljan: Ugljan, Kali, Kukljica (kanat na brzo, kanat na kratko,
kanat na dugo, novi kanat) narrow interval style with chromatics and unstable tonal
pitch; major second endings.

The island of Cres: Orlec (pivanje po starinsku) narrow interval style with
chromatics and unstable tonal pitch; major second endings.

The island of Rab: Banjol (kanat, kantanje) Supetarska Draga (pivanje po
starinsku, pivanje po musSku) narrow interval style with chromatics and unstable tonal
pitch; major second endings.

Performing Kaeiags and others heroic poems as apart of the wedding customswas
characteristic for many places, and it is still today preserved in Supetarska Draga on
theisland of Rab. Male singers from Supetarska Draga perform pivanje po starinsku
(“singing in the old fashioned way”) or pivanje po muSku (male singing) especialy at
the wedding ceremonies. The typical decasyllabic wedding epic song is eenidba
Sibinjanina Janka (The marriage of Sibinj’ Janko). Singers start performing a part of
the song at the most intense and cel ebratory moment - the taking of the bride. Singing
of parts of the song continues through the whole wedding ceremony (Primorac,
2004:42). The male singing group from Supetarska Draga performsin non-tempered
intervals with a distinctive manner of ornamentation and decoration of melodic line,
which matches the traditional singing in the regions of Istria and Quarner islands. In
the same time, singing techniques are typical for the mountainous Croatian areafrom
wheretheinhabitants of Supetarska Dragapossibly migrated. Strong vibrato or shaking
of the voice (ojkanje) is typical singing manner of the mountainous areas and stock-
raising culture. It is characterized by performing longer or shorter melisma, with the
sharp and prolonged shaking voiceonthesyllables® oj”, “voj”, “g”, or “g” (MaroS evieg
2000:414).

Newer Tradition of Polyphonic Singing

Most of the islands: Dalmatian urban songs, a newer church (paraliturgical)
repertoire (hymns and songs) tune style that unfolds in the major tonal key or in the
tonal interrelations that obviously tend towards the major; singing in parallel thirds;
the third endings.

Zadar and Sibenik region islands: (pjevanje na bas) diatonic interval style in
small-scale melodies with fifths endings.

Newer Tradition of Homophonic Singing

The island of Koreula: Blato (harvesting songs). Two-part singing; a tune style
that unfolds in the major tonal key or in the tonal interrelations that obviously tend
towards the major.

The island of Lastovo: (wedding and carnival songs) Two-part singing; a tune
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style that unfolds in the major tonal key or in the tonal interrelations that obviously
tend towards the major.

Besides performing as a part of the wedding custom, performing of a Kagise
songsisstill anintegral part of the Carnival event on theisland of Lastovo. The song
Pisma od kralja Vladimira is one of the three songs that pokladari, the members of
local carnival society, performed during the Carnival time. The common feature of all
songs is a common tune that accompanied the verses, and a common refrain: trajle
lajle la (onomatopoeic imitation of lijerica playing) as well as the same instrument
accompaniment - the lijerica??. Thesinging of thepokladari isahomophonic diatonic
singing in parallel third that belongs to newer singing styles. On the other hand, this
style, diatonic two-part singing, is still able to stand against modern four-part
harmonizing (klapa singing).

Most of the islands: traditional klapa singing, newer church singing three or
four-part singing; a tune style which unfolds in the major tonal key or in the tonal
interrelations which obviously tend towards the major.

The island of Prviee: S epurina; newer church singing three or four-part singing; a
tune style which unfolds in the major tonal key or in the tonal interrelations which
obviously tend towards the major.

Thedistinctivefeature of traditional church singingin Croatiaisaspecific symbiosis
of ecclesiastical and traditional music, which influences the existence of traditional
singing and church singing at the same time. The folk singers took over the choral
psal mody, but they transform the church melodiesin waysthat havethe stylistic features
of traditional music in the region where they live®. The church singing repertoire till
preservedin S epurinaincludesnumerousliturgical and parditurgical chantsdistributed
through the whole year. Present singing tradition of S epurina can be classified as a
newer tradition of polyphonic (diatonic interval stylein small scale melodies without
powerful tonal center) or a newer tradition of homophonic singing (klapa singing).
Informants stated that the OmiS festival®® inspired them to start harmonizing in the
four parts. The four-part homophonic singing, characterized by a slow (wide) tempo
and the parlando-rubato styles of performance are the principal features of the most
popular diatonic multi-part singing stylein Croatia- klapa singing (4AEa eta, 2003;244)%,
Singing in the past was distinguished between two-part, and, rarely, three-part, singing.
Singingin parallel thirdsisinherited from the tradition of singing Glagolitic melodies
in Old Church Slavonic or living Croatian language with some archaisms? i.e.,
Glagolitic chant?, Therefore, church singing in S epurina, part of the existing practice
of performance, relates to the Glagolitic chant singing tradition - aliving tradition on
the Zadar and S ibenik archipelago islands.

New Tradition of Polyphonic Singing

Most of the islands: modern klapa style; amodern paraliturgical repertoire atune
style that unfolds in the (major) tonal key.

All the facts are leading to the statement that singing on the islands tends towards
diatonic singing styles tends towards multipart singing. The singing style that
contributed to the current situation isklapa singing, organized singing whose popul arity
and broad diffusion has been marked in the second half of the 20th century (/aleta,
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2003:245). Klapa singing is well-known folk singing phenomenon of coastal-urban
and suburban areas and the islands of Dalmatia. The character, musical content and
style of klapa were dynamically modified, through the time, freely adopting new
changes. That isone of thereasonsfor the present day popularity of theklapa, especially
among the younger generation, and certain sign of long-lasting future of the klapa.
Traditionally, theindividualswho sing in the klapa are men. Female singers also sang
the same tunes but on more of an individual basis. In the last two decades, there has
been an accelerating popularity of klapa singing among women. Both maleand female
klapa groupsare very numeroustoday and are popular in Croatia, especially throughout
costal and islands regions. Klapa singing is not the only modern music phenomenon
on theisland but the most present and recognizable multipart singing style. It isspread
all over theidandsfrom Lastovoto Cresand Krk, from Koréulato Brag, from Murter
to Molat or Pag. Modern klapas sing awide variety of homophonic and polyphonic
songs, both pop hits and folk songs from different cultures, occasionally with musical
accompaniment of guitars, mandolins and even electrical instruments.

Conclusion

The examples shown are ajust a part of arich mosaic of singing traditions on the
Croatian islands. By approaching musical phenomenon differently, | wanted to point
out the diversity and stratification of the vocal musical phenomena, in which, because
of the intensive and active musical life, the limits between the older and newer layers
of tradition are not always clearly drawn. Our performing group from the beginning
of the story, the singers of klapa Braciera, would help us to better understand the
guestion: What would be the definition of the (traditional) singing for the islanders?

As members of the new generations, young singers followed the strongest singing
current of the time — the (modern) klapa singing. Klapa appears to be a proper link
between local «traditional» singing and, in the same time, a «ticket» to the world
outside the local, island’s environment.

On the other hand, young singers are the bearers of most of the singing activities
in their misto?, Bol. Following the main local annual events for the years, | was
fascinated with their community «double» life - summer (global) life when the
community become a typical Mediterranean tourist destination and the rest of the
year local islanders (musical) life, when all the local customs are still actual. Young
«klapa» singers from Bol were leading the all singing eventsin the community with
the same passion. | followed them doing the rounds of koleda on the 6th of January,
leading the singing in daily (Priko poja — «Over the fields») and nightly Great Friday
processions. Bolsko kolo, at present time performed on the biggest Bol’s fiera (Our
Lady of Snow — 4th of August), cannot pass without their involvement. They are the
onesthat start traditional toasting at the Bol’s wedding; the singing that they lead also
follows the Bol carnival events. Few of the members started in Bol’s folklore group
Krejonca that regularly sing and dance for the Bol’s tourist, as well as klapa. And
above all, they are all members of the local theater performance group SuSur where
they act and sing as well.
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One can conclude that the preoccupation with history and its reinterpretation
among local communities and important ongoing (global) changes are the main
characteristicsof themusical life, aswell asmultipart singing, of isands' communities
- towns and villages. Historical processesthat are result of confrontation between the
global influences brought by the tourism from outside and the local communitieswho
are trying to preserve their own system from inside contributed to the creation of
well-defined local identities and helped various layers of the multipart singing to be
preserved for the future days.

Notes

! More about the KaS tela festival see the official web site on the addresss: www.vdp.hr

2 Braciera is the type of the ancient fishermen's boat typical of the Middle Dalmatia,
especialy the island of Brae.

¥ According to my informants, the singers of Klapa Braciera, henjueke is nonsense
(fabricate) word that in the dialect of the present day island’s youth stands for the “good
time” or “party time’.

4The dialectal/regional musical trend that appears in the 1990s does not refer exclusively
to pop music, but also greatly to rock and alternative music, whose audience is mainly the
young population. The dialectal trend is a musical phenomenon in different parts of Croatia,
especialy in the regions where the kajkavian dialect (Dreletronic, Zadruga, VjeStice) or
the éakavian dialect (Alen Vitasoviee Gustafi, S gjeta) are spoken. The most recognizable
among dialectal trends in the 90ties was the wave of the Istrian and Quarner bands that
have become known as the ea-val (Aaleta, 2003:248). At the present time, there is a growing
popularity of rock and alternative music bands that make music in island’s dialects: Kvartet
Gorgonzola — the island of Koréula, So Mazgoon, Stividen — the island of Brag, Gego i
Picigin band — the island of Hvar, Kopito — the island of Vis. Their music is more and more
recognized under the common ettiquete — otoeki rock (the island’s rock). Beside media
exposure (local and national radio and TV stations) all of the bands are performing frequently,
especialy in the summer times.

> Unlike the traditional homophonic klapa arrangement, the features of the arrangement
differs entirely in harmonic structure — more than four voices, unusual accompaniment of
the leading voice, frequent polyphonic movements, and rhythmic structure - syncopation
of the rhythm combined with the traditional klapa homophonic rhythmic movements.

® The number of inhabitants usually tripled or quadrupled during the tourist season —
several summer months.

" The peninsula Peljes ac that spreads in the direction of South Dalmatian islands, is aso
considered as island.

8" A characteristic of the music-making of the Dalmatian (Adriatic) islands is their
openness towards forms of musical expression which originate in other social communities,
other regions, and even other lands (Beziag 1999a:165)”.

® In such a manner J. Beziae categorize folk songs from the island of S olta; long epic
songs, love songs, wedding songs, wedding toasts songs, soldiers (going to military)
songs, lullabies, Christmas (koleda) songs and traditional church (folk) singing of para-
liturgical songs and epistles (Beziae, 1991:10).

10 Choreographer, dancer, ethnologist and teacher, Vidoslav Bagur spent the last two
decades on a scholarly crusade across the Croatian islands and coast, the hinterland and
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plain. As program counsellor of the most prominent Croatian folk festival (International
Folklore Festival in Zagreb), and as founder of the Folklore Festival of Dalmatiain Metkovige
he monitored existing folk traditions, searched for lost traditions and encouraged newly
reconstructed traditions. His work shows that the participation of the researcher in the
formation of cultural phenomena is possible, and that although his or her role is not
necessarily crucial, it may still be necessary at certain times.

“The local community needs support in the shape of outside confirmation, recognizing
and acknowledging their activities and sharing their existence with the larger community.
These are the activities that an ethnomusicologist and a ethnochoreologist can use to
bring two completely different worlds closer: the local world, in which tradition is still away
of life, to a certain extent, and the global world, which tries to scientifically categorize and
explain living tradition.

2 1n one of the transcriptions of the singing in Pupnat, Stjepan Stepanov wrote: “They
sing with strong and harsh voices. This is most likely the oldest way of singing that came
from Hercegovina from where this people originally came to the island” (Stepanov, 1960:38).

You will notice that my examples are missing some of the song types such as lullabies
or soldiers songs, for example. The reason for that is mention before; my work is focusing
just on the temporary field research data.

M P 3y cpgddnzre Sy ogy® 5 2P 09385902 2335999 A6 P95y b 559 Nedatho off
55 No2hod 55468 S35 098 E59503902 Pl 3905890 583 Parad9AsE asssAaPhdse Hs99s0
baeega349 9 993 debizeer Jpodld A P99 %o bedionser aermas o 559 SFoghish be Ago Disligdly 59 959
w9 ddnzo 363 P43 3553 Paosdl o097y Sy soss0doS 3309 Be 355 h0ne wrainze SO3 55
333859 52 Pemeb sy goatdge A6 52300 ISz 03bslSys 95 WbegaI 550 asogdb®aee b=
Possbi 565 Pesshsdod FsA85:990 365 535530909 s0959al0 e bagoudassdhes o5
3323995 T e 9353999 Sme 563 POgI5556 ez e39356d be lgsgddy Bspoodbdd 563
559 332396 396590 P39 363 APzl sAolPaseoyd %5domIAld «%%.$%:04

Bt is not possible to describe all cited examples. Therefore, | decided to describe the
examples that | am going to demonstrate on The Third International Symposium on
Traditional Polyphony (25-29 September, 2006, Tbilisi, Georgia).

¥ Individual examples of oraly transmitted songs adopted in the musical world of the
inhabitants of the Dalmatian islands shows the adaptation of the music-making of others
(Bezisg 1999a:166).

"According to Davor Dukiag Dinaric epic influence firmly intermingled with the balladic
and lyric characteristics of Mediterranean ora literature in the coastal and island Adriatic
regions, especialy in Dalmatia. The existence of various genres and topics and transitional
forms of poetry is characteristic of the islands and coastal region (Dukiae 1992:35).

8 The rounds of the faithful believers, submissive spirit, passion content and the bearing
of the lace-covered cross, remind observers of the funeral processions (See Eapo-Zmegag,
1997:118).

¥ The ancient layer of the Croatian traditional and popular church musical practice is
marked by abundance of various styles, heterogeneous repertoire, which was the
consequence of different living conditions, turbulent historical events, and the location of
Croatia at the geographical, political and cultural meeting point of the Central European,
Balkan and Mediterranean area (Ceribas iag 2000: 27; Maros evisg 2000:413).

2 Devotion of decorating Christ’s grave is a custom on most of the islands. Soldiers,
(eudije, soldati, grobari) uniformed in replicas of Roman soldier outfits (as described in
the Book of Matthew) are guarding the erect graves, decorated by the fresh flowers (Eapo-
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megae , 1997:34-40).

2'Gospin plae from Hvar emerge in 15th century, that belongs to the so-called ‘ younger’
type of Gospin plaé laments, which are equivalent to those in the manuscripts discovered
in Split, Budva and the islands of Brag, Koréula, Rab and Cres. The main characters of the
Hvar variant are pisnik (poet) that narrates the story and leads the Passion, Gospoja (Lady,
the Mother of Good), Isus i Ivan Evandjelist (Jesus and John the Evangelist). The lead
singers sing Ladies, Jesus and Johns verses while the other’s response regularly by the
pisnik verses (S kunca, 1981:71-74).

22The lijerica (the three stringed, pear-shaped fiddle) had been irreplaceable as an
accompaniment to all the dances of the local inhabitants, before the appearance of the
accordion. In the living musical tradition at the beginning of the 21st century, the lijerica is
in use in the Dubrovnik area (Primorje, Zupa, Konavle), the peninsula PeljeS ac, Neretva
valley and the islands - Hvar, Mljet and Lastovo. Although there are attempts of revival, the
playing of lijerica has died out on the other islands.

ZA major part of popular church singing on the Dalmatian islands is connected with the
Roman Catholic Western Christian liturgy that was conducted in Church Slavic (old Slavic)
language, and in the ancient Croatian vernacular (Bezisg 1999b:166).

24 |f one were obliged to select a single one of them as being most representative of the
Mediterranean as far as the Croats are concerned, it would definitely be klapa singing - a
coming together of the traditional and the popular with a tendency of spreading outside the
imagined borders of the Mediterranean (Aaleta, 1997; 1999:193).

Z0misS Festival of Dalmatian Klapas, established in 1967, is an annua competition and
the main promoter of klapa singing, a bond between amateurs singing and scholars directing
(AEaleta, 1997, 2003:245).

% Traditionally, klapa represents informal group of singers who sing occasionally, for
the sake of the singing. Oral tradition and simple music making are main characteristics of
this klapa type. Historically, the aspiration to delight in homophony, with harmonious
ringing chords, has a long tradition in Dalmatia. An important feature of true traditional
klapa is the ability to sing freely, without help from noted tunes and their harmonization.
This style of singing is known as pjevanje na uho (* singing by ear”). Only the leading
voice, prvi tenor (first tenor, the leader of the group), leads the melody and lyrics of the
song. He initiates the singing. The second voice, Sekondo (second tenor,), immediately
joinsin at athird below. The third voice bariton, daje ulja pismi (“gives ail to the song” -
[synonym for the soul]), completes the triad. The fourth voice, bas or basso profondo
(bass), defines the harmonic functions of tonic, dominant and subdominant. He challenges
himself in low and strong singing (profondo). The song unfolds with the harmonious
ringing of chords, asif al the singers were well acquainted with the melody and lyrics of the
song. Klapas sing their songs traditionally in a homophonic style. Klapa singers express
their mood by means of open guttural, nasal, and serenadelike sotto voce and falsetto
singing, and usually in high-pitched tessitura. It is not always possible to draw a clear
dividing line between the specific styles of singing mentioned above. A klapa ensemble
can sing using a combination of singing styles depending upon their mood. The main aim
of the singers is to achieve the best possible blend of chords. (Aaeta, 1997:136).

2 The archaic Croatian language is called scavet, the word that came from Venetian
(Veneto) schiavetto.

2 Glagolitic chant is the traditional liturgical and paraliturgical chant of the island of
Krk, the islands and coastal region of Croatia, Dalmatia and Istria, where beside the priest
and more gifted laymen a choir of al the present faithful takes part, too - partly in Old
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Church Slavonic and partly in the living vernacular language (Beziag 1973:319).

2 | ike numerous coastal or island communities, settlements such as Bol have a specia
term in the Croatian language. Misto (location) identifies a settlement that is a mixture of
urban (town - grad) and rural community (village - selo). Thissmall community characterizes
afriendly atmosphere where everybody knows each other. On the other hand, most of Bol’'s
inhabitants live modern urban lives following al recent urban trends (fashion, standard of
living).
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