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Professor BADRAJAN SVETLANA, PhD 

Lecturer GRIB VITALIE, PhD 
Academy of Music, Theater and Fine Arts, Chisinau 

SUMMARY 

The establishment in the 19th century of various musical 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, instrumentalists 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 elements 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 determined 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 (1919-1993) represented and 
promoted the art of 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 with literate 
music. 
 

REZUMAT 

_ÎÆÉÉÎĪÁÒÅÁ ÿÎ ÓÅÃÏÌÕÌ ÁÌ 8)8-ÌÅÁ Á ÄÉÆÅÒÉÔÏÒ ÏÒÇÁÎÉÚÁĪÉÉ ÍÕÚÉÃÁÌÅȟ ÉÎÓÔÉÔÕĪÉÉ 
ÄÅ ÿÎÖáĪáÍÝÎÔ ÓÐÅÃÉÁÌÉÚÁÔÅ ÿÎ ÄÏÍÅÎÉÕȟ ÄÅÔÅÒÍÉÎá Ï ÂÉÆÕÒÃÁÒÅ ÿÎ 
ÄÅÚÖÏÌÔÁÒÅÁ ÆÅÎÏÍÅÎÕÌÕÉ ÌáÕÔáÒÉÅÉȡ ÐÅ ÄÅ Ï ÐÁÒÔÅ ÁÃÔÉÖÉÔÁÔÅÁ 
ÍÕÚÉÃÁÎĪÉÌÏÒ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉ ÄÅ ÔÒÁÄÉĪÉÅ ÏÒÁÌáȟ ÐÅ ÄÅ ÁÌÔÁ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉ 
ÃÅ ÐÒÏÍÏÖÅÁÚá ÃÕÌÔÕÒÁ ÍÕÚÉÃÁÌá ÏÒÁÌáȟ ÄÁÒ ĦÃÏÌÉĪÉ ÿÎ ÃÁÄÒÕÌ ÉÎÓÔÉÔÕĪÉÉÌÏÒ 
ÄÅ ÿÎÖáĪáÍÝÎÔ ÍÕÚÉÃÁÌȢ !ÃÅÓÔ ÐÒÏÃÅÓ ÓÅ ÉÎÔÅÎÓÉÆÉÃá ÿÎ ÓÅÃȢ ÁÌ 88-lea. Cu 
ÔÒÅÃÅÒÅÁ ÁÎÉÌÏÒ ÍÕÚÉÃÉÅÎÉÉ ÄÅ ÔÒÁÄÉĪÉÅ ÏÒÁÌáȟ ÃÕÎÏÓÃáÔÏÒÉ ÁÉ  repertoriului 
specific unei anumite zone folclorice, a manierei interpretative, inclusiv 
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Á ÐÒÁÃÔÉÃáÒÉÉ ÏÒÎÁÍÅÎÔÁĪÉÅȟ ÓÕÎÔ ÿÎÌÏÃÕÉĪÉ ÄÅ ÍÕÚÉÃÉÅÎÉ ÃÅ ÁÕ ÓÔÕÄÉÁÔ 
ÍÅÓÅÒÉÁ ÄÏÁÒ ÿÎ ÉÎÓÔÉÔÕĪÉÉ ÄÅ ÐÒÏÆÉÌ ĦÉ ÃÈÉÁÒ ÄÁÃá ÄÁÕ ÄÏÖÁÄá ÄÅ ÔÁÌÅÎÔ 
muzical, nu întotdeauna sÕÎÔ ÉÎÉĪÉÁĪÉ ÿÎ ÅÌÅÍÅÎÔÅ ÆÕÎÄÁÍÅÎÔÁÌÅ ÄÅ 
ÅØÅÃÕĪÉÅ ÔÒÁÄÉĪÉÏÎÁÌáȟ ÅØÃÅÌÅÁÚá ÿÎ ÕÔÉÌÉÚÁÒÅÁ ÏÒÎÁÍÅÎÔÁĪÉÅÉȟ 
ÔÒÁÎÓÆÏÒÍÝÎÄ ÄÅÓÅÏÒÉ ÍÅÌÏÄÉÁ ÁÕÔÅÎÔÉÃáȟ ÆÏÌÃÌÏÒÉÃáȟ ÿÎÔÒ-un studiul 
ÐÅÒÆÏÒÍÁÎÔȢ %ÃÌÅÃÔÉÓÍÕÌ ÓÔÉÌÉÓÔÉÃ ÿÎ ÍÁÎÉÅÒÁ ÉÎÔÅÒÐÒÅÔÁÔÉÖá Á ÇÅÎÅÒÁĪÉÅÉ 
tinere de muÚÉÃÉÅÎÉ ÖÉÏÌÏÎÉĦÔÉ Á ÄÅÔÅÒÍÉÎÁÔ ÒÅÁÌÉÚÁÒÅÁ ÕÎÅÉ ÃÅÒÃÅÔáÒÉ 
ĦÔÉÉÎĪÉÆÉÃÅ ĦÉ ÅÌÁÂÏÒÁÒÅÁ ÍÅÔÏÄÅÌÏÒ ÄÅ ÿÎÓÕĦÉÒÅ Á ÓÔÉÌÕÌÕÉ ÏÒÎÁÍÅÎÔÁÌ 
ÉÎÓÔÒÕÍÅÎÔÁÌ ÔÒÁÄÉĪÉÏÎÁÌȟ ÓÐÅÃÉÆÉÃ ÓÐÁĪÉÕÌÕÉ ÆÏÌÃÌÏÒÉÃ ÁÌ 2ÅÐÕÂÌÉÃÉÉ 
Moldova. Ignat Bratu (1919-ΧίίΩɊ Á ÒÅÐÒÅÚÅÎÔÁÔ ĦÉ ÐÒÏÍÏÖÁÔ arta 
ÌáÕÔÁÒÉÌÏÒ ÖÉÏÌÏÎÉĦÔÉ ÁÉ ÔÏÐÏÓÕÌÕÉ ÄÅ ÓÕÄ ÁÌ "ÁÓÁÒÁÂÉÅÉȢ %Ì Á ÃÕÎÏÓÃÕÔ 
ÍÅÄÉÕÌ ÔÒÁÄÉĪÉÏÎÁÌ ÄÅ ÆÏÒÍÁÒÅ Á ÕÎÕÉ ÍÕÚÉÃÉÁÎȟ Á ÐáÓÔÒÁÔ ÅÌÅÍÅÎÔÕÌ 
ÔÒÁÄÉĪÉÏÎÁÌȟ Ì-Á ÄÅÚÖÏÌÔÁÔȟ ÐÅÒÆÅÃĪÉÏÎÝÎÄÕ-ĦÉ ÔÏÔÏÄÁÔá ÍáÉÅÓÔÒÉÁ ÿÎ 
ÃÏÎÄÉĪÉÉ ÃÏÎÔÅÍÐÏÒÁÎÅ ÄÅ ÉÎÔÅÒÁÃĪÉÕÎÅ ÃÕ ÍÕÚÉÃÁ ÌÉÔÅÒÁÔáȢ 

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 folklore is concerned, it 
has a rich tradition. It is known that an important source of musical 
ÏÒÎÁÍÅÎÔÁÔÉÏÎ ÉÓ ÔÈÅ ȰÓÐÏÎÔÁÎÅÏÕÓ ÉÍÐÒÏÖÉÓÁÔÉÏÎ ÏÆ ÔÈÅ ÐÅÒÆÏÒÍÅÒȟ ×ÈÏȟ 
performing a written or traditional melody (therefore of oral circulation), 
enlivens, varies or ampliÆÉÅÓ ÉÔȢȱ ɉ2áÄÕÌÅÓÃÕ-0ÁĦÃÕȟ ΣΫΫΪȟ ÐȢ ΣΡɊȢ 4ÈÉÓ 
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 the ornament 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, aesthetic, 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 by 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, provided 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 of the 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 of the 20th century. This 
was conditioned by several factors, among which: the social-political 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 manner 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 style. In this sense, we 
consider it important to study the performing manner of those fiddlers who 
ËÎÅ× ÔÈÅ ÔÒÁÄÉÔÉÏÎÁÌ ÅÎÖÉÒÏÎÍÅÎÔ ÏÆ Á ÍÕÓÉÃÉÁÎȭÓ ÔÒÁÉÎÉÎÇȟ ËÅÐÔ ÔÈÅ ÔÒÁÄÉÔÉÏÎÁÌ 
element, developed it, while perfecting their mastery in the actual conditions 
of interaction with literate music. One of them is Ignat Bratu (1919-1993). 

IGNAT BRATU ɀ BIOGRAPHICAL AND ACTIVITY LANDMARKS 

Ignat Bratu represented and promoted the art of fiddler violinists of 
the southern area of Bessarabia, originating from the small town of Cahul. 
Ȱ.ÅÎÅÁ )ÇÎÁÔȱ ɉ5ÎÃÌÅ )ÇÎÁÔɊ ɀ ÔÈÁÔȭÓ ×ÈÁÔ ÔÈÅÙ ÃÁÌÌÅÄ ÈÉÍ ÉÎ ÔÈÅ ÍÕÓÉÃÉÁÎÓȭ 
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, ÁÌÓÏ ÎÁÔÉÖÅ ÏÆ ÓÏÕÔÈÅÒÎ "ÅÓÓÁÒÁÂÉÁȟ ÒÅÍÁÒËÅÄ ÉÎ ÁÎ ÉÎÔÅÒÖÉÅ×ȡ Ȱ4ÈÅ 
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 received 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 I came from Romania, he 
×ÏÕÌÄ ÁÓË ×ÈÁÔ "ÕÄÁÌá ×ÁÓ ÄÏÉÎÇȟ ×ÈÁÔ ÔÈÉÓ ÏÒ ÔÈÁÔ ÐÅÒÓÏÎ ×ÁÓ ÄÏÉÎÇȟ ÉÆ ) had 
ÂÅÅÎ ÔÏ ÔÈÅ ÇÒÁÖÅ ÏÆ 4ÏÎÉ )ÏÒÄÁÃÈÅȟ ÏÒ ÔÈÁÔ ÏÆ $ÒáÇÏÉȢȢȢ (Å ×ÅÎÔ ÔÏ ÓÃÈÏÏÌ ×ÉÔÈ 
ÍÙ ÆÁÔÈÅÒ ÁÔ ÔÈÅ (ÉÇÈ 3ÃÈÏÏÌ ÏÆ -ÕÓÉÃ ÉÎ )ÁĦÉȟ ÁÎÄ ËÎÅ× ÔÈÅ ÃÉÒÃÌÅ ÏÆ ÔÈÅ 
ÇÒÅÁÔÅÓÔ ÍÕÓÉÃÉÁÎÓȱ ɉ)ÇÎÁÔ "ÒÁÔÕɊȢ /ÔÈÅÒ ÓÏÕÒÃÅÓ ÒÅÐÏÒÔ ÆÒÏÍ )ÇÎÁÔ "ÒÁÔÕȭÓ 
memories that he studied 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 him to be a musician. Ignat Bratu 
ÈÉÍÓÅÌÆ ÕÓÅÄ ÔÏ ÓÁÙȡ Ȱ-Ù ÆÁÔÈÅÒ ÈÉÄ ÆÒÏÍ ÍÅ ÔÈÅ ÉÎÓÔÒÕÍÅÎÔÓ ÏÆ ÁÌÌ ËÉÎÄÓ ÔÈÁÔ 
we had in the house, but I would steal the violin and lock myself in the barn, 
where I learned to play, so that when he found out about my doings, there 
×ÁÓ ÎÏÔÈÉÎÇ ÈÅ ÃÏÕÌÄ ÄÏ ÁÎÙÍÏÒÅȱ ɉ$ÒÁÇÏÍÉÒȟ ΣΫΪΣȡΤΣɊȢ (ÉÓ ÐÁÒÅÎÔÓ ÂÅÉÎÇ 
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 
ÐÅÒÆÏÒÍÉÎÇ ÍÁÓÔÅÒÙȟ ÁÎÄ ÈÉÓ ÍÏÔÈÅÒȟ ÊÏËÉÎÇÌÙ ÏÒ ÓÅÒÉÏÕÓÌÙȟ ÓÁÉÄȡ Ȱ9ÏÕ ×ÉÌÌ ÂÅ Á 
ÇÒÅÁÔ 0ÁÇÁÎÉÎÉȱ ɉÉÎÆÏÒÍÁÔÉÏÎ ÔÁËÅÎ ÆÒÏÍ ÔÈÅ ÐÁÎ-pipe player Mihai Dumitru). 

'ÈÅÏÒÇÈÅ 4ÝÒĪáÕȟ ÔÈÅ ÆÉÒÓÔ ÃÏÎÄÕÃÔÏÒ ÏÆ ÔÈÅ &ÏÌË -ÕÓÉÃ /ÒÃÈÅÓÔÒÁ ÏÆ 
the Chisinau State Philharmonic (founded in 1946, currently the Serghei 
Lunchevici National Philharmonic), later called &ÌÕÉÅÒÁĦ, heard him playing, and 
in 1953 Ignat Bratu was employed as a soloist-violinist in the orchestra. In 1956, 
the violinist Serghei Lunchevici took the helm of the &ÌÕÉÅÒÁĦ and contributed 
substantially to the improvement of the orchestra in terms of performance. It 
gradually became a highly professional 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 the Joc National 
Folk Dance Ensemble (today the Joc National Ballet), Ignat Bratu was 
ÔÒÁÎÓÆÅÒÒÅÄ ÔÏ ÔÈÅ ÅÎÓÅÍÂÌÅȭÓ ÏÒÃÈÅÓÔÒÁȟ ×ÈÅÒÅ ÈÅ ×ÏÒËÅÄ ÕÎÔÉÌ ΣΫΨΪȢ 7ÉÔÈ 
the ensemble Joc, he also toured in Germany, Canada, Greece, Poland and 
many other countries, promoting the art of traditional violin performance. 

In 1968, the Folk Music 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 
ÒÅÐÒÅÓÅÎÔÁÔÉÖÅ ÏÆ ÔÈÅ ÎÏÒÔÈÅÒÎ ÁÒÅÁ ÏÆ "ÅÓÓÁÒÁÂÉÁȢ !Ô ÔÈÅ ÍÁÅÓÔÒÏȭÓ 
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 Folclor Folk Music Orchestra. Its members, either singers or 
instrumentalists, went into the field 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 valuable collections of musical 
folklore such as: !ÌÉÎáȟ ÄÏÒÕÌÅȟ ÁÌÉÎá, Chisinau: Grafema Libris Publishing House, 
2008, !ÎÔÏÌÏÇÉÅ ÄÅ ÆÏÌÃÌÏÒ ÍÕÚÉÃÁÌȡ ΧΧΦέ ÍÅÌÏÄÉÉ ĥÉ ÃÝÎÔÅÃÅ ÄÉÎ -ÏÌÄÏÖÁ ÉÓÔÏÒÉÃá, 
Constanta: Ex Ponto Publishing House, 2002, and others. 

In addition to his work in the Folclor Folk Music Orchestra Ignat Bratu 
led the folk music band in a prestigious national-style restaurant, the Wine 
Cellar from Chisinau, delighting the audience with the most beautiful folk 
songs from the south of Bessarabia: Hora de ÌÁ ÓÕÄȟ #ÏÒáÇÈÉÁÓÃÁ and others. In 
particular, he preferred romances such as: De ce m-ÁĪÉ ÄÕÓ ÄÅ ÌÝÎÇá ÖÏÉȟ 6ÉÏÁÒÁȟ 
#ÁÒ ÆÒÕÍÏÓ ÃÕ ÐÁÔÒÕ ÂÏÉȟ ! ÖÅÎÉÔ ÁÓÅÁÒá ÍÁÍÁ but especially Trecea un car cu boi 
pe drum. The fiddler Nenea (uncle) Ignat also appeared as an actor in the films 
Codrii (The Forests) in 1967 and Podurile (The Bridges) in 1973 at Moldova-Film 
ɉ§ÕÒÃÁÎȟ ΤΡΣΨ:104). 
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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 pearls: Hangul ĦÉ Doina, /ÓÔÒÏÐáĪ 
ÄÅ ÌÁ 3ÏÒÏÃÁȟ -ÅÌÏÄÉÅ ÌáÕÔáÒÅÁÓÃá, Melodie de dor. 

The ornamentation of the melodies performed by the maestro reflects 
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 a series 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 of the 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 legato with the note it adorns: 

 
Fig. 1. Combination of ornaments double appoggiatura 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: 

 
Fig. 2.  Combination of ornaments appoggiatura and mordant 

  

 
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. 



14        ETHNOMOUSIKOLOGION 
 

This formula is repeated several times, both on the A string in position I and 
on the E string in position III, using the same fingering: 

 
Fig. 4. 16th notes with appoggiatura 

 

 
Fig. 5. 16th notes with appoggiatura 

 

In the piece Melodie de dor he used as an ornament a playing technique 
procedure less used by other violinists - the tremolo. It is executed by rapidly 
alternating at the legato two sounds at different intervals (the minor third in 
the given case): 

 
Fig. 6.  Tremolo  

 

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 sweet vibrato at the end of the musical phrase. Thus, Ignat 
Bratu obtained by playing the violin sonority effects typical of music with a 
lyrical, descriptive character. 

 

 
Fig. 7. Expressive ornaments 

 

 
Fig. 8. Combination of ornaments with vibrato 
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Referring to the ways of using ornaments by the fiddler violinist Ignat 
Bratu, we emphasize the presence of other elements of performing technique 
as ornamentation, apart from tremolo, such as pizzicato and flageolet. 
!ÎÁÌÙÚÉÎÇ )ÇÎÁÔ "ÒÁÔÕȭÓ ÍÁÎÎÅÒ ÏÆ ÐÅÒÆÏÒÍÁÎÃÅ ×Å ÆÉÎÄ Á ÍÏÄÅÒÁÔÅ ÕÓÅ ÏÆ 
ornaments, as he avoided loading the melody with them. As a rule, 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 manner of execution specific to the southern area of 
"ÅÓÓÁÒÁÂÉÁ ÉÓ ÉÎÄÉÓÐÕÔÁÂÌÅȢ #ÏÎÓÔÁÎÔÉÎ $ÒÁÇÏÍÉÒ ɉΣΫΪΣȟ ÐȢΤΣɊ ÒÅÍÁÒËÓȡ Ȱ)Î ÔÈÅ 
landscape of violin music in our region, Ignat Bratu is one of the few musicians 
who are guided more by the innate artistic sense and 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 
ÓÐÒÉÎÇÓ ÔÏ ÐÅÏÐÌÅȢȱ 

We emphasize the importance of knowing the ornamental 
phenomenon of different Romanian areas. The correct performance of the 
ornaments depends on the understanding 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 
emotional-ideological content of the folk musical work. It is also absolutely 
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. 

 

!30%#4% !,% /2.!-%.4A2)) -%,/$)),/2 _. 
).4%202%4!2%! ,A54!25,5) 6)/,/.)34 )'.!4 "2!45 ɀ 

REPREZENTANT AUTENTIC AL TOPOSULUI DE SUD AL 
BASARABIEI 

 

Cuvinte cheie 
Muzica ÉÎÓÔÒÕÍÅÎÔÁÌá ÔÒÁÄÉĪÉÏÎÁÌáȟ ÖÉÏÁÒáȟ ÉÎÔÅÒÐÒÅÔÁÒÅȟ ÌáÕÔÁÒȟ ÏÒÎÁÍÅÎÔÁÒÅȢ 
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INTRODUCERE 

/ÒÎÁÍÅÎÔÉÃÁ ÅÓÔÅ ÐÒÅÚÅÎÔá ÿÎ ÔÏÁÔÅ ÔÉÐÕÒÉÌÅ ÄÅ ÁÒÔÁ ÍÕÚÉÃÁÌáȡ ÐÏÐÕÌÁÒáȟ 
ÒÅÌÉÇÉÏÁÓáȟ ÁÃÁÄÅÍÉÃáȟ ÅÓÔÒÁÄáȟ ÊÁÚÚ ĦȢÁȢ _Î ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÆÏÌÃÌÏÒÕÌ ÍÕÚÉÃÁÌ 
românesc, ea are o trÁÄÉĪÉÅ ÂÏÇÁÔáȢ 3Å ĦÔÉÅ Ãá Ï ÓÕÒÓá ÉÍÐÏÒÔÁÎÔá Á 
ÏÒÎÁÍÅÎÔÉÃÉÉ ÍÕÚÉÃÁÌÅ ÅÓÔÅ ȵ ÉÍÐÒÏÖÉÚÁĪÉÁ ÓÐÏÎÔÁÎá Á ÉÎÔÅÒÐÒÅÔÕÌÕÉȟ ÃÁÒÅȟ 
ÅØÅÃÕÔÝÎÄ Ï ÍÅÌÏÄÉÅ ÓÃÒÉÓá ÓÁÕ ÔÒÁÄÉĪÉÏÎÁÌá ɉÄÅÃÉ ÄÅ ÃÉÒÃÕÌÁĪÉÅ ÏÒÁÌáɊȟ Ï 
ÿÎÓÕÆÌÅĪÅĦÔÅȟ Ï ÖÁÒÉÁÚá ÓÁÕ Ï ÁÍÐÌÉÆÉÃáȢȱ ɉ2áÄÕÌÅÓÃÕ-0ÁĦÃÕȟ ΣΫΫΪȡ ΣΡɊȢ !ÃÅÁÓÔá 
ÐÁÒÔÉÃÕÌÁÒÉÔÁÔÅ ÃÁÒÁÃÔÅÒÉÓÔÉÃá Á ÏÒÎÁÍÅÎÔÉÃÉÉ ÅÓÔÅ ÓÐÅÃÉÆÉÃá ÉÎÔÅÒÐÒÅÔáÒÉÉ ÍÕÚÉÃÉÉ 
ÆÏÌÃÌÏÒÉÃÅ ĦÉ ÿÎ ÐÒÅÚÅÎÔȟ ÓÐÒÅ ÄÅÏÓÅÂÉÒÅ ÄÅ ÃÅÁ ÌÉÔÅÒÁÔáȟ ÕÎÄÅ ÆÉØÁÒÅÁ ÇÒÁÆÉÃáȟ 
indicarea locului ornamentului în textul muzical constituie un act firesc al 
ÐÒÏÃÅÓÕÌÕÉ ÄÅ ÃÒÅÁĪÉÅȢ 4ÏÔÏÄÁÔá ÏÒÎÁÍÅÎÔÕÌ ÿÎ ÍÕÚÉÃÁ ÔÒÁÄÉĪÉÏÎÁÌá ÎÕ ÅÓÔÅ ÕÎ 
fenomen anarhic, haotic, executat la întâmplare. El este determinat de mai 
ÍÕÌĪÉ ÆÁÃÔÏÒÉ ÄÅ ÏÒÄÉÎ ÅÍÏĪÉÏÎÁÌȟ ÐÓÉÈÏÌÏÇÉÃȟ ÓÔÒÕÃÔÕÒÁÌȟ ÅÓÔÅÔÉÃȟ ÒÉÔÕÁÌȟ 
ÃÏÍÕÎÉÃÁÔÉÖ ĦȢÁȢȟ ÆÁÃÅ ÐÁÒÔÅ ÄÉÎ ÓÔÒÕÃÔÕÒÁ ÍÕÚÉÃÁÌá Á ÃÒÅÁĪÉÉÌÏÒ ÆÏÌÃÌÏÒÉÃÅ ĦÉ ÎÕ 
ÁÒÅ ÆÕÎÃĪÉÁ ÄÏÁÒ ÄÅ ÿÎÆÒÕÍÕÓÅĪÁÒÅȢ  

#Õ ÒÅÇÒÅÔȟ ÏÒÎÁÍÅÎÔÁÒÅÁ ÅÓÔÅ ÆÒÅÃÖÅÎÔ ÔÒÁÔÁÔá ÅØÁÇÅÒÁÔ ÄÅ ÕÎÉÉ 
ÖÉÏÌÏÎÉĦÔÉȟ ÿÎ ÓÐÅÃÉÁÌ ÄÅ ÃáÔÒÅ ÃÅÉ ÄÉÎ ÇÅÎÅÒÁĪÉÁ ÔÝÎáÒáȟ ÄÅÆÏÒÍÝÎÄ ÓÐÅÃÉÆÉÃÕÌ 
melodiei, având uneori ÒÅÐÅÒÃÕÓÉÕÎÉ ĦÉ ÁÓÕÐÒÁ ÓÔÒÕÃÔÕÒÉÉ ÍÕÚÉÃÁÌÅȢ 5ÔÉÌÉÚÁÒÅÁ 
ÅÃÈÉÌÉÂÒÁÔá Á ÏÒÎÁÍÅÎÔÕÌÕÉ ÒÅÆÌÅÃÔá Ï ÁÂÉÌÉÔÁÔÅ ÔÒÁÄÉĪÉÏÎÁÌá ÁÃÕÍÕÌÁÔá ÿÎ ÔÉÍÐȟ 
Ï ÅÄÕÃÁĪÉÅ ÿÎ ÁÃÅÓÔ ÓÅÎÓȟ ÏÆÅÒÉÔá ÄÅ ÃÏÎÔÅØÔÕÌ ÔÒÁÄÉĪÉÏÎÁÌ ÿÎ ÃÁÒÅ Ó-a format 
interpretul. Este rezultatul acelui act spoÎÔÁÎ ÁÌ ÃÒÅÁÔÉÖÉÔáĪÉÉ ÆÏÌÃÌÏÒÉÃÅ ÃÅ ĪÉÎÅ 
ÄÅ ÌÅÇÉÌÅ ÎÅÓÃÒÉÓÅ ÁÌÅ ÐÒÏÃÅÓÕÌÕÉ ÄÅ ÃÒÅÁĪÉÅȢ _Î ÃÏÎÔÅØÔ ÔÒÁÄÉĪÉÏÎÁÌȟ ÉÎÔÅÒÐÒÅÔÕÌ 
violonist, la început de meserie, fiind exponentul spiritual creator al unei 
ÁÎÕÍÉÔÅ ÃÏÌÅÃÔÉÖÉÔáĪÉȟ ÐÒÅÌÕÁ ÄÅ ÌÁ ÍÕÚÉÃÉÅÎÉÉ ÅØÐÅÒÉÍÅÎÔÁĪÉ ĦÉ ÁÐÒÅÃÉÁĪÉ ÿÎ 
mediul respectiv, repertoriul lor, filtrându-Ì ÐÒÉÎ ÐÒÏÐÒÉÁ ÐÅÒÓÏÎÁÌÉÔÁÔÅ ÁÒÔÉÓÔÉÃá 
ĦÉ ÐáÓÔÒÝÎÄ ÅÓÅÎĪÁ ÓÔÉÌÉÓÔÉÃá Á ÍÕÚÉÃÉÉ ÿÌ ÔÒÁÎÓÍÉÔÅÁ ÌÁ ÒÝÎÄÕÌ ÓáÕ ÍÁÉ ÄÅÐÁÒÔÅȢ  

#ÏÎÔÉÎÕÉÔÁÔÅÁ ÆÉÒÅÁÓÃá ÿÎ ÿÎÓÕĦÉÒÅÁ ÓÔÉÌÕÌÕÉ ÏÒÎÁÍÅÎÔÁÌ ÉÎÓÔÒÕÍÅÎÔÁÌȟ care 
Á ÅØÉÓÔÁÔ ÿÎ ÓÆÅÒÁ ÐÒÏÆÅÓÉÏÎÁÌÉÓÍÕÌÕÉ ÉÎÓÔÒÕÍÅÎÔÁÌ ÄÅ ÔÒÁÄÉĪÉÅ ÏÒÁÌáȟ ÔÒÅÐÔÁÔ 
ÄÉÓÐÁÒÅ ÿÎÃÅÐÝÎÄ ÃÕ Á ÄÏÕÁ ÊÕÍáÔÁÔÅ Á ÓÅÃȢ 88Ȣ !ÃÅÓÔ ÌÕÃÒÕ Á ÆÏÓÔ ÃÏÎÄÉĪÉÏÎÁÔ 
ÄÅ ÍÁÉ ÍÕÌĪÉ ÆÁÃÔÏÒÉȟ ÐÒÉÎÔÒÅ ÃÁÒÅȡ ÃÅÌ ÓÏÃÉÁÌ-ÐÏÌÉÔÉÃȠ ÿÎÆÉÉÎĪÁÒÅÁ ÆÏÒÍÁĪÉÉÌÏÒ ÄÅ 
ÍÕÚÉÃá ÐÏÐÕÌÁÒá ÃÕ ÍÕÚÉÃÉÅÎÉ ÐÅ ÐÏÓÔ ÄÅ ÓÁÌÁÒÉÁĪÉȠ ÉÍÐÕÎÅÒÅÁ ÄÅ ÃáÔÒÅ 
ÁÕÔÏÒÉÔáĪÉ Á ÉÎÔÅÒÐÒÅÔáÒÉÉ ÐÉÅÓÅÌÏÒ ÃÒÅÁÔÅ ÁÒÔÉÆÉÃÉÁÌ ÿÎ ÓÔÉÌ ÆÏÌÃÌÏÒÉÃȠ ÉÎÓÔÒÕÉÒÅÁ ÿÎ 
ÉÎÓÔÉÔÕĪÉÉ ÁÃÁÄÅÍÉÃÅ Á ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÌÏÒ ĦÉ ÍÁÒÇÉÎÁÌÉÚÁÒÅÁ ÍÕÚÉÃÉÅÎÉÌÏÒ ÄÅ 
ÔÒÁÄÉĪÉÅ ÏÒÁÌá ÿÎ ÃÉÒÃÕÉÔÕÌ ÁÃÔÉÖÉÔáĪÉÉ ÌÏÒ ÐÒÏÆÅÓÉÏÎÁÌÅȠ ÐÒÏÇÒÅÓÕÌ ÔÅÈÎÉÃ ĦÉ ÁÌ ÍÁÓÓ-
ÍÅÄÉÅÉ ĦȢÁȢ %ÃÌÅÃÔÉÓÍÕÌ ÓÔÉÌÉÓÔÉÃ ÿÎ ÍÁÎÉÅÒÁ ÉÎÔÅÒÐÒÅÔÁÔÉÖá Á ÇÅÎÅÒÁĪÉÅÉ ÔÉÎÅÒÅ ÄÅ 
ÍÕÚÉÃÉÅÎÉ ÖÉÏÌÏÎÉĦÔÉȟ ÇÏÁÎÁ ÄÕÐá ÏÒÉÇÉÎÁÌÉÔÁÔÅȟ ÄÅÓÅÏÒÉ ÄÅÎÁÔÕÒÝÎÄ ÅÓÅÎĪÁ 
ÅÓÔÅÔÉÃá Á ÃÒÅÁĪÉÉÌÏÒ ÆÏÌÃÌÏÒÉÃÅȟ ÃÏÎÄÉĪÉÏÎÅÁÚá ÃÅÒÃÅÔÁÒÅÁ ĦÉ ÅÌÁÂÏÒÁÒÅÁ 
ÍÅÔÏÄÅÌÏÒ ÄÅ ÿÎÓÕĦÉÒÅ Á ÓÔÉÌÕÌÕÉ ÏÒÎÁÍÅÎÔÁÌ ÉÎÓÔÒÕÍÅÎÔÁÌ ÔÒÁÄÉĪÉÏÎÁÌȟ ÇÅÎÅÒÁÌ ĦÉ 
ÉÎÄÉÖÉÄÕÁÌȢ _Î ÁÃÅÓÔ ÓÅÎÓ ÃÏÎÓÉÄÅÒáÍ ÉÍÐÏÒÔÁÎÔ ÄÅ Á ÓÔÕÄÉÁ ÍÁÎÉÅÒÁ 
ÉÎÔÅÒÐÒÅÔÁÔÉÖá Á ÁÃÅÌÏÒ ÌáÕÔÁÒÉ ÖÉÏÌÏÎÉĦÔÉȟ ÃÁÒÅ ÁÕ ÃÕÎÏÓÃÕÔ ÍÅÄÉÕÌ ÔÒÁÄÉĪÉÏÎÁÌ ÄÅ 
ÆÏÒÍÁÒÅ Á ÕÎÕÉ ÍÕÚÉÃÉÁÎȟ ÁÕ ÐáÓÔÒÁÔ ÅÌÅÍÅÎÔÕÌ ÔÒÁÄÉĪÉÏÎÁÌȟ Ì-au dezvoltat, 
ÐÅÒÆÅÃĪÉÏÎÝÎÄÕ-ĦÉ ÔÏÔÏÄÁÔá ÍáÉÅÓÔÒÉÁ ÿÎ ÃÏÎÄÉĪÉÉÌÅ ÃÏÎÔÅÍÐÏÒÁÎÅ ÄÅ 
ÉÎÔÅÒÁÃĪÉÕÎÅ ÃÕ ÍÕÚÉÃÁ ÌÉÔÅÒÁÔáȢ 5ÎÕÌ ÄÉÎÔÒÅ ÅÉ ÅÓÔÅ )ÇÎÁÔ "ÒÁÔÕ ɉΣΫΣΫ-1993).   
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IGNAT BRATU ɀ 2%0%2% ")/'2!&)#% ¥) $% !#4)6)4!4% !24)34)#A 

Ignat Bratu Á ÒÅÐÒÅÚÅÎÔÁÔ ĦÉ Á ÐÒÏÍÏÖÁÔ ÁÒÔÁ ÌáÕÔÁÒÉÌÏÒ ÖÉÏÌÏÎÉĦÔÉ Á 
ÔÏÐÏÓÕÌÕÉ ÄÅ ÓÕÄ ÁÌ "ÁÓÁÒÁÂÉÅÉȟ ÏÒÉÇÉÎÁÒ ÆÉÉÎÄ ÄÉÎ ÏÒáĦÅÌÕÌ #ÁÈÕÌȢ ȱ.ÅÎÅÁ )ÇÎÁÔȱ 
ɀ ÁĦÁ ÿÌ ÎÕÍÅÁÕ ÿÎ ÍÅÄÉÕÌ ÍÕÚÉÃÉÅÎÉÌÏÒȢ 5Î ÏÍ ÃÕ ÓÐÉÒÉÔÕÌ ÕÍÏÒÕÌÕÉȟ ÃÕ ÉÎÉÍá 
mareȟ ÃÕ ÓÕÆÌÅÔ ÎÏÂÉÌȟ ÂÌÝÎÄȟ ÉÕÂÉÔÏÒ ÄÅ ÖÉÁĪáȟ ÄÅ ÏÁÍÅÎÉȟ ÄÅ ÆÁÍÉÌÉÅȢ -ÁÅÓÔÒÕÌ 
violonist Nicolae Botgros, la fel originar din sudul Basarabiei, într-un interviu a 
ÒÅÍÁÒÃÁÔȡ ȵ0Å ÎÅÎÅÁ )ÇÎÁÔ "ÒÁÔÕ ÿÌ ĦÔÉÅ Ï ÌÕÍÅ ÿÎÔÒÅÁÇá ɀ ÍÁÒÅÌÅ ÌáÕÔÁÒȟ ÁÃÔÏÒȟ 
muzician-violonist, a fost un om care ne-Á ÄÁÔ Ï ÌÅÃĪÉÅ ÄÅ ÖÉÁĪá ÅØÔÒÁÏÒÄÉÎÁÒáȢ 
#ÉÎÅ Á ÃÝÎÔÁÔ ÃÕ ÎÅÎÅÁ )ÇÎÁÔ Á ÐÒÉÍÉÔ Ï ÅÄÕÃÁĪÉÅ ÓÏÌÉÄáȢ -ÁÒÅ ÏÍ ÄÅ ÏÍÅÎÉÅ 
care ne-Á ÌáÓÁÔ Ï ĦÃÏÁÌá ÐÏÐÕÌÁÒá ÌáÕÔáÒÅÁÓÃá ĥÉ ÏÍÅÎÅÁÓÃá ÄÅ Á ÎÅ ÃÏÍÐÏÒÔÁȢ 
-á ÿÎÔÒÅÂÁ ÿÎÔÏÔÄÅÁÕÎÁ ÃÕÍ Ï ÍÁÉ ÄÕÃ ÍÕÚÉÃÁÎĪÉÉȢ #ÝÎÄ ÖÅÎÅÁÍ ÄÉÎ 2ÏÍÝÎÉÁȟ 
ÿÎÔÒÅÂÁ ÃÅ ÆÁÃÅ "ÕÄÁÌáȟ ÃÅ ÆÁÃÅ ÃÕÔÁÒÅȟ ÄÁÃá ÁÍ ÆÏÓÔ ÐÅ ÌÁ ÍÏÒÍÝÎÔÕÌ ÌÕÉ 4ÏÎÉ 
)ÏÒÄÁÃÈÅȟ ÁÌ ÌÕÉ $ÒáÇÏÉȣ %Ì Á ÆáÃÕÔ ĦÃÏÁÌá ÿÍÐÒÅÕÎá ÃÕ ÔÁÔáÌ ÍÅÕȟ ÌÁ ÌÉÃÅÕÌ ÄÅ 
ÍÕÚÉÃá ÄÉÎ )ÁĦÉȟ ĥÉ ÃÕÎÏĦÔÅÁ ÃÅÒÃÕÌ ÃÅÌÏÒ ÍÁÉ ÍÁÒÉ ÍÕÚÉÃÁÎĪÉȱ ɉ)Çnat Bratu). Alte 
ÓÕÒÓÅ ÒÅÌÁÔÅÁÚá ÄÉÎ ÁÍÉÎÔÉÒÉÌÅ ÌÕÉ )ÇÎÁÔ "ÒÁÔÕȟ ÐÒÅÃÕÍ Ãá Á ÓÔÕÄÉÁÔ ÕÎ ÁÎ ÌÁ Ï 
ĦÃÏÁÌá ÄÅ ÍÕÚÉÃá ɉ$ÒÁÇÏÍÉÒȟ ΣΫΪΣȡ ΤΣɊȢ 

,áÕÔÁÒ ÃÕ ĦÃÏÁÌÁ ÖÉÅĪÉÉȟ ÄÅ ÆÁÐÔȟ ÄÅ ÍÉÃ Á ÐÒÅÌÕÁÔ ÄÅ ÌÁ ÔÁÔáÌ ÓáÕȟ &ÉÌÉÐ "ÒÁÔÕȟ 
ÁÒÔÁ ÄÅ Á ÍÝÎÕÉ ÁÒÃÕĦÕÌ ÐÅ ÃÏÒÚÉÌÅ ÖÉÏÒÉÉȟ ÃÈÉÁÒ ÄÁÃá ÐáÒÉÎĪÉÉ ÌÕÉ ÎÕ ÐÒÅÁ ÿĦÉ ÄÏÒÅÁÕ 
Óá ÆÁÃá ÍÅÓÅÒÉÁ ÄÅ ÍÕÚÉÃÁÎÔȢ _ÎÓÕĦÉ )ÇÎÁÔ "ÒÁÔÕ ÐÏÖÅÓÔÅÁȡ ȵ4ÁÔÁ ÁÓÃÕÎÄÅÁ ÄÅ 
ÍÉÎÅ ÉÎÓÔÒÕÍÅÎÔÅÌÅ ÄÅ ÔÏÔ ÆÅÌÕÌ ÐÅ ÃÁÒÅ ÌÅ ÁÖÅÁÍ ÿÎ ÃÁÓáȟ ÄÁ ÅÕ ÆÕÒÁÍ ÖÉÏÁÒÁ ĦÉ 
Íá ÿÎÃÈÉÄÅÁÍ ÿÎ ÈÁÍÂÁÒȟ ÕÎÄÅ ÁÍ ÄÅÐÒÉÎÓ Á ÃÝÎÔÁȟ ÿÎÃÝÔ atunci, când a dat de 
ÐÏÚÎÅÌÅ ÍÅÌÅȟ ÎÕ ÍÁÉ ÁÖÅÁ ÃÅ Óá-ÍÉ ÆÁÃáȱ ɉ$ÒÁÇÏÍÉÒȟ ΣΫΪΣȡ ΤΣɊȢ 

0áÒÉÎĪÉÉ ÆÉÉÎÄ ĪÉÇÁÎÉȟ ÉÁÒÎÁ ÓÔáÔÅÁÕ ÌÏÃÕÌÕÉȟ ÿÎ ÒÅÓÔÕÌ ÁÎÕÌÕÉ ÃÕÔÒÅÉÅÒÁÕ ÃÕ 
ÃáÒÕĪÁ ÐÒÉÎ ÔÏÔ ÓÐÁĪÉÕÌ ÒÏÍÝÎÅÓÃȟ ÔÁÔáÌ ÓáÕ ÅÒÁ ĦÉ ÍÅĦÔÅÒ ÿÎ ÆÉÅÒáÒÉÅȢ %Ì 
ÃÏÎÆÅÃĪÉÏÎÁ ÓÁÐÅȟ ÈÝÒÌÅĪÅ ĦȢÁȢȟ ÐÅ ÃÁÒÅ ÌÅ ÖÉÎÄÅÁȢ &ÒÁÔÅÌÅ ÍÁÉ ÍÁÒÅ ÿÌ ÁÊÕÔÁ ÐÅ 
ÔÁÉÃá ÓáÕȟ ÉÁÒ )ÇÎÁÔ ÃÝÎÔÁ ÌÁ ÖÉÏÁÒáȢ 5ÉÍÅÁ ÐÅ ÔÏÁÔá ÌÕÍÅÁ ÃÕ ÍáÉÅÓÔÒÉÁ 
ÉÎÔÅÒÐÒÅÔÁÔÉÖáȟ ÉÁÒ ÍÁÉÃá-ÓÁ ÍÁÉ ÿÎ ÇÌÕÍáȟ ÍÁÉ ÿÎ ÓÅÒÉÏÓ ÿÎ ÚÉÃÅÁȡ / Óá ÆÉÉ ÕÎ ÍÁÒÅ 
0ÁÇÁÎÉÎÉ ɉÉÎÆÏÒÍÁĪÉÅ ÐÒÅÌÕÁÔá ÄÅ ÌÁ ÎÁÉstul Mihai Dumitru). 

'ÈÅÏÒÇÈÅ 4ÝÒĪáÕȟ ÐÒÉÍÕÌ ÄÉÒÉÊÏÒ ÁÌ ÏÒÃÈÅÓÔÒÅÉ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒá 
ɉÆÏÎÄÁÔá ÿÎ ΣΫΦΨɊ Á &ÉÌÁÒÍÏÎÉÃÉÉ ÄÅ 3ÔÁÔ ÄÉÎ #ÈÉĦÉÎáÕ ɉÁÃÔÕÁÌÍÅÎÔÅ &ÉÌÁÒÍÏÎÉÃÁ 
.ÁĪÉÏÎÁÌá Serghei LuncheviciɊȟ ÕÌÔÅÒÉÏÒ ÎÕÍÉÔá &ÌÕÉÅÒÁĦ, l-Á ÁÕÚÉÔ ÃÝÎÔÝÎÄ ĦÉ ÿÎ 
anul 1953 Ignat Bratu este angajat în calitate de solist-ÖÉÏÌÏÎÉÓÔ ÿÎ ÏÒÃÈÅÓÔÒáȢ 
Din 1956 la cârma &ÌÕÉÅÒÁĦ-ului vine violonistul Serghei Lunchevici, care 
ÃÏÎÔÒÉÂÕÉÅ ÓÕÂÓÔÁÎĪÉÁÌ ÌÁ ÐÅÒÆÅÃĪÉÏÎÁÒÅÁ ÉÎÔÅÒÐÒÅÔÁÔÉÖá Á ÏÒÃÈÅÓÔÒÅÉȢ %Á ÄÅÖÉÎÅ 
ÔÒÅÐÔÁÔ Ï ÆÏÒÍÁĪÉÅ ÄÅ ÿÎÁÌÔ ÐÒÏfesionalism, efectuând numeroase turnee peste 
ÈÏÔÁÒÅȢ $ÉÎ ΣΫΨΣȟ ÌÁ ÐÒÏÐÕÎÅÒÅÁ ÌÕÉ 6ÌÁÄÉÍÉÒ #ÕÒÂÅÔȟ ÆÏÎÄÁÔÏÒÕÌ ĦÉ ÄÉÒÅÃÔÏÒÕÌ 
!ÎÓÁÍÂÌÕÌÕÉ .ÁĪÉÏÎÁÌ ÄÅ ÄÁÎÓÕÒÉ ÐÏÐÕÌÁÒÅ Joc ɉÁÓÔáÚÉ "ÁÌÅÔÕÌ .ÁĪÉÏÎÁÌ Joc) 
)ÇÎÁÔ "ÒÁÔÕ ÓÅ ÔÒÁÎÓÆÅÒá ÿÎ ÏÒÃÈÅÓÔÒÁ ÁÎÓÁÍÂÌÕÌÕÉȟ ÕÎÄÅ ÁÃÔÉÖÅÁÚá ÐÝÎá ÿÎ ÁÎÕÌ 
1968. Cu Joc-ul, la fel, ÁÒÅ ÔÕÒÎÅÅ ÿÎ 'ÅÒÍÁÎÉÁȟ #ÁÎÁÄÁȟ 'ÒÅÃÉÁȟ 0ÏÌÏÎÉÁ ĦÉ ÍÕÌÔÅ 
ÁÌÔÅ ĪáÒÉȟ ÐÒÏÍÏÖÝÎÄ ÁÒÔÁ ÉÎÔÅÒÐÒÅÔÁÔÉÖá ÖÉÏÌÏÎÉÓÔÉÃá ÔÒÁÄÉĪÉÏÎÁÌáȢ  

_Î ÁÎÕÌ ΣΫΨΪȟ ÐÅ ÌÝÎÇá ÃÏÍÉÔÅÔÕÌ 4ÅÌÅ2ÁÄÉÏ Á ÆÏÓÔÅÉ 233- ÅÓÔÅ ÿÎÆÉÉÎĪÁÔá 
orchestra ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒá Folclor, ÃÏÎÄÕÃáÔÏÒ ÁÒÔÉÓÔÉÃ ĦÉ ÄÉÒÉÊÏÒ ÆÉÉÎÄ 
Dumitru Blajinu ɀ ÕÎ ÁÌÔ ÃÅÌÅÂÒÕ ÌáÕÔÁÒȟ ÒÅÐÒÅÚÅÎÔÁÎÔ ÁÌ ÔÏÐÏÓÕÌÕÉ ÄÅ ÎÏÒÄ ÁÌ 
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"ÁÓÁÒÁÂÉÅÉȢ ,Á ÐÒÏÐÕÎÅÒÅÁ ÍÁÅÓÔÒÕÌÕÉȟ )ÇÎÁÔ "ÒÁÔÕ ÖÉÎÅ ÿÎ ÁÃÅÁÓÔá ÏÒÃÈÅÓÔÒáȢ 
!ÒÅ ÍÕÌÔÅ ÃÏÎÃÅÒÔÅȟ ÆÁÃÅ ÿÎÒÅÇÉÓÔÒáÒÉ ÿÎ ÆÏÎÄÕÌ ÒÁÄÉÏȢ -ÅÎĪÉÏÎáÍ ÕÎ ÌÕÃÒÕ 
ÉÍÐÏÒÔÁÔ ÄÉÎ ÁÃÔÉÖÉÔÁÔÅÁ ÏÒÃÈÅÓÔÒÅÉ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒá Folclor. Membrii ei, fie 
ÃÝÎÔáÒÅĪÉȟ ÆÉÅ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉȟ ÍÅÒÇÅÁÕ ÿÎ ÔÅÒÅÎ ÐÅÎÔÒÕ Á ÿÎÒÅÇÉÓÔÒÁ ÍÁÔÅÒÉÁÌ 
ÁÕÔÅÎÔÉÃȟ ÃÁÒÅ ÕÌÔÅÒÉÏÒ ÅÒÁ ÉÎÔÅÒÐÒÅÔÁÔ ÄÅ ÏÒÃÈÅÓÔÒáȢ %ÓÔÅȟ Äe fapt meritul 
ÄÉÒÉÊÏÒÕÌÕÉ $ÕÍÉÔÒÕ "ÌÁÊÉÎÕȟ ÃÁÒÅ Á ÆÏÓÔ ÎÕ ÄÏÁÒ ÕÎ ÍÁÒÅ ÖÉÏÌÏÎÉÓÔ ĦÉ ÄÉÒÉÊÏÒȟ ÄÁÒ 
ĦÉ ÕÎ ÐÁÓÉÏÎÁÔ ÄÅ ÆÏÌÃÌÏÒȟ ÕÎ ÃÅÒÃÅÔáÔÏÒȟ ÅÄÉÔÝÎÄ ÕÌÔÅÒÉÏÒ ÃÏÌÅÃĪÉÉ ÖÁÌÏÒÏÁÓÅ ÄÅ 
folclor muzical, cum sunt !ÌÉÎáȟ ÄÏÒÕÌÅȟ ÁÌÉÎáȟ #ÈÉĦÉÎáÕȡ %ÄÉÔÕÒÁ 'ÒÁÆÅÍÁ ,ÉÂÒÉÓȟ 
2008, !ÎÔÏÌÏÇÉÅ ÄÅ ÆÏÌÃÌÏÒ ÍÕÚÉÃÁÌȡ ΧΧΦέ ÍÅÌÏÄÉÉ ĥÉ ÃÝÎÔÅÃÅ ÄÉÎ -ÏÌÄÏÖÁ ÉÓÔÏÒÉÃá, 
#ÏÎÓÔÁÎĪÁȡ %ÄÉÔÕÒÁ %Ø 0ÏÎÔÏȟ ΤΡΡΤ ĦȢÁȢ 

0Å ÌÝÎÇá ÁÃÔÉÖÉÔÁÔÅÁ ÿÎ ÏÒÃÈÅÓÔÒÁ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒá Folclor, Ignat Bratu 
conduce taraful într-un rÅÓÔÁÕÒÁÎÔ ÐÒÅÓÔÉÇÉÏÓ ÿÎ ÓÔÉÌ ÎÁĪÉÏÎÁÌ #ÒÁÍá din 
#ÈÉĦÉÎáÕȟ ÄÅÌÅÃÔÝÎÄ ÐÕÂÌÉÃÕÌ ÃÕ ÃÅÌÅ ÍÁÉ ÆÒÕÍÏÁÓÅ ÍÅÌÏÄÉÉ ÆÏÌÃÌÏÒÉÃÅ ÄÉÎ ÓÕÄÕÌ 
Basarabiei: (ÏÒÁ ÄÅ ÌÁ ÓÕÄȟ #ÏÒáÇÈÉÁÓÃÁ ĦȢÁȢ _Î ÍÏÄ ÄÅÏÓÅÂÉÔ ÅÌ ÐÒÅÆÅÒÁ 
ÒÏÍÁÎĪÅÌÅȟ ÐÒÅÃÕÍ De ce m-ÁĪÉ ÄÕÓ ÄÅ ÌÝÎÇá ÖÏÉȟ 6ÉÏÁÒÁȟ #ar frumos cu patru boi, 
! ÖÅÎÉÔ ÁÓÅÁÒá ÍÁÍÁ, dar mai ales Trecea un car cu boi pe drumȢ ,áÕÔÁÒÕÌ .ÅÎÅÁ 
Ignat s-Á ÐÒÏÄÕÓ ĦÉ ÃÁ ÁÃÔÏÒ ÿÎ ÆÉÌÍÅÌÅ Codriiȟ ÁÎÕÌ ΣΫΨΩ ĦÉ Podurile din anul 1973 
la Moldova-Film ɉ§ÕÒÃÁÎȟ ΤΡΣΨȡ ΣΡΦɊȢ 

-/$!,)4A§) $% /2.!-%.4!2% ! -%,/DIILOR 

Cu regret, în interpretarea lui Ignat Bratu s-ÁÕ ÐáÓÔÒÁÔ ÐÕĪÉÎÅ ÌÕÃÒáÒÉ 
ÓÏÌÉÓÔÉÃÅ ÿÎÒÅÇÉÓÔÒÁÔÅȟ ÄÁÒ ÁÃÅÓÔÅÁ ÓÕÎÔ ÁÄÅÖáÒÁÔÅ ÐÅÒÌÅ ÆÏÌÃÌÏÒÉÃÅȡ Hangul Ħi 
Doina, /ÓÔÒÏÐáĪ ÄÅ ÌÁ 3ÏÒÏÃÁȟ -ÅÌÏÄÉÅ ÌáÕÔáÒÅÁÓÃá, Melodie de dor. 

Ornamentarea melodiilor în inteÒÐÒÅÔÁÒÅÁ ÍÁÅÓÔÒÕÌÕÉ ÒÅÆÌÅÃÔá ÁÃÅÌ 
ÅÃÈÉÌÉÂÒÕȟ ÁÃÅÁ ÍÏÄÅÒÁÒÅ ĦÉ ÿÎĪÅÌÅÐÃÉÕÎÅ ÍÕÚÉÃÁÌáȟ ÓÐÅÃÉÆÉÃá ÇÅÎÅÒÁĪÉÅÉ ÄÅ 
ÌáÕÔÁÒÉ ÖÅÎÉĪÉ ÎÅÍÉÊÌÏÃÉÔ ÄÉÎ ÔÒÁÄÉĪÉÅȢ !ÄÕÃÅÍ ÅØÅÍÐÌÕ ÃÕÎÏÓÃÕÔÁ ÌÕÃÒÁÒÅÁ 
Melodie de dor ɉÌÉÎË ÿÎ 2ÅÆÅÒÉÎĪÅɊȟ ÃÁÒÅ ÿÌ ÒÅÐÒÅÚÉÎÔáȢ _Î ÅÁ ÿÎÔÝÌÎÉÍ ÕÎ ĦÉÒ ÄÅ 
ÏÒÎÁÍÅÎÔÅ ÐÅ ÃÁÒÅ ÌÅ ÐÒÅÆÅÒá ÌáÕÔÁÒÕÌ ĦÉ ÃÁÒÅ ÒÅÆÌÅÃÔá ÓÐÅÃÉÆÉÃÕÌ ÍÅÌÏÓÕÌÕÉ ÚÏÎÅÉ 
ÆÏÌÃÌÏÒÉÃÅ ÄÅ ÕÎÄÅ ÖÉÎÅȢ /ÂÓÅÒÖáÍ Ï ÿÍÂÉÎÁÒÅ ÄÅ ÏÒÎÁÍÅÎÔÅȡ ÁÐÏÇÉÁÔÕÒá ÄÕÂÌá 
ÁÎÔÅÒÉÏÁÒá ÓÉÔÕÁÔá ÐÅ ÎÏÔÅÌÅ ÖÅÃÉÎÅ ɉÉÎÆÅÒÉÏÁÒá ĦÉ ÓÕÐÅÒÉÏÁÒáɊ ÁÌÅ ÎÏÔÅÉ ÒÅÁÌÅȟ 
legate de un mordent inferior, interpretat la un interval de semiton, 
ÎÅÒÅÓÐÅÃÔÝÎÄ ÅÆÅÃÔÕÌ ÁÒÍÕÒÉÉ ĦÉ ÆÉÉÎÄ ÕÒÍÁÔÅ ÄÅ Ï ÁÐÏÇÉÁÔÕÒá ÓÉÍÐÌá ÁÎÔÅÒÉÏÁÒá 
ÕÎÉÔá ÐÒÉÎ legato ÄÅ ÎÏÔÁ ÐÅ ÃÁÒÅ Ï ÏÒÎÅÁÚáȡ 

 
Fig. 1.  Ċmbinare de ornamente: apogiaturŁ dublŁ Ἠi mordent 

 

Ignat "ÒÁÔÕ ÆÏÌÏÓÅĦÔÅ ÆÒÅÃÖÅÎÔ ÿÍÂÉÎÁÒÅÁȡ ÁÐÏÇÉÁÔÕÒá ĦÉ ÍÏÒÄÅÎÔ ÓÁÕ 
ÁÐÏÇÉÁÔÕÒá ĦÉ ÔÒÉÌȟ ÅØÅÃÕÔÁÔÅ ÆÏÁÒÔÅ ÒÁÐÉÄ ÐÒÉÎ ÐÅÒÃÕÔÁÒÅÁ ÄÅÇÅÔÅÌÏÒ ÍÝÉÎÉÉ 
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ÓÔÝÎÇÉȟ ÃÏÏÒÄÏÎÝÎÄ ÃÕ ÖÉÔÅÚÁ ÍÉĦÃáÒÉÉ ÁÒÃÕĦÕÌÕÉȟ ÃÁÒÅ ÓÃÏÁÔÅ ÿÎ ÅÖÉÄÅÎĪá ÆÉÅÃÁÒÅ 
ornament aparte prin controlul aderenĪei cu coarda: 

 
Fig. 2.  Ċmbinare de ornamente: apogiaturŁ Ἠi mordent 

 
Fig. 3.  Ċmbinare de ornamente: apogiaturŁ dublŁ Ἠi tril 

 

5Î ÁÌÔ ÐÒÏÃÅÄÅÕ ÏÒÎÁÍÅÎÔÁÌ ÿÎÔÝÌÎÉÔ ÅÓÔÅ ÆÏÒÍÕÌÁ ÁÌÃáÔÕÉÔá ÄÉÎÔÒ-un 
ÃÖÁÒÔÏÌÅÔ ÄÅ ÎÏÔÅ ÒÅÁÌÅ ÿÎ ÖÁÌÏÒÉ ÄÅ ĦÁÉÓÐÒÅÚÅÃÉÍÉ ÉÎÔÅÒÃÁÌÁÔ ÃÕ ÄÏÕá ÁÐÏÇÉÁÔÕÒÉ 
ÓÉÍÐÌÅ ɉÕÎÁ ÐÏÓÔÅÒÉÏÁÒá ĦÉ ÁÌÔÁ ÁÎÔÅÒÉÏÁÒáɊ ÉÎÔÅÒÐÒÅÔÁÔ  ÐÒÉÎ ÔÒáÓáÔÕÒÁ legato. 
!ÃÅÁÓÔá ÆÏÒÍÕÌÁ ÅÓÔÅ ÒÅÐÅÔÁÔá ÄÅ ÍÁÉ ÍÕÌÔÅ ÏÒÉȟ ÁÔÝÔ ÐÅ ÃÏÁÒÄÁ la ÿÎ ÐÏÚÉĪÉÁ ) ȟ 
ÃÝÔ ĦÉ ÐÅ ÃÏÁÒÄÁ mi ÿÎ ÐÏÚÉĪÉÁ )))ȟ ÆÏÌÏÓÉÎÄ ÁÃÅÅÁĦÉ ÄÉÇÉÔÁĪÉÅȡ 

 
&ÉÇȢ ΦȢ  ¥ÁÉÓÐÒÅÚÅÃÉÍÉ ÃÕ ÁÐÏÇÉÁÔÕÒÉ 

 

 
Fig. 5.  ¥ÁÉÓÐÒÅÚÅÃÉÍÉ ÃÕ ÁÐÏÇÉÁÔÕÒÉ 

 

În Melodie de dor Á ÕÔÉÌÉÚÁÔ ÕÎ ÐÒÏÃÅÄÅÕ ÄÅ ÔÅÈÎÉÃá ÉÎÔÅÒÐÒÅÔÁÔÉÖá ÐÅ 
ÐÏÓÔ ÄÅ ÏÒÎÁÍÅÎÔȟ ÍÁÉ ÐÕĪÉÎ ÆÏÌÏÓÉÔ ÄÅ ÁÌĪÉ ÌáÕÔÁÒÉ ɀ tremolo. Este executat prin 
ÁÌÔÅÒÎÁÒÅÁ ÒÁÐÉÄá ÌÁ ÔÒáÓáÔÕÒÁ legato Á ÄÏÕá ÓÕÎÅÔÅ ÌÁ ÄÉÆÅÒÉÔÅ ÉÎÔÅÒÖÁÌÅ ɉÔÅÒĪá 
ÍÉÃáȟ ÿÎ ÃÁÚÕÌ ÄÁÔɊȡ 

 
&ÉÇȢ ΨȢ  4ÒÅÍÏÌÏ ÌÁ ÔÅÒĪá 
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6ÉÏÌÏÎÉÓÔÕÌ ÆÏÌÏÓÅĦÔÅ ÃÕ ÍáÉÅÓÔÒÉÅ ÏÒÎÁÍÅÎÔÅÌÅ ÐÅÎÔÒÕ Á ÏÂĪÉÎÅ ÕÎ 

ÅÆÅÃÔ ÄÅ ÅØÐÒÅÓÉÖÉÔÁÔÅ ÁÐÁÒÔÅ ÿÎ ÅØÅÃÕĪÉÁ ÍÅÌÏÄÉÅÉȢ #Õ Ï ÍÁÒÅ ÉÓÃÕÓÉÎĪá ÿÍÂÉÎá 
diferite ornamente cu un vibrato ÄÕÌÃÅ ÌÁ ÓÆÝÒĦÉÔÕÌ ÆÒÁÚÅÉ ÍÕÚÉÃÁÌÅȢ !ÓÔÆÅÌȟ )ÇÎÁÔ 
"ÒÁÔÕ ÏÂĪÉÎÅÁ ÐÒÉÎ ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÌÁ ÖÉÏÁÒá ÅÆÅÃÔÅ ÄÅ ÓÏÎÏÒÉÔÁÔÅ ÐÒÏÐÒÉÉ ÍÕÚÉÃÉÉ 
cu caracter liric, descriptiv:  

 
Fig. 7.  Ornamente cu rol în expresivitate 

 

 
Fig. 8.  Îmbinarea unor ornamente cu vibrato 

 

Referindu-ÎÅ ÌÁ ÍÏÄÁÌÉÔáĪÉÌÅ ÄÅ ÆÏÌÏÓÉÒÅ Á ÏÒÎÁÍÅÎÔÅÌÏÒ ÄÅ ÃáÔÒÅ ÌáÕÔÁÒÕÌ 
violÏÎÉÓÔ )ÇÎÁÔ "ÒÁÔÕȟ ÓÕÂÌÉÎÉÅÍ ÐÒÅÚÅÎĪÁ ĦÉ ÁÌÔÏÒ ÅÌÅÍÅÎÔÅ ÄÅ ÔÅÈÎÉÃá 
ÉÎÔÅÒÐÒÅÔÁÔÉÖáȟ ÿÎ ÁÆÁÒá ÄÅ tremolo ca ornamentare, precum pizzicato Ħi 
flajoletulȢ !ÎÁÌÉÚÝÎÄ ÍÁÎÉÅÒÅÁ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ Á ÌÕÉ )ÇÎÁÔ "ÒÁÔÕ ÃÏÎÓÔÁÔáÍ Ï 
ÕÔÉÌÉÚÁÒÅ ÍÏÄÅÒÁÔá Á ÏÒÎÁÍÅÎÔÅÌÏÒȟ ÅÖÉÔÁÒÅÁ ÿÎÃáÒÃáÒÉÉ ÃÕ ÏÒÎÁÍÅÎÔÅ Á 
ÍÅÌÏÄÉÅÉȢ #Á Ï ÌÅÇÉÔÁÔÅ ÓÅ ÉÍÐÕÎÅ ÅÌÕÄÁÒÅÁ ÏÒÎÁÍÅÎÔáÒÉÉ ÓÕÃÃÅÓÉÖÅȟ ÉÎÔÅÒÃÁÌÁÔÅ 
ĦÉ ÃÒÅÁÒÅÁ ÕÎÕÉ ÓÐÁĪÉÕ ÔÅÍÐÏÒÁÒ ÄÅ ÌÁ ÕÎ ÏÒÎÁÍÅÎÔȾ ÆÏÒÍÕÌá ÏÒÎÁÍÅÎÔÁÌá ÌÁ 
ÃÅÌáÌÁÌÔȢ 

CONCLUZII 

#ÈÉÁÒ ÄÁÃá ÁÕ ÒáÍÁÓ ÐÕĪÉÎÅ ÿÎÒÅÇÉÓÔÒáÒÉ ÃÕ ÍÁÅÓÔÒÕ )ÇÎÁÔ "ÒÁÔÕȟ ÔÏÔÕĦÉ 
ÖÁÌÏÁÒÅÁ ÁÃÅÓÔÕÉÁ ÿÎ ÐáÓÔÒÁÒÅÁ ÍÁÎÉÅÒÅÉ ÄÅ ÅØÅÃÕĪÉÅ ÓÐÅÃÉÆÉÃá ÚÏÎÅÉ ÔÏÐÏÓÕÌ ÄÅ 
ÓÕÄ ÁÌ "ÁÓÁÒÁÂÉÅÉȟ ÅÓÔÅ ÉÎÃÏÎÔÅÓÔÁÂÉÌáȢ #ÏÎÓÔÁÎÔÉÎ $ÒÁÇÏÍÉÒ ɉΣΫΪΣȡ ΤΣɊ ÒÅÍÁÒÃáȡ 
ȵ_Î ÐÅÉÓÁÊÕÌ ÍÕÚÉÃÉÉ ÌáÕÔáÒÅĦÔÉ ÄÅ ÌÁ ÎÏÉ )ÇÎÁÔ "ÒÁÔÕ Å ÄÉÎ ÎÕÍáÒÕÌ ÃÅÌÏÒ ÐÕĪÉÎi 
ÍÕÚÉÃÁÎĪÉȟ ÃÁÒÅ ÓÕÎÔ ÃáÌáÕÚÉĪÉ ÍÁÉ ÍÕÌÔ ÄÅ ÓÉÍĪÕÌ ÁÒÔÉÓÔÉÃ ÿÎÎáÓÃÕÔ ĦÉ ÍÁÉ ÐÕĪÉÎ 
ÄÅ ÃÝÎÔÁÔÕÌ ÐÅ ÎÏÔÅȢ -ÁÒÅ ÌÕÃÒÕ ÍÁÉ Å ĦÉ ÉÓÐÉÔÁ ÁÒÃÕĦÕÌÕÉ ÐÅÎÔÒÕ ÕÎ ÏÍ ÃÁ 
ÄÕÍÎÅÁÌÕÉȟ ÉÁÒ ÖÉÂÒÁĪÉÉÌÅ ÄÅÇÅÔÅÌÏÒ ÓÕÎÔ ÃÅÌÅ ÁÌÅ ÉÎÉÍÉÉȢ 6ÉÏÌÏÎÉÓÔÕÌÕÉ É-a fost dat 
Óá ÁÕÄá ÍÕÌÔÅ ÃÝÎÔÅÃÅ ÿÎ ÖÉÁĪÁ ÓÁȢ 5ÒÅÃÈÅÁ-i le-a prins din zbor pe cele mai alese 
ĦÉ ÌÅ-Á ÁĦÅÚÁÔ ÃÁ ÐÅ ÎÉĦÔÅ ÒÝÎÄÕÎÉÃÉ ÐÅ ÓÔÒÕÎÅÌÅ ÖÉÏÒÉÉȟ ÃÕ ÃÁÒÅ Á ÁÄÕÓ ÍÕÌÔÅ 
ÐÒÉÍáÖÅÒÉ ÏÁÍÅÎÉÌÏÒȱȢ  

3ÕÂÌÉÎÉÅÍ ÉÍÐÏÒÔÁÎĪÁ ÃÕÎÏÁĦÔÅÒÉÉ ÆÅÎÏÍÅÎÕÌÕÉ ÏÒÎÁÍÅÎÔÁÌ ÁÌ ÄÉÆÅÒÉÔÏÒ 
ÚÏÎÅ ÒÏÍÝÎÅĦÔÉȢ )ÎÔÅÒÐÒÅÔÁÒÅÁ ÃÏÒÅÃÔá Á ÏÒÎÁÍÅÎÔÅÌÏÒ ÄÅÐÉÎÄÅ ÄÅ ÿÎĪÅÌÅÇÅÒÅÁ 
ÌÏÃÕÌÕÉ ÕÎÄÅ ÓÕÎÔ ÕÔÉÌÉÚÁÔÅȟ ÃÁÒÅ ÁÎÕÍÅ ÏÒÎÁÍÅÎÔ ÅÓÔÅ ÆÏÌÏÓÉÔȟ ÔÉÐÕÌ ÄÅ ÃÒÅÁĪÉÅȟ 
ÁÃÃÅÎÔÅÌÅ ÒÉÔÍÉÃÅȟ ÁÐÌÉÃÁÒÅÁ ÕÎÅÉ ÁÎÕÍÉÔÅ ÄÉÇÉÔÁĪÉÉȟ ÔÒáÓáÔÕÒÉ ÄÅ ÁÒÃÕĦȟ ÄÁÒ ĦÉ ÄÅ 
ÕÎ ÃÏÎĪÉÎÕÔ ÅÍÏĪÉÏÎÁÌ-ideatic al ÌÕÃÒáÒÉÉ ÍÕÚÉÃÁÌÅ ÆÏÌÃÌÏÒÉÃÅȢ $Å ÁÓÅÍÅÎÅÁ 
ÁÂÓÏÌÕÔ ÎÅÃÅÓÁÒ ÅÓÔÅ ÃÕÌÔÉÖÁÒÅÁ ÓÉÍĪÕÌÕÉȟ ÿÎĪÅÌÅÇÅÒÉÉ ĦÉ ÒÅÓÐÏÎÓÁÂÉÌÉÔáĪÉÉ ÆÁĪá ÄÅ 
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ÕÔÉÌÉÚÁÒÅÁ ÏÒÎÁÍÅÎÔÅÌÏÒȟ ÆÏÌÏÓÉÒÅÁ ÃÏÒÅÃÔá Á ÏÒÎÁÍÅÎÔáÒÉÉ ÐÁÒÔÉÃÕÌÁÒÅ ĦÉ Á ÃÅÌÅÉ 
caracteristice unei anumite zone folclorice, evitarea unor împrumuturi, care 
ÁÆÅÃÔÅÁÚá ÉÍÁÇÉÎÅÁ ĦÉ ÐÁÒÔÉÔÕÒÁ ÓÏÎÏÒá Á ÐÉÅÓÅÌÏÒȟ ĦÔÉÒÂÅÓÃ ÁÕÔÅÎÔÉÃÉÔÁÔÅÁ ÓÕÒÓÅÉ 
folclorice. 
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Melodie de dor [Song of longing]: 
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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 the importance it has in the 
community and secondly because of the way of caroling. Following field 
ÒÅÓÅÁÒÃÈ ÃÁÒÒÉÅÄ ÏÕÔ ÉÎ !ÌÍÁĦÕ -ÁÒÅȟ !ÌÂÁ #ÏÕÎÔÙȟ ÉÎ Χίίέȟ ) ×ÁÓ ÁÂÌÅ ÔÏ 
see the way in which the carol is sung by carol singers, in various 
interpretative forÍÕÌÁÓ ÆÒÏÍ ×ÈÉÃÈ ÔÈÅ ÍÅÎȭÓ ÇÒÏÕÐ ÓÔÁÎÄÓ ÏÕÔȟ ÓÔÉÌÌ 
ÒÅÔÁÉÎÉÎÇ ÅÌÅÍÅÎÔÓ ÏÆ ÏÒÇÁÎÉÚÁÔÉÏÎ ÏÆ ÔÈÅ ÔÒÁÄÉÔÉÏÎÁÌ ÂÁÎÄ ɉÃÅÁÔáɊ ÏÆ 
carol singers. Although the investigated area is relatively small, with 6 
villages being targeted, the caroling of a male group has both common 
elements and interpretative peculiarities that personalize caroling in 
each separate village. These particularities depend on the type and 
quantity of the repertoire, the number of carol singers or the structure 
of the group, as in most cases they have 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 

0ÒÏÖÅÎÉÔá ÄÉÎ ÔÉÍÐÕÒÉ ÓÔÒáÖÅÃÈÉȟ ÃÉÚÅÌÁÔá ÄÕÐá ÃÕÔÕÍÅÌÅ ÒÏÍÁÎÅȟ 
ÃÏÌÉÎÄÁ ÔÒÁÄÉĪÉÏÎÁÌá ÒÏÍÝÎÅÁÓÃá ÅÓÔÅ ÕÎ ÇÅÎ ÍÕÚÉÃÁÌ ÃÅ Á ÓÕÆÅÒÉÔ ÐÕĪÉÎÅ 
ÍÏÄÉÆÉÃáÒÉ ÄÅ-Á ÌÕÎÇÕÌ ÔÉÍÐÕÌÕÉȟ ÿÎ ÐÒÉÍÕÌ ÒÝÎÄ ÄÁÔÏÒÉÔá ÉÍÐÏÒÔÁÎĪÅÉ ÐÅ 
care o are ÿÎ ÃÏÍÕÎÉÔÁÔÅ ĦÉ ÿÎ ÁÌ ÄÏÉÌÅÁ ÒÝÎÄ ÄÁÔÏÒÉÔá ÍÏÄÕÌÕÉ ÄÅ 
ÉÎÔÅÒÐÒÅÔÁÒÅȢ _Î ÕÒÍÁ ÕÎÅÉ ÃÅÒÃÅÔáÒÉ ÿÎ ÔÅÒÅÎ ÅÆÅÃÔÕÁÔá ÿÎ !ÌÍÁĦÕ -ÁÒÅȟ 
ÊÕÄÅĪÕÌ !ÌÂÁȟ ÿÎ ÁÎÕÌ Χίίέȟ ÁÍ ÐÕÔÕÔ ÏÂÓÅÒÖÁ ÆÅÌÕÌ ÿÎ ÃÁÒÅ ÅÓÔÅ 
ÉÎÔÅÒÐÒÅÔÁÔá ÃÏÌÉÎÄÁ ÄÅ ÃáÔÒÅ ÃÏÌÉÎÄáÔÏÒÉȟ ÿÎ ÄÉÖÅÒÓÅ ÆÏÒÍÕÌÅ 
intÅÒÐÒÅÔÁÔÉÖÅ ÄÉÎ ÃÁÒÅ ÓÅ ÅÖÉÄÅÎĪÉÁÚá ÇÒÕÐÕÌ ÂáÒÂáÔÅÓÃȟ ÃÁÒÅ ÿÎÃá 
ÐáÓÔÒÅÁÚá ÅÌÅÍÅÎÔÅ ÄÅ ÏÒÇÁÎÉÚÁÒÅ ÁÌÅ ÃÅÔÅÉ ÔÒÁÄÉĪÉÏÎÁÌÅ ÄÅ ÃÏÌÉÎÄáÔÏÒÉȢ 
$ÅĦÉ ÚÏÎÁ ÃÅÒÃÅÔÁÔá ÅÓÔÅ ÒÅÌÁÔÉÖ ÒÅÓÔÒÝÎÓáȟ ÆÉÉÎÄ ÖÉÚÁÔÅ ά ÓÁÔÅȟ ÃÏÌÉÎÄÁÔÕÌ 
ÄÅ ÇÒÕÐ ÂáÒÂáÔÅÓÃ ÁÒÅ ÁÔÝÔ ÅÌÅÍÅÎÔÅ ÃÏÍÕÎÅ ÃÝÔ ĦÉ ÐÁÒÔÉÃÕÌÁÒÉÔáĪÉ 
ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÃÅ ÐÅÒÓÏÎÁÌÉÚÅÁÚá ÃÏÌÉÎÄÁÔÕÌ ÿÎ ÆÉÅÃÁÒÅ ÓÁÔ ÿÎ ÐÁÒÔÅȢ !ÃÅÓÔÅ 
ÐÁÒÔÉÃÕÌÁÒÉÔáĪÉ ÄÅÐÉÎÄ ÄÅ ÔÉÐÕÌ ĦÉ ÃÁÎÔÉÔÁÔÅÁ ÒÅÐÅÒÔÏÒÉÕÌÕÉȟ ÄÅ ÎÕÍáÒÕÌ 
ÃÏÌÉÎÄáÔÏÒÉÌÏÒ ÓÁÕ ÄÅ ÓÔÒÕÃÔÕÒÁ ÇÒÕÐÕÌÕÉȟ ÿÎ ÍÁÊÏÒÉÔÁÔÅÁ ÃÁÚÕÒÉÌÏÒ 
acestea având cel pÕĪÉÎ ÕÎ ÃÏÎÄÕÃáÔÏÒ ÄÅ ÇÒÕÐ ÃÕ ÐÅÒÓÏÎÁÌÉÔÁÔÅ 
ÄÉÓÔÉÎÃÔáȢ 4ÏÁÔÅ ÁÃÅÓÔÅ ÅÌÅÍÅÎÔÅ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÓÃÏÔ ÿÎÃá Ï ÄÁÔá ÿÎ 
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ÅÖÉÄÅÎĪá ÉÍÐÌÉÃÁÒÅÁ ÃÏÍÕÎÉÔáĪÉÉ ÿÎ ÏÂÉÃÅÉÕÌ ÃÏÌÉÎÄÁÔÕÌÕÉȟ ÉÍÐÏÒÔÁÎĪÁ ÐÅ 
ÃÁÒÅ Ï ÁÕ ÃÏÌÉÎÄáÔÏÒÉÉ ĦÉ ÃÏÌÉÎÄÁÔÕÌ ĦÉ ÍÝÎÄÒÉÁ ÃÕ ÃÁÒÅ ÁÃÅĦÔÉÁ ÐÒÁÃÔÉÃá 
ÁÃÅÁÓÔá ÔÒÁÄÉĪÉÅ ÓÔÒáÖÅÃÈÅȢ 

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. Anchored far 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 
peoples but also oÎ ÔÈÅ !ÍÅÒÉÃÁÎ ÃÏÎÔÉÎÅÎÔȟ ÉÎ ÁÎ ȰÕÐÄÁÔÅÄȱ ÆÏÒÍȢ 

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 lost, 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 stop it when it was excessive), destroy 
potential pests or confer magical powers to crops or seeds (we mention here 
0ÁÐÁÒÕÄÁȟ #ÁÌÏÉÁÎÕÌȟ $ÒáÇÁÉÃÁȟ #ÝÎÔÅÃÕÌ ÃÕÎÕÎÉÉ). The difference between these 
and the carols lies in the fact that the whole village community is involved 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 by the Association for Romanian 
Literature and Culture of the Romanian People entitled §ÁÒÁ ÎÏÁÓÔÒá (Our 
Country), whose editor-in-chief was Octavian Goga, an article titled Christmas 
appeared, from which we can see the fact that the whole community 
ÐÁÒÔÉÃÉÐÁÔÅÓ ÉÎ ÃÁÒÏÌÉÎÇȟ ÒÅÇÁÒÄÌÅÓÓ ÏÆ ÓÏÃÉÁÌ ÓÔÁÔÕÓȡ ȰThe joy is brought to us 
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 or the 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 co-living 
people of our villages, gives us the welcome opportunity to put aside the 
thought of the everyday needs and hardships of lifeȢȱ ɉ§ÁÒÁ .ÏÁÓÔÒáȟ ΣΫΡΩɊ 

The etymology of the lexical family that includes terms such as carol - 
caroling is clear, with the term coming from the Roman calendae, one of the 
holidays that made up the cycle of winter holidays celebrated in the Roman 



ETHNOMOUSIKOLOGION        25 
 
Empire. The word has been preserved in various forms among many peoples, 
especially in the eastern part of Europe (kóleda or kolada in Bulgarian, koléde 
in Slovene, koliadá in Ukrainian and Russian). This is where the verb a colinda 
and other derived words come from, such as ÃÏÌÉÎÄÅĪÅ - small Christmas bread 
rolls (Bîrlea, 1983).  

Among the Romans, the cycle of winter holidays began with Brumalia, 
a holiday that lasted 24 days, followed by Saturnalia, which lasted 7 days. One 
week after Saturnalia began the Calendae Ianuarii, which 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 the poet Ovid 
(Keightley, 1833), who wrote that during the Calends (or Kalends) there were 
feasts and festive dinners similar to those of Saturnalia. One thing of great 
significance for all the inhabitants of the Empire was constituted by the first 
day of the Calends, which would have the function of an omen, 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 following year for the better, 
constitutes the foundation of the entire custom (Mizgan-Danciu, 2019). 

&)%,$ 2%3%!2#(ȟ !,-!¤5 -!2% 

!ÌÍÁĥÕ -ÁÒÅ ÃÏÍÍÕÎÅ ÉÓ ÌÏÃÁÔÅÄ ÉÎ ÔÈÅ ÓÏÕÔÈÅÒÎ ÅØÔÒÅÍÉÔÙ ÏÆ ÔÈÅ 
Apuseni Mountains, in Alba County, on the border with Hunedoara. This 
ÁÄÍÉÎÉÓÔÒÁÔÉÖÅ ÄÅÌÉÍÉÔÁÔÉÏÎ ÍÁËÅÓ ÔÈÅ ÖÉÌÌÁÇÅ ÏÆ !ÌÍÁĥÕ -ÉÃ ÄÅ -ÕÎÔÅȟ 
ÏÒÇÁÎÉÃÁÌÌÙ ÌÉÎËÅÄ ÔÏ ÔÈÅ ÃÏÍÍÕÎÁÌ ÃÅÎÔÅÒ ÏÆ !ÌÍÁĥÕ -ÁÒÅ ÁÎÄ !ÌÍÁĥÕ ÄÅ 
-ÉÊÌÏÃȟ ÐÁÒÔ ÏÆ ÔÈÅ (ÕÎÅÄÏÁÒÁ ÃÏÍÍÕÎÅ ÏÆ "ÁÌĥÁȢ )Æ ÔÈÅ ÔÈÒÅÅ ÍÅÎÔÉÏÎÅÄ 
villages are crossed by county road DJ705, which connects the commune to 
the town of Zlatna, located 16km to the north-east, the commune includes five 
more villages, some of which are located on DJ705D, a secondary road, which 
ÉÎÔÅÒÓÅÃÔÓ ×ÉÔÈ $*ΩΡΧ ÉÎ !ÌÍÁĦÕ -ÁÒÅȡ .áÄáĥÔÉÁȟ #ÉÂ ÁÎÄ #ÈÅÉÌÅ #ÉÂÕÌÕi, with 
ÔÈÅ ÒÅÓÔ ÂÅÉÎÇ ÍÏÒÅ ÉÓÏÌÁÔÅÄ ÁÎÄ ÁÃÃÅÓÓÉÂÌÅ ÏÎÌÙ ÏÎ ÌÏÃÁÌ ÒÏÁÄÓȡ "ÒáÄÅÔ ÁÎÄ 
Glod. Although it is located in a mountainous area, quite remote, the 
ÃÏÍÍÕÎÅ !ÌÍÁĦÕ -ÁÒÅ ÈÁÄȟ ÁÃÃÏÒÄÉÎÇ ÔÏ ÔÈÅ ΤΡΡΤ ÃÅÎÓÕÓȟ ÁÂÏÕÔ ΣΩΡΡ 
inhabitants, active people and good keepers of local traditions. 

In 1997 I had the chance to participate in a field research session, 
organized by the TerrrArmonia Cultural Foundation, in collaboration with 
Ȱ'ÈÅÏÒÇÈÅ $ÉÍÁȱ .ÁÔÉÏÎÁÌ !ÃÁÄÅÍÙ ÏÆ -ÕÓÉÃȟ Á ÓÅÓÓÉÏÎ ÃÏÏÒÄÉÎÁÔÅÄ ÂÙ 
Professor Ioan BoÃĦÁȟ 0È$ȟ ÁÎÄ 0ÒÏÆÅÓÓÏÒ )ÏÁÎ (ÁÐÌÅÁȟ 0È$Ȣ 4ÈÅ ÐÕÒÐÏÓÅ ÏÆ 
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 (BÏÃĦÁȟ ΣΫΫΫɊȢ 4ÏÇÅÔÈÅÒ ×ÉÔÈ ÓÅÖÅÒÁÌ 
ÏÔÈÅÒ ÓÔÕÄÅÎÔÓ ÏÆ ÔÈÅ &ÏÌËÌÏÒÅ -ÏÄÕÌÅȟ ×Å ÓÐÅÎÔ ÁÌÍÏÓÔ Á ×ÅÅË ÉÎ !ÌÍÁĦÕ 
Mare, collecting in most of the villages within the commune (except for Cheile 
#ÉÂÕÌÕÉ ÁÎÄ "ÒáÄÅÔȟ Ô×Ï ÉÓÏÌÁÔÅÄ ÌÏÃÁÌÉÔÉÅÓ ×ÉÔÈ Á ÖÅÒÙ ÓÍÁÌÌ ÎÕÍÂÅÒ Ïf 
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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 service of St. Nicholas. We consider it very important to observe 
the caroling in 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 collection 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 collected the fewest carols (8), as can be seen 
from Table 1, with the village being more isolated than the others, with difficult 
access. 

 

VILLAGE Carols Carol singers 

!ÌÍÁĥÕ ÄÅ -ÉÊÌÏÃ 29 13 

!ÌÍÁĥÕ -ÉÃ 23 1 

!ÌÍÁĥÕ -ÁÒÅ 15 11 

Cib 15 8 

.áÄáĥÔÉÁ 12 14 

Glod 8 5 

General total 102 52 
 

4ÁÂÌÅ ΣȢ 2ÅÐÅÒÔÏÉÒÅ ÏÆ ÃÁÒÏÌÓ ÁÎÄ ÃÁÒÏÌ ÓÉÎÇÅÒÓ ÆÒÏÍ ÔÈÅ !ÌÍÁĦÕ -ÁÒÅ ÁÒÅÁ 
 

Out of the total carols collected, more than half came from the three 
ÍÁÉÎ ÖÉÌÌÁÇÅÓȟ ×ÈÉÃÈ ÂÅÁÒ ÔÈÅ ÎÁÍÅ !ÌÍÁĦÕȟ ÓÅÅ Fig. 1: 

 
Fig. 1. Percentage distribution of the repertoire 
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During this session, the research team collected 102 carols from the six 
ÖÉÌÌÁÇÅÓȟ ×ÉÔÈ ÔÈÅ ÒÉÃÈÅÓÔ ÒÅÐÅÒÔÏÉÒÅ ÂÅÉÎÇ ÅÎÃÏÕÎÔÅÒÅÄ ÉÎ !ÌÍÁĦÕ ÄÅ -ÉÊÌÏÃ ɉΤΫ 
carols). Of these carols, 57 are performed by the male group, i.e. 56% of the 
total. Other ways of performance were: individual man (29 carols, of which 23 
ÃÏÌÌÅÃÔÅÄ ÉÎ !ÌÍÁĦÕ -ÉÃ ÄÅ -ÕÎÔÅɊȟ ÍÁÌÅ ÇÒÏÕÐÓ ɀ antiphonic (a way of singing 
ÔÈÁÔ ×Å ÆÏÕÎÄȟ ÆÒÏÍ ÔÈÅ ÔÁÒÇÅÔÅÄ ÁÒÅÁȟ ÏÎÌÙ ÉÎ !ÌÍÁĦÕ -ÁÒÅ ÖÉÌÌÁÇÅɊȟ ÍÉØÅÄ 
group, ÃÈÉÌÄÒÅÎȭÓ ÇÒÏÕÐ ÁÎÄ ÉÎÄÉÖÉÄÕÁÌ ×ÏÍÁÎ ɉÏÎÅ ÃÁÒÏÌɊȢ ! ÃÌÅÁÒÅÒ 
structuring of these interpretative structures is depicted in Table 2.  

 

 
!ÌÍÁĥÕ 

de Mijloc 

!ÌÍÁĥÕ 

Mare 

!ÌÍÁĥÕ 

Mic 
Cib Glod .áÄáĥÔÉÁ TOTAL 

Male group 20 4 - 15 8 10 57 

-ÅÎȭÓ ÇÒÏÕÐȟ 

antiphonic 
- 10 - - - - 10 

Individual - male 7 1 23 - - - 31 

Mixed group 2 - - - - - 2 

#ÈÉÌÄÒÅÎȭÓ ÇÒÏÕÐ - - - - - 1 1 

Individual - female - - - - - 1 1 

TOTAL 29 15 23 15 8 12 102 

 
Table 2. $ÉÓÔÒÉÂÕÔÉÏÎ ÏÆ ÔÈÅ ÃÁÒÏÌ ÒÅÐÅÒÔÏÉÒÅ ÉÎ ÔÈÅ !ÌÍÁĦÕ -ÁÒÅ ÁÒÅÁȟ ÄÅÐÅÎÄÉÎÇ ÏÎ 

the interpretive formula 
 

In the following we will analyze the ways of interpretation of the 
ÍÅÎȭÓ ÇÒÏÕÐÓ ÆÒÏÍ ÔÈÅ !ÌÍÁĦÕ -ÁÒÅ ÁÒÅÁȟ ÎÏÔÉÎÇ ÔÈÁÔ ÔÈÉÓ ÔÙÐÅ ÏÆ ÃÁÒÏÌÉÎÇ 
ÅØÉÓÔÓ ÉÎ ÁÌÌ ÔÈÅ ÒÅÓÅÁÒÃÈÅÄ ÖÉÌÌÁÇÅÓȟ ÅØÃÅÐÔ ÉÎ !ÌÍÁĦÕ -ÉÃ ÄÅ -ÕÎÔÅȟ ×ÈÉÃÈ ÉÓ Á 
particular case due to the fact that 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 
Ioachim Danciu.  

In two of the researched villages (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. This is due 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 
ΤΣΩ ÖÉÌÌÁÇÅÒÓȟ ÃÏÍÐÁÒÅÄ ÔÏ ΣΨΦΫ ÉÎ ÔÈÅ ÖÉÌÌÁÇÅ ÏÆ !ÌÍÁĦÕ -ÁÒÅȢ 4ÈÅ ÒÅÄÕÃÅÄ 
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 carols to 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 of the carol, but after the 
first syllable the group becomes compact, unitary. In Fig. 2, this happens after 
the first sound (re2), whilst the second half is already played by the whole 
group.  

 

 
 

Fig. 2. ¤É-Î ÇÒáÄÉÎÁ ÃÅĦÔÉ ÄÏÉ ÍÅÒÉ ɉ)Î ÔÈÅ ÇÁÒÄÅÎ ×ÉÔÈ ÔÈÅÓÅ two appletrees), carol from 
'ÌÏÄȟ ɉ"ÏÃĦÁȟ ΣΫΫΫȟ ÎÏȢ ΤΤΤɊ 

 
In Cib, carols are started by a small leading group (2-3 people), and only 

rarely by a single person. To prepare the first verse of the next stanza, this 
group omits part of the refrain, while entering 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) (Doamneo, dai, Domnului, Doamne) 
(Lord, oh, Lord), while omitting the highlighted part with a gray background, 
as marked in Fig. 3: 

 

 
 

Fig. 3.  Coborât-o, coborât (Coming down, coming downɊȟ ÃÁÒÏÌ ÆÒÏÍ #ÉÂȟ ɉ"ÏÃĥÁȟ ΣΫΫΫȟ 
no. 215) 

 

)Î .áÄáĦÔÉÁ ÔÈÅ ÃÁÒÏÌÓ ÁÒÅ ÓÔÁÒÔÅÄ ÅÁÃÈ ÔÉÍÅ ÂÙ Á ÇÒÏÕÐ ÌÅÁÄÅÒȟ ×ÉÔÈ 
the other carolers entering at the earliest with the second syllable of the text 
(the text with a gray background being omitted): La ÇÒáÄÉÎÁ ÃÅĦÔÉ ÄÏÉ ÍÅÒi (To 
the garden with these two appletrees), ɉ"ÏÃĦÁȟ ΤΡΡΥȟ ÎÏȢ ΤΣΫɊȟ ÏÒ ÓÏÍÅÔÉÍÅÓ 
even with the third syllable: Poruncit-Ï ÆÅÔÅ ÄÁÌÂá ɉBeautiful girl commanded) 
ɉ"ÏÃĦÁȟ ΤΡΡΥȟ ÎÏȢ ΤΡΣɊȢ )Æ ÔÈÅÒÅ ÁÒÅ ÉÎÃÏÎÓÉÓÔÅÎÃÉÅÓ ÒÅÇÁÒÄÉÎÇ ÔÈÅ ÍÅÌÏÄÙȟ ÔÈÅÙ 
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 of 
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 with the 6th ÓÔÁÎÚÁ ɉ"ÏÃĦÁȟ ΤΡΡΥȟ ÎÏȢ ΩΡΨɊȢ )Î 
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this case, singing in unison is 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 unison 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 arose, some 
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 and correct the problems on the go. 

)Î !ÌÍÁĦÕ ÄÅ -ÉÊÌÏÃ ×Å ÁÌÓÏ ÎÏÔÉÃÅÄ ÔÈÅ ÅØÉÓÔÅÎÃÅ ÏÆ Á ÇÒÏÕÐ ÌÅÁÄÅÒȟ 
×ÈÏ ÓÔÁÒÔÓ ÔÈÅ ÃÁÒÏÌÓ ÁÌÏÎÅȟ ÍÕÃÈ ÌÉËÅ ÉÎ .áÄáĦÔÉÁȟ ×ÉÔÈ ÔÈÅ ÒÅÓÔ ÏÆ ÔÈÅ ÃÁÒÏÌ 
singers entering on the 2nd or 3rd syllable. In order to have time to breathe 
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.  

 
 

Fig. 4.  Coborât-o, coborât, (Coming down, coming downɊ ÃÁÒÏÌ ÆÒÏÍ !ÌÍÁĥÕ ÄÅ -ÉÊÌÏÃȟ 
ɉ"ÏÃĦÁȟ ΤΡΡΥȟ ÎÏȢ ΤΡΦɊ 

 

In the carol Coborât-o, coborât (Coming down, coming down) ɉ"ÏÃĦÁȟ 
2003 no. 204), from Fig. 4, which has 56 stanzas, after the first two 
appearances of the refrain, the leader enters either with the last word of the 
refrain (Petre), or only with its second syllable (-tre), continuing with the next 
verse, while the text on a gray background is omitted: 

 

Petre, Petre, Sfinteo Petre (Peter, Peter, Holy Peter) 
Peter, Peter, Sfinteo Petre 
 
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 characteristic that 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 omission 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 by Table 3. 
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Integral chorus Petre -tre 

1, 2, 46, 48, 55 3, 4, 9, 11, 12, 14, 15, 16, 

18, 20, 21, 24, 34, 36, 37, 

38, 40, 41, 42, 43, 44, 

47, 49, 52, 54 

5, 6, 7, 8, 10, 13, 17, 19, 

22, 23, 25, 26, 27, 28, 29, 

30, 31, 32, 33, 35, 39, 45, 

50, 51, 53 

5 stanzas 25 stanzas 25 stanzas 

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

 

)Î ÔÈÅ ÃÏÍÍÕÎÁÌ ÃÅÎÔÅÒȟ !ÌÍÁĦÕ -ÁÒÅȟ ÔÈÅ ÍÁÊÏÒÉÔÙ ÏÆ ÃÁÒÏÌÓ ÁÒÅ 
interpreted in two groups, antiphonically. We also collected four carols that 
are sung together, with the two groups merging into one.  However, some 
skills and interpretive techniques related to antiphonic caroling remain, even 
when we have a single group. For example, in the carol depicted in Fig. 5, the 
group leader enters with the next verse before the rest of the group finishes 
playing the 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 which the 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 earlier, in the points marked B, C and D. After the first four stanzas 
the overlap differs, but it is circumscribed to these four variants. 

 
Fig. 5. În cel schit mândru-nflorit (In that lovely blooming hermitage), carol from 

!ÌÍÁĥÕ -ÁÒÅ ɉ"ÏÃĥÁȟ ΤΡΡΥȟ ÎÏȢ ΨΣΨɊ 

CONCLUSION 

&ÏÌÌÏ×ÉÎÇ ÔÈÅ ÒÅÓÅÁÒÃÈ ÃÁÒÒÉÅÄ ÏÕÔ ÉÎ ÔÈÅ !ÌÍÁĦÕ -ÁÒÅ ÁÒÅÁȟ ×Å ×ÅÒÅ 
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 considered 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 caroling 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 they 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 was compact, 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 the village of 
!ÌÍÁĦÕ -ÁÒÅȟ ×Å ÎÏÔÉÃÅÄ ÔÈÁÔ ÔÈÅ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÉÓ ÔÒÉÂÕÔÁÒÙ ÔÏ ÁÎÔÉÐÈÏÎÉÃ 
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 is still practiced 
according to ancient traditions. 

 

0!24)#5,!2)4A§) ).4%202%4!4)6% _. #/,).$!45, $). 
:/.! !,-!¥5 -!2% - ALBA  

 

Cuvinte cheie 
#ÏÌÉÎÄáȟ ÃÏÌÉÎÄÁÔȟ ÉÎÔÅÒÐÒÅÔÁÒÅȟ ÃÅÁÔá ÄÅ ÃÏÌÉÎÄáÔÏÒÉȟ #ÒáÃÉÕÎ 

INTRODUCERE 

#ÏÌÉÎÄÁÔÕÌ ÅÓÔÅ ÃÏÎÓÉÄÅÒÁÔ ÿÎÃá Á ÆÉ ÃÅÌ ÍÁÉ ÉÍÐÏÒÔÁÎÔ ÏÂÉÃÅÉ ÁÌ 
ÃÏÍÕÎÉÔáĪÉÌÏÒ ÓáÔÅĦÔÉȟ ÄÉÎ ÃÁÄÒÕÌ 3áÒÂáÔÏÒÉÌÏÒ ÄÅ ÐÅÓÔÅ ÁÎȢ !ÎÃÏÒÁÔ ÄÅÐÁÒÔÅ ÿÎ 
ÔÉÍÐȟ ÃÏÌÉÎÄÁÔÕÌ ÅÓÔÅ ÕÎ ÕÒÍÁĦ ÁÌ ÍÁÎÉÆÅÓÔáÒÉÌÏÒ ÒÉÔÕÁÌÅ ÁÖÝÎÄ ÃÁ ÓÃÏÐ 
ÉÎÆÌÕÅÎĪÁÒÅÁ ÒÅÚÕÌÔÁÔÅÌÏÒ ÒÅÃÏÌÔÅÌÏÒ ÐÒÏÖÅÎÉÔÅ ÄÉÎ ÁÇÒÉÃÕÌÔÕÒáȟ ÏÒÇÁÎÉÚÁÔÅ ÃÕ 
ÐÒÉÌÅÊÕÌ 3ÏÌÓÔÉĪÉÕÌÕÉ ÄÅ ÉÁÒÎáȢ _Î ÐÒÅÚÅÎÔ ÃÏÌÉÎÄÁÔÕÌ ÅÓÔÅ ÿÎÃá ÐÒÁÃÔÉÃÁÔ ÐÅ ÓÃÁÒá 
ÌÁÒÇáȟ ÌÁ ÔÏÁÔÅ ÐÏÐÏÁÒÅÌÅ ÅÕÒÏÐÅÎÅȟ ÄÁÒ ĦÉ ÐÅ ÃÏÎÔÉÎÅÎÔÕÌ ÁÍÅÒÉÃÁÎȟ ÿÎÔÒ-o 
ÆÏÒÍá ȵÁÃÔÕÁÌÉÚÁÔáȱȢ  

)-0/24!.§! ¥) 3#524 )34/2)# !, #/,).$!4ULUI 

/ÄÁÔá ÃÕ ÄÅÓÃÏÐÅÒÉÒÉÌÅ ĦÔÉÉÎĪÉÆÉÃÅȟ ÆÕÎÃĪÉÉÌÅ ÍÁÇÉÃÅ ÐÒÅÚÅÎÔÅ ÿÎ 
ÍÁÎÉÆÅÓÔáÒÉÌÅ ÆÏÌÃÌÏÒÉÃÅ ÁÕ ÿÎÃÅÐÕÔ Óá ÿĦÉ ÐÉÁÒÄá ÓÅÍÎÉÆÉÃÁĪÉÁȟ ÿÎ ÃÏÎÓÅÃÉÎĪá 
unele obiceiuri s-ÁÕ ÐÉÅÒÄÕÔ ÓÁÕ ÁÌÔÅÌÅ ÁÕ ÔÒÅÃÕÔ ÄÉÎ ÒÅÐÅÒÔÏÒÉÕÌ ÁÄÕÌĪÉÌÏÒ ÿÎ ÃÅÌ 
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al copiilor. În acest sens, un bun exemplu îl constituie micile obiceiuri agrare 
ÐÒÁÃÔÉÃÁÔÅ ÐÒÉÍáÖÁÒÁ ĦÉ ÖÁÒÁȟ ÍÅÎÉÔÅ ÆÉÅ Óá ÉÎÆÌÕÅÎĪÅÚÅ ÎÁÔÕÒÁ ɉÓá ÁÄÕÃá ÐÌÏÁÉÅ 
ÓÁÕȟ ÄÉÍÐÏÔÒÉÖáȟ Óá Ï ÏÐÒÅÁÓÃá ÁÔÕÎÃÉ ÃÝÎÄ ÅÒÁ ÅØÃÅÓÉÖáɊȟ ÆÉÅ Óá ÄÉÓÔÒÕÇá ÐÏÓÉÂÉÌÉ 
ÄáÕÎáÔÏÒÉ ÓÁÕ Óá ÃÏÎÆÅÒÅ ÐÕÔÅÒÉ ÍÁÇÉÃÅ ÐÌÁÎÔÅÌÏÒ ÓÁÕ ÓÅÍÉÎĪÅÌÏÒ ɉÁÍÉÎÔÉÍ ÁÉÃÉ 
0ÁÐÁÒÕÄÁȟ #ÁÌÏÉÁÎÕÌȟ $ÒáÇÁÉÃÁȟ #ÝÎÔÅÃÕÌ ÃÕÎÕÎÉÉɊȢ $ÉÆÅÒÅÎĪÁ ÄÉÎÔÒÅ ÁÃÅÓÔÅÁ ĦÉ 
ÃÏÌÉÎÄÅ ÃÏÎÓÔá ÿÎ ÆÁÐÔÕÌ Ãáȟ ÿÎ ÃÁÄÒÕÌ ÃÏÌÉÎÄÁÔÕÌÕÉ ÅÓÔÅ ÉÍÐÌÉÃÁÔá ÿÎÔÒÅÁÇÁ 
ÃÏÍÕÎÉÔÁÔÅ ÓáÔÅÁÓÃá, ÉÁÒ ÆÁÓÔÕÌ ÃÅ ÿÎÓÏĪÅĦÔÅ ÃÏÌÉÎÄÁÔÕÌ ÅÓÔÅ un prilej de a 
ÒÅÃÕÎÏÁĦÔÅ ÕÎÉÃÉÔÁÔÅÁ ĦÉ ÉÍÐÏÒÔÁÎĪÁ ÆÉÅÃáÒÕÉ ÍÅÍÂÒÕ ÁÌ ÃÏÍÕÎÉÔáĪÉÉȢ 

_Î ΣΫΡΩȟ ÿÎ ÒÅÖÉÓÔÁ ÅÄÉÔÁÔá ÄÅ !ÓÏÃÉÁĪÉÕÎÅÁ ÐÅÎÔÒÕ ÌÉÔÅÒÁÔÕÒÁ ÒÏÍÝÎá ĦÉ 
cultura poporului român ÉÎÔÉÔÕÌÁÔá §ÁÒÁ ÎÏÁÓÔÒáȟ ÁÌ ÃáÒÅÉ ÒÅÄÁÃÔÏÒ ĦÅÆ ÅÒÁ 
/ÃÔÁÖÉÁÎ 'ÏÇÁȟ ÁÐáÒÅÁ ÕÎ Árticol cu titlul #ÒáÃÉÕÎÕÌ, din care putem observa 
ÆÁÐÔÕÌ Ãá ÌÁ ÃÏÌÉÎÄÁÔ ÐÁÒÔÉÃÉÐÁ ÿÎÔÒÅÁÇÁ ÃÏÍÕÎÉÔÁÔÅȟ ÉÎÄÉÆÅÒÅÎÔ ÄÅ ÓÔÁÔÕÔÕÌ 
ÓÏÃÉÁÌȡ ȵ"ÕÃÕÒÉÁ ÎÅ-Ï ÁÄÕÃÅ ÐÅ ÄÅ Ï ÐÁÒÔÅ ÆÁÐÔÕÌ Ãáȟ ÄÕÐá ÍÁÉ ÍÕÌÔÅ ÚÉÌÅ ÄÅ 
ÍÕÎÃá ÇÒÅÁ ĦÉ ÉÓÔÏÖÉÔÏÁÒÅ Á ÐÕÔÅÒÉÌÏÒ ÎÏÁÓÔÒÅ ÔÒÕÐÅĦÔÉ ĦÉ ÓÕÆÌÅÔÅĦÔÉȟ ÔÏÔ ÉÎÓÕÌ ÿĦÉ 
ÄÅÐÕÎÅ ÕÎÅÁÌÔÁ ÄÅ ÌÕÃÒÕȟ ĪáÒÁÎÕÌ ÔÏÐÏÒÕÌȟ ÈÝÒÌÅĪÕÌ ÏÒÉ ÌÏÐÁÔÁȟ ÍÅĦÔÅĦÕÇÁÒÕÌ 
ÃÉÏÃÁÎÕÌȟ ÓÕÌÁ ÓÁÕ ÒÉÎÄÅÁÕÁȟ ÉÁÒ ÃáÒÔÕÒÁÒÉÉ ÃÏÎÄÅÉÕÌ ĦÉ ÃÅÌÅÌÁÌÔÅȟ ÓÐÒÅ Á-ĦÉ ÏÄÉÈÎÉ 
ÔÒÕÐÕÒÉÌÅ ÏÂÏÓÉÔÅ ÄÅ ÇÒÅÕÌ ÍÕÎÃÉÉȢ $Å ÁÌÔá ÐÁÒÔÅȟ ÓáÒÂáÔÏÒÉÌÅȟ ÿÎtâlnindu-ne cu 
ÔÏĪÉ ÁÉ ÃÁÓÅÉȟ ÃÕ ÒÕÂÅÄÅÎÉÉÌÅ ĦÉ ÃÕ ÃÅÉÌÁÌĪÉ ÿÍÐÒÅÕÎá ÖÉÅĪÕÉÔÏÒÉ ÁÉ ÓÁÔÅÌÏÒ ÎÏÁÓÔÒÅ 
ÎÅ ÿÍÂÉÅ ÂÉÎÅÖÅÎÉÔÕÌ ÐÒÉÌÅÊ ÄÅ Á ÐÕÎÅ ÌÁ Ï ÐÁÒÔÅ ÇÝÎÄÕÌ ÌÁ ÖÅÃÉÎÉÃÉÌÅ ÎÅÖÏÉ ĦÉ 
ÇÒÅÕÔáĪÉ ÁÌÅ ÔÒÁÉÕÌÕÉȢȱ ɉ§ÁÒÁ .ÏÁÓÔÒáȟ ΣΫΡΩɊ  

Etimologia familiei lexicale ce cuprinde termeni precum ÃÏÌÉÎÄá - 
colindat ÅÓÔÅ ÃÌÁÒáȟ ÔÅÒÍÅÎÕÌ ÐÒÏÖÅÎÉÎÄ ÄÅ ÌÁ calendele romane, una dintre 
ÓáÒÂáÔÏÒÉÌÅ ÃÅ ÁÌÃáÔÕÉÁÕ ÃÉÃÌÕÌ ÄÅ ÓáÒÂáÔÏÒÉ ÄÅ ÉÁÒÎá ÃÅÌÅÂÒÁÔÅ ÿÎ )ÍÐÅÒÉÕÌ 
Roman. Termenul s-Á ÐáÓÔÒÁÔ ÓÕÂ ÄÉÆÅÒÉÔÅ ÆÏÒÍÅ ÌÁ ÍÕÌÔÅ ÐÏÐÏÁÒÅȟ ÿÎ ÓÐÅcial în 
ÐÁÒÔÅÁ ÄÅ ÒáÓáÒÉÔ Á %ÕÒÏÐÅÉ ɉkóleda sau kolada la bulgari, koléde la sloveni, 
koliadá ÌÁ ÕÃÒÁÉÎÅÎÉ ĦÉ ÒÕĦÉɊȢ $Å ÁÉÃÉ ÐÒÏÖÉÎÅ ÖÅÒÂÕÌ a colinda ĦÉ ÁÌÔÅ ÃÕÖÉÎÔÅ 
derivate, cum ar fi ÃÏÌÉÎÄÅĪÅÌÅ - ÃÏÌáÃÅÉ ÍÉÃÉ ÄÅ #ÒáÃÉÕÎ ɉ"ÿÒÌÅÁȟ ΣΫΪΥɊȢ  

La romani, ciclÕÌ ÓáÒÂáÔÏÒÉÌÏÒ ÄÅ ÉÁÒÎá ÿÎÃÅÐÅÁ ÃÕ Brumaliaȟ ÓáÒÂáÔÏÁÒÅ 
ÃÅ ÄÕÒÁ ΤΦ ÄÅ ÚÉÌÅȟ ÕÒÍÁÔá ÆÉÉÎÄ ÄÅ Saturnalia ÃÁÒÅ ÄÕÒÁ Ω ÚÉÌÅȢ ,Á Ï ÓáÐÔáÍÝÎá 
ÄÕÐá Saturnalii începeau Calendae Ianuarii, ce aveau loc în primele zile ale lui 
ÉÁÎÕÁÒÉÅ ĦÉ ÍÁÒÃÁÕ ÿÎÃÅÐÕÔÕÌ ÁÎÕÌÕÉ ÒÏÍÁÎȢ )ÍÐÏÒÔÁÎĪÁ ÁÃÅÓÔÅÉ ÓáÒÂáÔÏÒÉ ÒÅÉÅÓÅ 
ĦÉ ÄÉÎ ÃÒÅÁĪÉÁ ÐÏÅÔÕÌÕÉ /ÖÉÄÉÕ ɉ+ÅÉÇÈÔÌÅÙȟ ΣΪΥΥɊȟ ÃÁÒÅ ÓÃÒÉÁ Ãá ÿÎ ÔÉÍÐÕÌ 
Calendelor ÁÖÅÁÕ ÌÏÃ ÏÓÐÅĪÅ ĦÉ ÍÅÓÅ ÆÅÓÔÉÖÅ ÁÓÅÍáÎáÔÏÁÒÅ ÃÕ ÃÅÌÅ din 
SaturnaliiȢ 5Î ÌÕÃÒÕ ÄÅ ÍÁÒÅ ÿÎÓÅÍÎáÔÁÔÅ ÐÅÎÔÒÕ ÔÏĪÉ ÌÏÃÕÉÔÏÒÉÉ )ÍÐÅÒÉÕÌÕÉȟ ÅÒÁ 
constituit de prima zi a Calendelorȟ ÃÁÒÅ ÁÖÅÁ ÆÕÎÃĪÉÁ ÄÅ omen, când se 
prevestea ceea ce se va întâmpla pe parcursul anului ce începea. Acest lucru 
ÓÅ ÒÅÆÌÅÃÔá ÿÎ ÃÏÌÉÎÄÁÔÕÌ ÐÒÁÃÔÉÃÁÔ ÌÁ ÒÏÍÝÎÉȟ ÕÎÄÅ ÆÕÎÃĪÉÁ ÄÅ ÕÒÁÒÅȟ ÃÕ ÅÆÅÃÔ ÄÅ 
ÉÎÆÌÕÅÎĪÁÒÅ ÿÎ ÂÉÎÅ Á ÁÎÕÌÕÉ ÕÒÍáÔÏÒȟ ÃÏÎÓÔÉÔÕÉÅ ÆÕÎÄÁÍÅÎÔÕÌ ÿÎÔÒÅÇÕÌÕÉ ÏÂÉÃÅÉ 
(Mizgan-Danciu, 2019). 

#%2#%4!2% _. 4%2%.ȟ !,-!¥5 -!2% 

#ÏÍÕÎÁ !ÌÍÁĦÕ -ÁÒÅ ÅÓÔÅ ÓÉÔÕÁÔá ÿÎ ÅØÔÒÅÍÉÔÁÔÅÁ ÓÕÄÉÃá Á -ÕÎĪÉlor 
!ÐÕÓÅÎÉȟ ÿÎ ÊÕÄÅĪÕÌ !ÌÂÁȟ ÌÁ ÇÒÁÎÉĪÁ ÃÕ (ÕÎÅÄÏÁÒÁȢ !ÃÅÁÓÔá ÄÅÌÉÍÉÔÁÒÅ 
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ÁÄÍÉÎÉÓÔÒÁÔÉÖá ÆÁÃÅ ÃÁ ÓÁÔÕÌ !ÌÍÁĦÕ -ÉÃ ÄÅ ÍÕÎÔÅȟ ÌÅÇÁÔ ÏÒÇÁÎÉÃ ÄÅ ÃÅÎÔÒÕÌ 
ÃÏÍÕÎÁÌ !ÌÍÁĦÕ -ÁÒÅ ĦÉ !ÌÍÁĦÕ ÄÅ -ÉÊÌÏÃȟ Óá ÆÁÃá ÐÁÒÔÅ ÄÉÎ ÃÏÍÕÎÁ 
ÈÕÎÅÄÏÒÅÁÎá "ÁÌĦÁȢ $ÁÃá ÃÅÌÅ ÔÒÅÉ ÓÁÔÅ ÁÍÉÎÔÉÔÅ ÓÕÎÔ ÓÔÒáÂáÔÕÔÅ ÄÅ ÄÒÕÍÕÌ 
ÊÕÄÅĪÅÁÎ  $*ΩΡΧȟ ÃÅ ÌÅÁÇá ÃÏÍÕÎÁ ÄÅ ÏÒÁĦÕÌ :ÌÁÔÎÁȟ ÁÆÌÁÔ ÌÁ ΣΨËÍ ÎÏÒÄ-est, 
ÃÏÍÕÎÁ ÍÁÉ ÃÕÐÒÉÎÄÅ ÿÎÃá Χ ÓÁÔÅȟ ÄÉÎÔÒÅ ÃÁÒÅ ÕÎÅÌÅ ÁÆÌÁÔÅ ÐÅ $*ΩΡΧ$ȟ ÄÒÕÍ 
ÓÅÃÕÎÄÁÒȟ ÃÅ ÓÅ ÉÎÔÅÒÓÅÃÔÅÁÚá ÃÕ $*ΩΡΧ ÿÎ !ÌÍÁĦÕ -ÁÒÅȡ .áÄáĦÔÉÁȟ #ÉÂ ĦÉ #Èeile 
#ÉÂÕÌÕÉȟ ÒÅÓÔÕÌ ÆÉÉÎÄ ÍÁÉ ÉÚÏÌÁÔÅȟ ÁÃÃÅÓÉÂÉÌÅ ÄÏÁÒ ÐÅ ÄÒÕÍÕÒÉ ÌÏÃÁÌÅȡ "ÒáÄÅÔ ĦÉ 
'ÌÏÄȢ $ÅĦÉ ÓÅ ÁÆÌá ÿÎÔÒ-Ï ÚÏÎá ÍÕÎÔÏÁÓáȟ ÄÅÓÔÕÌ ÄÅ ÉÚÏÌÁÔáȟ ÃÏÍÕÎÁ !ÌÍÁĦÕ 
-ÁÒÅ ÁÖÅÁȟ ÃÏÎÆÏÒÍ ÒÅÃÅÎÓáÍÝÎÔÕÌÕÉ ÄÉÎ ΤΡΡΤȟ ÃÉÒÃÁ ΣΩΡΡ ÄÅ ÌÏÃÕÉÔÏÒÉȟ ÏÁÍÅÎÉ 
ÁÃÔÉÖÉ ĦÉ ÂÕÎÉ ÐÕÒÔáÔÏÒÉ ÁÉ ÔÒÁÄÉĪÉÉÌÏÒ ÌÏÃÁÌÅȢ 

_Î ÁÎÕÌ ΣΫΫΩ ÁÍ ÁÖÕÔ ĦÁÎÓÁ Óá ÐÁÒÔÉÃÉÐ ÌÁ Ï ÓÅÓÉÕÎÅ ÄÅ ÃÅÒÃÅÔÁÒÅ ÿÎ 
ÔÅÒÅÎȟ ÏÒÇÁÎÉÚÁÔá ÄÅ &ÕÎÄÁĪÉÁ #ÕÌÔÕÒÁÌá 4ÅÒÒ!ÒÍÏÎÉÁ din Alba Iulia, în 
ÃÏÌÁÂÏÒÁÒÅ ÃÕ !ÃÁÄÅÍÉÁ .ÁĪÉÏÎÁÌá ÄÅ -ÕÚÉÃá ȵ'ÈÅÏÒÇÈÅ $ÉÍÁȱȟ ÓÅÓÉÕÎÅ 
ÃÏÏÒÄÏÎÁÔá ÄÅ ÃáÔÒÅ ÄÏÍÎÉÉ ÐÒÏÆȢ ÕÎÉÖȢ ÄÒȢ )ÏÁÎ "ÏÃĦÁ ĦÉ ÐÒÏÆȢ ÕÎÉÖȢ ÄÒȢ )ÏÁÎ 
Haplea. Scopul acestui demers a constat în culegerea colindelor existente în 
ÚÏÎá ɉÄÕÐá Ï ÓÏÎÄÁÒÅ Á ÚÏÎÅÉȟ ÅÆÅÃÔÕÁÔá ÃÕ ÕÎ ÁÎ ÿÎÁÉÎÔÅɊȟ ÁÃÅÓÔÅÁ ÕÒÍÝÎÄ Á 
fi publicate într-un volum dedicat acestui gen ÍÕÚÉÃÁÌ ɉ"ÏÃĦÁȟ ΣΫΫΫɊȢ _ÍÐÒÅÕÎá 
ÃÕ ÁÌĪÉ ÃÝĪÉÖÁ ÓÔÕÄÅÎĪÉ ÁÉ -ÏÄÕÌÕÌÕÉ ÄÅ &ÏÌÃÌÏÒȟ ÁÍ ÓÔÁÔ ÁÐÒÏÁÐÅ Ï ÓáÐÔáÍÝÎá ÿÎ 
!ÌÍÁĦÕ -ÁÒÅȟ ÅÆÅÃÔÕÝÎÄ ÃÕÌÅÇÅÒÉ ÿÎ ÍÁÊÏÒÉÔÁÔÅÁ ÓÁÔÅÌÏÒ ÄÉÎ ÃÏÍÕÎá ɉÅØÃÅÐĪÉÅ 
ÆáÃÝÎÄ #ÈÅÉÌÅ #ÉÂÕÌÕÉ ĦÉ "ÒáÄÅÔȟ ÌÏÃÁÌÉÔáĪÉ ÉÚÏÌÁÔÅȟ ÃÕ ÕÎ ÎÕÍáÒ ÆÏarte mic de 
locuitori). Aflându-ÎÅ ÿÎ ÐÒÅÁÊÍÁ #ÒáÃÉÕÎÕÌÕÉȟ ÁÍ ÁÖÕÔ ĦÁÎÓÁ ÄÅ Á ÖÅÄÅÁ 
ÏÂÉÃÅÉÕÌ ÿÎ ÄÅÓÆáĦÕÒÁÒÅȟ ÐÁÒÔÉÃÉÐÝÎÄ ÌÁ ÒÅÐÅÔÉĪÉÉÌÅ ÇÒÕÐÕÒÉÌÏÒ ĦÉ ÌÁ ÐÏÒÎÉÒÅÁ 
ÏÂÉÃÅÉÕÌÕÉ ÿÎ ÓÉÎÅȟ ÏÄÁÔá ÃÕ ÐÒÉÍÕÌ ÃÏÌÉÎÄÁÔȟ ÃÅ Á ÁÖÕÔ ÌÏÃ ÄÕÐá ÓÌÕÊÂÁ ÒÅÌÉÇÉÏÁÓá 
de Sfântul .ÉÃÏÌÁÅȢ #ÏÎÓÉÄÅÒáÍ ÆÏÁÒÔÅ ÉÍÐÏÒÔÁÎÔá ÏÂÓÅÒÖÁÒÅÁ ÃÏÌÉÎÄÁÔÕÌÕÉ in 
situȟ ÃÁÒÅȟ ÐÒÉÎ ÏÆÅÒÉÒÅÁ ÃÁÄÒÕÌÕÉ ÓÉÎÃÒÅÔÉÃ ĦÉ ÄÁÔÏÒÉÔá ÉÎÔÅÇÒáÒÉÉ ÉÎÔÅÒÐÒÅÔáÒÉÉ 
ÃÏÌÉÎÄÅÌÏÒ ÿÎ ÃÁÄÒÕÌ ÁÍÐÌÕÌÕÉ ÐÒÏÃÅÓ ÁÌ ÃÏÌÉÎÄÁÔÕÌÕÉȟ ÏÆÅÒáȟ ÿÎ ÐÌÕÓ ÆÁĪá ÄÅ Ï 
ÏÂÉĦÎÕÉÔá ÃÕÌÅÇÅÒÅ ÄÅ ÆÏÌÃÌÏÒ ÍÕÚÉÃÁÌȟ ÐÅÒÃÅÐÅÒÅÁ ÕÎÅÉ ÅØÐÒÅÓÉÖÉÔáĪÉ ÁÐÁÒÔÅȢ 
!ÃÅÁÓÔÁ ÓÅ ÐÏÁÔÅ ÄÁÔÏÒÁ ÆÒÉÇÕÌÕÉ ÄÅ ÁÆÁÒáȟ ÆÅÌÕÌÕÉ ÿÎ ÃÁÒÅ ÇÁÚÄÅÌÅ ÐÒÉÍÅÓÃ 
ÃÏÌÉÎÄáÔÏÒÉÉȟ ÃÏÎÓÕÍÕÌÕÉ ÄÅ ÍÝÎÃÁÒÅ ĦÉ ÂáÕÔÕÒá ĦÉ ÓÏÌÅÍÎÉÔáĪÉÉ ÅÖÅÎÉÍÅÎÔÕÌÕÉȢ 

_Î ÓÁÔÕÌ 'ÌÏÄ ÁÍ ÃÕÌÅÓ ÃÅÌÅ ÍÁÉ ÐÕĪÉÎÅ ÃÏÌÉÎÄÅ ɉΪɊȟ ÄÕÐá cum se poate 
ÏÂÓÅÒÖÁ ĦÉ ÄÉÎ Tabelul 1, satul fiind mai izolat decât celelalte, cu acces dificil. 

 

SAT Colinde #ÏÌÉÎÄáÔÏÒÉ 

!ÌÍÁĦÕ ÄÅ -ÉÊÌÏÃ 29 13 

!ÌÍÁĦÕ -ÉÃ 23 1 

!ÌÍÁĦÕ -ÁÒÅ 15 11 

Cib 15 8 

.áÄáĦÔÉÁ 12 14 

Glod 8 5 

Total general 102 52 

Tabel 1. 2ÅÐÅÒÔÏÒÉÕÌ ÄÅ ÃÏÌÉÎÄÅ ĦÉ ÃÏÌÉÎÄáÔÏÒÉÉ ÄÉÎ ÚÏÎÁ !ÌÍÁĦÕ -ÁÒÅ 

$ÉÎ ÔÏÔÁÌÕÌ ÃÏÌÉÎÄÅÌÏÒ ÃÕÌÅÓÅȟ ÍÁÉ ÍÕÌÔ ÄÅ ÊÕÍáÔÁÔÅ ÁÕ ÐÒÏÖÅÎÉÔ ÄÉÎ ÃÅÌÅ 
Υ ÓÁÔÅ ÐÒÉÎÃÉÐÁÌÅȟ ÃÅ ÐÏÁÒÔá ÿÎ ÄÅÎÕÍÉÒÅ ÎÕÍÅÌÅ !ÌÍÁĦÕȟ ÖÅÚÉ Fig. 1: 
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Fig. 1. $ÉÓÔÒÉÂÕÉÒÅÁ ÐÒÏÃÅÎÔÕÁÌá Á ÒÅÐÅÒÔÏÒÉÕÌÕÉ 

 

Pe parcursul acestei sesiuni, echipa de cercetare a cules 102 colinde din 
ÃÅÌÅ Ψ ÓÁÔÅȟ ÒÅÐÅÒÔÏÒÉÕÌ ÃÅÌ ÍÁÉ ÂÏÇÁÔ ÆÉÉÎÄ ÿÎ !ÌÍÁĦÕ ÄÅ -ÉÊÌÏÃ ɉΤΫ ÄÅ ÃÏÌÉÎÄÅɊȢ 
$ÉÎ ÁÃÅÓÔÅ ÃÏÌÉÎÄÅȟ ΧΩ ÓÕÎÔ ÉÎÔÅÒÐÒÅÔÁÔÅ ÄÅ ÇÒÕÐ ÂáÒÂáÔÅÓÃȟ ÁÄÉÃá ΧΨϷ ÄÉÎ ÔÏÔÁÌȢ 
!ÌÔÅ ÍÏÄÁÌÉÔáĪÉ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÁÕ ÆÏÓÔȡ ÉÎÄÉÖÉÄÕÁÌ ÂáÒÂÁÔ ɉΤΫ ÄÅ ÃÏÌÉÎÄÅȟ 
ÄÉÎÔÒÅ ÃÁÒÅ ΤΥ ÃÕÌÅÓÅ ÿÎ !ÌÍÁĦÕ -ÉÃ ÄÅ -ÕÎÔÅɊȟ ÇÒÕÐÕÒÉ ÂáÒÂÁĪÉ ɀ antifonic 
(mod de interpretare pe care l-ÁÍ ÇáÓÉÔ ÄÏÁÒ ÿÎ ÓÁÔÕÌ !ÌÍÁĦÕ -ÁÒÅɊȟ ÇÒÕÐ ÍÉØÔȟ 
ÇÒÕÐ ÃÏÐÉÉ ĦÉ ÉÎÄÉÖÉÄÕÁÌ ÆÅÍÅÉÅ ɉÏ ÃÏÌÉÎÄáɊȢ / ÓÔÒÕÃÔÕÒÁÒÅ ÍÁÉ ÃÌÁÒá ÐÒÉÖÉÎÄ 
aceste structuri interpretative o avem în tabelul 2.  

 

 
!ÌÍÁĦÕ ÄÅ 

Mijloc 
!ÌÍÁĦÕ 
Mare 

!ÌÍÁĦÕ 
Mic 

Cib Glod .áÄáĦÔÉÁ TOTAL 

'ÒÕÐ ÂáÒÂÁĪÉ 20 4 - 15 8 10 57 

'ÒÕÐ ÂáÒÂÁĪÉȟ ÁÎÔÉÆÏÎÉÃ - 10 - - - - 10 

Individual - ÂáÒÂÁÔ 7 1 23 - - - 31 

Grup mixt 2 - - - - - 2 

Grup copii - - - - - 1 1 

Individual - femeie - - - - - 1 1 

TOTAL 29 15 23 15 8 12 102 

 
Tabel 2. $ÉÓÔÒÉÂÕÉÒÅÁ ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÄÅ ÃÏÌÉÎÄÅ ÿÎ ÚÏÎÁ !ÌÍÁĦÕ -ÁÒÅȟ ÿÎ ÆÕÎÃĪÉÅ ÄÅ 

ÆÏÒÍÕÌÁ ÉÎÔÅÒÐÒÅÔÁÔÉÖá 
 

_Î ÃÅÌÅ ÃÅ ÕÒÍÅÁÚá ÖÏÍ ÁÎÁÌÉÚÁ ÍÏÄÁÌÉÔáĪÉÌÅ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ ÁÌÅ 
ÇÒÕÐÕÒÉÌÏÒ ÂáÒÂáÔÅĦÔÉ ÄÉÎ ÚÏÎÁ !ÌÍÁĦÕ -ÁÒÅȟ ÏÂÓÅÒÖÝÎÄ Ãá ÁÃÅÓÔ ÔÉÐ ÄÅ 
ÉÎÔÅÒÐÒÅÔÁÒÅ Á ÃÏÌÉÎÄÅÉ ÅØÉÓÔá ÿÎ ÔÏÁÔÅ ÓÁÔÅÌÅ ÃÅÒÃÅÔÁÔÅȟ ÍÁÉ ÐÕĪÉÎ ÿÎ !ÌÍÁĦÕ -ÉÃ 
de Munte, care este un caz particular daÔÏÒÉÔá ÆÁÐÔÕÌÕÉ Ãá ÁÒÅ Ï ÐÏÐÕÌÁĪÉÅ 
ÆÏÁÒÔÅ ÒÅÄÕÓá ɉÿÎ ΤΡΣΣ ÁÖÅÁ ΨΦ ÄÅ ÌÏÃÕÉÔÏÒÉɊȟ ÉÎÆÏÒÍÁÔÏÒÕÌ ÎÏÓÔÒÕ ÄÉÎ ÓÁÔȟ ÃÁÒÅ 
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ne-a cântat toate cele 23 de colinde culese de acolo, fiind chiar preotul satului, 
ÐáÒÉÎÔÅÌÅ )ÏÁÃÈÉÍ $ÁÎÃÉÕȢ  

_Î ÄÏÕá ÄÉÎÔÒÅ ÓÁÔÅÌÅ ÃÅÒÃÅÔÁÔÅ ɉ#ÉÂ ĦÉ 'ÌÏÄɊȟ ÓÉÎÇÕÒÁ ÆÏÒÍÕÌá 
ÉÎÔÅÒÐÒÅÔÁÔÉÖá ÅÓÔÅ ÃÅÁ ÔÒÁÄÉĪÉÏÎÁÌáȟ ÇÒÕÐÕÌ ÂáÒÂáÔÅÓÃȢ $ÉÎ ÁÃÅÓÔÅ ÄÏÕá ÓÁÔÅȟ 
'ÌÏÄ ÓÅ ÒÅÍÁÒÃá ÁÔÝÔ ÐÒÉÎ ÎÕÍáÒÕÌ ÃÅÌ ÍÁÉ ÍÉÃ ÄÅ ÃÏÌÉÎÄáÔÏÒÉ ɉΧɊ ÃÝÔ ĦÉ ÐÒÉÎ 
ÒÅÐÅÒÔÏÒÉÕÌ ÒÅÄÕÓ ÄÅ ÃÏÌÉÎÄÅ ɉΪɊȢ !ÃÅÓÔ ÌÕÃÒÕ ÓÅ ÄÁÔÏÒÅÁÚá ÆÁÐÔÕÌÕÉ Ãáȟ ÄÉÎÔÒÅ 
ÓÁÔÅÌÅ ÃÅÒÃÅÔÁÔÅȟ 'ÌÏÄ ÅÓÔÅ ÃÅÌ ÍÁÉ ÉÚÏÌÁÔȟ ÆÉÉÎÄ ÇÒÅÕ ÁÃÃÅÓÉÂÉÌȢ 4ÏÔÏÄÁÔá 
ÐÏÐÕÌÁĪÉÁ ÓÁÔÕÌÕÉ ÅÒÁ ÆÏÒÍÁÔáȟ ÿÎ ΤΡΣΥȟ ÄÉÎ ΤΣΩ ÓáÔÅÎÉȟ ÆÁĪá ÄÅ ΣΨΦΫ ÿÎ ÓÁÔÕÌ 
!ÌÍÁĦÕ -ÁÒÅȢ 2ÅÐÅÒÔÏÒÉÕÌ ÒÅÄÕÓ ÄÅ ÃÏÌÉÎÄÅ ÆÁÖÏÒÉÚÅÁÚá ÿÎÓá ÕÎÉÔÁÔÅÁ 
ÉÎÔÅÒÐÒÅÔáÒÉÉ ÌÏÒȟ ÄÁÔÏÒÉÔá ÆÁÐÔÕÌÕÉ Ãá ÔÏĪÉ ÃÅÉ ÄÉÎ ÇÒÕÐ ÌÅ ÃÕÎÏÓÃ ÆÏÁÒÔÅ ÂÉÎÅȟ ÁÔÝÔ 
ÃÁ ÍÅÌÏÄÉÅ ÃÝÔ ĦÉ ÃÁ ÔÅØÔȟ ÎÅÅØÉÓÔÝÎÄ ÅÚÉÔáÒÉ ÓÁÕ ÇÒÅĦÅÌÉ ÿÎ ÔÉÍÐÕÌ ÃÏÌÉÎÄÁÔÕÌÕÉȢ 
3ÏÎÏÒÉÔÁÔÅÁ ÅÓÔÅ ÆÏÁÒÔÅ ÕÎÉÔÁÒá ÄÅ ÌÁ ÕÎ ÃÁÐáÔ ÌÁ ÃÅÌáÌÁÌÔ ÁÌ ÃÏÌÉÎÄÅÌÏÒȟ ÆÌÕÃÔÕÁĪÉÁ 
ÉÎÔÅÎÓÉÔáĪÉÉ ÓÏÎÏÒÅ ÆÉÉÎÄ ÍÉÎÉÍáȢ 4ÏÁÔÅ ÃÏÌÉÎÄÅÌÅ ÓÅ ÃÝÎÔá ÃÕ ÖÏÃÅ ÐÕÔÅÒÎÉÃáȟ 
ÂÉÎÅ ÉÍÐÏÓÔÁÔáȟ ÃÕ ÔÉÍÂÒÁÌÉÔÁÔÅ ÎÁÔÕÒÁÌáȟ ÆáÒá Á ÓÅ ÅÖÉÄÅÎĪÉÁ ÎÉÃÉÕÎÁ ÄÉÎÔÒÅ ÖÏÃÉȢ 
3ÉÎÇÕÒÕÌ ÍÏÍÅÎÔ ÿÎ ÃÁÒÅ ÓÅ ÁÕÄÅ ÖÏÃÅÁ ÃÏÎÄÕÃáÔÏÁÒÅ ÅÓÔÅ ÌÁ ÿÎÃÅÐÕÔÕÌ 
ÃÏÌÉÎÄÅÉȟ ÿÎÓá ÄÕÐá ÐÒÉÍÁ ÓÉÌÁÂá ÇÒÕÐÕÌ ÄÅÖÉÎÅ ÃÏÍÐÁÃÔ, unitar. În Fig. 2, acest 
ÌÕÃÒÕ ÓÅ ÿÎÔÝÍÐÌá ÄÕÐá ÐÒÉÍÕÌ ÓÕÎÅÔ ɉÒÅΤɊȟ ÄÅÊÁ Á ÄÏÕÁ ÏÐÔÉÍÅ ÆÉÉÎÄ ÃÝÎÔÁÔá ÄÅ 
întregul grup.  

 

 
 

Fig. 2. Colinda ¥i-Î ÇÒáÄÉÎÁ ÃÅĦÔÉ ÄÏÉ ÍÅÒÉ, Glod, ɉ"ÏÃĦÁȟ ΣΫΫΫȟ ÎÒȢ ΤΤΤɊ 
 

În Cib, colindele sunt atacate de un mic grup ÃÏÎÄÕÃáÔÏÒ ɉΤ-3 
ÐÅÒÓÏÁÎÅɊȟ ÒÁÒÅÏÒÉ ÄÅ Ï ÓÉÎÇÕÒá ÐÅÒÓÏÁÎáȢ 0ÅÎÔÒÕ Á ÐÒÅÇáÔÉ ÐÒÉÍÕÌ ÖÅÒÓ ÁÌ 
ÕÒÍáÔÏÁÒÅÉ ÓÔÒÏÆÅȟ ÁÃÅÓÔ ÇÒÕÐ ÏÍÉÔÅ Ï ÐÁÒÔÅ Á ÒÅÆÒÅÎÕÌÕÉȟ ÉÎÔÒÝÎÄ ÄÏÁÒ ÐÅ 
ÕÌÔÉÍÁ ÌÕÉ ÓÉÌÁÂáȢ _Î ÅØÅÍÐÌÕÌ ÍÕÚÉÃÁÌ ÃÅ ÕÒÍÅÁÚáȟ ÇÒÕÐÕÌ ÉÎÔÒá ÄÏÁÒ ÐÅ ÓÉÌÁÂÁ 
ÆÉÎÁÌáȟ ÐÒÅÌÕÝÎÄ ÕÌÔÉÍÁ ÌÉÔÅÒá Á ÓÉÌÁÂÅÉ ÐÒÅÃÅÄÅÎÔÅ ɉÍɊ ɉDoamneo, dai, 
Domnului, Doamne)ȟ ÏÍÉĪÝÎÄ ÐÁÒÔÅÁ ÅÖÉÄÅÎĪÉÁÔá ÃÕ ÆÕÎÄÁÌ ÇÒÉȟ ÄÕÐá ÃÕÍ 
putem vedea marcat în Fig. 3: 

 

 
 

Fig. 3. Colinda Coborât-o, coborât, Cib, ɉ"ÏÃĦÁȟ ΣΫΫΫȟ ÎÒȢ ΤΣΧɊ 

 

_Î .áÄáĦÔÉÁ ÃÏÌÉÎÄÅÌÅ ÓÕÎÔ ÿÎÃÅÐÕÔÅ ÄÅ ÆÉÅÃÁÒÅ ÄÁÔá ÄÅ ÕÎ ÃÏÎÄÕÃáÔÏÒ 
ÄÅ ÇÒÕÐȟ ÃÅÉÌÁÌĪÉ ÃÏÌÉÎÄáÔÏÒÉ ÉÎÔÒÝÎÄ ÃÅÌ ÍÁÉ ÄÅÖÒÅÍÅ ÃÕ Á ÄÏÕÁ ÓÉÌÁÂá Á ÔÅØÔÕÌÕÉ 
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(textul cu fond gri fiind omis): La ÇÒáÄÉÎÁ ÃÅĦÔÉ ÄÏÉ ÍÅÒiȟ ɉ"ÏÃĦÁȟ ΤΡΡΥȟ ÎÒȢ ΤΣΫɊȟ 
ÓÁÕ ÕÎÅÏÒÉ ÃÈÉÁÒ ÃÕ Á ÔÒÅÉÁ ÓÉÌÁÂáȡ Poruncit-o fatá ÄÁÌÂá ɉ"ÏÃĦÁȟ ΤΡΡΥȟ ÎÒȢ ΤΡΣɊȢ  

 

 
 

Fig. 3. Colinda Poruncit-Ï ÆÁÔá ÄÁÌÂá ɉ"ÏÃĦÁȟ ΤΡΡΥȟ ÎÒȢ ΤΡΣɊȢ 
 

_Î ÃÁÚÕÌ ÿÎ ÃÁÒÅ ÅØÉÓÔá ÎÅÃÏÎÃÏÒÄÁÎĪÅ ÿÎ ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÍÅÌÏÄÉÁȟ 
ÁÃÅÓÔÅÁ ÓÅ ÒÅÇÌÅÁÚá ÿÎ ÐÒÉÍÅÌÅ ÄÏÕá ÓÔÒÏÆÅȟ ÇÒÕÐÕÌ ÌÕÝÎÄ ÃÁ ÍÏÄÅÌ 
ÃÏÎÄÕÃáÔÏÒÕÌ ÄÅ ÇÒÕÐȟ ÃÁÒÅ ÁÒÅȟ ÿÎ ÁÃÅÓÔ ÃÁÚȟ Ï ÖÏÃÅ ÐÕÔÅÒÎÉÃá ĦÉ ÕÎ ÔÉÍÂÒÕ ÍÁÉ 
ÿÎÔÕÎÅÃÁÔȟ ÅÖÉÄÅÎĪÉÁÔȟ ÁÓÅÍáÎáÔÏÒ ÃÕ ÁÌ ÕÎÕÉ ÃÝÎÔáÒÅĪ ÂÉÓÅÒÉÃÅÓÃȢ %ØÉÓÔá ÿÎÓá 
ÃÁÚÕÒÉ ÿÎ ÃÁÒÅ ÃÏÎÓÅÎÓÕÌ ÁÐÁÒÅ ÄÏÁÒ ÄÕÐá ÍÁÉ ÍÕÌÔÅ ÓÔÒÏÆÅȟ ÁÍ ÿÎÔÝÌÎÉÔ ÕÎ ÃÁÚ 
în care doar începând cu a 6-Á ÓÔÒÏÆá ÇÒÕÐÕÌ ÄÅÖÉÎÅ ÃÏÍÐÁÃÔ ɉ"ÏÃĦÁȟ ΤΡΡΥȟ ÎÒȢ 
ΩΡΨɊȢ _Î ÃÁÚÕÌ ÁÍÉÎÔÉÔȟ ÃÝÎÔÁÒÅÁ ÌÁ ÕÎÉÓÏÎ ÓÅ ÒÅÁÌÉÚÅÁÚá ÔÒÅÐÔÁÔȟ ÍÁÉ ÿÎÔÝÉ ÓÅ 
ÓÔÁÂÉÌÅĦÔÅ ÕÎ ÃÏÎÓÅÎÓ ÒÉÔÍÉÃȟ ÿÎÃÅÐÝÎÄ ÃÕ Á ÄÏÕÁ ÓÔÒÏÆáȟ ÁÐÏÉ ÃÏÌÉÎÄáÔÏÒÉÉ ÃÁÒÅ 
ÁÕ ÐÒÏÂÌÅÍÅ ÄÅ ÉÎÔÏÎÁĪÉÅ ÓÁÕ ÇÒÅĦÅÌÉ ÿÎ ÃÁÄÒÕÌ ÌÉÎÉÅÉ ÍÅÌÏÄÉÃÅ ÒÅÎÕÎĪá ÐÅ ÒÝÎÄ 
Óá ÃÝÎÔÅȟ ÁÓÃÕÌÔá ÍÏÄÅÌÕÌȟ ÁÐÏÉ ÉÎÔÒá ÿÎ ÕÎÉÓÏÎ ÃÕ ÃÏÎÄÕÃáÔÏÒÕÌ ÄÅ ÇÒÕÐ ÄÅ ÌÁ 
ÓÔÒÏÆÁ ÕÒÍáÔÏÁÒÅȢ _Î ÆÕÎÃĪÉÅ ÄÅ ÃÁÒÁÃÔÅÒÉÓÔÉÃÉÌÅ ÖÏÃÁÌÅ ÉÎÄÉÖÉÄÕÁÌÅȟ ÁÃÅÁÓÔá 
ÐÒÏÃÅÄÕÒá ÄÅ ÃÏÒÅÃÔÁÒÅ Á ÉÎÔÅÒÐÒÅÔáÒÉÉ ÅÓÔÅ ÍÁÉ ÍÕÌÔ ÓÁÕ ÍÁÉ ÐÕĪÉÎ ÐÅÒÃÅÐÔÉÂÉÌá 
audÉÔÏÒÉÕÌÕÉȢ $Å ÎÏÔÁÔ ÆÁÐÔÕÌ Ãáȟ ÏÂÓÅÒÖÝÎÄ ÐÒÏÂÌÅÍÅÌÅ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÁÐáÒÕÔÅȟ 
ÕÎÉÉ ÍÅÍÂÒÉ ÁÉ ÇÒÕÐÕÌÕÉ ÁÕ ÁĦÔÅÐÔÁÔ ÒÅÍÅÄÉÅÒÅÁ ÉÎÔÏÎÁĪÉÅÉ ĦÉ ÁÕ ÿÎÃÅÐÕÔ Óá 
ÃÝÎÔÅ ÄÏÁÒ ÄÕÐá ÍÁÉ ÍÕÌÔÅ ÓÔÒÏÆÅȢ 0ÝÎá ÇÒÕÐÕÌ Á ÄÅÖÅÎÉÔ ÃÏÍÐÁÃÔȟ 
ÃÏÎÄÕÃáÔÏÒÕÌ ÄÅ ÇÒÕÐ Á ÃÝÎÔÁÔ ÿÎÔÒ-o manÉÅÒá ÓÏÌÉÓÔÉÃáȟ ÍÁÉ ÔÁÒÅ ÄÅÃÝÔ ÒÅÓÔÕÌ 
ÇÒÕÐÕÌÕÉȟ ÃÕ ÓÃÏÐÕÌ ÄÅ Á ÏÆÅÒÉ ÁÃÅÓÔÏÒÁ ÕÎ ÍÏÄÅÌ ĦÉ ÄÅ Á ÃÏÒÅÃÔÁ ÐÒÏÂÌÅÍÁ 
ÁÐáÒÕÔáȢ 

¥É ÿÎ !ÌÍÁĦÕ ÄÅ -ÉÊÌÏÃ ÓÅ ÒÅÍÁÒÃá ÅØÉÓÔÅÎĪÁ ÃÌÁÒá Á ÕÎÕÉ ÃÏÎÄÕÃáÔÏÒ ÄÅ 
ÇÒÕÐȟ ÃÁÒÅ ÁÔÁÃá ÓÉÎÇÕÒ ÃÏÌÉÎÄÅÌÅȟ ÌÁ ÆÅÌ ÃÁ ĦÉ ÿÎ .áÄáĦÔÉÁȟ ÒÅÓÔÕÌ ÃÏÌÉÎÄáÔÏÒÉÌÏÒ 
intrând cu silaba a 2-a sau a 3-ÁȢ 0ÅÎÔÒÕ Á ÁÖÅÁ ÔÉÍÐ Óá ÉÎÓÐÉÒÅ ÁÍÐÌÕȟ 
ÃÏÎÄÕÃáÔÏÒÕÌ ÆÏÌÏÓÅĦÔÅ ÁÃÅÅÁĦÉ ÔÅÈÎÉÃá ÄÅ ÏÍÉÔÅÒÅ Á ÒÅÆÒÅÎÕÌÕÉ ÐÅ ÃÁÒÅ ÁÍ 
observat-Ï ÿÎ #ÉÂȟ ÄÕÐá ÃÅ ÃÝÎÔá ÿÍÐÒÅÕÎá ÃÕ ÇÒÕÐÕÌ ÐÒÉÍÅÌÅ ÄÏÕá ÓÁÕ ÔÒÅÉ 
refrene, pentru a ÓÅ ÁÓÉÇÕÒÁ Ãá ÓÕÎÔ ÃÝÎÔÁÔÅ ÃÏÒÅÃÔȢ 5ÌÔÅÒÉÏÒ ÁÃÅÓÔÁ ÏÍÉÔÅ 
ÐÁÒĪÉÁÌ ÒÅÆÒÅÎÕÌȟ ÉÎÔÒÝÎÄ ÐÅ ÕÌÔÉÍÁ ÓÁÕ ÐÅÎÕÌÔÉÍÁ ÓÉÌÁÂá Á ÁÃÅÓÔÕÉÁȢ  

 

 
 

Fig. 4. Colinda Coborât-o, coborât, !ÌÍÁĦÕ ÄÅ -ÉÊÌÏÃ, ɉ"ÏÃĦÁȟ ΤΡΡΥȟ ÎÒȢ ΤΡΦɊ 
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În colinda Coborât-o, coborât ɉ"ÏÃĦÁȟ ΤΡΡΥ ÎÒȢ 204), din Fig. 4, ce are 56 
ÄÅ ÓÔÒÏÆÅȟ ÄÕÐá ÐÒÉÍÅÌÅ ÄÏÕá ÁÐÁÒÉĪÉÉ ÁÌÅ ÒÅÆÒÅÎÕÌÕÉ ÃÏÎÄÕÃáÔÏÒÕÌ ÉÎÔÒá ÆÉÅ ÃÕ 
ultimul cuvânt al refrenului (PetreɊȟ ÆÉÅ ÄÏÁÒ ÃÕ Á ÄÏÕÁ ÓÉÌÁÂá Á ÁÃÅÓÔÕÉÁ ɉ-tre), 
ÃÏÎÔÉÎÕÝÎÄ ÃÕ ÖÅÒÓÕÌ ÕÒÍáÔÏÒȟ ÔÅØÔÕÌ ÐÅ ÆÏÎÄ ÇÒÉ ÆÉÉÎÄ ÏÍÉÓȡ 

Petre, Petre, Sfinteo Petre 
Petre, Petre, Sfinteo Petre 

 3ÐÏÒÁÄÉÃȟ ÁÃÅÓÔÁ ÍÁÉ ÉÎÔÅÒÐÒÅÔÅÁÚá ÒÅÆÒÅÎÕÌ ÉÎÔÅÇÒÁÌ ÐÅ ÐÁÒÃÕÒÓÕÌ 
ÃÏÌÉÎÄÅÉ ĦÉ ÄÉÎ ÎÏÕ ÿÎ ÕÌÔÉÍÁ ÁÐÁÒÉĪÉÅ Á ÁÃÅÓÔÕÉÁȟ ÌÁ ÓÔÒÏÆÁ ΧΧȟ ÕÌÔÉÍÁ ÓÔÒÏÆá ÆÉÉÎÄ 
ÆáÒá ÒÅÆÒÅÎ ɉÅÓÔÅ Ï ÃÁÒÁÃÔÅÒÉÓÔÉÃá ÚÏÎÁÌá ÃÁ ÆÏÒÍÁ ÕÌÔÉÍÅÉ ÓÔÒÏÆÅ Óá ÄÉÆÅÒÅȟ ÆÉÅ 
prin eliminarea refrenului fie prin formule de încheiere, vom vorbi despre 
ÁÓÐÅÃÔÅÌÅ ÍÏÒÆÏÌÏÇÉÃÅ ÁÌÅ ÍÁÔÅÒÉÁÌÕÌÕÉ ÃÕ Ï ÁÌÔá ÏÃÁÚÉÅɊȢ !ÎÁÌÉÚÝÎÄ 
ÓÕÃÃÅÓÉÕÎÅÁ ÃÅÌÏÒ ÄÏÕá ÖÁÒÉÁÎÔÅ ÄÅ ÏÍÉÔÅÒÅ ÐÁÒĪÉÁÌá Á ÒÅÆÒÅÎÕÌÕÉȟ ÎÕ ÁÍ ÇáÓÉÔ 
un tipÁÒ ÅÖÉÄÅÎÔȟ ÿÎÓá ÁÍ ÄÅÓÃÏÐÅÒÉÔ ÆÁÐÔÕÌ Ãá ÃÅÌÅ ÄÏÕá ÖÁÒÉÁÎÔÅ ÁÐÁÒ ÅÃÈÉÌÉÂÒÁÔ 
ÐÅ ÐÁÒÃÕÒÓÕÌ ÉÎÔÅÒÐÒÅÔáÒÉÉ ÃÏÌÉÎÄÅÉȟ ÃÈÉÁÒ ÿÎ ÎÕÍáÒ ÅÇÁÌ ÿÎ ÁÃÅÓÔ ÅØÅÍÐÌÕȟ ÄÕÐá 
ÃÕÍ ÒÅÉÅÓÅ ĦÉ ÄÉÎ Tabelul 3. 

 
Refren integral Petre -tre 

1, 2, 46, 48, 55 3, 4, 9, 11, 12, 14, 15, 16, 
18, 20, 21, 24, 34, 36, 
37, 38, 40, 41, 42, 43, 

44, 47, 49, 52, 54 

5, 6, 7, 8, 10, 13, 17, 19, 22, 23, 
25, 26, 27, 28, 29, 30, 31, 32, 

33, 35, 39, 45, 50, 51, 53 

5 strofe 25 de strofe 25 de strofe 

 
Tabel 3. -ÏÄÁÌÉÔáĪÉÌÅ ÿÎ ÃÁÒÅ ÃÏÎÄÕÃáÔÏÒÕÌ ÄÅ ÇÒÕÐ ÉÎÔÅÒÐÒÅÔÅÁÚá ÒÅÆÒÅÎÕÌ 

 

_Î ÃÅÎÔÒÕÌ ÃÏÍÕÎÁÌȟ !ÌÍÁĦÕ -ÁÒÅȟ ÍÁÊÏÒÉÔÁÔÅÁ ÃÏÌÉÎÄÅÌÏÒ ÓÕÎÔ 
ÉÎÔÅÒÐÒÅÔÁÔÅ ÿÎ ÄÏÕá ÇÒÕÐÕÒÉȟ ÁÎÔÉÆÏÎÉÃȢ !Í ÃÕÌÅÓ ÿÎÓá ĦÉ Φ ÃÏÌÉÎÄÅ ÃÁÒÅ ÓÕÎÔ 
ÉÎÔÅÒÐÒÅÔÁÔÅ ÿÍÐÒÅÕÎáȟ ÃÅÌÅ ÄÏÕá ÇÒÕÐÕÒÉ ÄÅÖÅÎÉÎÄ ÐÒÉÎ ÃÏÎÔÏÐÉÒÅ ÕÎÕÌ ÓÉÎÇÕÒȢ 
Cu toate acesteÁȟ ÕÎÅÌÅ ÄÅÐÒÉÎÄÅÒÉ ĦÉ ÔÅÈÎÉÃÉ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÌÅÇÁÔÅ ÄÅ ÃÏÌÉÎÄÁÔÕÌ 
ÁÎÔÉÆÏÎÉÃ ÒáÍÝÎ ÃÈÉÁÒ ĦÉ ÁÔÕÎÃÉ ÃÝÎÄ ÁÖÅÍ ÕÎ ÓÉÎÇÕÒ ÇÒÕÐȢ 3ÐÒÅ ÅØÅÍÐÌÕȟ ÿÎ 
ÃÏÌÉÎÄÁ ÐÒÅÚÅÎÔÁÔá ÿÎ Fig. 5ȟ ÃÏÎÄÕÃáÔÏÒÕÌ ÄÅ ÇÒÕÐ ÉÎÔÒá ÃÕ ÖÅÒÓÕÌ ÕÒÍáÔÏÒ 
ÿÎÁÉÎÔÅ ÃÁ ÒÅÓÔÕÌ ÇÒÕÐÕÌÕÉ Óá ÔÅÒÍÉÎÅ ÄÅ ÉÎÔÅÒÐÒÅÔÁÔ ÿÎÔÒÅÁÇÁ ÓÔÒÏÆáȢ !ÃÅÓÔ ÌÕÃÒÕ 
ÅÓÔÅ ÆÁÃÉÌÉÔÁÔ ÄÅ ÆÁÐÔÕÌ Ãá ÐÅ ÕÌÔÉÍÕÌ ÒÝÎÄ ÍÅÌÏÄÉÃ ÁÖÅÍ ÒÅÆÒÅÎȟ ÆáÒá ÉÍÐÏÒÔÁÎĪá 
ÿÎ ÍÅÓÁÊÕÌ ÔÒÁÎÓÍÉÓ ÄÅ ÔÅØÔÕÌ ÃÏÌÉÎÄÅÉȢ #ÏÎÄÕÃáÔÏÒÕÌ ÄÅ ÇÒÕÐ ÆÏÌÏÓÅĦÔÅ ÕÎÁ ÄÉÎ 
ÔÅÈÎÉÃÉÌÅ ÄÅÓÃÒÉÓÅ ÁÎÔÅÒÉÏÒȟ ÃÅÁ ÐÒÉÎ ÃÁÒÅ ÃÏÎÄÕÃáÔÏÒÕÌ ÏÍÉÔÅ ÐÁÒĪÉÁÌ ÒÅÆÒÅÎÕÌ ĦÉ 
ÿÎÃÅÐÅ ÓÔÒÏÆÁ ÕÒÍáÔÏÁÒÅ ÓÕÐÒÁÐÕÎÝÎÄÕ-se peste refrenul strofei existente. 
)ÎÉĪÉÁÌ ÓÕÐÒÁÐÕÎÅÒÅÁ ÅÓÔÅ ÐÅ ÕÌÔÉÍÁ ÓÉÌÁÂá Á ÃÅÓÔÕÉÁ ɉÍÁÒÃÁÔ ÃÕ ! ÿÎ &ÉÇȢ ΧɊȟ ÁÐÏÉ 
ÓÕÐÒÁÐÕÎÅÒÅÁ ÓÅ ÆÁÃÅ ÔÏÔ ÍÁÉ ÄÅÖÒÅÍÅȟ ÿÎ ÐÕÎÃÔÅÌÅ ÍÁÒÃÁÔÅ "ȟ # ĦÉ $Ȣ $ÕÐá 
ÐÒÉÍÅÌÅ Φ ÓÔÒÏÆÅ ÓÕÐÒÁÐÕÎÅÒÅÁ ÄÉÆÅÒáȟ ÄÁÒ ÓÅ ÃÉÒÃÕÍÓÃÒÉÅ ÁÃÅÓÔÏÒ Φ ÖÁÒÉÁÎÔÅȢ 
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Fig. 5. Colinda În cel schit mândru-nflorit , !ÌÍÁĦÕ -ÁÒÅ ɉ"ÏÃĦÁȟ ΤΡΡΥȟ ÎÒȢ ΨΣΨɊ 
 

CONCLUZII 

_Î ÕÒÍÁ ÃÅÒÃÅÔáÒÉÉ ÅÆÅÃÔÕÁÔÅ ÿÎ ÚÏÎÁ !ÌÍÁĦÕ -ÁÒÅ ÁÍ ÐÕÔÕÔ ÏÂÓÅÒÖÁ 
ÉÍÐÏÒÔÁÎĪÁ ÐÅ ÃÁÒÅ ÐÏÐÕÌÁĪÉÁ Ï ÁÃÏÒÄá ÿÎ ÃÏÎÔÉÎÕÁÒÅ ÃÏÌÉÎÄÁÔÕÌÕÉȟ ÃÁ ÐÁÒÔÅ Á 
ÔÒÁÄÉĪÉÉÌÏÒ ĦÉ ÏÂÉÃÅÉÕÒÉÌÏÒ ÍÏĦÔÅÎÉÔÅ ÄÅ ÌÁ ÿÎÁÉÎÔÁĦÉȢ #ÏÌÉÎÄÁÔÕÌ ÅÓÔÅ ÃÏÎÓÉÄÅÒÁÔ ÕÎ 
ÏÂÉÃÅÉ ÓÅÒÉÏÓȟ ÎÅÃÅÓÁÒȟ ÿÎ ÃÁÄÒÕÌ ÃÏÍÕÎÉÔáĪÉÉ ÒÕÒÁÌÅȢ  

_Î ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÍÏÄÁÌÉÔÁÔÅÁ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅÁ Á ÃÏlindatului, am 
ÐÕÔÕÔ ÏÂÓÅÒÖÁ ÍÁÉ ÍÕÌÔÅ ÁÓÐÅÃÔÅȟ ÕÎÅÌÅ ÇÅÎÅÒÁÌÅȟ ÒÅÇáÓÉÔÅ ÿÎ ÔÏÁÔÅ ÓÁÔÅÌÅ 
ÃÅÒÃÅÔÁÔÅȟ ÁÌÔÅÌÅ ÐÁÒÔÉÃÕÌÁÒÅȟ ÃÅ ÐÅÒÓÏÎÁÌÉÚÅÁÚá ÃÏÌÉÎÄÁÔÕÌ ÐÅÎÔÒÕ ÆÉÅÃÁÒÅ ÓÁÔ ÿÎ 
parte. Referindu-ÎÅ ÌÁ ÃÏÌÉÎÄÁÔÕÌ ÇÒÕÐÕÌÕÉ ÂáÒÂáÔÅÓÃȟ ÿÎ ÍÁÊÏÒÉÔÁÔÅÁ ÓÁÔÅÌÏÒ Ó-a 
evidÅÎĪÉÁÔ ÕÎ ÃÏÎÄÕÃáÔÏÒ ÄÅ ÇÒÕÐȟ ÃÕ ÉÍÐÏÒÔÁÎÔÕÌ ÒÏÌ ÄÅ ÃÏÏÒÄÏÎÁÒÅ Á 
ÉÎÔÅÒÐÒÅÔáÒÉÉȟ ÄÅ ÏÆÅÒÉÒÅ Á ÕÎÕÉ ÍÏÄÅÌ ÐÅÎÔÒÕ ÒÅÓÔÕÌ ÃÏÌÉÎÄáÔÏÒÉÌÏÒȢ 5Î ÁÌÔ ÒÏÌ 
ÅÓÔÅ ÃÅÌ ÿÎ ÃÁÒÅ ÃÏÎÄÕÃáÔÏÒÕÌ ÃÏÒÅÃÔÅÁÚá ÕÎÅÌÅ ÐÒÏÂÌÅÍÅ ÁÐáÒÕÔÅȟ ÌÅÇÁÔÅ ÄÅ 
ÔÅØÔȟ ÌÉÎÉÅ ÍÅÌÏÄÉÃá ÓÁÕ ÉÎÔÏÎÁĪÉÅȟ prin impunerea variantei sale, cu ajutorul 
ÕÎÅÉ ÖÏÃÉ ÐÕÔÅÒÎÉÃÅȟ ÂÉÎÅ ÔÉÍÂÒÁÔáȟ ÃÝÎÔÝÎÄ ÍÁÉ ÔÁÒÅ ÐÝÎá ÃÝÎÄ ÉÎÔÅÒÐÒÅÔÁÒÅÁ 
ÄÅÖÉÎÅ ÕÎÉÔÁÒáȢ !Í ÁÖÕÔ ÃÁÚ ÿÎ ÃÁÒÅ Á ÅØÉÓÔÁÔ ÕÎ ÍÉÃ ÇÒÕÐ ÃÏÎÄÕÃáÔÏÒ ɉ#ÉÂɊ ÓÁÕ 
ÿÎ ÃÁÒÅ ÇÒÕÐÕÌ Á ÆÏÓÔ ÃÏÍÐÁÃÔȟ ÆáÒá Á ÓÅ ÅÖÉÄÅÎĪÉÁ ÎÉÃÉÕÎ ÍÅÍÂÒÕ ÁÌ ÓáÕ ɉ'ÌÏÄɊȢ 
/ ÃÁÒÁÃÔÅÒÉÓÔÉÃá ÇÅÎÅÒÁÌáȟ ÌÅÇÁÔá ÄÅ ÅØÉÓÔÅÎĪÁ ÕÎÕÉ ÃÏÎÄÕÃáÔÏÒ ÄÅ ÇÒÕÐ ÃÏÎÓÔá 
ÿÎ ÆÁÐÔÕÌ Ãá ÁÃÅÓÔÁ ÏÍÉÔÅ ÿÎ ÉÎÔÅÒÐÒÅÔÁÒÅ ÐÁÒÔÅ ÄÉÎ ÒÅÆÒÅÎȟ ÃÕ ÓÃÏÐÕÌ ÄÅ ÆÉ 
prezent întotdeauna cu noul vers. Într-ÕÎ ÃÁÚ ÐÁÒÔÉÃÕÌÁÒȟ ÿÎ ÓÁÔÕÌ !ÌÍÁĦÕ -ÁÒÅȟ 
ÁÍ ÏÂÓÅÒÖÁÔ Ãá ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÅÓÔÅ ÔÒÉÂÕÔÁÒá ÃÏÌÉÎÄÁÔÕÌÕÉ ÁÎÔÉÆÏÎÉÃȟ 
ÃÏÎÄÕÃáÔÏÒÕÌ ÄÅ ÇÒÕÐ ÉÎÔÒÝÎÄ ÃÕ ÖÅÒÓÕÌ ÎÏÕ ÃÕ ÓÕÐÒÁÐÕÎÅÒÅ ÐÅÓÔÅ ÕÌÔÉÍÕÌ ÖÅÒÓ 
ÁÌ ÓÔÒÏÆÅÉ ÐÒÅÃÅÄÅÎÔÅȟ ÁĦÁ ÃÕÍ ÁÒ ÆÁÃÅ ÇÒÕÐÕÒÉÌÅ ÁÎÔÉÆÏÎÉÃÅȢ _Î ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ 
ÃÁÒÁÃÔÅÒÕÌ ÉÎÔÅÒÐÒÅÔáÒÉÉȟ ÁÃÅÓÔÁ Á ÆÏÓÔ ÕÎÕÌ ÖÉÇÕÒÏÓȟ ÎÕÁÎĪÅÌÅ ÆÉÉÎÄ ÿÎÔÏÔÄÅÁÕÎÁ 
ÍÁÒÉȢ ! ÉÅĦÉÔ ÿÎ ÅÖÉÄÅÎĪá ÐÁÓÉÕÎÅÁ ÃÕ ÃÁÒÅ ÓáÔÅÎÉÉ ÁÕ ÃÏÌÉÎÄÁÔ ÕÎÅÏÒÉ ÐáÒÝÎÄ Ãá 
ÁÃÅĦÔÉÁ ÓÅ ÿÎÔÒÅÃ ÿÎÔÒÅ ÅÉȢ #ÏÎÓÉÄÅÒáÍ ÃÏÍÕÎÁ ÃÅÒÃÅÔÁÔá ÃÁ ÆÉÉÎÄ ÕÎ ÃÁÚ ÆÅÒÉÃÉÔȟ 
ÿÎ ÃÁÒÅ ÃÏÌÉÎÄÁÔÕÌ ÓÅ ÐÒÁÃÔÉÃá ÿÎÃá ÄÕÐá ÄÁÔÉÎÉ ÓÔÒáÖÅÃÈÉȟ ÍÁÒÃÝÎÄ ÿÎ ÃÏÎÔÉÎÕÁÒÅȟ 
ÃÕÍ ÓÅ ÃÕÖÉÎÅȟ ÕÎ ÏÂÉÃÅÉ ÉÍÐÏÒÔÁÎÔ ÄÉÎ ÃÁÄÒÕÌ 3áÒÂáÔÏÒÉÌÏÒ ÄÅ ÐÅÓÔÅ ÁÎȢ 
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4ÅÁÃÈÉÎÇ !ÓÓÉÓÔÁÎÔ 5§A ,!2)3!-VASILICA, PhD 
Ȱ'ÈÅÏÒÇÈÅ $ÉÍÁȱ .ÁÔÉÏÎÁÌ !ÃÁÄÅÍÙ ÏÆ -ÕÓÉÃ 

SUMMARY 

4ÈÅ ÅÐÉÃ ÃÒÅÁÔÉÏÎ 6áÌÅÁÎȭÓ ÓÏÎÇ ÉÓ Á ÆÁÍÉÌÙ ÂÁÌÌÁÄȢ &ÒÏÍ Á ÔÈÅÍÁÔÉÃ 
perspective, Alexandru Amzulescu places it in chapter VII - The lovers 
(Amzulescu, 2000:52), adding the following thematic summary: 
ȰÄÉÓÒÅÇÁÒÄÉÎÇ ÈÉÓ ÍÏÔÈÅÒ΄Ó ÁÄÖÉÃÅȟ 6áÌÅÁÎ ɉ6ÅÌÕÉÎÁĦȟ /ÌÉÎÁĦȟ 'ÈÉĪÉÓÏÒȟ 
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 is taken to the grave in 
ÔÈÅ ÐÉÔÉÆÕÌ ×ÁÉÌÓ ÏÆ ÔÈÅ ÍÏÔÈÅÒ ×ÈÏ ÓÃÏÌÄÓ ÈÉÍ ÆÏÒ ÈÉÓ ÄÉÓÏÂÅÄÉÅÎÃÅȢȱ 
&ÒÏÍ ÔÏÄÁÙȭÓ ÔÅÒÒÉÔÏÒÙ ÏÆ 2ÏÍÁÎÉÁȟ ΨΪΪ ÖÁÒÉÁÎÔÓ ÏÆ ÔÈÉÓ ÓÕÂÊÅÃÔ ×ÅÒÅ 
ÃÏÌÌÅÃÔÅÄȢ !ÃÃÏÒÄÉÎÇ ÔÏ ÔÈÅ ×ÏÒË -ÅĦÔÅÒÕÌ -ÁÎÏÌÅ - the corpus of 
Romanian variants, in which the ÁÕÔÈÏÒ )ÏÎ 4ÁÌÏĦ ÉÄÅÎÔÉÆÉÅÓ ΨΪΨ ÖÁÒÉÁÎÔÓ 
ÏÆ ÔÈÉÓ ÂÁÌÌÁÄȟ ×Å ÃÏÕÌÄ ÓÁÙ ÔÈÁÔ ÔÈÅ ÂÁÌÌÁÄ 6áÌÅÁÎȭÓ ÓÏÎÇ ÃÁÎ ÁÌÓÏ 
present one of the highest frequencies regarding its spread on the 
territory of Romania. 

REZUMAT 

#ÒÅÁĪÉÁ ÅÐÉÃá (ÏÒÅÁ ÌÕÉ 6áÌÅÁÎ ÅÓÔÅ Ï ÂÁÌÁÄá ÆÁÍÉÌÉÁÌáȢ $ÉÎ ÐÅÒÓÐÅÃÔÉÖá 
ÔÅÍÁÔÉÃáȟ !ÌÅØÁÎÄÒÕ !ÍÚÕÌÅÓÃÕ Ï ÿÎÃÁÄÒÅÁÚá ÿÎ ÃÁÐÉÔÏÌÕÌ 6)) - 
_ÎÄÒáÇÏÓÔÉĪÉÉȟ ÁÄáÕÇÝÎÄÕ-É ÕÒÍáÔÏÒÕÌ ÒÅÚÕÍÁÔ ÔÅÍÁÔÉÃȡ ȟȟÎÅÁÓÃÕÌÔÝÎÄ ÄÅ 
ÓÆÁÔÕÌ ÍÁÍÅÉȟ 6áÌÅÁÎ ɉ6ÅÌÕÉÎÁĦȟ /ÌÉÎÁĦȟ 'ÈÉĪÉĦÏÒ ÅÔÃȢɊ ÐÏÒÎÅĦÔÅȟ ÃÁ ĦÉ 
ÁÌÔáÄÁÔáȟ ÿÎ ÖÏÉÁ ÁÖÅÎÔÕÒÉÌÏÒ ÌÕÉ ÄÅ ÄÒÁÇÏÓÔÅȢ -ÝÎÄÒÅÌÅ ÿÉ ĪÉÎ ÃÁÌÅÁ ÿÎ ÕÌÉĪáȟ 
ÿÌ ÿÍÂÉÅ Óá ÉÎÔÒÅ ÿÎ ÃÁÓáȟ ÕÎÄÅ-É ÏÆÅÒá ÃÕ ÐÒÅÆáÃÕÔá ÄÒÁÇÏÓÔÅȟ ÍÝÎÃÁÒÅ ÓÁÕ 
ÂáÕÔÕÒá ĦÉ-Ì ÏÔÒáÖÅÓÃȢ %ÓÔÅ ÄÕÓ ÌÁ ÇÒÏÁÐá ÿÎ ÖÁÉÅÔÅÌÅ ÊÁÌÎÉÃÅ ÁÌÅ ÍÁÍÅÉ 
care-Ì ÄÏÊÅÎÅĦÔÅ ÐÅÎÔÒÕ ÎÅÁÓÃÕÌÔÁÒÅȢȱ (Amzulescu, 2000: 52) De pe 
teritoriul de azi al României s-au cules 244 de variante ale acestui 
ÓÕÂÉÅÃÔȢ 0ÏÔÒÉÖÉÔ ÌÕÃÒáÒÉÉ -ÅĦÔÅÒÕÌ -ÁÎÏÌÅ ɀ corpusul variantelor 
ÒÏÍÝÎÅĦÔÉȟ ÿÎ ÃÁÒÅ ÁÕÔÏÒÕÌ )ÏÎ 4ÁÌÏĦ ÉÄÅÎÔÉÆÉÃá ΨΪΨ ÄÅ ÖÁÒÉÁÎÔÅ ÁÌÅ ÁÃÅÓÔÅÉ 
ÂÁÌÁÄÅȟ ÁÍ ÐÕÔÅÁ ÓÐÕÎÅ Ãá ĦÉ ÂÁÌÁÄÁ (ÏÒÅÁ ,ÕÉ 6áÌÅÁÎ  ÐÏÁÔÅ ÒÅÐÒÅÚÅÎÔÁ 
ÕÎÁ ÄÉÎÔÒÅ ÃÅÌÅ ÍÁÉ ÍÁÒÉ ÆÒÅÃÖÅÎĪÅ ÐÒÉÖÉÎÄ ÒáÓÐÝÎÄÉÒÅÁ ÅÉ ÐÅ ÔÅÒÉÔÏÒÉÕÌ 
României. 

Keywords 
Chioar, ballad, 6áÌÅÁÎȭÓ ÓÏÎÇ, variants, wide circulation 

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 non-ÏÃÃÁÓÉÏÎÁÌ ÌÙÒÉÃÓ ÆÒÏÍ Ȱ§ÁÒÁ 
#ÈÉÏÁÒÕÌÕÉȱȟ ×ÈÅÒÅ ΦΥΪ ÓÏÎÇÓ from this ethnographic area of -ÁÒÁÍÕÒÅĦ 
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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 variants of 6áÌÅÁÎȭÓ ÓÏÎÇ. 

The second perspective is based on a novel by the prose writer Remus 
Luca, entitled $ÒÕÍ ÄÅ ÓÏÁÒÔá ĦÉ ÒáÚÂÕÎÁÒÅ [Road of Fate and Revenge]. The 
work, written in 1970, is based on a ballad from Transylvania. In this book, the 
ÁÕÔÈÏÒ ÐÒÅÓÅÎÔÓ ÔÈÅ ÌÉÆÅ ÏÆ ÔÈÅ 4ÒÁÎÓÙÌÖÁÎÉÁÎ ÏÕÔÌÁ× 6áÌÅÁÎ, with excellent 
ÐÁÇÅÓ ÏÆ ÈÉÓÔÏÒÉÃÁÌ ÅÖÏÃÁÔÉÏÎ ÆÒÏÍ ÔÈÅ ÁÒÅÁ ÏÆ -ÕÒÅĦ ÁÎÄ 4ÝÒÎÁÖÅ ÒÉÖÅÒÓȢ 

The object of the present study is the morphological analysis of 42 
complete variants - we refer to text and melody ɀ of the ballad 6áÌÅÁÎȭÓ ÓÏÎÇ . 

TYPOLOGY AND LITER!29 4(%-% /& 4(% "!,,!$ 6A,%!.ȭ3 3/.'  

The epic song 6áÌÅÁÎȭÓ ÓÏÎÇ is a family ballad spread over a wide 
geographical area. So far we have identified two authors - Augustin 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 
6ÁÌÏÒÉ ÄÅ ÐÁÔÒÉÍÏÎÉÕ ÁÌÅ ÃÝÎÔÅÃÕÌÕÉ ÂáÔÒÝÎÅÓÃ ÄÉÎ /ÌÔÅÎÉÁ, Alexandru Amzulescu 
makes a typology of the ballad, placing 6áÌÅÁÎȭÓ ÓÏÎÇ in chapter VII - Lovers. 

From written sources we learned that 244 literary variants of this 
ÓÕÂÊÅÃÔ ÈÁÖÅ ÂÅÅÎ ÃÏÌÌÅÃÔÅÄ ÆÒÏÍ ÔÏÄÁÙȭÓ ÔÅÒÒÉÔÏÒÙ ÏÆ 2ÏÍÁÎÉÁȟ ×ÈÉÃÈ ÔÈÕÓ 
displays one of the highest frequencies, such as the ballad -ÅĦÔÅÒÕÌ -ÁÎÏÌÅ, 
which has 242 variants. The repertoire of these variants is quasi-exhaustive. 
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 - 
4ÒÁÎÓÙÌÖÁÎÉÁȟ #ÒÉĦÁÎÁ ÁÎÄ §ÁÒÁ -ÁÒÁÍÕÒÅĥÕÌÕÉȟ ÔÈÅ ÒÅÓÔ ÂÅÉÎÇ ÓÐÒÅÁÄ ÉÎ "ÁÎÁÔ, 
Oltenia, Muntenia, Dobrogea, Moldova and in Romanian communities in 
Serbia. 

4ÈÅ ÔÈÅÍÅ ÏÆ ÔÈÉÓ ÅÐÉÃ ÃÒÅÁÔÉÏÎ ÉÓ ÃÅÎÔÒÅÄ ÁÒÏÕÎÄ ÔÈÅ ÏÕÔÌÁ× 6áÌÅÁÎ 
who, due to infidelity, ends up being poisoned and losing his life. By analogy, 
ÁÔ ÔÈÅ ÅÎÄ ÏÆ 2ÅÍÕÓ ,ÕÃÁȭÓ ×ÏÒËȟ ÔÈÅ ÏÕÔÌÁ× 6áÌÅÁÎ ÄÏÅÓ ÎÏÔ ÈÁÖÅ ÓÕÃÈ Á 
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 names (see Image 1) and most of the time the name of the main 
character is changed depending on the area where the ballad circulates. From 
ÈÅÒÅ ×Å ÃÁÎ ÄÅÄÕÃÅ ÔÈÁÔ ÔÈÅ 6áÌÅÁÎ ÃÈÁÒÁÃÔÅÒ ÉÓ ÓÙÍÂÏÌÉÃ ÁÎÄ ÓÕÇÇÅÓÔÓ ȰÔÈÅ 
ÔÙÐÅ ÏÆ ÔÈÅ ÙÏÕÎÇ $ÏÎ *ÕÁÎȱ ɉ-ÏÃÁÎÕȟ ΤΡΡΨɊȢ 
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Fig. 1. The type of the young Don Juan 

LITERARY PERSPECTIVE 

From a literary perspective, we noticed that the texts differ greatly in 
ÓÃÏÐÅȢ )Î ÔÈÉÓ ÒÅÇÁÒÄȟ Á ÖÅÒÓÉÏÎ ÆÒÏÍ 3áÌÁÊȟ ÐÕÂÌÉÓÈÅÄ ÉÎ ΣΫΩΤȟ ÁÔÔÒÁÃÔÅÄ ÏÕÒ 
attention. It presents special elements precisely because of the expansion of 
the subject, which covers 254 verses (Du-ÔÅ ÄÏÒ ĦÉ ÖÉÎá ÄÏÒȢ &ÏÌÃÌÏÒ ÌÉÔÅÒÁÒ ÄÉÎ 
3áÌÁÊ, pp. 537-544).  

 

&ÏÁÉÅ ÖÅÒÄÅ ÍáÇÈÉÒÁÎȟ 
4ÉÃáÌÏÓÕÌ ÄÅ 6áÌÅÁÎȟ 
#ÝÔ ÅÒÁ ÓáÐÔáÍÝÎÁȟ 
El nimica nu lucra. 

Când venea duminica, 
$ÉÍÉÎÅÁĪá ÓÅ ÓÃÕÌÁȟ 
0Å ÏÃÈÉ ÎÅÇÒÉ ÓÅ ÓÐáÌÁȟ 
¥É ÐÅ ÃÁÐ ÓÅ ÐÉÅÐÔáÎÁȟ 
La icoane se-nchina, 
Cârja-Î ÍÝÎá ĦÉ-o lua, 
4ÏÁÔá ÚÕÁ ÓÅ ÐÌÉÍÂÁȟ 
4ÏÔ ÃÝÎÔÝÎÄ ĦÉ ÆÌÕÉÅÒÝÎÄȟ 
-ÝÎÄÒÅÌÏÒ ÄÉÎ ÍÝÉÎÉ ÆáÃÝÎÄȢ 

Câte mândre întâlnea, 
,Á ÔÏÁÔÅ ÄÉÎ ÏÃÈÉ ÆáÃÅÁȢ 
Câte mândre mi-l vedea, 

Inimioara le râdea, 
$ÏÁÍÎÅ ÂÉÎÅ ÌÅ ÐáÒÅÁȦ 

 

Soarele dac-apunea, 
Toate focu dezvelea, 
Luminile aprindea, 

Ferestrele deschidea, 
¥É ÃÕ ÊÅÊÅÔÕ ÆáÃÅÁȟ 
¥É ÄÉÎ ÇÕÒá ÿÉ ÇÒáÉÁȡ 

- 6ÉÎÏȟ ÔÕȟ 6áÌÅÎÅ-Î ÃÁÓáȟ 
#á ÂÕÃÁÔÅÌÅ-Ó ÐÅ ÍÁÓáȟ 
¥É-É ÖÉÎ ÒÏĦÕ ÐÅ ÆÅÒÅÁÓÔÒáȢ 
6áÌÅÁÎÕ ÃÕÍ ÌÅ ÖÅÄÅÁȟ 

Doamne bine-É ÍÁÉ ÐáÒÅÁȦ 
%Ì ÿÎ ÃÁÓá Óá ÂáÇÁȟ 
$ÕÐá ÍÁÓá Ó-ÁĦÅÚÁȢ 
$ÉÎ ÂÕÃÁÔÅ Ãá ÍÝÎÃÁȟ 
$ÉÎ ÖÉÎ ÒÏĦÕ Ãá ÇÕÓÔÁȟ 
0ÝÎá ÃÁÐÕÌ ÍÉ-l durea. 
%Ì ÁÃÁÓá ÓÅ-ntorcea, 
¥É ÁÃÁÓá ÄÁÃ-ajungea, 
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-ÁÉÃÉÉ ÓÁÌÅ ÁĦÁ-i zicea: 
- -ÁÉÃáȟ ÍáÉÃÕÌÉĪÁ ÍÅÁȟ 

Haida de mi-i ajuta, 
De haine mi-É ÄÅÚÂÒáÃÁȢ 
(ÁÉÄÅ ÁĦÔÅÒÎÅ-mi patu, 
#á ÒáÕ Íá ÄÏÁÒÅ ÃÁÐÕȢ 
-ÁÉÃá-sa cu-amar plângea, 
¥É ÄÉÎ ÇÕÒá ÃÕÖÝÎÔÁȡ 

- -áÉ 6áÌÅÎÅȟ ÆáÔÕ ÍÅÕȟ 
&áÔÕ ÍÅÕȟ ÃÏÐÉÌÕ ÍÅÕȟ 

Spusu-Ī-ÁÍ ĦÉ Ī-oi mai spune, 
-ÝÎÄÒÅÌÅ ÃÁÐÕ ĪÉ-or pune. 
,ÁÓá ÍÝÎÄÒÅÌÅ ÌÁ ÄÒÁÃÕȟ 
#á ÅÌÅ ĪÉ-or mânca capu. 
)ÁÒ 6áÌÅÁÎÕ ÃÅ ÆáÃÅÁȟ 
-ÁÉÃÉÉ ÓÁÌÅ Ãá-i zicea: 

- 4ÁÃÉ ÍÁÉÃáȟ ÎÕ Íá ÍÕÓÔÒÁȟ 
C-ÁĦÁ-i lumea de-acuma. 
4ÁÃÉ ÍÁÉÃá ÎÕ Íá ÓÆáÄÉȟ 

C-ÁĦÁ ÕÍÂÌá ÔÉÎÅÒÉÉȟ 
Cu anii, cu lunile, 
0ÝÎá-ĦÉ ÃÕÒÍá ÚÉÌÅÌÅȢ 
¥É ÃÕÍ ÓÔÁ ĦÉ ÃÕÖÝÎÔÁȟ 

Somnu iute-l cuprindea, 
_Î ÐÁÔ Ãá ÍÉ ÓÅ ÐÕÎÅÁȟ 
Pân-a doua zi dormea. 
&ÒÕÎÚá ÖÅÒÄÅ ÄÅ Äohan, 
6ÁÉ ÓáÒÁÃÕ ÄÅ 6áÌÅÁÎȟ 
$Å ÃÕ ÓÅÁÒá Ó-o culcatu, 
$ÉÍÉÎÅÁĪÁ Ó-o sculatu, 
0á ÏÃÈÉ ÎÅÇÒÉ Ó-Ï ÓÐáÌÁÔu, 
¥É ÍÝÎÄÒÕ Ó-Ï ÍÁÉ ÇáÔÁÔu, 
-ÝÎÄÒÅÌÏÒ Óá ÆÉÅ ÄÒÁÇu. 
-ÁÉÃá-sa când o aflatu, 
4ÁÒÅ ÒáÕ Ï ÂÌáÓÔáÍÁÔu, 
)ÁÒá ÅÌ Ó-Ï ÓÕÐáÒÁÔu, 

La grajd iute-o alergatu, 
0á ÍÕÒÇÕ o-ÎÃáÌÅÃÁÔu, 
¥É ÌÁ ÍÝÎÄÒÅ-o alergatu. 
Mândrele cum l-Ï ÚáÒÉÔȟ 
_Î ÄÒÕÍ ÃÕ ÔáÔÅ-Ï ÉÅĦÉÔȢ 
Una poarta descuia, 

 

$ÏÕá-Î ÃÁÓá ÿÌ ÐÏÆÔÅÁȟ 
Una murgu i-l lua, 

Una masa-É ÁĦÔÅÒÎÅÁȟ 
.ÏÕá ÇÈÉÎÉ Ãá ÿÉ ÆÒÉÇÅÁȟ 
Una bucate-i punea, 
5ÎÁ ÌÁ ÍÁÓá-l chema. 

I-Ï ÐÕÓ ÂÌÉÄÅ ÐáÓÔá ÂÌÉÄÅȟ 
4áÔ ÃÕ ÐÕÉ ĦÉ ÇáÉÎÉ ÆÒÉÐÔÅȟ 
0á ÄÅÁÓÕÐÒÁ ÿÍÐáÎÁÔÅȟ 
4áÔ ÐáÎÔÒÕ 6áÌÅÁÎ ÇáÔÁÔÅȢ 

El din bucate-o gustat, 
De la inim-o oftat. 

¥É-Ï ÇÕÓÔÁÔ Ï ÄÁÔá ÇÒÁÓȟ 
3ÕÆÌÅÔÕ ÁÂÉÁ ĦÉ-a tras, 
¥É-Ï ÇÕÓÔÁÔ ÄÅ ÄÏÕá ÏÒÉȟ 
¥É-Ï ÏÆÔÁÔ ÄÅ ÎÏÕá ÏÒÉȢ 
¥É-Ï ÇÕÓÔÁÔ Á ÔÒÅÉÁ ÏÁÒáȟ 
¥É-Ï ÉÅĦÉÔ ÐÅ ÐÒÉÓÐ-ÁÆÁÒáȢ 
3ÐÒÅ ÒáÓáÒÉÔ Ó-o-nturnat, 
¥É ÄÉÎ ÇÕÒ-o cuvântat: 

- 2áÓÁÉ ÓÏÁÒÅ ÍÁÉ ÃÕÒÝÎÄȟ 
¥É ÔÅ ÍÁÉ ÖáÄ ÓÔÒáÌÕÃÉÎÄȟ 
¥É Óá-ÍÉ ÐÕÉ ĦÁÕÁ ÐÅ ÃÁÌȟ 
3á Íá ÄÕÃ ÃÁÌÅ ÄÅ-un an, 
3á Íá ÄÕÃ Óá ÎÕ ÍÁÉ ÖÉÎȟ 
0ÅÎÔÒÕ Ãá ÍÉ-au dat verin. 

Ieu pe ele le-am iubit, 
Iar ele m-Ï ÏÔÒáÖÉÔȢ 

2áÍÝÎÅĪ ÄÅ-amu în pace, 
#á ÁÌÔÕ ÎÕ Í-oi întoarce, 
$ÁÃá Î-ÁĪ ÆÏÓÔ ÂÕÃÕÒÏÁÓáȟ 
3á ÍÁÉ ÓÔÁÕ ÌÁ ÖÏÉ ÿÎ ÃÁÓáȢ 
Mândrele la el priveau, 
¥É ÄÉÎ ÇÕÒá ÃÕÖÝÎÔÁÕȡ 

- -ÅÒÇÉȟ 6áÌÅÎÅȟ ÓáÎáÔÏÓȟ 
$ÁÃá ÎÕ ÅĦÔÉ ÂÕÃÕÒÏÓȟ 
3á ÍÁÉ ÓÔÁÉ ÃÕ ÎÏÉ ÌÁ ÍÁÓáȟ 
3á ÍÁÉ ĦÅÚÉ ÌÁ ÎÏÉ ÿÎ ÃÁÓáȢ 
Foaie verde lemn sucitu, 
6áÌÅÁÎÕ ÎÏÓÔ ÓÃÝÒÂÉÔu, 

De la mândre o pornitu, 
¥É É-o fost drumu cotitu, 
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¥É ÃÕ ÍÏÁÒÔÅÁ ÓÏ-ntâlnitu. 
Moartea-n drum s-Ï ÁĦÅÚÁÔu, 
#ÁÌÅÁ ÂÕÎá ÅÁ É-o datu, 
¥É ÄÉÎ ÇÕÒá-o cuvântatu: 
- "ÕÎá ÃÁÌÅȟ ÖÏÉÎÉÃÅÌÅȟ 

- -ÕÌĪáÍÅÓÃ ÍÏĦÉÃÉÉ ÍÅÌÅȢ 
- Voinice, nu-mi zîce-ÁĦÁȟ 
#á ÉÏ ÎÕ-Ó ÍÏĦÉÃÁ ÔÁȢ 

#á Í-Ï ÔÒÉÍáÓ $ÕÍÎÅÚáÕȟ 
#Á Óá-Ī ÉÁÕ ÓÕÆÌÅÔÕ ÔáÕȢ 
- -ÏĦÉÃáȟ ÍÏĦÉÃÁ ÍÅÁȟ 

Sufletu nu mi-l lua, 
!ÕÒ ĦÉ ÒÕÂÌÅ ĪÉ-oi da, 

Numa de mi-É ÁĦÔÅÐÔÁȟ 
Pân-oi merge la maica, 
3á-ÍÉ ÒáÃÏÒÅÓÃ ÉÎÉÍÁȢ 

FÒÕÎÚá ÖÅÒÄÅ ÌÅÍÎ ÕÓÃÁÔȟ 
6áÌÅÁÎ ÓÐÒÅ ÃÁÓ-o plecat. 
¥É ÐÅ ÄÕÒÍ ÃÕÍ ÓÅ ÄÕÃÅÁȟ 

Câte mândre întâlnea, 
Nici cu-n ochi nu le vedea. 
!ÃÁÓá ÃÝÎÄ Ï ÓÏÓÉÔȟ 

Maicii sale i-o vorbit: 
- -ÁÉÃáȟ ÍáÉÃÕÌÉĪÁ ÍÅÁȟ 
(ÁÉ ÄÅÓÃÈÉÄÅ ÐÏÒÔÉĪÁȟ 
#á Íá ÄÏÁÒÅ ÉÎÉÍÁȢ 

- $ÅÓÃÈÉÄá-ĪÉ-o mândrele, 
#á ĪÉ-o mâncat zîlele, 
¥É ĪÉ-Ï ÂáÕÔ ÓÝÎÇÅÌÅȢ 
6áÌÅÁÎ ÒáÕ Ó-Ï ÓÕÐáÒÁÔȟ 

De la inim-o oftat, 
Murgul lui o rânchezat, 

Poarta-n trei s-o deturnat, 
Casa s-o cutremurat, 
-ÁÉÃá-sa s-o speriat, 
¥É ÿÎ ÐÒÁÇ ÅÁ Ï ÉÅĦÉÔȟ 
¥É ÄÉÎ ÇÕÒá ÁĦ-Ï ÇÒáÉÔȡ 

- -áÉ 6áÌÅÎÅȟ ÆáÔÕ ÍÅÕȟ 
Spusu-Ī-ÁÍ ĦÉ Ī-oi mai spune, 
-ÝÎÄÒÅÌÅ ÃÁÐÕ ĪÉ-or pune, 

 

- Nu l-ÏÒ ÐÕÎÅȟ Ãá Ì-au pus, 
.ÕÍÁ ÃÝÔ Ãá ÓÔÁÕ ÿÎ ÓÕÓȢ 
-ÁÉÃá-sa s-o sufulcat, 
De pe murgu l-o luat, 
¥É ÿÎ ÃÁÓá Ì-Ï ÂáÇÁÔȢ 
0á ÌÁÉĪá Ó-Ï ÄÅÚÂÒáÃÁÔȟ 
0á ÖÁÔÒá Ó-Ï ÄÅÓÃÕÌĪÁÔȟ 
¥É ÿÎ ÐÁÔ Ó-Ï ÁĦÅÚÁÔȢ 
#ÝÎÔá ÃÕÃÕ ÐÅ-o nuia, 
6áÌÅÁÎ ÄÅ ÍÏÁÒÔÅ ÔÒáÇÅÁȟ 
#ÝÎÔá ÃÕÃÕ ÓÕÓ Ðá ÆÝÎȟ 
$ÉÎ 6áÌÅÁÎ ÃÕÒá ÖÅÒÉÎȟ 
#ÝÎÔá ÃÕÃÕ Ðá ÆÝÎÔÝÎáȟ 
,ÕÉ 6áÌÅÁÎ ÿÉ ÐÕÎ ÌÕÍÉÎáȢ 
¥É ÓÕÎá ÃÌÏÐÏÔÅÌÅȟ 

Ca s-ÁÕÄá ÍÝÎÄÒÅÌÅȟ 
$Å ÇÒÁÂá ÃÁ Óá ÓÏÓÅÁÓÃáȟ 
¥É Ðá 6áÌÅÁÎ Óá-Ì ÊÅÌÅÁÓÃáȢ 
)ÁÒ ÃÝÎÄ ÚÕá Óá ÆáÃÅÁ, 
¥ÁÐÔÅ ÃÌÏÐÏÔÅ ÔÒáÇÅÁȟ 
¥ÁÐÔÅ ÐÏÐÉ ÿÌ ÐÒÏÈÏÄÅÁȟ 
¥ÁÐÔÅ ÆÅÃÉÏÒÉ ÔÒÝÍÂÉĪÁȟ 
¥ÁÐÔÅ ÓÁÔÅ ÁÕÚÅÁȟ 

¥ÁÐÔÅ ÍÝÎÄÒÅ ÍÉ-l jelea, 
#Õ ÐáÒÕ ÌáÓÁÔ ÐÅ ÓÐÁÔÅȟ 
#á Î-ÁÖÕÒá ÄÅ ÅÌ ÐÁÒÔÅȢ 
)ÁÒá ÍÁÉÃá-sa plângea, 
¥É ÄÉÎ ÇÕÒá ÃÕÖÝÎÔÁȡ 

- ,ÁÓá ÍÝÎÄÒÅ ÎÕ-Ì ÊÅÌÉĪÉȟ 
¥É ÎÕ Öá ÍÁÉ ÎÅÃáÊÉĪÉȟ 
#á ÔÏÔ ÁĦÅ Ì-ÁĪÉ ÐÕÒÔÁÔȟ 
0ÝÎá-acum ce l-ÁĪÉ ÇáÔÁÔȢ 
#á ÌÁ ÖÏÉ Ì-ÁĪÉ ÔáÔ ÐÏÆÔÉÔȟ 
0ÝÎá ÃÅ Ì-ÁĪÉ ÍÝÎÔÕÉÔȢ 
¥É ÖÏÉ É-ÁĪÉ ÄÁÔ ÇáÉÎÉ ÆÒÉÐÔÅȟ 
0á ÄÅÁÓÕÐÒÁ ÒÕÍÅÎÉÔÅȟ 
0á ÄÉÎÌÏÎÔÒÕ ÏÔÒáÖÉÔÅȢ 
¥É É-ÁĪÉ ÄÁÔ ÏÔÒÁÖá ÔÁÒÅȟ 
6áÌÅÁÎ Óá ÎÕ Óá ÍÁÉ ÓÃÏÁÌÅȢ 
#ÝÎÔá ÃÕÃÕ ÓÕÓ Ðá cruce, 
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6áÌÅÁÎ ÄÅ ÌÁ ÎÏÉ Óá ÄÕÃÅȢ 
#ÝÎÔá ÃÕÃÕ ÓÕÓ ÐÅ ÐÒÕÎȟ 
Unde duc omu cel bun? 
#ÝÎÔá ÃÕÃÕ ÊÏÓ ÐÅ ÉÁÒÂáȟ 
5ÎÄÅ ÄÕÃ ÏÍÕ ÄÅ ÔÒÅÁÂáȩ 
#ÝÎÔá ÃÕÃÕ ÓÕÓ ÐÅ ÎÕÃȟ 
0á 6ÿÌÅÁÎ ÌÁ ÇÒÏÁÐá-l duc. 
)ÁÒá ÍÕÒÇÕ ÌÕÉ ÉÕÂÉÔȟ 

Nu mai poate de scârbit, 
Murgu lui de jale moare, 
0ÅÎÔÒÕ Ãá ÎÕ Å ÿÎ ÓÔÁÒÅȟ 
3á ÄÕÃá ÐÅ-ÁÌÔÕ ÃáÌÁÒÅȢ 
#ÝÎÄ ÌÁ ÇÒÏÁÐá ÁÕ ÁÊÕÎÓȟ 

Toate mândrele s-au strâns, 
¥É ÎÕ ÍÁÉ ÐÕÔÅÁÕ ÄÅ ÐÌÝÎÓȢ 
-á-sa-amar se tânguia, 
¥É ÄÉÎ ÇÕÒá ÃÕÖÝÎÔÁȡ 

- $ÒÁÇÕ ÍÁÉÃÈÉÉ 6áÌÅÎÁĦȟ 
Cum te-au mâncat mândrele, 
¥É ĪÉ-ÁÕ ÂáÕÔ ÓÝÎÇÅÌÅȟ 
¥É ĪÉ-au curmat zîlele! 
#áÃÉ ÃÝÎÄ ÓÁÒá ÓÅ ÆáÃÅÁȟ 
6áÌÅÎÁĦ ÁÌ ÍÅÕ ÍÅÒÇÅÁȟ 
)ÁÒ ÃÝÎÄ ÚÕá Óá ÆáÃÅÁȟ 
6áÌÅÎÁĦ ÁÌ ÍÅÕ ÖÉÎÅÁȢ 
Frumos sara se ducea, 

Mai mort înapoi venea. 
_Î ÕÒÍá ÃÝÎÄ Ï ÐÌÅÃÁÔȟ 
A doua zi o-nturnat, 
¥É ÌÁ ÐáÍÝÎÔ Ó-o trântit,  
Cu nimeni n-o vorovit, 
¥É ÅÒÁ ÓÌÁÂ ÄÅ ÃÕ ÓÁÒáȟ 
)ÁÒá ÐÝÎá-Î ÚÕÕĦÏÁÒáȟ 
/ ÆÏÓÔ ĦÉ ÓÕÂ ÐÝÎÚÿĦÏÁÒáȢ 
#ÝÎÄ ÐÅ ÅÌ ÔÿÒÎá ÔÕÒÎÁȟ 
-ÁÉÃá-sa amar striga, 
4ÏÔ ÐÏÐÏÒÕ ÌáÃÒÉÍÁȟ 
¥É ÄÉÎ ÇÕÒá ÃÕÖÝÎÔÁȡ 
- /ÒÉÃÅ ÍÁÉÃá Å ÁĦÁȟ 
Când o doare inima! 
)ÁÒ ÄÕÐá ÃÅ-l îngropa, 
¥É Î-apoi se înturna, 

-á-sa-amar mai ÂÌáÓÔáÍÁȟ 
"ÌáÓÔáÍÁ ĦÉ ÃÕÖÝÎÔÁȡ 
- (ÏÁĪÅÌÏÒȟ ÔÝÌÈÁÒÅÌÏÒȟ 

Mi-ÁĪÉ ÍÝÎÃÁÔ ÐÅ-al meu fecior, 
I-ÁĦÉ ÐÕÓ ÃÁÐáÔ ÚÉÌÅÌÏÒȢ 

N-ÁÖÅĪÉ ÐÁÒÔÅ ÄÅ ÌÕÍÉÎáȟ 
Cum n-ÁÍ ÉÅÕ ÄÅ ÖÏÉÅ ÂÕÎáȟ 

Cucu-necat de cântat, 
#á ÐÅ 6áÌÅÁÎ Ì-o-ngropat. 

 

 
We could say that this variant of the text is 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) 2ÅÐÅÔÉÔÉÏÎȟ ÄÕÒÉÎÇ Ô×Ï ÄÁÙÓ 6áÌÅÁÎ ÓÐÅÎÄÓ ÈÉÓ ÔÉÍÅ ×ÉÔÈ 

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

b) Certain beginning (&ÒÕÎÚá ÖÅÒÄÅ ÄÅ ÄÏÈÁÎ or  Foaie verde 
ÍáÇÈÉÒÁÎ), middle (Foaie verde lemn sucit or &ÒÕÎÚá ÖÅÒÄÅ ÌÅÍÎ 
uscat), and final formulas (Cucu-necat de cântat) 
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c) Elaboration. 

Una poarta descuia, 
$ÏÕá-Î ÃÁÓá ÿÌ ÐÏÆÔÅÁȟ 

Una murgu i-l lua, 
Una masa-É ÁĦÔÅÒÎÅÁȟ 
.ÏÕá ÇÈÉÎÉ Ãá ÿÉ ÆÒÉÇÅÁȟ 
Una bucate-i punea, 
5ÎÁ ÌÁ ÍÁÓá-l chema. 

 
Of these, repetition and elaboration are the most common. 
! ÓÐÅÃÉÁÌ ÍÏÍÅÎÔ ÉÓ ÔÈÅ ÍÅÅÔÉÎÇ ÔÈÁÔ 6áÌÅÁÎ ÈÁÓ ×ÉÔÈ ÄÅÁÔÈȢ 4ÈÉÓ ÆÁÃÔ 

brings to mind fantastic subjects. Our character makes fun of death, calling it 
ȰÏÌÄ ÈÁÇȱȢ 

Numerologically speaking, our attention was drawn to the presence 
of the number seven, which embodies divine perfection or flawlessness. It 
appears in the following situations: 

 
I. 4ÈÅ ÓÅÖÅÎ ÌÏÖÅÒÓ ×ÈÏ ÁÔÔÒÁÃÔ 6áÌÅÁÎȠ ÅÁÃÈ ÄÏÅÓ ÓÏÍÅÔÈÉÎÇ ÆÏÒ 

him; 
 
II. After he dies: 

 
 

¥ÁÐÔÅ ÃÌÏÐÏÔÅ ÔÒáÇÅÁȟ 
¥ÁÐÔÅ ÐÏÐÉ ÿÌ ÐÒÏÈÏÄÅÁȟ 
¥ÁÐÔÅ ÆÅÃÉÏÒÉ ÔÒÝÍÂÉĪÁȟ 
¥ÁÐÔÅ ÓÁÔÅ ÁÕÚÅÁȟ 

¥ÁÐÔÅ ÍÝÎÄÒÅ ÍÉ-l jelea. 
 

III. 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 certain melodic lines specific to the area of circulation. 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. Therefore, we identified 15 melodic 
variants (see table 1) of this ballad in the work Folclor muzical din Bucovina by 
$ÒȢ #ÏÎÓÔÁÎĪÁ #ÒÉÓÔÅÓÃÕȢ 
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BALLAD TITLE PAGE NO. 

4. Bujor 374 

5. Bujorel 375 

6. "ÕÊÏÒÅÌ ĦÉ mândrele 376 

41. 'ÈÅÏÒÇÈÉĪá 413 

42. 'ÈÅÏÒÇÈÉĪá 414 

63. ,Á ÓÔÅÊÁÒÕ ÒáÔÉÚÁÔ 436 

72. -ÏÁÒÔÅÁ ÌÕÉ 'ÈÅÏÒÇÈÉÅĦ 446 

76. Niculai ficior di craiu 451 

108. Toderean 486 

109. 4ÏÄÅÒÁĦ 487 

110. Todirean 488 

115. 6áÌÉÎÁĦ 495 

120. Vâlcu 500 

121. Vâlcu 501 

122. Voinicul 502 

Table 1. Correspondence between page numbers and variants of the ballad 

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

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

- They are mostly based on pre-modal 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 dance songs. 

 
Fig. 2. Bujorel 

 

- All 15 examples are transcribed in measured rhythmic systems (the 
distributive rhythmic system or giusto syllabic bichrone). 

In the continuation of this study, we focused on the existing musical 
materials in the Archives of the Institute of Folklore in Cluj, which actually 
represented the first impulse towards the development of this subject. Within 
ÔÈÅ ÍÕÓÉÃÁÌ ÍÁÔÅÒÉÁÌ ÆÒÏÍ Ȱ§ÁÒÁ #ÈÉÏÁÒÕÌÕÉȱ ×Å ÈÁÖÅ ÉÄÅÎÔÉÆÉÅÄ ΤΩ ÖÁÒÉÁÎÔÓ ÏÆ 
the ballad 6áÌÅÁÎȭÓ ÓÏÎÇ, collected between 1958 and 1978. 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 tonal-functional 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; 
 

 
 

Fig. 3. Asta-É ÈÏÒÅÁ ÌÕÉ 6áÌÅÁÎ 
 

- 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: 

- The 6áÌÅÁÎ ÃÈÁÒÁÃÔÅÒ ÉÓ ÐÒÅÓÅÎÔÅÄ ÁÓ Á ÓÏÃÉÁÌ ÍÏÄÅÌ ÔÈÁÔ ÉÓ ÎÏÔ ×ÏÒÔÈÙ 
of following, being considered a negative example for the village community; 

- The ballad 6áÌÅÁÎȭÓ ÓÏÎÇ circulates under various names; 
- The melodic variation is not the main creative mechanism; 
- &ÒÏÍ Á ÌÉÔÅÒÁÒÙ ÐÅÒÓÐÅÃÔÉÖÅȟ ÉÎ ÂÏÔÈ ÁÒÅÁÓ ÔÈÅ ÃÈÁÒÁÃÔÅÒ 6áÌÅÁÎ ÅÎÄÓ 

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 in the creation of a large work that includes the corpus of melodic 
variants of the ballad 6áÌÅÁÎȭÓ ÓÏÎÇ. 

We conclude these notes by inviting the reader to go through the 
ballad 6áÌÅÁÎȭÓ ÓÏÎÇ which, although 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,%!.Ȣ #2%!§)% %0)#A $% ,!2'A #)2#5,!§)% 
 

Cuvinte cheie 
Chioar, balada, (ÏÒÅÁ ÌÕÉ 6áÌÅÁÎȟ ÖÁÒÉÁÎÔÅȟ ÌÁÒÇá ÃÉÒÃÕÌÁĪÉÅ 

INTRODUCERE 

3ÔÕÄÉÕÌ ÄÅ ÆÁĪá ÐÏÒÎÅĦÔÅ ÄÉÎ ÄÏÕá ÐÅÒÓÐÅÃÔÉÖÅȡ ÐÒÉÍÁ ÅÓÔÅ ÃÅÁ 
ÍÕÚÉÃÁÌáȟ ÆÉÉÎÄ ÌÅÇÁÔá ÄÅ ÃÅÒÃÅÔÁÒÅÁ ÐÅÒÓÏÎÁÌá ÿÎ ÃÁÄÒÕÌ ÓÔÕÄÉÉÌÏÒ ÄÏÃÔÏÒÁÌÅȟ 
#ÏÎÓÉÄÅÒÁĪÉÉ ÁÓÕÐÒÁ ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÌÉÒÉÃÉÉ ÎÅÏÃÁÚÉÏÎÁÌÅ ÄÉÎ ȟȟ§ÁÒÁ #ÈÉÏÁÒÕÌÕÉȱ, unde 
ÁÕ ÆÏÓÔ ÔÒÁÎÓÃÒÉÓÅ ĦÉ ÁÎÁÌÉÚÁÔÅ ΦΥΪ ÄÅ ÃÝÎÔÅÃÅ ÄÉÎ ÁÃÅÁÓÔá ÚÏÎá ÅÔÎÏÇÒÁÆÉÃá Á 
ÊÕÄÅĪÕÌÕÉ -ÁÒÁÍÕÒÅĦȢ _Î ÃÁÄÒÕÌ ÁÃÅÓÔÕÉ ÍÁÔÅÒÉÁÌ ÅØÔÒÁÓ ÄÉÎ )ÎÓÔÉÔÕÔÕÌ ȵ!ÒÈÉÖÁ ÄÅ 
&ÏÌÃÌÏÒȱ Á !ÃÁÄÅÍÉÅÉ 2ÏÍÝÎÅ ÄÉÎ #ÌÕÊ ÉÄÅÎÔÉÆÉÃáÍ ΤΩ ÄÅ ÖÁÒÉÁÎÔÅ ÁÌÅ Horii lui 
6áÌÅÁÎ. 

#ÅÁ ÄÅ Á ÄÏÕÁ ÐÅÒÓÐÅÃÔÉÖá ÁÒÅ ÌÁ ÂÁÚá ÕÎ ÒÏÍÁÎ ÁÌ ÐÒÏÚÁÔÏÒÕÌÕÉ 2ÅÍÕÓ 
Luca, intitulat $ÒÕÍ ÄÅ ÓÏÁÒÔá ĦÉ ÒáÚÂÕÎÁÒÅȢ ,ÕÃÒÁÒÅÁȟ ÓÃÒÉÓá ÿÎ ÁÎÕÌ ΣΫΩΡȟ ÁÒÅ ÌÁ 
ÂÁÚá Ï ÂÁÌÁÄá ÄÉÎ !ÒÄÅÁÌȢ _Î ÁÃÅÁÓÔá ÃÁÒÔÅ ÁÕÔÏÒÕÌ ÎÅ ÐÒÅÚÉÎÔá ÖÉÁĪÁ ÈÁÉÄÕÃÕÌÕÉ 
ÁÒÄÅÌÅÁÎ 6áÌÅÁÎȟ ÃÕ ÅØÃÅÌÅÎÔÅ ÐÁÇÉÎÉ ÄÅ ÅÖÏÃÁÒÅ ÉÓÔÏÒÉÃá ÄÉÎ ÚÏÎÁ -ÕÒÅĦÕÌÕÉ ĦÉ 
a Târnavelor.  

3ÔÕÄÉÕÌ ÄÅ ÆÁĪá ÁÒÅ ÃÁ ÏÂÉÅÃÔ ÁÎÁÌÉÚÁ ÍÏÒÆÏÌÏÇÉÃá Á ΦΤ ÄÅ ÖÁÒÉÁÎÔÅ 
complete ɀ ÎÅ ÒÅÆÅÒÉÍ ÌÁ ÔÅØÔ ĦÉ ÍÅÌÏÄÉÅ ɀ ale baladei (ÏÒÅÁ ÌÕÉ 6áÌÅÁÎ.  

4)0/,/')! ¥) 4%-!4)#! ,)4%2!2A ! "!,!$%) (/2%! ,5) 6A,%!. 

Cântecul epic HoreÁ ÌÕÉ 6áÌÅÁÎ ÅÓÔÅ Ï ÂÁÌÁÄá ÆÁÍÉÌÉÁÌá ÃÁÒÅ ÁÒÅ Ï ÌÁÒÇá 
ÒáÓÐÝÎÄÉÒÅ ÇÅÏÇÒÁÆÉÃáȢ  0ÝÎá ÿÎ ÐÒÅÚÅÎÔ ÁÍ ÉÄÅÎÔÉÆÉÃÁÔ ÄÏÉ ÁÕÔÏÒÉ - Augustin 
-ÏÃÁÎÕ ĦÉ 2ÁÄÕ .ÉÃÕÌÅÓÃÕ - ÃÁÒÅ ÒÅÁÌÉÚÅÁÚá ÄÏÕá ÓÔÕÄÉÉ ÃÅ ÁÂÏÒÄÅÁÚá ÁÃÅÁÓÔá 
ÂÁÌÁÄá ÄÏÁÒ ÄÉÎ  ÐÅÒÓÐÅÃÔÉÖá ÌÉÔÅÒÁÒáȟ ÅØÃÌÕÚÝÎÄ ÐÁÒÔÅÁ ÍÕÚÉÃÁÌáȢ  

În lucrarea 6ÁÌÏÒÉ ÄÅ ÐÁÔÒÉÍÏÎÉÕ ÁÌÅ ÃÝÎÔÅÃÕÌÕÉ ÂáÔÒÝÎÅÓÃ ÄÉÎ /ÌÔÅÎÉÁ, 
!ÌÅØÁÎÄÒÕ !ÍÚÕÌÅÓÃÕ  ÒÅÁÌÉÚÅÁÚá Ï ÔÉÐÏÌÏÇÉÅ Á ÂÁÌÁÄÅÉȟ ÿÎÃÁÄÒÝÎÄ (ÏÒÅÁ ÌÕÉ 
6áÌÅÁÎ ÿÎ ÃÁÐÉÔÏÌÕÌ 6)) ɀ _ÎÄÒáÇÏÓÔÉĪÉÉȢ  

$ÉÎ ÉÚÖÏÁÒÅ ÓÃÒÉÓÅ ÁÍ ÁÆÌÁÔ Ãá ÄÅ ÐÅ ÔÅÒÉÔÏÒÉÕÌ ÄÅ azi al României s-au 
ÃÕÌÅÓ ΤΦΦ ÄÅ ÖÁÒÉÁÎÔÅ ÌÉÔÅÒÁÒÅ ÁÌÅ ÁÃÅÓÔÕÉ ÓÕÂÉÅÃÔȟ ÃÁÒÅ ÿÎÒÅÇÉÓÔÒÅÁÚáȟ ÁÓÔÆÅÌȟ ÕÎÁ 
ÄÉÎÔÒÅ ÃÅÌÅ ÍÁÉ ÒÉÄÉÃÁÔÅ ÆÒÅÃÖÅÎĪÅȟ ÐÒÅÃÕÍ ÂÁÌÁÄÁ MeĦterul Manole, care 
ÃÕÎÏÁĦÔÅ ΤΦΤ ÄÅ ÖÁÒÉÁÎÔÅȢ 2ÅÐÅÒÔÏÒÉÕÌ ÁÃÅÓÔÏÒ ÖÁÒÉÁÎÔÅ ÅÓÔÅ ÃÖÁÓÉ-exhaustiv. 
AĦÁÄÁÒȟ ÐÏÔ ÁÐáÒÅÁ ÏÒÉÃÝÎÄ ÎÏÉ ÖÁÒÉÁÎÔÅȟ ÁÃÅÓÔ ÌÕÃÒÕ ÄÅÐÉÎÚÝÎÄ ÄÅ ÁÃÃÅÓÕÌ ÐÅ 
ÃÁÒÅ ÿÌ ÁÖÅÍ ÌÁ ÃÅÒÃÅÔáÒÉÌÅ ÒÅÃÅÎÔÅ ÁÓÕÐÒÁ ÃÝÎÔÅÃÕÌÕÉ ÅÐÉÃȢ 

3ÕÂÉÅÃÔÕÌ ÅÓÔÅ ÃÁÒÁÃÔÅÒÉÓÔÉÃ ÊÕÍáÔáĪÉÉ ÄÅ ÎÏÒÄ Á ĪáÒÉÉ - Transilvania, 
#ÒÉĦÁÎÁ ĦÉ §ÁÒÁ -ÁÒÁÍÕÒÅĦÕÌÕÉȟ ÒÅÓÔÕÌ ÖÁÒÉÁÎÔÅÌÏÒ ÆÉÉÎÄ ÒáÓÐÝÎÄÉÔÅ ÿÎ "ÁÎÁÔȟ 
/ÌÔÅÎÉÁȟ -ÕÎÔÅÎÉÁȟ $ÏÂÒÏÇÅÁȟ -ÏÌÄÏÖÁ ĦÉ ÌÁ ÒÏÍÝÎÉÉ ÄÉÎ 3ÅÒÂÉÁȢ  

4ÅÍÁÔÉÃÁ ÁÃÅÓÔÅÉ ÃÒÅÁĪÉÉ ÅÐÉÃÅ ÅÓÔÅ ÃÅÎÔÒÁÔá ÿÎ ÊÕÒÕÌ ÈÁÉÄÕÃÕÌÕÉ 6áÌÅÁÎ 
ÃÁÒÅȟ ÄÁÔÏÒÉÔá ÎÅÓÔÁÔÏÒÎÉÃÉÅÉ ÿÎ ÄÒÁÇÏÓÔÅ ÁÊÕÎÇÅ Óá ÆÉÅ ÏÔÒáÖÉÔ ĦÉ Óá-ĦÉ ÐÉÁÒÄá 
ÖÉÁĪÁȢ 0ÒÉÎ ÁÎÁÌÏÇÉÅȟ ÿÎ ÿÎÃÈÅÉÅÒÅÁ ÌÕÃÒáÒÉÉ ÌÕÉ 2ÅÍÕÓ ,ÕÃÁȟ ÈÁÉÄÕÃÕÌ 6áÌÅÁÎ ÎÕ 
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ÁÒÅ Ï ÓÏÁÒÔá ÁÔÝÔ ÄÅ ÔÒÁÇÉÃáȟ ÃÉ ÓÅ ÒÅÔÒÁÇÅ ÿÎ ÐáÄÕÒÅ ÆáÒá Óá ÓÅ ÍÁÉ ĦÔÉÅ ÎÉÍÉÃ 
despre el.  

_Î ÕÒÍÁ ÖÁÒÉÁÎÔÅÌÏÒ ÓÔÕÄÉÁÔÅ ÁÍ ÏÂÓÅÒÖÁÔ Ãá ÂÁÌÁÄÁ ÃÉÒÃÕÌá ÓÕÂ ÄÉÖÅÒÓÅ 
ÄÅÎÕÍÉÒÉ ɉÖÅÚÉ &ÉÇȢ ΣɊ ĦÉ ÄÅ ÃÅÌÅ ÍÁÉ ÍÕÌÔÅ ÏÒÉ ÎÕÍÅÌÅ ÐÅÒÓÏÎÁÊÕÌÕÉ ÐÒÉÎÃÉÐÁÌ ÅÓÔÅ 
ÓÃÈÉÍÂÁÔ ÿÎ ÆÕÎÃĪÉÅ ÄÅ ÁÒÉÁ ÄÅ ÒáÓÐÝÎÄÉÒÅ Á ÂÁÌÁÄÅÉȢ $Å ÁÉÃÉ ÐÕÔÅÍ ÄÅÄÕÃÅ Ãá 
ÐÅÒÓÏÎÁÊÕÌ 6áÌÅÁÎ ÅÓÔÅ ÕÎÕÌ ÓÉÍÂÏÌÉÃ ĦÉ ÓÕÇÅÒÅÁÚá ȟȟÔÉÐÏÌÏÇÉÁ ÔÝÎáÒÕÌÕÉ Don 
Juanȱ ɉ-ÏÃÁÎÕȟ ΤΡΡΨɊ. 

 

 
Fig. 1. 

0%230%#4)6! ,)4%2!2A 

$ÉÎ ÐÅÒÓÐÅÃÔÉÖá ÌÉÔÅÒÁÒáȟ ÁÍ ÏÂÓÅÒÖÁÔ Ãá ÔÅØÔÅÌÅ ÄÉÆÅÒá ÍÕÌÔ ÃÁ 
întindere. În acest sens, ne-Á ÁÔÒÁÓ ÁÔÅÎĪÉÁ Ï ÖÁÒÉÁÎÔá ÓáÌáÊÅÁÎáȟ ÐÕÂÌÉÃÁÔá ÿÎ 
ÁÎÕÌ ΣΫΩΤȢ !ÃÅÁÓÔÁ ÐÒÅÚÉÎÔá ÅÌÅÍÅÎÔÅ ÄÅÏÓÅÂÉÔÅ ÔÏÃÍÁÉ ÄÁÔÏÒÉÔá ÅØÔÉÎÄÅÒÉÉ 
subiectului, care se întinde pe 254 de versuri  ('ÏÁÎĪáȟ 0ÉĪÏÉÕȟ ΣΫΩΤȡ 537-544). 

 
(TEXTUL INTEGRAL LA PAGINA 42-45)  
 
Am ÐÕÔÅÁ ÓÐÕÎÅ Ãá ÁÃÅÁÓÔá ÖÁÒÉÁÎÔá ÄÅ ÔÅØÔ ÒÅÐÒÅÚÉÎÔá ÒÅÚÕÌÔÁÔÕÌ 

ÁÄÁÐÔáÒÉÉ ÃÏÎÔÉÎÕÅ ÌÁ ÓÃÈÉÍÂáÒÉÌÅ ÃÁÒÅ ÁÕ ÉÎÔÅÒÖÅÎÉÔ ÄÅ-a lungul vremii în 
ÍÅÎÔÁÌÉÔÁÔÅÁ ĦÉ ÃÒÅÄÉÎĪÅÌÅ ÕÎÅÉ ÁÎÕÍÉÔÅ ÃÏÍÕÎÉÔáĪÉ ÓáÔÅĦÔÉȢ 

!ÃÅÁÓÔá ÅØÔÉÎÄÅÒÅ Á ÔÅØÔÕÌÕÉ Ó-Á ÏÂĪÉÎÕÔ ÐÒÉÎ ÕÔÉÌÉÚÁÒÅÁ ÍÁi multor 
ÐÒÏÃÅÄÅÅ ÓÐÅÃÉÆÉÃÅ ÃÒÅÁĪÉÅÉ ÐÏÐÕÌÁÒÅ ÏÒÁÌÅ ÃÕÍ ÁÒ ÆÉȡ 

 
ÁɊ ÒÅÐÅÔÉĪÉÁ ɀ ÐÅ ÐÁÒÃÕÒÓÕÌ Á ÄÏÕá ÚÉÌÅȟ 6áÌÅÁÎ ÿĦÉ ÐÅÔÒÅÃÅ ÔÉÍÐÕÌ ÃÕ 

ÍÝÎÄÒÅÌÅ ÃÁÒÅȟ ÁÂÉÁ ÿÎ Á ÄÏÕÁ ÚÉ ÿÌ ÏÔÒáÖÅÓÃȢ !ÃĪÉÕÎÅÁ ÓÅ ÐÅÔÒÅÃÅ ÎÅÓÃÈÉÍÂÁÔá 
ÐÅ ÐÁÒÃÕÒÓÕÌ ÃÅÌÏÒ ÄÏÕá ÚÉÌÅȢ 
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b) anumite formule de început (&ÒÕÎÚá ÖÅÒÄÅ ÄÅ ÄÏÈÁÎ sau Foaie verde 
ÍáÇÈÉÒÁÎɊ ÍÅÄÉÁÎá ɉFoaie verde lemn sucit sau &ÒÕÎÚá ÖÅÒÄÅ ÌÅÍÎ ÕÓÃÁÔ) sau 
ÆÉÎÁÌá ɉCucu-necat de cântat) 

 
c) detalierea.  

Una poarta descuia, 
$ÏÕá-Î ÃÁÓá ÿÌ ÐÏÆÔÅÁȟ 

Una murgu i-l lua, 
Una masa-É ÁĦÔÅÒÎea, 
.ÏÕá ÇÈÉÎÉ Ãá ÿÉ ÆÒÉÇÅÁȟ 
Una bucate-i punea, 
5ÎÁ ÌÁ ÍÁÓá-l chema. 

 
$ÉÎÔÒÅ ÁÃÅÓÔÅÁȟ ÒÅÐÅÔÉĪÉÁ ĦÉ ÄÅÔÁÌÉÅÒÅÁ ÆÉÉÎÄ ÃÅÌÅ ÍÁÉ ÆÒÅÃÖÅÎÔÅȢ 
5Î ÍÏÍÅÎÔ ÁÐÁÒÔÅ ÅÓÔÅ ÿÎÔÝÌÎÉÒÅÁ ÐÅ ÃÁÒÅ Ï ÁÒÅ 6áÌÅÁÎ ÃÕ ÍÏÁÒÔÅÁȢ 

Acest fapt ne duce cu gândul la subiectele fantastice. Personajul nostru ia 
moartea în derâdere, numind-Ï ȟȟÍÏĦÉÃáȱȢ 

Numerologic vorbind, ne-Á ÁÔÒÁÓ ÁÔÅÎĪÉÁ ÐÒÅÚÅÎĪÁ ÎÕÍáÒÕÌÕÉ ĦÁÐÔÅȟ 
ÃÁÒÅ ÿÎÔÒÕÃÈÉÐÅÁÚá ÐÅÒÆÅÃĪÉÕÎÅÁ ÄÉÖÉÎá ÓÁÕ ÄÅÓáÖÝÒĦÉÒÅÁȢ !ÃÅÓÔÁ ÁÐÁÒÅ ÿÎ 
ÕÒÍáÔÏÁÒÅÌÅ ÓÉÔÕÁĪÉÉȡ 

)Ȣ ÃÅÌÅ ĦÁÐÔÅ ÍÝÎÄÒÅ ÃÁÒÅ ÿÌ ÁÄÅÍÅÎÅÓÃ ÐÅ 6áÌÅÁÎȠ ÆÉÅÃÁÒÅ ÆÁÃÅ ÃÅÖÁ 
pentru el; 

 
))Ȣ ÄÕÐá ÃÅ ÍÏÁÒÅ ȡ 

¥ÁÐÔÅ ÃÌÏÐÏÔÅ ÔÒáÇÅÁȟ 
¥ÁÐÔÅ ÐÏÐÉ ÿÌ ÐÒÏÈÏÄÅÁȟ 
¥ÁÐÔÅ ÆÅÃÉÏÒÉ ÔÒÝÍÂÉĪÁȟ 
¥ÁÐÔÅ ÓÁÔÅ ÁÕÚÅÁȟ 

¥ÁÐÔÅ ÍÝÎÄÒÅ ÍÉ-l jelea. 
 
)))Ȣ ÃÕÃÕ ÃÝÎÔá ÄÅ ĦÁÐÔÅ ÏÒÉȟ ÿÎ ÌÏÃÕÒÉ ÄÉÆÅÒÉÔÅȢ 

PERSPECTIVA M5:)#!,A  

0Å ÐÌÁÎ ÍÕÚÉÃÁÌ ÁÍ ÄÏÒÉÔ Óá ÉÄÅÎÔÉÆÉÃáÍ ÖÁÒÉÁÎÔÅÌÅ ÌÉÔÅÒÁÒÅ ÃÁÒÅ ÁÕ ÆÏÓÔ 
ÁÄÁÐÔÁÔÅ ÐÅ ÁÎÕÍÉÔÅ ÌÉÎÉÉ ÍÅÌÏÄÉÃÅ ÓÐÅÃÉÆÉÃÅ ÁÒÉÅÉ ÄÅ ÃÉÒÃÕÌÁĪÉÅȢ #ÅÌÅ ÍÁÉ ÖÅÃÈÉ 
exemple la care am avut acces fac parte din fondul manuscris al culegerilor de 
folclor din Bucovina reÁÌÉÚÁÔÅ ÌÁ ÿÎÃÅÐÕÔÕÌ 3ÅÃÏÌÕÌÕÉ 88 ÄÅ ÃáÔÒÅ ÿÎÖáĪáÔÏÒÕÌ 
!ÌÅØÁÎÄÒÕ 6ÏÅÖÉÄÃÁȢ !ĦÁÄÁÒ ÁÍ ÉÄÅÎÔÉÆÉÃÁÔ ΣΧ ÖÁÒÉÁÎÔÅ ɉÖÅÚÉ ÔÁÂÅÌ ΣɊ ÍÅÌÏÄÉÃÅ 
ale acestei balade în lucrarea Folclor muzical din Bucovina ÒÅÁÌÉÚÁÔá ÄÅ ÃáÔÒÅ ÄÒȢ 
#ÏÎÓÔÁÎĪÁ #ÒÉÓÔÅÓÃÕȢ 
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TITLUL BALADEI NRȢ 0!').A 

4. Bujor 374 

5. Bujorel 375 

ΨȢ "ÕÊÏÒÅÌ ĦÉ ÍÝÎÄÒÅÌÅ 376 

ΦΣȢ 'ÈÅÏÒÇÈÉĪá 413 

ΦΤȢ 'ÈÅÏÒÇÈÉĪá 414 

ΨΥȢ ,Á ÓÔÅÊÁÒÕ ÒáÔÉÚÁÔ 436 

ΩΤȢ -ÏÁÒÔÅÁ ÌÕÉ 'ÈÅÏÒÇÈÉÅĦ 446 

76. Niculai ficior di craiu 451 

108. Toderean 486 

ΣΡΫȢ 4ÏÄÅÒÁĦ 487 

110. Todirean 488 

ΣΣΧȢ 6áÌÉÎÁĦ 495 

120. Vâlcu 500 

121. Vâlcu 501 

122. Voinicul 502 
 

4ÁÂÅÌ ΣȢ #ÏÒÅÓÐÏÎÄÅÎĪÁ ÎÕÍáÒÕÌÕÉ ÄÅ ÐÁÇÉÎá ÃÕ ÖÁÒÉÁÎÔÅ ÁÌÅ ÂÁÌÁÄÅÉ 
 

0ÁÒÃÕÒÇÝÎÄ ÃÅÌÅ ΣΧ ÖÁÒÉÁÎÔÅ ÁÍ ÅØÔÒÁÓ ÃÝÔÅÖÁ ÔÒáÓáÔÕÒÉ ÍÕÚÉÃÁÌÅ 
ÅÓÅÎĪÉÁÌÅȡ  

- melodiile ÎÕ ÐÒÅÚÉÎÔá ÔÉÐÕÒÉ ÿÎÒÕÄÉÔÅ; ÆÉÅÃÁÒÅ ÖÁÒÉÁÎÔá ÁÒÅ ÐÒÏÐÒÉÁ 
melodie; 

- ÿÎ ÍÁÒÅ ÐÁÒÔÅ ÁÕ ÌÁ ÂÁÚá ÓÔÒÕÃÔÕÒÉ ÓÏÎÏÒÅ ÐÒÅÍÏÄÁÌÅȠ 
- ÌÁ ÎÉÖÅÌÕÌ ÆÏÒÍÅÉ ÓÕÎÔ ÐÒÅÚÅÎÔÅ ÓÔÒÏÆÅ ÃÁÒÅ ÁÕ Τ ÐÝÎá ÌÁ Ϊ ÒÝÎÄÕÒÉ 

melodice; 
- în majoritatea cazurilor, textul epic este adaptat unei melodii 

împrumutate de la cântecul vocal de joc. Un exemplu sugestiv este Nr. 4 
Bujorel, unde avem un text epic adaptat unei melodii specifice cântecului vocal 
de joc; 

 

 
Fig. 2. Bujorel 

 

- ÔÏÁÔÅ ÃÅÌÅ ΣΧ ÅØÅÍÐÌÅ ÓÕÎÔ ÔÒÁÎÓÃÒÉÓÅ ÿÎ ÓÉÓÔÅÍÅ ÒÉÔÍÉÃÅ ÍáÓÕÒÁÔÅ 
(divizionar sau giusto silabic bicron).  
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În continuarea acestui studiu ne-am oprit asupra materialelor muzicale 
existente în Arhiva Institutului de Folclor din Cluj care, au reprezentat de fapt 
primul îndemn înspre dezvoltarea acestui subiect. În cadrul materialului 
ÍÕÚÉÃÁÌ ÄÉÎ ȟȟ§ÁÒÁ #ÈÉÏÁÒÕÌÕÉȱ ÁÍ ÉÄÅÎÔÉÆÉÃÁÔ ΤΩ ÄÅ ÖÁÒÉÁÎÔÅ ÁÌÅ ÂÁÌÁÄÅÉ Horea 
ÌÕÉ 6áÌÅÁÎȟ culese între anii 1958-1978. 4ÒÁÎÓÃÒÉÉÎÄ ĦÉ ÁÎÁÌÉÚÝÎÄ ÃÅÌÅ ΤΩ ÄÅ 
ÖÁÒÉÁÎÔÅ ÁÍ ÁÊÕÎÓ ÌÁ ÃÝÔÅÖÁ ÃÏÎÃÌÕÚÉÉ ÍÕÚÉÃÁÌÅ ÌÅÇÁÔÅ ÄÅ ÐÁÒÔÉÃÕÌÁÒÉÔáĪÉÌÅ 
acestui cântec epic: 

- variantele melodice ÎÕ ÐÒÅÚÉÎÔá ÔÉÐÕÒÉ ÿÎÒÕÄÉÔÅȠ ĦÉ ÿÎ ÁÃÅÁÓÔá ÓÉÔÕÁĪÉÅ 
ÆÉÅÃÁÒÅ ÅØÅÍÐÌÕ ÁÒÅ Ï ÁÌÔá ÍÅÌÏÄÉÅȠ 

- la nivel melodic sunt prezente structuri sonore modale care 
ÓÕÇÅÒÅÁÚá Ï ÁÐÒÏÐÉÅÒÅ ÄÅ ÓÉÓÔÅÍÕÌ ÔÏÎÁÌ-ÆÕÎÃĪÉÏÎÁÌȠ 

- la nivelul formei sunt prezente strofe care au 3 sau 4 rânduri 
melodice; 

- ÄÉÎ ÐÅÒÓÐÅÃÔÉÖá ÒÉÔÍÉÃáȟ ÔÏÁÔÅ ÅØÅÍÐÌÅÌÅ ÓÕÎÔ ÔÒÁÎÓÃÒÉÓÅ ÿÎ ÐÁÒÌÁÎÄÏ 
rubato; 

 

 
 

Fig. 3. Asta-É ÈÏÒÅÁ ÌÕÉ 6áÌÅÁÎ 
 

- ÓÕÂÉÅÃÔÕÌ ÅÐÉÃ ÅÓÔÅ ÁÃÅÌÁĦÉ ÿÎ ÃÁÄÒÕÌ ÔÕÔÕÒÏÒ ÅØÅÍÐÌÅÌÏÒȢ  

CONCLUZII 

#ÏÎÃÌÕÚÉÏÎÝÎÄȟ ÌÁ ÎÉÖÅÌ ÍÏÒÆÏÌÏÇÉÃ ÓÕÂÌÉÎÉÅÍ ÐÒÅÚÅÎĪÁ ÕÒÍáÔÏÁÒÅÌÏÒ 
ÅÌÅÍÅÎÔÅ ÃÏÍÕÎÅ ÁÌÅ ÁÃÅÓÔÅÉ ÂÁÌÁÄÅȟ ÿÎ ÃÅÌÅ ÄÏÕá ÚÏÎÅ ÁÍÉÎÔÉÔÅȡ  

- ÐÅÒÓÏÎÁÊÕÌ 6áÌÅÁÎ ÅÓÔÅ ÐÒÅÚÅÎÔÁÔ ÃÁ ÕÎ ÍÏÄÅÌ ÓÏÃÉÁÌ ÃÁÒÅ ÎÕ ÅÓÔÅ 
demn de urmat, fiind considerat un exemplu negativ pentru comunitatea 
ÓáÔÅÁÓÃáȠ 

- balada (ÏÒÅÁ ÌÕÉ 6áÌÅÁÎ ÃÉÒÃÕÌá ÓÕÂ ÄÉÖÅÒÓÅ ÄÅÎÕÍÉÒÉȠ 
- ÖÁÒÉÁĪÉÁ ÍÅÌÏÄÉÃá ÎÕ ÅÓÔÅ ÐÒÉÎÃÉÐÁÌÕÌ ÍÅÃÁÎÉÓÍ ÄÅ ÃÒÅÁĪÉÅȠ 
- ÄÉÎ ÐÅÒÓÐÅÃÔÉÖá ÌÉÔÅÒÁÒáȟ ÿÎ ÁÍÂÅÌÅ ÚÏÎÅ ÐÅÒÓÏÎÁÊÕÌ 6áÌÅÁÎ ÓÆÝÒĦÅĦÔÅ 

ÐÒÉÎ Á ÆÉ ÏÔÒáÖÉÔȢ 
#ÏÎÓÉÄÅÒáÍ Ãá ÓÔÕÄÉÕÌ ÁÃÅÓÔÅÉ ÃÒÅÁĪÉÉ ÅÐÉÃÅȟ ÃÅ ÁÒÅ ÌÁ ÂÁÚá ÕÎ ÓÕÂÉÅÃÔ 

ÁÐÒÏÁÐÅ ÂÁÎÁÌȟ ÒáÓÐÝÎÄÉÔ ÿÎÔÒ-un mediu rural vast, poate reprezenta un prim 
ÉÍÂÏÌÄ ÿÎ ÒÅÁÌÉÚÁÒÅÁ ÕÎÅÉ ÁÍÐÌÅ ÌÕÃÒáÒÉ ÃÁÒÅ Óá ÃÕÐÒÉÎÄá ÃÏÒÐÕÓÕÌ ÄÅ ÖÁÒÉÁÎÔÅ 
melodice ale baladei (ÏÒÅÁ ÌÕÉ 6áÌÅÁÎ.  
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Încheiem aceste îÎÓÅÍÎáÒÉ ÉÎÖÉÔÝÎÄ ÃÉÔÉÔÏÒÕÌ Óá ÐÁÒÃÕÒÇá ÂÁÌÁÄÁ  Horea 

ÌÕÉ 6áÌÅÁÎ ÃÁÒÅȟ ÄÅĦÉ Á ÆÏÓÔ ÆÏÁÒÔÅ ÐÕĪÉÎ ÓÔÕÄÉÁÔáȟ ÁÒÅ Ï ÖÁÌÏÁÒÅ ÁÒÔÉÓÔÉÃá 
ÄÅÏÓÅÂÉÔáȟ ÁĦÁÄÁÒ É ÓÅ ÃÕÖÉÎÅ Óá ÏÃÕÐÅ ÕÎ ÌÏÃ ÆÒÕÎÔÁĦ ÿÎ ÁÔÅÎĪÉÁ 
ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÌÏÒ ÓÁÕ Á ÔÉÎÅÒÉÌÏÒ ÉÎÔÅÒÐÒÅĪÉ ÄÅ ÆÏÌÃÌÏÒȢ 
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Valean song], in vol. 3ÔÕÄÉÉ ÄÅ ÐÏÅÔÉÃá ĦÉ ÓÔÉÌÉÓÔÉÃá ɍ3ÔÕÄÉÅÓ ÏÎ ÐÏÅÔÉÃÓ ÁÎÄ 
stylistics]Ȣ "ÕÃÕÒÅĦÔÉȡ %ÄÉÔÕÒÁ 0ÅÎÔÒÕ ,ÉÔÅÒÁÔÕÒáȟ ÐÐȢ ΣΣΦ ɀ 163. 

'ÏÁÎĪáȟ ¥ÔȢȟ 0ÉĪÏÉÕȟ )Ȣ ɉΣΫΩΤɊȟ Du-ÔÅ ÄÏÒ ĦÉ ÖÉÎÏ ÄÏÒȢ &ÏÌÃÌÏÒ ÌÉÔÅÒÁÒ ÄÉÎ 3áÌÁÊ ɍ'Ï ÍÙ 
love and come my love. Literary folklore fÒÏÍ 3áÌÁÊɎȢ :ÁÌáÕȡ Editura CICPMAM 
3áÌÁÊȢ 

4ÁÌÏĦȟ )Ȣ ɉΣΫΫΩɊȟ -ÅĦÔÅÒÕÌ -ÁÎÏÌÅȢ #ÏÎÔÒÉÂÕĪÉÅ ÌÁ ÓÔÕÄÉÕÌ ÕÎÅÉ ÔÅÍÅ ÄÅ ÆÏÌÃÌÏÒ 
European, ))ȟ #ÏÒÐÕÓÕÌ ÖÁÒÉÁÎÔÅÌÏÒ ÒÏÍÝÎÅĦÔÉ ɍ-ÁÓÔÅÒ -ÁÎÏÌÅȢ #ÏÎÔÒÉÂÕÔÉÏÎ ÔÏ 
the study of a European folklore theme, II, Corpus of Romanian variants]. 
"ÕÃÕÒÅĦÔÉȡ %ÄÉÔÕÒÁ -ÉÎÅÒÖÁȢ 

Voevidca, A. (2020), Folclor muzical din Bucovina [Musical folklore from 
Bucovina], Vol. IV, Critical edition, musical topologic catalogue and 
ÁÎÔÈÏÌÏÇÙ ÂÙ $ÒȢ #ÏÎÓÔÁÎĪÁ #ÒÉÓÔÅÓÃÕȢ 3ÕÃÅÁÖÁȡ %ÄÉÔÕÒÁ ,ÉÄÉÁÎÁȢ 



ETHNOMOUSIKOLOGION        55 
 

3Ȥ! $53 #5#5, $% 0%Ȥ!)#) ɍ4(% #5#+// (!3 
'/.% &2/- (%2%Ɏ ɀ 6!2)!4)/.3 &/2 3/,/ 
#)-"!,/- "9 !.!4/, '/,/-/: 

 
Lecturer NICOLAE SLABARI, PhD 

Academy of Music, Theater and Fine Arts, Chisinau 

SUMMARY 

The present article is addressed to the young generation of musicians 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 the 21st century. 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 cultural-artistic 
environment, on the one hand, and on the other, by the 
institutionalization of the study 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 
2ÅÐÕÂÌÉÃ ÏÆ -ÏÌÄÏÖÁȢ 4ÈÅ 6ÁÒÉÁÔÉÏÎÓ ÆÏÒ 3ÏÌÏ #ÉÍÂÁÌÏÍ Ȭ3-a dus cucul de 
pe-ÁÉÃÉȭȾ4ÈÅ ÃÕÃËÏÏ ÈÁÓ ÇÏÎÅ ÆÒÏÍ ÈÅÒÅ ÉÓ ÁÎ ÅÌÏÑÕÅÎÔ ÅØÁÍÐÌÅ ÏÆ ÈÉÓ 
musical abilities. 

REZUMAT 

!ÃÅÓÔ ÁÒÔÉÃÏÌ ÓÅ ÁÄÒÅÓÅÁÚáȟ ÿÎ ÓÐÅÃÉÁÌȟ ÇÅÎÅÒÁĪÉÅÉ ÔÉÎÅÒÅ ÄÅ ÍÕÚÉÃÉÅÎÉȟ ÌÁ 
stadiul de fÏÒÍÁÒÅȟ ÐÒÅÃÕÍ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉȟ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉȟ ÍÕÚÉÃÏÌÏÇÉȟ 
ÃÏÍÐÏÚÉÔÏÒÉ ĦÉ ÁÒÅ ÒÏÌÕÌ ÄÅ ÄÉÓÅÍÉÎÁÒÅ Á ÕÎÏÒ ÉÎÆÏÒÍÁĪÉÉ ÍÁÉ ÐÕĪÉÎ 
ÃÕÎÏÓÃÕÔÅȟ ÄÕÐá ÐáÒÅÒÅÁ ÎÏÁÓÔÒáȟ ÐÅÎÔÒÕ ÓÏÃÉÅÔÁÔÅÁ ÍÕÚÉÃÁÌá ÍÏÄÅÒÎá 
a secolului al XXI-lea. %ÓÔÅ ÃÕÎÏÓÃÕÔ ÆÁÐÔÕÌ Ãá ÖÉÁÂÉÌÉÔÁÔÅÁ Īambalului ca 
ÉÎÓÔÒÕÍÅÎÔ ÔÒÁÄÉĪÉÏÎÁÌ ÒÏÍÝÎÅÓÃ ÅÓÔÅ ÁÓÉÇÕÒÁÔá ÿÎÔÒ-Ï ÍÁÒÅ ÍáÓÕÒá ÄÅ 
interesul manifestat, pe de o parte, în mediul cultural-artistic, iar pe de 
alta, prin studierea ÉÎÓÔÒÕÍÅÎÔÕÌÕÉ ÿÎ ÉÎÓÔÉÔÕĪÉÉÌÅ ÄÅ ÿÎÖáĪáÍÝÎÔ ÍÕÚÉÃÁÌ 
ɉÁ ÄÏÕÁ ÊÕÍáÔÁÔÅ Á ÓÅÃÏÌului al XX-lea). Toate se produc concomitent cu 
ÎÏÔÁÒÅÁ ĦÉ ÁÒÁÎÊÁÒÅÁ ÿÎ ÐÁÒÔÉÔÕÒÉ Á ÍÕÚÉÃÉÉ ÔÒÁÄÉĪÉÏÎÁÌÅȢ 3Å ÉÍÐÕÎ ĦÉ 
ÄÉÖÅÒÓÅ ÃÏÌÅÃÔÉÖÅ ÁÒÔÉÓÔÉÃÅȟ ÐÅÒÓÏÎÁÌÉÔáĪÉȟ ÓÅ ÅÆÅÃÔÕÅÁÚá ÔÏÔ ÍÁÉ ÍÕÌÔÅ 
ÿÎÒÅÇÉÓÔÒáÒÉ ÄÅ ÓÔÕÄÉÏȟ ÁÔÝÔ ÿÎ 2ÅÐÕÂÌÉÃÁ -ÏÌÄÏÖÁȟ ÃÝÔ ĦÉ ÿÎ 2ÏÍÝÎia. 
!ÎÁÔÏÌ 'ÏÌÏÍÏÚ ÅÓÔÅ ÐÅÒÓÏÎÁÌÉÔÁÔÅÁ ÃÁÒÅ Á ÁÄÕÓ ÕÎ ÁÐÏÒÔ ÓÕÂÓÔÁÎĪÉÁÌ ÿÎ 
ÄÅÚÖÏÌÔÁÒÅÁ ÉÎÔÅÒÐÒÅÔáÒÉÉ ĦÉ ÎÏÔáÒÉÉ ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÐÅÎÔÒÕ ĪÁÍÂÁÌ ÄÉÎ 
2ÅÐÕÂÌÉÃÁ -ÏÌÄÏÖÁȟ ÉÁÒ 6ÁÒÉÁĪÉÕÎÉÌÅ ÐÅÎÔÒÕ ĪÁÍÂÁÌ ÓÏÌÏ ȵ3-a dus cucul de 
pe-ÁÉÃÉȱ ÒÅÐÒÅÚÉÎÔá ÕÎ ÅØÅÍÐÌÕ ÅÌÏÃÖÅÎÔ ÁÌ ÁÂÉÌÉÔáĪÉÌÏÒ ÓÁÌÅ ÍÕÚÉÃÁÌÅȢ 
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INTRODUCTION  

It is known that folklore represents an inexhaustible source of 
inspiration, of raw material in creative 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 century 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 (50s-60s of the 20th century) such as 
&ÏÌÃÌÏÒȟ &ÌÕÉÅÒÁĦȟ -ÕÇÕÒÅÌ, etc., the cimbalom is used not 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 #ÏÐÁÃÉÎÓÃÈÉȟ 3ÅÒÇÈÅÉ#ÒÅĪÕ ÅÔÃȢ ɉΣȟΤȟΥȟ Ψȟ ΩɊȢ ! ÓÅÒÉÅÓ ÏÆ 
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 cimbalom. 

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, enrolled in the Folk Instruments section - cimbalom (4). At 
the same time, he began his work in various semi-professional collectives, 
soon followed by offers to collaborate with prestigious folk music orchestras. 
As a result, he was employed as a professional instrumentalist in the -áÒĪÉĦÏÒ 
Folk Music Orchestra - founded by Sergiu Ciuhrii. A little later, he was invited 
by Dumitru Blajinu, the founder and conductor of the Folclor 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. 



ETHNOMOUSIKOLOGION        57 
 

!Î ÉÍÐÏÒÔÁÎÔ ÐÁÇÅ ÉÎ !ÎÁÔÏÌ 'ÏÌÏÍÏÚȭÓ ÁÃÔÉÖÉÔÙ ÉÓ ÈÉÓ ÆÒÉÅÎÄÓÈÉÐ ×ÉÔÈ 
musicians from Romania in the period up to the 1990s. In 1981 in Bucharest on 
the premises of Carul cu bereȟ ÈÅ ÍÅÔ "ÏÂ 3ÔáÎÅÓÃÕȟ Á ÖÉÒÔÕÏÓÏ ÖÉÏÌÉÎÉÓÔ ÁÎÄ 
cimbalom player, who helped him meet Toni Iordache, 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 at the Stefan Neaga Center for Excellence in 
Artistic Education, having worked here for about twenty-seven years. In 2005, 
ÁÔ ÔÈÅ ÉÎÖÉÔÁÔÉÏÎ ÏÆ 6ÁÓÉÌÅ #ÒáÃÉÕÎȟ ÈÅ ÂÅÃÁÍÅ Á ÕÎÉÖÅÒÓÉÔÙ ÌÅÃÔÕÒÅÒ ÁÔ ÔÈÅ 
Academy of Music, Theatre and Fine Arts, and later, from 2019, was appointed 
teacher at Ciprian Porumbescu Republican 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 music 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 the ÌáÕÔÁÒÉ. 

In the forty-five years of activity 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 NegarÁȟ !ÎÇÅÌÁ 0áÄÕÒÁÒÕȟ )ÏÎ "ÁÓ ɉÆÏÒ ×ÈÏÍ ÈÅ ÁÌÓÏ ×ÒÏÔÅ ÓÅÖÅÒÁÌ 
romances), Nicolae Glib, Valentina Cojocariu, as well as for instrumental 
ÓÏÌÏÉÓÔÓȡ ,ÅÏÎÉÄ -ÏĥÁÎÕ ɀ flute, Vasile Rusu ɀ accordion, Gavriil Gronic and 
Anatol Nunu ɀ trumpet, Dumitru Blajinu ɀ 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 number of CDs 
ÓÕÃÈ ÁÓ ÔÈÏÓÅ ÔÏÇÅÔÈÅÒ ×ÉÔÈ )ÏÎ $ÏÌáÎÅÓÃÕȟ )ÏÎÕĪ $ÏÌáÎÅÓÃÕȟ -ÁÒÇÁÒÅÔÁ Clipa, 
Gheorghe Jitaru. We would also like to mention the fact that at the beginning 
of the 1980s, with the establishment of the Republican Contest 0ÒÅÚÉÎÔá 
orchestra Folclor/Folklore Orchestra presents (organized by Sergiu Ciuhri and 
Constantin Rusnac) original 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 several 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 Prize in 1986 with an accordion piece called Studiu de concert 
(Concert study), performed by Vasile Rusu.  
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In 2003, maestro Anatol Golomoz released the CD entitled 0Å ÃáÒáÒÉÌÅ 

amintirilor/On the paths of memories together 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 
Ô×Ï ÃÉÍÂÁÌÏÍÓ ×ÉÔÈ 3ÅÒÇÉÕ #ÒÅĪÕȟ ÓÕÃÈ ÁÓȡ horas, sârbas, geamparale, pieces 
for listening and the variation S-a dus cucul de pe-aici? The cuckoo has gone from 
here. 

S-a dus cucul de pe-aici/The cuckoo has gone from here Variations for Solo 
Cimbalom ɀ history of creation, structural aspects 

Anatol Golomoz created the S-a dus cucul de pe-aici Variations for a 
tour in Cologne, Germany, in mid-1992, with the aim of highlighting the 
cimbalom as a traditional instrument in the concert. The original source of S-a 
dus cucul de pe-aici Variations for Solo Cimbalom is a well-known song that has 
circulated and continues to circulate in the traditional environment. Some 
sources point to its author - Constantin Mandicevschi, with the title #ÝÎÔá ÃÕÃÕ-
n Bucovina /The cuckoo is singing in Bucovina, written in 1904 to commemorate 
400 years since the death of Stephen the Great. No matter who the so-called 
ȰÆÉÒÓÔ ÁÕÔÈÏÒȱ ×ÁÓȟ ÔÈÅ ÓÏÎÇ ÂÅÃÁÍÅ ÆÏÌËÌÏÒÉÚÅÄ ÁÎÄ ÃÉÒÃÕÌÁÔÅÓ ÉÎ ÍÕÌÔÉÐÌÅ 
versions of literary text, but also melodic ones, such as, for example: #ÝÎÔá 
ÃÕÃÕȟ ÂÁÔá-l vina /The cuckoo is singinÇȟ ÂÅ ÉÔ ÂÌÁÍÅÄȟ -áÉ ÃÕÃÕÌÅ ÂÌÅÓÔÅÍÁÔ ÄÅ ÃÅ 
ÐÕÉÉ ĪÉ-ÁÉ ÌáÓÁÔ Ⱦ9ÏÕȟÄÁÍÎÅÄ ÃÕÃËÏÏȟ ×ÈÙ ÈÁÖÅ ÙÏÕ ÌÅÆÔ ÙÏÕÒ ÃÈÉÃËÓ or #ÝÎÔá ÃÕÃÕ-
n Bucovina /The Cockoo is singing in Bucovina. It is a very popular creation 
adopted and performed by established artists, who approach 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 variants: 
- Folk song, accompanied by taraf or folk music orchestra: #ÝÎÔá ÃÕÃÕ-

n Bucovina ɀ 'ÒÉÇÏÒÅ ,ÅĦÅ ĦÉ ÕÎ ÇÒÕÐ ÖÏÃÁÌȟ #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ Nicolae 
Ciubotaru, #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ Vasile, Cântec despre Bucovina ɀ Grigore 
Gherman, #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ $ÉÎÕ )ÁÎÃÕ 3áÌáÊÁÎÕȟ S-a dus cucul de pe-aici 
Ⱦ ¥É ĥÉ-Á ÌáÓÁÔ ÐÕÉÉ ÍÉÃÉ ɀ Nina Ermurache, "ÕÃÏÖÉÎá ÐÌÁÉ ÃÕ ÆÌÏÒÉ ɀ -ÁÒÉÁ )ÌÉÕĪȟ #ÝÎÔá 
ÃÕÃÕȟ ÂÁÔá-l vina ɀ #ÏÒÎÅÌÉÁ ¥ÔÅÆáÎÅĪȠ 

- Folk music accompanied by brass band: #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ 
Alexandru Recolciuc; 

- Academic music: #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ Rusanda Panfili and 
6ÁÌÅÎÔÉÎÁ .ÁÆÏÒÎÉĪá ɉÓÏÌÏ ÖÏÉÃÅ ÁÎÄ ÖÉÏÌÉÎɊȠ 

- Religious/cult music: #ÝÎÔá ÃÕÃÕ-n Bucovina ɀEVLOGHIA choir; 
- Ethno music: #ÝÎÔá ÃÕÃÕɀ Fuego; 
- Folk music: #ÝÎÔá ÃÕÃÕ-n Bucovina ɀD.O.R. folk group, Suceava; 
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- Pop music: #ÝÎÔá ÃÕÃÕ ÂÁÔá-l vina ɀ Andra, #ÝÎÔá ÃÕÃÕ ɀ ADDA; #ÝÎÔá 
cucu-n Bucovina ɀ ,ÏÒÅÄÁÎÁ #áÌÉÎȠ 

- Rock music: #ÝÎÔá ÃÕÃÕ-n Bucovina ɀPhoenix, #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ
Straja, #ÝÎÔá ÃÕÃÕ ɀ Alex Calancea Band/Lupii lui Calancea; 

- Trap (hip-hop) music: #ÝÎÔá ÃÕÃÕ-n Bucovina ɀSherby, #ÝÎÔá ÃÕÃÕ-n 
Bucovina ɀ ADDA & Dj Ralmm. 

 
b. Instrumental variants:  
- Solo folk music, accompanied by taraf or folk music orchestra: S-a dus 

cucul de pe-aici/ The cuckoo has gone from here - Ȱ(ÏÒÁȱ &ÏÌË ÇÒÏÕÐ - solo 
cimbalom, #ÝÎÔá ÃÕÃÕ-n Bucovina/The cuckoo is singing in Bucovina, Veran 
:ÏÒÉÒá - solo alto saxophone, #ÝÎÔá ÃÕÃÕÌȾ4ÈÅ ÃÕÃËÏÏ ÉÓ ÓÉÎÇÉÎÇ - Stanislav 
Culcicovschi solo accordion, USA.  

- Folk music performed by brass band: #ÝÎÔá cucu-n Bucovina/The 
cuckoo is singing in Bucovina - "ÅÌÃÅĦÔÉ "ÒÁÓÓ "ÁÎÄȟ #ÝÎÔá ÃÕÃÕÌÂÁÔá-l vina/The 
cuckoo is singing, be it blamed - #ÝÎÄáĦÔÉ "ÒÁÓÓ "ÁÎÄȠ 

- Ethno music: #ÝÎÔá ÃÕÃÕ-n Bucovina/The cuckoo is singing in Bucovina 
- ÉÎ ÔÈÅ Ȱ!ÍÅÒÉÎÄÉÁÎȱ ÖÅÒÓÉÏÎȟ solo flute and pan flute (South American); 

- Pop music: #ÝÎÔá ÃÕÃÕ-n Bucovina/The cuckoo is singing in Bucovina - 
solo pan flute Dumitru Mihai; 

- Jazz music: #ÝÎÔá ÃÕÃÕ-n Bucovina/The cuckoo is singing in Bucovina ɀ 
solo violin Florin Niculescu, #ÝÎÔá ÃÕÃul/The cuckoo is singing ɀ Ion Vîrlan 
Quintet. 

The Variations for Solo cimbalom S-a dus cucul de pe-aici/The cuckoo 
has gone from here represent 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 with p the climax occurs 
gradually on ff . The compositional approach combines, on the one hand, the 
specific style of Toni Iordache, 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 orchestration which we have come across by studying the 
ÁÒÒÁÎÇÅÍÅÎÔ ÉÎ ÔÈÅ ÁÕÔÈÏÒȭÓ ÍÁÎÕÓÃÒÉÐÔ ɉ!..%8ɊȢ 3ÔÁÒÔÉÎÇ ÆÒÏÍ Á ÔÈÅÍÅ 
comprising merely fourteen beats, the author of the arrangement (see Fig. 1.), 
relying on the principle of form (theme and variations) and of creative 
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 phrases, A and B, of 6 and 8 

bars respectively, which can be represented according to the following 
formula: 

 
    A    +     B   .  
  6 //:          8 
 

On the macro-structural 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 incipient 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 module one. 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 technical and melodic-harmonic 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 nuance f, followed by arpeggiated movements with an ascending 
accelerando. The climax of the cadence is anticipated by ritenuto 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 one is built on the same structure as above, which is doubled 
in performance by plucking and playing with hammers, depictable as follows: 

 
    A    +     B           +            A1 +     B1  .  
   6//:         8//:                       6//:         8//: 

Played by plucking Played with hammers 
 
The phrases played by plucking the strings with the left fingers ɀ 

pizzicato are complemented by 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 and A1, in bars 20-21, 39-40, when 
the passages to the major phrases B and B1occur, four chords are played with 
both hammers (see Fig. 3.), preserving the construction principle of the 
chords from the incipient section of the piece. 

 

 
 

Fig. 3. Sequence of 4 chords played with both hammers 
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The indication agitato 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 a captivating 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 SII7, which 
contributes to diminishing the tempo and the intensity of the dynamic 
nuances, thus creating a state of suspense ɀ a sound effect that captures the 
ÌÉÓÔÅÎÅÒȭÓ ÁÔÔÅÎÔÉÏÎȢ  

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, allegro, represents an actual hora, 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 module, Allegro 

 
Unlike the bridge between modules one and two, accomplished with 

the help of a mini cadence, there is no such section in the score between 
modules three and four. Nevertheless, we can notice a short E, F#, G# 
harmonic movement in the cimbalom solo part, which marks the border 
between modules two and three. 

The beginning of module three of the S-a dus cucul de pe-aici Variations 
for solo cimbalom is highlighted by the allegretto-presto indication (see Fig.7.). 
The variational principle consists in displaying the theme in various registers 
of the instrument, stressing the coordination of the 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 overcome 
ÄÅÐÅÎÄ ÏÎ ÔÈÅ ÐÌÁÙÉÎÇ ÓÐÅÅÄȾÔÅÍÐÏ ×ÈÉÃÈ ÃÁÎ ÂÅ ÌÉÍÉÔÅÄ ÏÎÌÙ ÂÙ ÔÈÅ ÐÌÁÙÅÒȭÓ 
abilities.  

 
 

 
 

Fig. 7. The beginning of module 3 

At the end of module three emerges the same cadential content in 
which the passage in SII7 unfolds, however in a shortened form. It is a 
preparation for the final cadence that is to be played ad 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 phrase A from the 
introductory section played a tempo. The character is amplified by doubling 
the theme in the octaves, ending in the note from the contraoctave (see Fig. 
8.).  

 

 
 

Fig. 8. The doubling of the theme in the octaves 
 

CONCLUSIONS  

To sum up, we note the compositional capabilities of Anatol Golomoz 
materialized in the S-a dus cucul de pe-aici Variations for Cimbalom. The author 
created an original work, with a well-argued compositional logic in 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 create a complex soundscape and to externalize 
deep emotions from a simple musical theme/vocal creation.  

The S-a dus cucul de pe-aici 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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S-A DUS CUCUL DE PE-AICI ɀ 6!2)!§)5.) 0%.425 §!-"!, 
SOLO DE ANATOL GOLOMOZ 

 

Cuvinte cheie 

!ÎÁÔÏÌ 'ÏÌÏÍÏÚȟ ĪÁÍÂÁÌȟ ÆÏÌÃÌÏÒ ÍÕÚÉÃÁÌȟ ÖÁÒÉÁĪÉÕÎÉ ÐÅÎÔÒÕ ĪÁÍÂÁÌȟ ÏÒÃÈÅÓÔÒá 
ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒáȟ ÁÒÁÎÊÁÍÅÎÔȢ 

INTRODUCERE 

3Å ĦÔÉÅ Ãá ÆÏÌÃÌÏÒÕÌ ÒÅÐÒÅÚÉÎÔá ÕÎ ÉÚÖÏÒ ÎÅÓÅÃÁÔ ÄÅ ÉÎÓÐÉÒÁĪÉÅȟ ÄÅ ÍÁÔÅÒÉÅ 
ÐÒÉÍá ÿÎ ÌÁÂÏÒÁÔÏÁÒÅ ÄÅ ÃÒÅÁĪÉÅ ÁÌÅ ÄÉÆÅÒÉÔÏÒ ÍÅÄÉÉ ÍÕÚÉÃÁÌÅ ɉÔÒÁÄÉĪÉÏÎÁÌȟ 
academic etc.). _Î ÃÏÎÔÅØÔÕÌ ÓÕÂÉÅÃÔÕÌÕÉ ÁÂÏÒÄÁÔȟ ÖÉÁÂÉÌÉÔÁÔÅÁ ĪÁÍÂÁÌÕÌÕÉ ÃÁ 
ÉÎÓÔÒÕÍÅÎÔ ÔÒÁÄÉĪÉÏÎÁÌ ÿÎ ÐÁÔÒÉÍÏÎÉÕÌ ÏÒÇÁÎÏÌÏÇÉÃ ÎÁĪÉÏÎÁÌȟ ÄÉÎ ÕÌÔÉÍÁ ÊÕÍáÔÁÔÅ 
a secolului al XX-ÌÅÁ ÐÝÎá ÿÎ ÚÉÌÅÌÅ ÎÏÁÓÔÒÅ ÅÓÔÅ ÁÓÉÇÕÒÁÔá ÿÎÔÒ-Ï ÍÁÒÅ ÍáÓÕÒá ÄÅ 
interesul înalt manifestat în mediul cultural-ÁÒÔÉÓÔÉÃ ÄÉÎ 2ÅÐÕÂÌÉÃÁ -ÏÌÄÏÖÁ ĥÉ 
ÄÅ ÓÔÕÄÉÅÒÅÁ ÉÎÓÔÒÕÍÅÎÔÕÌÕÉ ÿÎ ÉÎÓÔÉÔÕĪÉÉÌÅ ÄÅ ÿÎÖáĪáÍÝÎt muzical de diferit nivel 
ɀ ÄÅ ÌÁ ĦÃÏÌÉ ÄÅ ÍÕÚÉÃá ÌÁ !ÃÁÄÅÍÉÁ ÄÅ -ÕÚÉÃáȟ 4ÅÁÔÒÕ ĦÉ !ÒÔÅ 0ÌÁÓÔÉÃÅȢ /ÄÁÔá 
ÃÕ ÿÎÆÉÉÎĪÁÒÅÁ ÏÒÃÈÅÓÔÒÅÌÏÒ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒá ÃÕ ÍÕÚÉÃÉÅÎÉ ÁÎÇÁÊÁĪÉ ÿÎ 
2ÅÐÕÂÌÉÃÁ -ÏÌÄÏÖÁ ɉÁÎÉÉ ȭΧΡ-ȭΨΡ ÁÉ ÓÅÃÏÌÕÌÕÉ ÁÌ 88-lea) precum Folclor, FluieraĦ, 
Mugurel ĦȢÁȢȟ ĪÁÍÂÁÌÕÌ ÅÓÔÅ ÕÔÉÌÉÚÁÔ ÎÕ ÄÏÁÒ ÃÁ ÉÎÓÔÒÕÍÅÎÔ ÐÅÎÔÒÕ 
ÁÃÏÍÐÁÎÉÁÍÅÎÔȟ ÃÉ ĦÉ ÃÁ ÕÎÕÌ ÓÏÌÉÓÔÉÃȢ _Î ÁÃÅÓÔ ÓÅÎÓȟ ÌÁ ÿÎÃÅÐÕÔÕÒÉȟ ÿÎ 
ÐÒÏÍÏÖÁÒÅÁ ĪÁÍÂÁÌÕÌÕÉ ĥÉ-ÁÕ ÁÄÕÓ ÃÏÎÔÒÉÂÕĪÉÁ ÐÅÒÓÏÎÁÌÉÔáĪÉ ÃÈÅÉÅ ÄÉÎ ÁÃÅÁ 
ÐÅÒÉÏÁÄáȟ ÐÒÅÃÕÍ )ÓÉÄÏÒ "ÕÒÄÉÎ ɉÄÉÒÉÊÏÒɊȟ Valentin Vilinciuc (orchestrator), 
6ÉÃÔÏÒ #ÏÐÁÃÉÎÓÃÈÉ 3ÅÒÇÈÅÉ #ÒÅĪÕ ĦȢÁȢ 0ÅÎÔÒÕ ĪÁÍÂÁÌ ÓÕÎÔ ÆáÃÕÔÅ Ï ÓÅÒÉÅ ÄÅ 
ÁÒÁÎÊÁÍÅÎÔÅȟ ÁÄÁÐÔáÒÉȟ ÐÒÅÌÕÃÒáÒÉ ÁÔÝÔ ÄÅ ÍÕÚÉÃá ÆÏÌÃÌÏÒÉÃáȟ ÃÝÔ ĦÉ ÁÃÁÄÅÍÉÃáȢ 
!ÎÁÔÏÌ 'ÏÌÏÍÏÚ ɉÎáÓÃÕÔ ÌÁ Υ ÁÕÇÕÓÔ ΣΫΧΣɊ ÓÅ ÎÕÍáÒá ÐÒÉÎÔÒÅ ÐÒÉÍÉÉ ÁÒÁÎÊÏÒÉ ĦÉ 
ÁÕÔÏÒÉ ÄÅ ÃÒÅÁĪÉÉ ÐÅÎÔÒÕ ĪÁÍÂÁÌȢ 

Anatol Golomoz - ÐÏÒÔÒÅÔ ÄÅ ÃÒÅÁĪÉÅ 

!ÎÁÔÏÌ 'ÏÌÏÍÏÚ ÁÒÅ ÐÅÓÔÅ ÃÉÎÃÉÚÅÃÉ ÄÅ ÁÎÉ ÄÅ ÁÃÔÉÖÉÔÁÔÅ ÃÁ ĪÁÍÂÁÌÉÓÔ 
ÐÒÏÆÅÓÉÏÎÉÓÔȟ ÐÒÏÆÅÓÏÒȟ ÏÒÃÈÅÓÔÒÁÔÏÒȾÁÒÁÎÊÏÒ ĦÉ ÌÕÔÉÅÒȾÍÅĦÔÅÒ ÄÅ ĪÁÍÂÁÌÅ ÿÎ 
Republica Moldova. A contribuit la promovarea folclorului muzical pe scenele 
ÄÅ ÃÏÎÃÅÒÔȟ ÁÔÝÔ ÿÎ ĪÁÒáȟ ÃÝÔ ĦÉ ÐÅÓÔÅ ÈÏÔÁÒÅȢ 

Este originar din satul Calfa, zona de centru a Republicii Moldova. 
3ÔÕÄÉÉÌÅ ÓÕÐÅÒÉÏÁÒÅ ÌÅ ÆÁÃÅ ÌÁ )ÎÓÔÉÔÕÔÕÌ ÄÅ !ÒÔÅ ÄÉÎ #ÈÉĦÉÎáÕȟ ÿÎÍÁÔÒÉÃÕÌÁÔ ÌÁ 
ÓÅÃĪÉÁ )ÎÓÔÒÕÍente Populare ɀ ĪÁÍÂÁÌȢ _ĦÉ ÿÎÃÅÐÅ ÁÃÔÉÖÉÔÁÔÅÁ ÿÎ ÄÉÖÅÒÓÅ 
colective semi-profesioniste, urmând în scurt timp oferte de colaborate de la 
ÏÒÃÈÅÓÔÒÅ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒá ÐÒÅÓÔÉÇÉÏÁÓÅȢ !ÓÔÆÅÌȟ ÅÓÔÅ ÁÎÇÁÊÁÔ ÃÁ 
ÉÎÓÔÒÕÍÅÎÔÉÓÔ ÐÒÏÆÅÓÉÏÎÉÓÔ ÿÎ /ÒÃÈÅÓÔÒÁ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒá -áÒĪÉĦÏÒ 
ÿÎÔÅÍÅÉÁÔá ÄÅ 3ÅÒÇÉÕ #ÉÕÈÒÉÉȢ %ÓÔÅ ÉÎÖÉÔÁÔ ÄÅ $ÕÍÉÔÒÕ "ÌÁÊÉÎÕȟ ÆÏÎÄÁÔÏÒÕÌ ĥÉ 
ÄÉÒÉÊÏÒÕÌ /ÒÃÈÅÓÔÒÅÉ &ÉÌÁÒÍÏÎÉÃÉÉ .ÁĪÉÏÎÁÌÅ Folclor (pe atunci Orchestra 
#ÏÍÐÁÎÉÅÉ 4ÅÌÅÒÁÄÉÏɊȟ Óá ÐÁÒÔÉÃÉÐÅ ÌÁ ÿÎÒÅÇÉÓÔÒáÒÉ ĥÉ ÃÈÉÁÒ ÿÎ ÕÎÅÌÅ ÃÏÎÃÅÒÔÅ 



66        ETHNOMOUSIKOLOGION 
 

ÁÌáÔÕÒÉ ÄÅ ÅÉȟ ÄÅÓÆáĦÕÒÝÎÄ Ï ÁÃÔÉÖÉÔÁÔÅ ÐÒÏÄÕÃÔÉÖáȟ ÓÉÍÕÌÔÁÎáȟ ÿÎ ÁÍÂÅÌÅ 
orchestre. 

/ ÐÁÇÉÎá ÉÍÐÏÒÔÁÎÔá ÿÎ ÁÃÔÉÖÉÔÁÔÅÁ ÌÕÉ !ÎÁÔÏÌ 'ÏÌÏÍÏÚ Ï ÃÏÎÓÔÉÔÕÉÅ 
ÒÅÌÁĪÉÉÌÅ ÄÅ ÐÒÉÅÔÅÎÉÅ ÃÕ ÌáÕÔÁÒÉ ÄÉÎ 2ÏÍÝÎÉÁȟ ÐÝÎá ÿÎ ÁÎÕÌ ΣΫΫΡȢ _Î ΣΫΪΣȟ ÌÁ 
"ÕÃÕÒÅĦÔÉȟ ÿÎ ÌÏÃÁÌÕÌ Carul cu bere, facÅ ÃÕÎÏĦÔÉÎĪá ÃÕ "ÏÂ 3ÔáÎÅÓÃÕȟ ÕÎ ÖÉÒÔÕÏÚ 
ÌáÕÔÁÒ ĪÁÍÂÁÌÉÓÔȟ ÃÅÌ ÃÁÒÅ Ì-Á ÁÊÕÔÁÔ Óá ÿÌ ÿÎÔÝÌÎÅÁÓÃá ĥÉ ÐÅ 4ÏÎÉ )ÏÒÄÁÃÈÅȟ ÌÅÇÝÎÄ 
Ï ÓÔÒÝÎÓá ÐÒÉÅÔÅÎÉÅ ÄÕÐá ÌÕÎÇÉ ÄÉÓÃÕĪÉÉ ÌÅÇÁÔÅ ÄÅ ÉÎÓÔÒÕÍÅÎÔȟ ÃÒÅÁĪÉÉ ÍÕÚÉÃÁÌÅȟ 
ÖÉÁĪÁ ÐÒÏÆÅÓÉÏÎÁÌá ĦÉ ÉÎÔÅÒÐÒÅÔÁÒÅȟ ÁÓÔÆÅÌ ÒáÍÝÎÝÎÄ impresionat de modul în 
ÃÁÒÅ 4ÏÎÉ ÃÝÎÔÁ ÌÁ ĪÁÍÂÁÌȟ ÄÕÐá ÃÕÍ ÄÅÃÌÁÒÁ ÿÎÔÒ-un interviu din 2022. 

#ÏÎÃÏÍÉÔÅÎÔ ÃÕ ÁÃÔÉÖÉÔÁÔÅÁ ÌÁ ÃÅÌÅ ÄÏÕá ÏÒÃÈÅÓÔÒÅȟ ÓÅ ÄÅÄÉÃá ĦÉ 
ÐÅÄÁÇÏÇÉÅÉ ÌÁ #ÅÎÔÒÕÌ ÄÅ %ØÃÅÌÅÎĪá ÿÎ %ÄÕÃÁĪÉÁ ÁÒÔÉÓÔÉÃá Stefan Neaga, activând 
ÃÉÒÃÁ ÄÏÕáÚÅÃÉ ĥÉ ĦÁÐÔÅ ÄÅ ÁÎÉȢ _Î ÁÎÕÌ ΤΡΡΧȟ ÌÁ ÉÎÖÉÔÁĪÉÁ ÌÕÉ 6ÁÓÉÌÅ #ÒáÃÉÕÎȟ ÄÅÖÉÎÅ 
ÌÅÃÔÏÒ ÕÎÉÖÅÒÓÉÔÁÒ ÌÁ !ÃÁÄÅÍÉÁ ÄÅ -ÕÚÉÃáȟ 4ÅÁÔÒÕ ĦÉ !ÒÔÅ 0ÌÁÓÔÉÃÅȟ ÉÁÒ ÍÁÉ ÔÝÒÚÉÕȟ 
ÿÎÃÅÐÝÎÄ ÃÕ ÁÎÕÌ ΤΡΣΫȟ ÅÓÔÅ ÎÕÍÉÔ ÐÒÏÆÅÓÏÒ  ĦÉ  ÌÁ ,ÉÃÅÕÌ 2ÅÐÕÂÌÉÃÁÎ ÄÅ -ÕÚÉÃá 
Ciprian Porumbescu. 

AnatÏÌ 'ÏÌÏÍÏÚ ÏÂÓÅÒÖá ÿÎÃá ÄÅ ÐÒÉÎ ÁÎÉÉ ȭΩΡȟ ÐÅÒÉÏÁÄÁ ÄÅ ÓÔÕÄÅÎĪÉÅȟ 
Ãá ÅØÉÓÔÁ Ï ÃÒÉÚá ÄÅ ÍÁÔÅÒÉÁÌ ÄÉÄÁÃÔÉÃȟ ÿÎ ÓÐÅÃÉÁÌ ÄÅ ÁÄÁÐÔáÒÉ ÁÌÅ ÍÕÚÉÃÉÉ ÃÌÁÓÉÃÅ 
ÐÅÎÔÒÕ ĪÁÍÂÁÌȢ $Å ÒÅÇÕÌáȟ ÓÅ ÐÒÅÌÕÁÕ ÐÁÒÔÉÔÕÒÉ ÄÅ ÌÁ ÄÉÆÅÒÉÔÅ ÉÎÓÔÒÕÍÅÎÔÅȟ ÿÎ 
ÂÁÚÁ ÃáÒÏÒÁ ÓÅ ÐÕÔÅÁÕ ÆÁÃÅ ÁÒÁÎÊÁÍÅÎÔÅ ÐÅÎÔÒÕ ĪÁÍÂÁÌȢ _Î ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ 
ÍÕÚÉÃÁ ÆÏÌÃÌÏÒÉÃáȟ ÅÒÁÕ ÉÎÔÅÒÐÒÅÔÁÔÅ ÐÉÅÓÅ ÐÒÏÐÕÓÅ ÄÅ ÐÒÏÆÅÓÏÒÉȟ ÐÒÅÌÕÁÔÅȟ ÿÎ 
ÍÁÒÅ ÐÁÒÔÅȟ ÄÉÎ ÒÅÐÅÒÔÏÒÉÕÌ ÌáÕÔÁÒÉÌÏÒȢ 

_Î ÃÅÉ ÐÁÔÒÕÚÅÃÉ ĥÉ ÃÉÎÃÉ ÄÅ ÁÎÉ ÄÅ ÁÃÔÉÖÉÔÁÔÅȟ ÃÁ ÉÎÓÔÒÕÍÅÎÔÉÓÔ 
profesionist în Orchestra de ÍÕÚÉÃá ÐÏÐÕÌÁÒá Folclor, Anatol Golomoz a 
ÒÅÁÌÉÚÁÔ ÐÅÓÔÅ Ï ÍÉÅ ÄÅ ÁÒÁÎÊÁÍÅÎÔÅȟ ÄÅÓÔÉÎÁÔÅ ÅØÅÃÕĪÉÅÉ ÓÏÌÏ ĦÉ ÏÒÃÈÅÓÔÒÁÌÅ Á 
ÍÅÌÏÄÉÉÌÏÒ ÆÏÌÃÌÏÒÉÃÅȢ !ÃÅÓÔÅ ÁÒÁÎÊÁÍÅÎÔÅ ÁÕ ÆÏÓÔ ÃÒÅÁÔÅ ÁÔÝÔ ÐÅÎÔÒÕ ÉÎÔÅÒÐÒÅĪÉ 
ÖÏÃÁÌÉȟ ÐÒÅÃÕÍȡ .ÉÎÁ %ÒÍÕÒÁÃÈÅȟ 4ÅÏÄÏÒ .ÅÇÁÒáȟ !ÎÇÅÌÁ 0áÄÕÒÁÒÕȟ )ÏÎ "ÁÓ ɉÃÅÌ 
ÐÅÎÔÒÕ ÃÁÒÅ Á ÓÃÒÉÓ ĥÉ ÍÁÉ ÍÕÌÔÅ ÒÏÍÁÎĪÅɊȟ .ÉÃÏÌÁÅ 'ÌÉÂȟ 6ÁÌÅÎÔÉÎÁ #ÏÊÏÃÁÒÉÕȟ ÃÝÔ 
ĥÉ ÐÅÎÔÒÕ ÓÏÌÉĦÔÉ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉȡ ,ÅÏÎÉÄ -ÏĥÁÎÕ ɀ fluier, Vasile Rusu ɀ acordeon, 
'ÁÖÒÉÉÌ 'ÒÏÎÉÃ ĥÉ !ÎÁÔÏÌ .ÕÎÕ ɀ ÔÒÏÍÐÅÔáȟ $ÕÍÉÔÒÕ "ÌÁÊÉÎÕ ɀ ÖÉÏÁÒá ĥÉ ÍÕÌĪÉ ÁÌĪÉÉȢ 
_Î ÁÃÔÉÖÉÔÁÔÅÁ ÓÁ ÁÒÔÉÓÔÉÃáȟ !ÎÁÔÏÌ 'ÏÌÏÍÏÚ Á ÁÖÕÔ Ï ÆÒÕÃÔÕÏÁÓá ÃÏÎÌÕÃÒÁÒÅ ĦÉ ÃÕ 
ÉÎÔÅÒÐÒÅĪÉ ÄÉÎ 2ÏÍÝÎÉÁȟ ÿÎÒÅÇÉÓÔÒÝÎÄ ÕÎ ÎÕÍáÒ ÉÍÐÒÅÓÉÏÎÁÎÔ ÄÅ #$-uri, precum 
ÃÅÌÅ ÿÍÐÒÅÕÎá ÃÕ )ÏÎ $ÏÌáÎÅÓÃÕȟ )ÏÎÕĪ $ÏÌáÎÅÓÃÕȟ -ÁÒÇÁÒÅÔÁ #ÌÉÐÁȟ 'ÈÅÏÒÇÈÅ 
Jitaru. La ÿÎÃÅÐÕÔÕÌ ÁÎÕÌÕÉ ΣΫΪΡȟ ÏÄÁÔá ÃÕ ÿÎÆÉÉÎĪÁÒÅÁ #ÏÎÃÕÒÓÕÌÕÉ 2ÅÐÕÂÌÉÃÁÎ 
0ÒÅÚÉÎÔá ÏÒÃÈÅÓÔÒÁ &ÏÌÃÌÏÒ, ÏÒÇÁÎÉÚÁÔ ÄÅ ÃáÔÒÅ 3ÅÒÇÈÅÉ #ÉÕÈÒÉ ĦÉ #ÏÎÓÔÁÎÔÉÎ 
2ÕÓÎÁÃȟ ÕÎÄÅ ÓÅ ÐÒÅÚÅÎÔÁÕ ÐÉÅÓÅ ÏÒÉÇÉÎÁÌÅ ÿÎ ÓÔÉÌ ÆÏÌÃÌÏÒÉÃ ĥÉ ÐÒÅÌÕÃÒáÒÉ ɉÐÅ 
ÐÁÒÃÕÒÓÕÌ ÍÁÉ ÍÕÌÔÏÒ ÅÄÉĪÉÉ ÁÌÅ ÃÏncursului s-au prezentat în cadrul acestora 
ÁÔÝÔ ÃÏÌÅÃÔÉÖÅ ÄÅ ÁÒÔÉĦÔÉ ÐÒÏÆÅÓÉÏÎÉĦÔÉȟ ÃÝÔ ĥÉ ÁÍÁÔÏÒÉȟ ÁÓÔÆÅÌ ÁÕ ÁÐáÒÕÔ Ï ÍÕÌĪÉÍÅ 
ÄÅ ÐÉÅÓÅ ÖÏÃÁÌÅ ĦÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅɊȢ Anatol Golomoz a participat la mai multe 
ÅÄÉĪÉÉȟ ÁÌáÔÕÒÉ ÄÅ /ÒÃÈÅÓÔÒÁ &ÉÌÁÒÍÏÎÉÃÉÉ .ÁĪÉÏÎÁÌÅ Folclor ca solist instrumentist, 
ÁÕÔÏÒ ÄÅ ÐÉÅÓÅ ĥÉ ÁÒÁÎÊÁÍÅÎÔÅ ÐÅÎÔÒÕ ÁÎÓÁÍÂÌÕÒÉ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒáȟ 
ÏÂĪÉÎÝÎÄ ÐÅ ÐÁÒÃÕÒÓÕÌ ÁÎÉÌÏÒ ɉÌÁ ÔÏÁÔÅ ÃÁÔÅÇÏÒÉÉÌÅ ÅÎÕÎĪÁÔÅɊȟ ÄÉÖÅÒÓÅ ÐÒÅÍÉÉȟ 
ÉÎÃÌÕÓÉÖ -ÁÒÅÌÅ ÐÒÅÍÉÕȟ ÿÎ ÁÎÕÌ ΣΫΪΨ ÃÕ Ï ÐÉÅÓá ÐÅÎÔÒÕ ÁÃÏÒÄÅÏÎ Studiu de 
concertȟ ÉÎÔÅÒÐÒÅÔÁÔá ÄÅ 6ÁÓÉÌÅ 2ÕÓÕȢ 
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În anul 2003, maestrul Anatol Golomoz a lansat CD-ul intitulat Pe 
ÃáÒáÒÉÌÅ ÁÍÉÎÔÉÒÉÌÏÒȟ ÿÍÐÒÅÕÎá ÃÕ ÆÒÁÔÅÌÅ ÓáÕȟ 6ÁÌÅÎÔÉÎ 'ÏÌÏÍÏÚȟ ÃÁÒÅ ÃÝÎÔá ÌÁ 
ÃÌÁÒÉÎÅÔ ĦÉ ÃÁÖÁÌȢ #$-ÕÌ ÃÏÎĪÉÎÅ ΣΧ ÍÅÌÏÄÉÉ ÓÏÌÉÓÔÉÃÅ ɀ hore, sârbe, geamparale, 
ÐÉÅÓÅ ÄÅ ÁÓÃÕÌÔÁÒÅ ɉÉÎÃÌÕÓÉÖ ÖÁÒÉÁĪÉÕÎÅÁ S-a dus cucul de pe-aici) ɀ interpretate 
ÓÏÌÏ ÌÁ ĪÁÍÂÁÌȟ ÿÎ ÄÕÅÔ ÃÕ ÆÒÁÔÅÌÅ ÓáÕȟ ÓÁÕ ÿÎ ÄÕÅÔ ÄÅ ĪÁÍÂÁÌÅ ÃÕ 3ÅÒÇÉÕ #ÒÅĪÕȢ  

6ÁÒÉÁĪÉÕÎÉÌÅ S-a dus cucul de pe-aici ÐÅÎÔÒÕ ĪÁÍÂÁÌ ÓÏÌÏ ɀ ÉÓÔÏÒÉÁ ÃÒÅáÒÉÉȟ 
aspecte structurale 

!ÎÁÔÏÌ 'ÏÌÏÍÏÚ Á ÃÒÅÁÔ 6ÁÒÉÁĪÉÕÎÉÌÅ S-a dus cucul de pe-aici pentru un 
ÔÕÒÎÅÕ ÌÁ +ĘÌÎȟ 'ÅÒÍÁÎÉÁȟ ÐÅ ÌÁ ÍÉÊÌÏÃÕÌ ÁÎÕÌÕÉ ΣΫΫΤȟ ÃÕ ÓÃÏÐÕÌ ÄÅ Á ÅÖÉÄÅÎĪÉÁ ÿÎ 
ÃÏÎÃÅÒÔ ĪÁÍÂÁÌÕÌ ÃÁ ÉÎÓÔÒÕÍÅÎÔ ÔÒÁÄÉĪÉÏÎÁÌȢ 3ÕÒÓÁ ÏÒÉÇÉÎÁÌá Á 6ÁÒÉÁĪÉÕÎÉÌÏÒ 
ÐÅÎÔÒÕ ĪÁÍÂÁl solo S-a dus cucul de pe-aici  este  un cântec bine-cunoscut, care 
Á ÃÉÒÃÕÌÁÔ ĦÉ ÍÁÉ ÃÉÒÃÕÌá ÿÎ ÍÅÄÉÕÌ ÔÒÁÄÉĪÉÏÎÁÌȢ 5ÎÅÌÅ ÓÕÒÓÅ ÉÎÄÉÃá ÓÐÒÅ ÁÕÔÏÒÕÌ 
acestuia ɀ Constantin Mandicevschi, cu titlul #ÝÎÔá ÃÕÃÕ-n Bucovina, scris în 
1904, pentru a comemora 400 ÄÅ ÁÎÉ ÄÅ ÌÁ ÍÏÁÒÔÅÁ ÌÕÉ ¥ÔÅÆÁÎ ÃÅÌ -ÁÒÅȢ 
)ÎÄÉÆÅÒÅÎÔ ÃÁÒÅ ÁÒ ÆÉ ÁĦÁ ÎÕÍÉÔÕÌ ȵÐÒÉÍ ÁÕÔÏÒȱȟ ÃÝÎÔÅÃÕÌ Ó-Á ÆÏÌÃÌÏÒÉÚÁÔ ĦÉ ÃÉÒÃÕÌá 
ÿÎ ÍÕÌÔÉÐÌÅ ÖÁÒÉÁÎÔÅ ÄÅ ÔÅØÔ ÌÉÔÅÒÁÒȟ ÄÁÒ ĦÉ ÍÅÌÏÄÉÃÅȟ ÃÕÍ ÁÒ ÆÉȟ ÄÅ ÅØÅÍÐÌÕȡ #ÝÎÔá 
ÃÕÃÕȟ ÂÁÔá-Ì ÖÉÎÁȟ -áÉ ÃÕÃÕÌÅ ÂÌÅÓÔÅÍÁÔȟ $Å ÃÅ ÐÕÉÉ ĪÉ-ÁÉ ÌáÓÁÔ sau #ÝÎÔá ÃÕÃÕ-n 
BucovinaȢ %ÓÔÅ Ï ÃÒÅÁĪÉÅ ÄÅ ÍÁÒÅ ÐÏÐÕÌÁÒÉÔÁÔÅȟ ÐÒÅÌÕÁÔá ĦÉ ÉÎÔÅÒÐÒÅÔÁÔá ÄÅ 
ÁÒÔÉĦÔÉ ÃÏÎÓÁÃÒÁĪÉȟ ÃÁÒÅ ÁÂÏÒÄÅÁÚá ÄÉÖÅÒÓÅ ÇÅÎÕÒÉ ÍÕÚÉÃÁÌÅȢ 

#ÏÎÓÕÌÔÝÎÄ ÌÉÔÅÒÁÔÕÒÁ ÄÅ ÓÐÅÃÉÁÌÉÔÁÔÅ ĦÉ ÓÕÒÓÅÌÅ ÄÅ ÉÎÔÅÒÎÅÔȟ ÁÍ 
ÃÏÎÓÔÁÔÁÔ Ãá ÁÃÅÁÓÔá ÌÕÃÒÁÒÅ Á ÆÏÓÔ ÁÄÁÐÔÁÔáȾÐÒÅÌÕÃÒÁÔá ÿÎ ÄÉÆÅÒÉÔÅ ÇÅÎÕÒÉ 
ÍÕÚÉÃÁÌÅ ĦÉ ÓÔÉÌÕÒÉ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅȟ ÆÉÅ ÖÏÃÁÌÅȟ ÆÉÅ ÉÎÓÔÒÕÍÅÎÔÁÌÅȢ 0ÒÅÚÅÎÔáÍ ÿÎ 
ÃÏÎÔÉÎÕÁÒÅ ÃÝÔÅÖÁ ÍÏÄÅÌÅȟ ÃÁÒÅ ÐÏÔ ÆÉ ÒÅÇáÓÉÔÅ ÐÅ 9ÏÕ4ÕÂÅ 
(www.youtube.com): 

a. variante vocale: 

- cântec popular, acompaÎÉÁÔ ÄÅ ÔÁÒÁÆ ÓÁÕ ÏÒÃÈÅÓÔÒá ÄÅ ÍÕÚÉÃá 
ÐÏÐÕÌÁÒáȡ #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ 'ÒÉÇÏÒÅ ,ÅĦÅ ĦÉ ÕÎ ÇÒÕÐ ÖÏÃÁÌȟ #ÝÎÔá ÃÕÃÕ-n 
Bucovina ɀ Nicolae Ciubotaru, #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ Vasile, Cântec despre 
Bucovina ɀ Grigore Gherman, #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ Dinu Iancu SáÌáÊÁÎÕȟ S-a 
dus cucul de pe-ÁÉÃÉ Ⱦ ¥É ĥÉ-Á ÌáÓÁÔ ÐÕÉÉ ÍÉÃÉ ɀ Nina Ermurache, "ÕÃÏÖÉÎá ÐÌÁÉ ÃÕ ÆÌÏÒÉ 
ɀ -ÁÒÉÁ )ÌÉÕĪȟ #ÝÎÔá ÃÕÃÕȟ ÂÁÔá-l vina ɀ #ÏÒÎÅÌÉÁ ¥ÔÅÆáÎÅĪȠ 

- ÍÕÚÉÃá ÐÏÐÕÌÁÒá ÁÃÏÍÐÁÎÉÁÔá ÄÅ ÆÁÎÆÁÒáȡ #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ 
Alexandru Recolciuc; 

- ÍÕÚÉÃá ÁÃÁÄÅÍÉÃáȡ #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ 2ÕÓÁÎÄÁ 0ÁÎÆÉÌÉ ĦÉ 
6ÁÌÅÎÔÉÎÁ .ÁÆÏÒÎÉĪá ɉÓÏÌÏ ÖÏÃÅ ĦÉ ÖÉÏÁÒáɊȠ 

- ÍÕÚÉÃá ÒÅÌÉÇÉÏÁÓáȾÃÕÌÔáȡ #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ Corul EVLOGHIA; 
- ÍÕÚÉÃá ÅÔÎÏȡ #ÝÎÔá ÃÕÃÕ ɀ Fuego; 
- ÍÕÚÉÃá ÆÏÌËȡ #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ grupul folk D.O.R. din Suceava; 
- ÍÕÚÉÃá ÐÏÐȡ #ÝÎÔá ÃÕÃÕ ÂÁÔá-l vina ɀ Andra, #ÝÎÔá ÃÕÃÕ ɀ ADDA; #ÝÎÔá 

cucu-n Bucovina ɀ ,ÏÒÅÄÁÎÁ #áÌÉÎȠ 
- ÍÕÚÉÃá ÒÏÃËȡ #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ Phoenix, #ÝÎÔá ÃÕÃÕ-n Bucovina 

ɀ Straja, #ÝÎÔá ÃÕÃÕ ɀ Alex Calancea Band/Lupii lui Calancea. 
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- ÍÕÚÉÃá ÔÒÁÐ ɉÈÉÐ-hop) #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ Sherby, #ÝÎÔá ÃÕÃÕ-n 

Bucovina ɀ ADDA&Dj Ralmm. 

 

b. variante instrumentale: 

- ÍÕÚÉÃá ÐÏÐÕÌÁÒá ÓÏÌÏȟ ÁÃÏÍÐÁÎÉÁÔá ÄÅ ÔÁÒÁÆ ÓÁÕ ÏÒÃÈÅÓÔÒá ÄÅ ÍÕÚÉÃá 
ÐÏÐÕÌÁÒáȡ S-a dus cucul de pe-aici ɀ 'ÒÕÐÕÌ ÆÏÌÃÌÏÒÉÃ ȵ(ÏÒÁȱ ɀ sÏÌÏ ĪÁÍÂÁÌȟ #ÝÎÔá 
cucu-n Bucovina 6ÅÒÁÎ :ÏÒÉÒá ɀ solo saxofon alto, #ÝÎÔá ÃÕÃÕÌ ɀ Stanislav 
Culcicovschi solo acordeon, SUA; 

- ÍÕÚÉÃá ÐÏÐÕÌÁÒá ÉÎÔÅÒÐÒÅÔÁÔá ÄÅ ÆÁÎÆÁÒáȡ #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ 
&ÁÎÆÁÒÁ ÄÅ ÌÁ "ÅÌÃÅĦÔÉȟ #ÝÎÔá ÃÕÃÕÌ ÂÁÔá-l vina ɀ &ÁÎÆÁÒÁ #ÝÎÄÅĦti; 

- ÍÕÚÉÃá ÅÔÎÏȡ #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ ÿÎ ÖÁÒÉÁÎÔá ȟȟÁÍÅÒÉÎÄÉÁÎáȱȟ ÓÏÌÏ 
ÆÌÕÉÅÒ ĦÉ ÎÁÉ ɉÓÕÄ !ÍÅÒÉÃÁÎɊȠ  

- ÍÕÚÉÃá ÐÏÐȡ #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ solo nai Dumitru Mihai; 
- ÍÕÚÉÃá ÊÁÚÚȡ #ÝÎÔá ÃÕÃÕ-n Bucovina ɀ ÓÏÌÏ ÖÉÏÁÒá &ÌÏÒÉÎ .ÉÃÕÌÅÓÃÕȟ 

#ÝÎÔá ÃÕÃÕÌ ɀ Cvintet Ion Vîrlan. 
6ÁÒÉÁĪÉÕÎÉÌÅ ÐÅÎÔÒÕ ĪÁÍÂÁÌ ÓÏÌÏ S-a dus cucul de pe-aici sunt constituite 

ÄÉÎ ÔÒÅÉ ÍÏÄÕÌÅȢ &ÉÅÃÁÒÅ ÍÏÄÕÌ ÁÒÅ Ï ÄÅÚÖÏÌÔÁÒÅ ÉÎÄÉÖÉÄÕÁÌÉÚÁÔáȟ ÐÌÅÎÁÒá ĥÉ 
ÄÉÎÁÍÉÚÁÔá ÔÒÅÐÔÁÔ ÐÒÉÎ ÄÉÆÅÒÉÔÅ ÎÕÁÎĪÅȟ ÿÎ ÃÁÒÅ ÓÅ ÆÁÃÅ ÓÉÍĪÉÔá Ï ÅØÔÅÒÉÏÒÉÚÁÒÅ 
ÐÒÏÆÕÎÄá Á ÅÍÏĪÉÉÌÏÒȢ 0Å ÐÁÒÃÕÒÓȟ ÄÅÚÖÏÌÔÁÒÅÁ ÓÅ ÒÅÁÌÉÚÅÁÚá ÃÕ ÆÒÁÚÅ ÔÏÔ ÍÁÉ 
ample, tempo-ÕÌ ÅÓÔÅ ÿÎ ÃÒÅĦÔÅÒÅ ÐÅÒÍÁÎÅÎÔáȟ ÿÎÃÅÐÝÎÄ ÃÕ p, treptat, se 
ÐÒÏÄÕÃÅ ÃÕÌÍÉÎÁĪÉÁ ÐÅ ff. Abordarea ÃÏÍÐÏÎÉÓÔÉÃá ÓÅ ÃÏÎÓÔÉÔÕÉÅ ÐÅ ÿÍÂÉÎÁÒÅÁ 
pe de o parte a stilului interpretativ sÐÅÃÉÆÉÃ ĪÁÍÂÁÌÉÓÔÕÌÕÉ 4ÏÎÉ )ÏÒÄÁÃÈÅȟ ÐÅ ÄÅ 
ÁÌÔÁȟ ÓÅ ÒÅÌÅÖá ÃÁÒÁÃÔÅÒÉÓÔÉÃÉÌÅ ÇÅÎÕÌÕÉ ÄÅ ÖÁÒÉÁĪÉÕÎÉ ÐÒÅÌÕÁÔ ÄÉÎ ÍÕÚÉÃÁ 
ÁÃÁÄÅÍÉÃáȢ  

_Î ÃÏÎÔÉÎÕÁÒÅ ÖÏÍ ÅÌÕÃÉÄÁ ÕÎÅÌÅ ÁÓÐÅÃÔÅ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ĦÉ ÄÅ 
ÏÒÃÈÅÓÔÒÁĪÉÅ ÃÏÎÓÔÁÔÁÔÅ ÐÒÉÎ ÓÔÕÄÉÅÒÅÁ ÁÒÁÎÊÁÍÅÎÔÕÌÕÉ ÐÒÏÐÒÉÕ-zis, din 
manuscrisul autorului (ANEXA). Pornind de la o tema de numai paisprezece 
ÍáÓÕÒÉȟ ÁÕÔÏÒÕÌ ÁÒÁÎÊÁÍÅÎÔÕÌÕÉ ɉÖÅÚÉ &ÉÇȢ ΣȢɊȟ ÐÅ ÐÒÉÎÃÉÐÉÕÌ ÆÏÒÍÅÉ ɉÔÅÍá ÃÕ 
ÖÁÒÉÁĪÉÕÎÉɊ ĦÉ Á ÉÎÇÅÎÉÏÚÉÔáĪÉÉ ÃÒÅÁÔÉÖÅȟ ÒÅÕĦÅĦÔÅ Óá ÄÅÚÖÏÌÔÅ Ï ÌÕÃÒÁÒÅ ÁÍÐÌáȟ ÄÅ 
concert.  

 

 
Fig. ΣȢ 4ÅÍÁ ÌÕÃÒáÒÉÉ    

 

4ÅÍÁ ÖÁÒÉÁĪÉÕÎÉÌÏÒ ÅÓÔÅ ÃÏÎÓÔÒÕÉÔá ÐÅ ÄÏÕá ÆÒÁÚÅ A ĦÉ B, Á ÃÝÔÅ Ψ ĦÉ Ϊ 
ÍáÓÕÒÉȟ ÃÁÒÅ ÐÏÁÔÅ ÆÉ ÒÅÐÒÅÚÅÎÔÁÔá ÐÅ ÕÒÍáÔÏÁÒÅÁ ÓÃÈÅÍáȡ 
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    A    +     B   .  
  6 //:          8 
La nivel macro-ÓÔÒÕÃÔÕÒÁÌȟ ÖÁÒÉÁĪÉÕÎÅÁ ÓÅ ÃÏÎÓÔÉÔÕÉÅȟ ÄÕÐá ÃÕÍ ÁÍ 

ÍÅÎĪÉÏÎÁÔȟ ÐÅ ÔÒÅÉ ÍÏÄÕÌÅ ÐÒÅÇáÔÉÔÅ ÄÅ Ï ÉÎÔÒÏÄÕÃÅÒÅȢ 
Introducerea. Piesa începe cu patru acorduri repetitive, pe sexte, care 

se constituite pe motivul incipient al frazei A ɉÖÅÚÉ &ÉÇȢ ΤȢɊȟ ÕÒÍÝÎÄ Óá ÆÉÅ 
ÃÏÍÐÌÅÔÁÔá ÄÅ Ï ÃÁÄÅÎĪá ÉÎÔÅÒÐÒÅÔÁÔá ÿÎ ÍÁÎÉÅÒá ÉÍÐÒÏÖÉÚÁÔÏÒÉÃáȟ Ï ÓÅÃĪÉÕÎÅ 
ÄÅ ÖÉÒÔÕÏÚÉÔÁÔÅ ÐÅ ÍÉĦÃáÒÉ ÁÓÃÅÎÄÅÎÔÅ ĦÉ ÄÅÓÃÅÎÄÅÎÔÅ ÉÎÔÅÎÓ ÃÒÏÍÁÔÉÚÁÔÅ ÃÁÒÅ 
ÐÒÅÇáÔÅÓÃ ÁÐÁÒÉĪÉÁ ÔÅÍÅÉ ÐÒÏÐÒÉÕ-ÚÉÓÅ ÿÎ ÍÏÄÕÌÕÌ ÕÎÕȢ §ÉÎÝÎÄ ÃÏÎÔ ÄÅ ÆÁÐÔÕÌ Ãá 
ÁÃÅÁÓÔá ÌÕÃÒÁÒÅ Á ÆÏÓÔ ÃÒÅÁÔá ÃÕ ÓÃÏÐÕÌ ÄÅ Á ÅÖÉÄÅÎĪÉÁ ÐÏÓÉÂÉÌÉÔáĪÉÌÅ 
interÐÒÅÔÁÔÉÖÅ ÁÌÅ ÉÎÓÔÒÕÍÅÎÔÕÌÕÉ ÔÒÁÄÉĪÉÏÎÁÌ ĪÁÍÂÁÌȟ ÐÕÔÅÍ ÍÅÎĪÉÏÎÁ ÃÁÄÅÎĪÁȟ 
ÃÅ ÒÅÐÒÅÚÉÎÔá ÕÎ ÐÒÏÃÅÄÅÕȾÏ ÍÏÄÁÌÉÔÁÔÅ ÄÅ ÐÒÅÚÅÎÔÁÒÅ Á ÄÉÁÐÁÚÏÎÕÌÕÉȟ ĦÉ ÄÅ Á 
ÅÔÁÌÁ ÕÎÅÌÅ ÐÏÓÉÂÉÌÉÔáĪÉ ÔÅÈÎÉÃÅ ĦÉ ÍÅÌÏÄÉÃÏ-ÁÒÍÏÎÉÃÅ ÁÌÅ ÁÃÅÓÔÕÉÁȢ #ÁÄÅÎĪÁ ÁÒÅ 
un ambitus care se  constituie între nota mi ÄÉÎ ÃÏÎÔÒÁÏÃÔÁÖáȟ ÐÁÎá ÌÁ ÎÏÔÁ mi 
din octava a-3-ÁȢ !ÃÅÁÓÔÁ ÿÎÃÅÐÅ ÐÅ ÕÎ ÁÃÏÒÄ ÄÅ ÃÖÉÎÔá ÐÅÒÆÅÃÔáȟ ÉÎÔÅÒÐÒÅÔÁÔá 
ÃÕ ÎÕÁÎĪÁ ÄÉÎÁÍÉÃá fȟ ÕÒÍÁÔá ÄÅ ÍÉĦÃáÒÉ ÁÒÐÅÇÉÁÔÅ ÃÕ accelerando în 
ÁÓÃÅÎÄÅÎĪáȢ 0ÕÎÃÔÕÌ ÃÕÌÍÉÎÁÎÔ ÁÌ ÃÁÄÅÎĪÅÉ ÅÓÔÅ ÁÎÔÉÃÉÐÁÔ de ritenuto ÁÌáÔÕÒÉ ÄÅ 
trilul pe nota mi, ÕÒÍÝÎÄ ÍÉĦÃáÒÉ ÄÅÓÃÅÎÄÅÎÔÅ ÿÎ ÓÅÃÖÅÎĪáȟ ÃÕ ÒÅÖÅÎÉÒÅ ÌÁ ÎÏÔÁ 
de pornire.  

 

 
 

Fig. 2. Motivul incipient al frazei A 
 

$ÕÐá ÃÁÄÅÎĪá ÅÓÔÅ ÅØÐÕÓá ÔÅÍÁ ÐÒÏÐÒÉÕ-ÚÉÓá ÃÁÒÅ ÃÏÎÓÔÉÔÕÉÅ ÐÒÉÍÕÌ 
ÍÏÄÕÌ ÁÌ  ÖÁÒÉÁĪÉÕÎÉÉȢ  

Modulul unu ÅÓÔÅ ÃÏÎÓÔÒÕÉÔ ÐÅ ÁÃÅÅÁĦÉ ÓÔÒÕÃÔÕÒá ÍÅÎĪÉÏÎÁÔá ÍÁÉ ÓÕÓ 
ÄÕÂÌÁÔá ÿÎ ÖÁÒÉÁÎÔÁ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ ÐÒÉÎ ÃÉÕÐÉÒÅ ĦÉ ÃÕ ÃÉÏÃáÎÅÌÅȟ ÃÁÒÅ ÐÏÁÔÅ ÆÉ 
ÒÅÐÒÅÚÅÎÔÁÔá ÁÓÔÆÅÌȡ 

    A    +     B           +            A1    +     B1  .  
   6//:         8//:                       6//:         8//: 
)ÎÔÅÒÐÒÅÔÁÔ ÐÒÉÎ ÃÉÕÐÉÒÅ         )ÎÔÅÒÐÒÅÔÁÔ ÃÕ ÃÉÏÃáÎÅÌÅ 
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Frazele interpretate prin ciupirea corzilor cu degetele mâinii stângi ɀ 
pizzicato ÓÕÎÔ ÃÏÍÐÌÅÔÁÔÅ ÄÅ ÕÎ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÄÅ ÆÁÃÔÕÒá ÁÒÐÅÇÉÁÔá ÓÕÓĪÉÎÕÔ 
ÄÅ ÍÝÎÁ ÄÒÅÁÐÔá ÃÕ ÃÉÏÃáÎÅÌ ɉÖÅÚÉ &ÉÇȢ ΤȢɊȢ  

_ÎÁÉÎÔÅ ÄÅ ÕÌÔÉÍÁ ÒÅÐÒÉÚá Á ÆÒÁÚÅÉ ! ĦÉ !1ȟ ÿÎ ÍáÓÕÒÉÌÅ ΤΡ-21, 39-40 când au 
loc trecerile spre frazele majore ɀ " ĦÉ "1, se vor interpreta patru acorduri cu 
ÁÍÂÅÌÅ ÃÉÏÃáÎÅÌÅ ɉÖÅÚÉ &ÉÇȢ ΥȢɊȟ ÐáÓÔÒÝÎÄ principiul constructiv al acordurilor 
ÄÉÎ ÓÅÃĪÉÕÎÅÁ ÉÎÃÉÐÉÅÎÔá Á ÃÒÅÁĪÉÅÉȢ 

 

  
 

&ÉÇȢ ΥȢ 3ÕÃÃÅÓÉÕÎÅ ÄÅ Φ ÁÃÏÒÄÕÒÉ ÉÎÔÅÒÐÒÅÔÁÔÅ ÃÕ ÁÍÂÅÌÅ ÃÉÏÃáÎÅÌÅ 

 
,Á ÉÎÄÉÃÁĪÉÁ agitat ÄÉÎ ÐÁÒÔÉÔÕÒá ÓÅ ÐÒÏÄÕÃÅ ÓÃÈÉÍÂÕÌ ÍÏÄÁÌÉÔáĪÉÉ ÄÅ 

ÉÎÔÅÒÐÒÅÔÁÒÅ ÐÒÉÎ ÕÔÉÌÉÚÁÒÅÁ ÃÉÏÃáÎÅÌÅÌÏÒȢ -ÝÎÁ ÄÒÅÁÐÔá ÖÁ ÒáÍÝÎÅ ÿÎ 
ÃÏÎÔÉÎÕÁÒÅ ÐÅÎÔÒÕ ÁÃÏÍÐÁÎÉÅÒÅÁ ÔÅÍÅÉȟ ÿÎÓá ÔÏÔÕÌ ÒÅÐÒÏÄÕÓ ÿÎÔÒ-Ï ÍÁÎÉÅÒá ÍÁÉ 
ÁÇÉÔÁÔá ÁÃÃÅÎÔÕÝÎÄ ÄÅÚÖÏÌÔÁÒÅÁ ÅÍÏĪÉÉÌÏÒ ÌáÕÎÔÒÉÃÅȟ ÁÖÝÎÄ ÔÏÔÏÄÁÔá Ï ÌÉÎÉÅ 
ÍÅÌÏÄÉÃá ÐÌÉÎá ÄÅ ÃÕÒÓÉÖÉÔÁÔÅ ĥÉ ÃÁÎÔÁÂÉÌÉÔÁÔÅȟ ÃÅÅÁ ÃÅ ÃÒÅÅÁÚá Ï ÓÏÎÏÒÉÔÁÔe 
ÃÁÐÔÉÖÁÎÔáȾÄÅ ÃÏÎÃÅÒÔ ɉÖÅÚÉ &ÉÇȢ ΦȢɊȢ  

 

 
 

&ÉÇȢ ΦȢ ,ÉÎÉÁ ÍÅÌÏÄÉÃá ÐÌÉÎá ÄÅ ÃÕÒÓÉÖÉÔÁÔÅ  
 

-ÏÄÕÌÕÌ ÿÎÔÝÉ ÓÅ ÿÎÃÈÅÉÅ ÃÕ Ï ÍÉÎÉ ÃÁÄÅÎĪá ÄÉÎ Χ ÍáÓÕÒÉȢ $ÉÎ ÐÕÎÃÔ ÄÅ 
ÖÅÄÅÒÅ ÁÒÍÏÎÉÃ ÏÂÓÅÒÖáÍ ÐÒÅÚÅÎĪÁ ÄÅÓÆáĦÕÒÁÔá Á ÐÁÓÁÊÕÌÕÉ ÐÅ 3))7. Acesta 
ÃÏÎÔÒÉÂÕÉÅ ÌÁ ÍÉÃĦÏÒÁÒÅÁ ÔÅÍÐÏÕÌÕÉ ĦÉ ÌÁ ÉÎÔÅÎÓÉÔÁÔÅÁ ÎÕÁÎĪÅÌÏÒ ÄÉÎÁÍÉÃÅȟ ÆÁÐÔ 
ÃÅ ÃÒÅÅÁÚá Ï ÓÔÁÒÅ ÄÅ ÓÕÓÐÁÎÓ ɀ ÕÎ ÅÆÅÃÔ ÓÏÎÏÒ ÄÅ ÃÁÐÔÉÖÁÒÅ Á ÁÔÅÎĪÉÅÉ 
ÁÓÃÕÌÔáÔÏÒÕÌÕÉȢ  

!ÃÅÁÓÔá ÃÁÄÅÎĪÁ ÅÓÔÅ ÃÝÎÔÁÔáȟ ÄÅ ÍÁÒÅÁ ÍÁÊÏÒÉÔÁÔÅ Á ÓÏÌÉĦÔÉÌÏÒȟ ÍÁÉ ÍÕÌÔ 
sau mai ÐÕĪÉÎ ÄÉÆÅÒÉÔ ÆÁĪá ÄÅ ÃÅÅÁ ÃÅ ÅÓÔÅ ÓÃÒÉÓ ÿÎ ÐÁÒÔÉÔÕÒáȢ -ÕÌĪÉ ÄÉÎÔÒÅ ÁÃÅĦÔÉÁ 
ÿĦÉ ÅØÐÕÎ ÐÒÏÐÒÉÁ ÖÉÚÉÕÎÅ Á ÔÅÈÎÉÃÉÉ ÄÅ ÖÉÒÔÕÏÚÉÔÁÔÅȟ ÉÍÐÒÏÖÉÚÝÎÄ ÐÒÉÎ 
respectarea conceptului componistic (vezi Fig. 5.).  
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&ÉÇȢ ΧȢ #ÁÄÅÎĪá ÃÕ ÃÁÒÁÃÔÅÒ ÉÍÐÒÏÖÉÚÁÔÏÒÉÃ 
 

Cel de-al doilea modul, Allegroȟ ÒÅÐÒÅÚÉÎÔá Ï ÈÏÒá ÐÒÏÐÒÉÕ-ÚÉÓáȟ ĪÁÍÂÁÌÕÌ 
ÆÉÉÎÄ ÓÕÓĪÉÎÕÔ ÄÅ ÏÒÃÈÅÓÔÒÁ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒáȢ $ÅĦÉ ÐÒÉÎÃÉÐÉÕÌ 
ÃÏÎÓÔÒÕÃĪÉÅÉȾÆÏÒÍÅÉ ÒáÍÝÎÅ ÁÃÅÌÁĦÉȟ ÿÎ ÁÃÅÓÔ ÍÏÄÕÌ ÖÏÍ ÿÎÔÝÌÎÉ ÅÌÅÍÅÎÔÅ ÎÏÉ 
precum apogiaturile scurte, notele duble, interpretate concomitent cu ambele 
ÃÉÏÃáÎÅÌÅȟ ÐÁÓÁÊÅ ÃÒÏÍÁÔÉÃÅȟ ÄÕÒÁÔÅ ÔÏÔ ÍÁÉ ÍÉÃÉȟ ÔÏÁÔÅ ÉÎÔÅÒÐÒÅÔÁÔÅ ÿÎÔÒ-un 
ÔÅÍÐÏ ÿÎ ÃÒÅĦÔÅÒÅ ÃÏÎÔÉÎÕá ɉÖÅÚÉ &ÉÇȢ ΨȢɊȢ  

 

 
 

Fig. 6. Al doilea modul, Allegro 

 
3ÐÒÅ ÄÅÏÓÅÂÉÒÅ ÄÅ ÐÕÎÔÅÁ ÄÉÎÔÒÅ ÍÏÄÕÌÕÌ ÕÎÕ ĦÉ ÄÏÉȟ ÒÅÁÌÉÚÁÔá ÐÒÉÎ ÍÉni 

ÃÁÄÅÎĪáȟ ÿÎÔÒÅ ÍÏÄÕÌÕÌ ÄÏÉ ĦÉ ÔÒÅÉ ÿÎ ÐÁÒÔÉÔÕÒá ÎÕ ÅÓÔÅ ÐÒÅÖáÚÕÔá Ï ÁÓÅÍÅÎÅÁ 
ÓÅÃĪÉÕÎÅȢ 4ÏÔÕĦÉȟ ÐÏÁÔÅ ÆÉ ÏÂÓÅÒÖÁÔá Ï ÍÉĦÃÁÒÅ ÁÒÍÏÎÉÃá ÓÃÕÒÔá mi, fa #, sol #, în 
solo-ÕÌ ĪÁÍÂÁÌÕÌÕÉȟ ÃÁÒÅ ÄÉÆÅÒÅÎĪÉÁÚá ÍÏÄÕÌÕÌ ÄÏÉ ÄÅ ÔÒÅÉȢ                                                      

Începutul modulului trei ÁÌ ÖÁÒÉÁĪÉÕÎÉÌÏÒ ÐÅÎÔÒÕ ĪÁÍÂÁÌ ÓÏÌÏ S-a dus cucul 
de pe-aici este reliefat de indiciul Allegretto-Presto (vezi Fig. 7.). Principiul 
ÖÁÒÉÁĪÉÏÎÁÌ ÃÏÎÓÔá ÿÎ ÅØÐÕÎÅÒÅÁ ÔÅÍÅÉ ÿÎ ÄÉÆÅÒÉÔÅ ÒÅÇÉÓÔÒÅ ÁÌÅ ÉÎÓÔÒÕÍÅÎÔÕÌÕÉȟ 
punând accent pe coordonarea mâinilor în diapazonul de interpretare. Punctul 
ÃÕÌÍÉÎÁÎÔ ÁÌ ÍÏÄÕÌÕÌÕÉ ÒÅÐÒÅÚÉÎÔá ÓÕÎÁÒÅÁ ÔÅÍÅÉ ÿÎ ÂÁĦÉȟ ÃÁÒÅ ÃÏÎÆÅÒá Ï 
ÐÒÅÇÎÁÎĪá ÓÏÎÏÒá ÄÅÏÓÅÂÉÔáȟ ÍÏÎÕÍÅÎÔÁÌáȟ ÃÅ ÐÏÁÔÅ ÃÁÐÔÉÖÁ ÁÓÃÕÌÔáÔÏÒÕÌȢ $ÉÎ 
ÐÕÎÃÔ ÄÅ ÖÅÄÅÒÅ ÔÅÈÎÉÃ ÄÉÆÉÃÕÌÔáĪÉÌÅ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ ÓÕÎÔ ÃÏÎÄÉĪÉÏÎÁÔÅ ÄÅ 
ÖÉÔÅÚÁȾÔÅÍÐÏÕÌ ÉÎÔÅÒÐÒÅÔáÒÉÉ ĦÉ ÐÏÁÔÅ ÆÉ ÌÉÍÉÔÁÔ ÄÏÁÒ ÄÅ ÐÏÓÉÂÉÌÉÔáĪÉÌÅ ÓÏÌÉÓÔÕÌÕÉȢ  
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Fig. 7. Începutul modulului trei 
 

,Á ÆÉÎÅÌÅ ÍÏÄÕÌÕÌÕÉ ÔÒÅÉ ÁÐÁÒÅ ÁÃÅÌÁĦÉ ÃÏÎĪÉÎÕÔ ÃÁÄÅÎĪÉÁÌ ÿÎ ÃÁÒÅ ÅÓÔÅ 
ÄÅÓÆáĦÕÒÁÔ ÐÁÓÁÊÕÌ pe SII7 ÿÎÓá ÿÎÔÒ-Ï ÆÏÒÍá ÓÃÕÒÔÁÔáȢ %ÓÔÅ Ï ÐÒÅÇáÔÉÒÅ ÐÅÎÔÒÕ 
ÃÁÄÅÎĪÁ ÆÉÎÁÌá ÃÁÒÅ ÓÅ ÖÁ ÅØÅÃÕÔÁ ad libitum. Din punct de vedere interpretativ, 
ÓÏÌÉÓÔÕÌ ÿĦÉ ÅØÐÕÎÅ ÐÒÏÐÒÉÁ ÖÉÚÉÕÎÅ ÁÒÔÉÓÔÉÃá ÁÓÕÐÒÁ ÁÃÅÓÔÅÉÁȟ ÃÕ ÓÐÅÃÉÆÉÃÁĪÉÁ ÃÁ 
ÐÅ ÆÉÎÁÌ Óá ÆÉÅ ÐáÓÔÒÁÔ ÉÎÄÉÃÉÕÌ ritenutoȟ ÐÅÎÔÒÕ Á ÐÒÅÇáÔÉ ÃÏÄÁȢ  

Coda se constituie pe motivul incipient al frazei A ÄÉÎ ÓÅÃĪÉÕÎÅÁ 
ÉÎÔÒÏÄÕÃÔÉÖá ÅØÅÃÕÔÁÔá a tempoȢ &ÁÃÔÕÒÁ ÅÓÔÅ ÁÍÐÌÉÆÉÃÁÔá ÐÒÉÎ ÄÕÂÌÁÒÅÁ ÔÅÍÅÉ 
în octave, cu finalizarea pe nota la din contra-ÏÃÔÁÖá ɉÖÅÚÉ &ÉÇȢ ΪȢɊȢ  

 
   

 
 

Fig. 8. Dublarea temei în octave 

CONCLUZII 

_Î ÆÉÎÁÌ ÒÅÍÁÒÃáÍ ÃÁÐÁÃÉÔáĪÉÌÅ ÃÏÍÐÏÎÉÓÔÉÃÅ ÁÌÅ ÌÕÉ !ÎÁÔÏÌ 'ÏÌÏÍÏÚȟ 
ÍÁÎÉÆÅÓÔÁÔÅ ÿÎ 6ÁÒÉÁĪÉÕÎÉÌÅ ÐÅÎÔÒÕ ĪÁÍÂÁÌ S-a dus cucul de pe-aici. Autorul a 
ÃÒÅÁÔ Ï ÌÕÃÒÁÒÅ ÉÎÅÄÉÔáȟ ÃÕ Ï ÌÏÇÉÃá ÂÉÎÅ ÁÒÇÕÍÅÎÔÁÔá ÃÏÍÐÏÎÉÓÔÉÃ ÿn expunerea 
ĦÉ ÔÒÁÔÁÒÅÁ ÔÅÍÅÉ ÏÒÉÇÉÎÁÌÅȢ $Å ÁÓÅÍÅÎÅÁȟ Á ÒÅÕĦÉÔ ÐÒÉÎ ÔÅÈÎÉÃÁ ĦÉ ÖÉÒÔÕÏÚÉÔÁÔÅÁ 
ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅȟ Óá ÓÃÏÁÔá ÿÎ ÅÖÉÄÅÎĪá ÃÁÒÁÃÔÅÒÉÓÔÉÃÉÌÅ ÓÐÅÃÉÆÉÃÅ ÉÎÓÔÒÕÍÅÎÔÕÌÕÉȟ 
ÄÉÁÐÁÚÏÎÕÌ ĦÉ ÃÏÌÏÒÉÔÕÌ ÔÉÍÂÒÁÌȢ $ÉÎÔÒ-Ï ÓÉÍÐÌá ÔÅÍá ÍÕÚÉÃÁÌáȾÃÒÅÁĪÉÅ ÄÅ ÏÒÉÇÉÎÅ 
ÖÏÃÁÌáȟ Á ÃÒÅÁÔ ÕÎ ÔÁÂÌÏÕ ÓÏÎÏÒ ÃÏÍÐÌÅØȟ ÃÁÒÅ ÅØÔÅÒÉÏÒÉÚÅÁÚá ÅÍÏĪÉÉ ÐÒÏÆÕÎÄÅȢ  
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6ÁÒÉÁĪÉÕÎÉÌÅ ÐÅÎÔÒÕ ĪÁÍÂÁÌ S-a dus cucul de pe-aici ÅÓÔÅ Ï ÌÕÃÒÁÒÅ ÓÏÌÉÃÉÔÁÔá 
ÁÔÝÔ ÿÎ ÐÒÏÃÅÓÕÌ ÄÉÄÁÃÔÉÃ ÄÅ ÉÎÓÔÒÕÉÒÅ Á ÔÉÎÅÒÉÌÏÒ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉȟ ÃÝÔ ĦÉ ÄÅ 
ĪÁÍÂÁÌÉĦÔÉ ÃÏÎÓÁÃÒÁĪÉȢ $ÉÎ ÐáÃÁÔÅ ÏÒÃÈÅÓÔÒÁĪÉÉÌÅ ÆáÃÕÔÅ ÄÅ !ÎÁÔÏÌ 'ÏÌÏÍÏÚ ÓÕÎÔ 
ÐÕĪÉÎ ÃÕÎÏÓÃÕÔÅ ĦÉ ÃÏÎÓÉÄÅÒáÍ Ãá ÁÒ ÆÉ ÂÉÎÅÖÅÎÉÔá Ï ÒÅÖÉÚÕÉÒÅ Á ÁÒÁÎÊÁÍÅÎÔÅÌÏÒ 
ÓÁÌÅ ÐÅÎÔÒÕ ÅÄÉÔÁÒÅÁ ÕÌÔÅÒÉÏÁÒáȢ 
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 Ȱ'ÈÅÏÒÇÈÅ $ÉÍÁȱ .ÁÔÉÏÎÁÌ !ÃÁÄÅÍÙ ÏÆ -ÕÓÉÃȟ #ÌÕÊ-Napoca 

SUMMARY 

In the last decades there have been major changes in the instrumental 
folklore of the Transylvanian Plain. If more than a century ago 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 manners of 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 

În ultimele decenii au avuÔ ÌÏÃ ÓÃÈÉÍÂáÒÉ ÍÁÊÏÒÅ ÿÎ ÃÁÄÒÕÌ ÆÏÌÃÌÏÒÕÌÕÉ 
ÉÎÓÔÒÕÍÅÎÔÁÌ ÄÉÎ #ÝÍÐÉÁ 4ÒÁÎÓÉÌÖÁÎÉÅÉȢ $ÁÃá ÁÃÕÍ ÍÁÉ ÂÉÎÅ ÄÅ ÕÎ ÓÅÃÏÌ 
ÿÎ ÓÁÔÅÌÅ ÔÒÁÎÓÉÌÖÁÎÅ ÓÅ ÏÂÉĦÎÕÉÁ Óá ÓÅ ÃÝÎÔÅ ÌÁ ÕÎ ÓÉÎÇÕÒ ÉÎÓÔÒÕÍÅÎÔȟ 
ÁÓÔáÚÉȟ ÕÎÁ ÄÉÎ ÃÅÌÅ ÍÁÉ ÿÎÔÝÌÎÉÔÅ ÐÒÁÃÔÉÃÉ ÓÅ ÒÅÆÅÒá ÌÁ ÃÝÎÔÁÔÕÌ ÿÎ ÆÏÒÍÁĪÉÉ 
ĦÉ ÇÒÕÐÕÒÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÔÒÁÄÉĪÉÏÎÁÌÅȢ !ÓÔÆÅÌȟ ÿÎ ÆÏÌÃÌÏÒÕÌ ÉÎÓÔÒÕÍÅÎÔÁÌ 
ÁÐÁÒ ÎÏÉ ÔÅÎÄÉÎĪÅȟ ÎÏÉ ÍÏÄÁÌÉÔáĪÉ ÄÅ ÅØÐÒÉÍÁÒÅ Á ÄÉÓÃÕÒÓÕÌÕÉ ÍÕÚÉÃÁÌ ĦÉ 
ÎÏÉ ÍÁÎÉÅÒÅ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔȢ /ÄÁÔá ÃÕ ÅÖÏÌÕĪÉÁ ÃÕÌÔÕÒÉÉ ÔÒÁÄÉĪÉÏÎÁÌÅȟ 
ÁÕ ÌÏÃ ÓÃÈÉÍÂáÒÉ ÉÍÐÏÒÔÁÎÔÅȟ ÉÁÒ în practica folclorului instrumental 
ÐáÔÒÕÎÄ ÉÎÆÌÕÅÎĪÅ ÄÉÎ ÃÅÌÅÌÁÌÔÅ ÇÅÎÕÒÉ ÍÕÚÉÃÁÌÅȢ 

 

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 the braci (viola) and the gorduna (double 
bass) were introduced into folkloric music practice, with the aim of supporting 
the soloist both rhythmically and 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 instrumentalists from the Transylvanian Plain, we 
encounter several styles of accompaniment: rhythmic accompaniment; pedal-
ÔÙÐÅ ÁÃÃÏÍÐÁÎÉÍÅÎÔȠ ȰÔÏÎÅ ÏÎ ÔÏÎÅȱ ÁÃÃÏÍÐÁÎÉÍÅÎÔȠ ÔÏÎÁÌ ÆÕÎÃÔÉÏÎÁÌ 
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 semi-professional or amateur instrumentalists. 

Characteristics: 
- The ÇÏÒÄÕÎÁĥ (double bassist) fulfils the rhythmic function by striking 

with the wooden part of the bow or using a bottle; 
- It supports a rhythmic-melodic execution with bow movements, in 

which however the rhythmic element prevails, the harmonic aspect being 
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 the fact 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, where the harmonic section performs an 
accompaniment in which the rhythmic function takes precedence: 
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&ÉÇȢ ΣȢ -ÕÓÉÃÁÌ ÅØÃÅÒÐÔ ÆÒÏÍ 3ÕÉÔÁ -ÏĪÅÁÓÃá  

 

II. PEDAL-TYPE ACCOMPANIMENT  

According to the composer Tudor Jarda, the harmonic pedal 
represents the simplest 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. 

4ÈÅ ÆÏÌËÌÏÒÉÓÔ 3ÐÅÒÁÎĪÁ 2áÄÕÌÅÓÃÕ ÄÅÓÃÒÉÂÅÓ ÔÈÉÓ ÍÁÎÎÅÒ ÏÆ 
accompaniment as the simplest harmonic expression, as a form of 
homophony, the only one in a non-professional 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 parlando-rubato 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 a doina ɀ like song: 
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Fig. 2.  Musical excerpt: !ÒÚá-te focuԑ necaz ɉ"ÁÒÔÅĦ ÁÎÄ (ÁÐÌÅÁȟ ΤΡΡΫɊȢ 
 

)))Ȣ 4(% Ȱ4/.% /. 4/.%ȱ !##/-0!.)-%.4  

This manner of accompaniment refers to an archaic harmonic process, 
which instrumentalists from the Transylvanian Plain frequently use. 

The tone-on-tone harmonic concept considers the long-lasting notes 
of the melodic line, assigning them the corresponding major chord. 

We propose an example of Ȱtone on toneȱ accompaniment: 
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Fig. 3. Musical fragment: $Å ÐÏÎÔÕÒÉ ÃÁ ÌÁ 6ÁÌÅÁ ,ÁÒÇá ɉ"ÁÒÔÅĦ ĦÉ (aplea, 2009). 

 

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 mostly related to the 
evolutionary aspect of folkloric creation, with a part of the traditional 
ÉÎÓÔÒÕÍÅÎÔÁÌ ÍÕÓÉÃ ÍÏÖÉÎÇ ÔÏ×ÁÒÄÓ Á ȰÍÏÒÅ ÃÕÌÔÕÒÅÄȱ ÄÉÒÅÃÔÉÏÎ, specific to 
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 the interpenetration of oral and urban culture. 

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

a) I-V-I; I-V7-I; 
b) I-IV-V-I; I-IV-V7-I; we observe here a preference of instrumentalists 

to return to step I through the chord of the dominant seventh; 
c) We can also meet in the final cadences of parts A and B the harmonic 

chain I-V-I-III7-VI; 
 We propose a musical example that presents a tonal functional 

accompaniment of the I-V-I; I-V7-I type: 
 

 
 

Fig. 4. Musical fragment: 4ÝÒÎáÖÅÁÎÁ ÄÉÎ "ÅÒÃÈÉÅĦÕ (Dejeu, 2011). 
 

V. THE ECLECTIC ACCOMPANIMENT 

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. Instrumentalists with 
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specialized training and knowledge perform more and more often, 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 accompaniment 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 musicians. 

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 example in which the manner of eclectic 

accompaniment can be seen: 
 

 
 

Fig. 5. Musical excerpt: De strigat (Arvinte, 2009). 
 

VI. THE HUNGARIAN AND GYPSY ACCOMPANIMENT  

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

accompaniment can be identified: 
 

 
 

Fig. 6. Musical excerpt: (áÒĪÁÇ ɉ-ÅÌÏÄÙ ÆÒÏÍ ÔÈÅ ÁÕÔÈÏÒȭÓ ÐÅÒÓÏÎÁÌ ÒÅÐÅÒÔÏÉÒÅɊȢ 
 

Particularities of the gypsy accompaniment style: 
- accidental modulations; 
- chord clusters: major and minor with seventh and ninth, 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 us the gypsy style of 
accompaniment: 
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Fig. 7. Musical excerpt: #ÉÎÇáÒÉÃÁ ÄÉÎ "ÅÒÃÈÉÅĦÕȢ (Dejeu, 2011). 

 

CONCLUSIONS 

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

Ɇ &ÏÌÌÏ×ÉÎÇ ÔÈÅ ÉÎÔÅÒÐÅÎÅÔÒÁÔÉÏÎ ÏÆ ÏÒÁÌ ÃÕÌÔÕÒÅ ×ÉÔÈ ÕÒÂÁÎ ÃÕÌÔÕÒÅȟ 
certain accompanying manners specific to the urban area can also be found in 
the rural environment; 

Ɇ /ÎÅ ÏÆ ÔÈÅ ÍÏÓÔ ÉÍÐÏÒÔÁÎÔ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃÓ ÏÆ ÔÈÅ ÁÃÃÏÍÐÁÎÉÍÅÎÔ 
from the Transylvanian Plain is the use of major chords even if the melodic 
discourse unfolds in a minor sound structure. 

Ɇ 4ÈÅ ÍÁÎÎÅÒÓ ÏÆ ÁÃÃÏÍÐÁÎÉment in the rural environment are 
strongly influenced by the evolutionary process of instrumental folklore; 

Ɇ 4ÈÅ ÅØÉÓÔÅÎÃÅ ÏÆ ÆÏÌËÌÏÒÅ ×ÉÔÈ Á ÔÒÉÐÌÅ ÉÄÅÎÔÉÔÙ ÇÅÎÅÒÁÔÅÄ ÎÅ× ÓÔÙÌÅÓ 
of accompaniment but also a series of combinations between the 
aforementioned styles; 

Ɇ )Î current practice, the most common combined accompaniment 
ÓÔÙÌÅÓ ÁÒÅȡ ÔÈÅ ȰÔÏÎÅ ÏÎ ÔÏÎÅȱ ÓÔÙÌÅ ×ÉÔÈ ÔÈÅ ÔÏÎÁÌ ÆÕÎÃÔÉÏÎÁÌ ÓÔÙÌÅȟ ÂÕÔ ÁÌÓÏ ÔÈÅ 
tonal functional style with the Hungarian or the Gypsy accompaniment style. 
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MANIERE SPECIFICE DE ACOMPANIAMENT ÎNTÂLNITE ÎN 
02!#4)#! #%4%2!¥),/2 $). #=-0)! 42!.3),6!.)%)  

 
Cuvinte cheie 
!ÃÏÍÐÁÎÉÁÍÅÎÔȟ ÁÒÍÏÎÉÅȟ ÃÅÔÅÒÁĦȟ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉȟ ÁÃÏÒÄÕÒÉȟ ÖÉÏÁÒáȟ ÇÒÕÐȟ 
ÔÒÁÄÉĪÉÏÎÁÌȢ 

INTRODUCERE 

,Á ÓÆÝÒĦÉÔÕÌ ÓÅÃÏÌÕÌÕÉ ÁÌ 8)8-ÌÅÁ ÃÝÎÄ ÓÅ ÃÝÎÔÁ ÄÏÁÒ ÌÁ ÆÌÕÉÅÒ ĦÉ ÃÉÍÐÏÉȟ ÿÎ 
ÐÒÁÃÔÉÃÁ ÍÕÚÉÃÁÌá ÆÏÌÃÌÏÒÉÃá ÓÕÎÔ ÉÎÔÒÏÄÕÓÅ ÉÎÓÔÒÕÍÅÎÔÅ ÐÒÅÃÕÍ ÂÒÁÃÉÕÌ ĦÉ 
ÇÏÒÄÕÎÁȟ ÃÕ ÓÃÏÐÕÌ ÄÅ Á ÓÕÓĪÉÎÅ ÉÎÓÔÒÕÍÅÎÔÉÓÔÕÌ ÓÏÌÉÓÔ ÁÔÝÔ ÄÉÎ ÐÕÎÃÔ ÄÅ ÖÅÄÅÒÅ 
ÒÉÔÍÉÃ ÃÝÔ ĦÉ ÁÒÍÏÎÉÃȢ Ca ÕÒÍÁÒÅ Á ÃÝÎÔÁÔÕÌÕÉ ÿÎ ÇÒÕÐ ÉÎÓÔÒÕÍÅÎÔÁÌ ÓÅ ÉÄÅÎÔÉÆÉÃá 
diferite maniere de acompaniament, pornind de la unele foarte simple, la 
ÁÌÔÅÌÅ ÄÅ Ï ÍÁÒÅ ÃÏÍÐÌÅØÉÔÁÔÅȢ  -ÅÎĪÉÏÎáÍ ÆÁÐÔÕÌ Ãáȟ ÿÎ ÃÁÄÒÕÌ ÕÎÕÉ ÇÒÕÐ 
ÉÎÓÔÒÕÍÅÎÔÁÌ ÔÒÁÄÉĪÉÏÎÁÌȟ ÃÏÍÐÁÒÔÉÍÅÎÔÕÌ ÁÒÍÏÎÉÃ ÁÒÅ Õn rol determinant în 
ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÄÅÓÆáĦÕÒÁÒÅÁ ÁÃÔÕÌÕÉ ÍÕÚÉÃÁÌȟ ÍÁÉ ÁÌÅÓ ÿÎ ÉÎÔÅÒÐÒÅÔÁÒÅÁ 
ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÄÅ ÊÏÃ ÉÁÒ ÆÕÎÃĪÉÉÌÅ ÃÏÍÐÁÒÔÉÍÅÎÔÕÌÕÉ ÁÒÍÏÎÉÃ ÿÎ ÃÁÄÒÕÌ ÕÎÕÉ ÇÒÕÐ 
ÉÎÓÔÒÕÍÅÎÔÁÌ ÓÕÎÔ ÄÉÖÅÒÓÅȡ ÓÕÓĪÉÎÅÒÅÁ ÁÒÍÏÎÉÃá ĦÉ ÒÉÔÍÉÃáȠ ÓÕÂÌÉÎÉÅÒÅÁ ÍÅÌÏÄÉÅÉ 
prÉÎ ÁÃÃÅÎÔÅ ÓÐÅÃÉÆÉÃÅȟ ÌÅÇÁÔÅ ÄÅ ÐÁĦÉÉ ÄÁÎÓÁÔÏÒÉÌÏÒ ĦÉ ÓÅÇÍÅÎÔÁÒÅÁ ÆÒÁÚÅÉ 
ÍÕÚÉÃÁÌÅ ÐÒÉÎ ÁÎÕÍÉÔÅ ÿÎÔÒÅÒÕÐÅÒÉ ÒÉÔÍÉÃÅ ÒÅÁÌÉÚÁÔÅ ÿÎ ÆÕÎÃĪÉÅ ÄÅ ÐÒÉÍÁĦ ÓÁÕ ÿÎ 
ÆÕÎÃĪÉÅ ÄÅ ÍÉĦÃÁÒÅÁ ÃÏÒÅÇÒÁÆÉÃáȢ 
_Î ÐÒÁÃÔÉÃÁ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÌÏÒ ÄÉÎ #ÝÍÐÉÁ 4ÒÁÎÓÉÌÖÁÎÉÅÉ ÿÎÔÝÌÎÉÍ ÍÁÉ ÍÕlte 

maniere de acompaniament: ÍÁÎÉÅÒÁ ÒÉÔÍÉÃáȠ ÍÁÎÉÅÒÁ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÄÅ 
ÔÉÐ ÐÅÄÁÌáȠ ÍÁÎÉÅÒÁ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ȵÔÏÎ ÐÅ ÔÏÎῤ; acompaniamentul tonal-
ÆÕÎÃĪÉÏÎÁÌȠ ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÅÃÌÅÃÔÉÃȠ ÍÁÎÉÅÒÁ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÍÁÇÈÉÁÒá 
ĦÉ ĪÉÇáÎÅÁÓÃáȢ 

-!.)%2! 2)4-)#A 

RepreÚÉÎÔá ÆÏÒÍÁ ÃÅÁ ÍÁÉ ÒÕÄÉÍÅÎÔÁÒá ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÐÅ ÃÁÒÅ o 
ÉÄÅÎÔÉÆÉÃáÍ ÿÎ ÐÒÁÃÔÉÃÁ ÉÎÓÔÒÕÍÅÎÔÁÌá ÄÉÎ ÍÕÌÔÅ ÓÁÔÅ ÁÌÅ #ÝÍÐÉÅÉ 4ÒÁÎÓÉÌÖÁÎÅȟ 
ÿÎ ÇÅÎÅÒÁÌ ÆÉÉÎÄ ÕÔÉÌÉÚÁÔá ÄÅ ÃáÔÒÅ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÉ ÓÅÍÉ-ÐÒÏÆÅÓÉÏÎÉĦÔÉ ÓÁÕ ÁÍÁÔÏÒÉȢ 
!ÃÅÁÓÔá ÆÏÒÍá ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ  ÓÅ ÒÅÍÁÒÃá ÐÒÉÎ ÆÁÐÔÕÌ Ãá ÇÏÒÄÕÎÁĦÕÌ 
ÿÎÄÅÐÌÉÎÅĦÔÅ ÆÕÎÃĪÉÁ ÒÉÔÍÉÃáȟ ÌÏÖÉÎÄ ÃÕ ÌÅÍÎÕÌ ÁÒÃÕĦÕÌÕÉ ÓÁÕ ÕÔÉÌÉÚÝÎÄ Ï ÓÔÉÃÌáȢ / 
ÁÌÔ ÖÁÒÉÁÎÔá ÅÓÔÅ ÒÅÐÒÅÚÅÎÔÁÔá ÄÅ Ï ÅØÅÃÕĪÉÅ ÒÉÔÍÉÃÏ-ÍÅÌÏÄÉÃá ÃÕ ÔÒáÓáÔÕÒÉ ÄÅ 
ÁÒÃÕĦȟ ÿÎ ÃÁÒÅ ÐÒÉÍÅÁÚá ÅÌÅÍÅÎÔÕÌ ÒÉÔÍÉÃȟ ÁÓÐÅÃÔÕÌ ÁÒÍÏÎÉÃ ÆÉind neglijat 
aproape în totalitate.  
5ÎÕÌ ÄÉÎ ÁÓÐÅÃÔÅÌÅ ÃÁÒÅ ÇÅÎÅÒÅÁÚá ÁÃÅÓÔÅ ÅØÅÃÕĪÉÉ ÒÕÄÉÍÅÎÔÁÒÅ ÓÅ ÁÆÌá ÿÎ 

ÌÅÇáÔÕÒá ÃÕ ÓÔÁÒÅÁ ÄÅ ÍÏÍÅÎÔ Á ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÌÏÒ ÁÃÏÍÐÁÎÉÁÔÏÒÉȟ ÃÁÒÅ ÿÎ 
ÁÎÕÍÉÔÅ ÓÉÔÕÁĪÉÉ ÓÉÍÐÌÉÆÉÃá ÍÁÎÉÅÒÁ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔȟ ÐáÓÔÒÝÎÄ ÄÏÁÒ ÆÕÎÃĪÉa 
ÒÉÔÍÉÃáȢ  
-ÁÉ ÒÁÒ ÿÎÔÝÌÎÉÔ ÅÓÔÅ ÕÎ ÁÌÔ ÆÁÃÔÏÒ ÄÅÔÅÒÍÉÎÁÎÔȟ ÃÁÒÅ ÓÅ ÒÅÆÅÒá ÌÁ ÉÐÏÓÔÁÚÁ ÿÎ 

ÃÁÒÅ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÉ ÁÃÏÍÐÁÎÉÁÔÏÒÉ ÎÕ ÃÕÎÏÓÃ ÍÁÔÅÒÉÁÌÕÌ ÍÕÚÉÃÁÌȟ ÇÅÎÕÌ 
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ÍÅÌÏÄÉÃ ÓÁÕ ÐÉÅÓÁ ÐÅ ÃÁÒÅ ÔÒÅÂÕÉÅ Óá Ï ÁÃÏÍÐÁÎÉÅÚÅȟ ÉÁÒ ÿÎ ÁÃÅÁÓÔá ÓÉÔÕÁĪÉÅȟ 
pentru a nu realiÚÁ ÄÉÓÏÎÁÎĪÅȟ ÓÅ ÅØÅÃÕÔá ÕÎ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÒÉÔÍÉÃȢ  
_Î ÐÒÁÃÔÉÃÁ ÍÕÚÉÃÁÌá ÕÒÂÁÎáȟ ÁÃÅÁÓÔá ÍÁÎÉÅÒá ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÅÓÔÅ 

ÄÅÓÅÏÒÉ ÁÄÏÐÔÁÔá ĦÉ ÕÔÉÌÉÚÁÔá ÿÎ ÃÁÄÒÕÌ ÏÒÃÈÅÓÔÒÅÌÏÒ ÐÏÐÕÌÁÒÅȟ ÄÁÒ ĦÉ ÿÎ ÃÁÄÒÕÌ 
altor grupuri instrumentale de dimensiuni reduse. Tot în aÃÅÓÔ ÓÅÎÓ ÐÒÅÃÉÚáÍ 
ÆÁÐÔÕÌ Ãá ÁÎÕÍÉĪÉ ÃÏÍÐÏÚÉÔÏÒÉ ÁÕ ÉÎÃÌÕÓ ÿÎ ÃÁÄÒÕÌ ÕÎÏÒ ÐÒÅÌÕÃÒáÒÉ ÆÏÌÃÌÏÒÉÃÅ 
acest tip de acompaniament rudimentar, cu scopul de a crea efecte sonore 
arhaice.   
0ÒÏÐÕÎÅÍ ÕÎ ÅØÅÍÐÌÕ ÍÕÚÉÃÁÌ ÄÉÎ ÐÒÅÌÕÃÒáÒÉÌÅ ÆÏÌÃÌÏÒÉÃÅ ÁÌÅ 

ÃÏÍÐÏÚÉÔÏÒÕÌÕÉ 4ÕÄÏÒ *ÁÒÄÁȟ ÿÎ ÃÁÒÅ ÃÏÍÐÁÒÔÉÍÅÎÔÕÌ ÁÒÍÏÎÉÃ ÅØÅÃÕÔá ÕÎ 
ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÿÎ ÃÁÒÅ ÐÒÉÍÅÁÚá ÆÕÎÃĪÉÁ ÒÉÔÍÉÃáȡ  

 

 
 

Fig. 1. Fragment muzical din 3ÕÉÔÁ -ÏĪÅÁÓÃá  
 

MANIERA DE ACOMPANIAMENT DE 4)0 0%$!,A 

#ÏÎÆÏÒÍ ÃÏÍÐÏÚÉÔÏÒÕÌÕÉ 4ÕÄÏÒ *ÁÒÄÁȟ ÐÅÄÁÌÁ ÁÒÍÏÎÉÃá ÒÅÐÒÅÚÉÎÔá ÃÅÌ ÍÁÉ 
ÓÉÍÐÌÕ ÐÒÏÃÅÄÅÕ ÁÒÍÏÎÉÃ ÁÌÅ ÃáÒÅÉ ÏÒÉÇÉÎÉ ÓÅ ÇáÓÅÓÃ ÿÎ ÓÕÎÅÔÕÌ ÐÒÅÌÕÎÇ ÁÌ 
ÃÉÍÐÏÉÕÌÕÉȢ 4ÏÔÏÄÁÔá ÐÕÔÅÍ ÓÐÕÎÅ Ãá ÁÃÅÓÔ ÐÒÏÃÅÄÅÕ ÁÒÍÏÎÉÃ Á ÌÕÁÔ ÎÁĦÔÅÒÅ 
din necesitatea de amplifÉÃÁÒÅ Á ÓÏÎÏÒÉÔáĪÉÉȢ   

&ÏÌÃÌÏÒÉÓÔÁ 3ÐÅÒÁÎĪÁ 2áÄÕÌÅÓÃÕ ÄÅÓÃÒÉÅ ÁÃÅÁÓÔá ÍÁÎÉÅÒá ÄÅ 
ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÃÁ ÆÉÉÎÄ ÃÅÁ ÍÁÉ ÓÉÍÐÌá ÅØÐÒÉÍÁÒÅ ÁÒÍÏÎÉÃáȟ ÄÒÅÐÔ Ï ÆÏÒÍá ÄÅ 
omofonie, singura în stil neprofesionist.   

În practica folclorului instrumental, conceptul de pedalá ÁÒÍÏÎÉÃá ÓÅ 
ÒÅÆÅÒá ÌÁ Ï ÿÎĦÉÒÕÉÒÅ ÄÅ ÁÃÏÒÄÕÒÉ ÃÕ ÖÁÌÏÁÒÅ ÒÉÔÍÉÃá ÎÅÄÅÆÉÎÉÔá ɉÃÕ ÃÏÒÏÁÎáɊ ÃÁÒÅ 
ÕÒÍáÒÅÓÃ ĦÉ ÁÃÏÍÐÁÎÉÁÚá ÄÉÓÃÕÒÓÕÌ ÍÅÌÏÄÉÃȢ _Î ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÔÒÉÏ-ului 
ÔÒÁÎÓÉÌÖÁÎ ÐÅÄÁÌÁ ÁÒÍÏÎÉÃá ÅÓÔÅ ÒÅÁÌÉÚÁÔá ÿÎ ÇÅÎÅÒÁÌ ÄÅ ÃáÔÒÅ ÁÍÂÅÌÅ 
instrumente acompanÉÁÔÏÁÒÅ ɉÍÁÉ ÒÁÒ ÄÏÁÒ ÄÅ ÃáÔÒÅ ÕÎÕÌ ÓÉÎÇÕÒɊȢ  

!ÃÅÁÓÔá ÍÁÎÉÅÒá ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ Ï ÿÎÔÝÌÎÉÍ ÿÎ ÃÅÌ ÐÕĪÉÎ ÄÏÕá 
ipostaze:  
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- în acompaniamentul melodiilor instrumentale cu caracter parlando-
rubato; 

- ÌÁ ÿÎÃÅÐÕÔÕÌ ÕÎÏÒ ÍÅÌÏÄÉÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅȟ ÍÁÎÉÅÒá ÿÎÔÝÌÎÉÔá ÁÄÅÓÅa la 
trio-urile transilvane din zilele noastre. 

0ÒÅÚÅÎÔáÍ ÕÎ ÅØÅÍÐÌÕ ÍÕÚÉÃÁÌ ÃÁÒÅ ÉÌÕÓÔÒÅÁÚá ÍÁÎÉÅÒÁ ÄÅ 
ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÄÅ ÔÉÐ ÐÅÄÁÌá Á ÕÎÕÉ ÃÝÎÔÅÃ ÄÏÉÎÉÔȡ 

 

 
 

Fig. 2.  Fragment muzical, !ÒÚá-te focuԑ necaz ɉ"ÁÒÔÅĦ ĦÉ (ÁÐÌÅÁȟ ΤΡΡΫɊȢ 
 

MANIERA DE ACOMPANIAMENT ȵ4/. 0% 4/.ῤ 

!ÃÅÁÓÔá ÍÁÎÉÅÒá ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÓÅ ÒÅÆÅÒá ÌÁ ÕÎ ÐÒÏÃÅÄÅÕ ÁÒÍÏÎÉÃ 
ÁÒÈÁÉÃȟ ÐÅ ÃÁÒÅ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÉ ÄÉÎ #ÝÍÐÉÁ 4ÒÁÎÓÉÌÖÁÎÉÅÉ ÿÌ ÕÔÉÌÉÚÅÁÚá ÿÎ ÍÏÄ 
frecvent. 

#ÏÎÃÅÐÔÕÌ ÁÒÍÏÎÉÃ ÔÏÎ ÐÅ ÔÏÎ ÁÒÅ ÿÎ ÖÅÄÅÒÅ ÎÏÔÅÌÅ ÃÕ ÄÕÒÁÔá ÌÕÎÇá ÁÌÅ 
liniei melodice, atribuind acestora acordul major corespondent.  

0ÒÏÐÕÎÅÍ ÕÎ ÅØÅÍÐÌÕ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ȵÔÏÎ ÐÅ ÔÏÎῤ: 
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Fig. 3. Fragment muzical $Å ÐÏÎÔÕÒÉ ÃÁ ÌÁ 6ÁÌÅÁ ,ÁÒÇá ɉ"ÁÒÔÅĦ ĦÉ (ÁÐÌÅÁȟ ΤΡΡΫɊȢ 
 

ACOMPANIAMENTUL TONAL-&5.#§)/.!, 

!ÃÅÁÓÔá ÍÁÎÉÅÒá ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÅÓÔÅ ÕÔÉÌÉÚÁÔá ÿÎ ÐÒÉÍÕÌ ÒÝÎÄ ÄÅ 
ÃáÔÒÅ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÉ ÃÕ ÓÔÕÄÉÉ ÍÕÚÉÃÁÌÅȟ ÃÁÒÅ ÉÎÔÒÏÄÕÃ ÿÎ ÐÒÁÃÔÉÃÁ ÆÏÌÃÌÏÒÉÃá 
ÅÌÅÍÅÎÔÅ ÃÅ  ÁÐÁÒĪÉÎ ÍÕÚÉÃÉÉ ÃÕÌÔÅȢ  

Acompaniamentul tonal-ÆÕÎÃĪÉÏÎÁÌ ÓÅ ÌÅÁÇá ÿÎ ÍÁÒÅ ÐÁÒÔÅ ÄÅ ÁÓÐÅÃÔÕÌ 
evolutÉÖ ÁÌ ÃÒÅÁĪÉÅÉ ÆÏÌÃÌÏÒÉÃÅȟ Ï ÐÁÒÔÅ ÄÉÎ ÍÕÚÉÃÁ ÉÎÓÔÒÕÍÅÎÔÁÌá ÔÒÁÄÉĪÉÏÎÁÌá 
îndreptându-ÓÅ ÃáÔÒÅ Ï ÄÉÒÅÃĪÉÅ ȵÍÁÉ ÃÕÌÔÉÖÁÔáȱȟ ÓÐÅÃÉÆÉÃá ÃÕÌÔÕÒÉÉ ÏÒáĦÅÎÅĦÔÉȢ 
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$ÁÔÏÒÉÔá ÃÉÒÃÕÌÁĪÉÅÉ ÌÉÂÅÒÅ Á ÆÏÌÃÌÏÒÕÌÕÉ ĦÉ Á ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÌÏÒȟ ÁÄÅÓÅÁ 

ÓÕÒÐÒÉÎÄÅÍ ĦÉ ÿÎ ÐÒÁÃÔÉÃÁ ÇÒÕÐÕÒÉÌÏÒ ÔÒÁÄÉĪÉÏÎÁÌÅ ÄÉÎ ÍÅÄÉÕÌ ÒÕÒÁÌ ÅÌÅÍÅÎÔÅ ÄÅ 
acompaniament tonal-ÆÕÎÃĪÉÏÎÁÌȟ ÃÁ ÒÅÚÕÌÔÁÔ ÁÌ ÿÎÔÒÅÐáÔÒÕÎÄÅÒÉÉ ÃÕÌÔÕÒÉÉ ÏÒÁÌÅ 
ÃÕ ÃÅÁ ÄÅ ÌÁ ÏÒÁĦȢ  

$ÉÎÔÒÅ ÿÎÌáÎĪÕÉÒÉÌÅ ÁÒÍÏÎÉÃÅ ÆÒÅÃÖÅÎÔ ÕÔÉÌÉÚÁÔÅ ÅÖÉÄÅÎĪÉÅÍ ÕÒÍáÔÏÁÒÅÌÅȡ 
a) I-V-I; I-V7-I;  
b) I-IV-V-I; I-IV-V7-)Ƞ ÏÂÓÅÒÖáÍ ÁÉÃÉ Ï ÐÒÅÆÅÒÉÎĪá Á ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÌÏÒ ÄÅ Á 
ÒÅÖÅÎÉ ÌÁ ÔÒÅÁÐÔÁ ) ÐÒÉÎ ÁÃÏÒÄÕÌ ÓÅÐÔÉÍÅÉ ÄÅ ÄÏÍÉÎÁÎÔáȠ 
ÃɊ 0ÕÔÅÍ ÿÎÔÝÌÎÉ ÿÎ ÃÁÄÒÕÌ ÃÁÄÅÎĪÅÌÏÒ ÄÅ ÆÉÎÁÌ ÁÌÅ ÐáÒĪÉÌÏÒ ! ĦÉ " ĦÉ 
ÿÎÌáÎĪÕÉÒÅÁ ÁÒÍÏÎÉÃá )-V-I-III7-VI; 
 Propunem un exemplu muzical care pÒÅÚÉÎÔá ÕÎ ÁÃÏÍÐÁÎÉÁÍÅÎÔ 

tonal-ÆÕÎÃĪÉÏÎÁÌ  )-V-I; I-V7-I: 
 

 
 

Fig. 4. Fragment muzical 4ÝÒÎáÖÅÁÎÁ ÄÉÎ "ÅÒÃÈÉÅĦÕ (Dejeu, 2011). 
 

ACOMPANIAMENTUL ECLECTIC 

4ÅÎÄÉÎĪÅÌÅ ÍÕÚÉÃÁÌÅ ÄÅ ÌÁ ÓÆÝÒĦÉÔÕÌ ÓÅÃÏÌÕÌÕÉ ÁÌ 88-ÌÅÁ ĦÉ ÿÎÃÅÐÕÔÕÌ 
secolului al XXI-ÌÅÁȟ ÓÉÔÕÅÁÚá ÍÕÚÉÃÁ ÆÏÌÃÌÏÒÉÃá ÿÎÔÒ-un amplu proces de 
ÔÒÁÎÓÆÏÒÍÁÒÅȟ ÁÓÐÅÃÔ ÃÁÒÅ ÓÅ ÌÅÁÇá ÿÎ ÍÁÒÅ ÐÁÒÔÅ ÄÅ ÐÒÏÃÅÓÕÌ ÄÅ ÍÏÄÅÒÎÉÚÁÒÅ 
ĦÉ ÄÉÇÉÔÁÌÉÚÁÒÅ ÁÌ ÁÒÔÅÉ ÍÕÚÉÃÁÌÅȢ  )ÎÓÔÒÕÍÅÎÔÉĦÔÉÉ ÃÕ ÐÒÅÇáÔÉÒÅ ĦÉ ÃÕÎÏĦÔÉÎĪÅ ÄÅ 
ÓÐÅÃÉÁÌÉÔÁÔÅ ÐÅÒÆÏÒÍÅÁÚá ÔÏÔ ÍÁÉ ÄÅÓȟ ÉÎÃÌÕÓÉÖ ÿÎ ÍÅÄÉÉÌÅ ÍÕÚÉÃÁÌÅ ÕÎÄÅ ÓÅ 
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ÐÒÁÃÔÉÃá ÆÏÌÃÌÏÒÕÌ ɉÁÔÝÔ ÿÎ ÃÅÌÅ ÒÕÒÁÌÅ ÃÝÔ ĦÉ ÿÎ ÃÅÌÅ ÕÒÂÁÎÅɊȟ ÉÁÒ ÁÃÅÓÔ ÆÅÎÏÍÅÎ 
ÉÎÆÌÕÅÎĪÅÁÚá ÃÏÎÓÉÄÅÒÁÂÉÌ ÁÒÔÁ ÆÏÌÃÌÏÒÉÃáȢ  

În acest coÎÔÅØÔȟ ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÅÃÌÅÃÔÉÃ ÓÅ ÍÁÎÉÆÅÓÔá ÃÁ Ï ÍÁÎÉÅÒá 
ÓÐÅÃÉÆÉÃá ÍÕÚÉÃÁÎĪÉÌÏÒ ÄÅ ÌÁ ÏÒÁĦ ĦÉ ÐÒÏÖÉÎÅ ÄÉÎ ÄÉÆÅÒÉÔÅ ÍÕÚÉÃÉ ɉÕĦÏÁÒáȟ ÃÌÁÓÉÃáȟ 
ÊÁÚÚȟ ÍÕÚÉÃá ĪÉÇáÎÅÁÓÃáɊȟ ÁÖÝÎÄ ÃÁ ÒÅÚÕÌÔÁÔ ÕÎ ÁÍÅÓÔÅÃ ÄÅ ÓÔÉÌÕÒÉȢ  

0ÒÅÃÉÚáÍ ÆÁÐÔÕÌ Ãá ÁÃÅÁÓÔá ÍÁÎÉÅÒá ÄÅ ÁÃÏÍÐÁÎÉÁment nu este 
ÕÔÉÌÉÚÁÔá ÄÅ ÍÕÚÉÃÁÎĪÉÉ ĪáÒÁÎÉȢ 

3ÐÅÃÉÆÉÃÉÔáĪÉ ÁÌÅ ÍÁÎÉÅÒÅÉ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÅÃÌÅÃÔÉÃȡ 
- predominante sunt acordurile provenite din muzica de jazz; 
- ÕÔÉÌÉÚÁÒÅÁ ÕÎÏÒ ÿÎÌáÎĪÕÉÒÉ ÁÒÍÏÎÉÃÅ ÓÐÅÃÉÆÉÃÅ ÍÕÚÉÃÉÉ ÃÕÌÔÅ ÓÁÕ 

ÁÐÁÒĪÉÎÝÎÄ ÁÌÔÏÒ ÇÅÎÕÒÉ ÍÅÌÏÄÉÃÅ ÓÉÔÕÁÔÅ ÿÎ ÁÆÁÒÁ ÍÕÚÉÃÉÉ ÔÒÁÄÉĪÉÏÎÁÌÅȢ 
0ÒÏÐÕÎÅÍ ÕÎ ÅØÅÍÐÌÕ ÍÕÚÉÃÁÌ ÿÎ ÃÁÒÅ ÓÅ ÒÅÇáÓÅĦÔÅ ÍÁÎÉÅÒÁ ÄÅ 

acompaniament eclectic: 
 

 
 

Fig. 5. Fragment muzical De strigat (Arvinte, 2009). 
 

-!.)%2! $% !#/-0!.)!-%.4 -!'()!2A ¥) §)'A.%!3#A 

_Î ÃÏÎÔÅØÔÕÌ ÅØÉÓÔÅÎĪÅÉ ÕÎÅÉ ÃÁÔÅÇÏÒÉÉ Á ÆÏÌÃÌÏÒÕÌÕÉ ÃÕ ÔÒÉÐÌá ÉÄÅÎÔÉÔÁÔÅ 
ɉÒÏÍÝÎáȟ ÍÁÇÈÉÁÒá ĦÉ ĪÉÇáÎÅÁÓÃáɊ ÉÄÅÎÔÉÆÉÃÁÔá ÿÎ #ÝÍÐÉÁ 4ÒÁÎÓÉÌÖÁÎÉÅÉȟ ÿÎ 
ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÇÒÕÐÕÒÉÌÏÒ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÔÒÁÄÉĪÉÏÎÁÌÅ ÓÅ ÒÅÇáÓÅÓÃ ÁÎÕÍÉÔÅ 
ÍÁÎÉÅÒÅ ÄÅ ÁÒÍÏÎÉÚÁÒÅ ÓÐÅÃÉÆÉÃÅ ÁÃÅÓÔÏÒ ÃÏÍÕÎÉÔáĪÉ ÅÔÎÉÃÅȢ 
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ParÔÉÃÕÌÁÒÉÔáĪÉ ÁÌÅ ÍÁÎÉÅÒÅÉ ÍÁÇÈÉÁÒÅ ÄÅ ÁÒÍÏÎÉÚÁÒÅȡ 
- ÍÏÄÕÌÁĪÉÁ ÌÁ ÃÖÉÎÔá Á ÄÉÓÃÕÒÓÕÌÕÉ ÍÅÌÏÄÉÃ ĦÉ ÁÒÍÏÎÉÃȠ 
- ÁÂÕÎÄÅÎĪÁ ÄÅ ÁÃÏÒÄÕÒÉ ÍÉÎÏÒÅȟ ÍÉÃĦÏÒÁÔÅ ĦÉ ÃÕ ÓÅÐÔÉÍá ÍÉÃáȠ 
- ÁÂÕÎÄÅÎĪÁ ÕÎÏÒ ÒÉÔÍÕÒÉ ÁÃÃÅÎÔÕÁÔÅȟ ÄÉÎÁÍÉÃÁ ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌÕÉ 
ÅÓÔÅ ÕÎÁ ÐÒÏÎÕÎĪÁÔáȢ 

0ÒÅÚÅÎÔáÍ ÕÎ ÅØÅÍÐÌÕ ÍÕÚÉÃÁÌ ÿÎ ÃÁÒÅ ÓÅ ÉÄÅÎÔÉÆÉÃá ÍÁÎÉÅÒÁ ÍÁÇÈÉÁÒá ÄÅ 
acompaniament: 

 

 
 

Fig. 6. Fragment muzical (áÒĪÁÇ ɉ-ÅÌÏÄÉÅ ÐÒÅÌÕÁÔá ÄÉÎ ÒÅÐÅÒÔÏÒÉÕÌ ÐÅÒÓÏÎÁÌɊȢ 
 
 

0ÁÒÔÉÃÕÌÁÒÉÔáĪÉ ÁÌÅ ÍÁÎÉÅÒÅÉ  ĪÉÇáÎÅĦÔÉ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔȡ  
- ÍÏÄÕÌÁĪÉÉ ÁÃÃÉÄÅÎÔÁÌÅȠ 
- ÁÇÌÏÍÅÒáÒÉ ÄÅ ÁÃÏÒÄÕÒÉȡ ÍÁÊÏÒÅ ĦÉ ÍÉÎÏÒÅ ÃÕ ÓÅÐÔÉÍá ĦÉ ÎÏÎáȟ ÍáÒÉÔÅ ĦÉ 
ÍÉÃĦÏÒÁÔÅȠ 

- utilizarea accentelor de expresie, în exces; 
- exagerare în redarea elementului ritmic din acompaniament. 
0ÒÏÐÕÎÅÍ ÕÎ ÅØÅÍÐÌÕ ÍÕÚÉÃÁÌ ÃÁÒÅ ÎÅ ÐÒÅÚÉÎÔá ÍÁÎÉÅÒÁ ĪÉÇáÎÅÁÓÃá ÄÅ 

acompaniament: 
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Fig. 7. Fragment muzical, #ÉÎÇáÒÉÃÁ ÄÉÎ "ÅÒÃÈÉÅĦÕ. (Dejeu, 2011). 
 

CONCLUZII 

_Î ÕÒÍÁ ÁÎÁÌÉÚáÒÉÉ ÃÅÌÏÒ ÍÅÎĪÉÏÎÁÔÅ ÿÎ ÁÒÔÉÃÏÌÕÌ ÄÅ ÆÁĪáȟ ÓÅ ÉÍÐÕÎ ÃÝÔÅÖÁ 
concluzii: 

- _Î ÕÒÍÁ ÿÎÔÒÅÐáÔÒÕÎÄÅÒÉÉ ÃÕÌÔÕÒÉÉ ÏÒÁÌÅ ÃÕ ÃÅÁ ÄÅ ÌÁ ÏÒÁĦȟ ÁÎÕÍÉÔÅ 
maniere de acompaniament specifice zonei urbane pot fi întâlnite 
ĦÉ ÿÎ ÍÅÄÉÕÌ ÓáÔÅÓÃȠ 

- Una dintre cele mai importante caracteristici ale 
acompaniamentului din Câmpia Transilvaniei este utilizarea 
ÁÃÏÒÄÕÒÉÌÏÒ ÍÁÊÏÒÅ ÃÈÉÁÒ ÄÁÃá ÄÉÓÃÕÒÓÕÌ ÍÅÌÏÄÉÃ ÓÅ ÄÅÓÆáĦÏÁÒá ÿÎÔÒ-
Ï ÓÔÒÕÃÔÕÒá ÓÏÎÏÒá ÍÉÎÏÒáȢ 

- Manierele de acompaniament din mediul rural sunt puternic 
ÉÎÆÌÕÅÎĪÁÔÅ ÄÅ ÐÒÏÃÅÓÕÌ ÅÖÏÌÕÔÉÖ ÁÌ ÆÏÌÃÌÏÒÕÌÕÉ ÉÎÓÔÒÕÍÅÎÔÁÌȠ 

- %ØÉÓÔÅÎĪÁ ÆÏÌÃÌÏÒÕÌÕÉ ÃÕ ÔÒÉÐÌá ÉÄÅÎÔÉÔÁÔÅȟ Á ÇÅÎÅÒÁÔ ÎÏÉ ÍÏÄÁÌÉÔáĪÉ 
ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÄÁÒ ĦÉ Ï ÓÅÒÉÅ ÄÅ ÃÏÍÂÉÎÁĪÉÉ ÿÎÔÒÅ ÍÁÎÉÅÒÅle de 
ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÍÁÉ ÓÕÓ ÍÅÎĪÉÏÎÁÔÅȠ 

- _Î ÐÒÁÃÔÉÃÁ ÃÕÒÅÎÔáȟ ÃÅÌÅ ÍÁÉ ÿÎÔÝÌÎÉÔÅ ÍÁÎÉÅÒÅ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ 
ÃÏÍÂÉÎÁÔÅ ÓÕÎÔȡ ÍÁÎÉÅÒÁ ȵÔÏÎ ÐÅ ÔÏÎῤ cu maniera tonal 
ÆÕÎÃĪÉÏÎÁÌá ÄÁÒ ĦÉ ÍÁÎÉÅÒÁ ÔÏÎÁÌ ÆÕÎÃĪÉÏÎÁÌá ÃÕ ÍÁÎÉÅÒÁ ÄÅ 
ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÍÁÇÈÉÁÒáȟ ÒÅÓÐÅÃÔÉÖ ÃÅÁ ĪÉÇáÎÅÁÓÃáȢ 
 



96        ETHNOMOUSIKOLOGION 
 

REFERENCES 

Alexandru, T. (1975), -ÕÚÉÃÁ ÐÏÐÕÌÁÒá ÒÏÍÝÎÅÁÓÃá ɍ2ÏÍÁÎÉÁÎ ÆÏÌË ÍÕÓÉÃɎ. 
"ÕÃÕÒÅĦÔÉȡ %ÄÉÔÕÒÁ -ÕÚÉÃÁÌáȢ  

Alexandru, T. (1980), !ÒÍÏÎÉÅ ĦÉ ÐÏÌÉÆÏÎÉÅ ÿÎ ÃÝÎÔÅÃÕÌ ÐÏÐÕÌÁÒ ÒÏÍÝÎÅÓÃ 
[Harmony and polyphony in the Romanian folk song], in &ÏÌÃÌÏÒÉÓÔÉÃáȟ 
Organologie, Muzicologie [Folkloristics, Organology, Musicology] ɀ studies - 
ÖÏÌȢ ))Ȣ "ÕÃÕÒÅĦÔÉȡ %ÄÉÔÕÒÁ -ÕÚÉÃÁÌáȢ 

Arvinte, C. (2009), Folclor muzical din Transilvania [Musical folklore from 
Transylvania]. Cluj-.ÁÐÏÃÁȾ"ÉÓÔÒÉĪÁȡ %ÄÉÔÕÒÁ !ÒÃÁÄÅȾ4ÒÁÄÉĪÉÉ #ÌÕÊÅÎÅȢ 

"ÁÒÔÅĦȟ /Ȣ ÁÎÄ (ÁÐÌÅÁȟ )Ȣ ɉΤΡΡΫɊȟ Trio transilvan-ÐÁÒÔÉÃÕÌÁÒÉÔáĪÉ ÓÔÉÌÉÓÔÉÃÅ 
[Transylvanian trio ɀ stylistic particularities]. Cluj-Napoca: Editura Clear 
Vision. 

Bentoiu, P. (1965), #ÝÔÅÖÁ ÁÓÐÅÃÔÅ ÁÌÅ ÁÒÍÏÎÉÅÉ ÿÎ ÍÕÚÉÃÁ ÐÏÐÕÌÁÒá ÄÉÎ Ardeal 
[Some aspects of harmony in the folk music from Transylvania]Ȣ "ÕÃÕÒÅĦÔÉȡ  
%ÄÉÔÕÒÁ -ÕÚÉÃÁÌá Á 5ÎÉÕÎÉÉ #ÏÍÐÏÚÉÔÏÒÉÌÏÒ ÄÉÎ 2ÅÐÕÂÌÉÃÁ 3ÏÃÉÁÌÉÓÔá 
România, Studii de Muzicologie [Musicology studies], 149-215. 

Dejeu, Z. (2001), -ÕÚÉÃÁÎĪÉÉ ÄÉÎ 3ÏÐÏÒÕÌ ÄÅ #âmpie [The musicians from Soporul 
de Câmpie]. Cluj-Napoca: Editura Clusium. 

Dejeu, Z. (2011), -ÏÎÏÇÒÁÆÉÁ %ÔÎÏÌÏÇÉÃá Á ÊÕÄÅĪÕÌÕÉ Cluj III Zona Câmpia 
Transilvaniei [The ethnologic monograph of Cluj county - III - The 
Transylvanian Plain Area]. Cluj-Napoca: %ÄÉÔÕÒÁ &ÕÎÄÁĪÉÅÉ ÐÅÎÔÒÕ 3ÔÕÄÉÉ 
Europene. 

Giuleanu, V. (1986), Tratat de teoria muzicii [Music theory treatise]Ȣ "ÕÃÕÒÅĦÔÉȡ 
%ÄÉÔÕÒÁ -ÕÚÉÃÁÌáȢ 

Jarda, T. (2003), !ÒÍÏÎÉÁ ÍÏÄÁÌá ÃÕ ÁÐÌÉÃÁĪÉÉ ÿÎ ÃÝÎÔÅÃÕÌ ÐÏÐÕÌÁÒ ÒÏÍÝÎÅÓÃ 
[Modal harmony applied in Romanian folk song]. Cluj-Napoca: Editura 
MediaMusica. 

Medan, V. (1968), 160 melodii populare instrumentale [160 instrumental folk 
melodies]. Cluj-Napoca: Editura #ÁÓÁ *ÕÄÅĪÅÁÎá Á #ÒÅÁĪÉÅÉ 0ÏÐÕÌÁÒÅ #ÌÕÊ-
Napoca. 

Oprea, G. (2002), Folclorul muzical românesc [Romanian musical folklore]. 
"ÕÃÕÒÅĦÔÉȡ %ÄÉÔÕÒÁ -ÕÚÉÃÁÌáȢ 

2áÄÕÌÅÓÃÕȟ 3Ȣ ɉΣΫΪΦɊȟ 4ÁÒÁÆÕÌ ĦÉ ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÿÎ ÍÕÚÉÃÁ ÄÅ ÊÏÃ ɍ4ÈÅ ÔÁÒÁÆ ÁÎÄ 
the accompaniment in dance music]Ȣ "ÕÃÕÒÅĦÔÉȡ %ÄÉÔÕÒÁ -ÕÚÉÃÁÌáȢ 

 



ETHNOMOUSIKOLOGION        97 
 

4(% &/,+ 0/%4)# 2%0%24/)2% ). #/--5.% 
"A42=.)ȟ 02!(/6! #/5.49ȡ  
!. %4(./,/')#!, 50$!4).' 

 
Associate Professor IOANA-258!.$2! &25.4%,!4Aȟ 0È$  

Faculty of Letters, University of Bucharest  
and Senior Researcher at The Institute of Ethnography and Folklore 

Ȱ#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕȱȟ 2ÏÍÁÎÉÁÎ !ÃÁÄÅÍÙ 

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 
Ȱ)ÎÔÅÒÄÉÓÃÉÐÌÉÎÁÒÙ ÕÐÄÁÔÉÎÇ ÏÆ ÍÁÎÕÓÃÒÉÐÔÓ ÁÎÄ ÁÕÄio-visual documents 
in the Archive of the Institute of Ethnography and Folklore «Constantin 
"ÒáÉÌÏÉÕȻȱ ɉ'!2-UM 2019, Grant coordinator: Senior researcher 
#ÏÎÓÔÁÎÔÉÎ 3ÅÃÁÒá 0È$Ƞ ÁÃÒÏÎÙÍȡ !)$/-!ɊȢ 4ÈÅ ÐÒÏÊÅÃÔ ×ÁÓ ÆÉÎÁÎÃÅÄ 
by the Romanian Academy in the period 2019 ɀ 2021. The conducted 
researches focused upon the phonograph and magnetophone records 
and upon the information fund in the Archive of the Institute of 
%ÔÈÎÏÇÒÁÐÈÙ ÁÎÄ &ÏÌËÌÏÒÅ Ȱ#Ȣ "ÒáÉÌÏÉÕȱȟ ÓÅÌÅÃÔÉÎÇ ÄÁÔÁ ÃÏÌÌÅÃÔÅÄ ÆÒÏÍ 
people living in the village "áÔÒÝÎÉȟ 0ÒÁÈÏÖÁ ÃÏÕÎÔÙȢ 4ÈÅ "áÔÒÝÎÉ 
materials are rich and important, revealing the dynamic of the 
repertoire in a subCarpathian village which has been representative for 
ÔÈÅ ȰÈÉÇÈ ÐÌÁÔÅÁÕ ÃÕÌÔÕÒÅȱ ÏÆ ÁÌÌ ÓÉÍÉÌÁÒ ÓÅÔÔÌÅÍÅÎÔÓȢ -ÏÓÔ ÏÆ ÔÈÅ 
archived records were taken in the period 1949-1952, when Romania 
underwent critical political and social transformations brought about 
by the newly empowered communist regime. After inventorying the 
ÁÒÃÈÉÖÅÄ ÐÉÅÃÅÓ ÆÒÏÍ "áÔÒÝÎÉȟ ÔÈÅ ÔÅÁÍ ÏÆ ÔÈÅ !)$/-! ÐÒÏÊÅÃÔ ×ÅÎÔ ÔÏ 
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 regime 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 
"áÔÒÝÎÉ ÂÙ ÒÅÓÏÒÔÉÎÇ ÔÏ ÆÏÌËÌÏÒÉÓÔÉÃ ÔÙÐÏÌÏÇÉÅÓ ÁÎÄ ÔÏ ÃÏÎÔÅØÔÕÁÌ ÆÒÁÍÉÎÇ 
of poetic content. The conclusions support the assumption that the folk 
ÐÏÅÔÉÃ ÒÅÐÅÒÔÏÉÒÅ ÏÆ "áÔÒÝÎÉ ÉÓ ÒÅÐÒÅÓÅÎÔÁÔÉÖÅ ÆÏÒ ÔÈÅ ÐÁÓÔÏÒÁÌ ÃÕÌÔÕÒÅ 
ɉÉÎÃÌÕÄÉÎÇ ÔÈÅ Ȱ-ÉÏÒÉĪÁȱ ÔÅÓÔÁÍÅÎÔ ÍÏÔÉÆ ÁÎÄ ÔÈÅ ×ÏÏÄ ÍÏÔÉÆɊ ÁÎÄ 
provides material for an integrated analysis of the verbal and musical 
art of the intangible heritage bearers in Romanian villages. 
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REZUMAT 

3ÔÕÄÉÕÌ ÐÒÅÚÉÎÔá ÃÝÔÅÖÁ ÁÒÇÕÍÅÎÔÅ ÿÎ ÆÁÖÏÁÒÅÁ ÁÃÔÕÁÌÉÚáÒÉÉ 
ÄÏÃÕÍÅÎÔÅÌÏÒ ÅÔÎÏÌÏÇÉÃÅ ÄÅ ÁÒÈÉÖá ÎÅÃÏÎÖÅÎĪÉÏÎÁÌá ÐÒÉÎ ÃÅÒÃÅÔáÒÉ 
contemporane de teren, pornind de la rezultatele proiectului 
ȵ!ÃÔÕÁÌÉÚÁÒÅÁ ÉÎÔÅÒÄÉÓÃÉÐÌÉÎÁÒá Á ÄÏÃÕÍÅÎÔÅÌÏÒ ÍÁÎÕÓÃÒÉÓÅ ĥÉ 
ÁÕÄÉÏÖÉÚÕÁÌÅ ÄÉÎ !ÒÈÉÖÁ )ÎÓÔÉÔÕÔÕÌÕÉ ÄÅ %ÔÎÏÇÒÁÆÉÅ ĥÉ &ÏÌÃÌÏÒ Ⱥ#ÏÎÓÔÁÎÔÉÎ 
"ÒáÉÌÏÉÕȻȱ ɉ'!2-5- ΨΦΧίȟ $ÉÒÅÃÔÏÒ ÄÅ ÇÒÁÎÔȡ #3 )) $ÒȢ #ÏÎÓÔÁÎÔÉÎ 3ÅÃÁÒáȠ 
ÁÃÒÏÎÉÍȡ !)$/-!Ɋȟ ÆÉÎÁÎĪÁÔ ÄÅ !ÃÁÄÅÍÉÁ 2ÏÍÝÎá ĥÉ ÄÅÒÕÌÁÔ ÿÎ ÐÅÒÉÏÁÄÁ 
2019 ɀ ΨΦΨΧȢ #ÅÒÃÅÔáÒÉÌÅ ÄÅÓÆáĦÕÒÁÔÅ ÿÎ ÃÁÄÒÕÌ ÐÒÏÉÅÃÔÕÌÕÉ ÁÕ ÖÉÚÁÔ ÃÕ 
ÐÒÅÃáÄÅÒÅ ÆÏÎÄÕÒÉÌÅ ÄÅ ÄÏÃÕÍÅÎÔÅ ÓÏÎÏÒÅ ɉÿÎÒÅÇÉÓÔÒáÒÉ ÐÅ ÃÉÌÉÎÄÒÉ ÄÅ 
ÆÏÎÏÇÒÁÆ ĦÉ ÐÅ ÂÁÎÄá ÄÅ ÍÁÇÎÅÔÏÆÏÎɊ ĦÉ ÄÅ ÉÎÆÏÒÍÁĪÉÉ ÄÉÎ !ÒÈÉÖÁ )%& ȵ#Ȣ 
"ÒáÉÌÏÉÕȱ ÐÒÏÖÅÎÉÎÄ ÄÉÎ ÌÏÃÁÌÉÔÁÔÅÁ ÒÕÒÁÌá "áÔÒÝÎÉȟ ÊÕÄȢ 0ÒÁÈÏÖÁȟ ÄÉÎ 
perioada anilor 1950. Orientându-ÓÅ ÓÐÒÅ ÃÝÎÔÅÃÅÌÅ ȵÖÅÃÈÉȱ ĦÉ ȵÎÏÉȱ 
ÄÅÏÐÏÔÒÉÖáȟ ÄÉÎÔÒ-ÕÎ ÓÁÔ ÓÕÂÃÁÒÐÁÔÉÃ ÒÅÐÒÅÚÅÎÔÁÔÉÖ ÐÅÎÔÒÕ ȵÃÕÌÔÕÒÁ ÄÅ 
ÐÌÁÉȱȟ ÃÅÒÃÅÔáÔÏÒÉÉ ÄÉÎ ÁÎÉÉ ΧίΫΦ ÁÕ ÓÕÒÐÒÉÎÓ ÄÉÎÁÍÉÃÁ ÕÎÕi repertoriu 
folcloric local dintr-ÕÎ ÍÏÍÅÎÔ ÄÅ ÍÁÒÉ ÔÒÁÎÓÆÏÒÍáÒÉ ÐÏÌÉÔÉÃÅ ĦÉ ÓÏÃÉÁÌÅ 
(determinate de instaurarea regimului comunist la conducerea 
ÓÔÁÔÕÌÕÉɊȢ $ÕÐá ÉÎÖÅÎÔÁÒÉÅÒÅÁ ÐÉÅÓÅÌÏÒ ÄÅ ÁÒÈÉÖá ÃÕÌÅÓÅ ÄÉÎ "áÔÒÝÎÉȟ 
echipa proiectului AIDOMA a descins pe tÅÒÅÎ ÿÎ ÁÎÉÉ ΨΦΨΦ ĦÉ ΨΦΨΧȟ ÐÅÎÔÒÕ 
Á ÁÆÌÁ ÃÅ ÅÌÅÍÅÎÔÅ ÄÅ ÃÏÎÔÉÎÕÉÔÁÔÅ ĦÉ ÄÅ ÄÉÆÅÒÅÎĪá ÁÕ ÁÐáÒÕÔȟ ÄÕÐá ĦÁÐÔÅ 
ÄÅÃÅÎÉÉ ÍÁÒÃÁÔÅ ÄÅ Ï ÁÌÔá ÓÃÈÉÍÂÁÒÅ ÐÏÌÉÔÉÃá ÍÁÊÏÒá ɉÔÒÅÃÅÒÅÁ ÌÁ ÕÎ 
regim de guvernare democratic în anul 1990), în repertoriul folcloric 
ÌÏÃÁÌȢ !ÌÃáÔÕÉÎÄ Ï ÓÅÌÅÃĪÉÅ ÄÉÎ ÍÁÔÅÒÉÁÌÕÌ ÂÏÇÁÔ ÁÄÕÎÁÔ ÿÎ ÕÒÍÁ 
ÄÅÍÅÒÓÕÒÉÌÏÒ ÃÏÎÃÏÍÉÔÅÎÔÅ ÄÅ ÃÅÒÃÅÔÁÒÅ ÿÎ ÁÒÈÉÖá ĦÉ ÐÅ ÔÅÒÅÎȟ ÓÔÕÄÉÕÌ 
ÏÆÅÒá Ï ÅÖÁÌÕÁÒÅ Á ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÐÏÅÔÉÃ ÆÏÌÃÌÏÒÉÃ ÄÉÎ "áÔÒÝÎÉȟ ÐÒÉÎ 
ÒÁÐÏÒÔÁÒÅ ÌÁ ÔÉÐÏÌÏÇÉÉÌÅ ÄÅ ÆÏÌÃÌÏÒÉÓÔÉÃá ÌÉÔÅÒÁÒá ĦÉ ÃÏÒÅÌÁÒÅ ÃÕ ÓÉÔÕÁĪÉÉÌÅ ÄÅ 
ÉÎÔÅÒÐÒÅÔÁÒÅ ĦÉ ÃÕ ÐÅÒÓÏÎÁÌÉÔáĪÉÌÅ ÉÎÔÅÒÐÒÅĪÉÌÏÒȢ #ÏÎÃÌÕÚÉÉÌÅ ÓÕÓĪÉÎ 
ÁÆÉÒÍÁĪÉÁ Ãá ÎÅ ÁÆÌáÍ ÿÎ ÆÁĪÁ ÕÎÕÉ ÒÅÐÅÒÔÏÒÉÕ ÐÏÅÔÉÃ ÒÅÐÒÅÚÅÎÔÁÔÉÖ 
ÐÅÎÔÒÕ ÃÕÌÔÕÒÁ ÐÁÓÔÏÒÁÌá ɉÉÎÃÌÕÚÝÎÄ ÍÏÔÉÖÕÌ ÍÉÏÒÉÔÉÃ ĦÉ ÔÏÐÏÓÕÌ ÐáÄÕÒÉÉɊȟ 
ÃÁÒÅ ÎÅ ÐÏÁÔÅ ÁÊÕÔÁ Óá ÿÎĪÅÌÅÇÅÍȟ ÉÎÔÅÇÒÁÔȟ ÁÒÔÁ ÖÅÒÂÁÌá ĦÉ ÍÕÚÉÃÁÌá Á 
ÐÕÒÔáÔÏÒÉÌÏÒ ÄÅ ÐÁÔÒÉÍÏÎÉÕ ÃÕÌÔÕÒÁÌ ÉÍÁÔÅÒÉÁÌ ÄÉÎ ÓÁÔÕÌ ÒÏÍÝÎÅÓÃ 
generic.  

 Keywords 
archived folklore, audio-ÖÉÓÕÁÌ ÄÏÃÕÍÅÎÔȟ ÐÏÅÔÉÃ ÆÏÌË ÒÅÐÅÒÔÏÉÒÅȟ Ȱ-ÉÏÒÉĪÁȱ 
ÔÅÓÔÁÍÅÎÔ ÍÏÔÉÆȟ ÖÉÌÌÁÇÅ "áÔÒÝÎÉ ɉ0ÒÁÈÏÖÁ ÃÏÕÎÔÙɊȟ 4ÅÌÅajen, Chiojd zone. 

INTRODUCTION 

4ÈÅ ÐÒÏÊÅÃÔ Ȱ)ÎÔÅÒÄÉÓÃÉÐÌÉÎÁÒÙ ÕÐÄÁÔÉÎÇ ÏÆ ÍÁÎÕÓÃÒÉÐÔÓ ÁÎÄ ÁÕÄÉÏ-
visual documents in the Archive of the Institute of Ethnography and Folklore 
Ⱥ#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕȻȱ ɉ'!2-UM 2019, Grant coordinator: Senior researcher 
ConstantÉÎ 3ÅÃÁÒá 0È$Ƞ ÁÃÒÏÎÙÍȡ !)$/-!Ɋȟ ×ÈÉÃÈ ×ÁÓ ÆÉÎÁÎÃÅÄ ÂÙ ÔÈÅ 
Romanian Academy in the period 2019 ɀ 2021, has provided for the participants 
ÔÈÅ ÏÐÐÏÒÔÕÎÉÔÙ ÔÏ ÒÅÖÉÓÉÔ ÔÈÅ ÃÏÍÍÕÎÅ "áÔÒÝÎÉȟ 0ÒÁÈÏÖÁ ÃÏÕÎÔÙȟ ÁÆÔÅÒ ÓÅÖÅÎ 
decades since (in the 1950s) systematic field researches of the local folk 
musical repertoire were initiated by a team of the Institute of Ethnography 
ÁÎÄ &ÏÌËÌÏÒÅ Ȱ#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕȱȢ 

The AIDOMA project has been developed by two ethnomusicologists 
ɉ#ÏÎÓÔÁÎÔÉÎ 3ÅÃÁÒá ÁÎÄ !ÎÄÒÁÄÁ )ÏÒÄÁÃÈÅɊȟ ÁÎ ÅÔÈnochoreologist (Cristian 
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-ÕĦÁɊȟ Á ÐÈÉÌÏÌÏÇÉÓÔ ÆÏÌËÌÏÒÉÓÔ ɉ)ÏÁÎÁ-2ÕØÁÎÄÒÁ &ÒÕÎÔÅÌÁÔáȟ ÔÈÅ ÁÕÔÈÏÒ ÏÆ ÔÈÉÓ 
ÓÔÕÄÙɊ ÁÎÄ Á ÓÏÕÎÄ ÏÐÅÒÁÔÏÒ ɉ#ÌÁÕÄÉÕ 2ÏĦÉÕɊȢ /ÕÒ ÓÔÁÒÔÉÎÇ ÐÒÅÍÉÓÅ ×ÁÓ ÔÈÁÔ 
ÔÈÅ  ÅÔÈÎÏÌÏÇÉÃÁÌ ÍÁÔÅÒÉÁÌÓ ÒÅÇÁÒÄÉÎÇ ÔÈÅ ÆÏÌË ÌÉÆÅ ÏÆ ÔÈÅ ÃÏÍÍÕÎÅ "áÔÒÝÎÉ ɀ 
materials consisting of archived folklore, published researches and new data 
collected on the field in the period 2020-2021 ɀ can be considered a 
representative scientific fund at national level for the Humanities community 
in Romania, as they document the dynamic 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 ethnographic 
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 
tradition but aÌÓÏ ÂÒÉÎÇ ÔÅÓÔÉÍÏÎÙ ÆÏÒ Á ÐÁÒÔÉÃÕÌÁÒ ȰÈÅÒÉÔÁÇÅ ÉÄÅÎÔÉÔÙȱ 
manifested in contemporary villages in South-Eastern Europe. 

A first stage of the AIDOMA project envisaged the editing of a 
representative selection of the manuscripts and audio-visual documents 
identified in the Archive of the Institute of Ethnography and Folklore 
Ȱ#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕȱ ÏÆ ÔÈÅ 2ÏÍÁÎÉÁÎ !ÃÁÄÅÍÙ ɉÆÕÒÔÈÅÒ ÒÅÆÅÒÒÅÄ ÔÏ ÁÓ !)%&ɊȢ 
We attempted to update the literary, musical and choreographic folk 
repertoire by doing field research in a second 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 
ÂÙ ÈÅÒÉÔÁÇÅ ÂÅÁÒÅÒÓ ×Å ÍÅÔ ÉÎ "áÔÒÝÎÉ ÉÎ ΤΡΤΡ ÁÎÄ ΤΡΤΣɊ ÈÁÖÅ ÂÅÅÎ ÔÈÅ 
comparative method ɀ referring certain topics and motifs to poetic types 
included in typologies; the contextual method ɀ 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 
semÁÎÔÉÃ ÔÅØÔ ÁÎÁÌÙÓÉÓ ɉ'ÏÌÏÐÅÎĪÉÁ ΤΡΤΣɊ ɀ ÉÄÅÎÔÉÆÙÉÎÇ ÔÈÅ ȰÓÅÍÁÎÔÉÃ ÃÏÎÓÔÁÎÔ 
ÅÌÅÍÅÎÔÓȱ ÏÆ ÔÈÅ "áÔÒÝÎÉ ÒÅÐÅÒÔÏÉÒÅ ÁÎÄ ÃÈÅÃËÉÎÇ ÔÈÅ ÃÏÎÃÒÅÔÅ ÔÅØÔÕÁÌ 
occurrences of these elements in our selection. 

We have employed in the writing of this study several data also 
ÉÎÃÌÕÄÅÄ ÉÎ ÔÈÅ ÃÈÁÐÔÅÒÓ Ȱ"áÔÒÝÎÉȟ 0ÒÁÈÏÖÁ ÃÏÕÎÔÙ ɀ a representative 
ÃÏÍÍÕÎÉÔÙ ÆÏÒ ÅÔÈÎÏÌÏÇÉÃÁÌ ÒÅÓÅÁÒÃÈ ÏÆ 2ÏÍÁÎÉÁÎ ÃÏÎÔÅÍÐÏÒÁÒÙ ÖÉÌÌÁÇÅÓȱ 
ÁÎÄ Ȱ5ÐÄÁÔÉÎÇ ÔÈÅ ÆÏÌË ÐÏÅÔÉÃȟ ÍÕÓÉÃÁÌ ÁÎÄ ÃÈÏÒÅÏÇÒÁÐÈÉÃ ÒÅÐÅÒÔÏÉÒÅ ÉÎ 
ÃÏÍÍÕÎÅ "áÔÒÝÎÉ ÂÙ ÆÉÅÌÄ ÒÅÓÅÁÒÃÈ ÉÎ ÔÈÅ ÐÅÒiod 2020-ΤΡΤΣȱȟ ×ÈÉÃÈ ×ÅÒÅ 
prepared for the volume Ȱ6ÏÃÉȱ ÄÉÎ "áÔÒÝÎÉȢ !ÃÔÕÁÌÉÚÁÒÅÁ ÉÎÔÅÒÄÉÓÃÉÐÌÉÎÁÒá Á 
ÄÏÃÕÍÅÎÔÅÌÏÒ ÄÅ ÁÒÈÉÖá ÅÔÎÏÌÏÇÉÃá ɉȰ6ÏÉÃÅÓȱ ÆÒÏÍ "áÔÒÝÎÉȢ )ÎÔÅÒÄÉÓÃÉÐÌÉÎÁÒÙ 
updating of documents in an ethnological archive; #ÏÎÓÔÁÎÔÉÎ 3ÅÃÁÒáȟ ÃÏÏÒÄȢȠ 
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authors: Ioana-2ÕØÁÎÄÒÁ &ÒÕÎÔÅÌÁÔáȟ !ÎÄÒÁÄÁ )ÏÒÄÁÃÈÅȟ #ÒÉÓÔÉÁÎ -ÕĦÁȟ 
"ÕÃÈÁÒÅÓÔȡ %ÄÉÔÕÒÁ -ÕÚÉÃÁÌáɊȢ  

ARGUMENTS FOR THE REPRESENTATIVE CHARACTER OF THE FOLK 
2%0%24/)2% "%,/.').' 4/ #/--5.% "A42=.)ȟ 02!(/6! #/5.49 

4ÅÌÅÁÊÅÎ ÈÉÇÈ ÐÌÁÔÅÁÕȟ ÔÈÅ ÚÏÎÅ ÉÎ ×ÈÉÃÈ ÃÏÍÍÕÎÅ "áÔÒÝÎÉ ÌÉÅÓ ɉÃÌÏÓÅ 
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 (passing through the small town 6áÌÅÎÉÉ ÄÅ -ÕÎÔÅ ÁÎÄ 
following the valley of Drajna river to the Carpathian mountains passages 
Tabla BuĪÉÉ ÁÎÄ 6ÁÍÁ "ÕÚáÕÌÕÉɊ ×ÁÓ ȰÔÈÅ ÍÁÉÎ ÇÁÔÅ ÂÅÔ×ÅÅÎ 7ÁÌÌÁÃÈÉÁ ÁÎÄ 
4ÒÁÎÓÙÌÖÁÎÉÁÎ "ÝÒÓÁ ÌÁÎÄȱ ɉ#ÒÕÃÅÒÕ ÁÎÄ "ÕÔÅÒÅÚȟ ΤΡΣΤȟ ÐÐȢ ΤΧΣ-252). For a long 
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 
1st of January 1845 and Teleajen high plateau was included in Prahova county. 
The inhabitants of Saac were, according to historian C. C. Giurescu, Romanians 
ÁÎÄ 3ÚïËÅÌÙ ÆÒÏÍ 4ÒÁÎÓÙÌÖÁÎÉÁ ×ÈÏ ÈÁÄ ÂÅÅÎ ȰÃÏÌÏÎÉÓÅÄȱ ÂÙ ÔÈÅ (ÕÎÇÁÒÉÁÎ 
monarchy to the south of the Carpathians beginning with the thirteenth 
century. (Ionescu, 2019). 

$ÕÅ ÔÏ ÉÔÓ ÐÏÓÉÔÉÏÎ ȰÁÌÏÎÇ ÔÈÅ ÃÏÍÍÅÒÃÉÁÌ ÒÏÕÔÅ ÆÒÏÍ "ÝÒÓÁ ,ÁÎÄ ÔÏ 
7ÁÌÌÁÃÈÉÁ ÁÎÄ ÆÕÒÔÈÅÒ ÔÏ #ÏÎÓÔÁÎÔÉÎÏÐÌÅȱȟ ÔÈÅ 4ÅÌÅÁÊÅÎ ÖÁÌÌÅÙ ×ÁÓ ȰÔÈÅ ÍÁÉÎ 
road across the Carpathians until the end of the nineteeÎÔÈ ÃÅÎÔÕÒÙȱ ɉGhid de 
ÁÒÈÉÔÅÃÔÕÒá,/Architecture Guide..., 2020:8). 

The strategic importance of the Teleajen high plateau, positioned in the 

Ȱ#ÁÒÐÁÔÈÉÁÎ ÃÕÒÖÅȱ ÁÔ ÔÈÅ ÃÒÏÓÓÒÏÁÄÓ ÏÆ ÔÈÅ ÔÈÒÅÅ ÈÉÓÔÏÒÉÃ 2ÏÍÁÎÉÁÎ ÐÒÏÖÉÎÃÅÓ 
(Wallachia, Transylvania, and Moldavia), is also confirmed by the organization   

of the rural settlements in this area. Five villages of the 26 in the plateau (BŁtr©ni 
being one among the five) were ȰÈÉÇÈ ÐÌÁÔÅÁÕ ÐÅÏÐÌÅȱ ÖÉÌÌÁÇÅÓ ÁÎÄ ÔÈÅÉÒ 
inhabitants were responsible to guard the frontier and preserve the borders. 
(Gârbea, 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 
ÃÏÎÓÔÒÕÃÔÉÏÎ ÏÆ ÔÈÅ ÒÁÉÌÒÏÁÄ 0ÌÏÉÅĥÔÉ-Predeal (between 1876 and 1879) and the 
building of the royal residence at Sinaia. As a consequence, Predeal passage 
to Transylvania became the customary road ('ÈÉÄ ÄÅ ÁÒÈÉÔÅÃÔÕÒáȢȢȢ,/ 
Architecture Guide..., 2020:8). 

According to its founding legend, the village "áÔÒÝÎÉ ɀ although it is 
first mentioned in documents in 1565, later than the neighbouring Starchiojd, 
first mentioned in 1418 (Gârbea, 2015:20) ɀ is probably the oldest settlement 
in the Ȱ#ÈÉÏÊÄȱ ÁÒÅÁȟ ÐÁÒÔ ÏÆ ÔÈÅ 4ÅÌÅÁÊÅÎ ÈÉÇÈ ÐÌÁÔÅÁÕȢ 7Å ÃÏÌÌÅÃÔÅÄ Ô×Ï 
variants of the legend on the field research in in 2020 and 2021, adding them 
to previous ones identified in Starchiojd commune during our researches 
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×ÈÉÃÈ ÂÅÇÁÎ ÉÎ ΤΡΣΥȟ ×ÉÔÈ ÃÏÎÓÉÄÅÒÁÂÌÅ ÈÅÌÐ ÆÒÏÍ ÏÕÒ ȰÎÁÔÉÖÅȱ ÃÏÌÌÅÁÇÕÅ 
#ÒÉÓÔÉÁÎ -ÕĥÁ ×ÈÏ ×ÁÓ ÂÏÒÎ ÉÎ ÔÈÅ ÁÒÅÁȢ 

!Ó ȰÍÏĥÎÅÎÉȱȾ ȰÏÌÄ Ï×ÎÅÒÓȱ, free people who would commonly own 
their territories located outside the village (pastures and woods), the 
ÉÎÈÁÂÉÔÁÎÔÓ ÏÆ "áÔÒÝÎÉ ÃÏÎÆÒÏÎÔÅÄ ÓÏÃÉÁÌ ÉÎÅÑÕÁÌÉÔÉÅÓ ÃÁÕÓÅÄ ÂÙ ÔÈÅ ÌÏÓÓ ÏÆ ÔÈÅÉÒ 
lands to boyars or servants of the king. Beginning with the eighteenth century, 
while the quantum of taxes was raised, the ȰÏÌÄ Ï×ÎÅÒÓȱ ×ÅÒÅ ÆÏÒÃÅÄ ÔÏ ÓÅÌÌ 
their succession rights to the rich buyers (Gârbea, 2015:23-24). One of the 
representatives of the greedy boyars who became a character in local folk 
ÓÏÎÇÓ ×ÁÓ ¤Ôefan Macovei, servant of the great ȰÂÁÎȱ Dimitrie Ghica. His 
ÇÒÅÅÄ ÁÎÄ ÃÒÕÅÌÔÙ ÁÒÅ ÐÒÅÓÅÎÔÅÄ ÉÎ ÔÈÅ ÆÏÌË ÅÐÉÃ ÓÏÎÇ ÏÆ 'ÈÅÏÒÇÈÅÌÁĥȟ ×ÈÉÃÈ ÉÓ 
ÃÅÎÔÒÁÌ ÉÎ ÔÈÅ "áÔÒÝÎÉ ÒÅÐÅÒÔÏÉÒÅȢ 

Beginning with 1883, the ȰÍÏĥÎÅÎÉȱȾ ȰÏÌÄ Ï×ÎÅÒÓȱ ÆÒÏÍ Starchiojd 
ÁÎÄ "áÔÒÝÎÉ ÓÔÁÒted to fight against the 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 for years and reaching a solution 
was complicated because of the corruption at that time. Finally, the series of 
ÔÒÉÁÌÓ ÅÎÄÅÄ ÉÎ ΣΫΦΪȟ ×ÈÅÎ ÔÈÅ ÐÒÉÍÅ ÍÉÎÉÓÔÅÒ ,ÕÃÒÅĪÉÕ 0áÔÒáĥÃÁÎÕ ÐÒÏÎÏÕÎÃÅÄ 
a sentence in favour of the ȰÏÌÄ Ï×ÎÅÒÓȱȢ .ÅÖÅÒÔÈÅÌÅÓÓȟ ÔÈÅ ÃÈÁÎÇÅ ÏÆ Ðolitical 
regime brought along the collectivization of property and the lands in Teleajen 
high plateau were confiscated for another forty  years (Florescu-Pântece, 
1992). 

/Î ÔÈÅ ÏÎÅ ÈÁÎÄȟ "áÔÒÝÎÉ ɉÔÈÅ ÎÁÍÅ ÏÆ ÔÈÅ ÖÉÌÌÁÇÅ ÉÎ 2ÏÍÁÎÉÁÎ 
meaning ȰÏÌÄ ÏÎÅÓȱɊ ÉÓ ÒÅally an old settlement of 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 deep roots 
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 well-known pastoral route). 
The adverse history favoured adaptation and that trait is apparent in the folk 
ÐÏÅÔÉÃ ÁÎÄ ÍÕÓÉÃÁÌ ÒÅÐÅÒÔÏÉÒÅ ÆÒÏÍ "áÔÒÝÎÉȟ ×ÈÉÃÈ ÉÓ ÃÈÁÒÁÃÔÅÒÉÚÅÄ ÂÙ ÃÏ-
existence of traditional and so-called ȰÎÅ× ÆÏÌËȱ ÐÉÅÃÅÓȢ !Ó Á ÃÏÎÓÅÑÕÅÎÃÅȟ 
such a repertoire stood out as representative for the institutionalized folklore 
research in Romania in the second half of the twentieth century. 

&ÏÌÌÏ×ÉÎÇ Á ÔÈÏÒÏÕÇÈ ÆÉÅÌÄ ÒÅÓÅÁÒÃÈ ÉÎ "áÔÒÝÎÉ ÉÎ ÔÈÅ ÓÐÒÉÎÇ ÏÆ ΣΫΧΡȟ 
Paula Carp (1957) published a referential study based on different 
phonograms and magnetograms 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 systematic character of 
traditional folk culture as a whole. Therefore, songs with verses that 
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illustrated ȰÔÙÐÉÃÁÌ ÁÓÐÅÃÔÓ ÏÆ ÔÈÅ ÐÁÓÔ ÌÉÆÅ ÏÆ ÐÅÏÐÌÅ ÉÎ "áÔÒÝÎÉȱ ×ÅÒÅ 
prioritised (Carp, 1957:7).  

Immediately after the establishment of the communist regime, it was 
recommended, for political reasons, to collect especially ȰÔÈÅ ÎÅ× ÓÏÎÇÓȱȢ 
4ÈÅ ȰÏÌÄȱ ÏÎÅÓ ÃÏÕÌÄ ÂÅ ÁÐÐÒÏÁÃÈÅÄ ÏÎÌÙ ÁÓ ÒÅÆÅÒÅÎÃÅÓ ÆÏÒ ÔÈÅ ȰÅÖÏÌÕÔÉÏÎȱ ÏÆ 
ÍÕÓÉÃÁÌ ÆÏÌËÌÏÒÅȢ !Ó Á ÃÏÎÓÅÑÕÅÎÃÅȟ ÓÅÖÅÒÁÌ ȰÎÅ× ÓÏÎÇÓȱ ×ÉÔÈ ÖÅÒÓÅÓ ÅÃÈÏÉÎÇ 
the political propaganda were collected (such as Ȱ)ÎÔÅÒÎÁĪÉÏÎÁÌÁȱȾ 4ÈÅ 
)ÎÔÅÒÎÁÔÉÏÎÁÌȟ Ȱ#ÝÎÔÅÃÕÌ ÐÁÒÔÉÚÁÎÉÌÏÒȱȾ 4ÈÅ ÓÏÎÇ ÏÆ ÐÁÒÔÉÓÁÎÓȟ Ȱ#ÝÎÔÅÃ ÐÅÎÔÒÕ 
ÐÁÃÅȱȾ 3ÏÎÇ ÆÏÒ ÐÅÁÃÅ ÁÎÄ ÓÏ ÏÎɊ ɉ#ÁÒÐȟ ΣΫΧΩȟ ÐȢ ΣΣɊȢ .ÅÖÅÒÔÈÅÌÅÓÓȟ ÔÈÅ ÍÅÔÈÏÄ 
of comparing the present to the past repertoire provided the researchers with 
a valid pretext to save the old traditional repertoire by recording it alongside 
the circumstantial ȰÎÅ×ȱ ÏÎÅȢ   

'ÅÎÅÒÁÌÌÙȟ ÔÈÅ ÐÅÏÐÌÅ ÉÎ "áÔÒÝÎÉ ×ÈÏÍ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒÓ ÍÅÔ ÉÎ ÔÈÅ 
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 
to the ȰÏÌÄȱ ÏÎÅÓ   would be preserved but matched with updated verses to 
fit the taste of the younger performers: Ȱ7ÈÅÎ ÔÈÅ ÓÏÎÇ ÉÓ ÏÌÄȟ Á ÍÏÎÔÈ ÏÌÄ ÏÒ 
ÓÏȟ ÔÈÅ ÇÉÒÌÓ ÍÁËÅ ÕÐ ÏÔÈÅÒ ÖÅÒÓÅÓ ɉȣɊȢ 5ÎÔÉÌ ÔÈÅÙ ÌÅÁÒÎ ÉÔ ×ÅÌÌȟ ÔÈÅ ÓÏÎÇ ÇÅÔÓ 
old and if they sing it for a longer time, the girls would say: 'This song was 
made whÅÎ ÍÏÔÈÅÒ ×ÁÓ Á ÍÁÉÄÅÎͻȱ (AIEF, I 14523, inf. Rodica Spânu, 14 years 
ÏÌÄȟ ÏÒÉÇȢ ÃÏÍȢ "áÔÒÝÎÉȟ 0ÒÁÈÏÖÁ ÃÏÕÎÔÙȟ ÒÅÓÅÁÒÃÈÅÒ 0Ȣ #ÁÒÐȟ -Ȣ 2ÁÂÉÎÏÖÉÃÉȟ 
"áÔÒÝÎÉȟ ΣΣȢΡΥȢΣΫΧΤȢ 4ÒÁÎÓÃÒÉÐÔÉÏÎ ÂÙ )ÏÁÎÁ &ÒÕÎÔÅÌÁÔáȟ ΡΤȢΡΥȢΤΡΤΣɊȢ /Òȡ ȰThe 
tunes are the old ones but the words are different. The girls would compose 
them like that, taking from one another. Some verses they like and some not 
ÁÎÄ ÔÈÅÎ ÔÈÅÙ ×ÏÕÌÄ ÃÈÁÎÇÅ ÔÈÅÍȱ ɉÓÁÍÅ !)%& ÒÅÆÅÒÅÎÃÅɊȢ  

The dynamic of the repertoire of oral poetic-musical creations in 
"áÔÒÝÎÉ ÉÓ ÏÂÖiously representative for the transformations of the Romanian 
folklore in the second half of the twentieth century and it is worth researching 
ÉÎ ÄÅÔÁÉÌȢ !Ó #ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕ ÐÕÔ ÉÔȟ ÃÏÍÍÅÎÔÉÎÇ ÏÎ ÔÈÅ ȰÍÕÓÉÃÁÌ ÌÉÆÅȱ ÉÎ 
village $ÒáÇÕĥ ɉ4ÒÁÎÓÙÌÖÁÎÉÁɊȟ ÂÙ Òesearching the repertoire of a single village, 
a folklore scholar can understand ȰÔÈÅ ÃÏÎÄÉÔÉÏÎ ÏÆ ÁÒÔÉÓÔÉÃ ÆÁÃÔÓȱȟ ÂÅÃÁÕÓÅ ÔÈÅ 
ÏÂÊÅÃÔ ÏÆ ÒÅÓÅÁÒÃÈ ÉÓ ÎÏÔ ȰÁÒÔ ÏÎÌÙȱ ÂÕÔ ÍÏÒÅ ÔÈÁÎ ÔÈÁÔȟ ȰÔÈÅ ÓÐÉÒÉÔÕÁÌ 
behaviour of a given social complex at the moment of obsÅÒÖÁÔÉÏÎȱ ɉ"ÒáÉÌÏÉÕȟ 
1979:101). 

4(% 0/%4)# &/,+ 2%0%24/)2% ). "A42=.)ȡ !2#()6%$ 0)%#%3 50$!4%$ 
ON THE FIELD 

7ÉÔÈ ÒÅÓÐÅÃÔ ÔÏ ÔÈÅ ȰÏÌÄȱ ÓÏÎÇÓ ÏÆ ÐÅÏÐÌÅ ÉÎ "áÔÒÝÎÉȟ ×Å ÁÒÇÕÅ ÔÈÁÔ 
they constitute an important traditional poetic repertoire, especially as far as 
the creation independent of ritual ɀ consisting of epic and lyric songs ɀ 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, going to serve in the army, alienation from the native 
village (by getting married or leaving to work), separation of beloved ones or 
ÔÈÅ ÄÅÆÉÎÉÔÉÖÅ ȰÊÏÕÒÎÅÙȱ ÁÆÔÅÒ ÄÅÁÔÈȢ The fact that not many ritual songs from 
"áÔÒÝÎÉ ÈÁÖÅ ÂÅÅÎ ÐÒÅÓÅÒÖÅÄ ÉÎ !)%& ÃÁÎ ÂÅ ÅØÐÌained by the ideological 
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 songs independent of ritual, we present 
ÓÏÍÅ ÏÆ ÔÈÅ ÍÏÓÔ ÁÃÃÏÍÐÌÉÓÈÅÄ ÐÉÅÃÅÓ ÒÅÃÏÒÄÅÄ ÉÎ "áÔÒÝÎÉȟ ÂÙ ÉÄÅÎÔÉÆÙÉÎÇ ÔÈÅÉÒ 
ÐÏÓÉÔÉÏÎ ÉÎ ÌÉÔÅÒÁÒÙ ÆÏÌËÌÏÒÅ ÔÙÐÏÌÏÇÉÅÓ ÏÆ ÔÈÅ Ȱ-ÉÏÒÉĪÁȱ ÅÐÉÃ ÓÏÎÇ ɉÁÎ 
acknowledged Romanian folk poetic masterpiece), of the epic song and also 
of the love lyric poetry. The numerous examples from the local repertoire 
ÍÅÎÔÉÏÎÅÄ ÉÎ ÔÙÐÏÌÏÇÉÅÓ ÁÒÇÕÅ ÔÈÅ ÉÍÐÏÒÔÁÎÃÅ ÏÆ ÔÈÅ "áÔÒÝÎÉ ÓÏÎÇÓ ÆÏÒ ÔÈÅ 
Romanian folklore corpus and folklore research. 

The epic song 
The archived material sets into light two representative pieces for the 

ÒÅÐÅÒÔÏÉÒÅ ÉÎ "áÔÒÝÎÉȟ ÂÏÔÈ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃ ÆÏÒ Á ÐÁÓÔÏÒÁÌ ÅÎÖÉÒÏÎÍÅÎÔȡ Ȱ-ÉÏÒÉĪÁȱ 
and Ȱ'ÈÅÏÒÇÈÅÌÁĥȱȢ  

-ÉÏÒÉĪÁ 
Well-known since Vasile Alecsandri published a first variant in the 

journal Bucovina in 1850, Ȱ-ÉÏÒÉĪÁȱ ÉÓ ÔÈÅ ÓÏÎÇ ÏÆ a young shepherd facing 
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 
Á×ÁÙ ÆÒÏÍ "áÔÒÝÎÉɊȟ Ô×Ï ÓÈÅÐÈÅÒÄÓ ÐÌÁÎ ÔÏ ËÉÌÌ ÔÈÅ ÔÈÉÒÄ ÏÎÅ ÂÅÃÁÕÓÅ ÔÈÅÙ ÅÎvy 
ÈÉÍȢ -ÉÏÒÉĪÁȟ ÔÈÅ ÅÎÃÈÁÎÔÅÄ Å×Å ÏÆ ÔÈÅ ÙÏÕÎÇ ÓÈÅÐÈÅÒÄȟ ×ÁÒÎÓ ÈÉÍ ÔÈÁÔ ÈÉÓ 
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 that he still could communicate with his sheep and dogs 
when the wind blows. Although numerous variants of Ȱ-ÉÏÒÉĪÁȱ ÈÁÖÅ ÂÅÅÎ 
recorded since 1850 (classified not only as epic songs but also as Christmas 
ritual songs ɀ colinde, for example), the testament motif is the most important 
one, occurring in all poetic variants (also, an instrumental variant is performed 
in pastoral areas). In his 1964 typology of Ȱ-ÉÏÒÉĪÁȱȟ !ÄÒÉÁÎ &ÏÃÈÉ ÉÎÃÌÕÄÅÓ Ô×Ï 
variants (CCCLXXXVII. Munt. 37 a and CCCLXXXVIII. Munt. 37 b) collected from 
Ô×Ï ×ÏÍÅÎ ÂÏÒÎ ÉÎ 3ÔÁÒÃÈÉÏÊÄ ɉ-ÁÒÉÁ 'ÈȢ 6ÏÉÎÅÁȟ ÂÏÒÎ ΣΪΩΥ ÁÎÄ 3ÏÆÉÃÁ 3ÔÒÅÁÊáȟ 
ÂÏÒÎ ΣΫΣΥɊȟ ÂÕÔ ÒÅÃÏÒÄÅÄ ÉÎ "áÔÒÝÎÉ ÉÎ ΣΫΧΡȟ ÂÙ 0ÁÕÌÁ #ÁÒÐ ɉÔÈÅ ÆÉÒÓÔɊ ÁÎÄ ÂÙ 
Paula Carp and Boris Marcu (the second) (Fochi, 1964, pp. 777-779). As we 
have already mentiÏÎÅÄȟ 3ÔÁÒÃÈÉÏÊÄ ÁÎÄ "áÔÒÝÎÉ ÁÒÅ Ô×Ï ÒÕÒÁÌ ÓÅÔÔÌÅÍÅÎÔÓ 
related by geography, history, inherited traditions and social evolution, 
sharing the same ȰÆÏÕÎÄÉÎÇ ÍÙÔÈȱ ÅØÐÒÅÓÓÅÄ ÂÙ Á ÌÅÇÅÎÄ ×ÉÔÈ ÍÁÎÙ ÖÁÒÉÁÎÔÓ 
in which Starchiojd impersonates ȰÔÈÅ ÅÌÄÅÒ ÓÏÎȱ ÏÆ ȰÔÈÅ ÏÌÄ ÏÎÅÓȱ 
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(ȵ"áÔÒÝÎÉȱɊȢ 4ÈÁÔ ÉÓ ×ÈÙ ×Å ÃÏÎÓÉÄÅÒ ÔÈÅ Ô×Ï ÖÁÒÉÁÎÔÓ ÏÆ Ȱ-ÉÏÒÉĪÁȱ ÉÎÃÌÕÄÅÄ ÉÎ 
&ÏÃÈÉȭÓ ÔÙÐÏÌÏÇÙ ÁÓ ÒÅÐÒÅÓÅÎÔÁÔÉÖÅ ÆÏÒ ÔÈÅ ÒÅÐÅÒÔÏÉÒÅ ÏÆ 3ÔÁÒÃÈÉÏÊÄ ÁÎÄ "áÔÒÝÎÉ 
alike. 

Asking her informants about Ȱ-ÉÏÒÉĪÁȱȟ 0ÁÕÌÁ #ÁÒÐ ÆÏÕÎÄ ÏÕÔ ÔÈÁÔ ÉÎ 
"áÔÒÝÎÉ it was customary to listen to it at weddings (Carp, 1957, p. 34), the 
ritual frame supporting, in our opinion, the importance of the topic. 

3ÏÆÉÃÁ 3ÔÒÅÁÊá ÓÉÎÇÓ Ȱ2ÉĪÁ--ÉÏÒÉĪÁȱ ÐÒÅÓÅÒÖÉÎÇ ÔÈÒÅÅ ÍÏÔÉÆÓȡ ÔÈÅ ÄÉÁÌÏÇÕÅ 
between the shepherd and the enchanted ewe, the testament of the 
shepherd and the quest of the old mother for her son ɀ the shepherd. Another 
motif, the portrait of the young shepherd, is scarcely suggested. The 
ÒÅÓÅÁÒÃÈÅÒ #ÏÎÓÔÁÎÔÉÎ "áÒÂÕÌÅÓÃÕ ÒÅÃÏÒÄÅÄ Á ÖÁÒÉÁÎÔ ÆÒÏÍ ÔÈÅ ÓÁÍÅ 
performer in 1952, in which the portrait of the young shepherd is missing, but 
the motif of ȰÔÈÅ ×ÅÄÄÉÎÇ ÏÆ ÔÈÅ ÄÅÁÄȱ ÉÓ ÂÒÉÅÆÌÙ ÏÕÔÌÉÎÅÄ ÉÎÓÔÅÁÄȢ 

The variants performed by Maria Gh. Voinea (one recorded in 1950 by 
0ÁÕÌÁ #ÁÒÐ ÁÎÄ ÔÈÅ ÏÔÈÅÒ ÒÅÃÏÒÄÅÄ ÉÎ ΣΫΧΤ ÂÙ #ÏÎÓÔÁÎÔÉÎ "áÒÂÕlescu, both 
preserved in AIEF) elaborate on the same motifs, the testament motif being 
central as it is central for the whole Ȱ-ÉÏÒÉĪÁȱ ÔÙÐÅȢ )Î ÁÄÄÉÔÉÏÎȟ -ÁÒÉÁ 'ÈȢ 
Voinea includes the motif of the flutes thrust into the grave and 
communicating, by action of the wind, with ȰÔÈÅ ×ÏÒÌÄ ÂÅÙÏÎÄȱȡ Ȱ9ÏÕ, 2ÉĪÁȟ 
ÍÉÏÒÉĪÁȟȾ 4ÅÌÌ ÔÈÅÍȟ ÌÉÔÔÌÅ ÏÎÅȾ 4ÅÌÌ ÔÈÅÍ ÓÔÒÁÉÇÈÔ ÏÕÔ ÎÏ×Ⱦ )Æ ÔÈÅÙ ×ÁÎÔ ÔÏ ËÉÌÌ 
ÍÅȾ (ÅÒÅ ÔÏ ÂÕÒÙ ÍÅȾ )Î ÔÈÅ ÓÈÅÅÐÆÏÌÄȟ ÄÅÁÒȾ 7ÈÅÒÅ ÔÈÅ ÌÁÍÂÓ ÇÏ ÒÏÕÎÄȾ 2ÉĪÁȟ 
ÍÉÏÒÉĪÁȟȾ 0ÕÔ ÍÙ ÁÌÐÅÎ ÈÏÒÎȾ )Î Á ÓÙÃÁÍÏÒÅȾ !ÌÐen horn to sing/ Blowing in the 
×ÉÎÄȾ 3ÈÅÅÐ ×ÉÌÌ ÇÁÔÈÅÒ ÆÁÓÔȾ 7ÉÌÌ ÇÁÔÈÅÒ ÔÏÇÅÔÈÅÒȾ /Î ÍÙ ÇÒÁÖÅ ÔÈÅÙȭÌÌ ÇÁÔÈÅÒȾ 
&ÏÒ ÍÙ ÄÅÁÔÈ ÔÈÅÙȭÌÌ ×ÅÅÐȾ "ÌÏÏÄÙ ÔÅÁÒÓ ÓÔÒÅÁÍȾ 2ÉĪÁȟ ÍÉÏÒÉĪÁȟȾ 4ÅÌÌ ÍÙ ÆÌÕÔÅ ÔÏ 
set/ On a bed of wheat/ Little flute of bone/ Singing all alone/ Little flute of 
ÂÅÅÃÈȾ ,ÏÖÅÌÙ ÔÕÎÅÓ ÔÏ ÒÅÁÃÈȱȢ 

'ÈÅÏÒÇÈÅÌÁĦ 
In the typology of the heroic epic song elaborated by Al. I. Amzulescu 

(1981), under type 98 (99) ɀ Ȱ'ÈÅÏÒÇÈÅÌÁĥȱȟ ÓÅÖÅÒÁÌ ÒÅÆÅÒÅÎÃÅÓ ÔÏ ÔÈÅ 
ÒÅÐÅÒÔÏÉÒÅ ÉÎ "áÔÒÝÎÉ ÁÒÅ ÍÁÄÅȟ ÓÐÅÃÉÆÉÃÁÌÌÙ ÔÏ Á phonogram and four records 
on magnetic tape preserved in AIEF. The type is illustrated by a variant of the 
ÓÏÎÇ ÔÈÁÔ #Ȣ "áÒÂÕÌÅÓÃÕ ÃÏÌÌÅÃÔÅÄ ÉÎ ΣΫΧΤ ÆÒÏÍ ÁÎ ÅØÃÅÐÔÉÏÎÁÌ ÈÅÒÉÔÁÇÅ ÂÅÁÒÅÒȟ 
'ÈÅÏÒÇÈÅ 2áÄÏÉÁĥȟ ɉÂÏÒÎ ÏÎ Υ /ÃÔÏÂÅÒ ΣΪΪΫȟ ÄȢ ͯΣΫΩΫɊȢ 'ÈÅÏÒÇÈÅ 2áÄÏÉÁĥ was 
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 
Ȱ'ÈÅÏÒÇÈÅÌÁĥȱ ÁÓ ÆÏÌÌÏ×Óȡ Ȱ4ÈÅ ÈÁÊÄÕË 'ÈÅÏÒÇÈÅÌÁĥ ɉÃÁÐÔÁÉÎ 'ÈÅÏÒÇÈÉĪáɊ 
ÇÏÅÓ ÕÐ )ÓÔÒÉĪÁ ÈÉÌÌ ÌÏÏËÉÎÇ ÆÏÒ -ÁÃÏÖÅÉȟ ÃÈÉÅÆ ÍÁÇÉÓÔÒÁÔÅ ÏÆ ÔÈÅ ÖÉÌÌÁÇÅȢ 
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. Nevertheless, 
'ÈÅÏÒÇÈÅÌÁĥ ÄÉÓÃÏÖÅÒÓ ÈÉÓ ÅÎÅÍÙ ÔÈÅÒÅȟ ÊÕÄÇÅÓ ÈÉÍ ÆÏÒ ÁÒÂÉÔÒÁÒÙ ÁÃÔÉÏÎÓ ÁÎÄ 
ËÉÌÌÓ ÈÉÍȟ ÐÕÎÉÓÈÉÎÇ ÁÌÓÏ ÈÉÓ ÄÉÓÈÏÎÅÓÔ ÈÏÓÔȱ ɉ!ÍÚÕÌÅÓÃÕȟ ΣΫΪΣȡΣΤΫ-130). 



ETHNOMOUSIKOLOGION        105 
 

4ÈÅ ÔÅØÔ ÏÆ ÔÈÅ ÖÁÒÉÁÎÔ 0ÁÕÌÁ #ÁÒÐ ÁÎÄ 'ÈÉÚÅÌÁ 3ÕÌÉĪÅÁÎÕ ÒÅÃÏÒÄÅÄ ÉÎ 
1956 in the studio of the Institute of Folklore in Bucharest (AIEF mg. 661 a), 
ÁÌÓÏ ÆÒÏÍ 'ÈÅÏÒÇÈÅ 2áÄÏÉÁĥȟ ÃÁÎ ÂÅ ÃÏÍÐÁÒÅÄ ÔÏ ÔÈÅ ΣΫΧΤ ÖÁÒÉÁÎÔ ÐÕÂÌÉÓÈÅÄ 
in the typology of Al. I. Amzulescu (AIEF mg. 618 f). It appears obvious that 
there are few differences between the two variants recorded at a distance of 
four years. Four verses are omitted in the final part of the later variant. In these 
ÖÅÒÓÅÓ ɉÉÔÁÌÉÃÓ ÉÎ ÏÕÒ ÆÏÌÌÏ×ÉÎÇ ÑÕÏÔÁÔÉÏÎɊȟ 'ÈÅÏÒÇÈÅÌÁĥ ÊÕÄÇÅÓ -ÁÃÏÖÅÉ ÆÏÒ ÈÉÓ 
cruelty towards him in the past: Ȱ7ÈÅÎ ×Å ×ÅÒÅ ÁÌÌ ÓÅÖÅÎ ÂÒÏÔÈÅÒÓȾ !Îd you 
dragged us all tied up/ From 'ÉÕÒÇÉÕ ÕÐ ÔÏ 'ÁÌÁĪÉ / I would bend down to drink 
water/ Your heel would then hit my nape/ I would drink water with blood/ My 
teeth in it all messed up ɉȢȢȢɊȱȢ  

Talking of Ȱ'ÈÅÏÒÇÈÅÌÁĦȱȟ 'ÈÅÏÒÇÈÅ -ÿÚÇÏÉ ɉÂÏÒÎ ΣΫΤΡ ÉÎ "áÔÒâni) told 
a researcher in 1952 that: Ȱ)Ô ÉÓ Á ÓÔÏÒÙ ËÎÏ×Î ÂÙ ÅÖÅÒÙÂÏÄÙ ÁÒÏÕÎÄ ÈÅÒÅȟ 
because these villages would work for him (boyar Macovei). To sing it, only 
the old ones knew. When I was a child they would sing it a lot. At weddings. 
The fiddlers/ÌáÕÔÁÒii also knew it (Information fund of AIEF, no. I 14554, 
ÒÅÓÅÁÒÃÈÅÒ 'ÈÉÚÅÌÁ 3ÕÌÉĪÅÁÎÕȟ ΣΣȢΡΥȢΣΫΧΤȟ "áÔÒÝÎÉɊȢ 

Ȱ4ÈÅ ÂÁÌÌÁÄ ÏÆ 'ÈÅÏÒÇÈÉÌÁĦȱ ɉÉÎ Ô×Ï ÖÁÒÉÁÎÔÓ ÃÏÌÌÅÃÔÅÄ ÆÒÏÍ 'ÈÅÏÒÇÈÅ 
Mîzgoi) is preserved at present (years 2020-2021) in the repertoire of the folk 
singer Ica Vasile. 

The lyric song 
4ÈÅ -ÉÏÒÉĪÁ ÍÏÔÉÆȡ Ȱ,ÉÔÔÌÅ ÓÈÅÐÈÅÒÄ ÏÆ ÔÈÅ Å×ÅÓȱ 
4×Ï ÏÆ ÏÕÒ ÉÎÆÏÒÍÁÎÔÓ ÉÎ "áÔÒÝÎÉ ÉÎ ΤΡΤΡȟ 4ÅÏÄÏÒ -ÁÎÏÌÁÃÈÅ ÁÎÄ )ÃÁ 

Vasile, mentioned a ȰÓÈÅÐÈÅÒÄÓȭ ÌÙÒÉÃ ÓÏÎÇ doinaȱȟ ×ÈÉÃÈ ÔÈÅ ÆÏÒÍÅÒ ÈÁÄ 
learned from his first ȰÈÏÓÔȱ ÉÎ the village and many years later kept in mind 
ÏÎÌÙ Á ÆÅ× ÖÅÒÓÅÓȡ Ȱ'ÒÅÅÎ ÌÅÁÆȟ ÒÏÕÎÄ ÌÅÁÆ/ God, take me once more/ To stay ... 
ÔÏ ÂÅ ÓÈÅÐÈÅÒÄȢȢȢȱȢ )ÃÁ 6ÁÓÉÌÅ ÎÁÍÅÓ ÔÈÉÓ ÓÏÎÇ Ȱ,ÉÔÔÌÅ ÓÈÅÐÈÅÒÄ ÏÆ ÔÈÅ Å×ÅÓȱ 
ÏÒ Ȱ7ÁÌÌÁÃÈÉÁÎ -ÉÏÒÉĪÁȱ ÁÎÄ ÐÅÒÆÏÒÍÓ ÉÔ ÆÏÒ ÔÈÅ !)$/-A project team in 2021: 
Ȱ,ÉÔÔÌÅ ÌÅÁÆȟ ÒÏÕÎÄ ÌÅÁÆ,/ God, take me once more/ Help 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 will come along/ And they'll 
ÁÓË ÁÂÏÕÔ ÍÙ ÓÏÎÇȱȢ In the sequence of the funeral rite officiated by natural 
elements we find the essence of the Ȱ-ÉÏÒÉĪÁȱ motif expressed in a lyric form. 

In the archived material, the motif Ȱ,ÉÔÔÌÅ ÓÈÅÐÈÅÒÄ ÏÆ ÔÈÅ Å×ÅÓȱ ÉÓ 
integrated in a song created after the tragic death of the plane pilot Aurel 
6ÌÁÉÃÕȢ 4ÈÅ ÉÎÆÏÒÍÁÎÔ 3ÏÆÉÃÁ 3ÔÒÅÁÊá ÒÅÍÅÍÂÅÒÅÄ ÔÈÁÔ ÓÈÅ ÈÁÄ ÈÅÁÒÄ ÔÈÁÔ ÓÏÎÇ 
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as a child, sung by men while working to build haystacks and she could 
perform it for researcher Paula Carp in 1951. We mark by italics the fragment 
containing the motif in the quotation below: ȰVlaicu, my dear stranger/ What 
ÄÉÄ ÙÏÕÒ ÍÏÔÈÅÒ ÓÁÙȾ 4ÈÁÔ ÙÏÕ ÓÈÏÕÌÄ ÇÉÖÅ ÕÐ ÆÌÙȩȾ &ÌÙÉÎÇ ÉÓ ÄÅÖÉÌȭÓ ÄÅÅÄȾ !ÎÄ ÉÔ 
brings down your head/ I 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 fir-trees high/ At your brothers to arrive/ You ran out of gas too quick/ 
And your screws got all too weak/ 'Vlaicu, oh, my dear stranger!/ Where was 
your ill fate to die?'/ 'In the green fir-trees 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?'/ 'Raining when the rain poured 
down'/ 'Who was there to bury you?' / 'Mountains when they ruined too' ɉȢȢȢɊȱ 
(Carp, 1957:24). 

Love lyric poetry: Ȱ/ÌÔ ÒÉÖÅÒȟ ÌÉÔÔÌÅ /ÌÔȢȢȢȱ  
,ÏÏËÉÎÇ ÆÏÒ ÅÎÔÒÉÅÓ ÏÆ "áÔÒÝÎÉ ÉÎ ÔÈÅ ÔÙÐÏÌÏÇÙ ÏÆ ÌÏÖÅ ÆÏÌË ÌÙÒÉÃ ÐÏÅÔÒÙ 

(Ispas and TrÕĪáȟ ΣΫΪΧɊȟ ×Å ÆÉÎÄ ÏÎÅ ÕÎÄÅÒ Á ÆÒÅÑÕÅÎÔ ÍÏÔÉÆȡ ȰÌÏÖÅ ×ÉÓÈÅÓȱ 
ÆÕÌÆÉÌÌÅÄ ÂÙ Ȱovercoming obstacles ɀ ÒÉÖÅÒÓȱ ɉ)ÓÐÁÓ ÁÎÄ 4ÒÕĪáȟ ΣΫΪΧȟ ÐȢ ΣΦΦɊȡ ȰOlt 
river, little Olt,/ May your water get drained/ May all your springs get dry/ And 
only stones left by/ For me to run across/ With proudly clinking boots/ My 
ÂÏÎÎÙ ÇÉÒÌÓ ÔÏ ÈÅÁÒ ÍÅȾ -Ù ÂÏÎÎÙ ÇÉÒÌÓ ÆÒÏÍ 'ÁÌÁĪÉȾ 7ÉÔÈ ÔÈÅÉÒ ÐÒÅÔÔÙ ÃÕÒÌÓ ÃÕÔ 
ÓÈÏÒÔȾ &ÏÒ ÔÈÅÒÅ ÍÙ ÍÏÎÅÙȭÓ ÃÈÅ×ÅÄ ɉȢȢȢɊȱȢ 4ÈÅ ÓÏÎÇ ×ÁÓ ÐÅÒÆÏÒÍÅÄ ÂÙ 
'ÈÅÏÒÇÈÅ 2áÄÏÉÁĥ ÆÏÒ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒ #ÏÎÓÔÁÎÔÉÎ "áÒÂÕÌÅÓÃÕ ÉÎ 1952 and 
preserved in AIEF under the inventory number mg 618 g, and with the title 
Ȱ(ÁÊÄÕË ÌÉÆÅ ÌÙÒÉÃ ÓÏÎÇ ɀ ÄÏÉÎÁȱ ÂÅÃÁÕÓÅ ÔÈÅ ÉÍÁÇÅ ÏÆ ÃÒÏÓÓÉÎÇ ÔÈÅ ÄÒÁÉÎÅÄ 
×ÁÔÅÒ ÉÓ ÆÏÌÌÏ×ÅÄ ÂÙ ÔÈÅ ×ÁÙ ÕÐ ÔÏ ÔÈÅ ×ÏÏÄÓ ÏÆ ÔÈÅ ÏÕÔÌÁ×Óȡ Ȱ9ÏÕ ÇÒÅÅÎ ÌÅÁÆ 
and you soft bead/ Oh, my 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/ 
!ÎÄ ÂÒÁÖÅ ÌÁÄÓ ×ÏÕÌÄ ÓÈÏÅ ÔÈÅÉÒ ÈÏÒÓÅÓȾ 7ÉÔÈ ÓÈÅÅÒ ÓÉÌÖÅÒ ÈÏÒÓÅÓȭ ÓÈÏÅÓȾ 7ÈÉÃÈ 
run fast towards the bush/ Brave lÁÄÓ ÆÉØ ÔÈÅÉÒ ÈÏÒÓÅÓȭ ÓÈÏÅÓȾ !ÎÄ ÇÅÔ ÒÅÁÄÙ ÆÏÒ 
ÔÈÅ ×ÏÏÄÓȱ. In the contemporary repertoire of Ica Vasile the two motifs 
ɉÃÒÏÓÓÉÎÇ ÔÈÅ ×ÁÔÅÒ ÔÏ ÒÅÁÃÈ ÏÎÅȭÓ ÂÅÌÏÖÅÄ ÁÎÄ ÇÏÉÎÇ ÔÏ ÔÈÅ ×ÏÏÄÓ ÔÏ ÂÅÃÏÍÅ 
a hajduk) are  shifted, as the way to the woods is the first and the crossing of 
the river is the second (but the river is Teleajen and the bonny girls are from 
5ÒÌÁĪÉȟ Ô×Ï  ÇÅÏÇÒÁÐÈÉÃÁÌ ÉÎÄÉÃÁÔÉÏÎÓ ÃÌÏÓÅÒ ÔÏ ÔÈÅ ÖÉÌÌÁÇÅ "áÔÒÝÎÉ ÔÈÁÎ ÔÈÅ /ÌÔ 
ÒÉÖÅÒ ÁÎÄ ÔÈÅ ÔÏ×Î 'ÁÌÁĪÉ ÉÎ ÔÈÅ ÖÁÒÉÁÎÔ ÏÆ 2áÄÏÉÁĥɊȡ ȰO green leaf of silky 
willow/ Oh my little reddish deer/ Go down the hill to the valley/ And nibble the 
ÓËÉÒÔ ÏÆ ×ÏÏÄȾ .ÉÂÂÌÅ ÁÔ ÔÈÅ ÏÌÄ ×ÏÏÄȭÓ ÓËÉÒÔȾ /Î 4ÅÌÅÁÊÅÎ ÒÉÖÅÒ ÂÁÎËȾ !ÎÄ ÙÏÕȟ 
Teleajen, my boy/ May all your water get drained/ And only your stones be left 
/ Just for me to run across/ With my proudly clinking boots/ My bonny girls to 
ÈÅÁÒ ÍÅȾ -Ù ÂÏÎÎÙ ÇÉÒÌÓ ÆÒÏÍ 5ÒÌÁĪÉȾ 7ÉÔÈ ÔÈÅÉÒ ÐÒÅÔÔÙ ÃÕÒÌÓ ÃÕÔ ÓÈÏÒÔȾ &ÏÒ ÔÈÅÒÅ 
ÍÙ ÍÏÎÅÙȭÓ ÌÏÓÔ ɉȢȢȢɊȱ ɉ)Ô ÉÓ ÉÍÐÏÓÓÉÂÌÅ ÆÏÒ Á ÔÒÁÎÓÌÁÔÉÏÎ ÔÏ ÏÂÓÅÒÖÅ ÁÌÌ ÔÈÅ ÓÕÂÔÌÅ 
phonetic and word transformations from one folk variant to another; our 
English version only approximates the content and cadence of the verses). 
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Estranging lyric poetry: Ȱ!ÌÁÓ ÆÏÒ ÔÈÅ ÓÔÒÁÎÇÅÒ ÃÈÉÌÄȱ 
A representative estranging song also preserved by the contemporary 

performer Ica Vasile in her repertoire is Ȱ!ÌÁÓ ÆÏÒ ÔÈÅ ÓÔÒÁÎÇÅÒ ÃÈÉÌÄȱȢ !Î ÏÌÄÅÒ 
variant recorded on phonograph in 1950 from 3ÏÆÉÃÁ 3ÔÒÅÁÊá ÇÏÅÓ ÁÓ ÆÏÌÌÏ×Óȡ 
ȰAlas, bitter wormwood wild/ Alas for the stranger child/ For he works for 
master hard/ While he works to make it right/ Money only gets in half/ And 
food only the third part/ And gets all beaten instead/ As it happens in strange 
ÌÁÎÄÓȾ )ȭÖÅ ÂÅÅÎ ×ÏÒËÉÎÇ ÆÏÒ Á ÙÅÁÒȾ 4Ï ÔÕÒÎ ×ÏÒÍ×ÏÏÄ ÉÎÔÏ ÓÕÇÁÒȾ !ÎÄ 
wormwood is always bitter/ Only the sugar is sweeter/ I drink bitter, bitter eat/ 
!ÎÄ ÉÎ ÂÉÔÔÅÒÎÅÓÓ ) ÓÉÔȾ !ÎÄ ÍÙ ÂÏÄÙȭÓ ÆÕÌÌ ÏÆ ÓÏÒÒÏ×Ⱦ )ȭÍ ÓÕÃÈ Á ÓÔÒÁÎÇÅÒ ÁÎÄ  
hollow/ Stranger is my name forever/ Any place I walk, wherever/ Mercy and 
ÇÏÏÄ ×ÏÒÄÓ ) ÍÉÓÓȾ %ÖÅÎ ÉÆ ) ÃÏÍÅ ÙÏÕÒ ×ÁÙȾ 3ÔÒÁÎÇÅÒȟ ÙÏÕ ÃÁÎȭÔ ÂÅ ÍÙ ÍÏÔÈÅÒȾ 
Even ÉÆ ) ÇÉÌÄ ÙÏÕÒ ×ÁÙȾ 3ÔÒÁÎÇÅÒȟ ÙÏÕ ÃÁÎȭÔ ÂÅ ÍÙ ÆÁÔÈÅÒȱ ɉ#ÁÒÐȟ ΣΫΧΩȡΤΣɊȢ 

In the variant performed by Ica Vasile in 2021 for the team of the 
AIDOMA project a general characterization of the ȰÓÔÒÁÎÇÅ ÍÁÓÔÅÒȱ ÁÐÐÅÁÒÓȡ 
ȰStranger will be stranger, dear,/ Turn his water to wine near/ Turn his water 
ÉÎÔÏ ÂÅÅÒȾ 3ÔÉÌÌ ÙÏÕ ÄÏÎȭÔ ÂÅÃÏÍÅ ÈÉÓ ÐÅÅÒȱȢ !ÌÓÏȟ ÔÈÅ ÓÅÑÕÅÎÃÅ ÏÆ ÓÅÁÒÃÈÉÎÇ ÉÎ 
vain for an absent family is developed, reminding us of the folk motif of the 
orphan: Ȱ) ÇÏ ÕÐ ÍÏÕÎÔÁÉÎÓ ÏÆ ÓÔÏÎÅȾ 4Ï ÓÅÅ ÍÙ ÍÏÔÈÅÒ ÁÎÄ ÆÁÔÈer/ But no 
mother and no father/ As if I 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 
ÎÏ ÓÉÓÔÅÒÓȾ !ÎÄ ÎÏ ÌÉÔÔÌÅ ÇÁÒÄÅÎ ÆÌÏ×ÅÒÓȾ !Ó ÉÆ ) ×ÅÒÅ ÂÏÒÎ ÆÒÏÍ ÆÌÏ×ÅÒÓȱȢ 

Ica Vasile ɀ ÃÏÎÔÅÍÐÏÒÁÒÙ ÐÅÒÆÏÒÍÅÒ ÏÆ ÔÒÁÄÉÔÉÏÎÁÌ ÓÏÎÇÓ ÉÎ "áÔÒÝÎÉ 
The outline of the ȰÆÏÌËÌÉÆÅȱ ÏÆ ÔÈÅ "áÔÒÝÎÉ ÖÉÌÌÁÇÅ ÃÏÍÍÕÎÉÔÙ ÈÁÓ ÂÅÅÎ 

presented by selection of a few poetic samples which illustrate the continuity 
from the past (the repertoire in the 1950s) to the 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 traditiÏÎÁÌ ÓÏÎÇÓ ÉÎ "áÔÒÝÎÉ ÉÓ ÐÅÒÆÏÒÍÅÒ )ÃÁ 6ÁÓÉÌÅ (Florica Vasile, maid 
ÎÁÍÅ #ÅÁÐáȟ ÂÏÒÎ ÉÎ ΣΫΨΩɊȢ 

.ÁÔÉÖÅ ÏÆ "áÔÒÝÎÉȟ )ÃÁ 6ÁÓÉÌÅ ÇÒÁÄÕÁÔÅÄ Á ÔÅÃÈÎÉÃÁÌ ÓÃÈÏÏÌ ÁÎÄ ÓÉÎÇÉÎÇ 
classes at the Popular Art School run by the Palace of Culture in the town 
0ÌÏÉÅĥÔÉ (Prahova county), and she obtained her certificate of freelancer artist 
on the 1st of July, 1987. She collected her songs from Maria Miru, Gheorghe 
Mîzgoi and Ion Mîzgoi (Plopeanu), informants for the 1950 researchers of the 
Institute of Folklore. At present, 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 AIDOMA project intends to pursue the research of the 
ÄÙÎÁÍÉÃ ÏÆ ÔÈÅ ÐÏÅÔÉÃȟ ÍÕÓÉÃÁÌ ÁÎÄ ÃÈÏÒÅÏÇÒÁÐÈÉÃ ÒÅÐÅÒÔÏÉÒÅ ÉÎ "áÔÒÝÎÉȟ ÂÙ 
comparing it to repertoires in neighbouring villages and interpreting constant 
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and variable elements in representative pieces, poetic content and syncretic 
forms of expression being equally envisaged.  

CONCLUSIONS 

4ÈÅ ÓÅÍÁÎÔÉÃ ÁÎÁÌÙÓÉÓ ÏÆ ÔÈÅ ÐÏÅÔÉÃ ÆÏÌË ÒÅÐÅÒÔÏÉÒÅ ÉÎ "áÔÒÝÎÉ ÖÉÌÌÁÇÅ ÓÅÔÓ 
into light the preservation of certain terms which are central to artistic images 
conveying the significances of ȰÄÅÐÁÒÔÕÒÅȱȡ Ȱ×ÏÏÄÓȱȟ ȰÍÏÕÎÔÁÉÎȱȟ 
ȰÓÔÒÁÎÇÅÒȱȢ "Ù ÉÎÖÅÎÔÏÒÙÉÎÇ ÔÈÅ ÐÏÅÔÉÃ ÄÅÖÅÌÏÐÍÅÎÔÓ ÏÆ ÓÕÃÈ ÔÅÒÍÓ ÏÃÃÕÒÒÉÎÇ 
in folk songs we can discover a deeper stratum that argue for the continuity 
between the past and present repertoires. In that respect, the discussion with 
the peasant poet Elena State from "áÔÒÝÎÉ ɉÂÏÒÎ ÉÎ ΣΫΦΧɊ ÉÎ ΤΡΤΡ ÓÅÅÍÓ 
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 
a semantic ȰÔÒÁÃÅȱ ÏÆ ÔÈÅ ÌÏÃÁÌ ÆÏÌË ÅÔÈÏÓ ×ÈÉÃÈ ÉÓ ÆÕÌÌÙ ÒÅÐÒÅÓÅÎÔÁÔÉÖÅ ÆÏÒ ÔÈÅ 
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 (1957) wrote about Florica Mîzgoi, an 
exceptional ȰÌÅÁÆȱ ÐÌÁÙÅÒ ÁÎÄ ÖÏÃÁÌ ÆÏÌË ÁÒÔÉÓÔ ÉÎ ÔÈÅ 1950s, that ȰÅÖÅÎ ÔÈÅ 
ÎÅ×ÅÒ ÓÏÎÇÓ ÉÎ ÔÈÅ ÖÉÌÌÁÇÅ ɉȣɊ ÓÅÅÍ ÓÏÍÅÔÉÍÅÓ ÏÌÄÅÒȱ ÉÎ ÈÅÒ ÐÅÒÆÏÒÍÁÎÃÅȢ 
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, 0/%4)# &/,#,/2)# $). #/-5.! "A42=.)ȟ 

*5$Ȣ 02!(/6!ȡ / !#45!,):!2% %4./,/')#A 
Cuvinte cheie 

Folclor arhivat, document audiÏÖÉÚÕÁÌȟ ÒÅÐÅÒÔÏÒÉÕ ÐÏÅÔÉÃ ÆÏÌÃÌÏÒÉÃȟ ȵ-ÉÏÒÉĪÁȱȟ 
"áÔÒÝÎÉ ɉÊÕÄȢ 0ÒÁÈÏÖÁɊȟ 4ÅÌÅÁÊÅÎȟ ĪÉÎÕÔÕÌ #ÈÉÏÊÄÕÒÉÌÏÒȢ 

INTRODUCERE 

0ÒÏÉÅÃÔÕÌ ȵ!ÃÔÕÁÌÉÚÁÒÅÁ ÉÎÔÅÒÄÉÓÃÉÐÌÉÎÁÒá Á ÄÏÃÕÍÅÎÔÅÌÏÒ ÍÁÎÕÓÃÒÉÓÅ ĥÉ 
ÁÕÄÉÏÖÉÚÕÁÌÅ ÄÉÎ !ÒÈÉÖÁ )ÎÓÔÉÔÕÔÕÌÕÉ ÄÅ %ÔÎÏÇÒÁÆÉÅ ĥÉ &ÏÌÃÌÏÒ Ⱥ#ÏÎÓÔantin 
"ÒáÉÌÏÉÕȻȱ ɉ'!2-5- ΤΡΣΫȟ $ÉÒÅÃÔÏÒ ÄÅ ÇÒÁÎÔȡ #3 )) $ÒȢ #ÏÎÓÔÁÎÔÉÎ 3ÅÃÁÒáȠ 
ÁÃÒÏÎÉÍȡ !)$/-!Ɋȟ ÆÉÎÁÎĪÁÔ ÄÅ !ÃÁÄÅÍÉÁ 2ÏÍÝÎá ĥÉ ÄÅÒÕÌÁÔ ÿÎ ÐÅÒÉÏÁÄÁ ΤΡΣΫ 
ɀ ΤΡΤΣȟ Á ÃÏÎÄÕÓ ÌÁ ȵÒÅÿÎÔÝÌÎÉÒÅÁȱ ÃÕ ÔÅÒÅÎÕÌ ÅÔÎÏÌÏÇÉÃ ÄÅ ÌÁ "áÔÒÝÎÉȟ ÊÕÄȢ 
0ÒÁÈÏÖÁȟ ÄÕÐá ÃÅȟ ÿÎ ÁÎÉÉ ΣΫΧΡȟ Ï ÅÃÈÉÐá ÄÅ ÓÐÅÃÉÁÌÉĦÔÉ ÁÉ )ÎÓÔÉÔÕÔÕÌÕÉ ÄÅ 
%ÔÎÏÇÒÁÆÉÅ ĥÉ &ÏÌÃÌÏÒ ȵ#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕȱ ÉÎÉĪÉÁÓÅ Ï ÓÅÒÉÅ ÓÉÓÔÅÍÁÔÉÃá ÄÅ 
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ÃÅÒÃÅÔáÒÉ ÄÅ ÔÅÒÅÎ ÿÎ ÌÏÃÁÌÉÔÁÔÅȟ ÖÉÚÝÎÄȟ ÃÕ ÐÒÅÃáÄÅÒÅȟ ÓÔÕÄÉÅÒÅÁ ÒÅÐÅÒÔÏÒÉÕÌÕÉ 
folcloric muzical. 

Echipa proiectului AIDOMA a fost ÃÏÎÓÔÉÔÕÉÔá ÄÉÎ ÄÏÉ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉ 
ɉ#ÏÎÓÔÁÎÔÉÎ 3ÅÃÁÒá ĦÉ !ÎÄÒÁÄÁ )ÏÒÄÁÃÈÅɊȟ ÕÎ ÅÔÎÏÃÏÒÅÏÌÏÇ ɉ#ÒÉÓÔÉÁÎ -ÕĦÁɊȟ ÕÎ 
filolog folclorist (Ioana-2ÕØÁÎÄÒÁ &ÒÕÎÔÅÌÁÔáɊ ĦÉ ÕÎ ÏÐÅÒÁÔÏÒ ÄÅ ÓÕÎÅÔ ɉ#ÌÁÕÄÉÕ 
2ÏĦÉÕɊȢ 0ÒÅÍÉÓÁ ÄÅ ÌÁ ÃÁÒÅ Á ÐÏÒÎÉÔ ÃÅÒÃÅÔÁÒÅÁ Á ÆÏÓÔ ÁÃÅÅÁ Ãá Æondul de 
ÄÏÃÕÍÅÎÔÅ ÅÔÎÏÌÏÇÉÃÅ ÒÅÆÅÒÉÔÏÒ ÌÁ ÌÏÃÁÌÉÔÁÔÅÁ "áÔÒÝÎÉ ɀ constituit din 
ÍÁÔÅÒÉÁÌÕÌ ÁÒÈÉÖÁÔȟ ÃÅÌ ÐÕÂÌÉÃÁÔ ĥÉ ÃÅÌ ÃÅ ÕÒÍÁ Óá ÆÉÅ ÏÂĪÉÎÕÔ ÐÅ ÔÅÒÅÎ ÿÎ ÁÎÉÉ ΤΡΤΡ 
ĥÉ ΤΡΤΣ ɀ ÐÏÁÔÅ ÆÉ ÃÏÎÓÉÄÅÒÁÔ ÕÎ ÆÏÎÄ ÒÅÐÒÅÚÅÎÔÁÔÉÖ ÌÁ ÎÉÖÅÌ ÎÁĪÉÏÎÁÌȟ ÐÅÎÔÒÕ 
ÃÏÍÕÎÉÔÁÔÅÁ ĥÔÉÉÎĪÉÆÉÃá ÕÍÁÎÉÓÔá ÒÏÍÝÎÅÁÓÃáȟ ÄÅÏÁÒÅÃÅ ÓÕÒÐÒÉÎÄÅ ÄÉÎÁÍÉÃÁ 
unui repertoriu viu de-Á ÌÕÎÇÕÌ ÕÎÅÉ ÐÅÒÉÏÁÄÅ ÄÅ ĦÁÐÔÅ ÄÅÃÅÎÉÉȟ ÍÁÒÃÁÔÅ ÄÅ 
ÄÏÕá ÓÃÈÉÍÂáÒÉ ÐÏÌÉÔÉÃÅ ÍÁÊÏÒÅ ɉÉÎÓÔÁÕÒÁÒÅÁ ÒÅÇÉÍÕÌÕÉ ÐÏÌÉÔÉÃ ÃÏÍÕÎÉÓÔȟ 
respectiv, a celui democratic). Dincolo de intereÓÕÌ ÅÔÎÏÇÒÁÆÉÃ ĦÉ ÆÏÌÃÌÏÒÉÓÔÉÃ ÐÅ 
care-Ì ÐÒÅÚÉÎÔáȟ ÃÒÅÄÅÍ Ãáȟ ÿÎ ÐÌÁÎ ÉÎÔÅÒÎÁĪÉÏÎÁÌȟ ÄÁÔÅÌÅ ÐÅ ÃÁÒÅ ÌÅ ÏÒÇÁÎÉÚÅÁÚá 
un astfel de proiect pot sta la baza propunerii unui model de cercetare 
ÉÎÔÅÒÄÉÓÃÉÐÌÉÎÁÒá Á ÕÎÕÉ ÒÅÐÅÒÔÏÒÉÕ ÆÏÌÃÌÏÒÉÃ ÃÕ ÁÓÐÅÃÔÅ ÐÁÓÉÖÅ ĥÉ ÁÃtive ce fac 
parte nu numai dintr-Ï ÔÒÁÄÉĪÉÅ ÌÏÃÁÌáȟ ÄÁÒ ÍÁÉ ÁÌÅÓȟ ÍáÒÔÕÒÉÓÅÓÃ ÄÅÓÐÒÅ Ï 
ÁÎÕÍÅ ȵÉÄÅÎÔÉÔÁÔÅ ÐÁÔÒÉÍÏÎÉÁÌáȱ ÇÅÎÅÒÉÃá Á ÓÁÔÕÌÕÉ ÃÏÎÔÅÍÐÏÒÁÎȢ Având în 
ÖÅÄÅÒÅ ÖÁÌÏÁÒÅÁ ÍÁÔÅÒÉÁÌÕÌÕÉ ÐÒÏÖÅÎÉÔ ÄÉÎ "áÔÒÝÎÉ ĦÉ ÐáÓÔÒÁÔ ÿÎ !ÒÈÉÖÁ 
Institutului de EtnografiÅ ĦÉ &ÏÌÃÌÏÒ ȵ#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕȱ ÁÌ !ÃÁÄÅÍÉÅÉ 2ÏÍÝÎÅ 
(vom folosi, în continuare, abrevierea numelui Arhivei: AIEF), proiectul 
!)$/-! Á ÕÒÍáÒÉÔ ÅÄÉÔÁÒÅÁ ÕÎÅÉ ÓÅÌÅÃĪÉÉ ÒÅÐÒÅÚÅÎÔÁÔÉÖÅ ÄÉÎ ÆÏÎÄÕÌ ÄÅ 
ÄÏÃÕÍÅÎÔÅ ÍÁÎÕÓÃÒÉÓÅ ĦÉ ÁÕÄÉÏÖÉÚÕÁÌÅ ÃÁÒÅ Á ÆÏÓÔ ÉÄÅÎÔÉÆÉÃÁt, actualizarea 
repertoriului poetic-muzical-ÃÏÒÅÇÒÁÆÉÃ ÐÒÉÎ ÃÅÒÃÅÔÁÒÅ ÄÅ ÔÅÒÅÎ ĦÉ ÓÃÈÉĪÁÒÅÁ 
ÕÎÅÉ ÍÅÔÏÄÅ ÄÅ ÁÎÁÌÉÚá ÉÎÔÅÇÒÁÔá Á ÁÓÐÅÃÔÅÌÏÒ ÌÉÔÅÒÁÒȟ ÍÕÚÉÃÁÌ ĦÉ ÃÏÒÅÇÒÁÆÉÃ ÁÌÅ 
ÃÒÅÁĪÉÅÉ ÆÏÌÃÌÏÒÉÃÅȢ 

_Î ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÒÅÐÅÒÔÏÒÉÕÌ ÐÏÅÔÉÃȟ ÍÅÔÏÄÅÌÅ ÐÅ ÃÁÒÅ ÌÅ-am utilizat 
pentru a ne apropia de sensurile câtorva piese deosebit de expresive ɀ 
ÐáÓÔÒÁÔÅ ÿÎ ÁÒÈÉÖáȟ ÒÅĪÉÎÕÔÅ ÿÎ ÔÉÐÏÌÏÇÉÉÌÅ ÄÅ ÓÐÅÃÉÁÌÉÔÁÔÅȟ ÄÁÒ ĦÉ ÁÍÉÎÔÉÔÅ ÄÅ 
ÐÕÒÔáÔÏÒÉÉ ÄÅ ÐÁÔÒÉÍÏÎÉÕ ÄÉÎ "áÔÒÝÎÉ ÐÅ ÃÁÒÅ É-ÁÍ ÿÎÔÝÌÎÉÔ ÿÎ ÁÎÉÉ ΤΡΤΡ ĦÉ ΤΡΤΣ ɀ 
au fost metoÄÁ ÃÏÍÐÁÒÁÔÉÖáȟ ÐÒÉÎ ÒÁÐÏÒÔÁÒÅ ÌÁ ÔÉÐÕÒÉÌÅ ÐÏÅÔÉÃÅ ÉÎÃÌÕÓÅ ÿÎ 
ÔÉÐÏÌÏÇÉÉÌÅ ÄÅ ÆÏÌÃÌÏÒÉÓÔÉÃá ÌÉÔÅÒÁÒáȠ ÍÅÔÏÄÁ ÃÏÒÅÌáÒÉÉ ÃÕ ÓÉÔÕÁĪÉÁ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ 
ĦÉ ÃÕ ÐÅÒÓÏÎÁÌÉÔÁÔÅÁ ÉÎÔÅÒÐÒÅÔÕÌÕÉ ɉÆÉÅ ÐÅ ÂÁÚÁ ÄÁÔÅÌÏÒ ÄÅ ÁÒÈÉÖáȟ ÆÉÅ ÐÅ ÂÁÚÁ 
ÏÂÓÅÒÖÁĪÉÉÌÏÒ ÄÅ ÔÅÒÅÎɊȟ ÒÅĪÉÎÝÎÄ ÃÕ ÐÒÅÃáÄÅÒÅ ÒÅÌÁÔáÒÉÌÅ ÄÅÓÐÒÅ ÃÝÎÔÅÃ ĦÉ 
maniera de a cânta; metoda analizei de text semantice, prin care am încercat 
Óá ÿÎĪÅÌÅÇÅÍ ȵÃÏÎÓÔÁÎÔÅÌÅ ÓÅÍÁÎÔÉÃÅȱ ÁÌÅ ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÄÉÎ "áÔÒÝÎÉ ĦÉ Óá 
ÖÅÒÉÆÉÃáÍ ÿÎ ÃÅ ÍÏÄ ÓÅ ÃÏÎÃÒÅÔÉÚÅÁÚá ÁÃÅÓÔÅ ÃÏÎÓÔÁÎÔÅ ÿÎ ÐÉÅÓÅle selectate 
ɉ'ÏÌÏÐÅÎĪÉÁ ΤΡΤΣɊȢ 

_Î ÓÔÕÄÉÕÌ ÄÅ ÆÁĪáȟ ÁÍ ÆÏÌÏÓÉÔ Ï ÓÅÒÉÅ ÄÅ ÄÁÔÅ ÃÕÐÒÉÎÓÅ ĦÉ ÿÎ ÃÁÐÉÔÏÌÅÌÅ 
ȵ#ÏÍÕÎÁ "áÔÒÝÎÉȟ ÊÕÄȢ 0ÒÁÈÏÖÁ ɀ ÌÏÃÁÌÉÔÁÔÅ ÒÅÐÒÅÚÅÎÔÁÔÉÖá ÐÅÎÔÒÕ ÃÅÒÃÅÔÁÒÅÁ 
ÅÔÎÏÌÏÇÉÃá Á ÓÁÔÕÌÕÉ ÒÏÍÝÎÅÓÃ ÃÏÎÔÅÍÐÏÒÁÎȱ ĦÉ ȵ!ÃÔÕÁÌÉÚÁÒÅÁ ÐÅ ÔÅÒÅÎ Á 
repertoriului folcloric poetico-muzical-ÃÏÒÅÇÒÁÆÉÃ ÁÌ ÃÏÍÕÎÅÉ "áÔÒÝÎÉ ÿÎ ÁÎÉÉ 
ΤΡΤΡ ĥÉ ΤΡΤΣȱȟ ÐÒÅÇáÔÉÔÅ ÐÅÎÔÒÕ ÖÏÌÕÍÕÌ ȵ6ÏÃÉȱ ÄÉÎ "áÔÒÝÎÉȢ !ÃÔÕÁÌÉÚÁÒÅÁ 
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ÉÎÔÅÒÄÉÓÃÉÐÌÉÎÁÒá Á ÄÏÃÕÍÅÎÔÅÌÏÒ ÄÅ ÁÒÈÉÖá ÅÔÎÏÌÏÇÉÃáȟ Coordonator: Constantin 
3ÅÃÁÒáȠ ÁÕÔÏÒÉȡ )ÏÁÎÁ-Ruxandra &ÒÕÎÔÅÌÁÔáȟ !ÎÄÒÁÄÁ )ÏÒÄÁÃÈÅȟ #ÒÉÓÔÉÁÎ -ÕĦÁȟ 
"ÕÃÕÒÅĦÔÉȟ %ÄÉÔÕÒÁ -ÕÚÉÃÁÌáȢ  

!2'5-%.4% !,% 2%02%:%.4!4)6)4A§)) 2%0%24/2)5,5) &/,#,/2)# $). 
#/-5.! "A42=.)ȟ *5$Ȣ 02!(/6! 

0ÌÁÉÕÌ 4ÅÌÅÁÊÅÎÕÌÕÉȟ ÚÏÎÁ ÿÎ ÃÁÒÅ ÓÅ ÓÉÔÕÅÁÚá ÃÏÍÕÎÁ "áÔÒÝÎÉȟ ÃÅÒÃÅÔÁÔá ÿÎ 
proiectul AIDO-!ȟ ÁÒÅ Ï ÉÄÅÎÔÉÔÁÔÅ ÇÅÏÇÒÁÆÉÃáȟ ÉÓÔÏÒÉÃá ĥÉ ÅÔÎÏÇÒÁÆÉÃá ÄÉÓÔÉÎÃÔáȟ 
ÆÏÒÍÁÔá ĥÉ ÐÅÒÐÅÔÕÁÔá ÄÅ-a lungul unei perioade îndelungate, în care drumul 
de pe Valea Teleajenului (trecând ÐÒÉÎ 6áÌÅÎÉÉ ÄÅ -ÕÎÔÅ ĥÉ ÕÒÍÝÎÄ valea Drajnei 
spre Tabla BuĪÉÉ ĥÉ 6ÁÍÁ "ÕÚáÕÌÕi) a fost ȵÐÒÉÎÃÉÐÁÌÁ ÐÏÁÒÔá ÄÉÎÔÒÅ §ÁÒÁ 
2ÏÍÝÎÅÁÓÃá ĦÉ §ÁÒÁ "ÝÒÓÅÉȱ ɉ#ÒÕÃÅÒÕ ĦÉ "ÕÔÅÒÅÚȟ ΤΡΣΤȡ ΤΧΣ-252).  

/ ÐÅÒÉÏÁÄá ÿÎÄÅÌÕÎÇÁÔáȟ ÁÃÅÁÓÔá ÚÏÎá Á ÁÐÁÒĪÉÎÕÔ ÊÕÄÅĪÕÌÕÉ Saac, al 
ÓáÃÕÉÅÎÉÌÏÒȟ ÕÎÉÔÁÔÅ ÁÄÍÉÎÉÓÔÒÁÔÉÖ-ÔÅÒÉÔÏÒÉÁÌá ÁÔÅÓÔÁÔá ÿÎ ÁÎÕÌ ΣΨΦΧȟ ÄÁÒ ÅØÉÓÔÝÎÄȟ 
ÐÒÏÂÁÂÉÌȟ ÄÉÎ ÚÏÒÉÉ %ÖÕÌÕÉ -ÅÄÉÕ ÒÏÍÝÎÅÓÃ ĥÉ ÃÁÒÅ Á ÆÏÓÔ ÄÅÓÆÉÉÎĪÁÔá ÌÁ Σ ÉÁÎÕÁÒÉÅ 
ΣΪΦΧȟ ÐÌÁÉÕÌ ÒÅÖÅÎÉÎÄȟ ÄÕÐá ÁÃÅÁÓÔá ÄÁÔáȟ ÊÕÄÅĪÕÌÕÉ 0ÒÁÈÏÖÁȢ ȵ3áÃÕÉÅÎÉÉȱ ÅÒÁÕȟ 
ÿÎ ÏÐÉÎÉÁ ÌÕÉ #Ȣ #Ȣ 'ÉÕÒÅÓÃÕȟ ÔÒÁÎÓÉÌÖáÎÅÎÉÉ ȵÕÎÇÕÒÅÎÉȱ ĥÉ ȵÓÅÃÕÉÅÎÉȱ ɉÒÏÍÝÎÉ ĥÉ 
ÓÅÃÕÉɊ ȵÃÏÌÏÎÉÚÁĪÉȱ ÄÅ ÒÅÇÁÌÉÔÁÔÅÁ ÍÁÇÈÉÁÒá ÌÁ ÓÕÄ ÄÅ #ÁÒÐÁĪÉȟ ÿÎ ÓÅÃȢ ÁÌ 8)))-lea 
ĥÉ ÿÎ ÃÅÌÅ ÕÒÍáÔÏÁÒÅȢ ɉ)ÏÎÅÓÃÕȟ ΤΡΣΫɊȢ 

3Å ĥÔÉÅ Ãá ȵ6ÁÌÅÁ 4ÅÌÅÁÊÅÎÕÌÕÉ Á ÃÏÎÓÔÉÔÕÉÔ ÃÁÌÅÁ ÐÒÉÎÃÉÐÁÌá ÄÅ ÔÒÅÃÅÒÅ Á 
ÍÕÎĪÉÌÏÒ ÐÝÎá ÌÁ ÓÆÝÒĥÉÔÕÌ ÓÅÃÏÌÕÌÕÉ ÁÌ 8)8-ÌÅÁȱȟ ÃÕÎÏÓÃÝÎÄ Ï ÍÁÒÅ ÄÅÚÖÏÌÔÁÒÅ ÿÎ 
ÐÅÒÉÏÁÄÁ ÍÅÄÉÅÖÁÌáȟ ȵÄÁÔÏÒÉÔá ÐÏÚÉĪÉÅÉ ÓÁÌÅ ÐÅ ÄÒÕÍÕÌ ÃÏÍÅÒÃÉÁÌ ÃÅ ÌÅÇÁ §ÁÒÁ 
"ÝÒÓÅÉ ÄÅ §ÁÒÁ 2ÏÍÝÎÅÁÓÃá ĥÉ ÃÏÎÔÉÎÕÁ ÓÐÒÅ #ÏÎÓÔÁÎÔÉÎÏÐÏÌȱ ɉGhid de 
arhitectuÒá, 2020: 8).  

Statutul de Şinut strategic pe care-l are plaiul Teleajenului, aflat ´n Ăcotul 

carpaticò unde se ´nt©lnesc cele trei provincii istorice rom©neĸti, este confirmat ĸi 

de organizarea satelor Ăde graniŞŁò din aceastŁ zonŁ (5 sate din cele 26 ale plaiului, 

´ntre care ĸi satul BŁtr©ni) ca sate Ăde plŁieĸiò, responsabili cu paza frontierei ĸi 

pŁstrarea hotarelor (G©rbea, 2015: 30). _Î Á ÄÏÕÁ ÊÕÍáÔÁÔÅ Á ÓÅÃȢ ÁÌ 8)8-lea, s-a 
ÄÅÚÖÏÌÔÁÔ ÃÉÒÃÕÌÁĪÉÁ ÍÁÉ ÁÌÅÓ ÐÅ 6ÁÌÅÁ 0ÒÁÈÏÖÅÉȟ ÉÎÆÌÕÅÎĪÁÔá ÄÅ ÒÅÁÌÉÚÁÒÅÁ Ãáii 
ÆÅÒÁÔÅ 0ÌÏÉÅĥÔÉ-0ÒÅÄÅÁÌ ɉÿÎÔÒÅ ΣΪΩΨ ĥÉ ΣΪΩΫɊ ĥÉ ÄÅ ÃÏÎÓÔÒÕÉÒÅÁ ÒÅĥÅÄÉÎĪÅÉ ÒÅÇÁÌÅ ÌÁ 
3ÉÎÁÉÁ ɉÿÎÃÅÐÕÔá ÿÎ ΣΪΩΥ ĥÉ ÿÎÃÈÅÉÁÔá ÿÎ ΣΫΣΦɊȟ ÉÁÒ ÔÒÅÃÅÒÅÁ ÓÐÒÅ 4ÒÁÎÓÉÌÖÁÎÉÁ Ó-a 
ÆáÃÕÔ ÍÁÉ ÁÌÅÓ ÐÒÉÎ ÐÁÓÕÌ 0ÒÅÄÅÁÌ ɉ'ÈÉÄ ÄÅ ÁÒÈÉÔÅÃÔÕÒáȢȢȢ, 2020: 8). 

Conform legendei ÄÅ ÿÎÔÅÍÅÉÅÒÅȟ ÐáÓÔÒÁÔá ÿÎ ÌÏÃÁÌÉÔÁÔÅ ÿÎ ÄÏÕá ÖÁÒÉÁÎÔÅ 
ÌÁ ÄÁÔÁ ÃÅÒÃÅÔáÒÉÌÏÒ ÎÏÁÓÔÒÅ ÄÉÎ ÁÎÉÉ ΤΡΤΡ ĦÉ ΤΡΤΣȟ ÄÁÒ ÐÅ ÃÁÒÅ Ï ÁÆÌÁÓÅÍ ĥÉ ÄÉÎ 
ÃÏÍÕÎÁ ÖÅÃÉÎáȟ 3ÔÁÒÃÈÉÏÊÄȟ ÕÎÄÅ ÌÕÃÒáÍ ÐÅ ÔÅÒÅÎ ÿÎÃÅÐÝÎÄ ÄÉÎ ÁÎÕÌ ΤΡΣΥ 
ɉÂÅÎÅÆÉÃÉÉÎÄ ÄÅ ÁÖÁÎÔÁÊÕÌ Ãá ÕÎ ÃÏÌÅÇ ÄÅ ÅÃÈÉÐáȟ #ÒÉÓÔÉÁÎ -ÕĥÁȟ ÅÓÔÅ ÏÒÉÇÉÎÁÒ ÄÉÎ 
ÃÏÍÕÎáɊȟ ÓÁÔÕÌ "áÔÒÝÎÉ ɀ ÃÕ ÔÏÁÔÅ Ãá ÅÓÔÅ ÁÔÅÓÔÁÔ ÄÏÃÕÍÅÎÔÁÒ ÄÏÁÒ ÄÉÎ ΣΧΨΧȟ 
spre deosebire de Starchiojd, atestat din 1418 (Gârbea, 2015: 20) ɀ este, 
ÐÒÏÂÁÂÉÌȟ ÃÅÌ ÍÁÉ ÖÅÃÈÉ ÄÉÎÔÒÅ ÓÁÔÅÌÅ ÃÅ ÃÏÍÐÕÎ ĪÉÎÕÔÕÌ ȵ#ÈÉÏÊÄÕÒÉÌÏÒȱ ÄÉn plaiul 
Teleajenului. 

-ÏĥÎÅÎÉȟ ÏÁÍÅÎÉ ÌÉÂÅÒÉ ÃÅ-ĥÉ ÓÔáÐÝÎÅÁÕ ÔÅÒÉÔÏÒÉÉÌÅ ÄÉÎ ÈÏÔÁÒÅ ɉÐáĥÕÎÉÌÅ ĥÉ  
ÐáÄÕÒÉÌÅ ÄÅĪÉÎÕÔÅ ÄÅ ÃÏÍÕÎÉÔáĪÉÌÅ ÒÕÒÁÌÅ ÿÎÖÅÃÉÎÁÔÅɊ ÿÎ ÄÅÖáÌÍáĥÉÅ ÏÂĥÔÅÁÓÃáȟ 
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ÂáÔÒÝÎÅÎÉÉ ÓÅ ÃÏÎÆÒÕÎÔáȟ ÿÎÃÅÐÝÎÄ ÃÕ ÓÅÃȢ ÁÌ 86)))-ÌÅÁȟ ÃÕ ÉÎÅÇÁÌÉÔáĪÉÌÅ ÓÏÃÉÁÌe 
ÃÁÕÚÁÔÅ ÄÅ ÃÕÍÐáÒÁÒÅÁ ÐáÍÝÎÔÕÒÉÌÏÒ ÄÅ ÃáÔÒÅ ÃÅÉ ÃÕ ÓÌÕÊÂÅ ÄÏÍÎÅĥÔÉȡ ÃÝĪÉÖÁ 
ÄÉÎÔÒÅ ÐÒÏÐÒÉÅÔÁÒÉÉ ÌÏÃÁÌÉȟ ÓáÒáÃÉĪÉ ÄÅ ÂÉÒÕÒÉȟ ÓÕÎÔ ÎÅÖÏÉĪÉ Óá-ĥÉ ÖÝÎÄá ÃÅÌÏÒ ÂÏÇÁĪÉ 
ÄÒÅÐÔÕÒÉÌÅ ÄÅ ÍÏĥÔÅÎÉÒÅ ɉ'ÝÒÂÅÁȟ ΤΡΣΧȡ ΤΥ-ΤΦɊȢ 5ÎÕÌ ÄÉÎÔÒÅ ÒÅÐÒÅÚÅÎÔÁÎĪÉÉ 
ÁÃÅÓÔÏÒ ÂÏÇÁĪÉ ÁÃÁÐÁÒÁÔÏÒÉȟ ÒÅĪÉÎÕÔ ÄÅ ÆÏÌÃÌÏÒÕÌ ÌÏÃÁÌȟ ÅÓÔÅ ¤ÔÅÆÁÎ Macovei, 
ÓÌÕÊÂÁĦ ÁÌ ÍÁÒÅÌÕÉ ÂÁÎ $ÉÍÉÔÒÉÅ 'ÈÉÃÁȟ ÁÌÅ ÃáÒÕÉ ÃÒÕÚÉÍÅ ĥÉ ÌáÃÏÍÉÅ ÓÅ ÔÒÁÎÓÍÉÔ 
ÿÎ ÅÐÏÓÕÌ ÆÏÌÃÌÏÒÉÃ ÈÁÉÄÕÃÅÓÃȟ ÿÎ ÃÝÎÔÅÃÕÌ ÌÕÉ 'ÈÅÏÒÇÈÅÌÁĥȟ ÕÎÕÌ ÄÉÎÔÒÅ ÃÝÎÔÅÃÅÌÅ 
epice definitorii pentru repertoriul ÂáÔÒÝÎÅÎÉÌÏÒȢ Începând cu anul 1883, 
ÍÏĥÎÅÎÉÉ ÄÉÎ 3ÔÁÒÃÈÉÏÊÄ ĥÉ "áÔÒÝÎÉ ÓÅ ÌÕÐÔá ÿÍÐÏÔÒÉÖÁ ÁÂÕÚÕÒÉÌÏÒ ÂÏÉÅÒÉÌÏÒ ÄÉÎ 
ÎÅÁÍÕÌ -ÁÃÏÖÅÉ ĥÉ ÿÎÃÅÁÒÃá Óá-ĥÉ ÒÅÃÕÐÅÒÅÚÅ ÐáÍÝÎÔÕÒÉÌÅ ɉÿÎ ÓÐÅÃÉÁÌ ÍÕÎĪÉÉ ÄÅ 
ÐáĥÕÎÁÔȟ ÓÔáÐÝÎÉĪÉ ÄÅ ÅÉ ÿÎ ÄÅÖáÌÍáĥÉÅ ÄÉÎ ÔÉÍÐÕÒÉ ÓÔÒáÖÅÃÈÉɊȟ ÄÅÍÁÒÝÎÄ ÁÃĪÉÕÎÉ 
ÊÕÒÉÄÉÃÅ ÃÏÍÐÌÉÃÁÔÅ ÄÅ ÃÌÉÅÎÔÅÌÉÓÍÕÌ ÅÐÏÃÉÌÏÒȢ 0ÒÏÃÅÓÅÌÅ ÓÅ ÓÆÝÒĥÅÓÃ ÿÎ ÁÎÕÌ 
ΣΫΦΪȟ ÃÝÎÄ ,ÕÃÒÅĪÉÕ 0áÔÒáĥÃÁÎÕ ÌÅ ÖÁ ÄÁ ÃÝĥÔÉÇ ÄÅ ÃÁÕÚá ÍÏĥÎÅÎÉÌÏÒȟ ÿÎÓá ÎÏÕÌ 
ÒÅÇÉÍ ÐÏÌÉÔÉÃ ÖÁ ÁÄÕÃÅ ÆÏÁÒÔÅ ÃÕÒÝÎÄ ÃÏÌÅÃÔÉÖÉÚÁÒÅÁȟ ÃÏÎÆÉÓÃÝÎÄ ÐÅÎÔÒÕ ÿÎÃá 
patruzÅÃÉ ÄÅ ÁÎÉ ÐáÍÝÎÔÕÒÉÌÅ ÄÉÎ ÐÌÁÉÕÌ 4ÅÌÅÁÊÅÎÕÌÕÉ ɉ&ÌÏÒÅÓÃÕ-Pântece, 1992). 

!ÃÅÁÓÔá ÃÏÎÊÕÎÃÔÕÒá ÐÁÒÔÉÃÕÌÁÒá ÄÅ ÔÅÎÓÉÕÎÉ ÓÏÃÉÁÌÅ ÐÅÒÍÁÎÅÎÔÅȟ 
ÃÁÕÚÁÔÅ ÄÅ ÐÉÅÒÄÅÒÅÁ ÔÅÒÅÎÕÒÉÌÏÒ ÍÏĥÔÅÎÉÔÅȟ ÿÎ ÃÁÒÅ ÁÕ ÔÒáÉÔ ÂáÔÒÝÎÅÎÉÉ ĥÉ ÿÎÁÉÎÔÅ 
ÄÅ ÉÎÓÔÁÕÒÁÒÅÁ ÒÅÇÉÍÕÌÕÉ ÃÏÍÕÎÉÓÔ ĥÉ ÄÕÐá ÁÃÅÅÁȟ ÌÁ ÃÁÒÅ ÓÅ ÁÄÁÕÇá 
ÿÎÄÅÌÕÎÇÁÔÁ ÅØÉÓÔÅÎĪá Á ÓÁÔÕÌÕÉ ÌÏÒȟ ÃÅ-É ÅØÐÌÉÃá ÏÍÏÇÅÎÉÔÁÔÅÁ ÄÉÎ ÐÕÎÃÔ ÄÅ 
ÖÅÄÅÒÅ ÄÅÍÏÇÒÁÆÉÃ ĥÉ ÏÃÕÐÁĪÉÏÎÁÌȟ ÃÕ ÔÏÁÔá ÃÉÒÃÕÌÁĪÉÁ ÉÎÔÅÎÓá ĥÉ ÉÎÆÌÕÅÎĪÅÌÅ ɉÿÎ 
ÓÐÅÃÉÁÌ ÄÅ ÐÅÓÔÅ ÍÕÎĪÉȟ ÁÖÝÎÄ ÿÎ ÖÅÄÅÒÅ Ãá ÄÒÕÍÕÌ 4ÅÌÅÁÊÅÎÕÌÕÉ Á ÆÏÓt un 
important drum pastoral) ce s-au manifestat pe plan local, a favorizat, în 
ÐÒÉÖÉÎĪÁ ÃÏÎĪÉÎÕÔÕÌÕÉ ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÆÏÌÃÌÏÒÉÃ ÐÏÅÔÉÃÏ-ÍÕÚÉÃÁÌ ĥÉ ÎÁÒÁÔÉÖȟ Ï ÍÁÒÅ 
ÐÕÔÅÒÅ ÄÅ ÁÄÁÐÔÁÒÅ ÌÁ ÓÃÈÉÍÂÁÒÅȟ ÒÅÆÌÅÃÔÁÔá ÿÎ ÃÏÅØÉÓÔÅÎĪÁ ÕÎÏÒ ÐÉÅÓÅ 
ÔÒÁÄÉĪÉÏÎÁÌÅ ÃÕ ÕÎÅÌÅ ÄÉÎ ÁĥÁ-ÎÕÍÉÔÕÌ ȵÆÏÌÃÌÏÒ ÎÏÕȱȢ !ÓÔÆÅÌȟ ÿÎĪÅÌÅÇÅÍ 
ÃÏÎÔÅØÔÕÌ ÌÁÒÇ ĦÉ ÒÁĪÉÕÎÉÌÅ ÅÔÎÏÇÒÁÆÉÃÅ ÐÅÎÔÒÕ ÃÁÒÅ ÃÏÍÕÎÁ "áÔÒÝÎÉ Ó-a impusca 
ȵÖÁÔÒáȱ ÒÅÐÒÅÚÅÎÔÁÔÉÖá ÐÅÎÔÒÕ ÃÅÒÃÅÔÁÒÅÁ ÆÏÌÃÌÏÒÉÓÔÉÃá ÉÎÓÔÉÔÕĪÉÏÎÁÌÉÚÁÔá ÄÉÎ Á 
ÄÏÕÁ ÊÕÍáÔÁÔÅ Á ÓÅÃȢ 88Ȣ _Î ÐÒÉÍáÖÁÒÁ ÁÎÕÌÕÉ ΣΫΧΡ Ó-a derulat o cercetare de 
ÔÅÒÅÎ ÖÁÌÏÒÉÆÉÃÁÔá ÄÅ ÕÎ ÓÔÕÄÉÕ ÁÌ 0ÁÕÌÅÉ #ÁÒÐ ɉΣΫΧΩɊ ÄÅÖÅÎÉÔ ÐÒÉÎÃÉÐÁÌÁ ÒÅÆÅÒÉÎĪá 
ÐÅÎÔÒÕ ÆÏÎÄÕÌ ÄÅ ÄÏÃÕÍÅÎÔÅ ÓÏÎÏÒÅ ɉÆÏÎÏÇÒÁÍÅ ĥÉ ÍÁÇÎÅÔÏÇÒÁÍÅɊ ĥÉ ÆÏÎÄÕÌ 
ÐÁÐÅÔÁÒ ɉÄÉÖÅÒÓÅ ÔÉÐÕÒÉ ÄÅ ÆÉĥÅȟ ÐÒÉÎÔÒÅ ÃÁÒÅ ÆÉĥÅ ÄÅ ÉÎÆÏÒÍÁÔÏÒÉȟ ÉÎÃÌÕÚÝÎd 
ÆÏÔÏÇÒÁÆÉÉ ĥÉ ÆÉĥÅ ÄÅ ÉÎÆÏÒÍÁĪÉÉɊ ÄÅ ÌÁ "áÔÒÝÎÉ ÃÅ ÓÅ ÐáÓÔÒÅÁÚá ÿÎ !)%&Ȣ #ÒÉÔÅÒÉÕÌ 
ÄÕÐá ÃÁÒÅ Ó-ÁÕ ÏÒÉÅÎÔÁÔ ÃÅÒÃÅÔáÔÏÁÒÅÁ 0ÁÕÌÁ #ÁÒÐ ĥÉ ÃÏÌÅÇÉÉ ÅÉ ÄÅ ÅÃÈÉÐá ÄÉÎ 
ΣΫΧΡ ĥÉ ÄÉÎ ÁÎÉÉ ÕÒÍáÔÏÒÉ Á ÆÏÓÔ ÁÃÅÌÁ ÁÌ ÒÅÐÒÅÚÅÎÔÁÔÉÖÉÔáĪÉÉ ÐÅÎÔÒÕ ÃÁÒÁÃÔÅÒÕÌ 
sistemic al cuÌÔÕÒÉÉ ÐÏÐÕÌÁÒÅ ÔÒÁÄÉĪÉÏÎÁÌÅȟ ÃÕÌÅÇÝÎÄÕ-ÓÅ ÃÕ ÐÒÅÄÉÌÅÃĪÉÅ ÃÝÎÔÅÃÅÌÅ 
ÁÌÅ ÃáÒÏÒ ÖÅÒÓÕÒÉ ÉÌÕÓÔÒÁÕ ȵÁÓÐÅÃÔÅ ÔÉÐÉÃÅ ÁÌÅ ÖÉÅĪÉÉ ÓÏÃÉÁÌÅ ÄÉÎ ÔÒÅÃÕÔ Á 
ÂáÔÒÝÎÅÎÉÌÏÒȱ ɉ#ÁÒÐȟ ΣΫΧΩȡ ΩɊȢ  

_Î ÁÎÉÉ ÉÍÅÄÉÁÔ ÕÒÍáÔÏÒÉ ÉÎÓÔÁÕÒáÒÉÉ ÒÅÇÉÍÕÌÕÉ ÃÏÍÕÎÉÓÔȟ ÅÒÁ ÐÒÉÏÒÉÔÁÒȟ ÄÉÎ 
motivÅ ÐÏÌÉÔÉÃÅȟ Óá ÆÉÅ ÃÕÌÅÓÅ ȵÃÝÎÔÅÃÅÌÅ ÎÏÉȱȟ ÁÃÅÌÅÁ ȵÖÅÃÈÉȱ ÐÕÔÝÎÄ ÆÉ 
ÁÂÏÒÄÁÔÅ ÄÏÁÒ ÄÉÎ ÐÅÒÓÐÅÃÔÉÖÁ ÕÒÍáÒÉÒÉÉ ȵÅÖÏÌÕĪÉÅÉ ÆÏÌÃÌÏÒÕÌÕÉȱ ÓÕÂ ÁÓÐÅÃÔ 
muzical. Prin urmare, s-ÁÕ ÃÕÌÅÓ ĥÉ ÃÝÎÔÅÃÅ ȵÎÏÉȱȟ ÿÎ ÔÏÎ ÃÕ ÉÄÅÏÌÏÇÉÁ ÒÅÇÉÍÕÌÕÉ 
ÐÏÌÉÔÉÃ ÃÏÍÕÎÉÓÔ ɉȵ)ÎÔÅÒÎÁĪÉÏÎÁÌÁȱȟ ȵ#ÝÎÔÅÃÕÌ ÐÁÒÔÉÚÁÎÉÌÏÒȱȟ ȵ#ÝÎÔÅÃ ÐÅÎÔÒÕ 
ÐÁÃÅȱ ĥȢÁȢɊ  ɉ#ÁÒÐȟ ΣΫΧΩȡ ΣΣɊȟ ÄÁÒ ÍÅÔÏÄÁ ÃÏÍÐÁÒÁĪÉÅÉ ÿÎÔÒÅ ÔÒÅÃÕÔ ĥÉ ÐÒÅÚÅÎÔ Á 



112        ETHNOMOUSIKOLOGION 
 

furnizat în acel context de constrângeri ideologice un pretext oportun pentru 
Á ÓÅ ÓÁÌÖÁȟ ÐÅ ÃÉÌÉÎÄÒÉ ÄÅ ÆÏÎÏÇÒÁÆ ĥÉȾ ÓÁÕ ÂÁÎÄá ÄÅ ÍÁÇÎÅÔÏÆÏÎȟ ĥÉ ÒÅÐÅÒÔÏÒÉÕÌ 
ÌÏÃÁÌ ÔÒÁÄÉĪÉÏÎÁÌȟ ÁÌáÔÕÒÉ ÄÅ ÁÃÅÌÁ ÃÏÎÊÕÎÃÔÕÒÁÌȢ  

_Î ÇÅÎÅÒÁÌȟ ÒÁÐÏÒÔÁÒÅÁ ÂáÔÒÝÎÅÎÉÌÏÒ ÌÁ ÃÝÎÔÅÃ Á ÆÏÓÔ ÕÎÁ ÄÉÎÁÍÉÃáȡ ÅÉ ÁÕ 
adaptat permanent vechile linii melodice la versuri concordante cu 
ÓÅÎÓÉÂÉÌÉÔÁÔÅÁ ÉÎÔÅÒÐÒÅĪÉÌÏÒ ÄÉÎ ÇÅÎÅÒÁĪÉÉÌÅ ÍÁÉ ÔÉÎÅÒÅȡ ȵ#ÝÎͻ Ó-a-ÎÖÅÃÈÉÔȟ ÁĦÁȟ ÄÅ-
Ï ÌÕÎá ÄÅ ÚÉÌÅȟ ÆÅÔÅÌÅ ÓÃÏÒÎÅÓÃ ÁÌÔÅÌÅȢ ɍȢȢȢɎ 0ÝÎá ÃÝÎÄ ÿÎÖÁĪá ÃÝÎÔÅÃÕÌ ÂÉÎÅȟ ÅÌ Ó-a 
ĦÉ ÿÎÖÅÃÈÉÔȟ ĦÉ ÄÁÃá ÿÌ ÃÝÎÔá ÍÁÉ ÍÕÌÔá ÖÒÅÍÅȟ ÆÅÔÅÌÅ ÓÐÕÎȡ ȺáÓÔÁ ÉÅ ÄÅ ÃÝÎÄ ÉÅÒÁ 
ÍÁÍÁ ÆÁÔá ÍÁÒÅȻȱ ɉ!)%&ȟ ) ΣΦΧΤΥȟ ÉÎÆȢ 2ÏÄÉÃÁ 3ÐÝÎÕȟ ΣΦ ÁÎÉȟ ÏÒÉÇȢ ÃÏÍȢ "áÔÒÝÎÉȟ 
ÊÕÄȢ 0ÒÁÈÏÖÁȟ ÃÕÌÅÇȢ 0Ȣ #ÁÒÐȟ -Ȣ 2ÁÂÉÎÏÖÉÃÉȟ "áÔÒÝÎÉȟ ΥȢΣΣȢΣΫΧΤȢ 4ÒÁÎÓÃÒÉÅÒÅ ÄÅ 
)ÏÁÎÁ &ÒÕÎÔÅÌÁÔáȟ ΥȢΡΤȢΤΡΤΣɊȢ 3ÁÕȡ ȵ-ÉÌÏÄÉÉÌÅ ÓÕÎÔ ÔÏÔ ÁÌÅÁ ÖÅÃÈÉȟ ÄÏÁÒ ÖÏÒÂÅÌÅ 
ÓÕÎÔ ÁÌÔÆÅÌȢ &ÅÔÅÌÅ ÌÅ ÃÏÍÐÕÎÅ ÁĦÁȟ ÕÎÁ ÄÉ ÌÁ ÁÌÔÁȢ 5ÎÅÌÅ ÌÅ place, altele nu, 
ÁÔÕÎÃÉ ÌÅ ÓÃÈÉÍÂáȱ !)%&ȟ ) ΣΦΧΤΥȟ ÉÎÆȢ 2ÏÄÉÃÁ 3ÐÝÎÕȟ ΣΦ ÁÎÉȟ ÏÒÉÇȢ ÃÏÍȢ "áÔÒÝÎÉȟ 
ÊÕÄȢ 0ÒÁÈÏÖÁȟ ÃÕÌÅÇȢ 0Ȣ #ÁÒÐȟ -Ȣ 2ÁÂÉÎÏÖÉÃÉȟ "áÔÒÝÎÉȟ ΥȢΣΣȢΣΫΧΤȢ 4ÒÁÎÓÃÒÉÅÒÅ ÄÅ 
)ÏÁÎÁ &ÒÕÎÔÅÌÁÔáȟ ΥȢΡΤȢΤΡΤΣɊȢ  

$ÉÎÁÍÉÃÁ ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÄÅ ÃÒÅÁĪÉÉ ÏÒÁÌÅ ÐÏÅÔÉc-ÍÕÚÉÃÁÌÅ ÄÉÎ "áÔÒÝÎÉ ÅÓÔÅȟ 
ÆáÒá ÿÎÄÏÉÁÌáȟ ÒÅÐÒÅÚÅÎÔÁÔÉÖá ÐÅÎÔÒÕ ÔÒÁÎÓÆÏÒÍáÒÉÌÅ ÆÏÌÃÌÏÒÕÌÕÉ ÒÏÍÝÎÅÓÃ ÄÉÎ Á 
ÄÏÕÁ ÊÕÍáÔÁÔÅ Á ÓÅÃȢ 88 ĦÉ ÍÅÒÉÔá ÃÏÎÓÅÍÎÁÔá ÃÝÔ ÍÁÉ ÄÅÔÁÌÉÁÔȢ !ĥÁ ÃÕÍ 
ÓÐÕÎÅÁ #ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕȟ ÃÏÍÅÎÔÝÎÄ ȵÖÉÁĪÁ ÍÕÚÉÃÁÌáȱ Á $ÒáÇÕĥÕÌÕÉȟ 
cercetarÅÁ ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÕÎÕÉ ÓÉÎÇÕÒ ÓÁÔ Äá ÓÅÁÍÁ ÄÅ ȵÃÏÎÄÉĪÉÁ ÆÁÐÔÅÌÏÒ 
ÁÒÔÉÓÔÉÃÅȱ ĥÉ ÏÂÉÅÃÔÕÌ ÃÅÒÃÅÔáÒÉÉ ÎÕ ÅÓÔÅ ȵÎÕÍÁÉ ÁÒÔÁȱȟ ÃÉ ÍÁÉ ÁÌÅÓȟ ÿÎĪÅÌÅÇÅÒÅÁ 
ȵÃÏÍÐÏÒÔÁÍÅÎÔÕÌÕÉ ÓÐÉÒÉÔÕÁÌ ÁÌ ÕÎÕÉ ÃÏÍÐÌÅØ ÓÏÃÉÁÌ ÄÁÔȟ ÁĥÁ ÃÕÍ ÓÅ ÏÆÅÒá ÅÌ 
ÏÂÓÅÒÖÁĪÉÅÉȱ ɉ"ÒáÉÌÏÉÕȟ ΣΫΩΫȡ ΣΡΣɊȢ 

2%0%24/2)5, 0/%4)# &/,#,/2)# $). "A42=.)ȡ 0)%3% $). !2()6A 
ACTUALIZATE PE TEREN 

2ÅÆÅÒÉÔÏÒ ÌÁ ÃÝÎÔÅÃÅÌÅ ȵÖÅÃÈÉȱ ÁÌÅ ÂáÔÒÝÎÅÎÉÌÏÒȟ ÁÐÒÅÃÉÅÍ Ãá ÁÃÅÓÔÅÁ 
ÃÏÎÓÔÉÔÕÉÅȟ ÄÉÎ ÐÕÎÃÔ ÄÅ ÖÅÄÅÒÅ ÐÏÅÔÉÃȟ ÕÎ ÉÍÐÏÒÔÁÎÔ ÒÅÐÅÒÔÏÒÉÕ ÔÒÁÄÉĪÉÏÎÁÌȟ ÿÎ 
ÓÐÅÃÉÁÌ ÿÎ ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÃÒÅÁĪÉÁ ÎÅÒÉÔÕÁÌáȟ ÒÅÓÐÅÃÔÉÖ ÃÝÎÔÅÃÕÌ ÅÐÉÃ ĦÉ ÃÝÎÔÅÃÕÌ 
ÌÉÒÉÃȟ ÃÏÎĪÉÎÕÔÕÒÉÌÅ ÐÉÅÓÅÌÏÒ ÄÉÎ ÃÅÌÅ ÄÏÕá ÃÁÔÅÇÏÒÉÉ ÏÒÇÁÎÉÚÝÎÄÕ-se, în opinia 
ÎÏÁÓÔÒáȟ ÿÎ ÊÕÒÕÌ ÔÅÍÅÉ ȵÄÅÐáÒÔáÒÉÉȱȟ ÆÉÅ Ãá ÁÃÅÁÓÔÁ ÅÓÔÅ ÅØÐÒÉÍÁÔá ÄÅ ÍÉĥÃáÒÉÌÅ  
ÐÁÓÔÏÒÁÌÅȟ ÐÌÅÃÁÒÅÁ ÿÎ ÁÒÍÁÔáȟ ÿÎÓÔÒáÉÎÁÒÅÁ ÄÅ ÓÐÁĪÉÕÌ ÎÁÔÁÌ ɉÐÒÉÎ ÃáÓáÔÏÒÉÅ ÏÒÉ 
ÄÅÐÌÁÓÁÒÅ ÌÁ ÍÕÎÃáɊȟ ÄÅÓÐáÒĪÉÒÅÁ ÃÅÌÏÒ ÃÅ ÓÅ ÉÕÂÅÓÃ ÏÒÉ ȵÐÅÔÒÅÃÅÒÅÁȱ ÄÅÆÉÎÉÔÉÖá 
ÓÐÒÅ ȵÌÕÍÅÁ ÄÅ ÄÉÎÃÏÌÏȱȢ  

&ÁÐÔÕÌ Ãá ÎÕ Ó-ÁÕ ÐáÓÔÒÁÔȟ ÿÎ ÅÇÁÌá ÍáÓÕÒáȟ ÿÎ ÆÏÎÄÕÒÉÌÅ !)%&ȟ ĦÉ ÐÉÅÓÅ 
ÒÉÔÕÁÌÅ ÄÉÎ "áÔÒÝÎÉȟ ÓÅ ÅØÐÌÉÃá ÐÒÉÎ ÇÒÉÌÁ ÉÄÅÏÌÏÇÉÃá ÉÍÐÕÓá ÄÅ ÌÁ ÎÉÖÅÌ ÐÏÌÉÔÉÃ 
ÁÓÕÐÒÁ ÿÎÔÒÅÇÉÉ ÁÃÔÉÖÉÔáĪÉ ĦÔÉÉÎĪÉÆÉÃÅ ĦÉ ÃÕÌÔÕÒÁÌÅȟ ÿÎ ÄÅÃÅÎÉÕÌ ĦÁÓÅ ÁÌ ÓÅÃȢ 88ȟ ÃÅÌ 
mai dur al comunismului românesc. Vom privi, în continuare, repertoriul poetic 
ÒÅÐÒÅÚÅÎÔÁÔÉÖ ÃÕÌÅÓ ÄÉÎ "áÔÒÝÎÉ ÐÒÉÎ ÒÁÐÏÒÔÁÒÅÁ ÌÁ ÔÉÐÏÌÏÇÉÉÌÅ ȵ-ÉÏÒÉĪÅÉȱȟ ÁÌÅ 
ÃÝÎÔÅÃÕÌÕÉ ÅÐÉÃ ĦÉ ÂÁÌÁÄÅÉ ÆÁÍÉÌÉÁÌÅȟ ĦÉ ÒÅÓÐÅctiv, a liricii de dragoste. În aceste 
ÔÉÐÏÌÏÇÉÉ ÇáÓÉÍ ÎÕÍÅÒÏÁÓÅ ÅØÅÍÐÌÅ ÄÉÎ ÌÏÃÁÌÉÔÁÔÅȟ ÐÒÅÌÕÁÔÅ ÄÉÎ ÆÏÎÄÕÒÉÌÅ !)%&Ȣ 

Cântecul epic 
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-ÁÔÅÒÉÁÌÕÌ ÁÒÈÉÖÁÔ ÒÅÌÉÅÆÅÁÚá ÄÏÕá ÐÉÅÓÅ ÒÅÐÒÅÚÅÎÔÁÔÉÖÅ ÐÅÎÔÒÕ ÅÐÏÓÕÌ 
ÖÅÒÓÉÆÉÃÁÔ ÄÉÎ "áÔÒÝÎÉȟ ÁÍÂÅÌÅ ÄÅÚÖÏÌÔÁÔÅ ÿÎÔÒ-un peisÁÊ ÐÁÓÔÏÒÁÌȡ ȵ-ÉÏÒÉĪÁȱ ĥÉ 
ȵ'ÈÅÏÒÇÈÅÌÁĥȱȢ 

-ÉÏÒÉĪÁ 
_Î ÔÉÐÏÌÏÇÉÁ ÆÏÌÃÌÏÒÉÓÔÉÃá ÐÏÅÔÉÃá Á ȵ-ÉÏÒÉĪÅÉȱȟ ÒÅÁÌÉÚÁÔá ÄÅ !ÄÒÉÁÎ &ÏÃÈÉȟ 

ÁÐÁÒ ÄÏÕá ÖÁÒÉÁÎÔÅ ɉ###,8886))Ȣ -ÕÎÔȢ ΥΩ Á ĦÉ ###,8886)))Ȣ -ÕÎÔȢ ΥΩ ÂɊ ÃÕÌÅÓÅ 
ÄÅ ÌÁ ÄÏÕá ÆÅÍÅÉ ÏÒÉÇÉÎÁÒÅ ÄÉÎ 3ÔÁÒÃÈÉÏÊÄ ɉ-ÁÒÉÁ 'ÈȢ 6ÏÉÎÅÁȟ ÎȢ ΣΪΩΥ ĥÉ 3ÏÆÉÃÁ 
3ÔÒÅÁÊáȟ ÎȢ ΣΫΣΥɊȟ ÄÁÒ ÃÁÒÅ ÁÕ ÆÏÓÔ ÿÎÒÅÇÉÓÔÒÁÔÅ ÌÁ "áÔÒÝÎÉ ÿÎ ÁÎÕÌ ΣΫΧΡȟ ÄÅ 0ÁÕÌÁ 
#ÁÒÐ ɉÐÒÉÍÁɊ ĦÉ 0ÁÕÌÁ #ÁÒÐ ĦÉ "ÏÒÉÓ -ÁÒÃÕ ɉÁ ÄÏÕÁɊ ɉ&ÏÃÈÉȟ ΣΫΨΦȡ ΩΩΩ-779). Din 
ÐÅÒÓÐÅÃÔÉÖÁ ÕÎÅÉ ÿÎÃÁÄÒáÒÉ ÍÏÎÏÇÒÁÆÉÃÅȟ ÎÕ ÐÕÔÅÍ ÔÒÁÓÁ Ï ÄÅÌÉÍÉÔÁÒÅ ÉÄÅÎÔÉÔÁÒá 
ÿÎÔÒÅ 3ÔÁÒÃÈÉÏÊÄ ĦÉ "áÔÒÝÎÉȟ ÄÏÕá ÌÏÃÁÌÉÔáĪÉ ÿÎÒÕÄÉÔÅ ÐÒÉÎ ÇÅÏÇÒÁÆÉÅȟ ÉÓÔÏÒÉÅȟ ÔÒÁÄÉĪÉÉ 
ÍÏĥÔÅÎÉÔÅ ĥÉ ÅÖÏÌÕĪÉÅ ÓÏÃÉÁÌá ĥÉ ÃÁÒÅ ÁÕ ÁÃÅÌÁĥÉ ȵÍÉÔ ÆÏÎÄÁÔÏÒȱ ÅØÐÒÉÍÁÔ ÿÎÔÒ-o 
ÌÅÇÅÎÄá ÄÅ ÿÎÔÅÍÅÉÅÒÅ ÃÕ ÎÕÍÅÒÏÁÓÅ ÖÁÒÉÁÎÔÅȟ ÃÅ ÐÅÒÓÏÎÉÆÉÃá  3ÔÁÒÃÈÉÏÊÄÕÌ ÃÁ 
ÐÅ ȵÆÉÕÌ ÃÅÌ ÍÁÉ ÍÁÒÅȱ ÁÌ ȵ"áÔÒÝÎÉÌÏÒȱȢ $ÉÎ ÁÃÅÓÔ ÍÏÔÉÖȟ ÐÕÔÅÍ ÃÏÎÓÉÄÅÒÁ ÃÅÌÅ 
ÄÏÕá ÖÁÒÉÁÎÔÅ ÁÌÅ ȵ-ÉÏÒÉĪÅÉȱ ÃÅ ÐÒÏÖÉÎ ÄÉÎ 3ÔÁÒÃÈÉÏÊÄ ÃÁ ÆÉÉÎÄ ÒÅÐÒÅÚÅÎÔÁÔÉÖÅ ĥÉ 
ÐÅÎÔÒÕ ÒÅÐÅÒÔÏÒÉÕÌ ÂáÔÒÝÎÅÎÉÌÏÒȢ $Å ÁÌÔÆÅÌȟ ÄÉÓÃÕÔÝÎÄ ÃÕ ÂáÔÒÝÎÅÎÉÉ ÄÅÓÐÒÅ 
ȵ-ÉÏÒÉĪÁȱȟ 0ÁÕÌÁ #ÁÒÐ ÁÆÌá Ãáȟ ÿÎ "áÔÒÝÎÉȟ ÁÃÅÁÓÔÁ ÓÅ ÃÝÎÔá ÍÁÉ ÍÕÌÔ ÐÅ ÌÁ ÎÕÎĪÉ 
ɉ#ÁÒÐȟ ΣΫΧΩȡ ΥΦɊȟ ÿÎÃÁÄÒÁÒÅÁ ÿÎ ÃÏÎÔÅØÔ ÒÉÔÕÁÌ ÁÒÇÕÍÅÎÔÝÎÄȟ ÿÎ ÏÐÉÎÉÁ ÎÏÁÓÔÒáȟ 
ÌÏÃÕÌ ÉÍÐÏÒÔÁÎÔ ÏÃÕÐÁÔ ÄÅ ÓÕÂÉÅÃÔÕÌ ÍÉÏÒÉÔÉÃ ÿÎ ÐÒÅÆÅÒÉÎĪÅÌÅ ÁÓÃÕÌÔáÔÏÒÉÌÏÒ 
locali.  

3ÏÆÉÃÁ 3ÔÒÅÁÊá ÃÝÎÔá ȵ2ÉĪÁ--ÉÏÒÉĪÁȱ ÓÔÒÕÃÔÕÒÝÎÄ ÃÏÎĪÉÎÕÔÕÌ ÐÏÅÔÉÃ ÿÎ ÊÕÒÕÌ 
Á ÔÒÅÉ ÍÏÔÉÖÅȡ ÄÉÁÌÏÇÕÌ ÃÕ ÏÁÉÁ ÎáÚÄÒáÖÁÎáȟ ÔÅÓÔÁÍÅÎÔÕÌ ÃÉÏÂÁÎÕÌÕÉ ĦÉ ÍÁÉÃÁ 
ÂáÔÒÝÎáȟ ÌÁ ÃÁÒÅ ÓÅ ÁÄÁÕÇá ĥÉ ÕÎ ÒÕÄÉÍÅÎÔ ÁÌ ÍÏÔÉÖÕÌÕÉ ȵÐÏÒÔÒÅÔÕÌ 
ÃÉÏÂáÎÁĦÕÌÕÉȱȢ _Î ÖÁÒÉÁÎÔÁ ÿÎÒÅÇÉÓÔÒÁÔá ÄÅ #ÏÎÓÔÁÎÔÉÎ "áÒÂÕÌÅÓÃÕ ÿÎ ΣΫΧΤ, de la 
ÁÃÅÅÁĥÉ ÉÎÔÅÒÐÒÅÔáȟ ÐÏÒÔÒÅÔÕÌ ÃÉÏÂáÎÁĦÕÌÕÉ ÎÕ ÍÁÉ ÁÐÁÒÅȟ ÆÉÉÎÄ ÿÎÌÏÃÕÉÔ ÃÕ Ï 
ÓÉÎÔÅÚá Á ÍÏÔÉÖÕÌÕÉ ÍÏÒĪÉÉ-ÎÕÎÔáȢ Variantele interpretate de Maria Gh. Voinea 
ɉÕÎÁ ÿÎÒÅÇÉÓÔÒÁÔá ÿÎ ΣΫΧΡ ÄÅ 0ÁÕÌÁ #ÁÒÐ ĥÉ ÃÅÁÌÁÌÔá ÿÎÒÅÇÉÓÔÒÁÔá ÿÎ ΣΫΧΤ ÄÅ 
#ÏÎÓÔÁÎÔÉÎ "áÒÂÕÌÅÓÃÕȟ ÁÍÂÅÌÅ ÆÉÉÎÄ ÐáÓÔÒÁÔÅ ÿÎ !)%&Ɋ ÄÅÚÖÏÌÔá ÁÃÅÌÅÁĦÉ 
ÍÏÔÉÖÅȟ ÿÎÔÒÅ ÃÁÒÅ ÒÅÃÕÎÏÁĥÔÅÍ ÃÅÎÔÒÁÌÉÔÁÔÅÁ ÍÏÔÉÖÕÌÕÉ ÔÅÓÔÁÍÅÎÔÁÒȟ ȵÍÏÔÉÖÕÌ 
ÍÉÏÒÉÔÉÃȱ ÐÒÏÐÒÉÕ-ÚÉÓȟ ÎÅÌÉÐÓÉÔ ÄÉÎ ÎÉÃÉÏ ÖÁÒÉÁÎÔá ÃÏÎÓÅÍÎÁÔá ÄÅ ÔÉÐÏÌÏÇÉÁ ÌÕÉ 
Adrian Fochi. În plus, Maria Gh. Voinea incluÄÅ ÿÎ ÃÏÎĪÉÎÕÔ ĥÉ ÍÏÔÉÖÕÌ ÆÌÕÉÅÒÅÌÏÒ 
ÁĦÅÚÁÔÅ ÿÎ ÌÏÃÕÌ ÿÎÇÒÏÐáÒÉÉ ĦÉ ÃÏÍÕÎÉÃÝÎÄȟ ÐÒÉÎ ÁÃĪÉÕÎÅÁ ÖÝÎÔÕÌÕÉȟ ÃÕ ȵÌÕÍÅÁ ÄÅ 
ÄÉÎÃÏÌÏȱȡ ȵ2ÉĪáȟ ÍÉÏÒÉĪáȟȾ 3á ÌÅ ÓÐÕÉȟ ÄÒáÇÕĪáȟȾ 3á ÌÅ ÓÐÕÉ ÃÕÒÁÔÕȾ $Å Í-or omorî/ 
3á Íá-ngroape-n strunga oilor/ În strunga oilor,/ În jocÕÌ ÍÉÅÉÌÏÒȾ 2ÉĪáȟ ÍÉÏÒÉĪáȟȾ 
"ÕÃÉÕÍÁĥÕ ÍÉÅÕȾ _ÎÔÒ-ÕÎ ÐáÌÔÉÏÒÕȾ 6ÝÎÔÕ-o adia/ Buciumu-o cânta/ Oili s-or 
aduna/ Oili s-ÏÒ ÓÔÒÝÎÇÅȾ 0á ÍÏÒÍÝÎÔ Ó-ÏÒ ÓÔÒÝÎÇÅȾ 0á ÍÉÎÅ Í-or plânge/ Cu 
ÌÁÃÒáÍÉ ÄÉ ÓÝÎÇÅȾ 2ÉĪáȟ ÍÉÏÒÉĪáȟȾ &ÌÕÉÅÒÁĥÕÌ ÍÅÕȟȾ 0-un rozor de grâu,/ FluierÁĥ ÄÉ 
ÏÓÕȟȾ -ÕÌÔ ÃÝÎÔá ÄÕÉÏÓÕȾ &ÌÕÉÅÒÁĥ ÄÅ ÆÁÇÕȟȾ -ÕÌÔ ÃÝÎÔá ÃÕ ÄÒÁÇÕȱȢ 

'ÈÅÏÒÇÈÅÌÁĦ 
_Î ÔÉÐÏÌÏÇÉÁ ÃÝÎÔÅÃÕÌÕÉ ÅÐÉÃ ÅÒÏÉÃȟ ÁÌÃáÔÕÉÔá ÄÅ !ÌȢ )Ȣ !ÍÚÕÌÅÓÃÕ ɉΣΫΪΣɊȟ ÌÁ 

tipul 98 (99) ɀ ȵ'ÈÅÏÒÇÈÅÌÁĥȱȟ ÁÐÁÒ ÒÅÆÅÒÉÎĪÅ ÌÁ ÒÅÐÅÒÔÏÒÉÕÌ ÂáÔÒÝÎÅÎÉÌÏÒȟ 
ÁÎÕÍÅ ÌÁ Ï ÆÏÎÏÇÒÁÍá ĥÉ ÐÁÔÒÕ ÿÎÒÅÇÉÓÔÒáÒÉ ÐÅ ÂÁÎÄá ÄÅ ÍÁÇÎÅÔÏÆÏÎ ÄÉÎ !)%&Ȣ 
0ÅÎÔÒÕ ÅØÅÍÐÌÉÆÉÃÁÒÅÁ ÔÉÐÕÌÕÉȟ ÅÓÔÅ ÁÌÅÁÓá ÖÁÒÉÁÎÔÁ ÃÕÌÅÁÓá ÿÎ ΣΫΧΤ ÄÅ #Ȣ 
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"áÒÂÕÌÅÓÃÕ ÄÅ ÌÁ ÕÎ ÐÕÒÔáÔÏÒ ÄÅ ÐÁÔÒÉÍÏÎÉÕ ÅØÃÅÐĪÉÏÎÁÌȟ 'ÈȢ 2áÄÏÉÁĥȟ ɉÎȢ Υ 
octombrie 1889, d. cca 1979), cioban de meserie, cu un repertoriu muzical epic 
ĥÉ ÌÉÒÉÃȟ ÄÁÒ ĥÉ ÕÎ ÒÅÐÅÒÔÏÒÉÕ ÎÁÒÁÔÉÖ ÒÅÍÁÒÃÁÂÉÌ ĥÉ ÓÔÕÄÉÁÔȟ ÄÅ ÁÓÅÍÅÎÅÁȟ ÄÅ 
ÆÏÌÃÌÏÒÉĥÔÉÉ ÁÎÉÌÏÒ ΣΫΧΡȢ #ÏÎĪÉÎÕÔÕÌ ÃÝÎÔÅÃÕÌÕÉ ÅÐÉÃ ȵ'ÈÅÏÒÇÈÅÌÁĥȱ ÅÓÔÅ ÒÅÚÕÍÁÔ 
ÁÓÔÆÅÌ ÄÅ ÃáÔÒÅ !ÌȢ )Ȣ !ÍÚÕÌÅÓÃÕȡ ȵ(ÁÉÄÕÃÕÌ 'ÈÅÏÒÇÈÅÌÁĥ ɉÃáÐÉÔÁÎ 'ÈÅÏÒÇÈÉĪáɊ 
ÓÕÉÅ ÄÅÁÌÕÌ )ÓÔÒÉĪÅÉ ÿÎ ÃáÕÔÁÒÅÁ ÌÕÉ -ÁÃÏÖÅÉȟ ÐÝÒÃáÌÁÂ ÄÅ ÓÁÔȢ ,Á ÓÔÝÎÁ ÌÕÉ ÍÏĥ 
2ÁÄÕ ɉÍÏĥ 3ÔÁÎɊ ÓÅ ÁĥÅÁÚá ÌÁ ÍÁÓáȟ ÁÓÉÇÕÒÁÔ ÄÅ ÃÉÏÂÁÎ Ãá ÎÕ ÁÄáÐÏÓÔÅĥÔÅ 
ÎÉÃÉÕÎ ÓÔÒáÉÎȢ $ÅÓÃÏÐÅÒÉÎÄ ÐÅ ÖÒáÊÍÁĥÕÌ ÓáÕ ÁÓÃÕÎÓ ÿÎ ÔÝÒÌáȟ ÈÁÉÄÕÃÕÌ ÿÌ ÊÕÄÅÃá 
pentru samavolnicÉÉÌÅ ÌÕÉ ĥÉ ÿÌ ÕÃÉÄÅȟ ÐÅÄÅÐÓÉÎÄ ĥÉ ÐÅ ÇÁÚÄÁ ÎÅÃÉÎÓÔÉÔáȱ 
(Amzulescu, 1981: 129-130). 

4ÅØÔÕÌ ÖÁÒÉÁÎÔÅÉ ÃÕÌÅÓÅ ÄÅ 0ÁÕÌÁ #ÁÒÐ ĥÉ 'ÈÉÚÅÌÁ 3ÕÌÉĪÅÁÎÕ ÿÎ ΣΫΧΨ ÌÁ 
"ÕÃÕÒÅĥÔÉ ɉ!)%& ÍÇȢ ΨΨΣ ÁɊȟ ÔÏÔ ÄÅ ÌÁ 'ÈÅÏÒÇÈÅ 2áÄÏÉÁĥȟ ÐÏÁÔÅ ÆÉ ÃÏÍÐÁÒÁÔ ÃÕ 
acela din tipologia lui AÌȢ )Ȣ !ÍÚÕÌÅÓÃÕȟ ÄÁÔÁÔ ΣΫΧΤ ɉ!)%& ÍÇȢ ΨΣΪ ÆɊȢ 3Å ÒÅÍÁÒÃá 
ÉÍÅÄÉÁÔ Ãá ÄÉÆÅÒÅÎĪÅÌÅ ÓÕÎÔ ÆÏÁÒÔÅ ÍÉÃÉ ÿÎÔÒÅ ÃÅÌÅ ÄÏÕá ÖÁÒÉÁÎÔÅ ÿÎÒÅÇÉÓÔÒÁÔÅ ÌÁ 
ÄÉÓÔÁÎĪá ÄÅ ÐÁÔÒÕ ÁÎÉȢ $ÉÎ ÖÁÒÉÁÎÔÁ ÍÁÉ ÔÝÒÚÉÅ ÌÉÐÓÅÓÃ ÐÁÔÒÕ ÖÅÒÓÕÒÉ ÄÉÎ ÐÁÒÔÅÁ 
ÆÉÎÁÌáȟ ÃÝÎÄ 'ÈÅÏÒÇÈÅÌÁĥ ÿÌ ÊÕÄÅÃá ÐÅ Macovei pentru modul crud în care se 
ÐÕÒÔÁÓÅ ÃÕ ÅÌȟ ÖÅÒÓÕÒÉ ÐÅ ÃÁÒÅ ÌÅ ÎÏÔáÍ ÿÎ ÃÏÎÔÉÎÕÁÒÅ ÃÕ ÌÉÔÅÒÅ ÃÕÒÓÉÖÅ ɉÉÔÁÌÉÃÅɊȡ 
ȵ#ÝÎÄ ÅÒÁÍ ÎÏÉ ĦÁÐÔÅ ÆÒÁĪÉȾ ¥É ÔÕ ÎÅ ÐÕÒÔÁÉ ÌÅÇÁĪÉȾ $ÉÎ 'ÉÕÒÇÉÕ ÐÝÎá-Î 'ÁÌÁĪÉ / M-
ÁÐÌÅÃÁÍ ÃÁ Óá ÂÅÁÕ ÁÐáȟȾ 4Õ-m' dideai cu tocu-Î ÃÉÁÆáȾ ¤É ÂÅÁÍ ÁÐá ÓÝÎÇÅÒÁÔáȾ #Õ 
ÍáÓÅÌÅ-ÁÍÅÓÔÉÃÁÔáȦ ɉȢȢȢɊȱȢ 

 $ÅÓÐÒÅ ȵ'ÈÅÏÒÇÈÅÌÁĦȱȟ ÂáÔÒÝÎÅÁÎÕÌ 'ÈȢ -ÿÚÇÏÉ ɉÎȢ ΣΫΤΡɊ ÓÐÕÎÅÁ ÿÎ ÁÎÕÌ 
ΣΫΧΤ Ãáȡ ȵ0ÏÖÅÓÔÅÁ Ï ĦÔÉÅ ÔÏÁÔá ÌÕÍÅÁ ÄÅ Ð-ÁÉÃÉȟ Ãá ÓÁÔÅÌÅ ÁÓÔÅÁ ÌÕÃÒÁÕ ÌÁ ÅÌ ɍÌÁ 
ÂÏÉÅÒÕÌ -ÁÃÏÖÅÉɎȢ $Å ÃÝÎÔÁÔ ÍÁÉ ÍÕÌÔ áÉ ÂáÔÒÝÎÉ Ï ĦÔÉÕȢ 3á ÃÝÎÔÁ ÍÕÌÔ ÃÝÎÄ ÅÒÁÍ 
ÅÕ ÃÏÐÉÌȢ 0á ÌÁ ÎÕÎĪÉȢ ¥É ÌáÕÔÁÒÉÉ ÿÌ ĦÔÉÁÕȱ ɉÆÏÎÄÕÌ ÄÅ ÉÎÆÏÒÍÁĪÉÉ ÁÌ !)%&ȟ ÎÒȢ ) ΣΦΧΧΦȟ 
ÃÕÌÅÇáÔÏÒ 'ÈÉÚÅÌÁ 3ÕÌÉĪÅÁÎÕȟ ΥȢΣΣȢΣΫΧΤȟ "áÔÒÝÎÉɊȢ 

ȵ"ÁÌÁÄÁ ÌÕÉ 'ÈÅÏÒÇÈÉÌÁĦȱ ɉÿÎ ÄÏÕá ÖÁÒÉÁÎÔÅȟ ÃÕÌÅÓÅ ÄÅ ÌÁ 'ÈÅÏÒÇÈÅ 
-ÿÚÇÏÉɊ ÅÓÔÅ ÐáÓÔÒÁÔá ĥÉ ÿÎ ÐÒÅÚÅÎÔ ɉÁÎÉÉ ΤΡΤΡ-2021), în repertoriul interpretei 
Ica Vasile. 

Cântecul liric 
-ÏÔÉÖÕÌ ÍÉÏÒÉÔÉÃȡ ȵ#ÉÏÂáÎÁĦ ÄÅ ÌÁ ÍÉÏÒÉȱ 

DÏÉ ÄÉÎÔÒÅ ÉÎÔÅÒÌÏÃÕÔÏÒÉÉ ÎÏĦÔÒÉ ÄÉÎ "áÔÒÝÎÉ ÄÉÎ ÁÎÕÌ ΤΡΤΡȟ 4ÅÏÄÏÒ 
-ÁÎÏÌÁÃÈÅ ĦÉ )ÃÁ 6ÁÓÉÌÅȟ ÁÕ ÍÅÎĪÉÏÎÁÔ Ï ȵÄÏÉÎá ÄÅ ÃÉÏÂáÎÉÅȱȟ pe care primul a 
ÿÎÖáĪÁÔ-Ï ÄÅ ÌÁ ȵÇÁÚÄÁȱ ÕÎÄÅ Á ÌÏÃÕÉÔ ÃÝÎÄ Á ÖÅÎÉÔ ÿÎ ÓÁÔȟ ÄÁÒ ÎÕ ÍÁÉ ĪÉÎÅ ÍÉÎÔÅ 
ÄÅÃÝÔ ÃÝÔÅÖÁ ÖÅÒÓÕÒÉȡ ȵ&ÒÕÎÚá ÖÅÒÄÅȟ ÆÏÁÉÅ ÌÁÔáȾ $Õ-Íáȟ $ÏÁÍÎÅȟ ÿÎÃ-Ï ÄÁÔáȾ Óá 
ÍÁÉ ÓÔÁÕ ȢȢȢ Óá ÆÉÕ ÃÉÏÂÁÎȢȢȢȱȢ )ÃÁ 6ÁÓÉÌÅ ÄÅÎÕÍÅĦÔÅ ÁÃÅÓÔ ÃÝÎÔÅÃ ȵ#ÉÏÂáÎÁĦ ÄÅ la 
ÍÉÏÒÉȱ ÓÁÕ ȵ-ÉÏÒÉĪÁ ÍÕÎÔÅÎÅÁÓÃáȱ ĦÉ ÿÌ ÉÎÔÅÒÐÒÅÔÅÁÚá ÐÅÎÔÒÕ ÅÃÈÉÐÁ ÐÒÏÉÅÃÔÕÌÕÉ 
!)$/-! ÿÎ ÁÎÕÌ ΤΡΤΣȡ &ÒÕÎÚÕÌÉĪáȟ ÆÏÁÉÅ ÌÁÔáȟȾ $Õ-Íáȟ $ÏÁÍÎÅȟ ÿÎÃ-Ï ÄÁÔáȾ 3á 
mai fiu ce-ÁÍ ÆÏÓÔ ÏÄÁÔáȟȾ 3á ÆÉÕ ÃÉÏÂáÎÁĥ ÌÁ ÍÕÎÔÅȟȾ 3á ÐÁÓÃ ÏÉÌÅ ÃÏÒÎÕÔÅȾ ¤É 
ÍÉÏÁÒÅÌÅ ÍáÒÕÎÔÅȾ ¤É Óá ÕÉÔ ÄÅ ÄÏÒÕÒÉ ÍÕÌÔÅȢȾ #ÉÏÂáÎÁĥ ÃÕ ÃÈÉÃÁ ÌÕÎÇáȾ $á-ĪÉ 
ÏÉĪÅÌÅ ÌÁ ÓÔÒÕÎÇáȾ ¤É-Ï ÂáÃÉĪá Óá ÌÅ ÍÕÌÇáȢȾ - #ÉÏÂáÎÁĥ ÄÅ ÌÁ ÍÉÏÒÉȟ ÍáÉȟ ÍáÉȟ ÍáÉȟȾ 
#ÉÏÂáÎÁĥ ÄÅ ÌÁ ÍÉÏÒÉȟȾ 5Îͻ ĪÉ-Á ÆÏÓÔ ÓÏÁÒÔÁ Óá ÍÏÒÉȩȾ $Å ÊÅÌÉÔ ÃÉÎͻ ÔÅ-a jelit?/ - 0áÓáÒÉ 
mii c-un ciripit./ - DÅ ÓÐáÌÁÔ ÃÉÎͻ ÔÅ-Á ÓÐáÌÁÔȩȾ - Ploile când au picat./ - De-ngropat 
cin' te-a-ngropat?/ - -ÕÎĪÉÉ ÃÝÎÄ Ó-ÁÕ ÄáÒÝÍÁÔȢȾ Ⱦ ȡ - &ÌÕÉÅÒÁĥÕͻ ÕÎͻ Ì-ai pus, ÍáÉ?/ 
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- Pe craca bradului sus, ÍáÉ,/ Vântu-n el când va suflaȟ ÍáÉȟȾ &ÌÕÉÅÒÁĥÕÌ ÖÁ ÃÝÎÔÁȟ 
ÍáÉ,/ Oile s-or adunaȟ ÍáÉȟȾ ¤É ÄÅ ÍÉÎÅ-or întrebaȟ ÍáÉȱ. 

_Î ÓÅÃÖÅÎĪÁ ÒÉÔÕÌÕÉ ÆÕÎÅÒÁÒ ÿÎÄÅÐÌÉÎÉÔ ÄÅ ÅÌÅÍÅÎÔÅÌÅ ÎÁÔÕÒÉÉȟ ÒÅÃÕÎÏÁĥÔÅÍ 
ÅÓÅÎĪÁ ÍÏÔÉÖÕÌÕÉ ÍÉÏÒÉÔÉÃ ÅØÐÒÉÍÁÔȟ ÄÅ ÄÁÔÁ ÁÃÅÁÓÔÁȟ ÿÎ ÆÏÒÍá ÌÉÒÉÃáȢ 
Investigând materialele culese în anii 1950, descoperim ÍÏÔÉÖÕÌ ȵ#ÉÏÂáÎÁĥ de 
ÌÁ ÍÉÏÒÉȱ ÉÎÔÅÇÒÁÔ ÿÎÔÒ-ÕÎ ÃÝÎÔÅÃ ÁÐáÒÕÔ ÄÕÐá ÍÏÁÒÔÅÁ ÔÒÁÇÉÃá Á ÁÖÉÁÔÏÒÕÌÕÉ 
!ÕÒÅÌ 6ÌÁÉÃÕȟ ÐÅ ÃÁÒÅ 3ÏÆÉÃÁ 3ÔÒÅÁÊá ÿĦÉ ÁÍÉÎÔÅĦÔÅ Ãá Ì-Á ÁÕÚÉÔ ÿÎ ÃÏÐÉÌáÒÉÅȟ ÃÝÎÔÁÔ 
ÄÅ ÂáÒÂÁĪÉÉ ÃÁÒÅ ÍÕÎÃÅÁÕ ȵÌÁ ÃÌáÉȱ ĥÉ ÿÌ ÉÎÔÅÒÐÒÅÔÅÁÚá ÿÎ ΣΫΧΣ ÐÅÎÔÒÕ 0ÁÕÌÁ #ÁÒÐȢ 
Vom nota în continuare cu litere cursive fragmentul unde apare motivul care 
ÎÅ ÉÎÔÅÒÅÓÅÁÚá ÿÎ ÃÝÎÔÅÃÕÌ ÌÕÉ 6ÌÁÉÃÕȡ ȵ6ÌÁÉÃÕÌÅȟ ÓÔÒáÉÎÕͻ ÍÁÍÉÉȦȾ #Å ĪÉ-a zis 
ÍáÉÃÕĪÁ ĪÉÅȟȾ 3á ÔÅ ÌÁĦÉ ÄÅ ÍÅÓÅÒÉÅȩȾ -ÅÓÅÒÉÁ-É ÄÅ ÌÁ ÄÒÁÃÕͻȾ !ÉÁ ÿĪÉ ÒáÐÕÎÅ ÃÁÐÕͻȠȾ 
¥É ĪÉ-ÁÍ ÚÉÓȟ ÍÁÉÃáȟ ĪÉ-am ÚÉÓȾ _Î ÉÅÒÏÐÌÁÎ Óá ÎÕ ÔÅ ÓÕÉȢȾ #ÝÎͻ Óá ÔÒÅÃÉ ÍÕÎĪÉÉ ÃÕ 
ÆÌÏÒÉȟȾ 3á ÄÁÉ ÍÝÎÁ ÃÕ ÓÕÒÏÒÉȟȾ #ÝÎÄ Óá ÔÒÅÃÉ ÍÕÎĪÉÉ ÃÕ ÂÒÁÚÉȟȾ 3á ÄÁÉ ÍÝÎÁ ÃÕ-ai 
ÔáÉ ÆÒÁĪÉȾ "ÅÎÚÉÎÁ Ó-Á ÉÓÐÒáÖÉÔȟȾ ¥ÕÒÕÐÕÒͻÌÅ Ó-ÁÕ ÓÌáÂÉÔȢȾ - 6ÌÁÉÃÕÌÅȟ ÓÔÒáÉÎÕ΄ ÍÁÍÉÉȦȾ 
Unde-ÁÉ ÆÏÓÔ ÕÒÓÉÔ Óá ÍÏÒÉȩȾ - _Î ÖÝÒÆÕ΄ ÌÁ ÂÒáÚÉĦÏÒÉȢȾ - -áÉÃÕĪáȟ ÃÝÎÄ ÔÅ-ÁÉ ÓÆÝÒĦÉÔȟȾ 
Pe toate le-ÁÉ ÉÓÐÒáÖÉÔȢȾ &áÃÌÉÅ ÃÉÎ΄ ĪÉ-Á ÁÐÒÉÎÓȩȾ $ÕÐá ÌÕÍÅ ÃÝÎ΄ ÔÅ-ÁÉ ÄÕÓȩȾ -áÉÃÕĪáȟ 
cin' te-Á ÓÃáÌÄÁÔȩȾ - Ploile când a plouat./ - -áÉÃÕĪáȟ ÃÉÎ΄ ÔÅ-a-ngropat?/ - -ÕÎĪÉÉ 
când s-ÁÕ ÄáÒÝÍÁÔ./ - CiÎÅȟ ÍÁÉÃáȟ ÔÅ ÊáÌÅĦÔÅȩȾ - -áÉÃÕĪÁ Óá ÐÒáÐáÄÅĦÔÅȠȾ $ÏÕá 
ÓÕÒÏÒÉ Ħ-Ï ÃÕÍÎÁÔáȾ ¥ÿ ÄÒáÇÕĪÁ ÄÅ ÁÍÁÎÔáȾ ¥-ÁÉ ÐÌÅÃÁÔ ÃÕ ÁÖÉÏÎÕͻȾ ¥É ÎÅ-ÁÉ ÌáÓÁÔ 
ÔÏÔ ÃÕ ÄÏÒÕͻȱ ɉ#ÁÒÐȟ ΣΫΧΩȡ ΤΦɊȢ 

,ÉÒÉÃÁ ÄÅ ÄÒÁÇÏÓÔÅȡ ȵ/ÌÔÕÌÅȟ /ÌÔÅĪÕÌÅȢȢȢȱ  
2ÁÐÏÒÔÝÎÄ ÒÅÐÅÒÔÏÒÉÕÌ ÌÉÒÉÃ ÁÌ ÂáÔÒÝÎÅÎÉÌÏÒ Ìa tipologia liricii de dragoste 

ɉ)ÓÐÁÓ ĥÉ 4ÒÕĪáȟ ΣΫΪΧɊȟ ÉÄÅÎÔÉÆÉÃáÍ ÕÎÕÌ ÄÉÎÔÒÅ ÍÏÔÉÖÅÌÅ ÆÒÅÃÖÅÎÔÅȟ ÔÉÐÕÌ " ΫΡȟ ÁÌ 
ȵÄÏÒÉÎĪÅÌÏÒ ÄÅ ÄÒÁÇÏÓÔÅȱ ÿÍÐÌÉÎÉÔÅ ÐÒÉÎ ȵÔÒÅÃÅÒÅÁ ÏÂÓÔÁÃÏÌÅÌÏÒ ɀ ÁÐÅȱ ɉ)ÓÐÁÓ ĥÉ 
4ÒÕĪáȟ ΣΫΪΧȡ ΣΦΦɊȡ ȵ/ÌÔÕÌÅȟ /ÌÔÅĪÕÌÅȟȾ Seca-ĪÉ-ÁÒ ÐÝÒÁÉÌÉȟȾ ¥É ÔÏÁÔÅ ÉÚÖÏÁÒÉÌÉȟȾ 3á-mi 
ÒáÍÝÉÅ ÐÉÅÔÒÉÌÉȾ 3á ÔÒÅÃ ÅÕ ÃÕ ÃÉÚÍÉÌÉȾ 3á-ÍÉ ÓÕÎÅ ÐÏÔÃÏÁÖÉÌÉȾ 3á Í-ÁÕÚá ÍÝÎÄÒÉÌÉȟ 
Ⱦ -ÝÎÄÒÉÌÉ ÄÅ ÌÁ 'ÁÌÁĪÉȾ #Õ ÚÕÌÕÃÈÉÉ ɍÚÕÌÕÆÉÉɎ ÒÅÔÅÚÁĪÉ/ C-acolo-Ó ÂÁÎÉÉ ÍÝÎÃÁĪÉ 
ɍȢȢȢɎȱȢ #ÝÎÔÅÃÕÌ ɀ ÉÎÔÅÒÐÒÅÔÁÔ ÄÅ 'ÈȢ 2áÄÏÉÁĥ ÐÅÎÔÒÕ ÃÅÒÃÅÔáÔÏÒÕÌ Constantin 
"áÒÂÕÌÅÓÃÕ ÿÎ ΣΫΧΤ ĥÉ ÉÎÃÌÕÓ ÿÎ !)%& ÃÕ ÎÕÍáÒÕÌ ÄÅ ÉÎÖÅÎÔÁÒ ÍÇ ΨΣΪ Ç ĥÉ ÔÉÔÌÕÌ 
ȵ$ÏÉÎá ÄÅ ÈÁÉÄÕÃÉÅȱ ɀ ÁÓÏÃÉÁÚá ÄÒÁÇÏÓÔÅÁ ĥÉ ÈÁÉÄÕÃÉÁȟ ÔÒÅÃÅÒÅÁ ÁÐÅÉ ÆÉÉÎÄ 
ÕÒÍÁÔá ÄÅ ÕÒÃÁÒÅÁ ÓÐÒÅ ÃÏÄÒÕȡ ȵ&ÏÁÉÅ ÖÅÒÄÅ ÓÁÌÂá ÍÏÁÌÅȾ #áÐÒÉÏÁÒá ÓÕÒÉÏÁÒáȾ 
#ÏÂÏÁÒá ÄÝÎ ÄÅÁÌ Äá ÖÁÌÅȾ ¥É-ÍÉ ÒÏÁÄÅ ÃÏÄÒÕͻ Ðá ÐÏÁÌÅȟȾ ¥É-mi roade poala 
ÃÏÄÒÕÌÕÉȾ 3á ÖáÄ ÍÁÔÃÁ /ÌÔÕÌÕÉȾ 5ÎÄÅ /ÌÔÕͻ Óá ÃÏÔÅĦÔÅȾ 6ÏÉÎÉÃÉ ÃÁÉÉ ÐÏÔÃÏÖÅĦÔÅȾ 
#Õ ÐÏÔÃÏÁÖÅ Äá ÁÒÇÉÎÔî/ Ce sânt spornici la fugit/ 6ÏÉÎÉÃÉ ÃÁÉÉ ÐÏÔÃÏÖÅĦÔÅȾ 4ÏÔ Äá 
ÃÏÄÒÕ Óá ÇáÔÅĦÔÅȱȢ 

În repertoriul cÏÎÔÅÍÐÏÒÁÎ ÁÌ )ÃáÉ 6ÁÓÉÌÅȟ ÃÅÌÅ ÄÏÕá ÍÏÔÉÖÅ ÓÕÎÔ 
inversate, urcarea spre codru fiind primul motiv, urmat de acela al trecerii apei 
ɉÎÕ Á /ÌÔÕÌÕÉȟ ÃÉ Á 4ÅÌÅÁÊÅÎÕÌÕÉȟ ÃÕ ÄÏÒ ÎÕ ÄÅ ÍÝÎÄÒÅÌÅ ÄÅ ÌÁ 'ÁÌÁĪÉȟ ÃÉ ÄÅ ÃÅÌÅ ÄÅ 
ÌÁ 5ÒÌÁĪÉȟ ÄÅÎÕÍÉÒÉÌÅ ÍÁÉ ÎÏÉ ÌÏÃÁÌÉÚÝÎÄ ÉÍÁÇÉÎÅÁ ÐÏÅÔÉÃá ÍÁÉ ÁÐÒÏÁÐÅ ÄÅ ÓÁÔÕÌ 
"áÔÒÝÎÉɊȡ ȵ&ÒÕÎÚá ÖÅÒÄÅȟ ÓáÌÃÉÏÁÒáȟȾ #áÐÒÉÏÁÒá ÒÏĥÉÏÁÒáȟȾ )Á ÃÏÂÏÁÒáȟ ÓÕÒÉÏÁÒáȟȾ 
#ÏÂÏÁÒá ÄÉÎ ÄÅÁÌ ÿÎ ÖÁÌÅȟȾ 2ÉÄÉÃá-Î ÄÏÕá ÐÉÃÉÏÁÒÅȾ ¤É ÒÏÁÄÅ ÃÏÄÒÕͻ ÐÅ ÐÏÁÌÅȟȾ 
2ÏÁÄÅ ÐÏÁÌÁ ÃÏÄÒÕÌÕÉȾ 0Å ÍÁÌÕÌ 4ÅÌÅÁÊáÎÕÌÕÉȟ ÍáÉȾ ¤É-apoi, 4ÅÌÅÁÊáÎȟ ÂáÉÁÔÕÌÅȟ 
ÍáÉȟȾ 3ÅÃÁĪÉ-ar pâraiele, ÍáÉȟȾ 3á-ĪÉ ÒáÍÝÎá ÐÉÅÔÒÅÌÅȟȾ 3á ÔÒÅÃ ÅÕ ÃÕ ÃÉÚÍÅÌÅȟȾ 3á 
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ÓÕÎÅ ÐÏÔÃÏÁÖÅÌÅȟȾ 3á Í-ÁÕÄá ÍÝÎÄÒÅÌÅȟ ÍáÉȟȾ -ÝÎÄÒÅÌÅ ÄÅ ÌÁ 5ÒÌÁĪÉȾ #Õ ÊÕÌÕÆÉÉ 
ÒÅÔÅÚÁĪÉȟȾ C-acolo-Ó ÂÁÎÉÉ ÂáÇÁĪÉȟ ÍáÉ ɍȢȢȢɎȱȢ 

,ÉÒÉÃÁ ÄÅ ÿÎÓÔÒáÉÎÁÒÅȡ ȵ6ÁÉ ÄÅ ÃÏÐÉÌÕ΄ ÓÔÒÅÉÎȱ 
5Î ÃÝÎÔÅÃ ÄÅ ÿÎÓÔÒáÉÎÁÒÅ ÒÅÐÒÅÚÅÎÔÁÔÉÖȟ ÐáÓÔÒÁÔȟ ÄÅ ÁÓÅÍÅÎÅÁȟ ÿÎ 

ÒÅÐÅÒÔÏÒÉÕÌ ÉÎÔÅÒÐÒÅÔÅÉ ÃÏÎÔÅÍÐÏÒÁÎÅ )ÃÁ 6ÁÓÉÌÅȟ ÅÓÔÅ ȵ6ÁÉ ÄÅ ÃÏÐÉÌÕͻ ÓÔÒÅÉÎȱȟ 
pe care-Ì ÅØÅÍÐÌÉÆÉÃáÍ ÐÒÉÎ ÔÅØÔÕÌ ÖÁÒÉÁÎÔÅÉ ÄÉÎ ΣΫΧΡ Á 3ÏÆÉÃáÉ 3ÔÒÅÁÊáȟ 
ÿÎÒÅÇÉÓÔÒÁÔá ÃÕ ÆÏÎÏÇÒÁÆÕÌȡ ȵ6ÁÉ ÄÅ ÌÉÎȟ ÖÁÉ ÄÅ ÐÅÌÉÎȟȾ 6ÁÉ ÄÅ ÃÏÐÉÌÕͻ ÓÔÒáÉÎȟȾ #á 
ÍÕÎÃÅĥÔÅ ÌÁ ÓÔáÐÝÎȠȾ %Ì ÍÕÎÃÅĥÔÅ ÿÎ ÄÒÅÐÔÁÔÅȾ )Á ÌÅÁÆÁ ÐÅ ÊÕÍáÔÁÔÅȾ ¤É ÍÝÎÃÁÒÅ-
Á ÔÒÅÉÁ ÐÁÒÔÅȾ ¤É ÂáÔÁÉÅ ÃÝÔ Óá ÐÏÁÔÅȟȾ #-ÁĥÁ Åɍ-ÎɎ ÓÔÒáÉÎáÔÁÔÅȾ -ÕÎÃÅÓÃȟ ÍáÍÉÃÏȟ 
d-ÕÎ ÁÎȟȾ 3á ÆÁÃ ÐÅÌÉÎÕͻ ÚÁÈÁÒȾ ¤É ÐÅÌÉÎÕ-É ÔÏÔ ÁÍÁÒȟȾ :ÁÈáÒÕͻ Å ÔÏÔ ÚÁÈÁÒȢȾ 0ÅÌÉÎ 
ÂÅÁÕȟ ÐÅÌÉÎ ÍáÎÝÎÃȟȾ #Õ ÐÅÌÉÎ Ðá ÏÃÈÉ Íá ÓÐáÌȟȾ #Õ ÔÒÕÐͻĥÏÒÕͻ ÐÌÉÎ ÄÅ ÄÏÒȟȾ #á 
ÓÕÎÔ ÔÁÒÅ ÓÔÒáÉÏÒȠȾ 3ÕÎÔ ÓÔÒáÉÎȟ ÓÔÒáÉÎ ÿÍÉ ÚÉÃÅȟȾ 3ÔÒáÉÏÒ Ðá ÕÎͻ Í-ÏÉ ÄÕÃÅȟȾ -ÉÌá 
nu-É ĥÉ ÖÏÒÂá ÄÕÌÃÅȢȾ $Å-Áĥ ÃáÌÃÁ ÄÉÎ ÕÒÍá-Î ÕÒÍáȟȾ 0á ÓÔÒáÉÎ ÎÕ-Ì ÍÁÉ ÆÁÃ ÍÕÍáȟȾ 
De-Áĥ ÃáÌÃÁ ÄÝÎ ÐÉÁÔÒá-Î ÐÉÁÔÒáȟȾ 0á ÓÔÒáÉÎ ÎÕ-Ì ÍÁÉ ÆÁÃ ÔÁÔáȱ ɉ#ÁÒÐȟ ΣΫΧΩȡ ΤΣɊȢ 

_Î ÖÁÒÉÁÎÔÁ ÉÎÔÅÒÐÒÅÔÁÔá ÄÅ )ÃÁ 6ÁÓÉÌÅ ÿÎ ÁÎÕÌ ΤΡΤΣȟ ÐÅÎÔÒÕ ÅÃÈÉÐÁ 
ÐÒÏÉÅÃÔÕÌÕÉ !)$/-!ȟ ÁÐÁÒÅ Ï ÃÁÒÁÃÔÅÒÉÚÁÒÅ ÇÅÎÅÒÁÌá Á ȵÓÔÒáÉÎÕÌÕÉȱȡ ȵ#á ÓÔÒáÉÎÕ-
É ÔÏÔ ÓÔÒáÉÎȟȾ $Å É-ai face apa vin, ÍáÉȾ De i-ai face apa, bere,/ Tot nu-i faci a lui 
ÐÌáÃÅÒÅȱȢ $Å ÁÓÅÍÅÎÅÁȟ ÅÓÔÅ ÄÅÚÖÏÌÔÁÔá ÓÅÃÖÅÎĪÁ ÃáÕÔáÒÉÉ ÚÁÄÁÒÎÉÃÅ Á ÕÎÅÉ 
ÆÁÍÉÌÉÉ ÁÂÓÅÎÔÅȟ ÃÅ ÔÒÉÍÉÔÅ ÌÁ ÍÏÔÉÖÕÌ ÏÒÆÁÎÕÌÕÉȡ ȵ-á ÓÕÉÉ ÿÎ ÍÕÎĪÉ ÄÅ ÐÉÁÔÒáȟȾ 3á 
ÖáÄ ÍÁÍáȟ Óá ÖáÄ ÔÁÔáȢȾ .Õ ÖáÄ ÍÁÍáȟ ÎÕ ÖáÄ ÔÁÔáȟȾ 0ÁÒÃá-ÁĦ ÆÉ ÎáÓÃÕÔ ÄÉÎ 
ÐÉÁÔÒáȟȾ #ÏÐÉÌÕͻ ÍÁÍÉÉ ÓÔÒáÉÎȟ ÍáÉȾ -á ÓÕÉÉ ÿÎ ÄÅÁÌ ÃÕ ÆÌÏÒÉȟȾ 3á ÖáÄ ÆÒÁĪÉȟ Óá ÖáÄ 
ÓÕÒÏÒÉȟ ÍáÉȾ .Õ ÖáÄ ÆÒÁĪÉȟ ÎÕ ÖáÄ ÓÕÒÏÒÉȟȾ .ÉÃÉ ÇÒáÄÉÎÉĪÁ ÃÕ ÆÌÏÒÉȟȾ Parc-ÁĦ ÆÉ ÆáÃÕÔ 
din flori, ÍáÉȱȢ 

Ica Vasile ɀ ÉÎÔÅÒÐÒÅÔá ÃÏÎÔÅÍÐÏÒÁÎá Á ÃÝÎÔÅÃÅÌÏÒ ÔÒÁÄÉĪÉÏÎÁÌÅ ÄÉÎ "áÔÒÝÎÉ 
4ÁÂÌÏÕÌ ȵÖÉÅĪÉÉ ÆÏÌÃÌÏÒÉÃÅȱ Á ÂáÔÒÝÎÅÎÉÌÏÒȟ ÐÒÅÚÅÎÔÁÔ ÍÁÉ ÓÕÓ ÐÒÉÎ ÃÝÔÅÖÁ 

ÍÏÓÔÒÅ ÃÅ ÉÌÕÓÔÒÅÁÚá ÃÏÎÔÉÎÕÉÔÁÔÅÁ ÄÉÎÔÒÅ ÔÒÅÃÕÔ ɉÒÅÐÅÒÔÏÒÉÕÌ ÄÉÎ ÁÎÉÉ ΣΫΧΡɊ ĥÉ 
prezent (repertoriul din ÁÎÉÉ ΤΡΡΡɊȟ Á ÐÕÔÕÔ ÆÉ ÓÃÈÉĪÁÔ ÄÁÔÏÒÉÔá ÐÕÒÔáÔÏÒÉÌÏÒ ÄÅ 
patrimoniu pe care i-ÁÍ ÿÎÔÝÌÎÉÔ ÐÅ ÔÅÒÅÎȢ _ÎÔÒÅ ÁÃÅĥÔÉÁȟ Ðersoana care ne-a 
ÄÅÓÃÈÉÓ ÄÒÕÍÕÌ ÓÐÒÅ ÃÝÎÔÅÃÕÌ ÔÒÁÄÉĪÉÏÎÁÌ ÁÌ ÂáÔÒÝÎÅÎÉÌÏÒ ÅÓÔÅ ÉÎÔÅÒÐÒÅÔÁ )ÃÁ 
6ÁÓÉÌÅ ɉ&ÌÏÒÉÃÁ 6ÁÓÉÌÅȟ ÎȢ #ÅÁÐáȟ ÿÎ ΣΫΨΩɊȢ OÒÉÇÉÎÁÒá ÄÉÎ "áÔÒÝÎÉȟ )ÃÁ 6ÁÓÉÌÅ Á 
ÕÒÍÁÔ Ï ĥÃÏÁÌá ÐÒÏÆÅÓÉÏÎÁÌá ĥÉ ÃÕÒÓÕÒÉ ÄÅ ÃÁÎÔÏ ÌÁ ¤ÃÏÁÌÁ ÐÏÐÕÌÁÒá ÄÅ ÁÒÔá ÄÅ ÌÁ 
0ÁÌÁÔÕÌ #ÕÌÔÕÒÉÉ ÄÉÎ 0ÌÏÉÅĥÔÉȟ ÏÂĪÉÎÝÎÄȟ ÐÅ ÄÁÔÁ ÄÅ Σ ÉÕÌÉÅȟ ΣΫΪΩȟ ÁÔÅÓÔÁÔÕÌ ÄÅ ÁÒÔÉÓÔ 
liber-ÐÒÏÆÅÓÉÏÎÉÓÔȢ ¤É-a cules cântecele de la Maria -ÉÒÕȟ 'ÈÅÏÒÇÈÅ -ÿÚÇÏÉ ĥÉ )ÏÎ 
-ÿÚÇÏÉ ɉ0ÌÏÐÅÁÎÕɊȟ ÐÅÒÓÏÁÎÅ ÿÎÒÅÇÉÓÔÒÁÔÅ ÄÅ ÃÅÒÃÅÔáÔÏÒÉÉ )ÎÓÔÉÔÕÔÕÌÕÉ ÄÅ &ÏÌÃÌÏÒ 
ÄÉÎ ÁÎÉÉ ΣΫΧΡȢ _Î ÐÒÅÚÅÎÔȟ )ÃÁ 6ÁÓÉÌÅ ÎÕ ÍÁÉ ÐÁÒÔÉÃÉÐá ÌÁ ÅÖÅÎÉÍÅÎÔÅ ÿÎ ÃÁÌÉÔÁÔÅ 
de artist liber-ÐÒÏÆÅÓÉÏÎÉÓÔȟ ÄÁÒ ÿĥÉ ÐáÓÔÒÅÁÚá ÒÅÐÅÒÔÏÒÉÕÌ ÌÏÃÁÌ ÔÒÁÄÉĪÉÏÎÁÌȟ ÁÌáÔÕÒÉ 
ÄÅ ÉÎÆÏÒÍÁĪÉÉ ÄÅ ÃÏÎÔÅØÔ ÄÅÏÓÅÂÉÔ ÄÅ ÖÁÌÏÒÏÁÓÅ ÄÅÓÐÒÅ ÖÉÁĪÁ ÆÏÌÃÌÏÒÉÃá ĥÉ 
ÍÕÚÉÃÁÌá Á ÓÁÔÕÌÕÉ ÄÅ ÏÄÉÎÉÏÁÒáȢ  

%ÃÈÉÐÁ ÐÒÏÉÅÃÔÕÌÕÉ !)$/-! ÉÎÔÅÎĪÉÏÎÅÁÚá Óá ÕÒÍáÒÅÁÓÃá ÿÎ ÃÏÎÔÉÎÕÁÒÅ 
ÄÉÎÁÍÉÃÁ ÖÉÅĪÉÉ ÐÏÅÔÉÃ-muzical-ÃÏÒÅÇÒÁÆÉÃÅ ÔÒÁÄÉĪÉÏÎÁÌÅ ÄÉÎ "áÔÒÝÎÉȟ ÒÅÁÌÉÚÝÎÄ 
ÃÏÍÐÁÒÁĪÉÉ ÃÕ ÁÌÔÅ ÒÅÐÅÒÔÏÒÉÉ ÄÉÎ ÌÏÃÁÌÉÔáĪÉÌÅ ÁÐÒÏÐÉÁÔÅ ĥÉ ÉÎÔÅÒÐÒÅÔÝÎÄ 
ÃÏÎÓÔÁÎÔÅÌÅ ĥÉ ÖÁÒÉÁÂÉÌÅÌÅ ÄÉÎ ÐÉÅÓÅÌÅ ÒÅÐÒÅÚÅÎÔÁÔÉÖÅȟ ÁÔÝÔ ÄÉÎ ÐÅÒÓÐÅÃÔÉÖÁ 
ÃÏÎĪÉÎÕÔÕÒÉÌÏÒȟ ÃÝÔ ĥÉ Á ÓÉÎÃÒÅÔÉÓÍÕÌÕÉ ÆÏÒÍÅÌÏÒ ÄÅ ÅØÐÒÅÓÉÅȢ 
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CONCLUZII 

Analiza semaÎÔÉÃá Á ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÐÏÅÔÉÃ ÆÏÌÃÌÏÒÉÃ ÄÉÎ "áÔÒÝÎÉ ÅÖÉÄÅÎĪÉÁÚá 
ÐáÓÔÒÁÒÅÁ ÕÎÏÒ ÔÅÒÍÅÎÉ ÃÅ ÃÏÁÇÕÌÅÁÚá ÿÎ ÉÍÁÇÉÎÉ ÁÒÔÉÓÔÉÃÅ ÓÅÍÎÉÆÉÃÁĪÉÉÌÅ 
ȵÄÅÐáÒÔáÒÉÉȱ ɀ ÐáÄÕÒÅÁȟ ÍÕÎÔÅÌÅȟ ÓÔÒáÉÎÕÌȢ )ÎÖÅÎÔÁÒÉÅÒÅÁ ÄÅÚÖÏÌÔáÒÉÌÏÒ ÐÏÅÔÉÃÅ 
ÐÅ ÃÁÒÅ ÁÃÅĦÔÉ ÔÅÒÍÅÎÉ ÌÅ ÐÒÉÍÅÓÃ ÿÎ ÃÝÎÔÅÃÅ ÎÅ ÏÆÅÒá ÐÏÓÉÂÉÌÉÔÁÔÅÁ ÄÅ Á ÕÒÍáÒÉ 
ÕÎ ÔÒÁÓÅÕ ÄÅ ÃÏÎÔÉÎÕÉÔÁÔÅ ÍÁÉ ÐÒÏÆÕÎÄ ÿÎÔÒÅ ÒÅÐÅÒÔÏÒÉÕÌ ÄÉÎ ÔÒÅÃÕÔ ĥÉ ÁÃÅÌÁ 
actual. În acest sens, ni s-Á ÐáÒÕÔ ÒÅÌÅÖÁÎÔá ĥÉ ÄÉÓÃÕĪÉÁ ÃÕ ÐÏÅÔÁ ÐÏÐÕÌÁÒá %ÌÅÎÁ 
3ÔÁÔÅ ÄÉÎ "áÔÒÝÎÉ ɉÎȢ ΣΫΦΧɊȟ ÃÁÒÅȟ ÿÎ ÁÎÕÌ ΤΡΤΡȟ ÎÅ-a vorbit în primul rând despre 
ÉÍÐÏÒÔÁÎĪÁ ÐáÄÕÒÉÉ ÿÎ ÐÒÏÐÒÉÁ ÖÉÁĪá ĥÉ ÃÒÅÁĪÉÅȢ !Í ÒÅÃÅÐÔÁÔ ÉÎÔÅÒÅÓÕÌ ÅÉ ÐÅÎÔÒÕ 
ÐáÄÕÒÅ ÃÁ ÐÅ Ï ȵÕÒÍáȱ ÓÅÍÁÎÔÉÃá Á ÅÔÈÏÓ-ului folcloric local, pe deplin 
ÒÅÐÒÅÚÅÎÔÁÔÉÖá ÐÅÎÔÒÕ ÆÏÌÃÌÏÒÕÌ ÐÏÅÔÉÃ ÒÏÍÝÎÅÓÃȟ ÿÎ ÇÅÎÅÒÁÌȢ 

_Î ÁÃÅÌÁĦÉ ÔÉÍÐȟ ÿÎÓáȟ ÃÅÒÃÅÔÁÒÅÁ ÎÏÁÓÔÒá ÆÕÒÎÉÚÅÁÚá ÕÎ ÍÁÔÅÒÉÁÌ ÐÒÅĪÉÏÓ 
ÐÅÎÔÒÕ ÁÎÁÌÉÚÁ ÉÎÔÅÇÒÁÔá Á ÖÅÒÓÕÌÕÉȟ ÍÕÚÉÃÉÉ ĦÉ ÍÉĦÃáÒÉÉȟ ÄÅÏÁÒÅÃÅ ÒÅÐÅÒÔÏÒÉÕÌ 
ÆÏÌÃÌÏÒÉÃ ÌÏÃÁÌ ÒÅÐÒÅÚÅÎÔÁÔÉÖ ÁÌ ÂáÔÒÝÎÅÎÉÌÏÒ ÐÏÁÔÅ ÆÉ ÐÒÉÖÉÔ ĥÉ ÄÉÎ ÐÅÒÓÐÅÃÔÉÖÁ 
ÔÒÁÎÓÍÉÔÅÒÉÉ ÕÎÅÉ ÁÎÕÍÉÔÅ ÅØÐÒÅÓÉÖÉÔáĪÉ ÐÒimare, ritmice, a limbajelor naturale 
ɉÖÅÒÂÁÌȟ ÓÏÎÏÒȟ ÃÏÒÐÏÒÁÌɊ ÁÌÅ ÆÉÉÎĪÅÉ ÕÍÁÎÅȢ _Î ÁÃÅÁÓÔá ÄÉÒÅÃĪÉÅȟ Ï ÓÕÂÔÉÌá 
ÏÂÓÅÒÖÁĪÉÅ Á 0ÁÕÌÅÉ #ÁÒÐ ɉΣΫΧΩɊȟ ÁÎÕÍÅ Ãáȟ ÿÎ ÐÅÒÆÏÒÍÁÒÅÁ &ÌÏÒÉÃáÉ -ÿÚÇÏÉȟ Ï 
ÅØÃÅÐĪÉÏÎÁÌá ÃÝÎÔáÒÅÁĪá ÄÉÎ ÆÒÕÎÚá ĦÉ ÄÉÎ ÖÏÃÅ Á ÁÎÉÌÏÒ ΣΫΧΡȟ ȵÃÈiar cântecele 
ÍÁÉ ÎÏÉ ÄÉÎ ÓÁÔ ɍȢȢȢɎ ÐÁÒ ÕÎÅÏÒÉ ÍÁÉ ÖÅÃÈÉȱȟ ÎÉ ÓÅ ÐÁÒÅ Ãá ÁÒ ÄÅÓÃÈÉÄÅ Ï ÃÁÌÅ 
ÐÒÏÍÉĪáÔÏÁÒÅ ÐÅÎÔÒÕ ÉÎÔÅÒÐÒÅÔáÒÉ ÖÉÉÔÏÁÒÅȢ  
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SUMMARY 

In the traditional Slovak villages in the Bihor-3áÌÁÊ ÁÒÅÁȟ ÔÈÅ ÄÁÎÃÅ 
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 positively 
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 moments are still marked by 
celebrations adapted to the 21st century.  

REZUMAT 

_Î ÓÁÔÕÌ ÔÒÁÄÉĪÉÏÎÁÌ ÓÌÏÖÁÃ ÄÉÎ ÚÏÎÁ "ÉÈÏÒ-3áÌÁÊȟ ÏÃÁÚÉÉÌÅ ÄÅ ÊÏÃ ÅÒÁÕ 
reglementate de reguli nescrise precise care erau respectate de întreaga 
ÃÏÍÕÎÉÔÁÔÅȢ !ÔÝÔ ÌáÓÁÔÕÌ ÓÅÃÕÌÕÉȟ ÃÝÔ ĦÉ ÿÎÃÈÅÉÅÒÅÁ ÐÏÓÔÕÌÕÉ ÅÒÁÕ ÍÁÒÃÁÔÅ 
ÐÒÉÎ ÄÉÖÅÒÓÅ ÏÂÉÃÅÉÕÒÉȟ ÍÅÎÉÔÅ Óá ÉÎÆÌÕÅÎĪÅÚÅ ÐÏÚÉÔÉÖ ÖÉÁĪÁ ÓÁÔÕÌÕÉȢ 3ÔÕÄÉÕÌ 
ÄÅ ÃÁÚ ÐÒÏÐÕÓ ÅÓÔÅ ÓáÒÂáÔÏÁÒÅÁ ÆáÒĦÁÎÇÕÌÕÉȟ ÁĦÁ ÃÕÍ ÅÓÔÅ ÒÅĪÉÎÕÔá ÿÎ 
ÍÅÍÏÒÉÁ ÃÏÌÅÃÔÉÖá Á ÃÏÍÕÎÉÔáĪÉÉ ÓÌÏÖÁÃÅȢ #ÈÉÁÒ ÄÁÃá ÿÎ ÐÒÅÚÅÎÔ ÁÃÅÓÔÅ 
obÉÃÅÉÕÒÉ ÎÕ ÓÅ ÍÁÉ ÐÒÁÃÔÉÃá ÿÎÔÒ-ÕÎ ÍÏÄ ÃÏÍÐÌÅØȟ ÔÏÔÕĦÉ ÁÃÅÓÔÅ 
momente sunt marcate prin petreceri adaptate la secolul al XXI-lea.  

Keywords 
3ÌÏÖÁËÓ ÉÎ "ÉÈÏÒ ÁÎÄ 3áÌÁÊȟ ÍÉÎÏÒÉÔÙȟ &ÁĤÉÁÎÇÙ, traditional village customs, 
fasting, Lent, village hora [dance]. 

INTRODUCTION 

The Slovaks settled on the territory of present-day 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 century, was based mainly on economic 
considerations, but also on historical, political and religious reasons. The first 
record of Slovaks in present-day Romania dates back to 1747 in Arad county. 
The most significant communities of Slovaks in Romania (in terms of number 
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ÏÆ ÉÎÈÁÂÉÔÁÎÔÓɊ ÓÅÔÔÌÅÄ ÉÎ ÔÈÅ "ÁÎÁÔȟ ÉÎ !ÒÁÄȟ "ÉÈÏÒȟ 3áÌÁÊȟ -ÁÒÁÍÕÒÅĦ ÁÎÄ 
"ÕÃÏÖÉÎÁȢ ɉ£ÔÅÆÁÎËÏ, 2004) 

According to the 2011 census, there are currently 13654 Slovaks living 
in Romania, which is 0.067% of the total population. The largest number of 
3ÌÏÖÁËÓ ÉÎ 2ÏÍÁÎÉÁ ÉÓ ÉÎ "ÉÈÏÒ ɉΨΡΫΣ ÐÅÏÐÌÅɊ ÁÎÄ 3áÌÁÊ ɉΣΣΣΪ ÐÅÏÐÌÅɊ ÃÏÕÎÔÉÅÓȟ 
(Census of Population and Housing, 2011), which together form one 
ethnographic area. After the Second World War, the number of Slovaks in 
Romania started to decrease. For example, in the interwar period there were 
more than 12.000 Slovaks living in Bihor county and by 2011 the number had 
halved. 

 

  
 

&ÉÇȢ ΣȢ 3ÌÏÖÁËÓ ÆÒÏÍ 3áÌÁÊ ÃÏÕÎÔÙ 

 
4ÈÅ 3ÌÏÖÁËÓ ÆÒÏÍ "ÉÈÏÒ ÁÎÄ 3áÌÁÊ ÃÁÍÅ ÁÓ ×ÏÏÄÃÕÔÔÅÒÓ ÁÎÄ ÔÏ ÏÂÔÁÉÎ 

potash (raw material used to make glass) from the end of the 18th century. 
The Hungarian landowners (Bárányi, Bánffy, Batthyány) 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 offer coupled with the 
devaluation of the currency and poor harvests in the area of origin due to 
ÄÒÏÕÇÈÔ ÆÁÃÉÌÉÔÁÔÅÄ ÓÅÔÔÌÅÍÅÎÔȢ ɉ+ÕËÕéËÁȟ ΤΡΣΪɊ 4ÈÅ ÆÉÒÓÔ 3ÌÏÖÁËÓ ÆÒÏÍ ÃÅÎÔÒÁÌ 
Slovakia founded the village of Budoi in 1785. Within 100 years, the number of 
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Slovaks in this region grew steadily, so that by 1890 there were already 7990 
Slovaks in the Bihor-3áÌÁÊ ÁÒÅÁȢ ɉ3ÉÒÜÃËÙȟ ΣΫΪΡɊ 

The Slovaks brought from their places of origin a cultural baggage that 
they still keep today; we refer to language, religion, culinary recipes, customs, 
clothing, traditional songs, etc. In this paper we will focus on the customs 
ÒÅÌÁÔÅÄ ÔÏ ÄÁÎÃÅ ÏÃÃÁÓÉÏÎÓ ÉÎ ÔÈÅ ÔÒÁÄÉÔÉÏÎÁÌ 3ÌÏÖÁË ÖÉÌÌÁÇÅÓ ÏÆ "ÉÈÏÒ ÁÎÄ 3áÌÁÊȟ 
as described by the informants with whom we collaborated.  

During the field research, I was warmly welcomed by my interlocutors, 
as I had the advantage of knowing the Slovak language. In addition, the 
ÑÕÅÓÔÉÏÎ Ȱ7ÈÏÓÅ ÁÒÅ ÙÏÕȩȱ ÅÌÉÃÉÔÅÄ ÐÏÓÉÔÉÖÅ ÒÅÁÃÔÉÏÎÓ ÂÅÃÁÕÓÅ ÍÙ ÆÁÔÈÅÒ ÈÁÄ 
done field research in his native area and had performed at various community 
events for more than 20 years. I conducted interviews in four villages (Budoi, 
6ÁÌÅÁ #ÅÒÕÌÕÉȟ &áÇÅÔÕȟ (ÕÔÁ -ÁÒÃÁɊ ×ÉÔÈ ÅÉÇÈÔ ÐÅÏÐÌÅȟ ÆÉÖÅ ÏÆ ÔÈÅÍ ×ÏÍÅÎȢ 

During the interviews we also obtained old photographs from the 
personal archives of the interviewees. This visual material was complemented 
by the method of observation and archival work in Matica slovenská (a cultural 
institution in the town of Martin, Slovakia).  

 
 

&ÉÇȢ ΤȢ 3ÌÏÖÁË ×ÏÍÁÎ ÆÒÏÍ 3áÌÁÊ ÃÏÕÎÔÙ  
(Photography obtained from Matica slovenská 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 Bihor-3áÌÁÊȟ ×ÈÉÃÈ ÒÅÖÅÁÌÓ ÉÍÐÏÒÔÁÎÔ 
information about the relationship between man-time-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, when and 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 in the village dance during the 
mourning period. The majority of Slovaks in Bihor-3áÌÁÊ ÁÒÅ 2ÏÍÁÎ #ÁÔÈÏÌÉÃÓȟ 
which means that they keep two fasts during the year: Advent (Christmas fast) 
and Lent. The beginning of each fast was marked with special events. The 
feast of the entrance into Lent - the &ÁĤÉÁÎÇÙ - was more complex than Advent, 
both in terms of the customs performed and the duration. The &ÁĤÉÁÎÇÙ lasted 
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, pig-cutting, reaping, grape-picking, big religious 
holidays or the village hora on Sundays after religious services. The party 
started in the afternoon, then it was 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 together and 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 community. The 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 
village dancÅ ×ÁÓ ȰÁ ÒÅÁÌ ÅØÅÒÃÉÓÅ ÉÎ ÐÁÒÔÉÃÉÐÁÔÏÒÙ ÃÕÌÔÕÒÅ ÁÎÄ Á ÒÅÁÌ 
opportunity to show off, demonstrate and evaluate the organisational skills 
ÏÆ ÙÏÕÎÇ ÐÅÏÐÌÅ ÁÓÐÉÒÉÎÇ ÔÏ Á ÎÅ× ÓÔÁÔÅȟ ÔÈÁÔ ÏÆ ÙÏÕÎÇ ÍÁÒÒÉÅÄ ÃÏÕÐÌÅÓȱȢ 
(Dejeu, 2012) 

The most complex parties were the weddings, the &ÁĤÉÁÎÇÙ, going into 
the army or the Sunday village hora, 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 accordion. (Kristina Faturová, born 1961, 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 dance. (Anna Bigasová, born in 1945, Budoi village) 

 On the other hand, it was not customary to hire musicians at 
baptisms, harvests, grape-picking, feasts or pig-cutting. If we cut the pig, we 
ÄÉÄÎȭÔ ÃÁÌÌ ÍÕÓÉÃÉÁÎÓȟ ÎÅÉÔÈÅÒ ÁÔ ÈÁÒÖÅÓÔÓ ÎÏÒ ÁÔ ÃÈÒÉÓÔÅÎÉÎÇÓȟ ÂÅÃÁÕÓÅ ÔÈÅÙ ×ÅÒÅ 
smaller parties, only with the family and neighbours. (Tiberiu 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 played 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 budget 
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 exceptions: I never paid, the boy always 
paid for me. (...) If only God gave all girls as much luck in dancing as I had! (...) We 
ÄÉÄÎȭÔ ÇÏ ÉÎÓÉÄÅȢ 4ÈÅ ÂÏÙÓ ×ÁÎÔÅÄ ÔÏ ÄÁÎÃÅ ÁÎÄ ÃÁÌÌÅÄ ÍÅȡ 5ċÁ 3ÁÌÁÊËÁȟ ÌÅÔȭÓ 
ÄÁÎÃÅȦ )ȭÍ ÎÏÔ ÇÏÉÎÇ ÂÅÃÁÕÓÅ ) ÄÏÎȭÔ ÈÁÖÅ ÍÏÎÅÙ ÔÏ ÐÁÙȦ "ÕÔ ) ËÎÅ× ) ×ÏÕÌÄÎȭÔ 
have to pay. (...) Who wants to dance, has to pay for the dancers. (Juliana 
Labajová, born in 1934, Valea Cerului village) 

The village hora 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 
ÆÏÒÍÅÄȢ )Ô ×ÁÓ ÁÌÓÏ ÔÈÅ ÐÅÒÆÅÃÔ ÏÃÃÁÓÉÏÎ ÆÏÒ ÙÏÕÎÇ ÐÅÏÐÌÅ ÔÏ ÍÅÅÔȟ ȰÁ 
ritualised practice with a pre-marital ceremonial function, marking the most 
important social context in which young people, belonging to a certain age 
ÇÒÏÕÐȟ ÐÕÂÌÉÃÌÙ ÁÆÆÉÒÍ ÔÈÅÉÒ ÃÈÏÉÃÅÓ ×ÉÔÈ Á ÖÉÅ× ÔÏ ÆÏÒÍÉÎÇ Á ÎÅ× ÆÁÍÉÌÙ ÕÎÉÔȱȢ 
(Dejeu, 2012) The village dance became an opportunity to display 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 dance. They would put a row of 
chairs in the house to give the old people a place to sit. (Kristina Faturová, born 
in 1961, Huta Marca village) The women would sit in a circle and start: And which 
one is that? Whose is she? Look how beautifully she dances! (...) That one was 
praised for spinning the hardest. (...) And the skirts were jumping up. (...) Men 
ÄÉÄÎȭÔ ÄÁÎÃÅ ÂÙ ÔÁÐÐÉÎÇ ÔÈÅÉÒ ÆÅÅÔȟ ÏÎÌÙ 2ÏÍÁÎÉÁÎÓ ÄÉÄ ÔÈÁÔȢ (Juliana Labajová, 
born in 1934, Valea Cerului village) We note that dancing was also a mark of 
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. I was always next to the musicians, but not just anyone could stay there, 
only the best. I would also tell them what song to play. Every girl wanted to 
ÄÁÎÃÅ ×ÉÔÈ ÍÅȟ ) ÄÉÄÎȭÔ ËÎÏ× ×ÈÉÃÈ ÏÎÅ ÔÏ ÄÁÎÃÅ ×ÉÔÈ ÓÏ ÔÈÅÙ ×ÏÕÌÄÎȭÔ ÇÅÔ 
upset. ɉ*ÏÚÅÆ &ÒÎËÁȟ ÂÏÒÎ ÉÎ ΣΫΥΨȟ &áÇÅÔÕ ÖÉÌÌÁge)  

4ÈÅ ÍÏÓÔ ÐÏÐÕÌÁÒ ÄÁÎÃÅÓ ×ÅÒÅ ȰéÁÒÄÁĤ ÎÁ ÄÖÁ ËÒÏËÙȱ ɉÔ×Ï-step 
czardas - ÍÏÒÅ ÓÌÏ×ÌÙɊ ÁÎÄ ȰÄÏ ÖÙÓËÏÖÕȱ ɉÊÕÍÐÉÎÇ - faster), both of which are 
dances for couples. 4ÈÅÙ ÄÁÎÃÅÄ ȰéÁÒÄÁĤ ÎÁ ÄÖÁ ËÒÏËÙȱ ÁÎÄ ȰÄÏ ÖÙÓËÏÖÕȱ ÌÉËÅ 
Hungarians. They clapped their hands, snapped 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 were sign of 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 then! (Jozef Frnka, born 
ÉÎ ΣΫΥΨȟ &áÇÅÔÕ ÖÉÌÌÁÇÅɊ  

Ȱ$Ï ËÏÌÅéËÁȱ ɉÉÎ Á ÃÉÒÃÌÅɊ ÉÓ ÁÎ Á ÃÁÐÅÌla dance generally performed by 
unmarried girls when the musicians took a break from playing. This dance was 
not only an artistic moment of joy and entertainment, but also had social 
connotations. The unmarried girls wanted to show the boys that they could 
sing and dance beautifully, but especially that they had beautifully sewn and 
ÅÍÂÒÏÉÄÅÒÅÄ ÃÌÏÔÈÅÓȢ Ȱ$Ï ËÏÌÅéËÁȱ ÐÒÏÖÉÄÅÄ Á ÓÕÉÔÁÂÌÅ ÓÅÔÔÉÎÇ ÆÏÒ ÕÎÍÁÒÒÉÅÄ 
girls to show off their qualities as good housewives and future wives. The girls 
sang and danced like this 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 more beautifully so she would start the song and 
the others would follow her. ɉ*ÏÚÅÆ &ÒÎËÁȟ ÂÏÒÎ ÉÎ ΣΫΥΨȟ &áÇÅÔÕ ÖÉÌÌÁÇÅɊ 

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 got mad 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 Labajová, born in 1934, Valea 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 time. The signal 
for the end of the dance was given by an instrumental tune called a march. 
The person who 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, then they 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 midnight the party was 
over because everyone had work in the morning on Monday. (Kristina Faturová, 
born in 1961, Huta Marca village) 

THE CARNIVAL BEFORE THE ENTRANCE INTO LENT ɀ &!£)!.'9 (Sk), 
&A2¥!.' (Ro)  

For the case study of this article, we have chosen the ÆÁĤÉÁÎÇÙ feast 
because of its complexity. During the field research, we obtained from 
&ÒÁÎéÉÓËÁ &ÒÎËÏÖÜ ɉÂÏÒÎ ÉÎ ΣΫΦΣɊ ÆÒÏÍ ÔÈÅ ÖÉÌÌÁÇÅ ÏÆ &áÇÅÔÕ ÔÈÅ ÔÙÐÉÃÁÌ ÓÏÎÇ ÏÆ 
ÔÈÉÓ ÅÖÅÎÔ ÅÎÔÉÔÌÅÄ Ȱ&ÁĤÁÎÇÉȟ ÆÁĤÁÎÇÉȱȢ 7Å ÄÅÃÉÄÅÄ ÔÏ ×ÒÉÔÅ ÔÈÅ ÌÙÒÉÃÓ ÁÓ ÔÈÅÙ 
were sung, in the archaic local dialect of the Slovaks from Bihor-3áÌÁÊȟ ÎÏÔ ÉÎ 
the literary Slovak language. Theodor Constantiniu did the music transcription 
of the song to whom I am very grateful. 

 

 
&ÉÇȢ ΥȢ &ÁĤÁÎÇÉȟ ÆÁĤÁÎÇÉ 

 
 
&ÁĤÁÎÇÉȟ ÆÁĤÁÎÇÉȟ ÆÁĤÁÎÇÏÖÅ éÁÓÉ ÚÅÄÌÉ ÓÍÅ ÓÌÁĐÉÎÕȟ ÚÅÍÅ ÁÊ ËÌÏÂÁÓÉ 
&ÁĤÁÎÇÉȟ &ÁĤÁÎÇÉȟ &ÁĤÁÎÇÉ ÔÉÍÅÓȟ ×Å ÁÔÅ ÔÈÅ ÂÁÃÏÎȟ ×Å ÅÁÔ ÔÈÅ ÓÁÕÓÁÇÅ 

too. 
&ÁĤÁÎÇÉ ÓÁ ÔÒÁĩÉÁȟ ÕĿ ÓÁ ĐÅÎÁÖÒÁĩÉÁȟ ÓÔÁÒÅ ÄǸÅÆËÉ ÐÌÁéÕȟ ĿÅ ÓÁ ĐÅÖÉÓËÁéÕ 
&ÁĤÁÎÇÉ ÔÉÍÅÓ ÇÅÔ ÌÏÓÔȟ ÉÔ ÄÏÅÓÎȭÔ ÃÏÍÅ ÂÁÃËȟ ÔÈÅ ÏÌÄ ÕÎÍÁÒÒÉÅÄ ÇÉÒÌÓ 

cry they ÄÏÎȭÔ ÓÈÁËÅ ɉÔÈÅÙ ÄÏÎȭÔ ÄÁÎÃÅɊȢ 
3ÔÁÒÅ ÄǸÅÆËÉ ÐÌÁéÕȟ ĿÅ ÓÁ ĐÅÖÉÓËÁéÕȟ ÍÌÁÄÅ ÓÁ ÒÁÄÕÊÕȟ ĿÅ ÓÁ ÖÉÔÁÎÃÕÊÕ 
4ÈÅ ÏÌÄ ÕÎÍÁÒÒÉÅÄ ÇÉÒÌÓ ÃÒÙ ÔÈÁÔ ÔÈÅÙ ÄÏÎȭÔ ÓÈÁËÅȟ ÔÈÅ ÙÏÕÎÇ ÏÎÅÓ ÁÒÅ 

happy to be danced. 
 
There is also a specific &ÁĤÉÁÎÇÙ poem that refers to the dimension of 

ÔÉÍÅȟ ÔÏ ÔÈÅ ÃÏÍÉÎÇ ÏÆ ÓÐÒÉÎÇ ÁÎÄ ÔÏ ÔÈÅ &ÁĤÉÁÎÇÙ-Easter temporal 
relationship: &ÁĤÁÎÇÉȟ ÆÁĤÁÎÇÉȟ 6ÅÌËÁ .ÏÃ ÐÒÉÄǸÅȟ ÇÄÏ ĐÅÍÁ ËÏĿÕÈÁ ÚÉÍÁ ÍÕ 
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ÂÕÄǸÅ. ! ÊÁ ĐÅÍÁÍȟ ÌÅÎ ÓÁ ÔÁË ÔÒÁÓÅÍȟ ÐÒÉÄǸÅ ÊÁÒ ÔÁË ÓÁ ÖÉÐÁÓÅÍȢ ɉ&ÁĤÉÁÎÇÙȟ 
FaĤÉÁÎÇÙȟ %ÁÓÔÅÒ ÉÓ ÃÏÍÉÎÇȟ ×ÈÏÅÖÅÒ ÈÁÓ ÎÏ cojoc [traditional winter jacket], 
×ÉÌÌ ÂÅ ÃÏÌÄȢ !ÎÄ ) ÄÏÎȭÔ ÈÁÖÅ ÏÎÅȟ )ȭÍ ÓÔÉÌÌ ÓÈÉÖÅÒÉÎÇȟ ÂÕÔ ÓÐÒÉÎÇ ÉÓ ÃÏÍÉÎÇ ÁÎÄ 
)ȭÌÌ ÇÏ ÏÕÔ ÔÏ ÐÁÓÔÕÒÅȢɊ ɉ*ÕÌÉÁÎÁ ,ÁÂÁÊÏÖÜȟ ÂÏÒÎ ÉÎ ΣΫΥΦȟ 6ÁÌÅÁ #ÅÒÕÌÕÉ ÖÉÌÌÁÇÅɊ 

The lyrics of the song and the poem metaphorically describe the main 
characteristics of &ÁĤÉÁÎÇÙ: on the one hand the dimension of time (the 
&ÁĤÉÁÎÇÙ-Easter relationship) and the cycle of nature, on the other hand 
abundance and excess in terms of food, dance and partying. This 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 from house to house, and if they found a man 
sleeping at home, they would shave him in a symbolic funny way, disgrace and 
punish him. (Roza Bejdaková, 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 
ÕÔÔÅÒÅÄȟ ÔÈÅ ÖÉÏÌÁÔÉÏÎ ÏÆ ÔÈÅ ÃÏÍÍÕÎÉÔÙȭÓ ÕÓÕÁÌ ÎÏÒÍÓ ×ÁÓ ÁÌÌÏ×ÅÄȟ ÇÅÓÔÕÒÅÓ 
were allowed to be unleashed, everyday taboos were violated and sexuality 
exacerbated. These days were called Bláznivé dni (crazy days) and were in 
contrast to the commitment to virtuous behaviour of the fasting period. 

During interviews, informants stressed the non-religious nature of the 
holiday: It's not about anything, not about Jesus Christ, not about the Virgin 
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 everywhere. (Juliana 
Labajová, born in 1934, Valea Cerului village) In the past, they used to walk with 
$ÏÒÏÔÁ ÁÔ &ÁĤÉÁÎÇÙȟ ÎÏÔ ÌÉËÅ ÔÈÅÙ ÄÏ ÎÏ× ÁÔ #ÈÒÉÓÔÍÁÓȟ ÂÅÃÁÕÓÅ ÔÈÅ ÄÅÖÉÌ ÒÅÉÇÎÓ 
ÉÎ &ÁĤÉÁÎÇÙȢ /ÎÌÙ ÔÈÅÎ ÃÏÕÌÄ ÔÈÅ ÄÅÖÉÌÓ ×ÁÌËȟ ÂÕÔ ÔÈÅÙ ×ÅÒÅ ÎÏÔ ÁÌÌÏ×ÅÄ ÔÏ ÇÏ ÔÏ 
church. They walked around in ugly masks like that, children were afraid of 
devils. (Anna Bigasová, born in 1945, Budoi village) 

)Î ÍÏÓÔ 3ÌÏÖÁË ÖÉÌÌÁÇÅÓ ÉÎ "ÉÈÏÒ ÁÎÄ 3áÌÁÊȟ ÔÈÅ ÍÁÓË ×ÁÓ ÁÎ 
indispensable element of this celebration. People bought ragged clothes in 
order to make people laugh, to impress, to frighten, by doing various crazy 
things and jokes. Such a hat they made with ribbons hanging from their hats, so 
ugly did they dress that they gave us a fright! My friend and I ran into the shed, 
and the others got under the bed. That's how much they scared us! That's how 
they disguised themselves so we didn't recognize them. (Juliana Labajová, born 
in 1934, Valea Cerului village) In the village of Budoi, drag masks were 
recurrent, men disguised themselves as women and vice versa. Some 
interlocutors also mention the presence of zoomorphic masks. Under the 
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mask, man manifested himself fully, leaving behind all the constraints of 
everyday life. 

)Î ÔÈÅ ÐÅÒÉÏÄ ÂÅÔ×ÅÅÎ #ÈÒÉÓÔÍÁÓ ÁÎÄ &ÁĤÉÁÎÇÙȟ ÐÅÏÐÌÅ ×ÅÒÅ ÌÅÁÒÎÉÎÇ 
theatre plays that were peÒÆÏÒÍÅÄ ÄÕÒÉÎÇ &ÁĤÉÁÎÇÙȟ ÁÎÄ ÔÈÅÙ ÁÌÓÏ ÐÅÒÆÏÒÍÅÄ 
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 plays. (Kristina Faturová, 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. They 
ate meat jelly (aspic), sweet bread; on Mondays they fried home-made 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 Labajová, born in 1934, Valea Cerului village) Everyone brought what 
they could: palinka, sausages, bacon. They played cards, they played the Mill. 
(Kristina Faturová, born 1961, Huta Marca village) 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 home. (Anna Bigasová, 
born in 1945, Budoi village) 

While the musicians rested, the girls danced 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 
ÁÎÄ ×ÉÄÅÓÐÒÅÁÄ ÇÁÍÅ ×ÁÓ ȰÎÁ ËÁéÅÒÁȱ ɉÄÕÃË ÐÌÁÙÉÎÇɊȢ They held each other in 
a chain 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 grabbed 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 Faturová, born 1961, Huta Marca village) The stakes of 
the game were to escape without being hit by the Duck.  

Tuesday evening was rich in customs, marking the end of the &ÁĤÉÁÎÇÙ. 
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.   

4ÈÅ ÍÅÎ ×ÅÎÔ ÆÒÏÍ ÈÏÕÓÅ ÔÏ ÈÏÕÓÅ ÁÎÄ ȰÓÈÏÄȱ ÔÈÅ ×ÏÍÅÎȟ ÓÏ ÔÈÁÔ 
they could not dance during the fast. They would take their nails, hammer and 
pliers and symbolically shoe the women. Some 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 a basket in 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 Bejdaková, born in 1929, Valea Cerului village) 

In turn, women used a splinter and 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 also the beginning of a new cycle of 
nature. The following rite is practised to stimulate the fruitfulness of hemp, 
and is associated with a community efficiency. On Tuesday at midnight we 
women sowed hemp; we took water and sprinkled it on the people and sang: We 
sow, we sow hemp, hemp to grow like the fir tree, the fir tree. (Anna Bigasová, 
born in 1945, Budoi village) This ritual dance was meant to ensure the richness 
of the hemp harvest, so necessary for making clothes. 

 

 
 

Fig. 4. Sejme, Sejme 

 
We note that &ÁĤÉÁÎÇÙ mobilised 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 due to the modernization of society.  

Nowadays, the &ÁĤÉÁÎÇÙ is celebrated only sporadically, the character 
of this celebration has lost its original connotations and the customs 
performed have been simplified. The &ÁĤÉÁÎÇÙ no longer lasts three days, but 
onÌÙ ÏÎÅ ÅÖÅÎÉÎÇȢ ! ÐÁÒÔÙ ÉÓ ÕÓÕÁÌÌÙ ÈÅÌÄ ÏÎ 3ÁÔÕÒÄÁÙ ÅÖÅÎÉÎÇȟ ÎÏÔ ÉÎ Á ÌÏÃÁÌȭÓ 
house but in specially arranged places (cultural centres, restaurants). The 
customs of the old &ÁĤÉÁÎÇÙ can only be seen at specialised festivals where 
they are performed by members of folklore ensembles with the help of 
choreographies. 

CONCLUSIONS 

We notice that during these three days of &ÁĤÉÁÎÇÙ, the villagers 
rejoiced in different ways: dancing, singing, games, jokes, carnival, plays. The 
main rule was in fact the absence of rules, the renunciation of the constraints 
of everyday life. People took advantage of everything that was forbidden to 
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ÔÈÅÍ ÄÕÒÉÎÇ ÔÈÅ ÆÁÓÔȢ Ȱ,ÉÆÅ ÉÔÓÅÌÆ ÂÅÃÏÍÅÓ Á ÇÁÍÅȟ ÁÎÄ ÔÈÅ ÇÁÍÅ ÔÅÍÐÏÒÁÒÉÌÙ 
ÔÕÒÎÓ ÉÎÔÏ ÒÅÁÌ ÌÉÆÅȢȱ ɉ"ÁÈÔÉÎȟ ΣΫΩΦɊ 

Ritual dances were also practiced with the aim of bringing abundance 
and rich harvest. Women were the main actors of these customs with magical 
ÖÁÌÕÅ ÔÏ ÉÎÆÌÕÅÎÃÅ ÔÈÅ ÙÅÁÒȭÓ ÈÁÒÖÅÓÔ ÐÏÓÉÔÉÖÅÌÙȟ ×ÈÉÌÅ ÂÏÙÓ ×ÅÒÅ ÔÈÅ 
protagonists of organising the actual parties. The three days of feasting gave 
young people the opportunity to show off their skills and win the admiration 
and approval of their elders. 

Both the &ÁĤÉÁÎÇÙ and the village hora [dance], in general, brought 
together all walks of life to have fun together, to share moments of joy. 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 &ÁĤÉÁÎÇÙ and the 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.  
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(STUDIU DE CAZ ɀ &A2¥!.'5,Ɋ 
 

Cuvinte cheie 
3ÌÏÖÁÃÉÉ ÄÉÎ "ÉÈÏÒ ĦÉ 3áÌÁÊȟ ÍÉÎÏÒÉÔÁÔÅȟ ÆáÒĦÁÎÇȟ ÃÕÔÕÍÅ ÿÎ ÓÁÔÕÌ ÔÒÁÄÉĪÉÏÎÁÌȟ ÐÏÓÔȟ 
ÌáÓÁÔÕÌ ÓÅÃÕÌÕÉȟ ÈÏÒÁ ÓÁÔÕÌÕÉȢ 

INTRODUCERE 

Slovacii s-au stabilit pe teritoriul României actuale (în special în zona 
de Vest a ĪáÒÉÉɊ ÿÎ ÕÒÍá ÃÕ ÐÅÓÔÅ ΤΧΡ ÄÅ ÁÎÉȢ ,Á ÂÁÚÁ ÁÃÅÓÔÕÉ ÐÒÏÃÅÓ ÃÏÍÐÌÅØ ÄÅ 
migrare, început în secolul al XVIII-ÌÅÁ ĦÉ ÉÎÔÅÎÓÉÆÉÃÁÔ ÿÎ ÐÒÉÍÁ ÊÕÍáÔÁÔÅ 
a secolului al XIX-ÌÅÁȟ ÁÕ ÅØÉÓÔÁÔ ÃÏÎÓÉÄÅÒÅÎÔÅ ÐÒÅÐÏÎÄÅÒÅÎÔ ÄÅ ÎÁÔÕÒá 
ÅÃÏÎÏÍÉÃáȟ ÄÁÒ ĦÉ ÃÁÕÚÅ ÉÓÔÏÒÉÃÅȟ ÐÏÌÉÔÉÃÅ ĦÉ ÒÅÌÉÇÉÏÁÓÅȢ 0ÒÉÍÁ ÁÔÅÓÔÁÒÅ 
a ÓÌÏÖÁÃÉÌÏÒ ÐÅ ÔÅÒÉÔÏÒÉÕÌ 2ÏÍÝÎÉÅÉ ÁÃÔÕÁÌÅ Á ÆÏÓÔ ÆáÃÕÔá ÿÎ ÊÕÄÅĪÕÌ !ÒÁÄ ĦÉ 
ÄÁÔÅÁÚá ÄÉÎ ÁÎÕÌ ΣΩΦΩȢ #ÅÌÅ ÍÁÉ ÓÅÍÎÉÆÉÃÁÔÉÖÅ ÃÏÍÕÎÉÔáĪÉ ÄÅ ÓÌÏÖÁÃÉ ÄÉÎ 
2ÏÍÝÎÉÁ ɉÃÁ ÎÕÍáÒ ÄÅ ÌÏÃÕÉÔÏÒÉɊ Ó-ÁÕ ÁĦÅÚÁÔ ÿÎ "ÁÎÁÔȟ ÿÎ !ÒÁÄȟ "ÉÈÏÒȟ 3álaj, 
-ÁÒÁÍÕÒÅĦ ĦÉ "ÕÃÏÖÉÎÁȢ ɉ£ÔÅÆÁÎËÏ, 2004) 

_Î ÐÒÅÚÅÎÔȟ ÃÏÎÆÏÒÍ ÒÅÃÅÎÓáÍÝÎÔÕÌÕÉ ÄÉÎ ΤΡΣΣȟ ÿÎ 2ÏÍÝÎÉÁ ÔÒáÉÅÓÃ 
ΣΥȢΨΧΦ ÄÅ ÓÌÏÖÁÃÉȟ ÁÄÉÃá ΡȟΡΨΩϷ ÄÉÎ ÔÏÔÁÌÕÌ ÐÏÐÕÌÁĪÉÅÉȢ #ÅÌ ÍÁÉ ÍÁÒÅ ÎÕÍáÒ ÄÅ 
ÓÌÏÖÁÃÉ ÄÉÎ 2ÏÍÝÎÉÁ ÓÅ ÁÆÌá ÿÎ ÊÕÄÅĪÅÌÅ "ÉÈÏÒ ɉΨΡΫΣ ÐÅÒÓÏÁÎÅɊ ĦÉ 3áÌaj (1118 
persoane) (2ÅÃÅÎÓáÍÝÎÔÕÌ 0ÏÐÕÌÁĪÉÅÉ ĦÉ ,ÏÃÕÉÎĪÅÌÏÒȟ ΤΡΣΣɊ ÃÁÒÅ ÿÍÐÒÅÕÎá 
ÆÏÒÍÅÁÚá Ï ÓÉÎÇÕÒá ÚÏÎá ÅÔÎÏÇÒÁÆÉÃáȢ $ÕÐá ÃÅÌ ÄÅ-ÁÌ ÄÏÉÌÅÁ ÒáÚÂÏÉ ÍÏÎÄÉÁÌȟ 
ÎÕÍáÒÕÌ ÓÌÏÖÁÃÉÌÏÒ ÄÉÎ 2ÏÍÝÎÉÁ Á ÿÎÃÅÐÕÔ Óá ÓÃÁÄáȢ $Å ÅØÅÍÐÌÕȟ ÿÎ ÐÅÒÉÏÁÄÁ 
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ÉÎÔÅÒÂÅÌÉÃáȟ ÿÎ ÊÕÄÅĪÕÌ "ÉÈÏÒ ÔÒáÉÁÕ ÐÅÓÔÅ ΣΤȢΡΡΡ ÄÅ ÓÌÏÖÁÃÉ ĦÉ ÐÝÎá ÿÎ ÁÎÕÌ ΤΡΣΣ 
ÎÕÍáÒÕÌ ÁÃÅÓÔÏÒÁ Ó-Á ÿÎÊÕÍáÔáĪÉÔȢ  

 

 
 

Fig. 1. 3ÌÏÖÁÃÉ ÄÉÎ 3áÌÁÊ 
 

-ÏÔÉÖÁĪÉÁ ÁÌÅÇÅÒÉÉ ÔÅÍÅÉ ÃÏÎÓÔá ÿÎ ÆÁÐÔÕÌ Ãáȟ ÿÎ 2ÏÍÝÎÉÁ ĦÉ 3ÌÏÖÁÃÉÁȟ ÿÎ 
domeniul studiilor culturale, nu s-ÁÕ ÅÆÅÃÔÕÁÔ ÍÕÌÔÅ ÃÅÒÃÅÔáÒÉ ĦÔÉÉÎĪÉÆÉÃÅ ÁÓÕÐÒÁ 
ÁÃÅÓÔÕÉ ÁÓÐÅÃÔ ÁÌ ÖÉÅĪÉÉ ÓÁÔÕÌÕÉ ÓÌÏÖÁÃ ÄÉÎ "ÉÈÏÒ-3áÌÁÊ ÃÁÒÅ ÎÅ ÒÅÌÅÖá ÉÎÆÏÒÍÁĪÉÉ 
ÉÍÐÏÒÔÁÎÔÅ ÄÅÓÐÒÅ ÒÅÌÁĪÉÁ ÏÍ-timp-ÓÐÁĪÉÕȟ ÁĦÁ ÃÕÍ ÅÓÔÅ ÅÁ ÿÎĪÅÌÅÁÓá ÿÎ 
ÍÅÎÔÁÌÉÔÁÔÅÁ ÃÏÌÅÃÔÉÖá ÔÒÁÄÉĪÉÏÎÁÌáȢ 

_Î ÃÁÄÒÕÌ ÃÅÒÃÅÔáÒÉÌÏÒ ÄÅ ÔÅÒÅÎȟ ÁÍ ÆÏÓÔ ÐÒÉÍÉÔá ÃÕ ÃáÌÄÕÒá ÄÅ ÃáÔÒÅ 
ÉÎÔÅÒÌÏÃÕÔÏÒÉȟ ÄÅÏÁÒÅÃÅ ÁÍ ÁÖÕÔ ÁÖÁÎÔÁÊÕÌ ÄÅ Á ÃÕÎÏÁĦÔÅ ÌÉÍÂÁ ÓÌÏÖÁÃáȢ _Î ÐÌÕÓȟ 
ÌÁ ÿÎÔÒÅÂÁÒÅÁ ȵ$ÁȬ ÔÕ Á ÃÕÉ ÅĦÔÉȩȰ ÒáÓÐÕÎÓÕÌ Á ÓÔÝÒÎÉÔ ÒÅÁÃĪÉÉ ÐÏÚÉÔÉÖÅ ÐÅÎÔÒÕ Ãá 
ÔÁÔáÌ ÍÅÕ Á ÆáÃÕÔ ÃÅÒÃÅÔÁÒÅ ÄÅ ÔÅÒÅÎ ÿÎ ÚÏÎÁ ÎÁÔÁÌá ĦÉ Á cântat la diverse 
ÅÖÅÎÉÍÅÎÔÅ ÿÎ ÃÁÄÒÕÌ ÃÏÍÕÎÉÔáĪÉÉ ÍÁÉ ÂÉÎÅ ÄÅ ΤΡ ÄÅ ÁÎÉȢ !Í ÒÅÁÌÉÚÁÔ ÉÎÔÅÒÖÉÕÒÉ 
în patru ÓÁÔÅ ɉ"ÕÄÏÉȟ 6ÁÌÅÁ #ÅÒÕÌÕÉȟ &áÇÅÔÕȟ (ÕÔÁ -ÁÒÃÁɊ ÃÕ ÏÐÔ ÐÅÒÓÏÁÎÅȟ 
dintre care cinci femei. 

_Î ÃÁÄÒÕÌ ÉÎÔÅÒÖÉÕÒÉÌÏÒ ÁÍ ÏÂĪÉÎÕÔ ĦÉ ÆÏÔÏÇÒÁÆÉÉ ÖÅÃÈÉ ÄÉÎ ÁÒÈÉÖÅÌÅ 
personale ale interlocutorilor. Acest material vizual a fost complementat de 
ÍÅÔÏÄÁ ÏÂÓÅÒÖÁĪÉÅÉ ĦÉ ÄÅ ÍÕÎÃÁ ÄÅ ÁÒÈÉÖá ÄÉÎ ÃÁÄÒÕÌ -ÁÔÉÃÁ ÓÌÏÖÅÎÓËÜ 
ɉÉÎÓÔÉÔÕĪÉÅ ÃÕÌÔÕÒÁÌá ÄÉÎ ÏÒÁĦÕÌ -ÁÒÔÉÎȟ 3ÌÏÖÁÃÉÁɊȢ  
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Fig. 2. 3ÌÏÖÁÃá ÄÉÎ 3áÌÁÊ  
(ÆÏÔÏÇÒÁÆÉÅ ÏÂĪÉÎÕÔá ÄÅ ÌÁ ÁÒÈivele Matica slovenská) 

3ÌÏÖÁÃÉÉ ÄÉÎ "ÉÈÏÒ ĦÉ 3áÌÁÊ ÁÕ ÖÅÎÉÔ ÃÁ ÔáÉÅÔÏÒÉ ÄÅ ÌÅÍÎÅ ĦÉ ÐÅÎÔÒÕ 
ÏÂĪÉÎÅÒÅÁ ÐÏÔÁÓÅÉ ɉÍÁÔÅÒÉÅ ÐÒÉÍá ÕÔÉÌÉÚÁÔá ÌÁ ÏÂĪÉÎÅÒÅÁ sticlei) începând cu 
ÓÆÝÒĦÉÔÕÌ ÓÅÃÏÌÕÌÕÉ ÁÌ 86)))-lea. Grofii maghiari (latifundiarii Bárányi, Bánffy, 
Batthyány) le-ÁÕ ÐÒÏÍÉÓ ÓÌÏÖÁÃÉÌÏÒ Ï ÐÁÒÔÅ ÄÉÎ ÐáÍÝÎÔÕÒÉÌÅ ÏÂĪÉÎÕÔÅ ÄÕÐá 
ÄÅÆÒÉĦÁÒÅ ÐÅÎÔÒÕ Á-ĦÉ ÿÎÔÅÍÅÉÁ ÇÏÓÐÏÄáÒÉÉȟ ÌÅÍÎ ÐÅÎÔÒÕ Á-ĦÉ ÃÏÎÓÔÒÕÉ ÃÁÓÅ ĦÉ 
o ÁÎÕÍÉÔá ÓÏÌÄá ÐÅÎÔÒÕ ÍÕÎÃÁ ÄÅÐÕÓáȢ !ÃÅÁÓÔá ÏÆÅÒÔá ÃÏÒÅÌÁÔá ÃÕ 
ÄÅÖÁÌÏÒÉÚÁÒÅÁ ÍÏÎÅÄÅÉ ĦÉ ÒÅÃÏÌÔÅÌÅ ÓÌÁÂÅ ÿÎ ÚÏÎa de origine, datorate secetei 
ÁÕ ÆÁÃÉÌÉÔÁÔ ÃÏÌÏÎÉÚÁÒÅÁȢ ɉ+ÕËÕéËÁȟ ΤΡΣΪɊ 0ÒÉÍÉÉ ÓÌÏÖÁÃÉ ÐÒÏÖÅÎÉĪÉ ÄÉÎ ÚÏÎÁ 
Slovaciei centrale au fondat satul Budoi în anul 1785. Într-un interval de 100 de 
ÁÎÉȟ ÎÕÍáÒÕÌ ÓÌÏÖÁÃÉÌÏÒ ÿÎ ÁÃÅÁÓÔá ÒÅÇÉÕÎÅ Á ÃÒÅÓÃÕÔ ÃÏÎÓÔÁÎÔȟ ÁÓÔÆÅÌ Ãá ÌÁ ΣΪΫΡ 
erau deja 7990 de slovaci în zona Bihor-3áÌÁÊȢ ɉ3ÉÒÜÃËÙȟ ΣΫΪΡɊ 

3ÌÏÖÁÃÉÉ ĦÉ-ÁÕ ÁÄÕÓ ÄÉÎ ÌÏÃÕÒÉÌÅ ÄÅ ÏÒÉÇÉÎÅ ĦÉ ÕÎ ÂÁÇÁÊ ÃÕÌÔÕÒÁÌ ÐÅ ÃÁÒÅ ÿÌ 
ÐáÓÔÒÅÁÚá ĦÉ ÿÎ ÐÒÅÚÅÎÔȠ ÎÅ ÒÅÆÅÒÉÍ ÌÁ ÌÉÍÂáȟ ÒÅÌÉÇÉÅȟ ÒÅĪÅÔÅ ÃÕÌÉÎÁÒÅȟ ÏÂÉÃÅÉÕÒÉȟ 
ÿÍÂÒáÃáÍÉÎÔÅȟ ÃÝÎÔÅÃÅ ÔÒÁÄÉĪÉÏÎÁÌÅ ÅÔÃȢ _Î ÃÁÄÒÕÌ ÁÃÅÓÔÅÉ ÌÕÃÒáÒÉ ÎÅ ÖÏÍ 
ÃÏÎÃÅÎÔÒÁ ÐÅ ÏÂÉÃÅÉÕÒÉÌÅ ÌÅÇÁÔÅ ÄÅ ÏÃÁÚÉÉÌÅ ÄÅ ÊÏÃ ÿÎ ÓÁÔÕÌ ÔÒÁÄÉĪÉÏÎÁÌ ÓÌÏÖÁÃ ÄÉÎ 
"ÉÈÏÒ ĦÉ 3áÌÁÊȟ ÁĦÁ ÃÕÍ ÁÕ ÆÏÓÔ ÄÅÓÃÒÉÓÅ ÄÅ ÉÎÆÏÒÍÁÔÏÒÉÉ ÃÕ ÃÁÒÅ ÁÍ ÃÏÌÁÂÏÒÁÔȢ  
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OCAZII DE JOC 

Jocul satului respecta regÕÌÉ ÎÅÓÃÒÉÓÅȟ ÅØÉÓÔÁÕ ÉÎÄÉÃÁĪÉÉ ÃÌÁÒÅ ĦÉ ÐÒÅÃÉÓÅ 
ÿÎ ÌÅÇáÔÕÒá ÃÕ ÌÏÃÕÌȟ ÔÉÍÐÕÌ ĦÉ ÍÏÄÕÌ ÄÅ ÄÅÓÆáĦÕÒÁÒÅ ÁÌ ÁÃÅÓÔÕÉÁȢ $Å ÁÓÅÍÅÎÅÁȟ 
ÐÒÉÎÃÉÐÁÌÉÉ ÁÃÔÁÎĪÉ ÅÒÁÕ ÁÌÅĦÉ ÿÎ ÆÕÎÃĪÉÅ ÄÅ ÁÎÕÍÉÔÅ ÃÁÒÁÃÔÅÒÉÓÔÉÃÉ ÐÅÒÓÏÎÁÌÅ ÃÕÍ 
ÁÒ ÆÉ ÉÓÔÅĪÉÍÅÁȟ ÓÅØÕÌȟ ÓÔÁÔÕÔÕÌ ÓÏÃÉÁÌȢ 

Cea mÁÉ ÉÍÐÏÒÔÁÎÔá ÐÒÅÓÃÒÉÐĪÉÅ ÅÒÁ ÉÎÔÅÒÚÉÃÅÒÅÁ ÏÒÇÁÎÉÚáÒÉÉ ÐÅÔÒÅÃÅÒÉÌÏÒ 
ÿÎ ÔÉÍÐÕÌ ÐÏÓÔÕÒÉÌÏÒ ĦÉ ÐÁÒÔÉÃÉÐÁÒÅÁ ÌÁ ÊÏÃÕÌ ÓÁÔÕÌÕÉ ÿÎ ÐÅÒÉÏÁÄÁ ÄÅ ÄÏÌÉÕȢ 
Majoritatea slovacilor din Bihor-3áÌÁÊ ÓÕÎÔ ÄÅ ÃÏÎÆÅÓÉÕÎÅ ÒÏÍÁÎÏ-ÃÁÔÏÌÉÃáȟ 
ÃÅÅÁ ÃÅ ÿÎÓÅÁÍÎá Ãá ĪÉÎ ÄÏÕá ÐÏÓÔÕÒÉ în decursul anului: adventul (postului 
#ÒáÃÉÕÎÕÌÕÉɊ ĦÉ ÐÏÓÔÕÌ 0ÁĦÔÅÌÏÒȢ _ÎÃÅÐÅÒÅÁ ÆÉÅÃáÒÕÉ ÐÏÓÔ ÅÒÁ ÍÁÒÃÁÔá ÃÕ 
ÅÖÅÎÉÍÅÎÔÅ ÓÐÅÃÉÁÌÅȢ 3áÒÂáÔÏÁÒÅÁ ÉÎÔÒáÒÉÉ ÿÎ 0ÏÓÔÕÌ 0ÁĦÔÅÌÕÉ ɀ &áÒĦÁÎÇÕÌ ɀ era 
ÍÁÉ ÃÏÍÐÌÅØá ÄÅÃÝÔ ÃÅÁ Á 0ÏÓÔÕÌÕÉ #ÒáÃÉÕÎÕÌÕÉ ÁÔÝÔ ÿÎ ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ 
ÏÂÉÃÅÉÕÒÉÌÅ ÄÅÓÆáĦÕÒÁÔÅȟ ÃÝÔ ĦÉ Á ÄÕÒÁÔÅÉȢ &áÒĦÁÎÇÕÌ ĪÉÎÅÁ ÔÒÅÉ ÚÉÌÅȟ ÓÐÒÅ 
ÄÅÏÓÅÂÉÒÅ ÄÅ ÐÅÔÒÅÃÅÒÅÁ ÏÒÇÁÎÉÚÁÔá ÐÅ ΤΧ ÎÏÉÅÍÂÒÉÅ ÄÅ 3ÆÝÎÔÁ %ÃÁÔÅÒÉÎÁ ÃÁÒÅ 
ÉÎÄÉÃÁ ÿÎÃÅÐÕÔÕÌ ÐÏÓÔÕÌÕÉ #ÒáÃÉÕÎÕÌÕÉȢ  

!ÌÔÅ ÏÃÁÚÉÉ ÄÅ ÊÏÃ ÅÒÁÕ ÐÅÔÒÅÃÅÒÉÌÅ ÌÅÇÁÔÅ ÄÅ ÎÕÎÔáȟ ÂÏÔÅÚȟ mersul în 
ÁÒÍÁÔáȟ ÔáÉÁÔÕÌ ÐÏÒÃÕÌÕÉȟ ÓÅÃÅÒÉĦÕÌȟ ÃÕÌÅÓÕÌ ÓÔÒÕÇÕÒÉÌÏÒȟ ÌÁ ĦÅÚáÔÏÒÉ ÓÁÕ ÈÏÒÁ 
ÓÁÔÕÌÕÉ ÄÅ ÄÕÍÉÎÉÃá ÄÕÐá ÓÌÕÊÂÁ ÒÅÌÉÇÉÏÁÓá ÓÁÕ ÌÁ ÍÁÒÉ ÓáÒÂáÔÏÒÉȢ Petrecerea 
ÿÎÃÅÐÅÁ ÄÕÐá-ÍÁÓáȟ ÁÔÕÎÃÉ ÎÕ ÅÒÁ ÃÁ ÁÃÕÍ Ãá ÿÎÃÅÐÅ ÐÅÔÒÅÃÅÒÅÁ ÄÕÐá ÍÉÅÚÕÌ 
ÎÏÐĪÉÉȢ !ÔÕÎÃÉ ÿÎÃÅÐÅÁ ÃÝÎÄ ÿÎÃá ÅÒÁ ÌÕÍÉÎáȢ $ÕÐá ÓÌÕÊÂáȟ ÓÅ ÁÄÕÎÁÕ ÔÉÎÅÒÉ ĦÉ 
ÂáÔÒÝÎÉȟ ÓÏĪ ÃÕ ÓÏĪÉÅȟ ÿĦÉ ÁÄÕÃÅÁÕ ÃÝÔÅ Ï ÓÔÉÃÌá ÃÕ ÖÉÎ ÓÁÕ ÐáÌÉÎÃáȟ ÃÅÖÁ ÇÏÇÏĦÉ ÓÁÕ 
ÃÏÚÏÎÁÃ ĦÉ ÓÅ ÁÄÕÎÁÕ ÔÏĪÉ ĦÉ ÓÅ ÄÉÓÔÒÁÕȢ ɉ0ÁÖÅÌ &ÁÔÕÒÁȟ ÎáÓÃÕÔ ÿÎ ΣΫΧΦȟ 6ÁÌÅÁ 
Cerului) 

Petrecerile legate de ÃÉÃÌÕÌ ÓáÒÂáÔÏÒÉÌÏÒ ÄÅ ÆÁÍÉÌÉÅ ÓÁÕ ÄÅ ÍÕÎÃÉÌÅ 
ÃÝÍÐÕÌÕÉ ÅÒÁÕ ÏÒÇÁÎÉÚÁÔÅ ÄÅ ÍÅÍÂÒÉÉ ÆÁÍÉÌÉÅÉ ĦÉ ÅÒÁ Ï ocazie de a ÁÒáÔÁ 
ÐÒÅÓÔÉÇÉÕÌ ĦÉ ÂÏÇáĪÉÁ ÁÃÅÌÕÉ ÎÅÁÍ ÿÎ ÒÝÎÄÕÌ ÃÏÍÕÎÉÔáĪÉÉȢ _Î ÓÃÈÉÍÂȟ ÈÏÒÁ ÓÁÔÕÌÕÉ 
ÅÒÁ ÒÝÎÄÕÉÔá ÄÅ ÕÎ ÇÒÕÐ ÄÅ ÆÅÃÉÏÒÉ ÎÅÃáÓáÔÏÒÉĪÉȠ ÅÉ ÁÎÇÁÊÁÕ ÍÕÚÉÃÁÎĪÉÉȟ 
ÓÔÒÝÎÇÅÁÕ ÔÁØÁ ÄÅ ÐÁÒÔÉÃÉÐÁÒÅȟ ÏÒÇÁÎÉÚÁÕ ÐÅÔÒÅÃÅÒÅÁ ĦÉ ÁÖÅÁÕ ÇÒÉÊá ÃÁ ÔÏÔÕÌ Óá 
ÄÅÃÕÒÇá ÆáÒá ÐÒÏÂÌÅÍÅ ÓÁÕ ÓÃÁÎÄÁÌȢ $ÉÎ ÁÃÅÓÔ ÐÕÎÃÔ ÄÅ ÖÅÄÅÒÅȟ ÊÏÃÕÌ ÓÁÔÕÌÕÉ 
ÒÅÐÒÅÚÅÎÔÁ ȵÁÄÅÖáÒÁÔÅ ÅØÅÒÃÉĪÉÉ ÄÅ ÍÁÎÉÆÅÓÔÁÒÅ Á culturii participative, 
constituind rÅÁÌÅ ÐÒÉÌÅÊÕÒÉ ÄÅ ÅÔÁÌÁÒÅȟ ÄÅÍÏÎÓÔÒÁÒÅ ĦÉ ÅÖÁÌÕÁÒÅ Á ÃÁÐÁÃÉÔáĪÉÌÏÒ 
ÏÒÇÁÎÉÚÁÔÏÒÉÃÅ ÁÌÅ ÔÉÎÅÒÉÌÏÒȟ ÁÓÐÉÒÁÎĪÉ ÌÁ ÕÎ ÎÏÕ ÓÔÁÔÕÔȟ ÁÃÅÌÁ ÄÅ ÔÉÎÅÒÉ 
ÃáÓáÔÏÒÉĪÉȢȰ ɉ$ÅÊÅÕȟ ΤΡΣΤɊ 

#ÅÌÅ ÍÁÉ ÃÏÍÐÌÅØÅ ÐÅÔÒÅÃÅÒÉ ÅÒÁÕ ÎÕÎĪÉÌÅȟ ÆáÒĦÁÎÇÕÌȟ ÍÅÒÓÕÌ ÿÎ ÁÒÍÁÔá 
sau hora satului dÅ ÄÕÍÉÎÉÃáȟ ÄÅÏÁÒÅÃÅ ÿÎ ÃÁÄÒÕÌ ÁÃÅÓÔÏÒ ÅÖÅÎÉÍÅÎÔÅ ÅÒÁÕ 
ÔÏÃÍÉĪÉ ĦÉ ÍÕÚÉÃÁÎĪÉȢ !ÔÕÎÃÉ ÍÕÚÉÃÁÎĪÉÉ ÃÝÎÔÁÕ ÌÁ ÖÉÏÁÒáȟ ÃÏÎÔÒÁ ĦÉ ÌÁ ÂÁÓȢ $ÏÁÒ ÍÁÉ 
ÔÝÒÚÉÕȟ ÁÕ ÿÎÃÅÐÕÔ Óá ÃÝÎÔÅ ĦÉ ÌÁ ÁÃÏÒÄÅÏÎȢ ɉ+ÒÉÓÔÉÎÁ &ÁÔÕÒÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΨΣȟ 
Huta Marca) Mai demult se cânta la ĪÉÔÅÒáȟ ÅÒÁ ÕÎ ÂáÔÒÝÎ ÃÁÒÅ ÃÝÎÔÁ ÿÎ ÓÁÔ ĦÉ ÎÏÉ 
dansam. ɉ!ÎÎÁ "ÉÇÁÓÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΦΧȟ ÓÁÔ "ÕÄÏÉɊ 

 _Î ÓÃÈÉÍÂȟ ÌÁ ÂÏÔÅÚȟ ÌÁ ÓÅÃÅÒÉĦȟ ÌÁ ÃÕÌÅÓÕÌ ÓÔÒÕÇÕÒÉÌÏÒȟ ÌÁ ĦÅÚáÔÏÒÉ ÓÁÕ ÌÁ 
ÔáÉÁÔÕÌ ÐÏÒÃÕÌÕÉ ÎÕ ÓÅ ÏÂÉĦÎÕÉÁ Óá ÓÅ ÁÎÇÁÊÅÚÅ ÍÕÚÉÃÁÎĪÉȢ $ÁÃá ÔáÉÁÍ ÐÏÒÃÕÌ ÎÕ 
cÈÅÍÁÍ ÍÕÚÉÃÁÎĪÉȟ ÎÉÃÉ ÌÁ ÓÅÃÅÒÉĦȟ ÎÉÃÉ ÌÁ ÂÏÔÅÚȟ Ãá ÅÒÁÕ ÐÅÔÒÅÃÅÒÉ ÍÁÉ ÍÉÃÉȟ ÄÏÁÒ 
ÿÎ ÆÁÍÉÌÉÅ ĦÉ ÃÕ ÖÅÃÉÎÉÉȢ ɉ4ÉÂÅÒÉÕ &ÕÒÉËȟ ÎáÓÃÕÔ ÿÎ ΣΫΥΩȟ "ÕÄÏÉɊ 
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,ÏÃÕÌ ÄÅ ÄÅÓÆáĦÕÒÁÒÅ ÁÌ ÐÅÔÒÅÃÅÒÉÌÏÒ ÅÒÁ ÃÁÓÁȟ ÆÉÅ ÃÅÁ Á unui gospodar 
ÍÁÉ ÿÎÓÔáÒÉÔ ÄÅÏÁÒÅÃÅ ÓÐÁĪÉÕÌ ÅÒÁ ÍÁÉ mare, fie o ÃÁÓá ÎÏÕá ÿÎ ÃÁÒÅ ÔÒÅÂÕÉÁ 
ÂáÔÕÃÉÔ ÐáÍÝÎÔÕÌȟ ÿÎ ÁÃÅÓÔ ÃÁÚȟ ÄÁÎÓÕÌ ÿÎÄÅÐÌÉÎÉÎÄ ĦÉ ÕÎ ÒÏÌ ÕÔÉÌÉÔÁÒȢ _ÎÃÅÐÝÎÄ ÃÕ 
a ÄÏÕÁ ÊÕÍáÔÁÔÅ Á secolului al XX-lea, locul petrecerilor a ÿÎÃÅÐÕÔ Óá ÓÅ ÓÃÈÉÍÂÅ 
ÏÄÁÔá ÃÕ ÃÏÎÓÔÒÕÉÒÅÁ ÃáÍÉÎÅÌÏÒ ÃÕÌÔÕÒÁÌÅȢ _Î ÐÒÅÚÅÎÔȟ aceste evenimente se 
ÄÅÓÆáĦÏÁÒá ÆÉÅ ÿÎ ĦÃÏÌÉÌÅ ÄÉÎ ÓÁÔȟ ÆÉÅ ÿÎ ÒÅÓÔÁÕÒÁÎÔÅ ÓÁÕ ÓáÌÉ ÓÐÅÃÉÁÌÅȟ ÉÁÒ ÂÕÇÅÔÕÌ 
alocat este mult mai mare. 

4ÁØÁ ÄÅ ÉÎÔÒÁÒÅ ÎÕ ÖÉÚÁ ÔÏĪÉ ÐÁÒÔÉÃÉÐÁÎĪÉÉȟ ÿÎ ÕÎÅÌÅ ÓÁÔÅ ÆÅÔÅÌÅ ÅÒÁÕ 
ÓÃÕÔÉÔÅ ÄÅ ÐÌÁÔáȟ ÿÎ ÁÌÔÅ ÌÏÃÁÌÉÔáĪÉ ÓÕÍÁ ÐÌáÔÉÔá ÄÅ ÁÃÅÓÔÅÁ ÅÒÁ ÍÁÉ ÍÉÃá ÄÅÃÝÔ 
ÃÅÁ ÁÃÈÉÔÁÔá ÄÅ ÆÅÃÉÏÒÉȢ %ØÉÓÔÁÕ ÿÎÓá ĦÉ ÅØÃÅÐĪÉÉȡ %Õ ÎÕ ÁÍ ÐÌáÔÉÔ ÎÉÃÉÏÄÁÔáȟ ÐÅÎÔÒÕ 
ÍÉÎÅ ÿÎÔÏÔÄÅÁÕÎá ÐÌáÔÅÁ ÆÅÃÉÏÒÕÌȢ ɉȢȢȢɊ $ÁÃá ÁÒ ÄÁ $ÕÍÎÅÚÅÕ ÔÕÔÕÒÏÒ ÆÅÔÅÌÏÒ ÁĦÁ 
ÎÏÒÏÃ ÿÎ ÄÁÎÓ ÃÕÍ ÁÍ ÁÖÕÔ ÅÕȦ ɉȢȢȢɊ .ÏÉ ÎÕ ÍÅÒÇÅÁÍ ÿÎáÕÎÔÒÕȢ &ÅÃÉÏÒÉÉ ÖÏÉÁÕ Óá 
ÄÁÎÓÅÚÅ ĦÉ Íá ÓÔÒÉÇÁÕȡ 5ċÁ 3ÁÌÁÊËÁ ÈÁÉ ÌÁ ÄÁÎÓȦ .Õ Íá ÄÕÃ Ãá ÎÕ ÁÍ ÂÁÎÉ Óá ÐÌáÔÅÓÃȦ 
$ÁÒ ÅÕ ĦÔÉÁÍ Ãá ÎÉÃÉ ÎÕ ÖÁ ÆÉ ÎÅÖÏÉÅ Óá ÐÌáÔÅÓÃȢ ɉȢȢȢɊ #ÉÎÅ ÖÒÅÁ Óá ÄÁÎÓÅÚÅȟ Óá 
ÐÌáÔÅÁÓÃá ÐÅÎÔÒÕ ÄÁÎÓÁÔÏÁÒÅȢ ɉ*ÕÌÉÁÎÁ ,ÁÂÁÊÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΥΦȟ 6ÁÌÅÁ #ÅÒÕÌui) 

(ÏÒÁ ÓÁÔÕÌÕÉ ÁÖÅÁ ÄÉÖÅÒÓÅ ÆÕÎÃĪÉÉȠ ÅÒÁ ÂÉÎÅÿÎĪÅÌÅÓ ÕÎ ÌÏÃ ÄÅ ÄÉÖÅÒÔÉÓÍÅÎÔ 
ÐÅÎÔÒÕ ÓáÔÅÎÉȟ ÄÁÒ ÿÎÄÅÐÌÉÎÅÁ ĦÉ ÕÎ ÒÏÌ ÉÎÔÅÇÒÁÔÏÒ ÿÎ ÖÉÁĪÁ ÃÏÍÕÎÉÔÁÒá Á satului. 
_Î ÐÌÕÓȟ ÁÃÅÁÓÔá ÐÅÔÒÅÃÅÒÅ ÅÒÁ ÌÏÃÕÌ ÄÅ ÄÉÆÕÚÁÒÅ Á ÉÎÆÏÒÍÁĪÉÉÌÏÒȟ ÆÉÉÎÄ Ï ÇÁÚÅÔá 
a ÌÏÃÁÌÉÔáĪÉÉ ÕÎÄÅ ÓÅ ÆÏÒÍÁ ÏÐÉÎÉÁ ÐÕÂÌÉÃáȢ $Å ÁÓÅÍÅÎÅÁȟ ÃÏÎÓÔÉÔÕÉÁ ÏÃÁÚÉÁ 
ÐÅÒÆÅÃÔá ÄÅ ÿÎÔÝÌÎÉÒÅ Á ÔÉÎÅÒÉÌÏÒȟ ȵÏ ÐÒÁÃÔÉÃá ÒÉÔÕÁÌÉÚÁÔá ÃÕ ÆÕÎÃĪÉÅ ÃÅÒÅÍÏÎÉÁÌá 
ÐÒÅÍÁÒÉÔÁÌáȟ ÍÁÒÃÝÎÄ ÃÏÎÔÅØÔÕÌ ÓÏÃÉÁÌ ÃÅÌ ÍÁÉ ÉÍÐÏÒÔÁÎÔ ÿÎ ÃÁÒÅ ÔÉÎÅÒÉÉȟ ÃÅ ÆÁÃ 
parte dintr-Ï ÁÎÕÍÉÔá ÇÒÕÐá ÄÅ ÖÝÒÓÔáȟ ÿĦÉ ÁÆÉÒÍá ÐÕÂÌÉÃ ÏÐĪÉÕÎÉÌÅ ÿÎ ÖÅÄÅÒÅÁ 
ÃÏÎÓÔÉÔÕÉÒÉÉ ÕÎÕÉ ÎÏÕ ÎÕÃÌÅÕ ÆÁÍÉÌÉÁÌȢȰ ɉ$ÅÊÅÕȟ ΤΡΣΤɊ *ÏÃÕÌ ÓÁÔÕÌÕÉ ÄÅÖÅÎÅÁ ÕÎ 
prilej de expunere a ÃÁÌÉÔáĪÉÌÏÒ ÆÅÔÅÌÏÒ ĦÉ Á ÆÅÃÉÏÒÉÌÏÒ ÃÕ ÓÃÏÐÕÌ ÃáÓáÔÏÒÉÅÉȢ  

_Î ÇÅÎÅÒÁÌȟ ÔÉÎÅÒÉÉ ĦÉ ÖÝÒÓÔÎÉÃÉÉ ÊÕÃÁÕ ÓÅÐÁÒÁÔȟ ÏÁÍÅÎÉÉ ÍÁÉ ÿÎ ÖÝÒÓÔá 
dansau mai domol, pe când tinerii se întreceau în momente de virtuozitate. 
/ÁÍÅÎÉÉ ÂáÔÒÝÎÉ ÎÕ ÅÒÁÕ ÐÁÒÔÉÃÉÐÁÎĪÉ ÁÃÔÉÖÉ ÌÁ ÄÁÎÓȢ 0ÕÎÅÁÕ ÿÎ ÃÁÓá ÕÎ ÒÝÎÄ ÄÅ 
ÓÃÁÕÎÅ Óá ÁÉÂá ÕÎÄÅ ÓÔÁ ÂáÔÒÝÎÉÉȢ ɉ+ÒÉÓÔÉÎÁ &ÁÔÕÒÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΨΣȟ (ÕÔÁ 
Marca) FÅÍÅÉÌÅ ÓÔáÔÅÁÕ ÿÎ ÃÅÒÃ ĦÉ ÿÎÃÅÐÅÁÕȡ ¥É ÁÉÁ ÃÁÒÅ Åȩ ! ÃÕÉ Åȩ $Áȭ ÁÉÁ ÕÉÔÅ ÃÅ 
ÆÒÕÍÏÓ ÄÁÎÓÅÁÚáȦ (...) AÌÁ ÅÒÁ ÌáÕÄÁÔ ÃÁÒÅ ÓÅ ÿÎÖÝÒÔÅÁ ÍÁÉ ÔÁÒÅȢ ɉȢȢȢɊ ¥É ÆÕÓÔÅÌÅ 
ÓáÒÅÁÕ ÿÎ ÓÕÓȢ ɉȢȢȢɊ "áÒÂÁĪÉÉ ÎÕ ÓÅ ÂáÔÅÁÕ ÐÅ ÐÉÃÉÏÁÒÅȟ ÄÏÁÒ ÒÏÍÝÎÉÉ ÆáÃÅÁÕ ÁĦÁȢ 
ɉ*ÕÌÉÁÎÁ ,ÁÂÁÊÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΥΦȟ 6ÁÌÅÁ #ÅÒÕÌÕÉɊ /ÂÓÅÒÖáÍ Ãá ÄÁÎÓÕÌ ÅÒÁ ĦÉ ÕÎ 
reper identitar, o modalitate de a ÓÅ ÄÅÏÓÅÂÉ ÄÅ ÁÌÔÅ ÎÁĪÉÏÎÁÌÉÔáĪÉ 
conlocuitoare. 

Privilegiul de a ÄÁÎÓÁ ÌÝÎÇá ÍÕÚÉÃÁÎĪÉ ÅÒÁ ÒÅÚÅÒÖÁÔ ÐÅÒÅÃÈÉÌÏÒ ÄÅ ÔÉÎÅÒÉ 
ÃÕ ÖÅÌÅÉÔáĪÉ ÄÅ ÄÁÎÓ ĦÉ ÃÝÎÔÅÃ ÄÅÏÓÅÂÉÔÅȟ ÆÉÉÎÄ ÕÎ ÓÅÍÎ ÄÅ ÍÝÎÄÒÉÅ ĦÉ ÆÁÌáȢ Eu 
ÔÏÔ ÔÉÍÐÕÌ ÅÒÁÍ ÌÝÎÇá ÍÕÚÉÃÁÎĪÉȟ ÄÁÒ ÎÕ ÏÒÉÃÉÎÅ ÐÕÔÅÁ ÓÔÁ ÁÃÏÌÏȟ ÄÏÁÒ ÃÅÉ ÍÁÉ 
ÂÕÎÉȢ %Õ ÌÅ ĦÉ ÓÐÕÎÅÁÍ ÃÅ ÍÅÌÏÄÉÅ Óá ÃÝÎÔÅȢ &ÉÅÃÁÒÅ ÆÁÔá ÖÏÉÁ Óá ÄÁÎÓÅÚÅ ÃÕ ÍÉÎÅȟ 
ÎÕ ÍÁÉ ĦÔÉÁÍ ÃÕ ÃÁÒÅ Óá ÄÁÎÓÅÚȟ Óá Îu se supere. ɉ*ÏÚÅÆ &ÒÎËÁȟ ÎáÓÃÕÔ ÿÎ ΣΫΥΨȟ 
&áÇÅÔÕɊ  

#ÅÌ ÍÁÉ ÍÕÌÔ ÓÅ ÄÁÎÓÁ ȵéÁÒÄÁĤ ÎÁ ÄÖÁ ËÒÏËÙȰ ɉÃÉÁÒÄÁĦ ÌÁ ÄÏÉ ÐÁĦÉ- mai 
ÁĦÅÚÁÔɊ ĦÉ ȵÄÏ ÖÙÓËÏÖÕȰ ɉÓáÒÉÔ- mai rapid), ambele fiind dansuri de perechi. 
$ÁÎÓÁÕ ȵéÁÒÄÁĤ ÎÁ ÄÖÁ ËÒÏËÙȰ ĦÉ  ȵÄÏ ÖÙÓËÏÖÕȰ ÃÁ ĦÉ ÍÁÇÈÉÁÒÉÉȢ "áÔÅÁÕ ÄÉÎ ÐÁÌÍÅȟ 
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ÐÏÃÎÅÁÕ ÄÉÎ ÄÅÇÅÔÅȟ ÂáÔÅÁÕ ÄÉÎ ÐÉÃÉÏÁÒÅ ÄÅ ÓÅ ÃÕÔÒÅÍÕÒÁ ÃÁÓÁȢ %ÒÁÕ ĦÉ ÆÅÃÉÏÒÉ ÃÅ 
ĦÔÉÁÕ Óá ÓÅ ÂÁÔá ÐÅ ÐÉÃÉÏÁÒÅȟ ÏÉȟ ÏÉȦ ɉȢȢȢɊ )ÁÒ ÆÅÍÅÉÌÅȟ ÃÁÒÅ ÅÒÁÕ ÎÅÁÌÃÏĦÅ ÂáÔÅÁÕ ÄÉÎ 
ÐÁÌÍÅȢ &ÅÔÅÌÅ ÁÖÅÁÕ ÂÁÔÉÓÔÕĪá ÿÎ ÍÝÎáȟ ÔÏÁÔÅ ÁÓÔÅÁ ÅÒÁÕ ÄÅ ÎÅÌÃÏĦÁÇȢ ɉȢȢȢɊ 4ÏĪÉ 
ÄÁÎÓÁÕ ÿÍÐÒÅÕÎá ɉȢȢȢɊ "áÔÅÁÕ ÄÉÎ ÐÉÃÉÏÁÒÅȟ ÃÝÎÔÁÕȟ ÐÕĦÃÁÕ ÄÉÎ ÄÅÇÅÔÅȟ ÂáÔÅÁÕ ÄÉÎ 
ÐÁÌÍÅȢ 6ÁÉȦȢȢȢ ĦÔÉÁÕ Óá ÓÅ ÄÉÓÔÒÅÚÅ ÏÁÍÅÎÉÉ ÁÔÕÎÃÉȦ ɉ*ÏÚÅÆ &ÒÎËÁȟ ÎáÓÃÕÔ ÿÎ ΣΫΥΨȟ 
&áÇÅÔÕɊ  

ȵ$Ï ËÏÌÅéËÁȰ ɉÿÎ ÃÅÒÃɊ ÅÓÔÅ ÕÎ ÄÁÎÓ acapella interpretat, în general, de 
ÆÅÔÅÌÅ ÎÅÍáÒÉÔÁÔÅ ÁÔÕÎÃÉ ÃÝÎÄ ÍÕÚÉÃÁÎĪÉÉ ÆáÃÅÁÕ ÐÁÕÚá ÄÉÎ ÃÝÎÔÁÔȢ !ÃÅÓÔ ÄÁÎÓ 
ÎÕ ÅÒÁ ÄÏÁÒ ÕÎ ÍÏÍÅÎÔ ÁÒÔÉÓÔÉÃ ÄÅ ÂÕÃÕÒÉÅ ĦÉ ÄÉÖÅÒÔÉÓÍÅÎÔȟ ÃÉ ÁÖÅÁ ĦÉ ÃÏÎÏÔÁĪÉÉ 
ÓÏÃÉÁÌÅȢ &ÅÔÅÌÅ ÎÅÍáÒÉÔÁÔÅ ÖÏÉÁÕ Óá ÄÅÍÏÎÓÔÒÅÚÅ ÆÅÃÉÏÒÉÌÏÒ Ãá ĦÔÉÕ ÃÝÎÔÁ ĦÉ 
dansa frumos, dar ÍÁÉ ÁÌÅÓ Ãá ÁÕ ÈÁÉÎÅ ÃÕÓÕÔÅ ĦÉ ÂÒÏÄÁÔÅ ÆÒÕÍÏÓȢ ȵ$Ï ËÏÌÅéËÁȰ 
ÏÆÅÒÅÁ ÃÁÄÒÕÌ ÐÒÏÐÉÃÅ ÿÎ ÃÁÒÅ ÆÅÔÅÌÅ ÎÅÍáÒÉÔÁÔÅ ÿĦÉ ÅÔÁÌÁÕ ÃÁÌÉÔáĪÉÌÅ ÄÅ ÂÕÎÅ 
ÇÏÓÐÏÄÉÎÅ ĦÉ ÖÉÉÔÏÁÒÅ ÎÅÖÅÓÔÅȢ &ÅÔÅÌÅ ÃÝÎÔÁÕ ĦÉ ÄÁÎÓÁÕ ÁĦÁ ÿÎ ÃÅÒÃ ɉȢȢȢɊ 5ÍÂÌÁÕ 
ÐÒÉÎ ÔÏÁÔá ÃÁÓÁ ÄÁÎÓÝÎÄ ÿÍÐÒÅÕÎáȟ ĪÉÎÝndu-ÓÅ ÄÅ ÍÝÎáȟ ÄÉÎÔÒ-ÕÎ ÃÁÐáÔ ÿÎ ÁÌÔÕÌȢ 
ɉȢȢȢɊ _ÎÔÒÅ ÔÉÍÐȟ ÆÅÃÉÏÒÉ ÓÔáÔÅÁÕ ÊÏÓ ÓÁÕ ÂÅÉÁÕ ÓÁÕ ÍÅÒÇÅÁÕ ÁÆÁÒá Óá ÆÕÍÅÚÅȢ %ØÉÓÔÁ 
ÍÅÒÅÕ Ï ÆÁÔá ÃÁÒÅ ÅÒÁ ÌÉÄÅÒȟ ÅÁ ĦÔÉÁ Óá ÃÝÎÔÅ ÍÁÉ ÆÒÕÍÏÓ ÁĦÁ Ãá ÿÎÃÅÐÅÁ ÃÝÎÔÅÃÕÌ ĦÉ 
ÃÅÌÅÌÁÌÔÅ ÓÅ ÌÕÁÕ ÄÕÐá ÅÁȢ ɉ*ÏÚÅÆ &ÒÎËÁȟ ÎáÓÃÕÔ ÿÎ ΣΫΥΨȟ &áÇÅÔÕɊ 

#ÅÉ ÃÅ ÎÕ ÒÅÓÐÅÃÔÁÕ ÃÏÄÕÌ ÅÔÉÃ ÎÅÓÃÒÉÓ ÁÌ ÈÏÒÅÉ ÅÒÁÕ ÓÁÎÃĪÉÏÎÁĪÉ ĦÉ ÓÃÏĦÉ 
ÄÅ ÌÁ ÅÖÅÎÉÍÅÎÔ ÐÒÉÎ ÏÐÒÉÒÅÁ ÊÏÃÕÌÕÉ ĦÉ ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÍÁÒĦÕÌÕÉȡ A fost aici în sat 
o ÆÁÔá ÃÁÒÅ ÔÁÒÅ ÆÒÕÍÏÓ ÄÁÎÓÁ ĦÉ ÃÝÎÔÁȢ _ÎÃá ÓÅ ÂáÔÅÁÕ ÆÅÃÉÏÒÉÉ ÃÁÒÅ Óá Ï invite la 
ÄÁÎÓȢ ¥É ÅÒÁ Ï ÁÌÔá ÆÁÔá ÃÁÒÅ ÔÏÔ ÔÉÍÐÕÌ ÓÔáÔÅÁ ÿÎ ÃÏÌĪ Ãá ÎÉÍÅÎÉ Î-o invita la dans. 
¥É Ó-a enervat, s-Á ÄÕÓ ĦÉ Á ÁÄÕÓ ÐÉĦÁÒÌáÕ ÄÅ ÌÁ ÖÁÃÉ ĦÉ Á stropit-Ï ÐÅ ÃÅÁÌÁÌÔáȢ !ÓÔÁ 
a ÐÌÝÎÓ ĦÉ Á ÆÕÇÉÔ ÁÃÁÓáȢ .ÏÁȟ ÄÁÒ ÁÐÏÉ ÔÏĪÉ ÆÅÃÉÏÒÉÉ ÁÕ ÌÕÁÔ-o pe cea care a stropit-
o, i-ÁÕ ÃÝÎÔÁÔ ÍÁÒĦȟ ÁÕ ÔÒÉÍÉÓ-Ï ÁÃÁÓá ĦÉ Á ÐÒÉÍÉÔ ĦÉ ÎÉĦÔÅ ÐÉÃÉÏÁÒÅ ÿÎ ÆÕÎÄȢ (Juliana 
,ÁÂÁÊÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΥΦȟ 6ÁÌÅÁ #ÅÒÕÌÕÉɊ  

/ÒÇÁÎÉÚÁÔÏÒÉÉ ÅÒÁÕ ÒÅÓÐÏÎÓÁÂÉÌÉ ÎÕ ÄÏÁÒ ÄÅ ÿÎÌáÔÕÒÁÒÅÁ ÐÅÒÓÏÁÎÅÌÏÒ 
ÃÁÒÅ ÿÎÃÅÒÃÁÕ Óá ÄÅÓÔÒÁÍÅ ÊÏÃÕÌȟ ÃÉ ĦÉ ÄÅ ÒÅÓÐÅÃÔÁÒÅÁ timpului de încheiere a 
petrecerii. 3ÅÍÎÁÌÕÌ ÓÆÝÒĦÉÔÕÌÕÉ ÊÏÃÕÌÕÉ ÅÒÁ ÄÁÔ ÄÅ Ï ÍÅÌÏÄÉÅ ÉÎÓÔÒÕÍÅÎÔÁÌá 
ÎÕÍÉÔá ÍÁÒĦȢ #ÅÌ ÃÁÒÅ ÔÏÃÍÅÁ ÍÕÚÉÃÁÎĪÉÉȟ ĦÔÉÁ ÐÝÎá ÌÁ ÃÅ ÏÒá ÃÝÎÔáȢ #ÝÎÄ ÖÅÄÅÁÕ 
ÍÕÚÉÃÁÎĪÉÉ Ãá ÓÅ ÁÐÒÏÐÉÅ ÏÒÁ ÐÌÅÃáÒÉÉȟ ÁÖÅÁÕ Ï ÍÅÌÏÄÉÅ ÄÅ ÿÎÃÈÅÉÅÒÅȢ _ÎÁÉÎÔe de 
ÁÓÔÁ ÃÝÎÔÁÕ ÁĦÁ ÕÎÁ ÂÕÎá Óá ÓÅ ÿÎÖÝÒÔÅÁÓÃá ÔÏĪÉ ÁĦÁ ÂÉÎÅȟ Óá ÓÅ ÏÂÏÓÅÁÓÃáȟ ÄÕÐá 
ÃÁÒÅ ÃÝÎÔÁÕ ÍÁÒĦ ĦÉ ÁÐÏÉ ÐÒÉÍÁĦÕÌ ÿĦÉ ÌÕÁ ÖÉÏÁÒá ÓÕÂ ÕÍáÒ ĦÉ ÆÕÇÅÁ ÐÒÉÎÔÒÅ ÏÁÍÅÎÉ 
ÁÆÁÒáȢ $Å ÍÕÌÔÅ ÏÒÉ ÍÅÒÇÅÁÕ ÆÅÃÉÏÒÉÉ ÄÕÐá ÅÌ Óá-Ì ÒÏÁÇÅ Óá ÍÁÉ ÖÉÎáȟ Óá ÍÁÉ ÃÝÎÔÅ 
ÐÕĪÉÎȢ %ÒÁ ÃÝÎÄ ÖÅÎÅÁȟ ÄÁÒ ÄÅ ÏÂÉÃÅÉȟ ÌÁ ÍÉÅÚÕÌ ÎÏÐĪÉÉ ÓÅ ÔÅÒÍÉÎÁ ÐÅÔÒÅÃÅÒÅÁ Ãá 
ÌÕÎÉ ÔÏĪÉ ÁÖÅÁÕ ÄÅ ÌÕÃÒÕ ÄÅ ÄÉÍÉÎÅÁĪáȢ ɉ+ÒÉÓÔÉÎÁ &ÁÔÕÒÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΨΣȟ (ÕÔÁ 
Marca) 

&A2¥!.'5, 

0ÅÎÔÒÕ ÓÔÕÄÉÕÌ ÄÅ ÃÁÚ ÁÌ ÁÃÅÓÔÕÉ ÁÒÔÉÃÏÌ ÁÍ ÁÌÅÓ ÓáÒÂáÔÏÁÒÅÁ &áÒĦÁÎÇÕÌÕÉ 
ÄÁÔÏÒÉÔá ÃÏÍÐÌÅØÉÔáĪÉÉ ÁÃÅÓÔÅÉÁȢ _Î ÃÁÄÒÕÌ ÃÅÒÃÅÔáÒÉÌÏÒ ÄÅ ÔÅÒÅÎȟ ÁÍ ÏÂĪÉÎÕÔ ÄÅ 
ÌÁ &ÒÁÎéÉÓËÁ &ÒÎËÏÖÜ ÄÉÎ ÓÁÔÕÌ &áÇÅÔÕ ÃÝÎÔÅÃÕÌ ÔÉÐÉÃ ÁÌ ÁÃÅÓÔÕÉ ÅÖÅÎÉÍÅÎÔ 
ÉÎÔÉÔÕÌÁÔ ȵ&áÒĦÁÎÇȟ ÆáÒĦÁÎÇȰȢ 6ÅÒÓÕÒÉÌÅ ÌÅ-ÁÍ ÓÃÒÉÓ ÁĦÁ ÃÕÍ ÁÕ ÆÏÓÔ ÃÝÎÔÁÔÅȟ ÿÎ 
graiul local arhaic al slovacilor din Bihor-3áÌÁÊȟ ÎÕ ÿÎ ÌÉÍÂÁ ÓÌÏÖÁÃá ÌÉÔÅÒÁÒáȢ 
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4ÒÁÎÓÃÒÉÐĪÉÁ ÍÕÚÉÃÁÌá Á ÆÏÓÔ ÆáÃÕÔá ÄÅ ÃáÔÒÅ 4ÈÅÏÄÏÒ #ÏÎÓÔÁÎÔÉÎÉÕȟ ÃáÒÕÉÁ ÿÉ 
ÓÕÎÔ ÆÏÁÒÔÅ ÒÅÃÕÎÏÓÃáÔÏÁÒÅȢ   

 

 
Fig. 3. &ÁĤÁÎÇÉȟ ÆÁĤÁÎÇÉ 

 

&ÁĤÁÎÇÉȟ ÆÁĤÁÎÇÉȟ ÆÁĤÁÎÇÏÖÅ éÁÓÉ ÚÅÄÌÉ ÓÍÅ ÓÌÁĐÉÎÕȟ ÚÅÍÅ ÁÊ ËÌÏÂÁÓÉ 
&áÒĦÁÎÇȟ &áÒĦÁÎÇȟ ÖÒÅÍÕÒÉ ÄÅ &áÒĦÁÎÇȟ ÁÍ ÍÝÎÃÁÔ ÓÌáÎÉÎÁȟ ÍÝÎÃáÍ ĦÉ 

ÃÝÒÎÁĪÉÉ 
&ÁĤÁÎÇÉ ÓÁ ÔÒÁĩÉÁȟ ÕĿ ÓÁ ĐÅÎÁÖÒÁĩÉÁȟ ÓÔÁÒÅ ÄǸÅÆËÉ ÐÌÁéÕȟ ĿÅ ÓÁ ĐÅÖÉÓËÁéÕ 
&áÒĦÁÎÇÕÌ ÓÅ ÐÉÅÒÄÅȟ ÎÕ ÓÅ ÍÁÉ ÿÎÔÏÁÒÃÅȟ ÆÅÔÅÌÅ ÂáÔÒÝÎÅ ÐÌÝÎÇ Ãá ÎÕ ÓÅ 

ÓÃÕÔÕÒá ɉÎÕ ÄÁÎÓÅÁÚáɊ 
3ÔÁÒÅ ÄǸÅÆËÉ ÐÌÁéÕȟ ĿÅ ÓÁ ĐÅÖÉÓËÁéÕȟ ÍÌÁÄÅ ÓÁ ÒÁÄÕÊÕȟ ĿÅ ÓÁ ÖÉÔÁÎÃÕÊÕȢ 
&ÅÔÅÌÅ ÂáÔÒÝÎÅ ÐÌÝÎÇ Ãá ÎÕ ÓÅ ÓÃÕÔÕÒáȟ ÃÅÌÅ ÔÉÎÅÒÅ ÓÅ ÂÕÃÕÒá Ãá ÓÕÎÔ 

dansate. 
 
%ØÉÓÔÁ ĦÉ Ï ÐÏÅÚÉÅ ÓÐÅÃÉÆÉÃá ÌÁ ÆáÒĦÁÎÇ ÃÁÒÅ ÆÁÃÅ ÒÅÆÅÒÉÒÅ ÌÁ ÄÉÍÅÎÓÉÕÎÅÁ 

ÔÉÍÐÕÌÕÉȟ ÌÁ ÖÅÎÉÒÅÁ ÐÒÉÍáÖÅÒÉÉ ĦÉ ÌÁ ÒÅÌÁĪÉÁ ÔÅÍÐÏÒÁÌá &áÒĦÁÎÇ-0ÁĦÔÉȡ &ÁĤÁÎÇÉȟ 
ÆÁĤÁÎÇÉȟ 6ÅÌËÁ .ÏÃ ÐÒÉÄǸÅȟ ÇÄÏ ĐÅÍÁ ËÏĿÕÈÁ ÚÉÍÁ ÍÕ ÂÕÄǸÅ. ! ÊÁ ĐÅÍÁÍȟ ÌÅÎ ÓÁ 
ÔÁË ÔÒÁÓÅÍȟ ÐÒÉÄǸÅ ÊÁÒ ÔÁË ÓÁ ÖÉÐÁÓÅÍȢ ɉ&áÒĦÁÎÇȟ ÆáÒĦÁÎÇȟ ÖÉÎÅ 0ÁĦÔÉÌÅȟ ÃÉÎÅ Î-are 
ÃÏÊÏÃȟ ÿÉ ÖÁ ÆÉ ÆÒÉÇȢ ¥É ÅÕ ÎÕ ÁÍȟ ÔÏÔ ÔÒÅÍÕÒȟ ÄÁÒ ÖÉÎÅ ÐÒÉÍáÖÁÒÁ ĦÉ ÖÏÉ ÉÅĦÉ ÌÁ 
ÐáÓÃÕÔȢɊ ɉ*ÕÌÉÁÎÁ ,ÁÂÁÊÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΥΦȟ 6ÁÌÅÁ #ÅÒÕÌÕÉɊ 

6ÅÒÓÕÒÉÌÅ ÃÝÎÔÅÃÕÌÕÉ ĦÉ ÁÌÅ ÐÏÅÚÉÅÉ ÄÅÓÃÒÉÕ ÍÅÔÁÆÏÒÉÃ ÃÁÒÁÃÔÅÒÉÓÔÉÃÉÌÅ 
ÐÒÉÎÃÉÐÁÌÅ ÁÌÅ &áÒĦÁÎÇÕÌÕÉȡ ÐÅ ÄÅ Ï ÐÁÒÔÅ ÄÉÍÅÎÓÉÕÎÅÁ ÔÉÍÐÕÌÕÉ ɉÒÅÌÁĪÉÁ 
&áÒĦÁÎÇ-0ÁĦÔÉɊ ĦÉ ÃÉÃÌÕÌ ÎÁÔÕÒÉÉȟ ÐÅ ÄÅ ÁÌÔá ÐÁÒÔÅ ÁÂÕÎÄÅÎĪÁ ĦÉ ÅØÃÅÓÕÌ ÿÎ ÃÅÅÁ ÃÅ 
ÐÒÉÖÅĦÔÅ ÍÝÎÃÁÒÅÁȟ ÄÁÎÓÕÌ ĦÉ ÐÅÔÒÅÃÅÒÅÁȢ !ÃÅÁÓÔá ÓáÒÂáÔÏÁÒÅ ÿÎÃÅÐÅÁ ÿÎ ÕÌÔÉÍÁ 
ÄÕÍÉÎÉÃá ÄÉÎÁÉÎÔÅÁ ÐÏÓÔÕÌÕÉ 0ÁĦÔÉÌÏÒ ĦÉ ÄÕÒÁ ÐÝÎá ÍÁÒĪÉ ÌÁ ÍÉÅÚÕÌ ÎÏÐĪÉÉȢ _Î 
ÃÁÄÒÕÌ ÁÃÅÓÔÅÉ ÓáÒÂáÔÏÒÉ ÌÁÉÃÅ ÅÒÁ ÐÅÒÍÉÓ ÏÒÉÃÅ ÔÉÐ ÄÅ ÄÉÓÔÒÁÃĪÉÉȟ ÆáÒá ÒÅÓÔÒÉÃĪÉÉȢ 
4ÉÍÐ ÄÅ ÔÒÅÉ ÚÉÌÅ ĥÉ ÔÒÅÉ ÎÏÐĪÉȟ ÓáÔÅÎÉÉ ÓÅ ÖÅÓÅÌÅÁÕ ÿÍÐÒÅÕÎáȟ ÍÝÎÃÁÕ ÂÕÃÁÔÅ 
ÁÌÅÓÅȟ ÄÁÎÓÁÕȟ ÃÝÎÔÁÕȟ ÆáÃÅÁÕ ÄÉÆÅÒÉÔÅ ÊÏÃÕÒÉȟ ÎÕ ÁÖÅÁÕ ÖÏÉÅ Óá ÄÏÁÒÍáȟ ÐÒÏÆÉÔÁÕ 
ÄÅ ÔÏÔ ÃÅ ÕÒÍÁ Óá ÌÅ ÆÉÅ ÉÎÔÅÒÚÉÓ ÐÅ ÐÅÒÉÏÁÄÁ ÐÏÓÔÕÌÕÉ 0ÁĥÔÅÌÕÉ ÃÁÒÅ ÿÎcepea cu 
-ÉÅÒÃÕÒÅÁ #ÅÎÕĦÉÉȢ 0ÅÎÔÒÕ Á ÓÅ ÁÓÉÇÕÒÁ Ãá ÿÎÔÒ-ÁÄÅÖÁÒȟ ÔÏĪÉ ÒÅÓÐÅÃÔá ÁÃÅÁÓÔá 
ÔÒÁÄÉĪÉÅȟ ÃÝĪÉÖÁ ÆÅÃÉÏÒÉ ÕÍÂÌÁÕ ÄÉÎ ÃÁÓá ÿÎ ÃÁÓáȟ ÉÁÒ ÄÁÃá ÇáÓÅÁÕ ÖÒÅÕÎ ÂáÒÂÁÔ 
ÁÃÁÓá ÄÏÒÍÉÎÄȟ ÿÌ ÂÁÒÂÅÒÅÁÕȟ ÆáÃÝÎÄÕ-Ì ÄÅ ÒÕĥÉÎÅ ĥÉ ÐÅÄÅÐÓÉÎÄÕ-l. (Roza 
"ÅÊÄÁËÏÖÜȟ ÎáÓÃÕÔá în 1929, Valea  Cerului) 
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,ÕÍÅÁ ÅÒÁ ÿÎÔÏÁÒÓá ÐÅ ÄÏÓȟ ÆÉÉÎÄ ÿÎĪÅÌÅÁÓá ÓÕÂ ÁÓÐÅÃÔÕÌ ÅÉ ÃÏÍÉÃȟ ÕÎÅÏÒÉ 

ÃÈÉÁÒ ÉÒÏÎÉÃȢ 4ÏÔÕÌ ÄÅÖÅÎÅÁ ÕÎ ÊÏÃȢ 3Å ÒÏÓÔÅÁÕ ÔÅØÔÅ ÓÁÔÉÒÉÃÅȟ ÅÒÁ ÐÅÒÍÉÓá 
ÿÎÃáÌÃÁÒÅÁ ÎÏÒÍÅÌÏÒ ÏÂÉĦÎÕÉÔÅ ÁÌÅ ÃÏÍÕÎÉÔáĪÉÉȟ ÄÅÓÃáÔÕĦÁÒÅÁ ÇÅÓÔÕÒÉÌÏÒȟ 
ÿÎÃáÌÃÁÒÅÁ tabu-ÕÒÉÌÏÒ ÃÏÔÉÄÉÅÎÅ ĦÉ ÅØÁÃÅÒÂÁÒÅÁ ÓÅØÕÁÌÉÔáĪÉÉȢ !ÃÅÓÔÅ ÚÉÌÅ ÅÒÁÕ 
ÎÕÍÉÔÅ "ÌÜÚÎÉÖï ÄÎÉ ɉÚÉÌÅ ÎÅÂÕÎÅɊ ĦÉ ÅÒÁÕ ÿÎ ÃÏÎÔÒÁÓÔ ÃÕ ÁÎÇÁÊÁÍÅÎÔ ÄÅ ÐÕÒÔÁÒÅ 
ÖÉÒÔÕÏÁÓá ÄÉÎ ÐÅÒÉÏÁÄÁ ÐÏÓÔÕÌÕÉȢ 

În timpul interviurilor, informatorii au subliniat caracterul nereligios al 
ÓáÒÂáÔÏÒÉÉȡ Nu e despre nimic, nici despre Iisus Kristos, nici despre Fecioara Maria, 
nici despre Dumnezeu. E o ÓáÒÂáÔÏÁÒÅ ÉÎÖÅÎÔÁÔá ÄÅ ÏÁÍÅÎÉ Ãá ÓÅ ÔÅÒÍÉÎá ÖÅÓÅÌÉÁ 
ĦÉ ÿÎÃÅÐÅ ÐÏÓÔÕÌȢ $Å ÁÓÔÁȟ ÔÒÅÉ ÚÉÌÅ ÿÎÔÒ-ÕÎÁ ÓÅ ÃÝÎÔáȟ ÓÅ ÄÁÎÓÅÁÚáȟ ÓÅ ÂÅÁȟ ÓÅ 
ÍáÎÝÎÃáȢ #á ÁÐÏÉ ÄÅ ÍÉÅÒÃÕÒÉ Å ÌÉÎÉĦÔÅ ÐÅÓÔÅ ÔÏÔȢ ɉ*ÕÌÉÁÎÁ ,ÁÂÁÊÏÖÜȟ ÎáÓÃÕÔá ÿÎ 
1934, Valea Cerului) -ÁÉ ÄÅÍÕÌÔ ÕÍÂÌÁÕ ĦÉ ÃÕ $ÏÒÏÔÁ ÄÅ &áÒĦÁÎÇȟ ÎÕ ÃÕÍ ÕÍÂÌá 
ÁÃÕÍ ÄÅ #ÒáÃÉÕÎȟ ÐÅÎÔÒÕ Ãá $ÒÁÃÕÌ ÄÏÍÎÅĦÔÅ ÌÁ &áÒĦÁÎÇȢ $ÏÁÒ ÁÔÕÎÃÉ ÐÏÔ ÕÍÂÌÁ 
ÄÒÁÃÉÉȟ ÄÁÒ ÎÕ ÁÖÅÁÕ ÖÏÉÅ Óá ÍÅÁÒÇá ÌÁ ÂÉÓÅÒÉÃáȢ 5ÍÂÌÁÕ ÁĦÁ ÍÁÓÃÁĪÉ ÕÒÝÔȟ ÃÏÐÉÉÉ ÓÅ 
temeau de draci. ɉ!ÎÎÁ "ÉÇÁÓÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΦΧȟ "ÕÄÏÉɊ 

_Î ÍÁÊÏÒÉÔÁÔÅÁ ÓÁÔÅÌÏÒ ÓÌÏÖÁÃÅ ÄÉÎ "ÉÈÏÒ ĦÉ 3áÌÁÊȟ ÍÁÓÃÁ ÅÒÁ ÕÎ ÅÌÅÍÅÎÔ 
ÉÎÄÉÓÐÅÎÓÁÂÉÌ ÁÌ ÁÃÅÓÔÅÉ ÓáÒÂáÔÏÒÉȢ /ÁÍÅÎÉÉ ÿĦÉ ÐÒÏÃÕÒÁÕ ÈÁÉÎÅ ÚÄÒÅÎĪÕÒÏÁÓÅ cu 
scopul de a stârni râsul, de a impresiona, de a ÓÐÅÒÉÁȟ ÆáÃÝÎÄ ÄÉÆÅÒÉÔÅ ÎÅÂÕÎÉÉ ĦÉ 
glume. !ĦÁ ĦÁÐÃá ĦÉ-Á ÆáÃÕÔ ÃÕ ÐÁÎÇÌÉÃÉ ÃÅ ÁÔÝÒÎÁÕ ÄÅ ÐáÌáÒÉÅȟ ÁĦÁ ÕÒÝÔ Ó-au 
ÿÍÂÒáÃÁÔ ÄÅ ÁÕ ÂáÇÁÔ Ï ÓÐÁÉÍá ÿÎ ÎÏÉȦ ÐÒÉÅÔÅÎÁ ÍÅÁ ĦÉ ÃÕ ÍÉÎÅ ÁÍ ÆÕÇÉÔ ÿÎ ĦÐÁÉĪȟ 
ÉÁÒ ÃÅÉÌÁÌĪÉ s-ÁÕ ÂáÇÁÔ ÓÕÂ ÐÁÔȢ !ĦÁ ÄÅ ÔÁÒÅ ÎÅ-ÁÕ ÓÐÅÒÉÁÔ ÄÅ ÍÉÒÕÌ ÌÕÍÉÉȦ !ĦÁ Ó-au 
mascat de nu i-am recunoscut. ɉ*ÕÌÉÁÎÁ ,ÁÂÁÊÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΥΦȟ 6ÁÌÅÁ #ÅÒÕÌÕÉɊ 
_Î ÓÁÔÕÌ "ÕÄÏÉȟ ÍáĦÔÉÌÅ ÔÒÁÖÅÓÔÉ ÅÒÁÕ ÒÅÃÕÒÅÎÔÅȟ ÂáÒÂÁĪÉÉ ÓÅ ÄÅÇÈÉÚÁÕ ÿÎ ÆÅÍÅÉ ĦÉ 
ÖÉÃÅÖÅÒÓÁȢ !ÎÕÍÉĪÉ ÉÎÔÅÒÌÏÃÕÔÏÒÉ ÁÍÉÎÔÅÓÃ ĦÉ ÄÅ ÐÒÅÚÅÎĪÁ ÍáĦÔÉÌÏÒ ÚÏÏÍÏÒÆÅȢ 
3ÕÂ ÍÁÓÃáȟ ÏÍÕÌ ÓÅ ÍÁÎÉÆÅÓÔÁ ÐÌÅÎÁÒȟ ÒÅÎÕÎĪÝÎÄ ÌÁ ÔÏÁÔÅ ÃÏÎÓÔÒÝÎÇÅÒÉÌÅ ÖÉÅĪÉÉ 
cotidiene. 

$Å ÌÁ #ÒáÃÉÕÎ ÐÝÎá ÌÁ &áÒĦÁÎÇ ÓÅ ÿÎÖáĪÁÕ ÐÉÅÓÅ ÄÅ ÔÅÁÔÒÕ ÃÁÒÅ ÓÅ ÊÕÃÁÕ ÌÁ 
&áÒĦÁÎÇȟ ÿÎÃá ÓÅ ÍÅÒÇÅÁ ĦÉ ÿÎ ÁÌÔÅ ÓÁÔÅȢ $ÕÍÉÎÉÃá ÓÅ ÊÕÃÁ ÐÉÅÓÁ ÄÅ ÔÅÁÔÒÕ ÿÎ ÓÁÔ ĦÉ 
ÌÕÎÉ ĦÉ ÍÁÒĪÉ ÿÎ ÁÌÔÅ ÓÁÔÅȢ _ÎÖáĪáÔÏÁÒÅÌÅ ÒÅÐÅÔÁÕ ÃÕ ÎÏÉȟ ÎÅ ÿÎÖáĪÁÕ ÐÉÅÓÅ ÄÅ ÔÅÁÔÒÕȢ 
ɉ+ÒÉÓÔÉÎÁ &ÁÔÕÒÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΨΣȟ (ÕÔÁ -ÁÒÃÁɊ 

&áÒĦÁÎÇÕÌ ÅÒÁ ĦÉ ÍÏÍÅÎÔÕÌ ÒÅÕÎÉÕÎÉÉȟ ÁÌ ÔÉÍÐÕÌÕÉ ÐÅÔÒÅÃÕÔ ÿÍÐÒÅÕÎáȟ ÁÌ 
ÏÓÐáĪÕÌÕÉȢ 'áÔÉÔÕÌ ĦÉ ÍÝÎÃÁÔÕÌ ÿÍÐÒÅÕÎá ÃÒÅÁÕ ÏÐÏÒÔÕÎÉÔáĪÉ ÄÅ Á ÿÎÔáÒÉ ÒÅÌÁĪÉÉÌÅ 
ÓÏÃÉÁÌÅȢ -ÅÎÉÕÌ ÔÉÐÉÃ ÁÃÅÓÔÅÉ ÓáÒÂáÔÏÒÉ ÉÎÃÌÕÄÅÁ ÿÎ ÓÐÅÃÉÁÌ ÐÒÏÄÕÓÅ ÄÉÎ ÃÁÒÎÅȟ 
ÁÄÉÃá ÁÃÅÌÅ ÁÌÉÍÅÎÔÅ ÃÁÒÅ erau interzise în perioada postului. Se mânca piftie, 
ÃÏÚÏÎÁÃÉȠ ÌÕÎÉ ÓÅ ÐÒáÊÅÁÕ ÃÝÒÎÁĪÉ ÃÕ ÏÕáȢ 4ÏĪÉ ÓÅ ÁÄÕÎÁÕ ĦÉ ÿĦÉ ÁÄÕÃÅÁÕ ÖÉÎȟ ÆáÉÎáȟ 
ÏÕáȟ ÔÉÍÐ ÄÅ ÔÒÅÉ ÚÉÌÅ ÍÝÎÃÁÕȟ ÂÅÉÁÕȢ ɉȢȢȢɊ #ÁÓÁ ÅÒÁ ÐÌÉÎáȟ ÓÅ ÃÝÎÔÁ ÿÎÔÒ-una, se 
dansa. ɉ*ÕÌÉÁÎÁ ,ÁÂÁÊÏÖÜȟ ÎáÓÃÕÔá ÿn 1934, Valea Cerului) Fiecare aducea ce 
ÐÕÔÅÁȡ ÐáÌÉÎÃáȟ ÃÝÒÎÁĪÉȟ ÓÌáÎÉÎáȢ *ÕÃÁÕ ÃáÒĪÉȟ ÊÕÃÁÕ -ÏÁÒáȢ (Kristina Faturová, 
ÎáÓÃÕÔá ÿÎ ΣΫΨΣȟ (ÕÔÁ -ÁÒÃÁɊ 4ÒÅÉ ÚÉÌÅ ÄÕÒÁ ÐÅÔÒÅÃÅÒÅÁȟ ÉÁÒ ÍÕÚÉÃÁÎĪÉÌÏÒ ÔÒÅÂÕÉÁ 
Óá ÌÅ ÇáÔÉÍȢ .ÏÉ ÆÅÔÅÌÅ ÎÅ ÁÄÕÎÁÍ ĦÉ ÌÅ ÆáÃÅÁÍ ÄÅ ÍÝÎÃÁÒÅ Ãá ÆÉÅÃÁÒÅ ÁÄÕÃÅÁ ÃÅÖÁ 
ÄÅ ÁÃÁÓáȢ ɉ!ÎÎÁ "ÉÇÁÓÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΦΧȟ ÓÁÔ "ÕÄÏÉɊ 

_Î ÔÉÍÐ ÃÅ ÍÕÚÉÃÁÎĪÉÉ ÓÅ ÏÄÉÈÎÅÁÕȟ ÆÅÔÅÌÅ ÄÁÎÓÁÕ ÿÎ ÃÅÒÃ ĥÉ ÃÝÎÔÁÕ a 
cappellaȢ ,Á ÐÅÔÒÅÃÅÒÅ ÎÕ ÁÖÅÁ ÖÏÉÅ Óá ÆÉÅ ÌÉÎÉĥÔÅȢ $ÁÃá ÎÕ ÓÅ ÃÝÎÔÁ ÖÏÃÁÌ ÓÁÕ 
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ÉÎÓÔÒÕÍÅÎÔÁÌȟ ÃÅÉ ÐÒÅÚÅÎĪÉ ÐÒÁÃÔÉÃÁÕ ÄÉÖÅÒÓÅ ÊÏÃÕÒÉȢ #ÅÌ ÍÁÉ ÃÕÎÏÓÃÕÔ ĦÉ 
ÒáÓÐÝÎÄÉÔ ÅÒÁ ÊÏÃÕÌ ȵÎÁ ËÁéÅÒÁȱ ɉÄÅ-Á ÒáĪÏÉÕÌɊȢ 3Å ĪÉÎÅÁÕ ÕÎÕÌ ÄÅ ÃÅÌáÌÁÌÔ ÿÎ ÌÁÎĪȟ 
ÌÁ ÕÎ ÔÒÅÎÕÌÅĪȟ ĦÉ ÃÅÌ ÄÉÎ ÆÁĪá ÅÒÁ 2áĪÏÉÕÌ ÃÁÒÅ ÁÖÅÁ ÕÎ ÂÉÃÉ ÿÍÐÌÅÔÉÔ ÄÉÎ ÃÝÎÅÐáȢ 
#ÝÎÔÁÕ ĦÉ ÄÁÎÓÁÕ ÁĦÁ ÿÎ ÒÝÎÄ ÿÍÐÒÅÕÎá ĦÉ ÃÝÎÄ ÅÒÁ ÁÐÒÏÁÐÅ ÄÅ ÒáĪÏÉ ÕÌÔÉÍÕÌ ÄÉÎ 
ÒÝÎÄȟ ÒáĪÏÉÕÌ ÓÅ ÿÎÔÏÒÃÅÁ ÄÉÎÔÒ-Ï ÄÁÔá ĦÉ-l lovea pe cel ce-Ì ÁÐÕÃÁȢ #ÅÌ ÃÅ ÓÔáÔÅÁ ÌÁ 
ÃÁÐáÔÕÌ ÌÁÎĪÕÌÕÉ ĦÔÉÁ ÄÅÊÁ ÃÅ ÿÌ ÁĦÔÅÁÐÔáȟ ÿÎÃÅÒÃÁ Óá ÓÅ ÆÅÒÅÁÓÃáȟ ÓÅ ÔÒáÇÅÁ ÒÅÐÅÄÅȟ 
ÁĦÁ Ãá 2áĪÏÉÕÌ ÿÌ ÌÏÖÅÁ ÐÅ ÁÌÔÕÌȢ (Kristina FaturÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΨΣȟ (ÕÔÁ -ÁÒÃÁɊ  
-ÉÚÁ ÊÏÃÕÌÕÉ ÅÒÁ Óá ÓÃÁÐÉ ÆáÒá Á ÆÉ ÌÏÖÉÔ ÄÅ 2áĪÏÉȢ  

3ÅÁÒÁ ÄÅ ÍÁÒĪÉ ÅÒÁ ÂÏÇÁÔá ÿÎ ÏÂÉÃÅÉÕÒÉȟ ÍÁÒÃÝÎÄ ÓÆÝÒĦÉÔÕÌ &áÒĦÁÎÇÕÌÕÉȢ 
2ÉÔÕÒÉÌÅ ÌáÓÁÔÕÌÕÉ ÄÅ ÓÅÃ ÓÅ ÄÅÚÖÏÌÔÁÕ ĦÉ ÐÅ ÓÅÁÍÁ ÐÒÉÎÃÉÐÁÌÅÌÏÒ ÃÅÒÅÍÏÎÉÉ ÁÌÅ 
ÖÉÅĪÉÉ ÏÍÕÌÕÉȢ 3Å ÐÏÁÔÅ ÉÄÅÎÔÉÆÉÃÁ ÍÏÍÅÎÔÕÌ ÿÎÍÏÒÍÝÎÔáÒÉÉ ÐÁÒÏÄÉÁÔÅȡ ÍÁÒĪÉ 
ÓÅÁÒÁ ÿÎÁÉÎÔÅ ÄÅ ÍÉÅÚÕÌ ÎÏÐĪÉÉ ÓÅ ÿÎÍÏÒÍÝÎÔÁ ÃÏÎÔÒÁÂÁÓÕÌȟ ÓÅÍÎ Ãá ÿÎ ÐÅÒÉÏÁÄÁ 
ÐÏÓÔÕÌÕÉ ÏÒÇÁÎÉÚÁÒÅÁ ÐÅÔÒÅÃÅÒÉÌÏÒ ĦÉ ÐÅÒÆÏÒÍÁÒÅÁ ÃÝÎÔÅÃÅÌÏÒ ÌÁÉÃÅ ÅÓÔÅ 
ÉÎÔÅÒÚÉÓáȢ   

"áÒÂÁĪÉÉ ÕÍÂÌÁÕ ÄÉÎ ÃÁÓá ÿÎ ÃÁÓá ĦÉ ȵÐÏÔÃÏÖÅÁÕȰ ÆÅÍÅÉÌÅȟ ÃÁ ÁÃÅÓÔÅÁ Óá 
ÎÕ ÍÁÉ ÐÏÁÔá ÄÁÎÓÁ ÿÎ ÐÏÓÔȢ _ĦÉ ÌÕÁÕ ÃÕÉÅȟ ÃÉÏÃÁÎȟ ÃÌÅĦÔÅ ĦÉ ÐÏÔÃÏÖÅÁÕ ÓÉÍÂÏÌÉÃ 
femeile. 5ÎÅÌÅ ÆÕÇÅÁÕ ÄÅ ÐÏÔÃÏÖÉÔȟ ÁÌÔÅÌÅ ÉÎÔÒÁÕ ÿÎ ÊÏÃÕÌ ÌÏÒ ĦÉ ÓÔÒÉÇÁÕ Ãá ÌÅ dor 
ÐÉÃÉÏÁÒÅÌÅȢ $ÏÉ ÆÅÃÉÏÒÉ ĪÉÎÅÁÕ ÆÁÔÁȟ ÉÁÒ ÁÌĪÉ ÄÏÉ Ï potcoveau. Unul dintre feciori avea 
ÕÎ ÃÏĦ ÿÎ ÃÁÒÅ ÿĦÉ ÁÄÕÎÁÕ ÏÕá ÄÅ ÌÁ ÔÏÁÔÅ ÃÁÓÅÌÅ ÿÎ ÃÁÒÅ ÁÕ ÆÏÓÔȟ ÉÁÒ ÌÁ ÕÌÔÉÍÁ ÃÁÓá 
ÓÔáÔÅÁÕ ÍÁÉ ÍÕÌÔ ÐÅÎÔÒÕ Ãá ÁÃÏÌÏ ÿĦÉ ÐÒáÊÅÁÕ ÏÕáÌÅ ÐÒÉÍÉÔÅ ĦÉ ÌÅ ÍÝÎÃÁÕȢ (Roza 
"ÅÊÄÁËÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΤΫȟ 6ÁÌÅÁ  #ÅÒÕÌÕÉɊ 

La rândul lor, femeÉÌÅ ÆÏÌÏÓÅÁÕ Ï ÁĦÃÈÉÅ ĦÉ ÚáÐÁÄá ĦÉ ÂáÒÂÉÅÒÅÁÕ ÂáÒÂÁĪÉÉ 
ÐÅÎÔÒÕ ÃÁ ÁÃÅĦÔÉÁ Óá ÎÕ ÓÅ ÍÁÉ ÒÁÄá ÐÝÎá ÄÅ 0ÁĦÔÉȟ ÎÅÂáÒÂÉÅÒÉÔÕÌ ÆÉÉÎÄȟ ÿÎ 
ÍÅÎÔÁÌÉÔÁÔÅÁ ÒÕÒÁÌáȟ Ï ÆÏÒÍá ÄÅ ÐÏÓÔ ÓÁÕ ÄÏÌÉÕȢ  

/ÂÉÃÅÉÕÒÉÌÅ ÔÉÐÉÃÅ ÚÉÌÅÉ ÄÅ ÍÁÒĪÉ ÅÒÁÕ ÄÅÓÔÉÎÁÔÅ ÎÕ ÄÏÁÒ Óá ÐÕÎÃÔÅÚÅ 
debutul ÐÅÒÉÏÁÄÅÉ ÄÅ ÐÏÓÔȟ ÄÁÒ ĦÉ ÿÎÃÅÐÕÔÕÌ ÕÎÕÉ ÎÏÕ ÃÉÃÌÕ ÁÌ ÎÁÔÕÒÉÉȢ 0ÅÎÔÒÕ Á 
ÓÔÉÍÕÌÁ ÒÏÄÎÉÃÉÁ ÃÝÎÅÐÉÉ ÓÅ ÐÒÁÃÔÉÃá ÕÒÍáÔÏÒÕÌ ÒÉÔȟ ÃáÒÕÉÁ É ÓÅ ÁÓÏÃÉÁÚá Ï 
ÅÆÉÃÉÅÎĪá ÃÏÍÕÎÉÔÁÒáȢ -ÁÒĪÉȟ ÌÁ ÍÉÅÚÕÌ ÎÏÐĪÉÉȟ ÎÏÉ ÆÅÍÅÉÌÅ ÓÅÍáÎÁÍ ÃÝÎÅÐáȠ ÌÕÁÍ 
ÁÐá ĦÉ ÓÔÒÏÐÅÁÍ ÁĦÁ ÐÅ ÏÁÍÅÎÉ ĦÉ ÃÝÎÔÁÍȡ 3ÅÊÍÅȟ ÓÅÊÍÅȟ ËÏÎÏÐÉÃÅȟ ËÏÎÏÐÉÃÅȢ .ÁË 
narasnu jak jedlice, jak jedlice. (3ÅÍáÎáÍȟ ÓÅÍáÎáÍ ÃÝÎÅÐáȟ ÃÝÎÅÐá Óá ÃÒÅÁÓÃá 
ÐÒÅÃÕÍ ÂÒÁÄÕÌȟ ÂÒÁÄÕÌȢɊ ɉ!ÎÎÁ "ÉÇÁÓÏÖÜȟ ÎáÓÃÕÔá ÿÎ ΣΫΦΧȟ "ÕÄÏÉɊ !ÃÅÓÔ ÄÁÎÓ 
ÒÉÔÕÁÌÉÃ ÅÒÁ ÍÅÎÉÔ Óá ÁÓÉÇÕÒÅ ÂÏÇáĪÉÁ ÒÅÃÏÌÔÅÉ ÄÅ ÃÝÎÅÐáȟ ÁÔÝÔ ÄÅ ÎÅÃÅÓÁÒá 
ÃÏÎÆÅÃĪÉÏÎáÒÉÉ ÈÁÉÎÅÌÏÒȢ 

 

 
 

Fig. 4. Sejme, Sejme 
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/ÂÓÅÒÖáÍ Ãá &áÒĦÁÎÇÕÌ ÍÏÂÉÌÉÚÁ Ï ÁÍÐÌÁ ÓÅÒÉÅ ÄÅ ÐÒÁÃÔÉÃÉ ÒÉÔÕÁÌÅȟ ÃÁÒÅ 

ÿÎÓáȟ ÿÎ ÐÒÅÚÅÎÔȟ ÒÉÓÃá Óá ÓÅ ÐÉÁÒÄá ÄÅÆÉÎÉÔÉÖȢ 5ÎÅÌÅ ÏÂÉÃÅÉÕÒÉȟ ÃÕÍ ÁÒ ÆÉ 
ÓÅÍáÎÁÔÕÌ ÃÝÎÅÐÉÉȟ ĦÉ-au pierdut utilÉÔÁÔÅÁ ĦÉ ÁÓÔÆÅÌ ÅÌÅ ÎÕ ÓÅ ÍÁÉ ÐÒÁÃÔÉÃá ÄÅÌÏÃȢ 
Altele s-ÁÕ ÍÏÄÉÆÉÃÁÔ ÄÁÔÏÒÉÔá ÍÏÄÅÒÎÉÚáÒÉÉ ÓÏÃÉÅÔáĪÉÉȢ  

_Î ÐÒÅÚÅÎÔȟ &áÒĦÁÎÇÕÌ ÅÓÔÅ ÓáÒÂáÔÏÒÉÔ ÄÏÁÒ ÓÐÏÒÁÄÉÃȟ ÃÁÒÁÃÔÅÒÕÌ 
ÐÅÔÒÅÃÅÒÉÉ ĦÉ-Á ÐÉÅÒÄÕÔ ÃÏÎÏÔÁĪÉÉÌÅ ÉÎÉĪÉÁÌÅȟ ÉÁÒ ÏÂÉÃÅÉÕÒÉÌÅ ÐÅÒÆÏÒÍÁÔÅ Ó-au 
simplificaÔȢ &áÒĦÁÎÇÕÌ ÎÕ ÍÁÉ ÄÕÒÅÁÚá ÔÒÅÉ ÚÉÌÅȟ ÃÉ ÄÏÁÒ Ï ÓÅÁÒáȢ $Å ÏÂÉÃÅÉȟ ÓÅ 
ÏÒÇÁÎÉÚÅÁÚá Ï ÐÅÔÒÅÃÅÒÅ ÓÝÍÂáÔá ÓÅÁÒÁȟ ÃÁÒÅ ÎÕ ÁÒÅ ÌÏÃ ÿÎ ÃÁÓÁ ÕÎÕÉ ÌÏÃÁÌÎÉÃȟ ÃÉ 
ÿÎ ÓÐÁĪÉÉ ÓÐÅÃÉÁÌ ÁÍÅÎÁÊÁÔÅ ɉÃáÍÉÎÅ ÃÕÌÔÕÒÁÌÅȟ ÒÅÓÔÁÕÒÁÎÔÅɊȢ /ÂÉÃÅÉÕÒÉÌÅ 
&áÒĦÁÎÇÕÌÕÉ ÄÅ ÁÌÔá ÄÁÔá ÓÅ ÍÁÉ pot vedea doar în cadrul festivalurilor de 
ÓÐÅÃÉÁÌÉÔÁÔÅ ÕÎÄÅ ÓÕÎÔ ÐÕÓÅ ÿÎ ÓÃÅÎá ÄÅ ÃáÔÒÅ ÍÅÍÂÒÉÉ ÁÎÓÁÍÂÌÕÒÉÌÏÒ ÆÏÌÃÌÏÒÉÃÅ 
cu ajutorul unor coregrafii. 

CONCLUZII 

/ÂÓÅÒÖáÍ Ãá ÐÅ ÐÁÒÃÕÒÓÕÌ ÁÃÅÓÔÏÒ ÔÒÅÉ ÚÉÌÅ ÄÅ &áÒĦÁÎÇȟ ÓáÔÅÎÉÉ ÓÅ 
veseleau în diferite feluri: prin dans, cântec, jocuri, glume, carnaval, piese de 
ÔÅÁÔÒÕȢ 2ÅÇÕÌÁ ÐÒÉÎÃÉÐÁÌá ÅÒÁ ÄÅ ÆÁÐÔ ÁÂÓÅÎĪÁ ÒÅÇÕÌÉÌÏÒȟ ÒÅÎÕÎĪÁÒÅÁ ÌÁ 
ÃÏÎÓÔÒÝÎÇÅÒÉÌÅ ÖÉÅĪÉÉ ÄÅ ÚÉ ÃÕ ÚÉȢ ,ÕÍÅÁ ÐÒÏÆÉÔÁ ÄÅ ÔÏÔ ÃÅÅÁ ÃÅ ÕÒÍÁ Óá-i fie 
ÉÎÔÅÒÚÉÓ ÐÅ ÐÅÒÉÏÁÄÁ ÐÏÓÔÕÌÕÉȢ ȵ6ÉÁĪÁ ÿÎÓáĦÉ ÄÅÖÉÎÅ ÕÎ joc, iar jocul se 
ÔÒÁÎÓÆÏÒÍá ÔÅÍÐÏÒÁÒ ÿÎ ÖÉÁĪá ÒÅÁÌáȱȢ ɉ"ÁÈÔÉÎȟ ΣΫΩΦɊ 

3Å ÐÒÁÃÔÉÃÁÕ ĦÉ ÄÁÎÓÕÒÉ ÒÉÔÕÁÌ ÃÕ ÓÃÏÐÕÌ ÄÅ Á ÁÄÕÃÅ ÂÅÌĦÕÇ ĦÉ ÒÏÁÄÅ 
ÂÏÇÁÔÅȢ &ÅÍÅÉÌÅ ÅÒÁÕ ÐÒÉÎÃÉÐÁÌÉÉ ÁÃÔÁÎĪÉ ÁÉ ÁÃÅÓÔÏÒ ÏÂÉÃÅÉÕÒÉ ÃÕ ÖÁÌÏÁÒÅ ÍÁÇÉÃá 
ÄÅ Á ÉÎÆÌÕÅÎĪÁ ÐÏÚÉÔÉÖ ÒÅÃÏÌÔÁ ÄÉÎ ÁÃÅÌ ÁÎȟ ÐÅ ÃÝÎÄ ÆÅÃÉÏÒÉÉ ÅÒÁÕ ÐÒÏÔÁÇÏÎÉĦÔÉÉȟ 
ÏÒÇÁÎÉÚáÒÉÉ ÐÅÔÒÅÃÅÒÉÌÏÒ ÐÒÏÐÒÉÕ-zise. Cele trei zile de petrecere le oferea 
tinerilor ocazia de a-ĦÉ ÄÅÍÏÎÓÔÒÁ ÃÁÌÉÔáĪÉÌÅ ĦÉ ÄÅ Á ÏÂĪÉÎÅ ÁÄÍÉÒÁĪÉÁ ĦÉ 
aprobarea celor mai vârstnici. 

!ÔÝÔ &áÒĦÁÎÇÕÌȟ ÃÝÔ ĦÉ ÈÏÒÁ ÓÁtului, în general, reuneau toate categoriile 
ÓÏÃÉÁÌÅ ÐÅÎÔÒÕ Á ÓÅ ÄÉÓÔÒÁ ÿÍÐÒÅÕÎÁȟ ÐÅÎÔÒÕ Á ÿÍÐáÒÔáĦÉ ÃÌÉÐÅ ÄÅ ÖÅÓÅÌÉÅȢ %ÒÁ ÕÎ 
ÍÏÍÅÎÔ ÄÅ ÃÏÍÕÎÉÕÎÅȡ ÓÅ ÄÁÎÓÁȟ ÓÅ ÃÝÎÔÁȟ ÓÅ ÍÝÎÃÁ ÿÍÐÒÅÕÎáȢ 2ÅÇÕÌÉÌÅ 
ÐÒÅÃÉÓÅ ÃÁÒÅ ÓÔÁÂÉÌÅÁÕ ÍÏÄÕÌ ÄÅ ÄÅÓÆáĦÕÒÁÒÅ Á ÏÃÁÚÉÉÌÏÒ ÄÅ ÊÏc nu puteau fi 
ÿÎÃáÌÃÁÔÅ ÐÅÎÔÒÕ Á ÎÕ ÁÔÒÁÇÅ ÂÌÁÍÁÒÅÁ ÄÅ ÃáÔÒÅ ÃÏÍÕÎÉÔÁÔÅȢ 

_Î ÐÒÅÚÅÎÔȟ &áÒĦÁÎÇÕÌ ĦÉ ÈÏÒÁ ÓÁÔÕÌÕÉ ÁÕ ÒáÍÁÓ ÄÏÁÒ Ï ÁÍÉÎÔÉÒÅ 
ÎÏÓÔÁÌÇÉÃá ĦÉ ÁÕ ÆÏÓÔ ÿÎÌÏÃÕÉÔÅ ÄÅ ÐÅÔÒÅÃÅÒÉ ÍÏÄÅÒÎÅȢ !ÎÓÁÍÂÌÕÒÉÌÅ ÆÏÌÃÌÏÒÉÃÅ 
ÓÕÎÔ ÐÒÉÎÔÒÅ ÐÕĪÉÎÉÉ ÐáÓÔÒáÔÏÒÉ ÁÉ ÁÃÅÓÔÏÒ ÏÂÉÃÅÉÕÒÉ ÐÅ ÃÁÒÅ ÌÅ ÐÕÎ ÿÎ ÓÃÅÎá ÓÕÂ 
forma unor coregrafii în cadrul festivalurilor folclorice.  
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SUMMARY 

In a multicultural space, where traditions change from one century to 
another, it is appropriate to make a brief 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 about the 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. Romanian 
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 
ÖÁÒÉÁÔÉÏÎ ÏÆ Á ÐÒÅÖÉÏÕÓ ÐÁÔÔÅÒÎȢ 3ÈÅÐÈÅÒÄȭÓ ÄÁÎÃÅÓ ÁÒe the oldest 
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 in the 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 the desire to assert 
skill, most documents detail the acrobatic character of the dance 
performed. This paper, as a direction in historical-social and 
ethnochoreological research, provides new valences and dimensions. 

REZUMAT 

Într-ÕÎ ÓÐÁĪÉÕ ÍÕÌÔÉÃÕÌÔÕÒÁÌ ÿÎ ÃÁÒÅ ÔÒÁÄÉĪÉÉÌÅ ÓÅ ÔÒÁÎÓÆÏÒÍá ÄÅ ÌÁ ÕÎ ÓÅÃÏÌ 
ÌÁ ÁÌÔÕÌȟ ÓÅ ÃÕÖÉÎÅ Óá ÆÁÃÅÍ Ï ÓÃÕÒÔá ÉÎÃÕÒÓÉÕÎÅ ÉÓÔÏÒÉÃá ÐÅÎÔÒÕ Á 
ÅÖÉÄÅÎĪÉÁ ÃÝÔÅÖÁ ÎÕÍÅ ÃÁÒÅ ÁÕ ÃÏÎÔÒÉÂÕÉÔ ÌÁ ÆÏÒÍÁÒÅÁ ÕÎÅÉ ÉÍÁÇÉÎÉ 
ÇÅÎÅÒÁÌÅ Á ÄÁÎÓÕÌÕÉ ÒÏÍÝÎÅÓÃȢ $ÉÎ ÄÏÒÉÎĪÁ ÕÎÅÉ ÁÂÏÒÄáÒÉ ÏÂÉÅÃÔÉÖÅ ÓÅ ÖÏÒ 
prezenta atâÔ ÓÕÒÓÅ ÁÕÔÏÈÔÏÎÅ ÃÝÔ ĦÉ ÓÕÒÓÅ ÓÔÒáÉÎÅȟ ÒÅÆÅÒÉÎÄÕ-ne în mod 
ÓÐÅÃÉÁÌ ÌÁ ÁÃÅÉ ÃáÌáÔÏÒÉ ÃÁÒÅ ÁÕ ÓÃÒÉÓ ÄÅÓÐÒÅ ÄÁÎÓÕÒÉÌÅ ÐÒÅÚÅÎÔÅ ÿÎ 
ÉÎÔÅÒÉÏÒÕÌ ĦÉ ÿÎ ÊÕÒÕÌ ÂÁÚÉÎÕÌÕÉ #ÁÒÐÁÔÉÃȢ !ÃÅÓÔÅ ÚÏÎÅ ÉÎÔÅÎÓ ÆÒáÍÝÎÔÁÔÅ 
ÄÅ ÓÃÈÉÍÂáÒÉÌÅ ÐÏÌÉÔÉÃÏ-ÓÏÃÉÁÌÅȟ ÏÆÅÒá ÕÍÁÎÉÔáĪÉÉ ÄÁÎÓÕri de o mare 
ÉÍÐÏÒÔÁÎĪá ÉÓÔÏÒÉÃáȟ ÃÁÒÅ ÁÕ ÉÚÖÏÒÝÔ ÄÉÎ ÇÅÎÉÕÌ ÃÒÅÁÔÏÒ ĦÉ ÉÎÔÅÒÐÒÅÔÁÔÉÖ ÁÌ 
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locuitorilor. Dansul românesc se descrie direct prin complexitate 
ÒÉÔÍÉÃáȟ ÃÅÅÁ ÃÅ ÄÅÚÖÏÌÔá ÖÉÒÔÕÏÚÉÔÁÔÅÁ ĦÉ ÅØÃÅÐĪÉÏÎÁÌÕÌȢ 0ÏÁÔÅ ÆÉ ÃÒÅÁÔ 
ÄÉÎ ÆÏÒĪÁ ÉÎÔÅÒÉÏÁÒá Á ÆÉÅÃáÒÕÉ ÄÁÎÓÁÔÏÒ ÄÁÒ ÿÎ ÁÃÅÌÁĦÉ ÔÉÍÐ ÐÏÁÔÅ ÆÉ Ï 
ÖÁÒÉÁĪÉÅ ÃÉÎÅÔÉÃá Á ÕÎÕÉ ÍÏÄÅÌ ÐÒÅÃÅÄÅÎÔȢ  
Jocurile ciobáÎÅĦÔÉ ÐÒÅÚÉÎÔá ÃÅÁ ÍÁÉ ÍÁÒÅ ÖÅÃÈÉÍÅ ÁÔÅÓÔÁÔáȟ ÁÓÔÆÅÌ 
ÉÄÅÎÔÉÆÉÃÁÒÅÁ ÓÔÉÌÕÌÕÉ ÐÒÅÐÏÎÄÅÒÅÎÔ ÐÏÁÔÅ ÆÉ ÕĦÏÒ ÄÅ ÿÎĪÅÌÅÓȢ -ÕÌÔÅ ÄÉÎ 
elementele care descriau modul ÄÅ ÖÉÁĪá ÄÉÎ ÓÅÃÏÌÅÌÅ ÔÒÅÃÕÔÅ ÁÕ 
ÉÎÆÌÕÅÎĪÁÔ ÄÁÎÓÕÒÉÌÅ ÆÏÌÃÌÏÒÉÃÅ ÃÁÒÅ ÓÅ ÇáÓÅÓÃ ĦÉ ÓÅ ÐÏÔ ÏÂÓÅÒÖÁ ÁÓÔáÚÉ ÿÎ 
ÃÕÌÔÕÒÁ ÖÉÅȟ ÉÍÁÔÅÒÉÁÌá Á ÒÏÍÝÎÉÌÏÒ ĦÉ Á ÐÏÐÕÌÁĪÉÉÌÏÒ ÍÉÎÏÒÉÔÁÒÅ ÄÉÎ 
2ÏÍÝÎÉÁȢ )ÄÅÎÔÉÆÉÃÁÒÅÁ ÁÃÅÓÔÏÒ ÉÎÆÏÒÍÁĪÉÉ ÉÓÔÏÒÉÃÅ ÎÅ ÄÕÃÅ ÍÁÉ ÁÐÒÏÁÐÅ 
ÄÅ ÿÎĪÅÌÅÇÅÒÅÁ ÄÁÎÓÕÌÕÉ ÿÎ ÓÉÎÅ ĦÉ ÃÏÍÐÌÅÔÅÁÚá ÁÎÁÌÉÚÁ ĦÔÉÉÎĪÉÆÉÃáȟ ÃÕ 
ÉÎÆÏÒÍÁĪÉÉ ÅÓÅÎĪÉÁÌÅ ÐÅÎÔÒÕ ÄÅÆÉÎÉÒÅÁ ÃÏÎÃÅÐÔÅÌÏÒ ÃÉÎÅÔÉÃÅ ĦÉ ÃÏÒÅÇÒÁÆÉÃÅȢ 
CelebráÒÉÌÅ ÃÕ ÄÉÆÅÒÉÔÅ ÏÃÁÚÉÉȟ ÁÌÅ ÃÏÎÄÕÃáÔÏÒÉÌÏÒ ÁÎÕÍÉÔÏÒ ÒÅÇÉÕÎÉȟ ÐÁÒ Á 
fi momentele cel mai des întâlnite în descrierile vechi despre dans. Unul 
ÄÉÎÔÒÅ ÍÏÔÉÖÅÌÅ ÇÅÎÅÒÁÌ ÿÎÔÝÌÎÉÔÅ ÐÅÎÔÒÕ ÊÏÃȟ ÅÓÔÅ ÄÏÒÉÎĪÁ ÄÅ ÁÆÉÒÍÁÒÅ Á 
ÉÓÃÕÓÉÎĪÅÉȟ ÍÁÊÏÒÉÔÁÔÅÁ ÄÏÃÕÍÅÎÔÅÌÏÒ ÄÅÔÁÌÉÉÎÄ ÃÁÒÁÃÔÅÒÕÌ ÁÃÒÏÂÁÔÉÃ ÁÌ 
ÄÁÎÓÕÌÕÉ ÅØÅÃÕÔÁÔȢ &ÉÉÎÄ Ï ÄÉÒÅÃĪÉÅ ÄÅ ÃÅÒÃÅÔÁÒÅ ÉÓÔÏÒÉÃÏ-ÓÏÃÉÁÌá ĦÉ 
etnocoreoloÇÉÃáȟ ÅØÐÕÎÅÒÅÁ ÄÅ ÆÁĪáȟ ÐÏÁÔÅ ÃáÐáÔÁ ÎÏÉ ÖÁÌÅÎĪÅ ĦÉ 
dimensiuni.  

Keywords:  
Evidence, origin, dance, evolution, influences. 

INTRODUCTION 

The principles that underlie the development of a certain social-artistic 
phenomenon, in our case folk dance, are the ones 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 
ÅÖÏÌÖÅÄȟ ÔÏ Á ÖÅÒÙ ÌÁÒÇÅ ÅØÔÅÎÔȟ ÆÏÌÌÏ×ÉÎÇ ÔÈÅ ÔÈÅÏÒÙ ÏÆ ȰÄÅÃÁÙÅÄ ÇÏÏÄÓȱ 
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 theories have been both confirmed and disproved throughout 
history, but they provide us with a basis for analysing the transformation of 
these social-cultural phenomena. The dance patterns previously used before 
a period in history provided the basis for the development of the so-called 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 several 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 emphasizing their syncretic character. 

With the emergence of performances in an organised setting, that 
first took place, in the not-too-distant past, at fairs, markets so-called nedei or 
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 specialised literature record some indirect facts that refer to 
Wallachian dance starting from the 15th century. Antonio Bonfini (or 
Bonfinius), chronicler of King Matthias Corvinus, describes the battle on 
Câmpul Pâinii ÂÅÔ×ÅÅÎ 3ÅÂÅĦ ÁÎÄ /ÒáĦÔÉÅȢ )Î ÈÏÎÏÒ ÏÆ ÔÈÅ ÖÉÃÔÏÒÙ ȰɍȢȢȢɎ ÁÆÔÅÒ 
drinking wine they began to dance bravely. They were playing the game of 
ÁÒÍÅÄ ÓÏÌÄÉÅÒÓȟ ÍÁËÉÎÇ Á ÌÏÔ ÏÆ ÎÏÉÓÅȢȱ 4ÈÅ ÑÕÏÔÅ ÃÏÎÔÉÎÕÅÓ ×ÉÔÈ ÔÈÅ 
description of the drunken state that all the fighters were in, but also with the 
out-of-the-ordinary description of 4ÉÍÉĦÏÁÒÁȭÓ ÇÏÖÅÒÎÏÒ, Pavel Chinezul, who 
grabbed a dead Turk between his teeth and danced with him the so-called 
Herculean dance, which denotes strength and bravery. 

 

  
 

&ÉÇȢ ΣȢ Ȱ7ÉÔÈ "ÁÇÐÉÐÅȱ- in Sohodol, Alba county, 22nd of April 1927 
 (the Tache Papahaghi fund from IAFAR, No. 1811) 
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It is Melius Juhas Peter (1565) who gives the following important notes 
about an outlaw dance performed to a bagpipe tune in the 16th century that 
×ÁÓ ÑÕÏÔÅÄ ÂÙ 0ÅÓÏÖÁÒ %ÒÎÏȡ Ȱ4ÈÅ ÏÕÔÌÁ× ×ÁÓ ÓÅÔ ÉÎ motion by the bagpipe 
ÔÏ ÄÁÎÃÅ ÔÈÅ ÏÕÔÌÁ× ÄÁÎÃÅȢȱ 4ÈÉÓ ÔÙÐÅ ÏÆ ÄÁÎÃÅ ÓÈÏ×Ó ÃÏÎÔÉÎÕÉÔÙ ÉÎ ÔÉÍÅ 
because it is also found in various accounts a century later and at its peak, it 
ÁÒÏÕÓÅÄ ÔÈÅ ÉÎÔÅÒÅÓÔ ÏÆ ÔÈÅ ÎÏÂÌÅÓ ×ÈÏ ÄÁÎÃÅÄ ÉÔ ×ÉÔÈ ÇÕÓÔÏȢ 6ÁÌÅÒÉÕ "ÒÁÎÉĦÔÅ 
in ÈÉÓ ×ÏÒË Ȱ-ÕÓÉÃ ÁÎÄ ÄÁÎÃÅ ÉÎ ÔÈÅ ΣΨÔÈ-ΣΩÔÈ ÃÅÎÔÕÒÙȱȟ ÐÕÂÌÉÓÈÅÄ ÉÎ !ÎÏÎÉÍÕÌ 
"ÁÎáĪÅÁÎȟ ÒÅÆÅÒÓ ÔÏ ÓÕÃÈ ÄÁÎÃÅÓ ÉÎ ÔÈÅ ÃÏÎÔÅØÔ ÏÆ ÔÈÅ ÃÅÌÅÂÒÁÔÉÏÎ ÏÆ ÔÈÅ ÓÏÎ 
of a well-known noble, named Thurzó, when he obtained the title of rector. 
The text that is especially ÉÎÔÅÒÅÓÔÉÎÇ ÆÒÏÍ ÔÈÉÓ ÃÈÒÏÎÉÃÌÅ ÉÓȡ ȰɍȢȢȢɎ ÔÈÅÙ ÅÎÔÅÒÅÄ 
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 movements tÈÁÔ ÓÈÏ× Á ÓÐÅÃÉÁÌ ÓËÉÌÌ ɍȢȢȢɎȱȢ 

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 
BanÕ -áÒáÃÉÎÅ, and the second is a variant of the dance §ÁÒÉÎÁ ÆÒÏÍ !ÂÒÕÄ. 

An equally important documentary testimony is provided by the poet 
"ÁÌÁÓÓÁ "ÁÌÉÎÔȟ ×ÈÏȟ ÁÃÃÏÒÄÉÎÇ ÔÏ %ÍÉÌÉÁ #ÏÍÉĦÅÌȟ ×ÁÓ Á ÌÏÖÅÒ ÏÆ 2ÏÍÁÎÉÁÎ ÆÏÌË 
music and dances. This testimony so far constitutes the first evidence of 
shepherd dances in this cultural area. At the coronation ceremony of Emperor 
Rudolf II in 1572, Balassa Balint won the dance competition in the royal gallery, 
ÐÅÒÆÏÒÍÉÎÇ ÔÈÉÓ ÉÍÐÒÅÓÓÉÖÅ ÓÈÅÐÈÅÒÄȭÓ ÄÁÎÃÅȢ 4ÈÅ ÉÎÆÏÒÍÁÔÉÏÎ has been 
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 #áÌÕĦÁÒÉ dance. 

Martin Opitz (one of the greatest German poets of the 17th century) 
was invited to Transylvania by Prince Bethlen Gábor in 1622 to give lectures at 
the newly founded Reformed University, in Alba Iulia. After visiting the gold-
bearing mountains, he fell in love with these wonderful areas and then 
composed the poem Zlatna (Zlatna oder von Ruhe des Gemüts - Zlatna or about 
ÐÅÁÃÅ ÏÆ ÍÉÎÄɊȟ ×ÉÔÈ ΧΪΥ ÌÉÎÅÓȟ ×ÈÉÃÈ ×ÁÓ ÔÒÁÎÓÌÁÔÅÄ ÂÙ 'ÅÏÒÇÅ #ÏĦÂÕÃ ÁÎÄȟ 
later, by Mihai Gavril.  
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Fig. 2. Folk costume from Zlatna - Valea Dosului (Ms. Popescu), Alba county, 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 most important 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 famous hora that has no equal elsewhere in the world] 

[Itôs a small hora now, but then it grows bigger] 

[Two small steps you shyly take shortlygoing óround] 

[Making the movement smooth like in a deer game] 

[Holding each otherôs hands and leaning to one side] 

[Then to the other like swinging waves] 

[The men one step behind towards the women] 

[Leané How beautiful your women are! [é]] 
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!ÃÃÏÒÄÉÎÇ ÔÏ %ÍÉÌÉÁ #ÏÍÉĦÅÌȟ ÆÏÌË ÄÁÎÃÅÓ ÒÅÁÃÈ Á ÈÉÇÈ ÌÅÖÅÌ ÏÆ 
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 published Die Geschichte des 
Transalpinischen Daciens in Vienna, a reference work for the historical course 
ÏÆ ÄÁÎÃÅȢ ) ÈÁÖÅ ÃÏÎÓÕÌÔÅÄ Ô×Ï ÖÏÌÕÍÅÓ ÏÆ ÔÈÉÓ ÍÁÎÕÓÃÒÉÐÔ ËÅÐÔ ÉÎ ÔÈÅ Ȱ,ÕÃÉÁÎ 
"ÌÁÇÁȱ ,ÉÂÒÁÒÙ in Cluj-Napoca, in which I have identified six Romanian songs, 
which are printed in tables I and II. 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 the so-called Transalpine Dacians. So, the 
17th-century Romanian dance is documented by names such as Martin Opitz, 
Daniil Speer, Paul Strassburg, NicoloBarsi, Ion 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 Ioan Caioni (Ioan 
#áÉÁÎÕɊȟ Á #ÁÔÈÏÌÉÃ ÃÌÅÒÉÃ ÁÎÄ ÓÃÈÏÌÁÒ ÏÆ ÔÈÅ ÔÉÍÅ ÂÏÒÎ ÉÎ ,ÅÇÈÉÁ ÖÉÌÌÁÇÅȟ 
!ÇÈÉÒÅĦÕ ÃÏÍÍÕÎÅ, not far from Cluj-Napoca. 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 for a long time concerning 
the subject of the songs in this Codex, including important names of 
ethnomusicologists who analysed and processed this content, such as 
-ÁÒĪÉÁÎ .ÅÇÒÅÁȟ 3ÉÇÉÓÍÕÎÄ 4ÏÄÕĪáȟ 2ÏÍÅÏ 'ÈÉÒÃÏÉÁĦÕȟ ÁÎÄ ÏÔÈÅÒÓȢ 

 

 
Fig. 3. Extract from Musicalia Danubia No. 14A, 1993, Bucharest. 

 

 






















































