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Predgovor

Povod in spodbuda za nastanek pric¢ujocih
Razgledov so bile priprave na razstavo Ljud-
skih glasbil in godéevstva na Slovenskem, Ki jo
v Slovenskem etnografskem muzeju v Ljubljani
postavija Sekclja za glasbeno narodopisje
Instituta za slovensko narodopisje Znanstveno-
raziskovalnega centra Slovenske akademije
znanosti in umetnosti. Ce je smisel take raz-
stave pokazati glasbilo in okolje, v katerem
to Zivi, predstavlja knjiga misel o njem In nje-
gov referencni prostor. Sodelujo¢l avtorji so o
tem razmislali vsak na svoj nacin, vsak iz svo-
Jega podrodja in svojih izkusenj. Tako je nastal
»kolaZz« najrazlicnejs$ih pogledov na ljudsko
glasbo in godc¢evstvo pri nas, delo, ki ta prostor
Sir1 1n bo kot tako, upam, zanimivo tudi za Sirsi
krog bralcev. RazmiSlianja si sledijo od raz-
pravljanja o narodovi identiteti skozi zvok In
ljudsko muziko, vkljucujejo vprasanja o mestu
godca In ljudskih glasbil v Zivljenju in Segah
ljudi, vlogi, mestu in pomenu glasbil v Jjud-
skem plesu, do obravnavanja zvocil in zvocnih
igra¢ kot delu glasbene (zvocne) tradicije
otrok na Slovenskem ter Studije o glasbenih
instrumentith v slovenski knjizevnosti. Kot
pomemben dodatek omenjenim razpravam bi
1zpostavil zbrano bibliografijo o ljudskih glasbi-
Ith in ljudski instrumentalni glasbi pri nas.
Vsak od podpisanih avtorjev sam stojl za vsem
napisanim. Redakcijskih posegov v smislu
nestrinjanja z vsebino in obliko ni bilo nobe-
nih. Zdi se mi, da je tudi to dejstvo izziv za delo
vnaprej.
Zahvaljuiem se Slovenskemu etnografskemu
muzeju, ki je kot zaloZnik omogocil 1zid Razgle-
dov, Sekciji za glasbeno narodopisje ISN ZRC
SAZU pa za spodbudo in pomo¢ pri njthovem
nastajanju.

Igor Cvetko

Preface

The reason and stimulus for these Razgledi
(Views) were the preparations for the exhibi-
tion of folk instruments and traditional music
making in Slovenia, which is under way at the
Slovene Ethnographic Museum in Ljubljana.
The exhibition is organized by the Depart-
ment of Ethnomusicology at the Institute of
Slovene Ethnography, the Scientific Research
Center at the Slovene Academy of Arts and
Sciences. If the purpose of this exhibition is to
show an Instrument and its environment, the
book represents the idea and its apects. The
authors whose contributions appear in this
publication, have expressed their own views
on the subject, from their own field and expe-
rience. Thus the »collage« contains different
opinions about folk music and traditional
music making in Slovenia. The environment
with which it is concerned can In'this way be
broadened and will be of interest to a wider
circle of readers. The authors discuss the
national identity through sounds and traditio-
nal music, they deal with the inclusion of folk
musicians and Instruments in people’s lives
and customs and the role, place and meaning
of instruments in traditional dances. They also
write about children'’s sound producing instru-
ments and musical toys as part of the musical
tradition of children in Slovenia, as well as
present a study of musical instruments appea-
ring in Slovene Iiterature. The collected
bibliography of folk instruments and traditio-
nal instrumental music can be considered as
an Important additional contribution to the
treatises mentioned above.

Each of the authors takes full responsibility for
what he/she has written. There have been no
editing on the part of the editor as to the con-
tent and form of the articles. It seems to me




that this fact i1s a challenge for any future
work. I would like to thank the Slovene Ethno-
graphic Museum, which has made this publi-
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 Sciences for the stimulus and help
offered by.

Igor Cvetko







Mira Omerzel-Terlep

ZVOCNA IDENTITETA SLOVENSKIH
LJUDSKIH GLASBIL

1. Staroin novo ali preteklost in
prihodnost skozi sedanjost

Vsaka narodopisna razstava je retrospektiva.
Pomeni iskanje narodove identitete v ljudskem
1zroc¢ilu. Korenine nase identitete sezejo v slo-
vanski in predslovanski (keltski) svet, prepoje-
ne so s kulturami narodov, ki so v zgodovini
vplivall na na$ etniéni in kulturni prostor ali pa
so s svojimi vpadi (Turki) pustili sledove v na-
dem izrodilu. Zivimo na prepihu kultur:
evropske na severu, panonske na vzhodu, me-
diteranske na zahodu, slovanski jug pa nas
veZe prek balkanskih prvin z orientalsko kul-
turno 1dentiteto. Bogati, pa kljub temu skromni
arheoloski viri nam dajejo slutiti tiso¢letja de-
dovano kulturno jedro. Sprejemanje, prenasa-
nje in preoblikovanje poteka po naravnih, in-
tuitivnih in nepisanih zakonih.

Od preteklega stoletja smo pri¢e procesu »iz-
gubljanja« prvin, ki so nas dolo¢ale v pretek-
losti. Druga svetovna vojna in na$ ¢as s temelji-
to spremenjenim na¢inom Zivljenja, razumeva-
njem in vrednotenjem sveta, so povzrodili pre-
lom stoletnih in poc¢asi spreminjajo¢ih se tradi-
cij. Spreminjanje, naglo kot nikoli poprej, po-
meni za ¢lovekovo zavest skokovito sprevred-
notenje starega.

Novo izpodriva staro ali se skozi ¢as staplja v
zmes »starega in novega«. V dvajsetem stole-
tju, v ¢asu razpadanja starih vrednot, najdemo
vse: staro in novo, v soZitju in disharmoniji.
Evropska umetnost (stilna in ljudska) je dospe-
la do razvojne premene, ko staro odhaja, nove-
ga pa $e ni tuy, 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 ethnographic exhibition is retrospective
and represents the search for a nation's iden-
tity in its folk tradition. The roots of our identity
go back to the Slav and pre-Slav (Celtic)
worlds. They are nurtured by the cultures of
nations which in their history influenced our
ethno-cultural area or whose invasions (the
Turks) left traces in our folk tradition. We live
at the crossroads of different cultures: the
European in the north, the Pannonian in the
east, the Mediterranean in the west whereas in
the Slovenic south we are connected, by
means of Balkan elements, with the cultural
identity of the Orient. The rich though numeri-
cally modest archeological sources help us to
sense the cultural core of our heritage, which
1s millenia old. The receiving, transmitting and
adapting of such influences is subjected to
natural, intuitive and unwritten laws.

For the past century we have been able to
follow the process of "losing" the elements by
which we were identified in the past. The Se-
cond World War and the present period with
its profound changes in the way of life, its
understanding and evaluation of the world
have reached a turning-point in the centuries-
old, slowly changing tradition. These ever so
rapid changes have led to an abrupt reva-
luation of the old in man's consclousness.

The new ousts the old or gradually merges
into a mixture of "the old and the new". In the
20™ century, a time when old values are disap-




Pri¢e smo izgubljanju pripovednosti kot oblik
komunikativnosti, izgubljanju spontane impro-
vizacije kot oblik nase spros¢enosti, pri¢e smo
izgubljanju svobodnega tempa (rubata) in
razli¢nih ritmov (zlasti pet-delnega) kot oblik
na$e neuniformirane glasbene ustvarjalne
svobode. Pri¢e smo torej procesu nasega uka-
lupljenja v evropsko In svetovno (amerisko)
zavest, ki najmo¢neje in morda tudi najhitreje
deluje prav v svetu glasbe. Pri¢e smo preha-
janju od aktivne glasbene ustvarjalnosti k pa-
sivnli, ki nastopi z vsesplosno razsirjenostjo ra-
dijskih in televizijskih komunikacijskih siste-
mov in hromi individualno (ustvarjalno) in kre-
pi splosno (povpre¢no). Vedini slovenskih vasi
je bil v ¢asu med obema vojnama radio doseg-
ljiv. Mnoge muzikante so prestraéili visoki teh-
ni¢ni dosezki (ne vsebinskil), ki jih posredujejo
mnozi¢na ob¢ila, in jih paralizirajo v njihovem
snovanju. V ustvarjanju je postalo pomembno
kako inne kaj. Mnogi so se pri¢eli sramo-
vati, da bi igrali slabse, kot jim ponujajo radij-
ski in televizijski sprejemniki, gramofoni ali
magnetofoni. Tako sta se med ljudskimi godci
zasnovala dva pojma glasbenika: godec in
muzikant. Prvi naj bi bil »naraveng, vezan na
svoje ljudsko (mnogokrat tehni¢no nepopolno)
glasbilo In na ¢love¢nost napak, drugi pa je
»tehni¢no popoln« in nedosegljiv vzornik »mu-
skontarja«, ¢eprav mnogokrat vsebinsko pra-
zen in tudi nesmiseln« (primer so izdelki na-
rodnozabavnih ansamblov, ki so se prebill v
telekomunikacijsko mrezo).2

pearing, everything can be found: the old and
the new living together in harmony as well as
disharmony. 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 communication, the loss of sponta-
neous improvisation as a form of relaxed feel-
ing, the loss of free tempo (rubato) and various
rhytms (especially 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 being moulded into European and
world (American) consclousness, which is felt
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 activity, which is caused by the extensive-
ness of radio and television communication
that numbs the individual (creative) and
strengthens the general (average). During fhe
Inter-war period, the radio was available in
most villages in Slovenian. However, many folk
musicians were frightened by the high stan-
dards of technological achievement mediated
by the mass media, which paralyzed their
creativity (- the content, however, was not
significant). The how became important in-
stead of the what Many musicians were
ashamed 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
entertainment musician. The former was, as it
were, "natural”, tied to his folk instrument
(frequently technically deficient) and the
human tendency to err whereas the latter was
“"technically perfect" and an inaccessible ideal




Danasnji ¢as je ¢as intelektualizma.? Glasba pa
je »svojstvena govorica, izpovedovalka po-
sebne vsebine, ki ni usmerjena v ¢lovekov mi-
selni svet in tedaj ni ugotovljiva s pojmi, pa¢ pa
z obcutji.«* Jezik razlaganja sveta in Zivljenja je
lahko razli¢en: instinktivno (intuitivno) doZiv-
ljajski ali intelektualisti¢no racionalen. Pre-
vod glasbe v besede se glasbenemu instinktu
upira, zato se tudi manifestira z zvoki in ne z
besedami.® Prav zato je isto¢asno na nek nacin
umetnost ljudskega izro¢ila. In ¢e jo poskusa-
mo razlagati samo z jezikom razuma, je enako,
kakor ¢e bi z njo poskusali iskati nova poma-
gala za iskanje resnice, s katerimi pa lahko
samo kroZimo okoli njenega bistva. Resni¢nost
glasbene danosti pa je mnogo bogatejsa kakor
nam more odkriti razumski jezik znanosti
Toda prav tisti del resni¢nosti oziroma-glasbe,
ki se izmika racionalnemu iskanju, je za ¢love-
kovo umetnost bistven in izpovedljiv samo z
glasbeno govorico. Umetnost in znanost i$¢eta
neznano, is¢eta resnico. In ¢e najdemo resnico
na katerikoli od obeh poti, sta najdeni resnici
vsaj navidez razli¢ni: razli¢ni zaradi razli¢nih
razpoznavnih poti in razli¢nih opisnih govoric.
All drugace: ljudska glasbena umetnost je ra-
zumljiva in izpovedljiva le z glasbenim jezi-
kom. Ce jo ho&emo razumeti, se moramo pre-
pustiti sporo¢ilnosti in komunikaciji zvenov —
tudi zvenu glasbil. Vendar se moramo zave-
dati, da glasbe z verbalnim (racionalnim) jezi-
kom ne more razloZitl niti psihologija, $e manj
etnologija in etnomuzikologija, ¢e govorimo ¢
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)?

The present time is the era of intellectualism3,
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
mental notions but by the senses* 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
therefore manifested by means of sound rat-
her than words®. Preciselly for this reason it is,
In 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
trace 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 these two paths, it consists of two
apparently different parts: different on ac-
count of the different cognitive paths and diffe-
rent descriptive languages. In other 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 a message
and to the communication of sounds, including
those produced by instruments. In other areas,
words in their inadequancy should be used to
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Duh glasbenega jezika je zgodovinski. $Tako
imamo opraviti pri razlaganju ljudske glasbe z
dvema paroma nasprotij, ki nam meglita vpo-
gled v razumevanje ¢lovekovega glasbenega
ustvarjanja. Prvi par nasprotij sta intuitivno —
emocionalni jezik in intelekt (ratio), drugi par
nasprotij pa vsebuje polarnost ¢asa; preteklos-
ti (zgodovine) in sedanjostl. In tu nastopi svo-
jo vlogo spomin na proces, i1z katerega je 1zslo
vse obstojece, kar je (po Dahlhausu)’ zgodo-
vinska zavest. V nasem stoletju, ko pri¢ne v
tako imenovano ljudsko kulturo kmetske veci-
ne v preteklosti vdirati nasprotujo¢ mesc¢ansko
materialisti¢en nacin Zivljenja in pri¢ne odmi-
rati poprej na¢elno trdna vaska skupnost, ve-
¢ina tudi izgubi evropsko in oZje pokrajinsko
zavest (identiteto), ki pripelje tudi do izgube
kakrénekoli zavesti o nadem ¢asovnem in pro-
storskem bivanju. Ljudska kultura vecine po-
stane vse StevilnejS$emu mesc¢anstvu in delav-
stvu tuja, saj je bila obrnjena v agrarno civiliza-
cijo, ki je sledila zakonom plodnosti zemlje in
naravnemu ritmu. O tem izgubljenem (pozab-
llenem) ¢&asu in prostoru urojenostli pa pri-
¢ajo tudi tako imenovana ljudska glasbila, ki
govorijo tudi mes¢anu in delavcu, saj sta po
svoji bitl §e vedno naravni bitji. Sporo¢ila glas-
bene bitl sprejemata tudi nezavedno.

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

The spirit of musical language is historical.® In

dealing with folk music we are thus confronted-

with two pairs of contrasts which obstruct our
understanding of human creativity in the field
of music. The first pair of contrasts consists of
the intuitive-emotional language and intellect
whereas the second contains the polarity of
time: the (historical) past and present. Here,
the momery of the process from which every-
thing we know has emerged begins to play its
role. According to Dahlhaus,’ this is the histori-
cal consclousness. In our century the bour-
geols, matenalist way of life began to penetra-
te into the so-called folk culture of the predo-
minantly peasant population and the formesly
strong village communities went into a decline.
The population lost its European and also its
locally conditioned consciousness (identity),
which can lead to the loss of any conscious-
ness in our temporal and spatial existence.
Folk culture has become estranged from the
ever more numerous bourgeoisie and proleta-
riat as it was directed towards an agrarian
civilization, which observed the laws of the fer-
tility of the soil and the rhythm of nature. This
lost (forgotten) time and space of primeval exi-
stence is engrained in the so-called folk instru-
ments, which convey their message to the
bourgeois citizen and the worker, too, since
basically, they are still natural beings. They
receive the messages of musical tradition
unconsciously.




2. Dualizem tradicije in mode,
zivljenja in smrti

Druga svetovna vojna je povzroc¢ila kulturni
stres, ki ga velik del ljudske kulture iz pred-
vojnih dni ni preZivel ali po vojni ni imel ve¢
pogojev za ozivitev. Omotica povojne svobode
je zavracala vse staro in povzro¢ila tudi veliko
materialno in duhovno $kodo v varovanju kul-
turne dediscine, zlasti ljudske, ki je pripadala
staremu in ne ve¢ sprejemljivemu svetu. Do-
brih stirideset let po vojni se je pozabilo (tudi
hote) skorajda vse, kar bi omogocilo prenos
tradicije (navade, $ege, Zivljenjski in kulturni
stil). Lahko bi zapisali, da je danes pretrgana
tradicija dedovanja kulturne identitete (glas-
benega) izro¢ila. Novo, ki nastaja, danes ne ko-
renini ve¢ v izro¢ily, v kolikor se je slednjemu
docela odreklo. Res je, da z mnozi¢nostjo dolo-
¢enih kulturnih sestavin lahko pride do nasice-
nja z obstojec¢im, ¢emur sledi odpor. Rutinskim
izkusnjam stoji nasproti potreba po preseganju
obstoje¢ega in po izogibanju pravil ter po od-
krivanju novega. Dvomi in dileme so nedvom-
no gonilne sile razvoja. Vendar odpor, pona-
vadi vezan na ¢asovno bliZino spornega, v do-
lo¢eni ¢asovni distanci (tudi stoletje ali vec sto-
letij trajajo¢i) preraste v oZivljanje 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.?

V tem smislu tudi retrospektivni pregled glasbil,
zazrt v preteklost, ne more biti izjema. Povsod
In v vseh ¢asih je tekla bitka med tradicijo, ki je
na nek naéin tudi konservativna in med trenut-
no (sodobno, modno?) ustvarjalnostjo posa-
meznikov: vsi godci (pa tudi pevci) imajo v
svojem repertoarju tudi svoje viZe ali melodi-
je, ki pomenijo nekak$no 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 condi-
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 longer
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 existing
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 discover 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.?

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 zapisall: kolo zgodovine se vrtl na-
prej in nazaj. Ce se premika k zanikanju prete-
klosti in se zavrti predale¢, se zopet obrne na-
zaj k tradiciji, se torej zazre v preteklost in
¢rpa iz njene modrosti, ki je kljub drugac¢ni
ravni okusa in zavesti le ni mogoc¢e nikdar ¢&i-
sto zavre¢i. Morda pa ji znamo samo ponovno
prisluhniti. Za veliko glasbil, izpri¢animi Ze v
arheoloski davnini, so se za ve¢ stoletij izgubi-
le sledi, a so spet dobila veljavo in nato ponov-
no potonila v pozabo. Najzanimivejsi tovrstni
primer so trstene orglice ali trstenke (panove
pisc¢ali), izpri¢ane Ze v keltski plemenski druz-
bi in kulturi, pred drugo vojno glasbilo revnih
haloskih kmetij in goric, danes pa takorekoc¢
1zumrlo svojstveno zvocilo. Se bo kolo zopet
zavrtelo k tradiciji? Gotovo je sledece: tik,
predno je izginilo iz slovenskega glasbenega
1zro¢ila (izdeluje in igra jih le $e en godec), je
dobilo novo funkcijo — funkcijo suvenirja in
simbola slovenskih ljudskih glasbil in ljudske
glasbe. In ko smo v krizi (in v glasbeni krizi
prav gotovo smo) osebni ali narodni, se radi
obra¢amo v preteklost, k tradiciji, preverjamo
prehojeno in iS¢emo morebitne napake, ki bi
utegnile povzrociti na$ ustvarjalni kré¢ - tudi
glasbeni. Skozi prehojeno za¢utimo sedanjost
in skusamo predvideti prihodnost. I$¢emo so-
Zitje preteklega, sodobnega in tudi prihodnje-
ga. In tovrstnim razmisljanjem naj bo namenjen
tudi pregled ljudskih glasbil, kajti tradicija ni
samo konservativni element, temve¢ tudi zdra-
va kontrola napredka, ki jaméi kontinuiteto
kulture.

exception. Everywhere and at all times the
battle has been fought between tradition,
which can be considered as conservative in a
way, and very short-lived creativity on the
part of individuals: all musicians (as well as
singers) also have their own tunes or melodies
in their repetoire, which in a way exceed the
old and have a special place, significance and
validity on the programmes of selectors.

One could say: the wheel of history 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 looking
back to the past and drawing from its wisdom,
which can never be completely ignored,
despite a different level of taste and con-
sciousness. Perhaps we know how to listen to
1t again. Many instruments (testified to) known
in the oldest times were lost track of for seve-
ral centuries. Then they regained its validity to
become lost and forgotten for a second time.
The most interesting such example is the pan-
pipes which were known in the culture of Cel-
tic tribes. They existed before the Second
World War among the poor peasants of Halo-
ze, but their unique tradition 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 souvenir
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 their traditions, verifying the distance cove-
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. Uglasenost in razglasenost
ali naravna uglasitev in temperacija

Prezitki minulega pri¢ajo o nekdaj veljavnem,
a danes zavrnjenem, zavrnjenem tudi zaradi
sprememb glasbenega okusa in veljavne
mode, ki seveda ni neodvisna od kulturno so-
clalnega in gospodarskega dogajanja v nasem
etni¢nem prostoru in v sosednjih evropskih
dezelah. S temi spremembami in s ¢lovedko
psiho so povezane duhovne transformacije, ki
dokazujejo tudi prehod od spontane ali narav-
ne netemperirane (poltonsko neizravnane)
uglasitve glasbenega jezika k $olani temperi-
ranosti ali poltonski izravnavi. V netemperira-
nem sistemu se melodije obi¢ajno gibljejo oko-
l1 tonalnega centra, kjer o harmoniji v klasi¢-
nem smislu $e ni mo¢ govoriti. Tovrstnemu
glasbenemu izrazu so prilagojene celo uglasi-
tvene mozZnosti nekaterih ljudskih glasblil,
predvsem glasbil bordunskih uglasitvenih za-
snov kot so dude, lajne, drumlice, bordunske
citre in vse do na$ega stoletja tudi okoli deset-
strunske citre domace izdelave, pa trstene or-
glice in delno tudi Zvegle. Temparacija pa je
umetni sistem urejanja intervalskih glasbenih
odnosov in je rojena v baro¢ni dobi. Leto 16782
Je njeno rojstno leto. Sistem poltonske enakosti
Je razumski produkt in sluZi tehni¢nim izbolj$a-
vam glasbenega jezika in glasbil. Nekako nam
Je tudi vsiljen. Temperacija je priucljiva in v
ljudski glasbeni ustvarjalnosti uresni¢ljiva s

predict the future. This kind of reflection
should also be elicited from our survey of 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. Inand out of tune
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 neighbouring 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 sense 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 "Zvegla",
an Alpine wooden duct flute. Tempering 1s an
artificial system of arranging internal relation-
ships and came into being in the Baroque pe-
riod — in 1678, ? 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




Sirjenjem telekomunikacijskih sistemov nase
dobe (20. stoletje). Je tipi¢en produkt evrop-
skega geografskega prostora in vrednota, ki
se nam dozdeva dandanes popolnoma razum-
ljiva, vendar sodi v sistem norm, ki smo jih
kot ¢loveska skupnost tega prostora sprejeli
po skoraj tri stoletja trajajo¢em prilagajanju.
Ce je stilna ali »visoka« ali »umetna« glasba
(zdi se, da zanjo $e vedno nismo nasli popolno-
ma ustreznega izraza) pri¢ela uvajati tempera-
cijo isto¢asno z njenim pojavom!'? in je v stoletju
osvojila ves profesionalni glasbeni svet, je v
ljudski glasbi pri¢ela svojo zmagovito pot Sele
s pojavom glasbene reprodukcije in konzerva-
cije, torej s irjenjem radia, televizije, gramofo-
nov in magnetofonov na nase podezelje, torej
od 30-ih let nasega stoletja dalje. Proces spre-
Jjemanja temperacije Se traja. Temperacije se
glasbenik u¢i leta in leta, e posebej ¢utijo ta
proces pevci. U¢i pa se je vsakdo tudi neza-
vedno. V¢asih nas zbega nenavadna »razgla-
Senost« godcev in pevcev, ljudskih ali drugih
nesdolanih. Presenecajo nas z odstopanji od ra-
zumskega sistema poltonske izravnave, ki so
celo trmasto zavestna. Zaradi ukalupljenosti v
(tudi glasbene) sheme nase dobe, smo se na-
vadilli oznac¢evati drugacnost za razglasenost,
kar pa v svojem bistvu ni! Je le »naravnost in
neuniformiranost«, ki je odvisna od posamez-
nikovih miselnih in ¢utnih (slugnih) sposobno-
sti. Dokaz so tudi starejsa ljudska glasbila svoj-
stvenih uglasitev in ljudska glasba razli¢nih
svetovnih etni¢nih skupin. Prav zato je ljudska
glasba tako imenovanih »naravnih ljudstev«
neevropskega sveta tako »zastrasujoce« raz-
li¢na od evropske.

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 20" 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 expression has yet to be
found) began to introduce tempering as soon
as it had appeared'? and conquered the entire
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 still 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 musical ones), we have
become accustomed to labelling "otherness"
as "out-of-tuneness"”, which is basically wrong.
It 1s 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 origin is so
"frightfully” different from the European.




Poleg ljudskih glasb razli¢nih narodov, ki so v
osnovi netemperirane, so dokaz naravne ugla-
sitve tudi starejSa evropska ljudska glasbila
svojstvenih uglasbitev, ki jim je tezko najti
uglasitveno enaka, saj so unikatna, neuniformi-
rana, uglasitev pa je odvisna od ¢&lovekovih
estetskih in glasbenih potreb, naravnih danosti
(na primer od debelin in dolZin rastlin dolo&e-
nega okolja, iz katerih izdelujejo glasbila) od
znanja, zavestl in predvsem ¢ustvovanja, oziro-
ma od emocionalnega razumevanja zvoéno
lepega. Redka glasbila, ki so pri¢e nase minu-
le individualnosti — ne samo slovenske, tem-
veC predvsem pokrajinske — so prezitki ar-
heoloske davnine, katerih starost bolj slutimo
in le dokazujemo pripadnost druga¢nim &lo-
veskim druZzbam, vse do mitotvornih skupnosti
1zpred nase ere. Med najznacilnej$a glasbila
oziroma prezitke starejsih dob na Slovenskem,
sodijo paleolitske pisc¢ali (¢eljustnice in mandi-
bule jamskih medvedov z luknjicami),!! trsten-
ke, dude, pis¢ali iz razli¢nih naravnih materi-
alov ali tako imenovana naravna glasbila ka-
mor sodijo tudi razne piske iz drevesnih vejic,
lubja, trave, slame, jesenskih plodov, torej
glasbila domace izdelave in s tem tudi svoj-
stvene uglasitve.

Temperacijo imenuje obd&utljivi opazovec in
raziskovalec zahodnoslovenske ljudske glas-
be skladatelj Pavle Merku,'? glasbeno tesen,
ki zamenjuje in zamreZuje zahodno glasbeno
kulturo!? Poltonska izravnava oziroma ekvaci-
ja (po Merkuju) glasbene lestvice dvanajstih
poltonov pomeni odpoved prvobitnemu slus-
nemu razko$ju naravnega in najhuj$i udarec
tudi slovenski ljudski glasbi, kakréno smo po-
dedovali in uZivali tja do 18. stoletja. Najdlje je
bilo naravnemu (ljudskemu v pravem smislu
besede) glasbenemu jeziku prizaneseno v
svojstveni rezijanski ljudski glasbi, vendar
tudi slednje temperacija ni obsla. Razpad na-

Apart from the folk music of different nations,
which is basically untempered, the older
European folk instruments with their special
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 in a given
environment where these instruments are ma-
de) on knowledge, consciousness and particu-
larly on 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 their
age, trying to prove their connection with diffe-
rent societies, down to mythological communi-
ties before our era.Among the most significant
instruments from the early periods in Slovenia
are the paleolithic pipes (cave bears' jaw
bones ' and mandibles with holes), 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, '2 sensitive ob-
server and researcher in west Slovene folk
music, calls temperation the musical bottle-
neck which delimits and fences off western
musical culture.!’ According to Merku, the
levelling out of the musical scale of twelve se-
mitones means renouncing the primeval musi-
cal luxury of what is natural and the hardest
blow to the Slovene folk music we inherited
and enjoyed until the 18" 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 ($e) otiten, drugod po Sloveniji pa Se
ob¢uten in ugotovljiv, ¢e natan¢no prisluhne-
mo navidezni »razglagenosti«. Vendar se tudi
danes ni potrebno odpeljati prav dale¢ od
mestnih sredi$¢, da prisluhnemo svojskosti
glasbenega izraza. Le z glavnih poti moramo
zavitl.

Zaradi pomanjkanja zgodovinske zavesti v de-
lih o ljudski glasbi, ki bi nam pomagala razlozi-
ti naravno neuniformiranost, si je ljudska glas-
ba pridobila sloves razglasenosti, ¢eprav tudi
po krivicl. Zaradi povedanega so se izni¢ili
tudi ljudski godci in pevci sami.

Vendar se zdi, da je ¢as za natanénej$e razi-
skave Ze zamujen, kajti omenjeni proces prila-
gajanja novi ekvaciji ali poltonski izravnavi se
je v drugi polovici nagega stoletja tudi koncal.
Kjer imamo opraviti z ljudskimi glasbili ali
glasbenim izro¢ilom razpoznavamo preZitke,
ki se trdovratno zgledujejo po tradiciji, nosil-
¢eva ob¢utenja pa so zazrta v preteklost in po-
gojena z razliénimi okoli§¢inami (npr. z geo-
grafsko izoliranostjo) in z razli¢nimi psiholoski-
mi vzgibi nosilcev in poslusalcev.

Tudi stoletja veljavne bordunske zasnove
uglasitev glasbil (spomnimo se zvenenja lajn,
dud, bordunskih citer) in petja, ki je razvijala
elementarni glasbeni izraz nad leze¢im in po-
navljajo¢im se tonalnim centrom — bordunom,
so se v 20. stoletju docela umaknile nekaj sto-
letij »mlademu« akordskemu glasbenemu mis-
lienju, ki je razvil harmonski jezik. Ta je s kla-
si¢no in romanti¢no 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-
ve¢ v razgraditvi smisla in vsebine; dokaz so
narodno zabavni ansambli, ki muzicirajo s

folk music of Resia but even that could not
avoid temperation. The decline of the natural
untempered system is still evident in Resia
today. In other parts of Slovenia it can be felt
and established if one listens carefully 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
reputation for being “out of tune". Thus, folk
musicians and singers 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-
lings are directed towards the past and sub-
Jected to various circumstances (such as geo-
graphical isolation) and different psychologi-
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 20" 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




harmonskim jezikom in tekstovnimi nesmisli
ter neiskrenostjo. Za zabavne ansamble povoj-
nih dni bi lahko zapisali, da se je iskanje (umet-
niske) resnice umaknilo vedji tehni¢ni dovrse-
nosti glasbil in izvedbe, s ¢emer pa so se tudi
umaknili od bistva umetnosti in njenih iskanj,

zato so povzrocili toliko ogoréenja ustvarjal-
nejsih 1skalcev nad praznino in stereotipi
zabavnih besedil ansamblov, ki se razglasajo
za »narodne«. Njihova vse vec¢ja mnoZi¢nost
Je pokazatelj praznjenja duhovnosti naroda
(1dentitete?) in dokaz vklju¢evanja v mate-
rialistien svetovni nazor evropskega ¢loveka
ter industrije zabave.

4. Isto¢asnost 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
blizji kot danes. Kdaj je do delitve med njima
prislo, je tezko zagotovo reci. Nekateri ta &as
razmejitve postavljajo celo Ze v prazgodo-
vino.'* Ce se je tisto najboljée v preteklosti, kar
se Je gojilo za »dvor« — in v razmi$ljanju lahko
pri¢enomo s trstenkami vsaj v staroilirski ple-
menski razslojenosti — pri¢elo razvijati v »pro-
fesionalni« sluzbi umetnika, ki je bil skoraj do
nasega ¢asa raziskovalec Zivljenja, svedenik

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 little mean-
ing together with a great deal of insincerety.
As far as these post-war groups are concern-
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 withdrawal
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)

I 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.'* 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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ludstva in umetnik hkrati, razvijati po individu-
alni poti, razli¢ni od tiste, ki jo je zmogla ustva-
Iiti vetina v okviru obredja Zivljenja, sta lodi-
tev in razliénost razumljiva. Vendar $e vedno
Ostaja tudi prepletanje med ljudsko in stilno
glasbeno zvrstjo: zdaj v eni, zdaj v drugi smeri.
In &e v likovni umetnosti socialno razlikovanje
Zivlja nekega prostora in ¢asa narekuje v veli-
ki meri tudi umetnigko podobo, »saj so bile ve-
likanske razlike med tistim, kar si je lahko pri-
Vos¢il stradajoci tlacan ali vsega siti fevdalec
ali prelate, 'S te razlike $e najmanj pogojujejo
glasbeno umetnost, ki je v prvi vrsti psihologka
determinanta. Seveda pa razli¢na izobrazbena
Taven ustvarjalcev ne ostaja vnemar pri obli-
kovanju ljudske umetnosti. Vendar pa bi lahko
rekli, da se ljudska glasba vec¢inskega kmet-
Stva minulih stoletij trdovratneje drZi sprejete-
da (tradicije) in se pocasneje spreminja. Ne
Samo, da se nam dozdeva, da ¢as na podezelju
te¢e pocéasneje, zdi se, da se Zivljenje odvija
tudi v &asovnem (umetnostnem) izostanku.
Dokaz so tudi ljudska glasbila, ki jih kot spo-
Mmenike oziroma prezitke ohranja na$ cas,
Pred stoletji pa jih je poznal tako ljudski kot
stilni glasbeni svet, a jih je le-ta po krajsi ali
daljsi dobi opustil, kot ljudska glasbila pa so se
ohranila do danes. Mednje sodijo oprekelj,
dude, lajne, drumlice, rogovi, delno tudi citre
in Zvegle, iz arheologke davnine pa trstene or-
glice. Tudi moda na podezelana ni nikdar vpli-
vala tako mo&no kot na mes¢ana. Tako je sko-
raj v ysakem srednjeveskem ali renesanc-
nem glasbilu mogoce videti prototip ali sko-
raj identi¢no razli¢ico poznejSega ljudskega
glasbila in sicer tudi v rabi $e stoletja za tem,
ko je izginilo z »resne scene« umetne glasbe.
Seveda je med starejdo stilno in polpreteklo
ljudsko glasbo tudi polno zvo&nih podobnosti
V glasbenem izrazu, v glasbenih oblikah, v teh-
ni¢nih dosezkih, 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 his in-
dividual way, which was different from the one
followed by the majority within the framework
of life rituals. Nevertheless, the interwining of
folk and stylistic music has remained moving
in one direction or another. If the artistic image
in visual art depends to a great exent on the
social differentiation of life in a certain area
and at a certain time, “for there were enormo-
us differences between things which the starv-
ing serfs and the well-fed feudal and ecclesi-
astical lords could afford",'s the art of music 1s
conditioned least of all by these differences as
it represents in the first place a psychological
determinant. The differing educational level of
the artists naturally plays a role as well in the
creation of folk art. It can nevertheless be said
that the folk music engrained in the peasant

majority of the past centuries sticks more stub-
bornly to tradition and undergoes changes
more slowly. Not only does it seem that time in
the country passes at a slower pace, but it also
seems that life (in art) unrolls with temporal
(artistic) delay. Evidence for this is the folk in-
struments preserved as mementos Or survi-
vals up to the present day whereas some cen-
turies ago they were well-known by both the
folk and stylistic musical worlds. The latter,
however, discarded them at some point,
though as traditional folk instruments they still
lived on. These include dulcimers, bag-pipes,
street organs, jew's harps, horns and, partly,
zithers and flutes whereas pan-pipes date
back to the archeological past. Moreover,
country people were never as subject to cur-
rent fashion as their town counterparts. Thus,
nearly every medieval or Renaissance instru-
ment represents a prototype or an almost
identical variety of the later folk instrument.




rah. Vendar pa najdemo v ljudskemu instru-
mentariju tudi glasbila, ki jih ni mogoc¢e pri-
merjati z nikakrdnimi znanimi glasbill.

Na drugi strani imamo opraviti z umetnostnimi
oblikami nad¢asovnega zvena, saj ni nakljuc-
je. da je vc¢asih ve¢ navideznih podobnosti
med sodobnimi ljudskimi oblikami in oblikami
(tudi glasbili) iz zgodovinskih obdobij, kot pa
med ljudskimi oblikami in so¢asno stilno umet-
nostjo, kar potrjuje tudi likovna umetnost.'® In
zato moramo priceti z razmi$ljanji o nasi glas-
beni dedis¢ini od prazgodovine, v.ohdobju pa-
leolitika, ki nam zastavlja najstarejéc glasbeno
uganko — pis¢ali iz kosti jamskih medvedov. Pa
tudi otroski imitativni svet glasbil v veliki meri
sodi v umetnost nad¢asovnega zvena.

Misle¢ 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 ¢asu, ko se je
druzba bistveno spremenila in ko so povsem
1zginill zadnji spomini na nekdanjo fevdalno
odvisnost in povezanost srenje v srednjeve-
Skem pomenu besede, je $e mnogo. Navsezad-
nje je tudl sorazmerno visok odstotek muzej-
skih eksponatov (predvsem ljudske plastike)
1z tega ¢asa (na prelomu 19. in 20. stoletja —
opomba avtorice), tako kot znamenite kera-
mic¢ne figurice iz Ribnice ali keramike iz okoli-
ce Sentjerneja«'’ med katere sodijo tudi
glinene zvo&ne igracke —2Zvrgolcki,

Pritrdill pa bl lahko tudi ugotovitvi, da je v
okolici industrijskih sredis¢ ljudska umetnost
kmetske ve¢ine zamrla skoraj v hipu, kar
velja tudi za ljudski godc¢evski instrumentarij,
Ceprav so oblike na videz dale¢ zapoznelega
glasbenega izraza in oblikovanja Zivela Se
dale¢ v 20. stoletie. In mi smo jim zadnje
price.

They were in use for centuries 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 similarities 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 Letween traditional forms
and contemporary stylistic art, a phenomenon
which is also evident in the plastic arts.'® 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 still 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 (ie. at the turn of the 20" century —
author's note), especially folk sculptures, for
example the famous Ribnica figurines or cera-
mics from the surroundings of Sentjernej."17
The latter include clay musical toys — clay
whistles.




5. Narodno ali samo zabavno?

V drugi polovici preteklega stoletja, ko so se
pricell po mestih (in pozneje po trgih) ustanav-
ljati ¢italniski zbori, so doZivele razcvet god-
be na pihala in trobila, ki so v slabem stoletju
skora] popolnoma spremenile sestavo kmec-
kih muzik. »Godc¢evski sestavi starejsega tipa
so se pod vplivom mes$¢anskih godb, po socl-
alnih prilikah in iz glasbenotehni¢nih razlogov
(god¢evska spretnost, trpeznost glasbil) me-
njavali po krajevnih prilikah in okolis¢inahg, je
Ze leta 1954 zapisal France Marolt.'* Poleg
harmonike na gumbe »frajtonarice«, ki je do
prve svetovne vojne prednjacila, so se tako
pojavili pihalni instrumenti in trobila, ki so
zaradi svoje tehni¢ne izpopolnjenosti (v pri-
merjavi z lesenimi Zveglami ali trstenimi pi-
$¢almi in intonan¢no negotovimi citrami) hitro
nasle simpatije tudi med kmeckim prebival-
stvom.

Kali omenjene transformacije je potrebno iska-
ti Ze v zgledovanju slovenskih ljudskih godcev
pri ¢eskih potujo¢ih muzikantih, ki so potovali
po dezelah Avstro-ogrske od 18. stoletja dalje.
Znameniti »Progarji« so raznasali poleg ¢eskih
melodij, ki jih $e danes igrajo starejsi godci,
stari vsaj 60 let (Zlata Praga mar$, Ceski mars,
Ceski muziki . ..) modo »pleh muzike« v slo-
venske vasi, trge in mesta. Kmetje oddaljenih
kmeti) so hodili na vaje pihalne godbe tudi po
ve¢ ur dale¢. Tu so se naucili igrati pihalnih in
trobilnih instrumentov, od klarineta, roga,

It can also be confirmed that in the surround-
ings of industrial centres the folk art of the
peasant majority died out very rapidly, which
Is also true of folk instruments, although these
forms of the apparently greatly delayed musi-
cal expression lived on far into the 20"
century. And we are their final witnesses.

5. Folk music or just entertainment?

In the second half of the previous century,
when reading societies were established in
towns (and later on in market towns), brass
bands flurished and within barely a century,
almost completely changed the composition of
peasant bands. "The components of the older
type changed under the influence of the town
bands according to the social conditions and
for musical and technological reasons (the
musicians' skill, the durability of the instru-
ments)," France Marolt wrote as early as
1964.'® Apart from the “frajtonarica”, ie., a
diatonic accordion which had been foremost
in use up to the First World War, wind and
brass instruments appeared. On account of
their technical advantages (when compared
with wooden flutes or pan-pipes and the musi-
cally unreliable zithers) they soon found
acclaim among the peasant population.
The beginnings of the already mentioned
transformation have to be looked for in the imi-
tation of Czech itinerant musicians by Slovene
folk musicians. Czech musicians travelled
across the provinces of Austro-Hungary from
the 18" century on. The famous "Progarji”
spread Czech melodies which are still played
' by older folk musicians of sixty and more (The
Golden Prague March, the Czech March, the
Czech Musicians . . .) as well as the fashion of
brass bands in Slovene villages, market towns
and towns.




trobente, tube . . . in ta glasbila so priceli vklju-
&evati tudi v svoje »domace sestave« vezane
na dom in sosesko. Modni okus, ki se je naglo
pri¢el spreminjati na vsem podezelju, je pome-
nil tudi odsko&no desko pojavu narodno-za-
bavre glasbe.!?

Glasbena moda je pred stoletiem zanesla k
nam harmoniko na gumbe, imenovano »frajto-
naricag, ki se je na Slovenskem razvila v slo-
vensko razli¢ico glasbila nestetih izdeloval-
cev. Pomagala je izrivati iz god¢evske sceno-
grafije starejSa (predvsem netemperirano
uglasena) glasbila (od opreklja, trstenih orglic,
zvegel, lajn, dud in citer). Njena mnozi¢nost je
prerasla v fenomene izredne $irine, a komaj je
zablestela kot najbolj razsirjeno »slovensko
ljudsko glasbilo« 20. stoletja, Ze se je morala
pric¢eti unikati kromati¢ni harmoniki imenovani
»klavirka«, brez katere ni narodno-zabavnih
ansamblov povojnih dni.

S frajtonarico gredo v pozabo tudi stoletje ali
dve stare melodije. Vzroke je treba iskati tudi
v lastnostih in stilu starth melodij. Mlajsi godci
se rajsi oprimejo narodnozabavnih viz, ker se
je teh lazje nauciti. Tako se koncuje stil, ki je Zi-
vel pred vojnama, med vojnama in Se kratek
¢as po zadnji vojni, ko je nastopil tudi Ze novi
okus in nove Zelje. Kon¢ne meje ni mo¢ posta-
vitl, ker se oba stila tudi me$ata, zmaguje pa
novo, Se ne preverjeno, tudi vsiljeno. Po vsej
Sloveniji se rojevajo ansambli po vzoru poslu-
Sanih NZA, katerih sestavi pomenijo vzor in
posnemanja vredno, v god¢evske sestave pa
vdirajo Se novi instrumenti. (elektri¢ne) kita-
re, bobni, saksofoni . . .

Zaradl tehni¢nega 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 ve¢ moci
iskatl resnico, terapevtske in nazadnje tudi
razvedrilne zmozZnosti, zmozZnosti, ki so jih

Men from remote farms walked for several
hours to attend brass band rehearsals. There
they learned to play wind and brass instru-
ments such as the clarinet, horn, trumpet, tuba,
etc. and included them In their "local bands" at
home and in the neighbourhood. Fashionable
taste, which began to change rapidly all over
the countryside also gave a good send-off to
the phenomenon of FEM."

A good century ago, musical fashion intro-
duced us to the diatonic accordion called the
“frajtonarica", which developed into the Slove-
ne variant of the instrument made by innume-
rable craftsmen. It helped to oust from the folk
music scene older (particularly untempered)
iistruments (such as dulcimers, pan-pipes.
wooden flutes, street organs, bag-pipes and
zithers). Its popularity outgrew that of all other
instruments, but it had hardly achieved fame
as the most widely known "Slovene folk instru-
ment" of the 20™ century when it had to give
way to the chromatic or “piano” accordion,
which had never been missing from post-war
FEGs.

Melodies that were one or two hundred years
old disappeared together with the diatonic
accordion. The causes should be looked for in
the characteristics and style of the old tunes.
Younger musicians prefer FE tunes, since they
are easier to learn. Thus the style which was
alive in pre-war, inter-war and briefly post-
war times came to an end. Then a new taste
and new aspirations arose. A dividing line
cannot be established as both styles merge,
but the new one, not yet verified, that was even
imposed, is taking the lead. All over Slovenia
new groups are appearing, following other
FEGs in this genre, which are worth recording
on account of their composition. New instru-
ments, such as (electric) guitars, drums,
saxophones, etc,, are included.




poznali in jih ponekod Se poznajo »naravnejse«
¢loveske skupnosti, kamor tehni¢ni razvoj se
ni nasilno posegel. Tehni¢ni razvoj, se zd, je
omogocil razvoj pojava NZG, ki prav tako sodi
v svet zabavne industrije (funkcionalne glas-
be), v zvrst glasbene kulise in industrializacije
glasbe, ki jo opredeljuje stopnja glasbene
1zobrazbe In zavesti kmecko-delavskega pre-
bivalstva. NZG je prerasla v pojav, kot ga
pozna le malokateri narod in ki je povzro¢il na
eni Strani velik odziv Jjud! in na drugi velik
odpor.

Niti nas ne presenec¢a mnozi¢nost NZG, saj Zi-
vimo v ¢asu, ki je izjemen: Se nikoli poprej se ni
toliko ljudi ukvarjalo z glasbo kot danes! In
dobra dva milijjona Slovencev ima 200-300
narodnozabavnih ansamblov! In to Stevilo
utegne se narasti.

Po NZG in NZA nas pozna Evropa, svet In
nase bratske republike. Izseljencem in zdom-
cem pomeni svojstven simbol pripadnosti. V
o¢eh pripadnikov drugih etni¢nih skupin so
postali simboli Slovencev v ZDA in Kanadi pol-
ke — klobase in harmonike s spremljevalcl
kitarami, basi, pihali, trobili in bobni. Svoje
ljudske glasbe ne poznamo niti sami.

NZG je evropeizirana (in z njo tudi amerikani-
zirana) glasbeno zabavna zvrst (industrija),
prilagojena naj$irsi, glasbeno nezahtevni, ne-
kreativni in pasivni publiki in pri¢a tudi o zani-
kanju lastne 1dentitete, ¢eprav z razglasenjem
te zvrsti za ljudsko izrocilo isto¢asno zahteva
1zklju¢no domovinsko pravico.

Due to the rapid technological development,
music flooded the country. This brought about
the problem of musical entertainment scenery
all over the world. Music changed Into its
opposite. It is no longer capable of searching
for truth, for therapeutic and even entertain-
ment features that were known and in some
places are still known by the "more natural”
human communities, not yet overpowered by
modern technology. Technological develop-
ment seems to have made possible the pheno-
menon of FE public which also belongs to the -
world of the entertainment industry (functional
music) and thus to the genre of musical sce-
nery and the industrialization of music charac-
terized by the level of musical education and
the consciousness of the rural-working class
population. This kind of music has developed
into a phenomenon known by only a few na-
tions. On the one hand, it has elicited an enthu-
siastic response and, on the other hand, strong
opposition.

The mass consumption of this music is not sur-
prising as the time we live In is unique. Never
before have so many people gone in for music
as they do now. Among the Slovenes, who
number over two million, there are 200 to 300
FEGs! And this number may still be growing.
The other Yugoslav republics, the whole of
Europe and the world know us by this music
and its entertainment groups. Slovene emi-
grants and gastarbeiters abroad feel 1t as a
symbol of togetherness. In the eyes of other
ethnic groups, the symbols of Slovenes living
in the USA and Canada have become the pol-
kas, sausages and accordions with their
accompaniment consisting of guitars, basses,
wind and brass instruments amd drums. Our
genuine folk music 1s unknown even to oursel-
ves.




Opombe

' Vilko Ukmar. Po lepoti k resnici (Through beauty to
truth), Ljubljana, 1972, p. 5

9

? Narodno-zabavna glasba je v nadaljnjem tekstu oznace-
na s kratico NZG.

* Danasnja znanost znova potrjuje spoznanja cutno-
spoznavnega sveta in odkriva razumu prekrite (tud
glasbene) vrednote.

4 V. Ukmar, str. 22. in ta vsebina, ki jo nosi umetnina v seb,
se zopet izpoveduje dojemajo¢emu ¢loveku in nanj delu-

le.
* Lojze Lebi¢, Zvok in tisina, Ustvarjam, torej sem, Celje
1985, str 87.

% Carl Dalhhaus, Estetika glasbe, Koln 1967, prevedel An-
drej Rijavec, Ljubljana 1986, str. 76.
" Prav tam, str. 138.

8 Med $tevilnimi tovrstnimi revitaliziranimi sredstvi sporo-
¢anja je na primer zanimiva primerjava s punk glasbe-
nim gibanjem, ki je po rabi glasbenega jezika bliZje sred-
njeveskemu ali Se starejemu glasbenemu okusu s stalno
ponavljajoéimi se (bordunskimi) fundamenalnimi toni kot
pa glasbenemu okusu dvajsetega stoletja, gibanjem, ki je
1sto¢asno $e vedno uporno gibanje proti (lazjemu)senti-
mentalizmu, ki se je tako zelo zasidralo v ponarodeli pes-
my, kar med drugim pojasnjuje tudi odpor do nje, oziro-
ma lzgubo pravega glasbenega pomena! Pravzaprav je
ta glasba gibanje mladih za uveljavljanje svojih (novih)
pogledov kot kritika obstoje¢ega, glasbe, jezik pa je le
sredstvo (pomagalo) izraza. Po tej strukturi je $e najblizje
obrednim malotonskim pesmim (na primer kresnim),
kjer je smisel v tekstovni izpovedi, oboje pa je kot pri-
prosnja, obred, ki kli¢e k razumevanju. Seveda pa glas-
benega neznanja in nespretnosti, ki se pojavlja tu in tam,
ne gre poistovetiti s povedanim,

FEM has become a Europeanized (and also
Americanized) industry and is adapted to the
broadest, musically undemanding, uncreative
and passive audiences. It also means the anni-
hilation of the nation's identity, although by
proclaiming this genre as part of the Slovene
folk tradition, it demands to be granted the
right of domicile.

Notes

Vilko Ukmar, Po lepoti k resnici, Ljubljana 1972, str. 8.

? The abbreviation FEM is uded henceforth for folk enter-
tainment music

Contemporary science confirms the findings of the per-
ceptive cognitive world, revealing the values (also in
music) hitherto hidden to the intellect.

Vilko Ukmar, p. 22. This meaning which is inherent in the
work of art, is transmitted to the individual on whom it
acts.

Lojze Lebi&, Zvok in tisina (Comprehending Sound and
Silence), Ustvarjam, torej sem (I create, therefore I am),
Celje, 1985, p. 87.

Carl Dahlhaus, Estetika glasbe (The Aesthetics of Mu-
sic), Kéln, 1967, translated by Andrej Rijavec, Ljubljana,
1986, p. 76

Ibid., p. 138

Among the numerous, intentionally revitalized means of
communication, comparison with the punk movement is
interesting. Its use of musical language 1s more remini-
scent of the medieval or even older musical taste with its
repetitive (bourdon) fundamental tones than the taste of
the 20t century, a movement which still represents resi-
stance to (sham) sentimentalism, so strongly anchored in
the traditional folk song. This clarifies, among other
things, the opposition to it or else it has no real musical
sense! This music is actually a movement of the young
who want to establish their (new) views as a critique
against the establishment but the music is only a means
of expression. In its structure, punk is closest to ritual
songs with few tones (such as Midsummernight songs)
where the meaning lies in the text and, together with the
music, it is an intercession, a ritual, calling for understan-
ding. Of course, musical ignorance and unskilfulness,
which appears here and there, cannot be identified with

what has been said.. i
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9 Leta 1678 izide »Musikalische Temperatur« Andreasa
Werkmeistra.
0 V prakso jo uvede ]. S. Bach z zbirko preludijev in fug

pod naslovom
(1722-1744).

»Das Wohltemperiertes Klavier«

Avtorica tega sestavka je v letih 1984-1986 raziskovala
zvocno podobo paleolitskih kosti z luknjicami, ki bi uteg-
nile biti pidc¢ali, hrani pa jih Institut za arheologijo ZRC
SAZU v Ljubljani. Leta 1986 sva s soprogom Matijem
Terlepom, strojnim inZenirjem in flavtistom, dokazala
tudi zvokotvornost nekaterih manj poskodovanih fosilnih
kosti medvedovih femurjev in znamenitih &eljustnic jam-
skega medveda iz paleolitske lovske postojanke v Po

tocki Zijalki,

O teh prvih morebitnih evropskih zvoéilih je izpod pere

sa podpisane nastala razprava »From Paleolithic Bone

Pipes to Folklore and Collective Memory« (tipkopis

oziroma »Od paleolitskih kos¢enih pis¢ali do ljudskega
izro¢ila in spominac (tipkopis za nastajajo¢o publikacijc

Mire Omerzel-Terlep »Slovenska ljudska glasbila od
kos¢enih pi$¢ali do lajnex.

12 Pavle Merk1, Poslusam, Trst 1983.

3 Pavle Merku je o tem procesu pri Rezijanih zapisal:
». .. tod smo ga (avtenti¢ni netemperiran sistem) ¢uli do
nedavna, pravzaprav $e danes —ampak to bo trajalo ko-
maj $e kako leto — lahko sli§imo tri razliéne stopnje ljud-
ske glasbe: starejsi citiravel DZuen Pikot v U¢ji, Jozéf
Pald v Osojah in rajni DZudnkala v Bili, pa biske babe, ki
so Se 10. februarja 1974 pele v trzaskem Kulturnem
domu - so e godli in pele po netemperiranem si-
stemu . . . sredniji — to je moj rod, ki Steje godce in pevke
na ravni Livjéta Klftavega in Marice Finine v Bili, so Ze
pod vplivom mnoZi¢nih obves¢evalnih sredstev odda-
ljuje od netemperiraneaa sistema. medtem ko ie mlaisi
rod - to so citravcl, ki danes godejo pri Rezijanski fol
Klorni skupinl — ze opustill netemperiran sistem In pri-
stal na obalo od industrije vsiljene ekvacije. Odslej je
vsaka Industrijska (in politi¢na) manipulacija z usesi
Rezijanov moZna kakor z udesi vseh drugih slovanskih
davkoplacevalcev v Italiji.«

Zanimive so tudi primerjave z razmi$ljanji o likovni
umetnosti Ivana Sedeja v knjigi »Ljudska umetnost na
Slovenskem« (Ljubljana 1985) in Gorazda Markovi¢a
»Slovenska ljudska umetnost« (Ljubljana 1981).

s Sedej, str. 9.

6 Prav tam.

7 Sedej, str. 135.

8 Slovenski glasbeni folklor, Slovenske narodoslovne 3tu-

dije IV, Ljubljana 1954, str. 19.

¢ V nadaljnjem besedilu kratica NZG (narodnozabavna

glasba) in NZA (narodnozabavni ansambli), NZ (narod-
nozabaven).

 Musikalische Temperatur by Andreas Werkmeister
was published in 1678.

0 It was put into practice by J. S. Bach with his collection of
preludies and fugues entitled Das wohltemperiertes
Klavier (1722-1744).

From 1984 to 1986 the author of this treatise did
research into the sound image of paleolithic bones with
holes, which may have been pipes, and are kept at the
Archeological Institute of the Slovene Academy of Arts
and Sciences in Ljubljana. In 1986 she and her husband
vauja ‘l'eriep, a mecnanical engmneer and tlautist, pro-
ved the musical capacity of some less damaged fossil
bones of bear femurs and the famous jawbones of cave
gears from the paleolithic hunting cave of Poto¢ka Zijal-
a.

These first European pipes were treated by the same
author in From paleolithic bone pipes to folklore and
collective memory (typescript) or, respectively, Od
paleolitskih kos¢enih piséali do ljudskega izroéila in
spomina (typescript for the coming publication by Mira
Omerzel-Terlep, Slovenska ljudska glasba od kos¢enih
pis¢ali do lajne.

2 Pavle Merku, Poslusam (I'm listening), Trieste, 1983.

Pavle Merku wrote about the process in Resia:
"... here we have been able to hear it (i.e. the authentic
untempered system) until recently, even until today,
but this will hardly last another year. Three different
levels of folk music can be heard: the older fiddlers
Dzuen Pikot of U¢ja, Jozéf Pald of Osoje and the late
Dzudnkala of Bila, and the Bila women, who on Feb 10,
1974 still played and sang at the Trieste Cultural
Centre, following the untempered system ... whereas
the middle, my generation, which includes players and
singers on the level of Livjét Klftavi and Marica Finina
in Bila, are already under the influence of the mass
media, thus departing from the untempered system.
However, the younger generation — the fiddlers who
play in the Resia folklore group — have given up the
untempered system and have landed on the shore of
levelling out (equation) enforced by industry. From
now on any industrial (or political) manipulation is
possible with Resian ears as well as the ears of other
Slav tax-payers in Italy .«

-

4 Comparisons with ideals on visual art in Ivan Sedej's
book Ljudska umetnost na Slovenskem (Folk Art in Slo-
venia), Ljubljana, 1985 and Gorazd Makarovi¢'s work
Slovenska ljudska umetnost (Slovene Folk Art), Ljublja-
na, 1981, are of interest here.

s Sedej, p. 9
6 1bid.

17 Sede), p. 135
8 Slovenski glasbeni folklor (Slovene Musical Folklore),

Slovenske narovoslovne §tudije IV, Ljubljana, 1954, p. 19

¥ In the following text the abbreviations FEM (folk enter-

tainment music), FEG /folk entertainment group) and FE
(folk entertainment) are used.
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Tanja TomaZzié:

LJUDSKA GLASBA IN
SEGE

1. Sege in godci

Povecini so Sege povezane z godbo. Ponekod
ima godba manj, drugod pa bolj pomembno
vlogo. Pri nekaterih Segah ne gre brez godbe,
drugod pa je nadleZna in se je komaj ubranijo,
v¢asih celo s prepovedjo.

Godba spremlja ¢loveka pri vseh Zivljenjskih
Segah, je obvezna pri mnogih koledarskih in
navadno zelo dobrodosla pri delovnih, ali pre-
prosto — pri delu.

Najpogosteje je glasba navzoca pri Zenitovanj-
skih $egah, pri ohceti in pri vseh dogajanijih, ki
se odvijajo pred in po obredu. Godba je bila
na Zenitovanjih tako pomembna, da so o tem
ohranjeni podatkl na najrazli¢nejsih krajih tudi
1z starejsih ¢asov; od zacetka 19 stoletja pa je
podatkov o razli¢nih godéevskih sestavih na
Zenitovanjih sploh veliko. Prina$ajo jih odgovo-
11 na razne ankete,! predvsem pa razliéni do-
pisovalci in sporo¢evalci v ¢asopise. 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 najrazli¢nejdi sestavi, ki
so sodelovali na Zenitovanjih, prav dobro ob-
delani.

Svatbe, o katerih se navadno sodi, da so bile
najbolj Zivahne prireditve v vadki skupnosti, so
bile res lahko zelo razkosne in bogate, lahko
pa tudi ne. Izraz razkosja so bili tudi godci, lah-
ko en sam, lahko pa cel orkester. V Novicah,
kjer so sl prizadevali, da bi kmetje, ki so bili
¢edalje bolj obuboZani, za¢eli z manj razko$ni-

Tanja Tomazi¢

FOLK MUSIC AND CUSTOMS

1. National Customs and Folk Musicians

Most national customs are linked with music.
In some cases it plays an essential role while
in others it is less important. Some events are
unthinkable without music while in 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" century, however, information
concerning groups of village musicians play-
ing at wedding parties has been preserved.
It is to be found in answers to a questionna-
ire' and in various newspaper reports. Con-
siderable 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" 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




mi svatbami, so za vzgled navedli nasledn;ji
primer: »Po tukajsnji navadi se podajo Zenito-
valcl (oba premoZna) ravni v tisto gostivnico,
1zpraznit ga kak poli¢ek pred kosilom. Bilo je
Zenitvavcev 6 parov z Zeninom in nevesto.
Godcev niso imeli.«2

To so bile tiste vrste svatb, s katerimi se ni biio
hvaliti. Vse vel je podatkov, v katerih nam
sporocajo, kako so se po zvokih muzikantov
vrteli vesell svatje. Iz leta 1857 je reklama v
Novicah, kjer Franc Zenica, kapelmajster
mestne muzike iz Novega mesta (»iz 30 god-
cev obstoje¢e,«) objavlja naslednje besedilo:

AR 9
b(- v 5
- -

oy
. )’;”

Svatba v Bu¢ec¢ovcih pri Ljutomeru, 1924, fotoarhiv
SEM

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 following report: "According to the
local custom the wedding party (both the
bride and the bridegroom very rich) just went
to the village inn to have a glass of wine before
lunch. There were six couples, including the
bridegroom and the bride. There were no
musicians."? But this was certainly not the type
of wedding party one could be proud of.
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Wedding at Buéecovci near Ljutomer, 1924, SEM
photoarchives



». .. Ob enem se priporo¢am visokocastiti du-
hovs¢ini novomeske okolice (1), ako bi utegnili
moje muzike v cerkvi potrebovati, kakor vsem,
ki Zele ob Zenitvah dobre godbe. Prosim, naj
se vsak na me obrne.« Oglas je bil objavljen na
Novo leto, torej v ¢asu, ko so pri¢cakovali naj-
ve¢ porok. Ni dvoma, da so bili kapelmajster
in njegovi godci kar dobro pla¢ani za svojo
godbo.

Nekako ¢ez dvajset let je zapisal Trdina: »Kar
sem videl letos svateb in svatov$¢in ni bilo ni-
kjer godcev — razun pri Malnarjevih, kjer se je
omozila h¢i 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 kaZe, bo te
hude potrate (muzike!) kmali konec na vsaki
kmecki svatbini.«?

Ne glede na to, da se je Trdina zmotil, ko je
predvideval, da glasbe na svatbah kmalu ne
bo veg, si lahko predstavljamo, da so bili najeti
- godci vendar tisti pokazatelj, ki je pomembno
dvignil ugled druZine. Podobno vrednotenje
velja tudi danes.

Godci, ki so hodili po svatbah, so morali biti ne
samo dobri muziki, ampak tudi iznajdljivi in $a-
ljivi. Pogosto so vodili (ali vsaj pomagali voditi)
dogajanje na svatbah. »Jurij Vodovnik, kamor
pride, ga povsod radi imajo, posebno na koli-
nah in Zenitvah« se je zdelo pomembno zapi-
satl poro¢evalcu v Novicah.*

Z godbo in petjem so pospremili na oni svet
pokojnika in v&asih se je primerilo, da so se
godci spozabili in ubrali tudi take vize, ki bi
bolj sodile na veselice kot v slovo, posebno ob
varovanju pokojnika.

Cez godce so se velikokrat pritoZevali domadi
Zupniki, saj so jim bili preglasni tudi na Zegna-
njih in na romanskih shodih. Za shod pri sv.
Roku v letu 1879 je »Zupnik prepovedal igrati
pred oltarjem posko¢nice in marde, pa ga

There is much more information reporting 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 bandmaster 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 their
wedding parties. Please apply to me." The
advertisement was published 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 quite well paid
for their music.

Some twenty years later Trdina wrote: "Wher-
ever | saw a wedding this year there were no
musicians 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 weddings is
coming to an end."?

Apart from Trdina being wrong when he
supposed that very soon there would be no
more music at peasant weddings, one can only

imagine that hired musicians were the element
that added greatly to the family's reputation.
And nowadays people share the same view.

The musicians 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
helped to lead the celebration at weddings.
"Jurij Vodovnik, wherever he goes, is received
with pleasure, especially at pig slaughterings
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sploh niso poslusali. Sploh so se jezili tudi vsi
drugi ljudje, kaj je za¢ela duhovs¢ina delati
»Zegnarjem« napote, zmanjsevati slovesnosti in
groziti $e clo z odpravo te starinske Sege.«*
Tudi Fran Erjavec je ob opisu romarskega
shoda na Kumu zapisal: »Zaslisiva okroglo mu-
ziko iz cerkve, tako okroglo, da bi si ¢lovek
mislil, da so svatje na podu. Kumljanski godci
tudi v cerkvi godejo malo bolj na poskok in
imajo zato Ze stare pravice.«®

Ob godbi so tudi zapill porodnico in novoro-
jen¢ka, vendar pa je treba poudariti, da so bile
te vrste zabave (Se bol] kot svatbe) redko
spremljane z godbo.

Skozi vse leto so se vrstili prazniki, ki so tako
reko¢ za vsako ceno potrebovali godce In nji-
hovo godbo, pa naj je Ze bila bolj ali man
ubrana.

Najdlje so trajale zabave pred pustom In za
pusta. Tedaj so prisli na svoj ra¢un tudi vsi
godci, kar jih je premogla vas. Znane so razli¢-
ne godéevske skupine, ki so hodile s pustnimi
$emami na obhode.’ Prav tako so hodili s
$emami po hisah posamezni godcl Sestava
skupin se je v ¢asu spreminjala, tako tudi raz-
nolikost sestavov po pokrajinah. Poleg obicaj-
nih glasbil so kot obvezno zvocilo uporabljali
$e pokanje z bic¢l in tudi drugace povzrocan
hrup in trus¢, posebno z zvonci.

Ob veliki no¢i so $e posebno pogosto in slo-
vesno pritrkavali z zvonovi.

and weddings." a reporter found worth writing
In "Novice"*

It was with music and singing that a deceased
person was accompanied to the graveyard
and sometimes the musicians happened to
forget what they were hired for and started
to play tunes that suited a party better than a
funeral or a wake. Local parish priests often
complained about the musicians playing too
loudly even at fairs and pilgrimages. At the
pilgrnims' gathering at St Rok's in 1879 the
parish priest forbade the musicians to play
dancing tunes and marches in front of the altar,
but they would not listen to him. The other
people were angry with the clergy because
they interfered with the pilgrims, trying to
reduce their ceremonies and even threatening
to abolish the old customs.«*

In his description of the pilgrams' gathering on
Kum, Fran Erjavec wrote: "We heard merry
music from the church, so merry that one
would think there was a wedding party going
on. The Kum musicians play merry tunes in
church, too, and have a long acquired right to
doso."®

There was drinking and music to celebrate
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 in which musicians and their music
were essential and it was not important
whether the music was very harmonious or
not.

Most entertainment took place during the
Carnivals period. This was the time when all
the musicians available in the village had a lot
of work to do. According to the data, various
groups of musicians went around the village
together with the Carnival masqueraders.’
Individual musicians also went from house to




Magkare »na faSenk«, Bucec¢ovcl pri Ljutomeru,

1973, fotoarhiv SEM

Pomembni so bili vaski godci ob koledovanijih,
ko so (spet razli¢no po slovenskih pokrajinah)
hodili od bozZi¢a do treh kraljev in ponekod
vse do sveénice, od hise do hise, ponekod
samo pevci, drugod obvezno tudi godcl.

Skoraj ni minilo skupno kmec¢ko delo brez
glasbe. Glasba je tukaj pa¢ pomenila le spre-
mljavo k plesu, manj pogosto k pesmi. Tako se
je godec pojavil pri konénih veéjih delih ob li-
kofih; ko so zakljucili ko$njo, Zetev, mlatev,
mletje prosa, ob koncu gnojvoZe in steljeraje,
pa po trgatvi, ob preji in li¢kanju. Navadno so

Shrovetide maskers, Bucecovcl rnear
1973, SEM photoarchives

Ljutomer,

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 sounds and noise, for example bells
for ringing and whips for cracking.

Chiming was particularly solemn and frequent
at Easter. Village musicians were an important
part of "koledovanje”, when groups of singers
and musicians went from house to house
between Chistmas and Twelfth-night and in
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vsa skupna dela morali na nekak$en nacin
proslaviti, kako drugace kot z godbo in ple-
som.

Pri tem so sodelovali domaci godci, torej god-
ci, ki so sami poznali teren in bili tudi na teko-
¢em, 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 vecini udelezevala dekleta, so fan-
tje, ki so se prikazali ob koncu del, zbrali de-
nar za godce. Ponekod je pla¢al gospodar, ali
pa je dal vsaj za jedaco in pijaco. Sudtarji in
krojaci, ki so hodili v $tero, so vedno imeli s se-
boj $e svoj instrument, ¢e so ga le znali igrati,
ker so jih kmetje tako menda raje najemali.
Tako je povedala h¢erka nekega kmeta iz
Grahovega, da so k njenemu oc¢etu sosedje Se
pred drugo vojno raje hodili, ker je znal sam
gosti, in jih je tako Ze ob delu zabaval.

Pisani zapiski o godcih iz 19. stoletja se ne raz-
likujejo dosti od ustnih pri¢evanj, ki so jih zbra-
li etnologi pred in po drugi vojski v tem stole-
tju. Edini ve¢ji premik v pojmovanju skupnega
dela in s tem tudi skupnega veselja, plesa in
godbe, pomeni pravzaprav razlika v tehnolo-
giji kmec¢kega 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 gostilni¢arji v pri-
pravnih gostilnah, predvsem pa v mestih ali
trgih, ob semanjih dneh in ob romanjih.

To so bile priloZnosti, ki so godcem nudile pre-
cej dober zasluzek. Zelo znani so bili likofi z
godbo in plesom ob koncu gradnje hise ali
gospodarskega poslopja, pa tudi cerkvenih
stavb.

Godci so bili zaZeleni ob gasilskih veselicah. V
drugi polovici 19. stoletja so gasilci najemali v

some regions even till 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
agricultural tasks like mowing, hervesting,
threshing, millet winnowing, taking manure to
the fields, gathering litter and at vintage time,
as well as at spinning bees and corn husking.
All these 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 farmer 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 farmer 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 19" 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 ¢asteh razli¢ni
svetniki. Ob njihovih praznikih, ki so se najvec-
krat kon¢evall s plesom in godbo, so nasli svoj
prostor tudi vadki godci. Ob procesijah so v
vecjih naseljih sodelovale tudi razli¢ne obrtni-
Ske In vojaske godbe. Ta tradicija se je podob-
no ponavljala ob prvomajskih paradah po dru-
g1 vojni, ali pa ob razliénih obéinskih praznikih,
ob volitvah in podobnih drzavnih praznovanijih,
ki so v vedji meri nadomes$¢ala prejsnje cer-
kveno praznovanje. Podobne priloZnosti za
muzikante, kot so bile ohceti, pa so bila vaska
Zegnanja.

Se pred drugo vojno so ponekod domaci muzi-
kanti predvsem v manjsih krajih vodili pravo
evidenco o ve¢inoma bogatih in znanih mesc¢a-
nih in njihovih godovih. Kdor je bil pri volji, so
mu prisli zaigrat in zapet pred hi$o, za kar so
seveda pri¢akovali pla¢ilo. Na vasi je bilo to
verjetno bolj prijetna navada, po mestih pa
v¢asih prava nadloga.

change in rural technology after the war. In
the First half of the 20" century, the merry-
making following some group jobs was very
much like the romping of young boys and girls
as described by Valvasor at millet winnowing.
Sunday dances organized by pub owners in
the villages and dances organized in towns, at
markets, fairs and pilgrimages used to be very
popular -with musicians. These were good
opportunities to earn a fair sum of money.
Very popular were also topping-out ceremo-
nies with music dancing when a house, a farm
building or even a church were completed.
Musicians were also welcome at fire brigade
parties. In the second half of the 19" century
the firemen usually hired larger bands.

In various parts of the country particular saints
were honoured. On these saints' days, which
usually ended with dancing and music, village
musicians were part of the celebration. In
larger settlements, processions included crafts-
men's and military bands. After the Second
World War this tradition was continued
in the form of parades on 1" May, on municipal
holidays, at elections and similar state holi-
days which were celebrated instead of church
holidays. Church fairs and weddings were
good opportunities as well.

Before the Second World War the local musi-
cians, particularly in small villages, usually
kept track of the rich local people and their
name-days. If the person agreed, they came
and played and sang In front of his house, for
which they expected to be paid. In villages
this was regarded as a pleasant custom while
In towns it sometimes became a real nuisance.




2. Godci, veselje in zasluzek

Godci so vec¢inoma postali iz veselja do glas-
be, ostali pa tudi zaradi zasluzka.

Igrali so za denar. Ne vedno, zelo pogosto pa
le # Ni bilo vedno, da je sin poleg muzikali¢no-
sti o¢eta podedoval tudi god¢evsko obrt, ki je
tako ostala v druZini.

Naborniki s harmonikarjem, Sajevée pri Postojni,
1933, fotoarhiv SEM

34

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.® In a certain sense, being a mu-

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




V nekem smislu imamo godc&evstvo lahko za
obrt, za institucijo, ki se je vzdrZevala v svojl
sredini kot nekaj samo po sebi umevnega In
potrebnega. Placilo za delo je bilo ob dolo¢e-
nih priloZnostih obi¢ajno In nujno: za igranje na
plesih v gostilnah, torej javnih prostorih, za
igranje na Zenitovanjih, na Zegnanjih, ob po-
sebnih praznikih (po drugi vojni za 8. marec, 1.
maj, ob¢inski praznik itd.). Vse ve¢ pa je bilo
priloZnosti, ki so bile godcem tako reko¢ na
voljo in so prina$ale zasluZek: igranje ob kme-
¢kih delth po domovih, na likofih, na kolinah,
ob pustnih obhodih, ob obhodih kolednikov,
gasilcev; igranje godovnikov, spremljava ro-
marjev in podobne priloZnosti. Tukaj je moral
godec paziti na svoj ugled. Niso se vsi udele-
Zevali prav vseh »pohodov s petjem in godbo,
kjer je bil glavni namen nabiranje denarja ali
hrane. Dasiravno so vsi vedell, da je sodelova-
nje godbenikov pri nekaterih $egah tako re-
ko¢ obvezno, so vendar tudi vedeli, kdo od
godbenikov bo sodeloval, igral, nabiral hrano,
pobiral denar.

Mnenje sova$¢anov o godcih je bilo razli¢no,
navduseno, odklonilno ali pa popolnoma nev-
tralno. Godca so navadno cenili na osnovi eko-
nomskega poloZaja v vaski skupnosti. Glasbe-
ni talent je pomenil le del njegovega uspeha.
Ce je bil godec res pravi godec, muzikus, je
precejden del svojega ¢tasa posvetil glasbi. V
tem primeru se pa¢ ni ukvarjal z delom na
kmetiji, kakrsnakoli je Ze bila. Veljalo je le tisto,
kar je od prisluZzenega denarja, z godbo pri-
sluZenega denarja, spet vloZil nazaj v posest.
Znano je, da so bili godci na slovenskih tleh v
preteklosti predvsem manjsi kmetje, pa tudi
izu¢eni obrtniki: Eevljarji, krojaéi, peki, zidarji
mesarji, ¢e ne $tejemo $e Stevilnih beracev
(kakrsnihkoli poklicev) in odsluzZenih vojakov.
Njihov danasnji poloZaj je pravzaprav zelo po-
doben. Kmetje, ki se po vaseh zdruzujejo v mo-

siclan can be regarded as a craft, an institution
which existed in an environment as something
natural and necessary. Paying a musician for
his work was usual and went without saying,
They were paid for playing at dances in pubs,
in public places, at church fairs and on special
holidays. After the Second World War these
included March 8" May 1*, municipal holi-
days, etc. But there were many other opportu-
nities available for the musician to choose like
playing at work, at people's homes, at topping-
out ceremonies, pig slaughterings, Shrovetide
festivities, going arround with "koledniki",
playing at fire brigade parties, playing to
people for their name-days, accompanying
pilgrims on their pilgrimages and other
events. In these cases the musician had to
keep his reputation. Not everybody took part
in all the "expeditions with singing and music"
in which gathering food and money was the
main purpose. Although everybody in the vil-
lage knew that musicians were obligatory in
some of the customs, they also knew who
would take part and play, or gather the food
and the money.

Opinions concerning the musicians varied
greatly from village to village, ranging from
enthusiastic to resentful or quite neutral. The
musiclan used to be appreciated according to
his economic status in his community. His
talent represented only part of his success. If
the person was a real musicians, he dedicated
a lot of his time to music. In such cases he did
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-
kers, masons and butchers as well as nume-
rous beggars (of any profession) and ex-




dernejSe godc¢evske skupine, so prav tako
kmecki sinovi, ki jim kmetija ni dovolj za prezi-
vljanje, in so navadno zaposleni v bliZnji tovar-
ni kot kvalificirani delavci (vzporejani z izuce-
nimi obrtniki v preteklosti).

Ljudski godec je kot nosilec ljudskega izro-
¢ila, le-to skoraj vedno prenasal naprej tudi za
placilo.

Kadar godci pripovedujejo o svojem delu, se
jim spomin prav gotovo ustavi pri tistth dogod-
kih, ko so z igranjem dobro zasluzili. Cestokrat
jim je v dobrem spominu tudi znesek zasluzka
in njegova poraba.

Najveckrat so fantje Ze zelo zgodaj zaceli z
igranjem za placilo, v¢asih so vskodili celo na-
mesto oCeta, ali kak$nega drugega sorodnika.
Tako je zadel Miro Sustersié, r. 1922, ki je prvi¢

igral za ples v gostilni v Zerovnici na Notranj-

skem, ko je bil star komaj sedem let in je zaslu-
Zil, kot se dobro spomni, 12 dinarjev in 50 par.
Dokler je bil $e mlaj$i, je denar dajal materi in
tako pomagal vzdrZevati druZino. »Nobena
skrivnost ni, da se je dalo z godbo dobro zaslu-
Zitl, a treba se je bilo posteno 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 dobrnigki 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, maskare pa tudi dajo po | forint,
erga = 5 forintov. Tudi o drugih veselicah Zivi
godec dobro — Sestica je gotovo — zraven pa
pijace, ve¢, nego more nositi Zelodec in glava.
On Ze po $tiri nodi ni ni¢ spal — kako bo potem
zidal! Trdi, da vsaki ima prav, ki si omisli in na-
u¢i 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 a suitable income so they work as

-qualified workers in the nearby factories 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
their father or some relative if necessary. Miro
Sustersi¢, born in 1922, played at a dance at a
pub in Zerovnica in Notranjsko for the first
time at the age of seven and remembers very
well having earned 12 dinars and 50 paras.
Until he become older he gave the money to
his mother, thus helping to supg~rt the family.
"It was no secret that ont: 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 Dobrni¢
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 Zivljenji je veselje
vredno kaj ve¢.«® Prav tako nas s kratko opo-
mbo poudi isti avtor, kako pomembno je bilo
glasbeno znanje uciteljev in organistov v do-
lenjskih vaseh 19. stoletja: »U¢itelj Kaliger znal
je prekrasno orglati, dekleta so v cerkvi zace-
la z nogami drencati, vedno nove in lep$e na-
peve je igral ... Dale so mu o beri, kar je ho-
tel.«!0

Godba v Vidmu ob S&avnici, 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."? The same author also informs
us how important the musical knowledge of
teachers and organists was in the villages of
Dolenjsko in the 19" 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."!0

Music band at Videm ob Sé&avnici, 1947, SEM photo-
archives

37




Sklepamo, da so bili uéitelji in organisti glas-
beno izobraZeni, vsaj toliko, da so poznali note.
Za tim. ljudske godce pa je gotovo znacilno, da
so bili zvecine vsaj do srede stoletja glasbeno
popolnoma nepismeni.

Kdor se je torej Zelel ukvarjati z glasbo, je mo-
ral imeti dober posluh, saj so se vecinoma
vseh pesmi naudili tako, da so jih nekajkrat sli-
Sall in po svoje ponovili,

Vprasanje je tudi, kdaj so sploh imeli ¢as za
vaje. Ce je bil godec iz glasbene druzine, je
morda doma naletel na ve¢je razumevanje, in
so mu bili pripravljeni odpustiti tisti ¢as, ki ga
je porabil za igranje.

Premicija, Videm ob Sé&avnici, 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,
1t was characteristic of folk musicians, that they
were mostly illiterate as far as playing from
music was concerned. This is true of folk musi-
clans 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 tc
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 S¢avnici, 1931,
SEM photoarchives




Harmonikar Mati¢ek Mertelj iz Pregarij, r.
1920, je vadil v za¢etku vedno zvecer po delu,
igral je le po posluhu, v glavnem pa komade
za ples, ki jih je sligal po italijanskem radiu.
Take igra Se danes, ¢e ga le kdo zaprosi.

Ce prebiramo starejée zapiske o godcih, tako
npr. odgovore na Gothove vprasalnice, vidi-
mo, da so zapisovalci dostikrat toZili nad hudo
neubranostjo takih kmec¢kih godb. Ne glede na
razlicnost okusov, bi lahko dejali, da bi bil
morda eden od vzrokov za to neblagoglasnost
tudi pomanjkanje ¢asa za vaje. Ti godci si go-
tovo niso jemali prav dosti ¢asa, da bi namen-
sko vadili. Slo je pa&, kakor je $lo, uigranost e
prineslo Sele dalj$e sodelovanje, izbruseno
igranje pa jim je dalo pogosto nastopanje. Veli-
kokrat so bile skupine izbrane na vrat na nos iz
vseh vetrov. Sele tiste, ki so Ze nekaj ¢asa na-
stopale skupaj, so postale bolj znane in je $el o
njih glas o njihovi kvaliteti.

Omenili smo Ze, da je bila godba - ali bolje,
igranje na instrument, tudi eden od nacinov za-
sluzka. Godci in njihovi sovas¢ani so prav do-
bro vedeli, da je marsikdo z glasbo prigel do
premoZenja, mnogo pa jih je tudi bilo, ki jih je
glasba pogubila. Seveda ne dobesedno, pogu-
bila so jih tista vzporedna dejanja, veselja¢enja
In popivanja, ki so se godca prijela zelo hitro,
¢e je bil le nagnjen k temu.

Ljudje, ki se danes spominjajo dogodkov pred
drugo vojsko, vedo povedati, da je bilo god-
cev vedno dovolj, za vedja slavja pa so pazili,
koga so najell, s pijanci je bil vedno kriZ. Na
ohcetih jih niso radi videli, ker so lahko vse po-
kvarill. Igranje na svatbah je bil hud in dolgo-
trajen posel, pri katerem se ni smelo preve&
piti.

V kmecki sredini je bil dober godec prav tako
cenjen kot dober kmet, da je le dobro nalagal
denar in da ga ni zapravljal za pija¢o. Zasluzki
so bili veliki, kar so priznavali vsi, seveda pa

When Mati¢ek Mertelj, born in 1920, an accor-
dion player from Pregarje, started to play, he
could only practise in the evening after work.
He played without music, mainly dancing
tunes he heard on the Italian radio. He still
plays them if asked.

In older reports about folk musicians, for
example in the answers to the Géth question-
naires, one can see that the people recording
the music frequently complained that the villa-
ge bands played out of tune. Irrespective of
differences in taste, probably one of the rea-
sons for this was also that the musicians had
very little time to practise together. Those
musicians certainly did not take much time for
practising. As they started to play, they simply
improvised but with the time spent playing
together the harmony improved. It was only
after a long period of performing together in
public, however, that their playing became
perfect. Very often the groups came together
on an ad hoc basis. Only those that performed
together for a long time became famous and
word spread about their fame. It has been
mentioned that music, that is, playing an instru-
ment was also a good way of earning money.
The musicians as well as their fellow villagers
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
ruin. Of course it was not the playing, but the
adjoining activities like merrymaking and
drinking which many musicians took to if they
were not stable enough.

People who still remember events from before
the Second World War usually say that a num-
ber of musicians were always available, but
for important celebrations people were care-
ful about who to hire as there could be pro-
blems if the musicians got drunk. They were
particularly inconvenient at weddings since
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ne stalni, tako da so bili ravno pravsnji za en-
kratne naloZbe, na primer za nakup vecjh
kmeckih strojev, za kaksno njivo, komad Zivi-
ne. Najved so zasluzili 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-
loZznostih se je kmalu zac¢elo plac¢evati po farif,
tako da godec ni bil odvisen od dobre volje
svatov ali gostov. Tezko bi bilo dognati, kaj se
mu je v bistvu bolj spla¢alo. Nemara bi rado-
darnost gostov $e ve¢ navrgla kot gostilni¢ar-
jev izrac¢un. Tako se ta na¢in pla¢evanja, po ta-
rifi, »drZi« Ze kar dolgo. Na plesih pa so po go-
stilnah navajeni tako, da je godec placan po ta-
rifi (ali po pogodhi), za posebne Zelje gostov
pa mu plac¢ajo $e posebe). Tedaj pride pose-
bej do izraza god¢eva zmoznost improvizira-
nja in dober posluh: gostom je najbolj veg, ¢e
si izmisljujejo vse mogo¢e pesmi, ki jih mora
muzikant takoj zaigrati. Tak naéin igranja prav
gotovo ni nobena znacilnost le nekega doloce-
nega slovenskega obmodja, ampak bl ga zlah-
ka nasli vsepovsod.

Marsikateri sosed je bil godcu nevos¢ljiv za ti-
ste denarje, ki si jih je prisluZil 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 $e »po vsaki ohceti je v facolu
prinesel polno mesa, potice in piskotov, da so
doma dobro jedli $e cel teden. Vsi smo videlj,
kako so dobro jedlil« Tako se $e danes spomi-
nja kmet iz Huj, ki je bil pred drugo vojsko Se
otrok, in so se mu cedile sline, ko je gledal
godd&eve sinove, ki so bili njegovi vrstniki in so-
sedje. Precej$njo naloZbo je godcu pomenil
nakup instrumenta. Vendar pa, sode¢ po
zdaj$njem pripovedovanju, to ni bilo nikoli po-
sebno vprasanje. Instrument je moral biti, ¢etu-
di je zaradi tega odpadel kak$en drug, po
mnenju Zene in otrok, pomembnejsi nakup. Ko
je postala harmonika tako zelo popularna, si je

they could spoil the party. Playing at wed-
dings was hard work and one should not drink
too much.

In rural environments a good musician was as
much appreciated as a good farmer, espe-
cially if he knew how to invest his money and
not spend it on drinks. Everybody agrees that
earnings were good although not regular but
the sums were large enough to buy a farm
machine, a pilece of land or an animal. Musi-
cians playing at weddings were the best paid
as well as those who regularly played dancing
music in pubs on Sundays and on market days.
In those cases the musicians did not depend
on the goodwill of the guests but there were
set prices. It is difficult to say which 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 paying
musicians. At dances in pubs there Is a custom
of paying the musician according to tariff or
contract but guests pay themselves if they
have any special wish. In such cases, the musi-
cian's ability to improvise is shown as the
guests like to suggest all sorts of songs which
the musician has to play for them. This kind of
playing is certainly not a characteristic 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 his
instrument. And there was also the custom that
the musicians' food and drink were 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 were the words of a
farmer from Huje, who was a child before the
Second World War and his mouth would wa-




bilo tezko zamisljati, da bi bil godec brez nje,
¢etudi je igral 8e kaksen 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 privod¢il po ved, in je s
tem postal majhna znamenitost kraja. Trdina je
v svojih dnevniskih zapiskih pohvalno pisal o
raznih dolenjskih izdelovalcih harmonik, ki so
zaradi svojih kvalitetnih izdelkov postali znani
dale¢ naokoli.

Gostilni¢arka iz Spodnje S&avnice je navduse-
no pripovedovala o izu¢enem mlinarju iz njiho-
vega kraja, ki je v¢asih igral pri njih, in ima de-
vet harmonik. Kamorkoli gre, vedno ima s se-
boj vsaj eno. Seveda toliko laZje, ker se vozi z
avtomobilom. »Prav posebna druzba mora biti
zbrana v gostilni, da jim je v8e¢ $e star harmo-
nikar. Pa jih Ze pripravi, da ga poslusajol«

ter when he watched the musician'’s sons, who
were his age, eating the food their father had
brought home. Buying an instrument was a
great investment for the musician. But, judging
by what people tell now, this never presented
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 play another instru-
ment. Musicians usually remember how much
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 villages. In
his diaries Trdina praised various accordion-
makers in Dolenjsko who became famous for
the quality of their instruments.

A pub owner from Spodnja S¢avnica 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 still
makes them listen to him,” she said.




3. Godci in god¢evske skupine

»Spet se pojavljajo v podeZelju godcevske
skupine, ki se deloma zgledujejo po mestnih
»ansamblih«, deloma pa pomenijo nadaljeva-
nje starega godcéevskega izrocila, vendar v
novih okoli§¢inah, z novimi moZnostmi in novi-

mi teznjami po uveljavljanju.«'!

3. Musicians and Groups of Musicians.

"Nowadays in the country groups of musicians
are being formed again, modelled partly after
the town "ansambli”. But on the other hand,
they represent the continuation of the old tra-
dition, yet iIn new circumstances, with new
possibilities and new aspirations for

success."!!

8

\

Tamburitza players of the Youth Union, Idrija, 1913,

Tamburaski zbor mladinske zveze, Idrija, 1913, foto-
SEM photoarchives

arhiv SEM
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Takih skupin je na slovenskem ozemlju kar
precej, vendar nastajajo skladno s potrebami
trzis¢a. Vtis, da jih je tako nenavadno veliko,
daje pravzaprav tudi kratek ¢as njthovega tra-
janja, Skupine se rojevajo in umirajo na zelo
kratke ¢asovne roke. Najvecji davek novemu
¢asu je pravzaprav le njihovo prizadevanje, da
bl uspeli, postali slavni, zasluzili veliko v naj-
krajSem moZnem ¢asu.

Mladi fantje, ki sestavljajo skupino, so zeio red-
ko glasbeno $olani, ¢e Ze so, pa njihova izobra-
zba ne sega ¢ez nekaj let nizje glasbene Sole,
vecina jih je pa Se vedno brez. Not ne poznajo,
in je nac¢in njihovega dela zelo podoben delu
godcev pred sto in vec letl, ¢eprav se ukvarja-
jo (a ne vsi!) s popolnoma drugac¢no glasbeno
tehniko.

V skupini, kjer sta eden ali dva Solana glasbe-
nika, drugi trije pa so nesolani, se morajo po-
$teno 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 primeru najbrz ne kaze ver-
jeti na besedo. Gotovo je vsaj en »plsmen«
glasbenik skupini potreben, ¢e Zelijo iti v&tric z
modernimi komadi. Zaradi upanja oziroma pri-
zadevanja, da bi Ze v najbliZji prihodnosti po-
sneli prvo kaseto za predvajanje na lokalnem
radiu, so prisiljeni na mnogo bolj strogo discl-
plino, kot so je bili vajeni njihovi predhod-
niki,

Zanimivo je, da je precej teh fantov ravno tako
iz god¢evskih druZin. Pogosto sta nekaj let ak-
tivna e oba, oce in sin, vendar na drugac¢nih
prireditvah, ne da bi se bila tekmeca ali da bi
si kako drugace »hodila v zelje«.

»Stari« in »novi« godci imajo razdeljeno obmo-
¢&je delovanja, vsak naj bl imel tudi svojo publi-
ko. Seveda se ¢uti v pripovedovanju »starih«
rahlo obZalovanje, ker trde, da imajo mladi
radi pa¢ druga¢no glasbo, ki ni za njih, na

There are numerous groups like that on Slove-
ne territory, formed according 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 wish to succeed, to beco-
me famous and to earn a lot of money In the
shortest possible period of time.

Young men who usually form a group seldom
have a musical education and if they have
some, 1t Is no more than a few years of elemen-
tary music school. They cannot play printed
music and their way of playing is very similar
to that of muscians of a hundred and more
years ago. However, most of them (not all!) use
completely different techniques.

Groups consisting of one or two musicians with
some musical education and three without i,
have to work hard to produce good music.
They say that musical education plays no role
In appreciating each other as fellow musi-
cians. This seems to be rather unlikely and
most certainly at least one educated musician
1s necessary in the group if they want to follow
the modern trends in music. As many groups.
today hope to record their first cassette to be
broadcast on the local radio, they are forced
into greater discipline than their 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
musicians but play at different 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 felt
in the words of the "old" ones when they say
that the young people like a different kind of
music which is not suitable for them. But in fact
they refrain from playing because of their age.
When talking to people during research it is
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splosdno pa se odpovedujejo igranju na ra¢un
svoje starosti in podobno. Po razgovoru na te-
renu se da izlusciti, da so starsi ve¢inoma po-
nosni na fante, ki igrajo na Zegnanjih, na plesih
in Zenitovanjih, ¢etudi drugaéno in novo glas-
bo.

Pred dobrimi dvajsetimi leti so »izbruhnili« na
slovenskih tleh dZuboksi, ki so grozili, da se bo
z njithovo uporabo pocasi pozabilo na ljudsko
godc¢evstvo. Vendar se kaj takega ni zgodilo,
po dolo¢enem 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-
pri¢akovan, a tudi obdobje lajn v gostilnah je
razmeroma hitro ponehalo.

Tako kot lajne, so bili tudi dZuboksi pomem-
ben glasbeni vir, kjer so se napajali godci, ki
so Se igrali za ples na ohcetih ali ob redkih pri-
loZnostih, ko so sl jih poslusalci e zazZeleli. Me-
lodije, ki so jih vrteli po dZuboksih, so postale
tako domace, da so si jih navadno Zeleli slisati
poslusalci tudi od »Zive muzike«. Godcli, ki so
jim Zeleli ustredi, so bili primorani igrati iste ali
vsaj podobne komade.

Po Prlekiji so §e vedno navajeni, da jim za oh-
cet »po ta staremc igrajo skupine godcev, kjer
ni elektri¢nih kitar in podobnih modernih in-
strumentov. Predvsem pa so navajeni, da jim
glavni godec vodi zabavo, zbija Sale. Ohceti so
navadno na kmec¢kih domovih, kjer imajo
lastniki prijavljen tim. kmed¢ki turizem, v resaici
pa so to gostilne, ki imajo goste le ob sobotah
in nedeljah. Vendar se je ta ¢udni administra-
tivni izraz na tem obmocju prijel, tako da ga
pogosto sliSimo v povezavi s kmecko godbo in
godci.

Starej$e skupine godcev so bile, ali so e, vedi-
na anonimne in so jih poznali po imenih glavne-
ga v skupini, ali po kraju, odkoder je bila vedi-
na. Za mlaj8e pa so znacilna zvenec¢a imena,
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possible to infer that the parents are usually
proud 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 still 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 1s often used in connection with folk
music and folk musicians.

Groups consisting of older musicians used to
be and mostly still 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 Ze vnaprej vzbudila zanimanje poslusal-
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 ve¢ vezano le na do-
maci kraj, ampak predvsem na sluzbeno me-
sto. Lokalno slavo, ki je zelo pomembna za do-
lo¢anje cene za nastop, si pridobijo z nastopa-
njem po plesih v gostilnah, na Zegnanjih, gasil-
skih veselicah in na podobnih prireditvah.

Po besedah gostilni¢arja iz Klju¢arovcev pri
Ljutomeru, kjer so zamenjali Ze veliko skupin,
so ti fantje mnogo bolj disciplinirani in bolj pro-
fesionalni od starih godcev. Pijejo manj in se
tudi bolj drzijo dogovorov. Pla¢ajo jih po ceni-
ku, sicer pa dobijo Se posebej od gostov, ¢e
jim igrajo po posebnih naro¢ilih.

V to gostilno hodi ¢ez teden harmonikar iz
vasi, ki zaigra, ¢e ga le kdo zaprosi. Ne igra
ve¢ za denar, ampak za veselje in za pijaco.
Dober in slab glas se je o godcih v¢&asih hitro
raz8iril, kakor se $e danes. Naj je bil godec 3e
tako dober, pa se ga je zraven prevec nacedil,
je prav kmalu zgubil naro¢ila. Cetudi je bil
¢lan vaskega ob¢estva, je bil njegov ugled po-
doben ugledu potujo¢ega godca — beraca ali
odsluZenega vojaka. Preostalo mu je igranje
ob obhodu pustnih $em in za podobne dneve,
ko za svoje igranje pravzaprav ni dobil placila,
ampak le darove ali milos¢&ino.

V Brkinih imajo $e dandanes (ali pa spet dan-
danes!) ¢ez poletje nenavadno veliko plesov,
ki jih prirejajo domaci fantje ob »shodihg, Zeg-
nanjih v vasi. Tak shod ima vsaka vas, ¢e le
Ima svojega patrona s cerkvijo ali kapelico.
Vec¢dnevna veselja¢enja gotovo niso pogodu
cerkvi, vendar boZji in posvetni praznik Zivita
skupaj. Od prvega shoda v maju (v Zaredici)
do zadnjega na Martinovo (v Sabonjah) &astijo

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 similar
events they become locally famous, which is
very important in establishing the price of
their performance.

According to the pub owner of Klju¢arovci
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 ill reputation about musicians spread very
fast from village 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 village 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.

45




Pros¢enje v Zahomcu v Zijski dolini, 1951, foto:
Jernej Sustersi¢

domace svetnike vsak teden. Shod pa ni samo
v nedeljo. Takrat je glavni del, plesi z glasbo
pa morajo biti Ze v petek, soboto in $e 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 god¢evskih sku-
pin, za vsak dan posebej, za nedeljo pa celo
dve, ker so imeli opoldanski in veéerni 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 zvecer je bil glavni
adut Slak s pevci, v ponedeljek pa ansambel
Bonton.
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Church fair at Zahomec 1n the Zilja Valley 1951, photo
by J. Sustersi¢

Merrymaking which may last for several days
1s not welcomed by the church, yet ecclesias-
tic as well as secular celebrations have to go
together. From the first church fair in the area
that takes place in Zarec¢ica in May until the
last one on St Martin's day in Sabonje, local
saints are worshipped every week. Church
fairs are not only held 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 hiring 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




Razen Slakov so ostali fantje znani le na oZjem
obmo¢ju Brkinov, kadar pa govorijo o njih, jih
vecinoma ne poznajo po zvene¢em imenu, am-
pak po krajevni pripadnosti, npr.: Aha, ti-le so
iz Podgorja! Jel$an! iz Huj, in podobno.

Z organizacijo glasbenih prireditev te vrste se
ukvarjajo poklicni managerji, ki urejajo rezer-
vacije za posamezne termine, obenem pa tudi
placilne pogoje. Zdi se, da so starejsi godci, ki
jih Se premore vas in ki bi ustrezali oznaki
»ljudski godci«, nekako odrinjeni od praznova-
nja shoda. Vendar kaZe, da je njihova poveza-
va z glasbo In s §ego Se tolik$na, da si tega ne
pustijo vzeti kar tako.

Ob prazni¢nih dneh, ko so se mladi pripravljali
na ples in je praznik potekal po ustaljenem ur-
niku in navadah, se je po Pregarijih sprehajalo
In pozneje ustavilo pri balinis¢u s toc¢ilnico naj-
man] pet godcev, ki so se tja napotili s svojimi
instrumenti (dve harmoniki, klarinet, trobenta
in boben). Trije so bili iz bliznjih vasi, dva pa
domaca.

Njihova godba je trajala prav tako dolgo ali pa
Se dlje kot najeta, kjer so plesali.

Ni¢ ne kaZe, da bi god¢evstvo na podezelju
zamrlo. Seg, ki jih spremlja glasba, ne zmanj-
kuje, in ¢e danes ne igrajo ve¢ po steljaraji ali
gnojvozi, potrebujejo godca na plesu za osmi
marec (kaj ga bo nadomestilo?), na upokojen-
skih izletih, bor&evskih sre¢anjih ali v avtobu-
sih romarjev, ki se vozijo na svete kraje. God-
¢evstvo nikoli ni bilo domena premoznejsih
kmeckih sinov in je pomenilo skoraj tragedijo
za bogato kmetijo, ¢e se je nanjo priZenil kdo,
ki se je ukvarjal 8e z glasbo. Veckrat pa je bilo
godéevstvo dodatni vir zasluzka ali pa sploh
Vir za prezivetje.

Fantje, ki se danes zdruZujejo v kratkotrajne
god¢&evske skupine, dajejo svojim skupinam
zelo razli¢na imena. To vec¢inoma s stilom igra-
nja nima dosti zvez, kar se pokaze 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 again 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 Jelsane, 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 seem that the
older village musicians, who could still 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 little 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 manure
was brought to the fields while today they play
at the dance on Women's Day, 8" 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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Bratje in sestre Tomsi¢ iz Cerknice so igrali po
gostilnah in kavarnah, 1937, fotoarhiv SEM

The Tomsi¢ brothers and sisters from Cerknica
played in pubs and cafés, 1937, SEM photoarchices



loznosti, ko so odvisni od poslusalstva. Ne gle-
de na zvenece zahodno ime bodo zagodli po
domace, ¢e bo od tega odvisno plaéilo.

K popularnosti teh skupin prispevajo vse tiste
$ege, pri katerih sodelujejo, pa tudi radio in te-
levizijske postaje, Se posebno lokalne radijske
postaje. Vprasanje je, kaj ima vecji vpliv, ali ti-
sta glasba, ki jo vrtijo no¢ in dan na radiu ali
ona, ki se je u¢ijo v razli¢nih drustvenih orke-
strih in skupinah. Se pred drugo vojsko so ime-
li pomemben vpliv na sploden glasbeni okus
pihalni orkestri, $tevilni predvsem v rudarskih
krajih.

Zanimiva je seveda uporaba glasbil. Ker je po-
stala harmonika tako zelo popularna, se ji je
med ljudmi Ze zabrisal pojem o starosti in jo
imajo vecinoma za starejso kot je. KaZe pa, da
je $e dovolj mlada, da bo $e dolgo Zivela.

Tezje najdemo godce, ki so jim domaca $e sta-
rejsa glasbila. Ansamblom in solistom, ki se lo-
tevajo igranju na njih, je namen igranja druga-
¢en kot godcu, ki si zadega harmoniko na ra-
mena in gre neznanemu poslusalcu naproti.

A takih je $e dovolj, tako da jih pri Stevilnih
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 additional 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 tell 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 1s more influenced by the music played
on the radio round the clock or by the music
played by orchestras and groups belonging to
cultural associations. 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 into
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 still quite a num-
ber of that kind of musician and they are usu-

ally found in accordion players competitions.
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Igor Cvetko

OTROSKA GLASBILA IN ZVOCNE IGRA-
CE KOT DEL GLASBENE (ZVOCNE) TRA-
DICIJE OTROK NA SLOVENSKEM

1. Nekaj o otroski tradiciji nasploh, posebej
$e o instrumentalni

Pomembnost otroskih izdelkov in otroske
ustvarjalnosti so raziskovalcl v preteklosti na-
vadno sodili in vrednotili po kriterijih, ki veljajo
v svetu odraslih. Najveckrat so jih imeli za na-
lven, preprost in nedokon¢an proizvod sveta
odraslih, njihovih posebnosti in znacilnosti pa
niso znali razloZiti. Metodologija, s katero so se
etnologi lotevall podroc¢ja folkore odraslih, se
navadno pri prou¢evanju »folklore otrok« ni
obnesla. Redkokdaj so namrec v svoje raziska-
ve vklju¢evali etnologiji mejna podroc¢ja — mu-
zikologijo, lingvistiko, psihologijo, sociologijo
1pd. — skoraj nikoli pa niso upostevali svoje-
vrstnosti in zakonitosti otro$kega izraza. Prezrli
so tudi dve nadvse pomembni posebnosti otro-
$ke psihe: njeno para-logi¢nost, ki izvira iz ma-
gi¢nega in miti¢nega v otrokovi zavesti' in
dejstvo, da (predvsem) v stanju igre otroci Zi-
vijo v druga¢nem koordinatnem sistemu
od tistega, ki »ureja« svet odraslih.2 Tako mar-
sikaj, za kar si odrasli prizadevajo in skozi
obredja ohranjajo, otroci Zive, svet, ki ga
odrasli poskusajo z rituali urejati (in si ga s tem
podrediti) pa imajo otroci Ze urejen v sebi.

Ce zdaj te zakonitosti pri ocenjevanju otrodke
folklore upostevamo in vklju¢imo v nasa raz-
misljanja, vidimo, da:

— prevzemanje in presajanje sveta odras-
lih v otrosko izro¢ilo ni zgolj ludiranje in mime-

Igor Cvetko

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

1. 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 adults. They mainly consi-
dered them naive, simple and unifinished de-
vices of the world of adults whereas they
could not explain their particularities and
characteristics. The methodology by means of
which ethnologists tackled the field of adult
folklore, usually could not be applied to
"children’s folklore". It rarely included any
border sciences of ethnology such as musico-
Moreover, ethnologists hardly took Into
account the singularity 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.




Otroski pustni sprevod v Kostanjevici ob Krki, 1957,
foto Valens Vodusek, fotoarhiv GNI

sis, temve¢ v otroskem syetu najveckrat nor-
malno stanje stvari, in da ge

— stvari v otroSkem svety v glaynem ne doga-
jajo v krajevni in ¢asovnij odvisnosti, temve¢ tu
in zdaj vedno so, pogojene objektivno in su-
bjektivno, po pomenu in namenu pa so »takex,
lahko pa tudi malo »druga&ne«, odvisno pac¢
od trenutnega razpoloZenja otrok(a), njegove-
ga mentalnega stanja in njegove (neposredne)
okolice. Razlaganje dejstey, dolotanje para-
metrov, upostevanje funkcij, (de)kodiranje
simbolov, ipd. v otroski folklori nikoll niso eno-
znac¢na dejanja.
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Children's carnival procession in Kostanjevica-on-
Krka, 1957, photo by Valens Vodusek, GNI photo-
archives

In our attempt to consider these laws and in-
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 explanation of facts,




Poglejmo zdaj bliZze inStrumentalno glasbeno
(zvoc¢no) tradicijo otrok, ki predstavlja pomem-
ben del otroske folklore. Trditev, da so
otroska glasbila (zvoéila) in zvo¢ne igrace le
»poenostavljeni ali pomanj$ani Ze znani In usta-
lieni in$trumenti, najveckrat pihala in tolkala«,?
ob Ze povedanem ne zdrzi. Tako kot ljudsko
kulturo v celoti, bi morali (tudi) otro$ko glas-
beno izrocilo, konkretno otroska glasbila (zvo-
¢ila) in zvocéne igrace, raziskovati v njthovem
okolju in funkciji.* Opazovati bi jih bilo potreb-
no v Zivljenju, katerega del so in jih tako obrav-
navati celostno, v konkretnem c¢asu in pro-
storu.

definition of parameters, consideration of
functions, the en- or decoding of symbols etc.
are never one-sided actions in children's
folklore.

Let us now consider more closely the instru-
mental musical (sound) tradition of children,
which represents an important part of chil-
dren's folklore. The claim that children's
instruments (or sound producing devices) and
musical toys are only »simplified or diminish-
ed well-established instruments, mainly wind
and percussion instruments"? does not hold
after what has been sald before. Like popular
culture as a whole, children's musical tradition
and children's instruments and musical toys
should be examined In their own environment
and function® They should be observed as
part of life and dealt with holistically, in real
time and space.

Adlesic¢ki »zeleni Jurij, 1909, foto Juro Adlesi¢, foto-
arhiv GNI

Celebration of “zeleni Jurij” at Adlesiéi, 1909, photo
by Juro Adlesi¢, GNI photoarchives
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Naravno okolje, v katerem otroska glasbila
(zvocila) in zvo¢ne igra¢e najdemo, je ali sku-
pina otrok, skupaj z odraslim(i) ali brez njega
(njih), veckrat pa tudi en otrok sam. Nastete
kombinacije ustvarjajo mrezo (vrsto) odnosov,
ki se spleta(jo) med njimi. Psihologi imajo- Ze
dalj ¢asa enotno mnenje, da je igra — vsaka
dejavnost, ki je porojena iz veselja do te
dejavnosti, v delnem nasprotju z namensko do-
lo¢enim delom’ - najbolj naravna aktivnost
otrok(a), njegova bioloska potreba. Kot sponta-
na, nezavedna dejavnost otrok (mladi¢ev
sploh), je imanentna tako reko¢ vsemu otroko-
vemu pocetju. Vrsta (tip) igre, najsirse vzeto, ki
sl jo otrocl v ¢asu in prostoru ob priloznosti
izberejo, je odvisna od vrste faktorjev, ki jih
pogojuje okolje in Stevilnl notranji in zunanji
dejavniki, ki ga sestavljajo. Ti se v ¢asu spre-
minjajo, skupaj z njimi pa se aktivno spreminja
tudi tip in nacin igre.

Rezijanski otroci z velikonoéno ragljo (kérkilica) in
klepetdlom (k'a¢avc), Korito, 1963, fotoarhiv GNI

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 combinations create a net-
work of relationships arising between them. For
some time, psychologists have been of the
opinion that play (i.e. any activity emerging
from the enjoyment of it, partly in contrast with
the purposefully determined component)$
represents the most natural activity of a child or
children and its/their biological need. As a
spontaneous, subconscious activity of children
(or any young in general) is inherent in their
lives. The kind (type) of play is, speaking
broadly, taken up by children at a certain
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 of play.

Resian children with Easter rattle (korkilica) and
wind-rattle (k'd¢avc), Korito, 1963, GNI photoarchi-
ves




V nasem razmidljanju bi se preve¢ odda-
I od zastavljene teme, ¢e bi se zaustavili ob
vprasanju vloge zvoka in ve¢krat poudarjene-
ga pomena ritma, melodije in besed v otrokovi
1gr1. Tudi zvok namre¢ otroka privede v po-
sebno stanje zavesti v prostoru med »myself«
In »not-self«, v katerem (s)te¢e in se vzdrzuje
proces spontane(ga) igre (igranja).® Za ilustra-
cljo vzemimo primera, kako otrok v igro vklju-
¢uje inStrumentalni zvok in glasbila (zvodila),
kar nam lahko pomaga vsaj delno osvetliti
kompleksnost pojma igre kot temeljnega no-
silca otroske tradicije.

Ce drzi, da je (tudi) igra naéin komuniciranja z
okoljem, vidimo, da komunikacija lahko tece
navzven (kot dialog) ali navznoter (kot mono-
log). Zvok lahko pri tem igra pomembno vlogo.
Poglejmo najprej nekaj primerov tipi¢nega
otroskega »zvo¢nega dialoga« z okoljem!

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 should look at two examples showing how
children include instrumental sound and musi-
cal instruments in their play, which can help
us, at least partly, 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 iz Podkorna, foto Sre¢ko Kolar

"Pehtra baba" from Podkoren, photo by Srec¢ko
Kolar
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DraZenje Pehtre babe v Podkornu na Gorenj-
skem, v $eqi, v kateri so otroci to znanilko zime
preganjali po vasi s kravjimi zvonci,’ ali klica-
nje $oje z »orglicami« (&ivinkom) 1z lesa In tra-
ve,’ sta primera takega dialoga, vzeta prav do-
besedno. Podobno funkcijo je imel zvok tudi v
Gorici vasi, ko so otroci véasih »podili vouka«
in pri tem vrteli nad glavo ravnila privezana
na vrvice (=brnivke).” Grozed&i zvok brnivke, ki,
je pri tem nastajal, je nedvomno ustvaril pri-
merno ozra¢je, v katerem je igra lazje
(s)tekla.?

Dec¢ek s koruznimi goslicami, fotoarhiv GNI

56

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
village with cow-bells.” Another custom is the
calling of the jay with a little mouth organ (&iv-
ink) made from wood and grass.? Both are lite-
ral examples of the dialogue mentioned
above. Sound had a similar function in Gori¢a
vas where children used to “chase a wolf",
turning round rulers (brnivke) which were
tied to pieces of string, above their heads.” The
terrifiying sound emerging from this "instru-
ment” undoubtedly created a suitable atmo-
sphere necessary for the start and conti-
nuation of the play.?

Boy with maize fiddle, GNI photoarchives




Drugac¢no vlogo je imel zvok, kadar so si npr.
pastirji na pasi iz koruznega stebelca izdelali
»goslice« in z njimi potem »cvilili«, kot so temu
pravili.'® Pri takem muziciranju so zvok dozi-
vljali znotraj sebe, v posebnem psihi¢nem sta-
nju, odmaknjeni od realnosti zunaj njih. Se na-
zornejsi primer takega »zvo¢nega monologa«
je tiho brenkanje na vrsto gumijastih strunic,
napetih preko prazne vZigali¢éne Skatlice ali
prek kosc¢ka lesa.!' Ko si otrok s tem glasbi-
lom prekrije uho, ga zvok v celoti prestavi iz
realnosti v svet osebnega doZivljanja sebe In

svoje okolice. Zunanjih motenj ni ve¢, otrok
neposredno prisluhne svoji notranjosti.'?
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Skupina otrok z velikono¢nimi ragljami, fotoarhiv
GNI

Sound had another role when, for example,
shepherds in the meadow made a “fiddle"
from a maize stalk and “squealed” as they
called it.'® Such music making 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 gentle
plucking of numerous rubber strings strung
over an empty match-box or a piece of wood.!"
When the child covers his/her ear with this
kind of instrument, the sound transfers him
entirely from reality into the world of personal
experience of himself and his environment.
Any external disturbances have disappeared
and the child can give its immediate attention
to its inner self.!2

Group of children with Easter rattles, GNI photo-
archives
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Se tretjo mozZnost je potrebno omeniti: tisto, pri
kateri otroci z zvokom le »vzdrZujejo« igralni
prostor igre. V Medani na Primorskem so se
otroci $e pred ¢asom igrali »Slepo muho. Sle-
pi muhi, nekomu izmed njih, so zavezali ol in
jo nekajkrat zavrteli okrog, ostali pa so pri¢eli
tol¢i na kamne, ki so jih drzali v rokah. Slepa
muha je morala po zvoku prepoznati izvajalca
in se ga dotakniti. Ta je potem postal Slepa
mubha, igra pa se je nadaljevala.'? V Sol¢avi so
se §li v¢asih otroci na podoben nacin »Zabe
drazit«. Dva igralca sta si zavezala o¢i, eden iz-
med njiju je »po Zabje regljalg, to je: drgnil
med seboj treski z narezanimi »zobmi«, drugi
pa ga je lovil po zvoku.'* Zvok je ostajal torej
znotraj (psihi¢nega) prostora, v katerem se
je odvijala igra. Tudi enakomerno tol¢enje z
nozi¢kom po lubju med majenjem pisc¢ali vzpo-
stavlja svojevrsten odnos med izdelovalcem
pis¢alke in (8e neizgotovljenim) glasbilom.
Ustvarja se »magi¢no« igralno polje. Da bi se
lubje lazje snelo, si otroci marsikje Se danes
pomagajo s posebnimi ¢arnimi izreki, na Do-
lenjskem npr.: »Majl se, majl ZviZgicag,'® da pa
se sosedu to ne bi posrecilo, otroci izgovarjajo
urok: »Cuper baba, cuper moZ, da ne bogl«.'6
V¢asih so si, na Koroskem, naprimer, zraven
celo peli (?) pesmico: »Maj, maj, maj majnika, /
v Tuzah Kopajnika, / da bi se majiva, / prov
I'pu pevac.!’?

Kot kaZe, ostaja igra (po definiciji: neproduk-
tivna, prostovoljna, ¢asovno in prostorsko po-
gojena, pa vendar (naprej) nepredvidljiva in
nedolotljiva dejavnost, ki se odvija v poseb-
nem stanju zavesti)'® ob nekaterih dodatnih vz-
porednih dejavnikih, slej ko prej glavna vzdr-
Zevalka, poganjalka in oblikovalka otroske tra-
dicije.

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
round several times while the other children
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."? In Soléava children
used to play a similar game which was called
"Teasing Frogs". Two players were blindfol-
ded, one of them croaked like a frog, ie.
rubbed two splinters with carved teeth against
one another whereas the second player tried
to catch him/her by following the sound.' The
sound thus remained inside the (mental)
area where the game was taking place. The
steady beating with a panknife against the
bark when making 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, children
still use special sayings, such as in the Dolenj-
sko region: "Maiji se, maji 2viZzgica".!s In order
to impair the neighbour's attempt of the same
job, they chant the following spell: “"Cupr baba,
cupr moZ, da ne bos$lk'® In former times
Carinthians used to sing (?) this song: "Maj, maj,
maj majnika, /v Tuzah Kopajnika, / da bi se
majiva, / prov I'pu peva".!?

It appears that playing (defined as unproduc-
tive, voluntary, temporally and spatially condi-
tioned, but an unpredictable and indetermi-
nable activity) takes place in a special state of
mind,'® is accompanied by additional parallel
factors and remains the chief maintaining,
driving and creating force of children's tradi-
tion.
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Nekaj znad&ilnih tradicionalnih otroskih glasbil na Characteristic traditional children's instruments in
Slovenskem, risba: Franc Feldin Slovenia, drawing by Franc Feldin
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Nekaj znacilnih tradicionalnih otroskih glasbil na Characternistic traditional children's instruments in
Slovenskem, nisba: Franc Feldin Slovenia. drawina by Franc Feldin
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Nekaj znatilnih tragdicionalnih otrogkih glasbil na Characteristic traditional children's instruments in ;

Slovenskem, nisba: Franc Feldin Slovenia, drawing by Franc Feldin
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Nekaj zna&ilnih tradicionalnih otroskih glasbil na
Slovenskem, risba: Franc Feldin
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Characteristic traditional children's instruments In
Slovenia, drawing by Franc Feldin



2. Kak$na in katera glasbila (zvotila) sploh
imenujemo otroska glasbila (zvo¢ila) in
zvoc&ne igrace?

Po sprejetem in danes splo$no uveljavljenem
mnenju velja za »glasbilo vsak predmet, iz ka-
terega hote zvabljamo zvoke, ki nam pomeni-
jo glasbo« (Stockmann, 1961). Ce to pravilo za
potrebe etnomuzikologije razsirimo, ugotovi-
mo, da »ljudsko glasbilo lahko postane vsako
glasbilo, ¢e igrajo nanj ljudski godci melodije
iz ljudskega izrocila ob priloZnostih, ki sodijo
v njegov okvir, in pa predmeti, ki jim ljudska
raba daje veljavo glasbila«.'? Ce v zametku Ze
Stockmannova definicija glasbila (bolje; zvoci-
la, saj spadajo sem npr. tudi otroske zvocne
igrace, bi¢ o pustu pa zvonci, raglje in klopot-
ci) vklju¢uje ob ergologiji tudi njegovo
(upo)rabo, obravnava ga torej v funkciji(!),
druga direktno izpostavi Sirsi etnoloski okvir, v
katerem se glasbilo (zvocilo) pojavi: godca,
njegov repertoar, priloZnost, za katero si izbe-
re primerno glasbilo, indirektno pa celo nacin
igranja in publiko, celotno glasbeno okolje.
Siroko zastavljena definicija sicer dovolj dobro
dolo¢i pojem ljudskega glasbila, pa vendar ne
da uporabnih rezultatov pri opredeljevanju
pojma otrosko glasbilo in zvo¢na igraca. Po-
skusajmo na podlagi nasih prej$njih sklepanj
zato nekaj folklornih pojmov zamenjati z
ustreznimi iz otroske psihologije. PriloZnost, ki
sodi v njegov (=otrokov) okvir, bi lahko nado-
mestili z otrogko igro, 'ljudska raba’ pa se rav-
no tako nanas$a nanjo. Vsebinska doloditev
pojma se tako spet skr¢i na kratko Stockman-
novo definicijo o glasbiluy, ki se »prevedena« v
dosedanje razmisljanje lahko glasi:

Otrosko glasbilo (zvoéilo) ali zvo¢na igraca je
lahko vsak predmet, ki ga otrok uporablja pri
igri, tako da s pomocjo njega »dela« muziko
(zvok)«.

2. Which and what kind of music instruments
(sound producing devices) are called chil-
dren’s instruments (sound producing devi-
‘ces) and musical toys?

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 established that. “any
musical instrument can become a folk instru-
ment if melodies 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”,"? If
even Stockmann's definition of instruments (or
rather, sound producing devices including
children's musical toys, such as the carnival
whip, bells, rattles 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 a suitable instrument must be
chosen, and, indirectly, the manner of playing,
the audience; in short, the entire musical envi-
ronment.

The notion of folk instrument has been 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 former conclusions,
exchange a few folkloristic notions 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 otrogka glasbila (zvoéila) in zvo¢ne igra-
&e, lahko tako uvrstimo vse, s ¢imer otroci mu-

zicirajo, »delajo godbok, zvok, se oglasajo: vse,’

na kar piskajo, trobijo, vse, s ¢imer ropotajo,
drdrajo, drsajo po podlagi, na kar brenkajo,
godejo, tol¢ejo itd. Iz definicije ni izpus¢ena
raba instrumenta, vklju¢uje torej tudi njegovo
funkcijo.

Preglejmo zdaj, kako se nam iz zgodovinske
perspektive kaZejo otroska glasbila (zvodila)
in zvo¢ne igrac¢e in kaj lahko zaklju¢imo na
podlagi teh ugotovitev.

Videti je, da se v vsej ¢lovekovi zgodovini, od
prazgodovine do danes, otrokov doZivljajski in
1zrazni svet ni bistveno spreminjal. Izkopani
ostanki glasbil (zvocil) iz otroskih grobov pri
nas in po svetu izpred dveh, treh tiso¢ let, so
namre¢ presenetljivo podobni otroskim zvoc-
nim igra¢am, s kakrsnimi se $e danes igrajo
otroci po vseh zemljepisnih $irinah in dolZinah
ali so se vsaj do nedavnega igrali. Tudi izkopa-
ne glinaste (otro$ke?) ropotuljice iz obdobja
eneolitika s kolis¢ ljubljanskega barja ali ar-
heoloskih najdis¢ po Sloveniji: najdeni deli ro-
potuljic iz naravnih snovi, lesene, ko$¢ene in
glinene pisc¢alke, drdrala, najdeni kovinski
kragulj¢ki in ostanki tolkal (bobenckov) vseh
vrst, so bili nekdaj prav mogoce (tudi) otroske
zvocne igrace, ¢eprav se tovrstna zvocila v
svojem ¢asu v svetu odraslih nedvomno lahko
imela (tudi) magi¢no funkcijo.

Oblika teh glasbil (zvocil) se bistveno ni spre-
menila, celo po tipih jih zlahka prepoznamo.
Stevilne risbe, slike in druge likovne upodobi-
tve od paleolitika do iznajdbe fotografije nam
kaZejo celo, ob kaksnih priloznostih in kako so
ljudje (tudi otroci) ta glasbila (zvocila) upora-
bljali.

reduced to Stockmann's brief definition of the
instrument. According to our line of thought,
the definition of the said notion runs as follows:
“A children's instrument (sound producing
device) or musical toy can be any object that
a child uses at play in order to make sounds
(music)”. So: anything that children use for
making music (sound) or even niaking them-
selves heard can be considered 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 their 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 jingles and the
remains of all kinds of drums in Slovenia were
once (also) children's musical toys although
such sound producing devices undoubtedly
had, at their time, (also) a magic function in the
adult world.




Lon¢ene pis¢alke in 2vrgolci z Dolenjskega in Clay flutes and whistles from Dolenjsko and Stajer-
Stajerskega, fotoarhiv GNI sko, GNI photoarchives -
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Omejimo se na otrokov zvoéni svet, kot nam ga
kaze zgodovina. Casovne komponente, ki bl
bistveno vplivala na otrosko 1zro¢ilo, kot nam
dokazujejo ti dokumenti, ni. In prav ocitno tudi
bistvenih (veg&jih) razlik v »vsebini« (funkcij)
otroskih glasbil (zvocil) in zvo¢nih igra¢ po
geografsko razli¢nih koncih ni zaslediti. S tem
odpade $e prostorska komponenta tovrstne
tradiclje. Instrumentalna tradicija otrok se je
pa¢ spreminjala (se prilagajala) skupaj z os-
novnimi spremembami Zivljenja in okolja, kar
pa je, kot kaze, vplivalo bolj na njeno obliko
kot na vsebino.?? Kot da bi se otrokova aktiv-
nost in kreativnost v igri odvijala na arhetip-
skem nivoju, kot da bi v njegovi podzavestni
aktivnosti gledali mo¢ (in univerzalnost) arhe-
tipskih simbolov!?!

Pomemben mejnik v razvoju in razumevanju
evropske otroske glasbene (zvo¢ne) tradicije
predstavlja 18. stoletje, ¢as, ki ga znacilno obli-
kuje nov pristop do glasbene pedagogike, in
ko se je obtudovanje preprostega zvoka iz
otroske instrumentalne (zvo¢ne) zakladnice in
njegovih izraznih moznosti, prvi¢ odkrito pri-
kradlo celo v klasi¢no glasbeno tradicijo. V
Berchtesgadnu pri Salzburgu je tedaj namrec¢
delovala vrsta malih komornih skupin in ko-
mornih orkestrov, ki so z velikim uspehom iz-
vajale t1. otroske simfonije (toy symphonies),
ki sta jth med drugimi komponirala (tudi) Leo-
pold Mozart in Michael Haydn. Obliko, klasic¢-
no sicer dolo¢enih skladb, so skladatelji
priredili otroski publiki, zvo¢nost obi¢ajne ko-
morne zasedbe pa so obogatili z vklju¢eva-
njem vrste »tipi¢nih« otrogkih glasbil (zvocil) v
instrumentacijo: kukavic, prepelic, malih pi-
$¢alk, malih lesenih in kovinskih trobent, ra-
gelj, ropotuljic, bobenckov, ipd.2?

Zanimiva umetni$ka inovacija ni ostala brez ta-
kojSnjega in precej$njega komercialnega od-
meva: Sirom po Evropi so zaceli serijsko (obrt-
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The form of these instruments (sound produc-
ing devices) has basically not changed, they
can be easlly recognized according to type.
Numerous drawings, pictures and other arti-
stic presentations from the paleolithic period
to the invention of photography show on what
occasions and how the people then (including
children) used such musical instruments (or
sound producing devices).

Let us restrict ourselves to the child's world of
sound as we know it from history. The time "
component, which would essentially influence
children's tradition and which is evident from
these documents, does not exist. Moreover, no
basic differences in the "content” (function) of
children's nstruments (or sound producing
devices) and musical toys can be traced in
geographically different areas. Thus the
space component of this kind of tradition can
also be eliminated. The instrumental tradition
of children changed (adapted itself) together
with the basic changes of life and environment,
which apparently influenced its form rather
than content?® As if the child's activity and
creativity at play developed on an archetypal
level, or as if we could see the power (and
universality) of archetypal slmbols in its (ie.
the child's) subconscious activity!?!

A famous land-mark in the development and
comprehension of children's musical (sound)
tradition is represented by the 18" century, a
period which is significantly marked by a new
approach to musical pedagogics, and at a time
when admiration for the simple 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 in Berchtesgaden near
Salzburg. They successfully interpreted the




no) izdelovati otro$ka glasbila (zvocila) ter
zvo¢ne igra¢ke?* Trg, predvsem po mestih,
zanje ni bil gluh.

Z industrijsko revolucijo v 19. stoletju se za¢ne
masovna (industrijska) produkcija glasbil
(zvoeil) in zvoénih igra¢. Pomanj$anim (in poe-
nostavljenim) klasi¢nim instrumentom (klavir¢-
kom, harfam, godalom, kitaram, flavtam, tro-
bentam, rogovom) se priklju¢ijo razni zvoncki,
kragulj¢ki, citrice, ustne harmonike (orglice)
in drumlice pa enostavna zvocila, npr. Zabice,
pti¢ji klici, vrtivke ali §e drdrala, pihavke, kri-
¢ala itn. Poseben razvoj so doziveli (in $e dozi-
vljajo) glasbeni avtomati, od mehani¢nih pojo-
¢ih skrinjic, prek vgrajevanja Edisonovega
cilindra (izum iz leta 1877) v igracke, malih
plasti¢nih gramofonskih plo§¢ v otrogkih pun-
¢kah do sodobnih elektronskih zvoéilc, ki jih v
tovarnah igra¢ danes vstavljajo v igracke ali
ponujajo kot samostojna glasbila (zvocila).

so-called toy symphonies, which were (also)
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.?? 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. 22 Consumers could mainly be
found in towns.

With the industrial revolution in the 19"
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 visible 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).




3. Kdaj in zakaj otroku instrumentalni zvok,
kakSen zvok in zakaj ter kaksno glasbilo
(zvocilo) in katero?

Omenili smo Ze, da vsaka stvar, ki jo otrok upo-
rablja kot igracko, v njegovih rokah to tudi pesta-
ne. Poleno tako lahko v igri postane avto, stara
cunja ali nekoliko preurejena blazinica pa
puncka ali medvedek, objekt in subjekt otro-
kovega intimnega sveta. Ze relativno zgodaj v
razvoju ti. senzorno-motori¢nega stadija je
otrok sposoben predmete tudi koordinirano
prije(ma)ti, ne samo (z)grabiti z rokami. To
pomeni obvladovati proces ti »kineticne
melodije«*, niza povezanih gibov brez kr¢evi-
tosti in° lomljenja. Pravimo, da jih je v
¢asu in prostoru otrok sposoben tudi Ze za-
vestno nadzirati. Slu¢ajnostne gibe tedaj za-
menjajo hoteni, otrokova gibna aktivnost posta-
ne stvar njegove volje, Zeljd, potreb. Pri¢ne se
proces individualizacije, organiziranja izku-
$enj na vi§jem nivoju.

Kako otrok gradi svoj glasbeni ali zvoé¢ni (in-
Strumentalni) izkustveni svet, ¢e vemo, da nje-
gov razvoj oblikujejo tako njegove dedne dis-
pozicije, kot njegovo »objektivno« okolje — bio-
logko, socialno in kulturno?

Ropotuljice vseh vrst in oblik so navadno prvo
zvocilo, s katerim pride otrok v stik. Obesene
nad posteljico ali v njegovih rokah mu pred-
stavljajo dragoceno zvo¢no igra¢o. Ko mu za-
zvenijo, jim prisluhne, prisluhne pa tudi same-
mu sebi, komunicira z okolico in odgovarja na
njene drazljaje in izzive. V istem obdobju se
mu posrec¢i Ze kontrolirano in hote z raznimi
predmeti (Zlicami, kuhalnico, ropotuljico) tol¢i
po (zvenedi) podlagi (krozniku, mizi, stol¢ku,
stranici posteljice) ali drdrati po ¢emerkol,
kar se mu oglasa. Zvoéno pestra, v osnovi
sicer ritmié¢na zvo¢na aktivnost, je mnogo vece
kot zgolj »izvajanje« ritma. Otrok Ze 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 doll 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 with its hands. This
means that the child has mastered the process
of so-called "kinetic melody"? a series of
connected movements without convulsiveness
and abruptness. At this stage, the child is able
to control its movements consciously within
time and space. Arbitrary movements are
replaced by deliberate ones, the child's motio-
nal activity is the result of his 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 listens 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-




nejSem obdobju namre¢ razpolaga s precejs-
njim izraznim potencialom, ki ga v igri spros¢a
in skozi igro uresnicuje.

Indtrumentalni zvok, k1 ga pri tem ustvarja, je
ofroku nadvse zanimiv. Pritegne ga v »prostor
igre«, ki ga na ta nacin lahko uspesno vzdrzu-
je. Raziskovanje razliénega zvoka in zvokovnih
moznosti celo na istem glasbilu (zvoc¢ilu) otro-
ku omogoca vzpostavljanje raznovrstnih sliko-
vitih asociacij. Ni potrebno posebej poudarjati,
da je glasbeno-umetnigko doZivljanje in obliko-
vanje takega instrumentalnega »pocetja« se-
stavni del otrokovega celostnega izraZanja.
Zveneci predmeti iz narave, brleki in drdre pa
koruzne goslice ter pi¢alke vseh vrst, torej
tehnolo8ko in izvajalsko kar male vesdine,
kmalu zamenjajo tista preprostejsa, a zato ni&
man] pomembna in izrazno bogata »ritmi¢na«
zvocila iz njegovega prvega obdobija. Izrazni
svet otroka se (tudi) zaradi njegovih ve¢jih in-
telektualnih, psihomotori¢nih in fizi¢nih spo-
sqbnosti na tej razvojni stopnji poveca.

Ob tem se mi zdi potrebno opozoriti, da velik
del tovrstne otrokove glasbene (zvoéne) aktiv-
nosti (in kreativnostil) uvr§¢amo v specifi¢ni
otroski folklorni izraz, ki je rezultat posebnih
otrokovih dispozicij in njegovih dozivljajskih in
izraznih sposobnosti. [z§tevanke, »izmisljarije,
govorno-ritmi¢no-gibne igre, vokalne improvi-
zacije (v¢asih) z in$trumentalno spremljavo in
Ciste Instrumentalne improvizacije spadajo
med najbolj Ciste primere otroske glasbene
(zvo¢ne) ustvarjalnosti. Ker je otrok sposoben
univerzalnega prilagajanja na najrazli¢nejse
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 zaklju¢kih, so
»C&isti« in originalni.

ing surface (a plate, table, chair, bedside) or
whizzing on anything that produces sounds by
means of various objects (spoons, ladles,
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 making sounds,
even on the same instrument’(or sound pro-
ducing device), the child i1s able to establish
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 simple but nonetheless important
rhythmic toy instruments from the child's
earliest age children soon replaced by sound-
Ing some objects found in natural surround-
Ings (primrose, for example) or use dandelion
stalks, leafs, crab claws, corn cobs etc. to
make music. They know how to make "brlek"
and "drdra" as well as tube 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 stage of develop-
ment the child's abilities of expressing itself
have considerably increased due to its higher
intellectual, psychomotoric and physical abi-
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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Sele z zadenjanjem procesa imitacije (posne- ce and express themselves. Counting rhymes,
manja tako starejdih kot njih samih), ¢emur phantasies, games involving speech, rhythm
sledi usihanje ustvarjalnosti in originalnosti, apd movement, Yocal improvisations, (some-
kar je nadaljnja faza v otrokovem razvoju, za- times) accompanied by musical instruments,
&no otroci vse bolj osvajati model, ki je blizu ti- as well as pure instrumental improvisations
stemu, po katerem je urejen svet odraslih. Z are the most typical examples of children's
lastnim izrazom sicer, ki je $e zasidran v otro- musical (or sound) creativity. The child
ki glasbeni (zvoéni) tradiciji pa vendar se possessesa universal ability of adapting itself
oblika in vsebina Ze podrejata modelu, ki pre- to all sorts of socio-cultural conditions and of
vladuje v vsaki etni¢no urejeni druzbeni skup- directly linking archetypal structures which
nosti. are part of his world. This makes his "pro-
ducts" surprisingly original and pure in their
associations as well as conclusions.

Once 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 a model similar to that of the adult
world. Their specific expression, engrained in
their musical and sounding tradition, is still
present, yet the form and contents follow the
model prevaliling in every ethnically well-re-
gulated social community.

[SLOVENSKI
ETNOGRAF-
SKI MUZEJ
LJUBLIANA

Prenasanje inStrumentalne tradicije, fotoarhiv GNI

Passing down of instrumental tradition, GNI photo-
archives




Marsikje se Ze malo vediji fanti¢i poskusijo v pritrka-  Biger boys give chiming a try, GNI photoarchives
vanju, fotoarhiv GNI




V okolici Kobarida sta se za veliko no¢ npr.
véasih »ogladala klepetalca in brniuka«.? V
Sentjerneju so nekdaj prihajali na ohcet fanti¢i
oble¢eni v madkare z »dudamig, piskri, preko
katerih je bil napet mehur z navezanim sirko-
vim klincem in delali muziko. Ponekod na
Koroskem so otroci na Jurjevo »zvonkljali
naokrog s kravjimi zvonci in tulili«, plesali ob
ognju in metali okrog gorece $ibe, »ognjena
kolesca«.?6 Marsikje za razne priloZnosti Se
vedno »godejo na kampel«? igrajo na trs-
tenke,? diple? in skoraj povsod $e piskajo na
pisalke iz regrata,® tol¢ejo na klepetce?! ali
»streljajo na perje«, ko udarjajo z roko po
listju.32 V Prekmurju poznajo otroci pravi mali
otrodki zvoéni »arzenal, ki jim pride prav ob
raznih prilikah: gudalo z dreto (!), fucko (pis¢al
na eno luknjico), fu¢karico (pisc¢alko na 3-4
luknjice), Zveglico (pisc¢al s 6 luknjicami), orgli-
ce (iz koruze), »medveda« (gudalo)* piskajo
pa $e na gosje pero in orglice iz vrbe, godejo
na gosli iz koruze in se oglasajo z regetaco.’* V
Velesovem in v Kropi so v¢asih otroci za god
»muzicirali«: udarjali so na pokrovke in tolkli s
poleni po $kafu, zraven vcasih Se trobili z
rogovi, zvon¢kljali z zvonci in/ali godli na har-
moniko in orglice. Prav tam so znali na prazno
polZjo lupinico tudi oponasati klic sove.

In the surroundings of Kobarid, for example,
“the sounds of klepetalca (clapper) and bull-
roarers were heard" at Easter.?s In Sentjernej,
little boys dressed in fancy dresses used to
come to the wedding and make music with
"bagpipes” and pots over which pigs' blad-
ders were drawn, with a little stick fastened to
them. In some places in Korosko 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 ‘"little fire
wheels".?6 In many places they still “play the
comb"*, the reed-pipe,™ and the double
flute® on various occasions. Almost every-
where they whistle with dandelion stems,*
beat klepetec, the rattle of corn stalks?' or
"shoot with leaves" when beating leaves with
their hands.3 In Prekmurje the children use a
real little arsenal of sounding devices, used on
various occasions, such as gudalo z dreto, the
friction drum, fuc¢ka, (a one-hole whistle flute),
fu¢kajnca (a three or four-hole whistle flute),
Zveglica (a six-hole flute), orglice (made from
maize stalks), “a bear", friction drum, etc3?
They also whistle using a goose feather and
orglice made of willow twigs, they play fiddles
made of maize stalks and make sounds with
regetaca, the wooden rattle.? In Velesovo and
Kropa children used to make music for some-
body's name-day — they beat lids together,
they beat wooden pails with pieces of wood,
sometimes they blew horns, rang little bells
and/or played the accordion and mouth
organs. They could also imitate an owl's hoot
using an empty snail shell.




Posku$ajmo zdaj razvrstiti otroska glasbila
(zvotila) in zvo¢ne igrac¢e po njihovem izvoru
oziroma v kategorije, ki bl omogocale etnomu-
zikolosko sistemizacijo glede na na 1zdeloval-
ca in funkcijo, ki jo ima glasbilo (zvo¢ilo) ali
zvoc¢na igraca v svetu otroka. Glasbila (zvoci-
la) in zvo¢ne igrace so tore;:

1) Preprosti predmeti iz narave ali otrokove
okolice, ki jih lahko otroci kar sami poi$cejo, in
ki (za)zvenijo Ze taki, kot so, ali jih otroci z lah-
koto preuredijo v zvocila. Tdko je npr. piska-
nje na travo, list, pero ali cvet trobentice, pi-
skanje »na kampel« ali bode¢o nezZo, ZviZganje
na Zelodovo skodelico, brenkanje na pletilko,
zataknjeno v $pranjo v mizi, ali na napeto zimo
in elastiko pa tol¢enje s kamnom ob kamen ali
bobnanje po stolu.

2) Tisti zvo¢ni predmeti, ki si jih napravijo
otroci sami za zadovoljevanje lastnih potreb
po zvoku v svojih aktivnostih. Odlikuje jih veli-
ka domisljija (in ustvarjalnost), s katero so jih
otroci naredili. Take so razli¢ne pis¢alke iz lu-
bja, lesa, slame, trstike ali gline, pokalice iz
bezga, klepetec iz koruze, brlek, drdra, »Zabi-
cek, koruzne goslice, gudalo s sirkom ali vrte¢i
gumb na vrvici, glasbila (zvo¢ila), ki jih najved-
krat in z lahkoto uvrstimo med otrogka glasbila
in zvoéne igrace.

3) Tisti zvo¢ni predmeti, ki si jih napravijo
otrocl s pomo¢jo odraslih, ali ki jih za otroke
naredijo odrasli in tako zadovoljujejo potrebe
otroka po zvoku v njegovem, tj otroskem
svetu. Med te bi lahko pristeli klepetce, orgli-
ce (male trstenke), nunalco, postranico, razne
lesene pis¢ali z razliénim $tevilom luknjic,
¢ivink, citrice, glinaste Zvrgolce ipd.

4) Tisti predmeti, ki si jih otroci napravijo
sami:

a) da se ob posebnih prilikah z njimi in njiho-
vim zvokom lahko vklju¢ujejo 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. Simple objects taken from natural surround-
ings or from the child's environment, found
by the child itself. They can either be used as
they are or they can be slightly 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 driven 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, Zabice, koruzne goslice, fiddles
made from maize stalks, gudalo s sirkom, clay
friction drum or brne¢i 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, nunalca, postranica, various kinds
of wooden pipes with different numbers of




nejo po tleh, lonec s kovanci in Zlicami), pi-
skanje na pero pa brenkanje na strune v pinji,
ali

b) glasbila (zvocila), za potrebe in prilike, ki
so v procesu »degradacije«? izgubile ritualni
in mistiéni pomen in mesto v svetu odraslih ter
presle v izrazni in doZivljajski svet otroka. Taki
so, npr. lubnati in Zivalski rogovi, tuli, brnivke,
bi¢i, raglje in klopotci.

5) Tisti zvoéni predmeti, ki jih ob raznih prili-
kah (npr. 4b) (iz)delajo otroci s pomocjo odras-
lih, ali jih otroku naredijo odrasli, npr. zvonci,
rogovi vseh vrst, korobaci, lon¢eni bas ipd.

6) Tisti zvo¢ni predmeti, ki jih ob razli¢nih pri-
likah otroci direktno prevzamejo od oraslih,
npr.. zvonci, rogovi, bi¢i, drumlice, dvojnice,
lonéeni bas in podobno.

7) Tisti zvo¢ni predmeti, ki jih za otroka izdela
nekdo drug iz razli¢nih razlogov (uporab-
nostnih, magié¢nih, ritualnih, didaktiénih, ko-
mercialnih ipd.) in v razli¢ne namene, lahko
celo mimo njegovih potreb. Sem bi lahko pri-
teli vsa industrijska, obrtniska in tehni¢na zvo-
¢ila, od orglic (ustne harmonike), preproste
otrogke kovinske trobente ali piska na balon-
¢ku, prek glasbil ti. Orffovega instrumentari-
ja, do vgrajenega »gramofona« v trebuhu pun-
¢ke za deklice.

Vidimo torej, da pojma otrosko glasbilo (zvoci-
lo) ne moremo enaciti s pojmom glasbila (zvo-
¢ila) za otroka, in da obstajajo med njima veli-
ke pomenske razlike. Cledano sociolosko in
etnologko pa tudi kulturno-zgodovinsko, se te
kategorije med seboj prepletajo v (so)odvisno-
sti od vrste dejavnikov, ki jih vklju¢uje pojem
kulturne ekologije. Razvoj in oblika otroske
tradicije je torej produkt »bioloske danosti«
otroka in njegovega kulturnega in druzbenega
okolja.

holes, ¢ivink (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 floor
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.? 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.

8. Sound producing devices made for the
above mentioned purposes by children with
the help of adults or by adult persons only.
Examples are all sorts of bells and horns,
scourges, earthern pot basses and the like.

6. Sound producing devices taken directly
from adults in various cases, for example
bells, horns, whips, jew's harps, double flutes,
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 otrogkih glasbil
(zvocil) in zvoénih igraé na Slovenskem

Iz povedanega se jasno izlud¢i Sirina in kom-
pleksnost problema otroske glasbene tradici-
je. Ce zdaj poskusimo razvrstiti otrodka glasbi-
la (zvoéila) in zvocne igra¢e po v etnomuziko-
logiji uveljavljeni Sachs-Hornbostlovi (S-H) kla-
sifikaciji, vidimo, da so v otroski inStrumentalni
tradiciji zastopane vse glavne skupine zvocil3®
z razliénimi vrstami in$trumentov, s stevilnimi
podvrstami in v raznoterih variantah. Se veé:
celo glasbila istega tipa lahko otroci ozvocuje-
Jo na razli¢ne nac¢ine. V takem primeru mora-
mo (glasbilo (zvoc¢ilo), ki sicer spada v eno od
skupin, uvrstiti v kak$no drugo skupino ali vsaj k
drugi vrsti (tipu). Klasificirati ga je mogo&e to-
rej $ele potem, ko smo ob ergologiji upostevall
celotno organologijo.’’

Preglednica indtrumentov,™ ki bi jih lahko uvr-
stili med otroske, in ki so del otroske glasbene
tradicije prinas, nam pokaZze, da so bili:

ce for children. There is a great difference in
meaning. From a sociological and an ethnolo-
gical as well as from a cultural and historical
point of view these two categories intermingle,
depending on a number of factors including
the notion of cultural ecology. The develop-
ment and from of children’s tradition 1s the
result of the child's biological disposition 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 chil-
dren's musical tradition has been presented.
The following is an attempt to classify chil-
dren's musical instruments (and sound produ-
cing devices) according to the Sachs-Horn-
bostel (S-H) classification, generally accepted
by ethnomusicology. It is evident that all of the
four main groups of sound producing devi-
ces’® are represented in the children's instru-
mental tradition by various types of instru-
ments, numerous subtypes and several vari-
ants. Moreover, even from instruments of the
same type sound can be elicited in different
ways. In such cases the instrument (or sound
producing device) should be classified as
belonging to a different group or at least to a
different type. Classification is possible only
after ergology as well as the entire organo-
logy have been considered.?’

The following survey of instruments3® that can
be classified as children's instruments and are
part of the children's musical tradition 1n this
country, shows, that:
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Aerofoni, v stevilnih razli¢icah in variantah, ne-
kdaj najbolj uporabljana in najbolj priljubljena
otroska glasbila. Sorazmerno hitro in enostav-
no se jih da izdelati in so dovolj privla¢ni tako
za 1zdelovalca (izvajalca) kot za poslusalca.

Nekaj otrogkih aerofonov — med tradicijo in sodob-
nostjo, foto Edo Gregori¢
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Numerous variants of aerophones used to be
most used and most popular children's toys in
the past. They were comparatively easy and
simple to make and were effective enough for
both the maker and performer as well as the
audience.

Some children’s aerophones — between tradition
and preseat, photo by Edo Gregori¢




Prosta zrakovna glasbila/Free aerophones
S-H411413

Bi¢:

Brklja:
Brne¢i gumb
Brnek:

Brnivka:

Drdra:

Piskala iz trave (pero, ¢ivink):

gajZla, hajzva, jezva (Kor., Gor.)
krbac¢ (Bkr.)

koroba¢ (Dol., Gor.)
korombag, Zlajga (Prim.)

pokc, pletdjsa (Staj.)

brzgla (Gor.)

volk, bolha

brnica, brndalo, brinda, brkljavka (Staj.)
brnek, bréek, brkalice, brljica, brlez (Prim.)
brenklja, drgelj¢ (Gor.)

gungalca, zingolca (Brkini)

striga (Trst)

brnkaé (Staj.)

brndac (Bkr.)

brk, drgljaé¢, raglja (Dol.)

drgla (Gor.)

brn, brlez (Prim.)

drdra, drela (Staj.)

piscalka, pisuka (Gor.)

rega (Kor.)

gusle, srdkalca, piskalo, paskoli&, zvizdalo (Prim.)
didelddcka, sova, drvéne muzike (Bkr.)
¢vréuljica (L))

srdkalca (Brkini)




Pihala / Wind instruments: Flavte / Flutes
S-H 421

Dvojnice s piskom: dvojaca, svirale, pf8¢ale, viddle, viddlice (Bkr.)
Lon¢ene pisc¢alke: pticek
konjicek
Zvrgolc
kukavica
Lubnate pis¢alke: piska, fu¢k (Bkr.)
pisuka, pis¢avka (Dol.)
pisavka, pisala, pisuka (Gor.)
mdjnkova piskov. piskovca. piSu. pisa, pisla,
piskelca, piscala, peskulca, piskalca, psovca,
pidéla, zvizgalca, Zvizglica, 2vizgovca (Kor.)
fu¢ka, zveglica, flicka (Prkm.)
fi¢kanca, piéc¢a, zZvegla (Por.)
pisdvka, fiilékec, pidala, fiicka, Zvegla, pidu, pisela (Staj.)
pis¢dlca, pis¢dla (Rez.)
paskulig, ¢efujc (Ben.)
Naravne pis¢ali: polZja higica
rakove kles¢e
Pisk: jezik (Kor.)
jezi¢ek, pilk, pijzdak, klinc (Dol.)
jedro, zamabh, jesk. tutka, hlod¢, ¢epek, zdtrk (Prim.)
¢ep (Gor.)
Pis¢ali s premié¢nim zamaskom: brlizgajca (Prim.)
piscal na firuli (Gorica)

Strdncica: stranica, stranc¢ica (Bkr.)
postranica, postrédnka, stranscica (Staj.)
strdnjsc¢ica (Prkm.)

Trstenke: trstike, orgelce, pidevne orgelce, piskulice, pidole (Staj.)
trstovinke, pis¢alka, flavta, dudle, (hrvaska) dudla (Dol.)
orglice, pisole (Kor.)
pistulice, igrce (Prkm.)
pistole (Por.)

/posamezne cevke/: igrci (Prkm.)
glasilke (Por., Staj.)




Oboe/Oboes
S-H 422.1

Lubnati rog:

Prda:

Klarineti / Clarinets
S-H422.2

Klarinet:

Trobila / Trumpet
S-H 423

Leseni rog

troba, prdéla, ta velika fékara (Kor.)

tromba, trobc, tul. tula, tulc, prdalo, ruleZ, poprdon, rozenice (Prim.)
trumba (Gor.)

tutovka (Por.)

sviralo (Ci¢.)

tulonca, tuli¢ (Prkm.)

prdalo, prdéla, pazdac, pisk, pisek (Bkr.)

prduiila, prdlja (Gor.)

prdala, prdika, frcka, frkalica, prcka, fu¢kec, pisela, ninika (Sta])
prdévka, poprducek, piskali&, troba, tulc (Prim.)

puprdelca (Notr.)

fékara, piscel, trompetica, godalo, pisau, fenka (Kor.)

pepica, igrica, prc, prdunca (Prkm.)

klanet, klenet, krnet, pi8¢u, pis¢dla (Prim.)
karnet (Staj.)
piskdévt (Gor.)

Naravna trobila: Zivalski rog

Trobente




Od druge vojne naprej, predvsem pa v za-
dnjem ¢asu, narasca Stevilo domiselno nareje-
nih in na (naj)razli¢ne(j$e) na¢ine ozvoCevanih
idiofonih in$trumentov, ki jih lahko uvrstimo
med otrodka glasbila (zvoéila) ali zvoéne igra-
ce.

Vrsta otrogkih idiofonov, foto Edo Gregorné

Since the Second World War, and particularly
in the past few years the number of imagina=~

tively made idiophone instruments that can be
sounded in various ways has increased. They
can also be classified as children's “traditio-
nal" musical instruments (sound producing
devices) or musical toys.

Children's idiophones, photo by Edo Gregori¢




Udarala z neposrednim udarjanjem / Idiophones with direct striking

S-H 111
Klepetala / Cymbals
SHI111.1
Pokrovke:
Nabijala / Clappers
S-H1112
Klepetélo:
Klopotec:
Pikatora
Pdkalica:
Ropédtec:
Zvonci:

réne, pokrivace, (Brk.),
cintdjner (Por.)

ropotdc, ropotdvka, ropotélca, klépec, klépa,
klopdtec, zvépla (Kor.)

brenca, tablica (Gor.)

klepétec, klepdtec, klepetdlca

klopotééa, kldpec, klapatec,

Sklepétec, brzla, Skrabatulja,

Skrgatica, cvrljdvka (Prim.)

¢icoc (Kanal)

kja¢ (Ugja)

k'atavc (Rez.)

laskutdc, drlica (Ben.)

klepec, klepalo, klepetulja, regetata (Staj.)
ropotulja, ropdtec, Skrabljica, skrebetdvka (Prkm.)
klépac (Por.)

raglec (Staj.)

klepétec (Slov.)

broduilja, fleké, pokac (Bkr.)

pdkanca, pékovec, pékovnik, ropétec, ropotdca, klopotdéa (Dol.)
ropétec, ropota¢ (Gor., Kor., Notr.)

raglja (Dol., Prim,, Staj.)

regla, klépetave (Kor.)

drdrec, ropotac¢ka (Bkr.)

drdrad, drdralo (Dol.)

klepetdc, ropotdvka, $krgalo, drdra¢ (Prim.)

burovz, bombek (Dol.)




Udarala s posrednim udarjanjem / Idiophones with indirect striking

S-H1l2
Ropotaia / Rattles and jingles
S-H1l2.1
Kragulj¢ki:
Ropotulje:
Trzala / Plucked idiophones
S-H 121 - 122
Drumlica:
Strzek:
Drgala/Scraped idiophones
S-H 131-133
Pali¢asta drgala
Plos¢ata drgala
Raglje:

Skrgétec, skrgét, Skrdbel), Skrablji¢

anigi¢, zvonckulja (Rez)

ropotulc, rogdtenca, rozgotuilc (Gor.)
bobnica, $ekld¢ka, ragldéka, ropotdé (Dol.)
réskac, ropotd¢ (Bkr.)

brnica, brunda (Bkr.)

tintina (Rez.)

brnbice, brenka, brumbice, brimlice (Staj.)
struna (Dol.)

brlec (Prim.)

brlek, pokec, pokavica (Staj.)

brndac (Brk.)

orehova stopa (Prkm.)

rakla, rekva, regla, ropota: repetavc
terlec, drskla (Kor.)

raglica, ropotec, ropotulca (Gor.)
reglja, radla, ropotavka, regljavéek, drdrdlo (Dol.)
reglica (Staj.)

ropotec, drlica, $krgetdvka, brkalca,
hréstalca, réustalca, rapatauka,
brlca, brla, dréolivka, $krgavka,
rezgetulke, krota, ropotula, brlivka,
Skrbatula (Prim.)

drkotdc, laskotdc (Ben.)

Skrebetavka (Prkm.)

rogétauc (Por.)




Membranofonov med tradicionalnimi (otroski-
mi) glasbili (zvoéili) ni veliko, so pa med otroci
priljubljeni in jih zato kar pogosto uporabljajo
Pomembnejsi med njimi so:

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 widely used.

Nekaj otrodkih membranofonov narejenih iz indu- Children's membranophones made from industrial
strijske embalaze, foto Edo Gregori& packaging, photo by Edo Gregori¢




Bobni/Drums
S-H211-212

Drgalni bobni / Friction drums
S-H 231-233

drumla, pavka (Kor.)
dromba (Staj.)
tambur, tamburin (Brkini)

gudalo, diplenjak (Bkr.)

lon¢eni bas, bas, baston, boben, duda, muga (Dol.)

duda (na lonec) brundanje, medved, vuk, vuga¢, vugas (Prkm.)
brundas (Por.) )

moga, kuga, mehurjeva muzika (Staj.)

pinja (Prim.)

Vrteci drgalni bobni z vrvico/Friction novelty

S-H232.2

Z usti zanihane opne / Mirlitons
S-H 241

Zabice (Staj.)

ru-ru, nuinalca (Prim.)



Kordofonov je med otroskimi glasbili (zvoéili)
pravzaprav najmanj. To je razumljivo, saj se jih
relativno tezko izdela, tudi igrati nanje ni lahko,
obd&utljivi so na poskodbe in so zvoc¢no Sibki.
Pa vendar predstavljajo pomemben deleZ v
otrodki tradiciji.

Skupina domiselno narejenih otroskih kordofonov
fotc; Edo Gregori¢

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. Still, they are also an important
part of the children's tradition.

=
-

Some fanciful children’'s chordophones, photo by
Edo Gregori¢
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Nesestavljena strunska glasbila (citre) / Zithers
S-H311-316

Cevaste citre / Tube zithers
S-H3l2.11

Koruzne goslice:

Plos¢ate citre s tolkalci / Dulcimers
SH 314.1

drsovca (Gor.)
drskalca, ple¢e (Prim.)
Svrkovnce, citrce (Dol.)
citera, cingule (Prkm.)
Spile (Kor.)

citre na biglo (Staj.)

Sirs¢e, skant, sirs¢enca (Prim.)
gusle (Dol.)

citira (Rez.)

kiikréne gosli (Por.)
tamburice (Staj.)

orgle, orglice, igrice (Prkm.)

»Oprekelj« citrce (Dol.)

Lutnje / Lutes
S-H 321

Harfe / Harps
S-H 322

vsi prirejeni / all diminished, simplified
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cingule (Prkm.)




Kot zanimivo dejstvo se Ze pri povr$ni analizi
preglednice pokaZe ocitna kontinuiteta v otro-
$ki in$trumentalni glasbeni tradiciji v ¢asu in
prostoru, vendar so opazne precejs$nje spre-
membe, predvsem v:

a) uporabi materiala, iz katerega so (bila)
narejena glasbila. Les, trstika, (bambus), lubje,
koruzna stebla, slama in dolo¢eni deli rastlin
prevladujejo med materiali, iz katerih so bili
svoj¢as narejeni instrumenti. Sledijo materiali
Zivalskega izvora: Zivalska »ohi$ja«, lupine,
deli kosti, rogovje, koZa in nekatere naravne
snovi: Zgana glina, keramika, kamen. Iz stekla
in kovin je otro$kih glasbil (zvocil) manj. V
novejem c¢asu prevladujejo papir (karton),
plasti¢ne in druge umetne mase, veliko je od-
padnega materiala, delov embalaZe, industrij-
skih ostankov ipd. Prav iz teh materialov danes
(predvsem mestni otroci) najraje izdelujejo
svoja glasbila (zvoéila); in

b) pogostnosti pojavljanja posameznih skupin
v razli¢nih obdobijih. Relativno veliko aerofo-
nov, predvsem iz starej$ih dokumentov (iz-
pred 50 let), so danes izrinili bolj zaZeljeni, raz-
Sirjeni in priljubljeni idiofoni, celo membrano-
foni. Na to dejstvo vsekakor vplivajo v veliki
meri tudl spremenjeni Zivljenjski pogoji
(vas/mesto, agri-kultura/industrija, prosti
¢as/Solske obveznosti), in s spremenjeni pogo-
ji (etni¢nega, kulturnega, socialnega in narav-
nega) okolja, katerim so se otroci morali prila-
goditi.

Vzori in modeli, ki se me$ajo s tradicijo, so po-
membni dejavniki, ki sodelujejo v procesu
preoblikovanja otroske glasbene (zvoéne) in
instrumentalne tradicije. Danes prihajajo otroci
(in njihovi starsi, mentorji in ucitelji) s pomod&jo
sodobne komunikacije (potovanja, muzeji, raz-
stave, filmi, ¢asopisi, revije, knjige) zlahka do
informacij, ki segajo dale¢ prek ¢asovnih in
prostorskih okvirov, v katerih Zive. 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 shells, 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, cultural, 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, museums, exhibitions, films,
newspapers, magazines and books, the children,
their parents and teachers are able to obtain
information about far away places and times.
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pri¢e nastajanju zanimive mesanice arheolo-
skih, eksoti¢nih (v etnoloskem smislu) in otro-
$kih 1zdelkov. Ti so si med seboj v sorazmerno
tesnem sorodstvu, prepletajo se in dopolnjuje-
jo in to najve¢ prav zaradi skupne arhetipske
osnove,

Kaj se v otroski Instrumentalni tradiciji potem
pravzaprav spreminja in kaj ostaja isto? Tip
glashbila (zvocila), zvo¢ne igrace, njegova ar-
hetipska zasnova, odsev iz pradavnine, »ded-
na formag, predstavlja temelj, pravo »vsebino«
tej tradiciji, stalnico, medtem ko se $tevilne
1zvedbene variante, njihova »oblika«, nadin
igranja in s tem v zvezl razli¢ne zasedbe In
uporabnost, v ¢asu in prostoru spreminjajo.
Danes ocitno hitreje kot kdajkoli prej!

Opombe .

Prim.: Andrel, 1988, 88

Prim.: Cvetko, 1988, 1

Prim.. GDMI, 111, 613

Prim.: Cvetko, 1985, 38

Leksikon CZ, 386

Prim.: Cvetko, 1988, 4

Vir: GNI, Ob 470

Vir: GNI, Trbovlje, 1963

9 Vir: Goric¢a vas, 1963

10 Vir: GNI, Kapela, 1958

' Vir: GNI, Trbovlje, 1963

12 Prim,, terapevtski u¢inek slusalk: Cvetko, 1985,
39

® u O W B W N -

The result is the appearance of an interesting
mixture of archaeological, exotic (in an ethno-
logical sense) and children's products. These
are comparatively well related, they inter-
mingle and complement each other, mostly
due to their archetypal basis.

What is changing and what has remained the
same in the children's instrumental tradition?
The type of instrument (or sound producing
device) as well as of the music toy, their arche-
typal basis, the reflection of the distant past, the
inherited form, as it were, represent the foun-
dation, the real contents of the tradition. On the
other hand, numerous variants in make, their
form, the manner of playing and various com-
binations and uses, change according to space
and time.

Nowadays these changes are much faster than
ever before.

Notes

2 A therapeutic effect of a receiver made of rub-
ber strings over a small carboard box (or a pla-
stic cap)




13 Vir: GNI, K 1273

14 Vir: GNI, Sol¢ava, 1954
15 Vir: GNI, Dole, 1976

16 Prim.: Kumer, 1983, 109
17 Vir: §-7850, Borovlje

18 Prim: Callois, 1965, 40
19 Prim.: Kumer, 1983, 8
20 Prim: Cvetko, 1985, 42
2 Prim.: Jung, 1976, 98, 99

22 Prim.. GDMI, III, 614

23 Bogato zbirko otrogkih glasbil (zvoéil) in zvoénih
igra¢ iz tistega ¢asa hrani Carolino Augusteum
Spielzeugmuseum v Salzburgu

24 Prim.: Supek, 1987, 55

25 Vir; Hrovatin, 1951 GNI

2 Vir: Moderndorfer, GNI

27 Vir: GNI, Prim., In 190

28 Vir: GNI, Dol, In 19

2% Vir: GNI, Prim,, In 51

30 Vir: GNI, In 29

3 Vir: GNI, In 56

32 Vir: GNI, In 58

3 Vir: Vse: In 108

3 Vir: GNI, In 15

¥ »Degradacija«, etnoloski terminus. Proces, ko
neko obredno dejanje v svetu odraslih izgublja
svoj prvotni pomen in namen ter obliko in pri
tem preko (krajde) Saljive faze preide v otrosko
1zro¢ilo, kjer (za)Zivi svoje »drugo« Zivljenje. Po
nekaterih teorijah pa je otroska tradicija 2iva ves
¢as, obenem z obredjem odraslih. Tako ostaja
celo po njegovem razpadu v isti funkciji kot po-
prej. R. Callois (Prim. Callois, 1968, 89-100) npr.
zavraca teorijo degeneracije, ti. resne aktivnosti
odraslih v otrosko zabavo in se bolj nagiba mne-
nju, da morda isto¢asno obstajata dva registra
enega pojava.

36 Danes bi jim lahko dodali $e $tevilno skupino
elektrofonov, ki pa jo v preglednico ne uvr$&am

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

2 A rich collection of children's musical instru-
ments, sound producing devices and musical
toys can be found at the Carolino Augusteum
Spielzeugmuseum in Salzburg.

3 The process of "degradation”, an ethnological
terminus. The process when ritual is losing its
meaning, its primary purpose and form in the

world of adults and in this way over its (shorter)
humorous phase passes into children's tradition
where it lives its "second" life. According to some
theories this children's tradition is everlasting
with the rituals of adults. In such a way it remains
even after its decay in the same function as befo-
re. Roger Callois (Comp. Callois, 1965, 89-100)
for example, rejects the theory of degeneration
as the decay of serious activity of adults changin
into children's fun. It gives the possibility that
both could exist simultanously as "two registers
of one (and the same) phonomenon.”

36 Nowadays a large group of electrophones could

be added, which have not been incorporated in

the table.

Compare: Hood, 1971, from p. 123 onwards.

Organology — the science of musical instruments

3

3
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vklju¢evala ne le zgodovino glasbila in njegov
opis, ampak v enaki meri najveckrat spregleda-
no celotno »znanost« o glasbenih intrumentih,
npr. posebne tehnike izvajanja, njihovo glasbeno
funkcijo, dekoracijo (za razliko od konstrukcie)
In vrsto soclo-kulturnih dejavnikov.

Podatke &rpam iz arhiva GNI (Inétituta za sloven-
sko narodopisje, Sekcije za glasbeno narodopi-
sje, Znanstvenoraziskovalnega centra Slovenske
akademije znanosti in umetnosti v Ljubljani) in
drugih dostopnih virov, s katerimi razpolaga GNI
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Mirko Ramovs$

LJUDSKA INSTRUMENTALNA GLASBA
IN PLES

Nelo¢ljivi del plesa je glasba, ki pa jo moramo
Siroko pojmovati. Glasba je namre¢ tudi topot
nog, ki daje edino zvoéno ritmié¢no spremljavo
mnogim plesom na Balkanu in jim po krivici re-
¢ejo »nemac kola.! Z Uskoki je »nemo« kolo
prislo na Slovensko v Belo krajino, kjer ga ime-
nujejo v Predgradu na trumf, a v Bojancih
mutasto kolo. Danes ga »nemo« plesejo le e v
Bojancih, medtem ko v Predgradu na trumf ze
spremljajo tamburasi. Se v 2. polovici 19. stol.
je bilo »nemo« plesanje v navadi tudi v Starem
trgu ob Kolpi, a dandanes o njem ni ve¢ sledi,
le ritmi¢ni in koreografski obrazec dokazujeta,
da je ples varianta mutastega kola in kola na
trumf. »Nemi« plesi se pa¢ niso mogli ohraniti
v okolju, kjer je bila v navadi instrumentalna
spremljava. Bojanci so izjema, saj so sredi
gozdov dolga stoletja ostali lo¢eni od drugih. V
slovenskem plesnem izro¢ilu je bilo $e
nekaj plesov brez instrumentalne ali pevske
spremljave, vendar so bile to bolj igre kot ple-
si, npr. kovtre Sivat, vreco sivat, kaco vit, zvez-
daindr.?

Na Slovenskem je malo plesov, ki jih spremlja
samo pesem. Doma so izklju¢no v Beli krajini
(mostne igre, metlisko kolo, ¢rnomaljsko kolo,
Pobelelo pole) in so vecinoma usko$kega
1zvora. Peti plesi so tudi otroski, npr. Ringa
ringa raja, Lepa bela lilija, Rdec¢e ¢esnje rada
Jjem, Gremo dekle v kolivrat, Maric¢ka sedi na
kamenu.?

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

Mirko Ramovs:

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 consi-
dered as music being the only sound accom-
panying and providing 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" 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 1s an
exception, as the village is surrounded by
forests and was separated from the rest of the
world for hundreds of years. Still 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
Sivat", "vreco $ivat”, "kaco 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 Crnomelj round dan-
ces, the Pobelelo pole) and are mostly of
Uskok origin. Children's dances, like "Ringa




kolo, Lipa moja gora zelena, vec¢ina variant
plesa z izbiranjem na Stajerskem, Koroskem in

Dolenjskem (povstertanc) In prekmurska
Marko skac¢e, v Prekmurju (Gori¢ko), kadar so
ponjave $ivali in v Beltincih, ko se je nevesta
poslavljala od doma (Fsaka ftica je vesela) na
Pohorju tudi pri plesu z nadstevilmm plesal-
cem (krajcarski ples). Skora) povsod so peli
ob Sustarski. Pri zibens$ritu, mrzulinu, samar-
janki, potrkani, nojkatolisu, carski Kkasl,
kosmataci, spicpolki in $e katerih so le ob-
¢asno peli parafraze na plesne melodije. Ena-

ko pojo ob plesu priloznostno v Reziji, kadar si
dajo plesalci duska svojemu veselju. Petje je
bilo v navadi tudi pri Stajerisu, vendar se je
izmenjavalo s plesom, ki so ga spremljali
godcil. Podobno velja za koroski ziljski prvi
rej.t

Instrumentalna spremljava k plesu je bila na
Slovenskem razli¢na in se je od ¢asov, ko
Imamo o njej zanesljivejSe podatke, glede na
sestav zelo spreminjala. V srednjem veku, ver-
jetno do 16. stol. so bile v navadi dude in razlic¢-
ne piscali. V nemski pesmi Seifrieda Helblinga
»Der junge Luzidarius« 1z ok. 1290 je namre¢
rec¢eno:
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ringa raja", "Lepa bela lilija", “Rdec¢e ¢&esnje
rada jem", "Gremo dekle v kolivrat"”, "Mari¢ka
sedi na kamenu" are also sung.?

All the other dances were accompanied by in-
strumental music, only in some cases the dan-
cers sang in addition. The group of dances that
were sund and accompanied by instrumental
music includes "Lepa Anka", "Hruske, jabuke,
slive”, "Igraj kolo", "Lipa moja gora zelena", all
of them from Bela krajina. Furthermore, there
were most of the variants from Stajersko, Koro-
$ko and Dolenjsko in which the dancer had to
choose another dancer to continue the dance
in the middle of the round such as the “pov-
Stertanc”. This group also includes "Marko
skace" from Prekmurje, the dance called "po-
njave $ivatl" from Gori¢ko, "Fsaka ftica je ve-
sela", which was danced in Beltinci when the
bridge was taking leave of her family as well
as "krajcarski ples", danced on the Pohorje
with an extra male dancer. Almost everywhe-
re the dancers sang when dancing the "$ustar-
ska". In the dances called “zibendrt", "mrzu-
lin", “"S8amarjanka", "potrkana", ‘"nojkatoli§",
"carska kasa", "kosmatac¢a", "$picpolka" and
some others, only paraphrases of the melodies
were sung ocaslonally. The same happened in
Rezija when dancers wanted to give vent to
their joy. Singing was usual in the "$tajeri§" as
well, but it alternated with musical accompani-
ment. The same is true of the Korogko “prvi
rej", danced in the Zilja valley .4

Instrumental accompaniment to dancing has
varled in Slovenia in the course of time. Since
the time when information became more reli-
able, it has greatly changed as to its instru-
mental structure. During the Middle Ages,
probably until the 16" century, bagpipes and
various flutes were 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 pri¢ajo
pristavska freska in podatki o godcih na dude
v Beneski Sloveniji.® Ob dudah so plesali, kot
poro¢a B. Hacquet, $e v drugi polovici 18. stol.
v Ziljski dolini, iz ankete ljubljanskega guber-
nija’ 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®

Ples na Gorenjskem, Valvasor, Ehre 11./6, str. 279

... Ze Kreine sf 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.® According to the report by B.
Hacquet, dancers danced to bagpipe tunes in
the second half of the 18" century in the Zilja
valley while it can be seen from the survey of
the Ljubljana province’ that the same was true
in Vinica in the first half of the 19" century.

Gorenjsko dance, Valvasor, Ehre 11/6, p. 279




V 17. stol. se tedanjim glasbilom pridruzijo
gosli, na Valvasorjevem bakrorezu igrata
namre¢ za ples pod lipo gosla¢ in godec na
nekaksno prec¢no flavto.” Porocila iz 18. stol.
dokazujejo, da je bil v tem ¢asu na vecjem
delu slovenskega ozemlja (Kranjsko, Korosko,
Stajersko) 2Ze znan sestav gosli-oprekelj-
bas.'® V 19. stol. se, kot je razvidno iz ankete, ki
je bila izvedena na Stajerskem (1811-1847)'! in
v ljubljanskem guberniju (1838), za¢no pojav-
ljati tudi druga pihala In trobila, oprekelj pa se
umika in pocasi tone v pozabo. Tako so znan:

Moreover, a photograph taken in 1912 proves
that bagpipes were used in Vinica even until
the beginning of the First World War.? In the
17" century the usual instruments were joined
by the fiddle. In a Valvasor copper engraving
a fiddler and a musician playing a kind of
transverse flute can be seen playing at a dan-
ce under a lime tree’ Reports from the 18"
century prove that the instrumental structure
of groups included a fiddle, a dulcimer and a
bass in most of the Slovene territory (Kranjsko,
Korosko, Stajersko)." From the survey which
was carried out in Stajersko between 1811 and
1847'" and in the Ljubljana province in 1838 it
can be seen that other wind and brass instru-
ments started to appear while the dulcimer
was retreating and gradually fell into disuse.

Plesni par in godca, panjska kon&nica, 1832, foto-
arhiv SEM
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Dancing couple with musicians, beehive end, 1832,
SEM photoarchives




razliéni sestavi, npr. oprekelj-gosli-klarnet,
gosli-bas (mali bas na tri strune)-klarinet,
gosli-klarinet-trobenta-rog, gosli-klarinet-
trobenta, gosli-klarinet-trobenta-bas, gosli-
klarinet-rog-bas in tudi pihalne godbe.'? Citre
se pojavijo v 1. polovici 19. stol,, toda samostoj-
no le na domacih plesnih zabavah, sicer pa
skupaj z drugimi glasbili.'* Proti koncu 19. stol.
se zacne v tedanje godbe vrivati diatoni¢na
harmonika. Nastajajo razli¢ne god¢evske sku-
pine, vec¢krat bolj po naklju¢ju kot po neki
ustaljeni navadi. Na zacetku 20. stol. je harmo-
nika Ze popolnoma prevladala in ponekod
postala edino godéevsko glasbilo za ples.'*
Tamburagki sestavi so se udomacili v Beli kra-
jini $ele pred 1. svetovno vojno in danes obvez-
no spremljajo tamkajénje folklorne skupine.'s
Med obema vojnama so v okviru drustev usta-
navljali tamburaske zbore drugod po Sloven-
skem, vendar so za ples igrali priloZnostno.
Pa¢ pa so iz tamburaskih zborov ¢esto nastale
male god¢evske skupine, ki so v sestav vklju-
¢evale tudi druge instrumente, predvsem har-
moniko, in postale priljubljena spremljava za
ples.'® Predvsem na Primorskem (Kras, okoli-
ca Trsta in Kopra) so bile med obema
vojnama za ples na $agrah najbolj iskane god-
be na pihala.!” V Prekmurju so pri vec&jih
plesih in na gostijah igrale bande, sestavljene
vsaj iz 4 godcev: 1. in 2. primasa, ki sta igrala
na gosli, kontraga, ki je igral na violo, in cimbo-
lasa. Pri vedji zasedbi so bila zraven $e druga
glasbila kot klarinet, kontrabas in ¢elo.'®

Thus various instrumental structures were
documented, for example, dulcimer-fiddle-
clarinet, fiddle-bass (a small three-stringed

contrabass)-clarinet, fiddle-clarinet-trumpet-
horn, fiddle-clarinet-trumpet, fiddle-clarinet-
horn-bass and also brass bands.'?The zithers
appeared in the first half of the 19" century.
They were played as the only instrument at
domestic dancing parties while at public festi-
vals they were played together with other in-
struments.!> Towards the end of the 19"
century the diatonic accordion made its ap-
pearance. New groups of musicians were
formed incidentally rather than as a rule.
At the beginning of the 20" century the accor-
dion completely took over and in some places
it became the only instrument played as a dan-
ce accompaniment.'* Tamburitza groups be-
came familiar in Bela krajina only before the
First World War and nowadays they regularly
accompany folklore dancing groups.'S Bet-

ween 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.'é 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.!” Bands consi-
sting at least of four musicians used to play at
bigger dances and weddings in Prekmurje.
The band consisted of the 1* and 2" “primas”,
who played the the fiddle, a "kontra$”, playing
the viola, and a cymbalom player. In larger
bands other instruments like the clarinet, the
contrabass and the cello were included.'® No-
wadays the accordion has replaced the cym-
balom and a drum is sometimes used in smal-




Namesto cimbal dandanes navadno igra har-
monika, manj$im zasedbam se v¢asih pridruz
tudi boben.'” V Rezij se je ohranil sestav citire
(violine) in bunkule ali brunkule (&elo, ki je za-
menjal prvotni mali bas na tri strune). Citira-
vec igra melodijo In na vsako ¢etrtinko udarja
z nogo ob tla, medtem ko ga bunkula$ sprem-
lja v burdonu.?® Na domac¢ih zabavah po skup-
nem delu (lickanje koruze, obrezovanje repe,
¢esanje perja, steljaraja in dr.) so ob odsot-
nosti godc¢evskih skupin ali harmonikarja
zadostovala tudi ti§ja glasbila, npr. citre,
trstenke, Zvegle, orglice, lon¢eni bas, ¢esto
tudi improvizirana glasbila kot glavnik, brslja-
novo pero, pokrovke, metln roc¢aj, strgala ali
zlice v kozarcu. Danes 1grajo za ples povsod
po Sloveniji sestavi po vzoru znanith ansamb-
lov, kot sta npr. Avsenik 1n Slak, vendar ima se
vedno najpomembnej$o vlogo harmonika, ki je
na manj$ih zabavah in svatbah dostikrat edino
glasbilo.?!

Tako kot plesi novej$e plasti so tudi njhove
melodije tujega izvora. Vendar so jim sloven-
ski godci dali svo] pecat in s tem slovenski
znacaj. Ker niso poznall not, so s1 melodije za-
pomnili, kot so jih shiali, ¢e je kaj uslo 1z spomi-
na, so jih zaigrall po svoje. Enako se je dogaja-
lo s plesom, zato so se morale melodije pri-
lagoditi tudi tem spremembam. Vec¢ina novej-
$ih plesnih melodi) je dvodelnih (AB), vsak del
ima 8 ali 16 taktov, ki sta se navadno pojavljala
in odstopanja niso bila pogosta. Dvodelnost je
bila povezana s plesom, saj se je melodija lepo
prilagajala plesnemu obrazcu. V prvem delu
je bilo lahko ploskanje, potrkavanje z nogami
ob tla, Zuganje, odskakovanje, izvajanje razlic-
nih gest z neobtezeno nogo in pod., v dru-
gem pa polka ali pr1 tridobnih melodyah
valcek. Nekatere plesne melodije kot npr.
mrzulinova so tridelne (ABC), $tajeriseva ¢esto

ler groups.'® In Rezija the following structure
has been preserved: the cytira (violin) and
bunkula or brunkula (a cello which has re-
placed the small three-stringed bass). The
cytira player plays the melody and beats with
his foot every crochet while the bunkula pla-
yer accempanies him with burden tones.? On
farms, after joint tasks like corn husking, cutt-
ing turnips' heads, feather stripping, gathering
litter material etc., quieter instruments such as
zithers, pan pipes, home made flutes, mouth
organs and earthern pot basses were used
when no musicians or accordion players were
avallable. Very often simple instruments
would be improvised, by using combs, vy
leaves, lids, broom handles, scrapers or
spoons In a glass. Nowadays groups modelled
after the wellknown "ensembles"” like the Av--
seniks and the Slaks play at dances all
over Slovenia, but the accordion still plays the
most important role and is often the only instru-
ment played at smaller entertainments and
weddings.2'Like more recent dances, their
melodies are also of foreign origin. However,
Slovene musicians have given them a Slovene
flavour and character. As they could not play
from printed music, they simply remembered
the tunes as they heard them and if some part
escaped their memory, they played it in their
own way. The same happened to dances, so
the melodies had to follow the changes as well.
Most of the more recent dance melodies con-
sist of two parts (AB), each part containing 8 or
16 bars. The parts were usually repeated and
deviations were not frequent. The two-part
structure was connected with dancing, the
melody accorded with the dance pattern.
Hand clapping, beating a foot on the floor,
wagging one's finger, jumping, doing various
movements with the unweighed foot and simi-
lar things were possible in the first part while




vec¢delna, le da so posamezni deli ve¢inoma
variacije prvega (A). Tudi pri stajeriSu je spre-
membi melodije (v B, C itd.) sledila spremem-
ba figure. Melodije tajeri$a, mazurke in njenih
variant (mrzulin, masarjanka) imajo praviloma
predtakt. Pri Stajerisu sta plesalca na predtakt
razbremenila nogo, ki je za¢ela ples, pri mrzu-
linu pa je predtakt pomenil za¢etek 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 kaZe v tem, da igrata godca
menjaje enkrat »na tenko« (v D-duru), nato »na
towsto« (isto transponirano v G-duru). Ko se
plesalci $ele pripravljajo na ples, igrata godca
melodijo »na tenko«, ples sam pa se za¢ne na
melodijo »na towsto«. Oboje se potem ves ¢as
plesa poljubno dolgo izmenjava, plesalci na
vsak konec melodije »na tenko« potrkajo z
nogo ob tla. Zaklju¢ek plesa godec napove s
tem, da $e enkrat ponovi melodijo »na tanko.
Znacilno za rezijanske godce je tudi, da melo-
dijo, ki navadno obsega 8 taktov, radi podalj-
Sujejo z enotaktnimi vlozki. 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 v¢asih prislo do razha-
janja med godcl In plesalci, ki s plesom niso
mogli slediti vrinjenim trem ¢etrtinkam v sicer
dvocetrtinski melodiji In so vmesni korak
nekako »pomeckali«.??

the second part consisted of a polka, or a waltz
in three-time melodies. Some of the dancing
melodies, such as the "mrzulin", consist of
three parts (ABC). The “Stajeri§" frequently
contains more parts but the individual parts
are mostly variations of the first one (A). In the
“Stajeris”, the change in melody (in B, C, etc.)
was followed by the change in the figure. As a
rule, the melodies of the "$tajeris", the mazurka
and its variants (“mrzulin”, "masarjanka’) have
an anacrusis. In the "stajeris" 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 inserting .one-bar pieces. The
Reslans are not confused by such improvisa-
tion as they know the basic melody and adapt
to any changes. Accordion players in other re-
glons were also accustomed to improvising in
a similar 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-
dle through the step between.??




Nastop rezijanske folklorne skupine, fotoarhiv GNI

Vedina plesnih melodij ima dvodobni (2/4) in
tridobni (3/4, 3/8) ritem, le v dobrénem delu
rezijanskih plesnih melod)) in- pri ziljskem
prvem reju se menjavata tridobna in dvodob
na mera (3+2/4), kar je znamenje starej$ega
1zrocila. Menjajo¢a se tridobna in dvodobna
mera rezijanskih melodi) ne vpliva na ritem
plesa, ker daje citiravec plesalcem enakome-
ren ritem s tem, da udarja na vsako ¢etrtinko z

Performance by Resian folklore group. GNI photz
archives

Most of the melodies have a two-time (2/4)
and a three-time (3/4, 3/8) rhythm. Only 1n a
considerable part of the Resian dancing melo-
lies and In the Zilja "prvi rej" are the three-
nme and the two-time measure (3+2/4) played
alternately, which 1s a sign of an older tradi-
tion. The changing three-time and two-time
measure of the Resian melody does not influ-
ence the rhythm of the dancing as the fiddler
gives a regular rhythm by beating his foot on
the floor at every crochet. The dancers adapt
themselves to the rhythm, consequently there




nogo ob tla. Temu ritmu se podrejajo, zato v
plesu ni razlik, ¢e igra godec dvodobno ali
menjajoco se 2+3/4 melodijo. Vendar je
zammivo, da Rezijani raje ple$ejo na »viZe« z
menjajoéim ritmom.?? Ritem melodije in plesa
pa se opazno razhajata pri ziljskem prvem
reju, kjer je melodija v menjajo&i tridobni in
dvodobni meri, medtem ko ima ples stalno tri-
dobno. Oba ritma se ujemata le v prvem in
sedmem (pri plesu $estem) taktu.24

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.2? 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).?4

France Marolt found this rhythm confusing so
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Ritem melodije 3+2/4

The rhythm of the melody
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Ritem plesa 3/4

Razhajanje je motilo Franceta Marolta, zato je
“domacine iz Ziljske doline, ki so ob Koroskem
dnevu v Ljubljani leta 1935 prikazali $tehvanje
s prvim rejem,? popravljal, tako da so na na-
stopu plesali, kot se je F. Maroltu zdelo prav:
da sta se namre¢ melodi¢ni in plesni ritem uje-
mala. V Hrovatinovem opisu prvega reja iz
Caé v letu 19512 se melodiéni in plesni ritem

The rhythm of the dance

he corrected the native group from the Zilja
valley when they performed the "prvi rej" at
the "Stehvanje” 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 “prvirej” as it was
danced in Caée in 195126 also reports that the




tudi ujemata. Zato njegov opis dopusc¢a do-
mnevo, da razhajanje plesnega in melodi¢ne-
ga ritma ni bilo zna¢ilno za vso Ziljsko dolino,

ampak le za posamezne vasi (npr. Za-
homec) in celo, da je ta lastnost morda zname-
nje razkroja. Je bil tore] Maroltov poseg ra-
zumljiv in upravi¢en?

Pri plesu je zelo pomembna vloga godca, saj je
od njega odvisno, ali gre ples »v noge«. Igrati
mora ritmi¢no in ujeti pravi tempo, da se ple-
salci razzivijo v plesu. Med godci in plesalci
mora biti sodelovanje, dobri plesalci spodbu-
jajo godce k temperamentnejsi igri. »Ce so sla-
bi plesalci, jih tudi gledati ne smes. Ce ni znal
plesati in ¢e sem ga gledal, sem se tudi jaz
zmotil. Ce je dobro plesal, se mi zdi, da mi je
kar pomagal« je pripovedoval godec Anton
Intthar, p.d. Jurmanov iz Zavrha na Bloski
planoti.?’ Zanimivo je, da plesne »viZeg, ki so jih
godci odigrali ob snemanju pred mikrofonom,
tore] brez plesalcev, skoraj nikoli niso bile
zalgrane v pravem plesnem tempu prav
zaradi tega, ker godec ni igral za ples. Zato so
pogosto ritmi¢no labilne. Godci so ob snema-
nju vec¢krat poudarili, da jih odsotnost plesal-
cev moti.?8 Za ples ima pomembno vlogo tudi
glasbilo. Na javnih plesih je bila vec¢ja instru-
mentalna zasedba nujna, medtem ko je v manj-
$em zaprtem prostoru zadostovalo Ze eno
glasbilo. Za ples v ritmu val¢ka in polke je kot
nalas¢ ustvarjena diatoni¢na harmonika in ni
¢udno, da je tako hitro 1zpodrinila ti§je in ne-
Znejse instrumente, kot sta violina in oprekel).

rhythm of the melody and the dancing were 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 a suitable 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 I looked at him, I made mistakes. If they
danced well, they seemed to help me,” said
Anton Intithar, known as Jurmanov from Zavrh
on Bloska planota.?’

It may be interesting to learn that the dancing
tunes played by the musicians while they
were recording them, that is, without dancers,
were hardly ever played at an appropriate
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.?® The instrument is
also very important 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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] Dopuda, Sistem razvrstavanja narodnih
1gara (plesova) Bosne i Hercegovine — po oblici-
ma. — Bilten Instituta za prou¢avanje folklora u
Sarajevu, Sarajevo 1951, str. 30.

M. Ramov§, Plesat me pelj, Ljubljana 1980,
str. 47.

M.Ramov$§, oc,str. 47-48.

M.ramov§, o.c, passim.

Z.Xumer, Ljudska glasbila in godci, Ljubljana
1983, str. 9.

ZKumer, oc,str.9-10.

B. Hacquet, Abbildung und Beschreibung
der sudwest- und ostlichen Wenden-Illyrer und
Slaven, I. Thell, Leipzig 1801, str. 16.

Odgovori na okroznico o noéi, zabavah in plesih,
ki jo Je poslal gubernijski prezidij petim kresijam
pred nameravanim cesarjevim obiskom v Ljub-
ljani. Prepis gradiva je v Slovenskem etnograf-
skem muzeju.

Kopija fotografije se nahaja v arhivu Sekcije za
glasbeno narodopisje Indtituta za slovensko na-
rodopisje ZRC SAZU (dalje SGN).

J. W.Valvasor, Die Ehre des Herzogthums
Krain, Laibach 1689, VI. Buch, II. Capittel], str. 279.
B.Hacquet, oc, passim.

Odgovori na anketo, ki so jo po naroc¢ilu nadvoj-
vode Janeza izvedli na Stajerskem. Gradivo je v
Stajerskem dezelnem muzeju v Gradcu pod ime-
nom Gothova serija. Prepisi so v Institutu za slo-
vensko narodopisje ZRC SAZU.

Z.Kumer, oc,str. 133-134.

Z.Kumer, oc, str. 64-65.

Z.Kumer, oc,str.8; M. Ramovs$, oc, str.
49.

Z.Kumer, oc,str. 83-84; M. Ramov§, oc,
str. 49.

Podatki iz arhiva SGN ISN.

Podatki iz arhiva SGN ISN.

Z.Kumer, oc,str. 150.

Podatki iz arhiva SGN ISN.

M.Ramovs, oc,39 ] Strajnar, Citira, In-
Strumentalna glasba v Reziji, Videm-Trst 1988,
passim.
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Xomaj je harmonika zacutila
Jamgve roke jezapela, kakor
i pela nikoli poprej.

llustacya k Cankarjevemu Kurentu, BoZzidar Jakac, Illustration of Cankar's Kurent by Bozidar Jakac,
1920 1920
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Marjetka GoleZ

GLASBENI INSTRUMENT!I
V SLOVENSKI KNJIZEVNOSTI

V slovenski knjizevnosti najJdemo zelo pogosto
omenjene glasbene indtrumente (godce) v raz-
liénih vliogah in z razli¢énimi pomeni, posebno v
tistih literarnih obdobijih, ki poudarjajo medse-
bojne vplivanje zvoénosti in pomena besed, In
tistih, k1 so kakorkoll mo¢neje povezani z glas-
bo. Zato lahko pojav indtrumentov v slovenski
knjizevnosti opazujemo na dveh ravneh: na
zvoénl in pomenski, ki se medsebo) prepletata
in skupaj ustvarjata vizualno predstavo. Pre-
pletanje je torej lahko zvo¢no uéinkovito: npr.
beseda citre in njena predmetna predstava'
lahko v zavesti bralca sprozi spomin na glas-
beni doZivlja) povezan z njo (slika instrumenta
in njegova melodija), v posameznem literar-
nem delu pa in$trument lahko postane metafo-
ra ali simbol, all pa izraza nadpomene, ki mu
jih v posameznem kontekstu doda ustvarjalec
sam. Posebno pa je pomembno kako pojav in-
$trumenta ucinkuje skupaj s sosednjimi bese-
dami (predvsem pridevniki in prislovi) v stav-
ku, odstavku, kitici, celotnem besedilu. Instru-
ment je lahko motiv, »lelt motive, glavni motiv,
celo téma. V daljSem besedilu je lahko pona-
vljajo¢i se simbol kot gibalo celotnega teksta,
ali pa metafora za nekaj drugega — npr. za ¢lo-
veka, kar vidimo v slovenskl moderni in eks-
presionizmu.

Kaks$ni oziroma kateri instrumenti so v doloce-
nem besedilu, je prav gotovo odvisno od ¢asa
v katerem je besedilo nastajalo, od namena
besedila, zvrsti in vrste besedila in stila obdo-
bja ter osebnega stila ustvarjalca. Zaradi pro-
storske omejenosti te razprave se Zal ne bomo
mogli razgledati po celotnem korpusu nase
slovenske literarne ustvarjalnosti, pa$ pa
bomo zajeli le tista literarna obdobja, ki so na
posebni nacin vklju¢evala pojav in vlogo In-

104

Maijetka Golez

MUSICAL INSTRUMENTS IN
SLOVENE LITERATURE

Musical instruments (and folk musicians) are
frequently mentioned in Slovene literature 1n
various roles and meanings, particularly in
those literary periods which emphasize the
inter-relational influence of sound and the
meaning of words, as well as those which are
In a way closely connected with music. Thus
the appearance of instruments in Slovene lite-
rature can be observed on two levels, that of
sound and meaning, which are mutually inter-
twined 1n the creation of visual presentaation
This intertwining can be tonally effective: e.g.
the word zither and its material presentation'
can trigger off, in the consciousness of the
reader, the remiscence of a musical experien-
ce connected with it (1.e. the picture of the
instrument and its melody), whereas in the
individual literary work the mstrument can
become a metaphor or symbol, or express
overtones which are added to the context by
the author. It 1s particularly important how the
phenomenon of the instrument acts together
with the adjoining words (especially adjecti-
ves and adverbs) in the sentence, paragraph,
verse, the whole text. The instrument can be
motif 1.e. the "leit motif’ (the main motif), or even
theme. In a longer text it can be a repetitive
symbol acting as a motif of the entire text, or
the metaphor for something else, for example
man, which can be seen in the Slovene
"Moderna" or expressionism.

Which or what kind of instruments appear in a
text certainly depends on the time in which the
text was created, the aim of the text, its genre
and kind, as well as the style of the period and
the author. Given limited space, the author of
this treatise will, unfortunately, not be able to
look at the enture bulk of Slovene literary out-




Strumentov v njih. Ta tekst torej obravnava
ljudsko pesnistvo, slovensko moderno in eks-
presionizem ter sodobno slovensko poezijo.
Poskusali bomo na motivu, ki se pojavlja v treh
literarnih obdobjih, pokazati, kaksno vlogo in
pomen imajo instrumenti (godci) v teh tekstih,
in kaksen nacin predstavitve le-teh uporablja
ustvarjalec. Ta literarna triada obsega ljudsko
pesem Godec pred pekom, »starodavno pri-
povedko« Kurent Ivana Cankarja in sodobno
pesem Godec pred peklom Vena Tauferja.
Rekli smo Ze, da imajo glasbeni instrumenti po-
leg svojega prvotnega pomena lahko $e nad-
pomen, da so v literarnem delu zato, da vklju-
¢eni v njegovo 1dejno strukturo kot simbol,
sporoc¢ajo e neko nadresnico. Ker pa literarni
ustvarjalec uposteva $e primarni pomen in-
Strumenta in njegovo vlogo v resni¢nem Zivlje-
nju, so zato taka literarna dela povezana z
glasbo.?

Zdi se, da je Ze Cankar spoznal, »da je miti¢ni
pravir umetnosti ljudska pesem in godba s
plesomg,? zato za¢enjamo naso analizo prav z
ljudsko pesmijo. Ljudska pesem pa je kot peta
pesem prav posebno povezana z glasbo. V
njej so instrumenti vedno povezani s ¢lovekom
In z njegovim vsakdanjikom. Instrument je v
njegovih rokah, sam ga oblikuje, izdela in nanj
igra, instrument skupaj z godcem odseva Zi-
vljenjsko resni¢nost,* le v¢asih je personifici-
ran all simboliziran. InStrumenti so v ljudskem
pesnistvu del vsakdanjega in prazni¢nega Zi-
vljenja, s svojo ilustrativno in tudi raznoliko po-
mensko vlogo v pesmi predstavljajo tudi tiste
trenutke v Zivljenju &loveka ljudske pesmi, ki
so tesno povezani z glasbo, plesom, ljubeznijo,
s smrtjo . . . Naj navedemo nekaj primerov:

put, but will devote herself to those literary
periods which in a special way included the
phenomenon and the role of instruments. This
text, then, deals with folk poetry, the Slovene
"Moderna" and expressionism, as well as
contemporary Slovene poetry. A motif appe-
aring in three different literary periods will
serve as an example of the role and meaning
of Instruments (or musicians) in these texts
and the presentation applied by their authors.
This literary triad contains the traditional
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 Veno Taufer.

It has been mentioned that, apart from their
original, musical instruments have an additio-
nal meaning which justifies their inclusion in a
literary work. They are included as symbols in
the idea of the work, thus conveying an addi-
tional truth. Since the author of a literary work
also takes into account the primary meaning of
the instruments and their role in real life, such
works are connected with music.?

It seems that Cankar realized that “the mythi-
cal ancient source of art 1s the folk song and
music accompanied by dancing".? This 1s our
reason for beginning this analysis with folk
poetry. The traditional poem which is sung 1s
particularly closely connected with music. In it
instruments refer to people and their every-
day lives. The instrument is in people's hands.
They model 1it, produce it and play it. The in-
strument and the musician reflect real lifet
Only here and there is it personified or symbo-
lized. In traditional poetry instruments are part
of everyday life, holidays included. With their
illustrative and manifold meaning 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 mention a few examples:




Kter1 ho¢e hohcet met,

mora muzikante met:
z arfami, klenetami
Ino tudl trompetami.
(S6109)*

Kdor pa voce plesat jat,
more dnarce zravan Stet',
zorglam®al s klenetam
al pa s trobentam.
(S6111)

Z gajzlo bom poknil,
da glas poleti

na velbasto kamro,
¢jer decla leZl

(S 3280)

Predmentane citre
kak lepo pojo

da ne morem jes slisati
doé¢vo mojo.

(S 3661-3665)

Bobni bodo ropotali,
boj krvavinapovdvali . ..
(S 6865)

O), ta soldaski boben,
ta bo moj ta velki zvon.
Oj, ta m1 bo zazvonil,
kadar jaz umrl bom.
(S.7108-7120)
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To celebrate a wedding,
musicians with harps, clarinets

and trumpets should be invited

To go dancing some money must be

given to accordion players,
clarinetists and trumpeters

['ll crack the whip so that
its sound will fly into the
room where my sweetheart
sleeps.

The confounded zither sings
so beautifully that I cannot
hear my sweetheart.

The drums will rattle and
announce a bloodbath . . .

The drum in the marching band
will be my church bell
to ring when I die.



Ljudska pesem odseva veliko raznovrstnost in-
Strumentov, 1zdelavo, nacine igranja, ¢asovna
obdobja v katerih se je neko glasbilo upora-
bljalo. priloznosti za igranje . . .

Miska je citre igrala,
Za)Cka dva sta pa plesala.
Veverca ) na prekli bila,
Polha dva sta pa trobila.
Dihur je na boben treskal,
da se je res pod potreskal.
Godecl pa so zraven stali,
So piskall, so piskali.
(S972)

Dva zajca sta citrala,
MiS$ na gosli ciglala,
Jeverca )e na prekl bila,
Dva povha sta trobila.

Pertisni senterijo’
potegninabas . ..
Me bo slisala ljubca
In cela ta vas.

(S 3634)

Po malnu hodi mlinar mlad,
ter ZviZzga, poje prav lepo,
Se lepsl piska na perc.®

(S 359)

Moja piscalka je suha,
mi noce vec pet,

moja ljubca je gluha,
mi nec¢e odpret.

(S 2087)

The folk song reflects a large variety of instru-
ments, their make, ways of playing, the pe-
riods In which an instrument was used and
occaslons when it was played.

The mouse played the zither,

the squoirrel hammered the
dulcimer, the doormice sounded
the trumpet, the polecat beat

the drum, the rabbits danced
and the musicians piped.

The rabbits plucked the strings

on the zither, the mouse played the
violin, the squirrel hammered the
dulcimer and the doormice sounded
the trumpet.

If I tap on the dulcimer and
play the bass, my sweetheart
and the whole village will
hear me.

The miller walks around his mill,
whistles and sings but he 1s
best when blowing a leaf.

My pipe 1s dry and does not want
to sing. My sweetheart is deaf and
does not want to let me in.
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Instrumente opisuje tako kot jih vidi, z in$tru-
mentom ponazarja ljudska pesem tudi emotiv-
na stanja ljudi v pesmu:

Da b' brumbice® mela,
Igrala si bi!

Zdaj Zveglico imam,

Pa igrat ne znam!

Sa b' brumbice®® mela,
Si brumbala b!

Zda) brumbice mam,
pa sl brumbat ne znam.

Da b' ljubega mela,
Ljubila ga bi!

Zdaj ljubega mam,
Pa ga ljubit ne znam!
(S 1349)

Instrument se lahko pojavi kot »¢udezno« glas-
bilo, s katerim ¢lovek ljudske pesmi resuje
svojega dragega 1z brezizhodne situacije. To
vidimo v pesmi Romar sv. Jakoba Kompostel}-
skega:

To je zvedila kraljica.

Se naprav po romarsko,

Se drzala kot srotica,

Z' sabo vzela citrice,

Ajte citre pisane.

Sla v' Turéijo globoko.

Gor in dol po Turskem gre,
In je citrala lepo.

(S37)

In a folk song instruments are described as
they appear. It also contains emotional states
of people:

IfI had a "2veglica" (wooden flute)
and a "brumbica" (a stringed folk
instrument), I'd play them. If I

had a sweetheart, I'd love him.
Now I have him, but don't know
how to love him.

The instrument can appear as a "'magic" musi-
cal device by means of which the character in
the folk song tries to rescue her lover from a
hopeless situation. This can be seen in the
song of the "Pilgrim" by St. James of Compo-
stello.

The queen put on a pilgrim's

clothes, took the colourful zither

and went to Turkey to rescue

her husband from Turkish capacivity
with her beautiful playing.



V bajeslovni pesmi Gosli 1z ¢loveskega telesa
1zdajo umor Je opis delov ¢udeZnega instru-
menta in njegova izdelava. Glasbilo, narejeno
1z umorjenc¢evega telesa, izda umor:®

Persu je ribi& ribce 1Yovit,
ujev je nu ¢udnu ribicu,

z ro¢ic je naredu [Yokice,

s perstu je naredu sravbice,
z les¢i¢u je naredu strunice,
ne bleli grad je u gHosti sew.
On je za¢iew milo gosti,

an starsl milo jokati.

(SLP 52)

Veckrat je Instrument tudi personificiran,
tako, da poje in govori:

Slisal sem bobnati na glas,
Citra pravi tudi,

Skenti¢'® pravi: »K ljubi
Gremo v vasl«

(§5279/3)

Prav tako je v pesmi lahko tudi ¢lovek primer-
)an z indtrumentom (postava, glas):

In tanka ko strunica
tak moja je ljubica.
(S 1087)

Se lepse gol¢i,
kak struna brni.
($1085)

In the mythical song of the "Human fiddle
which discovers a murder”, there is a descrip-
tion of this magic instrument and its make. The
instrument made from the body of the mur-
dered man betrays the murderer.®

A fisherman caught a strange
little 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 sounds 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
a string.

My sweetheart sings more sweetly
than a string.

109 &




Poleg Ze prej navedenih in$trumentov naj na-
stejemo $e nekaj glasbil, ki se pogosto poja-
vljajo v ljudski pesmi: gosl (S3632); lajna
(S 137); orgle (kot naziv za harmoniko), klenete
(klarinet), trobenta (S 6111); $enterija (opreke-
Ij), bas (S 3634); tambur (S 7003); vojaski bo-
ben ($7108, 7110); klarinet, trompeta, pom-
prdon, harmonika (S 8352) . . .

In ¢e je ljudska pesem predvsem odsevala
Zivljenje ljudi, pa je za slovensko moderno zna-
¢ilno, da odseva ustvarjal¢evo notranje vide-
nje sveta, njegovo lastno ¢utenje sveta in ljudi.
In tako se v tem literarnem obdobju prepletata
impresionisti¢na in simbolisti¢éna poetika, ki sta
bili bolj kot kdaj koli prej tesno povezani z
glasbo: »Cankar si Je pravo pesniSko besedo
predstavljal le skupaj z muziko 1n ritmom, z
melodijo in gibanjem.«'' Zato ni ¢udno, da je v
tem obdobju literarni ustvarjalec v svojih tek-
stih uporabil najrazli¢nejse instrumente, ki so
v&asih del pesnikovega razpoloZenja, njegovih
vtisov, pa drugi¢ spet »simbolisti¢na muzikal-
na beseda.»'?

V Murnovi pesmi z naslovom Pesem (Pesmi,
1979, str. 159) zvon v njej ni ve¢ zvon ljudske
pesmi, zvon farne cerkvice, pa¢ pa sta njegova
podoba in zvok izraz pesnikovega notranjega
sveta, je impresija njegove duse:

1. Na nebu visokem
bledijo zvezdé,
v daljavi, ¢uj, rahlo
zvonovi zvone . ..

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

5. Tak mirno je v dusi,
tak ¢udno lahké —
Ah, mislim, zvonovi
so peli tako . ..
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Apart from the above mentioned instruments
there are others which frequently appear in
folk songs: violins (S 3632); street organ (S
137), organ (as the diatonic accordion was
called informally), clarinet, trumpet (S 6111)
dulcimer, bass (S 3634), tambour (S 7003)
drum (S 7108, 7110); clarinet, trumpet. double
bass, accordion (S 8352) . . .

If folk song reflected the life of the people
Slovene "Moderna" was characterized by the
author's Internal vision of the world and his
own feeling for the world and the people in 1t
Thus, impressionist and symbolist poetries
which were more than ever linked with music
merged in this literary period: "Cankar's idea
of genuine poetic speech was that it should be
accompanied by music and rhythm, melody
and movement«.'' Thus 1t Is not surprising that
in this period creative writers used all kinds of
instruments in their texts which were someti-
mes part of their mood and impressions, and at
other times they represented "symbolist musi-
cal speech.""?

In Murn's poem entitled "Poem" (Poems, 1979,
p. 159) the bell is not the same as in the folk
song le. the bell of the parish church, but its
image and sound are the expression of the
poet's internal world, the impression of his
soul:

... 1n the distance the bells are
softly ringing . . .

They sound like dreams of Eden
cr a song of tears.

I think that the bells have sung so . . .



Zdi se. da je to tipi¢na impresionistiéna pesem,
saj je sam Murn leta 1898 pisal I. Sorliju,
» ... da mu je lirikka predvsem dokument, izraz
&ustvovanja, razpoloZenja.«'* Da mu je ... »va-
zen tudi harmoniéni ¢lovek, krepko Zivljenje in
veli¢astna narava . . .«,'¥ pa kaze tudi tretja kiti-
ca Jesenske pesmi (Pesmi, 1979, str. 61), kjer je
zvon kot znanilec ¢lovedke smrti, prikazan vz-
poredno z mo¢jo narave:

3. Motna kot mogoéni vali
silna reka pro¢ drvi
In nekje tam dale¢, dale¢
zvon na zadnjo potzvoni . . .

Prav gotovo pa je najbolj znac¢ilna pesem v
Murnovem pesniskem opusu pesem Vlahi
(Pesmi 1979, str. 102), kjer je vloga inStrumen-
ta dude ali diple z mehom's zelo nazorna. Za-
lostni zvoki, ki jih 1z tega instrumenta izvabljajo
Vlahi, so izraz njihove stiske, ko se utrujeni po-
tikajo po svetu. Instrument tako izraZa razpolo-
Zenje celotne pesmyi, slidijo se otoZni 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 zdruzena melodija. Barve so zble-
dele, besede so pozabljene, ostala je melo-
dija.«'® (Melodija, 1914)

Z mehovi pod pasho gredo,

v dolgih plasc¢ih suknenih gredo,
k tlom sklonjeno glavd,

vsi imajo visoko telo

in drzijo se Zalostno,

da nikoli tako.

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

... the death-bell tolls . . .

Definitely the most characteristic of Murn's
poems 1s the one called "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 mood 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 paled, the words
are forgotten, but the melody has remai-
ned."'s (Melodija, 1914)

They walk with pipes tucked
under their arms . . .




S pi$¢almi na ustnih gredo,
v klobukih $irokih gredo

in zdaj z desno roko

pis¢ali prebirajo Zalostno,
da nikoli tako.

Z mehovi pod pasho gredo

v dolgih pla&ih suknenih gredo
pa v klobukih $irokih gredo -

In zapiskajo Se v slovo,

da nikoli tako.

Tako se zdi, da indtrumenti v vecini pesmi slo-
venske moderne izraZajo ubranost med snov-
nim in dusevnim, med naravo in ¢lovekom - a
le za hip! Dragotin Kette Ze razsirja vtisnost
pesmi z metafiziko in zato v pesnitvi Moj Bog II
v prvi in drugi kitici (Izbrano delo, 1977, str. 77)
uporabi liro kot »nebeski inStrument«, njen
zvok je otoZen in oznanja smrt:

A tu ni govora o koncy, ni . . .
Globoko brezno sije pred menoj.
In liro mojo, ki na dnu lezi,
zakriva z nepremaganoj temoj.

Le malo strun napetih je na nji,
in skoz temo duha $e mali broj
le malo- malokdaj se oglasi

z obupa polnoj, Zalostnoj toZboj.
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They hold their flutes to their mouths . . .
Their right hands entice sad
tunes from their instruments . . .

They give a farewell whistle . . .

Thus it appears that instruments in most
poems by the Slovene Modernists express
a harmony between the material and the
spiritual, nature and man - but only for a
moment! Dragotin Kette extends the impres-
sion of the poem to metaphysics, and in his
poem "Moj Bog II" in the first and second
verses (Selected works, 1977, p. 77) he uses
a lyre as a "heavenly instrument". Its sound
is melancholy and announces death:

And my lyre . ..

Its sounds are full of
despair and grief.




Tudi Oton Zupanéi¢ v svojih pesmih upora-
blja 1n zgosti vse glavne principe impresioni-
sti¢ne tehnike: nac¢elo trenutka, svetlobe, zvo-
ka, gibanja in dosledne snovnosti. V prvi kiti-
ci pesmi Poetu (Izbrane pesmi 1978, str. 41) so
glasovi zvonov podobni letajo¢im golobicam.
V tem primeru prehaja zvo¢no-vizualni vtis v
simboliko. All z besedami Franca Zadravca:
»Zupanéi¢ kar naprej 'snema’ z o¢esno kame-
ro in sluhom svetlobne in barvne odtenke,
trepete, sume . . .\

Sami so razmajali se zvonovi

v ta lepi dan,

kot golobica v soncu jim glasovi
hite ¢ez plan.

Mo¢na ¢ustvena dozivetja, viharna dogajanja v
&loveski dusi Zupanéi¢ vzporedno primerja z
zvokil zvonov ob viharju v naravi. Tako v pesmi
Vihar (Delo Otona Zupanéi¢a, 1976, str. 58, 59)
zvonovi ne pojo ve¢ ubrano, pa¢ pa se njihov
zvok popolnoma podreja silam narave, ki pa
pravzaprav ponazarjajo divje strasti v ¢loveski
dusi:

Zvon je zajecal, zvon na oblak,

veter raztrgal mu je prosnjo,

vrgel jo v mrak,

razbil ob gord;

obnemogel zvok je vsak,

grom gospodari v Zrelu prostorja . . .

Oton Zupan&i¢ also applied impressionist
techniques, assembling the main principles:
the moment, light, sound, movement and
consistent materialism. In the first verse of
the poem "Poetu" (Selected works, 1978, p.
41), the sounds of bells are reminiscent of
flying doves. In this case the tonal-visual
impression merges with symbolism. Or as
Franc Zadravec says: "Zupanéi¢ keeps on
'shooting a film' by means of his eye camera
and his ear, producing shades of light and
colour, trepidation and noises . . .!”

The bells unleashed themselves . . .

Their sounds hurry across the coimtryside
like doves . ..

Zupanéi¢ compares strong emotional expe-
rience and stormy movements in the human
soul with the sounds of bells in a thunder-
storm. Thus is the poem "Vihar" (Works of
O. Zupanci¢, 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 Zupan¢i¢evi pesnitvi Duma (Izbrane pesmi,
1978, str. 61) je izrazita zvoénost nadgrajena se
s simboliko. Instrument, ki to sporoc¢a je zopet
zvon In ta izraza stisko slovenskih izseljencev.
Zvon je zamenjal ¢lovesko toZbo, v te) pesmi je
smboli¢ni instrument ¢loveske stiske. Pesnik z
zvokom stopnjuje notranjo napetost v pesmy, 1z-
razit ritem 1n zvoéno barvanje ustvarja poseb-
no melodijo in vizualizira situacijo. Naj navede-
mo $e besede Franca Zadravca: »Nekateri
vtisni motivi opozarjajo, da svetlobna senzacija
v¢asih ponazarja »pojem« pa tudi zvok .. .«'®
(npr.. zvok zvona pada ¢rno, je v tem primeru
sinestezija):

Hamburk, Hamburk! — Véliki zvon
poje Ji, bije,

tozi, vpije,

pada trdd na njeno glavo.
Hamburk, Hamburk! — pada ¢rno,
mesa se, lije,

vse ovije

V SV0jo motnjavo, zemljo in nebo.

Tudi v dramsko delo, v enodqar}ko No¢ na

verne dude Zupanéi¢ vplete zvon. (Izbrano
delo, 1976, str. 21, 22, 27) V njej je »manjsi zvon
za skrajno uro« glavni motiv te dramske pesni-
tve ali drame v dusah. Zupanéi¢ uporabi avdi-
tivno senzacijo »cimbelika, cimbeliiik« in s tem
doseze srhljivo ozradje slutnje smrti. Cimbeli-
kati pomeni oznanjati smrt. Za glavne osebe te
drame je znacilno, da moc¢no slisijo. Zvon jim
ne poje ve¢, pa¢ pa vpije, jedi, jih opozarja in
oznanja nek strasen dogodek. Zvoki so neke

vrste projekcija ali zapis du$e posamezne ose-

In Zupanéi¢'s poem “Duma” (Selected Po-
ems, 1978, p. 61) tonality is emphasized by
symbolism. The instrument which conveys
this 1s the church bell again and expresses
the distress of Slovene emigrants. The bell
has replaced human lamentation in the poem
and represents the symbolic instrument of
man's unhappiness. By means of sound the
poet accelerates inner tension in the poem
The singular rhythm and the colour of sound
creates a special melody, thus visualizing the
situation. The words of Franc Zadravec should
be added here: "Some impressionist motifs
call attention to the light sensation which some-
times 1llustrates the 'notion' as well as the
sound .. .""® (e.g. "the sound of the bell is
black" is synaesthetic).

The big bell sings to her,
tolls, laments, cries, falls
hard on her head . ..

It falls black, it intermingles,
flows, enveloping everything . . .

In his dramatic work, for example the one-
act play "No¢ na verne duge" (All Souls'
Night), Zupanc’:u’: interweaves a bell (Select-
ed Works, 1976, pp. 21, 22, 27). The "smaller

bell for the ultimate hour" 1s the main motf

of this play about human souls. Zupan&ié
applies the auditive sensation, thus achiev-
ing the shuddering atmosphere linked with
an apprehension of death. The clang of
cymbals has the meaning of death. The abi-
lity to hear well i1s characteristic of the main
characters in the play. The bell does not



be. Impresionisti¢no dojemanje se prepleta s
simbolisti¢nim upomenjevanjem. Zupandi¢
sam pravl, da je ta drama »kot neke vrste bala-
da« (ZD VI, str. 290) in zato je funkcija zvona $e
bolj poudarjena. Zvok in pomen se tesno pre-
pletata:

Kajfez: E, mali, Ze se bo$ nacimbelikal — smrt
kleplje koso . . .

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

Klju¢ar: Sosedje pijmo — potle bodo peli zvo-
novi kot na svatbo vernim dusam.

Nedvomno ima uporaba zvona v Zupanéi¢e-
vem literarnem ustvarjanju poseben pomen.
Prav gotovo je ta indtrument najvec¢krat upora-
bljen v slovenski moderni, ¢e ne bo to veljalo
celo za vso slovensko besedno umetnost. Lah-
ko pa pritrdimo tudi ugotovitvi Zmage Ku-
mrove: »Zvon je za Slovence ve¢ kot samo
glasbilo, zvon poje.«' Toda iz harmonije zvo-
kov se Zupanéi¢ Ze razpoje v disharmoniéno
disonantno pesem, kjer se zvok Ze trga in lomi.
Tako vidimo v odlomku pesnitve Dies irae (Iz-
brane pesmi, 1978, str. 69, 70), da tu ni vec¢
zvoc¢ne niti pomenske harmonije, pa¢ pa bi-
vanjska disonanca in zvo¢na disharmonija. Iz
impresionizma in simbolizma je Zupané&i& s to
pesmijo Ze prestopil v ekspresionizem: »Mo-
go¢ni ton, ki pada s sviné¢eno tezo od velikega
zvona, nenadoma ni ve¢ ton in zvok, ampak se
raztrga v posast, ki . . .«?

sing to them any longer, but shouts, groans
and warns them of a terrible event. Sounds
are a kind of projection or the state of the
soul inherent in the individual character.
Impressionist attitudes are interwoven with
the symbolist meaning. Zupané&i¢ himself says
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 stronger.

Sound and meaning merge with one anoth-
er:

I'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 in Zu-
panci¢'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 quoted here: "The bell is
more than an instrument to the Slovenes as it
sings to them."!® With Zupandi& the harmony of
sounds 1n his poems eventually becomes a dis-
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
spatial dissonance and a disharmony of
sounds. with this poem Zupanci¢ left impres-
sionism and symbolism for expressionism:
“The mighty sound which falls like lead from
the big bell, suddenly ceases to be a sound
but is torn apart to change into a monster
which ., "20




Dom

razmajal je svoj véeliki zvon,

kakor da toZi nad mestom Bog,
kroZi glas vse naokrog,

trka na okna, bije ob duri,

preko strehe stresa s peroti

¢rno grozo dusam nasproti,

plasi in burli,

bega otroka in sega z mracno réko
starcu v prsi globéko.

Zupanéié je torej v tej pesmi zvok Ze razkrojil.
Glas zvonov oznanja nekaj strasnega, konéne-
ga. V nadaljevanju pa Zupanéi¢ vse $e zaostri,
poudari disharmonijo sveta in zvoka, s tem, da
primerja svet z bobnom, na katerega udarjajo
kopita jezdecev Apokalipse in zraven S$e
odmevajo orgle, trombe in zvonovi:

Cujte jahate, ¢ujte jih za goro.
Svet kot boben napet,

in kopita, trdi tolkaci

ga bijo

vse bolj in bolj:

Suhi jahadi

k nam gredo

na pokolj!

Milost v orgel bu¢anju prihaja,
trombe ima s seboj in zvonove . ..
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The church bell was set free .

[t knocks at the window,
1t raps on the door .

it 1s frightening and exciting
It scares the child .

In this poem Zupan&i¢ has torn the sound
apart. The ringing of bells forebodes some-
thing terrible and ultimate. On continu-
ing, Zupané&i¢ writes with even more ten-
sion, emphasizing the disharmony between the
world and the sound. He compares the world
to a drum beaten by the hooves of the Apo-
calyptic Riders. In addition there are the
echoes of the organ, trombones and bells

The world is as stretched
taut as a drum; it is beaten
by hooves and hard pestles ...

Mercy arrives with a roaring
organ, accompanied by trumpets
and bells . ..




Tudi pr1 Cankarju so pomembni elementi v
njegovem ustvarjanju prav instrumenti. Rekli
smo Ze, da so zanj zvo¢nost besed, stavkov,
njihov ritem in melodija zelo pomembni, tako
zvoénost sama brez posebnih pomenskih
nadgradenj, kot tudi zvoénost besed, ki po-
mensko $e bol) poudari njegovo misel. Tako
pravi Franc Zadravec, da: »Zvonko besedo v
pesmi je v gimnazijskih letih doZivljal kot ne-
kaj posebno lepega (Na klancu, 1902), »zato
pa uZival tudi ob pesmi, ki ni bila ve¢ kot
zvoncek', ki je boZal le uho, . .. srca ni presu-
nil.« (Moje Zivljenje, 1914)%!

Torej imajo tudi v Cankarjevi poeziji in prozi
inétrumenti posebno vlogo. Naj navedem le
dva in$trumenta, ki kot motivna drobca skupaj
s pridevnikom in prislovom, ustvarjata Zivo sli-
ko dogodka, nekega globokega ¢ustvovanja,
1deje. S harfo in njeno melodijo v pesmi Sulamit
(Zbrano delo 1976, str. 73, 74) $e bolj izrazi svo-
jo »bolno obc&utljivost za zvoke.

3. Iz zlatih harp také sladkd
vro pesmi koprnece
in srce plaka in drhti
od Zalosti, od srece.

8. Inzlate strune
mrtvasko melodijo
poslednji vzdihi suznih prs
nocoj iz njih zvenijo . . .

V ¢rtici Vélika masa iz ciklusa Podobe iz sanj
(Zbrano delo 1975, str. 116) je sludno-vidna si-
nesteti¢na podoba zvokov instrumenta — orgel
{del Cankarjeve ideje o vstajenju iz trpljenja.
A tudi orgle, ki so v tej ¢rticl prikazane kot in-
Strument »¢rne mase trpljenja, groze .. .«, lah-
ko le jecljajo:

To Cankar as well, instruments are impor-
tant elements to be used in his creative writ-
ing. It has been said before that 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 emphasizes his idea are
of great importance. Franc Zadravec writes
that “in his grammar school days he (i.e. Can-
kar) experienced the sonorous word in a
poem as something especially beautiful” (Na
klancu, 1902) ... he also enjoyed a poem that
was nothing more than a little bell caressing
the ear... but which did not go to one's
heart . . «

(Moje zZivljenje, 1914)

Thus instruments play their 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 means 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 masa (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..." can
only stammer:
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»Ko je stopll Zupnik pred oltar, so se oglasile
orgle, njih glas pa Je bil hripav in neubran.
zvoki so se lovili in prevracall brez cilja.«

V nasprotju s slovensko moderno, predvsem
impresionizmom in delno tudi simbolizmom, pa
sta v ekspresionizmu?? vloga In pojav Instru-
mentov druga¢na. Pomensko-zvo¢na vloga in-
Strumenta v posameznih literarnith delih eks-
presionizma je drugac¢na od prejsnjih impresij
pesnikove du$e 1n tudl n1 ve¢ impresionistiéni
simbol. Njegova funkcya je v ekspresivni
predstavi, v intenziteti pojava glasbila v pesmy,
dramatikl... Je lahko simbol izbruha neke
moc¢ne duse, postane barvita metafora ali pa
celo znamenje c¢loveka samega, kot simbol
zan). Prejsnjo harmonijo zamenja disharmonija,
jecljanje, burne podobe. In tako so najpogo-
stejsi instrumenti v tem obdobju nasledniji: tro-
bente, bobni, trube, podzemeljski bobni, zvo-
novi, klavir, flavta . . .

Pred nami je prvi primer in sicer pesem Ed-
varda Kocbeka Znamenje (Izbrano delo, 1972,
str. 22)

4. Vesoljna groza poje, gromska mod&
s trobentami in bobni polni no¢

8. Naposled ¢ujem trube tujih trum
in Jeriho sesuje vecni hrum.

InStrumenti so iz obmoc¢ja metafizike in s
svojo zvo¢no in pomensko podobo oznanja-
Jo blizajo¢e se usodne dogodke, uni¢enje in
smrt.

Zelo podobno vlogo ima trobenta tudi v
pesmi BoZza Voduska Sodni dan (Izbrano
delo, 1972, str. 117)
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“When the parish priest approached the
altar, the organ sounded. It sound was hoar-
se and disharmonious, the tones chased one
another, turning aimlessly 1n all directions.”

Contrary to the Slovene "Moderna”, part-
cularly 1mpressionism and partly symbolism.
the role and appearance of instruments were
different in expressionism.?? The role of an
instrument concerning meaning and sound dif-
ferens from the previous impressions in the
poet's soul. Moreover, 1t no longer represents
an impressionist symbol. Its function concerns
expressionist performance, the intensity of the
Instrument's appearance in 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 his/her
symbol. The former harmony 1s replaced

by disharmony, stammering, tempestuous,
instruments during this period were trum-

pets, drums, tubas, underground drums, bells.
ets, drums, tubas, underground drums, bells,
pianos, flutes ... Edvard Kocbek's poem Zna-
menje (Selected Works, 1972, p. 22) should
serve as an example of this.

Horror sings . . . trumpets
and drums fill the night . ..

... the eternal sound of the
trumpet . . .

The instruments come from the field of me-
taphysics. With their images of sound and
meaning they announce the approach of fatal
events, destruction and death.

A similar part is played by the trumpet in the
poem "Sodni dan" by BoZo Vodudek (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 zavrZen, kdo izbran,

2. ne bova v trumi, ki bo pohitela
med petjem s palmami na svetlo stran,
tja bova $la, kot sva sama hotela
v temo na veke neutesnih sanj.

Resignacija in zavrac¢anje kakrsne koli me-
tafizicne resitve ustvarja v teh pesmih diso-
nantne tone in razpoloZenja. Se bolj pesimi-
sti¢no slikanje ¢loveka in njegovega bivanja
nam ustvarja Voduskova pesem Zapusc¢eni
klavir (Izbrano delo, 1972, str. 109), kjer kla-
vir metonimi¢no prevzame ¢lovesko podo-
bo osamljenega, zapus¢enega predmeta, bitja,
ki ob dotiku zaje¢i od bole¢ine in hru-
mi od jeze:

Potisnjen v kot temac¢nega hodnika,
obdrgnjen, vegast, zaprasen klavir
vsem mimoido¢im kaZe 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.

Neko¢, prevzet od taksne pritajene
bridkost, le preizkusim razglasene
njegove strune, pa kot da v osir

sem dregnil, se namesto razbolene
otoZnosti ves besen vrze v mene
krohot in rezek vik, hrus¢ in prepir.

On Judgement Day the
angel's trumpet will
sound . ..

Resignation and the rejection of any metaphy-
sical solution creates dissonant tones and
moods. Vodu$ek's poem of the "Deserted
Piano" (Zapu$c¢eni klavir, see Works, 1972, p.
109) where the piano metonymically takes
over the human qualities of a lonely, deserted
object which — like a human being - gives
groans of pain at the slightest touch, or roars
with fury.

The piano is shabby, unsteady
and dusty . ..

Its strings are out of tune . . .

[ am surrounded by a hue and
cry, furious noise and
quarrel . ..

119




Cisto druga&en simbol kot pri Vodusku pa
je klavir v pesmi Skica na koncertu (Pesmi
in konstrukcije, 1977, str. 40). Pred nami je
zvoc¢no-barvno kontrastiranje in na videz &i-
sta harmonija. V te] pesmi ¢lovek 18¢e globi-
ne. s pomocjo glasbe. V nekaterth drugih
pesmih Sre¢ka Kosovela pa zasledimo $Se
liro, zvonove in harfo, kot prispodobe zvo-
kov in tonov ¢loveske duse.

Ves poln sanj je ¢rni klavir,
ko da globina mrakov
v njem se zrcall.

Za njo je sprostrl
bele roke pianist.

Tiho,

ko da na ¢rnem
mramornem jezeru
odplavala laboda bela sta
neskon¢nosti iskat . . .

Instrumenti so v ekspresionizmu velikokrat
simbol za ¢loveka ali za ¢lovesko telo. Alojz
Gradnik (Izbrano delo, 1976) ima poleg harfe,
harmonike, ki vres¢l, v svojih pesmih tudi
pis¢al, ki je metafora za c&lovekovo telo.
Enako funkcijo ima pis¢al tudi v pesmih Anto-
na Vodnika. Tako pravi Franc Zadravec, da
gre tu za: ». .. redukcijo In zoZevanje telesa v
glasbilo, kar naj b1 bilo kliSe tedanjega podu-
hovljajo¢ega pesnistva «?? Veasih pa je instru-
ment v pesmi del zvo¢nega valovanja in je pe-
sem poduhovljena, eteri¢na podoba situaclje
in ¢loveka v njej. Tak primer je pesem Ihte¢i
zvokl Antona Vodnika (Pot skozi no¢, 1966, str
66)
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A completely different symbol from Vodugek's
work 1s the piano in the poem "Skica na kon-
certu” (Pesmi in konstrukcye, 1977, p. 40) We
are confronted with contrasts of sound and
colour and an apparently pure harmony In
this poem one looks for depth by means of
music. In,some poems by Sre¢ko Kosovel we
come upon a lyre, bells and harp as meta-
phors depicting the sounds and tones and the
human soul.

... the black piano . . .

. the black marble lake .

In expressionism, instruments frequently re-
present symbols for man or the human body.
Apart from the harp, Alojz Gradnik has a flute
in his poems used as a metaphor for the human
body. The same function is performed by the
flute in poems by Anton Vodnik. Franc Zadra-
vec writes that in this case one 1s confronted
with the " reduction and shrinking of the
body down to an instrument which represents,
as It were, the cliché of the then spiritualized
poetry"?! Sometimes the instrument is part of a
sound fluctuation which makes a poem the spi-
ritualized and ethereal image of the given situ-
ation and the role of man n 1it. An example 1s
the poem "Ihte¢i zvoki" by Anton Vodnik (Pot
skozi no¢, 1966, p. 66)




Moje roke jokajoce

po tvojih Zalostnih laseh dehtijo . . .
Utihnile pis¢ali so pojoce,

le roZe $e nekje dehtijo . . .

Kje je jeknil glas zvond?
Kako je v rozah zajokalo . . .

Nekdo se bledo je nasmehnil,
pritisnil k ustnicam piscal
prosec k nevidnim rokam pal.

»Anton Vodnik rad zasipa besedila z retori¢ni-
mi podvojitvami; z njimi verz tudi melodizira in
polni z zvoéno orkestracijo.«?* Tako pravi
Franc Zadravec in nam kaZe naslednji primer,
ki vsebuje tudi sinesteti¢no podobo.

o to zvonenje,
ki sinje, sinje veje.

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

In$trument ima v obdobju ekspresionizma
moc¢no simbolnost, poetsko silo, pesmi vse-
bujejo eksplozijo duse, intenziteto in krik. V
pesemskem ciklusu Mirana Jarca Kraljevi¢
na samotnem gradu (LZ, 1924) je v tretji kiti-
cl naslikana »ekspresivna burna podoba«:

In ko je bila ¢asa duse polna bisernih snov,
je v prostore tiho zvenecih zlatih zvonov
pav zaklical v no¢.

My weeping hands . ..

The singing 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"?* These words were written by Franc
Zadravec, who also gives the following exam-
ple which contains a synaesthetic image.

Oh this blue, blue ringing . ..

How ravishingly the bells
sing and sing . . .

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 intensity and
outcry. In the poetry cycle of Miran Jarc, "Kra-
ljevi¢ na samotnem gradu”, (Selected Works,
1921) the third verse contains a 'stormy
expressionist image":

... gently sounding
golden bells . ..




»V novi poeziji ho¢e naravnost spregovoriti
naravni, s kulturo neizumetni¢eni ¢lovek v
obliki afekta, krika, je¢anja, vzdiha«?S je za
ekspresionisti¢no poezijo zapisal Franc Za-
dravec.

Tudi v dveh dramskih delih Slavka Gruma
Trudni zastori in Dogodek v mestu Gogi je
inStrument simbol za ¢loveka, ga oznaduje
In predstavi njegov znaca). V Trudnih zastorih
Je 1zraZzena mocna vizualizacija in ekspresivna
zvocna podoba: »Zaprt klavir, mol¢e¢a harfa
je Clovek, dotik prstov Sele ga zazveni v
pesem.« Ta poeti¢na podoba je porojena iz
ldealisti¢nega 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 Sibkega ¢loveka, ki se na koncu tudi
delno zlomi. V prvem dejanju in v zac¢etnem
prizoru beremo v didaskalijah: »Ve&er, po
ozra¢ju se nosi drobna trzajo¢a pesem flav-
te ... flavto igra Klikot, kot prelomljen sloni
ob svojem oknu s pokorno nagnjeno glavo.«
Ta zvok flavte je disonantni muzikalni motiv,
ki je kontrasten s ¢rnobelim vtisom in negib-
nostjo prvega dejanja.

Disharmoni¢ni ¢lovek tega obdobja se bori
z Bogom, se utaplja v hlipanju in eteri¢nem
razpoloZenju, v¢asih kri¢i in stoka, in prav
zato se zdi, da je vloga inStrumentov v slo-
venskem ekspresionizmu pomembna in zvoc-
no ter pomensko uc¢inkovita.

Zadnje obdobje, ki ga v tej razpravi analizi-
ramo, je sodobna poezija, ki ne pozna vec iz-
bruhov strasti, krikov . .. Indtrument (¢lovek) v
pesmi ne vzdihuje ve¢ in ne krid¢i iz razbolele
in eksplozivne dude, pa¢ pa je v pesmi lahko
kot motivni drobec, za katerega ni nujno, da bi
sporoc¢al kaksno idejo, je lahko le zvoéni ele-
ment v svoji primarni vlogl. V&asih se pesnik z

“In the new poetry the natural human being,
unburdened by culture, speaks up. He_is not
devoid of passion, outbursts, groans and
sighs",» Franc Zadravec wrote to decribe
expressionist poetry.

In two plays by Slavko Grum, “Trudni zastorn"
and "Dogodek v mestu Gogi", the instrument is
the symbol of man. It defines him and introdu-
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 poetic image emerges from the
idealistic and 1dealizing pringiple of a charac-
ter, the painter Larsen.

A similar presentation can be seen in "Dogo-
dek v mestu Gogi" (Selected works, 1976, p.
113) where one of the characters is given a
flute. He has a weak personality and breaks
down at the end. In the first act and the initial
scene the stage directions read as follows: “It's
evening. The twitching sounds of the flute
are carried through the atmosphere . .. Klikot
1s playing the flute standing at the window as if
broken in the middle, with his hand obediently
bent forward«. The sound of the flute 1s a
dissonant musical motif which is in contrast
with the black and white impression and the
lack of movement in the first act.

The discordant man of this period fights God,
sinks into moans and ethereal moods, shouts
and groans. This is the reason why the role of
instruments in Slovene expressionism Is 1m-
portant and effective with regard to sound and
meaning.

The last period analyzed in this treatise is
marked by contemporary poetry, which does
not know outbursts of passion, outcries . .. The
instrument (1.e. man) in the poem does not sigh
any more or cry out from the pain-stricken,




vklju¢evanjem glasbil v pesem samo besedto-
zvocno igra in nato v tej igri 18¢e nadpomene
besed. V tem obdobju vidimo dva pojava, ki
sta pomembna za razumevanje posebne vloge
InStrumentov v sodobni poeziji. To sta »abso-
lutna metaforizacija — prispodobe, ki se osa-
mosvajajo In rojevajo tako reko¢ same iz sebe,
1z jezikovne imaginacije«?, in drugi pojav, ki
mu pravimo proces demetaforizacije. V neka-
terih pesmih tega obdobja pa je viden tudi
proces 1skanja odnosnic iz pretekle literarne
ustvarjalnosti. V pesmi Svetlane Makarovi¢
Kost (Pesmi, 1979, str. 50) je odnosnico pesnica
poiskala v ljudski pesmi:

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

Tak postopek uporablja tudi Stefan Remic
(Pesniski almanah mladih, 1982, str. 68, 76, 86),
kiima v pesmi »piSkav meh« (ko godec stegne
piskav meh,/ se strast ve¢ ne prikriva), in ta
Ima posebno mo¢. V pesmih Lajnar in Orgli-
¢ar, pa sta oba godca znanilca ne¢esa bolne-
ga in razkroja. Osamosvajanje metafor in igra
besed je vidna v pesmi Alesa Debeljaka Za-
menjave §t. 7 (Pesniski 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"? and, second, the process of
demetaphorization. In some poems of the pe-
riod, the process of searching for antecedents
of past literary creativity is visible. In “Kost", a
poem by Svetlana Makarovi¢ (Poems, 1979, p.
50) such an antecedent was found by the poet
in this folk song:

The white bone . . .

a whistle

which will sing to me
a dry white song.

This kind of procedure is also used by Stefan
Remic (Pesnidki almanah mladih, 1982, pp. 68,
76, 86) who uses “piskav meh" (ie. 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 "Orgli¢ar” (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 seen in the poem "Zamenjave §t.
7" (Exchanges) by Ale§ Debeljak (Pesniski
almanah mladih, 1982, p. 305):
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zares in brez naglice vznemirja sled, zelja
v podplatu, violina,
od moke mokra, zaigra uverturo v tujem
Jeziku: godba spanja, ¢e more?

V zbirki Pesmi in plesi (Pesnisk1 almanah mla-
dih, 1982, str. 243) je v enl od pesmi Braneta
Mozeti¢a zaigrala frula: »z drobno frulo v bre-
gu piskam . . .«, v eni od pesmi 1z cikla Jemanje
§t. 7 Irene Zorko-Novak (Pesniski almanah
mladih, 1982, str. 131) pa je zvenenje flavte kot
¢ista lepota in skrivnost. Delno je v obmoé&ju
nenavadnih metafor in igrivosti besed $e Niko
Grafenauer (Pesmi, 1979, str. 79) v pesmi Opil-
ki mraza:

... lete pogledi, Z1va sled
v zamrznjeni belini

In diamantni rez napet
kot tenek zvok na violini,

A na zobeh klavirja pena
sonate, v kaksen gib
iztegnjen, ki izbrige, . . .

Z zvoc¢no igro besed se je ukvarjal tudi JoZze
Udovié, ki ima v svojih pesmih 1zvirne zvoéno-
slikovne podobe. V eni od kitic pesmi Fanta-
zlja v mestu na vodi se popolnoma prepusti
lastni imaginaciji, tako da so mandolina In zvo-
novi le drobec neke fantazijske slike:

Na strehi igrd

mesec¢na deklica mandolino
gondola hiti med oblaki,

zvonovi letijo iz zvonika v zvonik,
v oknih gorijo lampijoni,

luna kupuje med gotskimi higami
kamnite ¢ipke.

... the violin

wet with flour, plays

the overture in a foreign
language: the music of
sleep . ..

In the collection "Pesmi in Plesi/Poems and
Dances" (Pesnidki almanah mladih, 1982, p.
243) the pipe is played in a poem by Brane
Mozeti¢: "I play my lttle pipe on the hill

whereas in one of the poems from the cycle
"Jemanje/Taking No. 7" by Irena Zorko-Novak
(Pesniki almanah mladih, 1982, p. 131) the
music of the flute is like pure beauty and a
secret. Niko Grafenauer partly exploits the
field of unusual metaphors and playful words
(Poems, 1979, p. 79) 1n his poem "Opilki mraza

(Filings of Frost):

the sharp diamond cult
like a high sound on the violin

on the teeth of the piano
the froth of the sonata . ..

Joze Udovi¢ also dealt with the musical play of
words. In his poems he uses original musical-
visual images. In one verse In the poem “Fan-
tazija v mestu na vodi" he completely gives in
to his imagination, so that the mandolin and the
bells are only fragments of a fantasy picture:

On the roof a girl plays the mandolin . ..

bells fly from tower to
tower . ..



V izrazito fantazijskem obmod&ju se giblje $e
Kajetan Kovi¢ 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 zvoéno vlogo instru-
mentov, pa ostajata Ivan Minatti s harmoniko
kot dobrim starim mehom (Stara pesem - Pri-
sluskujem tidini v sebi, 1985, str. 48) in
Joze Smit z zvonovi - »peti pesem zvonk-
llaje kot bardi ali Zalostno kot pojeta mr-
liski in velikono¢ni zvon« v pesmi Hotel
sem (Vzeti kamen iz ust, 1988, str. 11) in z
bobni, ki utiSajo pesnikovo jecljanje v pesmi
Sodobni pesniki (prav tam, str. 13).

Naj za konec tega literarnega obdobja doda-
mo $e zanimiv primer zvo¢no-pomensko-vizu-
alne podobe, ki jo kot celota predstavlja
pesem Sade Vegri Zene (Tristo ljubezenskih,
1986, str. 178, 179). V njej Vegrijeva primerja
Zzene z lutnjami, z instrumenti, ki zahtevajo
nezne dotike glasbenika, da lahko izvabi ubra-
ne tone. Zanimiva je grafi¢na podoba pesmi,
razporejenost besed v eno samo strnjeno kiti-
co, ki spominja na polovico in$trumenta —
lutnje.

Kajetan Kovi¢ moves in the area of imagination

in his 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 — Prisluskujem
tidini v sebi, 1985, p. 48) and Joze Smit with
bells - "to sing a song tinkling as bards do or
sadly as death - and the Easter bells” in the
poem "Hotel sem" (Vzeti kamen iz ust, 1988, p.
11) and with drums which silence the poet's
stammering in the "Sodobni pesniki” (ibid., p.
13) remain within the framework of intelligible
semantics, where the meaning 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-vision
in the poem "Zene" ("Women" by Sasa Vegri)
(Tristo ljubezenskih, 1986, pp. 178, 179). The
poetess compares women with lutes, 1e. in-
struments which demand a musician's gentle
touch so that harmonious sounds can be elicit-
ed. The graphic presentation of the poem 1s
interesting, the arrangement of words In a
single verse reminiscent of one half of a lute.
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Zene

so
kakor lutnje
mirne in vdane,
ko cakajo

da zapoje
njihovo telo.
In kadar

kdo nanje
ubrano zaigra
pojo

o zalosti
srebrnih noé¢i,
ko jih mozje
puscajo same,
O rojstvu,

ki ga pletejo
v sebi

in o ljubezni
razpeti

kot strune

od ust

do bokov.
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Women are like lutes, quiet and
devoted . . .

When somebody play them harmoniously,
they sing about sadness . . .

they sing about love, highly strung
like strings from mouth to hips . . .




Tako se procesi ustvarjanja v sodobni sloven-
ski poeziji gibajo od absolutne metaforike,
prek demetaforizacije besed, ki prehaja v
zvocno ali grafi¢no igro z besednim gradivom
samim. Instrument ima torej v sodobni poeziji
razli¢ne valence: je lahko metafori¢ni element,
zvo¢ni element ... Kadar pa sodobni pesnik
15¢e odnosnice v drugih literarnih obdobjih
(npr. v ljudskem ustvarjanju), lahko dobi in-
strument nov pomen ali nadpomen. Gre torej
za zanimiv ustvarjalni krog, ki ga lahko pona-
zorimo z analizo literarne triade, ki prikaze
transformacijo Orfejskega motiva.

Pa poglemo kako je motiv godca in njegovega
¢udeznega instrumenta prikazan v nekaterih
variantah ljudske pesmi Godec pred peklom,
kako je tega godca zasnoval Ivan Cankar v
Kurentu in kak$na je formalna in pomenska
preobrazbena struktura sodobne pesmi Vena
Tauferja Godec pred peklom.

Ljudska bajeslovna pesem ima v svojih varian-
tah ve¢ razli¢nih instrumentov in godcev. (liki
godcev so: od kralja MatjaZa, prek sv. Davida
do fanti¢a in deklice). V vseh variantah sta vlo-
ga in pojem godca in inStrumenta ve¢ ali manj
enaka. Ker hoc¢ejo godci 1z pekla resditi duse,
potrebujejo zato ¢udezZen inStrument, ki pa je v
vseh variantah naslikan tako, da odseva
resni¢nost. Indtrumenti so v pesmih taki,
kot so jih ljudje ljudske pesmi zares poznalj, le
da jim je dodana posebna mo¢. Instrumenti, ki
se v pesmih pojavljajo, so: gosli (SLP 48/3),
perd (SLP 48/5), gosli in ¢rn lok (SLP 48/3),
citre (SLP 48/14, 16)... in v eni od variant
lahko opazujemo izdelovanje glasbila s poseb-
no mocjo. Navedli bomo le tri primere:

Thus the processes of creation in contempo-
rary Slovene poetry move from the absolute
use of metaphors over the demetaphorization
of words, which passes on to a musi¢ally or
graphically expressed word play. In contem-
porary poetry, the instrument then contains
different valences: it can be a metaphorical or
a musical element . .. However, when the con-
temporary poet looks for antecedents in other
literary periods (e. g. folk tradition), the instru-
ment can obtain a new or special meaning.
Here, we are confronted with an intersting
creative circle which can be interpreted by
means of analysis of the literary triad which
shows the transformation of the Orphic Motif.
Let us see how the motif of musician and his
magic instrument appears in some folk song
variants, where The Musician stands at the
Gates of Hell, and how this musician was inter-
preted by Ivan Cankar in "Kurent"; and fur-
ther, what the mutated structure of form and
meaning 1s In Veno Taufer's contemporary
poem "The Musician at the Gates of Hell".

The traditional mythical poem contains a
number of different instruments and musicians
in its variants (the characters of musicians
cover those appearing in Kralj Matjaz, St
David, and the Boy and the Girl). In all these
variants the role and meaning 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 variants
reflects 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 48/14,
16) ... and in one variant the production of an
Instrument with magic power can be obser-
ved.
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Gre Kralj MatjaZ na senjim ljep,
si1 kupi Zolte goslice

Ino pred peklom zaigra.

(SLP 48/1,2)

Jaz mam ene citrice

grem pred pekel igrat ze."
Lerela rela, lerela ralala.
(SLP 48/8) +zdaj

Le pojd na britof Zegnani:

z kosti naredi goslice,

1z zof* pa naredi Sravfike,

1z was pa naredi strunice.
Potlej pa pojd pred pekov gost!
(SLP 48/9) +zob

V Cankarjevem Kurentu je pomenska nad-
gradnja Ze razsirjena, saj sta tako godec kot in-
strument Ze simbolizirana. Pravzaprav si je
Cankar zgodbo o Kurentu izbral samo zato, da
je vanjo lahko polozil svoje misli o slovenskem
narodu in slovenskem umetniku. Tako je glo-
boka idejna miselnost zavita v simboliko. V
Kurentu sta kar dva in$trumenta: harmonika in
gosli. Harmonika je v rokah Kurenta Zalosten
indtrument: »Komaj je harmonika za¢utila Ku-
rentove roke, je zapela, kakor ni pela nikoli
poprej« »Kako godes?« je vzkliknil Jernejc.
Take Zalostne pesmi $e nisem slisal. Pogreb-
cem godes, svatom ne! »»Harmonika ni jezik,
ne vé za hinavséino, pesem ni beseda, ne
laZel«« je rekel Kurent.«**

To je bil leta 1910 radikalen pisateljev izziv, ki
kaze Cankarjevo povezanost z glasbo in izpri-
&uje njegovo osnovno idejo o iskrenosti pesni-
dkega ustvarjanja v nasprotju z laznivo bese-
do, ki je bila globoko prisotna v Zivljenju
tedanjih ljudi. Tako je pri Cankarju inStrument
le podaljSek &lovekove roke, saj se po njej
pretoé¢i njegova pesniska duda: »iz srca gre
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Here are only three examples:
King Matjaz buys a fiddle

at the fair and plays at the
gates of hell.

I'm going to play my little
zither before hell.

Go to the churchyard 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 his
ideas are wrapped in symbols. In "Kurent"
there are two instruments, accordion and vio-
lin. The accordion 1s a sad instrument In
Kurent's hands: "As soon as the accordion felt
Kurent's hands, it began to sing as never
before." "How can you play like this?" Jernejc
exclaimed. "I've never heard such a sad song.
It'’s the mourners you are playing for, not the
wedding guests."” "An accordion Is not a lan-
guage, it doesn't know of hypocrisy. A song 1s
not a word, it never tells lies!" Kurent said %4

In 1910 this was a writer's radical challenge. It
shows Cankar's connection with music and
expresses his basic idea about the sincerity of
poetic creation as contrasted with the lies
which were deeply ingrained in the lives of
contemporary people. Thus, Cankar's instru-
ment is the prolongation of man's arm along
which his poetic soul flows: “From the heart




koprnenje v roke, iz rok v harmoniko, iz har-
monike med ljudi — kaj bi ljudjé z mojim ko-
prnenjem, ko so veselja polni?«?’ Ker pa hoc¢e
Kurent instrument, ki bo imel posebno mog¢,
zapi$e svojo duso hudi¢u (v podobi §krata) in v
zameno za Zalostno harmoniko dobi vesele
gosli in mo¢ orfejskega petja, da bo z njim
razveseljeval svoje trpe¢e ljudstvo in osvojil
vsa srca. Tako se je Cankar zapisal litera-
turl in umetnosti, ko je zapel svojo prvo
mladostno pesem.

Torej so gosli in§trument, ki ima posebno mo¢,
njihova glasba je mamilo, s katerim za nekaj
¢asa Kurent (Cankar) zaziba v pozabo svoje
ljudstvo, ki zivi v &rni blatni resni¢nosti, v neki
vrsti pekla: »Nd te gosli, Kurent, pa ni¢ se ne
boj! Stare gosli so in oglajene, rok mnogotero
Jih je Ze zibalo, plesalcev brez $tevila je Ze
romalo za njimi, dolge procesije, rodovi in ljud-
stval Kadar jih objamejo tvoje roke, zaplese
Iok po strunah, bodo pijana vsa srca, pijane
vse oCi«.28

Toda gosli v tem delu niso samo in$tru-
ment, ki vliva upanje, ki osrecuje, v sa-
njah vidi Kurent gosli, ki jih v rokah drzi
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 oroZjem, pac¢ pa
s ¢udeZnimi goslimi ljudskega umetnika. Le
tako lahko Kurent resuje ljudi iz pekla Zivljenja
in smrti: »Sanjalo se mu je, da se je visoka sen-
ca vzdignila izza hriba. Nogé so lomastile po
zemlji, glava pa se je s kustravimi lasmi dotika-
la samega neba. Silne gosli je zibala v levici,
desnica pa je lok drZala. Tako je lomastila
senca preko zemlje, iz doline v dolino; . . .«?°

V tem delu torej oba instrumenta skupaj z god-
cem tvorita glavni motiv, ki je zaradi prozne
oblike pomensko razprsen in simbolno nad-

longing flows into the hands, from the hands
into the accordion, from the accordion to the
people — what will people do with my. longing
as they are full of joy?"?” 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 1s a drug by means of which
Kurent (1.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."®

In this work the violin is not only an instrument
which gives hope and happiness. In his dream,
Kurent sees a violin held by an enormous sha-
dow which plays a tune of death. This shadow
is the vision of death walking across Slovenia
and Kurent (1. 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. Its 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 .. ."?°
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grajen zaradi drugacne funkcije, ki jo ima v
tem stilnem obdobju.

Pesem Godec pred peklom (v vec&ih va-
riantah) Vena Tauferja (Pesmarica rabljenih
besed, 1975, str. 6, 8, 9) pa razkriva nenavadno
formalno in miselno strukturo. Taufer prvotno
zgodbo razdrobi na praelemente in jih na novo
zdruzi. InStrument (pi$¢alka 1z kosti) je tako
skrit v hitrem menjavanju besed in ritma
pesmi:

deveti kralj
okrog prazen
votlo znotraj
noter v kost

piska skoz in skoz
naprej nazaj
deveti kralja

Instrument je tudi pri Tauferju magi¢no, uroce-
no ¢udezno glasbilo. Njegov pojav v pesmi je
pojav nekega relikta, ki ima starodavni arhai¢-
ni zven, zven nec¢esa nadzemeljskega. Taufer
se z uporabo tega elementa kot odnosnice (iz
ljudske pesmi) vra¢a k prvotnemu miti¢nemu
jeziku, ki ima v tej pesmi sodobno obliko In
pomen. Orfejski motiv je tako na novo transfor-
miran ali z avtorjevimi besedami: »...ko ne
poje Orfej, marve¢ stvari, bitja in on bitje med
bitji in stvarmi enak vsemu, enako razli¢no
pesem drugadénih bitij in stvari.»3°

Pojav in vloga instrumentov v slovenski knji-
Zevnostl sta torej zelo razli¢na. V ljudski pesmi
odseva resni¢no zivljenje ljudi in ¢asa v kate-
rem so Ziveli, je realni predmet vsakdanjega in
prazni¢nega zivljenja ljudi v njej. Njegova
predstava je slikovita, tako zunanjost, izdelava,
nacin igranja kot zvok. V&asih je personificiran
a le redko simboliziran. V obdobju slovenske
moderne ob Ketteju, Murnu, Zupanéi¢u in Can-
karju spoznavamo impresionisti¢no in simboli-
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In this work, both instruments and the musician
constitute- the main motif, the maining of which
1s, on account of 1ts prose form, sidpersed and
symbolically constructed because of the diffe-
rent function it had in this stylistic period.

The poem of the "Musician at the Gates of
Hell" (in several variants) by Veno Taufer
(Pesmarica rabljenih besed, 1975, pp. 6. 8. 9)
discloses an unusual structure of form and
idea. Taufer dissolves the primary story into
primeval elements only to unite them again.
The instrument (a bone pipe) in thus hidden by
the rapid changing of words and the rhythm of
the poem.

The hollow bone whistles . . .

With Taufer the instrument is also magic, be-
witching. Its appearance in the poem 1is that of
an anclent remnant which possesses an archa-
1c sound, the sound of something beyond the
world. By using this element as an antecedent
(from traditional poetry). Taufer returns to pri-
meval mythical language, which in this poem
takes on contemporary form and meaning
The Orphic motif 1s thus transformed again, or
as the author says: . .. when Orpheus does not
sing, but things, creatures and he a creature
among creatures and things, equal to every-
thing, sing the same different song of different
creatures and things."o

The phenomenon and role of instruments in
Slovene literature are, then, very different. In
folk songs instruments reflect the real life of
people and time in which they lived, and are
real objects in everyday life and festivals.
Their presentation is picturersque and con-
cerns appearance, manufacture and way of
playing. Sometimes an instrument is personi-




sti¢no funkcijo indtrumentov, ki so odsev im-
presij ¢loveske dude in prav posebno poveza-
ni z glasbo. V ekspresionizmu pa instrument
funkcionira drugade. Ce je bilo pesnigko
ustvarjanje v slovenski moderni $e harmonija
besed in zvokov, pa je v ekspresionizmu dru-
gace In je zato inStrument disonantno vklju¢en
v besedilo. Zvok je disharmoni¢en, kot je dis-
harmonic¢en tudi svet v ¢loveku in zunaj njega.
V sodobni slovenski poeziji so InStrumenti
lahko del metafori¢nega izraZanja ustvarjal-
cev, pa tudi del procesa prevzemanja nekate-
rih elementov iz drugih literarnih del (npr. iz
ljudske pesmi), kjer postane njihova pri-
marna vloga povezana z novim naéinom Zivlje-
nja besed v sodobni pesmi. Indtrumenti pa
lahko v delih nekaterih ustvarjalcev sodobne
pesmi postanejo tudi elementi njihove nebrz-
dane zvo¢ne in grafi¢ne igre z besedami in
pomeni.

Glasbeni instrumenti so torej v slovenski
knjizevnosti del zvoénega in miselnega valo-
vanja besednega gradiva, ki nam s svojo raz-
novrstnostjo omogoc¢ajo, da $e bolj polno in
celovito dozivimo posamezna literarna dela.

fied, but rerely symbolized. In the period of
the Slovene "Moderna”, with Kette, Murn,
Zupanéi¢ 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 expressionism,
instruments behave differently. If poetic crea-
tion in the Slovene "Moderna" was still 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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Ilustracija k Cankarjevemu Kurentu, BoZidar Jakac
1920

llustration of Cankar's Kurent by BozZidar Jakac,
1920

Saryalo se muje,da seje visoka
senca vzdignila izza hriba. Tlogé
50 lomastile po zemlji, glava
pa seje skustravimi lasmi dotikala
sameqga neba. Silne goslije zibala
vlevict, desnica paje lok drzala.

Tako je lomastila senca preko

zemlje, iz doline v dolino; en
samRorak pa je prestopilafrib.
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Strajnar Julijjan: Ljudska glasba med NOB in revolucijo. Vloga ljudske glasbe med NOB, Folk Music during
the Liberation War and the Revolution, 22. festival Kurir¢ek, Maribor 1984, str. 7
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Cvetko Igor: Jest sem Vodovnik Juri. O slovenskem ljudskem pevcu, 1791-1858, ] Am Vodovnik Juri. About
a Slovene Folk Singer, 1791-1858, Ljubljana 1988, 327 str., tu in tam
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