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SUMMARY

The establishment in the 19th century of vasauusical organizations,
educational institutions specialized in the field, determines a
bifurcation in the development of the fiddle playing phenomenon: on
the one hand, the activity of instrumental musicians of oral tradition,
on the other hand, instrumm@talists who promote oral musical culture,
being however schooled within music education institutions. This
process is intensified in the 20th century. Over the years, the musicians
of oral tradition, who know the specific repertoire of a certain folklore
area, the manner of performance, including the practice of
ornamentation, are replaced by musicians who studied the profession
only in specialized institutions and even if they show musical talent,
they are not always initiated into the fundamental elem® of
traditional performance, they excel in the use of ornamentation, often
transforming the authentic, folkloric melody into an extraordinary
performance. The stylistic eclecticism in the performance manner of the
young generation of violinists deternméal the realization of a scientific
research and the elaboration of the methods of acquiring the
traditional instrumental ornamental style, specific to the folkloric space
of the Republic of Moldova. Ignat Bratu (19993) represented and
promoted the artof the violinists of the southern area of Bessarabia.
He knew the traditional training environment of a musician, preserved
the traditional element and developed it, at the same time perfecting
his mastery in the contemporary conditions of interaction wliterate

music.

REZUMAT
T ZEETT ACAAI AR AAAEEADEAI 08) 6©CAT EUAT
AA yi106alaiyi 0O OPAAEAI EUAQGA _y1 AT I Al
AAUOT 1 OAOAA EATTI1 AT OI.OE 1 400a0EAE(Q
| OUEAATTEIT D EROOOAARET BEHOOAl ah DA "/
AA DOl 11T OAAUa AQI OQOOA 1 OUEAATI & [ OAI &
AA y10alalyl o |0UEAAL8 ! AABDCWD OT AAO
OOAAAOAA ATEITO | OUEAEATrepertorhldi OOAAEI
specific unei anumite zone folclorice, a manierei interpretative, inclusiv
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A DOAAOEA&OEE 1Ol Al AT OATEAR OOI O yllTA
i AGAOEA AT AQ_y1 ET OOEOOI EE AA DOl E H
muzical, nu intotdeauna®l O ET ET EAT E y1 _ Al Al Al fE
AGAAOT EA  OOAAETEITAl ah ~ AGAAI AAQa  y1
OOAl OAI Of Y1 A AAOAT OE [ AldinAstdiul AQOAT OEA:
DAOAI O Al 68 %Al AAOEOI 01 OOEI EQOEA g1 I
tinere de MWEAEAT E OEI1T1EHOE A AAOAOI ETAO
HOEEI I EAEAA HE Al AAT OAOAA [ AQOI AAIT O A
ET 00001 AT OAI OOAAET ETT Al h OPAAEAEA OD
Moldova. Ignat Bratu (1920i i Qq A OAPOAUAOAO HE DO
| 400A0EI T O OEILIITEROE AE Ol bl 001 QF AA
AAEQl OOAAETEIT Al AA & Ol AOA A Ol OE |
OOAAEIAT RAURI 1OAOhNHEDAQKEARREDR VIl AEAOOOE
AT TAETEE Al 1T OAiI bl OARA REOCEDAA®AAT EOT A

Keywords

Traditional instrumental music, violin, performance, fiddler, ornamentation.

INTRODUCTION

Ornamentation is present in all the types of musical art: folk, religious,

academic, pop, jazz, etc. As far as Romanian musical folkloreoiscerned, it

has a rich tradition. It is known that an important source of musical

I O1T ATl AT OAGETT EO OEA 0OODPiI1T OAT AT 6O EI POI ¢

performing a written or traditional melody (therefore of oral circulation),

enlivens, varies or amplEEAO E 08 60 AHADHA O AYORIOh B8 =P

characteristic particularity of ornamentation is still specific to the
performance of folk music nowadays, unlike in the case of literate music,
where the graphic fixation, the indication of the place of thermament in the
musical text is a natural act of the creative process. At the same time, the
ornamentation in traditional music is not an anarchic, chaotic phenomenon,
executed at random. It is determined by several emotional, psychological,
structural, aeghetic, ritual, communicative factors, etc., it is part of the
musical structure of the folkloric creations and does not only have the
function of beautification.

Regrettably, ornamentation is frequently treated excessively by some
violinists, especially § those of the younger generation, distorting the
specifics of the melody, sometimes having repercussions on the musical
structure as well. The balanced use of ornamentation reflects a traditional skill
accumulated over time, an education in this sense gwided by the traditional
context in which the performer was trained. It is the result of that
spontaneous act of folkloric creativity that belongs to the unwritten laws of
the creative process. In a traditional context, the violinist, at the beginning of
his career, being the creative spiritual exponent of a certain collective, took
over the repertoire of the experienced and appreciated musicians in that
environment, filtering it through his own artistic personality and, preserving
the stylistic essence othe music, he transmitted it further in his turn.
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The natural continuity in mastering the instrumental ornamental style,
which existed in the area of instrumental professionalism of oral tradition,
gradually disappeared starting with the second half dhe 20th century. This
was conditioned by several factors, among which: the socialitical one; the
establishment of folk music groups with musicians as employees; the
imposition by the authorities of the performance of pieces artificially created
in folk style; the training of instrumentalists in academic institutions and the
marginalization of musicians of oral tradition in the circuit of their professional
activity; the technical and mass media progress. The stylistic eclecticism in the
performing manrer of the young generation of violinists, the rush for
originality, often distorting the aesthetic essence of folk creations conditions
the research and development of methods of acquiring the traditional,
general and individual instrumental ornamental sky. In this sense, we
consider it important to study the performing manner of those fiddlers who
ET Ax OEA OOAAEOQEITAl AT OGEOITITATO 1T & A
element, developed it, while perfecting their mastery in the actual conditions
of interaction with literate music. One of them is Ignat Bratu (191993).

IGNAT BRATY BIOGRAPHICAL AND ACTIVIRNDMARKS

Ignat Bratu represented and promoted the art of fiddler violinists of
the southern area of Bessarabia, originating from the smatiwn of Cahul.
6. ATAA )CT AOZOEBRDAOA xEADAGGAU AAI 1 AA
environment. He was a man with a sense of humour, with a big heart, with a
noble, gentle soul, who loved life, people, and family. Maestro violinist Nicolae
Botgros,A1 OT 1T AOEOA 1T &£ OI OOEAOT " AOOAOAAE/
whole world knows Nenea Ignat Bratu the great violinist, actor, musician
violinist, he was a man who gave us an extraordinary lesson of life. Whoever
played with nenea(uncle) Ignat recéved a solid education. A great human
being who left us a folk fiddle and human school of how to behave. He always
asked me how the musicians were doing. When | came from Romania, he
xI 01 A AOE xEAO " OAAl & xAO AT ET ChadxEAO
AAAT O1 OEA COAOA T &£ 41T1TE )T OAAAEAR 10
iuvu EZAOEAO AO OEA (ECE 3AEITIT 1T 4& - 0OO0E/
COAAOAOGO | OOEAEAT 06 j)CiAO "0OAOGOQ8 /O
memories that he studed for a year at a music school (Dragomir, 1981:21).

A fiddler with the school of life, in fact, as a child he took over from his
father, Filip Bratu, the art of handling the bow on the strings of the violin, even
though his parents did not really want hinto be a musician. Ignat Bratu
EEIi OAT £ OOAA O OAUd O-U EAOEAO EEA AL
we had in the house, but | would steal the violin and lock myself in the barn,
where | learned to play, so that when he found out about my doingthere
xAO 171 OEETC EA AIOI A Al AT UiT OAd j $OA
gypsies, they stayed in one place in winter, while during the rest of the year
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they roamed with a cart the entire Romanian space, his father being also a
master blacksmith who made hoes, spades, which he sold. The older brother
helped his father, and Ignat played the violin. He amazed everyone with his
PAOEI O ET C | AOOAOUR AT A EEO 11 OEAOh EIT EE]
COAAO OACAT ETES6 | ET /&iqipk fladet iihai DOMIEIRT EOT i
"EAT OCEA 4Y01 abh OEA EEOOO AT T AOGAOGI O
the Chisinau State Philharmonic (founded in 1946, currently ti8erghei
LunchevicNational Philharmonic), later called 1 O Ehkaddihih playing, and
in 1953dnat Bratu was employed as a soloisiolinist in the orchestra. In 1956,
the violinist Serghei Lunchevici took the helm of the 1 O EaAd@dntributed
substantially to the improvement of the orchestra in terms of performance. It
gradually became a highlgrofessional orchestra, performing numerous tours
abroad, obviously with the participation of Ignat Bratu. From 1961, at the
suggestion of Vladimir Curbet, the founder and director of théocNational
Folk Dance Ensemble (today the€oc National Ballet), ¢nat Bratu was
OOAT OEAOOAA O OEA AT OAT A1 A6O 1T OAEAOOOAN
the ensembleJog he also toured in Germany, Canada, Greece, Poland and
many other countries, promoting the art of traditional violin performance.
In 1968, the Folk Msic Orchestra was established under the
patronage of the TeleRadio Committee of the former MSSR, the artistic
director and conductor being Dumitru Blajinu another famous violinist, a
OAPOAOAT OAGEOA 1T &£ OEA 11 O00EAOT AOAA 1| &
suggestion, Ignat Bratu joined this orchestra. He had many concerts, made
recordings for the Radio Music Fund. We mention something important from
the work of the FolclorFolk Music Orchestra. Its members, either singers or
instrumentalists, went into the fidd to record authentic material, which was
later performed by the orchestra. It is, in fact, the merit of the conductor
Dumitru Blajinu, who was not only a great violinist and conductor, but also a
folklore enthusiast, a researcher, later editing valuabtllections of musical
folkloresuchas! 1 ET a4 h A CrastbduiGhafera Liblis@ublishing House,
2008,! T OT 11T CEA AA A T1TAITO I OUEAAT ¢ ,XXd¢ 1Al
Constanta: Ex Ponto Publishing House, 2002, and others.
In additionto his work in theFolclorFolk Music Orchestra Ignat Bratu
led the folk music band in a prestigious nationatyle restaurant, theWine
Cellarfrom Chisinau, delighting the audience with the most beautiful folk
songs from the south of Bessarabiddoradd A OOAh &bl @erS.TnE A OA A
particular, he preferred romances suchaBecemA1 E AOO AA 1 vYica OI
#AO £00I T O AO DAOOOutkipeciallyTreced dnicdt Gubd OAAO4a |
pe drum.The fiddler Nenea (uncle) Ignat also appeared as actor in the films
Codrii(The Forestsin 1967 andPodurile(The Bridgesin 1973 aMoldovaFilm

i §O0AAION). TPZ W

—
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WAYS OF ORNAMENTING MELODIES

Regrettably, few recorded solo works performed by Ignat Bratu have
been preserved, but these are true folklore pearl$languli Boing/ OO OT P al
AA 1T A 3101 AAh ,MAddiedeBdk 1 a00aO0OAAOAA

The ornamentation of the melodies performed by the maestr@fiects
that balance, that moderation and musical wisdom, specific to the generation
of fiddlers who came directly from the tradition. We give as example the well
known work Melodie de dor(can be found on Youtube)which represents
him. In it, we find aseries of ornaments that the fiddler prefers and which
reflect the specifics of the music of the folkloric area where it comes from. We
observe a combination of ornaments: anterior double appoggiatura located
on the neighbouring (lower and upper) notes othe main note linked to a
lower mordent, performed at a semitone interval, not respecting the effect of
the key signature and being followed by a simple anterior appoggiatura joined
by legatowith the note it adorns:

Moderato <= 84 ey

fH 4 —31-! = #
had !ﬁ -!- LY
ﬁ—w#a—*#
3

Fig. 1. Combination of ornaments doldappoggiatura and mordant

Ignat Bratu frequently used this combination: appoggiatura and
mordent or appoggiatura and trill, performed very quickly by striking with the
fingers of the left hand, coordinating with the speed of the bow movement,
which highlights each particular ornament by controlling the adherence with
the string:

Moderato ¢= 84

N>

'R 3 hod !
£\ ) ) T ]

ey t——T T ——————

‘R"I‘I."I- I‘IJII.%I 1
R TR

Fig. 2. Combination of ornaments appoggiatura and mordant

e

Moderato <= 84

o

Fig. 3. Combination of ornaments double appoggiatura and trill

Another ornamental procedure encountered is the formula made up
of a quadruplet of main notes in sixteenth values interspersed with two simple
appoggiaturas (one posterior and one anterior) played by means of a legato.
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This formula is repeated several tinge both on theA string in position | and
on the Estring in position Ill, using the same fingering:

Moderato o= 84

Fig. 4. 18 notes with appoggiatura

3
nug,—f—r—m ,/\\V

Moderato = 84/.\
7i 5 —
epplele, &
——

T

T
1
T
I

N

3
Fig. 5. 18 notes with appoggiatura

In the pieceMelodie de dohe used as an ornament a playing technique
procedure less used by other violiniststhe tremolo. It is executed by rapidly
alternating at the legatotwo sounds at different intervals (the minor third in
the given case):

Moderato J= 84

quasi trillo

%ﬁ\qﬁ 5 -

Fig. 6. Tremolo

o

oL

The violinist skilfully uses ornaments to achieve a special expressive
effect in the performance of the melody. With great skill he combines various
ornaments with a sweetvibrato at the end of the musical phrase. Thus, Ignat
Bratu obtained by playing theviolin sonority effects typical of music with a
lyrical, descriptive character.

Moderato J= 84

\
Qgé'{'i o fﬁf\A
\ i I T —f S 1
" T T
I 1

L)

Fig. 7. Expressive ornaments

Moderato J= 84
3 ™
Hulp 1= vV

|
P — il
##:$ | - O
SU 1 & —=
&

—

3
Fig. 8. Combination of ornaments with vibrato

L
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Referring to the ways of using ornaments by the fiddler violinist Ignat
Bratu, we emphasize tk presence of other elements of performing technique
as ornamentation, apart from tremolo, such as pizzicato and flageolet
'T AT UUET ¢ )CI AO "OAOO8O0 T ATTAO T &£ PAO
ornaments, as he avoided loading the melody with them. Aslde, successive,
interspersed ornamentation should be avoided and a temporary space from
one ornament/ornamental formula to the other should be created.

CONCLUSIONS

Even if there are few recordings of maestro Ignat Bratu, his value in
preserving the manne of execution specific to the southern area of
landscape of violin music in our region, Ignat Bratu is one of the few musicians
who are guided more by the innate artistic sensd less by playing the notes.
The temptation of the bow must be great for a man like him, and the
vibrations of the fingers are those of the heart. The violinist had the chance to
hear many songs in his life. His ear caught the most select ones and placed
them like swallows on the strings of the violin, with which he brought many
OPOET ¢cO Oi bDPAiI PI A8O

We emphasize the importance of knowing the ornamental
phenomenon of different Romanian areas. The correct performance of the
ornaments depends on the understagiing of the place where they are used,
which particular ornament is used, the type of creation, the rhythmic accents,
the employment of a certain fingering, bow drawing, but also on an
emotionalideological content of the folk musical work. It is also abkgely
necessary to cultivate the sense, understanding and responsibility towards
the use of ornaments, the correct use of the particular ornamentation and of
that characteristic of a certain folklore area, the avoidance of borrowings,
which affect the image and sound score of the pieces, destroying the
authenticity of the folkloric source.

1 30%#4% !, % /2.1 -%. 4A2)) -9
) . 4%202 %41 2%! , A541 25, 5) z6) [/, f
REPREZENTANT AUTENTIC AL TOPOSULUI DE SUD AL
BASARABIEI

Cuvinte cheie
MuzicaET OOODI AT OAIl &4 OOAAET ET 1T Al ah OEIT AODat
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INTRODUCERE
/ o1 Ai AT OEAA AOOA DOAUAT 6a yi OiF AOA OEE

OAlT ECET AGah AAAAAI EAah AOOOAAanh EAUU HS8A
romanesc, ea are o AAET EA AT CcCAOas 3A #HOEA Aa |

I O1T Al A1 OEAEE | OUEAAT A AOOA n EIiI DOl OEUAI
AAAOGOYT A 1T 1T AITTAEA OAOEO4a OAO OOAAETEI
y1 OO0A& AT ArOARh 1T OAOEAUGAROXK®H > APOBEKEEAAS

DAOOEAOI AOEOAOA AAOAAOAOEOOEAa A 101 AI A1
Al 1 AT OEAA BE y1 DOAUAT Oh ODPOA AAT OAAEOA
indicarea locului ornamentului Tn textul muzical constituie un act firest a
DOl AAOOI OE AA AOAATEA8 41 O1 AAOGa 1 O1 Al AT O
fenomen anarhic, haotic, executat la intdmplare. El este determinat de mai
i 01T E AEAAOI OE AA 1 OAEI] ATTTEITAI h DOEE
Al 1 OT EAACEOARBEBh OBADAOHDAAOTI ODUEAAT & A AO
AOA £OT ATEA AT A0 AA y1 £0Oi OOAT AOAS

#0 OACOAOh 101 AiI AT OAOAA AOOA AEOAAOGAI
OET11TTEROER y1 OPAAEAT AA AaOOA AAE AEI]
melodiei, avand uneoriOADAOAOOEOTI E HE AOODOA OOOOAOC
AAEEI EAOAOCa A 1 o071 Ai AT 601 6E OAAI AAGa 1 AA

I AAOAAT EA y1 AAARAOO OAT Oh 1 mAfom&a AA Al
interpretul. Este rezultatul acelui actspo OAT Al A OAAOEOEOQAIT EE A
AA 1 ACET A TAOAOEOA Al A POl AAOGOI OE AA AOA
violonist, la Tnceput de meserie, fiind exponentul spiritual creator al unei
AT Ol EOA AT 1 AAOCEOEOGaT Eh DOAI 6A REA APDAAABA
mediul respectiv, repertoriul lor, filtrandd DB OET DHOT DPOEA DPAOOI 1 Al
HE DPaOOOYI A AOGATT A OOEI EOOEAa A i1 OUEAEE
#1171 OET1 OEOAOAA EEOAAOGAa y1 y1 GaHEOAA OC
A AGEOOAO y1 OZEAOA bDPOIT £ZAOGEIT 1 Al EOI O1 OE E|
AEOPAOA y1 AAPYT A AO A Al OA EOIi a0AOA A OA
AA T AE 1T OITE Z£AAOI AN EBDXERAINOGA AEADA A ORAT
i OUEAal ABDIGDOAO | OUEAEATE DBA DI OO AA OAIl /
AOOT OEOGATE A ET OAOPOAOAOEE PDPEAOGAI T O AOAA
ET OOEOOTI EE AAAAAI EAA A ET O0OO00I AT OEHOET T
OOAAET EA 1T OAl1&l HE 1AIE® ABDEIOAA O RIAIOKIGE™ P OT CC
i AREAE H8A8 wAl AAOEOI 01 OOEI EOOEA yi1 1Al
i OUEAEATE OEITT11EROER CiI AT A AOPa 1 OECEI
AOOAOEAa A AOCAATEEI T QAGEAAGADDAEA BE Al TARA
i AOT AATT O AA y1 OOHREOA A OOEI O1 OE 1 O1 Al AT «

ET AEOEAOAI 8 _1 AAAOO OAT O AilTOEAAOaIlI E
ET OAOPOAOAOEO4A A AAAIT T O 1 400A0OE OEITITT1TEHR
Al Of ACA A O1T OE i OUEAEAT h Adrdwl@OAO Al A
DAOAAATHE 1T YATA0 AAGa | AaEAOOOEA i AT 1T AEI
ET OAOAAT EOT A AO |1 OUEAA 1 EOAOAEGSS 51 01 AE
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IGNAT BRAT@2 %0 %2 % ")/ $2%! BY¥AWGY¥N! 4% | 24) 34)

Ilgnat Bratu A OAPOAUAT OAO #®#E A DOI i1 OAO |
Oi b1 601 OE AA OOA Al " AOAOAAEAEh 1 OECEI
zARA y1 10i AAOG y1 1 AAEOI 1 OUEAEAT EI T O¢
marech AO OO4&I AO TTAEI h Al YT Ah EOAEOI O A

violonist Nicolae Botgros, la fel originar din sudul Basarabiei, fatrinterviu a
OAi AOAAOd noA TATAA )cCl ACAODADOI § OO KOIE

muzicianviolonist, a fostunomcarend AAO 1T 1 AAT EA AA OE/
#ETA A AYiI OAO6 AO TATAA )YCi A6 A DPOEI EOD
careneA 1 Aa0AO0 1 HAT Al & PI bbbl Ada 1 4a00a0AA«

-4 y1 O0OAAA yi1 O1 OAAEKGIAAT E&GIB Yl AE ORAD AR Al
y1T OOAAA AA EAAA " OAAIl ah AA EAAA AOOAO/
)y i OAAAEAR Al 1 0E $0acCiE8 wl A £FaAOO #H
i DUEA4a AE1T ) AHERh hE AOT T rOARABr&AAROI AA
OOOOA OAI AGAAUa AET AiIET OEOEI A 1 0E ) C
#HAT Al a AA [ OUEAa j $OAGCI i EOh =zVizdg T=(Qs
, Aa0DAORAT MIAA MABhERMA | EA A DPOAI OAOD
AOOGA AA A 1 VY1 OE BRADEBDAOPAAAAL ODEODORT DEE
0a Z£AAa 1 AOGAOEA AA 1 OUEAAT O T OOHE ) (
i ETA ET 00001 AT OAT A AA O61 6 &£AI 61 bPA AAC
ia yT AEEAAAI y1 EAI AAOh dhindh dandlaidatdeA D OET
Dl UT AT A T AT Ah A1 EAEL A GAKROAQI IOBOKh VYT =
0O40ETTEE ZEET A TECAITEh EAOT A 00albAA
AaOOT A POET O1 6 OPATEOI O1TiYi AOGAR OA
Ai 1T £ZAAT EIYIOA AOARDAB ABHh DA AAOA 1T A OET AA
OAEAa O0abh EAO )Y)Cci AO AYT OA 1 A OEI AOa
ET OAOPOAOADROAMEEAD ICABA&NK | AE y1 OAOE
0OACAT ETE | ET A&l O #ul Mikai Dbraitdu). DAO04a AA T A 1A
" EAT OCEA 4vYO0Ol 4a0h DPOEIi 61 AEOEEI O Al

i £ T AAGA y1 TYowqgq A &EI AOITTEAEE AA 3¢
. AT EiSkrdhkidunchevigh O1 OACHTEROONFEWDWERO AYIT OY1
anul 1953gnat Bratu este angajat in calitate de soi@ET I T T EOO y1 1 «
Din 1956 la carma& 1 O EuliOvikét violonistul Serghei Lunchevici, care
AT 1T OOEAOEA OOAOOGATTEAT 1 A PAOEAAT ETT AC
OOAPOAO 1T /[l Gdsibrialsn, eféctiangt nuhdro@se Mi@de peste

Eil OAOA8 $EI zYwzh 1 A DPOI bdOi AODAA 1 OE 6
1T OAT Al O1 OE . AT ET 1 Albci ABOAVBE OH6ABHODOIPOI
YCT AO "OAODO OA OOAT OEAOCAAQE OA DBE ADDDIOA
1968. Cuocul, lafel,AOA OOOT AA y1 ' AOi AT EAh #AT AA
Al OA T 4a0Eh DPOI i1 OYIT A AOOA ET OAOPOAOAODE
1T AT O =TyYywih PA Tyvyica Aii EOGAODOI 4A
orchestra AA | OUEA & FoblorAD 1T @A 4 01T O AOOEOOEA

Dumitru Blajinuz OT A1 O AAT AAOO 1 a00AOh OADPOAUA
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"AOAOAAEAES8 , A POI bOT AOAA 1 AAOGOOOI DEh ) C
I OA 1 061 6A AT 1T AAEOAN AMAEAAGIT OMMAEIGBOA-OAT T E
Ei bl OOAO AET AAOEOEOAOA KolclorderBbAiGiCi® AE AA |
AYT O4aO0OAT Eh AZEA ET O0000iI AT OEHOEh 1 AOCAAOD
AOOAT OEAhRh AAOA Oi1I OAOET O A GeAfaptEnie@A ODOAOAOD
AEOEET OO1 OE $0i EOOO "1 AEET Oh AAOA A &I 00
#HE Ol DAOEITAO AA i1 AITOh O AAOAAOAOI O
folclor muzical, cumsunt 1 ET a4 h An O/OH BAFRE TAA BB a%AEOOOA ' O
2008,! T OT 1 T CEA AA AT AT TO | OUEAAI ¢ ,XXdé 1 Al
#1171 O0AT T Ag HWAEOOOA %@ 011 OTh TPPT HB8AS
OA TYica AAOGEOEOAOAA vy FolclorOghdirahOOA AA |
conduce taraful intun AOOAOOAT O POAOCOE@®A@A yT OOEI
#EEHRET aOh AAI AAOYT A bpOAI EAOI AO AAT A 1 AE
Basarabiei:( | OA AA 1 A OBAAS8 #1 DaCHERBRAOMM OAAED
OT 1T AT T AT DaceBlOARAONDOO AA 1 arfrudés cuphtitiboi, 6 ET AOAR

I OAT EO A deAratudedrecAduAcarcuboipedram , 4 OOAOOT . AT A
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Ol 1 EOOEAA y1 OACEOOOAOARh AAO Ha#dguBiOAA OOT ¢
Doing/ OOOARAAT A 371 O AAh ,Mdddiédedidk. 1 a 004 O0OAAOAA

Ornamentarea melodiilor in iN®ODOAOAOAA | AAOGOOOI OE O.
AAEEI EAOOh AAAA 11T AAOAOA w®E y11A1I APAEOT .
| 4a00A0E OATETE 1TAIEEITAEO AET OOAAETI EAS8
Melodiededoj 1 ET E y1 ARAKADET ODAQBOAUERT GuEs0 AIA AA
i o1 AT A1 OA pA AAOA T A POAZEAO4 1 400A0D1I HE
Al 1 AT OEAA AA O1 AA OET A8 1 AOGAOOGal 1T yi AEI1
Al OAOET AOa OEOOAOGa DA 11 OAT A OAAET A jEIT A
legate de un mordent inferior, interpretat la un interval de semiton,
T AOAOPAAOYT A AEAAOOI AOiIi OOEE HE Z£EEIT A OO0I
Ol EQdegam@ET 11T OA PA AAOA 1T 101 AAUA&(

Moderato o= 84

POv
T
g aerrli—raa
;j 3
Fig. 1. Cmbinare de ornamente: apogiat
Ignat" OAOO &I 11T OAROA AEOAAOAT O yi AET AOAA

L s A o~ ~ ~ A o A

ADi CEAODO4 HE OOEI h ADAAOOAOA &I AOOA OA
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OO0YT CER AiIT OATTYT A AO OEOAUA [ EHAAOEE
ornament aparte prin controlul aderemhei cu coarda:

Moderato ¢= 84
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Fig.2Cmbi nare de ornamente: apogiatur

Moderato o= 84

%‘J‘ bl I i I\/ 1 i }
Fig.3.Cmbi nare de ornamente: apogiatur
51 A1 O DOI AAAAOG 1 01 Ai AT OAl whOYITE
AOAOOT T AO AA 11 OA OAAT A y1 OAIT OE AA F
OEIi PI A j OT A PI OOAOET AOa HE Al (datoAT OAO
I ARAOOa A& Oi OA AAAOCGDAE OROROA TOEMT A YEOA
AYO ®HE dAl ADAOERAEA )))h A 11T0ETA AAAAA
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6ETTTTEOCOOI A 11T OAHOA AO 1 4aEAOOOEA 1
AEAAO AA AOPOAOCGEOEOAOA APAOOA yi1 A@AAOI E.
diferite ornamente cu urvibratoA O1 AA 1T A OAYOHEOOI AOAUAE I
"OAOO T AT ET ARODOEIN A EQ BIAO®O ADAAAOA AA O1T 11
cu caracter liric, descriptiv:

Moderato «= 84

—~ =
e g's-x o _:/\ D
1 1 1 1 = 11
b Il T
1 =t

Fig. 7. Ornamente cu rol in expresivitate

Moderato J= 84
pul TE W
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Fig. 8. Imbinarea unor ornamente cvibrato

Referindul A 1T A 1T AAT ECaTEI A AA A 11 OEOA A 1
viol TEOO )Gl AO " OAOOh OOAI ETEAI DOAUATTA

flajoletus ' T AT EUYT A | ATEAOAA AA ET OAOPOAOAOA
OOEI EUAOA 11T ARAOAOCA OAA TPI A4 BADBEE OR O A DDBC
i AlTT AEAE8 #A 1 1 ACEOAOA OA EiIiDOT A Al OAAO!

#E AOAAOAA O OE OPATEO OAi bl OAO AA T A Ol
AA1 al Al Os8

CONCLUZII
#EEAO AAAa AO 0ai A0 DPOITEAIAA "ydAGAGOHE O30 O&AC

OAl I AOAA AAAOOOEA yi DaOOOAOAA | Al EAOAE
OO0A Al " AOAOAAEAER AOOA EIAi T OAOOAAEI 48 ;
n 1 DAEOAEOGI | OUEAEE 1 4a004A0AHOE RA 1A 11
i QUEAATTER AAOA OO1 O Aal aOUETE [ AE [ 010
AA AYI OAOOI DA 17 0A8 -AOA |1 0AOO | AE A H
AGI 1T AAl OER EAO OEAOATEEI A AAQicdBdi O 001 O
Oa AOAAYI ORBA y1 Oifieh priks d 208r psclldriatalksk
HEA] ARAUAO AA DA TEHOA OYI AOI EAE DA 000
POEI 4OAOE 1 Al ATEI T 068

3OAI ETEAT ElDi OOATTA AOI i AHOAOEE &A1 T |
A O il DADDORDAOAA Al OAAGA A 1 01 Al Al OAL
Ol OE O1 AA 001 O OOEI EUAOAR AAOA Al O A
AT OAI A OEOI EAARL ADIi EAAOAA O AE Al O EO.
AT 1T ET Oifeatid BIT DEDROEE | OUEAAI A & 1 Al T O

(0XO)



21

OOEI EUAOAA 1 OT Ai AT GAT T Oh A& 11T 0EOAA Al C
caracteristice unei anumite zone folclorice, evitaa unor imprumuturi, care
AEAAOAAUA& Ei ACET AA BHE DPAOOEOOOA Oil1 0Oa
folclorice.
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Melodie de dor [Song of longing]
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Transcribed byVitalie Grib
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SUMMARY

Coming from ancient times, refined according to Roman customs, the
traditional Romanian carol is a musical genre that has undergone few
changes over time, firstly because of tiraportance it has in the

community and secondly because of the way of caroling. Following field

A

OAOAAOAE AAOOEAA 1T 00 ET T1iAHO - AOAn
see the way in which the carol is sung by carol_singers, in various
interpretative foi 01 AO A&£O0I | xEEAE OEA [TA180 C
OAOCAET ET ¢ AT AT AT OO 1T &£ T OCAT EUAOQET I I
carol singers. Although the investigated area is relatively small, with 6
villages being targeted, the caroling of a male group ha$ lmammon
elements and interpretative peculiarities that personalize caroling in
each separate village. These particularities depend on the type and
guantity of the repertoire, the number of carol singers or the structure
of the group, as in most cases thiegve at least one group leader with
a distinct personality. All these interpretative elements highlight once
again the involvement of the community in the custom of caroling, the
importance of carol singers and caroling and the pride with which they
practice this ancient tradition.

REZUMAT
001 OAT EOCa AET OEIDOOE OOOaOAAEEh Al
AT 1 ETAA OOAAETEIT Al a OITVYI AAOAa AOOA
i T AE EEM aI0ET Al OEI POI OEh _y1 DPOEI OI O
care o arey I Al | O1T EOAOCA w®E y1 Al AT EI AA
ET. OAODOAOAOAS8 1 OOI A O1T AE AAOAAO&QE
EOAAT O1 I 1T AAh “y1 AT O1I Xiitgh Al DOC
El OAOPQAQAQa ATI1ETAA AA AaOOA AJ]
inNtAOPOAOAOEOA AET  AAOA OA AOEAATT EAL
Da000AAUa Al AL AT OA AA [ OCAT EUAOA Al A
$AHE UITT A AAOAARAOAOa AOOA OAI AQEO 0QAO
AA COODP AaOAaOAOA AQKOABEOPADAEADD/
El OAODOAOAOEOA AA PAOOTT Al EUAAUA Al
DAOOEAOI AQEOaT E AAPEIA AA OEDOI HE
AT1TETAaOI OE1 10 _ OAO AA_ OOOOAOOOA ¢cO
acestea avand cel(pl E1 Ol AT TAOAaOIl O AA ¢cOO0;
AEOOET AOas8 41 AGA AAAOOA Al Al AT OA EI
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AGEAAT T a4 EIi DI EAAOAA AT i OTEQAT EE y1 1 AE,
AAOA 1T AO AT 1ET Aadl OEE HE AIlETI AAOOI H
AAAAOGOa OOAAET EA OOOaOAAEAS

Keywords

Caroling, traditional carol, vocal performance, male band of carolers,
Christmas.

INTRODUCTION

Caroling is still considered to be the most important custom of the
village communities amid the annual Holidays. Anchorddr back in time,
caroling is a descendant of ritual manifestations aimed at influencing the
outputs of agricultural crops, organized on the occasion of the Winter
Solstice. Nowadays caroling is still widely practiced, among all European
peoplesbutalsod OEA ' i AOEAAT AT 1 OET AT 6h ET Al (

THE IMPORTANCE AND SHORT HISTORY OF CAROLING

Along with scientific discoveries, the magical functions present in folk
manifestations have begun to lose their meaning and, as a result, some
customs are now log while others have passed from the repertoire of adults
to that of children. In this sense, good examples consist of the small agrarian
customs practiced in spring and summer, meant either to influence nature (to
bring rain or, on the contrary, to stopti when it was excessive), destroy
potential pests or confer magical powers to crops or seeds (we mention here
OADAOOAAR #A1 T EAT Ol h The @ffe@ntébitiden thexel OAAOT
and the carols lies in the fact that the whole village communityiis/olved in
caroling and the pomp that accompanies the caroling is an opportunity to
recognize the uniqueness and importance of each member of the community.
In 1907, in the magazine edited bthe Association for Romanian
Literature and Culture of the Raanian Peopleentitted § AOA TOUWUOOO4
Country), whose editor-inchief was Octavian Goga, an article title@hristmas
appeared, from which we can see the fact that the whole community
PAOOEAEDPAOAO ET AAOI | EfMeloy Okaid@is A0O 1 £
on the one hand by the fact that, after several days of hard and exhausting
work of our physical and mental powers, the whole community lays down its
work tool, the peasant the axe, the pickaxe or the shovel, the craftsman the
hammer, the awl orthe planer, and the scholars the pen and such, to rest their
bodies tired from the hard work. On the other hand, the holidays, meeting
with everyone in the house, with the relatives and with the other diving
people of our villages, gives us the welcomepportunity to put aside the
thought of the everyday needs and hardships of lited6 j § AOA . 1T AOOO&h =3
The etymology of the lexical family that includes terms such earol-
carolingis clear, with the term coming from the Romagalendag one of the
holidays that made up the cycle of winter holidays celebrated in the Roman
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Empire. The word has been preserved in various forms among many peoples,
especially in the eastern part of Europ&@ledaor koladain Bulgarian koléde
in Slovene koliad&in Ukrainianand Russian). This is where the vegbcolinda
and other derived words come from, such a1 1 E Isiall Chkistmas bread
rolls (Birlea, 1983).

Among the Romans, the cycle of winter holidays began wiBrumalia
a holiday that lasted 24 days, followeby Saturnaligwhich lasted 7 days. One
week after Saturnalisbegan theCalendae lanuariivhich took place in the first
days of January and marked the starting point of the Roman year. The
importance of this holiday is also evident from the creation of éhpoet Ovid
(Keightley, 1833), who wrote that duringhe Calendgor Kalend$ there were
feasts and festive dinners similar to those dbaturnalia One thing of great
significance for all the inhabitants of the Empire was constituted by the first
day of the Calendswhich would have the function of aromen when they
foretold what would happen during the year that had just begun. This is
reflected in the caroling practiced by Romanians, where the function of
greeting, with the effect of influencing the folbwing year for the better,
constitutes the foundation of the entire custom (MizgarDanciu, 2019).

&) %, $ 2%3 %! 2#(h !, -1 o5 -12%

'1TT ARG -AOA ATT T O0TA EO 1TAAGAA EI
Apuseni Mountains, in Alba County, on the border with Hunedoarahi§
AAT ET EOOOAOEOA AAI Ei EOAOETT 1T AEAO OEA
I OCATEAATT U TETEAA O OEA AiTiiO1 A1 AA
-EEITAR DPAOO 1T &£ OEA (O1T AAT AOA AT i1 OTA

villages are crossed by county road DJF0which connects the commune to
the town of Zlatna, located 16km to the nortkeast, the commune includes five
more villages, some of which are located on DJ705D, a secondary road, which

ET OAOOAAOO xEOE $*QPX ET 111 AfQuith- AOA(Q
OEA OAOGO AAETC i1 OA EOIT AOGAA AT A AAAA
Glod. Although it is located in a mountainous area, quite remote, the

ATTTO6TA 111 ArO - AOA EAAh AAAT OAET ¢ O]

inhabitants, active people and goodteepers of local traditions.

In 1997 | had the chance to participate in a field research session,
organized by the TerrrArmonia Cultural Foundation, in collaboration with
O' EAT OCEA $EIi A6 . ACETTAI I AAAAT U 1T & -
Professor loan BAHAh OE$h AT A 001 £ZAOOI O )T AT (|
this approach consisted of collecting the existing carols in the area (after a
probing of the area, carried out a year before), which would be published in a
volume dedicated to this musical genre BAHAh YVYYQ8 471 CAOEA
I OEAO OOOAAT OO 1T 4&# OEA &I TEITOA -1 AOQIA
Mare, collecting in most of the villages within the commune (except for Cheile
#EAOI OE AT A " OaAAOh Oxi EOI T AOAA 1TA
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inhabitants). Since this happened around Christmas time, we had the chance
to see the custom unfold, by participating in the rehearsals of the groups and
in the start of the custom itself, with the first caroling, which took place after
the religious sevice of St. Nicholas. We consider it very important to observe
the carolingin situ, which, by offering the syncretic framework and due to the
integration of the singing of carols within the ample process of caroling,
offers, in addition to an ordinary cdéction of musical folklore, the perception
of special expressiveness. This may be due to the cold outside, the way in
which the hosts receive the carol singers, the consumption of food and drink,
and the solemnity of the event.

In the village of Glod we allected the fewest carols (8), as can be seen
from Table lwith the village being more isolated than the others, with difficult
access.

VILLAGE Carols| Carol singers
T 1T ARG AA | 29 13
'1T 1T Ahd - H 23 1
'T 1T Ahd - A 15 11
Cib 15 8
.aAahOEAl 12 14
Glod 8 5
General total 102 52

4AAT A 8 2APAOOT EOA T &£ AAOI T O AT A AAOiI 1T OE

Out of the total carols collected, more than half came from the three
i AET OEI 1 ACAOh xEEAEFAAAO OEA TAI A 111 AR

Nddastia
12% Almasu de
Mijloc
28%

Almasu Mare
15%

Almasu Mic
22%

Fig. 1Percentage distribution of the repertoire
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During this session, the research team collected 102 carols from the six
OE1 1 ACAOh xEOE OEA OEAEAOO OADPAOOI EOA
carols). Of these carols, 57 are performed by the male gmpu.e. 56% of the
total. Other ways of performance were: individual man (29 carols, of which 23
Ai11 AKROAA ET 111 ARO zénfiphokid(awadbf Snkiagh | Al
OEAO xA &1 61 Ah &£O0I i OEA OAOCAOGAA AOAA
group, AEET AOAT 80 CcOl O AT A ET AEOEAOAI ;
structuring of these interpretative structures is depicted in Table 2.

T T AT TAYTTT A .
B _ CihgGlod. a A a[TOTAL
de Mijloc| Mare Mic
Male group 20 4 - 15( 8 10 57
“A180 Cd
_ _ - 10 - -1 - - 10
antiphonic
Individual- male 7 1 23 -1 - - 31
Mixed group 2 - - - - - 2
#EEI AOAIT - - - -1 - 1 1
Individual-female - - - -l - 1 1
TOTAL 29 15 23 |15 8 12 102
Table2$ EOOOEAOQOETT 1 &£ OEA AAOI 1 OADPAOOI EOA E

the interpretive formula

In the following we will analyze the ways of interpretation of the
i AT6O0 CcOiI OPO &#O01Ti OEA 111 ArRO - AOA AOA
AEOOO ET All OEA OAOAAOAEAA OEI T ACAOn
particular case due to the fact tht it has a very small population (in 2011 it had
merely 64 inhabitants), with our informant from the village, who sang to us all
the 23 carols collected from there, being the village priest himself, Father
loachim Danciu.

In two of the researched village (Cib and Glod), the only
interpretative formula is the traditional one, the male group. From these two
villages, Glod is distinguished both by the smallest number of carol singers (5)
and by the low repertoire of carols, these being eight in number. Tisdue to
the fact that, of the researched villages, Glod is the most isolated, hence
difficult to access. At the same time, its population was made up, in 2013, of
T=Q OEI T AcAOOh AT i PAOAA O zwoY ET OE
repertoire of carols favors the unity of their interpretation, due to the fact that
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everyone in the group knows them very well, both as song and as text, so no
hesitations or mistakes were noted during the caroling. The sonority is very
unitary from one end of the caroldo the other, and the fluctuation of the
sonorous intensity is minimal. All carols are sung in a loud voice, well set, with
rich natural timbre, without highlighting any of the voices. The only moment
when the ruling voice is heard is at the beginning tfie carol, but after the
first syllable the group becomes compact, unitary. Fig. 2 this happens after
the first sound (re2), whilst the second half is already played by the whole

group.

Grup /96
Glod, Almasu Mare, AB

Si-n  grd-di-na cesti doi me-ri, Ma- ru-i cu flo - ri - le-s dal-be,

Fig.2e-E CO&aAET A AAROE Al E iwb@dpletiedsicarddiioh CAOAAT
"1 TAh §"1TARAR ZYYYh 118 TTTQ

In Cib, carols are started by a small leading groug3(Beople), and only
rarely by a single person. To prepare the first verse of the next stanza, this
group omits part of the refrain, while enteing only the last syllable of it. In the
following musical example, the group enters only the final syllable, taking over
the last letter of the previous syllable (m)oamneo, dai, Domnului, Doae)
(Lord, oh, Lord, while omitting the highlighted part with a gray background,
as marked irFig. 3:

Grup /96

Cib, Almasu Mare, AB

——— =1

"I' .’ l d‘ é ! 1 —I — -% —

Co-bo -ri - to, co - bo - rd - t-o, Doamtneo, dai, D(\)-)g - nu - lui, Doam-ne,
Fig. 3.Coborato, coborat(Coming down, coming dovéiph A AOT 1  AOT i #EAR "1
no. 215)

)T . aAarOEA OEA AAOT 1 O AOA OOAOOAA A/

the other carolers entering at the earlieswith the second syllable of the text
(the text with a gray background being omitted)LaC O4 AET A AiATeOE AT E |

the garden with these two appletrees) " | AHRAh TPPYh 118 TxXYQh
even with the third syllablePorunciti  /EA O ABedu#lghkl &ommande)l
i"1TARAh TPPYh 118 TPZQ8 )& OEAOA AOA ETA]

are adjusted in the first two stanzas, as the group follows the leader, who has,
in this case, a strong voice and a darker, emphasized timbre, similar to that o
a church singer. However, there are cases in which the consensus appears only
after several stanzas- we have encountered a case in which the group
becomes compact only starting withthe 8OOAT UA j " 1T AHAh TPPYh |
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this case, singing in unisois performed gradually: first, rhythmic consensus is
established, starting with the second stanza, then the carol singers who have
problems of intonation or mistakes within the melodic line give up singing one
by one, listen to the model, then enter in usbn with the group leader from
the next stanza. Depending on the individual vocal characteristics, this
procedure for correcting things is more or less perceptible to the audience. It
should be noted that, observing the interpretative problems that arosespme
members of the group waited for the intonation to be remedied and began to
sing only after several stanzas. Until the group became compact, the group
leader sang in a soloistic manner, louder than the rest of the group, in order
to give them a model ad correct the problems on the go.

yi 11 A#d AA -EEITA xA Al O 11 OEAA
xET OOAOOO OEA AAOT 1O AIT1TAh [ OAE 1 EE,
singers entering on the 2 or 3 syllable. In order to have time to brathe
amply, the leader uses the same refrain omission technique that we noticed in
Cib, after singing the first two or three refrains with the group, to ensure that
they are sung correctly. He then partially omits the refrain, entering its last or

penultimate syllable.
Grup /96
Almasu de Mijloc, Almasu Mare, AB

é@ﬁfﬁ 442—4‘% %ﬁ%*?mﬂ

Co-bo - rd co - bo-r1d - to Pe = tr(', Sfin - teo Pe-tre,

Fig. 4. Coborato, coborat (Coming down, comingdovsh AAOT I  A&OT i 111 AR
i "1 ARAR TPPYh 118 TP®Q
In the carol Coborato, coborat(Coming down, coming dowrj " 1T AR Ah

2003 no. 204), fromFig. 4,which has 56 stanzas, after the rfit two
appearances of the refrain, the leader enters either with the last word of the
refrain (Petre), or only with its second syllablefe), continuing with the next
verse, while the text on a gray background is omitted:

Petre, Petre, Sfinte®etre (Peter, Peter, Holy Peter)
Peter, Peter, Sfinteo Re

Sporadically, he also sings the refrain in its entirety throughout the
carol and again in its last appearance, in stanza 55, with the last stanza being
without a refrain (it is a zonal characteristithat the shape of the last stanza
differs, either by removing the refrain or by inserting concluding formulas; we
will discuss the morphological aspects of the material on another occasion).
While analyzing the sequence of the two variants of partial orsien of the
refrain, we did not find an obvious pattern, but we discovered that the two
variants appear balanced during the singing of the carol, even in equal
numbers in this example, as evidenced Gyble 3
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Integral chorus Petre dre
1, 2, 46, 48, 55 3,4,9,11,12, 14,15,| 5,6,7,8,10,13,17,1
18, 20, 21, 24, 34, 36, 3 22, 23, 25, 26, 27, 28, 2
38, 40, 41, 42, 43, 44,| 30, 31, 32, 33, 35, 39, 4
47,49, 52, 54 50, 51, 53

5 stanzas 25 stanzas 25 stanzas

Table 3.The ways in which the group leader sings the refrain

ylT OEA AiTii1 061 Al AAT OAOh '!'11 AHO - AOAn
interpreted in two groups, antiphonically. We also collected four carols that
are sung together, with the two groups merging into one. bivever, some
skills and interpretive techniques related to antiphonic caroling remain, even
when we have a single group. For example, in the carol depicted-ig. 5 the
group leader enters with the next verse before the rest of the group finishes
playingthe entire stanza. This is facilitated by the fact that on the last melodic
line we have a refrain, without any importance to the message conveyed by
the text of the carol. The group leader uses one of the techniques described
above, i.e. the one by whiclthe driver partially omits the refrain and begins
the next stanza overlapping the refrain of the existing stanza. Initially the
overlap is on its last syllable (marked with A in Fig. 5), then the overlap is made
earlier and eatrlier, in the points marked,BC and D. After the first four stanzas
the overlap differs, but it is circumscribed to these four variants.

Grup /97
Almasu Mare, AB
hH | [ ; |
£ ] 51 ] E: - -~ —IN » ;:E—K—‘—f; ! ]
. = T }
In cel schit man-dru-n-flo - ri - tu, Dom-nul, dai, Dom- nu-lui, Doam- ne,

A D C BA
Fig. 5.In cel schit mandraflorit (In that lovely blooming hermitage)carol from
1T Ahd -AOA "1 AhAh TPPYHh 118 wWzIwq
CONCLUSION
&T 11T xETCc OEA OAOAAOAE AAOOEAA 10606 EI

able to observe the importance that the population still attaches to caroling,
as part of the traditions and customs inherited from their elders. In some
villages caroling is still consided a necessary habit within the rural
community.
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Regarding the way of caroling, we noticed several aspects, some
general, found in all the researched villages, others particular, which
personalize caroling for each separate village. Referring to the chng of the
male group, in most villages a group leader stood out, with the important roles
of coordinating the performance and of providing a model for the rest of the
carol singers. Another role is the one in which the leader corrects some
problems as tkey arise, related to the text, the melody or the pitch, by
imposing his version, with the help of a strong voice, singing louder until the
performance becomes unitary. We encountered a case where there was a
small leading group (Cib) or where the group wasmpact, with none of its
members (Glod) highlighting. A general characteristic, linked to the existence
of a group leader, is that he omits in singing part of the refrain, in order to
always be present with the new verse. In a particular case, in thdagie of
11 Ard - AOAh xA 11 OEAAA OEAO OEA ET OA
caroling, with the group leader entering with the new verse while overlapping
the last verse of the previous stanza, as antiphonic groups would. As for the
character of the performance, it was a vigorous one and the nuances were
always great. The passion with which the villagers sometimes caroled stood
out, seeming that they competed with each other. We consider the
researched area to be a happy case, in which caroling idl giracticed
according to ancient traditions.

0! 24) #5, 1 2)4A8) ). 4%202%4! 4) 6
/.1 1, -1 ¥BLBA! 2 %

Cuvinte cheie
#1711 ET Aah Al 1 ET AAOh ET OAOPOAOAOAR AAAOA
INTRODUCERE

#1711 ET AAOOI AOOA AT 1 OEAAOAO y1 Aa A
AT T OT EGATEIT O O4aO0AHOER AET AAAOOI 3401

OEi ph AT1ET AAOOI AOGOA O1 OOi Art Al 1/
ET £ OAT 1T AOAA OAUORDEOAI IAGT OAKIOE® DI 100 O
DOEI AEOI 311 OOET EOI OE AA EAOI as8 T DO/

i Abcah 1A Oi AGA pipi AOAI A ADOI PAT AR A

Al 0l 4 nAAOOAI EUAO&aOG S8

) -0/ 241 .81 ¥) 3#524 QYLBIA/ 2) # |, #/,).$!
| AAba AO AAOAI PAOEOEI A HOEEITIT EALEA

i ATEEAAOCOAOEI A A1 AT OEAA AO y1 AAPOO O

unele obiceiurisA® DEAOADOO OAO Al OAT A ADO OOAAOD
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al copiilor. Tn acest ses, un bun exemplu il constituie micile obiceiuri agrare
DOAAOEAAOA DPOEI aOAOA HE OAOAhK |1 AT EOA EEA
OAPAOOAAR #A1TTEAT Ol h $O4AaCAEAAh #YI1 OAAOQDI
ATTETAA Ai1066a y1 ZEAPOOI Aah yi1 AAAOOI
AT 1 O1T EOAOAE Aa OBME@AGI AA y 1 on pridjri©4A AT 1T ET A
_T zYPQh y1 OROBEGAAEAREAAOAT AAO 1 EOAC
cultura poporului romanE1T OE @@AI0AO 4l AKOAG@®HRE OAAAAOI O
| AOAOEAT ' 1 CrAdol clAtibBuh #DOB A EBD lcabhl putem observa
AADOOI Aa 1A AT1TETAAO PAOOEAEDPA §
Ol AEAl q 4#" QARAOGRA PIAA AA 1T DPAOOA AEADPOOI
i 01 Aa COAA HE EOOI OEOI EOBREAOCHDZEDOAOCEHDEN
AADOT A O1 AAT OA AA 1 OAOOh T aoAl 01 Ol

Roman. TermenusA Da OO0O0OAO OOA AEAAOEOAciam O A |
DAOOAA AA 0a &dedaSdd kolada 18 Bulyarickdidsle Ig sloveni,
koliadail A OAOAET AT E HE OOrEdmadEA AADRE ABDMIEDE
derivate,cumarfAT 1 ET-AAT AIAAE [ EAE AA #0&4aAEOT | "y
Laromani, ciddl O&a OA&a Ol OEI 1T Bruhdida EDAADA a DT ADAA
AA AOGOA To AA (shEturdaieA OOA ADAGOAEEET BEIARS |, A
A O BsaturnaliiincepeauCalendae lanuarice aveau loc in primele zile ale lui
EAT OAOEA HE | AOAAO y1 AADPOOOI AT OI OE O 1 Al
#HE AET AOAATEA DPiAOOI OE / OEAEO j +AECEOI
CalendelorAOAAO 11T A T OPATA #HE [ AOGA dEAOOEOA .
Saturnalis 51 1 OAOO AA 1T AOA y1 OAI 1T a0A0A PAT OO
constituit de prima zi aCalendeldn AAOA A OAdmens&@hdAise EA AA
prevestea ceea ce se va intdmpla pe parcursul anului ce incepea. Acest lucru
OA OA &I AAGDGI yPDOMAOEAAA 1 A OFi YT ER O AA £AC
ET £ OAT 1T AOA y1 AET A A A1 OI OE OOi adi Oh Al
(Mizgan-Danciu, 2019).

I
AET AAT Ol h OO1I A OAO OET AAAOALh HRA O ARBIOBHOA
OOOPOOEI A T AT OEOA AA COAOQOI tanitduAeEE8 $A Al
OITTE AE AAOGAEnR AO OOAAAATEEI A HE AO AAEI
TA yi AEA AET AOGAT EOOI DOEI AE AA A BPOTA 1/
COAOOaTE Al A OOAEOI OE86 j 8A0OA .1 AO0OO4&RK =

Etimologia familiei lexicale cecuprinde termeni precumAT I ET A4
colindat AOOA Al AOah OAOI ddedéle ranedrd tidré A AA 1 A
0a0AalOil OEIT A AA Al AaOOEAO AEAI OI AA 0aoOA
A

H%N2# %A 2% . 4%2%. h !, -1¥5 -120%
#1 1T 01T A 111 AO - AOA AOOA OEOOKNOA y1 Acg
I DOOATER y1 EOBOAAT Ol 'T AAh T A COATET A A
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AAI ET EOOOAOEOA AZA£AAA AA OAOGOI '11 Ard -
AT 1 61 Al i i Ad - AOA w®E 111 Ard AA - EE
EOT AAT OAAT &4 " Al #A8 ES DEDAADIOA OOODBAAAOD
EOAAT AAIT $*QPXh AA 1 AAca Al Old, AA |
Al i 60T A T AE AOPOET AA yi1Aa X OAOAR AET O
OAAOI AAOh AA OA ET OAOOAAOAAUA Aéble$* QP X
#EAOI BDEh OAOOOI EEET A | AE EUIT 1T AGAR AA
1T A8 $ARH QN TAA£IHTOTYOITGA®ah AAOOOI AA |
-AOA AOAAR AT T £ Of OAAAT 6ai yi 6061 6E AEI]
AAOEOE HE GBI AE POOKET EET 1T O 11 AAl A8

17 AT 61 =TyYaQ Ai AOGOO HAT OA 0O0a DPAOC
OAOAT h 1T OCAT EUAOGaA AA & OI1dih Ab& Allia, #iO1 000

AT 1 AAT OAOA AO ' AAAAT EA . ATEITAIT & AA .
AT 1T OAT T Adal iAAE EA aBOOdAE8A O1 EO8 AO8 )1 AT "
Haplea. Scopul acestui demers a constat in culegerea colindelor existente in

UirtTa j Adbbpa 1T OITAAOA A UITAER AEAAOOAC
fi publicate Tntrun volum dedicat acestui geh OUEAAT "1 ARAR ZIVYY
AO AITE AYI EOA OOOAATTE AE -1 AOI OiI 6E A
111 ArO - AOAhRh AEAAOOYT A ADI ACAOE yi1 1 AE

AaAYT A #EAEIT A #EAOI OE HE " Qarkibdie 11T AA
locuitori). Aflandui A y1 DOAAEI A #0O&aAEOI O1 OEh Al
I AEAAEOI y1 AAOEAaHOOAOAh DAOOEAEDYIT A
I AEAAEOI OE y1 OET Anh T AAOa AO DPOEI O1 Al
de Sfantul. EAT 1 AA8 #1 1 OEAAO4aIlI & AOOA iEI BT 00
siuth AAOAh DHOET 1T £ZAOEOAA AAAOOI OE OETA
ATTETAAITTO y1 AAAOOI Al bl Ol OE bPOI AAO
I AEHT OEO4a AOIIAGARMRATAA DAIGAMIBIADAA O1 AE
I AAAOOA OA bPi AOA AAOQI OA EOECOI OE AA
AT 1 ET AAOil OEEh AT 1 0061 61 6E AA 1 YT AAOA HE
T O0AOGOI "1 1TA Al AOI A0 AdnisBportd E D O]
OAOO RabditiElsafulBiihd mai izolat decat celelalte, cu acces dificil.

SAT Colinde [ #1 1 ET 4
111 Ard Al 29 13
i1 ArO 23 1
111 Ard 15 11
Cib 15 8
.aAaro0 12 14
Glod 8 5
Total general 102 52

Tabel12 ADAOOT OEOI AA Aii1l EI AA HE Aiil ET Aaodi
$ET O OAI Oi A1|E|AA||0 AOGI AOAh 1| AE
Y OAOA POET AEPAI Ah AA DPT ACar y1 AAT Ol E
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Nadastia

Glod 12% Almasu de
Mijloc
28%

Almazsu‘ Mare
15%

Almasu Mic

22%

A OADPAOOI

Pe parcursul acestei sesiuni, echipa de cercetare a cules 102 colinde din

AAT A w OAO0Ah OAPAOOI OEOI AA1T [T AE AiCAO &
$ET AAAOOA AT1ET AAR XQ OO1T O ET1 OAOPOAOAOA
1T OA 11T AAIOCRAG@PDIOA OADAE AO &£ 009 ET AEOGEAOA
AET OOA AAOA TY AOI AGA §y1 1 kAméric- EA AA

(mod de interpretare pecare-Ail CAOEO AT AO y1 OAOGOI 111 AF
cOoODP Al PEE HE EIT AEOBEYXDAGAOBOALRA [AIE Al 1AD
aceste structuri interpretative o avem in tabelul 2.

! II\/IijIIOQF e 1 wie citelod. 4 A afroTa
" 00Pb AadQ 20 4 - 15 8 10 57
" 00Pb A4aOAA - 10 - -| - - 10
Individual-A & O A 7 1 23 -| - - 31
Grup mixt 2 - - - - - 2
Grup copii - - - - - 1 1
Individual - femeie - - - -l - 1 1
TOTAL 29 15 23 15 8 12 | 102

17 AAT A AA OOi AAUa Oii AT Al EUA
COOPOOEI T O AaOAadbAROE AET UITTA 111
El OAOPOAOAOA A AT 1 ET ARAE AGEOOa y1 Oi AOGA
de Munte, care este un caz particular @i OEO04a AADPOOI OE Aa AC
£l AOOA OAAOOGa jyi1 TPz AOGAA wo AA 11 AOQE



35

ne-a cantat toate cele 23 de colinde culese de acolo, fiind chiar preotul satului,

DaoOETIT OAT A )1 AAEEI $A1T AEOS8
T Al Oa AET OOA ;| HEDAIRE AAGAMAOBAOABEIT

ET OAODPOAOADEDA AooA AAA OOAAET EI T AI ah

1T A OA OAiI AOAa AOYO DPOET 1 0iaodl AAl
OAPAOOT OEOI OAAOGO AA AT 1 ET AA &h QBEITI GORA
OAOCAT A AAOAAOAOGAR '1TA AOGOA AAI 1|1 AE

bl DOl AT EA OAOOI OE AOA & Oi AGah yi1 TPZ
11T ArO - AOA8 2APAOOT OEOQI OAADOO AA A
ET OAODPOA OOGE EEAIDIOMH OFEA QlaOBIT 1T E AAE AET C
A TAITTAEA AYO HE AA OA@Oh 1T AAQGEOOYT A

TIIOEOAOAA AOBA £ AOOGA OT EOAOA AA 1A

I OAT OEOAT EEEOUBI OA AGREAAT EEAATI A OA A
ETA Ei b1 OOAOah AO OEIi AOAI EOAOA 1 AOBHOA
ET cO0O0I 111 ATOG y1 AAOA OA AOAA O1 AA
AT1ETAAERh y1 0a AObPa bOE|uAitarOiFigA2Acest COOD
] TOYiplra AObPa DPOEI OI OO0T AO jC

1J(0V) )>>|'|'|~00 p2t

Grup /96
Glod, Almasu Mare, AB

Si-n  grd-di-na cesti doi me-ri, Ma- ru-i cu flo - ri - le-s dal-be,

Fig. 2. Colind¥ii COaAET A 5B OH AAEh IZAYO/EYh 1 08

In Cib, colindele sunt atacate de un mic grudl T AOA &0T O j

DAOOT AT Aqh OAOAT OE AA 1T OET c¢cO0O4a bDAOOI
O0i 401 AOAE 0001 #ZAh AAAOO ¢cOOD 11 EOA 1
Oi OEIi A 1 OE OEI AAas _1 AgAipi Ol | OUEAAI
AET Al &'l AD@AIOET A 1T EOAO4& A Ddfred AI&E DO
Domnului, Doaneh T 1 ET YT A DPAOOAA AOEAATTEAOA

putem vedea marcat irig. 3:

Grup /96
Cib, Almasu Mare, AB

I
: I‘ S
Co-bo - ra - t-o, co - bo - rd - t-0, Doam-neo, dai, Dom - nu - lui, Doam-ne,

Fig. 3. Colinda Coborad, coborat, Cibj " T A#Ah XYYYh 108 Tz

1 . aAarOEA ARADEGOAARA EOADAYARA AAOa
AR coObh AAEIAITE AT1ET AadOi OE ET OOYIT A
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(textul cu fond gri fiind omis)LaCO&a AET A AAHDPET ARBhAI A
OAO O1 Al OE AE ERofncibddatéA AOMEZAR DIE T ARR

Grup /97
Nadastia, Almasu Mare, AB

A ’\‘ﬁ N f—
. WS I IR 1 —

]

fEf

T
Po-run - ¢ci - t-a fa - ta dal - ba-i, Ler, fe cioa - rd dal - bi-soa-rd,
Fig. 3. Colind®orunciti Z£AOa " AAHA& TPPYh 108 TPXI(Qs8

AAUOI y1 AAOA AgQEOOA& 1T AATTAI OAATT

|
AAAOOGAA OA OAci AAUa y1 DPOEI AT A Al da O
AT T AOAaOT AN OAA AA GANOBYNT AAAOO AAUR T O1 AA
y1 00T AAAOh AOGEAATTEAOR AOAI a1l a0l O AO AI
AAUOOE y1 AAOA Al 1 OAT 601 APAOA AT AO AODPa
in care doar incepandcua®d OO0O0TOEa AQ@IH A Al i PAAO | "1 AF
opwqgs _1 AAUOI AIET OEOh AYT OAOAA 1 A O EC

OOAAEI AoOA O1 Ai 1 OAT O OEOGI EAh y1 AADPYT A A
AO DOT Al AT A AA ETOITATEA DAGACOAHAI BAyOV

0a AY1T OAh AOAGI 64 11 AAIT O h APTE ET O0Oa& yi
00601 £ZA OOI adi1 AOA8 1 A&O61 ATEA AA AAOAAOA
DOl AAABOa AA AT OAAOAOA A ET OAOPOAOAOEE A«
audE O1T OEDOI OE8 $A 11 6A0 EADPODBI Aah 1T AOGAOOYI
OTEE [ Al AOE AE CcOObPOIi 6E AO AHOAPOAO OAI .
AYT 6A AT AO Adbpa 1 AE | 61 6A 00601 £AA8 0VYI ¢
AT TABA4AOT 001 AAomaEdOsA GAVITEOOAXE Ajaihdd AE OA
coOpoOi 6EhR AO OAI POI AA A 1T AAOE AAAOOI OA
Apaobdbdas

¥E i 11 AHO AA -EEIT A OA OAI AOAa AQE

cOObh AAOA AOAA&a OET CcOO AIOET AAN Ekh AlDT EE
intrand cu silaba a 2 sau a A8 0AT 6006 A AOGAA OEiIi b 0a
AT T ABAaOI 0061 &Ei i1 OArOA AAAAARE OAET EAa A
observati y1 #EAh AOP&a AA AYi 0a yipbpOAOT a AOD
refrene, pentru aOA AOECOOA Aa O0O01T O AYT OAOGA AT OAZ
DAOT EAI OAEOAT Oi h ET OOYT A PA OiI OEi A OAO |

Grup /96
Almasu de Mijloc, Almasu Mare, AB

Co-bo-r1d - to, co - bo-r1d - t0, Pe - tré Pe - tre, Sfin - teo Pe-tre,

Fig. 4. Colind&oborato, coborat! 1 | ARO AA 1-AfEAR ATPPYh 108 TP



37

In colindaCoborato, coboratf " I A H# A h 20%) RIRFiy. 4dc€ase 56
AA 00601 #ZAh AObPa DOEI AT A Al ba ADPAOEIT EE
ultimul cuvant al refrenului PetreQh  £ZEA AT A0 AO A wd)] OA Ol
Al 1T OET OYT A AO OAOOOI OOi 4061 Oh OA@OOI E

Petre, Petre, Sfinte®etre

Petre, Petre, Sfinteo Re

3bi OAAEAh AAAOOA 1 AE ET OAOPOAOAAU:
AT 1 ET AAE HE AEl TT6 y1 O1 OEi A APAOEI E/
FaOa OAEOAT j AOOA 1T AAGEAGAEOENXHEMA Ujal
prin eliminarea refrenului fie prin formule de incheiere, vom vorbi despre
AOPAAOGAT A 1T T1TO0& TTCEAA AT A [ AOAOEAI Ol
OOAAAOGEOT AA AAT T O Al 6a OAOEAT OA AA T1E
untpAO AOEAAT Oh y1 0a Ai AAOAT PAOEO AADPOC
PbA PAOAOOOOI ET OAOPOAOAOEE Ail ET AAER A
AOi OAE AddbdluHE AEI

Refren integral Petre -tre

1, 2, 46, 48, 55 3,4,9,11,12,14,1%,| 5,6

18, 20, 21, 24, 34, 36| 25, 26, 27, 28, 2

37, 38, 40, 41, 42, 43, 33, 35, 39, 45, 50, 51, 53
44, 47,49,52, 54

5 strofe 25 de strofe 25 de strofe

Tabel3- T AAT EOQaATEIT A y1 AABAOAGD ALOBAAOU O OD A Ad
T AAT 600I ATiT 61T Aih 111 ArO - AOAR
ET OAOPOAOAOA yi1 Al O0a CcOOPOOEh AT OEA1
ET OAOPOAOAOA yi pOAOT ah AAT A Al 6a CcOODBC
Cutoateacestd h OT A1 A AAPOETI AAOE HE OAEI EAE
AT OEEAI T EA 0Oai Yl AEEAO #®#E AOOT AE AYITA

AT1TETAA DPGhRWAT DAGAOKHE4 01 0OO1I AA cOObP EI

yi1 AET OA AA OAOOOA EIOGDOHD@®D BEO HOGA OADD AA QA
AOGOA EAAEI EOAO AA EADPOOI Aa bPA O1 OEIi Oi
yi 1 AOAEOI OOAT O EO AA OA@OOI ATl ET AAE
OAET EAETI A AAOAOEOA AT ORIOEI iORO A ABAA MIOEA |
yi AAPA OO60T £A OO gelpbste Gekrend &ibfé) Axis@ritey T A O

YT ET EAT OOPOADPOT AOAA AOOA PA O1 OEi A OE
OOPOADPOT AOAA OA AEAAA O61 06 | AE AKDBAI Ah
DOEI AT A o 0001 £ZA OOPOADPOTI AOAA AEEAOAN
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Grup /97
Almasu Mare, AB

D C BA
Fig. 5. Colinddn cel schit mandraflorit,! 1 T A#O - AOA j "1 AHAR TPPYh
CONCLUZII
T O00i A AAOAAOAOEE AEAAOOAOGA y1 UITA
Ei DT OOAIAIOR @A DOI AT EA i AARTI OAa yi1 Ail OET
OOAAETEEIT O HE 1T AEAAEOOEIT O 11 HOAT EOA AA
i AEAAE OAOEI Oh 1T AAAOAORh y1 AAAOOI Al i1 O1 E
I AAAA AA DPOEOAHROA |1 Alkdatilde@AA AA E

i AE 1 O1 6A AOPAAOGAR O1TAIA
1 OAT A AOOGEAOI AOAh AA PAOOI T .
Al AAOOI CcOODPOI OFa AaOAaOA

p2
—_
>
(@]}
I
[ON

|
] 010 AA cobbph AO EI DI
A0EERh AA 1T ZAOEOA A O1T OE 11 AAT ¢
y1T AAOA AT 1 AOAaOl 001 AT OAAOAAUA
ET EA | AlpfinAiraplrierealvrianteEshl®) bul ajufortl A h
O1l AE PpOOAOT EAAh AET A OEiIi AOAOah AYI1I O
TA OTEOGAO4A8 !'I AOOO AAU yi AAOA A Agl
AAOA coOpPOI A £ 00 Al RDADO fEa e
1A
Al

AAOAAOADEOOEAA CAT AOAI ah CAGa AA AQE

yi EADPOOI Aa AAAOOA 11 EOA ET OAOPOAOA
prezent intotdeauna cu noul vers. int®OT AAU DAOOEAOI AOh y1 OA

Al I AGAOOAOG Aa ET OAOPOAOAOAA AOOA OOE
Al T AOA4adl 0061 AA cOODP ET OOYI A AO OAOOOI i
Al 00601 ZFAE DPOAAAAAT OAhRh ArmA AOI AO EAAA ¢
AAOAAOGAODI EBKIGGAGH OB GO KEROIAKECOOT Oh 1 OAT
i AOEs ' EAREO y1 AOEAATT 4 DPAOGEOI AA AO AA
AAAROEA OA yi1 OOAA yi1OOA AE8 #11 OEAAOA&I A
yi1 AAOA AT 1ET AAOOIOEDA DOLAORAL Ehl A A ORFH &
AOi OA AOOET Ah O1 1T AEAAE EI bi OOAT O AET A,
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6/ AEANIBISOIBG/ ERICHRRAYIOEO) WIDE | & 7))
HACRMTBN | 4) |

4 AAAEET C ! OOE O\ASILICA, FhB A, ! 2)
O' EAT®EEA0 . ACET T Al 1 AAAAT L
SUMMARY
4eA ADPEA AOAAOQEIT 64l AAT 60 OIT¢C EO A

perspective, Alexandru Amzulescu places it in chapter Mg lovers

(Amzulescu, 20062) adding the following thematic _summary: R
OAEOOAQEA(DAIEIICQ:E,&EO'O AAOEAARh 64Tl AAI i 6 AT
etc.) sets out, as before, on his love adventures. His girlfriends block his

way in the street, invite him into the house, where they offer him food

or drink with feigned love and poison him. He ikga to the grave in

OEA DPEOEAQL xAEILOQ | A& OEA 11 OEAO xEI OA
&Ool 1 OFLAAUBO OAOQOEOI OU T A& 211 ATEAR Wi]
Ai 11 AAOGAA8 | AAT OAET ¢ Odthe Copls ox | OE - ARO.
Romanian variants, in whichtdeOOET O )11 4Al T H# EAAT OEZ£E,.
i £ OEEO AAI T AAh xA Al OI A OAU OEAO EA

present one of the highest frequencies regarding its spread on the
territory of Romania.

REZUMAT
#OAAT EA APEAA (1 OAA IEQHE aBalskAl PROOAAIAC
OAl ACEAah ! 1AGAT AOOC |1l UOI AOAO 1 yI1 AA,
_TAQaCT OCEKEEDIDI ADI OOYT HBUOI AO OAT AOEA(
OLAOOI 1 AT AEh 64l AAl 6 A1 OET Arh /1 EI AH
Al GaAAQanh yii O AR AGDMCOODEAIS] 6 YT AOAT A I
yl vyl AEA Oa ETI0EBAOY IAGADGAEDABB4 AOACT O
Aa00Q04 G OAOA8 %OOA AOCO 1A COlAPa VI
carel AT EAT ArROA b A(ArazOiéscu,i 2808:C68 Ip A OA 8 6
teritoriul de_azi al Roméaniei-al cules 244 de variante ale acestui _ .
OOAEAAO8 01 OOEOEO Ik QdpsulQvatantelorA#OAOOT -
ol i YT AgOER yi AAOA AQQOI 001 )il 4AIl I H# EZA
AAT AAAnh Al DOOAAAGDOIDKE A&l ARTAABAADA( IOC
OT A AET OOA AAIT A T AE 1 AOE AZAZOAAOGATTA DOE
Romaniei.

Keywords

Chioar, balladé a I A AT, §a@ant®, wideCirculation

INTRODUCTION

The present study starts from two perspectives: the first is the musical
one, being related to personal research within the framework of our doctoral
studies, Considerations on the repertoire of nch AAAOET T Al 1 UOEAO /A«
#EET AOOI OEo h  sfremAtdidh ethdoyraphicGareh GFOA OAT OOA #H
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County were transcribed and analyzed. Within this material extracted from
the Folklore Archive Institute of the Romanian Academy from Cluj, we
identified 27 variantsob a1 AAT.6 0 OT1 1 C
The second perspective is Is@d on a novel by the prose writer Remus
Luca, entited$ OO1I AA O A O[Réad &f Eate@ad(RAVOrigd). Ohe
work, written in 1970, is based on a ballad from Transylvania. In this book, the
AOOET O DOAOGAT OO OEA 1 EEA I vith éeeflent4 OAT O
DACAO T £ EEOOI OEAAT AOT AAOGET 1T mOI I OER
The object of the present study is the morphological analysis of 42
complete variants-we refer to text and melodyz of the balladé 41 AAT .6 O OI |

TYPOLOGYANDLITER9 4( %- % / & 4(% "!,,!1$ 6A, %

The epic song6 a1 AAT @ fafily ibalad spread over a wide
geographical area. So far we have identified two authorfAugustin Mocanu
and Radu Niculescu who are conducting two studies that approach this
ballad only from a literary perspective, excluding the musical part. In the work
6 Al T OE AA DPAOGOEITTEO Al MetaNdru@hAlEsclOE A a
makes a typology of the ballad, placing & I A AT id chapt@r Vil Covers.

From written sources ve learned that 244 literary variants of this
OOAEAAO EAOA AAAT AT11AAOGAA £O0T1 O AA
displays one of the highest frequencies, such as the balladd HOA OO] - AT 1
which has 242 variants. The repertoire of these variantsgisasiexhaustive.

New variants may appear, depending on the access we have to recent
research on the epic song.

The subject is characteristic of the northern half of the country
4 OA1T OUIl OAT EAh #OEHRAT A AT A 8AOA - AOAI OC
Oltenia, Muntenia, Dobrogea, Moldova and in Romanian communities in
Serbia.

A4EA OEAI A 1T &£ OEEO APEA AOAAOEIT EO
who, due to infidelity, ends up being poisoned and losing his life. By analogy,

AO OEA AT A 1T £ EhATGEA | I0AGNGAOx xd&ad AAT AT
tragic fate but retires to the forest without anything else being known about
him.

Following the variants studied, we noticed that the ballad circulates
under various hames (see Image 1) and most of the time themeaof the main
character is changed depending on the area where the ballad circulates. From
EAOA xA AAT AAAOGAA OEAO OEA 6al AAT AE

h

/
OUbpA T &# OEA Ui Oic s$i117 *OAT 6 j-1TAATO T
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Horea lui Valean
Asta-i horea lui Vilean
Vilean
Vilinas
Vilcu
Voinicul
Toderean
Toderas
Todirean
Gheorghitd
Moartea lui Gheorghies
Niculai, ficior de crai
Bujor
Bujorel
Bujorel si mandrele
La stejarul ritizat

—

tipologia
tandrului Don Juan

Fig. 1. The type of the young Don Juan

LITERARY PERSPECTIVE

From a literary perspective, we noticed that the texts differ greatly in

OAT PA8 )1 OEEO OACAOAR A OAOOGEIT &EOTI1 3¢
attention. It presents special elements precisely because of the expansion of |
the subject, which covers 254 verseDOA AT O HE OET &4 Al 08 &I

3 & ] pA B37544).

&1 AEA OAOAA i
AEA&T T OO1 AA
#YO AOA 0abo
El nimica nu lucra.
Cand venea duminica,
$EIETAAT & OA
OA T AEE 1T ACOE
¥E PA DAERADPDDAI
La icoane senchina,
| Yiola, HE
UOA OA
4170 AYT OYT A #
-YT AOAT T O AEIT
Cate mandre intalnea,
, A O1T AGA AEI
Cate mandre mi vedea,
Inimioara le radea,
$TAITTA AET A 1

Soarele daeapunea,
Toate focu dezvelea,
Luminile aprindea,
Ferestrele deschidea,

¥E AO EAEAOGOD

¥E AET cO00a
-6ET T h OOhAAAa
#a AODAOAI AAO
¥E OET O1l #O b/
6al AATO AOI 1
Doamne bineE | AE D4
%l y1 AARA& O
$O0Ppa I-AFDRU A8
$ET AOAAOA A4
$ET OET O1#rHO
oYl a Afdoréd | E
%l A Andofzéa, OA

¥E AAAjingeaAAA
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- AEAEE-Azdal A
-- AEA4h | 4aEA
Haida de mi ajuta,
DehaineméE AAUAOA&
(AEAA Apal ol A
#0a0 1 a AT AOA

- A Edh guamar plangea,
¥E AET ¢O00Oa
--4E 6al AT Ah 4
&a00 1 Abh Al P

Spusul-A | i Bhai $pune,
- YT AOAIT Arpangp O
, AGa 1T YT AOAT A
# & Aor Manda Eapu.

) AO 6al AAT O 2

- AEAEEizieal A /

(

A
Ol

-4 AAE | AEAah 1
CA #Hifumea deacuma.
4AAE | AEAa 10

CAHA Oi Al a Ol
Cu anii, cu lunile,
ovym&E AOOI & U
¥E AOI OOA H#E
Somnu iutel cuprindea,
1 PAO Aa I E
Pana doua zi dormea.
&O0O0T Ua hanAA
6 AE O4O0AADO AR
$A A0 CAdBa O
$EI ET Adclldu, O
04 T AEE TORQDRA
¥E [ YTIADBE®CA(
- YT AOAT T Ou. 04
- A Es& aand o afla,
4A0A 0ad u Al
) AOd A08e OA O
La grajd iuteo alergatu,
0a | GDBAIVAAAD
¥E 1 A olal@rgaii.O A
Mandrelecumdl Ua OE
T AOOIi ADA R
Una poarta descuia,

$1 @a AAOCa Vi
Una murgu # lua,
UnamasaE AHOAOI
.1 64 CEETE Aa
Una bucatei punea,
57T A 1 AchémaOa
H OO A4 EAAE A
440 AO POE HE
0a AAAOODPOA y
440 bal 000 64l
El din bucateo gustat,
De la inimo oftat.

¥E COOOAO A

¥E | £60AO AA 1
¥E COOOAO A C
¥E EAHEG& MO
3IDOA Oantdm®dE O
¥ E ABtuvagté:o

-24a0AE O1 AOA |

¥E OA | AE 0a&aA
¥E{ @aDOE HAOA
34 i a AOunanh Al
3a ia AOA 0Oa

0 AT OO Gau daaverin.E
leu pe ele leam iubit,
larelemd T 004 OE
24l YT Amuidphce,
#4a Al @0Ontdare, |
$AAATT £l 00 AD}
34 I AE OOAO 1 ¢/
Mandrele la el priveau,

¥E AET cO0a A
--AOCER 64l Al A
$AAa 10 ArROE

34 I AE OOAE AQ
34 | AlEA #HAIUE y 1
Foaie verde lemn suait,
6al AAT O 1u 00
De la mandre o pornit,
¥ Fo foEt drumu cotitu,
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¥E AO | inArm@A A
Moartea-n drumsi A #ul U 4
# Al AA PoQaa AA
¥ E A Edcuventaira
-+ 61 a AAI Ah O
--01T4ai AGA 11 +#
-Voinice, numi ziceA H A h
#4 EO NMICHEAA
#adi OOEi a0 $0
#AJ10&EADO OO A |
-- T HEA&h 11 HE
Sufletu nu mil lua,
1 00 HEoid@OAI A
Numade mE AHOAD(
Panoi merge la maica,
34 E O&aAl OAOA
FOOT Ua OAOAA I
6al AAT pecad A /
¥E PA AOOI AOQDI
Cate mandre intalnea,
Nici cun ochi nu le vedea.
I AAG4a AYT A 1
Maicii sale o vorbit:
-- AEA4ah | 4aEAOQOI

# & -o indncat zilele,
¥El 14006 OVI
64l AAH O©OBDadA
De la inimo oftat,
Murgul lui o rAnchezat,
Poartan trei so deturnat,
Casa 9 cutremurat,
- A EdA& &0 speriat,
¥E y1 DOAC A
¥E AETd COOAE @
-- 4E 6 &0 AR
Spusul-A | i Bhai $pune,
- Y1 AOAT Arpankd O

-NuH O b Otadpus, A &
.0l A AYO Aa O
- A Edi o sufulcat,
De pe murgu o luat,

¥YE yH AaGHAdsg
o0a 1-AERAUROAA
0a OAOBRAOAODI 1
¥E yiIi B&EAUAO
#Yl 64 AfAukd DA
6al AAT AA 11T Aq
#Yl 64 ABADO 0§
$ET 6al AAT AQ
#Yl 64 AOADO bpa
, OE 6al AAT VE

¥E 0061 a4 AIT D

CasAOAa 1 Y1 AO/J
$A COAAa AA O
¥E DPa dalieARATA AC
)y AO AYT A ,UDa
¥yAPOA Ai 1 Pl OA
¥APOA PI PE yI
¥APOA EAAEIT OE

¥APDOA OAOA A

¥ADOA | YjeldaD A
#0 Paod 1 a0A0
#aADOO4& AA Al

) AOé& -shplapgea,
¥E AET cO00a
-, AGa 1 Y1 APAI E
¥E 10 6a i AE
#4a O1I-01 ArA
0YtaémcelAl E
#a 1 A1 @1 E
oYT &-ARR
¥E DI E EAO

-0
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Nu mai poate de scarbit,
Murgu lui de jale moare,
0AT OO0 Aa 10
34 AOAIAODAAAI
#YT A 1A CcOl Ab
Toate mandrele sau strans,
¥E 10 I AE DPpOOA
- &Saamar se tanguia,
¥E AET cO00a
$OACO | AEAEEE
Cum teau méncat méandrele,
¥EADEA4AOO OvVYIi
¥ EautuBnat zilele!
#4aAE AYT A OAO
6al AT A Al 1 A
) AO AYiI A U004
6al AT A Al |
Frumos sara se ducea,

A

6al AAT AA 1A Mai mort inapoi venea.
#Y1 6a AOAO 060 1 O60i a AYTA
Unde duc omu cel bun? A doua zi enturnat,

#Y1 a4 AOAO EI ¥E | A Ptwahtv1 O
51 AA AOGA 110 £ Cu nimeni RO vorovit,

#Y1 6a AOAO 00O ¥E AGAAABI ADO (
0a 6yI1 AAldud A ) AOa- pYidHHT AQ

- 4saamarmaiAl 4004l

Mi-AT E

CumnrA i

/I Al 06 HE OOA
#YT A PA Al Oy
- A Eda amar striga,
4170 Pl BT OO 1 4
¥E AET c¢cO0Oa |
-/ OEAA | AEAA4
Cand o doare inima!

)y AO AdMréapaA A
¥ Eapdi se inturna,

"1 4a00ail A HE A
-(T AT AT 1T O0h OY
I Y-&l AduGecid,A
IARE POO AAPA
NAOAT E PAOOA |
EAOD AA O
Cucunecat de cantat,

#4 DA Buglofahl |

We could say that this variant of the texis the result of continuous
adaptation to the changes that took place over time in the mentality and

beliefs of a certain village community.

This expansion of the text was achieved by using several procedures

specific to oral folkloric creation such as:

a) 2APAOGEOEIT T h

AODOET ¢ OxIi

girlfriends who only on the second day poison him. The action
takes place unchanged during the two days.

AAUO 64l

b) Certain beginning (& OOT Ua

I & CE X middie Foaie verde lemn sucir & 00T U4

OAOA& Fradie védrdeE AT
OAOAA

uscal, and final formulas Cucunecat de cantat



46

c¢) Elaboration.
Una poarta descuia,
$1 &a AAGa yi1 bl £OAAR
Una murgu- lua,
Unamase€ AHOAOT AAh
.1 04 CEETE A4 yE ZEOECAAN
Una bucate punea,
51T A 1 Achdma G4

Of these, repetition and elaboration are the most common.
I OPAAEAI 11TiAT O EO OEA i1 AAOEI ¢ OEAO
brings to mind fantastic subjects. Our character makes fun of death, calling it
OIl1T A EACo638
Numerologically speaking, ouattention was drawn to the presence
of the number seven, which embodies divine perfection or flawlessness. It
appears in the following situations:

l. 4EA OAOGAT 11 0A00 xEI AOOOAAO 64l AA
him;
1. After he dies:

¥APOA Al 1 Pi OA OOacAAN
¥APOA DI PE yiI DOl ET AAAN
¥APOA MEAAEI OE OOYI AET Anh

¥APDOA OAOGA AOUAAnN
¥ADPOA 1| YjeleaOA | E

Il. The cuckoo sings seven times, in different places.

MUSICAL PERSPECTIVE

On the musical level, we wished to identify the literary variants that
were adapted to certan melodic lines specific to the area dfirculation. The
oldest examples to which we had access are part of the manuscript fund of
the folklore collections from Bucovina compiled at the beginning of the 20th
century by teacher Alexandru Voevidca. Thek, we identified 15 melodic
variants (see table 1) of this ballad in the woRolclor muzical din Bucovirgy
$08 #1 1 OOATT A #OEOOAOAODS
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BALLAD TITLE PAGE NO
4. Bujor 374
5. Bujorel 375
6." OE | mahdreledt E 376
41" EAT OCEET a 413
42" EAT OCEETI a 414
63., A OOAEAODO 0O¢f 436
72- 1 AOOAA 1 OE 446
76.Niculai ficior di craiu 451
108.Toderean 486
10941 AAOAHR 487
110Todirean 488
1156 41 ET A# 495
120Valcu 500
121Valcu 501
122 Voinicul 502

Table 1. Correspondence betwegrage numbers and variants of the ballad

Going through the 15 variants we extracted some essential musical
features:

- The melodiesdo not have related types each variant has its own
melody;

- They are mostly based on prmodal sound structures;

- At the formal level there are lyrics that have 2 to 8 melodic lines;

- In most cases, the epic text is adapted to a melody borrowed from
vocal dance songs. A suggestive example is No. 4 Bujorel, where we have an
epic text adapted to a song specific to vocal dans®ngs.

Andante

S —— — ——
'--'--- —.=- l--:

Fig. 2. Bujorel

- All 15 examples are transcribed in measured rhythmic systems (the
distributive rhythmic systemor giusto syllabicbichrone).

In the continuation of this study, we focused on the existing musical
materials in the Archives of thdnstitute of Folklore in Cluj, which actually
represented the first impulse towards the development of this subject. Within
OEA | OOEAAT 1 AOGAOEAIT AEOT I O8AOA #EEIT Ac
the balladé a I A AT, dollect€dibdtvi@en 1958 and¥8. By transcribing and
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analysing the 27 variants, we reached some musical conclusions related to the
particularities of this epic song:

- The melodic variants do not have related types; and in this situation
each example has a different melody;

- At the melodic level, modal sound structures are present that
suggest a closeness to the tondlnctional system;

- At the formal level there are lyrics that have 3 or 4 melodic lines;

- From a rhythmic perspective, all examples are transcribed in
parlando rubato

255211d* Romanesti, MM

Chindea Valeria, 59a

Hz 7 N p ; o~ 5
p = T

.«
Il

N

@

[
1. Foa-ie ver-de mi-die-ran, Foa-ie ver-de mi-de-ran, As-ta-i ho-rea lui Vi-lean,

As-ta-1 ho - rea lui Va- lean, Céand Va-lean p-a-ici tre-ce, As-ta ho - re uo z1-ce.

Cul. Chis Ioan Ster, 1979; 73: Utd L., 2019
Fig.3AstaE ET OAA 1 OE e6al AAI

- The epic subject is the same in all examples.

CONCLUSIONS

In conclusion, at the morphological level, we emphasize the presence
of the following common elements of this ballad, in the two mentioned areas:

-The6 41 AAT AEAOAAOAO EO DPOAOAT OAA
of following, being considered a negative example for the village community;

-The ballade &4 1 A AT drcdlat€siund€ various names;

- The melodic variation is not the main creative meahism;

-&0T 1 A 1 EOAOAOU PAOOPAAOGEOAR EI
up being poisoned.

We believe that the study of this epic creation, which is based on an
almost banal subject, spread in a vast rural environment, can represent a first
impetus n the creation of a large work that includes the corpus of melodic
variants of the balladé a1 AAT.6 O O1 1 C

We conclude these notes by inviting the reader to go through the
ballad6 a1 A AT @&hizh, @ihdugh as yet very little studied, has a special
artistic value and therefore deserves to occupy a leading place in the attention
of ethnomusicologists and young folklore performers.
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(/2% ,5) 6A, % .8 #2%! §8) % %0) ¢

Cuvinte cheie
Chioar, balada( T OAA ThOEOAGH AAIAGAh 1 AOCa AEOAOQDI A

INTRODUCERE
3006AEODI AA EAT a4 bl Ol A#dOA AEI] Al O¢

i OUEAAI ah #&ZEETA 1ACAOa AA AAOAAOAOAA
#1171 OEAAOAT EE AOODPOA OADPAOOI OEOJu@E | EOE
AO £ 00 POAT AReBAdAHROYT AA AYTI OAAA AE]

EOAAT OI OE - AOAiI 60Ar8 _1 AAAOOI AAAOOOE
&1 1T Al T 06 A ' AAAAI EAE 2711 YT A AHdiilukil OFE
6ail AAl

#AA AA A Al OAAPAAOBDABDEOBI ADAAT bDOI
Luca, intitulat$ OO1T AA Ol AODOHABEOAANAORADBDAS i
AAD4a AATl AAAa8 AET ABDAABDa AAOOA AdOI 001 1
AOAAT AAT 641 AATh AO AgA&I AEDAUPBREET @GOA
a Tarnavelor.

300AEOI AA mEAT a AOA AA 1T AEAAO AT A
completezl A OAZEAOEI( | Aalebdade® | FORA Al AIGEABA T AAI
40/, 1" )1 ¥) 4% 1 A4)YH#H! ) A4%212A 1 "1 1§

Cantecul epiHoreA 1 OEAG6 @R AIAT AAT AAa AEAIT El EAI
04ao0bYlTI AEOA CAT COAZEEAA&S 0VYT a-Aggustinb OAUA

Z o~ oon ox N

-TAAT O BE 2ARKDOA EAHAIABDBOAUA Al 04 OOOAE

AAl AAa Al AO AEI PAODBARAREOALDOUEARAADA®AN
in lucrarea6 A1 1 OE AA DPAOOEITTEO Al A AvYi O
11T AgAT AOO '1 Udi AGAD OAAIl EUAAUa 1T OED

6al AAT yi1 zARDEOTI ODEBEES
$SET EUOI AOA OAOEOA Alazidlmonkdeisia AA
ABGI AO Tod AA OAOEAI OA | EOAOAOA Al A AAA
AET OOA AAI A [ AE OEAEAAKdterumdehdiettdé 1 AR
AOT i AHOA ToT AA OAOEAT OA8 2 Adha@hi OE Ol
AHAAAOR DI O ADAOAA 1 OEAYIA 11 E OAOEAI O
AAOA yi AOAI 1A AAOAAGAOEI A OAAAI OA AC
3OAEAAOOI AOOA AAOAAOAOLTGOHANE O 4 C
#OEHAT A HE SAOA - AOAI BDBHAI OBODORDDOOA
/1 OAT EAR - O OAT EAR $1 AOTI CAAR -1 1Al OA ¢
AAOAR AAOT OEGA 1 AGOAOI O EAEABHEY 1D EADAG
OEAT A8 O0OEI AT Al T CEAR yi yiAEAEAOAA 1.
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AOA 1T O1 ACOBEAADYDE ABA OOAOOACA y1 DaAOOA
despre el.

1 OO0iI A OAOEAT OAITT O OOOAEAOA Al 1TAOGAO
AAT Ol EOE | OAUE &EC8 zq HE AA AAT A 1 AE 1 Ol
OAEEI AAO y1 ~mEObX1 BEOAAAABRBEAAAAE®AaA®A AEAE
DAOOI T AEOI 64l AAT AOOA O1 OI OED&I I EA HE
Juard j - 1T AAT.Oh TPPW(Q

Horea lui Vilean
Asta-i horea lui Vilean
Vilean
Vilinas
Vilcu
Voinicul
Toderean
Toderas
Todirean . .
Gheorghita — tipologia
Moartea lui Gheorghies tandrului Don Juan
Niculai, ficior de crai
Bujor
Bujorel
Bujorel si mandrele
La stejarul ratizat
Fig. 1.
0%230%#4) 6! , ) 4%2!1 2 A

$ET DAOOPAAOEOGa |1 EOAOAOah Al T AOGAOO/

intindere. In acestsens, neA AOOAO AOATTEA 1T OAOEAT 6a O

AT 01 =zYQTs8 | AAAOOA DOAUET 6a Al Ai AT OA AA]

subiectului, care se intinde pe 254 deversuti { AT T ah 08BBMEOh YQTdq
(TEXTUL INTEGRAL LA PAGINASZ)2

AnMDOOAA ODPOT A Aa AAAAOCOa OAOEAT 04 AA
AAADO&A&OEE AT 1T OET OA 1 A OA&IEngA rentti linA AAOA
i AT OA1 EOAOAA w®E AOAAETT AT A O1 AE A1 Oi EOA .
I AAAOGO4 AQOET MAGAAT AT OAY ®OIEAEIODET EUAO
Dol AAAAA ObAAEZAZEAA AOAAT EAE bI DOl AOA T OA
AqQ OADPBAOEDEAAOOOOI A Al 04 UEI Ah 6al A,
ivyi ACAT A AAOAh AAEA y1 A AT OA UE yi 100a
DA PAOAOGOOOI AAIT O Ai Oa UEI A8
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b) anumite formule de inceput& O O1T Ua O A Gaukoaid verdd | E A1
i &4 CEG OAR AmAié erdej lemn sustu& OOT Ua OAORSu 1 Al 1
/E 1 @ucuaecdt de cantat

c) detalierea.
Una poarta descuia,
$1 @a AAGa yi1 bl £O0AAR
Una murgu # lua,
UnamasaE AEDAOI
.1 04 CEETE Aa yE EOECAAR
Una bucatei punea,
57T A 1 AchémaOa

$ET OOA AAAOOAAh OADPAOEI EA HE AAOAI I

51 11T ATO0O APAOOA AOGOA yi1OYITEOAA b
Acest fapt ne duce cu gandul la subiectefantastice. Personajul nostru ia
moartea in deradere, numind hhi 1 HEA406 8

Numerologic vorbind, neA AOOAO AOAT T EA DBOAUAITI
AAOA y1 OOOAEEPAAUA DPAOZAAAT EOT AA AEOEI
O0i a0l AOAT A OEOOAT EE(,

ys AAT A HABAOA Jii1 ABAT AT AOGA PA s6al A
pentru el;

y)8 AOPa AA 11 AOA ¢
¥APOA Al 1Bl OA OO4acCAAnR
¥APOA DPIPE yiI DOl ETI AAAR
¥APOA MEAAET OE OOYIi AET Ah
¥APDOA OAOA AOQUAAN
¥ADPOA | YMjeldaOA 1| E

y))s AOAO Avyi 6a AA BAPOA 1T OEh y1 11
A

PERSPECTIVASM ) # ! |

oA PI AT [ OUEAAI Ai AT OEO O0a EAAT OE,
AAADOAOGA pPA AT OIT EOA TETEE T AITTAEAA ODB/
exemple la care am avut acces fac parte din fondul manuscris al culegerilor de
folclor din Bucovinard1 EUAOA 1 A y1 AAPOOOI 3AAT 1T Ol
T A@AT AOO 61 AOEAAA8 | HAAAO Al EAAT OE f&E
ale acestei balade in lucrareRolclor muzical din BucovitaA AT EUAO4a AA A
#1711 OOATT A #OEOOAOAOS
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TITLUL BALADEI NRB 0! "' ).
4. Bujor 374
5. Bujorel 375
w8 " OET OAI H 376
8 ' EAT OCEE 413
®T8 ' EAT OCEE 414
Yyys , A OOAEA 436
QT8 -1 AOOAA 446
76. Niculai ficior di craiu 451
108. Toderean 486
SPY8 471 AAOAH 487
110. Todirean 488
>IX8 64l ET AH 495
120. Véalcu 500
121. Vélcu 501
122. Voinicul 502

4AAAT 8 #1T OAOPITAATTA 10iao0l O AA DPACEI
0OAOAOOCYT A AAT A X OAOEAT OA Ai A@0O:
AOCATT EAIT Aq
- melodileT] O DOAUET O4& ; MEDOOEA y0 O@DALIORE A O/
melodie;
-y 1 AOA PAOOA AO 1T A AAUa OOOOAOOOE Ol
-l A TEOAI 61 &I Ooi AE 001 O POAUAT OA 0OO6OI
melodice;
- In majoritatea cazurilor, textul epic este adaptat unei melodii
imprumutate de lacantecul vocal de joc. Un exemplu sugestiv este Nr. 4
Bujorel, unde avem un text epic adaptat unei melodii specifice cantecului vocal
de joc;

Andante
$tr B S ol e
<lo-n va-lc la fin- u nd - fe -1 -l ll -

Bu-jor_ le fi-nea de mi - nk, M&i do-ru-le, miil

Fig. 2. Bujorel

-O1T AGA AAT A =X AgAIi I A 001 O OOAT OAOEC
(divizionar sau giusto sabic bicron).
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In continuarea acestui studiu n@am oprit asupra materialelor muzicale
existente in Arhiva Institutului de Folclor din Cluj care, au reprezentat de fapt
primul indemn inspre dezvoltarea acestui subiect. In cadrul materialului
i OUEAABROAEHEERAOOI OEo Al EAAT OHoreE AAO
I OE 6calésd Airehanii 1958978 4 OAT OAOEET A HE Al Al E
OAOEAT OA Ai AEOIT O 1A AYOAOA AiT1T Al OUE!
acestui cantec epic:

-variantele melodce] & DPOAUET 0an OBPOYE HAAADAE

AFEAAAOA AgAi i O AOA 1T Al 6a 1 A1 T AEAN
- la nivel melodic sunt prezente structuri sonore modale care
OOCAOAAUAa 1T ADPOI pEDODAT EAT AEQOAI 61 OI1 1A

- la nivelul formei sunt prezente strofe care au 3au 4 randuri
melodice;
-AET PAOODPAAOEOaA OEOIi EAah O AOA AgA

rubato;
Romanesti, MM
J=63 Chindea Valeria, 59a

L
*o oo
L

1. Foa - ie ver-de mi-die-ran, Foa-ie ver-de ma-de-ran, As-ta-i ho-rea lui Va-lean,

Fan a | O . Ky P e g o ® & T e = D
V.4 T 1 1] - e IU — et | e il |

As-ta-1 ho - rea lui Va- lean, Céand Va-lean p-a-ici tre-ce, As-ta ho - re uo zi-ce.

Cul. Chis Ioan Ster, 1979; 7»: Uta L., 2019

Fig. 3AstaE  ET OAA 1 OE 64l AAIl

-OOAEAAOCOI ADPEA AOOA AAAI ARE y1 AAA
CONCLUZzII
#1171 A1l OUETT YT Ah T A TEOAI 1TT1TOA&ITTCGCEA

AT AT AT OA AT i1 OT A AT A AAAOOAE AAI AAAh yIi
-DAOOT T AEOI 64l AAT AOOA DPOAUAT OAOD
demn de urmat, fiind considerat un exemplu negativ pentrutomunitatea
0a0OAAOGAanN
-balada( T OAA 1 BEOAGIN AADOA AEOAOOA AAT O
-OAOEATEA [T ATTAEAa 10O AOOA DPOET AEDA
-AET PAOODPAAOEOGa& |1 EOCAOAOaRh y1 Al AAI
PDOET A £E 1 O0O4aOEOS8
#11 OEAAOCaT AAEOGDRAQIEEAMMBEAAR AA A
APOT APA AAT Al-un meéia llIWast gofle rgprefeia un prim
EIi ATT A y1 OAAT EUAOAA OT AE Ai bl A 1 OAOAC
melodice ale baladef | OAA 1.0E 64al AAIT
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SUMMARY

The present article is addressed to the young generationudicians in
their training stage, such as instrumentalists, ethnomusicologists,
musicologists, composers, and has the role of disseminating some less
known information, also providing opportunities, in our opinion, for
the modern musical society of thes2Xentury. It is known that the
viability of the cimbalom as a traditional Romanian instrument is
ensured to a large extent by the interest shown in the cultanaistic
environment, on the one hand, and on the other, by the
institutionalization of the sudy of the instrument in musical education
institutions (second half of the 20th century). All happened
concurrently with the notation and arrangement of traditional music
into scores. There are also various artistic collectives and personalities
that stand out, more and more studio recordings are made, both in the
Republic of Moldova and in Romania. Anatol Golomoz is the personality
who made a substantial contribution to the development of the
performance and notation of the repertoire for _cimbalom in the

2ADOAT EA 1T £ -11 AT OAS8 4Ekd®m@£%OEI[O\
peAEAESGT4EA AOAETT EAO CiTA O EAO
musical abilities.
REZUMAT

Il AAOO AOOEATT OA AAOAGAAU&ah y1 OBAA
stadiuldef Oi AOAh BDOAAOI EI O00Q0OiI AT OEHOEhR .
Al I PTUEOI OE H#E AOA 011 01 AA _ AEOAI EI
AOT T OAOOAh AOba_ PaOAOAA 1T AOOOah DAI
a secolului al XX¢a.%OO0A AOT 1T OAOO A#d&uldica Aa_ OEA
ET O000I AT O OOAAET ETT AH OIAIOAT A GO OIOGO A
interesul manifestat, pe de o parte, in mediul cultwadistic, iar pe de. =~ o
alta, prin studieeaE . 00001 AT OO OE_y1 EIT OOEOOI EE
i A Al OA E OiléaadDX4ead Toates©pkolilic toncomiterdu )
| T OAQOAA HE AOATEAOAA yi BHAOOEOOOE A
AEOAOOA AT 1 AAOEOA AOOQOEOOEAAR BHAOOIT /
y1 OACEOOOAaOE AA OOOAEIh AOYG yi1 2AD
FTAOTT "1T11iT U AOGOA PAOOIT 1T Al EOAOAA A
AAUOT 1 OAOAA ET OAOPOAOAOEE HE 11 0aO0E
2ADOAI EAA - 11 A1 QAh EAO eAGELIdEOT EI A
peAEAESG OADPOAUET OAI OIAAKDEIOBT &1 AIOT DAA T
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INTRODUCTION

It is known that folklore represents an inexhaustible source of
inspiration, of raw material increative laboratories of different musical
environments (traditional, academic, etc.). In the context of the topic
addressed, the viability of the cimbalom as a traditional instrument in the
national organological heritage in the last half of the 20th cemty until
nowadays is ensured to a large extent by the high interest shown in the
cultural-artistic environment of the Republic of Moldova and by the study and
institutionalization of the instrument in musical education institutions of
different levels - from music schools to the Academy of Music, Theater and
Fine Arts. With the establishment of folk music orchestras with employed
musicians in the Republic of Moldova (5880s of the 20th century) such as
&1 1T AT T Oh &I ,OdfcA @A RimbalomOi§€ g Anbt only as an
accompaniment instrument, but also as a soloist. In this sense, at the
beginning, key personalities from that period contributed to the promotion of
the cimbalom, such as Isidor Burdin (conductor), Valentin Vilinciuc
(orchestrator), Victor# | PAAET OAEEh 3AOCEAE#OAT O AOAS
arrangements, adaptations, processing of both folk and academic music have
been made for cimbalom. Anatol Golomoz (born August 3, 1951) is among the
first arrangers and authors of creations for cibalom.

Anatol Golomoz- creative portrait

Anatol Golomoz, who has more than fifty years of activity as a
professional cimbalom player, professor, orchestrator/arranger and
luthier/cimbalom craftsman in the Republic of Moldova, has contributed to
the promotion of musical folklore on concert stages, both in the country and
abroad.

Anatol Golomoz is originally from the village of Calfa, the central area
of the Republic of Moldova. He completed his higher studies at the Institute
of Arts in Chisinau, enrolleth the Folk Instruments section cimbalom (4). At
the same time, he began his work in various sepriofessional collectives,
soon followed by offers to collaborate with prestigious folk music orchestras.
As a result, he was employed as a professionaltmsnentalist in the- 4 OT EHT O
Folk Music Orchestrafounded by Sergiu Ciuhrii. A little later, he was invited
by Dumitru Blajinu, the founder and conductor of the~olclor National
Philharmonic Orchestra (then the Teleradio Company Orchestra), to
participate in the recordings and even in some concerts with this orchestra.
Thus, he carried out a productive, simultaneous activity in both orchestras.
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'T EI PT OOAT O PACA ET 'TAOGI 1T T1T17110I1
musicians from Romania in the period up the 1990s. In 1981 in Bucharest on
the premises ofCarulcubele EA [ AO "T A 30ai AOGAOh A

cimbalom player, who helped him meet Toni lordache, and with whom he
formed a close friendship after long discussions related to the instrument
musical creations, professional life and performance, thus remaining
impressed by the way Toni played the cimbalom, as he declared in an interview
from 2022.

Simultaneously with the activity in the two orchestras, he also
dedicates himself to pedagogy athe Stefan Neag&enter for Excellence in
Artistic Education, having worked here for about twentgeven years. In 2005,
AO OEA EiT OGEOAOQOEIT 1 &£ 6AOGEI A #0aAEOI h
Academy of Music, Theatre and Fine Arts, and later, froml2Q0was appointed
teacher atCiprian Porumbesdiepublican Music High School.

Anatol Golomoz noticed since the 70s, his student years, that there
was a crisis of teaching material, especially adaptations of classical music for
cimbalom. As a rule, sheet asic was taken from various instruments on the
basis of which arrangements for cimbalom could be made. In terms of folk
music, pieces proposed by the teachers were performed, mostly taken from
the repertoire of thel 4 O.OAOE

In the forty-five years of actiity as a professional instrumentalist in
the Folk Music Orchestra, Anatol Golomoz made over a thousand
arrangements for solo and orchestral performance of folk songs. These
arrangements were created both for vocalists, such as: Nina Ermurache,

Teodor NegaAh ' T CAT A 04aAOOAOOHh HYIT1 "AO | A&
romances), Nicolae Glib, Valentina Cojocariu, as well as for instrumental
O 1 TEOOOG ,7Alitd, Habile Rustp dctofdion, Gavriil Gronic and

Anatol Nunuz trumpet, Dumitru Blajinuz violin and many others. In his artistic
activity, Anatol Golomoz had a fruitful collaboration with performers from
Romania, as a conductor and arranger, recording an impressive humber of CDs
OOAE AO OEIT OA OI CAOGEAO xEOE )1 iClipgal 1 al A
Gheorghe Jitaru. We would also like to mention the fact that at the beginning

of the 1980s, with the establishment of the Republican ConteSt OAUET O4a
orchestra Folclor/Folklore Orchestra presefdsganized by Sergiu Ciuhri and
Constantin Rusnac) nginal pieces in folk style and adaptations were
performed. During several editions of the contest, both groups of
professional and amateur artists performed, thus giving birth to a lot of vocal

and instrumental pieces. Anatol Golomoz participated in seat editions,
together with the Folclor National Philharmonic Orchestra as a solo
instrumentalist, author of pieces and arrangements for folk music ensembles,
obtaining various prizes over the years in all the stated categories, including

the Grand Prizeri 1986 with an accordion piece calleS8tudiu de concert
(Concert study) performed by Vasile Rusu.
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In 2003, maestro Anatol Golomoz released the CD entitledd A a Oa OE1 A
amintirilor/On the paths of memoriesogether with his brother, Valentin
Golomoz, who played the clarinet and the kaval. It contains 15 melodies
performed solo on the cimbalom, in a duet with his brother, or in a duet of
Ox1 AEI AATT1 O xEOE h@d agiad getnpdrdlpedes OOAE AO
for listening and the variatiorSa dus cucul de paici? The cuckoo has gone from
here.

Sa dus cucul de paicilThe cuckoo has gone from hekériations for Solo
Cimbalomz history of creation, structural aspects

Anatol Golomoz created theSa duscucul de peici Variations for a
tour in Cologne, Germany, in mifl992, with the aim of highlighting the
cimbalom as a traditional instrument in the concert. The original sourceS#
dus cucul de paiciVariations for Solo Cimbalom is a wédhown songthat has
circulated and continues to circulate in the traditional environment. Some
sources point to its author Constantin Mandicevschi, with the titlegt YT O& AOA O
n Bucovina /The cuckoo is singing in Bucowmigten in 1904 to commemorate
400 years gice the death of Stephen the Great. No matter who the smalled
OEEOOO AOOET 06 xAOh OEA 011 ¢ AAAAITA mE 1
versions of literary text, but also melodic ones, such as, for exampieY T O &

A O A OHRvina Aecuckooissingh AA EO Al Ai AAh - 4aE AOAO
DOEAE TIEAOAO 791 OhAAI T AA AOAB#IYR O&KE A ORDHOA
n Bucovina /The Cockoo is singing in Bucovins a very popular creation

adopted and performed by established artists, who appach various musical

genres.

By consulting specialized literature and internet sources, we found
that this work has been adapted or altered to different musical genres and
performance styles, either vocal or instrumental. Here are some models:

a. Vocal vaiants:

-Folk song, accompanied btaraf or folk music orchestra# YT 0& AOAO
nBucoving' OECT OA |, ARA #¥1l O&n BU@vEE Nicoiad AT h
Ciubotaru,# Y1 O an BuéAnd; Vasile,Cantec despre BucoviaGrigore
Gherman# Y1 O&anBAOWaEZ$ ET O ) AT A dds &ucud de paiciO h
7T WAE | RO A @NibadEaribracheE OB T OET 4 7B IADE AA YT E&EIOI G E

- Folk music accompanied by brass bang: Y1 O an BuirGz
Alexandru Reolciuc;

- Academic music:# YT Oa-n Budokidaz Rusanda Panfili and
6 Al ATOETA . AEIOTET &4 jOI1T1T OTEAA AT A OETI1

-Religious/cult music# Y 1 O &n BAdOVINGEVLOGHIA choir;

-Ethno music# Y 1 O & FueddA O

-Folk music# Y 1 O &n BAd®dVAngD.O.Rfolk group, Suceava;
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-Popmusic# YT 04 AlQARQANADH1T OazARDOYY T 04
cucun Bucoving, T OAAAT A #al ET n
-Rock music# Y T O &n BAddVIngPhoenix,# Y1 O &n BA
Straja,# Y1 O az Alex0Gal@ncea Band/Lupii lui Calancea;
- Trap (hiphop) music:# Y1 O an Bué@wn&Sherby,# YT Oan AOAO
Bucovinagzg ADDA & Dj Ralmm.

Ving

b. Instrumental variants:

- Solo folk music, accompanied karaf or folk music orchestra: & dus
cucul de paiici/ The cuckoo has gone from her® ( | OAd &i-$06 COIT O
cimbalom, # Y1 O an Buéiird/The cuckoo is singing in Bucgweran
: | OEsbla alto saxophone,# Y1 04 AOAOI T4EAStABAET I E
Culcicovschi solo accordion, USA.

- Folk music performed by brass band# Y T édéun Bucovina/The
cuckoo is singing in Bucovinda A1 AAROE # VIAOD AlQiAadEleA A O 4
cuckoo is singing, be itblame# YT AaHOE " OAOO " AT An

-Ethno music# Y T O &n BAddVAIN& The cuckoo is singing in Bucovina
-ET OEA O! i A O EdoAlEefahdpandideSobth Anferican);

-Pop music# Y 1 O an BaddVANG/The cuckoo is singing in Bucovina
solo pan flute Dumitru Mihai;

-Jazz music# Y T O &n BAddVING/'The cuckoo is singing in Bucogina
solo violin Florin Niculescu# Y 1 O @l/Th& ©ukkoo is singing lon Virlan
Quintet.

The Variations for Solo cimbalor&a dus cucul de paiciThe cuckoo
has gone from hererepresent three modules. Each variation has an
individualized, full and gradually dynamized development through different
nuances, in which a deep externalization of emotions is felt. Along the way,
the development is carried out with increasingly more ample phrases, the
tempo is constantly increasing, and, starting wittp the climax occurs
gradually onff. The compositionabpproach combines, on the one hand, the
specific style of Toni lordache, and on the other, the characteristics of the
genre of variations from universal music.

In the following pages we shall elucidate some aspects related to
performance and orchestratimm which we have come across by studying the
AOOAT CAi AT O ET OEA AOOEI 060 1 AT OOAOQED
comprising merely fourteen beats, the author of the arrangement (see Fig. 1.),
relying on the principle of form (theme and variations) and ofreative
ingeniousness, manages to develop an ample concert piece.
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Fig. 1. The theme of the piece

The theme of the variations is built on two phraseg,andB, of 6 and 8
bars respectively, which can be represented according to the following
formula:

A + B
6/ 8

On the macrostructural level, the variation is made up, as we have
mentioned, of three modules prepared by an introduction.

Introduction. The piece begins with four repetitive chords in sixths,
built on the incpient motif of phrase A (see Fig. 2.), later completed by a
cadence performed in an improvisational manner, a virtuosity section
employing intensely chromaticized ascending and descending movements
which prepare the emergence of the actual theme in modutene. Since this
piece was created in order to highlight the possibilities of performance
offered by the traditional cimbalom, we can mention that the cadence
represents a procedure / a manner of presenting the ambitus, and of
displaying some of the technial and melodieharmonic capabilities of the
instrument. The cadence has an ambitus ranging the E of the contraoctave
and the E of the third octave. It begins on a perfect fifth chord, played with
the dynamic nuancd, followed by arpeggiated movements witlan ascending
accelerandoThe climax of the cadence is anticipated byenuto alongside a
trill on E followed by descending movements in a sequence, followed by a
return to the starting note.
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Fig. 2. The incipient motif of phrase A

After the cadence comes the exposition of the actual theme, which
constitutes the first module of the variation.

Module oneis built on the same structure as above, which is doubled
in performance by plucking and playing with hammers, depictable as follew

A+ B + A+ B;.
6//: 8/l 6//. 8/l
Played by plucking  Played with hammers

The phrases played by plucking the strings with the left fingegs
pizzicatoare complemented ly an accompaniment of an arpeggiated nature,
performed by the right hand with one hammer (see example no. 2).

Before the final reprise of phrases A andiAn bars 21, 3340, when
the passages to the major phrases B andoBcur, four chords are playedavith
both hammers (see Fig. 3.), preserving the construction principle of the
chords from the incipient section of the piece.

)
~ | |
/ | A . | 1, ) l s 2= f
H— ] — D L] i ]
e 1 ¢ / v !
} - l i . el 1
| ™ 7 ] Ll F 1 L
| 7
. - +4 y #13 o 1A ":,’ y/ -+
pt A — g N2 7 AT LW,
LA L [ LA 7 8%/ Y 7/ | W, Al W - bl VYT 1Z
B — 1 ¥ 4 ). W R 4 | 721 ] .l \/
N1 I’,,/ ! L/ 4 ¢ ¥ 1 Jo
N N ~ - -+ } 74

Fig. 3. Sequence of 4 chords played with both hammers
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The indicationagitato in the score marks the change of the playing
manner by using the hammers. The right hand continues to accompany the
theme, while everything is rendered in a more agitated manner, accentuating
the development of inner feelings, evincing, however, a fully cantabile and
cursive melodic line, thus creating eaptivating concert sound (see Fig. 4.).

Fig. 4. Fully cursive melodic line

The first module ends with a mini cadence consisting of 5 bars. In
harmonic terms, we notice the unfolded presence of the passage in;Skthich
contributes to diminishing the tempo and the intensity of the dynamic
nuances, thus creating a state of suspengea sound effect that captures the
| EOOAT AO6O AOOAT OEI T 8

This cadence is played, by most soloists, more or less differently from
what is written in the score. Many of them present their own view of the
virtuoso technique, improvising while abiding by the compositional concept

(Fig. 5.).

Fig. 5. Cadence with an improvisional character

The second module allegrg represents an actuahora, where the
cimbalom is backed by the traditional folk orchestra. Even though the
principle of construction/form remains the same, this module brings new
elements, such as short appoggiaturas, double notes, played concomitantly
with both hammers, chromatic passages, durations that decrease
progressively, all played in a continuously increasing tempo (Fig. 6.).
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Fig. 6. The second modul&llegro

Unlike the bridge between modules one and two, accomplished with
the help of a mhi cadence, there is no such section in the score between
modules three and four. Nevertheless, we can notice a shoi, F#, G#
harmonic movement in the cimbalom solo partwhich marks the border
between modules two and three.

The beginning ofmodule three of the Sa dus cucul de paiciVariations
for solo cimbalom is highlighted by thallegrettoprestoindication (see Fig.7.).
The variational principle consists in displaying the theme in various registers
of the instrument, stressing the coordination othe hands in the performance
range. The climax of the module is the playing of the theme in basses, which
confers a particular, monumental sound expressivity that can be especially
captivating for the listener. The technical difficulties that have to be excome
AAPAT A 11T OEA Pl AUET ¢ OPAAATOAI PT xEEA
abilities.

Fig. 7. The beginning of module 3
At the end of module three emerges the same cadential content in
which the passage in Sllunfolds, however in a shortenedform. It is a
preparation for the final cadence that is to be playedd libitum. In terms of
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performance, the soloist player displays his own artistic vision regarding it,
specifying that the ritenuto indication should be maintained in order to
prepare the coda.

The Coda is built on the incipient motif of phraseA from the
introductory section playeda tempa The character is amplified by doubling
the theme in the octaves, ending in the note from the contraoctave (see Fig.
8.).

Fig. 8. The doublingf the theme in the octaves

CONCLUSIONS

To sum up, we note the compositional capabilities of Anatol Golomoz
materialized in theSa dus cucul de pa&iciVariations for Cimbalom. The author
created an original work, with a welargued compositional logicin the
exposition and treatment of the original theme. He also managed, through
the technique and virtuosity of his playing, to bring out the specific
characteristics of the instrument as well as the tuning range and the timbral
coloration. He managed to eate a complex soundscape and to externalize
deep emotions from a simple musical theme/vocal creation.

The Sa dus cucul de paici Variations for Cimbalom is a piece
requested in the process of teaching young instrumentalists, as well as by
established cimbalom players. Unfortunately, the orchestrations made by
Anatol Golomoz are little known and we believe that their revision and
publication would be welcome.
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SADUSCUCULDEREIZ6! 2) ! §)5.) 0%. 425
SOLO DE ANATOL GOLOMOZ

Cuvinte cheie
F'TAOGTT "T1T1TiT7TU0Uh TAITAATh A TAITO | OUEA!
AA 1 BUEAa DpPIibDbOI AOah AOAT EAI Al 68
INTRODUCERE

3A HOEAI ROOKEI OAPOAUET 6a &1 EUOGI O 1A
PDOEi a4 y1 1 AAT OAOT AOA AA AOAATEA Al A
academic etc)._ 1T AT 1T OA@OOI OOAEAAOOI OE AAT OA
ET 00001 AT O OOAAET HEIITNAICEJAl TBAA EOHIAINThE QIET
asecoluluial XX AA bYT & y1 UEI Al Ad11 11 AOBOA a0O0A
interesul Tnalt manifestat in mediul culturadh OOEOOEA AET 2ADOAI
zAA T A #HATTE AA [ OGUEAa 1A | AAARAKE®Ga AA
AO y1 AZEET 1 AOAA 1T OAEAOOOATI T O AA 1 OUEA

2ADOAT EAA - 16 WP OAE j @ Ndajprebuboieior AFluiers 8

Mugurel #H8 A8h 1T Al AAIl Ol AOOA OOEI EUAO 160
AAT T PAT EAT AT Oh AE HE AA O1T01 OilEOOE
POl I 1T OAOAA AR AMAICH OE THOOEAOT EA DPAOOT I

PAOEI AAah DOAAOGI ) \aEdii Wlinclud Ordhéstratos), A E O E E
6EAOT O #1 DPAAET OAEE 3AOCEAE #OAT O #8AS
AOAT EAT AT OAh AAADPOAaOEh DOAI OAOAOE AOYC
'TAOGTT "T1T1ITU j1Ta0A00 1TA Y AOEGDEDOEY]
AOOT OE AA AOAATEE bDPAT OO0 T AI AAl 8
Anatol Golomoz-BT OOOAO AA AOAAT EA
'TAOGTT "TiTiTu AOA PAOOA AET AEUAAE
POl ZAOGET 1 EOOh DHOI £ZAOT Oh 1T OAEAOOOAOT OF
Republica MoldovaA contribuit la promovarea folclorului muzical pe scenele
AA AT TAAOOh AOYO y1 1 AO0ah AYO HE DAOCOA
Este originar din satul Calfa, zona de centru a Republicii Moldova.
3O0OAEETI A OOPAOET AOA 1T A EAAA 1A )1 OOEOD
OAAT EA eneirofdia®i 1 Ai AAl 8 _HE yi AADPA AAO
colective semiprofesioniste, urméand in scurt timp oferte de colaborate de la
I OAEAOOOA AA |1 OGUEAa bDPibOI Ada DOAOOE:
ET OO000I AT OEOGO bDHOT AZAGET T EO®I /D& ON ERE OO
y1 OAT AEAOa AA 3AOCEO #EOEOEE8 %OOA EI
AEOEET OOI / OAEAOOOAKICIo& (pd Atanti 1CrcheStEaE . A

#1 1 DATEAE 4A1 AOAAET gh O0a DPAOOEAEDPA 1A
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Al Aa0OOE ARBROAEOOYIT A 1 AAOEOEOAOA DPOIT AOA
orchestre.

/| DPAGCET & EIDPI OOAT 04 y1 AAOEOEOAOAA
1

I
OAIl ATEEl A AA DPOEAOATEA AO 1 400AOE AE 2
" OA OOA # O Ehrul yulberdiatAA AIODIT HOETT a4 AO "T A 30alA
1 4a00A0 1T Al AAl EBODABRADAARPDAYT OVYI T AAOAA hE
I 000Y1I 6a DOEAOATEA AOPa 101 CE AEOAOI EE

OEAT A POIT £ZAOGET 1T Al &4 #HE impreSidh@ beOdoAIOA R AOOA
AAOA 41T TE AY1T OA 1 A 1 Anideniuiin20eba AOI AAAI

#1T TATTEOGAT O AO AAOEOEOAOAA 1T A AAT A |
DAAACTI CEAE 1T A #A1 0001 A Aefsa®dadabchvbrida y 1 %A
AEOAA A8 GeARPAOME A AT E8 _1 AT O1 TPPXh 1T A E
1 AAOT O O1 EOAOOEOAO T A ' AAAAT EA AA - OUEAAI
y1 AADYT A AO AT 61 TPZIYh AOOA TOIEO POI £FAO
Ciprian Porumbescu

Anatl 1T " TT1T1TTU TAOAOOa y1 Aa AA DPOET ATE
Aa AGEOOA T AOEU&a AA 1 AGAOEAI AEAAAOEAN
DAT 600 T AT AAI 8 $A OAcdOi ah OA DPOAI OADO DPAC
AAUA AadOl OA OREADARADE BHARAOAORAI AAl 8 _1
i OUEAA &I 1Al 1 OEAah AOAO ET OAOPOAOAOA PEA
i AOA PAOOAR AET OADPAOOI OEOI 1 4aO0OA0EIT 08

1 AAE DAOOOUAAE hE AETAE AA ATE A
profesionist in Orchestra del OUE A4  Erbl@o) AnAtd &Golomoz a
OAAT EUAO PAOGOGA 1T T EA AA AOAT EAI AT 6Ah AAO
i ATTAEETT O &£ 1A11T OEAA8 | AAOGOA AOAT EAI AT O.
O1l AATEhR DPOAADIqd .ETA %O GALADEDOR4 AT AT OAD/
DAT 600 AAOA A OAOEO hE 1 AE 101 OA O1 1 AT TAC
hE DPAT OO0 O1 1 EHOE EIiz0u@)\abildRubgacd@don, , AT 1 EA
" AOOEET ' O 1 EAOhEPADAIDI $ Q0 BOHOHI"ThEA EAETICEE 8

1 AAOGEOEOAOAA OA AOOEOOEAah !'1TAOGIT "iil1
ET OAOPOATE AET 211 YT EAh y1 OAgipeanyYl A O 1

[—

|
AAT A yi pbOAOGT & AO )I1 $11ail AGAOh )T101T $11
Jitaru. Lay T AADOOOI AT 61 OE zVYi Ph T AAOG4a AO y1 AE
0OAUET 04 1T OARCADEAADT 1ABA 1506 OOA 3 AOCEAE #
2001 AAR O1 AR OA DOAUAT OGAO DPEAOA 1 OECET Al
DAOAOOOOI 1 AE helrsuldiisad prAzArial 1& éadrid hcdstorA |

AOYO AT 1 AAGEOA AA AOOEHOE bOI £ZAOEI T EROEN
AA PEAOA O1 AAl AAnamEGolBriod £ gadidipAt laGnail miil@ 8

AAET EEh Al a000E AA | Gddoka3QiQ istréntentid,Of 1 T EAE I
AOGOI O AA PEAOA hE AOAT EAI AT OA bDPAT 60O A
I ATETYT A PA PAOAOOOOI ATEITO j1 A O1 AGA I
ET Al OOEO - AOAT A DPOAIT EOh y1 AStdiudezYi w AOD
cocerth ET OAODPOAOAOa AA 6AOGEI A 20008
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Tn anul 2003, maestrul Anatol Golomoz a lansat GDintitulat Pe
AaO4aO0EI AYAPDPRAOEAEAIOOMEOAOAT A 0adh 6A1 A
Al AOET AO CAE ANAQMAT8R #3Xz hdrd satbdgedmpataie | EOOE
DEAOCGA AA AOAOI OA CBA dus éutulde EeiOE drterprédtadeE AT E O1
o111 T A TAT AATh y1 AOAO AO AOAOAI A 0ad

AaoOE

O/

BA1 OBAIl A

m

6 A OE A IS&db$ chduldle paiciD AT 000 1 &

aspede structurale
FTAOTT "T1T11TU &SaduOddhi@e m@eidigesrd unE OT ET
O0O0T A0 1A +EITh ' AOIi ATEARh PA T A TEEITA
) ]

AT TAAOO T AIi AAi 61 AA ET O0O60O6I AT O OOAAE
D AT OO0 OlsdloS& dudicucul de paici este un cantec bineunoscut, care

A AEOAOI AOG B#E I AE AEOAOGIi & yi 1 AAEOI O
acestuiaz Constantin Mandicevschi, cu titl# Y T O 4n Buéwin@ scris in

1904, pentru a comemora 400 A AT E AA T A 11T AO0OOAA 1€
YT AEEAOAT 6 AAOA AO £E ArM EIOi EIOIODE udADE
y1 1 01 OEPI A OAOEAT OA AA OA@O 1 BYADAOHK
AOAOR AGNRIAAh - 4aE AO/GOEEEAISAOBDPOADOR OLD
Bucovind8 %OOA 1 AOAATEA AA 1 AOA bpipdi AOE

AOOEHROE Ai 1 OAAOAT Eh AAOA AAT OAAAUA&a AEC

#1171 001 OYT A 1 EOAOAOOOA AA OPAAEAIE

~~~~ )

AT 1 OET OAOA AYOAOA i TAAT An AAOA Pl C
(www.youtube.com):

a. variante vocale:

- cantec popular, acomph EAO AA OAOAAL OAO 1 OAE
DI POI#AND OGN BADGING' OECT OA |, ARA #MVEl @dn AOOD
Bucovinaz Nicolae Ciubotaru# Y 1 O a4n Bucdnd; Vasile,Cantec despre
Bucovina Grigore Gherman# Y1 O &n BAd®WAng Dinulancu @1 4 ESAT Oh
duscuculde pd E A EA 71 & A @ NipadrfribracheE OB T OET &4 b1 AE
z2- ACEA# YT EO1ADRGHET DAAREA ¥YOAA&EAT AT N

-i DUEA4 DI bdl Ada AAkVYDPABEROAIRAA LA
Alexandru Recolciuc;

-1 OUEAGA AA I#EYA O n Bubokidtaz 2 OOAT AA  0AT EE
6 Al ATOET A . AAEI OTET &4 jOii11 OIAA HE OEIT A

-l ODUEAa OAIl E&¥E DACBADING Cauh EyLOGHIA;

- OUE A a# YAIOD 4z BheGoA O

-l OUE A & YZAEIOla& BiddvIng grupul folk D.O.R din Suceava;

-l OUEA & YD I0ORmd AlQiRaDAndrdH%T OazARDNHEF T Oa
cucun Bucoving, | OAAAT A #4al ET n

-1 OUE A a# YA 1 0%k glddVing Phoenix,# YT O an BADING
zStraja,# Y1 O az AlexOGRl@ncea Band/Lupii lui Calancea.
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-l OUEA & Qdpyuby 1jOBE BucdAg Sherby,# YT Oan AOAOD
Bucovinag ADDA&Dj Ralmm.

-l BUEAa DI DOl Ada Oi1 T h AAT I PAT EAOa AA
bl b OisAddsicgcul de paiciz' OODPO1 Al 141 1 DERARLRADAOG
cucun Bucovina6 A OAT  z sbl® &akfon alto,# Y1 Oa z Atansiév
Culcicovschi solo acordeon, SUA;

-l OUEA&a DI b0l AOa ETHRIOOOADR®EE AA AEAT /

b. variante instrumentale:

-l OUEA a# YAIOD dnhddvingy 1 OAOEAT 64 hhAiI AOET A
£l OEAO HE 1T AE j OOA ''i AOEAAT Qn

- OUE A & Yb i0Bg, BAddANG solo nai Dumitru Mihai;

-1 OUEAa# YEA O mguharez OT 11 OET Ada &l 1 OET
# Y1 O4azvi@ehI6r Virlan.

6 AOEAT EOT El A BaAducOdd dé phidisnbdonstiuitd |
AET OOAE 11 AOI As &EAAAOA 11 AO1T AOA 1T AA
AET AT EUAO4a OOADPOAO DPOET AEAAOEOA 1 OATT AR
POl £@1 M4 TTEEI T O0O8 0A DPAOAOOOh AAUOT T OAOAA
ample, tempoO1 A OOA y1 AOAHOAOA ppuknt, Ad AT Oah

pe de o parte a stilului interpretatv® AAE AZEA T Al AAT EOOOI OE 411
Al OAh OA OAI Aba AAOAAOAOEOOEAEI A CcAT OI C
AAAAAT EA& S8

T AT1 OET OAOA Ol Al OAEAA OT AT A A0t
I OAEAOOOAT EA AT 1 OOAOAOA DPOETzis, didOAEAOAA
manuscrisul autorului (ANEXA). Pornind de la o tema de numai paisprezece
i a000Eh AOQOOI OO1I AOAT EAI A1 001 OE j OAUE &EC
OAOEAT EOT EqQ ®#E A EIT CAT ET UEOaTl EE AOAAOEOA
concert.

g . 3
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é:f ~ 3 = » T — - ¥ % $ i a
= : — e - é S ] : 3
< v - v v

Figz8 4Ai A 1 OAO4OEE
4AT A OAOEATEOTEIT O AOCOAEABAI AGOAORO&EDA
T OAO4

i 4a000Eh AAOA bPi AOA Z£E OADPOAUA A0a PA OO
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A + B .

6 /I 8

La nivel macrefOOOOAOOOAT h OAOEAT EOT AA OA
i ATTEITAOR PA OOAE 11 AOI A DOACAOEOA AA

Introducerea. Piesa incepe cu patru acorduri repetitive, pe sexte, care
se constituite pe motivul incipient al frazeAj OAUE &EC8 T8qh O
AT T Pl AOAGa AA 1T AAAATIT &O1 EQADD EGFADa 13
AA OEOOOI UEOAOA PA T ERAAOE AOAAT AAT OA
DOACAaOAOA APACEEGA PIAIIAIEA BIOOIP OEIOO8 S§EI
AAAAOOa | OAOAOA A I 600 AOAAGa AO OF
inerDOAOAOQOEOA Al A EIOOOOIAIOOIOE OOAAET E
AA OADPOAUET 64 O1 DOl AAAAOT i TAAl EOQAOQA
AOAT A OT Al A DTOEAEAGDBH'A@AEHEAAANEO®@
un ambitus care se condtiie intre notamiAET AT 1T OOAT AOAIO4Ah D.
dinoctavaa3-A8 | AAAOOA y1 AAPA PA O1 AAT OA A,
AO T OATTAMAEONIADE AA i EH@céet‘arﬁndomODAc;E
AOAAT AATT a8 001 AOGOI AOI | detitdniitad 1Ad O GO AN
trilul pe notam,OO1 YT A | EHAA&AOE AAOAAIAAIOA gy C
de pornire.
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Fig. 2. Motivul incipient al frazei A

$0pa AAAATT & AOOA REamOOAA G I AT T6A) B
T AB1T Al OAOEAT EOT EES8

MmmnmquoA AT T OO0OBEDO PA AAAAAHE 0OOC
AOAI Aba y OAOEAT OA AA E1 OAOPOAOAOA b
OAPOAUAT OAOa AOOAEAI ¢

A+ B + Ar + Bi.

6/l 8/l 6//: 8/l

)T OAOPOAOAO POET AEODPEOA ) 1
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Frazele interpretate prin ciupirea corzilor cu degetele mainii stangi
pizzicato)OOT O AT i b1 AOAOA AA O1 AAT4d pPAOEBAETAO®D £
AA I YT A AOAApOa AO AET Aal Al j OAUE &EGC8 T
_TAET OA AA O1 OEi A QADOBEWDBIECIEGITPAE | F
loc trecerile spre frazele majorg "  H Ee vbr interpreta patru acorduri cu
Al AAT A RKET Aal Al A jpindipiuEconstiagiBal acadyfior D4 00O Y 1
AET OAATEOT AA ET AEPEAT 04 A AOAAT EAES

&EC8 Y8 30AAAOCEOI A AA o AAT OAOOE EIT OAODPO

, A ET AgtAAEEADPAOOEOOOaA OA DPOT ABAA OAE
ET OAOPOAOAOA DPOET ODOENVEBAORGAABRDBBAAGAIT Ah
Al 1T OET OAOA PAT OO0 AAT I PAT EAIOAIAATORA A& hi AB (
ACEOAOa AAAAT OOYT A AAUOGI 1 OAOAA AITTEEITC
i AlT AEAa DIl ET & AA AOOOCEOEOAOA hre AAT OAAL
AADPOEOAT OarAA Ai1TAAOO | OAUE &EC8 ®»8(s8

' C‘( H—y :’ [} " . ¢ ' cl' /\ \f \;

(| f",: : r{‘ ."‘u". 3‘"

g AR S, e s Y

o I vffi / :

&EC8 o8 ,ETEA 1 AITAEAa PiET a AA AOO
-TAO1 61 y1 OYE OA yi1 AEAEA AO 1 T ETE AA

OAAAOA AOITTEA TAOAOOGal DOAUAiAdedta AAOAEAHC
AT 1 OOEAOEA 1 A 1 EArI OAOAA OAI PT OI OE HE 1A
AR AOAAAUa 1T QGG@AOCAAMRMAOOMIBATOO AA AAPOEO
AOAOI 6a 01 OOI OES

I AAAOOa AAAATT A AOOA AYi OAOah AA 1 AOAA
ssumab Ol ET AEAZAOEO AAT & AA AAAA AA AOOA OA
yArE A@obpOI DHOI POEA OEUEOT A A OAETEAEE /

respectarea conceptului componistic (vezi Fig. 5.).
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Fig. 6. Al doilea modulAllegro

3DOA AAT OAAEOA AA pOT OAA AET OmA 11T A
AAAATTah y1 OOA 11 AOI OI AT E HE OOAE yIi
OAAT EOT A8 41 OOHERh DI AOA EE mifA®HdIGROAOE |
solocO1 T AT AAT O1 OEh AAOA AEAZAROATTEAUA 114

Inceputulmodululuitrei AT  OAOEAT EOT El 1S®dubdduiO 00 1
de peaici este reliefat de indiciulAllegretto-Presto (vezi Fig. 7.). Principiul
OAOEATETT AT AiT100a y1 AopOi AOAA OAI AE
punénd accent pe coordonarea mainilor in diapazonul de interpretare. Punctul
AOITETATO Al 11 AOI Ol OE OADPOAUET 6a 001
POACT ATTa Oi110a AAT OAAEOah 11101 AT OAI
PDOT A0 AA OAAAOAEIOMEAKAEAGIMEDOABAOA OC
OEOAUATOAI PT O1I ET OAOPOAOAOEE HE bi AOA
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Fig. 7. Inceputul modulului trei

, A EET AT A 11T AOI OI OE OOAE APAOA AAAI Ar
AROEAHOOPBHPIAOANEDEIOD &4 OAOOOAOa8 %wOOA 1
AAAAT T A EET Al aadAbkudnADin@unct GeAveddridtekptetily,

Oi'1 EOOOI yrHE A@bOT A POI POEA OEUEOI A AOOE
DA AEET Al 0&a senbtohb ap0MG COAD EAl AEEOMEQHIOE AT AAS8

Coda se constituie pe motivul incipient al frazeA AET  OAAT EOT AA
ET 00T ADAQEDHEMpB I RABOHGDA AOOA Al bl EAXAEAAOA
n octave, cu finalizarea pe nota la din confaA OA04a |} OAUE &EC8 1| 8Q:
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Fig. 8. Dublarea temei in octave

CONCLUZII

_1T  E£ET Al OAiI AOAai AAPAAEOGaATEIA ATIDIIT
i ATEEAAOOAOA y1 6 AO%aAduskclculEé ghici ButdrubOO T Al
AOAAO 1T 1 OAOAOA ET AAEOah AOQ niexpliner€aE Ad AE
HE OOAOAOAA OAI AE T OECET Al A8 $A AOAI Al
AR ET OAOPOAOAOAKh 0O&a OAI AbGa y1 AOEAATT A
AEADPAUI T Ol #®E Afl iOGE®DOIA ORI AOAICSELRAIN @d A
Ol AAl an A AOAAO O1 OAAITO OiTT0O0 AliplAg



= 01 El Badbshcicll epaiciAOIORATT 1 OAOAOA
Oi AAOGOI AEAAAOEA A ET 0OO000E

| AT AAl EHOBEAT PQAAOAT E®AEAOOOAT EET A A4l
PDOT ET AOIT T OAOOA ®#E A1 1T OEAAO4I Aa AO EE
OAl A PAT OO0 AAEOAOAA OIiI OAOET AOas
REFERENCES

Alexandru, T. (1956)nstrumentele muzicale ale poporului roman [The malsic
instruments of the Romaniangd] " OAOOAHROE]d AEOOOA AA
hE A0OOas

Filimon, N. (1978Qpere[Oeuvre3 611 8 =8 " OAOOAHROEJ %AE

"EEI Ahh 46Bi AjJOORPZydh | OUEAA ET 00001 Al OA
[Timbre in traditioral instrumental ensemble mus&] # EEHET-édofdd, 3 Al

, 0l ah 6&AEAGYDAOHOO 1 Al AAd 6 I#IEd AR # EE
Editura Ruxanda.

Slabari, N. (2018)olclor muzical din nordul Republicii Moldo®epertoriul
violonistic [Musical folkdre from Northern Moldova. The violin repertoire]
#EEHET 4a0d %DPECOA A£8

77 "h .8 jIY¥Yixqh YT et

>

_’P’IIV~CLV’! 1t A oA A!’”'8
Annex: Manuscript

A cotomaz.

T

Varcatiant,

SoLo ftamdbal.



74 ETHNOMOUSIKOLOGION

Fambal - Mazee !,
.‘ W[a:m V'ﬁM"‘{ﬂl’ kefeme cénieeulyl m["fv&ﬁ!ﬂ-.

¢

J\F i 5 152 L

—— () I 1 . # =1 S o

| : xusdl i 1 £ q P P V% W | | e 1 y

Il - t v J* T
Z & g . ) s = < |

% b ,J ’ g ' rl aﬁ & YA |

4 l ¢

/'\f A ) PE ]

Eamm e 7 -

i - 'j’ { ~ E

\ - o - ty it \

v » 240 2 “FL.{ :

- ~ - - 22

.
:

2/E:

= __:'..’.'":::.‘T'.'.'_‘:TIEB ;f. —L"": ==




ETHNOMOUSIKOLOGION 75

+ !

L

3

L
p

L I

LY RS A

——
salie

FAl

P |

. :;f: |

\l

I
Ly 0] 1g2

(e~

.— 9 Uv
i ! b 3=
4 /u _L_%Mv ..,,.ﬁll ‘ﬁ- _..1 AgIN
\ H.. P :._:mu et ~ 1 YHEN
i SR gt - w2\ :
- _ :“ T Oﬂlﬁ, - i ,”w -
+li¢ll ¥ Plﬂi_ g .F.v | _VW -
ll&x _+r7 : 111 - % .,.. ”411 v~‘
~dir _ :
L Jv WV 1:" 0.,4 < - N
T i 3 : N1
% h_.c:. : A Lokl
T Tt - N f + 1
pooIn e ks il §5¢
— THE T i
*hv \,_1 _“ . Rt [ -
4 [T | | ] 3 &3
il Al s i f
¥ Fakide . N 1
T i ‘ : s
7 sl -t d= 3.
T T , i ¢
7T m< Vi an L N
i | LN
2 M % g : ]
- ‘vlh % ._M m ﬂ | R 1
] 1| ik H A |
|



ETHNOMOUSIKOLOGION

76

-

5750 s

o
11 ;11
/-

£ 1 et
) o

i

et

r .
TR
|
m T b b : 3
= Y.Vl. s
VR X
.\I.-F s Nt AHHIC
us I O - | ST
-
' .l”/ ~l |.< 7 4
A LN L[
U T <8 ,.\
« Al it
e — L - }hl ST
Sl HES @
3N SR SR
n ! of
G . Wﬁ e
CyEn
*[THH 4,&.. 3)
2Py - - =
I.'.. ..H 3 ﬁ[l =
ﬂl/l/ - IM\- L
- a8 bl
L~
=
=

—
T T _§
. I 1
1] 1
<

L jﬁ

~
{

.
| LN N )
+ M

fomb

U
Ao
&

2k
111
)

o

e o/ )
17.

il
)
2

i, _,&% 11'0’
ZZ

) 157 s TS 5 .
7z




ETHNOMOUSIKOLOGION 77

- 1[%
-
AJ![ - X l]n
- L
Jl; i ‘vAVWd/fA i
il

N N
AR SR
i = ,A@;
“ m...n.. + A-M..nl&! 1 _b.f
RNy ¥ b T i
NSRS
1N wm 1T J
Y EANHIISS
AR
=N

e e, S, A, I

o 5 A

F /)
LA

———— S —— o . S S ¥ 2
i 62
® |

Pop
[
b

f

L}

—




ETHNOMOUSIKOLOGION

78

I

8\

| O [ & 1
NH
-
N
S TH
N |
y -.H“—O
Y
N 4+ “BEN
b B

==
o rl?',i

SIS

;

-~ IIM
™~ l.lAA A\ B ¥ \‘U
- l%lr *M “mﬁ‘ A
- |
1 = / N,
1 ST ””V/ 1y
1 JIk 1
N 1 nmw
155 gael I
< h(’f =)
SlleH- ng A
» y \'iE:
£ A /H N
u/w N m/ 1 o
= S N A3E

Fi " §
MR D

*
b

S

L
Pt MU L
I IH
A Y
-,MJ,-J /“
|
i |
NI <
T il
3 iyl L.. il
i
H
L1 M
H
A |
| |
[HH
I |
i \ |
SHIV RIS
] \ il
__. .L | |
TR
HIRIL




79

SPOCHOHS) YEEY Gl AHBAIRNOYST ) /- &6. 14
YoICCHINTEREDANYG 2 PRIC ALy SHBRENSS B, ©
N THE ZRANSGLVANADLAIB D , 61 . ) !

5 "124

/1 6) %)
I T Ndpoca AAAA

OE|

> o

O EAT OCEA S$EI Ao
SUMMARY

In the last decades there have been major changes in the instrumental
folklore of the Transylvanian Plain. If more than a centago in
Transylvanian villages it was customary to play a single instrument,
today one of the most common practices refers to playing in traditional
instrumental bands and groups. Thus, new trends, new ways of
expressing the musical discourse and new masié accompaniment
appear in instrumental folklore. Along with the evolution of traditional
culture, important changes take place and influences from other
musical genres enter into the practice of instrumental folklore.

REZUMAT
in ultimele deceniiau agu 1 1T A OAEEI AAOE 1 AEI OA ¥
ET 0O00Qi AT OA1. AET #YIi DEA 40A1 OEI OAT EA
yi _OAOAI A OOAT OE] OAT A OA 1T AERI OEA O
AOOauUEh O1T A AET. AAT A 1 AE yi OVAI EBA b
HE COOPOOE EI 00OO[I Al OAT A "OOAAET EI T Al
APDAO TTE OATAETTAR TTE 11AAIEOAl E_AZ
I TE_ I ATEAOA AA AAT I PATEAI A1 08 | AADa
AO 11 A OAEEI Aaiogractica ®ItlouiAnisttukdntal EAO
DaOOOT A ET &£ OATTA AEI AT AT A1l OA CAT O

Keywords

Accompaniment, harmony, fiddler, instrumentalists, chords, violin, group,
instrumental, traditional.

INTRODUCTION

At the end of the 19th century, when only the flute and the bagpipes
were played, instruments such as thbraci (viola) and thegorduna(double
bass) were introduced into folkloric music practice, with the aim of supporting
the soloist both rhythmically an harmonically. As a result of singing in an
instrumental group, different accompaniment manners are identified, starting
from some very simple ones, to others of great complexity. We mention the
fact that, within a traditional instrumental group, the harmonic section has a
decisive role in the performance of the musical act, especially in playing the
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dance repertoire, and the functions of the harmonic section within an
instrumental group are diverse: harmonic and rhythmic support, emphasizing
the melody through specific accents, related to the steps of the dancers and
segmenting the musical phrase through certain rhythmic interruptions made
according to the first violinist or to the choreographic movement of the
dancers.

In the practice of instrumentalistsfrom the Transylvanian Plain, we
encounter several styles of accompaniment: rhythmic accompaniment; pedal
OUbPA AAAT I PATEI AT ON OO61TTA 11 OiI1TAbd
accompaniment; eclectic accompaniment; Hungarian and Gypsy
accompaniment style.

I. RHYTHMIC ACCOMPANIMENT

It represents the most rudimentary form of accompaniment that we
identify in instrumental practice in many villages of the Transylvanian Plain,
generally being used by sengirofessional or amateur instrumentalists.

Characteristics:

-TheC 1 O A @bubldbassist) fulfils the rhythmic function by striking
with the wooden part of the bow or using a bottle;

- It supports a rhythmiemelodic execution with bow movements, in
which however the rhythmic element prevails, the harmonic aspectking
almost completely neglected.

One of the aspects that generate these rudimentary executions is
related to the momentary state of the accompanying instrumentalists, who in
certain situations simplify the manner of the accompaniment, keeping only
the rhythmic function.

Less common is another determining factor, which refers to the
situation in which the accompanying instrumentalists do not know the musical
material, the melodic genre or the piece they have to accompany, and in this
situation, in order not to create dissonances, they perform a rhythmic
accompaniment.

In urban musical practice, this manner of accompaniment is often
adopted and used in traditional music orchestras but also in other small
instrumental groups. In the same context, we specify éfact that certain
composers have included this type of rudimentary accompaniment in some
folkloric adaptations, with the aim of creating archaic sound effects.

We propose a musical example from the folkloric adaptations of the
composer Tudor Jarda, wherethe harmonic section performs an
accompaniment in which the rhythmic function takes precedence:
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II. PEDAETYPE ACCOMPANIMENT

According to the composer Tudor Jarda, the harmonic pedal
represents the simplst harmonic process whose origins are found in the long
sound of the bagpipe. At the same time, we can say that this harmonic process

arose from the need to amplify the sound.

4EA A1 EITOEOO 3PAOCATTA 2aA0l AOA(
accompaniment as the simplest harmonic expression, as a form of
homophony, the only one in a noprofessional style.

In the practice of instrumental folklore, the concept of harmonic pedal
refers to a string of chords of undefined rhythmic value (with fermata) that
follow and accompany the melodic discourse. In the accompaniment of the
Transylvanian trio, the harmonic pedal is generally performed by both
accompanying instruments (and only rarely by one).

We meet this style of accompaniment in at least two situations:

- in the accompaniment of parlanderubato instrumental songs;

- at the beginning of some instrumental songs, a style often found in

Transylvanian trios nowadays.
Below is a musical example that illustrates the pedal accompaniment

style of adoinaz like song:
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This manner of accompaniment refers to an archaic harmonic process,
which instrumentalists from the Transylvanian Plain frequently use.
Thetone-on-tone harmonic concept considers the lontasting notes
of the melodic line, assigning them the corresponding major chord.
We propose an example oftone on toned accompaniment:
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IV. TONAL FUNCTIONAL ACCOMPANIMENT

This form of accompaniment is primarily used by instrumentalists with
musical studies, who introduce into the folklore practice elements that belong
to art music.

The tonal functional accompaniment is mosgtl related to the
evolutionary aspect of folkloric creation, with a part of the traditional
ET OO0O0I AT OAT 1 OOEA 11 OET ¢ O, spéctidi® A Ol
urban culture.
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Due to the free circulation of folklore and instrumentalists, we often
find elements of tonal functional accompaniment in the practice of traditional
rural groups, as a result of thnterpenetration of oral and urban culture.

Among the frequently used harmonic chains, we highlight the
following:

a) FVH; VT,

b) HV-VA; HV-VH; we observe here a preference of instrumentalists
to return to step | through the chord of the dominant seventh;

¢) We can also meet in the final cadences of parts A and B the harmonic
chain FV--I7-VI;

We propose a musical example that presents a tonal functional
accompaniment of the V-; V7 type:
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V. THEECLECTIRCCOMPANIMENT

The musical trends of the end of the 20th century and the beginning
of the 21st place traditional folk music in an extensive process of
transformation, an aspect that is largely related to the process of
modernization and digitization of musical art. Instrmentalists with
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specialized training and knowledge perform more and moreften, also in
musical environments where folklore is practiced (both in rural and urban
ones) and this phenomenon considerably influences folk art.

In this context, eclectic accompaiment manifests itself as a manner
specific to city musicians and comes from different types of music (pop,
classical, jazz, gypsy music), resulting in a mixture of styles.

We specify the fact that this manner of accompaniment is not used by
peasant musi@ns.

Specifics of the eclectic accompaniment manner:

-chords originating from jazz music are predominant;

-the use of harmonic chains specific to art music or belonging to other
melodic genres located outside of traditional music.

We propose a musical >ample in which the manner of eclectic
accompaniment can be seen:
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VI. THE HUNGARIAN ANLYPSY ACCOMPANIMENT

In the context of the existence of a category of folklore with a triple
identity (Romanian, Hungarian and Gypsy) identified in the Transylvanian



86

Plain, certain harmonization manners specific to these ethnic communities
can be found in the accompaniment of traditional instrumental groups.

Peculiarities of the Hungarian manner of harmonization:

-fifth modulation of the melodic and harmonic discourse;
-the abundance of minor, diminished and minor seventh chords;

- the abundance of accented rhythms, the dynamic of the

accompaniment is pronounced.

We present a musical example in which the Hungarisstyle of

accompaniment can be identified:

Vivace d = 168 A E A ET A
) s 8 ™ = H—&
g =7 %) — [ T 1
Ceterd .(U@%g,;lﬁ = -‘E‘""""’"”""E':EE' ==
= = = = =
H ‘:’Vﬁﬂ'sz - - . ] - 4 < ‘h (] ‘h < . L] ‘ 7] k‘ (] ‘
Braci % " i i 7 i g ‘
4 S = 4 S 4
= > = =
G ,{ x :zu. 2 - ﬁ - rk\u : " P k!\ o ﬁ "3 : "] ‘I\l—«
ordund |45 O P A
N = < = =
-
6 [A/C:  AJE CH/Ef Fim  Emajisusd)/B|E A
/Q ﬂuﬁ I 1 1 [ ] | 1 I e
A P e
:X)/ 1 1 1 1 1 = Al E —
W4 = = = A = A dl\ =
<~ - <~ ) <~ < 1 -~ <
: ——f % “ : =
Y Y Y = Y . = Y
L=z \ = = = , =
"‘*zu% n [ =\| ‘ LT} ﬁi [T] ; LT3 |R‘ (T3 H (7] hl\ 7]
Z - ! ! L 1) hul Y IV é L L i’ L
hiJ 74 I/ I’ |74
~ = 4 ' ' = 4 =
Fig. 6. Musical excerptt 4 O] A&1 T AU £0T i1 OEA AOOEI

Particularities of the gypsyaccompaniment style:

- accidental modulations;

-chord clusters: major and minor with seventh anginth, augmented

and diminished;
-the use of expressive accents, in excess;

-exaggeration in playing the rhythmic element in the accompaniment.
We propose a musical example that shows uthe gypsy style of

accompaniment:
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Fig. 7. Musical excerptt ETOE&A A AET (Dejed CABEAHOS

CONCLUSIONS

After analysing what is mentioned in this article, some conclusions are

required:

E &l 11T xETC OEA ET OAOPAT AOOAOEIT T 1
certain accompanying manners specific to the urban arearcalso be found in

the rural environment;
g /TA T £ OEA

iT00 EIi bi OOAT O AEAOAA

from the Transylvanian Plain is the use of major chords even if the melodic

discourse unfolds in a minor sound structure.

E 4EA

i AT 1T AOOmeitAn the Aukal €nRirArimEnt are

strongly influenced by the evolutionary process of instrumental folklore;

Z 4EA AQEOOAT AA

T £ £ 1 EIT OA

xEOE A

of accompaniment but also a series of combinations between the

aforementioned styles;

E  pulrent practice, the most common combined accompaniment

O0Ui A0 AOAgq OEA OOITTA

oI 1T Ao

X

Ooul A

tonal functional style with the Hungarian or the Gypsy accompaniment style.
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MANIERE SPECIFICE DEOMPANIAMENT INTALNITE IN
02! #4) #! #%A %21 ¥),/2 $). #=-0) !

Cuvinte cheie
I AT I DAT EAT AT 6h AOIiTT EAR AABAOAHRh ET 000D
OOAAET ET 1Al 8

INTRODUCERE
, AL OEYOREOOH AGAAIVII @I ®A AiYT18)A8 AT AO 1 A

DOAAOEAA | OUEAAIT a &1 AITOEAa OO1 O EITOOI
Ci OAOT Ah AO OAT POI AA A OOOITETA ET OOO0OI Al
OEOQI EA AYGCOWE ADAI AT AX8 OAOOI OE y1 coObB EI
diferite maniere de acompaniament, pornind de la unele foarte simple, la
Al OAT A AA 1T 1T AOA Aiipl AGEOAOAS -ATTETT
ET 00001 AT OAT OOAAET ET 1 Al rhrol deteimp#@OOET AT O0I
AAAA AA DPOEOAHOA AAOGEaHOOAOAA AAOOI OE i
OAPAOOI OEOI OE AA ET A EAO A£OTATEEI A Ali PA
ET 00001 AT OAT 001 6 AEOAOOAY OOOT ET AOGAA A0
prET  AAAAT OA OPAAEZEAAR 1 ACAOA AA DPAHEE
i OUEAAT A DPOET A1 OI EOGA y1 OOAOOPAOE OEOI EA
AO01T ATEA AA T ERAAOAA Al OACOAZEEAAS

T DPOAAOGEAA ET OO00O0I AT OEHOEI T O KAET #VYI D
maniere de acompaniament AT EAOA OEOI EAan | AT EAOA AA
OED DAAAI an i AT EAOA A A adompahiamaritutzohndl AT 6 n O |
HE T Ecal AAOAasS
- o) %2! 2)4-) #A

ReprelUETM&OI A AAA 1 AE OOAEI AT OAma AA AAI

EAAT OEZ£EA4&aI y1 DOAAOEAA EIT O0O0O0OI ATl OAl a AE
y1 CATAOAT AZEET A OOEI|I EDADEADET AEGOE DBAOOL
Il AAAOGOa &1 0ia AA QAITA®AL EAOET OAAB@HOI Aa
y1 AApi ET A#OA &£O01 ATEA OEOI EAah 11TO0ETA AO |
Al O OAOEAT 6a AOOA OADORARI AEAa Ad DOAOVAA
AOAOHh y1 AAOA DPOEI AAUa Al Al Adgied1 OEOQI E
aproape in totalitate.

51 01 AET AOPAAOAI A AAOA CAT AOAAUa AAARO«
1 Acad00a AO OOAOAA AA 111 AT O A ETOO0OI A
Al Oi EOA OEOOAT EE OEI bi EAEA4 | AT ERAOA AA A
OEOI EAas

-AE OAO y1 OYITEO AOOA O1 A1 O AEAAOT O AAC
AAOA ET1 0000i A1l OEROEE AAT i PATEAOT OE 10 A2
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i ATTAEA OAO PEAOA PA AAOA OOAAOGEA 0a
pentruanureall A AEOT T AT T Ah OA AgAAOOa O1 AAIl
T DOAAOGEAA 1 OUEAAI & OOAAT ah AAAAOGO

AAOGAT OE AAT POAOa #®HE OOEI EUAOA4 ¥ AAAO
altor grupuri instrumentale de dimensiuni reduse. Tot TAaAA OO OAT O P OA
AFADOOI Aa AT OIETE AlIBIUEOTI OE AO ETAI
acest tip de acompaniament rudimentar, cu scopul de a crea efecte sonore
arhaice.

001 BDOT Ai o1 AgAi pi O i OUEAAI AET
AT 1 Di UEOI OOI OE 40AT O *AOAAh y1 AAOA
AAT T PATEAT AT O y1 AAOA POEI AAUa &£O1 AT EA
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Fig. 1Fragment muzical di8 OEOA - 11 AAOA &

LAt
|

MANIERA DE ACOMPANIAMENT®DE 0 0 %$! , A
#11 £ Oi Aii DIl UEOTI 0O0I OE 40AI O * AOAAR

OEIi P11 O DPOT AAAAD AOITTEA Al A AaOAE 1 OE
AEiIi DI EOI OE8 41 01 AAGa DPOOAI OPOI A Aa Al
din necesitatea de amplE AAOA A OiI 11 OEOA4Tl EES

&1 1 Al T OEOOA 3PAOATTA
AAT I PATEAT AT O AA EEET A AAA 1 AE OEI bl a
omofonie, singura in stil neprofesionist.

n practica folclorului instrumental, conceptul de pedal AOi T T EA 4
OAEAOGa T A T y1HEODODEOA AA AAT OABOE AD ¢
O0i 4a0AO0A HE AAIT I BPAT EAU4A AEOAOOWQGI 1 Al
OOAT OE1 OAT PAAAT A AOIiTTEA4a AOOA OAAI
instrumente acompaE AOT AOA j 1 AE OAO AT A0 AA Aad«

| AAAOOa 1 AT EAOA AA AAT T PAT EAT AT O |
ipostaze:
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- in acompaniamentul melodiilor instrumentale cu caracter parlando
rubato;
- 1T A yT AADPOOOI O1 T 0 TAITTAEE ERGOOOI AT O/
trio-urile transilvane din zilele noastre.
0 OAUAT Oali o1 AgAi bl O i OUEAAI AAOA
AAT I DbAT EAT AT O AA OEDP DPAAAT &4 A O1 OE A

Yi OA.
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MANIERA DE ACOMPANIAMENT™ / . Of6 4/ .

I AAAOGOGa 1T AT ERAOa AA AAT T PAT EAI AT O OA O
AOEAEAh DA AAOA ET O0000I AT OEHOEE AET #VYIi
frecvent.

#1 1T AADPOOT AOITTEA OI1T PA OI1T AOA yi1 O
liniei melodice, #&ribuind acestora acordul major corespondent.

001 POT ATl O1 AgAipi & AA AAT I PAT EAI AT O
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$AO0T OEO4a AEOAOI AT EAE 1 EAAOA A A1 A
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$ET OOA yi11ai1 OEOEI A AOiTTEAA EOAAOGAT O
a) FV-; IV,
by HVVAL HVW7A N T AOAOO4AlI AEAE 1T DOAAEAOEITT a

OAOGATE 1T A OOAAPOA ) POET AAT OADI OADPO

AqQ 00O0AT yiOYITE y1 AAAOOI AAAATTAILI

yi1al1 OEOAMITADT T T EA4 )
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ACOMPANIAMENTUL ECLECTIC
4ATAETTAT A T OUEAAT A AAI AM TOREYPREADOO
EAa

secolului al XXI AAh OEOOAAU& | O&mblA pro&dsiddl T O

OOAT O&I Of AOAh AOPAAO AAOA OA 1 AAca y1 1A
HE AECEOAI EUAOCAOODOI AD @A OEGU ALDA IDAOAA G &4 )OIE O £
OPAAEAI EOAOA DPAOA&EI Of AAUa O1 O 1T AE AAOhK EI
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SPAAEEEAEOGAT E Al A 1 ATEAOARAE AA AAT I+
- predominante sunt acordurile provenite din muzica de jazz;
- OOEI EUAOAA O11T 0O yi1al1 OEOE AOi i
APDAOT ET YT A Al OTECD OCMOAOGH I[IAMEAIOMAE AXOUE AEE
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Fig. 5.Fragment muzicaDe strigat(Arvinte, 2009).
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- utilizarea accentelor de expresie, In exces;
- exagerare in redarea elementului ritmic din acompaniament.
001 POT Ai O1 AgAipi &6 |1 OUEAAI AAOA TA PO
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CONCLUZII
1 OO0i A AT Al EUAOEE AAIT O TATTEIT AOQGA
concluzii:

1T OOI A y1 O0OAPadbOOl AAOEE AOI OOOEE
maniere de acompaniamenspecifice zonei urbane pot fi intalnite
#HE y1 [ AAEOI 0aOAOAN

Una dintre cele mai importante caracteristici ale
acompaniamentului din Campia Transilvaniei este utilizarea
AAT OAOOEI T O | AET OA AEEAO AAAA4
I OOOOAODBHBT O&BI 04

Manierele de acompaniament din mediul rural sunt puternic
ET £ OAT1T AOGA AA DPOT AAOGOI AOI 1 OOEOD
PGEOOATTA &£ 1AITOOI OE AO OOEDI &4
AA AAT I PATEAI AT O AAO HE 1 1&GBOEA A

AEO

AAT I DPATEAT AT O 1T AE 000 T ATTETTAOAN
1T DPOAAOEAA AOOAT 6anh AAIT A T AE y1C
AT i AET AOGA 0OO01 6q I Alck Mankera tpaal T DA
AO0T ATETTAIT & AAO #®E [ ATEAOA OITA
AAT I DPAT EAT AT O | AcHEEQRAAAMA @A AAOEC
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o#11 OOAT OET " OaEITEOOGN

SUMMARY

The study argues for the necessity of updating ethnological documents
preserved in unconventional archives by completing contemporary

field researches, and it brings to attention the results of the project
O) i OAOAEOAEDI EI AOU O bidvis@FdodimentsE | AT OO0
in the Archive of the Institute of Ethnography and Folkle@onstantin

" Q4 EI | EOM 062019, 'Graat coordinator: Senior researcher

#171 OOAT OE1T 3AAAOA OE$N AAOITUIq ') $/
by the Romanian Academy in the pa&i@019 2021. The conducted

researches focused upon the phonograph and magnetophone records

and upon the information fund in the Archive of the Institute of

%OET I (;OAE)EU AT A &I TEITOA O#8 " OAEITE
people living in the village 4 OOY T Eh 00AET OA AT O1 OU
materials are rich and important, revealing the dynamic of the
repertoire in a subCarpathian village which has been representative for

OEA OEECE bl AOGAAO AOI OO0OAG 1T &£ Al {
archived recordswvere taken in the period 194952, when Romania

underwent critical political and social transformations brought about

by the newly empowered communist regime. After inventorying the
AOAEEOAA DPEAAAO &£O0TiI "aOOYTEh OEA OA
the field in 2020 and 2021, in order to find out what was preserved and

what was changed in the local folk (poetic, musical, and choreographic)

repertoire during a period of seven decades and crossing another

critical transformation when the new democratic gine took the

power in 1990.

Presenting a selection of poetic examples resulting out of both archive

and field research, the study approaches the poetic folk repertoire of =~
"400Y1 E AU OKOI OOEI c Ol EITEIT OEOOEA
of poeticcontent. The conclusions support the assumption that the folk

Dl AOGEA OAPAOOI EQA 1T &£ "a00OYT E EO OADC
i ET A1l OAET ¢ OEA O-EI OET A6 OAOOAI AT O
provides material for an integrated analysis of the vdraad musical

art of the intangible heritage bearers in Romanian villages.
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REZUMAT
300AEOQlI  DPOAUET Oa  AYOA AOCQI AT OA ¥
AT AOI AT GAT T O AOITITCEAA AA AOEEOa 1AA
contemporane de teren, pornind de la rezultatelproiectului i
n! AOOAIL EUAOAA ET OAQAEOAEDI EI AQ4a A  A]
AOAE] OEUOAI A AElI ' OEEOA )1 OOEOOOOI OE A/
"QaEIl Tl EOCZoweXile $EOAAOQOI O AA COA1T Od #3
AAOTTEId !')S$/-!' qiEAERT ANT AOhEA ARDOAROD ¥
2019z Yowxg #AOAAGaOEI A AAOAAHOOAOA yI A
POAAaAAOA &I T AOOEI A AA AT AOI AT OA OiI 11
AT COAE HE DA AAT Aa AA T ACI AOI A1 Q HE
"OAEDPDEOAT ETA AET 11 AAILEOAOAA OOOAI &
pericada_anilor 1950. Orientan@A ODOA AYl OAAAI A nOAAE
AAT BT OOKD4 OADETODRAAAODAOEA OADPOAUAT OAO
Pl AE6h AAOAAOaOl OEE AET _ikepedtiu Xi YO AO
folcloric local dintt)OT 1 T 1 AT O AA | AOE OOAT O&I Oi 40
(determinate de instaurarea regimului comunist la conducerea o
OOAOOI OEQqs $0ba EI OAT OAOEAOAA DEAOAII
echipa proiectului AIDOMA a descinsfeXAT y 1 Al EE WoWd HE.
A AEIA AA Al AT AT OA AA "Ai1 OEl OEOAOA HE
AAAAT EE | AOAAOGA AA 1 Al 64 OAEEI AAOA b
regim de_quvernare democratic in anul _1990%, in repertoriul folcloric =

| AATGOET ARAa  OA1T AAT EA AET 1 AQAQEAI Ol

AAI AOOQOEI 1o AI'l Al EQAI OA AAA ,AAQAA AOA
| #AO& | AOAI QOAOA A OADPAOOI OEO]I OE DI A
OADI OOAOA 1 A EDI LT CEEI AOCKRDOAI EEI ROBA
ET OAODOAOAQA wHE AO DAOOITAI EQAIEIA
AEEOI ATEA Aa TA Agl &l y1 AEATA Ol OFE
DAl 600 AOI OQOA BAOOI OAl a j EIT AI OUYT A 11
AAOA T A bi AOAI PAEEIOBGA WABA Ghl TAORCAGAOAAIL &
po0006adi OEI T O AA DPAOOEITTEO AOI OO0AI
generic.

Keywords

archived folklore, audiecOE OOAT AT AOiI AT Oh DT AOEA A1 E

OAOCOAI AT O 11 OE&LEh OEI | ACA&en'ChiQdyyieE ;| 0 OAET O.

INTRODUCTION

4EA POIEAAO O)1 OAOAEOAEDI ET AGU ODPAAO
visual documents in the Archive of the Institute of Ethnography and Folklore
A#1 1 O0AT OET UK &MI, Griand éordinator:! Snior researcher
ConstanE1 3 AAAO&4 OE$N AAOITUIg !')$/-1!Qqh xE
Romanian Academy in the period 2052021, has provided for the participants
OEA 1 Pl OO01T EOU OF OAOEOEO OEA Al 11 O01TA
decades since (in the 1950s) systematic Ifieresearches of the local folk
musical repertoire were initiated by a team of the Institute of Ethnography
AT A &I TEITOA O#11 OOAT OET " OaEeEl i EDO6S

The AIDOMA project has been developed by two ethnomusicologists

i #1171 OOAT OET 3AAAO& AT AnodnhdreblayistA@ristianl OAAAE A (
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- OfAQh A DPEEI I 112000000 AMA EdGIEOAD AQ4ihAT
OO0OAUQ AT A A O1I OT A TBPAOAOI O j#IAOAEC) |
OEA AGETT11T CEAAT 1 AOAOEAT O OACAOAET C

materials consisting of archived folklore, published researches and new data
collected on the field in the period 2022021z can be considered a
representative scientific fund at national level for the Humanities community
in Romania, as they document théynamic of an active repertoire along seven
decades marked by two major political transformations (determined by the
coming to power of the communist regime between 1945 and 1948 and by the
establishment of democracy after December 1989). Besides the mtigraphic
and folkloristic contributions of such a project, we also aim to employ its
results in order to propose a model of interdisciplinary research of a folk
repertoire  with active and passive elements that not only belong to a local
traditon but al 0T AOEIT ¢ OAOOQEITTU Al O A DAC
manifested in contemporary villages in SoutBastern Europe.

A first stage of the AIDOMA project envisaged the editing of a
representative selection of the manuscripts and audmsual documents
identified in the Archive of the Institute of Ethnography and Folklore
O#11 OOAT OET " OaEITEOG6 T £ OEA 211 AT EAI
We attempted to update the literary, musical and choreographic folk
repertoire by doing field research in a seonl stage and in a third stage, we
sketched a method of integrated analysis of the syncretic forms of expression
(poetry, melody and dance) which define folkloric creations.

As far as the poetic repertoire is concerned, the methods we have
employed in order to approach a few exceptionally meaningful pieces
(preserved in AIEF, published in literary folkloristic typologies, and mentioned
AU EAOEOACA AAAOAOO xA TAO ET "aodoovYTl |
comparative method z referring certain topics and motis to poetic types
included in typologies; the contextual methog taking into account the effect
of the performative situations and the personality of folklore performers upon
different variants, archived or recorded by us on the field; the method of
semA]l OEA OA@O Al Al yGEAT DEEUEDAT DEA ©PAE
AT Al AT 666 1T &£ OEA "aOOYTE OADPAOOT EOA
occurrences of these elements in our selection.

We have employed in the writing of this study several data also

ET Al OAAA ET  OEA AEADOAODa réprededtativel Eh  C
AT i T OTEOGU £l O AOGETTI1TCEAAT OAOAAOAE 1
AT A O5PAAOGEICc OEA &£ 1E biAOGEAR 1 OOEA
AT T TOTA "adboYl E AU madAD2RT POTASANA OAEE AEH

prepared for the voumeO61 AES6 AET " adoOvYiE8 | AODAI

AT AOI AT OAT T O AAj} QOEEDACA OEDI I CEABOYIT E.
updating of documents in an ethnological archivét T T OOAT OET 3 AAAO:
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authors: loana2 O@AT AOA & OOT OAT AbGah ''TAOAAA )1 O
"OAEAOAOOYg wWAEOOOA - OUEAAI aQs
ARGUMENTS FOR THE REPRESENTATIVE CHARACTER OF THE FOLK
2%0%24/)2% "%,/ .').' 4] #[/--5.% "A42=.)h
4A1T AAEAT EECE bI AOAAOh OEA UITTA ET xE
to the Oriental Carpathian Curve), has a distinct geographic, historic, and
ethnographic identity that was shaped and preserved during a long time when
the Teleajen Valley road (passingrough the smalltowné a1 AT EE AA - O1 OA
following the valley of Drajna river to the Carpathian mountains passages
TablaBIEE AT A 6AI A " OUadl OEq xAO OOEA 1 AEI]
4 OAT OUI OAT EAT " YOOA 1 AT Ad p52)6®ABQO AT A
time, the zone was part of the Saac county, an administrative unit dating back
to 1645 according to documents but probably established at the beginning of
the Romanian Middle Ages. Saac county was administratively dissolved on the
P of January 1845 and Teleajen high plateau was included in Prahova county.
The inhabitants of Saac were, according to histori& C. Giurescu, Romanians
AT A 3Ui EAT U &EOiIiI 40AT OUl OATEA xET EAA AA
monarchy to the south of the Carpathiandeginning with the thirteenth
century. (lonescu, 2019).
$O0A O EOO DI OGEOGEIT OAITTCc OEA AT i1 A<
7A1 1T AAEEA AT A EOOOEAO O #1171 OO0AT OETT PI Ao
road across the Carpathians until the end of the nineteeDE A AGHW@O©O U6 |
The strategic importance of the Teleajen high plateau, positioned in the
O# AOPAOEEAT AOOOGA6 AO OEA AOT OOO0OT AAOC 1 £ ¢
(Wallachia, Transylvania, and Moldayjas also confirmed by the organization
of the rural settlements in thagea. Five villages of the 26 inthe plateaB £ t r © n i
being one among the five) we®@EECE D1 AOAAO DPAIT bi A6 OEI
inhabitants were responsible to guard the frontier ang@reserve the borders.
(Garbea, 2015, p. 30).
The traffic became more intense on the Prahova valley (parallel to
Teleajen) in the second half of the nineteenth century, following the
AT 1T OOOOAOQET 1T | APréded (bebvkdhilgrb ahdils)aftu= Ah OE
building of the royal residence at Sinaia. As a consequence, Predeal passage
to Transylvania became the customary road' EEA AA AOEEOAAOOD
Architecture Guide..., 2028).
According to its founding legendhe village" & O @ dlihdtigh it is
first mentioned in documents in 1565, later than the neighbouring Starchiojd,
first mentioned in 1418 (Garbea, 2015:20% probably the oldest settlement
inthe O# EET EA6 AOAAh DPAOO 1 &£ OEA 4A1 AAEAT
variants of the legend on thdield research in in 2020 and 2021, adding them
to previous ones identified in Starchiojd commune during our researches
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xEEAE AACAT ET TPIYh xEOE AiI 1T OEAAOAAI
# OEOOEAT - OhA xEI xAO AT Ol ET OEA AOAA
1 O IChT ADTEIO & G Oidkelbeople who would commonly own
their territories located outside the village (pastures and woods), the
ET EAAEOAT OO 1T &£ "aOOYTE AT 1T £O01 T OAA OI AE
lands to boyars or servants of the king. Beginning with thegiiteenth century,
while the quantum of taxes was raised, th&1 1 A 1T x1T A0OO6 xAOA £
their succession rights to the rich buyer§Géarbea, 2015:224). One of the
representatives of the greedy boyars who became a character in local folk
O1T T CO efaA Macavd) servant of the greaD A A Diditrie Ghica. His
COAAA AT A AOOAI OU AOA DPOAOGAT OAA ET OEA
AAT OOAT ET OEA "alOOYI E OAPAOOI EOAS
Beginning with 1883, thed T h 1 ADIEI6A | x 1 Asta@fbiojd £OT i
AT A " & Otédytd fight By@iMsOthe abuses of the boyars belonging to
Macovei family and tried to take back their lands (especially the mountains
where they had pastures and which they had commonly owned since ancient
times). They launched a trial which went on forers and reaching a solution
was complicated because of the corruption at that time. Finally, the series of
OOEAI O AT AAA ET Yol h xEAT OEA DPOEI A |
asentence in favourofth®1 1 A 1T xT A0O68 . AOA OfitiEah1 AOOF
regime brought along the collectivization of property and the lands in Teleajen
high plateau were confiscated for anotherforty years (FlorescuPantece,
1992).
/T OEA TTA EATAh "adbOYTE jOEA 1TAI
meaningO1 1 A 1 1 Allpan@ld seideménboof free people. On the other
hand, particular historical and social circumstances have deprived the
inhabitants of their lands for almost two hundred years, leading to an
atmosphere of permanent social tension and insecurity. The geeoots
explain the homogeneity of the community, in spite of intense population
movements and influences (especially from across the Carpathians, taking
into account the fact that the Teleajen road was a wedhown pastoral route).
The adverse history fasured adaptation and that trait is apparent in the folk
bl AGEA AT A 1 OOEAAT OAPAOOI EOA EGI I &
existence of traditional and secalledO1 Ax &I 1 E6 DPEAAAO8 ! O
such a repertoire stood out as representative fohe institutionalized folklore
research in Romania in the second half of the twentieth century.
&T 11T xETC A OET Ol OCE ZEEAI A OAOGAAOA
Paula Carp (1957) published a referential study based on different
phonograms and magnetogams and on various types of archived documents
(informant and information files, field notes, photographs) preserved in AIEF.
The criterion observed by Paula Carp and her colleagues in 1950s was the
representative quality of the collected pieces for the syematic character of
traditional folk culture as a whole. Therefore, songs with verses that
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ilustrated OOUDPEAAT AOPAAOO 1T &£ OEA DPAOO 1 EZEA
prioritised (Carp, 1957:7).
Immediately after the establishment of the communist regimet was
recommended, for political reasons, to collect especiald OEA T Ax O1 1 Cc0O6 .
4EA OT1 A6 TTAO AT OI A AA ADPDPOI AAEAA TT1 U ¢/
i OOEAAT &A1 EITOA8 'O A Ai 1T OANOGAT AAh OAOA
the political propaganda were collected (such asO) T OAOT AT ET 1T Al A6 ¥
)y T OAOT AGET T Al h O#Y1 OAAOI PDPAOOEUAT EIT 067
DAAAGT 311 C &£ O PAAAA AT A O1 11qQq j#AO0OPh >
of comparing the present to the past repertoire pvided the researchers with
a valid pretext to save the old traditional repertoire by recording it alongside
the circumstantialOT Ax6 11 A8
AT AOAT T Uh OEA DPAIBPI A ET "adbOYTE xEI
1950s would sing naturally, as part of their daily life, observing internal
prescriptions and restrictions of their community (and specific also to the
system of folk culture),e.g.women would sing in public only in their youth. At
the same time, the importance of songs in their culture appears in their
adaptation to the transformations of social life. Usually, melodies belonging
tothe OT 1 Ad wbdldh®preserved but matched with updatederses to
fit the taste of the younger performersO7 EAT OEA O1 1 ¢ EO 11 Ah A
Oi h OEA CEOI O i AEA OP 1 OEAO OAOOAO | 8Qs
old and if they sing it for a longer time, the girls would say: 'This song was
madewhAT [ 1T OEAO x AAKEFA 14528 Bri RddicadSpanu, 14 years
ITAh T OECcC8 Aiiga "aOOYTEh O0OAET OA AT O1 OuUt
"400YTEh IZ8PY8IYXT8 40AT OAOCEDPO®HE 1 A i
tunes are the old ones but the wals are different. The girls would compose
them like that, taking from one another. Some verses they like and some not
AT A OEAT OEAU x1 O01 A AEAT CA OEAI &6 j OAIT A 1
The dynamic of the repertoire of oral poetitnusical creations in
" & OO0 Y1 iBuslErépresehtdiive for the transformations of the Romanian
folklore in the second half of the twentieth century and it is worth researching
ET AAOGAEI 8 10O #1711 OOAT OET 'OOHPERBED DEEAEC
vilage$ 04 COh | 4 O A les@ardhifpAhe Fepefidire ohdkingle village,

a folklore scholar can understand OEA AT 1 AEOEI T | £ AOOEOOEA
I AEAAO 1T £ OAOGAAOAE EO 1106 OAOO T11U6 A
behaviour of a given social complex at the moment of cBsOOA QE i0la& 1 T EOh
1979:101).

4(% O/ %d)# &/, + 2%0%24/)2% ). "A42=.)d !

ON THE FIELD

7EOE OAOPAAO O61 OEA OI1 A6 011 cCcO 1T &£ b/
they constitute an important traditional poetic repertoire, especially as far as
the creation independent of ritualz consisting of epic and lyric songg is
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concerned. The poetic content of the pieces belonging to the two folklore
categories focuses, in our opinion, upon the departure theme, be it expressed
by pastoral movement, goiig to serve in the army, alienation from the native
village (by getting married or leaving to work), separation of beloved ones or
OEA AAEET EOEOA OkdfddtGhathdl manyiriE@ Aobgs oA O E 8
"aO00YT E EAOA AAAT DOA GiAed GAthe idEdlogical) %&
constraints of the epoch, as the sixth decade of the twentieth century was
characterized by a rigid and menacing censorship exerted upon scientific and
cultural activities in communist Romania.
Returning to epic and lyric songindependent of ritual, we present

OTi A T &£/ OEA 1100 AAAT i pil EOEAA PEAAAO O
piT OEOEIT ET 1 EOAOAOU &A1 EITOA Oubiilild
acknowledged Romanian folk poetic masterpiece), of the epic song andal
of the love lyric poetry. The numerous examples from the local repertoire
i AT OEITAA ET OUPIITTICEAO AOCOA OEA Ei b
Romanian folklore corpus and folklore research.

The epic song

The archived material sets into light twoapresentative pieces for the

OAPAOOT EOA ET "alOOYT Eh AT OE AEEOAEOAOGE
andO EAT OCEAI Aho 8
- ET OET A

Welltknown since Vasile Alecsandri published a first variant in the
journal Bucovinain 1850,0 ET OET A6 E @ yo(ng Bhepbdrd fagingl A&
imminent death. In the variant of Alecsandri (received from his friend Alecu
Russo, who had heard it at Soveja, a village in the Carpathian curve, not far
AxAU £01T1T "adboYyi Eqh Ox1 OEAPEAOAW DI Al
EEIi 8 -EI OET Ah OEA AT AEAT OAA AxA 1 &£ OE,
life is in danger and the shepherd utters a poetic testament, expressing his will
to be buried inside the sheepfold, with his three flutes thrust down to the
world beyond, so thathe still could communicate with his sheep and dogs
when the wind blows. Although numerous variants o® ET OET A6 EAOA
recorded since 1850 (classified not only as epic songs but also as Christmas
ritual songsz colinde for example), the testament moti is the most important
one, occurring in all poetic variants (also, an instrumental variant is performed
in pastoral areas). In his 1964 typology & ET OET A6h ! AOEAT &I A
variants (CCCLXXXVII. Munt. 37 a and CCCLXXXVIIIl. Munt. 37 b)ecbftech
Ox1T x1 1T AT AT Ol ET 3OAOAEEIT EA j-AOEA 'E
AT O =zYzyqgqh AOO OAAT OAAA ET "albOYIE E
Paula Carp and Boris Marcu (the second) (Fochi, 1964, pp-77B). As we
have already menti T AAh 3 OAOAEET EA AT A "adOVvIiE
related by geography, history, inherited traditions and social evolution,
sharing the sameD £ 01 AET ¢ 1 UOE6 ABDPOAOOAA AU A
in which Starchiojd impersonatesOOEA A1 AAGOEQ@I 116l Al A 1@
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n"a00YTE6Qq8 4EAO0 EO xEUOGxRAI GQET O& ARIOA IOEAA
alike.
Asking her informants aboutG ET OET A6h 0AOI A #AOP &I O
" 4 O Gt'WwhsFEeustomary to listen to it at weddings (Carp, 1957, p. 34), the
ritual frame supporting, in our opinion, the importance of the topic.
31 £ZEAA 3 GORIAEIAOBIEAL ODOAOAOOET ¢ OEOAA i
between the shepherd and the enchanted ewethe testament of the
shepherd and the quest of the old mother for her sopthe shepherd. Another
motif, the portrait of the young shepherd, is scarcely suggested. The
OAOAAOAEAO #1711 O0OAT OET " aOAOIl AGAO OAAIT OA
performer in 1952 i which the portrait of the young shepherd is missing, but
themotif f OOEA xAAAET C 1T £ OEA AAAA6 EO AOEAZAE
The variants performed by Maria Gh. Voinea (one recorded in 1950 by
0AOI A #AODP AT A OEA 1T OEAO OARdcWHBMA ET VY.
preserved in AIEF) elaborate on the same motifs, the testament motif being
central as it is central for the whole® ET OET A6 OUPA8 )1 AAAEO
Voinea includes the motif of the flutes thrust into the grave and
communicating, by actiorof the wind, with OOE A x 1 O1 &9 AT AR 6 g,
i ET OET AhT 4A11 OEAiIih 1TEOOIA TTAYT 4A11 OE
i Ar (AOA O1 AOOU T Ax )1 OEA OEAADAEI 1 Ah A,
i ET OET AR 000 1 U Al behhornfolsifg Hlowingintde OUAAT T

xET AT 3EAAD xEI 1 CAOEAO AZ£AOOT 7EIT CAOEA
&1 O T U AAAOGE OEAUGIT xAADPY "11T1TAU OAAOO «
set/ On a bed of wheat/ Little flute of bone/ Singing all aloheittle flute of

AAAAETYT , 1 OGAIT U OO1T AO O OAAAEOGS

EAT OCEAI Ar
In the typology of the heroic epic song elaborated by Al. I. Amzulescu

(1981), under type 98 (99x O EAT OCEAI Ahoh OAOAOAT OAE
OAPAOOT EOA ET " adOYI1 Bhonhgdah ahdAolirkdtord® b A A E £E A
on magnetic tape preserved in AIEF. The type is illustrated by a variant of the
0i1¢ OEAO #8 "aOAOI AGAO AT 11 AAOAA ET VX

EAT OCEA 2aAT EAhR j AT O 11 Y /A@SAAO =1 1Y
a shepherd and owner of a remarkable epic and lyric musical repertoire and
also of a narrative repertoire which was studied by folklore scholars in the

1950s. Al. I. Amzulescu formulates the abstract of the epic song
O EAT OCEAI Ahdo AOCAGE 11 EADQCOAIEAR EJAEADPOAET
CiAO Ob )OOOET A EEIT I1TTTEETGC A O -AAI O/

Reaching the sheepfold of old Radu (or old Stan), the hajduk sits down to eat
after the shepherd assures him there is no stranger around. Nevestess,

EAT OCEAI Ah AEOAT OAOO EEO AT Ai U OEAOAR E
EEI 1T O EEih PO EOEETI C Al O EERGB).AEOEITAOO |
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4EA OA@O 1T &£ OEA OAOEAT O 0AOI A #AOD
1956 in the studio of the Instute of Folklore in Bucharest (AIEF mg. 661 a),
Al 01 &O01i1 ' EAIT OCEA 2aAl EAhR AAT AA AT
in the typology of Al. I. Amzulescu (AIEF mg. 618 f). It appears obvious that
there are few differences between the two variants reawoled at a distance of
four years. Four verses are omitted in the final part of the later variant. In these
OAOOAO | EOAT EAO ET 100 A 111TxET ¢ NOT OA
cruelty towards himin the pastO7 EAT xA xAOA Al idyadA OAT
dragged us all tied up/ From EOOCE O @ Bbvouliibent downitd deink
water/ Your heel would then hit my nape/ | would drink water with blood/ My
teethinitallmessedup 8 8 8 6 8
Talking ofO EAT OCEAIT A6 h ' EAT OCE Ani)toldUCT E
a researcher in 1952 tha®) 6 EO A OO1 OU ETIT x1T AU A
because these villages would work for him (boyar Macovei). To sing it, only
the old ones knew. When | was a child they would sing it a lot. At weddings.
The fiddlers] & GiGiscOknew it (Information fund of AIEF, no. | 14554,
OAOAAOAEAO ' EEUAT A 301 ET AAT Oh ZI8PY8ZY
GAEA AATTAA T &£ ' EAT OCEEI Ao j ET  OxI
Mizgoi) is preserved at present (years 202D21) in the repertoire of the folk
singer Ica Vasile.

The lyric song
AEA -ET OBTRAOOI DEGEIADEAOA T £ OEA AxA
4xi 1T £ 1060 EIT £ Oi ATOO ET "adboYi E EI
Vasile, mentioned aCOEADEAOA ObdoinaJDEAEBAE COEA A&l ¢
learned from his firstO E T O @hé villege and many years later kept in mind
ITT10 A EAx OAOOA OGO, takehnk bned nfork/AEb sta@ 1. OT A
Ol AA OEAPEAOA888068 O,AAD s AAOEGERA BIEAAIQRAO T
IO O7AI-IEAOFEAEMIO AT A DA OMA pjecdtednn 2eR1:0 OE
O, EOOI A 1 Asdahtak®melohch mdrel ellE me to be once more,/
A shepherd on the mountain/ Taking horned sheep to pasture/ Horned sheep
and little ewes/ Forgetting all my yearning/ Little shepherd with long hair/ Take
your ewes to the sheepfold/ Find a shepherdess to milk them/ 'Little shepherd
of the ewes,/ Little shepherd of the ewes,/ Where was your fate to die?/
Mourning due, who mourned for you?'/ 'Thousands of birds with a coo'/
'‘Bathing due, who would bathe you?"Raining and small raindrops roll'/ '‘Burial
due, who buried you?'/ 'Mountains when they shattered too'/ 'Where your
little flute was left?'/ 'Up the fir tree in a cleft/ When the wind will blow it
through/ Little flute will sing anew/ Then my ewes wilbene along/ And they'll
AOE AAT O0Inth&seduénte@btige funeral rite officiated by natural
elements we find the essence of th® E | Orfotif Axpressed in a lyric form.
In the archived material, the motifO, EOOI A OEADPEAOA 1 £
integrated in a song created after the tragic death of the plane pildturel
61 AEAO8 4EA ET &£ Oi AT O 31 ZEAA 300AAEa O
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as a child, sung by men while working to build haystacks and she doul
perform it for researcher Paula Carp in 1951. We mark by italics the fragment
containing the motif in the quotation below:OVlaicu, my dear stranger/ What
AEA UT OO0 i1 O0EAO OAUT 4EAO UI O OET OI A CEO,
brings down yourhead/ | have told you many a time/ Not to go up in that plane/
Passing over the green mountains/ To shake the hands of your sisters/ Passing
over firtrees high/ At your brothers to arrive/ You ran out of gas too quick/

And your screws got all too weakMaicu, oh, my dear stranger!/ Where was
your ill fate to die?'/ 'In the greenirees up high'/ 'My dear son, when life ended/
Everything you had surrendered/ Who for you a candle lit/ When the world you
left aggrieved?/ Who bathed you, my dear son?iniRg when the rain poured
down'/ 'Who was there to bury you?' / 'Mountains when they ruined jo® 8 8 Q 6
(Carp, 1957:24).

Love lyricpoetryG 1 © OEOAOh 1 EOOI A /10688806
, T TEETC £ O AT OOEAO T &£ "alOOYI E ET OEA

(Ispas and TOT ah X VYi XxXqh xA AET A 14G1A O&l AW EAR O&O
AO1 /EE bverdokingobstaleg OE OAPOBDAO AT A 40Dk ah Vi X
river, little Olt,/ May your water get drained/ May all your springs get dry/ And
only stones left by/ For med run across/ With proudly clinking boots/ My
ATTTU CeEOIl O O EAAO I Ar¥ -uU AiT1TU CcCEOIO £
OET OOF &1 O OEAOA iTU 1TTAUBO AEAxAA j88s

EAT OCEA 2aAil EAh &£ O OEA OAGSR@EMEAO #I11
preserved in AIEF under the inventory number mg 618 g, and with the title
O( AEAOE | Ez8A HIU®E AAANAGOA OEA EIACA T £ A
xAOAO EO &I 111 xAA AU OEA xAU Ob O1 OEA xI
and you soft bead/ Ohmy little sister deer/ Go down the hill to the valley/ And
nibble the skirt of wood/ Let me see the bed of Olt/ Where Olt river gets a turn/
'TA AOAOGA 1 AAO x1 O A OET A OEAEO ET OOAOT 7
run fast towards the bush/Braved AO AE@ OEAEO ET OOAOB6 OET A«
OEA x1TIh thédontemporary repertoire of Ica Vasile the two motifs
j AOT OOET ¢ OEA xAOAO O OAAAE T1A60 AAIT O/
a hajduk) are shifted, as the way to the woods is the firsind the crossing of
the river is the second (but the river is Teleajen and the bonny girls are from

501 ATEh OxI CAT COAPEEAA]T ETAEAAQEIT O Al
OEOAO AT A OEA O1 x1 ' Al ADBGreeR leaf GiEilk OAOEAT |
willow/ Oh my little reddish deer/ Go down the hill to the valley/ And nibble the

OEEOO T &£ xITAy . EAAT A AO OEA T1 A xITAB8O ¢

Teleajen, my boy/ May all your water get drained/ And only your stones be left

/ Just for meto run across/ With my proudly clinking boots/ My bonny girls to

EAAO T Ar -U ATTTU CEOI O &£0ii 501 ATEY 7EO
iU ITTTAUBO 1100 88806 j)O EO Ei bi OOEAIT A
phonetic and word trangormations from one folk variant to another; our

English version only approximates the content and cadence of the verses).
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Estranging lyricpoetryQ 1 AO &£ O OEA OOOAT CAO AEE
A representative estranging song also preserved by the contemporary
performer Ica Vasile in her repertoire ®! 1 AO £ 0 OEA OOOAT CA
variant recorded on phonograph in 1950 fro@ | ZFEAA 3 OOAAE& CI A
QAlas, bitter wormwood wild/ Alas for the stranger child/ For he works for
master hard/ While he works to miee it right/ Money only gets in half/ And
food only the third part/ And gets all beaten instead/ As it happens in strange
I AT AOr )80A AAAT xI1 OEET ¢ A O A UAAOT
wormwood is always bitter/ Only the sugar is sweeter/ | drinkttair, bitter eat/
'TA ET AEOOAOT AGO ) OEOF 'TA 1T U AT AUB(
hollow/ Stranger is my name forever/ Any place | walk, wherever/ Mercy and
CITA xIT OAO ) T EOOT wOAT EZA£ ) AT A Uil b0
EvenEA ) CEI A UI OO0 xAur 300AT CAOh UT O A/
In the variant performed by Ica Vasile in 2021 for the team of the
AIDOMA project a general characterization of t @ OO OAT CA | AOOA D6
thranger will be stranger, dear,/ Turn hisater to wine near/ Turn his water

ET O1T AAAOFY 30EIT Ul O Ai160 AAAT T A EEO
vain for an absent family is developed, reminding us of the folk motif of the
orphan:0) Cci OB 11 01 OAET O 1T £ OOkdBuUmo 41T Of

mother and no father/ As if | were born from stone/ Alas, dear stranger child/
I go up the hill in bloom/ To see my brothers and sisters/ But no brothers and
ITT OEOCOAOOFY !'TA 11T 1EOOIA CAOAAT AT xA
Ica Vasilg AT T OAT BT OAOU PAOAI Oi AO T £ OOAA]
The outline of theO &1 1 E1 EEZAS6 T £ OEA "a00YTE O
presented by selection of a few poetic samples which illustrate the continuity
from the past (the repertoire in the 1950s) to th present (the repertoire after
2000). The researchers are indebted to the local heritage bearers who
welcomed them on the field in the difficult pandemic years 2020 and 2021.
Among them, the person who has opened us a way towards understanding
the traditii T AT OT T CO EIT " &a0O0Y (FloricE\@sild hadEl O A
TAIT A #AAPah AT O ET IVYwQQs
. AOEOGA T &£ "aOOYT Eh )AA 6AOEI A GCOAA(
classes at the Popular Art School run by the Palace of Culture in the town
01 1 HPkdhaddcounty), and she obtained her certificate of freelancer artist
on the F' of July, 1987. She collected her songs from Maria Miru, Gheorghe
Mizgoi and lon Mizgoi (Plopeanu), informants for the 1950 researchers of the
Institute of Folklore. At presat, Ica Vasile does not take part in events as a
freelancer folk music performer, but she preserves her local traditional
repertoire and provides valuable context information on the past folklife and
folk music repertoire of the village.
The team of the ADOMA project intends to pursue the research of the
Aul ATEA 1T &£ OEA bpi AOEAh |1 OOEAAT AT A AE
comparing it to repertoires in neighbouring villages and interpreting constant
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and variable elements in representative pieces, ptic content and syncretic
forms of expression being equally envisaged.

CONCLUSIONS

4EA OAI AT OEA AT AT UOEO i &£/ OEA bi AOGEA A
into light the preservation of certain terms which are central to artistic images i
conveying the significances of OAADAOOOOAGd OxT1T AOoh @)

OOOO0OAT CAO68 "U EI OAT O1 OUET ¢ OEA PiT AOEA A,
in folk songs we can discover a deeper stratum that argue for the continuity
between the past and present repertoires. In thataspect, the discussion with
the peasant poet Elena State fromd 4 OOYT E | AT O ET IYoXqQ
relevant, as she has insisted to talk about the importance of woods for her
particular life and for her creation. Her interest in the woods appears to us as
asemanticOOOAAASd 1T £ OEA 1T AAT A1 E AOGETI O xEE?
poetic Romanian folklore as a whole.

At the same time, our research provides complex material for the
integrated analysis of verse, music and movement, taking into account the
fact that the local representative folk repertoire we are studying might be
approached as vehicle of a certain primordial expressiveness transmitted
through natural languages (of words, sounds and dances). Following that
idea, we note that Paula Carp (19pb wrote about Florica Mizgoi, an
exceptionalO1 AAZ6 DI AUAO AT A 1d@50sAtAatO ABIAIT E OEBOEO
TAxAO Oi1CcO EI OEA OEI 1 ACA j8gq OAAI OiiA
Such a subtle observation could serve as an opening remark for future
researches of the connection between musical tradition and individual styles
of performing in contemporary folk communities.

2%0 %24/ 2) 5, O/ %4 ) # &/ , #,1 2)# $) .

*5%$8 02! (/6! d [/ '#45! ) :1 2% %
Cuvinte cheie
Folclor arhivat, document audi OEUOAT h OAPAOOITI OEO bpi AOE
"400YT E | EOA8 O0OAET OAQqh 4A1 AAEAT R TE
INTRODUCERE

001l EAAOOI n! AODAI EUAOAA ET OAOAEOAEDI EI
AOAET OEUOAI A AEI | OEEOA )1 OOEG@OOI OE AA
"QA4aEIT EHZO TPZNVA S$SEOAAOT O AA COAT Og #3 )
AAOTTEId !')$/-1agqh AZ£ETATTAO AA 1 AAAAI EA 2
ZTPTZh A AT TAOO 1T A nOAyT OYITEOAAG AO OA
00AET OAh AOP®EXPRART yAAREEE KA OPAAEAI EHO
%01 1 COAZEA hHE &ITAIT O n#i11 OOAT OET " O&AEIT

-_



AAOAAOAaOE AA OAOAT y1 11TAAI EOAOAR OEU
folcloric muzical.
i #1711 OOAT OET 3AAAOa HE !'1 AOAAA )T OAAAEA
filolog folclorist (loana2 O @ AT AOA & OOT OAl AGaq #HE O1 1
2T HEOQ8 O0OAI EOA AA 1T A AAOA /fond@idedT EO
AT AOI AT OA AOTT1TCEAA OAA&EAkGe&IUO dinl A 11
i AGAOEAT O1 AOEEOAOR AAl bDOAI EAAO hE AA
hE ZIPITAOA A£E Ai 1T OEAAOAO &1 AT A OADPOA
Al i OT EOKEGAAEEEAa OI ATEOGOGa Oi i YT AAOGAAN
unui repertoriu viu deA 1 01T ¢O1 O1 AE DPAOET AAA AA H.
Al 64 OAEEI AaOE bDil1EOEAA | AET OA | ET OO
respectiv, a celui democratic). Dincolo de inte@O1 A OT | COAZAZEA HE
carel DOAUET 6ah AOAAAT Aah y1 bl AT ET OAC
un astfel de proiect pot sta la baza propunerii unui model de cercetare
ET OAOAEOAEDI ET A0a A O1 OE OADPR&OBOED [l
parte nu numai dintdi OOAAET EA 11 AAl ah AAO 1| AE
OAAAOA OAI T AOAA 1 AOGAOEAI OiI OE DOl OAT E
Institutului de Etnografd HE &1 1 A1 T O n#i 1 OOAT OET " Oa
(vom folosi, Tn continuare, abrevierea numelui Arhivei: AIEF), proiectul
1y $/ -1 A OO0i a0OEO AAEOAOAA O1 AE OAl AA
AT AOI AT OA 1 AT OOAOEOA #HE A OtAdetuabdareaOAT A
repertoriului poeticmuzical AT OACOAZAZEA DOET AAOAAOAOA
O1T Ae 1 AOT AR AA AT Al EUa ET OACOAOa A AOE
AOAAT EAE &1 A1 1T OEAAS

1T AAAA AA DPOEOAHOA OAPAOEM WEaddl DI A
pentru a ne apropia de sensurile catorva piese deosebit de expresiye
DaOOOAOA y1 AOEEOGah OATET OOA yi1 OEDII
au fost metoAA AT I DAOAOEOah DBOET OADPI OOAOA
OEPITTCEEIA AA &£ 1A T OEOOEAa 1 EOAOAOQAT
HE AO DPAOOI 1T Al EOCAOAA ET OAOPOAOGOI OE | £
I AGAOOGAT EEI T O1 AAAOAODRAGR ADAREIORT AOaOE
maniera de a canta; metoda analizei de text semantice, prin care am incercat
0a y11TA1I ACAi nAiT1 OOAT OAT A OAIl AT OEAA®

OAOEEEAal y1 AA 1T A OA Al 1 AlodeledaieAAUa
" TTTPATTEA TPTZ(QS8

1 OOOGAEOI AA EAT anh Al A 1TO0EO 1T O
n#1 1 OT A "aO0OOYIzEh ABODESAOAAPROEAAUAT OAOE(
AOGTTITCEAa A OAOOI OE Oii Yl AOGA AT 1 OAITE

repertoriului folcloric poeticomuzicalt AT OACOAZAZEA Al AT 1 O1 AE
TPTP hE TPTZo6h DOACRIOGEDA HRAIT 00&O0 Yl Ex
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ET OAOAEOAEDI ET AOa A Al Eddiddhnatdd EonstadtinAA A OE E (
3AAAOCAN ARdnddrd O) IOAT A0ah 1T AOAAA )i OAAAE
"OAOOAHROER %AEOOOA - ODUEAAI a8
1 2'5-%. 4% !, % 2%02%: %. 4! 4) 6) 4A8)) 2 %0 %24,
#/ -5.1 "A42=.)h *5%$8 02! (/ 6!

o1l AEOI 4A1 AAEAT O1 OEh UITTA y1 AAOA OA O
proiectulAIDO ' h AOA T EAAT OEOAOA CAT COAEEA&h E

£l Of AG4a hE -DlénGubuked feAocade indefingate, in care drumul
de pe Valea Teleajenului (treca@OET 6 4l AT EE AdleabrieiDA HE OC
spre Tabla BIEE 6 AIEA " Db o8& In®OET AEPAI A DI A0OO4A AE
211 YT AAOAa HE 8S8AOA "YOOAE®®) j #OOAAOO HE "
/I DPAOET AAa yi1 AAI Ol cAOah AAdaAD®a UIT &
OAADEATEI T Oh OOEOBOROEBAI BT EORAOANAESHD y1 Al (
PDOT AAAEI h AET Ul OEE %001 OE - AAEO OI i YTl AO,
T oxh Bl AEOI OAOATET Ah AObpa AAAAOOa AAQDa
y1 T PETEA 1OE #8 #8 'EOOAOAOh OOAT OEIl Oal
OAAOEQ nAiliT1TEUATES AA OACAI EOA@AA | ACEE
hE y1 AAT A OOi 401l AOA8 )11 AOABR TPxIY(QS8
3A hOEA Aa n6Al AA 4A1 RAERAAODKORBAA ODRAA
i OTTEITO pYT a4 1A DAXOhEAOI XT AOT OEAAR
DAOET AAA 1 AAEAOAT ah nAAOQI O bl UET EAE O
"YOOAE AA 8§AOA 211 Y1 AAOGA4a hEGhidddel OET OA
arhitectuO &2020: 8).

Statutul de Si-lnudr estpladiegli cT @lee a&jagreul u
carpaticdo unde se " nt®©l nesc cele trei pr
de organizarea satelor Ade gr hiulBto din &
“ntre care Ki satul Bitro©ni) ca sate Ade
ptstrarea hotarel_brA(@@OAeEDla@keﬁ)A A0 DAA
AAUOGI 1 OAO AEOAOI ATEA 1 AE Al AO PAi 6Al AA o0
AAOAOAOORRBANOEYT OOA =i Qv hE =1 QYq hE AA
3ET AEA jy1 AAPOOG4a y1 =i QY hE y1 AERAEAOa i
FAaAOO 1T AE Al A0 BGET ABAAOREHAADDHAB 8B 8

Conform legendeiA A y 1T OAT AEAOAh DPaOObOAGa y1 11 A
1A AAOA AAOAAOGAOCEITO 1T1TAOO0OA AET AT EE TP

ATiOTA OAAET ah 3OAOAEEI EAh O1T AA 1 OAOai
i AAT ABEAEET A AA AOATHAEGDIE Ala -O0h Al | AGOA AT
AIIOIth OAODIOT"AMOYAE AOOA AOAOOAO AT AO
spre deosebire de Starchiojd, atestat din 1418 (Géarbea, 2015:z726%te,
DOT AAAEI h AAl 1T AE OAAEE AET OOApadOAl A AA
Teleajenului.

-ThTATER T ARET BORBXRABEOAAAOEODI OEEI A AE

DaAOOEI A AATET OOA AA Aii OTEO4ATEI A OOOAI A
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AaboYi ATEE OA ATT £O0O0T DAAhyABRABYREARBEO,
AAOUAOA AA AOIi P4aOAOAA baivyYi OOOEIT O AA
AET OOA POI POEAOAOEE 11 AARERODADE AEAIET @
AOAPOOOEI A AA 11 hOAITOEBA 5ji'OF O ABFATHO OTAP O
AAAOCOT O AMOAMATEOEAAARAT ET OO0 AA mMaioledAl T OO0I
Ol OEAArR Al | AOA1T OE AAT $EIEOOEA ' EEAAI

gyl APiT 0061 &A1 A1 1T OEA EAEAOAAOGAR y1 AYIT O
epice definitorii pentru repertoriul A4 OO Y 1 Fhdepahd od &nul 1883,
iThT ATEE AET 3O0OAOAEETI EA hE "alOoOYT E OA
TAAT 061 - AAT OAEEhRGAAKODAARAADBA ©ai Yi OOOEIT A
pah Ol AOh OO0abYTEITE AA AE WTARADAYI AhAR
sYei h AYT A , OAOATEO 0a4a00ahAAT O 1A OA 2
OACEI bDil EOCEA OA AAOAA I AOOA AOQOOYT A
pattuzZAAE AA AT E bPai Yl OOOEI A -Pahtéce, DIOAE OI 4

I ARAOOa AiITEOTI AOGOOA BDHAOOGEAODI ADa AR
AABUAOA AA PEAOAAOAA OAOAT OGOEIT O 11 hOA
AA ET OOAOOAOAA OAEEGHDI GAAAAR Ol AOOA ADR
yT AA1T OT CAOA AQGEOGEATA@bIAE AGAGGITGEATIEIOGMD A
OAAAOA AAI T COAZEA hE 1 AOPATEITAITh AO (
OPAAEAT AA DPAOGOA 1T OTTER AOYTA twh OAA]
important drum pastoral) ce sau manifestat pe plan local, a favorizat, n
DOEOETTA ATTTETI 6001 OE 1 CAUEAGRD T GheEED 110D A
DOOAOA AA AAAPOAOA 1T A OAEEI AAOAnh OAA
OOAAET ETTAI AAMRADI BOAI A nAEETATT O 11 068
Ai 1 OA@OBI 1 AOC HE OAT EOT Ei A Abriplicg OA £E A
nOAOO4ad OAPOAUAT OAGEOGA DPAT OO0 AAOAAOAC
Al OA EOI aO0AO0A BOBAABA @48 dhulalvicdetarz deX P O
OAOAT OAIT T OEZEAAOa AA O1 OOOAEO Al 0AOD
DAT 600 &I 1 AO1T AA AT AOI AT OA O1T 11T OA §j A1
DADAOAO j AEOAOOA OEDPOOE AA ZEZEhRAH DOEIT
£l Ol COAZEE hE AZEhA AA ET £ Of ATEEqQ AA
AOba ABROA OGAT OAO AAOAAOaOI AOAA 0AOI A
SYXP hE AET AT EE OOi a0i OE A &£ 00 AAAI
sistemicalch OOOEE Di b0l AOA OAAADI BORAERAARB]
AT A AaOil O OAOOOOE EI OOOOAO nAOPAAOA
AaOOYT AT EIT O6 j#AOBPh 3YXQd QQ8

1 ATEE Ei AAEAO O0Oi adi OE ET OOAO0O&OE
motvA BT 1 EOEAAh O0a Z£EA AOI AOGA nAvYi OAAR
AAT OAAOA AT AO AET DAOOPAAOGEOA 0OO0i a0EC
muzical. Prinurmare, 4 & AO1 A0 hE AYI OAAA ni T E6Hh y
DI 1 EOGEA ATl O1 AG®G jryp)YI1 GDRRONOAT ERAGMOEUAT EI
DbAAASd h8A8(Q j #A0Ph YXQd Zzxqh AAO 1A
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furnizat Tn acel context de constrangeri ideologice un pretext oportun pentru
A OA OAiI OAh DPA AEI ET AOECHAAOIEENT ICORE GEKBDA
1TAAl OOAAETEITAI h Al aO0O0OE AA AAAT A AITE
T cAT AOAT h OADPT OOAOAA AaOOYTATEITO 1/
adaptat permanent vechile linii melodice la versuri concordante cu
OAT OEAEI EOAOAA HIEEA O O M EE B EOAMERE D iAAH DA @
I 1 061a AA UEI Ah ZEAOAT A OAT O1 AGA 4l OAI As
HE y1 OAAEEOh #®E AAAa y1 Ayvyi 6a i AE i 0Ol Oa
i AT A EAOCa 1 AOAgd j!3®P6RINOH SapXAIYEh Eil GEBC 1/
OA8 O0OAET OAh AOI Ac8 08 #AObPh -8 2AAETTC
ITATA &001 OA1l Abah Y8PT8TPTZIQ8 3AO0d n-EIT
] A I AT A 1T A Al p&édhblkle diprAh OT A

01 6 Al O0F£A1 8 &AOD
AOOT AE 1T A OAEEI Ad4d6 ') w&h ) T oXTYh ET A8 2
Ol Ac 08 #AOPh -8 2AAETTC
Y

8
ah S8PT8TPT>(Q8

$ET A EAA OAPAOOI OE®@I OBEAAI AOABT EEADOXI
FaOa y1 AT EAl ah OAPOAUAT OAOEO4A DPAT 00O OOA
Al OA EOIi aOA0OA A OAA8 88 HE | AOEOGa Al 1 OA
ObPOT AA #1171 O0OAT OGET " O4aEITEOh ATIT AT OYT A 7
cercetathR A OADPAOOI OEOI OE O1 OE OET ¢cHOO OAO Aa
AOOEOOEAASG hE 1T AEAAOOI AAOAAGAaOEE 10O AOO
nAT 1 Bl OOAI AT 601 GE OPEOEOOAI Al O106E Al I D
I AOGAOOAT EAEG j " OaEITEOh XYQYd XPx(Q8

2%0%24/2)5, O/ %4)# &/ , #,/2)# $). "Ad42=.)
ACTUALIZATE PE TEREN
2AEAOQCEOI O 1T A A
AT T OOEOOEAR AET b AO AA OAAAOA b1 AOEAN
OPAAEAT y1 AAAA AA DPOEOAHOA AOAAT EA 1T AOE
1l EOEAh Ai DRET OOGGEI AADPBRA AT Ose, inNopidldd C1 OEE 1
TTAOO0ah y1 EOOOI OAI AE nAAPaOOAOEEOGHh AE.
DAOOI OAT Ah P11 AAAOCAA y1 AOiI Abah y1 OOOA&ET A
AADPI AGAOA T A 1 O01T@ akgh AR OPGAOA EOAACEA ABAOOA

T OAAAT A nOAAEES® Al A Aa
I

ODOA ni O AA AA AETATI1T1068
&ADOOI ADa Pla®OOAOh y1 ACAl a [ a000ah yi
OEOOAI A AET "alOOYiI EhRh OA AgbPbl EA4a DPOET COE
T

AOOPOA y1 OOA CAEEEA A AHE OKE@DIa0 EOMHOEETHIE AAAA
mai dur al comunismului romanes®.om privi, in continuare, repertoriul poetic

OADPOAUAT OAOEO AOI A0 AET "aOOYIE DOET OA¢
AYT OAAOI OE ADEA #Ecti Aliridi Aéddiagostd infadesteA | Ah HE
OEDPI T T GCEE CcaoOEiIi 1 0i Aoi AGA AgAipi A AET 117,

Cantecul epic
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- AOAOEAIT 61 AOEEOAO OAI EAEAAU& AT Oa

OAOOCEAEAAO AET " &a0O0~ peith EA IDADIOA OAR 4Ol
n' EAT OCEAl Ahd 8
-ET OET A

I OEPIITCEA A& 1AITOEOOEAa DI AOEAA

ADAO Ai 64 OAOEAT OA j###,8886))8 - 0O1 08

AA T A Al da #ZEAI AE TOEQEBAGAAAETT8©£D@E|
300AAEah 18 zYxyqh AAO AAOA AO A1 60 yi
#AOD j POEI AqQ HE O0AOI A #AOP HET79).DOEO -,
DAOODAAOEOA O1T AE y1 AAAO&OE | THAAJ GEARAOX
y1 OOA 3O0AOAEET EA HE "aOOYTEh Ai Oa 11 AA
iThOATEOA hE AOT 1 OITEA O AEAl &4 hEo AAOA
1 ACAT Aa AA y1 OAi AEAOA AO 1 01 AOi AOGA OAC
DA n&AZEOI AAl 1T AE 1 AOAd Al n" alOOYT EIT O¢
Al 64 OAOEAT OA AiT A n-EIl OEIl AEo AA POI OEI
DAT OO0 OAPAOOI HEOIAT DEADNT AEOIAIOO T A AC
n- ET OET AotiAm AOIAAh# AOD " 4a00YT Eh AAAAOGOA
i #AOPh YXQq Yoqh y1T AAAOAOAA y1 AT 1T OA«
1TAOI EIi Bl OOAT O T AOPAO AA OOAEAAOBOI I
locali.

31 ZEAA 3 O0O0AAEKOBNIOCIXOAOOYA A AT TTE
OOAE 11 OEOAd AEAITCOI AO T AEA 1aUA
ovl a 1A AAOA OA AAAGCa he Oi
Aal ArOl OEos 1T OAOEAT OA y|oN@EOOOAC
AhE ET OAOPOAOah bHi OOOAOOI AET Aal A
AUa A 11 OEGéahi@&intdrpretie BeBViaria Gh. Voinea

A y1 OACEOOOAOa y1 YXP AA O0AOI A #,

YOAT OKEOAOR OADAAT A AEEET A DaOOOAOA

OEOAR y1 OOA AAOA OAAROI i AROAI AAT OOAI
i ET OEQEAREOBOITBMAE®OEO AET 1T EAET OAOQOEAI
Adrian Fochi. In plus, Maria Gh. Voineainslh y1 AT 11T ET 66 hE 11
ARAUAOA yi1 11T A0l yicOi PAOEE HE Al i Ol EA
AET AiZBToadh nf ET OETahT 34 1A OPGBEhoi/AO4aCO
3 &4 -igdapen strunga oilor/ In strunga oilor,/Injod1 [ EAET T OF 2ET
* OAEOI Ah O -0 E Adari O Eifb @diur Budbuido GaBta/ Oili sor

aduna/ Oilid O OOOYIT CAT-1 ©a OO CRM plddge/ GUET A |
1 ARO4al E AE OYI1 CAT 2 El-uhipzof dé grabEFlusebir &H OE
I OO6hx -01 0 AYi Oa AOQET OOr &1 OEAOAR AA 7
EAT OCEAI AH

s

I m o
I =«

- = D e — O

OJ>

O > >

—FH O D DD >

—_—— Ol m

T OEDPITTCEA AYlI OAAOI OE APEA AOI EAn
mw98®%2a EAT OCEAIl Ahoah APAO OAAEAOETTA
AT OT A T A IhEﬂEA@@@IpIOAQEOOOaOE DA AAIl

0AT1 60006 AgAi pi EXAEAAOAA OEDOI OEh AOOA |
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"a0AO0l AGAO AA 1T A O bDBOOOCadOIi O AA DPAOGOEITI
octombrie 1889, d. cca 1979), cioban de meserie uyourepertoriu muzical epic
hE 1 EOEAh AAO hE O1 OADPAOOI OEO 1 AOAOQEO
AT AT OEh@EE TANTDIOOD AWAXPRAAOI OE APEA n' EA
AOOEZAT AA AaOOA 118 )8 1 UOI AOQEH] ayq AEAOD
OOEA AAAI OI ) OOOETAE y1 AaOOAOAA 1 OE - AA
2AAO jiih 30ATq OA AhAAUa 1T A 1 AbOah AOEC
TEAEOT OO0OOa&aET 8 $AOAT PAOET A DA OOa&aEI Ah Ol
pentru samavolni€ E1 A 1 OE hE yi OAEAAh DPAAADPOET.
(Amzulescu, 1981: 1290).

4Aa001 OAOEAT OAE AOI AGA AA 0AOI A #AOE
"OAOOAROE j!')yw& I C8 wwxy Agqh O1 6 AA 1T A 'E
aceladin tipologialuihA 8 )8 11 UOI AOGAOh AAOAO T YXT j!)
Ei AAEAO Aa AEEAOCATTAI A 001 O &£ AOOA | EAE
AEOOATTa AA PAOOO AT E8 $ET OAOEAT OA 1 AE
AET Al ah AY1T A ' EAWaddd dehte modil lcrudBrCcArd fea D A
DOOOAOGA AO Al h OAOOOOE PA AAOA T A 11 06ai
YT A AOAI TTE HADPOA AEOATET ¥E' @Al E POOC
Apl AAAI AA oddiddahch @cdA PABAE#DOAT Aba OVYI GAO/

$AOPOA n' EAT OCEAI Aoh AaodoYl AAT O1I ' ES8
SYXT Aad nol OAOOAAAEABOEAAOIOAOAI ROADAAAA
AT EAOOI - AAT OAEY8 $A REOEIOBAG al AMEVTION 0 A O /

AO ATPEI 8 04 1A TOITTE8 ¥E |1 a00AOEE y1 #HOL
AOl Acadi O ' EEUAT A 301 ET AAT Oh Y8I383YXTh
n" Al AAA 1 OE ' EAT OCEEI Aroe jyl Al 6a OA
-y UCl Eq A0 GRRE byal O OrDAR02A)| i@ regerfofiuEifterpiefiT P
Ica Vasile.
Cantecul liric
-1 OEOGOI 1 ET OEOEAQ n#EI AalT A# AA 1T A [T ET OEd
DE AEI OOA E1T OAOI 1 AOOI OEE 11 8HO0OE AEI]
-ATT1AAEA HE )AA 6AOCEI Ah Apdcatehimulal T AO 1
y1 041 AB 1T A nCAUAAe OT AA A 1TTABEO AYT A A
AAAYO AYOAOA OAOOOOEQig&O®il Bé1 ARDEBAA OA A
i AE OOADO 888 0Oa AEO AEI AAT 88868 lmAA 6AOQOEI
i ET OE6 OAO n-EIT OET A | O1 OAT AAGAas6 H®HE y1 EI
1Ys$/ -1 g1 AT Ol TPTxZdq4d&adist AiHE 1A%k O)dHAAER |
maifuceAi &I 00 T AAOahy 3a A£EO AET Aail Ah 1T A |
I ET AOAI AcEa OGQT @EIO AA AT OOOE | OI OE8T #EIT
TETATA T A GQAGENT @aa BrapiEAX TIA GEAEMR Al 4 ER OE&AER
#ET Aal Ah AA -A AEIITGEG OERAIO BA 204 |dit?l 00sEGRETO B A E A
mii cun ciripit/-DA  OP a1 A0 OMdEM ake O&W au picat/Dengropat

cin' te-angropat?/-- O1 T EEABAYAAOVRAOB K O Aipdsd axB1 o 1
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-Pe craca bradului §us§, é,/E/én}un el cand vavsquEl ra&h OEAOAROI ¢
| &/®ile soradunah | A hA Aor thtiEdaA 1.4 E 6
T OAAOGATT A OEOOI OE A&OT AOAO y1 AADPI E’

AOATTA 171 O0EOOI OE | EI OEOEA AGPOEI AOR
Investigand materialele culese in anii 1950, descopefim OE OOI de#t ET A4
1A [ Eil OE6 OF1 GAYJ ARG yAIPGAO OO AdOPa 11 AOO!

I OOAT 61 AEAOh DPA AAOA A1 AEBRAO 3I0OAAIERE Iy
AA AAaOAATEE AAOA 1 01 AAADO ni A Al 4E6 hE
Vom nota h continuare cu litere cursive fragmentul unde apare motivul care
TA ET OAOAOGAAU&a y1 AYi OAAOI 1 OEaziel AEA
i aEAOT A TEART 34& OAk IARRE AAK OARGATEA EA
¥EAT EUEOh-amA&EGTa h_ 11 EEAOT P1 AT 0a 10 OA ¢
Al 1T OEhT 34 AAE T YT A AO OOOT OEhT a YT A
O4E AEOAT-ATEOBOAGEGAD &IAONEDII M GOO04E
UndeAE &£ 00 OOQ0E @ YOIEOD |- -0ée AROD & WNEERA OOEXSOm &
Petoate A E E OD 04 OB 8ATD REATAD £7A  SAGED 4A OIGEI TA - AavE
cin'teA OA & PldilA &Grdfa plouat/- 4 EA O adngrob&d-- ODREE
candsAO Aa.o€i A | AEAan- HBAElAA AGOApdBapaAl
OOOHORGHT ACar ¥y AQ&c Ol RAAADL ABDEADEDAD
01 6 AO Al 0bod6 j#AOPh IYXQd ToQs
, EOEAA AA AOACIT OOAd n/1 001 Anh /1 OAT OI Asg

2APT OOYT A OAPAOOT Oktipdlogiad lifich EeAlragoste Aa OO
j) OPAO hE 4001 anh =zVYixqh EAAT OEZEAai Ol
nAT OETTAITT O AA AOACI O0OA6 yizAPEKO EOAODAG
4007 ah sViXxXd 3oead-A) POGOARNEHKOEDOT AD?
Oail YEA DPEAOOEI ET-H Ea OO0 AA bA GONZOA EYE MEQFHE
T -YTAOEIE AA 1T A ' Al Al/lEaxoloDO ABDEGAEHE /
f 888Y0 8z E#A VIAODOBIOAO AA ' E8 2 &énstdvthh DA
"4 0A01 AGAO y1 IYXT hE ETAI OO0 HWE OVE®BRO
n$l ET 4 AAzEQEABAGASG AOACI OOAA hE EAEAC
O00i AGa AA OOAAOAA OPOA AT A0OYd n&l AEA ¢
#1 AT Aca AXATI AAIYOE AAA AT A Gl soad® poaldd 1 Al A
ATl AOOI OGEx 34 0aA 1 AOGAA /1001 G6ETX 51 AA |/
#0 Dl OAT A @des@naspon@iCaiug®1 ET EAE AAEE Dl OAI
AT AOO OGascaOAHOA

in repertoriul d T OAT BT OAT Al )A&aE 6AOEI Ah
inversate, urcarea spre codru fiind primul motiv, urmat de acela al trecerii apei
iTO0 A /1001 6GEh AE A 4A1 AAEAT O1 OEh AO A
I'A 501 ATER AAT O EORICKT AAE Pl ABERBGAAIREUY
"a00YDBEQYQA n@AOAABRDORT ABAAOBKET AOahr ) A
#1 AT Aca AET AAAI AlyOa OREARBTTAQAREAR O A
2T AAA PT AT A AT AOOI OEA EHphinRRAAIAGIE a4 A1 RAAE
i ahEr 3aAphraitlsl ahEr-1 BaOai Yi a DPEAOOAI AhT 34

e
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00T A DT OATAOABAN YT &&FAT-An AOAT A AA 1T A 501 £
OAOAG&&@HﬁATEEé@&&%?E&

OAPAOOTI OEOI ET OAOPOAOGAE Al 1T OAI BT OAT A

51 AY1T OAA AA yIOOOaEIAOA OADPOAUAT OAO
)
pe carel AQAi Pl EAEA4I DPOET OA@OOI OAOEAI

y1 OACEOOCAOEOA @ AI6IAIE AA 1 ETh OAE AA DPAI
i OT AAhROGA T A 00abpyYinry wl 1 01 AAhOGA -yT AOAD(
A OOAEA DPAOOAT n-Eh AIAMWAERO &AETCa A0 D A-ORRATA G
dO1T Al hr 3a&a MMEB DRI &Il @A IUAERAIOT: AEAODO A (
AAAGh PAIET TaiyvyiAhy #0 PAIET P& 1 AEE |4
001 O OAOA OO0OaEIT ONT 301 0 O6FAEAGA AGOaHEI
nuE hE O OA& A& AKN8 #ORSIAAGOT 4 al KB OLLA 11 @i ah
DeAh A&l AAT ADEAOBABDDAOAEOEAAEIOAIVAS j #AODh

1 OAOEAT OA ET OAOPOAOAOGa AA )YAA 6AOE
DOT EAAOOI OE ' )$/-1'h APAOA 1T A&AOAGORADEDAO!/
E O O 04 Gémpalvifii asE&riaEace apa, bere,/ Tot nufaci a lui
bl 4aAAOAG68 $A AOAI AT AAh AOOA AAUOT T OAba
AAI E1 EE AAOAT 6Ah AA OOEI EOA T A 11 O0EOOI 1
OA 1 Aiah 0a OaA OAOas7rT . O-AGalEEl Ala®OAODO A
PEAOOA&hT #1 PELEGE IOAEEE yOOGAHEOAADHh ADE OPA A
O00O0iI OEh 1T aEY . O 0Oa&aA EOAT Eh Pdrdd HO 4Lk @&EaA@IOOE
din flori, | 46E3
IcaVasilgET OAOPOAOGa AT 1T OAI b1 OAT a4 A AYTI OAAAIT T ¢

4AAT T O1 nOEATEE A1 A1 T OEAAG A AadOovTl Al
iTOO00A AA Ei OOOOAAUa Al 1 OE1 OEOCAOAA AET OO
prezent (repertoriul dinAT EE TPPPQh A DPOOOO AE OAEET A(
patrimoniu pe care /Al §1 OYTI 1T EO DA @Adddicate n@al OOA AA/
AAOAEEO AOOI 601 OPOA AYT OAADOI OOAAET EI T AI
6 AOET A | &1 1T OEAA 6 ACOEICKHh AD8 AEADPAROPVI EN
O00i A6 1T hAT Al a PpOI ZAOGET T Al a4 hE ADOOOOE A
0AT AGOI #0O01 OOOEE AET 01T EAROGER 1T AT ET YT Ah
liberD O £A O EalclleE Adegeled&la MariaE OOh ' EAT OCEA -y UCI
-yUCIE jolTPAAT OQh DPAOOI AT A yT OACEOOOAOQA
AET AT EE zYxPs8 1 PDPOAUAT OR )AA G6AOCEIA 10
de artistliberD OT AAOET 1 EOOh AAO y OB ABEIEIA AU &H GAE
AA ET &£ Oi ATEE AA AT 1T OAgGO AAT OAAEO AA OA

i OUEAAT & A OAOOI 6 AA 1T AET ET ADOas

WAEEDA DPOI EAAOOI OE !')s$/-! ETOATTEITTAAL
AET Al EAA @iZkaEIEO Apg VMOEEAA A EDQ O A AEDOYITTEAT AOA AT
Al il PAOATEE AO Al OA OAPAOOI OEE AET 11AA

AT 1T OOAT OAT A hE OAOEAAEI AT A AET DEAOAI A
ATTTET OOOOCEI T Oh AYO hE A OET AOAOEOI OI OE
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CONCLUZII

Analizasemh OEA4 A OAPAOOI OEOI OE bl AOEA A
DaOOOAOAA O1T 1T O OAOI ATE AA AT AcOl AAUa
nAApa Qbadabbd Ah iOTOAlAh O00&aET O1 8 )1 O/
DA AAOA AAAHOE OADAARTEAI|I REAOE| BIOGEAE] B
01 OOAOGADO AA Ai1 OE1T OEGAOGA 1T AE DOl A£O1 A

actual. in acestsens,nid PaO0OO OAI AOAT 6a hE AEOAODI
30A0A AET "aO0O0OYI E |l &vobkiepiguirand desplen 1
Ei T OOATTA DPAaAOOEE y1 bDPOI DPOEA OEAT & h
paAOOA AA PA T nOOiukidfolclork llodd, P& deplin A A
OAPOAUAT OAOEO4a DPAT OO0 A1 AT T OO bPiIAOE

T AAAl Omeh GRAIOBRMA OGJAIOAA 11T A0O0O4a A&OOI
PpAT 60O AT Ai EUA ET OACOAOA A OAOOOI OER

EIIAIIOEA IIAAI OADOAUAIOAOEO Al Aaéo
i OAOAAT R O 11 Oh AIODIOAIq Al A EEETT AE
I ACAOOAT EA A 0AOI AE #AODP jzyYxaoqh AT OI .
AGAAPT ET 1T Al & AYT OA0OAAT & AE] iarcahedel®a HE
i AE TTE AE OAOD F888Y DAO OIAIOE i AE
DOl i ET a0l A = g g SEEOI
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SUMMARY

In the traditional Slovak villages in the Bial AE AOAAR OEA
occasions were regulated by precise unwritten rules that were
respected by the whole community. Both the start and the end of

fasting were marked by various customs designed to positivel
influence village life. The proposed case study is the Carnival before the
entrance into Lent, as it is remembered in the collective memory of the

Slovak community. Even though these customs are no longer practised

in a comprehensive way today, these mems are still marked by
celebrations adapted to the 21st century.

REZUMAT
1 OAOOI OOAAET ET 13AIl AGIhT OAAMA UKET A UIAK
reglementate de reguli nescrise precise care erau rgs‘lgegtate‘de intreaga = _
Al 1 OT EQAOCAg 1 OVOHIEa QABGAEARDABI OF iDORDY
DOET AEOAOOA T AEAAEOOEh | AT EOA Oa&a EI
AA AAU DOl POO AOOA 0a0AaOl AOAA /4 OH,
i AiLTOEA AT 1 AAOEOGa A Al i QT EQal EE Ol ]«
obEAAEOOE 10 OAOQIl AET DOAAOBRAGNT ODOO
momente sunt marcate prin petreceri adaptate la secolul alleXlI

Keywords

31T OAEO ET " EEI O& A AArdaTinalAvilldge dusfom$, OE QU |

fasting, Lent, villagehora[dance].

INTRODUCTION

The Slovaks settled on the territory of presemday Romania
(especially in the western part of the country) over 250 years ago. This
complex process of migration, which began in the 18th century and intensified
in the first half of the 19th cemtiry, was based mainly on economic
considerations, but also on historical, political and religious reasons. The first
record of Slovaks in presentlay Romania dates back to 1747 in Arad county.
The most significant communities of Slovaks in Romania (in teymf number
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I £ ETEAAEOAT 6O6q OAOGOI AA ET OEA " AT AOh E
" OAT OET A8 2008 OAEAT Ei
According to the 2011 census, there are currently 13654 Slovaks living
in Romania, which is 0.067% of the total population. The largest numbér
31T OAEO ET 211 ATEA EO ET "EET O jWPYZ DAI
(Census of Population and Housing011), which together form one
ethnographic area. After the Second World War, the number of Slovaks in
Romania started to decrease. For exple, in the interwar period there were
more than 12.000 Slovaks living in Bihor county and by 2011 the number had
halved.

&EC8 X8 311 OAEO &£O01i 3al AE Al O1 OU

4EA 311 OAEO EOT I "EETO AT A 3al AE AAT A
potash (raw material usedo make glass) from the end of the 18th century.
The Hungarian landowners (Baranyi, Banffy, Batthyany) promised the Slovaks
a share of the land they had cleared in order to set up farms, wood to build
houses and a certain wage for their work. This offeroapled with the
devaluation of the currency and poor harvests in the area of origin due to
AOT OCEO AZEAAEI EOAOAA OAOOI Al A1 08 | +OEOQEEA
Slovakia founded the village of Budoi in 1785. Within 100 years, the number of
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Slovaksin this region grew steadily, so that by 1890 there were already 7990
Slovaksinthe BihoB 41 AE AOAA8 | 3EOUAEUh IVYiPQ
The Slovaks brought from their places of origin a cultural baggage that
they still keep today; we refer to language, religion, culinargcipes, customs,
clothing, traditional songs, etc. In this paper we will focus on the customs
OAT AGAA Oi AATAA TAAAOETTO EI OEA OOAA
as described by the informants with whom we collaborated.
During the field regarch, | was warmly welcomed by my interlocutors,
as | had the advantage of knowing the Slovak language. In addition, the
NOAOOEI 1T O7ET OA AOA Ui Oedo AI EAEOAA DI (
done field research in his native area and had performetivarious community
events for more than 20 years. | conducted interviews in four villages (Budoi,
6 AT AA #A0O01I OEh &aCcAOOh (OOA - AOAAQ xEC
During the interviews we also obtained old photographs from the
personal archives bthe interviewees. This visual material was complemented
by the method of observation and archival work in Matica slovenska (a cultural
institution in the town of Martin, Slovakia).

&EC8 T8 311 O0OAE xI1 1 AT &EOI I 34l AE
(Photography obtained from Maica slovenska archives)
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The reason for choosing this topic is that, in Romania and Slovakia, in
the field of cultural studies, not much scientific research has been carried out
on this aspect of Slovak rural life in Bh& a1 AEh xEEAE OAOAAI O
information about the relationship between marime-space, as it is
understood in the traditional collective mentality.

DANCE OPPORTUNITIES

The village dance (hora) followed unwritten rules, and there were
clear and precise instructions about where, wheand how to perform it. Also,
the main players were chosen according to certain personal characteristics
such as intelligence, gender, social status.

The most important prescription was the prohibition to organize
parties during fasting and to participate ri the village dance during the
mourning period. The majority of Slovaks in Bihara1 AE AOA 211 AT #AO
which means that they keep two fasts during the year: Advent (Christmas fast)
and Lent. The beginning of each fast was marked with special eventse T
feast of the entrance into Lentthe & A H E-fvas Ghare complex than Advent,
both in terms of the customs performed and the duration. Th& A H Eldsted; U
three days, unlike the feast of St Catherine on 25 November, which marked
the beginning of Advent

Other occasions for organising dancing parties were weddings,
baptisms, going to the army, pigutting, reaping, grapepicking, big religious
holidays or the village hora on Sundays after religious servicde party
started in the afternoon, then it @&s not like now that the party starts after
midnight. Then it started when it was still light. After the mass, young and old
would gather, husband and wife, bring a bottle of wine or a bottle of jam, some
doughnuts or a cake, and they would all get togettend have fun(Pavel
Fatura, born in 1954, Valea Cerului village)

Parties linked to the cycle of family celebrations or field work were
organised by family members and were an occasion to show the prestige and
wealth of that lineage among the communityThe village hora, on the other
hand, was organised by a group of unmarried young men; they hired the
musicians, collected the fee, organised the party and made sure that
everything ran smoothly and without scandal. From this point of view, the
vilage dand xAO OA OAA1l AQAOAEOA ET DAOOEAE
opportunity to show off, demonstrate and evaluate the organisational skills
I £ Ui 6l ¢c PATPIA AOPEOEI C OI A 1TAx OOAOA
(Dejeu, 2012)

The most complex parties were theveddings, the& A H E, §dingikto
the army or the Sunday villagkora, because musicians were also paid at these
events. Then the musicians played the violin, double bass and viola. Only later
did they start playing the accordiofKristina Faturova, born 961, Huta Marca)
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In the old days they used to play the zither, there was an old man who played in
the village and we used to dan¢@nna Bigasova, born in 1945, Budoi village)

On the other hand, it was not customary to hire musicians at
baptisms, harvests, grap@icking, feasts or pigcutting. If we cut the pig, we
AEAT 80 AAI 1l [ OOEAEAT Oh TAEOGEAO AO EAOC
smaller parties, only with theafnily and neighbourgTiberiu Furik, born in 1937,

Budoi village)

The venue for the parties was the house, either that of a wealthier
householder because the space was larger, or a new house where the land
had to be tilled, in which case dancing also pky a utilitarian role. From the
second half of the 20th century onwards, the location of parties began to
change with the construction of cultural centres. Nowadays, these events are
held either in village schools, restaurants or special halls, and the bet
allocated is much larger.

The entry fee did not apply to all participants, in some villages girls
were exempted from paying, in others the amount paid by girls was lower
than that paid by boys. But there were exception$never paid, the boy always
paid for me. (...) If only God gave all girls as much luck in dancing as | had! (...) We
AEAT 60 ¢iI ET OEAA8 4EA AT UO xAlT OAA Oi
AAT AAA )81 1106 CiEIC ARAAGOA ) Aii180 I
have to pay. .(.) Who wants to dance, has to pay for the dancddsiliana
Labajova, born in 1934, Valea Cerului village)

The villagehora had various functions; it was of course a place of
entertainment for the villagers, but it also played an integrating role in the
community life of the village. In addition, this party was the place where
information was disseminated, being a local gazette where public opinion was
Al Ol AAR8 )0 xAO Al 01 OEA DPAOAAAO 1 AAA
ritualised practice with a premarital ceremonial function, marking the most
important social context in which young people, belonging to a certain age
cCOil 6ph DOAI EAI U AEEZEOI OEAEO AEI EAAO «x
(Dejeu, 2012) The village dance became an opportunity itepdhy the qualities
of girls and boys with the aim of marriage.

In general, the young and the old danced separately, the older people
danced more quietly, while the young competed in moments of virtuosity. Old
people were not active participants in the dnce. They would put a row of
chairs in the house to give the old people a place tdlsitstina Faturova, born
in 1961, Huta Marca villag&he women would sit in a circle and start: And which
one is that? Whose is she? Look how beautifully she dancg3hat onewas
praised for spinning the hardest. (...) And the skirts were jumping up. (...) Men
AEAT 80 AAT AA AU OADPDET C O@ubaBaLab@dvA OR 1 ]
born in 1934, Valea Cerului village) We note that dancing was also a mhark o
identity, a way of distinguishing oneself from other nationalities living
together.
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The privilege of dancing next to musicians was reserved for pairs of
young people with a special flair for dancing and singing, and was a sign of
pride. | was always nexb the musicians, but not just anyone could stay there,
only the best. | would also tell them what song to play. Every girl wanted to

AAT AA xEOE 1T Ah ) AEAT 80O ETT x xEEAE IT1TA
upsetj * T UAAZA &OT EAh Al @) ET IYYWh &A&4CAODO OEI
4EA 110600 pPIi Ol AO AAT AAO xA@@aOeAOAAH

czardas-i T OA O1 1 x1 UQ Al A Gfadter),GaoEvihichace | EOI DEI
dances for couples4s EAU AAT AAA O&é6AOAAA T A AOA EOI EUL
Hungarians. They clapped their handsapped their fingers, stamped their feet
and shook the house. There were also boys who knew how to stamp their feet,
oi, oi! (...) And the women, who were haughty, clapped their hands. The girls had
handkerchiefs in their hands, all these actions wegn ©f pride. (...) They all
danced together (...) They tapped their feet, sang, wiggled their fingers, clapped
their hands. Oh! my people knew how to have fun back th#def Frnka, born
ET YYWh &4&4acA0OO OEI T ACAQ
O$1 Ei 1 A6EAS | Elladancddetemly fedorie®byAl A A A
unmarried girls when the musicians took a break from playing. This dance was
not only an artistic moment of joy and entertainment, but also had social
connotations. The unmarried girls wanted to show the boys that they could
sing and dance beautifully, but especially that they had beautifully sewn and
AT AOT EAAOAA Al 1 OEAO8 Os$i EIl AéEA6 DPOI OEA
girls to show off their qualities as good housewives and future wiveBhe girls
sang and danced likdis in a circle (...) They walked around the house dancing
together, holding hands, from one end to the other. (...) Meanwhile, the boys sat
down or drank or went outside to smoke. There was always one girl who was the
leader, she knew how to sing moredutifully so she would start the song and
the others would followherp * T UAZ & O1 EAh AT O1 ET IYYWh ¢
Those who did not respect the unwritten ethical code of the hora
[dance] were sanctioned and removed from the event by stopping the dance
and performing the march:There was a girl here in the village who danced and
sang very beautifully. There were boys fighting to invite her to dance. And there
was another girl who always stood in the corner because no one invited her to
dance. And she gotad and went and brought piss from the cows and sprayed
the other one. This one cried and ran home. Uh, but then all the boys took the
one who sprinkled her, sang the march, sent her home, and she got some feet up
her ass(Juliana Labajova, born in 1934aMa Cerului village)
The organisers were responsible not only for removing people who
tried to break up the dance, but also for keeping the party on tim&he signal
for the end of the dance was given by an instrumental tune called a march.
The person wb paid the musicians knew until what time they were playing.
When the musicians saw that it was getting close to the end of the dance, they
had a tune to end the dance. Before that, they would play such a good one to get
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everyone so wound up and tired, thehey would play the march and then the
violin player would take his fiddle under his shoulder and run out among the
people. Often the boys would go after him to ask him to come and play a bit
more. It happened that he would return, but usually at midrtigfe party was
over because everyone had work in the morning on Mong&aystina Faturova,
born in 1961, Huta Marca village)

THE CARNIVAL BEFORE THE ENTRANCE INTQ &ENE ) !(Sk), 9
& A 2 ¥ (Ro)

For the case study of this article, we have chosen t#EA H EféaktC U
because of its complexity. During the field research, we obtained from
&OAT ¢ EOEA &OTET OU j AT O ET =TYodzXq AOII
OEEO AOGAT 6 AT OEOI AA O&AHAT CEh AZEAHAAT CE(
were sung,in the archaic local dialect of the Slovaks from Bihera1 AEh 11 O
the literary Slovak language. Theodor Constantiniu did the music transcription

of the song to whom lam very grateful.
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30A0A ANAEEE Pl AéOh LA OA DPAOEOEAE(

AEA T1 A O1Ti AOOEAA CEOI O AOU OEAO O

happy to be danced.

There is also a specifi& A A EgoénCthat refers to the dimension of
OEi Ah Ol OEA ATITETC | £ -ExBéBdmgoralAT A ¢
relationship: &« AHAT CEh ZAHAT CEh 6ATEA .1 A POE.
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FHEAT CUh %AOOAO EO mmm@M@me&p&on EAO 1
xEl1 AA ATT1T A8 'TA ) Ai18060 EAOA T1TAR )di

yé1i1 ¢i 1066 0 PAOODOOAsSQg j*O01 EAT A |, AAAEI

The lyrics of thesong and the poem metaphorically describe the main
characteristics of & A H E Ah thé)one hand the dimension of time (the
& A H E-Bakt€ Welationship) and the cycle of nature, on the other hand
abundance and excess in terms of food, dance and partyifdnis feast began
on the last Sunday before Lent and lasted until midnight on Tuesday. Any kind
of entertainment was allowed on this secular holiday, without restrictions. For
three days and three nights, the villagers rejoiced together, ate special dishes,
danced, sang, played various games, they were not allowed to sleep as they
took advantage of everything that was forbidden during the Easter fast that
began on Ash Wednesday. To make sure that everyone really respected this
tradition, some boys would go fom house to house, and if they found a man
sleeping at home, they would shave him insymbolic funny way, disgrace and
punish him. (Roza Bejdakov4, born in 1929, Valea Cerului village)

The world was turned upside down, being understood in its comic,
sometimes even ironic aspect. Everything became a game. Satirical texts were
OOOAOAAR OEA OEIT1AOCEIT 1T & OGEA Aiii1 01 EOU
were allowed to be unleashed, everyday taboos were violated and sexuality
exacerbated. These days were call Blaznivé dni (crazy days) and were in
contrast to the commitment to virtuous behaviour of the fasting period.

During interviews, informants stressed the noreligious nature of the
holiday: It's not about anything, not about Jesus Christ, not about Wiegin
Mary, not about God. It's a holiday invented by people because the merriment
ends and the fasting begins. That's why three days in a row there is singing,
dancing, drinking, eating. Then from Wednesday it's quiet everywl{éutiana
Labajova, bornin 1934, Valea Cerului village)the past, they used to walk with
$1 01T OA AO &AHEAT cUh 110 1T EEA OEAU AT 11T x
ET &AHEAT U8 /11U OEAT AT OI A OEA AAOGEI O
church. They walked arounich ugly masks like that, children were afraid of
devils.(Anna Bigasov4, born in 1945, Budoi village)

) 1 iTO00 311 O0AE OEITACAO EIT "EEI O Al
indispensable element of this celebration. People bought ragged clothes in
order to make peopk laugh, to impress, to frighten, by doing various crazy
things and jokesSuch a hat they made with ribbons hanging from their hats, so
ugly did they dress that they gave us a fright! My friend and | ran into the shed,
and the others got under the bed. atss how much they scared us! That's how
they disguised themselves so we didn't recognize th@uliana Labajova, born
in 1934, Valea Cerului village) In the village of Budoi, drag masks were
recurrent, men disguised themselves as women and vice versa.m8o
interlocutors also mention the presence of zoomorphic masks. Under the

Qu
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mask, man manifested himself fully, leaving behind all the constraints of
everyday life.

yl OEA DPAOET A AAOxAAT #EOEOOI AO Al
theatre plays that were p@ £ Of AA. AOOET ¢ &AHEAT cUh A
these plays in other villages. On Sundays the play was performed in their own
village and on Mondays and Tuesdays in other villages. The teachers rehearsed
with us, they taught us playgKristina Faturova,born in 1961, Huta Marca
village)

The feast was also a time of reunion, of time spent together, of
celebrating. Cooking and eating together created opportunities to strengthen
social relationships. The typical menu for this feast included mainly meat
products, i.e. those foods that were forbidden during the fasting period@hey
ate meat jelly (aspic), sweet bread; on Mondays they fried horade sausages
with eggs. Everyone gathered and brought wine, flour, eggs, for three days they
ate and drank together(...) The house was full, there was singing and dancing.
(Juliana Labajova, born in 1934, Valea Cerului village@ryone brought what
they could: palinka, sausages, bacon. They played cards, they played the Mill.
(Kristina Faturova, born 1961, Huta Maredlage) The party lasted three days,
and we had to cook for the musicians. We, girls, used to get together and cook
for them because everyone brought something from hort®nna Bigasova,
born in 1945, Budoi village)

While the musicians rested, the girlsahced in a circle and sang a
capella. There was no silence at the party. Unless there was vocal or
instrumental singing, those present played various games. The most popular
ATA xEAAODPOAAA CAI A xAOTHRY hAld dach ethedih 6 | A
a chan like a little train, and the one in front was the Duck who had a whip woven
from hemp. They would sing and dance like this in a line together and when the
last in line was close to the Duckling, the Duckling would suddenly turn and hit
the one who grabbe him. The one standing at the end of the chain already knew
what was awaiting him, tried to dodge, pulled away quickly, so the Duckling hit
another one.(Kristina Faturova, born 1961, Huta Marca village) The stakes of
the game were to escape without beindpit by the Duck.

Tuesday evening was rich in customs, marking the end of e HE AT C U
The rites before Lent also developed around the main ceremonies of human
life. One can identify the time of the funeral parody: on Tuesday evening
before midnight the double bass was symbolically buried, a sign that during
the fasting period the organization of parties and the performance of secular
songs was forbidden.

4EA T AT xAT O &£01i EI OOA O1 EIT OOA A
they could not dance during the fastThey would take their nails, hammer and
pliers and symbolically shoe the womenSome would run away from the
shoeing, others would join in the game and shout that their feet hurt. Two boys
held the girl, and two others shod her. One of the boys had &dias which
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they collected eggs from all the houses they had been to, and at the last house
they stayed longer because that was where they fried the eggs and ate them.
(Roza Bejdakova, born in 1929, Valea Cerului village)

In turn, women used a splinter ath snow and symbolically shaved the
men so that they would not shave until Easter, unshaving being, in the rural
mentality, a form of fasting or mourning.

Typical Tuesday customs were intended not only to mark the
beginning of the fasting period, but alsahe beginning of a new cycle of
nature. The following rite is practised to stimulate the fruitfulness of hemp,
and is associated with a community efficiencyDn Tuesday at midnight we
women sowed hemp; we took water and sprinkled it on the people and ¥8ag:
sow, we sow hemp, hemp to grow like the fir tree, the fir tré&nna Bigasova,
born in 1945, Budoi village) This ritual dance was meant to ensure the richness
of the hemp harvest, so necessary for making clothes.
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We note that& A H ErAodbildéd a wide range of ritual practices, but
these are now in danger of being definitively lost and forgotten. Some
customs, such as sowing hemp, have lost their usefulness and are no longer
practiced at all. Others have changed @uo the modernization of society.

Nowadays, the& A H Eié del€bthated only sporadically, the character
of this celebration has lost its original connotations and the customs
performed have been simplified. Th& A A Erollo@yer lasts three days, but
onlU TTA AOGATEIC8 ! DAOOU EO OOOAIIT U EAIA
house but in specially arranged places (cultural centres, restaurants). The
customs of the old& A H E dah @bl be seen at specialised festivals where
they are performed by memiers of folklore ensembles with the help of
choreographies.

CONCLUSIONS

We notice that during these three days o& A H E, Ahle @illagers
rejoiced in different ways: dancing, singing, games, jokes, carnival, plays. The
main rule was in fact the absence otites, the renunciation of the constraints
of everyday life. People took advantage of everything that was forbidden to
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i6o ETOI OAAI 1 EZEA8d |j"AEOETRh zVooq
Ritual dances were alspracticed with the aim of bringing abundance

and rich harvest. Women were the main actors of these customs with magical

OA1 OA Ol ET £ OAT AA OEA UAAO8O EAOOAC
protagonists of organising the actual parties. The three days @&dsting gave

young people the opportunity to show off their skills and win the admiration

and approval of their elders.

Both the & A H E @il thdJvillagehora [dance], in general, brought
together all walks of life to have fun together, to share moments ¢dy. It was
a moment of communion: dancing, singing, eating together. Precise rules
governing the way in which the games were played could not be broken, lest
the community condemn them.

Nowadays, the & A H E Anld @he village hora [dance] are just a
nostalgic memory and have been replaced by modern parties. Folklore
ensembles are among the few keepers of these customs, which they perform
and promote as choreographies at folk festivals.

OEAi AOOET ¢ OEA AEAOO8 O, EAA EOOAI £ AAI
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31T OAAEE AE1T "EEIT O HE 34l AEh [T ET1T OEOAGLC
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INTRODUCERE

Slovacii sau stabilit pe teritoriul Roméaniei actuale (in special in zona
deVestal AOEEQ y1 OO0i a4 AO PAOOA TXxP AA AT E
migrare, inceput in secolul al XMIlIAA HE ET OAT OEEAEAAOD §
asecolului al X AAh AO AGEOOAO Al 1T OEAAOAT OA
AATTTI EAah AAO HEOCEAAOURE EMAOTIBEERAAOABI
a0l 1T OAAETI 1T O PbA OAOEOI OEOI 211 YT EAE AA
AAOAAUAa AET AT O1 Qo8 #A1T A [T AE OAIl1l
21T YTEA | AA 1T 0I-A0 ARAUVAGOEIDT OEQAOGh I
- AOAT OOAHR HE " Q2004DET A8 | £O0OAEAT EI

17 DPOAUAT Oh AT 1T A& Of OAAAT G4ai Y1 601 C
sYyswxeo AA Oi 1 OAAEh AAEA4&4 PhPwQbp AET Ol
Ol T OAAE AET 211 YTEA OA A& a vyd 11ADAAT A
persoane) Q AAAT Gai Y1 OO0I 0Ol POTRI XA E AREA | | IAR
Al O AAUa 1T OET cO0Oa Ul 1A AQTHICGAOMA AEAGMST E
T 01 40061 Oi 1 OAAFITIAGDOB] Oal ICAIAERA 8A $A Ao
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Fig.131 T OAAE AET 3al AE

-TOEOATEA Al ACAOEE OAI AE AT T100a yi £AA
AARAGOOE AODAARO Al OAMIBEE GAMON GEA 00 A IOKGA
Ei BT OOAT OA AAdmp@d® AOEOAT BAMAI IAOI  AOOA AA
i AT OA1l EOAOAA AT 1 AAOCEOa OOAAETEITT Al as8

AAAOOI AAOAAGaOERIEIOG AD GAOAICHAaAIAA
1TAOOT OEh AAT AOAAA Ai AOOO AOAT OAEOI
OO0A A AKOREA ArsGiEde OY HOEOT OAKRAREE DI UEOQ]
OAOCal AAAOOAAAOAAOGAOA AA ceharAadiessd UTT A 1
AOGAT ETI AT OA y1 AAAOOI AT i O1 EG4aTEE | AE A
in patruOAOA " OAT Eh 6A1T AA #AOOI OEh &&acCcAOO
dintre care cinci femei.

1T AAAOOI ET OAOOGEOOEI T O Ai TATEI OO 1t
personale ale interlocutorilor. Acest material vizual f@st complementat de
i AOGT AA 1T AOGAOOAT EAE #®E AA [ O1 AA AA AOEE

Z A oz oA ~o= s oA oA~

i E1 OOEOOT EA AOI OOOAI & AET 1 OAHOI - AOOET h

0

— m

> =
<: I>|
e O/ —)
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Fig.231 1 OAAa AET 3a&al AE

(£l 01 COAEEA | idlembtiCeGlavensih 1 A AOE
31 1T OAAEE AE1T "EET O HE 34l AE AO OA
I ATET AOAA bl OAOGAE | i AOA Odfidki) Boedaidau OOE |

OFEYOREOOI  Ofed iGiofd mé&yHari Mdtifundigsii) Bananyi, Banffy,
Batthyany) eAO BDOT T EO O1 1 OAAETI T O T DAOOA AFE
AAEOERAOKRED LT OBODABA Ci ObirA4 GF AR OIODIET A
oAT OT EOC4a O1i1 Aa DPAT O60OO 101 AA AAPOOasS
AAOAT T OEUAOAA 111 AAA&demrgineQdatAraté dodkteiA O /
AO EAAEI EOAO AT1TTTEUAOAA8 j +OEQOEEAR T

Slovaciei centrale au fondat satul Budoi in anul 1785.dmtrinterval de 100 de
AT Eh 101 a001 O11 OAAEIT O yI ARA A A@O4E AOA(
erau deja 7990 de slovaci in zona Bik®ra 1 A UAEUh YT P

=0
311 OMDE BAARDD AET A AR T OECEI

|
DpaOOOAAUa HE yI OAU TA OAEAOCEI 1,
yi AOaAai ETAOAGOAMEITEAA AT A AOA8 1T AAAO
AT T AAT OOA PA T AEAARAEOOEI A 1 ACAOA AA T AA
"EET O HE 34l AEh ArA AOI AO ml 00 AAOAOE
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OCAZII DE JOC

Jocul satului respectare®l E 1T AOAOEOAh AGEOOAO ETAE
y1 1 Acaddboa AO 11T AOI h OEI POl HE 11AO1 AA
DOET AEPAT EE AAOATTE AOAO Al AmrE y1 4&O1 Al E.
AO EE EOOAT Ei AAh OA@OI h OOAOOODHI O1 AEAIL 8

CeamhE Ei PT OOAT 04 POAOAOEDPITI EA AOA ET OAC
y1 OEIi Ol Dbl OOOOEIT O HE DAOOEAEDPAOAA 1A
Majoritatea slovacilor din Biho8 a1 AE 001 O AA AROCEAEGBAHA
# OaAEOT OIl OEq #®E bPi 000l 0AROAT T 08 _1AADPA
AOGAT Ei AT OA Ob A A AG G480 E3ka YA 4 & Io@ddk@e 00 AR OAT ¢
i AE Al i bl AgaoiAAAYIOOEA AMMOAM EOT O1 ABOMOYO
I AEAAEOOET A AAABORADRAEBAh& aFOWGAT €61 AT ET AA
AAT OAAEOA AA PAOOAAAOAA 1 OCAT EUAO4A DPA TX
ETAEAA y1 AADPOODOI DI 60601 6E #04aAEOI Oi OES

1T OA T AAUEE AA EI A AOADO bPhAeBOAMAAOEI A |
AOi AGah OAEAOOI DI OAODOEDEICAGR OEAROIRM UAQI
OAOOI OE AA AOI EIT EAa AbObPa Ol GetedereadDAl ECET /
y1 AAPAIAAGDODAAODT AE 1T O AOA AA AAOI Aa yi/
11 Pl EES AROARAARYyJA yi1Aa AOA 1 0iET as $0ba

AaOOYTEhR O11 AO ODEERA ABEOCEROAAAOPAVBRA
AT UTTAA HE OA AAQIOAMDADT TeFAOCHBDAGA T ABAOOA G
Cerului)

Petrecerile legate deAEAT O 0&aO0A&a Ol OEI 1T O AA [EAIE
AYi pO1I OE AOAO 1T OCAT EUAOA ocdzik del ADAOBE A£EAI
DOAOOECEOI HE Aical EA AAAI OE 1T AAI g1 oOvi
AOA OYI AGEOGa AA O1 CcO0Ob MO ADUEIAGE 1T EER
OO00OYTI CAAD OAOA AA DPAOOEAEDPAOALh 1T OCAT EUAOD
AAAOOCa £Fa0Oa DOI Al AT A OADO OAAT AAT 8 S$EIT A
OAPOAUAT OA nAAAOGAOAOA AwkiOpaHitipatize, AA 1 Al
constituind AAT A DOET AEOOE AA AOAIAADMAA EAOKITIEN G GiX
i OCAT EUAOT OEAA A1 A OET AOEI T Oh AOPEOAITTE
Aabaldi OETE8S8O j $SAEAOh TP=ITQ

#A1 A 1T AE Al i bl AGA PAOOAAAOE AOAO 1011
sau hora satuluid A OI ET EAah AAT AOAAA y1 AAAOOI A
OT AT ETE HBEOOGTOAEAAUERBAT T EE AYI OAO 1T A OEIT A
OYOUEOh A0 y1 AADPOG +@& ODEN GA &HAD OIOA ONAT DAR
Huta Marca)Mai demult se cantale EOAOah AOA O1 AadoyYil AAO,
dansamj ! TT A " ECAOI OUh T a4a0A0064a y1 IYoeXh OAOD

1T OAEEI Ah 1T A Al OAOGOCAOBAABDEIRA #AUZ
O4EAOOI bl OAOI OE 1T O OA THAKI OFAE Oa BIAOADI
cEAT Ai 1 OUEAATTER TEAE 1T A OAAAOE®R 1T EAE 1

y1 AAIEl EA4BEABDOOARGEEES] 4a0A00 yi sVYQh



, TAOI AA AAOAE&AAROOAOA Al unb AcSpodad A OE |
i AE y1 O04aO0EO AAT A&d ficloA DOAT EODA APA AADB
AaOOAEO bpaivyYi 001l h y1 AAAOGO AAUh AAT OO0I

aAl OA E O beaoldi@ XXed locul petreceriioray T AADPOO O0a OA
I AAOa AO AT 1 OOOOEOAA A adcdste Averin@ntefs®i OO0
AAOEaRTI AOa AEA y1 HATTEIA AET OAOh KEE/
alocat este mult mai mare.

4AA AA ET OOAOA 10 OEUA OITE DBAOO
OAOOEOA AA bpI AOah y1 AMAROAA AMOAE OaAE |
AAA AAEEOAO4a AA EAARAOOED ABEOOADQED & A
i ETA y1 01 OAAAOGT a&a bl aOAA EAAET 001 8 | 88¢
TTOTA y1 AAT O AdOI Ai AOGOO AGA GESES s EA
AAT OAUA BE 14 OOOECAOYd 5¢A 3AI AEEA EAE
$A0 AO HOEAI Aa TEAE 10 OA £E 1AOI EA
bl a0AAOAa DPA} BODEAABROABARAAGADHUR Tuip OAOODS

(1T OA OAOOI OE AOGAA AEOAOOA EO1T A1 EEN
DAT 00O OaObATER AAO y1 AAPI ET AA s&di. 61 Ol
1T Pi OOh AAAAOOA&A bPAOORIALIOAI AIOCRAE 1111 RO A£E
al T AATEDAT BE &I O A 1T PETEA DOAI EAas $A
DAOEAAOGA AA y1 OvOAKEORAA A EG ROEH U AOHMa nA O
DOAT AOCEOAT ah 1T AOAYT A Ai1 OAgOOI O1 AEAI
parte dintri AT O EOa QO&dBDayHE AEBPOI & DOAI EA
AT T OOEOOEOEE O1T OE 110 10AI AO AT EI EAT
prilej deexpunereaA A1l EQ4 1 El EDAEHAORI T © ®E AAT pOI

1 CcATAOAT h OET AOEE #H EEGBYOOAE EJAIEEC
dansau mai domol, pe cand tinerii se intreceau ih momente de virtuozitate.
| AT ATEE AAOOYTE 10 ACADIBANAMOBAEDMAGEE O
OAAOT A Oa AEA4a; PDEAOHIOA LAAOCOCIT GER 1 4C
Marca)FAT AET A O0O0aOAAO y1 AAOA HE y1 AAPAAC
AFOOI T O AAAGAAUSOMA 1 Aa0AAO0 AAOA OA §y1 0OYC
O4a0AADd y1 0©OO08 j888Qq "aOAATEE 106 OA A
i *O1 EATA |, AAAET OUh 1 &GVORGRO &yi1 AZAY YAAR GsA
reper identitar, omodalitate de aO A AAT OAAE AA Al OA
conlocuitoare.

Privilegiulde @A AT OA 1 YTl ca | OUEAATTE AOA OA
AO OAlI AEGaAaWE ARI GAA AAT OAAEOAh AEEBET A (

01 6 OEiIi POI AOAI 1vyYica 1 OUEAATTE AAO
AOTE8 %O 1T A HE ObPOT AAI AA T AITAEA 0Oa A
1O I AE HOEAI AOQOuskAupehd OAUAALT OAUBAIDAT 4 O
&acAooq

#A1 T AE 1010 OA AAT OA néAOAAR T A A
ARAUAOQ HE n Aimai épld) Bink@l® find dadsuiOde @erechi.

$AT OAO néAOAAH T A AOA EGHEB HEAOAMD KO
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bl AT AAO AET AACAOARh AaOAAO AET DEAET AOA

HOEAO O0a OA AAOa PA DEAEI AOAh TEh TEA j8
DAl I A8 &AOAT A AOAAO AAOQOEOOOHACEITj 8&8@h4iC
AAT OAOC yi PpOAOGT & j888Qq "aOAAO AET BDEAEI AO,

DAl I A8 6AEA888 HOEAO; 6 UAAE APDDBEAAURADADA
&4aCAObQq )
n$l ETT1AEEAO jy @cg@lﬁmp; N @tatAII@génﬁeral(:dé' A AI 0

EFAOAT A 1T Al aOEOAOA AOOTI AE AYT A 1 OUEAAITTEE

16 AOA AT AO O1 111 AT 6 AOOEOOEA AA AOBAOOE

Oil AEAT A8 &AOGAT A 1TAI aOEOAOA OI EAO 0a AAI
dansafrumos,daf AE Al AO A4 AO EAET A AOOOOA HE AO
I FAOAA AAAOOI DPOIT PEAA y1 AAOA AEAOAT A T1TAI
Ci ObpT AET A BE OEEGDI AOAYT AABOHEBAAT OADO AHA
DOET OI A0a AAOA ADAYAA yIODOMGRIOOGET AT (
i888qQq _100A OEi bh AZAAEI OE 00aOAAD ET O OA
i AOAO T &EAOa AAOA AOA 1 EAAOh AA HOEA 0a |
AAT AT Al OA QA TIUBMD &OPEADTXXRBOADOHCAODQ

#AE AA 1060 OAOPAAOAO A1 ABI AOGEA 1 AOGAOE
AA T A AOGATEI AT O POET 1| POEOAfdstaitiinisdti OE HE
o£AOa AAOA OAOA EOOI T O AAT OA thtield YT OA8
AAT 08 MEOA OBAGa AAOA O1I O Omingtdlhdadsda OAA § 1
¥ Faefervat, A AODAGE BERAOI &tpitA A DIARA AGAAR] ©A 8SA
abl YT EOEGEOAAAAOCA8 .1 Ah Ilokdcedchresiopi®i T E AEAAE
0,iAO AYT OAO 1 AGHMEEE FEORAHEOT EHuenaDEAET AOR
, AAAET OUh 1 40A0606a y1 zzYYyoh 6A1 AA #AOOI OE

| OCAT EUAOI OEE AOAO OAODPI T OAAEIE 106 A
AAOA y1 AAOAADO O0&a AAOOOAiMmplui Bd iickelele a AE HE A
petreceri. 3 A1 T A1 81 OAYOHEOOI OE EIT AOI OE AOA AA
T O ECa# AIAORBOA O1 Ai AA 1T OUEAATTEEh #HOEA DY
i OUEAATTEE Aa OA APOI PEA 1T OA DPkeBA4AaOEEhR A
AOOA AYT1 OAO ArA OT A AdBi a 0a OA y1 OYOOAAO
AAOA AY1I OAO 1 AOr HE ADPI E DPOEI A#Ol yHE 1 O.
AEAOCaA8 $A 101 OA 1T OE1 1 DOBRAOOAAARBEOBET AGD
DOT®HOAB AYT A OAT AAR AAO AA TAEAAEh T A [ EA
1O0TE OITE AOAAOD jAROEICEED R A ORI EUAATI 8480 A C
Marca)

&A2¥! . "5,
0AT 60O OOOAEOI AA AAU Al AAAOOOE AOOE.
AAOT OO A Zidal EE AAAOOAEA8 _1T AAAOOI AAOA

I'A &OAT éEOEA &OTEI OU AET OAOOI &aCAOO A
ET OEOOI A0 n&aOHAT &h GAOEAI d6d ADOOBOEIA C

graiul local arhaic al slovacilodin Bihor3 41 AEh 1T 0 y1 1 EIi AA Ol



Fa - San - gi, fa - S8an - g, fa-8%mn - go - ve ¢a - si, Zed -1l
QL- i C — 3\)—i‘ t 1 1 |
" pa— st —— C— | =
© sme sla - ni nu, aj klo - ba - =i ©
1) IL, 111, IV 2) I, T, IV 3) 11, I11, IV
i " Fig.3&AHAT CER EARAT CE
&AHAT CEh AAHAAT CEh AAHAT CI OA éAOE
&abmh &aOHAT Ch OOAI OOE AA &aOHAT Ch
AY Ol Al EE
&AHAT CE OA OOAT EAh OL OA DPAT AOOATE
&aO0OrRAT ¢cOI OA PEAOAAh 10 OA 1T AE y1 O
OAOOOOa j1 0 AAT OAAuaq
30A0A ANAMEEA b MGEOGEAE¢ Oh 11 AAA OA
&AOAT A AaOOYT A pPivYic Aa 10 OA OAOGO
dansate.
PEOOA HE |1 DI AUEA OPAAEAEEAA 1 A [ac
OEi pOI OEh 1T A OAT EOAA M®MAOEA a®HAGELEHRGHEC EhA
AAHAT CEh 6ATEA . 1T A POEANAK EAIT DMDAAIAL EI

OAE OOAOAI h DOEANA OFHMO COA HEA@AK ADHEA @I g
AT ET Ah yE OA A£E AOEGC8 ¥E AOET O Al EA D
PpaoOAOO8q j* Ol EATA , AAAET OUh 1 a40A00a yIi

6 AOOOOEI A AYl OAAOI OE #®E Al A DI AUE!
DOET AEPAT A Al A &mAOHAM CAEOEY OBA AAA OIE|
&aORAMHOEQ HE AEBMIGH 8 A0 EABAROTEARATARA HE
DOEOAROA 1 Y1 AAOAAh AAT 001 HE DAOOAAAOA
AOi ET EAa AET AET OAA D1 O0OOI OE O0AHROEITO
AAAOOI AAAOOAE 04a0OAal0il OBODABREERAOAAOA
4Ei B AA OOAE UEI A hE OOAE T1DBIER 0&aOlOA
Al AGAh AAT OAOh AY1T OAOh A4AAAO AEAAOEOA
AR OI 0 AA OOI A O0a 1A E£EA EIT Okepeac®d DA |
- EAOAOGOAA #A71 OrEE8 OMAARDOON GIA EA GEAQOEO
OOAAET EAhRh AYT EOA AAAET OE OI Al A6 AET A
AAAOGa AT Oi ETAh yH AMROAGORRAIOA. (EADRAAR
"AEAAET OU0rh192b, &8 @erdlui)



, Ol AA AOA y1 01 A0Ga PA AT Oh AEEET A yi11AI
AEEAO EOITEA8 41 001 AAOGATAA O1 EIT A8 3A
TAal AAOAA TTOiATT O T1TAE#®T OEOGA AT A Al Of
T Aalt@dA@BRAI 1T O AT OEAEAT A HE AGAAAOAAOAA O
I 61T EGA "1 UUT EOGI AT E jUETA 1TAAOGI AQ HE AOAC
OEOOOT Aba AET DPAOET AAA P1 O000OI OES

Tn timpul interviurilor, informatorii au subliniat caracterul nereligios al
O 4 O A aND & degpie gimic, nici despre lisus Kristos, nici despre Fecioara Maria,
nici despre Dumnezeu. B OA 4 OT AOA ET OAT OAOa AA 1T Al Al
HE y1T AAPA DTOOOIQT$AOAO®XEO@@A9AUEAKO&

[ al vi Mapd E# sAA 1T EAOAOCOE* QN HAHTAE A OMA ABFA Q0 41
1934, Valea Ceruli) AE AAT 61 6 Oi Al AO HE AO $i1 Oi OA A

AAOGI AA #O4aAEOT h DPAT OOO Aa $OAABI AiTilAr

AOAAEEh AAO 1 CAADAABGEORBEAGS8 BAAODADO AHA

temeaudedraci ! TT A " ECAOI 6Uh 1T a4a0A004 y1 =IYoXh |
T T AET OEOAOAA OAOGAIT T O O11 OAAA AET " E

ET AEODPAT OAAEI Al AAAOOAE 0O0&aO0OAaldic®E8 / Al A
scopul de a starni rasul, deiepresiona, dle @ ODAOEAh Z£aAYT A AEZAOQE
gume.! HA HAPABA A® AO PAT ClIi EAE AAauAOYOT AD
yI ACaAAO AdDAED AayClIAO TEA POEAOAT A 1 AA HE

EAO AABI AACEO OOA pPMIO8OHAMOAE MR ARAWAE AN 1
mascatdenuramrecunoscu& * Ol EATA , AAAET OUh T 40A004a vy

1 OAOO1I " OATEh 1T aH#HOEI A OOAOAOGOE AOAOD OA
OEAAOAOOCABA DI IOAEBDOIEOETAI ET OAOA HE AA POAU
30A 1 AGAah 11061 OA 1T AT EAAOCOA bpi AT AORh OAI
cotidiene.
$A T A #04aAEOT bYT a 1A &a4aO0OHATI C OA yi1 0a
&aO0HAT ch y1 Aa OAs i AOCRIAERE QOA RAODOA DADOOA
| OTE HE 1 AOTE yi1 Al OA OAOA8 _10a1l adi AOAI ,
i +OEOOET A &AOOOT OUhR 1 4a40A006a y1 =TYWwzZzh (0660
&aO0OrAT cOI AOA w®E 111 AT 601 OAOT EOT EEh
i 6pal O1 OE8 ' aO0EOOI HE iYTAA@@@a@ED@%@AmE[

Oi AEA1l As - AT EOI OEPEA AAAOOAE 0ao0OAaoldi OE
AAEAa AAAIl Aerduinterzide indrioadalpGshiluBe manca piftie,
AT UTTAAENn 1061 E OA POAEAADO AYOI ATE AO 1 0a
i 0ah OEIi b AA OOAE UEI A 1VY1 AAGima, BBAEAO8 | ¢
dansa.j * Ol EAT A , A AR BDB4OVhRea GealGheéa@ &dudgea ce
DOOAAd Dail ET Aah AYOT AT Eh (Kastina Fafurogag * OAAO
T 4a0A004a y1 ZVMWVAE UEOAR -ADOMABPAOOAAAOAAR E
0a 1A cadOeEi8 . T E AAOATI AORAAAAZEARABE AAO)
AR AAADBA "ECAOTI OUh T a4a0A004a y1 zYodXxh OAO
1 OEip AA [ OUEAATTEE OA 1T AEBI AAOh A&
cappell8 , A DPAOOAAAOA 1T O AOGAA OI EA Oa E£EEA 1



137

ET 00001 AT OAT POAAREE ABA@A URE DAOOA ET AOOES
0aoObYT AEO AOA EARAOCARBREAEGRADOLOI Ol ARA
1A O OOA1T Ol ATl h ®#E AA1 AET #&ZAT & AOA 2
#Y1 OAO HRE AAT OAO AHA ADA OADAT AD D ORKDT @8
OYT Ah 0al i EOH GMAdweapitedld AABREADD # A1 AL
AAPa ool

|
1 AT1 01 OE B#OEA AAEA AA y1 AHOA/
ARA Aa 24al 1 E QKristijalFatdi TOWAA 1RO ALDIOCGOIyd VYW
-EUA ET AOI OE AOA Oa OAAPE #Z£aOa A EE 11
3AAOA AA T AOTE AOA AicAda y1 1 AEAA
2EOQOOEIT A 1 4a0A001 OE AA OAA OA AAUOIIT OA
OEAT EE Di AOBEEAAROEAEAA 1T 1 AT 601 yiiid
OAAOA y1 AET OA AA T EAUDI T1DPTEE OA yiili
pi 0001 6E 1 OCAT EUAOAA DPAOOAAAOQEI T O HE
ET OAOUEOa&S
"aOAAT EE Oi Al AOPDIARGAT BADLAO Yy EARADIAA R
1T6 T AE pi Aba AAT OA y1 DI o6ds8 _HE 1 OAO
femeile.571 AT A E£OCAAO AA bl OAT OEOh AdoHAT A
DEAET AOAT A8 $1 E /[EA héa&dowdt. UnufdinfeXediorime® Ah  E
01 Aim y1 AAOA yHE AAOT AO 1 6a AA 1 A Ol
O04aOAADO T AE 10610 PAT 60O Aa AAi(Rdza y HE
"AEAAET OUh 1 a40A006a y1 =YTYh 6A1 AA # AC

Larandullor,fem&l A &1 11 OAAO T AHAEEA HE Ua4
DAT 606 AA AAAHOEA 0O0a 10 OA | AE OAAa
i AT OA1 EOAOAA OOOAI ah 1 &£ O0ia AA PI OO C

| AEAAEOOEI A OEPEAA UEI AE AA [ AOIE
debutulDAOET AAAE AA PiI OOh AAO HE y1 AADPOOC
OOCEIi 61 A O1T ATEAEA AYi APEE OA DOAAOEAA
AEFEAEATT a- ADIi 6hEDAOAEAUDI 11 PITEER 1TE
Abpa HE 0001 pAFAH AHAOMIAJ 13AAEAITAR OAEIT Ah
narasnu jak jedlice, jak jedlic8. AT a1 ail h OAl a1l ai AYT APah
DOAAOI AOAAOI h AOAAOI8qQ j!'TTA "ECAOI O
OEOOAT EA AOA T ATEO Oa AOGBRBGOBDOYADI GAI HA
Al 1T ZAATET 1 4a0OEE EAET AT T 08

J=130
0 « ‘ . .
)" A D) ] A I ] I | I .Y 'Y A I A ]
¥ AW InY I 1 T T I T I IR \\‘ .Y I \ T 1 I\‘ .Y \\‘ |
[ J L J
Sej - me, sej - me, ko - no - pi - ce, ko - no - pi - ce,
() &
)" ) T T T T A\ s '} I K A\ Y T T Il | 1
F A 1 T 1 1 I Il IR} i A 1 Il I InY Il 1 1 r i Il | 1|
[ {am} & T | | | g I IR I Y T | 1 ~ Il 1l
hNavy - ] | B | |
D] Ld =
Nak na - ras - nu jak jed - li - ce, jak jed -li - ce.

Fig. 4.Sejme, Sejme
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Aa &aOHAT COI 1 TAEITEUA T Al bl
DOAUAIOh OEOAa O0a OA DPEAOAa A
OAil al A LwMWMAﬂEGmohE HE AOOAAT AT A T0O OF
Altele sA O AEEZEAAO AAOIT OEOG& 11T AAOT EUAOEE Ol

T POAUAT Oh &4 OHAT COI AOOA 0OaoOAadi O
DAOOARMAOBEACHEDO Aili OAT EEI A ET EREA]I AR E/
simplificd/d8 &aOHAT COI 10 | AE AOHOAAR as$ HOALKE AkR
I OCATEDADAOAAROA OYi Aada OAAOAh AAOA 10O A
yi OPAIT EE OPAAEAI Al AT AEAOGA j Aail ETA AO
&4 O0OrAT ¢cO1 OE A A poAvedea dodx AnGadrul(fdstivdludide de
OPAAEAI EOAOGA O1T AA 001 O POOA y1 OAAT & AA
cu ajutorul unor coregrafii.

/I A
y1 Oah
)

AOO
Al

00
i1

CONCLUZII

| AGAOOGai Aa DA DPAOAOOOOI AAAOOI O OOA
veseleau n diferite feluriprin dans, cantec, jocuri, glume, carnaval, piese de
OAAOOO8 2ACOI A DOET AEPAl a AOA AA EADPO
AT 1T O000YT CAOEI A OEATEE AA UE AOQ-ifiees , O A,
ET OAOUEO DA PAOEI AAA bl Opdiadpal se 6 EAT A
OO0OAT O&I Oi & OAi Pi OAO yi1 OEAT & OAAlI ad68 j"AI

3A POAAOCEAAO HE AAT OOOE OEOOAI AO OA
AT cAOA8 &Ai AET A AOAO DPOET AEPAI EE AAOAITTE
AA A ET £ OATT A BAI UEDEODAAAYI QA ZABET ABE A
I OCAT EUAOEE b AR BdeAt@iEzle deo peréaérd 1© Bi€rea
tinerilor ocazia de &#E  AAT T 1 OOOA AAlI EOQal EI A HE AA
aprobarea celor mai varstnici.

I OYO & & OHAT Ctlli,hn gén¥d, rebneau Bbht€cAtegorifle
Oi AEAT A PpAT 00O A OA AEOOOA yi DOAOT Ah DAT
iTT ATO6 AA ATi O1 EOGT Agq OA AAT OAR OA AYIl OA
DOAAEOA AAOA OOAAEIT AAO 11 Abdhu phichu il AOEa HOC
y1 Aal AAOA PAT 60O A 1O AOOACA Al Al AOAA AA

_1  DPOAUAT Oh &aOrAT COI #H®E EITOA OAOOI.
1T OOAI CEAa ®HE AO A 00 yi111 AOEOA AA PAOOR
0061 6 POET OOA POl B BERA ERAGEOOED IDPAE AMAD AA A RO G
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SUMMARY

In a multicultural space, where traditions change from one century to
another, it is appropriate to make hrief historical foray into a few
names that have contributed to the general image of dance. Both
Romanian and foreign sources will be presented, with the intention of
making an objective approach, referring specifically to those travellers
who wrote aboutthe dances present in and around the Carpathian
basin. These areas, intensely troubled by political and social changes,
offer humanity dances of great historical importance, which sprang
from the creative and performance genius of the inhabitants. Ronmrania
dance is described by rhythmic complexity, through which virtuosity
and exceptional dancing is developed. It is created from the inner
strength of each dancer but at the same time, it can be a kinetic R
OAOEAOQOETT 1T &£ A DPOAOET OCe ti2/ollSA O1T 8 3EAD
documented ones, thus the identification of the predominant style can
be easy to understand. Many of the elements that describe the way of
life in the past centuries that influenced the folkloric dances are found
and can be observed today ime living, immaterial culture of the
Romanians and the minority populations in Romania. Identifying this
historical information brings us closer to understanding the dance itself
and complements the scientific analysis with essential information for
defining kinetic and choreographic concepts. The celebrations of
various occasions by the rulers of certain regions seem to be the most
frequent moments that include the old descriptions of the dance. As
one of the generally found reasons for dancing is therdesi assert

skill, most documents detail the acrobatic character of the dance
performed. This paper, as a direction in historsatial and
ethnochoreological research, provides new valences and dimensions.

REZUMAT
intr-OT OPATEO | Ol AEEDEBDAADAYDOAROKAI 0Da A
| A Al 60l h OA AOOET A 0Oa AAAAI_ 1. OAOOO:
AOGEAATTEA AYOAOA 101 A AAOA AO Al T OOEA:
CAT AOAT A A AAT OO1 OE O1T i YT AOA8 $EI Al OE]
prezentaatd OOOOA A | EQI T A Aweinmed OOQOA 00
OPAAEA] 1A AAAE Aal aoi OE AAQA A OAOE
ET OAOEI OOI HE y1_ EOQOOI AAUEI Ol QE_ #AOBA
AA OAEE] A&®@EARAIBAN EIOEADE de(oi daieE OAT EE AA
Ei bl OOATT 4 EOOT OEAah AAOA AO EUOI OYO AE
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Keywords:
Evidence, origin, dance, evolution, influences.

INTRODUCTION

The principles that underlie the development of a certain socattistic
phenomenon, in our case folk dance, are tlenes that delimit the operational
limits and contribute to the greatest extent in defining the style for this
complex. The choreographic cultural life of the various communities may have
AdGi 1 6AAnh O1T A OAOU 1 AOCA AgOAT @ado A&l 11
belonging to the Swiss folklorist John Meier. He says that most of the time
what we consider folklore was first a cultivated creation, and the artistic
goods of the upper classes are taken up by the masses and eventually become
popular. These theoriehave been both confirmed and disproved throughout
history, but they provide us with a basis for analysing the transformation of
these socialcultural phenomena. The dance patterns previously used before
a period in history provided the basis for the devetonent of the socalled new
styles, which in time became common styles, and at a distance of about a
century, specialists identify them as independent styles or old styles.
Romanian ethnochoreology separates dances with old and very old substrata
based on ®veral criteria: first of all, using the criterion of the rhythmic
structures, which is the most significant, closely followed by the dialectal
melodic structures of the songs that accompany these dances, as a unit of
analysis, taking into account and emg@sizing their syncretic character.

With the emergence of performances in an organised setting, that
first took place, in the nottoo-distant past, at fairs, markets s@allednedeior
other meeting places of several communities, choreographic life adopted a
new style defined by the stage artistic group. Before it was performed on the
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stage, dance had a completely different appearance, and its role fulfilled
completely different functions than today. In the following paragraphs, we
discuss some important sources that refer to the presence of dances in the
Romanian cultural space.

HISTORICAL INCURSION

According to the researcher Constantin Costea, the first notes that
appear in speciased literature record some indirect facts that refer to
Wallachian dance starting from the 15th century. Antonio Bonfini (or
Bonfinius), chronicler of KingMatthias Corvinus describes the battle on
Campul PaNAAOx AAT 3 AAAR AT A |/ OBROEAB Qis&EEY I
drinking wine they began to dance bravely. They were playing the game of
AOi AA O1T1 AEAOOh T AEETC A 110 1T &£ 11EOA8
description of the drunken state that all the fighters were in, but also with the
out-ofthe-ordinary description of4 E1 E &1 A O A fRavelChiri@ZuDWwhb O
grabbed a dead Turk between his teeth and danced with him the-called
Herculean dance, which denotes strength and bravery.

&EC8 =8 Oz7ik$vhodd, Al Z2nd of A 1927
(the Tache Papahaghi fund from IAFAR, No. 1811)
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Itis Melius Juhas Peter (1565) who gives the following important notes
about an outlaw dance performed to a bagpipe tune in the 16th century that
xAO NOI OAA AU 0AOI OAO vstdioh by thddagphe | OO
01 AAT AA OEA 1001 Ax AAT AA806 4EEO OUDA
because it is also found in various accounts a century later and at its peak, it
AOi OOAA OEA ET OAOAOGO 1T &£ OEA TTAIAO xEI
NEEO x1 OE O- OOEA AQAEAARADOBOUGOEAOAWEGE
"AT al AATh OAEAOO OF OOAE AAT AAO ET OE,
of a wellkknown noble, named Thurzd, when he obtained the title of rector.
The text that is especialfe T OAOAOOET ¢ A&O01T i OEEO AEOI 1
with pomp to the sound of the violin, the trumpet, the flute and the bagpipe
[...]. After the meal, the dances begin, including the outlaw dance with swords
and axes, with quick and varied movementEtAO OET x A ODAAEAI
In the tablature of Jan of Lublin from 1540 two dances are mentioned:
Haiducky and Conradus, dances that have been frequently highlighted by
ethnomusicological researchers who mention that the first song is a variant of
BarOD - & Qand thé skcond is a variant of the dangA OET A AEOT I | A«
An equally important documentary testimony is provided by the poet
"Al AOGOA " Al ET Oh xET h AAAT OAET C O %l EI
music and dances. This testimony sorfaonstitutes the first evidence of
shepherd dances in this cultural area. At the coronation ceremony of Emperor
Rudolf Il in 1572, Balassa Balint won the dance competition in the royal gallery,
DAOAI OTET ¢ OEEO EiIi POAOOEOA OesAlRdénA OAG G
adopted by several researchers in the field, from the Romanian area, and also
international researchers, and represents a
source of great importance for the identity of the shepherd dance and
the# a1 Q@#&hdeO E
Martin Opitz (one of the greatestGerman poets of the 17th century)
was invited to Transylvania by Prince Bethlen Gabor in 1622 to give lectures at
the newly founded Reformed University, in Alba lulia. After visiting the geld
bearing mountains, he fell in love with these wonderful areas dnthen
composed the poem Zlatnaflatna oder von Ruhe des Gemiffatna or about
bAAAA 1T £ I ET Agqh xEOE XiY 1ETAOh xEEAE
later, by Mihai Gauvril.
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Fig. 2. Folk costume from Zlatnavalea Dosului (Ms. Popescu), Allcaunty, 1924
(the Tache Papahaghi fund from IAFAR, No. 02)

This poem highlights the Latin roots of the inhabitants he encountered, starting
from the language used in speech, following the customs practiced, and many
other aspects, of which the masiportant for us is the description of the dance.

[Preserving your costume and your wonderful dance too]
[Both of which stem from the same ancient root]
[Such as the famouwrathat has no equal elsewhere in the world]
[ I t 6 s homanavnbatlthen igrows bigger]
[Two small steps you shyly take shortlygoing oJu n d
[Making the movement smooth like in a deer game]
[ Hol ding each otherds hands and | ea
[Then to the other like swinging waves]
[The men one step behind towards the women]
[Leané How beautiful your women ar e
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I AAT OAET ¢ O %i EITEA #1711 ERAI R FEIIE
development in the 16th century, and the 17th and 18th centuries offer a
picture of the much more evolved choreographic spectrum, in tandem with
the social trends of the time.

In 1781 Franz Joseph Sulzer publishedie Geschichte des
Transalpinischen DacieimsVienna, a reference work for the historical course
I £ AAT AA8 ) EAOA AT 1001 6AA Ox1 O11 01 AC
which are printed in tables | and Il. In this regard, we found that the consulted
manuscripts were not complete. The two volumes are a veritable source of
information about the way of life of he socalled Transalpine Dacians. So, the
17thcentury Romanian dance is documented by names such as Martin Opitz,

Daniil Speer, Paul Strassburg, NicoloBarsi, lon Caioni, and other names of
those who were impressed by the Wallachian, Moldavian, and intra
Carpathian cultural areas.

Romanian dance tunes from the 18th century can be found in Codex
Caioni started by Matyas Seregely and then completed by loan Caioni (loan
#aEAT 6gqh A #AOEIT 1 EA Al AOEA AT A OAEIT I ¢
| CEEOAHO , dot thrifré AujNapoca. The document contains 346
musical pieces, some being ballets of the time, others court dances, and,
grouped, 10 popular Romanian melodies, 8 of which are melodies for dances.

There have been debates in Romanian musicology fdoag time concerning

the subject of the songs in this Codex, including important names of
ethnomusicologists who analysed and processed this content, such as

- AOT EAT . ACOAAh B3ECEOiI OT A 471 AOT ah 2711 A

Fig. 3. Extract from Musicali®anubia No. 14A, 1993, Bucharest.

















































































