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- OOEAT 1T CEOO #/ .341 .81 ¢
Bucovina Cultural Center, Suceava

SUMMARY

The melodic typology of the doina from historical Bucovina is made on
the basis of the material collected by the teacher Alexandru Voevidca
during 19071914 and preserved by the National Library of Romania. The
typological classification method is modelledccording to the
structural characteristics relevant to the genre, in a unitary conception
reflected at the general genre level. The fundamental classification
criteria are: the type of form (free or strophic), the sound system, the
cadential melodic profe, the profile of melodic lines, the presence or
absence of the recitative, complementagiiteria.

REZUMAT
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AOI A0 AA y1 0641 adi 001 'iI AgAl-181@0 61 AOE
AT A AT 1 OAOOGAO AA "EAIEI OAAA . AT ET
Al AGEEZEAAOA OEDBI T Ii CEA4 cafaldidicilel | AAT A
structurale relevante pentrugen, infr AT T AADBT EA O1 EOAOA4aN
nivel genuistic general. Criteriile fundamentale de clasificare sunt: tipul _ o
AA I Ola _j1 EAROA _OAO OOOIAEEAé\(ih OF
| DOAUAT

AAAAT T EATI h OBl EBI OlAI
I’eCI'[atIVU|UI criterii complementare

Keywords
Doina, melodic typology, free form, strophic form, modal structure, melodic
profile, recitative, melodic type

INTRODUCION

The Bucovina doindas been in the attention of researchers since the
first half of the 20th century, attracting the attention of specialists through
the improvisational form of the few documented examples, but also through
the unitary character of the melodic language arits configuration. Gheorghe
Ciobanu, Constantin Prichici, Eugenia Cernea, Larisa Agapie, Florin Bucescu
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and Viorel Birleanu stand out among the ethnomusicologists to whom we owe
valuable contributions in elucidating the problem of the Bucovina doina.
Ethnomusicologist Eugenia Cernea, a passionate and consistent
exegete of the genre from all over the country, says the following about the
Bucovina doina:
ONhen referring to the Bucovina doinawe are referring to a single
melodic type of doina(u.C.C.), with several subtypes and an indefinite number
of their variants, representing various stages of evolution and branching
directions. All these reveahe existence of this type of doina in Bucovina since
ancient times, as well as its evolution from archaic forms to large
improvisational architectonic structures, then abandoned in favour of
crystallized forms, which have reached us. The same melodic typdich is
distinguished from both the vocal and the instrumental doina, is the type of
ATETA OEAO AAAAIT A ETT1Tx1 ET OEA ET OAOPOAC
2011: 42)
%OCATEA #AOT AABO EiI POAOGOEIT 1T &£ OEA
Bucovina doina is also shared by Mariana Kahane when she evaluates the
Oltenia doina.
O4EA T AITPAEA 1T AOOOA 1T &£# OEA AT ETA EO
of a typology. The lability of variation across the scale of melodic, metro
rhythmic, and architectural invention and, at the same time, the tightly
bounded pattern of the species maintai the appearance of a single melody
(u.C.C.), proliferated in a hypeh AOT AAT O Al Al CAI 1T &£ OAOEAI
2007: 36)
The research of the doina from Bucovina is based in titerature on
a limited number of musical specimens, which are taken from one researcher
to another in new and new structural, stylistic, evolutionary reassessments.
Having substantial collections of Bucovina folklore, passionate
exegetes, discoverers of an archaic style that persists in Bucovina to this day
ZAa00YH EBBABATIT A PAT PI A OI1 cqohjoBAAOCADHR
ethnomusicologists Florin Bucescu and Viorel Birleanu identified, in regard to
doina, two scAAT 1 AA OOUPAOG6 T &£ AT ET Ah xEEAE OE

follows: a.thedoindA A1 1 AA O, OAE EO A 11T O0AT U A1 xAOd
AEOGAO OEA 11T AAT OAOE M &énedsod -IA(I)EOOEAC%OB(IDMEOAI
AT ETA £EO1TT 2aAadl E8 19501 AAT Oh " OAAOAODN

The comprehensive approach to the documentary fund collected by
Alexandru Voevidca from Bucovina at the beginning of the 20th century (from
1907 to 1914) preserved by the National Library of Romania with a view to full
publication in the form of a critichedition accompanied by typological genre
catalogues led to the detection in the Bucovina folklore of a collection of 85
vocal doinas and 2 instrumental doinas, which considerably enrich the musical
heritage of the genre and give us a more consistent sttwral image of the
stage f OEA CAT OA8O AOI 1 OOETT AO OEA AAcCEITEI
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fourth volume of the monographic series entitledAlexandru Voevidca
Musical Folklore from Bucovinpublished in 2020, contains the anthology of
the doina from historical Bucovina, typologically uncatalogued for objective
reasons, as the endeavour of typological systematization represents a later
stage, which we are going througlin the present study.

METHODOLOGICAL LANDMARKS IN THE TYPOLOGICAL SYSTEMATISATION
OF THE DOINA

According to the typological systematization methodology
established in ethnomusicology, the priority criterion for classification is that
of the form, which delimits the cadential configuration of the melodic lines.
Given the fact that thedoina collected by Voevidca in historical Bucovina
illustrates a process of stereotyping through division into strophes, the
preliminary grouping of the repertoire is made into two categories: |. free
form doina and Il. Strophic forndoina. Category Il branches into seval sub-
categories, depending on the strophic configuration: monstrophe, binary,
ternary, and quaternary strophes, of six melodic lines seveneight melodic
lines, which divide the classes formed by cadential profiles. The stropfioicn
illustrates a stable cadential system, as opposed to the cadential fluctuation
of the free form. However, even within the free form, there is a preference for
certain cadence steps and cadence combinations, leading, through
stereotyping, to fixation on a strophic configwation based on a stable
cadence system.

The second classification criterion is the general modal structure: A.
unimodal; B. modulating. In category A, three classes are delimited during the
melodic course of the elastic stanza: 1. minor, 2. major, and 3. tetratonic,
pre/pentatonic.

Depending on the ambitus of the piece, at the level of each modal
category, two subclasses are delimited: 1. pieces with modal structures
reduced to 35 steps and 2. pieces with large modal structures, exceeding 6
steps.

In the case of the Bucovina doina as well, especially in gteophic
form, the melodic cadential profile determined by the general combination of
cadence steps within the melodic stanza related to the tonic of the mode and
the step of the final cadence, defines the melodic suptgpe.

At the level of each modal category, several suptgpes are
differentiated according to the cadential profile. The strophic structure
models the cadential system, delimiting several types within each profile
model. The subtypes are given, in certain strophic types, by the variations of
the cadential combinatiors in the configuration of the cadential profile that
defines one supraype or another.

The presence orlbsence of the recitative as a defining element of
the genre, its position within the form, the preferential stages of recitation
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within the melodic structures, evaluated in relation to the architectural
functionality of the melodic rows-1, M, K- constitute a set of relevant criteria
for delimiting the typological divisionsat the level of groups, so at depth
levels.

In order to delimit the profiles of the melodic rows, but also of
certain specific structural elements, | have drawn up as a matter of priority the
Lexical Dictionary of the Bucovina doina and the Index of melodic profiles
organized by architectural functions and general modal categories. They
illustrate the type of recitative:recto-tono or melodious, but also the position
of the recitative in the melodic row (denoted by r.m.):

-on the entire melodic row(= m.r.)

- on hemistich | or Il and the combination with other melodic
profiles.

Another category of doina, poorly represented numerically, often
illustrating the massive contamination withthe song proper or the
assimilation of the doina in this genre that is richlyepresented in the
OAPAOOT EOA ET 61 AOGEAAASO Al itHeMdr@ET T  A£OI
without recitative, with an integral melodic profile. The doinawithout
recitative is sometimes the result of the vocalization of the instrumental
doina.

The evaluation criteria of the typological subdivisions are:

-the profile of the melodic row;

- the melodic profiles of the hemistichs in relation to the recitative and
the fundamental of the mode;

-the steps of recitation in relation to the fundamental of the mode.

The recitative of the initial melodic rows relative to the modal
fundamental is a typological reference criterion. Due to the small number of
pieces, at the group level the presence of the recitative is marked by code 1
and its absence by code 2. The finf@ure in the typological grid represents
this clue.

The preferential profile combinations are highlighted in the free form,
as these will be the models that, through stereotyping, will shape the fixed
form. The melodic profile models established following the analysis of the
repertoire are coded numerically being thus represented in the analytical
grids of the piece as wells:

. rectilinear or unilinear =r (= u);

. descendant = d, with the variants dr and rd;

. ascendant = a, with the variants ar and ra;

. vaulted = b, with the variants br and rb;

. concave = c, with the variants cr and rc;

. sinusoidal or combined = s, with variants sr and rs.

The profile classes represented in the repertoire are strictly
reproduced within the typological systematization.

OO0, WNPE
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The variants of the profiles reflectthe motivic articulation of the

melodic lines by combining a melodic profile with a recitative.

We illustrate the above in Table 1 through a segment of thedex of

melodic profilewith minor structure z initial formulas profile

Code Profile Tr.r. Formula VoI/nq.ant./
Doina
Al.1.1. Formulas with recitative
Articulation on melodic line
A T ———— e
) . t
4/3 W IV/48
Y -
4 1
2/4 W IV/11
) —t
4/2 e s ] Vi3l
~ A ARG =
1.1.1.2. a :
rd 5 Ioeses eooa V/85
Y.
11120 o 4/3 ,‘?ﬁ.—'ﬂ Vi1
32 — — 24
1.1.1.3. £ ——
ar 2 B e e IV/78
45—
0] T
4 Se====ss= === IV/19
Rl —
bl ;
4/34 s?#_o_—mzﬂ Iv/77
n‘ 1 45— 4
Lilad 4 e V/83; IV/36
i 5

Table 1.ditial formulas melodicprofile z A.1.1. minor unimodal structures,
reduced scaleg ambitus 14/5

Since there are only two examples of the frefarm vocal doina, placed
in the modal system of the minotype, we analyze them at three levels of
depth in a schematic, tabulated form. At level 1, two categories are

differentiated:

1. unimodal structures,
2. modulating structures.

Descendingvaulted (d,b) cadential melodic profiles and preferential
cadential relationships place them in wetlefined typological subclasses.
Levels 2 and 3 detail the melodic analysis of the singles differentiated at level
1. The two samples analyzed mde found in the fund published in volume IV
of the monograph (Voevidca 2020, no. 6/pg. 260 and 39/pg. 282).
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Level Iz General structural model

Modal system | Cadential | Cadential profile Cadential No.ant.lV
synthesis on sections; successions on
preferential sections;
profiles preferential
cadences
Minor
unimodalz 51 DDDD 51,1,1;5,1,5,] 39
doric with 4 D 51
fluct.
modulating, 5,4,3,2,1 | rdcd/bbbb/dddd/ | 5,2,4,1/4,2,4,1; 6
homonymous abcdrd 4,3,2,2;1,1,1
relation: r/db 4,21
chromatic 1
doric

Level 2z Melodic profiles of initial and cadential formulas, steps of

recitation
Initialr.m.profile | Recitation Final m.r. Recitation Vol.IV/no.ant.
stepk profile stepk
d 85 d 4,11 39
d 55 d 11 6

Level 3z Melodic profiles of median sections,steps of recitation

Recitation Relations Cadential Cadential Vol.IV/no.ant.
steps (r) in rk melodic relations of
medians profiles in the median
median sections
sections
4,231 41, 24, d, b, d 1,1,1 39
35, 31
54,21 54,44,4 | d,sb,d, dgh, d 1,2,1,1,2,1 6
3,41,
24, 22,
1

The repertoire illustration is done by a single piece rendered by the

AT 11 AAOT O8@anusdripti COADEEA
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Fig. 1Voevidca, vol.IV/2020, no. 6, p. 26Ms. 22224 _appendix 1_0048
(260/1909) Fund of the National Library of RomargdManuscript collection.

THE TYPOLOGY OF THE DOINA FROM BUCOVINA

The typological systematization of the doina repertoire represented in
the historical folklore fund collected by Alexandru Voevidca the beginning
of the twentieth century is tabulated, respecting a unitary system of relevant
structural criteria at a general level, nuanced by gender peculiarities. The unit
of methodological conception in the melodic typological systematization is
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necessary because in this way the melodic assimilations from one genre to
another can be capturedand highlighted.

Referring to the doina, where there are doubts in the case of the doina
types without the specific recitative, the subsequent typology of the actual
song will be able to provide the clear solution if the respective type will be
found in the typological catlogues of both genres.

Category I: Typology of free form doina

Because in this category, by stereotyping some preferential models of
cadential combinations, of melodic profiles by sections, of models of specific
configurations of the recitative, in order to ensure the methodological unity
of the typology, the coded typologicalrepresentation is performed according
to the model designed for the strophic form, specifying that the free form is
rendered by code x.

Code Cadential | Strophe Preferential Recitation | Vol. IV/

type relations profiles ofm.r. steps no.ant.
Al1.2./.1.x.1.1 5.1. X D 8,4,3,2,1 39
B.3./.1x.1.1.| 54,321 X rdb 54,2,1 6

Category Il: Typology of doinawith strophic form

A. Unimodal sound systems;
A.1. Minor structures;
A.1.1. Reduced tetrpenta-hexachord scales

A.1.1.1. Unilinear cadential profile = U,u
Code Cadential Stanza| Profiles Recitation Vol.lV/nr.ant.
type relations of m.r. steps
A1.1.1122 1 1m.r. d / (repeated 35
motives)
Al1.1.1.2.1.1] 1,1 2 m.r. bd 1 57
A.1.1.1.2.1.1.] 4/3, 1 76
A.1.1.1.2.2.1.1] sd 3,4/3,1 28
A.1.1.1.2.3.1. sb 4/2, 1 24
A.1.1.1.3.1.1, 1,1,1 3m.r. dsd 51 51
A1.1.1.3.2.1. bdd 2/1,1 45

Clarification: the oscillatory melodious recitative is coded by the alternating
steps 4/3, 4/2, etc.
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A.1.1.2. Descending cadential profile = D,d

Code type Cadential Stanza| Profiles of | Recitation | Vol.IV/
relations z m.r. steps no.ant.
nucleus+
derivations
A1.1.21.2.1.1 2,1 2m.r. cd 3/2,1 75
A1.1.21.2.1.2 sb 4/2,1 31
A1.1.21.2.1.3 cd 1 61
A1.1.21.3.2.1 2,2,1 3m.l. aab 2 78
A.1.1.2.1.4.3.1 2,121, 4 m.l. bbsb 2/4,1 11
Al1.1.224.1.1 3,11,1 4m.l. bbdd 4,4/2,1 19
Al1.1.2.2.4.2.1 3,1,3,1 bdcd 1 65
A1.1.2.3.4.1.1 3,12 4m.l. bbcd 4,1 V/83
A1.12431.1 4,11 3m.l. ssd 2/2,4,1 27
A1.1.2.43.1.2 add 4/2, 1 77
Al1.1.2442.1 4,4,4,1 4m.l. adcd 4,1 81
A1.124731 4,441/4,11 | 7m.l. drar//rsbd 54,21 26
A1.1.254.1.] 4,1,21 4m.l. rdcd 4,1 32
Al1.1.26.4.1.1 3,141 4m.l. rdsd 3,1 48
A1.1.2.7.4.1.1 4,3,2,1 4m.l. dddd 5,4,3,2 V/85
A1.1.2.7.7.2.1 43,3,2//2,2,1 | 7m.l. | bsdshc//bsbd 54,21 36
A1.1.2.7.73.1 4,4,4,2//43,1 | 7m.l. | sdrsar//rsad 54,21 47
A1.1.2.8.2.1.1] 51 2m.l. cd 1 5
A1.1.2.8.3.2.1 1,14 3m.l. bdd 1 9
A.1.1.2.9.3.1.1 54,1 3m.l. ccd 54,1 4
A.1.1.3Ascending cadential profile = A,a
Code Cadential | Stanza | Profiles | Recitation | Vol.IVho.ant.
type relations of m.r. steps
Al1.131.211.1 1,2 2r.m. S 5 53
A1.131.21.2.1 sb 4/5, 1 14
Al11314111) 111,22 4r.m. bbbr 54,2 15
A1.131.421.2.| 12172 4r.m. ssbs / 2
A.1.4. Vaultedcadential profile=B,b
Code Cadential | Stanza| Profiles | Recitation| Vol.IV/no.ant.
type relations of m.r. steps
Al.4.141.11 11,21 | 4rm. dddd 54,2,1 60
A11434111 1,141 | 4r.m. rdrd 1,4 63
A.1.5. Concavecadential profile= C,c
Code Cadential | Stanza| Profiles of | Recitation | Vol.IV/no.ant.

type relations m.r. steps

A1.554.1.1.] 54,1,2 4r.m. Rbbb 5,4 10
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A.1.1.6. Combined cadential profile

Code type Cadential | Stanza| Comb. | Profile of | Recitation| Vol.IV
relations profile m.r. steps no.ant.
Al1.16.1.11 1,11,2/1,1,1| 7r.m. Au bbbc//bbd | 5,4,2,1 46
Al116.211]|1,41,121,2,1 8r.m. BD | srdd//sddd 4/3, 1 1
Al.2. Broad hexfaieptachord scales
Al.2.2. Descending cadential profile = D,d
Code Cadential | Stanza| Profiles | Recitation Vol.lV/
type relations of m.r. steps no.ant.
Al1.2214.1.1.1 3,33,1 4 m.r. bb//cd 5,31 67
A1.221.4.2272 3,1,3,1 shss / V/84a
Al122241.1.1 44,11 4 m.r. bbdb 51 25
A1.2.234.1.1.1 4,4,3,1 bbbd 4,1 8
A.1.2.2.3.4.2.2.1 4,3,4,1 bced 54,1 68
Al1.22441.1.1 5,441 4m.r. absb 5 40
A1.2254.1.1.1 42,1V 4m.r. ccdd 4,1 62
A.1.2.25.7.21.1| 54,2,2//4,1,1 7m.r. | aaad//aar| 5,4,2,1 58
Al1.226.4.1.1.1. 54,31 4 m.r. addd 54,3 64
A1.2.2.6.4.2.2.1. 534,1 4 m.r. bscd 4/5, 1 21
A.1.226.433.1.| 54,3,1/3,1| 6 m.r. | adbb//db 5,4 42
Al122741.1.1 8,44,1 4m.r. cdcd 8,4, 1 V/87
A122741.2.1 cddd 8,4,1 33
A1.22841.1.1 8,3,4,1 4m.r. cdcd 8,4,3 1 59
A.1.1.2.3Ascending cadential profile= A,a
Code Cadential | Stanza | Profiles | Recitation | Vol.IV/no.ant.
type relations of m.r. steps
A.1.1.2.3.1.2.1.] VIl 1 2m.r. bb / V/84
A1.1.2.3.2.4.1.1 VIL3VIIL | 4m.r. bddb 5,4,2 20
A.1.1.2.4/aulted cadential profile= B
Code Cadential | Stanza| Profiles | Recitation | Vol.IV/no.ant.
type relations of m.r. steps
A1.1.24131.1 1,4,2 3m.l. bbd 1 74
A11242411 3441 4m.l. bbcd 5 71
A.1.1.2.5. Concaeadential profile= C
Code Cadential | Stanza| Profiles | Recitation | Vol.IV/no.ant.
type relations of m.l. steps
A11.251.4.111 11Vl | 4m.r. dddr 5/4, 1 44
A1.1.251.4.1.2.1] bd//bb 4 16
A1.1.25241.11 3,1ViL bbbb 4/5 V/88
A.1.1.253.4.1.11 43VI,1 bsbs 1 22
A1.1.254.41.1.1 53ViIl1 addb 5 70
A1.125541.11 54,172 sdss 5,4 23




A.1.1.2.8Combined cadential profilg=S)
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Code Cadential | Stanza| Comb. | Detailed | Recitation | Vol.IV
type relations profile / | profile steps no.ant.
section | of m.r.
A.11.26.1.7.1) 4,222/ | 7m.r. DB ddsc// 5/4, 4/3, 56
2,31 rcd 4/2,1

A.1.2. Broad hexheptachord scales
A.1.2.1 Uniliniar cadential profile = U,u: not represented in repertoire
A.1.2.2. Descending cadential profile = D,d

Code Cadential | Stanza| Profiles | Recitation | Vol.IV/no.ant.
type relations of m.r. steps
Al1.2214.1.1.1] 3,33,1 4 r.m. bb//cd 5,31 67
A.1.2.2.1.4.2.2.2 3,1,3,1 sbss / V/84a
Al122241.11 44,11 4r.m. bbdb 51 25
Al1225.21.1 44441 | 6rm. | sbcchb 54,1 66
A.12234111 4431 bbbd 4,1 8
A.1.2234.22.1 4341 bced 54,1 68
A.122441.11 5441 4r.m. absb 5 40
A.122541.11 42,1V 4r.m. ccdd 4,1 62
A.1.2.25.7.2.1.1 5,4,2,2//4,1,] 7r.m. | aaad//aar| 5,4,2,1 58
A1226.4.1.1.1 54,3,1 4r.m. addd 54,3 64
A.1.226.4.2.2.1] 534, 4r.m. bscd 4/5, 1 21
A.1.2.26.4.3.3.1] 5,4,3,1//3,1| 6 r.m. | adbb//db 54 42
Al1.227.4.1.1.1 8,441 4 r.m. cdcd 8,4, 1 V/87
A.l1.22.7.4.1.2.1 cddd 8,4, 1 33
A.1.2.28.4.1.111 55,11 4 r.m. bd/bd 5,155 55
A.1.2.28.4.1.2.1/ dcbb 1 80
A.1.22.7.4.2.1.1 514,2 4 r.m. ddcd 3/2,1 82
A1.2294.1.1.1 8,3,4,1 4 r.m. cdcd 8,4,3,1 59
A.1.2.2.10.4.1.1.] 8,54,1 4 r.m. cbsb 8,54,1 52
A.1.2.3. Ascendingadential profile= A,a
Code Cadential | Stanza | Profiles | Recitation | Vol.IV/no.ant.
type relations of m.r. steps
Al1.1.23.1.21.1 VIl 1 2r.m. bb / V/84
A.1.1.2.3.2.4.1.1) VII,L3VII1| 4 r.m. bddb 5,4,2 20
A.1.2.4. Vaultedadential profile= B
Code Cadential | Stanza| Profiles | Recitation | Vol.IV/no.ant.
type relations of m.r. steps
Al1124131.) 1472 3r.m. bbd 1 74
Al124241.) 3,441 | 4r.m. bbcd 5 71
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A.1.2%. Concavecadential profile=C

Code Cadential | Stanza| Profiles | Recitation | Vol.IV/no.ant.
type relations of m.r. steps
A.1.1.251.417] 11Vi1 | 4r.m. dddr 5/4,1 44
A.1.1.25.1.4.1.2 bd//bb 4 16
A1.1.252417] 3,1Vl bbbb 4/5 V/88
A.1.1.25.3.4.1.]1 4,3\VI,1 bsbs 1 22
A1.1.2544.1.1 53VI1 addb 5 70
Al1.12554.11 5412 sdss 54 23
A.1.2.6Combinedcadential profile(=S)
Code Cadential | Stanza | Comb. | Detailed | Recitation Vol.IV
type relations profile/ profile steps no.ant.
section m.r.
Al1.1.26.1.71 4,222/ | 7r.m. DB ddsc// | 5/4, 413, 56
2,3,1 rcd 4/2, 1
A.2.Major structures;
A.2.1diminished scales bi, tri, tetrapenthacordale
A.2.1.1Uniliniar cadential profile= U,u
Code Cadential | Stanza | Profiles | Recitation | Vol.IV/no.ant.
type relations of m.r. steps
A2111211 11 2r.m. dd 2,1 18
A.2.2. Ample hexa-heptacordale scales
A.2.2.2Descending cadential profiles D,d
Code Cadential | Stanza| Profiles of | Recitation | Vol.IV/no.ant.
type relations m.r. steps
A222121.1 2,1 2r.m. ba 2,1 17
A222221.1, 4,1 bb / 73
A.2.2.3Ascendingcadential profile= A,a
Code Cadential | Stanza| Profiles of | Recitation | Vol.IV/no.ant.
type relations m.r. steps
A.2.2.3.1.3.1.1, 11,2 3r.m. bbb / 7
A.2.23.1.4.21) 1,2//1,2 | 4r.m.| db//db 2 30
A.2.2.4Vaultedcadential profile= B
Code Cadential | Stanza| Profiles of | Recitation | Vol.IV/no.ant.
type relations m.r. steps
A.2.2.4.8.1.1.2 15,1 3r.m. s / 38
A224131.1) 1,2,VI | 3rm. cdb 2, VI 79




A.3.Pre/penthatonic, Tetratonic;
A.3.1Diminished premodal scales
A.3.1.1Uniliniar cadential profile= U,u
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Code Cadential | Stanza| Profiles of | Recitation | Vol.IV/no.ant.
type relations m.r. steps
A3.1.1.1.21.1,| sol,sol | 2r.m. dd sol 69
A3.1.22111| re, re sol, re 34,3
A.3.1.2Descending cadential profile D,d
Code Cadential | Stanza| Profiles Recitation | Vol.IV/no.ant.
type relations of m.r. steps
A.3.1.2.1.2.1.1] la,sol | 2r.m. sb sol V/89
A.3.1.2.1.2.1.2] la,sol | 2r.m. scd do, sol 49
A.3.1.204.1.1.1| sol, mi, | 4r.m. a la, sol, mi, 29
re <dsbsd re
A.3.1.22.42.1) la, lasol, | 4r.m.| dsdd do?la, sol 43
re
A.3.2.Ample scales
A.3.2.2Descending cadential profiles D
Code Cadential Stanza | Profiles of m.r. | Recitation | Vol.IV/
type relations steps no.ant.
A.3.26.18.1.1.1 sol, re/sol, | 8r.m. | dd//dd//bb//bb sol/la 54
sol/sol,
re/sol, sol
B. Modulating sound systemg 2 modal centers
B.1. Third relationship
B.1.1. Majeminor modulation (M-m)
B.1.1.2. Descending cadential profile = D,d
Code Cadential | Stanza | Profiles of | Recitation Vol.lV/
type relations m.r. steps no.ant.
B.1.1.2.1.4.1.1.1 51/51 | 4m.. ccllcd 1/2 114 72
B.1.1.2.2.4.1.1.1 1V//41 | 4m.r. bd//cd 2111 V/86
B.2. Fourth relationship
B.2.1. Majominor modulation (M-m)
B.2.1.5. Concave cadential profile = C
Code Cadential | Stanza | Profiles | Recitation Vol.lv/
type relations of m.r. steps no.ant.
B.2.1.5.14.1.1.1 21/12 | 4m.. rb//bb 2,11 12
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CONCLUSIONS

Beyond the appearance of an indestructible structural unit noticed by
ethnomusicologists, the typology of the Bucovina doina surprises by the
variety of structural configurations at various levels of depth.

The model of typological classification presentedh this paper is an
experimental one; it is perfectible, not being considered by the author as a
final solution. It presents itself as an open system, able to be supplemented
with new classes and melodic types, but also nuanced at deeper levels, if the
repertoire allows.

The further extension of the typological classification to the level of the
entire repertoire of doina collected by specialists during a century of
Romanian ethnomusicology will be able to complete and diversify the
typological image of the Bucovina doina.
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Cuvinte cheie
$T ET AR OEDPITICEA T AITAEAa&ah & Oi A 1 EAAOAL
profil melodic, recitativ, tip melodic

INTRODUCERE

$1T ETA AOAIT OET AATa A OOAO yi1 AOATTEA
EOi aOAOA A QGABAK OAOGa GVl ABBAOAT T EA OPAAE.
Ei DOl OEUAOTI OEAa A bpOdI E

-1 AT T O AgAipi AOA A
AAOAAOGAOOI O1 EOAO Al AR AEEEC@IOGE E E ATOIAA A
AOT 11 OUEATTT CEE Aaoi OA 1A AAOQI Oai OAT T
problematicii doinei bucovinene se impun Gheorghe Ciobanu, Constantin
OOEAEEAEh %OCATEA #AO1I AAh , AOEOA ! CAPEAN
%01 1T 1 OUEATT T CA %wOCATEA #AOT AAh AQGACAOD
CA1 61 OE AA PA O1I 6 AOPOET OOI :1 A0EEh AEEOI .
n2 AEADET A@ AT ET AT AOCAPAOGEDDAAT an A O1 OE
i AT TAEA jAO8TR#BI#&8 qh AO | AE | 01 OA O0OAOGEDPOC
OAOEAT OA AT A AAAOGOT OAh OADPOAUAT OYT A AEOR
OAil EmMEAAITARA AAAOOAA T A OAI Aba AOYO AQEC
"OAT OET A AET OEiI POOE OOO4aOAAEER AYO hE A«
AOEEOAAOITEAA AipI A EI DOl OEUAOT OEAAR bPacC

AT ET A O1T AAla AYO hE AET AAA ET 00001 Al OAI ;
y1 ET OAOPOAOAOAA - AOEAE 3000PAO8dG) #AOT AA
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I POAOGEA %OCAT EAE #AO1T AA AOOPOA O
AOAT OET AT A AOOA yipaobareEOa HE AA - AC
AT ETA 11 O0AT AAOGAaS8

n. AOOOA [ Al T pPpAEAa A AT ETAE AOGOA O.
, AAEI EOAOAA OAOEATEAE DHPA O ABédI EMAOH
AOEEOAAOI T EAA HER y1 AAAI AHE OEI Bh 11
ADAOATT A O1T AE ORI BABE 8 @hl EudAindlgamEA O A O ¢
EEDAOAAOT AAT O AA OAOEAT OA86 j +AEAT Ah T

# AOAAOAOAA AT ET AE AET " OAT OET A OA 7
OAOGOOYT O AA OPAAEI AT A 1 OUEAAT Ah AA 0OOI1
TTE RE TTE OAAOAI O4AOE OOOOAOOOAT Ah OOE

I OYT A AOI ACAOE OOAOOATTEAT A AA A&l
AAOAT PAOEOI OE AE O1 OE OOEI AOEAEA A /
nAaOOYI-@®écéAuABirleanu, 1979 TPXYgh AOT T 1 OQUEAT T I
"OAAOAO HE A@GT BPART Oy AERAADN T DAE BAGAE S A
careleAO AAZET EO OOEI EOOEA R Ol0IAAN A0 A 80 AD
nAA EAT Adh AAT QiITEAQM AODaA GRANOE AW A O H
OAO AT ET A AOEAEA& Oesdh2@B:Ad0b)as | "y Ol AAI

I AT OAAOAA ET OACOAl a A &£ 1AOI OE Al
Voevidca din Bucovina inceputului de secol XX (perioada 18@¥4) conservat
AA "EATET OAAA . ATEITAIT & A 211 YTEAE yIi
AA AAET EA AOE OE A #olopite@é der aOdius laAdkpistmradadml 1 T A (
AT 1T AATEA &1 AT OEAa AOAT OET AATa A 0160
ET 00001 AT OAT Anh AA yi Al cal AGA AT 1T OEA
I #AOC4a 1T EI ACET A OOOOAOOOAI @1 1 AEEAET
la inceputul sec. al Xka. Volumulal ¥ AA AET OAOEA 1111 cCO
Alexandru Voevidcaz Folclor muzical din Bucovingublicat Tn anul 2020,
ATTTETA AT OITTCEA ATETAE AET " OAl OET A
iTOEOA 1T AEAAOEOAh AAI AOOOI OEOOAI AGEL
Ol OAOET A Oparourgbndy TAACDROANE DT AA EAT a8
2%0%2% - %4/ $/ ,/ " )#% _. 3)34%-!4):! 2%!

#1 1 &l Ol i AOT AT1TCEAE AA OEOOAI AOGE
etnomuzicologie, criteriul prioritar de clasificare este cel al formei, aceasta
AAT EIi EOYT A Ai 1 ZECOOATEA AAAATTEAT & A
AT ETA AOI AAGa AAT A1 BEOBRAEAH 1 EI"@AD @AA L
OOAOAT OEPEUAOA PDPOET OOO01 ZEUAOAKh COODPAC
Al 64 AAOACI OEEq )8 ATETA AO A& Oia 1 EAA

allkA OA AEAOOAa yi 1 AE | OEQAOLARAOBDOIN
iTT17T 0001 £ZAh OO0OT £ZA AET AOah OAOT A0ah AC
7-8 randuri melodice, ce vor divide clasele formate geofilurilie AAAAT T EAT A

&1 O A 0001 ZEUAO4 EI OOOOAAUa OF OEOOAI

£l OAOODAT EA AAAATTEAIT & A £ Oi AE 1 EAAOAS
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DOAZEZAOET T A PAT OO0 AT Oi EOA OOADPOA AA AAAA]
AOAYT Ah DOET OOAOAT OEPEUAOAR 1 A EEQAOAA
OEOOAI AAAATTEAI OOAAEI 8

CeldeAl AT EI AA AOEOAOEO AA Al AOEAEAAOA
CAT Aol &4 1 A&\l an "8 11 AOI ATl 6as _1 AAOACIi O
000i AFAE A1 AOOEAA OA AAI Ei EOAAUa OOAE Al A

1 AOT ATEA AA Ai AEOOOOI DPEAOGAEh T A T
AAT Ei EOAAUa Al Oa OOAAI AOGAd & DBAGAAAE&GEOD
T8 PEAOGA AO OOOOAOOOE-Tteptd AT A Al PI Ah AA A,

¥E y1 AAUOI AT ETAE AOAT OET AT AR 1T AE A
i AT T AEA detdridat deEAT AECAT EAAT a A OOAPOAIT O
yi AAAOOI 0001 £ZAE 1T AT T AEAA OADPI OOAOA 1A
AET A1 Anh AAEET A#HOA OOPOAOGEDPOI 1 AT AEAS

, A T EOAIT Ol AFEAAAOAE AAOQACIT OEE 11 AAI
OOPOAOGEDOOE y1 mOT ATEA AA DOl £E1 01 AAAR
OEOOAI O1 AAAATTEAI h AATEIEOYT A y1 AAAOOI
tipuri. Subtipurile sunt date, la anumiteOEDOOE OOO1T AZEAAh AA
AT T AETATEEITO AAAATTEATA y1 AT1 EZECOOAOAA
supratip sau altul.
bl UET EA OA yi1 AAAOOI & Oi AEh OOADPOAIT A
OOOOAOOOEITO T AITTAEAAR AOAI OAOA y1 OADI C
randurilor melodicez I, M, K- constituie un pachet de criterii relevante pentru
delimitarea diviziunilor tipologice la nivelul grupelor, deci laiveluri de
adancime.

0AT 0006 AAI Ei EOAOAA DOT A£EI OOEI T O OYI A

elemente structurale specifice, am ntocmit prioritas EAT ET T AOOI 1 AGE.
doinei bucovinene® Hndexul profilurilor melodicel OCAT EUAO DA  &£0I
AOEEOAAOI T EAA HE AAOACI OEE 11 AAT A CAT AOA

%l A E1 OOOO0A AU éect@dhd®saumelddikah O AAMEOO AGE b UE T
recitativului Tn randul melodic:
- pe intregul rand melodic;
-bA EAT EOOGEEOI ) OAO )) #HE Al 1 AET Al E.
/I Al 6a AAOACIi OEA AA AT ET An O1I AA OAPOA
AT T OAT ET AOAA | AOE @i saddimifaiead doideMrOacesteni D OE O
bogat reprezentat repertorial in fondul cules de Voevidca din Bucovina
EOOT OEM aehl AA OFak0 aA © ARMEIOABDIEOI A1 T AEA ET OACOA
AOGOA O1 AT OE OAUOI OAOa AET O1T AAl EUAOAA Al
Criteriile de evaluare a subdiviziunilor tipologice sunt:
- profilul randului melodic;
DOIl £E1 OOET A T AT TAEAA A1 A EAI EOOEEOOE
fundamentala modului;
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-treptele de recitare in raport cu fundamentala modului.

2AAEOAOEOOI OYT AOOEI T O T AT AEAA ETE

AOGOA AOEOAOEO AA OAEAOCEIT T a4 OEDPIITCEAA
T EOAI OI COOPAI T O OA 1 AOAEAAUAa DPOET AT A
lipsa acestuia. CifraliAl & AET COEI A OEDPI I I CEAa OAbD

I

, A £l O A 1T EAAOCa OA AOEAATTEAUa& ATI
intrucét acestea vor fi modelele care prin stereotipizare vor modela forma
EFE@a8s -1 AAIT AT A AA POl £EI1 T[T AI T AEA OOAA
codificatel O AOEAh ZEEET A AOOZA1T OADPOAUAT OAO,

1. rectiliniu sau uniliniar = r (=u)
AAOAAT AAT O c A
AOAAT AAT O

Ai1 6EOG ¢ A

5«

A0 OAOEAT OAT A AO #HI
AO OAOEAT OAT A AO HE
OAOEAT OAT A AO #HE OA
ATTAAO c A OAOEAT OAT A AO #®HE OA
OET OOT EAAI AT T AETAO ¢ Oh AO OAc
T AAAOOI OEOOAI AOGEUAOEE OEDI I T CEZ
reprezentate repertorial.

6 AOEAT OAT A DPOT £EI OOEI T O OA&EI AAOa A
randurilor melodice prin combinarea unui profil melodic cu recitativ.

llustrez cele de mai sus printun segment delndex de profil melodicu
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C
h
h

\

ouhkwhN
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>
@)

Cod Profil ‘ Tr.r. ‘ Formula ‘ Vol/nr.ant/Doina
Al11.1. Formule cu recitativ
Articulare pe rdnd melodic
n 1
1111 4 L — VI32
e T S S R
-0- - -
4/3 Hewsr sose; I\V/48
e
C] 1
2/4 W IV/11
- "
~ A LD
1.1.1.2. ¢ ‘
rd 5 Istses o0 ea V/85
e
Lir2l g 4/3 %izztnm v/1
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ar 2 = IV/78
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4134 B ewvaes /77
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1.1.1.4. V/83: IV/36

iﬁﬂz&

br 4 ‘
4 P/ Jea—— 5

Tab. 1. Profil melodigel O O1 Az AR1. &ruckiddnikodale

i ETT OAh OZamitiris MBA A OOA

$AT AOAAA T A AT ET A O AAl &
bl AGAGA y1 OEOOAI 61 11 AAI
adancimeintd &£l Oi & OAEAI AOGEAah OAAAlI Abas
AAOACT OEEd 8 QGoudditndddignteCProfiliirile mdlddide HE
AAAAT T EAT AAATAIAORBT AAhRAQq HE OAI AT EEI A AA!
OEOOAAUa y1 OOAAI AOA OEDPIITTCEAA AET A AA¢
i ATT AEAa DA OT EAAOCAT A AMBEMBEA AAIEAGOA AITTAE
OA caOAOGA y1 A1 AOleadrioAdgrEfiiAOevigck020,1 1 O O1 £
nr. 6:260; 39: 282).

AO A&l Ol a

1 EA
i E

-_

, A

Nivel 1z model structural general

Sistem modal |  Sinteza 001 £E1 A Succesiuni Nr.ant.IV
AAAAT PpA OAAI AAAAT T E/
profile OAAT EOT E
DOA EZAOA DOA EAOAI
Minor
unimodal - 51 DDDD 51,1,1;5,15,1 39
doric cu 4 D 51
fluct
modulant, 5,4,3,2,1 | rdcd/bbbb/dddd/ 5,2,4,1/4,2,4,1; 6
OAIl Al abcdrd 4322111
TTTTEI r/db 4,21
cromatic %
doric
Nivel 2z OT A£E1T [T AT T AEA ET ET EAT Ah AAAATT EAIT Anh
Profil Treapta Profil Tr. Vol.lV/nr.ant.
081 8E]| recitarek r.m.final recitare-k
d 85 d 4,11 39
d 55 d 11 6
Nivel 3zprofil i A1 T AEA OAATEOI E | AAEAT Ah OOADPOA A
Trepte de 2 A1 A1 1 Profiluri 2 A1 AT| VolLIV/nr.ant.
recitare (r) in melodice AAAAT T
mediane AAAAT I ale
OAAT E( OAAT E
mediene mediene
4,231 4-1, 2, d, b, d 1,1,1 39
35,31
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54,21 54,44,4 | d, b, d dsb, d 1,21121 6
3,41,
24, 22,
1

)1 OOOOAOAA OADPAGIOT OEIACAODAD HAGEA ®OA
1T COAE Al AdI Acadi 001 C

I OOl OES8
2k
@ cimlak ?m@d;imm Sa"nllc\w, /:f.’s :
S Kot e 48 i dw Duwyenia P
(e sme J—., [ PRVHPTIS
== /

e Ewe
@Unmw ¢ AL R .
F}’#—ﬂ—'r T Ay

or o 3

. — — 1 .
T T
D B e —

~

[ &.. oo, L..Ma,uh iy QR devad , Lmni,‘mh‘m\ tinn,

/ s
Lo ad beap Jeal A m’nug LTS au.f J«"u.l kmmi'

-

F = - l.l. —
s ?L“Z'“J”ff’—k =

Grdival fn Wit mai -Lu.). (\mh aa A Yre mai AL iy

| — -y B — V——t——
_.ll_d M"—L'J I o B et e (e
<18 'ag"h Ml&lk hm\‘\.u. MMw , W qk msu RYRRITS wndmi b

4

5 1v’-—v~+' -jﬂ:?_q
\t. i ad J-;ut h

S —_

X
&e -Je/\iﬂ AL L

faline  redmbuna Lake

e s i e e s e e e e S e e
: I — —7'————‘—0—|—l——d—d--\’--]_- +—d~—o—o—+-—-1—-—¢-—&ml.-.._-.._

T de oAb e i bt ‘?a drtvin W ane h:
e G Tdeg gy N -
Qoostren.. sled I:-A e wanaed
"_‘_‘- L — | w—

diradonul azeales twlrale di A0 L

Voevidca, vollV/2020, nr.6, p. 260Ms. 22224 anexa 1_0048
j TWPTZYPYQ. &TTA " EAI Ex#OAAMAT AA EIT O GAd



28

TIPOLOGIA DOINEI BUCOVINENE

SEOOAI AOEUAOAA OEDPIT T GCEAa A OADPAOOI O
fondul folcloric istoric cules de AMoevidca la inceputul sec. XX se face tabelat,
respectand un sistem unitar de criterii structurale relevante la nivel general,

T OAT1T AGA PA DPAOOEAOI AOEO4ATE AA CAT 8 51 EC

OEOOAI AOCEUAOAA OEDI I 1 GE AshastfellvoripiicEAa AOOA
OOODPOET OA #E AOEAATT EGhGAMMAIEI ET aOET A T Al
T AAUOI AT ETAER AATITT OTAA OO01 O AOA

OAAEOAOEOOI OPAAEAEAKh OEDbtidvaguiedofedl OAOET A
Oi1 61T EA Al A0a AAAa OEDPOI OAOPAAOGEO OA O
ambelor genuri.

#AOACI OEA )4 OEPITICEA AT ETAE AO A& Oi

$AT AOAAA 1T A AAAAOGO4a AAOACI OEAh PDOEI
PDOAEAOCAT T EAT A AA A1 i AEi ATEE AAAATT EAI Ah
iTAATA AA Al 1 ZECOOAT EE ODPAAEAEAA Al A OA]

i AOTATTTCEAa A OEDA 1 OEDAER CORADOAVAEELA A
AT T & of 11T AAI OIl OE AT 1 AADOO PAT OO0 & Of A
I EAAOa AOOA wAAAOa DPOET Al AOI
Cod 2 Al A| Strofa Profile Trepte Vol.IV/
tip AAAAIT DOAEAO| de nr.ant.
ale r.m. recitare
Al.2./.1.x.1.1.] 5.1 X D 8,4,3,2,1 39
B.3./.1.x.1.1.1) 5,4,3,2,1 X rdb 54,21 6
#AOACTI OEA ))d OEPIITITCEA AT ETAE AO A& Ol a

A. Sisteme sonore unimodale; A.1. Structuri minore;
82828 OA a-pehtatexacdo@dddeA OAOOA
1 83832828 AliniZEEUUAAAATT EAI

Cod 2 Al A| strofa Profilul Trepte | Vol.IV/nr.ant.
tip AAAAT randurilor de
melodice | recitare
Al1.1.1.1.2.2. 1 lrm. d / (motive 35
repetate)
Al1.11.21.1.1 11 2r.m. bd 1 57
Al1.1121.1.1, 4/3,1 76
Al1.1.1.2.21.1. sd 3,4/3,1 28
Al11.1231.1 sb 4/2,1 24
A1.1.1.3.1.1.1 1,11 3rm dsd 51 51
A1.1.1321.1 bdd 2/1,1 45

Precizare: recitativul melodizat oscilatoriu este codificat prin treptele
alternate 4/3, 4/2 etc.
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1 858358T8 001 £ZE1  AAAAT T EAI AAOAAT AAT O c
A

Cod tip 2 A1 AT EE | Strofa Profilul Trepte | Vol.IV/
Z randurilor de nr.ant.
T OAl AGCA melodice | recitare
Al121211 2,1 2r.m. cd 3/2,1 75
Al1.1.2.1.2.1.2, sb 42,1 31
A1.1.2.1.2.1.3. cd 1 61
A.1.1.2.1.3.2.1. 2,21 3r.m. aab 2 78
A1.1.2.1.4.3.1. 2,1,2,1, 4 r.m. bbsb 2/4,1 11
Al1.1.224.1.1. 3,11,1 4 r.m. bbdd 4,4/2,1 19
Al1.1.22421. 3,1,3,1 bdcd 1 65
A1.1.234.1.1. 31,21 4r.m. bbcd 4,1 V/83
A1.1.2.43.1.1. 4,11 3r.m. ssd 2/2,4,1 27
A.1.1.2.4.3.1.2. add 4/2, 1 77
A.1.1.2.44.2.1. 4,44,1 4 r.m. adcd 4,1 81
A.1.1.2.4.7.3.1. 4,4,41//4,1,1 7r.m. drar//rsbd 54,21 26
Al1.1.254.1.1. 4,1,21 4 r.m. rdcd 4,1 32
A.1.1.26.4.1.1. 3,141 4 r.m. rdsd 3,1 48
Al1.1.2.7.4.1.1. 4,3,2,1 4 r.m. dddd 5,43,2| V/85
Al1.1.2.7.7.2.1. 4,3,3,2//2,2,1 7r.m. | bsdsbc//bsbd | 5,4, 2,1 36
A.1.1.2.7.7.3.1. 4,4,4,2//4,3,1 7r.m. sdrsar//rsad 54,21 47
A1.1.28.2.1.1. 51 2r.m. cd 1 5
A.1.1.2.8.3.2.1. 1,1V 3r.m. bdd 1 9
A.1.1.29.3.1.1. 54,1 3r.m. ccd 54,1 4

1 83838Y8 001 £ZE1 AAAAT T EAT AOAAT AAT &6 ¢

Cod tip 2 A1 A| Strofa | Profilul | Trepte | Vol.IV/nr.ant.
AAAAT randurilor de
melodice | recitare
A.1.1.3.1.2.1.1.] 1,2 2r.m. Ss 5 53
A.1.1.3.1.2.1.2.1 sb 4/5, 1 14
A1.13.141.1.1 1,1,1,2 | 4r.m. bbbr 5,4,2 15
A.1.1.3.1.4.2.1.2] 1,2,1,2 | 4r.m. ssbs / 2

A1.u4U8 001 ZAEboltitA=BB AT T EAI

Cod tip 2 A1 Al| strofa Profilul Trepte Vol.lV/nr.ant.
AAAAT I randurilor de
melodice | recitare
Al1l14141.1.1 1,1,21 | 4r.m. dddd 54,21 60
A1.1434111 1141 4 r.m. rdrd 14 63

Al1B3 0OI AEI ncAELAT T EAT Al
Codtip 2 A1 ATl| Strofa | Profilr.m. | Trepte Vol.lv/
AAAAT I recitare nr.ant.

Al1.554.1.11] 54,1,2 4r.m. Rbbb 54 10
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1 8x8x8w8 001 £E1 AAAAT T EAI Al i1 AET AO
Codtip 2 A1 AT| Strofa | Comb.| Profilr.m. | Trepte | VolIV
AAAAT I profil recitare | nr.ant.
Al1l.16.1.1.1.] 1,11,2/1,1,1| 7r.m. Au bbbc//bbd | 5,4,2,1 46
A.1.16.21.1.]1,41,12,1,2,1] 8r.m. BD srdd//sddd 4/3,1 1

I 8T8 OAa Gheptadoldald A EA QA

A1.218 0 OT /EE uniliddaA=AAINL &sté teprezentat in repertoriu
1 38T8T8 001 £ZEI AAAATT EAI
Cod tip 2 A1 AT| Strofa | Profilul Trepte Vol.IV/
AAAAT I randurilor de nr.ant.
melodice | recitare
A.1.2.2141.1.1 3,33,1 4r.m. bb//cd 5,31 67
A.1.22.1.4.22.2 3,1,3,1 sbss / V/84a
A.1.2.2.24.1.1.1 44,11 4r.m. bbdb 51 25
A.1.2.2.5.2.1.1 44441 6 r.m. sbcchb 54,1 66
A.1.2.2.34.1.1.1 4431 bbbd 4,1 8
A.1.2.2.3.4.2.2.1 4,34,1 bccd 54,1 68
Al1l2244111 5441 4r.m. absb 5 40
Al1l22541.11 421V 4r.m. ccdd 4,1 62
A.1.2257.21.1| 54,2,2//4,1,1 7r.m. | aaad//laar 54,21 58
A.1.2.26.4.1.1.1. 54,31 4r.m. addd 54,3 64
A.1.2.2.6.4.2.2.1. 5341 4r.m. bscd 4/5, 1 21
A.1.2.2.6.4.3.3.1. 5,4,3,1//3,1| 6 r.m. | adbb//db 5,4 42
Al122741.1.1 8,44,1 4r.m. cdcd 8,4,1 V/87
A.1.2.2.7.4.1.21 cddd 8,4,1 33
A.1.2.2.8.4.1.111 55,11 4r.m. bd/bd 51,55 55
A.1.2.2.8.1.2.1.2 dcbb 1 80
A.1.2.27.4.2.11 514,2 4r.m. ddcd 32,1 82
A.1.2.294.1.11 8,3,4,1 4r.m. cdcd 8,4,3,1 59
Al1.2204.1.1.1 8,5,4,1 4r.m. cbsb 8,54,1 52
1 858T8Y8 001 £ZE1 AAAATT EAIl AOAAT AAT O
Cod tip 2 A1 A1 Strofa | Profilul | Trepte | Vol.IV/nr.ant.
AAAAT randurilor de
melodice | recitare
A.1.1.2.3.1.2.1.1.2 Vil 1 2r.m. bb / V/84
A.1.1.2.3.2.4.1.1.1| VIL3VIL1 | 4r.m. bddb 54,2 20
1 8x8T8d8 001 £ZE1 AAAAT T EAI Ail OEO
Cod tip 2 Al A strofa | Profilul | Trepte | Vol.IV/nr.ant.
AAAAT randurilor de
melodice | recitare
Al1.1.24131.1 1,4,2 3r.m. bbd 1 74
Al1.1.24241.1 3441 4 r.m. bbcd 5 71

C

h

AROAAT AAT O ¢ $h.

4
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1 858T8X8 001 £E1 AAAATTEAI AiTAAO c #

Cod tip 2 A1 A| Strofa | Profilul | Trepte | Vol.IV/nr.ant.
AAAAT randurilor de
melodice | recitare
Al1.251.4.11.1 11Vl 4 r.m. dddr 5/4, 1 44
A.1.1.251.4.1.2.1 bd//bb 4 16
A.1.1.2524.11.1| 3,1Vin bbbb 4/5 V/88
A.1.1.2534.1.1.1| 43Vl bsbs 1 22
A.l1.1.254.4.1.1.1, 5,3VI,1 addb 5 70
A.1.1.2554.1.1.1 54,12 sdss 54 23

1 8x8T8W8 001 £ZEI AAAATTEAT ATT AET AO | c3

Cod tip 2 A1 A| Strofa | Comb. | Profilul | Trepte | Vol.IV
AAAAT profile/ | detaliat | recitare | nr.ant.
OAAITl rm.
Al1.1.26.1.7.1.] 4,2,2,2// | 7r.m. DB ddsc// | 5/4, 4/3, 56
2,3,1 rcd 4/2, 1

A.2. Structuri majore;
1 8T8328 OW &iQdira-iedtatddald
A.2.1.1. ProfA A A A UnilitaA$ U,u

Cod tip 2 A1 A| Strofa Profilul | Trepte Vol.IV/
AAAAT randurilor de nr.ant.
melodice | recitare
A21.1.121.1.1 1,1 2r.m. dd 2,1 18

1 8T8T8 OAaKeptacdkda®l A EAQA
1 8T8T8T8 001 £ZE1I AAAAT T EAT AAOAAT AAT O c

Cod tip 2 A1 AT| Strofa | Profilul | Trepte | Vol.IV/nr.ant.
AAAAT I randurilor de
melodice | recitare
A22212111 2,1 2r.m. ba 2,1 17
A.2.2.2.2.2.1.1.2 41 bb / 73

1 8T8T8Y8 001 £ZEI AAAAT T EAI AOAAT AAT &6 c¢

Cod tip 2 Al A| strofa | Profilul | Trepte | Vol.lV/nr.ant.
AAAAT randurilor de
melodice | recitare
A.2.2.3.1.3.1.1.2 1,1,2 3r.m. bbb / 7
A2.231421.1 1,2//11,2 4 r.m. db//db 2 30
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A224.ProfiRAAAT T EAT AT1OEO c

Cod tip 2 A1 A| Strofa | Profilul | Trepte | Vol.IV/nr.ant.
AAAAT randurilor de
melodice | recitare
A.2.24.8.1.1.2 151 3r.m. S / 38
A2.2413.1.1.1 1,2, VI 3r.m. cdb 2, VI 79

A.3. Structuri prépentatonice, tetratonice;
1 8Y8x8 OA&AaOE OAAOOA DPOAIT AAIT A

1 8Y8X83X8 OudiinEEUUAAAATT EAI
Cod tip 2 A1 A Strofa Profilul Trepte | Vol.lV/nr.ant.
AAAAT randurilor de
melodice | recitare
A3.1.1.1.21.1.1 sol,sol 2r.m. dd sol 69
A3.1.221.1.1.2 re, re sol, re 34,3
A3838T8 001 £ZE1 AAAAT T EAT AAOGAAT AAT O ¢ $hA
Cod tip 2 A1 A1l Strofa | Profilul Trepte de Vol.IV/
AAAAT randurilor recitare nr.ant.
melodice
A3.1.2.1.21.11 la, sol 2r.m. sb sol V/89
A3.1.2.1.21.21 scd do, sol 49
A3.1.2041.1.1 | sol,mi,re | 4rm. | asdsbsd la, sol, mi, re 29
A3.1.2.2.4.2.11 la, lasol, re | 4r.m. dsdd do?la, sol 43

1 8Y8T8 OAAOE Al bl A
1 8Y8T8T8 001 £ZE1 AAAATTEAT AAOAAT AAT O ¢ $
Cod tip 2 A1 A1 Strofa Profilul Trepte de | Vol.IV/
AAAAT randurilor recitare nr.ant.
melodice
A.3.26.18.1.1.1| sol, re/sol, | 8r.m. | dd//dd//bb//bb sol/la 54
sol/sal,
re/sol, sol
B. Sisteme sonore modulanteg 2 centri modali
"83x8 OAI ATEA AA OAOIT a
B.1.1L T AOI1 AT #ikor (MAET O
"83x838T8 001 £E1 AAAATTEAT AAOGAAT AAT O ¢ $
Cod tip 2 A1 A| Strofa | Profilul Trepte | Vol.IV/nr.ant.
AAAAT randurilor de
melodice | recitare
B.1.1.2.1.4.1.1.1) 5,1//51 | 4r.m. ccl/lcd 1/2 /14 72
B.1.1.2.2.4.1.1.1 1V//41 | 4r.m. bd//cd 2111 V/86
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"8T8xX8 | 1 AfnorAN®)A | AET O
"8T8XI8X8 001 £E1 AAAATTEAI AiI1TAAO Cc #

Cod tip 2 A1 A| Strofa | Profilul | Trepte | Vol.IV/nr.ant.

AAAAT randurilor de
melodice | recitare
B.2.1.5.1.4.1.1.1 21/11,2 | 4r.m. rb//bb 2, 1// 12

CONCLUZII

$ETATTT AA APAOATT A O1 AE O1T EOATE OO0

etnomuzicologi, tipologia doinei bucovinene surprinde prin varietatea

AT 1 ZEECOOAT EEI T O OOOOAOO0OAT A 1T A AEOGAOOA
-T AAT 61 Al AGEEEAAOEE OEDI 11T CEAA POA

experimental,AOOA DAOAAAOEAEI h 1T AZEET A Ai 1 OEZ
AAZEET EOEO4a8 wl OA DPOAUET 64 AA O1 OEOOA
HE OEDOOE [ Al T AEAAh AAO HE T OATTAO 1A
0 permite.

%POET AAOAA O1 OAOET Aba A Al AOEEEAAC
OAPAOOI OEO AA ATETA AOIAOGO AA OPAAEA
AOT 11 OQUEATTTCEA oOiiYi AAGAa OA bDOOAA
OEPI 1T CEAa A AT ETAE AOAT OET AT A8
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O' EAT OCEA $EIi Ad . AOET 1 ANbhpodaAAAAI

SUMMARY

In the research conducted in 2018ie T OOO01 P aAABOAREEI DOA/
in Hunedoaracounty, an olestyle song wasdentified with the text R
O3AI Al an "AAAAh AET AOI AOrRoh 0O C U
#EEAEOh £EOT I OEITACA #AOERI 08 4EA OC
ET OEA OAOAAOAE AlTAOAOAA AU AOQEITI
Perusing the monographicwsie T CO T £ OAOAAOAEAO 200A
this area, we noticed that in the first week of the Lent people practiced

k
a series of customs for the holiday of Santoader, which include this
soAAT T AA O"1T1 AT O oi1¢cs -1T0A AgGAAQI
medicinal herbs and ritually washing the head with them, a custom
practiced in the Thursday or Friday before Santoader. Even though the
practice of this custom is mentioned throughout the country, this paper
wishes to highlight the areas where the custoraésompanied by song
and, not lastly, the defining musical features of these tunes.

0
)

REZUMAT
_1  AAOAAOAQAA OAAIEUAOCA yi Yoxé¢ yi  §
EAAT OEAEAAQ O1 AYTI OAA AA OOEI OAAEEH
ET OAODOAOAO AA 6EIAA #1 OATA nA 1 0E #
-ATTAEA A Ai_OO0i aARDAE AOAAREBT ¥h_yi1 AA
AA AOQT T I OUEAT 1T cOl %i EIEA #1101 EHRAI 8
Al A AAOAAOa Ol OOI OE 200AI ET _)rmRAE4ATIITE
AABDQQI, Aa V laalPetlli Mardse praclicalvd serie de
obicce OOE AA_3Y1 Ol AAAoh AA ET Al OA HE AA
- AE. AgAAOh  AOOA OiI OAA AAODPOA T AEAAEC
Obal a0EE _OEOOAT A A AADOI OE AO AAAQOA
3YT Ol AAAOOI OE8 #dseninblak Eadiindpeactidatipe AAE OT
AOPOET OO1 _y1 OOACEE 1 40OEh DOAUAT O00I_ O
yi AAOA T AEAAEOI AOOA yi1OITEO AA AYI
muzicale definitorii ale acestor melodii.

Keywords

O

3V1 01 ARAON " i1 Ai OAN 0adydéhd E | OAAR (
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INTRODUCTION
)T OEA OOGIiTAO 1 & TPsQh A OAAI i & OAO
$SEIAG . AOET 1 Al ! A ANapotalmatiep of (réi.EdR loda1 #1 OF

"TARA AT A OEA AOOEI OAOGO 1T £ OEEO AOOEAI An
in the villages and helmets frong ET OO O01  OHudedoarA THe imisoal

material recorded in the field, 336 folkloric productions, is very well preserved,

evincing zonal and archaic musical features. Among them a special song, so
calledBolbotesong, stood out. Being a term never beforereountered in the

specialized music literature, our curiosity was aroused to find out what it

meant, whether it was connected to any ritual, custom or, even more

interesting, whether there are such songs in other folkloric areas as well.

BolbotetEO A OAOI OOGAA 111U ET 8ET OOOI o04aAh
medicinal herbs or plants. In the amplest monograph of the area, the
OAOAAOAEAO 200ATET )#mEaTTTER A 1TAOEOA 1

Bolbote song among the SantoaderAOOOT I O ) HAA435). DEh TPP W«
researching the ethnographic literature, we find out thaBantoadeiris rather a

mythological character (half man, half horse) than a saint in the religious

sense, and is marked by a series of legends, beliefs and customs practiced in

OEA EEOOO xAAE 1T &£ OEA , AT O6h All 1TO0AO 160
Santoadercame with a number of interdictions, such as: the women were not

allowed to spin, to weave, to sew, as well as a complete interdiction to have

work gatherings in that week. They believed that not observing such

restrictions would attract into the villageSanoaderd O ET OOAOh xEEAE A
IO EEITAA CEOI 608 ! AAT OAET ¢ O1T OEA OAOAAO
I £ OEA UAAO xAO OAOGAOOAA T AET1T U A& O OAIlI A,
and apparel, as such practices were meant to reflect in a beneficial manomer

the regeneration of nature, the abundance of crops on fields and of fruit on

OOAAOGh OEA EAAI OE 1T &£ OEA AT OEOA EOI AT EA.

" %. %2!, 02%3%. 4! 4)/. | & 3=.4/])3$%2063 #534,

The oldest ethnographic research was done by Simeon Florea Marian,
and included in his book3 A OA & O OE I[Raditiodal Fedsts wfithe
Romanians], vol. 110 & O A GFfobt iake) [The Lent], which was published
at the end of the 19th century. The author provides a detailed description of
the SanTdoder customs, particularly in the Bucovina area, referring
nevertheless to some areas in Transylvania as well. In order to get a better
understanding of the multitude and variety of the practices in the fit week
of the Lent we shall display hereunder a comparative table of the customs
practiced atSantoadenall over the country, which we identified in the volume
DOAI EOEAA AU 3EIATT &i1T OAA -AOEATh ATA
04aAOOAT EI T Oh (O1 AAT AOAh EAAT OEZAZEAA ET 20
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SAOA4&OI OEI A

04AO00AT EE

Name of [Traditional Feasts of the
collection/ Romanians], [The|_\|NoogIanders of
Author/Year  vol. 1.0 & OA QEné A, o dUredearal -
Simion Florea Marian, 1899 )
Caii luSanToder Caii lui Santoader
f 3AET O 48AA04 + 3AET O 4&A/
Adunatul bolbotelor
: 3bal AOOI
Spelarea capului g .
, [Picking medicinal
[Washing the head] herbs]
[Washing the hair]
Tunderea vitelor Il
[Trimming the cattle]
Coptul colacilog® O D A
Coliva lui Safiéder POEEaarll?nlg;" pi";‘[‘rt;]’ader
f 3AET O 4e6AA0S F 3AET O 4
Customs almsgiving]
practiced at Incurarea cailor m
Santoader (Intrecerea cailor)
[The Horse Race]
101 1T EOAA

_1 £O&4l EOAA #H
[Finding bestfriends and blood
brothers]

y1 £AYOO0al EO
[Girls find best friends
and boys find blood
brothers]

6 OAEE HE &/
[Spells and magic]

(al A 3£ET O

i EAT AL AQ HE

[Evil fairies and bad
winds]

Bulciul SafToderului
f 4YOCOI
[The kissing fair]

0ao

I

Tab.1l Comparative table of the customs practiced &antoader

Of the customs presented above, the best known in folk tradition are
the ones linked toSantoaded © ET OOAOh ANOET A [ UOEEA
horsetails and hooves, who showed up in the nights of the first week of the

Lent, the week ofSantoaded O ET OOAOh ET -dorfaphiahcewithi D OT
ET OAOAEAOGEI 1 Oh AO DPOAOGEI 601 U 1 AT GET T AA
AOET ¢ 1T OAAO AAAE AO OEA AACETTEITC 1T &£
(Ghinoiu, 1997:37).

4EA OT PEA T £ 1060 OAOAAOAE EO AT1T1T AR

xEEAE EO CATAOAI 1T U AAOGAOEAAA A0 A1l
particularly younger and older girls from most parts of the Bucovina, observe
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the custom of waking up very early orsanTdéderday before the sun rises,

namely before SAnToder puts his horses out to pasture, as well as before

people feed their horses, and, after they get up, they wash and rinse their

heads, so that the horses may not devour their hair during the year and that it

may grow fast and be as long and beautiful as pd&sA 1l Ao | &1 1T OAA - A
ST YYdXTQ8 'TETC ET O OEA OOAAI Ah Al T OA O

Orodere, S&Tddere![Todere, Saint Todere!]

$a Al AEIGive rshgiidtraid€) h

Catcozileiepeldtd ! O 111 ¢ AO OEA |1 AOAOGS OAEI
(Florea Marian, 1899:56)

Ethnologist and folklorist Ovidiu Barlea mentionSantoaderas being
the patron of horses, becauséncurarea cailofa horse race) was held on his
AAuh 11T OEA 40AOGAAU 10 4EOCOOAAU ET OEA £
the folk tradition pictured him as a patron of abundant hairstyles, which is also
the source of the tradition called theHoman that required people to wash
their heads with lye in which they had boiledoman(a plant, the horseheal),
xEEI A OEA CEOI O x1 Ol A AAc EEI O COAIl
(Bérlea, 1981:128).

yl A 1 AOO EAUITEA OEOEITh OEA OAOAAOA
the winter is marked by many beautifying practices. They begin with the
Santoader with the washing of the head with primitial water (from the first
rain), and do not cease throughout the summer, while the girls pick basil,
horse-heal and belladonna in order to insure their success in love. The
beautifying of women is the (corporal huldT @ OAOPT T OA O1 1 AOOO.
(Marian, 1991:43).

O

THESANTOADER5 34/ -3 ). 8).545, 0A$52%.),/2h (
2RAROAAOAEAO 200AT ET )YwmalilTE AAAT I PIEO
SantoaderA OOOT 1 6 £O0T i 8s8ET 0001 0aAOOATEIT O EI
We thus find out that the first week of the Lent was marked by the following
practices:
- a prohibition to sew, spin or weave in the village gathering held on
Tuesday; if it was not respectedSantoaded O ET OOA Ohnan, MOEEA EAT
horse beings would come and punish the girls to dance to exhaustion;
- picking the bolbote and washing the head was done in the night of
Thursday or on Friday morning;
-y1 01T T EOAA AEAOAIT T Qgirletfinding bedYriondsaandE OA A AEA |
boys finding blood brotherg took place on theSantoaderSaturday;
-the week ended withSantoaded O Al | OCEOET ¢ 11 301 AAU
Below we shall describe thdolbote custom of picking healing herbs

AT A xAOEET ¢ OEA EAEOh A AO0OOI I DPOAAOEAA
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CAT AOAOCEI T O Acis 4EA ET &£ OI AGETT EO OA
and from a personal interview recorded on August® 2022, in the Village
Museum in Bucharest:
-in Santoaded © xAAER 11 4EOOOAAU 1T ECEON
years old would gather on the village road and sing with strong voices the
song3 AT Al ah A A@dAinvitatfo tb lads © joiA théin) and would go
together to a glade, where they waited for girls and lads from other villages
too;
-a lot of girls and lads gathered on the hill, sometimes over 100, and lit
a big fire (a purifying and apotropaic element) and danced around it till dawn,
crying these verses:
@®Ba EOAal AA AEI ET A Alfetus daace ikl AT A
morning, let the hill be fair!]
-at dawn, the girls and the lads would take to the hills. The girls would
look, in particular places known by them, fobolbote (common windgrass
AT C8 O [aAdivi)aadintthe spot from where they pulled the first weed
or plant from the ground, they put in place of its root a piece of pastry or
DOPAUAO EO EO AAIl | AD-AETE AADA Gdnifidddh @LOU
leaddd f) CAOA UI O OI T A PAOGOOUR T1T x Ul O
put bread and salt). The lads gathered wood pieceslubs, which they later
used to make yoke parts, whip handles, distaffs, spinning tools;
- after they finished gathering the herbs and the wood, the girls and
lads met again in the glade from where they had departed and started another
dance, after which they left for their homes;
-when they got home, the girls immediately boiled the ivy in order to
wash their heads with that concoction, and the other herbs were hung to dry
from the beam ceiling or in the attic, and were used during the year to treat
cattle or people with their smde if they got sick. Obviously, these herbs were
considered to have magicadD EAOADPAOOEA DOl PAOOGEAO ) #H
By respecting the prohibitions of this week, by their responsibility to
pick healing herbs and to make tools, by consciously choosing a best friend
(for girls) or a blood brother, by organizing th&antoaderalmsgiving, the girls
and lads gave proof of a first sign of maturity and independence, which at the
same time meant an initiation into family life.

THEBOLBOTB/ . ' ). §).545, 0A$52%.),/2h (5.

The first musical notation of theBolbotesong was identified in Emilia
#1 T ERAT 6O AT 11T ODAOCEICEA A Tt ATAaGBHOAT RAIEI
Hunedoara The song was recorded in 1950, from the same informant, Poanta
#1 OAT Ah &O01 i OEA OEI 1 ACA #AOEHI Oh xE
| AAAAT EAEAT 3AAET A )OPAO AT A OEA 1 OA
Institute of Ethnography and Folklore for having graed us access to the
recording and the manuscript of the staff transcription of this song.
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From a musical point of view, the song is characterized by:
-tetrapodic verses, with completion syllables and simple interjections;
-free rhythm, with lengthened note values at the end of the melodic lines;
- melodic structure, minor chromaticized hexachord, with a final cadence on

the 29 degree;
-ABC form, cadences on steps 112, general unilinear melodic profile.

KOTATLA
Doc.: 7 A e & Coeine: oed, 1. Toader,
tata: fg - #- f753 o wSCoulS, badlen, olin galous
Cuieg.: Orig. trmoclogng
wr: Feanta Cosona
Transors Kedice Weiss
i, ée
.5f Seaa fg 53: jea .f far s u — uv
Gt el b mmm i 1;@*'@%‘
.Scna & P 9"-:‘0 y"ﬁ card Cu : 5!.( fd
by T TR T L ey
H".‘. Cor pu},' yp el f-‘.‘ Fal = = S wd
Fig. 1. Thesong AT A1 ah AAKAMIIBET AdI AOH
j £OT 1 OEA 0#||O©AT©E| "OQO4aEITEOS )1TO
foms
SCOALA, BADTO, DIN CUI_CL]$"
Tz, 14110 L Coipan, Lerigons — Hunedonra,
Culegn B Cumisel & A Viegd, £ Tnl, -Ponul:a« Cormea L Chis®, 18 ani.

1050

Pneo rubale o

|
.
Hn
#i Sooald, haden, din culenzo ¢his)

s Mai oo omin” deam® fa visswe

Senali, badeo, hai la lonea,
Do’ fa edseliten Lo f.un:ai.

4 Variui Lo meleedia me.
Se cintii in unele ssby Mumwu e SEntul Fradne,

Fig. 2. Thesong AT Al a4 h ADAJADIR BEAI h T YXYq

O

m

O

8
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Almost 70 years after this recording, we found in our own field
OAOAAOAE OEA OAI A ET EZ O ATO 1T A0 AU %l
Vinca, aged 84, in the year 2017, who sang to us the same melodic variant of
OEA O1 1 @dA2ANhAIR &ith anfa@pleh lBerhry content:

Cerisor, Lelese, HD
Vinca Cosana, 84

,a lu' Chici”
J=60 si Grup femei
! = TEeee e e
pi, Sco -1a, ba - deo, din eul - cu- su,
0 [
G S g TTr pri e FT) O 1|
v - \“‘--.____/. i \\-.__,/' -
Sco - 14, ba deo, dm cul - cus, mij
w A
e E=‘ I‘—"!= e B ¥ ! 1
* N o ‘ d
Hai cu mi - nemj fi rd-zug, mil

PAD 008\ Cul. Bocsa L., Stan A, 2017, Tk Stan A.

pi, Sdla ba Akh AETAOHOK
[Get up from bed, my sweetheart]
Sdla bai A, iET A OKAOHN
[Get up from bed, my sweetheart]
Hatbu mide-mE4 0O & UiO&Hh
[Come with me and make me a scraper]

pi, | Sdla bai Ad; hala lunc, |
[Get up, sweetheart, come tahe river]
3 anBaGH4 HterEH)EOOA as
[And make me some spinning tools]
b# sd #0 AO@UA| 04 OT OA A0
[A distaff for spinning wool]
04 OarmbBuddou. 04
[And a reel to hold my longing]
D& sd 2Hdistédanatisa |
[May God bless you, dear hill]
#4 AOOaUsaEOOaH Eal
[For you were fair today]

pit sd #0 ABghRany A0 EEG

[Full of girls and boys you were]

Peazl AET ¢ ARIAO £EI T O

[And of flowers from now on] 5
pil sdqd ¥yh 1T A AlgdGh AYT A OAdJEI h

[And may you be fair still]

Fum3sa0a ¢ A 1 @aOEIl h

[When next year we shall return]

Fig. 3. Thesong AT Al ah AAAAIT A sART 30A1TAOHPTZI(
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"T OE OEA OI1 1 coldttion addtife ork linlou ¢dlifettion
have only one almost identical melodic variant, which is sung with another
text. The difference between theBolbote song we analysed and its melodic
variant appears within its structural content, where instead of three melodic
lines, the form extends to four melodic lines, by repeating the B:

-#1 1 EHAT  ZnielodicAakiadEnd. B4, with the literary textJale
mii,dal E DAORAS 0DaBOOOET Chillage®™ancelubMare)OABB® U ¥
form.

- T ARAT 3 OA Tz mdddit vakaAt @d 886 (PAD047), with the
literary text: . O HOEOh $1 Air)ARATII@G OREEQ xAET'A Ah
well], (village Ruda), form ABBC. The profile of the interior and final cadences
is the same, unilinear.

In our research, we identified another melody that provides a variant
of the same text, even if it was not identified as belonging to theolbotetype,
and from a musical point of view it evinces the following changes: the melodic
scale is specific to the Bihor area, due to the presence of the notes F and G
sharp, the form is AABC (an enlargement of the form is achieved by repeating
the first row), and the cadences remain unchanged, 1112:

Dabdca, HD
J=70 Grup femei

Ca io de trii nopt mu dor - mu.
PAD 503 | Cul. Isfanoni R., 1980, Tk Stan A.

Sd 44, bai e, lasisomnu,

[Get up, sweetheart, forget the sleep]
Sd 14, bai e, lasisomnu,

[Get up, sweetheart, forget the sleep]

# & i BhopDrd Bormu,

fr&I O ) EAOGAT 80 O1I APO A O OEOAA TE
# & i BhopDrd Horm,i &
r &1 O ) EAOGAT 80 OI ApO &I O OEOAA TE

sd BaAOEAEAAOT Aah ds
[And comewith me to the river]
s d-mBagda HEOT O HYy AOOAah ds

O O
mr mr
o O
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[To make me a reel and a distaff]

s d Bayu.EA
[And come with...]
s d-mBadGurcaly @aj000 6
[To make me some spinning tools]
sqd 3O060Aai §] ADI
fr, AGBO ¢ci AAAEh AAAOY
sd ¥y Oa H$QA| Al YT AT
f1TA 1AO080 xAIT E O CAOEAOY

Fig. 4. Theson@ AT Al ah A A AGetup, swedleartOfdrded the
o1 AAbpY "1 AAh 30ATh TPTXZd 11

OTHER AREAS WHERE THE CUSTOM IS ACCOMPANIED BY SONG

Researching the literature, particularly handbooks on musical folklore,
we indicated the fact that this custom is usually accompanied by singing in
I OEAO AOAAOG OIT h T OOOEAA T &£ 8ET 0001 OE
Within her handbook onMusical folklore ethnomusicologist Emilia
#1 1 ERAT DPOAOAT 00 Bin@hdeduddE in the datddor® O OE .
Folklore of customs practiced during the ye#tnus grouping folkloric events
according to the type of work that they are connected to. The custom of
picking healing herbs is calletHomanin the south of the country and is
included in the category7 $ EOAOOAR 1 ACAOA AA OEATA
f- EOAAT T AT AT 66h ATT1TAAOAA O ET AEOEAOA
A OEIi EITAO TATTAO AO ET 8EI OOOI OE 04aAO
identically and is accompanied by singing, with a vocal character, being sung
solely by girls. Th authoress mentions the existence of thelomansong in the
Gorj area, identifying two melodies which belong to different evolutionary
stages:
-001 1 ¢O ET  OAAEOAOE OApetradnic structuie, OE ANOA

parlandcOOAAOT OEUOEI 6 g,
Gorf
i

C Brailoiy

7 -TEF“wS -

bad-n.wrfaatttr Joa-ce e.wfwdﬂ/r, &//iadlmmfd lar-b3 ma-re, Mo/-fo min b 1o Je, fi/amrf

Fig. 5. The sonJoadere, San Toadeye# | | ERAT h YWwQd 11 8

-O b Péhtatonic songs with longer note values, with crenellated contour,
i ARA O0p T &£ A OEIT CI A £ O0i Ol Ah OAPAAO
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Gor»
)Sgg‘* *:dL *J:__ﬁ—_;— i;‘.’?b?' : :E\:: _TA'_ i—ig
/b? = 2, &‘//7 Joa - o it
c‘o - ¢x' e @ - pv - Lt
Fig. 6. The sonJoadere, San Toadeje# | | ERAT h TYwQqd 118 TI

After the presentation of the Gorj songs which accompany this head
washing ritual, we find several information about the songs in Hunedoara. The
custom is identified in this area by the name &fopelni¢ without any melody
being presented with it, and we are informed that its tune is identical with the
AOEAABO OiiTc j#I1T 1T EHAIh IYwQq TIvqgs 2A0,
undertaken by Béla Bartok in the area, more than 100 years ago, as well as our
recent research, we have ideffied no melodic variant related to it. Not lastly,
%l E1 EA #1101 ERAIl xOI OA OEAOq O)1 OEA bDPAOC
adapted to lyrical song melodies. The custom, as well as the repertoire, is
AEOADPDAAOET ¢80 | #1 1 EHAI froven ¥ytisegolbdte Y Q8 4 EE
Oi 1 COR EAAT OEEEAA ET SET OGdsoga AOOAT EI i O
In the handbook of Musical folkloreauthored by the Cluj professors
Nicola, Szenik, Mirza, we identify information about this custom in the section
Repertoriul altor ndeletnicifiThe repertoire of other occupations]. Alongside
the repertoire of E & O 1 (& t§p@ af Fodelling, of melodised shouting) and the
repertoire of the # A U & (@dthérigs where people work and have fun
together during winter evenings), they also mention songs connected to the
rites of spring, to Santoader to the Homansong in Oltena, as we have seen
(Fig. 6), and in Hunedoara thBopelnicdT T ¢ AT 11 AAOAA A&OIT I OEA

161. POPELNICE, VESELNICE
(Popelnicul = cintec magic)
com. Oréstioara de sus
— rai. Ordgtie
— reg. Hunedoara

f-’ Moderato

PY) v
Po- pel - m - ce, ve- sel - o - ce,
0 = b
.j‘f 1A l'_I V - ’ 4 - ; i
Po - pel - m -te, ve- sel - n - ce
é} = e ]
- o - Zl sl
- |
O A
N-am ve - nit ca s& o - 1em.

Popelnice, veselnice | bis
N-am venit ca sd cintdm.
C-am venit sd te sipdm

Si de leac sd te ludm.

Culeg. : Joan R. Nicola

Fig. 7. The son@opelnice, veselni¢dlicola, Szenik, Mirza, 1966: no. 161)
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Beside the information on the description of the custom, which is
almost identical in all areas, we find some information of an analytical
AEAOAAOAODG OOEA O 1 CO ERIOI HidiRMigEoan AOA
old stage of development; within a melodic structure based on repetitions of
motifs, they use an oligochordic sound material €2 sounds) and do not
exceed the frame of the prepentatonic system. The songs in Hunedoara are
the mostdevel D AAh xEOE A AAT AA AEAOABMROO | .
184). There is however no mention about thBolbote OT T ¢ AOT I §EI
04aAOOATEIT O8

During the present research we also consulted the handbook for
Romanian musical folklot®y Gheorghe Oprea and Larisa Agapie, in which they
mention this custom of going out to pick herbs atSantoaderand the
accompanying songs, just like in the other two consulted handbooks. The
custom is mentioned in only two regions of Romania, Oltenfawhere it is

calledHomanand Hunedoara, where it is calleBopelnic The development of

OEA AOOOI I EO OEIiEIAO O OEA AAOAOEH
Regarding he songs that accompany the custom, it is also mentioned that

Oxi T AT AEA OUPAO xAOA EAAI OEEZEAA EI
course handbook), whereas about the songs in Hunedoara area, the authors

i AT GET1T OEAOGQ OOEA AQEAMAER OOIAIOAOE AGIT O

EAOA A AAT AET ¢ AEAOAAOAOS6 j/ POAAh ! CAE
Researching the literature, it is very interesting to note that, in
general, except for the abovementioned areas, the custom was practiced
without being accompanied by song. From the analysed musical examples, we
can draw the conclusion that there are ogltwo areas of the country where
this custom of picking healing herbs and washing the head is accompanied by
singing. In the southern part of Romania, OlteniaGorj, the custom is called
Homanand is accompanied by two songs which belong to two different
evolutionary strata, both with prepentatonic scales, and with totally different
rhythmic-melodic structures. In southern Transylvania, the custom was
noticed under the name ofPopelnih 1 T OA DPOAAEOAIT U ET OEA
a melody with dancing character. In the Hunedoara area as well, Emilia
#1 1 ERAT OECT Al 1T AA OEA AQEOORAIAAI 4 hE AA L
AET RAOEBROBET O0OOI 0a4aAOOATEIT Oh xEOET OO
200A1 ET )YrAE4aTT1TE EO O&dhinhisindnograghionthed OA OE
area and brought the terminology that is specific to iBolbotesong.
After synthesizing the information about the areas of origin and the
musical features of the songs that accompanied the custom of picking healing
herbs and washing the head, the result is giverext:
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Area Gorj, Oltenia | / O acHr@de §ET OOOI 034
Sus Hunedoara Hunedoara
Custom Homan Popelnic Bolbote
name

Melody There are two | The melody has § The melody belongs
features | different songs, | syllabic, dancing| to the old style, with

both with pre- character, a parlandorubato
pentatonic structure of rhythm, ABC form,
structures, three melodic | chromaticized melodic
recitative or lines (ABC), with| character, and a final
parlando- a Phrygian cadence on the
rubato rhythm, | cadence on the degree
which are 2"degree
related to the
EaOI.EQ

Tab. 2Areas and song hames

CONCLUSIONS

TheSantoadercustom of picking healing herbs is recorded all over the
territory of Romania, but is accompanied by singing only in Oltenidgmar)
and Hunedoaraz OE A  Joateads CBs area Fopelnicq AT A SET 6001 O
0 &4 A O O fBoliiote)| aferm not recorded in the musical literature. As can be
observed from the previously presented analytical elements, the three songs
from this area are totally different from musical and literary viewpoints.
The first musical recording of thdolboteOT T ¢ ET 8ET 0001 04&aA
EO OAO Oi OEA [ OOEA T &£ A1 AAOOGAI 0OilTch E
1950; even though in the handbook d¥lusical folklorewritten by the same
authoress we found the information that this text used to be sung on the
i ATTAU 1T &£ OEA OEOOAI AOEAAG6O OiTch xA EA
that. After almost 70 years, in our research of the area, we met the same
informant, Cosana Vinca, endowed with an exceptional voiaed memory,
and we recorded the same melodic variant, with very small ornamental
differences, but with a complete variant of the literary text. Due to the
existence of a single melodic variant with another literary text in both our

research campaignsinth AEAT A | #1 1 EHAT AT A "1 ARAT3O0A
association of theBolbotetext with this melody is unique. We identified no
(AT TAEA 7O 1 EOAOAOU OAOEAT O ET "i1A "AOO.

2ACAOAET ¢ OEA DPOAAOEAA 1T &£ OEEO AOOC
(61 AAT AOAh AT A EiPI EAEOI U T &£ OEA O11¢h O/
in the interview, that, in his youth, 6670 years ago, thi8olbote custom was
very much loved by young people, who looked forward to it, especially since
it took place only once a year. When he was asked about its age, he



47
DAOAPEOAOGAA OEA x1 1T AT 1T &£ 04aAOOATEh OA
I 00 Al AAROOGAG8 'O POAOGAT Oh 1T 6O OAOAAOA
namely this song, is only recorded in the memory of the older villagers.

#=.4%#5, "/ ," /4%, /2 $). §).54
HUNEDOARA
Cuvinte cheie
3YT O1T AAAON AT 1 AT OANn 8ET OOOI O0&4aAOQOATEII
INTRODUCERE
1 OAOA A1 61 6E TP=ZQh 1 AAEEDP& AA A
AA - OUEA& n' EAT OCAHR BAH AL/l AIEAO&# 1/KET PO
"1 ARA HE ABO1I AOAAR AO OAAI EUAO 1T AAO/

AaOOl AT A AET § Hinddéa@lMaterialdl H@ibdl iarégisteatin
OAOATh YYWY AA POl ABATEE A1 AT T OEAAR AC
TOIEO nti AT 1T AT OAT 1T 068 & inElteraturadde OAOI
OPAAEAI EOAOA 1 OUEAAI ah A APaodbd ADBOEI U
AAAa AOOA 1 ACAO AA OOAOT OEOOAIT h T AEA,
alte zone folclorice astfel de cantece.

n"11 AT OA6 AOOA O OAOI AT OUEOAO 1
OAiTEAZAEA4 AOOOEATEh EAOAOOE A 1 AAA O/
UirTAEn AAOAAOC4&OI OO 200AITET )#rAE&TTTEN

cantecul bolbotelor in cadrul obiceile 1 T O AA 3Y1 O1T AAAO ) H
>Yyxqs #AOAAOYT A OAOEAOEI A AOT T COAAEEAA

DAOOI T AE 1T EOITITTGCEA jEOI a0AOA Tih EOI 4
AEOAOEAAOAR AOOA 1 AOAAO AA 1T Ohctta AA
yi DOEI A O0abbaiYI A A 010001 OE - AOAn

340A4a01 AOAA 3Y1 01 AAAOOI OE OAT AA AO 1 (¢
16 AOGAADO OT EA Oa OI AOAah 0O0a 1TAAGanh O
AAAA HAU&AO0A OBaABDOATAYANAMBOO3 A AOAAAA Aa
OAOOOEAT EE AOO4AcCAA y1 OAO nAAEE 1 OE 3Y
#11 £ O0f AAOAAOAOEIT O -AOEAE "1 AmAR A
DOAAAAAOAR nAdOa&T AT EAE T RAAGAT 100 HEE AA OQ
AAAOOA DPOAAOGEAE AOYT A 1T ATEOAA AA A OA
T AOOOEEh A O1I AEOEE 1 Ci AOAIT O RBRE A pPii
i"T ARAR TPPWETI®Qs

a
h
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02 %: %.

j 0T 000I

OAAI EUAAUA 1
DOAA&AAAOA yi1 Ui
4 OAT OEI OAI

AET

Ai i PAOAGEO Al
EAAT OEEEAAOA
04AO0AT EI

41 2%
# A1 A

' %.
i AE

%2! , A
OAAREE
i AOAQHh

T A
EAES

AAOOA
AAOROEAOA
“ AT OET AER
0 A 6@ OF OOIATEA IAMC A El O OEEAIC

b OAR B

/") #%)52),/2
AAOAAOAOE

DOAI

DOEIi A 0apdai Yi A A 01006061 O6E
DE C I AEAAEOOEI T O DPOAAOEAAOA A
i oii o6i 6i 1 6 3EIAII1]
I Oh (01 AAT AOAN

Denumirea 3A0A4&a 01 OE] A o s g s e |
AT 1 AAT Vol 1.0 &4 OAGET E SQQESQ{EFHEQ
Autorul/Anul Simion Florea Marian, 1899
Caii lui SafToder Caii lui Santoader
Spelarea caoului Adunatul bolbotelor
P P 3pail AOOI D¢
Tunderea vitelor "
. n Coptul colaciloz ® OP A U
Obiceiurile Coliva luiSanToder Pomana lui Santoader
practicate de Incurarea cailor i
Santoader (Intrecerea cailor)
i EOAT EOAA H_TOTTEOAA EA O
- feciorilor
. (ABAEET OA $1 Al
60akEE HE /A& vanturile rele
Bulciul SanT6derului Il
j 4Yocdl 0agQ

Tab.1 Tabel comparativ al obiceiurilor practicate de Santoader

$SET OOA Oi AOGA
Pl pOI AO4ah
AO Al AAa

001 6 AAIT A
AR AAI

(Ghinoiu, 1997:37).

3OAEAAODODI
I AEAAE AA AOOA AAOAOEOh I
AAT AET Ah y1C¢C i AE AO OAAI a
Al A " OAT OET
AEI ET AT &4 DY 1

ET OAOAEAT EEI 1T Oh
HE A OAAAOAA

i AEAAEOGOEI A APOOA
I ACAOGA AA AAEE
#E Al PEOAN

A 01 OO0 IDECHBEGOHEYT A AAEIT O
1 AOAOPAAOAOAA
DOOEAEAA ODPAT EODI

1 OE
Adi

AAOAAOAOEE AA [EAT a
CAT AOAIT h
0a Al PE1 Al A RE £
AEKGa yARaA OA OAOI Aodgrtes EEAAAOA
Ta A 106 OAOCaBE OAoREAdl YHE Al

AOT T COAEEAA
Florea Marian, cuprinse in studiuseO A & OT OE T Avoll IA0 &OOAOGEIEET A

EdéaA @utorull A G
AAOAMBEEA®D h A GRED O A
AAO HE AC

&1 1T OA
EAAT OEEAEAAOA y1

i AE O
1 OE 3‘
AA yHE AEaAAA

3Y|0|AAA

I OAET AA
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OAE 1A parndOl Ah DOAAOI HE y1AET OA AA A
sAO OAOI AOh A OA OPal A ®HE A OA 1 U PA A,
Alh AE Oa AOAAOAa EOOA HE Oa EEA AYO C
1899:52) Ducanduse in grajd, apropiindtse de cozile iepelor, fetele ziceau:

n4éAAOo¥dbereB Y1

$a4a Al AET & A£AOAIT Onh

#Y O AT UE i(Flore&Mafed, 1189D55)0

%OT 111 Ccdl HE A1 ART QEOCOOI AT AESHBO DA
AEET A PAOOI T 61 AAEI T Oh AAT AODAAA OA £Ea.
AA UEOBA 1 OEh 1 AOT AA OAO OEI AOAA AET b
AGOAT OEDOT Ah OGAART BEEEDIBDO®I AE6a Alki O1 i
AABT AAT OAh AA AEAE 1 AEAAEOIi h 1 6i EO HE
care sA AEAOO EIT T AT O 1 bl AT O4dh Oml BYA 1A
nAlT AAA 1A AoAhwmmmmu%»A iA EAPAAGG} "

intri AT 1 AADPT EA DOITET | AE EAEI EAah A

n&ET Al 01 EAOT EE AOOA 1 AOAAO AA 101 AOT ¢
AO 3Y1 01T AAAOOI h AO Obal AOGAA PA AADP AOD
contenesc pe tot timpul verij cat fetele culeg busuiocul, homanul sau
i a00acOi A PAT OO0 AOGECOOAOAA OOAAAOODI OE
AOGOA OADPI EAA j AT OPT OA1 Oi ATaq AAOa OEC
I'")Y#%)52), % $% 3=.4/!3$%2 $). 8§).545, 0
#AOAAO4&a Ol 001 200AT ET )HAEATTTE A OA/
AA 3Y1T O1T AAAO AET 8ET OO0 0aAOOATEIT O
L El ail AOOZAT Aah DPOEI A 0abpoOai YT A AET o
practici:
-ET OAOAEAT EA AA A AT AOGAh A O1 AOAA OAOD
nerespectandl h OAT AAO AAEE 1 OE 3Y1 O1 AAAOh £EE
AAl h B#E DPAAAPOAAO EAOAI A POET ET A bYIl a
-AAOT AOGOT AT 1T AT OATT O BHE Obai AOAA AADPOI
OET AOE AEI ET AAT An
-y1 O T EOAA EAOAT T O HE y1 £YOO04Tl EOAA EAA
-0apbai YT A OA y1 AEAEA AO PIi i AT A 10E 3Y
T AAT A AA OOi AAUa TA OI i 1TDPOE AOOE
EAOAOGOEI T O AA 1 AAA HE Obal AOAA DPpaooldil O
i 01 OA CAT AOATEE y1 AET OA8 )1 & Oi AT EEIT A
200A1 ET ) #Mmaihténiiubpersarial infeBidtr& @ 3 august 2022, in
- OUAOI 3A0601I GEh " OADOOAHOE(

-y 3apbai YT A 3Y1T 061 AAAODOI OEhR ETEA 11 AE
AAOI AO PA Oi ET A OAOOI OE HE3 AIYAIOAD ALHA A
AOIABHOEOAT EA AAOAOAO4a MEAAEIT OEI T O AA A
i PpT EAT ah O1 AA AHOAPOAO 0O4&4 OET & AAOA *
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-OA AAOT AO pA AAAI & AOOA i 0i A EAOA HE

AaAAAO O A A 1T AOA j AT ATAT O DPDOOEAEAAOI O
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ADABOAEAT PADAAOCA AA Ail AAh AA
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AAAAOOa AEAOOOOah EAO AAI Al Al OA EAOAOOE
AEET A A& 11 OEOCA y1 AOOOOI Al 01 OE DPAT 00O A
yi AT1TaBAADBOEAAOA AOOAZAT Aa AAAOOA EAOA
OAOAPAOOEAA j)rAEATTITER TPPWJdIYY(QS8

0OET ET OAOAEATEEI A AA OOAAOEAO O0AOD

OAODI T OAAEI EOAOCAA AA A AOI ACA EAOAOOE A/
Al ACAOAA AT THOEAT 04 A OOOAOAE OAO £&EYOC
3Yi 0 AAAoh EAOAI A HEEAAPEI OPBRAI AaAAAD ADIOQ
ET AAPAT AATT an OAITEAEAYT A OiF 01T AAGa 1T ETE

#=.4%#5, "/ ,"14%, /2 $). 8§8).545, 0A$52%. )

OOEIi A AT 1T OAITAOA 1 OUEAAT & A AYi OAAOI O
y1  AT1TAATEA wi i EAEEAT EERATI hOEA4a AET 8§
HunedoaraAYT OAAOI AEET A y1 OACEOOOAO yi1 Al Ol
oi AT OA #1 OAT Ah AA =1 ATE 1T A AAAA OOAI An .
I AAAAT EAEAT 3 AAET A )OPAO HE ! OEEOAE )1 C

n#1 1 OOAT OET " OaHIA EA60 ARHE GOADAA MMM AGIdIT 04 F
portativ in manuscris a acestei melodii.
$ET DOTAO AA OAAAROA 1 OUEAAIT h 1T AITTAL

001 401 AOAT Ag

-OAOOOOE OAOOADPTI AEAAR AO OEI AAA AA AT i bl A
-ritm liber, cu valori alungite la finalul randurilor melodice;

-O000A00604a O1110ah EAGAAT OA (1 Ell O AOT |1 AOE
-El O A '"#h AAAATTA IsTh DPOT £E1 [ AT TAEA C
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SCOALA, BADEO, DIN CULCUS'

Tae. 15110 L, e, Lerigor — Huredpora,
Culegr, BEw. Confsel 6 AL Visal o Inl, Pomida Covara Ohisd®. 18 ani.
b LA

Pnco rubale Jioos

#i Breoald, haden, din culengn (his)
g Hai oo guin® dem’ fa wisise

Snn.ﬂ_l:'i, badeo, hai 1a looea,
Duean’ fa eagehiteri lu furca.

| Variuuwr I melwdis ne, Eli 1 i P
S chnrii in uneln &t padcanegtl de SEutinl Tosdre.

Fig. 2. Melodis8 AT Al ah AAjAAIhT BAEA] R OI BXO¥Y 1 O



$0pa ADPOI APA QP AA ATE AA 1T A AAARAAOGO
AEAAOOAOa AA TTE y1 OAOAT Al OAcCaOEO AAA}
AT A #1 OAT AR A4a0adi OEOC4 6ET AAh yd OYOOOA
AYT OAO AAAAAHE aéAcaludi A aA 1 1akl TAMEAMAm AET  AQ]
ATTTET OO0 1 EOCAOAO 1 AE AibpiI O
Cerisor, Lelese, HD
Vinca Cosana, 84
,,a lu' Chici”
=60 s1 Grup femei
G e e e e
pi, Sco -1a, ba-d;)",‘__" din eul - cu- sy, —
P 1
@;BJ Ho aivﬁ h—7 l;n-. J j . ¢ |
!) ¥ \\““-__‘/. L4 b‘, \H“_____/- U_
Scg - 14, ba — deo, din  cul - cus, maii
e =~
N Hai C\l‘l-/ n\'ﬁ':-/_/. fle-mj fa r;-zu$, @ e
PAD 008| Cul. Bocsa L., Stan A., 2017, T Stan A.
pi, Sdla, ba Ad;iin culcur,
Sd 14, bai Ad; i in culeuHi &
Halbu mide-mBarazuri &
pi, | Sdl4, ba Ad; haHa lund, :|
3 anBaGa4 Hitér B furca
D & |: Cufurcadtorc fuBru, |
04 Oa radhudbioty. 04
P& | RamY &d sta, snati s, |
#4004V BOanr AEal
pil sq #0 AElglRagpy AO EEG
Peazl AET ¢c ABIAO A1 10
pil sd ¥yh 1A AGOGR AYI A OAJEI h
Frum3sasace gasim,i &
Fig. 3. Melodi®8 AT Al ah AAAAIT A rRMART 30AITAOHPTId T (
1 OYO T ATTAEA AET AT 1 AATEA #1101 ERAT AY
AT AO 1T OET cOOa OAOEAT Oa 1 AlT AEAah APOI Ab.
$SEAZAOATT A AET OOA AY1 OAAOI AT 1 AT OAT 1 0O0h O

APAOA 1 A 1 EsBktur@ld, undel i 1acCd® Eed Famturi melodice,

Al O A OA 1 40CAROA T A PAOOGUUOYT ABOE 1 AT T A
#1711 AAT EAOAOBEAAHRA 1 Al T AEA4AhJalémis Xoh AOD

dal E D A (sAtul Bunélul Mare), forma ABBC.
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#1711 AAT EA zOADHEAT DAAT A1 1T AEAah 108 YI
literar: . O HOEORh $1 Af,i(dhtul RUd®), fotmaEABBCA Erdfildil
AAAATTAITO ET OAOET AOA HE EET AT A AOOGA A

T AAOAAOAOAA T1AOOOah Al EAAT OE £E.
OAGOR ADO Oi AOA ARa 10 A &£ 60 OAi1TAI ADS
OAAAOA 1 QUEAAI DOAUET 6a OO0i a01 AOAT A
nAEET OAAT aoh BPHide® OAUATI AAAOOGE ! "# | C
1 4a0CEOA A &I Oi AE DOEI OAPAOGAOAA DPOE
neschimbate, 1112;

Ddabdca, HD
J=170 Grup femei

Ca io de trii nopt mnu dor - mu.
PAD 503| Cul. Isfinoni R., 1980, 7k Stan A.

Sd 4, bai e, lasisomnu,

Sd 14, bai e, lasisomnu,

# & e trithopl nu dormu,

# &8 e trithopl nu dorm,i &
s 4 Bagu ntbidn lund, ;|
s g-mBadda Hitér Hfprca, |
s d Hagu. EA

s d-m I?raﬁurcaﬁmstolﬁ—, g

s d, Qa()OIOAaI g1 A

sd ¥y Oa I8 aAi AIYIAI

Fig. 4. Melodias8 AT AT ah AAAAH AirMAda 3@IAITThO TPT X d

ALTE ZONEIN CAREOBICEIULESTB / §) 4 $% #=. 4 %#

# AOAAOYT A 1 EOAOAODOOA AA ODAAEAlEom
|OUEAAih Al OAI T AT A0 EAPOOI Aa AAAROGO
TAh y1 AEZAOA 8s8ET OOOI OE 0aAOOATEIT Oh (
In cuprinsul cursului deFolclor muzical etnomuzicologul Emilia
#1 1 EAAl DOAUET 04 EIT &£ O ATEE AOOPOA 1T A
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categorlaFoIcIoruIoblcelurllordepestehn I COOPAOA A T ATEEAOOA
AOba A1 OI 1 01 AEE AA AAOA 0061 O 1 ACAOA8 1
TOITEOC y1 DPAOOAA AA OOA A 1T aOkbivensé i | AT OI o
IACAOA AA OEAT A EFAEOCERAANLAE HROQAY VARS EI
§EI

OO661 BE 04aADOOATEI T Oh AAAOO T AEAAE AOOA
AA AYi 6AAhRh AO AAOAAOGAO O AAih EEET A EI
# AOAAO&AOT AOAA AEAAA 1M ADAIEO AAMGY] BOEA EAl g EAG GOR
Gorjului, identificandud A AT 04 1 A1 T AEE AA APAOITET O11T O

-nl ATT AEE y1 OOEI OAAEOAOEO AO OAI T OE A«
parlandcO OA A QT 6 g
C Brailoiy

é Tﬂ?@ﬁﬁ ':__ﬂrﬂ{_ﬂaaw,w;ﬂ."‘ﬂ

Joa-de-re,sin loack-re,” Jog:de thn/f‘fr Bu-ni o-minea-fs, isr-bs mare, o) fo-mindb-mi fo 1o, 1o 13 ma-re.

Fig. 5. MelodiaToadere, San Toadeje# | | EHAT h ZTYwQd 1 08 TIi

GW/'

-ni ATTAEE DOAPAT OAOGI T EAAR y1 OAITOE 1/
dintrd4  OET ¢cOOa A& Oi Ol ARADRDPEAAR&AGJADO OAOEATE

Gor)»
e k— T —— _,L;\,'r?:_’}};
8 = o —— r;J:F:?E —_— ey —
Joz o --re, sin Joa e Tl st
Jé w - - Jfo @ - pv - le——

Fig. 6. MelodiaToadere, San Toadeje# | | ERHAT h TYwQd 1T 08 TI

$O0pa POAUAT OAOAA TAITTAEEIT O AET ' 1 OE
AApOI OEh OAcaoOEIi AYOAOA ET &£ Oi ATEE AOODPO
AOOA EAAT OEEZEAAO y1 AAAAOOa UiTa OOA A/
DOAUAT OAOa OOADAONI KMEA OO ORAAAEGD £ O AT E
EAAT OEAa AO AYI1 OAAOQDI i EOAGAE #1101 E#rRAIN
AT OAOET AOCA AEAAOOAOGA AA "il1 A "AOOGEE y1
DOAAOI wHE AAOAAO&AOEIA 11T AOOOAOBPARAROAN
i ATTAEAa y1 AAAOO OAT 68 . O yi1 O1 OEi 61 OV
Aad n 1 O1 OEi 61 OAAI I h OADOAI A A® yi AADC
I EOEA8 / AEAAEOI h AA H®HE OADPAOOI OEOI h AOOA
AsupA AAARAOOAE OAi AOAE OOAO 1 a0O0O0EA AYIT(
04aAOO0OATEIT Oh n! AT 1T Al OAikeldogiillvech A OO0T O AYT |

Tn cursul deFolclor muzicatlaborat de profesorii clujeni Nicola, Szenik,
-yOUAR EAAT OEEEAa&l ET &£l Of AT REpertdriOD OA AA}
altor indeletnicir8 ! 1 aO0O0OE AA OADPAOOT OEOI Ealdl EQGOO
OAI T Al AOGA AYi OAAAT A 1 ACAOA AA OaOAadi AOA
cum am putut vedea cantecul homanul in Oltenia (Fig. 6), iar Tn Hunedoara
cantecul popelnicului, ce este culesdlnT T A / OAaHOEAE(Q
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161. POPELNICE, VESELNICE
(Popelnicul = cintec magic)
— com. Origtioara de sus
— rai. Origtie
— reg. Hunedoara

Rt Efﬁégféi‘ ==

- Moderato
0

Po- pel - mi - ce, ve- sel - o - ce,
— f\ ﬁ Ly " IA\ J
v 1 V - l — = 1 } o e |
Po - pel - m -te, ve- se/ - ni - ce
£ P .
e i — ™ o A T a i
- 5 A
N-om ve - nit ca sé con - 18m.

Popelnice, veselnice [ bis

N-am venit ca sd cintdm.

C-am venit sd te sdpdm

Si de leac sd te ludm.
Culeg. : JIoan R. Nicola

Fig. 7. MelodigPopelnice, veselnid&licola, Szenik, Mirza, 1966: rr61)

OA Tvyica ET & OIl ATEET A AAOPOA AAOAO
EAAT OEA y1 O1 AOGA Ui 1TAI Ah Al ai AYOAOA
AET /1 OATEA 00T 6 y1 OOAEOGA AO Ea&alOl EOC
dezvoltare; in cadrul unei stROOOE | A1 1T AEAA AAUAO4&A DA
folosesc un material sonor redus ¢ 001 AOAQ 1 AAAPARET A A
prepentatonic. Melodiile din Hunedoara sunt mai evoluate, cu caracter de
AAT 66 j . EAIT Ah 3 WATEEN .-G OW Mk e Ay Wi & C
AGODPOA AYI OAAOI OE Ai1 Ai OAI T O AET SEI OC

T AAI A0OOOI DOAUAT OAE AAOARoRGrOE A
muzical romanesd1 A OOT OET 1 O ' EAT OCEA / POAA #
i ATTEITTAAUa AAAOO T AEAAE Al 1 A0OOI GE |
AR yi yi1oi1TAOAR yioiAiAE AA y1  AAI Al
OAIT T AT AO AT A0 y1 Al Oa ni0dAGEDAEOAT RORA
n(1T 1T AT 6 H®HE (01 AAT AOAnh O1T AA OA 1 01 AOA
AOGOA AAARAARE AO AAOAOEAOAA OARAAITHWMAOA
y1 01T T EOAA AAAOOOE 1T AEAAE AA AYT OAARh A<
EAAT OEEZEAAOA A1 6a OEDPOOE 1 AT TAEAA jAITI1
AYlT OAAOI AET UITA (01 AAT AOAER TA AOOR
identice cu cantee ale miresii, cu cantece proprizise sau au un caracter de
AAT 06j/ POAAR ' CAPEAh YT YdzIwQqQs

#AOAAOYT A 1 EOAOAOOOA AA OPAAEAT EOA(
CAT AOAT h A@AAPOYT A UITATA T AE 000 DPOAL
y1 OTTEO AA AYTOAA8 $ET AgAipPi AT A | OUEA
AADOOI OE Adl A®E ﬁAAAA@ TéOEE y1  AAO/

A0EE AADOI C

bl AT OAI T O AA A HE A Oba

—
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Romaniei, Olteniz' T OEh T AEAAEOI OA 101 AROA n(1 1 A1
AYl OAAA AA APAOTET O1TT 0 OOOAOOOE AOI 1 O¢
prepentatonice, dar cu structuri ritmicemelodice total diferite. Tn partea de
sud a Transilvaniei, obicil A &£ 00 OAI T Al A0 OOA AAT Oi EC
AgAAO y1 UITA | 0arOEAEh AOYT A |1 i AT T AEA
(01 AAT AOAER %i ET EA #1 1 EHAIT A OAITAI A0 PO
3AT Al anh AARA AGETA ESTE TAGDO G8 Ot aG\BDIOAE AH A /O hA Aa®i
#AOAAOA Ol OO1 200AT ET YwmrmsEalilTE AOOA AAT A
OAAT EUAOa AOOPOA TUIICAERA O AWM EAEEGNG OAQIOI OE
3ET OAOEUYT A ET &£ OIl ATEET A AOODPOA UITTAI
| AE/

i OUEAAT A AT A AYT OAAAT T O AA

O batiilcapului, acestea sunt:

Regiunea Gorj, Oltenia | O acer®de §EI 600(
Sus 0aAOO0AIT
Hunedoara Hunedoara
Denumirea Homan Popelnic Bolbote
obiceiului
Caracteristicile wPEODA Melodia are Melodia
melodiilor melodii diferite, | caracter silabic,| ADAOT E1 /
ambele cu dansant, o vechi, ritm
structuri OO0O0OOAOO(Q parlando-
prepentatonice, | randuri melodice| rubato, forma
ritm recitativsau| ! " #h AO |! "#h T |
parlando rubato, AOECEA| AOT i AOE
fiind inrudite cu | treapta a Ika. AAAATT a
EaOl EO( pe treapta a lia.
Tab.2: T T AT A B#E AAT O1 EOEI A AY1T OAA/
CONCLUZzII

Obiceiul de Santoader, al adunatului ierburilor de leac, este consemnat
PA y1 OOACc OAOEOI OEOQI
(T TATQ HE z¢ O AATsdesAEOE3 OO
i1 1 AT OAQh
se poate observa din elementele analitice prezentate anterior, cele trei
TA 001 0 OI 6AI

0a4aAO0O0AT EI

Ayl OAAA AEI

literar.

0OEI A
0aAOOAT EI

y1 Al Ol
CaoEi

i EOAAOAN

i O

AT 1T OAIT
IO AOCOA

ET £ Oi ATEA Aa
CaoEi

10 Al

AAAOOA UI

AOA

DA 'I'UEIO\hI

21 1T YT EAEN
OAOI Al

i OUEAAT & A

T EAEI

AAAOO OA@O OA AYIT OA
OAOEAT Oa 1 Al I

g1 O 1T AAD

AAO AOOA
i ol PATTEAQ HE
TAATT OAIT A

AYlT OAAD
|AA$|AA RO A Y%l’éé&iAEﬁ
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Apoil AbA QP AA AT Eh y1 AAOAARAOAOAA T1 AOC
ET £ Of AOT AOAh PA #1 OATA e6ET AAh AO 1T (
y1 OACEOOOAO AAAAAHRE OAOEAT Oa 1 Al T AEAAL
AAO AO 1T OAORATOR& OATI IEBDALONOB8A $ AOT OEODA
variante melodice cu alt text literar in ambele campanii de cercetare in teren

j#1 1T ERHAlT BE "1 AHAT3OAT qh AT 1 OEAAOal O

AAAAOOa T AT TAEA8 .0 Al EARABRADEGZEAADEDE
cercetarea in teren a lui Béla Bartok.

17 AAAA AA DPOEOAROA DPOAAOEAAOAA AA
( 61 AAT AOAh Ei bpi EAEO Al AY1 OAAOGI GEh AA
ET OAOOGEOI AAT OAAOh AZAEADPOODI -78 dcnanijatest OET A ¢
I AEAAE nAl AT ADDAAITyITOvOaEEDA AA AadOOA
T AOAAAAOAR [T AE AT AO Aa OA DPOAAOGHAA Al

Al pi i AT EOAS6 1 DOAUAT Oh AEUIT 1AAROAADA
EAAT OEEXZEAAO AE£ADPOOI Aa AAAOGO 1T AEAAEh O
memoria varstnicilor.
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SUMMARY

The article offers a general look at the fund of musical manuscripts and
folklore transcriptions of Ecaterinhebedeva, a Muscovite researcher
who worked between 1922 and 1935 on the left bank of the Dniester.
The authors recently identified this fund in the collections of the
National Music Museum of Russia, which provided online access to the
oldest documentarysource of its kind known with reference to the
studied region. The analysed material is presented in the wider context
of the trends and processes of collecting and publishing folklore,
specific to the years 1920930. The Lebedeva fund demonstrates the
viability of Romanianness in a hostile cultural environment.

REZUMAT

| QOEAT 1 6l DOl POLA T DOEOEOA CAT AOAI

i OUEAAT Ah OOAT OAQOEAOE AA A& 1 A1 T 0 Al

i T OAT OEOGa AA A -ABEstAgONistril@ Adoridd EE X
EAAT OEZLAEAAO OAAAT A ARKNAOI EEI ART 1 1 Al
AET _20O0OEAN A A T £FAOEO AAAAROOI "1 11E
AT AOI AT OAoa IO ARADEOB EAI MAEEOT AA G0
AT A1 EUAO AOOA DPOAUAT OAO yi_ Al 1 OA@OOI
de colecA OA HE DOAI EAAOA A Ai9B0AFondaIO1 OEh
, AAAAAOGA AAIT 11T O0O0OAAUA EddkEuuEOAOAA O

o
(]
=,
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Keywords
Ecaterina Lebedeva, archive fund, musical folklore, the left bank of the
Dniester

INTRODUCTION

Since the 1920s, on the left bank of the Dniester, interest in folklore
and its collection has been cultivated both by prominent people of culture
from this regiom Pavel Chioru, Culdieniu, Nichita3 | T AEET ah AT A 1T OEA
as well as by teachers, students, pupils, and journalists. At first, the process
xAO OPI T OAT AT OOh cAdiebtér, withEpGpilar Avork® beh® O 6
published? following appeals to the general publie not only in collections
but also in the press of the time. According to the progressiveao-cultural
orientations of the time, both the value of popular creation as being
OAPOAOAT OAOGEOGA 1T &£ A PAI PI A6O AOI OOOA AT
publishing texts and songs were recognized and promoted. We remind you
that after 1792, this regin was under the rule of the Russian Empire, and after
1922, it was part of the USSR. Between 1924 and 1940, it formed the Moldavian
Autonomous Soviet Socialist Republic (MASSR), which was part of the
Ukrainian Republic, USSR, with its capital in the cifyBalta. Only in 1940, the
territory to the left of the Dniester was politically and culturally reintegrated
with the Romanian space.
Regarding the folklore collection processes in the USSR during the
Soviet interwar period, we note two opposite trends that marked them. On
the one hand, folklore was treated by the authorities as a method of
propaganda for the communist ideology of powenyhich had just settled here
during the incorporation of the region into the USSR (formed in 1922). Here
are just a few excerpts from the preface of the collection Folk Songs (Neniu,
, AAAAAOAR =zYyxqgqh xOEOOAT AU OEdovaAAEOT O 1T,
folk songs present an inexhaustible wealth of poetic creativity of the masses
and a broad historical picture of life and class struggle from the past of
Moldovan hard work. In many songs, one hears the groan of heavy oppression
and the sigh of subjugted life. (...) Some songs show us the characteristic
picture of barbaric exploitation, which the peasant masses suffered under the
OOAOEOO AT A AAPEOAI EOO QACTE$ AcBwould . AT EOh
also be an explanation for the statement of agroup of Bessarabian
researchers, about the collection of folklore in Transnistria, with reference to
OEA OAATTA EAI £ 1 £ OEA OEEOA AAAAAA T &£ O
being part of the construction of the new culture, socialistieologically
ET AT AOGOET AGAA AOI OOOA j OOI AEAT EOO AU AT
Leninist3 OA1 ET EOO AT ¢i ACEOGI 6 j (YT AOh "1 OOAT h
Precisely because of this, the collection activities had been taken
under the rigorous control of institutions such as the Moldovan Scientific
Committee based in Tiraspol (1926) and the Institute of History and Culture
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(1934), in which several Soviet scientists were trained, including M.
3AOCEEAOOEE £#&O1Ti OEA 30A0A 51 EOGAOOGEOU
3OAOET EET O A£OiT i OEA - OOAOI 1T &£ OEA O0AT
Researcher Ecaterinaebedeva, from the State Institute of Musical Science in
Moscow, also made an important contribution to the collection and
exploitation of the musical folklore of this region.

On the other hand, on the left side of the Dniester, there was also a
process of affirming the national consciousness of the Moldovans in the
MASSR, determined by the transition, for a short period (193®37), to the
, ACET Al PEAAAO AOEDPAOOI | ZADEROOT AOEDEOD
incorporated in the USSR.

"AETC Al1TTxAA AO OEA ET EOEAI OOAC/
, ATETEOO TAOCEIT Al DilEAU6h xEEAEh ODPO
Moldovan workers who live on both banks of the Dniester, will strengthen the
revolutionary influence in Bessas®EA6j . ACOOh TPPXd>IQwqh ¢
Latin alphabet was, on the contrary, a serious support in demonstrating the
Romanianness of the majority of the local population (proof being the activity
and ethnological research of Nichit8 | T AEET & , df Pelté¥ OAMGBA DA 4 q
In this context, the appearance in Latin script of the collection of folklore texts
by CulaNeniu and Ecaterinhebedeva in 1935 constituted a significant cultural
event.

Regarding the collection of folklore in the interwar period, the
OAOAAOAEAO G6EAOT O 'EEI AR 11 0AO0 OEA
AT 11 AAGETT AT A 1T1TO0AOETT 1T4&£ T AITAEAOSG
predominance of the practical objectives of ating and promoting folklore,
through collections, of the collected material. Thus, in two of the four folklore
collections that | had at my disposal for research, compiled by E. Lebedeva and
published in the first half of the 20th century, (Neniu, Lebeday 1935;

, AAAAAOAR zyYXxzqgqh OEA 1 ACAOEAT O AOA 1 0Oc
ET OEA 1 OEAO Oxi j+1 OAET OEEh =IYvyQn ' EA

ECATERINA LEBEDE¥A QUASIUNKNOWN NAME OF BASSARAB
ETHNOMUSICOLOGY

We currently know very little about the researcher Ecaterina
Lebedeva (18641955). Some data extracted from archival materials in
Moscow brought new information in this regard: she was originally from
KamenetsPodolsk, Ukraine, graduated in 1908 from the Ecole normale
supérieure in Paris, according to the diploma kept at the Russian National
- O0AGI T &£ -OO6EA ET "-1TO0ARI"x ™y~ """ ~*(q
AOT A62259. As a representative of the Russian folklore school, she was a
collaborator of the Ethncgraphlc Sectlon of the State Instltute of Musical
SuencemMoscow( ST o

)" and followed the methodological pr|nC|pIes promoted by this
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institution, which, moreover, was active for only 10 years, from 1921 to 1931.
The Russian researcher D. Smirnov shows, in an article dedicated to the early
activity of the section, that its activity focused on older traditions and was
carried out in threedirections: a) folklore collection expeditions; b) scientific,
OAOAAOAEN AQ POI PACAOEITh OEOI OCE OEA DA
i £ OEA %OET | COADE E A-193LA deleopell in theEbet3 ¥ - | =
traditions of prerevolutionary science, basgé on a rich experience of
institutions from the beginning of the 20th century, primarily of the Musical
ethnographic Commission (CME). Already at the time of the establishment of
the CME in 1901, three important directions of this activity were formulated:
AT 11 AAGEITT ET A@opPAAEOEIT Oh OAEAT OEZEA O
(Smirnov, 2019:132).

$00ET ¢ OEA zYTPOh OEA OAAOEI T80 AAOE
particular, on the documented collection of scientific principles, with
cataloguing and annotation, transcription, subsequent presentation of
materials in extensive ethnographic concerts, and the publication of folklore
collections of the peoples of the entire USSR. In thientext, the numerous
expeditions carried out by E. Lebedeva to the left of the Dniester took place,
as a result of which her collection of musical folklore appeardtiebedeva,
1951).

On the other hand, D. Smirnov mentions in the same article another
less weltknown aspect, namely the activity of the section, back in the 1920s,
was sanctioned by the drastic limitation of funding, a fact that caused
difficulties for the collaborators, who had to even spend persondiinds on
AbAAEOET 1 08 4EA AOOET O A@gbPl AET O OEEO 04
Soviet power had come to the conclusion that the oral tradition (both poetic
and musical) was outside its sphere of influencefolklore could not be
controlled or censoed, themes, ideas, images were absolutely free from any
ideological principles imposed from above (Smirnov, 2019:135). Because of
this, some authors even treated the folk song as an object of questionable
OA1 OAh AO AT O1 AEAAO 1 i adaddéctiodddalieAl OA
igssq 1 AEO ET OEA PAOGOGS j NOI OAA EOI I
museum, Smirnov, 2019:135). This situation, certainly, also had repercussions
in the cultural policies of the time, in the RASSMet us just mentionthe fact
that, in order to publish the collected songs, E. Lebedeva needed the consent
of the Union of Moldovan Composers from Tiraspol, according to another
AT AOi A1 bh EAPO ET OEA AOOEI 060 &O1 Ah AO
Moldovan songs, notatel by E. Lebedeva, which were accepted for
DOAI EAAGETT AU OEA STEITT 1T £ -1 HRAOEAT #I1
QwWn . x47200. - ”°
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TWO COLLECTIONS OF FOLKLORE PUBLISHED UNDER THE CARE OF E.
LEBEDEVA (1935, 1951)

Under the care of the researcher, two collections of folklore
appeared: the first, being made up only of texts (without musical notes), and
the second z a collection of musical folklore (Lebedeva, 1951). Both are
currently bibliographic rarities.

Moldovan folk song¢Neniu, Lebedeva, 1935) are one of the earliest
collections of folklore texts (in Latin script) from this region. The second
composer is Culai Neniu (19a®39), a welknown folklorist, musician, music
and singing teacher at the pedagogical school in the towrf Balta, where he
led several artistic collectives from the school, the student choir and the string
orchestra. In the years 1930937 C. Neniu worked at the Moldovan Scientific
Committee as an ethnographefolklorist, collaborating in his investigations
with E. Lebedeva. Even though he was obedient to the Soviet regime, C. Neniu
did not avoid the tragic fate of many cultured people of the time, being
executed by the communists in 1939.

The given collection contains 156 actual song texts, doinas, and oral
journals, grouped thematically in 14 compartments, entitled: 1) in prison; 2)
tsarist taxes; 3) new songs; 4) outlaw songs; 5) Imperialist War and recruits;

6) work for foreigners; 7) skepherd songs; 8) sale of people; 9) songs of

longing and mourning; 10) the slave status of the woman in the past; 11)
loneliness; 12) antieligious songs; 13) joke songs; 14) various songs. The
authors noted the year of collection, the locality, and the ames of the

ET £ Oi AT008 To 11 AAI EOEAO AOA OAOCAO
-al aBRAGEERE 3DPAEAh " 00T Oh $AIT AAAaO ' OEC
$7T OTTAAEAh #1 HI ETAh O0OYOYOAh B8EAOQI aOAA
| FAGETTEhR -T11TAEEHOI -AOA j2YATETA A
AEOOOEAOQN AT A OEA AEOEAO 1T &£ ' OECI OEIT £
Camenca. There are also some texts noted on the right side of the Dniester

Arde-o focul, Ciocarlie, Jalea femeii maritagdc.

Although it was criticized immediately after its appearance by N.
3iTAEET ah £ O OEA &I 1EITOEA OAGOO O1 AC
DOl AAOOGAA AT A AAAAA AT OE ET A& O0i ATA
OTT A OPAOOCAAOOAMRG 1 &DAABA @ Odetiddsbmy® AT A A
i NOT OAA AAEOAO "aEAHOh TPPIidgoeYq T AOGAOOE
this collection is the only one published in Latin script in MASSR, which was a
special cultural event at that time. Already in the postar period, the
Ai11 AAGETT EO APPOAAEAOAA AO OET AOAAEA
OAPOT AOCAAA AT A POAOGAT OAA O1 OEA OAAAAC
it is also valuable for the impressive volume of the over 150 texts that it
contains. Talay, after more than 85 years since its appearance, the edition
presents great interest and potential for research, primarily in terms of the
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thematic content of the repertoire, although we assume that some texts

xI O1T' A ET AARAA EAOA OOPDI OOAA OI i A AAAPOAOI
about. Thus, we find here a whole series of literary themes that we can also

find in the repertoire of contempaary musical folklore, being recorded by us

during personal expeditions in the field: the theme of recruitment, of young

lads leaving for the army:Plangel ah | AEAZAT AIDamMiTIOAEAah 10
the theme of estrangementz & OOT UE HI A Garl @ RIEITRHE(LEAIO 4

. EOO0O0Oh Ivésioh)ae @ethdni@a2 a OAEh | O01,a® AA AO O
AAh | ate ténedf lovez Fa, lleana, dudulearend many others that

are in use and are still well known in the area. In particular, we would like to

i AT OET 1 A1 EITOEUAA EOACI AT OCodrueOrl | - EE
AT AODOATiADT AGAAG AO A 1 AGOGAO T &£ AT BOOA A
Cantechaiducesc (attributed to the theme of outlawry):# T AOOT Ah AT AOOT O
CemalEAAERh A Oa Gdirddt dopil / Dar acimaddtd ta O,y well

as an entire stanza from this verse, with the subtitle given in bracketiiina,

in the compartment songs of longing and mourning. The group of war songs,

which have as their theme the First World War. AAOI AEh @lBdh vy i pa OA
Imperialist war and recruits)& O OT U E H#1 Atided Ydalof 1D1BIG Ariem

I A 61 ed. larBads®dfound in other collections.

)0 EO A1 O x1 OOE (1 AT OGEITTET C OEA OOOEAC
authors, through the inclusion of some composed texts, with the themes of
OEA OOAOEOO OAph OEA OEI DPOEOITI AT G T &£ O
heading New Songs, the tex{ AE AwhiEhAid diearly unrelated to folk
poetry, etc.).

The second collection publlshed |n Moscow under the care of E.
Lebedevaz Moldavian folk songs ( ~ e ")Lébedeva,”
1951, contains materials collected in the expeditions of 1922, 1923, 1927, 1928,
1933 and 1935, in the Balta localities, Tiraspol, Grigoriopol and in the
surrounding villages Slobozia, Sucleia and Butor, where, as the author points
i O O h co@ed ol®fBlk songs, which reflect the life of the Moldavian people
EOT I OEA PAOET A AAEI OA OEA MM IGEOEGE G j
x] OAOh OEA CEOAO AAOAEI O AAT 66 OEA AlTI11A
of the songs was done by listening to folk singers, teachers, children, etc. |
happened to write the song on the hill, during work, on the street, in the family
eveninCOh AO EIT 1 EAAUOGG j, AAAAAOAR I¥YXzIgTQs8 !
were recorded as a result of the expeditions, the presented collection includes
ITT1TU TXh A Z£ZAAO AT T EAOOAA AU OEA AOOET Oq
a part of my recordings. Mst of these songs were communicated to me in
1922 and 1923 by two good singers, excellent experts of folk musig. A.

Zagardan (who was then 48bX UAAOO 11 AQq AT A 68 )8 ¥O
first | wrote mainly lyrical songs, and from the secondE EOOT OEAAT 11
(Lebedeva, 1951:2). It is important to mention the presence, at the end of the

collection, of a chart, invhich the year of collection, the locality, and the name
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of the informant are indicated. The edition is bilinguaRomanianRussian, all
the texts being translated, the verses in Russian appearing even under the
notes, a fact that indicates the quality of the translation, which involves
matching the rhythm andpatterns of the verse to the structure of the melody.
Analysing the poetic themes of the songs included in the collection,
we note that here too we can trace the ideological imprint of the time, but
unlike the interwar collections from the left bank of the Dniester, here in the
foreground appear songs of joke and love (songs 2X (8 4EA OEAAI
OOEAOOAG EO OEA EEOOO Ox1 O11CcOh EAOQE]
AOOET O OiI OOAAh AAET ¢ j AAAT OAET ¢ Oi OE
AEEI AOAT AT A OEA PDPEITAAO IcAAduder DOI
numerous are the songs of fate, of alienation (nos.-28). The text of the song
entitled Song about the Turkish Slavery (Cantetadprerobiad® O O A Aso®@A & q
a combination of motifs of recruitment and alienation and those about Turkish
slavery:Foaie verde den mohor,/ Plangé 4 h | AE A & hamAddtddai O #
OAOI b ARIAEGATO 8AI EE AET -All ATAIO 4jU\A&dT .4 DO
inconjurat/ InrobierA & 1 OAOT1 ©605§BhADAEAA
A special place is given to the theme of outlaws (no. 21, 22h
particular, the texts contain references to the outlaws Boghean, Stoian and
Bergan - local versions of the subjectRadu mameialso found in other
collections. In fact, the idea of fighting, of devoting oneself to a social ideal
specific to the outlaw theme corresponded to the ideology of Soviet power
and was meant to inspire people to do great deeds. In the case of the outlaw,
EO xAO AAI 6O MEECEOEI C ACAET &6 bpteh OAO
enemies-the landlords.
The last songs inserted in the collection are attributed to the traditional
epic song (balladk Marei iarmaroc la Prugthe Sold Wifemotive);, YT ca 1| Al O
$ 01 Aa0EE | ¥l Pléviia@avidgha® ils@heme the famous battle, the
siege of Plevna in 1877. In general, even in the songs about Turkish slavery, we
can glimpse an ideological tinge, through the opposition between the past
chained in slavery and the present of a happy life iretlsoviet country.

ECATERINA LEBEDEVA FOLK MUSIC MANUSCRIPTS FUND IN THE ARCHIVES
OF THE NATIONAL MUSIC MUSEUM IN MOSCOW: A PRELIMINARY
ANALYSIS

As we have shown, not all songs collected by E. Lebedeva were
published. Most of them are preserved today in the form of manuscripts
musical notes and transcribed texts, at the National Museum of Music in
Moscow, Russian Federation and constitutes the &erina Lebedeva (1922
1935) fund. It appears to be the earliest archival fund of musical folklore from
this region, identified relatively recently by the authors of the present article.
As a result of our approach, the museum administration has startedyittl
scanning and placing this collection online. Even at first analysis, | found that
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the fund contains some of the songs already published in the 1951 collection,
as well as a whole series of songs that remained unpublished. In total, the E.
Lebedeva fund, freely accessible on the website of the National Music
Museum of Russia, currentlyantains 37 songs that were not published in the
collection that appeared in 1951. One of the causes, most likely, was
censorship: on some files can be noticed the red lines and even some
comments left by the censors from the Union of Composers of RASSM. In
particular, unintelligible texts of a few lines and joke texts with erotic content
were removed. The melodies are notated with pencil or ink, and under the
notes are written the words of the first stanza, in Latin script; in some songs,
the Russian transltion of the text is also noted, under the notes. E. Lebedeva
was also the author of the Russian translations, a fact from which we conclude
that the researcher knew the Romanian language well, the manuscripts of the
texts being transcribed by her separatg, in both Latin and Cyrillic script, and
then, on separate pages, bilingual texts in Romanian and Russian are
presented.
It should be mentioned that even at a superficial glance we can
conclude that this fund is an extremely interesting archival source, which
requires further study in various research directionshistorical, sociological,
linguistic, and, above all, musicaln the following, we will carry out a general
description of these materials, anticipating further study in this regard.
A first remark is that not all songs contain data about the locality, the
name of the informant, etc. From some notes left on the edge of the files, we
derive interesting information, for example, on the file with thesong I YT CAT Eh
I AEEh # Eecotdedmm/\w Veﬁsiorfs |n 1927, |n the city of Grigoriopol, E.
Lebedeva notes: "~ * S "(Aotecdy @y T 8h T 8
father in 1872, in the city of Balti). Thus, the very brief biographical data we
know about the Russian ethnomusicologiss supplemented with information
about her father, who probably collected folklore in Bessarabia, in the second
half of the 19th century, in Balti. Only 16 songs contain additional field
information: thus, the indicated localities are: the cities of Tirasl, Slobozia,
" OECi OEi i1l h OEA OEI1ACA T &£ "001I Oh ' OECT
Some names of the informants also appear in the edited collectigs 8 ¥ OOA A
and A. Zahardan from Grigoriopol, G. Korcinski from Butor, Grigoriopol; N.
E1 &irdnAS. Slobozia; FioddBarlig (Chirlic) from Tiraspol. Other names
also appearz Simonov from Grigoriopol Colen valel  C O &;AVumtdan a
from Slobozia ( A Bm Hce un@N §ADEHR A£O01 EOBI K ARD
A A)YDldna Balan from Slobozia® O 0T Ua OAPAA OOEE AI1I O
The diversity of the lyrical species present in the background is quite
wide: about 30 songs are actual songs; a few doinas, romances, a wedding
song, a ballad (verbal journal) and a few instrumentals. Some of these still
circulate today in the PruDniester space, the songs and texts belong to the
old melodic background:

BEARAIL K
T A
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- offate:$ AAYOh [ AEA4ah [ a £FaAAEHRth& OOT UE
remark: doina, the mourning of the married woman)0 1 YT CAT Eh T A
1 aA0ai AT EN Iiapohelyiassigded: Ailfaby): A

- oﬂwe&OOTUOiETé EEO iaOAOAn )iAAlA

- of recruitment: Plangel 4ah [T AEAah AO Al -(Song #Y1 OF
of the recruits);
- ofalienation:& OOT UO1 AAT;4a cOYd AOOAOD
]

- asajoke! | I A Obett Bm @OIdBD GEOHOAOIET an (
zice una

- of drinking songs:0 1T £ZO0ET h #1 AARAT h y1 AAOanN
AdT an AEAA " AEOON 4A00 miplecdO0d AAT AaC

- ofdance-AUYIAAOAAh $A ETA j¥AEAOQ
- ofshepherds” YOh AYOh Aexohly),letET AT A 1T Al A

It is interesting that the researcher also notes aspects of the
functionality of the songs, for example, the romantic songpO-AT EOD OO 1T AA
and the doina song\llstru letrU(W|th the Largotempo remark) are aSS|gned
01 OEA Oxi OEET co OPAAEAOh xEOE OEA OAI
assume that these songs were sung by women while they worked together,
in winter, spinning, weaving, and sitting. Other remarks by the researcher are
aldi ET OAOAOOEI Cq & O OEA CI-ABIOA & 1&IGH
love songlleanaz O1 E A OmiurfeénQOIET O | £ ET B&AM AKIAD ¢
maica me with a fate subject (which today would be attributed to the
Ol O1 1 AAURO1 @ AMBAOCHI T coh O OOOAOU O1 1 G

Among the annotated texts we find poetic motifs and visual images of
high suggestive force& OOT UO1 AAT & C &Y O i AAEO At Ord 040
del ATT EOOAOh 7 0B OOOHBRRE EAA "OOBAOAOD ¢
district). An interesting text, of only 4 poetic lines, contains the drinking song

4AA00 110000 xDAIOOAE OBV 68 wardrodtru ®OT 1
Aadovyl 71 &pudr.npdbromEh /GiainstEh tht cu vin, / Tot cu vin,
cu pelin.

The musical repertoire of the actual songs in this collection contains a
number of melodic versions of wide popularity throughout Romania. One of
OEAOA EO OEA AdAEIdyA Gomthad circdlbtés Quith several
texts 70 AO4 OA nQ@iddinrAThdnsylvania- aE OOAEAO bl AOT O
Moldova etc., being included, as is known, in tHieomanian Rhapsody Nadoyl
G. Enescu.

''TT OEAO O1T1 ¢ OEAO OOAT AO 1060 ET w8
the recruits# YT OAA O1 (Plendeh @ &1 E A E BEvenAhSugtitiiedirst
stanzas are widely known, the others contain a less wkiiown text z the
reason for the shepherd leaving for the army and the longing for his beloved
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(transcription according to the manuscript of E. Lebedeva, spelling
preserved):
1. Plangel 4h | AEAah AO Al Oh 71
Plangelk ah | AEAah AO Al Oh jWw 1 OEQh
2. # di-am fost fecior, /
¥ E AAanCporaE2ori) E
3./ C1 O&@m ludraE / 1
lardecandmi OT 1 AATEO j W 1T OEQh
4. MultmiE AT Oh [T aEAOQT ah Al Oh 71
$A AAT AT AOO AE£Oa&AaTEI O jW¥ 1T OEQh
5. ¥ de stina cea cu oi, /

¥E AA Ay1 OAA AET AEIPIE jw I OEQh

6. Multmiy AT Oh [ AEAO1T ah Al Oh 71
$A AAA iyl AOa |AA OEAAO4&H

7.#A0A 14 EOAAAI AO AA 7
Multmi-E AT OOI1 (uh+&ddriciedz A.A)

8. ¥ | 401 AAAI @néitesimk toBilg AR)O 7
3a 1 a 1 AQtokdve Oin),AaT EA

9. O0a &O0c 1 A AEIT Aal EAh 71
Oricea fi cu mine, fie /

10. Ori ceo fi cu mine, fie.

The melody of this song is a local version that reveals features of the old layer
- right-syllabic rhythm, and majominor parallelism, structured on the modal
basis of mode IV pentatonic. Also, a feature of the old layer is the triple
repetition of a sinde line within the ABC ternary stanza. The presence of
fermatas at the end of the musicaboetic lines, the augmentation of syllables

in sixteenths, and theModerato tempo also indicate the Doina manner of
performing this song:
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Moderato
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Fig. 2.Song of the recruitdigital transcription after theE. Lebedeva original
manuscript. National Music Museum of Russia.

31T A T &£ OEA OAIT AETET ¢ O1 POAI EOEAA Oi1C
repertoire today, being published in other folklore collections in the second

half of the 20th century. For example, the love sontleana which is also

known in choral arrangement:
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Fig. 3. lleano. E. Lebedeva original manuscrigational Music Museum of

Russia. x - QT R6247.
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Fig. 4.lleana Digital transcription after the E. Lebedeva original manuscript.
National Music Museum of Russia.

It is interesting that three versions of this song can be found in the
collection of Moldovan folklore from the North Caucasus collected by
Yaroslav Mironenko in the villages of Moldovans displaced to the Caucasus
during the tsarist period (after the refom of 1861), attested by the researcher
in their active repertoire in the 1980s of the last century (Mironenko,
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1987:56,57,110). At the same time, it is worth mentioning the diverse character
I £ OEA AOOEI 06-Osomé Géngd Ar® HranScibed Quite
schematically, others very meticulously, in which elements of ornamentation
(trills, appoggiatura), crowns,accents are noted. All songs contain tempo
indications. Here is a sample of notation, which can be considered an

achievement in this sense, for the period we are referring to:

3 f \ /ﬁ{LL/“‘/"(“‘( ZAA-Q(_( o h(;j_)»'*‘i‘
v par > Claddsy A
(g HIT, WA; m R s f3ala rs b
e ——— Flo G & Kigy
Froo AT, s ou e R Rl
[ oo dorexlo e UZi» — .

— ™ W 73
Bt s i e sy bl e o e
s e 9,,,777,‘( DV =

I g — ek ‘f LA —¥
2 o —y, vt i il a— Loem ni TGS Do ol Tl —  mi
?ﬁ—,“m Se_ Necibed Km0~ pe- Xo! Tiljar wyedimt Sy f"‘»/—

‘\\I
3

b 4
e s e EESEUE LIEC - C N

1 e |
i) Ca jliol 7 v o o 2z ¢ PSS s —__
b o 7”/".“6 } uélo ‘//Fu T el luuwm( byu" e )«t’:‘};u- wes .

Fig.5& 00T Ua OA OB Rebdd&yA dtiginAlimé&niuskript. National
Music Museum of Russia.
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o) St = ] [r— [r— | " Y |
o  O0 — | ] | | T I | ] [ 1 X [ I Il |
s o @l d I 1 | <l &
T 2 1 T
7 p— S 1 I T | Il | Il 1l |
D) S L T P
Frun zi ver di trii a - lu - ni Trii ibovnisi am pi lu - mi
JIucr 3e- ne-HBll TP O - pe - Xxa Tpex moOHTE MO Yy - Te xa
m
JL’ }\ 31 — T &2 I T = Iy >I T T i } I |
. | r I T I . 1 I 1 Kl | ol |
= e Hrg—= = ——= ! |
} T = Lo —
Unu ladeal siunu la va le, unula u li- ta___ ma - re.
EctbHa ropke HMB 10 - OH - HE MHA Yy -JH - e Ha 00ib- Ot

Fig.6.& OO01T Ua OA OBidital eaesdriptioriaiited theforiginal
manuscript E. Lebedeva. National Music Museum of Russia.

It is worth noting that the researcher most likely transcribed the
melodies based on the convenience of the vocal diapason and from the
perspective of reading in tonalities/scales with fewer key signs, adjusting the
endings on the notesA, D, Esometimes quite briefly, other times quite
detailed. It is certain that at that time the standards of contemporary
transcription had not yet been established.

CONCLUSIONS

Beyond the ideological premises of collecting and compiling
collections of published folklore from the concerned period, we believe that
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they demonstrate a clear picture of the wide circulation of Romanian
repertoire in the villages on the left bank of the Dniester. In general, we can
distinguish three thematic compartments in the repertoire of interwar songs
collections: songs composed ifolk style on texts with new life content; songs

from the villages on the Dniester, which later appeared in other collections

and can still be found today in the active repertoire of informants in the area.

&A YT AAT ah 6ET Aa&aARl &4k OBEdmabdDigdAdan ,
wide popularity or from the repertoire of Romanian folk singerd)or, dorule;

Mugur, mugurel, etg.

This overview of a small part of the E. Lebedeva collection in the
collections of the National Museum of Music of Russia, which was registered
between 1922 and 1935 in localities on the left bank of the Dniester River, is a
first study, which will be conthued, once the digital materials provided by the
museum for free access are completed, in the virtual space. Undoubtedly, the
discovery of this fund of undeniable value is an event of special scientific and
cultural significance and its development will muire not only rigorous
ethnomusicological research but also a combined scientific effort of
researchers in related fieldsculturologists, folklorists, linguists, sociologists,
historians, and so on.

FONDUL E. LEBEDEVA (12925)
. #I .4%845, 02/ #%3%,/ 2 $% #/,
A FOLCLORULUI DE PE MALUL STANG AL NISTRULUI, IN
02)-! *5-A41 4% ! 3%#8 8

Cuvintecheie
AAOAOET A , AAAAAOAR AT A AA AOEEO&ah A&l

INTRODUCERE

Incepand cu anii 1920, pe malul stang al Nistrului, interesul pentru

Al 1TAITTO #E Ai1 AAOAOAA AAAOOOEA A A& 00
AR A0l 0004 AEfO0OAAAAOCHEEDAQEOKAI AE . Al E

H8ABYO HE AAO®ONTAAEN OKIhRAGEHh UEAOEHOES

AAOAAOAO 1T AOAAOI OPiI 1T OATh AEEAO A i A
y1 OOi A 0110 APAIzZOOEARAOORAT DPAOAI EAVEER A
#1171 £ Of 1T OEAT Oa aHIJCA GH GAEA AXGT AO GaEA 1 A0 180
OA DPOITiTOA AOYO OAITAOAA AOAATEAE DI D

AOI 660A O1 6E bPI PTI Oh AYO HE EIi BT OO6ATT A

' ET OEEh AaYRAh AAAADLDEBAOAGEAT AOOHDPYIT EOA
jar din 1922z y 1 AT I BT T AT T A B¢E hdormatiRO@MBicaZ YT ®
1 00T 1114 31 O0EAOEAa 31 AEAI EOOa -11 A1 0.
ATTBPTTATTA 2APpOAI EAEE 5 AIOAER AT AhAISQARS |



72

anul 1940, teritoriul din stanga NistrulurA OAET OACOAO BPA DI AT DI |
AO OPATEOI OiivYl AOAsS

1 AA DPOEOGAHOA DPOT AAOGAT A AA ATl AAOAC
DAOET AAA ET OAOAATI EA4a OI OEAOEAahau AT 1 OOAOD
i AOAAG8 0o0A AA 1T PDPAOOGAhR A 1AITT 001 A MH 006
DOT PACAT Aa A EAAfutere,BEADI AT A1 BAOET OOAT AO
AO y1 AT OPT OAOAA OACEOITEE y1 5233 j A& Of AD«
DOA EAT A Cafddce mopataBe= . AT EOh  , AAAAAOAR IVYvYX(Q
OAAAAOTI OOI AAETEAE 38 3111 OET OEfy Og#V¥1 OAA
T AOAAAOGa Aical EA AA AOAATEE bi AGEAA A 1 A
Al 1 OPOAE AA Al AGa AET OOAADO A OOBGAEOI C

AOAA CAi abdbi AOOPOEOEE COAI Ah OOOPET O1I O
arata OAAIT T 61 AAOAAOAOEOOEA A

1Ta4a0al AHOE OOA OACEI Ol 1T AOEOO4pAesAADEOAI E
AADO AO AT 1 OOEOOE 1 Awobl EAATEA HE DPAT 00C
basarabeni, despre coldarea folclorului in Transnistria, cu referire la
EOI a0AOAA A AT OA A AAAAT EOI OE Al OOAEI A
AT ATl EAah -OAT GAOEEAADDT AT 1T 0000AA FAEDO GO 60
y1 AT AOOET AOa EAATI T CER HEnOEABDAUREQDA ODED
ale dogmatismului leninisOOAT ET EOO6 j (YT AOh "1 OOAT h #E

1T 01 A AET AAAAOO4a AAOUah AAOEOEOATEI A
AT T 0011 Ol OECOOI O #Allil EOA ®OIET FODERION EEAE A OA
sediul la Tiraspol (1926), T OOE OO OOI A Al9x)idtaeklfosH E AOI O
Al OOAT ATE T AE 1 OITE OAOATTE O OEAOEAE |
- OUAOI DI BPIAOATT O AET 5233 ' EEI AHRh TPF
, AAAAAOAR AA T A )T OOEODOOODI Adva, Be0A O Al
AOAT AT AAh A AOBO 1T AT 1 OOEAODIE Ei BT OOAT
A1 AT OO OE 1 OUEAAT AET AAAAOOa OACEOI As

oA AA Al 64 PAOOAh y1 OOYICA . EOOO0OI OFE
A AT THOEETTAE TATEITAITA A 1T11ATOATEIT O A
DAT 000 1T PAOEBANHLQBADAOEAITBAAVATDOI 1 AOE
ni AOET E UA O hapoakele Dlopdratedi URES. | A

&EET A DPAOIEOC4A 1 A AOAPA EITEI EAI a&h
TATEITTAT A 1TATET EOOA6h AAOAR nbaodboOYT A [
AA 1TAOEAOA P A Al AAT A i Al OOE Al A . E
OAOI 1 OT ETT AOEUAOT AOAR00IAIEZE), trécéked AaGaBeIA 6 | . AC
I A
I A

—)
¢

AA
o]
E

|
AOET A Ai 1 OOEOOEOh AEI bi OOEO&ah O 00DPI ¢
AET OEO4l EE DI bOI AT EAE 11 AAT A i AT OAAa £
Al A 1 OE . EAEEOA 311 AEET &4 aABh _[TA FA AGRYGODU A H
APAOET EA y1 COAZEA 1 AOET a A AOI ACAOEE A
Ecaterina Lebedeva din 1935, a constituit un eveniment cultural semnificativ.
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#O0 OAEAOEOA 1A A1l AAOAOAA A1 AII
AAOAAO4A DI OO 6EAOI O 'EEI A OAiI AOAa nl /
TT OAOAA T AT TAEEI T O6 ' EEI AHh TPPY(dXXC
i AOAOEAIT 61 OE AAOT AG8 ' OOA&AAT h AET AAI A
PDAT 000 AAOAAOAOAR AAEOAOA y1 DOEI A EOI
Al bah Al AAOOEOA AA %8 , AAdoédev@Alos)). AT E
i AOAOEAT AT A 0061 0 nbPAHADPI OOEUAOAGHh EAC
"EAOREARMKh ZYOPPQ

ECATERINA LEBEDEX¥BEN NUME QUASNECUNOSCUT AL

ETNOMUZICOLOGIEI BASARABENE

$AOPOA AAOAAOa& DT AOAA -AXAOR OEDTAT A FHRG

Al 661 AAOBAT &£ AOOGA pOI EI 8 T AT A Af
-1 OAT OA AO AAOO ET &I Oi AT EE TI1-E y1

i1 OEh 5AOAET @8haEdok Gdrmal@ Alp®idumin Fafis, > Y

£l Oi AEDI T 1-ABUADE O O.0AIORT HilAMoscAva - OU

S A 7~ Al o W

i
)
i
)

O

i
E
i
i

. ~ ‘

—

T6a A HAITITEE &£ 1A T OEOOEAA
A A )T OOEOGOOOI BE AA 30A0
; e TR s v qr HE, A
DOET AEPEEIT O T AOTATTTCEAA DPOTIi 1T OAOA AA
A AAOCEOAO AT AO P ATEh AET YT3xX bBYT a
ntrunartEAT 1T AAAEAAO AAOEOEOAITI EE OEI POOEE
OOAAET EE | AE OAAEE HE OA AAOEarOOA yIi
A1 AT 001 6ENn Aq HOEETTEZEAah AA AAOAR
AT TAAOOAJ 3nA AN CEATE MG AIAC ozl € dezvditat )n3 ¥ -
AAT A T AE AOT A OOAABI EBI ANTAACGRAGEENT AEBA
AoDbAOEATTA A ET OOEOOTEEIT O AA T A yi1AAE
muzicaleetnografice (CME). Deja th mome@ti  y 1T £ZEET 1T Aa0OEE #- %
£l O 61 AGA OOAE AEOAATEE EIi bl OOAT OA Al J
HOEET T EZLZEA4a AA AAOAARAOAOA HE AITAAOOEOC
0A DPAOAOOOGOI ATEITOAOYARRDAEAROBAHEOXR
axanduOAh y1 OPAAEAT h DA AT 1 AAOAOAA AT A¢
AAOGAT T CAOAA ®HE AATT OAOAAR OOAT OAOEAOA/
in cadrul unor ample concddA A OT T COAZLZEAA HE DOAI EAAC
Al A PI PTAOGAITO AA DPA OI O y1 OET 6061 52
T 01 AO1 AGAT A AopPpAAETI EE AEAAAOOAOA AA %
OAUOI OAOOI Aaoi OA A AbPaoO®médeAll9sHAT EA OA
oA AA Al Oa DPAOOAR $8 31T EOTTO 1ATI
AOPAAO 1 AE bOIT EIT z AMGI H GFEACAOMA AR BO AMAITT GEALE h
£l 00 OAT AT EITAOa DPOET 1 EIi EOAOAA AOAOOE
colaboratorii, care eraul AOT ET E AEEAO O0a AEAI OOEA i

>0

DADOAUAT O
O I COA £E

- >1 >\

~

—
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AZPDAAET EE8 | O0O1T 00I Agbi EAa AAAAOOa nAaAA
Ol OEAOEAa AEGCAORAOAOAMETAA Al WAIEA j AOYO b
i OUEAAT aq OA Al A y1 Iimiodl nOpaikadDRE OAIl A
controlat sau cenzurat, temele, ideile, imaginile erau absolut libere de careva

principii ideologice impuse de sus (Smirnov, 2019:13%5E1 AAAAO0Oa AAOQOUA|
AOOT OE AEEAO OOAOAO AY1T OAAOGI &A1 A1TOEA A
DA O1 nil AEAAO AARAEBADI AoAT AOAEhADA BEERAA
j 888q Oai AGA y1 OOAAOOO i AEOAO AObPa Oi
Al ET OEOh 31T EOTT Oh TP:IYqdgzyYXxgs ! ARAOGO4A OEO!
HE y1 DIl EOCEAEI A AOIGROOMITAIEAIARA ABDDIEADBIDI §
pentru a publica melodiile colectate, E. Lebedeva a avut nevoie de acordul

Uniunii Compozitorilor Moldoveni din Tiraspol, conform unui alt document,
DaOoOOAO y1 & 1TAOI AOOTI AOGAER 1 A AAAI ARE
i 171 AT OAbté#ietl® E. Lebedeva, care au fost admise spre publicare de

AaOOA 5T EOTAA #1101 DT UEOT OEI T O -162176; AT OAT E&d
X T L A4720.

$/ 5A #/, %#8)) $% &/ ,#,/2 '0A254% 35" _ .
(1935, 1951)

30A y1 COEEEOAA AAOAAOaOl AGAEhR AO AbPao
AEET A Al A4aOOEO4a AT AO AET -addhaz®A Aj EABA& ERT O
AA A1 ATTO | OBUEAAT j, AAAAAOAhR TyYx=Zqgs ! A
bibliografice.

#Y1 OAAA D1 D1 OANeAiu, Lebddevd, (DAY) dstend éin
AAT A 1T AE OEiI POOEE AIlyiTAAC GAABEN |10OMEEARS Q& |
regiune. Cel deal doilea autor este Culai Neniu(19051939), cunoscut
folclorist, muzician® O1T £ZAOT O AA | BUEAa #HE AYI O I A #HA
"Al OAh O1T AA AT 1T AOGAAA AYOAOA Ai1 AAOCEOA AO
orchestra de coarde. Tn anii 193037C. Neniu alucratl# i | EOAODI HOEET 1
moldovenesc in calitate de etnografEl 1 AT T OEOOh AT 1T AAT OYT A yi
AO w8 , AAAARAOA8s #EEAO AAAa A £ 00 1T AAAER
AOGEOAO O1 AOOA OOACEAa A 10101 0O Tddi ATE AA
AT i OT EHRHOE y1 IVYYVY8

#1 1 AATEA ATTTETA IXW -Add ddndguindle AA AYT (
orale, grupate pe plan tematic, in 14 compartimente, intitulate: 1) la inchisoare;
TqQ AEOOOEI A T AOEOGOAN YQq AVi OAAA 11 EN oq
HE OAAOQ@IAEEMA WdOa&l En Qq Avyi OAAA AET Aal A
AYl OAAA AA AT O HE EAIT AN zZpPpq OOAOAA AA Ol
sTq AYli OAAA AT OEOAI ECET AOGAN =Zvyq AYil OAAA
TT OAO AT 01 BORBAAAGEEROI RARAI ET £ O AOT OEI

1TAAI EOal Eq OAOAIT A 4AwI YARh -al aEAROER -
j OAETT Ol ' OECI OEI BPI I an )Aci Ol YAh - AEAI Anh
i OAET1T 01 $0AaOAOEQN ,IEIDIARAREBROIEEAEDER /G
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2YAT ET Agqh ' OORAAR OTATEI A | OAETT O #AI
AEOAODPI T h " Al OAh $OAaOAOEh #AIlI AT AA8 3
AOAAPOa A . EOOOOI OEh PAgel £h AEAKIABEA AD
$ARE A &£ OO0 AOEOEAAO4a EIi AAEAO AOPa
OAGOAT A &1 A1 T OEAA nAAAOGAA A& O1 AOA HE
AARaOCAOA AOYO AA &I Oi ah AYO ®HE AA Al
nPOECI T EOAS6 DOAARIDI AIAAA EDIARA h A VIOGLHDHHO A A
"AEAROh TPPIigdgoeYq O OOHEHRh OOAAOEA 0a 160
Ol EAA Apaobdba y1 COAZEZEA 1 AOET & y1 213
AOlI OO0OAT AAT OAAEO 1T A AARAUGEIEDS ADPDARBLE AY
APDOAAEAOa AA FEEET A nEIi DOl 401 AOA1AOYO
OADPOI AGAAP®AUA OA AEOEOI 001 BEd | ' AT AA
OAPOAUET 64 1 OAI T AOA HE DPOET O11 060 01 ¢
led TTETA8 ' OO4AUEh AOPa 1T X AA ATE AA 1A
HE O1 bDi OATTEAI DPAT OO0 AAOAAOAOAR y1 E
Al OAPAOOI OEOI OEh AAHRE DPOAOCODPAHAADA G
O1T AT A AAADROCAGDBAADODPAAA .8 311 AEET as |
yi OOAAca AA OAT A 1 EOGAOAOA AA 1 A POOAI
AT 1 OAI PpI OATh AZEET A y1 OACEOOOAOGA AA 11

&OO0T UOI Efl AADEANEDBROAOON; temddursiteg e BABEB AT Ol
AA AQ. OAA®aA A temd dhagoktéiFa, lleh ah A OKEI ARSI DA
Al OAT A AAOA AEQAXDIT OAFDDAOGIT O UiliAas ABT Al
0a [TATTEITai mEOAcCi AT OA A1 Al |1 CodrwleA OA A
AT AOBDT QRAIT p1 AGAOGS y1 11 AzcahterhadicescA AO
(atribuit la tematica de haiducie)# | AOOI Ah AT AOOI O1 Ahxr #A
intneAl ET OOAO AT PEI I AYO #HROI AOOJIN A4 AR’
vers, cu subtitlul dat intre parantezeA 1 E th éompartimentul cantece de dor
HE EAI AB1 AOAa HE CcOODPOI AA AY1T OAAA AA
Q4 UAT E zi. AADE AIEh (biiufat 2yd PAAIORAGIA ET DPROEAIT E
& 001 UEHT AittidulatAAul IOBOAEDOET I HAAS8HK OV 1 &% DI
y1 Al OA Al 1 AAT EES8

$A TATTEITAO AOOA HE nOOEADOODI 6 A,
AOOI OEh DOEIT ET A1 OAAOAA OB11 0 OAgOA A
nyT AEEOT OEE6 1 A AT EAOEh AAOPQOAEPRIAIERAC
AAOA AOOA O&4aAEO OOO&AET bPiI AOEAEE bl boOl A

CeadeA AT OA AT 1 AATEA APaOO®kebedekg - | OAT

S et T #EYTORAA CPI"DO1 A Odhedevd, 1T AT O
195)AT T 1T ET A i AOAOEAT A AT 1 AAGAGA y1 Aw@b
TYYY HE 3IYYXh g1 11TAAI EOGatEeElI A " Al OAh

imprejurimiz31 1 AT UEAh 3 O0Al1 AEA HE " 001 Oh O AA
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y1 OACEOOOAO AY1T OAAA OAAEE DI bOI AOAR yIi
i1 AT OAT AOA AET DPAOEI AAA AA bpYia 1A OA
AOOY1T 001 AOGOT OO1I OEh AA 1T HZAOa&a AAOAI EE AA
n_1 OACEOOOAOAA AYA®AARAT adld AROOAAAAROA
y1 0al a0l OEh AT PEE #H8A8I8A8 3A yi10OYI DI A
I OAOOI OEh PA OOOAAah 1 A OAOEI A AA EAIEIE

O0OI A AGPAAET EEIT O AO A& OO0 ddi cedgerda O1 1 OI ¢
DOAUAT OAOa AODPOET AA AT AO TXh £ADPO 140060060
AOPOET AA AT AO I DPAOOA A y1 OACEOOOAOEIT O

AO £ 00 Al i1 O01 EAAOGA y1 AT EE IYTT HE =IVYT

avea400X AA AT EQ HE 68 )8 ¥OOAAh y1 0OYOOOa
preponderent cantece lirice,jar de la cea da douaz EOOT OEAA68 j , AAA/
TYXZdTqs8 wOOA Ei PRAOAAT Ah ARAT AEYBREAOI PAI
OAAAT h y1 AAOA OOT O ET AEAAOA AT 61 AiT1 AAO
WAET EA A Q@A YWEAORInC @4 AOA OA@OAI A EEET A OO
ADaOYT A AEEAO HE OOA aiedt@duteri,ipee€ipuhdd ET AEA ¢
AT ET AEAATT A OEOI Oil OE HE OEDPAOAIT O OAOOOI

'TATEUYT A OAi AGEAA bpi AOEAa A 1 AlT AEE
i ATTEITai Aa HE AEAE DOOAI OOIi aOE Al pOATl
deosebire de culegerile interbelice din stdnga Nistrului, aici apar Tn prim plan
AVi OAAAT A AA Cte Griclédile0E = A8 AQAQEDOODI EAAT
OAPOAUET 6a bDOEI AT A Al 6a 1T AITAEEh AOYT A
DOl AAAEI h T 0O0000a&a AA AOOI Oh EEET A AT T &
Al PEE HE AA T A A1 AOCAaODAQAADAaPERT BEAOEEBOI
AA 101 AOT AGA 0010 1T AT T AEEIT A20ARextuDOOE D4 N
melodiei intitulate # YT OAAO1I AAOPOAAII AEAT OQOALA QD
i T OEOGAIT O AA OAAOOOAOAR AA y1 Okbaét ET AOA A
verde deun mohor, / Plangé 4 h | A E A & hamA&dSt ddai s€ufhp fécior/ T E
§Ei OAT O AT EE AET -AiATAO4§ B84 intomdhdO A E FA OA U
inrobiemA O 1 OAOT1 860§ BhADAEAA

Un loc aparte este acordat tematicii de haiducie (nr. 21, 22) special,
OAGOAT A ATTTET OAEAOEITT A 1AersuAibda®AEE "1 C
ale subiectuluRadumamdéi y 1 OY1 T EOA w®E y1 Al OA Al 1 AAI

z s o~ oz >

AA AT 1 OAAOAOA O1 6 EAAAI Oi AEAI ODPAAEEEA

EAATTTGCEA DOOAOEE O OEAOEAAR AEETA 1 ATE
i acAT A8 _1T AAUOI ENPRAODODIOIAORT A OOA QIOOALI
Ol 1 61 Aaoi OkbokdAO AOHI AT EE

51 Oei ATA T AT TAEE ET OAOAOA y1 Al 1 AATE

OOAAET ET 1zMarei jardakdc la Rra@dotivul . A OA OOA); ,OWIl Gqad O a
i A1 Ol (8T ACHFREDAAOYT A AA OAT AGEAa AAI AA

oi AOGT AE AET =1 Q8 1 CATAOAIT h AEEAO #HE yI1
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y1T OOAOAAAA 1T OAT 6a EAAT 1T CEAah DOET 1E
DOAUAT 601 O1 6 OOAE EAOEAEO y1 1 AOA OIl
FONDUL DE MANUSCRISE MUZICALE DE FOLCLOR ECATERINA LEBEDEVA

0A34214 . 12()6! =-5:%5,5) .18)/.1, 6 1,

.1, ):A 02%, )-).!2A

$0pa AOI Al AOaOAOR 10O O1T AOGA TAITA
£l 00 pPOAI EAAOA8 $A ZEAPOh AARAA 1 AOA DA
manuscrisez1 T OA | OUEAAT A HE OA@GOA OOAT OAOEC
AET -1 OAT OAh &AA Ai® RdndulAEcaein@ebedeig (1922 T OOE
rYyYyxqs 3A PAOA Aa AOOA AAl 1 AE OEiIipbO
AAAAOOa OACEOTI Ah EAAT OEEZEAAO OAI AGEO C
O0iI A AAT AOOGOI OE 11 06006000h AXA ABTAEOORONO AN EECAE
bl AGAOAA TTT1ETA A AAAOOAE Al il AAT EE8 #
A 1TAOI AITTTETA T PAOOA AET T AITAEEI A A
OAOEA y1 OOAAca AA T AT TAEE 0Oai AOGA 1APO
avand acces liber pe sitl - OUAOI OE . AT EITT AT Al - 0U
DOAUAT O vyo AA T AilTAEE AA 106 AO &I 60 O
Una din cauze, cel mai probabil, a fost cenzura: pe unele file pot fi observate

1 E1 EEEA #61 FAEEAO OT AT A AT 1 AT OAOEE 1 &c
#1 1 PTUEOT OEI T O AET 21!33-8 _1 OPAAEAI N
AET AYOAOA OYT AOOE HE OAgOAI A AA ci Oif a
AO AOAET T OA Gubbie stim soiisd dvindele prinédi 6trofe, n

COAZEA 1 AOET an y1 OT AT A AYli OAAA AOOA 1
1T OAs w8 , AAAAAOGA A &£ 00 #HE AOOI AOAA
AT 1T AEeAAi Aa AARAOAAOCaOil AOAAnh ADAT GOAAEC
OAGOAT T O AEET A OOAT OAOEOA AA AA OADPAO,
i AE AT Eh DPA Al OA PACETE OAPAOAOAKh DOA

4 0AAOGEA Oa 1 ATTEITa&ai Aa ®#E 1A 1T PO
a AAAOGO A TA Ai1 OOEOOEA 1 00600a AR A«
T OOOAEO | AE APOIT A£01 AAOgisternid, sobidogid OE O A
ET COEOOEARTHABK I OIUEBRAREBOL T OAAT A AA O
AAOAOEAOA CcAT AOAT a A AAAOGOI O 1 AOAOEAI
amplu Tn acest sens.

/| DOEi a OAi AOAa AOOA Aa 10 OI AGA
I1TAAl EOAOAAR 1T O1 AT A ET & Oi AGT 001 OE #H8.

A
0
I

AET AT T O AAODPOET AAiI ET &£ Oi ATEE EIT OAOAO.
01 YT CATER ThRABEHROACE yila AAGadaATCEAOEAT OAR
%8 , AAAAAOA 11 O6AAUad n. =~ ¢+~ 7 >~
OAGal 1T AOG y1 =ziQTh y1 1T OAHOI "allEQS

AAOA 1A AOGT I AHOAI AAm@ hplekDA | A B UERE OiC
AAOPOA 0AOal AER AAOAR DOI AAAEIR A A

EOI a0A0A A OARAMIK GIAOE" ATl EXR) 81T AO =W | Al
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OAOAT AADOICEHANT A1 AT AAT EOGATEI A ET AEAAOA 001
" OECI OET BPI 1 h OAOGOI " OO1 Oh ' OECI OEI BPiI 1 h O.
ET £ Of AOT OET T O £EECOO86M8U a¥ CHEA Ay THEA T118A AT ARA
Grigoriopol, G. Korcinski din Bu@h ' OECT OEI i1 n .8 . EI Ol A/
&ET AT O #YOI EC j # EEOI E AZimared dinGigaridpgolD 1 1 8 | D
(Colen valel  C O &;Aviaitearl din Slobozia( A Bm Hce unf] 8§ A E H
Slobozia 0 I AOE [ h # 1)AIAE Bdlah dinySlobo2ia&O&T Ua OAOAA O«
alune.
$EOAOOEOAOAA OPAAEEITO 1 EOEAA POAUAT O

30 de melodii sunt de cantec proprild EON AYOAOA AT ET Ah OT 1 AT 1
T 01 6ah 1T AAIl AAa j EOCOT AT 1T OAi qQ HE AYOAOA
AAAOOAA AEOAGMAITHEE Q@IKAOEh yi A1 T AEET A HRE
fondului melodic vechi:

- AA OGARO&h | AEAah 1a £FaAARd &O0O0T1T UET
OAIl AOAAd AT ET Ah BAYARAEERAEREEAOEHGAOAADA

mej AOOEAOGEO Ei pOi POEOd AYT OAA AA 1 AAcal qn

- de dragoste: & OOT UO1 ET &4 AEO [ a0AO0AN )1 AAT A
3000CEOIN ,AITA AO OAOOOAEAA OAOAAN &oOC
i 71 AT OAT AAOAa

- derecrutare:Plangel ah | AEAah AO AT:0 j#Y1 OAAQDI

- AA 1T OGODETUDOARAAT;,a CcOYO AOOAO

- AA Ccildi &d 1 A Ovets Em & MELAOAOGIMET an ( AE
zice una

- depahadq, 0T £OEIi h #1 AArAT h y1 AAOan ¥AEAC
"AEOON 4A00 11 0000 MbplaceAadoyin "O1 yE OE’

- dejoc:- AUYTI AAGAAR $A ETA | ¥AEAOQ

- AET AaTRAGOEAYOh AYOR Ol BARIOK K AIBA S8

%OOA ET OAOAOGAT O Aa AAOAAOGaOl AOAA 11 OA
cantecelor, spre exemplu, canteced i | AOAT E OPOGIEI MANOOAAOCT
| OAOO6 R AO OAIAOAEIAQ nOA AYiT 6a 1A 1TAOGOGO
OA AYi OAO AA ZEAT AE y1 OEIi D AA 1 OAOAOD yi B
3010 ET OAOAOGAT OA HE Al OA OAiedépakar, Al A AAO
TTOAAUA nOA AVl 04 A0 s@lcingzin ANAIOBBAO AAYIOEAA
pentru Amunlegn AYT OAA AA OAOAT EFAGMA B AlcdOrDOA AIYA C
OOAEAAO AA OOOEO&a | AAOA AO #EARIOOEAOCED A
i Acal AOGdh nAYI OAA AA 1 AAcalo HE nAYT OAA .
00OET OOA OAgGOAT A 11 OAOA caldEiI 11 OEOA

yi Al Oa A @01 g AAD B0 aCyAY O 1 AAGEO AGa Or0O MAKOO AT
del Ai T EOOAOh 7 BAjOOOAB 1 ADAOOD A ODOEAOAR

51 OAgO EIT OAOAOAT Oh AT AO AET o Tav1 AODOE D
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TT 0000 AAT T DAOCOXR 1 A 6 84 AQ®ATAI GED O ' AOKIC
Fost au fost fo(pui?z n.n.)di roméan / Sk cinstim tot cu vin, / Tot cu vin, cu pelin.

Repertoriul muzical al cantecelor proprid EOA AET AAAOO A&
O HEO AA OAOEAT OA T AT T AEAA AA 1 AOcCa 1
AET OOA AAAOOAA AOOMnuAedh ORADI ARBAAADBDA]
mai multe textez0 A O & O A nCidcin Ardnsildania; aE OOAEAO bHiI AO
gyl -11 AT OA HA8A8h AEEIT2AAEQDIAA ODMaDUeSODA A
Enescu.

/I Al 6a T AT TAEA AA OA OAI AOahtaculy 1 |
OAAO@laRgeiTath | AEA8 ABGEADOAAAa DOEI AT A (
AEOAOI AT EAh AAT Al A1 OA Aizimbtikdl cioGahuluiO A @O
bpi AAAO T A OiT1 AalEA #®E AT 001 AA EOAEQ

, AAAAAOAR 1T 001 COAZLZEA PaOOOADOaQqq

1. Plangel ah | AEAah AO AT Oh 71
Plangel ah | AEAah AO Al Oh jWw 1 OEQh
2. # &i-am fostfecior, /
¥ E A NanCporia&Aori),
3./ C1T O@mnludraE / 1
lardecandmAi OT 1 AAaTEO W 1 OE
4. MultmHiAT Oh T aEAOT ah AT Oh 7
De cetodru£04a1T ET O j W 1T OEQh
5. ¥ de stinacea cu oi, /
¥E AA Ay1 OAA AET AEIDBPIE jW¥ I OEQh
6. MultmHAT Oh | AEAOT ah AT Oh ¥
i DPOT AAAET ADAGEAVEAMEDA CCz¥EHE QOA 04 6
7. # A O Aubédad cu ea /
Mult mii dorulT A Q1 Buh-+edohciledz o.n.)
8. %1 40T AAAIT A 4inciteAmeRdsiz/o .Y
34 A0 AA (@lehvd Aadng A
9.¥0a ~&£O0cCc 1 A AEi Aal EAR 7
Oricea fi cu mine, fie /
10.Ori ceo fi cu mine, fie.

ah

-A1TTAEA AAAOOOE AYi OAA AOGOA 1 OAOEAT O¢
vechi z ritm giusto-silabic, paralelism majeminor, structurat pe substratul

iTAAT Al PAT OAOGI T EAOI OE AA 11T A Y68 4l
tripla repetare a unE  OET CcOO OAOO yi1 AAAOOI 00O
AAOT AGAT T O AA 1T A O /petee BUgddntar€asiladelordE 1 T O
HAEODOAUAAE Mdelérato GA IABEIAGT HE AOOPOA |1 Al
ET OAOPOAOAOEE AAAOOOE AY1 OAAq

E
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CONCLUZzII

$ETATTT AA POAT EOCAT A EAATTTCEAA Al A A
A1 AT TO DOAI EAAO AET DPAOEI AAA OEUAOah A
OAAT T O1 A1 AO Al AEOAOI ATEAE 1 AOCE A OAD/
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OADPAOOT OEOI AT 1 AATEEIT O ET OAOAAT EAAG 1 AT
AT TTET OO AA OEAT a 1106an AYyi OAAA AET OAOAI
HE y1 Al OA AT 1 AAT EE Hb repeht®ddl acivi dd AEE Céa
ET £ O AOT OEI 1 &AAET AANT AR ARIOAAZAET ah OEI
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| AAAOO4A DPOEOEOA CAT AOAl a AOODPOA OT1 AE
AEl A6 y1 AT1 AATEEI A - OUAOI 6E . AT ETT AT Al
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SUMMARY

This work addresses a distinct subject with a very strong historical
background and absolute unigueness: the preservation of identity,
language, architecture, attire, and traditions hundreds of kilometers
away from the place of origin, as well as over tjndespite all the
difficulties that have befallen the Lipovan Russians residing in Romania.
Maintaining one's identity as a nation in foreign lands, where the
influence of the new and trends of change is always present, can be
challenging. However, despite these challenges, the Lipovans have
succeeded in preserving their folk customs, traditiosahgs, religion,
spoken language, and everything they brought with them over time.
The Russian language is their mother tongue, the foundation of their
Old Believer identity, while the Church Slavonic language serves as a
bridge between past and future generations. Religion stands as the
primary symbol of Lipovan Russian identity, kegpthe community
united.

REZUMAT

00AUAT OA 1 OAOAOA OOAOAAUA& OI. OOAEAAO A
£l AOOA DPOOAOI EAa HE 1 Ol EAEOAOA AAOQI I (
AOEEOAAOOOEERh DI 0001 OE HE OOAAEIT EEILT O
AA AAHOEI-@lbnguhth® | MEHAAO Of AGdu COAOOAT E|
AAaOOO AOODOA OOHEIT O 1EDTI OATE AA DA O/
%OOA GCOAO O0a y1E DaOOOAUE EAAT OEOAOAA
AYT A _ ET &£ QAT 1 Aedd schimbdbekint ifefeu Qrdzerd ET T A1

_16ah y1 AEOAA AAAOOT O AODPAAOAh OOHEE

I AAl OAOAOA 1 AEAARAEOOEI A Pl POl AOAh_ AvVI1 OA
Ol OAEOGa HE O O AAdgAtindpdui. AO AAOO AO AE A/
LELAA 000a AOOA 1EIAA 1 AOAOIl & A AAAOO
OO0AOQT OAOAR T EI AA OI AOIT 14 AEOAOEAAAOAA
yi OOA CAT AOATEEIA OOAAOOA HE OEEOI AOAe
EAAT OEO4&T EE OOHEI T OO1 E®A @WRA EGT BRAAA OOA 1
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INTRODUCTION

The history of the LipovarRussians is linked to the preservation of folk
customs and traditions, to the folk dress and the spoken language, so that it
can be said that, over time, their culture has remained a traditional one,
although the avoidance of innovations or influences iglmost impossible,
which can sometimes be felt in their folklore.

The folklore and traditions of the Lipovan communities are particularly
interesting, a fact that deserves to be researched by Romanian
ethnomusicology. In 1990, the Community of Lipovan Russians from Romania
was established and the Lipovan Russians fulitegrated into Romanian
society, living in good understanding in the Lipovan communities ever since.

Currently, in Dobrogea, Lipovan Russians are found in several localities
AT A AEOEAOh OOAE AOq #EEIEA 6AAEARh ' 1C
# AOAEAUah - AEi OAEAh -EI A TYh O0AOI 4acAA
Sulina, Tulcea, and Mahnaiia.

ORIGIN AND HISTORY

In the first half of the 18th century, the first Lipovans (staroveri) were
mentioned on Romanian territory: in Moldova in 1724, and in Dobrogea in 1740
in the town of Sarichioi. In Dobrogea, Lipovan Russians settled at the mouths
of the Danube, especiallyo the north of the Chilia arm, later becoming the
predominant population of fishermen in the Danube Delta. The reason for
their departure from Russia was the beginning of some reforms of the church,
initiated by Tsar Alexei Mikhailovich, which had beengmosed for the rites of
the churches in Russia.

The Lipovan Russians are the descendants of the Starovers (an ethnic
group of Slavic origin that preserved its okdte Orthodox faith). The Danube
Delta, being a rather isolated area, helped them to keep unaltered their
language, folk dress, customs, ardiecture and last but not least, their faith.

The term Lipovancan be foundin the form of several explanatory
variants:

-Afirst variant is the association with the Slavic terhipa, which means
linden, from the wood of which various household objects are made, including
the oars of thelotci (fishing boats)

- Another variant would be the sacral one: frorilippovka, the name
of a holiday

- The toponymic variant, as the first settlement of the Old Rite
Russians was calledipoveni
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- another variant is the anthroponymic one: fronfrilippoveni coming
from the Russian Filipgilippovcy or filippovane = followers of Filipp
Pustosviat (16721.742) (Bucharest, 2007).

THE LANGUAGE

The language of the Lipovian Russians is represented by a
diversification of dialects of the southern Russians. Russian is the foundation
of the Starovers' identity, their mother tongue. However, different domains
correspond to different languages, such as: Slavoniorfreligious worship,
dialect speech for everyday life, the language of a neighboring people for
external communication (Chiselev, 2019). The mother tongue is learned from
generation to generation, even if they live together with other nationéles.

TRADITIONAL CLOTHING

The clothing, one of the distinctive elements of every nation, reflects
the spirit of the individual and of the community of which they are a part.

The clothing of the Lipovan Russians is still preserved nowadays only
when going to church, during rites of passage (wedding, funeral), or when
various artistic performances take place. Married women wear their hair in
two braids, covered with a headscarfyith kicika(a special headdress received
at the wedding) over whichkasiakis placed, and unmarried girls gather their
hair in a braid tied with multicolored ribbons. A specific element often found
especially among older women is the leatheosary orlestovca.

4EA | EDPT OAT x1 1 AT 80 AT OOOI A POAOAOOA
Russian costume from Moscow and the central Volga, the lands from which
the Starovers came. The basic piece is the wide, double pleated skirt called
iubka, a silk or cloth apronZapar) and a short waisiength blouse ¢ohta). A
costume with sarafan (dress with straps) is also used. In winter, Lipovan
women wear a quilted coat, flared from the waist with pleats, calleklufaika,
arkaor E AT A (bi&dk diher boots €iupiki) or shoes.

Handkerchiefs and ribbons are among the first ornamental objects of
the traditional Lipovancostume that a young woman learns to make. They
show the skill of the girls in choosing ornamental and chromatic elements with
specific notes that differentiate the craft from one piece to another,
preserving the unigueness. Stitching, embroidery, crochiey represent the
craft of decorating the textile materials used to make folk wear. Each girl
hangs on a reed the most beautiful handkerchief and ribbon she made during
the winter. The handkerchief signifies hope, promise and continuity.

The traditional Lipovene men's costume consists of boots or shoes,
sewn in bright colors,buttoned on the left side, without a collar but only a
simple band. The shirt is worn over the trousers and tied in the middle with a
colored wool belt (pois). Pants 6tant or briukj do not have a specific cut. They
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are loose, worn in boots and made of dark cloth, usually black. The belt is
similar to the women's belt, but simpler. In winter, Lipovi men wear a long
coat (padiovkg or a short cloth coat pinjak) over their shirt. Most men
continue to wear a long, dark coat to churchowadays.

THE FOLKLORE OF THE LIPOVENIAN RUSSIANS

The musical repertoire

The musical repertoire found among Lipovanian Russians is very rich
and varied. An existing ritual folklore is that of the cheese week, which
expresses a different theme compared to the Romanian folklore, namely it
expresses the sadness or irony for the erwho did not manage to get married
until the beginning of the cheese week. Maslenitsa, the week of milk and
cheese is a holiday practiced by Lipovan Russians in the week before Easter.

In the past, fasting songs were known, transmitted during the
summer, duringwork, to make their work seem easier. Unfortunately, this
genre is currently lost among the Lipovian Russians, hardly being cultivated at
all.

The wedding folklore is very well preserved even today. Due to the
fact that, 25 years ago, the wedding lasted four or even five days, there was a
very varied repertoire. Thus, the wedding started on Friday with the girls'
party ( devishnik), on Saturday the briddo-be was washed and her hair
braided into a single tail, and on Sunday the guests took part in the actual
wedding,x EAOA OEA CcOi1i160 AT A OEA AOEAAGO
until late at night. On Monday, at noon, the wedding guests canued the
party until late, when the gift was given. The wedding continued on Tuesday
for the cooks. For each moment of the ceremony there was a different musical
repertoire. There were songs performed only by men, others only by women,
these being sung irthe vast majority of cases on several voices.

The nonoccasional repertoire is also present in Lipovanian Russians.
It was born from their stories and legends, about the tortured life of their
ancestors, or from the love stories of young people. From the point of view of
literary themes, we find the ame themes as those in Romanian folklore: love,
longing, hate, alienation. A common theme in the actual songs is related to
the basic occupation of the Lipovans, namely fishing.

Themanner of performance

The manner of performing the musical folklore of Lipoveni is quite
different from the traditional Romanian folklore as per the componence of
the group. Most of the genres, whether wedding songs, proper songs or
carols, are performed in groups by women, with a strong, piercing, often
guttural voice.

Another manner of interpretation among Lipovan Russians is that one
person begins the first verse, then the whole group continues the remaining
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melodic lines of the stanza, being performed in the same manner until all the
melodic stanzas are exhausted.

Less often we also encounter the mixed interpretation, where men
join the group of women. What makes the repertoire even more interesting is
the fact that sometimes the main melodic line is completed with a second
voice, sung in third, octave, sixth, or e&n fourth or fifth, as evidenced by the
following example:

J1 akarms

inf. grup femei
J‘,= 160 loc. Periprava, Tulcea

A
Fan YIN S0
VO

S a-ka- i - =, Ha Top-Ke i1 poc- Aa, PEIC—LIBE-AEI Ha Kpa-K» ce- Aa,

Fig 1.Song for two voices

’r

| am theacacia
“ And | grew up on the hill
" | blossoméd at the edge of the village
“ If'you touch me,

| can sting you,
. My flowers are very fragrant
Lo And white.

o -~ A A g
” ‘ ~ v~ u ”

X N v RS ) A W™ m '

I smile at you,

My bright Dawn

Take a good |dok at me
They are beautiful

My white flowers

. . . _In the light of dawn
.o And the sun!

A ’” I ~

~ ~ ~ ~ n i ' ~ "

N A W [N
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Some stylistic peculiarities of vocal songs

The melodic lines in Lipovan folklore are simple, some of them have a
reduced scope that resembles children's folklore, both rhythmically and
melodically. Due to groupnterpretation, the songs are syllabic, ornaments
being absent in most cases.

Children's folklore is present among the Lipovian Russians and
contains the same morphological characteristics as the Romanian one:
reduced ambitus, simple melodic, syllabic type, the presence of the genre
specific rhythmic and versification system.

The carols present in the folklore of the Lipovian Russians are
religious, announcing the Birth of the Savior. The fact that the Lipovian
Russians only have religious carols in their winter repertoire denotes the fact
that they are great Orthodox believersthese being performed especially in
church, during or at the end of the service. In the vast majority of cases, the
carols, as well as the other genres, are accompanied by various traditional
instruments.

As for the wedding repertoire, there are songs that are performed by
the group of women at the time of the proposal. Also, when the bride is
groomed and combed to pass among the wives, the girls along with the
women of the village sing her various weddingongs. They are slightly
ornamented, found in a parlando rubato rhythmic system and with a rather
restricted scope.

The funeral repertoire is also found among the Lipovan Russians. In
my research | came across funeral songs sung individually. They are
interpreted freely, in parlando rubato, being syllabic but also slightly
melismatic.The anbitus is narrow, oligochordgoredominates.

The actual songs found in Romanian folklore are performed
individually, the oldstyle ones presenting the archaic characteristics specific
to the genre (rich ornamentation, reduced ambitus, prenodal scales), while
in Lipovan folklore we find the actual segs sung both individually and in
groups,being framed in a giustesyllabic rhythmic system, distributive and less
often parlando rubato.
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M BeITMBAJIA 9 TUIATOUYEK

inf. grup femei

loc. Periprava, Tulcea
D=162 prava,
) ; N ﬁ —— A ﬁ
p rad 4 '} I " I N A I 1 1 | | l\, | ]
P | I
S— bl -lh-—l__l ~ |
N Boini-usa - aa A MAa-TO-4eK, Ada n HuU ume - aa KO - My-AaTb,
In | I 1 1 | 1 I - \l\ I‘\’ } I | 1 I ’
1 | k# L 1 1
D I ~ -
M mea Mol MuM - ABIIA B coa-aa-tol, Aa -1a-e-My CAe - 3bI BBL - TU-PaTh,

M mea Mot M1 - AbliA B coA-aa-Tol, Aa-ta-e-My cae - 3bl Bbl - TH-PaTh.

Fig 2.Poper song from Periprava

Andl ‘erhbroidéred (sewed) the handkerchief

“And’l had no one to give it to.

* Whén my dear left for the army
| gave if td him'to wipg hi Tedys.

° My dear werit o the army

" And my brother was taken to war
| will cry’ bittérly for tny brother

~“And &ftér being nicé | will gojto@h€ @rave.

The actual song presented was collected from the town of Periprava,
Tulcea county, from a group of Lipovean women, who mentioned that this
type of song is almost always performed in a group. It should be noted that
the theme is one about exile, in which # girl embroiders a handkerchief for
her lover who was going to go to the army. The pain is also amplified due to
the fact that her brother was taken to war, leaving her alone, without any male
support.

From the point of view of the versification, we meet the pyrrhic
tetrapodia, with the acatalectic form (8 syllables) in the first two verses, the
3rd verse contains 9 syllables, then the 4th verse returns with 8 syllables. As a
type of melody, the exampleis syllabic, very slightly ornamented, in the
measure of 6/8, and the caesos of each melodic line appear slightiipato-
like. The last two lines of the stanza are repeated, slightly varied. A large part
of them are notated in the measure of 3/4 or 6/8, d@nat the moment of
interpretation giving the impression of undulating waves.
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In terms of accompaniment, the vocal songs are accompanied by
various traditional instruments: balalaika, mandolin, Russian harp or
accordion.

CONCLUSIONS

The Lipovian Russians are the keepers of a special musical folklore, by
having a vast musical repertoire that has been perpetuated from generation
to generation and by the style of interpretation, which sets them apart from
other nationalities.

Despite living with other nationalities, they have kept their way of
performing Russians, such as: strong, guttural voice, group performance of
most songs, complementing the main voice with another voice in third,
octave, sixth, fourth or quint.

As for the vocal songs, it was found that they appear quite simple, very
little ornamented, with a rather reduced scope, most of them being framed in
the measure of 3/4 or 6/8.

The rhythmic systems found in the folklore of Lipovian Russians is the
distributive one, giusto syllabic bicron or parlando rubato. All these
characteristics are based on the fact that the vast majority of traditional songs
from Lipoveni are performed in goups by women or men, resulting in the
morphological aspects of group songs.

Even if the Lipovian Russians coexist with Romanians and other
minorities in the Danube Delta, they continue to preserve their traditions, port
and traditional folklore.

/| ).#523)5. % . &/ ,#,/ 25, 25\
$%, 41 $5. A2))

Cuvinte cheie
&I 1T AT Oh OOHE 1 EDPI OATER OOAOIT OAOEh AYI
INTRODUCERE
)y OO1T OEA OOHREI T @Al BADOAABAAOCODAERAEAD(
DOl AOAh AA PEDAAI OPOADBDAD AEOMmMI h O,
TcoOl OEiIi pOI OEh AOI OOOA AAAOGOI OA A 0a
OT 10 ETT OATEE OAO EIT £l OAT 1 Ae hévbHDh ADOI
folclorul acestora.
&I 1T Al T 001 HE OOAAETEEI A AET AT 1 OTE
ET OAOAOAT OAh #Z£ADPO bDPAT 60O AAOA 1 AOEOa
oi iyl AAGAas _1 AT O1I zYYP A £ 00 y1 E£EE

5]
I

)Ol_



21T YT EAR OOHEE -OKDBDIIOADEOD AN OALOANT RIO O AEA
Al 1 OEAT OET A yi AOTa yi1 1Al ACAOA bYT a yi1 b

_1 DPOAUAT Oh y1 $i AOI CAARh OOHEE 1 EDIC
iTAAT EOG4AT E HE | OA#Ah AOI AO AEEJ #EEI EA ¢
200ah 31 AOA #AOAEAUah -AEiIi OAEARh -EIi A TYh
3EEHOT £AAAR 3dnuiAh 401 AAA HE -

[2) " ). %' ¥) )34/ 2) #5,

1T DPOEIi A EOIi aOAOCAAA AAAIM OIOOH AANT EBB A
lipoveni (staroveri), pe teritoriul Romaniei: in Moldova Tn andl724, iar in
Dobrogea in anul 1740y T 1T OAROI 3 AOEAEEIE8 _1 $1 AOQI
OOAAEI AOA T A COOEI A $01 4a0EEh y1 ODPAAEAI
pi DOl ATEA DPOAAIT I ET AT 6a AA PAOGAAOE AET $AI
din Rusia a fost inceperea unor reform&1 A AEOAOEAEEh ET ET EAO/
Mihailovici, reforme propuse pentru oranduielile bisericilor din Rusia.

20HEE 1 EPI OATE OO1T O OOi AREE OOAOT OAOQE
HE PaOOOAO AOAAETTA 1001 Al ga AA OEO OAAE
AA EUIA ADBGOARD Oa yHE DaOOOAUA 1 AAI OAO!/
I AEAAEOOEI Ah AOEEOAOARAGEA THEB 10 y1 O1 OEI O

Termenul de lipovean il intdlnim sub forma mai multor variante
explicative:

1 DPOEI & OAOEAT 04 AOOAIpafAN OME AydAG ANG 40
OAEh AET T1TAIiTOI AaOOEA OO1I O ZEAAOEAAOA A
vaslele lotcilor,

i Al 0a OAOEAT 6a AO #Z£E AAA OAAOAI aq AA

OAOEAT OA OipiTEIi EAdah AAEAa DOEIi A A#,
numindu-se Lipoven;j

1 Al 04 OAOEAT Oa A OO-Riippovedy priadedndl BT T ET E Z
din rusescul Filipgilippovey sau filippovane = AAAPT E AE 1 OE &EI EDPD
(16721742 " OAOOAHROER TPPQQS8

GRAIUL

" OAEOI OOREITO 1 EDI OMbidwersifc@® e OADPOAU.
AEAT AAGA AT A OOHEIT O AA OOA8 &O1 AAI AT O
AOOGA TEIAA 1 AOGAOT 4 A AAAOOI OA8 _1 0ah AE/
diferite, cum ar fi: slavona pen® A Ol OO1 OAIl ECET Oh COAEOQI
de zi cu zi, limba unui popor véel BDAT 000 AT i1 01 EAAOA A@OAC
2019)., EIi AA 1 AOGAOT &4 AOOA yi1 6al AbGa AET CAT A«

|

AT 1T OEAT OEAOA Al a@OOE AA Al OA AT ETTAI EOA
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PORTUL POPULAR

01 06061 h O1 61 AET OOA A1 Al AT OAT A AEO
OPEOEOOI ET AEOEAOI OE ®E Al Aii Ol EOAIl EE

P 0001 OOHEMmaB G Eaprérdaidaar cinll se merge
I A ABAA EAEOT OEOOOEIT T O A Asaoantl AVBodA j T ¢
AEZARAOEOA OAPOBAUADODAIBREAEODPOOEAEDHAOA
cozi, acoperite cu batic, cikicikaj T OEAEEA OPAAEAI &4 DPOEI E
se punekasiak iar feteleT Al 4 OE ®OEA Ay i ODIT IANEADZ: A0
panglici multicolore. Un element specific des intalnit mai ales knfeile in
OYOOOlastokcadMO | a0al EETI A OAAI EUAOA AET DI

#1 0001 01 EAT AEAOA 1 EDPI OAT AGA Padcdo
OOOAOA AET -1 OAT OA HE 611 CA AAT OOAI ahn
AA AAUa AOOA OAPOMEATAOGMGaa AMGURER GROOAO B hA
HT O AET | 4ACha)REOAOAOOUALL OAOOCHDE). SPYT & F
g1 OYl 1 ArOA HRE Al 0001 61 AO OAOAAAT | O1 A
1 EDI OAT AA DPT A0OGa 1T EAET & 1 AOI WGikaDah A«
arkasauE AT A GCCAERAEDMh AET eupil)isal ciimB ACO4a |

"AOEOOAI A #w®E DATCI EAEI A 001 O DPOETC

AT 000i OI OE OOAAETETTAI 1 EDI OAT AOA DA A
%l A AOAOa | aEAOOOEA AAOAI T O yi1 Al ACAO/
AO 11T O0A OPAAEEELRA AADAARAEGEBIOAAA 1 A 1

Ol EAEOAOAA8 #OOAODPDEDADBDOIAOODARAOEBERDA
yi b1 AT AEOA A 1 AOGAOCEAT AT T O OA@OEI A A 11
&SEAAAOA EAO4 ACAT & DPA OIEO¥EO HEA BOXG 04 EA
AA AA y1 OEIi bdOI EAOIEE8 "AOEOOA OAI T EZ

#1 0001 61 AaOAaOAOA 1 EDPI OAT ACAu OOAAI
DAT Ol £ZEh DAT @Al IAEAD HEAIOOAELBB®RA AOI EOa

i 4a0A0A OAO AT O i AOGAOEAIT h AOOOOa y1 AO

Fa04a Oa AiITTEI & cOl Aermi ABARBG®®MAGA CFEAG
pantalonft#E 1 ACAO4& 1 A 1 EEI 1 A(posOPatidioniidavAd yA A
saubriukf T O AO T ADOEAI BAODEREEDDEAREEVT A

AET OO01 £#a4 AA AOI 1T AOA y1 AEEO4&Ah AA 1 AEA
femeiesc, dar mai simplu0 A OEIi P AA EAOT 4ah A&aOAAT EI
Aal Ara 1 Bpadolkd 10AIOC OTA O fige® Diajoritated OO /
AaOAATEITO AT 1T OET 64 04 i AOOA mBE y1 bBC
y1 AEEOAS

&/ , #, /25, 25¥%),/2 ,)0/6%. )
Repertoriul muzical

2APAOOT OEOI 1 OGUEAAT yi1OYITEO 1A 00
variat. Un folclor ritual existenteste celd®a D O0ai YT A ADOIA URBEDPOE
OAi AOEAa |1 AE AEZAOEOAa H£AT a4 AA A1 A1 T O
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OAO EOITEA PAT OO0 AAl AAOA 1O A OAOHREOD
O0aboOai YT EE AQIOKT EDADDal YT A 1 APOAI OE HE A
0a0AaO0Oil AOA POAAOEAAOa AA OOHREE 1 EDI OATE

T OOAAOOh OA AOT T HOAAO AYT OAAAT A AA
intmpummAEER DAT OO0 A T E OA PAaOAA 1 01T AA 1 AE
SaDEAOABO §y1 DOAUAT O | Aecapréapetdéoc] EDI OAT ER 1

&T 1T Al T 001 10pTEAI AOOA &£ AOOA AET A ba
Agn Ooix ARO ATE y1 OO0ianh 101 O0A TETAA DPAO
un repertoriu foarte variat. Astfel, nunta incepea de vinedu petrecerea
fetelor AAOE i EEYDIAa OA AOGAA 11T A Opal AOGOI AEAO/
PaOOIrOEORET €004 Al AAah EAO lakhdiagrbpflAA ET OEO.
UEOGah O1T AA OOAAI A AAE AATAGRA 04 & ORIOBEIhT AED PA
TTADOAA OYOUEO8 , 0T EhR T A POYT Uh 1 01 OAHREE
OA AaAAA AAOOI 8 . O1 OA AI1T OET OA #HE 1 AOTE
moment al ceremonialului a existat un repertoriu muzical diferitr&t cantece
ET OAOPOAOAOGA AT AO AA AaOOA AaOAAT Eh Al OR
cantate in marea majoritate a cazurilor pe mai multe voci.

2APDAOOT OEOI T ATAAUETT AT AOOA DPOAUAT O
T AROAOA AET DI OAROEI A HE 1 ACAT AAT A AAAOGOI
1T 0h OAO AET DPi OAHOEI A AA AOACIi OOA Al A O
literare, rega OET AAAIT A A # Hin f0dorufromArescHIE draydsie, A
AA AT Ooh AA 0OOYOh AA y1 OOOa&aEIT AOA8 | OAi
propiv-UEOA AOOA 1 AcAOa AA T AOPATEA AA AAUa
Maniera de interpretare

&1 Oi 61 A ET OAOPOAOAOEOa POET AEPAI a AEI
AEZAOEOA& AA AAA Arjbritatdd geniiilor, @eCchnteceidé YT AOAR
i EOAAOGAaQ A Yis®dalh dolindiitnd BIOEHODOAOAOA y1 Cc0OObD
femei. %l EOEA O1 AAil a AOOA OEI EI Aca AO AAA
cantanduseAO 1T OT AA POOAOT EAah DPadOOOl Uaodi AC

OAl 6a T ATEAOGa AA ET OADPOAHARPAE EADPO
DAOOT AT a y1 AAPA DOEI O O ApeédalteAdndud®ET OYT A
i AT T AEAA Oai AGA AET 0OOO1 £Zah EEET A ET OAO
epuizarea tuturor strofelor melodice.

-AE OAO y1OYITEI #HE EIT OAOPOAOAOAA 1
COODPOI OE AA mAIi AEs #AAA AA EAAA AA OAPAO
AADOOI A&n EGN ATAOHE AEAa DOET AEDPAI AOGOA Al
AYyi OAba 1 A OAOT an 1TAOAOGanh OA@Oa OA AEE
AgAi p1 61 OOi adl 04

(@]
i

a 0
h 0
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1 akanust
inf. grup femei
loc. Periprava, Tulcea
D=160 prava,
0 " L 7~
& N T 1 T n ! M| e N T 1 T | | P 1
O 7 T 1 1 1 T 1 K1 g 1 TT 1 1 1 1 | AT
1 1 1 IBN| - o 1 1 | 11T
. - 1 =l' é d 1 I I
~ — ~ — —— —
S a-xka-uwu - s, Ha rop-xesa poc- aa, Pac-npe-aamakpa-o0 ce- aa,
EE ~, = * | — | |
.Y | | I I I ]
: . : 17T | - . .
U % | | - 1] 1 1 o ; ’ ’
o T T ¥ T = I I "4 — ~———
Toab - kO, TPOHL  Me - Hl, A KO - A0 - 4a - i,
e | | N
I I D] I . Il |
D | | L ol |
1L 1 1 I yi ol |
AN .4 M| I I ] = i |- &> i |
e T ]  — | e -
O -wenr ma - xy - qa - A " Oe - aa.

Figual# YT OAA EI1 OA OP Ovaéral@ocnkntah | 64 O AE

Eu sunt salcamul
S ¥E Al AOAOGAOO PA AAAI
~ ~ " Aminflorit lamarginea satului

o<
1
>
4
>

T CT . " "$AAa i a AOEIT CEh
LT 4A DI O yi1TADAR
R Florile mele sunt foarte mirositoare
S ¥YE Al AAs
L T E UYI AAGA T EAR
LT Zorical AA  AAA 1 Oi ET1 Ada
s>~~~ 7 v 5 EREine lafnine
st T L Sunt frumoase
x ~ oo T T Florile mele albe
00T > 1A lumina zorilor
e ¥E A Ol AOAI BEA

s oA 2o~ o~ z z oA oz o~

Liniile melodice din folclorulipovenesc sunt simple, unele avand un
Al AEOOO OAAOO AAOA 1T A AOAAi ala AO Al A
OEOI EAh AVY$OA OHEOEICAIT A snéa0ike GunOdiabice
ornamentele fiind absente Tn majoritatea cazurilor.

&1 1 A1 T 001 AT PEEITO AOOA DOAUAT O 1,
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#1 1 ET AAT A POAUAT OA y1 &1 AIT 001 OOHEI
. AROAOAA - Y1 OOCEOI 001 OE8 &ADPOOI Aa OOHEE
ATTETAA OAITECET AOGA AAT 1T 60a ZADPOOI Aa 001
find interpretate nspPA AEAT y1 AEOAOEAah yi1 OEI BOI OA
i AET OEOAOA A AAUOOEI lale@ gentisukiiacompadiakel Ah 1 A
laAEZAOEOA ET OO0O0I AT OA OOAAETETT AI A8

1T AAAA AA DOEOGAHROA OAPAOOT OEOI 1 ObI
ET OAOPDOAOAOA AA AadOOA cOoODP AA AT RAE y1 i
i EOAAOA AOOA POAcadOEOa HE DEADPOaTl AOa bDPAI
yi DbOAOT & AO £Xi1 A&l AEAEODEOAOAYEOAAA AA T E
OrT O 1 01 AT AT OAQAINDEY I EAI TPRAGA A 1A T O BO@AAIOT #H
destul de restrans.

2APDAOOT OEOI A&£O01 AAOO y1 OAcCaoOEI #HE 1T A
ntalnit cantece funebre cantate individual. Acestea sunt interpretate liber, in
DAOI AT AT OOAAOI h AEEET A OEI AAEAA AAO HE
restrans, predominaml oligocordiile.

Cantecele propriwzise ntalnite in folclorul romanesc sunt interpretate
individual, cele de stil vechi prezentand caracteristicile arhaice specifice
CA1T 01 6E j1 01 Ai AT OEAa AT cCAOah Ai AEOOO OARA
A1 AT T OO 1 EDI dodidphdidzisecAriate Gtat individyal, ét
HE y1 COODPR /&E Hirithic jiisthABROADRBAK 1 ADEOOBAOOE
parlando rubato.

i
(
1

M BeimuBama s miaTouek

inf. grup femei

loc. Periprava, Tulcea
D=162 prava,
) , N m p— A ﬁ
P4 ral 4 '} I " I N A | I Y 1 1 | | l\, | ]
i | 1 i
- * T —— |
N poin-usa - aa A TAA-TO-UEK, Ada u HU ume - aa KO - MYy-JaThb,
ln | I 1 1 | 1 I v \k\ I‘\’ } I I 1 I [n? P
S 1 | J\’=l L \_ 1

DA I — ~

M mea Mol Mm - AR B coA-da-Tol, Ja-1a-e-My cAe - 3 BB - TU-PaTh,

WM imea Mot Mu - Ablii - B c0A-4a-Tol,  Aa-a-e-my cae - 3bl Bbl - THU-PaTh.

Fig 2. Cantec propriuzisdin Periprava material documentar
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E A" "AO0T AAO § ABOOOQq AD
avdamcuid, A4 OOEAOAS
ooy Ty YT AR T BPITAAAG AOACOT T A
C ooy ey lamdatl T GEE jRAEBAA OCa 1 AAOE
Ty Ty " AplecatAOACOT . T AO y1 AOI ADS
ety "lar fratele miA* £ OO0 1 BAO 1 A 0al
oot sy g BOPp4A TAOAOK T *0a PIYIC A
Ty o yADT ADObpat ADaAcCPIBTIQa O1 E

Cantecul propriuzis prezentat a fost cules din localitatea Periprava,
EOAAT O1 401 AAAh AA 1T A OAO cioOdbl AIAT AEB | A4
tip de cantece sunt interpretate aproape intotdeauna in grup. De remarcat

AOGOA ZEZADPOOI Aa OAiI AGEAA AOGOA O1T A AAOGDO
PDAT 600 EOAEOOI AE AAOA OOI A Oa bl AAA
AAOT OEOa AEAREOIAOEEIANO ACMARIYA OaUAT Eh
T EAE Ol ODPOEEET AaOAaOAOAsS

$ET DOTAO AA OAAARAOA Al OAOOEEEAAT EA
AAAOAT AAOEAa (1 OEI AAAQ Y RAPAET RERAAV(
revenind apoi versul al 4ea cu 8 silabeExemplul muzical prezentateste unul

OEl AAEAh &I AOOGA Or®IT O 1 OT Ai AT 6AGHh y1 i
i ATTAEA APAO OHI O OOAAOEUAOAS8 51 OEI Al A
OAOEAO8 / |1 AOA PAOOA A AAAOOT OA 001 O
momentul inO A O b O Aulnip@diale widuire a valurilor.

Din punct de vedere al acompaniamentului, cantecele vocale sun
AAT I PATEAOA 1 A AEEAROEQA ARAI AOBEGIAAI
AOi ORAA salntobddod.A &

OAI /

St

CONCLUzII

20REE 1 EDPI OATiEnuiG&dodmuiical Gléodebit iprid E
AAT ET A Odpértorii nhcal vast care A4 DAODPAOOAO AET ¢
CAT AOAT Elul deEnterprétdtd, ca@ii puney T OAT T AOA EAT 4
TATEITAI EOQaT E

1T AEOAA Ai 1 OEAT OEOEEAQODADOABAD AT EA
interpretare specifich AOI AO £FEqd O AA DOOAOI EA4h
A 1T AET OEOGATEE AYT OAAAI T Oh Al i Pl AGAOAA
I AOAGah OApbah AOAOOa OAO AOET Oas

T AARAA AA DPOEOAROAD GXG G ARIAN GO AN M A
suntAAOOOI AA OEI bl Ah £ AOOA DOTET 1 014
OAAOOR 1 AET OEOAOGAA EEET A y1 AAAOAOGA yi

3EOOAT AT A OEOI EAA y 1 OYlisinEddhibutivi A&l 1
CEOOOT OEI AAEA AEAOI 1T OAO DPAOI AT AT OOA

AFADOOI Aa i AOAA | AET OEOAOGA A AvYi OA
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ET OAOPOAOAOA y§y1 CcOOb AA £EAI AE OAO A&aOAAT |
céantecelor de grup.

#EEAO AAA&a OOHEE 1EDBIOATE Ai1OEAT OE,
i ETT OEO4T EE AET $Al OA $01 aOEEh AAAHOEA A
AT AITTOOI OOCAAETEITAI 8
REFRENCES
#EEOAI AOGh 18 jTPZYQ8 S$ETAIEAA OEOOAI a

Al A1 AT AGEAA AT A AOT EEI T O AET $1 AOI CAA A

#1 1 AOT EOAh 38 jTPXYQ8 $1 AOI CAAh wWAEZAEAEE
%? 011 OTh #11O0O0OATT AS8

40AT OAh 08 j TPIX(Q8 2EGHHAEEOHAE BHE)ANARDC OVMETE QA C
AEOOOA n#828, 82068

6 AOTTAR '8 jTPTPQ8 30AO0I OAOEEh OACETE A
AEOOOA n#828, 82068

Vascenco, V. (2007). MeldeA AA HE 1 EPTI OAT EEh y1 211 ATT O
AEOOOA 51 EOAOOGEOAT EES

Web sources
https://www.youtube.com/watch?v=NICnaxHpo9E

https://www.youtube.com/watch?v=mm4diLGjlws


https://www.youtube.com/watch?v=NlCnaxHpo9E
https://www.youtube.com/watch?v=mm4diLGjlws
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4HE BALQRIEAZIONDISAEW I Y6
MIBSBAL BOLKLOREGUND + , | 2 %
HOLLECTEDG 4 %$ " 9

YANOMUSIEOBCBIYTHFLORIN ' ) 3 -
BB BN BIOREL BABLEABIL) | 2 ¢
Assistant Professor) 2 ) . ! ! - &)RhD $A.)

0 AT OCA wdtidh& Brivérsity of Arts) AHE

SUMMARY

4EEO DPAPAO AEI O O EECEIEGCEO OEA ¢

folklorists Florin Bucescu (192619) and Viorel Béarleanu (B. 1944) to

the research of musical folklore in Moldavia, in the-Jin decades of

the twentieth century. The broad research seopf the two authors

mentioned addressed almost all categories of occasional and non

occasional folklore repertoire. As permanent collaborators of the

folklore archive of Moldavia and Bukovina (founded in 1960 by folklorist

and ethnologist lon H. Ciubotaruthey took part in field research

conducted in the area of Moldavia for about three decades. Their

papers were published as staatbne publications or as a musical

illustrative part (an ethnomusicological study accompanied by folkloric

anthology) within ger]re,mor]ographs_sgggd by literéoiklorists from

OEA "O! 8 Indhtie oflibgDigidrdsearch and dialectolofygm

) AHES8

The folkloric collections gathered and studied by the two folklorists is

invaluable in terms of the value and authenticity of the sonorous and

written documents that they bequeathed to us, within the Folklore

| OAEEOA T &£ -11 AAOGEA tAdsiudies ha th&€yET A EI

published in volumes or journals.
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INTRODUCTION
4EEO DPAPAO AEIi O O EECEIECEO OEA OE
folklorists Florin Bucescu (1938019) and Viorel Béarleanu (B. 1944to the
research of musical folklore inMoldavia, in the 7th9th decades of the
twentieth century. In 1960, the folklore archive of Moldavia and Bukovina was
AOOAAI EOGEAA ET )AHEHRh AO OEA ETEOEAOQOEOA A
folklorist lon H. Ciubotaru. As director of the archive, togetlmewith the
members of the working team, he launched an extensive projeaftlong-term
ethno-folkloric research of the entire area of Moldavia. The results were
OAT ACEAAT A AT A T AA O OEA AT ipPIAGETT 1 &
Romania, in terms of knowledge of Moldavian folk customs and traditions.

FLORIN BUCESCU AND VIOREL BARLERNBTRAIT SKETCHES

Florin Bucescu (19362019),
teacher, priest, folklorist and
Byzantinist, was born in the town of
"0l OAAaOTEE . 1T Eh 301 Ol EEI
~ interwar Northern Bukovina, the son of
priest Casian Bucescu (194B86) and
teacher Eufrosina Bucescu (192006).
He attended secondaryand high school
AO OuwOAIl O (OOI OUAAEE®G
ET 2 4aAadds3, thensgiadutted
from the Orthodox Theological
Institute in  Bucharest (1953957),
where he was taught by distinguished
professors such as Teodor M. Popescu,
loan GET AOAO AT A $0i EOOO 3
wl A " OAT EHOARh !''1 AgGAT AOO
Stan, Emilian Vasilescu, Anton Uncu,
Chiril Popescu, Nicolae Lungu a. 0. Because his father, priest Casian Bucescu
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was arrested and imprisoned between 195863, during the difficult period

of political purges instituted by the communist government of Gheorghe
GheorghiuDej, Florin Bucescu was expelled from the theological doctoral
courses and was not able to serve gmiest, but only as an unskilled worker

and only later (from 1960 on) as a substitute teacher. Trying to redirect

Ol xAOAOG A OAAOI AO AAOAAOR ET =VYWP EA
#1171 OAOOGAOT OU T & - OOEA ET ) AREBnI18EO EI
after the education reform of 1948 and reopened ten years later, under the
leadership of Rector Achim Stoia; it then went through a period of exuberant
reorganization, revival and development. Although he was declared admitted
following the admission contest, Florin Bucescu was subsequently rejected

twice consecutively, due to his political record. Only from 1962 on was he able

to enrol in the specialization of musical pedagogy, having the chance to be

guided by a set of professors with a high usical training who then taught at

OEA )AHE EIT OOEOOOEIT g ! AEEI 301 EA | OA
Constantinescu (musical theory and solfeggio), Vasile Spatarelu (counterpoint

and forms), Anton Zeman (harmony), George Pascu, Mihail Cozmei (music
history), Gheorghe Ciobanu anBavel Delion (musical folklore), lon Pavalache

and Virginia Spatarelu (conducting), lon Baciu (orchestration), Elena Cozmei

and Cornelia Diaconu (sheet music reading). Naturally gifted for music and

with a very receptive mind, Florin Bucescu managed to graduate the
Conservatory with honours as valedictorian in 1967, which allowed him to

hold, through national distribution contest, the position of music teacher at

one of the most famous preuniversity educational institutid © ET ) AREh
Oo#1 OOAAEA . AcCOOUUEG6 AT AOAET ¢ EECE OAEI
he intensely trained numerous generations of students with great passion,
dedication and pedagogical talent. They acquired solid musical knowledge

and skills, alongwith a special love for classical music, and many of them
AAAAT A DPAOOGET T AOA AT 1 AAOO Cci AOO EIT ) 4
remember with deep respect and admiration their music teacher, the great
performances of folk customs organized at the beginng of the winter

holidays, the rehearsals of various types of choir assembles and the
participation in many choir competitions resulting in national prizes; most of

all, they remember the constant participation in the lesson or symphonic

AT TAAOOO TIAADENASG O-0EETI EAOITTEA 1T £ ) AF
sensitivity and unconditional love for the highest levels of the musical art.

In parallel with the teaching activity, Professor Florin Bucescu was
concerned with research in the field of musical folklore, as a founding
member, scientific researcher and permanent collaborator of the Folklore
Archive of Moldavia and Bukovina, under ¢éhCoordination of the literary
folklorist lon H. Ciubotaru. He also conducted research in the field of
Byzantine palaeography, studying musical manuscripts from documentary
£01 A0 ET )AHE AT A x1 OEET ¢ AO Al AOOT A
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discipline Byzantine musical Palaeography (between 19186 and 1992
1994). This interest for research had been informed and stimulated since his
student years, when he benefited, along with other students, from the
mentorship of ethnomusicologist and Byantinist Gheorghe Ciobanu (1909
sYyvyaeqh AEOOET COEOEAA OAOAAOAEAO &EOIT 1T OE
)T OOEOOOA ET " OAEAOAOO AT A AOOT AEAOA b
Conservatory in the 60s.

After 1990, Florin Bucescu opened up new professional avenues, both
in the field of teaching and research, in which he had already accumulated an
extensive experience. He also became a member of the clergy, first a deacon
(in 1990) and then a priest (in £8), as a moral restitution for the persecutions
by the Communist regime that he had suffered during his formative years.
Between 19982005 he had a remarkable teaching activity concerning psaltic
i OOEA AO A DPOI £ZAOGOI O AO OEAThedlagk&#1 O " AOE
3AI ET AU AOOAAI EOEAA ET )AHE ET 3YYX AU
several generations of valuable psalters and priests, who in turn, following the
model of their mentor, continued to passionately activate in the musical and
theooCEAAT AEAI A8 &I 1T OET " OAAOGAO Al 01 OAOCE
OO0AETET C Aill1ACA ET )AHER AT A OOAOOEIC .
DOl EFAGOTI O AO OEA O AT OCA %l AGAOSs ' AAAAI
disciplines psaltic music, Byz#éine palaeography, music teaching
methodology. In 1992 he proposed, initiated and laid the foundation of the
OOOAU DPOI COAI O2A1 ECEI OO i OOEA6h AT ETEO
the development of psaltic music education at university level, at ti@nal
level, with valuable results in the long term. In 2002, the National University of
Music in Bucharest awarded him the title of Doctor of Musical Arts, with the
DMA research thesi$saltic song in Moldavian manuscrigtthe 19th century
coordinated by historiographer Professor Octavian Lazar Cosma. For the
scientific merits of his doctoral thesis, after its publication, in 2009 he was
AxAOAAA OEA O#EDPOEAT 01 0O0i AAOGAOS O0OEUAN
Romanian Academy for fundamental research atfior the same work he was
awarded the prize of the Union of Composers and Musicologists of Romania
in 2010.

Professor Florin Bucescaofficially retired in 2006, but continued to
teach until 2011 and thus concluded a teaching and scientific activity extending
over half a century (1962011), with outstanding results on multiple levels. In
the didactic area he wrote the voluméearning the chants of the Divine Liturgy
i) ABEh XYY dtrgicaliareatng Bompose® &itlirdyiin the third
voice and choral adaptation for 2 and 3 equal vofcesollaboration with Vasile
3pa0aoOAl Oh ) AHEHh TPPWQ8 4EOI Oxicis OO EEO
AEOOET AOETI T O OOAE AOgd [ AOEOI OEi 6O OAAAEAC
- OOEAAOAOO ~AEAOOEOGAI 1T & AET OAl Al i1 DBl OEOEI
for choral performance at national festivals and competitions of pupils and
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students between 19781989; several first prizes for performances with the
O# Al AOAOAG #EAI ARO #ETEO 1T £ OEA %AOAAOD
dedicated to religious music education, His Eminence Theophanos granted
EEI OEA O-71 1 Achified distinktdi gnétédito laiyE

$O0ET ¢ EEO OOOAEAO |
%l AOAOGO6 - OOEA #1711 OAOOAQ
Bucescu met Viorel Barleanwith whom
he had a close friendship and professional
collaboration throughout his career.
Viorel Barleanu was born in 1944 in
Slobozia Pruncului, Suceava County,
during the harsh period of the Second
World War. He attended primary school in
OEA Oi x1 [ISteeavay antd then O E
secondary and high school at the

) ARHEh xEAOA EEO 1 0C
Constantin  Popescu, a musicianof
outstanding pedagogical virtues. Aspiring

to the noble profession of music teacher, he edinued his training at the

O Ai OCA %l AOGAOS #1171 OAWEAGY good resdits in A HE h
1967. He had the same beneficial guidance of the teaching staff at the
Conservatory, musicians of high academic elevation, as Florin Bucescu, who

was his colleague.

Viorel Béarleanu worked as a teacher at the most prestigious
DAAACT CEAAT ET OOEOOOEITT ET )ArERh OEA &4
of the 19th century, which became a high school after the Second World War;

Ol AAU EO EO OEA OsQ@QLEIN Al ¢ Omi0iol AMGARA AEITA (
essential subjects in the specialized training of future teachers, such as vocal
music, methodology, the history of music, musical folklore, choral ensemble.

He has carried out an intense teaching activity for over fodecades, with
remarkable results, forming generations of welfained music teachers
endowed with love and dedication to know and promote the values of
genuine folk music. He always urged them to collect folk songs from their rural

native villages when tiey had the opportunity. He was awarded numerous

awards at national level as conductor of choral ensembles of various types

that he coordinated throughout his career. He was an accomplished teacher

AT A 1 OOEAEAT AT A DAOOET 1 AOArensembiesOE A A
always with a mind for excellence and detail, in order to achieve a correct and
expressive musical performance. He was also active in musical teaching
methodology between 19761996 and worked as a teacher trainer and
inspector, giving trainingAT OOOA O A& O OAAAEAOO AT A A

6 AOI OE Al O1 OEAOG8 (A AiTi11AAT OAOGAA ET
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AAOAAOGEIT T 6 ET OE A PrimArpEiichtiBnd organZed-by theA T O A
International Center for Modern Languages in lasi (Chisinau, 1997). As he
raised to the status of researcher in the field of folklore research, between
19791981 he was invitedtd 1 1 1 AAT OAOA AO A O1T EOAOOEOU I
%l AOAO6 #1171 OAOOAOI OU ET )ArREHR O OAAAE
purposes, to refresh the school repertoire, he wrote and published important
volumes:6 A OAT h  Ol[Hé&shn derri@usSSAHRT 1 AACGET T | £ AEEI]
01T coOh ) AIREARORE Yywigmkiddagell; ORI 11 DOAUAOOR
1996),Strop de lerj AAOT 1 Oh 011 ¢CcO T & OEA OOAOh . Ax
OOAAEOEI T Al xET OAO O11¢ O4EA DIl OCES6 EI
Viorel Munteanu, published in H, 2000), which was awarded the prize of the
Union of Composers and Musicologists of Romania in 2001. For his tireless and
meritorious teaching activity, Viorel Béarleanu was granted the title of
Meritorious Professor in @77 and 1987 and was also awarded the Recognition
award by His Grace Daniel Ciobotea, Archbishop and Metropolitan of Moldavia
and Bukovina (2000).

The collaboration between Florin Bucescu and Vioigérleanu wasa
special one and was born out of their common passion: the boundless love
and respect for the art of the folk creator. Their genuine friendship, the
respect and trust between them contributed to the success of this
collaboration. The compatibility betweé¢ OEAI xAO OEI O1 OCEJd OOE
to each other, they got indignant together, burst into laughter
simultaneously, and as they spokemore than oncez one began the sentence
andtheotherfi EOEAA EO86 | #EOAT OAOOh TPXIXId YW(Q

oo o ENSONEESE

Fig. 1Florin Bucescu and Viorel Barleagicolleagues and lifelong friends
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They had no rival in the field work of collecting folklore. Both were
born in the countryside, they knew very well the mentality of the people from
the country and knew how to communicate with them, in order to make them
feel at ease and thus to make themasily reveal to them the songs, humorous
calls and everything they knew about the customs common in that locality.
They often also got involved in the household chores of those they were going
to interview, helping them so that they would have more timeor the
interview.

Each of them painstakingly transcribed several thousand folk songs,
not sparing their time and health and working until late at night. They were
passionately involved in all stages of research, driven by their inner calling,
taking over tasks they believedo be their mission. The two friends were
supported by their families, without whom they could certainly not have had
OEAOA OAEAT OEEZEA AAEEAOAI AT 0080131 OE|
attended the Conservatory in the same group as Florin Buceshen became
his wife and a dedicated mother of the three children of the family, being also
a dedicated music teacher; she understood the real passion for folklore of the
two colleagues and friends and supported her husband constantly and
unconditionally, taking over the administrative aspects and the household
chores, also devoting her time to raising the three children of the family; she
also transcribed from drafts thousands of phonograms, thus helping them
effectively in carrying out their research projgs.

Only in this way can their great capacity to work be explained, both as
professors and as scientific researchers, permanent collaborators of the
Institute, which they performed as volunteerslit should be mentioned that,
during the communist period, music teachers from schools and highschools,
especially those who worked in prestigious institutions, had to work many
unpaid overtime hours, far above the basic norm, in order to ensure the
necessay preparation for the participation of students in choral ensehies of
various types in theCantareaRoméanie[Singing and praising Romania] festival,
but also in cultural events organized on different occasions during the school
year.

Although they had a busy programme at the high schools where they
taught, Florin Bucescu and Viorel Barleanu managed to successfully conduct
their laborious research work, both the field work (held most often during the
summer holidays) and the musical trescription, analysis and writing of
ethnomusicological studies that accompanied the musical anthologies.

As shown by lon H. Ciubotarucoordinator of the folklore archive of
Moldavia and Bukovina- in a text dedicated to Professor Priest Florin
"OAAOGAOB8 O QXOE AT T EOAOOAOUR OEA AAAAAI
AOT 1T )YARE xAO 110 AAOGUh AO ET OEA A Ol
specialized guidance that would allowBAi O1T 1 AAOT A1l OE

OOOAAA OAAOAOOG AT A AEOAO OEAU xAOA E
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schedule that would allow for research activities. Despite these impediments,
through collaboration with the team of ethnologists of the Institute and
through hard work and selfimprovement, under the guidance of the director
of the Archive, they gradually managed to establish themselves as highly
appreuated speuahsts in the field of musical folklore studies in Moldavia.
O4 AEET ¢ OE AE Oicolodidtsiseridudly, BodrEBudescda&hd Viorel
Béarleanu would gradually become highly appreciated by ntosf their
colleagues. Their scientific contributions were received with great interest,
some of them were reviewed favourably in authoritative studies. From one
OOAcCA O ATT OEAOh OEAEO AAOEOEOU xEOEEI
Institute, 0.n.) became more visible. They would go on field trips, transcribe
songs from tapes, create a fund of phonograms, write specialized works,
participate in local or national colloquia and scientific events, etc. And, it must
also be added, all thiswork wascdErA A T OO xEOET 66 AT U OUDPA 1
(Ciubotaru, 2011: 35).
At the end of this portrait section, instead of conclusionsye insert
another relevant testimony, belonging to the director of the archive, lon H.
Ciubotaru, about the way the two worked together, always managing to
AAEEAOA T BPOEI Al OAOGOI 606 O) EAOA xEOT AoC
they were writing studies,| have seen them captivated by one idea or other,
apparently unable to give up their own opinions and yet miraculously finding
the most appropriate solution for solving the problem under debateSeeing
so many times how naturally they complemented each other, it would be
impossible for me to say that the contribution of one was more important
than that of the other. It is also why | decided that the order of signatures at
the head of the studiesDEAU x OT OA OET 01 A Al OAO1T AOA8O6 i}

ETHNOMUSICOLOGICAL BIBLIOGRAPHIC HIGHLIGHTS AUTHORED BY
FLORIN BUCESCU AND VIOREL BARLEANU

The main area of research of the folklorists Florin Bucescu and Viorel
Béarleanu was the general one suggested and followed step by step by the
research team of the Institute, under the coordination of lon H. Ciubotaru:
prospecting the area of Moldavia froman ethnofolkloric perspective and
highlighting the main folklore categories and their specific characteristicBhe
works of the two ethnomusicologists appeared as standlone publications or
as a musical illustrative part (ethnomusicological study accpanied by
folklore anthology) within genre monographs signed by Ilterary folklore
specialists from theO! 8 OEEI EPPEAAS )1 OOEOOOA 1T &£
Dialectologyl £ ) AHE S8

Here is the selected list of publications by the two folklore specialists:

1  Bucescu, Florin & Ciubotaru, Silvia & Barleanu, Viotela O O Y Tz Aldn® A A
AT AROAh EIT AOOE QB0 OYH]ANBENIAMents, Alanées E1 1 O
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£OT i OEA 2aAadbl E AOAAvyh #AEAOAI A

I OE

.1 OAATTEOYR OI 18 )Yh Ori8 )8 #OUA6 51 EO

1 Bucescu, Florin & Barleanu, VioreStiluri de strigat in Moldov4Styles of

rhythmic shouts in Moldavia], in Ciubotaru, Silvi@ OOEC4 OO OE AET

[Shouting (during dancing) in Moldavig]Caietele Arhivei de Folclor [Folklore

! OAEEOA . 1T OAATTEOYh Oi18 )6h O456.8 ) 8

1 Bucescu, Florin & Béarleanu, VioreAnexa cuprinzand principalele tipuri
i AT T AEAA dii Moldava[The apfendix containing the main melodic
types of carols from Moldov&r h  ET , Odingd dinsMeldokagrols
from Moldavia], Caietele Arhivei de Folclor [Folklore Archive Notebooks], vol.
6h O01'18 )8 #OUA6 51-BHDAOOEOUR ) AREHN

1 Bérleanu, Viorel & Bucescu, FloriGaracteristici ale melodicii baladelor din
Moldova[Features of ballad melodies in Moldavia], in Lucia Berddalade

din Moldova[Ballads from Moldavia] Caietele Arhivei de Folclor [Folklore

! OAEEOA .1 OAATTEOYh OiI18 6)h (3438 ) 8

1 Bucescu, Florin & Barleanu, Viordispecte ale melodicii cantecului funerar din
Moldova[Aspects of funeral songnelodies inMoldavia], in lon H. Ciubotaru,
Folclorul obiceiurilor familiale din Moldojahe folklore of family customs
from Moldavia], Caietele Arhivei de Folclor [Folklore Archive Notebooks], vol.
VII, 1986, pp. 38443.

1 Barleanu, Viorel & Bucescu, FloriMelodii de joc din Moldo®ance melodies
from Moldavia], Caietele Arhivei de Folclor [Folklore Archive Notebooks], vol.
ysh O!'i18 )8 #OUAd 51 EOAOOEOUR ) AHENR

1 Bucescu, Florin & Barleanu, Viorel (1991). Folclorul musical [Musical folklore].

>

#

TYI

#

v

In Ciubotaru, lon H.6 AT AA ¥T1 1 OUdI OE 1 AQgRhavallel T T COA
I £ ¥11 06Udl 1 AOA8 &ITEITOEA 1111 COAPEYH
# (

Archive Notebooks], vol. X pp. 233y X ®8 ) AHEd O! 1 8z ) 8

21 T AT EAT ' AAAAT Uh ) ARE " OAT AES

1 Bucescu, Florin & Barleanu, Vioreb AAEAA AT ET &4 AOAT OET A4

2 4 A & (ThE bld Bdkovina doina fron2 4 A & O1] B and ) Asiidy and

A1 1 AAGETT ET O!'1T AT AT A " OAI OET AEd6h A E
O" OET OET A6 2AOAAOAE #A1 OOA -1Bdand2vaak 4 OT Eh
V1/2/1999, pp. 40#44.

'  Florin Bucescufolclorul muzica OO OAET AOT 11 OUEAIT I 1T CEA h

[The musical folklorez ethnomusicological study and musical collection], in
lon H. Ciubotaru, Catolicii din Moldova. Universul culturii populaféhe
Catholics in Moldovia. The universe of folk culture], vol. IHpezia obiceiurilor

OOAAET Ei 1 Al A8 , EOAOA[D® petryi oh BablifoBD OE | i O

ADOOI i 08 4EA 1 EOAOAOCHOBOA T £ Al B25A000T i

Their authored volumes represented fundamental research regarding

the" aOOYFAAGADAT DI A0 AAT AAy OOUI A ET G

OEA AAT AA PEAAAO &O0i1i1 Al1l T1TOAO -1T1AAOQE
"aO0O0YRRAABAAR AYT OAAAR Al Avbidodafid ET T E

OEA AOQOOET 006 , mrN) 343 a Mdnbgaphboubjished ssHhe first

issue of the seriesCaietele Arhivei de FolclgNotebooks of the Folklore

| OAEEOAYh A OADPOOAA DOAI EAAOQEII I £
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Dialectological and linguistic research, which over the two decades since it
was published has been especially appreciated, both nationally and
internationally. " & O O Y Treforéseried the result of continuous research,
AAT OO0 XxXxP 11T AAI EOEAO A&£01Ti OEA 2aAalOlE AA
decade. The project started naturally. As young students, the two young
researchers native of Bukovina wanted first of all to know thmusical folklore
of their native area better, therefore they collected first sporaidally, and then
OUOOAT ACEAAT T UR OT1T¢CcO &EOI I OEA AOAA T &£ 2:¢
to ethnomusicologist Gheorghe Ciobanu, their folklore teacher, he
appreciated their value and encouraged them to continue their research,
because the collected sogs had specific musical features of archaic folklore,
namely those of the olddoinaOT 1T ¢ AO0T 1T 2aAadl E8 )1 AAAAR
Al 1 ZEEOI AA OEA EAAA OEAO OxEAO OEAU EAA A/
years was not just an old song, butunitary melalic style specific to the north
eastern point of Suceava County, known in the area’ass O O Y T ItAs/sioi A
rhythm, apparently invariable song, which accompanies poetic lament texts,
lullaby songs, ballads and actual songs, and when it is rhythmic it is also
associated to vocal dance pieces. It also occurs in a number of independent
ET OO00I AT OA1 b E AR 333)8The restafcdwdab coddac@diin T P
accordance to interdisciplinary principles, since besides the musical part, the
literary partwas also considered, which was addressed by the literary folklore
specialist Silvia Ciubotaru. She researched the lyrics, which are crucial in
O1 AAOOOAT AET ¢ &I 1 EITOANn OEEO EO A1 Al A
correlated to that archaic style of singing wuld not have thrived to such an
A@OAT 66 | #EOAT OAOOh TPxXzq YYQNn OEA xAO Al
transcriptions and their analysis.

When the paper was published, ethnomusicologist Gheorghe Ciobanu
OAEAd O4EA OAIT OA T &£ OEA 1 AOAOGEAI h Al OE
ET AEOPOOAAI A86 | - OUEAA *1 001 Al h -AOAER 3
view, the volume" 4 OO Y IEDA EA DT OOAT O 110 111U AAAAOD
the first time the archaicdoinaZ£01T I OEA 24A4a01 E AAPOAOOEI]
area, but also becausthis doina melody type represents a unitary musical style
that pervades almost the entire repertoire in the area: ttetuml song, the epic
song, the lullaby, the dance song, the dance, and the lagént j " OAAOAOh
Béarleanu, 2011: 161).

Due to the heritage value for the Bukovina area, this volume was
reissued under the title! OAEAEA | OOEAAT OOROA3InEOT | 2 &/
Suceava, at the initiative of ethnomusicologist PhD Constanta Cristescu from
OEA O" OEI OET Ao # 01 OO0OAT #A1T OGAO ET 30AAAOD
literary part was also considered, the 2013 one focuses primarily on the
musical part, eing a completely revised version of the ethnomusicological
study, with the musical collection augmented. The latter includethe

computerized music sheets to which the full texts transcribed in the language
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of the area were attached to each piece, but without the use of phonetic signs,
for increased ease of reading and comprehension.

The revised ethnomusicological study is organized addressing
important aspects such as: the area where it can be found, musical records,
functions of the melodic features, various language elements (melodic
features with scales, ambitus, cadences, recita¢is and spoken passages,
rhythmic and architectural form, versamelody ratio), particular aspects
grouped by genres, performancereation, the” 4 O OY IsticiirOrélakion to
musical genres from neighbouring areas, Conclusions, References. Regarding
the melodic features of the pieces, for example, the authors find that the
scales characteristic of the" & OO Y 1 rAelbdie8 /are characterized by
Cd 1 r v ? upagcitag chordarumn Three prepentatonic Systems
predominate (@nhemitonic tritones AF#E, anhemitonic tritones AGE and
minor trichords GF#E), which generate the otherCQ 1 r v Scales peegent
in the melody of the" & O O Y Isdhdh ThA preferred intervals in terms of the
musical scales are theninor third (A-F # or GE), the major second and the
perfect unison in recitatives(Bucescu & Barleani2013: 226). Recitatives are
another essential element in this type of music, which render the parlando
character. Somedoinasconsist of a twostage chain of recitatives, with or
without melodized passages. Recitatives can be rendered in steps suclEas
A, B,G and less often orfr#.0f these, those on step IE) are the most widely
spread (Bucescu & Barleanu, 2013: 40). Spoken passages, which lie at the
AT 01T AAou AAOxAAT ObpPi EAT AT A OO1T ¢ OI O1.
necessity and aim to enrich @D OAOOEOAT AGO OEOI OCE O
(Bucescu & Bérleanu, 2013:47). Both manners of performance, recitative and
spoken, can merge during the same phrase, creating the specific recitative
atmosphere of the" 4 O O Y Isohd! 18 #rfns of rhythm, the parlandaubato
rhythmic system stands out especially in the solo genreto{na, lament, slow
rhythm actual song) and measured rhythm, even of the ostinato tygdor the
group pieces (nuptial songs such as the bri@esong, the song addressed to
the best man, etc.). The section on rhythm is accompanied by musical
examples (as is each of the text parts of the study describing the elements of
musical language), consisting of the rhythmic patterns of the various genres,
starting from doina or doinastyle songs and up to the songs in measured
(giusto, aksak, divisionary) rhythm (2013: 48)

The musical collection in the volume includes 230 songs organized by
genres and according to the manner of performance: vocaldoinas songs,
laments on the one hand, and instrumentalin rubato and dance style on the
other. It represents the central part of the volume, because it contains old
songs, collected straight from the source, of great heritage value, which can
serveasmodelgEl O OT AAUG O DPAOA Oi A'CHDO YisA HEMA
still preserved.Unfortunately, this volume, as well as st of the folklore
collections published by specialists in the country is not used &ingers but
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most often only arouse the interest of researchers. The general public, the
stage performers and often even the teachers and instructors of folkloric
ensembles do not know them or find them difficult to reach, given that the
circulation of such specializedpublications is quite small, but especially
because it is very difficult to recreate the folkloric melody from the score only,
AO OEAU AOA TTOIiATTU 1TAAOT AA TOAITT U8 0AO
%l AOADS6 . AOGETT Al 51 EGAAESIAOT A& T DERT O
ensemble of this institution, | often use the songs from the folklore
collections, both in folklore classes and in rehearsals, for concerts held in order
Ol bpoliiT O0A OEA T1A 211 ATEAT & 1TEITOA Ol
O&i 1T OAT EAS6 jTPZi q ET OEA OAEAOAT AAOS
The audio CD attached to the volume increases the value of the
reissued edition, compared to the first. It contains 53 archive musical
examples falling in the following categories: vocaloinaswith lyrical text;
vocal doinaswith epic text; doinasand lullabies;doinas songs and rhythmic
shouts in verses at weddings; noeaccasional songs; vocal laments and
instrumental pieces for funerals; instrumentaboinas instrumental dance
pieces. The music recordings on the CD cover the entire repertoire specdic t
the" & O OY istled addsh they are samples of genuine performance of the
doinaOOUIT A £O0T i OEA 2aAalOl E AOAANn OEI OA ET O
be inspired to sing them as close as possible to the original. The authors
Al 1 OEAAO OEAO OOEA T ATTAO 1T & OEICETC OEI:
" 4 O0Y lark AdnAftAm the living language used by the locals. A special
colour in singing is given by the manner of uttering the recitatives and spoken
DAOOACAOGS | " OAA OdN&NuOLI® A VA RiGFs@IBt Agaia”
Baimacean from Straja village, Suceava County is given special appreciation;
she is in possession of a very rich and old repertoire, but is equally a writer of
texts and songs in" & O O Y Istild ArAoAg the notable songs on the CD,
performed by this rhapsodist, the vocatioina with the lyrical text- YT AO& h
i YT AOOI Pvy Aeloved lass] can be mentioned, for example; it was
recorded in 1971, when the singer was 69 years @dack 8 on the CD attached
to the voume4 EA AOAEAEA [ OOEAA)OOAOWQI BA@&EEI O R1ag
style stands out for its simplicity and expressiveness. During the performance
she builds her melody especially with the help of recitatives on the first and
fourth steps (E, A, with spoken passages, of variable size, with a small number
of melodic recitatives interwoven with phrases structured on small melodic
formulas. (...) Her songs reveal the high artistic level of folk creation existing
in" a00YT AACAA 1 #6 OFAOCAAAAQIIR7TADAAA
Another relevant example of instrumental performance of a song in
measured rhythmis' & O O Y colle&tédArdm the Bilca village, from 8§ear-
old performer llie Mihail, on a small pipe without a stop; the song was
collected in 1969 Track 49 on the CD)It highlights llieMihaildd © AT 1 T OO &DT AT
expressive performance, with a supple ornamentation with guttural
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accompaniment specific to the old manner ofplaying the Moldavian pipe

without a stop.
J=88 Bilca, Sv.

Fig.2." a4 O OY | Il MitaAaABilcaSuceava (Barleanu & Bucescu, 2021: 332)

The work is impressive through the value of the musical material
included, but also through the thoroughness of the ethnomusicological study.
It was written using the highest academic standards and describes the
features of musical language specific to the & O O Y IstildiDa sinthetic,
clear, coherent manner, with relevant musical examples. The connections
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established by the authors between this geni@ repertoire and other related
musical styles are also very interesting
The second volume by the two authorsMelodii de joc din Moldova
[Dance musicfrom Moldavia], edited as the ninth volume of the Folklore
Archive Notebooks, was published in #in 1990. It is a largscale work,
totalling 554 pages, consistingof an Introductory Study (pp. 165), an
Anthology (pp. 67-502), and Source of materials includdgp. 503554). The
work was highly appreciated by specialists, both those fromH#a j OOEA O1 1 61 A
/...l is exemplary research, unique in the specialized literature o¢me
choreographicmusicZ£01T I OEEO b A O @iubotdu, QAL 36kt OT OOU86
from the rest of the country. Here is a short excerpt from the review by
ethnomusicologist Sperala RAA O1 A Owvipfespiveln size (500 pages) and
comforting in its content, it is structured around a corpus of almost 800
musical pieces, transcribed according to all visual appearances, correctly and
in detalil. /.../ the presentation of the «types» of dances constitutes, in my
opinion, Mr. Viorel BO1 AAT 68 O AT A - 08 &1 1 OET " OAAOA
contribution. Relying on an excellent knowledge of Moldavian folklore, the
two authors bring together the names, musical particularities and
choreographic particularities and reveal congruences argisappearances
between the plans. From the set of definitive congruences, they identify the
parameters and at the same time the criteria for establishing the categories of
AAT A A&ddscujl1990: 156).
Due to the intrinsic value for the Moldavian heritage, the ninth volume
of the folklore Archive notebooks was reissued in 2021, under the titielodii
instrumentale de joc din Moldovnstrumental dance songs from Moldavia]
AO AEOOOA - OUEAAl & 0OAI EOEET C (1 O00A EI
AT A CATAOTI 66 0OPPTI OO 1T &£ AOCEITTI OOEATI T CI
(through the Bukovina Cultural Center in Suceava), who also suppartde
reissuing of the first volume, as mentioned abovelt was my horour and
responsibility to take care of this second edition dflelodii de joc din Moldova
[Dance music from Moldavia, a mission that turned out to be far from easy,
especially because of the size of the musical collection, which had to be
digitalized (no less than five typists contributed to this difficult operation) and
had to have the layout dapted. However, | had the great pleasure to
collaborate in editing this volume with Mr. Viorel &leanu, who made the
necessary additions and corrections.
The 2021 version has a larger number of pages (648), the difference
resulting from the digitalization of the music sheets, as well as from the
reorganized tabulated form of the final section of the book with the til&he
provenance of the materialsinclud@d 4 EEO xAO OAT Al AA O! 1 PEA/
dances included in the anthology, with reference tthe catalogue number in
the folklore archived, as the tabulated restructured form was necessary for
easier viewing of and access to this information. THatroductory studyis
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I OCAT EUAA ET Ox1 DPAOOO8 4EA EEOOO PDPAC
presents the state of dance pieces research from a critical evolutionary
perspective. Some welcome additions were also made and some updates
added by reviewing the titles of folkore collections published after 1990 (the
year of the first edition) containing dance pieces; they were accompanied by
pertinent observations on their content and methodological
organization/approach.From this class of folklore collections, the work of
George Srbu stands out, namelyFolclor muzical instrumental din Moldova
[Instrumental musical folkllDA T £ -1 1 AAOEA8 4EA | OAA 1.
AOPAAEAT T U OEAO 1T &£ #11 OFAdor AuziealcdhO OA O/
BucovingMusical Folklore from Bukovina], vol. Il and lll (Suceava, 2017). Both
contain valuable musical material and use a scientific, professional approach.

The second section of théntroductory studyis also its central part and
presents the characteristics of the dances; this is an original approach, a first
for the area of Moldavia. The dances are classified first according to the
criterion of their circulation as follows: dances performed throughdu
Moldavia five dances:" a OOOAh $A AT Eh), dahcesivith 2 OOA O
circulation restricted to some areas (distributed across the various ethno
traditional areas of Moldaviaz nine such dances were ideifted: Arcanul,
"a00YT AAOAAR " OOAOQGEOI h #EETEAEAR #ET A4
4 OE E)] dndit ha3© & local circulation (restricted to -2-3 neighbouring
localities, there are over 300 local dances of various names). Each dance in the
categories mentionedsthen described in turn from a musical perspective, but
also with some references to the specific choreography, which ensures a
better understanding of the orchestral phenomenon with its syncretic
nature. A special mention should benade in the case of the classification of
dance pieces of local circulation. Following the analysis of these types of
dance pieces, the authors identified five subcategories:ance pieces that
display melodic and choreographic similarities to dance pieces of a general
circulation; 2.Dance pieces that come from the occasional New Yé&amand
family cycle repertoire; 3.A narrower group of dance pieces that share
common features with some zonal pieces of the same class;Dance pieces
whose main charactestics come from asymmetrical rhythms, changes in
tempo or meter, as well as some choreographic peculiarities;Eance pieces
in which assimilatedntonations can berecognized, as a result of the contacts
between Romanians and neighbouring peoples. §Beanu, Bucescu, 2021: 60).
It should also be noted that in the revised version of the volume, each dance
piece is exemplified by a score from the anthology.

The corpus of pieces in the anthology is extensive, comprising 792
melodic types, selected according to genre, musical structure, choreographic
and aesthetic criteria from about 3000 phonograms transcribed by the two
ethnomusicologists. For this project, bwever, about 45000 musical pieces
were used as documentary material, which had been collected over more than
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twenty years by the entire team of specialists involved in the ample projects,
consisting of: Larisa Agapie, Lucia Berdan, ViorétBanu, Constantin Bostan,
&1 1 OET " OAAOGAOh 3EI OEA #EEDPAOh , OAEA #EC
Mircea FoteaAT A ¥ OAZAT 01 PAS

The end of the volume provides information on the provenance of the
i OOEAAT | AGAOEAI Oh xEEAE xAO OAT Ai AA 0!
pieces included in the Anthology, specifying the catalogue number in the
&T 1T EITTOA ' OAEEOAGHh Anéntdf dovellyisithe grdsendeAT OAN Al
T£ A1 '"11TAg ET OAAOI AGAA & Oi h AT OEOI AA
A OAAT OAAA AOQOAET #%$068 )1 Al OAAA ET AAAE 1 /
classified according to the circulation criterion are some illustiege pieces;
relevant information is provided for their identification both in the anthology
and the catalogue number in the archive, metronomic speed, locality, county
and the instrument used to play it. The appendix was designed to assist in the
selection of the musical pieces needed for an illustrative CD attached to the
book, which unfortunately, for reasons beyond the will of the authors, could
TT6 AA Ailipil AGAA8 0AOEADPO EI EOOOOA OEIT
AAAAAT EA x1 Ol Ao h bieFaE the inititbriand Aebe@rtherA BT OOE
AEAOCA 1T &£ OEA DOl EAAOh AOETT1 OOEATITT CEOO
Preface to the volume.

It is certainly desirable to have this genuine Moldavian musical
treasure back into circulation. Virtually every piece of the 792 included
represents in itself a genuine musical gem, even if it may have the most
compact size, of only 8 bars; eaghiece is a quintessence of the deep musical
thinking of the simple country people fond of beauty and connoisseurs of
ancient folk traditions. The potential of these songs is very high, they can be
used in any context that implies a musical illustration tfe Moldavian dance,
which stands out through its energy, beauty, melodic inventiveness and
dynamism. The unigue value of the pieces in the volume under discussion
xAOA OAOOAA xEOE OEA 0O&i 1 OAl EA6 Al OAI Al A
dance pieces fom Bukovina were rehearsed and then performed on stage by
a small band of thetaraf type (pipe, violin, bass, drum) accompanied by
APDPOiI DOEAOGA OI AAT AAI 1T O OAEAT &EOT i 3EI OE
the rehearsals with the students and the instrumental collaborators, and in
OEA DPAOAEI OF ATAAOG T £ OEA 0O&l1 1 OAdgisdho AT OAI .
the pieces and calls had an extraordinary effect on both the performers and
OEA AOGAEAT AA8 3AA 11 O0AT Al O n&l 1T OAl EA6 1]
references.

Apart from the two remarkable volumes, Florin Bucescu and Viorel
Béarleanu also conducted other ethnomusicological synthesis studies that
address the main occasional and nestcasional music genres in Moldavia. The
limited printing space of the present papeand the vastness of the material
concerned allow only for a brief review and not an analysis of the entire set of
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studies by the two authors. They also published musicological materials on the
funeral genres (the lament and the wake song frorvloldavia); the2 4 A4 O1 E

AT A ¥110udbl -AOA AOAA xAOA 11001 U EI
genres. The musical characteristics of the actual song from the Bukovina area
x AOA OAOAAT AA AAOGAA 11 OEA OADPAOOI EOA

(Suceava County). Also, a large nier of types of ballads from Moldavia
were collected, transcribed and analyzed (as published in the vole Balade
din Moldova[Ballads from Moldavia] by the literary folklorist Lucia Berdan in
the section Musical folklorg. This was a particularly important discovery that
provided new information on the types of ballads existing in this region.
Another success of the two folklorists was the study entitle8tiluri de strigat
din Moldova[Styles of rhythmic shouts from Moldavia] (Ciubotaru, 1V, 1984).
4EA )ARE A1 EITOEOCOO 1 Amdugidaspe@snftheE ECE |
traditional shoutings from the Mbldavian area, in a comparative research
paper of a large number of pieces, the most significant of which were
CAOEAOAA ET A OiAll AiT11AAOGEIT806 | " OA/
is a first in terms of shoutings, at least in the area of Moldayifinot at national
level.

Another important step in the development of the vast research
project of the area of Moldavia, carried outatth O! 1 8 0 Etifule BIFDDE A A ¢
Linguistic Research and Dialectologyof laf, to which the two
ethnomusicologists contributed, is also the fifth volume of the Notebooks of
the Folklore Archive series, entitle€Colinde din MoldovfCarols of Moldavia]
(lafEh =Yi oq AOOET OAA AU |1 EOCAOAOU A& TEIIT
often stated about this important occasional genre of ancient ains that in
Moldavia it would be poorly represented. The research undertaken by the
team of specialists of the Institute refutes this, because during the almost
three decades of systematic collection, an important number of carols were
discovered, of varied literary and musical themes. Thus, the conclusions of
OAOAAOAEAO , OAEA # E OlothdaArOMolGduphhe &droh 1 &
from Moldavia] highlights the existence of two important areas regarding the
AAOTTTET C AOOOI I ET a,pdrhapgs Adddtidngl bedveenOT OOE
Muntenia and Moldavia, with specific peculiarities of the Lower Danube, in
which carolling has a more archaic character (performed by groups of lads
rigorously organized who go carolling to all the housegthe carols are peces
of a secular repertoire, performed antiphonically), and a northern area similar
in many respects to Northern Transylvania (carols performed by mixed
groups, not previously organized, differentiated only by age, performing a
repertoire which is mainlyapocryphal), sharing elements with the custom as
DAOA&AI O AA AU S5EOAET EAT 0806 " AOxAAT OEA
OOEAOA EO A1 O A AAT OOAI AOAAR xEOE OE
the custom is completely absent or sporadic (...) Heredhmale bands are
AT OEOAT U AAOAT Oh AAOT 11 ETC TAAOOO 111U
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bands are only female and the repertoire is not varied, especially on religious

IO AiTEEOE OEAiIi A0G6os 4EEO EIT OAOI AAEAOU U

EECEAOO AOANOAT Au AT A OAOEAOU Xwm) A&l 1 E OE
The musicological contribution of folklorists Florin Bucescu and Viorel

Barleanu to the fifth volume of the Folklore Archive Notebooks consisted in

the publication of 72 melodic types of carols in the Annex of the volume. These

were selected from a much lager number of transcribed carol songs.

Unfortunately, for reasons of lack of editorial space, the two

ethnomusicologists did not have the opportunity to publish a musicological

study on the carols of Moldavia, this will perhaps be done by other researcher

1

Ei OEA #&£OOOOA8 4EA Oxi AOEI T i OOEAI 11 CEO
publication of the carol melodic types represents a first for the area of
-T1 AAOEAG xEEAE OAI 11T x0O0 £ O A AT OOATI AGEI

Al TEITOA AOAAOOGU 011ARAOCAD O " YOI AAT

The methods used by the two authors are those established in
ethnomusicology in the second half of the 20century, starting especially
from the model offered in his studies by Gheorghe Ciobanu, who was their
professor and who suggested to them to research the old folk music in the
2aAal0l E AOAA AT A AT AT OOACAA OEAI ET OEEO
was the first step in their ethnomusicological career. In their studies Florin
Bucescu and Viorel Barleanu used solid prior information, based on
documents taken from old collections; they were often successful in
discovering the origin of certain songs by using the comparative method.
Throughout their career, the two folklorists showed a refinement of the
ethnomusicological style, present in more coherentoacise syntheses, with
constant references to particular musical examples. Like Gheorghe Ciobanu,
the ethnomusicologist, or lon H. Ciubotaru, the reputed literary folklorist and
AGETTI1T CEOOh ET OEAEO OOOAEAO OEA OxI1 A
Bucescu and Viorel Barleanu use an adequate musical terminology, but
without forced borrowings from other fields, with a high degree of
comprehensibility. This was conducive to an exemplary musicological
discourse that was clearly and concisely phrased andsed an interest in
specialists, connoisseurs and generally in lovers of Romanian folklore.

CONCLUSIONS

1. The topic approached by Florin Bucescu and Viorel Barleanu in the field of
ethnomusicology is a particularly valuable one since in their studies they
covered the uncharted territories on the ethndolkloric map of Romania.

2. Thevolumes3 OEI O1I | OOEAAI AOEAEA AET T1EI OOOI
30UI A AOT 1 andMebdilinEtrumetidleAd® joc din Moldova
[Instrumental dance pieces from Moldaviakpresent fundamental
research papers presented in highly original monographs. They can be

considered true written and audio archives, which can be successfully
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used for presentday learning and reinterpreting old peasant music
collected straight from the source.

3. The studies address the main occasional and moccasional musical
genres and they are accompanied by relevant musical anthologies.

4. The musicological style of the two folklorists is remarkable for its clarity,
brevity, coherence, and the use of a specialized vocabulary, yet without
unnecessary preciousness.

5. The potential for capitalization of the musical studies and anthologies,
from both a scientific and a performative point of view is significant,
unfortunately, however, it has been too little explored and used to date.

Over three decades, through their passion and hard, often unpaid
work in the field of collecting folklore and writing ethnomusicological studies,
Florin Bucescu and Viorel Barleanu managed to capture the folklore
performed by peasant performers from Bukowia and Moldavia, thus
contributing to the development of Romanian folklore studies at national
level in the second half of the 20century. They were exemplary researchers
dedicated to their work, and at the same time, human models worthy of
following. The two folklorists will remain in the history of Romanian
ethnomusicology for having established a documentary fund of great heritage
value, which will undoubtedly be an impressive source of information and
inspiration for future generations.

VALORIFICAREA FONDULUI MUZICAL FOLCLORIC CULES DE
%4 ./ -5 )#/I , /")) &, 1 2). "5#%3#5

Cuvinte cheie
Studii etnomuzicologice, antologii muzicadEl 1 A1 T OEAAh AOEEO®ah

INTRODUCERE

, OAOAOAA AA mEAT & OO0 a0AHOA 0Oa AOE!
EARBATE &I T OETPYOAA®RO6 EFIzFAW " YOI AAT O
folclorului muzical din Moldova, Tn deceniile-T a secolului al X}¢a. n anul
SYWPh -A Ay ) AGEEGAOAA &TTAITTO A -1T1AT OAE
HE OOA AT T OATTAOAA A1 AT OEOCOOI OE 1 EOA
Al AOEEOAEh yi pOAdIi & AO I Ai AOEE AAEED/
DOl OPAAOAOA AOI1T T AluhgA & integiiAzorie a MABIdovGIA OT AT
DA EAOOA 1T aOEEh y1 AAAA AA DPOEOAHROA
Al 1T AT OEAA 1171 AT OAT AOES
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&, 1 2). "S5#%3#5 ¥) zBH(RY% $%20 M2 4 5%4

Florin Bucescu (1938019), profesor,

DOAT 6h &I 1T AITOE&GO HE AE
Ta0A0O0 yi1 11T AAI EOGAOAA
OACEOI AA 301 O1T EET AT AEI

. 1T OA ET OAOAATI EAah AA [EE
Casian Bucescu (19&7Y1T wq HE Al
gyl 0al a0l ACAE %OMmO1 OET A
TPPWgs ! OOIi AO OOOAEEIT A
1 EARAATA T A |, EAAOT nwOAl @
AET 2 & A &1093E apgi & absoNit

cursurile Institutului Teologic Ortodox

AET " OA Oadgsmifde p BWitX Y

profesori de renume precum: Teodor

M. Popescu, loan GRiAOA O HE $0Oi EOC
304l EITAAR %1 A " OAT EROA
Elian, Liviu Stan, Emilian Vasilescu,

Anton Uncu, Chiril Popescu, Nicolae

, 01 cO #8A8 $AT AOAAA OAOGal 0adbh DOAI 6001 +#
intre 1958 YWY h y1 AEZEAEI A DPAOET AAa AA ApOOac
comunist al lui Gheorghe GheorghiDej, Florin Bucescu a fost exmatriculat de

la cursurile doctaale teologice, neputand profesa apoi ca preot, ci doar ca

i O1T AEOT O 1 A Add Jheld Adn(1966),Eca prdesor supiitor.
_TAAOAYT A Oa OA OAT OEAT OAUA OPOA 1T AAOQE.
#1171 OAOOAOT 001 AA - OUEA&a n' AT OCA %l AOADGS
AAROEEETT AOa AAOQUEO y1 =zYXPh AOb&A OAA&E Ol
OAAAOAEEO A Gabaonlucerea rkddoAuiuiRchim Stoia, traversand

APTE 1T AZEAOOAOGAAT G4 PAOEI AAa ALABET ACAT EI
fost declarat admis Tn urma concursului de admitere, Florin Bucescu a fost

~N N oA 2 s~

AT 01 zzyYwT A DpOOOO OGa OA yii AOCOEAOI AUA i

AOYT A ®#AT OA AA A Z£E y1 A0OOIi AOG AA T bl AEA/

i OUEAAT & AAOA DOAAAO AOOGTAE 1A ET OOEOQOD

dipilUETEAQh #1171 O0OAT OET #1711 OOAT OET AOGAD j ¢
| |

|
i #1171 OOAPOT AO hE &1 Of Agh 11 0l AT AT j1 ¢
#1 Uil AE j) O0OI OEA |1 OUEAEEQh ' EAT OCEA #EIT AA
Y11 0AOAT AAEA hé pEBPQEEEAQRBRDRADBOAAAED j
#1 Uil AE hE #1 O1T AT EA $SEAATTO j#EOEOA AA PA
T AGEOG4A ®HE 1 AAPAAEOAOA AA AOGEI EI AOA 00Ob
AAOT 1 OA 1T AOEOT OEO #1171 OAOOGAGTT ERih gAIA AAT @IA
DAOI EO 0a OA OEOOI AOGEUAUAR DPOET AiTABOO

DOTEAOTO‘AAA[@UEAa 1A O61 061 AET OOA AAIT A i

DOAOT EOAOOEOAO AET ) AmEh , EAAOI )1 OAOT AO
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OEi P AA [ AE AEI
DAAACI CEAh 1T ET OAT1 0a AAOEOEOAC
T 0 AOT AGA CcAT AOAT E AA Al AGEs | AAROEA
muzicale solide, catmaidlO0 A OACT OOAA PAT 60O AOOA i C
AET OOA AE AAOGATETA TAITIATE PAOGEITTATE
Ai ET OAGA AO bpoOil £#O0T A OAOPAAO #HE AAI EO.
minunatele spectacole de obiceiuri folclorice@CAT EUAOA y1 AEOT O
AA EAOT an AA OAPAOGET EEI A AEZAOCEOAITO
AT TAOOOOOETI A AT OAT A O1 1 AAOGA AO DOAI EE
permanente la concerteld AAT EA OAO OEI A TnEAA ANTORA 6& E
) AHE hau molleAint®T 1T A APAOOA y1 AAAA AA b
AOACT OOAA TAATTAETEITAOa PAT OO0 AOOA (

T DPAOCAT Al AO AAOEOEOAOAA AEAAAOQEAZ
preocupat de cercetarea Tn domeniul folclorului muzical, in calitate de
i AT AOO A1 AAOI O rolabbrdtar pekninaedtialArhideODdeET T E £
&TTAITTO A -11AT Gloidonaréa folcloriatild lEeradienhH. O O A
#EOAT OAOO8 $A AOAI AT AAh A Z£aAOO AAOA
AEUAT OET Ah OOOAEET A | AT OOAOEOA 1 QUEAA
activand ca lector colaborator la Conservator la disciplina Paleoghafi i OUE A A1 &
AEUAT OET axYyWoORE YDOYBT ! AAOOA POA&WAODPAO
£ 00 &I O0i AOGA #E OOEI OI AOGA y1 Aa AET ATE
ATTE OOOAATTER AA 1 AT O1 OAOOI OAOAT OC
Gheorghe Cibanu (190> Y YQQh OAT OI EO AAOAAOa Ol O A
n#1 1 OOAT OET " OateEil EOC6 AET " OAOOAHOE H#HI
n' AT OCA %l AOAGS y1 ATEE wps

$0Pa IYYPh | OE -&d deechid noi" gerdpkciive O E
DOl ZAGET T A1 Ah AOGYO y1 AT T AT EOI DOAAAOI
AREA 1T AT CAOa AgpPAOEATTas ! AAOAT EO HE
TYYPQ HE ADPIE DOADRAT | pRT & YWOBHAIARAA DPAI
regimului politic comunist pe care la suferit in anii de formare. Intre 1995

s ox o~ oAz~ s o~ oA L a2

TPPX A OOOTEI OO 1 OAi AOAAAEI & AAOEOE(

DOl £ZAOT O T A 3ATET AOOI 4AT 11 GEAT EBET AAY
y ARE y1 AT Ol sYYX AA Aa4aOOA 0AOOEAOQEODI

AA OAIT T Ol #E DPOAITE HE PDPOAITTER AAOA 1A
AO Al 1 OET OAO O0a AAOCEar! AOA AO PAOEOT A
tAT1 T CEA8 &I 1T OET " OAAOADO A POAAAO | OUE!?
AET ) AREh-AELOGEODEAOEVAD OA ! AAAAT EA AA
)y ARE DPA DI 0001 AA AT 1T ZAOATTEAO O1 EOA
0Al AT COAAEA- AGBUAEDET AOAAAOEE wAOAAIT EAE
ETEI EAO HRE DPOO AAUAT A DPOI COAI OI OE AA <
A T ZAOEO DOAI EOGAT A AAUOI 1 OAOEE y1 0al
Ol EOAOOEOAOKh DA DIl Albroadebé terindnAuhghin @@ OA U

TPPTh 51 EOAOOEOAOAA . Al EXconferiatithde - OUE
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AT AOT O y1 | OWEA O ORA DA OEAA iz 1 Al
secolul al Xpeah OOA y1 AOOI AOAA DPOT £ZAOT 001 O
#1 Oi A8 0AT 000 1 AOEOAI A HOEEITEAEAA E
AOba DOAI EAAOAA AAAQAOAEAINOAJAIO AIOAII EDP

''''' i AE yRoman®pentrddercetatel AT E A

mh Ol
O

DA
E
"

—_
p2
—_—) O\ O/

PP
0T 0O0i AAOAO6h AAA A
AO0T AAT AT OA1 ah EAO y1 TPxZPh DAT 000 AAAAAF
#11 PT UEOT OE1 1T O HE - OUEAT I T &esdr IF&rin AE1 211
BucescusA DPAT OET 1 AO 1T £ZEAEAT y1 AT 01 TPPWh Al
AT 61 TPz HE yiPIETETA AOOZAZAI h AO OAUOI C
AAOEOEOAOA AEAAAOEAa HE #HOPAINIPEgnAA AA |
didacOEA A Al AAT OAO O11 001 61 _16ail AOGAA AYI1 Oa
in plan muzicaliturgic a compusSlujba Sfantului Emilian de la DurostortirE

Liturghiain glasul alilAA HE DOATI OAOAOA AncAldbordd & 1 A W
cuvadi A 3PpaOaoAl Gh 1)AHER TAPOEYSOMSEA A 1T AT ET O
001 EAOGT O AOGEAATT EAOQ 1jAAYTIVAW &AYG OEA 10630 A 1 AERD
AT OA1 a4 n' AOOEEI - OOEAAOGAO6Rh AAETEA )h ) A
Al OAl a 1 AATAEGAPMIA Al A EAOOEOAI OOEIT O hE
OOOCAATTEITO i YDAOPRAEE y3yYOVE DPAT OO0 PA

AO Al oo6i AA AAi Aoa n#Ai AOAOAG Al 3ET AEAA
y1 OOAACA AAOEOE OA O Alubduwidal réligios, bitdPEeA A y 1 Oal
SAET T EOOA ARI AADECE n#OO0AAA -1T1AAOGaonh AA

AAT OAAOa 1 EOATEIT O8

n timpul studiilor la Conservatorul de

- OUEA&a n' AT OCA %l AOAOS AE
Bucescu f cunoscut pe Viorel Barleanu,

de care A 1T ACAO 1T 0©OO0OYI1T 604 O
DOEAOAT EA w®E Al 1 AAT OAOA |
intreg parcursul cariereiViorel Barleanu

sA T aO0AbO y1 =zYod y1 11AA
0001 AOI OGE AET EOAAT 01 30A,
vitrege ale celui de alDoilea RA UAT E
MiTAEAT 8 | OO0iI AO AOOOOOEI
g1 171 AAIl E Oystrlaka, iarddoil A/ OE

DA AAT A CEITAUEAI A HE 1E
)T OAOT AGAn# ACODONUES AET
unde A AOOO AA DPOT £ZAOT O AA
#1171 OOAT OET 01 DPAOGADh 1 OQUEA
DAAACTI CEAA OAI AOAAAEI A8 | OPEOYTA-T A 11T AE]
A AT T OET OAO POACAaOEOAA AA OPAAEAI EOAOA |
)y AHEh AAOI 1 OET A AO OAUOI OAOA mi AOOA AOT A
indrumare a profesori® AET #1171 OAOOAOT Ooh AA y1 Al Oa |
Florin Bucescu, careA &£ OO0 Al 1 ACc AA POIiIT11EAS
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Viorel BarlekanlA AAOEOAO AA DPOI £ZAOGT O 1T A AAZ
AO DPOi £ZE1 PAAACI CEA AET ) AHEh A& OOA ¥
xixi AAh AAOAT EOGa AOpPa AAlT AA Al AT EI AA
#1 1 ACEOI O0AAACI CEARER6 AOHE O AADD OBE OREID |
Al O ACAA AA OPAAEAI EOAOA A OEEOI OEIl 1
- AOT AEAA POAAAOEER ) OOI OEA | OUEAEEHR
AAOCEaHOOAO 1T ET OAT a4 AAOEOEOAOA AEAAA
rAUOT OAOA OAI AOAAAET Ah &I OI YT A CAT AOAI
HE AO AOACi OOA HE AbPI AAAOA HE ODPOA AOQD]
folclorice autentice. tA y 1T AAT T AO 1T AOADO O6a AOI AAca
1TAAT EOORERAOCDDAI RA AOOT AE AYTI A AOAAD
T 6i AOi AGA POAIT EER PA PI AT TATEITAI yi
diferite tipuri pe care lea coordonat deA 1 O1T ¢O1 AAOEAOAE O
i OUEAEAT AAOC4a OO AREIOAOH B AMAE 1M0 Al 6a b
AAOAT EOh ADO OAT POI OAAI EUAOEE O1 AE E
expresive. A AEOOET O HE DOET AAOEOEOAGAA 1A
1996 activand ca profesesk A OT AEOOh OOBI1 AA YB A0 ADDOICH 1
y1 04l a0l OEE HE AAOAAOI AOAT A AET EOA

>)——
T

la programul- T AAOT EUAOAA y1 6al ai yi 061 6 O

1 041 4ai YThOGIOQAOEEIUAG AA #AT 00O1 ginl OAO
)y ARE | #EEHET 4a0h 3YYQqQs #A OOi AOA A

folcloristicii, intre anii 1979981 a fost acceptat ca lector universitar

AT 1T AAT OAGT O T A #1171 OAOOGAOGT 00I n' AT OCA
Etnomuzicologie. Cu scop didactih DAT OO0 yi POl OPaAaOAOAA

A OAAAAOAO HE DOAI €AAD O ODbukdeE DD HOA
AYT OAAA PAT OO0 _RBRCAGEhHY)jARBAFACHYONER6R AT |
1996),Strop de lerin 2 volume (colinde, cantecell OOAAh O0O4a OE HE

T OAO Y OIFTAEh y1 AT 1 AAT OAOAA AO 6EIT OAI
AEOOET 6a y1 AT 01 TPPX AO 0O0OAT EOI 51 EOD

Romania.0 AT 000 AAOEOEOAOAA OA AEAAAOEAa C

6ET OAT "YOIi AAT & A T ATETI 66 OEOI Oi-aAA oC
AAT OAADO HE $EOOEIT ATEA AA OOAAT EAEAKh AZA
| OEEADPEOATI pOI HE -EOOI DPI T EOOI -11A71 OAE

#1 1 AAT OAOAA AET OOA &l 1 (Fig.ilafosOuhd OAD 1
ADAOOA #HEOKDOO AET DAOGEOT AA AlTi 06T a DA
AOACT OOAA HE OAOPAAOOI 1 AT a0i OOEO DPAT (
AAAOOAE Ail AAT OA0E AO Ai 1 OOEAOGEO yi1 i1
incredereapec®@ A HE 1 A AAT OAAO OAAEDOIT A8 #1101 D
n3A AT 1T £ZAOADO yi PpOAOT ah OA ETAECI AO yiE
in timp ce vorbeauz T O 1T zAAIQrkepea fraza# E AAT al A1 O 1
(Ciubotaru, 2011: 36).
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A OH A
Il Acaoboa AO 1T AEAAEOOEI A POAAOGEAAOA y1 11
Ei bl EAAO BE y1 OOAAOOEI A CIl OPI AAOAHOE Al .
dandl A T Tyl a AA AEOOI O PATEG®I UAET ABA D ANl OF
interviu.

#O 1 61 6a 1T EcCAla AO OOAT OAOEOh AEAAAOA
TAAOOHEI A1 aOAOAA HE 1 OAOYT A bpYT a 11 APOA
AOAPAT A AAOAAOAOEE AO 1 O0i 6a DPAOGEOT Ah 1 Y]
asumanduHE OAOAET GARAAG OAA 1 BA OR EBddoDa OAOa |
DOEAOGATE AO AOOO OOPI OO0 AAITEIEEITO 1160
OAAT EUA AAAOOA PAOAE Oi ATT A HROERPMA)ELAEAAS
ATl Aca AA POTITTEA AO o&iAl ARIOAT GHAARDET AI
i 1T Aia AAAEAAOGaA A AAT T O OOAE AI PEE AE FEAI
Oil AATEAN AA A y11TAIT AO OAAT A PAOCGEOT A PAT O
HEA #8001 ET 00 DPAOI ATAT O OI 1 énd trgpdrile 1 T A T AA
AAT ET EOOOAOGCEOA H#HE AAOT EAA AT A Ci ObPi AAOEA
AAT T O OOAE Al PEEh AAO HE OOAT OAGEET A | EE
astfel in mod efectiv la realizarea proiectelor de cercetare.
$1T A0 AOOAEAT bDi AOA Z£E Agbil EAAQaudai AT OA A/
Al OAAah AOYO AA POT £ZAOT OEh AYO HE y1 AAIE

cu statut permanent ai Institutului, activitate pe care o indeplineau ca



voluntari. 4 OAAOEA T ATTEITAO Z£ZADPOOI Aah yi1 b
i OUEAa AET #HAITITE HE 1 EAAAR T AE Al A0 ARA
AA DPOAOOECEOh OOAABEADO Oa 1 OAOAUA i
DAOOA 11 01 A AARCEAOOA PAROCOHOEAAA T AAAOA
yi AAAOOI &I OIi ATEEIT O AT OAT A AA AEOAOC
AAO HE A AOGATEI AT OAI T O ADOI OOOAT A 1T OCAI
"OAAOAO HE 6EI OAl "YOI AAT O OAOHRAAO OI1 O
OAOAET E AAOOOA AA 101 AA AA AAOAAOAOAR
AAAOAA PA PAOAOOOOI HEAAAIAT AIAI GO OMA OGLOE
AT A1l EUa #®E Al AAT OAOA A OOOAEEIT O AOTI
muzicale.
I #A AOI A0OadbOA wdbordoratorul ArBiveitd& Eoiklor @ A O O

-1 1 AT OAE HRErOIOATAFAGREAT AAAEAAO AT EOAO

a profesorului preot Florin HAAOAOh DAOADOOBI@Idoi HOEET
AOGT 11 OQUEATTTCE EAHATE 10 A &£ 060 01 01 «
AOOO PAOOA AA 1T y1AOOI AOA AA OPAAEAI E

Ol AOGA nOAAOAOAT A |1 AOA OEdEnyajalich prétes@iA A Oa O
nuaudis®O AA O AAAOO DOice&d\lhA pofidd GeEsE O4 1 E
T AAEOT OOOEh DOET Al 1 AAT OAOAA AO-0AAEED
i 61 Aa AOEAOGa AA AOOI pAOAAATEIT AOAn 00,
AAPparEO OI AOGA AAAOOA ETATT OAT EATieDA HEF
APOAAEATE AA ODAAEAI EROE AA AAUa y1 Al
n, OY#BOy1T OAOEI O & Of ATEA AA AOT i1 OUE
"YOI AAT O A OAGOA ©&ah OOADPOAOh DOAT OEOAA

AOAAOI BEBOKWEEIOA 110 HOEET T EAEAA AOAO O
AEET A AT i AT OAOA &EAOT OAAET y1 OOOAEE A/
1A Al OAh AAOEOEOAOGAA 1170 yi AAAOOI Al

n.n.) deveneatot maiF UEAE]l 48 - AOCAAO DA OAOAT h
AAT UER Ai AaOOET A O A 1TA AA E 11 COAI.
DAOOEAEDPADO 1T A Ai11TAOEE HE OAOEOI E #HOE
TAAPAaOAO AAaOCAOh O ARAOABAGOHAA T ABAEET ¢
OOAOT #&EAI 86 | #EOAT OAOOh TPIXd YXQS8

T £ET Al 61 AAAOOAE OAATEOI E DPi OO0A(

i Ta0OB0EA OAI AOAT 6ah ADAOTEI VI A AEOAA

A£AT 01 y1 AAOA AARE AT E AiTT1 OAOAOh OAOHI
| DOEiakgsistpty T 1171 AT OA AEAEAEIT A -AAT AO aQIAOIOA £
AAPOEOATE AA T EAAA OAO Al OAh ADPAOAT O

Oi OOHER CaOET A [ EOAADBIT O O11 061 EA AAA i
OOPOOA AAUA AiGdattEao8 cabdéa filegd sé ddmpletau reciproc,

m-AO Z£E AO 1T AbpOOEITa&a O0a OPOT Aa AbPI 0O
AAl OEl Al 68 wOOA HE 11 OEOOI DPAT OOO AAO
fruntea studiilor pe care |l A O OAOEO 0Oa&a oatu@AOBAUA8G | #1I
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REPERE BIBLIOGRAFICE ETNOMUZICOLOGICE SEMNATE DE FLORIN
"G H#%3H#5 ¥) 6)/ 2%, "=2,% .5

$EOAATEA AA AAOAAOAOA DPOET AEDPAI & A A

"YOl AAT O A &£ 66 AAA CAT AOAl ah POI pOO4A HE
AAOAAOAOE AE )T OOEOOOOI GER OOA AT 1T OATTAC
AOTT A1 AT QEAE 1TRECAGCOAITHAE HE OAl EAZEAOAA
folclorice cu caracteristicile lor specifice. DA O&a OET A AAT 1T O AT E AOT ]
APaodbd AA DPOAI EAAT EE AA OET A 006a6adi AOA
AOGT 11 OQUEAT 11 CEAAyEOT REDOEBAaAT i1 REAEOOI O
CAT OAI T AGA AA ANITAGGEEFNTE 4G OJRRO Ad O AARRO Al (
$EAT AAOT 1T CEAERm! 8 AREBI EPDPEAAG

) AGa 1 EOOA DPOAI EAATEEIT O OAAI EUAOA AA

f  Bucescu, Florin & Ciubotaru, Silvia & Barleanu, Viotela O O Y Tz Adin® A A
AT AROAh EIT AOOE A Ehietele Brhi@Odel Folcog Ad,OT ET T O
51 EOAOOEOAOAA n'i 8 )8 #OUA6h )AHEHh ZYQYS
1 Bucescu, Florin & &leanu, Viorel Stiluri de strigat iriMoldova in Ciubotaru,
Silvia,3 O OE C &4 O O O ECaikt&ld Arhivéi dlefdloidA vol. IV, Universitatea
n!'l1 8 )8 #OUAo6WM55 AREh Y1 oh PP8 o®PX
1 Bucescu, Florin & &leanu, Viorel, Anexa cuprindnd principalele tipuri
melodice ale colindelor din Moldoyvén Lucia Cirg Colinde din Moldova
AAOAAOAOA | Caletelé AQHavai gefFAldor,vab h 51 EOAOOEOAOAA
#OUAoh ) AHEB3. =Yl ®oh PP8 YIX
1 Bérleanu, Viorel & Bucescu, FloriGaracteristici ale melodicii baladelor din
Moldova in Lucia BerdarBalade din Moldova&aietele Arhivei de Folclor, vol.
6)h 51 EOAOOEOAOAA n!' 1383 )8 #OUAdh ) AHEhKh 3V
1 Bucescu, Florin & &leanu, Viorel Aspecte ale melodicii cantecului funerar din
Moldova Tn lon H. Ciubotarufolclorul obiceiurilor familiale din Moldova,
Caietele Arhivei de Folclor, vol. VII, 1986, pp. 3B&.
1 Bérleanu, Viorel & Bucescu, Florikelodii de joc din Moldov&aietele Arhivei
de Folclor,vol) 8h 51 EOAOOEOAOAA n'!'i 8 )8 #OUAdhHh ) /
1 Bucescu, Florin & Barleanu, Viorel (1991). Folclorul muzical. In Ciubotaru, lon
H,6 AT AA ¥1 1 O-UIOIN I0EO A AR siekilel Afhivei @eEFAldor,
vol.X pp.233Y X ®8 ) AHEQ 51 EOAGOEIOM CEMA 21 i1 Vel 98 &ES
) AHE 8
1 Bucescu, Florin & Barleanu, Vioresh AAEAA AT ET 4 AOAT OET AAT &
24aAadbf Eiih&@ ))qh OOOAEDO hE Aiil AATEA y1
' AAAAT EAE 271 YT Ah #A1 60001 AA OOOAEE n" OA
pp.l1E dP hE !''T Ol e&¥FrTIZYYYh DPP8 ®OPQ
§  Florin Bucescu, Folclorul muzicalz OOOAEO AOT 11 OUEAT 11T CEA |
i OUEAAT ah ¢ 1 Chatolitiidig Moldgvi. Ovier€ulcGitdrh populare
vol.IloT AUEA T AEAAEOOEI T O OOAAET FEtitirdl A8 , EOQA
00AOGA " &1 ah )BBEHh TPPXh HBP8 oYY

> P>
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611 0 ATA AA AOGOT O AO OAPOAUAT OAO |
DOEOAHOA OOEI 01 AA "adovyi AAOGAa AET UIT ]
AR ET A AET y1 OOAACA -i1 A1 ®a j)AHER sVY

"aO00YIzZAAGAAR AYT OAAAR AT AAOGA AET 1
iT1T1T CcCQAMABErEash zYQYqh PDPOEI O1 O11 060 Al AOD
ADAOET EA A OAOEAE #AEAOAT A 1 OEEOGAE AA
)T OOEOOOOT AA #AOAAOAaOE $EAI AAOId T CEA,
1 01T ¢cO1I AAT T/0A AABDAOCRIABAR T AL EAI QaatgehlanrOAAE O
TATETTAI h AYO" &EO YEMAMOBARAT EADAIOE AOT  O1f
asidue, de peste un deceniu, fiind inveshgOA ADOT GEI AOEO XP A
AADPOAOGCEOT AA 2aAadl EIT O8 001 EAAOOT A Al
AAE AT E AOAT OETATE AO AT OEO O0&a AOIT T A«
muzical zonei natale, de aceea au cules mai intai sporadic, iasi &p mod
OEOOAI AOGEAN i ATTAEE AEIT 1 ET O0O0I 24k
etnomuzicologului Gheorghe Ciobanu, profesorul lor de folclor, acestade
apreciat valoarea, incurajande ©a Al 1 OET OA AAOAAO&aOEI
culese aveau caracteristichuzicale specifice folclorului arhaic, anume cele ale
OAAEEE AT ET A AGADHAONATABOAAICGOET A O1 OA
AAAAOO4a EAAAR AT OI A Aa nAAAA AA OOI 40/
AT A0 O1 AYT OA Atil reiodicivtahA GOERA AREEEEON A @O OAT |
A EOAAT O1 OE 30AAAOA w®E AOI T OAOO yi1 Ui
vorbadeomelodieDOa Ccal ADAOAT O ET OAOEAAEI ah AAC
AA AT AAOh AYT OAA AA 1 Aki§ é@iimverdioNd sAld & HE
OEOI AOA yHE AOTI AEAUA AYI1 OAAAI Aosddié AAT A
AA PEAOGA ET O000I AT OAT A ET AP mddetardadadA 8 o
£l 00 OAAI EUAO4 DA DPOET AEPEE EIT OAOAEOA
OEUARAA HEOAOAOah PDPOET AT 1 OOEAOQOIEA EII 7
A TAOPAO AA OAgOAT A bi AOGEAAR AAT OAA
AATT 1T AT O1 OE &I 1 A1 T OEA HRE nZkada AA AAO,.
interpretare nu ar fi ajuns la o adeAT AA y1 £1 1T OEOAS | #EODA
OAAT EUYT A OOAT OAOEAOAA ET OACOAl & &I 1TAC

, A ADPAOETEA |1 OAOAaOEER AOTT 1 OQUEATI
n6 Al T AOAA | AOGAOEAI OI OEh AOYO AA OAAIE
HOEET T EZEA AOOA ET AEOAOOAAEI 4806 j OAOEC
de vedere al autorilor, volural" 4 OOY ADOBA AT DT OOAT O DPAT O«
nyl BDOAI EAOa AT ET A AOAIT OET AAT 4 AOEAEA
DAT OOAA A& Oa 1 AT T AEAa AA AT ET 4 OADPOAUE
ET EEI OOAAUA 1 ADOIT AD Atecil prépdukis cadtdeBl A O O ¢
APEAh AVY1I OAAOI AA 1T AAcasa AYODAAAOHh AAN

2011: 161).

$A0I OEOa OAI T OEE AA PDPAOOEITTEO PDPA
"OAT OET AEh O1T1 01 01 1 AT 1 &iluimizal &haiedird O O A
1 ET 0001 piaAgbébrhiEl ITAA 30AAAOAR duADr.ET ET E
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#1 1 O0OATT A #OEOOAOGADO AA T A #A1 0001 #01 600/
AAT OAAEOA AA DPOEI A APAOET EAh y1 AAOA AOA
AgAAUa y1 DOEI 01 OYT A PA PAOOAA 1 OUEAAI &
astudiuluiel T 1T OUEAT T T CEA HE Al i bl AOGAOAA Al 1 AA
O00i a ET Al OAA DAOOGEOOOEI A QADAMOMAANONA TG b
AEAAAOA PEAOGah OAgOAI A ET OACOAIT A OO0AT OA
semnelor fonetice, pentru o accesibll AOA A AEOEOEE HE 1 1Al A
300AEDI AOiI 11 OUEATTTCEA OAOEUBEO AOO
Ei b1 OOAT OA POAAOGI ¢ UITA AA AEOAOI AT EAR A
Al AT AT OAT A AA TEIAAE 1 AT T AEAA AO OAaOE
DAGAEAT A O1 OAEOAMROEGBHARBA A E Aigstelodi#) OB IAOO O
aspectele particulare pe genuri, interpretard OAAT EAh OOEI O1 AA Aa
OAPT OO0 AO CAiT OOE i1 OUEAAT A AET ODPATEE y1 0O/
OAEAOCEOI O 1 A 1 Al T AEA & hract&riétidd nizbdilor 8d 1 OOA Q4
AadoYi AAOGAa 0061 6 AAT A T1ECI AT OAEAA8 0O0OAA
(OCOEOI 1 EA Apf&dmiBOEEA & Al AisBdniithidérdiaE Aa 1 A
I ET T &xfdatOiiqh AAOA CAT AOAAUA& AAT Al Al OA OAaC
i ATT AEAA AA AadboOYi AAOGAas8 )1 OAOOAT AT A b
muzicale suntO A OT A(la k¢ 8#Asau solz mi), secunda margiar in cazul
recitativelor, intervalul de D OE | @B8cescu & Barleanu, 2013: -28).
Recitativele suntun & A1 AT AT O AOGATTEAT y1 1 OUEAA A
AAOAAOGAOOT DPAOI AT AT 8 51OAT A AMTTETARR QOO AGE QMIC
Al 64 OOAPOAR AO OAO Eada DPAOAEA 1T AT T AEUA
precummi, la, siOT 1 HE fa#Dbtre@desdeaRdle pe treapta hii) sunt
AAT A T AE 0aoOPYT AEOA j " OAAOGADO O " YOI AAT Oh
AEl & 1A 1EIi EOA AET OOA OOT1 AO&necesitateDAEDO HE
APbOAOGEO4a HE DPAT 6000 A VyATAACOEE AOAD GASBE §FE

QO "YOI AAT Oh TPzZyYdqgaoQqQs !'I AAT A 1T AT EAOA AA

OA PI O yiAETA y1 AAAOOODOI AAAI AEARE £O
OPAAEZLZEA4 A Aadovi AmOEE8S8 1 AAAA AA bDOE
ritmic parlandoOOAAOQT | AE Al AO y1 CAT OOEI A ET OAC

cantec propicUEO y1 OOEI 0Oaodacal A0OQqQ HE OEOI EAa
ritmiczD AT OO0 PEAOAT A ET OAOPOAOAOGA y1 CcOODP |
miresei, cantecul A OAOAO 1 01 O1 OE AOA8Q8 3AAT EOT AA
y1 O1TTEOC4a AA AgAipi A 1 OQUEAAT A | AA AA Al O
studiului care descriu elementelor de limbaj muzical), constand in schemele
ritmice ale diverselor genuri, pornind de AT ET & OAO AYT OAAA y1 ¢
AEOT CYT A BRE T A PEAOGAT A y1 OEOI H)aOOOAO |
#1 1 AATEA | OUEAAT & A Oi1 Oi 61 6E AODPOET A
CAT OOE #®E y1 &£01T Al EfAocdlek doiné, dafréce, BobeteET OA OP O/
HE ET O00QO1 ATOOAN A OOAAOT HE AA ET A8 %A OAF
| OAOAOEEh AAITTACEMEARMABEBEREITAOITAAGA AEOAAO Af

AA PAOOEI T 1T EOh AAOA PI O OAOOE AOADPO 11 AAI
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caOOEI 01 AA AadOOYT AAOCAas ©la BEEARAGAL AAA KX
AA AA Al OFA1 #®HE | AET OEOAOAA AOI ACAOEI T
T6 061 6 £ 11 OE6GA AA AaOOA EIT OAODPOAT Eh
AAOAADOAOEI T 08 O0O0OAI EAOI 1 AOCHh niciEchi@A OP O A
DOl £AZAOT OEE HE ET OOOOAOI OEE AA & Oi AT EE
COAO AAAAOCEAEI Ah TETYTA AiTO Aa OEOAEC
estedestuldemicAAO | AE Al AO AET AAOUA EADPOOI O
AOOA &I AOOA COAO AA OAAOCAAOD dekimodd EA /F
normal din oralitate. Personal, in calitate de profesor la Universitatea
AT ETT AT A AA 1 O0OA n' dobrdvgafor avohnda@iBludo AET
n&l T OAl EA6 Al AAAOOAE ET OOEOOTI EEh OOE
A1 AT Oh AOYO y1 AAAOOI ADOOOOOEIT O AA
OBOT ET OOA AO OATI pOI AA A pPATI EAOAOEI EAi
I OA OAAAA y1 2AEFAOETTA n!'l1 OAT AT O1 &I1
cpOI AOAET AOABAO Oi1 061 61 OE AOAHOAZ
Al T PAOAGEO AO DPOEI A AAETEA8 %l ATTTEI
APAOT ET YT A OOi 401 AOAT T O AAOACI OEEd $1T E
OAO APEAN $1ETA $SHET AW GAXADAARA HEA ODIC
#Y1T OAAA 1T AT AAUETT AT An "1 AAOA O AAT A H
$TETA ET 00001 AT OAT An -AITTAEE ETO0000I A
ET OAOAOGA DPA #3$ AAI PAO4a y1 OOAACAe PAT A
AaooYl AAGAah AT 1 OOEOOET A i1 OOOA AOOAIT
0aAadl AATh PpA AAOA AAE ET OAOAOGATE bI O
I ET OAOPOAOAOA AYO I AE APOI PEAOa AA 1C
interpretareaOA 04 Aa I[ARIOOANEORM O OA AET COAEODI

I1TAAITEAE8 [/ AOITAOA AAI OAAEO& yi1 EI
OAAEOAOEOATITO HE A DAOGAEAIT O Ol OAEOAS
8,)608 $A 1 ADOA kpshdiiiglalamBaiedehn ddBomdnda A O 0 4

300AEAR EOAAT O 30AAAOAh AATET a0l AOA A
HE AOAAOI AOA y1 AAAI ArE OEIi bh AOYO A
AadoYil AAOGAas $ET OOA 1 Al T AEEItdde@dkd® OAUAT
OADPOI Ah TATTEIT&alih AA DEJIYVEAAO&AA EN AT /D (
mea (trackul 8 de pe CEDI A OAHA @ O&Il 1001 O1I6OQWE AAT AOE
2aAadn EAOIGACAOAA EZEET A OAAI EUAOGa y1 Al
varstadd wY AA AT E8 n30EI OI AE AA EIT OAOD
APDOAOCEOEOAOAS8 1T OEI bOI ET OAOPOAOAOEE
AEiI AT OEOT E OAOEAAEI Anh AO O 10i a0 i EA
AOAUA OOOOAOOOAOA pPA T EAE £ Oi O A 1 AI
y1 Al 001 1T EOAT AOOEOOERA aKdO VYA AAAOABAED afiia
(Bucescu & Barleanu, 2013: 73)
Un alt exemplu relevant de performare, de data aceasta

ET 00001 AT OAT an A O1 AE "TAOOKNBBDAGHAODEADAE



01 A "E1 AAh AA 1T A ET OAOPOAOOI )1 EA - EE
Ol ACAOAA AEET A (rdckil OUARCIBY 13 AA AR E AR WE A
T OAOPOAOAOAA pPiET a AA AOI T AOA HE A@POAOI
dAAOOAOa AO OOPI AT A ®BRE yiOITTEOAA TAITAE
AAEE AA ET OAOPOAOGAOA T A £ GEAOOI 111ATO.
J =88 Bilca, Sv.

Fig2." a00OYhAAEDBDEAOh ) Suéedva (BirlEaaURsI Badescd, E1 A A
2021: 332)
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(@]}

, OAOAOAA EI POAOGET T AAUa DBOET OAITAO
HE DOET OECI AOAA OOOAEOI OE AOT T i OUEAT
AATTO T AE y1 Al OA OOAT AAOAA +HOEETT EELEA
elementelor de limbaj muzical spge ZEAA [ AT T AEET T O ¢1 OOE
un stil sintetic, clar, coerent, cu exemple muzicale concludente. Sunt foarte

ET OAOAOAT OA ®HE AT 1T AQGEOT EI A OAAI EUAOA £
HE Al OA OOEI OOE | OUEAAT A y1 OAAET AOAS

Al doilea volum de autorMelodii de joc din Moldovaditat ca volumul

alixl AA Al #AEAOAT T O ' OEEOGAE AA &1 1 AIT OF
I OAOAOA AA 1 AOE AEI AT OEOT Eh y$u@bdi YT A
introductiv (pp. 165), Antologie (pp. 67502),0 OT OAT EAT T A 1 AOAOE /
(pp. 503554). LucrareaA AOAOOAO AA APOAAEAOAA OPA.
) AREd n6i11 0i 01 718881 OAPOAUEITI 6a 1 AAO
specialitate a melosului coregraficl AAAAOO4&a DPAOOA A 1 aot
ywgh AYO ®#HE A AAI T O AET AAPEOAIl as ) AO
AOGT 11 OQUEATTTCcOl 3PAOATTA 2aAdl AOA
DACET EQqQ HE OAAT1T £ OOAT OBaDOPET EADD
AA ApOi AbA T PP AA PEAOA 1 OUEAAI Anh
AT OAAO ®HE AO 1 ETOIEA8 71888F DPOAUAT OAC
DaOAOAA [ AAh AT 1 OOEAOT EA OAI OAGEAa AA
BarlR AT &6 #HE &i 1 OET ODAMDABAGS AB@OEEATED AL
AT AITTOOI OE 11T1AT OAT AGAh AAE AT E AOOIC

y1 OOA Pl AT OOBBASELOOAT ORAEEADAEOAAEI Ah
#HE y1 AAAI ArnE OEiIi D AOEOAOEEI A AA AADPAC

1990: 14.6).

$A01I OEO4a OAPROBRROET OOBAARAPRAUET 64 b
Ei AOAOEAT 111 AT 6AT AGAh #H®E AA1 AA Al 1
Folclor a fost reeditat in anul 2021, sub titiMelodii instrumentale de joc din
Moldoval A %AEOOOA - OUEAAI & AET " OAOOAHROEN
CAT AOT 6 AAT OAAO AA AOTTi1 OUEATTTCOI AO
# 0Ol OO0OA1T " OAI OGET A AET 30AAAOGAQh AAA |

Ol 1 6i h AADPAARDHEAIDMA AOAOAT EO AA AAARAAOO:
HE POABAAOAA AA A y1 COEE BEMelddifioA deGé&in AAE T
Moldova misiune care &4 AO4aOAO A £E O1T A AAi T A Of
Al bi EOOAET EE Ai i1 AATEAE | OUEAAI Ah AAOA
AAAAOO4A AEAZEAEIi &4 1 PAOATEOI A AO Ai i1 OOERZ
HE AOAT EAOIA AOODALIEO& BAAT OAAEOA bl aAAO
AAET EAE AO AiiT161 e6EI OAT "YOi AAT bh AA
necesare.

6 AOEAT OA AET TPTzZ AOA O1 16iad i AE
AA DPACET ATEA OAUOI OYT A AET OAOAOEAOAA

AET OAOOOOAOOOAOAA y1 &I O AO OAAAT AO



i A

ET Al OOA i T O 1T CEARh AO DOAAEUAOAA 0O/
OAOOODOAODOOAOAA OAAAI Aba ~EFEET A 1T AAAOGAOA
AAAAOGAOA A AAAGAIO EHIOE T ONOW RSB AQRA OOO0O0A
00OEI A DAOOAR ET OEOCOI AGa n#i1 1 OEAAOAT EE
DAOOPAAOEO4 AOEOEAah OOAAEOI AAOAAOGAOEI ]
AYOAOA Ai i bl AGAOE HE AAOCODAIOROEOB®aAART DEI
AR AOI ACAOE AA A1 AT O APaoOOA AdOPa =YY
ATTTET T ATTAEE AA ETAh y1 01 1TEOA AA T AOAC
i T AOI AA 1T OCAT EUAOATAAT OAAOA 1T AOTATITCE

categorieAA AOI ACAOE AA &I 1Al 1T 0O0h OA AOGEAATTE
&TTAITTO I OUEAAT ET O0O00I ATIOAAREARREA T PABAAT OA
AT A0 AAA A #1711 EoOdimuzca dit BuEcQ2A OADB )) HE
i 30AAAOAh TPZIQQAOAORAIN AT QUEALNT OATT O1 O
AAT OAAOA HOEETTEAZEAah DPOT ZAOCGEI 1 EOOas8

CeadeA AT OA OAATEOT A A 300AEOI OE ET OOI
AAT 60Ala A AAAOOOEAh DOET DPOAUAT OAOAA 1
i OECET Al 4 OAAlIl EUAO4a bDPAT OOO DPOEI A AAOa b
clasificate mai intai pe criteriul ok O1 AT EAER y1 EIT AOOE AA AEC
tot cuprinsul Moldoveiz 5 jocuri:" 4 OOOAh $A Al Eh) ed OAh 206C
AEOADI ATEA UIiTAl & | PA AEOAOOAIT Azawi 1T A AOT |
fost clasificate 9 astfel de jocuriArcarO1 h  Ba&c® (B¥irtuiul, Chiia,

#ET Aal ARDA BA AT ATAd 4 C ERIA B AR EAGD OGN EAOMRD 14A0 E
i OAOOWI GahAAI EOATE y1 OAAET AGAh AQGEOOa b
AAT 61 EOE AEOAOOAQ8 , A OYT AOI 110h EEAAAC
APT E AAOAOEOA AET PAOOPAAOEOA4 dJradJEAAIT & h
ObPAAEZEAah AAAA AA AOCGEcOO4&a 1 1 AE AdIl a yi
AAOAAOGAO OET AOAGEA8 |/ TATTEOI A APAOOA (¢
melodilordeET A AO AEOAOI ATEA 11 AAIl a8 1 OO A £

AOOI OEE AO AAOAT PAOEO AET AE OOAAAOACT OE]
i ATT AEAA HE Al OACOAZEAA AO ET AOGOEI A AO A
din repertoriul ocazional de A 01 .1 0 HE Al AEAI 01 OE A£AI |
OAOOOYT O AA ET AOOE AAOA AO 60a0aOOO0E AT
AaOl O AAOAAOAOEOOEAE DPOET AEPAT A POIT OET A
AA OAI BT OAO AA | ADOOHA ®IOAGDHD 4 HE Al AA Q0 A/
AA ETA y1 AAOA DI O Z£E OAAOT T OAOGOA ET OI 1T Al
AOAT AT AAh DOAAEUAIT Aa 1 fiddaopdeseA OAOEU
exemplificat muzical printtf DPAOOEOOO4& DPOAI OAOa AET '1 01
Corpusul de melodii din Antologie este unul amplu, cuprinzand 792 de
OEDPOOE 1 AiTAEAAh OAI AAOGAOA bHA AOEOAOEE
AT OACOAZEEAA ®E AOOAOEAA AET ADPOI @EIi AOEO
doi etnomuzicologi. Pentru acest prddAO AO OAOOGEO y1 0a A
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documentar, aproximativ 4XP PP AA [ A1 T AEEh AOI AOGA
AAAAT EEhR AA AaOOA y1 OOAACA AAEEDPa AA
Ai b1 T AOA POI POOAR &I O0i Aba AET d , AOEOA
Constantin Bostan, Florin Bucesbtu 3 Ei1 OEA #EEDAOh , OAEA
3ElI OEA #EOAI OAOBh - EOAAA &1 OAA HE ¥OAA

&ET A1l 61 1 OAO4AOEE AAOAA ET &£ Of AT EEI £
i OUEAAT Ah OAAAT OIi EOC4A n)1 AAg Al ZAAAQEA
DOAAEUAOAA OADPAOCAIT O y1 1 OEEOA AA &l 1 £
caelementde noutateestE T OAOAO4a HE | 11 Agah OOA £

n*1 AOOE OAI AAGAOGA y1 OAAAOAA OAAlI EUA&OE
AET AAT A OOAE AAOACi OEE AA EIT AOOE Al AO
reprezentative, oferinduO A E 1 ilBIn€zésaré pentru depistarea lor atat in

'TOITTTCEAh AYO HE OAPAOAIT A AET ! OEEOAY
HE ET OOO0OI AT 661 1 A AAOA A &I 00 AvYi O0AO
OAT AATEA AA T AT TAEE 1 AAAOABPEh O# PEAASAER
AET 11 OEOA ET AAPAT AAT OA AA OITETTA AOOI
OEEOI O OA 1EElI ®I OEAEAARAINFADHO AE 1 01 ET AOD
AOi ObPOT AA y1 DOAEAT HAD®HI 100 OA BEL KA |
AOGT 11 OQUEATTT C AO8 #11 O0O0ATTA #OEOOAOADS

#O0 OECOOATT ah AOOA 1T AE 10616 AAAYO
acestui veritabil tezaur muzical moldovenesc. Practic, fiecare melodie dintre
AAT A QvyT ET Al OOAh OAPOAUET 6a y1 OET A |
poate avea dimensiunilecd | AE OOAAET OAh AA AT AO T
AEET OAOGAT T4 A CYT AEOEE 1 OUEAAI A bpoil &£C
AOOI T 6h AOT T OAadOI O Al OOAAETEEIT O A1
acestor melodii este unul foarte ridicat, putand fitilizate n orice context care
DOAOODPOT A EI OOOOAOA 1 OGUEAAT & A EITAOIC
OECi AOAh &£0O0i OOAT An ET OATIOEBEIOCMOR i iAB G
AO '1 OAT Al 61 n&i 1 OAl EA6 DA AAOA yi1 AT
011 0i 61 AEOAOOAO8 'i OAPAOAO HE ADIE
£l O ATEA OAOGOOYI 6a AA OED OAOAE j A&l OE}
mel T AEE AA ET A AET " OAT OET Ah y1 01T EOA A
volumul Silvie # EOAT OAODO jzVYiogqs ' OYO0 1 A OAPA
ET 00001 AT OEROER AYO #®HE y1 ODPAAOGAATIT A
AOi T OEAOA A £ 60 O1T A AEAOOAOGAAT Oah I
AdOOAT OAET AO AZEAAG OAOYALr OA P O Ab CEA | CEAAGI

OAEAOET T AR ''T OAT A1 Ol n&l 1T OAIEAG j TPTTC

1T AEAOA AAI T O Al 6a OAI AOAAAEI A Ol
6 EI OAT "YOI AATO AO OAAI EUAO #HE Al OA ¢
AAT OAAAUa DPOET AEPAIT AT A AAOACI OEE 1T AA
-1 1 AT OAE8 3DPAT EOI & | #HE EQOADORADA © OA OlaOEAO
PAOI EOA 04 AAA 1T AT AIEUa A yi1 OOAGCEE O2

OOAAET 04 OOAAAOA y1 OAOEOO&A8 ! OOAAT h
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CAT OOEIT A &O01 AAOA j AT AAOOI #HE AY1Tl OAAOI A/
DOEOAHROA CAT OOEIT O 1O6PTEAT AR A £ 006 OE!L
¥1T1 OUull OE - AOA8 #AOAAOAOEOOEAdNzAnal OUEAAI
Bucovinei au fost revelate pA AUA OADAOOT OEOI AOI AO AET 6
i EOAAT 601 3 O0AAAOAQs $A AOAI AT AAh AO &I 00
T O0i a0 1 AOA AA OEDPOOE T AT TAEAA AA AAlI AAA
Balade din Moldoval folcloristei literate Lucia Berdan]i O A A FdikcOrulA A
muzicaQh AAOAT DPAOEOA AAT OAAEO AA Ei bl OOAT Oa
DOEOEOA 1 A OEDPOOEI A AA AAI AAA AQGEOOAT OA
HOEET T EZEAa A AAITO AT E £l ASiwBEHOE A Al
strigat din Moldova(Ciubotaru, IV, 1984)& 1 1 A1 T OEROEE EARATE A
AOGEAATT EAUA AIOHIAIADRA R HDOEDHI 6AODECAaO0O0EIT O
AAOAAOYT A AT i PAOAOCEO O1 106iao 1 AOA AA
reprezentative au fostintrodusetnti AT 1 AAT EA AA [ EAE DOl Bl C
"YOI AATOh TPZIh bHP8 QP8 30O0AEOI Al1OO0OE
OO0OECaOO0OEI Anh AAT DOTET DA UITA -11A71 OAh
Un alt pas important Tn derularea vastului proiect de cercetare a zonei
-1 1 AT OAER AAOOI AO T A Y1 OOEOCHOOT AA #AOA,
OEEI EPPEAA AKED AMGEHAITTAORRAORA BHAE HE AAE Al
HE OI1 O0i 01 Al AETAEI AA Al A Odondehis # AEAOA
Moldovaj ) AREh YT oq OAITAO AA &A1 AT OEOOA |
Ei DT OOAT O CAT T AAUETT Al AAdfidbtAdese@tiOOEAQ A
y1 1T EOAOAOOOAYy IAA- IOPRIAEAT EOABE AKAA OADPOA
y1 OOAPOET OA AA AaOOA AAEEPA AA OPAAEAI EH
AAT AOAAA y1 AAAOOOOI AAIT O APOl APA OOAE 1/
AAOGAT PAOEOA O1 1 61 a0 Ell O DIOADOBOA A Al BRDA EA @4
OAOEAOGa8 ' OO&FAT h AT 1T A1 OUEEI A AcBlibdaA 64 O1 AO,
in Moldovepe care laelaborat AOEAAT T EAU4 AQGEOOATTA A A1 O
yi AAAA AA DPOEOAHOA 1T AEAGEDI OGAEEARADOAO
OOAT UETEA y1 OOA - 01 OGATEA #®#E -11A1T O6AR AO
y1 AAOA AT 1ETAAOOI AOA AAOAAOAOA 1T AE AOE
AAOA AT T ET Aa PA 1T A Ol AGA AAOCAQAHRE OAPAOBA (
1T OAEAa OEI EI AOa AET 1 01 6A pOT AOGA AA OA
i E@OAR 1T AT OCAT EUAOAR AEAAOATT EAOQA 101 AE
HE AO O1 OAPAOOI OEO POAPI T AAOAT O API AOE A&
obiceiul la uUOWAET ATE86 1T OOA AAT A AT 6a UITA 1Al
AAT OOAT ah AO & O0i AT A AAT A T AE AEOIT 1 OOAn
ARO4AOYOREOA OAO AOOA OPT OAAEA j888Q ! EAE
AT 1T ET A4 HRE Adnil An@uhNbu, cadd cAtéle synt numai feminine,
EAO OAPAOOT OEOI AOOA OGaoOAARh T AE 10610 O
ET OAOI AAEAOa nAl ET AEAA AO AAA AA 1 AQEI a
OAAOOO PiI POI AOowvIl) # EOARK Vi &g , 86))
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#1 1 OOEAOT EA [ QUEATITTCEAa A A 1AIIT
Barleanu la volumul al Yéa al Caietelor Arhivei de Folclor a constat in
publicarea, Th anexa volumului, a 72 de tipuri melodice de colinde. Acestea au
fost selectate dintrOT 1T O 4a @A Ei OIA®OAT AA 1T A1 T AEE AA
$ET DPaAAOAh AET 11 O0EOGA AA 1 EDPO&a AA
bl OEAEI EOAOAA Oa DOAI EAA HE O1 OOOAEC
-1 1 AT OAnh AAAOGO 1 OAOO Oai YT Yl AAOOOEREAN I
OEEOI 08 #AE AT E AOIT 11 OUEATITTCE AEEOI a
i ATT AEAA AT A AT 1ET AARE OAPOAUEIT 6a 1 bC
AARAA AA nAa bDi OEAEI EOAOAA Al OAl A0EE
Ol 1 YT Ar OE 6 Bgrlearuf2810:479). O

Metodele utilizate de cei doi autori sunt cele consacrate de
AOGT 11 OQUEATTTCEA AET A AT OA EOI aOA0OA A
iTAAT O 1T EZAOCEO y1 OOOAEEI A OAdfhst AA A
D OT £EAGA 00 GELD KO AHFAABEAOAORA AOUEAA OAAE/
UTTA 2a4aA4aO0TEIT Oh DOT EAA® lagishtArOtafietaA O A

AOiT 11 OQUEAT1 1T CEAa8 &I 1T OET "OAAOAO HE 6
ET £ Of AOA POAAI AAET & OT 1 EAah AdethAOa DA
OAOHRET A AA 1 01 OA T OE AA DPOET 1 AOT AA Al
melodii. DeA 1 01 ¢O1 AAOEAOAE 110h 1A ARE A
DAOAAAT EI T AOA A OOEI OI OE AOT 11 QUEAT 11T

concise, cu p®i AT AT OA OOEIi EOAOE 1 A AgAipiA
Gheorghe Ciobang savantul etnomuzicolog sau lon H. Ciubotaurenumit

A1 AT OEOO 1 EOAOCAO rE AdTiT1i1ch AOTIi1C
Barleanu folosesc n studiile lor un limbajmuAd OAET EAh AAO £40
Al 01 AGA AET A1 OA AT T ATEER AO O1 COAA ¢
I'A OAAT EUAOAA AA AEOADOOOOOE 1 OUEAITI T CE
AO EIi PAAO 1T A OPAAEAI EROCOBOGEABET ORKOI AEC
CONCLUZII
1. 4A1i AGEAA AAT OAAGa AA &I 1T OET " OAAOR
AOGT 11 OQUEAT T T CEAE AOOA O1T A AAT OAAE
OOOAEETI A 110R AO AATIDPAOEO nbAOA
AOT T A1 AlTOEAa A 211 Y1 EAES
2. Volumele de autor,3 OEI OIi i OUEAAI AOE AREEA AE
Melodii instrumentale de joc din T 1T AT OA O0O1T O 1 OA0O4 OF
£O01 AAT AT 6A1l ah AO AAOAAGAO 1i11ic¢coO

i OECET Al EOAGA8 wi A PIi O AE AT 1 OEAAC

AAOA P16 E£E OOEI EUAOA ADO OOAAAO b,

actualitate,amuziciDAAEE 1 404l AROE AOI AOA AE
3. 300AEEI A AAT OAAAUa DOET AEDPAI Al A

T AT AAUETT ATl Ah ZEETA y1 01T EOA AA Al
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4. 30EI O1 1 OQUEATTTCEA Al AAITT O AT E A1
AT 1T AEUEAR Ai AOAT 14 HE OOEI EUAOAA 0160
DOAT ET UEOAT E ET OOEI A8

5. 01 OAT 1T EAI1 Ol AA OAIT 1T OEEZEAAOA Al 000D/
Al AAT OAGA AA AAE AT E AAOAAOGadOlI OE AOO,
AYO HE EI OAOPOAOAOGEOh AET DaAAOGAR yi
byt a y1 DOAUAT 08
00ET DPAOEOTI AA w®E 1 O01TAA 110 AOCGEAOah OI

Al T AT EOI AdI ACAOEI 1T O H®HE Al OOOAEEIT O AOI
"YOIl AATO AO OAOGHEO Oa OOODPOEIT Aa AATIT 1 AT (
TaAa0OATE AET " ORAROERAT GIEE ADEN AT AOOEAT PA

ARUOT 1 OAOAA A1 Al T OEOOEAEEsecaluixXXTEAHOE AET
OAPOAUET 6a 11T AAT A AA AAOAAOaOl OE AAAEAAT I
Oi ATA AATTA AA OOi AO08 #AE Aibtetia Al 1 Al T C

AOGT 11 OUEATTTCEAE Oii Yl AROE DOEIT AADOODI
AT AOI AT 6GAO AO OAIT T AOA AA DPAOGOEITTEOR AAC
ET ADOEUAAEI & AA ET &£ Oi ATEA HE ET OPEOAI EA
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OR2V)IPLEE QF ORCARBATIL
AHE B0l K &IFTRUMENDAL 3
%6ISEBIB0F. SPECIEREPER )
2HY 191141 (A HC, BARMANIC, ( ! 2 -
HEYe A 2ONIOAND POLYPHONIE . $  (
WSBFQT%# 4 3

CDA. VERONICA CLAUDIA COSTANAH®D
National Academy of Musid®' EAT OCEA MdpdcdAoh #1 OI

SUMMARY

With the development of music and the appearance of the first musical
instruments, the idea o$inging as a whole takes shape. Starting from

the music of the Get®acians, to the feudal period, then reaching the

first half of the 19th century, the problem of instrumental ensembles is

related to the evolution of the instrumental practice of rural amdan

musicians.

Due to the social and economic changes, some instruments such as the

bagpipes were abandoned in musical practice, and others such as the

violin, thetarogato, the clarinet gained great popularity over time. In

Romanian villages, numerous instrumental ensembles can be identified

that carry out their activity within the framework of cultural events

throughout the year. A classification is created among musicians

outlining three categories of instrumentalists according to the criterion

of professionalism. Ithe second half of the 20th century, traditional
Ai 1 EITOA Ol ECOAOAASG O OEA AEOU AOAAhR
type of folk orchestras were born.
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strale de tipul orchestrelor popular
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Keywords
Instrumental, historical, heterophonic, repertoire, rhythm, westernization,
group, melodic, ensemble, manifestation, folkloric.

INTRODUCTION

The problem of the instrumental ensemble takes shape, along with the
development of music and the appearance of the first musical instruments, so
that the first forms of instrumental manifestation within an ensemble date
back to the time of our GetaDacianancestors whose artistic endeavours
encompassed vocal or instrumental performance, while chordophone, wind
and percussion instruments were preferred.

One of the favourite instruments of the GetdDacians was the lyre,
which they used to accompany the messages that brought peace.

Instrumental ensembles that included guitars, lyres, whistles, drums
and cymbals of various sizes had the role of subduing the hostile mentality of
the enemies. The poet Ovid describes in his writings the pan flute, which he
presents as a close relative dhe whistle, and regarding instruments such as
the bucium(an instrument closely resembling an alphorn), the tuba and the
trumpet, he states that they were brought to Dacia after the Roman invasion
(Ghenea, 1965:-20).

I. HISTORY OF THE FOLKLORIC INSTRUMENTAL ENSEMBLE

Regarding the historical course of the instrumental ensemble in our
country, the first forms of musical manifestation as a whole can be identified
in the feudal period when historical evidence certifies the presence of a group
I £ CUDPOEAO AvHolpldyAd tapdtHeravdti® dth@Eidstrumental
groups in Albalulia, in the retinue of voivode Mihai Viteazu (Ghenea, 1965:
142).

The article entitledUber die Nationaltanze der Ungamublished in 1800 in
the magazine Allgemeine musikalische Zeitungom Leipzig, where the
bagpipe and the recorder were mentioned as the instruments used in
Romanian folklore, represents the first documentary attestation regarding
OEA | OOEAAT | AT EAZAOOAOQCETTO 1T &£ OGEA 211,
+1 cal ] mhtd Abbubthe OA OA £ Adblk inusi® BaAdD & being
POAEAOOAA I O AAT AA 1 OOEAR O OEA AAO
1913: 53).
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The occasions for the performances of such instrumental ensembles
are connected to:claca(a gathering of people who work together outdoors),
O A A-A O E &nardest customs),hramul bisericiicelebration of the patron
saint of a church), plocon (taking gifts to godparents accompanied by
fiddlers), folk theatre, consecration of the churchtt A U & Qd gAtlieAng of
people who work and have fun together indoors on winter evenings); various
other folk customs AT 01 y1 00001 AOh OYT UYEAT Al Ah
nedeild; balls, weddings, christenings, betrothals, funerals, folklore contests,
field parties, village days, city days, etc.
Following the criteria of professionalism and remuneration, three
categories of musicians are defined: amateurs, sembfessionals and
professionals.
Regarding the instrumental ensembles in Transylvania, srsddled
instrumental groups specific to the rural environment and oversized
instrumental groups such as the folk orchestra, specific to urban folk music,
can be identified.
yl TTA T &£ EEO xI OEOh )1 AOEIT 1T #1 AEHEO
OUPA T &£ OFITE OUIPEITEOI 6 OEAO OAEAO OE/
OAT 1 AAOOG6 ET OOOOI AT 6AT ¢cO1 6O AOAOO AA
AT OAT Al AO | #1 AEHE Gohies of Mrdmpntal sH@dbles &t OA A A O
formed on the old structure of the rural instrumental group, being made up
of semiprofessional and professional musicians who work in the urban
AT GEOITI1 AT 6h POT I TOETC A O Ax OUPAG OADPA
4EA APPAAOAT AA 1T &£ OEA AT E OOUI PETTUS
performance of the instrumentalists who use playing procedures borrowed
from cultivated music, which they constantly adapt to the folk song. Along
with the development of the interest in grforming in largescale instrumental
AT OAT A1 AOG OOAE AO OEA AEITE 1T OAEAOOOAR A
OOAAT AT GEOIT1 AT 66 EO AT O1T ET OEA OOAAT .

b

II. PRINCIPLES OF ORGANIZATION

Regardless of its size or composition, the traditional instrumental
ensemble from the city or the village is made up of two compartments: the
OT1TEOCO TTA AT A OEA EAOITTEA TTA j2aA01l A

The soloist compartmentincludes instruments with soloist functions:
the recorder, the pan flute, the bagpipes, the violin, the clarinet, the
saxophone, the trumpet, which have the role of displaying the melodic plan
of the musical discourse.

The harmonic compartment includes instruments that fulfil the
harmonic function: viola, accordion, double bass, guitar, cimbaloombza etc.

Depending on the needs of the instrumental ensemble, certain
instruments can fulfil the harmonic function. This is often the case with the
violin (contra), which becomes an accompanying instrument, often replacing
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the viola. Instruments such as the bagpipe, the accordion and sometimes the
cobzaand the cimbalom can in certain situations fulfil both the soloist and the
harmonic function simultaneously.

4EA T OOEAAT AEOAAOI O 1 BOBERHBO 1 OE
instrumentalist who takes care of the smooth running of the instrumental
ensemble. As a rule, the soloist compartment is led by an instrument with
soloist capabilities, be it recorder, pan pipe, clarinet, saxophone or violin, the
latter being theET OOO0OI AT O OEAO CAET O OOPOAI AAU
1984: 16).

AEDOEI ABAO AOOCEAO T £ A POI EFAOCOEITT A
he chooses the instrumentalists of the ensemble and selects the repertoire;
EA EO AEOAAOI U OAOPI 1T OEAT A £ O OEA coOi
tempos of the songs; he helps the accompanient if necessary; he undertakes
the commitments, representing the group in the relationship with the
employer; he receives and distributes remuneration fairly.

The harmonic section can have in its composition from one to five
accompanying instruments, the harmonic activity being directly coordinated
Au OEA 1 AAAAO T &£ OEA OAATT A ET OO00O0I Al
AT T DAOOI AT O EO OODPEOMEBRAADRAADOAOGERC OI 1
development of the musical performance. The responsibilities of the harmonic
section refer to: the harmonic and rhythmic support of the soloist instruments
and the metrorhythmic synchronization between the two sections.

[ll. SPECIFIC REPERTORIOS

The pastoral repertoire is specific to the rural area and includes
instrumental songs performed on aerophone instruments and pseudo
instruments. Most of the oral music works of our people have their origins in
this music, which has shepherding as its basic theme.

The freestyle songsrefer to a specific musical repertoire, which is
determined by the construction and technical capacities of the aerophones,
but over time a large part of this music has been introduced into the musical
repertoire of other instruments, being adapted to disnct manners of
execution.

The occasional repertoireis represented by the folklore of autumn
winter and springsummer customs, and rituals related to birth, wedding and
burial.

The nonoccasional repertoireis represented by dance music, vocal
music and instrumental music itself.

The instrumental doina is represented nowadays as an independent
instrumental genre and is characterized by an amplification of the musical
phrase, which goes beyond the octosyllabic pattern of versification, an
ambitus that exceeds the octave and a melody with portamenti, sodn
emissions and techniques specific to the musical instrument.
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1.Melodic Aspects
The preference for a gradual melodic development is noticeable, with
OAATTA AT A OEEOA ET OAOOAI O POAAT I ET AOGET ¢
perfect fifth are common intervals, and musicians usually perform almost the
entire musical discourse in double fifths and perfect fourths.
4EA AOCETT1 OOEAT 1T CEOO + Alnthoduetiorxk OEOAO E
to the History ofMusic, about the intonations of fourths which he associates
with calls or signals, the more so some musicologists connect the interval to a
subordination to the blowstick of the bagpipe.
As a rule, scales andiatonic modes stand out in instrumental music. The
ethnomusicologist Gheorghe Ciobanu indicates in one of his studies the
preference for certain chromatic scales in certain instrumental genres:
- In the pastoral music, the actual songs, the wedding repertoire and

the dance repertoire from Transylvania, we notice the existence of the
chromatic scale characterized by the augmented second between
steps 34 within an ambitus that can exceed the octave;
- )1 OEA OOEiI OOAA6 011 cO AT A ET OEA PAO
County, the chromatic scale can be identified, with the enlarged
second between steps-P.

f) PRe) 'b"
V A Iy o O
(¢ oo ot —
@—'#1\, b
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Fig. 1The chromatic scale
#1711 OOAT OET " O&aEITEO EO OEA TTA xET OECI

scale in instrumental music; he develops a theory of the consonant pentatonic
scale that starts from the first series of the pentatonic scale corresponding to
mode | of the Chinese Bd forms five series that have as their starting point a

generating soundz G.

2.Rhythmic Aspects

In terms of structure, instrumental music is very varied, with the
exception of dance songs. The rhythmic pulsation, as connecting element
between music and dance, creates a strict interdependence in this direction
and these elements cannot survive withoutach other.

The numerous studies carried out in the field of dance rhythm have in
mind the specific music, whose rhythmic richness results from the
combination of eighths and fourths in simple and syncopated binary
microstructures, corresponding to the rhythmic alterations specific to the
choreographic rhythm.
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Traian Marza mentions in one of his works the orchestral rhythm,
which he identifies in the instrumental genres that broke away from dance but
kept the rhythmic formulas specific to dance (Marza, 1972: 257).

Therhythms encountered in the instrumental music from Transylvania
are divided into three branches: free rhythm; measured rhythm; mixed rhythm
and free rhythm with improvisational character. Depending on the variable
component of musical folklore, the measur@ rhythm (giusto) can be in its
turn: symmetrical (binary, ternary) and asymmetrical.

The latter alternates binary pulsations with ternary pulsations,
generating musical cells that cannot fit into a regular succession of eighths or
fourths. The ratio of unequal units in this rhythm is an irrational nhumber,
expressed as follows: 2:3 or 3:2d 3:4 or 4:3.

4EA AEOAE j AOUi i AOOEAAI q OEUOEI OE
three units of time in its composition, the third one being extended with a
subdivision of a sixteenth note. It has two forms: one in which the prolonged
octave is in the first place of thehythmic structure and one in which the
prolonged octave occupies the last place of the rhythmic structure.

Governed by the division of number 7, we identify asymmetric
rhythms that are found in the Banat dance calledOY O1  AZ2+a/I6QIA 1
the rhythm of Geamparg $1 AOT CAAQ AT A E1 OEA OEUOE
(/ OO Ojifr@mathe Moldavian area (2+2+3 /16).

Another form of asymmetrical rhythm in whichthe sixteenth
subdivision is 2+2+3+3/16 refers to dance tunes for the dances called
asymmetricalpurtata, asymmetricainvartita, andOT | YT AROA. y1 DI 1 ¢

The mixed rhythm refers to the instrumental songs that combine
symmetrical and asymmetrical rhythmic structures.

A good example that highlights this rhythmic alternation can be found
in an instrumental song collected by Barték in Torontal county, whose rhythm
changes occur every two measures, while the alternation of the binary
symmetric rhythm with the asymmetric igonstant:

ritm simetric binar ritm asimetric sub raportul de 3:4




Fig.2. Pre loqBartdk, 1976: 23)

lll. 3.Harmonic, Heterophonicand Polyphonic Aspects
One of the important attributes of the folk music repertoire refers to
the harmonic accompaniment within a traditional group. At the beginning of
the 19th century, Liszt stated that thé a O &do®Eaniment consisted of a
OAAOOGS DPAOAEI OITETC A EAOITTEA @BBMRAT 6 11
Numerous collections attest to thepresence of the drum in the
accompaniment of certain rudimentary instrumental groups, and in
- AOAT OO0 A rstrifgigditar Perférms an accompaniment in the form of
a pedal on steps | and V. The composer Tudor Jarda considered the pedal to
be one of the smplest harmonic processes, a manner of sound system
amplification. (Jarda, 2003: 7#78)
Because of the need to amplify sonority, within the Transylvanian trio,
the soloist compartment can be amplified with two, three, or even more first
violins. In this case, the heterophony results from the variability that derives
from the different executi T T £ AAAE OOEI |1 ET EOO6 EIT OE/
variants of the initial melodic line converges towards unisons to then separate
AT A T AAO ACAET OEOI OCE AEOAiT 1T OET O1 60 HOI
Related to the polyphonic aspect, specific elements can exist in the
accompaniment of traditional instrumental ensembles that instinctively
execute the free leading of the accompanying voices, thus generating
unresolved dissonances. A certain type of rudantary polyphony can be
EAAT OEZEAA ET OEA T AT TAEA AEOAI OOOGA 1T &£ O
4EA OAAETENOGA 1T &£ I/ Ah OOETT1EIEOCOOS6 0064
doubling of the (lower or higher) melodic line in the fifth and the octave, a
OAAET EAAT DOI AAAGOA OI i AGENOOENTAGDE ABA AIEA
technique could be explained bythe assimilation of bagpipe repertoire in
violin practice.
Also worth noting is the preponderance of major chords, used
regardless of the melodic unfolding of the actual instrumental pieces.
Although, in general, the instrumental folklore is built on simple modal
patterns, the diatonic elements often intertwine with the chromatic ones,
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sometimes the modes are incomplete, and in some situations the melodic

development towards several tonal centres can be noticed.

Pascal Bentoiu is the one who reaches some conclusions regarding the
specific accompaniment in Transylvanian dance music:

- the accompanying violin or viola doubles the first violin in the lower
octave, the harmonies sometimes lacking thirds;

- tonic and dominant chords predominate; théraci(an instrument closely
resembling a violin) player alternates the chords naturally according to the
relationship of the respective fundamentals on the scale of fifths;

- the double bass frequently uses steps |, IV, V, following the line of thraci
and not that of the soloist violin;

- the dissonances that arise accidentally are not troublesome for the
members of the instrumental group (Bentoiu, 1965: 1962).

CONCLUSIONS

According to the changes of the time, musicians gradually passed from
a unison performance of instrumental music, to a harmonic, sometimes
polyphonic performance, when we refer to the processing of a folk piecéhe
melody of the musical discourse has been enriched by various
countermelodies (the countermelody in the third is very common, specific to
the Banat area), chromatic scales, arpeggiated passages and other
procedures belonging to cultivated music. In thpast, the means of enriching
the repertoire were related to meeting occasions at weddings and parties
with musicians from other places, later radio and television prevailed, and
nowadays the Internet has a decisive role due to the quick access to a
considerable amount of information.

Referring to the instrumental groups and folk music orchestras that
we meet in the cultural activity of the cities, we identify a certain semi
cultivated musical repertoire (urban folklorizing music) whose source of
creation is traditional folklore. In thé way, certain archaic genres migrate
towards the semicultivated repertoire, also entering a certain artistic circuit
j#1 1 ERHAT h TYQog Ti TQ8
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PRINCIPII DE ORGANIZARE A ANSAMBLULUI
INSTRUMENTAL FOLCLOFRREPERTORII SPECIFICE,
ASPECTE RITMI@EZELODICE, ARMONICE, HETEROFONICE

¥) 0/,)&/I .) #%

Cuvinte cheie
Instrumental, istoric, heterofonic, repertoriu, ritm, occidentalizare, grup,
melodic, ansamblu, manifestare, folcloric.

INTRODUCERE
Problematica ansambluluiET OO0 OI AT OAT , OAMAGRA T AGOAAU

AAUOGI 1 OAOAA [ OUEAEE hE ADAOETEA DOEI AT T
DOEI AT A &£ O0i A AA T ATEEAOGOAOA ET 606001 AT OA
y1 Aa AA DA OOCAI AA DADENRTAEI ROOT OhDDE &AO
ET OO60OI AT 6AT A AT OAT £ 1T Ah AA O0O6& AO hE AA
Unul din instrumentele preferate ale getalacilor era lira, pe care
AAAROGEA 1T y1 OOAAGET T AO DPAT OO0 y1 OI 1T EOAA
I'T OAil Al OOE ET O00O0i AT OAT A AAOA AOAAOD vy
£l OEAOAR OT AA hE AETATA AA AEEAOEOA |48
i AT OA1 EOAOAA 1 OOEi &4 A AOhi ATEIT 08 01 AOOI
sale o descriere anaiuluipecare DA UET 04 AA AZEET A T OOAa AP
EAO AO PDPOEOEOA 1 A ETOO00I AT OA DPOAAODI Al
DOAAEUAAU4A Aa AO £l 00 AAOGOA y1 S0AEA AOD:

I. ISTORIC AL ANSAMBLULUI INSTRUMENTAL FOLCLORIC

#0O0 DOEOEOA 1 A PAOAOOOOI EOOI OEA Al Al Of
POEI AT A & Ooi A AR T ATEEAOOAOA 1 OUEAAT a yi
ARAOAAT an AYT A Al OAUEI A EOOT OEAA AAOOEEEA.
nAl a00AOEMAI AODIOEAWVIAOAT OA A& Olulal BE ET 00O
alaiul voievodului Mihai Viteaz(Ghenea, 1965: 142).

Articolul intitulat Uber die Nationaltanze der Unganpublicat in anul 1800
in revistaAllgemeine musikalische ZeituAgE 1T , AEDUECh O1 AA AEIl bl
001 6 TATTETTAOA AA EEET A ET OOOOI AT OAT A
OAPOAUET 04 POEI A AOAOOAOA AT AOiI A1 6Aoa AO
OTTYTEITO j#1 AEREOh TPI dANERS ASAIOCBDIORE in® A-O
AA 1 a00A0OE6 AA EZEET A DPOAEAOAO bDPAT OO0 1 O
nAOOTI PAT AHOESG j"T CAATh IVYIYd XYQs

/| AAUEET A AA T AT EZAOOAOA Al A AT OAIl Al OC
Al AAAh T AEAMCH AT a/HA EOOMAAOEFAEOAOEAEERh DI T A
1A 1TARE AO 1 400A0OEQh OAAOOOI bi DOl AOh OA
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17 AAAA AA PDPOEOAHOA A1 OAi Al OOET A |
EAAT OEAZEA4 COODPOOE ET OOO0O0I AT OAT A AA AE
HE COODPOOE ET OO0OO0I AT OAT A OOPOAAEI Al OF
OPAAEZLZEAA |1 OUEAEE bi b0l AOA 1T 0arAl AHOES

YT AOET 1T #1 AEREO OAIT Al AAua y1 O1A
AT 6l EOG OEDP AA nOEIi £ TEOI bpibpdi AdGs AA
COOPOOEIT O EITOOO0OI AT OGAT A nAA ATTAAO
AT OAT A1 OOET T O AA | OUEAG®). Aeebtd Giego®d de | # 1
AT OA1 A1l OOE ET 00001 AT OAT A OA £ml Oi AAUa
ET O000I1 AT OAI OOOAT h AEEETA Ai1 OOEOOEO
DOl AFAOCEI 1 EROE AAOA yHE AAOE£FaH| ADa AAOD
OADPAOOIOEDS 14 OB 6

| PAOET EA nOEI £ 1 EOI O1 6E6 PI bOI A0 D«
ET OAOPOAOAOA A ET OOO00OI AT OEROEI T O AAO,
yi DpOOI OOAOA AET 1 OUEAA AdI 6ah DOl AAAAZ
1A AYT OAADI bDi pdOI AOBOAGADGI OEO A GLOTA K
AT OAiI Al BOE ET 0060061 AT AT A AA 1 AOGE AEI Al
i AAEOI 1 0amAl AGA EA T AROGAOA A1 A1 1T 00I
j #1 AEHEOh TPxX®dg TVYQS

C
A

II. PRINCIPII DE ORGANIZARE

yT AEEAOCAT O AA AEI AT OEOT EI A OAO
ET 0000 AT OA1 OOAAETEITTAIT AA 1T A 1T OAH
AT 1 DAOOGEI AT 6Agq AAl O11 EOOEA #®E AAl AOI

Compartimentul solistic ET AT OAA ET 00001 AT 6A AD
fluierul, naiul, cimpoiul, vioara, clarinetul, saxofonul, trompeta, acestea avand
rolul de a expune planul melodic al discursului muzical.

Compartimentul armonicET A1 OAA ET 00001 AT OA AAOA
AOiITTEAaqg OETIT Ah AAT OAATTOI h AT 1T OOAAAC

1 A£O01T ATEA AA 1T AAAOGEOATEI A Al OAI
ET 00001 AT OA T O y1 AAPI ETE ££EOT AT EA AOI°
adesea vioara (contra) care devine un instrument cu rol de acompaniament,
substituind adesea viola. Instrumente precuntimpoiul, acordeonul, iar
AYOAT AAGa AT AUA #®#E 1T AI AAT O PI O y1 Al
A£O01T ATEA O 1 EOOEAah AYO HE AAA AOITT1EA;S

#1171 AOAaOI OO1I 1 OQUEAAT Al AlnjribakDOET A
este instrumentistul care se ocu@ de buna desh #tare a ansamblului
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instrumental. De reguhcompartimentul solistic este condus de un instrument
cu posibilita il solistice, fie el fluier, nai, clarinet, saxofon sau vidarcea din
urma fiind instrumentul care yitHcY #ya supremdia in fala celorlalte
(Radulescu, 1984: 16).

n0OEI ArOl 6 AATETA y1 AAOI OEOE AA 1T AOOC
Al ACA ET O0000i AT OEROEE Al OAi Al 01 OE #HE O,
0ao0pbOT Uadil O AA DPOAOOAIT EtdmpdubidBelodilora A COOD
AEOCOa AAT I PAT EAI AT OO1 y1 AAUOI g1 AAOA
OAPOAUAT OYT A & Oi ATEA y1 OAIT ATEA AO Al GCA
AAEEOAAEI OAI O1 AOAT EAS8

#1 1 PAOOGEI AT 661 AOiTTEA Pi AGA AOGAA y1 .
1A AETAE ET OOO0OO0I AT OA AA AAT I PAT EAI AT Oh
AT T OATTAOa AA AT 1 AOAaOil 001 DPAOOEAAE OAAC
AT T DAOOGEI AT O OA OOCAT PATT AAOYT A PIOEKIT AHGIADE
AAl EOAOEOa A DPOAOOAT EAE 1 OUEAAI As 2A0DPII
OA OAEAOGa 1 Ag OOOT ET AOAA AOIiTTEAa&A HE O
sincronizareametreOE O EA4 AET OOA AAT A Al 04 AT 1 BDAOC

lll. REPERTORII SPECIFICE

ET 00001 AT OAT A AgAAOOAOA T A ET OO0OI AT OA A
i AE 1 AOA PAOOA A AOAATEAE 1T OAT A A bl bl oOC
i OUEAah A AaOAE OAIi AOEAa AA AAUa AOOA bpa
Cantecele in stil ibetOA OAZAOCa 1T A O OADPAOOI OEO i
AOOA AAOAOI ETAO AA Al T OOOOAT EA #HE bHil OEA
AAOT £ T Ah y1 6a AO OEIi POl 1T 1 AOA DPAOOA AE
repertoriul muzical al altor instrumente, fiind adagat unor maniere de
AoAAOT EA AEOOET AOAS
Repertoriul ocazional este reprezentat de folclorul obiceiurilor de
Ol AiHAOT ah T AEAAE@YEGaA AODE OMAE IDOHDEABA AAOA
T AHOAOAAR 1 01 OA HE yii10iYl OAOAAS
Repertoriul neocazionaleste reprezentat de muzica de joc, muzica
Ol AAl a #E AAA EUBOHDI AT OAl & POI POEOD
$TETA ET OPOORADAADAUAT OAOa AOOAUE AA
AA OET A 006ab6adil O #E AOOA AAOAAOAOEUAOA
AAparAHOA OEDPAOOI 1 AOI OEI AAEA Al OAOOE E£EE/
HE AA 1 i ATT AEAa AO DEHEGOAIARHITORAME A AL
instrumentului muzical.

1.Aspecte melodice

3A OAi AOAa DPOAEAOEITA OPOA AAOE4HOD
POAAT T ET YT A ET OAOOAT AT A AA OAAOI Aa HE OA
PAOEAAOa OOT O ET OAOOGAI A AAO yi1OYITEOAR E/
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%OT 11 OUEAT T T COIOTAAIALY A | @edEdoeHs 1A0 @ A
Istoria muzich AAODPOA ET OT 1T AT EEI A AA AOAOOa E
AEAI AOA OAO OAITAI An AO AOYO 1 AE 1010
subordonare la caraba cimpoiului.

$A OAcOl ah y1 1| OUEAA ET OOO0O0I AT OAl a ¢
%OT 11 OUEATTT CcOI ' EAT OCE-Anul dik stlidel sGle OAT 1
DOAZAOET T A PAT 60O AT Oi EOA OA&AOE AOT I AC
- _1 1 OUEAA DpaooOil OAADRGAh AVA DRAAAI GE &
AOT i AOEAA AAOAAOAOEUAOA Adincadkih OT AA
Ol OE Ai AEOOO AAOA bPi AOA Oa AADParAAC
- _1 T ATTAEel A nAA OOOECAOd HE yIi
. 4040A01 OE OA EAAT OEEZEAa OAAOA AOI
treptele 1-2.

&EC8 =38 3AAOA AOi i AOGEAa

#1171 OOAT OET " OaEITEO AOOA AAl AAOA
i OUEAA ET 00001 AT 6A1 an AAAOOA AAUOT I Oa
AAOA bi O1 ArOA AA T A POEI A OAOEA A OAaC
) Al  AEET AUEI T Qii car& au &4 cAde Placard i isné& O A
generator - sol.
2. Aspecte ritmice

1T AAAA AA POEOAHOA OOOOAOOOAK 1 0OU
AGAAPT EA OO1 O T AT TAEETI A AAOOGET AOA ETA
AET OOA 1 OUEA4a HE AAT Oh AOAAAUa&a 1 EIT OA
aceste elementenup O OOPOAOEAT OE O1 01 &£ada AAl &

Numeroasele studii efectuate Tn domeniul ritmului de dans au in
OAAAOA 1 OUEAA OPAAEEZEAah A AaOAE Al cal

I POEIiEITO #®#E A DPalOOEIEITO yiI 1 EAOT O
AT OAODI T AAT OA AO AdificeAitnlld ¢oledkdfidd OE O EAA
4 0AEAT - YOUA TATTEITAAU4& yitmudl A A

orchestc DA AAOA yiI EAAT OEAEA4 -duidesidsidOOET A
AAT Oh y1 04 AO DaOOOAO 4&i Oi O1 AT A OEOI EA

2EOI OOEI A yT1 OYITEOA y1 1 OUEAA EIT OO
y1 OOAE OAi OOEd OEOiI 61 1 EAAON OEOI O i



148
Ei DOl OEUAOT OEA8 _1 &£O01 AT EA AA AiibilAl OA
i a00gusoq jpT AOGA £ 1T A OYTI AOI 04a0bd OEI AOOE
I AAOOA AET OO0ia Al OAOTl AAua boOli OAT EE
generand celule muzicale care nu se pot incadra fatr mers regulat de optimi
OAO DPaOOEIi E8 2ADPI OOOI OTEOCATEITO ETACAIA
AGPOEI AO AOO&Asag43T Y OAO Y4T HE
2EOI 61 AEOAE j AOEIi AOOEAQ PA AAOA " AO(
ATi i TATTA OA OOAE OTEOC&ATE AA OEiIibBh AAA
OOAAEOEUEOTI A AA HAEODPOAUAAEI As ' AAOGOA A
PDOAI O1 CEOa OA A&l & Bk BEAAOIHE TyA AIA GRO 0 @A

i Abpa O1 OEi O1 11 A Al OOOOAOOOEE OEOI EAA

' OO0AOT AGA AA AEOEUEOTI AA 1061 a0o0bi OE
AAOA OA yi1OYITAOGA y1 AOYOI Aal al AAT Y
i $1 AOT CAAQ HE y1 OB@Odirdbh ) dip/&kdnh BddovdiE AA AA
(2+2+3/16).

I Al 04 &I 0i a AA OGAAECPEEQAODEAAAT RARO
estedeLTCYCYTZW¥Y OA OAEAOCa 1 A T AITTAEEI A AA
y1 OYOOEOA AOEIi AOOEAa HE OITI1 YT AHOA y1 DI T

2EQOI 61 1T E@O OA OAEAOCA T A TAITAEEI A EI
ritmice simetrice cu cele asimetrice.

51 AO1 AgAipi 6 AAOA AOEAATTEAU4A AAAAC
intrd T AT TAEA ET O0O0OI1I AT OA1 & AOI AAGa AA " AOC
OAEEI AAOE AA OEOI OA OAAI EUAAMiRuluiAET AT 04
OEi AOOEA AET AO AO AA1 AOEi AOOEA AEET A AT

ritm simetric binar ritm asimetric sub raportul de 3:4
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Fig. 2Pre lodBartok, 1976: 23)
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3.0 ObAAOGA AOiITTEAAR EAOCAOT £ 1T EAA HE DI
Unul dintre atributele ihsemnate ale repertoriului muzical folcloric se
OAEAOCGAT T AAT EAT AT OO1I AOiITTEA y1 AAAOO
inceputul secolului al Xl(K AAh |, EOUO AZEOIi a4 Aa AAI I b
OAUOGI A T A O nAAOGd AAOA AgGAAOOA 1T nbAA
1948: 58).
. O AOT AGA AOI ACAOE AOAOGOa DOAUATI
AT O EOT O COODPOOE ET O0OO0OI AT OAT A OOAEI A
Al 6a AT AOAA OAAI EUAAUa O1T AATIT BAT EAT Al
Yy HE 68 #1101 DI UEOI OO  4&ffind Ona dirAd@lA kai AT T O
simple procedee armonice, o0 modalitate de amplificare a aparatului sonor.
(Jarda, 2003: 7-78)

$ET 1T AAAOEOAOGAA Al Pl E £ArRliat@rsikan,01 T 1 O
Ai I DAOOGEI A1 661 Oi i1 EOOEA bPi AGA EE Al Dbl ¢t
OET OE DPOEI ArAS T AAAOO AAUh EAOBGAOI A1l

AET AQAAOA EAEAREEBOEO4OET OEOO6 AET OOEI
I ETEAE T AT TAEAA ETETEAT A AT1OGAOCA Aaol
AAOPOET Aa HE Oa OA OAyi1 OYITAAOAa DPOEIT
Legat de aspectul polifonic, elemente specifice pot exista Tn
AAT I PAT EAI AT 6O1 AT OAiI A1l OOEI T O ET O00O0O0I |
iTA ET OOET AOEO AT 1 ACGAAOAA 1 EAAOCaAa A OTA
AEOTTATTA AOAUT I OABAIBE 5 TOGA K ATOO OED @&
AEOAOOOODI AT TAEA Al OEI OEE Oi 1l EOOA AE
4AET EAA nOEI OEHROEI T 06 1T HATE OA OAI
AOET 6a HE 1T AOAOa j EI ZAOET A0a OAO OODPAC
OAOEUAAEI O1T AT OBl G\OETANOT &81 | ARAQDAODIAT
Aobl EAAO4A DOEQI G\EEI G AN AA DIADIAED y1 DOA
41 01 AAGa AA OAiI AOAAO AOOA DOADBIT ¢
OOEI EUAOA ET AEEAOAT O AA AAOEaAHOOAOAA i
zise.

#0O O1 AGA Aah y1 CATAOAT h AI1TAITO
iTAAT A OEIiBPI Ah AAAOGAA Al Al AT OAI
cromatice, uneori modurile sunt incomplete, remarcandd0 A y 1  O1
AAUOGT 1T OAOAA 1 Al T Abkedtongld OPOA 1T AE 1 O1 OA

Pascal Bentoiu este cel care ajunge la cateva concluzii in ceea ce
DOEOAHROA AAT I PAT EAI AT OO OPAAEAEEA yi1 |

- OET AOA AO Oii AA AAT I PATEAI AT O OAO O
ET £AOET AOah AOITTEEI A EAEET A O1 ATl OE 1

- POAAT T ET 4 AAT OAOOEI A AA OiI1EA4&a HE ¢/
AAT OAOCOET A y1 11T A EEOAOGA y1 mEOT AT EA

pe scara cvintelor;
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- AT 1 OOAAAOOI OOEI EUAAUa yi1 11T A AEOAAOATC
AOAAEOI OE #E 10 A OEIT OEE Oil EOOAN
- AEOTTATTAT A AAOA OA EOAOA AAAEAAT OA1 1«

grupului instrumental (Bentoiu, 1965: 158152).

CONCLUzII
0 OOEOEO OAEHRI KXNOBRIOIOO ODADIOADN AA 1T A 1

A | OUEAEE EIT O0O00O0iI AT OAT Ah T A 1T AgAAOT EA A
TA OAEAOEI 1T A T DPOAI OAOAOA AAIT Al AIDEAIABO - /
prin diverse contAi A1 T AEE j £ AOOA y1 O0YI 1 EOCa AOOA
OPAAEAZAEAa& y1 UITA "AT AOOI OEQqh CAIT A AOT I AC
APAOT ET YT A 1 OUEAEE AOI 6A8 1 OOAAOOh 1 EE
erau legate de prilejurile de intalnrepe A 1T OT T E HE DAOOAAAOE A
prin alte locuri, maitarziuA EI OO OAAET OI HE OAI AGEUEOI
AOA O1 0O11 AAAEOEO AAOT OEOGa AAAAOGOI OE O

ET £ O AT EAS

Raportand’l A° T A COOPOOEI A ET 00001 AT AT A +
bl pOl Aba PpA AAOA T A y1OYITEI y1 AAOEOEOA
anumit repertoriu muzical semicujt | O UAETAIaA T 1T EHMAIT RA OAagqh A A
060064 AA AOAATEA AOOA A1 A11T 0061 OOAAETE
AOEAEAA [T ECOAAUa AaOOA OAPAOGWIatumidl OAI EA

AEOABGEO AOOEOOEA j#i1 1 EHAI R ZYQod TIiTQs
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SUMMARY

The present paper wishes to present the place and function of the zither
in authentic Hungarian music, both in the traditional village life of the
past and in the present day. A brief history of this instrument, the forms
and types found, as well as itsaghing in different forms of education
will be made. Different techniques of song formation will be presented,
as well as authentic performers playing this instrument.

REZUMAT
00AUAT OA 1 OAOAOA AT OArOA 04 DPOAUET OA |
AOOAT OEA4a [ ACEEAO&ah AOYO y1 OEAT A OOAAE
#HE y1 UEI AT A AA AOO4aUE8 3A OA OAAI EUA
Al Ol AT A wE_ OFRNIE] AE OCBQADOAEORA MOAOOOE A
Ai O A AA y1 6alaivyiog 610 AE DPOAUAT OAQCA
i ATT AEET 1T Oh AAO HE EI OAOPOATE AOOAT OEATE

Keywords

Authentic Hungarian music, zither, tradition, pedagogy, music
performance

INTRODUCTION

In the following, the zither will be presented, as an authentic
Hungarian instrument. From the very beginning | want to emphasize the fact
that it is an instrument used predominantly in Hungarian folk music. We will
walk together through the course of thisnstrument, from its history and area
of distribution, to the different stages in its development, its place in the daily
life of the peasant, to its current functions, and even teaching in schools,
individual orgroup courses summer camps and more.

HISTORY AND SPREAD OF THE INSTRUMENT

The Zither occupied a very important place in the rural cultural life of
the 1900s and in the decades before. In the daily life of village families, in
addition to dances and songs, playing various instruments was of great



153

importance. The most widespread traditional instrument in the Hungarian
linguistic territory was the zither, probably due to its simple construction. In
theory, any talented carpenter knew how to build it, and as for singing, the
basics of the songs were ietty easy to learn. Usually, playing the zither was
passed down from father to son. It accompanied family celebrations, but this
instrument was also able to provide the necessary accompaniment even for
some important and farreaching occasions in the vidge world, in the event
that it was not possible to invite a musical ensemble.

According to the present ethnomusicological writings, the spread of
the zither in the Hungarian linguistic territory falls in the second part of the
19th century. Its appearancand spread in the Western part of Europe can be
identified since the 16th century. The place of origin is reported to be the
Austrian Alps, and from there it spreads to the Scandinavian peninsula, to the
eastern part of France, Switzerland and Hungary. Thgher, known in the
Hungarian space, is the offspring of the welinown Kratz Zither, as well as the
Swedish versionhummeland the Norwegian one calledangeleik.The word
lute comes from the name of a type of Greek lyre, which is callkditara,
which became, with Latin mediation, the name of several stringed
instruments in Europe. It is well known that this name was used for several
types of instruments, in several contemporary Hungarian documents from the
16th-17th centuries, they also used this naner the violin. The term was also
preserved in Romanian folk names from Transylvania, calling the violin to this
day A A O AOthe same time, the pinched version (zitoarea or citura) was
known, taken over and used by Romanians in the interwar period arauthe
AEOEAOg "AAadbh 30AAAOAh o1 TEAHROE AT A
TYPES OF ZITHERS

We distinguish 3 different types of instruments, according to shape
and construction.

1. Trough type:

It is carved from a single piece of wood. It has a long and narrow
shape, the side heads (ornaments) are missing, and it has an open bottom.
This type was probably the first variant of the Hungarian zither.

Fig. 1. Trough type zither
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2. Type with small lateral heads

It differs from the first type in that, in addition to the main large head,
it has 35 shorter ones. The strings attached to them can be tuned to a higher
pitch. In the past, Saxon craftsmen even built zithers with-% small heads,
tuning them to the majortrison. Nowadays, the most common types are the
3 small head types. With the appearance of this type of zither evolved the
"bourdon" character of the instrument, meaning that some notes sound
continuously during a sung song (in the case of the zither thetes C and G),
dueto the plucked strings.

Fig. 2. Type with small lateral heads
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3. Belly type:

It differs from the first two in that the opposite end of the strings is
convex. The bottom of this type can be operor closed, being equally
widespread. Sonically, it differs from the smaliead type through a wider
sound and is more sought after for its aesthetic shape as well. One dizal
instruments that are built from one to five small heads, but also without them.

Fig. 3. Belly type zither

SPECIAL ZITHER SHAPES:

The uniqueness of each instrument is rendered only by the decorative
elements, which however do not affect the sound of the instrument. Here we
can mention the following models: pumpkin zither, colt's head zither, pigeon
hole zither, harp zither, integrated zither.

Ways to sing:

This instrument can be played most easily with the help of a piece of
wood or a wedge, which is pressed on the strings, and thus the melody is
played. But, of course, you can also sing with your fingers.

With the other hand (right hand) the strings are plucked. In the past,
instrumentalists pressed the strings with a goose feather, but nowadays,
most often, a plastic feather is used.

Both the construction of the instrument and the playing technique
have evolved quite quickly in a short time. In the first part of the 20th century,
the diatonic keys on the harmonica board became chromatic. Small head
tunings allowed for a more interestig and much more developed sound. The
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"bourdon” character evolved to several octaves. The traditional instruments
became more and more similar t&tajer zithersfrom Austria. The old wire
strings were replaced with higher quality metal strings. Therefore, a new type
of zither was created, which differs in many respects from the basic zither.

The repertoire of the village people, for the most part, was made up
of the vocal songs known by the community, by the family. The basic
difference in the formation of these zither songs lies in the rhythmic and
melodic ornaments used. In addition to thesesongs were also sung that
accompanied dances typical of the dialect, but primarily the zither
accompanied the vocal songs.

ZITHER PEDAGOGY

The zither has been taught in Hungary in music schools since 1981.
Nowadays it is taught in about 100 institutions, at every level: music school,
music high school and music academy. Also, for those who wish, there are
learning opportunities in various orgnized courses (individual or group ones),
summer camps regardless of age. Students can measure their singing talent
and technique in various contests and meetings.

In the following we present two documentary materials- musical
transcriptions for the zither:

MCA-1/24. Nagyceesedi verbunk Nagyeesed (Szabolcs-Szatmdr m. )
Szanté Andras (35) — citera gy.: Dancs Lajos, Avasi Béla (1961)
(AP04245a) lej.: Balogh Sandor

=142 - 160

1a) by - 2) 3) 4

f) n : mn— i
var) ety T e
S A S T ’

Az adatkdz16 a 3. sor utolsd {itemeét kdvetkezotesen 3/4-esnek jatssza.

Fig. 4. Transcription for Zither



MCA-1/10. Kisiijszallas koriil van ibolydval Kisujszallas
Tuka Zsigmond (47) — citera (Jasz-Nagykun-Szolnok m.)
(AP 8306i) gy.: llalkovics Janos (1965)
lej.: Balogh Sandor
J=132-138
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Az eléadasmod jellegzetessége a nyolcadold, bontotl ritmizdlds.

Fig. 5.Transcription for Zither
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Cuvinte cheie

- OUEA4 AOOAT OEAa | ABEBSODEEAREGROADDOAAAD
INTRODUCERE

uUa OA &E£E DPOAUAT OAOa

1 AADPOO OOAAD Oa OOBAI

™

| OADPI T AAOAT O y1 1 OUEA
OO0 AAAA MO EDDOTEIEARO GiEI AIOE A
PpA y1 AAUOI 1T OAOAA OAR 11AOD
= =

A

To O T 00

O>gz>°w O &

1A OAT A AAOOAI Ah BE AEEAO
AA OAOCa HE 16 1 0i AES

>
> O My

)34/ 2)! ¥) 2A30=.%)2%! ).3425-%. 45, 5)
SEOAOA A 1T AOPAO O61 11T A &£ AOOA Ei bl O0A
YPP HE y1 AAAAT EEI A AA AET AET OA8 1 OEAI
AAT O60E #®E AYIl OA h AYT O6AOO1T 1T A AEEAAOEODA
#Al 1T ABEO4AGDHDVIOODI AT O OOAAET EIT AT PA OAOE
T EOAOAR DPOT AAAEI] AOT OEO4 AT 1 OO0OOAT EAE ¢
OA1 AT 6A6 A HOEOO AOI 6a 1 Ai1 OOOOBEAOAAN
melodiilor au fost destul de 81 O AA y1 0al AG68 $A 4 AEAAEHN
i T HOAT EOnFIRET AAAO®AT EA Oa0AaOl OEI A AEAI EI
AAAOOA A £ 00 AAPAAEI HE Oa AOECOOA AATIE
I AAUEE EI DI OOAT OA ®E 1 AE AA Al OAOCOO& AEI
bl OEAEI &4 E1T OEOAOAA O1 OE A1 OAT A1 6 1 GUEAAI
$O0ba OAOEAOEI A AOI i1 OUEAITTCEAA DOAU
OAOEOI OEOI 1 ET COEOOEA | ACEEAO Odka yi1 AAAOA,
| PAOET EA HE 0aO0bYT AEOAA AE y1 DPAOOAA AA
secolulal Xvi AA8 A ARANITAEMAGRA AOOA OAI T Al Aba AA £
EAO AA AEAE OA 0aObYiTI AAROA yi1 DATET 001 A
%l OATEAE ®HE 51 CAOEAE8 S§SEOAOARh AOQTT OADOO4
cunoscutului Kratz Zither, la fel ca varianta suddJrummelHE AAA T 1T OOACEA
T Of fafpaleik# OOYT 601 1T EOAOA POl OET A AE

— >t g,

(@}

I

T 100 Al
AAOA OA «kiitdddhA AR OOA AAOAT ET Ah AO [ AAEAOA
multor instrumente cu coarde din Europa Este biteOT T OAOO EADPOOI

AAT 01 EOAA AAAAOOA A &£ 00 ZEi 11 OEOC4a DPAT 600
mai multe documente maghiare contemporane din secolele XXX, au
Al 1T O0EO0 AAT Ol EOAA AAAOAA PR OBAICO®iE GHT Ad:

DT DOl AOA OTi YT AHOE AET 4 OltileeErdoddhel EAR 1 O



AACBAO41T O1T AAOa OAOEAT OA AEOPEOa A TEO
AOT 1T OAO6Oah DOAI OAOa w®HE &I 11 0EOGa AA Ol
I OARAT 1 0O "AAalOh 30AAAOAh 011 EAROE HE

4)052), % 8) 4%2 %)
$AT OAAEI Y OEDOOE AEAZAOEOA AA ET 0O«
1.Tip jgheab:
I AAAOOA AOOA 1 OOFI m@OGa AORAIADG AA
101 ca HE y1 cO00ah 1 EDOAOA AADPOOEI A j
&1

[ I C
0 AAAET AAAOO OED A &I 00 DPOEI A OAOEAI

&EC8 8 8S§EOAOa OED EGCEAAA

2. Tip cu capete mici laterale:

AceastaAE £AOa AA DOEI O OEDP DOEIT £[EAD
principal, are 3 mai scurte. Corzile prinse pe acestea se pot acorda la o
Oi 1T Al EOAGA 1 AE y1 A1l 6as - AE AAI Ol Oh 1 A*
6-8 capuri mici, acordandde la trison magor. In zilele noastre, cele mai
0aobpYlI AEOA OO1T O OEPOOEI A AO Y AAPAOA I
AbGi 1 OAO AAOAAOAOOI nAT OOCAITTS6 Al ETOOO
001 a y1T AT 1T OET 60 PA DAOAOO Qi notGlddAHEE | Al 1
sol), din cauza corzilor ciupite.
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&EC8 Y8 8EOAOa AO bYI OAAA
&1 Of A AA TEOAOA OPAAEAI A4
51 EAEOAOAA FMEEAAAOOE EIT OO0O0I AT O A0

AAAT OAOEOAh AAO AAOA 10 AEAAOAAU& OOT
O0i 401 AGAT A 1T AAT Aq 1TEOAOaA AA AT O1 AAAR
DAT 000 bl 00i AREROA EBIACACBAAOEAODPAN T EOA
Moduri de cantat:
AAAOGO ET OO00I AT O OA pPi AGA AYIil OA
O0AO i PAT ah AAOA OA ApAda DA
Al Abh OA pPT AOA AYi OA ®HE AO AACRA
i YyiA AAAI Al 6a jiYl A AOAAPOaq O
Oi A1 OEROEE ADaOAO AT OUEIT A AO AEO(
IAE AAOh OA i 11T OAHOA 1T DPAT & AET E
Atat AT T OOOOAT EA ET OO0O0I AT 601 h AYO H#HE
destul de repede ntrun timp scurt. In prima parte a Secolului XX, tastele
diatonice de pe tabla de armonice au devenit cromatice. Acordurile capetelor
mici au permis o sonoritate mai interesédha HE [ O1 O | AE AAUOT |
nAl OOATT6 A AOGI1OAO 1T A TAE 101 0A 1TAO
AAOGATEO AET AA y1 AA [StA&dinAdskib. £LordldT AOA
OAAEE AET OYOi a AO & 00 yi 1 I1AEE VRO as80 OA
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O0i AOARh A £ 006 AOAAOG 61 11 6 O60EDP AA 1 E
AA OAAAOA AA TEOAOA AA AAUAS

2APAOOT OEOI TAITATEITO AA 1T A OAOh y
AYT OAAAT A O1I AAT A AdBi T OAOBA AA Aii 61 EO.
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Al Of ACAA AAAOOT O AYTI OAAA T A TEOAOaA OA AEA
A 11T OEOCA8 0A 1Yica AAAOOAA OA AvYi OAO HE
AEAT AAOOI OEh AAO y1 DOEI O OYT A TEOAOA A

0%$! ' /' )! §)4%2%)

§EOAOA OA DPOAAa y1 51 CAOEA T A 1TEOAI O
YT =8 _ 1 UEI AT A AA AOOaUE OA POAAa y1 AE
AA 1T OUEAah 1 EAAO AA | OUEAa HE AAAAAI EA
AT OEOI OE O pil EIALED AL Ol EAAAOOI AEAZAAOEOD
i E1 AEOEAOAT A OAO AAREICOAEDABABGATCA ARDADY ©O BAS
i a000A OAI AT 661 #E OAET EAA AA AYT OAO y1 .

T AAT A AA O0i AAUa DPOAUAT Oat Al da

OOAT OAROEAOE | OUEAAI A DPAI OOO 1 EOAOAQ

MCA-1/24. Nagyeesedi verbunk Nagyecesed (Szaboles-Szatmdar m.)
Szanté Andras (55) — citera gy.: Dancs Lajos, Avasi Béla (1961)
(AP04245a) lej.: Balogh Sandor

«=142-160

Az adatkd710 a 3. sor utolso titemét kovetkezetesen 3/4-esnek jatssza.
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MCA-V/10. Kistjszallas koriil van ibolydval
Tuka Zsigmond (47) — citera
(AP 8306i)
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Kistjszallas
(Jasz-Nagvkun-Szolnok m.)
gy.: Halkovics Janos (1965)
lej.: Balogh Sandor
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Az eléadasmod jellegzetessége a nvolcadolo, bontott ritmizalds.
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SUMMARY

As a folk singing teacher, | have deep insight to a slice of the folk music
education from the experience accumulated in tdecades. Thus, in

the following, | will try to outline the subject and the essence of
teaching folk singing. | will also draw some of the aspects and
circumstances needed to understand and be able to transmit the folk
singing treasure to our students.

| will explain the Hungarian situation on this topic, but | will offer some
ideas worth thinking on about how we could use and keep alive our
cultural treasure collected in archives, publicized in studies and

anthologies.

REZUMAT
1 AAT EOAOA AA POl £ZAOI O AA AYT O DI DOI A
Ol AE paOIlE AET AAOAATEA | OUEAEE OOAAETLE
I OOFAT h yi1 AALA_ AA OOQIi AAua OIE_ yI AROAA
DOAAAOEE AY] 001 OE ODIABRO@AA A8 rHEI EA EDAHU HIO
Il AAAOAOA DPAT 60006 A yi11T Al ACA mE A DOOAA
AT 1T AOA OADPOAUAT OAGa AA AYi1 001 DI DOl AO¢
$A AOAT AT AA OTE OOAI ETEA AAQEOEOAOAA I
ObAO 04 1T £ZAO HE AYOAOA EAAE dmA AAOA 1 AC
DOOAA mMA40®EaIOaOEA Ai T T AOA 11 A0004 AOQI
AOEEOAh AEOAI ET AO4a y1 OOOAEE #®E AT OI 11

Keywords

Folk singing, education, preservation, transmission, authenticity.

INTRODUCTION

Folk music education has decades of history in Hungary. The first
primary level folk music section opened in 1975, in Budapest, as a part of an
elementary art school (Kobzos Kiss, T., 1997). It developed and became
ET AAPAT AAT O ET OEA OYPO8 4EA OsAOAAE .i b
Obuda) is a great starting poinand formed a defining school of teaching folk
music. However, we already have more than 150 institutions offering basic
level folk music education throughout Hungary (Bolya, M., 2019: 75).
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We have had folk music education on secondary level since 1994. The
first music school which launched a special folk music programg, during the
CAT AOAT OAATTAAOU OAEIT1T AAOAAOQEIT x/
, Uoui & : AT AiI JOi OUAOE B3UAECEITUUEOI 110
now, we have 10 secondary schools of music which have classes with folk
music (in Békéscsaba, Debrecemlyiregyhaza, Miskolc, Kecskemét, VAc,
Székesfehérvar and 3 schools in Budapest).

Folk music training is available in higher education as well. We have
two institutions that offer folk music training. In Nyiregyhaza University, there
have been students graduating as Musi€olk Music teachers since 1991. After
some operational and corgént changes they became Musig Folk Music and
Folk Culture Teachers. The other opportunity opened in Budapest at Liszt
Academy, in 2007. There are sevembgramsin the Folk Music Department
and the 6year studies end with a Folk Music Teachespgcialzed in an
instrument, folk singing, or folk music theory}y Performing Artist diploma.

A SHORT BRIEF, STRUCTURES AND AIMS IN TEACHING FOLK MUSIC IN
INSTITUTIONS

Primary levelz art schools also known as music schools

Schootbased education started to extend in the 19 century in
Hungary (Vas, B. 2015: 88) and exists in the present as a widefvailable
and respected way to learn music for students aged 6 to 22 years old. The so
AAT 1T AA OAOO OAETT1 066 10 OI OOEA OAETTI
with the chosen instrument or singing training course accompanied by
theoretical subjects (solége, music theory) and orchestral practice to build
the whole music knowledge. The children can attend mainly classical
ET 0000 AT 0066 AT OOOAO ET OEAOA ET OOEOQOC
schools have been offering folk music training as welhcluding folk singing
courses.

The basic level of learning music is not the part of mandatory public
education, though it could be the most important and involving experience
for a child or youth to get deep impressions on their musical abilities, mind,
and reflections on culture. Conngting with teaching folk singing, basic music
schools could aim at determining the folk music impact level as well: pupils
have deep and continuous influences on the folk tradition in a sensitive age
and they can carry on their knowledge as a mother tonguk does not matter
if they later specialize in any musical educational fields or not. The most crucial
point is to give the students the foundation to express themselves via folk
singing and to make them understand how this cultural heritage operates,
changes, and relates to other cultural features.
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The second level

The next level is the secondary school, better known as conservatory.
7A EAOA AT TI1T00 YP UAAOOG A@PAOEAT AA 11
SAATT AAOU OAETT1 06 OOAETEIC T £Z£A00 EEO OI
students (aged between 14 and8) get the general knowledge subjects (like
Maths, History, etc.), and they get the highly layered musical education in
general but focused for folk music. A student decides on a folk music
instrument or the folk singing as the main subject, and she or bets other
practical subjects (one more instrument, chamber music, vocal training,
ethnography, folk music transcription, folk music theory, folk dance course
and the general musical subjects, like music history, music theory, solfege).
After a 5year training they finish with a middle level graduation.

A student who attends this type of education should have special aims
with learning folk singing. The teacher must lead her or him to find the
matching next step. Some of them are talented, mature, and diligent enough
to go on to higher education and becom professionals. And there are many
students whose plans and routes turn to other directions. We, the teachers,
could give anybody the adequate offers in folk singing training. It sometimes
happens that folk singing teaches somebody to become selinfident and
brave enough to accept her or himself, or help relieve stuttering or other
speech defects.

Higher education

The last point is higher education. It involves two universities in
Hungary, mentioned above. Both institutional programmes are for talented
and dedicated young people who want a career as folk music teachers or/and
professional performers. There must be widespread and weHarticulated
curriculum, which could be a familiar and proper resource or knowledge for
the young graduates to express themselves as artists and to be able to
transmit their knowledge and thoughts about folk songs and folk singing to
their future pupils.

WHO ARE THE PEOPLE INVOLVED IN THE FOLK SINGING TEACHING
PROCESS?

We have 3 participants in every case: the student, the teacher, and the
curriculum.

The student

The student is motivatedz initially, mainly on the basic level, we do
not clearly know what makes him or her attend a folk singing course but she
or he wants to learn folk songs. The challenge is ours to keep and grow their
interest in folk singing, broadly in folk culture. Our students live in the present
and have less connection with the folk culture directly. But they have their
own family roots, it is possible to have relatives which live in the countryside,
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or have a summer experience somewhere in Transylvania or any other rural

part of the Hungarian language area or have a book on their bookshelf about
traditional agriculture, or anything else which is suitable for us to connect the
students with the folk cuture. We must highlight that the mode of expressing

their emotions, much like our informants sang out their lives, is working well
xEOE OO0 Oii18 7A AAT OEI ¢ xEAT EO EO A,
birthday, or when we are delighted or disappoird.

However, our work with the student refers to the development of
their musical abilities (hearing skills, sense of rhythm, memory), vocal skills
(sound range, intonation, respiratory capacity), the attitudes towards singing
(posture, body consciousness).

The teacher

The teacher obviously must be engaged in transmitting the wholeness
of folk singing tradition and practice. She or he must have skills in at least 3
aspects: professional, pedagogical, psychological skills. She or he can operate
with factual knowledge and practical singing experiences, must have the
methodological tools, longterm and shortterm progress plans to help with
OEA OOAT OEOETTh AT A 10060 PAU AOOAT OET’
psychological status, to his or her relation to singing.

The teacher helps to show the ways to make the singing repertoire
alive z leading by example. His or her artistic sedkpression and singing
and sounding.

We have our own knowledge about the folk songs (it does not mean
all the songs and variations frongollections). But we know them well and do
not cease exploring the resources, and we are engaged to know and
understand the wholeness of the curriculum (with its ethnographical,
sociological, historical surroundings).

The curriculumz folk songs and surrounding factors

The third participant is theMateriaitself z it means the collection of
our folk songs added to our folk singing tradition. As teachers we must make
both parts familiar to the students. We must teach the melodies and texts and
variations. And on the other hand, we must tell everything abouthe
surroundings of the songs. It means the ethnographical information about a
region, or the daily life of the people who lived with these vocal soundings,
with our folk songs. We have a huge amount of information, soding and
written data, oral histories about our informants. Peasants who truly lived
with this culture. Help the students to look behind the recordings and
transcriptions: who are the informants? How did they live?

This mass of folk songs is always formed and underwent continuous
changes, depending on and modified according to the ethnographieal
sociological conditions. And more: it changed according to the singing
communities and the individual capabilities, talent@and possibilities. That is
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why this Materiahas a rich and multiayered practice from region to region
and person to person.

And that is why we must help the students find their own solutions in
folk singing. Because they are always changing, they have their own
surroundings (family roots, experiences, the actual physical and psychological
OO0A0O008Qh AT A AEowidagaliifies &né tAlentg EcAr@dled OE AE O
to their own aims in their folk singing studies.

SCENES OF FOLK SINGING EDUCATION

I will present below the two main scenes, which, in my view,
influenced and gave the patterns to the manner of institutional teaching of
folk songs. Both areas dealt with education in some way, and several of the
features can be adopted in our institutionbpractice.

Traditional communities
In the traditional communities folk singing manifested mainly as a
common type of knowledge. The repertoire of a person was equal to the
common repertoire. They learned the songs by involving themselves in the
Al T 1 01T EOEAGSE AAEIT U AT vere A&i@®OiE GiAgingl EAZAh A
immediately. It was an unwritten tradition, the pieces, the melodies emerged
AT A &£ Ooi AA AO OEAU OAPAAOAA AT A OOAA OE
knowledge in such a traditional community was mainly limited to the local
songrepertoire.
Which attributes are used in institutional folk singing practice from the
above? We must try to offer opportunities for caperative music projectsz
to learn to sing together, to realise who the leading singer is in a group. To
make place for the memory not to write down everything, to set the sheet
music aside. To see how the students can help each other. To let them teach
each other. To do dancing with singing. To let them feel how it works with a
physical training. To look for opportunities to make living tradition: to teach
the festive songs and sing them together at the right time. Ideally, we can
form a real community with our actual students which has its closer and looser
connections, its own specific operation.

The dance house movement
TheseAAT 1 AA AAT AA ET OOA 11 OAI AT O j OOUT A
fifty years ago in the urban environment among some intellectual young
people who searched the proper and matching opportunity for entertainment
with live and traditional music and dance, in thgpecific social, political, and
cultural conditions of the era. For some time, this was the era of mannered
choreographies and it reflects a false image about the tradition.
Its founders and their followers brought a new colour and thinking
about living with traditions. They modelled the traditional dance house of Szék
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(Sic, Transylvania, RO). They learnt directly from the old musicians as they sat
down next to them in the dance house.

The first own dance house was organized on6of May 1972, in
Budapest. This method, the phenomenon of the dance house and the involved
and soulful mass of young people who wanted to live with this folk culture, to
transmit as many parts of their urban life as possible, turned into a stidtural
phenomenon. Today, there are hundreds of dance houses all over the world.

The teaching method of folk songs in a dance house takes place
directly and is an intentional learning. The participants sit down in the pauses
of dancing and learn collectively one or more songs from a singer (who is an
artist or an informant, a traditioral singer). The proper choice fits the dances,
so that they can use and sing them immediately while dancing. The singer who
teaches can cite the source or the participants can write down the texts, but
it is mainly a memorised, unwritten repertoirez without variations, and
sometimes with canonised melodies, ornaments, and other musical
attributes.

What can we prefer from this practice in institutional teaching? First,
the activity in dancing: it could show our students the union, the oneness of
the singing, the instrumental music, and the dancing in traditional culture.
Secondly, we can highlight te role of listening through learning, the
possibility of memory development. In addition, we can point out again the
pleasure of singing together, being present as a community, a group of
humans who live with their cultural heritage.

FOLK SINGING IN THE EDUCATIONAL SYSTEM

The main difference between the previously presented scenes and the
institutional settings is that individual lessons take place in schools. So, we can
form a personalised plan for each studermtfit to their personal aims, talents,
and status.

It is a direct and intentional dialog between the teacher and the
student z it could be drafted, reflected and changeable. It is led by a well
trained teacher who has the skills | have mentioned before: professional,
pedagogical, and psychological capa@s and creativity in teaching.

The training concentrates on the whole Hungarian repertoire of the
Carpathian Basiig we have study programs teaching how to proceed year by
year. These documents give a frame to create the personalised progress plan
for each student.

The main principle of the curricula is the division based on dialects, as
shown below:
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class AAOEA 1 AAOEA 1 AOAIT secondary level
section(2*30 | (available for talented | (from age 14, classes
minutes pupils with 2*45 minutes| 9-13., 2*60 minutes
classes/ classes/ week; works classes/ week)
week) from the 29 year)
music pre rhymes, - -
training AEEIT A(
classes 12), songsz
age 67 independent
selection of
the regions

1(age 89)/9.

Transdanubia

Transdanubiaz with

(age 1415) a sophisticated
sorting: R4bakdz,
Zala, Vas, Somogy
counties, Sarkoz
Bakony Mountains,
-AUe EEI |
Orméanség, Szlavénia
2(age & The North The Northz with some The North-with a
10)10.(age specialization: Csallokdz sophisticated
1516) Zoborvidék, Palocfold | sorting: Zoborvidék,
Csallokoz,
Matyusfold,
Paldcfold
3(age 10 Great Plain | Great Plainwith all the Great Planwith a
11)11(age 16 typical small regions: sophisticated
17) Szatmar, Hajdusag and| sorting: UpperTisza
Nyirség, Nagykunség, region, J&szsag,
Koros region, Kunsag, SoutkAlfold
Jaszsag,Kiskunsag,
Kalocsai Sarkdz, Danube
region of Bacska
4.(age 11 Transylvania:| Transylvaniawith some | Transylvania with a
12)A2(age 17 | Székelyfold specialization sophisticated
18) (Seklerland) | (Székelyfold , Marog sorting: Szildgysag,
and Bukovina +I EI1168E Kalotaszeg,
Udvarhelyszék, Csik, | - AUe& Oi Ch
Gyimes) as well as region, Székelyfold,
Bukovina Bukovina
5,(1213)A3. | Transylvania:| Transylvania: Szilagysag Moldova
(age 1819) Szilagysag, | + A1 T OAOUACH
Kalotaszeg, | based on theprocessing
- AUé& Oi of recordings of the
specified vocal
informants
6.(1314)/14. Moldova Moldova -

(age 1920)
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In every class, it is important for each student to gain a broad and
comprehensive understanding of the singing tradition of thepecific dialect.
Therefore, the next level of organization follows a thematic perspective. We
strive to work with each genre characteristic of the singing tradition we are
getting acquainted with, adapted to the students' age and vocal abilities:
children's play songs, songs for special occasions, folk songs related to life
events, lyrical songs in various styles, ballads, and dances with different
characters.

Finally, we have several subjects accompanying our action and helping
to understand the folk music and folk culture in its deep meaning:

- Solfeggio, Music History, Music Theory, and PiaStudies, tobuild a
comprehensive musical knowledge.
- Folk Music Notation, Folk Music Theory, Ethnography, Instrumental

Studies and Group Music Practiceto help students understand the

unique functioning of folk culture and express themselves artistically.

CONCLUSIONS

Folk singing as a performing art

Finally, | consider it important to emphasize and describe my thoughts
on the performative existence of folk songs and the authenticity that lies
within them, as demonstrated by us, the performers.

The essence of this can be summarized in a quote from Katé Havas:
"The problem is that we are taught to be good, and the audience should be
delighted with our performance, not that we should serve the composer and the
music."(Solymosi Tari, E. 2003: 10.)

The subiject of our folk singing is inherently a communal creation, with
the closest sources being the singers heard in recordings. They are our
"composers.” With them, we might establish a connection that is perhaps
more direct than that with the classicamusic composers: we can listen to
their voices, read about their lives and daily routines in ethnographic
literature, and occasionally explore their personal autobiographies. We can
study the entirety of the folk music culture they used, its origins, ewdion,
and its musical and lyrical folkloric elements and genres. Some of them we
might even know personally or a few of them could have been our ancestors.
We can visit the regions, the countryside where they lived.

When we sing, whether it is on significant stages, in a school concert
or in an audition in front of a small audience, or when we celebrate our
grandparents at a family gathering, we are the mediators of the knowledge of
our singing mentors (traditional sigers). We do not primarily present
ourselves, our brilliant voices, or virtuosic ornamentation practices to the
audience. All of this can be a toclnecessary, indeed to sing in a stylish,
precise manner that remains faithful to the genre and regionpkculiarities.
What is more crucial is that we attempt to convey to the audience everything
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that can be transferred from the knowledge of the singing mentors, the sung
tradition, and the connection and experiences between us and the traditional
singers. There are two presences in the performance: The person whose
legacy resonates on stage is padf our singing. However, they are not the
active ones, so each folk singer puts her or his existence, talent, knowledge,
and idea into singing. It is a real, internally driven, s&léntifying creation. This
authentic creation is far from imitation or relication. It has time and space for
change as the performer is constantly evolving, just as our students grow up,
and their voice, physique, and condition change. However, the familiarity with
the folk singing tradition and its songs is deeply rooted with them. When
they sing, it repeatedly emerges through their current existence.

Teaching our students this mindset andnowledge is a challenging
and lengthy process. Moreover, there are various ways to step onto the stage
and sing folk songs with different interpretations. In my teaching and singing
practice, however, this is perhaps the most crucial concept. Everythingrbte
above about the institutionalized teaching methods and structure serves this
purpose.

0%230%#4)6A ! 3502! 02%$A2)) #=.
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(Vas, B. 2015: e8dq HE AQGEOO4a y1 DOAUAT O AA |
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CARE SUNT PERSONAJELE IMPLICATE IN PROCESUL DE PREDARE A
CANTULUI POPULAR?

I OAi Y DPAOOEAEDPAITTE y1 EEAAA@A AAUg
Elevul
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Profesorul

001 £ZAOT 0O1I OOAABEAh AOEAAT Oh 0a&a A
OOAAET EE HE DPOAAOEAE AA AYT O pPibpdl AOS
AOPAAOAd AAEI EOQATE DOl AZAOCEIT 1T Al Ah PAAAC
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04a O A fix]sboplogic, istoric).
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DOEEI 11 CEAa4a AAOODAAGSBOIQPEGEKRI AléghtéEe AADA
propriile lor scopuri cu studiul cantatului popular.
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yi DbOAOT & 1T A 111A1T 0601 bDi OOEOEO8 ) AAAI h DI
OOOAATTEE 11 HOOE AAOOAT ERh AAOA AOA 1 Acac
AO0T A1 BPAAGKEAA POl POEAS
-ERAAOAA AAOGAIT T O AA AAT O

! mumital ERAAOA A Arpaochdzihoogaldnd) sdférhad
AAOI AET AEUAAE AA AT E y1 1 AAEOI OOAAT DO
I TPT 0OOO61 EOAOA Pi OOEOEO4A DPAT OOO AEOOOAAIT
AT TAET EETI A O1 AEAI Ah Pi 1 EOEAA #Haafo&tOl OOOAT |
OATAEH®AQOAEEE||O i AT EAOAOA HE OAAEI AAOa 1

&1 1T AAOT OEE #®E AEOAEDPIITEE 110 AO AABO
AAOPOA OOAEOAA AO OOAAET EEI A8 wE AO 11 AA
i 3EAh 40AT abl QAVEARAOC2 AGOBRB O AA 1 A | OUEAE.
de ei in casa de dans.

0OEI A AAGa AA AAT O DPOIPOEA A A 00 I
"OAAPAOOA8 ! AAAOOGa 1 AOT Aan mATT T AT O AAO,
AO OO&I AOOI AAOGAEEO A OET AOEIT O AAOA AOD
DI DOl A0ah 0a OOAT OIiEOCAEIAYOEATAKE @ @A DiA4 hb &/

AATTT AT OOAAOI OOOAI 8 ! OO4UEh AgEOOa OOO0OA
Metoda de predare a cantecelor populare it AAO&a AA AAT O AO
AEOAAO HE AOGOA 1T yi1oal AoRs & tnpdl T ET T AOa

evenimentu OE HE yTOAié Aii AAROGEO O1 61 OAO i AE
AOOA AOOEOO OAO EI &£ Oi AGT Oh &1 AYi 6a0Al
bl OOEOAHOA AAT OOOEI T Oh AHA Aa'LA'QLO i

311 EOCOOI AAOAT EFIUBATOD OBDIAA ORAOAPAOOEAEDPATT E
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n mare parte este un repertoriu memorizat, nescrigcda 04 OAOEAIT EE H

i ATTAEEh 1 01 Al AT OA HE Al OA AOOEAOGOA i
Ce putemb OA ZAOA AET AAAAOO4 DPOAAOEA4 |
POEI O1 OYT Ah AAOEOEOAOAA y1 AAT O AO

Ol EOAOAA AY1 OAOOI OEh | OUEAA ET O0000I Al C

doilea rand, putem sublinia rolul a4l a OEE BOEI] AOAOI OA
AAUOI 1 OAOEE [ AiTOEAE8 _ 1 bpiI OOh bDOOAI
yi DbOAOT ah POAUATTA AA 1 ATi O1 EOCAOAR (
i THOAT EOAA 11T 0 AOI OOOAI as8

#=.45, 0/05,!'2 . 3)34%-5, %$5#!8)/ .1,

$SEAAOATT A POET AEPAT & y1 OOA OAAT Al A
ET OOEOOT ETT AT A AOGOA Aa 1 AATEEI A ETAEO
forma un plan personalizat pentru fiecare elew potrivit obiectivelor,

%OOA O1 AEAI T C AEOAAO HE Edodeil T ET T
Al AAT OAOh OAmEI AAOGAO #HE OAEEI AAAEI 8 %00
AOA AAEIT EOGaTEIA TATTEITAOA AT OAOET O¢q
carpatic-A OAT DOI COAI A AA OOOAEO AAOA ET AEZ
I AROOA AT AOI AT OA 1T EAOa O AAAOO DAT
personalizat pentru fiecare student.

0OET AEPEOI AA AAua Al AOOOEAOQOI Oi O «
AdA AOI AOOA DPOAUAT OAO 1 AE EIT Oq

Jdasa SAAT EOT AA SAAT EOT A A Nivel secundar(de la
AA AAwa3n 1T EOAT AZ 14ani clasele23.,
minute i AEODPI 1T EA cursuri 2*60
AOOOOOET( Al AGEE O4 1 ET1 OOATOAE
aq cursuri de 2*45
i ET O0OATOa
| OA04OB)
cursuri de rime, cantece - -
DOAcCcad pentrucopiiz
i OUE AA, OAT AAT
varsta 67 ET AAPAT A
regiunilor
1.(varsta8-9)/ Transdanubia - Transdanubigz cu o
9. (varstal4 O OOAOA Oli
15) EOQOAAT Al A
Zala, Vas, Somogy,
SUOEEU n
"AETTUR -/
Ormanséag , Szlavénia
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2.(varsta9- Nordul Nordul z cu ceva Nordul -cu o sortare
10)/10. specializare: Ol ZEOOEA
(varstal516) Csallékoz , Zoborvidék ,
Zoborvidék , Csallékoz ,
Palécfold Matyusfold , Palocfold

3.(varsta 10
11)A1.
(varstal617)

Marea Campie

Céampia Marecu
toate regiunile mici
tipice: Szatmar,

(AEAY OUC
, Nagykunsag ,
regiunea Koros ,
Jaszsag ,Kiskunsag
, Kalocsai Séarkoz ,
$ O1 a-@dluhea
Bécska

Great Plan-cu o
01 OOAOA Oi
regiunea Tisa
OOPAOEIT ADa
Kunsag, SoutkAlféld

4. (varstalt
12)112(
varstal?18)

Transilvania:
Székelyfold (
§ET OOODI

HE " OAI

Transilvania cu
oarecare
specializare (
Székelyfold ,
Marosz regiunea

+1 Ei 118
Udvarhelyszék,
Csik, Gyimes) ca
bine ca Bucovina

Transilvania cu o
01 OOAO0A O]
Szilagysag,
+Al T OAOUAC
OACEOIT AA
Székelyfold, Bucovina

5.(1213)/13(
varsta 1819)

Transilvania :
Szilagysag,
Kalotaszeg,

- AUg Oi ¢

Transilvania :
Szilagység,
Kalotaszeg,

- Auedi ¢h
pe cel prelucrarea
y1T OACEOOC
_ specificat vocal
informatorii

Moldova

6. (1314)/14.(
varsta 1920)

Moldova

Moldova

_
Al Pl a

O00i a0l 001

0a 1 OA

AEAAAOA Al Adan

I EOAI
oali

AAT EIEAREANBOEOD

AA

AOOA EI i OOAT O AA 4
HE AODOET U&aOil AOA A OOAAET EAE AA AVYI
I OCAT EUAOA OOi AAUua i
AOOEEBAADAOEKAT O GAAA Euhténd E

AYil OC
EOQATEIT O O

pentru copii, cantece pentru ocazii speciale, cantece populare legate de
AOAT EI AT OAT A OEAT EEh AOEIKO ARANMALAAD EFAR
personaje diferite.

1 OA&EYOHEONN

yi1 1Al ACAOAA

g1

AOAI AYOAOA OOAEAAOA AAOA

1A
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- 311 £ZACEOh EOOI OEA | OUpdultiElipenttual OE A
AT 1 O000E AOT T HOETTA | OUEAAT A AODOEI

- .1 OATEA | BUEAAIl a PiI bbOI Adah 4AT OEA |

ET O0001I AT OAT A HE 0QRAADEAS AOCBEMANDOAA
y1 1T Al AAca A&OTATETTAOAA OT EAa A AO
artistic.

CONCLUZII

#Y1 001 DI POI AO AA A0OOa A OPAAOAAT I OI OFE
T O&EYOHEOR Ai1OEAAO Aa AOOA EIbi
CYT AGOET A T AT A AAOPOA AQEOOATTA ET OA
%OATT A AAAOOOE 1 OA @ cité dik IKaf Hakigs: OA U C
noOT Al AT A AOGOA Aa OO1T OAi y16al ATE Oa ¢/
O0a EAEA y1AYI OAO AA ET OAOPOAOAOAA 11 AOC
3OAEAAOOI AY1T OOI GE 11006000 pibpOI AO
Al i 01 EOCal EEh AAT A 1T AE APOI PEAOA OOOOA
0061 6 nAl i PTUEOI OEE6 11 HOOE8 #0O0 AER Al
AE AEOA®RDAMO AMRIAIYEDI UEOT OEE AA [ OUEAa A
O1 AETI Ah DPOOAI AEOE AAODPOA OEATEI A HE
ocazional, putem explora autobiografiile personaleDe asemeneaputem
OOOAEA y1 OOAACA AQOI 600a Aldsitd, Gigisild a DI E
AdGi 1 0T EA AE HE Al Ai AT OAT A ®E CAT O6O0EI A
AO POOAA AEEAO Oa yE AOITTAHOAT DAOOII
O000aiTHEE 1T1#HOOES8 0
#Y1T A Avi Oai h £EEA
OAO 1T AOAETEA yi1 EAI
AAOT AOA AA £EZEAT EI EAR
I

—_—

OO0AiI OEUEOA OACEODIE
Aa AOOR BAT AADDAHR(
A O1 6E DPOAI EA OAO
001 6Ai 1 AAEAOT OEE
OOAAET EITAIABCI. i1 OEOHI OYT A DA 111
0004l OAEOI AOA OAO DPOAAOGEAEI A OEOOOI UE
acestea pot fi un instrumentz intrAAAO& O 4 pkrrd © daia intro

i ATEAOGa Al ACAT 6ah PDPOAAEOaAaPAAABAOIGAIEG
OACEITT AT As #AAA AA AOOA [ AE EIi bl 00AI
bOAT EAOI OE O1 6 AAAA AA bpi AOGA EE OOAI
AYl O4a0AT h OOAAETEA AYi OAGa HE 1Acaddo
OOAAEWBDEIODIAE AT 04 D OA pehdanapA yAla OREA A G AHAG /
OAUT T AAUAa DA OAAT & /[EAAKU D#texOhtealdEriu AY T
001 6 AAE AAOEOEh AmrA Aa AEEAAAOA AV 04a
AOT T HOETTAI A REAPAAREAy OAAYBRO8 ADADAOHK
AOOT EAAT OEZEA4a8 | ARAOOa AOAATEA AOOAI
OAPI EAAOA8 ' OA OEi P HE OPATEO PAT 60O C
yT 1 TA AT 1OOAT Oh AGAAO DA 1 ADADIDa ARBE A
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ATTAETEA 170 OA OAEEIi Aas #0O0 Oi ACA AAAOO!
DI POl AO HE AO AYI OAAAT A OAI A AOOA AAYIT A
OAEAOCA yi1 11T A OAPAOAO POET AQGEOOATTA 110

_1 641 AOAA OQAUAATAIADIOIAO | AT ®BODE OAOA HE A
O bOi AAO pOiI 61 AAOT O H#HE y1 AA1I O CAO8 - AE
DA OAAT a ®#E AA A AYT OA [T A1 T AEE DibpOi AOA
DOAAOCEAA 1 AA AA POAAAOA tnportdntdoeépt. AAAOOA |
416 AA Ai OAOEO |1 AE OO0 AAODPOA 1 AOI A
ET OOEOOTI Ei T Al EUAO4a OAOOAROA AAAOOOE OAIT B:
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SUMMARY

The present work is a plea for the opening of a new approach to
Romanian folklore in general and traditional music in particular, by
restoring it in the form of a performance, through the art of directing.

Starting from the evolution of the stage activitgf the Romanian
4 0AAEOQEI T AT - OOEA %l OAT AT A O) AT AT Ao
Academy of Music in CNppoca, we present, chronologically, the steps
that were the basis for the realization and staging of three
performancesO# AOT 1 O AT A OEOOAI Oi1CO A&
211 AT EAT O1 01 AAOxAAT 11 x AT A OE
(2017). By describing in detail the process of conceiving these
performances, supplemented by images and video recordings from the
stage, we want to offer, as detailed as it is possible, a picture of the
directorial conception process of such a performance, and to provide a
model of folklore staging, a model that can and should be replicated. In
order to preserve and make our Romaniéolklore known, it is
necessary to create such productions that depict the rituals of the
archaic village community. For this, it is necessary that the restitution
be made under the supervision of folklore directors with specialized
professional training ad represent the result of a common effort to
capitalize on stage the research activity of specialists in the field:
ethnologists, ethnomusicologists, ethnolinguists, ethnochoreologists
etc.
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CluiNapoca, sunt prezentate, cronologic, demersurile care au statla .= =~
AAUA OAAI EUAOEE HE DPOHAOEE ART HEA AlvYd OAA
OEQOAI A AEI 40AT OEl OAT EAG j Wwoxwqgn n30
AOOI AEQ LW@XGQQ n#1 1 ET AA OOAT OEI OAT Ao j
A DOl AAGOI OE. AA Ai 1T AADAOA A AAAOOIL O OB,
HE y1 OACEOOOIamE OEMROAUMHEIOADEE] T Oh AT O
Ei ACETA AYyO I AE AAOAI EAOGa A POl AAOOI OE
spectacol de gertitE. 04 1 FAOEI O1 11T AAT AR OACEA.
bi AOA HE OA Al OAHOA A £E OADPI EAAOG8 0AIl
AL1LALTOOLh AOOA 1T AQI EA 04 OA AOAAUA AOC
OEOOQAI OOEI A Al i O1 EOQA4I _EEsteMéctsArROE AOEAEA
OAOOEQOEOAA Oa OA AZAAa OOA OODPOAOACEAO
DOACAaOEOA POl ZAOGET 1T Al a AA OPAAEAI EQAOA
Agi 00 AITOI ~AA OAIT OEAEAAOA  OAATEAa
OPAAEAI EROQOEI T O1 @ER A0 AT GOEATAGICIEIh A OI
AOT 1T AT OAT 1T CE H8AS
Keywords

Folklore direction, folklore director, ethnospectacology, traditional Romanian
music, performing arts, ethnoscenology

INTRODUCTION

Motto:

Orhereis no Romanian duty more worth fulfilling and no effort
more useful, than to make the younger ones, those who come
after us, share in the spiritual goods inherited from the past, to
hand them over to them as a dowry of great piice

(Breazul, 1993: 11).

Currently, in our country, there is an abundance of cultural events that
bring before the viewers different facets of Romanian folklore. Often,
however, these productions are made only to serve as entertainment and to
attract as large an audience as pos$ih However, we are of the opinion that
the purpose of folklore productions must be to bring the public closer to the
essence of traditional Romanian culture and to educate. Why? Because it is the
younger generations who have the task of carrying forwarché traditional
culture and thus preserving the national identity. Butvhereas not long ago
OEA OOAOOEOOOEI T 6 | AaditodnA valkdd Edull Ge AT A OB
achieved naturally, passing from one generation to another, the current
CATAOAQGEITO 11 11T1TCAO PI OOAOGO @A OAAAE
believe that one of the most appropriate and current ways to deal with this
problemisbyObAAT EA OO0 A O @ErnofpérierimandeiHovieler, &vEnA
if the term performance is one frequently usedby the organizers of cultural
folkloric events in Romania, it still continues to have a pejorative connotation,
AOGA O1 EOO OAgOAOI Al h 1 AGAOEAT AEAOAAOQAOI
(Pavis, 2012:366). Thus, through what in the present paper, we call a
performance, we want to move away from the meaning of performative and
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get closer to a more current meaning of the term, similar to the one in theater,

x E A O-Averytifing is significant: the text, the scene, the place of the theater

and the hall (...):all means are suitable for theatrical production: speech, play,

newteAET EAAI | AAT 06 j OAOEOR TP:Td Ywwqs

opinion that the shows must respond, first of all, to the educational purpose,

but also because the show does not exist without the audience, they must be

attracted by using methodsand means in accordance with current trends in

the performing arts. In this sense, the rituals of tharchaic villagecommunity

can constitute an important means of scenic representation that can respond

to the tastes of the young public if they are presented in a syncretic way (as it

happened at the origins), by combining all the specific forms of manifestation:

traditional vocal and instrumental music, traditional dance, folk language and

poetry, traditional clothing and accessories, bodily attitudes (gtse,

movement, expression), etc. On the other hand, the notion of a production

intrinsically means staging, which, in turn, requires the presence of a director,

TATATU A DPAOOIT xEI OEAO OEA 1 EOOEIT

aesthetic and organizatioal responsibility of the show, choosing the actors,

OEA OAgOh OOET ¢ OEA OAATEA Pl OOEAEI EOE
Taking these considerations into account, this paper presents the ways

of realizing this type of syncretic production and brings to attention the

formulation of three new notions in the stage practice of Romanian folklore:

folklore directing, folklore director and ethnospectacology.

HISTORY OF THE NOTIONS OF FOLKORE DIRECTOR AND FOLKORE
DIRECTION

The concepts of folklore director and folklore directing are not currently
found in the Romanian or universal performing arts terminology. They belong
to me and were formulated based on my personal experience, starting from
2002 when | started my course8 O OEA O' EAT OCEA S$EI Ao ! 4
Clup. AbT AAh OPAAEAI EUET ¢ ET | OOEAAI OEAA
courses in Performing Arts and in 2014 | obtained the title of Doctor of Music,
in the field of Musical Performing Arts. In parallghowever, unconsciously and
somewhat unintentionally, this preoccupation with directing gradually began
to be reflected and manifested in another field, adjacent to my specialization
and with which | came into contact from the first years of studentshipamely
Romanian traditional music. At the beginning as a singer in tR@manian
40AAEOQET T Al - OOEdhd theh a3 AimarbAr ofGhe Anusichl A 6
A1 EITOA AT11AAGETT OAAI 1 AA AU POT £8
3 years in the ApusenMountains. The experience of collecting traditional
music from the Romanian villages made me know the repertoire that we were
performing within the Ensemble from a different perspective, not only from a
musical aspect but also from a syncretic aspect,whid started gradually to
capitalize in the activities of the® ) AT Bnkefnble. Thus, | went from being a
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member in the Ensemble, to being a director, more precisely to being a
folklore director.

BRIEF FORAY INTO THE STAGE ACTIVITY OF THE ROMANIAN TRADITIONAL
-53)# %. 3% ", % O)#/ ! . %o

From its establishment in 1994, until 2012, the activity of the Traditional
Music Ensemble) A | Adf thedGGheorghe Dima Academy of Music in Cluj
Napoca, consisted of recitals and concerts that aimed to restore the sound
and to return to the general public some archaic folk music productions, taken
either from Collections made at the beginning of the 20th century, or from
materials collected from the field, from different areas of the country, by the
members of the Ensemble (teachers and students). The repertoire covers the
cycle of life, including ritual songs that accompany the main events of the life
of the archaic villagecommunity: birth, army, marriage, work, death, and
customs over the year such as harvesting or carolling. In this form was
designed every stage event of the Ensemble, so that each time a musical
sample from each genre was presented to the audience, vamyionly the
dialect area.

Fig. 1. Video recording of the wedding songRAOYT AO6 AAOEAI T O
In 2006, there was a first collaboration of a group of 13 girls from the

%l OAT A1l Ah xEOE OEA O, OAEAT Ndpocd fpriie . AOET 1 ¢
theatre play The banquet or the road to Momia AEOAAOAA AU - EEAE
O4EA PI AU EO AAT OO OEA AEAEEAOAT O EAAAO 1,
the lives of each of us, sooner or later, more directly or more subtly, as well as
mislead, confusion, regret and the promise of a ray of surish - all coming
after death has already set in, name@ &G O EEI 1 AAd6 111 ETA OI
Cristina Modreanu, accessed on 14.09.2023).

The role of the group of girls was that of mourners who, through ritual
AOT AOAT 011 cO AT A xAEI Oh DPOT OEAA OEA 1111
light (fig. 2).



Fig. 2. Image from the performance The Banquet or the Road to Momfa, with
the group of mourners (photographer Nicu Cherciu)

yl TPxPh 11T OEA TAAAOGEIT 1 &£ OEA %l O
Universitarilor, in CluNapoca, as a director, | tried to introduce some
AT AT AT 66 061 OAOAOGO Obpd OEA DPAOAE Oi AT A
light spots with different colored filters depending on the moment depicted,
to potentiate the emotional state in accordance with the ritual song
performed; selecting costumes and accessories as traditional as possible;
adopting a more natural body position and abandoning the position of
overlapping arms in front of the abdomen.

YT TPETh A OAATTA AT11AAT OAGEI 1T xEOI
from ClufNapoca followed, this time with the Ensemble members as main
protagonists. The conception of the new production, which was entitled
Carols and ritual songs from Transylvamigeant stepping into a new stage of
interpretation, and moving from recitals and concerts to a broader stage
approach, a production.

1.THE PERFORMANCE CAROL AND RITUAL SONGS FROM TRANSYLVANIA
(2012)

The production Carols and ritual songs from Transylvahid the first
OAPOAOGAT OAOCETT 11 $AAAT AAO IXh TPIT A
in ClujNapoca, followed, during the same month, by several other
performances in various national cultural institutions such as: the Art Theater
ET $AOAh OEACAHy ORAEBOA 1T £ #01 OO0A AEOI I
AOT T | OAAAAR OEA OwOCAT . EAT AOad (1 OOA
AEAAOAO Owl AT A 4AT Al OETES6 A£OT 1 #OAET OA
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In the conception and staging of this show | had the role of artistic
consultant, the direction was made by Andreea lacob and the scenography by
Valentin Codoiu. In creating the scenario, it was desired to preserve the
pattern of the previous concerts, ofpresenting, through sound, all the
OOEOAOGET T AGo T £ 1T AT80 PDAOOACA OEOI OCE 1 E,
the goal of the production team was to make the ritual songs and the context
in which they were performed in the old traditional village moraccessible to
OEA DPOAI EA8O O1 AROOOAT AET ¢8 )1 OEEO xAUh
hand on the scenographic aspect, and on the other hand on the arrangement
of the members in the entire stage space.
The sequence of moments was as follows: Birth; Lioara (young girl play);
Bee; Army; Harvest; Wedding; Funeral; Carolling.
Set designer Valentin Codoiu created a seemingly simple but very
ingenious scenography, using only a few pairs of whi@OAT OPAOAT 6O ODPAT ¢
(fig. 3), as they are called in Romanian stage terminology, with which the
perspective image was created. Thenimagevere projected (representing old
pictures) related to the musical moment depicted. Thus, the visual sensation
created was that of penetration and interpenetration of the performers in the
projected images (fig. 4).

&ECOOA Y8 30ACA OPAT OOoh ET 6A1 Al OEI
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Fig. 4. Stage pants with image projection, scenography by Valentin Codoiu

Regarding the arrangement of the members of the Ensemble in
space, different movements were designed to be in accordance with the
moment presented, and a small documentation was made on how these
events were carried out in the traditional Romanian villag&or example, for
the songLiora,x EEAE EO A Oil1C 1T &£ OOxETTEICo6 |
stage transposition of the movements as we found it in the description of the
game from the book namedMusical Folklore from Bihdsy Traian Mrza, in
which,nex0 O1 OEA OAT OAh OEA A T11xETC 1TAO
of girls two rows are formed- a larger row with two players in front, or pairs
ET A Ol xh xEEAE DAOO O1 AAO OEA OCAOAb®
front, etc.-, a situation in whtch those from the smaller group have the
bl OOEAEI EOU O AETT OAh OAAAE & Mika I 1T A C
1974: 95). In the performance were created three gates made by pairs of girls
holding together a veil (the veil was used as a symbol throughout the whole
performance, changing its meaning depending on the momegtat birth it
OECTI EAXZEAO OEA AEEI A ET OEA 11 O0EA0CSO A
veil, etc.), and two performers passed through these gates one by one. You
can view the moment by scanning the QR code (fig.5):

@)
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Fig. 5. Excerpt from the productiorCarols and ritual songs from Transylvania

The show was represented in the following years, until 2015, in the
month of December, in numerous cultural locations in the country. In 2014, in
collaboration with Romanian Television, it was represented at the Romanian
Athenaeum in Bucharest and broadcasn TVR1. In 2015, a national itinerant
tour was held at the Trade Union Culture House, Athdia; House of Culture

O, OAEAT "1 AcCAo AOT T 3AAArmN 0AlI AAA T A& #0I «
(1T 6A1  A&O01T 1 3ETAEAN #1 AOOEAAN OGEAAQRAE O)
, OT AEAOEAEG . AGETT Al OEEI EAOITTEA AOTIT #

2.THE PERFORMA&OMANIAN SOUL BETWEEN NOW AND THEN (2016)

Following the same pattern of the events of the life of the archaic
village community, in 2016 we conceived the production entitledhe
Romanian soul between now and thehy combining traditional Romanian
vocal and instrumental music with dance and the poetry by Lucian Blaga.

In making this show, | tried to bring more of my training and
experience as a director to the stage activity of the Ensemble. Thus, | started
Au AT i PEI ET ¢ OEA AEOAAOQI 060 11 OAATTER CI |

Documentation on the topic;

Selection of vocal pieces, poems and traditional dances;

Conception of the scenario and the schedule of the moments of the
action;

Rehearsals and staging.

The documentation on the subjectinvolved going through a wider
literary selection regarding the context in which traditional Romanian vocal
music pieces were integrated into the performance of specific rituals. At the
OAi A OEiIi An ) TAAA A Al AOI AT OAOUeth AT OO OE/
the main source being the book of lon Pop nameducian Blaga. The Lyrical
Universe Theimportant ideas, which we considered to serve the purpose of
I 00 PAOA&EI Of ATAAh xAOA 11 OAA ET OEA AEOAA
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Based on the documentation, | built the show around the fundamental
OEAI A OEAO Ai AOCAO &EO01 i , OAEAT "1 AC/
relationship between the individual self and the great universe On the one
hand, the world is given as a fully constituted whole and dependent on a
higher order, and on the other hand there is the human subject who oscillates
between contradictory options, likely to clarify or cloud the image of the
universe. IntheDAO &l O AT AAh ) EAOA 1T AO0OI xAA O
from universal laws to the laws of traditional Romanian village life, so that
individual experiences are manifested by relating them to the specific events
Ei pT OAA Au OEI Il AcCA TEZARh T0O0 EIT 1O0EAO
passage through life.

b) Selection of vocal pieces, poems and dance$he choice of vocal
pieces and poems was made interdependentlyirst,| made a record of all the
pieces found in the repertoire of thed ) A1 Bnkefnble, and at the same time
)y xOI OA OEA OEOI A T &£ , OAEAT "1 ACA80 b
volumesPoems of lightSteps of the propheaind The great transitior(fig. 7).
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&EC8 Q8 )i ACA mEOiTi OEA AEOAAOQI 060 11 OAAI
the poetic ideas taken from the volumes Poems of light and Steps of the
prophet

After this stage, | started collaborating with the other specialists,

AOGET T 1 OOEAT T T CEOOO AT A AOETTAET OATTT CEOO
leader of theO) AT Brisefnble, university lecturer Alina Stan, instructor of
the O) AT Aol D1 AT A AT A AET OAT COAPEAO O0AOI 2/
G OCOOADOAAT O %l OAI ABolfai UnikersityETAe matkriald
selected by mutual agreement (poems, vocal and instrumental pieces,
traditional dances) were chosen in such a way as to serve in the compoaiti
of a scenario in which all important rituals from the life of the village
community were included: birth, marriage, joining army, the dance in village,
death. Traditional dances were chosen for the dancing in the village ritual,
AilTTC xEEAE AGBSO EOERAGOXEAD 11 A AAT AA £EOT I
AOAAR 11 AA #1 O1 OU8 4 buktatdddntekdegdtyGvhienAOO 1T £ (
is performed in a circle, bilaterally, and the arms are held crossed behind the
back. From a musical point of view, the dancensade up of two parts: first
the introduction or walk, after which the actual dance follows with several
step variations. In an archaic form the dance tune was sung vocally. Today, the
dancers are accompanied by one or two instrumental players.

c¢) Conception of the scenario and the schedule of the moments of the
action. The distribution was as follows: the young individual (actor), the old
individual (actor); village community: vocal group (12 girls, 12 boys), dancing



