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Predgovor 

Povod Jn spodbuda za nastanek pnčujočlh 
Razgledov so bile pnprave na razstavo Ljud­
sklh glasbil Jn godčevstva na Slovenskem, ki JO 
v Slovenskem etnografskem muzeju v Ljubljam 
postavlja Sekcija za glasbeno narodopIsje 
Inštituta za slovensko narodopisje Znanstveno­
raz1Skovalnega centra Slovenske akademije 
znanosti Jn umetnost1. Če je sm1Sel take raz­
stave pokazati glasbilo Jn okolje, v katerem 
to ŽiVI, predstavlja knjiga misel o njem Jn nje­
gov referenčm prostor. SodeluJočI avtorji so o 
tem razmišljali vsak na sVOJ načJn, vsak IZ svo­
jega področja Jn svoJih izkušenj. Tako je nastal 
"kolaž« naJrazllčneJših poaledov na ljudsko 
glasbo in godčevstvo pri nas, delo, ki ta prostor 
šm Jn bo kot tako, upam, zammlVO tudi za šašl 
krog bralcev. RazmIŠljanja SI sledijo od raz­
pravljanja o narodovI Identiteti skoZI zvok Jn 

ljudsko muziko, vključujeJO vprašanja o mestu 
godca Jn ljudskih glasbil v življenju m šegah 
ljudi, vlogi, mestu in pomenu glasbil v ljud­
skem plesu, do obravnavanja zvočil m zvočmh 
Igrač kot delu glasbene (zvočne) tradicIje 
otrok na Slovenskem ter študije o glasbemh 
Jnštrumentih v slovenski književnost1. Kot 
pomemben dodatek omenjemm razpravam bl 
Izpostavil zbrano blbllografijo o ljudskih glasbl­
llh Jn ljudski JnštrumentaJm glasbi pn nas. 
Vsak od podplsamh avtorjev sam stO]l za vsem 
napLsanim. RedakcIjskih posegov v smislu 
nestnnjanja z vsebmo m obliko ni bilo nobe­
mh. Zdi se ml, da je tudi to dejstvo IZZIV za delo 
vnaprej 
Zahvaljujem se Slovenskemu etnografskemu 
muzeju, ki je kot založmk omogočil Izid Razgle­
dov, SekcIJI za glasbeno narodopisje ISN ZRC 
SAZU pa za spodbudo Jn pomoč pn n}1hovem 
nastajanju 

Igor Cvetko 

Preface 

The reason and stlmuius for these Razgledi 
(Views) were the preparations for the exhibi­
tion of folk instruments and traditional music 
making in Slovenia, which 18 under way at the 
Slovene Ethnographic Museum in Ljubljana. 
The exhibitlOn 18 organized by the Depart­
ment of Ethnomusicology at the Institute of 
Slovene Ethnography, the Scientific Research 
Center at the Slovene Academy of Arts and 
SClences. If the purpose of this exhlbition 18 to 
show an instrument and its environment, the 
book represents the idea and its apects. The 
authors whose contributions appear in thlS 
publication, have expressed their own V1ews 
on the subject, from their own field and expe­
rience. Thus the »collage« contains different 
opmions about folk music and traditional 
mus1C mak1ng m Slovenia. The environment 
with which it 1s concerned can in' this way be 
broadened and will be of interest to a wider 
circle of readers. The authors dlSCUSS the 
national identity through sounds and traditio­
nal mUSIC, they deal with the mcluslOn of folk 
musicians and instruments m people's lives 
and customs and the role, place and meaning 
of instruments in tradltlOnal dances. They a1So 
wnte about children's sound producing instru­
ments and musical toys as part of the musical 
tradition of ch11dren m Slovema, as well as 
present a study of musical instruments appea­
nng in Slovene literature. The collected 
blbllOgraphy of folk instruments and traditio­
nal lnstrumental musIc can be considered as 
an important additional contnbutlOn to the 
treatlses mentlOned above. 
Each of the authors takes full responsibility for 
what he/she has written. There have been no 
edlting on the part of the editor as to the con­
tent and form of the articles. It seems to me 



that this fact is a challenge for any future 
work. 1 would like to thank the Slovene Ethno­
graphic Museum, which haS made this pubJi­
cation possible. Particular thanks are due to 
the Department of Ethnomusicology at the 
Institute of Slovene Ethnography, the Scienti­
fic Research Center at the Slovene Academy 
of Arts and Sclences for the stimuius and help 
offered by. 

Igor Cvetko 





Mira Omerzel-Terlep 

ZVOČNA IDENTITETA SLOVENSKIH 
LJUDSKIH GLASBIL 

l . Staro in novo ali preteklost in 
prihodnost skozi sedanjost 

Vsaka narodop isna razstava je retrospektlva . 
Pomeni Iskanje narodove identitete v ljudskem 
izročilu . Korenine naše identitete sežejo v slo­
vanski in predslovanski (keltski) svet, prepoje­
ne so s kulturami narodov, ki so v zgodovim 
vplivali na naš etmčni in kulturni prostor ali pa 
so s svojImI vpadi (TurkI) pustil! sledove v na­
šem izročilu . Živimo na prepihu kultur: 
evropske na severu, panonske na vzhodu, me­
diteranske na zahodu, slovanski jug pa nas 
veže prek balkanskih prvin z orientalsko kul­
turno Identiteto. Bogati, pa kljub temu skromni 
arheološki viri nam dajejo slutiti tisočletja de­
dovano kulturno jedro. Sprejemanje, prenaša­
nje in preoblikovanje poteka po naravmh, ln­
tuitivnih ln nepisanih zakonih. 
Od preteklega stoletja smo priče procesu »iz­
gubljanja« prvin, ki so nas določale v pretek­
losti. Druga svetovna vojna in naš čas s temelji ­
to spremenjenim načinom življenja, razumeva­
njem in vrednotenjem sveta, so povzročili pre­
lom stoletnih in počasi spreminjajočih se tradi­
cij . Spreminjanje, naglo kot nikoli poprej, po­
meni za človekovo zavest skokovito sprevred­
notenje starega. 
Novo izpodriva staro ali se skozi čas staplja v 
zmes »starega in novega«. V dvajsetem stole­
tju, v času razpadanja stanh vrednot, najdemo 
vse: staro in novo, v sožitju in disharmoniji. 
Evropska umetnost (stilna in ljudska) je dospe­
la do razvojne premene, ko staro odhaja, nove­
ga pa še ni tu, je zapisal Vilko Ukmar.' 

Mira Omerzel-Terlep 

THE SOUND INDENTITY OF SLOVENE 
FOLK INSTRUMENTS 

1. The old and the new or the past and 
future through the present 

Every ethnographlc exhlbition is retrospectlve 
and represents the search for a natlOn's lden­
tlty ln Its folk traditIon. The roots of our ldentlty 
go back to the Slav and pre-Slav (CeltIc) 
worlds. They are nurtured by the cultures of 
nations WhlCh m thelr hlstory mf1uenced our 
ethno-cultural area or whose mvaSlOns (the 
Turks) left traces m our folk traditIon. We I!ve 
at the crossroads of dlfferent cultures: the 
European m the north, the Pannoman m the 
east, the Medlterranean m the west whereas m 
the Slovenic south we are connected , by 
means of Balkan elements, with the cultural 
Identity of the Onent. The nch though numen­
cally modest archeologlcal sources help us t.o 
sense the cultural core of our hentage, WhlCh 
IS mlIIema old . The recelving, transmittmg and 
adapting of such mf1uences is subJected to 
natural, intuitive and unwritten laws. 
For the past century we have been able to 
follow the process of "losmg" the elements by 
which we were ldentlfied ln the past. The Se­
cond World W ar and the present penod With 
ItS profound changes ln the way of I!fe, ItS 
understandlnq and evaluatlOn of the world 
have reached a turning-pomt ln the centunes­
old, slowly changlng tradItion. These ever so 
rapid changes have led to an abrupt reva­
luation of the old ln man 's conSClOusness. 
The new ousts the old or gradually merges 
mto a mixture of "the old and the new". In the 
20,h century, a time when old values are disap-



Priče smo izgubljanju pripovednostI kot oblik 
komunikativnosti, izgubljanju spontane impro­
vizacije kot oblik naše sproščenosti, priče smo 
izgubljanju svobodnega tempa (rubata) in 
različnih ritmov (zlasti pet-delnega) kot oblik 
naše neuniformirane glasbene ustvarjalne 
svobode. Priče smo torej procesu našega uka­
lupljenja v evropsko in svetovno (ameriško) 
zavest, ki najmočneje in morda tudi najhitreje 
deluje prav v svetu glasbe. Priče smo preha­
janju od aktivne glasbene ustvarjalnosti k pa­
sivni, ki nastopi z vsesplošno razširjenostjo ra­
dijskih in televizijskih komunikacijskih siste­
mov in hromi individualno (ustvarjalno) ln kre­
pi splošno (povprečno). Večini slovenskih vasi 
je bil v času med obema vOjnama radio doseg­
ljiv. Mnoge muzikante so prestrašili visoki teh­
nični dosežki (ne vsebinski!), ki jih posredujejo 
množična občila, in jih paralizirajo v njihovem 
snovanju. V ustvarjanju je postalo pomembno 
k a k o in ne kaj. Mnogi so se pričeli sramo­
vati, da bi igrali slabše, kot Jim ponujajo radij­
ski in televizijski sprejemniki, gramofom ah 
magnetofom. Tako sta se med ljudskimi godcI 
zasnovala dva pojma glasbenika: godec in 
muzikant. Prvi naj bi bil »naraven«, vezan na 
svoje ljudsko (mnogokrat tehmčno nepopolno) 
glasbilo m na človečnost napak, drugi pa je 
»tehnično popoln« in nedosegljiv vzornik »mu­
skontarja«, čeprav mnogokrat vsebmsko pra­
zen in tudi nesmiseln« (primer so izdelki na­
rodnozabavnih ansamblov, ki so se prebili v 
telekomumkacijsko mrežo).2 
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pearing, everything can be found: the old and 
the new living together m harmony as well as 
dlsharmony. European art (both stylistic and 
popular) has arrived at a turning-point in its 
development when, according to Vilko 
Ukmar!, the old is disappearing and the new 
has not yet fully arrived. 

We are confronted with the loss of narration as 
a form of commumcation, the loss of sponta­
neous improvisatlon as a form of relaxed feel~ 
mg, the loss of free tempo (rubato) and vanous 
rhytms (especlally the five-part rhythm) as 
forms of our non-uniform freedom of creativity 
in musIc. Thus we are confronted with the pro­
cess of our bemg moulded mto European and 
world (American) consciousness, which IS feI! 
most strongly and probably most rapidly as 
well in the world of music. We are confronted 
with the transition from active to passIve musi­
cal activlty, which is ca used by the extenslve­
ness of radio and televIsIon commumcatlon 
that numbs the individual (creatIve) and 
strengthens the general (average). During the 
mter-war penod, the radio was available ln 
most villages ln Sloveman. However, many folk 
musIcian s were fnghtened by the high stan­
dards of technological achievement medla ted 
by the mass media, which paralyzed thelr 
creativlty (- the content, however, was not 
slgmflcant). The how became Important ln­
stead of the what. Many musician s were 
asha med to play worse music than that offered 
by radio and televIsion sets, gramophones and 
taperecorders. Thus folk musicians became 
divided into two types: folk musIcian and folk 
entertalnment musician. The former was, as It 
were, "natural", tied to his folk lnstrument 
(frequently technically deficient) and the 
human tendency to err whereas the latter was 
"techmcally perfect" and an lnaccessible Ideal 



~anašnj~ čas je čas intelektualizma.3 GJasba pa 
Je »svojstvena govorica, izpovedovaika po­
sebne vsebine, ki ni usmerjena v človekov mi­
selni svet in tedaj ni ugotovljiva s pojmi. pač pa 
z občutji.«4 Jezik razlaganja sveta in življenja je 
lahko različen : instinktivno (intuitivno) doživ­
ljajski ali intelektualistično racionalen. Pre­
vod glasbe v besede se glasbenemu instinktu 
upira, zato se tudi manifestira z zvoki in ne z 
besedami.5 Prav zato je istočasno na nek način 
umetnost ljudskega izročila. In če jo poskuša­
mo razlagati samo z jezikom razuma, je enako, 
kakor če bi z njo poskušali iskati nova poma­
gala za iskanje resnice, s katerimi pa lahko 
samo krožimo okoli njenega bistva. Resničnost 
glasbene danosti pa je mnogo bogatejša kakor 
nam more odkriti razumski jezik znanosti 
Toda prav tisti del resničnosti oziroma· glasbe, 
ki se izmika racionalnemu iskanju, je za člove­

kovo umetnost bistven in izpovedljiv samo z 
glasbeno govorico. Umetnost in znanost iščeta 
neznano, iščeta resnico. In če najdemo resnico 
na katerikoli od obeh poti, sta najdeni resnici 
vsaj navidez različni: različni zaradi različnih 
razpoznavnih poti in različnih opisnih govoric. 
Ah drugače: ljudska glasbena umetnost je ra­
zumlji~a in izpovedljiva le z glasbenim jezi­
kom Ce jo hočemo razumeti, se moramo pre­
PUStitI sporočilnosti in komunikaCIji zvenov -
tudi zvenu glasbil. Vendar se moramo zave­
dati, da glasbe z verbalnim (racionalnim) jezi­
kom ne .. more razložiti niti psihologija, še manj 
etnologIJa ln etnomuzikologija, če govorimo o 
ljudski glasbi. 

for the folk mUSICIan, although the music is 
often "empty" as well as lacking in sense (an 
example of this is the production of folk enter­
tainment groups which succeeded in penetrat­
ing into the mass media)2. 

Thep~esent time is the era of intp.llp.r.tualism3. 

MUSIC IS a unique, language, declaring a special, 
meaning which is not directed towards man's 
conceptual world. Thus it is defined not by 
mental notions but by the senses man's 
conceptual world. Thus it is defined not by 
men tal notions but by the senses4. The langu-
age used to explain the world and life differs: 
it is either instinctively (intuitively) experienti­
al or intellectually rational. The translation of 
music into words resists musical instinct and is 
the:refore manifested by means of sound rat­
her than words5. Preciselly for this reason it is, 
ln a way, an art of folk tradition. If we tried to 
explain it only rationally, it would be the same 
as if we tried to find new aids to searching for 
truth. They would, however, only make us 
tra ce the circumference around its essence. 
True musicality is much richer than the ratio­
nal language of science can express. It is just 
that part of reality, or music, which shuns ratio­
nal explanation, that is essential for human art 
and can be expressed only through the langu­
age of music. Art and science search for the 
unknown, i.e. truth. And if truth can be found on 
either of the se two paths, it consists of two 
apparently dtfferent parts: different on ac­
count of the different cognitive paths and dtffe­
rent descriptive langu;ges. In ~ther words: the 
tradition of folk music is intelligible and 
expressible only through the language of 
music. If we want to understand it, we must be 
open to its capacity for conveying arnessage 
and to the communication of sounds, including 
those produced by instruments. In other areas, 
words in their inadequancy should be used to 

9 



Duh glasbenega jezika je zgodovinski. 6Tako 
imamo opravIti pn razlaganju ljudske glasbe z 
dvema paroma nasprot1j, ki nam meglita vpo­
gled v razumevanje človekovega glasbenega 
ustvarjanja. PrvI par nasprotij sta mtUltivno -
emocionalni jezik in intelekt (ratio), drugi par 
nasprotij pa vsebuje polarnost časa ; pr"eteklos­
ti (zgodovme) in sedanjostI. In tu nastopi svo­
jo vlogo spomin na proces, iz katerega Je Izšlo 
vse obstoječe, kar je (po Dahlhausu)7 zgodo­
vinska zavest. V našem stoletju, ko pnčne v 
tako imenovano ljudsko kulturo kmetske večI­

ne v preteklosti vdirati nasprotuJoč meščansko 
materialističen načm življenja m prične odmi­
rati poprej načelno trdna vaška skupnost, ve­
čina tudi izgubi evropsko in ožje pokrajinsko 
zavest (identiteto), ki pnpelje tudi do Izgube 
kakršnekoli zavesti o našem časovnem m pro­
storskem bivanju. Ljudska kultura večme po­
stane vse številnejšemu meščanstvu m delav­
stvu tuja, saj je bila obrnjena v agrarno civiliza­
cijo, ki je sledila zakonom plodnosti zemlje m 
naravnemu ritmu. O tem Izgubljenem (pozab­
ljenem) času m prostoru urojenosti pa pn­
čajo tudi tako imenovana ljudska glasbila, ki 
govorilo tudi meščanu m delavcu, saj sta po 
svoji biti še vedno naravni bitjI. Sporočila glas­
bene biti sprejemata tudi nezavedno. 

explain notions and facts. However, we should 
be aware that even psychology cannot explam 
music by means of reason. In the case of folk 
music, this IS even more true of ethnology and 
ethnomuslcology. 

The Spirit of muslcallanguage is hlstoncal.h ln 
dealmg with folk musIc we are thus confronted­
with two palrs of contrasts whlch obstruct our 
understandmg of human creatlVlty m the field 
of musIc. The flrst palr of contrasts conslsts of 
the mtUltlve-emotlOnal language and mtellect 
whereas the second contams the polanty of 
time: the (histoncal) past and presen!. Here, 
the momery of the process from whlch every­
thmg we know has emerged beg ms to play Jts 
role. Accordmg to Dahlhaus,7 thls IS the hlston­
cal conSClOusness. In our century the bour­
geOls, matenalist way of life began to penetra­
te mto the so-called folk culture of the predo­
mmantly peasant population and the formeFly 
strong vlIlage commumtles went mto a dechne. 
The populatIOn lost ItS European and also ItS 
locally condltlOned conSClOusness (ldentlty), 
WhlCh can lead to the loss of any consclOUS­
ness m our temporal and spatial eXlstence. 
Folk culture has become estranged from the 
ever more numerous bourgeOlsle and proleta­
nat as It was dlrected towards an agranan 
clvllization, whlch observed the laws of the fer­
tlilty of the sOli and the rhythm of nature. Thls 
lost (forgotten) time and space of primeval eXI­
stence is engramed in the so-called folk instru­
ments, whlch convey thelr message to the 
bourgeois citizen and the worker, too, smce 
baslcally, they are stili natural beings. They 
recelve the messages of musical tradition 
unconsciousl y. 



-

2. Dualizem tradicije in mode, 
življenja in smrti 

Druga svetovna vojna je povzročila kulturni 
stres, ki ga velik del ljudske kulture iz pred­
vojnih dni ni preživel ali po vojni ni imel več 
pogojev za oživitev. Omotica povojne svobode 
je zavračala vse staro in povzročila tudi veliko 
materialno in duhovno škodo v varovanju kul­
turne dediščine, zlasti ljudske, ki je pripadala 
staremu in ne več sprejemljivemu svetu. Do­
brih štirideset let po vojni se je pozabilo (tudi 
hote) skorajda vse, kar bi omogočilo prenos 
tradicije (navade, šege, življenjski in kulturni 
stil). Lahko bi zapisali, da je danes pretrgaI,1a 
tradicija dedovanja kulturne identitete (glas­
benega) izročila. Novo, ki nastaja, danes ne ko­
renini več v izročilu, v kolikor se je slednjemu 
docela odreklo. Res je, da z množičnost jo dolo­
čenih kulturnih sestavin lahko pride do nasiče­

nja z obstoječim, čemur sledi odpor. Rutinskim 
izkušnjam stoji nasproti potreba po preseganju 
obstoječega in po izogibanju pravil ter po od­
krivanju novega. Dvomi in dileme so nedvom­
no goniIne sile razvoja. Vendar odpor, pona­
vadi vezan na časovno bližino spornega, v do­
ločeni časovni distanci (tudi stole~e ali več sto­
letij trajajoči) preraste v oživljanje vrednot, v 
iskanje in odkrivanje novih odnosov v svetu 
(tudi glasbenem), preraste v odkrivanje vred­
not, ki so pravzaprav stare, v katerih tudi 
moda ni izjema in je le nova oblika starega.8 
V tem smislu tudi retrospektivni pregled glasbil, 
zazrt v preteklost, ne more biti izjema. Povsod 
in v vseh časih je tekla bitka med tradicijo, ki je 
na nek način tudi konservativna in med trenut­
no (sodobno, modno?) ustvarjalnostjo posa­
meznikov: vsi godci (pa tudi pevci) imajo v 
svojem repertoarju tudi svoje viže ali melodi­
je, ki pomenijo nekakšno preseganje stare-

2. The dualism of tradition and fashion, 
life and death 

The Second World War caused a cultural 
stress which the greater part of pre-war folk 
tradition could not survive or it lacked con di­
tions for renewal after the war. In the giddi­
ness of post-war freedom, everthing that was 
old was rejected, causing great material and 
spiritual damage to the protection of the cultu­
ral heritage, especially the folk heritage, 
which belonged to the old, but no long er 
acceptable world. A good forty years after the 
war almost everything that made the handing 
down of tradition (i.e. habits and customs, style 
of life and culture) possible was forgotten. It 
can be admitted that the present time has torn 
away the habit of passing down the cultural 
identity of musical tradition. The new that 
arises no longer has its roots in tradition 
because it has completely renounced it. It is 
true that the mass production of certain cultu­
ral elements can cause saturation with eXlsting 
values, which provokes resistance. Opposite 
to routine experience is the need to go beyond 
the already existing and to circumvent any 
rules in order to disco ver something new. 
Doubts and dilemmas certainly provide the 
driving forces of progress. However, this resi­
stance, which is generally tied to the temporal 
proximity of the controversial, within a certain 
span of time (lasting even one century or lon­
ger) causes a revival of values, a search for 
and discovery of new relations in the musical 
world. It is concerned with the discovery of 
values which are actually old and which are 
frequently influenced by fashion, appearing 
simply in a new form.8 
In this sense a retrospective survey of instru­
ments looking back to the past, cannot be an 
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ga, v repertoarjih sestavljalcev pa imajo po­
sebno mesto, pomen in veljavo. 

Lahko bi zapisali: kolo zgodovine se vrti na­
prej in nazaj. Če se premika k zanikanju prete­
klosti in se zavrti predaleč, se zopet obrne na­
zaj k tradiciji, se torej zazre v preteklost in 
črpa iz njene modrosti, ki je kljub drugačni 
ravni okusa in zavesti le ni mogoče nikdar ČI ­

sto zavreči . Morda pa ji znamo samo ponovno 
prisluhniti. Za veliko glasbil, izpričanimi že v 
arheološki davnini, so se za več stoletij izgubi­
le sledi, a so spet dobila veljavo ln nato ponov­
no potonila v pozabo. Najzanimivejši tovrstm 
primer so trstene orglice ali trstenke (panove 
piščali), izpričane že v keltski plemenski druž­
bi in kulturi, pred drugo vojno glasbilo revnih 
haloških kmetij in goric , danes pa takorekoč 
izumrlo svojstveno zvočilo . Se bo kolo zopet 
zavrtelo k tradiciji? Gotovo Je sledeče : tik, 
predno je izginilo iz slovenskega glasbenega 
izročila (izdelUje in Igra Jlh le še en godec), je 
dobilo novo funkcijo - funkcijo suvenirja ln 

simbola slovenskih ljudskih glasbil in liudske 
glasbe. In ko smo v krizi (in v glasbeni krizi 
prav gotovo smo) osebni ali narodni, se radi 
obračamo v preteklost, k tradiciji. preverjamo 
prehojeno in iščemo morebitne napake, ki bl 
utegnile povzročiti naš ustvarjalni krč - tudi 
glasbeni. Skozi prehojeno začutimo sedanjost 
in skušamo predvideti prihodnost. Iščemo so­
žitje preteklega, sodobnega in tudi prihodnje­
ga. In tovrstnim razmišljanjem naj bo namenjen 
tudi pregled ljudskih glasbil, kajti tradicija ni 
samo konservativni element. temveč tudi zdra­
va kontrola napredka, ki jamči kontinuiteto 
kulture. 
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exception. Everywhere and at all times the 
battle has been fought between tradition, 
which can be considered as conservative m a 
way, and very short-lived creativlty on the 
part of indlviduals: all musicians (as well as 
singers) also have their own tunes or melodies 
ln their repetOlre, WhlCh in a way exceed the 
old and have a special place, significance and 
valtdity on the programmes of selec to rs. 
One could say: the wheel of hlstory turns for­
ward and backward. If It moves towards a 
negation of the past and makes a turn too fast, 
it goes back again to tradition, thus lookmg 
back to the past and drawmg from its wisdom, 
which can never be completely ignored, 
despIte a different level of ta ste and con­
SClousness. Perhaps we know how to hsten to 
It agam. Many mstruments (testlfled to) known 
m the oldest times were lost track of for seve­
ral centuries. Then they regamed ltS valtdlty to 
become lost and forgotten for a second time. 
The most mterestmg such example IS the pan­
pipes which were known in the culture of Cel­
tic tnbes. They existed before the Second 
World War among the poor peasants of Halo­
ze, but their unique traditlon has now virtually 
died out. Will the wheel of history turn towards 
tradition again? Something is certain: before 
the pan-pipes disappeared from Slovene 
musical tradition (they are produced and 
played at present by only one folk mUSician), 
they received a new function, that of souvemr 
and symbol of Slovene folk instruments and 
music. Whenever confronted with a crisis (like 
the present one in music), either individual or 
national, people like to turn towards the past, 
to thelr traditions, verifying the distance co ve­
red and looking for any possible mishaps 
which could cause a shock regarding creati­
vity - including musical creativity. Through 
the distance we can feel the present and try to 



3. Uglašenost in razglašenost 
ali naravna uglasitev in ternperacija 

Prežltki minulega pričajo o nekdaj veljavnem, 
a danes zavrnjenem, zavrnjenem tudi zaradi 
sprememb glasbenega okusa in veljavne 
mode, ki seveda ni neodvisna od kulturno so­
cialnega in gospodarskega dogajanja v našem 
etmčnem prostoru in v sosednjih evropskih 
deželah. S temi spremembami in s človeško 
pSiho so povezane duhovne transformacije, ki 
dokazujejo tudi prehod od spontane ali narav­
ne netemperirane (poltonsko neizravnane) 
uglasitve glasbenega jezika k šolani temperi­
ranosti ali poltonski izravnavi. V netemperira­
nem sistemu se melodije običajno gibljejo oko­
il tonalnega centra, kjer o harmoniji v klasič­

nem smislu še ni moč govoriti. Tovrstnemu 
glasbenemu izrazu so prilagojene celo uglasi­
tvene možnosti nekaterih ljudskih glasbil, 
predvsem glasbil bordunskih uglasitvenih za­
snov kot so dude, lajne, drumlice, bordunske 
cJtre in vse do našega stoletja tudi okoli deset­
strunske citre domače izdelave, pa trstene or­
glice in delno tudi žvegle. Temparaclja pa je 
umetni sistem urejanja intervalskih glasbenih 
odnosov in je rojena v baročni dobi. Leto 16789 

Je njeno rojstno leto. Sistem poltonske enakosti 
je razumski produkt in služi tehničnim izboljša­
vam glasbenega jezika in glasbil. Nekako nam 
Je tudi vsiljen. Temperacija je priučljiva in v 
ljudski glasbeni ustvarjalnosti uresničljiva s 

predlct the future . This kind of reflection 
should also be eli CI ted trom our survey o.f folk 
instruments as tradition is not only a conserva­
tive element but also a healthy control over 
progess which guarantees the continuity of 
culture. 

3. In and out oftune 
or natural tuning and temporing 

Remnants of bygone ages speak about bygone 
values. These have been rejected today on 
account of changes in musical taste and the 
current fashion which, however, also depends 
on cultural, social and economic events in our 
ethnic area and the neighbourmg European 
countries. These changes and the human 
psyche are connected with spiritual transfor­
mations which provide proof of the transition 
from the spontaneous or natural untempered 
(unequated in the semitones) tuning of musical 
language to the artifical temperation of level­
ling of semitones. In the untempered system, 
melodies tend to move around the tonal centre 
where harmony in the classical sen se does no 
exist. The possibilities of tuning some folk in­
struments have been adapted to this kind of 
musical expression, particularly instruments 
with bourdon tuning such as the bag-pipes, 
barrel-organ, Jew's harp, bourdon zither and, 
up to this century, the Slovene-made ten-string 
zither, pan-pipes and partly also the "žvegla", 
an Alpine wooden duct flute. Tempering is an 
artificial system of arranging internal relation­
ships and came into being in the Baroque pe­
riod - in 1678, 9 to be precise. The system of 
semitonal equality is a rational product and 
serves the technical improvement of musical 
language and instruments. In a way, it has 

13 



širjenjem telekomunikacijskih sistemov naše 
dobe (20. stoletje). Je tipičen produkt e'{rop­
skega geografskega prostora in vrednota, ki 
se nam dozdeva dandanes popolnoma razum­
ljiva, vendar sodi v sistem norm, ki smo jih 
kot človeška skupnost tega prostora sprejeli 
po skoraj tri stoletja trajajočem prilagajanju. 
Če je stilna ali »visoka« ali »umetna« glasba 
(zdi se, da zanjo še vedno nismo našli popolno­
ma ustreznega izraza) pričela uvajati tempera­
cijo istočasno z njenim pojavom 10 in je v stoletju 
osvojila ves profesionalni glasbeni svet, je v 
ljudski glasbi pričela svojo zmagovito pot šele 
s pojavom glasbene reprodukcije in konzerva­
cije, torej s širjenjem radia, televizije, gramofo­
nov in magnetofonov na naše podeželje, torej 
od 30-ih let našega stoletja dalje. Proces spre­
jemanja temperaclje še traja. Temperacije se 
glasbenik uči leta in leta, še posebej čutijo ta 
proces pevci. Uči pa se je vsakdo tudi neza­
vedno. Včasih nas zbega nenavadna ))razgla­
šenost(( godcev in pevcev, ljudskih ali drugih 
nešolanih. Presenečajo nas z odstopanji od ra­
zumskega sistema poltonske izravnave, ki so 
celo trmasto zavestna. Zaradi ukalupljenosti v 
(tudi glasbene) sheme naše dobe, smo se na­
vadili označevati drugačnost za razglašenost, 
kar pa v svojem bistvu ni! Je le »naravnost in 
neuniformiranost((, ki je odvisna od posamez­
nikovih miselnih in čutnih (slušnih) sposobno­
sti. Dokaz so tudi starejša ljudska glasbila svoj­
stvenih uglasitev in ljudska glasba različnih 
svetovnih etničnih skupin. Prav zato je ljudska 
glasba tako imenovanih »naravnih Ijudstev« 
neevropskega sveta tako »zastrašujoče« raz­
lična od evropske. 
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been imposed on us. Tempering can be lear­
ned and realized in folk creativity in music by 
the spreading of the telecommunication sy­
stem of the 20th century. It is a typically Euro­
pean product and a value which is perfectly 
understandable nowadays although it belongs 
to the system of norms accepted by European 
society after nearly three centuries of adapta­
tion. If stylistic or "high-brow" or "artificial" 
music (an adequate expresslOn has yet to be 
found) began to introduce tempering as soon 
as it had appeared lo and conquered the en tire 
professional world in that century, its break­
through in folk music only occurred with the 
appearance of musical reproduction and pre­
servation through the mass media: radio, tele­
vision, gramophones and tape-recorders in 
country life from the 'thirties of this century on. 
The process of adopting the tempered system 
is stili under way. A musician learns how to 
use it for years, a process which is mainly felt 
by singers. Anybody learns it unconsciously. 
Sometimes we are disturbed by the unusual 
"out-of-tune" performances by musicians and 
singers, folk or other unprofessional artists. 
They surprise us with their deviations from the 
rational system of semitone temperation, 
which are even stubbornly deliberate. Beca­
use of our conformism with the schemata of 
our times (including musicalones), we have 
become accustomed to labelling "otherness" 
as "out-of-tuneness", which is basically wrong. 
It is only "naturalness and non-uniformity" 
which depends on the individual person's ra-

tional and perceptual (hearing) abilities. The 
evidence for it also comes from older folk in­
struments with a tuning of their own and those 
of various ethnic groups around the world. 
This is why the folk music or the so-called "na­
tural peoples" of non-European ori gin is so 
"frightfully" different from the European. 



Poleg ljudskih glasb različnih narodov, ki so " 
osnovi netemperirane, so dokaz naravne ugla­
silve tudi starejša evropska ljudska glasbila 
svojstvenih uglasbitev, ki jim je težko najti 
uglasitveno enaka, saj so unikatna, neuniformi­
rana, uglasitev pa je odvisna od človekovih 
estetskih ln glasbenih potreb, naravnih danosti 
(na primer od debelin in dolžin rastlin določe­
nega okolja, iz katerih izdelujejo glasbila) od 
znanja, zavesti in predvsem čustvovanja, oziro­
ma od em ocion ain ega razumevanja zvočno 
lepega. Redka glasbila, ki so priče naše minu­
le individualnosti - ne samo slovenske, tem­
več predvsem pokrajinske - so prežitki ar­
heološke davnine, katerih starost bolj slutimo 
in le dokazujemo pripadnost drugačnim člo­
veškim družbam, vse do mitotvornih skupnosti 
izpred naše ere. Med najznačilnejša glasbila 
oziroma preži tke starejših dob na Slovenskem, 
sodijo paleolitske piščali (čeljustnice in man di­
bule jamskih medvedov z luknjicami), II trsten­
ke, dude, piščali iz različnih naravnih materi­
alovali tako imenovana naravna glasbila ka­
mor sodijo tudi razne piske iz drevesnih vejic, 
lubja, trave, slame, jesenskih plodov, torej 
glasbila domače izdelave in s tem tudi svoj­
stvene uglasitve. 

Temperacijo imenuje občutljivi opazovec in 
raziskovalec zahodnoslovenske ljudske glas­
be skladatelj Pavle Merku,12 glasbeno tesen, 
ki zamenjuje in zamrežuje zahodno glasbeno 
kulturo l3 Poltonska izravnava oziroma ekvaci­
ja (po Merkuju) glasbene lestvice dvanajstih 
poltonov pomeni odpoved prvobitnemu sluš­
nemu razkošju naravnega in najhujši udarec 
tudi slovenski ljudski glasbi, kakršno smo po­
dedovali in uživali tja do 18. stoletja. Najdlje je 
bilo naravnemu (ljudskemu v pravem smislu 
besede) glasbenemu jeziku prizanešeno v 
svojstveni rezijanski ljudski glasbi, vendar 
tudi slednje temperacija ni obšla. Razpad na-

Apart from the folk music of different nations, 
which is basically untempered, the older 
European folk instruments with their spec"ial 
tuning are proof of natural tuning. They cannot 
be compared with any other instruments as 
they are unique and non-uniform. Their tuning 
depends on man's aesthetic and musical 
needs, natural circumstances (for example, 
the thickness and length of the reeds ID agiven 
environment where these instruments are ma­
de) on knowledge, consciousness and particu­
larlyon the emotional understanding of what 
has a beautiful sound. Only a few instruments 
which have witnessed our past individuality -
not only Slovene but particularly the more 
narrowly provincial - are remnants of the 
archeological past. We can only guess at the ir 
age, trying to prove their connection With dlffe­
rent societies, down to mythologlcal commum­
ties before our era.Among the most slgnificant 
instruments from the early periods ln Slovenia 
are the paleolithic pipes (cave bears' jaw 
bones II and mandibles with ho les), pan-pipes, 
bag-pipes, flutes from various natural materi­
als or the so-called natural instruments, which 
include various whistles from tree twigs, bark, 
grass, straw, autumn fruits, in short, home­
made instruments with their own individual 
tuning. 
The composer Pavle Merku, 12 sensitive ob­
server and researcher in west Slovene folk 
music, calls temperation the musical bottle­
neck which delimits and fences off western 
musical culture.13 According to Merku, the 
levelling out of the musical scale of twelve se­
mitones means renouncing the primeval musi­
cal IUxury of what is natural and the hardest 
blow to the Slovene folk music we inherited 
and enjoyed until the 18th century. The natural 
musical language (folk music in the proper 
sense of the word), was longest spared in the 



ravnega netempiranega sistema je danes v 
Reziji (še) očiten, drugod po Sloveniji pa še 
občuten in ugotovljiv, če natančno prisluhne­
mo navidezni »razglašenosti«. Vendar se tudi 
danes ni potrebno odpeljati prav daleč od 
mestnih središč, da prisluhnemo svojskosti 
glasbenega izraza. Le z glavnih poti moramo 
zaviti. 
Zaradi pomanjkanja zgodovinske zavesti v de­
lih o ljudski glasbi, ki bi nam pomagala razloži­
ti naravno neuniformiranost, si je ljudska glas­
ba pridobila sloves razglašenosti, čeprav tudI 
po krivici. Zaradi povedanega so se izničilI 

tudi ljudski godci in pevci sami. 

Vendar se zdi, da je čas za natančnejše razI­
skave že zamujen, kajti omenjeni proces prila­
gajanja novi ekvaciji ali poltonski izravnavi se 
je v drugi polovici našega stoletja tudi končal. 
Kjer imamo opraviti z ljudskimi glasbili ali 
glasbenim izročilom razpoznavamo prežitke, 
ki se trdovratno zgledujejo po tradiciji, nosiI­
čeva občutenja pa so zazrta v preteklost in po­
gojena z različnimi okoliščmami (npr. z geo­
grafsko izoliranost jo) m z različmmi psihološki­
mi vzgibi nosilcev in poslušalcev. 
TudI stoletja veljavne bordunske zasnove 
uglasitev glasbil (spomnimo se zvenenja lajn , 
dud, bordunskih citer) in petja, ki je razvijala 
elementarm glasbeni Izraz nad ležečim in po­
navljajočim se tonalnim centrom - bordunom, 
so se v 20. stoletju docela umaknile nekaj sto­
letij »mlademu« akordskemu glasbenemu miš­
ljenju, ki je razvil harmonski jezik. Ta je s kla­
sično in romantično dobo snovanj dospel v 
glasbeni umetnosti do razbitja vse dotlej ve­
ljavnega glasbenega in do popolne prevlade 
razuma - torej do prevlade najmanj glasbene­
ga v glasbi. Vendar to razbitje v ljudski glasbi 
nima vzporednice v harmonskem uporu, tem­
več v razgraditvi smisla in vsebine; dokaz so 
narodno zabavni ansambli, ki muzicirajo s 
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folk music of Resia but even that could not 
avoid temperation. The decline of the natural 
untempered system is stil! evident in Resia 
today. In other parts of Slovenia it can be fel! 
and established if one listen s careful!y to the 
apparently "out-of-tune" sounds. Even nowa­
days it is not necessary to go long distances 
from the city centres to hear original musical 
expression. One should only leave the main 
roads. 

Because of the lack of historical awareness in 
works dealing with folk music, which could 
help us to explain the natural non-uniformity, 
folk music has wrongly acquired a notorious 
reputatlOn for being "out of tune". Thus, folk 
musician s and singer s have themselves parti­
cipated in the above-mentioned process. 
It seems, however, that the time for any tho­
rough research is over as the process of adap­
tation to the equalizing of semitones was finish­
ed in the second half of the present century. In 
dealing with folk instruments or musical tradi­
tion we can trace remnants which stubbornly 
follow tradition whereas the performers' fel ­
lmgs are directed towards the past and sUb: 
jected to various circumstances (such as ge 0 -

graphical isolation) and different psycho logi­
cal actions of both performers and listeners. 
Even the centuries-old bourdon elements of 
tuning instruments (heard, for example, in the 
sound of street organs, bag-pipes, or bourdon 
zithers) and singing, which developed an ele­
mental musical expression above the horizon­
tal and repetitive tonal centre - the bourdon -
had to give way, in the 20th century, to the few 
centuries "young" musical use of chords from 
which the language of harmony emerged. In 
the classical and · romantic periods, this 
brought about the destruction or everything 
that was valid in music up to then and the com­
plete dominance of what is the least musical in 



tr 

harmonskim jezikom in tekstov nimi nesmisli 
ter neiskrenost jo. Za zabavne ansamble povoj­
nih dni bi lahko zapisali, da se je iskanje (umet­
niške) resnice umaknilo večji tehnični dovrše­
nosti glasbil in izvedbe, s čemer pa so se tudi 
umaknili od bistva umetnosti in njenih iskanj, 
zato so povzročili toliko ogorčenja ustvarjal­
nejših iskalcev nad praznino in stereotipi 
zabavnih besedil ansamblov, ki se razglašajo 
za »narodne«. Njihova vse večja mnotičnost 
je pokazatelj praznjenja duhovnosti naroda 
(identitete?) in dokaz vključevanja v mate­
rialističen svetovni nazor evropskega človeka 
ter industrije zabave. 

4. Istočasnost in zapoznelost 
naravno (ljudsko) in umetno (stilno) 

Zdi se, da sta si bili v preteklosti ljudska glas­
ba in tako imenovana umetna ali stilna glasba 
bližji kot danes. Kdaj je do delitve med njima 
prišlo, je težko zagotovo reči. Nekateri ta čas 
razmejitve postavljajo celo že v prazgodo­
vino. 14 Če se je tisto najboljše v preteklosti, kar 
se je gojilo za »dvor« - in v razmišljanju lahko 
pričenomo s trstenkami vsaj v staroilirski ple­
menski razslojenosti - pričelo razvijati v »pro­
fesionalni« službi umetnika, ki je bil skoraj do 
našega časa raziskovalec življenja, svečenik 

music. This destruction in folk music has no 
parallel in the separate rebellion of harmony 
but in the dissolution of meaning and content, 
the evidence for this lies in the folk entertain­
ment groups which make music by using the 
language of harmony and texts of liltle mean­
ing together with a great deal of insincerety. 
As far as these post-war groups are concem­
ed, it can be noted that the search for (artistic) 
truth has give way to the greater technical 
perfection of the instruments and performan­
ces, all of which has resulted in a wlthdrawal 
from the essence of art and its searchings. 
Thus these groups have caused so much in­
dignation on the part of more creative musici­
ans over the emptiness and stereotyped con­
tent of the texts used by groups which claim to 
produce "folk" music. Their ever-increasing 
number shows the decline of the nation's spirit 
(identity?) and provides evidence for its inclu­
sion in the materialist weltanschauung of Euro­
man and the industry of entertainment. 

4. Simultaneity and tardiness 
the natural (folk) and the artificial 
(stylistic) 

lil the past folk music and artificial, or stylistic, 
music seem to have been closer than they are 
today. Just when the separation between them 
took place is difficult to establish; some think 
that is goes back to prehistoric times.14 If the 
best that was created in the past for the "court" 
- and we can begin our consideration with pan­
pipes going as far back as old Illyrian tribal 
society - started to develop as the artist's pro­
fessional activity, separation and variety are 
understandable. 
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ljUdstva m umetmk hkrati, razvijati po mdivldu­
alni pot!, različm od tiste, ki JO je zmogla ustva­
nIl večina v okviru obredja življenja, sta ločI­
tev. ln različnost razumljiva. Vendar še vedno 
Ostaja tudi prepletanje med ljudsko m stilno 
glasbeno zvrstjo: zdaj veni, zdaj v drugi smen. 
In če v likovni umetnosti socialno razllkovanje 
ŽiVlja nekega prostora in časa narekuje v veli­
ki meri tudi umetniško podobo, »saj so bile ve­
likanske razlike med tistim, kar si je lahko pri­
vOščil stradajoči tlačan ali vsega siti fevdalec 
alt prelat«, IS te razlike še najmanj pogojujejo 
glasbeno umetnost, ki je v prvi vrsti psihološka 
determinanta. Seveda pa različna izobrazbena 
raven ustvarjalcev ne ostaja vnemar pri obli­
kOvanju ljudske umetnosti. Vendar pa bi lahko 
rekli, da se ljudska glasba večinskega kmet­
stva minulih stoletij trdovratneje drži sprejete­
ga (tradicije) in se počasneje spreminja. Ne 
samo, da se nam dozdeva, da čas na podeželju 
teče počasneje, zdi se, da se življenje odvija 
tudi v časovnem (umetnostnem) izostanku . 
DOkaz so tudi ljudska glasbila, ki jih kot spo­
menike oziroma prežitke ohranja naš čas, 

pred stol et ji pa jih je poznal tako ljudski kot 
stilni glasbeni svet, a jih je le-ta po krajši ah 
daljši dobi opustil, kot ljudska glasbila pa so se 
ohranila do danes. Mednje sodijo oprekelj, 
dUde, lajne, drumlice, rogovi, delno tudi citre 
in tvegle, iz arheološke davnine pa trstene or­
glice. Tudi moda na padež elana ni nikdar vpli­
vala tako močno kot na meščana . Tako je sko­
raj v vsakem srednjeveškem ali renesanč­
nem glasbiJu mogoče videti prototip ali sko­
raj identično različico poznejšega ljudskega 
glasbila in sicer tudi v rabi še stoletja za tem, 
ko je izginilo z »resne scene« umetne glasbe. 
Seveda je med starejšo stilno in polpreteklo 
ljudsko glasbo tudi polno zvočnih podobnosti 
v glasbenem izrazu, v glasbenih oblikah, v teh­
ničnih dosežkih, v harmonijah in stilnih mani-
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The artist has been a researcher into life al­
most up to the present day, a priest of the 
people and artist at the same time, going hls m­
dlVldual way, which was different from the one 
followed by the majonty within the framework 
of life ntuals. Nevertheless, the mterwmmg of 
folk and stylistic musIc has remamed movmg 
m one direction or another. If the artistic Image 
m visual art depends to a great exent on the 
social dlfferentlatlOn of life m a certam area 
and at a certam time, "for there were enormo­
us differences between thmgs which the starv­
mg serfs and the well-fed feudal and ecclesl­
aslicallords could afford", 15 the art of musIc IS 
conditioned least of all by these differences as 
it represents in the first place a psychological 
determmant. The diffenng educatIOnal level of 
the artlsts naturally plays a role as well m the 
creatIOn of folk art. It can nevertheless be said 
that the folk music engramed m the peasant 

majonty of the past centuries sticks more stub­
bornly to tradition and undergoes changes 
more slowly. Not only does it seem that time m 
the country passes at a slow er pace, but It also 
seems that life (in art) unrolls With temporal 
(artistic) delay. EVidence for thls is the folk m­
struments preserved as mementos or SurVI­
vals up to the present day whereas some cen­
tunes ago they were well-known by both the 
folk and stylislic musical worlds. The latter, 
however, discarded them at some pomt, 
though as traditional folk instruments they stili 
lived on. These include duicimers, bag-plpes, 
street organs, jew's harps, horns and, partly, 
zlthers and /lutes whereas pan-plpes date 
back to the archeological past. Moreover, 
country people were never as subject to cur­
rent fashion as their town counterparts. Thus, 
nearly every medleval or Renaissance mstru­
ment represents a prototype or an almost 
identical variety of the later folk instrument. 
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rah. Vendar pa najdemo v ljudskemu instru­
mentarlJu tudi glasbila, ki jih ni mogoče pri­
merJali z mkakršnimi znanimi glasbili. 
Na drugi strani imamo opraviti z umetnostnimi 
oblikami nadčasovnega zvena, saj ni naključ­
je. da je včasih več navideznih podobnosti 
med sodobnimi ljudskimi oblikami in oblikami 
(tudi glasbili) iz zgodovinskih obdobij, kot pa 
med ljudskimi oblikami in sočasno stilno umet­
nostjo, kar potrjuje tudi likovna umetnost 16 In 
zato moramo pričeti z razmišljanji o naši glas­
beni dediščini od prazgodovine, v.~dobju pa­
leolitika, ki nam zastavlja najstarejše' glasbeno 
uganko - piščali iz kosti jamskih medvedov. Pa 
tudi otroški imitativni svet glasbil v veliki meri 
sodi v umetnost nadčasovnega zvena. 

Misleč na ljudsko glasbo in glasbila bi lahko 
ponovili tudi besede Ivana Sedeja, ki sicer ve­
ljajo za likovno umetnost: »Navidez zakasnelih 
pojavov ljudske umetnosti v času, ko se je 
družba bistveno spremenila in ko so povsem 
izginili zadnji spomini na nekdanjo fevdalno 
odvisnost in povezanost srenje v srednjeve­
škem pomenu besede, je še mnogo. Navsezad­
nje je tudi sorazmerno visok odstotek muzej­
skih eksponatov (predvsem ljudske plastike) 
iz tega časa (na prelomu 19. in 20. stoletja -
opomba avtorice), tako kot znamenite ke ra­
mične figurice iz Ribnice ali keramike iz okoh­
ce Šentjerneja,« 17 med katere sodijo tudi 
glinene zvočne igračke -žvrgolčki. 
Pritrdili pa bi lahko tudi ugotovitvi, da je v 
okolici industnjskih središč ljudska umetnost 
kmetske večine zamrla skoraj v hipu, kar 
velja tudi za ljudski godčevski instrumentarij, 
čeprav so oblike na videz daleč zapoznelega 
glasbenega izraza in oblikovanja živela še 
daleč v 20. stoletje. In mi smo jim zadnje 
priče. 

They were in use for cen tunes after they had 
disappeared from the "serious scene" of styli­
stic music. The older stylistic music and the 
folk music of the not so distant past share a 
number of slrmlarities in musical expression, 
musical forms, technical achievements, har­
mony and stylistic mannerisms. There are, ho­
wever, some folk instruments which cannot be 
compared with any other known instruments. 
On the other hand, there are artistic forms of 
supratemporal sound for it is no accident that 
there can be more apparent similarities bet­
ween contemporary folk forms and others 
from prehistoric times - this also applies to in­
struments - than lJetween tradition al forms 
and contemporary stylistic art, a phenomenon 
which is also evident in the plastic arts. 16 This is 
why we have to begin our reflections on the 
Slovene musical heritage in prehistory, in the 
paleolithic age, which presents us with the old­
est musical enigma - pipes made from the bo­
nes of cave bears. The child's imitative world 
of instruments also largely belongs to the art of 
supratemporal sound. When considering folk 
music and its instruments, we could quote Ivan 
Sedej's words refering to the plastic arts: 
"There are stili many apparently tardy pheno­
mena in folk music at a time when society has 
undergone crucial changes and when the last 
memories of the former feudal dependency 
and the interconnectedness of a community in 
the medieval sense of the word have comple­
tely vanished. After all, there is a relatively 
high percentage of museum exhibits from that 
period (i.e. at the turn of the 20th century -
author's note), especially folk sculptures, for 
example the famous Ribnica figurines or cera­
mics from the surroundings of Šentjernej."17 
The latter include clay musical toys - clay 
whistles. 
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5. Narodno ali samo zabavno? 

It can also be confirmed that in the surround­
ings of mdustrial centres the folk art of the 
peasant majority died out very rapldly, which 
is also true of folk instruments, although these 
forms of the apparently greatly delayed musi­
cal expression lived on far into the 20th 

century. And we are their final witnesses. 

5. Folk music or just entertainment? 

V drugi polovici preteklega stoletja, ko so se ln the second half of the prevIOus century, 
pnčell po mestih (m pozneje po trgih) ustanav-- when reading societies were establlshed m 
ljati čltalmški zbon, so doživele razcvet god- towns (and later on in market towns), brass 
be na plhala Jn troblla, ki so v slabem stoletju band s flunshed and wlthm bar ely a century, 
skoraj popolnoma sprememle sestavo kmeč- almost completely changed the compositIOn of 
kih muzik. »Godčevski sestavi starejšega tipa peasant bands. "The components of the older 
so se pod vplivom meščanskih godb, po so ci- type changed under the influence of the town 
almh pnhkah m iz glasbenotehničnih razlogov bands according to the social condltions and 
(godčevska spretnost, trpežnost glasbil) me- for musical and technological reasons (the 
njavah po krajevnih prilikah ln okohščinah«, je musicians' Sklll, the durability of the instru­
že leta 1954 zapisal France Marolt.18 Poleg ments)," France Marolt wrote as early as 
harmomke na gumbe »[rajtonaricell, ki je do 1954.18 Apart from the "frajtonarica", i.e., a 
prve svetovne vOjne prednjačila, so se tako diatonic accordion which had been foremost 
pOjavili piha 1m instrumenti ln trobila, ki so in use up to the First World War, wind and 
zaradI svoje tehnične izpopolnjenosti (v pri- brass instruments appeared. On account of 
merjavI z lesenimi žveglami ali trstenimi pi- their technical advantages (when compared 
ščalml trl lntonančno negotovimi citrami) hitro with wooden flutes or pan-pipes and the musI­
našle simpatije tudi med kmečkim prebival- cally unreliable zithers) they soon fpund 
stvom. acclaim among the peasant populatIOn. 
Kal! omenjene transformacije je potrebno iska- The beginnings of the already mentloned 
li že v zgledovanju slovenskih ljudskih godcev transformation have to be looked for m the Iml­
pn čeških potujočih muzikantih, ki so potovali tallon of Czech ltinerant mUSICIans by Slovene 
po deželah Avstro-ogrske od 18. stoletja dalje. folk musIcians. Czech musicians travelled 
Znameniti »Progarji« so raznašali poleg čeških across the provmces of Austro-Hungary from 
melodij, ki jih še danes igrajo starejši godci, the It:!tn century on. The famous "Progarji" 
stari vsaj 60 let (Zlata Praga marš, Češki marš, spread Czech melodies which are stiH played 
Češki muzIki .. . ) modo »pleh muzike(( v slo- I by older folk musicians of sixty and more (The 
venske vasi, trge in mesta. Kmetje oddaljenih Golden Prague March, the Czech March, the 
kmetij so hodili na vaje pihaine godbe tudi po Czech MusIcians ... ) as well as the fashion of 
več ur daleč . Tu so se naučili igrati pihalnih in I brass bands in Slovene viUages, market towns 
trobllmh instrumentov, od klarin eta, roga, and towns. 

20 



trobente, tube . .. in ta glasbila so pričeli vklJu­
čevati tudi v svoje »domače sestave« vezane 
na dom in sosesko. Modni okus, ki se je naglo 
pričel spreminjati na vsem podeželju, je pome­
nil tudi odskočno desko pOjavu narodno-za­
bavr.e glasbe 19 

Glasbena moda je pred stoletjem zanesla k 
nam harmon(ko na gumbe, imenovano »frajto­
narica«, ki se je na Slovenskem razvila v slo­
vensko različIco glasbila neštetih Izdeloval­
cev. Pomagala je Izrivati iz godčevske sceno­
grafije starejša (predvsem netempenrano 
uglašena) glasbila (od oprekija, trstemh orglic, 
žvegel. lajn, dud in citer). Njena množičnost je 
prerasla v fenomene izredne šmne, a komaj Je 
zablestela kot najbolj razširjeno »slovensko 
ljudsko glasbllo« 20. stoletja, že se Je morala 
pnčetl unikati kromatičm harmomkl ImenovanI 
))klavirka«, brez katere m narodno-zabavmh 
ansamblov povoJmh dm. 
S fraJtonarico gredo v pozabo tudi stoletje ali 
dve stare melodije. Vzroke je treba Iskati tudi 
v lastnostih in stliu stanh melodiJ. Mlajši godcI 
se rajši opnmeJo narodnozabavnIh ViŽ, ker se 
Je teh lažje naučitI. Tako se končuje stil, ki Je Ži­
vel pred vOJnama, med VOjnama ln še kratek 
čas po zadnji vojm, ko Je nastopil tudi že novI 
okus m nove želje. Končne meje m moč posta­
viti. ker se oba stila tudi meša ta, zmaguje pa 
novo, še ne preverjeno, tudi vSiljeno. Po vse) 
Sloveniji se rojevajo ansambli po vzoru poslu­
šanih NZA, katenh sestavI pomemJo vzor m 
posnemanja vredno, v godčevske sestave pa 
vdirajo še novi instrument} : (električne) k}ta ­
re, bobni, saksofoni . . . 
Zaradi tehnJčnega razvoja nas je glasba pre­
plavila. Z nJim se je rodil problem zabavne 
glasbene kulise po vsem svetu. Glasba se je 
sprevrgla v svoJe nasprotje. Nima več močI 
iskati resmco, terapevtske m nazadnje tudi 
razvedrilne zmožnosti, zmožnosti, ki so Jih 

Men from remote farms walked for several 
ho urs to attend brass band rehearsals. There 
they leamed to play wmd and brass mstru­
ments such as the clannet, horn, trum pet. tuba. 
etc. and Included them m their "local bands" at 
home and ln the nelghbourhood. FashlOnable 
taste, whlch began to change rapidly all over 
the countryslde also gave a good send-off to 
the phenomenon ofFEM.1Y 
A good century ago, musical fashlon mt ro­
duced us to the diatonIc accordlon called the 
"frajtonanca", whlch developed mto the Slove­
ne vanant of the mstrument made by mnume­
rable craftsmen. II hel ped to oust from the folk 
music scene old er (partlcu'larly untempered) 
mstruments (such as duiclmers, pan-plpes. 
wooden flutes, street organs, bag-plpes and 
llthers). lis populanty outgrew that of all other 
mstruments, but It had hardly achleved fame 
as the most wldely known "Slovene folk mstru­
ment" of the 20'h century when It had to glve 
way to the chromatlc or "plano" accordlon, 
whlch had nev er been mlssmg from post-war 
FEGs. 
Melodies that were one or two hundred years 
old dlsappeared together with the diatonIc 
accordlon. The causes should be looked for ln 
the charactenstlcs and style of the old tunes 
Younger musIcIans prefer FE tunes, slnce they 
are eaSler to leam. Thus the style WhlCh was 
alive ln pre-war, Inter-war and bnefly post­
war times ca me to an end . Then a new taste 
and new asplratlons arose. A dlvldmg Ilne 
cannot be established as both styles merge, 
but the new one, not yet venfled, that was even 
Imposed, IS taklng the lead. All over SlovenIa 
new groups are appeanng, followmg other 
FEGs ln thls genre, WhlCh are worth recordmg 
on account of then composItion. New instru­
ments, such as (electnc) gUltars, drums, 
saxophones, etc ., are Included. 
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poznah m Jih ponekod še poznajo »naravneJše« 
človeške skupnosti, kamor tehmčm razvoJ še 
m naslIno posegel. Tehmčm razvoj , se Zdi, Je 
omogočll razvoJ pOjava NZG, ki prav tako sodi 
v svet zabavne mdustrlJe (funkclOnalne glas­
be), V zvrst glasbene kulIse Jn JndustnalIzaClje 
glasbe, ki JO opredelj uje stopnja glasbene 
Izobrazbe Jn zavestI kmečko-delavskega pre­
bIvalstva. NZG Je prerasla v pojav, kot ga 
pozna le malokaten narod ln ki Je povzročil na 
enI stranI velIk OdZIV ljudI Jn na drugI velIk 
odpor. 
Nltl nas ne preseneča množičnost NZG, saj Ži­
vimo v času, ki Je IZjemen: še mkoh poprej se m 
tohko ljudi ukvarjalo z glasbo kot danes! In 
dobra dva mIlIjona Slovencev Ima 200-300 
narodnozabavnih ansamblov.l In to število 
utegne še narastI . 
Po NZG in NZA nas pozna Evropa, svet Jn 
naše bratske republike. Izseljencem in zdom ­
cem pomeni svojstven simbol pnpadnostI . V 
očeh pnpadmkov drugih etmčmh skupm so 
postali sim boh Slovencev v ZDA m Kanadi pol­
ke - klobase in harmonike s spremljevalci: 
kitarami. basi, plhah, tro bih m bobm. SvoJe 
ljudske glasbe ne poznamo niti sam!. 

NZG je evropeiziIana (in z njo tudi amenkani­
zirana) glasbeno zabavna zvrst (industnja), 
prilagojena naJširši, glasbeno nezahtevm, ne­
kreatlvm ln pasivm pubhkl in pnča tudi o zam­
kanju lastne Identitete, čeprav z razglašenjem 
te zvrsti za ljudsko Izročilo Istočasno zahteva 
Izključno domovinsko pravIco. 
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Due to the rapid technological development, 
musIc flooded the country. ThlS brought about 
the problem of musical entertamment scenery 
all over the world. MusIc changed mto ltS 
opposlte. It IS no longer capable of searchmg 
for truth, for therapeuhc and even entertam­
ment features that were known and m some 
places are stili known by the "more natural" 
human commum!les, not yet overpowered by 
modern technology. Technological develop­
ment seems to have made posslble the pheno­
menon of FE pubhc WhlCh also belongs to the­
world of the entertamment mdustry (functlOnal 
musIc) and thus to the genre of musical sce­
nery and the mdustnahzatlOn of musIc charac­
tenzed by the level of musical educatlon and 
the conSClOusness of the rural-workmg class 
populatlOn. This klnd of musIc has developed 
mto a phenomenon known by only a few na­
tions On the one hand, It has ehclted an en thu­
Slastlc response and, on the other hand, strong 
opposl!lon. 
The mass consumptlOn of thlS musIc IS not sur­
pnsmg as the time we hve m IS umque. Never 
before have so many people gone m for musIc 
as they do now. Among the Slovenes, who 
number over two mllhon, there are 200 to 300 
FEGs! And thlS number may stlll be growmg. 
The other Yugoslav republics, the whole of 
Europe and the world know us by thlS musIc 
and its entertamment groups. Slovene eml­
grants and gastarbelters abroad feel It as a 
symbol of togetherness. In the eyes of other 
ethmc groups, the symbols of Slovenes hvmg 
m the USA and Canada have become the pol ­
kas, sausages and accordlOns with thelr 
accompamment consisting of gUltars, basses, 
wmd and brass mstruments amd drums. Our 
genume folk musIc is unknown even to oursel ­
ves. 
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Opombe 

, VIlko Ukmar Po lepall k reSniC} (Through beauty to 
truth), Ljubljana, 1972, p 5 

Narodno-zabavna glasba je v nadaljnjem tekstu označe­

na s kratico NZG. 

1 Današnja znanost znova potrjuje spoznanja čutno­
spoznavnega sveta m odknva razumu preknte (tudI 
glasbene) vrednote, 

, V Ukmar, str 22 , m ta vsebma, kI ja nosI umetnma v sebI, 
se zopet IzpovedUje dOjemajočemu človeku m nanj delu­
je 

< LOjze LebIč , Zvok Jn t}~Jna , Ustvarjam, torej sem, Celje 
1985, str 87, 

• Carl Dalhhaus, Estet}ka glasbe, Koln 1967, prevedel An­
drej RIjavec, Ljubljana 1986, str 76, 

- Prav tam, str, 138, 

g Med števllmrru tovrstnImI revltalLzuamml sredstVI sporu­
čanja je na pnmer zarurruva pnmerjava s punk glasbe­
nIm gIbanjem, ki je po rabI glasbenega JeZIka blIžje sred­
njeveškemu ah še starejšemu glasbenemu okusu s stalno 
ponavljajočum se (bordunskIrm) fundamenalnIml tom kot 
pa glasbenemu okusu dvajsetega stoletja, gibanjem, kI je 
Is t očasno še vedno uporno gIbanje proti (lažjemu)sentl­
mentahzmu, ki se je tako zelo zasldralo v ponarodeli pes­
mI, kar med drugIm pojasnjuje tudI odpor do nje, oziro­
ma Izgubo pravega glasbenega pomena! Pravzaprav je 
ta glasba gIbanje mladih za uveljavljanje svojIh (nOVIh) 
pogledov kot kntika obstOječega, glasbe, jezik pa je le 
sredstvo (pomagalo) IZraza, Po tej struktun je še najbhžje 
obrednun malotonskIm pesmIm (na pnmer kresmm), 
kjer je smIsel v tekstovnI IzpovedI, obOje pa je kot PrI 
prošnja, obred, ki khče k razumevanju, Seveda pa glas 
benega neznanja m nespretnOSti, ki se pOjavlja tu m tam 
ne gre pOlstoveUtl s povedanIm, 

F'EM has become a Europeanized (and also 
Amencan1zed) industry and is adapted to the 
broadest, musically undemanding, uncreatlve 
and passIve audiences, It also means the anni­
hllation of the nation's identity, although by 
proclalmmg this genre as part of the Slovene 
folk tradltJon, it demands to be granted the 
right of domIclIe, 

Notes 

I VIlko Ukmar, Po lepot} k reSniC} , Ljubilana 1972, str 5, 

The abbrevlat!On FEM IS uded henceforth for folk enter­
tamment musIc 

1 Contemporary sCIence confIrms the fmdmgs of the per­
ceptlve cognItlve world, reveahng the values (also m 
musIc) hllherto hldden to the mtellect 

, VIlko Ukmar, p, 22 Thls meanmg whlch IS mherent m the 
work of art. IS transmIIted to the mdlvldual on whom It 

acts, 
< LOjze LebIč , Zvok Jn l1~Jna (Comprehendmg Sound and 

SIlence), Ustvarjam, torej sem (l create, therefore lam), 
Celje, 1985, p, 87, 

• Carl Dahlhaus, EstetJka glasbe (The Aesthetlcs of MU­
SIC), Koln, 1967, translated by Andrej RIjavec, LjUbljana, 
1986,p, 76 

7 IbId" p, 138 

g Among the numerous, mtenl!Onally revltahzed means ol 
commurucahon, companson WIth the punk movement IS 
mterestmg, lis use of mUSIcal language IS more remml­
scent of the medleval or even older mUSIcal taste WIth lis 
repetItIve (bourdon) fundamental tones than the taste of 
the 20th century, a movement whlch stili represents resl ­
stan ce to (sham) sentlmentahsm, so strongly anchored m 
the tradll10nal folk song, Thls clanfies, among other 
thmgs, the op posItIOn to It or else It has no real mUSIcal 
sense! This musIc IS actually a movement of the young 
who want to establIsh thelr (new) vlews as a cntlque 
agamst the estabhshment but the musIc IS only a means 
of expreSSIon, In ItS structure, punk IS closest to ntual 
songs wllh few tones (such as MldsummernIght songs) 
where the meamng hes m the text and, together wllh the 
mUSIC, It IS an mtercess!On, a ntual, callmg for understan­
dmg, Of course, mUSIcal ignorance and unskilfulness, 
whlch appears here and there, cannot be Identlfled With 
what has been saId" 
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9 Leta 1678 IZIde »Musikalische Temperalur« Andreasa 
Werkmeistra. 

10 V prakso jo uvede J. S. Bach z zbirko preludJjev m fug 
pod naslovom »Das Wohllemperiertes Klavien 
(J 722-1744). 

" Avtonca tega sestavka je v lehh 1984-1986 raziskovala 
zvočno podobo paleohtskih koso z luknjicami, ki bi uteg­
mie blt1 pI~čali, hrani pa jih Institut za arheologijo ZRC 
SAZU v Ljubljam. Leta 1986 sva s soprogom Matijem 
Terlepom, stroJmm inženirjem in navtistom, dokazala 
tudi zvokotvornost nekaterih manj po~kodovaruh fosilnih 
kosti medvedovih femurJev m znamenitlh čeljustnic Jam 
skega medveda IZ paleolitske lovske postojanke v Po 
točki Zllalkt. 
O teh prVIh morebitnih evropskih zvočilih je izpod pere 
sa podpisane nastala razprava »From Paleolilhic Bone 
Pipes lo Folklore and ColleclJve Memory« (tipkopIS 
oziroma »Od paleolilskih koščenih piščali do ljudskega 
Izročila in spomina« (tipkopIS za nastajajočo publikacije 
Mire Omerzel-Terlep »Slovenska ljudska glasbila od 
koščenih pIščali do lajne«. 

12 Pavle Merku, Poslu~am , Trst 1983. 

13 Pavle Merku Je o tem procesu pn Rezijanih zapIsal: 
» ... tod smo ga (avtentični netempenran sistem) ču!J do 
nedavna, pravzaprav ~e danes - ampak to bo trajalo ko­
maJ ~e kako leto -lahko sh~imo tn različne stopnje ljud­
ske glasbe: stareJ~1 cltiravci Džuen Plkot v UČji, Jozef 
Pala v Osojah m rajni Džuankala v Bih, pa biske babe, ki 
so ~e 10. februarja 1974 pele v trža~kem Kulturnem 
domu - so ~e godh m pele po netempenranem SI­
sternu . . . sredo!1 - to je moj rod, ki ~teje qodce m pevke 
na ravm LlvJ6ta Klitavega m Marice Ffnme v BIh, so že 
pod vplIvom množičnih obve~čevalnih sredstev odda­
ljuje od netemoeriraneaa sistema. medtem ko ie mlai~1 

rod - to so cllravcl. ki danes godejO pn ReZIJanski fol 
KlOrm SKUpInI - ze Opustlil netempenran sIstem m pn­
stal na obalo od mdustnle VSiljene ekvacIJe. Odslej Je 
vsaka mdustnjska (m politična) manIpulaclJa z u~esl 
ReZijanov možna kakor z u~esl vseh drugih slovanskih 
davkoplačevalcev v ItahJI.« 

14 Zammlve so tudI pnmerjave z razml~IJanJI o likOVnI 
umetnosti [vana Sedeja v knJigi »Ljudska umelnosi na 
Slovenskem« (Ljubljana 1985) m Gorazda MarkOViča 
.Slovenska ljudska umelnosl« (Ljubljana 1981). 

15 Sedej, str. 9 
16 Prav tam. 

17 Sedej, str. 135. 

18 SlovenskI glasbeni folklor, Slovenske narodoslovne ~tu -
dlje [V, Ljubljana 1954, str. 19. 

I. V nadalInjem besedIlu kratica NZG (narodnozabavna 
glasba) m NZA (narodnozabavm ansambli), NZ (narod 
nozabaven). 
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9 Musikalische Temperalur by Andreas Werkmeister 
was published in 1678. 

10 It was put into practice by J. S. Bach with rus collection of 
preludies and fugues entitled Das wohllemperiertes 
KI;wipr 0722-1744). 

" From 1984 to 1986 the author of this treatise did 
research into the sound image of paleolitruc bones with 
ho les, wruch may have been pipes, and are kept at the 
ArcheologicaJ Institute of the Slovene Academy of Arts 
and Sciences m LjublJana. [n 1986 she and her husband 
MauJa Tenep, a mecnamcal engmeer and tJautJst, pro­
ved the musical capacity of some less damaged fossil 
bones of bear femurs and the famous jawbones of cave 
bears from the paleolithic hunting ca ve of Potočka Zijal­
ka. 
These first European plpes were treated by the same 
author in From paleolilhic bone pipes lo folklore and 
colleclive memory (typescript) or, respectively, Od 
paleolitskih koščenih piščali do ljudskega Izročila in 
spomina (typescnpt for the coming pubhcation by Mira 
Omerzel-Terlep, Slovenska ljudska glasba od koščen ih 
piščali do laine. 

12 Pavle Merku, Poslušam (l 'm hstenmg), Tneste, 1983. 

o) Pavle Merku wrote about the process mResla: 
". . here we have been able to hear it (I.e. the authentic 
untempered system) until recently, even until today, 
but thls will hardly last another year. Three different 
levels of folk musIc can be heard: the older fiddlers 
Džuen Plkot of UČJa , Jozef Pala of OsoJe and the late 
Džuankala of Bila, and the BIla women, who on Feb 10, 
1974 stili played and sang at the Trieste Cultural 
Centre, followmg the untempered system .. whereas 
the middle, my generatIon, wluch mcl ude s players and 
smgers on the level of Llvj6t Klftavl and Manca F(nina 
m Bila, are already under the mnuence of the mass 
medla, thu s departmg from the untempered system. 
However, the younger generatlon - the fiddlers who 
play m the Resla folklore group - have glven up the 
untempered system and have landed on the shore of 
levellIng out (equatlon) enforced by mdustry. From 
now on any mdustnal (or po!Ilocal) mampulatlon IS 
posslble wIth ResIan ears as well as the ears of other 
Slav tax-payers m [taly « 

14 Compansons WIth Ideals on Visual art m [van Sedej's 
book Ljudska umetnosi na Slovenskem (Folk Art m Slo­
vema), Ljubljana, 1985 and Gorazd Makarovlč's work 
Slovenska ljudska umelnosi (Slovene Folk Art), LJublJa­
na, 1981 , are of mterest here. 

15 Sedel, p. 9 
,h Ibid 
17 Sedej, p. 135 

18 SlovenskI glasbeni folklor (Slovene MUSIcal Folklore), 
Slovenske narovoslovne ~tudlJe IV, Ljubljana, 1954, p. 19 

I. [n the followmg text the abbrevlatlOns FEM (folk enter­
tamment mUSIC), FEG (folk entertamment group) and FE 
(folk entertamment) are used 
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Tanja Tomažič: 

LJUDSKA GLASBA IN 
ŠEGE 

l. Šege in godci 

Povečmi so šege povezane z godbo. Ponekod 
Ima godba manj, drugod pa bolj pomembno 
vlogo. Pn nekaterih šegah ne gre brez godbe, 
drugod pa je nadležna in se Je komaj ubranijo, 
včasih celo s prepovedjo. 
Godba spremlja človeka pri vseh življenjskih 
šegah, je obvezna pri mnogih koledarskih in 
navadno zelo dobrodošla pri delovnih, ali pre­
prosto - pri delu. 
Najpogosteje je glasba navzoča pri ženitovanj­
skih šegah, pri ohceti in pri vseh dogajanjih, ki 
se odvijajo pred in po obredu. Godba je bila 
na ženitovanjih tako pomembna, da so o tem 
ohranJem podatki na najrazličnejših krajih tudi 
iz starejših časov ; od začetka 19 stoletja pa je 
podatkov o različnih godčevskih sestavih na 
ženitovanjih sploh veliko. Prinašajo jih odgovo­
ri na razne ankete, I predvsem pa različni do­
pisovalci in sporočevalci v časopise . Precej 
podatkov o godcih in godbi po vaseh in v me­
stih na Dolenjskem lahko dobimo v Trdinovih 
zapisih, pa tudi v slovenski beletristiki, pred­
vsem iz druge polovice 19. stol. in naprej . 
Po doslej zapisanih dejstvih v literaturi lahko 
ugotovimo, da so bili najrazličnejši sestavi, ki 
so sodelovali na ženitovanjih, prav dobro ob­
delani. 
Svatbe, o katerih se navadno sodi, da so bile 
najbolj živahne prireditve v vaški skupnosti, so 
bile res lahko zelo razkošne in bogate, lahko 
pa tudi ne. Izraz razkošja so bili tudi godci, lah­
ko en sam, lahko pa cel orkester. V Novicah, 
kjer so si prizadevali, da bi kmetje, ki so bili 
čedalje bolj obubožani, začeli z manj razkošni-

Tanja Tomažič 

FOLK MUSIC AND CUSTOMS 

1. National Customs and Folk Musicians 

Most national customs are lmked with music. 
In some cases It plays an essential role while 
in others it is less important. Some events are 
unthinkable without music while m others it IS 
not only inconvenient but even forbidden. 
MUSIC IS part of almost all the customs connected 
with people's lives. It is obligatory in many 
events throughout the calendar year and a 
welcome element at work. 
Most frequently music is present in customs 
connected with weddings, accompanying the 
wedding Itself as well as all the events pre­
ceding and following the ceremony. Music 
used to be extremely important at weddings 
so that much information about it has been pre­
served in different parts of the country, even 
from quite early periods. Since the beginning 
of the 19'h century, however, information 
concerning groups of village musicians play­
mg at weddmg parties has been preserved. 
It IS to be found in answers to a questionna­
Ire l and in various newspaper reports. Con­
slderable informatIOn on vIllage and town mu­
sicians and their music in Dolenjsko can be 
found in the works of Janez Trdina as well as in 
other works by Slovene writers since the mid 
19'h century. 
It can be established that various kinds of 
musician groups performing at weddings 
have been well described in literature. 
Wedding parties, which are as a rule believ­
ed to be the most exciting events in a village 
community could be very luxurious and rich in 
some cases in the past. One sign of luxury and 
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ml svatbami, so za vzgled navedli naslednji 
pnmer: »Po tukajšnjI navadi se podajo žemto­
valci (oba premožna) ravni v tisto gostivmco, 
izpraznit ga kak poliče k pred kosilom. BIlo je 
ženitvavcev 6 parov z ženinom lO nevesto. 
Godcev niso Imeli.«2 
To so bile tiste vrste svatb, s katerimI se m blio 
hvallti. Vse več je podatkov, v katerih nam 
sporočajo , kako so se po zvokih muzikantov 
vrteli veseli svatje. Iz leta 1857 je reklama v 
Novicah, kjer Franc Žemca, kapelmajster 
mestne muzlke iz Novega mesta (»iz 30 god­
cev obstoječe,«) objavlja naslednje besedIlo: 

Svatba v Bučečovcih pn Ljutomeru, 1924, fotoarhlV 
SEM 
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wealth was musicians; sometimes one, some­
times a whole orchestra. At a time when the 
Slovene peasants became poorer and poorer, 
the newspaper "Novice" tried to persuade 
them to celebrate their weddings in a more 
modest way. As an example, "Novice" publish­
ed the followmg report : "According to the 
local custom the weddmg party (both the 
bride and the bridegroom very nch) just went 
to the vIllage mn to have a glass of wine before 
lunch. There were SIX couples, mcluding the 
bndegroom and the bride. There were no­
musldans."2 But this was certainly not the type 
of wedding party one could be proud of. 

Weddmg at BučečovcI near Ljutomer, 1924, SEM 
photoarchlves 



» .. . Ob enem se priporočam visokočastiti du­
hovščini novomeške okolice (!), ako bi utegnili 
moje muzike v cerkvi potrebovati, kakor vsem, 
ki žele ob ženitvah dobre godbe. Prosim, naj 
se vsak na me obrne.« Oglas je bil objavljen na 
Novo leto, torej v času, ko so pričakovali naj­
več porok. Ni dvoma, da so bili kapelmajster 
in njegovi godci kar dobro plačani za svojo 
godbo. 

Nekako čez dvajset let je zapisal Trdina: »Kar 
sem vIdeI letos svateb in svatovščin ni bilo nI­

kjer godcev - razun pri Malnarjevih, kjer se je 
omožila hči na bogatijo, da bo imela 7 zida­
nic ... Povsod drugod je godel kak svat na or­
geljce in plesa in druzega veselja je bilo ravno 
toliko, kakor z veliko muzike. Kakor kaže, bo te 
hude potrate (muzike!) kmali konec na vsaki 
kmečki svatbini.«2 
Ne glede na to, da se je Trdina zmotil, ko je 
predvideval, da glasbe na svatbah kmalu ne 
bo več, si lahko predstavljamo, da so bili najeti 

. godci vendar tisti pokazatelj, ki je pomembno 
dvignil ugled družine. Podobno vrednotenje 
velja tudi danes. 
Godci, ki so hodili po svatbah, so morali biti ne 
samo dobn muzikI, ampak tudi IznajdljIvi m ša­
ljivi. Pogosto so vodih (ali vsaj pomagali voditi) 
dogajanje na svatbah. »Jurij Vodovnik, kamor 
pride, ga povsod radi imajo, posebno na koh­
nah in ženltvah,« se je zdelo pomembno zapi­
sati poro čevalcu v Novicah.4 
Z godbo in petjem so pospremili na oni svet 
pokojnika in včasih se je primerilo, da so se 
godci spozabili m ubrali tudi take viže, ki bi 
bolj sodile na veselice kot v slovo, posebno ob 
varovanju pokojnika. 
Čez godce so se velikokrat pritoževali domači 
župniki, saj so jim bili preglasni tudi na žegna­
njih in na romanskih shodih. Za shod pri sv. 
Roku v letu 1879 je »župnik prepovedal igrati 
pred oltarjem poskočnice in marše, pa ga 

There is much more information reportmg how 
the cheerful wedding guests danced to the 
tunes of the musicIans. In 1857 the following 
advertisement was placed in "Novice" by 
Franc Zenica, the band master of the Novo 
mesto town band ("consisting of 30 musi­
cians"): " . .. At the same time I recommended 
my servIces to the honourable clergy of the 
surroundings of Novo mesto (!) if they should 
need my music in their churches, as well as to 
anybody who wants good musIc at thelr 
wedding parties. Ple ase apply to me." The 
advertisement was pubJished at New Year, at 
the time when most of the weddings were 
expected to take place. No doubt the band­
master and his musicians were qUlte well pa id 
for their music. 
Some twenty years later Trdina wrote: "Wher­
ever 1 saw a wedding this year there were no 
musician s except at the Malnars', whose 
daughter married into a rich family that owns 7 
vineyard cottages... At all of the other 
weddings only one of the guests played the 
mouth organ but there was as much dancing 
and merrymaking as in places with a lot of 
music. It seems that such a bad way of wasting 
money (on musIc!) at peasant weddmgs IS 
coming to an end."3 
Apart from Trdma being wrong when he 
supposed that very soon there would be no 
more music at peasant weddings, one can only 

ima gine that hI red musicians were the element 
that added greatly to the family's reputation. 
And nowadays people share the same view. 
The musician s who went around to play at 
wedding parties not only had to be good musi­
cians but also good jesters and entertainers. 
Very often they were leading or at least 
hel ped to lead the celebration at weddings. 
"Jurij Vodovnik, wherever he goes, is received 
with pleasure, especially at pig slaughterings 
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sploh mso poslušalI. Sploh so se JezIli tudi VSI 
drugi ljudje, kaj Je začela duhovščma delati 
»žegnarjem« napote, zmanjševati slovesnosti m 
groziti še elo z odpravo te stannske šege.«5 
Tudi Fran Erjavec je ob OpISU romarskega 
shoda na Kumu zapisal: »Zaslišlva okroglo mu­
ziko IZ cerkve, tako okroglo, da bl SI človek 
mislil, da so svatje na podu. KumlJanskl godCI 
tudi v cerkvi godejo malo bolj na poskok m 
imajo zato že stare pravlce.«6 
Ob godbi so tudi zapIli porodnico m novoro­
Jenčka , vendar pa Je treba poudariti , da so bile 
te vrste zabave (še bolj kot svatbe) redko 
spremljane z godbo. 
Skozi vse leto so se vrstili prazniki, ki so tako 
rekoč za vsako ceno potrebovali godce m nJI­
hovo godbo, pa naj je že bila bolj all manj 
ubrana. 
Najdlje so trajale zabave pred pustom m za 
pusta. Tedaj so prišli na svoJ račun tudi VSI 
godci, kar jih je premog la vas. Znane so različ ­

ne godčevske skupine, ki so hodile spustmml 
šemami na obhode.? Prav tako so hodili s 
šemami po hišah posamezni godcI. Sestava 
skupm se je v času spreminjala, tako tudi raz­
nolikost sestavo v po pokrajinah. Poleg običaJ­

nih glasbil so kot obvezno zvočilo uporabljali 
še pokanje z biči m tudi drugače povzročan 
hrup in trušč , posebno z zvonci. 
Ob veliki nočI so še posebno pogosto in slo­
vesno pritrkavalI z zvonovi. 
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and weddmgs." a reporter found worth wrltmg 
m "Novlce"4 
It was With musIc and smgmg that a deceased 
person was accompamed to the graveyard 
and sometJmes the musIcIans happened to 
forget what they were hlred for and started 
to play tunes that sUIted a party better than a 
funeral or a wake. Local pansh pnests often 
complained about the musIcIans playmg too 
loudJy even at falrs and pllgnmages. At the 
pIlgnms' gathenng at St Rok's m 1879 the 
pansh pnest forbade the musIcIans to play 
dancmg tunes and marches m front of the altar, 
but they would not listen to him. The other 
people were angry With the clergy because 
they mterfered With the pIlgnms, trymg to 
reduce thelr ceremomes and even threa tenlng 
to abohsh the old customs.«5 
In hls descnptlOn of the pIlgrams' gathenng on 
Kum, Fran Erjavec wrote: "We heard merry 
musIc from the church, so merry that one 
would thli!k there was a weddlng party gomg 
on. The Kum musIcIans play merry tunes ln 
church, too, and have a long acqUlred right to 
do SO."6 
There was dnnkmg and musIc to cele brate 
the birth of a child and to honour the mother, 
but such events were not frequently cele­
brated With music. 
Throughout the year there were a number of 
events ln whlch musIcIans and their music 
were essential and It was not Important 
whether the music was very harmonious or 
not. 
Most entertainment too k place during the 
Carnivals penod. This was the time when all 
the musicIans available m the VIllage had a lot 
of work to do. Accordinq to the data, vanous 
groups of musIcIans went around the vIllage 
together with the Carnival masqueraders7 
Indivldual musIcIans also went from house to 



Maškare »na fašenk", BučečovcI pn Ljutomeru, 
1973, fotoarhiv SEM 

Pomembni so bili vaški godci ob koledovanjih, 
ko so (spet različno po slovenskih pokrajinah) 
hodili od božiča do treh kraljev in ponekod 
vse do svečnice, od hiše do hiše, ponekod 
samo pevci, drugod obvezno tudi godci, 
Skoraj ni minilo skupno kmečko delo brez 
glasbe, Glasba je tukaj pač pomenila le spre­
mljavo k plesu, manj pogosto k pesmi. Tako se 
je godec pojavil pri končnih večjih delih ob li­
kofih; ko so zaključili košnjo, žetev, mlatev, 
mletje prosa, ob koncu gnojvože in steljeraje, 
pa po trgatvi, ob preji in ličkanju . Navadno so 

Shrovettde maskers, BučečovcI r.ear Ljutomer, 
1973, SEM photoarchlves 

house together with the masqueraders. It was 
the composition of the groups that changed in 
the course of time, varying from region to 
region. Apart from the usual instruments, seve­
ral other sound- producing utensils were used 
to create sound s and noise, for example bells 
for ringing and whips for cracking. 
Chiming was particularly solemn and frequent 
at Easter. Village musicians we re an important 
part of "koledovanje", when groups of singers 
and musician s went from house to house 
between Chistmas and Twelfth-night and in 
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vsa skupna dela morali na nekakšen način 
proslaviti, kako drugače kot z godbo in ple·­
som. 
Pri tem so sodelovali domači godci, torej god­
ci, ki so sami poznali teren in bili tudi na teko­
čem, kdaj bodo rabili njihove usluge, takoj pri­
pravljeni, in jih menda ni bilo treba vabiti. Red­
kokdaj so godli zastonj. Pri nekaterih delih, ki 
so se jih v večini udeleževala dekleta, so fan­
tje, ki so se prikazali ob koncu del, zbrali de­
nar za godce. Ponekod je plačal gospodar, ali 
pa je dal vsaj za jedačo in pijačo . Šuštarji in 
krojači, ki so hodili v štero, so vedno imeli s se­
boj še svoj instrument, če so ga le znali igrati, 
ker so jih kmetje tako menda raje najemali. 
Tako je povedala hčerka nekega kmeta iz 
Grahovega, da so k njenemu očetu sosedje še 
pred drugo vojno raje hodili, ker je znal sam 
gosti, in jih je tako že ob delu zabaval. 
Pisani zapiski o godcih iz 19. stoletja se ne raz­
likujejo dosti od ustnih pričevanj , ki so jih zbra­
li etnologi pred in po drugi vojski v tem stole­
tju. Edini večji premik v pojmovanju skupnega 
dela in s tem tudi skupnega veselja, plesa in 
godbe, pomeni pravzaprav razlika v tehnolo­
giji kmečkega dela po drugi vojski. Veselje ob 
skupni zabavi je bilo v prvi polovici 20. stoletja 
prav podobno tistemu, kar opisuje Valvasor 
kot razposajenost mladih fantov in deklet ob 
mletju prosa. 
Med godci so bili posebno priljubljeni plesi ob 
nedeljah, ki so jih prirejali gostilničarji v pri­
pravnih gostilnah, predvsem pa v mestih ali 
trgih, ob semanjih dneh in ob romanjih. 
To so bile priložnosti, ki so godcem nudile pre­
cej dober zaslužek. Zelo znani so bili liko fi z 
godbo in plesom ob koncu gradnje hiše ali 
gospodarskega poslopja, pa tudi cerkvenih 
stavb. 
Godci so bili zaželeni ob gasilskih veselicah. V 
drugi polovici 19. stoletja so gasilci najemali v 
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some regions even tili Candlemas. Some of 
these groups consisted of singers only, others 
again of singers and musicians. 
Hardly any farms group work was carried on 
without music. In these cases, music was 
played mostly for dancing, rarely as an 
accompaniment to singing.Thus musicians ap­
peared at feasts at the end of important 
agncuJtural tasks like mowing, hervesting, 
threshing, miliet winnowing, ta king manure to 
the field s, gathering litter and at vintage time, 
as weli as at spinning bees and com husking. 
All the se common jobs had to be celebrated in 
some way and music and dancing seemed to 
be the best way of doing it. 
Local musicians took part in these festivities, 
that is, musicians who were well acquainted 
with the village and knew very well when their 
services would be needed. They were always 
ready to play and they did not have to be in­
vited. In Jobs that were usually done by 
girls, the young men appeared when the job 
was finished, and collected the money for the 
musicians. In some places the farrner paid for 
the music or at least provided the food and the 
drinks. Hired shoemakers and tailors who 
went to work from house to house also used to 
bring their instruments if they could play one. 
Farmers preferred to hire someone who could 
play. The daughter of a Grahovo farrner said 
that before the second World War their neigh­
bours liked to come to their farm to help as her 
father could play the fiddle and entertained 
his workers during works. 
Written data about village musicians dating 
from the 19th century do not differ much from 
the oral evidence gathered by ethnologists 
before and after the Second World War. The 
only greater difference concerning group 
work including the accompanying merrymak­
ing, dancing and music, was caused by the 



glavnem glasbene sestave. 
Po posameznih pokrajinah so v časteh različni 
svetniki. Ob njihovih praznikih, ki so se največ­

krat končev ali s plesom in godbo, so našli svoj 
pro&tor tudi vaški godci. Ob procesijah so v 
večjih naseljih sodelovale tudi različne 9brtni­
ške in vojaške godbe. Ta tradicija se je podob­
no ponavljala ob prvomajskih paradah po dru­
gi vojm, ali pa ob različnih občinskih prazmkih, 
ob volitvah in podobnih državnih praznovanjih, 
ki so v večji meri nadomešča la prejšnje cer­
kveno praznovanje. Podobne priložnosti za 
muzikante, kot so bile ohceti, pa so bila vaška 
žegnanja. 
Še pred drugo vojno so ponekod domači muzI­
kanti predvsem v manjših krajih vodili pravo 
evidenco o večinoma bogatih in znanih mešča­
nih in njihovih godovih. Kdor je bil pri volji, so 
mu prišli zaigrat in zapet pred hišo, za kar so 
seveda pričakovali plačilo . Na vasi je bilo to 
verjetno bolj prijetna navada, po mestih pa 
včasih prava nadloga. 

change m rural technology after the war. In 
the First half of the 20'h century, the merry­
making followmg some group jobs was very 
much like the romping of young boys and giris 
as described by Valvasor at millet winnowing. 
Sunday dances organized by pub owners m 
the vlllages and dances orgamzed m towns, at 
markets, falrs and pllgnmages used to be very 
popular 'Nlth musIcIans. These were good 
opportumtles to earn a fair sum of money. 
Very popular were also toppmg-out ceremo­
mes With musIc dancmg when a house, a farm 
building or even a church were completed. 
Musicians were also welcome at fire bngade 
partles. In the second ha It of the 19'h century 
the fire men usually hired larger bands. 
In various parts of the country partlcular samts 
were honoured. On these samts' days, whlch 
usually ended With dancmg and mUSIC, vIllage 
musIcians were part of the celebratIOn. In 
larger settlements, processlons mcluded crafts­
men's and mllItary bands. After the Second 
World War thls tradition was contmued 
m the form of parades on 1" May, on mumclpa! 
holidays, at electlOns and slmllar state holi­
days whlch were celebrated instead of church 
holidays. Church falrs and weddmgs were 
good opportumties as well. 
Before the Second World War the local musI­
cians, particularly in small villages, usually 
kept track of the rich local people and the Ir 
name-days. If the person agreed, they came 
and played and sang in front of his house, for 
which they ex pec ted to be paid. In villages 
this was regarded as a pleasant custom while 
in towns it sometimes became a real nuisance. 
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2. Godci, veselje in zaslužek 

Godci so večinoma postali iz veselja do glas­
be. ostali pa tudi zaradi zaslužka. 
Igrali so za denar. Ne vedno, zelo pogosto pa 
le.8 Ni bilo vedno, da je sin poleg muzikalično­
stI očeta podedoval tuCii godčevsko obrt, ki je 
tako ostala v družini. 

Nabornlkl s harmomkarjem, Sajevče pri Postojni, 
1933, fotoarhiv SEM 
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2. Musicians, Merrymaking and Profit 

Most people became musicians because they 
liked music but some took to music because of 
the money. 
They played for money. Not always, yet very 
often they did. Very often the son inherited the 
talent as well as the craft of being a musician 
from his father and thus the activity remained 
in the family.8 In a cer ta in sense, being a mu-

Recruits with accordion player, Sajevče near 
Postojna, 1933, SEM photoarchives 



V nekem smislu imamo godčevstvo lahko za 
obrt, za institucIjo, ki se je vzdrževala v SVOjI 
sredml kot nekaj samo po sebI umevnega m 
potrebnega. Plačilo za delo Je bilo ob določe­

nih pnl.ožnostih obIčajno m nujno: za Igranje na 
plesih v gostilnah, torej Javnih prostonh, za 
Igranje na ženItovanjih, na žegn anjIh , ob 'po­
sebnih praznikih (po drugi vOJni za 8. marec, l . 
maj, občmskl praznik ltd.). Vse več pa Je bIlo 
pnložnosti, kI so bile god cem tako rekoč na 
voljo in so prinašale zaslužek: igranje ob kme­
čkih delih po domovIh, na llkofih, na kolmah, 
ob pustnih obhodIh, ob obhodIh kolednikov, 
gasilcev; igranje godovnikov, spremljava ro­
marjev in podobne priložnosti. Tukaj je moral 
godec paziti na svoj ugled. Niso se vsi udele­
ževali prav vseh »pohodov s petjem in godbo«, 
kjer je bil glaVni namen nabiranje denarja ah 
hrane. Dasiravno so vsi vedeli, da je sodelova­
nje godbenikov pri nekaterih šegah tako re­
koč obvezno, so vendar tudi vedeli, kdo od 
godbenikov bo sodeloval, igral, nabiral hrano, 
pobiral denar. 
Mnenje sovaščanov o godclh je bilo različno , 

navdušeno, odklonilno ali pa popolnoma nev­
tralno. Godca so navadno cenili na osnovi eko­
nomskega položaja v vaški skupnosti. Glasbe­
ni talent je pomenil le del njegovega uspeha. 
Ce je bil godec res pravi godec, muzikus, je 
precejšen del svojega časa posvetil glasb!. V 
tem primeru se pač ni ukvarjal z delom na 
kmetiji. kakršnakoli je že bila. Veljalo je le tisto, 
kar je od prisluženega denarja, z godbo pri­
služenega denarja, spet vložil nazaj v posest. 
Znano je, da so bili godci na slovenskih tleh v 
preteklosti predvsem manjši kmetje, pa tudi 
izučeni obrtniki: čevljarji, krojači, peki, zidarji 
mesarji, če ne štejemo še številnih beračev 
(kakršnihkoli poklicev) m odsluženih vojakov. 
Njihov današnji položaj je pravzaprav zelo po­
doben. Kmetje, ki se po vaseh združujejo v mo-

slclan can be regarded as a craft, an institutIOn 
whlch existed in an environment as somethmg 
natural and necessary. Paymg a mUSIcian for 
hls work was usual and we nt without saymg, 
They were pa Id for playmg at dances m pubs, 
m pubhc places, at church falrs and on specIal 
hohdays After the Second World War these 
mcluded March 81h, May jSl, mUnlclpal hoh­
days, etc. But there were many other opportu­
mtles avaIlable for the mUSICIan to choose hke 
playmg at work, at people's homes, at toppmg­
out ceremomes, plg slaughtenngs, Shrovetide 
festiVItles, gomg arround WIth "koledniki", 
playmg at flre bngade parties, playing to 
people for their name-days, accompanying 
pIlgrim s on thelr pIlgrimages and other 
events. In these cases the musician had to 
keep his reputatIOn. Not everybody took part 
in all the "expeditions with smging and musIc" 
mwhich gathenng food and money was the 
main purpose. Although everybody in the vil­
lage knew that musIcians were obhgatory m 
some of the customs, they also knew who 
would take part and play, or gather the food 
and the money. 
Opmions concernmg the musIcIans vaned 
greatly from village to vIllage, rang mg from 
enthuslastlc to resentful or qUlte neutral The 
mUSICIan used to be appreciated accordmg to 
hls economIc status in hls communlty. Hls 
talent represented only part of his success. If 
the person was a real mUSICIans, he dedlcated 
a lot of his time to musIc. In such cases he dld 
not do much work on his farm whatsoever. 
What was appreciated was the money he 
earned and invested in his farm. 
It is well known than on Slovene land most of 
the musicians in the past were smallholders 
and craftsmen like shoemakers, tailors, ba­
k.ers, masons and butchers as well as nume­
rous beggars (of any profession) and ex-
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dernejše godčevske skupine, so prav tako 
kmečki sinovi, ki jim kmetija ni dovolj za preži­
vljanje, in so navadno zaposleni v bližnji tovar­
ni kot kvalificirani delavci (vzporejani z iz uče­

nimi obrtniki v preteklosti). 
Ljudski godec je kot nosilec ljudskega izro­
čila, le-to skoraj vedno prenašal naprej tudi za 
plačilo . 

Kadar godci pripovedujejo o svojem delu, se 
jim spomin prav gotovo ustavi pri tistih dogod­
kih, ko so z igranjem dobro zaslužili. Čestokrat 
jim je v dobrem spominu tudi znesek zaslužka 
in njegova poraba. 
Največkrat so fantje že zelo zgodaj začeli z 
igranjem za plačilo , včasih so vskočili celo na­
mesto očeta, ali kakšnega drugega sorodnika. 
Tako je začel Miro Šušteršič, r. 1922, ki je prvič 
igral za ples v gostilni v Žerovnici na Notranj-· 
skem, ko je bil star komaj sedem let in je zaslu­
žil, kot se dobro spomni, 12 dinarjev in 50 par. 
Dokler je bil še mlajši, je denar dajal materi in 
tako pomagal vzdrževati družino. »Nobena 
skrivnost ni, da se je dalo z godbo dobro zaslu­
žiti, a treba se je bilo pošteno potruditi, saj se 
muzika in hec nista nikoli tako cenila kot delo 
na polju.« 
Tudi Trdini se je zdelo pomembno, da je v svo­
jih dnevnikih zapisal marsikaj o godcih. Iz leta 
1870 je naslednji odlomek: »Mnogo obrtnikov 
je godcev. Eden (zidar) je pravil, da je kupil 
harmoniko za 27 forintov. Tudi v dobrniški fari , 
v Mali vasi, je eden, ki jih dela - nekatere po­
zna, ki so s to obrtnijo si opomogli in kupili lepe 
kmetije. Na piru dobi godec s harmoniko ex 
offo 4 forinte, maškare pa tudi dajo po l forint, 
erga = 5 forintov. Tudi o drugih veselicah živi 
godec dobro - šestica je gotovo - zraven pa 
pijače, več, nego more nositi želodec in glava. 
On že po štiri noči ni nič spal - kako bo potem 
zidali Trdi, da vsaki ima prav, ki si omisli in na­
uči harmoniko igrati - mnogo veselih ur si s 
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soldiers. 
Nowadays the situation is quite similar. People 
forming modern musical groups are also far ­
mers' sons, whose farms are not large enough 
to provide asuitable income so they work as 

. qualified workers in the nearby fuctories and 
can be compared to craftsmen in the past. 
The folk musician has always been the trans­
mitter of folk traditions and has been paid for 
it. 
Whenever musicians talk about their work, the 
best remembered events are certainly those 
when they earned a good sum of money by 
playing. Very often they will remember the 
ampount they had earned and what it had 
been spent on. Usually the boys would start to 
play very early in their lives, substituting for 
t?eir father or some relative if necessary. Miro 
Sušteršič , born in 1922, played at a dance at a 
pub in Žerovnica in Notranjsko for the first 
time at the age of seven and remembers very 
well having earned 12 dinar s and 50 paras. 
Until he become older he gav\:.' Ihe money to 
his mother, thus helping to suppr rt the family. 
"It was no secret that ODl: could make a lot of 
money by playing, but one had to work hard 
as music and fun were never appreciated as 
much as work in the field .« 
Trdina found it important to write many a note 
about musicians. The following passage is 
from 1870: "Many craftsmen are musicians. 
One of them (a mason) said he had bought an 
accordion for 27 forints. And in the Dobrnič 
parish in Mala vas there is man who makes 
them - he knows some people who made a lot 
of money in this way and bought themselves 
beautiful farms. At a feast a musician with an 
accordion gets 4 forints ex offo while the 
masqueraders also give him 1 forint, ergo = 5 
forints . A musician has a good time at other 
celebrations, too, - he is sure to get a six - and 



tem pribavi in v kratkem življenji je veselje 
vredno kaj več.«9 Prav tako nas s kratko opo­
mbo pouči isti avtor, kako pomembno je bilo 
glasbeno znanje uČiteljev in organistov v do­
lenjskih vaseh 19. stoletja: »Učitelj Kaliger znal 
je prekrasno orglati, dekleta so v cerkvi zače­

la z nogami drencati, vedno nove in lepŠe na­
peve je igral . .. Dale so mu o beri, kar je ho­
tel.«1O 

Godba v Vidmu ob ŠČaVniCI, 1947, fotoarhiv SEM 

more drink than his stomach can take. SometI­
mes he does not sleep four nights at a time -
how can he build then! He says that everyone 
who gets himself an accordion and learns to 
play it spends many a merry hour and being 
merry is something really worth-while in our 
short lifetime."9 The same author also informs 
us how important the musical knowledge of 
teacher s and organists was in the villages of 
Dolenjsko in the 191h century: "Kaliger, the 
teacher, could play the organ beautifully, the 
girls in the church started tapping their feet. 
he always played new and better tunes .. . 
When he visited their homes to collect the 
payment. they gave him 'whatever he wan­
ted." 10 

MUSIC band at Videm ob ŠČaVniCI , 1947, SEM photo­
archlves 
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Sklepamo, da so bili učitelji in organisti glas­
beno izobraženi, vsaj toliko, da so poznali note, 
Za tim. ljudske godce pa je gotovo značilno, da 
so bili zvečine vsaj do srede stoletja glasbeno 
popolnoma nepismeni. 
Kdor se je torej želel ukvarjati z glasbo, je mo­
ral imeti dober posluh, saj so se večinoma 
vseh pesmi naučili tako, da so jih nekajkrat sli­
šali in po svoje ponovili. 
Vprašanje je tudi, kdaj so sploh imeli čas za 
vaje, Če je bil godec iz glasbene družine, je 
morda doma naletel na večje razumevanje, in 
so mu bili pripravljeni odpustiti tisti čas, ki ga 
je porabil za igranje, 

Premicija, Videm ob Ščavnici , 1931, fotoarhiv SEM 
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It can be assumed that teachers and organists 
had some sort of musical education, at least 
they could play from music. On the other hand, 
it was characteristic of folk musicians, that they 
were mostly illiterate as far as playing from 
music was concerned, This is true of folk musi­
c:ians at least up to the middle of this century. 
That means that whoever chose to be a musici­
an had to have an ear for music as they usually 
learned to play by listening to songs and re­
producing them on their instrument. 
The only problem was how to find the time to 
practise. If the musician belonged to a musi­
cally gifted family, it may have shown much 
understanding by letting him play instead of 
working, 

Installing a Catholic priest, Videm ob Ščavnici , 1931 , 
SEM photoarchives 



Harmonikar Matiček Mertelj iz PreganJ, r. 
1920, Je vadil v začetku vedno zvečer po delu, 
Igral Je le po posluhu, v glavnem pa komade 
za ples, ki jih je slišal po italijanskem radiu. 
Take Igra še danes, če ga le kdo zaprosI. 
Če prebiramo starejše zapiske o godcih, tako 
npr. odgovore na Gbthove vprašalnice, vidi­
mo, da so zapisovalci dostikrat tOžili nad hudo 
neubranost jo takih kmečkih godb. Ne glede na 
različnost okusov, bl lahko dejali, da bi bil 
morda eden od vzrokov za to neblagoglasnost 
tudi pomanjkanje časa za vaje. Ti godCI SI go­
tovo niso jemali prav dosti časa , da bi namen­
sko vadili. Šlo je pač, kakor je šlo, uigranost je 
prineslo šele daljše sodelovanje, izbrušeno 
igranje pa jim je dalo pogosto nastopanje. Veli­
kokrat so bile skupine izbrane na vrat na nos IZ 
vseh vetrov. Šele tiste, ki so že nekaj časa na­
stopale skupaj, so postale bolj znane in je šel o 
njih glas o njihovi kvaliteti. 
Omenili smo že, da je bila godba - ali bolje, 
igranje na instrument, tudi eden od načinov za­
služka. Godci in njihovi sovaščani so prav do­
bro vedeli, da je marsikdo z glasbo prišel do 
premoženja, mnogo pa jih je tudi bilo, ki jih je 
glasba pogubila. Seveda ne dobesedno, pogu­
bila so jih tista vzporedna dejanja, veseljačenja 
in popivanja, ki so se godca pnjela zelo hitro, 
če je bli le nagnjen k temu. 
Ljudje, ki se danes spominjajo dogodkov pred 
drugo vOJsko, vedo povedati, da je bilo god­
cev vedno dovolj, za večja slavja pa so pazili, 
koga so najeli, s pijanci Je bll vedno knž. Na 
ohcetih jih niSO radi Videli, ker so lahko vse po­
kvarili. Igranje na svatbah Je bil hud m dolgo­
trajen posel, pri katerem se ni smelo preveč 
piti. 
V kmečki sredml Je bll dober godec prav tako 
cenjen kot dober kmet, da Je le dobro nalagal 
denar in da ga ni zapravljal za pijačo . Zaslužki 
so bili veliki, kar so priznavali vsi, seveda pa 

When Matiček Mertelj, bom m 1920, an accor­
dIOn player from Pregarje, started to play, he 
could only practise m the evenmg after work. 
He played wIthout mUSIC, mainly dancmg 
tunes he heard on the Italian radiO. He stlll 
plays them if asked. 
In oldpr reports about folk musIcians, for 
example m the answers to the Gbth questlOn­
naires, one can see that the people record mg 
the music frequently complamed that the Villa: 
ge bands played out of tune. Irrespeclive of 
dlfferences in ta ste, probably one of the rea­
sons for this was also that the musician s had 
very little time to practise together. Those 
musicians certainly did not take much time for 
practising. As they started to play, they slmply 
lmprovised but with the lime spent playmg 
together the harmony improved. It was only 
after a long period of performmg together m 
public, however, that their playmg became 
perfect. Very often the group s ca me together 
on an ad hoc basis. Only those that performed 
together for a long time became famous apd 
word spread about thelr fame. It has been 
mentioned that music, that IS, playing an instru­
ment was also a good way of earnmg money. 
The musicians as well as thelr feIlow vlllagers 
knew very well that many people had made 
fine fortunes by playing but on the other hand, 
they aware that musIc could also be a man 's 
rum. Of course It was not the playmg, but the 
adjommg actlvilies like merrymakmg and 
dnnkmg whlch many mUSICIans took to If they 
were not sta ble enough. 
People who stlIl remember events from before 
the Second World War usuaIly say that a num­
ber of mUSICIans were always available, but 
for Important celebralions people were care­
ful about who to hlre as there could be pro­
bJems if the musIcIans got drunk. They we re 
particularly mconvenlent at weddmgs smce 
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ne stalni, tako da so bili ravno pravšnji za ~!1-
kratne naložbe, na primer za nakup večjih 
kmečkih strojev, za kakšno njivo, komad živi­
ne. Največ so zaslužili tisti godci, ki so igrali na 
svatbah, pa tudi tisti, ki so ob nedeljah in na se­
manje' dni stalno igrali po gostilnah. Ob teh pri­
ložnostih se je kmalu začelo plačevati po fanfi, 
tako da godec ni bil odvisen od dobre volje 
svatovali gostov. Težko bi bilo dognati, kaj se 
mu je v bistvu bolj splačalo . Nemara bi rado­
darnost gostov še več navrgIa kot gostilničar­
jev izračun . Tako se ta način plačevanja , po ta­
rifi , »drži« že kar dolgo. Na plesih pa so po go­
stilnah navajeni tako, da je godec plačan po ta­
rifi (ali po pogodbi), za posebne želje gostov 
pa mu plačajo še posebej. Tedaj pride pose­
bej do izraza god~eva zmožnost improvizira­
nja in dober posluh: gostom je najbolj všeč, če 
si izmišljujejo vse mogoče pesmi, ki jih mora 
muzikant takoj zaigrati. Tak način igranja prav 
gotovo ni nobena značilnost le nekega določe­

nega slovenskega območja , ampak bi ga zlah­
ka našli vsepovsod. 
Marsikateri sosed je bil god cu nevoščljiv za ti­
ste denarje, ki si jih je prislužil s tem, ko se je 
z instrumentom preganjal po okolici. Prav tako 
so vsi dobro poznali navado, da je godec pil in 
jedel zastonj, pa še »po vsaki ohceti je v fačolu 
prinesel polno mesa, potice in piškotov, da so 
doma dobro jedli še cel teden. Vsi smo videli, 
kako so dobro jedli!« Tako se še danes spomi­
nja kmet iz Huj, ki je bil pred drugo vojsko še 
otrok, in so se mu cedile sline, ko je gledal 
godčeve sinove, ki so bili njegovi vrstniki in so­
sedje. Precejšnjo naložbo je godcu pomenil 
nakup instrumenta. Vendar pa, sodeč po 
zdajšnjem pripovedovanju, to ni bilo nikoli po­
sebno vprašanje. Instrument je moral biti, četu­
di je zaradi tega odpadel kakšen drug, po 
mnenju žene in otrok, pomembnejši nakup. Ko 
je postala harmonika tako zelo popularna, si je 
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they could spoil the party. Playmg at wed­
din gs was hard work and one should not dnnk 
too much. 
In rural environments a good musIcian was as 
much appreclated as a good farmer , espe­
cially If he knew how to mvest hls money and 
not spend it on dnnks. Everybody agrees that 
earmngs were good although not regular but 
the sums were large enough to buy a farm 
machine, a piece of land or an ammal. MusI­
c!ans playing at weddmgs were the best pald 
as well as those who regularly played dancmg 
music m pubs on Sundays and on market days. 
In those cases the musicIans dld not depend 
on the good will of the guests but there were 
set prices. It is difficult to say whlch was more 
profitable. Sometimes the generosity of the 
visitors may have brought more money than 
the pub owner 's tariff. Thus payment accord­
ing to tariff has become a usual way of paymg 
musicians. At dances in pubs there is a custom 
of paying the musician according to tanff or 
contract but guests pay themselves If they 
have any special wish. In such cases, the musI­
cian's ability to Impro vise is shown as the 
guests like to suggest all sorts of songs whlch 
the musician has to play for them. Thls kmd of 
playing IS certainly not a charactenstic feature 
of any special region in Slovenia but can be 
found everywhere. 
Many a neighbour envied the musician for the 
money he earned going around playing hls 
instrument. And there was also the custom that 
the musicians' food and drink we re free. 
Moreover, after each wedding he was given a 
packet of meat, cake and biscuits to take home 
so that the whole family could eat well for an 
entire week afterwards. "Everybody saw them 
eating good food!" These we re the words of a 
farrner from Huje, who was a child before the 
Second World War and his mouth would wa-
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bilo težko zamišljati, da bi bil godec brez nje, 
četudi je igral še kakšen drug instrument. Na­
vadno se godci dobro spominjajo, koliko so 
dali za glasbilo in kje oziroma od koga so ga 
kupili. Marsikdo si jih je privoščil po več, in je s 
tem postal majhna znamenitost kraja. Trdina je 
v svojih dnevniških zapiskih pohvalno pisalo 
raznih dolenjskih izdelovalcih harmonik, ki so 
zaradi svojih kvalitetnih izdelkov postali znani 
daleč naokoli. 
Gostilničarka iz Spodnje Ščavnice je navduše­
no pripovedovala o izučenem mlinarju iz njiho­
vega kraja, ki je včasih igral pri njih, in ima de­
vet harmonik. Kamorkoli gre, vedno ima s se­
boj vsaj eno. Seveda toliko lažje, ker se vozi z 
avtomobilom. »Prav posebna družba mora biti 
zbrana v gostilni, da jim je všeč še star harmo­
nikar. Pa jih že pripravi, da ga poslušajo!« 

ter when he watched the musician's sons, who 
were his age, eating the food the ir father had 
brought home. Buying an instrument was a 
great investment for the musician. But, judging 
by what people teU now, this never presen ted 
a problem. The instrument had to be bought 
even if buying some other thing, regarded by 
the family as very important, had to be post­
poned. When accordions became very popu­
lar, it was difficult to imagine a musician with­
out one, even if he could playanother instru­
ment. Musicians usuaUy remember how mt1ch 
they paid for their instruments and where and 
who they bought them from. Many musicians 
could afford to buy several instruments and in 
this way became famous in their viUages. In 
his diaries Trdina praised various accordion­
makers in Dolenjsko who became famous for 
the quality of their instruments. 
A pub owner from Spodnja Ščavnica told exci­
tedly about a miller living in the village, who 
used to play in her pub and had 9 accordions. 
wherever he went he took at least one of them 
with him. This wasn't very difficult as he drove 
a car. "It has to be a special company in a pub 
that likes an old accordion player. But he stiU 
makes them listen to him," she said. 
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3. Godci in godčevske skupine 

»Spet se pOjavljajo v podeželju godčevske 
skupine, ki se deloma zgledujejo po mestnih 
»ansamblih«, deloma pa pomenijo nadaljeva­
nje starega godčevskega Izročila , vendar v 
novih okoliščinah, z novimi možnostmi m novI­
mi težnjami po uveljavljanju.« II 

3. Musicians and Groups of Musicians. 

"Nowadays m the country groups of musIcIans 
are be mg formed again, modelled partly after 
the town "ansambli ". But on the other hand, 
they represent the contmuation of the old tra­
dition, yet ln new clrcumstances, with new 
posslbllities and new asplratlons for 
success." 11 

Tamburaški zbor mladinske zveze, Idrija, 1913, foto- Tamburitza players of the Youth Union, Idrija, 1913, 
arhiv SEM SEM photoarchlves 
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Takih skupm Je na slovenskem ozemljU kar 
precej, vendar nastajajo skladno s potrebamI 
tržišča . VtIS, da JIh Je tako nenavadno velIko, 
daje pravzaprav tudi kratek čas njIhovega tra­
Janja. Skupme se rOjevajo m umIrajo na zelo 
kratke časovne roke. Največji davek novemu 
času je pravzaprav le njIhovo pnzadevanje, da 
bl uspelI, postali slaVnI, zaslužIlI velIko v naJ­
kraJšem možnem času . 

Mladi fantje, ki sestavljajO skupmo, so zelo red­
ko glasbeno šolani, če že so, pa njihova Izobra­
zba ne sega čez nekaj let nižje glasbene šole, 
večina jih je pa še vedno brez. Not ne poznaJo, 
in je načm njihovega dela zelo podoben delu 
godcev pred sto in več leti, čeprav se ukvarja­
jo (a ne vsi!) s popolnoma drugačno glasbeno 
tehnIko. 
V skupini, kjer sta eden all dva šolana glasbe­
nika, drugi trije pa so nešolani, se morajo po­
šteno potruditi, da dobro uskladijo svoje delo. 
Koliko ima kdo glasbene izobrazbe, menda ne 
vpliva na to, kako se sodelavci med seboj ce­
nijo. Vendar v tem pnmeru najbrž ne kaže ver­
jeti na besedo. Gotovo je vsaj en »pismen« 
glasbenik skupini potreben, če želijo iti vštric z 
modernimi komadi. Zaradi upanja oziroma pri­
zadevanja, da bi že v najbližji prihodnosti po­
sneli prvo kaseto za predvajanje na lokalnem 
radiu, so prisiljeni na mnogo bolj strogo diSCI­
plino, kot so je bili vajeni njihovi predhod­
niki. 
Zanimivo je, da je precej teh fantov ravno tako 
iz godčevskih družin. Pogosto sta nekaj let ak­
tivna še oba, oče in sin, vendar na drugačnih 
prireditvah, ne da bi se bila tekmeca ali da bl 
si kako drugače »hodila v zelje« . 
»Stari« in »novi« godci imajo razdeljeno obmo­
čje delovanja, vsak naj bi imel tudi svojo publI­
ko. Seveda se čutI v pripovedovanju »starih« 
rahlo obžalovanje, ker trde, da imajo mladi 
radi pač drugačno glasbo, ki ni za njih, na 

There are numerous groups lIke that on Slove­
ne t~rntory, formed accordmg to the needs of 
the market. They usually last for a very short 
time, hence the impreSSIOn that there are so 
many of them. They wlsh to succeed, to beco­
me famous and to earn a lot of money m the 
shortest posslble penod of tIme. 
Young men who usually form a group seldom 
have a mUSIcal educatlon and If they have 
some, It is no more than a few years of elemen­
tary musIc school. They cann at play pnnted 
musIc and thelr way of playmg IS very slmllar 
to that of musclans of a hundred and more 
years ago. However, most of them (not all!) use 
completely dlfferent technIques. 
Groups conslstmg of one or two musicians WIth 
some mUSIcal educatIon and three wIthout It, 
have to work hard to produce good musIc. 
They say that mUSIcal educatIOn plays no role 
m appreciatmg each other as fellow musI­
cians. Thls seems to be rather unlikely and 
most certamly at least one educated musIcIan 
IS necessary m the group If they want to follow 
the modern trends in musIc. As many groups. 
today ho pe to record their first cassette to be 
broadcast on the local radio, they are forced 
mto greater dISCIpline than thelr predecessors 
were used to. 
It IS interesting to note that a number of these 
young men come from folk musicians' families. 
It happens that both father and son are active 
musician s but play at dlfferent events so that 
they never compete with each other. 
The "old" and the "new" musIcians are actIve 
in different areas of musIc and they usually 
have different audiences. A slight regret is fell 
m the words of the "old" ones when they say 
that the young people lIke a dlfferent kmd of 
musIc which IS not suitable for them. But m fact 
they refrain from playing because of thelr age. 
When talking to people during research it is 
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splošno pa se odpovedujejo igranju na račun 
svoje starosti in podobno. Po razgovoru na te­
renu se da izluščiti, da so starši večinoma po­
nosni na fante, ki igrajo na žegnanjih, na plesih 
in ženitovanjih, četudi drugačno in novo glas­
bo. 
Pred dobrimi dvajsetimi leti so »izbruhnili« na 
slovenskih tleh džuboksi, ki so grozili, da se bo 
z njihovo uporabo počasi pozabilo na ljudsko 
godčevstvo . Vendar se kaj takega ni zgodilo, 
po določenem obdobju so postajali za obisko­
valce gostiln vedno manj zanimivi. Industrija 
kaset jih je spravila iz uporabe. 
Tak razvoj je bil pravzaprav nenavaden in ne­
pričakovan, a tudi obdobje lajn v gostilnah je 
razmeroma hitro ponehalo. 
Tako kot lajne, so bili tudi džuboksi pomem­
ben glasbeni vir, kjer so se napajali godci, ki 
so še igrali za ples na ohcetih ali ob redkih pri­
ložnostih, ko so si jih poslušalci še zaželeli. Me­
lodije, ki so jih vrteli po džuboksih, so postale 
tako domače, da so si jih navadno želeli slišati 
poslušalci tudi od »žive muzike«. Godci, ki so 
jim želeli ustreči, so bili primorani igrati iste ali 
vsaj podobne komade. 
Po Prlekiji so še vedno navajeni, da jim za oh­
cet »po ta starem« igrajo skupine godcev, kjer 
ni električnih kitar in podobnih modernih in­
strumentov. Predvsem pa so navajeni, da jim 
glavni godec vodi zabavo, zbija šale. Ohceti so 
navadno na kmečkih domovih, kjer imajo 
lastniki prijavljen tim. kmečki turizem, v res:lici 
pa so to gostilne, ki imajo goste le ob sobotah 
in nedeljah. Vendar se je ta čudni administra­
tivni izraz na tem območju prijel, tako da ga 
pogosto slišimo v povezavi s kmečko godbo in 
godci. 
Starejše skupine godcev so bile, ali so še, veči­
na anonimne in so jih poznali po imenih glavne­
ga v skupini, ali po kraju, odkoder je bila veči­
na. Za mlajše pa so značilna zveneča imena, 
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possible to infer that the parents are usually 
pro ud of their boys playing at church fairs, 
dances and weddings although they are pla­
ying different, new music. About twenty years 
ago there was an "explosion" of juke-boxes in 
Slovenia, threatening to destroy the folk musi­
cians. But nothing of the kind happened. After 
some time the pubgoers lost interest in them. 
The cassette industry took over. This kind of 
development was unusual and unexpected 
but the era of barrelorgans did not last very 
long either. Like barrel-organs, juke-boxes 
became a source of music for the folk musici­
ans who played at wedding parties or at any 
other events when people stili wanted them. 
Juke-box melodies had become so familiar 
that people wished to hear them played live. 
The musicians, who tried to meet their wishes, 
were forced to play the same or at least simi­
lar melodies. 

At weddings in Prlekija the custom still pre­
vails that musicians should play "in the old 
fashion", that is, without using electric guitars 
and other modern instruments. And above all, 
the main musician is expected to lead the cele­
bration and to crack jokes. Wedding parties 
usually take place at farms registered as 
tourist farms, which actually are a kind of pub 
taking guests on Saturdays and Sundays only. 
However, the term "tourist farm", unusual as it 
may sound, has become familiar in the area 
and it is of ten used in connection with folk 
music and folk musicians. 
Groups consisting of older musicians used to 
be and mostly stili are anonymous. They were 
only known by the name of the leader of the 
group. Characteristic of the younger groups 
are flashy names, usually without any sense. 
The names are generally made up to arouse 
the interest of the public. At the same time the 
young groups also follow the Anglo Saxon 



pogostokrat brez smisla. Izbrana so bila za to, 
da bi že vnaprej vzbudila zanimanje poslušal­
stva. Mladi pri tem prav tako sledijo anglosak­
sonski modi kot pri izbiri glasbenih komadov, 
in kombinaciji instrumentov. 
Kako se godbeniki najdejo skupaj, je odvisno 
od poznanstva, ki zdaj ni več vezano le na do­
mači kraj , ampak predvsem na službeno me­
sto. Lokalno slavo, ki je zelo pomembna za do­
ločanje cene za nastop, si pridobijo z nastopa­
njem po plesih v gostilnah, na žegnanjih, gasil­
skih veselicah in na podobnih prireditvah. 
Po besedah gostilničarja iz Ključarovcev pri 
Ljutomeru, kjer so zamenjali že veliko skupin, 
so ti fantje mnogo bolj disciplinirani in bolj pro­
fesionalni od starih godcev. Pijejo manj in se 
tudi bolj držijo dogovorov. Plačajo jih po ceni­
ku, sicer pa dobijo še posebej od gostov, če 
jim igrajo po posebnih naročilih . 

V to gostilno hodi čez teden harmonikar iz 
vasi, ki zaigra, če ga le kdo zaprosi. Ne igra 
več za denar, ampak za veselje in za pijačo . 

Dober in slab glas se je o godcih včasih hitro 
razširil, kakor se še danes. Naj je bli godec še 
tako dober, pa se ga je zraven preveč nace diI, 
je prav kmalu zgubil naročila . Četudi je bil 
član vaškega občestva , je bil njegov ugled po­
doben ugledu potujočega godca - berača ali 
odsluženega vojaka. Preostalo mu je igranje 
ob obhodu pustnih šem in za podobne dneve, 
ko za svoje igranje pravzaprav ni dobil plačila, 
ampak le darove ali miloščino . 

V Brkinih imajo še dandanes (ali pa spet dan­
danes!) čez poletje nenavadno veliko plesov, 
ki jih prirejajo domači fantje ob »shodih«, žeg­
nanjih v vasi. Tak shod ima vsaka vas, če le 
ima svojega patrona s cerkvijo ali kapelico. 
Večdnevna veseljačenja gotovo niso pogodu 
cerkvi, vendar božji in posvetni praznik živita 
skupaj. Od prvega shoda v maju (v Zarečici) 
do zadnjega na Martinovo (v Sabonjah) častijo 

trends as to the choice of melodies as well as 
to the combination of instruments played. . 
The musicians starting a group are usually 
friends. Yet they are not friends from the village 
they live in but friends from the place they 
work at. By playing at dances in pubs, at 
church fairs , at fire brigade parties and slmllar 
events they become locally famous, which is 
very important in establishing the price of 
their performance. 
According to the pub owner of Ključarovci 
near Ljutomer, where many different groups 
have played, the young musicians are much 
more disciplined than the more professional 
old ones. They drink less and keep the arran­
gement. They are paid according to the price 
list but they may get extra money from guests 
who ask them to play some time especially for 
them. 
During the week an accordion player from the 
village comes to the pub mentioned above and 
plays if someone asks him to . He does not play 
for money any more but just for fun and for a 
drink or two. In the past as well as today good 
or ili reputation about musicians spread very 
fast from villa ge to village. Even if the musician 
was very good, he would lose his orders if he 
became drunk when playing. Although he be­
longed to the viUage community, his reputation 
was not better than that of an itinerant beggar­
musician or an ex-soldier. He had to resort to 
playing when Carnival masqueraders went 
around and at similar events, without being 
paid for it, only getting presents or alms. 
In the Brkini area there are many dances orga­
nized by the local young mean at church fairs 
in villages. The custom had been abandoned 
for some time but is being revived again. 
Church fairs are held in any village that has a 
patron saint with a little church or chapel of its 
own. 



Proščenje v Zahomcu v Ziljski dOl1m, 195 1, foto 
Jernej Šušteršič 

domače svetnike vsak teden. Shod pa ni samo 
v nedeljo. Takrat je glavni del, plesi z glasbo 
pa morajo biti že v petek, soboto in še v pone­
deljek. Navadno za vsak ples najamejo svojo 
skupino. Vasi tekmujejo, katera bo imela bolj 
znane ansamble. Za shod na sv. Lovrenca v 
Pregarjih so imeli najetih pet godčevskih sku­
pin, za vsak dan posebej, za nedeljo pa celo 
dve, ker so imeli opoldanski in večerni ples. 
Igrali so jim: v petek ansambel Bonton (fantje iz 
Podgore), v soboto ansambel The Kamn's 
(fantje iz Ilirske Bistrice), v nedeljo opoldne 
spet The Kamn's, v nedeljo zvečer je bil glavni 
adut Slak s pevci, v ponedeljek pa ansambel 
Bonton. 

Church fa ir at Zahomec ln the ZIlJa Valley 195 1. photo 
by J Sušte rš lč 

Merrymaking whlch mav last for several days 
is not welcomed by the church, yet ecdesias­
tic as well as secular celebrations have to go 
together. From the first church fair in the area 
that takes place in Za rečica in May until the 
last one on St Martin's day in Sabonje, local 
saints are worshlpped every week. Church 
fairs are not only he Id on Sundays. Sunday IS 

the main day of the fair, but celebrations with 
dances and music start on Friday and last until 
Monday Usually a different group is hired for 
each dance. The villages compete in hi ring the 
most famous groups. At St Leonard's church 
fair in Pregarje as many as five different 
groups were hired, each playing on one day 
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Razen Slakov so ostali fantje znani le na ožjem 
območju Brkinov, kadar pa govorijo o njih, jih 
večmoma ne poznajo po zvenečem imenu, am­
pak po krajevni pripadnosti, npr.: Aha, ti-le so 
IZ Podgorja! Jelšan! iz Huj, in podobno. 
Z organizacijo glasbenih prireditev te vrste se 
ukvarjajo poklicni managerji, ki urejajo rezer­
vaciJe za posamezne termine, obenem pa tudi 
plačilne pogoje. Zdi se, da so starejši godci, ki 
jih še premore vas in ki bi ustrezali oznaki 
»ljudski godci«, nekako odrinjeni od praznova­
nja shoda. Vendar kaže, da je njihova poveza­
va z glasbo in s šego še tolikšna, da si tega ne 
pustijo vzeti kar tako. 
Ob prazničnih dneh, ko so se mladi pripravljali 
na ples in je praznik potekal po ustaljenem ur­
niku in navadah, se je po Pregarjih sprehajalo 
in pozneje ustavilo pri balinišču s točilnico naj­
manj pet godcev, ki so se tja napotili s svojimi 
instrumenti (dve harmoniki, klarinet, trobenta 
in boben). Trije so bili iz bližnjih vasi, dva pa 
domača. 

Njihova godba je trajala prav tako dolgo ali pa 
še dlje kot najeta, kjer so plesali. 
Nič ne kaže, da bi godčevstvo na podeželju 
zamrlo. Šeg, ki jih spremlja glasba, ne zmanj­
kuje, in če danes ne igrajo več po steljaraji ali 
gnojvoži, potrebujejo godca na plesu za osmi 
marec (kaj ga bo nadomestilo?), na upokojen­
skih izletih, borčevskih srečanjih ali v avtobu­
sih romarjev, ki se vozijo na svete kraje. God­
čevstvo nikoli ni bilo domena premožnejših 
kmečkih sinov in je pomenilo skoraj tragedijo 
za bogato kmetijo, če se je nanjo priženil kdo, 
ki se je ukvarjal še z glasbo. Večkrat pa je bilo 
godčevstvo dodatni vir zaslužka ali pa sploh 
vir za preživetje. 
Fantje, ki se danes združujejo v kratkotrajne 
godčevske skupine, dajejo svojim skupinam 
zelo različna imena. To večinoma s stilom igra­
nja nima dosti zvez, kar se pokaže ob prvi pri-

while on Sunday there were two groups, one 
playing at the afternoon dance and another at 
the evening one. On Friday there was the Pod­
gora group Bonton, on Saturday the Kamn's 
from Ilirska Bistrica were playing, on Sunday 
at noon the Kamn's agam and in the evening 
the Slaks were the main attraction. The Bonton 
ensemble played once more on Monday. 
Apart from the Slaks, both other groups are 
known locally. When speaking about the musi­
cians' groups, people usually do not call them 
by their flashy names. They just say "Yes, the 
boys from Podgora, or Jelšane, or Huje" and 
the like. The organization of mUSical events of 
that kind is done by managers who agree on 
the time and terms of payment. It se em that the 
old er village musicians, who could stili be 
characterized as folk musicians do not get 
enough offers to play at dances. But their con­
nection with music and customs is so firm that 
they do not want to be rejected. On the Pregar­
je holiday when the young people were pre­
paring for the dance and the celebrations 
went in the usual way, at least five old folk 
musicians with their instruments walked thro­
ugh the village and stopped at the littIe bar 
near the bowling alley. They had two accor­
dions, a clarinet and a drum. Three of them 
were from nearby villages and two of them 
were local people. 
They played as long as the group hired to 
play at the dance or even longer. 
It is not likely that folk music in the country will 
stop. The customs which are accompanied by 
music are not dying out. In the past musicians 
played at gathering litter and when man ure 
was brought to the fields while today they play 
at the dance on Women's Day, 8th March 
(Whatever is going to substitute it?), at pensio­
ners' excursions, veterans' meetings or in 
coaches taking worshippers to sacred places. 
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igrali po The Tomšlč brothers and sisters from Cerknica 
played ln pubs and cafes, 1937, SEM photoarchices 
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ložnosti, ko so odvisni od poslušalstva. Ne gle­
de na zveneče zahodno ime bodo zagodli po 
domače, če bo od tega odvisno plačilo . 

K popularnosti teh skupin prispevajo vse tiste 
šege, pri katerih sodelujejo, pa tudi radio in te­
levizijske postaje, še posebno lokalne radijske 
postaje. Vprašanje je, kaj ima večji vpliv, ali ti­
sta glasba, ki jo vrtijo noč in dan na radiu ali 
ona, ki se je učijo v različnih društvenih orke­
strih in skupinah. Še pred drugo vojsko so ime­
li pomemben vpliv na splošen glasbeni okus 
pihalni orkestri, številni predvsem v rudarskih 
krajih. 
Zanimiva je seveda uporaba glasbil. Ker je po­
stala harmonika tako zelo popularna, se ji je 
med ljudmi že zabrisal pojem o starosti in jo 
imajo večinoma za starejšo kot je. Kaže pa, da 
je še dovolj mlada, da bo še dolgo živela. 
Težje najdemo godce, ki so jim domača še sta­
rejša glasbila. Ansamblom in solistom, ki se lo­
tevajo igranju na njih, je namen igranja druga­
čen kot godcu, ki si zadega harmoniko na ra­
mena in gre neznanemu poslušalcu naproti. 
A takih je še dovolj, tako da jih pri številnih 
harmonikarskih tekmovanjih nikoli ne zmanjka. 

Folk music never was the domain of rich far­
mers' sons and it was almost considered to be 
a tragedy when a rich farmer's daughter mar­
ried a man who would play an instrument. On 
the other hand it was the music that often pro­
vided an addjtional source of income or even 
the means of survival. 

Young men who form short-lived musical gro­
ups today give their groups various western 
sounding names. But the names do not neces­
sarily teli anything about the style of playing. 
When the oportunity comes, when the musici­
ans depend on the listeners, they will go back 
to the familiar melodies, particularly when the 
payment depends on it. 
The popularity of such groups is increased by 
the customs they take part in as by radio and 
television programmes, particularly local 
ones. It is not quite clear whether the public 
taste is more influenced by the music played 
on the radio ro und the clock or by the music 
played by orchestras and groups belonging to 
cultural assoclations. It is known that before 
the war the public taste was influenced by 
brass bands, particularly in mining districts. 
The use of instruments is also interesting. As 
the accordion has become very popular, the 
people tend to believe it is a much older in­
strument than it really is. Yet it seems to be po­
pular enough, which may extend its life mto 
the future. 
It is much more difficult to find musicians who 
are familiar with older types of instruments. 
The purpose of groups and solo players who 
learn to play those instruments is different than 
of a folk musicians who hangs his instrument 
on his shoulder and goes to meet an unknown 
listener. However, there are stili quite a num­
ber of that kind of musician and they are usu­
ally found in accordion players competitlOns. 
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Igor Cvetko 

OTROŠKA GLASBILA IN ZVOČNE IGRA­
ČE KOT DEL GLASBENE (ZVOČNE) TRA­
DICIJE OTROK NA SLOVENSKEM 

1. Nekaj o otroški tradiciji nasploh, posebej 
še o instrumentalni 

Pomembnost otroških izdelkov in otroške 
ustvarjalnosti so raziskovalci v preteklosti na­
vadno sodili in vrednoti1i po kriterijih, ki veljajo 
v svetu odraslih. Največkrat so jih imeli za na­
iven, preprost in nedokončan proizvod sveta 
odraslih, njihovih posebnosti in značilnosti pa 
niso znali razložiti. Metodologija, s katero so se 
etnologi lotevali področja folkore odraslih, se 
navadno pri proučevanju »folklore otrok« ni 
obnesla. Redkokdaj so namreč v svoJe raziska­
ve vključevali etnologiji mejna področja - mu­
zikologijo, lingvistiko, psihologijo, sociologijo 
ipd. - skoraj nikoli pa niso upoštevali svoje­
vrstnosti in zakonitosti otroškega izraza. Prezrli 
so tudi dve nadvse pomembni posebnosti otro­
ške psihe: njeno para-logičnost, ki izvira iz ma­
gičnega in mitičnega v otrokovi zavesti' in 
dejstvo, da (predvsem) v stanju igre otroci ži­
vijo v drugačnem koordinatnem sistemu 
od tistega, ki »ureja« svet odraslih.2 Tako mar­
sikaj, za kar si odrasli prizadevajo in skozi 
obredja ohranjajo, otroci žive, svet, ki ga 
odrasli poskušajo z rituali urejati (in si ga s tem 
podrediti) pa imajo otroci že urejen v sebi. 
Ce zdaj te zakonitosti pri ocenjevanju otroške 
folklore upoštevamo in vključimo v naša raz­
mišljanja, vidimo, da: 
- prevzemanje in presajanje sveta odras­
lih v otroško izročilo ni zgolj ludiranje in mime-

Igor Cvetko 

CHILDREN'S INSTRUMENTS AND 
MUSICAL TOYS AS PART OF THE 
MUSICAL TRADITION OF CHILDREN IN 
SLOVENIA 

l. Something about children's tradition in 
general and instrumental tradition in parti­
cular 

Researchers in the past used to judge and eva­
luate the importance of children's hand-made 
products and creativity by criteria which are 
valid in the world of adu1ts. They mainly consi­
dered them naive, sim ple and unifinished de­
vices of the world of adu1ts whereas they 
could not explain their particularities and 
characteristics. The methodology by means of 
which ethnologists tackled the field of adu1t 
folklore, usually could not be applied to 
"chlldren's folklore". It rarely mcluded any 
border sciences of ethnology such as musico­
Moreover, ethnologists hardly took mto 
account the smgu!arity and laws of children's 
unt the singularity and laws of children's 
expression. They also overlooked two very 
important features of the child's psyche: its 
paralogic, originating from the magic and 
myth engrained in the child's consciousness' 
as well as the fact that particularly at play 
children live in a different coordinate system 
from the one which "regulates" the world of 
adults.2 Thus many things that adults try to 
achieve or obtain and keep alive through 
certain rituals, are inherent in children's lives 
whereas the world which adults try to regulate 
by means of rituals (in order to subject it) is 
already well-arranged in the children them­
selves. 
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Otroški pustni sprevod v KostanJevIcI ob Krla, 1957, 
foto Valens Vodušek, fotoarhIv GNI 

sis, temveč v otroškem svetu največkrat nor­
malno stanje stvari, in da se 
- stvari v otroškem svetu v glavnem ne duga­
jajo v krajevni in časovni odvisnosti, temveč tu 
in zdaj vedno so, pogojene objektivno in su­
bjektivno, po pomenu in namenu pa so »take«, 
lahko pa tudi malo »dtugačne«, odvisno pač 
od trenutnega razpoloženja otrok(a), njegove­
ga mentalnega stanja Jn njegove (neposredne) 
okol!ce. Razlaganje dejstev, določanje para­
metrov, upoštevanje funkcij, (de)kodiranje 
simbolov, ipd. v otroški fOlklori nikoli niso eno­
značna dejanja. 
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ChIldren's carmval proceSSlOn ln KostanJevlca-on­
Krka, 1957, photo by Valens Vodušek, GNI photo­
archives 

In our attempt to consider these laws and Jn­

clude them in our reflection on the evaluation 
of children's folklore, we can see that 
- the adaptation and transfer of the adult 
world to children's tradition is not only ludi­
crousness and mimesis, but mainly represents 
a normal state of things in the world of children 
and that 
- things in the world of children generally do 
not depend on space and time but happen 
here and now under objective and subjective 
conditions whereas, according to meaning and 
aim, they are as they are or somewhat "diffe­
rent", depending on momentary moods of chil­
dren, their mental state, as well as their (imme­
diate) environment. The expJanation of facts, 



Poglejmo zdaj bliže inštrument alno glasbeno 
(zvočno) tradicijo otrok, ki predstavlja pomem­
ben del otroške folklore. Trditev, da so 
otroška glasbila (zvočila) in zvočne igrače le 
»poenostavljeni ali pomanjšani že znani in usta­
ljeni inštrumenti, največkrat pihala m tolkali?-«,J 
ob že povedanem ne zdrži. Tako kot ljudsko 
kulturo v celoti, bi morall (tudi) otroško glas­
beno izročilo, konkretno otroška glasbila (zvo­
čila) in zvočne igrače, raziskovati v njihovem 
okolju in funkciji .4 Opazovati bl Jih bilo potreb-
110 v žlvlJenju, katerega del so m Jih tako obrav­
navati celostno, v konkretnem času in pro­
storu. 

Adlešlčkl »zelem Jurij«, 1909, foto Juro Adlešič , foto­
arhiv GNI 

defimtlOn of parameters, conslderation of 
functIOns, the en- or decoding of symbols etc. 
are never one-slded actions m chlldren's 
folklore. 
Let us now consider more closely the instru­
mental musical (sound) traditIOn of chIldren, 
which represents an Important part of chll­
dren's folklore. The clalm that chlldren's 
mstruments (or sound producmg devices) and 
mUSical toys are only »simpllfied or dlmmish­
ed well-establlshed instruments, mamly wmd 
and percussIOn mstruments"] does not hold 
after what has been said before. Like popular 
culture as a whole, chlldren's mUSical tradition 
and children's mstruments and mUSical toys 
should be exammed in their own environment 
and functlOn.4 They should be observed as 
part of life and dealt With hollstlcally, m real 
!lme and space. 

CelebratIOn of "zelem Jurij" at Adlešiči, 1909, photo 
by Juro Adlešič, GNI photoarchlves 
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Naravno okolje, v katerem otroška glasbila 
(zvočila) m zvočne igrače najdemo, je ali sku­
pina otrok, skupaj z odraslim(i) ali brez njega 
(njih), večkrat pa tudi en otrok sam. Naštete 
kombmacije ustvarjajo mrežo (vrsto) odnosov, 
ki se spleta(jo) med njimi. Psihologi imajo- že 
dalj časa enotno mnenje, da je igra - vsaka 
dejavnost, ki je porojena iz veselja do te 
dejavnosti, v delnem nasprotju z namensko do­
ločenim delom5 - najbol] naravna aktivnost 
otrok(a), njegova biološka potreba. Kot sponta­
na, nezavedna dejavnost otrok (mladičev 

sploh), je imanentna tako rekoč vsemu otroko­
vemu početju . Vrsta (tip) igre, najširše vzeto, ki 
si jo otrocI v času m prostoru ob priložnosti 
izberejo, je odvisna od vrste faktorjev, ki jih 
pogojuje okolje in številni notranji m zunanji 
dejavniki, ki ga sestavljajo. Ti se v času spre­
minjajo, skupaj z njimi pa se aktivno spreminja 
tudi tip in način igre. 

Rezijanski otroCI Z velikonočno raglJo (k6rkilica) fi 
klepetalom (k'ačavc), Korito, 1963, fotoarhiv GNI 
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The natural environment in which children's 
instruments (or sound producing devices) and 
musical toys can be found, is either a group of 
children, sometimes mingled with adult(s) or a 
single child. Such combmations create a net­
work of relationships ansmg between them For 
some time, psychologlsts have been of the 
opinion that play (i.e. any activity emergmg 
from the enjoyment of it, partly m contrast with 
the purposefully determined component),~ 
represents the most natural actlvlty of a child or 
children and its/their biological need. As a 
spontaneous, subconsclOus actlvlty of children 
(or any young in general) is inherent in thelr 
lives. The kind (type) of play is, speakmg 
broadly, taken up by child ren at a certam 
time, place or on a certain occasion and de­
pends on a number of factors conditioned by 
the environment. as well as by a number of 
internal and external components. These 
change within time as does the type and man­
ner ofplay. 

ResIan children with Easter rattle (k6rkillca) and 
wmd-rattle (k'ačavc), Konto, 1963, GNJ photoarclu­
ves 



-

V našem razmišljanju bi se preveč odda­
ljil! od zastavljene teme, če bi se zaustavili ob 
vprašanju vloge zvoka in večkrat poudarjene­
ga pomena ritma, melodije in besed v otrokovi 
ign. Tudi zvok namreč otroka privede v po­
sebno stanje zavesti v prostoru med »myself« 
m »not-self«, v katerem (s)teče in se vzdržuje 
proces spontane(ga) igre (igranja).6 Za ilustra­
CIJO vzemimo primera, kako otrok v igro vklju­
čuje mštrumentalni zvok in glasbila (zvočila), 
kar nam lahko pomaga vsaj delno osvetliti 
kompleksnost pojma igre kot temeljnega no­
silca otroške tradicije. 
Če drži, da je (tudi) igra način komuniciranja z 
okoljem, vidimo, da komunikacija lahko teče 
navzven (kot dialog) ali navznoter (kot mono­
log). Zvok lahko pri tem igra pomembno vlogo. 
Poglejmo najprej nekaj primerov tipičnega 

otroškega »zvočnega dialoga« z okoljem! 

Pehtra baba iz Pod koma, foto Srečko Kolar 

Our reflections would take us away from the 
chosen theme if we stopped at the problem of 
sound and the frequently emphasized impor­
tance of rhythm, melody and words in chil­
dren's games. As we shall see later sound also 
puts the child in a special state of mind in 
space betweem "myself' and "not-self' , in 
which the process of spontaneous play(ing) is 
triggered off and kept Up.6 To illustrate this, 
we shciuld look at two examples showing how 
children include instrumental sound and musi­
cal instruments in their play, which can help 
us, at least part1y, to throw light upon the 
complexity of the notion of play as the basic 
factor in children 's tradition . 
If we assume that play is (also) a way of 
communication with the environment, we can 
see that communication either flows outward 
(as a dialogue) or inward (as a monologue). 
Here, sound can play an important role. 
Let us enumerate some examples of a typical 
children's "sound dialogue" with their envi­
ronment! 

"Pehtra baba" from Podkoren, photo by Srečko 
Kolar 
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Draženje Pehtre babe v Podkornu na Gorenj­
skem, v šegi, v kateri so otroci to znaniIko zime 
preganjali po vasi s kravjimi zvonci,7 ali klica­
nje šoje z »orglicami« (čivinkom) iz lesa in tra­
ve,8 sta primera takega dialoga, vzeta prav do­
besedno. Podobno funkcijo je imel zvok tudi v 
Goriči vasi, ko so otroci včasih »podili vouka« 
in pri tem vrteli nad glavo ravnila privezana 
na vrvice (=brnivke)Y Grozeči zvok brnivke, ki. 
je pri tem nastajal, je nedvomno ustvaril pri­
merno ozračje , v katerem je igra lažje 
(s)tekla.9 

Deček s koruznimi goslicami, fotoarhiv GNI 
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The teasing of "Pehtra baba" at Podkoren in 
the Gorenjsko area is a custom in which child­
ren chased this herald of winter through the 
vilJage with cow-belJs.7 Another custom is the 
calJing of the jay with a little mouth organ (čiv­
ink) made from wood and grass.8 Both are lite­
ral examples of the dialog ue mentioned 
above. Sound had asimilar function in Goriča 
vas where child ren used to "chase a wolf', 
turning round rulers (brnivke) which were 
tied to pieces of string, above the ir heads.Y The 
terrifiying sound emerging from this "instru­
ment" undoubtedly created asuitable atmo­
sphere necessary for the start and conti­
nuation of the play.9 

Boy with maize fiddle, GNI photoarchives 



Drugačno vlogo je imel zvok, kadar so si npr. 
pastirji na paši iz koruznega stebelca izdelali 
»goslice« in z njimi potem »cvilili«, kot so temu 
pravili. 10 Pri takem muziciranju so zvok doži­
vljali znotraj sebe, v posebnem psihičnem sta­
nju, odmaknjeni od realnosti zunaj njih. Še na­
zorneJši primer takega »zvočnega monologa« 
je tiho brenkanje na vrsto gumijastih strumc, 
napetih preko prazne vžiga lične škatlice ali 
prek koščka lesa.11 Ko si otrok s tem glasbi­
lom prekrije uho, ga zvok v celoti prestavi iz 
realnosti v svet osebnega doživljanja sebe in 

svoje okolice. Zunanjih motenj ni več, otrok 
neposredno prisluhne svoji notranjosti. 12 

Skupina otrok z velikonočmmi raglJami, fotoarhiv 
GNI 

Sound had another role when, for example, 
shepherds in the mea dow made a "fiddle" 
from a maize stalk and "squealed" as they 
called it. IO Such music ma king made them 
experience sound internally, in a special state 
of mind, removed from reality outside them. 
Perhaps an even more obvious example of 
such a "sound monologue" is the gentIe 
pI uc king of numerous rubber strings strung 
over an empty match-box or a piece of WOOd.11 

When the child covers his/her ear with this 
kind of instrument, the sound transfers him 
enhrely from reality into the world of personal 
experience of himself and his environment. 
Any external disturbances h'ave disappeared 
and the child can give its immediate attention 
to its inner self.12 

Group of child ren with Easter ratties, GNI photo­
archives 
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Še tretjo možnost je potrebno omeniti: tisto, pri 
kateri otroci z zvokom le »vzdržujejo« igralni 
prostor igre. V Medani na Primorskem so se 
otroci še pred časom igrali »Slepo muho«. Sle­
pi muhi, nekomu izmed njih, so zavezali oči in 
jo nekajkrat zavrteli okrog, ostali pa so pričeli 
tolči na kamne, ki so jih držali v rokah. Slepa 
muha je morala po zvoku prepoznati izvajalca 
in se ga dotakniti. Ta je potem postal Slepa 
muha, igra pa se je nadaljevala. IJ V Solčavi so 
se šli včasih otroci na podoben način »Žabe 
dražit«. Dva igralca sta si zavezala oči, eden iz­
med njiju je »po žabje regljal«, to je: drgnil 
med seboj treski znarezanimi »zobmi«, drugi 
pa ga je lovil po zVOkU.14 Zvok je ostajal torej 
z not raj (psihičnega) prostora, v katerem se 
je odvijala igra. Tudi enakomerno tolčenje z 
nožič kom po lubju med majenjem piščali vzpo­
stavlja svojevrsten odnos med izdelovalcem 
piščalke in (še neizgotovljenim) glasbilom. 
Ustvarja se »magično« igralno polje. Da bi se 
lubje lažje snelo, si otroci marsikje še danes 
pomagajo s posebnimi čarnimi izreki, na Do­
lenjskem npr.: »Maji se, maji žvižgica«, IS da pa 
se sosedu to ne bi posrečilo, otroci izgovarjajo 
urok: »Cuper baba, cuper mož, da ne bOŠ!«.16 
Včasih so si, na Koroškem, naprimer, zraven 
celo peli (?) pesmico: »Maj, maj, maj majnika, / 
v Tuzah Kopajnika, / da bi se majiva, / prov 
l'pu peva«.17 
Kot kaže, ostaja igra (po definiciji: neproduk­
tivna, prostovoljna, časovno in prostorsko po­
gojena, pa vendar (naprej) nepredvidljiva in 
nedoločljiva dejavnost, ki se odvija v poseb­
nem stanju zavesti)IS ob nekaterih dodatnih vz­
porednih dejavnikih, slej ko prej glavna vzdr­
ževalka, poganjaIka in oblikovalka otroške tra­
dicije. 
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A third possibility should be mentioned: the 
one which helps children to use the sound for 
"maintaining" the playground for their game. 
In Medana in the Primorsko region, children 
not so long ago used to play "Blindman's buff' . 
One of them was blindfolded and turned 
ro und several times while the other child ren 
began to beat a stone against another stone 
they held in their hand. The blindfolded child 
had to recognize a person by the sound and 
touch him/her. Then this one was blindfolded 
and the game went on.IJ In Solčava children 
used to playasimilar game which was cal!ed 
"Teasing Frogs". Two players were blindfol­
ded, one of them croaked like a frog, i.e. 
rubbed two splinters with carved teeth against 
one another whereas the second player tried 
to catch him/her by fol!owing the sound.14 The 
sound thus remained in si d e the (men tal) 
area where the game was taking place. The 
steady beating with a panknife against the 
bark when ma king a whistle also established a 
special relationship between the carver of the 
whistle and the (as yet unfinished) instrument. 
A "magic" playground has been created. To· 
make the bark come off more easily, child ren 
stil! use special sayings, such as in the Dolenj­
sko region: "Maji se, maji žvižgica".IS In order 
to impair the neighbour's attempt of the same 
job, they chant the fol!owing spel!: "Cupr baba, 
cupr mož, da ne boš!« 16 In forrner times 
Carinthians used to sing (?) this song: "Maj, maj, 
maj majnika, /v Tuzah Kopajnika, / da bi se 
majiva, / prov l'pu peva".17 
It appears that playing (defined as unproduc­
tive, voluntary, temporal!y and spatial!y condi­
tioned, but an unpredictable and indetermi­
nable activity) takes place in a special state of 
mind,ls is accompanied by additional paral!el 
factors and remains the chi ef maintaining, 
driving and creating force of children's tradi­
tion. 
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koruzne goshce 

brnečlgumb 

Neka] značIlmh t radicionalmh otroških glasbil na 
Slovenskem, risba: Franc Feldm 

drdra 

žablce 

Charactenstic tradltional children's mstruments in 
Slovenia. drawing by Franc Feldm 
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raglja 

klepetec 

Nekaj znčlčllnih lr"dH":lonalmh otlOšklh ybsbll na 
Slovenskem, nsbct I-'liJnc F'eldm 
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brn!vka 

pI~čalka IZ lubja 

Charac leClSIiC lradllional chlldren's lnstrUlnen ts ln 
SIOVr>ntil drawIna by franc feldin 



kukavica 

ctI 

piščalka iz trstike 

Neka) značIlmh tr<idlclonalmh otroških glasbil na 
Sloven!;kem, nsb,]" franc feldtrl 

trstenke, 

Charactensl1c tradttional chlldren's mstruments in . 
Slovenia, drawmg by Franc Feldm 
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zvonCI 

lončem bas 

Nekaj značilnih tradicionalnih otroških g lasbil na 
Slovenskem, nsba Franc Feldlll 
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rog IZ lubja s prdo 

pastlrskl rog 

Characteristlc traditional children's instruments in 
Slovenia, drawing by Franc Feldin 



2. Kakšna in katera glasbila (zvočila) sploh 2. 
imenujemo otroška glasbila (zvočila) in 
zvočne igrače? 

Which and what kind of music instruments 
(sound producing devices) are called chil­
dren's instruments (sound producing devi­
'ces) and musical toys? 

Po sprejetem in danes splošno uveljavljenem 
mnenju velja za »glasbilo vsak predmet, iz ka­
terega hote zvabljamo zvoke, ki nam pomeni­
jo glasbo« (Stockmann, 1961). Če to pravilo za 
potrebe etnomuzikologije razširimo, ugotovi­
mo, da »ljudsko glasbilo lahko postane vsako 
glasbilo, če igrajo nanj ljudski godci melodije 
iz ljudskega izročila ob priložnostih, ki sodijo 
v njegov okvir, in pa predmeti, ki jim ljudska 
raba daje veljavo glasbila«.'9 Če v zametku že 
Stockmannova definicija glasbila (bolje; zvoči­

la, saj spadajo sem npr. tudi otroške zvočne 
igrače, bič o pustu pa zvonci, raglje in klopot­
ci) vključuje ob ergologiji tudi njegovo 
(upo)rabo, obravnava ga torej v funkciji(!), 
druga direktno izpostavi širši etnološki okvir, v 
katerem se glasbilo (zvočilo) pojavi: godca, 
njegov repertoar, priložnost, za katero si izbe­
re primerno glasbilo, in direktno pa celo način 
igranja in publiko, celotno glasbeno okolje. 
Široko zastavljena definicija sicer dovolj dobro 
določi pojem ljudskega glasbila, pa vendar ne 
da uporabnih rezultatov pri opredeljevanju 
pojma otroško glasbilo in zvočna igrača. PO­
skušajmo na podlagi naših prejšnjih sklepanj 
zato nekaj folklornih pojmov zamenjati z 
ustreznimi iz otroške psihologije. Priložnost, ki 
sodi v njegov (=otrokov) okvir, bi lahko nado­
mestili z otroško igro, 'ljudska raba' pa se rav­
no tako nanaša nanjo. Vsebinska določitev 

pojma se tako spet skrči na kratko Stockman­
novo definicijo o glasbilu, ki se »prevedena« v 
dosedanje razmišljanje lahko glasi: 
Otroško glasbilo (zvočilo) ali zvočna igrača je 
lahko vsak predmet, ki ga otrok uporablja pri 
igri, tako da s pomočjo njega »dela« muziko 
(z vok)«. 

By the established and today generally 
accepted opinion that ;'a musical instrument 
can be any object that produces sound that 
means music to us "(Stockmann, 1961). If this 
rule is extended to cover the need of ethno­
musicology, it can be estabiished that "any 
musical instrument can become a folk instru­
ment ifmelodies inherent in folk tradition are 
played on it by folk musicians on occasions 
cherished by this tradition,' and further, any 
object which is used as such by tradition". 19 If 
ev en Stockmann's definition of instruments (or 
rather, sound producing devices including 
children's musical toys, such as the carnival 
whip, bells, ratt1es and wind rattles) includes 
their use, thus dealing with their functions (!), 
the later definition takes into immediate 
account the more extensive ethnological frame­
work, within which an instrument appears: 
the musician, his repertoire, the special occa­
sions for which asuitable instrume.nt must be 
chosen, and, indirect1y, the manner of playing, 
the audience; in short, the entire musical envi­
ronment. 
The notion of folk instrument has be en deter­
mined well enough by the comprehensively 
expressed definition, nevertheless the results 
are not applicable to the notion of children's 
musical instrument and musical toy. Let us, 
then, on the basis of our forrner conclusions, 
exchange a few folkloristk notiSlns which cor­
respond to those from children's psychology. 
The "occasion within the child's framework" 
could be exchanged for children's play whe­
reas "popular use" also refers to the same (i.e. 
play). Thus, the content of the notion is again 
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Med otroška glasbila (zvočila) in zvočne igra­
če, lahko tako uvrstimo vse, s čimer otroci mu­
zicirajo, »delajo godbo«, zvok, se oglašajo: vse: 
na kar piskajo, trobijo, vse, s čimer ropotajo, 
drdrajo, drsajo po podlagi, na kar brenkajo, 
godejo, tolčejo itd. Iz definicije ni izpuščena 
raba instrumenta, vključuje torej tudi njegovo 
funkcijo . 
Preglejmo zdaj, kako se nam iz zgodovinske 
perspektive kažejo otroška glasbila (zvočila) 
in zvočne igrače in kaj lahko zaključimo na 
podlagi teh ugotovitev. 
Videti je, da se v vsej človekovi zgodovini. od 
prazgodovine do danes, otrokov doživljajski in 
izrazni svet ni bistveno spreminjal. Izkopani 
ostanki glasbil (zvočil) iz otroških grobov pri 
nas in po svetu izpred dveh, treh tisoč let, so 
namreč presenetljivo podobni otroškim zvoč­

nim igračam, s kakršnimi se še danes igrajo 
otroci po vseh zemljepisnih širinah in dolžinah 
ali so se vsaj do nedavnega igrali. Tudi izkopa­
ne glmaste (otroške?) ropotuljice iz obdobja 
eneolitika s kolišč ljubljanskega barja ali ar­
heoloških najdišč po Sloveniji: najdem deli ro­
potuljic IZ naravnih snovi, lesene, koščene in 
glinene piščalke , drdrala, najdem kovinski 
kraguljčki in ostanki tolkal (bobenčkov) vseh 
vrst. so bili nekdaj prav mogoče (tudi) otroške 
zvočne igrače , čeprav se tovrstna zvočila v 
svojem času v svetu odraslih nedvomno lahko 
imela (tudi) magično funkcijo . 
Oblika teh glasbil (zvočil) se bistveno ni spre­
menila, celo po tipih jih zlahka prepoznamo. 
Številne risbe, slike in druge likovne upodobi­
tve od paleolitika do iznajdbe fotografije nam 
kažejo celo, ob kakšnih priložnostih in kako so 
ljudje (tudi otroci) ta glasbila (zvočila) upora­
bljali. 
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reduced to Stockmann's brief definition of the 
instrument. According to our line Slf thought. 
the definition of the said notion runs as follows: 
HA children's instrument (sound producing 
device) or musical toy can be any object that 
a chIld uses at play m order to make sounds 
(music)". So: anything that children use for 
ma king music (sound) or ev en Glaking them­
sel ves heard can be consiriered as a child­
ren's instrument (sound producing device) 
and musical toy, i.e. anything that they use for 
whistling, trumpeting, rattling, clattering, 
skidding, strumming, fiddling, beating etc. The 
use of the instrument has not been omitted 
from the definition so that it also includes its 
function. 

Let us now take a close look at children's in­
struments (sound producing devices) and mu­
sical toys in the ir historical perspective, to see 
what can be established on account of our 
findings. 
It seems that in the entire human history, from 
prehistorical times to the present day, the 
child's world of experience and expression 
has not changed, basically. Remnants of musI­
cal instruments (sound producing deVices), 
excavated from children's graves here and in 
other parts of the world, which are two or 
three thousand years old, are surprisingly si­
milar to the musical toys that children all over 
the world play or used to play with not so long 
ago. Children's(?) clay rattles excavated in the 
Ljubljana marsh area (eneolithic period), as 
well as (later) remnants of rattles made of 
natural materials, whistles made of wood, 
bone or clay, whizzers, metal jing les and the 
remains of all kinds of drums in Slovenia were 
once (also) children's musical toys althouqh 
such sound producmg devices undoubtedly 
had, at their time, (al so) a magic function in the 
adult world. 



Lončene pIščalke ln žvrgolel z Dolenjskega ln 

Šta jerskega, fotoarhIv GNI 
Clay Outes and whlstles from Dolenjsko and Štajer­
sko, GNI photoarchlVes 



Omejimo se na otrokov ZVOČni svet, kot nam ga 
kaže zgodovma, Časovne komponente, ki bl 
bistveno vplivala na otroško Izročilo, kot nam 
dokazujejo ti dokumenti, ni, In prav oČitno tudi 
bistvenih (večJih) razlik v »vsebmi« (funkcIJI) 
otroških glasbil (zvOčil) m zVOčnih l<3rač po 
geografsko različnih koncih ni zasleditI. S tem 
odpade še prostorska komponenta tovrstn e 
tradicIje, Instrumentalna tradicIja otrok se Je 
pač spremmjala (se pnIagajala) skupaj z os­
novnimi spremembami življenja m okolja, kar 
pa je, kot kaže, vplivalo bolj na njeno obliko 
kot na vsebm020 Kot da bl se otrokova aktiv­
nost in kreativnost v Ign odvIjala na arhetip­
skem nivoju, kot da bl v njegovI podzavestnI 
aktivnosti gledali moč (m univerzalnost) arhe­
tipskih simbolov!21 
Pomemben mejnik v razvoju in razumevanju 
evropske otroške glasbene (zvočne) tradicIje 
predstavlja 18, stoletje, čas, ki ga značilno oblI­
kuje nov pnstop do glasbene pedagogike, m 
ko se je občudovanje preprostega zvoka iz 
otroške instrumentalne (zvočne) zakladnice m 
njegovih izraznIh možnosti, prvič odknto pri­
kradlo celo v klasično glasbeno tradicijo, V 
Berchtesgadnu pri Salzburgu Je tedaj namreč 
delovala vrsta malIh komornIh skupm in ko­
mornIh orkestrov, ki so z velikim uspehom IZ­
vajale t.i, otroške simfonije (toy symphonies), 
ki sta jih med drugimi komponirala (tudi) Leo­
pold Mozart in Michael Haydn, Obliko, klasič­
no sicer določenih skladb, so skladatelji 
pnredili otroški publiki. zvočnost običajne ko­
morne zasedbe pa so obogatili z vklJučeva­
njem vrste »tipičnih« otroških glasbil (zvočil) v 
mstrumentacijo: kukavic, prepelic, malih pi­
ščalk , malih lesenih in kovinskih trobent, ra­
gelj, ropotulJIC, bobenčkov, ipjn 
Zanimiva umetniška inovacija ni ostala brez ta ­
kojšnJega in precejšnjega komercialnega od­
meva: širom po Evropi so začeli serijsko (obrt-
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The form of the se instruments (sound produc­
mg devices) has baslcally not changed, they 
can be easily recognlzed accordmg to type, 
Numerous drawmgs, plctures and other arti­
stlC presentatlOns from the paleolIthlc period 
to the mventlOn of photography show on what 
occaslons and how the people then (mcludmg 
chIidren) used such mUSical mstruments (or 
sound producmg deVices), 
Let us restnct ourselves to the child 's world of 
sound as we know It from hlstory, The time­
component, whlch would essentlally mfluence 
chIldren's traditIOn and whlch IS eVIdent from 
the se documents, does not eXlst. Moreover, no 
baSIC dlfferences m the "content" (functIOn) of 
chlldren 's mstruments (or sound producmg 
deVices) and mUSical toys can be traced m 
geographlcally dlfferent areas, Thus the 
space component of thls kmd of tradition can 
also be ehminated, The mstrumental traditIOn 
of children changed (adapted itself) together 
with the basic changes of life and environment, 
whlch apparently mfluenced its form rather 
than content. 20 As If the chIld's actlvlty anOd 
creativity at play developed on an archetypal 
level, or as If we could see the power (and 
unlversahty) of archetypal slmbols m ItS (I.e, 
the child's) subconsclOus actIvlty!21 
A famous land-mark m the development and 
comprehenslOn of chlldren's mUSical (sound) 
tradition IS represented by the 18th century, a 
period which IS significantly marked by a new 
approach to musical pedagogics, and at a tIme 
when admlratlOn for the sim ple sound of the 
children's instrumental (or sound producing) 
treasury and its modes of expression for the 
first time openly found ItS way into the classi­
cal musical tradition, At the time, a number of 
small chamber groups and chamber orche­
stras were very active m Berchtesgaden near 
Salzburg, They successfully interpreted the 



no) izdelovati otroška glasbila (zvočila) ter 
zvočne igračke . 2J Trg, predvsem po mestih, 
zanje ni bil gluh. 
Z industrijsko revolucijo v 19. stoletju se začne 
masovna (industrijska) produkcija glasbil 
(zvočil) in zvočnih igrač. Pomanjšanim (in poe­
nostavljenim) klasičnim instrumentom (klavirč­
kom, harfam, godalom, kitaram, flavtam, tro­
bentam, rogovom) se priključijo razni zvončki, 

kraguljčki, citrice, ustne harmonike (orglice) 
in drumlice pa enostavna zvočila , npr. žabice, 
ptičji klici, vrtivke ali še drdrala, pihavke, kri­
čala itn. Poseben razvoj so doživeli (in še doži­
vljajo) glasbeni avtomati, od mehaničnih pojo­
čih skrinjic, prek vgrajevanja Edisonovega 
cilindra (izum iz leta 1877) v igračke, malih 
plastičnih gramofonskih plošč v otroških pun­
čkah do sodobnih elektronskih zvočilc , ki jih v 
tovarnah igrač danes vstavljajo v igračke ali 
ponujajo kot samostojna glasbila (zvočila) . 

so-called toy symphonies, which were (al so) 
composed by Leopold Mozart and Michael 
Haydn. Composers adapted the classical form 
of certain compositions to children's audien­
ces, enriching the sound of the usual chamber 
cast by including a number of "typical" chil­
dren's instruments (or sound producing devi­
ces): cucoos, quails, small flutes, small wooden 
and metal trumpets, rattles, whizzers, little 
drums, etc.22 in the orchestra. 
This interesting artistic innovation did not 
remain without an immediate and considera­
ble commercial response: all over Europe the 
manufacture of children's instruments (or 
sound producing devices) and musical toys 
was initiated. 23 Consumers could mainly be 
found in towns. 
With the industrial revolution in the 19th 

century the mass production of instruments (or 
sound producing devices) and musical toys 
began. Diminished (and simplified) classical 
instruments (toy pianos, harps, strings, guitars, 
flutes, trumpets, horns) were joined by various 
kinds of bells, jingles, zithers, mouth organs, 
jew's harps, as well as simple sound produc­
ing devices, such as frog-shaped clickers, 
birdcalls, humming tops, clappers, scrapers, 
flutes and whistles, squeakers etc. A special 
development was visi ble in musical-boxes, 
from mechanical singing boxes or toys with 
Edison's cylinder (an invention from 1877), built 
into a small plastic gramophone used in dolls. 
to contemporary electronic sound producing 
devices of small size, which in toy factories are 
built into toys or sold as independent musical 
instruments (or sound producing devices). 
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3. Kdaj in zakaj otroku instrumentalni zvok, 
kakšen zvok in zakaj ter kakšno glasbilo 
(zvočilo) in katero? 

Omenili smo že, da vsaka stvar, ki jC? otrok upo­
rablJa kot Igračko , v njegovih rokah to tudi pesta­
ne. Poleno tako lahko v igri postane avto, stara 
cunja ali nekoliko preurejena blazinica pa 
punčka ali medvedek, objekt in subjekt otro­
kovega intimnega sveta. Že relativno zgodaj v 
razvoju t.i. senzorno-motoričnega stadija je 
otrok sposoben predmete tudi koordinirano 
prije(ma)ti, ne samo (z)grabiti z rokami. To 
pomeni obvladovati proces t.i. »kinetične 

melodlje~~4, mza povezamh glbov brez krčevI­
tosti in' lomljen]a. Pravimo, da jih je v 
času in prostoru otrok sposoben tudi že za­
vestno nadzirati. Slučajnostne gibe tedaj za­
menjajo hoteni, otrokova gibna aktivnost posta­
ne stvar njegove volje, želja, potreb. Prične se 
proces individualizacije, organiziranja izku­
šenj na višjem nivoju. 
Kako otrok gradi svoj glasbeni ali zvočm (in­
štrumentalni) izkustveni svet, če vemo, da nje­
gov razvoj oblikujejo tako njegove dedne dis­
pozicije, kot njegovo »objektivno« okolje - bio­
loško, socialno in kulturno? 
Ropotuljice vseh vrst in oblik so navadno prvo 
zvočilo, s katerim pride otrok v stik. Obešene 
nad posteljico ali v njegovih rokah mu pred­
stavljajo dragoceno zvočno igračo . Ko mu za­
zvenijo, jim prisluhne, prisluhne pa tudi same­
mu sebi, komunicira z okolico in odgovarja na 
njene dražljaje in izzive. V istem obdobju se 
mu posreči že kontrolirano in hote z raznimi 
predmeti (žlicami, kuhalnico, ropotuljico) tolči 
PQ (zveneči) podlagi (krožniku, mizi, stolčku, 
stranici posteljice) ali drdrati po čemerkoli, 
kar se mu oglaša. Zvočno pestra, v osnovi 
sicer ritmična zvočna aktivnost, je mnogo več 
kot zgolj »izvajanje« ritma. Otrok že v najzgod-
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3. When and why is the child confronted with 
the instrumental sound, what kind of sound 
and why and what kind of instrument (or 
sound producing device) and which? 

It has already been mentioned that anything a 
child uses as a toy also becomes a toy - the 
object or subject of the child's intimate world -
in its hands. Thus a log of wood can at play 
become a car and an old rag or a differently 
arranged cushion turns into a dolI or a teddy­
bear. Relatively early in the child's develop­
ment, at a time when the child is in its sensory­
motor stage, it is able to grasp objects coordi­
nately, not only grab them w.ith its hands. This 
means that the child has mastered the process 
of so-called "kinetic melody",24 a series of 
connected movements without convulsiveness 
and abruptness. At thls stage, the child is able 
to control its movements consciously within 
time and space. Arbltrary movements are 
replaced by deliberate ones, the child's motio­
nal activity is the result of hls will, his wishes, 
or needs. This is the process of individualiza­
tion, the child's experiences are organized on 
a higher level. 
How does the child build his musical and 
sound (instrumental) world of experience if 
we know that its development depends on the 
child's hereditary disposition as well as on its 
"objective" environment - the biological, so­
cial and cultural? 
Rattles of various kinds and forms are usually 
the first sound producing devices with which 
the child comes into contact. Hung over the 
bed or held by its hands, they represent pre­
cious musical toys. When such a toy produces 
a sound, the child listens to it as it listen s to 
itself. It communicates with its environment 
and responds to its stimuli and challenges. At 
the same stage the child makes controlled, 
deliberate movements by beating on a sound-



nejšem obdobju namreč razpolaga s precejš­
njim izraznim potencialom, ki ga v igri sprošča 
in skozi igro uresničuje . 
Inštrumentalm zvok, kI ga pn tem ustvarja, je 
ofroku nadvse zanimiv. Pritegne ga v »prostor 
igre«, ki ga na ta način lahko uspešno vzdržu­
je. Raziskovanje različnega zvoka in zvokovnih 
možnosti celo na istem glasbilu (zvočilu) otro­
ku omogoča vzpostavljanje raznovrstnih sliko­
vitih asociacij. Ni potrebno posebej poudarjati, 
da je glasbeno-umetniško doživljanje in obliko­
vanje takega inštrumentalnega »početja« se­
stavni del otrokovega celostnega izražanja. 
Zveneči predmeti iz narave, brleki in drdre pa 
koruzne goslice ter piščalke vseh vrst, torej 
tehnološko in izvajalsko kar male veščine, 

kmalu zamenjajo tista preprostejša, a zato nič 
manj pomembna in izrazno bogata »ritmična« 
zvočila iz njegovega prvega obdobja. Izrazm 
svet otroka se (tudi) zaradi njegovih večjih in­
telektualnih, psihomotoričnih in fizičnih spo­
sobnosti na tej razvojni stopnji poveča . 

Ob tem se mi zdi potrebno opozoriti, da velik 
del tovrstne otrokove glasbene (zvočne) aktiv­
nosti (in kreativnosti!) uvrščamo v specifični 
otroški folklorni izraz, ki je rezultat posebnih 
otrokovih dispozicij in njegovih doživljajskih in 
izraznih sposobnosti. Izštevanke, »izmišljarije«, 
govorno-ritmično-gibne igre, vokalne improvi­
zacije (včasih) z inštrumentalno spremljavo in 
čiste inštrumentalne improvizacije spadajo 
med najbolj čiste primere otroške glasbene 
(zvočne) ustvarjalnosti. Ker je otrok sposoben 
univerzalnega prilagajanja na najrazličnejše 

socio-kulturne pogoje in med seboj direktno 
povezovati arhetipske strukture, ki so del nje­
govega sveta, so njegovi »izdelki« presenetlji­
vo izvirni, tako v povezavah, kot zaključkih, so 
»čisti« in originalni. 

ing surface (a plate, table, chair, bedside) or 
whizzing on anything that produces sounds by 
means of various objects (spoons, ladies, 
rattles). Varied in sound, although basically 
rhythmic, this activity means to him much more 
than just performing rhythm. At its earliest age 
the child possesses a considerable potential of 
expression, which can be released and expe­
rienced through play. 
The child finds the instrumental sound created 
in this way extremely interesting. By means of 
sound, a space of play is created, as well as 
maintained. Experimenting with different 
sounds and possibilities of ma king sounds, 
even on the same instrument ' (or sound pro­
ducmg deVIce), the child IS able to estabhsh 
various visual symbolic associations. It goes 
without saying that the musical artistic experi­
ence and formation of such an instrumental 
activity is part of the child 's integral expres­
sIon. The sim ple but nonetheless important 
rhythmic toy instruments from the child's 
earliest age child ren soon replaced by sound­
ing some objects found m natural surround­
mgs (pnmrose, for example) or use dandehon 
stalks, leafs, crab claws, corn cobs etc. to 
make musIc. They know how to make "brlek" 
and "drdra" as well as tu be zither (corn stalk 
fiddle) and all sorts of pipes. Owing to their 
technologIcal as well as performing qualities 
these toy instruments may be considered as 
little masterpieces. At this sta ge of develop­
ment the child's abilities of expressing itself 
have considerably increased due to its higher 
mtellectual, psychomotonc and physlcal abl­
lities. 
It must be emphasized that a considerable 
part of this kind of music activity and creativity 
in children can be classified as specific child­
ren's folklore. It is the result of special disposi­
tions in children and their abilities to experien-
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Šele z začenjanjem procesa imitacije (posne­
manja tako starejših kot njih samih), čemur 
sledi usihanje ustvarjalnosti in originalnosti, 
kar je nadaljnja faza v otrokovem razvoju, za­
čno otroci vse bolj osvajati model, ki je blizu ti­
stemu, po katerem je urejen svet odraslih. Z 
lastnim izrazom sicer, ki je še zasidran v otro­
ški glasbeni (zvočni) tradiciji, pa vendar se 
oblika in vsebina že podrejata modelu, ki pre­
vladuje v vsaki etnično urejeni družbeni skup­
nosti. 
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ce and express themselves. Counting rhymes, 
phantasies, games involving speech, rhythm 
and movement, vocal improvisations, (some­
times) accompanied by musical instruments, 
as well as pure instrumental improvisations 
are the most typical examples of children's 
musical (or sound) creativity. The child 
possesses a universal ability of adapting itself 
to all sorts of socio-cultural conditions and of 
directly linking archetypal structures which 
are part of his world. This makes his "pro­
ducts" surprisingly original and pure ln their 
associations as well as conclusions. 
On ce the process of imitating adults as well as 
other children begins, creativity and origina­
lity diminish. This is a further phase in the 
Child's development. The children gradually 
adopt 08. model similar to that of the adult 
world. Their specific expression, engrained in 
their musical and sounding tradition, is stili 
present, yet the form and contents follow the 
model prevailing in every ethnically well-re­
gulated social community. 

~Loov'ENSXI 

~TNOGRAF­
SlO MUZEJ 
LJUBLJANA 

Prenašanje inštrumentalne tradicije, fotoarhiv GNI 

Passing down of instrumental tradition, GNI photo­
archives 



Marsikje se že malo večji fantiči poskusijo v pritrka- Blger boys glVe chlmmg a try, ONI photoarchlves 
vanju, fotoarhiv ONI 
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V okolici Kobarida sta se za veliko noč npr. 
včasih »oglašala klepetalca in brniuka«.25 V 
Šentjerneju so nekdaj prihajali na ohcet fantiči 
oblečeni v maškare z »dudami«, piskri, preko 
katerih je bil napet mehur znavezanim sirko­
vim klincem in delali muziko. Ponekod na 
Koroškem so otroci na Jurjevo »zvonkljali 
naokrog s kravjimi zvonci in tulili«, plesali ob 
ognju in metali okrog goreče šibe, »ognjena 
kolesca«.26 Marsikje za razne priložnosti še 
vedno »godejo na kampel«,27 igrajo na trs­
tenke,28 diple29 in skoraj povsod še piskajo na 
piščalke iz regrata,30 tolčejo na klepetce31 ali 
»streljajo na perje«, ko udarjajo z roko po 
listju.32 V Prekmurju poznajo otroci pravi mali 
otroški zvočni »arzenal«, ki jim pride prav ob 
raznih prilikah: gudalo z dreto (!), fučko (piščal 
na eno luknjico), fučkarico (piščalko na 3-4 
luknjice), žveglico (piščal s 6 luknjicami), orgli­
ce (iz koruze), »medveda« (gudalo),33 piskajo 
pa še na gosje pero in orglice iz vrbe, godejo 
na gosli iz koruze in se oglašajo z regetačo. 34 V 
Velesovem in v Kropi so včasih otroci za god 
»muzicirali<c udarjali so na pokrovke in tolkli s 
poleni po škafu, zraven včasih še trobili z 
rogovi, zvončkljali z zvonci in/ali godli na har­
moniko in orglice. Prav tam so znali na prazno 
polžjo lupinico tudi oponašati klic sove. 
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In the surroundings of Kobarid, for example, 
"the sounds of klepetaica (clapper) and bull­
roarers we re heard" at Easter.25 In Šentjernej, 
little boys dressed in fancy dresses used to 
come to the wedding and make music with 
"bagpipes" and pots over which pigs' bl ad­
ders were drawn, with alittie stick fastened to 
them. In some places in Koroško children used 
to "go round and ring cattle bells and howl" on 
St. George's day, dance around the fire and 
throw about burning rods and "littIe fire 
wheels"26 In many places they still "play the 
comb",L ', the reed-plpe,~x and the double 
f1ute2Y on vanous occaslOllS. Almost every­
where they whistle with dandel!on stems,JU 
beat klepetec, the rattle of corn stalks31 or 
"shoot with leaves" when beating leaves with 
their hands.32 In Prekmurje the children use a 
reallittle arsenal of sounding devices, used on 
various occasions, such as gudalo z dreto, the 
friction drum, fučka, (a one-hole whistle f1ute) , 
fučkajnca (a three or four-hole whistle f1ute) , 
žveglica (a six-hole flute), orglice (made from 
maize stalks), "a bear", friction drum, etc. 33 

They also whistle using agoose feather and 
orglice made of willow twigs, they play fiddles 
made of maize stalks and make sounds with 
regetača, the wood en rattle. 34 In Velesovo and 
Kropa children used to make music for some­
body's name-day - they beat l!ds together, 
they beat wooden pails with pieces of wood, 
sometimes they blew horns, rang little bell s 
and/or played the accordion and mouth 
organs. They could also imitate an owl's hoot 
using an empty snail shell. 



Poskušajmo zdaj razvrstiti otroška glasbila 
(zvočila) in zvočne igrače po njihovem izvoru 
oziroma v kategorije, ki bi omogočale etnomu­
zikološko sistemizacijo glede na na izdeloval­
ca in funkcijo, ki jo ima glasbilo (zvočilo) ali 
zvočna igrača v svetu otroka. Glasbila (zv.oči­
la) in zvočne igrače so torej: 
1) Preprosti predmeti iz narave ali otrokove 
okolice, ki jih lahko otroci kar sami poiščejo, in 
ki (za)zvenijo že taki. kot so, ali jih otroci z lah­
koto preuredijo v zvočila . Tako je npr. piska­
nje na travo, list, pero ali cvet trobenhce, pi­
skanje »na kampel« ali bodečo nežo, žvižganje 
na želodovo skodelico, brenkanje na pletiiko, 
zataknjeno v špranjo v mizi, ali na napeto žimo 
in elastiko pa tolčenje s kamnom ob kamen ali 
bobnanje po stolu. 
2) Tisti zvočni predmeti. ki si jih napravijo 
otroci sami za zadovoljevanje lastnih potreb 
po zvoku v svojih aktivnostih. Odlikuje jih veli­
ka domišljija (in ustvarjalnost), s katero so jih 
otroci naredili. Take so različne piščalke iz lu­
bja, lesa, slame, trsti ke ali gline, pokali ce iz 
bezga, klepetec iz koruze, brlek, drdra, »žabi­
ce«, koruzne goslice, gudalo s sirkom ali vrteči 
gumb na vrvici, glasbila (zvočila), ki jih največ­

krat in z lahkoto uvrstimo med otroška glasbila 
in zvočne igrače . 

3) Tisti zvočni predmeti, ki si jih napravIjo 
otroci s pomočjo odraslih, ali ki jih za otroke 
naredijo odrasli in tako zadovoljujejo potrebe 
otroka po zvoku v njegovem, t.j . otroškem 
svetu. Med te bi lahko prišteli klepetce, orgli­
ce (male trstenke), nunalco, postranico, razne 
lesene piščali z različnim številom luknjic, 
čivink, citrice, glinaste žvrgolce ipd. 
4) Tisti predmeti, ki si jih otroci napravijo 
sami: 
a) da se ob posebnih prilikah z njimi in njiho­
vim zvokom lahko vključujejo v svet odraslih, 
npr. »ciganska muzika« na svatbi (z metlo drg-

The following is an attempt to classify child­
ren's musical instruments and sound produ­
cing devices according to their origin, that is, 
into categories enabling us to form an ethno­
musicological systematization in which the 
maker as well as the function of the instrument 
or the musical toy in the child's world are 
considered. 
Instruments (sound producing devices) and 
musical toys can be classified as follows: 

1. SIm ple objects taken from natural surround­
mgs or from the chIld's envIronment, found 
by the child itself. They can either be used as 
they are or they can be slightJy adapted. Chil­
dren can, for example, whistle by means of a 
leaf of grass, a leaf, a feather, or a primrose, 
they can create sounds by means of a comb or 
a thistle and by blowing into an acorn cup. 
They can strum a knitting needle dri ven into a 
crack in the table, a strung up horsehair or a 
piece of elastic and they can beat two stones 
against each other or drum on a chair. 
2. Sound producing devices made by chil­
dren in order to produce sound in their activi­
ties. These are characterized by great imagi­
nation (and creativity). Instruments and sound 
producing devices like whistles made of bark, 
wood, reed or clay, pokalice, popguns made 
of elder, klepetec made from maize stalks, 
brlek, drdra, žabice, koruzne goslice, fiddles 
made from maize stal ks, gudalo s sirkom, clay 
friction drum or brneči gumb, a button fasten­
ed to a piece of string can be considered as 
typical children's musical instruments and 
musical toys. 
3. Sound producing devices made by chil­
dren with the help of adults or made by adults 
for the children and satisfying the children's 
need for sound. This group includes klepetec, 
reed-pipes, nunaica, postranica, various kinds 
of wooden pipes with different numbers of 

73 



nejo po tleh, lonec s kovanci in žlicami), pi­
skanje na pero pa brenkanje na strune vpinji, 
ali 
b) glasbila (zvočila), za potrebe in prilike, ki 
so v procesu »degradacije«35 izgubile ritualni 
in mistični pomen in mesto v svetu odraslih ter 
prešle v izrazni in doživljajski svet otroka. Taki 
so, npr. lubnati in živalski rogovi, tuli, brnivke, 
biči, raglje in klopotci. 
5) Tisti zvočni predmeti, ki jih ob raznih prili­
kah (npr. 4b) (iz)delajo otroci s pomočjo odras­
lih, ali jih otroku naredijo odrasli, npr. zvonci, 
rogovi vseh vrst, korobači, lončeni bas ipd. 
6) Tisti zvočni predmeti, ki jih ob različnih pri­
likah otroci direktno prevzamejo od oraslih, 
npr.: zvonci, rogovi, biči, drumlice, dvojnice, 
lončeni bas in podobno. 
7) Tisti zvočni predmeti, ki jih za otroka izdela 
nekdo drug iz različnih razlogov (uporab­
nostnih, magičnih, ritualnih, didaktičnih, ko­
mercialnih ipd.) in v različne namene, lahko 
celo mimo njegovih potreb. Sem bi lahko pri­
šteli vsa industrijska, obrtniška in tehnična zvo­
čila, od orglic (ustne harmonike), preproste 
otroške kovinske trobente ali piska na balon­
čku, prek glasbil t.i. Orffovega instrumentari­
ja, do vgrajenega »gramofona« v trebuhu pun­
čke za deklice. 
Vidimo torej, da pojma otroško glasbilo (zvoči­
lo) ne moremo enačiti s pojmom glasbila (zvo­
čila) za otroka, in da obstajajo med njima veli­
ke pomenske razlike. Gledano sociološko in 
etnološko pa tudi kulturno-zgodovinsko, se te 
kategorije med seboj prepletajo v (so)odvisno­
sti od vrste dejavnikov, ki jih vključuje pojem 
kulturne ekologije. Razvoj in oblika otroške 
tradicije je torej produkt »biološke danosti« 
otroka in njegovega kulturnega in družbenega 
okolja. 
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holes, čivink (a kind of mouth organ), citrice, 
clay whistles, etc. 
4. Objects made by children 
- in order to join the adults, for example 
"gipsy music" at weedings (they rub the fioor 
with brooms or shake a pot filled with coins or 
spoons), whistling with a feather, strumming 
strings in a butter tub, and 
- instruments (and sound producing devices) 
originally used in cases of a ritual and mystic 
character which has been lost in the process 
of degradation.35 These instruments passed 
over from the . adult world into the world of 
children's experience and expression. Such 
instruments are bark and animal horns, tul, 
whizzers, whips, rattles and wind rattles. 
5. Sound producing devices made for the 
above mentioned purposes by children with 
the help of adults or by adu1t persons only. 
Examples are all sorts of bells and horns, 
scourges, earthern pot basses and the like. 
6. Sound producing devices taken directly 
from adu1ts in v.arious cases, for example 
bells, horns, whips, jew's harps, double fiutes, 
earthern pot basses, etc. 
7. Sound producing devices made for chil­
dren by other people for various reasons such 
as usability, magic, ritual, didactic and 
commercial reasons, etc. and for various pur­
poses, possibly not even considering the 
child's needs. This group includes all instru­
ments and sound producing devices made by 
industry and craftsmen, as well as technical 
devices ranging from mouth organs, simple 
metal trumpets, whistles in baloons to instru­
ments such as the Orff Instrumentarium and 
the "gramophone" built into a doll's tummy. 
It can be seen that the notion of children 's 
musical instruments (or sound producing 
devices) is not identical with the notion of a 
musical instrument or sound producing devi-



4. Preglednica tradicionalnih otroških glasbil 
(zvočil) in zvočnih igrač na Slovenskem 

Iz povedanega se jasno izlušči širina in kom­
pleksnost problema otroške glasbene tradIci­
je. Ce zdaj poskusimo razvrstiti otroška glasbi­
la (zvočila) in zvočne Igrače po v etnomuziko­
logiji uveljavljem Sachs-Hornbostlovl (S-H) kla ­
sifikaciji, vidimo, da so v otroški inštrumentalni 
tradiciji zastopane vse glavne skupine zvočiJ36 
z različnimi vrstami inštrumentov, s številnimi 
podvrstami in v raznoterih variantah. Še več: 
celo glasbila istega tipa lahko otroci ozvočuje­
jo na različne načine . V takem primeru mora­
mo (glasbilo ' (zvočilo), ki sicer spada v eno od 
skupin, uvrstiti v kakšno drugo SkuPino ali vsaj k 
drugi vrsti (tipu). Klasificirati ga je mogoče to­
rej šele potem, ko smo ob ergologiji upoštevali 
celotno organologijo.37 

• 1X 
Pregledmca inštrumentov,- ki bl jih lahko uvr-
stili med otroške, ln ki so del otroške glasbene 
tradicije pri nas, nam pokaže, da so bili: 

ce [or children. There IS a great difference ln 

meamng. From a socIological and an ethnolo­
glcal as well as from a cultural and histOrical 
pomt of view these two categories intermmgle, 
dependmg on a number of factors includmg 
the notion of cultural ecology. The develop­
ment and from of children's tradition IS the 
result of the child's biological disposltlOn and 
ItS cultural and social environment. 

4. Survey of traditional children's musical in­
struments and sound producing devices in 
Slovenia 

So far the complexity and the range of chll­
dren's musical tradition has been presen ted. 
The followmg is an attempt to classify chil­
dren's musical instruments (and sound produ­
cing devices) accordmg to the Sachs-Horn­
bostel (S-H) classlfication, gene rally accepted' 
by ethnomusicology. It is evident that all of the 
four ma in groups of sound producmg devI­
ces36 are represented in the children's instru­
mental tradltlon by various types of mstru­
ments, numerous subtypes and several varl­
ants. Moreover, even from mstruments of the 
same type sound can be elicited in different 
ways. In such cases the instrument (or sound 
producing device) should be c1assified as 
belonging to a different group or at least to a 
different type. Classification is possible only 
after ergology as well as the entlre organo­
logy have been considered]7 
The following survey of instruments38 that can 
be classified as chlldren's instruments and are 
part of the children's musical tradition m this 
country, shows, that: 



Aero[oni, v številnih različicah in variantah, ne­
kdaj najbolj uporabljana in najbolj priljubljena 
otroška glasbila. Sorazmerno hitro in enostav­
no se jih da izdelati in so dovolj privlačni tako 
za izdelovalca (izvajalca) kot za poslušalca. 

Nekaj otro~kih aerofonov - med tradicijo in sodob­

~'\]:::::::::::::::::::lI nostJo, foto Edo Gregonč 
t,! 76 

Numerous variants of aerophones used to be 
most used and most popular children's toys in 
the past. They we re comparatively easy and 
simple to make and were effective enough for 
both the maker and performer as well as the 
audience. 

Some chlldren's aerophones - between tradition 
and prese!lt, photo by Edo Gregonč 



Prosta zrakovna glasbila/Free aerophones 
S-H 411-413 

Bič: gajžla, hajžva, ježva (Kor., Gor.) 
kibač (Bkr.) 
korobač (Dol., Gor.) 
korombač, žlajga (Prim.) 
poke, pletajsa (Štaj.) 

Brklja: bizgla (Gor.) 
Brneči gumb 

Brnek: volk, bolha 
brnlea, brndalo, brunda, brkljavka (Štaj.) 
brnek, br ček, bikaliee, brljiea, brlez (Prim.) 
brenklja, digeljč (Gor.) 

Brnivka: uungalca. zingolea (BrkInI) 
striga (Trst) 
brnkač (Štaj.) 

Drdra: brndae (Bkr.) 
brk, drgljač, raglja (Dol.) 
drgla (Gor.) 
brn, bilez (Prim.) 
drdra, dršela (Štaj.) 

Piskala iz trave (pero, čivink) : piščalka, pišuka (Gor.) 
rega (Kor.) 
gusle, srakalea, pIskalo, paskolič, zVlzdalo (Prim.) 
dideldačka, sova, drv~ne muzike (Bkr.) 
čvrčuljiea (Lj .) 
srakalea (Brkini) 
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Pihala / Wind instruments: Flavte / Flutes 
S-H421 

78 

Dvojnice s piskom: dvojača , svirale, piščale , vld,ile, videmce (Bkr.) 
Lončene piščalke : ptiček 

konjiček 

žvrgole 
kukavica 

Lubnate piščalke : piska, fučk (Bkr.) 
pišuka, piščavka (Dol.) 
pišavka, pišala, pišuka (Gor.) 
majnkova piskov. pIskovca. pišu, piša, pišla, 
piskajca, piščaJa, paskujca, piskajca, pšovca, 

pišela, žvižgalca, žVlzglica, žvižgovca (Kor,) 
fučki!', žveglica, fiička (Prkm.) 
fi.ičkanca , pišča , žvegla (Por,) 
pišavka, fličkec , pišala, flička, žvegla, pišu, pišela (Štaj,) 
piščalca, piščala (Rez,) 
paskulič, čefujc (Ben.) 

Naravne piščali : p'olžja hišica 
rakove klešče 

Pisk: jezik (Kor.) 
jeziček, pilk, pijzdak, klinc (Dol.) 
jedro, zamah, jesk, tutka, hlodč , čepek, zatrk (Prim,) 
čep (Gor,) 

Piščali s premičnim zamaškom: brlizgajca (Prim,) 
piščal na firuli (Gorica) 

Strančica : stranica, strančica (Bkr.) 
postranica, postranka, stranščica (Štaj,) 
stranjščica (Prkm.) 

Trstenke: trstike, orgelee, piševne orgelee, piskulice, pišole (Štaj.) 
trstovfnke, piščalka, flavta, dud le, (hrvaška) dudla (Dol.) 
orglice, pišble (Kor.) 
pištulice, igrce (Prkm,) 
pistole (Por,) 
/ posamezne cevke/: igrci (Pr km.) 

glasil ke (Por., Štaj,) 



OboelOboes 
S-H 422.1 

Lubnati rog: troba, prdela, ta velika fekara (Kor.) 
tromba, trobe, tul. tula, tule, prdalo, rulež, poprdon, roženice (Prim.) 
trumba (Gor.) 

Klarineti I Clarinets 
S-H 422.2 

tutovka (Por.) 
sVlralo (Čič . ) 
tt1lonea, tulič (Pr km.) 

Prda: ptdalo, prd ela, pazdae, pisk, plsek (Bkr.) 
prdt1la, prdlja (Gor.) 
prdala, prdika, freka, frkaliea, preka, fiičkee, pišela, nt1nika (Štaj.) 
prdevka, poprduček, piskEUič, troba, tule (Prim.) 
pt1prdelea (Notr.) 
fekara, pIŠče!. trompetica, godalo, PlšaU, fenka (Kor) 
pepIca, ignea, pre, ptdunea (Prkm.) 

Klarinet: klanet, klenet, krnet, pišču, pišča.la (Prim.) 
kamet (Štaj.) 

Trobila I Trumpet' 
S-H 423 

Leseni rog 

pisk6vt (Gor.) 

Naravna trobila: živalski rog 
Trobente 
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Od druge vojne naprej, predvsem pa v za­
dnjem času, narašča število domiselno nareje­
mh ln na (naJ)različneQše) načine ozvočevanih 
idio[onih inštrumentov, ki jih lahko uvrstimo 
med otroška glasbila (zvočila) ah zvočne igra­
če . 

Vrsta otro~klh IdlOfonov, foto Edo Gregorič 
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Since the Second World War, and partlcularly 
in the past few years the number of Ima gina­
tlvely made ldJOphone Instruments ihat can be 
sounded in vanous ways has Increased. They 
can also be classlfied as chlldren's "tradltio­
nal" musical Instruments (sound produclng 
deVices.) or musical toys. 

Chlldren's ldlOphones, photo by Edo Gregorič 



Udaraja z neposrednim udarjanjem / Jdioph on es with direct striking 
S-H 111 

KJepetaja / CymbaJs 
SH 111.1 

NabijaJa / Clappers 
S-H 111.2 

Pokrovke: rene, pokrivače, (Brk.), 
cintajner (Por.) 

Klepetalo: ropotač, ropotavka, ropotelca, klepec, klepa, 
klop6tec, žvapla (Kor.) 
brenča, tablica (Gor.) 
klepetec, klep6tec, klepetalca 
klopotača, klapec, klapatec, 
šklepetec, brzla, škrabatulja, 
škrgatlca, cvrljavka (Prim.) 
čicac (Kanal) 
kjač (Učja) 

k'ačavc (Rez.) 
laskutac, drlica (Ben.) 
klepec, klepalo, klepetuIja, regetača (Štaj.) 
ropotulja, rop6tec, škrabljica, škrebetavka (Prkm.) 
klepač (Por.) 

Klopotec: raglec (Štaj.) 
Pikatora 

P6kalica: klepetec (Slov.) 
brodulja, neke, pokac (Bkr.) 
p6kanca, p6bvec, p6kovnik, rop6tec, ropotača, klopotača (Dol.) 

Rop6tec: rop6tec, ropot;:i: (Gor., Kor., Notr. ) 
raglja (Dol., Prim., Staj.) 
regla, klepGtavc (Kor.) 
drdrec, ropotačka (Bkr.) 
drdrač, drdralo (Dol.) 
klepetac, ropotavka, škrgalo, drdrač (Prim.) 

Zvonci: burovž, bombek (DoJ.) 
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Udaraia sposrednim udarjanjem /ldiophones with indirect striking 
S-H 112 

Ropotaia / Ratties and }ingies 
S-H 112.1 

Trzala / Plucked idiophones 
S-H 121 - 122 

Drgala/Scraped idiophones 
S-H 131-133 

Kraguljčki : ~krgetec , ~krget, ~knibelj , ~krabljič 

gnglč , zvo nčkulJa (Rez) 
Ropotuije: ropotuic, rog,Henca, rozgott11c (Gor.) 

bobmca, ~eklačka , raglačka , ropotač (Dol.) 
re~kac , ropotač (Bkr.) 

Orumhca. brmca, brunda (Bkr.) 
tintlOa (Rez.) 
brnbice, brenka, brumblce, bri.imlice (Staj.) 
struna (Dol.) 

Stržek: brlec (Pnm.) 
brlek, pokec, pokavlca (Staj.) 
brndac (Brk.) 
orehova stopa (Pr km.) 

Palič asta drgala 
Plo~čata drgala 
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Raglje: rakla, rekva, reg la, ropot:a:: repetavc 
terlec, drskla (Kor.) 
raglica, ropotec, ropotulca (Gor.) 
reglja, radia, ropotavka, regljavček, drdralo (Dol.) 
reg lica (Staj.) 
ropotec, drlica, ~krgetavka, brkalca, 
hrestalca, r6u~talca, rapatauka, 
brlca, brla, drčolivka, ~krgavka, 
rezgetulke, krota, ropotula, brlIvka, 
~krbatula (Prim.) 
drkotac, laskotac (Ben.) 
~krebetavka (Pr km.) 
rogatauc (Por.) 



Membranofonov med tradicionalnimi (otroški­
mi) glasbili (zvočili) ni veliko, so pa med otroci 
priljubljeni in jih zato kar pogosto uporabljajo 
Pomembnejši med njimi so: 

Nekaj otroških membranofonov narejenih iz indu­
strijske embalaže, foto' Edo Gregorič 

The number of membranophones among tra­
ditional children's musical instruments is com­
paratively low. However, they are very popu­
lar among children and rather wictely used. 

Children's membranophones made from mdustnal 
packaging, photo by Edo Gregorič 



BobnilDrums 
S-H 211-212 

Drgalni bobni I Friction drums 
S-H 231- 233 

drumla, pavka (Kor. ) 
dromba (~taj .) 
tambur, tamburin (Brkini) 

gt1dal0, dfplenjak .(Bkr.) 
lončeni bas, bas, baston, boban, duda, muga (Dol.) 
diida (na lonec) brundanje, medved, vuk, vugač, vugaš (Prkm.) 
brundaš (Por.) 
moga, kuga, mehurjeva muzika (Štaj.) 
pinja (Prim.) 

Vrteči drgalni bobni z vrvicol Friction nove1ty 
S-H 232.2 

Z usti zanihane opne I Mirlitons 
S-H 241 
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žabice (Štaj.) 

ru-ru, nt1nalca (Prim.) 



Kordofonov je med otroškimi glasbili (zvočili) 
pravzaprav najmanj. To je razumljivo, saj se jih 
relativno težko izdela, tudi igrati nanje ni lahko, 
občutljivi so na poškodbe in so zvočno šibki. 
Pa vendar predstavljajo pomemben delež v 
otroški tradiciji. 

Skupina domiselno narejenih otro~kih kordofonov 
fotcl Edo Gregorič 

The number of chordophones is the smallest 
among children's musical instruments (and 
sound producing devices). This is quite under­
standable since they are comparatively diffi­
cult to make and not easy to play, either. They 
can be easily damaged and their sound is not 
strong enough. Stil!, they are also an im porta nt 
part of the children's tradition. 

Some fanciful children's chordophones, photo by 
Edo Gregorič 



Nesestavljena strunska glasbila (citre) / Zithers 
S-H 311 -316 

Cevaste citre / Tube zithers 
S-H312.11 

drsovca (Gor.) 
drskalca, pleče (Prim.) 
~vrkovnce, citrce (Dol.) 
citera, Cingule (Pr km.) 
~pile (Kor.) 
citre na biglo (Štaj.) 

Koruzne goslice: ~ir~če, ~kant, šir~čenca (Prim.) 
gusle (Dol.) 

Plošča te citre stolkalci / Dulcimers 
SH 314.1 

citira (Rez.) 
kt1krčne gosli (Por.) 
tamburice (Štaj.) 
orgle, orglice, igrice (Prkm.) 

»Opreke)J«: cltrce (Doq 
cingule (Pr km.) 

Lutnje / Lutes 
S-H 321 

Harfe / Harps 
S-H 322 

vsi prirejeni / all diminished, simplified 
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Kot zanimivo dejstvo se že pri površni analizi 
preglednice pokaže očitna kontinuiteta v otro­
ški inštrumentalni glasbeni tradiciji v času in 
prostoru, vendar so opazne precejšnje spre­
membe, predvsem v: 
a) uporabi materiala, iz katerega so (bila) 
narejena glasbila. Les, trstika, (bambus), lubje, 
koruzna stebla, slama in določeni deli rastlin 
prevladujejo med materiali, iz katerih so bili 
svojčas narejeni inštrumenti. Sledijo materiali 
živalskega izvora: živalska »ohišja« , lupine, 
deli kosti, rogovje, koža in nekatere naravne 
snovi: žgana glina, keramika, kamen. Iz stekla 
in kovin je otroških glas;>il (zvočil) manj. V 
novejšem času prevladujejo papir (karton), 
plastične in druge umetne mase, veliko je od­
padnega materiala, delov embalaže, industrij­
skih ostankov ipd. Prav iz teh materialov danes 
(predvsem mestni otroci) najraje izdelujejo 
svoja glasbila (zvočila); in 
b) pogostnosti pojavljanja posameznih skupin 
v različnih obdobjih. Relativno veliko aerofo­
nov, predvsem iz starejših dokumentov (iz­
pred 50 let), so danes izrinili bolj zaželjeni, raz­
širjeni in priljubljeni idiofoni, celo membrano­
foni. Na to dejstvo vsekakor vplivajo v veliki 
meri tudi spremenjeni življenjski pogoji 
(vas/mesto, agri-kultura/industrija, prosti 
čas/šolske obveznosti), in s spremenjeni pogo­
ji (etničnega, kulturnega, socialnega in narav­
nega) okolja, katerim so se otroci morali prila­
goditi. 
Vzori in modeli, ki se mešajo s tradicijo, so po­
membni dejavniki, ki sodelujejo v procesu 
preoblikovanja otroške glasbene (zvočne) in 
instrumentalne tradicije. Danes prihajajo otroci 
(in njihovi starši, mentorji in učitelji) s pomočjo 
sodobne komunikacije (potovanja, muzeji, raz­
stave, filmi, časopisi, revije, knjige) zlahka do 
informacij, ki segajo daleč prek časovnih in 
prostorskih okvirov, v katerih žive. Tako smo 

From the survey a continuity in the children's 
musical tradition in time and space is evident 
at the first glance. Yet, quite a number of chan­
ges can be noticed, considering 
a) the materials used in making the instru­
ments. Wood, reed (bamboo), bark, maize 
stalks, straw and certain parts of plants pre­
vailed in instruments made at an earlier time, 
These materials are followed by materials of 
animal origin like shelIs, hulls, parts of bones, 
horns, hides and some other natural materials 
like earthenware, ceramics and stone. Very 
few children's musical instruments (and sound 
producing devices) were made of glass or 
metal. Paper (cardboard), plastics and other 
man-made fibres, waste materials, parts of 
wrapping, industrial remnants have been used 
recently. It is from those materials that town 
children like to make their musical instruments 
(sound producing devices) nowadays. 
b) the frequency of appearance of individual 
groups of instruments at various periods. A 
comparatively large number of aerophones 
mentioned in older documents (about 50 years 
ago) have today been replaced by more po­
pular and widely spread idiophones and even 
membranophones. The change has by all 
means been brought about by the changes in 
lifestyle (village / town, agriculture / industry, 
leisure time / school tasks) as well as changes 
in the ethnic, cultur.ql, social and natural envi­
ronment, to which children had to adapt them­
selves. 
Ideals and models mixing with traditions are 
important factors in the process of transforma­
tion of the children's musical (sound) tradition. 
With the help od modern means of communIca­
tions like travelling, museurns, exhibitions, filrns, 
newspapers, magazines and books, the children, 
the ir parents and teachers are able to obtain 
information about far away places and times. 
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priče nastajanju zanimive mešanice arheolo­
Ških, eksotičnih (v etnološkem smislu) in otro­
ških Izdelkov. Ti so SI med seboj v sorazmerno 
tesnem sorodstvu, prepletajo se in dopolnjuje­
jo m to največ prav zaradi skupne arhetipske 
osnove. 
Kaj se v otroški mštrumentalm tradiciji potem 
pravzaprav spreminja m kaj ostaja isto? TIp 
glasbila (zvočila), zvočne igrače, njegova ar­
hel!pska zasnova, odsev iz pradavmne, »ded­
na forma« , predstavlja temelj , pravo »vsebmo(( 
tej tradiciji, stalnico, medtem ko se številne 
izvedbene vanante, njihova »oblika«, na čm 
igranja in s tem v zvezI razhčne zasedbe m 
uporabnost, v času in prostoru spreminjajo. 
Danes očitno hitreje kot kdajkoh prej! 

Opombe . 
1 Pnm.: Andrel, 1988, 88 
2 Pnm.: Cvetko, 1988, 1 
J Pnm.: GDMI. III , 613 
4 Pnm.: Cvetko, 1985, 38 
s Leksikon CZ, 386 
6 Pnm.: Cvetko, 1988, 4 
7 Vir: GNI. Ob 470 
8 Vir: GNI, Trbovlje, 1963 
9 Vir Gonča vas, 1963 

10 Vir: GNI, Kapela, 1958 
II Vir' GNI, Trbovlje, 1963 
12 Pnm, terapevtski učinek slušalk Cvetko, 1985, 

39 
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The result IS the appearance of an mterestmg 
mlxture o(archaeological, exol!c (in an ethno­
logical sense) and children's products. These 
are comparatively well related, they mter­
mmgle and complement each other, mostly 
due to thelr archetypal basIs. 
What IS chimging and what has remamed the 
same in the chlldren 's mstrumental tradlt1on? 
The type of mstrument (or sound producmg 
device) as well as of the musIc toy, thelr arche­
typal basIs, the rei1ectlon of the dlstant past. the 
mhented form, as It were, represent the foun ­
datlon, the real contents of the tradition. On the 
other hand, numerous vanants m make, thelr 
form , the manner of playing and vanous com­
bmatlOns and uses, change accordmg to space 
and time. 
Nowadays these changes are much faster than 
ever before. 

Notes 

12 A therapeutic effect of arecelver made of rub­
ber stnngs over a small carboard box (or a pla ­
StiC cap) 



--

13 Vir: GNI, K 1273 
14 Vir: GNI. Solčava, 1954 
15 Vir: GNI, Dole, 1976 
16 Prim.: Kumer, 1983, 109 
17 Vir: Š-7850, Borovlje 
18 Prim: Callois, 1965, 40 
19 Prim.: Kumer, 1983,8 
20 Prim: Cvetko, 1985, 42 
21 Prim.: Jung, 1976,98,99 

22 Prim.: GDMI, III, 614 
2J Bogato zbirko otroških glasbil (zvočil) in zvočnih 

igrač iz tistega časa hrani Carolmo Augusteum 
Spielzeugmuseum v Salzburgu 

24 Prim.: Supek, 1987,55 
25 Vir: Hrovatin, 1951 GNI 
26 Vir: M6derndorfer, GNI 
27 Vir: GNI, Prim., In 190 
28 Vir: GNI, Dol., In 19 
29 Vir: GNI, Prim., In 51 
30 Vir: GNI, In 29 
31 Vir: GNI, In 56 
32 Vir: GNI, In 58 
33 Vir: Vse: In 108 
34 Vir: GNI, In 15 
35 »Degradacija«, etnološki terminus. Proces, ko 

neko obredno dejanje v svetu odraslih izgublja 
svoj prvotni pomen in namen ter obliko in pri 
tem preko (krajše) šaljive faze preide v otroško 
izročilo, kjer (za)živi svoje »drugo« življenje. Po 
nekaterih teorijah pa je otroška tradicija živa ves 
čas, obenem z obredjem odraslih. Tako ostaja 
celo po njegovem razpadu v isti funkciji kot po­
prej. R. Callois (Prim. Callois, 1965, 89-100) npr. 
zavrača teorijo degeneracije, t.i. resne aktivnosti 
odraslih v otroško zabavo in se bolj nagiba mne­
nju, da morda istočasno obstajata dva registra 
enega pojava. 

36 Danes bi jim lahko dodali še številno skupino 
elektrofonov, ki pa jo v preglednico ne uvrščam 

37 Prim.: Hood, 1971, 123 naprej. Organologija -
znanost o glasbenih inštrumentih - naj bi 

23 A nch collection of chlldren's musical mstru­
ments, sound producmg deVices and musical 
toys can be found at the Carolino Augusteum 
Splelzeugmuseum m Salzburg. 

35 The process of "degradation", an ethnoloqlcal 
term mus. The process when ntual IS losmg ItS 
meamng, ItS pnma~y purpose and form In the 
world of adults and in this way over its (shorter) 
hum oro us phase passes into children's tradlIion 
where it IIves its "second" life. According to some 
theories thlS chlldren's tradition is everlasting 
with the rituals of adults. In such a way 11 remains 
even after its decay m the same function as befo­
re. Roqer CallOls (Comp. CallOls, 1965, 89-100) 
for exarnple, re]ects the theory of degeneratlOn 
as the decay of senous actlvlty of adults changm 
mto chlldren's fun. It glves th~ posslbll.lIy that 
both could eXlst slmultanously as "two reglsters 
of one (and the same) phonomenon." 

36 Nowadays a large group of electrophones could 
be added, which have not be en mcorporated m 
the table. 

37 Compare: Hood, 1971, from p. 123 onwards. 
Organology - the science of musical mstruments 
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vključevala ne le zgodovino glasbila ln njegov 
OpiS. ampak v enaki men največkrat spregleda­
no celotno »znanost« o glasbemh Iniltrumenllh. 
npr. posebne tehmke Izvajanja. njihovo glasbeno 
funkcIJo, dekoraclJo (za razhko od konstrukcIJe) 
ln vrsto soclO-kulturmh dejavmkov. 

38 Podatke črpam IZ arhiva GNI (InilIltuta za sloven­
sko narodopIsJe, Sekcije za glasbeno na.rodopl ­
sje, Znanstvenoraziskovalnega centra Slovenske 
akademije znanosIl ln umetnosIl v LJubijam) ln 
drugih dostopnih Virov, s katenml razpolaga GNI 
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- Includes not only the descnpllon and the 
hlstory of the Instruments. but also the enllre 
knowledge of musical Instruments. for example. 
special plaYlnq techmques and thelr musical 
functlon. as well as decoration (compared 
With the constructlOn) and a number of soclo-cul­
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Mirko Ramovš 

LJUDSKA INSTRUMENTALNA GLASBA 
IN PLES 

Neločljivi del plesa je glasba, ki pa jo moramo 
široko pOJmovatI. Glasba je namreč tudi topot 
nog, ki daje edino zvočno ritmično spremljavo 
mnogim plesom na Balkanu in jim po krivici re­
čeJo >>nema« kola.! Z Us ko ki je »nemo« kolo 
pnšlo na Slovensko v Belo krajino, kjer ga ime­
nujejo v Predgradu na trum!, a v Bojancih 
mutasto kolo. Danes ga »nemo« plešejo le še v 
Bojancih, medtem ko v Predgradu na trum! že 
spremljajo tamburaši. Še v 2. polovici 19. stol. 
je bilo >>nemo« plesanje v navadi tudi v Starem 
trgu ob Kolpi, a dandanes o njem ni več sledi, 
le ritmični in koreografski obrazec dokazujeta, 
da je ples varianta mutastega kola in kola na 
trumf »Nemi« plesi se pač niso mogli ohraniti 
v okolju, kjer je bila v navadi Instrumentalna 
spremlja va. Bojanci so izjema, saj so sredi 
gozdov dolga stoletja ostali ločeni od drugih. V 
slovenskem plesnem izročilu je bilo še 
nekaj plesov brez instrumentalne ali pevske 
spremljave, vendar so bile to bolj igre kot ple­
si, npr. kovtre šivat, vrečo šivat, kačo vit, zvez­
da in dr.2 
Na Slovenskem je malo plesov, ki jih spremlja 
samo pesem. Doma so izključno v Beli krajini 
(mostne igre, metliško kolo, črnomaljsko kolo, 
PobeleJo poje) in so večinoma uskoškega 
izvora. Peti plesi so tudi otroški, npr. Ringa 
ringa raja, Lepa bela lilija, Rdeče češnje rada 
jem, Gremo dekle v koJivrat, Marička sedi na 
kamenuJ 

Vsi drugi plesi so imeli izključno instrumental­
no spremljavo, le v nekaterih primerih je bila 
spremljava povezana s petjem. V skupino pe­
toinstrumentalnih plesov spadajo belokranjska 
kola Lepa Anka, Hruške, jabuke, slive, Igraj 

Mirko Ramovš: 

INSTRUMENTAL FOLK MUSIC 
AND DANCE 

Music is an inseparable part of dancing, how­
ever, it has to be understood in a broader 
sense. The stamping of feet can also be consl­
dered as music being the only sound accom­
panying and provlding the rhythm for numero­
us Balkan dances which are unjustifiably 
named "mute" dances.! The "mute" round 
dance was brought to Bela krajina in Slovenia 
by the Uskoks. In Predgrad it is named "na 
trumf' and "mutasto kolo" (mute dance) in 
Bojanci. Nowadays it is performed in a "mute" 
way in Bojanci only, while in Predgrad "na 
trumf' is accompanied by tamburitza players. 
"Mute" dancing was practised in Stari trg on 
the Kolpa as far back as the second half of the 
19'h century, but there is no trace of it nowa­
days. Only the rhythmic pattern and the cho­
reography show that the dance was a variant 
of the "mute" round dance and the dance "na 
trumf'. "Mute" dances simply could not survi­
ve in an environment in which instrumental 
accompaniment was a custom. Bojanci is an 
exception, as the village is surrounded by 
forests and was separated from the rest of the 
world for hundreds of years. Stil! other dances 
exist in the Slovene tradition that were not 
accompanied either by instrumental music or 
singing, but they can be considered as games 
rather than dances. Examples are "kovtre 
šivat", "vrečo šivat", "kačo vit", "zvezda", etc.2 

There are very few dances in Slovenia that 
are accompanied by singing only. They are to 
be found exclusively in Bela krajina (bridge 
dances, the Metlika and Črnomelj round dan­
ces, the Pobelelo pole) and are mostly of 
Uskok origin. Children's dances, like "Ringa 
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kolo, Lipa mOja gora zelena, večma vanant 
plesa z Izbiranjem na Stajerskem, Koroškem m 
Dolenjskem (povšlerlanc) m prekmurska 
Marko skače, v Prekmurju (Gončko), kadar so 
ponjave šival! m v Beltmclh, ko se Je nevesta 
poslavljala od doma (Fsaka [tIca je vesela) , na 
PohOrjU tudi pn plesu z nadštevtlmm plesal­
cem (krajcarskI ples) . Skoraj povsod so pel! 
ob šušlarskJ. Pn zibenšnlu, mrzulmu, šamar­
JankI. potrkam, nOjkalol!šu, carskI kasi, 
kosmatači, špIcpolkI m še katenh so le ob­
časno peli parafraze na plesne melodiJe. Ena-

ko pOJo ob plesu pnložnostno v RezIJI, kadar SI 
dajo plesalci duška svojemu veselJu. Petje Je 
bilo v navadi tudi pn štajenšu, vendar se Je 
Izmenjavalo s plesom, ki so ga spremljali 
godcI. Podobno velja za koroški ztlJskl prvI 
re;. 4 

Instrumentalna spremIJava k plesu Je bila na 
Slovenskem različna m se Je od časov, ko 
imamo o njej zanesljivejše podatke, glede na 
sestav zelo spremmJala. V srednjem veku, ver­
jetno do 16. stol. so bde v navadi dude m različ­
ne piščali . V nemški pesmi Selfneda Helbllnga 
»Der junge Luzldanus« IZ oko 1290 je namreč 
rečeno : 
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ringa raja", "Lepa bela lilija", "Rdeče češnje 
rada jem", "Gremo dekle v koli vrat", ':Marička 
sedi na kamenu" are also sung. 1 

All the other dances we re accompanied by in­
strumental music, only in some cases the dan­
cers sang m addition. The group of dances that 
were sung' and accompamed by instrumental 
musIc mcludes "Lepa Anka", "Hruške, jabuke, 
slive", "Igraj kolo", "Lipa moja gora zelena", all 
of them from Bela krajina. Furthermore, there 
were most of the variants from Štajersko, Koro­
ško and Dolenjsko in whlch the dancer had to 
choo~e another dancer to continue the dance 
m the middle of the round such as the "pov­
štertanc". Thls group also mcludes "Marko 
skače" from Prekmurje, the dance called "po­
njave šivati" from Gončko, 'Tsaka ftlca je ve­
sela", whlch was danced m Beltinci when the 
bndge was takmg leave of her famlly as well 
as "krajcarski ples", danced on the PohOrje 
With an extra male dancer. Almost everywhe­
re the dancers sang when dancing the "šuštar­
ska". In the dances called "zlbenšnt", "mrzu­
Im", "šamarjanka", "potrkana", "nojkatoliš", 
"carska kasa", "kosmatača", "špicpolka" and 
some others, only paraphrases of the melodies 
were sung ocaslonally. The same happened in 
Rezija when dancers wanted to glve vent to 
thelr joy. Smging was usual in the "štajeriš" as 

well, but It alternated with mUSical accompam­
men!. The same IS true of the Koroško "prvI 
rej", danced in the Zilja valley.4 
Instrumental accompaniment to dancmg has 
vaned m Slovema m the course of !lme. Since 
the time when mformation became more reli­
able, it has greatly changed as to ItS instru­
mental structure. During the Middle Ages, 
probably until the 16th century, bagpipes and 
various flutes we re used. In the German song 
"Der junge Luzidarius" by Seifried Helbling 
from about 1290 we can read that 



, , Ze Kreine SI wir des gebeten, 
daz wir windischen treten 
nach der blaterpfifen , , ,5 

O dudah kot spremljavi za ples nam pričajo 
pristavska freska in podatki o godcih na dude 
v Beneški Sloveniji,6 Ob dudah so plesali, kot 
poroča B, Hacquet, še v drugi polovici 18, stol. 
v Ziljski dolini, iz ankete ljubljanskega guber­
nija 7 je razvidno, da na Vinici tudi v 1. polovicI 
19, stol. Fotografija iz leta 1912 pa dokazuje da 
so bile tam v navadi celo do 1, svetovne vojne,8 

, , , Ze Kreine sr wir des gebeten 
daz wir windischen treten 
nach der blaterpfifen , , ,5 

The use of bagpipes as an accompanying in­
strument is documented by the Pristava fresco 
and the data about bagpipe players in Veneti­
an Slovenia,6 According to the report by B, 
Hacquet, dancers danced to bagpipe tunes in 
the second half of the 18th century in the Zilja 
valley while it can be se en from the survey of 
the Ljubljana province7 that the same was true 
in Vinica in the first half of the 19th century, 

'~.':_,~~~~~~-~~:f~,!~i:='~~:~:'- ,~:;or';,,~~~,:,:~;_ '; -" .. ~ ,} ',-OO 
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Ples na Gorenjskem, Valvasor, Ehre JU6, str, 279 Gorenjsko dance, Valvasor, Ehre 11/ 6, p ,.279 
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V 17. stol. se tedanjim glasbilom pridružijo 
gosli, na Valvasorjevem bakrorezu Igrata 
namreč za ples pod llpo goslač ln godec na 
nekakšno prečno f1avt0 9 PoročIla iz 18. stol. 
dokazujejo, da je bil v tem času na večjem 
delu slovenskega ozemlja (Kranjsko, Koroško, 
Štajersko) že znan sestav gosll-opr~kelj ­
bas.lo V 19. stol. se, kot je razvidno IZ ankete, kI 
je bIla Izvedena na Štajerskem (1811-1847) II ln 

v ljubljanskem gubermju (1838), začno pojav­
ljati tudI druga pIhala ln trobila, oprekelj pa se 
umika ln počasI tone v pozabo. Tako so znam 

Plesni par m godca, panjska končnica, 1832, fOlo­
arhIv SEM 
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Moreover, a photograph taken in 1912 proves 
that bagpipes were used in Vinica even until 
the beginning of the First World War.8 In the 
17th century the usual instruments were joined 
by the fiddle. In a Valvasor copper engraving 
a fiddler and a musician playing a kind of 
transverse f1ute can be seen playing at a dan­
ce under a lime tree.9 Reports from the 18th 

century prove that the instrumental structure 
of groups included a fiddle, a dulcimer and a 
bass ln most of the Slovene territory (Kranjsko, 
Koroško, Štajersko).lo From the survey whlch 
was carned out ln Štajersko between 1811 and 
1847" and in the Ljubljana province in 1838 It 
can be se en that other wind, and brass instru­
ments started to appear while the dulcimer 
was retreating and gradual!y fel! into disuse. 

Dancing coup1e with mUSICIans, beehlve end, 1832. 
SEM pholoarchlves 



različni sestavi, npr. oprekelj-gosll-klannet, 
gosli-bas (mali bas na tri strune)-klannet, 
gosli-klarinet-trobenta-rog, gosli-klarinet­
trobenta, gosli-klarinet-trobenta-bas, gosli­
klarinet-rog-bas in tudi pihaine godbe.12 Citre 
se pojavijo v 1. polovici 19. stol., toda samostoj­
no le na domačih plesnih zabavah, sicer pa 
skupaj z drugimi glasbili. IJ Proti koncu 19. stol. 
se začne v tedanje godbe vrivati diatonična 
harmonika. Nastajajo različne godčevske sku­
pine, večkrat bolj po naključju kot po neki 
ustaljeni navadi. Na začetku 20. stol. je harmo­
nika že popolnoma prevladala in ponekod 
postala edino godčevsko glasbilo za ples.'4 

Tamburaški sestavi so se udomačili v Beli kra­
jini šele pred l . svetovno vojno in danes obvez­
no spremljajo tamkajšnje folklorne skupine.'s 
Med obema vojnama so v okviru društev usta­
navijali tamburaške zbore drugod po Sloven­
skem, vendar so za ples igrali priložnostno. 
Pač pa so iz tamburaških zborov često nastale 
male godčevske skupine, ki so v sestav vklju­
čevale tudi druge instrumente, predvsem har­
moniko, in postale priljubljena spremljava za 
ples.'6 Predvsem na Primorskem (Kras, okoli­
ca Trsta in Kopra) so bile med obema 
vojnama za ples na šagrah najbolj iskane god­
be na pihala.'7 V Prekmurju so pri večjih 
plesih in na gostijah igrale bande, sestavljene 
vsa) iz 4 godcev: l . in 2. primaša, ki sta igrala 
na gosli, kontraša, ki je igral na violo, in cimbo­
laša. Pri večji zasedbi so bila zraven še druga 
glasbila kot klarinet, kontrabas in čelo. 18 

Thus various instrumental structures we re 
documented, for example, dulcimer-fiddle­
clarinet, fiddle-bass (a small three-~tringed 

contrabass)-clarinet, fiddle-clarinet-trumpet­
horn, fiddle-clarinet-trumpet, fiddle-clarinet­
horn-bass and also brass bands.12The zithers 
appeared in the first half of the 19th century. 
They we re played as the only instrument at 
domestic dancing parties while at public festi­
vals they were played together with other in­
struments.1J Towards the end of the 19th 

century the diatonic accordion made its ap­
pearance. New groups of musicians were 
formed incidentally rather than as arule. 
At the beginning of the 20th century the accor­
dion completely took over and in som~ places 
it became the only instrument played as a dan­
ce accompaniment. 14 Tamburitza groups be­
ca me familiar in Bela krajina only before the 
First World War and nowadays they regularly 
accompany folklore dancing groups.IS Bet-
we en the two wars tamburitza associations 
were established all over Slovenia but they 
played at dances only occasionally. However, 
tamburitza groups were often split into smaller 
groups of musicians including other instru­
ments, the accordion above all. These became 
a popular accompaniment to dancing.'6 Brass 
bands were very much in demand for playing 
at dances at church fairs mainly in Primorsko 
(the Kras, the surroundings of Trieste and 
Koper) between the two wars.17 Bands consi­
sting at least of four musicians used to play at 
bigger dances and weddings in Prekmurje. 
The band consisted of the 1st and 2nd "primaš", 
who played the the fiddle, a "kontraš", playing 
the viola, and a cymbalom player. In larger 
bands other instruments like the clarinet, the 
contra bass and the celi o were included.18 No­
wadays the accordion has replaced the cym­
balom and a drum is sometimes used in smal-
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Namesto cimbal dandanes navadno Igra har­
momka, manjšim zasedbam se včaSih pn družl 
tudi boben . l~ V ReZIJI se je ohraml sestav cltlre 
(vlOIme) m bunkuJe al! brunkule (če l o , ki Je za­
menJal prvotm mal! bas na tn strune) CI tIra­
vec Igra melodijO m na vsako četr tmko udar ja 
Z nogo ob tJa, medtem ko ga bunkulaš sprem­
lja v burdonu 20 Na domačih zabavah po skup­
nem delu (l!čkanJe koruze, obrezovanje repe, 
česanje perja, stelJa raJa m dr) so ob odsot­
nosti godčevskih skupm al! harmomkarJa 
zadostovala tudi tišja glasbila, npr. Citre, 
trstenke, žvegle, orgl!ce, lončem bas, često 
tudi lmprovlZlrana glasblla kot glavmk, bršlJa ­
novo pero, pokrov ke, metl!n ročaj , strgala all 
žl!ce v kozarcu. Danes Igrajo za ples povsod 
po SlovemJI sestavI po vzoru znamh ansa mb­
lov, ko t sta npr . Avsemk m Slak, vendar Ima še 
vedno najpomembnejšo vlogo harmomka, ki Je 
na manjših zabavah m svatbah dostikrat ed mo 
glasbll02 1 

Tako kot pleSI novejše plasti so tudi n]lhove 
melodije tUjega Izvora. Vendar so Jim sloven­
ski godCI dal! sVOJ pečat m s tem slovenski 
značaj . Ker mso poznal! not, so SI melodl)e za­
pomml!, kot so Jih sl!šah, če Je kaj ušlo IZ spomi­
na, so Jih zaigral! po svoJe. Enako se Je dogaja­
lo s plesom, zato so se morale melodl)e pn­
lagodltl tudi tem spremembam. Večma noveJ­
ših p lesmh melodij Je dvodelmh (AB), vsak del 
Ima 8 al! 16 taktov, ki sta se navadno pOjavlja la 
ln odstopanja mso bila pogosta. Dvodelnost Je 
blla povezana s plesom, saj se Je melod ija lepo 
pnIagajala plesnemu obrazcu. V prvem delu 
Je bllo lahko ploskanje, potrkavanje z nogami 
ob tla, žuganje, odskakovanje, izvajanje raz l!č ­

mh gest z neobteženo nogo m pod ., v dru­
gem pa polka al! pn tndobmh melodl)ah 
valček . Nekatere plesne melodl)e kot npr . 
mrzulmova so tndelne (ABC), štaJen ševa često 
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ler groups.IY In Rezija the following structure 
has been preserved: the cytira (violin) and 
bunku1a or brunkula (a cello which has re­
placed the small three-stringed bass). The 
cytlra player plays the melody and beats with 
his foot every crochet while the bunkula pla­
Ver accompames him with burden tones.20 On 
farms, after joint tasks like com husking, cutt­
ing turmps' heads, feather stripping, gathering 
hiter matenal etc., quieter instruments such as 
zithers, pan pipes, home made flutes, mouth 
organs and earthern pot basses were used 
when no musIcIans or accordlon players were 
avallable. Very often sImpIe instruments 
would be ImprovIsed, by using combs, IVy 
lea ves, l!ds, broom hand les, scrapers or 
spoons ln a glass. Nowadays groups modelled 
after the wellknown "ensembles" hke the Av- . 
semks and the Slaks play at dances all 
over Slovema, but the accordlon stili plays the 
most important role and is often the only mstru­
ment played at smaller entertainments and 
weddmgs.2lLike more recent dances, thelr 
meJodies are also of foreign ongm. However, 
Slovene musicians have given them a SIovene 
flavour and character. As they couJd not p lay 
from printed music, they slmpJy remembered 
the tunes as they heard them and lf some part 
escaped their memory, they played It m thelr 
own way. The same happened to dances, so 
the me10dies had to follow the changes as well 
Most of the more recent dance meJodies con­
sist of two parts (AB), each part con ta ming 8 or 
16 bars. The parts were usually repeated and 
deviations we re not frequent. The two-part 
structure was connected with dancing, the 
meJody accorded with the dance patlern. 
Hand c1apping, beatmg a foot on the floor , 
wagging one's finger, Jumping, doing various 
movements with the unweighed foot and siml­
Jar things we re possible in the first part whiJe 



večdelna, le da so posamezni deli večinoma 
variacl]e prvega CA). Tudi pri štajerišu je spre­
membi melodije Cv B, C itd.) sledila spremem­
ba figure. Melodije štajeriša, mazurke in njenih 
variant Cmrzulin, mašarjanka) imajo praviloma 
pred takt. Pri štajerišu sta plesalca na pred takt 
razbremenila nogo, ki je začela ples, pri mrzu­
linu pa je pred takt pomenil začetek plesa (ple­
salca sta naredila klec). Pri drugih me­
lodijah se predtakt redkeje pojavlja. Dvodel­
nost je posebej izrazita v rezijanskih plesnih 
melodijah, ki se kaže v tem, da igrata godca 
menjaje enkrat »na tenko« (v D-duru), nato »na 
towsto« (isto transponirano v .G-duru). Ko se 
plesalci šele pripravljajo na ples, igrata godca 
melodijo »na tenko«, ples sam pa se začne na 
melodijo »na towsto«. Oboje se potem ves čas 
plesa poljubno dolgo izmenjava, plesalci na 
vsak konec melodije »na tenko« potrkajo z 
nogo ob tla. Zaključek plesa godec napove s 
tem, da še enkrat ponovi melodijo »na tanko«. 
Značilno za rezijanske godce je tudi, da melo­
dijo, ki navadno obsega 8 taktov, radi podalj­
šujejo z enotaktnimi vložki. Rezijanov pri plesu 
taka improvizacija ne zmede, ker osnov­
no melodijo poznajo in se v plesu vsaki spre­
membi prilagodijo. Podobnih improvizacij so 
bili vajeni tudi harmonikarji po drugih sloven­
skih pokrajinah. Zato je včasih prišlo do razha­
janja med godci in plesalci, ki s plesom niso 
mogli slediti vrinjenim trem četrtinkam v sicer 
dvočetrtinski melodiji in so vmesni korak 
nekako »pomečkali« .22 

the second part consisted of a polka, or a waltz 
in thr ee-time melodies. Some of the dancing 
melodies, such as the "mrzulin", consist of 
thr ee parts (ABC). The "štajeriš" frequently 
contains more parts but the individual parts 
are mostly variations of the first one (A). In the 
"štajeriš", the change in melody (in B, C, etc.) 
was followed by the change in the figure. As a 
rule, the melodies of the "štajeriš", the mazurka 
and its variants ("mrzulin", "mašarjanka") have 
an anacrusis. In the "štajeriš" the dancers shift 
the weight from the foot starting the dance 
while in the "mrzulin" the anacrusis itself 
meant the start of the dance (the dancers 
made a curtsey). In other melodies the anacru­
sis does not appear so frequently. The two­
part form is particularly distinctive in Resian 
dance melodies and is shown by the musicians 
playing alternately "na tenko" (in D-major), 
then "na towsto" (the same transposed into 
G-major). As the dancers are preparing for the 
dance, the musicians play the melody "na ten­
ko", but the dance starts with the melody "na 
towsto". Both melodies alternate as long as the 
musicians choose to play. At the end of each 
melody, the dancers beat a foot on the floor. 
The musicians announce the end of the dance 
by repeating the melody "na tenko" once 
again. It is also characteristic of Resian musici­
ans to prolong the melody, usually consisting 
of 8 bars, by inser!ing one-bar pieces. The 
Resians are not confused by such improvisa­
!ion as they know the basic melody and adapt 
to any changes. Accordion players in other re­
gions were also accustomed to improvising in 
asimilar way. This sometimes caused discord 
between the musicians and the dancers, who 
could not follow the inserted three crochets in 
an otherwise two-four melody and had to mud­
dIe through the step between.22 

97 



Nastop rezijanske folklorne skupine, fotoarhiv GNI 

Večma plesmh melodij Ima dvodobm (2/4) m 
tndobm (3/4, 318) ntem, le v dobršnem delu 
rezjjanskih plesnih melodij m' pn ziljskem 
prvem reju se menjavata tridobna in dvodob­
na mera (3+2/4), kar je znamenje starejšega 
izročila , Menjajoča se tndobna m dvodobnu 
mera rezijanskih melodij ne vpliva na ritem 
plesa, ker daje citira vec plesalcem enakome­
ren ntem s tem, da udarja na vsako četrtmko z 
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Performance by ReSlan folklore group, GNI phot:­
archlves 

Most of the melodies have a two-time (2 / 4) 
and a three-tlme (3/4, 318) rhythm. Only m a 
considerable part of the Resian dancmg melo­
dies and m the Zllja "prvi rej" are the three­
time and the two-tlme measure (3+2 / 4) played 
alternately, which is a sign of an old er tradi­
tion, The changing thr ee-time and two-time 
measure of the Resian melody does not mflu­
ence the rhythm of the dancmg as the flddler 
glves a regular rhythm by beatmg hls foot on 
the floor at every crochet The dancers adapt 
themselves to the rhythm, consequently there 



nogo ob tla. Temu ntmu se podrejajo, zato v 
plesu m razllk, če Igra godec dvodobno all 
menjajočo se 2+3/ 4 melodijo. Vendar je 
zammlVO, da Rezijani raje plešejo na »viže« z 
menjajočim ntmomB Ritem melodije in plesa 
pa se opazno razhajata pn ziljskem prvem 
reJu . kjer Je melodija vmenjajočl tndobni in 
dvodobm men, medtem ko ima ples stalno tn­
dobno. Oba ritma se ujemata le v prvem ln 

sedmem (pn plesu šestem) taktu.24 

Ritem melodije 3+2 / 4 

Ritem plesa 3/4 

Razhajanje je motilo Franceta Marolta, zato je 
'domačine iz Ziljske doline, ki so ob Koroškem 
dnevu v Ljubljani leta 1935 prikazali štehvanje 
s prvim rejem,25 popravljal, tako da so na na­
stopu plesali, kot se je F. Maroltu zdelo prav: 
da sta se namreč melodični in plesni ritem uje­
mala. V Hrovatinovem opisu prvega reja iz 
Cač v letu 195J26 se melodični in plesni ritem 

are no differences in the dancing no matter 
whether the musicians play the two-time or the 
alternating 3+2/4 melody. However, it IS inte­
resting to know that the Resians prefer dan­
cing to tunes with an alternating rhythm.2l On 
the other hand the rhythm and the dancing dif­
fer visibly in the Zilja "prvi rej", where the 
melody has an alternating three-time measure 
and a two-time measure while the measure of 
the dancing is an unchanging three-time one. 
Both rhythms correspond only in the first and 
the seventh bar (the sixth bar in the dance).24 

France Marolt found tbis rhythm confusing so 

The rhythm of the melody 

The rhythrn of the dance 

he corrected the native group from the Zilja 
valley when they performed the "prvi rej" at 
the "štehvanje" at the Carinthia Day festivity in 
Ljubljana in 1935. At the performance they 
danced as F. Marolt thought correct, that is, the 
dancing rhythm of the music were the same. 
Hrovatin's description of the "prvi rej" as it was 
danced in Cače in 195126 also reports that the 
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tudi ujema ta. Zato njegov OpIS dopušča do­
mnevo, da razhajanje plesnega ln melodIčne­

ga ritma ni bilo značilno za vso Ziljsko dohno, 

ampak le za posamezne vasi (npr , Za­
homec) ln celo, da Je ta lastnost morda zname­
nJe razkroja. Je bil torej Maroltov poseg ra ­
zumlJIv ln upravičen? 

Pri plesu Je zelo pomembna vloga godca, saj Je 
od njega odvisno, ah gre ples »v noge«. Igrati 
mora ntmlčno in ujeti pravI tempo, da se ple­
salci razživijo v plesu. Med godci in plesalci 
mora biti sodelovanje, dobn plesalci spodbu­
jajo godce k temperamentnejšllgri. »Ce so sla­
bi plesalci, jih tudi gledati ne smeš, Ce ni znal 
plesati ~n če sem ga gledal, sem se tudi Jaz 
zmotil. Ce je dobro plesal, se ml zdi, da ml Je 
kar pomagal,« je pnpovedoval godec Anton 
Intihar, p.d. Jurmanov IZ Zavrha na Bloški 
planoti27 Zanimivo je, da plesne »Vlže«, ki so JIh 
godclodigrah ob snemanju pred mikrofonom, 
torej brez plesalcev, skoraj nlkoh niSO bile 
zaigrane v pravem plesnem tempu prav 
zaradi tega, ker godec ni Igral za ples. Zato so 
pogosto ntmlčno labtIne. GodcI so ob snema­
nJu večkrat poudanh, da Jih odsotnost plesal ­
cev motl. 28 Za ples Ima pomembno vlogo tudi 
glasbilo, Na Javnih pleslh je bila večja instru­
mentalna zasedba nUjna, medtem ko Je v manJ­
šem zaprtem prostoru zadostovalo že eno 
glasbilo, Za ples v ntmu valčka ln polke Je kot 
nalašč ustvarjena diatonIčna harmonika ln ni 
čudno, da je tako hitro Izpodnnlla tišje ln ne­
žnejše instrumente, kot sta vlOhna ln oprekelJ. 
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rhythm of the melody and the dancing we re in 
accordance with one another. His description 
allows us to assume that the discordance bet­
ween the dancing rhythm and the rhythm of 
the melody was not characteristic of the whole 
Zilja valley but only of some of the villages (Za­
homec, for example). Moreover, this quality 
may even be a sign of disintegration. Was, 
then, Marolt's intervention understandable 
and justified? The role of the musician is very 
important in the dance as it depends on him if 
the dancers feel it in their feet. He has to keep 
the rhythm and asuitable pace so that the dan­
cers can get into a proper mood for dancing. 
There has to be cooperation between the mu­
sician and the dancers. Good dancers enco­
urage the musician to more sorited playing. "If 
the dancers are no good, you mustn't even 
look at them. If someone couldn't dance well 
and 1 looked at him, 1 made mistakes. If they 
danced well, they seemed to help me," said 
Anton Intihar, known as Jurmanov from Zavrh 
on Bloška planotaH 
It may be interesting to leam that the dancing 
tunes played by the musicians while they 
we re recording them, that is, without dancers, 
were hardly ever played at an appropnate 
dancing pace precisely due to the fact that the 
musicians were not playing for danCing. For 
this reason the tunes are rhytmically unstable 
and the musicians have often stressed that 
they were disturbed by the absence of dan­
cers during the recording. lB The instrument is 
also very im porta nt in dancing. At public dan­
ces a large instrumental group was essential 
while in small indoor places one instrument 
was sufficient. The diatonic accordion is just 
right for dancing in the rhythm of a waltz or a 
polka. It is thus not surprising that it has repla­
ced quieter and finer instruments such as the 
violin and the dulcimer. 
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skem muzeju. 

8 Kopija fotografije se nahaja v arhivu Sekcije za 
glasbeno narodopisje In~tituta za slovensko na­
rodopisje ZRC SAZU (dalje SGN). 

9 J. W . Val vas or, Ole Ehre des Herzogthums 
Krain, Laibach 1689, VI. Buch, II. Capittel, str. 279. 

10 B. H a c q u et , o.c., passIm. 
II Odgovori na anketo, ki so JO po naročilu nad voj­

~ode Janeza izvedli na Štajerskem. Gradivo Je v 
Stajerskem deželnem muzeju v Gradcu pod Ime­
nom G6thova senja. PrepisI so v Insl1tutu za slo­
vensko narodopisje ZRC SAZU. 

12 Z. Kum er, o.c., str. 133-134. 
IJ Z. Kum er, o.c., str. 64-65. 
14 Z. Kum er, o.c., str. 89; M. Ram o v ~, o.c., str. 

49. 
15 Z. Kum er, o.c., str. 83-84; M. Ram o v ~, o.c., 

str. 49. 
16 Podatki IZ arhiva SGN ISN. 
17 Podatki iz arhiva SGN ISN. 
18 Z. Kum er, o.c., str. 150. 
19 Podatki iz arhiva SGN ISN. 
20 M. Ram o v ~, o.c., 39, J. Str a j n ar, Citira, In­

~trumentalna glasba v Reziji, Videm-Trst 1988, 
passim. 

Notes 

I J. O opu da, Sistem razvn:tavanja narodnih 
Igara (plesova) Bosne i Hercegovine - po oblicI­
ma (The system of classifying folk dances from 
Bosnia and Herzegovina according to form). -
Bilten Instituta za proučavanje folklora u Saraje­
vu, Sarajevo 1951, p. 30 

2 ~. Ram o v ~ , Plesat me pelji (Let me dance), 
Ljubljana 1980, p. 47 

3 M. Ram o v ~ , op. cit., pp. 47-48 

4 M. Ram o v ~ , op. cit., passim. 
5 Z. Kum er , Ljudska glasbila ln godci (Folk In­

struments and Folk Musicians), Ljubljana 1983, p. 
9 

6 Z. Kum er , op. cit., pp 9-10 
J B. H a c q u et, Abbildung und Beschreibung 

der siidwest- und 6stlichen Wenden-IUyrer und 
Slaven, 1. Theil, Leipzig 1801, p. 16 Answers to 
the questionaire concerning national costumes, 
entertainment and dances, sent by the provincial 
presidium to five local governments before the 
expected imperial visit to Ljubljana. A copy of 
the materials can be found in the Slovene Ethno­
graphic Museum. 

8 A copy of the photograph can be seen in the 
archives of the Section for Musical Ethnography at 
the Institute of Slovene Ethnography The Sloveni­
an Academy of Sciences and Arts (henceforth 
SAZU) 

9 J. W. Val vas or, Die Ehre des Herzogthums 
Krain, Laibach 1689, VI. Buch, II. Capittel, p. 279 

10 B. H a c q u et, op. cit., passim. 
II Answers obtained by· a survey which was 

carried out in Štajersko and commissioned by 
Archduke Johann. The materials can be se en in 
the Styrian provincial Museum in Graz under the 
tiUe of the G6th Series. Copies can be found at 
the Institute of Slovene Ethnography ZRC SAZU 

12 Z. Kum er, op. cit., pp. 133-134 
13 Z. Kum er, op. cit., pp. 64-65 
14 Z. Kum er, op. cit., p. 89; M. Ram o v ~, op. cit. 

p. 149 
15 Z. Kum er, op. cit. pp. 83-84; M. Ram o v ~ , 
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21 Podatki IZ arhiva SGN ISN, 
22 M, Ram o v ~ . o,c" passIm, 
B J. Str a j n ar . o c" str 143-206; M, Ram o v ~ , 

o,c,. str. 49-50. 375-374; Podatki IZ arhiva SGN 
ISN, 

2~ M, Ram o v ~ . Visoki all prvI reJ? - Traditiones, 
17, LjublJana 1988. str. 200-201. 

2~ Podatki IZ arhiva SGN ISN, 
26 M, Ram o v ~ . Visoki all prvI rej?, str. 197- 199, 
~7 Z. Kum er . o,c ,. str 163, 
~8 Podatki IZ arhiva SGN ISN, 
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op, ciI., p, 49 
16 Data from the SGN ISN archives 
17 Data from the SGN ISn archive3 
18 Z. Kum er, op, ciI., p. ISO 
19 Data from the SGN ISN archives 
20 M. Ram o v ~, op. ciI., 39; J. Str a j n ar, Citi­

ra, in~trumentalna glasba v Reziji (The Fiddle, In­
strumental Music in Rezija), Videm-Trst 1988, 
passim. 

21 Data from the SGN ISN archives 
22 M, Ram o v ~, op, ciI., passim 
2J J. Str aj n ar, op, ciI., pp, i43-206; M, 

Ram o v ~, op. ciI., pp. 49-50, 374-375; Data 
from the SGN ISN archives 

24 M. Ram o v ~, Visoki ali prvi rej? ("Visoki" or 
"prvi rej"?), Traditiones, 17, Ljubljana 1988, pp 
200-201 

25 Data from the SGN ISN archives 
26 M, Ram o v ~, Visoki ali prvi rej? ("Visoki" or 

"prvi rej"?), pp, 197-199 
27 Z, Kum er, op. ciI., p, 163 
28 Data from the SGN ISN archives 



Jl~ je. harmonika začu tila 
Xure-ntOVt rolteJt zapcla, kak01' 

ni peta nikoli po prv. 

IlustacIJa k Cankarjevemu Kurentu, Božidar Jakac. IllustratlOn of Cankar's Kurent by Božidar Jakac, 
1920 1920 
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MarJet ka Golež 

GLASBENI INSTRUMENTI 
V SLOVENSKI KNJIŽEVNOSTI 

V slovenski književnosti najdemo zelo pogosto 
omenjene glasbene mštrumente (godce) v raz­
Ilčmh vlogah m z razllčmml pomem, posebno v 
tistih Ilterarmh obdobjih, ki poudarjajo.medse­
bOjno vpil vanje zvočnosti m pomena besed. m 
tistih, ki so kakorkoIl močneje povezam z glas­
bo. Zato lahko pOjav mštrumentov v slovenski 
književnosti opazujemo na dveh ravneh na 
zvočm m pomenski, ki se medse bOj prepletata 
m skupaj ustvaIJata vizualno predstavo. Pre­
pletanje je torej lahko zvočno učmkovlto npr 
beseda cltre m njena predmetna predstava I 
lahko v zavesil bralca sprožI spomm na glas­
bem doživljaj povezan z nJo (sllka mštrumenta 
m njegova melodlja), v posameznem I!terar­
nem delu pa mštrument lahko postane metafo­
ra all Simbol, all pa Izraža nad pomene, ki mu 
jih v posameznem kontekstu doda ustvarjalec 
sam. Posebno pa je pomembno kako pOjav m­
štrumenta učmkuje skupaj s sosednjimi bese­
dami (predvsem pndevmkl m pnslovl) v stav­
ku, odstavku , kiticI, celotnem besedtlu. Inštru­
ment je lahko motiV, »Ielt motlv« , glavm motiV, 
celo tema. V daljšem besedilu Je lahko pona­
vljajočl se Simbol kot gibalo celotnegn teksta , 
all pa metafora za nekaj drugega - npr. za čl o­
veka, kar vidimo v slovenski moderni m eks­
preslOmzmu. 
Kakšm oZiroma katen mštrumentl so v določe­

nem besedtlu, Je prav gotovo odvisno od časa 
v katerem je besedilo nastajalo, od namena 
besedila, zvrsti m vrste besed tla m stila obdo­
bJa ter osebnega stila ustvaIjalca. Zaradi pro­
storske omejenosti te razprave se žal ne bomo 
mogll razgledati po celotnem korpusu naše 
slovenske Ilterarne ustvaIjalnostl, paš pa 
bomo zajel! le tista I!terarna obdobja, ki so na 
posebm načm vključevala pOjav m vlogo m-
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Mal Jelka Golež 

MUSICAL INSTRUMENTS IN 
SLOVENE LITERATURE 

MUSical mstruments (and folk musIcIans) are 
frequently mentiOned iD Slovene Ilterature m 
vanous !Oles c'lnd meallll1qs partlcularly m 
those Ilterary penods whlch emphaslze the 
mter-relatlonal mfluence of sound and the 
meanmg of words, as well as those whlch are 
m a way closely connected With musIc Thus 
the appearance of mstruments m Slovene ltte­
ra ture can be observed on two leveIs, that of 
sound and meanmg, whlch are mutually mter­
twmed m the creatlon of visual presentaatlon 
Thls mtertwmmg can be tonally effective eg 
the word zlther and ItS matenal presentation I 
can tngger off, m the consclOusness of the 
reader, the remlscence of a musical expenen­
ce connected With It (1 e. the pIcture of the 
mstrument and ItS melody), whereas m the 
mdlvldual ltterary work the ll1strument C,l n 
become a metaphor or symbol, or express 
overtones whlch are added to the con text by 
the author. It IS particularly Important how the 
phenomenon of the mstrument acts together 
With the adJommg words (especlally adJectl ­
ves and adverbs) m the sentence, paragraph. 
verse, the whole text The mstrument can be 
motlf I the "leli motlf (the mam motlO. or pven 
theme In a longer text It can be arepetltlve 
symbol actmg as a motlf of the en tne text, or 
the metaphor for somethmg else, for example 
man, whlch can be seen m the Slovene 
"Moderna" or expresslomsm. 
Whlch or what kmd of mstruments appear m a 
text certamly depends on the time mwhich the 
text was created, the alm of the text, ItS genre 
and kmd, as well as the style of the penod and 
the author. Glven ltmlted space, the author of 
thls treatlse Will , unfortunately, not be able to 
look at the enture bul k of Slovene Ilterary out-



štrumentov v njih. Ta tekst torej obravnava 
ljudsko pesmštvo, slovensko moderno in eks­
preslOmzem ter sodobno slovensko poezijo. 
Poskušali bomo na motivu, ki se pojavlja v treh 
hterarnih obdobjih, pokazati, kakšno vlogo m 
pomen imajo mštrumenti (godci) v teh tekstih, 
m kakšen način predstavitve le-teh uporablja 
ustvarjalec. Ta literarna tnada obsega ljudsko 
pesem Godec pred pekom, »starodavno pn­
povedko« Kurent Ivana Cankarja m sodobno 
pesem Godec pred peklom Vena Tauferja. 
Rekli smo že, da imajo glasbeni inštrumenti po­
leg svojega prvotnega pomena lahko še nad­
pomen, da so v literarnem delu zato, da vklju­
čeni v njegovo idejno strukturo kot simbol, 
sporočajo še neko nadresnico, Ker pa literarm 
ustvarjalec upošteva še primarni pomen in­
štrumenta in njegovo vlogo v resmčnem živJje­
nJu, so zato taka literarna dela povezana z 
qlasb02 

Zdi se, da je že Cankar spoznal, »da je mitični 
pravir umetnosti ljudska pesem m godba s 
plesom«,3 zato začenjamo našo analizo prav z 
ljudsko pesmijo, Ljudska pesem pa je kot peta 
pesem prav posebno povezana z glasbo. V 
njej so inštrumenti vedno povezani s človekom 
m z njegovim vsakdanjikom. Inštrument Je v 
njegovih rokah, sam ga oblikuje, izdela m nanj 
igra, inštrument skupaj z godcem odseva ži­
vljenjsko resmčnost,4 le včasih je personifici­
ran ali simboliziran, Inštrumenti so v ljudskem 
pesništvu del vsakdanjega in prazničnega ži­
vljenja, s svojo ilustrativno in tudi raznoliko po­
mensko vlogo v pesmi predstavljajo tudi tiste 
trenutke v življenju človeka ljudske pesmi, ki 
so tesno povezani z glasbo, plesom, ljubeznijo, 
s smrtjo , , . Naj navedemo nekaj primerov: 

put, but will devote herself to those IIterary 
penods whlch maspeclal way mcluded the 
phenomenon and the role of mstruments. Thls 
text, then, deals with folk poetry, the' Slovene 
"Moderna" and expressIomsrn, as well as 
contemporary Slovene poe try, A motif appe­
aring in three dlfferent IIterary periods will 
serve as an example of the role and meanmg 
of mstruments (or musIcians) m these texts 
and the presentation applled by thelr authors. 
This literary triad contains the tradltlonal 
poem "The Folk Musician at the Gates of Hell ", 
the "ancient tale" of Kurent by Ivan Cankar 
and the contemporary poem "The MUSician at 
the Gates of Hall" by Ven o Taufer. 
It has been mentioned that, apart from thelr 
origmal, musical instruments have an additio­
nal meaning which Justifles thelr mclusion m a 
hterary work. They are included as symbols m 
the idea of the work, thus conveying an addi­
tional truth. Smce the author of a hterary work 
also takes mto account the pnmary meanmg of 
the mstruments and thelr role m real hfe, such 
works are connected with muslc2 

It seems that Cankar reallzed that "the mythl­
cal anclent source of art IS the folk song and 
musIc accompanied by dancmg".3 Thls IS our 
reason for begmmng this analysIs with folk 
poetry. The tradltional poem whlch IS sung IS 
partlcularly closely connected with musIc. In It 
instruments refer to people and thelr every­
day lives. The mstrument IS m people's hands, 
They model It, produce it and play it. The in­
strument and the musIcian ref1ect real hfe4 

Only here and there is it personified or symbo­
lized, In traditional poetry instruments are part 
of everyday life, holidays mcluded, With thelr 
illustrative and manifold meamng they also 
represent those moments in people's lives 
found in a folk song which are closely connect­
ed with mUSIC, dancing, love and death , , 
Let me mentlOn a few ex am ples: 
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Kten hoče hohcet met. 
mora muzJkante met 
z arfamJ, klenetamJ 
mo tudI trompetamJ. 
(Š 6109), 

Kdor pa voče plesat jet, 
more dnarce zraven štet ', 
z orglam~ al sklenetam 
al pa s trobentam 
(Š 6111) 

Z gajžlo bom poknJl, 
da glas polelJ 
na velbasto kamro, 
čjer dečla ležI 
(Š 3280) 

Prešmentane CJtre 
kak lepo pOju 
da ne morem jes slIšatI 
dočvo mOJo. 
(Š 3661-3665) 

BobnJ bodo ropotaiJ, 
bOJ krvavI napovdvah 
(Š 6865) 

Oj, ta soldaški boben, 
ta bo mOJ ta velkJ zvon . 
OJ, ta ml bo zazvonil, 
kadar jaz umrl bom. 
(Š. 7108-7 I 20) 
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To celebrate a weddmg. 
mUSICIans wIth harps, clannets 
and trumpets should be mVIted 

To go dancmg some money must be 
glven to accordlon players. 
clanne tJsts and trum peters 

1'11 crack the whlp so that 
ItS sound wIll f1y mto the 
room where my sweetheart 
sleeps 

The confounded zlther smgs 
so beautJfully that I cannot 
hear my sweetheart 

The drums wIll rattle and 
announce a bloodbath .. 

The drum m the marchmg band 
WIll be my church bell 
to nng when 1 dIe. 



....... 

Ljudska pesem odseva vehko raznovrstnost m­
štrumentov, Izdelavo, načme Igranja, časovna 
obdobja v katenh se Je neko glasbllo upora­
blJalo, pnložnostl za IgranJe . 

Miška Je citre igrala. 
ZaJčka dva sta pa plesala . 
Veverca J' na prekiJ bila. 
Polha dva sta pa trobila . 
Dihur Je na boben treskal. 
da se Je res pod potreskal. 
GOdCi pa so zraven stah, 
So piskal!, so pIskah. 
(Š 972) 

Dva zajca sta citrala. 
Miš na gosli ciglala. 
Jeverca Je na prekl bila. 
Dva povha sta trobila . 

Pertisfll šentenjo7 

potegfll na bas . .. 
Me bo shšala Ijubca 
m cela ta vas. 
(Š 3634) 

Po maInu hodl mlmar mlad , 
ter žVižga, pOJe prav lepo, 
še lepšI piska na perO. 8 

(Š 359) 

MOJa piščalka je suha. 
ml noče več pet. 
mOJa IJubca Je gluha, 
ml neče odpre!. 
(Š 2087) 

The folk song reflects a large vanety of mstru­
ments, then make, ways of playmg, the pe­
nods mwhich an mstrument was used and 
occaSlOns when It was played. 

The mouse played the zlther, 
the squomel hammered the 
dulcimer, the doormlce sounded 
the trum pet, the polecat beat 
the drum, the rabblts danced 
and the musIcIans plped 

The rabblts plucked the stnngs 
on the zlther, the mouse played the 
vlOIm, the sqUlrrel hammered the 
dulclmer and the doormlce sounded 
the trumpet. 

If 1 tap on the dulc!mer and 
play the bass, my sweetheart 
and the whole vl!lage wl!l 
hear me. 

The mlller walks around hlS mlll , 
whlstles and sings but he IS 
best when blowmg a leaf. 

My pipe IS dry and does not want 
to sing. My sweetheart is deaf and 
does not want to let me ln. 
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Inštrumente opisuje tako kot jih vidi, z inštru­
mentom ponazarja ljudska pesem tudi emotlv­
na stanja ljudi V pesmi: 

Da b' brumbJceBA mela, 
Igrala SI bl! 
Zdaj žveglico Imam, 
Pa igrat ne znam! 

Sa b' brumbJce8A mela, 
Si brumbala bl' 
Zdaj brumbice mam, 
pa si brumbat ne znam. 

Da b ' ljubega mela, 
Ljubila ga bi! 
Zdaj ljubega mam, 
Pa ga ljubit ne znam! 
(š 1349) 

Inštrument se lahko pOjavI kot »čudežno« glas­
bilo, s katerim človek ljudske pesmi rešuje 
svojega dragega iz brezIzhodne situacIje. To 
vidimo V pesmi Romar sv. Jakoba Kompostelj­
skega: 

To je zvedila kraljica. 
Se naprav po romarsko, 
Se držala kot srotica, 
Z' sabo vzela citrice, 
Aj te citre pisane. 
Šla v ' Turčijo globoko. 
Gor in dol po Turškem gre, 
In je citrala lepo. 
(Š 37) 
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In a folk song Instruments are descnbed as 
they appear. It also contains emotlOnal states 
ofpeople: 

If I had a "žveglica" (wooden flute) 
and a "brumbica" (a stnnged folk 
Instrument), I'd play them. IfI 
had a sweetheart, I'd love him. 
Now 1 have him, but don't know 
how to love him. 

The Instrument can appear as a "magic" musI­
cal deVice by means of whlch the character ln 

the folk song tnes to rescue her lover from a 
hopeless sltuatlOn. Thls can be seen ln the 
song of the "Pilgrim" by St. James of Compo­
stelIo. 

The queen put on a pllgnm's 
clothes, too k the colourful zlther 
and went to Turkey to rescue 
her husband from Turklsh capaclvlty 
with her beautiful plaYIng. 



V bajeslovni pesmi Gosli IZ človeškega telesa 
Izdajo umor je OpIS delov čudežnega inštru­
menta Jn njegova izdelava. Glasbilo, narejeno 
IZ umorjenčevega telesa, izda umor:9 

Peršu je ribič ribce IUovit, 
uJev je nu čudnu ribicu, 
z ročic Je naredu lU okiče, 
s perstu je naredu šravbiče, 

z lešt:iču je naredu strunice, 
ne bleli grad je u gUosti šew. 
On je začiew milo gosti, 
an starši milo jokati. 
(SLPS2) 

Večkrat je inštrument tudi personificiran, 
tako, da poje in govori: 

Slišal sem bobnati na glas, 
Citra pravi tudi, 
Škentič 'o pravi: »K ljubi 
Gremo v vas!« 
(Š 5279/ 3) 

Prav tako je v pesmi lahko tudi človek primer­
Jan z inštrumentom (postava, glas): 

ln tanka ko strunica 
tak moja je ljubica. 
(Š 1087) 

Še lepše golči, 
kak struna brni. 
(Š 1085) 

In the mythical song of the "Human fiddle 
which discovers amurder", there is a descnp­
tion of this magic instrument and its make. The 
instrument made from the body of the mur­
dered man betrays the murderer.9 

A fisherman caught astrange 
!ittle fish from whose hands 
he made a bow, from its fingers 
he made pegs, from its hair, 
strings, and then he went up to 
the white castle and began to 
play sweetly. 

The instrument is frequently personified, sing­
ing and speaking in the following way: 

The drum can be heard, 
the zither sound s and the violin 
says that we should go to see 
our sweetheart. 

In the song, a human being can be compared 
with an instrument (body, voice): 

My sweetheart is as slender as 
astring. 

My sweetheart sings more sweetly 
than astring. 
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Poleg že prej navedenih Inštrumentov naj na­
šteJemo še nekaj glasbil, ki se pogosto pOJa­
vlJaJo v ljudski pesmi: gosli (š 3632); lajna 
(š 137); orgle (kot nazIv za harmoniko), klenete 
(klannet), trobenta (š 6111); šenter1Ja (opreke­
rj) , bas (Š 3634); tambur (Š 7003); vOjaški bo­
ben (Š 7108, 7110); klannet , trompeta, pom­
prdon, harmonika (Š 8352) , , 
ln če Je ljudska pesem predvsem odsevala 
življenje lJudi, pa je za slovensko moderno zna­
čilno , da odseva ustvarjalčevo notranje vide­
nJe sveta, njegovo lastno čutenje sveta In lJudI. 
ln tako se v tem literarnem obdobjU prepletata 
ImpreSlOnlStlčna In sImbolistična poetika, ki sta 
bili bolj kot kdaj koli prej tesno povezani z 
glasbo: »Cankar SI Je pravo pesniško besedo 
predstavljal le skupaj z mUZiko In ntmom, z 
melodijo In glbanJem,«11 Zato ni čudno, da Je V 

tem obdobjU literarni ustvarjalec v svoJih tek­
stih uporabil najrazličnejše Inštrumente, ki so 
včasih del peSnikovega razpoloženja, njegovih 
vtisov, pa drugič spet »slmbolistlčna muzIkal­
na beseda,»12 
V Murnovi pesmi z naslovom Pesem (Pesmi, 
1979, str, 159) zvon v njej ni več zvon ljudske 
pesmi, zvon fame cerkvice, pač pa sta njegova 
podoba in zvok Izraz peSnikovega notranjega 
sveta, Je Impres1Ja njegove duše: 

1. Na nebu Visokem 
bledijo zvezde, 
v daljavi, čuj, rahlo 
zvonovi zvone , , , 

2, Glase se kot sanje 
o rajskih teljah, 
glase, oh, ko pesem 
o uteklih solzah. 

5, Tak mirno je v dUŠI, 
tak čudno lahk6 -
Ah, mislimzvonovI 
so pelI tako , , , 

IJO 

Apart, from the above mentlOned Instruments 
there are others whlch frequentfy appear ln 
folk songs: vlolIns (Š 3632); street organ (S 
137), organ (as the diatonIc accordlon 'Nas 
called Informally), clannet. trumpet (S 6111 ) 
dulclm,er, bass (S 3634), tambour (Š 7003) 
drum (Š 7108, 7110); clannet, trum pet. double 
bass, accordlOn (Š 8352) , 
If folk song reflected the life of the peop le 
Slovene "Moderna" was charactenzed by the 
author 's Internal vIsion of the world and hls 
own feeling for the world and the people ln 11 
Thus, ImpreSSIOnist and symbolist poetnes 
whlch were more than ever linked with musIc 
merged In thls literary penod: "Cankar's Idea 
of genuIne poetlc speech was that It should be 
accompanled by musIc and rhythm. melod,! 
and movement« II Thus It IS not surpnsIng tha i 
In thls penod creatlve wnters used all klnds c i 
Instruments In thelr texts whlch were somelI ­
mes part of thelr mood and ImpressIOns. and at 
other times they represented "symbolist musI­
cal speech," 12 
ln Murn 's poem entltled "Poem" (Poems. 1979, 
p, 159) the bell IS not the same as In the folk 
song Le, the bell of the pansh church, but ItS 
Image and sound are the expression of the 
poet's Internal world. the Impression of hls 
soul: 

, , , In the distance the bells are 
soft\y nngIng , , , 

They sound like dreams of Eden 
er a song of tea rs, 

lthInk that the bells have sung so , 



Zdi se, da Je to tlplčna lmpreslOnistična pesem, 
saj Je sam Murn leta 1898 pisal I. Šorliju, 
» ... da mu je linka predvsem dokument, izraz 
čustvovanja, razpoloženja,«'3 Da mu je , .. »va­
žen tudi harmonični človek, krepko življenje in 
vehčastna narava . .. «,14 pa kaže tudi tretja kiti­
ca Jesenske pesmi (Pesmi, 1979, str, 61), kjer je 
zvon kot znanilec človeške smrti, prikazan vz­
poredno z močJo narave: 

3 Motna kot mogočni vali 
silna reka proč drvi 
m nekje tam daleč, daleč . 

zvon na zadnjo pot zvoni . , , 

Prav gotovo pa je najbolj značilna pesem v 
Murnovem pesniškem opusu pesem Vlahi 
(Pesmi 1979, str, 102), kjer je vloga inštrumen­
ta dude ali diple z mehomis zelo nazorna, Ža­
lostni zvoki, ki jih iz tega inštrumenta izvabljajo 
Via hi, so izraz njihove stiske, ko se utrujeni po­
tikajo po svetu, Inštrument tako izraža razpolo­
ženje celotne pesmi, slišijo se otožni zvoki ne­
kega sveta. Vtis, ki so ga na pesnika naredile 
podobe teh ljudi, je zlit v skupno melodijo ce­
lotne pesmi .. . Ali kot pravi Cankar: »"" z 
vsakim obrazom, vsakim pogledom, z vsako 
besedo je združena melodija. Barve so zble­
dele, besede so pozabljene, ostala je melo­
dija,«16 (Melodija, 1914) 

Z mehovi pod pasho gredo, 
v dolgih plaščih suknenih gredo, 
k tlom sklonjeno glav6, 
vSIImajo visoko telo 
m držijo se žalostno, 
da nikoli tako, 

This seems to be a typical impresslOmst 
poem, as Murn himself wrote to I. Šorli in 
1898: ". , , that a lyrical poem is mainly a do­
cument, the expression of emotion or mood",13 
That to him "a harmonious human being, a 
wholesome life and magnificent nature are 
also important .. ," 14 is evident from the third 
verse of "Autumn Poem (Poems, 1939, p. 61) 
where the bell IS the epltome of human death, 
parallel to the power of nature: 

. . , the death-bell toUs . . . 

Definitely the most characteristic of Murn's 
poems is the one caUed "Vlahi" (Poems, 
1979, p. 102), where the role of bag-pipes 's 
is clearly seen. Sad sounds elicited from 
this instrument by the Vlahi people are the 
expression of their distress whenn they 
sadly roam through the world. The instru­
ment conveys the mo od of the whole poem, 
in which melancholy is heard from a certain 
world. The impression made by these people 
on the poet merges with the melody of the 
poem. Or, as Cankar says: "", each face, 
each look, each word linked to a me­
lody .. . The colours have pal ed , the words 
are forgotten, but the melody has remai­
ned."16 (Melodija, 1914) 

They walk with pipes tucked 
und er their arms , , . 

III 



S piščalmi na ustnih gredo, 
v klobukih širokih gredo 
in zdaj z desno roko 
piščali prebirajo žalostno, 
da nikoli tako. 

Z mehovi pod pasho gredo 
v dolgih plaščih suknenih gredo 
pa v klobuklh širokih gredo -
in zapiskaja še v slovo, 
da nikoli tako. 

Tako se zdi. da inštrumenti v večini pesmi slo­
venske moderne izražajo ubranost med snov­
nim in duševnim, med naravo in človekom - a 
le za hip! Dragotin Kette že razširja vtisnost 
pesmi z metafiziko in zato v pesnitvi Moj Bog II 
v prvi in drugi kitici (Izbrano delo, 1971, str. 71) 
uporabi liro kot »nebeški inštrument«, njen 
zvok je otožen in oznanja smrt: 

A tu ni govora o koncu, ni ... 
Globoko brezno sije pred menoJ. 
In liro mojo, ki na dnu leži, 
zakriva z nepremaganoj temoj. 

Le malo strun napetih je na nJI, 
in skoz temo duha še mali broj 
le malo- malokdaj se oglasi 
z obupa poln oj, žalostnoj tožboj. 
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They hold their f1utes to their mouths .. 
Their right hands entice sad 
tunes from their instruments . . . 

They glve a farewell whlstle . . . 

Thus It appears that instruments ln most 
poems by the Slovene Modermsts express 
a harmony between the material and the 
spmtual, nature and man - but only for a 
moment' Dragotin Kette extends the Impres­
sion of the poem to metaphysics, and ln hls 
poem "Moj Bog II" in the first and second 
verses (Selected works, 1971, p. 71) he uses 
a Iyre as a "heavenly instrument". lts sound 
is melancholy and announces death: 

And my Iyre ... 

Its sounds are full of 
despalr and gnef. 



Tudi Oton Župančič v svojih pesmih upora­
blJa ln zgosti vse glavne principe impresionI­
stične tehnike: načelo trenutka, svetlobe, zvo­
ka. gibanja in dosledne snovnosti. V prvi kiti­
ci pesmi Poetu (Izbrane pesmi 1978, str. 41) so 
glasovI zvonov podobni letajočim golobicam. 
V tem primeru prehaja zvočno-vizualni vtis v 
simboliko. Ali z besedami Franca Zadravca: 
»Župančlč kar naprej 'snema' z očesno kame­
ro ln sluhom svetlobne in barvne odtenke, 
tre pete, šume ... 17 

Sami so razmajaJi se zvonovi 
v ta lepi dan, 
kot golobica v soncu jim glasovi 
hite čez plan . 

Močna čustvena doživetja, viharna dogajanja v 
človeški duši Župančič vzporedno primerja z 
zvoki zvonov ob viharju v naravi. Tako v pesmi 
Vihar (Delo Otona Župančiča , 1976, str. 58, 59) 
zvonovI ne pojo več ubrano, pač pa se njihov 
zvok popolnoma podreja silam narave, ki pa 
pravzaprav ponazarjajo divje strasti v človeški 
duši: 

Zvon je zaječal, zvon na oblak, 
veter raztrgal mu je prošnjo, 
vrgel jo v mrak, 
razbil ob gor6; 
obnemogel zvok je vsak, 
grom gospodari v žrelu prostorja .. 

Oton Župančič also applied impressIOnist 
techniques, assembling the main principles: 
the moment, light, sound, movement and 
consistent materialisrn. In the first verse of 
the poem "Poetu" (Selected works, 1978, p. 
41), the sound s of bells are reminiscent of 
flying doves. In this case the tonal-vlsual 
unpression merges with symbolism. Or as 
Franc Zadravec says: "Župančič keeps on 
'shooting a film' by means of his eye camera 
and his ear, producing shades of light and 
colour, trepidation and noises ... 17 

The bells unleashed themselves ... 

Their sounds hurry across the countryside 
like doves . . . 

Župančič compares strong emotional expe­
rience and stormy movements in the human 
soul with the sounds of bell s in a thunder­
storm. Thus is the poem "Vihar" (Works of 
O. Župančič , 1976, pp. 58, 59) the bells do 
not ring harmoniously but subordinate their 
ringing to the powers of nature which, as it . 
were, illustrate the wild passions in the 
human soul: 

The bell wailed ... 

It clashed With the mountain; 
its sound grew feeble ... 
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V Župančičevi pesnitvi Duma (Izbrane pesmi, 
1978, str. 61) je Izrazita zvočnost nadgrajena še 
s simboliko. Inštrument, ki to sporoča Je zopet 
zvon m ta izraža stisko slovenskih Izseljencev. 
Zvon je zamenjal človeško tožbo, v tej pesmi Je 
smboličnl mštrument človeške stiske. Pesnik z 
zvokom stopnjuje notranjo napetost v pesmi, IZ­
razit ritem m zvočno barvanje ustvarja poseb­
no melodijo m vizualizira situacIJo. Naj navede­
mo še besede Franca Zadravca: »Nekaten 
vtisni motivI opozarJajo, da svetlobna senzacija 
včasih ponazarja »poJem« pa tudi zvok ... «I~ 
(npr .: zvok zvona pada črno, Je v tem pnmeru 
sinestezija): 

Hamburk, Hamburk! - VelIki zvon 
poje ji, blje, 
toii, vplje, 
pada trdo na njeno glavo. 
Hamburk, Hamburk! - pada črno, 

meša se, lije, 
vse oVlje 
v svojo motnja vo, zemlja m nebO. 

Tudi v dramsko delo, v enodeJanko Noč na 
- - I 

verne duše Zupančič vplete zvon. (Izbrano 
delo, 1976, str. 21 , 22, 27) V njej Je »manJšl zvon 
za skrajno uro« glavni motiv te dramske pesni­
tve ali drame v dušah. Župančič uporabi avdl­
tivno senzacijo »cimbelika, cimbeliilk« m s tem 
doseže srhljivo ozračje slutnje smrti . Cimbeli­
kati pomeni oznanjati smrt. Za glavne osebe te 
drame je značilno, da močno slišiJo. Zvon jim 
ne poje več, pač pa vpije, ječi , Jih opozarja in 
oznanja nek strašen dogodek. Zvoki so neke 
vrste projekcija ali zapis duše posamezne ose-
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In Župančič's poem "Duma" (Selected PO­
em s, 1978, p. 61) tonality IS emphaslzed by 
symbolism. The mstrument whlch conveys 
thls IS the church bell agam and expresses 
the dlstress of Slovene emlgrants. The bell 
has replaced human lamentatlOn m the poem 
and represents the symbolic mstrument of 
man's unhappmess. By means of sound the 
poet accelerates mner tensIOn m the poem 
The smgular rhythm and the colour of sound 
creates a speCial melody, thus vlsualizmg the 
sltuatlon. The words of Franc Zadravec should 
be added here. "Some ImpreSSIOnist mOHfs 
call attentlOn to the light sensatIOn whlch some­
times IlIustrates the 'notIOn' as well as the 
sound .. " I~ (e.g. "the sound of the bell IS 
black" IS synaesthetlc). 

The big bell smgs to her, 
tolls, laments, cnes, falls 
hard on her head ... 

It falls black, It mtermingles, 
flows, envelopmg everythmg ... 

In hls dramatic work, for example the one­
act play "Noč na verne duše" (All SouIs' 
Night), Župančič mterweaves a bell (Select­
ed Works, 1976, pp. 21, 22, 27). The "smaller 
bell for the ultimate hour" IS the mam motlf 
of thls play about human souis. Zupančič 
applies the audItive sensation, thus achlev­
mg the shuddenng atmosphere linked With 
an apprehenslOn of death. The clang of 
cymbals has the meanmg of death. The abl­
lity to hear well IS charactenstlc of the mam 
characters m the play. The bell does not 



be. Impresionistično dojemanje se p:epleta s sing to them any longer, but shouts, groans 
sImbolističnim upornenjevanjem. Zupančič and warns them of aterrible event. Sounds 
sam pravI, da je ta drama »kot neke vrste bala- are a kind of projection or the state of the 
da« (ZD VI, str. 290) in zato je funkcija zvona še - soul inherent in the individual character. 
bolj poudarjena. Zvok in pomen se tesno pre- Impressionist attitudes _are interwoven with 
oletata: the symbolist meaning. Zupančič himself says 

Kajfež: E, mali, že se boš nacimbelikal - smrt 
kleplje koso ... 

Mike: A jaz bom cimbelikal cimbeliiiik! (z 
zvoncem za skrajno uro) . 

Ključar : Sosedje pijmo - potle bodo peli zvo­
novi kot na svatbo vernim dušam. 

Nedvomno ima uporaba zvona v Župančiče­
vem literarnem ustvarjanju poseben pomen. 
Prav gotovo je ta inštrument največkrat upora­
bljen v slovenski moderni, če ne bo to veljalo 
celo za vso slovensko besedno umetnost. Lah­
ko pa pritrdimo tudi ugotovitvi Zmage Ku­
mrove: »Zvon je za Slovence več kot samo 
glasbilo, zvon poje.«19 Toda iz harmonije zvo­
kov se Župančič že razpoje v disharmonično 
disonantno pesem, kjer se zvok že trga in lomi. 
Tako vidimo v odlomku pesnitve Dies irae (Iz­
brane pesmi, 1978, str. 69, 70), da tu ni več 
zvočne niti pomenske harmonije, pač pa bi­
vanjska disonanca in zvočna disharmonija. Iz 
Impresionizma in simbolizma je Župančič s to 
pesmijo že prestopil v ekspresionizem: »Mo­
gočni ton, ki pada s svinčeno težo od velikega 
zvona, nenadoma ni več ton in zvok, ampak se 
raztrga v pošast, ki .. . «20 

that this play is "a kind of ballad " (Se­
lected Works VI, p. 290) and thus the func­
tion of the bell IS emphasized even strong er . 

Sound and meamng merge wIth' one anoth­
er : 

l 'll give a tinkle-tink-tink ... (the sound of a 
death-bell) 

.. . bells will ring to all souls as on wedding­
day. 

Undoubtedly the use of the bell ln Žu­
pančič ' s literary output has a special' mean­
ing. The instrument is the most frequently 
applied by the Slovene Modernists and pro­
bably in Slovene literature in general. Zmaga 
Kumer should be quo ted here: "The bell IS 
more than an instrument to the Slovenes as it 
sings to them."19 With Župančič the harmony of 
sounds ln hls poems eventually becomes a dls­
sonance, with sounds breaking and rending 
the air. It can be seen in the extract from the 
poem "Dies irae" (Selected Poems, 1978, pp. 
69, 70) that in both sound and meaning, harmo­
nies are missing and have been replaced by 
soatial dissonance and adisharmony of 
sounds. with this poem Županč Ič left Impres­
slomsm and symbolism for expresSlomsm: 
"The mighty sound which faUs like lead from 
the big bell, suddenly ceases to be a sound 
but IS tom apart to change into a monster 
which . . . "20 



Dom 
razmajal je svoj veljki zvon ; 
kakor da toil nad mestom Bog, 
kroži glas vse naokrog, 
trka na okna, bije ob dUTl , 

preko strehe stresa s perotl 
črno grozo dušam nasproti, 
plaši in buri, 
bega otroka m sega z mračno roko 
starcu v prsI globoko. 

Župančič Je torej v tej pesmi zvok že razkrojil 
Glas zvonov oznanJa nekaj strašnega, končne­

ga. V nadaljevanju pa Župančič vse še zaostn. 
poudan dlsharmonl]o sveta m zvoka, s tem, da 
pnmerja svet z bobnom, na katerega udarjajo 
kopita Jezdecev Apokahpse m zraven še 
odmevajo orgle, trombe m zvonovI: 

Čujte jahače, čujte jih za goro. 
Svet kot boben napet, 
in kopita , trdi tolkači 
ga bij6 
vse bolj in bolj: 
Suhijahači 

knam gredo 
na pokoij! 

Milost v orgel bučanju pnhaja, 
trombe Ima s seboj in zvonove . .. 
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The church bell was set free 

It knocks at the wmdow. 

It raps on the door 

It IS fnghtenmg and exci!mg 
It scares the child 

ln thls poem Župančič has tom the sound 
apart The nngmg of bi l,.; forebodes some­
thmg ternble and ulIlIlla te On contmu­
mg, Zupančič wntes with even more ten­
Sion , emphaslzmq the dlsharmony between the 
world and the sound He compares the world 
to a drum beaten by the hooves of the Apo­
calyptlc Rlders. In addltlon there are the 
echoes of the organ, trombones and bells 

The world is as stretched 
taut as a drurn; it is beat en 
by hooves and hard pestles ... 

Mercy arnves with a roanng 
organ, accompamed by trumpets 
and bells ... 



Tudi pn Cankarju so pomembni elementl v 
njegovem ustvarjanju prav inštrumenti. Rekli 
smo že. da so zanj zvočnost besed, stavko v, 
njihov ntem ln melodija zelo pomembni, tako 
zvočnost sama brez posebnih pomenskih 
nadgradenj, kot tudi zvočnost besed, ki po­
mensko še bolj poudan njegovo misel. Tako 
pravI Franc Zadravec, da: »Zvonko besedo v 
pesmJ je v gimnazijskih letih doživljal kot ne­
kaj posebno lepega (Na klancu. 1902). »zato 
pa užival tudi ob pesmi, ki ni bila več kot 
'zvonček', ki je božal le uho . .. . srca ni presu­
niJ.« (Moje življenje, 1914)21 
Torej imajo tudi v Cankarjevi poeziji in prozi 
inštrumenti posebno vlogo. Naj navedem le 
dva lnštrumenta, ki kot motivna drobca skupaj 
s pridevnikom in prislovom, ustvarjata živo sli­
ko dogodka, nekega globokega čustvovanja, 
ideje. S harfo in njeno melodijo v pesmi Sulamit 
(Zbrano delo 1976, str. 73, 74) še bolj izrazi svo­
JO »bolno občutljivost za zvok«. 

3. Iz zlatih harp tak6 sladk6 
vro pesmi koprneče 
ln srce plaka in drhti 
od žalosti, od sreče . 

8. In zlate strune 
mrtvaško melodJjo 
poslednji vzdihi sužnih prs 
nocoj iz njih zvenijo . .. 

V črti ci Velika maša iz ciklusa Podobe iz sanj 
(Zbrano delo 1975, str. 116) je slušno-vidna si­
nestetična podoba zvokov inštrumenta - orgel 
~del Cankarjeve ideje o vstajenju iz trpljenja. 
A ludi orgle, ki so v tej črtici prikazane kot in­
štrument »črne maše trpljenja, groze ... «, lah­
ko le Jecljajo: 

To Cankar as well, instruments are Impor­
tant elements to be used in his creatlve wnt­
ing. It has been said before t!'lat for him the 
sound of words and sentences, their .rhythm 
and melody are significant. Thus the sound by 
itself, without any additional meaning, and the 
sound of words which emphaslzes his idea are 
of great importance. Franc Zadravec wntes 
that "in his grammar school days he (Le. Can­
kar) experienced the sonorous word ln a 
poem as something especially beautiful" (Na 
klancu, 1902) ... he also enjoyed a poem that 
was nothing more than alittIe bell caresslng 
the ear ... but which did not go to one's 
heart ... « 
(Moje življenje, 1914) 

Thus instruments play thelr special part in 
Cankar's poetry and prose. Allow me to 
mention only two instruments, which as mo­
tif fragments, together with adjectives and 
adverbs, create a live picture of an event, 
some deep emotion or an idea. By me ans of 
the harp and its melody Cankar emphasizes 
his "sick sensitivity to sound" in his poem 
Sulamit (Selected Works, 1976, pp. 73, 74). 

Golden harps seethe with 
sweet songs of longing ... 

Golden strings play a deathly 
melody ,. , 

In his short story, Velika maša (High Mass), 
from the cycle "Podobe iz sanj" (Selected 
Works, 1976, p. 116) the audio-visual syn­
aesthetic image of organ sounds is part of 
Cankar's idea of resurrection from suffer­
ing, But even the organ, which in this short 
story is introduced as the instrument of the 
"black mass of suffering, horror ., , OO can 
only stammer: 



»Ko Je stopil župnik pred oltar, so se oglasJ!e 
orgle, njlh glas pa Je bil hnpav Jn neubran. 
ZVOkl so se lOVlh Jn pre vra čah brez cllja .« 

V nasprotju s slovensko moderno. predvsem 
ImpreSIOniZmOm m delno tudi Simbolizmom, pa 
sta v ekspreslOnlzmu 22 vloga m pOjav mštru­
mentov drugačna . Pomensko-zvočna vloga m­
štrumenta v posameznih literarnih delIh eks­
presIOnizma Je drugačna od prejšnjih Impresij 
pesnikove duše m tudi ni več ImpreSIOnistiČni 
Simbol. Njegova funkCija Je v ekspreslvnI 
predstaVI, v mtenzlletl pOjava glasbIla v pesmi. 
dramatiki ... Je lahko Simbol Izbruha neke 
močne duše, postane barvIta metafora all pa 
celo znamenje človeka samega, kot Simbol 
zanj. Prejšnjo harmOnijo zamenja dlsharmonl]a , 
jecljanje, burne podobe. In tako so naJpogo­
stejšI mštrumentl v tem obdobju naslednJI. tro­
bente, bobni, trube, podzemeljski bobni, zvo­
novi, klavir, flavta . 
Pred nami Je prvI pnmer m sicer pesem Ed­
varda Kocbeka Znamenje (Izbrano delo, 1972, 
str. 22) 

4. Vesoljna groza pOje, gromska moč 
s trobentaml in bobm polni noč 

5. Naposled čUjem trube tUJih trum 
m Jenho sesuJe večm hrum. 

Inštrumenti so IZ območja metafiZike m s 
svojo zvočno m pomensko podobo oznanja­
JO bližajoče se usodne dogodke, uničenje m 
smrt. 
Zelo podobno vlogo Ima trobenta tudi v 
pesmi Boža Voduška Sodni dan (Izbrano 
delo, 1972, str . 117) 
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"When the pansh pnest approached the 
altar, the organ sounded. It sound was hoar­
se and disharmonlous, the tones chased one 
another, turnmg almlessly m all directIOns " 

Contrary to the Slovene "Moderna" . partl­
cularly impresslOnlsm and partly symbolIsm. 
the role and appearance of mstruments we re 
dlfferent m expreSSlOnlsm. 22 The role of an 
mstrument concernmg meanmg and sound dlf­
ferens from the prevIous Impressions m the 
poet's soul. Moreover, It no longer represents 
an ImpressIonist symbol. Its functIOn concerns 
expresslOnlst performance, the mtenslty of the 
mstrument's appearanc~ m a poem or play 
It can be the symbol of outburst from a po­
werful soul and becomes a colourful meta­
phor or even replaces a person as hls/ her 
symbol. The forrner harmony IS replaced 
by dlsharmony. stammenng, tempestuous. 
mstruments dUrIng thls period were trum ­
pets, drums. tubas, underground drums. bel}s. 
ets, drums, tubas, underground drums, beiis. 
planos, flutes ... Edvard Kocbek's poem Zna ­
menJe (Selected Works, 1972, p. 22) should 
serve as an example of thls. 

Horror smgs . . trumpets 
and drums fIll the night ... 

... the eternal sound of the 
trumpet .. 

The mstruments come from the field of me­
taphyslcs. W ith thelr Images of sound and 
meanlng they announce the approach of fatal 
events, destruction and death. 
ASlmIlar part IS played by the trum pet m the 
poem "Sodni dan" by Božo Vodušek (Selected 
Works, 1972, p. 117) 



1. Ko bo po mrtvem svetu zadonela 
trobenta angela na sodni dan 
in se bo v blisku vstalim razodela 
skrivnost, kdo je zavržen, kdo izbran, 

2. ne bova v trurni, ki bo pohitela 
med petjem s palmami na svetlo stran, 
tja bova šla, kot sva sama hotela 
v temo na veke neutešnih sanj. 

Resignacija in zavračanje kakršne koli me­
tafizične rešitve ustvarja v teh pesmih diso­
nantne tone in razpoloženja. Še bolj pesimi­
stično slikanje človeka in njegovega bivanja 
nam ustvarja Voduškova pesem Zapuščeni 
klavir (Izbrano delo, 1972, str. 109), kjer kla­
vir metonimično prevzame človeško podo­
bo osamljenega, zapuščenega predmeta, bitja, 
ki ob dotiku zaječi od bolečine in hru­
mi od jeze: 

Potisnjen v kot temačnega hodnika, 
obdrgnjen, vegast, zaprašen klavir 
vsem mimoidočim kaže mrk prezir 
in hlini asketa, ki se nam umika. 

Ogibam se ga v loku kot bolnika, 
ves v strahu, da bi ga zadel v okvir 
in da bi se morda grenak nemir 
prebudil v njem od krutega dotika. 

Nekoč, prevzet od takšne pritajene 
bridkosti, le preizkusim razglašene 
njegove strune, pa kot da v osir 

sem dregnil, se namesto razbolene 
otožnosti ves besen vrže v mene 
krohot in rezek vik, hrušč in prepir. 

On Judgement Day the 
angel 's trum pet Will 
sound ... 

Resignation and the rejection of any metaphy­
sical solution creates dissonant tones and 
moods. Vodušek's poem of the "Deserted 
Piano" (Zapuščeni klavir, see Works, 1972, p. 
109) where the piano metonymically takes 
over the human qualities of a Ion ely, deserted 
object which - like a human being - gives 
gro ans of pain at the slightest touch, or roars 
with fury. 

The piano is shabby, unsteady 
and dusty ... 

Its strings are out of tu ne ... 

I am surrounded by a hue and 
cry, furious noise and 
quarrel ... 
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Cisto drugačen simbol kot pn Vodušku pa 
Je klavir v pesmi Sklca na koncertu (Pesmi 
m konstrukcIJe, 1977, str . 40). Pred nami Je 
zvočno-barvno kontrastiranje m na videz ČI­

sta harmoniJa. V tej pesmi človek Išče globi­
ne. s pomočJo glasbe. V nekatenh drugih 
pesmih Srečka Kosovela pa zasledimo še 
liro, zvonove m harfo, kot pnspodobe zvo­
kov m tonov človeške duše. 

Ves poln sanj Je črm klavIr, 
ko da globma mrakov 
v njem se zrcali. 

Za njo je sprostrl 
bele roke pianist. 

Tiho, 
ko da na črnem 
mramornem jezeru 
odplavala laboda bela sta 
neskončnosti Iskat . .. 

Inštrumenti so v ekspresIOnizmu velikokrat 
simbol za človeka ali za človeško telo. AlOJZ 
Gradnik (Izbrano delo, 1976) Ima poleg harfe, 
harmonike, ki vreŠČI, v svoJih pesmih tudi 
piščal, ki Je metafora za človekovo telo. 
Enako funkcIJo Ima piščal tudi v pesmih Anto­
na Vodnika. Tako pravI Franc Zadravec, da 
gre tu za. )l ... redukCiJO Jn zoževanje telesa v 
glasbilo, kar naj bl bilo kliše tedanjega podu­
hovljaJočega pesništva «21 VčaSih pa Je Jnštru­
ment v pesmi del zvočnega valovanja Jn Je pe­
sem poduhovlJena, etenčna podoba situaciJe 
Jn človeka v njej. Tak pnmer Je pesem IhtečI 
zvoki An tona Vodnika (Pot skOZI noč, 1966, str 
66) 
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A completely dlfferent symbol from Vodušek 's 
work IS the plano Jn the poem "Ski ca na kon ­
certu" (Pesmi Jn konstrukCIJe, 1977, p 40) W e 
are confronted with contrasts of sound and 
colour and an apparently pure harmony In 
thls poem one looks for depth by means of 
musIc. In.some poems by Srečko Kosovel we 
come upon a Iyre, bells and harp as meta ­
phors deplctJng the sounds and tones and the 
human soul 

the black plano 

. . the black mar ble lake . . 

In expressIonisrn, Instruments frequently re­
present symbols for man or the human body 
Apart from the harp, AlOJZ Gradnik has a flute 
Jn hls poems used as a metaphor for the human 
body The same functlon IS performed by the 
flute In poems by Anton Vodnik Franc Zadra­
vec wntes that Jn thls case one IS confronted 
with the ". reductlOn and shrInkJng of the 
body down to an Instrument whlch represents, 
as It were, the cliche of the then spmtualized 
poetry"21 Sometimes the Instrument IS part of a 
sound fluctuatlOn whlch makes a poem the SPI­
ntuahzed and ethereallmage of the glven Sltu­
atlOn and the role of man Jn It. An example IS 
the poem " IhtečI zvoki" by Anton Vodnik (Pot 
skOZI noč, 1966, p. 66) 



Moje roke jokajoče 
po tvoJih žalostnih laseh dehtijo ... 
Utihnile piščali so pojoče, 
le rože še nekje dehtijo ... 

Kje je jeknil glas zvona? 
Kako je V rožah zajokalo ... 

Nekdo se bledo je nasmehnil, 
pritisnil k ustnicam piščal 
proseč k nevidnim rokam pal. 

»Anton Vodnik rad zasipa besedila z retorični­
mi podvojitvarni; z njimi verz tudi melodizira in 
polni z zvočno orkestracijo.«24 Tako pravi 
Franc Zadravec in nam kaže naslednji primer, 
ki vsebuje tudi sinestetično podobo. 

o to zvonenje, 
ki sinje, sinje veje. 

0, kako opojno daljno 
pojejo, pojo zvonovi . .. 

Inštrument ima v obdobju ekspresionizma 
močno simbolnost, poetsko silo, pesmi vse­
bujejo eksplozijo duše, intenziteto in krik. V 
pesemskem ciklusu Mirana Jarca Kraljevič 

na samotnem gradu (LZ, 1924) je v tretji kiti­
CI naslikana »ekspresivna burna podoba«: 

In ko je bila čaša duše polna bisernih snov, 
je v prostore tiho zvenečih zlatih zvonov 
pav zaklical v noč . 

My weepmg hands . 

The smgmg flutes have 
become silent . . . 

Where does the bell's echo 
come from? 

Somebody has pressed the flute 
to his lips ... 

"Anton Vodnik likes swamping hIS texts with 
rhetorical doubles; they provIde the verse 
with melody and fill it with sound orchestra­
tion"24 These words were written by Franc 
Zadravec, who also gives the followmg ex am­
ple whlch contams a synaesthetic image. 

Oh thls blue, blue ringing ... 

How ravishmgly the bell s 
sing and smg . . . 

In the expressionist period, the instrument 
possesses strong symbolist features and a 
poetic power. The poems of this period con­
tain an explosion of the soul, its intenslty and 
outcry. In the poetry cyde of Miran Jarc, "Kra­
ljevič na samotnem gradu", (Selected Works, 
1921) the third verse contains a "stormy 
expressionist image": 

... gentiy sounding 
golden bells . .. 
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»V novi poeziji hoče naravnost spregovontl 
naravni, s kulturo neizumetničeni človek v 
obliki afekta, krika, ječanja, vzdiha,«25 je za 
ekspresionistično poezijo zapisal Franc Za­
dravec. 
Tudi v dveh dramskih delih Slavka Gruma 
Trudni zastori in Dogodek v mestu Gogi je 
mštrument simbol za človeka , ga označuje 

m predstavi njegov značaj . V Trudnih zastorih 
Je izražena močna vizualizacija m ekspresivna 
zvočna podoba: »Zaprt kla vir, molčeča harfa 
je človek, dotik prstov šele ga zazveni v 
pesem.« Ta poetična podoba je porojena iz 
idealističnega in idealizatorskega principa 
dramske osebe, slikarja Larsena. 
Podobno slikanje vidimo tudi v Dogodku v 
mestu Gogi (Izbrano delo, 1976, str. 113), 
kjer je ena od oseb ponazorjena s flavto. 
Gre za šibkega človeka , ki se na koncu tudi 
delno zlomi. V prvem dejanju in v začetnem 
pnzoru beremo v didaskalijah: »Večer , po 
ozračju se nosi drobna trzajoča pesem flav­
te ... flavto igra Klikot, kot prelomljen slom 
ob svojem oknu s pokorno nagnjeno glavo.« 
Ta zvok flavte je disonantm muzikalni motiv, 
ki je kontrasten s črnobelim vtisom in negib­
nostjo prvega dejanja. 
Disharmonični človek tega obdobja se bori 
z Bogom, se utaplja v hlipanju in etenčnem 
razpoloženju, včasih kriči in stoka, in prav 
zato se zdi, da je vloga inštrumentov v slo­
venskem ekspresionizmu pomembna in zvoč­
no ter pomensko učinkovita . 

Zadnje obdobje, ki ga v tej razpravi analizi­
ramo, je sodobna poezija, ki ne pozna več iz­
bruhov strasti, krikov .. . Inštrument (človek) v 
pesmi ne vzdihuje več in ne kriči iz razbolele 
in eksplozivne duše, pač pa je v pesmi lahko 
kot motivni drobec, za katerega ni nujno, da bi 
sporočal kakšno idejo, je lahko le zvočni ele­
ment v svoji primarni vlogi. Včasih se pesnik z 
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"In the new poetry the natural human being, 
unburdened by culture, speaks up. He. is not 
devoid of passion, outbursts, groans and 
sighs",25 Franc Zadravec wrote to decribe 
expressionist poetry. 
In two plays by Slavko Grum, "Trudni zaston" 
and "Dogodek v mestu Gogi", the instrument IS 
the symbol of man. It defines him and mtrodu­
ces his character. In "Trudni zastori", a 
powerful visualization and an expressIve 
sound image are in the foreground: "A closed 
piano or a silent harp is like human creature 
who only turns into a song upon the touch of 
fingers"'. This poet ic image emerges from the 
idealistic and idealizing prin91ple of a charac­
ter, the painter Larsen. 
Asimllar presentation can be seen in "Dogo­
dek v mestu Gogi" (Selected works, 1976, p. 
113) where one of the characters IS glven a 
flute. He has a weak personallty and breaks 
down at the end. In the first act and the Imtlal 
scene the stage dlrectlons read as follows: "It's 
evenmg. The twitching sounds of the flute 
are carned through the atmosphere .. . KlIkot 
IS playmg the flute standmg at the wmdow as If 
broken m the middle, with his hand obedlently 
bent forward« . The sound of the flute IS a 
dissonant musical motlf whlch IS m contrast 
with the black and white impreSSion and the 
lack of movement m the first act. 
The discordant man of thls penod flghts God, 
sinks mto moans and ethereal moods, shouts 
and groans. This IS the reason why the role of 
instruments in Slovene expressionism IS Im­
portant and effective with regard to sound and 
meaning. 
The last period analyzed in this treatise is 
marked by eontemporary poetry, whieh does 
not know outbursts of passion, outeries ... The 
instrument (i.e. man) in the poem does not slgh 
any more or ery out from the pain-strieken, 



vključevanjem glasbil v pesem samo besedtlO­
zvočno igra in nato v tej igri išče nad pomene 
besed. V tem obdobju vidimo dva pojava, ki 
sta pomembna za razumevanje posebne vloge 
inštrumentov v sodobni poeziji. To sta »abso­
lutna metaforizacija - prispodobe, ki se osa­
mosvajajo in rojevajo tako rekoč same iz sebe, 
iz jezikovne imaginacije«26, in drugi pojav, ki 
mu pravimo proces demetaforizacije. V neka­
terih pesmih tega obdobja pa j.e viden tudi 
proces iskanja odnosnic iz pretekle literarne 
ustvarjalnosti. V pesmi Svetlane Makarovič 
Kost (Pesmi, 1979, str. 50) je odnosnico pesnica 
poiskala v ljudski pesmi: 

2. Belo kost bom izvotlil. 
bom piščalko naredil, 
da mi pela bo lepo 
suho belo pesmico. 

Tak postopek uporablja tudi Štefan Remic; 
(Pesniški almanah mladih, 1982, str. 68, 76, 86), 
ki ima v pesmi »piškav meh« (ko godec stegne 
piškav meh,! se strast več ne prikriva), in ta 
ima posebno moč. V pesmih Lajnar in OrgIi­
čar, pa sta oba godca znanilca nečesa bolne­
ga in razkroja. Osamosvajanje metafor in igra 
besed je vidna v pesmi Aleša Debeljaka Za­
menjave št. 7 (Pesniški almanah mladih, 
1982, str. 305): 

explosive soul, but can represent the fragment 
of a motif which does not necessarily covey an 
idea in the poem. It is simply a musical ele­
ment in its primary role. Sometimes the poet 
includes instruments in order to play with 
words and sounds, thus looking for the hidden 
meanings of words. In this period one can 
observe two phenomena which are important 
for the comprehension of the special role of 
instruments in contemporary poetry. These 
are the "absolute metaphorization - metaphors 
which become independent and literally 
emerge from themselves, from the imagination 
of language"26 and, second, the process of 
demetaphorization. In some poems of the pe­
riod, the process of searching for antecedents 
of past Iiterary creativity is visible. In "Kost", a 
poem by Svetlana Makarovič (Poems, 1979, p. 
50) such an antecedent was found by the poet 
in this folk song: 

The white bone ... 
a whist1e 
which will sing to me 
a dry white song. 

This kind of procedure is also used by Štefan 
Remic (Pesniški almanah mladih, 1982, pp. 68, 
76, 86) who uses "piškav meh" (i.e. rotten 
accordion; when the musician plays his accor­
dion, passion cannot be concealed any lon­
ger). This instrument has a magic power. In the 
poems "Lajnar" and "Org ličar" (The Street 
Organ Player and the Harmonica Player) both 
musicians predict something sick and destruc­
tive. The independance of metaphors and play 
on words are se en in the poem "Zamenjave št. 
7" (Exchanges) by Aleš Debeljak (Pesniški 
almanah mladih, 1982, p. 305): 
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zares ln brez naglIce vznemirja sJed.želJa 
v podplatu. vio!Jna, 
od moke mokra, zaigra uverturo v tUjem 
Jeziku , godba spanja, če more? 

V zbirki Pesmi ln plesI (PeSnIški alm~nah mla­
dih, 1982, str. 243) Je v enI od pesmi Braneta 
Mozetiča zaigrala fTUla : »z drobno frufo v bre­
gu piskam ,«, V enI od pesmi IZ cikla Jemanje 
št, 7 Irene Zorko-Novak (PeSnIški almanah 
mladih, 1982, str, 131) pa Je zvenenje flavte kot 
čista lepota ln skrIvnost Delno Je v obmOČJU 
nenavadmh metafor ln IgrIVOSti besed še Niko 
Grafenauer (Pesmi, 1979, str. 79) v pesmi OpII­
ki mraza: 

, , , lete pogledi, živa sled 
v zamrznjem behni 
in diamantni rez napet 
kot tenek zvok na vJOlini, 

A na zobeh kfavirja pena 
sonate, v kakšen gib 
iztegnjen, ki izbriše, . , , 

Z zvočno Igro besed se je ukvarjal tudi Jože 
UdOViČ, ki Ima v svojih pesmih Izvirne zvočno­
shkovne podobe, V enI od kitic pesmi Fanta­
zija v mestu na vodi se popolnoma prepusti 
lastni imaginaciji, tako da so mandolina m zvo­
novi le drobec neke fantazIJske shke: 

Na strehi igra 
mesečna deklica mandolino 
gondola hiti med oblaki, 
zvonovi letijo iz z von ika v zvonik, 
v oknih gOrIJo lampIJom, 
luna kupuje med gotskimi hišami 
kamnIte čipke, 
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, the vlolm 
wet with flour, plays 
the overture ln a foreign 
language: the musIc of 
sleep , , 

In the 'collectIOn "Pesmi ln Plesl / Poems and 
Dances" (PeSnIški almanah mladih. 1982. p 
243) the pipe IS played ln a poem by Brane 
Mozetlč , "1 play my !JttIe pipe on the hill 

whereas ln one of the poems from the cycle 
"JemanJe/ Taklng No 7" by Irena Zorko-Novak 
(PeSnIški almanah mladih. 1982, p 131) the 
musIc of the flute IS lIke pure beauty and a 
secret Niko Grafena uer partly exploIts the 
field of unusual metaphors and playful words 
(Poems, 1979, p 79) ln hls poem "Opil ki mraza 
(Ftllngs of Frost): 

the sharp diamond cul! 
lIke a high sound on the ViolIn 

on the teeth of the plano 
the froth of the sonata ' , , 

Jože UdOVič also deal! With the mUSical play of 
words, In hls poems he uses ongmal muslcal­
visuallmages, In one verse ln the poem "Fan­
tazlja v mestu na vodi" he completely glves ln 
to hls Imaglnatlon, so that the mandohn and the 
bells are only fragments of a fantasy pIcture 

On the roof a glrl plays the mandohn ' , , 

bells fly from tower to 
tower , , , 



--

Gotl'lŽ ; . Glasbeni in~tn.imenli v književnosti ''} Musi6i! ' lhstruments 11\ lltetatu.re ... 

V Izrazl!o fantazijskem območJu se giblje še 
Kajetan Kovič v pesmi ZvoncI (Pesmi, 1973, str. 
44), kjer so zvonCI del nenavadne metafore: 
»Tudl potok zdaj zvoni, / tudi kri je majhen 
zvonec.« V okviru razumljive semantike, kjer 
Je pomen tesno povezan z zvočno vlogo inštru­
mentov, pa ostajata Ivan Minatti s harmoniko 
kot dobnm starim mehom (Stara pesem - Pri­
sluškuJem tIŠini v sebi, 1985, str. 48) ln 
Jože Šmit z zvonovi - »peti pesem zvonk­
ljaje kot bardi ali ialostno kot pojeta mr­
lIškI in velikonočni zvon« v pesmi Hotel 
sem (V zeti kamen IZ ust, 1988, str. Il) ln z 
bobnI, ki utlšajo pesnikovo j.ecljanje v pesmi 
Sodobm pesmkl (prav tam, str. 13). 
Naj za konec tega literarnega obdobja doda­
mo še zanimiv primer zvočno-pomensko-vizu­
alne podobe, ki jo kot celota predstavlja 
pesem Saše Vegri Žene (Tristo ljubezenskih, 
1986, str. 178, 179). V njej Vegrijeva primerja 
žene z lutnjami, z inštrumenti, ki zahtevajo 
nežne doti ke glasbenika, da lahko izvabi ubra­
ne tone. Zanimiva je grafična podoba pesmi, 
razporejenost besed v eno samo strnjeno kiti­
co, ki spominja na polovico inštrumenta -
lutnje. 

Kajetan KOVič moves ln the area of ImagInatIOn 
ln hls poem "ZvonovI" (Poems, 1973, p. 44) 
where bells are part of an unusual metaphor: 
"The brook also rings, blood is a small bell." 
But Ivan Minatti With the harmonica as the 
good old mellows (Stara pesem - Prisluškujem 
tiŠini v sebi, 1985, p. 48) and Jože Šmit With 
bells - "to sing a song tinklmg as bards do or 
sadly as death - and the Easter bells" ln the 
poem "Hotel sem" (Vzeti kamen IZ ust, 1988, p. 
Il) and with drums whlch silence the poet's 
stammering in the "Sodobm pesniki" (Ibid ., p. 
13) remain withln the framework of intelhglble 
semantics, where the meanlng IS closely con­
nected with the musical role of instruments. 
Let me give another interesting example to 
ilustrate the end of this literary period, an 
example of an image of sound-meaning-vislOn 
in the poem "Žene" ("Women" by Saša Vegri) 
(Tristo ljubezenskih, 1986, pp. 178, 179). The 
poetess compares women with lutes, i.e. in­
struments which demand a musician's gentie 
touch so that harmonious sounds can be elicit­
ed. The graphic presentation of the poem is 
interesting, the arrangement of words in a 
single verse reminiscent of one half of a lute. 

125 



lene 
so 
kakor lutnje 
mirne in vdane, 
ko čakajo 
da zapoje 
njihovo telo. 
In kadar 
kdo nanje 
ubrano zaigra 
pojo 
o žalosti 
srebrnih noči, 

ko jih možje 
puščajo same, 
o rojstvu, 
ki ga pletejo 
v sebi 
in o ljubezni 
razpeti 
kot strune 
od ust 
do bokov. 
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Women are hke lutes, qUlet and 
devoted . . . 

When somebody play them harmomously. 
they smg about sadness . 

they smg about love, hlghly strung 
hke stnngs from mouth to hlPS 



--

Tako se procesI ustvarjanja v sodobni sloven­
ski poeziJi gibajo od absolutne metaforike, 
prek demetaforizaci]e besed, ki prehaja v 
zvočno ali grafično igro Z besednim gradivom 
samim. Inštrument ima torej v sodobni poeziji 
različne valence: je lahko metaforični element, 
zvočm element . .. Kadar pa sodobni pesnik 
Išče odnosnice v drugih literarnih obdobjih 
(npr. v ljudskem ustvarjanju), lahko dobi in­
štrument nov pomen ali nadpomen. Gre torej 
za zanimiV ustvarjalni krog, ki ga lahko pona­
zonmo z analizo literarne tnade, ki prikaže 
transformacijo Orfejskega motiva. 
Pa poglemo kako je motiv godca in njegovega 
čudežnega inštrumenta prikazan v nekaterih 
vanantah ljudske pesmi Godec pred peklom, 
kako je tega godca zasnoval Ivan Cankar v 
Kurentu m kakšna je formalna in pomenska 
preobrazbena struktura sodobne pesmi Vena 
Tauferja Godec pred peklom. 
Ljudska bajeslovna pesem ima v svojih varian­
tah več različnih inštrumentov in godcev. (liki 
godcev so: od kralja Matjaža, prek sv. Davida 
do fantiča m deklice). V vseh vanantah sta vlo­
ga m pojem godca in inštrumenta več ali manj 
enaka. Ker hočejo godci IZ pekla rešiti duše, 
potrebujejo zato čudežen inštrument, ki pa je v 
vseh variantah naslikan tako, da odseva 
resničnost. Inštrumenti so v pesmih taki. 
kot so jih ljudje ljudske pesmi zares poznali, le 
da jim Je dodana posebna moč . Inštrumenti, ki 
se v pesmih pojavljajo, so: gosli (SLP 48/ 3), 
per6 (SLP 48/ 5), gosli in črn lok (SLP 48/ 3), 
citre (SLP 48/ 14, 16) ... in veni od variant 
lahko opazujemo izdelovanje glasbila s poseb­
no močjo . Navedli bomo le tri primere: 

Thus the processes of creatIOn in con tem po­
rary Slovene poe try move from the absolute 
use of metaphors over the demetaphorization 
of words, which passes on to a muslcally or 
graphically expressed word play. In con tem­
porary poetry, the instrument then contams 
different valences: It can be a metaphoncal or 
a musical element .. . However, when the con­
temporary poet looks for antecedents in other 
literary penods (e. g. folk tradition), the mstru­
ment can obtain a new or special meanmg. 
Here, we are confronted With an mterstmg 
creative circle whlch can be mterpreted by 
means of analysis of the literary tnad whlch 
shows the transformatIOn of the Orphlc Motlf. 
Let us see how the motlf of mUSICian and hls 
magic instrument appears m some folk song 
variants, where The MUSICian stands at the 
Gates of Hell, and how this musIcian was inter­
preted by Ivan Cankar ID "Kurent"; and fur­
ther, what the mutated structure of form and 
meanmg IS in Ven o Taufer 's contemporary 
poem "The Musician at the Gates of Hell" , 
The traditional mythical poem contams a 
number of different mstruments and musIcians 
in 1Is vanants (the character s of musIcIans 
cover those appeanng m Kralj Matjaž, St 
David, and the Boy and the Glrl). In all these 
variants the role and meamng of mUSician and 
instrument are more or less the same. In order 
to rescue (human) souls from hell, the musIcian 
needs a magic instrument which in all vanants 
ref1ects reality. In poems, instruments are the 
same as they were known by people appear­
ing in traditional poetry. However, they posess 
a special power. The instruments in the poems 
are Violin (SLP 48/ 3), leaf (SLP 48/ 14), violin 
and a black bow (SLP 48/ 3), zither (SLP 48114, 
16) ... and in one variant the productIOn of an 
instrument with magic power can be obser­
ved. 
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Gre Kralj Matjaž na senjim Ijep, 
S1 kup1 tolle goslJce 
ino pred peklom zaigra . 
(SLP 48/1,2) 

Jaz mam ene citrice 
grem pred pekel igrat ze! 
Lerela rela, le rela ralala. 
(SLP 48/8) + zdaj 

Le pojd na britof žegnani: 
z kosti naredi goslice, 
iz zof pa naredi šra vfike, 
iz was pa naredi slrunice. 
Potlej pa pojd pred pekov gostI 
(SLP 48/9) + zob 

V Cankarjevem Kurentu je pomenska nad­
gradnja že razširjena, saj sta tako godec kot in­
štrument že simbohzirana. Pravzaprav SI je 
Cankar zgodbo o Kurentu izbral samo zato, da 
je vanjo lahko položil svoje misli o slovenskem 
narodu in slovenskem umetniku. Tako Je glo­
boka idejna miselnost zavita v simboliko. V 
Kurentu sta kar dva inštrumenta: harmonika in 
gosli. Harmonika je v rokah Kurenta žalosten 
Inštrument: »KomaJ je harmonJka začut1la Ku­
rentove roke, Je zapela, kakor ni pela nikoli 
poprej.« »Kako godeš?« je vzkliknil Jernejc. 
Take žalostne pesmi še nisem slišal. Pogreb­
cem godeš, svatom ne! »»Harmonika ni jezik, 
ne ve za hinavščino, pesem nJ beseda, ne 
laže!«« je rekel Kurent.«26A 
To je bil leta 1910 radikalen pisateljev IZZIV, ki 
kaže Cankarjevo povezanost z glasbo in izpri­
čuje njegovo osnovno idejo o iskrenosti pesni­
škega ustvarjanja v nasprotju z lažnIvo bese­
do, ki Je bila globoko pnsotna v življenju 
tedanjih ljudi. Tako Je pri Cankarju inštrument 
le podaljšek človekove roke, saj se po njej 
pretočI njegova pesniška duša: »lz srca gre 
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Here are only three examples: 
King Matjaž buys a fiddle 
at the fair and plays at the 
gates of hell. 

I'm going to play my littie 
zlther before hell. 

Go to the church yard and make 
a fiddle from bones and pegs 
from teath and strings from 
hair. Then go and play before 
hell. 

· .. :'::~. . ...... ;.:, 

In Cankar's "Kurent" the meaning is extended 
as both musIcian and Instrument are symboliz­
ed. Actually, Cankar chose the story of "Ku­
rent" in order to Implant in it his idea of the Slo­
vene nation and the Slovene artist. Thus hls 
Ideas are wrapped ln symbols. In "Kurent" 
there are two Instruments, accordlOn and VIO­
lin. The accordion IS a sad instrument ln 

Kurent's hands: "As soon as the accordion fell 
Kurent's hands, It began to sing as never 
before." "How can you play like this?" Jernejc 
exclalmed. "I've never heard such a sad song. 
It's the mourners you are playmg for, not the 
wedding guesls." "An accordion is not a lan­
guage, it doesn 't know of h ypocrisy. A song 1S 

not a word, it never tells lies!" Kurent sald.26A 

In 1910 thls was a wnter's radical challenge. It 
shows Cankar's connection with music and 
expresses hls basic idea about the sincerity of 
poetic creation as contrasted with the lies 
whlch we re deeply Ingrained ln the lives of 
contemporary people. Thus, Cankar's instru­
ment IS the prolongatlOn of man's arm along 
whlch hls poetlc soul flows: "From the heart 



koprnenje v roke, iz rok v harmoniko, iz har­
monike med ljudi - kaj bi ljudje z mojim ko­
prnenjem, ko so veselja polni?«27 Ker pa hoče 
Kurent Inštrument, ki bo imel posebno moč, 

zapiše svoJo dušo hudiču (v podobi škrata) in v 
zameno za žalostno harmoniko dobi vesele 
gosli in moč orfejskega petja, da bo z njim 
razveseljeval svoje trpeče ljudstvo in osvojil 
vsa srca. Tako se je Cankar zapisal litera­
turi in umetnosti, ko je zapel svojo prvo 
mladostno pesem. 
Torej so gosli inštrument, ki ima posebno moč, 
njihova glasba je mamilo, s katerim za nekaj 
časa Kurent (Cankar) zaziba ' v pozabo svoje 
ljudstvo, ki živi v črni blatni resničnosti, v neki 
vrsti pekla: »Na te gosli, Kurent, pa nič se ne 
boj! Stare gosli so in oglajene, rok mnogotero 
jih je že zibalo; plesalcev brez števila je že 
romalo za njimi, dolge procesije, rodovi in ljud­
stva! Kadar jih objamejo tvoje roke, zapleše 
lok po strunah. bodo pIjana vsa srca, pijane 
vse oči«. 28 

Toda gosli v tem delu niso samo inštru­
ment, ki vliva upanje, ki osrečuje , v sa­
njah vidi Kurent gosli, ki jih v rokah drži 
ogromna senca, in nanje igra melodijo smrti. 
Ta senca je torej vizija smrti, ki stopa prek slo­
venske zemlje, in takrat je Kurentu (Cankarju) 
dano videti nevarnost, ki preti njegovi domovi­
ni, se spoprijeti z njo in to ne z orožjem, pač pa 
s čudežnimi goslimi ljudskega umetnika. Le 
tako lahko Kurent rešuje ljudi iz pekla življenja 
ln smrti: »Sanjalo se mu je, da se je visoka sen­
ca vzdignila izza hriba. Noge so lomastile po 
zemlji, glava pa se je s kuštravimi lasmi dotika­
la samega neba. Silne gosli je ziba la v levici, 
desnica pa je lok držala . Tako je lomastila 
senca preko zemlje, iz doline v dolino; . .. «29 
V tem delu torej oba inštrumenta skupaj z god­
cem tvorita glavni motiv, ki je zaradi prozne 
oblike pomensko razpršen in simbolno nad-

longing flows into the hands, from the hands 
into the accordion, from the č1ccordion to the 
people - what will people do with my. longing 
as they are full of joy?"27 As Kurent wants to 
have an instrument with magic power, he sells 
his soul to the devil (who appears as a goblin) 
and in exchange for the sad accordion he gets 
a merry violin and the power of Orphic singing 
to cheer up his suffering people and conquer 
people's hearts. Thus Cankar devoted himself 
to literature and art when he wrote his first 
youthful poem. 
The violin, then, is an instrument with magic 
power. Its music is a drug by means of which 
Kurent (i.e. Cankar) rocks his people into obli­
vion. They live in black, muddy realities, a 
kind of hell: "Take this violin, Kurent, and don't 
be afraid. It is an old violin , well in tune, and 
many hands have rocked it before; number­
less dancers have followed it and long proces­
sions of generations and peoples. When you 
embrace it with your hands, the bow will 
dance upon the strings and all hearts and 
eyes will be drunk. "28 
In this work the violin is not only an instrument 
which gives hope and happiness. In his dream, 
Kurent sees aVIolin held by an enormous sha­
dow which plays a tune of death. This shadow 
is the vision of death walking across Slovenia 
and Kurent (i. e. Cankar) is able to see the dan­
ger threatening his country. He can fight aga­
inst it, not with weapons, but with the magic 
violin of a folk musician. Only thus can Kurent 
rescue the people from the hell of life and 
death. "He dreamt that a high shadow rose 
beyond the hill. Jts feet trampled the ground, 
its head covered with shaggy hair reached 
up to the sky. Its left hand was rocking an 
enormous violin , its right hand was holding 
the bow. Thus the shadow stormed across the 
earth, from valley to valley ... "29 
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grajen zaradi drugačne funkcije, ki JO Ima v 
tem slilnem obdobJu, 
Pesem Godec pred peklom (v večih va­
nantah) Vena Tauferja (Pesmarica rabljenih 
besed, 1975, str, 6, 8, 9) pa razkriva nenavadno 
forl'Dalno in miselno strukturo, Taufer prvotno 
zgodbo razdrobi na praelemente m Jih n~ novo 
združi. Inštrument (plščalka IZ kOSIi) Je tako 
sknt v hitrem menjavanju besed m ntma 
pesmi: 

deveti kralj 
okrog prazen 
votlo znotraj 
noter v kost 
piska skoz in skoz 
naprej nazaj 
deveti kralja 

Inštrument Je tudi pn TauferJu magično, uroče­

no čudežno glasbilo, Njegov pojav v pesmi Je 
pojav nekega relikta, ki Ima starodaVni arhaič­

ni zven, zven nečesa nadzemeljskega, Taufer 
se z uporabo tega elementa kot odnosnIce (IZ 
ljudske pesmi) vrača k prvotnemu mitičnemu 
jeziku, ki ima v tej pesmi sodobno obliko m 
pomen, Orfejski motiv je tako na novo transfor ­
miran ali z avtorjevimi besedamI: »'" ko ne 
poje Orfej, marveč stvan, bitja in on bitje med 
bitji in stvarmi enak vsemu, enako različno 
pesem drugačnih bitij in stvan.»30 
Pojav in vloga inštrumentov v slovenski knji ­
ževnosti sta torej zelo različna , V ljudski pesmi 
odseva resnično življenje ljudi m časa v kate­
rem so živeli, je realni predmet vsakdanjega m 
prazničnega življenja ljudi v njej, Njegova 
predstava je slikovita, tako zunanjost, Izdelava, 
način igranja kot zvok, V čaSih je personificlran 
a le redko simboliziran, V obdobjU slovenske 
moderne ob Ketteju, Murnu, Zupančiču m Can­
karju spoznavamo impreslOnistično in simboli -
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In thls work, both mstruments and the musIcian 
constltute,the mam motlf, the mammg ,of whlch 
IS, on account of ItS pro se form, sldpersed and 
symbolically constructed because of the dlffe­
rent function It had m thls stylistlc penod. 

The poem of the "MusIcian at the Gates of 
Hell" (m several vanants) by Veno Taufer 
(Pesmanca rabljenih besed, 1975, pp, 6, 8, 9) 
dlscloses an unusual structure of form and 
ldea, Taufer dlssolves the pnmary story mto 
pnmeval elements only to unlte them agam 
The mstrument (a bone pipe) m thus hldden by 
the rapid changmg of words and the rhythm of 
the poem. 

The hollow bone whlstles , , , 

With Taufer the mstrument IS also magic, be­
wltchmg, lts appearance m the poem IS that of 
an anclent remnant whlch possesses an archa ­
IC sound, the sound of somethmg beyond the 
world, By usmg thlS element as an antecedent 
(from tradltional poetry). Taufer returns to prl ­
meval mythlcal language, whlch m thls poem 
takes on contemporary form and meanmg 
The Orphlc molif IS thus transformed agam, or 
as the author says: oo , , ' when Orpheus does not 
smg, but thmgs, creatures and he a creature 
among creatures and thmgs, equal to every­
thmg, sing the same dlfferent song of dlfferent 
creatures and thmgs,"3o 
The phenomenon and role of mstruments m 
Slovene literature are, then, very dlfferent. In 
folk songs instruments reflect the real life of 
people and lime in whlch they lived, and are 
real obJects m everyday life and feslivals, 
Thelr presentalion IS plcturersque and con­
cerns appearance, manufacture and way of 
playmg, Sometimes an mstrument IS personl -



stično funkcijo inštrumentov, ki so odsev im­
presiJ človeške duše in prav posebno poveza­
n! z glasbo. V ekspresionizmu pa inštrument 
funkcionira drugače . Če je bilo pesniško 
ustvarjanje v slovenski moderni še harmonija 
besed in zvokov, pa je v ekspresionizmu dru­
gače in je zato inštrument disonantno vključen 
v besedilo. Zvok je disharmoničen , kot je dis­
harmoničen tudi svet v človeku in zunaj njega. 
V sodobni slovenski poeziji so inštrumenti 
lahko del metaforičnega izražanja ustvarjal­
cev, pa tudi del procesa prevzemanja nekate­
rih elementov iz drugih literarnih del (npr. iz 
ljudske pesmi), kjer post?ne njihova pri­
marna vloga povezana z novim načinom življe­
nja besed v sodobni pesmi. Inštrumenti pa 
lahko v delih nekaterih ustvarjalcev sodobne 
pesmi postanejo tudi elementi njihove nebrz­
dane zvočne in grafične igre z besedami in 
pomeni. 
Glasbeni inštrumenti so torej v slovenski 
književnosti del zvočnega in miselnega valo­
vanja besednega gradiva, ki nam s svojo raz­
novrstnostjo omogočajo, da še bolj polno in 
celovito doživimo posamezna literarna dela. 

fied, but rerely symbolized. In the period of 
the Slovene "Moderna", with Kette, Murn, 
Župančič and Cankar, impressionist and 
symbolist functions of instruments' appear. 
They are the reflection of the impressions of 
the human soul and have a special connection 
with music. In the period of expressionisrn, 
instruments behave differently. If poetic crea­
tion in the Slovene "Moderna" was stili a har­
mony of words and sounds, this is not so in 
expressionism: the instrument is dissonantly 
included in the text. The sound is disharmo­
nious, as the world in and outside man is dis­
harmonious. In contemporary Slovene poetry 
instruments can be part of the writer's me­
taphysical expression or part of the process of 
the inclusion of some elements from 'other lite­
rary works (e.g. from traditional poetry) 
where their primary role is connected with the 
new way of life that words lead in contempo­
rary poems. In the works of some modern 
poets, instruments can also become elements 
of unbridled musical and graphic play with 
words and meanings. 
Thus musical instruments in Slovene literature 
are part of the musical and meaningful beha­
viour of words. With their variety they enable 
the readers to experience literary works more 
fully and completely. 
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Opombe 

1 Pnmož Kuret, Glasbeni Inštrumentl na srednJe ve­
šklh freskah na Slovenskem, Ljubljana 1973 

2 Stephane Mallarme. Glasba ln književnost (odlo­
mek), predavanje v Cambndgeu ln Oxfordu. v 
Knjiga (prevod Marko CrnIkovIč) , Ljubljana 
1990, str. 186, 187 

»PostavlJam torej estetsko tvegan zaključek da 
sta Glasba ln Književnost IzmenlJ1vo Ilce Istega, tu 
razširjeno v temo. tam spet lesketajoče se s pre­
pnčanostJo , pOJava, Imenovanega IdeJa.« 

1 Vera Remic - Jager, Ivan Cankar ln njegov Ku­
rent. Spremna beseda v knjigi Kurent Ivana Can­
karJa , Ljubljana 1979, str 91 

4 Zmaga Kumer , Pesem slovenske dežele, Man­
bor 1975, str 44 

5 Karel Štrekelj, Slovenske narodne pesmi 1-4, 
LjublJana 1985-1923. V nadaljevanju teksta nava­
jamo ob vsaki pesmi zaporedno številko, ki JO 
Ima v teh knJigah. 

6 Orgle Je seveda nazIv za harmoniko v ljudski 
pesmi. 

7 Zmaga Kumer, Ljudska glasbila ln godcI, LJublJa­
na 1983, str. 89. Šentenja je na Pnmorskem nazIv 
za oprekelJ. 

a Zmaga Kumer, ibid., p. 94. "Per6" means the leaf 
'of a tree. 

aA Zmaga Kumer, nav. delo, str. 53, 54. Brumblca Je 
brenkalo. 

Y Slovenske ljudske pesmI, urediIl: Bons Merhar, 
Zmaga Kumer, Milko Matičetov , Valens Vodu­
šek, Ljubljana 1970, str . 301 

10 Zmaga Kumer, nav. delo, str. 78. Škentlč Je gorenJ­
ski in pnmorski Izraz za VlO Ilno. 

II Franc Zadravec, Elementi slovenske moderne 
književnosti , Murska Sobota 1980, str 10 

12 Franc Zadravec, nav delo, str 12 
13 Franc Zadravec, nav. delo, str 92 
14 Franc Zadravec, nav. delo, str. 93 
15 Zmaga Kumer, nav. delo, str . 118, 119 
16 Franc Zadravec, nav. delo, str . 16 
17 Franc Zadravec, nav. delo, str 131 
18 Franc Zadravec, nav. delo, str. 131 
IY Zmaga Kumer, nav. delo str. 22 
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1 Vera Remic-Jager, Ivan Cankar ln njegov Kurent 
Foreword ln the book Kurent by Ivan Cankar, 
Ljubljana 1979, p 91 

4 Zmaga Kumer, Pesem slovenske dežele, Man­
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5 Karel Štrekelj, Slovenske narodne pesmi 1- 4. 
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h In a folk song the expressIOn "organ" IS used for 
the diatonIc accordlOn 

7 Zmaga Kumer, Ljudska glasbila ln godCI, Ljublja ­
na 1983, p. 89. In the Pnmorsko area, "šentenja" 
stands for sulclmer 

g Zmaga Kumer, Ibid ., p. 94 "Pero" means the leaf 
of a tree. 

aA Zmaga Kumer, Ibid, pp. 53, 54 . "Brumbica" IS a 
stnnged Instrument. 

Y Slovenske ljudske pesmi, edlted by Bons Mer­
har, Zmaga Kumer, Milko Matičetov, Valens Vo­
dušek, Ljubljana 1970, p . 301 

10 Zmaga Kumer, Ibid., p . 78. "Škent l č" IS an expres­
sIOn used for Violin ln the Gorenjsko and Pnmor­
sko areas. 

II Franc Zadravec, Elementi slovenske moderne 
knjlževnostl, Murska Sobota 1980, p . 10 

12 Franc Zadravec, Ibid ., p . 12 
1.1 Franc Zadravec, Ibid ., p . 92 
14 Franc Zadravec, Ibid., p . 93 
l' Zmaga Kumer, Ibid., pp. 118, 119 
I~ Franc Zadravec, Ibod., p . 16 



lO Franc Zadravec, Spremna beseda v zbirki pesmi 
Pot skozI noč; Izbor IZ slovenske futunstlčne In 

ekSpreSIOnIstične poezIJe, Ljubljana 1966, str. 114 
II Franc Zadravec, Elementi ... , str. II 
11 Lado Kralj, EkspresIOnIzem, LiterarnI leksikon 30, 

208 str. 
11 Franc Zadravec, Elementi ... , str. 342 
14 Franc Zadravec, Elementi ... , str. 306, 307 
l~ Franc Zadravec, Pot skozi ... , str. 97 
lh Bons Paternu, MetaforizaclJa In demetafonzaclJa 

v sodobnI slovenski lInki, XXII. Seminar sloven­
skega Jezika, literature in kulture, Ljubljana, 1986, 
str. 119 

26A Ivan Cankar, Kurent, Ljubljana 1979, str. 9 
17 Ivan Cankar, nav. delo, str. II 
18 Ivan Cankar, nav. delo, str. 14 
19 Ivan Cankar, nav. delo, str. 14, i 5 
JO Veno Taufer, O rabi rabljenih besed, Spremna 

beseda v pesniški zbirki Pesmarica rabljenih be­
sed, Ljubljana 1985, str. 65 

17 Franc Zadravec, Ibid., p. 131 
18 Franc Zadravec, Ibid., R. 131 
19 Zmaga Kumer, ibid., p. 22 
lO Franc Zadravec, Foreward In the collectIOn of 

poems Pot SkOZI noč: SelectIon from Slovene 
futunst and expresslOnIst poetry, Ljubljana 1966, 
p. 114 

21 Franc Zadravec, Elementi ... , p. II 
11 Lado Kralj , EkspreSIOnIzem, LiterarnI lekSikon 30, 

p. 208 
lJ Franc Zadravec, Elementi ... , p. 342 
14 Franc Zadravec, Elementi .. , pp. 306, 307 
15 Franc Zadravec, Pot skoZI ... , p. 97 
16 Boris Paternu, Metafonzacija in demetafonzaclja 

v sodobnI slovenski lirikl, LjublJana 1986, p. 119 
26A Ivan Cankar, Kurent, Ljubljana 1979, p. 9 
21 Ivan Cankar, ibid., p. II 
18 Ivan Cankar, ibid., p. 14 
19 Ivan Cankar, ibid., pp. 14, 15 
30 Veno Taufer, O rabi rabljenih besed, Foreward 

Jn the collection of poetry Pesmanca rabljenIh 
besed, Ljubljana 1985, str. 65. 

133 



IlustracIJa k Cankarjevemu Kurentu, BožIdar Jakac, 
1920 

Illustratlon of Cankar's Kurent by BožIdar Jakac, 
1920 
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