CRAFTING AUTHENTICITY. FRANCE MAROLT, FOLK
SONG, AND THE CONCERT STAGE’

MARI K. ARKO KLEMENC

Choral singing and arrangements of folk songs bave been a
popular musical practice and repertoire in Slovenia since the
mid-19" century. Among composers of such folk song arrange-
ments, France Marolt (1891-1951) is exceptionally signif-
icant. As a composer, choral conductor, and ethnographer,
Marolt sought to craft authentically Slovenian music. Al-
though he supported bis arrangements with alleged ethno-
grapbic scholarship, evidence suggests that Marolt manipu-
lated resources in order 1o present a particular sound identi-
1y. Nevertheless, bis works remain an important contribu-
tion to Slovenian music and cultural identity.
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Zborousko petje in priredbe ljudskib pesmi so v Sloveniji pop-
ularna glasbena dejavnost in repertoar Ze od sredine 19.
stoletja. Eden od najpomembnejsib skladateljev privedb je
bil France Marolt (1891-1951), ki je kot skladatelj,
zborovodja in etnolog skusal ustvarjati avtenticno slovensko
glasko. Ceprav je svoje delo podprl = domnevnim etnoloskim
raziskovanjem, dokazi pricajo, da je Marolt prikrojil vire z
namenom oblikovati posebno slovensko zvocno identiteto.
Kljub temu predstavljajo Maroltove priredbe pomemben delez
k slovenski glasbi in kulturni identitets.

Klju¢ne besede: Jjudska pesem, zborovsko petje, France
Marolt.

In Slovenia today many types of music are popularly recognized as folk or national — from
commercialized, Alpine-style dance music ensembles, to folk revival groups that perform
on historically reconstructed instruments. Among the various types of musics expressing
Slovenian-ness, I have observed that one practice and repertoire particularly mark Slove-
nian national music: choral singing and folk song arrangements. My research and field
experiences have underscored the validity of the common saying, Trije Slovenci — pevski zbor
— Three Slovenians make a choir. In this small, recently formed nation, there are over 2,000
amateur choirs.! At the heart of these choirs’ performed repertoire stand choral arrange-
ments of Slovenian folk songs. These two aspects of music — the practice of singing in
choirs and the repertoire of folk song arrangements — have long been vital to the creation
of a sense of Slovenian identity in ever-changing political and cultural circumstances.
Folk song arrangements and choral singing have stemmed from various attempts to
unify Slovenian culture since the 19 century, and were widespread long before the ef-
fects of Communist-era activities. Already in the mid-1800s, alongside the development
of Slovenian music education and organizations such as the narodne citalnice (national read-
ing rooms) and Glasbena Matica (Slovenian Music Society), choral singing and the compo-
sition of folk song arrangements were encouraged as an expression of Slovenian national

This paper is adapted from the author’s dissertation, Arranging the Nation. Slovenian Choral Singing and
Folk Song Arrangements (University of California, Berkeley, 2004).

Estimate given by Mihela Jagodic, Director of Choral Activities, Republic of Slovenian Public Fund
for Cultural Activities (personal communication, 2002).
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culture. Motivated by hopes for the emergence of a Slovenian national art music as well as
the unification of Slovenian culture, nineteenth-century cultural advocates deliberately
drew upon the popular music practices of village singing and folk songs, and shaped them
into the formal practice of choral singing and a national repertoire of folk song arrange-
ments. Subsequent Slovenian cultural organizers, music educators, folk song collectors,
and composers enthusiastically continued this process, which resulted in a variety of cho-
ral arrangements ranging from simple »harmonizations« of folk songs (often conceived as
a type of musical bridge between folk and choral singing) to large-scale compositions
based on folk material.?

By the early 1900s, there existed a plethora of arrangements of »Slovenian songs«
published in songbooks and music journals, and performed by choirs both rural and ur-
ban. However, few arrangements at this time overtly distinguished what was »Slovenian«
in the music so consciously labeled as such. Because a primary goal of 19"-century cultural
advocates was Slovenian cultural (and, in turn, political) unity, many composers intention-
ally toned down regional distinctions in their arrangements, a practice that often resulted
in a certain musical homogeneity in the harmonization of Slovenian folk songs.® Yet even
in the decade after the formation of the Kingdom of Serbs, Croats and Slovenes (1918),
which allowed for the semi-autonomy of the Slovenian lands, many collections of arrange-
ments continued to emphasize Slovenian cultural unity and failed to identify what was
»Slovenian« in the process. This resulting repertoire sparked a musical identity crisis. For
instance, such arrangements were sharply critiqued as lacking »Slovenian-ness« and being
»Germanice in style and content.*

Over the course of the 1930s, the creation of a distinctly Slovenian sound identity
through folk song arrangements became the highest priority for a few particular compos-
ers. While innovative arrangements, such as those by Marij Kogoj (1892-1956), appeared
sporadically, it was the diligent work of France Marolt (1891-1951) that signified a defin-
ing moment in Slovenian choral music. Marolt’s exceptional approach to folk song ar-
rangements, purportedly based on ethnographic folk song scholarship, created a niche for
arrangements as art in their own right, and, moreover, defined them as characteristically
and authentically Slovenian. Perhaps more so than the work of any other Slovenian choral
composer, Marolt’s compositional techniques and attitude towards Slovenian national iden-
tity had a lasting impact on the Slovenian choral scene.

2 Examples of folk song harmonizations include the early arrangements by Janko Zirovnik (first pub-

lished 1883-1885) or Marko Bajuk (1882-1961), whereas more complex choral compositions have
been created by the likes of Emil Adami¢ (1877-1936), France Marolt (see below), or contemporary
composers Lojze Lebi¢ and Uro$ Krek.

For example, the arrangements of Matej Hubad (1866-1937) seem to favor the conventions of
homophonic chorale composition rather than the unique harmonies and voice distribution in the
various styles of Slovenian folk singing.

See, for example, the biting critique of Slovenian music by an anonymous Croatian critic, and the
ensuing discussion among Slovenian composers, in Zbori 3, 1927: 9-12.
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This paper examines France Marolt’s contribution to choral arrangements of Sloveni-
an folk songs and his shaping of authenticity through such music. I first introduce Marolt’s
approach to and method of arranging, as was presented in his collection 15 Slovenskib
Liudskib pesmi (15 Slovenian folk songs) [Marolt 1930], and then demonstrate how he car-
ried out these musical and ethnographic ideals in two important choral concerts. Through
further examination of two examples of arrangements, [ argue that Marolt at times may
have exaggerated his idea of »authenticity« in Slovenian music, possibly manipulating
resources to craft his version of a Slovenian musical identity.

FRANCE MAROLT AND NEW DIRECTIONS IN
SLOVENIAN FOLK SONG ARRANGEMENTS

Without question, France Marolt stands as an icon of Slovenian music and folk culture.
Possessing a shrewd vision of Slovenian national identity at a time (between the two
World Wars) when Slovenia was experiencing political and cultural transition, Marolt
worked passionately to validate Slovenian folk music and dance through both scholarship
and performance. His name and legacy remain connected with the many organizations
that he single-handedly established: the University of Ljubljana Student Chorus (Akadem-
ski pevski zbor) in 1926, the Folklore Institute (Folklorni institut) in 1934 (at first funded
by Glasbena Matica and now called Glasbenonarodopisni indtitut — GNI, the Ethnomusi-
cology Institute), and the Student Dance-Folklore Group in 1948, which today bears his
name as the France Marolt Student Folklore Group.

Marolt was the son of schoolteacher Fran Marolt, who also served as a choir director,
singer, folk song collector (working with the OSNP project®), and arranger. Thus, the
younger Marolt’s work as a choral conductor, folk song arranger, and music ethnographer
were all activities in which he engaged since childhood [Kumer 1991: 10]. Having no
formal music education beyond gymnasium, Marolt proved to be a talented musician
indelibly influenced by his childhood upbringing and cultural surroundings. After serving
in World War I and being severely wounded, the self-educated Marolt began his musical
career in 1919 as director of the Primorska Quartet (Primorski kvartet), later called the
Slovenian Quartet, and then as assistant conductor of the Glasbena Matica (Music Society)
Chorus in Ljubljana before establishing his own University of Ljubljana Student Chorus
(APZ) in 1926. Using these performance ensembles as well as the later-established Folk-
lore Institute as his tools, Marolt became one of the most influential architects of Sloveni-
an musical and cultural identity.

During his lifetime, Marolt was in fact more celebrated for his phenomenal success
with APZ than for the establishment of the Folklore Institute, which remained for many

> Odbor za nabiranje slovenskib narodnib pesmi (Committee for the Collection of Slovenian Folk Songs), a

project which was initiated in 1905.
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years a one-man operation [Kumer 1991: 11]. However, all the facets of his work were
deeply interrelated. One cannot discuss his work with the APZ chorus without taking into
consideration his transcription and arrangement of folk songs, nor can one look at his
Folklore Institute without acknowledging his involvement in choral activities. His ethno-
graphic collection and studies of folk songs from all regions of Slovenia, activities that
were evidently intensified after he worked briefly with ethnographer Stanko Vurnik® in
1929-1931, inspired his choral performances. Already with the Primorska Quartet he
focused on a repertoire of folk song arrangements, several of which he composed himself.
He took the performance of folk song arrangements to new heights with his APZ men’s
chorus and its mission of serving Slovenian music. His ethnographic work, most of which
was conducted after 1930, not only inspired his choral performances and folk song ar-
rangements, whether his own or commissioned, but was also shaped by these pursuits.

What sets Marolt apart both from his predecessors and from contemporaries with
similar pursuits was his unwavering commitment to Slovenian folklore in his quest for
cultural authenticity in Slovenian music practices. Coupled with this, he possessed an
enrapturing, charismatic and nationalistic-minded personality. As ethnomusicologist Zmaga
Kumer concludes,

As these were the years in which the black. dlouds of the Second World War and the Nazi
tyranny began to gather, the Slovenian conscionsness [zavest slovenstva| that was one
of the strong elements of Marolt’s character grew into the glorification and overestima-
tion of all things Slovenian, into the search and emphasis of Slovenian authenticity at
any cost, into the desire to prove that the small Slovenian nation, through its folk. culture,
is equally important as ity large neighbors. [Kumer 1991: 16]

The combination of Marolt’s passion for the Slovenian nation and, as Kumer notes
elsewhere, his persuasive and emotional character, with his talent for choral music and
dedication to folk song scholarship resulted in unparalleled contributions to Slovenian
musical culture. However, at times he pushed his ideas to the extreme, particularly in his
quest for »authenticity« and »Slovenian-ness« in folk songs. Although no one can deny his
many lasting achievements, in certain significant instances Marolt seems to have carried
them out at the expense of faithfulness to fact.

A DIFFERENT KIND OF COLLECTION: 15 SLOVENSKIH LJUDSKIH PESMI (1930)

Marolt composed and published only a few dozen folk song arrangements in his lifetime,
yet they all were deliberately crafted to evoke authentic Slovenian culture and made last-

¢ Vurnik worked at the Ethnographic Museum (Etnografski muzej), which at the time managed the

OSNP collection of folk song transcriptions, something to which Marolt undoubtedly had access and
studied.
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ing impressions. Some of the earliest ap-
peared in the musical supplement of the
journal Zbori, and were probably arranged
originally for the Primorska Quartet.
Written for and published by APZ,
Marolt’s first collection of folk song ar-
rangements was issued in 1930.

In title alone — 15 Slovenskib ljudskib
pesmi (15 Slovenian folk songs) — the col-
lection signified a new direction in Slov-
enian choral arrangement. Marolt used
the more specific term fudska pesem — lit-
erally meaning »song of the people« —
instead of narodna pesem. Up to that time,
narodna pesem was the common expres-
sion for folk song, but it could also mean
national song and include popularized art
songs (ponarodele pesmi).® Further differ-
entiating this thin collection from most
other arrangements of the time was
Marolt’s deliberate inclusion of songs
from almost every region of Slovenia, rep-
resenting Koroska (Carinthia), Gorenjska,

0. Devove, J. Kokodarjeve, St Vraxove 2birke
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Figure 1: Title page and contents of Marolt’s 15
slovenskih ljudskih pesmi (15 Slovenian folk
songs) [Marolt 1930].

Dolenjska, Stajerska (Styria), Primorska and Prekmurje. Moreover, he was not only careful
to indicate each song’s regional origin, he also credited the melody’s original transcriber -
Oskar Dev, Ivan Kokosar, Stanko Vraz or himself, collectors all known to have actively

engaged in field work (Figure 1).

The subtle terminological shift from narodna to ljudska pesem, careful attention to re-
gional representation, and conscious awareness of each song’s field transcription were all

hallmarks of Marolt’s critical approach to both folk songs and their arrangement. These
undertakings did not go unnoticed. An anonymous reviewer (signed only »V.«¢) in the
newspaper Slovenec took note of all of these subtleties, as well as of their significance:

We Slovenians have an exceptional ethnographic position in Europe; through the

7

These include »Jaz ‘mam pa konjca« (1926), on Primorska Quartet’s 1921 concert program, as well

as »Kukavica« (1926) and »Ljubi konja jase« (1925).

Because of Marolt’s work, Slovenian scholars of folk song continue to use the term Judska pesem in

specific reference to folk song. While narodna and Jjudska pesem are used interchangeably in lay speech,
scholars have defined narodna pesem more broadly than Jjudska pesem; the former might include »folkli-
fied« popular songs whereas the latter is more restricted in its repertoire and performance practice.
In addition, the use of Judska pesem avoids the association of »folk song« with the political or nationa-

listic connotations of the term narodna pesem.
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territory in which Slovenian is spoken run the borders of the European west and east,
and the Alpine and Mediterranean cultures also grasp hands bere. 1t is because of
this that our folk [ljudska), or as they incorrectly call it ynationale [narodnal song
is o variegated and heterogeneous. For the same reason, those who seek the authentic
Slovenian essence, whether in Gorenjska or Bela Krajina, Primorska and Stajerska,
and do not find it in one corner or another, are despondent...

So what is »Slovenian« in our folk music? What is »Sloveniang is that we are partly
western-oriented, partly eastern, and partly Mediterranean oriented. Slovenian is
everything that the Slovenian soul either constructed or adapted from foreigners and
molded...

Marolt combined Koroska, Gorenjska, Dolenjska, Stajerska, Prekmurska, Goriska
and Primorska songs into a bouquet and gave them the name »Slovenian,« by which
he perbaps wanted 1o say that be is not among those short-sighted pesple who regard
only Koroska-Gorenjska songs as »Slovenian.« [Slovenec, September 20, 1930]°

By means of these subtle details — calling the songs Judske rather than narodne pesmi,
including a variety of Slovenian regions, and indirectly acknowledging the folk from whom
the melodies were originally transcribed — Marolt presented his arrangements as embody-
ing genuine Slovenian folk song. The Slovenian music public of the time, apparently
thirsting for such direction and authority of »Slovenian-ness« in their folk songs, enthusi-
astically received his efforts.

However, Marolt’s arrangements were unique not only because of their facade of
authenticity. His musical treatment of folk song was unprecedented among Slovenian
composers up to that time. As the reviewer in Slwenec continued,

This is one distinction of this collection, the other is its artistry. Let me immediately
emphasize that no Slovenian [nih¢e pri nas] has treated folk songs for (men’s)
choir in the manner that Marolt has at present. Marolt exbhumes from each song its
rightful core [zrno| and gives it either a barmonic or a linear, contrapuntal charac-
ter in bis treatment...

These arrangements reflect an excellent judgment of choral expression. The collection
also gained from the fact that Marolt furnished phonetic transcriptions of the texis in
original dialects; the strength of Marolt's work lies in bis ability to access the proper
essence of each song, to think in its local style and spirit, and in this sense to craft it
completely independently and artistically, creating for it a highly artistic vessel.
None of our arrangers have yet attained artistry so high or so original. [Slovenec,
September 20, 1930]

? Some of the language in this review, such as the phrase the Alpine and Mediterranean cultures also grasp
bands here, is similar to Marolt’s own writings, such as his essay on Slovenian folk songs in APZ’s 1934
concert program (see below). However, I am otherwise unable to determine whether Marolt himself
wrote this astute review of his arrangements.
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Praised many times over for its innovative and skilled arrangements, Marolt’s work
was received, in the words of another reviewer, as Slovenian music and music of the present time
(lovenska glasha in glasba sedanjosti) [Cerkveni glasbenik 53, 1930: 157]. Not only in their labe-
ling and selection, but somehow also in their musical stylization, Marolt’s arrangements
exuded Slovenian-ness.

What made the arrangements of this 1930 collection so much more »Slovenian« than
any others that appeared before them? Marolt was certainly not the first to credit the
song’s origin or even transcriber. This was something several of his recent predecessors
and even contemporaries, collector-arrangers such as Oskar Dev (1868-1932), Zdravko
Svikarsi¢ (1885-1986), and Marko Bajuk, not to mention the pioneering Janko Zirovnik,
had also done. While it could be argued that these arrangers were concerned more with
dabbling in simple harmonizations than with the formation of folk songs into new compo-
sitions, it is also the case that Marolt was not the first to move creatively beyond block-like
homophony or diatonic harmonies, as seen in the work of Emil Adami¢ or Marij Kogoj.
Furthermore, Marolt was also not the first to attempt to remain true to certain aspects of
Slovenian folk singing practices, and break away from the perceived »German chorale«
style of composition. Zdravko Svikar$i¢ and Marij Kogoj, and in a few instances Janko
Zirovnik as well, also emphasized the peculiarities of Slovenian folk singing practices, for
example by placing the melody in an inner voice part. Svikari¢ and others also attempted
to capture spoken dialects as well.

What distinguishes Marolt is the fact that he simultaneously combined all of these
techniques in his arrangements. Although he arranged some songs that had also been
frequently arranged by others, Marolt sought out what he considered to be »typical« exam-
ples from the various Slovenian regions. Backed by ethnographic authority, Marolt’s ar-
rangements demonstrate notable musical artistry and claimed painstaking faithfulness to
folk practices, all of which resulted in the assertion of an unambiguous Slovenian identity.

Over the course of the decade, Marolt continued to stylize his technique of fusing
allegedly authentic folk singing practices with well-crafted musical artistry. More and more
adamantly, he supported his folk song arrangements with ethnographic and historical
authority, something he particularly could assert as founder and sole researcher of the
Folklore Institute. However, an examination of Marolt’s process of constructing the au-
thenticity of folk songs through choral arrangements, and his connecting them to indis-
putably Slovenian practices and identity, raises more questions about the accuracy of his
work. It seems probable, at least in certain instances, that Marolt fabricated folk material
to conform to his own vision of Slovenian musical identity. *°

10 Even some of the songs in the 1930 volume may not be what Marolt claimed. In my analysis of
several of them, I discovered that, for example, he based his versions on transcriptions by collectors
other than those he explicitly credits. For example, »Barcica« and »Kaj b’jaz tebi dal« were not taken
from the collection of Ivan Kokosar as he indicated, but were almost certainly copied from earlier
arrangements of those songs by Hraboslav Volari¢ [see Klemenc 2004].
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TWO ETHNOGRAPHIC CHORAL CONCERTS

The development of Marolt’'s method of arranging and his dedication to APZ’s perfor-
mance of Slovenian music reached their apex in spring 1934 and fall 1935. Working
closely with composer and priest Matija Tomc (1899-1986), from whom Marolt commis-
sioned several arrangements for APZ, Marolt’s chorus presented two landmark concerts
consisting entirely of folk song arrangements. The first, performed in May 1934, was
entitled Slovenska narodna pesem. Korotan — Bela krajina (Slovenian folk song. Korotan — Bela
Krajina)," and included songs exclusively from those two regions. The 1935 concert divi-
ded the rest of Slovenia into four other regions — Pannonia (Prekmurje and eastern Stajer-
ska), Mediterranean (Primorska), Gorenjska and Dolenjska. Marolt had dual motives with
these concert presentations. He meant not only to entertain with the musical performan-
ce, but also to educate his audience about their own folk singing practices.

Marolt laid the foundation for these concerts in the nineteen-page program booklet
for the first concert, which premiered in Ljubljana on May 7, 1934.1? In it Marolt provided
a seven-page explanation of the history and characteristics of Slovenian folk music. He
based his position, reminiscent of Richard Wallaschek’s study of »primitive music« [Wal-
laschek 1893]" as well as Bartok’s later essays, on the understanding that folk and art
music represent two developmental strata that continually feed into each other. One is
archaic, but continually changing and necessarily informing the other, highest layer. With-
in this framework, he asserted that the music with which most Slovenians were familiar
had lost much of its archaic, or, as he termed it, »primitive« foundations.

According to Marolt, centuries of Germanic and other Western influence, particular-
ly during the Romanticism of the 18" and 19™ centuries, obscured this true Slovenian
music [Marolt 1934: 6]. For example, the »Bavarian accordion« was, in his opinion, the
most destructive influence on Slovenian folk song, ruining the remnants of Slovenian
melodies with its rigidly-major crunching [Marolt 1934: 7]. Western-style lyrical songs also
had made Slovenians forget their own ballads. Yet in spite of such deeply entrenched
foreign influences, Marolt claimed to have unearthed the sediments of Slovenian music in
certain musical traditions, and found them especially in particular regions.

Marolt’s search for the »fundamental layer« of Slovenian music was clearly motivated
by a deep desire to reclaim a Slovenian national identity. For him, the discovery of this
lowest musical stratum, supported by historical sources and his own ethnographic re-
search, was the best defense against accusations that Slovenian culture was entirely Ger-

Korotan is an archaic, local term for Koroska.

The program for the 1935 concert was 42 pages in length, and included critical essays and literary
excerpts by several known scholars and literary figures (Boris Orel, Bozo Vodusek, Rajko Lozar,
Anton Skubic, France Marolt, and Izidor Cankar).

Although Marolt’s concept of archaic survivals in folk music is very similar to Wallaschek’s and other
turn-of-the century evolutionary theories of music, the only work of this nature that he cites is by
French sociologist Lévy-Bruhl.
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manic, as well as against the statement that Slovenians have no bistory, charges made frequent-
ly especially by foreign scholars when comparing Slovenian music with that of its South
Slavic neighbors [Marolt 1934: 6]."* While Slovenians might not have had a living epic
tradition, as did Serbians, Marolt showed that their national roots could be traced within
the context of Slovenian cultural and geographic history.

Accordingly, Marolt pieced together a distinctly Slovenian cultural identity, not based
on Slovenian cultural unity, but instead fashioning it from Slovenia’s variegated ethnogra-
phic position and substantiating it with both historical and ethnographic scholarship. Be-
cause Slovenians are geographically the westernmost Slavic people, Marolt emphasized that,
Slovenia is a bridge over which pour the cultural waves of the Occident and the Orient [Marolt 1934: 8].
Thus in order to understand Slovenian identity, one must look simultaneously towards both
East and West — from Pannonia to Friuli — as well as from the Alps to the Mediterranean.

To illustrate this unique diversity of Slovenian culture, Marolt purposefully focused
this first concert on folk songs from Koroska and Bela Krajina - the regions, he argued,
that represent the cultural extremes of Occident and Orient. Marolt claimed further that
these two regions hold the »sediments« of Slovenian music, especially in ritual traditions.
To defend his stance that these are the most authentic Slovenian songs, as different as they
may sound, he provided historical and ethnographic descriptions of each song’s origin and
performance practice.

Although Marolt claimed the alleged authenticity and Slovenian-ness of the music
presented in this concert, the folk songs were all composed arrangement for men’s chorus.
Including songs arranged by Oskar Dev, Matija Tomc (under Marolt’s supervision), and
Marolt himself, the program indeed pointed out that these were not folk songs in their
original form:

The purpose of our concert is to sing the song of Koroska and Bela Krajina. It is not
intended 1o be a restoration of folk songs, as the restoration of yfolkq necessarily leads
1o art song and ity creator. It also is not some sort of yoccasionals or yeoncert formq
['PRILOZNOSTNO’ ALI ‘KONCERTNO OBLIKO'] a8 our critics would like to say. THE
ARRANGERS WISH TO PRESENT TYPICAL EXAMPLES THROUGH STYLISTICALLY COR-
RECT ARRANGEMENTS. [Marolt 1934: 9; emphasis mine]

Marolt’s language and arguments are somewhat obscure, but his rhetoric is unambig-
uous in implying that this concert and these arrangements were attempting something
exceptional. He was very careful to distinguish his program from reconstructed folk mu-
sic, and also to distance it from other concertized folk songs, presumably ones not ground-

% Because of its western-sounding melodies, Slovenian music was frequently criticized for being »Ger-

manicq and therefore devoid of specifically Slovenian archaisms, a charge that led to the accusation
that Slovenians lack their own cultural history. Such an attitude towards Slovenian music was also
maintained by Béla Bartdk, who referred to Slovenian music as he entirely Germanized — in the strict sense
of the term — folk melody of the Slovenes [Bartok 1997: 178; originally published 1937, in Hungarian Folk
Music and the Folk Music of Neighboring Peoples).
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ed in historical and ethnographic authority. However, Marolt’s intriguing notion of »stylis-
tically-correct« arrangements and how he authenticated this warrants examination of some
of his musical examples.

FRANCE MAROLT: »VISOKI REJ« (PERFORMED 1934)

To represent the oldest musical traditions from Koroska, Marolt presented his arrange-
ment of Viwki rej (High dance) from the Zilja Valley.” Transcribed by collectors before
Marolt, including Oskar Dev and Matija Majar (1809-1892)," the »high dance« is a couple’s
dance typically performed under the shade of a large linden tree, and contains alternating
sections of chorale singing, lyrical verses sung while dancing, and instrumental dance
interludes.” In the program notes for this song, Marolt stated that this high dance is one of
the oldest Slovenian ritualistic remnants and is still performed in the Zilja Valley each year on the Sunday
after the Nativity of Our Lady[*®] [Marolt 1934: 12]. Marolt deduced the ancient Slavic origins
of the dance from the fact that it is normally performed under the linden tree: This ancient
custom originally must have had the meaning and character of collective, ritualistic couriship under the
linden, where the ancient Slavs carried out all of the most important ritualistic gatherings. Furthermore,
he asserted that o/d records suggest that »Visoki rej¢ was prevalent and in practice throughout all of
Slovenia up until the Turkish invasions of the 15" century [Marolt 1934: 12]. Although bold and
lacking substantial proof, Marolt’s assertion of the dance’s ancient, ritualistic origins is not
entirely without foundation. In fact, transcriptions by Majar and Dev, who wrote at the
top of his transcription that the dance-song is very old (zelo stara; see Figure 2), as well as
sketches and descriptions of similar dances in Valvasor’s history from 1689, all might
support the idea that the »High Dance’s« tradition is long.

However, Marolt’s claim that this arrangement, along with all of the others on the
concert program, was a »stylistically-correct« example of a »typical« song practice demands
close scrutiny. His arrangement of this allegedly ancient dance, an extended form of
Oskar Dev’s 1912 arrangement,” is a medley of tunes and variations. Marolt first presents
an opening chorale (not included in Dev’s versions) then the dance-song (viwki rej) and

Marolt also featured this dance-song ritual in T#i obredja iz Zilje (Three rituals from the Zilja Valley),
[Marolt 1935]. It is also spelled viski 1aj.

A description of this Zilja dance-song by Matija Majar, who was from the Zilja Valley, as well as
several versions and verses collected by Majar or published in Scheinigg’s 1889 collection, appear in
Strekeli’s compilation: songs 5212-5226 (vol. 3). A version collected by Oskar Dev is in the GNI
archives.

A variety of customs surround this dance, including horse-riding contests and the selection of dance
partners. According to scholars, the »high dance« is no longer performed, although a slower, similar
dance (prvi rej — »first dance) still is [see Ramovs 1988 and 2000].

Mala Gospojna, September 8.

Published in Slovenske narodne pesmi s Koroikega (Slovenian folk songs from Carinthia) [Dev 1912], Dev’s
four-part arrangement for men’s chorus is expanded from his transcription, though he states that
both versions are from Bistrica. It is a straightforward, homophonic harmonization.
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Figure 2: Oskar Dev’s transcription of »Visoki rej,« or as he titled it, »Dance under the linden
tree,« from Bistrica [from GNI archives].

melodic variations for its additional verses, and finally two more tunes (Musical Example
1). Harmonically straightforward, the piece develops through changes in tempo and tex-
ture. As the melody is passed to different voice parts with each variation and new melody,
and laid out over droning open fifths in the bass,” the dance slowly builds momentum
until reaching the final »Vivo« tune (quarter = 126). Musical Example 1.

Marolt carried out his own fieldwork in Koroska, and his arrangement was apparent-
ly based on his own transcriptions. A draft of the dance-song’s melody, which differs from
Dev’s but matches the arrangement, appears in Marolt’s field notebook dated 1931.%
Further transcriptions of this song appear in the collection of Marolt’s typed and dean
transcriptions (ciapisi) from Koroska, dated both 1931 and 1934 (figures 3, 4, 5, and 6).

Because Marolt had no access to recording equipment, his transcriptions raise much
suspicion. Of these three transcriptions, only the solo versions by Franc Pip seem realistic
and match the quick sketch of the melody in Marolt’s field notebook (at GNI). The level
of detail of the other two arrangements makes it implausible that they could have been

% Dev’s arrangement also employs open fifths in the bass line of the initial dance-song.

2t At GNI archives, folder Korzp. I. Marolt’s edited transcriptions from Zilja are dated as early as 1931,
although Zmaga Kumer notes that his first reliably documented field excursion to that valley was not
until 1933 [Kumer 1991: 12].
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Musical Example 1: Marolt’s »Visoki rej« [High dance], 1934: opening chorale (mm. 1-14),
initial dance-song (mm. 15-21) and begining of first variation (mm. 22-24). [From M. Gobec,
ed. Lijudske iz ziljske doline (Ravne na Koroskem, 1993), p. 78-79].
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Figure 3: Marolt’s transcription of »Visoki rej,« performed by Franc Pip, an exceptional bass in
the group, in the village of Bistrica, Zilja Valley, 1931 [from GNI archives].
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Figure 4: A second transcription of »Visoki rej,« performed by Franc Pip in the village of
Bistrica, Zilja Valley, 1931 [from GNI archives].
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Figure 5: Marolt’s transcription of »Visoki rej,« performed by a group of young men (konta) in

Bistrica, Zilja Vally 1931 [from GNI archives].

59



RAZPRAVE IN RAZGLEDI / ARTICLES

o : Kor.zb,

FI mape Me.Ma,$2 Korzp, IT, /orp (2 92/1 . 93/83 ) zprd.Stv__ 3.  fol str. 349

Kroj in Eas zps.:_Zehomec v 24114, 1934 (orim.Ko§.zb. sgn. zpsv._Korzp,I1 /310b
str.357

Pel(a): Relevel in relke Zpsv.:FI‘Bnce Marolt

Visokl rej pod lipo

|
L
I
L\Ep 1 . o lo—J J~ P A | | o | E i— )
e ¥y 7 T r 4 Y ) I - [ ] i 7 Lt I5g 1 T T T
LS il r A [ 2 v v ] Il y ry r A 2 - o r 1 1
. I ST * Y i ] e LA AT b r EV A . L4 ) T
ke LA | — 1 h "I —— N — — 1 | Il A VY 31 P —
- M I ¥ A — = 1 Tt A
Bush nan dél ts dudbai ges,da pdt-be i‘é% za - 318-1é emo.
—_ — 3 -~
') 2 . al =] "\%"l M A . Pl o fr T W
T [} | = T 177 — e ¥ T r 3 T ix T =1 T
L3 Tof r ) T Py L4 | ¥ - L4 r BB . A —
fANm i1 1 st o 1 = 1= 14 | D .4 r ] 14 (s 14 r ) r T
1 1 I . N T 1 B s ¥ 0 AN L N sl I I
'l —— T T | — N — 'l LA 1. v
rd 2 -~ r . —
Tdar le z Bushen,Bush le Z nin,sén Té-%ak 1e Ma - ${jen 8fn,sdn
tep—
ab X T Lo W’T P | . Vuota
A O Y L ] [ ) L o hd | 2 1 J L | r 1)
A k. r i ) [ X ] - f b 1 2 i e
=R B = -
i e t T T t (
i . -— Prehod 1z korakanja v ples)
Ié-%a& ie ¥a - v - Jan . efn.

Figure 6: Marolt’s transcription of »Visoki rej,« performed by male and female singers (rejevci in
rejke) in the village of Zahomec, Zilja Valley, 1934 [from GNI archives].

transcribed from live performance by even the most trained ear. Not only are the tran-
scriptions in harmony, but Marolt added precise grace notes and slurs, indicated the exact
tempo, and meticulously transliterated the text into phonetic dialect. Raising even more
questions is Marolt’s statement in his transcriptions that he heard the song performed
almost exactly the same way, three years apart and in two separate villages (Figures 5 and
6). Moreover, the 1934 transcription is identical to the first and second tenor parts of the
first iteration of the dance-song in Marolt’s arrangement.

In short, Marolt’s transcriptions of »Visoki rej« appear already to be arrangements. He
quite possibly worked and reworked his material, which he may or may not have entirely
collected himself,?* to fit his personal notions of what this dance-tune should sound like.
In the same manner, he appears to have stylized his composed arrangement so that it, too,
would fit this idea of »stylistically-correct« and authentic Slovenian music. Such doctoring
of primary source material to correspond to his assertions of authenticity and Slovenian-
ness clearly occurred with other arrangements as well.

22 In the field notebook, Marolt only sketches one verse of the song. In the clean copy of his transcrip-
tion, he includes sixteen more lines of text, all of which (plus two additional) are also in the choral
arrangement. Interestingly, more than half of this text can be extracted from the several versions and
verses in Strekelj’s compilation (5212-5226), most transcribed by Matija Majar.
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MATIJA TOMC: »ZELENI JURIJ« (PERFORMED 1934)

Marolt collaborated with composer-priest Matija Tomc,? a preeminent composer of sacred
choral music and native of Bela Krajina, for all of the arrangements from that region.
Tomc’s nine arrangements of folk songs from Bela Krajina for APZ’s 1934 concert were
some of the first arrangements of ritual songs from that region.?* According to Marolt, the
region of Bela Krajina until recently closed 1o Western influence, preserved its originality [in musical
forms] the greatest [Marolt 1934: 9]. Although Marolt possibly misinterpreted the influence
of the Uskoki — Serbian or Croatian refugees of Turkish invasions who settled there in the
15" and 16™ centuries — on the culture of Bela Krajina® as evidence of that region’s
preservation of ancient customs, he maintained that the »Oriental«-sounding music, espe-
cially the ritual carols, was among the oldest in all of Slovenia.

Among the examples cited as representative of the antiquity of the region’s song
culture was »Zeleni Jurij« (Green George), which Marolt maintained was an ancient carol
(koleda) performed among the rituals for St. George’s Day (April 24). To substantiate the
authenticity and antiquity of the ritual of dressing up a boy in green birch boughs and
singing this song from house to house, Marolt described it in the words of 96-year-old
Mara Magdiceva, who he claimed was the oldest ‘vojarinka’ [song leader] and who still knows how
1o sing this song [Marolt 1934: 15].2° Relying on the authority of an aged, living singer,
Marolt concluded that the Saint George's Day custom [jutjevanje] is a remnant of the well-known,
ancient Slovenian kurentovanje |7’ ...that preserves and incorporates, in addition to ritual dances, the most
mythological sediments of geotropical [sic.] character« [Marolt 1934: 15].

Marolt’s extravagant claims about the historicity of this song are coupled with equally
bold interpretations of its musical characteristics, which he asserted as proof of the song’s
archaic Slovenian-ness:

The melody of our »Zeleni Jurij is a preserved, typical example of an original,
ancient Slovenian melody, its age proven by its consistent isorhythm, simple melodic
outline in archaic Dorian style, and [the fact] that the physiognomy [sic.] of this
melody is completely different from those of Kajkavian [*®] origin from a much
younger era. [Marolt 1934: 15]

» For more on Tomc’s arrangements, sece A. Misson 1997. For more on all of Tomc’s works, sce E.

Skulj, ed., 1997. An undergraduate thesis [Vevoda 1997] also explores Tomc’s work with Marolt and
APZ.

Marko Bajuk, from Bela Krajina, and Oskar Dev arranged a few lyrical songs from this region in their
pan-Slovenian collections.

See Terseglav 1996 for a detailed study of the Uskoki and their song traditions in Bela Krajina.
Marolt expanded his description of »Zeleni Jurij« and the St. George’s Day ritual in Bela Krajina,
quoting Mara Magdiceva at even greater length, in his 1936 monograph Tri obredja iz Bele krajine
(Three rituals from Bela Krajina).

Shrovetide custom in eastern Slovenia.

The Kajkavian dialect of the Croatian language, remarkably similar to eastern Slovenian dialects, is
spoken in the region east of Bela Krajina.
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Musical Example 2: Matija Tomc, »Zeleni Jurij« (Green George), 1934, mm. 1-55 [from Tomc,
Priredbe ljudskib pesmi za moski zbor. Ljubljana, 1977: 44-46].

Marolt’s assertions about this authentically Slovenian and ancient musical style are
captured in Tomc’s arrangement (Musical Example 2).

The claim that this piece is archaic is expressed in the opening tone, with driving
repetitions of the exclamation Haj/, based on short, repeating melodic motives extracted
from the main melody and layered into as many as seven voice parts (mm. 1-25). Only
after this rousing, chaotic introduction comes to a whirling end with unison shouts of Haj/
does the melody enter in the second tenor. At first a solo over the bass’s relentless itera-
tions of haj/ (mm. 26-29), the melody is soon joined by the remaining voices. The repet-
itive verses (dajte mu... / give him...), divided into phrases of four measures, are then passed
off into various voices — from the second tenor’s opening to the baritone (m. 38), to the
first tenor (m. 42), and so forth. The so-called isorhythm, although varied in the original
melody, is ever-present in the accompanying voice parts. All the while, the second basses
continue their driving ostinato.

Archival documents at GNI suggest that Marolt conducted the fieldwork for Tomc’s
»Zeleni Jurij« in Bela Krajina in 1931.% Tomc’s arrangement matches exactly what Marolt

» Zmaga Kumer asserts that Marolt’s 1931 fieldwork in Bela Krajina is in fact his earliest documented
fieldwork [Kumer 1991: 12].
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notated in the dopis, or edited, clean copy (figure 7). Curiously, the melodic fragment of
this song that I found in Marolt’s field notebook from that 1931 excursion to Bela Krajina
differs considerably from the edited copy and arrangement.

The melody in Marolt’s typed transcription is slightly more elaborate than what is
sketched in his field notebook, with a wider ambitus and greater melodic movement, not to
mention detailed expressive markings. In addition, the lengthy text, again written in dialect,
appears only in the typed version. Indeed, in comparing Marolt’s version of the song to the
texts in Strekelj’s volumes (4987 to 4996, vol. 3), I came to the probable conclusion that
much of Marolt’s text is an amalgamation of several of these printed versions.

Another curious discrepancy is that on the typed transcription Marolt attributed the
performance to the 96-year-old Magdiceva from Kal nad Semic¢em, but her name is not in
the field notebook. Above the sketch of the untitled song appearing before »Zeleni Jurij
in Marolt’s notebook are jotted the names »Golobi¢ Marija« and »Magdiceva Mina« and in
parentheses the village of Strekljevec. Whether Mara Magdiceva from the village of Kal
might be one of these singers is difficult to determine, and Marolt does not note any

FI meps Me.Ma, 83 Bkrzo.I./prp (_ 83/1 _ 83/81 ) zprdldtv._18.  fol ss/gg
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Figure 7: Marolt’s transcriptions of »Zeleni Jurij« [Green George], typed distopis and draft in field
notebook. [From GNI archives].
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singer for »Zeleni Jurij.« Interestingly, GNI scholar Valens Vodusek also observed similar
inconsistencies in Marolt’s official transcriptions and his field notebooks, and left hand-
written notes in the archival files raising questions about Marolt’s accuracy. In his compar-
ison of transcriptions of another song attributed to Mara Magdiceva (vKaj bomo mozZem
senkali«), Vodusek noted so many discrepancies that he questioned whether or not the 96-
year-old singer ever existed.

Once again, it seems as though Marolt took a song idea — one which he may or may
not have heard performed in Bela Krajina — and reworked it to create a more complete
and rauthentic« transcription that subsequently served as the basis for Tomc’s arrange-
ment. Indeed, other pieces on the program for these two ethnographic concerts also reveal
instances of manipulating resources, ethnography and history. For example, Marolt’s unique
process of elaborating folk songs and transforming them into such Slovenian choral pieces
is very well documented in a December 1934 letter to Matija Tomc, in which Marolt
instructs him on the composition of »Furmanska.«** But even though Marolt clearly doc-
tored ethnographic sources to validate the »stylistically correct« arrangements presented in
both of these APZ concerts, he did so meticulously and carefully, with specific sound
images already in mind. Working alone or with Tomc, who was arguably a more skilled
and certainly more trained composer, Marolt definitely knew what he wanted, and, more
significantly, knew how to capture it in a choral piece. He had a preconceived idea of what
and how to present as characteristic of each Slovenian region, simultaneously shaping
individual songs as well as regional and national identities.

Both the 1934 and 1935 APZ concerts of folk song arrangements were extraordina-
rily well received. Reviewers described them as a sriumph and holiday (praznik) of Slovenian
folk songs. A review in Slovenec of the first concert admitted that, To many who are only
Jamiliar with the folk song living among us today, all of this possibly sounded somewbat foreign and surpri-
sing [Slovenec, May 9, 1934]. The writer qualified this with Marolt’s explanation that the
authentic elements of Slovenian music have been buried by foreign influences, and praised
Marolt’s merger of artistic interpretation with »scientific« folk song scholarship. The re-
viewer also appreciated Tomc’s arrangements from Bela Krajina, noting that these ar-
rangements were all the more worthy because be [Tomc| himself is an authentic Belokrajinec
[person from Bela Krajina), in whom the characteristic vigors of bis land still thrive with sincerity
[Slovenec, May 9, 1934]. Even though the accuracy of Marolt’s claims of authenticity is
certainly suspect, and it is likely that he at least partially based arrangements on his own
pre-determined sound ideals, these arrangements were exceptionally convincing — both as
authentic Slovenian folk songs and as choral compositions. In effect, they gave Slovenian
folk song arrangements a new direction and a new purpose.

% In NUK, file Matija Tomc. See also Klemenc 2004.
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TURNING THE TIDE OF SLOVENIAN CHORAL MUSIC IN THE ART OF
ARRANGEMENT

France Marolt carried his passion for Slovenian song and the Slovenian nation into all of
his professional pursuits. He brought the same determination to recover the authenticity
of Slovenian folk music through concert arrangement to his other public venues, tran-
scriptions and scholarly writings. For example, in line with his desire to present the typical
musical image of each Slovenian region, he organized the first Slovenian folklore festi-
vals in the 1930s, such as »Bela Krajina Day« and »Koroska Day.«*! In his monographs
on ritual practices in the Zilja Valley (1935) and in Bela Krajina (1936), and the posthu-
mously published Gibno-zvocni obraz Slovencev (The image of Slovenians in tone and move-
ment) [Marolt 1954a] and Slovenski glasbeni folklor (Slovenian musical folklore) [Marolt
1954b], he presented foundations for a distinctly Slovenian music, asserting authentici-
ty through perceived primitivisms in certain practices and associating each region with
a unique sound image.

Although many aspects of Marolt’s work are marred by evident instances of manipu-
lating facts and sources, his reputation as a major contributor to Slovenian national culture
remains overwhelmingly positive to this day. Even those who are aware of his fabrications
have tried to rationalize away or ignore his doctoring of folk songs. For example, eth-
nomusicologist Zmaga Kumer, who worked with Marolt in her student days and was
among the first to discover egregious fictions in Marolt’s scholarship,*? has pointed to his
emotional and quixotic character in addition to his zealous nationalism in an attempt to
justify his dubious work. Kumer suggests that, He was an extraordinary personality, full of artistic
and creative impulse, a person with a rich imagination, rashly infatuated with everything Slovenian, more
intuitive than rational, more emotionally fired than intellectually cool [Kumer 1991: 13]. That is,
Kumer claims that Marolt’s artistic ideals so dominated his work that they overshadowed
his respect for exacting scholarship.

The rousing, continued success of his choral arrangements also appears to justify
these lapses. Although scholars such as Kumer have recognized the discrepancies in Marolt’s
work since the mid-1950s, knowledge of his forgeries, hardly widespread,® has not affect-

31 Marolt began organizing regional folk festivals before the founding of his dance-folklore ensemble
in 1948, and socialist-sponsored festivals after World War IL

32 Kumer has noted one of Marolt’s most amazing forgeries, the ballad »Lepa Vida« (Beautiful Vida),
which he claimed to have transcribed in 1923 as performed by Lenka Smon from Hrase pri Lescah,
Gorenjska. Marolt’s transcription, replete with dozens of verses transliterated in dialect and detailed
ethnographic descriptions, including Smon’s biography, was used as the basis of Ivan Grafenauer’s
monumental monograph on the ballad [Grafenauer 1943]. However, after the Folklore Institute
acquired recording equipment in 1954, Kumer and others returned to the village of Hrase to disco-
ver that the singer Lenka Smon had never existed [see Kumer 1991: 19-21].

% Tt seems to me that Marolt’s doctored scholarship is not a popularly known fact. Although a few of
the composers, choral conductors and singers whom I interviewed alluded to it, the majority seemed
unaware or at least unconcerned. In the few instances in which I revealed Marolt’s forgeries to those
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ed the reception of his work. One need only listen to the many performance ensembles
that sing reconstructed folk songs, such as the folk revival group Katice, to hear that they
frequently rely on Marolt’s transcriptions for their repertoire, and that his versions are still
considered authoritative. His folk song arrangements are continually performed by choirs
of all levels and types throughout Slovenia, and are very much part of the core repertoire.
Many of his arrangements also have been arranged again by other composers; his songs
are still considered representative of regional sound identities. In practically all aspects of
arranging, composers to this day base their work on his.>*

Indeed, Marolt’s paradigm of »authentic Slovenian-ness« in the concert arrangement
of folk songs has prevailed over decades of changing political and cultural circumstances —
from the turmoil of the Second World War and the establishment of socialist Yugoslavia to
the creation of the independent Republic of Slovenia. The enduring success of his work
reflects the fact that, for the first time, Marolt presented choral arrangements of folk songs
as something unambiguously Slovenian. Stopping short of inventing entire songs, customs
and practices, he manipulated resources and stretched facts in order to realize his artistic
notions of what Slovenian music should be and how it should sound. In a time when
Slovenians were struggling to define themselves, Marolt gave Slovenian music a unique
sound identity — something of which the Slovenian people could be proud. Setting the
standards for distinctly Slovenian arrangements, Marolt passed on to composers this specif-
ic direction and purpose for folk song arrangements. In this manner, arrangements contin-
ue to be a medium for the presentation of the Slovenian nation.
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USTVARJANJE AVTENTICNOSTI. FRANCE MAROLT, LJUDSKA PESEM IN
KONCERTNI ODER

Mnogo glasbenib zvrsti na Slovenskem oznacujejo 2a Mjudskos ali ynarodnoq glasbo: od skomercializiranib
ansamblov, ki igrajo nekaksno alpsko plesno glasbo, do skupin, ki skusajo oZivljati liudsko glasbo in igrajo
na rekonstrukeije originalnib instrumentov. Vendar pa je med vsemi temi vrstami glasbe, ki izrazajo sloven-
Skost, Se posebno v ospredju ena: xborovsko petje in priredbe ljudskib pesmi. Slovenija ima prek dva tisoc
amaterskib pevskib 2borov, glavnina njibovega pevskega sporeda pa so zborovske privedbe slovenskib ljud-
skib pesmi. V spreminjajocib se politicnib in kulturnib razmerab vseb obdobij sta oba glasbena vidika, tako
nacin petja v pevskem 2boru kot repertoar priredb ljudskib pesmi, Ze dolgo neobbodno potrebna za ustvar-
Janje zavesti o slovenski identiteti.

Priredbe ljudskib pesmi in zborovsko petje so sad stevilnib tezenj, da bi Ze od 19. stoletjia naprej poenotili
slovensko kulturo. Spodbujali so jib kot izraz slovenske narodne kulture. Na zacetkn 20. stoletja je Ze
obstajala cela vrsta privedb rslovenskib pesmiy objavljenih v pesmaricab in publikacijah o glashi, ki so jib
izvajali tako podetelski kot mestni pevski zhori. Vendar pa je bilo le iz redkib privedb razvidno, kaj tocno
naj bi bilo slovenskega v tej glasbi, ki so jo oxnacevati za slovensko. Naj navedem primer: ker je bila v 19.
stoletju glavni cilj tistib, ki so zagovarjali slovensko kulturo, slovenska kulturna enotnost, so mnogi skla-
datelji v svojib priredbab namerno zmanjsevali regionalne xnacilnosti; to pa je vodilo v doloceno glasbeno
homogenost slovenskib liudskib pesmi. Celo v desetletiu po nasianku SHS leta 1918 je bila v mnogih 2birkab
privedb Se vedno zelo poudarjena slovenska kulturna enotnost, manjkala pa je razlaga, kaj naj bi ta
wlovenskoste splob bila.

Marljivo delo 2borovode, skladatelja in etnografa Franceta Marolta (1891-1951) je pomenilo pomembno
Spremembo v ustvarjanju izrazite slovenske note v privedbab slovenskib ljudskib pesmi. Maroltov izjemni
pristop k priredbam, ki naj bi bil sad prejete stipendije za preucevanje ljudskib pesmi, je ustvaril prostor 2a
Pprivedbe, ki 5o bile same zase umetniski izdelek, poleg tega pa jib je definiral kot znacilno in pristno sloven-
ske. Morda sta Maroltova kompozicijska tebnika in odnos do slovenske narodne identitete Se veliko bolj kot
pri kakem drugem slovenskem zhorovskem skladatelju pustila trajen vpliv na slovensko zborovsko dogajanje.
Prispevek govori o Maroltovem prispevku k zborovskim privedbam slovenskib ljudskib pesmi in o njegovenmu
oblikovanju avtenticnosti s pomocjo te glasbe. Po podrobni analizi njegovib metod prirejanja ljudskib pesmi
in dolocenib glasbenib primerov se avorici 24, da je Marolt véasib pretiraval pri svojem pojmovanju »avien-
ticnostic v slovenski glashi; verjetno je viasib tudi prikrojil dolocene vire, da bi tako ustvaril svojo verzijo
Slovenske glashene identitete.

V prispevku sta najprej obravnavana Maroltov pristop in nacin privejanja ljudskib pesmi, ki sta razvidna
iz njegove 2birke pesmi x naslovom 15 slovenskih ljudskih pesmi 7z leta 1930. Ze sam naslov je
napovedoval nov pristop k oblikovanju slovenskib zborovskib priredb, saj je namesto do tedaj uveljavljencga
izraza narodna pesem Marolt uporabil termin ljudska pesem. Se ena stvar, ki je raxlocevala ta tanki
snopic pesmi od vecine priredb tistega casa, je bila Maroltova zavestna vkljucitev pesmi iz skoraj vseh sloven-
skib pokrajin. Se vec, Marolt je celo navedel ime prootnega xapisovalca. Zaradi vsega tega in tudi xaradi
svojib inovativnib privedb ljudskib pesmi je Marolt trdil, da njegove priredbe odsevajo resnicnega duba
Slovenske ljudske pesmi.

69



‘ RAZPRAVE IN RAZGLEDI / ARTICLES

France Marolt je predstavil svoje glashene in etnografske nazore na dveb pomembnib koncertib zborovske
asbe. Koncerta sta bila izvedena leta 1934 in 1935, v obeb primerib pa je pesmi zapel Akademski moski
peuvski zbor pod Maroltovo taktirke. Pevci so predstavili ravtenticnes ljudske pesmi iz razlicnib slovenskib
pokrajin; mnoge od pesmi je privedil Marolt. Marolt je imel dva razloga za organizacijo teb konceriov: 2
njima ni Zelel samo xabavati obcinstva, ampak je hotel ljudi tudi pouciti o njibovi lastni pesemski dediscini.
Navkljub Maroltovemu namenu, da bi na obeb koncertib predstavil avienticne« in ystilisticno natancne«
Slovenske pesmi, podrobna analiza njegove glasbe odkriva, da je obiasno verjetno prikrofil ali ponaredil vire,
iz katerib je crpal snov za prirvedbe. Naj 2a 2gled navedem njegovo priredbo pesmi Visoki tej, ki naj bi
temeljila na njegovib lastnib zapisib s Koroskega. Po podrobnejsi analizi zapisov, ki jib hrani arbiv Glas-
benonarodopisnega instituta ZRC SAZU, se je pokazalo, da je Marolt morda predelal etnografsko gradivo
in ga tako prilagodil svojim lastnim zamislim o tem, kako naj bi se pesem glasila. Podobna protislovia labko
najdemo tudi v priredbi pesmi Zeleni Jurij iz Bele krajine, ki jo je v sodelovanju z Maroltom zlogil Matija
Tome.

Ceprav 5i France Marolt ni povsem izmislil vseh pesmi, eg in navad, pa je videti, da je prikrojeval vire in
dejstva, da bi tako labko uresnicil svoje umetniske zamisli o tem, kaksna naj bi bila slovenska glasba in
kako naj bi xvenela. Vendar pa so kljub temu njegove xborovske priredbe se naprej pomemben del slovenske-
ga 2borovskega sporeda, njegov sloves cloveka, ki je pomembno prispeval k slovenski nacionalni kulturi, pa
prav tako ostaja velik.
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