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SUMMARY

The article presents the dynamic processes of collecting and defining
Slovenian folk music heritage. It draws attention to some directions that
have had impact on the ways of collecting and presenting music traditions
with special attention to the role of instrumental music in those processes.
Traditional music of the rural environment has become the carrier of the
cultural identity of individual nations in the 19" Century, including
Slovenian. First by writing, and later by recording, the collectors
documented music that they considered nationally important.

The process of forming the musical heritage thus took place first by
collecting, classifying and researching certain musical segments, and then
by interpretation and presentation. The documents of music and dance
traditions, which we now have available for research, is a selection of those
musical practices that were considered significant for the collection of
Slovenian traditional music heritage. Instrumental traditional music was
less highlighted as a bearer of national identity, but some of its elements
were recognized as special and representative elements of the national
musical heritage.

REZUMAT

Acest articol prezintd procesele dinamice de colectare si definire a
patrimoniului muzicii populare slovene. Lucrarea atrage atentia asupra
unor directii care au avut impact asupra modalitdtilor de colectare si
prezentare a traditiilor muzicale, acorddnd o atentie deosebitd rolului
muzicii instrumentale in aceste procese. In secolul al XiX-lea, muzica
traditionald din mediul rural a devenit purtdtoarea identitdtii culturale a
fiecdrei natiuni individuale, inclusiv a celei slovene. Mai intai prin
transcriere, iar ulterior prin inregistrare, culegdtorii de folclor au
documentat muzica pe care o considerau de importantd nationald.
Procesul de formare a patrimoniului muzical s-a desfdsurat, asadar, mai
intdi prin colectarea, clasificarea si cercetarea anumitor segmente muzicale,
iar apoi prin interpretarea si prezentarea acestora. Documentele privind
traditiile muzicale si de dans, pe care le avem acum la dispozitie pentru
cercetare, reprezintd o selectie a practicilor muzicale care sunt considerate
semnificative pentru constituirea patrimoniului muzical traditional sloven.
Desi muzica traditionald instrumentald a fost mai putin evidentiatd ca
purtdtoare a identitdtii nationale, unele elemente ale acesteia au fost
recunoscute ca repere speciale si reprezentative ale patrimoniului muzical
national.
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INTRODUCTION

Instrumental traditional music, which was mostly intended for the
entertainment of listeners and to accompany dancing, and performed at events
intended for this purpose, was often valued less than vocal traditional music,
which, on the contrary, was perceived as an expression of man's primitive
creativity and as such was of interest to researchers, especially at a time of
developing national aspirations in the 19th century and the first half of the 20th
century.

The purpose of the article is to present the processes of collecting folk
material and constructing a collection of Slovenian folk music heritage. At the
same time, | would like to draw attention to some ideological directions of
scholars that have had impact on the ways of collecting, archiving and presenting
the collected material as well as on the research that has been done in this field
or has been omitted.

HERITAGISATION OF TRADITIONAL MUSIC AND DANCE

Since the 19th century, folk creativity has been considered a national
heritage and as such a significant carrier of the nation's cultural identity. The
discovery of folk creativity in the 19th century emerged from romantic tendencies
to search for original culture and, with the help of ethnography, led to the
acceptance of elements of peasant culture as national symbols (Rogelj Skafar
2011: 47). The collection of this material became "a national task, and the collected
'national goods' functioned as a memory of the mythical period of the nation"
(Rogelj Skafar 2003: 45). This role was particularly pronounced in those cases
where nations were not politically independent, but part of larger, multinational
states. This was the case for Slovenians, for whom their own musical heritage
contributed to the nation's cultural self-confidence.

Interpretations of music, dance or other traditions belonging to a place, a
region or a nation change, and so do identifications with music. This has also been
influenced by the representations of musical instruments in collections, research,
scholarly publications, etc. Since the key to defining 'our' culture is to distinguish
it from 'foreign' ones, it is worth bearing in mind that there is no boundary to
determine 'what belongs to whom, because the key is not how the music sounds,
but how we can imagine it to sound' (Slobin 2000: xiii).

Defining heritage is usually conducted by intellectual and political
authorities and is based as well on including as excluding and distinguishing
elements of one's own heritage from others. Distinguishing one's own culture
from other cultures is an important factor in the nationalisation of culture, which
was mainly contributed to by authority figures (Anttonen 2005, see also Hroch
2015). Heritage is in that way given the power "to represent identity and
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belonging/exclusion", which is strongly influenced by the ways in which it is
defined by researchers and experts (Smith 2024). They had the power to define
which cultural elements were accepted as national and which were not; the result
was constructing a set of cultural elements that were supposed to represent the
cultural heritage of the nation. Those can be found in e. g. the national Intangible
Cultural Heritage Register, in museums, in the school curriculum and public music
schools’ programmes that include learning certain folk instruments, on public
depictions as on thematic postage stamps etc. Last but not least, the collection of
Institute of Ethnomusicology’s sound archive that preserves field recordings, also
represents the sources that are available for the majority of researches until
nowadays, including this one. On the other hand, the Institute’s Archive
collections are the main source for public presentations of music and dance
traditions.

The processes of identification, collection, and public representation of
heritage have generally been led by experts and intellectuals. An activity that
significantly shaped the musical heritage of a nation was collecting folk songs,
which proliferated throughout Europe. The placement of the oldest possible
elements in the national culture created the appearance of a long tradition, which
gave the impression of authenticity and legitimacy (see Kovaci¢ 2009: 288). This
often led to the creation of "a distorted idea of tradition, both in terms of its
content and its placement in a time period" (Kovaci¢ 2009).

The impact of folkloristic studies on the examples of collecting and
publishing material shows how

"[f]olklore studies enters into the processes of heritage creation both
directly and indirectly: by researching, describing, classifying, as well as searching
for meanings of certain folklore phenomena, it lays the expert basis for the
further life of these phenomena and their presentation. By taking an interest in
certain cultural forms and practices, it influences the attitudes of the people who
hold these traditions towards the phenomenon itself." (Pisk 2023: 93)

However, for many nations was having their own collection of cultural
heritage the cornerstone of their existence and the building block of a cultural
identity that distinguished their nation from other nations. The interest in public
presentations of music and traditions or rituals arose, but as those were
influenced (or conducted) by experts and placed outside their original context,
they often lost the initial ritual role. The institutionalisation of research and
representations of folk music practices thus constituted a marked intervention in
contemporary performance practices.

DEFINING SLOVENIAN FOLK MUSIC HERITAGE THROUGH COLLECTING
TRADITIONAL MUSIC

At the time when Slovenian Ethnomusicology entered its institutional
path, researchers considered it crucial to construct a national collection of folk
music. Research on music and dance traditions gained institutional foundations in
Slovenia in 1934, when the Folklore Institute (today's Institute of
Ethnomusicology, short GNI) was founded. The Institute's guidelines were in line
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with the generally accepted European concept of consolidating national
identifications based on folk traditions, with special attention to the song
tradition.

The Institute's orientation continued the previous guidelines of the
former researchers, i.e. to search for and document nationally important music.
The founding charter of the Folklore Institute stated that the Institute's task was
“to compile as complete a collection of Slovenian musical folklore as possible, i.e.
to collect all available recordings of folk songs [...] and to take care to complete
them” (GNI, The Estate of France Marolt, Folder 29: 50).

In addition to the fact that the lyrics of a song were easier to write down
than a melody, which required the notetaker to know the musical notation, the
lyrics made it easier to place the song in a national context. Another reason why
instrumental melodies were of less interest to researchers was that they often
crossed geographical and national borders and therefore did not have much
national-identifying significance.

Sound recording devices have given researchers new possibilities to
collect and document traditional music. The Institute of Ethnomusicology
received its first tape recorders in 1955, and since then researchers have found it
easier to document instrumental music. The recordings made during
ethnomusicological field research have become established as documents of
original folk music practices. While instrumental music and dance were included
in the research, it was the songs that prevailed as they were identified as national
heritage and therefore important for the consolidation of national identity.

Awareness of the neglect of instrumental music in research was
expressed by various researchers throughout the 20th century (France Marolt,
Karel Strekelj, Zmaga Kumer, ...). Nevertheless, instrumental music research has
never come to the fore. In 1959, the Bulletin of the Slovenian Ethnological Society
(Glasnik Slovenskega etnoloskega drustva) stated:

"In order to make up for what has been missed, the Institute of
Ethnomusicology has decided to start systematic research on folk sounds and
musical instruments. Recent field research has shown that there are instruments
in use orin memory among the people for which we have had no information until
now" (Bulletin of the Slovenian Ethnological Society 1959).

The questionnaires on musical instruments and brass bands were
therefore published in the 1959, 1960 and 1961 in the above-mentioned journal.
Among the data obtained, one instrument in particular attracted the attention of
the researchers.

HERITAGISATION OF MUSICAL INSTRUMENTS IN THE CASE OF TRSTENKE -
REEDS

Trstenke?- pan flutes or reeds are known as a simple musical instrument
in most parts of the world. The Slovenian version is said to be distinctive for its

33 For more detail on organology and intonation see Kumer 1983.
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symmetrical V-shape3*. Among the earliest Slovenian references to reeds is a short
report from 1913 on the donation of objects to the National Museum in Gorizia
(Soca 43/96 (1913): 4). The planned placement of the reeds among the exhibits of
the National Museum in Gorizia gives the instrument a national-representative
significance, as the museum was conceived within the framework of the Slovene
political programme with the aim of presenting the nation's self-determination
through systematised material. Due to the First World War, the museum was
never established.

The earliest research on the role of reeds among Slovenians dates back to
the late 19th century. The first known enquire for reeds was published in 1873 by
Matija Majar in his newspaper Slavjan. Majar was interested in their prevalence,
their names and the musical practices associated with them. In this text, he
highlights the importance of reeds for Slovenian musical heritage:

“how incredibly old this musical instrument was common among the
Slavjans, namely before the Trojan War (1183 BC) and, more importantly, all the
dance music of the Slovenes is originally based on this instrument” (Majar 1873: 158).

This is one of the earliest examples of stating importance of reeds as a
Slovenian heritage. We do not know much about the significance of the
instrument in social life. | suspect that the reeds had a primarily entertainment
function among the people, while the cultural-identity value was attributed to
them by researchers of traditional music practices.

The "ancient folk instrument made of several tubes of different lengths"
as it was called (Kumer 1983: 99) had already disappeared from folk music practice
in many places by the time of the field recordings after 1955. The disappearance
of reeds from everyday use and the researchers' assumption of their antiquity
prompted them to pay more attention to this instrument.

It is often believed that the age of a particular artefact or custom is
directly proportional to its value: the older it was, the more it was considered
genuine or authentic. In Slovenia, the pan flute was supposedly present at least
as early as the Iron Age (5th and 6th centuries BC). A situla from Vace - also one of
the artefacts of importance for the cultural heritage of the Slovenians - depicting,
among other things, a pan flute, dates from this period. Both the depiction on the
situla and the historical finds (Kumer 1983: 100) point to the presence of pan flutes
in general (trapezoidal shape) and not necessarily to triangular reeds.

The instrument came to the attention of the researchers again in 1959, in
the answers to the questionnaires on folk instruments and brass players
published in the above-mentioned Bulletin of Slovenian ethnological society (1959).
In order to find out more, they published an article in

the next issue of the magazine entitled "Do you know them?", in which
they urged the readers to reconsider whether they had heard of them (Kumer
1959: 18). A field encounter with the reed players was reported by Mirko Ramovs.
He was visiting an 83-year old singer

34 This version was also present in Slovenia (Kumer 1983: 100), but either less frequently either we
do not possess the information.
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“who sang me a number of interesting songs typical of the southern part of
Pohorje, described the dances that were customary in the surrounding area and,
above all, surprised me by playing a reed organ that he had bought 60 years ago,
that is, before the First World War. | was particularly proud of the recording, as the
Institute's archives did not have one at that time." (Ramovs 2014: 51)

The playing of the reeds was first recorded on tape several years earlier,
but it is possible that Mirko Ramovs did not know this. The recording of several
untitled dance tunes was made in Petrovce in June 1960. The bulk of the
recordings (22 out of 36) were made at the recording session in Podlehnik in 1991,
which was also the last recording session of reeds. All of the recordings were
made in the region of Haloze in north-eastern part of Slovenia.

Researchers have been attracted by the symmetrical shape of the
instrument and the tuning, as most reeds - an instrument that is widely used
around the world - are shaped from the shortest to the longest pipe. This
characteristic, that 'only Slovenian reeds, among all the types of pan pipes in the
world, are distinguished by being built in the shape of the letter V' (Cvetko 1. 1997),
has been most often pointed out as a supposed peculiarity of the Slovene area.

The reeds were also chosen for the cover of Zmaga Kumer's book Folk
Instruments and Musicians in Slovenia (1983), which is still considered to be a
fundamental reference work for instrumental music studies. Thus, in a way, the
instrument has become a representation of Slovenian folk musical instruments.

Fig. 1. Reeds on the cover of Zmaga Kumer's book Folk Instruments and Musicians
(1983).

It was the researchers who, by rediscovering and revitalising reeds in
Slovenia, had a significant impact on the public image of reeds among the
Slovenian public. The image of the 'old folk instrument’, which is attributed
historical value and national-identifying significance, was consolidated mainly
through its appearance at folklore festivals and events, which were also the only
opportunity for the public to encounter reeds. At these events a musician named
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Franc Laporsek3 mostly performed as he was supposed to be the only and last
folk reed player (see Kunej 2016). His public debut was at the X. Yugoslav Folklore
Festival (1969), one of the first and at the same time the most important folklore
events in Yugoslavia at that time, which was a model for many later festivals in
the area of the former Yugoslavia (Kunej 2016: 86).

Fig. 2. The reed player Franc Laporsek, accompanied by flute (Zvegla) player
Maks Herlec, with whom he often played together. ZRC SAZU, Institute of
Ethnomusicology archive.

Franc Laporsek self-identified as a folk musician, and he received first-
hand knowledge from his father and other local musicians. Encouraged by the
scholars, LaporSek began to perform in public more, thus becoming the bearer of
the tradition of playing the reeds. His participation helped researchers to
complete the Institute's sound archive, thus obtaining material for further
research, as well as a number of different reeds made just for them. Since then,
reeds have started to appear in public space with some frequency, e.g. at cultural
events, in folklore and revival groups, and in presentations of folk music
traditions. Franc Lapor3ek was also recognised as a bearer of heritage in the local
environment of Ptuj, where he regularly performed at various events.

"A short cultural programme was presented by Franc Lapors¢ek from
Jablovec near Podlehnik, the only and unfortunately the last folk musician who

35 The story of Franc Laporsek and his contribution to the public visibility of reeds has been
thoroughly researched by Drago Kunej (2016), who also met Laporsek personally and learned to
play the reeds from him (op. cit.: 92). Data from field research conducted by GNI associates
showed that Laporsek was not the only one in the region of Haloze who could play the reeds, but
he is the most exposed for his role in the public representation of the reeds.
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can still play the reed organ. Listening to the pleasant sounds coming from the 23
pipes of this interesting instrument was a unique experience for all present”
(Ozmec 1977a: 12).

The media were fond of pointing out that the reeds was a special feature
of the disappearing Slovenian (or of the Haloze region) tradition. In fact, a
newspaper article about one of his performances stated that "he has no
successors, so traditional music of Haloze will die out with him" (ibid.).

Nowadays the reeds are no longer actively played, at least not among the
musicians that are a part of social life and perform at gatherings that include music
and dance. The instrument is mostly present in public presentations of music and
dance traditions. However, the main and very important impact that the scholars
made, was rediscovering of the reeds, documenting and revitalising this music
tradition to this point that reeds are now a part of Slovenian cultural
consciousness. Reeds - as well the instrument as its audio recordings - are
preserved at the ZRC Institute of Ethnomusicology, and the ethnomusicological
researches done contribute to the knowledge about them.

CONCLUSIONS

The reeds began to enter the public sphere - the mass media and public
events - in the late 1950s, when they acquired the status of a Slovenian "old folk
instrument", which is already fading into oblivion. Researchers have been
fascinated by the supposed uniqueness of the shape and their age, which is
presumably evidenced by the depiction of the pan flute on an Iron Age painted
situla found in Vace.

They became recognisable among the people when researchers
documented the playing of the alleged last reed player, Franc Laporsek, and
invited him to give a public performance at the X. Yugoslav Folklore Festival. This
was followed by several other performances for professional or general
audiences, which helped to shape the public image of the reed as a Slovenian folk
instrument. Franc Lapor3ek, at that time became the representation of the reed
player and, as the only source of information at that time, the representation of
all reed music practices.

Researchers' interest in the oldest and nearly extinct traditional music
practices, including reeds, has encouraged the revitalisation of the instrument.
However, the reed has not been revived in a social context; its revitalisation has
been limited mainly to stage performances and museum exhibitions. Cultural
identifications arguably began to emerge only with the public image of the reed
as a Slovene or Haloze folk instrument. Encouraged by researchers, the symbolic
importance of the reeds for the cultural identity of Slovenians was attributed to
them, often emphasised by the media - in this case mostly local newspapers (e.g.
Ptuj's Tednik), which recognised the importance of the reeds as a local musical
heritage. In the case of reeds, heritagisation most likely prevented the complete
oblivion of this instrument.
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ROLUL MUZICII INSTRUMENTALE iN PROCESUL DE
DEFINIRE A PATRIMONIULUI MUZICII POPULARE
SLOVENE

Cuvinte cheie
Traditii muzicale instrumentale, colectii de muzica populard, patrimonializare,
muzicieni populari, nai

INTRODUCERE

Muzica traditionala instrumentald, care era destinata in principal
divertismentului ascultatorilor siacompaniamentului dansurilor, fiind interpretata
la evenimente organizate in acest scop, era adesea apreciata mai putin decat
muzica traditionala vocala, care, dimpotriva, era perceputd ca o expresie a
creativitatii primitive a omului si, ca atare, prezenta interes pentru cercetatori, in
special in perioada de ascensiune a aspiratiilor nationale din secolul al XIX-lea si
prima jumatate a secolului al XX-lea.

Scopul acestui articol este de a prezenta procesele de culegere a
materialului folcloric si de constituire a unei colectii a patrimoniului muzical
popular sloven. Tn acelasi timp, doresc si atrag atentia asupra unor directii
ideologice ale cercetatorilor care au influentat modalitatile de culegere, arhivare
si prezentare a materialului cules, precum si asupra cercetdrilor care au fost
efectuate Tn acest domeniu, sau care au fost omise.

PATRIMONIALIZAREA MUZICII S| DANSULUI TRADITIONAL

incd din secolul al XIX-lea, creativitatea populard a fost considerat3
patrimoniu national si, ca atare, un purtator important al identitatii culturale a
natiunii. Descoperirea creativitatii populare in secolul al XIX-lea a izvorat din
tendintele romantice de cautare a culturii autentice si, cu ajutorul etnografiei, a
condus la acceptarea elementelor culturii taranesti drept simboluri nationale
(Rogelj Skafar 2011: 47). Colectarea acestui material a devenit ,,0 sarcind nationalg,
iar «bunurile nationale» colectate au functionat ca o amintire a perioadei mitice a
natiunii” (Rogelj Skafar 2003: 45). Acest rol a fost deosebit de important in
cazurile In care natiunile nu erau independente din punct de vedere politic, ci
faceau parte din state multinationale mai mari. Acesta a fost cazul slovenilor,
pentru care propria mostenire muzicald a contribuit la cresterea increderii
culturale a natiunii.

Interpretdrile muzicii, ale dansului sau ale altor traditii apartinand unuiloc,
unei regiuni sau unei natiuni se schimba, la fel cum se schimba si identificarile cu
muzica. Acest fapt a fost influentat si de modurile de reprezentare a
instrumentelor muzicale in colectii, cercetari, publicatii stiintifice etc. Deoarece
elementul cheie Tn definirea culturii «noastre» consta in diferentierea acesteia de
culturile «straine», merita sa tinem cont de faptul ca nu exista o granita care sa



101

determine ,,ce apartine cui, deoarece cheia nu este modul in care sund muzica, ci
modul in care ne imaginam cd sund”.

Definirea patrimoniului este realizata, de reguld, de catre autoritatile
intelectuale si politice si se bazeaza atat pe includerea, cat si pe excluderea si
diferentierea elementelor propriului patrimoniu de cele ale altora. Diferentierea
propriei culturi de alte culturi este un factor important in nationalizarea culturii, la
care au contribuit in principal figuri de autoritate (Anttonen 2005, vezi si Hroch
2015). In acest mod, patrimoniului 1i este conferitd puterea de ,,a reprezenta
identitatea si apartenenta/excluderea”, fapt puternic influentat de modalitatile in
care acesta este definit de catre cercetdtori si experti (Smith 2024). Acestia au
avut puterea de a defini elementele culturale care erau acceptate ca fiind
nationale si care nu; rezultatul a fost construirea unui set de elemente culturale
care trebuiau sa reprezinte patrimoniul cultural al natiunii. Aceste elemente pot fi
gasite, de exemplu, Tn Registrul National al Patrimoniului Cultural Imaterial, in
muzee, in programa scolara siin programele scolilor publice de muzica care includ
fnvatarea anumitor instrumente populare, in reprezentdri publice precum
timbrele postale tematice etc. Nu in ultimul rand, colectia arhivei sonore a
Institutului de Etnomuzicologie, care pdstreaza inregistrari de teren, reprezinta,
de asemenea, sursele disponibile pentru majoritatea cercetdrilor de panain zilele
noastre, inclusiv pentru lucrarea de fatd. Pe de alta parte, colectiile Arhivei
Institutului constituie principala sursa pentru prezentdrile publice ale traditiilor
muzicale si coregrafice.

Procesele de identificare, colectare sireprezentare publicd a patrimoniului
au fost, In general, conduse de experti si de intelectuali. O activitate care a
modelat semnificativ patrimoniul muzical al unei natiuni a fost culegerea
cantecelor populare, fenomen care a proliferat in intreaga Europa. Introducerea
celor mai vechi elemente posibile in cultura nationald a creat aparenta unei traditii
indelungate, oferind impresia de autenticitate si legitimitate (vezi Kovaci¢ 2009:
288). Acest fapt a dus adesea la crearea unei ,,idei distorsionate despre traditie,
atat in ceea ce priveste continutul acesteia, cat si plasarea ei in timp” (Kovacic
2009).

Impactul studiilor folcloristice asupra exemplelor de colectare si publicare
a materialelor aratd cum ,,studiile folclorice intervin in procesele de creare a
patrimoniului atat direct, cat si indirect: prin cercetarea, descrierea, clasificarea,
precum si prin cdutarea semnificatiilor anumitor fenomene folclorice, ele pun
bazele expertizei necesare pentru viata ulterioara a acestor fenomene si pentru
prezentarea lor. Manifestand interes pentru anumite forme si practici culturale,
acestea influenteazad atitudinea purtatorilor acestor traditii fata de fenomenul in
sine” (Pisk 2023: 93).

Cu toate acestea, pentru multe natiuni, detinerea unei colectii proprii de
patrimoniu cultural a reprezentat piatra de temelie a existentei lor si elementul
constitutiv al unei identitati culturale care le distingea natiunea de alte natiuni. A
aparut interesul pentru prezentarile publice ale muzicii, traditiilor sau ritualurilor,
insd, deoarece acestea erau influentate (sau dirijate) de experti si scoase din
contextul lor original, ele si-au pierdut adesea rolul ritualic initial.
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Institutionalizarea cercetarii si a reprezentarilor practicilor muzicale folclorice a
constituit, asadar, o interventie clara in practicile performative contemporane.

DEFINIREA PATRIMONIULUI MUZICAL POPULAR SLOVEN PRIN COLECTAREA
MUZICII TRADITIONALE

In momentul in care etnomuzicologia slovend a intrat pe calea sa
institutionald, cercetatorii au considerat cruciala construirea unei colectii
nationale de muzica populara. Cercetarea traditiilor muzicale si coregrafice a
capatat baze institutionale Tn Slovenia n 1934, odata cu infiintarea Institutului de
Folclor (astazi Institutul de Etnomuzicologie, prescurtat GNI). Liniile directoare ale
Institutului erau in concordanta cu conceptul european general acceptat de
consolidare a identificarilor nationale pe baza traditiilor populare, cu o atentie
speciala acordata traditiei cantecului.

Orientarea Institutului a continuat liniile directoare ale cercetatorilor
precedenti, si anume cdutarea si documentarea muzicii de importanta nationala.
Actul constitutiv al Institutului de Folclor stipula ca sarcina institutului era ,,de a
alcdtui o colectie cat mai completa de folclor muzical sloven, adica de a colecta
toate inregistrarile disponibile de cantece populare [...] si de a se asigura ca
acestea sunt complete” (GNI, The Estate of France Marolt, Folder 29: 50).

Pe langa faptul ca versurile unui cantec erau mai usor de notat decat
melodia - proces care impunea cunoasterea notatiei muzicale -, versurile facilitau
incadrarea cantecului intr-un context national. Un alt motiv pentru care melodiile
instrumentale prezentau un interes mai redus pentru cercetatori era faptul ca
acestea depdaseau adesea granitele geografice si nationale si, prin urmare, nu
aveau o semnificatie importanta pentru identitatea nationala.

Dispozitivele de inregistrare audio au oferit cercetatorilor noi posibilitati
de colectare si documentare a muzicii traditionale. Institutul de Etnomuzicologie
a primit primele magnetofoane in 1955, iar de atunci cercetatorilor le-a fost mai
usor s documenteze muzica instrumentald. Inregistrarile realizate in timpul
cercetadrilor de teren s-au impus ca documente ale practicilor muzicale populare
autentice. Desi muzica instrumentald si dansul au fost incluse in cercetare,
cantecele au fost cele care au prevalat, fiind identificate drept patrimoniu national
si, prin urmare, importante pentru consolidarea identitatii nationale.

Pe parcursul secolului al XX-lea, diversi cercetatori au semnalat faptul ca
muzica instrumentala a fost neglijata in cadrul cercetdrilor (France Marolt, Karel
Strekelj, Zmaga Kumer, ...). Cu toate acestea, cercetarea muzicii instrumentale nu
a ajuns niciodata in prim-plan. in 1959, Buletinul Societatii Etnologice Slovene
(Glasnik Slovenskega etnoloskega drustva) preciza:

»Pentru a recupera ceea ce s-a pierdut, Institutul de Etnomuzicologie a
decis sa demareze o cercetare sistematica asupra sunetelor populare si a
instrumentelor muzicale. Studii recente de teren au scos laiveala instrumenteinca
utilizate sau pdstrate in amintire, despre care nu am avut nicio informatie pana
acum” (Buletinul Societatii Etnologice Slovene 1959).

Prin urmare, in anii 1959, 1960 si 1961 au fost publicate, in revista
mentionata mai sus, chestionarele privind instrumentele muzicale si fanfarele.
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Printre datele obtinute, un instrument anume a atras in mod deosebit atentia
cercetatorilor.

PATRIMONIALIZAREA INSTRUMENTELOR MUZICALE iN CAZUL NAIULUI -
TRSTENKE

Trstenke - naiul (din trestie) sau fluierul lui Pan - este cunoscut ca un
instrument muzical simplu Th majoritatea partilor lumii. Se spune ca versiunea
slovena se distinge prin forma sa simetrica in V.. Printre primele mentiuni slovene
despre nai se numara un scurt raport din 1913 privind donarea unor obiecte catre
Muzeul National din Gorizia (Soc¢a 43/96 (1913): 4). Plasarea planificatd a naiului
printre exponatele Muzeului National din Gorizia confera instrumentului o
semnificatie national-reprezentativd, deoarece muzeul a fost conceput in cadrul
programului politic sloven cu scopul de a prezenta autodeterminarea natiunii prin
intermediul materialului sistematizat. Din cauza Primului Razboi Mondial, muzeul
nu a fost niciodata infiintat.

Cele mai vechi cercetari privind rolul naiului in randul slovenilor dateaza
de la sfarsitul secolului al XIX-lea. Prima cercetare cunoscuta referitoare la nai a
fost publicata in 1873 de Matija Majar in ziarul sau, Slavjan. Majar era interesat de
aria de raspandire a acestuia, de terminologia utilizata si de contextele muzicale
in care era folosit. In textul de mai jos, el subliniazd importanta naiului pentru
patrimoniul muzical sloven:

,,cat de incredibil de vechi a fost acest instrument muzical, extrem de
raspandit printre slavi inca de dinaintea Razboiului Troian (1183 1.Hr.) si, ceea ce
este si mai important, intreaga muzica de dans a slovenilor se bazeaza, la origine,
pe acest instrument” (Majar 1873: 158).

Acesta este unul dintre cele mai timpurii exemple care atesta importanta
naiului ca parte a patrimoniului sloven. Nu stim prea multe despre importanta
acestui instrument Tn viata sociald. Banuiesc ca acest instrument avea in principal
o functie de divertisment Tn randul poporului, in timp ce valoarea de identitate
culturala i-a fost atribuita de catre cercetatorii practicilor muzicale traditionale.

»Instrumentul popular stravechi alcatuit din mai multe tuburi de lungimi
diferite”, asa cum a fost descris (Kumer 1983: 99), disparuse deja din practica
muzicii populare in multe locuri pana la momentul inregistrarilor de teren de dupa
1955. Disparitia naiului din uzul cotidian si ipoteza cercetatorilor privind vechimea
acestuia i-au determinat pe acestia sa fi acorde o atentie sporita.

Se crede adesea cd vechimea unui artefact sau obicei este direct
proportionala cu valoarea sa: cu cat este mai vechi, cu atat este considerat mai
veritabil sau mai autentic. in Slovenia, se presupune ca naiul a existat cel putin inca
din Epoca Fierului (secolele al V-lea si al VI-lea 1.Hr.). Situla de la Vace - un alt
artefact de importantd majora pentru patrimoniul cultural al slovenilor - pe care
este reprezentat, printre altele, un nai, dateaza din aceasta perioada.

Atat reprezentarea de pe situl, cat si descoperirile istorice (Kumer 1983:
100) indica prezenta naiurilor in general (cu forma trapezoidald), si nu neaparat a
naiurilor triunghiulare.
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Instrumentul a revenit in atentia cercetdtorilor in anul 1959, prin
raspunsurile la chestionarele despre instrumentele populare si suflatorii de
alamuri, publicate in Buletinul Societatii Slovene de Etnologie mentionat anterior
(1959). Pentru a afla mai multe, acestia au publicat un articol in numarul urmator
alrevistei, intitulat ,,Le cunoasteti?”’, in care fi indemnau pe cititori sa se gandeasca
dacd au auzit de ele (Kumer 1959: 18). Mirko Ramovs a raportat o intalnire pe teren
cu interpreti la nai. Ramovs a vizitat un cantaret in varsta de 83 de ani ,,care mi-a
cantat cantece interesante, tipice pentru partea de sud a masivului Pohorije, a
descris dansurile care erau obisnuite in imprejurimi si, mai ales, m-a surprins
cantand la un nai pe care il cumparase cu 60 de ani in urma, adicd Tnainte de Primul
Razboi Mondial. Am fost deosebit de mandru de aceastd inregistrare, deoarece
arhivele Institutului nu detineau niciuna la acea vreme” (Ramovs 2014: 51).

Desi prima Tnregistrare pe banda a naiului fusese realizatd cu cativa aniin
urma, este posibil ca Mirko Ramovs sa nu fi avut cunostintd de acest fapt. In iunie
1960, la Petrovce, au fost inregistrate mai multe melodii de dans fara titlu.
Majoritatea Tnregistrarilor (22 din 36) au fost realizate in timpul sesiunii de la
Podlehnik din 1991, aceasta fiind totodata si ultima sesiune de inregistrare a
naiului. Toate inregistrdrile au fost realizate in regiunea Haloze, situata n partea
de nord-est a Sloveniei.

Cercetatorii au fost atrasi de forma simetrica a instrumentului si de
acordajul acestuia, avand in vedere ca majoritatea naiurilor — instrumente utilizate
pe scard larga in intreaga lume - sunt construite prin dispunerea tuburilor de la cel
mai scurt la cel mai lung. Aceastd caracteristicd, respectiv faptul cd ,,dintre toate
tipurile de naiuri din lume, doar naiurile slovene se disting prin constructiain forma
literei V” (Cvetko 1. 1997), a fost cel mai adesea evidentiata drept o presupusd
particularitate a spatiului sloven.

Naiul a fost ales si pentru coperta cartii Zmagai Kumer, Ljudska glasbila in
godci na Slovenskem [Instrumente populare si muzicieni din Slovenia] (1983),
lucrare care este considerata si astazi un reper fundamental pentru studiul muzicii
instrumentale. Prin urmare, instrumentul a devenit, intr-un fel, imaginea
reprezentativa a instrumentelor muzicale traditionale din Slovenia.

B VAL DA v"
Fig. 1. Naiul de pe coperta cartii Zmagai Kumer, Ljudska glasbila in godcina
Slovenskem [Instrumente populare si muzicieni din Slovenia]
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Cercetatorii au fost cei care, prin redescoperirea si revitalizarea naiului in
Slovenia, au avut un impact semnificativ asupra imaginii publice a acestui
instrument in randul publicului sloven. Imaginea de «instrument popular
stravechi», cdruia 1i sunt atribuite o valoare istorica si o semnificatie identitara
nationald, s-a consolidat in principal prin prezenta naiului la festivalurile si
evenimentele folclorice, acestea fiind, totodatd, singurele ocazii Tn care publicul
putea intra in contact cu acest instrument. La aceste evenimente a concertat in
special un muzician pe nume Franc Laporsek , deoarece se presupunea ca acesta
era singurul si ultimul interpret popular la nai (vezi Kunej 2016). Debutul sdu public
a avut loc la cel de-al X-lea Festival de Folclor lugoslav (1969), unul dintre primele
si, totodatd, cele mai importante evenimente folclorice din lugoslavia de la acea
vreme, care a servit drept model pentru multe festivaluri ulterioare din spatiul
fostei lugoslavii (Kunej 2016: 86).

A *

Fig. 2. In

terpré;cuTla nai Franc Laporsek, acémp-ant de Maks Herlec la flaut
(Zvegla), Arhiva Institutului de Etnomuzicologie, ZRC SAZU.

Franc LaporSek se considera un muzician popular, invatand tainele
instrumentului direct de la tatdl sdu si de la alti muzicieni locali. Tncurajat de
specialisti, Laporsek a fnceput sa cante tot mai mult in public, devenind astfel
purtatorul traditiei interpretarii la nai. Participarea sa i-a ajutat pe cercetdtori sa
completeze arhiva sonora a Institutului, obtinand astfel material pentru cercetdri
ulterioare, precum si o serie de naiuri diferite, realizate special pentru acestia.
Incepand din acel moment, naiul a devenit o prezenta relativ constanta in spatiul
public, fiind integrat in manifestari culturale, in repertoriul grupurilor folclorice si
de revitalizare, si in programele de promovare a traditiilor muzicale. Franc
LaporSek a fost recunoscut ca un purtdtor de patrimoniu sitn mediul local din Ptuj,
unde cantaregulat la diverse evenimente.

»Franc Laporscek, originar din Jablovec, de linga Podlehnik, a prezentat
un scurt moment cultural, el fiind considerat singurul si, din nefericire, ultimul
interpret popular care mai pastreaza tehnica interpretarii la nai. Ascultarea
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sunetelor placute produse de cele 23 de tuburi ale acestui instrument interesant
a fost o experienta unica pentru toti cei prezenti” (Ozmec 1977a: 12).

Presa obisnuia sd sublinieze faptul ca naiul reprezenta un element specific
al traditiei slovene (sau din regiunea Haloze) aflat pe cale de disparitie. De altfel,
un articol de presa referitor la unul dintre spectacolele lui Laporscek sublinia
faptul cg, in lipsa unor urmasi care sa preia traditia, muzica autentica din regiunea
Haloze va dispdrea odata cu el” (ibid.).

Astazi, interpretarea la nai nu mai constituie o practica vie, cel putin nuin
randul muzicienilor integrati in viata sociala care activeaza la evenimentele
comunitare dedicate muzicii si dansului. Instrumentul este prezent in special in
cadrul prezentdrilor publice ale traditiilor de muzica si dans. Cu toate acestea,
contributia principala si extrem de importanta a cercetatorilor a constat in
redescoperirea naiului, precum si in documentarea si revitalizarea acestei traditii
muzicale, astfel incat naiul a devenit astazi parte integranta a constiintei culturale
slovene. Naiurile — atat instrumentele propriu-zise, cat si inregistrarile audio ale
acestora - sunt pdstrate la Institutul de Etnomuzicologie al ZRC [N.T.
Znanstvenoraziskovalni center - Centrul de Cercetare Stiintifica al Academiei
Slovene de Stiinte si Arte] , iar cercetarile etnomuzicologice efectuate contribuie
la aprofundarea cunostintelor despre acestea.

CONCLUzZII

Naiul a Tnceput sa pdatrundd in sfera publica — in mass-media si la
evenimentele publice — la sfarsitul anilor 1950, cand a dobandit statutul de «vechi
instrument popular» sloven, aflat deja Tn prag de disparitie. Cercetatorii au fost
fascinati de presupusa unicitate a formei si de vechimea acestuia, demonstrate,
probabil, prin reprezentarea naiului pe o situld pictata din Epoca Fierului,
descoperita la Vace.

Popularitatea instrumentului a crescut atunci cand specialistii l-au
inregistrat pe Franc Laporsek, considerat ultimul interpret la nai, invitandu-l
totodata sa sustind un spectacol public pe scena prestigiosului Festival de Folclor
lugoslav. Au urmat alte cateva spectacole destinate atat publicului de specialitate,
cat si celui larg, care au contribuit la conturarea imaginii publice a naiului ca
instrument popular sloven. La acel moment, Franc LaporSek a devenit imaginea
reprezentativa a interpretului la nai, reprezentand totodat4, in absenta altor surse
de informatii, exponentul intregii practici muzicale asociate acestui instrument.

Interesul cercetatorilor pentru formele stravechi si aproape disparute de
practici muzicale traditionale, inclusiv pentru nai, a incurajat revitalizarea acestui
instrument. Cu toate acestea, naiul nu si-a recapatat functia sociala de altadata;
prezenta sa actuala este restransa aproape exclusiv la scena festivalurilor de
folclor sila vitrinele muzeelor. Se poate spune ca identificarile culturale au Tnceput
sa apara abia odata cu imaginea publica a naiului ca instrument popular sloven,
sau specific regiunii Haloze. La indemnul cercetatorilor, importanta simbolica a
naiului pentru identitatea slovena a inceput sa fie promovata intens in presa - in
acest caz, in special in ziarele locale (de exemplu, Tednik din Ptuj) —, care au
recunoscut importanta naiului ca patrimoniu muzical local. Tn cazul naiului,



107

procesul de patrimonializare a prevenit, cel mai probabil, uitarea completa a
acestui instrument.
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