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Vinke Zganec's Collection of Croatian Folk Songs from
Medimurje (1924) shows importont connections with Hungarian
folk music, especially with its Qld (pentatonie) Style. In Zganec's
later publications we ¢an see the mteraction between Croatian and
Hungarian music styles as well as some common melody-types
which have derived from other routes, The author expourgds three
groups of cxamples containing melody-types of Croatian-
Hungarian [olk music conmections. The first group comprises
examples of Croatian, Central-Slavic and Common-European
influence in Hungarian folk music. The second shows interactions
between and syntheses of Croatisn and Hungarisn musical
clements and ¢omponents, The third group points to the influence
of Hungariem styles in Croatian folk music.

Béla Bartok's original plan in, 1906, was to study on the spot every neighbouring
people’s folk music, along with Hungarian folk music, and [inally 10 build the
comparative ethnomusicology of the Eastern-Central European nations, on the basis
of the collected matenal and its analysis. Unfortunalcly, the first world war and its
aftermaths wrecked his plans, and he was unable completely to pass among all the
peoples neighbouring the Hungarians, He was able to collect Slovak and
Roumanian folk music in large quantides; Ukraintan, Serbian, German and Gypsy
folk music in a small degree; but Serbian and German music was studied by him
only in Banat Region (east of the Tisza river). Thus, he failed to collect Croatian
music at all,
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In 1933 Barték summed up his comparative smdies of the folk music of the
Hungarian and their neighbours, at first in radio lectures, later in publication, and
these studies inclnded extensive material of other collectors oo {cca 20-25,000
melodies). Giving an account of the Yugoslav material of Viadimir R, Dordevié,
Ludvik Kuba and Franjo §. Kuhat be had stodicd, he did not see any nolable
connection with Hungarian folk music, but Zganec's publication: HRVATSKE
PUCKE POPIEVKE 1Z MEDIMURJA (1924) points to jnst such an important
connection. According to Bartdk, 389 melodies from Medimurje (Mura ksz) have
Hungarian musical characteristics, i.e. 60% of th¢ entire material. The inner
division is even more intercsting: 190 mclodies have the character of the "Old
(pentatonic) Style" of Hungarian folk music, 158 of the "New Style", and 41
melodies also have the so-called “dotted rhythm” with other stylistic character.
Barték's main surprise and delight was the percentage of pentatonic Old Style:
30%.

In Zganec's later collections (published between 1950-1964) we can sce (he
Interaction between Croatian and Hungarian music styles, as well as some common
mclody-types which have derived from archaic general-European, probably Roman
or Byzantine, and other routes. I studied the lollowing publications:

Zpance: Medimurje u svojim pjesmama (1957) with 163 melodies;

Zganec: Hrvalske narodng popijevke iz Koprivnice i okoline (1962} with cca
400 melodies;

Zganec: Narodne papijevke Hrvatskog Zagorja (1950) with 752 melodies;

Marlin Mer¥i¢ - Vinko Zganec: Jagkar. Hrvatske naradne Jatke ir Gradi%ca
(1964) with 254 melodies.

I also studied the collection HRVATSKE NARODNE PIESME
KAJKAVSKE (1950), but the bulk of its melodies is taken from the first
Medimurje Collection. Altogether, with the first Medimurje Colleclion material,
cca 2200 Croatian melodies collected resp. published by Zgance were studied and
comparcd with Hungarian folk music material. According to Bartdk's opinion,
which I share, the numcrical data of musical conncction between the two peoples are
as follows:

Influence of Croatian,  Influence of Hungarian

Central-5lavic and melody styles in Croatian

general-European folk music

melody styles in AL B/

Hungarian folk Old New Styles

music Style (folk and

: popular ones)
MEDIMURIJE 1924 " 190 30% 158 20%
MEDIMURIJE 1957 * 38 23% 74 45%
KOPRIVNICA 48 12% 67 17% 30 7%
ZAGORIE 58 8% 18 23% 21 3%
GRADISCE 47 18% 8 3% 11 4%
In all: 133 11% 321 15% 294 13%

* Unfortunately, I still have not studied it.
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The Croatian influence appears mainly in the Transdanubian Dialect Area of
Hungarian folk music, but there are a few characteristic Croatian (archaic Slavic)
melodies found in the North-Western edge of Hungarian language territory, very
near to the Slovak people, but absent among Transdanubian Hungarians,

Barték had stated, in 1921 (hat there were four dialect areas in Hunparian
folk music according to characteristic features of the Qld Style: in the Forties-
Filtics Pal Peter Domokos and Janos Jagamas supplemented Bartok’s division with
a fifth dialect area. According to them, these areas are the following:

I, Transdanubia (including the Hungarian national minority in Croatia,
Slovenia and Anstria);

II. Northern Area (including Hung, nat. min, of C$ and suUy;

HI. The Great Plain (includ. Hung. pat. min. of Vojvodina and Western
Enmania);

IV, Transylvania

V. Moldavia (both of thern meaning Hung. nat. minorities of RO),

(see the map)

e R

Hungarian Folk Music Dialect Areas

BUCURESTI
) BEGGRAD o
1. Transdanubia

2.Northern Area
3 The Great Plain Danube
4 Transyl vonia

5.Moldavia
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Because of time limitations I cannot demonstrale all the examples, all
melody-types of Croatian-Hungarian folk music connections. Sill I
shall try to presenl a5 many as is possible.

The first group of examples: Croatian, Slavonian (Central-Slavic, commaon-
European) influence in Hungarian foll music.

Hungarian dance-tune from Western Transdanubia. Hungarian dance-tune
from Western Trandsanubia (see enclosed music examples 1a and 1b), Croatian
variants of this melody are MEDUMURIE 134, ZAGORJE 745 (sec music
examples auached to this paper), very near relative tune is ZAGORJE 333.

Croalian variants of this melody are: MEDIMURJE 134, ZAGORIE 745.
Very near relative tune is: ZAGORJE 333.

The next lives in the North-Western arca, near 10 the Slovak language-border
(music example 2, Croatian variant of this melody is ZAGORJE 181),

The next dance-tune lives only in one Southern Transdanubian village. 1
haven't found any Croatian variant of it till now, but its stylistic character shows
Croatian (or perhaps Serbian) features, I show two variants, becavse of the differing
ending tone, The first variant was recorded by phonograph cylinder in 1936 (music
cxample 3a).

The melody ending - the so-called "half-closing” RE instead of DO- is very
characteristic in Croatian, Serbian etc. folk music. It ¢omes from two-part
performance. (demonstration on instrument, if it is avaliable). Later collectors in the
same village could record - on gramophone disk or by tape-recorder - variants
ending only on DO (mus. ex. 3h).

Althongh no Croatian variant has appeared till now, il is my belief that this
melody - lype is of Croatian origin.

The Saint Blaise grecting song of Transdanubian Hunganans is definitely of
Croatian origin (mus. ex. 4).

The Croatian variant of this is published in GRADISCE 252,

The second group of cxamples shows interactions and syntheses of Croatian
and Hungarian musical elements and musical components,

There 15 a Transdanubian dance-melody with very characleristic rhythrn,
which has three branches of structure-types, or more comrectly: subtypes (see the
next page). Two subtypes agree with the general Old Style regularities, since both
of them begin with an octave and their firgt soelion moves between the octave and
[ifth (mus. ex. 5/1, 5/2).

This was the "High" Subtypc with the stucture formula: A5 A5 A Av. The
"Middle” Subtype hag A5 A A A5 structure. Bul the (hird subtype - built from the
same motifs - begins in the lower range, its first and third scclion moves between
the fifth and the basic-tone, and the second scetion moves higher. Tts structura-
formula is a liule complicated: A B Av C, - but the "C" motif is a transposed
variant of "B". May I iniroduce this subtype with two variants: first from Eastern
Trans-Danubia (mus. ex. 5a), the second one from the Hungarian minority of
Eastern Slavonia (mus. ex. 5b).
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Subtypes:
f - .0 u
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I A’ A%l A Aw

II A A A AgT

11 A B A C or
A Bz A B,

The melody structure of this "Deep” subtype is close to the "New Style" but
without the most decisive element of that siyle, l.e. the identity of the ficst and
fourth sections ag in motil (mugical content) and in heighl, Also the rhythm type
deviates completely from that of the New Style tunes. The same sructure and just
the same rhythm appears in melodies from Hrvatsko Zagorje, represcnied by more
variants, May I show two vanants: ZAGORIE 70a IL., 71a (mus. ex. 6/1). In the
light of these tunes, we can sce the synthesiz beiween Croalian siructure and
Hungarian motifs,

Another interesting group of interaction has still more branches, All
Hungarian variants move in minor-like scales, while the Croatian tunes move both
In minor - and major-like scales, but the latter have ending on RE (i.c. "half-
cnding) similaritiy to all as well as all varanis of North-Eastern Croatian ethnic
groups living in Southern Hungary (Croatians of Lower Dirava region, Bunjevatzes,
Sholwatzes ¢1c.)

At first let ng hear a Hungarian variant from Easicrn Tranzdanubia: (mus. ex.
6a).

The second variant i a Croatian ong from the left bank of the Drava, very
near to the Eastern ¢omer of Medimurje: (mus. ex. 6b).

Very close to this arc two Croalian varianis (rom the Valpovo district,
collecled by Stepan Stepanov: No 9634, 11074,

The third branch of this type-family has been developed by Hungarians in
Southem Transdanubia, with new rhythmic feature in the second half of the
melody: (mus. ex. &¢).

- The fourth branch is a "Beéarac" melody type of Croatians with the same
thythmic structure and with similar melody formuola (with Coda-like additions) but
in an other scale: {mus. ex, 6d),
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The third group of examples show influence of Hungarian styles in
Croatian folk music. Barték revealed the melodic influence, but there is also a
characteristic thythmic formula of Transdanubian Hungarians which also appears
among tunes [rom Medimurje and Zagorje. Originally, Bardk found the ending
formula:

|J’J(.) Jj(g)“

in Parlando and Rubato melodics with fonr-sectioned, eight-syllabled structure.
Nowadays, this formula (and its varianis) appear also in six-, ten- and twelve-
syllabled melodics, as well as in a few Giusto-melodies! Some of their
characteristic thythmic endings arc:

() >l J’J’g”
oo ()Y M) >

or () r}lood J’.,” (ete.)

Tn Zgancc's two most extensive materials one can find 99 tune variants with
clear or faded notation of this rhythm-closing in the next division:

Syllabic structure
6 {and 12) 8 10 In all

MEDIMURIJE 1924 34 34 1 69
ZAGORJE 16 12 2 30
Inall 59 46 3 99

I should like to introduce 16 groups of examples to show the characleristic
influence of Hungarian music styles in Croatian folk music. The same melody
types are living, and were collected both among the Croatian minority of Hungary
among Croatian people of Medimurje, Zagarje, Podravina cte, How many tunes can
I, may I, show to You?

Ethnomusicology, especially comparative research among neighbouring
peoples, is justifably grateful to Vinko Zganec, who himself collecicd, analyzed and
published as much as Lajos Kiss, Tihomir Vujiti¢, Ernd Eperjessy and other
collectors 1ogether in this ficld. Zganec's seientific work is a very valuable addition
to Bartok's and Kodaly's foundations, and Hungarian researchers hold him in the
same respect.
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Appendix

The thythmic ending-formula

12 Tl

or U’J J_,l.',” alc.

appears in the next variants of Zganec's collections from Medimurjc and Zagorje:
In & (or 12) gyllabic structure:

MEDIMURIE: 25, 27, 29, 35, 131, 161, 162, 174, 175, 176, 177, 178, 180, 181,
132, 183, 185, 186, 188, 189, 190, 197, 247, 250, 311, 315, 311, 432, 526, 527,
437, 542, (1), 584, 591.

ZAGORIE: 92, 125, 126abede, 132, 140, 141d, 152a, 153, 493,
In 8 syllabic structure:

MEDIMURJE: 31, 66, 100, 118, 119, 159, 169, 184, 235, 239, 262, 264, 263,
260, 268, 291, 292, 293, 294, 295, 296, 360, 410, 411, 420, 430, 453, 468, 472,
493, 494, 502, 519, 557.

ZAGORIE: 438bcdef, 439, 488, 489, 490, 491, 493, 500.
In 10 syllabic structure;

MEDIMURIE: 369.

ZAGORIE: 623, 624b.
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"Tma"_Dance LTOM Szany, Gylér. County, 1981,0edby: Gyorgy in

o @ anﬂélfnﬁ Pag .
1,a) o i

ILI/B Neoz 95-99, and IV, Nos m29-454,

134, Cveti, cveti gipek, jagoda.
Josip Horvat. Macincl.

e e - i
R R e R == o e====2
Cve-ti cveti  Si-pek  ja-go-da, ja-go-da; nedajme-ne, maj-ka,
Tt — g ——— e R A T {L‘ {— » .—T"_E'-“F‘-'-— -
s i e e e o e e Bl a
- D ¥ 'P_U__ — “'—q'—u—u_p—B—-_-—-— o _._.__._E F ‘F' L U__u_p___

za-go da, za-go-da, Kajbomra-sla ten-ka, vi-so-ka, kakje a-na

. b

P —g— = —h—h 1

| . = __._._'_i...L.-l.
v " -

jal-32  ze-le-ma.

Kaj bum vidla Janka Mihaleka
Pisanoga ganika z daleka. Op.

J. =48 BEDNdA
m

s Y

1. Debar veler, gespedor,  Mo-ri-jo, svehim trijem kro-  fem, Mo-ri- jo.
2.5ingk drdi  zlotni krik, Mo- ri-jo, akim prekri¥i o- vaj stun, Mo-ri-Jo.

-
| % 1

| 1 1! T | 4 )

(Ng femno- vem le~ tu,  Mo- ri-jo,  Mo-ri-jo re- di- I si- ne- ka.)

1. 2. 3. &.
==rp— FOLE A3¢%
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Wgu'dm Ho-g
&= 180 (Pariando, Foco Tubato) Frotd haﬁb;—m%gg;
= g — Cad] Laszld Viksz,
) B 4 ] H
— : : I 1 i
1.A'kkend é-désauyjs Migitkozott en-ghm,
2.8 4tkozzon epgem Nem vegyok én o-ka.

12 2= 3 (m')

; =5 =

Hogy & fokete £014 Borft-scn be Bn—gem.
Mert on ez 5 lyinyAt Nem szerettem gfo- ha.

VYars. in Et;f;a? 1) 28) 2b) 3
3. A%t b6n emerelbban v >
Moz ven az Szaretve. B 2 3. 2y 3-

He ratellntek ia,
Blfgkad nevetve. of
C .,

Turker Vara. see In
PARTOK: Mo, 154,35 CMPH Vol, TTIT/A Noe. 175-204.
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"Eocgiiala® (Moldens' round denee) from Eachd, Scoony
County, 1936. Oedby: Zoltin Kodily

il )
Caak had.d. szed;,]ék SEIK hoddv'igvék Eak angyalon ol no vigyek!
#che probable two-part prototypa:

(Foco mubato — suraly b Ef.usa of stege-fright) f%% C,

0 P—= &) = 3}— a)—. Yo fi] !
E-b-) - e
Yars. . ¥ 154
l.B4prik m Ka~radi Jutedt, Szedik s katonnat.
Stanza, 2. %—dasm&m mnlsrttvuln.w:.: uK:rta-na acm lebbem volna.
21 . g
1 7? [ \ : r—w@

2] 2 ”cmma ZEAl, coak hadd vig@k, Coak enepl
5} ’_3_"" Még a bslca&n cga rd.n—ga‘but‘k&', ]ga.—-tn J:léngi g

Jd
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Baint Blalee greetlil p.om pooeai, vas County, 1953 ﬁks_i.

4' - L

1. Emlé - kezsilnlk fzent Ba-ldzordl, eljitt mir a . —-Ja,
2.Gazda, gyorean kel] fE) mpaten ‘heznl ne-kiinl J& boxt,

" E; ~r-r__r— 2
L}
Hegtirinknelk p-lta—ra—ta &ltala ma- tat-ja. O - ri-mit o hisnak,
A-mid vagyon a hizedntl, mipdsSagdet ceok hozd. =i, anyhrauni ires,
12
F

4 -
b 233 ZONYUnk u—ré—mﬁ:, Hoey hirdessiile é-nekszdval, ror egh ta-nft-Ja.
a ha-sunk le ikEs, We zejnAljad emalonnddat, o r J61 mBgtimzod.
. eto,
%
Allogrefo a ARCEC-14 K 12 14 1043 Frakanava {176)
Y] T t H " " Ltk " X % _:‘--‘"'\. 0.

i

Sko-larsho-ga re-da. Rrdost o-ugf fb- R f-ne .fuefdru.z"c?.- n,

) & T, : —— 8]

kra' vews Ao — e é&:.-ga-.slarm‘.'ﬂ' va. swem uve- Sem £~ A

Fripowr [1% o - ¥ .
e o — : : @——n

g 1

- mmfflgrm vewre cegniem, Lo oas ﬂarm.:.‘ dernmi-ne !
fo- fer- ks Celogt ~ b = PebL,
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laideng* round daveo fron Jkics, Deranga Counfy, 1926.
Cedby: Géza Kizse.

5/1 ﬁ%. . Eﬂ"
The v

v f —H
Eva, azi-ven, Ewva, Mogt é=pdk & szil-va.

L1} hll
Subtype
{Love and convivial song) from Izal, Bomegy County, hetwsen
"E' " A 1950-1959 (frem
572 - : Four informatora),
) Gadbyr gm:m
The " It e ké-ne lomngm, EL ig ké-ne ménnsm, )
" dd1e"
Subtype T
ey —— I F—— f——
v 5.g) YRl == 5 g Ei=a,
B . F " T N
1. Beva, szi-yem, B-va, Moot é-rlk = asilva Vars.
n & 2.B4resk ez o  hajoal Se-ki - ig tar-ta-ma,  in Dtanfas
: é 3.Rze-re =16n, szeralsm, Abtlko-zott gyitrelém, 2-3,3
2 DI, |
“'g N ¥ 2.
Te -rit-ve =z slja, Folazéd-]ik hojoalbe. »n - 4) ’
.0 " Hegy a mge-Teliznak Vi -ge Do sza-ladns, 2{7 | 5! d
P Mort pEm  vl-rdgoztsl Minden fa te-hején. eta. 519 F"
: @ 3.
~
8 4 "Rezdlde” (Vemnal mund dance of the maldens) from Szenifdszid - Lasiovs,
» Slavonla, 1965, Codby- Lajos Kiss,
L]
Er E-b) M —tr—H— - '
1,8géna var az 5l-ba A RZéRAwbar—bo-ba. o Gl k)
2, E-li-be, je-ll-be, Ta--ko 16 5o — libe, m-énr,
5.B4 mkart Gg-re-ni, KArt is a-iaxt tomad, ﬁki :
V— @ 5— 3) F 2. 3.
: S == 2 9
Mégondkollalr, roémsém A Kocemp-aj-td - ba,
Hogy bd né u - gorjen Virdgos kils kerthe, 2,3, 2,5
Ré-zog—fa bin-bo-jat I€ aRer—ts tor-nd. T b
©3% ”5) M
2, 2.
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Kovek More pieva o moks

Za- spo- l‘cr i@ Jel- ka v;m- de  Jjgin- sk Bre- s
5p £ ‘ ligin sumA r‘?‘uw

5 g ._ ] I X } 1“

- Spd- ts j.-, Jel- ko v he- de- Jigin- .;kum bre- gu.

=R 4.
MELE 224¢

16.tip 3 S J 4. o4 &

gy =7 VRHANOVEG
J z.----_ ﬁ__"'\qﬁ *).r.'-_ Iy Y i _"‘-|.ID
| .Y L 1 [} .Y 1% | % )%
713. 2 g g g

I- gn:lj-fg mi, jo-pa, dr-vo vam do-pe-ljom;

A “-u — e _'--._B
: — ———— o
7 7  k Fi. i
Y ¥ 1 74

¢ i - gruj—t'a mi, ja - pa, dr -vo vam do-pe - ljam.

- e

Ld

1. penfatontha

2. =” " s 4.
%ﬁi# TR U 334
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\'I

Dance ftune with meeling worda from Terltiba, Fejor Coun
1961. Cedby: Cyirpy Hartin, Fereno Pe:o%}’anﬂ. Balimg f.‘-_:_:'pii .
f5al

E'E'“} | ] T 1°F 1§ T 1 T T 1 o
e —| L l e e — |

1.Beresb0l 1Btt o pérkati bi-rd, Vagla Il a
2.Harapugz-nalt a ba-ta-i gazdfk, Jellewtdk az
T . .@] Tt

két szgmét & hol-16. refrain: Lréfgau;;ilbira,
er—igi-ek a2 haj-mat. Caakéy,

11 & T .
-_‘E | X 11 1 1 1
] Ll

meghll], némecki-re Ti-ed 1885z o viriahaogyma ami-ral

Trom ﬁrtilos—sgan%g, Somogy Gmmt%f 1959. Cedby: Rmné
; . A Frexjesay.

19e4.
Codby:
Imre

Olzvai.

6.0) 2

WE: No.
251,

“ﬁedam.c" from Iakbess - Iamrovifide, Somogy County, 1971. Cedby:

p—
g ! IE. 5 I'Tr— | &l Jolén Borbély
E.d)'lll--|||n.-lll | Bl m | r P N B 1 GTE‘I'H
-l T B 1 I Martin.

(Cro=t. words)

Abbreviatians:
BARTOK = Barttk, Dola: A magyar népdal. 1924, 1965, 1966, 198D, =

5.8 arische Volicslied, 1925, 1985, =
ﬁumg%ian Tollk taalc, 1951, = The Hungazian

Cedby = colleoted by Folk Song. 15AH1.

CMFH = Co 7 Muslicae Fopulariz Hungaricae. &pmene Mama,
LTrom 193]1.
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