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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 1907-1914 and preserved by the National Library of Romania. The 
typological classification method is modelled according 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 profile, the profile of melodic lines, the presence or 
absence of the recitative, complementary criteria.  

REZUMAT 

3Å ÒÅÁÌÉÚÅÁÚá ÔÉÐÏÌÏÇÉÁ ÍÅÌÏÄÉÃá Á ÄÏÉÎÅÉ ÄÉÎ "ÕÃÏÖÉÎÁ ÉÓÔÏÒÉÃá ÐÅ ÆÏÎÄÕÌ 
ÃÕÌÅÓ ÄÅ ÿÎÖáĪáÔÏÒÕÌ !ÌÅØÁÎÄÒÕ 6ÏÅÖÉÄÃÁ ÿÎ ÐÅÒÉÏÁÄÁ ÁÎÉÌÏÒ ΧίΦέ-1914, 
ÆÏÎÄ ÃÏÎÓÅÒÖÁÔ ÄÅ "ÉÂÌÉÏÔÅÃÁ .ÁĪÉÏÎÁÌá Á 2ÏÍÝÎÉÅÉȢ -ÅÔÏÄÁ ÄÅ 
ÃÌÁÓÉÆÉÃÁÒÅ ÔÉÐÏÌÏÇÉÃá ÅÓÔÅ ÍÏÄÅÌÁÔá ÿÎ ÆÕÎÃĪÉÅ ÄÅ caracteristicile 
structurale relevante pentru gen, într-Ï ÃÏÎÃÅÐĪÉÅ ÕÎÉÔÁÒáȟ ÒÅÆÌÅÃÔÁÔá ÌÁ 
nivel genuistic general. Criteriile fundamentale de clasificare sunt: tipul 
ÄÅ ÆÏÒÍá ɉÌÉÂÅÒá ÓÁÕ ÓÔÒÏÆÉÃáɊȟ ÓÉÓÔÅÍÕÌ ÓÏÎÏÒȟ ÐÒÏÆÉÌÕÌ ÍÅÌÏÄÉÃ 
ÃÁÄÅÎĪÉÁÌȟ ÐÒÏÆÉÌÕÌ ÒÝÎÄÕÒÉÌÏÒ ÍÅÌÏÄÉÃÅȟ ÐÒÅÚÅÎĪÁ ÓÁÕ ÁÂÓÅÎĪÁ 
recitativului, criterii complementare. 

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

INTRODUCION 

The Bucovina doina has 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 and its configuration. Gheorghe 
Ciobanu, Constantin Prichici, Eugenia Cernea, Larisa Agapie, Florin Bucescu 
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and Viorel Bîrleanu 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: 

ȰWhen referring to the Bucovina doina, we 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 reveal the 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 type, which is 
distinguished from both the vocal and the instrumental doina, is the type of 
ÄÏÉÎÁ ÔÈÁÔ ÂÅÃÁÍÅ ËÎÏ×Î ÉÎ ÔÈÅ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ -ÁÒÉÁ 3ÕÒÕÐÁÔȢȱ ɉ#ÅÒÎÅÁȟ 
2011: 42) 

%ÕÇÅÎÉÁ #ÅÒÎÅÁȭÓ ÉÍÐÒÅÓÓÉÏÎ ÏÆ ÔÈÅ ÉÎÄÅÓÔÒÕÃÔÉÂÌÅ ÕÎÉÔÙ ÏÆ ÔÈÅ 
Bucovina doina is also shared by Mariana Kahane when she evaluates the 
Oltenia doina.  

Ȱ4ÈÅ ÍÅÌÏÐÅÉÃ ÎÁÔÕÒÅ ÏÆ ÔÈÅ ÄÏÉÎÁ ÉÓ ÒÅÆÒÁÃÔÏÒÙ ÔÏ ÔÈÅ ÅÓÔÁÂÌÉÓÈÍÅÎÔ 
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 maintain the appearance of a single melody 
(u.C.C.), proliferated in a hyper-ÁÂÕÎÄÁÎÔ ÁÍÁÌÇÁÍ ÏÆ ÖÁÒÉÁÎÔÓȢȱ ɉ+ÁÈÁÎÅȟ 
2007: 36)  

The research of the doina from Bucovina is based in the literature 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 
ɀ ȰÂáÔÒÝÎÅÁÓÃÁ ɉÉȢÅȢ ÏÌÄ ÐÅÏÐÌÅ ÓÏÎÇɊȱ ɉ"ÕÃÅÓÃÕȟ "ÿÒÌÅÁÎÕȟ ΣΫΩΫȠ ΤΡΣΥɊ -ȟ ÔÈÅ )ÁĦÉ 
ethnomusicologists Florin Bucescu and Viorel Bîrleanu identified, in regard to 
doina, two so-ÃÁÌÌÅÄ ȰÔÙÐÅÓȱ ÏÆ ÄÏÉÎÁȟ ×ÈÉÃÈ ÔÈÅÙ ÄÅÆÉÎÅÄ ÓÔÙÌÉÓÔÉÃÁÌÌÙ ÁÓ 
follows: a. the doina ÃÁÌÌÅÄ Ȱ,ÕÃË ÉÓ Á ÌÏÖÅÌÙ ÆÌÏ×ÅÒȱ ÏÒ ȰÓÏÒÒÏ×ȱ  ÄÏÉÎÁȟ ÎÁÍÅÄ 
ÁÆÔÅÒ ÔÈÅ ÍÏÄÅÌ ÖÁÒÉÁÎÔ ÏÆ -ÁÒÉÁ 3ÕÒÐÁÔ ÁÎÄ ÂȢ ȰÂátrâneascaȱ ÏÒ ÔÈÅ ÁÒÃÈÁÉÃ 
ÄÏÉÎÁ ÆÒÏÍ 2áÄáÕĪÉȢ ɉ"ÿÒÌÅÁÎÕȟ "ÕÃÅÓÃÕȟ ΤΡΣΪȡ ΣΨΣ-195) 

 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 critical edition 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 structural image of the 
stage of ÔÈÅ ÇÅÎÒÅȭÓ ÅÖÏÌÕÔÉÏÎ ÁÔ ÔÈÅ ÂÅÇÉÎÎÉÎÇ ÏÆ ÔÈÅ Ô×ÅÎÔÉÅÔÈ ÃÅÎÔÕÒÙȢ 4ÈÅ 
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fourth volume of the monographic series entitled Alexandru Voevidca ɀ 
Musical Folklore from Bucovina, published 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 through in 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 the doina 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: I. free-
form doina and II. Strophic form doina. Category II branches into several sub-
categories, depending on the strophic configuration: mono-strophe, binary, 
ternary, and quaternary strophes, of six melodic lines or seven-eight melodic 
lines, which divide the classes formed by cadential profiles. The strophic form 
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 configuration 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 3-5 steps and 2. pieces with large modal structures, exceeding 6-7 
steps.  

 In the case of the Bucovina doina as well, especially in the strophic 
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 supra-type.  

 At the level of each modal category, several supra-types 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 combinations in the configuration of the cadential profile that 
defines one supra-type or another.  

 The presence or absence 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 - I, M, K - constitute a set of relevant criteria 
for delimiting the typological divisions at 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, I 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 I or II and the combination with other melodic 

profiles. 
Another category of doina, poorly represented numerically, often 

illustrating the massive contamination with the song proper or the 
assimilation of the doina in this genre that is richly represented in the 
ÒÅÐÅÒÔÏÉÒÅ ÉÎ 6ÏÅÖÉÄÃÁȭÓ ÃÏÌÌÅÃÔÉÏÎ ÆÒÏÍ ÈÉÓÔÏÒÉÃÁÌ "ÕÃÏÖÉÎÁȟ ÉÓ the doina 
without recitative, with an integral melodic profile. The doina without 
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 final figure 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:  

1. rectilinear or unilinear = r (= u);  
2. descendant = d, with the variants dr and rd;  
3. ascendant = a, with the variants ar and ra;  
4. vaulted = b, with the variants br and rb;  
5. concave = c, with the variants cr and rc;  
6. sinusoidal or combined = s, with variants sr and rs.  
The profile classes represented in the repertoire are strictly 

reproduced within the typological systematization.  
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The variants of the profiles reflect the 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 the Index of 
melodic profile with minor structure ɀ initial formulas profile: 

 
 

Table 1. Initial formulas melodic profile ɀ A.1.1. minor unimodal structures, 
reduced scales ɀ ambitus 1-4/5 

 
Since there are only two examples of the free-form vocal doina, placed 

in the modal system of the minor type, 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. 
Descending-vaulted (d,b) cadential melodic profiles and preferential 

cadential relationships place them in well-defined typological subclasses. 
Levels 2 and 3 detail the melodic analysis of the singles differentiated at level 
1. The two samples analyzed can be found in the fund published in volume IV 
of the monograph (Voevidca 2020, no. 6/pg. 260 and 39/pg. 282). 

Code 
Profile Tr.r. Formula 

Vol/no.ant./ 
Doina 

A.1.1.1.   Formulas with recitative  

   Articulation on melodic line  

1.1.1.1. r 4 
 

IV/32 

 
 4/3 

 

IV/48 

 
 2/4 

 

IV/11 

 
 4/2 

 

IV/31 

1.1.1.2. 
rd 5 

 

V/85 

1.1.1.2. dr 4/3 
 

IV/1 

1.1.1.3. 
ar 2 

 

IV/78 

 
 4 

 

IV/19 

 
 4/3-4 

 

IV/77 

1.1.1.4. 
br 4 

 

V/83; IV/36 
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Level 1 ɀ General structural model 
Modal system Cadential 

synthesis 
Cadential profile 

on sections;  
preferential 

profiles 

Cadential 
successions on 

sections; 
preferential 
cadences 

No.ant.IV 

Minor     

unimodalɀ

doric with 4 

fluct. 

5,1 DDDD 
D 

5,1,1,1; 5,1,5,1 
5,1 

39 

modulating, 
homonymous 

relation: 
chromatic 1-

doric 

5,4,3,2,1 rdcd/bbbb/dddd/ 
abcdrd 

r/db 

5,2,4,1/4,2,4,1; 
4,3,2,2;1,1,1 

4,2,1 

6 

 

Level 2 ɀ Melodic profiles of initial and cadential formulas, steps of 
recitation 

Initialr.m.profile Recitation 
step-k 

Final m.r. 
profile 

Recitation 
step-k 

Vol.IV/no.ant. 

d 8-5 d 4,1-1 39 

d 5-5 d 1-1 6 

 

Level 3 ɀ Melodic profiles of median sections, steps of recitation 
Recitation 
steps (r) in 
medians 

Relations 
 r-k 

Cadential 
melodic 

profiles in 
median 
sections 

Cadential 
relations of 
the median 

sections 

Vol.IV/no.ant. 

4,2,3,1 4-1, 2-1, 
3-5, 3-1 

d, b, d 1, 1, 1 39 

5,4,2,1 5-4, 4-4, 4-
3,4-1, 

2-4, 2-2, 
1-1   

d, sb, d, d,sb, d 1, 2,1,1,2,1 6 

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

ÃÏÌÌÅÃÔÏÒȭÓ ÈÏÌÏÇÒÁÐÈÉÃ manuscript. 
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Fig. 1. Voevidca, vol.IV/2020, no. 6, p. 260 - Ms. 22224_appendix 1_0048 
(260/1909)_Fund of the National Library of Romania ɀ Manuscript 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 at 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 captured and 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 catalogues 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 typological representation is performed according 
to the model designed for the strophic form, specifying that the free form is 
rendered by code x. 

  
Code 
type 

Cadential 
relations 

Strophe Preferential 
profiles ofm.r. 

Recitation 
steps 

Vol. IV/ 
no.ant. 

A1.2./.1.x.1.1.1 5.1. x  D 8,4,3,2,1 39 

B.3./.1.x.1.1.1 5,4,3,2,1 x rdb 5,4,2,1 6 

 
Category II: Typology of doina with strophic form  
 
A. Unimodal sound systems; 
A.1. Minor structures;  
A.1.1. Reduced tetra-penta-hexachord scales  
A.1.1.1. Unilinear cadential profile = U,u 

Code 
type 

Cadential 
relations 

Stanza Profiles  
of m.r. 

Recitation 
steps 

Vol.IV/nr.ant. 

A.1.1.1.1.2.2. 1 1 m.r. d / (repeated 
motives) 

35 

A.1.1.1.2.1.1.1 1,1 2 m.r. bd 1 57 

A.1.1.1.2.1.1.1.1    4/3, 1 76 

A.1.1.1.2.2.1.1.2   sd 3, 4/3, 1 28 

A.1.1.1.2.3.1.1   sb 4/2, 1 24 

A.1.1.1.3.1.1.1 1,1,1 3 m.r. dsd 5,1 51 

A.1.1.1.3.2.1.1   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 
relations ɀ 
nucleus+ 

derivations 

Stanza Profiles of 
m.r. 

Recitation 
steps 

Vol.IV/ 
no.ant. 

A.1.1.2.1.2.1.1.1 2,1 2 m.r. cd 3/2, 1 75 

A.1.1.2.1.2.1.2.1   sb 4/2, 1 31 

A.1.1.2.1.2.1.3.1   cd 1 61 

A.1.1.2.1.3.2.1.1 2,2,1 3 m.l. aab 2 78 

A.1.1.2.1.4.3.1.1 2,1,2,1, 4 m.l. bbsb 2/4, 1 11 

A.1.1.2.2.4.1.1.1 3,1,1,1 4 m.l. bbdd 4, 4/2, 1 19 

A.1.1.2.2.4.2.1.1 3,1,3,1  bdcd 1 65 

A.1.1.2.3.4.1.1.1 3,1,2,1 4 m.l. bbcd 4, 1 V/83 

A.1.1.2.4.3.1.1.1 4,1,1 3 m.l. ssd 2/2, 4, 1 27 

A.1.1.2.4.3.1.2.1   add 4/2, 1 77 

A.1.1.2.4.4.2.1.1 4,4,4,1  4 m.l. adcd 4, 1 81 

A.1.1.2.4.7.3.1.1 4,4,4,1//4,1,1 7 m.l. drar//rsbd 5, 4 ,2, 1 26 

A.1.1.2.5.4.1.1.1 4,1,2,1 4 m.l. rdcd 4, 1  32 

A.1.1.2.6.4.1.1.1 3,1,4,1 4 m.l. rdsd 3, 1  48 

A.1.1.2.7.4.1.1.1 4,3,2,1 4 m.l. dddd 5, 4, 3, 2 V/85 

A.1.1.2.7.7.2.1.1 4,3,3,2//2,2,1 7 m.l. bsdsbc//bsbd 5, 4, 2, 1 36 

A.1.1.2.7.7.3.1.1 4,4,4,2//4,3,1 7 m.l. sdrsar//rsad 5, 4, 2, 1 47 

A.1.1.2.8.2.1.1.1 5,1 2 m.l. cd 1 5 

A.1.1.2.8.3.2.1.1 1,1,1-V 3 m.l. bdd 1 9 

A.1.1.2.9.3.1.1.1 5,4,1 3 m.l. ccd 5, 4, 1 4 

 
A.1.1.3. Ascending cadential profile = A,a 

Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.1.1.3.1.2.1.1.1 1,2 2 r.m. ss 5 53 

A.1.1.3.1.2.1.2.1   sb 4/5, 1 14 

A.1.1.3.1.4.1.1.1. 1,1,1,2 4 r.m. bbbr 5, 4, 2  15 

A.1.1.3.1.4.2.1.2. 1,2,1,2 4 r.m. ssbs / 2 

 
A.1.1.4. Vaulted cadential profile = B,b 

Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.1.1.4.1.4.1.1.1 1,1,2,1 4 r.m. dddd 5,4,2,1 60 
A.1.1.4.3.4.1.1.1 1,1,4,1 4 r.m. rdrd 1,4 63 

 
A.1.1.5. Concave cadential profile = C,c 

Code 
type 

Cadential 
relations 

Stanza Profiles of 
m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.1.1.5.5.4.1.1.1 5,4,1,2 4 r.m. Rbbb 5, 4 10 
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A.1.1.6. Combined cadential profile  
Code type Cadential 

relations 
Stanza Comb. 

profile 
Profile of 

m.r. 
Recitation 

steps 
Vol.IV 

no.ant. 

A.1.1.6.1.1.1.1 1,1,1,2//1,1,1 7 r.m. Au bbbc//bbd 5, 4, 2, 1 46 

A.1.1.6.2.1.1.1 1,4,1,1//2,1,2,1 8 r.m. BD srdd//sddd 4/3, 1 1 
 

A1.2. Broad hexa-heptachord scales  
A1.2.2. Descending cadential profile = D,d 

Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.r. 

Recitation 
steps 

Vol.IV/ 
no.ant. 

A.1.2.2.1.4.1.1.1 3,3,3,1 4 m.r. bb//cd 5, 3,1  67 

A.1.2.2.1.4.2.2.2 3,1,3,1   sbss / V/84a 

A.1.2.2.2.4.1.1.1 4,4,1,1  4 m.r. bbdb 5, 1 25 

A.1.2.2.3.4.1.1.1 4,4,3,1  bbbd 4, 1 8 

A.1.2.2.3.4.2.2.1 4,3,4,1   bccd 5, 4, 1 68 

A.1.2.2.4.4.1.1.1 5,4,4,1 4 m.r. absb 5 40 

A.1.2.2.5.4.1.1.1 4,2,1,V 4 m.r. ccdd 4, 1 62 

A.1.2.2.5.7.2.1.1 5,4,2,2//4,1,1 7 m.r. aaad//aar 5,4,2,1 58 

A.1.2.2.6.4.1.1.1. 5,4,3,1  4 m.r. addd 5, 4, 3  64 

A.1.2.2.6.4.2.2.1. 5,3,4,1 4 m.r. bscd 4/5, 1 21 

A.1.2.2.6.4.3.3.1. 5,4,3,1//3,1 6 m.r. adbb//db 5, 4 42 

A.1.2.2.7.4.1.1.1 8,4,4,1 4 m.r. cdcd 8, 4, 1 V/87 

A.1.2.2.7.4.1.2.1   cddd 8, 4, 1 33 

A.1.2.2.8.4.1.1.1 8,3,4,1 4 m.r. cdcd 8, 4, 3, 1 59 
 

A.1.1.2.3. Ascending cadential profile = A,a 
Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.1.1.2.3.1.2.1.1.2 VII,1 2 m.r. bb / V/84 

A.1.1.2.3.2.4.1.1.1 VII,3,VII,1 4 m.r. bddb 5,4,2 20 
 

A.1.1.2.4. Vaulted cadential profile = B  
Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.1.1.2.4.1.3.1.1 1,4,2  3 m.l. bbd 1 74 

A.1.1.2.4.2.4.1.1 3,4,4,1 4 m.l. bbcd 5  71 
 

A.1.1.2.5. Concave cadential profile = C  
Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.l. 

Recitation 
steps 

Vol.IV/no.ant. 

A.1.1.2.5.1.4.1.1.1 1,1,VII,1 4 m.r. dddr 5/4, 1 44 

A.1.1.2.5.1.4.1.2.1   bd//bb 4  16 

A.1.1.2.5.2.4.1.1.1 3,1,VII,1  bbbb 4/5 V/88 

A.1.1.2.5.3.4.1.1.1 4,3,VII,1  bsbs 1 22 

A.1.1.2.5.4.4.1.1.1 5,3,VII,1  addb 5 70 

A.1.1.2.5.5.4.1.1.1 5,4,1,2   sdss 5, 4  23 
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A.1.1.2.6. Combined cadential profile (=S) 

Code 
type 

Cadential 
relations 

Stanza Comb. 
profile / 
section 

Detailed 
profile 
of m.r. 

Recitation 
steps 

Vol.IV 
no.ant. 

A.1.1.2.6.1.7.1.1 4,2,2,2// 
2,3,1 

7 m.r. DB ddsc// 
rcd 

5/4, 4/3,  
4/2, 1 

56 

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

Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.1.2.2.1.4.1.1.1 3,3,3,1 4 r.m. bb//cd 5, 3,1  67 

A.1.2.2.1.4.2.2.2 3,1,3,1   sbss / V/84a 

A.1.2.2.2.4.1.1.1 4,4,1,1  4 r.m. bbdb 5, 1 25 

A.1.2.2.2.6.2.1.1 4,4,4,4,1 6 r.m. sbccbsb 5,4,1 66 

A.1.2.2.3.4.1.1.1 4,4,3,1  bbbd 4, 1 8 

A.1.2.2.3.4.2.2.1 4,3,4,1   bccd 5, 4, 1 68 

A.1.2.2.4.4.1.1.1 5,4,4,1 4 r.m. absb 5 40 

A.1.2.2.5.4.1.1.1 4,2,1,V 4 r.m. ccdd 4, 1 62 

A.1.2.2.5.7.2.1.1 5,4,2,2//4,1,1 7 r.m. aaad//aar 5,4,2,1 58 

A.1.2.2.6.4.1.1.1. 5,4,3,1  4 r.m. addd 5, 4, 3  64 

A.1.2.2.6.4.2.2.1. 5,3,4,1 4 r.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 

A.1.2.2.7.4.1.1.1 8,4,4,1 4 r.m. cdcd 8, 4, 1 V/87 

A.1.2.2.7.4.1.2.1   cddd 8, 4, 1 33 

A.1.2.2.8.4.1.1.1.1 5,5,1,1 4 r.m. bd/bd 5,1,5,5 55 

A.1.2.2.8.4.1.2.1.2   dcbb 1 80 

A.1.2.2.7.4.2.1.1 5,1,4,2 4 r.m. ddcd 3/2, 1 82 

A.1.2.2.9.4.1.1.1 8,3,4,1 4 r.m. cdcd 8,4,3,1 59 

A.1.2.2.10.4.1.1.1 8,5,4,1 4 r.m. cbsb 8,5,4,1 52 

 
A.1.2.3. Ascending cadential profile = A,a 

Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.1.1.2.3.1.2.1.1.2 VII,1 2 r.m. bb / V/84 

A.1.1.2.3.2.4.1.1.1 VII,3,VII,1 4 r.m. bddb 5,4,2 20 

 
A.1.2.4. Vaulted cadential profile = B 

Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.1.1.2.4.1.3.1.1 1,4,2  3 r.m. bbd 1 74 

A.1.1.2.4.2.4.1.1 3,4,4,1 4 r.m. bbcd 5  71 
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A.1.2.5. Concave cadential profile = C 
Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.1.1.2.5.1.4.1.1.1 1,1,VII,1 4 r.m. dddr 5/4, 1 44 

A.1.1.2.5.1.4.1.2.1   bd//bb 4  16 

A.1.1.2.5.2.4.1.1.1 3,1,VII,1  bbbb 4/5 V/88 

A.1.1.2.5.3.4.1.1.1 4,3,VII,1  bsbs 1 22 

A.1.1.2.5.4.4.1.1.1 5,3,VII,1  addb 5 70 

A.1.1.2.5.5.4.1.1.1 5,4,1,2   sdss 5, 4  23 

 
A.1.2.6. Combined cadential profile (=S) 

Code 
type 

Cadential 
relations 

Stanza Comb. 
profile/ 
section 

Detailed 
profile 
m.r. 

Recitation 
steps 

Vol.IV 
no.ant. 

A.1.1.2.6.1.7.1.1 4,2,2,2// 
2,3,1 

7 r.m. DB ddsc// 
rcd 

5/4, 4/3,  
4/2, 1 

56 

 
A.2. Major structures;   
A.2.1. diminished scales bi, tri, tetra-penthacordale 
A.2.1.1. Uniliniar cadential profile = U,u 

Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.2.1.1.1.2.1.1.1 1,1 2 r.m. dd 2,1 18 

 
A.2.2. Ample hexa-heptacordale scales 
A.2.2.2. Descending cadential profile = D,d 

Code 
type 

Cadential 
relations 

Stanza Profiles of 
m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.2.2.2.1.2.1.1.1 2,1 2 r.m. ba 2,1 17 

A.2.2.2.2.2.1.1.2 4,1  bb / 73 

 
A.2.2.3. Ascending cadential profile = A,a 

Code 
type 

Cadential 
relations 

Stanza Profiles of 
m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.2.2.3.1.3.1.1.2 1,1,2 3 r.m. bbb / 7 

A.2.2.3.1.4.2.1.1 1,2//1,2 4 r.m. db//db 2 30 

 
A.2.2.4. Vaulted cadential profile = B 

Code 
type 

Cadential 
relations 

Stanza Profiles of 
m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.2.2.4.1.3.1.1.2 1,5,1 3 r.m. s / 38 

A.2.2.4.1.3.1.1.1 1,2, VI 3 r.m. cdb 2, VI 79 
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A.3. Pre/penthatonic, Tetratonic;  
A.3.1. Diminished premodal scales 
A.3.1.1. Uniliniar cadential profile = U,u  

Code 
type 

Cadential 
relations 

Stanza Profiles of 
m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.3.1.1.1.2.1.1.1.1 sol, sol 2 r.m. dd sol 69 

A.3.1.1.2.2.1.1.1.2 re, re   sol, re 34, 3 

 
A.3.1.2. Descending cadential profile = D,d 

Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.r. 

Recitation 
steps 

Vol.IV/no.ant. 

A.3.1.2.1.2.1.1.1.1 la, sol 2 r.m. sb sol V/89 

A.3.1.2.1.2.1.2.1.2 la, sol 2 r.m. scd do, sol 49 

A.3.1.2.1.4.1.1.1 sol, mi, 
re 

4 r.m. a 

sdsbsd 
la, sol, mi, 

re 
29 

A.3.1.2.2.4.2.1.1 la, la sol, 
re 

4 r.m. dsdd do2/la, sol 43 

 
A.3.2. Ample scales 
A.3.2.2. Descending cadential profile = D 

Code 
type 

Cadential 
relations 

Stanza Profiles of m.r. Recitation 
steps 

Vol.IV/ 
no.ant. 

A.3.2.6.1.8.1.1.1 sol, re/sol, 
sol/sol, 

re/sol, sol 

8 r.m. dd//dd//bb//bb sol/la 54 

 
B. Modulating sound systems ɀ 2 modal centers 
B.1. Third relationship  
B.1.1. Major-minor modulation (M-m)  
B.1.1.2. Descending cadential profile = D,d 

Code 
type 

Cadential 
relations 

Stanza Profiles of 
m.r. 

Recitation 
steps 

Vol.IV/ 
no.ant. 

B.1.1.2.1.4.1.1.1 5,1//5,1 4 m.r. cc//cd 1/2 //4 72 

B.1.1.2.2.4.1.1.1 1,V//4,1 4 m.r. bd//cd 2// 1 V/86 

 
B.2. Fourth relationship  
B.2.1. Major-minor modulation (M-m)  
B.2.1.5. Concave cadential profile = C 

Code 
type 

Cadential 
relations 

Stanza Profiles 
of m.r. 

Recitation 
steps 

Vol.IV/ 
no.ant. 

B.2.1.5.1.4.1.1.1 2,1 //1,2 4 m.r. rb//bb 2, 1// 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 presented in 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  
$ÏÉÎÁȟ ÔÉÐÏÌÏÇÉÅ ÍÅÌÏÄÉÃáȟ ÆÏÒÍÁ ÌÉÂÅÒáȟ ÆÏÒÍÁ ÓÔÒÏÆÉÃáȟ ÓÔÒÕÃÔÕÒá ÍÏÄÁÌáȟ 
profil melodic, recitativ, tip melodic 

INTRODUCERE 

$ÏÉÎÁ ÂÕÃÏÖÉÎÅÁÎá Á ÓÔÁÔ ÿÎ ÁÔÅÎĪÉÁ ÃÅÒÃÅÔáÔÏÒÉÌÏÒ ÿÎÃá ÄÉÎ ÐÒÉÍÁ 
ÊÕÍáÔÁÔÅ Á ÓÅÃÏÌÕÌÕÉ ÁÌ 88-ÌÅÁȟ ÁÔÒáÇÝÎÄ ÁÔÅÎĪÉÁ ÓÐÅÃÉÁÌÉĦÔÉÌÏÒ ÐÒÉÎ ÆÏÒÍÁ 
ÉÍÐÒÏÖÉÚÁÔÏÒÉÃá Á ÐÕĪÉÎÅÌÏÒ ÅØÅÍÐÌÁÒÅ ÁÔÅÓÔÁÔÅ ÄÏÃÕÍÅÎÔÁÒȟ ÄÁÒ ĦÉ ÐÒÉÎ 
ÃÁÒÁÃÔÅÒÕÌ ÕÎÉÔÁÒ ÁÌ ÌÉÍÂÁÊÕÌÕÉ ÍÅÌÏÄÉÃ ĦÉ ÁÌ ÃÏÎÆÉÇÕÒáÒÉÉ ÓÁÌÅȢ 0ÒÉÎÔÒÅ 
ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÉ ÃáÒÏÒÁ ÌÅ ÄÁÔÏÒáÍ ÖÁÌÏÒÏÁÓÅ ÃÏÎÔÒÉÂÕĪÉÉ ÿÎ ÅÌÕÃÉÄÁÒÅÁ 
problematicii doinei bucovinene se impun Gheorghe Ciobanu, Constantin 
0ÒÉÃÈÉÃÉȟ %ÕÇÅÎÉÁ #ÅÒÎÅÁȟ ,ÁÒÉÓÁ !ÇÁÐÉÅȟ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ĦÉ 6ÉÏÒÅÌ "ÿÒÌÅÁÎÕȢ 

%ÔÎÏÍÕÚÉÃÏÌÏÇÁ %ÕÇÅÎÉÁ #ÅÒÎÅÁȟ ÅØÅÇÅÔá ÐÁÓÉÏÎÁÔá ĦÉ ÃÏÎÓÅÃÖÅÎÔá Á 
ÇÅÎÕÌÕÉ ÄÅ ÐÅ ÔÏÔ ÃÕÐÒÉÎÓÕÌ ĪáÒÉÉȟ ÁÆÉÒÍÁ ÄÅÓÐÒÅ ÄÏÉÎÁ ÂÕÃÏÖÉÎÅÁÎá:  

ȵ2ÅÆÅÒÉÎÄÕ-ÎÅ ÌÁ ÄÏÉÎÁ ÂÕÃÏÖÉÎÅÁÎáȟ ÎÅ ÒÁÐÏÒÔáÍ ÌÁ ÕÎ ÓÉÎÇÕÒ ÔÉÐ 
ÍÅÌÏÄÉÃ ÄÅ ÄÏÉÎá ɉÓȢÎȢ#Ȣ#ȢɊȟ ÃÕ ÍÁÉ ÍÕÌÔÅ ÓÕÂÔÉÐÕÒÉ ĥÉ ÃÕ ÕÎ ÎÕÍáÒ ÉÎÄÅÆÉÎÉÔ ÄÅ 
ÖÁÒÉÁÎÔÅ ÁÌÅ ÁÃÅÓÔÏÒÁȟ ÒÅÐÒÅÚÅÎÔÝÎÄ ÄÉÖÅÒÓÅ ÓÔÁÄÉÉ ÄÅ ÅÖÏÌÕĪÉÅ ĥÉ ÄÉÒÅÃĪÉÉ ÄÅ 
ÒÁÍÉÆÉÃÁĪÉÅȢ 4ÏÁÔÅ ÁÃÅÓÔÅÁ ÎÅ ÒÅÌÅÖá ÁÔÝÔ ÅØÉÓÔÅÎĪÁ ÁÃÅÓÔÕÉ ÔÉÐ ÄÅ ÄÏÉÎá ÿÎ 
"ÕÃÏÖÉÎÁ ÄÉÎ ÔÉÍÐÕÒÉ ÓÔÒáÖÅÃÈÉȟ ÃÝÔ ĥÉ ÅÖÏÌÕĪÉÁ ÅÉ ÄÅ ÌÁ ÆÏÒÍÅ ÁÒÈÁÉÃÅ ÌÁ ÓÔÒÕÃÔÕÒÉ 
ÁÒÈÉÔÅÃÔÏÎÉÃÅ ÁÍÐÌÅ ÉÍÐÒÏÖÉÚÁÔÏÒÉÃÅȟ ÐáÒáÓÉÔÅ ÁÐÏÉ ÿÎ ÆÁÖÏÁÒÅÁ ÕÎÏÒ ÆÏÒÍÅ 
ÃÒÉÓÔÁÌÉÚÁÔÅȟ ÁÊÕÎÓÅ ÐÝÎá ÌÁ ÎÏÉȢ !ÃÅÌÁĥÉ ÔÉÐ ÍÅÌÏÄÉÃȟ care se distinge atât din 
ÄÏÉÎÁ ÖÏÃÁÌá ÃÝÔ ĥÉ ÄÉÎ ÃÅÁ ÉÎÓÔÒÕÍÅÎÔÁÌáȟ ÅÓÔÅ ÔÉÐÕÌ ÄÏÉÎÅÉ ÄÅÖÅÎÉÔÅ ÃÕÎÏÓÃÕÔá 
ÿÎ ÉÎÔÅÒÐÒÅÔÁÒÅÁ -ÁÒÉÅÉ 3ÕÒÕÐÁÔȢȱɉ#ÅÒÎÅÁȟ ΤΡΣΣȡ ΦΤɊ  



ETHNOMOUSIKOLOGION   nr. 2 (1/2023 )       23 
 

)ÍÐÒÅÓÉÁ %ÕÇÅÎÉÅÉ #ÅÒÎÅÁ ÁÓÕÐÒÁ ÕÎÉÔáĪÉÉ ÉÎÄÅÓÔÒÕÃÔÉÂÉÌÅ Á ÄÏÉÎÅÉ 
ÂÕÃÏÖÉÎÅÎÅ ÅÓÔÅ ÿÍÐáÒÔáĦÉÔá ĦÉ ÄÅ -ÁÒÉÁÎÁ +ÁÈÁÎÅ ÁÔÕÎÃÉ ÃÝÎÄ ÅÖÁÌÕÅÁÚá 
ÄÏÉÎÁ ÏÌÔÅÎÅÁÓÃáȢ  

ȵ.ÁÔÕÒÁ ÍÅÌÏÐÅÉÃá Á ÄÏÉÎÅÉ ÅÓÔÅ ÒÅÆÒÁÃÔÁÒá ÓÔÁÂÉÌÉÒÉÉ ÕÎÅÉ ÔÉÐÏÌÏÇÉÉȢ 
,ÁÂÉÌÉÔÁÔÅÁ ÖÁÒÉÁĪÉÅÉ ÐÅ ÔÏÁÔá ÓÃÁÒÁ ÉÎÖÅÎĪÉÅÉ ÍÅÌÏÄÉÃÅȟ ÍÅÔÒÏ-ÒÉÔÍÉÃÅ ĦÉ 
ÁÒÈÉÔÅÃÔÏÎÉÃÅ ĦÉȟ ÿÎ ÁÃÅÌÁĦÉ ÔÉÍÐȟ ÍÏÄÅÌÕÌ ÓÔÒÝÎÓ ÄÅÌÉÍÉÔÁÔ ÁÌ ÓÐÅÃÉÅÉ ÿÎÔÒÅĪÉÎ 
ÁÐÁÒÅÎĪÁ ÕÎÅÉ ÍÅÌÏÄÉÉ ÕÎÉÃÅ ɉÓȢÎȢ#Ȣ#ȢɊȟ ÐÒÏÌÉÆÅÒÁÔá ÿÎÔÒ-un amalgam 
ÈÉÐÅÒÁÂÕÎÄÅÎÔ ÄÅ ÖÁÒÉÁÎÔÅȢȱ ɉ+ÁÈÁÎÅȟ ΤΡΡΩȡ ΥΨɊ 

#ÅÒÃÅÔÁÒÅÁ ÄÏÉÎÅÉ ÄÉÎ "ÕÃÏÖÉÎÁ ÓÅ ÂÁÚÅÁÚá ÿÎ ÂÉÂÌÉÏÇÒÁÆÉÅ ÐÅ ÕÎ ÎÕÍáÒ 
ÒÅÓÔÒÝÎÓ ÄÅ ÓÐÅÃÉÍÅÎÅ ÍÕÚÉÃÁÌÅȟ ÃÅ ÓÕÎÔ ÐÒÅÌÕÁÔÅ ÄÅ ÌÁ ÕÎ ÃÅÒÃÅÔáÔÏÒ ÌÁ ÁÌÔÕÌ ÿÎ 
ÎÏÉ ĦÉ ÎÏÉ ÒÅÅÖÁÌÕáÒÉ ÓÔÒÕÃÔÕÒÁÌÅȟ ÓÔÉÌÉÓÔÉÃÅȟ ÅÖÏÌÕÔÉÖÅȢ  

!ÖÝÎÄ ÃÕÌÅÇÅÒÉ ÓÕÂÓÔÁÎĪÉÁÌÅ ÄÅ ÆÏÌÃÌÏÒ ÂÕÃÏÖÉÎÅÁÎȟ ÅØÅÇÅĪÉ ÐÁÓÉÏÎÁĪÉȟ 
ÄÅÓÃÏÐÅÒÉÔÏÒÉ ÁÉ ÕÎÕÉ ÓÔÉÌ ÁÒÈÁÉÃ ÃÅ ÄáÉÎÕÉÅ ÿÎ "ÕÃÏÖÉÎÁ ÐÝÎá ÿÎ ÚÉÌÅÌÅ ÎÏÁÓÔÒÅ - 
ȵÂáÔÒÝÎÅÁÓÃÁȱ - (Bucescu, Bîrleanu, 1979 Ƞ ΤΡΣΥɊȟ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÉ ÉÅĦÅÎÉ &ÌÏÒÉÎ 
"ÕÃÅÓÃÕ ĦÉ 6ÉÏÒÅÌ "ÿÒÌÅÁÎÕ ÁÕ ÉÄÅÎÔÉÆÉÃÁÔ ÄÏÕá ÁĦÁ-ÎÕÍÉÔÅ ȵÔÉÐÕÒÉȱ ÄÅ ÄÏÉÎáȟ ÐÅ 
care le-ÁÕ ÄÅÆÉÎÉÔ ÓÔÉÌÉÓÔÉÃ ÁÓÔÆÅÌȡ ÁȢ ÄÏÉÎÁ ȵ-ÝÎÄÒá ÆÌÏÁÒÅ-É ÎÏÒÏÃÕȱ ÓÁÕ ÄÏÉÎÁ 
ȵÄÅ ÊÁÌÅȱȟ ÄÅÎÕÍÉÔá ÄÕÐá ÖÁÒÉÁÎÔÁ-ÍÏÄÅÌ Á -ÁÒÉÅÉ 3ÕÒÐÁÔ ĦÉ ÂȢ ȵÂáÔÒÝÎÅÁÓÃÁȱ 
ÓÁÕ ÄÏÉÎÁ ÁÒÈÁÉÃá ÒáÄáÕĪÅÁÎáȢ ɉ"ÿÒÌÅÁÎÕȟ "Õcescu, 2018: 161-195). 

!ÂÏÒÄÁÒÅÁ ÉÎÔÅÇÒÁÌá Á ÆÏÎÄÕÌÕÉ ÄÏÃÕÍÅÎÔÁÒ ÃÕÌÅÓ ÄÅ !ÌÅØÁÎÄÒÕ 
Voevidca din Bucovina începutului de secol XX (perioada 1907-1914) conservat 
ÄÅ "ÉÂÌÉÏÔÅÃÁ .ÁĪÉÏÎÁÌá Á 2ÏÍÝÎÉÅÉ ÿÎ ÖÅÄÅÒÅÁ ÐÕÂÌÉÃáÒÉÉ ÉÎÔÅÇÒÁÌÅ ÓÕÂ ÆÏÒÍá 
ÄÅ ÅÄÉĪÉÅ ÃÒÉÔÉÃá ÿÎÓÏĪÉÔá ÄÅ ÃÁÔÁÌÏÁÇÅ Ôipologice de gen a dus la depistarea în 
ÃÏÌÅÃĪÉÁ ÆÏÌÃÌÏÒÉÃá ÂÕÃÏÖÉÎÅÁÎá Á ÕÎÕÉ ÎÕÍáÒ ÄÅ ΪΧ ÄÏÉÎÅ ÖÏÃÁÌÅ ĦÉ Τ ÄÏÉÎÅ 
ÉÎÓÔÒÕÍÅÎÔÁÌÅȟ ÃÅ ÿÍÂÏÇáĪÅÓÃ ÃÏÎÓÉÄÅÒÁÂÉÌ ÐÁÔÒÉÍÏÎÉÕÌ ÍÕÚÉÃÁÌ ÁÌ ÇÅÎÕÌÕÉ ĦÉ ÎÅ 
ÏÆÅÒá Ï ÉÍÁÇÉÎÅ ÓÔÒÕÃÔÕÒÁÌá ÍÁÉ ÃÏÎÓÉÓÔÅÎÔá ÁÓÕÐÒÁ ÓÔÁÄÉÕÌÕÉ ÅÖÏÌÕĪÉÅÉ ÇÅÎÕÌÕÉ 
la începutul sec. al XX-lea. Volumul al IV-ÌÅÁ ÄÉÎ ÓÅÒÉÁ ÍÏÎÏÇÒÁÆÉÃá ÉÎÔÉÔÕÌÁÔá 
Alexandru Voevidca ɀ Folclor muzical din Bucovina, publicat în anul 2020, 
ÃÏÎĪÉÎÅ ÁÎÔÏÌÏÇÉÁ ÄÏÉÎÅÉ ÄÉÎ "ÕÃÏÖÉÎÁ ÉÓÔÏÒÉÃáȟ ÎÅÃÁÔÁÌÏÇÁÔá ÔÉÐÏÌÏÇÉÃ ÄÉÎ 
ÍÏÔÉÖÅ ÏÂÉÅÃÔÉÖÅȟ ÄÅÍÅÒÓÕÌ ÓÉÓÔÅÍÁÔÉÚáÒÉÉ ÔÉÐÏÌÏÇÉÃÅ ÃÏÎÓÔÉÔÕÉÎÄ Ï ÅÔÁÐá 
ÕÌÔÅÒÉÏÁÒáȟ ÐÅ ÃÁÒÅ Ï parcurgem ÿÎ ÓÔÕÄÉÕÌ ÄÅ ÆÁĪáȢ  

2%0%2% -%4/$/,/')#% _. 3)34%-!4):!2%! 4)0/,/')#A ! $/).%) 

#ÏÎÆÏÒÍ ÍÅÔÏÄÏÌÏÇÉÅÉ ÄÅ ÓÉÓÔÅÍÁÔÉÚÁÒÅ ÔÉÐÏÌÏÇÉÃá ÃÏÎÓÁÃÒÁÔá ÿÎ 
etnomuzicologie, criteriul prioritar de clasificare este cel al formei, aceasta 
ÄÅÌÉÍÉÔÝÎÄ ÃÏÎÆÉÇÕÒÁĪÉÁ ÃÁÄÅÎĪÉÁÌá Á ÒÝÎÄÕÒÉÌÏÒ ÍÅÌÏÄÉÃÅȢ $ÁÔ ÆÉÉÎÄ ÆÁÐÔÕÌ Ãá 
ÄÏÉÎÁ ÃÕÌÅÁÓá ÄÅ 6ÏÅÖÉÄÃÁ ÿÎ "ÕÃÏÖÉÎÁ ÉÓÔÏÒÉÃá ÉÌÕÓÔÒÅÁÚá ÕÎ ÐÒÏÃÅÓ ÄÅ 
ÓÔÅÒÅÏÔÉÐÉÚÁÒÅ ÐÒÉÎ ÓÔÒÏÆÉÚÁÒÅȟ ÇÒÕÐÁÒÅÁ ÐÒÅÌÉÍÉÎÁÒá Á ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÓÅ ÆÁÃÅ ÿÎ 
ÄÏÕá ÃÁÔÅÇÏÒÉÉȡ )Ȣ ÄÏÉÎÅ ÃÕ ÆÏÒÍá ÌÉÂÅÒá ĦÉ ))Ȣ ÄÏÉÎÅ ÃÕ ÆÏÒÍá ÓÔÒÏÆÉÃáȢ #ÁÔÅÇÏÒÉÁ 
a II-Á ÓÅ ÂÉÆÕÒÃá ÿÎ ÍÁÉ ÍÕÌÔÅ ÒÁÍÕÒÉȟ ÿÎ ÆÕÎÃĪÉÅ ÄÅ ÃÏÎÆÉÇÕÒÁÒÅÁ ÓÔÒÏÆÉÃáȡ 
ÍÏÎÏÓÔÒÏÆÁȟ ÓÔÒÏÆÁ ÂÉÎÁÒáȟ ÔÅÒÎÁÒáȟ ÃÕÁÔÅÒÎÁÒáȟ ÄÅ ĦÁÓÅ ÒÝÎÄÕÒÉ ÍÅÌÏÄÉÃÅ ĦÉ ÄÅ 
7-8 rânduri melodice, ce vor divide clasele formate pe profilurile ÃÁÄÅÎĪÉÁÌÅȢ 
&ÏÒÍÁ ÓÔÒÏÆÉÚÁÔá ÉÌÕÓÔÒÅÁÚá ÕÎ ÓÉÓÔÅÍ ÃÁÄÅÎĪÉÁÌ ÓÔÁÂÉÌȟ ÓÐÒÅ ÄÅÏÓÅÂÉÒÅ ÄÅ 
ÆÌÕÃÔÕÁĪÉÁ ÃÁÄÅÎĪÉÁÌá Á ÆÏÒÍÅÉ ÌÉÂÅÒÅȢ 4ÏÔÕĦÉ ĦÉ ÿÎ ÃÁÄÒÕÌ ÆÏÒÍÅÉ ÌÉÂÅÒÅ ÓÅ ÒÅÍÁÒÃá 
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ÐÒÅÆÅÒÉÎĪÁ ÐÅÎÔÒÕ ÁÎÕÍÉÔÅ ÔÒÅÐÔÅ ÄÅ ÃÁÄÅÎĪá ĦÉ ÃÏÍÂÉÎÁĪÉÉ ÃÁÄÅÎĪÉÁÌÅȟ ÁÃÅÁÓÔÁ 
ÄÕÃÝÎÄȟ ÐÒÉÎ ÓÔÅÒÅÏÔÉÐÉÚÁÒÅȟ ÌÁ ÆÉØÁÒÅÁ ÐÅ Ï ÃÏÎÆÉÇÕÒÁĪÉÅ ÓÔÒÏÆÉÃá ÂÁÚÁÔá ÐÅ ÕÎ 
ÓÉÓÔÅÍ ÃÁÄÅÎĪÉÁÌ ÓÔÁÂÉÌȢ 

Cel de-ÁÌ ÄÏÉÌÅÁ ÃÒÉÔÅÒÉÕ ÄÅ ÃÌÁÓÉÆÉÃÁÒÅ ÿÌ ÃÏÎÓÔÉÔÕÉÅ ÓÔÒÕÃÔÕÒÁ ÍÏÄÁÌá 
ÇÅÎÅÒÁÌáȡ !Ȣ ÕÎÉÍÏÄÁÌáȠ "Ȣ ÍÏÄÕÌÁÎÔáȢ _Î ÃÁÔÅÇÏÒÉÁ !ȟ ÐÅ ÐÁÒÃÕÒÓÕÌ ÍÅÌÏÄÉÃ ÁÌ 
ÓÔÒÏÆÅÉ ÅÌÁÓÔÉÃÅ ÓÅ ÄÅÌÉÍÉÔÅÁÚá ÔÒÅÉ ÃÌÁÓÅȡ ΣȢ ÍÉÎÏÒÅȟ ΤȢ ÍÁÊÏÒÅ ĦÉ ΥȢ ÔÅÔÒÁÔÏÎÉÃÅȟ 
pre/pentatonice. 

_Î ÆÕÎÃĪÉÅ ÄÅ ÁÍÂÉÔÕÓÕÌ ÐÉÅÓÅÉȟ ÌÁ ÎÉÖÅÌÕÌ ÆÉÅÃáÒÅÉ ÃÁÔÅÇÏÒÉÉ ÍÏÄÁÌÅ ÓÅ 
ÄÅÌÉÍÉÔÅÁÚá ÄÏÕá ÓÕÂÃÌÁÓÅȡ ΣȢ ÐÉÅÓÅ ÃÕ ÓÔÒÕÃÔÕÒÉ ÍÏÄÁÌÅ ÒÅÄÕÓÅ ÌÁ Υ-Χ ÔÒÅÐÔÅ ĦÉ 
ΤȢ ÐÉÅÓÅ ÃÕ ÓÔÒÕÃÔÕÒÉ ÍÏÄÁÌÅ ÁÍÐÌÅȟ ÃÅ ÄÅÐáĦÅÓÃ Ψ-7 trepte. 

¥É ÿÎ ÃÁÚÕÌ ÄÏÉÎÅÉ ÂÕÃÏÖÉÎÅÎÅȟ ÍÁÉ ÁÌÅÓ ÿÎ ÆÏÒÍÁ ÓÔÒÏÆÉÚÁÔáȟ ÐÒÏÆÉÌÕÌ 
ÍÅÌÏÄÉÃ ÃÁÄÅÎĪÉÁÌ determinat de ÃÏÍÂÉÎÁĪÉÁ ÇÅÎÅÒÁÌá Á ÔÒÅÐÔÅÌÏÒ ÄÅ ÃÁÄÅÎĪá 
ÿÎ ÃÁÄÒÕÌ ÓÔÒÏÆÅÉ ÍÅÌÏÄÉÃÅ ÒÁÐÏÒÔÁÔÅ ÌÁ ÔÏÎÉÃÁ ÍÏÄÕÌÕÉ ĦÉ ÔÒÅÁÐÔÁ ÃÁÄÅÎĪÅÉ 
ÆÉÎÁÌÅȟ ÄÅÆÉÎÅĦÔÅ ÓÕÐÒÁÔÉÐÕÌ ÍÅÌÏÄÉÃȢ  

,Á ÎÉÖÅÌÕÌ ÆÉÅÃáÒÅÉ ÃÁÔÅÇÏÒÉÉ ÍÏÄÁÌÅ ÓÅ ÄÉÆÅÒÅÎĪÉÁÚá ÍÁÉ ÍÕÌÔÅ 
ÓÕÐÒÁÔÉÐÕÒÉ ÿÎ ÆÕÎÃĪÉÅ ÄÅ ÐÒÏÆÉÌÕÌ ÃÁÄÅÎĪÉÁÌȢ 3ÔÒÕÃÔÕÒÁ ÓÔÒÏÆÉÃá ÍÏÄÅÌÅÁÚá 
ÓÉÓÔÅÍÕÌ ÃÁÄÅÎĪÉÁÌȟ ÄÅÌÉÍÉÔÝÎÄ ÿÎ ÃÁÄÒÕÌ ÆÉÅÃáÒÕÉ ÍÏÄÅÌ ÄÅ ÐÒÏÆÉÌ ÍÁÉ ÍÕÌÔÅ 
tipuri. Subtipurile sunt date, la anumite ÔÉÐÕÒÉ ÓÔÒÏÆÉÃÅȟ ÄÅ ÖÁÒÉÁĪÉÉÌÅ 
ÃÏÍÂÉÎÁĪÉÉÌÏÒ ÃÁÄÅÎĪÉÁÌÅ ÿÎ ÃÏÎÆÉÇÕÒÁÒÅÁ ÐÒÏÆÉÌÕÌÕÉ ÃÁÄÅÎĪÉÁÌ ÃÅ ÄÅÆÉÎÅĦÔÅ ÕÎ 
supratip sau altul. 

0ÒÅÚÅÎĪÁ ÓÁÕ ÁÂÓÅÎĪÁ ÒÅÃÉÔÁÔÉÖÕÌÕÉ ÃÁ ÅÌÅÍÅÎÔ ÄÅÆÉÎÉÔÏÒÉÕ ÁÌ ÇÅÎÕÌÕÉȟ 
ÐÏÚÉĪÉÁ ÓÁ ÿÎ ÃÁÄÒÕÌ ÆÏÒÍÅÉȟ ÔÒÅÐÔÅÌÅ ÐÒÅÆÅÒÅÎĪÉÁÌÅ ÄÅ ÒÅÃÉÔÁÒÅ ÿÎ ÃÁÄÒÕÌ 
ÓÔÒÕÃÔÕÒÉÌÏÒ ÍÅÌÏÄÉÃÅȟ ÅÖÁÌÕÁÔÅ ÿÎ ÒÁÐÏÒÔ ÃÕ ÆÕÎÃĪÉÏÎÁÌÉÔÁÔÅÁ ÁÒÈÉÔÅÃÔÏÎÉÃá Á 
rândurilor melodice ɀ I, M, K - constituie un pachet de criterii relevante pentru 
delimitarea diviziunilor tipologice la nivelul grupelor, deci la niveluri de 
adâncime.  

0ÅÎÔÒÕ ÄÅÌÉÍÉÔÁÒÅÁ ÐÒÏÆÉÌÕÒÉÌÏÒ ÒÝÎÄÕÒÉÌÏÒ ÍÅÌÏÄÉÃÅȟ ÄÁÒ ĦÉ Á ÕÎÏÒ 
elemente structurale specifice, am întocmit prioritar $ÉÃĪÉÏÎÁÒÕÌ ÌÅØÉÃÁÌ ÁÌ 
doinei bucovinene ĦÉ Indexul profilurilor melodice ÏÒÇÁÎÉÚÁÔ ÐÅ ÆÕÎÃĪÉÉ 
ÁÒÈÉÔÅÃÔÏÎÉÃÅ ĦÉ ÃÁÔÅÇÏÒÉÉ ÍÏÄÁÌÅ ÇÅÎÅÒÁÌÅȢ 

%ÌÅ ÉÌÕÓÔÒÅÁÚá ÔÉÐÕÌ ÄÅ ÒÅÃÉÔÁÔÉÖȡ recto-tono sau melodizatȟ ÄÁÒ ĦÉ ÐÏÚÉĪÉÁ 
recitativului în rândul melodic: 

      - pe întregul rând melodic; 
      - ÐÅ ÈÅÍÉÓÔÉÈÕÌ ) ÓÁÕ )) ĦÉ ÃÏÍÂÉÎÁĪÉÁ ÃÕ ÁÌÔÅ ÐÒÏÆÉÌÕÒÉ ÍÅÌÏÄÉÃÅȢ 
/ ÁÌÔá ÃÁÔÅÇÏÒÉÅ ÄÅ ÄÏÉÎÅȟ ÓÌÁÂ ÒÅÐÒÅÚÅÎÔÁÔá ÎÕÍÅÒÉÃȟ ÉÌÕÓÔÒÝÎÄ ÄÅÓÅÏÒÉ 

ÃÏÎÔÁÍÉÎÁÒÅÁ ÍÁÓÉÖá ÃÕ ÃÝÎÔÅÃÕÌ ÐÒÏÐÒÉÕ-zis sau asimilarea doinei în acest gen 
bogat reprezentat repertorial în fondul cules de Voevidca din Bucovina 
ÉÓÔÏÒÉÃáȟ ÅÓÔÅ ÄÏÉÎÁ ÆáÒá ÒÅÃÉÔÁÔÉÖȟ ÃÕ ÐÒÏÆÉÌ ÍÅÌÏÄÉÃ ÉÎÔÅÇÒÁÌȢ $ÏÉÎÁ ÆáÒá ÒÅÃÉÔÁÔÉÖ 
ÅÓÔÅ ÕÎÅÏÒÉ ÒÅÚÕÌÔÁÔá ÄÉÎ ÖÏÃÁÌÉÚÁÒÅÁ ÄÏÉÎÅÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅȢ 

Criteriile de evaluare a subdiviziunilor tipologice sunt: 
- profilul rândului melodic; 
-ÐÒÏÆÉÌÕÒÉÌÅ ÍÅÌÏÄÉÃÅ ÁÌÅ ÈÅÍÉÓÔÉÈÕÒÉÌÏÒ ÿÎ ÒÁÐÏÒÔ ÃÕ ÒÅÃÉÔÁÔÉÖÕÌ ĦÉ 

fundamentala modului; 
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- treptele de recitare în raport cu fundamentala modului. 
2ÅÃÉÔÁÔÉÖÕÌ ÒÝÎÄÕÒÉÌÏÒ ÍÅÌÏÄÉÃÅ ÉÎÉĪÉÁÌÅ ÒÁÐÏÒÔÁÔ ÌÁ ÆÕÎÄÁÍÅÎÔÁÌÁ ÍÏÄÁÌá 

ÅÓÔÅ ÃÒÉÔÅÒÉÕ ÄÅ ÒÅÆÅÒÉÎĪá ÔÉÐÏÌÏÇÉÃáȢ $ÁÔÏÒÉÔá ÎÕÍáÒÕÌÕÉ ÒÅÄÕÓ ÄÅ ÐÉÅÓÅȟ ÌÁ 
ÎÉÖÅÌÕÌ ÇÒÕÐÅÌÏÒ ÓÅ ÍÁÒÃÈÅÁÚá ÐÒÉÎ ÃÏÄÕÌ Σ ÐÒÅÚÅÎĪÁ ÒÅÃÉÔÁÔÉÖÕÌÕÉ ĦÉ ÐÒÉÎ ÃÏÄÕÌ Τ 
lipsa acestuia. Cifra fiÎÁÌá ÄÉÎ ÇÒÉÌÁ ÔÉÐÏÌÏÇÉÃá ÒÅÐÒÅÚÉÎÔá ÁÃÅÓÔ ÉÎÄÉÃÉÕȢ 

,Á ÆÏÒÍÁ ÌÉÂÅÒá ÓÅ ÅÖÉÄÅÎĪÉÁÚá ÃÏÍÂÉÎÁĪÉÉÌÅ ÐÒÅÆÅÒÅÎĪÉÁÌÅ ÄÅ ÐÒÏÆÉÌȟ 
întrucât acestea vor fi modelele care prin stereotipizare vor modela forma 
ÆÉØáȢ -ÏÄÅÌÅÌÅ ÄÅ ÐÒÏÆÉÌ ÍÅÌÏÄÉÃ ÓÔÁÂÉÌÉÔÅ ÿÎ ÕÒÍÁ ÁÎÁÌÉÚÅÉ ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÓÕÎÔ 
codificate ÎÕÍÅÒÉÃȟ ÆÉÉÎÄ ÁÓÔÆÅÌ ÒÅÐÒÅÚÅÎÔÁÔÅ ĦÉ ÿÎ ÇÒÉÌÅÌÅ ÁÎÁÌÉÔÉÃÅ ÁÌÅ ÐÉÅÓÅÌÏÒȡ 

1. rectiliniu sau uniliniar = r (=u) ; 
2. ÄÅÓÃÅÎÄÅÎÔ Ͼ Äȟ ÃÕ ÖÁÒÉÁÎÔÅÌÅ ÄÒ ĦÉ ÒÄ ; 
3. ÁÓÃÅÎÄÅÎÔ Ͼ Áȟ ÃÕ ÖÁÒÉÁÎÔÅÌÅ ÁÒ ĦÉ ÒÁ ; 
4. ÂÏÌÔÉÔ Ͼ Âȟ ÃÕ ÖÁÒÉÁÎÔÅÌÅ ÂÒ ĦÉ ÒÂ ; 
5. ÃÏÎÃÁÖ Ͼ Ãȟ ÃÕ ÖÁÒÉÁÎÔÅÌÅ ÃÒ ĦÉ ÒÃ ; 
6. ÓÉÎÕÓÏÉÄÁÌ ÓÁÕ ÃÏÍÂÉÎÁÔ Ͼ Óȟ ÃÕ ÖÁÒÉÁÎÔÅÌÅ ÓÒ ĦÉ ÒÓȢ  
_Î ÃÁÄÒÕÌ ÓÉÓÔÅÍÁÔÉÚáÒÉÉ ÔÉÐÏÌÏÇÉÃÅ ÓÅ ÒÅÄÁÕ ÓÔÒÉÃÔ ÃÌÁÓÅÌÅ ÄÅ ÐÒÏÆÉÌ 

reprezentate repertorial. 
6ÁÒÉÁÎÔÅÌÅ ÐÒÏÆÉÌÕÒÉÌÏÒ ÒÅÆÌÅÃÔá ÁÒÔÉÃÕÌÁÒÅÁ ÍÏÔÉÖÉÃá ÐÅ ÈÅÍÉÓÔÉÈÕÒÉ Á 

rândurilor melodice prin combinarea unui profil melodic cu recitativ.  
Ilustrez cele de mai sus printr-un segment de Index de profil melodic cu 

ÓÔÒÕÃÔÕÒá ÍÉÎÏÒá ɀ ÐÒÏÆÉÌ ÆÏÒÍÕÌÅ ÉÎÉĪÉÁÌÅȡ 

Cod  Profil Tr.r. Formula Vol/nr.ant/Doina  

A.1.1.1.   Formule cu recitativ  

   Articulare  pe rând melodic  

1.1.1.1. 
r 4 

 
IV/32 

 
 4/3 

 
IV/48 

 
 2/4 

 
IV/11 

 
 4/2 

 
IV/31 

1.1.1.2. 
rd 5 

 
V/85 

1.1.1.2. 
dr 4/3 

 
IV/1 

1.1.1.3. 
ar 2 

 
IV/78 

 
 4 

 
IV/19 

 
 4/3-4 

 
IV/77 
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Tab. 1. Profil melodic ÆÏÒÍÕÌÅ ÉÎÉĪÉÁÌÅ ɀ A.1.1. structuri unimodale 

ÍÉÎÏÒÅȟ ÓÃáÒÉ ÒÅÄÕÓÅ ɀ ambitus 1-4/5 
 
$ÅÏÁÒÅÃÅ ÌÁ ÄÏÉÎÁ ÖÏÃÁÌá ÃÕ ÆÏÒÍá ÌÉÂÅÒá ÓÕÎÔ ÄÏÁÒ ÄÏÕá ÅØÅÍÐÌÁÒÅȟ 

ÐÌÁÓÁÔÅ ÿÎ ÓÉÓÔÅÍÕÌ ÍÏÄÁÌ ÄÅ ÆÁÃÔÕÒá ÍÉÎÏÒáȟ ÌÅ ÁÎÁÌÉÚÅÚ ÌÁ ÔÒÅÉ ÎÉÖÅÌÅ ÄÅ 
adâncime într-Ï ÆÏÒÍá ÓÃÈÅÍÁÔÉÃáȟ ÔÁÂÅÌÁÔáȢ ,Á ÎÉÖÅÌÕÌ Σ ÓÅ ÄÉÆÅÒÅÎĪÉÁÚá ÄÏÕá 
ÃÁÔÅÇÏÒÉÉȡ ΣȢ ÓÔÒÕÃÔÕÒÉ ÕÎÉÍÏÄÁÌÅ ĦÉ 2. structuri modulante. Profilurile melodice 
ÃÁÄÅÎĪÉÁÌÅ ÄÅÓÃÅÎÄÅÎÔ-ÂÏÌÔÉÔ ɉÄȟÂɊ ĦÉ ÒÅÌÁĪÉÉÌÅ ÃÁÄÅÎĪÉÁÌÅ ÐÒÅÆÅÒÅÎĪÉÁÌÅ ÌÅ 
ÓÉÔÕÅÁÚá ÿÎ ÓÕÂÃÌÁÓÅ ÔÉÐÏÌÏÇÉÃÅ ÂÉÎÅ ÄÅÆÉÎÉÔÅȢ .ÉÖÅÌÕÌ Τ ĦÉ Υ ÄÅÔÁÌÉÁÚá ÁÎÁÌÉÚÁ 
ÍÅÌÏÄÉÃá ÐÅ ÕÎÉÃÁÔÅÌÅ ÄÉÆÅÒÅÎĪÉÁÔÅ ÌÁ ÎÉÖÅÌÕÌ ΣȢ #ÅÌÅ ÄÏÕá ÅØÅÍÐÌÁÒÅ ÁÎÁÌÉÚÁÔÅ 
ÓÅ ÇáÓÅÓÃ ÿÎ ÆÏÎÄÕÌ ÐÕÂÌÉÃÁÔ ÿÎ ÖÏÌÕÍÕÌ ÁÌ )6-lea al monografiei (Voevidca, 2020, 
nr. 6: 260 ; 39: 282).  

 
Nivel 1 ɀ model structural general 

Sistem modal Sinteza 
ÃÁÄÅÎĪÉÁÌá 

0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ 
ÐÅ ÓÅÃĪÉÕÎÉȠ 

profile 
ÐÒÅÆÅÒÅÎĪÉÁÌÅ 

Succesiuni 
ÃÁÄÅÎĪÉÁÌÅ ÐÅ 
ÓÅÃĪÉÕÎÉȠ ÃÁÄÅÎĪÅ 
ÐÒÅÆÅÒÅÎĪÉÁÌÅ 

Nr.ant.IV 

Minor     

unimodal - 
doric cu 4 

fluct 

5,1 DDDD 
D 

5,1,1,1; 5,1,5,1 
5,1 

39 

modulant, 
ÒÅÌÁĪÉÅ 

ÏÍÏÎÉÍÉÃáȡ 
cromatic 1-

doric 

5,4,3,2,1 rdcd/bbbb/dddd/ 
abcdrd 

r/db 

5,2,4,1/4,2,4,1; 
4,3,2,2;1,1,1 

4,2,1 

6 

 
Nivel 2 ɀ ÐÒÏÆÉÌ ÍÅÌÏÄÉÃ ÉÎÉĪÉÁÌÅȟ ÃÁÄÅÎĪÉÁÌÅȟ ÔÒÅÐÔÅ ÄÅ ÒÅÃÉÔÁÒÅ 

Profil 
ÒȢÍȢÉÎÉĪÉÁÌ 

Treapta  
recitare-k 

Profil 
r.m.final 

Tr. 
recitare-k 

Vol.IV/nr.ant. 

d 8-5 d 4,1-1 39 

d 5-5 d 1-1 6 

 
Nivel 3 ɀ profil ÍÅÌÏÄÉÃ ÓÅÃĪÉÕÎÉ ÍÅÄÉÁÎÅȟ ÔÒÅÐÔÅ ÄÅ ÒÅÃÉÔÁÒÅ 

Trepte de 
recitare (r) în 

mediane 

2ÅÌÁĪÉÉ Ò-k Profiluri 
melodice 
ÃÁÄÅÎĪÉÁÌÅ ÌÁ 
ÓÅÃĪÉÕÎÉ 
mediene 

2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

ale 
ÓÅÃĪÉÕÎÉÌÏÒ 
mediene 

Vol.IV/nr.ant. 

4,2,3,1 4-1, 2-1, 
3-5, 3-1 

d, b, d 1, 1, 1 39 

1.1.1.4. 
br 4 

 
V/83; IV/36 
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5,4,2,1 5-4, 4-4, 4-
3,4-1, 

2-4, 2-2, 
1-1   

d, sb, d, d,sb, d 1, 2,1,1,2,1 6 

 

)ÌÕÓÔÒÁÒÅÁ ÒÅÐÅÒÔÏÒÉÁÌá ÓÅ ÆÁÃÅ ÐÒÉÎÔÒ-Ï ÓÉÎÇÕÒá ÐÉÅÓá ÒÅÄÁÔá ÐÒÉÎ ÍÓÓȢ 
ÏÌÏÇÒÁÆ ÁÌ ÃÕÌÅÇáÔÏÒÕÌÕÉȢ 

 
 

 
 

Voevidca, vol. IV/2020, nr.6, p. 260 - Ms. 22224_anexa 1_0048 
ɉΤΨΡȾΣΫΡΫɊͺ&ÏÎÄ "ÉÂÌÉÏÔÅÃÁ .ÁĪÉÏÎÁÌá Á 2ÏÍÝÎÉÅÉ ɀ #ÏÌÅÃĪÉÁ ÍÓÓȢ 
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TIPOLOGIA DOINEI BUCOVINENE 

3ÉÓÔÅÍÁÔÉÚÁÒÅÁ ÔÉÐÏÌÏÇÉÃá Á ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÄÅ ÄÏÉÎá ÒÅÐÒÅÚÅÎÔÁÔ ÿÎ 
fondul folcloric istoric cules de Al. Voevidca la începutul sec. XX se face tabelat, 
respectând un sistem unitar de criterii structurale relevante la nivel general, 
ÎÕÁÎĪÁÔÅ ÐÅ ÐÁÒÔÉÃÕÌÁÒÉÔáĪÉ ÄÅ ÇÅÎȢ 5ÎÉÔÁÔÅÁ ÄÅ ÃÏÎÃÅÐĪÉÅ ÍÅÔÏÄÏÌÏÇÉÃá ÿÎ 
ÓÉÓÔÅÍÁÔÉÚÁÒÅÁ ÔÉÐÏÌÏÇÉÃá ÍÅÌÏÄÉÃá ÅÓÔÅ ÎÅÃÅÓÁÒá ÿÎÔÒÕÃât astfel vor putea fi 
ÓÕÒÐÒÉÎÓÅ ĦÉ ÅÖÉÄÅÎĪÉÁÔÅ ÁÓÉÍÉÌáÒÉÌÅ ÍÅÌÏÄÉÃÅ ÄÉÎÔÒ-un gen în altul.  

_Î ÃÁÚÕÌ ÄÏÉÎÅÉȟ ÁÃÏÌÏ ÕÎÄÅ ÓÕÎÔ ÄÕÂÉÉ ÿÎ ÃÁÚÕÌ ÔÉÐÕÒÉÌÏÒ ÄÏÉÎÅÉ ÆáÒá 
ÒÅÃÉÔÁÔÉÖÕÌ ÓÐÅÃÉÆÉÃȟ ÔÉÐÏÌÏÇÉÁ ÕÌÔÅÒÉÏÁÒá Á ÃÝÎÔÅÃÕÌÕÉ ÐÒÏÐÒÉÕ-zis va putea oferi 
ÓÏÌÕĪÉÁ ÃÌÁÒá ÄÁÃá ÔÉÐÕÌ ÒÅÓÐÅÃÔÉÖ ÓÅ ÖÁ ÒÅÇáÓÉ ÿÎ ÃÁÔÁÌÏÁÇÅÌÅ ÔÉÐÏÌÏÇÉÃÅ ÁÌÅ 
ambelor genuri. 

 
#ÁÔÅÇÏÒÉÁ )ȡ ÔÉÐÏÌÏÇÉÁ ÄÏÉÎÅÉ ÃÕ ÆÏÒÍá ÌÉÂÅÒá 
$ÅÏÁÒÅÃÅ ÌÁ ÁÃÅÁÓÔá ÃÁÔÅÇÏÒÉÅȟ ÐÒÉÎ ÓÔÅÒÅÏÔÉÐÉÚÁÒÅÁ ÕÎÏÒ ÍÏÄÅÌÅ 

ÐÒÅÆÅÒÅÎĪÉÁÌÅ ÄÅ ÃÏÍÂÉÎÁĪÉÉ ÃÁÄÅÎĪÉÁÌÅȟ ÄÅ ÐÒÏÆÉÌÅ ÍÅÌÏÄÉÃÅ ÐÅ ÓÅÃĪÉÕÎÉȟ ÄÅ 
ÍÏÄÅÌÅ ÄÅ ÃÏÎÆÉÇÕÒÁĪÉÉ ÓÐÅÃÉÆÉÃÅ ÁÌÅ ÒÅÃÉÔÁÔÉÖÕÌÕÉȟ ÐÅÎÔÒÕ Á ÁÓÉÇÕÒÁ ÕÎÉÔÁÔÅÁ 
ÍÅÔÏÄÏÌÏÇÉÃá Á ÔÉÐÏÌÏÇÉÅÉȟ ÒÅÐÒÅÚÅÎÔÁÒÅÁ ÔÉÐÏÌÏÇÉÃá ÃÏÄÉÆÉÃÁÔá ÓÅ ÆÁÃÅ 
ÃÏÎÆÏÒÍ ÍÏÄÅÌÕÌÕÉ ÃÏÎÃÅÐÕÔ ÐÅÎÔÒÕ ÆÏÒÍÁ ÓÔÒÏÆÉÚÁÔáȟ ÃÕ ÐÒÅÃÉÚÁÒÅÁ Ãá ÆÏÒÍÁ 
ÌÉÂÅÒá ÅÓÔÅ ÒÅÄÁÔá ÐÒÉÎ ÃÏÄÕÌ x.  

 
Cod 
tip 

2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profile 
ÐÒÅÆÅÒÅÎĪÉÁÌÅ 

ale r.m. 

Trepte 
de 

recitare 

Vol.IV/ 
nr.ant. 

A1.2./.1.x.1.1.1 5.1. x  D 8,4,3,2,1 39 

B.3./.1.x.1.1.1 5,4,3,2,1 x rdb 5,4,2,1 6 

 
#ÁÔÅÇÏÒÉÁ ))ȡ ÔÉÐÏÌÏÇÉÁ ÄÏÉÎÅÉ ÃÕ ÆÏÒÍá ÓÔÒÏÆÉÚÁÔá 
A. Sisteme sonore unimodale; A.1. Structuri minore; 
!ȢΣȢΣȢ ÓÃáÒÉ ÒÅÄÕÓÅ ÔÅÔÒÁ-penta-hexacordale 
!ȢΣȢΣȢΣȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ uniliniar = U,u 

Cod 
tip 

2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/nr.ant. 

A.1.1.1.1.2.2. 1 1 r.m. d / (motive 
repetate) 

35 

A.1.1.1.2.1.1.1 1,1 2r.m. bd 1 57 

A.1.1.1.2.1.1.1.1    4/3, 1 76 

A.1.1.1.2.2.1.1.2   sd 3, 4/3, 1 28 

A.1.1.1.2.3.1.1   sb 4/2, 1 24 

A.1.1.1.3.1.1.1 1,1,1 3 r.m dsd 5,1 51 

A.1.1.1.3.2.1.1   bdd 2/1, 1 45 

Precizare: recitativul melodizat oscilatoriu este codificat prin treptele 
alternate 4/3, 4/2 etc. 
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!ȢΣȢΣȢΤȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÄÅÓÃÅÎÄÅÎÔ Ͼ $ȟÄ 

Cod tip 2ÅÌÁĪÉÉ ÃÁÄÅÎĪÉÁÌÅ 
ɀ 

ÎÕÃÌÅÕϹÄÅÒÉÖÁĪÉÉ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/ 
nr.ant. 

A.1.1.2.1.2.1.1.1 2,1 2 r.m. cd 3/2, 1 75 

A.1.1.2.1.2.1.2.1   sb 4/2, 1 31 

A.1.1.2.1.2.1.3.1   cd 1 61 

A.1.1.2.1.3.2.1.1 2,2,1 3 r.m. aab 2 78 

A.1.1.2.1.4.3.1.1 2,1,2,1, 4 r.m. bbsb 2/4, 1 11 

A.1.1.2.2.4.1.1.1 3,1,1,1 4 r.m. bbdd 4, 4/2, 1 19 

A.1.1.2.2.4.2.1.1 3,1,3,1  bdcd 1 65 

A.1.1.2.3.4.1.1.1 3,1,2,1 4 r.m. bbcd 4, 1 V/83 

A.1.1.2.4.3.1.1.1 4,1,1 3 r.m. ssd 2/2, 4, 1 27 

A.1.1.2.4.3.1.2.1   add 4/2, 1 77 

A.1.1.2.4.4.2.1.1 4,4,4,1  4 r.m. adcd 4, 1 81 

A.1.1.2.4.7.3.1.1 4,4,4,1//4,1,1 7 r.m. drar//rsbd 5, 4 ,2, 1 26 

A.1.1.2.5.4.1.1.1 4,1,2,1 4 r.m. rdcd 4, 1  32 

A.1.1.2.6.4.1.1.1 3,1,4,1 4 r.m. rdsd 3, 1  48 

A.1.1.2.7.4.1.1.1 4,3,2,1 4 r.m. dddd 5, 4, 3, 2 V/85 

A.1.1.2.7.7.2.1.1 4,3,3,2//2,2,1 7 r.m. bsdsbc//bsbd 5, 4, 2, 1 36 

A.1.1.2.7.7.3.1.1 4,4,4,2//4,3,1 7 r.m. sdrsar//rsad 5, 4, 2, 1 47 

A.1.1.2.8.2.1.1.1 5,1 2 r.m. cd 1 5 

A.1.1.2.8.3.2.1.1 1,1,1-V 3 r.m. bdd 1 9 

A.1.1.2.9.3.1.1.1 5,4,1 3 r.m. ccd 5, 4, 1 4 

 
!ȢΣȢΣȢΥȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÁÓÃÅÎÄÅÎÔ Ͼ !ȟÁ 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/nr.ant. 

A.1.1.3.1.2.1.1.1 1,2 2 r.m. ss 5 53 

A.1.1.3.1.2.1.2.1   sb 4/5, 1 14 

A.1.1.3.1.4.1.1.1. 1,1,1,2 4 r.m. bbbr 5, 4, 2  15 

A.1.1.3.1.4.2.1.2. 1,2,1,2 4 r.m. ssbs / 2 

 
A.1.1.4Ȣ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ boltit  = B,b 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/nr.ant. 

A.1.1.4.1.4.1.1.1 1,1,2,1 4 r.m. dddd 5,4,2,1 60 
A.1.1.4.3.4.1.1.1 1,1,4,1 4 r.m. rdrd 1,4 63 

 
A.1.1.5Ȣ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÃÏncav = C,c 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profil r.m. Trepte 
recitare 

Vol.IV / 
nr.ant. 

A.1.1.5.5.4.1.1.1 5,4,1,2 4 r.m. Rbbb 5, 4 10 
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!ȢΣȢΣȢΨȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÃÏÍÂÉÎÁÔ  
Cod tip 2ÅÌÁĪÉÉ 

ÃÁÄÅÎĪÉÁÌÅ 
Strofa Comb. 

profil  
Profil r.m. Trepte 

recitare 
Vol.IV 
nr.ant. 

A.1.1.6.1.1.1.1 1,1,1,2//1,1,1 7 r.m. Au bbbc//bbd 5, 4, 2, 1 46 

A.1.1.6.2.1.1.1 1,4,1,1//2,1,2,1 8 r.m. BD srdd//sddd 4/3, 1 1 

 
!ΣȢΤȢ ÓÃáÒÉ ÁÍÐÌÅ ÈÅØÁ-heptacordale 
A1.2.1Ȣ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ uniliniar = U,u: Nu este reprezentat în repertoriu 
!ΣȢΤȢΤȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÄÅÓÃÅÎÄÅÎÔ Ͼ $ȟÄ 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/ 
nr.ant. 

A.1.2.2.1.4.1.1.1 3,3,3,1 4 r.m. bb//cd 5, 3,1  67 

A.1.2.2.1.4.2.2.2 3,1,3,1   sbss / V/84a 

A.1.2.2.2.4.1.1.1 4,4,1,1  4 r.m. bbdb 5, 1 25 

A.1.2.2.2.6.2.1.1 4,4,4,4,1 6 r.m. sbccbsb 5,4,1 66 

A.1.2.2.3.4.1.1.1 4,4,3,1  bbbd 4, 1 8 

A.1.2.2.3.4.2.2.1 4,3,4,1   bccd 5, 4, 1 68 

A.1.2.2.4.4.1.1.1 5,4,4,1 4 r.m. absb 5 40 

A.1.2.2.5.4.1.1.1 4,2,1,V 4 r.m. ccdd 4, 1 62 

A.1.2.2.5.7.2.1.1 5,4,2,2//4,1,1 7 r.m. aaad//aar 5,4,2,1 58 

A.1.2.2.6.4.1.1.1. 5,4,3,1  4 r.m. addd 5, 4, 3  64 

A.1.2.2.6.4.2.2.1. 5,3,4,1 4 r.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 

A.1.2.2.7.4.1.1.1 8,4,4,1 4 r.m. cdcd 8, 4, 1 V/87 

A.1.2.2.7.4.1.2.1   cddd 8, 4, 1 33 

A.1.2.2.8.4.1.1.1.1 5,5,1,1 4 r.m. bd/bd 5,1,5,5 55 

A.1.2.2.8.4.1.2.1.2   dcbb 1 80 

A.1.2.2.7.4.2.1.1 5,1,4,2 4 r.m. ddcd 3/2, 1 82 

A.1.2.2.9.4.1.1.1 8,3,4,1 4 r.m. cdcd 8,4,3,1 59 

A.1.2.2.10.4.1.1.1 8,5,4,1 4 r.m. cbsb 8,5,4,1 52 

 
!ȢΣȢΤȢΥȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÁÓÃÅÎÄÅÎÔ Ͼ !ȟÁ 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/nr.ant. 

A.1.1.2.3.1.2.1.1.2 VII,1 2 r.m. bb / V/84 

A.1.1.2.3.2.4.1.1.1 VII,3,VII,1 4 r.m. bddb 5,4,2 20 

 
!ȢΣȢΤȢΦȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÂÏÌÔÉÔ Ͼ "  

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/nr.ant. 

A.1.1.2.4.1.3.1.1 1,4,2  3 r.m. bbd 1 74 

A.1.1.2.4.2.4.1.1 3,4,4,1 4 r.m. bbcd 5  71 
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!ȢΣȢΤȢΧȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÃÏÎÃÁÖ Ͼ #  

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/nr.ant. 

A.1.1.2.5.1.4.1.1.1 1,1,VII,1 4 r.m. dddr 5/4, 1 44 

A.1.1.2.5.1.4.1.2.1   bd//bb 4  16 

A.1.1.2.5.2.4.1.1.1 3,1,VII,1  bbbb 4/5 V/88 

A.1.1.2.5.3.4.1.1.1 4,3,VII,1  bsbs 1 22 

A.1.1.2.5.4.4.1.1.1 5,3,VII,1  addb 5 70 

A.1.1.2.5.5.4.1.1.1 5,4,1,2   sdss 5, 4  23 

 
!ȢΣȢΤȢΨȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÃÏÍÂÉÎÁÔ ɉϾ3Ɋ 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Comb. 
profile/ 
ÓÅÃĪȢ 

Profilul 
detaliat  

r.m. 

Trepte 
recitare 

Vol.IV 
nr.ant. 

A.1.1.2.6.1.7.1.1 4,2,2,2// 
2,3,1 

7 r.m. DB ddsc// 
rcd 

5/4, 4/3,  
4/2, 1 

56 

 
A.2. Structuri majore;   
!ȢΤȢΣȢ ÓÃáÒÉ ÒÅÄÕÓÅ bi, tri, tetra-pentacordale 
A.2.1.1. Profil ÃÁÄÅÎĪÉÁÌ uniliniar = U,u 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/ 
nr.ant. 

A.2.1.1.1.2.1.1.1 1,1 2 r.m. dd 2,1 18 

 
!ȢΤȢΤȢ ÓÃáÒÉ ÁÍÐÌÅ ÈÅØÁ-heptacordale 
!ȢΤȢΤȢΤȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÄÅÓÃÅÎÄÅÎÔ Ͼ $ȟÄ 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/nr.ant. 

A.2.2.2.1.2.1.1.1 2,1 2 r.m. ba 2,1 17 

A.2.2.2.2.2.1.1.2 4,1  bb / 73 

 
!ȢΤȢΤȢΥȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÁÓÃÅÎÄÅÎÔ Ͼ !ȟÁ 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/nr.ant. 

A.2.2.3.1.3.1.1.2 1,1,2 3 r.m. bbb / 7 

A.2.2.3.1.4.2.1.1 1,2//1,2 4 r.m. db//db 2 30 
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A.2.2.4. Profil ÃÁÄÅÎĪÉÁÌ ÂÏÌÔÉÔ Ͼ " 
 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/nr.ant. 

A.2.2.4.1.3.1.1.2 1,5,1 3 r.m. s / 38 

A.2.2.4.1.3.1.1.1 1,2, VI 3 r.m. cdb 2, VI 79 

 
A.3. Structuri pre/pentatonice, tetratonice;  
!ȢΥȢΣȢ ÓÃáÒÉ ÒÅÄÕÓÅ ÐÒÅÍÏÄÁÌÅ 
!ȢΥȢΣȢΣȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ uniliniar = U,u  

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/nr.ant. 

A.3.1.1.1.2.1.1.1.1 sol, sol 2 r.m. dd sol 69 

A.3.1.1.2.2.1.1.1.2 re, re   sol, re 34, 3 

 
A.3ȢΣȢΤȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÄÅÓÃÅÎÄÅÎÔ Ͼ $ȟÄ 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte de 
recitare 

Vol.IV/ 
nr.ant. 

A.3.1.2.1.2.1.1.1.1 la, sol 2 r.m. sb sol V/89 

A.3.1.2.1.2.1.2.1.2   scd do, sol 49 

A.3.1.2.1.4.1.1.1 sol, mi, re 4 r.m. a sdsbsd la, sol, mi, re 29 

A.3.1.2.2.4.2.1.1 la, la sol, re 4 r.m. dsdd do2/la, sol 43 

 
!ȢΥȢΤȢ ÓÃáÒÉ ÁÍÐÌÅ 
!ȢΥȢΤȢΤȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÄÅÓÃÅÎÄÅÎÔ Ͼ $ 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte de 
recitare 

Vol.IV/ 
nr.ant. 

A.3.2.6.1.8.1.1.1 sol, re/sol, 
sol/sol, 

re/sol, sol 

8 r.m. dd//dd//bb//bb sol/la 54 

 
B. Sisteme sonore modulante ɀ 2 centri modali 
"ȢΣȢ ÒÅÌÁĪÉÅ ÄÅ ÔÅÒĪá 
B.1.1. ÍÏÄÕÌÁĪÉÅ ÍÁÊÏÒ-minor (M-m) 
"ȢΣȢΣȢΤȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÄÅÓÃÅÎÄÅÎÔ Ͼ $ȟÄ 

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/nr.ant. 

B.1.1.2.1.4.1.1.1 5,1//5,1 4 r.m. cc//cd 1/2 //4 72 

B.1.1.2.2.4.1.1.1 1,V//4,1 4 r.m. bd//cd 2// 1 V/86 
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"ȢΤȢ ÒÅÌÁĪÉÅ ÄÅ ÃÖÁÒÔá 
"ȢΤȢΣȢ ÍÏÄÕÌÁĪÉÅ ÍÁÊÏÒ-minor (M-m) 
"ȢΤȢΣȢΧȢ 0ÒÏÆÉÌ ÃÁÄÅÎĪÉÁÌ ÃÏÎÃÁÖ Ͼ #  

Cod tip 2ÅÌÁĪÉÉ 
ÃÁÄÅÎĪÉÁÌÅ 

Strofa Profilul 
rândurilor 
melodice 

Trepte 
de 

recitare 

Vol.IV/nr.ant. 

B.2.1.5.1.4.1.1.1 2,1 //1,2 4 r.m. rb//bb 2, 1// 12 

 

CONCLUZII 

$ÉÎÃÏÌÏ ÄÅ ÁÐÁÒÅÎĪÁ ÕÎÅÉ ÕÎÉÔáĪÉ ÓÔÒÕÃÔÕÒÁÌÅ ÉÎÄÅÓÔÒÕÃÔÉÂÉÌÅ ÓÅÓÉÚÁÔá ÄÅ 
etnomuzicologi, tipologia doinei bucovinene surprinde prin varietatea 
ÃÏÎÆÉÇÕÒÁĪÉÉÌÏÒ ÓÔÒÕÃÔÕÒÁÌÅ ÌÁ ÄÉÖÅÒÓÅ ÎÉÖÅÌÕÒÉ ÄÅ ÁÄÝÎÃÉÍÅȢ  

-ÏÄÅÌÕÌ ÃÌÁÓÉÆÉÃáÒÉÉ ÔÉÐÏÌÏÇÉÃÅ ÐÒÅÚÅÎÔÁÔ ÿÎ ÌÕÃÒÁÒÅÁ ÄÅ ÆÁĪá ÁÒÅ ÃÁÒÁÃÔÅÒ 
experimental, ÅÓÔÅ ÐÅÒÆÅÃÔÉÂÉÌȟ ÎÅÆÉÉÎÄ ÃÏÎÓÉÄÅÒÁÔ ÄÅ ÓÕÂÓÅÍÎÁÔÁ Á ÆÉ Ï ÓÏÌÕĪÉÅ 
ÄÅÆÉÎÉÔÉÖáȢ %Ì ÓÅ ÐÒÅÚÉÎÔá ÃÁ ÕÎ ÓÉÓÔÅÍ ÄÅÓÃÈÉÓȟ ÐÕÔÝÎÄ ÆÉ ÃÏÍÐÌÅÔÁÔ ÃÕ ÎÏÉ ÃÌÁÓÅ 
ĦÉ ÔÉÐÕÒÉ ÍÅÌÏÄÉÃÅȟ ÄÁÒ ĦÉ ÎÕÁÎĪÁÔ ÌÁ ÎÉÖÅÌÅ ÄÅ ÁÄÝÎÃÉÍÅȟ ÁÃÏÌÏ ÕÎÄÅ ÒÅÐÅÒÔÏÒÉÕÌ 
o permite.  

%ØÔÉÎÄÅÒÅÁ ÕÌÔÅÒÉÏÁÒá Á ÃÌÁÓÉÆÉÃáÒÉÉ ÔÉÐÏÌÏÇÉÃÅ ÌÁ ÎÉÖÅÌÕÌ ÿÎÔÒÅÇÕÌÕÉ 
ÒÅÐÅÒÔÏÒÉÕ ÄÅ ÄÏÉÎÅ ÃÕÌÅÓ ÄÅ ÓÐÅÃÉÁÌÉĦÔÉ ÐÅ ÐÁÒÃÕÒÓÕÌ ÕÎÕÉ ÓÅÃÏÌ ÄÅ 
ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÅ ÒÏÍÝÎÅÁÓÃá ÖÁ ÐÕÔÅÁ ÃÏÍÐÌÅÔÁ ĦÉ ÄÉÖÅÒÓÉÆÉÃÁ ÉÍÁÇÉÎÅÁ 
ÔÉÐÏÌÏÇÉÃá Á ÄÏÉÎÅÉ ÂÕÃÏÖÉÎÅÎÅȢ 
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Ȱ'ÈÅÏÒÇÈÅ $ÉÍÁȱ .ÁÔÉÏÎÁÌ !ÃÁÄÅÍÙ ÏÆ -ÕÓÉÃ ÉÎ #ÌÕÊ-Napoca 

SUMMARY 

In the research conducted in 2017 in §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒ ɉ0áÄÕÒÅÎÉ !ÒÅÁɊ 
in Hunedoara county, an old-style song was identified with the text 
Ȱ3ÃÏÁÌáȟ ÂÁÄÅȟ ÄÉÎ ÃÕÌÃÕĦȱȟ ÓÕÎÇ ÂÙ ήΪ ÙÅÁÒÓ ÏÌÄ 6ÉÎÃÁ #ÏÓÁÎÁ ȰÁ ÌÕÉ 
#ÈÉÃÉȱȟ ÆÒÏÍ ÖÉÌÌÁÇÅ #ÅÒÉĦÏÒȢ 4ÈÅ ÔÕÎÅ ×ÁÓ ÁÌÓÏ ÍÅÎÔÉÏÎÅÄ έΦ ÙÅÁÒÓ ÁÇÏ 
ÉÎ ÔÈÅ ÒÅÓÅÁÒÃÈ ÃÏÎÄÕÃÔÅÄ ÂÙ ÅÔÈÎÏÍÕÓÉÃÏÌÏÇÉÓÔ %ÍÉÌÉÁ #ÏÍÉĦÅÌȢ 
Perusing the monographic wriÔÉÎÇÓ ÏÆ ÒÅÓÅÁÒÃÈÅÒ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉ ÁÂÏÕÔ 
this area, we noticed that in the first week of the Lent people practiced 
a series of customs for the holiday of Sântoader, which include this 
so-ÃÁÌÌÅÄ Ȱ"ÏÌÂÏÔÅȱ ÓÏÎÇȢ -ÏÒÅ ÅØÁÃÔÌÙȟ ÉÔ ÉÓ ÔÈÅ ÃÕÓÔÏÍ ÏÆ ÐÉÃËÉÎÇ 
medicinal herbs and ritually washing the head with them, a custom 
practiced in the Thursday or Friday before Sântoader. Even though the 
practice of this custom is mentioned throughout the country, this paper 
wishes to highlight the areas where the custom is accompanied by song 
and, not lastly, the defining musical features of these tunes.   

REZUMAT 

_Î ÃÅÒÃÅÔÁÒÅÁ ÒÅÁÌÉÚÁÔá ÿÎ ΨΦΧέ ÿÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒȟ (ÕÎÅÄÏÁÒÁȟ Á ÆÏÓÔ 
ÉÄÅÎÔÉÆÉÃÁÔ ÕÎ ÃÝÎÔÅÃ ÄÅ ÓÔÉÌ ÖÅÃÈÉȟ ÃÕ ÔÅØÔÕÌ ȵ3ÃÏÁÌáȟ ÂÁÄÅȟ ÄÉÎ ÃÕÌÃÕĦȱȟ 
ÉÎÔÅÒÐÒÅÔÁÔ ÄÅ 6ÉÎÃÁ #ÏÓÁÎÁ ȵÁ ÌÕÉ #ÈÉÃÉȱȟ ÄÅ ήΪ ÄÅ ÁÎÉȟ ÄÉÎ ÓÁÔÕÌ #ÅÒÉĦÏÒȢ 
-ÅÌÏÄÉÁ Á ÆÏÓÔ ÓÅÍÎÁÌÁÔá ĦÉ ÿÎ ÕÒÍá ÃÕ έΦ ÄÅ ÁÎÉȟ ÿÎ ÃÅÒÃÅÔáÒÉÌÅ ÅÆÅÃÔÕÁÔÅ 
ÄÅ ÅÔÎÏÍÕÚÉÃÏÌÏÇÕÌ %ÍÉÌÉÁ #ÏÍÉĦÅÌȢ 0ÁÒÃÕÒÇÝÎÄ ÓÃÒÉÅÒÉÌÅ ÍÏÎÏÇÒÁÆÉÃÅ 
ÁÌÅ ÃÅÒÃÅÔáÔÏÒÕÌÕÉ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉ ÁÓÕÐÒÁ ÁÃÅÓÔÅÉ ÚÏÎÅȟ ÁÍ ÃÏÎÓÔÁÔÁÔ 
ÆÁÐÔÕÌ Ãá ÿÎ ÐÒÉÍÁ ÓáÐÔáÍÝÎá a Postului Mare se practicau o serie de 
obiceÉÕÒÉ ÄÅ 3ÝÎÔÏÁÄÅÒȟ ÃÅ ÉÎÃÌÕÄ ĦÉ ÁÃÅÓÔ ÃÝÎÔÅÃȟ ÎÕÍÉÔ ȵÁÌ ÂÏÌÂÏÔÅÌÏÒȱȢ 
-ÁÉ ÅØÁÃÔȟ ÅÓÔÅ ÖÏÒÂÁ ÄÅÓÐÒÅ ÏÂÉÃÅÉÕÌ ÓÔÒÝÎÇÅÒÉÉ ÉÅÒÂÕÒÉÌÏÒ ÄÅ ÌÅÁÃ ĦÉ Á 
ÓÐáÌáÒÉÉ ÒÉÔÕÁÌÅ Á ÃÁÐÕÌÕÉ ÃÕ ÁÃÅÓÔÅÁȟ ÏÂÉÃÅÉ ÐÒÁÃÔÉÃÁÔ ÿÎ ÊÏÉÁ ÓÁÕ ÖÉÎÅÒÅÁ 
3ÝÎÔÏÁÄÅÒÕÌÕÉȢ #Õ ÔÏÁÔÅ Ãá ÏÂÉÃÅÉÕÌ ÅÓte semnalat ca fiind practicat pe 
ÃÕÐÒÉÎÓÕÌ ÿÎÔÒÅÇÉÉ ĪáÒÉȟ ÐÒÅÚÅÎÔÕÌ ÓÔÕÄÉÕ ÿĦÉ ÐÒÏÐÕÎÅ Óá ÓÅÍÎÁÌÅÚÅ ÚÏÎÅÌÅ 
ÿÎ ÃÁÒÅ ÏÂÉÃÅÉÕÌ ÅÓÔÅ ÿÎÓÏĪÉÔ ÄÅ ÃÝÎÔÅÃ ĦÉȟ ÎÕ ÿÎ ÕÌÔÉÍÕÌ ÒÝÎÄȟ ÔÒáÓáÔÕÒÉÌÅ 
muzicale definitorii ale acestor melodii. 
 

Keywords 
3ÝÎÔÏÁÄÅÒȠ "ÏÌÂÏÔÅȠ 0áÄÕÒÅÎÉ !ÒÅÁȟ (ÕÎÅÄÏÁÒÁȠ ÏÌÄ-style song. 
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INTRODUCTION 

)Î ÔÈÅ ÓÕÍÍÅÒ ÏÆ ΤΡΣΩȟ Á ÔÅÁÍ ÏÆ ÒÅÓÅÁÒÃÈÅÒÓ ÆÒÏÍ ÔÈÅ Ȱ'ÈÅÏÒÇÈÅ 
$ÉÍÁȱ .ÁÔÉÏÎÁÌ !ÃÁÄÅÍÙ ÏÆ -ÕÓÉÃ ÉÎ #ÌÕÊ-Napoca, made up of prof. dr. Ioan 
"ÏÃĦÁ ÁÎÄ ÔÈÅ ÁÕÔÈÏÒÅÓÓ ÏÆ ÔÈÉÓ ÁÒÔÉÃÌÅȟ ÕÎÄÅÒÔÏÏË ÁÎ ÅØÈÁÕÓÔÉÖÅ ÆÉÅÌÄ ÒÅÓÅÁÒÃÈ 
in the villages and helmets from §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒ, Hunedoara. The musical 
material recorded in the field, 336 folkloric productions, is very well preserved, 
evincing zonal and archaic musical features. Among them a special song, so-
called Bolbote song, stood out. Being a term never before encountered 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.  

Bolbote ÉÓ Á ÔÅÒÍ ÕÓÅÄ ÏÎÌÙ ÉÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒ ÁÎÄ ÒÅÆÅÒÓ ÔÏ ×ÅÅÄÓȟ 
medicinal herbs or plants. In the amplest monograph of the area, the 
ÒÅÓÅÁÒÃÈÅÒ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉȟ Á ÎÁÔÉÖÅ ÏÆ ÔÈÅ ÖÉÌÌÁÇÅ $áÂÝÃÁȟ ÉÄÅÎÔÉÆÉÅÄ ÔÈÅ 
Bolbote song among the Sântoader ÃÕÓÔÏÍÓ ɉ)ĦÆáÎÏÎÉȟ ΤΡΡΨȡΣΥΤ-135). On 
researching the ethnographic literature, we find out that Sântoader is 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 
ÔÈÅ ÆÉÒÓÔ ×ÅÅË ÏÆ ÔÈÅ ,ÅÎÔȟ ÁÌÌ ÏÖÅÒ ÏÕÒ ÃÏÕÎÔÒÙȭÓ ÔÅÒÒÉÔÏÒÙȢ 4ÈÅ ÈÏÌÉÄÁÙ ÏÆ 
Sântoader came 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 village SântoaderȭÓ ÈÏÒÓÅÓȟ ×ÈÉÃÈ ÃÒÉÐÐÌÅÄ 
ÏÒ ËÉÌÌÅÄ ÇÉÒÌÓȢ !ÃÃÏÒÄÉÎÇ ÔÏ ÔÈÅ ÒÅÓÅÁÒÃÈ ÃÏÎÄÕÃÔÅÄ ÂÙ -ÁÒÉÁ "ÏÃĦÅȟ ÔÈÉÓ ÔÉÍÅ 
ÏÆ ÔÈÅ ÙÅÁÒ ×ÁÓ ÒÅÓÅÒÖÅÄ ÍÁÉÎÌÙ ÆÏÒ ȰÃÌÅÁÎÉÎÇ ÈÏÕÓÅÓ ÁÎÄ ÈÏÕÓÅÈÏÌÄÓȟ ÐÅÏÐÌÅ 
and apparel, as such practices were meant to reflect in a beneficial manner on 
the regeneration of nature, the abundance of crops on fields and of fruit on 
ÔÒÅÅÓȟ ÔÈÅ ÈÅÁÌÔÈ ÏÆ ÔÈÅ ÅÎÔÉÒÅ ÈÕÍÁÎ ÈÁÂÉÔÁÔȱ ɉ"ÏÃĦÅȟ ΤΡΡΨȡΤΣΦɊȢ 

'%.%2!, 02%3%.4!4)/. /& 3=.4/!$%2ȭ3 #534/-3 

The oldest ethnographic research was done by Simeon Florea Marian, 
and included in his book 3ÅÒÂáÔÏÒÉÌÅ ÌÁ ÒÏÍÝÎÉ [Traditional Feasts of the 
Romanians], vol. II, 0áÒÅÓÉÍÉÌÅ (Postul mare) [The Lent], which was published 
at the end of the 19th century. The author provides a detailed description of 
the Sân-Tóder 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 first week 
of the Lent we shall display hereunder a comparative table of the customs 
practiced at Sântoader all over the country, which we identified in the volume 
ÐÕÂÌÉÓÈÅÄ ÂÙ 3ÉÍÅÏÎ &ÌÏÒÅÁ -ÁÒÉÁÎȟ ÁÎÄ ÔÈÅ ÏÎÅÓ ÐÒÁÃÔÉÃÅÄ ÉÎ §ÉÎÕÔÕÌ 
0áÄÕÒÅÎÉÌÏÒȟ (ÕÎÅÄÏÁÒÁȟ ÉÄÅÎÔÉÆÉÅÄ ÉÎ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉȭÓ ÍÏÎÏÇÒÁÐÈȡ 
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Name of 
collection/ 

Author/Year 

3ÅÒÂáÔÏÒÉÌÅ ÌÁ 2ÏÍÝÎÉ 
[Traditional Feasts of the 

Romanians],  
vol. II. 0áÒÅÓÉÍÉÌÅ [The Lent] 
Simion Florea Marian, 1899 

0áÄÕÒÅÎÉÉ (ÕÎÅÄÏÁÒÅÉ 
[The Woodlanders of 

Hunedoara] 
2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉȟ ΤΡΡΨ 

Customs 
practiced at 
Sântoader 

Caii lui Sân-Tóder  
ɍ3ÁÉÎÔ 4ĕÄÅÒȭÓ (ÏÒÓÅÓɎ  

Caii lui Sântoader 
ɍ3ÁÉÎÔ 4ĕÄÅÒȭÓ (ÏÒÓÅÓɎ 

Spelarea capului  
[Washing the head] 

Adunatul bolbotelor 
3ÐáÌÁÔÕÌ ÐáÒÕÌÕÉ 

[Picking medicinal 
herbs] 

[Washing the hair] 
Tunderea vitelor  

[Trimming the cattle] 
/// 

Coliva lui Sân-Tóder  
ɍ3ÁÉÎÔ 4ĕÄÅÒȭÓ &ÕÎÅÒÁÌ #ÁËÅɎ 

Coptul colacilor ɀ ÐÕÐÅÚá 
Pomana lui Sântoader 

[Baking pastry] 
ɍ3ÁÉÎÔ 4ÏÁÄÅÒȭÓ 

almsgiving] 
Încurarea cailor 

 (Întrecerea cailor) 
[The Horse Race] 

/// 
 

_ÎÆÒáĪÉÒÅÁ ĦÉ ÿÎÓÕÒáĪÉÒÅÁ  
[Finding best friends and blood 

brothers] 

_ÎÓÏĪÉÒÅÁ ÆÅÔÅÌÏÒ ĦÉ 
ÿÎÆÝÒÔáĪÉÒÅÁ ÆÅÃÉÏÒÉÌÏÒ 

[Girls find best friends 
and boys find blood 

brothers] 

6ÒáÊÉ ĦÉ ÆÁÒÍÅÃÅ  
[Spells and magic] 

(áÌÅ 3ÆÉÎÔÅ $ÏÁÍÎÅ 
ɉÉÅÌÅÌÅɊ ĦÉ ÖÝÎÔÕÒÉÌÅ ÒÅÌÅ 
[Evil fairies and bad 

winds] 
Bulciul Sân-Tóderului  
ɉ4ÝÒÇÕÌ ÓáÒÕÔÕÌÕÉɊ 
[The kissing fair] 

/// 

 
Tab. 1. Comparative table of the customs practiced at Sântoader 
  
Of the customs presented above, the best known in folk tradition are 

the ones linked to SântoaderȭÓ ÈÏÒÓÅÓȟ ÅÑÕÉÎÅ ÍÙÔÈÉÃ ÃÒÅÁÔÕÒÅÓȟ ÌÁÄÓ ×ÉÔÈ 
horsetails and hooves, who showed up in the nights of the first week of the 
Lent, the week of SântoaderȭÓ ÈÏÒÓÅÓȟ ÉÎ ÏÒÄÅÒ ÔÏ ÐÕÎÉÓÈ ÎÏÎ-compliance with 
ÉÎÔÅÒÄÉÃÔÉÏÎÓȟ ÁÓ ÐÒÅÖÉÏÕÓÌÙ ÍÅÎÔÉÏÎÅÄȟ ÏÒ ȰÉÎ ÏÒÄÅÒ ÔÏ ÐÕÒÉÆÙ ÔÈÅ ÓÐÁÃÅ ÁÎÄ ÔÏ 
ÂÒÉÎÇ ÏÒÄÅÒ ÂÁÃË ÁÔ ÔÈÅ ÂÅÇÉÎÎÉÎÇ ÏÆ ÔÈÅ ÙÅÁÒ ÔÈÁÔ ×ÁÓ ÃÅÌÅÂÒÁÔÅÄ ÉÎ ÓÐÒÉÎÇȱ 
(Ghinoiu, 1997:37).  

4ÈÅ ÔÏÐÉÃ ÏÆ ÏÕÒ ÒÅÓÅÁÒÃÈ ÉÓ ÃÏÎÎÅÃÔÅÄ ÔÏ ÔÈÅ ȰÈÅÁÄ ×ÁÓÈÉÎÇȱ ÃÕÓÔÏÍȟ 
×ÈÉÃÈ ÉÓ ÇÅÎÅÒÁÌÌÙ ÄÅÓÃÒÉÂÅÄ ÁÓ ÆÏÌÌÏ×Óȡ ȰÂÏÔÈ ÍÅÎ ÁÎÄ ×ÏÍÅÎȟ ÂÕÔ 
particularly younger and older girls from most parts of the Bucovina, observe 
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the custom of waking up very early on Sân-Tóder day before the sun rises, 
namely before Sân-Tóder 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 possÉÂÌÅȱ ɉ&ÌÏÒÅÁ -ÁÒÉÁÎȟ 
ΣΪΫΫȡΧΤɊȢ 'ÏÉÎÇ ÉÎÔÏ ÔÈÅ ÓÔÁÂÌÅȟ ÃÌÏÓÅ ÔÏ ÔÈÅ ÍÁÒÅÓȭ ÔÁÉÌÓȟ ÔÈÅ ÇÉÒÌÓ ×ÏÕÌÄ ÓÁÙȡ  

 
ȰTódere, Sân-Tódere! [Tódere, Saint Tódere!] 
$á ÃÏÄÉĪá ÆÅÔÅÌÏÒȟ [Give the girls braids] 
Cât cozile iepelorȦȱ ɍ!Ó ÌÏÎÇ ÁÓ ÔÈÅ ÍÁÒÅÓȭ ÔÁÉÌÓɎ  

(Florea Marian, 1899:56) 
 

Ethnologist and folklorist Ovidiu Bârlea mentions Sântoader as being 
the patron of horses, because încurarea cailor (a horse race) was held on his 
ÄÁÙȟ ÏÎ ÔÈÅ 4ÕÅÓÄÁÙ ÏÒ 4ÈÕÒÓÄÁÙ ÉÎ ÔÈÅ ÆÉÒÓÔ ×ÅÅË ÏÆ ÔÈÅ ,ÅÎÔȢ Ȱ"Ù ÅØÔÅÎÓÉÏÎȟ 
the folk tradition pictured him as a patron of abundant hairstyles, which is also 
the source of the tradition called the Homan that required people to wash 
their heads with lye in which they had boiled homan (a plant, the horse-heal), 
×ÈÉÌÅ ÔÈÅ ÇÉÒÌÓ ×ÏÕÌÄ ÂÅÇ ÈÉÍ ÔÏ ÇÒÁÎÔ ÔÈÅÍ ÂÒÁÉÄÓ ÌÉËÅ ÔÈÅ ÍÁÒÅÓȭ ÔÁÉÌÓȦȱ 
(Bârlea, 1981:128). 

)Î Á ÌÅÓÓ ÉÄÙÌÌÉÃ ÖÉÓÉÏÎȟ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒ -ÁÒÉÎ -ÁÒÉÁÎ ÓÔÁÔÅÄȡ Ȱ4ÈÅ ÅÎÄ ÏÆ 
the winter is marked by many beautifying practices. They begin with the 
Sântoader, 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 humÁÎɊ ÒÅÓÐÏÎÓÅ ÔÏ ÎÁÔÕÒÁÌ ÖÉÔÁÌÉÔÙȱ 
(Marian, 1991:43). 

THE SÂNTOADER #534/-3 ). §).545, 0A$52%.),/2ȟ (5.%$/!2! 

2ÅÓÅÁÒÃÈÅÒ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉ ÁÃÃÏÍÐÌÉÓÈÅÄ ÁÎ ÁÍÐÌÅ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ ÔÈÅ 
Sântoader ÃÕÓÔÏÍÓ ÆÒÏÍ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒ ÉÎ ÈÉÓ ÍÏÎÏÇÒÁÐÈ ÏÎ ÔÈÉÓ ÁÒÅÁȢ 
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 respected, SântoaderȭÓ ÈÏÒÓÅÓȟ ÍÙÔÈÉÃ ÈÁÌÆ-man, half-
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; 

- ÿÎÓÏĪÉÒÅÁ ÆÅÔÅÌÏÒ ĦÉ ÿÎÆÝÒÔáĪÉÒÅÁ ÆÅÃÉÏÒÉÌÏÒ (girls finding best friends and 
boys finding blood brothers) took place on the Sântoader Saturday; 

- the week ended with SântoaderȭÓ ÁÌÍÓÇÉÖÉÎÇ ÏÎ 3ÕÎÄÁÙ ÅÖÅÎÉÎÇȢ  
Below we shall describe the Bolbote custom of picking healing herbs 

ÁÎÄ ×ÁÓÈÉÎÇ ÔÈÅ ÈÁÉÒȟ Á ÃÕÓÔÏÍ ÐÒÁÃÔÉÃÅÄ ÉÎ ÔÈÅ 0áÄÕÒÅÎÉ ÖÉÌÌÁÇÅÓ ÍÁÎÙ 
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ÇÅÎÅÒÁÔÉÏÎÓ ÁÇÏȢ 4ÈÅ ÉÎÆÏÒÍÁÔÉÏÎ ÉÓ ÔÁËÅÎ ÆÒÏÍ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉȭÓ ÍÏÎÏÇÒÁÐÈ 
and from a personal interview recorded on August 3rd, 2022, in the Village 
Museum in Bucharest: 

- in SântoaderȭÓ ×ÅÅËȟ ÏÎ 4ÈÕÒÓÄÁÙ ÎÉÇÈÔȟ ÇÉÒÌÓ ×ÈÏ ×ÅÒÅ ÁÔ ÌÅÁÓÔ ΣΥ 
years old would gather on the village road and sing with strong voices the 
song 3ÃÏÁÌáȟ ÂÁÄÅȟ ÄÉÎ ÃÕÌÃÕĦ (an invitation to lads to join them) 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: 

Ȱ3á ÊÕÃáÍ ÄÅ ÄÉÍÉÎÅÁĪáȟ Óá ÆÉÅ ÃÏÁÓÔÁ ÆáÌÏÁÓáȦȱ [Let us dance in the 
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, for bolbote (common windgrass, 
ÄÏÇȭÓ ÍÅÒÃÕÒÙȟ and ivy), and in the 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 
ÐÕÐÅÚáȟ ÁÓ ÉÔ ÉÓ ÃÁÌÌÅÄ ÉÎ 0áÄÕÒÅÎÉȟ ÓÁÙÉÎÇȡ Ȱ%Õ ĪÉ-ÁÍ ÄÁÔ ÃÏÌÁÃȟ ÔÕ Óá-mi fii de 
leacȦȱ ɍ) ÇÁÖÅ ÙÏÕ ÓÏÍÅ ÐÁÓÔÒÙȟ ÎÏ× ÙÏÕ ÍÕÓÔ ÈÅÁÌ ÍÅȦɎ ɉÉÎ ÏÔÈÅÒ ÁÒÅÁÓ ÔÈÅÙ 
put bread and salt). The lads gathered wood pieces, clubs, 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 smoke if they got sick. Obviously, these herbs were 
considered to have magical-ÔÈÅÒÁÐÅÕÔÉÃ ÐÒÏÐÅÒÔÉÅÓ ɉ)ĦÆáÎÏÎÉȟ ΤΡΡΨȡΣΥΥɊȢ 

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 the Sântoader almsgiving, 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.  

THE BOLBOTE 3/.' ). §).545, 0A$52%.),/2ȟ (5.%$/!2! 

The first musical notation of the Bolbote song was identified in Emilia 
#ÏÍÉĦÅÌȭÓ ÃÏÌÌÅÃÔÉÏÎ ÃÁÌÌÅÄ !ÎÔÏÌÏÇÉÅ ÆÏÌÃÌÏÒÉÃá ÄÉÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒȟ 
Hunedoara. The song was recorded in 1950, from the same informant, Poanta 
#ÏÓÁÎÁȟ ÆÒÏÍ ÔÈÅ ÖÉÌÌÁÇÅ #ÅÒÉĦÏÒȟ ×ÈÏ ×ÁÓ ΣΪ ÁÔ ÔÈÅ ÔÉÍÅȢ 7Å ÔÈÁÎË 
!ÃÁÄÅÍÉÃÉÁÎ 3ÁÂÉÎÁ )ÓÐÁÓ ÁÎÄ ÔÈÅ !ÒÃÈÉÖÅ ÏÆ ÔÈÅ Ȱ#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕȱ 
Institute of Ethnography and Folklore for having granted 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 2nd degree; 
- ABC form, cadences on steps 112, general unilinear melodic profile. 
 

 

 
 

Fig. 1. The song 3ÃÏÁÌáȟ ÂÁÄÅȟ ÄÉÎ ÃÕÌÃÕĦ, Fg. 14110b 
ɉÆÒÏÍ ÔÈÅ Ȱ#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕȱ )ÎÓÔÉÔÕÔÅ ÏÆ %ÔÈÎÏÇÒÁÐÈÙ ÁÎÄ &ÏÌËÌÏÒÅɊ 

 

 

 
 

Fig. 2. The song 3ÃÏÁÌáȟ ÂÁÄÅȟ ÄÉÎ ÃÕÌÃÕĦ ɉ#ÏÍÉĦÅÌȟ ΣΫΧΫȡ ÎÏȢ ΧΥɊ 
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Almost 70 years after this recording, we found in our own field 
ÒÅÓÅÁÒÃÈ ÔÈÅ ÓÁÍÅ ÉÎÆÏÒÍÁÎÔ ÍÅÔ ÂÙ %ÍÉÌÉÁ #ÏÍÉĦÅÌȟ .ÁÎÁ #ÏÓÁÎÁȟ ÍÁÒÒÉÅÄ 
Vinca, aged 84, in the year 2017, who sang to us the same melodic variant of 
ÔÈÅ ÓÏÎÇ 3ÃÏÁÌáȟ ÂÁÄÅȟ ÄÉÎ ÃÕÌÃÕĦ, with an ampler literary content: 

 

 
 
pi, ScỈlá, baíÅ┼Ïȟ íÉÎ ÃÕÌÃÕĦÕȟ  

[Get up from bed, my sweetheart] 
  ScỈlá, baíÅ┼o, íÉÎ ÃÕÌÃÕĦȟ ÍáÉ┼,  

[Get up from bed, my sweetheart] 
HaÉ┼ cu miďe-mÉ┼ fá ÒáÚÕĦȟ ÍáÉ┼.  
[Come with me and make me a scraper] 

 
pi, |: ScỈlá, baíÅ┼o, haÉ┼ la luncá, :|  

[Get up, sweetheart, come to the river] 
  3á-mÉ┼ faĢÉ┼ ráĦèitorÉ┼ Ħÿ ÆÕÒÃáȢ 
  [And make me some spinning tools] 
ÐáÉ┼1 ȿȡ #Õ ÆÕÒÃÁ Óá ÔÏÒÃ ÆÕÉ┼oru, :| 
  [A distaff for spinning wool] 
  0á ÒáĦèÉÔÏÒ Óá-mÉ┼ pun doru. 
  [And a reel to hold my longing] 
ÐáÉ┼1 ȿȡ 2áÍÝďÉ┼, cỈstá, sânátỈsá, :| 
  [May God bless you, dear hill] 
  #á ÁÓÔáÚ ÆÕÓáĦ ÆáÌỈsá 

[For you were fair today]  
 
pi1 ȿȡ #Õ ÆÅçÅ Ħÿ ÃÕ ÆÉĢÉ┼orÉ┼, Íá, :| 
  [Full of girls and boys you were] 
  Ðeaz-ÎáÉÎçÅ ÃÕ ÆÌÏÒÉ┼, Íá. 
  [And of flowers from now on] 
pi1 ȿȡ ¥ÿȟ ÌÁ ÁÎÕȟ ÃÝÎÄ ÖÅďÉÍȟ Íá, :| 
  [And may you be fair still] 
  FrumÕ┼asá Óá çÅ ÇáÓÉÍȟ Íá. 
  [When next year we shall return]  
 

 

Fig. 3. The song 3ÃÏÁÌáȟ ÂÁÄÅÏȟ ÄÉÎ ÃÕÌÃÕĦ ɉ"ÏÃĦÁȟ 3ÔÁÎȟ ΤΡΤΣȡ ÎÏȢ ΥΪΦɊ 
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 "ÏÔÈ ÔÈÅ ÓÏÎÇ ÉÎ ÔÈÅ #ÏÍÉĦÅÌ collection and the one in our collection 

have only one almost identical melodic variant, which is sung with another 
text. The difference between the Bolbote 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: 

- #ÏÍÉĦÅÌ ÃÏÌÌÅÃÔÉÏÎ ɀ melodic variant no. 54, with the literary text: Jale 
mi-i, da-ÍÉ ÐÁÒÅ ÒáÕ ɍ)ȭÍ ÈÕÒÔÉÎÇȟ ÂÕÔ )ȭÍ ÓÏÒÒÙɎ, (village Muncelul Mare), ABBC 
form. 

- "ÏÃĦÁȾ3ÔÁÎ ÃÏÌÌÅÃÔÉÏÎ ɀ melodic variant no. 385 (PAD047), with the 
literary text: .Õ ĦÔÉÕȟ $ÏÁÍÎÅȟ ÎÕ ĦÔÉÕ ÂÉÎÅ ɍ) ÄÏÎȭÔ ËÎÏ×ȟ 'ÏÄȟ ) ÄÏÎȭÔ ËÎÏ× 
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 the Bolbote type, 
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: 

 

  
 

 ScÏ┼alá, baíe, lasá somnu,  
 [Get up, sweetheart, forget the sleep] 
 ScỈlá, baíe, lasá somnu, 
 [Get up, sweetheart, forget the sleep] 
 #á É┼Ï íÅ ÔÒÉÉ┼ nopĪ nu dormu, 
 ɍ&ÏÒ ) ÈÁÖÅÎȭÔ ÓÌÅÐÔ ÆÏÒ ÔÈÒÅÅ ÎÉÇÈÔÓɎ 
 #á É┼Ï íÅ ÔÒÉÉ┼ nopĪ nu dorm, Íá. 
 ɍ&ÏÒ ) ÈÁÖÅÎȭÔ ÓÌÅÐÔ ÆÏÒ ÔÈÒÅÅ ÎÉÇÈÔÓɎ 
 

 ȿȡ ¥ÿ ÈÁÉ┼dá ÃÕ ÍÉďÅ-Î ÌÕÎÃáȟ ȡȿ 
 [And come with me to the river] 
 ȿȡ 3á-mÉ┼ faĢÉ┼ ráĦèÉÔÏÒ Ħÿ ÆÕÒÃáȟ ȡȿ 
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 [To make me a reel and a distaff] 
 ȿȡ ¥ÿ ÈÁÉ┼dá cu... :|  

[And come with...] 
 ȿȡ 3á-mÉ┼ faĢÉ┼ furcá Ħÿ ÒáÓÔͻöÉ┼e, :| 
 [To make me some spinning tools] 
 ȿȡ 3á ÎÅ-ÎÔÕÒÎáÍ ÿÎÁÐÏÉ┼, Íá, :| 
 ɍ,ÅÔȭÓ ÇÏ ÂÁÃËȟ ÄÅÁÒɎ 
 ȿȡ ¥ÿ Óá ÍöÒÅÍ ÁÍÝÎÄÏÉ┼, Íá. :| 
 ɍ!ÎÄ ÌÅÔȭÓ ×ÁÌË ÔÏÇÅÔÈÅÒɎ 

 
Fig. 4. The song 3ÃÏÁÌáȟ ÂÁÄÅȟ ÌÁÓá ÓÏÍÎÕ [Get up, sweetheart, forget the 

ÓÌÅÅÐɎ ɉ"ÏÃĦÁȟ 3ÔÁÎȟ ΤΡΤΣȡ ÎÏȢ ΦΣΥɊ 

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 
ÏÔÈÅÒ ÁÒÅÁÓ ÔÏÏȟ ÏÕÔÓÉÄÅ ÏÆ §ÉÎÕÔÕÌÕÉ 0áÄÕÒÅÎÉÌÏÒȟ (ÕÎÅÄÏÁÒÁȢ 

Within her handbook on Musical folklore, ethnomusicologist Emilia 
#ÏÍÉĦÅÌ ÐÒÅÓÅÎÔÓ ÉÎÆÏÒÍÁÔÉÏÎ ÁÂÏÕÔ ÔÈÅ Sântoader customs in the category 
Folklore of customs practiced during the year, thus grouping folkloric events 
according to the type of work that they are connected to. The custom of 
picking healing herbs is called Homan in the south of the country and is 
included in the category ɀ $ÉÖÅÒÓÅȟ ÌÅÇÁÔÅ ÄÅ ÖÉÁĪÁ ÉÎÄÉÖÉÄÕÁÌá ĦÉ ÄÅ ÆÁÍÉÌÉÅ 
ɍ-ÉÓÃÅÌÌÁÎÅÏÕÓȟ ÃÏÎÎÅÃÔÅÄ ÔÏ ÉÎÄÉÖÉÄÕÁÌ ÁÎÄ ÆÁÍÉÌÙ ÌÉÆÅɎ ɉ#ÏÍÉĦÅÌȟ ΣΫΨΩȡΣΫΫɊȢ )Î 
Á ÓÉÍÉÌÁÒ ÍÁÎÎÅÒ ÁÓ ÉÎ §ÉÎÕÔÕÌÕÉ 0áÄÕÒÅÎÉÌÏÒȟ ÔÈÉÓ ÃÕÓÔÏÍ ÉÓ ÐÒÁÃÔÉÃÅÄ ÁÌÍÏÓÔ 
identically and is accompanied by singing, with a vocal character, being sung 
solely by girls. The authoress mentions the existence of the Homan song in the 
Gorj area, identifying two melodies which belong to different evolutionary 
stages: 

- ȰÓÏÎÇÓ ÉÎ ÒÅÃÉÔÁÔÉÖÅ ÓÔÙÌÅ ×ÉÔÈ ÅÑÕÁÌ ÖÁÌÕÅÓȟ ÐÒÅ-pentatonic structure, 
parlando-ÒÕÂÁÔÏ ÒÈÙÔÈÍȱȡ 

 
  

Fig. 5. The song Toadere, Sân Toadere ɉ#ÏÍÉĦÅÌȟ ΣΫΨΩȡ ÎÏȢ ΤΪΪȡΤΣΥɊ 
 

- ȰÐÒÅ-pentatonic songs with longer note values, with crenellated contour, 
ÍÁÄÅ ÕÐ ÏÆ Á ÓÉÎÇÌÅ ÆÏÒÍÕÌÁȟ ÒÅÐÅÁÔÅÄ ×ÉÔÈ ÃÁÄÅÎÔÉÁÌ ÖÁÒÉÁÔÉÏÎÓȱȡ 
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Fig. 6. The song Toadere, Sân Toadere ɉ#ÏÍÉĦÅÌȟ ΣΫΨΩȡ ÎÏȢ ΤΪΫȡΤΣΥɊ 

 

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 of Popelnic, without any melody 
being presented with it, and we are informed that its tune is identical with the 
ÂÒÉÄÅȭÓ ÓÏÎÇ ɉ#ÏÍÉĦÅÌȟ ΣΫΨΩȡ ΤΣΥɊȢ 2ÅÓÅÁÒÃÈÉÎÇ ÔÈÅ ÐÒÅÖÉÏÕÓ ÃÏÌÌÅÃÔÉÏÎÓ 
undertaken by Béla Bartók in the area, more than 100 years ago, as well as our 
recent research, we have identified no melodic variant related to it. Not lastly, 
%ÍÉÌÉÁ #ÏÍÉĦÅÌ ×ÒÏÔÅ ÔÈÁÔȡ Ȱ)Î ÔÈÅ ÐÁÓÔ ÃÅÎÔÕÒÙȟ ÔÈÅ ÔÅØÔÓ ÓÔÁÒÔÅÄ ÂÅÉÎÇ 
adapted to lyrical song melodies. The custom, as well as the repertoire, is 
ÄÉÓÁÐÐÅÁÒÉÎÇȢȱ ɉ#ÏÍÉĦÅÌȟ ΣΫΨΩȡ ΤΣΥɊȢ 4ÈÉÓ ÓÔÁÔÅÍÅÎÔ ÉÓ proven by the Bolbote 
ÓÏÎÇÓȟ ÉÄÅÎÔÉÆÉÅÄ ÉÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒȟ ×ÈÉÃÈ ÁÒÅ ÁÃÔÕÁÌ ÏÌÄ-style songs.   

In the handbook of Musical folklore authored by the Cluj professors 
Nicola, Szenik, Mîrza, we identify information about this custom in the section 
Repertoriul altor îndeletniciri [The repertoire of other occupations]. Alongside 
the repertoire of ÈáÕÌÉÔÕÒÉ (a type of yodelling, of melodised shouting) and the 
repertoire of the ĦÅÚáÔÏÒÉ (gatherings where people work and have fun 
together during winter evenings), they also mention songs connected to the 
rites of spring, to Sântoader, to the Homan song in Oltenia, as we have seen 
(Fig. 6), and in Hunedoara the Popelnic ÓÏÎÇ ÃÏÌÌÅÃÔÅÄ ÆÒÏÍ ÔÈÅ /ÒáĦÔÉÅ ÁÒÅÁȡ  

 

 
 

Fig. 7. The song Popelnice, veselnice (Nicola, Szenik, Mîrza, 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 
ÃÈÁÒÁÃÔÅÒȡ ȰÔÈÅ ÓÏÎÇÓ ÉÎ /ÌÔÅÎÉÁ ÁÒÅ ÒÅÌÁÔÅÄ ÔÏ ÔÈÅ ÈáÕÌÉÔÕÒÉ and belong to an 
old stage of development; within a melodic structure based on repetitions of 
motifs, they use an oligochordic sound material (2-3 sounds) and do not 
exceed the frame of the pre-pentatonic system. The songs in Hunedoara are 
the most develoÐÅÄȟ ×ÉÔÈ Á ÄÁÎÃÅ ÃÈÁÒÁÃÔÅÒȱ ɉ.ÉÃÏÌÁȟ 3ÚÅÎÉËȟ -ÿÒÚÁȟ ΣΫΨ6:183-
184). There is however no mention about the Bolbote ÓÏÎÇ ÆÒÏÍ §ÉÎÕÔÕÌ 
0áÄÕÒÅÎÉÌÏÒȢ  

During the present research we also consulted the handbook for 
Romanian musical folklore by Gheorghe Oprea and Larisa Agapie, in which they 
mention this custom of going out to pick herbs at Sântoader and the 
accompanying songs, just like in the other two consulted handbooks. The 
custom is mentioned in only two regions of Romania, Oltenia ɀ where it is 
called Homan and Hunedoara, where it is called Popelnic. The development of 
ÔÈÅ ÃÕÓÔÏÍ ÉÓ ÓÉÍÉÌÁÒ ÔÏ ÔÈÅ ÄÅÓÃÒÉÐÔÉÏÎ ÐÒÏÖÉÄÅÄ ÂÙ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉȢ 
Regarding the songs that accompany the custom, it is also mentioned that 
Ô×Ï ÍÅÌÏÄÉÃ ÔÙÐÅÓ ×ÅÒÅ ÉÄÅÎÔÉÆÉÅÄ ÉÎ /ÌÔÅÎÉÁ ɉÁÃÃÏÒÄÉÎÇ ÔÏ %ÍÉÌÉÁ #ÏÍÉĦÅÌȭÓ 
course handbook), whereas about the songs in Hunedoara area, the authors 
ÍÅÎÔÉÏÎ ÔÈÁÔȡ ȰÔÈÅ ÍÅÌÏÄÉÅÓ ÁÒÅ ÉÄÅÎÔÉÃÁÌ ÔÏ ÂÒÉÄÅÓȭ ÓÏÎÇÓȟ ÔÏ ÁÃÔÕÁÌ ÓÏÎÇÓ ÏÒ 
ÈÁÖÅ Á ÄÁÎÃÉÎÇ ÃÈÁÒÁÃÔÅÒȱ ɉ/ÐÒÅÁȟ !ÇÁÐÉÅȟ ΣΫΪΥȡΣΨΩɊȢ 

Researching the literature, it is very interesting to note that, in 
general, except for the above-mentioned areas, the custom was practiced 
without being accompanied by song. From the analysed musical examples, we 
can draw the conclusion that there are only two 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, Oltenia ɀ Gorj, the custom is called 
Homan and is accompanied by two songs which belong to two different 
evolutionary strata, both with pre-pentatonic scales, and with totally different 
rhythmic-melodic structures. In southern Transylvania, the custom was 
noticed under the name of  Popelnicȟ ÍÏÒÅ ÐÒÅÃÉÓÅÌÙ ÉÎ ÔÈÅ /ÒáĦÔÉÅ ÁÒÅÁȟ ÈÁÖÉÎÇ 
a melody with dancing character. In the Hunedoara area as well, Emilia 
#ÏÍÉĦÅÌ ÓÉÇÎÁÌÌÅÄ ÔÈÅ ÅØÉÓÔÅÎÃÅ ÏÆ Á ÓÏÎÇ ×ÉÔÈ ÌÙÒÉÃÁÌ ÆÅÁÔÕÒÅÓȟ 3ÃÏÁÌáȟ ÂÁÄÅȟ 
ÄÉÎ ÃÕÌÃÕĦȟ ÉÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒȟ ×ÉÔÈÏÕÔ ÓÐÅÃÉÆÙÉÎÇ ÉÔÓ ÎÁÍÅȢ 4ÈÅ ÒÅÓÅÁÒÃÈÅÒ 
2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉ ÉÓ ÔÈÅ ÏÎÅ ×ÈÏ ÄÅÓÃÒÉÂÅÄ ÔÈÉÓ ÃÕÓÔom in his monograph on the 
area and brought the terminology that is specific to it: Bolbote song.   

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 given next: 
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Area Gorj, Oltenia /ÒáĦÔÉoara de 
Sus, Hunedoara  

§ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒȟ 
Hunedoara 

Custom 
name 

Homan Popelnic Bolbote 

Melody 
features 

There are two 
different songs, 
both with pre-

pentatonic 
structures, 
recitative or 
parlando-

rubato rhythm, 
which are 

related to the 
ÈáÕÌÉÔÕÒÉ. 

The melody has a 
syllabic, dancing 

character, a 
structure of 

three melodic 
lines (ABC), with 

a Phrygian 
cadence on the 

2nd degree 

The melody belongs 
to the old style, with 

parlando-rubato 
rhythm, ABC form, 

chromaticized melodic 
character, and a final 
cadence on the 2nd 

degree 

 
Tab. 2. Areas and song names 

CONCLUSIONS 

The Sântoader custom of picking healing herbs is recorded all over the 
territory of Romania, but is accompanied by singing only in Oltenia (Homan) 
and Hunedoara ɀ ÔÈÅ /ÒáĦÔÉoara de Sus area (PopelnicɊ ÁÎÄ §ÉÎÕÔÕÌÕÉ 
0áÄÕÒÅÎÉÌÏÒ (Bolbote), a term 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 the Bolbote ÓÏÎÇ ÉÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒ 
ÉÓ ÓÅÔ ÔÏ ÔÈÅ ÍÕÓÉÃ ÏÆ ÁÎ ÁÃÔÕÁÌ ÓÏÎÇȟ ÉÎ %ÍÉÌÉÁ #ÏÍÉĦÅÌȭÓ ÃÏÌÌÅÃÔÉÏÎ ÉÎ ÔÈÅ ÙÅÁÒ 
1950; even though in the handbook of Musical folklore written by the same 
authoress we found the information that this text used to be sung on the 
ÍÅÌÏÄÙ ÏÆ ÔÈÅ ÒÉÔÕÁÌ ÂÒÉÄÅȭÓ ÓÏÎÇȟ ×Å ÈÁÖÅ ÆÏÕÎÄ ÎÏ ÍÅÌÏÄÉÃ ÖÁÒÉÁÎÔ ÔÏ ÃÅÒÔÉÆÙ 
that. After almost 70 years, in our research of the area, we met the same 
informant, Cosana Vinca, endowed with an exceptional voice and 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 campaigns in thÅ ÆÉÅÌÄ ɉ#ÏÍÉĦÅÌ ÁÎÄ "ÏÃĦÁȾ3ÔÁÎɊȟ ×Å ÂÅÌÉÅÖÅ ÔÈÁÔ ÔÈÅ 
association of the Bolbote text with this melody is unique. We identified no 
ÍÅÌÏÄÉÃ ÏÒ ÌÉÔÅÒÁÒÙ ÖÁÒÉÁÎÔ ÉÎ "ïÌÁ "ÁÒÔĕËȭÓ ÆÉÅÌÄ ÒÅÓÅÁÒÃÈȢ  

2ÅÇÁÒÄÉÎÇ ÔÈÅ ÐÒÁÃÔÉÃÅ ÏÆ ÔÈÉÓ ÃÕÓÔÏÍ ÉÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒȟ 
(ÕÎÅÄÏÁÒÁȟ ÁÎÄ ÉÍÐÌÉÃÉÔÌÙ ÏÆ ÔÈÅ ÓÏÎÇȟ ÒÅÓÅÁÒÃÈÅÒ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉ ÍÅÎÔÉÏÎÅÄȟ 
in the interview, that, in his youth, 60-70 years ago, this Bolbote 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 
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ÐÁÒÁÐÈÒÁÓÅÄ ÔÈÅ ×ÏÍÅÎ ÏÆ 0áÄÕÒÅÎÉȟ ÓÁÙÉÎÇȡ Ȱ4ÈÁÔȭÓ ÈÏ× ×Å ÌÅÁÒÎÔ ÉÔ ÆÒÏÍ 
ÏÕÒ ÅÌÄÅÒÓȦȱȢ !Ô ÐÒÅÓÅÎÔȟ ÏÕÒ ÒÅÓÅÁÒÃÈ ÉÎ ÔÈÅ ÁÒÅÁ ÓÈÏ×Ó ÔÈÁÔ ÔÈÉÓ ÃÕÓÔÏÍȟ 
namely this song, is only recorded in the memory of the older villagers. 

 
 

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

 

Cuvinte cheie  
3ÝÎÔÏÁÄÅÒȠ ÂÏÌÂÏÔÅȠ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒȟ (ÕÎÅÄÏÁÒÁȠ ÃÝÎÔÅÃ ÄÅ ÓÔÉÌ ÖÅÃÈÉȢ 

INTRODUCERE 

_Î ÖÁÒÁ ÁÎÕÌÕÉ ΤΡΣΩȟ Ï ÅÃÈÉÐá ÄÅ ÃÅÒÃÅÔáÔÏÒÉ ÄÅ ÌÁ !ÃÁÄÅÍÉÁ .ÁĪÉÏÎÁÌá 
ÄÅ -ÕÚÉÃá ȵ'ÈÅÏÒÇÈÅ $ÉÍÁȱ ÄÉÎ #ÌÕÊ-.ÁÐÏÃÁȟ ÆÏÒÍÁÔá ÄÉÎ ÐÒÏÆȢ ÕÎÉÖȢ ÄÒȢ )ÏÁÎ 
"ÏÃĦÁ ĦÉ ÁÕÔÏÁÒÅÁȟ ÁÕ ÒÅÁÌÉÚÁÔ Ï ÃÅÒÃÅÔÁÒÅ ÅØÈÁÕÓÔÉÖá ÿÎ ÔÅÒÅÎ ÿÎ ÓÁÔÅÌÅ ĦÉ 
ÃáÔÕÎÅÌÅ ÄÉÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒȟ Hunedoara. Materialul muzical înregistrat în 
ÔÅÒÅÎȟ ΥΥΨ ÄÅ ÐÒÏÄÕÃĪÉÉ ÆÏÌÃÌÏÒÉÃÅȟ ÅÓÔÅ ÕÎÕÌ ÆÏÁÒÔÅ ÂÉÎÅ ÃÏÎÓÅÒÖÁÔȟ ÃÕ ÔÒáÓáÔÕÒÉ 
ÍÕÚÉÃÁÌÅ ÚÏÎÁÌÅ ĦÉ ÁÒÈÁÉÃÅȢ _ÎÔÒÅ ÁÃÅÓÔÅÁȟ Ó-a remarcat un cântec deosebit, 
ÎÕÍÉÔ ȵ!Ì ÂÏÌÂÏÔÅÌÏÒȱȢ &ÉÉÎÄ ÕÎ ÔÅÒÍÅÎ ÎÅÍÁÉÿÎÔÝÌÎÉÔ în literatura de 
ÓÐÅÃÉÁÌÉÔÁÔÅ ÍÕÚÉÃÁÌáȟ Á ÁÐáÒÕÔ ÃÕÒÉÏÚÉÔÁÔÅÁ ÄÅ Á ÄÅÓÃÏÐÅÒÉ ÃÅ ÿÎÓÅÁÍÎá ÁÃÅÓÔÁȟ 
ÄÁÃá ÅÓÔÅ ÌÅÇÁÔ ÄÅ ÖÒÅÕÎ ÒÉÔÕÁÌȟ ÏÂÉÃÅÉ ÓÁÕȟ ĦÉ ÍÁÉ ÉÎÔÅÒÅÓÁÎÔȟ ÄÁÃá ÅØÉÓÔá ĦÉ ÿÎ 
alte zone folclorice astfel de cântece. 

ȵ"ÏÌÂÏÔÅȱ ÅÓÔÅ ÕÎ ÔÅÒÍÅÎ ÕÚÉÔÁÔ ÎÕÍÁÉ ÿÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒ ĦÉ 
ÓÅÍÎÉÆÉÃá ÂÕÒÕÉÅÎÉȟ ÉÅÒÂÕÒÉ ÄÅ ÌÅÁÃ ÓÁÕ ÐÌÁÎÔÅȢ _Î ÃÅÁ ÍÁÉ ÁÍÐÌá ÍÏÎÏÇÒÁÆÉÅ Á 
ÚÏÎÅÉȟ ÃÅÒÃÅÔáÔÏÒÕÌ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉȟ ÏÒÉÇÉÎÁÒ ÄÉÎ ÓÁÔÕÌ $áÂÝÃÁȟ ÉÄÅÎÔÉÆÉÃá 
cântecul bolbotelor în cadrul obiceiurÉÌÏÒ ÄÅ 3ÝÎÔÏÁÄÅÒ ɉ)ĦÆáÎÏÎÉȟ ΤΡΡΨȡΣΥΤ-
ΣΥΧɊȢ #ÅÒÃÅÔÝÎÄ ÓÃÒÉÅÒÉÌÅ ÅÔÎÏÇÒÁÆÉÃÅ ÁÆÌáÍ Ãá 3ÝÎÔÏÁÄÅÒÕÌȟ ÍÁÉ ÍÕÌÔ ÕÎ 
ÐÅÒÓÏÎÁÊ ÍÉÔÏÌÏÇÉÃ ɉÊÕÍáÔÁÔÅ ÏÍȟ ÊÕÍáÔÁÔÅ ÃÁÌɊ ÄÅÃÝÔ ÕÎ ÓÆÝÎÔ ÿÎ ÓÅÎÓÕÌ 
ÂÉÓÅÒÉÃÅÓÃȟ ÅÓÔÅ ÍÁÒÃÁÔ ÄÅ Ï ÓÅÁÍá ÄÅ ÌÅÇÅÎÄÅȟ ÃÒÅÄÉÎĪÅ ĦÉ ÏÂÉÃÅÉÕÒÉ ÐÒÁÃÔicate 
ÿÎ ÐÒÉÍÁ ÓáÐÔáÍÝÎÁ Á 0ÏÓÔÕÌÕÉ -ÁÒÅȟ ÐÅ ÔÏÔ ÃÕÐÒÉÎÓÕÌ ĪáÒÉÉ ÎÏÁÓÔÒÅȢ 
3áÒÂáÔÏÁÒÅÁ 3ÝÎÔÏÁÄÅÒÕÌÕÉ ÖÅÎÅÁ ÃÕ Ï ÓÅÁÍá ÄÅ ÉÎÔÅÒÄÉÃĪÉÉȟ ĦÉ ÁÎÕÍÅȡ ÆÅÍÅÉÌÅ 
ÎÕ ÁÖÅÁÕ ÖÏÉÅ Óá ÔÏÁÒÃáȟ Óá ĪÅÁÓáȟ Óá ÃÏÁÓáȟ ÐÒÅÃÕÍ ĦÉ ÉÎÔÅÒÄÉÃĪÉÁ ÔÏÔÁÌá ÄÅ Á ÓÅ 
ÆÁÃÅ ĦÅÚáÔÏÒÉ ÿÎ ÁÃÅÁÓÔá ÓáÐÔáÍÝÎáȢ 3Å ÃÒÅÄÅÁ Ãáȟ ÎÅÒÅÓÐÅÃÔÁÒÅÁ ÁÃÅÓÔÏÒ 
ÒÅÓÔÒÉÃĪÉÉ ÁÔÒáÇÅÁ ÿÎ ÓÁÔ ȵÃÁÉÉ ÌÕÉ 3ÝÎÔÏÁÄÅÒȱ ÃÁÒÅ ÓÃÈÉÌÏÄÅÁÕ ÓÁÕ ÏÍÏÒÁÕ ÆÅÔÅÌÅȢ 
#ÏÎÆÏÒÍ ÃÅÒÃÅÔáÒÉÌÏÒ -ÁÒÉÅÉ "ÏÃĦÅȟ ÁÃÅÁÓÔá ÐÅÒÉÏÁÄá ÅÒÁ ÄÅÓÔÉÎÁÔáȟ ÃÕ 
ÐÒÅÃáÄÅÒÅȟ ȵÃÕÒáĪÅÎÉÅÉ ÃÁÓÅÌÏÒ ĦÉ Á ÇÏÓÐÏÄáÒÉÉÌÏÒȟ Á ÏÁÍÅÎÉÌÏÒ ĦÉ Á ÖÅĦÍÉÎÔÅÌÏÒȟ 
ÁÃÅÓÔÅ ÐÒÁÃÔÉÃÉ ÁÖÝÎÄ ÍÅÎÉÒÅÁ ÄÅ Á ÓÅ ÒáÓÆÒÝÎÇÅ ÂÅÎÅÆÉÃ ÁÓÕÐÒÁ ÒÅÇÅÎÅÒáÒÉÉ 
ÎÁÔÕÒÉÉȟ Á ÒÏÄÉÒÉÉ ÏÇÏÁÒÅÌÏÒ ĦÉ Á ÐÏÍÉÌÏÒȟ Á ÓáÎáÔáĪÉÉ ÿÎÔÒÅÇÕÌÕÉ ÈÁÂÉÔÁÔ ÕÍÁÎȱ 
ɉ"ÏÃĦÅȟ ΤΡΡΨȡΤΣΦɊȢ 
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#ÅÌÅ ÍÁÉ ÖÅÃÈÉ ÃÅÒÃÅÔáÒÉ ÅÔÎÏÇÒÁÆÉÃÅ ÁÕ ÆÏÓÔ ÅÆÅÃÔÕÁÔÅ ÄÅ 3ÉÍÅÏÎ 
Florea Marian, cuprinse în studiul SeÒÂáÔÏÒÉÌÅ ÌÁ ÒÏÍÝÎÉ, vol. II, 0áÒÅÓÉÍÉÌÅ 
ɉ0ÏÓÔÕÌ ÍÁÒÅɊȟ ÃÁÒÔÅ ÐÕÂÌÉÃÁÔá ÌÁ ÓÆÝÒĦÉÔÕÌ ÓÅÃÏÌÕÌÕÉ ÁÌ 8)8-lea. Autorul 
ÒÅÁÌÉÚÅÁÚá Ï ÄÅÓÃÒÉÅÒÅ ÄÅÔÁÌÉÁÔá ÁÓÕÐÒÁ ÏÂÉÃÅÉÕÒÉÌÏÒ ÄÅ ȵ3ÝÎ-4ĕÄÅÒȱȟ ÃÕ 
ÐÒÅÃáÄÅÒÅ ÿÎ ÚÏÎÁ "ÕÃÏÖÉÎÅÉȟ ÄÁÒ ĦÉ ÃÕ ÒÅÆÅÒÉÒÉ ÁÓÕÐÒÁ ÕÎÏÒ ÚÏÎÅ ÁÌÅ 
4ÒÁÎÓÉÌÖÁÎÉÅÉȢ 0ÅÎÔÒÕ Á ÿÎĪÅÌÅÇÅ ÍÁÉ ÂÉÎÅ ÍÕÌÔÉÔÕÄÉÎÅÁ ĦÉ ÖÁÒÉÅÔÁÔÅÁ ÐÒÁÃÔÉÃÉÌÏÒ 
ÄÉÎ ÐÒÉÍÁ ÓáÐÔáÍÝÎÁ Á 0ÏÓÔÕÌÕÉ -ÁÒÅȟ ÐÒÅÚÅÎÔáÍȟ ÿÎ ÃÅÌÅ ÃÅ ÕÒÍÅÁÚáȟ ÕÎ ÔÁbel 
ÃÏÍÐÁÒÁÔÉÖ ÁÌ ÏÂÉÃÅÉÕÒÉÌÏÒ ÐÒÁÃÔÉÃÁÔÅ ÄÅ 3ÝÎÔÏÁÄÅÒ ÐÅ ÔÏÔ ÃÕÐÒÉÎÓÕÌ ĪáÒÉÉȟ 
ÉÄÅÎÔÉÆÉÃÁÔÅ ÿÎ ÖÏÌÕÍÕÌ ÌÕÉ 3ÉÍÅÏÎ &ÌÏÒÅÁ -ÁÒÉÁÎ ĦÉ ÃÅÌÅ ÐÒÁÃÔÉÃÁÔÅ ÿÎ §ÉÎÕÔÕÌ 
0áÄÕÒÅÎÉÌÏÒȟ (ÕÎÅÄÏÁÒÁȟ ÉÄÅÎÔÉÆÉÃÁÔÅ ÿÎ ÍÏÎÏÇÒÁÆÉÁ ÌÕÉ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉȡ 

 
Denumirea 
ÃÏÌÅÃĪÉÅÉȾ 

Autorul/Anul 

3ÅÒÂáÔÏÒÉÌÅ ÌÁ 2ÏÍÝÎÉ,  
vol. II. 0áÒÅÓÉÍÉÌÅ 

Simion Florea Marian, 1899 

0áÄÕÒÅÎÉÉ (ÕÎÅÄÏÁÒÅÉ 
2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉȟ ΤΡΡΨ 

Obiceiurile 
practicate de 

Sântoader 

Caii lui Sân-Tóder  Caii lui Sântoader 

Spelarea capului 
Adunatul bolbotelor  
3ÐáÌÁÔÕÌ ÐáÒÕÌÕÉ 

Tunderea vitelor /// 

Coliva lui Sân-Tóder 
Coptul colacilor ɀ ÐÕÐÅÚá 

Pomana lui Sântoader 

Încurarea cailor 
 (Întrecerea cailor) 

    /// 
 

_ÎÆÒáĪÉÒÅÁ ĦÉ ÿÎÓÕÒáĪÉÒÅÁ 
_ÎÓÏĪÉÒÅÁ ÆÅÔÅÌÏÒ ĦÉ ÿÎÆÝÒÔáĪÉÒÅÁ 

feciorilor 

6ÒáÊÉ ĦÉ ÆÁÒÍÅÃÅ 
(áÌÅ 3ÆÉÎÔÅ $ÏÁÍÎÅ ɉÉÅÌÅÌÅɊ ĦÉ 

vânturile rele 

Bulciul Sân-Tóderului  
ɉ4ÝÒÇÕÌ ÓáÒÕÔÕÌÕÉɊ 

/// 

 

Tab. 1. Tabel comparativ al obiceiurilor practicate de Sântoader 
 
$ÉÎÔÒÅ ÔÏÁÔÅ ÏÂÉÃÅÉÕÒÉÌÅ ÅØÐÕÓÅ ÍÁÉ ÓÕÓȟ ÃÅÌÅ ÍÁÉ ÃÕÎÏÓÃÕÔÅȟ ÿÎ ÔÒÁÄÉĪÉÁ 

ÐÏÐÕÌÁÒáȟ ÓÕÎÔ ÃÅÌÅ ÌÅÇÁÔÅ ÄÅ ÃÁÉÉ ÌÕÉ 3ÝÎÔÏÁÄÅÒȟ ÆáÐÔÕÒÉ ÍÉÔÉÃÅ ÃÁÂÁÌÉÎÅȟ ÆÅÃÉÏÒÉ 
ÃÕ ÃÏÁÄá ÄÅ ÃÁÌ ĦÉ ÃÏÐÉÔÅȟ ÃÅ ÿĦÉ ÆáÃÅÁÕ ÁÐÁÒÉĪÉÁ ÿÎ ÎÏÐĪÉÌÅ ÄÉÎ ÐÒÉÍÁ ÓáÐÔáÍÝÎÁ 
Á 0ÏÓÔÕÌÕÉ 0ÁĦÔÉÌÏÒȟ ÓáÐÔáÍÝÎÁ ÃÁÉÌÏÒ ÌÕÉ 3ÝÎÔÏÁÄÅÒȟ ÐÅÎÔÒÕ Á ÓÁÎÃĪÉÏÎÁ 
ÎÅÒÅÓÐÅÃÔÁÒÅÁ ÉÎÔÅÒÄÉÃĪÉÉÌÏÒȟ ÃÕÍ ÁÍ ÍÅÎĪÉÏÎÁÔ ÁÎÔÅÒÉÏÒȟ ÓÁÕ ȵÐÅÎÔÒÕ Á 
ÐÕÒÉÆÉÃÁ ÓÐÁĪÉÕÌ ĦÉ Á ÒÅÁÄÕÃÅ ÏÒÄÉÎÅÁ ÌÁ ÿÎÃÅÐÕÔÕÌ ÁÎÕÌÕÉ ÓáÒÂáÔÏÒÉÔ ÐÒÉÍáÖÁÒÁȱ 
(Ghinoiu, 1997:37).  

3ÕÂÉÅÃÔÕÌ ÃÅÒÃÅÔáÒÉÉ ÄÅ ÆÁĪá ÁÒÅ ÌÅÇáÔÕÒá ÃÕ ÏÂÉÃÅÉÕÌ ȵ3ÐáÌÁÒÉÉ ÃÁÐÕÌÕÉȱȟ 
ÏÂÉÃÅÉ ÃÅ ÅÓÔÅ ÄÅÓÃÒÉÓȟ ÿÎ ÇÅÎÅÒÁÌȟ Á ÆÉ ÐÒÁÃÔÉÃÁÔ ÁÓÔÆÅÌȡ ȵÁÔÝÔ ÂáÒÂÁĪÉÉȟ ÃÝÔ ĦÉ 
ÆÅÍÅÉÌÅȟ ÿÎÓá ÍÁÉ ÃÕ ÓÅÁÍá ÃÏÐÉÌÅÌÅ ĦÉ ÆÅÔÅÌÅ ÃÅÌÅ ÍÁÒÉ ÄÉÎ ÃÅÌÅ ÍÁÉ ÍÕÌÔÅ ÐáÒĪÉ 
ÁÌÅ "ÕÃÏÖÉÎÅÉȟ ÿÎÄáÔÉÎÅÁÚá ÄÅ Á ÓÅ ÓÃÕÌÁ ÿÎ ÆÉÅÃÁÒÅ ÁÎ ÿÎ ÚÉÕÁ ÄÅ 3ÝÎ-Tóder des-
ÄÉÍÉÎÅĪá ÐÝÎá Á ÎÕ ÒÅÓáÒÉ ÓĕÒÅÌÅȟ ĦÉ ÁÎÕÍÅ ÿÎÁÉÎÔÅ ÄÅ Á-ĦÉ ÓÃĕÔÅ 3ÝÎ-Tóder caii 
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ÓÅÉ ÌÁ ÐáĦÕÎÅȟ ÐÒÅÃÕÍ ĦÉ ÿÎÁÉÎÔÅ ÄÅ Á ÄÁ ÏÁÍÅÎÉÉ ÃÁÉÌÏÒ ÄÅ ÍÝÎÃÁÒÅȟ ĦÉȟ ÄÕÐá ÃÅ 
s-ÁÕ ÓÃÕÌÁÔȟ Á ÓÅ ÓÐáÌÁ ĦÉ Á ÓÅ ÌÜ ÐÅ ÃÁÐȟ ÁÎÕÍÅ ÃÁ Óá ÎÕ ÌÉ ÐÁÓÃá ɉÃÁÉÉɊ ÐÅÒÕÌ ÐÅÓÔÅ 
ÁÎȟ ÃÉ Óá ÃÒÅÁÓÃá ÉÕÔÅ ĦÉ Óá ÆÉÅ ÃÝÔ ÓÅ ÐĕÔÅ ÄÅ ÌÕÎÇ ĦÉ ÄÅ ÆÒÕÍÏÓȱɉ&ÌÏÒÅÁ -ÁÒÉÁÎȟ 
1899:52). Ducându-se în grajd, apropiindu-se de cozile iepelor, fetele ziceau:  

 

ȵ4ĕÄÅÒÅȟ 3ÝÎ-Tódere! 
$á ÃÏÄÉĪá ÆÅÔÅÌÏÒȟ 
#ÝÔ ÃÏÚÉÌÅ ÉÅÐÅÌÏÒȦȱ (Florea Marian, 1899:56) 
 

%ÔÎÏÌÏÇÕÌ ĦÉ ÆÏÌÃÌÏÒÉÓÔÕÌ /ÖÉÄÉÕ "âÒÌÅÁ ÿÌ ÐÏÍÅÎÅĦÔÅ ÐÅ 3ÝÎÔÏÁÄÅÒȟ ÃÁ 
ÆÉÉÎÄ ÐÁÔÒÏÎÕÌ ÃÁÉÌÏÒȟ ÄÅÏÁÒÅÃÅ ÓÅ ÆáÃÅÁ ȵÿÎÃÕÒÁÒÅÁ ÃÁÉÌÏÒȱ ɉÿÎÔÒÅÃÅÒÅÁ ÃÁÉÌÏÒɊ 
ÄÅ ÚÉÕÁ ÌÕÉȟ ÍÁÒĪÅÁ ÓÁÕ ÖÉÎÅÒÅÁ ÄÉÎ ÐÒÉÍÁ ÓáÐÔáÍÝÎá Á 0ÏÓÔÕÌÕÉ -ÁÒÅȢ ȵ0ÒÉÎ 
ÅØÔÅÎÓÉÕÎÅȟ ÔÒÁÄÉĪÉÁ ÐÏÐÕÌÁÒá Ì-Á ÿÎÃÈÉÐÕÉÔ ĦÉ ÃÁ ÕÎ ÐÁÔÒÏÎ ÁÌ ÃÏÁfurei 
ÁÂÕÎÄÅÎÔÅȟ ÄÅ ÁÉÃÉ ÏÂÉÃÅÉÕÌȟ ÎÕÍÉÔ ĦÉ ÈÏÍÁÎÕÌȟ ÄÅ Á ÓÅ ÓÐáÌÁ ÐÅ ÃÁÐ ÃÕ ÌÅĦÉÅ ÿÎ 
care s-Á ÆÉÅÒÔ ÈÏÍÁÎÕÌ ɉÏ ÐÌÁÎÔáȟ ÐÏÐÝÌÎÉÃÕÌɊȟ ÆÅÔÅÌÅ ÉÍÐÌÏÒÝÎÄÕ-Ì Óá ÌÅ ÄÅÁ 
ȵÃÏÁÄÁ ÌÁ ÆÅÔÅȟ ÃÁ ÃÏÁÄÁ ÌÁ ÉÅÐÅȦȱȱɉ"îrlea, 1981:128). 

Într-Ï ÃÏÎÃÅÐĪÉÅ ÐÕĪÉÎ ÍÁÉ ÉÄÉÌÉÃáȟ ÃÅÒÃÅÔáÔÏÒÕÌ -ÁÒÉÎ -ÁÒÉÁÎ ÁÆÉÒÍÁȡ 
ȵ&ÉÎÁÌÕÌ ÉÅÒÎÉÉ ÅÓÔÅ ÍÁÒÃÁÔ ÄÅ ÎÕÍÅÒÏÁÓÅ ÐÒÁÃÔÉÃÉ ÄÅ ÿÎÆÒÕÍÕÓÅĪÁÒÅȢ %ÌÅ ÿÎÃÅÐ 
ÃÕ 3ÝÎÔÏÁÄÅÒÕÌȟ ÃÕ ÓÐáÌÁÒÅÁ ÐÅ ÃÁÐ ÃÕ ÁÐá ÐÒÉÍÉĪÉÁÌá ɉÄÉÎ ÐÒÉÍÁ ÐÌÏÁÉÅɊȟ ĦÉ ÎÕ 
contenesc pe tot timpul verii, cât fetele culeg busuiocul, homanul sau 
ÍáÔÒáÇÕÎÁ ÐÅÎÔÒÕ ÁÓÉÇÕÒÁÒÅÁ ÓÕÃÃÅÓÕÌÕÉ ÿÎ ÄÒÁÇÏÓÔÅȢ _ÎÆÒÕÍÕÓÅĪÁÒÅÁ ÆÅÍÅÉÌÏÒ 
ÅÓÔÅ ÒÅÐÌÉÃÁ ɉÃÏÒÐÏÒÁÌ ÕÍÁÎáɊ ÄÁÔá ÖÉÔÁÌÉÔáĪÉÉ ÎÁÔÕÒÁÌÅȱ ɉ-ÁÒÉÁÎȟ ΣΫΫΣȡΦΥɊȢ 

/")#%)52),% $% 3=.4/!$%2 $). §).545, 0A$52%.),/2ȟ (5.%$/!2! 

#ÅÒÃÅÔáÔÏÒÕÌ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉ Á ÒÅÁÌÉÚÁÔ Ï ÁÍÐÌá ÄÅÓÃÒÉÅÒÅ Á ÏÂÉÃÅÉÕÒÉÌÏÒ 
ÄÅ 3ÝÎÔÏÁÄÅÒ ÄÉÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒ ÿÎ ÍÏÎÏÇÒÁÆÉÁ ÿÎÔÒÅÐÒÉÎÓá ÁÃÅÓÔÅÉ ÚÏÎÅȢ 
!ÆÌáÍ ÁÓÔÆÅÌ Ãáȟ ÐÒÉÍÁ ÓáÐÔáÍÝÎÁ ÄÉÎ 0ÏÓÔÕÌ -ÁÒÅ ÅÒÁ ÍÁÒÃÁÔá ÄÅ ÕÒÍáÔÏÁÒÅÌÅ 
practici:  
- ÉÎÔÅÒÄÉÃĪÉÁ ÄÅ Á ÃÏÁÓÅȟ Á ÔÏÁÒÃÅ ÓÁÕ Á ĪÅÓÅ ÿÎ  ĦÅÚáÔÏÁÒÅÁ ÄÉÎ ÚÉÕÁ ÄÅ ÍÁÒĪÉȠ 
nerespectând-Ïȟ ÖÅÎÅÁÕ ÃÁÉÉ ÌÕÉ 3ÝÎÔÏÁÄÅÒȟ ÆÉÉÎĪÅ ÍÉÔÉÃÅ ÊÕÍáÔÁÔÅ ÏÍȟ ÊÕÍáÔÁÔÅ 
ÃÁÌȟ ĦÉ ÐÅÄÅÐÓÅÁÕ ÆÅÔÅÌÅ ÐÒÉÎ ÊÏÃ ÐÝÎá ÌÁ ÅÐÕÉÚÁÒÅȠ 
- ÁÄÕÎÁÔÕÌ ÂÏÌÂÏÔÅÌÏÒ ĦÉ ÓÐáÌÁÒÅÁ ÃÁÐÕÌÕÉ ÓÅ ÒÅÁÌÉÚÁ ÿÎ ÎÏÁÐÔÅÁ ÚÉÌÅÉ ÄÅ ÊÏÉ ÓÁÕ 
ÖÉÎÅÒÉ ÄÉÍÉÎÅÁĪÁȠ 
- ÿÎÓÏĪÉÒÅÁ ÆÅÔÅÌÏÒ ĦÉ ÿÎÆÝÒÔáĪÉÒÅÁ ÆÅÃÉÏÒÉÌÏÒ ÓÅ ÆáÃÅÁ ÿÎ ÓÝÍÂáÔÁ 3ÝÎÔÏÁÄÅÒÕÌÕÉȠ 
- ÓáÐÔáÍÝÎÁ ÓÅ ÿÎÃÈÅÉÁ ÃÕ ÐÏÍÁÎÁ ÌÕÉ 3ÝÎÔÏÁÄÅÒ ÄÉÎ ÓÅÁÒÁ ÚÉÌÅÉ ÄÅ ÄÕÍÉÎÉÃáȢ  

_Î ÃÅÌÅ ÃÅ ÕÒÍÅÁÚá ÎÅ ÖÏÍ ÏÐÒÉ ÁÓÕÐÒÁ ÏÂÉÃÅÉÕÌÕÉ ÂÏÌÂÏÔÅÌÏÒȟ Á ÁÄÕÎáÒÉÉ 
ÉÅÒÂÕÒÉÌÏÒ ÄÅ ÌÅÁÃ ĦÉ ÓÐáÌÁÒÅÁ ÐáÒÕÌÕÉȟ ÏÂÉÃÅÉ ÐÒÁÃÔÉÃÁÔ ÿÎ ÓÁÔÅÌÅ ÐáÄÕÒÅÎÅĦÔÉ ÃÕ 
ÍÕÌÔÅ ÇÅÎÅÒÁĪÉÉ ÿÎÁÉÎÔÅȢ )ÎÆÏÒÍÁĪÉÉÌÅ ÓÕÎÔ ÐÒÅÌÕÁÔÅ ÄÉÎ ÍÏÎÏÇÒÁÆÉÁ ÄÏÍÎÕÌÕÉ 
2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉ ĦÉ ÄÉÎÔÒ-un interviu personal înregistrat în 3 august 2022, în 
-ÕÚÅÕÌ 3ÁÔÕÌÕÉȟ "ÕÃÕÒÅĦÔÉȡ 
- ÿÎ 3áÐÔáÍÝÎÁ 3ÝÎÔÏÁÄÅÒÕÌÕÉȟ ÊÏÉÁ ÎÏÁÐÔÅÁȟ ÆÅÔÅÌÅ ÄÅ ΣΥ ÁÎÉ ĦÉ ÍÁÉ ÍÁÒÉȟ ÓÅ 
ÁÄÕÎÁÕ ÐÅ ÕÌÉĪÁ ÓÁÔÕÌÕÉ ĦÉ ÃÝÎÔÁÕ ÃÕ Ï ÖÏÃÅ ÐÕÔÅÒÎÉÃá ÃÝÎÔÅÃÕÌ 3ÃÏÁÌáȟ ÂÁÄÅȟ ÄÉÎ 
ÃÕÌÃÕĦ ɉÉÎÖÉÔÁĪÉÅ ÁÄÒÅÓÁÔá ÆÅÃÉÏÒÉÌÏÒ ÄÅ Á ÌÉ ÓÅ ÁÌáÔÕÒÁɊ ĦÉ ÍÅÒÇÅÁÕ ÿÍÐÒÅÕÎá ÿÎÔÒ-
Ï ÐÏÉÁÎáȟ ÕÎÄÅ ÁĦÔÅÐÔÁÕ Óá ÖÉÎá ÆÅÔÅ ĦÉ ÆÅÃÉÏÒÉ ĦÉ ÄÉÎ ÁÌÔÅ ÓÁÔÅȠ  
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- ÓÅ ÁÄÕÎÁÕ ÐÅ ÄÅÁÌ ÆÏÁÒÔÅ ÍÕÌÔÅ ÆÅÔÅ ĦÉ ÆÅÃÉÏÒÉȟ ÕÎÅÏÒÉ ÐÅÓÔÅ ΣΡΡ ÄÅ ÔÉÎÅÒÉȟ ĦÉ 
ÆáÃÅÁÕ ÕÎ ÆÏÃ ÍÁÒÅ ɉÅÌÅÍÅÎÔ ÐÕÒÉÆÉÃÁÔÏÒ ĦÉ ÁÐÏÔÒÏÐÁÉÃɊ ĦÉ ÊÕÃÁÕ ÿÎ ÊÕÒÕÌ ÌÕÉ ÐÝÎá 
ÓÐÒÅ ÚÉÕá ĦÉ ÓÔÒÉÇÁÕ ÕÒÍáÔÏÁÒÅÌÅ ÖÅÒÓÕÒÉȡ 

 ȵ3á ÊÕÃáÍ ÄÅ ÄÉÍÉÎÅÁĪáȟ Óá ÆÉÅ ÃÏÁÓÔÁ ÆáÌÏÁÓáȦȱ 
- ÃÝÎÄ ÓÅ ÆáÃÅÁ ÄÅ ÚÉÕáȟ ÆÅÔÅÌÅ ĦÉ ÆÅÃÉÏÒÉÉ ÐÏÒÎÅÁÕ ÐÅ ÃÏÁÓÔá ɉÄÅÁÌɊȢ &ÅÔÅÌÅ 
ÃáÕÔÁÕȟ ÿÎ ÌÏÃÕÒÉ ÁÎÕÍÅ ĦÔÉÕÔÅȟ ÂÏÌÂÏÔÅ ɉÉÁÒÂÁ ÖÝÎÔÕÌÕÉȟ ÉÁÒÂÁ ÓÐÕÒÃÕÌÕÉȟ ÂÒÅÉ ĦÉ 
ÉÅÄÅÒáɊȟ ÉÁÒ ÄÅ ÕÎÄÅ ÓÃÏÔÅÁÕ ÐÒÉÍÁ ÉÁÒÂá ÓÁÕ ÂÕÒÕÉÁÎá ÄÉÎ ÐáÍÝÎÔȟ ÿÎ ÌÏÃÕÌ 
ÒáÄáÃÉÎÉÉ ÁÃÅÓÔÅÉÁ ÐÕÎÅÁÕ ÃÝÔÅ Ï ÂÕÃÁÔá ÄÅ ÃÏÌÁÃȟ ÄÅ ÐÕÐÅÚáȟ ÃÕÍ ÓÅ ÎÕÍÅĦÔÅ 
ÿÎ 0áÄÕÒÅÎÉȟ ÚÉÃÝÎÄȡ ȵ%Õ ĪÉ-ÁÍ ÄÁÔ ÃÏÌÁÃȟ ÔÕ Óá-ÍÉ ÆÉÉ ÄÅ ÌÅÁÃȦȱ ɉÿÎ ÁÌÔÅ ÚÏÎÅ 
ÐÕÎÅÁÕ ÐÝÉÎÅ ĦÉ ÓÁÒÅɊȢ &ÅÃÉÏÒÉÉ ÍÅÒÇÅÁÕ Óá ÁÄÕÎÅ ÌÅÍÎÅȟ ÂÝÔÅȟ ÄÉÎ ÃÁÒÅ ÆáÃÅÁÕ 
ÍÁÉ ÁÐÏÉ ÒáÓÔÅÉÅ ÐÅÎÔÒÕ ÊÕÇȟ ÃÏÄÏÒÉÉ ÄÅ ÂÉÃÉȟ ÆÕÒÃÉȟ ÒáÓÃÈÉÔÏÒÉȠ 
- ÄÕÐá ÃÅ ÇáÔÁÕ ÄÅ ÓÔÒÝÎÓ ÉÅÒÂÕÒÉÌÅ ĦÉ ÌÅÍÎÅÌÅ ÃáÕÔÁÔÅȟ ÆÅÔÅÌÅ ĦÉ ÆÅÃÉÏÒÉÉ ÓÅ 
ÿÎÔÝÌÎÅÁÕ ÄÉÎ ÎÏÕ ÿÎ ÐÏÉÁÎÁ ÄÅ ÕÎÄÅ ÐÏÒÎÉÓÅÒáȟ ÕÎÄÅ ÿÎÃÉÎÇÅÁÕ ÉÁÒáĦÉ ÕÎ ÊÏÃ 
ɉÄÁÎÓɊȟ ÄÕÐá ÃÁÒÅ ÐÌÅÃÁÕ ÓÐÒÅ ÃÁÓÅÌÅ ÌÏÒȢ  
- ÁÊÕÎÓÅ ÁÃÁÓáȟ ÆÅÔÅÌÅ ÐÕÎÅÁÕ ÉÍÅÄÉÁÔ ÌÁ ÆÉÅÒÔ ÉÅÄÅÒÁ ÐÅÎÔÒÕ Á ÓÅ ÓÐáÌÁ ÐÅ ÃÁÐ ÃÕ 
ÁÃÅÁÓÔá ÆÉÅÒÔÕÒáȟ ÉÁÒ ÃÅÌÅÌÁÌÔÅ ÉÅÒÂÕÒÉ ÅÒÁÕ ÐÕÓÅ ÌÁ ÕÓÃÁÔȟ ÌÁ ÇÒÉÎÄá ÓÁÕ ÿÎ ÐÏÄȟ 
ÆÉÉÎÄ ÆÏÌÏÓÉÔÅ ÿÎ ÃÕÒÓÕÌ ÁÎÕÌÕÉ ÐÅÎÔÒÕ ÁÆÕÍÁÒÅÁ ÖÉÔÅÌÏÒ ÓÁÕ ÏÁÍÅÎÉÌÏÒȟ ÄÁÃá ÓÅ 
ÿÍÂÏÌÎáÖÅÁÕȢ 3Å ÃÏÎÓÉÄÅÒÁ ÁÓÔÆÅÌ Ãá ÁÃÅÓÔÅ ÉÅÒÂÕÒÉ ÁÖÅÁÕ ÐÒÏÐÒÉÅÔáĪÉ ÍÁÇÉÃÏ-
ÔÅÒÁÐÅÕÔÉÃÅ ɉ)ĦÆáÎÏÎÉȟ ΤΡΡΨȡΣΥΥɊȢ 

0ÒÉÎ ÉÎÔÅÒÄÉÃĪÉÉÌÅ ÃÅ ÔÒÅÂÕÉÁÕ ÒÅÓÐÅÃÔÁÔÅ ÿÎ ÁÃÅÁÓÔá ÓáÐÔáÍÝÎáȟ 
ÒÅÓÐÏÎÓÁÂÉÌÉÔÁÔÅÁ ÄÅ Á ÃÕÌÅÇÅ ÉÅÒÂÕÒÉ ÄÅ ÌÅÁÃ ÓÁÕ ÃÏÎÆÅÃĪÉÏÎÁÒÅÁ ÕÎÅÌÔÅÌÏÒȟ 
ÁÌÅÇÅÒÅÁ ÃÏÎĦÔÉÅÎÔá Á ÓÕÒÁÔÅÉ ÓÁÕ ÆÝÒÔÁÔÕÌÕÉȟ ÏÒÇÁÎÉÚÁÒÅÁ ÐÏÍÅÎÉÉ ÄÅ 
3ÝÎÔÏÁÄÅÒȟ ÆÅÔÅÌÅ ĦÉ ÆÅÃÉÏÒÉÉ ÄáÄÅÁÕ ÄÏÖÁÄÁ ÕÎÕÉ ÐÒÉÍ ÓÅÍÎ ÄÅ ÍÁÔÕÒÉÔÁÔÅ ĦÉ 
ÉÎÄÅÐÅÎÄÅÎĪáȟ ÓÅÍÎÉÆÉÃÝÎÄ ÔÏÔÏÄÁÔá Ï ÉÎÉĪÉÅÒÅ ÿÎ ÖÉÁĪÁ ÄÅ ÆÁÍÉÌÉÅȢ 

#=.4%#5, "/,"/4%,/2 $). §).545, 0A$52%.),/2ȟ (5.%$/!2! 

0ÒÉÍÁ ÃÏÎÓÅÍÎÁÒÅ ÍÕÚÉÃÁÌá Á ÃÝÎÔÅÃÕÌÕÉ ÂÏÌÂÏÔÅÌÏÒ Á ÆÏÓÔ ÉÄÅÎÔÉÆÉÃÁÔá 
ÿÎ ÃÏÌÅÃĪÉÁ %ÍÉÌÉÅÉ #ÏÍÉĦÅÌȟ !ÎÔÏÌÏÇÉÅ ÆÏÌÃÌÏÒÉÃá ÄÉÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒȟ 
Hunedoara, ÃÝÎÔÅÃÕÌ ÆÉÉÎÄ ÿÎÒÅÇÉÓÔÒÁÔ ÿÎ ÁÎÕÌ ΣΫΧΡȟ ÄÅ ÌÁ ÁÃÅÅÁĦÉ ÉÎÆÏÒÍÁÔÏÁÒÅȟ 
0ÏÁÎÔÁ #ÏÓÁÎÁȟ ÄÅ ΣΪ ÁÎÉ ÌÁ ÁÃÅÁ ÖÒÅÍÅȟ ÄÉÎ ÓÁÔÕÌ #ÅÒÉĦÏÒȢ -ÕÌĪÕÍÉÍ $ÏÁÍÎÅÉ 
!ÃÁÄÅÍÉÃÉÁÎ 3ÁÂÉÎÁ )ÓÐÁÓ ĦÉ !ÒÈÉÖÅÉ )ÎÓÔÉÔÕÔÕÌÕÉ ÄÅ %ÔÎÏÇÒÁÆÉÅ ĦÉ &ÏÌÃÌÏÒ 
ȵ#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕȱ ÐÅÎÔÒÕ ÁÃÃÅÓÕÌ ÌÁ ÿÎÒÅÇÉÓÔÒÁÒÅÁ ÓÏÎÏÒá ĦÉ ÔÒÁÎÓÃÒÉÅÒÅÁ ÐÅ 
portativ în manuscris a acestei melodii. 

$ÉÎ ÐÕÎÃÔ ÄÅ ÖÅÄÅÒÅ ÍÕÚÉÃÁÌȟ ÍÅÌÏÄÉÁ ÓÅ ÃÁÒÁÃÔÅÒÉÚÅÁÚá ÐÒÉÎ 
ÕÒÍáÔÏÁÒÅÌÅȡ 
- ÖÅÒÓÕÒÉ ÔÅÔÒÁÐÏÄÉÃÅȟ ÃÕ ÓÉÌÁÂÅ ÄÅ ÃÏÍÐÌÅÔÁÒÅ ĦÉ ÉÎÔÅÒÊÅÃĪÉÉ ÓÉÍÐÌÅȠ 
- ritm liber, cu valori alungite la finalul rândurilor melodice; 
- ÓÔÒÕÃÔÕÒá ÓÏÎÏÒáȟ ÈÅØÁÃÏÒÄ ÍÉÎÏÒ ÃÒÏÍÁÔÉÚÁÔȟ ÃÕ ÆÉÎÁÌá ÐÅ ÔÒÅÁÐÔÁ Á ))-a; 
- ÆÏÒÍÁ !"#ȟ ÃÁÄÅÎĪÅ ΣΣΤȟ ÐÒÏÆÉÌ ÍÅÌÏÄÉÃ ÇÅÎÅÒÁÌ ÕÎÉÌÉÎÉÁÒȢ 
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Fig. 1. Melodia 3ÃÏÁÌáȟ ÂÁÄÅȟ ÄÉÎ ÃÕÌÃÕĦ, Fg. 14110b 
(Manuscris Arhiva )ÎÓÔÉÔÕÔÕÌÕÉ ÄÅ %ÔÎÏÇÒÁÆÉÅ ĦÉ &ÏÌÃÌÏÒ ȵ#ÏÎÓÔÁÎÔÉÎ 

"ÒáÉÌÏÉÕȱɊ 
 

 

 
 

Fig. 2. Melodia 3ÃÏÁÌáȟ ÂÁÄÅȟ ÄÉÎ ÃÕÌÃÕĦ ɉ#ÏÍÉĦÅÌȟ ΣΫΧΫȡ ÎÒȢ ΧΥɊ 
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$ÕÐá ÁÐÒÏÁÐÅ ΩΡ ÄÅ ÁÎÉ ÄÅ ÌÁ ÁÃÅÁÓÔá ÿÎÒÅÇÉÓÔÒÁÒÅȟ ÿÎ ÃÅÒÃÅÔÁÒÅÁ 

ÅÆÅÃÔÕÁÔá ÄÅ ÎÏÉ ÿÎ ÔÅÒÅÎ ÁÍ ÒÅÇáÓÉÔ ÁÃÅÅÁĦÉ ÉÎÆÏÒÍÁÔÏÁÒÅ Á %ÍÉÌÉÅÉ #ÏÍÉĦÅÌȟ ÐÅ 
.ÁÎÁ #ÏÓÁÎÁȟ ÃáÓáÔÏÒÉÔá 6ÉÎÃÁȟ ÿÎ ÖÝÒÓÔÁ ÄÅ ΪΦ ÄÅ ÁÎÉȟ ÿÎ ÁÎÕÌ ΤΡΣΩȟ ÃÁÒÅ ÎÅ-a 
ÃÝÎÔÁÔ ÁÃÅÅÁĦÉ ÖÁÒÉÁÎÔá ÍÅÌÏÄÉÃá a cântecului 3ÃÏÁÌáȟ ÂÁÄÅȟ ÄÉÎ ÃÕÌÃÕĦ, cu un 
ÃÏÎĪÉÎÕÔ ÌÉÔÅÒÁÒ ÍÁÉ ÁÍÐÌÕȡ 

 
 
pi, ScỈlá , baíÅ┼o, íin culcuĦu, 
  ScỈlá, baíÅ┼o, íin culcuĦ, ÍáÉ┼, 
  HaÉ┼ cu miďe-mÉ┼ fá rázuĦ, ÍáÉ┼. 
 
pi, |: ScỈlá, baíÅ┼o, haÉ┼ la luncá, :| 
  3á-mÉ┼ faĢÉ┼ ráĦèitorÉ┼ Ħÿ furcá. 
ÐáÉ┼1 |: Cu furca sá torc fuÉ┼oru, :| 
  0á ÒáĦèÉÔÏÒ Óá-mÉ┼ pun doru . 
ÐáÉ┼1 |: RámÝďÉ┼, cỈstá, sânátỈsá, :| 
  #á ÁÓÔáÚ ÆÕÓáĦ ÆáÌỈsá 
pi1 ȿȡ #Õ ÆÅçÅ Ħÿ ÃÕ ÆÉĢÉ┼orÉ┼, Íá, :| 
  Ðe az-ÎáÉÎçÅ ÃÕ ÆÌÏÒÉ┼, Íá. 
pi1 ȿȡ ¥ÿȟ ÌÁ ÁÎÕȟ ÃÝÎÄ ÖÅďÉÍȟ Íá, :| 
  FrumÕ┼asá sá çe gásim, Íá. 

 
Fig. 3. Melodia 3ÃÏÁÌáȟ ÂÁÄÅÏȟ ÄÉÎ ÃÕÌÃÕĦ ɉ"ÏÃĦÁȟ 3ÔÁÎȟ ΤΡΤΣȡ ÎÒȢ ΥΪΦɊ 

 
!ÔÝÔ ÍÅÌÏÄÉÁ ÄÉÎ ÃÏÌÅÃĪÉÁ #ÏÍÉĦÅÌ ÃÝÔ ĦÉ ÃÅÁ ÄÉÎ ÃÏÌÅÃĪÉÁ ÎÏÁÓÔÒá ÁÕ 

ÄÏÁÒ Ï ÓÉÎÇÕÒá ÖÁÒÉÁÎÔá ÍÅÌÏÄÉÃáȟ ÁÐÒÏÁÐÅ ÉÄÅÎÔÉÃáȟ ÃÅ ÓÅ ÃÝÎÔá ÃÕ ÕÎ ÁÌÔ ÔÅØÔȢ 
$ÉÆÅÒÅÎĪÁ ÄÉÎÔÒÅ ÃÝÎÔÅÃÕÌ  ÂÏÌÂÏÔÅÌÏÒȟ ÓÕÐÕÓ ÁÎÁÌÉÚÅÉȟ ĦÉ ÖÁÒÉÁÎÔÁ ÓÁ ÍÅÌÏÄÉÃáȟ 
ÁÐÁÒÅ ÌÁ ÎÉÖÅÌÕÌ ÁÌÃáÔÕÉÒÉÉ structurale, unde în loc de trei rânduri melodice, 
ÆÏÒÍÁ ÓÅ ÌáÒÇÅĦÔÅ ÌÁ ÐÁÔÒÕ ÒÝÎÄÕÒÉ ÍÅÌÏÄÉÃÅȟ ÐÒÉÎ ÒÅÐÅÔÁÒÅÁ "-ului: 

- #ÏÌÅÃĪÉÁ #ÏÍÉĦÅÌ - ÖÁÒÉÁÎÔÁ ÍÅÌÏÄÉÃáȟ ÎÒȢ ΧΦȟ ÃÕ ÔÅØÔÕÌ ÌÉÔÅÒÁÒȡ Jale mi-i, 
da-ÍÉ ÐÁÒÅ ÒáÕ, (satul Muncelul Mare), forma ABBC. 
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- #ÏÌÅÃĪÉÁ "ÏÃĦÁȾ3ÔÁÎ ɀ ÖÁÒÉÁÎÔÁ ÍÅÌÏÄÉÃáȟ ÎÒȢ ΥΪΧ ɉ0!$ΡΦΩɊȟ ÃÕ ÔÅØÔÕÌ 
literar: .Õ ĦÔÉÕȟ $ÏÁÍÎÅȟ ÎÕ ĦÔÉÕ ÂÉÎÅ, (satul Ruda), forma ABBC. Profilul 
ÃÁÄÅÎĪÅÌÏÒ ÉÎÔÅÒÉÏÁÒÅ ĦÉ ÆÉÎÁÌÅ ÅÓÔÅ ÁÃÅÌÁĦÉȟ ÕÎÉÌÉÎÉÁÒȢ 

_Î ÃÅÒÃÅÔÁÒÅÁ ÎÏÁÓÔÒáȟ ÁÍ ÉÄÅÎÔÉÆÉÃÁÔ ÿÎÃá Ï ÍÅÌÏÄÉÅ ÃÁÒÅ ÁÄÕÃÅ ÁÃÅÓÔ 
ÔÅØÔȟ ÃÕ ÔÏÁÔÅ Ãá ÎÕ Á ÆÏÓÔ ÓÅÍÎÁÌÁÔá Á ÆÉ ȵ! ÂÏÌÂÏÔÅÌÏÒȱȟ ÉÁÒ ÄÉÎ ÐÕÎÃÔ ÄÅ 
ÖÅÄÅÒÅ ÍÕÚÉÃÁÌ ÐÒÅÚÉÎÔá ÕÒÍáÔÏÁÒÅÌÅ ÓÃÈÉÍÂáÒÉȡ ÓÃÁÒÁ ÓÏÎÏÒá ÅÓÔÅ 
ȵÂÉÈÏÒÅÁÎáȱȟ ÐÒÉÎ ÐÒÅÚÅÎĪÁ ÌÕÉ fa ĦÉ sol diezȟ ÆÏÒÍÁ ÅÓÔÅ !!"# ɉÓÅ ÒÅÁÌÉÚÅÁÚá Ï 
ÌáÒÇÉÒÅ Á ÆÏÒÍÅÉ ÐÒÉÎ ÒÅÐÅÔÁÒÅÁ ÐÒÉÍÕÌÕÉ ÒÝÎÄɊȟ ÉÁÒ ÃÁÄÅÎĪÅÌÅ ÒáÍÝÎ 
neschimbate, 1112: 

 
 

 ScÏ┼alá, baíe, lasá somnu,  
 ScỈlá, baíe, lasá somnu, 
 #á É┼o íe triÉ┼ nopĪ nu dormu, 
 #á É┼o íe triÉ┼ nopĪ nu dorm, Íá. 
 

 ȿȡ ¥ÿ ÈÁÉ┼dá cu miďe-n luncá, :| 
 ȿȡ 3á-mÉ┼ faĢÉ┼ ráĦèitor Ħÿ furcá, :| 
 ȿȡ ¥ÿ ÈÁÉ┼dá cu... :|  
 ȿȡ 3á-mÉ┼ faĢÉ┼ furcá Ħÿ rást'öÉ┼e, :| 
 ȿȡ 3á ÎÅ-ÎÔÕÒÎáÍ ÿÎÁÐÏÉ┼, Íá, :| 
 ȿȡ ¥ÿ Óá ÍöÒÅÍ ÁÍÝÎÄÏÉ┼, Íá. :| 

 
Fig. 4. Melodia 3ÃÏÁÌáȟ ÂÁÄÅȟ ÌÁÓá ÓÏÍÎÕ ɉ"ÏÃĦÁȟ 3ÔÁÎȟ ΤΡΤΣȡ ÎÒȢ ΦΣΥɊ 

ALTE ZONE ÎN CARE OBICEIUL ESTE _.3/§)4 $% #=.4%# 

#ÅÒÃÅÔÝÎÄ ÌÉÔÅÒÁÔÕÒÁ ÄÅ ÓÐÅÃÉÁÌÉÔÁÔÅȟ ÃÕ ÐÒÅÃáÄÅÒÅ ÃÕÒÓÕÒÉÌÅ ÄÅ ÆÏÌÃÌÏÒ 
ÍÕÚÉÃÁÌȟ ÁÍ ÓÅÍÎÁÌÁÔ ÆÁÐÔÕÌ Ãá ÁÃÅÓÔ ÏÂÉÃÅÉ ÅÓÔÅ ÿÎÓÏĪÉÔ ÄÅ ÃÝÎÔÅÃ ĦÉ ÿÎ ÁÌÔÅ 
ÚÏÎÅȟ ÿÎÁÆÁÒÁ §ÉÎÕÔÕÌÕÉ 0áÄÕÒÅÎÉÌÏÒȟ (ÕÎÅÄÏÁÒÁȢ 

În cuprinsul cursului de Folclor muzical, etnomuzicologul Emilia 
#ÏÍÉĦÅÌ ÐÒÅÚÉÎÔá ÉÎÆÏÒÍÁĪÉÉ ÁÓÕÐÒÁ ÏÂÉÃÅÉÕÒÉÌÏÒ ÐÒÁÃÔÉÃÁÔÅ ÄÅ 3ÝÎÔÏÁÄÅÒ ÌÁ 
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categoria Folclorul obiceiurilor de peste anȟ Ï ÇÒÕÐÁÒÅ Á ÍÁÎÉÆÅÓÔáÒÉÌÏÒ ÆÏÌÃÌÏÒÉÃÅ 
ÄÕÐá ÆÅÌÕÌ ÍÕÎÃÉÉ ÄÅ ÃÁÒÅ ÓÕÎÔ ÌÅÇÁÔÅȢ /ÂÉÃÅÉÕÌ ÁÄÕÎáÒÉÉ ÉÅÒÂÕÒÉÌÏÒ ÄÅ ÌÅÁÃ ÅÓÔÅ 
ÎÕÍÉÔ ÿÎ ÐÁÒÔÅÁ ÄÅ ÓÕÄ Á ĪáÒÉÉ ȵ(ÏÍÁÎÕÌȱȟ ÆÉÉÎÄ ÿÎÃÁÄÒÁÔ ÌÁ ÃÁÔÅÇÏÒÉÁ ɀ Diverse, 
ÌÅÇÁÔÅ ÄÅ ÖÉÁĪÁ ÉÎÄÉÖÉÄÕÁÌá ĦÉ ÄÅ ÆÁÍÉÌÉÅ ɉ#ÏÍÉĦÅÌȟ ΣΫΨΩȡΣΫΫɊȢ !ÓÅÍáÎáÔÏÒ 
§ÉÎÕÔÕÌÕÉ 0áÄÕÒÅÎÉÌÏÒȟ ÁÃÅÓÔ ÏÂÉÃÅÉ ÅÓÔÅ ÐÒÁÃÔÉÃÁÔ ÁÐÒÏÁÐÅ ÉÄÅÎÔÉÃ ĦÉ ÅÓÔÅ ÿÎÓÏĪÉÔ 
ÄÅ ÃÝÎÔÅÃȟ ÃÕ ÃÁÒÁÃÔÅÒ ÖÏÃÁÌȟ ÆÉÉÎÄ ÉÎÔÅÒÐÒÅÔÁÔ ÎÕÍÁÉ ÄÅ ÃáÔÒÅ ÆÅÔÅȢ 
#ÅÒÃÅÔáÔÏÁÒÅÁ ÆÁÃÅ ÒÅÍÁÒÃÉ ÁÓÕÐÒÁ ÅØÉÓÔÅÎĪÅÉ ÃÝÎÔÅÃÕÌÕÉ ÈÏÍÁÎÕÌÕÉ ÿÎ ÚÏÎÁ 
Gorjului, identificându-ÓÅ ÄÏÕá ÍÅÌÏÄÉÉ ÃÅ ÁÐÁÒĪÉÎ ÕÎÏÒ ÓÔÁÄÉÉ ÅÖÏÌÕÔÉÖÅ ÄÉÆÅÒÉÔÅȡ 

- ȵÍÅÌÏÄÉÉ ÿÎ ÓÔÉÌ ÒÅÃÉÔÁÔÉÖ ÃÕ ÖÁÌÏÒÉ ÅÇÁÌÅȟ ÓÔÒÕÃÔÕÒá ÐÒÅÐÅÎÔÁÔÏÎÉÃáȟ ÒÉÔÍ 
parlando-ÒÕÂÁÔÏȱȡ 

 
Fig. 5. Melodia Toadere, Sân Toadere ɉ#ÏÍÉĦÅÌȟ ΣΫΨΩȡ ÎÒȢ ΤΪΪȡΤΣΥɊ 

 
- ȵÍÅÌÏÄÉÉ ÐÒÅÐÅÎÔÁÔÏÎÉÃÅȟ ÿÎ ÖÁÌÏÒÉ ÍÁÒÉȟ ÃÕ ÃÏÎÔÕÒ ÃÒÅÎÅÌÁÔȟ ÆÏÒÍÁÔÅ 

dintr-Ï ÓÉÎÇÕÒá ÆÏÒÍÕÌáȟ ÒÅÐÅÔÁÔá ÃÕ ÖÁÒÉÁĪÉÉ ÃÁÄÅÎĪÉÁÌÅȱȡ 
 

  
Fig. 6. Melodia Toadere, Sân Toadere ɉ#ÏÍÉĦÅÌȟ ΣΫΨΩȡ ÎÒȢ ΤΪΫȡΤΣΥɊ 
 
$ÕÐá ÐÒÅÚÅÎÔÁÒÅÁ ÍÅÌÏÄÉÉÌÏÒ ÄÉÎ 'ÏÒÊ ÃÅ ÿÎÓÏĪÅÓÃ ÁÃÅÓÔ ÒÉÔÕÁÌ ÁÌ ÓÐáÌáÒÉÉ 

ÃÁÐÕÌÕÉȟ ÒÅÇáÓÉÍ ÃÝÔÅÖÁ ÉÎÆÏÒÍÁĪÉÉ ÁÓÕÐÒÁ ÍÅÌÏÄÉÉÌÏÒ ÄÉÎ (ÕÎÅÄÏÁÒÁȢ /ÂÉÃÅÉÕÌ 
ÅÓÔÅ ÉÄÅÎÔÉÆÉÃÁÔ ÿÎ ÁÃÅÁÓÔá ÚÏÎá ÓÕÂ ÄÅÎÕÍÉÒÅÁ ÄÅ ȵ0ÏÐÅÌÎÉÃȱȟ ÆáÒá Á ÆÉ 
ÐÒÅÚÅÎÔÁÔá ÖÒÅÏ ÍÅÌÏÄÉÅ ÃÕ ÁÃÅÓÔ ÔÅØÔȟ ĦÉ ÓÕÎÔÅÍ ÉÎÆÏÒÍÁĪÉ Ãá ÍÅÌÏÄÉÁ ÌÕÉ ÅÓÔÅ 
ÉÄÅÎÔÉÃá ÃÕ ÃÝÎÔÅÃÕÌ ÍÉÒÅÓÅÉ ɉ#ÏÍÉĦÅÌȟ ΣΫΨΩȡ ΤΣΥɊȢ #ÅÒÃÅÔÝÎÄ ÃÕÌÅÇÅÒÉÌÅ 
ÁÎÔÅÒÉÏÁÒÅ ÅÆÅÃÔÕÁÔÅ ÄÅ "ïÌÁ "ÁÒÔĕË ÿÎ ÚÏÎáȟ ÁÃÕÍ ÍÁÉ ÂÉÎÅ ÄÅ ΣΡΡ ÄÅ ÁÎÉȟ 
ÐÒÅÃÕÍ ĦÉ ÃÅÒÃÅÔáÒÉÌÅ ÎÏÁÓÔÒÅ ÒÅÃÅÎÔÅȟ ÎÕ ÁÍ ÉÄÅÎÔÉÆÉÃÁÔ ÎÉÃÉÏ ÖÁÒÉÁÎÔá 
ÍÅÌÏÄÉÃá ÿÎ ÁÃÅÓÔ ÓÅÎÓȢ .Õ ÿÎ ÕÌÔÉÍÕÌ ÒÝÎÄȟ %ÍÉÌÉÁ #ÏÍÉĦÅÌ ÃÏÎÓÅÍÎÅÁÚá ÆÁÐÔÕÌ 
Ãáȡ ȵ_Î ÕÌÔÉÍÕÌ ÓÅÃÏÌȟ ÔÅØÔÅÌÅ ÁÕ ÿÎÃÅÐÕÔ Óá ÆÉÅ ÁÄÁÐÔÁÔÅ ÌÁ ÍÅÌÏÄÉÉ ÄÅ ÃÝÎÔÅÃ 
ÌÉÒÉÃȢ /ÂÉÃÅÉÕÌȟ ÃÁ ĦÉ ÒÅÐÅÒÔÏÒÉÕÌȟ ÅÓÔÅ ÐÅ ÃÁÌÅ ÄÅ ÄÉÓÐÁÒÉĪÉÅȱ ɉ#ÏÍÉĦÅÌȟ ΣΫΨΩȡ ΤΣΥɊȢ 
AsuprÁ ÁÃÅÓÔÅÉ ÒÅÍÁÒÃÉ ÓÔÁÕ ÍáÒÔÕÒÉÅ ÃÝÎÔÅÃÅÌÅ ÉÄÅÎÔÉÆÉÃÁÔÅ ÿÎ §ÉÎÕÔÕÌ 
0áÄÕÒÅÎÉÌÏÒȟ ȵ! ÂÏÌÂÏÔÅÌÏÒȱȟ ÃÅ ÓÕÎÔ ÃÝÎÔÅÃÅ ÐÒÏÐÒÉÕ-zise de stil vechi.   

În cursul de Folclor muzical elaborat de profesorii clujeni Nicola, Szenik, 
-ÿÒÚÁȟ ÉÄÅÎÔÉÆÉÃáÍ ÉÎÆÏÒÍÁĪÉÉ ÁÓÕÐÒÁ ÁÃÅÓÔÕÉ ÏÂÉÃÅÉ ÌÁ ÓÅÃĪÉÕÎÅÁ Repertoriul 
altor îndeletniciriȢ !ÌáÔÕÒÉ ÄÅ ÒÅÐÅÒÔÏÒÉÕÌ ÈáÕÌÉÔÕÒÉÌÏÒ ĦÉ ÃÅÌ ÄÉÎ ĦÅÚáÔÏÁÒÅȟ ÓÕÎÔ 
ÓÅÍÎÁÌÁÔÅ ÃÝÎÔÅÃÅÌÅ ÌÅÇÁÔÅ ÄÅ ÓáÒÂáÔÏÁÒÅÁ ÐÒÉÍáÖÅÒÉÉȟ Á 3ÝÎÔÏÁÄÅÒÕÌÕÉȟ ÄÕÐá 
cum am putut vedea cântecul homanul în Oltenia (Fig. 6), iar în Hunedoara 
cântecul popelnicului, ce este cules din ÚÏÎÁ /ÒáĦÔÉÅÉȡ  
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Fig. 7. Melodia Popelnice, veselnice (Nicola, Szenik, Mîrza, 1966: nr. 161) 
 
0Å ÌÝÎÇá ÉÎÆÏÒÍÁĪÉÉÌÅ ÄÅÓÐÒÅ ÄÅÓÃÒÉÅÒÅÁ ÏÂÉÃÅÉÕÌÕÉȟ ÃÁÒÅ ÅÓÔÅ ÁÐÒÏÁÐÅ 

ÉÄÅÎÔÉÃ ÿÎ ÔÏÁÔÅ ÚÏÎÅÌÅȟ ÁÆÌáÍ ÃÝÔÅÖÁ ÉÎÆÏÒÍÁĪÉÉ ÃÕ ÃÁÒÁÃÔÅÒ ÁÎÁÌÉÔÉÃȡ ȵÍÅÌÏÄÉÉÌÅ 
ÄÉÎ /ÌÔÅÎÉÁ ÓÕÎÔ ÿÎÒÕÄÉÔÅ ÃÕ ÈáÕÌÉÔÕÒÉÌÅ ĦÉ ÁÐÁÒĪÉÎ ÕÎÕÉ ÓÔÁÄÉÕ ÖÅÃÈÉ ÄÅ 
dezvoltare; în cadrul unei struÃÔÕÒÉ ÍÅÌÏÄÉÃÅ ÂÁÚÁÔá ÐÅ ÒÅÐÅÔáÒÉ ÄÅ ÍÏÔÉÖÅȟ 
folosesc un material sonor redus (2-Υ ÓÕÎÅÔÅɊ ÎÅÄÅÐáĦÉÎÄ ÃÁÄÒÕÌ ÓÉÓÔÅÍÕÌÕÉ 
prepentatonic. Melodiile din Hunedoara sunt mai evoluate, cu caracter de 
ÄÁÎÓȱ ɉ.ÉÃÏÌÁȟ 3ÚÅÎÉËȟ -ÿÒÚÁȟ ΣΫΨΨȡΣΪΥ-ΣΪΦɊȢ .Õ ÓÅ ÆÁÃÅ ÿÎÓá ÎÉcio referire 
ÁÓÕÐÒÁ ÃÝÎÔÅÃÕÌÕÉ ÂÏÌÂÏÔÅÌÏÒ ÄÉÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒȢ  

_Î ÄÅÍÅÒÓÕÌ ÐÒÅÚÅÎÔÅÉ ÃÅÒÃÅÔáÒÉ Á ÆÏÓÔ ÃÏÎÓÕÌÔÁÔ ĦÉ ÃÕÒÓÕÌ ÄÅ Folclor 
muzical românesc ÁÌ ÁÕÔÏÒÉÌÏÒ 'ÈÅÏÒÇÈÅ /ÐÒÅÁ ĦÉ ,ÁÒÉÓÁ !ÇÁÐÉÅȟ ÿÎ ÃÁÒÅ ÓÅ 
ÍÅÎĪÉÏÎÅÁÚá ÁÃÅÓÔ ÏÂÉÃÅÉ ÁÌ ÍÅÒÓÕÌÕÉ ÄÕÐá ÐÌÁÎÔÅ ÄÅ 3ÝÎÔÏÁÄÅÒ ĦÉ ÃÝÎÔÅÃÅÌÅ 
ÃÅ ÿÌ ÿÎÓÏĪÅÓÃȟ ÿÎÔÏÃÍÁÉ ÃÁ ÿÎ ÃÅÌÅÌÁÌÔÅ ÃÕÒÓÕÒÉ ÃÏÎÓÕÌÔÁÔÅȢ /ÂÉÃÅÉÕÌ ÅÓÔÅ 
ÓÅÍÎÁÌÁÔ ÄÏÁÒ ÿÎ ÄÏÕá ÒÅÇÉÕÎÉ ÁÌÅ 2ÏÍÝÎÉÅÉȟ /ÌÔÅnia ɀ ÕÎÄÅ ÓÅ ÎÕÍÅĦÔÅ 
ȵ(ÏÍÁÎȱ ĦÉ (ÕÎÅÄÏÁÒÁȟ ÕÎÄÅ ÓÅ ÎÕÍÅĦÔÅ ȵ0ÏÐÅÌÎÉÃȱȢ $ÅÓÆáĦÕÒÁÒÅÁ ÏÂÉÃÅÉÕÌÕÉ 
ÅÓÔÅ ÁÃÅÅÁĦÉ ÃÕ ÄÅÓÃÒÉÅÒÅÁ ÒÅÁÌÉÚÁÔá ÄÅ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉȢ _Î ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ 
ÿÎÓÏĪÉÒÅÁ ÁÃÅÓÔÕÉ ÏÂÉÃÅÉ ÄÅ ÃÝÎÔÅÃȟ ÅÓÔÅ ÍÅÎĪÉÏÎÁÔ ÆÁÐÔÕÌ Ãá ÿÎ /ÌÔÅÎÉÁ ÁÕ ÆÏÓÔ 
ÉÄÅÎÔÉÆÉÃÁÔÅ ÄÏÕá ÔÉÐÕÒÉ ÍÅÌÏÄÉÃÅ ɉÃÏÎÆÏÒÍ ÃÕÒÓÕÌÕÉ %ÍÉÌÉÅÉ #ÏÍÉĦÅÌɊȟ ÉÁÒ ÄÅÓÐÒÅ 
ÃÝÎÔÅÃÕÌ ÄÉÎ ÚÏÎÁ (ÕÎÅÄÏÁÒÅÉȟ ÎÅ ÅÓÔÅ ÐÒÅÃÉÚÁÔ ÆÁÐÔÕÌ Ãáȡ ȵÍÅÌÏÄÉÉÌÅ ÓÕÎÔ 
identice cu cântece ale miresii, cu cântece propriu-zise sau au un caracter de 
ÄÁÎÓȱɉ/ÐÒÅÁȟ !ÇÁÐÉÅȟ ΣΫΪΥȡΣΨΩɊȢ 

#ÅÒÃÅÔÝÎÄ ÌÉÔÅÒÁÔÕÒÁ ÄÅ ÓÐÅÃÉÁÌÉÔÁÔÅȟ ÅÓÔÅ ÆÏÁÒÔÅ ÉÎÔÅÒÅÓÁÎÔ ÆÁÐÔÕÌ Ãáȟ ÿÎ 
ÇÅÎÅÒÁÌȟ ÅØÃÅÐÔÝÎÄ ÚÏÎÅÌÅ ÍÁÉ ÓÕÓ ÐÒÅÚÅÎÔÁÔÅȟ ÏÂÉÃÅÉÕÌ ÅÒÁ ÐÒÁÃÔÉÃÁÔ ÆáÒá Á ÆÉ 
ÿÎÓÏĪÉÔ ÄÅ ÃÝÎÔÅÃȢ $ÉÎ ÅØÅÍÐÌÅÌÅ ÍÕÚÉÃÁÌÅ ÁÎÁÌÉÚÁÔÅȟ ÐÕÔÅÍ ÃÏÎÃÌÕÚÉÏÎÁ ÁÓÕÐÒÁ 
ÆÁÐÔÕÌÕÉ Ãá ÅØÉÓÔá ÄÏÁÒ ÄÏÕá ÚÏÎÅ ÁÌÅ ĪáÒÉÉ ÿÎ ÃÁÒÅ ÁÃÅÓÔ ÏÂÉÃÅÉ ÁÌ ÁÄÕÎáÒÉÉ 
ÐÌÁÎÔÅÌÏÒ ÄÅ ÌÅÁÃ ĦÉ Á ÓÐáÌáÒÉÉ ÃÁÐÕÌÕÉ ÅÓÔÅ ÿÎÓÏĪÉÔ ÄÅ ÃÝÎÔÅÃȢ _Î ÐÁÒÔÅÁ ÄÅ ÓÕÄ Á 
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României, Oltenia ɀ 'ÏÒÊȟ ÏÂÉÃÅÉÕÌ ÓÅ ÎÕÍÅĦÔÅ ȵ(ÏÍÁÎȱ ĦÉ ÅÓÔÅ ÿÎÓÏĪÉÔ ÄÅ ÄÏÕá 
ÃÝÎÔÅÃÅ ÃÅ ÁÐÁÒĪÉÎ ÕÎÏÒ ÓÔÒÁÔÕÒÉ ÅÖÏÌÕÔÉÖÅ ÄÉÆÅÒÉÔÅȟ ÁÍÂÅÌÅ ÁÖÝÎÄ ÓÃáÒÉ 
prepentatonice, dar cu structuri ritmico-melodice total diferite. În partea de 
sud a Transilvaniei, obiceiÕÌ Á ÆÏÓÔ ÓÅÍÎÁÌÁÔ ÓÕÂ ÄÅÎÕÍÉÒÅÁ ÄÅ ȵ0ÏÐÅÌÎÉÃȱȟ ÍÁÉ 
ÅØÁÃÔ ÿÎ ÚÏÎÁ /ÒáĦÔÉÅÉȟ ÁÖÝÎÄ Ï ÍÅÌÏÄÉÅ ÃÕ ÃÁÒÁÃÔÅÒ ÄÁÎÓÁÎÔȢ 4ÏÔ ÿÎ ÚÏÎÁ 
(ÕÎÅÄÏÁÒÅÉȟ %ÍÉÌÉÁ #ÏÍÉĦÅÌ Á ÓÅÍÎÁÌÁÔ ÐÒÅÚÅÎĪÁ ÕÎÕÉ ÃÝÎÔÅÃ ÃÕ ÃÁÒÁÃÔÅÒ ÌÉÒÉÃ 
3ÃÏÁÌáȟ ÂÁÄÅȟ ÄÉÎ ÃÕÌÃÕĦȟ ÄÉÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒȟ ÆáÒá Á ÓÐÅÃÉÆÉÃÁ ÄÅÎÕÍÉÒÅÁ ÌÕÉȢ 
#ÅÒÃÅÔáÔÏÒÕÌ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉ ÅÓÔÅ ÃÅÌ ÃÁÒÅ Á ÄÅÓÃÒÉÓ ÁÃÅÓÔ ÏÂÉÃÅÉ ÿÎ ÍÏÎÏÇÒÁÆÉÁ 
ÒÅÁÌÉÚÁÔá ÁÓÕÐÒÁ ÚÏÎÅÉ ĦÉ Á ÁÄÕÓ ÔÅÒÍiÎÏÌÏÇÉÁ ÓÐÅÃÉÆÉÃá ÌÏÃÕÌÕÉ ȵ! ÂÏÌÂÏÔÅÌÏÒȱȢ   

3ÉÎÔÅÔÉÚÝÎÄ ÉÎÆÏÒÍÁĪÉÉÌÅ ÁÓÕÐÒÁ ÚÏÎÅÌÏÒ ÄÅ ÐÒÏÖÅÎÉÅÎĪá ĦÉ Á ÔÒáÓáÔÕÒÉÌÏÒ 
ÍÕÚÉÃÁÌÅ ÁÌÅ ÃÝÎÔÅÃÅÌÏÒ ÃÅ ÿÎÓÏĪÅÁÕ ÏÂÉÃÅÉÕÌ ÁÄÕÎáÒÉÉ ÐÌÁÎÔÅÌÏÒ ÄÅ ÌÅÁÃ ĦÉ Á 
ÓÐáÌárii capului, acestea sunt: 

 

Regiunea Gorj, Oltenia /ÒáĦÔÉoara de 
Sus,  

Hunedoara  

§ÉÎÕÔÕÌ 
0áÄÕÒÅÎÉÌÏÒȟ 
Hunedoara 

Denumirea 
obiceiului 

Homan Popelnic Bolbote 

Caracteristicile 
melodiilor 

%ØÉÓÔá ÄÏÕá 
melodii diferite, 

ambele cu 
structuri 

prepentatonice, 
ritm recitativ sau 
parlando rubato, 
fiind înrudite cu 
ÈáÕÌÉÔÕÒÉÌÅȢ 

Melodia are 
caracter silabic, 

dansant, o 
ÓÔÒÕÃÔÕÒá ÄÅ ÔÒÅÉ 
rânduri melodice 
!"#ȟ ÃÕ ÃÁÄÅÎĪá 
ÆÒÉÇÉÃá ÐÅ 

treapta a II-a. 

Melodia 
ÁÐÁÒĪÉÎÅ ÓÔÉÌÕÌÕÉ 

vechi, ritm 
parlando-

rubato, forma 
!"#ȟ Ï ÍÅÌÏÄÉÃá 
ÃÒÏÍÁÔÉÚÁÔá ĦÉ 
ÃÁÄÅÎĪá ÆÉÎÁÌá 

pe treapta a II-a. 
 

Tab. 2. :ÏÎÅÌÅ ĦÉ ÄÅÎÕÍÉÒÉÌÅ ÃÝÎÔÅÃÅÌÏÒ 

CONCLUZII 

Obiceiul de Sântoader, al adunatului ierburilor de leac, este consemnat 
ÐÅ ÿÎÔÒÅÇ ÔÅÒÉÔÏÒÉÕÌ 2ÏÍÝÎÉÅÉȟ ÄÁÒ ÅÓÔÅ ÿÎÓÏĪÉÔ ÄÅ ÃÝÎÔÅÃ ÎÕÍÁÉ ÿÎ ÚÏÎÁ /ÌÔÅÎÉÅÉ 
ɉ(ÏÍÁÎɊ ĦÉ (ÕÎÅÄÏÁÒÅÉ ɀ :ÏÎÁ /ÒáĦÔÉoarei ÄÅ 3ÕÓ ɉ0ÏÐÅÌÎÉÃɊ ĦÉ §ÉÎÕÔÕÌÕÉ 
0áÄÕÒÅÎÉÌÏÒ ɉ"ÏÌÂÏÔÅɊȟ ÔÅÒÍÅÎ ÎÅÃÏÎÓÅÍÎÁÔ ÿÎ ÌÉÔÅÒÁÔÕÒÁ ÍÕÚÉÃÁÌáȢ $ÕÐá ÃÕÍ 
se poate observa din elementele analitice prezentate anterior, cele trei 
ÃÝÎÔÅÃÅ ÄÉÎ ÁÃÅÓÔÅ ÚÏÎÅ ÓÕÎÔ ÔÏÔÁÌ ÄÉÆÅÒÉÔÅ ÄÉÎ ÐÕÎÃÔ ÄÅ ÖÅÄÅÒÅ ÍÕÚÉÃÁÌ ĦÉ 
literar. 

0ÒÉÍÁ ÃÏÎÓÅÍÎÁÒÅ ÍÕÚÉÃÁÌá Á ÃÝÎÔÅÃÕÌÕÉ ÂÏÌÂÏÔÅÌÏÒ ÿÎ §ÉÎÕÔÕÌ 
0áÄÕÒÅÎÉÌÏÒ ÅÓÔÅ ÐÅ Ï ÍÅÌÏÄÉÅ ÄÅ ÃÝÎÔÅÃ ÐÒÏÐÒÉÕ-ÚÉÓȟ ÃÕÌÅÇÅÒÅ %ÍÉÌÉÁ #ÏÍÉĦÅÌȟ 
ÿÎ ÁÎÕÌ ΣΫΧΡȠ ÃÕ ÔÏÁÔÅ Ãáȟ ÿÎ ÃÕÒÓÕÌ ÄÅ Folclor muzical ÁÌ ÁÃÅÌÅÁĦÉ ÃÅÒÃÅÔáÔÏÁÒÅȟ 
ÇáÓÉÍ ÉÎÆÏÒÍÁĪÉÁ Ãá ÁÃÅÓÔ ÔÅØÔ ÓÅ ÃÝÎÔÁ ÿÎÁÉÎÔÅ ÐÅ ÍÅÌÏÄÉÁ ÃÝÎÔÅÃÕÌÕÉ ÒÉÔÕÁÌ ÄÅ 
ÍÉÒÅÁÓáȟ ÎÕ ÁÍ ÇáÓÉÍ ÎÉÃÉÏ ÖÁÒÉÁÎÔá ÍÅÌÏÄÉÃá ÃÁÒÅ Óá ÃÅÒÔÉÆÉÃÅ ÁÃÅÓÔ ÆÁÐÔȢ $ÕÐá 
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ÁÐÒÏÁÐÅ ΩΡ ÄÅ ÁÎÉȟ ÿÎ ÃÅÒÃÅÔÁÒÅÁ ÎÏÁÓÔÒá ÒÅÁÌÉÚÁÔá ÿÎ ÚÏÎáȟ ÁÍ ÿÎÔÝÌÎÉÔ ÁÃÅÅÁĦÉ 
ÉÎÆÏÒÍÁÔÏÁÒÅȟ ÐÅ #ÏÓÁÎÁ 6ÉÎÃÁȟ ÃÕ Ï ÖÏÃÅ ĦÉ ÍÅÍÏÒÉÅ ÄÅ ÅØÃÅÐĪÉÅȟ ĦÉ ÁÍ 
ÿÎÒÅÇÉÓÔÒÁÔ ÁÃÅÅÁĦÉ ÖÁÒÉÁÎÔá ÍÅÌÏÄÉÃáȟ ÃÕ ÆÏÁÒÔÅ ÍÉÃÉ ÄÉÆÅÒÅÎĪÅ ÏÒÎÁÍÅÎÔÁÌÅȟ 
ÄÁÒ ÃÕ Ï ÖÁÒÉÁÎÔá ÃÏÍÐÌÅÔá ÄÅ ÔÅØÔ ÌÉÔÅÒÁÒȢ $ÁÔÏÒÉÔá ÅØÉÓÔÅÎĪÅÉ ÕÎÅÉ ÓÉÎÇÕÒÅ 
variante melodice cu alt text literar în ambele campanii de cercetare în teren 
ɉ#ÏÍÉĦÅÌ ĦÉ "ÏÃĦÁȾ3ÔÁÎɊȟ ÃÏÎÓÉÄÅÒáÍ ÕÎÉÃá ÁÓÏÃÉÅÒÅÁ ÔÅØÔÕÌÕÉ ÂÏÌÂÏÔÅÌÏÒ ÃÕ 
ÁÃÅÁÓÔá ÍÅÌÏÄÉÅȢ .Õ ÁÍ ÉÄÅÎÔÉÆÉÃÁÔ ÎÉÃÉÏ ÖÁÒÉÁÎÔá ÍÅÌÏÄÉÃá ÓÁÕ ÌÉÔÅÒÁÒá ÿÎ 
cercetarea în teren a lui Béla Bartók.  

_Î ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÐÒÁÃÔÉÃÁÒÅÁ ÁÃÅÓÔÕÉ ÏÂÉÃÅÉ ÿÎ §ÉÎÕÔÕÌ 0áÄÕÒÅÎÉÌÏÒȟ 
(ÕÎÅÄÏÁÒÁȟ ÉÍÐÌÉÃÉÔ ÁÌ ÃÝÎÔÅÃÕÌÕÉȟ ÃÅÒÃÅÔáÔÏÒÕÌ 2ÕÓÁÌÉÎ )ĦÆáÎÏÎÉ ÓÅÍÎÁÌÁȟ ÿÎ 
ÉÎÔÅÒÖÉÕÌ ÁÃÏÒÄÁÔȟ ÆÁÐÔÕÌ Ãáȟ ÿÎ ÔÉÎÅÒÅĪÉÌÅ ÄÕÍÎÅÁÌÕÉȟ ÁÃÕÍ ΨΡ-70 de ani, acest 
ÏÂÉÃÅÉ ȵÁÌ ÂÏÌÂÏÔÅÌÏÒȱ ÅÒÁ ÆÏÁÒÔÅ ÿÎÄÒáÇÉÔ ÄÅ ÃáÔÒÅ ÔÉÎÅÒÉȟ ÁĦÔÅÐÔÁÔ ÃÕ 
ÎÅÒáÂÄÁÒÅȟ ÍÁÉ ÁÌÅÓ Ãá ÓÅ ÐÒÁÃÔÉÃÁ ÄÏÁÒ Ï ÓÉÎÇÕÒá ÄÁÔá ÐÅ ÁÎȢ _ÎÔÒÅÂÝÎÄÕ-l 
ÄÅÓÐÒÅ ÖÅÃÈÉÍÅÁ ÁÃÅÓÔÕÉÁȟ Á ÐÁÒÁÆÒÁÚÁÔ ÆÅÍÅÉÌÅ ÄÉÎ 0áÄÕÒÅÎÉȟ ÓÐÕÎÝÎÄȡ ȵ!ĦÁ 
ÁÍ ÐÏÍÅÎÉÔȦȱ _Î ÐÒÅÚÅÎÔȟ ÄÉÎ ÃÅÒÃÅÔáÒÉÌÅ ÎÏÁÓÔÒÅ ÒÅÁÌÉÚÁÔÅ ÿÎ ÚÏÎáȟ ÁÍ 
ÉÄÅÎÔÉÆÉÃÁÔ ÆÁÐÔÕÌ Ãá ÁÃÅÓÔ ÏÂÉÃÅÉȟ ÒÅÓÐÅÃÔÉÖ ÁÃÅÓÔ ÃÝÎÔÅÃȟ ÅÓÔÅ ÐáÓÔÒÁÔ ÄÏÁÒ ÿÎ 
memoria vârstnicilor. 
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SUMMARY 

The article offers a general look at the fund of musical manuscripts and 
folklore transcriptions of Ecaterina Lebedeva, 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 documentary source 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 1920ɀ1930. The Lebedeva fund demonstrates the 
viability of Romanianness in a hostile cultural environment. 

REZUMAT 

!ÒÔÉÃÏÌÕÌ ÐÒÏÐÕÎÅ Ï ÐÒÉÖÉÒÅ ÇÅÎÅÒÁÌá ÁÓÕÐÒÁ ÆÏÎÄÕÌÕÉ ÄÅ ÍÁÎÕÓÃÒÉÓÅ 
ÍÕÚÉÃÁÌÅȟ ÔÒÁÎÓÃÒÉÅÒÉ ÄÅ ÆÏÌÃÌÏÒ ÁÌÅ %ÃÁÔÅÒÉÎÅÉ ,ÅÂÅÄÅÖÁȟ ÃÅÒÃÅÔáÔÏÁÒÅ 
ÍÏÓÃÏÖÉÔá ÃÅ Á ÁÃÔÉÖÁÔ ÿÎÔÒÅ ÁÎÉÉ ΧίΨΨ-1935 în stânga Nistrului. Autorii au 
ÉÄÅÎÔÉÆÉÃÁÔ ÒÅÃÅÎÔ ÁÃÅÓÔ ÆÏÎÄȟ ÿÎ ÃÏÌÅÃĪÉÉÌÅ -ÕÚÅÕÌÕÉ .ÁĪÉÏÎÁÌ ÁÌ -ÕÚÉÃÉÉ 
ÄÉÎ 2ÕÓÉÁȟ ÃÅ Á ÏÆÅÒÉÔ ÁÃÃÅÓÕÌ ÏÎÌÉÎÅ ÌÁ ÁÃÅÁÓÔá ÃÅÁ ÍÁÉ ÖÅÃÈÅ ÓÕÒÓá 
ÄÏÃÕÍÅÎÔÁÒá ÄÅ ÁÃÅÓÔ ÆÅÌȟ ÃÕ ÒÅÆÅÒÉÒÅ ÌÁ ÒÅÇÉÕÎÅÁ ÓÔÕÄÉÁÔáȢ -ÁÔÅÒÉÁÌÕÌ 
ÁÎÁÌÉÚÁÔ ÅÓÔÅ ÐÒÅÚÅÎÔÁÔ ÿÎ ÃÏÎÔÅØÔÕÌ ÍÁÉ ÌÁÒÇ ÁÌ ÔÅÎÄÉÎĪÅÌÏÒ ĦÉ ÐÒÏÃÅÓÅÌÏÒ 
de colectÁÒÅ ĦÉ ÐÕÂÌÉÃÁÒÅ Á ÆÏÌÃÌÏÒÕÌÕÉȟ ÓÐÅÃÉÆÉÃÅ ÁÎÉÌÏÒ ΧίΨΦ-1930. Fondul 
,ÅÂÅÄÅÖÁ ÄÅÍÏÎÓÔÒÅÁÚá ÖÉÁÂÉÌÉÔÁÔÅÁ ÒÏÍÝÎÉÔáĪÉÉȟ ÿÎÔÒ-un mediu cultural 
ostil.    
 
 



60        ETHNOMOUSIKOLOGION   nr. 2 (1/2023)  
 

Keywords 
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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 regionɂPavel Chioru, Culai Neniu, Nichita 3ÍÏÃÈÉÎáȟ ÁÎÄ ÏÔÈÅÒÓɂ
as well as by teachers, students, pupils, and journalists. At first, the process 
×ÁÓ ÓÐÏÎÔÁÎÅÏÕÓȟ ÅÖÅÎ ×ÉÔÈ Á ȰÍÁÓÓȱ character, with popular works being 
publishedɂfollowing appeals to the general publicɂnot only in collections 
but also in the press of the time. According to the progressive socio-cultural 
orientations of the time, both the value of popular creation as being 
ÒÅÐÒÅÓÅÎÔÁÔÉÖÅ ÏÆ Á ÐÅÏÐÌÅȭÓ ÃÕÌÔÕÒÅ ÁÎÄ ÔÈÅ ÉÍÐÏÒÔÁÎÃÅ ÏÆ ÃÏÌÌÅÃÔÉÎÇ ÁÎÄ 
publishing texts and songs were recognized and promoted. We remind you 
that after 1792, this region 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 city of Balta. 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 power, which 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, 
,ÅÂÅÄÅÖÁȟ ΣΫΥΧɊȟ ×ÒÉÔÔÅÎ ÂÙ ÔÈÅ ÅÄÉÔÏÒ ÏÆ ÔÈÅ ÅÄÉÔÉÏÎȟ 3Ȣ 3ÏÌÏÖÉÏÖÁȡ Ȱ-ÏÌdovan 
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 subjugated life. (...) Some songs show us the characteristic 
picture of barbaric exploitation, which the peasant masses suffered under the 
ÔÓÁÒÉÓÔ ÁÎÄ ÃÁÐÉÔÁÌÉÓÔ ÒÅÇÉÍÅȢȱ ɉ.ÅÎÉÕȟ ,ÅÂÅÄÅÖÁȟ ΣΫΥΧȡΥɀ4). This fact would 
also be an explanation for the statement of a group of Bessarabian 
researchers, about the collection of folklore in Transnistria, with reference to 
ÔÈÅ ÓÅÃÏÎÄ ÈÁÌÆ ÏÆ ÔÈÅ ÔÈÉÒÄ ÄÅÃÁÄÅ ÏÆ ÔÈÅ ΤΡÔÈ ÃÅÎÔÕÒÙȟ ÔÈÁÔ ȰͼÉÔ ÉÓ ÁÎÁÅÍÉÃȟ 
being part of the construction of the new culture, socialist-ideologically 
ÉÎÄÏÃÔÒÉÎÁÔÅÄ ÃÕÌÔÕÒÅ ɉȰÓÏÃÉÁÌÉÓÔ ÂÙ ÃÏÎÔÅÎÔȱɊ ÁÎÄ ÈÅÌÄ ÉÎ ÔÈÅ ÈÁÒÄ ÒÅÉÎÓ ÏÆ 
Leninist-3ÔÁÌÉÎÉÓÔ ÄÏÇÍÁÔÉÓÍȱ ɉ(ÝÎÃÕȟ "ÏÓÔÁÎȟ #ÉÒÉÍÐÅÉȟ ΣΫΫΣȡΣΤΥɊȢ 

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. 
3ÅÒÇÈÉÅÖÓËÉ ÆÒÏÍ ÔÈÅ 3ÔÁÔÅ 5ÎÉÖÅÒÓÉÔÙ Ȱ-Ȣ ,ÏÍÏÎÏÓÏÖȱ ÆÒÏÍ -ÏÓÃÏ× ÁÎÄ 0Ȣ 
3ÖÅÓÈÎÉËÏÖ ÆÒÏÍ ÔÈÅ -ÕÓÅÕÍ ÏÆ ÔÈÅ 0ÅÏÐÌÅÓ ÏÆ ÔÈÅ 5332 ɉ'ÈÉÌÁĦȟ ΤΡΡΫȡΦΧɊȢ 
Researcher Ecaterina Lebedeva, 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 (1932ɀ1937), to the 
,ÁÔÉÎ ÁÌÐÈÁÂÅÔ ÁÓ ÐÁÒÔ ÏÆ ÔÈÅ ȰÌÁÔÉÎÉÚÁÔÉÏÎȱ ÍÏÖÅÍÅÎÔ ÏÆ ×ÒÉÔÉÎÇ ÉÎ ÔÈÅ ÐÅÏÐÌÅÓ 
incorporated in the USSR. 

"ÅÉÎÇ ÁÌÌÏ×ÅÄ ÁÔ ÔÈÅ ÉÎÉÔÉÁÌ ÓÔÁÇÅȟ ÁÓ ȰÁÎ ÅÎÏÒÍÏÕÓ ÖÉÃÔÏÒÙ ÏÆ ÔÈÅ 
,ÅÎÉÎÉÓÔ ÎÁÔÉÏÎÁÌ ÐÏÌÉÃÙȱȟ ×ÈÉÃÈȟ ȰÐÒÅÓÅÒÖÉÎÇ ÔÈÅ ÕÎÉÔÙ ÏÆ ÔÈÅ ×ÒÉÔÉÎÇ ÏÆ ÔÈÅ 
Moldovan workers who live on both banks of the Dniester, will strengthen the 
revolutionary influence in BessaraÂÉÁȱɉ.ÅÇÒÕȟ ΤΡΡΣȡΣΩΨɊȟ ÔÈÅ ÔÒÁÎÓÉÔÉÏÎ ÔÏ ÔÈÅ 
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 Nichita 3ÍÏÃÈÉÎá ÁÎÄȟ ÌÁÔÅÒ, of Petre ¥ÔÅÆáÎÕÃáɊȢ 
In this context, the appearance in Latin script of the collection of folklore texts 
by Culai Neniu and Ecaterina Lebedeva in 1935 constituted a significant cultural 
event. 

Regarding the collection of folklore in the interwar period, the 
ÒÅÓÅÁÒÃÈÅÒ 6ÉÃÔÏÒ 'ÈÉÌÁĦ ÎÏÔÅÓ ÔÈÅ ȰÍÅÔÈÏÄÏÌÏÇÉÃÁÌ ÕÎÃÅÒÔÁÉÎÔÙ ÉÎ ÔÈÅ 
ÃÏÌÌÅÃÔÉÏÎ ÁÎÄ ÎÏÔÁÔÉÏÎ ÏÆ ÍÅÌÏÄÉÅÓȱ ɉ'ÈÉÌÁĦȟ ΤΡΡΫȡΧΧɊȟ ×ÈÉÃÈ ÅØÐÌÁÉÎÓ ÔÈÅ 
predominance of the practical objectives of editing and promoting folklore, 
through collections, of the collected material. Thus, in two of the four folklore 
collections that I had at my disposal for research, compiled by E. Lebedeva and 
published in the first half of the 20th century, (Neniu, Lebedeva, 1935; 
,ÅÂÅÄÅÖÁȟ ΣΫΧΣɊȟ ÔÈÅ ÍÁÔÅÒÉÁÌÓ ÁÒÅ ÏÒÇÁÎÉÓÅÄ ÂÁÓÅÄ ÏÎ ȰÉÄÅÎÔÉÔÙ ÃÁÒÄÓȱȟ ×ÈÉÌÅ 
ÉÎ ÔÈÅ ÏÔÈÅÒ Ô×Ï ɉ+ÏÒÃÉÎÓËÉȟ ΣΫΥΩȠ 'ÈÅÒĦÆÅÌÄȟ ΣΫΦΡɊȟ ÔÈÅÙ ÁÒÅ ÎÏÔȢ 

ECATERINA LEBEDEVA ɀ A QUASI-UNKNOWN NAME OF BASSARAB 
ETHNOMUSICOLOGY 

We currently know very little about the researcher Ecaterina 
Lebedeva (1864-1955). Some data extracted from archival materials in 
Moscow brought new information in this regard: she was originally from 
Kamenets-Podolsk, Ukraine, graduated in 1908 from the École normale 
supérieure in Paris, according to the diploma kept at the Russian National 
-ÕÓÅÕÍ ÏÆ -ÕÓÉÃ ÉÎ -ÏÓÃÏ× ɉ˝̏̒̒̉̊̒̋̉̊ ̗̝̜̎́̉̏̎́̌̎̊ ̍̔̈̆̊ ̜̍̔̈̋̉Ɋ 
ÆÕÎÄ ˡ-162-259. As a representative of the Russian folklore school, she was a 
collaborator of the Ethnographic Section of the State Institute of Musical 
Science in Moscow (ː ̜̏̒̔̅́̑̒̓̃̆̎̎̊ ˕̎̒̓̉̓̔̓ ˙̜̝̔̈̋́̌̎̏̊ ˚́̔̋̉ȟ 
ː˕˙˚) and followed the methodological principles promoted by this 



62        ETHNOMOUSIKOLOGION   nr. 2 (1/2023)  
 

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 three directions: a) folklore collection expeditions; b) scientific, 
ÒÅÓÅÁÒÃÈȠ ÃɊ ÐÒÏÐÁÇÁÔÉÏÎȟ ÔÈÒÏÕÇÈ ÔÈÅ ÐÅÒÆÏÒÍÁÎÃÅ ÉÎ ÃÏÎÃÅÒÔÓȡ Ȱ4ÈÅ ÁÃÔÉÖÉÔÙ 
ÏÆ ÔÈÅ %ÔÈÎÏÇÒÁÐÈÉÃ 3ÅÃÔÉÏÎ ÏÆ )3¥- ɉΣΫΤΣ-1931) developed in the best 
traditions of pre-revolutionary science, based 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: 
ÃÏÌÌÅÃÔÉÏÎ ÉÎ ÅØÐÅÄÉÔÉÏÎÓȟ ÓÃÉÅÎÔÉÆÉÃ ÒÅÓÅÁÒÃÈ ÁÎÄ ÃÏÎÃÅÒÔ ÐÅÒÆÏÒÍÁÎÃÅȢȱ 
(Smirnov, 2019:132).  

$ÕÒÉÎÇ ÔÈÅ ΣΫΤΡÓȟ ÔÈÅ ÓÅÃÔÉÏÎȭÓ ÁÃÔÉÖÉÔÉÅÓ ×ÅÒÅ ÆÒÕÉÔÆÕÌȟ ÆÏÃÕÓÉÎÇȟ ÉÎ 
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 this context, 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 appeared (Lebedeva, 
1951). 

On the other hand, D. Smirnov mentions in the same article another 
less well-known 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 personal funds on 
ÅØÐÅÄÉÔÉÏÎÓȢ 4ÈÅ ÁÕÔÈÏÒ ÅØÐÌÁÉÎÓ ÔÈÉÓ ȰÆÁÌÌ ÆÒÏÍ ÇÒÁÃÅȱ ÂÙ ÔÈÅ ÆÁÃÔ ÔÈÁÔ ÔÈÅ 
Soviet power had come to the conclusion that the oral tradition (both poetic 
and musical) was outside its sphere of influence - folklore could not be 
controlled or censored, 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 
ÖÁÌÕÅȟ ÁÓ ÁÎ ȰÏÂÊÅÃÔ ÏÆ ÄÕÂÉÏÕÓ ÖÁÌÕÅ ÁÎÄ ÅÖÅÎ ÈÁÒÍful, as a reflection of a life 
ɉȢȢȢɊ ÌÅÆÔ ÉÎ ÔÈÅ ÐÁÓÔȱ ɉÑÕÏÔÅÄ ÆÒÏÍ Á ÄÏÃÕÍÅÎÔ ËÅÐÔ ÉÎ ÔÈÅ ÁÆÏÒÅÍÅÎÔÉÏÎÅÄ 
museum, Smirnov, 2019:135). This situation, certainly, also had repercussions 
in the cultural policies of the time, in the RASSM ɀ let us just mention the 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 
ÄÏÃÕÍÅÎÔȟ ËÅÐÔ ÉÎ ÔÈÅ ÁÕÔÈÏÒȭÓ ÆÕÎÄȟ ÁÔ ÔÈÅ ÓÁÍÅ ÍÕÓÅÕÍȟ ÅÎÔÉÔÌÅÄ Ȱ,ÉÓÔ ÏÆ 
Moldovan songs, notated by E. Lebedeva, which were accepted for 
ÐÕÂÌÉÃÁÔÉÏÎ ÂÙ ÔÈÅ 5ÎÉÏÎ ÏÆ -ÏÌÄÁÖÉÁÎ #ÏÍÐÏÓÅÒÓȱ ɉ,ÅÂÅÄÅÖÁ &ÕÎÄȟ ˡ-162-
ΣΩΨȠ ːˣ˙˙˗ ˗˜-4720). 
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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 ɀ a collection of musical folklore (Lebedeva, 1951). Both are 
currently bibliographic rarities. 

Moldovan folk songs (Neniu, Lebedeva, 1935) are one of the earliest 
collections of folklore texts (in Latin script) from this region. The second 
composer is Culai Neniu (1905-1939), a well-known folklorist, musician, music 
and singing teacher at the pedagogical school in the town of Balta, where he 
led several artistic collectives from the school, the student choir and the string 
orchestra. In the years 1930-1937 C. Neniu worked at the Moldovan Scientific 
Committee as an ethnographer-folklorist, 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) shepherd songs; 8) sale of people; 9) songs of 
longing and mourning; 10) the slave status of the woman in the past; 11) 
loneliness; 12) anti-religious songs; 13) joke songs; 14) various songs. The 
authors noted the year of collection, the locality, and the names of the 
ÉÎÆÏÒÍÁÎÔÓȢ ΤΦ ÌÏÃÁÌÉÔÉÅÓ ÁÒÅ ÔÁÒÇÅÔÅÄȡ ÔÈÅ ÖÉÌÌÁÇÅÓ ÏÆ 4ÁĦÌÝÃȟ -áÌáÉÅÓÔÉȟ 
-áÌáÉÅÓÔÉÉ 6ÅÃÈÉȟ 3ÐÅÉÁȟ "ÕÔÏÒȟ $ÅÌÁÃáÕ ɉ'ÒÉÇÏÒÉÏÐÏÌ ÄÉÓÔÒÉÃÔɊȠ )ÁÇÏÒÌÝÃȟ -ÁÈÁÌÁȟ 
$ÏÒÏĪÃÁÉÁȟ #ÏĦÎÉĪÁȟ 0ÝÒÝÔÁȟ §ÉÂÕÌáÕÃÁ ɉ$ÕÂáÓÁÒÉ ÄÉÓÔÒÉÃÔɊȠ ,ÉÐÅĪÃȟ 'ÈÉÄÉÒÉÍ 
/ÆÁÔÉÎĪÉȟ -ÏÌÏÃÈÉĦÕÌ -ÁÒÅ ɉ2ÝÂÎÉĪÁ ÄÉÓÔÒÉÃÔɊȠ 'ÒÕĦÃÁȟ 0ÏÄÏÉÍÁ ɉ#ÁÍÅÎÃÁ 
ÄÉÓÔÒÉÃÔɊȠ ÁÎÄ ÔÈÅ ÃÉÔÉÅÓ ÏÆ 'ÒÉÇÏÒÉÏÐÏÌȟ 3ÌÏÂÏÚÉÁȟ 4ÉÒÁÓÐÏÌȟ "ÁÌÔÁȟ $ÕÂáÓÁÒÉȟ ÁÎÄ 
Camenca. There are also some texts noted on the right side of the Dniester 
×ÉÔÈ ÔÈÅ ÉÎÄÉÃÁÔÉÏÎ Ȱ"ÅÓÓÁÒÁÂÉÁȱȡ Plânge-Íá maica cu ÄÏÒȟ 4ÕÒÔÕÒÉÃáȟ ÔÕÒÔÕÒÅÁȟ 
Arde-o focul, Ciocârlie, Jalea femeii maritate, etc. 

Although it was criticized immediately after its appearance by N. 
3ÍÏÃÈÉÎáȟ ÆÏÒ ÔÈÅ ÆÏÌËÌÏÒÉÃ ÔÅØÔÓ ȰÏÆÔÅÎ ÆÏÒÃÅÄ ÁÎÄ ÌÁÃËÉÎÇ ÉÎ ÖÁÒÉÁÔÉÏÎȟ ÂÅÉÎÇ 
ÐÒÏÃÅÓÓÅÄ ÁÎÄ ÁÄÄÅÄ ÂÏÔÈ ÉÎ ÆÏÒÍ ÁÎÄ ÓÕÂÓÔÁÎÃÅȱ ÁÎÄ ÆÏÒ ÔÈÅ ÁÂÓÅÎÃÅ ÏÆ 
ÓÏÍÅ ȰÐÅÒÓÅÃÕÔÅÄȱ ÓÐÅÃÉÅÓ ÓÕÃÈ ÁÓ ÃÏÌÉÎÄÁȟ ÕÒáÔÕÒÁȟ ÂÏÃÅÔÕÌ, wedding songs 
ɉÑÕÏÔÅÄ ÁÆÔÅÒ "áÉÅĦÕȟ ΤΡΡΪȡΦΫɊ ÎÅÖÅÒÔÈÅÌÅÓÓȟ ×Å ÍÕÓÔ ÔÁËÅ ÉÎÔÏ ÁÃÃÏÕÎÔ ÔÈÁÔ 
this collection is the only one published in Latin script in MASSR, which was a 
special cultural event at that time. Already in the post-war period, the 
ÃÏÌÌÅÃÔÉÏÎ ÉÓ ÁÐÐÒÅÃÉÁÔÅÄ ÁÓ ȰÉÎÃÒÅÄÉÂÌÅ ÂÏÔÈ ÉÎ ÉÔÓ ÍÁÔÅÒÉÁÌ ÁÎÄ ÉÎ ÔÈÅ ×ÁÙ ÉÔ ÉÓ 
ÒÅÐÒÏÄÕÃÅÄ ÁÎÄ ÐÒÅÓÅÎÔÅÄ ÔÏ ÔÈÅ ÒÅÁÄÅÒȱ ɉ'ÁĪÁÃȟ ΣΫΨΧȡΨΧɊȢ !Ô ÔÈÅ ÓÁÍÅ ÔÉÍÅȟ 
it is also valuable for the impressive volume of the over 150 texts that it 
contains. Today, 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 
×ÏÕÌÄ ÉÎÄÅÅÄ ÈÁÖÅ ÓÕÐÐÏÒÔÅÄ ÓÏÍÅ ÁÄÁÐÔÁÔÉÏÎÓ ÔÈÁÔ .Ȣ 3ÍÏÃÈÉÎá ×ÁÓ ÔÁÌËÉÎÇ 
about. Thus, we find here a whole series of literary themes that we can also 
find in the repertoire of contemporary musical folklore, being recorded by us 
during personal expeditions in the field: the theme of recruitment, of young 
lads leaving for the army - Plânge-Íáȟ ÍÁÉÃáȟ ÃÕ ÄÏÒ; 3ÃÏÁÌáȟ ÍÁÉÃáȟ ÎÕ ÄÏÒÍÉ; 
the theme of estrangement ɀ &ÒÕÎÚÉĦÏÁÒá ÄÅ ÐÅÌÉÎ, FrunÚÕÌÉĪá ÌÏÚÉÏÁÒá (La 
.ÉÓÔÒÕȟ ÌÁ ÍáÒÇÉÏÁÒá version); the fate theme ɀ 2áÓÁÉȟ ÌÕÎáȟ ÄÅ ÃÕ ÓÅÁÒá, .Õ Íá 
ÄÁȟ ÍáÉÃÕĪá; the theme of love ɀ Fa, Ileana, duduleana and many others that 
are in use and are still well known in the area. In particular, we would like to 
ÍÅÎÔÉÏÎ ÆÏÌËÌÏÒÉÚÅÄ ÆÒÁÇÍÅÎÔÓ ÆÒÏÍ -ÉÈÁÉ %ÍÉÎÅÓÃÕȭÓ ÖÅÒÓÅ Codrule, 
ÃÏÄÒÕĪÕÌÅ, ȰÃÏÍÐÌÅÔÅÄȱ ÁÓ Á ÍÁÔÔÅÒ ÏÆ ÃÏÕÒÓÅ ÂÙ ÔÈÅ ÁÎÏÎÙÍÏÕÓ ÁÕÔÈÏÒ ɀ 
Cântec haiducesc, (attributed to the theme of outlawry): #ÏÄÒÕÌÅȟ ÃÏÄÒÕĪÕÌÅȟȾ 
Ce mai ÆÁÃÉȟ ÄÒáÇÕĪÕÌÅȦ Ⱦ _Î ÔÉÎÅ-am intrat  copil / Dar acuma sânt ÂáÔÒÝÎ, as well 
as an entire stanza from this verse, with the subtitle given in brackets: doina, 
in the compartment songs of longing and mourning. The group of war songs, 
which have as their theme the First World War ɀ .ÅÃÕÌÁÉȟ ÔÕȟ ÿÍÐáÒÁÔÅ (titled 
Imperialist war and recruits), &ÒÕÎÚÉĦÏÁÒÁ ÄÅ 3ÕÓÁÉ (titled Year of 1916), La priom 
ÌÁ 6ÏÒÏÎÃáÕ etc., are also found in other collections.  

)Ô ÉÓ ÁÌÓÏ ×ÏÒÔÈ ÍÅÎÔÉÏÎÉÎÇ ÔÈÅ ȰÔÒÉÂÕÔÅȱ ÐÁÉÄ ÔÏ 3ÏÖÉÅÔ ÉÄÅÏÌÏÇÙ ÂÙ ÔÈÅ 
authors, through the inclusion of some composed texts, with the themes of 
ÔÈÅ ÔÓÁÒÉÓÔ ÔÁØȟ ÔÈÅ ȰÉÍÐÒÉÓÏÎÍÅÎÔȱ ÏÆ ÔÈÅ ÂÏÙÁÒÓȟ ÁÂÏÕÔ ÐÉÏÎÅÅÒÓ ɉÕÎÄÅÒ ÔÈÅ 
heading New Songs, the text (ÁÉ ÂáÉÅĪÉ, which is clearly unrelated to folk 
poetry, etc.). 

The second collection published in Moscow under the care of E. 
Lebedeva ɀ Moldavian folk songs (̇ ̏̌̅́̃̒̋̉̆ ̜̎́̑̏̅̎̆ ̐̆̒̎̉) Lebedeva, 
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 
ÏÕÔȟ Ȱ) ÒÅcorded old folk songs, which reflect the life of the Moldavian people 
ÆÒÏÍ ÔÈÅ ÐÅÒÉÏÄ ÂÅÆÏÒÅ ÔÈÅ ÒÅÖÏÌÕÔÉÏÎȱ ɉ,ÅÂÅÄÅÖÁȟ ΣΫΧΣȡΤ ɊȢ )Î ÔÈÅ ÁÕÔÈÏÒȭÓ 
×ÏÒÄÓȟ ÓÈÅ ÇÉÖÅÓ ÄÅÔÁÉÌÓ ÁÂÏÕÔ ÔÈÅ ÃÏÌÌÅÃÔÉÏÎ ÐÒÏÃÅÓÓȟ ÎÏÔÉÎÇȡ Ȱ4ÈÅ ÒÅÃÏÒÄÉÎÇ 
of the songs was done by listening to folk singers, teachers, children, etc. I 
happened to write the song on the hill, during work, on the street, in the family 
eveninÇÓȟ ÁÔ ÈÏÌÉÄÁÙÓȱ ɉ,ÅÂÅÄÅÖÁȟ ΣΫΧΣȡΤɊȢ !ÌÔÈÏÕÇÈ Á ÌÁÒÇÅÒ ÎÕÍÂÅÒ ÏÆ ÓÏÎÇÓ 
were recorded as a result of the expeditions, the presented collection includes 
ÏÎÌÙ ΤΧȟ Á ÆÁÃÔ ÃÏÎÆÅÓÓÅÄ ÂÙ ÔÈÅ ÁÕÔÈÏÒȡ Ȱ4ÈÅ ÐÒÅÓÅÎÔ ÃÏÌÌÅÃÔÉÏÎ ÉÎÃÌÕÄÅÓ ÏÎÌÙ 
a part of my recordings. Most of these songs were communicated to me in 
1922 and 1923 by two good singers, excellent experts of folk music ɀ A. A. 
Zagardan (who was then 40-ΦΧ ÙÅÁÒÓ ÏÌÄɊ ÁÎÄ 6Ȣ )Ȣ ¥ÕÔÁÃȟ ÁÇÅÄ ΩΡȢ &ÒÏÍ ÔÈÅ 
first I wrote mainly lyrical songs, and from the second - ÈÉÓÔÏÒÉÃÁÌ ÏÎÅÓȱȢ 
(Lebedeva, 1951:2). It is important to mention the presence, at the end of the 
collection, of a chart, in which the year of collection, the locality, and the name 
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of the informant are indicated. The edition is bilingual - Romanian-Russian, 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 and patterns 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 jokes and love (songs 2 - ΣΦɊȢ 4ÈÅ ȰÉÄÅÏÌÏÇÉÃÁÌ 
ÔÒÉÂÕÔÅȱ ÉÓ ÔÈÅ ÆÉÒÓÔ Ô×Ï ÓÏÎÇÓȟ ÈÁÖÉÎÇ Á ×ÏÒËÉÎÇ ÔÈÅÍÅȟ ÁÎÄȟ ÍÏÓÔ ÌÉËÅÌÙȟ ÁÎ 
ÁÕÔÈÏÒ ÓÏÕÒÃÅȟ ÂÅÉÎÇ ɉÁÃÃÏÒÄÉÎÇ ÔÏ ÔÈÅ ÁÕÔÈÏÒȭÓ ÉÎÄÉÃÁÔÉÏÎÓɊ ÃÏÌÌÅÃÔÅÄ ÆÒÏÍ 
ÃÈÉÌÄÒÅÎ ÁÎÄ ÔÈÅ ÐÉÏÎÅÅÒ ÌÅÁÄÅÒȟ ÐÒÏÂÁÂÌÙ ÁÔ Á ÃÈÉÌÄÒÅÎȭÓ camp. Quite 
numerous are the songs of fate, of alienation (nos. 15-20). The text of the song 
entitled Song about the Turkish Slavery (Cântecul despre robia ÔÕÒÃÅÁÓÃáɊ shows 
a combination of motifs of recruitment and alienation and those about Turkish 
slavery: Foaie verde de-un mohor,/ Plânge-Íáȟ ÍÁÉÃáȟ ÃÕ ÄÏÒȾ #á ĪÉ-am fost doar 
ÓÃÕÍÐ ÆÅÃÉÏÒȾ §É-ÁÍ ÓÃÏÓ ÂÏÉÉ ÄÉÎ ÏÃÏÌ ɉȢȢȢɊ .ÉÃÉ Ï ÂÒÁÚÄá Î-ÁÍ ÂÒáÚÄÁÔȾ 4ÕÒÃÉÉ Í-au 
înconjurat/ În robie m-ÁÕ ÌÕÁÔȾ ¥É ÿÓȟ ÍÁÉÃá-ÎÓÔÒáÉÎÁÔȢ 

A special place is given to the theme of outlaws (no. 21, 22) - in 
particular, the texts contain references to the outlaws Boghean, Stoian and 
Bergan - local versions of the subject Radu mamei, also 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, 
ÉÔ ×ÁÓ ÁÂÏÕÔ ÆÉÇÈÔÉÎÇ ÁÇÁÉÎÓÔ ÔÈÅ ȰÅÖÉÌ ÆÏÅÓȱȟ ×ÈÏÓÅ ÒÏÌÅ ×ÁÓ ÐÌayed by the 
enemies - the landlords. 

The last songs inserted in the collection are attributed to the traditional 
epic song (ballad) ɀ Mare-i iarmaroc la Prut (the Sold Wife motive); ,ÝÎÇá ÍÁÌÕÌ 
$ÕÎáÒÉÉ ɉ¥áÎÄÒÕÌÅÁÓÁɊ and Plevna, having as its theme 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 in the Soviet 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 Ecaterina 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 started digital 
scanning and placing this collection online. Even at first analysis, I 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, currently contains 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 translation 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 separately, 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 directions - historical, sociological, 
linguistic, and, above all, musical. In 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 the song 0ÌÝÎÇÅĪÉȟ 
ÏÃÈÉȟ ĦÉ ÌáÃÒáÍÁĪÉ recorded in two versions, in 1927, in the city of Grigoriopol, E. 
Lebedeva notes: " ˔́̐̉̒́̎ ̍̏̉̍ ̗̏̓̏̍ ̃ ΣΪΩΤ ̄Ȣȟ ̄Ȣ ˎ̝̗̜̆̌ " (noted by my 
father in 1872, in the city of Balti). Thus, the very brief biographical data we 
know about the Russian ethnomusicologist is 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 Tiraspol, Slobozia, 
'ÒÉÇÏÒÉÏÐÏÌȟ ÔÈÅ ÖÉÌÌÁÇÅ ÏÆ "ÕÔÏÒȟ 'ÒÉÇÏÒÉÏÐÏÌȟ ÔÈÅ ÖÉÌÌÁÇÅ ÏÆ "ÕÒÈÁÒÄȟ $ÕÂáÓÁÒÉȢ 
Some names of the informants also appear in the edited collection ɀ 6Ȣ ¥ÕÔÁÃ 
and A. Zahardan from Grigoriopol, G. Korcinski from Butor, Grigoriopol; N. 
.ÉĪÕÌÅÁsî from S. Slobozia; Fiodor Cârlig (Chirlic) from Tiraspol. Other names 
also appear ɀ Simonov from Grigoriopol (Colo-n vale-Î ÇÒáÄÉÎÉĪá); Muntean 
from Slobozia ((ÁÉ Ħ-om zice unaɊȠ §ÁÐÉĦ ÆÒÏÍ 3ÌÏÂÏÚÉÁ ɉ0ÏÆÔÉÍȟ #ÏÂÅĦÅÌȟ ÿÎ 
ÃÁÓá); Irina Balan from Slobozia (&ÒÕÎÚá ÖÅÒÄÅ ÔÒÉÉ ÁÌÕÎÅ). 

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 Prut-Dniester space, the songs and texts belong to the 
old melodic background: 
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- of fate: $ÅÃÝÔȟ ÍÁÉÃáȟ Íá ÆáÃÅÉȠ &ÒÕÎÚÉĦÏÁÒá ÓÔÕÈ ÄÅ ÂÁÌÔá (with the 

remark: doina, the mourning of the married woman); 0ÌÝÎÇÅĪÉȟ ÏÃÈÉȟ ĦÉ 

ÌáÃÒáÍÁĪÉȠ 3áÒÁÃÁ ÍÁÉÃÁ ÍÅ (improperly assigned: lullaby); 

- of love: &ÒÕÎÚÕÌÉĪá ÆÉÒ ÍáÔÁÓÅȠ )ÌÅÁÎÁ ɉ(ÁÉȟ )ÌÅÁÎá ÌÁ ÐÏÉÁÎáɊȠ 3ÕÒÕÇÉÕÌȠ 

,ÅÌÅ ÃÕ ÓÃÕÒÔÅÉÃÁ ÖÅÒÄÅȠ &ÒÕÎÚá ÖÅÒÄÅ ÔÒÉÉ ÁÌÕÎÅȠ #ÝÔ ÿÉ ĪÁÒÁ ÍÏÌÄÏÖÅÎÅÁÓÃá; 

- of recruitment: Plânge-Íáȟ ÍÁÉÃáȟ ÃÕ ÄÏÒ ɉ#ÝÎÔÅÃÕÌ ÒÅÃÒÕĪÉÌÏÒ - Song 

of the recruits); 

- of alienation: &ÒÕÎÚÕÌÅÁÎá ÇÒÝÕ ÃÕÒÁÔ; 

- as a joke: !Í ÕÎ ÌÅÕ ĦÉ ÖÒÅÕ Óá-l beu; Am pus lâna-Î ÆÕÒÃÕÌÉĪáȠ (ÁÉ Ħ-om 

zice una; 

- of drinking songs: 0ÏÆÔÉÍȟ #ÏÂÅĦÅÌȟ ÿÎ ÃÁÓáȠ ¥ÁÉÅÒ ɉ-ÏĦÎÅÊÅÌ ÃÕ ÖÉÎÕ 

ÂÕÎɊȠ .ÅÉÃÁ "ÁÈÕÓȠ 4ÁÔÕ ÎÏÓÔÒÕ ÃÅÌ ÂáÔÒÝÎȠ "ÕÎ ÿÉÖÉÎÕÌȟ ÔÁÒÅ-mi place; 

- of dance: -ÁÚÝÌÅÁÓÃÁȟ $Å ÊÏÃ ɉ¥ÁÉÅÒɊ; 

- of shepherds: "ÝÒȟ ÂÝÒȟ ÂÝÒȟ ÏÉĪÅÌÅ ÍÅÌÅ (text only), etc. 

It is interesting that the researcher also notes aspects of the 
functionality of the songs, for example, the romantic song %Õ ĪÉ-ÁÍ ÓÐÕÓ ÏÄÁÔá 
and the doina song Nistru, Nistru (with the Largo tempo remark) are assigned 
ÔÏ ÔÈÅ Ȱ×ÏÒËÉÎÇȱ ÓÐÅÃÉÅÓȟ ×ÉÔÈ ÔÈÅ ÒÅÍÁÒËÓȡ ȰÉÔ ÉÓ ÓÕÎÇ ÔÏ ×ÅÁÖÉÎÇȱȢ 7Å ÃÁÎ 
assume that these songs were sung by women while they worked together, 
in winter, spinning, weaving, and sitting. Other remarks by the researcher are 
alÓÏ ÉÎÔÅÒÅÓÔÉÎÇȡ ÆÏÒ ÔÈÅ ÇÌÁÓÓ ÓÏÎÇÓȟ ÓÈÅ ÎÏÔÅÓȡ ȬÉÔ ÉÓ ÓÕÎÇ ×ÉÔÈ ×ÉÎÅȱȠ ÆÏÒ ÔÈÅ 
love song Ileana ɀ ȰÌÉÆÅ ÓÏÎÇȱȠ ÆÏÒ Am un leu- ȰÓÏÎÇ ÏÆ ÊÏÙȱȠ ÆÏÒ ÔÈÅ ÓÏÎÇ 3áÒÁÃÁ 
maica me, with a fate subject (which today would be attributed to the 
ȰÌÕÌÌÁÂÙȱ ÓÐÅÃÉÅÓɊ ɀ ȰÌÕÌÌÁÂÙ ÓÏÎÇȱȟ ȰÎÕÒÓÅÒÙ ÓÏÎÇȱ ÁÎÄ ȰÃÈÉÌÄÈÏÏÄ ÓÏÎÇȱȢ 

Among the annotated texts we find poetic motifs and visual images of 
high suggestive force: &ÒÕÎÚÕÌÅÁÎá ÇÒÝÕ ÃÕÒÁÔ Ⱦ 4ÁÒÅ Í-ÁÍ ÍÁÉ ÓáÔÕÒÁÔ Ⱦ §áÒÉÌÅ 
de-ÎÃÏÎÊÕÒÁÔȟ Ⱦ 0Å ÓÔÒáÉÎÉ ÄÅ ÓÕÐáÒÁÔȢ ɉÎÏÔÅÄ ÉÎ "ÕÒÈÁÒÄ ÖÉÌÌÁÇÅȟ $ÕÂáÓÁÒÉ 
district). An interesting text, of only 4 poetic lines, contains the drinking song 
4ÁÔÕ ÎÏÓÔÒÕ ÃÅÌ ÂáÔÒÝÎȟ ×ÒÉÔÔÅÎ ÂÙ 6Ȣ ¥ÕÔÁÃ ÆÒÏÍ 'ÒÉÇÏÒÉÏÐÏÌȡ Tatu nostru cel 
ÂáÔÒÝÎ Ⱦ &ÏÓÔ ÁÕ ÆÏÓÔ ÆÏÉ (pui? ɀ r.n.) di român / Sî-l cinstim tot 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 
ÔÈÅÓÅ ÉÓ ÔÈÅ ȰÃÈÅÅÒÆÕÌȱ ÓÏÎÇ Am un leu, a song that circulates with several 
texts ɀ 0ÁÓáÒÅ ÇÁÌÂÅÎá-n cioc in Transylvania; -áÉ ÓÔÅÊÁÒ ÐÌÅÔÏÓ ĦÉ ÖÅÒÄÅ in 
Moldova etc., being included, as is known, in the Romanian Rhapsody No. 1 by 
G. Enescu. 

!ÎÏÔÈÅÒ ÓÏÎÇ ÔÈÁÔ ÓÔÁÎÄÓ ÏÕÔ ÉÎ %Ȣ ,ÅÂÅÄÅÖÁȭÓ ÃÏÌÌÅÃÔÉÏÎ ÉÓ ÔÈÅ ÓÏÎÇ ÏÆ 
the recruits #ÝÎÔÅÃÕÌ ÒÅÃÒÕĪÉÌÏÒ (Plânge-Íáȟ ÍÁÉÃá ÃÕ ÄÏÒ). Even though the first 
stanzas are widely known, the others contain a less well-known text ɀ 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. Plânge-Íáȟ ÍÁÉÃáȟ ÃÕ ÄÏÒȟ Ⱦ  
 Plânge-Íáȟ ÍÁÉÃáȟ ÃÕ ÄÏÒȟ ɉΨ ÏÒÉɊȟ 
2. #á Īi-am fost fecior, /  
 ¥É ÄÅ ÇÒÉÊá ĪÉ-am purtat (2 ori),  
3. /ÇÏÒÕÌ ĪÉ Ì-am lucrat. /  
 Iar de când m-ÁÍ ÓÏÌÄáĪÉÔ ɉΨ ÏÒÉɊȟ  
4. Mult mi-É ÄÏÒȟ ÍáÉÃÕĪáȟ ÄÏÒȟ Ⱦ  
 $Å ÃÅÌ ÃÏÄÒÕ ÆÒáĪÉÏÒ ɉΨ ÏÒÉɊȟ  
5. ¥i de stîna cea cu oi, /  
 ¥É ÄÅ ÃÿÎÔÅÃ ÄÉÎ ÃÉÍÐÏÉ ɉΨ ÏÒÉɊȟ 
6. Mult mi-) ÄÏÒȟ ÍáÉÃÕĪáȟ ÄÏÒȟ Ⱦ 
 $Å ÃÅÁ ÍÿÎÄÒá ÍÅÁ ÖÉÃÁÒáȟ 
 (probably misread ɀ ÖÉÃÁÒ Ͼ ȰÆÒÏÍ ÔÈÅ ÓÕÍÍÅÒȱ ɀ r.n.), 
7. #ÁÒÅ Íá ÉÕÂÅÁÍ ÃÕ ÅÁ Ⱦ  
 Mult mi-É ÄÏÒÕÌ ÎÅǬÍÐÿÃÁĪ (un-reconciled ɀ o.n.) 
8. ¥É ÍáǬÎÄÅÁÍÂá ÌÁ ÐáÃÁÔ Ⱦ (incites me to sin ɀ o.n.) 
3á Íá ÌÁÓ ÄÅ ÓÏÌÄáĪÉÅ (to leave  ɀ o.n.), 

9. ¥É Óá ÆÕÇ ÌÁ ÃÉÏÂáÎÉÅȟ Ⱦ  
 Orice-a fi cu mine, fie /  
10.  Ori ce-o fi cu mine, fie. 

 
The melody of this song is a local version that reveals features of the old layer 
- right-syllabic rhythm, and major-minor parallelism, structured on the modal 
basis of mode IV pentatonic. Also, a feature of the old layer is the triple 
repetition of a single line within the ABC ternary stanza. The presence of 
fermatas at the end of the musical-poetic lines, the augmentation of syllables 
in sixteenths, and the Moderato tempo also indicate the Doina manner of 
performing this song: 
 

 
 

Fig. 1. Song of the recruits. Original manuscript E. Lebedeva. National Music 
-ÕÓÅÕÍ ÏÆ 2ÕÓÓÉÁ ːˣ˙˙˗ ˗˜-ΦΩΤΡ ˡ-162-67. 
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Fig. 2. Song of the recruits. Digital transcription after the E. Lebedeva original 

manuscript. National Music Museum of Russia. 
 

3ÏÍÅ ÏÆ ÔÈÅ ÒÅÍÁÉÎÉÎÇ ÕÎÐÕÂÌÉÓÈÅÄ ÓÏÎÇÓ ÃÁÎ ÂÅ ÆÏÕÎÄ ÉÎ ÔÈÅ ÓÉÎÇÅÒÓȭ ÁÃÔÉÖÅ 
repertoire today, being published in other folklore collections in the second 
half of the 20th century. For example, the love song Ileana, which is also 
known in choral arrangement: 
 

 
 

Fig. 3. Ileano. E. Lebedeva original manuscript. National Music Museum of 
Russia. ː ˣ˙˙˗ ˗˜-ΦΩΤΡ ˡ-162-47. 

 

 
Fig. 4. Ileano. 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 reform 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 
ÏÆ ÔÈÅ ÁÕÔÈÏÒȭÓ ÔÒÁÎÓÃÒÉÐÔÉÏÎÓ - some songs are transcribed 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:  

 

 
 

Fig. 5. &ÒÕÎÚá ÖÅÒÄÅ ÔÒÅÉ ÁÌÕÎÅ. E. Lebedeva original manuscript. National 
Music Museum of Russia. 

 
 

 
 

Fig. 6. &ÒÕÎÚá ÖÅÒÄÅ ÔÒÅÉ ÁÌÕÎÅ. Digital transcription after the original 
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 notes A, D, E; sometimes 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 in folk 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. 
(&Á )ÌÅÁÎáȟ 6ÉÎ ÂáÄÉĪáȟ ÖÉÎ ÄÅÓÅÁÒáȠ ,Á .ÉÓÔÒÕȟ ÌÁ ÍáÒÇÉÏÁÒá); Romanian songs of 
wide popularity or from the repertoire of Romanian folk singers (Dor, dorule; 
Mugur, mugurel, etc.). 

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 continued, 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 require not only rigorous 
ethnomusicological research but also a combined scientific effort of 
researchers in related fields - culturologists, folklorists, linguists, sociologists, 
historians, and so on. 

 

FONDUL E. LEBEDEVA (1922-1935)  
_. #/.4%845, 02/#%3%,/2 $% #/,%#4!2% ¥) 05",)#!2% 

A FOLCLORULUI DE PE MALUL STÂNG AL NISTRULUI, ÎN 
02)-! *5-A4!4% ! 3%#Ȣ 88 

 

Cuvinte-cheie 
%ÃÁÔÅÒÉÎÁ ,ÅÂÅÄÅÖÁȟ ÆÏÎÄ ÄÅ ÁÒÈÉÖáȟ ÆÏÌÃÌÏÒ ÍÕÚÉÃÁÌȟ ÍÁÌÕÌ ÓÔÝÎÇ ÁÌ .ÉÓÔÒÕÌÕÉ  

INTRODUCERE 

Începând cu anii 1920, pe malul stâng al Nistrului, interesul pentru 
ÆÏÌÃÌÏÒ ĦÉ ÃÏÌÅÃÔÁÒÅÁ ÁÃÅÓÔÕÉÁ Á ÆÏÓÔ ÃÕÌÔÉÖÁÔ ÁÔÝÔ ÄÅ ÃáÔÒÅ ÐÒÏÅÍÉÎÅÎĪÉ ÏÁÍÅÎÉ 
ÄÅ ÃÕÌÔÕÒá ÄÉÎ ÁÃÅÁÓÔá ÒÅÇÉÕÎÅ ɀ  0ÁÖÅÌ #ÈÉÏÒÕȟ #ÕÌÁÉ .ÅÎÉÕȟ .ÉÃÈÉÔÁ 3ÍÏÃÈÉÎá 
ĦȢÁȢ ɀ ÃÝÔ ĦÉ ÄÅ ÐÒÏÆÅÓÏÒÉȟ ÓÔÕÄÅÎĪÉȟ ÅÌÅÖÉȟ ÚÉÁÒÉĦÔÉȢ )ÎÉĪÉÁÌȟ ÐÒÏÃÅÓÕÌ Á ÁÖÕÔ ÕÎ 
ÃÁÒÁÃÔÅÒ ÏÁÒÅÃÕÍ ÓÐÏÎÔÁÎȟ ÃÈÉÁÒ ȵÄÅ ÍÁÓáȱȟ ÃÒÅÁĪÉÉ ÐÏÐÕÌÁÒÅ ÆÉÉÎÄ ÐÕÂÌÉÃÁÔÅ ɀ 
ÿÎ ÕÒÍÁ ÕÎÏÒ ÁÐÅÌÕÒÉ ÃáÔÒÅ ÐÕÂÌÉÃÕÌ ÌÁÒÇ ɀ ÎÕ ÄÏÁÒ ÿÎ ÃÏÌÅÃĪÉÉȟ ÃÉ ĦÉ ÿÎ ÐÒÅÓÁ ÖÒÅÍÉÉȢ 
#ÏÎÆÏÒÍ ÏÒÉÅÎÔáÒÉÌÏÒ ÓÏÃÉÏÃÕÌÔÕÒÁÌÅ ÐÒÏÇÒÅÓÉÓÔÅ ÁÌÅ ÔÉÍÐÕÌÕÉȟ ÓÅ ÃÏÎĦÔÉÅÎÔÉÚÁ ĦÉ 
ÓÅ ÐÒÏÍÏÖÁ ÁÔÝÔ ÖÁÌÏÁÒÅÁ ÃÒÅÁĪÉÅÉ ÐÏÐÕÌÁÒÅȟ ÃÁ ÆÉÉÎÄ ÒÅÐÒÅÚÅÎÔÁÔÉÖá ÐÅÎÔÒÕ 
ÃÕÌÔÕÒÁ ÕÎÕÉ ÐÏÐÏÒȟ ÃÝÔ ĦÉ ÉÍÐÏÒÔÁÎĪÁ ÃÏÌÅÃÔáÒÉÉ ĦÉ ÐÕÂÌÉÃáÒÉÉ ÄÅ ÔÅØÔÅ ĦÉ ÍÅÌÏÄÉÉȢ 
!ÍÉÎÔÉÍȟ Ãá ÄÉÎ ΣΩΫΤȟ ÁÃÅÁÓÔá ÒÅÇÉÕÎÅ Ó-Á ÁÆÌÁÔ ÓÕÂ ÓÔáÐÝÎÉÒÅÁ )ÍÐÅÒÉÕÌÕÉ 2ÕÓȟ 
iar din 1922 ɀ ÿÎ ÃÏÍÐÏÎÅÎĪÁ 5233Ȣ _ÎÔÒÅ ΣΫΤΦ-1940, a format Republica 
!ÕÔÏÎÏÍá 3ÏÖÉÅÔÉÃá 3ÏÃÉÁÌÉÓÔá -ÏÌÄÏÖÅÎÅÁÓÃá ɉ2!33-Ɋ ÃÅ ÓÅ ÁÆÌÁ ÿÎ 
ÃÏÍÐÏÎÅÎĪÁ 2ÅÐÕÂÌÉÃÉÉ 5ÃÒÁÉÎÅÎÅȟ 5233ȟ ÃÕ ÃÁÐÉÔÁÌÁ ÿÎ ÏÒÁĦÕÌ "ÁÌÔÁȢ !ÂÉÁ ÿÎ 
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anul 1940, teritoriul din stânga Nistrului s-Á ÒÅÉÎÔÅÇÒÁÔ ÐÅ ÐÌÁÎ ÐÏÌÉÔÉÃ ĦÉ ÃÕÌÔÕÒÁÌȟ 
ÃÕ ÓÐÁĪÉÕÌ ÒÏÍÝÎÅÓÃȢ  

_Î ÃÅ ÐÒÉÖÅĦÔÅ ÐÒÏÃÅÓÅÌÅ ÄÅ ÃÏÌÅÃÔÁÒÅ Á ÆÏÌÃÌÏÒÕÌÕÉ ÿÎ 2!33-ȟ ÿÎ 
ÐÅÒÉÏÁÄÁ ÉÎÔÅÒÂÅÌÉÃá ÓÏÖÉÅÔÉÃáȟ ÃÏÎÓÔÁÔáÍ ÄÏÕá ÔÅÎÄÉÎĪÅ ÏÐÕÓÅ ÃÅ ÌÅ-au 
ÍÁÒÃÁÔȢ 0Å ÄÅ Ï ÐÁÒÔÅȟ ÆÏÌÃÌÏÒÕÌ Á ÆÏÓÔ ÔÒÁÔÁÔ ÄÅ ÁÕÔÏÒÉÔáĪÉ ÃÁ Ï ÍÅÔÏÄá ÄÅ 
ÐÒÏÐÁÇÁÎÄá Á ÉÄÅÏÌÏÇÉÅÉ ÃÏÍÕÎÉÓÔÅ ɀ putere, ÃÅ ÔÏÃÍÁÉ ÓÅ ÉÎÓÔÁÌÁÓÅ ÁÉÃÉ ÏÄÁÔá 
ÃÕ ÿÎÃÏÒÐÏÒÁÒÅÁ ÒÅÇÉÕÎÉÉ ÿÎ 5233 ɉÆÏÒÍÁÔá ÿÎ ΣΫΤΤɊȢ )ÁÔá ÄÏÁÒ ÃÝÔÅÖÁ ÓÐÉÃÕÉÒÉ ÄÉÎ 
ÐÒÅÆÁĪÁ ÃÕÌÅÇÅÒÉÉ Cântece poporane ɉ.ÅÎÉÕȟ ,ÅÂÅÄÅÖÁȟ ΣΫΥΧɊȟ ÓÃÒÉÓá ÄÅ 
ÒÅÄÁÃÔÏÒÕÌ ÅÄÉĪÉÅÉ 3Ȣ 3ÏÌÏÖÉÏÖÁȡ ȵ#ÝÎÔÅÃÅÌÅ ÐÏÐÏÒÁÎÅ ÍÏÌÄÏÖÅÎÅĦÔÉ ÐÒÅÚÉÎÔá Ï 
ÎÅÓÅÃÁÔá ÂÏÇáĪÉÅ ÄÅ ÃÒÅÁĪÉÉ ÐÏÅÔÉÃÅ Á ÍÁÓÅÌÏÒ ĦÉ ÕÎ ÌÁÒÇ ÔÁÂÌÏÕ ÉÓÔÏÒÉÃ ÁÌ ÖÉÅĪÉÉ ĦÉ 
ÁÌ ÌÕÐÔÅÉ ÄÅ ÃÌÁÓá ÄÉÎ ÔÒÅÃÕÔ Á ÔÒÕÄÉÔÏÒÉÍÉÉ ÍÏÌÄÏÖÅÎÅĦÔÉȢ _Î ÍÕÌÔÅ ÃÝÎÔÅÃÅ ÓÅ 
ÁÕÄÅ ÇÅÍáÔÕÌ ÁÓÕÐÒÉÒÉÉ ÇÒÅÌÅȟ ÓÕÓÐÉÎÕÌ ÔÒÁÉÕÌÕÉ ÓÕÂÊÕÇÁÔȢ ɉȢȢȢɊ 5ÎÅÌÅ ÃÝÎÔÅÃÅ ÎÅ 
aratá ÔÁÂÌÏÕÌ ÃÁÒÁÃÔÅÒÉÓÔÉÃ ÁÌ ÅØÐÌÏÁÔáÒÉÉ ÂÁÒÂÁÒÅȟ ÐÅ ÃÁÒÅ Ï ÓÕÆÅÒÅÁÕ ÍÁÓÅÌÅ 
ĪáÒáÎÅĦÔÉ ÓÕÂ ÒÅÇÉÍÕÌ ĪÁÒÉÓÔ ĦÉ ÃÁÐÉÔÁÌÉÓÔȢȱ ɉ.ÅÎÉÕȟ ,ÅÂÅÄÅÖÁȟ ΣΫΥΧȡΥ-4). Acest 
ÆÁÐÔ ÁÒ ÃÏÎÓÔÉÔÕÉ Ï ÅØÐÌÉÃÁĪÉÅ ĦÉ ÐÅÎÔÒÕ ÃÏÎÓÔÁÔÁÒÅÁ ÕÎÕÉ ÇÒÕÐ ÄÅ ÃÅÒÃÅÔáÔÏÒÉ 
basarabeni, despre colectarea folclorului în Transnistria, cu referire la 
ÊÕÍáÔÁÔÅÁ Á ÄÏÕÁ Á ÄÅÃÅÎÉÕÌÕÉ ÁÌ ÔÒÅÉÌÅÁ ÁÌ ÓÅÃÏÌÕÌÕÉ 88ȟ ÐÒÅÃÕÍ Ãá ȵÅÓÔÅ 
ÁÎÅÍÉÃáȟ ÿÎÓÃÒÉÉÎÄÕ-ÓÅ ÿÎ ÃÁÄÒÕÌ ÃÏÎÓÔÒÕÃĪÉÅÉ ÃÕÌÔÕÒÉÉ ÎÏÉȟ ÓÏÃÉÁÌÉÓÔÅ ɀ ÃÕÌÔÕÒá 
ÿÎÄÏÃÔÒÉÎÁÔá ÉÄÅÏÌÏÇÉÃ  ɉȵÓÏÃÉÁÌÉÓÔá ÄÕÐá ÃÏÎĪÉÎÕÔȱɊ ĦÉ ĪÉÎÕÔá ÿÎ ÓÔÉÎÇÈÉÉÌÅ ÄÕÒÅ 
ale dogmatismului leninist-ÓÔÁÌÉÎÉÓÔȱ ɉ(ÝÎÃÕȟ "ÏÓÔÁÎȟ #ÉÒÉÍÐÅÉȟ ΣΫΫΣȡΣΤΥɊȢ  

!ÎÕÍÅ ÄÉÎ ÁÃÅÁÓÔá ÃÁÕÚáȟ ÁÃÔÉÖÉÔáĪÉÌÅ ÄÅ ÃÏÌÅÃÔÁÒÅ ÆÕÓÅÓÅÒá ÌÕÁÔÅ ÓÕÂ 
ÃÏÎÔÒÏÌÕÌ ÒÉÇÕÒÏÓ ÁÌ ÕÎÏÒ ÉÎÓÔÉÔÕĪÉÉ ÐÒÅÃÕÍ #ÏÍÉÔÅÔÕÌ ĦÔÉÉÎĪÉÆÉÃ ÍÏÌÄÏÖÅÎÅÓÃ cu 
sediul la Tiraspol (1926), )ÎÓÔÉÔÕÔÕÌ ÄÅ ÉÓÔÏÒÉÅ ĦÉ ÃÕÌÔÕÒá (1934), în care au fost 
ÁÎÔÒÅÎÁĪÉ ÍÁÉ ÍÕÌĪÉ ÓÁÖÁÎĪÉ ÓÏÖÉÅÔÉÃÉ ÐÒÉÎÔÒÅ ÃÁÒÅ -Ȣ 3ÅÒÇÈÉÅÖÓËÉ ÄÅ ÌÁ 
5ÎÉÖÅÒÓÉÔÁÔÅÁ ÄÅ 3ÔÁÔ ȵ-Ȣ ,ÏÍÏÎÏÓÏÖȱ ÄÉÎ -ÏÓÃÏÖÁ ĦÉ 0Ȣ 3ÖÅĦÎÉËÏÖȟ ÄÅ ÌÁ 
-ÕÚÅÕÌ ÐÏÐÏÁÒÅÌÏÒ ÄÉÎ 5233 ɉ'ÈÉÌÁĦȟ ΤΡΡΫȡΦΧɊȢ #ÅÒÃÅÔáÔÏÁÒÅÁ %ÃÁÔÅÒÉÎÁ 
,ÅÂÅÄÅÖÁȟ ÄÅ ÌÁ )ÎÓÔÉÔÕÔÕÌ ÄÅ 3ÔÁÔ ÁÌ ¥ÔÉÉÎĪÅÉ -ÕÚÉÃÁÌÅ ÄÉÎ -ÏÓÃova, de 
ÁÓÅÍÅÎÅÁȟ Á ÁÖÕÔ Ï ÃÏÎÔÒÉÂÕĪÉÅ ÉÍÐÏÒÔÁÎÔá ÿÎ ÃÏÌÅÃÔÁÒÅÁ ĦÉ ÖÁÌÏÒÉÆÉÃÁÒÅÁ 
ÆÏÌÃÌÏÒÕÌÕÉ ÍÕÚÉÃÁÌ ÄÉÎ ÁÃÅÁÓÔá ÒÅÇÉÕÎÅȢ  

0Å ÄÅ ÁÌÔá ÐÁÒÔÅȟ ÿÎ ÓÔÝÎÇÁ .ÉÓÔÒÕÌÕÉ Á ÅØÉÓÔÁÔ ĦÉ ÕÎ ÐÒÏÃÅÓ ÄÅ ÁÆÉÒÍÁÒÅ 
Á ÃÏÎĦÔÉÉÎĪÅÉ ÎÁĪÉÏÎÁÌÅ Á ÍÏÌÄÏÖÅÎÉÌÏÒ ÄÉÎ 2!33-ȟ ÄÅÔÅÒÍÉÎÁÔá ÄÅ ÔÒÅÃÅÒÅÁȟ 
ÐÅÎÔÒÕ Ï ÐÅÒÉÏÁÄá ÓÃÕÒÔá ɉΣΫΥΤ-ΣΫΥΩɊȟ ÌÁ ÁÌÆÁÂÅÔÕÌ ÌÁÔÉÎȟ ÿÎ ÃÁÄÒÕÌ ÍÉĦÃáÒÉÉ ÄÅ 
ȵÌÁÔÉÎÉÚÁÒÅȱ Á ÓÃÒÉÓÕÌÕÉ ÌÁ popoarele încorporate în URSS. 

&ÉÉÎÄ ÐÅÒÍÉÓá ÌÁ ÅÔÁÐÁ ÉÎÉĪÉÁÌáȟ ÃÁ  ȵ/ ÖÉÃÔÏÒÉÅ ÅÎÏÒÍá Á ÐÏÌÉÔÉÃÉÉ 
ÎÁĪÉÏÎÁÌÅ ÌÅÎÉÎÉÓÔÅȱȟ ÃÁÒÅȟ ȵÐáÓÔÒÝÎÄ ÕÎÉÔÁÔÅÁ ÓÃÒÉÓÕÌÕÉ ÍÕÎÃÉÔÏÒÉÌÏÒ ÍÏÌÄÏÖÅÎÉ 
ÃÅ ÌÏÃÕÉÅÓÃ ÐÅ ÁÍÂÅÌÅ ÍÁÌÕÒÉ ÁÌÅ .ÉÓÔÒÕÌÕÉȟ ÖÁ ÿÎÔáÒÉ ÉÎÆÌÕÅÎĪÁ 
ÒÅÖÏÌÕĪÉÏÎÁÒÉÚÁÔÏÁÒÅ ÄÉÎ "ÁÓÁÒÁÂÉÁȱ ɉ.ÅÇÒÕȟ 2001:176), trecerea la alfabetul 
ÌÁÔÉÎ Á ÃÏÎÓÔÉÔÕÉÔȟ ÄÉÍÐÏÔÒÉÖáȟ ÕÎ ÓÕÐÏÒÔ ÓÅÒÉÏÓ ÿÎ ÄÅÍÏÎÓÔÒÁÒÅÁ ÒÏÍÝÎÉÔáĪÉÉ 
ÍÁÊÏÒÉÔáĪÉÉ ÐÏÐÕÌÁĪÉÅÉ ÌÏÃÁÌÅ  ɉÄÏÖÁÄá ÆÉÉÎÄ ÁÃÔÉÖÉÔÁÔÅÁ ĦÉ ÃÅÒÃÅÔáÒÉÌÅ ÅÔÎÏÌÏÇÉÃÅ 
ÁÌÅ ÌÕÉ .ÉÃÈÉÔÁ 3ÍÏÃÈÉÎá ĦÉȟ ÍÁÉ ÔÝÒÚÉÕȟ ÁÌÅ ÌÕÉ 0ÅÔÒÅ ¥ÔÅÆáÎÕÃáɊȢ _Î ÁÃÅÓÔ ÃÏÎÔÅØÔȟ 
ÁÐÁÒÉĪÉÁ ÿÎ ÇÒÁÆÉÅ ÌÁÔÉÎá Á ÃÕÌÅÇÅÒÉÉ ÄÅ ÔÅØÔÅ ÆÏÌÃÌÏÒÉÃÅ Á ÌÕÉ #ÕÌÁÉ .ÅÎÉÕ ĦÉ 
Ecaterina Lebedeva din 1935, a constituit un eveniment cultural semnificativ.    
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#Õ ÒÅÆÅÒÉÒÅ ÌÁ ÃÏÌÅÃÔÁÒÅÁ ÆÏÌÃÌÏÒÕÌÕÉ ÿÎ ÐÅÒÉÏÁÄÁ ÉÎÔÅÒÂÅÌÉÃáȟ 
ÃÅÒÃÅÔáÔÏÒÕÌ 6ÉÃÔÏÒ 'ÈÉÌÁĦ ÒÅÍÁÒÃá ȵÎÅÓÉÇÕÒÁÎĪÁ ÍÅÔÏÄÏÌÏÇÉÃá ÿÎ ÁÄÕÎÁÒÅÁ ĦÉ 
ÎÏÔÁÒÅÁ ÍÅÌÏÄÉÉÌÏÒȱ ɉ'ÈÉÌÁĦȟ ΤΡΡΫȡΧΧɊ ÃÅ ÅØÐÌÉÃá ÐÒÅÖÁÌÁÒÅÁ ÏÂÉÅÃÔÉÖÅÌÏÒ 
ÐÒÁÃÔÉÃÅ ÄÅ ÅÄÉÔÁÒÅ ĦÉ ÐÒÏÐÁÇÁÒÅ Á ÆÏÌÃÌÏÒÕÌui, prin intermediul culegerilor, a 
ÍÁÔÅÒÉÁÌÕÌÕÉ ÁÄÕÎÁÔȢ !ÓÔÆÅÌȟ ÄÉÎ ÃÅÌÅ ÐÁÔÒÕ ÃÏÌÅÃĪÉÉ ÄÅ ÆÏÌÃÌÏÒ ÄÅ ÃÁÒÅ ÁÍ ÄÉÓÐÕÓ 
ÐÅÎÔÒÕ ÃÅÒÃÅÔÁÒÅȟ ÅÄÉÔÁÔÅ ÿÎ ÐÒÉÍÁ ÊÕÍáÔÁÔÅ Á ÓÅÃȢ 88 ÿÎ ÓÔÝÎÇÁ .ÉÓÔÒÕÌÕÉȟ ÿÎ ÃÅÌÅ 
ÄÏÕáȟ ÁÌÃáÔÕÉÔÅ ÄÅ %Ȣ ,ÅÂÅÄÅÖÁ ɉ.ÅÎÉÕȟ ,ÅÂÅÄÅÖÁȟ ΣΫΥΧȠ Lebedeva, 1951) 
ÍÁÔÅÒÉÁÌÅÌÅ ÓÕÎÔ ȵÐÁĦÁÐÏÒÔÉÚÁÔÅȱȟ ÉÁÒ ÿÎ ÃÅÌÅÌÁÌÔÅ ÄÏÕá ɉ+ÏÒÃÉÎÓËÉȟ ΣΫΥΩȠ 
'ÈÅÒĦÆÅÌÄȟ ΣΫΦΡɊ ɀ nu.  

ECATERINA LEBEDEVA ɀ UN NUME QUASI-NECUNOSCUT AL 
ETNOMUZICOLOGIEI BASARABENE 

$ÅÓÐÒÅ ÃÅÒÃÅÔáÔÏÁÒÅÁ %ÃÁÔÅÒÉÎÁ ,ÅÂÅÄÅÖÁ ɉΣΪΨΦ-ΣΫΧΧɊ ÃÕÎÏÁĦÔÅÍ ÌÁ 
ÍÏÍÅÎÔÕÌ ÁÃÔÕÁÌ ÆÏÁÒÔÅ ÐÕĪÉÎȢ 5ÎÅÌÅ ÄÁÔÅ ÄÅÓÐÒÉÎÓÅ ÄÉÎ ÍÁÔÅÒÉÁÌÅÌÅ ÄÅ ÁÒÈÉÖá 
ÄÉÎ -ÏÓÃÏÖÁ ÁÕ ÁÄÕÓ ÉÎÆÏÒÍÁĪÉÉ ÎÏÉ ÿÎ ÁÃÅÓÔ ÓÅÎÓȡ Á ÆÏÓÔ ÏÒÉÇÉÎÁÒá ÄÉÎ +ÁÍÅÎÅĪ-
0ÏÄÏÌÓËȟ 5ÃÒÁÉÎÁȟ ÁÂÓÏÌÖÅÎÔáȟ ÿÎ ΣΫ08, a École normale supérieure din Paris, 
ÃÏÎÆÏÒÍ ÄÉÐÌÏÍÅÉ ÐáÓÔÒÁÔÅ ÌÁ -ÕÚÅÕÌ .ÁĪÉÏÎÁÌ ÁÌ -ÕÚÉÃÉÉ din Moscova 
ɉ˝̏̒̒̉̊̒̋̉̊ ̗̝̜̎́̉̏̎́̌̎̊ ̍̔̈̆̊ ̜̍̔̈̋̉Ɋ ÆÏÎÄÕÌ ˡ-162-259. Ca 
ÒÅÐÒÅÚÅÎÔÁÎÔá Á ĦÃÏÌÉÉ ÆÏÌÃÌÏÒÉÓÔÉÃÅ ÒÕÓÅȟ Á ÆÏÓÔ ÃÏÌÁÂÏÒÁÔÏÁÒÅ Á 3ÅÃĪÉÅÉ 
ÅÔÎÏÇÒÁÆÉÃÅ Á )ÎÓÔÉÔÕÔÕÌÕÉ ÄÅ 3ÔÁÔ ÁÌ ¥ÔÉÉÎĪÅÉ -ÕÚÉÃÁÌÅ ÄÉÎ -ÏÓÃÏÖÁ 
ɉː̜̏̒̔̅́̑̒̓̃̆̎̎̊ ˕̎̒̓̉̓̔̓ ˙̜̝̔̈̋́̌̎̏̊ ˚́̔̋̉ȟ ː˕˙˚Ɋ ĦÉ Á ÕÒÍÁÔ 
ÐÒÉÎÃÉÐÉÉÌÏÒ ÍÅÔÏÄÏÌÏÇÉÃÅ ÐÒÏÍÏÖÁÔÅ ÄÅ ÃáÔÒÅ ÁÃÅÁÓÔá ÉÎÓÔÉÔÕĪÉÅ ÃÁÒÅȟ ÄÅ ÁÌÔÆÅÌȟ 
Á ÁÃÔÉÖÁÔ ÄÏÁÒ ΣΡ ÁÎÉȟ ÄÉÎ ΣΫΤΣ ÐÝÎá ÿÎ ΣΫΥΣȢ #ÅÒÃÅÔáÔÏÒÕÌ ÒÕÓ $Ȣ 3ÍÉÒÎÏÖ ÁÒÁÔáȟ 
într-un artÉÃÏÌ ÄÅÄÉÃÁÔ ÁÃÔÉÖÉÔáĪÉÉ ÔÉÍÐÕÒÉÉ Á ÓÅÃĪÉÅÉȟ Ãá ÁÃÔÉÖÉÔÁÔÅÁ ÅÉ ÓÅ ÁØÁ ÐÅ 
ÔÒÁÄÉĪÉÉ ÍÁÉ ÖÅÃÈÉ ĦÉ ÓÅ ÄÅÓÆáĦÕÒÁ ÿÎ ÔÒÅÉ ÄÉÒÅÃĪÉÉȡ ÁɊ ÅØÐÅÄÉĪÉÉ ÄÅ ÃÏÌÅÃÔÁÒÅ Á 
ÆÏÌÃÌÏÒÕÌÕÉȠ ÂɊ ĦÔÉÉÎĪÉÆÉÃáȟ ÄÅ ÃÅÒÃÅÔÁÒÅȠ ÃɊ ÐÒÏÐÁÇÁÒÅȟ ÐÒÉÎ ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÿÎ 
ÃÏÎÃÅÒÔÅȡ ȵ!ÃÔÉÖÉÔÁÔÅÁ 3ÅÃĪÉÅÉ ÅÔÎÏÇÒÁÆÉÃÅ Á )3¥- ɉΣΫΤΣɀ1931) s-a dezvoltat în 
ÃÅÌÅ ÍÁÉ ÂÕÎÅ ÔÒÁÄÉĪÉÉ ÁÌÅ ĦÔÉÉÎĪÅÉ ÐÒÅ-ÒÅÖÏÌÕĪÉÏÎÁÒÅȟ ÿÎ ÂÁÚÁ ÕÎÅÉ ÂÏÇÁÔÅ 
ÅØÐÅÒÉÅÎĪÅ Á ÉÎÓÔÉÔÕĪÉÉÌÏÒ ÄÅ ÌÁ ÿÎÃÅÐÕÔÕÌ ÓÅÃÏÌÕÌÕÉ 88ȟ ÿÎ ÐÒÉÍÕÌ ÒÝÎÄ Á #ÏÍÉÓÉÅÉ 
muzicale-etnografice (CME). Deja în momentÕÌ ÿÎÆÉÉÎĪáÒÉÉ #-% ÿÎ ΣΫΡΣȟ ÁÕ ÆÏÓÔ 
ÆÏÒÍÕÌÁÔÅ ÔÒÅÉ ÄÉÒÅÃĪÉÉ ÉÍÐÏÒÔÁÎÔÅ ÁÌÅ ÁÃÅÓÔÅÉ ÁÃÔÉÖÉÔáĪÉȡ ÃÏÌÅÃÔÁÒÅ ÿÎ ÅØÐÅÄÉĪÉÉȟ 
ĦÔÉÉÎĪÉÆÉÃá ÄÅ ÃÅÒÃÅÔÁÒÅ ĦÉ ÃÏÎÃÅÒÔÉÓÔÉÃáȢȱ ɉ3ÍÉÒÎÏÖȟ ΤΡΣΫȡΣΥΤɊȢ  

0Å ÐÁÒÃÕÒÓÕÌ ÁÎÉÌÏÒ ΣΫΤΡȟ ÁÃÔÉÖÉÔáĪÉÌÅ ÓÅÃĪÉÅÉ Ó-ÁÕ ÄÅÓÆáĦÕÒÁÔ ÆÒÕÃÔÕÏÓȟ 
axându-ÓÅȟ ÿÎ ÓÐÅÃÉÁÌȟ ÐÅ ÃÏÌÅÃÔÁÒÅÁ ÄÏÃÕÍÅÎÔÁÔá ÐÅ ÐÒÉÎÃÉÐÉÉ ĦÔÉÉÎĪÉÆÉÃÅȟ ÃÕ 
ÃÁÔÁÌÏÇÁÒÅÁ ĦÉ ÁÄÎÏÔÁÒÅÁȟ ÔÒÁÎÓÃÒÉÅÒÅÁȟ ÐÒÅÚÅÎÔÁÒÅÁ ÕÌÔÅÒÉÏÁÒá Á ÍÁÔÅÒÉÁÌÅÌÏÒ 
în cadrul unor ample concerÔÅ ÅÔÎÏÇÒÁÆÉÃÅ ĦÉ ÐÕÂÌÉÃÁÒÅÁ ÃÏÌÅÃĪÉÉÌÏÒ ÄÅ ÆÏÌÃÌÏÒ 
ÁÌÅ ÐÏÐÏÁÒÅÌÏÒ ÄÅ ÐÅ ÔÏÔ ÿÎÔÉÎÓÕÌ 5233Ȣ _Î ÁÃÅÓÔ ÃÏÎÔÅØÔ ÁÕ ÁÖÕÔ ÌÏÃ ĦÉ 
ÎÕÍÅÒÏÁÓÅÌÅ ÅØÐÅÄÉĪÉÉ ÅÆÅÃÔÕÁÔÅ ÄÅ %Ȣ ,ÅÂÅÄÅÖÁ ÿÎ ÓÔÝÎÇÁ .ÉÓÔÒÕÌÕÉȟ ÿÎ 
ÒÅÚÕÌÔÁÔÕÌ ÃáÒÏÒÁ Á ÁÐáÒÕÔ ÃÏÌÅÃĪÉÁ ÓÁ ÄÅ ÆÏÌÃÌÏÒ ÍÕÚÉÃÁÌ ɉ,Åbedeva, 1951).  

0Å ÄÅ ÁÌÔá ÐÁÒÔÅȟ $Ȣ 3ÍÉÒÎÏÖ ÍÅÎĪÉÏÎÅÁÚá ÿÎ ÁÃÅÌÁĦÉ ÁÒÔÉÃÏÌ ÕÎ ÁÌÔ 
ÁÓÐÅÃÔ ÍÁÉ ÐÕĪÉÎ ÃÕÎÏÓÃÕÔȟ ĦÉ ÁÎÕÍÅ ɀ ÁÃÔÉÖÉÔÁÔÅÁ ÓÅÃĪÉÅÉȟ ÿÎÃá ÿÎ ÁÎÉÉ ΣΫΤΡȟ Á 
ÆÏÓÔ ÓÁÎÃĪÉÏÎÁÔá ÐÒÉÎ ÌÉÍÉÔÁÒÅÁ ÄÒÁÓÔÉÃá Á ÆÉÎÁÎĪáÒÉÉȟ ÆÁÐÔ ÃÅ Á ÐÕÓ ÿÎ ÄÉÆÉÃÕÌÔÁÔÅ 
colaboratorii, care erau ÎÅÖÏÉĪÉ ÃÈÉÁÒ Óá ÃÈÅÌÔÕÉÅ ÍÉÊÌÏÁÃÅ ÐÅÒÓÏÎÁÌÅ ÐÅÎÔÒÕ 
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ÅØÐÅÄÉĪÉÉȢ !ÕÔÏÒÕÌ ÅØÐÌÉÃá ÁÃÅÁÓÔá ȵÃáÄÅÒÅ ÿÎ ÄÉÚÇÒÁĪÉÅȱ ÐÒÉÎ ÆÁÐÔÕÌ Ãá ÐÕÔÅÒÅÁ 
ÓÏÖÉÅÔÉÃá ÁÊÕÎÓÅÓÅ ÌÁ ÃÏÎÃÌÕÚÉa Ãá ÔÒÁÄÉĪÉÁ ÏÒÁÌá ɉÁÔÝÔ ÐÏÅÔÉÃáȟ ÃÝÔ ĦÉ ÃÅÁ 
ÍÕÚÉÃÁÌáɊ ÓÅ ÁÆÌÁ ÿÎ ÁÆÁÒÁ ÓÆÅÒÅÉ ÓÁÌÅ ÄÅ ÉÎÆÌÕÅÎĪá ɀ folclorul nu putea fi 
controlat sau cenzurat, temele, ideile, imaginile erau absolut libere de careva 
principii ideologice impuse de sus (Smirnov, 2019:135). $ÉÎ ÁÃÅÁÓÔá ÃÁÕÚáȟ ÕÎÉÉ 
ÁÕÔÏÒÉ ÃÈÉÁÒ ÔÒÁÔÁÕ ÃÝÎÔÅÃÕÌ ÆÏÌÃÌÏÒÉÃ ÃÁ ÐÅ ÕÎ ÏÂÉÅÃÔ ÄÅ ÖÁÌÏÁÒÅ ÄÉÓÃÕÔÁÂÉÌáȟ ÃÁ 
ÐÅ ÕÎ ȵÏÂÉÅÃÔ ÄÅ ÖÁÌÏÁÒÅ ÄÕÂÉÏÁÓá ĦÉ ÃÈÉÁÒ ÄáÕÎáÔÏÒȟ ÃÁ ÒÅÆÌÅÃÔÁÒÅ Á ÕÎÅÉ ÖÉÅĪÉ 
ɉȢȢȢɊ ÒáÍÁÓÅ ÿÎ ÔÒÅÃÕÔȱ  ɉÃÉÔÁÔ ÄÕÐá ÕÎ ÄÏÃÕÍÅÎÔ ÃÅ ÓÅ ÐáÓÔÒÅÁÚá ÿÎ ÍÕÚÅÕÌ 
ÁÍÉÎÔÉÔȟ 3ÍÉÒÎÏÖȟ ΤΡΣΫȡΣΥΧɊȢ !ÃÅÁÓÔá ÓÉÔÕÁĪÉÅȟ ÃÕ ÓÉÇÕÒÁÎĪáȟ Á ÁÖÕÔ ÒÅÐÅÒÃÕÓÉÕÎÉ 
ĦÉ ÿÎ ÐÏÌÉÔÉÃÉÌÅ ÃÕÌÔÕÒÁÌÅ ÁÌÅ ÅÐÏÃÉÉȟ ÿÎ 2!33- ɀ Óá ÍÅÎĪÉÏÎáÍ ÄÏÁÒ ÆÁÐÔÕÌ Ãáȟ 
pentru a publica melodiile colectate, E. Lebedeva a avut nevoie de acordul 
Uniunii Compozitorilor Moldoveni din Tiraspol, conform unui alt document, 
ÐáÓÔÒÁÔ ÿÎ ÆÏÎÄÕÌ ÁÕÔÏÁÒÅÉȟ ÌÁ ÁÃÅÌÁĦÉ ÍÕÚÅÕȟ ÉÎÔÉÔÕÌÁÔ ȵ,ÉÓÔÁ ÃÝÎÔÅÃÅÌÏÒ 
ÍÏÌÄÏÖÅÎÅĦÔÉ, notate de E. Lebedeva, care au fost admise spre publicare de 
ÃáÔÒÅ 5ÎÉÕÎÅÁ #ÏÍÐÏÚÉÔÏÒÉÌÏÒ -ÏÌÄÏÖÅÎÉȱ ɉ&ÏÎÄÕÌ ,ÅÂÅÄÅÖÁȟ -l162-176; 
ːˣ˙˙˗ ˗˜-4720). 

 

$/5A #/,%#§)) $% &/,#,/2 !0A254% 35" _.'2)*)2%! %Ȣ ,%"%$%6! 
(1935, 1951) 

3ÕÂ ÿÎÇÒÉÊÉÒÅÁ ÃÅÒÃÅÔáÔÏÁÒÅÉȟ ÁÕ ÁÐáÒÕÔ ÄÏÕá ÃÏÌÅÃĪÉÉ ÄÅ ÆÏÌÃÌÏÒȡ ÐÒÉÍÁȟ 
ÆÉÉÎÄ ÁÌÃáÔÕÉÔá ÄÏÁÒ ÄÉÎ ÔÅØÔÅ ɉÆáÒá ÎÏÔÅ ÍÕÚÉÃÁÌÅɊȟ ÃÅÁ ÄÅ-a doua ɀ Ï ÃÏÌÅÃĪÉÅ 
ÄÅ ÆÏÌÃÌÏÒ ÍÕÚÉÃÁÌ ɉ,ÅÂÅÄÅÖÁȟ ΣΫΧΣɊȢ !ÍÂÅÌÅȟ ÌÁ ÍÏÍÅÎÔÕÌ ÁÃÔÕÁÌȟ ÓÕÎÔ ÒÁÒÉÔáĪÉ 
bibliografice.  

#ÝÎÔÅÃÅ ÐÏÐÏÒÁÎÅ ÍÏÌÄÏÖÅÎÅĦÔÉ (Neniu, Lebedeva, 1935) este una din 
ÃÅÌÅ ÍÁÉ ÔÉÍÐÕÒÉÉ ÃÏÌÅÃĪÉÉ ÄÅ ÔÅØÔÅ ÆÏÌÃÌÏÒÉÃÅ ɉÿÎ ÇÒÁÆÉÅ ÌÁÔÉÎáɊ ÄÉÎ ÁÃÅÁÓÔá 
regiune. Cel de-al doilea autor este Culai Neniu (1905-1939), cunoscut 
folclorist, muzician, ÐÒÏÆÅÓÏÒ ÄÅ ÍÕÚÉÃá ĦÉ ÃÝÎÔ ÌÁ ĦÃÏÁÌÁ ÐÅÄÁÇÏÇÉÃá ÄÉÎ ÏÒÁĦÕÌ 
"ÁÌÔÁȟ ÕÎÄÅ ÃÏÎÄÕÃÅÁ ÃÝÔÅÖÁ ÃÏÌÅÃÔÉÖÅ ÁÒÔÉÓÔÉÃÅ ÄÉÎ ĦÃÏÁÌáȟ ÃÏÒÕÌ ÄÅ ÓÔÕÄÅÎĪÉ ĦÉ 
orchestra de coarde. În anii 1930-1937, C. Neniu a lucrat la #ÏÍÉÔÅÔÕÌ ĦÔÉÉÎĪÉÆÉÃ 
moldovenesc în calitate de etnograf-ÆÏÌÃÌÏÒÉÓÔȟ ÃÏÌÁÂÏÒÝÎÄ ÿÎ ÉÎÖÅÓÔÉÇÁĪÉÉÌÅ ÓÁÌÅ 
ÃÕ %Ȣ ,ÅÂÅÄÅÖÁȢ #ÈÉÁÒ ÄÁÃá Á ÆÏÓÔ ÏÂÅÄÉÅÎÔ ÒÅÇÉÍÕÌÕÉ ÓÏÖÉÅÔÉÃȟ #Ȣ .ÅÎÉÕ ÎÕ Á 
ÅÖÉÔÁÔ ÓÏÁÒÔÁ ÔÒÁÇÉÃá Á ÍÕÌÔÏÒ ÏÁÍÅÎÉ ÄÅ ÃÕÌÔÕÒá ÁÉ ÔÉÍÐÕÌÕÉȟ ÆÉÉÎÄ ÅØÅÃÕÔÁÔ de 
ÃÏÍÕÎÉĦÔÉ ÿÎ ΣΫΥΫȢ  

#ÏÌÅÃĪÉÁ ÃÏÎĪÉÎÅ ΣΧΨ ÄÅ ÔÅØÔÅ ÄÅ ÃÝÎÔÅÃÅ ÐÒÏÐÒÉÕ-zise, doine, jurnale 
orale, grupate pe plan tematic, în 14 compartimente, intitulate: 1) la închisoare; 
ΤɊ ÂÉÒÕÒÉÌÅ ĪÁÒÉÓÔÅȠ ΥɊ ÃÝÎÔÅÃÅ ÎÏÉȠ ΦɊ ÃÝÎÔÅÃÅ ÈÁÉÄÕÃÅĦÔÉȠ ΧɊ ÒáÚÂÏÉÕÌ ÉÍÐÅÒÉÁÌÉÓÔ 
ĦÉ ÒÅÃÒÕĪÉÉȠ ΨɊ ÍÕÎÃÁ ÌÁ ÓÔÒáÉÎÉȠ ΩɊ ÃÝÎÔÅÃÅ ÃÉÏÂáÎÅĦÔÉȠ ΪɊ ÖÉÎÄÅÒÅÁ ÏÁÍÅÎÉÌÏÒȠ ΫɊ 
ÃÝÎÔÅÃÅ ÄÅ ÄÏÒ ĦÉ ÊÁÌÅȠ ΣΡɊ ÓÔÁÒÅÁ ÄÅ ÒÏÁÂá Á ÆÅÍÅÉÉ ÄÉÎ ÔÒÅÃÕÔȠ ΣΣɊ ÓÉÎÇÕÒáÔÁÔÅȠ 
ΣΤɊ ÃÝÎÔÅÃÅ ÁÎÔÉÒÅÌÉÇÉÏÁÓÅȠ ΣΥɊ ÃÝÎÔÅÃÅ ÄÅ ĦÁÇáȠ ΣΦɊ ÃÝÎÔÅÃÅ ÆÅÌÕÒÉÔÅȢ !ÕÔÏÒÉÉ ÁÕ 
ÎÏÔÁÔ ÁÎÕÌ ÃÏÌÅÃÔáÒÉÉȟ ÌÏÃÁÌÉÔÁÔÅÁ ĦÉ ÎÕÍÅÌÅ ÉÎÆÏÒÍÁÔÏÒÉÌÏÒȢ 3ÕÎÔ ÖÉÚÁÔÅ ΤΦ ÄÅ 
ÌÏÃÁÌÉÔáĪÉȡ ÓÁÔÅÌÅ 4ÁĦÌÝÃȟ -áÌáÉÅĦÔÉȟ -áÌáÉÅĦÔÉÉ 6ÅÃÈÉȟ 3ÐÅÉÁȟ "ÕÔÏÒȟ $ÅÌÁÃáÕ 
ɉÒÁÉÏÎÕÌ 'ÒÉÇÏÒÉÏÐÏÌɊȠ )ÁÇÏÒÌÝÃȟ -ÁÈÁÌÁȟ $ÏÒÏĪÃÁÉÁȟ #ÏĦÎÉĪÁȟ 0ÝÒÝÔÁȟ §ÉÂÕÌáÕÃÁ 
ɉÒÁÉÏÎÕÌ $ÕÂáÓÁÒÉɊȠ ,ÉÐÅĪÃȟ 'ÈÉÄÉÒÉÍ /ÆÁÔÉÎĪÉȟ -ÏÌÏÃÈÉĦÕÌ -ÁÒÅȟ ɉÒÁÉÏÎÕÌ 
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2ÝÂÎÉĪÁɊȟ 'ÒÕĦÃÁȟ 0ÏÄÏÉÍÁ ɉÒÁÉÏÎÕÌ #ÁÍÅÎÃÁɊȟ ÏÒÁĦÅÌÅ 'ÒÉÇÏÒÉÏÐÏÌȟ 3ÌÏÂÏÚÉÁȟ 
4ÉÒÁÓÐÏÌȟ "ÁÌÔÁȟ $ÕÂáÓÁÒÉȟ #ÁÍÅÎÃÁȢ 3ÕÎÔ ĦÉ ÃÝÔÅÖÁ ÔÅØÔÅ ÎÏÔÁÔÅ ÿÎ ÐÁÒÔÅÁ 
ÄÒÅÁÐÔá Á .ÉÓÔÒÕÌÕÉȟ ÃÕ ÉÎÄÉÃÁĪÉÁ ȵ"ÁÓÁÒÁÂÉÁȱȡ  Plânge-Íáȟ ÍÁÉÃáȟ ÃÕ ÄÏÒ, 
4ÕÒÔÕÒÉÃáȟ ÔÕÒÔÕÒÅÁ, Arde-o focul, ciocârlie,  *ÁÌÅÁ ÆÅÍÅÉÉ ÍáÒÉÔÁÔÅ ĦȢÁȢ  

$ÅĦÉ Á ÆÏÓÔ ÃÒÉÔÉÃÁÔá ÉÍÅÄÉÁÔ ÄÕÐá ÁÐÁÒÉĪÉÅ ÄÅ ÃáÔÒÅ .Ȣ 3ÍÏÃÈÉÎáȟ ÐÅÎÔÒÕ 
ÔÅØÔÅÌÅ ÆÏÌÃÌÏÒÉÃÅ ȵÁÄÅÓÅÁ ÆÏÒĪÁÔÅ ĦÉ ÌÉÐÓÉÔÅ ÄÅ ÖÁÒÉÁĪÉÅȟ ÆÉÉÎÄ ÐÒÅÌÕÃÒÁÔÅ ĦÉ 
ÁÄáÕÇÁÔÅ ÁÔÝÔ ÃÁ ÆÏÒÍáȟ ÃÝÔ ĦÉ ÃÁ ÆÏÎÄȱ ĦÉ ÐÅÎÔÒÕ ÁÂÓÅÎĪÁ ÕÎÏÒ ÓÐÅÃÉÉ 
ȵÐÒÉÇÏÎÉÔÅȱ ÐÒÅÃÕÍ ÃÏÌÉÎÄÁȟ ÕÒáÔÕÒÁȟ ÂÏÃÅÔÕÌȟ ÃÝÎÔÅÃÅÌÅ ÄÅ ÎÕÎÔá ɉÃÉÔÁÔ ÄÕÐá 
"áÉÅĦÕȟ ΤΡΡΪȡΦΫɊ ÔÏÔÕĦÉȟ ÔÒÅÂÕÉÅ Óá ÌÕáÍ ÿÎ ÃÏÎÓÉÄÅÒÁÒÅ Ãá ÁÃÅÁÓÔá ÃÏÌÅÃĪÉÅ ÅÓÔÅ 
ÕÎÉÃÁ ÁÐáÒÕÔá ÿÎ ÇÒÁÆÉÅ ÌÁÔÉÎá ÿÎ 2!33-ȟ ÃÅÅÁ ÃÅ Á ÃÏÎÓÔÉÔÕÉÔ ÕÎ ÅÖÅÎÉÍÅÎÔ 
ÃÕÌÔÕÒÁÌ ÄÅÏÓÅÂÉÔ ÌÁ ÁÃÅÌ ÔÉÍÐȢ $ÅÊÁ ÿÎ ÐÅÒÉÏÁÄÁ ÄÅ ÄÕÐá ÒáÚÂÏÉȟ ÃÕÌÅÇÅÒÅÁ ÅÓÔÅ 
ÁÐÒÅÃÉÁÔá ÃÁ ÆÉÉÎÄ ȵÉÍÐÕÎáÔÏÁÒÅ ÁÔÝÔ ÐÒÉÎ ÍÁÔÅÒÉÁÌȟ ÃÝÔ ĦÉ ÐÒÉÎ ÆÅÌÕÌ ÄÅ Á-l 
ÒÅÐÒÏÄÕÃÅ ĦÉ Á-Ì ÐÒÅÚÅÎÔÁ ÃÉÔÉÔÏÒÕÌÕÉȱ ɉ'ÁĪÁÃȟ ΣΫΨΧȡΨΧɊȢ 4ÏÔÏÄÁÔáȟ ÁÃÅÁÓÔÁ 
ÒÅÐÒÅÚÉÎÔá Ï ÖÁÌÏÁÒÅ ĦÉ ÐÒÉÎ ÖÏÌÕÍÕÌ ÉÍÐÕÎáÔÏÒ ÄÅ ÐÅÓÔÅ ΣΧΡ ÄÅ ÔÅØÔÅ ÐÅ ÃÁÒÅ 
le cÏÎĪÉÎÅȢ !ÓÔáÚÉȟ ÄÕÐá ΪΧ ÄÅ ÁÎÉ ÄÅ ÌÁ ÁÐÁÒÉĪÉÅȟ ÅÄÉĪÉÁ ÐÒÅÚÉÎÔá ÕÎ ÍÁÒÅ ÉÎÔÅÒÅÓ 
ĦÉ ÕÎ ÐÏÔÅÎĪÉÁÌ ÐÅÎÔÒÕ ÃÅÒÃÅÔÁÒÅȟ ÿÎ ÐÒÉÍÕÌ ÒÝÎÄ ÐÅ ÐÌÁÎÕÌ ÃÏÎĪÉÎÕÔÕÌÕÉ ÔÅÍÁÔÉÃ 
ÁÌ ÒÅÐÅÒÔÏÒÉÕÌÕÉȟ ÄÅĦÉ ÐÒÅÓÕÐÕÎÅÍ Ãá ÕÎÅÌÅ ÔÅØÔÅ ÁÒ ÆÉ ÓÕÐÏÒÔÁÔ ÿÎÔÒ-ÁÄÅÖáÒȟ 
ÕÎÅÌÅ ÁÄÁÐÔáÒÉ ÄÅÓÐÒÅ ÃÁÒÅ ÖÏÒÂÅÁ .Ȣ 3ÍÏÃÈÉÎáȢ !ÓÔÆÅÌȟ ÁÆÌáÍ ÁÉÃÉ Ï ÓÅÒÉÅ 
ÿÎÔÒÅÁÇá ÄÅ ÔÅÍÅ ÌÉÔÅÒÁÒÅ ÃÅ ÌÅ ÐÕÔÅÍ ÇáÓÉ ĦÉ ÿÎ ÒÅÐÅÒÔÏÒÉÕÌ ÄÅ ÆÏÌÃÌÏÒ ÍÕÚÉÃÁÌ 
ÃÏÎÔÅÍÐÏÒÁÎȟ ÆÉÉÎÄ ÿÎÒÅÇÉÓÔÒÁÔÅ ÄÅ ÎÏÉ ÿÎ ÃÁÄÒÕÌ ÅØÐÅÄÉĪÉÉÌÏÒ ÐÅÒÓÏÎÁÌÅ ÐÅ 
ÔÅÒÅÎȡ ÔÅÍÁ ÄÅ ÒÅÃÒÕÔÁÒÅȟ ÄÅ ÐÌÅÃÁÒÅ ÿÎ ÁÒÍÁÔá Á ÔÉÎÅÒÉÌÏÒ ÆÌáÃáÉ ɀ Plânge-Íáȟ 
ÍÁÉÃáȟ ÃÕ ÄÏÒ; 3ÃÏÁÌáȟ  ÍÁÉÃáȟ ÎÕ ÄÏÒÍÉȠ ÔÅÍÁ ÿÎÓÔÒáÉÎáÒÉÉ ɀ &ÒÕÎÚÉĦÏÁÒá ÄÅ ÐÅÌÉÎ, 
&ÒÕÎÚÕÌÉĪá ÌÏÚÉÏÁÒá ɉÖÁÒÉÁÎÔá ,Á .ÉÓÔÒÕȟ ÌÁ ÍáÒÇÉÏÁÒá); tema ursitei ɀ 2áÓÁÉȟ ÌÕÎáȟ 
ÄÅ ÃÕ ÓÅÁÒá, .Õ Íá ÄÁȟ ÍáÉÃÕĪá; tema dragostei ɀ Fa, IleaÎáȟ ÄÕÄÕÌÅÁÎá  ĦÉ ÍÕÌÔÅ 
ÁÌÔÅÌÅ ÃÁÒÅ ÃÉÒÃÕÌá ĦÉ ÓÕÎÔ ÿÎÃá ÂÉÎÅ-ÃÕÎÏÓÃÕÔÅ ÿÎ ÚÏÎáȢ _Î ÍÏÄ ÄÅÏÓÅÂÉÔ ÁÍ ÄÏÒÉ 
Óá ÍÅÎĪÉÏÎáÍ ÆÒÁÇÍÅÎÔÅ ÆÏÌÃÌÏÒÉÚÁÔÅ ÄÉÎ ÖÅÒÓÕÌ ÌÕÉ -ÉÈÁÉ %ÍÉÎÅÓÃÕ Codrule, 
ÃÏÄÒÕĪÕÌÅȟ ȵÃÏÍÐÌÅÔÁÔȱ ÿÎ ÍÏÄ ÆÉÒÅÓÃ ÄÅ ÁÕÔÏÒÕÌ ÁÎÏÎÉÍ ɀ Cântec haiducesc, 
(atribuit la tematica de haiducie): #ÏÄÒÕÌÅȟ ÃÏÄÒÕĪÕÌÅȟȾ #Å ÍÁÉ ÆÁÃÉȟ ÄÒáÇÕĪÕÌÅȦ Ⱦ 
În tine-ÁÍ ÉÎÔÒÁÔ ÃÏÐÉÌ Ⱦ $ÁÒ ÁÃÕÍÁ ÓÝÎÔ ÂáÔÒÝÎȟ ÃÝÔ ĦÉ Ï ÓÔÒÏÆá ÉÎÔÅÇÒÁÌá ÄÉÎ ÁÃÅÓÔ 
vers, cu subtitlul dat între paranteze: ÄÏÉÎá, în compartimentul cântece de dor 
ĦÉ ÊÁÌÅȢ 3Å ÒÅÍÁÒÃá ĦÉ ÇÒÕÐÕÌ ÄÅ ÃÝÎÔÅÃÅ ÄÅ ÒáÚÂÏÉȟ ÃÁÒÅ ÁÕ ÃÁ ÔÅÍÁÔÉÃá ÐÒÉÍÕÌ 
ÒáÚÂÏÉ ÍÏÎÄÉÁÌ ɀ .ÅÃÕÌÁÉȟ ÔÕȟ ÿÍÐáÒÁÔÅ (intitulat 2áÚÂÏÉÕÌ ÉÍÐÅÒÉÁÌÉÓÔ ĦÉ ÒÅÃÒÕĪÉÉ), 
&ÒÕÎÚÉĦÏÁÒá ÄÅ ÓÕÓÁÉ (intitulat Anul 1916), ,Á ÐÒÉÏÍ ÌÁ 6ÏÒÏÎÃáÕ ĦȢÁȢȟ ÿÎÔÝÌÎÉÔÅ ĦÉ 
ÿÎ ÁÌÔÅ ÃÏÌÅÃĪÉÉȢ  

$Å ÍÅÎĪÉÏÎÁÔ ÅÓÔÅ ĦÉ ȵÔÒÉÂÕÔÕÌȱ ÁÄÕÓ ÉÄÅÏÌÏÇÉÅÉ ÓÏÖÉÅÔÉÃÅ ÄÅ ÃáÔÒÅ 
ÁÕÔÏÒÉȟ ÐÒÉÎ ÉÎÃÌÕÄÅÒÅÁ ÕÎÏÒ ÔÅØÔÅ ÃÏÍÐÕÓÅȟ ÃÕ ÔÅÍÁÔÉÃÁ ÂÉÒÕÌÕÉ ĪÁÒÉÓÔȟ Á 
ȵÿÎÃÈÉÓÏÒÉÉȱ ÌÁ ÂÏÉÅÒÉȟ ÄÅÓÐÒÅ ÐÉÏÎÉÅÒÉ ɉÌÁ ÒÕÂÒÉÃÁ #ÝÎÔÅÃÅ ÎÏÉȟ ÔÅØÔÕÌ (ÁÉ ÂáÉÅĪÉ, 
ÃÁÒÅ ÅÓÔÅ ÖáÄÉÔ ÓÔÒáÉÎ ÐÏÅÔÉÃÉÉ ÐÏÐÕÌÁÒÅ ĦȢÁȢɊȢ  

Cea de-Á ÄÏÕÁ ÃÏÌÅÃĪÉÅ ÁÐáÒÕÔá ÌÁ -ÏÓÃÏÖÁ ÓÕÂ ÿÎÇÒÉÊÉÒÅÁ E. Lebedeva ɀ 
˙̏̌̅́̃̒̋̉̆ ̜̎́̑̏̅̎̆ ̐̆̒̎̉ (#ÝÎÔÅÃÅ ÐÏÐÕÌÁÒÅ ÍÏÌÄÏÖÅÎÅĦÔÉ) Lebedeva, 
1951), ÃÏÎĪÉÎÅ  ÍÁÔÅÒÉÁÌÅ ÃÏÌÅÃÔÁÔÅ ÿÎ ÅØÐÅÄÉĪÉÉÌÅ ÄÉÎ ÁÎÉÉ ΣΫΤΤȟ ΣΫΤΥȟ ΣΫΤΩȟ ΣΫΤΪȟ 
ΣΫΥΥ ĦÉ ΣΫΥΧȟ ÿÎ ÌÏÃÁÌÉÔáĪÉÌÅ "ÁÌÔÁȟ 4ÉÒÁÓÐÏÌȟ 'ÒÉÇÏÒÉÏÐÏÌ ĦÉ ÿÎ ÓÁÔÅÌÅ ÄÉÎ 
împrejurimi ɀ 3ÌÏÂÏÚÉÁȟ 3ÕÃÌÅÉÁ ĦÉ "ÕÔÏÒȟ ÕÎÄÅȟ ÄÕÐá ÃÕÍ ÁÒÁÔá ÁÕÔÏÁÒÅÁȟ ȵÁÍ 
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ÿÎÒÅÇÉÓÔÒÁÔ ÃÝÎÔÅÃÅ ÖÅÃÈÉ ÐÏÐÕÌÁÒÅȟ ÿÎ ÃÁÒÅ ÓÅ ÒÅÆÌÅÃÔá ÖÉÁĪÁ ÐÏÐÏÒÕÌÕÉ 
ÍÏÌÄÏÖÅÎÅÓÃ ÄÉÎ ÐÅÒÉÏÁÄÁ ÄÅ ÐÝÎá ÌÁ ÒÅÖÏÌÕĪÉÅȱ ɉ,ÅÂÅÄÅÖÁȟ ΣΫΧΣȡΤɊȢ _Î 
ÃÕÖÝÎÔÕÌ ÁÕÔÏÒÕÌÕÉȟ ÅÁ ÏÆÅÒá ÄÅÔÁÌÉÉ ÄÅÓÐÒÅ ÐÒÏÃÅÓÕÌ ÄÅ ÃÏÌÅÃÔÁÒÅȟ ÎÏÔÝÎÄȡ 
ȵ_ÎÒÅÇÉÓÔÒÁÒÅÁ ÃÝÎÔÅÃÅÌÏÒ Á ÆÏÓÔ ÅÆÅÃÔÕÁÔá ÌÁ ÁÕÚ ÄÅ ÌÁ ÃÝÎÔáÒÅĪÉÉ ÐÏÐÕÌÁÒÉȟ 
ÿÎÖáĪáÔÏÒÉȟ ÃÏÐÉÉ ĦȢÁȢÍȢÄȢ 3Å ÿÎÔÝÍÐÌÁ Óá ÓÃÒÉÕ ÃÝÎÔÅÃÕÌ ÐÅ ÄÅÁÌȟ ÿÎ ÔÉÍÐÕÌ 
ÌÕÃÒÕÌÕÉȟ ÐÅ ÓÔÒÁÄáȟ ÌÁ ÓÅÒÉÌÅ ÄÅ ÆÁÍÉÌÉÅȟ ÌÁ ÓáÒÂáÔÏÒÉȱ ɉ,ÅÂÅÄÅÖÁȟ ΣΫΧΣȡΤɊȢ $ÅĦÉ ÿÎ 
ÕÒÍÁ ÅØÐÅÄÉĪÉÉÌÏÒ ÁÕ ÆÏÓÔ ÎÏÔÁÔÅ ÕÎ ÎÕÍáÒ ÍÁÉ ÍÁÒÅ ÄÅ ÍÅÌodii, culegerea 
ÐÒÅÚÅÎÔÁÔá ÃÕÐÒÉÎÄÅ ÄÏÁÒ ΤΧȟ ÆÁÐÔ ÍáÒÔÕÒÉÓÉÔ ÄÅ ÁÕÔÏÁÒÅȡ ȵ#ÕÌÅÇÅÒÅÁ ÄÅ ÆÁĪá 
ÃÕÐÒÉÎÄÅ ÄÏÁÒ Ï ÐÁÒÔÅ Á ÿÎÒÅÇÉÓÔÒáÒÉÌÏÒ ÍÅÌÅȢ -ÁÊÏÒÉÔÁÔÅÁ ÁÃÅÓÔÏÒ ÃÝÎÔÅÃÅ ÍÉ-
ÁÕ ÆÏÓÔ ÃÏÍÕÎÉÃÁÔÅ ÿÎ ÁÎÉÉ ΣΫΤΤ ĦÉ ΣΫΤΥ ÄÅ ÃáÔÒÅ ÄÏÕá ÃÝÎÔáÒÅĪÅ ÂÕÎÅȟ 
ÃÕÎÏÓÃáÔÏÁÒÅ ÅØÃÅÌÅÎÔÅ Á ÍÕÚÉÃÉÉ ÐÏÐÕÌÁÒÅ ɀ A. A. Zagardan (care pe atunci 
avea 40-ΦΧ ÄÅ ÁÎÉɊ ĦÉ 6Ȣ )Ȣ ¥ÕÔÁÃȟ ÿÎ ÖÝÒÓÔá ÄÅ ΩΡ ÄÅ ÁÎÉȢ $Å ÌÁ ÐÒÉÍÁ ÁÍ ÿÎÓÃÒÉÓ 
preponderent cântece lirice, iar de la cea de-a doua ɀ ÉÓÔÏÒÉÃÅȱȢ ɉ,ÅÂÅÄÅÖÁȟ 
ΣΫΧΣȡΤɊȢ %ÓÔÅ ÉÍÐÏÒÔÁÎÔ ÄÅ ÍÅÎĪÉÏÎÁÔ ÐÒÅÚÅÎĪÁȟ ÌÁ ÓÆÝÒĦÉÔÕÌ ÃÏÌÅÃĪÉÅÉȟ Á ÕÎÕÉ 
ÔÁÂÅÌȟ ÿÎ ÃÁÒÅ ÓÕÎÔ ÉÎÄÉÃÁÔÅ ÁÎÕÌ ÃÏÌÅÃÔáÒÉÉȟ ÌÏÃÁÌÉÔÁÔÅÁȟ ÎÕÍÅÌÅ ÉÎÆÏÒÍÁÔÏÒÕÌÕÉȢ 
%ÄÉĪÉÁ ÅÓÔÅ ÂÉÌÉÎÇÖá ɀ ÒÏÍÝÎá-ÒÕÓáȟ ÔÏÁÔÅ ÔÅØÔÅÌÅ ÆÉÉÎÄ ÔÒÁÄÕÓÅȟ ÖÅÒÓÕÒÉÌÅ ÿÎ ÒÕÓá 
ÁÐáÒÝÎÄ ÃÈÉÁÒ ĦÉ ÓÕÂ ÎÏÔÅȟ ÆÁÐÔ ÃÅ ÉÎÄÉÃá ÓÐÒÅ ÃÁÌÉÔatea traducerii, ce presupune 
ÃÏÉÎÃÉÄÅÎĪÁ ÒÉÔÍÕÌÕÉ ĦÉ ÔÉÐÁÒÅÌÏÒ ÖÅÒÓÕÌÕÉ ÃÕ ÓÔÒÕÃÔÕÒÁ ÍÅÌÏÄÉÅÉȢ  

!ÎÁÌÉÚÝÎÄ ÔÅÍÁÔÉÃÁ ÐÏÅÔÉÃá Á ÍÅÌÏÄÉÉÌÏÒ ÉÎÓÅÒÁÔÅ ÿÎ ÃÏÌÅÃĪÉÁ ÄÁÔáȟ 
ÍÅÎĪÉÏÎáÍ Ãá ĦÉ ÁÉÃÉ ÐÕÔÅÍ ÕÒÍáÒÉ ÁÍÐÒÅÎÔÁ ÉÄÅÏÌÏÇÉÃá Á ÔÉÍÐÕÌÕÉȟ ÿÎÓáȟ ÓÐÒÅ 
deosebire de culegerile interbelice din stânga Nistrului, aici apar în prim plan 
ÃÝÎÔÅÃÅÌÅ ÄÅ ÇÌÕÍá ĦÉ ÄÅ ÄÒÁÇÏÓte (melodiile 2 ɀ ΣΦɊȢ ȵ4ÒÉÂÕÔÕÌ ÉÄÅÏÌÏÇÉÃȱ ÿÌ 
ÒÅÐÒÅÚÉÎÔá ÐÒÉÍÅÌÅ ÄÏÕá ÍÅÌÏÄÉÉȟ ÁÖÝÎÄ Ï ÔÅÍÁÔÉÃá ÄÅ ÍÕÎÃáȟ ĦÉȟ ÃÅÌ ÍÁÉ 
ÐÒÏÂÁÂÉÌȟ Ï ÓÕÒÓá ÄÅ ÁÕÔÏÒȟ ÆÉÉÎÄ ɉÃÏÎÆÏÒÍ ÉÎÄÉÃÁĪÉÉÌÏÒ ÁÕÔÏÁÒÅÉɊ ÃÕÌÅÓÅ ÄÅ ÌÁ 
ÃÏÐÉÉ ĦÉ ÄÅ ÌÁ ÃÏÎÄÕÃáÔÏÁÒÅÁ ÐÉÏÎÉÅÒÉÌÏÒȟ ÐÒÏÂÁÂÉÌȟ ÿÎÔÒ-o ÔÁÂáÒá ÄÅ ÃÏÐÉÉȢ $ÅÓÔÕÌ 
ÄÅ ÎÕÍÅÒÏÁÓÅ ÓÕÎÔ ÍÅÌÏÄÉÉÌÅ ÄÅ ÕÒÓÉÔáȟ ÄÅ ÿÎÓÔÒáÉÎÁÒÅ ɉÎÒȢ ΣΧ-20). Textul 
melodiei intitulate #ÝÎÔÅÃÕÌ ÄÅÓÐÒÅ ÒÏÂÉÁ ÔÕÒÃÅÁÓÃá ÄÅÎÏÔá Ï ÿÍÂÉÎÁÒÅ Á 
ÍÏÔÉÖÅÌÏÒ ÄÅ ÒÅÃÒÕÔÁÒÅȟ ÄÅ ÿÎÓÔÒáÉÎÁÒÅ ÃÕ ÃÅÌÅ ÄÅÓÐÒÅ ÒÏÂÉÁ ÔÕÒÃÅÁÓÃáȡ Foaie 
verde de-un mohor, / Plânge-Íáȟ ÍÁÉÃáȟ ÃÕ ÄÏÒȾ #á ĪÉ-am fost doar scump fecior/ 
§É-ÁÍ ÓÃÏÓ ÂÏÉÉ ÄÉÎ ÏÃÏÌ ɉȢȢȢɊ .ÉÃÉ Ï ÂÒÁÚÄá Î-ÁÍ ÂÒáÚÄÁÔ Ⱦ 4ÕÒÃÉÉ Í-au înconjurat/ 
În robie m-ÁÕ ÌÕÁÔȾ ¥É ÿÓȟ ÍÁÉÃá-ÎÓÔÒáÉÎÁÔ.  

Un loc aparte este acordat tematicii de haiducie (nr. 21, 22) ɀ în special, 
ÔÅØÔÅÌÅ ÃÏÎĪÉÎ ÒÅÆÅÒÉÎĪÅ ÌÁ ÈÁÉÄÕÃÉÉ "ÏÇÈÅÁÎȟ 3ÔÏÉÁÎ ĦÉ "ÅÒÇÁÎ ɀ versiuni locale 
ale subiectului Radu mameiȟ ÿÎÔÝÌÎÉÔÅ ĦÉ ÿÎ ÁÌÔÅ ÃÏÌÅÃĪÉÉȢ $Å ÆÁÐÔȟ ÉÄÅÅÁ ÄÅ ÌÕÐÔáȟ 
ÄÅ ÃÏÎÓÁÃÒÁÒÅ ÕÎÕÉ ÉÄÅÁÌ ÓÏÃÉÁÌ ÓÐÅÃÉÆÉÃá ÔÅÍÁÔÉÃÉÉ ÈÁÉÄÕÃÅĦÔÉ ÃÏÒÅÓÐÕÎÄÅÁ ÃÕ 
ÉÄÅÏÌÏÇÉÁ ÐÕÔÅÒÉÉ ÓÏÖÉÅÔÉÃÅȟ ÆÉÉÎÄ ÍÅÎÉÔá Óá ÿÎÓÕÆÌÅĪÅÁÓÃá ÐÏÐÏÒÕÌ ÌÁ ÆÁÐÔÅ 
ÍáÒÅĪÅȢ _Î ÃÁÚÕÌ ÈÁÉÄÕÃÉÌÏÒȟ ÅÓÔÅ ÖÏÒÂÁ ÄÅÓÐÒÅ ÌÕÐÔÁ ÃÏÎÔÒÁ ȵÖÒáÊÍÁĦÉÌÏÒ ÒáÉȱ ÿÎ 
ÒÏÌÕÌ ÃáÒÏÒÁ ÅÒÁÕ ÄÕĦÍÁÎÉÉ ɀ boierii.  

5ÌÔÉÍÅÌÅ ÍÅÌÏÄÉÉ ÉÎÓÅÒÁÔÅ ÿÎ ÃÏÌÅÃĪÉÅ ÓÅ ÁÔÒÉÂÕÉÅ ÃÝÎÔÅÃÕÌÕÉ ÅÐÉÃ 
ÔÒÁÄÉĪÉÏÎÁÌ ɉÂÁÌÁÄáɊ ɀ Mare-i iarmaroc la Prut (motivul .ÅÖÁÓÔÁ ÖÝÎÄÕÔá); ,ÝÎÇá 
ÍÁÌÕÌ $ÕÎáÒÉÉ (¥áÎÄÒÕÌÅÁÓÁɊ ĦÉ Plevnaȟ ÁÖÝÎÄ ÃÁ ÔÅÍÁÔÉÃá ÃÅÌÅÂÒÁ ÌÕÐÔáȟ ÁÓÅÄÉÕÌ 
0ÌÅÖÎÅÉ ÄÉÎ ΣΪΩΩȢ _Î ÇÅÎÅÒÁÌȟ ÃÈÉÁÒ ĦÉ ÿÎ ÃÝÎÔÅÃÅÌÅ ÄÅÓÐÒÅ ÒÏÂÉÁ ÔÕÒÃÅÁÓÃáȟ ÐÕÔÅÍ 
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ÿÎÔÒÅÖÅÄÅÁ Ï ÔÅÎÔá ÉÄÅÏÌÏÇÉÃáȟ ÐÒÉÎ ÏÐÏÚÉĪÉÁ ÄÉÎÔÒÅ ÔÒÅÃÕÔÕÌ ÿÎÌáÎĪÕÉÔ ÿÎ ÒÏÂÉÅ ĦÉ 
ÐÒÅÚÅÎÔÕÌ ÕÎÕÉ ÔÒÁÉ ÆÅÒÉÃÉÔ ÿÎ ĪÁÒÁ ÓÏÖÉÅÔÉÃáȢ  

FONDUL DE MANUSCRISE MUZICALE DE FOLCLOR ECATERINA LEBEDEVA 
0A342!4 _. !2()6! -5:%5,5) .!§)/.!, !, -5:)#)) $). -/3#/6!ȡ / 
!.!,):A 02%,)-).!2A 

$ÕÐá ÃÕÍ ÁÍ ÁÒáÔÁÔȟ ÎÕ ÔÏÁÔÅ ÍÅÌÏÄÉÉÌÅ ÃÏÌÅÃÔÁÔÅ ÄÅ %Ȣ ,ÅÂÅÄÅÖÁ ÁÕ 
ÆÏÓÔ ÐÕÂÌÉÃÁÔÅȢ $Å ÆÁÐÔȟ ÃÅÁ ÍÁÒÅ ÐÁÒÔÅ ÓÅ ÐáÓÔÒÅÁÚá ÁÓÔáÚÉ ÓÕÂ ÆÏÒÍá ÄÅ 
manuscrise ɀ ÎÏÔÅ ÍÕÚÉÃÁÌÅ ĦÉ ÔÅØÔÅ ÔÒÁÎÓÃÒÉÓÅȟ ÌÁ -ÕÚÅÕÌ .ÁĪÉÏÎÁÌ ÁÌ -ÕÚÉÃÉÉ 
ÄÉÎ -ÏÓÃÏÖÁȟ &ÅÄÅÒÁĪÉÁ 2ÕÓá ĦÉ ÃÏÎÓÔÉÔuie Fondul Ecaterina Lebedeva (1922-
ΣΫΥΧɊȢ 3Å ÐÁÒÅ Ãá ÅÓÔÅ ÃÅÌ ÍÁÉ ÔÉÍÐÕÒÉÕ ÆÏÎÄ ÄÅ ÁÒÈÉÖá ÄÅ ÆÏÌÃÌÏÒ ÍÕÚÉÃÁÌ ÄÉÎ 
ÁÃÅÁÓÔá ÒÅÇÉÕÎÅȟ ÉÄÅÎÔÉÆÉÃÁÔ ÒÅÌÁÔÉÖ ÒÅÃÅÎÔ ÄÅ ÃáÔÒÅ ÁÕÔÏÒÉÉ ÁÒÔÉÃÏÌÕÌÕÉ ÄÅ ÆÁĪáȢ _Î 
ÕÒÍÁ ÄÅÍÅÒÓÕÌÕÉ ÎÏÓÔÒÕȟ ÁÄÍÉÎÉÓÔÒÁĪÉÁ ÍÕÚÅÕÌÕÉ Á ÿÎÃÅÐÕÔ ÓÃÁÎÁÒÅÁ ÄÉÇÉÔÁÌá ĦÉ 
ÐÌÁÓÁÒÅÁ ÏÎÌÉÎÅ Á ÁÃÅÓÔÅÉ ÃÏÌÅÃĪÉÉȢ #ÈÉÁÒ ÌÁ Ï ÐÒÉÍá ÁÎÁÌÉÚáȟ ÁÍ ÃÏÎÓÔÁÔÁÔ Ãá 
ÆÏÎÄÕÌ ÃÏÎĪÉÎÅ Ï ÐÁÒÔÅ ÄÉÎ ÍÅÌÏÄÉÉÌÅ ÄÅÊÁ ÐÕÂÌÉÃÁÔÅ ÿÎ ÃÏÌÅÃĪÉÁ ÄÉÎ ΣΫΧΣȟ ÃÝÔ ĦÉ Ï 
ÓÅÒÉÅ ÿÎÔÒÅÁÇá ÄÅ ÍÅÌÏÄÉÉ ÒáÍÁÓÅ ÎÅÐÕÂÌÉÃÁÔÅȢ _Î ÔÏÔÁÌȟ &ÏÎÄÕÌ %Ȣ ,ÅÂÅÄÅÖÁ, 
având acces liber pe site-ÕÌ -ÕÚÅÕÌÕÉ .ÁĪÉÏÎÁÌ ÁÌ -ÕÚÉÃÉÉ ÄÉÎ 2ÕÓÉÁȟ ÃÏÎĪÉÎÅ ÿÎ 
ÐÒÅÚÅÎÔ ΥΩ ÄÅ ÍÅÌÏÄÉÉ ÃÅ ÎÕ ÁÕ ÆÏÓÔ ÐÕÂÌÉÃÁÔÅ ÿÎ ÃÏÌÅÃĪÉÁ ÓÁ ÁÐáÒÕÔá ÿÎ ÁÎÕÌ ΣΫΧΣȢ 
Una din cauze, cel mai probabil, a fost cenzura: pe unele file pot fi observate 
ÌÉÎÉÉÌÅ ÒÏĦÉÉ ĦÉ ÃÈÉÁÒ ÕÎÅÌÅ ÃÏÍÅÎÔÁÒÉÉ ÌáÓÁÔÅ ÄÅ ÃÅÎÚÏÒÉÉ ÄÅ ÌÁ 5ÎÉÕÎÅÁ 
#ÏÍÐÏÚÉÔÏÒÉÌÏÒ ÄÉÎ 2!33-Ȣ _Î ÓÐÅÃÉÁÌȟ ÁÕ ÆÏÓÔ ÿÎÌáÔÕÒÁÔÅ ÔÅØÔÅÌÅ ÎÅÉÎÔÅÌÉÇÉÂÉÌÅȟ 
ÄÉÎ ÃÝÔÅÖÁ ÒÝÎÄÕÒÉ ĦÉ ÔÅØÔÅÌÅ ÄÅ ÇÌÕÍáȟ ÃÕ ÃÏÎĪÉÎÕÔ ÅÒÏÔÉÃȢ -ÅÌÏÄÉÉÌÅ ÓÕÎÔ ÎÏÔÁÔÅ 
ÃÕ ÃÒÅÉÏÎ ÓÁÕ ÃÕ ÃÅÒÎÅÁÌáȟ ÉÁÒ sub note sunt scrise cuvintele primei strofe, în 
ÇÒÁÆÉÅ ÌÁÔÉÎáȠ ÿÎ ÕÎÅÌÅ ÃÝÎÔÅÃÅ ÅÓÔÅ ÎÏÔÁÔá ĦÉ ÔÒÁÄÕÃÅÒÅÁ ÿÎ ÒÕÓá Á ÔÅØÔÕÌÕÉȟ ÓÕÂ 
ÎÏÔÅȢ %Ȣ ,ÅÂÅÄÅÖÁ Á ÆÏÓÔ ĦÉ ÁÕÔÏÁÒÅÁ ÔÒÁÄÕÃÅÒÉÌÏÒ ÿÎ ÒÕÓáȟ ÆÁÐÔ ÄÉÎ ÃÁÒÅ 
ÃÏÎÃÈÉÄÅÍ Ãá ÃÅÒÃÅÔáÔÏÁÒÅÁ ÃÕÎÏĦÔÅÁ ÂÉÎÅ ÌÉÍÂÁ ÒÏÍÝÎáȟ ÍÁÎÕÓÃÒÉÓÅÌÅ 
ÔÅØÔÅÌÏÒ ÆÉÉÎÄ ÔÒÁÎÓÃÒÉÓÅ ÄÅ ÅÁ ÓÅÐÁÒÁÔȟ ÿÎ ÇÒÁÆÉÅ ÌÁÔÉÎá ĦÉ ÿÎ ÇÒÁÆÉÅ ÃÈÉÒÉÌÉÃáȟ ÉÁÒ 
ÍÁÉ ÁÐÏÉȟ ÐÅ ÁÌÔÅ ÐÁÇÉÎÉ ÓÅÐÁÒÁÔÅȟ ÐÒÅÚÅÎÔÁÔÅ ÔÅØÔÅÌÅȟ ÂÉÌÉÎÇÖȟ ÿÎ ÒÏÍÝÎá ĦÉ ÒÕÓáȢ  

4ÒÅÂÕÉÅ Óá ÍÅÎĪÉÏÎáÍ Ãá ĦÉ ÌÁ Ï ÐÒÉÖÉÒÅ ÄÅ ÓÕÐÒÁÆÁĪá ÐÕÔÅÍ ÃÏÎÃÈÉÄÅ 
Ãá ÁÃÅÓÔ ÆÏÎÄ ÃÏÎÓÔÉÔÕÉÅ Ï ÓÕÒÓá ÄÅ ÁÒÈÉÖá ÅØÔÒÅÍ ÄÅ ÉÎÔÅÒÅÓÁÎÔáȟ ÃÅ ÎÅÃÅÓÉÔá 
ÕÎ ÓÔÕÄÉÕ ÍÁÉ ÁÐÒÏÆÕÎÄÁÔȟ ÐÅ ÄÉÆÅÒÉÔÅ ÄÉÒÅÃĪÉÉ ÄÅ ÃÅÒÃÅÔÁÒÅ ɀ istoric, sociologic, 
ÌÉÎÇÖÉÓÔÉÃȟ ĦÉȟ ÿÎ ÐÒÉÍÕÌ ÒÝÎÄȟ ÍÕÚÉÃÁÌȢ _Î ÃÅÌÅ ÃÅ ÕÒÍÅÁÚáȟ ÖÏÍ ÅÆÅÃÔÕÁ Ï 
ÄÅÓÃÒÉÅÒÅ ÇÅÎÅÒÁÌá Á ÁÃÅÓÔÏÒ ÍÁÔÅÒÉÁÌÅȟ ÐÒÅÃÏÎÉÚÝÎÄ ÕÎ ÓÔÕÄÉÕ ÕÌÔÅÒÉÏÒ ÍÁÉ 
amplu în acest sens.   

/ ÐÒÉÍá ÒÅÍÁÒÃá ÅÓÔÅ Ãá ÎÕ ÔÏÁÔÅ ÍÅÌÏÄÉÉÌÅ ÃÏÎĪÉÎ ÄÁÔÅ ÄÅÓÐÒÅ 
ÌÏÃÁÌÉÔÁÔÅÁȟ ÎÕÍÅÌÅ ÉÎÆÏÒÍÁÔÏÒÕÌÕÉ ĦȢÁȢ $ÉÎ ÕÎÅÌÅ ÎÏÔÉĪÅ ÌáÓÁÔÅ ÐÅ ÍÁÒÇÉÎÅÁ 
ÆÉÌÅÌÏÒ ÄÅÓÐÒÉÎÄÅÍ ÉÎÆÏÒÍÁĪÉÉ ÉÎÔÅÒÅÓÁÎÔÅȟ ÓÐÒÅ ÅØÅÍÐÌÕȟ ÐÅ ÆÉÌÁ ÃÕ ÃÝÎÔÅÃÕÌ 
0ÌÝÎÇÅĪÉȟ ÏÃÈÉȟ ĦÉ ÌáÃÒáÍÁĪÉȟ ÎÏÔÁÔ ÿÎ ÄÏÕá ÖÁÒÉÁÎÔÅȟ ÿÎ ΣΫΤΩȟ ÿÎ ÏÒÁĦÕÌ 'ÒÉÇÏÒÉÏÐÏÌȟ 
%Ȣ ,ÅÂÅÄÅÖÁ ÎÏÔÅÁÚáȡ ȵ˔́̐̉̒́̎ ̍̏̉̍ ̗̏̓̏̍ ̃ ΣΪΩΤ ̄Ȣȟ ̄Ȣ ˎ̝̗̜̆̌ȱ ɉÎÏÔÁÔ ÄÅ 
ÔÁÔáÌ ÍÅÕ ÿÎ ΣΪΩΤȟ ÿÎ ÏÒÁĦÕÌ "áÌĪÉɊȢ !ÓÔÆÅÌȟ ÄÁÔÅÌÅ ÂÉÏÇÒÁÆÉÃÅ ÆÏÁÒÔÅ ÓÕÍÁÒÅ ÐÅ 
ÃÁÒÅ ÌÅ ÃÕÎÏÁĦÔÅÍ ÄÅÓÐÒÅ ÅÔÎÏÍÕÚÉÃÏÌÏÇÕÌ ÒÕÓ sunt completaÔÅ ÃÕ ÉÎÆÏÒÍÁĪÉÁ 
ÄÅÓÐÒÅ ÔÁÔáÌ ÅÉȟ ÃÁÒÅȟ ÐÒÏÂÁÂÉÌȟ Á ÃÏÌÅÃÔÁÔ ÆÏÌÃÌÏÒ ÿÎ "ÁÓÁÒÁÂÉÁȟ ÿÎ Á ÄÏÕÁ 
ÊÕÍáÔÁÔÅ Á ÓÅÃÏÌÕÌÕÉ ÁÌ 8)8-ÌÅÁȟ ÌÁ "áÌĪÉȢ $ÏÁÒ ΣΨ ÍÅÌÏÄÉÉ ÃÏÎĪÉÎ ÉÎÆÏÒÍÁĪÉÉ ÄÅ 
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ÔÅÒÅÎ ÁÄÉĪÉÏÎÁÌÅ; ÁÓÔÆÅÌȟ ÌÏÃÁÌÉÔáĪÉÌÅ ÉÎÄÉÃÁÔÅ ÓÕÎÔȡ ÏÒÁĦÅÌÅ 4ÉÒÁÓÐÏÌȟ 3ÌÏÂÏÚÉÁȟ 
'ÒÉÇÏÒÉÏÐÏÌȟ ÓÁÔÕÌ "ÕÔÏÒȟ 'ÒÉÇÏÒÉÏÐÏÌȟ ÓÁÔÕÌ "ÕÒÈÁÒÄȟ $ÕÂáÓÁÒÉȢ 5ÎÅÌÅ ÎÕÍÅ ÁÌÅ 
ÉÎÆÏÒÍÁÔÏÒÉÌÏÒ ÆÉÇÕÒÅÁÚá ĦÉ ÿÎ ÃÏÌÅÃĪÉÁ ÅÄÉÔÁÔá ɀ 6Ȣ ¥ÕÔÁÃ ĦÉ !Ȣ :ÁÈÁÒÄÁÎ ÄÉÎ 
Grigoriopol, G. Korcinski din ButoÒȟ 'ÒÉÇÏÒÉÏÐÏÌȠ .Ȣ .ÉĪÕÌÅÁÓÿ ÄÉÎ 3Ȣ 3ÌÏÂÏÚÉÁȠ 
&ÉÏÄÏÒ #ÝÒÌÉÇ ɉ#ÈÉÒÌÉÃɊ ÄÉÎ 4ÉÒÁÓÐÏÌȢ !ÐÁÒ ĦÉ ÁÌÔÅ ÎÕÍÅ ɀ Simonov din Grigoriopol 
(Colo-n vale-Î ÇÒáÄÉÎÉĪá); Muntean din Slobozia ((ÁÉ Ħ-om zice una)Ƞ §ÁÐÉĦ din 
Slobozia (0ÏÆÔÉÍȟ #ÏÂÅĦÅÌȟ ÿÎ ÃÁÓá); Irina Balan din Slobozia (&ÒÕÎÚá ÖÅÒÄÅ ÔÒÉÉ 
alune).  

$ÉÖÅÒÓÉÔÁÔÅÁ ÓÐÅÃÉÉÌÏÒ ÌÉÒÉÃÅ ÐÒÅÚÅÎÔÅ ÿÎ ÆÏÎÄ ÅÓÔÅ ÄÅÓÔÕÌ ÄÅ ÌÁÒÇáȡ ÃÉÒÃÁ 
30 de melodii sunt de cântec propriu-ÚÉÓȠ ÃÝÔÅÖÁ ÄÏÉÎÅȟ ÒÏÍÁÎĪÅȟ ÕÎ ÃÝÎÔÅÃ ÄÅ 
ÎÕÎÔáȟ Ï ÂÁÌÁÄá ɉÊÕÒÎÁÌ ÏÒÁÌɊ ĦÉ ÃÝÔÅÖÁ ÍÅÌÏÄÉÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅȢ 5ÎÅÌÅ ÄÉÎÔÒÅ 
ÁÃÅÓÔÅÁ ÃÉÒÃÕÌá ĦÉ ÁÓÔáÚÉ ÿÎ ÓÐÁĪÉÕÌ ÐÒÕÔÏ-ÎÉÓÔÒÅÁÎȟ ÍÅÌÏÄÉÉÌÅ ĦÉ ÔÅØÔÅÌÅ ÁÐÁÒĪÉÎ 
fondului melodic vechi:  

- ÄÅ ÕÒÓÉÔáȡ $ÅÃÝÔȟ ÍÁÉÃáȟ Íá ÆáÃÅÉȠ &ÒÕÎÚÉĦÏÁÒá ÓÔÕÈ ÄÅ ÂÁÌÔá (cu 

ÒÅÍÁÒÃÁȡ ÄÏÉÎÁȟ ÊÁÌÅÁ ÆÅÍÅÉÉ ÍáÒÉÔÁÔÅɊȠ 0ÌÝÎÇÅĪÉȟ ÏÃÈÉȟ ĦÉ ÌáÃÒáÍÁĪÉȠ 3áÒÁÃÁ ÍÁÉÃÁ 

me ɉÁÔÒÉÂÕÉÔ ÉÍÐÒÏÐÒÉÕȡ ÃÝÎÔÅÃ ÄÅ ÌÅÁÇáÎɊȠ 

- de dragoste: &ÒÕÎÚÕÌÉĪá ÆÉÒ ÍáÔÁÓÅȠ )ÌÅÁÎÁ ɉ(ÁÉȟ )ÌÅÁÎá ÌÁ ÐÏÉÁÎáɊȠ 

3ÕÒÕÇÉÕÌȠ ,ÅÌÅ ÃÕ ÓÃÕÒÔÅÉÃÁ ÖÅÒÄÅȠ &ÒÕÎÚá ÖÅÒÄÅ ÔÒÉÉ ÁÌÕÎÅȠ #ÝÔ ÿÉ ĪÁÒÁ 

ÍÏÌÄÏÖÅÎÅÁÓÃá; 

- de recrutare: Plânge-Íáȟ ÍÁÉÃáȟ ÃÕ ÄÏÒ ɉ#ÝÎÔÅÃÕÌ ÒÅÃÒÕĪÉÌÏÒɊ; 

- ÄÅ ÿÎÓÔÒáÉÎÁÒÅȡ &ÒÕÎÚÕÌÅÁÎá ÇÒÝÕ ÃÕÒÁÔ; 

- ÄÅ ÇÌÕÍáȡ !Í ÕÎ ÌÅÕ ĦÉ ÖÒÅÕ Óá-l beu; Am pus lâna-Î ÆÕÒÃÕÌÉĪáȠ (ÁÉ Ħ-om 

zice una; 

- de paharȡ 0ÏÆÔÉÍȟ #ÏÂÅĦÅÌȟ ÿÎ ÃÁÓáȠ ¥ÁÉÅÒ ɉ-ÏĦÎÅÊÅÌ ÃÕ ÖÉÎÕ ÂÕÎɊȠ .ÅÉÃÁ 

"ÁÈÕÓȠ 4ÁÔÕ ÎÏÓÔÒÕ ÃÅÌ ÂáÔÒÝÎȠ "ÕÎ ÿÉ ÖÉÎÕÌȟ ÔÁÒÅ-mi place; 

- de joc: -ÁÚÝÌÅÁÓÃÁȟ $Å ÊÏÃ ɉ¥ÁÉÅÒɊ; 

- ÃÉÏÂáÎÅĦÔÉȡ "ÝÒȟ ÂÝÒȟ ÂÝÒȟ ÏÉĪÅÌÅ ÍÅÌÅ ɉÄÏÁÒ ÔÅØÔɊȟ ĦȢÁȢ 

%ÓÔÅ ÉÎÔÅÒÅÓÁÎÔ Ãá ÃÅÒÃÅÔáÔÏÁÒÅÁ ÎÏÔÅÁÚá ĦÉ ÁÓÐÅÃÔÅ ÁÌÅ ÆÕÎÃĪÉÏÎÁÌÉÔáĪÉÉ 
cântecelor, spre exemplu, cântecul-ÒÏÍÁÎĪá %Õ ĪÉ-ÁÍ ÓÐÕÓ ÏÄÁÔá ĦÉ ÃÝÎÔÅÃÕÌ 
doinit Nistru, Nistru (cu remarca de tempo LargoɊ ÓÕÎÔ ÁÔÒÉÂÕÉÔÅ ÓÐÅÃÉÅÉ ȵÄÅ 
ÌÕÃÒÕȱȟ ÃÕ ÒÅÍÁÒÃÉÌÅȡ ȵÓÅ ÃÝÎÔá ÌÁ ĪÅÓÕÔȱȢ 0ÕÔÅÍ ÐÒÅÓÕÐÕÎÅ Ãá ÁÃÅÓÔÅ ÍÅÌÏÄÉÉ 
ÓÅ ÃÝÎÔÁÕ ÄÅ ÆÅÍÅÉ ÿÎ ÔÉÍÐ ÃÅ ÌÕÃÒÁÕ ÿÍÐÒÅÕÎáȟ ÉÁÒÎÁȟ ÌÁ ÔÏÒÓȟ ĪÅÓÕÔȟ ÌÁ ĦÅÚáÔÏÒÉȢ 
3ÕÎÔ ÉÎÔÅÒÅÓÁÎÔÅ ĦÉ ÁÌÔÅ ÒÅÍÁÒÃÉ ÁÌÅ ÃÅÒÃÅÔáÔÏÁÒÅÉȡ ÐÅÎÔÒÕ ÃÝÎÔÅÃÅÌe de pahar, 
ÎÏÔÅÁÚá ȵÓÅ ÃÝÎÔá ÃÕ ÖÉÎȱȠ ÐÅÎÔÒÕ ÃÝÎÔÅÃÕÌ ÄÒÁÇÏste Ileana ɀ ȵÃÝÎÔÅÃ ÄÅ ÖÉÁĪáȱȠ 
pentru Am un leu ɀ ȵÃÝÎÔÅÃ ÄÅ ÖÅÓÅÌÉÅȱȠ ÐÅÎÔÒÕ ÃÝÎÔÅÃÕÌ 3áÒÁÃÁ ÍÁÉÃÁ ÍÅ, cu 
ÓÕÂÉÅÃÔ ÄÅ ÕÒÓÉÔá ɉÃÁÒÅ ÁÒ ÆÉ ÁÔÒÉÂÕÉÔ ÁÓÔáÚÉ ÓÐÅÃÉÅÉ ȵÃÁ ÄÅ ÌÅÁÇáÎȱɊ ɀ ȵÃÝÎÔÅÃ ÄÅ 
ÌÅÇáÎÁÔȱȟ ȵÃÝÎÔÅÃ ÄÅ ÌÅÁÇáÎȱ ĦÉ ȵÃÝÎÔÅÃ ÄÅ ÃÏÐÉÌáÒÉÅȱȢ   

0ÒÉÎÔÒÅ ÔÅØÔÅÌÅ ÎÏÔÁÔÅ ÇáÓÉÍ ÍÏÔÉÖÅ ÐÏÅÔÉÃÅ ĦÉ ÉÍÁÇÉÎÉ ÐÌÁÓÔÉÃÅ ÄÅ 
ÿÎÁÌÔá ÆÏÒĪá ÓÕÇÅÓÔÉÖáȡ &ÒÕÎÚÕÌÅÁÎá ÇÒÝÕ ÃÕÒÁÔ Ⱦ 4ÁÒÅ Í-ÁÍ ÍÁÉ ÓáÔÕÒÁÔ Ⱦ §áÒÉÌÅ 
de-ÎÃÏÎÊÕÒÁÔȟ Ⱦ 0Å ÓÔÒáÉÎÉ ÄÅ ÓÕÐáÒÁÔȢ ɉÎÏÔÁÔ ÿÎ ÓÁÔÕÌ "ÕÒÈÁÒÄȟ ÒÁÉÏÎÕÌ $ÕÂáÓÁÒÉɊȢ 
5Î ÔÅØÔ ÉÎÔÅÒÅÓÁÎÔȟ ÄÏÁÒ ÄÉÎ Φ ÒÝÎÄÕÒÉ ÐÏÅÔÉÃÅȟ ÃÏÎĪÉÎÅ ÃÝÎÔÅÃÕÌ ÄÅ ÐÁÈÁÒ Tatu 
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ÎÏÓÔÒÕ ÃÅÌ ÂáÔÒÝÎȟ ÎÏÔÁÔ ÄÅ ÌÁ 6Ȣ ¥ÕÔÁÃ ÄÉÎ 'ÒÉÇÏÒÉÏÐÏÌȡ 4ÁÔÕ ÎÏÓÔÒÕ ÃÅÌ ÂáÔÒÝÎ Ⱦ 
Fost au fost foi (pui? ɀ n.n.) di român / Sî-l cinstim tot cu vin, / Tot cu vin, cu pelin.  

Repertoriul muzical al cântecelor propriu-ÚÉÓÅ ÄÉÎ ÁÃÅÓÔ ÆÏÎÄ ÃÏÎĪÉÎÅ 
ÕÎ ĦÉÒ ÄÅ ÖÁÒÉÁÎÔÅ ÍÅÌÏÄÉÃÅ ÄÅ ÌÁÒÇá ÃÉÒÃÕÌÁĪÉÅ ÿÎ ÿÎÔÒÅÇ ÁÒÅÁÌÕÌ ÒÏÍÝÎÅÓÃȢ 5ÎÁ 
ÄÉÎÔÒÅ ÁÃÅÓÔÅÁ ÅÓÔÅ ÃÝÎÔÅÃÕÌ ȵÄÅ ÖÅÓÅÌÉÅȱ Am un leuȟ ÍÅÌÏÄÉÅ ÃÁÒÅ ÃÉÒÃÕÌá ÃÕ 
mai multe texte ɀ 0ÁÓáÒÅ ÇÁÌÂÅÎá-n cioc în Transilvania; -áÉ ÓÔÅÊÁÒ ÐÌÅÔÏÓ ĦÉ ÖÅÒÄÅ 
ÿÎ -ÏÌÄÏÖÁ ĦȢÁȢȟ ÆÉÉÎÄ ÉÎÃÌÕÓáȟ ÄÕÐá ÃÕÍ ÓÅ ĦÔÉÅȟ ÿÎ 2ÁÐÓÏÄÉÁ 2ÏÍÝÎá Nr. 1 de G. 
Enescu.  

/ ÁÌÔá ÍÅÌÏÄÉÅ ÃÅ ÓÅ ÒÅÍÁÒÃá ÿÎ ÃÏÌÅÃĪÉÁ %Ȣ ,ÅÂÅÄÅÖÁ ÅÓÔÅ Cântecul 
ÒÅÃÒÕĪÉÌÏÒ (Plânge-Íáȟ ÍÁÉÃá ÃÕ ÄÏÒɊȢ #ÈÉÁÒ ÄÁÃá ÐÒÉÍÅÌÅ ÓÔÒÏÆÅ ÓÕÎÔ ÄÅ ÌÁÒÇá 
ÃÉÒÃÕÌÁĪÉÅȟ ÃÅÌÅÌÁÌÔÅ ÃÏÎĪÉÎ ÕÎ ÔÅØÔ ÍÁÉ ÐÕĪÉÎ ÃÕÎÏÓÃÕÔ ɀ motivul ciobanului 
ÐÌÅÃÁÔ ÌÁ ÓÏÌÄáĪÉÅ ĦÉ ÄÏÒÕÌ ÄÅ ÉÕÂÉÔÁ ÓÁ ɉÔÒÁÎÓÃÒÉÅÒÅ ÄÕÐá ÍÁÎÕÓÃÒÉÓÕÌ %Ȣ 
,ÅÂÅÄÅÖÁȟ ÏÒÔÏÇÒÁÆÉÁ ÐáÓÔÒÁÔáɊȡ  

 
1. Plânge-Íáȟ ÍÁÉÃáȟ ÃÕ ÄÏÒȟ Ⱦ  
 Plânge-Íáȟ ÍÁÉÃáȟ ÃÕ ÄÏÒȟ ɉΨ ÏÒÉɊȟ 
2. #á Īi-am fost fecior, /  
 ¥É ÄÅ ÇÒÉÊá Īi-am purtat (2 ori),  
3. /ÇÏÒÕÌ ĪÉ Ì-am lucrat. /  
 Iar de când m-ÁÍ ÓÏÌÄáĪÉÔ ɉΨ ÏÒÉɊȟ  
4. Mult mi-i ÄÏÒȟ ÍáÉÃÕĪáȟ ÄÏÒȟ Ⱦ  
 De cel codru ÆÒáĪÉÏÒ ɉΨ ÏÒÉɊȟ  
5. ¥i de stîna cea cu oi, /  
 ¥É ÄÅ ÃÿÎÔÅÃ ÄÉÎ ÃÉÍÐÏÉ ɉΨ ÏÒÉɊȟ 
6. Mult mi-i ÄÏÒȟ ÍáÉÃÕĪáȟ ÄÏÒȟ Ⱦ 
 De cea ÍÿÎÄÒá mea ÖÉÃÁÒáȟ 
 ɉÐÒÏÂÁÂÉÌ ÄÅÓÃÉÆÒÁÔ ÇÒÅĦÉÔ  ɀ ÖÉÃÁÒá Ͼ ȵÄÉÎ ÖÁÒáȱ ɀ n.n.), 
7. #ÁÒÅ Íá iubeam cu ea /  
 Mult mi-i dorul ÎÅǬÍÐÿÃÁĪ (un-reconciled ɀ o.n.) 
8. ¥i ÍáǬÎÄÅÁÍÂá ÌÁ ÐáÃÁÔȾ (incites me to sin ɀ o.n.) 
3á Íá lÁÓ ÄÅ ÓÏÌÄáĪÉÅ (to leave  ɀ o.n.), 

9. ¥i Óá ÆÕÇ ÌÁ ÃÉÏÂáÎÉÅȟ Ⱦ  
 Orice-a fi cu mine, fie /  
10.  Ori ce-o fi cu mine, fie. 

 
-ÅÌÏÄÉÁ ÁÃÅÓÔÕÉ ÃÝÎÔÅÃ ÅÓÔÅ Ï ÖÁÒÉÁÎÔá ÌÏÃÁÌá ÃÅ ÄÅÎÏÔá ÔÒáÓáÔÕÒÉ ÁÌÅ ÓÔÒÁÔÕÌÕÉ 
vechi ɀ ritm giusto-silabic, paralelism major-minor, structurat pe substratul 
ÍÏÄÁÌ ÁÌ ÐÅÎÔÁÔÏÎÉÃÕÌÕÉ ÄÅ ÍÏÄ )6Ȣ 4ÏÔ Ï ÔÒáÓáÔÕÒá Á ÓÔÒÁÔÕÌÕÉ ÖÅÃÈÉ ÅÓÔÅ ĦÉ 
tripla repetare a unuÉ ÓÉÎÇÕÒ ÖÅÒÓ ÿÎ ÃÁÄÒÕÌ ÓÔÒÏÆÅÉ ÔÅÒÎÁÒÅ !"#Ȣ 0ÒÅÚÅÎĪÁ 
ÆÅÒÍÁÔÅÌÏÒ ÄÅ ÌÁ ÓÆÝÒĦÉÔÕÌ ÒÝÎÄÕÒÉÌÏÒ ÍÕÚÉÃÁÌ-poetice, augmentarea silabelor în 
ĦÁÉÓÐÒÅÚÅÃÉÍÉȟ ÔÅÍÐÏÕÌ Moderato ÉÎÄÉÃá ĦÉ ÁÓÕÐÒÁ ÍÁÎÉÅÒÅÉ ÄÏÉÎÉÔÅ Á 
ÉÎÔÅÒÐÒÅÔáÒÉÉ ÁÃÅÓÔÕÉ ÃÝÎÔÅÃȡ  
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Fig. 1. #ÝÎÔÅÃÕÌ ÒÅÃÒÕĪÉÌÏÒȢ -ÁÎÕÓÃÒÉÓÕÌ ÏÒÉÇÉÎÁÌ %Ȣ ,ÅÂÅÄÅÖÁȢ -ÕÚÅÕÌ .ÁĪÉÏÎÁÌ 
ÄÅ -ÕÚÉÃá ÄÉÎ 2ÕÓÉÁ ːˣ˙˙˗ ˗˜-ΦΩΤΡ ˡ-162-67. 

 
 

Fig. 2. #ÝÎÔÅÃÕÌ ÒÅÃÒÕĪÉÌÏÒȢ 4ÒÁÎÓÃÒÉÅÒÅ ÄÉÇÉÔÁÌá ÄÕÐá ÍÁÎÕÓÃÒÉÓÕÌ ÏÒÉÇÉÎÁÌ %Ȣ 
,ÅÂÅÄÅÖÁȢ -ÕÚÅÕÌ .ÁĪÉÏÎÁÌ ÄÅ -ÕÚÉÃá ÄÉÎ 2ÕÓÉÁȢ 

 
5ÎÅÌÅ ÄÉÎ ÃÝÎÔÅÃÅÌÅ ÒáÍÁÓÅ ÎÅÐÕÂÌÉÃÁÔÅȟ ÐÏÔ ÆÉ ÁÓÃÕÌÔÁÔÅ ÿÎ ÒÅÐÅÒÔÏÒÉÕÌ ÁÃÔÉÖ ÁÌ 
ÃÝÎÔáÒÅĪÉÌÏÒ ÄÉÎ ÐÒÅÚÅÎÔȟ ÆÉÉÎÄ ÐÕÂÌÉÃÁÔÅ ĦÉ ÿÎ ÁÌÔÅ ÃÏÌÅÃĪÉÉ ÄÅ ÆÏÌÃÌÏÒȟ ÿÎ ÃÅÁ ÄÅ-a 
ÄÏÕÁ ÊÕÍáÔÁÔÅ Á ÓÅÃÏÌÕÌÕÉ 88Ȣ 3ÐÒÅ ÅØÅÍÐÌÕȟ ÃÝÎÔÅÃÕÌ ÄÅ ÄÒÁÇÏÓÔÅ Ileana, care 
ÅÓÔÅ ÃÕÎÏÓÃÕÔ ĦÉ ÿÎ ÁÒÁÎÊÁÍÅÎÔ ÃÏÒÁÌȡ  
 
 

 
 

Fig. 3. IleanoȢ -ÁÎÕÓÃÒÉÓÕÌ ÏÒÉÇÉÎÁÌ %Ȣ ,ÅÂÅÄÅÖÁȢ -ÕÚÅÕÌ .ÁĪÉÏÎÁÌ ÄÅ -ÕÚÉÃá 
ÄÉÎ 2ÕÓÉÁȢ ːˣ˙˙˗ ˗˜-ΦΩΤΡ ˡ-162-47. 
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Fig. 4. IleanoȢ 4ÒÁÎÓÃÒÉÅÒÅ ÄÉÇÉÔÁÌá ÄÕÐá ÍÁÎÕÓÃÒÉÓÕÌ ÏÒÉÇÉÎÁÌ %Ȣ ,ÅÂÅÄÅÖÁȢ 
-ÕÚÅÕÌ ÎÁĪÉÏÎÁÌ ÄÅ ÍÕÚÉÃá ÄÉÎ 2ÕÓÉÁȢ 

 
%ÓÔÅ ÉÎÔÅÒÅÓÁÎÔ Ãá ÔÒÅÉ ÖÁÒÉÁÎÔÅ ÁÌÅ ÁÃÅÓÔÕÉ ÃÝÎÔÅÃ ÌÅ ÐÕÔÅÍ ÁÆÌÁ ÿÎ 

ÃÏÌÅÃĪÉÁ ÄÅ ÆÏÌÃÌÏÒ ÍÏÌÄÏÖÅÎÅÓÃ ÄÉÎ ÎÏÒÄÕÌ #ÁÕÃÁÚÕÌÕÉ ÃÏÌÅÃÔÁÔ ÄÅ )ÁÒÏÓÌÁÖ 
-ÉÒÏÎÅÎËÏ ÿÎ ÓÁÔÅÌÅ ÄÅ ÍÏÌÄÏÖÅÎÉ ÓÔÒáÍÕÔÁĪÉ ÿÎ #ÁÕÃÁÚ ÿÎ ÐÅÒÉÏÁÄÁ ĪÁÒÉÓÔá 
ɉÄÕÐá ÒÅÆÏÒÍÁ ÄÉÎ ΣΪΨΣɊȟ ÁÔÅÓÔÁÔÅ ÄÅ ÃáÔÒÅ ÃÅÒÃÅÔáÔÏÒ ÿÎ ÒÅÐÅÒÔÏÒÉÕÌ ÌÏÒ ÁÃÔÉÖ ÿÎ 
anii 1980 ai secolului trecut (Mironenko, 1987:56,57,110).  

4ÏÔÏÄÁÔáȟ ÅÓÔÅ ÄÅ ÍÅÎĪÉÏÎÁÔ ÃÁÒÁÃÔÅÒÕÌ ÄÉÖÅÒÓ ÁÌ ÔÒÁÎÓÃÒÉÅÒÉÌÏÒ ÁÕÔÏÁÒÅÉ 
ɀ unele melodii sunt transcrise destul de schematic, altele ɀ ÆÏÁÒÔÅ ÍÉÎÕĪÉÏÓȟ 
în care sunt notate elemente ale ornamenticii (trilurile, apogiaturile), 
coroanele, accentele. Toate melÏÄÉÉÌÅ ÃÏÎĪÉÎ ÉÎÄÉÃÁĪÉÉÌÅ ÄÅ ÔÅÍÐÏȢ )ÁÔá Ï 
ÍÏÓÔÒá ÄÅ ÎÏÔÁĪÉÅȟ ÃÅ ÐÏÁÔÅ ÆÉ ÃÏÎÓÉÄÅÒÁÔá Ï ÒÅÁÌÉÚÁÒÅ ÿÎ ÁÃÅÓÔ ÓÅÎÓȟ ÐÅÎÔÒÕ 
perioada la care ne referim:   

 

 
Fig. 5. &ÒÕÎÚá ÖÅÒÄÅ ÔÒÅÉ ÁÌÕÎÅ. Manuscrisul original E. Lebedeva. Muzeul 

.ÁĪÉÏÎÁÌ ÄÅ -ÕÚÉÃá ÄÉÎ 2ÕÓÉÁȢ 
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Fig. 6. &ÒÕÎÚá ÖÅÒÄÅ ÔÒÅÉ ÁÌÕÎÅȢ 4ÒÁÎÓÃÒÉÅÒÅ ÄÉÇÉÔÁÌá ÄÕÐá ÍÁÎÕÓÃÒÉÓÕÌ ÏÒÉÇÉÎÁÌ 
%Ȣ ,ÅÂÅÄÅÖÁȢ -ÕÚÅÕÌ .ÁĪÉÏÎÁÌ ÄÅ -ÕÚÉÃá ÄÉÎ 2ÕÓÉÁȢ 

 
$Å ÒÅÍÁÒÃÁÔ ÅÓÔÅ ÆÁÐÔÕÌȟ Ãá ÃÅÌ ÍÁÉ ÐÒÏÂÁÂÉÌȟ ÃÅÒÃÅÔáÔÏÁÒÅÁ Á ÔÒÁÎÓÃÒÉÓ 

ÍÅÌÏÄÉÉÌÅ ÒÅÉÅĦÉÎÄ ÄÉÎ ÃÏÍÏÄÉÔÁÔÅÁ ÄÉÁÐÁÚÏÎÕÌÕÉ ÖÏÃÁÌ ĦÉ ÄÉÎ ÐÅÒÓÐÅÃÔÉÖÁ 
ÄÅÓÃÉÆÒáÒÉÉ ÿÎ ÔÏÎÁÌÉÔáĪÉȾÓÃáÒÉ ÃÕ ÍÁÉ ÐÕĪÉÎÅ ÓÅÍÎÅ ÌÁ ÃÈÅÉÅȟ ÁÊÕÓÔÝÎÄ ÆÉÎÁÌÅÌÅ ÐÅ 
notele la, re, mi; pe alocuri destul de sumar, alteori ɀ destul de detaliat. Cert 
ÅÓÔÅ Ãáȟ ÌÁ ÁÃÅÌ ÔÉÍÐȟ ÎÕ ÅÒÁÕ ÿÎÃá ÓÔÁÂÉÌÉÔÅ ÒÉÇÏÒÉÌÅ ÔÒÁÎÓÃÒÉÅÒÉÉ ÃÏÎÔÅÍÐÏÒÁÎÅȢ 

CONCLUZII  

$ÉÎÃÏÌÏ ÄÅ ÐÒÅÍÉÓÅÌÅ ÉÄÅÏÌÏÇÉÃÅ ÁÌÅ ÃÏÌÅÃÔáÒÉÉ ĦÉ ÁÌÃáÔÕÉÒÉÉ ÃÏÌÅÃĪÉÉÌÏÒ ÄÅ 
ÆÏÌÃÌÏÒ ÐÕÂÌÉÃÁÔ ÄÉÎ ÐÅÒÉÏÁÄÁ ÖÉÚÁÔáȟ ÃÏÎÓÉÄÅÒáÍ Ãá ÁÃÅÓÔÅÁ ÄÅÍÏÎÓÔÒÅÁÚá 
ÔÁÂÌÏÕÌ ÃÌÁÒ ÁÌ ÃÉÒÃÕÌÁĪÉÅÉ ÌÁÒÇÉ Á ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÒÏÍÝÎÅÓÃ ÿÎ ÓÁÔÅÌÅ ÄÉÎ ÓÔÝÎÇÁ 
Nistrului. În general, putem contura trei compartimente tematice, în 
ÒÅÐÅÒÔÏÒÉÕÌ ÃÏÌÅÃĪÉÉÌÏÒ ÉÎÔÅÒÂÅÌÉÃÅȡ ÍÅÌÏÄÉÉ ÃÏÍÐÕÓÅ ÿÎ ÓÔÉÌ ÐÏÐÕÌÁÒ ÐÅ ÔÅØÔÅ ÃÕ 
ÃÏÎĪÉÎÕÔ ÄÅ ÖÉÁĪá ÎÏÕáȠ ÃÝÎÔÅÃÅ ÄÉÎ ÓÁÔÅÌÅ ÄÅ ÐÅ .ÉÓÔÒÕȟ ÃÁÒÅ ÁÕ ÁÐáÒÕÔ ÕÌÔÅÒÉÏÒ 
ĦÉ ÿÎ ÁÌÔÅ ÃÏÌÅÃĪÉÉ ĦÉ ÃÁÒÅ ÐÏÔ ÆÉ ÇáÓÉÔÅ ĦÉ ÁÓÔáÚÉ în repertoriul activ al 
ÉÎÆÏÒÍÁÔÏÒÉÌÏÒ ÄÉÎ ÚÏÎÁ ÄÁÔá ɉ&Á )ÌÅÁÎáȟ 6ÉÎ ÂáÄÉĪáȟ ÖÉÎ ÄÅÓÅÁÒáȠ ,Á .ÉÓÔÒÕȟ ÌÁ 
ÍáÒÇÉÏÁÒá); ÃÝÎÔÅÃÅ ÒÏÍÝÎÅĦÔÉ ÄÅ ÌÁÒÇá ÃÉÒÃÕÌÁĪÉÅ ÓÁÕ ÄÉÎ ÒÅÐÅÒÔÏÒÉÕÌ ÕÎÏÒ 
ÃÝÎÔáÒÅĪÉ ÄÅ ÆÏÌÃÌÏÒ ÄÉÎ ÓÐÁĪÉÕÌ ÒÏÍÝÎÅÓÃ ɉDor, dorule; Mugur, mugurel ĦȢÁȢɊȢ  

!ÃÅÁÓÔá ÐÒÉÖÉÒÅ ÇÅÎÅÒÁÌá ÁÓÕÐÒÁ ÕÎÅÉ ÍÉÃÉ ÐáÒĪÉ Á ÆÏÎÄÕÌÕÉ %Ȣ ,ÅÂÅÄÅÖÁȟ 
ÁÆÌÁÔ ÿÎ ÃÏÌÅÃĪÉÉÌÅ -ÕÚÅÕÌÕÉ .ÁĪÉÏÎÁÌ ÁÌ -ÕÚÉÃÉÉ ÄÉÎ 2ÕÓÉÁȟ ÿÎÓÃÒÉÓ ÿÎÔÒÅ ÁÎÉÉ ΣΫΤΤ-
ΣΫΥΧ ÿÎ ÌÏÃÁÌÉÔáĪÉÌÅ ÄÉÎ ÓÔÝÎÇÁ .ÉÓÔÒÕÌÕÉȟ ÒÅÐÒÅÚÉÎÔá ÕÎ ÓÔÕÄÉÕ ÄÅ ÄÅÂÕÔȟ ÃÁÒÅ ÖÁ 
ÃÏÎÔÉÎÕÁȟ ÏÄÁÔá ÃÕ completarea materialelor digitale oferite de muzeu pentru 
ÁÃÃÅÓ ÌÉÂÅÒȟ ÿÎ ÓÐÁĪÉÕÌ ÖÉÒÔÕÁÌȢ &áÒá ÿÎÄÏÉÁÌáȟ ÄÅÓÃÏÐÅÒÉÒÅÁ ÁÃÅÓÔÕÉ ÆÏÎÄ ÄÅ Ï 
ÖÁÌÏÁÒÅ ÉÎÃÏÎÔÅÓÔÁÂÉÌáȟ ÒÅÐÒÅÚÉÎÔá ÕÎ ÅÖÅÎÉÍÅÎÔ ÃÕ Ï ÓÅÍÎÉÆÉÃÁĪÉÅ ĦÔÉÉÎĪÉÆÉÃá ĦÉ 
ÃÕÌÔÕÒÁÌá ÁÐÁÒÔÅȟ ÉÁÒ ÖÁÌÏÒÉÆÉÃÁÒÅÁ Óa va necesita nu doar o cercetare 
ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃá ÒÉÇÕÒÏÁÓáȟ ÃÉ ĦÉ ÕÎ ÅÆÏÒÔ ĦÔÉÉÎĪÉÆÉÃ ÃÏÎÊÕÇÁÔ ÁÌ ÃÅÒÃÅÔáÔÏÒÉÌÏÒ 
din domenii conexe ɀ ÃÕÌÔÕÒÏÌÏÇÉȟ ÆÏÌÃÌÏÒÉĦÔÉȟ ÌÉÎÇÖÉĦÔÉȟ ÓÏÃÉÏÌÏÇÉȟ ÉÓÔÏÒÉÃÉ ĦȢÁȢÍȢÄȢ 
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SUMMARY 

This work addresses a distinct subject with a very strong historical 
background and absolute uniqueness: the preservation of identity, 
language, architecture, attire, and traditions hundreds of kilometers 
away from the place of origin, as well as over time, despite 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, traditional songs, 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, keeping the community 
united. 

REZUMAT 

0ÒÅÚÅÎÔÁ ÌÕÃÒÁÒÅ ÔÒÁÔÅÁÚá ÕÎ ÓÕÂÉÅÃÔ ÁÐÁÒÔÅȟ ÃÕ Ï ÿÎÃáÒÃáÔÕÒá ÉÓÔÏÒÉÃá 
ÆÏÁÒÔÅ ÐÕÔÅÒÎÉÃá ĦÉ Ï ÕÎÉÃÉÔÁÔÅ ÁÂÓÏÌÕÔáȡ ÐáÓÔÒÁÒÅÁ ÉÄÅÎÔÉÔáĪÉÉȟ ÌÉÍÂÉÉȟ 
ÁÒÈÉÔÅÃÔÕÒÉÉȟ ÐÏÒÔÕÌÕÉ ĦÉ ÔÒÁÄÉĪÉÉÌÏÒ ÌÁ ÓÕÔÅ ÄÅ ËÉÌÏÍÅÔÒÉ ÄÉÓÔÁÎĪá ÄÅ ÌÏÃÕÌ 
ÄÅ ÂÁĦÔÉÎáȟ ÄÁÒ ĦÉ ÄÅ-a lungul timpÕÌÕÉȟ ÃÕ ÔÏÁÔÅ ÇÒÅÕÔáĪÉÌÅ ÃÁÒÅ Ó-au 
ÁÂáÔÕÔ ÁÓÕÐÒÁ ÒÕĦÉÌÏÒ ÌÉÐÏÖÅÎÉ ÄÅ ÐÅ ÔÅÒÉÔÏÒÉÕÌ 2ÏÍÝÎÉÅÉȢ 
%ÓÔÅ ÇÒÅÕ Óá ÿĪÉ ÐáÓÔÒÅÚÉ ÉÄÅÎÔÉÔÁÔÅÁ ÃÁ ÎÁĪÉÕÎÅ ÐÅ ÁÌÔÅ ÍÅÌÅÁÇÕÒÉȟ ÁÔÕÎÃÉ 
ÃÝÎÄ ÉÎÆÌÕÅÎĪÁ ÎÏÕÌÕÉ ĦÉ ÔÅÎÄÉÎĪÅÌe de schimbare sunt mereu prezente. 
_ÎÓáȟ ÿÎ ÃÉÕÄÁ ÁÃÅÓÔÏÒ ÁÓÐÅÃÔÅȟ ÒÕĦÉÉ ÌÉÐÏÖÅÎÉ ÁÕ ÒÅÕĦÉÔ Óá ÿĦÉ ÐáÓÔÒÅÚÅ 
ÎÅÁÌÔÅÒÁÔÅ ÏÂÉÃÅÉÕÒÉÌÅ ÐÏÐÕÌÁÒÅȟ ÃÝÎÔÅÃÅÌÅ ÔÒÁÄÉĪÉÏÎÁÌÅȟ ÒÅÌÉÇÉÁȟ ÌÉÍÂÁ 
ÖÏÒÂÉÔá ĦÉ ÔÏÔ ÃÅÅÁ ÃÅ ÁÕ ÁÄÕÓ ÃÕ ÅÉ ÄÅ-a lungul timpului. 
,ÉÍÂÁ ÒÕÓá ÅÓÔÅ ÌÉÍÂÁ ÍÁÔÅÒÎá Á ÁÃÅÓÔÏÒÁȟ ÆÕÎÄÁÍÅÎÔÕÌ ÉÄÅÎÔÉÔáĪÉÉ 
ÓÔÁÒÏÖÅÒÅȟ ÌÉÍÂÁ ÓÌÁÖÏÎá ÂÉÓÅÒÉÃÅÁÓÃá ÒÅÐÒÅÚÅÎÔÝÎÄ ÐÕÎÔÅÁ ÄÅ ÌÅÇáÔÕÒá 
ÿÎÔÒÅ ÇÅÎÅÒÁĪÉÉÌÅ ÔÒÅÃÕÔÅ ĦÉ ÖÉÉÔÏÁÒÅȢ 2ÅÌÉÇÉÁ ÅÓÔÅ ÐÒÉÎÃÉÐÁÌÕÌ ÓÅÍÎ ÁÌ 
ÉÄÅÎÔÉÔáĪÉÉ ÒÕĦÉÌÏÒ ÌÉÐÏÖÅÎÉȟ ÁÃÅÁÓÔÁ ĪÉÎÝÎÄ ÃÏÍÕÎÉÔÁÔÅÁ ÕÎÉÔáȢ 
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INTRODUCTION 

The history of the Lipovan Russians 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 is almost 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 fully integrated into Romanian 
society, living in good understanding in the Lipovan communities ever since. 

Currently, in Dobrogea, Lipovan Russians are found in several localities 
ÁÎÄ ÃÉÔÉÅÓȟ ÓÕÃÈ ÁÓȡ #ÈÉÌÉÁ 6ÅÃÈÅȟ 'ÏÒÇÏÖÁȟ #ÁÒÃÁÌÉÕȟ *ÕÒÉÌÏÖÃÁȟ 3ÌÁÖÁ 2ÕÓáȟ 3ÌÁÖÁ 
#ÅÒÃÈÅÚáȟ -ÁÈÍÕÄÉÁȟ -ÉÌÁ ΤΥȟ 0ÁÔÌáÇÅÁÎÃÁȟ 0ÅÒÉÐÒÁÖÁȟ 3ÁÒÉÃÈÉÏÉȟ 3ÆÉĤÔÏÆÃÁȟ 
Sulina, Tulcea, and Mahmudia. 

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, especially to 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 been proposed 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 old-rite Orthodox faith). The Danube 
Delta, being a rather isolated area, helped them to keep unaltered their 
language, folk dress, customs, architecture and last but not least, their faith. 

The term Lipovan can be found in the form of several explanatory 
variants: 

- A first variant is the association with the Slavic term lipa, which means 
linden, from the wood of which various household objects are made, including 
the oars of the lotci (fishing boats) 

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

- The toponymic variant, as the first settlement of the Old Rite 
Russians was called Lipoveni 
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- another variant is the anthroponymic one: from Filippoveni - coming 

from the Russian Filipp-filippovcy or filippovane = followers of Filipp 
Pustosviat (1672-1742) (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: Slavonic for religious 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 nationalities. 

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 headscarf, with kicika (a special headdress received 
at the wedding) over which kasiak is placed, and unmarried girls gather their 
hair in a braid tied with multi-colored ribbons. A specific element often found 
especially among older women is the leather rosary or lestovca. 

4ÈÅ ,ÉÐÏÖÁÎ ×ÏÍÅÎȭÓ ÃÏÓÔÕÍÅ ÐÒÅÓÅÒÖÅÓ ÔÈÅ ÓÔÒÕÃÔÕÒÅ ÏÆ ÔÈÅ ÏÌÄ 
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 apron (zapan) and a short waist-length blouse (cohta). A 
costume with sarafan (dress with straps) is also used. In winter, Lipovan 
women wear a quilted coat, flared from the waist with pleats, called kufaika, 
arka or ËÁĪÁÖÅÉËÁȟ black leather boots (ciupiki) or shoes. 

Handkerchiefs and ribbons are among the first ornamental objects of 
the traditional Lipovan costume 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 uniqueness. Stitching, embroidery, crocheting 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, 
trousers and a tunic. The tunic or ÒÕÂÁĤËÁ ÓÈÉÒÔ is made of silk or other material, 
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 (stanî or briuki) 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 (padiovka) or a short cloth coat (pinjak) over their shirt. Most men 
continue to wear a long, dark coat to church nowadays. 

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 one who 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, during work, 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 bride-to-be was washed and her hair 
braided into a single tail, and on Sunday the guests took part in the actual 
wedding, ×ÈÅÒÅ ÔÈÅ ÇÒÏÏÍȭÓ ÁÎÄ ÔÈÅ ÂÒÉÄÅȭÓ ÒÅÌÁÔÉÖÅÓ ÍÅÔȟ ÁÎÄ ÔÈÅÙ ÐÁÒÔÉÅÄ 
until late at night. On Monday, at noon, the wedding guests continued 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 in the vast majority of cases on several voices. 

The non-occasional 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 same 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. 

The manner 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 even fourth or fifth, as evidenced by the 
following example: 

 
 

 
 

Fig. 1. Song for two voices 
 

ˬ ̗̠́̋́̉       I am the acacia 
˚́ ̄̏̑̋̆ ̠ ̑̏̒̌́     And I grew up on the hill 
˝̗́̒̃̆̌́ ̎́ ̟̋̑́ ̒̆̌́    I blossomed at the edge of the village 
˟̝̏̌̋̏ ̝̓̑̏̎ ̠̍̆̎    If you touch me, 
ˬ ̟̘̠̋̏̌́      I can sting you, 
˛̘̝̆̎ ̖̘̠̐́̔́     My flowers are very fragrant 
˕ ̂̆̌́       And white. 

 
ˠ̜̝̌̂̎̔̒ ̓̆̂̆     I smile at you, 
˔̝̏̑̋̉ ̠̒̎̉̆      My bright Dawn 
ˢ̙̏̑̏̏ ̎́ ̠̍̆̎ ̐̏̒̍̏̓̑̉   Take a good look at me 
ˢ̙̜̏̑̏ ̍̏̉      They are beautiful 
ˣ̜̃̆̓ ̜̂̆̌̆      My white flowers 
˞̜̃̆̓̌̍ ̜̙̒̏̌̎̋̏̍    In the light of dawn 
˕ ̧̈́̑̊       And the sun! 
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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 group interpretation, 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 believers, these 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 wedding songs. 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 I came across funeral songs sung individually. They are 
interpreted freely, in parlando rubato, being syllabic but also slightly 
melismatic. The ambitus is narrow, oligochords predominates. 

The actual songs found in Romanian folklore are performed 
individually, the old-style ones presenting the archaic characteristics specific 
to the genre (rich ornamentation, reduced ambitus, pre-modal scales), while 
in Lipovan folklore we find the actual songs sung both individually and in 
groups, being framed in a giusto-syllabic rhythmic system, distributive and less 
often parlando rubato. 
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Fig. 2. Poper song from Periprava 
  
 

˕ ̜̙̃̉̃́̌́ ̠ ̘̐̌́̓̏̆̋  And I embroidered (sewed) the handkerchief 
ˑ́ ̉ ̎̉ ̉̍̆̌́ ̋̏̍̔ ̝̅́̓   And I had no one to give it to. 
˕ ̙̆̌ ̍̏̊ ̜̍̉̌̊ ̃ ̜̒̏̌̅́̓  When my dear left for the army  
ˑ́̌́ ̆̍̔ ̜̒̌̆̈ ̜̝̃̓̉̑́̓ ɉØΤɊ  I gave it to him to wipe his tears. 
˕ ̙̆̌ ̍̏̊ ̜̍̉̌̊ ̃ ̜̒̏̌̅́̓  My dear went to the army 
ˍ ̂̑́̓́ ̠̃̈̌̉ ̎́ ̃̏̊̎̔    And  my brother was taken to war 
˔́ ̂̑́̓́ ̄̏̑̋̏ ̝̐̌́̋́̓ ̂̔̅̔  I will cry bitterly for my brother 
ˍ ̈́ ̍̉̌̆̎̋̏̍ ̃ ̄̑̏̂ ̐̏̊̅̔ ɉØΤɊ  And after being nice I will go to the grave. 

 
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 the 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 example is syllabic, very slightly ornamented, in the 
measure of 6/8, and the caesos of each melodic line appear slightly rubato-
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, and at 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 groups 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. 
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Cuvinte cheie 
&ÏÌÃÌÏÒȟ ÒÕĦÉ ÌÉÐÏÖÅÎÉȟ ÓÔÁÒÏÖÅÒÉȟ ÃÝÎÔÅÃÅȟ $ÅÌÔÁ $ÕÎáÒÉÉȢ  

INTRODUCERE 

)ÓÔÏÒÉÁ ÒÕĦÉÌÏÒ ÌÉÐÏÖÅÎÉ ÅÓÔÅ ÌÅÇÁÔá ÄÅ ÐáÓÔÒÁÒÅÁ ÏÂÉÃÅÉÕÒÉÌÏÒ ĦÉ ÔÒÁÄÉĪÉÉÌÏÒ 
ÐÏÐÕÌÁÒÅȟ ÄÅ ÐÏÒÔÕÌ ÐÏÐÕÌÁÒ ĦÉ ÌÉÍÂÁ ÖÏÒÂÉÔáȟ ÁÓÔÆÅÌȟ ÓÅ ÐÏÁÔÅ ÓÐÕÎÅ Ãáȟ ÄÅ-a 
ÌÕÎÇÕÌ ÔÉÍÐÕÌÕÉȟ ÃÕÌÔÕÒÁ ÁÃÅÓÔÏÒÁ Á ÒáÍÁÓ ÕÎÁ ÔÒÁÄÉĪÉÏÎÁÌáȟ ÃÕ ÔÏÁÔÅ Ãá ÅÖÉÔÁÒÅÁ 
ÕÎÏÒ ÉÎÏÖÁĪÉÉ ÓÁÕ ÉÎÆÌÕÅÎĪÅ ÅÓÔÅ ÁÐÒÏÁÐÅ ÉÍÐÏÓÉÂÉÌáȟ ÓÉÍĪÉÎÄÕ-se uneori în 
folclorul acestora. 

&ÏÌÃÌÏÒÕÌ ĦÉ ÔÒÁÄÉĪÉÉÌÅ ÄÉÎ ÃÏÍÕÎÉÔáĪÉÌÅ ÌÉÐÏÖÅÎÅĦÔÉ ÓÕÎÔ ÄÅÏÓÅÂÉÔ ÄÅ 
ÉÎÔÅÒÅÓÁÎÔÅȟ ÆÁÐÔ ÐÅÎÔÒÕ ÃÁÒÅ ÍÅÒÉÔá ÃÅÒÃÅÔÁÔÅ ÄÅ ÃáÔÒÅ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÁ 
ÒÏÍÝÎÅÁÓÃáȢ _Î ÁÎÕÌ ΣΫΫΡ Á ÆÏÓÔ ÿÎÆÉÉÎĪÁÔá #ÏÍÕÎÉÔÁÔÅÁ 2ÕĦÉÌÏÒ ,ÉÐÏÖÅÎÉ ÄÉÎ 
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2ÏÍÝÎÉÁȟ ÒÕĦÉÉ ÌÉÐÏÖÅÎÉ ÉÎÔÅÇÒÝÎÄÕ-ÓÅ ÿÎ ÔÏÔÁÌÉÔÁÔÅ ÿÎ ÓÏÃÉÅÔÁÔÅÁ ÒÏÍÝÎÅÁÓÃáȟ 
ÃÏÎÖÉÅĪÕÉÎÄ ÿÎ ÂÕÎá ÿÎĪÅÌÅÇÅÒÅ ÐÝÎá ÿÎ ÐÒÅÚÅÎÔ ÿÎ ÃÏÍÕÎÉÔáĪÉÌÅ ÌÉÐÏÖÅÎÅĦÔÉȢ 

_Î ÐÒÅÚÅÎÔȟ ÿÎ $ÏÂÒÏÇÅÁȟ ÒÕĦÉÉ ÌÉÐÏÖÅÎÉ ÓÕÎÔ ÿÎÔÝÌÎÉĪÉ ÿÎ ÍÁÉ ÍÕÌÔÅ 
ÌÏÃÁÌÉÔáĪÉ ĦÉ ÏÒÁĦÅȟ ÃÕÍ ÁÒ ÆÉȡ #ÈÉÌÉÁ 6ÅÃÈÅȟ 'ÏÒÇÏÖÁȟ #ÁÒÃÁÌÉÕȟ *ÕÒÉÌÏÖÃÁȟ 3ÌÁÖÁ 
2ÕÓáȟ 3ÌÁÖÁ #ÅÒÃÈÅÚáȟ -ÁÈÍÕÄÉÁȟ -ÉÌÁ ΤΥȟ 0áÔÌáÇÅÁÎÃÁȟ 0ÅÒÉÐÒÁÖÁȟ 3ÁÒÉÃÈÉÏÉȟ 
3ÆÉĦÔÏÆÃÁȟ 3ÕÌÉÎÁȟ 4ÕÌÃÅÁ ĦÉ -ahmudia. 

/2)').%! ¥) )34/2)#5,  

_Î ÐÒÉÍÁ ÊÕÍáÔÁÔÅ Á ÓÅÃÏÌÕÌÕÉ ÁÌ 86)))-ÌÅÁ ÁÕ ÆÏÓÔ ÍÅÎĪÉÏÎÁĪÉ ÐÒÉÍÉÉ 
lipoveni (staroveri), pe teritoriul României: în Moldova în anul 1724, iar în 
Dobrogea în anul 1740, ÿÎ ÏÒÁĦÕÌ 3ÁÒÉÃÈÉÏÉȢ _Î $ÏÂÒÏÇÅÁȟ ÒÕĦÉÉ ÌÉÐÏÖÅÎÉ ÓÅ 
ÓÔÁÂÉÌÅÓÃ ÌÁ ÇÕÒÉÌÅ $ÕÎáÒÉÉȟ ÿÎ ÓÐÅÃÉÁÌ ÌÁ ÎÏÒÄÕÌ ÂÒÁĪÕÌÕÉ #ÈÉÌÉÁȟ ÕÌÔÅÒÉÏÒ ÁÊÕÎÇÝÎÄ 
ÐÏÐÕÌÁĪÉÁ ÐÒÅÄÏÍÉÎÁÎÔá ÄÅ ÐÅÓÃÁÒÉ ÄÉÎ $ÅÌÔÁ $ÕÎáÒÉÉȢ -ÏÔÉÖÕÌ ÐÌÅÃáÒÉÉ ÁÃÅÓÔÏÒÁ 
din Rusia a fost începerea unor reforme ÁÌÅ ÂÉÓÅÒÉÃÉÉȟ ÉÎÉĪÉÁÔÅ ÄÅ §ÁÒÕÌ !ÌÅØÅÉ 
Mihailovici, reforme propuse pentru orânduielile bisericilor din Rusia.  

2ÕĦÉÉ ÌÉÐÏÖÅÎÉ ÓÕÎÔ ÕÒÍÁĦÉÉ ÓÔÁÒÏÖÅÒÉÌÏÒ ɉÏ ÅÔÎÉÅ ÄÅ ÏÒÉÇÉÎÅ ÓÌÁÖá ÃÁÒÅ 
ĦÉ-Á ÐáÓÔÒÁÔ ÃÒÅÄÉÎĪÁ ÏÒÔÏÄÏØá ÄÅ ÒÉÔ ÖÅÃÈÉɊȢ $ÅÌÔÁ $ÕÎáÒÉÉȟ ÆÉÉÎÄ Ï ÚÏÎá ÄÅÓÔÕÌ 
ÄÅ ÉÚÏÌÁÔáȟ É-Á ÁÊÕÔÁÔ Óá ÿĦÉ ÐáÓÔÒÅÚÅ ÎÅÁÌÔÅÒÁÔÅȡ ÌÉÍÂÁȟ ÐÏÒÔÕÌ ÐÏÐÕÌÁÒȟ 
ÏÂÉÃÅÉÕÒÉÌÅȟ ÁÒÈÉÔÅÃÔÕÒÁ ĦÉ ÎÕ ÿÎ ÕÌÔÉÍÕÌ ÒÝÎÄ, ÃÒÅÄÉÎĪÁȢ 

Termenul de lipovean îl întâlnim sub forma mai multor variante 
explicative:  

-Ï ÐÒÉÍá ÖÁÒÉÁÎÔá ÅÓÔÅ ÁÓÏÃÉÅÒÅÁ ÃÕ ÔÅÒÍÅÎÕÌ ÓÌÁÖ lipa ÃÁÒÅ ÿÎÓÅÁÍÎá 
ÔÅÉȟ ÄÉÎ ÌÅÍÎÕÌ ÃáÒÕÉÁ ÓÕÎÔ ÆÁÂÒÉÃÁÔÅ ÄÉÖÅÒÓÅ ÏÂÉÅÃÔÅ ÇÏÓÐÏÄáÒÅĦÔÉȟ ÉÎÃÌÕÓÉÖ 
vâslele lotcilor; 

-Ï ÁÌÔá ÖÁÒÉÁÎÔá ÁÒ ÆÉ ÃÅÁ ÓÁÃÒÁÌáȡ ÄÅ ÌÁ ÆÉÌÉÐÐÏÖËÁȟ ÎÕÍÅ ÄÅ ÓáÒÂáÔÏÁÒÅ; 
-ÖÁÒÉÁÎÔÁ ÔÏÐÏÎÉÍÉÃáȟ ÁÄÉÃá ÐÒÉÍÁ ÁĦÅÚÁÒÅ Á ÒÕĦÉÌÏÒ ÄÅ ÒÉÔ ÖÅÃÈÉ 

numindu-se Lipoveni; 
-Ï ÁÌÔá ÖÁÒÉÁÎÔá ÅÓÔÅ ÃÅÁ ÁÎÔÒÏÐÏÎÉÍÉÃáȡ ÄÅ ÌÁ Filippoveni ɀ provenind 

din rusescul Filipp-filippovcy sau filippovane =  ÁÄÅÐĪÉ ÁÉ ÌÕÉ &ÉÌÉÐÐ 0ÏÓÔÏÓÖÉÁÔ 
(1672-1742) ɉ"ÕÃÕÒÅĦÔÉȟ ΤΡΡΩɊȢ 

GRAIUL 

'ÒÁÉÕÌ ÒÕĦÉÌÏÒ ÌÉÐÏÖÅÎÉ ÅÓÔÅ ÒÅÐÒÅÚÅÎÔÁÔ ÐÒÉÎÔÒ-o diversificare de 
ÄÉÁÌÅÃÔÅ ÁÌÅ ÒÕĦÉÌÏÒ ÄÅ ÓÕÄȢ &ÕÎÄÁÍÅÎÔ ÁÌ ÉÄÅÎÔÉÔáĪÉÉ ÓÔÁÒÏÖÅÒÉÌÏÒȟ ÌÉÍÂÁ ÒÕÓá 
ÅÓÔÅ ÌÉÍÂÁ ÍÁÔÅÒÎá Á ÁÃÅÓÔÏÒÁȢ _ÎÓáȟ ÄÉÆÅÒÉÔÅÌÏÒ ÄÏÍÅÎÉÉ ÌÅ ÃÏÒÅÓÐÕÎÄ ÌÉÍÂÉ 
diferite, cum ar fi: slavona pentrÕ ÃÕÌÔÕÌ ÒÅÌÉÇÉÏÓȟ ÇÒÁÉÕÌ ÄÉÁÌÅÃÔÁÌ ÐÅÎÔÒÕ ÖÉÁĪÁ 
de zi cu zi, limba unui popor vecÉÎ ÐÅÎÔÒÕ ÃÏÍÕÎÉÃÁÒÅ ÅØÔÅÒÉÏÁÒá ɉ#ÈÉÓÅÌÅÖȟ 
2019). ,ÉÍÂÁ ÍÁÔÅÒÎá ÅÓÔÅ ÿÎÖáĪÁÔá ÄÉÎ ÇÅÎÅÒÁĪÉÅ ÿÎ ÇÅÎÅÒÁĪÉÅȟ ÃÈÉÁÒ ÄÁÃá 
ÃÏÎÖÉÅĪÕÉÅÓÃ ÁÌáÔÕÒÉ ÄÅ ÁÌÔÅ ÎÁĪÉÏÎÁÌÉÔáĪi. 
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PORTUL POPULAR 

0ÏÒÔÕÌȟ ÕÎÕÌ ÄÉÎÔÒÅ ÅÌÅÍÅÎÔÅÌÅ ÄÉÓÔÉÎÃÔÉÖÅ ÁÌÅ ÆÉÅÃáÒÕÉ ÎÅÁÍȟ ÒÅÆÌÅÃÔá 
ÓÐÉÒÉÔÕÌ ÉÎÄÉÖÉÄÕÌÕÉ ĦÉ ÁÌ ÃÏÍÕÎÉÔáĪÉÉ ÄÉÎ ÃÁÒÅ ÆÁÃÅ ÐÁÒÔÅȢ  

PÏÒÔÕÌ ÒÕĦÉÌÏÒ ÌÉÐÏÖÅÎÉ ÓÅ mai ÐáÓÔÒÅÁÚá în prezent doar când se merge 
ÌÁ ÂÉÓÅÒÉÃáȟ ÿÎ ÃÁÄÒÕÌ ÒÉÔÕÒÉÌÏÒ ÄÅ ÔÒÅÃÅÒÅ ɉÎÕÎÔáȟ ÿÎÍÏÒÍÝÎÔÁÒÅɊȟ sau când au loc 
ÄÉÆÅÒÉÔÅ ÒÅÐÒÅÚÅÎÔÁĪÉÉ ÁÒÔÉÓÔÉÃÅȢ 0áÒÕÌ ÆÅÍÅÉÌÏÒ ÍáÒÉÔÁÔÅ ÅÓÔÅ ÿÍÐÌÅÔÉÔ ÿÎ ÄÏÕá 
cozi, acoperite cu batic, cu kicika ɉÏ ÔÉÃÈÉÅ ÓÐÅÃÉÁÌá ÐÒÉÍÉÔá ÌÁ ÎÕÎÔáɊ ÐÅÓÔÅ ÃÁÒÅ 
se pune kasiak, iar fetele ÎÅÍáÒÉÔÁÔÅ ÿĦÉ ÐÒÉÎÄ ÐáÒÕÌ ÿÎÔÒ-Ï ÃÏÁÄá ÌÅÇÁÔá ÃÕ 
panglici multicolore. Un element specific des întâlnit mai ales la femeile în 
ÖÝÒÓÔá ÅÓÔÅ lestovca ÓÁÕ ÍáÔáÎÉÉÌÅ ÒÅÁÌÉÚÁÔÅ ÄÉÎ ÐÉÅÌÅȢ 

#ÏÓÔÕÍÕÌ ÆÅÍÅÉÅÓÃ ÌÉÐÏÖÅÎÅÓÃ ÐáÓÔÒÅÁÚá ÓÔÒÕÃÔÕÒÁ ÖÅÃÈÉÕÌÕÉ ÃÏÓÔÕÍ 
ÒÕÓÅÓÃ ÄÉÎ -ÏÓÃÏÖÁ ĦÉ 6ÏÌÇÁ ÃÅÎÔÒÁÌáȟ ĪÉÎÕÔÕÒÉ ÄÅ ÕÎÄÅ ÁÕ ÖÅÎÉÔ ÓÔÁÒÏÖÅÒÉÉȢ 0ÉÅÓÁ 
ÄÅ ÂÁÚá ÅÓÔÅ ÒÅÐÒÅÚÅÎÔÁÔá ÄÅ ÆÕÓÔÁ ÌÁÒÇá ĦÉ ÄÕÂÌá ÃÕ ÐÌÉÕÒÉȟ ÎÕÍÉÔá iubka, un 
ĦÏÒĪ ÄÉÎ ÍáÔÁÓÅ ÓÁÕ ÓÔÏÆá ɉzapan) ĦÉ Ï ÂÌÕÚá ÓÃÕÒÔá ÐÝÎá ÐÅÓÔÅ ÔÁÌÉÅ ɉcohta). Se 
ÿÎÔÝÌÎÅĦÔÅ ĦÉ ÃÏÓÔÕÍÕÌ ÃÕ ÓÁÒÁÆÁÎ ɉÒÏÃÈÉÅ ÃÕ ÂÒÅÔÅÌÅɊȢ 0Å ÔÉÍÐ ÄÅ ÉÁÒÎáȟ ÆÅÍÅÉÌÅ 
ÌÉÐÏÖÅÎÃÅ ÐÏÁÒÔá Ï ÈÁÉÎá ÍÁÔÌÁÓÁÔáȟ ÅÖÁÚÁÔá ÿÎ ÔÁÌÉÅ ÃÕ ÐÌÉÕÒÉȟ ÎÕÍÉÔá kufaika, 
arka sau ËÁĪÁÖÅÉËÁȟ ÇÈÅÔÅ ÄÉÎ ÐÉÅÌÅ ÎÅÁÇÒá ɉciupiki) sau cizme. 

"ÁÔÉÓÔÅÌÅ ĦÉ ÐÁÎÇÌÉÃÉÌÅ ÓÕÎÔ ÐÒÉÎÔÒÅ ÐÒÉÍÅÌÅ ÏÂÉÅÃÔÅ ÏÒÎÁÍÅÎÔÁÌÅ ÁÌÅ 
ÃÏÓÔÕÍÕÌÕÉ ÔÒÁÄÉĪÉÏÎÁÌ ÌÉÐÏÖÅÎÅÓÃ ÐÅ ÃÁÒÅ Ï ÔÝÎáÒá ÿÎÖÁĪá Óá ÌÅ ÃÏÎÆÅÃĪÉÏÎÅÚÅȢ 
%ÌÅ ÁÒÁÔá ÍáÉÅÓÔÒÉÁ ÆÅÔÅÌÏÒ ÿÎ ÁÌÅÇÅÒÅÁ ÅÌÅÍÅÎÔÅÌÏÒ ÏÒÎÁÍÅÎÔÁÌÅ ĦÉ ÃÒÏÍÁÔÉÃÅ 
ÃÕ ÎÏÔÅ ÓÐÅÃÉÆÉÃÅ ÃÁÒÅ ÄÉÆÅÒÅÎĪÉÁÚá ÍÅĦÔÅĦÕÇÕÌ ÄÅ ÌÁ Ï ÐÉÅÓá ÌÁ ÁÌÔÁȟ ÐáÓÔÒÝÎÄ 
ÕÎÉÃÉÔÁÔÅÁȢ #ÕÓáÔÕÒÉÌÅȟ ÂÒÏÄÅÒÉÉÌÅȟ ÃÒÏĦÅÔÁÔÕÌ ÒÅÐÒÅÚÉÎÔá ÍÅĦÔÅĦÕÇÕÌ ÄÅ 
ÿÍÐÏÄÏÂÉÒÅ Á ÍÁÔÅÒÉÁÌÅÌÏÒ ÔÅØÔÉÌÅ ÆÏÌÏÓÉÔÅ ÌÁ ÃÏÎÆÅÃĪÉÏÎÁÒÅÁ ÐÏÒÔÕÌÕÉ ÐÏÐÕÌÁÒȢ 
&ÉÅÃÁÒÅ ÆÁÔá ÁÇÁĪá ÐÅ ÕÎ ÆÉÒ ÄÅ ÓÔÕÆ ÃÅÁ ÍÁÉ ÆÒÕÍÏÁÓá ÂÁÔÉÓÔá ĦÉ ÐÁÎÇÌÉÃá ÆáÃÕÔÅ 
ÄÅ ÅÁ ÿÎ ÔÉÍÐÕÌ ÉÅÒÎÉÉȢ "ÁÔÉÓÔÁ ÓÅÍÎÉÆÉÃá ÓÐÅÒÁÎĪáȟ ÐÒÏÍÉÓÉÕÎÅ ĦÉ ÃÏÎÔÉÎÕÉÔÁÔÅȢ  

#ÏÓÔÕÍÕÌ ÂáÒÂáÔÅÓÃ ÌÉÐÏÖÅÎÅÓÃ ÔÒÁÄÉĪÉÏÎÁÌ ÅÓÔÅ ÃÏÍÐÕÓ ÄÉÎ ÃÉÚÍÅ Óau 
ÐÁÎÔÏÆÉȟ ÐÁÎÔÁÌÏÎÉ ĦÉ ÔÕÎÉÃáȢ #áÍÁĦÁ ÔÉÐ ÔÕÎÉÃá sau ÒÕÂÁĦËÁ ÅÓÔÅ ÃÒÏÉÔá ÄÉÎ 
ÍáÔÁÓÅ ÓÁÕ ÁÌÔ ÍÁÔÅÒÉÁÌȟ ÃÕÓÕÔá ÿÎ ÃÕÌÏÒÉ ÖÉÉȟ ÃÁÒÅ ÓÅ ÿÎÃÈÅÉÅ ÿÎ ÐÁÒÔÅÁ ÓÔÝÎÇáȟ 
ÆáÒá Óá ÃÏÎĪÉÎá ÇÕÌÅÒȟ ÃÉ ÄÏÁÒ Ï ÓÉÍÐÌá ÂÅÎÔÉĪáȢ #áÍÁĦÁ ÅÓÔÅ ÐÕÒÔÁÔá ÐÅÓÔÅ 
pantaloni ĦÉ ÌÅÇÁÔá ÌÁ ÍÉÊÌÏÃ ÃÕ ÕÎ ÂÒÝÕ ÄÅ ÌÝÎá ÃÏÌÏÒÁÔá (pois). Pantalonii (ĦÔÁÎÿ 
sau briukiɊ ÎÕ ÁÕ Ï ÃÒÏÉÁÌá ÓÐÅÃÉÆÉÃáȢ 3ÕÎÔ ÌÁÒÇÉȟ ÐÕÒÔÁĪÉ ÿÎ ÃÉÚÍÅ ĦÉ ÃÏÎÆÅÃĪÉÏÎÁĪÉ 
ÄÉÎ ÓÔÏÆá ÄÅ ÃÕÌÏÁÒÅ ÿÎÃÈÉÓáȟ ÄÅ ÏÂÉÃÅÉ ÎÅÁÇÒáȢ "ÒÝÕÌ ÅÓÔÅ ÁÓÅÍáÎáÔÏÒ ÃÕ ÃÅÌ 
femeiesc, dar mai simplu. 0Å ÔÉÍÐ ÄÅ ÉÁÒÎáȟ ÂáÒÂÁĪÉÉ ÌÉÐÏÖÅÎÉ ÐÏÁÒÔá ÐÅÓÔÅ 
ÃáÍÁĦá Ï ÈÁÉÎá ÌÕÎÇá ɉpadiovkaɊ ÓÁÕ ÕÎÁ ÓÃÕÒÔá ÄÉÎ ÓÔÏÆá ɉpinjak). Majoritatea 
ÂáÒÂÁĪÉÌÏÒ ÃÏÎÔÉÎÕá Óá ÐÏÁÒÔÅ ĦÉ ÿÎ ÐÒÅÚÅÎÔ ÌÁ ÂÉÓÅÒÉÃá Ï ÈÁÉÎá ÌÕÎÇáȟ ÄÅ ÃÕÌÏÁÒÅ 
ÿÎÃÈÉÓáȢ  

&/,#,/25, 25¥),/2 ,)0/6%.) 

Repertoriul muzical 
2ÅÐÅÒÔÏÒÉÕÌ ÍÕÚÉÃÁÌ ÿÎÔÝÌÎÉÔ ÌÁ ÒÕĦÉÉ ÌÉÐÏÖÅÎÉ ÅÓÔÅ ÕÎÕÌ ÆÏÁÒÔÅ ÂÏÇÁÔ ĦÉ 

variat. Un folclor ritual existent este cel de ÓáÐÔáÍÝÎÁ ÂÒÝÎÚÅÉȟ ÃÁÒÅ ÅØÐÒÉÍá Ï 

ÔÅÍÁÔÉÃá ÍÁÉ ÄÉÆÅÒÉÔá ÆÁĪá ÄÅ ÆÏÌÃÌÏÒÕÌ ÒÏÍÝÎÅÓÃȟ ĦÉ ÁÎÕÍÅ ÅØÐÒÉÍá ÔÒÉÓÔÅĪÅÁ 
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ÓÁÕ ÉÒÏÎÉÁ ÐÅÎÔÒÕ ÃÅÌ ÃÁÒÅ ÎÕ Á ÒÅÕĦÉÔ Óá ÓÅ ÃáÓáÔÏÒÅÁÓÃá ÐÝÎá ÌÁ ÿÎÃÅÐÕÔÕÌ 

ÓáÐÔáÍÝÎÉÉ ÂÒÝÎÚÅÉȢ -ÁÓÌÅÎÉĪÁȟ ÓáÐÔáÍÝÎÁ ÌÁÐÔÅÌÕÉ ĦÉ Á ÂÒÝÎÚÅÉ ÅÓÔÅ Ï 

ÓáÒÂáÔÏÁÒÅ ÐÒÁÃÔÉÃÁÔá ÄÅ ÒÕĦÉÉ ÌÉÐÏÖÅÎÉ ÿÎ ÓáÐÔáÍÝÎÁ ÄÉÎÁÉÎÔÅÁ 0ÁĦÔÅÌÕÉȢ 

_Î ÔÒÅÃÕÔȟ ÓÅ ÃÕÎÏĦÔÅÁÕ ÃÝÎÔÅÃÅÌÅ ÄÅ ÐÏÓÔȟ ÔÒÁÎÓÍÉÓÅ ÿÎ ÐÅÒÉÏÁÄÁ ÖÅÒÉÉȟ 

în timpul munÃÉÉȟ ÐÅÎÔÒÕ Á ÌÉ ÓÅ ÐáÒÅÁ ÍÕÎÃÁ ÍÁÉ ÕĦÏÁÒáȢ $ÉÎ ÐáÃÁÔÅȟ ÁÃÅÓÔ ÇÅÎ 

s-a ÐÉÅÒÄÕÔ ÿÎ ÐÒÅÚÅÎÔ ÌÁ ÒÕĦÉÉ ÌÉÐÏÖÅÎÉȟ ÎÅÍÁÉĦÔÉÉÎÄÕ-se aproape deloc. 

&ÏÌÃÌÏÒÕÌ ÎÕÐĪÉÁÌ ÅÓÔÅ ÆÏÁÒÔÅ ÂÉÎÅ ÐáÓÔÒÁÔ ĦÉ ÿÎ ÐÒÅÚÅÎÔȢ $ÁÔÏÒÉÔá ÆÁÐÔÕÌÕÉ 

Ãáȟ ÿÎ ÕÒÍá ÃÕ ΤΧ ÄÅ ÁÎÉ ÿÎ ÕÒÍáȟ ÎÕÎÔÁ ĪÉÎÅÁ ÐÁÔÒÕ ÓÁÕ ÃÈÉÁÒ ÃÉÎÃÉ ÚÉÌÅȟ Á ÅØÉÓÔÁÔ 

un repertoriu foarte variat. Astfel, nunta începea de vineri cu petrecerea 

fetelor (ÄÅÖÉĦÎÉËÕÌ)ȟ ÓÝÍÂáÔÁ ÁÖÅÁ ÌÏÃ ÓÐáÌÁÔÕÌ ÆÅÔÅÉ ÄÅ ÍáÒÉÔÁÔ ĦÉ ÿÍÐÌÅÔÉÔÕÌ 

ÐáÒÕÌÕÉ ÿÎÔr-Ï ÓÉÎÇÕÒá ÃÏÁÄáȟ ÉÁÒ ÄÕÍÉÎÉÃÁ ÉÎÖÉÔÁĪÉÉ ÌÕÁÕ ÐÁÒÔÅ la nunta propriu-

ÚÉÓáȟ ÕÎÄÅ ÒÕÄÅÌÅ ÍÉÒÅÌÕÉ ÓÅ ÿÎÔÝÌÎÅÁÕ ÃÕ ÃÅÌÅ ÁÌÅ ÍÉÒÅÓÅÉȟ ĦÉ ÐÅÔÒÅÃÅÁÕ ÐÝÎá 

ÎÏÁÐÔÅÁ ÔÝÒÚÉÕȢ ,ÕÎÉȟ ÌÁ ÐÒÝÎÚȟ ÎÕÎÔÁĦÉÉ ÃÏÎÔÉÎÕÁÕ ÐÅÔÒÅÃÅÒÅÁ ÐÝÎá ÔÝÒÚÉÕ ÃÝÎÄ 

ÓÅ ÄáÄÅÁ ÄÁÒÕÌȢ .ÕÎÔÁ ÃÏÎÔÉÎÕÁ ĦÉ ÍÁÒĪÉ ÐÅÎÔÒÕ ÂÕÃáÔáÒÅÓÅȢ 0ÅÎÔÒÕ ÆÉÅÃÁÒÅ 

moment al ceremonialului a existat un repertoriu muzical diferit. Erau cântece 

ÉÎÔÅÒÐÒÅÔÁÔÅ ÄÏÁÒ ÄÅ ÃáÔÒÅ ÂáÒÂÁĪÉȟ ÁÌÔÅÌÅ ÄÏÁÒ ÄÅ ÃáÔÒÅ ÆÅÍÅÉȟ ÁÃÅÓÔÅÁ ÆÉÉÎÄ 

cântate în marea majoritate a cazurilor pe mai multe voci. 

2ÅÐÅÒÔÏÒÉÕÌ ÎÅÏÃÁÚÉÏÎÁÌ ÅÓÔÅ ÐÒÅÚÅÎÔ ĦÉ ÌÁ ÒÕĦÉÉ ÌÉÐÏÖÅÎÉȢ !ÃÅÓÔÁ Á ÌÕÁÔ 

ÎÁĦÔÅÒÅ ÄÉÎ ÐÏÖÅĦÔÉÌÅ ĦÉ ÌÅÇÅÎÄÅÌÅ ÁÃÅÓÔÏÒÁȟ ÄÅÓÐÒÅ ÖÉÁĪÁ ÃÈÉÎÕÉÔá Á ÓÔÒáÍÏĦÉÌÏÒ 

ÌÏÒȟ ÓÁÕ ÄÉÎ ÐÏÖÅĦÔÉÌÅ ÄÅ ÄÒÁÇÏÓÔÅ ÁÌÅ ÔÉÎÅÒÉÌÏÒȢ $ÉÎ ÐÕÎÃÔ ÄÅ ÖÅÄÅÒÅ ÁÌ ÔÅÍÁÔÉÃÉÉ 

literare, regáÓÉÍ ÁÃÅÌÅÁĦÉ ÔÅÍÅ ÃÁ ĦÉ ÃÅÌÅ din folclorul românesc: de dragoste, 

ÄÅ ÄÏÒȟ ÄÅ ÕÒÝÔȟ ÄÅ ÿÎÓÔÒáÉÎÁÒÅȢ / ÔÅÍÁÔÉÃá ÄÅÓ ÿÎÔÝÌÎÉÔá ÿÎ ÃÝÎÔÅÃÅÌÅ 

propriu-ÚÉÓÅ ÅÓÔÅ ÌÅÇÁÔá ÄÅ ÏÃÕÐÁĪÉÁ ÄÅ ÂÁÚá Á ÌÉÐÏÖÅÎÉÌÏÒȟ ĦÉ ÁÎÕÍÅ ÐÅÓÃÕÉÔÕÌȢ 

Maniera de interpretare 
&ÏÒÍÕÌÁ ÉÎÔÅÒÐÒÅÔÁÔÉÖá ÐÒÉÎÃÉÐÁÌá ÄÉÎ ÃÁÄÒÕÌ ÆÏÌÃÌÏÒÕÌÕÉ ÌÉÐÏÖÅÎÅÓÃ ÅÓÔÅ 

ÄÉÆÅÒÉÔá ÄÅ ÃÅÁ ÄÉÎ ÆÏÌÃÌÏÒÕÌ ÒÏÍÝÎÅÓÃȟ majoritatea genurilor, fie cântece de 

ÍÉÒÅÁÓáȟ ÃÝÎÔÅÃÅ ÐÒÏÐÒÉÕ-zise sau colinde fiind ÉÎÔÅÒÐÒÅÔÁÔÅ ÿÎ ÇÒÕÐȟ ÄÅ ÃáÔÒÅ 

femei. %ÍÉÓÉÁ ÖÏÃÁÌá ÅÓÔÅ ÓÉÍÉÌÁÒá ÃÕ ÃÅÁ ÿÎÔÝÌÎÉÔá ÿÎ ÆÏÌÃÌÏÒÕÌ ÒÏÍÝÎÅÓÃȟ 

cântându-se ÃÕ Ï ÖÏÃÅ ÐÕÔÅÒÎÉÃáȟ ÐáÔÒÕÎÚáÔÏÁÒÅȟ ÄÅ ÍÕÌÔÅ ÏÒÉ ÇÕÔÕÒÁÌáȢ  

O ÁÌÔá ÍÁÎÉÅÒá ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ ÌÁ ÒÕĦÉÉ ÌÉÐÏÖÅÎÉ ÃÏÎÓÔá ÿÎ ÆÁÐÔÕÌ Ãá Ï 

ÐÅÒÓÏÁÎá ÿÎÃÅÐÅ ÐÒÉÍÕÌ ÖÅÒÓȟ ÃÏÎÔÉÎÕÝÎÄ ÁÐÏÉ ÿÎÔÒÅÇÕÌ ÇÒup celelalte rânduri 

ÍÅÌÏÄÉÃÅ ÒáÍÁÓÅ ÄÉÎ ÓÔÒÏÆáȟ ÆÉÉÎÄ ÉÎÔÅÒÐÒÅÔÁÔÅ ÿÎ ÁÃÅÅÁĦÉ ÍÁÎÉÅÒá ÐÝÎá ÌÁ 

epuizarea tuturor strofelor melodice.  

-ÁÉ ÒÁÒ ÿÎÔÝÌÎÉÍ ĦÉ ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÍÉØÔáȟ ÕÎÄÅ ÂáÒÂÁĪÉÉ ÓÅ ÁÌáÔÕÒá 

ÇÒÕÐÕÌÕÉ ÄÅ ÆÅÍÅÉȢ #ÅÅÁ ÃÅ ÆÁÃÅ ÃÁ ÒÅÐÅÒÔÏÒÉÕÌ Óá ÄÅÖÉÎá ĦÉ ÍÁÉ ÉÎÔÅÒÅÓÁÎÔ ÅÓÔÅ 

ÆÁÐÔÕÌ Ãáȟ ÕÎÅÏÒÉ, ÌÉÎÉÁ ÍÅÌÏÄÉÃá ÐÒÉÎÃÉÐÁÌá ÅÓÔÅ ÃÏÍÐÌÅÔÁÔá ÃÕ Ï Á ÄÏÕÁ ÖÏÃÅȟ 

ÃÝÎÔÁÔá ÌÁ ÔÅÒĪáȟ ÏÃÔÁÖáȟ ÓÅØÔáȟ ÓÁÕ ÃÈÉÁÒ ÌÁ ÃÖÁÒÔá ÓÁÕ ÃÖÉÎÔáȟ ÄÏÖÁÄá ÆÉÉÎÄ ĦÉ 

ÅØÅÍÐÌÕÌ ÕÒÍáÔÏÒȡ 
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Figura 1.  #ÝÎÔÅÃ ÉÎÔÅÒÐÒÅÔÁÔ ÐÅ ÄÏÕá ÖÏÃÉ, material documentar 

 

ˬ ̗̠́̋́̉       Eu sunt salcâmul 
˚́ ̄̏̑̋̆ ̠ ̑̏̒̌́    ¥É ÁÍ ÃÒÅÓÃÕÔ ÐÅ ÄÅÁÌ 
˝̗́̒̃̆̌́ ̎́ ̟̋̑́ ̒̆̌́   Am înflorit la marginea satului 
˟̝̏̌̋̏ ̝̓̑̏̎ ̠̍̆̎   $ÁÃá Íá ÁÔÉÎÇÉȟ 
ˬ ̟̘̠̋̏̌́     4Å ÐÏÔ ÿÎĪÅÐÁȟ 
˛̘̝̆̎ ̖̘̠̐́̔́    Florile mele sunt foarte mirositoare 
˕ ̂̆̌́       ¥É ÁÌÂÅȢ 
 
ˠ̜̝̌̂̎̔̒ ̓̆̂̆    _ĪÉ ÚÝÍÂÅÓÃ ĪÉÅȟ 
˔̝̏̑̋̉ ̠̜̒̎̆     Zorica ÍÅÁ ÃÅÁ ÌÕÍÉÎÏÁÓá 
ˢ̙̏̑̏̏ ̎́ ̠̍̆̎ ̐̏̒̍̏̓̑̉  5ÉÔá-te bine la mine 
ˢ̙̜̏̑̏ ̍̏̉     Sunt frumoase 
ˣ̜̃̆̓ ̜̂̆̌̆     Florile mele albe 
˞̜̃̆̓̌̍ ̜̙̒̏̌̎̋̏̍   În lumina zorilor 
˕ ̧̈́̑̊       ¥É Á ÓÏÁÒÅÌÕÉȦ 

 

#ÝÔÅÖÁ ÐÁÒÔÉÃÕÌÁÒÉÔáĪÉ ÓÔÉÌÉÓÔÉÃÅ ÁÌÅ ÃÝÎÔÅÃÅÌÏÒ ÖÏÃÁÌÅ 
Liniile melodice din folclorul lipovenesc sunt simple, unele având un 

ÁÍÂÉÔÕÓ ÒÅÄÕÓ ÃÁÒÅ ÌÅ ÁÓÅÁÍáÎá ÃÕ ÆÏÌÃÌÏÒÕÌ ÃÏÐÉÉÌÏÒȟ ÁÔÝÔ ÄÉÎ ÐÕÎÃÔ ÄÅ ÖÅÄÅÒÅ 

ÒÉÔÍÉÃȟ ÃÝÔ ĦÉ ÍÅÌÏÄÉÃȢ $ÁÔÏÒÉÔá ÉÎÔÅÒÐÒÅÔáÒÉÉ ÿn grup, melodiile sunt silabice, 

ornamentele fiind absente în majoritatea cazurilor.  

&ÏÌÃÌÏÒÕÌ ÃÏÐÉÉÌÏÒ ÅÓÔÅ ÐÒÅÚÅÎÔ ÌÁ ÒÕĦÉÉ ÌÉÐÏÖÅÎÉ ĦÉ ÃÏÎĪÉÎÅ ÁÃÅÌÅÁĦÉ 

ÃÁÒÁÃÔÅÒÉÓÔÉÃÉ ÍÏÒÆÏÌÏÇÉÃÅ ÃÁ ĦÉ ÃÅÌ ÒÏÍÝÎÅÓÃȡ ÁÍÂÉÔÕÓ ÒÅÄÕÓȟ ÍÅÌÏÄÉÃá ÓÉÍÐÌáȟ 

ÄÅ ÔÉÐ ÓÉÌÁÂÉÃȟ ÐÒÅÚÅÎĪÁ ÓÉÓÔÅÍÕÌÕÉ ÒÉÔÍÉÃ ĦÉ ÄÅ ÖÅÒÓÉÆÉÃÁĪÉÅ ÓÐÅÃÉÆÉÃÅ ÇÅÎÕÌÕÉȢ 
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#ÏÌÉÎÄÅÌÅ ÐÒÅÚÅÎÔÅ ÿÎ ÆÏÌÃÌÏÒÕÌ ÒÕĦÉÌÏÒ ÌÉÐÏÖÅÎÉ ÓÕÎÔ ÒÅÌÉÇÉÏÁÓÅȟ ÖÅÓÔÉÎÄ 

.ÁĦÔÅÒÅÁ -ÝÎÔÕÉÔÏÒÕÌÕÉȢ &ÁÐÔÕÌ Ãá ÒÕĦÉÉ ÌÉÐÏÖÅÎÉ ÁÕ ÿÎ ÒÅÐÅÒÔÏÒÉÕÌ ÄÅ ÉÁÒÎá ÄÏÁÒ 

ÃÏÌÉÎÄÅ ÒÅÌÉÇÉÏÁÓÅ ÄÅÎÏÔá ÆÁÐÔÕÌ Ãá ÓÕÎÔ ÍÁÒÉ ÃÒÅÄÉÎÃÉÏĦÉ ÏÒÔÏÄÏÃĦÉȟ ÁÃÅÓÔÅÁ 

fiind interpretate în spÅÃÉÁÌ ÿÎ ÂÉÓÅÒÉÃáȟ ÿÎ ÔÉÍÐÕÌ ÓÁÕ ÌÁ ÆÉÎÁÌÕÌ ÓÌÕÊÂÅÉȢ _Î ÍÁÒÅÁ 

ÍÁÊÏÒÉÔÁÔÅ Á ÃÁÚÕÒÉÌÏÒ ĦÉ ÃÏÌÉÎÄÅÌÅȟ ÌÁ ÆÅÌ ÃÁ ĦÉ ÃÅÌÅlalte genuri sunt acompaniate 

la ÄÉÆÅÒÉÔÅ ÉÎÓÔÒÕÍÅÎÔÅ ÔÒÁÄÉĪÉÏÎÁÌÅȢ 

_Î ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÒÅÐÅÒÔÏÒÉÕÌ ÎÕÐĪÉÁÌȟ ÅØÉÓÔá ÃÝÎÔÅÃÅ ÃÁÒÅ ÓÕÎÔ 

ÉÎÔÅÒÐÒÅÔÁÔÅ ÄÅ ÃáÔÒÅ ÇÒÕÐ ÄÅ ÆÅÍÅÉ ÿÎ ÍÏÍÅÎÔÕÌ ÐÅĪÉÔÕÌÕÉȢ $Å ÁÓÅÍÅÎÅÁȟ ÃÝÎÄ 

ÍÉÒÅÁÓÁ ÅÓÔÅ ÐÒÅÇáÔÉÔá ĦÉ ÐÉÅÐÔáÎÁÔá ÐÅÎÔÒÕ Á ÔÒÅÃÅ ÿÎ ÒÝÎÄÕÌ ÎÅÖÅÓÔÅÌÏÒȟ ÆÅÔÅÌÅ 

ÿÍÐÒÅÕÎá ÃÕ ÆÅÍÅÉÌÅ ÄÉÎ ÓÁÔ ÿÉ ÃÝÎÔá ÄÉÆÅÒÉÔÅ ÃÝÎÔÅÃÅ ÄÅ ÍÉÒÅÁÓáȢ !ÃÅÓÔÅÁ ÓÕÎÔ 

ÕĦÏÒ ÏÒÎÁÍÅÎÔÁÔÅȟ ÿÎÔÝÌÎÉÔÅ ÿÎ ÓÉÓÔÅÍul ÒÉÔÍÉÃ ÐÁÒÌÁÎÄÏ ÒÕÂÁÔÏ ĦÉ ÃÕ ÕÎ ÁÍÂÉÔÕÓ 

destul de restrâns. 

2ÅÐÅÒÔÏÒÉÕÌ ÆÕÎÅÂÒÕ ÿÌ ÒÅÇáÓÉÍ ĦÉ ÌÁ ÒÕĦÉÉ ÌÉÐÏÖÅÎÉȢ _Î ÃÅÒÃÅÔáÒÉÌÅ ÍÅÌÅ ÁÍ 

întâlnit cântece funebre cântate individual. Acestea sunt interpretate liber, în 

ÐÁÒÌÁÎÄÏ ÒÕÂÁÔÏȟ ÆÉÉÎÄ ÓÉÌÁÂÉÃÅ ÄÁÒ ĦÉ  ÕĦÏÒ  ÍÅÌÉÓÍÁÔÉÃÅȢ !ÍÂÉÔÕÓÕÌ ÅÓÔÅ ÕÎÕÌ 

restrâns, predominând oligocordiile. 

Cântecele propriu-zise întâlnite în folclorul românesc sunt interpretate 

individual, cele de stil vechi prezentând caracteristicile arhaice specifice 

ÇÅÎÕÌÕÉ ɉÏÒÎÁÍÅÎÔÉÃá ÂÏÇÁÔáȟ ÁÍÂÉÔÕÓ ÒÅÄÕÓȟ ÓÃáÒÉ ÐÒÅÍÏÄÁÌÅɊȟ ÐÅ ÃÝÎÄ ÿÎ 

ÆÏÌÃÌÏÒÕÌ ÌÉÐÏÖÅÎÅÓÃ ÒÅÇáÓÉÍ ÃÝÎÔecele propriu-zise cântate atât individual, cât 

ĦÉ ÿÎ ÇÒÕÐȟ ÆÉÉÎÄ ÿÎÃÁÄÒÁÔÅ ÿÎ ÓÉÓÔÅÍul ritmic giusto-ÓÉÌÁÂÉÃȟ ÄÉÓÔÒÉÂÕÔÉÖ ĦÉ ÍÁÉ ÒÁÒ 

parlando rubato.  

 

 
 

Fig. 2.  Cântec propriu-zis din Periprava, material documentar 
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˕ ̜̙̃̉̃́̌́ ̠ ̘̐̌́̓̏̆̋   ¥É ÁÍ ÂÒÏÄÁÔ ɉÃÕÓÕÔɊ ÅÕ ÂÁÔÉÓÔÕĪÁ 
ˑ́ ̉ ̎̉ ̉̍̆̌́ ̋̏̍̔ ̝̅́̓  ¥É Î-aveam cui s-Ï ÄáÒÕÉÅÓÃȢ 
˕ ̙̆̌ ̍̏̊ ̜̍̉̌̊ ̃ ̜̒̏̌̅́̓  #ÝÎÄ Á ÐÌÅÃÁÔ ÄÒÁÇÕÌ ÍÅÕ ÿÎ ÁÒÍÁÔá  
ˑ́̌́ ̆̍̔ ̜̒̌̆̈ ̜̝̃̓̉̑́̓ ɉØΤɊ I-am dat-Ï ÌÕÉ  Óá-ĦÉ ĦÔÅÁÒÇá ÌÁÃÒÉÍÉÌÅȢ 
˕ ̙̆̌ ̍̏̊ ̜̍̉̌̊ ̃ ̜̒̏̌̅́̓  A plecat ÄÒÁÇÕÌ ÍÅÕ ÿÎ ÁÒÍÁÔá 
ˍ ̂̑́̓́ ̠̃̈̌̉ ̎́ ̃̏̊̎̔   Iar fratele mi-Á ÆÏÓÔ ÌÕÁÔ ÌÁ ÒáÚÂÏÉ 
˔́ ̂̑́̓́ ̝̄̏̑̋̏ ̝̐̌́̋́̓ ̂̔̅̔ $ÕÐá ÆÒÁÔÅ Ï Óá ÐÌÝÎÇ ÁÍÁÒ 
ˍ ̈́ ̝̍̉̌̆̎̋̏̍ ̃ ̄̑̏̂ ̐̏̊̅̔ ɉØΤɊ )ÁÒ ÄÕÐá ÄÒáÇÕĪ Íá ÖÏÉ ÄÕÃÅ ÿÎ ÍÏÒÍÝÎÔȢ 

 
Cântecul propriu-zis prezentat a fost cules din localitatea Periprava, 

ÊÕÄÅĪÕÌ 4ÕÌÃÅÁȟ ÄÅ ÌÁ ÕÎ ÇÒÕÐ ÄÅ ÆÅÍÅÉ ÌÉÐÏÖÅÎÃÅȟ ÃÁÒÅ ÁÕ ÍÅÎĪÉÏÎÁÔ Ãá ÁÃÅÓÔ 
tip de cântece sunt interpretate aproape întotdeauna în grup. De remarcat 
ÅÓÔÅ ÆÁÐÔÕÌ Ãá ÔÅÍÁÔÉÃÁ ÅÓÔÅ ÕÎÁ ÄÅÓÐÒÅ ÃáÔáÎÉÅȟ ÿÎ ÃÁÒÅ ÆÁÔÁ ÂÒÏÄÅÁÚá Ï ÂÁÔÉÓÔá 
ÐÅÎÔÒÕ ÉÕÂÉÔÕÌ ÅÉ ÃÁÒÅ ÕÒÍÁ Óá ÐÌÅÃÅ ÿÎ ÁÒÍÁÔáȢ $ÕÒÅÒÅÁ ÅÓÔÅ ÁÍÐÌÉÆÉÃÁÔá ĦÉ 
ÄÁÔÏÒÉÔá ÆÁÐÔÕÌÕÉ Ãá ÆÒÁÔÅÌÅ ÅÉ Á ÆÏÓÔ ÌÕÁÔ ÿÎ ÒáÚÂÏÉȟ ÅÁ ÒáÍÝÎÝÎÄ ÓÉÎÇÕÒáȟ ÆáÒá 
ÎÉÃÉ ÕÎ ÓÐÒÉÊÉÎ ÂáÒÂáÔÅÓÃȢ 

$ÉÎ ÐÕÎÃÔ ÄÅ ÖÅÄÅÒÅ ÁÌ ÖÅÒÓÉÆÉÃÁĪÉÅÉȟ ÿÎÔÝÌÎÉÍ ÔÅÔÒÁÐÏÄÉÁ ÐÉÒÉÃáȟ ÃÕ ÆÏÒÍÁ 
ÁÃÁÔÁÌÅÃÔÉÃá ɉΪ ÓÉÌÁÂÅɊ ÿÎ ÐÒÉÍÅÌÅ ÄÏÕá ÖÅÒÓÕÒÉȟ ÖÅÒÓÕÌ ÁÌ Υ-ÌÅÁ ÃÏÎĪÉÎÅ Ϋ ÓÉÌÁÂÅȟ 
revenind apoi versul al 4-lea cu 8 silabe. Exemplul muzical prezentat este unul 
ÓÉÌÁÂÉÃȟ ÆÏÁÒÔÅ ÕĦÏÒ ÏÒÎÁÍÅÎÔÁÔȟ ÿÎ ÍáÓÕÒÁ ÄÅ ΨȾΪȟ ÉÁÒ ÃÅÚÕÒÉÌÅ ÆÉÅÃáÒÕÉ ÒÝÎÄ 
ÍÅÌÏÄÉÃ ÁÐÁÒ ÕĦÏÒ ÒÕÂÁÔÉÚÁÔÅȢ 5ÌÔÉÍÅÌÅ ÄÏÕá ÖÅÒÓÕÒÉ ÄÉÎ ÓÔÒÏÆá ÓÅ ÒÅÐÅÔáȟ ÕĦÏÒ 
ÖÁÒÉÁÔȢ / ÍÁÒÅ ÐÁÒÔÅ Á ÁÃÅÓÔÏÒÁ ÓÕÎÔ ÎÏÔÁÔÅ ÿÎ ÍáÓÕÒÁ ÄÅ ΥȾΦ ÓÁÕ ΨȾΪȟ ÉÁÒ ÿÎ 
momentul inÔÅÒÐÒÅÔáÒÉÉ Äau impresia de unduire a valurilor.  

Din punct de vedere al acompaniamentului, cântecele vocale sunt 
ÁÃÏÍÐÁÎÉÁÔÅ ÌÁ ÄÉÆÅÒÉÔÅ ÉÎÓÔÒÕÍÅÎÔÅ ÔÒÁÄÉĪÉÏÎÁÌÅȡ ÂÁÌÁÌÁÉÃáȟ ÍÁÎÄÏÌÉÎáȟ 
ÁÒÍÕĦÃÁ ÒÕÓÅÁÓÃá sau acordeon. 

CONCLUZII 

2ÕĦÉÉ ÌÉÐÏÖÅÎÉ ÓÕÎÔ ÐáÓÔÒáÔÏÒÉi unui folclor muzical deosebit, prin 
ÄÅĪÉÎÅÒÅÁ ÕÎÕÉ repertoriul muzical vast care s-Á ÐÅÒÐÅÔÕÁÔ ÄÉÎ ÇÅÎÅÒÁĪÉÅ ÿÎ 
ÇÅÎÅÒÁĪÉÅ ĦÉ ÐÒÉÎ Ót ilul de interpretare, care îi pune ÿÎ ÖÁÌÏÁÒÅ ÆÁĪá ÄÅ ÁÌÔÅ 
ÎÁĪÉÏÎÁÌÉÔáĪÉ. 

_Î ÃÉÕÄÁ ÃÏÎÖÉÅĪÕÉÒÉÉ ÃÕ ÁÌÔÅ ÎÁĪÉÏÎÁÌÉÔáĪÉȟ ÁÃÅĦÔÉÁ ĦÉ-ÁÕ ÐáÓÔÒÁÔ ÍÏÄÕÌ ÄÅ 
interpretare specificȟ ÃÕÍ ÁÒ ÆÉȡ ÖÏÃÅ ÐÕÔÅÒÎÉÃáȟ ÇÕÔÕÒÁÌáȟ ÉÎÔÅÒÐÒÅÔÁÒÅ ÿÎ ÇÒÕÐ 
Á ÍÁÊÏÒÉÔáĪÉÉ ÃÝÎÔÅÃÅÌÏÒȟ ÃÏÍÐÌÅÔÁÒÅÁ ÖÏÃÉÉ ÐÒÉÎÃÉÐÁÌÅ ÃÕ Ï ÁÌÔá ÖÏÃÅ ÌÁ ÔÅÒĪáȟ 
ÏÃÔÁÖáȟ ÓÅØÔáȟ ÃÖÁÒÔá ÓÁÕ ÃÖÉÎÔáȢ 

_Î ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÃÝÎÔÅÃÅÌÅ ÖÏÃÁÌÅȟ Ó-Á ÐÕÔÕÔ ÃÏÎÓÔÁÔÁ Ãá ÁÃÅÓÔÅÁ 
sunt ÄÅÓÔÕÌ ÄÅ ÓÉÍÐÌÅȟ ÆÏÁÒÔÅ ÐÕĪÉÎ ÏÒÎÁÍÅÎÔÁÔÅȟ ÃÕ ÕÎ ÁÍÂÉÔÕÓ ÄÅÓÔÕÌ ÄÅ 
ÒÅÄÕÓȟ ÍÁÊÏÒÉÔÁÔÅÁ ÆÉÉÎÄ ÿÎÃÁÄÒÁÔÅ ÿÎ ÍáÓÕÒÁ ÄÅ ΥȾΦ ÓÁÕ ΨȾΪȢ  

3ÉÓÔÅÍÅÌÅ ÒÉÔÍÉÃÅ ÿÎÔÝÌÎÉÔÅ ÿÎ ÆÏÌÃÌÏÒÕÌ ÒÕĦÉÌÏÒ ÌÉÐÏÖÅÎÉ sunt: distributiv, 
ÇÉÕÓÔÏ ÓÉÌÁÂÉÃ ÂÉÃÒÏÎ ÓÁÕ ÐÁÒÌÁÎÄÏ ÒÕÂÁÔÏȢ 4ÏÁÔÅ ÁÃÅÓÔÅ ÃÁÒÁÃÔÅÒÉÓÔÉÃÉ ÁÕ ÌÁ ÂÁÚá 
ÆÁÐÔÕÌ Ãá ÍÁÒÅÁ ÍÁÊÏÒÉÔÁÔÅ Á ÃÝÎÔÅÃÅÌÏÒ ÔÒÁÄÉĪÉÏÎÁÌÅ ÌÉÐÏÖÅÎÅĦÔÉ ÓÕÎÔ 
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ÉÎÔÅÒÐÒÅÔÁÔÅ ÿÎ ÇÒÕÐ ÄÅ ÆÅÍÅÉ ÓÁÕ ÂáÒÂÁĪÉȟ ÒÅÚÕÌÔÝÎÄ ÁÓÐÅÃÔÅÌÅ ÍÏÒÆÏÌÏÇÉÃÅ ÁÌÅ 
cântecelor de grup. 

#ÈÉÁÒ ÄÁÃá ÒÕĦÉÉ ÌÉÐÏÖÅÎÉ ÃÏÎÖÉÅĪÕÉÅÓÃ ÁÌáÔÕÒÉ ÄÅ ÒÏÍÝÎÉ ĦÉ ÁÌÔÅ 
ÍÉÎÏÒÉÔáĪÉÉ ÄÉÎ $ÅÌÔÁ $ÕÎáÒÉÉȟ ÁÃÅĦÔÉÁ ÃÏÎÔÉÎÕá Óá ÿĦÉ ÐáÓÔÒÅÚÅ ÔÒÁÄÉĪÉÉÌÅȟ ÐÏÒÔÕÌ ĦÉ 
ÆÏÌÃÌÏÒÕÌ ÔÒÁÄÉĪÉÏÎÁÌȢ 

REFERENCES 

#ÈÉÓÅÌÅÖȟ !Ȣ ɉΤΡΣΫɊȢ $ÉÎÁÍÉÃÁ ÒÉÔÕÁÌá Á ÔÒÁÄÉĪÉÉÌÏÒ ÄÅ ÐÅÓÔÅ ÁÎȟ 4ÒÁÄÉĪÉÉ 

ÅÍÂÌÅÍÁÔÉÃÅ ÁÌÅ ÅÔÎÉÉÌÏÒ ÄÉÎ $ÏÂÒÏÇÅÁ ÄÅ .ÏÒÄȢ %Ø 0ÏÎÔÏȟ #ÏÎÓÔÁÎĪÁȢ 

#ÏÌÅÓÎÉÕÃȟ 3Ȣ ɉΤΡΣΫɊȢ $ÏÂÒÏÇÅÁȟ %ÄÉÆÉÃÉÉ ÃÕ ÍÏÚÁÉÃȡ #ÒÅÄÉÎĪÁȟ #ÕÌÔÕÒÁȟ #ÅÔÁÔÅÁȢ 

%Ø 0ÏÎÔÏȟ #ÏÎÓÔÁÎĪÁȢ 

4ÕÄÏÓÅȟ 0Ȣ ɉΤΡΣΧɊȢ 2ÕĦÉÉ ÌÉÐÏÖÅÎÉ ÄÉÎ 2ÏÍÝÎÉÁ ɀ ÉÓÔÏÒÉÅ ĦÉ ÁÃÔÕÁÌÉÔÁÔÅȢ "ÕÃÕÒÅĦÔÉȡ 

%ÄÉÔÕÒÁ ȵ#Ȣ2Ȣ,Ȣ2ȱȢ 

6ÁÒÏÎÁȟ !Ȣ ɉΤΡΤΡɊȢ 3ÔÁÒÏÖÅÒÉÉȟ 0ÁÇÉÎÉ ÄÅ ÉÓÔÏÒÉÅ ĦÉ ÓÐÉÒÉÔÕÁÌÉÔÁÔÅȢ "ÕÃÕÒÅĦÔÉȡ 

%ÄÉÔÕÒÁ ȵ#Ȣ2Ȣ,Ȣ2ȱȢ 

Vascenco, V. (2007). MelchiseÄÅÃ ĦÉ ÌÉÐÏÖÅÎÉÉȟ ÿÎ 2ÏÍÁÎÏÓÌÁÖÉÃÁ 8,))ȟ "ÕÃÕÒÅĦÔÉȡ 

%ÄÉÔÕÒÁ 5ÎÉÖÅÒÓÉÔáĪÉÉȢ 

 

Web sources 

https://www.youtube.com/watch?v=NlCnaxHpo9E 

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

 

  

https://www.youtube.com/watch?v=NlCnaxHpo9E
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SUMMARY 

4ÈÉÓ ÐÁÐÅÒ ÁÉÍÓ ÔÏ ÈÉÇÈÌÉÇÈÔ ÔÈÅ ÓÉÇÎÉÆÉÃÁÎÔ ÃÏÎÔÒÉÂÕÔÉÏÎ ÏÆ )ÁĦÉ 
folklorists Florin Bucescu (1936-2019) and Viorel Bârleanu (B. 1944) to 
the research of musical folklore in Moldavia, in the 7th-9th decades of 
the twentieth century. The broad research scope of 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 Ion H. Ciubotaru), they took part in field research 
conducted in the area of Moldavia for about three decades. Their 
papers were published as stand-alone publications or as a musical 
illustrative part (an ethnomusicological study accompanied by folkloric 
anthology) within genre monographs signed by literary folklorists from 
ÔÈÅ Ȱ!Ȣ 0ÈÉÌÉÐÐÉÄÅȱ Institute of linguistic research and dialectology from 
)ÁĦÉȢ  
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 
!ÒÃÈÉÖÅ ÏÆ -ÏÌÄÁÖÉÁ ÁÎÄ "ÕËÏÖÉÎÁ ÉÎ )ÁĦÉ ÁÎÄ ÉÎ the studies that they 
published in volumes or journals. 

REZUMAT  

,ÕÃÒÁÒÅÁ ÄÅ ÆÁĪá ÕÒÍáÒÅĦÔÅ Óá ÅÖÉÄÅÎĪÉÅÚÅ ÃÏÎÔÒÉÂÕĪÉÁ ÄÅÔÅÒÍÉÎÁÎÔá Á 
ÆÏÌÃÌÏÒÉĦÔÉÌÏÒ ÉÅĦÅÎÉ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ɉΧίΩά-ΨΦΧίɊ ĦÉ 6ÉÏÒÅÌ "ÝÒÌÅÁÎÕ ɉÎȢ 
1944) la cercetarea folclorului muzical din Moldova, în deceniile 7-9 a 
secolului al XX-lea. Sfera de cercetare a cÅÌÏÒ ÄÏÉ ÁÕÔÏÒÉ ÍÅÎĪÉÏÎÁĪÉ Á ÆÏÓÔ 
ÕÎÁ ÌÁÒÇáȟ ÁÂÏÒÄÝÎÄ ÁÐÒÏÁÐÅ ÔÏÁÔÅ ÃÁÔÅÇÏÒÉÉÌÅ ÄÅ ÒÅÐÅÒÔÏÒÉÕ ÆÏÌÃÌÏÒÉÃ 
ÏÃÁÚÉÏÎÁÌ ĦÉ ÎÅÏÃÁÚÉÏÎÁÌȢ _Î ÃÁÌÉÔÁÔÅ ÄÅ ÃÏÌÁÂÏÒÁÔÏÒÉ ÐÅÒÍÁÎÅÎĪÉ ÁÉ 
!ÒÈÉÖÅÉ ÄÅ &ÏÌÃÌÏÒ Á -ÏÌÄÏÖÅÉ ĦÉ "ÕÃÏÖÉÎÅÉ ɉÆÏÎÄÁÔá ÿÎ ΧίάΦ ÄÅ ÆÏÌÃÌÏÒÉÓÔÕÌ 
ĦÉ ÅÔÎÏÌÏÇÕÌ )ÏÎ (Ȣ #ÉÕÂÏÔÁÒÕɊȟ ÁÕ ÐÁÒÔÉÃÉÐÁÔ ÌÁ ÃÅÒÃÅÔáÒÉÌÅ ÿÎ ÔÅÒÅÎ 
ÄÅÓÆáĦÕÒÁÔÅ ÿÎ ÚÏÎÁ -ÏÌÄÏÖÅÉ ÔÉÍÐ ÄÅ ÁÐÒÏØÉÍÁÔÉÖ ÔÒÅÉ ÄÅÃÅÎÉÉȢ ,ÕÃÒáÒÉÌÅ 
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ÌÏÒ ÁÕ ÁÐáÒÕÔ ÃÁ ÐÕÂÌÉÃÁĪÉÉ ÄÅ ÓÉÎÅ ÓÔáÔáÔÏÁÒÅ ÓÁÕ ÃÁ ÐÁÒÔÅ ÉÌÕÓÔÒÁÔÉÖá 
ÍÕÚÉÃÁÌá ɉÓÔÕÄÉÕ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃ ÿÎÓÏĪÉÔ ÄÅ ÁÎÔÏÌÏÇÉÅ ÆÏÌÃÌÏÒÉÃáɊ ÿÎ 
ÃÁÄÒÕÌ ÕÎÏÒ ÍÏÎÏÇÒÁÆÉÉ ÄÅ ÇÅÎ ÓÅÍÎÁÔÅ ÄÅ ÆÏÌÃÌÏÒÉĦÔÉ ÌÉÔÅÒÁĪÉ ÄÅ ÌÁ 
)ÎÓÔÉÔÕÔÕÌÕÉ ÄÅ #ÅÒÃÅÔáÒÉ ,ÉÎÇÖÉÓÔÉÃÅ ĦÉ $ÉÁÌÅÃÔÏÌÏÇÉÅ ȵ!Ȣ 0ÈÉÌÉÐÐÉÄÅȱ din 
)ÁĦÉȢ  
0ÁÔÒÉÍÏÎÉÕÌ ÆÏÌÃÌÏÒÉÃ ÃÕÌÅÓ ĦÉ ÓÔÕÄÉÁÔ ÄÅ ÃÅÉ ÄÏÉ ÆÏÌÃÌÏÒÉĦÔÉ ÅÓÔÅ ÉÎÅÓÔÉÍÁÂÉÌ 
ÐÒÉÎ ÖÁÌÏÁÒÅÁ ĦÉ ÁÕÔÅÎÔÉÃÉÔÁÔÅÁ ÄÏÃÕÍÅÎÔÅÌÏÒ ÓÏÎÏÒÅ ĦÉ ÓÃÒÉÓÅ ÐÅ ÃÁÒÅ ÎÉ 
le-ÁÕ ÌáÓÁÔ ÍÏĦÔÅÎÉÒÅȟ ÿÎ ÃÁÄÒÕÌ !ÒÈÉÖÅÉ ÄÅ &ÏÌÃÌÏÒ Á -ÏÌÄÏÖÅÉ ĦÉ "ÕÃÏÖÉÎÅÉ 
ÄÉÎ )ÁĦÉ ĦÉ ÿÎ ÓÔÕÄÉÉÌÅ ÐÅ ÃÁÒÅ ÁÃÅĦÔÉÁ ÌÅ-au publicat în volume sau reviste 
de specialitate. 

Keywords  
Ethnomusicological studies, musical folklore anthologies, archive, Moldavia 

INTRODUCTION  

4ÈÉÓ ÐÁÐÅÒ ÁÉÍÓ ÔÏ ÈÉÇÈÌÉÇÈÔ ÔÈÅ ÓÉÇÎÉÆÉÃÁÎÔ ÃÏÎÔÒÉÂÕÔÉÏÎ ÏÆ )ÁĦÉ 
folklorists Florin Bucescu (1936-2019) and Viorel Bârleanu (B. 1944 -) to the 
research of musical folklore in Moldavia, in the 7th-9th decades of the 
twentieth century. In 1960, the folklore archive of Moldavia and Bukovina was 
ÅÓÔÁÂÌÉÓÈÅÄ ÉÎ )ÁĦÉȟ ÁÔ ÔÈÅ ÉÎÉÔÉÁÔÉÖÅ ÁÎÄ ÕÎÄÅÒ ÔÈÅ ÃÏÏÒÄÉÎÁÔÉÏÎ ÏÆ ÔÈÅ ÌÉÔÅÒÁÒÙ 
folklorist Ion H. Ciubotaru. As director of the archive, together with the 
members of the working team, he launched an extensive project of long-term 
ethno-folkloric research of the entire area of Moldavia. The results were 
ÒÅÍÁÒËÁÂÌÅ ÁÎÄ ÌÅÄ ÔÏ ÔÈÅ ÃÏÍÐÌÅÔÉÏÎ ÏÆ ÔÈÅ Ȱ×ÈÉÔÅ ÁÒÅÁȱ ÏÎ ÔÈÅ ÍÁÐ ÏÆ 
Romania, in terms of knowledge of Moldavian folk customs and traditions. 

FLORIN BUCESCU AND VIOREL BÂRLEANU - PORTRAIT SKETCHES 

Florin Bucescu (1936-2019), 
teacher, priest, folklorist and 
Byzantinist, was born in the town of 
"ÒÏÓÃáÕĪÉÉ .ÏÉȟ 3ÔÏÒÏÊÉÎÅÔ ÒÅÇÉÏÎ ÏÆ 
interwar Northern Bukovina, the son of 
priest Casian Bucescu (1907-1986) and 
teacher Eufrosina Bucescu (1912-2006). 
He attended secondary and high school 
ÁÔ Ȱ%ÕÄÏØÉÕ (ÕÒÍÕÚÁÃÈÉȱ (ÉÇÈ 3ÃÈÏÏÌ 
ÉÎ 2áÄáÕĪÉ ɉΣΫΦΨ-1953), then graduated 
from the Orthodox Theological 
Institute in Bucharest (1953-1957), 
where he was taught by distinguished 
professors such as Teodor M. Popescu, 
Ioan GhÉĪÅÓÃÕ ÁÎÄ $ÕÍÉÔÒÕ 3ÔáÎÉÌÏÁÅȟ 
%ÎÅ "ÒÁÎÉĦÔÅȟ !ÌÅØÁÎÄÒÕ %ÌÉÁÎȟ ,ÉÖÉÕ 
Stan, Emilian Vasilescu, Anton Uncu, 

Chiril Popescu, Nicolae Lungu a. o. Because his father, priest Casian Bucescu 
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was arrested and imprisoned between 1958-1963, during the difficult period 
of political purges instituted by the communist government of Gheorghe 
Gheorghiu-Dej, Florin Bucescu was expelled from the theological doctoral 
courses and was not able to serve as priest, but only as an unskilled worker 
and only later (from 1960 on) as a substitute teacher. Trying to redirect 
ÔÏ×ÁÒÄÓ Á ÓÅÃÕÌÁÒ ÃÁÒÅÅÒȟ ÉÎ ΣΫΨΡ ÈÅ ×ÁÓ ÁÄÍÉÔÔÅÄ ÔÏ ÔÈÅ Ȱ'ÅÏÒÇÅ %ÎÅÓÃÕȱ 
#ÏÎÓÅÒÖÁÔÏÒÙ ÏÆ -ÕÓÉÃ ÉÎ )ÁĦÉȢ 4ÈÉÓ ÉÎÓÔÉÔÕÔÉÏÎ ×ÁÓ ÁÂÕÓÉÖÅÌÙ ÄÉÓÂÁÎÄed in 1950, 
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 musical training who then taught at 
ÔÈÅ )ÁĦÉ ÉÎÓÔÉÔÕÔÉÏÎȡ !ÃÈÉÍ 3ÔÏÉÁ ɉÒÅÃÔÏÒȟ ÔÅÁÃÈÉÎÇ ÃÏÍÐÏÓÉÔÉÏÎɊȟ #ÏÎÓÔÁÎÔÉÎ 
Constantinescu (musical theory and solfeggio), Vasile Spatarelu (counterpoint 
and forms), Anton Zeman (harmony), George Pascu, Mihail Cozmei (music 
history), Gheorghe Ciobanu and Pavel Delion (musical folklore), Ion Pavalache 
and Virginia Spatarelu (conducting), Ion 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 pre-university educational institutioÎÓ ÉÎ )ÁĦÉȟ ÔÈÅ 
Ȱ#ÏÓÔÁÃÈÅ .ÅÇÒÕÚÚÉȱ ÂÏÁÒÄÉÎÇ ÈÉÇÈ ÓÃÈÏÏÌȢ (ÅÒÅȟ ÆÏÒ ÍÏÒÅ ÔÈÁÎ Ô×ÅÎÔÙ ÙÅÁÒÓȟ 
he intensely trained numerous generations of students with great passion, 
dedication and pedagogical talent. They acquired solid musical knowledge 
and skills, along with a special love for classical music, and many of them 
ÂÅÃÁÍÅ ÐÁÓÓÉÏÎÁÔÅ ÃÏÎÃÅÒÔ ÇÏÅÒÓ ÉÎ )ÁĦÉȢ %ÖÅÎ ÎÏ×ȟ ÈÉÓ ÆÏÒÍÅÒ ÓÔÕÄÅÎÔÓ 
remember with deep respect and admiration their music teacher, the great 
performances of folk customs organized at the beginning 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 
ÃÏÎÃÅÒÔÓ ÏÆ ÔÈÅ Ȱ-ÏÌÄÁÖÉÁȱ 0ÈÉÌÈÁÒÍÏÎÉÃ ÏÆ )ÁĦÉȟ ×ÈÉÃÈ ÅÄÕÃÁÔÅÄ ÔÈÅÉÒ 
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 the Coordination of the literary 
folklorist Ion H. Ciubotaru. He also conducted research in the field of 
Byzantine palaeography, studying musical manuscripts from documentary 
ÆÕÎÄÓ ÉÎ )ÁĦÉ ÁÎÄ ×ÏÒËÉÎÇ ÁÓ ÁÎ ÁÓÓÏÃÉÁÔÅ ÌÅÃÔÕÒÅÒ ÁÔ ÔÈÅ #ÏÎÓÅÒÖÁÔÏÒÙ ÉÎ ÔÈÅ 
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discipline Byzantine musical Palaeography (between 1978-1986 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 Byzantinist Gheorghe Ciobanu (1909-
ΣΫΫΩɊȟ ÄÉÓÔÉÎÇÕÉÓÈÅÄ ÒÅÓÅÁÒÃÈÅÒ ÆÒÏÍ ÔÈÅ Ȱ#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕȱ &ÏÌËÌÏÒÅ 
)ÎÓÔÉÔÕÔÅ ÉÎ "ÕÃÈÁÒÅÓÔ ÁÎÄ ÁÓÓÏÃÉÁÔÅ ÐÒÏÆÅÓÓÏÒ ÁÔ ÔÈÅ Ȱ'ÅÏÒÇÅ %ÎÅÓÃÕȱ 
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 1996), as a moral restitution for the persecutions 
by the Communist regime that he had suffered during his formative years. 
Between 1995-2005 he had a remarkable teaching activity concerning psaltic 
ÍÕÓÉÃ ÁÓ Á ÐÒÏÆÅÓÓÏÒ ÁÔ ÔÈÅ Ȱ3ÁÉÎÔ "ÁÓÉÌ ÔÈÅ 'ÒÅÁÔȱ /ÒÔÈÏÄÏx Theological 
3ÅÍÉÎÁÒÙ ÅÓÔÁÂÌÉÓÈÅÄ ÉÎ )ÁĦÉ ÉÎ ΣΫΫΧ ÂÙ 0ÁÔÒÉÁÒÃÈ $ÁÎÉÅÌ #ÉÏÂÏÔÅÁȢ (Å ÔÒÁÉÎÅÄ 
several generations of valuable psalters and priests, who in turn, following the 
model of their mentor, continued to passionately activate in the musical and 
theoloÇÉÃÁÌ ÆÉÅÌÄȢ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ÁÌÓÏ ÔÁÕÇÈÔ ÍÕÓÉÃ ÁÔ ÔÈÅ Ȱ6ÁÓÉÌÅ ,ÕÐÕȱ ÔÅÁÃÈÅÒ 
ÔÒÁÉÎÉÎÇ ÃÏÌÌÅÇÅ ÉÎ )ÁĦÉȟ ÁÎÄ ÓÔÁÒÔÉÎÇ ΣΫΫΤ ÈÅ ÈÅÌÄ ÔÈÅ ÐÏÓÉÔÉÏÎ ÏÆ ÁÓÓÏÃÉÁÔÅ 
ÐÒÏÆÅÓÓÏÒ ÁÔ ÔÈÅ Ȱ'ÅÏÒÇÅ %ÎÅÓÃÕȱ !ÃÁÄÅÍÙ ÏÆ !ÒÔÓ ÉÎ )ÁĦÉȟ ÔÅÁÃÈÉÎÇ ÔÈÅ 
disciplines psaltic music, Byzantine palaeography, music teaching 
methodology. In 1992 he proposed, initiated and laid the foundation of the 
ÓÔÕÄÙ ÐÒÏÇÒÁÍ Ȱ2ÅÌÉÇÉÏÕÓ ÍÕÓÉÃȱȟ ÁÎ ÉÎÉÔÉÁÔÉÖÅ ÔÈÁÔ ÐÒÏÖÉÄÅÄ ÔÈÅ ÐÒÅÍÉÓÅÓ ÆÏÒ 
the development of psaltic music education at university level, at national 
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 thesis Psaltic song in Moldavian manuscripts ɀ the 19th century, 
coordinated by historiographer Professor Octavian Lazar Cosma. For the 
scientific merits of his doctoral thesis, after its publication, in 2009 he was 
Á×ÁÒÄÅÄ ÔÈÅ Ȱ#ÉÐÒÉÁÎ 0ÏÒÕÍÂÅÓÃÕȱ 0ÒÉÚÅȟ ÔÈÅ ÈÉÇÈÅÓÔ ÄÉÓÔÉÎÃÔÉÏÎ ÏÆ ÔÈÅ 
Romanian Academy for fundamental research and for the same work he was 
awarded the prize of the Union of Composers and Musicologists of Romania 
in 2010. 

 Professor Florin Bucescu officially retired in 2006, but continued to 
teach until 2011 and thus concluded a teaching and scientific activity extending 
over half a century (1960-2011), with outstanding results on multiple levels. In 
the didactic area he wrote the volume Learning the chants of the Divine Liturgy 
ɉ)ÁĦÉȟ ΣΫΫΪɊȠ ÉÎ ÔÈÅ ÍÕÓÉÃÁÌ-liturgical area he composed a Liturgy in the third 
voice and choral adaptation for 2 and 3 equal voices (in collaboration with Vasile 
3ÐáÔáÒÅÌÕȟ )ÁĦÉȟ ΤΡΡΨɊȢ 4ÈÒÏÕÇÈÏÕÔ ÈÉÓ ÃÁÒÅÅÒ ÈÅ ×ÁÓ Á×ÁÒÄÅÄ various 
ÄÉÓÔÉÎÃÔÉÏÎÓ ÓÕÃÈ ÁÓȡ ÍÅÒÉÔÏÒÉÏÕÓ ÔÅÁÃÈÅÒ ɉΣΫΪΥȟ ΣΫΪΧɊȠ ÔÈÉÒÄ ÐÒÉÚÅ ÁÔ ÔÈÅ Ȱ'ÁÖÒÉÉÌ 
-ÕÓÉÃÅÓÃÕȱ ÆÅÓÔÉÖÁÌ ÏÆ ÃÈÏÒÁÌ ÃÏÍÐÏÓÉÔÉÏÎȟ ÆÉÒÓÔ ÅÄÉÔÉÏÎȟ )ÁĦÉȟ ΣΫΪΪȠ &ÉÒÓÔ 0ÒÉÚÅ 
for choral performance at national festivals and competitions of pupils and 
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students between 1978-1989; several first prizes for performances with the 
Ȱ#ÁÍÅÒÁÔÁȱ #ÈÁÍÂÅÒ #ÈÏÉÒ ÏÆ ÔÈÅ %ÄÕÃÁÔÉÏÎ 5ÎÉÏÎ ɉ)ÁĦÉɊȢ &ÏÒ ÈÉÓ ÅÎÔÉÒÅ ÁÃÔÉÖÉÔÙ 
dedicated to religious music education, His Eminence Theophanos granted 
ÈÉÍ ÔÈÅ Ȱ-ÏÌÄÁÖÉÁÎ ÃÒÏÓÓȱȟ ÔÈe highest distinction granted to laity. 

$ÕÒÉÎÇ ÈÉÓ ÓÔÕÄÉÅÓ ÁÔ ÔÈÅ Ȱ'ÅÏÒÇÅ 
%ÎÅÓÃÕȱ -ÕÓÉÃ #ÏÎÓÅÒÖÁÔÏÒÙ ÉÎ )ÁĦÉȟ &ÌÏÒÉÎ 
Bucescu met Viorel Bârleanu, with whom 
he had a close friendship and professional 
collaboration throughout his career. 
Viorel Bârleanu was born in 1944 in 
Slobozia Pruncului, Suceava County, 
during the harsh period of the Second 
World War. He attended primary school in 
ÔÈÅ ÔÏ×Î ÏÆ -ÝÎÚÅĦÔÉ-Suceava, and then 
secondary and high school at the 
Ȱ#ÏÓÔÁÃÈÅ .ÅÇÒÕÚÚÉȱ ÂÏÁÒÄÉÎÇ school in 
)ÁĦÉȟ ×ÈÅÒÅ ÈÉÓ ÍÕÓÉÃ ÔÅÁÃÈÅÒ ×ÁÓ 
Constantin Popescu, a musician of 
outstanding pedagogical virtues. Aspiring 

to the noble profession of music teacher, he continued his training at the 
Ȱ'ÅÏÒÇÅ %ÎÅÓÃÕȱ #ÏÎÓÅÒÖÁÔÏÒÙ ÉÎ )ÁĦÉȟ ÇÒÁÄÕÁÔÉÎÇ with very good results in 
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 Bârleanu worked as a teacher at the most prestigious 
ÐÅÄÁÇÏÇÉÃÁÌ ÉÎÓÔÉÔÕÔÉÏÎ ÉÎ )ÁĦÉȟ ÔÈÅ ÆÏÒÍÅÒ 4ÅÁÃÈÅÒÓȭ 4ÒÁÉÎÉÎÇ 3ÃÈÏÏÌ ÁÔ ÔÈÅ ÅÎÄ 
of the 19th century, which became a high school after the Second World War; 
ÔÏÄÁÙ ÉÔ ÉÓ ÔÈÅ Ȱ6ÁÓÉÌÅ ,ÕÐÕȱ 4ÅÁÃÈÅÒÓȭ 4ÒÁÉÎÉÎÇ #ÏÌÌÅÇÅ ÉÎ )ÁĦÉȢ (Å ÔÁÕÇÈÔ 
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 four decades, with 
remarkable results, forming generations of well-trained 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 they 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 
ÁÎÄ ÍÕÓÉÃÉÁÎ ÁÎÄ ÐÁÓÓÉÏÎÁÔÅÌÙ ×ÏÒËÅÄ ×ÉÔÈ ÈÉÓ ÓÔÕÄÅÎÔÓȭ ÃÈÏir ensembles 
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 1976-1996 and worked as a teacher trainer and 
inspector, giving training ÃÏÕÒÓÅÓ ÆÏÒ ÔÅÁÃÈÅÒÓ ÁÎÄ ÅÄÕÃÁÔÏÒÓ ÆÒÏÍ )ÁĦÉ ÁÎÄ 
6ÁÓÌÕÉ ÃÏÕÎÔÉÅÓȢ (Å ÃÏÌÌÁÂÏÒÁÔÅÄ ÉÎ ÔÈÅ ÐÒÏÇÒÁÍ Ȱ-ÏÄÅÒÎÉÚÉÎÇ ÈÕÍÁÎÉÓÔÉÃ 
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ÅÄÕÃÁÔÉÏÎȱ ÉÎ ÔÈÅ 2ÅÐÕÂÌÉÃ ÏÆ -ÏÌÄÏÖÁ - Primary Education, organized by the 
International Center for Modern Languages in Iasi (Chisinau, 1997). As he 
raised to the status of researcher in the field of folklore research, between 
1979-1981 he was invited to ÃÏÌÌÁÂÏÒÁÔÅ ÁÓ Á ÕÎÉÖÅÒÓÉÔÙ ÌÅÃÔÕÒÅÒ ÁÔ ÔÈÅ Ȱ'ÅÏÒÇÅ 
%ÎÅÓÃÕȱ #ÏÎÓÅÒÖÁÔÏÒÙ ÉÎ )ÁĦÉȟ ÔÏ ÔÅÁÃÈ %ÔÈÎÏÍÕÓÉÃÏÌÏÇÙȢ &ÏÒ ÔÅÁÃÈÉÎÇ 
purposes, to refresh the school repertoire, he wrote and published important 
volumes: 6ÅÓÅÌȟ ÓÏÁÒÅÌÅ ÒáÓÁÒÅ [The sun merrily rises] (a ÃÏÌÌÅÃÔÉÏÎ ÏÆ ÃÈÉÌÄÒÅÎȭÓ 
ÓÏÎÇÓȟ )ÁĦÉȟ ΣΫΫΦɊȟ _ÎÇÅÒȟ ÿÎÇÅÒÁĦÕÌ ÍÅÕ [My little angel] ɉÓÃÈÏÏÌ ÐÒÁÙÅÒÓȟ )ÁĦÉȟ 
1996), Strop de ler ɉÃÁÒÏÌÓȟ ÓÏÎÇÓ ÏÆ ÔÈÅ ÓÔÁÒȟ .Å× 9ÅÁÒȭÓ ×ÉÓÈÅÓ ÁÎÄ ÔÈÅ 
ÔÒÁÄÉÔÉÏÎÁÌ ×ÉÎÔÅÒ ÓÏÎÇ Ȱ4ÈÅ ÐÌÏÕÇÈȱ ÉÎ Τ ÏÒ Υ ÖÏÉÃÅÓȟ ÉÎ ÃÏÌÌÁÂÏÒÁÔÉÏÎ ×ÉÔÈ 
Viorel Munteanu, published in IaĦi, 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 Bârleanu was granted the title of 
Meritorious Professor in 1977 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 Viorel Bârleanu was a 
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 betweeÎ ÔÈÅÍ ×ÁÓ ÔÈÏÒÏÕÇÈȡ ȰÔÈÅÙ ÃÏÎÆÉÄÅÄ 
to each other, they got indignant together, burst into laughter 
simultaneously, and as they spoke ɀ more than once ɀ one began the sentence 
and the other fiÎÉÓÈÅÄ ÉÔȢȱ ɉ#ÉÕÂÏÔÁÒÕȟ ΤΡΣΣȡ ΥΨɊ 

 

 
 

Fig. 1. Florin Bucescu and Viorel Bârleanu ɀ colleagues 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 them easily 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 time for 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 believed to be their mission. The two friends were 
supported by their families, without whom they could certainly not have had 
ÔÈÅÓÅ ÓÃÉÅÎÔÉÆÉÃ ÁÃÈÉÅÖÅÍÅÎÔÓȢ )Î ÔÈÉÓ ÒÅÇÁÒÄȟ -ÁÒÉÁ 'áÌÅÁÔá ɉΣΫΦΡ-2014) 
attended the Conservatory in the same group as Florin Bucescu, then 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 projects. 

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 volunteers. It 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 
necessary preparation for the participation of students in choral ensembles of 
various types in the Cântarea României [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 Bârleanu managed to successfully conduct 
their laborious research work, both the field work (held most often during the 
summer holidays) and the musical transcription, analysis and writing of 
ethnomusicological studies that accompanied the musical anthologies.  

As shown by Ion H. Ciubotaru - coordinator of the folklore archive of 
Moldavia and Bukovina - in a text dedicated to Professor Priest Florin 
"ÕÃÅÓÃÕȭÓ ΩΧÔÈ ÁÎÎÉÖÅÒÓÁÒÙȟ ÔÈÅ ÁÃÁÄÅÍÉÃ ÐÁÔÈ ÏÆ ÔÈÅ Ô×Ï ÅÔÈÎÏÍÕÓÉÃÏÌÏÇÉÓÔÓ 
ÆÒÏÍ )ÁĦÉ ×ÁÓ ÎÏÔ ÅÁÓÙȟ ÁÓ ÉÎ ÔÈÅ ÆÏÒÍÁÔÉÖÅ ÙÅÁÒÓ ÔÈÅÙ ÄÉÄ ÎÏÔ ÈÁÖÅ ÅØÔÅÎÓÉÖÅ 
specialized guidance that would allow tÈÅÍ ÔÏ ÌÅÁÒÎ ÁÌÌ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒȭÓ 
ȰÔÒÁÄÅ ÓÅÃÒÅÔÓȱ ÁÎÄ ÁÆÔÅÒ ÔÈÅÙ ×ÅÒÅ ÈÉÒÅÄ ÁÓ ÔÅÁÃÈÅÒÓȟ ÔÈÅÙ ÄÉÄ ÎÏÔ ÈÁÖÅ Á 
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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 self-improvement, under the guidance of the director 
of the Archive, they gradually managed to establish themselves as highly 
appreciated specialists in the field of musical folklore studies in Moldavia. 
Ȱ4ÁËÉÎÇ ÔÈÅÉÒ ÃÁÌÌ ÁÓ ÅÔÈÎÏÍÕÓicologists seriously, Florin Bucescu and Viorel 
Bârleanu would gradually become highly appreciated by most of their 
colleagues. Their scientific contributions were received with great interest, 
some of them were reviewed favourably in authoritative studies. From one 
ÓÔÁÇÅ ÔÏ ÁÎÏÔÈÅÒȟ ÔÈÅÉÒ ÁÃÔÉÖÉÔÙ ×ÉÔÈÉÎ ÔÈÅ ÔÅÁÍ ÏÆ )ÁĦÉ ÅÔÈÎÏÌÏÇÉÓÔÓ ɉÏÆ ÔÈÅ 
Institute, o.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 this work was carrÉÅÄ ÏÕÔ ×ÉÔÈÏÕÔ ÁÎÙ ÔÙÐÅ ÏÆ ÅÍÏÌÕÍÅÎÔÓȢȱ 
(Ciubotaru, 2011: 35). 

At the end of this portrait section, instead of conclusions, we insert 
another relevant testimony, belonging to the director of the archive, Ion H. 
Ciubotaru, about the way the two worked together, always managing to 
ÁÃÈÉÅÖÅ ÏÐÔÉÍÁÌ ÒÅÓÕÌÔÓȡ Ȱ) ÈÁÖÅ ×ÉÔÎÅÓÓÅÄ ÔÈÅÍ ÉÎ ÄÉÆÆÉÃÕÌÔ ÍÏÍÅÎÔÓ ×ÈÅÎ 
they were writing studies, I 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 debate. Seeing 
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 I decided that the order of signatures at 
the head of the studies ÔÈÅÙ ×ÒÏÔÅ ÓÈÏÕÌÄ ÁÌÔÅÒÎÁÔÅȢȱ ɉ#ÉÕÂÏÔÁÒÕȟ ΤΡΣΣȡ ΥΩɊ 

ETHNOMUSICOLOGICAL BIBLIOGRAPHIC HIGHLIGHTS AUTHORED BY 
FLORIN BUCESCU AND VIOREL BÂRLEANU 

The main area of research of the folklorists Florin Bucescu and Viorel 
Bârleanu was the general one suggested and followed step by step by the 
research team of the Institute, under the coordination of Ion H. Ciubotaru: 
prospecting the area of Moldavia from an ethno-folkloric perspective and 
highlighting the main folklore categories and their specific characteristics. The 
works of the two ethnomusicologists appeared as stand-alone publications or 
as a musical illustrative part (ethnomusicological study accompanied by 
folklore anthology) within genre monographs signed by literary folklore 
specialists from the Ȱ!Ȣ 0ÈÉÌÉÐÐÉÄÅȱ )ÎÓÔÉÔÕÔÅ ÏÆ ,ÉÎÇÕÉÓÔÉÃ 2ÅÓÅÁÒÃÈ ÁÎÄ 
Dialectology ÏÆ )ÁĦÉȢ  

Here is the selected list of publications by the two folklore specialists:  
¶ Bucescu, Florin & Ciubotaru, Silvia & Bârleanu, Viorel, "áÔÒÝÎÅÁÓÃÁ ɀ doine, 
ÂÏÃÅÔÅȟ ÊÏÃÕÒÉ ÄÉÎ ĪÉÎÕÔÕÌ 2áÄáÕĪÉÌÏÒ ["áÔÒÝÎÅÁÓÃÁ ɀ doinas, laments, dances 
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ÆÒÏÍ ÔÈÅ 2áÄáÕĪÉ ÁÒÅÁɎȟ #ÁÉÅÔÅÌÅ !ÒÈÉÖÅÉ ÄÅ &ÏÌÃÌÏÒ ɍ&ÏÌËÌÏÒÅ !ÒÃÈÉÖÅ 
.ÏÔÅÂÏÏËÓɎȟ ÖÏÌȢ )ȟ Ȱ!ÌȢ )Ȣ #ÕÚÁȱ 5ÎÉÖÅÒÓÉÔÙȟ )ÁĦÉȟ ΣΫΩΫȢ 

¶ Bucescu, Florin & Bârleanu, Viorel, Stiluri de strigat în Moldova [Styles of 
rhythmic shouts in Moldavia], in Ciubotaru, Silvia, 3ÔÒÉÇáÔÕÒÉ ÄÉÎ -ÏÌÄÏÖÁ 
[Shouting (during dancing) in Moldavia], Caietele Arhivei de Folclor [Folklore 
!ÒÃÈÉÖÅ .ÏÔÅÂÏÏËÓɎȟ ÖÏÌȢ )6ȟ Ȱ!ÌȢ )Ȣ #ÕÚÁȱ 5ÎÉÖÅÒÓÉÔÙȟ )ÁĦÉȟ ΣΫΪΦȟ ÐÐȢ ΦΡΧ-455.  

¶ Bucescu, Florin & Bârleanu, Viorel, Anexa cuprinzând principalele tipuri 
ÍÅÌÏÄÉÃÅ ÄÅ ÃÏÌÉÎÄá din Moldova [The appendix containing the main melodic 
types of carols from MoldovaɎȟ ÉÎ ,ÕÃÉÁ #ÉÒÅĦȟ Colinde din Moldova [Carols 
from Moldavia], Caietele Arhivei de Folclor [Folklore Archive Notebooks], vol. 
6ȟ Ȱ!ÌȢ )Ȣ #ÕÚÁȱ 5ÎÉÖÅÒÓÉÔÙȟ )ÁĦÉȟ ΣΫΪΦȟ ÐÐȢ ΥΣΧ-333. 

¶ Bârleanu, Viorel & Bucescu, Florin, Caracteristici ale melodicii baladelor din 
Moldova [Features of ballad melodies in Moldavia], in Lucia Berdan, Balade 
din Moldova [Ballads from Moldavia], Caietele Arhivei de Folclor [Folklore 
!ÒÃÈÉÖÅ .ÏÔÅÂÏÏËÓɎȟ ÖÏÌȢ 6)ȟ Ȱ!ÌȢ )Ȣ #ÕÚÁȱ 5ÎÉÖÅÒÓÉÔÙȟ )ÁĦÉȟ ΣΫΪΨȟ ÐÐȢ ΥΡΤ-343. 

¶ Bucescu, Florin & Bârleanu, Viorel, Aspecte ale melodicii cântecului funerar din 
Moldova [Aspects of funeral song melodies in Moldavia], in Ion H. Ciubotaru, 
Folclorul obiceiurilor familiale din Moldova [The folklore of family customs 
from Moldavia], Caietele Arhivei de Folclor [Folklore Archive Notebooks], vol. 
VII, 1986, pp. 387-443. 

¶ Bârleanu, Viorel & Bucescu, Florin, Melodii de joc din Moldova [Dance melodies 
from Moldavia], Caietele Arhivei de Folclor [Folklore Archive Notebooks], vol. 
)8ȟ Ȱ!ÌȢ )Ȣ #ÕÚÁȱ 5ÎÉÖÅÒÓÉÔÙȟ )ÁĦÉȟ ΣΫΫΡȢ  

¶ Bucescu, Florin & Bârleanu, Viorel (1991). Folclorul musical [Musical folklore]. 
In Ciubotaru, Ion H., 6ÁÌÅÁ ¥ÏÍÕÚÕÌÕÉ ÍÁÒÅȢ -ÏÎÏÇÒÁÆÉÅ ÆÏÌÃÌÏÒÉÃá [The valley 
ÏÆ ¥ÏÍÕÚÕÌ ÍÁÒÅȢ &ÏÌËÌÏÒÉÃ ÍÏÎÏÇÒÁÐÈɎȟ #ÁÉÅÔÅÌÅ  !ÒÈÉÖÅÉ ÄÅ &ÏÌÃÌÏÒ  ɍ&ÏÌËÌÏÒÅ 
Archive Notebooks], vol. X1, pp. 233-ΥΧΦȢ )ÁĦÉȡ Ȱ!ÌȢ )Ȣ #ÕÚÁȱ 5ÎÉÖÅÒÓÉÔÙ ɀ 
2ÏÍÁÎÉÁÎ !ÃÁÄÅÍÙȟ )ÁĦÉ "ÒÁÎÃÈȢ 

¶ Bucescu, Florin & Bârleanu, Viorel, 6ÅÃÈÅÁ ÄÏÉÎá ÂÕÃÏÖÉÎÅÁÎá ÄÉÎ ĪÉÎÕÔÕÌ 
2áÄáÕĪÉÌÏÒ [The old Bukovina doina from 2áÄáÕĪÉ ÁÒÅÁ] (I and II), study and 
ÃÏÌÌÅÃÔÉÏÎ ÉÎ Ȱ!ÎÁÌÅÌÅ "ÕÃÏÖÉÎÅÉȱȟ Á ÊÏÕÒÎÁÌ ÏÆ ÔÈÅ 2ÏÍÁÎÉÁÎ !ÃÁÄÅÍÙȟ 4ÈÅ 
Ȱ"ÕËÏÖÉÎÁȱ 2ÅÓÅÁÒÃÈ #ÅÎÔÒÅ ÉÎ 2áÄáÕĪÉȟ 9ÅÁÒ 6)ȾΣȾΣΫΫΫȟ ÐÐȢΣΣΫ-140 and Year 
VI/2/1999, pp. 407-444. 

¶ Florin Bucescu, Folclorul muzical ɀ ÓÔÕÄÉÏ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃ ĥÉ ÃÏÌÅÃĪÉÅ ÍÕÚÉÃÁÌá 
[The musical folklore ɀ ethnomusicological study and musical collection], in 
Ion H. Ciubotaru, Catolicii din Moldova. Universul culturii populare [The 
Catholics in Moldovia. The universe of folk culture], vol. III, Poezia obiceiurilor 
ÔÒÁÄÉĪÉÏÎÁÌÅȢ ,ÉÔÅÒÁÔÕÒÁ ÏÂÉÃÅÉÕÒÉÌÏÒ ÐÏÐÕÌÁÒÅ [The poetry of traditional 
ÃÕÓÔÏÍÓȢ 4ÈÅ ÌÉÔÅÒÁÔÕÒÅ ÏÆ ÆÏÌË ÃÕÓÔÏÍÓɎȟ 0ÒÅÓÁ "ÕÎáȟ )ÁĥÉȟ ΤΡΡΧȟ ÐÐȢ ΦΥΫ-525. 
 

Their authored volumes represented fundamental research regarding 
the "áÔÒÝÎÅÁÓÃÁ ɍ/ÌÄ ÐÅÏÐÌÅȭÓ ÄÁÎÃÅɎ ÓÔÙÌÅ ÉÎ ÔÈÅ 2áÄáÕĪÉ ÁÒÅÁ ɉ)ÁĦÉȟ ΣΫΩΫɊ ÁÎÄ 
ÔÈÅ ÄÁÎÃÅ ÐÉÅÃÅÓ ÆÒÏÍ ÁÌÌ ÏÖÅÒ -ÏÌÄÁÖÉÁ ɉ)ÁĦÉȟ ΣΫΫΡɊȢ 

"áÔÒÝÎÅÁÓÃÁ ɀ ÄÏÉÎÅȟ ÃÝÎÔÅÃÅȟ ÂÏÃÅÔÅ ÄÉÎ ĪÉÎÕÔÕÌ 2áÄáÕĪÉÌÏÒȢ Monografie, 
ÔÈÅ ÁÕÔÈÏÒÓȭ ÆÉÒÓÔ ÖÏÌÕÍÅ ɉ)ÁĦÉ, 1979), was a monograph published as the first 
issue of the series Caietele Arhivei de Folclor [Notebooks of the Folklore 
!ÒÃÈÉÖÅɎȟ Á ÒÅÐÕÔÅÄ ÐÕÂÌÉÃÁÔÉÏÎ ÏÆ ÔÈÅ Ȱ!ÌȢ 0ÈÉÌÌÉÐÉÄÅȱ )ÎÓÔÉÔÕÔÅ ÏÆ 
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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. "áÔÒÝÎÅÁÓÃÁ represented the result of continuous research, 
ÁÂÏÕÔ ΧΡ ÌÏÃÁÌÉÔÉÅÓ ÆÒÏÍ ÔÈÅ 2áÄáÕĪÉ ÄÅÐÒÅÓÓÉÏÎ ÂÅÉÎÇ ÉÎÖÅÓÔÉÇÁÔÅÄ ÏÖÅÒ Á 
decade. The project started naturally. As young students, the two young 
researchers native of Bukovina wanted first of all to know the musical folklore 
of their native area better, therefore they collected first sporadically, and then 
ÓÙÓÔÅÍÁÔÉÃÁÌÌÙȟ ÓÏÎÇÓ ÆÒÏÍ ÔÈÅ ÁÒÅÁ ÏÆ 2áÄáÕĪÉȢ !Ó ÔÈÅÙ ÓÈÏ×ÅÄ ÓÏÍÅ ÓÁÍÐÌÅÓ 
to ethnomusicologist Gheorghe Ciobanu, their folklore teacher, he 
appreciated their value and encouraged them to continue their research, 
because the collected songs had specific musical features of archaic folklore, 
namely those of the old doina ÓÏÎÇ ÆÒÏÍ 2áÄáÕĪÉȢ )ÎÄÅÅÄȟ ÆÕÒÔÈÅÒ ÒÅÓÅÁÒÃÈ 
ÃÏÎÆÉÒÍÅÄ ÔÈÅ ÉÄÅÁ ÔÈÁÔ Ȱ×ÈÁÔ ÔÈÅÙ ÈÁÄ ÂÅÅÎ ÆÏÌÌÏ×ÉÎÇ ÁÓÓÉÄÕÏÕÓÌÙ ÆÏÒ ÓÅÖÅÒÁÌ 
years was not just an old song, but a unitary melodic style, specific to the north-
eastern point of Suceava County, known in the area as "áÔÒÝÎÅÁÓÃÁ. It is a slow 
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 
ÉÎÓÔÒÕÍÅÎÔÁÌ ÐÉÅÃÅÓȢȱ ɉ#ÉÕÂÏÔÁÒÕȟ ΤΡ11: 32-33). The research was conducted in 
accordance to interdisciplinary principles, since besides the musical part, the 
literary part was also considered, which was addressed by the literary folklore 
specialist Silvia Ciubotaru. She researched the lyrics, which are crucial in 
ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÆÏÌËÌÏÒÅȠ ÔÈÉÓ ÉÓ ÁÎ ÅÌÅÍÅÎÔ Ȱ×ÉÔÈÏÕÔ ×ÈÉÃÈ ÔÈÅ ÍÕÓÉÃ 
correlated to that archaic style of singing would not have thrived to such an 
ÅØÔÅÎÔȱ ɉ#ÉÕÂÏÔÁÒÕȟ ΤΡΣΣȡ ΥΥɊȠ ÓÈÅ ×ÁÓ ÁÌÓÏ ÉÎ ÃÈÁÒÇÅ ÏÆ ÔÈÅ ÃÏÍÐÌÅÔÅ ÐÈÏÎÅÔÉÃ 
transcriptions and their analysis.  

When the paper was published, ethnomusicologist Gheorghe Ciobanu 
ÓÁÉÄȡ Ȱ4ÈÅ ÖÁÌÕÅ ÏÆ ÔÈÅ ÍÁÔÅÒÉÁÌȟ ÂÏÔÈ ÁÒÔÉÓÔÉÃÁÌÌÙ ÁÎÄ ÓÃÉÅÎÔÉÆÉÃÁÌÌÙȟ ÉÓ 
ÉÎÄÉÓÐÕÔÁÂÌÅȢȱ ɉ-ÕÚÉÃÁ *ÏÕÒÎÁÌȟ -ÁÒÃÈȟ ΣΫΪΡȟ ÐȢ ΥΥɊ &ÒÏÍ ÔÈÅ ÁÕÔÈÏÒÓȭ ÐÏÉÎÔ ÏÆ 
view, the volume "áÔÒÝÎÅÁÓÃÁ ÉÓ ÉÍÐÏÒÔÁÎÔ ÎÏÔ ÏÎÌÙ ÂÅÃÁÕÓÅ ÉÔ ÐÒÅÓÅÎÔÓ ȰÆÏÒ 
the first time the archaic doina ÆÒÏÍ ÔÈÅ 2áÄáÕĪÉ ÄÅÐÒÅÓÓÉÏÎȟ ÔÈÅ "ÕËÏÖÉÎÁ 
area, but also because this doina melody type represents a unitary musical style 
that pervades almost the entire repertoire in the area: the actual song, the epic 
song, the lullaby, the dance song, the dance, and the lamentȢȱ ɉ"ÕÃÅÓÃÕȟ 
Bârleanu, 2011: 161). 

Due to the heritage value for the Bukovina area, this volume was 
reissued under the title !ÒÃÈÁÉÃ ÍÕÓÉÃÁÌ ÓÔÙÌÅ ÆÒÏÍ 2áÄáÕĪÉ #ÏÕÎÔÙ in 2013 in 
Suceava, at the initiative of ethnomusicologist PhD Constanta Cristescu from 
ÔÈÅ Ȱ"ÕËÏÖÉÎÁȱ #ÕÌÔÕÒÁÌ #ÅÎÔÅÒ ÉÎ 3ÕÃÅÁÖÁȢ 5ÎÌÉËÅ ÔÈÅ ÆÉÒÓÔ ÉÓÓÕÅ ÉÎ ×ÈÉÃÈ ÔÈÅ 
literary part was also considered, the 2013 one focuses primarily on the 
musical part, being a completely revised version of the ethnomusicological 
study, with the musical collection augmented. The latter includes the 
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, recitatives and spoken passages, 
rhythmic and architectural form, verse-melody ratio), particular aspects 
grouped by genres, performance-creation, the "áÔÒÝÎÅÁÓÃÁ style in relation 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 "áÔÒÝÎÅÁÓÃÁ melodies are characterized by 
Ѿʇʅɾʋʔʋʍɿʚɻ (paucitas chordarum). Three pre-pentatonic systems 
predominate (anhemitonic tritones A-F#-E, anhemitonic tritones A-G-E and 
minor trichords G-F#-E), which generate the other Ѿʇʅɾʋʔʋʍɿʚɻ scales present 
in the melody of the "áÔÒÝÎÅÁÓÃÁ song. The preferred intervals in terms of the 
musical scales are the minor third (A-F # or G-E), the major second, and the 
perfect unison in recitatives. (Bucescu & Bârleanu, 2013: 24-26). Recitatives are 
another essential element in this type of music, which render the parlando 
character. Some doinas consist of a two-stage chain of recitatives, with or 
without melodized passages. Recitatives can be rendered in steps such as E, 
A, B, G and less often on F#. Of these, those on step I (E) are the most widely 
spread (Bucescu & Bârleanu, 2013: 40). Spoken passages, which lie at the 
ÂÏÕÎÄÁÒÙ ÂÅÔ×ÅÅÎ ÓÐÏËÅÎ ÁÎÄ ÓÕÎÇ ÓÏÕÎÄȟ ȰÁÒÅ ÕÓÅÄ ÏÕÔ ÏÆ ÁÎ ÅØÐÒÅÓÓÉÖÅ 
necessity and aim to enrich eØÐÒÅÓÓÉÖÅÎÅÓÓ ÔÈÒÏÕÇÈ ÔÉÍÂÒÁÌ ÖÁÒÉÁÔÉÏÎȢȱ 
(Bucescu & Bârleanu, 2013:47). Both manners of performance, recitative and 
spoken, can merge during the same phrase, creating the specific recitative 
atmosphere of the "áÔÒÝÎÅÁÓÃÁ song. In terms of rhythm, the parlando-rubato 
rhythmic system stands out especially in the solo genres (doina, lament, slow-
rhythm actual song) and measured rhythm, even of the ostinato type ɀ for the 
group pieces (nuptial songs such as the brideȭs song, 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 doina-style songs and up to the songs in measured 
(giusto, aksak, divisionary) rhythm (2013: 48-58) 

The musical collection in the volume includes 230 songs organized by 
genres and according to the manner of performance: vocal ɀ doinas, songs, 
laments on the one hand, and instrumental ɀ in 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 
serve as models ÆÏÒ ÔÏÄÁÙȭÓ ÐÅÒÆÏÒÍÅÒÓȟ ÓÏ ÔÈÁÔ ÔÈÅ ÓÔÙÌÅ ÏÆ ÔÈÅ "áÔÒÝÎÅÁÓÃÁ is 
still preserved. Unfortunately, this volume, as well as most of the folklore 
collections published by specialists in the country is not used by singers, but 



110        ETHNOMOUSIKOLOGION   nr. 2 (1/2023)  
 

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 specialized publications is quite small, but especially 
because it is very difficult to recreate the folkloric melody from the score only, 
ÁÓ ÔÈÅÙ ÁÒÅ ÎÏÒÍÁÌÌÙ ÌÅÁÒÎÅÄ ÏÒÁÌÌÙȢ 0ÅÒÓÏÎÁÌÌÙȟ ÁÓ Á ÐÒÏÆÅÓÓÏÒ ÁÔ ÔÈÅ Ȱ'ÅÏÒÇÅ 
%ÎÅÓÃÕȱ .ÁÔÉÏÎÁÌ 5ÎÉÖÅÒÓÉÔÙ ÏÆ !ÒÔÓ ÉÎ )ÁĦÉ ÁÎÄ ÃÏÏÒÄÉÎÁÔÏÒ ÏÆ ÔÈÅ Ȱ&ÌÏÒÁÌÉÁȱ 
ensemble of this institution, I often use the songs from the folklore 
collections, both in folklore classes and in rehearsals, for concerts held in order 
ÔÏ ÐÒÏÍÏÔÅ ÔÈÅ ÏÌÄ 2ÏÍÁÎÉÁÎ ÆÏÌËÌÏÒÅ ÔÏ ÔÈÅ ÐÕÂÌÉÃ ÏÆ )ÁĦÉȢ 3ÅÅ %ÎÓÅÍÂÌÅ 
Ȱ&ÌÏÒÁÌÉÁȱ ɉΤΡΣΪɊ ÉÎ ÔÈÅ ÒÅÆÅÒÅÎÃÅÓȢ 

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: vocal doinas with lyrical text; 
vocal doinas with epic text; doinas and lullabies; doinas, songs and rhythmic 
shouts in verses at weddings; non-occasional songs; vocal laments and 
instrumental pieces for funerals; instrumental doinas; instrumental dance 
pieces. The music recordings on the CD cover the entire repertoire specific to 
the "áÔÒÝÎÅÁÓÃÁ style, and so they are samples of genuine performance of the 
doina ÓÔÙÌÅ ÆÒÏÍ ÔÈÅ 2áÄáÕĪÉ ÁÒÅÁȠ ÔÈÏÓÅ ÉÎÔÅÒÅÓÔÅÄ ÃÁÎ ÌÉÓÔÅÎ ÔÏ ÔÈÅÍ ÁÎÄ ÔÈÕÓ 
be inspired to sing them as close as possible to the original. The authors 
ÃÏÎÓÉÄÅÒ ÔÈÁÔ ȰÔÈÅ ÍÁÎÎÅÒ ÏÆ ÓÉÎÇÉÎÇ ÓÈÏ×Ó ÔÈÁÔ ÔÈÅ ÍÅÌÏÄÉÃ ÅÌÅÍÅÎÔÓ ÏÆ ÔÈÅ 
"áÔÒÝÎÅÁÓÃÁ are born from the living language used by the locals. A special 
colour in singing is given by the manner of uttering the recitatives and spoken 
ÐÁÓÓÁÇÅÓȱ ɉ"ÕÃÅÓÃÕ Ǫ #ÉÕÂÏÔÁÒÕ Ǫ "ârleanu, 1979: XLIV). Rhapsodist Aglaia 
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 "áÔÒÝÎÅÁÓÃÁ style. Among the notable songs on the CD, 
performed by this rhapsodist, the vocal doina with the lyrical text -ÝÎÄÒáȟ 
ÍÝÎÄÒÕÌÉĪÁ ÍÅÁ [My beloved lass] can be mentioned, for example; it was 
recorded in 1971, when the singer was 69 years old (Track 8 on the CD attached 
to the volume 4ÈÅ ÁÒÃÈÁÉÃ ÍÕÓÉÃÁÌ ÓÔÙÌÅ ÆÒÏÍ 2áÄáÕĪÉ ÁÒÅÁ). Ȱ(ÅÒ ÐÅÒÆÏÒÍÉÎÇ 
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 "áÔÒÝÎÅÁÓÃÁ ÏÆ ÔÈÅ 2áÄáÕĪÉ ÁÒÅÁȢȱ ɉ"ÕÃÅÓÃÕ Ǫ "ÝÒÌÅanu, 2013: 73) 

Another relevant example of instrumental performance of a song in 
measured rhythm is "áÔÒÝÎÅÁÓÃÁ collected from the Bilca village, from 83-year-
old performer Ilie Mihail, on a small pipe without a stop; the song was 
collected in 1969 (Track 49 on the CD). It highlights Ilie MihailáȭÓ ÃÏÌÏÕÒÆÕÌ ÁÎÄ 
expressive performance, with a supple ornamentation, with  guttural 
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accompaniment, specific to the old manner of playing the Moldavian pipe 
without a stop. 

 

 
 

Fig. 2.  "áÔÒÝÎÅÁÓÃÁ, Ilie Mihaila, Bilca-Suceava (Bârleanu & 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 "áÔÒÝÎÅÁÓÃÁ style in a synthetic, 
clear, coherent manner, with relevant musical examples. The connections 
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established by the authors between this genreȭs repertoire and other related 
musical styles are also very interesting. 

The second volume by the two authors, Melodii de joc din Moldova 
[Dance music from Moldavia], edited as the ninth volume of the Folklore 
Archive Notebooks, was published in IaĦi in 1990. It is a large-scale work, 
totalling 554 pages, consisting of an Introductory Study (pp. 1-65), an 
Anthology (pp. 67-502), and Source of materials included (pp. 503-554). The 
work was highly appreciated by specialists, both those from IaĦÉ ɉȰÔÈÅ ÖÏÌÕÍÅ 
/.../ is exemplary research, unique in the specialized literature on the 
choreographic music ÆÒÏÍ ÔÈÉÓ ÐÁÒÔ ÏÆ ÔÈÅ ÃÏÕÎÔÒÙȢȱ (Ciubotaru, 2011: 36) and 
from the rest of the country. Here is a short excerpt from the review by 
ethnomusicologist SperanĪa RáÄÕÌÅÓÃÕȡ ȰImpressive in 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 detail. /.../ the presentation of the «types» of dances constitutes, in my 
opinion, Mr. Viorel BâÒÌÅÁÎÕȭÓ ÁÎÄ -ÒȢ &ÌÏÒÉÎ "ÕÃÅÓÃÕȭÓ ÒÉÃÈÅÓÔ ÔÈÅÏÒÅÔÉÃÁÌ 
contribution. Relying on an excellent knowledge of Moldavian folklore, the 
two authors bring together the names, musical particularities and 
choreographic particularities and reveal congruences and disappearances 
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 
ÄÁÎÃÅÓȢȱ ɉ2ádulescu, 1990: 15-16). 

Due to the intrinsic value for the Moldavian heritage, the ninth volume 
of the folklore Archive notebooks was reissued in 2021, under the title Melodii 
instrumentale de joc din Moldova [Instrumental dance songs from Moldavia] 
ÁÔ %ÄÉÔÕÒÁ -ÕÚÉÃÁÌá 0ÕÂÌÉÓÈÉÎÇ (ÏÕÓÅ ÉÎ "ÕÃÈÁÒÅÓÔȟ ÁÓ Á ÒÅÓÕÌÔ ÏÆ ÔÈÅ ÉÎÉÔÉÁÔÉÖÅ 
ÁÎÄ ÇÅÎÅÒÏÕÓ ÓÕÐÐÏÒÔ ÏÆ ÅÔÈÎÏÍÕÓÉÃÏÌÏÇÉÓÔ 0È$ #ÏÎÓÔÁÎĪÁ #ÒÉÓÔÅÓÃÕ 
(through the Bukovina Cultural Center in Suceava), who also supported the 
reissuing of the first volume, as mentioned above.  It was my honour and 
responsibility to take care of this second edition of Melodii 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 adapted. However, I had the great pleasure to 
collaborate in editing this volume with Mr. Viorel Bârleanu, 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 tile The 
provenance of the materials includedȢ 4ÈÉÓ ×ÁÓ ÒÅÎÁÍÅÄ Ȱ!ÌÐÈÁÂÅÔÉÃÁÌ ÉÎÄÅØ ÏÆ 
dances included in the anthology, with reference to the catalogue number in 
the folklore archiveȱ, as the tabulated restructured form was necessary for 
easier viewing of and access to this information. The Introductory study is 
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ÏÒÇÁÎÉÚÅÄ ÉÎ Ô×Ï ÐÁÒÔÓȢ 4ÈÅ ÆÉÒÓÔ ÐÁÒÔȟ ÅÎÔÉÔÌÅÄ Ȱ(ÉÓÔÏÒÉÃÁÌ ÃÏÎÓÉÄÅÒÁÔÉÏÎÓȱȟ 
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 folklore 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 Sîrbu stands out, namely Folclor muzical instrumental din Moldova 
[Instrumental musical folkloÒÅ ÏÆ -ÏÌÄÁÖÉÁȢ 4ÈÅ !ÒÅÁ ÏÆ "ÁÃáÕɎ ɉ)ÁĦÉȟ ΤΡΡΥɊ ÁÎÄ 
ÅÓÐÅÃÉÁÌÌÙ ÔÈÁÔ ÏÆ #ÏÎÓÔÁÎĪÁ #ÒÉÓÔÅÓÃÕ ÉÎ ÔÈÅ ÖÏÌÕÍÅ Folclor muzical din 
Bucovina [Musical Folklore from Bukovina], vol. II and III (Suceava, 2017). Both 
contain valuable musical material and use a scientific, professional approach.  

The second section of the Introductory study is 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 throughout 
Moldavia (five dances: "áÔÕÔÁȟ $Å ÄÏÉȟ (ÏÒÁȟ 2ÕÓÁÓÃÁȟ 3ÝÒÂÁ), dances with a 
circulation restricted to some areas (distributed across the various ethno-
traditional areas of Moldavia ɀ nine such dances were identified: Arcanul, 
"áÔÒÝÎÅÁÓÃÁȟ "ÕÒÄÕÉÕÌȟ #ÈÉÎÉÄÉÁȟ #ÉÏÂáÎÁĦÕÌȟ #ÉÏÂáÎÅÁÓÃÁȟ #ÏÒáÇÈÅÁÓÃÁȟ (ÕĪÕÌÃÁȟ 
4ÒÉÉÌÉĦÅĦÔÉ), and those of local circulation (restricted to 1-2-3 neighbouring 
localities, there are over 300 local dances of various names). Each dance in the 
categories mentioned is then 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 be made 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: 1. Dance pieces that 
display melodic and choreographic similarities to dance pieces of a general 
circulation; 2. Dance pieces that come from the occasional New Yearȭs and 
family cycle repertoire; 3. A narrower group of dance pieces that share 
common features with some zonal pieces of the same class; 4. Dance pieces 
whose main characteristics come from asymmetrical rhythms, changes in 
tempo or meter, as well as some choreographic peculiarities; 5. Dance pieces 
in which assimilated intonations can be recognized, as a result of the contacts 
between Romanians and neighbouring peoples. (Bârleanu, 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, however, about 4-5000 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, Viorel Bârleanu, Constantin Bostan, 
&ÌÏÒÉÎ "ÕÃÅÓÃÕȟ 3ÉÌÖÉÁ #ÈÉÐÅÒȟ ,ÕÃÉÁ #ÉÒÅĦȟ )ÏÎ (Ȣ #ÉÕÂÏÔÁÒÕȟ 3ÉÌÖÉÁ #ÉÕÂÏÔÁÒÕȟ 
Mircea Fotea, ÁÎÄ ¥ÔÅÆÁÎ 0ÏÐÁȢ  

The end of the volume provides information on the provenance of the 
ÍÕÓÉÃÁÌ ÍÁÔÅÒÉÁÌÓȟ ×ÈÉÃÈ ×ÁÓ ÒÅÎÁÍÅÄ Ȱ!ÌÐÈÁÂÅÔÉÃÁÌ )ÎÄÅØ ÏÆ ÔÈÅ ÄÁÎÃÅ 
pieces included in the Anthology, specifying the catalogue number in the 
&ÏÌËÌÏÒÅ !ÒÃÈÉÖÅȱȟ ÁÓ ÍÅÎÔÉÏÎÅÄ ÁÂÏÖÅȠ ÁÎ ÅÌÅment of novelty is the presence 
ÏÆ ÁÎ !ÎÎÅØ ÉÎ ÔÁÂÕÌÁÔÅÄ ÆÏÒÍȟ ÅÎÔÉÔÌÅÄ Ȱ$ÁÎÃÅ ÐÉÅÃÅÓ ÓÅÌÅÃÔÅÄ ×ÉÔÈ Á ÖÉÅ× ÔÏ 
Á ÒÅÃÏÒÄÅÄ ÁÕÄÉÏ #$ȱȢ )ÎÃÌÕÄÅÄ ÉÎ ÅÁÃÈ ÏÆ ÔÈÅ ÔÈÒÅÅ ÃÁÔÅÇÏÒÉÅÓ ÏÆ ÄÁÎÃÅ ÐÉÅÃÅÓ 
classified according to the circulation criterion are some illustrative 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 
ÎÏÔ ÂÅ ÃÏÍÐÌÅÔÅÄȢ 0ÅÒÈÁÐÓ ÉÎ ÆÕÔÕÒÅ ȰÉÎ Á ÂÒÉÇÈÔÅÒ ÁÎÄ ÍÏÒÅ ÇÅÎÅÒÏÕÓ 
ÁÃÁÄÅÍÉÃ ×ÏÒÌÄȱȟ ÔÈÉÓ ×ÉÌÌ ÁÌÓÏ ÂÅ ÐÏÓÓÉble, as the initiator and researcher in 
ÃÈÁÒÇÅ ÏÆ ÔÈÅ ÐÒÏÊÅÃÔȟ ÅÔÈÎÏÍÕÓÉÃÏÌÏÇÉÓÔ 0È$ #ÏÎÓÔÁÎĪÁ #ÒÉÓÔÅÓÃÕ ÓÁÉÄ ÉÎ ÔÈÅ 
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; each piece 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 of the Moldavian dance, 
which stands out through its energy, beauty, melodic inventiveness and 
dynamism. The unique value of the pieces in the volume under discussion 
×ÅÒÅ ÔÅÓÔÅÄ ×ÉÔÈ ÔÈÅ Ȱ&ÌÏÒÁÌÉÁȱ ÅÎÓÅÍÂÌÅ ÔÈÁÔ ) ÃÏÏÒÄÉÎÁÔÅȢ ! ÎÕÍÂÅÒ ÏÆ ÆÉÖÅ 
dance pieces from Bukovina were rehearsed and then performed on stage by 
a small band of the taraf type (pipe, violin, bass, drum) accompanied by 
ÁÐÐÒÏÐÒÉÁÔÅ ÖÏÃÁÌ ÃÁÌÌÓ ÔÁËÅÎ ÆÒÏÍ 3ÉÌÖÉÁ #ÉÕÂÏÔÁÒÕȭÓ ÖÏÌÕÍÅ ɉΣΫΪΦɊȢ "ÏÔÈ ÉÎ 
the rehearsals with the students and the instrumental collaborators, and in 
ÔÈÅ ÐÅÒÆÏÒÍÁÎÃÅÓ ÏÆ ÔÈÅ Ȱ&ÌÏÒÁÌÉÁȱ ÅÎÓÅÍÂÌÅȟ ÔÈÅ ÁÔÍÏÓÐÈÅÒÅ ×ÁÓ ÅÎÇaging; 
the pieces and calls had an extraordinary effect on both the performers and 
ÔÈÅ ÁÕÄÉÅÎÃÅȢ 3ÅÅ !ÎÓÁÍÂÌÕÌ ȵ&ÌÏÒÁÌÉÁȱ Ⱦ Ȱ&ÌÏÒÁÌÉÁȱ %ÎÓÅÍÂÌÅ ɉΤΡΣΪɊ ÉÎ ÔÈÅ 
references.   

Apart from the two remarkable volumes, Florin Bucescu and Viorel 
Bârleanu also conducted other ethnomusicological synthesis studies that 
address the main occasional and non-occasional music genres in Moldavia. The 
limited printing space of the present paper and 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 from Moldavia); the 2áÄáÕĪÉ 
ÁÎÄ ¥ÏÍÕÚÕÌ -ÁÒÅ ÁÒÅÁ ×ÅÒÅ ÍÏÓÔÌÙ ÉÎÖÅÓÔÉÇÁÔÅÄ ÒÅÇÁÒÄÉÎÇ ÔÈÅ ÎÕÐÔÉÁÌ 
genres. The musical characteristics of the actual song from the Bukovina area 
×ÅÒÅ ÒÅÖÅÁÌÅÄ ÂÁÓÅÄ ÏÎ ÔÈÅ ÒÅÐÅÒÔÏÉÒÅ ÃÏÌÌÅÃÔÅÄ ÆÒÏÍ 6ÁÌÅÁ ¥ÏÍÕÚÕÌÕÉ -ÁÒÅ 
(Suceava County). Also, a large number of types of ballads from Moldavia 
were collected, transcribed and analyzed (as published in the volume Balade 
din Moldova [Ballads from Moldavia] by the literary folklorist Lucia Berdan in 
the section Musical folklore). 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 entitled Stiluri de strigat 
din Moldova [Styles of rhythmic shouts from Moldavia] (Ciubotaru, IV, 1984). 
4ÈÅ )ÁĦÉ ÆÏÌËÌÏÒÉÓÔÓ ÍÁÎÁÇÅÄ ȰÔÏ ÈÉÇÈÌÉÇÈÔ ÔÈÅ ÒÈÙÔÈÍÉÃ-melodic aspects of the 
traditional shoutings from the Moldavian area, in a comparative research 
paper of a large number of pieces, the most significant of which were 
ÇÁÔÈÅÒÅÄ ÉÎ Á ÓÍÁÌÌ ÃÏÌÌÅÃÔÉÏÎȢȱ ɉ"ÕÃÅÓÃÕ Ǫ "ÝÒÌÅÁÎÕȟ ΤΡΣΣȟ ÐȢ ΣΩΡɊȢ 4ÈÅ ÓÔÕÄÙ 
is a first in terms of shoutings, at least in the area of Moldavia, if not at national 
level. 

Another important step in the development of the vast research 
project of the area of Moldavia, carried out at thÅ Ȱ!ÌȢ 0ÈÉÌÉÐÐÉÄÅȱ )ÎÓtitute of 
Linguistic Research and Dialectology of IaĦi, to which the two 
ethnomusicologists contributed, is also the fifth volume of the Notebooks of 
the Folklore Archive series, entitled Colinde din Moldova [Carols of Moldavia] 
(IaĦÉȟ ΣΫΪΦɊ ÁÕÔÈÏÒÅÄ ÂÙ ÌÉÔÅÒÁÒÙ ÆÏÌËÌÏÒÉÓÔ ,ÕÃÉÁ #ÉÒÅĦȢ )Î ÔÈÅ ÌÉÔÅÒÁÔÕÒÅ ÉÔ ×ÁÓ 
often stated about this important occasional genre of ancient origins 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 
ÒÅÓÅÁÒÃÈÅÒ ,ÕÃÉÁ #ÉÒÅĦ ÁÔ ÔÈÅ ÅÎÄ ÏÆ ÔÈÅ ÓÔÕÄÙ Colinda în Moldova [The Carol 
from Moldavia] highlights the existence of two important areas regarding the 
ÃÁÒÏÌÌÉÎÇ ÃÕÓÔÏÍ ÉÎ -ÏÌÄÁÖÉÁȡ ȰÁ ÓÏÕÔÈÅÒÎ ÁÒÅa, perhaps transitional between 
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 houses ɀ the carols are pieces 
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 mainly apocryphal), sharing elements with the custom as 
ÐÅÒÆÏÒÍÅÄ ÂÙ 5ËÒÁÉÎÉÁÎÓȢȱ "ÅÔ×ÅÅÎ ÔÈÅ Ô×Ï ÁÒÅÁÓ ÍÅÎÔÉÏÎÅÄȟ ÓÈÅ ÃÌÁÉÍÓȟ 
ȰÔÈÅÒÅ ÉÓ ÁÌÓÏ Á ÃÅÎÔÒÁÌ ÁÒÅÁȟ ×ÉÔÈ ÔÈÅ ÍÏÓÔ ÄÉÓÓÏÌÕÔÅ ÆÏÒÍÓȟ ×ÉÔÈ ÁÒÅÁÓ ×ÈÅÒÅ 
the custom is completely absent or sporadic (...) Here the male bands are 
ÅÎÔÉÒÅÌÙ ÁÂÓÅÎÔȟ ÃÁÒÏÌÌÉÎÇ ÏÃÃÕÒÓ ÏÎÌÙ ÁÒÏÕÎÄȟ ÏÒ ÏÎ .Å× 9ÅÁÒȭÓ %ÖÅȟ ×ÈÅÎ ÔÈÅ 
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bands are only female and the repertoire is not varied, especially on religious 
ÏÒ ÂÏÏËÉÓÈ ÔÈÅÍÅÓȱȢ 4ÈÉÓ ÉÎÔÅÒÍÅÄÉÁÒÙ ÚÏÎÅ ȰÃÏÉÎÃÉÄÅÓ ×ÉÔÈ ÔÈÁÔ ÏÆ ÔÈÅ 
ÈÉÇÈÅÓÔ ÆÒÅÑÕÅÎÃÙ ÁÎÄ ÖÁÒÉÅÔÙ ÏÆ ÆÏÌË ÔÈÅÁÔÒÅ ÆÏÒÍÓȱȢ ɉ#ÉÒÅĦȟ ΣΫΪΦȡ ,86))-XVIII) 

The musicological contribution of folklorists Florin Bucescu and Viorel 
Bârleanu 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 larger 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 researchers 
ÉÎ ÔÈÅ ÆÕÔÕÒÅȢ 4ÈÅ Ô×Ï ÅÔÈÎÏÍÕÓÉÃÏÌÏÇÉÓÔÓ ÃÌÁÉÍ ÔÈÁÔ ȰÔÈÅ ÄÉÓÃÏÖÅÒÙ ÁÎÄ 
publication of the carol melodic types represents a first for the area of 
-ÏÌÄÁÖÉÁȱ ×ÈÉÃÈ ȰÁÌÌÏ×Ó ÆÏÒ Á ÃÏÒÒÅÌÁÔÉÏÎ ×ÉÔÈ ÃÁÒÏÌÓ ÆÒÏÍ ÏÔÈÅÒ 2ÏÍÁÎÉÁÎ 
ÆÏÌËÌÏÒÅ ÁÒÅÁÓȱ ɉ"ÕÃÅÓÃÕ Ǫ "ÝÒÌÅÁÎu, 2011:172).  

The methods used by the two authors are those established in 
ethnomusicology in the second half of the 20th century, 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 
2áÄáÕĪÉ ÁÒÅÁ ÁÎÄ ÅÎÃÏÕÒÁÇÅÄ ÔÈÅÍ ÉÎ ÔÈÉÓ ÐÒÏÊÅÃÔȢ 4ÈÅ ÓÕÃÃÅÓÓ ÔÈÕÓ ÁÃÑÕÉÒÅÄ 
was the first step in their ethnomusicological career. In their studies Florin 
Bucescu and Viorel Bârleanu 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 coherent, concise syntheses, with 
constant references to particular musical examples. Like Gheorghe Ciobanu, 
the ethnomusicologist, or Ion H. Ciubotaru, the reputed literary folklorist and 
ÅÔÈÎÏÌÏÇÉÓÔȟ ÉÎ ÔÈÅÉÒ ÓÔÕÄÉÅÓ ÔÈÅ Ô×Ï ÅÔÈÎÏÍÕÓÉÃÏÌÏÇÉÓÔÓ ÆÒÏÍ )ÁĦÉ &ÌÏÒÉÎ 
Bucescu and Viorel Bârleanu 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 and raised an interest in 
specialists, connoisseurs and generally in lovers of Romanian folklore. 

CONCLUSIONS 

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

2. The volumes 3ÔÉÌÕÌ ÍÕÓÉÃÁÌ ÁÒÈÁÉÃ ÄÉÎ ĪÉÎÕÔÕÌ 2áÄáÕĪÉÌÏÒ ɍ4ÈÅ !ÒÃÈÁÉÃ -ÕÓÉÃÁÌ 
3ÔÙÌÅ ÆÒÏÍ 2áÄáÕĪÉ !ÒÅÁɎ and Melodii instrumentale de joc din Moldova 
[Instrumental dance pieces from Moldavia] represent fundamental 
research papers presented in highly original monographs. They can be 
considered true written and audio archives, which can be successfully 



ETHNOMOUSIKOLOGION   nr. 2 (1/2023 )       117 
 

used for present-day learning and reinterpreting old peasant music 
collected straight from the source. 

3. The studies address the main occasional and non-occasional 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 Bârleanu managed to capture the folklore 
performed by peasant performers from Bukovina and Moldavia, thus 
contributing to the development of Romanian folklore studies at national 
level in the second half of the 20th century. 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:)#/,/')) &,/2). "5#%3#5 ¥) 6)/2%, "=2,%!.5 

 

Cuvinte cheie  
Studii etnomuzicologice, antologii muzical-ÆÏÌÃÌÏÒÉÃÅȟ ÁÒÈÉÖáȟ -ÏÌÄÏÖÁ 

INTRODUCERE  

,ÕÃÒÁÒÅÁ ÄÅ ÆÁĪá ÕÒÍáÒÅĦÔÅ Óá ÅÖÉÄÅÎĪÉÅÚÅ ÃÏÎÔÒÉÂÕĪÉÁ ÆÏÌÃÌÏÒÉĦÔÉÌÏÒ 
ÉÅĦÅÎÉ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ɉΣΫΥΨ-ΤΡΣΫɊ ĦÉ 6ÉÏÒÅÌ "ÝÒÌÅÁÎÕ ɉÎȢ ΣΫΦΦɊ ÌÁ ÃÅÒÃÅÔÁÒÅÁ 
folclorului muzical din Moldova, în deceniile 7-9 a secolului al XX-lea. În anul 
ΣΫΨΡȟ ÌÁ )ÁĦÉ Ó-Á ÿÎÆÉÉÎĪÁÔ !ÒÈÉÖÁ ÄÅ &ÏÌÃÌÏÒ Á -ÏÌÄÏÖÅÉ ĦÉ "ÕÃÏÖÉÎÅÉȟ ÌÁ ÉÎÉĪÉÁÔÉÖÁ 
ĦÉ ÓÕÂ ÃÏÏÒÄÏÎÁÒÅÁ ÆÏÌÃÌÏÒÉÓÔÕÌÕÉ ÌÉÔÅÒÁÔ )ÏÎ (Ȣ #ÉÕÂÏÔÁÒÕȢ _Î ÃÁÌÉÔÁÔÅ ÄÅ ÄÉÒÅÃÔÏÒ 
ÁÌ ÁÒÈÉÖÅÉȟ ÿÍÐÒÅÕÎá ÃÕ ÍÅÍÂÒÉÉ ÅÃÈÉÐÅÉ ÄÅ ÌÕÃÒÕ Á ÌÁÎÓÁÔ ÕÎ ÐÒÏÉÅÃÔ ÁÍÐÌÕ ÄÅ 
ÐÒÏÓÐÅÃÔÁÒÅ ÅÔÎÏÆÏÌÃÌÏÒÉÃáȟ ÐÅ ÔÅÒÍÅÎ lung, a întregii zone a Moldovei. 
2ÅÚÕÌÔÁÔÅÌÅ ÁÕ ÆÏÓÔ ÒÅÍÁÒÃÁÂÉÌÅ ĦÉ ÁÕ ÃÏÎÄÕÓ ÌÁ ÃÏÍÐÌÅÔÁÒÅÁ ȵÐÅÔÅÌÏÒ ÁÌÂÅȱ ÄÅ 
ÐÅ ÈÁÒÔÁ ĪáÒÉÉȟ ÿÎ ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÃÕÎÏÁĦÔÅÒÅÁ ÏÂÉÃÅÉÕÒÉÌÏÒ ĦÉ ÔÒÁÄÉĪÉÉÌÏÒ 
ÆÏÌÃÌÏÒÉÃÅ ÍÏÌÄÏÖÅÎÅĦÔÉȢ 
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Florin Bucescu (1936-2019), profesor, 
ÐÒÅÏÔȟ ÆÏÌÃÌÏÒÉÓÔ ĦÉ ÂÉÚÁÎÔÉÎÏÌÏÇȟ Ó-a 
ÎáÓÃÕÔ ÿÎ ÌÏÃÁÌÉÔÁÔÅÁ "ÒÏÓÃáÕĪÉÉ .ÏÉȟ 
ÒÅÇÉÕÎÅÁ 3ÔÏÒÏÊÉÎÅĪ ÄÉÎ "ÕÃÏÖÉÎÁ ÄÅ 
.ÏÒÄ ÉÎÔÅÒÂÅÌÉÃáȟ ÃÁ ÆÉÕ ÁÌ ÐÒÅÏÔÕÌÕÉ 
Casian Bucescu (1907-ΣΫΪΨɊ ĦÉ ÁÌ 
ÿÎÖáĪáÔÏÁÒÅÉ %ÕÆÒÏÓÉÎÁ "ÕÃÅÓÃÕ ɉΣΫ12-
ΤΡΡΨɊȢ ! ÕÒÍÁÔ ÓÔÕÄÉÉÌÅ ÇÉÍÎÁÚÉÁÌÅ ĦÉ 
ÌÉÃÅÁÌÅ ÌÁ ,ÉÃÅÕÌ ȵ%ÕÄÏØÉÕ (ÕÒÍÕÚÁÃÈÉȱ 
ÄÉÎ 2áÄáÕĪÉ ɉΣΫΦΨ-1953), apoi a absolvit 
cursurile Institutului Teologic Ortodox 
ÄÉÎ "ÕÃÕÒÅĦÔÉ ɉΣΫΧΥ-1957), unde a avut 
profesori de renume precum: Teodor 
M. Popescu, Ioan GhiĪÅÓÃÕ ĦÉ $ÕÍÉÔÒÕ 
3ÔáÎÉÌÏÁÅȟ %ÎÅ "ÒÁÎÉĦÔÅȟ !ÌÅØÁÎÄÒÕ 
Elian, Liviu Stan, Emilian Vasilescu, 
Anton Uncu, Chiril Popescu, Nicolae 

,ÕÎÇÕ ĦȢÁȢ $ÅÏÁÒÅÃÅ ÔÁÔáÌ ÓáÕȟ ÐÒÅÏÔÕÌ #ÁÓÉÁÎ "ÕÃÅÓÃÕ Á ÆÏÓÔ ÁÒÅÓÔÁÔ ĦÉ ÿÎÃÈÉÓ 
între 1958-ΣΫΨΥȟ ÿÎ ÄÉÆÉÃÉÌÁ ÐÅÒÉÏÁÄá ÄÅ ÅÐÕÒáÒÉ ÐÏÌÉÔÉÃÅ ÉÎÓÔÁÕÒÁÔá ÄÅ ÇÕÖÅÒÎÕÌ 
comunist al lui Gheorghe Gheorghiu-Dej, Florin Bucescu a fost exmatriculat de 
la cursurile doctorale teologice, neputând profesa apoi ca preot, ci doar ca 
ÍÕÎÃÉÔÏÒ ÎÅÃÁÌÉÆÉÃÁÔ ĦÉ ÄÅ-abia ulterior (din 1960), ca profesor suplinitor. 
_ÎÃÅÒÃÝÎÄ Óá ÓÅ ÒÅÏÒÉÅÎÔÅÚÅ ÓÐÒÅ Ï ÃÁÒÉÅÒá ÌÁÉÃáȟ ÿÎ ΣΫΨΡ Á ÄÁÔ ÁÄÍÉÔÅÒÅ ÌÁ 
#ÏÎÓÅÒÖÁÔÏÒÕÌ ÄÅ -ÕÚÉÃá ȵ'ÅÏÒÇÅ %ÎÅÓÃÕȱ ÄÉÎ )ÁĦÉȢ !ÃÅÁÓÔá ÉÎÓÔÉÔÕĪÉÅ Á ÆÏÓÔ 
ÄÅÓÆÉÉÎĪÁÔá ÁÂÕÚÉÖ ÿÎ ΣΫΧΡȟ ÄÕÐá ÒÅÆÏÒÍÁ ÿÎÖáĪáÍÝÎÔÕÌÕÉ ÄÉÎ ΣΫΦΪ ĦÉ Ó-a 
ÒÅÄÅÓÃÈÉÓ ÄÕÐá ÕÎ ÄÅÃÅÎÉÕȟ sub conducerea rectorului Achim Stoia, traversând 
ÁÐÏÉ Ï ÅÆÅÒÖÅÓÃÅÎÔá ÐÅÒÉÏÁÄá ÄÅ ÒÅÏÒÇÁÎÉÚÁÒÅȟ ÒÅÖÉÇÏÒÁÒÅ ĦÉ ÄÅÚÖÏÌÔÁÒÅȢ $ÅĦÉ Á 
fost declarat admis în urma concursului de admitere, Florin Bucescu a fost 
ÕÌÔÅÒÉÏÒ ÒÅÓÐÉÎÓ ÄÅ ÄÏÕá ÏÒÉ ÃÏÎÓÅÃÕÔÉÖȟ ÄÉÎ ÃÁÕÚÁ dosarului politic. De-abia din 
ÁÎÕÌ ΣΫΨΤ Á ÐÕÔÕÔ Óá ÓÅ ÿÎÍÁÔÒÉÃÕÌÅÚÅ ÌÁ ÓÐÅÃÉÁÌÉÚÁÒÅÁ 0ÅÄÁÇÏÇÉÅ -ÕÚÉÃÁÌáȟ 
ÁÖÝÎÄ ĦÁÎÓÁ ÄÅ Á ÆÉ ÿÎÄÒÕÍÁÔ ÄÅ Ï ÐÌÅÉÁÄá ÄÅ ÐÒÏÆÅÓÏÒÉ ÃÕ Ï ÿÎÁÌÔá ÐÒÅÇáÔÉÒÅ 
ÍÕÚÉÃÁÌá ÃÁÒÅ ÐÒÅÄÁÕ ÁÔÕÎÃÉ ÌÁ ÉÎÓÔÉÔÕĪÉÁ ÉÅĦÅÁÎáȡ !ÃÈÉÍ 3ÔÏÉÁ ɉÒÅÃÔÏÒȟ 
CÏÍÐÏÚÉĪÉÅɊȟ #ÏÎÓÔÁÎÔÉÎ #ÏÎÓÔÁÎÔÉÎÅÓÃÕ ɉ4ÅÏÒÉÅ ĥÉ 3ÏÌÆÅÇÉÉɊȟ 6ÁÓÉÌÅ 3ÐáÔáÒÅÌÕ 
ɉ#ÏÎÔÒÁÐÕÎÃÔ ĥÉ &ÏÒÍÅɊȟ !ÎÔÏÎ :ÅÍÁÎ ɉ!ÒÍÏÎÉÅɊȟ 'ÅÏÒÇÅ 0ÁÓÃÕȟ -ÉÈÁÉÌ 
#ÏÚÍÅÉ ɉ)ÓÔÏÒÉÁ ÍÕÚÉÃÉÉɊȟ 'ÈÅÏÒÇÈÅ #ÉÏÂÁÎÕ ĦÉ 0ÁÖÅÌ $ÅÌÉÏÎ ɉ&ÏÌÃÌÏÒ ÍÕÚÉÃÁÌɊȟ 
)ÏÎ 0ÁÖÁÌÁÃÈÅ ĥÉ 6ÉÒÇÉÎÉÁ 3ÐáÔáÒÅÌÕ ɉ$ÉÒÉÊÁÔɊȟ )ÏÎ "ÁÃÉÕ ɉ/ÒÈÅÓÔÒÁĪÉÅɊȟ %ÌÅÎÁ 
#ÏÚÍÅÉ ĥÉ #ÏÒÎÅÌÉÁ $ÉÁÃÏÎÕ ɉ#ÉÔÉÒÅ ÄÅ ÐÁÒÔÉÔÕÒÉɊȢ !ÖÝÎÄ Ï ÿÎÚÅÓÔÒÁÒÅ ÍÕÚÉÃÁÌá 
ÎÁÔÉÖá ĦÉ Ï ÃÁÐÁÃÉÔÁÔÅ ÄÅ ÁÓÉÍÉÌÁÒÅ ÓÕÐÅÒÉÏÁÒÅȟ &ÌÏÒÉÎ "ÕÃÅÓÃÕ Á ÒÅÕĦÉÔ Óá 
ÁÂÓÏÌÖÅ ÍÅÒÉÔÏÒÉÕ #ÏÎÓÅÒÖÁÔÏÒÕÌ ÿÎ ÁÎÕÌ ΣΫΨΩȟ ÃÁ ĦÅÆ ÄÅ ÐÒÏÍÏĪÉÅȟ ÃÅÅÁ ÃÅ É-a 
ÐÅÒÍÉÓ Óá ÓÅ ÔÉÔÕÌÁÒÉÚÅÚÅȟ ÐÒÉÎ ÃÏÎÃÕÒÓ ÄÅ ÒÅÐÁÒÔÉÚÁÒÅ ÎÁĪÉÏÎÁÌáȟ ÐÅ ÐÏÓÔÕÌ ÄÅ 
ÐÒÏÆÅÓÏÒ ÄÅ ÍÕÚÉÃá ÌÁ ÕÎÕÌ ÄÉÎÔÒÅ ÃÅÌÅ ÍÁÉ ÒÅÎÕÍÉÔÅ ÉÎÓÔÉÔÕĪÉÉ ÄÅ ÿÎÖáĪáÍÝÎÔ 
ÐÒÅÕÎÉÖÅÒÓÉÔÁÒ ÄÉÎ )ÁĦÉȟ ,ÉÃÅÕÌ )ÎÔÅÒÎÁÔ ȵ#ÏÓÔÁÃÈÅ .ÅÇÒÕÚÚÉȱȢ !ÉÃÉ Á ÄÅÓÆáĦÕÒÁÔȟ 
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ÔÉÍÐ ÄÅ ÍÁÉ ÂÉÎÅ ÄÅ ÄÏÕá ÄÅÃÅÎÉÉȟ ÃÕ ÍÕÌÔá ÐÁÓÉÕÎÅȟ ÄÅÄÉÃÁÒÅ ĦÉ ÔÁÌÅÎÔ 
ÐÅÄÁÇÏÇÉÃȟ Ï ÉÎÔÅÎÓá ÁÃÔÉÖÉÔÁÔÅ ÄÅ ÆÏÒÍÁÒÅ ÍÕÚÉÃÁÌáȟ ÄÅ ÃÅÌ ÍÁÉ ÿÎÁÌÔ ÎÉÖÅÌȟ Á 
ÎÕÍÅÒÏÁÓÅ ÇÅÎÅÒÁĪÉÉ ÄÅ ÅÌÅÖÉȢ !ÃÅĦÔÉÁ ÁÕ ÄÅÐÒÉÎÓ ÁÔÝÔ ÃÕÎÏĦÔÉÎĪÅ ĦÉ ÄÅÐÒÉÎÄÅÒÉ 
muzicale solide, cât mai alÅÓ ÄÒÁÇÏÓÔÅÁ ÐÅÎÔÒÕ ÁÒÔÁ ÍÕÚÉÃÁÌá ÕÎÉÖÅÒÓÁÌáȟ ÍÕÌĪÉ 
ÄÉÎÔÒÅ ÅÉ ÄÅÖÅÎÉÎÄ ÍÅÌÏÍÁÎÉ ÐÁÓÉÏÎÁĪÉ ÁÉ )ÁĦÕÌÕÉȢ ¥É ÿÎ ÐÒÅÚÅÎÔȟ ÆÏĦÔÉÉ ÓáÉ ÅÌÅÖÉ ÿĦÉ 
ÁÍÉÎÔÅÓÃ ÃÕ ÐÒÏÆÕÎÄ ÒÅÓÐÅÃÔ ĦÉ ÁÄÍÉÒÁĪÉÅ ÄÅ ÄÁÓÃáÌÕÌ ÌÏÒ ÄÅ ÍÕÚÉÃáȟ ÄÅ 
minunatele spectacole de obiceiuri folclorice oÒÇÁÎÉÚÁÔÅ ÿÎ ÁÊÕÎÕÌ ÓáÒÂáÔÏÒÉÌÏÒ 
ÄÅ ÉÁÒÎáȟ ÄÅ ÒÅÐÅÔÉĪÉÉÌÅ ÄÉÆÅÒÉÔÅÌÏÒ ÔÉÐÕÒÉ ÄÅ ÆÏÒÍÁĪÉÉ ÃÏÒÁÌÅ ĦÉ ÐÁÒÔÉÃÉÐáÒÉÌÅ ÌÁ 
ÃÏÎÃÕÒÓÕÒÉÌÅ ÃÏÒÁÌÅ ÓÏÌÄÁÔÅ ÃÕ ÐÒÅÍÉÉ ÎÁĪÉÏÎÁÌÅ ĦÉȟ ÍÁÉ ÁÌÅÓȟ ÄÅ ÐÁÒÔÉÃÉÐáÒÉÌÅ 
permanente la concertele-ÌÅÃĪÉÅ ÓÁÕ ÓÉÍÆÏÎÉÃÅ ÁÌÅ &ÉÌÁÒÍÏÎÉÃÉÉ ȵ-ÏÌÄÏÖÁȱ ÄÉÎ 
)ÁĦÉȟ ÃÁÒÅ É-au modelat într-ÕÎ ÍÏÄ ÁÐÁÒÔÅ ÿÎ ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÓÅÎÓÉÂÉÌÉÔÁÔÅÁ ĦÉ 
ÄÒÁÇÏÓÔÅÁ ÎÅÃÏÎÄÉĪÉÏÎÁÔá ÐÅÎÔÒÕ ÁÒÔÁ ÓÏÎÏÒá ÄÅ ÃÅÌ ÍÁÉ ÿÎÁÌÔ ÎÉÖÅÌȢ 

_Î ÐÁÒÁÌÅÌ ÃÕ ÁÃÔÉÖÉÔÁÔÅÁ ÄÉÄÁÃÔÉÃáȟ ÐÒÏÆÅÓÏÒÕÌ &ÌÏÒÉÎ "ÕÃÅÓÃÕ Á ÆÏÓÔ 
preocupat de cercetarea în domeniul folclorului muzical, în calitate de 
ÍÅÍÂÒÕ ÆÏÎÄÁÔÏÒ ĦÉ ÃÅÒÃÅÔáÔÏÒ ĦÔÉÉÎĪÉÆÉÃ-colaborator permanent al Arhivei de 
&ÏÌÃÌÏÒ Á -ÏÌÄÏÖÅÉ ĦÉ "ÕÃÏÖÉÎÅÉȟ ÓÕÂ coordonarea folcloristului literat Ion H. 
#ÉÕÂÏÔÁÒÕȢ $Å ÁÓÅÍÅÎÅÁȟ Á ÆáÃÕÔ ÃÅÒÃÅÔáÒÉ ĦÉ ÿÎ ÄÏÍÅÎÉÕÌ ÐÁÌÅÏÇÒÁÆÉÅÉ 
ÂÉÚÁÎÔÉÎÅȟ ÓÔÕÄÉÉÎÄ ÍÁÎÕÓÃÒÉÓÅ ÍÕÚÉÃÁÌÅ ÄÉÎ ÆÏÎÄÕÒÉ ÄÏÃÕÍÅÎÔÁÒÅ ÉÅĦÅÎÅ ĦÉ 
activând ca lector colaborator la Conservator la disciplina PaleografiÅ ÍÕÚÉÃÁÌá 
ÂÉÚÁÎÔÉÎá ɉÿÎÔÒÅ ΣΫΩΪ-ΣΫΪΨ ĥÉ ΣΫΫΤ-ΣΫΫΦɊȢ !ÃÅÓÔÅ ÐÒÅÏÃÕÐáÒÉ ÄÅ ÃÅÒÃÅÔÁÒÅ É-au 
ÆÏÓÔ ÆÏÒÍÁÔÅ ĦÉ ÓÔÉÍÕÌÁÔÅ ÿÎÃá ÄÉÎ ÁÎÉÉ ÓÔÕÄÅÎĪÉÅÉȟ ÃÝÎÄ Á ÂÅÎÅÆÉÃÉÁÔȟ ÁÌáÔÕÒÉ ĦÉ ÄÅ 
ÁÌĪÉ ÓÔÕÄÅÎĪÉȟ ÄÅ ÍÅÎÔÏÒÁÔÕÌ ÓÁÖÁÎÔÕÌÕÉ ÅÔÎÏÍÕÚÉÃÏÌÏÇ ĦÉ ÂÉÚÁÎÔÉÎÏÌÏÇ 
Gheorghe Ciobanu (1909-ΣΫΫΩɊȟ ÒÅÎÕÍÉÔ ÃÅÒÃÅÔáÔÏÒ ÄÅ ÌÁ )ÎÓÔÉÔÕÔÕÌ ÄÅ &ÏÌÃÌÏÒ 
ȵ#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕȱ ÄÉÎ "ÕÃÕÒÅĦÔÉ ĦÉ ÐÒÏÆÅÓÏÒ ÃÏÌÁÂÏÒÁÔÏÒ ÌÁ #ÏÎÓÅÒÖÁÔÏÒÕÌ 
ȵ'ÅÏÒÇÅ %ÎÅÓÃÕȱ ÿÎ ÁÎÉÉ ΨΡȢ 

$ÕÐá ΣΫΫΡȟ ÌÕÉ &ÌÏÒÉÎ "ÕÃÅÓÃÕ É Ó-au deschis noi perspective 
ÐÒÏÆÅÓÉÏÎÁÌÅȟ ÁÔÝÔ ÿÎ ÄÏÍÅÎÉÕÌ ÐÒÅÄáÒÉÉȟ ÃÝÔ ĦÉ ÁÌ ÃÅÒÃÅÔáÒÉÉȟ ÿÎ ÃÁÒÅ ÁÃÕÍÕÌÁÓÅ 
ÄÅÊÁ Ï ÂÏÇÁÔá ÅØÐÅÒÉÅÎĪáȢ ! ÄÅÖÅÎÉÔ ĦÉ ÍÅÍÂÒÕ ÁÌ ÃÌÅÒÕÌÕÉȟ ÍÁÉ ÿÎÔÝÉ ÄÉÁÃÏÎ ɉÿÎ 
ΣΫΫΡɊ ĦÉ ÁÐÏÉ ÐÒÅÏÔ ɉÿÎ ΣΫΫΨɊȟ ÃÁ Ï ÒÅÃÏÍÐÅÎÓá ÍÏÒÁÌá ÐÅÎÔÒÕ ÐÅÒÓÅÃÕĪÉÉÌÅ 
regimului politic comunist pe care le-a suferit în anii de formare. Între 1995-
ΤΡΡΧ Á ÓÕÓĪÉÎÕÔ Ï ÒÅÍÁÒÃÁÂÉÌá ÁÃÔÉÖÉÔÁÔÅ ÄÅ ÐÒÅÄÁÒÅ Á ÍÕÚÉÃÉÉ ÐÓÁÌÔÉÃÅ ÃÁ 
ÐÒÏÆÅÓÏÒ ÌÁ 3ÅÍÉÎÁÒÕÌ 4ÅÏÌÏÇÉÃ /ÒÔÏÄÏØ ȵ3ÆÝÎÔÕÌ 6ÁÓÉÌÅ ÃÅÌ -ÁÒÅȱ ÿÎÆÉÉÎĪÁÔ ÌÁ 
)ÁĦÉ ÿÎ ÁÎÕÌ ΣΫΫΧ ÄÅ ÃáÔÒÅ 0ÁÔÒÉÁÒÈÕÌ $ÁÎÉÅÌ #ÉÏÂÏÔÅÁȢ ! ÆÏÒÍÁÔ ÃÝÔÅÖÁ ÇÅÎÅÒÁĪÉÉ 
ÄÅ ÖÁÌÏÒÏĦÉ ÐÓÁÌĪÉ ĦÉ ÐÒÅÏĪÉȟ ÃÁÒÅ ÌÁ ÒÝÎÄÕÌ ÌÏÒȟ ÕÒÍÝÎÄ ÍÏÄÅÌÕÌ ÍÅÎÔÏÒÕÌÕÉ ÌÏÒȟ 
ÁÕ ÃÏÎÔÉÎÕÁÔ Óá ÄÅÓÆáĦÏÁÒÅ ÃÕ ÐÁÓÉÕÎÅ Ï ÂÏÇÁÔá ÁÃÔÉÖÉÔÁÔÅ ÐÅ ÔáÒÝÍ ÍÕÚÉÃÁÌ ĦÉ 
tÅÏÌÏÇÉÃȢ &ÌÏÒÉÎ "ÕÃÅÓÃÕ Á ÐÒÅÄÁÔ ÍÕÚÉÃÁ ĦÉ ÌÁ #ÏÌÅÇÉÕÌ 0ÅÄÁÇÏÇÉÃ ȵ6ÁÓÉÌÅ ,ÕÐÕȱ 
ÄÉÎ )ÁĦÉȟ ÉÁÒ ÄÉÎ ΣΫΫΤ Ó-Á ÔÉÔÕÌÁÒÉÚÁÔ ÌÁ !ÃÁÄÅÍÉÁ ÄÅ !ÒÔÅ ȵ'ÅÏÒÇÅ %ÎÅÓÃÕȱ ÄÉÎ 
)ÁĦÉ ÐÅ ÐÏÓÔÕÌ ÄÅ ÃÏÎÆÅÒÅÎĪÉÁÒ ÕÎÉÖÅÒÓÉÔÁÒȟ ÌÁ ÄÉÓÃÉÐÌÉÎÅÌÅ -ÕÚÉÃá ÐÓÁÌÔÉÃáȟ 
0ÁÌÅÏÇÒÁÆÉÅ ÂÉÚÁÎÔÉÎáȟ -ÅÔÏÄÉÃÁ ÐÒÅÄáÒÉÉ %ÄÕÃÁĪÉÅÉ ÍÕÚÉÃÁÌÅȢ _Î ΣΫΫΤ Á ÐÒÏÐÕÓȟ 
ÉÎÉĪÉÁÔ ĦÉ ÐÕÓ ÂÁÚÅÌÅ ÐÒÏÇÒÁÍÕÌÕÉ ÄÅ ÓÔÕÄÉÕ ȵ-ÕÚÉÃá ÒÅÌÉÇÉÏÁÓáȱȟ ÉÎÉĪÉÁÔÉÖá ÃÁÒÅ 
Á ÏÆÅÒÉÔ ÐÒÅÍÉÓÅÌÅ ÄÅÚÖÏÌÔáÒÉÉ ÿÎÖáĪáÍÝÎÔÕÌÕÉ ÍÕÚÉÃÁÌ ÐÓÁÌÔÉÃ ÄÅ ÎÉÖÅÌ 
ÕÎÉÖÅÒÓÉÔÁÒȟ ÐÅ ÐÌÁÎ ÎÁĪÉÏÎÁÌȟ ÃÕ ÒÅÚÕÌÔÁÔÅ ÖÁloroase pe termen lung. În anul 
ΤΡΡΤȟ 5ÎÉÖÅÒÓÉÔÁÔÅÁ .ÁĪÉÏÎÁÌá ÄÅ -ÕÚÉÃá ÄÉÎ "ÕÃÕÒÅĦÔÉ É-a conferit titlul de 
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ÄÏÃÔÏÒ ÿÎ ÍÕÚÉÃáȟ ÃÕ ÌÕÃÒÁÒÅÁ #ÝÎÔÁÒÅÁ ÐÓÁÌÔÉÃá ÿÎ ÍÁÎÕÓÃÒÉÓÅÌÅ ÍÏÌÄÏÖÅÎÅĦÔÉ ɀ 
secolul al XIX-leaȟ ÓÕÂ ÿÎÄÒÕÍÁÒÅÁ ÐÒÏÆÅÓÏÒÕÌÕÉ ÉÓÔÏÒÉÏÇÒÁÆ /ÃÔÁÖÉÁÎ ,ÁÚáÒ 
#ÏÓÍÁȢ 0ÅÎÔÒÕ ÍÅÒÉÔÅÌÅ ĦÔÉÉÎĪÉÆÉÃÅ ÉÎÃÏÎÔÅÓÔÁÂÉÌÅ ÁÌÅ ÔÅÚÅÉ ÓÁÌÅ ÄÅ ÄÏÃÔÏÒÁÔȟ 
ÄÕÐá ÐÕÂÌÉÃÁÒÅÁ ÁÃÅÓÔÅÉÁȟ ÿÎ ÁÎÕÌ ΤΡΡΫ É Ó-Á ÁÃÏÒÄÁÔ 0ÒÅÍÉÕÌ ȵ#ÉÐÒÉÁÎ 
0ÏÒÕÍÂÅÓÃÕȱȟ ÃÅÁ ÍÁÉ ÿÎÁÌÔá ÄÉÓÔÉÎÃĪÉÅ Á !ÃÁÄÅÍÉÅÉ Române pentru cercetare 
ÆÕÎÄÁÍÅÎÔÁÌáȟ ÉÁÒ ÿÎ ΤΡΣΡȟ ÐÅÎÔÒÕ ÁÃÅÅÁĦÉ ÌÕÃÒÁÒÅ Á ÐÒÉÍÉÔ ĦÉ 0ÒÅÍÉÕÌ 5ÎÉÕÎÉÉ 
#ÏÍÐÏÚÉÔÏÒÉÌÏÒ ĦÉ -ÕÚÉÃÏÌÏÇÉÌÏÒ ÄÉÎ 2ÏÍÝÎÉÁȢ 0áÒÉÎÔÅÌÅ ÐÒofesor Florin 
Bucescu s-Á ÐÅÎÓÉÏÎÁÔ ÏÆÉÃÉÁÌ ÿÎ ÁÎÕÌ ΤΡΡΨȟ ÃÏÎÔÉÎÕÝÎÄ ÿÎÓá Óá ÐÒÅÄÅÁ ÐÝÎá ÿÎ 
ÁÎÕÌ ΤΡΣΣ ĦÉ ÿÍÐÌÉÎÉÎÄ ÁÓÔÆÅÌȟ ÃÕ ÒÅÚÕÌÔÁÔÅ ÐÅÒÆÏÒÍÁÎÔÅ ÐÅ ÍÕÌÔÉÐÌÅ ÐÌÁÎÕÒÉȟ Ï 
ÁÃÔÉÖÉÔÁÔÅ ÄÉÄÁÃÔÉÃá ĦÉ ĦÔÉÉÎĪÉÆÉÃá ÄÅ Ï ÊÕÍáÔÁÔÅ ÄÅ ÓÅÃÏÌ ɉΣΫΨΡ-2011). Pe plan 
didacÔÉÃ Á ÅÌÁÂÏÒÁÔ ÖÏÌÕÍÕÌ _ÎÖáĪÁÒÅÁ ÃÝÎÔáÒÉÌÏÒ 3ÆÉÎÔÅÉ ,ÉÔÕÒÇÈÉÉ ɉ)ÁĦÉȟ ΣΫΫΪɊȟ ÉÁÒ 
în plan muzical-liturgic a compus Slujba Sfântului Emilian de la Durostorum ĦÉ  
Liturghia în glasul al III-ÌÅÁ ĦÉ ÐÒÅÌÕÃÒÁÒÅÁ ÃÏÒÁÌá ÌÁ Ψ ĦÉ Ω ÖÏÃÉ ÅÇÁÌÅ (în colaborare 
cu VasiÌÅ 3ÐáÔáÒÅÌÕȟ )ÁĦÉȟ ΤΡΡΨɊȢ $Å-Á ÌÕÎÇÕÌ ÃÁÒÉÅÒÅÉ Á ÏÂĪÉÎÕÔ ÄÉÓÔÉÎÃĪÉÉ ÐÒÅÃÕÍȡ 
0ÒÏÆÅÓÏÒ ÅÖÉÄÅÎĪÉÁÔ ɉΣΫΪΥȟ ΣΫΪΧɊȠ 0ÒÅÍÉÕÌ ÁÌ )))-ÌÅÁ ÌÁ &ÅÓÔÉÖÁÌÕÌ ÄÅ #ÏÍÐÏÚÉĪÉÅ 
ÃÏÒÁÌá ȵ'ÁÖÒÉÉÌ -ÕÓÉÃÅÓÃÕȱȟ ÅÄÉĪÉÁ )ȟ )ÁĥÉȟ ΣΫΪΪȠ 0ÒÅÍÉÕÌ ) ÐÅÎÔÒÕ ÉÎÔÅÒÐÒÅÔÁÒÅ 
ÃÏÒÁÌá ÌÁ ÅÔÁÐÅÌÅ ÎÁĪÉÏÎÁÌÅ ÁÌÅ ÆÅÓÔÉÖÁÌÕÒÉÌÏÒ ĥÉ ÃÏÎÃÕÒÓÕÒÉÌÏÒ ÅÌÅÖÉÌÏÒ ĥÉ 
ÓÔÕÄÅÎĪÉÌÏÒ  ÿÎ ÐÅÒÉÏÁÄÁ ΣΫΩΪ-ΣΫΪΫȠ 0ÒÅÍÉÉ ÿÎÔÝÉ ÐÅÎÔÒÕ ÐÅÒÆÏÒÍÁÎĪÅÌÅ ÏÂĪÉÎÕÔÅ 
ÃÕ ÃÏÒÕÌ ÄÅ ÃÁÍÅÒá ȵ#ÁÍÅÒÁÔÁȱ ÁÌ 3ÉÎÄÉÃÁÔÕÌÕÉ ÄÉÎ _ÎÖáĪáÍÝÎÔ ɉ)ÁĥÉɊȢ 0ÅÎÔÒÕ 
ÿÎÔÒÅÁÇÁ ÁÃÔÉÖÉÔÁÔÅ ÐÕÓá ÿÎ ÓÌÕÊÂÁ ÿÎÖáĪáÍÝntului muzical religios, Înalt Prea 
3ÆÉÎĪÉÔÕÌ 4ÅÏÆÁÎ É-Á ÃÏÎÆÅÒÉÔ ȵ#ÒÕÃÅÁ -ÏÌÄÁÖáȱȟ ÃÅÁ ÍÁÉ ÿÎÁÌÔá ÄÉÓÔÉÎÃĪÉÅ 
ÁÃÏÒÄÁÔá ÍÉÒÅÎÉÌÏÒȢ 

În timpul studiilor la Conservatorul de 
-ÕÚÉÃá ȵ'ÅÏÒÇÅ %ÎÅÓÃÕȱ ÄÉÎ )ÁĦÉȟ &ÌÏÒÉÎ 
Bucescu l-a cunoscut pe Viorel Bârleanu, 
de care l-Á ÌÅÇÁÔ Ï ÓÔÒÝÎÓá ÒÅÌÁĪÉÅ ÄÅ 
ÐÒÉÅÔÅÎÉÅ ĦÉ ÃÏÌÁÂÏÒÁÒÅ ÐÒÏÆÅÓÉÏÎÁÌá ÐÅ 
întreg parcursul carierei. Viorel Bârleanu 
s-Á ÎáÓÃÕÔ ÿÎ ΣΫΦΦ ÿÎ ÌÏÃÁÌÉÔÁÔÅÁ 3ÌÏÂÏÚÉÁ 
0ÒÕÎÃÕÌÕÉ ÄÉÎ ÊÕÄÅĪÕÌ 3ÕÃÅÁÖÁȟ ÿÎ ÃÏÎÄÉĪÉÉÌÅ 
vitrege ale celui de al Doilea RáÚÂÏÉ 
MÏÎÄÉÁÌȢ ! ÕÒÍÁÔ ÃÕÒÓÕÒÉÌÅ ĦÃÏÌÉÉ ÐÒÉÍÁÒÅ 
ÿÎ ÌÏÃÁÌÉÔÁÔÅÁ -ÝÎÚÅĦÔÉ ɀ Suceava, iar apoi 
ÐÅ ÃÅÌÅ ÇÉÍÎÁÚÉÁÌÅ ĦÉ ÌÉÃÅÁÌÅ ÌÁ ,ÉÃÅÕÌ 
)ÎÔÅÒÎÁÔ ȵ#ÏÓÔÁÃÈÅ .ÅÇÒÕÚÚÉȱ ÄÉÎ )ÁĦÉȟ 
unde l-Á ÁÖÕÔ ÃÁ ÐÒÏÆÅÓÏÒ ÄÅ ÍÕÚÉÃá ÐÅ 
#ÏÎÓÔÁÎÔÉÎ 0ÏÐÅÓÃÕȟ ÍÕÚÉÃÉÁÎ ÃÕ ÖÉÒÔÕĪÉi 

ÐÅÄÁÇÏÇÉÃÅ ÒÅÍÁÒÃÁÂÉÌÅȢ !ÓÐÉÒÝÎÄ ÌÁ ÎÏÂÉÌÁ ÐÒÏÆÅÓÉÅ ÄÅ ÐÒÏÆÅÓÏÒ ÄÅ ÍÕÚÉÃáȟ ĦÉ-
Á ÃÏÎÔÉÎÕÁÔ ÐÒÅÇáÔÉÒÅÁ ÄÅ ÓÐÅÃÉÁÌÉÔÁÔÅ ÌÁ #ÏÎÓÅÒÖÁÔÏÒÕÌ ȵ'ÅÏÒÇÅ %ÎÅÓÃÕȱ ÄÉÎ 
)ÁĦÉȟ ÁÂÓÏÌÖÉÎÄ ÃÕ ÒÅÚÕÌÔÁÔÅ ÆÏÁÒÔÅ ÂÕÎÅ ÿÎ ÁÎÕÌ ΣΫΨΩȢ ! ÂÅÎÅÆÉÃÉÁÔ ÄÅ ÁÃÅÅÁĦÉ 
îndrumare a profesoriloÒ ÄÉÎ #ÏÎÓÅÒÖÁÔÏÒȟ ÄÅ ÿÎÁÌÔá ĪÉÎÕÔá ÁÃÁÄÅÍÉÃáȟ ÃÁ ĦÉ 
Florin Bucescu, care i-Á ÆÏÓÔ ÃÏÌÅÇ ÄÅ ÐÒÏÍÏĪÉÅȢ  
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Viorel Bârleanu Á ÁÃÔÉÖÁÔ ÃÁ ÐÒÏÆÅÓÏÒ ÌÁ ÃÅÁ ÍÁÉ ÐÒÅÓÔÉÇÉÏÁÓá ÉÎÓÔÉÔÕĪÉÅ 
ÃÕ ÐÒÏÆÉÌ ÐÅÄÁÇÏÇÉÃ ÄÉÎ )ÁĦÉȟ ÆÏÓÔÁ ¥ÃÏÁÌá .ÏÒÍÁÌá ÄÅ ÌÁ ÓÆÝÒĦÉÔÕÌ ÓÅÃÏÌÕÌÕÉ ÁÌ 
XIX-ÌÅÁȟ ÄÅÖÅÎÉÔá ÄÕÐá ÃÅÌ ÄÅ ÁÌ ÄÏÉÌÅÁ ÒáÚÂÏÉ ÍÏÎÄÉÁÌ ,ÉÃÅÕ 0ÅÄÁÇÏÇÉÃȟ ÁÓÔáÚÉ 
#ÏÌÅÇÉÕÌ 0ÅÄÁÇÏÇÉÃ ȵ6ÁÓÉÌÅ ,ÕÐÕȱ ÄÉÎ )ÁĦÉȢ ! ÐÒÅÄÁÔ ÄÉÓÃÉÐÌÉÎÅ ÅÓÅÎĪÉÁÌÅ ÿÎ 
ÆÏÒÍÁÒÅÁ ÄÅ ÓÐÅÃÉÁÌÉÔÁÔÅ Á ÖÉÉÔÏÒÉÌÏÒ ÿÎÖáĪáÔÏÒÉȟ ÐÒÅÃÕÍ -ÕÚÉÃá ÖÏÃÁÌáȟ 
-ÅÔÏÄÉÃÁ ÐÒÅÄáÒÉÉȟ )ÓÔÏÒÉÁ ÍÕÚÉÃÉÉȟ &ÏÌÃÌÏÒ ÍÕÚÉÃÁÌȟ !ÎÓÁÍÂÌÕ ÃÏÒÁÌȢ ! 
ÄÅÓÆáĦÕÒÁÔ Ï ÉÎÔÅÎÓá ÁÃÔÉÖÉÔÁÔÅ ÄÉÄÁÃÔÉÃáȟ ÔÉÍÐ ÄÅ ÐÅÓÔÅ ÐÁÔÒÕ ÄÅÃÅÎÉÉȟ ÃÕ 
rÅÚÕÌÔÁÔÅ ÒÅÍÁÒÃÁÂÉÌÅȟ ÆÏÒÍÝÎÄ ÇÅÎÅÒÁĪÉÉ ÄÅ ÿÎÖáĪáÔÏÒÉ ÂÉÎÅ ÐÒÅÇáÔÉĪÉ ÍÕÚÉÃÁÌ 
ĦÉ ÃÕ ÄÒÁÇÏÓÔÅ ĦÉ ÁÐÌÅÃÁÒÅ ĦÉ ÓÐÒÅ ÃÕÎÏÁĦÔÅÒÅÁ ĦÉ ÐÒÏÍÏÖÁÒÅÁ ÖÁÌÏÒÉÌÏÒ ÍÕÚÉÃÉÉ 
folclorice autentice. I-Á ÿÎÄÅÍÎÁÔ ÍÅÒÅÕ Óá ÃÕÌÅÁÇá ĦÉ ÅÉ ÍÅÌÏÄÉÉ ÆÏÌÃÌÏÒÉÃÅ ÄÉÎ 
ÌÏÃÁÌÉÔáĪÉÌÅ ÌÏÒ ÎÁÔÁÌÅ ÒÕÒÁÌÅȟ ÁÔÕÎÃÉ ÃÝÎÄ ÁÖÅÁÕ ÁÃÅÁÓÔá ÐÏÓÉÂÉÌÉÔÁÔÅȢ ! ÏÂĪÉÎÕÔ 
ÎÕÍÅÒÏÁÓÅ ÐÒÅÍÉÉȟ ÐÅ ÐÌÁÎ ÎÁĪÉÏÎÁÌ ÿÎ ÃÁÌÉÔÁÔÅ ÄÅ ÄÉÒÉÊÏÒ ÁÌ ÆÏÒÍÁĪÉÉÌÏÒ ÃÏÒÁÌÅ ÄÅ 
diferite tipuri pe care le-a coordonat de-Á ÌÕÎÇÕÌ ÃÁÒÉÅÒÅÉ ÓÁÌÅȢ 0ÅÄÁÇÏÇ ĦÉ 
ÍÕÚÉÃÉÁÎ ÄÅÓáÖÝÒĦÉÔȟ ÌÕÃÒÁ ÌÁ ÃÏÒ ÃÕ ÅÌÅÖÉÉ ÓáÉ ÃÕ ÍÕÌÔá ÐÁÓÉÕÎÅ ĦÉ ÒÝÖÎá ÐÅÎÔÒÕ 
ÄÅÔÁÌÉÕȟ ÃÕ ÓÃÏÐÕÌ ÒÅÁÌÉÚáÒÉÉ ÕÎÅÉ ÉÎÔÅÒÐÒÅÔáÒÉ ÍÕÚÉÃÁÌÅ ÃÝÔ ÍÁÉ ÃÏÒÅÃÔÅ ĦÉ 
expresive. S-Á ÄÉÓÔÉÎÓ ĦÉ ÐÒÉÎ ÁÃÔÉÖÉÔÁÔÅÁ ÍÅÔÏÄÉÃá ÄÅ ÅØÃÅÐĪÉÅȟ ÿÎÔÒÅ ÁÎÉÉ ΣΫΩΨ-
1996 activând ca profesor-ÍÅÔÏÄÉÓÔȟ ÓÕÓĪÉÎÝÎÄ ÃÕÒÓÕÒÉ ÄÅ ÐÅÒÆÅÃĪÉÏÎÁÒÅ ÐÅÎÔÒÕ 
ÿÎÖáĪáÔÏÒÉÉ ĦÉ ÅÄÕÃÁÔÏÁÒÅÌÅ ÄÉÎ ÊÕÄÅĪÅÌÅ )ÁĦÉ ĦÉ 6ÁÓÌÕÉȢ ! ÃÏÌÁÂÏÒÁÔȟ ÄÅ ÁÓÅÍÅÎÅÁȟ 
la programul -ÏÄÅÒÎÉÚÁÒÅÁ ÿÎÖáĪáÍÝÎÔÕÌÕÉ ÕÍÁÎÉÓÔ ÄÉÎ 2ÅÐÕÂÌÉÃÁ -ÏÌÄÏÖÁ - 
_ÎÖáĪáÍÝÎÔÕÌ 0ÒÉÍÁÒȟ ÏÒÇÁÎÉÚÁÔ ÄÅ #ÅÎÔÒÕÌ )ÎÔÅÒÎÁĪÉÏÎÁÌ ÄÅ ,ÉÍÂÉ -ÏÄÅÒÎÅ din 
)ÁĦÉ ɉ#ÈÉĦÉÎáÕȟ ΣΫΫΩɊȢ #Á ÕÒÍÁÒÅ Á ÁÆÉÒÍáÒÉÉ ÓÁÌÅ ÃÁ ÃÅÒÃÅÔáÔÏÒ ÿÎ ÄÏÍÅÎÉÕÌ 
folcloristicii, între anii 1979-1981 a fost acceptat ca lector universitar-
ÃÏÌÁÂÏÒÁÔÏÒ ÌÁ #ÏÎÓÅÒÖÁÔÏÒÕÌ ȵ'ÅÏÒÇÅ %ÎÅÓÃÕȱ ÄÉÎ )ÁĦÉȟ ÌÁ ÄÉÓÃÉÐÌÉÎÁ 
Etnomuzicologie. Cu scop didactiÃȟ ÐÅÎÔÒÕ ÿÍÐÒÏÓÐáÔÁÒÅÁ ÒÅÐÅÒÔÏÒÉÕÌÕÉ ĦÃÏÌÁÒ 
Á ÒÅÄÁÃÔÁÔ ĦÉ ÐÕÂÌÉÃÁÔ ÖÏÌÕÍÅ ÉÍÐÏÒÔÁÎÔÅȡ 6ÅÓÅÌȟ ÓÏÁÒÅÌÅ ÒáÓÁÒÅ (culegere de 
ÃÝÎÔÅÃÅ ÐÅÎÔÒÕ ÃÏÐÉÉȟ )ÁĦÉȟ ΣΫΫΦɊȟ _ÎÇÅÒȟ ÿÎÇÅÒÁĦÕÌ ÍÅÕ ɉÒÕÇáÃÉÕÎÉ ĦÃÏÌÁÒÅȟ )ÁĦÉȟ 
1996), Strop de ler, în 2 volume (colinde, cântece dÅ ÓÔÅÁȟ ÕÒáÒÉ ĦÉ ÐÌÕÇÕĦÏÁÒÅ ÌÁ 
Τ ÓÁÕ Υ ÖÏÃÉȟ ÿÎ ÃÏÌÁÂÏÒÁÒÅÁ ÃÕ 6ÉÏÒÅÌ -ÕÎÔÅÁÎÕȟ ÁÐáÒÕÔá ÌÁ )ÁĦÉȟ ΤΡΡΡɊȟ ÌÕÃÒÁÒÅ 
ÄÉÓÔÉÎÓá ÿÎ ÁÎÕÌ ΤΡΡΣ ÃÕ 0ÒÅÍÉÕÌ 5ÎÉÕÎÉÉ #ÏÍÐÏÚÉÔÏÒÉÌÏÒ ĦÉ -ÕÚÉÃÏÌÏÇÉÌÏÒ ÄÉÎ 
România. 0ÅÎÔÒÕ ÁÃÔÉÖÉÔÁÔÅÁ ÓÁ ÄÉÄÁÃÔÉÃá ÓÕÓĪÉÎÕÔá ĦÉ ÃÕ ÒÅÚÕÌÔÁÔÅ ÍÅÒÉÔÏÒÉÉȟ 
6ÉÏÒÅÌ "ÝÒÌÅÁÎÕ Á ÏÂĪÉÎÕÔ ÔÉÔÌÕÌ ÄÅ 0ÒÏÆÅÓÏÒ ÅÖÉÄÅÎĪÉÁÔ ÿÎ ÁÎÉÉ ΣΫΩΩ ĦÉ ΣΫΪΩ ĦÉ É Ó-a 
ÁÃÏÒÄÁÔ ĦÉ $ÉÓÔÉÎÃĪÉÁ ÄÅ ÖÒÅÄÎÉÃÉÅȟ ÄÅ ÃáÔÒÅ _ÎÁÌÔ 0ÒÅÁ 3ÆÉÎĪÉÔÕÌ $ÁÎÉÅÌ #ÉÏÂÏÔÅÁȟ 
!ÒÈÉÅÐÉÓÃÏÐÕÌ ĦÉ -ÉÔÒÏÐÏÌÉÔÕÌ -ÏÌÄÏÖÅÉ ĦÉ "ÕÃÏÖÉÎÅÉ ɉΤΡΡΡɊȢ 

#ÏÌÁÂÏÒÁÒÅÁ ÄÉÎÔÒÅ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ĦÉ 6ÉÏÒÅÌ "ÝÒÌÅÁÎÕ (Fig. 1) a fost una 
ÁÐÁÒÔÅ ĦÉ Ó-Á ÎáÓÃÕÔ ÄÉÎ ÐÁÓÉÕÎÅÁ ÃÏÍÕÎá ÐÅ ÃÁÒÅ ÁÍÂÉÉ Ï ÿÍÐáÒÔáĦÅÁÕȡ 
ÄÒÁÇÏÓÔÅÁ ĦÉ ÒÅÓÐÅÃÔÕÌ ÎÅĪáÒÍÕÒÉÔ ÐÅÎÔÒÕ ÁÒÔÁ ÃÒÅÁÔÏÒÕÌÕÉ ÐÏÐÕÌÁÒȢ ,Á ÒÅÕĦÉÔÁ 
ÁÃÅÓÔÅÉ ÃÏÌÁÂÏÒáÒÉ ÁÕ ÃÏÎÔÒÉÂÕÉÔ ÿÎ ÍÏÄ ÅÓÅÎĪÉÁÌ ÐÒÉÅÔÅÎÉÁ ÓÉÎÃÅÒáȟ ÒÅÓÐÅÃÔÕÌ ĦÉ 
încrederea pe caÒÅ ĦÉ ÌÅ ÁÃÏÒÄÁÕ ÒÅÃÉÐÒÏÃȢ #ÏÍÐÁÔÉÂÉÌÉÔÁÔÅÁ ÄÉÎÔÒÅ ÅÉ ÅÒÁ ÔÏÔÁÌáȡ 
ȵ3Å ÃÏÎÆÅÓÁÕ ÿÍÐÒÅÕÎáȟ ÓÅ ÉÎÄÉÇÎÁÕ ÿÍÐÒÅÕÎáȟ ÉÚÂÕÃÎÅÁÕ ÿÎ ÒÝÓ ÿÍÐÒÅÕÎáȟ ÉÁÒ 
în timp ce vorbeau ɀ ÎÕ Ï ÄÁÔá ɀ unul începea fraza ĦÉ ÃÅÌáÌÁÌÔ Ï ÔÅÒÍÉÎÁȢȱ 
(Ciubotaru, 2011: 36). 
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&ÉÇȢΣȢ  &ÌÏÒÉÎ "ÕÃÅÓÃÕ ĦÉ 6ÉÏÒÅÌ "ÝÒÌÅÁÎÕ ɀ ÃÏÌÅÇÉ ĦÉ ÐÒÉÅÔÅÎÉ ÄÅ-Ï ÖÉÁĪá 
 

%ÒÁÕ ÎÅÿÎÔÒÅÃÕĪÉ ÿÎ ÃÕÌÅÇÅÒÅÁ ÿÎ ÔÅÒÅÎȢ !ÍÂÉÉ ÆÉÉÎÄ ÎáÓÃÕĪÉ ÌÁ ÓÁÔȟ 
ÃÕÎÏĦÔÅÁÕ ÆÏÁÒÔÅ ÂÉÎÅ ÍÅÎÔÁÌÉÔÁÔÅÁ ÏÁÍÅÎÉÌÏÒ ÄÅ ÌÁ ĪÁÒá ĦÉ ĦÔÉÁÕ ÃÕÍ Óá 
comunice cu ei, pentru a-É ÆÁÃÅ Óá ÓÅ ÓÉÍÔá ÿÎ ÌÁÒÇÕÌ ÌÏÒ ĦÉ ÁÓÔÆÅÌ Óá ÌÅ ÐÏÁÔá 
ÄÅÓÔáÉÎÕÉ ÃÕ ÕĦÕÒÉÎĪá ÃÝÎÔÅÃÅÌÅȟ ÓÔÒÉÇáÔÕÒÉÌÅ ĦÉ ÔÏÔ ÃÅÅÁ ÃÅ ÃÕÎÏĦÔÅÁÕ ÿÎ 
ÌÅÇáÔÕÒá ÃÕ ÏÂÉÃÅÉÕÒÉÌÅ ÐÒÁÃÔÉÃÁÔÅ ÿÎ ÌÏÃÁÌÉÔÁÔÅÁ ÒÅÓÐÅÃÔÉÖáȢ $Å ÍÕÌÔÅ ÏÒÉ ÓÅ 
ÉÍÐÌÉÃÁÕ ĦÉ ÿÎ ÔÒÅÂÕÒÉÌÅ ÇÏÓÐÏÄáÒÅĦÔÉ ÁÌÅ ÃÅÌÏÒ ÐÅ ÃÁÒÅ ÕÒÍÁÕ Óá ÿÉ ÉÎÔÅÒÖÉÅÖÅÚÅȟ 
dându-ÌÅ Ï ÍÝÎá ÄÅ ÁÊÕÔÏÒ ÐÅÎÔÒÕ Á ÁÖÅÁ ÍÁÉ ÍÕÌÔ ÔÉÍÐ ÌÁ ÄÉÓÐÏÚÉĪÉÅ ÐÅÎÔÒÕ 
interviu.  

#Õ ÍÕÌÔá ÍÉÇÁÌá ÁÕ ÔÒÁÎÓÃÒÉÓȟ ÆÉÅÃÁÒÅȟ ÃÝÔÅÖÁ ÍÉÉ ÄÅ ÍÅÌÏÄÉÉ ÆÏÌÃÌÏÒÉÃÅȟ 
ÎÅÃÒÕĪÝÎÄÕ-ĦÉ ÓáÎáÔÁÔÅÁ ĦÉ ÌÕÃÒÝÎÄ ÐÝÎá ÎÏÁÐÔÅÁ ÔÝÒÚÉÕȢ 3Å ÉÍÐÌÉÃÁÕ ÿÎ ÔÏÁÔÅ 
ÅÔÁÐÅÌÅ ÃÅÒÃÅÔáÒÉÉ ÃÕ ÍÕÌÔá ÐÁÓÉÕÎÅȟ ÍÝÎÁĪÉ ÐÁÒÃá ÄÅ Ï ÃÈÅÍÁÒÅ ÌáÕÎÔÒÉÃáȟ 
asumându-ĦÉ ÓÁÒÃÉÎÉÌÅ ÃÁÒÅ ÌÅ ÒÅÖÅÎÅÁÕ ÃÁ ÐÅ Ï ÁÄÅÖáÒÁÔá ÍÉÓÉÕÎÅȢ Cei doi 
ÐÒÉÅÔÅÎÉ ÁÕ ÁÖÕÔ ÓÕÐÏÒÔÕÌ ÆÁÍÉÌÉÉÌÏÒ ÌÏÒȟ ÆáÒá ÄÅ ÃÁÒÅ ÎÕ ÁÒ ÆÉ ÐÕÔÕÔ ÃÕ ÓÉÇÕÒÁÎĪá 
ÒÅÁÌÉÚÁ ÁÃÅÓÔÅ ÐÅÒÆÏÒÍÁÎĪÅ ĦÔÉÉÎĪÉÆÉÃÅȢ _Î ÁÃÅÓÔ ÓÅÎÓȟ -ÁÒÉÁ 'áÌÅÁÔá ɉΣΫΦΡ-2014), 
ÃÏÌÅÇá ÄÅ ÐÒÏÍÏĪÉÅ ÃÕ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ÌÁ #ÏÎÓÅÒÖÁÔor, i-Á ÄÅÖÅÎÉÔ ÁÐÏÉ ÓÏĪÉÅ ĦÉ 
Ï ÍÁÍá ÄÅÄÉÃÁÔá Á ÃÅÌÏÒ ÔÒÅÉ ÃÏÐÉÉ ÁÉ ÆÁÍÉÌÉÅÉȟ ÆÉÉÎÄ ĦÉ Ï ÐÒÏÆÅÓÏÁÒá ÄÅ ÍÕÚÉÃá ÄÅ 
ÖÏÃÁĪÉÅȠ ÅÁ Á ÿÎĪÅÌÅÓ ÒÅÁÌÁ ÐÁÓÉÕÎÅ ÐÅÎÔÒÕ ÆÏÌÃÌÏÒ Á  ÃÅÌÏÒ ÄÏÉ ÃÏÌÅÇÉ ĦÉ ÐÒÉÅÔÅÎÉ 
ĦÉ ĦÉ-Á ÓÕÓĪÉÎÕÔ ÐÅÒÍÁÎÅÎÔ ÓÏĪÕÌ ÿÎ ÍÏÄ ÎÅÃÏÎÄÉĪÉÏÎÁÔȟ ÐÒÅÌÕând treburile 
ÁÄÍÉÎÉÓÔÒÁÔÉÖÅ ĦÉ ÃÁÓÎÉÃÅ ÁÌÅ ÇÏÓÐÏÄáÒÉÅÉȟ ÁÖÝÎÄ ÇÒÉÊá ÄÅ ÃÒÅĦÔÅÒÅÁ ĦÉ ÅÄÕÃÁÒÅÁ 
ÃÅÌÏÒ ÔÒÅÉ ÃÏÐÉÉȟ ÄÁÒ ĦÉ ÔÒÁÎÓÃÒÉÉÎÄ ÍÉÉ ÄÅ ÆÏÎÏÇÒÁÍÅ ȵÐÅ ÃÕÒÁÔȱ ĦÉ ÁÊÕÔÝÎÄÕ-i 
astfel în mod efectiv la realizarea proiectelor de cercetare. 
$ÏÁÒ ÁÓÔÆÅÌ ÐÏÁÔÅ ÆÉ ÅØÐÌÉÃÁÔá ÉÍÅÎÓÁ ÃÁÐÁÃÉÔÁÔÅÁ ÄÅ ÍÕÎÃá ÄÅ ÃÁÒÅ au dat 
ÄÏÖÁÄáȟ ÁÔÝÔ ÃÁ ÐÒÏÆÅÓÏÒÉȟ ÃÝÔ ĦÉ ÿÎ ÃÁÌÉÔÁÔÅ ÄÅ ÃÅÒÃÅÔáÔÏÒÉ ĦÔÉÉÎĪÉÆÉÃÉȟ ÃÏÌÁÂÏÒÁÔÏÒÉ 
cu statut permanent ai Institutului, activitate pe care o îndeplineau ca 
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voluntari. 4ÒÅÂÕÉÅ ÍÅÎĪÉÏÎÁÔ ÆÁÐÔÕÌ Ãáȟ ÿÎ ÐÅÒÉÏÁÄÁ ÃÏÍÕÎÉÓÔáȟ ÐÒÏÆÅÓÏÒÉÉ ÄÅ 
ÍÕÚÉÃá ÄÉÎ ĦÃÏÌÉ ĦÉ ÌÉÃÅÅȟ ÍÁÉ ÁÌÅÓ ÃÅÉ ÃÁÒÅ ÆÕÎÃĪÉÏÎÁÕ ÿÎ ÕÎÉÔáĪÉÌÅ ÄÅ ÿÎÖáĪáÍÝÎÔ 
ÄÅ ÐÒÅÓÔÉÇÉÕȟ ÔÒÅÂÕÉÁÕ Óá ÌÕÃÒÅÚÅ ÎÕÍÅÒÏÁÓÅ ÏÒÅ ÓÕÐÌÉÍÅÎÔÁÒÅȟ ÎÅÐÌáÔÉÔÅȟ ÍÕÌÔ 
ÐÅÓÔÅ ÎÏÒÍÁ ÄÅ ÂÁÚáȟ ÐÅÎÔÒÕ Á ÁÓÉÇÕÒÁ ÐÒÅÇáÔÉÒÅÁ ÎÅÃÅÓÁÒá ÐÁÒÔÉÃÉÐáÒÉÉ ÅÌÅÖÉÌÏÒ 
ÿÎ ÃÁÄÒÕÌ ÆÏÒÍÁĪÉÉÌÏÒ ÃÏÒÁÌÅ ÄÅ ÄÉÖÅÒÓÅ ÔÉÐÕÒÉ ÌÁ ÆÅÓÔÉÖÁÌÕÌ ȵ#ÝÎÔÁÒÅÁ 2ÏÍÝÎÉÅÉȱȟ 
ÄÁÒ ĦÉ Á ÅÖÅÎÉÍÅÎÔÅÌÏÒ ÃÕÌÔÕÒÁÌÅ ÏÒÇÁÎÉÚÁÔÅ ÿÎ ÄÅÃÕÒÓÕÌ ÁÎÕÌÕÉ ĦÃÏÌÁÒȟ ÃÕ ÄÉÆÅÒÉÔÅ 
prilejuri. $ÅĦÉ ÅÒÁÕ ÆÏÁÒÔÅ ÏÃÕÐÁĪÉ ÌÁ ÌÉÃÅÅÌÅ ÄÅ ÒÅÎÕÍÅ ÌÁ ÃÁÒÅ ÐÒÏÆÅÓÁÕȟ &ÌÏÒÉÎ 
"ÕÃÅÓÃÕ ĦÉ 6ÉÏÒÅÌ "ÝÒÌÅÁÎÕ ÒÅÕĦÅÁÕ ÔÏÔÕĦÉ Óá ÿÎÄÅÐÌÉÎÅÁÓÃá ÃÕ ÓÕÃÃÅÓ ĦÉ ÄÉÆÉÃÉÌÅÌÅ 
ÓÁÒÃÉÎÉ ÃÅÒÕÔÅ ÄÅ ÍÕÎÃÁ ÄÅ ÃÅÒÃÅÔÁÒÅȟ ÁÔÝÔ ÃÅÁ ÄÅ ÔÅÒÅÎ ɉÓÕÓĪÉÎÕÔá ÃÅÌ ÍÁÉ 
ÁÄÅÓÅÁ ÐÅ ÐÁÒÃÕÒÓÕÌ ÖÁÃÁÎĪÅÌÏÒ ÄÅ ÖÁÒáɊȟ ÃÝÔ ĦÉ ÃÅÁ ÄÅ ÔÒÁÎÓÃÒÉÅÒÅ ÍÕÚÉÃÁÌáȟ 
ÁÎÁÌÉÚá ĦÉ ÅÌÁÂÏÒÁÒÅ Á ÓÔÕÄÉÉÌÏÒ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃÅ ÃÁÒÅ ÿÎÓÏĪÅÁÕ ÁÎÔÏÌÏÇÉÉÌÅ 
muzicale.  

!ĦÁ ÃÕÍ ÁÒáÔÁ ĦÉ )ÏÎ (Ȣ #ÉÕÂÏÔÁÒÕ - coordonatorul Arhivei de Folclor a 
-ÏÌÄÏÖÅÉ ĦÉ "ÕÃÏÖÉÎÅÉ - într-ÕÎ ÍÁÔÅÒÉÁÌ ÄÅÄÉÃÁÔ ÁÎÉÖÅÒÓáÒÉÉ Á ΩΧ ÄÅ ÁÎÉ ÄÅ ÖÉÁĪá 
a profesorului preot Florin BÕÃÅÓÃÕȟ ÐÁÒÃÕÒÓÕÌ ĦÔÉÉÎĪÉÆÉÃ ÁÌ celor doi 
ÅÔÎÏÍÕÚÉÃÏÌÏÇÉ ÉÅĦÅÎÉ ÎÕ Á ÆÏÓÔ ÕÎÕÌ ÕĦÏÒȟ ÄÅÏÁÒÅÃÅ ÿÎ ÁÎÉÉ ÄÅ ÆÏÒÍÁÒÅ ÎÕ ÁÕ 
ÁÖÕÔ ÐÁÒÔÅ ÄÅ Ï ÿÎÄÒÕÍÁÒÅ ÄÅ ÓÐÅÃÉÁÌÉÔÁÔÅ ÓÕÆÉÃÉÅÎÔ ÄÅ ÌÕÎÇá ÐÅÎÔÒÕ Á ÿÎÖáĪÁ 
ÔÏÁÔÅ ȵÓÅÃÒÅÔÅÌÅ ÍÅÓÅÒÉÅÉȱ ÄÅ ÃÅÒÃÅÔáÔÏÒȟ ÉÁÒ ÄÕÐá ÃÅ Ó-au angajat ca profesori, 
nu au dispÕÓ ÄÅ ÕÎ ÃÁÄÒÕ ÐÒÏÐÉÃÅ ÁÃÔÉÖÉÔáĪÉÌÏÒ ÄÅ ÃÅÒcetare. În pofida acestor 
ÎÅÁÊÕÎÓÕÒÉȟ ÐÒÉÎ ÃÏÌÁÂÏÒÁÒÅÁ ÃÕ ÅÃÈÉÐÁ ÄÅ ÅÔÎÏÌÏÇÉ ÁÉ )ÎÓÔÉÔÕÔÕÌÕÉ ĦÉ ÐÒÉÎÔÒ-o 
ÍÕÎÃá ÁÓÉÄÕá ÄÅ ÁÕÔÏÐÅÒÆÅÃĪÉÏÎÁÒÅȟ ÓÕÂ ÿÎÄÒÕÍÁÒÅÁ ÄÉÒÅÃÔÏÒÕÌÕÉ !ÒÈÉÖÅÉȟ ÁÕ 
ÄÅÐáĦÉÔ ÔÏÁÔÅ ÁÃÅÓÔÅ ÉÎÃÏÎÖÅÎÉÅÎÔÅ ĦÉȟ ÔÒÅÐÔÁÔȟ ÁÕ ÒÅÕĦÉÔ Óá ÓÅ ÁÆÉÒÍÅ ĦÉ Óá fie 
ÁÐÒÅÃÉÁĪÉ ÃÁ ÓÐÅÃÉÁÌÉĦÔÉ ÄÅ ÂÁÚá ÿÎ ÄÏÍÅÎÉÕÌ ÆÏÌÃÌÏÒÉÓÔÉÃÉÉ ÍÕÚÉÃÁÌÅ ÿÎ -ÏÌÄÏÖÁȢ 
ȵ,ÕÝÎÄÕ-ĦÉ ÿÎ ÓÅÒÉÏÓ ÆÏÒÍÁĪÉÁ ÄÅ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉȟ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ĦÉ 6ÉÏÒÅÌ 
"ÝÒÌÅÁÎÕ ÁÖÅÁÕ Óá-ĦÉ ÁÔÒÁÇáȟ ÔÒÅÐÔÁÔȟ ÐÒÅĪÕÉÒÅÁ ÃÅÌÏÒ ÍÁÉ ÍÕÌĪÉ ÄÉÎÔÒÅ ÃÏÌÅÇÉÉ ÄÅ 
ÂÒÅÁÓÌáȢ #ÏÎÔÒÉÂÕĪÉÉÌÅ ÌÏÒ ĦÔÉÉÎĪÉÆÉÃÅ ÅÒÁÕ ÕÒÍáÒÉÔÅ ÃÕ ÉÎÔÅÒÅÓȟ ÕÎÅÌÅ ÄÉÎÔÒÅ ÅÌÅ 
ÆÉÉÎÄ ÃÏÍÅÎÔÁÔÅ ÆÁÖÏÒÁÂÉÌ ÿÎ ÓÔÕÄÉÉ ÄÅ ÉÎÃÏÎÔÅÓÔÁÂÉÌá ÁÕÔÏÒÉÔÁÔÅȢ $Å ÌÁ Ï ÅÔÁÐá 
ÌÁ ÁÌÔÁȟ ÁÃÔÉÖÉÔÁÔÅÁ ÌÏÒ ÿÎ ÃÁÄÒÕÌ ÃÏÌÅÃÔÉÖÕÌÕÉ ÄÅ ÅÔÎÏÌÏÇÉ ÉÅĦÅÎÉ ɉÁÉ )ÎÓÔÉÔÕÔÕÌÕÉȟ 
n.n.) devenea tot mai vÉÚÉÂÉÌáȢ -ÅÒÇÅÁÕ ÐÅ ÔÅÒÅÎȟ ÔÒÁÎÓÃÒÉÁÕ ÍÅÌÏÄÉÉ ÄÅ ÐÅ 
ÂÅÎÚÉȟ ÁÌÃáÔÕÉÎÄ ÕÎ ÆÏÎÄ ÄÅ ÆÏÎÏÇÒÁÍÅȟ ÅÌÁÂÏÒÁÕ ÌÕÃÒáÒÉ ÄÅ ÓÐÅÃÉÁÌÉÔÁÔÅȟ 
ÐÁÒÔÉÃÉÐÁÕ ÌÁ ÃÏÌÏÃÖÉÉ ĦÉ ÓÅÓÉÕÎÉ ĦÔÉÉÎĪÉÆÉÃÅ ÌÏÃÁÌÅ ÓÁÕ ÎÁĪÉÏÎÁÌÅ ÅÔÃȢ ¥Éȟ ÔÒÅÂÕÉÅ 
ÎÅÁÐáÒÁÔ ÁÄáÕÇÁÔȟ ÔÏÁÔÅ ÁÃÅÓÔÅ ÏÐÅÒÁĪÉÕÎÉ ÌÅ ÅÆÅÃÔÕÁÕ ÆáÒá Á ÆÉ ÒÅÍÕÎÅÒÁĪÉ ÿÎ 
ÖÒÅÕÎ ÆÅÌȢȱ ɉ#ÉÕÂÏÔÁÒÕȟ ΤΡΣΣȡ ΥΧɊȢ 

_Î ÆÉÎÁÌÕÌ ÁÃÅÓÔÅÉ ÓÅÃĪÉÕÎÉ ÐÏÒÔÒÅÔÉÓÔÉÃÅȟ ÿÎ ÌÏÃ ÄÅ ÃÏÎÃÌÕÚÉÉȟ ÉÎÓÅÒáÍ ÿÎÃá 
Ï ÍáÒÔÕÒÉÅ ÒÅÌÅÖÁÎÔáȟ ÁÐÁÒĪÉÎÝÎÄ ÄÉÒÅÃÔÏÒÕÌÕÉ !ÒÈÉÖÅÉȟ )ÏÎ (Ȣ #ÉÕÂÏÔÁÒÕȟ ÄÅÓÐÒÅ 
ÆÅÌÕÌ ÿÎ ÃÁÒÅ ÃÅÉ ÄÏÉ ÃÏÎÌÕÃÒÁÕȟ ÒÅÕĦÉÎÄ ÍÅÒÅÕ Óá ÏÂĪÉÎá ÿÍÐÒÅÕÎá ÒÅÚÕÌÔÁÔÅÌÅ 
ÏÐÔÉÍÅȡ ȵ)-am asistat ÿÎ ÍÏÍÅÎÔÅ ÄÉÆÉÃÉÌÅ ÁÌÅ ÒÅÄÁÃÔáÒÉÉ ÕÎÏÒ ÓÔÕÄÉÉȟ É-ÁÍ ÖáÚÕÔ 
ÃÁÐÔÉÖÁĪÉ ÄÅ Ï ÉÄÅÅ ÓÁÕ ÁÌÔÁȟ ÁÐÁÒÅÎÔ ÉÎÃÁÐÁÂÉÌÉ Óá ÒÅÎÕÎĪÅ ÌÁ ÐÒÏÐÒÉÉÌÅ ÐáÒÅÒÉ ĦÉ 
ÔÏÔÕĦÉȟ ÇáÓÉÎÄ ÍÉÒÁÃÕÌÏÓ ÓÏÌÕĪÉÁ ÃÅÁ ÍÁÉ ÐÏÔÒÉÖÉÔá ÐÅÎÔÒÕ ÒÅÚÏÌÖÁÒÅÁ ÐÒÏÂÌÅÍÅÉ 
ÓÕÐÕÓÅ ÄÅÚÂÁÔÅÒÉÉȢ 6áÚÝÎÄÕ-i de atâtea ori cât de firesc se completau reciproc, 
mi-ÁÒ ÆÉ ÃÕ ÎÅÐÕÔÉÎĪá Óá ÓÐÕÎ Ãá ÁÐÏÒÔÕÌ ÕÎÕÉÁ ÅÒÁ ÍÁÉ ÉÍÐÏÒÔÁÎÔ ÄÅÃÝÔ ÁÌ 
ÃÅÌÕÉÌÁÌÔȢ %ÓÔÅ ĦÉ ÍÏÔÉÖÕÌ ÐÅÎÔÒÕ ÃÁÒÅ ÁÍ ÈÏÔáÒÝÔ ÃÁ ÏÒÄÉÎÅÁ ÓÅÍÎáÔÕÒÉÌÏÒ ÄÉÎ 
fruntea studiilor pe care le-ÁÕ ÓÃÒÉÓ Óá ÁÌÔÅÒÎÅÚÅȢȱ ɉ#ÉÕÂotaru, 2011: 37)  
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$ÉÒÅÃĪÉÁ ÄÅ ÃÅÒÃÅÔÁÒÅ ÐÒÉÎÃÉÐÁÌá Á ÆÏÌÃÌÏÒÉĦÔÉÌÏÒ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ĦÉ 6ÉÏÒÅÌ 
"ÝÒÌÅÁÎÕ Á ÆÏÓÔ ÃÅÁ ÇÅÎÅÒÁÌáȟ ÐÒÏÐÕÓá ĦÉ ÕÒÍáÒÉÔá ÐÁÓ ÃÕ ÐÁÓ ÄÅ ÃÏÌÅÃÔÉÖÕÌ ÄÅ 
ÃÅÒÃÅÔáÒÉ ÁÉ )ÎÓÔÉÔÕÔÕÌÕÉȟ ÓÕÂ ÃÏÏÒÄÏÎÁÒÅÁ ÌÕÉ )ÏÎ (Ȣ #ÉÕÂÏÔÁÒÕȡ ÐÒÏÓÐÅÃÔÁÒÅÁ 
ÅÔÎÏÆÏÌÃÌÏÒÉÃá ÉÎÔÅÇÒÁÌá Á ÚÏÎÅÉ -ÏÌÄÏÖÅÉ ĦÉ ÒÅÌÉÅÆÁÒÅÁ ÐÒÉÎÃÉÐÁÌÅÌÏÒ ÃÁÔÅÇÏÒÉÉ 
folclorice cu caracteristicile lor specifice. ,ÕÃÒáÒÉÌÅ ÃÅÌÏÒ ÄÏÉ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉ ÁÕ 
ÁÐáÒÕÔ ÃÁ ÐÕÂÌÉÃÁĪÉÉ ÄÅ ÓÉÎÅ ÓÔáÔáÔÏÁÒÅ ÓÁÕ ÃÁ ÐÁÒÔÅ ÉÌÕÓÔÒÁÔÉÖá ÍÕÚÉÃÁÌá ɉÓÔÕÄÉÕ 
ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃ ÿÎÓÏĪÉÔ ÄÅ ÁÎÔÏÌÏÇÉÅ ÆÏÌÃÌÏÒÉÃáɊ ÿÎ ÃÁÄÒÕÌ ÕÎÏÒ ÍÏÎÏÇÒÁÆÉÉ ÄÅ 
ÇÅÎ ÓÅÍÎÁÔÅ ÄÅ ÆÏÌÃÌÏÒÉĦÔÉ ÌÉÔÅÒÁĪÉ ÄÅ ÌÁ )ÎÓÔÉÔÕÔÕÌÕÉ ÄÅ #ÅÒÃÅÔáÒÉ ,ÉÎÇÖÉÓÔÉÃÅ ĦÉ 
$ÉÁÌÅÃÔÏÌÏÇÉÅ ȵ!Ȣ 0ÈÉÌÉÐÐÉÄÅȱ ÄÉÎ )ÁĦÉȢ  

)ÁÔá ÌÉÓÔÁ ÐÕÂÌÉÃÁĪÉÉÌÏÒ ÒÅÁÌÉÚÁÔÅ ÄÅ ÃÅÉ ÄÏÉ ÆÏÌÃÌÏÒÉĦÔÉ ɉÓÅÌÅÃĪÉÅɊȡ  
 

¶ Bucescu, Florin & Ciubotaru, Silvia & Bârleanu, Viorel, "áÔÒÝÎÅÁÓÃÁ ɀ doine, 
ÂÏÃÅÔÅȟ ÊÏÃÕÒÉ ÄÉÎ ĪÉÎÕÔÕÌ 2áÄáÕĪÉÌÏÒ, Caietele Arhivei de Folclor, vol. I, 
5ÎÉÖÅÒÓÉÔÁÔÅÁ ȵ!ÌȢ )Ȣ #ÕÚÁȱȟ )ÁĦÉȟ ΣΫΩΫȢ 

¶ Bucescu, Florin & Bârleanu, Viorel, Stiluri de strigat în Moldova, în Ciubotaru, 
Silvia, 3ÔÒÉÇáÔÕÒÉ ÄÉÎ -ÏÌÄÏÖÁȟ Caietele Arhivei de Folclor, vol. IV, Universitatea 
ȵ!ÌȢ )Ȣ #ÕÚÁȱȟ )ÁĦÉȟ ΣΫΪΦȟ ÐÐȢ ΦΡΧ-455.  

¶ Bucescu, Florin & Bârleanu, Viorel, Anexa cuprinzând principalele tipuri 
melodice ale colindelor din Moldova, în Lucia CireĦ, Colinde din Moldova - 
ÃÅÒÃÅÔÁÒÅ ÍÏÎÏÇÒÁÆÉÃá, Caietele Arhivei de Folclor, vol. 6ȟ 5ÎÉÖÅÒÓÉÔÁÔÅÁ ȵ!ÌȢ )Ȣ 
#ÕÚÁȱȟ )ÁĦÉȟ ΣΫΪΦȟ ÐÐȢ ΥΣΧ-333. 

¶ Bârleanu, Viorel & Bucescu, Florin, Caracteristici ale melodicii baladelor din 
Moldova, în Lucia Berdan, Balade din Moldova, Caietele Arhivei de Folclor, vol. 
6)ȟ 5ÎÉÖÅÒÓÉÔÁÔÅÁ ȵ!ÌȢ )Ȣ #ÕÚÁȱȟ )ÁĦÉȟ ΣΫΪΨȟ ÐÐȢ ΥΡΤ-343. 

¶ Bucescu, Florin & Bârleanu, Viorel, Aspecte ale melodicii cântecului funerar din 
Moldova, în Ion H. Ciubotaru, Folclorul obiceiurilor familiale din Moldova, 
Caietele Arhivei de Folclor, vol. VII, 1986, pp. 387-443. 

¶ Bârleanu, Viorel & Bucescu, Florin, Melodii de joc din Moldova, Caietele Arhivei 
de Folclor, vol. )8ȟ 5ÎÉÖÅÒÓÉÔÁÔÅÁ ȵ!ÌȢ )Ȣ #ÕÚÁȱȟ )ÁĦÉȟ ΣΫΫΡȢ  

¶ Bucescu, Florin & Bârleanu, Viorel (1991). Folclorul muzical. În Ciubotaru, Ion 
H., 6ÁÌÅÁ ¥ÏÍÕÚÕÌÕÉ ÍÁÒÅȢ -ÏÎÏÇÒÁÆÉÅ ÆÏÌÃÌÏÒÉÃá, Caietele Arhivei de Folclor, 
vol. X1, pp. 233-ΥΧΦȢ )ÁĦÉȡ 5ÎÉÖÅÒÓÉÔÁÔÅÁ ȵ!ÌȢ )Ȣ #ÕÚÁȱ ɀ !ÃÁÄÅÍÉÁ 2ÏÍÝÎáȟ &ÉÌÉÁÌÁ 
)ÁĦÉȢ 

¶ Bucescu, Florin & Bârleanu, Viorel, 6ÅÃÈÅÁ ÄÏÉÎá ÂÕÃÏÖÉÎÅÁÎá ÄÉÎ ĪÉÎÕÔÕÌ 
2áÄáÕĪÉÌÏÒ ɉ) ĥÉ ))Ɋȟ ÓÔÕÄÉÕ ĥÉ ÃÏÌÅÃĪÉÅ ÿÎ ȵ!ÎÁÌÅÌÅ "ÕÃÏÖÉÎÅÉȱȟ ÒÅÖÉÓÔá Á 
!ÃÁÄÅÍÉÅÉ 2ÏÍÝÎÅȟ #ÅÎÔÒÕÌ ÄÅ ÓÔÕÄÉÉ ȵ"ÕÃÏÖÉÎÁȱ 2áÄáÕĪÉȟ !ÎÕÌ 6)ȾΣȾΣΫΫΫȟ 
pp.119-ΣΦΡ ĥÉ !ÎÕÌ 6)ȾΤȾΣΫΫΫȟ ÐÐȢ ΦΡΩ-444. 

¶ Florin Bucescu, Folclorul muzical ɀ ÓÔÕÄÉÕ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃ ĥÉ ÃÏÌÅÃĪÉÅ 
ÍÕÚÉÃÁÌáȟ ÿÎ )ÏÎ (Ȣ #ÉÕÂÏÔÁÒÕȟ Catolicii din Moldova. Universul culturii populare, 
vol. III, 0ÏÅÚÉÁ ÏÂÉÃÅÉÕÒÉÌÏÒ ÔÒÁÄÉĪÉÏÎÁÌÅȢ ,ÉÔÅÒÁÔÕÒÁ ÏÂÉÃÅÉÕÒÉÌÏÒ ÐÏÐÕÌÁÒÅ, Editura 
0ÒÅÓÁ "ÕÎáȟ )ÁĥÉȟ ΤΡΡΧȟ ÐÐȢ ΦΥΫ-525. 
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6ÏÌÕÍÅÌÅ ÄÅ ÁÕÔÏÒ ÁÕ ÒÅÐÒÅÚÅÎÔÁÔ ÃÅÒÃÅÔáÒÉ ÆÕÎÄÁÍÅÎÔÁÌÅ ÿÎ ÃÅÅÁ 
ÐÒÉÖÅĦÔÅ ÓÔÉÌÕÌ ÄÅ "áÔÒÝÎÅÁÓÃá ÄÉÎ ÚÏÎÁ 2áÄáÕĪÉÌÏÒ ɉ)ÁĦÉȟ ΣΫΩΫɊ ĦÉ ÁÌ ÍÅÌÏÄÉÉÌÏÒ 
ÄÅ ÊÏÃ ÄÉÎ ÿÎÔÒÅÁÇÁ -ÏÌÄÏÖá ɉ)ÁĦÉȟ ΣΫΫΡɊȢ 

"áÔÒÝÎÅÁÓÃÁ ɀ ÄÏÉÎÅȟ ÃÝÎÔÅÃÅȟ ÂÏÃÅÔÅ ÄÉÎ ĪÉÎÕÔÕÌ 2áÄáÕĪÉÌÏÒȢ #ÅÒÃÅÔÁÒÅ 
ÍÏÎÏÇÒÁÆÉÃá ɉ)ÁĦÉȟ ΣΫΩΫɊȟ ÐÒÉÍÕÌ ÖÏÌÕÍ ÁÌ ÁÕÔÏÒÉÌÏÒ ÉÅĦÅÎÉ Á ÿÎÓÅÍÎÁÔ ĦÉ ÐÒÉÍÁ 
ÁÐÁÒÉĪÉÅ Á ÓÅÒÉÅÉ #ÁÉÅÔÅÌÅ !ÒÈÉÖÅÉ ÄÅ &ÏÌÃÌÏÒȟ ÐÕÂÌÉÃÁĪÉÅ ÒÅÐÒÅÚÅÎÔÁÔÉÖá ÐÅÎÔÒÕ 
)ÎÓÔÉÔÕÔÕÌ ÄÅ #ÅÒÃÅÔáÒÉ $ÉÁÌÅÃÔÏÌÏÇÉÃÅ ĦÉ ,ÉÎÇÖÉÓÔÉÃÅ ȵ!ÌȢ 0ÈÉÌÌÉÐÉÄÅȱȟ ÃÁÒÅ ÄÅ-a 
ÌÕÎÇÕÌ ÃÅÌÏÒ ÄÏÕá ÄÅÃÅÎÉÉ ÄÅ ÁÐÁÒÉĪÉÅ Á ÆÏÓÔ ÄÅÏÓÅÂÉÔ ÄÅ ÁÐÒÅÃÉÁÔá, atât pe plan 
ÎÁĪÉÏÎÁÌȟ ÃÝÔ ĦÉ ÉÎÔÅÒÎÁĪÉÏÎÁÌȢ "áÔÒÝÎÅÁÓÃÁ Á ÿÎÓÅÍÎÁÔ ÒÏÄÕÌ ÕÎÅÉ ÃÅÒÃÅÔáÒÉ 
asidue, de peste un deceniu, fiind investigÁÔÅ ÁÐÒÏØÉÍÁÔÉÖ ΧΡ ÄÅ ÌÏÃÁÌÉÔáĪÉ ÄÉÎ 
ÄÅÐÒÅÓÉÕÎÅÁ 2áÄáÕĪÉÌÏÒȢ 0ÒÏÉÅÃÔÕÌ Á ÄÅÍÁÒÁÔ ÿÎ ÍÏÄ ÆÉÒÅÓÃȢ #Á ÔÉÎÅÒÉ ÓÔÕÄÅÎĪÉȟ 
ÃÅÉ ÄÏÉ ÂÕÃÏÖÉÎÅÎÉ ÁÕ ÄÏÒÉÔ Óá ÃÕÎÏÁÓÃá ÍÁÉ ÂÉÎÅ ÿÎ ÐÒÉÍÕÌ ÒÝÎÄ ÆÏÌÃÌÏÒÕÌ 
muzical zonei natale, de aceea au cules mai întâi sporadic, iar apoi în mod 
ÓÉÓÔÅÍÁÔÉÃȟ ÍÅÌÏÄÉÉ ÄÉÎ ĪÉÎÕÔÕÌ 2áÄáÕĪÉÌÏÒȢ !ÒáÔÝÎÄ ÃÝÔÅÖÁ ÍÏÓÔÒÅ 
etnomuzicologului Gheorghe Ciobanu, profesorul lor de folclor, acesta le-a 
apreciat valoarea, încurajându-É Óá ÃÏÎÔÉÎÕÅ ÃÅÒÃÅÔáÒÉÌÅȟ ÄÅÏÁÒÅÃÅ ÍÅÌÏÄÉÉÌÅ 
culese aveau caracteristici muzicale specifice folclorului arhaic, anume cele ale 
ÖÅÃÈÉÉ ÄÏÉÎÅ ÒáÄáÕĪÅÎÅȢ _ÎÔÒ-ÁÄÅÖáÒȟ ÃÅÒÃÅÔáÒÉÌÅ ÕÌÔÅÒÉÏÁÒÅ ÁÕ ÃÏÎÆÉÒÍÁÔ 
ÁÃÅÁÓÔá ÉÄÅÅȟ ÁÎÕÍÅ Ãá ȵÃÅÅÁ ÃÅ ÕÒÍáÒÅÁÕ ÃÕ ÁÓÉÄÕÉÔÁÔÅȟ ÄÅ ÃÝĪÉÖÁ ÁÎÉ ÎÕ ÅÒÁ 
ÄÏÁÒ ÕÎ ÃÝÎÔÅÃ ÂáÔÒÝÎÅÓÃȟ ÃÉ ÕÎ stil melodic unitarȟ ÓÐÅÃÉÆÉÃ ÅØÔÒÅÍÉÔáĪÉÉ ÎÏÒÄÉÃÅ 
Á ÊÕÄÅĪÕÌÕÉ 3ÕÃÅÁÖÁ ĦÉ ÃÕÎÏÓÃÕÔ ÿÎ ÚÏÎá ÓÕÂ ÎÕÍÅÌÅ ÄÅ ȵÂáÔÒÝÎÅÁÓÃÁȱȢ %ÓÔÅ 
vorba de o melodie ÔÒáÇáÎÁÔáȟ ÁÐÁÒÅÎÔ ÉÎÖÁÒÉÁÂÉÌáȟ ÃÁÒÅ ÿÎÓÏĪÅĦÔÅ ÔÅØÔÅ ÐÏÅÔÉÃÅ 
ÄÅ ÂÏÃÅÔȟ ÃÝÎÔÅÃ ÄÅ ÌÅÁÇáÎȟ ÂÁÌÁÄá ĦÉ ÃÝÎÔÅÃ ÐÒÏÐÒÉÕ-zis, iar în versiunile sale 
ÒÉÔÍÁÔÅ ÿĦÉ ÁÓÏÃÉÁÚá ÃÝÎÔÅÃÅÌÅ ÖÏÃÁÌÅ ÄÅ ÊÏÃȢ !ÐÁÒÅȟ ÄÅ ÁÓÅÍÅÎÅÁȟ ÿÎÔÒ-o serie 
ÄÅ ÐÉÅÓÅ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÉÎÄÅÐÅÎÄÅÎÔÅȢȱ ɉ#ÉÕÂÏÔÁÒÕȟ ΤΡΣΣȡ ΥΤ-33). Cercetarea a 
ÆÏÓÔ ÒÅÁÌÉÚÁÔá ÐÅ ÐÒÉÎÃÉÐÉÉ ÉÎÔÅÒÄÉÓÃÉÐÌÉÎÁÒÅȟ ÐÅ ÌÝÎÇá ÐÁÒÔÅÁ ÍÕÚÉÃÁÌáȟ ÆÉÉÎÄ 
ÖÉÚÁÔá ĦÉ ÃÅÁ ÌÉÔÅÒÁÒáȟ ÐÒÉÎ ÃÏÎÔÒÉÂÕĪÉÁ ÆÏÌÃÌÏÒÉÓÔÅÉ ÌÉÔÅÒÁÔÅ 3ÉÌÖÉÁ #ÉÕÂÏÔÁÒÕȢ %Á Ó-
Á ÏÃÕÐÁÔ ÄÅ ÔÅØÔÅÌÅ ÐÏÅÔÉÃÅȟ ÄÅÏÓÅÂÉÔ ÄÅ ÉÍÐÏÒÔÁÎÔÅ ÿÎ ÿÎĪÅÌÅÇÅÒÅÁ 
ÆÅÎÏÍÅÎÕÌÕÉ ÆÏÌÃÌÏÒÉÃ ĦÉ ȵÆáÒá ÄÅ ÃÁÒÅ ÍÕÚÉÃÁ ÓÕÂÓÕÍÁÔá ÁÃÅÌÕÉ ÓÔÉÌ ÁÒÈÁÉÃ ÄÅ 
interpretare nu ar fi ajuns la o aseÍÅÎÅÁ ÿÎÆÌÏÒÉÒÅȱ ɉ#ÉÕÂÏÔÁÒÕȟ ΤΡΣΣȡ ΥΥɊȟ 
ÒÅÁÌÉÚÝÎÄ ÔÒÁÎÓÃÒÉÅÒÅÁ ÉÎÔÅÇÒÁÌá ÆÏÎÅÔÉÃá ĦÉ ÁÎÁÌÉÚÁ ÁÃÅÓÔÏÒÁȢ  

,Á ÁÐÁÒÉĪÉÁ ÌÕÃÒáÒÉÉȟ ÅÔÎÏÍÕÚÉÃÏÌÏÇÕÌ 'ÈÅÏÒÇÈÅ #ÉÏÂÁÎÕ ÁÆÉÒÍÁȡ  
ȵ6ÁÌÏÁÒÅÁ ÍÁÔÅÒÉÁÌÕÌÕÉȟ ÁÔÝÔ ÃÁ ÒÅÁÌÉÚÁÒÅ ÁÒÔÉÓÔÉÃá ÃÝÔ ĦÉ ÄÉÎ ÐÕÎÃÔ ÄÅ ÖÅÄÅÒÅ 
ĦÔÉÉÎĪÉÆÉÃ ÅÓÔÅ ÉÎÄÉÓÃÕÔÁÂÉÌáȢȱ ɉÒÅÖÉÓÔÁ ȵ-ÕÚÉÃÁȱȟ ÍÁÒÔÉÅȟ ΣΫΪΡȟ ÐȢ ΥΥɊ $ÉÎ ÐÕÎÃÔÕÌ 
de vedere al autorilor, volumul "áÔÒÝÎÅÁÓÃÁ ÅÓÔÅ ÉÍÐÏÒÔÁÎÔ ÐÅÎÔÒÕ Ãá ÐÒÅÚÉÎÔá 
ȵÿÎ ÐÒÅÍÉÅÒá ÄÏÉÎÁ ÂÕÃÏÖÉÎÅÁÎá ÁÒÈÁÉÃá ÄÉÎ ÄÅÐÒÅÓÉÕÎÅÁ 2áÄáÕĪÉÌÏÒȟ ÄÁÒ ĦÉ 
ÐÅÎÔÒÕ Ãá ÁÃÅÁÓÔá ÍÅÌÏÄÉÃá ÄÅ ÄÏÉÎá ÒÅÐÒÅÚÉÎÔá ÕÎ ÓÔÉÌ ÍÕÚÉÃÁÌ ÕÎÉÔÁÒ ÃÁÒÅ ÓÅ 
ÉÎÆÉÌÔÒÅÁÚá ÿÎ ÁÐÒÏÁÐÅ ÿÎÔÒÅÇ ÒÅÐÅÒÔÏÒÉÕÌ ÄÉÎ ÚÏÎáȡ ÃÝÎtecul propriu-zis, cântecul 
ÅÐÉÃȟ ÃÝÎÔÅÃÕÌ ÄÅ ÌÅÁÇáÎȟ ÃÝÎÔÅÃÕÌ ÄÅ ÊÏÃȟ ÊÏÃÕÌ ĦÉ ÂÏÃÅÔÕÌȢȱ ɉ"ÕÃÅÓÃÕȟ "ÝÒÌÅÁÎÕȟ 
2011: 161). 

$ÁÔÏÒÉÔá ÖÁÌÏÒÉÉ ÄÅ ÐÁÔÒÉÍÏÎÉÕ ÐÅ ÃÁÒÅ Ï ÒÅÐÒÅÚÉÎÔá ÐÅÎÔÒÕ ÚÏÎÁ 
"ÕÃÏÖÉÎÅÉȟ ÖÏÌÕÍÕÌ ÍÅÎĪÉÏÎÁÔ Á ÆÏÓÔ ÒÅÅÄÉÔÁÔ ÓÕÂ ÔÉÔÌÕÌ Stilul muzical arhaic din 
ĪÉÎÕÔÕÌ 2áÄáÕĪÉÌÏÒ ÿÎ ΤΡΣΥ ÌÁ 3ÕÃÅÁÖÁȟ ÌÁ ÉÎÉĪÉÁÔÉÖÁ ÅÔÎÏÍÕÚÉÃÏÌÏÇului Dr. 



126        ETHNOMOUSIKOLOGION   nr. 2 (1/2023)  
 

#ÏÎÓÔÁÎĪÁ #ÒÉÓÔÅÓÃÕ ÄÅ ÌÁ #ÅÎÔÒÕÌ #ÕÌÔÕÒÁÌ "ÕÃÏÖÉÎÁ ÄÉÎ ÁÃÅÅÁĦÉ ÌÏÃÁÌÉÔÁÔÅȢ 3ÐÒÅ 
ÄÅÏÓÅÂÉÒÅ ÄÅ ÐÒÉÍÁ ÁÐÁÒÉĪÉÅȟ ÿÎ ÃÁÒÅ ÅÒÁ ÖÉÚÁÔá ĦÉ ÐÁÒÔÅÁ ÌÉÔÅÒÁÒáȟ ÃÅÁ ÄÉÎ ΤΡΣΥ ÓÅ 
ÁØÅÁÚá ÿÎ ÐÒÉÍÕÌ ÒÝÎÄ ÐÅ ÐÁÒÔÅÁ ÍÕÚÉÃÁÌáȟ ÂÅÎÅÆÉÃÉÉÎÄ ÄÅ ÒÅÖÉÚÕÉÒÅÁ ÃÏÍÐÌÅÔá 
a studiului etÎÏÍÕÚÉÃÏÌÏÇÉÃ ĦÉ ÃÏÍÐÌÅÔÁÒÅÁ ÃÏÌÅÃĪÉÅÉ ÍÕÚÉÃÁÌÅȢ !ÃÅÁÓÔÁ ÄÉÎ 
ÕÒÍá ÉÎÃÌÕÄÅ ÐÁÒÔÉÔÕÒÉÌÅ ÒÅÄÁÃÔÁÔÅ ÃÏÍÐÕÔÅÒÉÚÁÔȟ ÌÁ ÃÁÒÅ Ó-ÁÕ ÁÔÁĦÁÔȟ ÓÕÂ 
ÆÉÅÃÁÒÅ ÐÉÅÓáȟ ÔÅØÔÅÌÅ ÉÎÔÅÇÒÁÌÅ  ÔÒÁÎÓÃÒÉÓÅ ÿÎ ÇÒÁÉÕÌ ÚÏÎÅÉȟ ÿÎÓá ÆáÒá ÕÔÉÌÉÚÁÒÅÁ 
semnelor fonetice, pentru o accesibiliÚÁÒÅ Á ÃÉÔÉÒÉÉ ĦÉ ÿÎĪÅÌÅÇÅÒÉÉ ÁÃÅÓÔÏÒÁȢ  

3ÔÕÄÉÕÌ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃ ÒÅÖÉÚÕÉÔ ÅÓÔÅ ÏÒÇÁÎÉÚÁÔ ÕÒÍáÒÉÎÄ ÁÓÐÅÃÔÅ 
ÉÍÐÏÒÔÁÎÔÅ ÐÒÅÃÕÍȡ ÚÏÎÁ ÄÅ ÃÉÒÃÕÌÁĪÉÅȟ ÁÔÅÓÔáÒÉÌÅ ÍÕÚÉÃÁÌÅȟ ÆÕÎÃĪÉÉÌÅ ÍÅÌÏÄÉÃÉÉȟ 
ÅÌÅÍÅÎÔÅÌÅ ÄÅ ÌÉÍÂÁÊ ɉÍÅÌÏÄÉÃÁ ÃÕ ÓÃáÒÉȟ ÁÍÂÉÔÕÓȟ ÃÁÄÅÎĪÅȟ ÒÅÃÉÔÁÔÉÖÅÌÅ ĦÉ 
ÐÁÓÁÊÅÌÅ ÖÏÒÂÉÔÅȟ ÒÉÔÍÉÃÁ ĦÉ ÆÏÒÍÁ ÁÒÈÉÔÅÃÔÏÎÉÃáȟ ÒÁÐÏÒÔÕÌ ÖÅÒÓ-melodie), 
aspectele particulare pe genuri, interpretare-ÃÒÅÁĪÉÅȟ ÓÔÉÌÕÌ ÄÅ ÂáÔÒÝÎÅÁÓÃá ÿÎ 
ÒÁÐÏÒÔ ÃÕ ÇÅÎÕÒÉ ÍÕÚÉÃÁÌÅ ÄÉÎ ÓÐÁĪÉÉ ÿÎÖÅÃÉÎÁÔÅȟ ÃÏÎÃÌÕÚÉÉȟ ÂÉÂÌÉÏÇÒÁÆÉÅȢ $Å ÐÉÌÄáȟ 
ÒÅÆÅÒÉÔÏÒ ÌÁ ÍÅÌÏÄÉÃáȟ ÁÕÔÏÒÉÉ ÃÏÎÓÔÁÔá Ãá ÓÃáÒÉÌÅ ÃÁracteristice melodiilor de 
ÂáÔÒÝÎÅÁÓÃá ÓÕÎÔ ÃÅÌÅ ÏÌÉÇÏÃÏÒÄÉÃÅȢ 0ÒÅÄÏÍÉÎá ÔÒÅÉ ÓÉÓÔÅÍÅ ÐÒÅÐÅÎÔÁÔÏÎÉÃÅ 
(ÔÒÉÔÏÎÉÁ ÁÎÈÅÍÉÔÏÎÉÃá ÌÁ ɀ fa# ɀ mi, ÔÒÉÔÏÎÉÁ ÁÎÈÅÍÉÔÏÎÉÃá ÌÁ ɀ sol ɀ mi ĦÉ tricordia 
ÍÉÎÏÒá ÓÏÌ ɀ fa# ɀ miɊȟ ÃÁÒÅ ÇÅÎÅÒÅÁÚá ÃÅÌÅÌÁÌÔÅ ÓÃáÒÉ ÏÌÉÇÏÃÏÒÄÉÃÅ ÐÒÅÚÅÎÔÅ ÿÎ 
ÍÅÌÏÄÉÃÁ ÄÅ ÂáÔÒÝÎÅÁÓÃáȢ )ÎÔÅÒÖÁÌÅÌÅ ÐÒÅÆÅÒÁÔÅ ÿÎ ÃÏÎÆÉÇÕÒÁÒÅÁ ÓÃáÒÉÌÏÒ 
muzicale sunt ÔÅÒĪÁ ÍÉÃá (la ɀ fa# sau sol ɀ mi), secunda mare, iar în cazul 
recitativelor, intervalul de ÐÒÉÍáȢ  (Bucescu & Bârleanu, 2013: 24-26). 
Recitativele sunt un alÔ ÅÌÅÍÅÎÔ ÅÓÅÎĪÉÁÌ ÿÎ ÍÕÚÉÃÁ ÂáÔÒÝÎÅÁÓÃáȟ ÃÁÒÅ ÒÅÄÁÕ 
ÃÁÒÁÃÔÅÒÕÌ ÐÁÒÌÁÎÄÏȢ 5ÎÅÌÅ ÄÏÉÎÅ ÓÕÎÔ ÁÌÃáÔÕÉÔÅ ÄÉÎÔÒ-ÕÎ ÌÁÎĪ ÄÅ ÒÅÃÉÔÁÔÉÖÅ ÐÅ 
ÄÏÕá ÔÒÅÐÔÅȟ ÃÕ ÓÁÕ ÆáÒá ÐÁÓÁÊÅ ÍÅÌÏÄÉÚÁÔÅȢ 2ÅÃÉÔÁÔÉÖÅÌÅ ÓÅ ÐÏÔ ÆÁÃÅ ÐÅ ÔÒÅÐÔÅ 
precum mi, la, si, ÓÏÌ ĦÉ ÍÁÉ ÒÁÒ ÐÅ fa#. Dintre acestea, cele pe treapta I (mi) sunt 
ÃÅÌÅ ÍÁÉ ÒáÓÐÝÎÄÉÔÅ ɉ"ÕÃÅÓÃÕ Ǫ "ÝÒÌÅÁÎÕȟ ΤΡΣΥȡ ΦΡɊȢ 0ÁÓÁÊÅÌÅ ÖÏÒÂÉÔÅȟ ÃÁÒÅ ÓÅ 
ÁÆÌá ÌÁ ÌÉÍÉÔÁ ÄÉÎÔÒÅ ÓÕÎÅÔÕÌ ÖÏÒÂÉÔ ĦÉ ÃÝÎÔÁÔȟ ȵÓÕÎÔ ÆÏÌÏÓÉÔÅ ÄÉÎÔÒ-o necesitate 
ÅØÐÒÅÓÉÖá ĦÉ ÐÅÎÔÒÕ Á ÿÍÂÏÇáĪÉ ÅØÐÒÅÓÉÖÉÔÁÔÅÁ ÐÒÉÎ ÖÁÒÉÁĪÉÅ ÔÉÍÂÒÁÌáȢȱ ɉ"ÕÃÅÓÃÕ 
Ǫ "ÝÒÌÅÁÎÕȟ ΤΡΣΥȡΦΩɊȢ !ÍÂÅÌÅ ÍÁÎÉÅÒÅ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅȟ ÒÅÃÉÔÁÔÉÖÉÃá ĦÉ ÖÏÒÂÉÔáȟ 
ÓÅ ÐÏÔ ÿÍÂÉÎÁ ÿÎ ÄÅÃÕÒÓÕÌ ÁÃÅÌÅÉÁĦÉ ÆÒÁÚÅȟ ÃÒÅÝÎÄ ÁÔÍÏÓÆÅÒÁ ÒÅÃÉÔÁÔÉÖÉÃá 
ÓÐÅÃÉÆÉÃá Á ÂáÔÒÝÎÅĦÔÉÉȢ _Î ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÒÉÔÍÉÃÁȟ ÓÅ ÅÖÉÄÅÎĪÉÁÚá ÓÉÓÔÅÍÕÌ 
ritmic parlando-ÒÕÂÁÔÏ ÍÁÉ ÁÌÅÓ ÿÎ ÇÅÎÕÒÉÌÅ ÉÎÔÅÒÐÒÅÔÁÔÅ ÓÏÌÏ ɉÄÏÉÎáȟ ÂÏÃÅÔȟ 
cântec propriu-ÚÉÓ ÿÎ ÓÔÉÌ ÔáÒáÇáÎÁÔɊ ĦÉ ÒÉÔÍÉÃá ÍáÓÕÒÁÔáȟ ÃÈÉÁÒ ÄÅ ÔÉÐ ÏÓÔÉÎÁÔÏ 
ritmic ɀ ÐÅÎÔÒÕ ÐÉÅÓÅÌÅ ÉÎÔÅÒÐÒÅÔÁÔÅ ÿÎ ÇÒÕÐ ɉÇÅÎÕÒÉÌÅ ÎÕÐĪÉÁÌÅ ÐÒÅÃÕÍ ÃÝÎÔÅÃÕÌ 
miresei, cântecul aÄÒÅÓÁÔ ÎÕÎÕÌÕÉ ÅÔÃȢɊȢ 3ÅÃĪÉÕÎÅÁ ÒÅÆÅÒÉÔÏÁÒÅ ÌÁ ÒÉÔÍÉÃá ÅÓÔÅ 
ÿÎÓÏĪÉÔá ÄÅ ÅØÅÍÐÌÅ ÍÕÚÉÃÁÌÅ ɉÃÁ ÄÅ ÁÌÔÆÅÌ ÆÉÅÃÁÒÅ ÄÉÎ ÐáÒĪÉÌÅ ÄÅ ÔÅØÔ ÁÌÅ 
studiului care descriu elementelor de limbaj muzical), constând în schemele 
ritmice ale diverselor genuri, pornind de la ÄÏÉÎá ÓÁÕ ÃÝÎÔÅÃÅ ÿÎ ÓÔÉÌ ÄÏÉÎÉÔ ĦÉ 
ÁÊÕÎÇÝÎÄ ĦÉ ÌÁ ÐÉÅÓÅÌÅ ÿÎ ÒÉÔÍ ÍáÓÕÒÁÔ ɉÇÉÕÓÔÏȟ ÁËÓÁËȟ ÄÉÖÉÚÉÏÎÁÒɊ ɉΤΡΣΥȡ ΦΪ-58) 

#ÏÌÅÃĪÉÁ ÍÕÚÉÃÁÌá Á ÖÏÌÕÍÕÌÕÉ ÃÕÐÒÉÎÄÅ ΤΥΡ ÄÅ ÍÅÌÏÄÉÉȟ ÏÒÇÁÎÉÚÁÔÅ ÐÅ 
ÇÅÎÕÒÉ ĦÉ ÿÎ ÆÕÎÃĪÉÅ ÄÅ ÍÏÄÕÌ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ ɀ vocale ɀ doine, cântece, bocete 
ĦÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ɀ ÿÎ ÓÔÉÌ ÒÕÂÁÔÏ ĦÉ ÄÅ ÊÏÃȢ %Á ÒÅÐÒÅÚÉÎÔá ÐÁÒÔÅÁ ÃÅÎÔÒÁÌá Á 
ÌÕÃÒáÒÉÉȟ ÄÅÏÁÒÅÃÅ ÃÏÎĪÉÎÅ ÍÅÌÏÄÉÉ ÖÅÃÈÉȟ ÃÕÌÅÓÅ ÄÉÒÅÃÔ ÄÅ ÌÁ ÓÕÒÓáȟ ÃÕ ÖÁÌÏÁÒÅÁ 
ÄÅ ÐÁÔÒÉÍÏÎÉÕȟ ÃÁÒÅ ÐÏÔ ÓÅÒÖÉ ÄÒÅÐÔ ÍÏÄÅÌÅ ÐÅÎÔÒÕ ÉÎÔÅÒÐÒÅĪÉÉ ÄÅ ÁÓÔáÚÉȟ ÐÅÎÔÒÕ 
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ca ÓÔÉÌÕÌ ÄÅ ÂáÔÒÝÎÅÁÓÃá Óá ÆÉÅ ÿÎ ÃÏÎÔÉÎÕÁÒÅ ÐáÓÔÒÁÔȢ $ÉÎ ÐáÃÁÔÅȟ ÁÃÅÓÔ ÖÏÌÕÍȟ 
ÃÁ ÄÅ ÁÌÔÆÅÌ ĦÉ ÍÁÊÏÒÉÔÁÔÅÁ ÃÕÌÅÇÅÒÉÌÏÒ ÄÅ ÆÏÌÃÌÏÒ ÐÕÂÌÉÃÁÔÅ ÄÅ ÓÐÅÃÉÁÌÉĦÔÉ ÄÉÎ ĪÁÒáȟ 
ÎÕ ÓÕÎÔ ÆÏÌÏÓÉÔÅ ÄÅ ÃáÔÒÅ ÉÎÔÅÒÐÒÅĪÉȟ ÃÉ ÓÕÓÃÉÔáȟ ÃÅÌ ÍÁÉ ÁÄÅÓÅÁȟ ÄÏÁÒ ÉÎÔÅÒÅÓÕÌ 
ÃÅÒÃÅÔáÒÉÌÏÒȢ 0ÕÂÌÉÃÕÌ ÌÁÒÇȟ ÉÎÔÅÒÐÒÅĪÉÉ ÄÅ ÓÃÅÎá ĦÉ ÄÅ ÍÕÌÔÅ ÏÒi nici chiar 
ÐÒÏÆÅÓÏÒÉÉ ĦÉ ÉÎÓÔÒÕÃÔÏÒÉÉ ÄÅ ÆÏÒÍÁĪÉÉ ÃÕ ÓÐÅÃÉÆÉÃ ÆÏÌÃÌÏÒÉÃ ÎÕ ÌÅ ÃÕÎÏÓÃ ÓÁÕ ÌÅ ÓÕÎÔ 
ÇÒÅÕ ÁÃÃÅÓÉÂÉÌÅȟ ĪÉÎÝÎÄ ÃÏÎÔ Ãá ÔÉÒÁÊÕÌ ÕÎÏÒ ÁÓÔÆÅÌ ÄÅ ÐÕÂÌÉÃÁĪÉÉ ÄÅ ÓÐÅÃÉÁÌÉÔÁÔÅ 
este destul de mic, ÄÁÒ ÍÁÉ ÁÌÅÓ ÄÉÎ ÃÁÕÚÁ ÆÁÐÔÕÌÕÉ ÐÅÎÔÒÕ Ãá ÄÏÁÒ ÄÉÎ ÐÁÒÔÉÔÕÒáȟ 
ÅÓÔÅ ÆÏÁÒÔÅ ÇÒÅÕ ÄÅ ÒÅÃÒÅÁÔ ÍÅÌÏÄÉÁ ÆÏÌÃÌÏÒÉÃáȟ ÁÃÅÁÓÔÁ ÿÎÖáĪÝÎÄÕ-se în mod 
normal din oralitate. Personal, în calitate de profesor la Universitatea 
.ÁĪÉÏÎÁÌá ÄÅ !ÒÔÅ ȵ'ÅÏÒÇÅ %ÎÅÓÃÕȱ ÄÉÎ )ÁĦÉ ĦÉ coordonator al Ansamblului 
ȵ&ÌÏÒÁÌÉÁȱ ÁÌ ÁÃÅÓÔÅÉ ÉÎÓÔÉÔÕĪÉÉȟ ÕÔÉÌÉÚÅÚ ÆÏÁÒÔÅ ÄÅÓ ÍÅÌÏÄÉÉÌÅ ÄÉÎ ÃÕÌÅÇÅÒÉÌÅ ÄÅ 
ÆÏÌÃÌÏÒȟ ÁÔÝÔ ÿÎ ÃÁÄÒÕÌ ÃÕÒÓÕÒÉÌÏÒ ÄÅ ÆÏÌÃÌÏÒȟ ÃÝÔ ĦÉ ÌÁ ÒÅÐÅÔÉĪÉÉȟ ÐÅÎÔÒÕ ÃÏÎÃÅÒÔÅÌÅ 
ÓÕÓĪÉÎÕÔÅ ÃÕ ÓÃÏÐÕÌ ÄÅ Á ÐÒÏÍÏÖÁ ÆÏÌÃÌÏÒÕÌ ÖÅÃÈÉ ÒÏÍÝÎÅÓÃ ÐÕÂÌÉÃÕÌÕÉ ÉÅĦÅÁÎȢ 
! ÓÅ ÖÅÄÅÁ ÿÎ 2ÅÆÅÒÉÎĪÅ ȵ!ÎÓÁÍÂÌÕÌ &ÌÏÒÁÌÉÁȱ ɉΤΡΣΪɊȢ 

CD-ÕÌ ÁÕÄÉÏ ÁÔÁĦÁÔ ÖÏÌÕÍÕÌÕÉ ÃÒÅĦÔÅ ÖÁÌÏÁÒÅÁ ÖÏÌÕÍÕÌÕÉ ÒÅÅÄÉÔÁÔȟ 
ÃÏÍÐÁÒÁÔÉÖ ÃÕ ÐÒÉÍÁ ÅÄÉĪÉÅȢ %Ì ÃÏÎĪÉÎÅ ΧΥ ÄÅ ÅØÅÍÐÌÅ ÍÕÚÉÃÁÌÅ ÄÅ ÁÒÈÉÖáȟ 
ÁÐÁÒĪÉÎÝÎÄ ÕÒÍáÔÏÁÒÅÌÏÒ ÃÁÔÅÇÏÒÉÉȡ $ÏÉÎÅ ÖÏÃÁÌÅ ÃÕ ÔÅØÔ ÌÉÒÉÃȠ $ÏÉÎÅ ÖÏÃÁÌÅ ÃÕ 
ÔÅØÔ ÅÐÉÃȠ $ÏÉÎÅ ĦÉ ÃÝÎÔÅÃÅ ÄÅ ÌÅÁÇáÎȠ $ÏÉÎÅȟ ÃÝÎÔÅÃÅ ĦÉ ÓÔÒÉÇáÔÕÒÉ ÌÁ ÎÕÎÔáȠ 
#ÝÎÔÅÃÅ ÎÅÏÃÁÚÉÏÎÁÌÅȠ "ÏÃÅÔÅ ÖÏÃÁÌÅ ĦÉ ÍÏÍÅÎÔÅ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÄÅ ÂÏÃÉÔȠ 
$ÏÉÎÅ ÉÎÓÔÒÕÍÅÎÔÁÌÅȠ -ÅÌÏÄÉÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÄÅ ÊÏÃȢ _ÎÒÅÇÉÓÔÒáÒÉÌÅ ÍÕÚÉÃÁÌÅ 
ÉÎÓÅÒÁÔÅ ÐÅ #$ ÁÃÏÐÅÒá ÿÎÔÒÅÁÇÁ ÐÁÌÅÔá ÄÅ ÒÅÐÅÒÔÏÒÉÕ ÓÐÅÃÉÆÉÃá ÓÔÉÌÕÌÕÉ de 
ÂáÔÒÝÎÅÁÓÃáȟ ÃÏÎÓÔÉÔÕÉÎÄ ÍÏÓÔÒÅ ÁÕÔÅÎÔÉÃÅ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ Á ÓÔÉÌÕÌÕÉ ÄÏÉÎÉÔ 
ÒáÄáÕĪÅÁÎȟ ÐÅ ÃÁÒÅ ÃÅÉ ÉÎÔÅÒÅÓÁĪÉ ÐÏÔ Óá ÌÅ ÁÓÃÕÌÔÅ ĦÉ ÁÓÔÆÅÌ Óá ÓÅ ÉÎÓÐÉÒÅ ÐÅÎÔÒÕ 
Ï ÉÎÔÅÒÐÒÅÔÁÒÅ ÃÝÔ ÍÁÉ ÁÐÒÏÐÉÁÔá ÄÅ ÏÒÉÇÉÎÁÌȢ !ÕÔÏÒÉÉ ÃÏÎÓÉÄÅÒá Ãá ȵÍÁÎÉÅÒÁ ÄÅ 
interpretare aÒÁÔá Ãá ÍÅÌÏÄÉÃÁ ÄÅ ÂáÔÒÝÎÅÁÓÃá ÓÅ ÎÁĦÔÅ ÄÉÎ ÇÒÁÉÕÌ ÖÉÕ ÆÏÌÏÓÉÔ ÄÅ 
ÌÏÃÁÌÎÉÃÉȢ / ÃÕÌÏÁÒÅ ÄÅÏÓÅÂÉÔá ÿÎ ÉÎÔÅÒÐÒÅÔÁÒÅ ÅÓÔÅ ÄÁÔá ÄÅ ÆÅÌÕÌ ÚÉÃÅÒÉÉ 
ÒÅÃÉÔÁÔÉÖÅÌÏÒ ĦÉ Á ÐÁÓÁÊÅÌÏÒ ÖÏÒÂÉÔÅȱ ɉ"ÕÃÅÓÃÕ Ǫ #ÉÕÂÏÔÁÒÕǪ "ÝÒÌÅÁÎÕȟ ΣΫΩΫȡ 
8,)6ɊȢ $Å Ï ÁÐÒÅÃÉÅÒÅ ÁÐÁÒÔÅ ÓÅ ÂÕÃÕÒá rapsodul Aglaia Baimacean din comuna 
3ÔÒÁÊÁȟ ÊÕÄÅĪÕÌ 3ÕÃÅÁÖÁȟ ÄÅĪÉÎáÔÏÁÒÅ Á ÕÎÕÉ ÒÅÐÅÒÔÏÒÉÕ ÖÅÃÈÉȟ ÆÏÁÒÔÅ ÂÏÇÁÔȟ ÄÁÒ 
ĦÉ ÃÒÅÁÔÏÁÒÅ ÿÎ ÁÃÅÌÁĦÉ ÔÉÍÐȟ ÁÔÝÔ ÄÅ ÔÅØÔÅȟ ÃÝÔ ĦÉ ÄÅ ÍÅÌÏÄÉÉ ÿÎ ÓÔÉÌ ÄÅ 
ÂáÔÒÝÎÅÁÓÃáȢ $ÉÎÔÒÅ ÍÅÌÏÄÉÉÌÅ ÒÅÐÒÅÚÅÎÔÁÔÉÖÅ ÄÅ ÐÅ #$ȟ ÉÎÔÅÒÐÒÅÔÁte de acest 
ÒÁÐÓÏÄȟ ÍÅÎĪÉÏÎáÍȟ ÄÅ ÐÉÌÄáȟ ÄÏÉÎÁ ÖÏÃÁÌá ÃÕ ÔÅØÔ ÌÉÒÉÃȟ -ÝÎÄÒáȟ ÍÝÎÄÒÕÌÉĪÁ 
mea (t rack-ul 8 de pe CD-ÕÌ ÁÔÁĦÁÔ ÖÏÌÕÍÕÌÕÉ 3ÔÉÌÕÌ ÍÕÚÉÃÁÌ ÁÒÈÁÉÃ ÄÉÎ ĪÉÎÕÔÕÌ 
2áÄáÕĪÉÌÏÒ)ȟ ÃÕÌÅÇÅÒÅÁ ÆÉÉÎÄ ÒÅÁÌÉÚÁÔá ÿÎ ÁÎÕÌ ΣΫΩΣȟ ÁÔÕÎÃÉ ÃÝÎÔ ÉÎÔÅÒÐÒÅÔÁ ÁÖÅÁ 
vârsta dÅ ΨΫ ÄÅ ÁÎÉȢ ȵ3ÔÉÌÕÌ ÅÉ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ ÓÅ ÒÅÍÁÒÃá ÐÒÉÎ ÓÉÍÐÌÉÔÁÔÅ ĦÉ 
ÅØÐÒÅÓÉÖÉÔÁÔÅȢ _Î ÔÉÍÐÕÌ ÉÎÔÅÒÐÒÅÔáÒÉÉ ÅÁ ÿĦÉ ÃÏÎÓÔÒÕÉÅĦÔÅ ÍÅÌÏÄÉÃÁ ÿÎ ÓÐÅÃÉÁÌ ÃÕ 
ÁÊÕÔÏÒÕÌ ÒÅÃÉÔÁÔÉÖÅÌÏÒ ÐÅ ÔÒÅÐÔÅÌÅ ÿÎÔÝÉ ĦÉ Á ÐÁÔÒÁ ɉmi, la), cu pasaje vorbite, de 
ÄÉÍÅÎÓÉÕÎÉ ÖÁÒÉÁÂÉÌÅȟ ÃÕ ÕÎ ÎÕÍáÒ ÍÉÃ ÄÅ ÒÅÃÉÔÁÔÉÖÅ ÍÅÌÏÄÉÚÁÔÅ ÿÎÔÒÅĪÅÓÕÔÅ ÃÕ 
ÆÒÁÚÅ ÓÔÒÕÃÔÕÒÁÔÅ ÐÅ ÍÉÃÉ ÆÏÒÍÕÌÅ ÍÅÌÏÄÉÃÅȢ ɉȢȢȢɊ #ÝÎÔÅÃÅÌÅ ÓÁÌÅ ÄÅÚÖáÌÕÉÅ 
ÿÎÁÌÔÕÌ ÎÉÖÅÌ ÁÒÔÉÓÔÉÃ ÁÌ ÃÒÅÁĪÉÅÉ ÐÏÐÕÌÁÒÅ ÅØÉÓÔÅÎÔ ÿÎ "áÔÒÝÎÅÁÓÃÁ ÒáÄáÕĪÅÁÎáȢȱ 
(Bucescu & Bârleanu, 2013: 73) 

Un alt exemplu relevant de performare, de data aceasta 
ÉÎÓÔÒÕÍÅÎÔÁÌáȟ Á ÕÎÅÉ ÍÅÌÏÄÉÉ ÿÎ ÒÉÔÍ ÍáÓÕÒÁÔ ÅÓÔÅ "áÔÒÝÎÅÁÓÃÁ ÃÕÌÅÁÓá ÄÉÎ 
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ÃÏÍÕÎÁ "ÉÌÃÁȟ ÄÅ ÌÁ ÉÎÔÅÒÐÒÅÔÕÌ )ÌÉÅ -ÉÈáÉÌáȟ ÄÅ ΪΥ ÁÎÉȟ ÌÁ ÆÌÕÉÅÒ ÍÉÃ ÆáÒá ÄÏÐȟ 
ÃÕÌÅÇÅÒÅÁ ÆÉÉÎÄ ÒÅÁÌÉÚÁÔá ÿÎ ÁÎÕÌ ΣΫΨΫ (track-ul 49 de pe CD)Ȣ 3Å ÅÖÉÄÅÎĪÉÁÚá 
ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÐÌÉÎá ÄÅ ÃÕÌÏÁÒÅ ĦÉ ÅØÐÒÅÓÉÖÉÔÁÔÅ Á ÌÕÉ )ÌÉÅ -ÉÈáÉÌáȟ ÃÕ ÏÒÎÁÍÅÎÔÉÃÁ 
ÅØÅÃÕÔÁÔá ÃÕ ÓÕÐÌÅĪÅ ĦÉ ÿÎÓÏĪÉÒÅÁ ÍÅÌÏÄÉÅÉ ÄÅ ÉÓÏÎÕÌ ÇÕÔÕÒÁÌȟ ÓÐÅÃÉÆÉÃá ÍÁÎÉÅÒÉÉ 
ÖÅÃÈÉ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅ ÌÁ ÆÌÕÉÅÒÕÌ ÍÏÌÄÏÖÅÎÅÓÃ ÆáÒá ÄÏÐȢ 

 

 
 

Fig. 2.  "áÔÒÝÎÅÁÓÃÁȟ ÆÌÕÉÅÒȟ )ÌÉÅ -ÉÈáÉÌáȟ "ÉÌÃÁ - Suceava (Bârleanu & Bucescu, 
2021: 332) 
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,ÕÃÒÁÒÅÁ ÉÍÐÒÅÓÉÏÎÅÁÚá ÐÒÉÎ ÖÁÌÏÁÒÅÁ ÍÁÔÅÒÉÁÌÕÌÕÉ ÍÕÚÉÃÁÌ ÉÎÃÌÕÓȟ ÄÁÒ 
ĦÉ ÐÒÉÎ ÒÉÇÏÁÒÅÁ ÓÔÕÄÉÕÌÕÉ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃȢ !ÃÅÓÔÁ Á ÆÏÓÔ ÅÌÁÂÏÒÁÔ ÃÏÎÆÏÒÍ 
ÃÅÌÏÒ ÍÁÉ ÿÎÁÌÔÅ ÓÔÁÎÄÁÒÄÅ ĦÔÉÉÎĪÉÆÉÃÅ ÍÏÄÅÒÎÅ ĦÉ ÕÒÍáÒÅĦÔÅ ÃÁÒÁÃÔÅÒÉÓÔÉÃÉÌÅ 
elementelor de limbaj muzical specÉÆÉÃÅ ÍÅÌÏÄÉÉÌÏÒ ÿÎ ÓÔÉÌ ÄÅ ÂáÔÒÝÎÅÁÓÃáȟ ÿÎÔÒ-
un stil sintetic, clar, coerent, cu exemple muzicale concludente. Sunt foarte 
ÉÎÔÅÒÅÓÁÎÔÅ ĦÉ ÃÏÎÅØÉÕÎÉÌÅ ÒÅÁÌÉÚÁÔÅ ÄÅ ÁÕÔÏÒÉ ÿÎÔÒÅ ÒÅÐÅÒÔÏÒÉÕÌ ÄÅ ÂáÔÒÝÎÅÁÓÃá 
ĦÉ ÁÌÔÅ ÓÔÉÌÕÒÉ ÍÕÚÉÃÁÌÅ ÿÎÖÅÃÉÎÁÔÅȢ 

Al doilea volum de autor, Melodii de joc din Moldova, editat ca volumul 
al IX-ÌÅÁ ÁÌ #ÁÉÅÔÅÌÏÒ !ÒÈÉÖÅÉ ÄÅ &ÏÌÃÌÏÒȟ Á ÁÐáÒÕÔ ÔÏÔ ÌÁ )ÁĦÉȟ ÿÎ ÁÎÕÌ ΣΫΫΡȢ %ÓÔÅ Ï 
ÌÕÃÒÁÒÅ ÄÅ ÍÁÒÉ ÄÉÍÅÎÓÉÕÎÉȟ ÿÎÓÕÍÝÎÄ ΧΧΦ ÄÅ ÐÁÇÉÎÉȟ ÁÌÃáÔÕÉÔá ÄÉÎ Studiu 
introductiv (pp. 1-65), Antologie (pp. 67-502), 0ÒÏÖÅÎÉÅÎĪÁ ÍÁÔÅÒÉÁÌÅÌÏÒ ÉÎÃÌÕÓÅ 
(pp. 503-554). Lucrarea s-Á ÂÕÃÕÒÁÔ ÄÅ ÁÐÒÅÃÉÅÒÅÁ ÓÐÅÃÉÁÌÉĦÔÉÌÏÒȟ ÁÔÝÔ Á ÃÅÌÏÒ ÄÉÎ 
)ÁĦÉȡ ȵ6ÏÌÕÍÕÌ ȾȢȢȢȾ ÒÅÐÒÅÚÉÎÔá Ï ÃÅÒÃÅÔÁÒÅ ÅØÅÍÐÌÁÒáȟ ÕÎÉÃá ÿÎ ÂÉÂÌÉÏÇÒÁÆÉÁ ÄÅ 
specialitate a melosului coregrafic dÉÎ ÁÃÅÁÓÔá ÐÁÒÔÅ Á ĪáÒÉÉȢȱ ɉ#ÉÕÂÏÔÁÒÕȟ ΤΡΣΣȡ 
ΥΨɊȟ ÃÝÔ ĦÉ Á ÃÅÌÏÒ ÄÉÎ ÃÁÐÉÔÁÌáȢ )ÁÔá ÕÎ ÓÃÕÒÔ ÅØÔÒÁÓ ÄÉÎ ÒÅÃÅÎÚÉÁ ÒÅÁÌÉÚÁÔá ÄÅ 
ÅÔÎÏÍÕÚÉÃÏÌÏÇÕÌ 3ÐÅÒÁÎĪÁ 2áÄÕÌÅÓÃÕȡ ȵ)ÍÐÒÅÓÉÏÎÁÎÔá ÐÒÉÎ ÿÎÔÉÎÄÅÒÅ ɉΧΡΡ ÄÅ 
ÐÁÇÉÎÉɊ ĦÉ ÒÅÃÏÎÆÏÒÔÁÎÔá ÐÒÉÎ ÃÏÎĪÉÎÕÔȟ ÅÁ ÓÅ ÓÔÒÕÃÔÕÒÅÁÚá ÿÎ ÊÕÒÕÌ ÕÎÕÉ ÃÏÒÐÕÓ 
ÄÅ ÁÐÒÏÁÐÅ ΪΡΡ ÄÅ ÐÉÅÓÅ ÍÕÚÉÃÁÌÅȟ ÔÒÁÎÓÃÒÉÓÅ ÄÕÐá ÔÏÁÔÅ ÁÐÁÒÅÎĪÅÌÅ ÖÉÚÕÁÌÅȟ 
ÃÏÒÅÃÔ ĦÉ ÃÕ ÍÉÎÕĪÉÅȢ ȾȢȢȢȾ ÐÒÅÚÅÎÔÁÒÅÁ ȺÔÉÐÕÒÉÌÏÒȻ ÄÅ ÊÏÃÕÒÉ ÃÏÎÓÔÉÔÕÉÅȟ ÄÕÐá 
ÐáÒÅÒÅÁ ÍÅÁȟ ÃÏÎÔÒÉÂÕĪÉÁ ÔÅÏÒÅÔÉÃá ÃÅÁ ÍÁÉ ÃÏÎÓÉÓÔÅÎÔá Á ÄÏÍÎÉÌÏÒ 6ÉÏÒÅÌ 
BârlÅÁÎÕ ĦÉ &ÌÏÒÉÎ "ÕÃÅÓÃÕȢ 3ÐÒÉÊÉÎÉÎÄÕ-ÓÅ ÐÅ Ï ÅØÃÅÌÅÎÔá ÃÕÎÏÁĦÔÅÒÅ Á 
ÆÏÌÃÌÏÒÕÌÕÉ ÍÏÌÄÏÖÅÎÅÓÃȟ ÃÅÉ ÄÏÉ ÁÕÔÏÒÉ ÃÏÎÅØÅÁÚá ÄÅÎÕÍÉÒÉÌÅȟ ÐÁÒÔÉÃÕÌÁÒÉÔáĪÉÌÅ 
ÍÕÚÉÃÁÌÅ ĦÉ ÐÁÒÔÉÃÕÌÁÒÉÔáĪÉÌÅ ÃÏÒÅÇÒÁÆÉÃÅ ĦÉ ÒÅÌÅÖÅÁÚá ÃÏÎÇÒÕÅÎĪÅ ĦÉ ÄÉÓÐÁÒÉĪÉÉ 
ÿÎÔÒÅ ÐÌÁÎÕÒÉȢ $ÉÎ ÍáÎÕÎÃÈÉ ÄÅ ÃÏÎÇÒÕÅÎĪÅ ÉÎÄÕÂÉÔÁÂÉÌÅȟ ÅÉ ÓÔÁÂÉÌÅÓÃ ÐÁÒÁÍÅÔÒÉÉ 
ĦÉ ÿÎ ÁÃÅÌÁĦÉ ÔÉÍÐ ÃÒÉÔÅÒÉÉÌÅ ÄÅ ÄÅÐÁÒÔÁÊÁÒÅ Á ÃÁÔÅÇÏÒÉÉÌÏÒ ÄÅ ÊÏÃÕÒÉȢȱ ɉ2áÄÕÌÅÓÃÕȟ 
1990: 15-16). 

$ÁÔÏÒÉÔá ÖÁÌÏÒÉÉ ÉÎÔÒÉÎÓÅÃi ÐÅ ÃÁÒÅ Ï ÒÅÐÒÅÚÉÎÔá ÐÅÎÔÒÕ ÐÁÔÒÉÍÏÎÉÕÌ 
ÉÍÁÔÅÒÉÁÌ ÍÏÌÄÏÖÅÎÅÓÃȟ ĦÉ ÃÅÌ ÄÅ ÁÌ ÎÏÕáÌÅÁ ÖÏÌÕÍ ÁÌ #ÁÉÅÔÅÌÏÒ !ÒÈÉÖÅÉ ÄÅ 
Folclor a fost reeditat în anul 2021, sub titlul Melodii instrumentale de joc din 
Moldova ÌÁ %ÄÉÔÕÒÁ -ÕÚÉÃÁÌá ÄÉÎ "ÕÃÕÒÅĦÔÉȟ ÃÁ ÕÒÍÁÒÅ Á ÉÎÉĪÉÁÔÉÖÅÉ ĦÉ Á ÓÐÒÉÊÉÎÕÌÕÉ 
ÇÅÎÅÒÏÓ ÁÃÏÒÄÁÔ ÄÅ ÅÔÎÏÍÕÚÉÃÏÌÏÇÕÌ ÄÒȢ #ÏÎÓÔÁÎĪÁ #ÒÉÓÔÅÓÃÕ ɉÐÒÉÎ #ÅÎÔÒÕÌ 
#ÕÌÔÕÒÁÌ "ÕÃÏÖÉÎÁ ÄÉÎ 3ÕÃÅÁÖÁɊȟ ÃÅÁ ÃÁÒÅ Á ÓÕÓĪÉÎÕÔ ĦÉ ÒÅÁÐÁÒÉĪÉÁ ÐÒÉÍÕÌÕÉ 
ÖÏÌÕÍȟ ÄÕÐá ÃÕÍ Ó-Á ÍÅÎĪÉÏÎÁÔ ÁÎterior. Mi-Á ÒÅÖÅÎÉÔ ÄÅ ÁÃÅÁÓÔá ÄÁÔá ÏÎÏÁÒÅÁ 
ĦÉ ÒáÓÐÕÎÄÅÒÅÁ ÄÅ Á ÿÎÇÒÉÊÉ ÁÃÅÁÓÔá ÅÄÉĪÉÅ ÓÅÃÕÎÄá Á Melodiilor de joc din 
Moldova, misiune care s-Á ÁÒáÔÁÔ Á ÆÉ ÕÎÁ ÄÅÌÏÃ ÕĦÏÁÒáȟ ÍÁÉ ÁÌÅÓ ÄÁÔÏÒÉÔá 
ÁÍÐÌÉÔÕÄÉÎÉÉ ÃÏÌÅÃĪÉÅÉ ÍÕÚÉÃÁÌÅȟ ÃÁÒÅ Á ÔÒÅÂÕÉÔ ÒÅÄÁÃÔÁÔá ÃÏÍÐÕÔÅÒÉÚÁÔ ɉÌÁ 
ÁÃÅÁÓÔá ÄÉÆÉÃÉÌá ÏÐÅÒÁĪÉÕÎÅ ÁÕ ÃÏÎÔÒÉÂÕÉÔ ÎÕ ÍÁÉ ÐÕĪÉÎ ÄÅ ÃÉÎÃÉ ÔÅÈÎÏÒÅÄÁÃÔÏÒÉɊ 
ĦÉ ÁÒÁÎÊÁÔá ÿÎ ÐÁÇÉÎáȢ !Í ÁÖÕÔ ÿÎÓá ÄÅÏÓÅÂÉÔÁ ÐÌáÃÅÒÅ ÄÅ Á ÃÏÌÁÂÏÒÁ ÌÁ ÿÎÇÒÉÊÉÒÅÁ 
ÅÄÉĪÉÅÉ ÃÕ ÄÏÍÎÕÌ 6ÉÏÒÅÌ "ÝÒÌÅÁÎÕȟ ÃÁÒÅ Á ÆáÃÕÔ ÃÏÍÐÌÅÔáÒÉÌÅ ĦÉ ÃÏÒÅÃÔÕÒÉÌÅ 
necesare.   

6ÁÒÉÁÎÔÁ ÄÉÎ ΤΡΤΣ ÁÒÅ ÕÎ ÎÕÍáÒ ÍÁÉ ÁÍÐÌÕ ÄÅ ÐÁÇÉÎÉ ɉΨΦΪɊȟ ÄÉÆÅÒÅÎĪÁ 
ÄÅ ÐÁÇÉÎÁĪÉÅ ÒÅÚÕÌÔÝÎÄ ÄÉÎ ÒÅÓÃÒÉÅÒÅÁ ÃÏÍÐÕÔÅÒÉÚÁÔá Á ÐÁÒÔÉÔÕÒÉÌÏÒȟ ÐÒÅÃÕÍ ĦÉ 
ÄÉÎ ÒÅÓÔÒÕÃÔÕÒÁÒÅÁ ÿÎ ÆÏÒÍÁÔ ÔÁÂÅÌÁÔ Á ÓÅÃĪÉÕÎÉÉ ÆÉÎÁÌÅ Á ÃáÒĪÉÉȟ 0ÒÏÖÅÎÉÅÎĪÁ 
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ÍÁÔÅÒÉÁÌÅÌÏÒ ÉÎÃÌÕÓÅȢ !ÃÅÁÓÔÁ Á ÆÏÓÔ ÒÅÄÅÎÕÍÉÔá ȵ)ÎÄÅØ ÁÌÆÁÂÅÔÉÃ ÁÌ ÊÏÃÕÒÉÌÏÒ 
ÉÎÃÌÕÓÅ ÿÎ !ÎÔÏÌÏÇÉÅȟ ÃÕ ÐÒÅÃÉÚÁÒÅÁ ÒÅÐÅÒÅÌÏÒ ÿÎ !ÒÈÉÖÁ ÄÅ &ÏÌÃÌÏÒȱȟ 
ÒÅÓÔÒÕÃÔÕÒÁÒÅÁ ÔÁÂÅÌÁÔá ÆÉÉÎÄ ÎÅÃÅÓÁÒá ÐÅÎÔÒÕ Ï ÍÁÉ ÆÁÃÉÌá ÖÉÚÕÁÌÉÚÁÒÅ ĦÉ 
ÁÃÃÅÓÁÒÅ Á ÁÃÅÓÔÏÒ ÉÎÆÏÒÍÁĪÉÉȢ 3ÔÕÄÉÕÌ ÉÎÔÒÏÄÕÃÔÉÖ ÅÓÔÅ ÓÔÒÕÃÔÕÒÁÔ ÿÎ ÄÏÕá ÐáÒĪÉȢ 
0ÒÉÍÁ ÐÁÒÔÅȟ ÉÎÔÉÔÕÌÁÔá ȵ#ÏÎÓÉÄÅÒÁĪÉÉ ÉÓÔÏÒÉÃÅȱ ÐÒÅÚÉÎÔá ÅÖÏÌÕÔÉÖȟ ÄÉÎ 
ÐÅÒÓÐÅÃÔÉÖá ÃÒÉÔÉÃáȟ ÓÔÁÄÉÕÌ ÃÅÒÃÅÔáÒÉÌÏÒ ÍÅÌÏÄÉÉÌÏÒ ÄÅ ÊÏÃȢ !Õ ÆÏÓÔ ÁÄÕÓÅ ĦÉ 
ÃÝÔÅÖÁ ÃÏÍÐÌÅÔáÒÉ ĦÉ ÁÃÔÕÁÌÉÚáÒÉ ÂÉÎÅÖÅÎÉÔÅȟ ÐÒÉÎ ÔÒÅÃÅÒÅÁ ÿÎ ÒÅÖÉÓÔá Á ÔÉÔÌÕÒÉÌÏÒ 
ÄÅ ÃÕÌÅÇÅÒÉ ÄÅ ÆÏÌÃÌÏÒ ÁÐáÒÕÔÅ ÄÕÐá ΣΫΫΡ ɉÁÎÕÌ ÁÐÁÒÉĪÉÅÉ ÐÒÉÍÅÉ ÅÄÉĪÉÉɊ ÃÁÒÅ 
ÃÏÎĪÉÎ ÍÅÌÏÄÉÉ ÄÅ ÊÏÃȟ ÿÎÓÏĪÉÔÅ ÄÅ ÏÂÓÅÒÖÁĪÉÉ ÐÅÒÔÉÎÅÎÔÅ ÐÒÉÖÉÎÄ ÃÏÎĪÉÎÕÔÕÌ ĦÉ 
ÍÏÄÕÌ ÄÅ ÏÒÇÁÎÉÚÁÒÅȾÁÂÏÒÄÁÒÅ ÍÅÔÏÄÏÌÏÇÉÃá ÁÌÅ ÁÃÅÓÔÏÒÁȢ $ÉÎ ÁÃÅÁÓÔá 
categorie ÄÅ ÃÕÌÅÇÅÒÉ ÄÅ ÆÏÌÃÌÏÒȟ ÓÅ ÅÖÉÄÅÎĪÉÁÚá ÌÕÃÒÁÒÅÁ ÌÕÉ 'ÅÏÒÇÅ 3ÝÒÂÕȟ 
&ÏÌÃÌÏÒ ÍÕÚÉÃÁÌ ÉÎÓÔÒÕÍÅÎÔÁÌ ÄÉÎ -ÏÌÄÏÖÁȢ §ÉÎÕÔÕÌ "ÁÃáÕÌÕÉ ɉ)ÁĦÉȟ ΤΡΡΥɊ ĦÉ ÍÁÉ 
ÁÌÅÓ ÃÅÁ Á #ÏÎÓÔÁÎĪÅÉ #ÒÉÓÔÅÓÃÕȟ Folclor muzical din Bucovinaȟ ÖÏÌȢ )) ĦÉ ))) 
ɉ3ÕÃÅÁÖÁȟ ΤΡΣΩɊȢ !ÍÂÅÌÅ ÃÏÎĪÉÎ ÍÁÔÅÒÉÁÌ ÍÕÚÉÃÁÌ ÖÁÌÏÒÏÓ ĦÉ ÕÔÉÌÉÚÅÁÚá Ï 
ÁÂÏÒÄÁÒÅ ĦÔÉÉÎĪÉÆÉÃáȟ ÐÒÏÆÅÓÉÏÎÉÓÔáȢ  

Cea de-Á ÄÏÕÁ ÓÅÃĪÉÕÎÅ Á 3ÔÕÄÉÕÌÕÉ ÉÎÔÒÏÄÕÃÔÉÖ ÒÅÐÒÅÚÉÎÔá ĦÉ ÐÁÒÔÅÁ 
ÃÅÎÔÒÁÌá Á ÁÃÅÓÔÕÉÁȟ ÐÒÉÎ ÐÒÅÚÅÎÔÁÒÅÁ ÃÁÒÁÃÔÅÒÉÓÔÉÃÉÌÏÒ ÊÏÃÕÒÉÌÏÒȟ ÁÂÏÒÄÁÒÅ 
ÏÒÉÇÉÎÁÌá ÒÅÁÌÉÚÁÔá ÐÅÎÔÒÕ ÐÒÉÍÁ ÄÁÔá ÐÅÎÔÒÕ ÚÏÎÁ -ÏÌÄÏÖÅÉȢ *ÏÃÕÒÉÌÅ ÓÕÎÔ 
clasificate mai întâi pe criteriul cirÃÕÌÁĪÉÅÉȟ ÿÎ ÊÏÃÕÒÉ ÄÅ ÃÉÒÃÕÌÁĪÉÅ ÇÅÎÅÒÁÌá ɉÐÅ 
tot cuprinsul Moldovei ɀ 5 jocuri: "áÔÕÔÁȟ $Å ÄÏÉȟ (ÏÒÁȟ 2ÕÓÁÓÃÁȟ 3ÝÒÂÁ), cu 
ÃÉÒÃÕÌÁĪÉÅ ÚÏÎÁÌá ɉÐÅ ÄÉÖÅÒÓÅÌÅ ÚÏÎÅ ÅÔÎÏÆÏÌÃÌÏÒÉÃÅ ÄÉÎ ÃÕÐÒÉÎÓÕÌ -ÏÌÄÏÖÅÉ ɀ au 
fost clasificate 9 astfel de jocuri: ArcanÕÌȟ "áÔÒÝÎeasca, Burduiul, Chindia, 
#ÉÏÂáÎÁĦÕÌȟ #ÉÏÂáÎÅÁÓÃÁȟ #ÏÒáÇÈÅÁÓÃÁȟ (ÕĪÕÌÃÁȟ 4ÒÉÌÉĦÅĦÔÉɊ ĦÉ ÃÕ ÃÉÒÃÕÌÁĪÉÅ ÌÏÃÁÌá 
ɉÒÅÓÔÒÝÎÓáȟ Σ-2-Υ ÌÏÃÁÌÉÔáĪÉ ÿÎÖÅÃÉÎÁÔÅȟ ÅØÉÓÔá ÐÅÓÔÅ ΥΡΡ ÄÅ ÊÏÃÕÒÉ ÌÏÃÁÌÅȟ ÃÕ 
ÄÅÎÕÍÉÒÉ ÄÉÖÅÒÓÅɊȢ ,Á ÒÝÎÄÕÌ ÌÏÒȟ ÆÉÅÃÁÒÅ ÊÏÃ ÄÉÎ ÃÁÔÅÇÏÒÉÉÌÅ ÍÅÎĪÉÏÎÁÔÅ ÓÕÎÔ 
ÁÐÏÉ ÄÅÓÃÒÉÓÅ ÄÉÎ ÐÅÒÓÐÅÃÔÉÖá ÍÕÚÉÃÁÌáȟ ÄÁÒ ĦÉ ÃÕ ÕÎÅÌÅ ÔÒÉÍÉÔÅÒÉ ÌÁ ÃÏÒÅgrafia 
ÓÐÅÃÉÆÉÃáȟ ÃÅÅÁ ÃÅ ÁÓÉÇÕÒá Ï ÍÁÉ ÂÕÎá ÿÎĪÅÌÅÇÅÒÅ Á ÆÅÎÏÍÅÎÕÌÕÉ ÏÒÃÈÅÓÔÉÃȟ ÃÕ 
ÃÁÒÁÃÔÅÒ ÓÉÎÃÒÅÔÉÃȢ / ÍÅÎĪÉÕÎÅ ÁÐÁÒÔÅ ÔÒÅÂÕÉÅ ÆáÃÕÔá ÿÎ ÃÁÚÕÌ ÃÌÁÓÉÆÉÃáÒÉÉ 
melodiilor de ÊÏÃ ÃÕ ÃÉÒÃÕÌÁĪÉÅ ÌÏÃÁÌáȢ _Î ÕÒÍÁ ÁÎÁÌÉÚÅÉ ÁÃÅÓÔÏÒ ÔÉÐÕÒÉ ÄÅ ÄÁÎÓÕÒÉȟ 
ÁÕÔÏÒÉÉ ÁÕ ÄÅÓÃÏÐÅÒÉÔ ÃÉÎÃÉ ÓÕÂÃÁÔÅÇÏÒÉÉȡ ΣȢ ÊÏÃÕÒÉ ÃÁÒÅ ÐÒÅÚÉÎÔá ÓÉÍÉÌÉÔÕÄÉÎÉ 
ÍÅÌÏÄÉÃÅ ĦÉ ÃÏÒÅÇÒÁÆÉÃÅ ÃÕ ÊÏÃÕÒÉÌÅ ÃÕ ÃÉÒÃÕÌÁĪÉÅ ÇÅÎÅÒÁÌáȠ ΤȢ ÊÏÃÕÒÉ ÃÁÒÅ ÐÒÏÖÉÎ 
din repertoriul ocazional de AÎÕÌ .ÏÕ ĦÉ ÁÌ ÃÉÃÌÕÌÕÉ ÆÁÍÉÌÉÁÌȠ ΥȢ ÕÎ ÇÒÕÐ ÍÁÉ 
ÒÅÓÔÒÝÎÓ ÄÅ ÊÏÃÕÒÉ ÃÁÒÅ ÁÕ ÔÒáÓáÔÕÒÉ ÃÏÍÕÎÅ ÃÕ ÕÎÅÌÅ ÊÏÃÕÒÉ ÚÏÎÁÌÅȠ ΦȢ ÊÏÃÕÒÉ ÁÌÅ 
ÃáÒÏÒ ÃÁÒÁÃÔÅÒÉÓÔÉÃÉ ÐÒÉÎÃÉÐÁÌÅ ÐÒÏÖÉÎ ÄÉÎ ÒÉÔÍÕÒÉÌÅ ÁÓÉÍÅÔÒÉÃÅȟ ÄÉÎ ÓÃÈÉÍÂáÒÉÌÅ 
ÄÅ ÔÅÍÐÏ ÓÁÕ ÄÅ ÍÅÔÒÕȟ ÐÒÅÃÕÍ ĦÉ ÕÎÅÌÅ ÐÁÒÔÉÃÕÌÁÒÉÔáĪÉ ÃÏÒÅÇÒÁÆÉÃÅȠ ΧȢ ÍÅÌÏÄÉÉ 
ÄÅ ÊÏÃ ÿÎ ÃÁÒÅ ÐÏÔ ÆÉ ÒÅÃÕÎÏÓÃÕÔÅ ÉÎÔÏÎÁĪÉÉ ÁÓÉÍÉÌÁÔÅȟ ÃÁ ÕÒÍÁÒÅ Á ÃÏÎÔÁÃÔÅÌÏÒ ÃÅ 
ÁÕ ÅØÉÓÔÁÔ ÿÎÔÒÅ ÒÏÍÝÎÉ ĦÉ ÐÏÐÏÁÒÅÌÅ ÖÅÃÉÎÅȢ ɉ"ÝÒÌÅÁÎÕȟ "ÕÃÅÓÃÕȟ ΤΡΤΣȡ ΨΡɊȢ $Å 
ÁÓÅÍÅÎÅÁȟ ÐÒÅÃÉÚáÍ Ãá ÿÎ ÖÁÒÉÁÎÔÁ ÒÅÖÉÚÕÉÔá Á ÖÏÌÕÍÕÌÕÉȟ fiecare joc este 
exemplificat muzical printr-Ï ÐÁÒÔÉÔÕÒá ÐÒÅÌÕÁÔá ÄÉÎ !ÎÔÏÌÏÇÉÅȢ  

Corpusul de melodii din Antologie este unul amplu, cuprinzând 792 de 
ÔÉÐÕÒÉ ÍÅÌÏÄÉÃÅȟ ÓÅÌÅÃÔÁÔÅ ÐÅ ÃÒÉÔÅÒÉÉ ÇÅÎÕÉÓÔÉÃÅȟ ÄÅ ÓÔÒÕÃÔÕÒá ÍÕÚÉÃÁÌáȟ 
ÃÏÒÅÇÒÁÆÉÃÅ ĦÉ ÅÓÔÅÔÉÃÅ ÄÉÎ ÁÐÒÏØÉÍÁÔÉÖ ΥΡΡΡ ÄÅ ÆÏÎÏÇÒÁÍÅ ÔÒÁÎÓÃÒÉÓÅ ÄÅ ÃÅÉ 
doi etnomuzicologi. Pentru acest proiÅÃÔ ÁÕ ÓÅÒÖÉÔ ÿÎÓá ÃÁ ÍÁÔÅÒÉÁÌ 
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documentar, aproximativ 4-ΧΡΡΡ ÄÅ ÍÅÌÏÄÉÉȟ ÃÕÌÅÓÅ ÿÎ ÍÁÉ ÂÉÎÅ ÄÅ ÄÏÕá 
ÄÅÃÅÎÉÉȟ ÄÅ ÃáÔÒÅ ÿÎÔÒÅÁÇÁ ÅÃÈÉÐá ÄÅ ÓÐÅÃÉÁÌÉĦÔÉ ÉÍÐÌÉÃÁÔá ÿÎ ÐÒÏÉÅÃÔÅÌÅ ÄÅ 
ÁÍÐÌÏÁÒÅ ÐÒÏÐÕÓÅȟ ÆÏÒÍÁÔá ÄÉÎȡ ,ÁÒÉÓÁ !ÇÁÐÉÅȟ ,ÕÃÉÁ "ÅÒÄÁÎȟ 6ÉÏÒÅÌ "ÝÒÌÅÁÎÕȟ 
Constantin Bostan, Florin Bucescuȟ 3ÉÌÖÉÁ #ÈÉÐÅÒȟ ,ÕÃÉÁ #ÉÒÅĦȟ )ÏÎ (Ȣ #ÉÕÂÏÔÁÒÕȟ 
3ÉÌÖÉÁ #ÉÕÂÏÔÁÒÕȟ -ÉÒÃÅÁ &ÏÔÅÁ ĦÉ ¥ÔÅÆÁÎ 0ÏÐÁȢ  

&ÉÎÁÌÕÌ ÌÕÃÒáÒÉÉ ÁÄÕÃÅ ÉÎÆÏÒÍÁĪÉÉÌÅ ÃÕ ÐÒÉÖÉÒÅ ÌÁ ÐÒÏÖÅÎÉÅÎĪÁ ÍÁÔÅÒÉÁÌÅÌÏÒ 
ÍÕÚÉÃÁÌÅȟ ÒÅÄÅÎÕÍÉÔá ȵ)ÎÄÅØ ÁÌÆÁÂÅÔÉÃ ÁÌ ÊÏÃÕÒÉÌÏÒ ÉÎÃÌÕÓÅ ÿÎ !ÎÔÏÌÏÇÉÅȟ ÃÕ 
ÐÒÅÃÉÚÁÒÅÁ ÒÅÐÅÒÅÌÏÒ ÿÎ !ÒÈÉÖÁ ÄÅ &ÏÌÃÌÏÒȱȟ ÄÕÐá ÃÕÍ ÁÍ ÐÒÅÃÉÚÁÔ ÍÁÉ ÓÕÓȟ ÄÁÒ 
ca element de noutate este ÉÎÓÅÒÁÔá ĦÉ Ï !ÎÅØáȟ ÓÕÂ ÆÏÒÍá ÔÁÂÅÌÁÔáȟ ÉÎÔÉÔÕÌÁÔá 
ȵ*ÏÃÕÒÉ ÓÅÌÅÃÔÁÔÅ ÿÎ ÖÅÄÅÒÅÁ ÒÅÁÌÉÚáÒÉÉ ÕÎÕÉ #$ ÁÕÄÉÏȱȢ 3ÕÎÔ ÉÎÃÌÕÓÅȟ ÌÁ ÆÉÅÃÁÒÅ 
ÄÉÎ ÃÅÌÅ ÔÒÅÉ ÃÁÔÅÇÏÒÉÉ ÄÅ ÊÏÃÕÒÉ ÃÌÁÓÉÆÉÃÁÔÅ ÄÕÐá ÃÒÉÔÅÒÉÕÌ ÃÉÒÃÕÌÁĪÉÅÉȟ ÃÝÔÅÖÁ ÐÉÅÓÅ 
reprezentative, oferindu-ÓÅ ÉÎÆÏÒÍÁĪiile necesare pentru depistarea lor atât în 
!ÎÔÏÌÏÇÉÅȟ ÃÝÔ ĦÉ ÒÅÐÅÒÅÌÅ ÄÉÎ !ÒÈÉÖáȟ ÖÉÔÅÚÁ ÍÅÔÒÏÎÏÍÉÃáȟ ÌÏÃÁÌÉÔÁÔÅÁȟ ÊÕÄÅĪÕÌ 
ĦÉ ÉÎÓÔÒÕÍÅÎÔÕÌ ÌÁ ÃÁÒÅ Á ÆÏÓÔ ÃÝÎÔÁÔȢ !ÎÅØÁ Á ÆÏÓÔ ÇÝÎÄÉÔá ÐÅÎÔÒÕ Á ÁÊÕÔÁ ÌÁ 
ÓÅÌÅÃĪÉÁ ÄÅ ÍÅÌÏÄÉÉ ÎÅÃÅÓÁÒÅ ÕÎÕÉ #$ ÉÌÕÓÔÒÁÔÉÖ ÁÔÁĦÁÔ ÃáÒĪÉÉȟ #$ ÃÁÒÅȟ ÄÉÎ ÐáÃÁÔÅȟ 
ÄÉÎ ÍÏÔÉÖÅ ÉÎÄÅÐÅÎÄÅÎÔÅ ÄÅ ÖÏÉÎĪÁ ÁÕÔÏÒÉÌÏÒȟ ÎÕ Á ÐÕÔÕÔ ÆÉ ÒÅÁÌÉÚÁÔȢ 0ÏÁÔÅ ÐÅ 
ÖÉÉÔÏÒ ÖÁ ÆÉ ÐÏÓÉÂÉÌȟ ȵÿÎÔÒ-Ï ÌÕÍÅ ÁÃÁÄÅÍÉÃá ÍÁÉ ÌÕÍÉÎÁÔá ĦÉ ÍÁÉ ÇÅÎÅÒÏÁÓáȱȟ ÁĦÁ 
ÃÕÍ ÓÐÕÎÅÁ ÿÎ ÐÒÅÆÁĪÁ ÖÏÌÕÍÕÌÕÉȟ ÉÎÉĪÉÁÔÏÁÒÅÁ-ÒÅÓÐÏÎÓÁÂÉÌá ÄÅ ÐÒÏÉÅct, 
ÅÔÎÏÍÕÚÉÃÏÌÏÇ ÄÒȢ #ÏÎÓÔÁÎĪÁ #ÒÉÓÔÅÓÃÕȢ 

#Õ ÓÉÇÕÒÁÎĪáȟ ÅÓÔÅ ÍÁÉ ÍÕÌÔ ÄÅÃÝÔ ÂÉÎÅÖÅÎÉÔá ÒÅÐÕÎÅÒÅÁ ÿÎ ÃÉÒÃÕÌÁĪÉÅ Á 
acestui veritabil tezaur muzical moldovenesc. Practic, fiecare melodie dintre 
ÃÅÌÅ ΩΫΤ ÉÎÃÌÕÓÅȟ ÒÅÐÒÅÚÉÎÔá ÿÎ ÓÉÎÅ Ï ÁÄÅÖáÒÁÔá ÂÉÊÕÔÅÒÉÅ ÍÕÚÉÃÁÌáȟ ÃÈÉÁÒ ÄÁÃá 
poate avea dimensiunile celÅ ÍÁÉ ÓÕÃÃÉÎÔÅȟ ÄÅ ÄÏÁÒ Ϊ ÍáÓÕÒÉȠ ÆÉÅÃÁÒÅ ÊÏÃ ÅÓÔÅ Ï 
ÃÈÉÎÔÅÓÅÎĪá Á ÇÝÎÄÉÒÉÉ ÍÕÚÉÃÁÌÅ ÐÒÏÆÕÎÄÅ Á ÏÍÕÌÕÉ ÓÉÍÐÌÕȟ ÄÁÒ ÉÕÂÉÔÏÒ ÄÅ 
ÆÒÕÍÏÓȟ ÃÕÎÏÓÃáÔÏÒ ÁÌ ÔÒÁÄÉĪÉÉÌÏÒ ÆÏÌÃÌÏÒÉÃÅ ÃÕ ÏÒÉÇÉÎÉ ÓÔÒáÖÅÃÈÉȢ 0ÏÔÅÎĪÉÁÌÕÌ 
acestor melodii este unul foarte ridicat, putând fi utilizate în orice context care 
ÐÒÅÓÕÐÕÎÅ ÉÌÕÓÔÒÁÒÅ ÍÕÚÉÃÁÌá Á ÊÏÃÕÌÕÉ ÍÏÌÄÏÖÅÎÅÓÃȟ ÃÁÒÅ ÓÅ ÉÍÐÕÎÅ ÐÒÉÎ 
ÖÉÇÏÁÒÅȟ ÆÒÕÍÕÓÅĪÅȟ ÉÎÖÅÎÔÉÖÉÔÁÔÅ ÍÅÌÏÄÉÃá ĦÉ ÄÉÎÁÍÉÓÍȢ  !Í ÐÒÏÂÁÔ ÿÍÐÒÅÕÎá 
ÃÕ !ÎÓÁÍÂÌÕÌ ȵ&ÌÏÒÁÌÉÁȱ ÐÅ ÃÁÒÅ ÿÌ ÃÏÏÒÄÏÎÅÚȟ ÖÁÌÏÁÒÅÁ ÕÎÉÃá Á ÍÅÌÏÄÉÉÌÏÒ ÄÉÎ 
ÖÏÌÕÍÕÌ ÄÉÓÃÕÔÁÔȢ !Í ÒÅÐÅÔÁÔ ĦÉ ÁÐÏÉ ÉÎÔÅÒÐÒÅÔÁÔ ÓÃÅÎÉÃȟ ÉÎÓÔÒÕÍÅÎÔÁÌȟ ÃÕ Ï 
ÆÏÒÍÁĪÉÅ ÒÅÓÔÒÝÎÓá ÄÅ ÔÉÐ ÔÁÒÁÆ ɉÆÌÕÉÅÒȟ ÖÉÏÁÒáȟ ÃÏÂÚáȟ ÔÏÂáɊȟ ÕÎ ÎÕÍáÒ ÄÅ ÃÉÎÃÉ 
meÌÏÄÉÉ ÄÅ ÊÏÃ ÄÉÎ "ÕÃÏÖÉÎÁȟ ÿÎÓÏĪÉÔÅ ÄÅ ÓÔÒÉÇáÔÕÒÉ ÖÏÃÁÌÅ ÁÄÅÃÖÁÔÅȟ ÐÒÅÌÕÁÔÅ ÄÉÎ 
volumul SilvieÉ #ÉÕÂÏÔÁÒÕ ɉΣΫΪΦɊȢ !ÔÝÔ ÌÁ ÒÅÐÅÔÉĪÉÉÌÅ ÃÕ ÓÔÕÄÅÎĪÉÉ ĦÉ ÃÏÌÁÂÏÒÁÔÏÒÉÉ 
ÉÎÓÔÒÕÍÅÎÔÉĦÔÉȟ ÃÝÔ ĦÉ ÿÎ ÓÐÅÃÔÁÃÏÌÅÌÅ ÓÕÓĪÉÎÕÔÅ ÃÕ !ÎÓÁÍÂÌÕÌ ȵ&ÌÏÒÁÌÉÁȱȟ 
ÁÔÍÏÓÆÅÒÁ Á ÆÏÓÔ ÕÎÁ ÅÆÅÒÖÅÓÃÅÎÔáȟ ÍÅÌÏÄÉÉÌÅ ĦÉ ÓÔÒÉÇáÔÕÒÉÌÅ ÁÖÝÎÄ ÕÎ 
ÅØÔÒÁÏÒÄÉÎÁÒ ÅÆÅÃÔ ÁÔÝÔ ÁÓÕÐÒÁ ÉÎÔÅÒÐÒÅĪÉÌÏÒȟ ÃÝÔ ĦÉ  ÐÕÂÌÉÃÕÌÕÉȢ ! ÓÅ ÖÅÄÅÁ ÿÎ 
ÒÅÆÅÒÉÎĪÅȟ !ÎÓÁÍÂÌÕÌ ȵ&ÌÏÒÁÌÉÁȱ ɉΤΡΤΤɊ. 

_Î ÁÆÁÒÁ ÃÅÌÏÒ ÄÏÕá ÒÅÍÁÒÃÁÂÉÌÅ ÖÏÌÕÍÅ ÄÅ ÁÕÔÏÒȟ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ĦÉ 
6ÉÏÒÅÌ "ÝÒÌÅÁÎÕ ÁÕ ÒÅÁÌÉÚÁÔ ĦÉ ÁÌÔÅ ÓÔÕÄÉÉ ÄÅ ÓÉÎÔÅÚá ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃá ÃÁÒÅ 
ÁÂÏÒÄÅÁÚá ÐÒÉÎÃÉÐÁÌÅÌÅ ÃÁÔÅÇÏÒÉÉ ÏÃÁÚÉÏÎÁÌÅ ĦÉ ÎÅÏÃÁÚÉÏÎÁÌÅ ÄÉÎ ÚÏÎÁ 
-ÏÌÄÏÖÅÉȢ 3ÐÁĪÉÕÌ ÌÉÍÉÔÁÔ ÁÌ ÌÕÃÒáÒÉÉ ÄÅ ÆÁĪá ĦÉ ÖÁÓÔÉÔÁÔÅÁ ÍÁÔÅÒÉÁÌÕÌÕÉ ÖÉÚÁÔ ÎÕ ÿÍÉ 
ÐÅÒÍÉÔÅ Óá ÆÁÃ Ï ÁÎÁÌÉÚá Á ÿÎÔÒÅÇÉÉ ÔÅÍÁÔÉÃÉ Á ÓÔÕÄÉÉÌÏÒ ÃÅÌÏÒ ÄÏÉ ÁÕÔÏÒÉȟ ÃÉ ÄÏÁÒ Ï 
ÓÕÃÃÉÎÔá ÔÒÅÃÅÒÅ ÿÎ ÒÅÖÉÓÔáȢ !ÓÔÆÅÌȟ ÁÕ ÐÕÂÌÉÃÁÔ ÍÁÔÅÒÉÁÌÅ ÍÕÚÉÃÏÌÏÇÉÃÅ ÄÅÓÐÒÅ 
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ÇÅÎÕÒÉÌÅ ÆÕÎÅÂÒÅ ɉÂÏÃÅÔÕÌ ĦÉ ÃÝÎÔÅÃÕÌ ÄÅ ÐÒÉÖÅÇÈÉ ÄÉÎ -ÏÌÄÏÖÁɊȠ ÿÎ ÃÅÅÁ ÃÅ 
ÐÒÉÖÅĦÔÅ ÇÅÎÕÒÉÌÏÒ ÎÕÐĪÉÁÌÅȟ Á ÆÏÓÔ ÖÉÚÁÔá ÍÁÉ ÁÌÅÓ ÚÏÎÁ 2áÄáÕĪÉÌÏÒ ĦÉ Á 
¥ÏÍÕÚÕÌÕÉ -ÁÒÅȢ #ÁÒÁÃÔÅÒÉÓÔÉÃÉÌÅ ÍÕÚÉÃÁÌÅ ÁÌÅ ÃÝÎÔÅÃÕÌÕÉ ÐÒÏÐÒÉÕ-zis din zona 
Bucovinei au fost revelate pe ÂÁÚÁ ÒÅÐÅÒÔÏÒÉÕÌ ÃÕÌÅÓ ÄÉÎ 6ÁÌÅÁ ¥ÏÍÕÚÕÌÕÉ -ÁÒÅ 
ɉÊÕÄÅĪÕÌ 3ÕÃÅÁÖÁɊȢ $Å ÁÓÅÍÅÎÅÁȟ ÁÕ ÆÏÓÔ ÃÕÌÅÓÅȟ ÔÒÁÎÓÃÒÉÓÅ ĦÉ ÁÎÁÌÉÚÁÔÅ ÕÎ 
ÎÕÍáÒ ÍÁÒÅ ÄÅ ÔÉÐÕÒÉ ÍÅÌÏÄÉÃÅ ÄÅ ÂÁÌÁÄÅ ÄÉÎ -ÏÌÄÏÖÁ ɉÐÕÂÌÉÃÁÔÅ ÿÎ ÖÏÌÕÍÕÌ 
Balade din Moldova al folcloristei literate Lucia Berdan, îÎ ÓÅÃĪÉÕÎÅÁ Folclorul 
muzicalɊȟ ÄÅÓÃÏÐÅÒÉÒÅ ÄÅÏÓÅÂÉÔ ÄÅ ÉÍÐÏÒÔÁÎÔá ÃÁÒÅ Á ÏÆÅÒÉÔ ÉÎÆÏÒÍÁĪÉÉ ÎÏÉ ÃÕ 
ÐÒÉÖÉÒÅ ÌÁ ÔÉÐÕÒÉÌÅ ÄÅ ÂÁÌÁÄÅ ÅØÉÓÔÅÎÔÅ ÿÎ ÁÃÅÁÓÔá ÐÒÏÖÉÎÃÉÅȢ / ÁÌÔá ÒÅÕĦÉÔá 
ĦÔÉÉÎĪÉÆÉÃá Á ÃÅÌÏÒ ÄÏÉ ÆÏÌÃÌÏÒÉĦÔÉ Á ÆÏÓÔ ÅÌÁÂÏÒÁÒÅÁ ÓÔÕÄÉÕÌÕÉ ÉÎÔÉÔÕÌÁÔ Stiluri de 
strigat din Moldova (Ciubotaru, IV, 1984). &ÏÌÃÌÏÒÉĦÔÉÉ ÉÅĦÅÎÉ ÁÕ ÒÅÕĦÉÔ ȵÓá 
ÅÖÉÄÅÎĪÉÅÚÅ ÁÓÐÅÃÔÅÌÅ ÒÉÔÍÉÃÏ-ÍÅÌÏÄÉÃÅ ÁÌÅ ÓÔÒÉÇáÔÕÒÉÌÏÒ ÄÉÎ ÚÏÎÁ -ÏÌÄÏÖÅÉȟ 
ÃÅÒÃÅÔÝÎÄ ÃÏÍÐÁÒÁÔÉÖ ÕÎ ÎÕÍáÒ ÍÁÒÅ ÄÅ ÐÉÅÓÅȟ ÄÉÎÔÒÅ ÃÁÒÅ ÃÅÌÅ ÍÁÉ 
reprezentative au fost introduse într-Ï ÃÏÌÅÃĪÉÅ ÄÅ ÍÉÃÉ ÐÒÏÐÏÒĪÉÉȢȱ ɉ"ÕÃÅÓÃÕ Ǫ 
"ÝÒÌÅÁÎÕȟ ΤΡΣΣȟ ÐȢ ΣΩΡɊȢ 3ÔÕÄÉÕÌ ÃÏÎÓÔÉÔÕÉÅ Ï ÐÒÅÍÉÅÒá ÿÎ ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ 
ÓÔÒÉÇáÔÕÒÉÌÅȟ ÃÅÌ ÐÕĪÉÎ ÐÅ ÚÏÎÁ -ÏÌÄÏÖÁȟ ÄÁÃá ÎÕ ĦÉ ÐÅ ÐÌÁÎ ÎÁĪÉÏÎÁÌȢ 

Un alt pas important în derularea vastului proiect de cercetare a zonei 
-ÏÌÄÏÖÅÉȟ ÄÅÒÕÌÁÔ ÌÁ )ÎÓÔÉÔÕÔÕÌ ÄÅ #ÅÒÃÅÔáÒÉ ,ÉÎÇÖÉÓÔÉÃÅ ĦÉ $ÉÁÌÅÃÔÏÌÏÇÉÅ ȵ!ÌȢ 
0ÈÉÌÉÐÐÉÄÅ ÄÉÎ )ÁĦÉȟ ÌÁ ÃÁÒÅ ĦÉ-ÁÕ ÁÄÕÓ ÃÏÎÔÒÉÂÕĪÉÁ ĦÉ ÃÅÉ ÄÏÉ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉ ÅÓÔÅ 
ĦÉ ÖÏÌÕÍÕÌ ÁÌ ÃÉÎÃÉÌÅÁ ÁÌÅ ÓÅÒÉÅÉ #ÁÉÅÔÅÌÅ !ÒÈÉÖÅÉ ÄÅ &ÏÌÃÌÏÒȟ ÉÎÔÉÔÕÌÁÔ Colinde din 
Moldova ɉ)ÁĦÉȟ ΣΫΪΦɊ ÓÅÍÎÁÔ ÄÅ ÆÏÌÃÌÏÒÉÓÔÁ ÌÉÔÅÒÁÔá ,ÕÃÉÁ #ÉÒÅĦȢ $ÅÓÐÒÅ ÁÃÅÓÔ 
ÉÍÐÏÒÔÁÎÔ ÇÅÎ ÏÃÁÚÉÏÎÁÌ ÃÁÌÅÎÄÁÒÉÓÔÉÃȟ ÃÕ ÏÒÉÇÉÎÉ ÓÔÒáÖÅÃÈÉȟ Ó-a afirmat adeseori 
ÿÎ ÌÉÔÅÒÁÔÕÒÁ ÄÅ ÓÐÅÃÉÁÌÉÔÁÔÅ Ãá ÿÎ -ÏÌÄÏÖÁ ÁÒ ÆÉ ÓÌÁÂ ÒÅÐÒÅÚÅÎÔÁÔáȢ #ÅÒÃÅÔáÒÉÌÅ 
ÿÎÔÒÅÐÒÉÎÓÅ ÄÅ ÃáÔÒÅ ÅÃÈÉÐÁ ÄÅ ÓÐÅÃÉÁÌÉĦÔÉ ÁÉ ÉÎÓÔÉÔÕÔÕÌÕÉ ÉÎÆÉÒÍá ÿÎÓá ÁÃÅÓÔ ÌÕÃÒÕȟ 
ÄÅÏÁÒÅÃÅ ÿÎ ÄÅÃÕÒÓÕÌ ÃÅÌÏÒ ÁÐÒÏÁÐÅ ÔÒÅÉ ÄÅÃÅÎÉÉ ÄÅ ÃÕÌÅÇÅÒÅ ÓÉÓÔÅÍÁÔÉÃá ÁÕ ÆÏÓÔ 
ÄÅÓÃÏÐÅÒÉÔÅ ÕÎ ÎÕÍáÒ ÉÍÐÏÒÔÁÎÔ ÄÅ ÃÏÌÉÎÄÅȟ ÃÕ Ï ÔÅÍÁÔÉÃá ÌÉÔÅÒÁÒá ĦÉ ÍÕÚÉÃÁÌá 
ÖÁÒÉÁÔáȢ !ÓÔÆÅÌȟ ÃÏÎÃÌÕÚÉÉÌÅ ÃÅÒÃÅÔáÔÏÁÒÅÉ ,ÕÃÉÁ #ÉÒÅĦ ÄÉÎ ÆÉÎÁÌÕÌ ÓÔÕÄÉÕÌÕÉ Colinda 
în Moldova pe care l-a elaborat, ÅÖÉÄÅÎĪÉÁÚá ÅØÉÓÔÅÎĪÁ Á ÄÏÕá ÚÏÎÅ ÉÍÐÏÒÔÁÎÔÅ 
ÿÎ ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÏÂÉÃÅÉÕÌ ÃÏÌÉÎÄÁÔÕÌÕÉ ÿÎ -ÏÌÄÏÖÁȡ ȵÏ ÁÒÉÅ ÓÕÄÉÃáȟ ÐÏÁÔÅ ÄÅ 
ÔÒÁÎÚÉĪÉÅ ÿÎÔÒÅ -ÕÎÔÅÎÉÁ ĦÉ -ÏÌÄÏÖÁȟ ÃÕ ÐÁÒÔÉÃÕÌÁÒÉÔáĪÉ ÓÐÅÃÉÆÉÃÅ $ÕÎáÒÉÉ ÄÅ *ÏÓȟ 
ÿÎ ÃÁÒÅ ÃÏÌÉÎÄÁÔÕÌ ÁÒÅ ÃÁÒÁÃÔÅÒÅ ÍÁÉ ÁÒÈÁÉÃÅ ɉÃÅÔÅ ÄÅ ÆÌáÃáÉ ÒÉÇÕÒÏÓ ÏÒÇÁÎÉÚÁÔÅ 
ÃÁÒÅ ÃÏÌÉÎÄá ÐÅ ÌÁ ÔÏÁÔÅ ÃÁÓÅÌÅȟ ÒÅÐÅÒÔÏÒÉÕ ÌÁÉÃȟ ÉÎÔÅÒÐÒÅÔÁÒÅ ÁÎÔÉÆÏÎÉÃáɊ ĦÉ Ï ÁÒÉÅ 
ÎÏÒÄÉÃá ÓÉÍÉÌÁÒá ÄÉÎ ÍÕÌÔÅ ÐÕÎÃÔÅ ÄÅ ÖÅÄÅÒÅ ÃÕ ÎÏÒÄÕÌ 4ÒÁÎÓÉÌÖÁÎÉÅÉ  ɉÃÅÔÅ 
ÍÉØÔÅȟ ÎÅÏÒÇÁÎÉÚÁÔÅȟ ÄÉÆÅÒÅÎĪÉÁÔÅ ÎÕÍÁÉ ÄÕÐá ÖÝÒÓÔáȟ ÃÁÒÅ ÃÏÌÉÎÄá ÐÒÅÆÅÒÅÎĪÉÁÌ 
ĦÉ ÁÕ ÕÎ ÒÅÐÅÒÔÏÒÉÕ ÐÒÅÐÏÎÄÅÒÅÎÔ ÁÐÏÃÒÉÆɊȟ ÐÒÅÚÅÎÔÝÎÄ ĦÉ ÅÌÅÍÅÎÔÅ ÃÏÍÕÎÅ ÃÕ 
obiceiul la ucÒÁÉÎÅÎÉȢȱ _ÎÔÒÅ ÃÅÌÅ ÄÏÕá ÚÏÎÅ ÍÅÎĪÉÏÎÁÔÅ ȵÅØÉÓÔá ĦÉ Ï ÚÏÎá 
ÃÅÎÔÒÁÌáȟ ÃÕ ÆÏÒÍÅÌÅ ÃÅÌÅ ÍÁÉ ÄÉÓÏÌÕÔÅȟ ÃÕ ÐÕÎÃÔÅ ÿÎ ÃÁÒÅ ÏÂÉÃÅÉÕÌ ÌÉÐÓÅĦÔÅ ÃÕ 
ÄÅÓáÖÝÒĦÉÒÅ ÓÁÕ ÅÓÔÅ ÓÐÏÒÁÄÉÃ ɉȢȢȢɊ !ÉÃÉ ÓÕÎÔ ÔÏÔÁÌ ÁÂÓÅÎÔÅ ÃÅÔÅÌÅ ÂáÒÂáÔÅĦÔÉȟ ÓÅ 
ÃÏÌÉÎÄá ĦÉ ÿÎȟ ÓÁÕ ÎÕÍÁÉ ÿÎȟ Ajunul Anului Nou, când cetele sunt numai feminine, 
ÉÁÒ ÒÅÐÅÒÔÏÒÉÕÌ ÅÓÔÅ ÓáÒÁÃȟ ÍÁÉ ÍÕÌÔ ÒÅÌÉÇÉÏÓ ÓÁÕ ÌÉÖÒÅÓÃȢȱ !ÃÅÁÓÔá ÚÏÎá 
ÉÎÔÅÒÍÅÄÉÁÒá ȵÃÏÉÎÃÉÄÅ ÃÕ ÃÅÁ ÄÅ ÍÁØÉÍá ÆÒÅÃÖÅÎĪá ĦÉ ÖÁÒÉÅÔÁÔÅ Á ÆÏÒÍÅÌÏÒ ÄÅ 
ÔÅÁÔÒÕ ÐÏÐÕÌÁÒȱȢ ɉ#ÉÒÅĦȟ ΣΫΪΦȡ ,86))-XVIII) 
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#ÏÎÔÒÉÂÕĪÉÁ ÍÕÚÉÃÏÌÏÇÉÃá Á ÆÏÌÃÌÏÒÉĦÔÉÌÏÒ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ĦÉ 6ÉÏÒÅÌ 
Bârleanu la volumul al V-lea al Caietelor Arhivei de Folclor a constat în 
publicarea, în anexa volumului, a 72 de tipuri melodice de colinde. Acestea au 
fost selectate dintr-ÕÎ ÎÕÍáÒ ÍÕÌÔ ÍÁÉ ÍÁÒÅ ÄÅ ÍÅÌÏÄÉÉ ÄÅ ÃÏÌÉÎÄá ÔÒÁÎÓÃÒÉÓÅȢ 
$ÉÎ ÐáÃÁÔÅȟ ÄÉÎ ÍÏÔÉÖÅ ÄÅ ÌÉÐÓá ÄÅ ÓÐÁĪÉÕȟ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÉ ÎÕ ÁÕ ÁÖÕÔ 
ÐÏÓÉÂÉÌÉÔÁÔÅÁ Óá ÐÕÂÌÉÃÅ ĦÉ ÕÎ ÓÔÕÄÉÕ ÍÕÚÉÃÏÌÏÇÉÃ ÃÕ ÐÒÉÖÉÒÅ ÌÁ ÃÏÌÉÎÄÅÌÅ ÄÉÎ 
-ÏÌÄÏÖÁȟ ÁÃÅÓÔ ÌÕÃÒÕ ÒáÍÝÎÝÎÄ Óá ÆÉÅ ÒÅÁÌÉÚÁÔ ÐÏÁÔÅ ÄÅ ÁÌĪÉ ÃÅÒÃÅÔáÔÏÒÉȟ ÿÎ 
ÖÉÉÔÏÒȢ #ÅÉ ÄÏÉ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉ ÁÆÉÒÍá Ãá ȵÄÅÓÃÏÐÅÒÉÒÅÁ ĦÉ ÐÕÂÌÉÃÁÒÅÁ ÔÉÐÕÒÉÌÏÒ 
ÍÅÌÏÄÉÃÅ ÁÌÅ ÃÏÌÉÎÄÅÉ ÒÅÐÒÅÚÉÎÔá Ï ÐÒÅÍÉÅÒá ÐÅÎÔÒÕ ÓÐÁĪÉÕÌ ÍÏÌÄÏÖÅÎÅÓÃȱȟ 
ÃÅÅÁ ÃÅ ȵÄá ÐÏÓÉÂÉÌÉÔÁÔÅÁ ÃÏÒÅÌáÒÉÉ ÃÕ ÃÏÌÉÎÄÅ ÄÉÎ ÁÌÔÅ ÚÏÎÅ ÆÏÌÃÌÏÒÉÃÅ 
ÒÏÍÝÎÅĦÔÉȱ ɉ"ÕÃÅÓÃÕ Ǫ Bârleanu, 2011:172).  

Metodele utilizate de cei doi autori sunt cele consacrate de 
ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÁ ÄÉÎ Á ÄÏÕÁ ÊÕÍáÔÁÔÅ Á ÓÅÃÏÌÕÌÕÉ 88ȟ ÐÏÒÎÉÎÄ ÍÁÉ ÁÌÅÓ ÄÅ ÌÁ 
ÍÏÄÅÌÕÌ ÏÆÅÒÉÔ ÿÎ ÓÔÕÄÉÉÌÅ ÓÁÌÅ ÄÅ ÃáÔÒÅ 'ÈÅÏÒÇÈÅ #ÉÏÂÁÎÕȟ ÃÁÒÅ ÌÅ-a fost 
ÐÒÏÆÅÓÏÒ ĦÉ ÌÅ-Á ÓÕÇÅÒÁÔ ĦÉ É-Á ÿÎÃÕÒÁÊÁÔ Óá ÃÅÒÃÅÔÅÚÅ ÍÕÚÉÃÁ ÖÅÃÈÅ ÆÏÌÃÌÏÒÉÃá ÄÉÎ 
ÚÏÎÁ 2áÄáÕĪÉÌÏÒȟ ÐÒÏÉÅÃÔ ÿÎÃÕÎÕÎÁÔ ÄÅ ÓÕÃÃÅÓ ÃÁÒÅ É-a lansat în cariera 
ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃáȢ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ĦÉ 6ÉÏÒÅÌ "ÝÒÌÅÁÎÕ ÁÕ ÆÏÌÏÓÉÔ ÿÎ ÓÔÕÄÉÉÌÅ ÌÏÒ 
ÉÎÆÏÒÍÁÒÅ ÐÒÅÁÌÁÂÉÌá ÓÏÌÉÄáȟ ÂÁÚÁÔá ÐÅ ÄÏÃÕÍÅÎÔÅ ÐÒÅÌÕÁÔÅ ÄÉÎ ÃÕÌÅÇÅri vechi, 
ÒÅÕĦÉÎÄ ÄÅ ÍÕÌÔÅ ÏÒÉ ÃÁ ÐÒÉÎ ÍÅÔÏÄÁ ÃÏÍÐÁÒÁĪÉÅÉ Óá ÄÅÓÃÏÐÅÒÅ ÏÒÉÇÉÎÅÁ ÕÎÏÒ 
melodii. De-Á ÌÕÎÇÕÌ ÃÁÒÉÅÒÅÉ ÌÏÒȟ ÌÁ ÃÅÉ ÄÏÉ ÆÏÌÃÌÏÒÉĦÔÉ ÓÅ ÐÏÁÔÅ ÃÏÎÓÔÁÔÁ Ï 
ÐÅÒÆÅÃĪÉÏÎÁÒÅ Á ÓÔÉÌÕÌÕÉ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃȟ ÐÒÉÎ ÒÅÁÌÉÚÁÒÅÁ ÄÅ ÓÉÎÔÅÚÅ ÃÏÅÒÅÎÔÅȟ 
concise, cu peÒÍÁÎÅÎÔÅ ÔÒÉÍÉÔÅÒÉ ÌÁ ÅØÅÍÐÌÅ ÍÕÚÉÃÁÌÅ ÃÏÎÃÒÅÔÅȢ #Á ĦÉ 
Gheorghe Ciobanu ɀ savantul etnomuzicolog sau Ion H. Ciubotaru ɀ renumit 
ÆÏÌÃÌÏÒÉÓÔ ÌÉÔÅÒÁÔ ĦÉ ÅÔÎÏÌÏÇȟ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÉ ÉÅĦÅÎÉ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ĦÉ 6ÉÏÒÅÌ 
Bârleanu folosesc în studiile lor un limbaj muzicÁÌ ÔÅÈÎÉÃȟ ÄÁÒ ÆáÒá ÿÍÐÒÕÍÕÔÕÒÉ 
ÆÏÒĪÁÔÅ ÄÉÎ ÁÌÔÅ ÄÏÍÅÎÉÉȟ ÃÕ ÕÎ ÇÒÁÄ ÒÉÄÉÃÁÔ ÄÅ ÁÃÃÅÓÉÂÉÌÉÔÁÔÅȟ ÃÅÅÁ ÃÅ Á ÃÏÎÄÕÓ 
ÌÁ ÒÅÁÌÉÚÁÒÅÁ ÄÅ ÄÉÓÃÕÒÓÕÒÉ ÍÕÚÉÃÏÌÏÇÉÃÅ ÅÍÂÌÅÍÁÔÉÃÅȟ ÆÏÒÍÕÌÁÔÅ ÃÌÁÒ ĦÉ ÓÉÎÔÅÔÉÃȟ 
ÃÕ ÉÍÐÁÃÔ ÌÁ ÓÐÅÃÉÁÌÉĦÔÉȟ ÃÕÎÏÓÃáÔÏÒÉ ĦÉ ÉÕÂÉÔÏÒÉ ÁÉ ÆÏÌÃÌÏÒÉÓÔÉÃÉÉ ÒÏÍÝÎÅĦÔÉȢ 

CONCLUZII 

1. 4ÅÍÁÔÉÃÁ ÁÂÏÒÄÁÔá ÄÅ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ĦÉ 6ÉÏÒÅÌ "ÝÒÌÅÁÎÕ ÿÎ ÄÏÍÅÎÉÕÌ 
ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÅÉ ÅÓÔÅ ÕÎÁ ÄÅÏÓÅÂÉÔ ÄÅ ÖÁÌÏÒÏÁÓáȟ ÄÅÏÁÒÅÃÅ ÐÒÉÎ 
ÓÔÕÄÉÉÌÅ ÌÏÒȟ ÁÕ ÁÃÏÐÅÒÉÔ ȵÐÅÔÅÌÅ ÁÌÂÅȱ ÅØÉÓÔÅÎÔÅ ÐÅ ÈÁÒÔÁ 
ÅÔÎÏÆÏÌÃÌÏÒÉÃá Á 2ÏÍÝÎÉÅÉȢ 

2. Volumele de autor, 3ÔÉÌÕÌ ÍÕÚÉÃÁÌ ÁÒÈÁÉÃ ÄÉÎ ĪÉÎÕÔÕÌ 2áÄáÕĪÉÌÏÒ ĦÉ 
Melodii instrumentale de joc din -ÏÌÄÏÖÁ ÓÕÎÔ ÌÕÃÒáÒÉ ÄÅ ÃÅÒÃÅÔÁÒÅ 
ÆÕÎÄÁÍÅÎÔÁÌáȟ ÃÕ ÃÁÒÁÃÔÅÒ ÍÏÎÏÇÒÁÆÉÃ ĦÉ ÕÎ ÇÒÁÄ ÿÎÁÌÔ ÄÅ 
ÏÒÉÇÉÎÁÌÉÔÁÔÅȢ %ÌÅ ÐÏÔ ÆÉ ÃÏÎÓÉÄÅÒÁÔÅ ÁÄÅÖáÒÁÔÅ ÁÒÈÉÖÅ ÓÃÒÉÓÅ ĦÉ ÁÕÄÉÏȟ 
ÃÁÒÅ ÐÏÔ ÆÉ ÕÔÉÌÉÚÁÔÅ ÃÕ ÓÕÃÃÅÓ ÐÅÎÔÒÕ ÿÎÖáĪÁÒÅÁ ĦÉ ÒÅÉÎÔÅÒÐÒÅÔÁÒÅÁ ÿÎ 
actualitate, a muzicii ÖÅÃÈÉ ĪáÒáÎÅĦÔÉ ÃÕÌÅÓÅ ÄÉÒÅÃÔ ÄÅ ÌÁ ÓÕÒÓáȢ 

3. 3ÔÕÄÉÉÌÅ ÁÂÏÒÄÅÁÚá ÐÒÉÎÃÉÐÁÌÅÌÅ ÇÅÎÕÒÉ ÍÕÚÉÃÁÌÅ ÏÃÁÚÉÏÎÁÌÅ ĦÉ 
ÎÅÏÃÁÚÉÏÎÁÌÅȟ ÆÉÉÎÄ ÿÎÓÏĪÉÔÅ ÄÅ ÁÎÔÏÌÏÇÉÉ ÍÕÚÉÃÁÌÅ ÒÅÐÒÅÚÅÎÔÁÔÉÖÅȢ 
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4. 3ÔÉÌÕÌ ÍÕÚÉÃÏÌÏÇÉÃ ÁÌ ÃÅÌÏÒ ÄÏÉ ÆÏÌÃÌÏÒÉĦÔÉ ÓÅ ÄÉÓÔÉÎÇÅ ÐÒÉÎ ÃÌÁÒÉÔÁÔÅȟ 
ÃÏÎÃÉÚÉÅȟ ÃÏÅÒÅÎĪá ĦÉ ÕÔÉÌÉÚÁÒÅÁ ÕÎÕÉ ÖÏÃÁÂÕÌÁÒ ÄÅ ÓÐÅÃÉÁÌÉÔÁÔÅȟ ÆáÒá 
ÐÒÅĪÉÏÚÉÔáĪÉ ÉÎÕÔÉÌÅȢ 

5. 0ÏÔÅÎĪÉÁÌÕÌ ÄÅ ÖÁÌÏÒÉÆÉÃÁÒÅ ÁÌ ÓÔÕÄÉÉÌÏÒ ĦÉ ÁÎÔÏÌÏÇÉÉÌÏÒ ÍÕÚÉÃÁÌÅ 
ÅÌÁÂÏÒÁÔÅ ÄÅ ÃÅÉ ÄÏÉ ÃÅÒÃÅÔáÔÏÒÉ ÅÓÔÅ ÕÎÕÌ ÆÏÁÒÔÅ ÍÁÒÅȟ ÁÔÝÔ ĦÔÉÉÎĪÉÆÉÃȟ 
ÃÝÔ ĦÉ ÉÎÔÅÒÐÒÅÔÁÔÉÖȟ ÄÉÎ ÐáÃÁÔÅȟ ÿÎÓáȟ ÐÒÅÁ ÐÕĪÉÎ ÅØÐÌÏÒÁÔ ĦÉ ÕÔÉÌÉÚÁÔ 
ÐÝÎá ÿÎ ÐÒÅÚÅÎÔȢ  
0ÒÉÎ ÐÁÓÉÕÎÅÁ ĦÉ ÍÕÎÃÁ ÌÏÒ ÁÓÉÄÕáȟ ÖÏÌÕÎÔÁÒáȟ ÄÅ ÐÅÓÔÅ ÔÒÅÉ ÄÅÃÅÎÉÉ ÿÎ 

ÄÏÍÅÎÉÕÌ ÃÕÌÅÇÅÒÉÌÏÒ ĦÉ ÁÌ ÓÔÕÄÉÉÌÏÒ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃÅȟ &ÌÏÒÉÎ "ÕÃÅÓÃÕ ĦÉ 6ÉÏÒÅÌ 
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SUMMARY 

With the development of music and the appearance of the first musical 
instruments, the idea of singing as a whole takes shape. Starting from 
the music of the Geto-Dacians, 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 and urban 
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, the tárogató, 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. In the second half of the 20th century, traditional 
ÆÏÌËÌÏÒÅ ȰÍÉÇÒÁÔÅÄȱ ÔÏ ÔÈÅ ÃÉÔÙ ÁÒÅÁȟ ×ÈÅÒÅ ÏÒÃÈÅÓÔÒÁÌ ÅÎÓÅÍÂÌÅÓ ÏÆ ÔÈÅ 
type of folk orchestras were born. 

REZUMAT  

/ÄÁÔá ÃÕ ÄÅÚÖÏÌÔÁÒÅÁ ÍÕÚÉÃÉÉ ĥÉ ÁÐÁÒÉĪÉÁ ÐÒÉÍÅÌÏÒ ÉÎÓÔÒÕÍÅÎÔÅ ÍÕÚÉÃÁÌÅȟ  
ÓÅ ÃÏÎÔÕÒÅÁÚá ÉÄÅÅÁ ÃÝÎÔÁÔÕÌÕÉ ÿÎ ÁÎÓÁÍÂÌÕȢ 0ÏÒÎÉÎÄ ÄÅ ÌÁ ÍÕÚÉÃÁ ÇÅÔÏ-
ÄÁÃÉÌÏÒȟ ÐÅÒÉÏÁÄÁ ÆÅÕÄÁÌá ÁÐÏÉ ÁÊÕÎÇÝÎÄ ÿÎ ÐÒÉÍÁ ÊÕÍáÔÁÔÅ Á ÓÅÃÏÌÕÌÕÉ ÁÌ 
XIX-lea, problema ansamblurilor instrumeÎÔÁÌÅ ÓÅ ÌÅÁÇá ÄÅ ÅÖÏÌÕĪÉÁ 
ÐÒÁÃÔÉÃÉÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅ Á ÍÕÚÉÃÁÎĪÉÌÏÒ ÄÉÎ ÍÅÄÉÕÌ ÒÕÒÁÌ ĦÉ ÕÒÂÁÎȢ 
$ÁÔÏÒÉÔá ÓÃÈÉÍÂáÒÉÌÏÒ ÃÁÒÅ Ó-ÁÕ ÐÒÏÄÕÓ ÿÎ ÐÌÁÎ ÓÏÃÉÁÌ ĦÉ ÅÃÏÎÏÍÉÃȟ ÕÎÅÌÅ 
ÉÎÓÔÒÕÍÅÎÔÅ ÐÒÅÃÕÍ ÃÉÍÐÏÉÕÌ ÁÕ ÆÏÓÔ ÐáÒáÓÉÔÅ ÿÎ ÐÒÁÃÔÉÃÁ ÍÕÚÉÃÁÌáȟ ÉÁÒ 
ÁÌÔÅÌÅ ÐÒÅÃÕÍ ÖÉÏÁÒÁȟ ÔÁÒÁÇÏÔÕÌȟ ÃÌÁÒÉÎÅÔÕÌ ÁÕ ÃÝĦÔÉÇÁÔ ÿÎ ÔÉÍÐ Ï ÍÁÒÅ 
ÐÏÐÕÌÁÒÉÔÁÔÅȢ _Î ÓÁÔÅÌÅ ÒÏÍÝÎÅĦÔÉ ÓÅ ÉÄÅÎÔÉÆÉÃá ÎÕÍÅÒÏÁÓÅ ÁÎÓÁÍÂÌÕÒÉ 
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ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÃÁÒÅ ÿĦÉ ÄÅÓÆáĦÏÁÒá ÁÃÔÉÖÉÔÁÔÅÁ ÿÎ ÃÁÄÒÕÌ ÍÁÎÉÆÅÓÔáÒÉÌÏÒ 
ÃÕÌÔÕÒÁÌÅ ÄÅ ÐÅÓÔÅ ÁÎȢ 3Å ÃÒÅÅÁÚá Ï ÃÌÁÓÉÆÉÃÁÒÅ ÿÎ ÒÝÎÄÕÌ ÍÕÚÉÃÁÎĪÉÌÏÒ 
conturându-ÓÅ ÔÒÅÉ ÃÁÔÅÇÏÒÉÉ ÄÅ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉ ÄÕÐá ÃÒÉÔÅÒÉÕÌ 
ÐÒÏÆÅÓÉÏÎÁÌÉÓÍÕÌÕÉȢ _Î ÃÅÁ ÄÅ Á ÄÏÕÁ ÊÕÍáÔÁÔÅ Á ÓÅÃÏlului al XX-lea 
ÆÏÌÃÌÏÒÕÌ ÔÒÁÄÉĪÉÏÎÁÌ ȵÍÉÇÒÅÁÚáȱ ÿÎ ÚÏÎÁ ÏÒÁĦÕÌÕÉ ÕÎÄÅ ÉÁÕ ÎÁĦÔÅÒÅ 
ansamblurile orchestrale de tipul orchestrelor populare. 

 
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 Geto-Dacian ancestors whose artistic endeavours 
encompassed vocal or instrumental performance, while chordophone, wind 
and percussion instruments were preferred. 

One of the favourite instruments of the Geto-Dacians 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 of the 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: 9-10). 

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 
ÏÆ ÇÙÐÓÉÅÓ ÃÁÌÌÅÄ ȰÁÌáÕÔÁÒÉȱ who played together with other instrumental 
groups in Alba-Iulia, in the retinue of voivode Mihai Viteazu (Ghenea, 1965: 
142). 

The article entitled Über die Nationaltänze der Ungarn, published in 1800 in 
the magazine Allgemeine musikalische Zeitung from Leipzig, where the 
bagpipe and the recorder were mentioned as the instruments used in 
Romanian folklore, represents the first documentary attestation regarding 
ÔÈÅ ÍÕÓÉÃÁÌ ÍÁÎÉÆÅÓÔÁÔÉÏÎÓ ÏÆ ÔÈÅ 2ÏÍÁÎÉÁÎÓ ɉ#ÏÃÉĦÉÕȟ ΤΡΣΦȡΣΪɊȢ ,ÁÔÅÒ -ÉÈÁÉÌ 
+ÏÇáÌÎÉÃÅÁÎÕ wrote about the ÔÁÒÁÆ ÄÅ ÌáÕÔÁÒÉ (folk music band) as being 
ÐÒÅÆÅÒÒÅÄ ÆÏÒ ÄÁÎÃÅ ÍÕÓÉÃȟ ÔÏ ÔÈÅ ÄÅÔÒÉÍÅÎÔ ÏÆ Ȱ%ÕÒÏÐÅÁÎȱ ÍÕÓÉÃ ɉ"ÏÇÄÁÎȟ 
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), 
ÓÅÃÅÒÉĦ-ÃÕÎÕÎá (harvest customs), hramul bisericii (celebration of the patron 
saint of a church), plocon (taking gifts to godparents accompanied by 
fiddlers), folk theatre, consecration of the church, ĦÅÚáÔÏÁÒÅ (a gathering of 
people who work and have fun together indoors on winter evenings); various 
other folk customs (ÂÏÕÌ ÿÎÓÔÒÕĪÁÔȟ ÓÝÎÚÝÉÅÎÅÌÅȟ ÃÕÍÅÔÒÉÉȟ ÉÓÐÁÓÕÌȟ ÒÕÓÁÌÉÉÌÅȟ 
nedeile); 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, semi-professionals and 
professionals. 

Regarding the instrumental ensembles in Transylvania, small-sized 
instrumental groups specific to the rural environment and oversized 
instrumental groups such as the folk orchestra, specific to urban folk music, 
can be identified. 

)Î ÏÎÅ ÏÆ ÈÉÓ ×ÏÒËÓȟ )ÌÁÒÉÏÎ #ÏÃÉĦÉÕ ÉÎÄÉÃÁÔÅÓ ÔÈÅ ÐÒÅÓÅÎÃÅ ÏÆ Á ÃÅÒÔÁÉÎ 
ÔÙÐÅ ÏÆ ȰÆÏÌË ÓÙÍÐÈÏÎÉÓÍȱ ÔÈÁÔ ÔÁËÅÓ ÓÈÁÐÅ ÔÈÒÏÕÇÈ ÔÈÅ ÅÓÔÁÂÌÉÓÈÍÅÎÔ ÏÆ 
ȰÃÏÎÃÅÒÔȱ ÉÎÓÔÒÕÍÅÎÔÁÌ ÇÒÏÕÐÓȟ ÂÒÁÓÓ ÂÁÎÄÓȟ ÏÒÃÈÅÓÔÒÁÓ ÁÎÄ ÆÏÌË ÍÕÓÉÃ 
ÅÎÓÅÍÂÌÅÓ ɉ#ÏÃÉĦÉÕȟ ΤΡΣΦȡ ΣΨɊȢ 4ÈÅÓÅ ÃÁÔÅgories of instrumental ensembles are 
formed on the old structure of the rural instrumental group, being made up 
of semi-professional and professional musicians who work in the urban 
ÅÎÖÉÒÏÎÍÅÎÔȟ ÐÒÏÍÏÔÉÎÇ Á ȰÎÅ× ÔÙÐÅȱ ÒÅÐÅÒÔÏÉÒÅȢ 

4ÈÅ ÁÐÐÅÁÒÁÎÃÅ ÏÆ ÔÈÅ ÆÏÌË ȰÓÙÍÐÈÏÎÙȱ ÉÍÐÌÉÅÓ ÔÈÅ ÅÎÒÉÃÈÍÅÎÔ ÏÆ ÔÈÅ 
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 performing in large-scale instrumental 
ÅÎÓÅÍÂÌÅÓ ÓÕÃÈ ÁÓ ÔÈÅ ÆÏÌË ÏÒÃÈÅÓÔÒÁȟ ÆÏÌËÌÏÒÅ ȰÏÆ Á ÎÅ× ÔÙÐÅȟ ÓÐÅÃÉÆÉÃ ÔÏ ÔÈÅ 
ÕÒÂÁÎ ÅÎÖÉÒÏÎÍÅÎÔȱ ÉÓ ÂÏÒÎ ÉÎ ÔÈÅ ÕÒÂÁÎ ÅÎÖÉÒÏÎÍÅÎÔ ɉ#ÏÃÉĦÉÕȟ ΤΡΣΦȡ ΤΫɊȢ 

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 
ÓÏÌÏÉÓÔ ÏÎÅ ÁÎÄ ÔÈÅ ÈÁÒÍÏÎÉÃ ÏÎÅ ɉ2áÄÕÌÅÓÃÕȟ ΣΫΪΥȡ ΪΫɊȢ 

The soloist compartment includes 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, cimbalom, cobza, 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 
cobza and the cimbalom can in certain situations fulfil both the soloist and the 
harmonic function simultaneously. 

4ÈÅ ÍÕÓÉÃÁÌ ÄÉÒÅÃÔÏÒ ÏÆ ÔÈÅ ÓÏÌÏÉÓÔ ÓÅÃÔÉÏÎȟ ÃÁÌÌÅÄ ȰÐÒÉÍÁĦȱȟ ÉÓ ÔÈÅ 
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 the ÉÎÓÔÒÕÍÅÎÔ ÔÈÁÔ ÇÁÉÎÓ ÓÕÐÒÅÍÁÃÙ ÏÖÅÒ ÔÈÅ ÏÔÈÅÒÓ ɉ2áÄÕÌÅÓÃÕȟ 
1984: 16). 

4ÈÅ ȰÐÒÉÍÁĦȱ ÈÁÓ ÄÕÔÉÅÓ ÏÆ Á ÐÒÏÆÅÓÓÉÏÎÁÌ ÁÎÄ ÁÄÍÉÎÉÓÔÒÁÔÉÖÅ ÎÁÔÕÒÅȡ 
he chooses the instrumentalists of the ensemble and selects the repertoire; 
ÈÅ ÉÓ ÄÉÒÅÃÔÌÙ ÒÅÓÐÏÎÓÉÂÌÅ ÆÏÒ ÔÈÅ ÇÒÏÕÐȭÓ ÍÕÓÉÃÁÌ ÐÅÒÆÏÒÍÁÎÃÅȠ ÈÅ ÄÅÃÉÄÅÓ ÔÈÅ 
tempos of the songs; he helps the accompaniment 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 
ÂÙ ÔÈÅ ÌÅÁÄÅÒ ÏÆ ÔÈÅ ÓÅÃÏÎÄ ÉÎÓÔÒÕÍÅÎÔÁÌ ÐÁÒÔÙ ɉ2áÄÕÌÅÓÃÕȟ ΣΫΪΦȡ ΤΡɊȢ 4ÈÉÓ 
ÃÏÍÐÁÒÔÍÅÎÔ ÉÓ ÓÕÂÏÒÄÉÎÁÔÅÄ ÔÏ ÔÈÅ ȰÐÒÉÍÁĦȱȟ ÃÏÌÌÁÂÏÒÁÔÉÎÇ ÏÎ Á ÑÕÁÌÉÔÁÔÉÖÅ 
development of the musical performance. The responsibilities of the harmonic 
section refer to: the harmonic and rhythmic support of the soloist instruments 
and the metro-rhythmic synchronization between the two sections. 

III. 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 songs refer 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 distinct manners of 
execution. 

The occasional repertoire is represented by the folklore of autumn-
winter and spring-summer customs, and rituals related to birth, wedding and 
burial. 

The non-occasional repertoire is 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, sound 
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 

ÓÅÃÏÎÄ ÁÎÄ ÔÈÉÒÄ ÉÎÔÅÒÖÁÌÓ ÐÒÅÄÏÍÉÎÁÔÉÎÇȢ )Î ÔÈÅ /Áĥ ÁÒÅÁȟ ÔÈÅ ÆÏÕÒÔÈ ÁÎÄ ÔÈÅ 
perfect fifth are common intervals, and musicians usually perform almost the 
entire musical discourse in double fifths and perfect fourths. 

4ÈÅ ÅÔÈÎÏÍÕÓÉÃÏÌÏÇÉÓÔ +ÅÌÄÝĦ ×ÒÉÔÅÓ ÉÎ ÏÎÅ ÏÆ ÈÉÓ ×ÏÒËÓȟ Introduction 
to the History of Music, 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 and diatonic 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 3-4 within an ambitus that can exceed the octave; 

- )Î ÔÈÅ ȰÓÈÏÕÔÅÄȱ ÓÏÎÇÓ ÁÎÄ ÉÎ ÔÈÅ ÐÁÓÔÏÒÁÌ ÒÅÐÅÒÔÏÉÒÅ ÆÒÏÍ ÔÈÅ .áÓáÕÄ 

County, the chromatic scale can be identified, with the enlarged 

second between steps 1-2. 

 

 
 

Fig. 1. The chromatic scale 
 
#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕ ÉÓ ÔÈÅ ÏÎÅ ×ÈÏ ÓÉÇÎÁÌÓ ÔÈÅ ÐÒÅÓÅÎÃÅ ÏÆ ÔÈÅ ÐÅÎÔÁÔÏÎÉÃ 

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 I of the Chinese and forms five series that have as their starting point a 
generating sound ɀ 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 without each 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 alternations specific to the 
choreographic rhythm. 
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Traian Mârza 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 (Mârza, 1972: 257). 

The rhythms 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 measured 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 number, 
expressed as follows: 2:3 or 3:2 and 3:4 or 4:3. 

4ÈÅ ÁËÓÁË ɉÁÓÙÍÍÅÔÒÉÃÁÌɊ ÒÈÙÔÈÍ ÔÈÁÔ "ÁÒÔĕË ÃÁÌÌÅÄ Ȱ"ÕÌÇÁÒÉÁÎȱ ÈÁÓ 
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 the rhythmic 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 called "ÒÝÕÌ ÂáÎáĪÅÁÎ (3+2+2/16), in 
the rhythm of Geampara ɉ$ÏÂÒÏÇÅÁɊ ÁÎÄ ÉÎ ÔÈÅ ÒÈÙÔÈÍ ÏÆ ÔÈÅ Ȱȿ'ÏÁÔ ÄÁÎÃÅȱ 
(/ÓÔÒÏÐáĪ) from the Moldavian area (2+2+3 /16). 

Another form of asymmetrical rhythm in which the sixteenth 
subdivision is 2+2+3+3/16 refers to dance tunes for the dances called 
asymmetrical purtata, asymmetrical învârtita, and ÒÏÍÝÎÅĦÔÅ ÿÎ ÐÏÎÔÕÒÉ. 

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 Bartók in Torontal county, whose rhythm 
changes occur every two measures, while the alternation of the binary 
symmetric rhythm with the asymmetric is constant: 
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Fig. 2. Pre loc (Bartók, 1976: 23) 
 

III. 3. Harmonic, Heterophonic and 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 the ÌáÕÔÁÒÉ accompaniment consisted of a 
ȰÂÁÓÓȱ ÐÅÒÆÏÒÍÉÎÇ Á ÈÁÒÍÏÎÉÃ ȰÐÅÄÁÌȱ ÏÎ ÔÈÅ ÆÉÒÓÔ ÓÔÅÐ ɉ2áÄÕÌÅÓÃÕȟ Σ948: 58). 

Numerous collections attest to the presence of the drum in the 
accompaniment of certain rudimentary instrumental groups, and in 
-ÁÒÁÍÕÒÅĦ ÔÈÅ Ô×Ï-string guitar performs an accompaniment in the form of 
a pedal on steps I and V. The composer Tudor Jarda considered the pedal to 
be one of the simplest harmonic processes, a manner of sound system 
amplification. (Jarda, 2003: 77-78) 

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 executiÏÎ ÏÆ ÅÁÃÈ ȰÖÉÏÌÉÎÉÓÔȱ ÉÎ ÔÈÅ ÔÒÉÏȢ 4ÈÅ ÄÉÖÅÒÓÉÔÙ ÏÆ 
variants of the initial melodic line converges towards unisons to then separate 
ÁÎÄ ÍÅÅÔ ÁÇÁÉÎ ÔÈÒÏÕÇÈ ÄÉÓÃÏÎÔÉÎÕÏÕÓ ÐÕÌÓÁÔÉÏÎÓ ɉ2áÄÕÌÅÓÃÕȟ ΣΫΪΦȡ ΧΦɊ 

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 rudimentary polyphony can be 
ÉÄÅÎÔÉÆÉÅÄ ÉÎ ÔÈÅ ÍÅÌÏÄÉÃ ÄÉÓÃÏÕÒÓÅ ÏÆ ÔÈÅ ÓÏÌÏÉÓÔ ÖÉÏÌÉÎ ÆÒÏÍ ÔÈÅ /Áĥ ÁÒÅÁȢ 

4ÈÅ ÔÅÃÈÎÉÑÕÅ ÏÆ /Áĥ ȰÖÉÏÌÉÎÉÓÔÓȱ ÓÔÁÎÄÓ ÏÕÔ ÄÕÅ ÔÏ ÔÈÅ ÉÎÔÅÒÍÉÔÔÅÎÔ 
doubling of the (lower or higher) melodic line in the fifth and the octave, a 
ÔÅÃÈÎÉÃÁÌ ÐÒÏÃÅÄÕÒÅ ÓÏÍÅÔÉÍÅÓ ÎÏÔÉÃÅÁÂÌÅ ÁÓ Á ËÉÎÄ ÏÆ ȰÂÁÓÓÏ-ÏÓÔÉÎÁÔÏȱȢ 4ÈÉÓ 
technique could be explained by the 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; the braci (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 I, IV, V, following the line of the braci  

and not that of the soloist violin; 

- the dissonances that arise accidentally are not troublesome for the 

members of the instrumental group (Bentoiu, 1965: 150-152). 

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 piece. The 
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 the past, 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 this way, certain archaic genres migrate 
towards the semi-cultivated repertoire, also entering a certain artistic circuit 
ɉ#ÏÍÉĦÅÌȟ ΣΫΩΦȡ ΤΪΤɊȢ 
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PRINCIPII DE ORGANIZARE A ANSAMBLULUI 
INSTRUMENTAL FOLCLORIC. REPERTORII SPECIFICE, 

ASPECTE RITMICO-MELODICE, ARMONICE, HETEROFONICE 
¥) 0/,)&/.)#% 

 

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

INTRODUCERE 

Problematica ansamblului ÉÎÓÔÒÕÍÅÎÔÁÌ ÓÅ ÃÏÎÔÕÒÅÁÚá, ÏÄÁÔá ÃÕ 
ÄÅÚÖÏÌÔÁÒÅÁ ÍÕÚÉÃÉÉ ĥÉ ÁÐÁÒÉĪÉÁ ÐÒÉÍÅÌÏÒ ÉÎÓÔÒÕÍÅÎÔÅ ÍÕÚÉÃÁÌÅȟ ÁÓÔÆÅÌ ÿÎÃÝÔ 
ÐÒÉÍÅÌÅ ÆÏÒÍÅ ÄÅ ÍÁÎÉÆÅÓÔÁÒÅ ÉÎÓÔÒÕÍÅÎÔÁÌá ÿÎ ÃÁÄÒÕÌ ÕÎÕÉ ÁÎÓÁÍÂÌÕ ÄÁÔÅÁÚá 
ÿÎÃá ÄÅ ÐÅ ÖÒÅÍÅÁ ÓÔÒáÍÏĥÉÌÏÒ ÎÏĥÔÒÉ ÇÅÔÏ-ÄÁÃÉȟ ÁÌ ÃáÒÏÒ ÍÏÄ ÄÅ ÄÅÓÆáĦÕÒÁÒÅ 
ÁÒÔÉÓÔÉÃá ÓÅ ÒÅÆÅÒÅÁ la cântatul vocal sau cântatul instrumental, preferate fiind 
ÉÎÓÔÒÕÍÅÎÔÅÌÅ ÃÏÒÄÏÆÏÎÅȟ ÄÅ ÓÕÆÌÁÔ ĥÉ ÃÅÌÅ ÄÅ ÐÅÒÃÕĪÉÅȢ  

Unul din instrumentele preferate ale geto-dacilor era lira, pe care 
ÁÃÅĥÔÉÁ Ï ÿÎÔÒÅÂÕÉÎĪÁÕ ÐÅÎÔÒÕ ÿÎÓÏĪÉÒÅÁ ÓÏÌÉÉÌÏÒ ÃÁÒÅ ÁÄÕÃÅÁÕ ÐÁÃÅÁȢ  

!ÎÓÁÍÂÌÕÒÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÃÁÒÅ ÁÖÅÁÕ ÿÎ ÃÏÍÐÏÎÅÎĪÁ ÌÏÒ ÃÈÉÔÁÒÅȟ ÌÉÒÅȟ 
ÆÌÕÉÅÒÅȟ ÔÏÂÅ ĥÉ ÃÉÎÅÌÅ ÄÅ ÄÉÆÅÒÉÔÅ ÍáÒÉÍÉ ÁÖÅÁÕ ÒÏÌÕÌ ÄÅ Á ÿÎÄÕÐÌÅÃÁ 
ÍÅÎÔÁÌÉÔÁÔÅÁ ÏÓÔÉÌá Á ÄÕĥÍÁÎÉÌÏÒȢ 0ÏÅÔÕÌ /ÖÉÄÉÕ .ÁÓÓÏ ÒÅÁÌÉÚÅÁÚá ÿÎ ÓÃÒÉÅÒÉÌÅ 
sale o descriere a naiului pe care îl pÒÅÚÉÎÔá ÃÁ ÆÉÉÎÄ Ï ÒÕÄá ÁÐÒÏÐÉÁÔá Á ÆÌÕÉÅÒÕÌÕÉȟ 
ÉÁÒ ÃÕ ÐÒÉÖÉÒÅ ÌÁ ÉÎÓÔÒÕÍÅÎÔÅ ÐÒÅÃÕÍ ÂÕÃÉÕÍÕÌȟ ÔÕÂÁ ĥÉ ÔÒÏÍÐÅÔÁȟ ÁÃÅÓÔÁ 
ÐÒÅÃÉÚÅÁÚá Ãá ÁÕ ÆÏÓÔ ÁÄÕÓÅ ÿÎ $ÁÃÉÁ ÄÕÐá ÉÎÖÁÚÉÁ ÒÏÍÁÎá ɉ'ÈÅÎÅÁȟ ΣΫΨΧȡ Ϋ-10). 

I. ISTORIC AL ANSAMBLULUI INSTRUMENTAL FOLCLORIC 

#Õ ÐÒÉÖÉÒÅ ÌÁ ÐÁÒÃÕÒÓÕÌ ÉÓÔÏÒÉÃ ÁÌ ÁÎÓÁÍÂÌÕÌÕÉ ÉÎÓÔÒÕÍÅÎÔÁÌ ÄÉÎ ĪÁÒÁ ÎÏÁÓÔÒáȟ 
ÐÒÉÍÅÌÅ ÆÏÒÍÅ ÄÅ ÍÁÎÉÆÅÓÔÁÒÅ ÍÕÚÉÃÁÌá ÿÎ ÁÎÓÁÍÂÌÕ ÓÅ ÉÄÅÎÔÉÆÉÃá ÿÎ ÐÅÒÉÏÁÄÁ 
ÆÅÕÄÁÌáȟ ÃÝÎÄ ÄÏÖÅÚÉÌÅ ÉÓÔÏÒÉÃÅ ÃÅÒÔÉÆÉÃá ÐÒÅÚÅÎĪÁ ÕÎÕÉ ÔÁÒÁÆ ÄÅ ĪÉÇÁÎÉ ÄÅÎÕÍÉĪÉ 
ȵÁÌáÕÔÁÒÉȱ ÃÁÒÅ ÃÝÎÔÁ ÁÌáÔÕÒÉ ÄÅ ÁÌÔÅ ÆÏÒÍÁĪÉÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÌÁ !ÌÂÁ-Iulia, în 
alaiul voievodului Mihai Viteazu (Ghenea, 1965: 142). 

Articolul intitulat Über die Nationaltänze der Ungarn, publicat în anul 1800 
în revista Allgemeine musikalische Zeitung ÄÉÎ ,ÅÉÐÚÉÇȟ ÕÎÄÅ ÃÉÍÐÏÉÕÌ ĦÉ ÆÌÕÉÅÒÕÌ 
ÓÕÎÔ ÍÅÎĪÉÏÎÁÔÅ ÃÁ ÆÉÉÎÄ ÉÎÓÔÒÕÍÅÎÔÅÌÅ ÿÎÔÒÅÂÕÉÎĪÁÔÅ ÿÎ ÆÏÌÃÌÏÒÕÌ ÒÏÍÝÎÉÌÏÒȟ 
ÒÅÐÒÅÚÉÎÔá ÐÒÉÍÁ ÁÔÅÓÔÁÒÅ ÄÏÃÕÍÅÎÔÁÒá ÃÕ ÐÒÉÖÉÒÅ ÌÁ ÍÁÎÉÆÅÓÔáÒÉÌÅ ÍÕÚÉÃÁÌÅ ÁÌÅ 
ÒÏÍÝÎÉÌÏÒ ɉ#ÏÃÉĦÉÕȟ ΤΡΣΦȡΣΪɊȢ 5ÌÔÅÒÉÏÒ -ÉÈÁÉÌ +ÏÇáÌÎÉÃÅÁÎÕ ÓÃÒÉÅ ÄÅÓÐÒÅ ȵÔÁÒÁÆÕÌ 
ÄÅ ÌáÕÔÁÒÉȱ ÃÁ ÆÉÉÎÄ ÐÒÅÆÅÒÁÔ ÐÅÎÔÒÕ ÍÕÚÉÃÁ ÄÅ ÄÁÎÓȟ ÿÎ ÄÅÔÒÉÍÅÎÔÕÌ ÍÕÚÉÃÉÉ 
ȵÅÖÒÏÐÅÎÅĦÔÉȱ ɉ"ÏÇÄÁÎȟ ΣΫΣΥȡ ΧΥɊȢ 

/ÃÁÚÉÉÌÅ ÄÅ ÍÁÎÉÆÅÓÔÁÒÅ ÁÌÅ ÁÎÓÁÍÂÌÕÒÉÌÏÒ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÓÅ ÒÅÆÅÒá ÌÁȡ 
ÃÌÁÃÁȟ ÏÂÉÃÅÉÕÌ ÄÅ ÓÅÃÅÒÉĦ-ÃÕÎÕÎáȟ ÈÒÁÍÕÌ ÂÉÓÅÒÉÃÉÉȟ ÐÌÏÃÏÎÕÌ ɉÄÕÃÅÒÅÁ ÄÅ ÄÁÒÕÒÉ 
ÌÁ ÎÁĦÉ ÃÕ ÌáÕÔÁÒÉɊȟ ÔÅÁÔÒÕÌ ÐÏÐÕÌÁÒȟ ÓÆÉÎĪÉÒÅÁ ÂÉÓÅÒÉÃÉÉȟ ĦÅÚáÔÏÁÒÅÁȠ ÂÁÌÕÒÉȟ ÎÕÎĪÉȟ 
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ÂÏÔÅÚÕÒÉȟ ÏÂÉÃÅÉÕÌ ÂÏÕÌÕÉ ÿÎÓÔÒÕĪÁÔȟ ÓÝÎÚÝÉÅÎÅÌÅȟ ÃÕÍÅÔÒÉÉȟ ÌÏÇÏÄÎÅȟ ÉÓÐÁÓÕÌȟ 
ÿÎÍÏÒÍÝÎÔáÒÉȟ ÒÕÓÁÌÉÉÌÅȟ ÎÅÄÅÉÌÅȟ ÃÏÎÃÕÒÓÕÒÉÌÅ ÄÅ ÆÏÌÃÌÏÒȟ ÓÅÒÂáÒÉ ÃÝÍÐÅÎÅĦÔÉȟ 
ÚÉÌÅÌÅ ÕÎÅÉ ÃÏÍÕÎÅȟ ÚÉÌÅÌÅ ÕÎÕÉ ÏÒÁĦ ÅÔÃȢ  

5ÒÍáÒÉÎÄ ÃÒÉÔÅÒÉÕÌ ÐÒÏÆÅÓÉÏÎÁÌÉÓÍÕÌÕÉ ĦÉ ÃÅÌ ÁÌ ÒÅÍÕÎÅÒÁĪÉÅÉ ÓÅ 
ÃÏÎÔÕÒÅÁÚá ÔÒÅÉ ÃÁÔÅÇÏÒÉÉ ÄÅ ÍÕÚÉÃÁÎĪÉȡ ÁÍÁÔÏÒÉȟ ÓÅÍÉÐÒÏÆÅÓÉÏÎÉĦÔÉ ĦÉ 
ÐÒÏÆÅÓÉÏÎÉĦÔÉȢ  

_Î ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÁÎÓÁÍÂÌÕÒÉÌÅ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÄÉÎ 4ÒÁÎÓÉÌÖÁÎÉÁ ÓÅ 
ÉÄÅÎÔÉÆÉÃá ÇÒÕÐÕÒÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÄÅ ÄÉÍÅÎÓÉÕÎÉ ÒÅÄÕÓÅ ÓÐÅÃÉÆÉÃÅ ÍÅÄÉÕÌÕÉ ÒÕÒÁÌ 
ĦÉ ÇÒÕÐÕÒÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÓÕÐÒÁÄÉÍÅÎÓÉÏÎÁÌÅ ÐÒÅÃÕÍ ÏÒÃÈÅÓÔÒÁ ÐÏÐÕÌÁÒáȟ 
ÓÐÅÃÉÆÉÃÅ ÍÕÚÉÃÉÉ ÐÏÐÕÌÁÒÅ ÏÒáĦÅÎÅĦÔÉȢ  

)ÌÁÒÉÏÎ #ÏÃÉĦÉÕ ÓÅÍÎÁÌÅÁÚá ÿÎ ÕÎÁ ÄÉÎ ÌÕÃÒáÒÉÌÅ ÓÁÌÅ ÐÒÅÚÅÎĪÁ ÕÎÕÉ 
ÁÎÕÍÉÔ ÔÉÐ ÄÅ ȵÓÉÍÆÏÎÉÓÍ ÐÏÐÕÌÁÒȱ ÃÁÒÅ ÓÅ ÃÏÎÔÕÒÅÁÚá ÐÒÉÎ ÿÎÆÉÉÎĪÁÒÅÁ 
ÇÒÕÐÕÒÉÌÏÒ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ȵÄÅ ÃÏÎÃÅÒÔȱȟ Á ÆÁÎÆÁÒÅÌÏÒȟ ÏÒÃÈÅÓÔÒÅÌÏÒ ĦÉ 
ÁÎÓÁÍÂÌÕÒÉÌÏÒ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒá ɉ#ÏÃÉĦÉÕȟ ΤΡΣΦȡ Σ6). Aceste categorii de 
ÁÎÓÁÍÂÌÕÒÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÓÅ ÆÏÒÍÅÁÚá ÐÅ ÖÅÃÈÅÁ ÓÔÒÕÃÔÕÒá Á ÇÒÕÐÕÌÕÉ 
ÉÎÓÔÒÕÍÅÎÔÁÌ ÒÕÒÁÌȟ ÆÉÉÎÄ ÃÏÎÓÔÉÔÕÉÔÅ ÄÉÎ ÍÕÚÉÃÁÎĪÉ ÓÅÍÉÐÒÏÆÅÓÉÏÎÉĦÔÉ ĦÉ 
ÐÒÏÆÅÓÉÏÎÉĦÔÉ ÃÁÒÅ ÿĦÉ ÄÅÓÆáĦÏÁÒá ÁÃÔÉÖÉÔÁÔÅÁ ÿÎ ÍÅÄÉÕÌ ÕÒÂÁÎȟ ÐÒÏÍÏÖÝÎÄ ÕÎ 
ÒÅÐÅÒÔÏÒÉÕ ȵÄÅ ÔÉÐ ÎÏÕȢȱ  

!ÐÁÒÉĪÉÁ ȵÓÉÍÆÏÎÉÓÍÕÌÕÉȱ ÐÏÐÕÌÁÒ ÐÒÅÓÕÐÕÎÅ ÿÍÂÏÇáĪÉÒÅÁ ÍÁÎÉÅÒÅÉ ÄÅ 
ÉÎÔÅÒÐÒÅÔÁÒÅ Á ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÌÏÒ ÃÁÒÅ ÕÔÉÌÉÚÅÁÚá  ÐÒÏÃÅÄÅÅ ÅØÅÃÕĪÉÏÎÁÌÅ 
ÿÍÐÒÕÍÕÔÁÔÅ ÄÉÎ ÍÕÚÉÃÁ ÃÕÌÔáȟ ÐÒÏÃÅÄÅÅ ÐÅ ÃÁÒÅ ÌÅ ÁÄÁÐÔÅÁÚá ÿÎ ÐÅÒÍÁÎÅÎĪá 
ÌÁ ÃÝÎÔÅÃÕÌ ÐÏÐÕÌÁÒȢ /ÄÁÔá ÃÕ ÄÅÚÖÏÌÔÁÒÅÁ ÉÎÔÅÒÅÓÕÌÕÉ ÆÁĪá ÄÅ ÃÝÎÔÁÔÕÌ ÿÎ 
ÁÎÓÁÍÂÌÕÒÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÄÅ ÍÁÒÉ ÄÉÍÅÎÓÉÕÎÉ ÐÒÅÃÕÍ ÏÒÃÈÅÓÔÒÁ ÐÏÐÕÌÁÒáȟ ÿÎ 
ÍÅÄÉÕÌ ÏÒáĦÅÎÅÓÃ ÉÁ ÎÁĦÔÅÒÅ ÆÏÌÃÌÏÒÕÌ ȵÄÅ ÔÉÐ ÎÏÕȟ ÓÐÅÃÉÆÉÃ ÍÅÄÉÕÌÕÉ ÏÒáĦÅÎÅÓÃȱ 
ɉ#ÏÃÉĦÉÕȟ ΤΡΣΦȡ ΤΫɊȢ 

II. PRINCIPII DE ORGANIZARE 

)ÎÄÉÆÅÒÅÎÔ ÄÅ ÄÉÍÅÎÓÉÕÎÉÌÅ ÓÁÕ ÃÏÍÐÏÎÅÎĪÁ ÓÁȟ ÁÎÓÁÍÂÌÕÌ 
ÉÎÓÔÒÕÍÅÎÔÁÌ ÔÒÁÄÉĪÉÏÎÁÌ ÄÅ ÌÁ ÏÒÁĦ ÓÁÕ ÄÅ ÌÁ ÓÁÔ ÅÓÔÅ ÁÌÃáÔÕÉÔ ÄÉÎ ÄÏÕá 
ÃÏÍÐÁÒÔÉÍÅÎÔÅȡ ÃÅÌ ÓÏÌÉÓÔÉÃ ĦÉ ÃÅÌ ÁÒÍÏÎÉÃ ɉ2áÄÕÌÅÓÃÕȟ ΣΫΪΥȡ ΪΫɊȢ 

Compartimentul solistic ÉÎÃÌÕÄÅ ÉÎÓÔÒÕÍÅÎÔÅ ÃÕ ÆÕÎÃĪÉÉ ÓÏÌÉÓÔÉÃÅȡ 
fluierul, naiul, cimpoiul, vioara, clarinetul, saxofonul, trompeta, acestea având 
rolul de a expune planul melodic al discursului muzical. 

Compartimentul armonic ÉÎÃÌÕÄÅ ÉÎÓÔÒÕÍÅÎÔÅ ÃÁÒÅ ÿÎÄÅÐÌÉÎÅÓÃ ÆÕÎÃĪÉÁ 
ÁÒÍÏÎÉÃáȡ ÖÉÏÌÁȟ ÁÃÏÒÄÅÏÎÕÌȟ ÃÏÎÔÒÁÂÁÓÕÌȟ ÃÈÉÔÁÒÁȟ ĪÁÍÂÁÌÕÌȟ ÃÏÂÚÁ ĦȢÁȢÍȢÄȢ 

_Î ÆÕÎÃĪÉÅ ÄÅ ÎÅÃÅÓÉÔáĪÉÌÅ ÁÎÓÁÍÂÌÕÌÕÉ ÉÎÓÔÒÕÍÅÎÔÁÌȟ ÁÎÕÍÉÔÅ 
ÉÎÓÔÒÕÍÅÎÔÅ ÐÏÔ ÿÎÄÅÐÌÉÎÉ ÆÕÎÃĪÉÁ ÁÒÍÏÎÉÃáȢ _Î ÁÃÅÁÓÔá ÓÉÔÕÁĪÉÅ ÓÅ ÒÅÇáÓÅĦÔÅ 
adesea vioara (contra) care devine un instrument cu rol de acompaniament, 
substituind adesea viola. Instrumente precum cimpoiul, acordeonul, iar 
ÃÝÔÅÏÄÁÔá ÃÏÂÚÁ ĦÉ ĪÁÍÂÁÌÕÌ ÐÏÔ ÿÎ ÁÎÕÍÉÔÅ ÓÉÔÕÁĪÉÉ ÿÎÄÅÐÌÉÎÉ ÓÉÍÕÌÔÁÎ ÁÔÝÔ 
ÆÕÎÃĪÉÁ ÓÏÌÉÓÔÉÃáȟ ÃÝÔ ĦÉ ÃÅÁ ÁÒÍÏÎÉÃáȢ  

#ÏÎÄÕÃáÔÏÒÕÌ ÍÕÚÉÃÁÌ ÁÌ ÃÏÍÐÁÒÔÉÍÅÎÔÕÌÕÉ ÓÏÌÉÓÔÉÃȟ ÄÅÎÕÍÉÔ ǌprimaĦǌ 
este instrumentistul care se ocupá de buna desfáĦurare a ansamblului 
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instrumental. De regulá compartimentul solistic este condus de un instrument 
cu posibilitáĪi solistice, fie el fluier, nai, clarinet, saxofon sau vioará, cea din 
urmá fiind instrumentul care ÿĦi cÝĦtigá supremaĪia în faĪa celorlalte 
(Rádulescu, 1984: 16). 

ȵ0ÒÉÍÁĦÕÌȱ ÄÅĪÉÎÅ ÿÎÄÁÔÏÒÉÒÉ ÄÅ ÎÁÔÕÒá ÐÒÏÆÅÓÉÏÎÁÌá ĦÉ ÁÄÍÉÎÉÓÔÒÁÔÉÖáȡ 
ÁÌÅÇÅ ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÉ ÁÎÓÁÍÂÌÕÌÕÉ ĦÉ ÓÅÌÅÃÔÅÁÚá ÒÅÐÅÒÔÏÒÉÕÌȠ ÅÓÔÅ ÄÉÒÅÃÔ 
ÒáÓÐÕÎÚáÔÏÒ ÄÅ ÐÒÅÓÔÁĪÉÁ ÍÕÚÉÃÁÌá Á ÇÒÕÐÕÌÕÉȠ ÄÅÃÉÄÅ tempo-urile melodiilor; 
ÁÊÕÔá ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÿÎ ÃÁÚÕÌ ÿÎ ÃÁÒÅ ÅÓÔÅ ÎÅÃÅÓÁÒȠ ÐÒÅÉÁ ÁÎÇÁÊÁÍÅÎÔÅÌÅȟ 
ÒÅÐÒÅÚÅÎÔÝÎÄ ÆÏÒÍÁĪÉÁ ÿÎ ÒÅÌÁĪÉÁ ÃÕ ÁÎÇÁÊÁÔÏÒÕÌȠ ÐÒÉÍÅĦÔÅ ĦÉ ÄÉÓÔÒÉÂÕÉÅ ÿÎ ÍÏÄ 
ÅÃÈÉÔÁÂÉÌ ÒÅÍÕÎÅÒÁĪÉÁȢ 

#ÏÍÐÁÒÔÉÍÅÎÔÕÌ ÁÒÍÏÎÉÃ ÐÏÁÔÅ ÁÖÅÁ ÿÎ ÃÏÍÐÏÎÅÎĪÁ ÓÁ ÄÅ ÌÁ ÕÎÕÌ ÐÝÎá 
ÌÁ ÃÉÎÃÉ ÉÎÓÔÒÕÍÅÎÔÅ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔȟ ÁÃÔÉÖÉÔÁÔÅÁ ÁÒÍÏÎÉÃá ÆÉÉÎÄ ÄÉÒÅÃÔ 
ÃÏÏÒÄÏÎÁÔá ÄÅ ÃÏÎÄÕÃáÔÏÒÕÌ ÐÁÒÔÉÄÅÉ ÓÅÃÕÎÄÅ ɉ2áÄÕÌÅÓÃÕȟ ΣΫΪΦȡ ΤΡɊȢ !ÃÅÓÔ 
ÃÏÍÐÁÒÔÉÍÅÎÔ ÓÅ ÓÕÂÏÒÄÏÎÅÁÚá ȵÐÒÉÍÁĦÕÌÕÉȱȟ ÃÏÎÌÕÃÒÝÎÄ ÌÁ Ï ÄÅÓÆáĦÕÒÁÒÅ 
ÃÁÌÉÔÁÔÉÖá Á ÐÒÅÓÔÁĪÉÅÉ ÍÕÚÉÃÁÌÅȢ 2ÅÓÐÏÎÓÁÂÉÌÉÔáĪÉÌÅ ÃÏÍÐÁÒÔÉÍÅÎÔÕÌÕÉ ÁÒÍÏÎÉÃ 
ÓÅ ÒÅÆÅÒá ÌÁȡ ÓÕÓĪÉÎÅÒÅÁ ÁÒÍÏÎÉÃá ĦÉ ÒÉÔÍÉÃá Á ÉÎÓÔÒÕÍÅÎÔÅÌÏÒ ÓÏÌÉÓÔÅ ĦÉ 
sincronizarea metro-ÒÉÔÍÉÃá ÄÉÎÔÒÅ ÃÅÌÅ ÄÏÕá ÃÏÍÐÁÒÔÉÍÅÎÔÅȢ 

III. REPERTORII SPECIFICE 

2ÅÐÅÒÔÏÒÉÕÌ ÐáÓÔÏÒÅÓÃ ÅÓÔÅ ÓÐÅÃÉÆÉÃ ÚÏÎÅÉ ÒÕÒÁÌÅ ĦÉ ÃÕÐÒÉÎÄÅ ÍÅÌÏÄÉÉ 
ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÅØÅÃÕÔÁÔÅ ÌÁ ÉÎÓÔÒÕÍÅÎÔÅ ÁÅÒÏÆÏÎÅ ĦÉ ÐÓÅÕÄÏÉÎÓÔÒÕÍÅÎÔÅȢ #ÅÁ 
ÍÁÉ ÍÁÒÅ ÐÁÒÔÅ Á ÃÒÅÁĪÉÅÉ ÏÒÁÌÅ Á ÐÏÐÏÒÕÌÕÉ ÎÏÓÔÒÕ ÿĦÉ ÁÒÅ ÏÒÉÇÉÎÉÌÅ ÿÎ ÁÃÅÁÓÔá 
ÍÕÚÉÃáȟ Á ÃáÒÅÉ ÔÅÍÁÔÉÃá ÄÅ ÂÁÚá ÅÓÔÅ ÐáÓÔÏÒÉÔÕÌȢ  

Cântecele în stil liber ÓÅ ÒÅÆÅÒá ÌÁ ÕÎ ÒÅÐÅÒÔÏÒÉÕ ÍÕÚÉÃÁÌ ÓÐÅÃÉÆÉÃȟ ÃÁÒÅ 
ÅÓÔÅ ÄÅÔÅÒÍÉÎÁÔ ÄÅ ÃÏÎÓÔÒÕÃĪÉÁ ĦÉ ÐÏÓÉÂÉÌÉÔáĪÉÌÅ ÔÅÈÎÉÃÅ ÁÌÅ ÉÎÓÔÒÕÍÅÎÔÅÌÏÒ 
ÁÅÒÏÆÏÎÅȟ ÿÎÓá ÃÕ ÔÉÍÐÕÌ Ï ÍÁÒÅ ÐÁÒÔÅ ÄÉÎ ÁÃÅÁÓÔá ÍÕÚÉÃá Á ÆÏÓÔ ÉÎÔÒÏÄÕÓá ÿÎ 
repertoriul muzical al altor instrumente, fiind adaptat unor maniere de 
ÅØÅÃÕĪÉÅ ÄÉÓÔÉÎÃÔÅȢ 

Repertoriul ocazional este reprezentat de folclorul obiceiurilor de 
ÔÏÁÍÎá-ÉÁÒÎáȟ ÏÂÉÃÅÉÕÒÉÌÅ ÄÅ ÐÒÉÍáÖÁÒá-ÖÁÒáȟ ÒÉÔÕÁÌÕÒÉÌÅ ÃÁÒÅ ÁÕ ÿÎ ÖÅÄÅÒÅ 
ÎÁĦÔÅÒÅÁȟ ÎÕÎÔÁ ĦÉ ÿÎÍÏÒÍÝÎÔÁÒÅÁȢ 

Repertoriul neocazional este reprezentat de muzica de joc, muzica 
ÖÏÃÁÌá ĦÉ ÃÅÁ ÉÎÓÔÒÕÍÅÎÔÁÌá ÐÒÏÐÒÉÕ-ÚÉÓáȢ 

$ÏÉÎÁ ÉÎÓÔÒÕÍÅÎÔÁÌá ÅÓÔÅ ÒÅÐÒÅÚÅÎÔÁÔá ÁÓÔáÚÉ ÃÁ ÕÎ ÇÅÎ ÉÎÓÔÒÕÍÅÎÔÁÌ 
ÄÅ ÓÉÎÅ ÓÔáÔáÔÏÒ ĦÉ ÅÓÔÅ ÃÁÒÁÃÔÅÒÉÚÁÔá  ÄÅ Ï ÁÍÐÌÉÆÉÃÁÒÅ Á ÆÒÁÚÅÉ ÍÕÚÉÃÁÌÅȟ ÃÁÒÅ 
ÄÅÐáĦÅĦÔÅ ÔÉÐÁÒÕÌ ÏÃÔÏÓÉÌÁÂÉÃ ÁÌ ÖÅÒÓÉÆÉÃÁĪÉÅÉȟ ÕÎ ÁÍÂÉÔÕÓ ÃÁÒÅ ÄÅÐáĦÅĦÔÅ ÏÃÔÁÖÁ 
ĦÉ ÄÅ Ï ÍÅÌÏÄÉÃá ÃÕ ÐÏÒÔÁÍÅÎÔÅȟ ÅÍÉÓÉÉ ÓÏÎÏÒÅ ĦÉ ÔÅÈÎÉÃÉ ÓÐÅÃÉÆÉÃÅ 
instrumentului muzical.  

1. Aspecte melodice 
3Å ÒÅÍÁÒÃá ÐÒÅÆÅÒÉÎĪÁ ÓÐÒÅ ÄÅÓÆáĦÕÒÁÒÅÁ ÍÅÌÏÄÉÃá ÔÒÅÐÔÁÔáȟ 

ÐÒÅÄÏÍÉÎÝÎÄ ÉÎÔÅÒÖÁÌÅÌÅ ÄÅ ÓÅÃÕÎÄá ĦÉ ÔÅÒĪáȢ  _Î ÚÏÎÁ /ÁĦÕÌÕÉȟ ÃÖÁÒÔÁ ĦÉ ÃÖÉÎÔÁ 
ÐÅÒÆÅÃÔá ÓÕÎÔ ÉÎÔÅÒÖÁÌÅ ÄÅÓ ÿÎÔÝÌÎÉÔÅȟ ÉÁÒ ÍÕÚÉÃÁÎĪÉÉ ÄÅ ÒÅÇÕÌá ÅØÅÃÕÔá  ÁÐÒÏÁÐÅ 
întreg discursul muzical în duble cvÉÎÔÅ ĦÉ ÃÖÁÒÔÅ ÐÅÒÆÅÃÔÅȢ  
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%ÔÎÏÍÕÚÉÃÏÌÏÇÕÌ +ÅÌÄÝĦ ÓÃÒÉÅ ÿÎÔÒ-ÕÎÁ ÄÉÎ ÌÕÃÒáÒÉÌÅ ÓÁÌÅȟ Introducere la 
Istoria muziciiȟ ÄÅÓÐÒÅ ÉÎÔÏÎÁĪÉÉÌÅ ÄÅ ÃÖÁÒÔá ÐÅ ÃÁÒÅ ÌÅ ÁÓÏÃÉÁÚá ÃÕ ÓÔÒÉÇáÔÅ ÄÅ 
ÃÈÅÍÁÒÅ ÓÁÕ ÓÅÍÎÁÌÅȟ ÃÕ ÁÔÝÔ ÍÁÉ ÍÕÌÔ ÕÎÉÉ ÍÕÚÉÃÏÌÏÇÉ ÌÅÁÇá ÉÎÔÅÒÖÁÌÕÌ ÄÅ Ï 
subordonare la caraba cimpoiului. 
$Å ÒÅÇÕÌáȟ ÿÎ ÍÕÚÉÃÁ ÉÎÓÔÒÕÍÅÎÔÁÌá ÓÅ ÒÅÍÁÒÃá ÓÃáÒÉ ĦÉ ÍÏÄÕÒÉ ÄÉÁÔÏÎÉÃÅȢ 

%ÔÎÏÍÕÚÉÃÏÌÏÇÕÌ 'ÈÅÏÒÇÈÅ #ÉÏÂÁÎÕ ÓÅÍÎÁÌÅÁÚá ÿÎÔÒ-unul din studiile sale 
ÐÒÅÆÅÒÉÎĪÁ ÐÅÎÔÒÕ ÁÎÕÍÉÔÅ ÓÃáÒÉ ÃÒÏÍÁÔÉÃÅ ÿÎ ÁÎÕÍÉÔÅ ÇÅÎÕÒÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅȡ   

-  _Î ÍÕÚÉÃÁ ÐáÓÔÏÒÅÁÓÃáȟ ÃÝÎÔÅÃÅÌÅ ÐÒÏÐÒÉÕ-ÚÉÓÅȟ ÒÅÐÅÒÔÏÒÉÕÌ ÎÕÐĪÉÁÌ ĦÉ 

ÒÅÐÅÒÔÏÒÉÕÌ ÄÅ ÄÁÎÓ ÄÉÎ 4ÒÁÎÓÉÌÖÁÎÉÁ ÓÅ ÒÅÍÁÒÃá ÅØÉÓÔÅÎĪÁ ÓÃáÒÉÉ 

ÃÒÏÍÁÔÉÃÅ ÃÁÒÁÃÔÅÒÉÚÁÔÅ ÄÅ ÓÅÃÕÎÄÁ ÍáÒÉÔá ÿÎÔÒÅ ÔÒÅÐÔÅÌÅ Υ-4 în cadrul  

ÕÎÕÉ ÁÍÂÉÔÕÓ ÃÁÒÅ ÐÏÁÔÅ Óá ÄÅÐáĦÅÁÓÃá ÏÃÔÁÖÁȠ 

- _Î ÍÅÌÏÄÉÉÌÅ ȵÄÅ ÓÔÒÉÇÁÔȱ ĦÉ ÿÎ ÒÅÐÅÒÔÏÒÉÕÌ ÐáÓÔÏÒÅÓÃ ÄÉÎ §ÉÎÕÔÕÌ 

.áÓáÕÄÕÌÕÉ ÓÅ ÉÄÅÎÔÉÆÉÃá ÓÃÁÒÁ ÃÒÏÍÁÔÉÃáȟ ÁÖÝÎÄ ÓÅÃÕÎÄÁ ÍáÒÉÔá ÿÎÔÒÅ 

treptele 1-2. 
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#ÏÎÓÔÁÎÔÉÎ "ÒáÉÌÏÉÕ ÅÓÔÅ ÃÅÌ ÃÁÒÅ ÓÅÍÎÁÌÅÁÚá ÐÒÅÚÅÎĪÁ ÐÅÎÔÁÔÏÎÉÅÉ ÿÎ 
ÍÕÚÉÃÁ ÉÎÓÔÒÕÍÅÎÔÁÌáȠ ÁÃÅÓÔÁ ÄÅÚÖÏÌÔá Ï ÔÅÏÒÉÅ Á ÐÅÎÔÁÔÏÎÉÅÉ ÃÏÎÓÏÎÁÎÔÉÃÅ 
ÃÁÒÅ ÐÏÒÎÅĦÔÅ ÄÅ ÌÁ ÐÒÉÍÁ ÓÅÒÉÅ Á ÓÃáÒÉÉ ÐÅÎÔÁÔÏÎÉÃÅ ÃÏÒÅÓÐÕÎÚáÔÏÁÒÅ ÍÏÄÕÌÕÉ 
) ÁÌ ÃÈÉÎÅÚÉÌÏÒ ĦÉ ÆÏÒÍÅÁÚá ÃÉÎÃÉ ÓÅrii care au ca punct de plecare un sunet 
generator - sol.   

2. Aspecte ritmice 
_Î ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÓÔÒÕÃÔÕÒÁȟ ÍÕÚÉÃÁ ÉÎÓÔÒÕÍÅÎÔÁÌá ÅÓÔÅ ÆÏÁÒÔÅ ÖÁÒÉÁÔáȟ 

ÅØÃÅÐĪÉÅ ÓÕÎÔ ÍÅÌÏÄÉÉÌÅ ÄÅÓÔÉÎÁÔÅ ÊÏÃÕÌÕÉȢ 0ÕÌÓÁĪÉÁ ÒÉÔÍÉÃáȟ ÅÌÅÍÅÎÔ ÄÅ ÌÅÇáÔÕÒá 
ÄÉÎÔÒÅ ÍÕÚÉÃá ĦÉ ÄÁÎÓȟ ÃÒÅÅÁÚá Ï ÉÎÔÅÒÄÅÐÅÎÄÅÎĪá ÓÔÒÉÃÔá ÿÎ ÁÃÅÁÓÔá ÄÉÒÅÃĪÉÅȟ ÉÁÒ 
aceste elemente nu pÏÔ ÓÕÐÒÁÖÉÅĪÕÉ ÕÎÕÌ ÆáÒá ÃÅÌáÌÁÌÔȢ  

Numeroasele studii efectuate în domeniul ritmului de dans au în 
ÖÅÄÅÒÅ ÍÕÚÉÃÁ ÓÐÅÃÉÆÉÃáȟ Á ÃáÒÅÉ ÂÏÇáĪÉÅ ÒÉÔÍÉÃá ÅÓÔÅ ÒÅÚÕÌÔÁÔá ÄÉÎ ÃÏÍÂÉÎÁÒÅÁ 
ÏÐÔÉÍÉÌÏÒ ĦÉ Á ÐáÔÒÉÍÉÌÏÒ ÿÎ ÍÉÃÒÏÓÔÒÕÃÔÕÒÉ ÂÉÎÁÒÅ ÓÉÍÐÌÅ ĦÉ ÓÉÎÃÏÐÁÔÅȟ 
ÃÏÒÅÓÐÏÎÄÅÎÔÅ ÃÕ ÁÌÔÅÒÎÁÎĪÅÌÅ ÒÉÔÍÉÃÅ ÓÐÅcifice ritmului coregrafic.  

4ÒÁÉÁÎ -ÝÒÚÁ ÍÅÎĪÉÏÎÅÁÚá ÿÎ ÕÎÁ ÄÉÎ ÌÕÃÒáÒÉÌÅ ÓÁÌÅ ÄÅÓÐÒÅ ritmul 
orchestic, ÐÅ ÃÁÒÅ ÿÌ ÉÄÅÎÔÉÆÉÃá ÿÎ ÇÅÎÕÒÉÌÅ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÃÁÒÅ Ó-au desprins de 
ÄÁÎÓȟ ÿÎÓá ÁÕ ÐáÓÔÒÁÔ ÆÏÒÍÕÌÅÌÅ ÒÉÔÍÉÃÅ ÓÐÅÃÉÆÉÃÅ ÄÁÎÓÕÌÕÉ ɉ-ÝÒÚÁȟ ΣΫΩΤȡΤΧΩɊȢ 

2ÉÔÍÕÒÉÌÅ ÿÎÔÝÌÎÉÔÅ ÿÎ ÍÕÚÉÃÁ ÉÎÓÔÒÕÍÅÎÔÁÌá ÄÉÎ 4ÒÁÎÓÉÌÖÁÎÉÁ ÓÅ ÿÍÐÁÒÔ 
ÿÎ ÔÒÅÉ ÒÁÍÕÒÉȡ ÒÉÔÍÕÌ ÌÉÂÅÒȠ ÒÉÔÍÕÌ ÍáÓÕÒÁÔȠ ÒÉÔÍÕÌ ÍÉØÔ ĦÉ ÒÉÔÍÕÌ ÌÉÂÅÒ ÃÕ ÃÁÒÁÃÔÅÒ 
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ÉÍÐÒÏÖÉÚÁÔÏÒÉÃȢ _Î ÆÕÎÃĪÉÅ ÄÅ ÃÏÍÐÏÎÅÎÔÁ ÖÁÒÉÁÂÉÌá Á ÆÏÌÃÌÏÒÕÌÕÉ ÍÕÚÉÃÁÌȟ ÒÉÔÍÕÌ 
ÍáÓÕÒÁÔ ɉgiustoɊ ÐÏÁÔÅ ÆÉ ÌÁ ÒÝÎÄÕÌ ÓáÕȡ ÓÉÍÅÔÒÉÃ ɉÂÉÎÁÒȟ ÔÅÒÎÁÒɊ ĦÉ ÁÓÉÍÅÔÒÉÃȢ  

!ÃÅÓÔÁ ÄÉÎ ÕÒÍá ÁÌÔÅÒÎÅÁÚá ÐÕÌÓÁĪÉÉ ÂÉÎÁÒÅ ÃÕ ÐÕÌÓÁĪÉÉ ÔÅÒÎÁÒÅȟ 
generând celule muzicale care nu se pot încadra într-un mers regulat de optimi 
ÓÁÕ ÐáÔÒÉÍÉȢ 2ÁÐÏÒÔÕÌ ÕÎÉÔáĪÉÌÏÒ ÉÎÅÇÁÌÅ ÄÉÎ ÁÃÅÓÔ ÒÉÔÍ ÅÓÔÅ ÕÎ ÎÕÍáÒ ÉÒÁĪÉÏÎÁÌȟ 
ÅØÐÒÉÍÁÔ ÁÓÔÆÅÌȡ ΤȡΥ ÓÁÕ ΥȡΤ ĦÉ 3:4 sau 4:3. 

2ÉÔÍÕÌ ÁËÓÁË ɉÁÓÉÍÅÔÒÉÃɊ ÐÅ ÃÁÒÅ "ÁÒÔĕË ÿÌ ÎÕÍÅÁ ȵÂÕÌÇáÒÅÓÃȱ ÁÒÅ ÿÎ 
ÃÏÍÐÏÎÅÎĪÁ ÓÁ ÔÒÅÉ ÕÎÉÔáĪÉ ÄÅ ÔÉÍÐȟ ÃÅÁ ÄÅ Á ÔÒÅÉÁ ÆÉÉÎÄ ÐÒÅÌÕÎÇÉÔá ÃÕ Ï 
ÓÕÂÄÉÖÉÚÉÕÎÅ ÄÅ ĦÁÉÓÐÒÅÚÅÃÉÍÅȢ !ÃÅÓÔÁ ÁÒÅ ÄÏÕá ÆÏÒÍÅȡ ÿÎ ÃÁÒÅ ÏÐÔÉÍÅÁ 
ÐÒÅÌÕÎÇÉÔá ÓÅ ÁÆÌá ÐÅ ÐÒÉÍÕÌ ÌÏÃ ÁÌ ÓÔÒÕÃÔÕÒÉÉ ÒÉÔÍÉÃÅ ĦÉ ÿÎ ÃÁÒÅ ÏÐÔÉÍÅÁ ÐÒÅÌÕÎÇÉÔá 
ÏÃÕÐá ÕÌÔÉÍÕÌ ÌÏÃ ÁÌ ÓÔÒÕÃÔÕÒÉÉ ÒÉÔÍÉÃÅ. 

'ÕÖÅÒÎÁÔÅ ÄÅ ÄÉÖÉÚÉÕÎÅÁ ÎÕÍáÒÕÌÕÉ Ω ÉÄÅÎÔÉÆÉÃáÍ ÒÉÔÍÕÒÉ ÁÓÉÍÅÔÒÉÃÅ 
ÃÁÒÅ ÓÅ ÿÎÔÝÌÎÅÓÃ ÿÎ ÂÒÝÕÌ ÂáÎáĪÅÁÎ ɉΥϹΤϹΤȾΣΨɊȟ ÿÎ ÒÉÔÍÕÌ ÄÅ ÇÅÁÍÐÁÒÁ 
ɉ$ÏÂÒÏÇÅÁɊ ĦÉ ÿÎ ÒÉÔÍÕÌ ȵÄÁÎÓÕÌÕÉ ÄÅ ÃÁÐÒáῤ (ostropáĪ) din zona Moldovei 
(2+2+3/16).  

/ ÁÌÔá ÆÏÒÍá ÄÅ ÒÉÔÍ ÁÓÉÍÅÔÒÉÃ ÿÎ ÃÁÒÅ ÓÕÂÄÉÖÉÚÉÕÎÅÁ ÄÅ ĦÁÉÓÐÒÅÚÅÃÉÍÅ 
este de 2ϹΤϹΥϹΥȾΣΨ ÓÅ ÒÅÆÅÒá ÌÁ ÍÅÌÏÄÉÉÌÅ ÄÅ ÊÏÃ ÐÒÅÃÕÍ ÐÕÒÔÁÔÁ ÁÓÉÍÅÔÒÉÃáȟ 
ÿÎÖÝÒÔÉÔÁ ÁÓÉÍÅÔÒÉÃá ĦÉ ÒÏÍÝÎÅĦÔÅ ÿÎ ÐÏÎÔÕÒÉȢ 

2ÉÔÍÕÌ ÍÉØÔ ÓÅ ÒÅÆÅÒá ÌÁ ÍÅÌÏÄÉÉÌÅ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÃÁÒÅ ÿÍÂÉÎá ÓÔÒÕÃÔÕÒÉ 
ritmice simetrice cu cele asimetrice.  

5Î ÂÕÎ ÅØÅÍÐÌÕ ÃÁÒÅ ÅÖÉÄÅÎĪÉÁÚá ÁÃÅÁÓÔá ÁÌÔÅÒÎÁÎĪá ÒÉÔÍÉÃá ÿÌ ÇáÓÉÍ 
într-Ï ÍÅÌÏÄÉÅ ÉÎÓÔÒÕÍÅÎÔÁÌá ÃÕÌÅÁÓá ÄÅ "ÁÒÔĕË ÿÎ ÃÏÍÉÔÁÔÕÌ 4ÏÒÏÎÔÁÌȟ ÁÌÅ ÃáÒÅÉ 
ÓÃÈÉÍÂáÒÉ ÄÅ ÒÉÔÍ ÓÅ ÒÅÁÌÉÚÅÁÚá ÄÉÎ ÄÏÕá ÿÎ ÄÏÕá ÍáÓÕÒÉȟ ÁÌÔÅÒÎÁÎĪÁ ritmului 
ÓÉÍÅÔÒÉÃ ÂÉÎÁÒ ÃÕ ÃÅÌ ÁÓÉÍÅÔÒÉÃ ÆÉÉÎÄ ÃÏÎÓÔÁÎÔáȡ 

 

 
 

Fig. 2. Pre loc (Bartók, 1976: 23) 
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3. !ÓÐÅÃÔÅ ÁÒÍÏÎÉÃÅȟ ÈÅÔÅÒÏÆÏÎÉÃÅ ĦÉ ÐÏÌÉÆÏÎÉÃÅ 
Unul dintre atributele însemnate ale repertoriului muzical folcloric se 

ÒÅÆÅÒá ÌÁ ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÁÒÍÏÎÉÃ ÿÎ ÃÁÄÒÕÌ ÕÎÕÉ ÇÒÕÐ ÔÒÁÄÉĪÉÏÎÁÌȢ ,Á 
începutul secolului al XIX-ÌÅÁȟ ,ÉÓÚÔ ÁÆÉÒÍá Ãá ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÌáÕÔáÒÅÓÃ ÓÅ 
ÒÅÚÕÍÁ ÌÁ ÕÎ ȵÂÁÓȱ ÃÁÒÅ ÅØÅÃÕÔÁ Ï ȵÐÅÄÁÌáȱ ÁÒÍÏÎÉÃá ÐÅ ÔÒÅÁÐÔÁ ) ɉ2áÄÕÌÅÓÃÕȟ 
1948: 58). 

.ÕÍÅÒÏÁÓÅ ÃÕÌÅÇÅÒÉ ÁÔÅÓÔá ÐÒÅÚÅÎĪÁ ÔÏÂÅÉ ÿÎ ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ 
ÁÎÕÍÉÔÏÒ ÇÒÕÐÕÒÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÒÕÄÉÍÅÎÔÁÒÅȟ ÉÁÒ ÿÎ -ÁÒÁÍÕÒÅĦ ÃÈÉÔÁÒÁ ÃÕ 
ÄÏÕá ÃÏÁÒÄÅ ÒÅÁÌÉÚÅÁÚá ÕÎ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÓÕÂ ÆÏÒÍÁ ÕÎÅÉ ÐÅÄÁÌÅ ÐÅ ÔÒÅÐÔÅÌÅ 
) ĦÉ 6Ȣ #ÏÍÐÏÚÉÔÏÒÕÌ 4ÕÄÏÒ *ÁÒÄÁ ÃÏÎÓÉÄÅÒá ÐÅÄÁÌÁ ca fiind una din cele mai 
simple procedee armonice, o modalitate de amplificare a aparatului sonor. 
(Jarda, 2003: 77-78) 

$ÉÎ ÎÅÃÅÓÉÔÁÔÅÁ ÁÍÐÌÉÆÉÃáÒÉÉ ÓÏÎÏÒÉÔáĪÉÉȟ ÿÎ ÃÁÄÒÕÌ ÔÒÉÏ-ului transilvan, 
ÃÏÍÐÁÒÔÉÍÅÎÔÕÌ ÓÏÌÉÓÔÉÃ ÐÏÁÔÅ ÆÉ ÁÍÐÌÉÆÉÃÁÔ ÃÕ ÄÏÕáȟ ÔÒÅÉȟ ÓÁÕ ÃÈÉÁÒ ÍÁÉ ÍÕÌÔÅ 
ÖÉÏÒÉ ÐÒÉÍÁĦÅȢ _Î ÁÃÅÓÔ ÃÁÚȟ ÈÅÔÅÒÏÆÏÎÉÁ ÒÅÚÕÌÔá ÿÎ ÕÒÍÁ ÖÁÒÉÁÂÉÌÉÔáĪÉÉ ÃÅ ÄÅÒÉÖá 
ÄÉÎ ÅØÅÃÕĪÉÁ ÄÉÆÅÒÉÔá Á ÆÉÅÃáÒÕÉ ȵÖÉÏÒÉÓÔȱ ÄÉÎ ÔÒÉÏȢ $ÉÖÅÒÓÉÔÁÔÅÁ ÄÅ ÖÁÒÉÁÎÔÅ ÁÌÅ 
ÌÉÎÉÅÉ ÍÅÌÏÄÉÃÅ ÉÎÉĪÉÁÌÅ ÃÏÎÖÅÒÇÅ ÃáÔÒÅ ÕÎÉÓÏÎÕÒÉȟ ÐÅÎÔÒÕ ÃÁ ÍÁÉ ÁÐÏÉ Óá ÓÅ 
ÄÅÓÐÒÉÎÄá ĦÉ Óá ÓÅ ÒÅÿÎÔÝÌÎÅÁÓÃá ÐÒÉÎ ÐÕÌÓÁĪÉÉ ÄÉÓÃÏÎÔÉÎÕÅ ɉ2áÄÕÌÅÓÃÕȟ ΣΫΪΦȡ ΧΦɊ 

Legat de aspectul polifonic, elemente specifice pot exista în 
ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÁÎÓÁÍÂÌÕÒÉÌÏÒ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÔÒÁÄÉĪÉÏÎÁÌÅ ÃÁÒÅ ÅØÅÃÕÔá ÿÎ 
ÍÏÄ ÉÎÓÔÉÎÃÔÉÖ ÃÏÎÄÕÃÅÒÅÁ ÌÉÂÅÒá Á ÖÏÃÉÌÏÒ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔȟ ÇÅÎÅÒÝÎÄ ÁÓÔÆÅÌ 
ÄÉÓÏÎÁÎĪÅ ÎÅÒÅÚÏÌÖÁÔÅȢ 5Î ÁÎÕÍÉÔ ÔÉÐ ÄÅ ÐÏÌÉÆÏÎÉÅ ÒÕÄÉÍÅÎÔÁÒá ÓÅ ÉÄÅÎÔÉÆÉÃá ÿÎ 
ÄÉÓÃÕÒÓÕÌ ÍÅÌÏÄÉÃ ÁÌ ÖÉÏÒÉÉ ÓÏÌÉÓÔÅ ÄÉÎ ÚÏÎÁ /ÁĦÕÌÕÉȢ  

4ÅÈÎÉÃÁ ȵÖÉÏÒÉĦÔÉÌÏÒȱ ÏĦÅÎÉ ÓÅ ÒÅÍÁÒÃá ÐÒÉÎ ÄÕÂÌÁÒÅÁ ÉÎÔÅÒÍÉÔÅÎÔá ÌÁ 
ÃÖÉÎÔá ĦÉ ÏÃÔÁÖá ɉÉÎÆÅÒÉÏÁÒá ÓÁÕ ÓÕÐÅÒÉÏÁÒáɊ Á ÌÉÎÉÅÉ ÍÅÌÏÄÉÃÅȟ ÐÒÏÃÅÄÅÕ ÔÅÈÎÉÃ 
ÓÅÓÉÚÁÂÉÌ ÕÎÅÏÒÉ ÃÁ ÕÎ ÆÅÌ ÄÅ ȵÂÁÓÓÏ-ÏÓÔÉÎÁÔÏȱȢ !ÃÅÁÓÔá ÔÅÈÎÉÃá ÁÒ ÐÕÔÅÁ ÆÉ 
ÅØÐÌÉÃÁÔá ÐÒÉÎ ÁÓÉÍÉÌÁÒÅÁ ÒÅÐÅÒÔÏÒÉÕÌÕÉ ÄÅ ÃÉÍÐÏÉ ÿÎ ÐÒÁÃÔÉÃÁ ÖÉÏÌÏÎÉÓÔÉÃáȢ  

4ÏÔÏÄÁÔá ÄÅ ÒÅÍÁÒÃÁÔ ÅÓÔÅ ÐÒÅÐÏÎÄÅÒÅÎĪÁ ÁÃÏÒÄÕÒÉÌÏÒ ÍÁÊÏÒÅȟ 
ÕÔÉÌÉÚÁÔÅ ÉÎÄÉÆÅÒÅÎÔ ÄÅ ÄÅÓÆáĦÕÒÁÒÅÁ ÍÅÌÏÄÉÃá Á ÐÉÅÓÅÌÏÒ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ÐÒÏÐÒÉÕ-
zise.  

#Õ ÔÏÁÔÅ Ãáȟ ÿÎ ÇÅÎÅÒÁÌȟ ÆÏÌÃÌÏÒÕÌ ÉÎÓÔÒÕÍÅÎÔÁÌ ÅÓÔÅ ÃÏÎÓÔÒÕÉÔ ÐÅ ÔÉÐÁÒÅ 
ÍÏÄÁÌÅ ÓÉÍÐÌÅȟ ÁÄÅÓÅÁ ÅÌÅÍÅÎÔÅÌÅ ÄÉÁÔÏÎÉÃÅ ÓÅ ÿÎÔÒÅÐáÔÒÕÎÄ ÃÕ ÃÅÌÅ 
cromatice, uneori modurile sunt incomplete, remarcându-ÓÅ ÿÎ ÕÎÅÌÅ ÓÉÔÕÁĪÉÉ 
ÄÅÚÖÏÌÔÁÒÅÁ ÍÅÌÏÄÉÃá ÿÎÓÐÒÅ ÍÁÉ ÍÕÌÔÅ ÃÅntre tonale. 

Pascal Bentoiu este cel care ajunge la câteva concluzii în ceea ce 
ÐÒÉÖÅĦÔÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÓÐÅÃÉÆÉÃ ÿÎ ÍÕÚÉÃÁ ÄÅ ÊÏÃ ÄÉÎ 4ÒÁÎÓÉÌÖÁÎÉÁȡ 
- ÖÉÏÁÒÁ ÃÕ ÒÏÌ ÄÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔ ÓÁÕ ÖÉÏÌÁ ÄÕÂÌÅÁÚá ÖÉÏÁÒÁ ÐÒÉÍá ÌÁ ÏÃÔÁÖÁ 

ÉÎÆÅÒÉÏÁÒáȟ ÁÒÍÏÎÉÉÌÅ ÆÉÉÎÄ ÕÎÅÏÒÉ ÌÉÐÓÉÔÅ ÄÅ ÔÅÒĪÅȠ 

- ÐÒÅÄÏÍÉÎá ÁÃÏÒÄÕÒÉÌÅ ÄÅ ÔÏÎÉÃá ĦÉ ÄÏÍÉÎÁÎÔáȠ ȵÂÒÁÃÉÓÔÕÌȱ ÁÌÔÅÒÎÅÁÚá 

ÁÃÏÒÄÕÒÉÌÅ ÿÎ ÍÏÄ ÆÉÒÅÓÃ ÿÎ ÆÕÎÃĪÉÅ ÄÅ ÿÎÒÕÄÉÒÅÁ ÆÕÎÄÁÍÅÎÔÅÌÏÒ ÒÅÓÐÅÃÔÉÖÅ 

pe scara cvintelor; 



150        ETHNOMOUSIKOLOGION   nr. 2 (1/2023)  
 

- ÃÏÎÔÒÁÂÁÓÕÌ ÕÔÉÌÉÚÅÁÚá ÿÎ ÍÏÄ ÆÒÅÃÖÅÎÔ ÔÒÅÐÔÅÌÅ )ȟ )6ȟ 6ȟ ÕÒÍáÒÉÎÄ ÌÉÎÉÁ 

ÂÒÁÃÉÕÌÕÉ ĦÉ ÎÕ Á ÖÉÏÒÉÉ ÓÏÌÉÓÔÅȠ 

- ÄÉÓÏÎÁÎĪÅÌÅ ÃÁÒÅ ÓÅ ÉÖÅÓÃ ÁÃÃÉÄÅÎÔÁÌ ÎÕ ÓÕÎÔ ÓÕÐáÒáÔÏÁÒÅ ÐÅÎÔÒÕ ÍÅÍÂÒÉÉ 

grupului instrumental (Bentoiu, 1965: 150-152). 

CONCLUZII 

0ÏÔÒÉÖÉÔ ÓÃÈÉÍÂáÒÉÌÏÒ ÖÒÅÍÉÉȟ Ó-Á ÔÒÅÃÕÔ ÔÒÅÐÔÁÔ ÄÅ ÌÁ Ï ÅØÅÃÕĪÉÅ ÌÁ ÕÎÉÓÏÎ 
Á ÍÕÚÉÃÉÉ ÉÎÓÔÒÕÍÅÎÔÁÌÅȟ ÌÁ Ï ÅØÅÃÕĪÉÅ ÁÒÍÏÎÉÃáȟ ÕÎÅÏÒÉ ÐÏÌÉÆÏÎÉÃáȟ ÁÔÕÎÃÉ ÃÝÎÄ 
ÎÅ ÒÅÆÅÒÉÍ ÌÁ Ï ÐÒÅÌÕÃÒÁÒÅ ÆÏÌÃÌÏÒÉÃáȢ -ÅÌÏÄÉÃÁ ÄÉÓÃÕÒÓÕÌÕÉ ÍÕÚÉÃÁÌ Ó-Á ÿÍÂÏÇáĪÉÔ 
prin diverse contrÁÍÅÌÏÄÉÉ ɉÆÏÁÒÔÅ ÿÎÔÝÌÎÉÔá ÅÓÔÅ ÃÏÎÔÒÁÍÅÌÏÄÉÁ ÌÁ ÔÅÒĪáȟ 
ÓÐÅÃÉÆÉÃá ÿÎ ÚÏÎÁ "ÁÎÁÔÕÌÕÉɊȟ ÇÁÍÅ ÃÒÏÍÁÔÉÃÅȟ ÐÁÓÁÊÅ ÁÒÐÅÇÉÁÔÅ ĦÉ ÁÌÔÅ ÐÒÏÃÅÄÅÅ 
ÁÐÁÒĪÉÎÝÎÄ ÍÕÚÉÃÉÉ ÃÕÌÔÅȢ _Î ÔÒÅÃÕÔȟ ÍÉÊÌÏÁÃÅÌÅ ÄÅ ÿÍÂÏÇáĪÉÒÅ Á ÒÅÐÅÒÔÏÒÉÕÌÕÉ 
erau legate de prilejurile de întâlnire pe ÌÁ ÎÕÎĪÉ ĦÉ ÐÅÔÒÅÃÅÒÉ ÃÕ ÍÕÚÉÃÁÎĪÉ ÄÅ 
prin alte locuri, mai târziu s-Á ÉÍÐÕÓ ÒÁÄÉÏÕÌ ĦÉ ÔÅÌÅÖÉÚÉÕÎÅÁȟ ÉÁÒ ÁÓÔáÚÉ ÉÎÔÅÒÎÅÔÕÌ 
ÁÒÅ ÕÎ ÒÏÌ ÄÅÃÉÓÉÖ ÄÁÔÏÒÉÔá ÁÃÃÅÓÕÌÕÉ ÒÁÐÉÄ ÌÁ Ï ÃÁÎÔÉÔÁÔÅ ÃÏÎÓÉÄÅÒÁÂÉÌá ÄÅ 
ÉÎÆÏÒÍÁĪÉÅȢ  

Raportându-ÎÅ ÌÁ ÇÒÕÐÕÒÉÌÅ ÉÎÓÔÒÕÍÅÎÔÁÌÅ ĦÉ ÏÒÃÈÅÓÔÒÅÌÅ ÄÅ ÍÕÚÉÃá 
ÐÏÐÕÌÁÒá ÐÅ ÃÁÒÅ ÌÅ ÿÎÔÝÌÎÉÍ ÿÎ ÁÃÔÉÖÉÔÁÔÅÁ ÃÕÌÔÕÒÁÌá Á ÏÒÁĦÅÌÏÒȟ ÓÅ ÉÄÅÎÔÉÆÉÃá ÕÎ 
anumit repertoriu muzical semicult ɉÍÕÚÉÃá ÆÏÌÃÌÏÒÉÚÁÎÔá ÏÒáĦÅÎÅÁÓÃáɊȟ Á ÃáÒÕÉ 
ÓÕÒÓá ÄÅ ÃÒÅÁĪÉÅ ÅÓÔÅ ÆÏÌÃÌÏÒÕÌ ÔÒÁÄÉĪÉÏÎÁÌȢ _Î ÆÅÌÕÌ ÁÃÅÓÔÁȟ ÁÎÕÍÉÔÅ ÇÅÎÕÒÉ 
ÁÒÈÁÉÃÅ ÍÉÇÒÅÁÚá ÃáÔÒÅ ÒÅÐÅÒÔÏÒÉÕÌ ÓÅÍÉÃÕÌÔȟ ÉÎÔÒÝÎÄ ÔÏÔÏÄÁÔá ÿÎÔÒ-un anumit 
ÃÉÒÃÕÉÔ ÁÒÔÉÓÔÉÃ ɉ#ÏÍÉĦÅÌȟ ΣΫΩΦȡ ΤΪΤɊȢ  
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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 its teaching 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 

0ÒÅÚÅÎÔÁ ÌÕÃÒÁÒÅ ÄÏÒÅĦÔÅ Óá ÐÒÅÚÉÎÔÅ ÌÏÃÕÌ ĦÉ ÆÕÎÃĪÉÁ ĪÉÔÅÒÅÉ ÿÎ ÍÕÚÉÃÁ 
ÁÕÔÅÎÔÉÃá ÍÁÇÈÉÁÒáȟ ÁÔÝÔ ÿÎ ÖÉÁĪÁ ÔÒÁÄÉĪÉÏÎÁÌá Á ÓÁÔÕÌÕÉ ÄÅ ÏÄÉÎÉÏÁÒáȟ ÃÝÔ 
ĦÉ ÿÎ ÚÉÌÅÌÅ ÄÅ ÁÓÔáÚÉȢ 3Å ÖÁ ÒÅÁÌÉÚÁ Ï ÓÃÕÒÔá ÉÓÔÏÒÉÅ Á ÁÃÅÓÔÕÉ ÉÎÓÔÒÕÍÅÎÔȟ 
ÆÏÒÍÅÌÅ ĦÉ ÔÉÐÕÒÉÌÅ ÒÅÇáÓÉÔÅȟ ÐÒÅÃÕÍ ĦÉ ÐÒÅÄÁÒÅÁ ÁÃÅÓÔÕÉÁ ÌÁ ÄÉÆÅÒÉÔÅ 
ÆÏÒÍÅ ÄÅ ÿÎÖáĪáÍÝÎÔȢ 6ÏÒ ÆÉ ÐÒÅÚÅÎÔÁÔÅ ÄÉÆÅÒÉÔÅ ÔÅÈÎÉÃÉ ÄÅ ÆÏÒÍÁÒÅ Á 
ÍÅÌÏÄÉÉÌÏÒȟ ÄÁÒ ĦÉ ÉÎÔÅÒÐÒÅĪÉ ÁÕÔÅÎÔÉÃÉ ÃÝÎÔÝÎÄ ÌÁ ÁÃÅÓÔ ÉÎÓÔÒÕÍÅÎÔȢ 

Keywords 
Authentic Hungarian music, zither, tradition, pedagogy, musical 
performance 

INTRODUCTION 

In the following, the zither will be presented, as an authentic 
Hungarian instrument. From the very beginning I want to emphasize the fact 
that it is an instrument used predominantly in Hungarian folk music. We will 
walk together through the course of this instrument, 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 or group 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 
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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 pretty 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 far-reaching occasions in the village 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 appearance and 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. The zither, known in the 
Hungarian space, is the offspring of the well-known Kratz Zither, as well as the 
Swedish version hummel and the Norwegian one called langeleik. The word 
lute comes from the name of a type of Greek lyre, which is called khitara, 
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 name for the violin. The term was also 
preserved in Romanian folk names from Transylvania, calling the violin to this 
day ÃÅÔÅÒá. At the same time, the pinched version (zitoarea or citura) was 
known, taken over and used by Romanians in the interwar period around the 
ÃÉÔÉÅÓȡ "ÁÃáÕȟ 3ÕÃÅÁÖÁȟ 0ÌÏÉÅĦÔÉ ÁÎÄ "ÕÃÈÁÒÅÓÔȟ ×ÉÔÈÏÕÔ Á ÓÉÇÎÉÆÉÃÁÎÔ ÅÖÏÌÕÔÉÏÎȢ 

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 3-5 shorter ones. The strings attached to them can be tuned to a higher 
pitch. In the past, Saxon craftsmen even built zithers with 6-8 small heads, 
tuning them to the major trison. 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 the notes C and G), 
due to 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 open or closed, being equally 
widespread. Sonically, it differs from the small-head type through a wider 
sound and is more sought after for its aesthetic shape as well. One can find 
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 interesting and much more developed sound. The 
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"bourdon" character evolved to several octaves. The traditional instruments 
became more and more similar to Stajer zithers from 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 these, songs 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 organized 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: 

 
 

 
Fig. 4. Transcription for Zither 
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Fig. 5. Transcription for Zither 
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Cuvinte cheie 
-ÕÚÉÃá ÁÕÔÅÎÔÉÃá ÍÁÇÈÉÁÒáȟ ĪÉÔÅÒáȟ ÔÒÁÄÉĪÉÅȟ ÐÅÄÁÇÏÇÉÅȟ ÉÎÔÅÒÐÒÅÔÁÒÅ ÍÕÚÉÃÁÌá 

INTRODUCERE 

_Î ÃÅÌÅ ÃÅ ÕÒÍÅÁÚá ÖÁ ÆÉ ÐÒÅÚÅÎÔÁÔá ĪÉÔÅÒÁȟ ÃÁ ÉÎÓÔÒÕÍÅÎÔ ÁÕÔÅÎÔÉÃ 
ÍÁÇÈÉÁÒȢ $Å ÌÁ ÂÕÎ ÿÎÃÅÐÕÔ ÖÒÅÁÕ Óá ÓÕÂÌÉÎÉÅÚ ÆÁÐÔÕÌ Ãá ÅÓÔÅ ÖÏÒÂÁ ÄÅÓÐÒÅ ÕÎ 
ÉÎÓÔÒÕÍÅÎÔ ÆÏÌÏÓÉÔ ÐÒÅÐÏÎÄÅÒÅÎÔ ÿÎ ÍÕÚÉÃÁ ÐÏÐÕÌÁÒá ÍÁÇÈÉÁÒáȢ 6ÏÍ ÓÔÒáÂÁÔÅ 
ÿÍÐÒÅÕÎá ÐÁÒÃÕÒÓÕÌ  ÁÃÅÓÔÕÉ ÉÎÓÔÒÕÍÅÎÔȟ ÄÅ ÌÁ ÉÓÔÏÒÉÁ ĦÉ ÁÒÉÁ ÌÕÉ ÄÅ ÒáÓÐÝÎÄÉÒÅȟ ÌÁ 
ÄÉÆÅÒÉÔÅÌÅ ÅÔÁÐÅ ÿÎ ÄÅÚÖÏÌÔÁÒÅÁ ÓÁȟ ÌÏÃÕÌ ÏÃÕÐÁÔ ÿÎ ÖÉÁĪÁ ÄÅ ÚÉ ÃÕ ÚÉ Á ĪáÒÁÎÕÌÕÉȟ 
ÐÝÎá ÌÁ ÆÕÎÃĪÉÉÌÅ ÓÁÌÅ ÁÃÔÕÁÌÅȟ ĦÉ ÃÈÉÁÒ ÐÒÅÄÁÒÅÁ ÿÎ ĦÃÏÌÉȟ ÃÕÒÓÕÒÉ ÉÎÄÉÖÉÄÕÁÌÅ ÓÁÕ 
ÄÅ ÇÒÕÐȟ ÔÁÂÅÒÅ ÄÅ ÖÁÒá ĦÉ ÎÕ ÎÕÍÁÉȢ 

)34/2)! ¥) 2A30=.$)2%! ).3425-%.45,5) 

§ÉÔÅÒÁ Á ÏÃÕÐÁÔ ÕÎ ÌÏÃ ÆÏÁÒÔÅ ÉÍÐÏÒÔÁÎÔ ÿÎ ÖÉÁĪÁ ÃÕÌÔÕÒÁÌá ÒÕÒÁÌá ÄÉÎ ÁÎÉÉ 
ΣΫΡΡ ĦÉ ÿÎ ÄÅÃÅÎÉÉÌÅ ÄÅ ÄÉÎÁÉÎÔÅȢ _Î ÖÉÁĪÁ ÄÅ ÚÉ ÃÕ ÚÉ Á ÆÁÍÉÌÉÉÌÏÒ ÄÅ ÌÁ ÓÁÔȟ ÐÅ ÌÝÎÇá 
ÄÁÎÓÕÒÉ ĦÉ ÃÝÎÔÅÃÅȟ ÃÝÎÔÁÔÕÌ ÌÁ ÄÉÆÅÒÉÔÅ ÉÎÓÔÒÕÍÅÎÔÅ Á ÁÖÕÔ Ï ÍÁÒÅ ÉÍÐÏÒÔÁÎĪáȢ 
#ÅÌ ÍÁÉ ÒáÓÐÝÎÄÉÔ ÉÎÓÔÒÕÍÅÎÔ ÔÒÁÄÉĪÉÏÎÁÌ ÐÅ ÔÅÒÉÔÏÒÉÕÌ ÌÉÎÇÖÉÓÔÉÃ ÍÁÇÈÉÁÒ Á ÆÏÓÔ 
ĪÉÔÅÒÁȟ ÐÒÏÂÁÂÉÌ ÄÁÔÏÒÉÔá ÃÏÎÓÔÒÕÃĪÉÅÉ ÓÁÌÅ ÓÉÍÐÌÅȢ 4ÅÏÒÅÔÉÃȟ ÏÒÉÃÁÒÅ ÔÝÍÐÌÁÒ 
ÔÁÌÅÎÔÁÔ Á ĦÔÉÕÔ ÃÕÍ Óá Ï ÃÏÎÓÔÒÕÉÁÓÃáȟ ÉÁÒ ÿÎ ÃÅÅÁ ÃÅ ÐÒÉÖÅĦÔÅ ÃÝÎÔÁÔÕÌȟ ÂÁÚÅÌÅ 
melodiilor au fost destul de uĦÏÒ ÄÅ ÿÎÖáĪÁÔȢ $Å ÏÂÉÃÅÉȟ ÃÝÎÔÁÔÕÌ ÌÁ ĪÉÔÅÒá Ó-a 
ÍÏĦÔÅÎÉÔ ÄÉÎ ÔÁÔá-n fiu. ! ÁÃÏÍÐÁÎÉÁÔ ÓáÒÂáÔÏÒÉÌÅ ÆÁÍÉÌÉÁÌÅȟ ÄÁÒ ÉÎÓÔÒÕÍÅÎÔÕÌ 
ÁÃÅÓÔÁ Á ÆÏÓÔ ÃÁÐÁÂÉÌ ĦÉ Óá ÁÓÉÇÕÒÅ ÁÃÏÍÐÁÎÉÁÍÅÎÔÕÌ ÎÅÃÅÓÁÒ ÃÈÉÁÒ ÐÅÎÔÒÕ ÕÎÅÌÅ 
ÏÃÁÚÉÉ ÉÍÐÏÒÔÁÎÔÅ ĦÉ ÍÁÉ ÄÅ ÁÎÖÅÒÇÕÒá ÄÉÎ ÌÕÍÅÁ ÓÁÔÕÌÕÉȟ ÿÎ ÃÁÚÕÌ ÃÝÎÄ ÎÕ Á ÆÏÓÔ 
ÐÏÓÉÂÉÌá ÉÎÖÉÔÁÒÅÁ ÕÎÕÉ ÁÎÓÁÍÂÌÕ ÍÕÚÉÃÁÌȢ 

$ÕÐá ÓÃÒÉÅÒÉÌÅ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉÃÅ ÐÒÅÚÅÎÔÅȟ ÒáÓÐÝÎÄÉÒÅÁ ĪÉÔÅÒÅÉ ÐÅ 
ÔÅÒÉÔÏÒÉÕÌ ÌÉÎÇÖÉÓÔÉÃ ÍÁÇÈÉÁÒ ÓÅ ÿÎÃÁÄÒÅÁÚá ÿÎ Á ÄÏÕÁ ÐÁÒÔÅ Á ÓÅÃÏÌÕÌÕÉ ÁÌ 8)8-lea. 
!ÐÁÒÉĪÉÁ ĦÉ ÒáÓÐÝÎÄÉÒÅÁ ÅÉ ÿÎ ÐÁÒÔÅÁ ÄÅ 6ÅÓÔ Á %ÕÒÏÐÅÉ ÓÅ ÉÄÅÎÔÉÆÉÃá ÿÎÃá ÄÉÎ 
secolul al XVI-ÌÅÁȢ ,ÏÃÁĪÉÁ ÄÅ ÐÌÅÃÁÒÅ ÅÓÔÅ ÓÅÍÎÁÌÁÔá ÃÁ ÆÉÉÎÄ !ÌÐÉÉ ÄÉÎ !ÕÓÔÒÉÁȟ 
ÉÁÒ ÄÅ ÁÉÃÉ ÓÅ ÒáÓÐÝÎÄÅĦÔÅ ÿÎ ÐÅÎÉÎÓÕÌÁ 3ÃÁÎÄÉÎÁÖáȟ ÿÎ ÐÁÒÔÅÁ ÄÅ %ÓÔ Á &ÒÁÎĪÅÉȟ 
%ÌÖÅĪÉÅÉ ĦÉ 5ÎÇÁÒÉÅÉȢ §ÉÔÅÒÁȟ ÃÕÎÏÓÃÕÔá ÿÎ ÓÐÁĪÉÕÌ ÍÁÇÈÉÁÒȟ ÅÓÔÅ ÏÄÒÁÓÌÁ 
cunoscutului Kratz Zither, la fel ca varianta suedÅÚá hummel ĦÉ ÃÅÁ ÎÏÒÖÅÇÉÁÎá 
ÎÕÍÉÔá langeleik. #ÕÖÝÎÔÕÌ ĪÉÔÅÒÁ ÐÒÏÖÉÎÅ ÄÉÎ ÎÕÍÅÌÅ ÕÎÕÉ ÔÉÐ ÄÅ ÌÉÒá ÇÒÅÃÅÁÓÃáȟ 
ÃÁÒÅ ÓÅ ÎÕÍÅĦÔÅ khitaraȟ ÁÃÅÓÔÁ ÄÅÖÅÎÉÎÄȟ ÃÕ ÍÅÄÉÅÒÅ ÌÁÔÉÎáȟ ÎÕÍÅÌÅ ÍÁÉ 
multor instrumente cu coarde din Europa. Este bine-ÃÕÎÏÓÃÕÔ ÆÁÐÔÕÌ Ãá 
ÄÅÎÕÍÉÒÅÁ ÁÃÅÁÓÔÁ Á ÆÏÓÔ ÆÏÌÏÓÉÔá ÐÅÎÔÒÕ ÍÁÉ ÍÕÌÔÅ ÔÉÐÕÒÉ ÄÅ ÉÎÓÔÒÕÍÅÎÔÅȟ ÿÎ 
mai multe documente maghiare contemporane din secolele XVI-XVII, au 
ÆÏÌÏÓÉÔ ÄÅÎÕÍÉÒÅÁ ÁÃÅÓÔÁ ĦÉ ÐÅÎÔÒÕ ÖÉÏÁÒáȢ 4ÅÒÍÅÎÕÌ Ó-Á ÐáÓÔÒÁÔ ĦÉ ÿÎ ÄÅÎÕÍÉÒÉÌÅ 
ÐÏÐÕÌÁÒÅ ÒÏÍÝÎÅĦÔÉ ÄÉÎ 4ÒÁÎÓÉÌÖÁÎÉÁȟ ÎÕÍÉÎÄ ÖÉÏÁÒÁ ÐÝÎá-n zilele noastre 
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ÃÅÔÅÒáȢ 4ÏÔÏÄÁÔá ÖÁÒÉÁÎÔÁ ÃÉÕÐÉÔá Á ĪÉÔÅÒÅÉ ɉĪÉÉÔÏÁÒÅÁ ÓÁÕ ÃÉÔÕÒÁɊ Á ÆÏÓÔ 
ÃÕÎÏÓÃÕÔáȟ ÐÒÅÌÕÁÔá ĦÉ ÆÏÌÏÓÉÔá ÄÅ ÒÏÍÝÎÉ ÿÎ ÐÅÒÉÏÁÄÁ ÉÎÔÅÒÂÅÌÉÃá ÄÉÎ ÊÕÒÕÌ 
ÏÒÁĦÅÌÏÒȡ "ÁÃáÕȟ 3ÕÃÅÁÖÁȟ 0ÌÏÉÅĦÔÉ ĦÉ "ÕÃÕÒÅĦÔÉȟ ÆáÒá Ï ÅÖÏÌÕĪÉÅ ÓÅÍÎÉÆÉÃÁÔÉÖáȢ 

4)052),% §)4%2%) 

$ÅÏÓÅÂÉÍ Υ ÔÉÐÕÒÉ ÄÉÆÅÒÉÔÅ ÄÅ ÉÎÓÔÒÕÍÅÎÔÅȟ ÄÕÐá ÆÏÒÍá ĦÉ ÃÏÎÓÔÒÕÉÒÅȢ 

1. Tip jgheab: 
!ÃÅÁÓÔÁ ÅÓÔÅ ÓÃÕÌÐÔÁÔá ÄÉÎÔÒ-Ï ÓÉÎÇÕÒá ÂÕÃÁÔá ÄÅ ÌÅÍÎȢ !ÒÅ ÆÏÒÍá 

ÌÕÎÇá ĦÉ ÿÎÇÕÓÔáȟ ÌÉÐÓÅÓÃ ÃÁÐÕÒÉÌÅ ɉÏÒÎÁÍÅÎÔÅÌÅɊ ÌÁÔÅÒÁÌÅȟ ĦÉ ÁÒÅ ÆÕÎÄÕÌ ÄÅÓÃÈÉÓȢ 
0ÒÏÂÁÂÉÌ ÁÃÅÓÔ ÔÉÐ Á ÆÏÓÔ ÐÒÉÍÁ ÖÁÒÉÁÎÔá Á ĪÉÔÅÒÅÉ ÍÁÇÈÉÁÒÅȢ 

 

 
 

&ÉÇȢ ΣȢ §ÉÔÅÒá ÔÉÐ ÊÇÈÅÁÂ 
 

2. Tip cu capete mici laterale: 
Aceasta ÄÉÆÅÒá ÄÅ ÐÒÉÍÕÌ ÔÉÐ ÐÒÉÎ ÆÁÐÔÕÌ Ãá ÐÅ ÌÝÎÇá ÃÁÐÕÌ ÍÁÒÅ 

principal, are 3-5 mai scurte. Corzile prinse pe acestea se pot acorda la o 
ÔÏÎÁÌÉÔÁÔÅ ÍÁÉ ÿÎÁÌÔáȢ -ÁÉ ÄÅÍÕÌÔȟ ÍÅĦÔÅĦÕÇÁÒÉÉ ÓÁĦÉ ÁÕ ÃÏÎÓÔÒÕÉÔ ĪÉÔÅÒÅ ÃÈÉÁÒ ÃÕ 
6-8 capuri mici, acordându-le la trison major. În zilele noastre, cele mai 
ÒáÓÐÝÎÄÉÔÅ ÓÕÎÔ ÔÉÐÕÒÉÌÅ ÃÕ Υ ÃÁÐÅÔÅ ÍÉÃÉȢ #Õ ÁÐÁÒÉĪÉÁ ÔÉÐÕÌÕÉ ÁÃÅÓÔÁ ÄÅ ĪÉÔÅÒá Á 
ÅÖÏÌÕÁÔ ÃÁÒÁÃÔÅÒÕÌ ȵÂÏÕÒÄÏÎȱ ÁÌ ÉÎÓÔÒÕÍÅÎÔÕÌÕÉȟ ÿÎÓÅÍÎÝÎÄ Ãá ÕÎÅÌÅ ÎÏÔÅ 
ÓÕÎá ÿÎÃÏÎÔÉÎÕÕ ÐÅ ÐÁÒÃÕÒÓÕÌ ÕÎÅÉ ÍÅÌÏÄÉÉ ÃÝÎÔÁÔÅ ɉÿÎ ÃÁÚÕÌ Īiterei notele do ĦÉ 
sol), din cauza corzilor ciupite. 
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&ÉÇȢ ΤȢ §ÉÔÅÒÅ ÃÕ ÃÁÐÅÔÅ ÌÁÔÅÒÁÌÅ 
 

ΥȢ 4ÉÐÕÌ ÃÕ ÂÕÒÔáȾÐÝÎÔÅÃÅȡ 
$ÉÆÅÒá ÄÅ ÐÒÉÍÅÌÅ ÄÏÕá ÐÒÉÎ ÆÁÐÔÕÌ Ãá ÅÃÌÉÓÁ ÏÐÕÓá Á ÓÔÒÕÎÅÌÏÒ ÅÓÔÅ 

ÂÏÍÂÁÔáȢ &ÕÎÄÕÌ ÁÃÅÓÔÕÉ ÔÉÐ ÐÏÁÔÅ ÆÉ ÄÅÓÃÈÉÓ ÓÁÕ ÿÎÃÈÉÓȟ ÆÉÉÎÄ ÌÁ fel de 
ÒáÓÐÝÎÄÉÔÅȢ $ÉÎ ÐÕÎÃÔ ÄÅ ÖÅÄÅÒÅ ÆÏÎÉÃȟ ÄÉÆÅÒá ÄÅ ÔÉÐÕÌ ÃÕ ÃÁÐÅÔÅÌÅ ÍÉÃÉ ÐÒÉÎÔÒ-o 
ÓÏÎÏÒÉÔÁÔÅÁ ÍÁÉ ÁÍÐÌá ĦÉ ÅÓÔÅ ÃáÕÔÁÔá ÍÁÉ ÍÕÌÔ ĦÉ ÐÅÎÔÒÕ ÆÏÒÍÁ ÓÁ ÅÓÔÅÔÉÃáȢ 3Å 
ÐÏÔ ÇáÓÉ ÉÎÓÔÒÕÍÅÎÔÅ ÃÅ ÓÕÎÔ ÃÏÎÓÔÒÕÉÔÅ ÄÅ ÌÁ ÕÎÕÌȟ ÐÝÎá ÌÁ ÃÉÎÃÉ ÃÁÐÅÔÅ ÍÉÃÉȟ 
dar de aseÍÅÎÅÁ ĦÉ ÆáÒá ÁÃÅÓÔÅÁȢ 
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&ÉÇȢ ΥȢ §ÉÔÅÒá ÃÕ ÐÝÎÔÅÃÅ 

&ÏÒÍÅ ÄÅ ĪÉÔÅÒÅ ÓÐÅÃÉÁÌÅȡ  
5ÎÉÃÉÔÁÔÅÁ ÆÉÅÃáÒÕÉ ÉÎÓÔÒÕÍÅÎÔ ÅÓÔÅ ÒÅÄÁÔá ÄÏÁÒ ÐÒÉÎ ÅÌÅÍÅÎÔÅÌÅ 

ÄÅÃÏÒÁÔÉÖÅȟ ÄÁÒ ÃÁÒÅ ÎÕ ÁÆÅÃÔÅÁÚá ÓÕÎÅÔÕÌ ÉÎÓÔÒÕÍÅÎÔÕÌÕÉȢ !ÉÃÉ ÐÕÔÅÍ ÁÍÉÎÔÉ 
ÕÒÍáÔÏÁÒÅÌÅ ÍÏÄÅÌÅȡ ĪÉÔÅÒá ÄÅ ÄÏÖÌÅÁÃȟ ĪÉÔÅÒá ÃÕ ÃÁÐ ÄÅ ÍÝÎÚȟ ĪÉÔÅÒá ÃÕ ÇÁÕÒá 
ÐÅÎÔÒÕ ÐÏÒÕÍÂÅÉȟ ĪÉÔÅÒá ÄÅ ÈÁÒÐáȟ ĪÉÔÅÒá ÉÎÔÅÇÒÁÔáȢ 

Moduri de cântat:  
,Á ÁÃÅÓÔ ÉÎÓÔÒÕÍÅÎÔ ÓÅ ÐÏÁÔÅ ÃÝÎÔÁ ÃÅÌ ÍÁÉ ÕĦÏÒ ÃÕ ÁÊÕÔÏÒÕÌ ÕÎÅÉ ÂÕÃáĪÉ 

ÄÅ ÌÅÍÎ ÓÁÕ  Ï ÐÁÎáȟ ÃÁÒÅ ÓÅ ÁÐÁÓá ÐÅ ÃÏÒÚÉȟ ÉÁÒ ÁÓÔÆÅÌ ÓÅ ÃÝÎÔá ÍÅÌÏÄÉÁȢ $ÁÒȟ 
ÂÉÎÅÿÎĪÅÌÅÓȟ ÓÅ ÐÏÁÔÅ ÃÝÎÔÁ ĦÉ ÃÕ ÄÅÇÅÔÅÌÅȢ 

#Õ ÍÝÎÁ ÃÅÁÌÁÌÔá ɉÍÝÎÁ ÄÒÅÁÐÔáɊ ÓÅ ÃÉÕÐÅÓÃ ÃÏÒÚÉÌÅȢ -ÁÉ ÄÅÍÕÌÔȟ 
ÉÎÓÔÒÕÍÅÎÔÉĦÔÉÉ ÁÐáÓÁÕ ÃÏÒÚÉÌÅ ÃÕ ÁÊÕÔÏÒÕÌ ÕÎÅÉ ÐÅÎÅ ÄÅ ÇÝÓÃáȟ ÄÁÒ ÿÎ ÐÒÅÚÅÎÔȟ 
ÃÅÌ ÍÁÉ ÄÅÓȟ ÓÅ ÆÏÌÏÓÅĦÔÅ Ï ÐÁÎá ÄÉÎ ÐÌÁÓÔÉÃȢ 

Atât ÃÏÎÓÔÒÕÃĪÉÁ ÉÎÓÔÒÕÍÅÎÔÕÌȟ ÃÝÔ ĦÉ ÔÅÈÎÉÃÁ ÄÅ ÃÝÎÔÁÔ ÁÕ ÅÖÏÌÕÁÔ 
destul de repede într-un timp scurt. În prima parte a Secolului XX, tastele 
diatonice de pe tabla de armonice au devenit cromatice. Acordurile capetelor 
mici au permis o sonoritate mai interesanÔá ĦÉ ÍÕÌÔ ÍÁÉ ÄÅÚÖÏÌÔÁÔáȢ #ÁÒÁÃÔÅÒÕÌ 
ȵÂÏÕÒÄÏÎȱ Á ÅÖÏÌÕÁÔ ÌÁ ÍÁÉ ÍÕÌÔÅ ÏÃÔÁÖÅȢ )ÎÓÔÒÕÍÅÎÔÅÌÅ ÔÒÁÄÉĪÉÏÎÁÌÅ ÁÕ 
ÄÅÖÅÎÉÔ ÄÉÎ ÃÅ ÿÎ ÃÅ ÍÁÉ ÁÓÅÍáÎáÔÏÁÒÅ ÃÕ ĪÉÔÅÒÅÌÅ Stajer din Austria. Corzile 
ÖÅÃÈÉ ÄÉÎ ÓÝÒÍá ÁÕ ÆÏÓÔ ÿÎÌÏÃÕÉÔÅ ÃÕ ÃÏÒÚÉ ÄÉÎ ÍÅÔÁÌȟ ÄÅ ÃÁÌÉÔÁÔÅ ÓÕÐÅÒÉÏÁÒáȢ 0ÒÉÎ 
ÕÒÍÁÒÅȟ Á ÆÏÓÔ ÃÒÅÁÔ ÕÎ ÎÏÕ ÔÉÐ ÄÅ ĪÉÔÅÒáȟ ÃÁÒÅ ÄÉÆÅÒá ÄÉÎ ÆÏÁÒÔÅ ÍÕÌÔÅ ÐÕÎÃÔÅ 
ÄÅ ÖÅÄÅÒÅ ÄÅ ĪÉÔÅÒÁ ÄÅ ÂÁÚáȢ 

2ÅÐÅÒÔÏÒÉÕÌ ÏÁÍÅÎÉÌÏÒ ÄÅ ÌÁ ÓÁÔȟ ÿÎ ÍÁÒÅ ÍÁÊÏÒÉÔÁÔÅȟ Á ÆÏÓÔ ÁÌÃáÔÕÉÔ ÄÉÎ 
ÃÝÎÔÅÃÅÌÅ ÖÏÃÁÌÅ ÃÕÎÏÓÃÕÔÅ ÄÅ ÃÏÍÕÎÉÔÁÔÅȟ ÄÅ ÆÁÍÉÌÉÅȢ $ÉÆÅÒÅÎĪÁ ÄÅ ÂÁÚá ÿÎ 
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ÆÏÒÍÁÒÅÁ ÁÃÅÓÔÏÒ ÃÝÎÔÅÃÅ ÌÁ ĪÉÔÅÒá ÓÅ ÁÆÌá ÿÎ ÏÒÎÁÍÅÎÔÅÌÅ ÒÉÔÍÉÃÅ ĦÉ ÍÅÌÏÄÉÃÅ 
ÆÏÌÏÓÉÔÅȢ 0Å ÌÝÎÇá ÁÃÅÓÔÅÁ ÓÅ ÃÝÎÔÁÕ ĦÉ ÍÅÌÏÄÉÉ ÃÁÒÅ ÁÃÏÍÐÁÎÉÁÕ ÄÁÎÓÕÒÉ ÔÉÐÉÃÅ 
ÄÉÁÌÅÃÔÕÌÕÉȟ ÄÁÒ ÿÎ ÐÒÉÍÕÌ ÒÝÎÄ ĪÉÔÅÒÁ Á ÁÃÏÍÐÁÎÉÁÔ ÃÝÎÔÅÃÅÌÅ ÖÏÃÁÌÅȢ 

0%$!'/')! §)4%2%) 

§ÉÔÅÒÁ ÓÅ ÐÒÅÄá ÿÎ 5ÎÇÁÒÉÁ ÌÁ ÎÉÖÅÌÕÌ ĦÃÏÌÉÌÏÒ ÄÅ ÍÕÚÉÃá ÿÎÃá ÄÉÎ ÁÎÕÌ 
ΣΫΪΣȢ _Î ÚÉÌÅÌÅ ÄÅ ÁÓÔáÚÉ ÓÅ ÐÒÅÄá ÿÎ ÃÉÒÃÁ ΣΡΡ ÄÅ ÉÎÓÔÉÔÕĪÉÉȟ ÌÁ ÆÉÅÃÁÒÅ ÎÉÖÅÌȡ ĦÃÏÁÌá 
ÄÅ ÍÕÚÉÃáȟ ÌÉÃÅÕ ÄÅ ÍÕÚÉÃá ĦÉ ÁÃÁÄÅÍÉÁ ÄÅ ÍÕÚÉÃáȢ $Å ÁÓÅÍÅÎÅÁȟ ÐÅÎÔÒÕ 
ÄÏÒÉÔÏÒÉ ÓÕÎÔ ÐÏÓÉÂÉÌÉÔáĪÉ  ÄÅ ÿÎÖáĪÁÒÅ ÿÎ ÃÁÄÒÕÌ ÄÉÆÅÒÉÔÅÌÏÒ ÃÕÒÓÕÒÉ ÏÒÇÁÎÉÚÁÔÅȟ 
ɉÉÎÄÉÖÉÄÕÁÌÅ ÓÁÕ ÄÅ ÇÒÕÐɊȟ ÔÁÂÅÒÅÌÏÒ ÄÅ ÖÁÒá - ÉÎÄÉÆÅÒÅÎÔ ÄÅ ÖÝÒÓÔáȢ %ÌÅÖÉÉ ÿĦÉ ÐÏÔ 
ÍáÓÕÒÁ ÔÁÌÅÎÔÕÌ ĦÉ ÔÅÈÎÉÃÁ ÄÅ ÃÝÎÔÁÔ ÿÎ ÃÁÄÒÕÌ ÄÉÆÅÒÉÔÅÌÏÒ ÃÏÎÃÕÒÓÕÒÉȟ ÿÎÔÝÌÎÉÒÉȢ 

_Î ÃÅÌÅ ÃÅ ÕÒÍÅÁÚá ÐÒÅÚÅÎÔáÍ ÄÏÕá ÍÁÔÅÒÉÁÌÅ ÄÏÃÕÍÅÎÔÁÒÅ - 
ÔÒÁÎÓÃÒÉÅÒÉ ÍÕÚÉÃÁÌÅ ÐÅÎÔÒÕ ĪÉÔÅÒáȡ 

 

 
Fig. 4. 4ÒÁÎÓÃÒÉÅÒÅ ÐÅÎÔÒÕ ĪÉÔÅÒá 
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Fig. 5. 4ÒÁÎÓÃÒÉÅÒÅ ÐÅÎÔÒÕ ĪÉÔÅÒá 
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Prof. SZABÓ, ÁGNES 

Budapesti Ward Mária Iskola, Hungary 

SUMMARY 

As a folk singing teacher, I have deep insight to a slice of the folk music 
education from the experience accumulated in two decades. Thus, in 
the following, I will try to outline the subject and the essence of 
teaching folk singing. I will also draw some of the aspects and 
circumstances needed to understand and be able to transmit the folk 
singing treasure to our students. 
I will explain the Hungarian situation on this topic, but I 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 

_Î ÃÁÌÉÔÁÔÅ ÄÅ ÐÒÏÆÅÓÏÒ ÄÅ ÃÝÎÔ ÐÏÐÕÌÁÒȟ ÁÍ Ï ÐÅÒÓÐÅÃÔÉÖá ÐÒÏÆÕÎÄá Á 
ÕÎÅÉ ÐáÒĪÉ ÄÉÎ ÅÄÕÃÁĪÉÁ ÍÕÚÉÃÉÉ ÔÒÁÄÉĪÉÏÎÁÌÅȟ ÁÃÕÍÕÌÁÔá ÔÉÍÐ ÄÅ Ψ ÄÅÃÅÎÉÉȢ 
!ÓÔÆÅÌȟ ÿÎ ÃÅÌÅ ÃÅ ÕÒÍÅÁÚá ÖÏÉ ÿÎÃÅÒÃÁ Óá ÃÏÎÔÕÒÅÚ ÓÕÂÉÅÃÔÕÌ ĦÉ ÅÓÅÎĪÁ 
ÐÒÅÄáÒÉÉ ÃÝÎÔÕÌÕÉ ÐÏÐÕÌÁÒȢ 6ÏÉ ÐÒÅÚÅÎÔÁ ÁÓÐÅÃÔÅÌÅ ĦÉ ÃÉÒÃÕÍÓÔÁÎĪÅÌÅ 
ÎÅÃÅÓÁÒÅ ÐÅÎÔÒÕ Á ÿÎĪÅÌÅÇÅ ĦÉ Á ÐÕÔÅÁ ÔÒÁÎÓÍÉÔÅ ÓÔÕÄÅÎĪÉÌÏÒ ÎÏĦÔÒÉ 
ÃÏÍÏÁÒÁ ÒÅÐÒÅÚÅÎÔÁÔá ÄÅ ÃÝÎÔÕÌ ÐÏÐÕÌÁÒȢ 
$Å ÁÓÅÍÅÎÅÁ ÖÏÉ ÓÕÂÌÉÎÉÁ ÁÃÔÉÖÉÔÁÔÅÁ ÍÁÇÈÉÁÒá ÄÉÎ ÁÃÅÓÔ ÄÏÍÅÎÉÕ ÄÁÒ 
ÓÐÅÒ Óá ÏÆÅÒ ĦÉ ÃÝÔÅÖÁ ÉÄÅÉ ÌÁ ÃÁÒÅ ÍÅÒÉÔá Óá ÎÅ ÇÝÎÄÉÍ ÄÅÓÐÒÅ ÃÕÍ ÎÅ-am 
ÐÕÔÅÁ ÆÏÌÏÓÉ Óá ÐáÓÔÒáÍ ÖÉÅ ÃÏÍÏÁÒÁ ÎÏÁÓÔÒá ÃÕÌÔÕÒÁÌá ÁÄÕÎÁÔá ÿÎ 
ÁÒÈÉÖÅȟ ÄÉÓÅÍÉÎÁÔá ÿÎ ÓÔÕÄÉÉ ĦÉ ÁÎÔÏÌÏÇÉÉȢ 

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 
ÉÎÄÅÐÅÎÄÅÎÔ ÉÎ ÔÈÅ ȬΫΡÓȢ 4ÈÅ ȰsÂÕÄÁÉ .ïÐÚÅÎÅÉ )ÓËÏÌÁȱ ɉ&ÏÌË -ÕÓÉÃ 3ÃÈÏÏÌ ÏÆ 
Óbuda) is a great starting point and 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 programme, during the 
ÇÅÎÅÒÁÌ ÓÅÃÏÎÄÁÒÙ ÓÃÈÏÏÌ ÅÄÕÃÁÔÉÏÎ ×ÁÓ ÔÈÅ Ȱ3ÚïËÅÓÆÅÈïÒÖÜÒÉ (ÅÒÍÁÎÎ 
,ÜÓÚÌĕ :ÅÎÅÍĴÖïÓÚÅÔÉ 3ÚÁËÇÉÍÎÜÚÉÕÍ ïÓ !ÌÁÐÆÏËĭ -ĴÖïÓÚÅÔÉ )ÓËÏÌÁȱȢ 5ÎÔÉÌ 
now, we have 10 secondary schools of music which have classes with folk 
music (in Békéscsaba, Debrecen, Nyíregyháza, Miskolc, Kecskemét, Vác, 
Székesfehérvár 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 Nyíregyháza University, there 
have been students graduating as Music - Folk Music teachers since 1991. After 
some operational and content changes they became Music ɀ Folk Music and 
Folk Culture Teachers. The other opportunity opened in Budapest at Liszt 
Academy, in 2007. There are several programs in the Folk Music Department 
and the 6-year studies end with a Folk Music Teacher (specialized in an 
instrument, folk singing, or folk music theory) ɀ Performing Artist diploma. 

A SHORT BRIEF, STRUCTURES AND AIMS IN TEACHING FOLK MUSIC IN 
INSTITUTIONS  

Primary level ɀ art schools also known as music schools 
School-based education started to extend in the 19th century in 

Hungary (Vas, B. 2015: 65-74) and exists in the present as a widely available 
and respected way to learn music for students aged 6 to 22 years old. The so 
ÃÁÌÌÅÄ ȰÁÒÔ ÓÃÈÏÏÌÓȱ ÏÒ ȰÍÕÓÉÃ ÓÃÈÏÏÌÓȱ ÐÒÏÖÉÄÅ Á ÓÐÅÃÉÁÌ ÍÕÓÉÃ ÐÒÏÇÒÁÍÍÅ 
with the chosen instrument or singing training course accompanied by 
theoretical subjects (solfege, music theory) and orchestral practice to build 
the whole music knowledge. The children can attend mainly classical 
ÉÎÓÔÒÕÍÅÎÔÓȭ ÃÏÕÒÓÅÓ ÉÎ ÔÈÅÓÅ ÉÎÓÔÉÔÕÔÉÏÎÓȟ ÂÕÔ ÓÉÎÃÅ ÔÈÅ ȬΫΡÓ ÓÅÖÅÒÁÌ ÏÆ ÔÈÅ ÁÒÔ 
schools have been offering folk music training as well, including 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. Connecting 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 tongue. It 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. 

7Å ÈÁÖÅ ÁÌÍÏÓÔ ΥΡ ÙÅÁÒÓȭ ÅØÐÅÒÉÅÎÃÅ ÏÎ ÔÈÉÓ ÌÅÖÅÌ ÉÎ ÆÏÌË ÍÕÓÉÃ ÅÄÕÃÁÔÉÏÎȢ 
3ÅÃÏÎÄÁÒÙ ÓÃÈÏÏÌÓȭ ÔÒÁÉÎÉÎÇ ÏÆÆÅÒÓ ÆÉÔ ÔÏ ÔÈÅ ÆÏÒÍÁÌ ÅÄÕÃÁÔÉÏÎÁÌ ÓÙÓÔÅÍȢ 3Ïȟ ÔÈÅ 
students (aged between 14 and 18) 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 he gets 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 5-year 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 become 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 self-confident 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 a widespread and well-articulated 
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 motivated ɀ 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 culture. We must highlight that the mode of expressing 
their emotions, much like our informants sang out their lives, is working well 
×ÉÔÈ ÕÓ ÔÏÏȢ 7Å ÃÁÎ ÓÉÎÇ ×ÈÅÎ ÉÔ ÉÓ ÁÄÅÑÕÁÔÅȡ ÏÎ ÃÅÌÅÂÒÁÔÉÏÎÓȟ ÏÎ ÇÒÁÎÄÍÁȭÓ 
birthday, or when we are delighted or disappointed. 

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, long-term and short-term progress plans to help with 
ÔÈÅ ÔÒÁÎÓÉÔÉÏÎȟ ÁÎÄ ÍÕÓÔ ÐÁÙ ÁÔÔÅÎÔÉÏÎ ÔÏ ÔÈÅ ÓÔÕÄÅÎÔÓȭ ÃÏÎÓÔÁÎÔÌÙ ÃÈÁÎÇÉÎÇ 
psychological status, to his or her relation to singing.  

The teacher helps to show the ways to make the singing repertoire 
alive ɀ leading by example. His or her artistic self-expression and singing 
ÐÒÁÃÔÉÃÅ ÈÅÌÐÓ ÔÈÅ ÓÔÕÄÅÎÔ ÁÎÄ ÔÈÅ ÔÅÁÃÈÅÒ ÔÏ ÕÎÄÅÒÓÔÁÎÄ ÔÈÅ ÓÔÕÄÅÎÔȭÓ ÍÉÎÄ 
and sounding. 

We have our own knowledge about the folk songs (it does not mean 
all the songs and variations from collections). 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 curriculum ɀ folk songs and surrounding factors 
The third participant is the Materia itself ɀ 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 about the 
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, sounding 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 ethnographical-
sociological conditions. And more: it changed according to the singing 
communities and the individual capabilities, talents, and possibilities. That is 
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why this Materia has a rich and multi-layered 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 
ÓÔÁÔÕÓȣɊȟ ÁÎÄ ÆÉÎÁÌÌÙȟ ÔÈÅÙ ÈÁÖÅ ÔÈÅÉÒ own capabilities and talents ɀ connected 
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 institutional practice. 

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 
ÃÏÍÍÕÎÉÔÉÅÓȭ ÄÁÉÌÙ ÁÎÄ ÆÅÓÔÉÖÅ ÌÉÆÅȟ ÁÎÄ ÔÈÅÙ were active in singing 
immediately. It was an unwritten tradition, the pieces, the melodies emerged 
ÁÎÄ ÆÏÒÍÅÄ ÁÓ ÔÈÅÙ ÒÅÐÅÁÔÅÄ ÁÎÄ ÕÓÅÄ ÔÈÅÍ ÁÇÁÉÎ ÁÎÄ ÁÇÁÉÎȢ ! ÐÅÒÓÏÎȭÓ 
knowledge in such a traditional community was mainly limited to the local 
song-repertoire. 

Which attributes are used in institutional folk singing practice from the 
above? We must try to offer opportunities for co-operative music projects ɀ 
to learn to sing together, to realise who the leading singer is in a group. To 
make place for the memory ɀ 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 a 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 
The so-ÃÁÌÌÅÄ ÄÁÎÃÅ ÈÏÕÓÅ ÍÏÖÅÍÅÎÔ ɉȰÔÜÎÃÈÜÚÍÏÚÇÁÌÏÍȱɊ ÆÏÒÍÅÄ 

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 the specific 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 



ETHNOMOUSIKOLOGION   nr. 2 (1/2023 )       169 
 
(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 on 6th of 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 sub-cultural 
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 traditional 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 repertoire ɀ 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 the 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 student ɀ fit to their personal aims, talents, 
and status. 

It is a direct and intentional dialog between the teacher and the 
student ɀ it could be drafted, reflected and changeable. It is led by a well-
trained teacher who has the skills I have mentioned before: professional, 
pedagogical, and psychological capacities and creativity in teaching. 

The training concentrates on the whole Hungarian repertoire of the 
Carpathian Basin ɀ 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 ÂÁÓÉÃ ÌÅÖÅÌ Ȭ!ȭ 
section (2*30 

minutes 
classes/ 
week) 

ÂÁÓÉÃ ÌÅÖÅÌ Ȭ"ȭ ÓÅÃÔÉÏÎ 
(available for talented 

pupils with 2*45 minutes 
classes/ week; works 

from the 2nd year) 

secondary level 
(from age 14, classes 
9-13., 2*60 minutes 

classes/ week) 

music pre-
training 

classes (1-2), 
age 6-7 

rhymes, 
ÃÈÉÌÄÒÅÎȭÓ 
songs ɀ 

independent 
selection of 
the regions 

- - 

1.(age 8-9)/9. 
(age 14-15) 

Transdanubia - Transdanubia ɀ with 
a sophisticated 

sorting: Rábaköz, 
Zala, Vas, Somogy 
counties, Sárköz, 

Bakony Mountains, 
-ÅÚěÆĘÌÄȟ 

Ormánság, Szlavónia 

2.(age 9-
10)/10. (age 

15-16) 

The North The North ɀ with some 
specialization: Csallóköz, 

Zoborvidék, Palócföld 

The North - with a 
sophisticated 

sorting: Zoborvidék, 
Csallóköz, 

Mátyusföld, 
Palócföld 

3.(age 10-
11)/11. (age 16-

17) 

Great Plain Great Plain - with all the 
typical small regions: 

Szatmár, Hajdúság and 
Nyírség, Nagykunság, 

Körös region, 
Jászság,Kiskunság, 

Kalocsai Sárköz, Danube-
region of Bácska 

Great Plan- with a 
sophisticated 

sorting: Upper-Tisza 
region, Jászság, 

Kunság, South-Alföld 

4.(age 11-
12)/12. (age 17-

18) 

Transylvania: 
Székelyföld 
(Seklerland) 

and Bukovina 

Transylvania - with some 
specialization 

(Székelyföld , Maros ɀ 
+İËİÌÌěË ÒÅÇÉÏÎ 

Udvarhelyszék, Csík, 
Gyimes) as well as 

Bukovina 

Transylvania with a 
sophisticated 

sorting: Szilágyság, 
Kalotaszeg, 

-ÅÚěÓïÇȟ +İËİÌÌě 
region, Székelyföld, 

Bukovina 

5.(12-13)/13. 
(age 18-19) 

Transylvania: 
Szilágyság, 
Kalotaszeg, 
-ÅÚěÓïÇ 

Transylvania: Szilágyság, 
+ÁÌÏÔÁÓÚÅÇȟ -ÅÚěÓïÇȟ 

based on the processing 
of recordings of the 

specified vocal 
informants 

Moldova 

6.(13-14)/ 14. 
(age 19-20) 

Moldova Moldova - 
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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 the specific 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 Piano Studies, to build a 

comprehensive musical knowledge. 

- Folk Music Notation, Folk Music Theory, Ethnography, Instrumental 

Studies and Group Music Practice ɀ to help students understand the 

unique functioning of folk culture and express themselves artistically. 

CONCLUSIONS 

Folk singing as a performing art 
Finally, I 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 Kató 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 subject 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 classical music 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, evolution, 
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 singers). We do not primarily present 
ourselves, our brilliant voices, or virtuosic ornamentation practices to the 
audience. All of this can be a tool - necessary, indeed - to sing in a stylish, 
precise manner that remains faithful to the genre and regional peculiarities. 
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 part of 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, self-identifying creation. This 
authentic creation is far from imitation or replication. 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 within them. When 
they sing, it repeatedly emerges through their current existence. 

Teaching our students this mindset and knowledge 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. Everything I wrote 
above about the institutionalized teaching methods and structure serves this 
purpose. 
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Cuvinte cheie  
#ÝÎÔÅÃ ÐÏÐÕÌÁÒȟ ÅÄÕÃÁĪÉÅȟ ÃÏÎÓÅÒÖÁÒÅȟ ÔÒÁÎÓÍÉÔÅÒÅȟ ÁÕÔÅÎÔÉÃÉÔÁÔÅȢ 

INTRODUCERE  

%ÄÕÃÁĪÉÁ ÿÎ ÄÏÍÅÎÉÕÌ ÍÕÚÉÃÉÉ ÐÏÐÕÌÁÒÅ ÁÒÅ Ï ÉÓÔÏÒÉÅ ÄÅ ÄÅÃÅÎÉÉ ÿÎ 
5ÎÇÁÒÉÁȢ 0ÒÉÍÁ ÓÅÃĪÉÅ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒá ÌÁ ÎÉÖÅÌ ÐÒÉÍÁÒ Á ÆÏÓÔ ÄÅÓÃÈÉÓá ÿÎ 
ΣΫΩΧȟ ÌÁ "ÕÄÁÐÅÓÔÁȟ ÃÁ ÐÁÒÔÅ Á ÕÎÅÉ ĦÃÏÌÉ ÄÅ ÁÒÔá ÅÌÅÍÅÎÔÁÒá ɉ+ÏÂÚÏÓ +ÉÓÓȟ 4Ȣȟ 
1997). Aceasta s-Á ÄÅÚÖÏÌÔÁÔ ĦÉ Á ÄÅÖÅÎÉÔ ÉÎÄÅÐÅÎÄÅÎÔá ÿÎ ÁÎÉÉ ͻΫΡȢ ȵÓbudai 
Népzenei Iskolaȱ ɉ¥ÃÏÁÌÁ ÄÅ -ÕÚÉÃá 0ÏÐÕÌÁÒá ÄÉÎ sÂÕÄÁɊ ÒÅÐÒÅÚÉÎÔá ÕÎ ÐÕÎÃÔ 
ÄÅ ÐÌÅÃÁÒÅ ÉÍÐÏÒÔÁÎÔ ĦÉ Ï ĦÃÏÁÌá ÄÅÆÉÎÉÔÏÒÉÅ ÐÅÎÔÒÕ ÐÒÅÄÁÒÅÁ ÍÕÚÉÃÉÉ ÐÏÐÕÌÁÒÅȢ 
#Õ ÔÏÁÔÅ ÁÃÅÓÔÅÁȟ ÿÎ ÐÒÅÚÅÎÔ ÁÖÅÍ ÐÅÓÔÅ ΣΧΡ ÄÅ ÉÎÓÔÉÔÕĪÉÉ ÃÁÒÅ ÏÆÅÒá ÅÄÕÃÁĪÉÅ 
ÄÅ ÂÁÚá ÿÎ ÍÕÚÉÃÁ ÐÏÐÕÌÁÒá ÿÎ ÿÎÔÒÅÁÇÁ 5ÎÇÁÒÉÅ ɉ"ÏÌÙÁȟ -Ȣȟ ΤΡΣΫȡ ΩΧɊȢ %ÄÕÃÁĪÉÁ 
ÿÎ ÍÕÚÉÃÁ ÐÏÐÕÌÁÒá ÌÁ ÎÉÖÅÌ ÓÅÃÕÎÄÁÒ ÅØÉÓÔá ÄÉÎ ΣΫΫΦȢ 0ÒÉÍÁ ĦÃÏÁÌá ÄÅ ÍÕÚÉÃá 
ÃÁÒÅ Á ÌÁÎÓÁÔ ÕÎ ÐÒÏÇÒÁÍ ÓÐÅÃÉÁÌ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒáȟ ÿÎ ÐÁÒÁÌÅÌ ÃÕ ÅÄÕÃÁĪÉÁ 
generalá ÌÁ ÎÉÖÅÌ ÓÅÃÕÎÄÁÒȟ Á ÆÏÓÔ ȵSzékesfehérvári Hermann László 
:ÅÎÅÍĴÖïÓÚÅÔÉ 3ÚÁËÇÉÍÎÜÚÉÕÍ ïÓ !ÌÁÐÆÏËĭ -ĴÖïÓÚÅÔÉ )ÓËÏÌÁȱȢ 0ÝÎá ÿÎ 
ÐÒÅÚÅÎÔȟ ÁÖÅÍ ΣΡ ĦÃÏÌÉ ÓÅÃÕÎÄÁÒÅ ÄÅ ÍÕÚÉÃá ÃÁÒÅ ÏÆÅÒá ÐÒÏÇÒÁÍÅ ÄÅ ÍÕÚÉÃá 
ÐÏÐÕÌÁÒá ɉÿÎ "ïËïÓÃÓÁÂÁȟ $ÅÂÒÅÃÅÎȟ .ÙþÒÅÇÙÈÜÚÁȟ -ÉÓËÏÌÃȟ Kecskemét, Vác, 
3ÚïËÅÓÆÅÈïÒÖÜÒ ĦÉ Υ ĦÃÏÌÉ ÿÎ "ÕÄÁÐÅÓÔÁɊȢ )ÎÓÔÒÕÉÒÅÁ ÿÎ ÍÕÚÉÃÁ ÐÏÐÕÌÁÒá ÅÓÔÅ 
ÄÉÓÐÏÎÉÂÉÌá ĦÉ ÿÎ ÿÎÖáĪáÍÝÎÔÕÌ ÓÕÐÅÒÉÏÒȢ !ÖÅÍ ÄÏÕá ÉÎÓÔÉÔÕĪÉÉ ÃÁÒÅ ÏÆÅÒá 
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ÉÎÓÔÒÕÉÒÅ ÿÎ ÍÕÚÉÃÁ ÐÏÐÕÌÁÒáȢ ,Á 5ÎÉÖÅÒÓÉÔÁÔÅÁ ÄÉÎ .ÙþÒÅÇÙÈÜÚÁȟ ÓÔÕÄÅÎĪÉÉ ÁÕ 
ÁÂÓÏÌÖÉÔ ÃÁ ÐÒÏÆÅÓÏÒÉ ÄÅ ÍÕÚÉÃá - ÍÕÚÉÃá ÐÏÐÕÌÁÒá ÿÎÃÅÐÝÎÄ ÄÉÎ ΣΫΫΣȢ $ÕÐá 
ÕÎÅÌÅ ÓÃÈÉÍÂáÒÉ ÏÐÅÒÁĪÉÏÎÁÌÅ ĦÉ ÄÅ ÃÏÎĪÉÎÕÔȟ ÁÕ ÄÅÖÅÎÉÔ ÐÒÏÆÅÓÏÒÉ ÄÅ ÍÕÚÉÃá - 
ÍÕÚÉÃá ÐÏÐÕÌÁÒá ĦÉ ÃÕÌÔÕÒá ÐÏÐÕÌÁÒáȢ #ÅÁÌÁÌÔá ÏÐÏÒÔÕÎÉÔÁÔÅ Ó-a deschis în 
"ÕÄÁÐÅÓÔÁ ÌÁ !ÃÁÄÅÍÉÁ ,ÉÓÚÔȟ ÿÎ ΤΡΡΩȢ %ØÉÓÔá ÍÁÉ ÍÕÌÔÅ ÐÒÏÇÒÁÍÅ ÌÁ 
$ÅÐÁÒÔÁÍÅÎÔÕÌ ÄÅ -ÕÚÉÃá 0ÏÐÕÌÁÒáȟ ÉÁÒ ÓÔÕÄÉÉÌÅ ÄÅ Ψ ÁÎÉ ÓÅ ÿÎÃÈÅÉÅ ÃÕ ÕÎ ÔÉÔÌÕ 
ÄÅ 0ÒÏÆÅÓÏÒ ÄÅ -ÕÚÉÃá 0ÏÐÕÌÁÒá ɉÓÐÅÃÉÁÌÉÚÁÔ ÐÅ ÕÎ ÉÎÓÔÒÕÍÅÎÔȟ Ãântatul în stil 
popular sau teoria muzicii populare) - $ÉÐÌÏÍá ÄÅ !ÒÔÉÓÔ )ÎÔÅÒÐÒÅÔȢ 

/ 3#524A $%3&A¥52!2%ȟ 3425#452) ¥) /")%#4)6% 02)6).$ 02%$!2%! 
-5:)#)) 0/05,!2% _. ).34)45§))  

Nivel primar ɀ ĦÃÏÌÉ ÄÅ ÁÒÔá ÃÕÎÏÓÃÕÔÅ ĦÉ ÃÁ ĦÃÏÌÉ ÄÅ ÍÕÚÉÃá 
_ÎÖáĪáÍÝÎÔÕÌ ÌÁ ĦÃÏÁÌá Á ÿÎÃÅÐÕÔ Óá ÓÅ ÅØÔÉÎÄá ÿÎ ÓÅÃÏÌÕÌ ÁÌ 8)8-lea în Ungaria 
(Vas, B. 2015: 65-ΩΦɊ ĦÉ ÅØÉÓÔá ÿÎ ÐÒÅÚÅÎÔ ÃÁ ÍÏÄÁÌÉÔÁÔÅ ÌÁÒÇ ÄÉÓÐÏÎÉÂÉÌá ĦÉ 
ÒÅÓÐÅÃÔÁÔá ÐÅÎÔÒÕ Á ÿÎÖáĪÁ ÍÕÚÉÃÁ ÐÅÎÔÒÕ ÅÌÅÖÉÉ ÃÕ ÖÝÒÓÔÅ ÃÕÐÒÉÎÓÅ ÿÎÔÒÅ Ψ ĦÉ ΤΤ 
ÄÅ ÁÎÉȢ !ĦÁ-numitele ȵĦÃÏÌÉ ÄÅ ÁÒÔáȱ sau ȵĦÃÏÌÉ ÄÅ ÍÕÚÉÃáȱ ÏÆÅÒá ÕÎ ÐÒÏÇÒÁÍ 
ÍÕÚÉÃÁÌ ÓÐÅÃÉÁÌ ÃÕ ÉÎÓÔÒÕÍÅÎÔÕÌ ÓÁÕ ÃÕÒÓÕÌ ÄÅ ÃÝÎÔÁÔ ÁÌÅÓȟ ÿÎÓÏĪÉÔ ÄÅ ÍÁÔÅÒÉÉ 
ÔÅÏÒÅÔÉÃÅ ɉÓÏÌÆÅÇÉÕȟ ÔÅÏÒÉÅ ÍÕÚÉÃÁÌáɊ ĦÉ ÐÒÁÃÔÉÃá ÏÒÃÈÅÓÔÒÁÌá ÐÅÎÔÒÕ Á ÄÅÚÖÏÌÔÁ 
ÃÕÎÏĦÔÉÎĪÅÌÅ ÍÕÚÉÃÁÌÅȢ #ÏÐÉÉÉ ÐÏÔ ÐÁÒÔÉÃÉÐÁȟ ÿÎ ÐÒÉÎÃÉÐÁÌȟ ÌÁ ÃÕÒÓÕÒÉ ÃÕ 
ÉÎÓÔÒÕÍÅÎÔÅ ÃÌÁÓÉÃÅ ÿÎ ÁÃÅÓÔÅ ÉÎÓÔÉÔÕĪÉÉȟ ÄÁÒ ÄÉÎ ÁÎÉÉ ͻΫΡȟ ÍÁÉ ÍÕÌÔÅ ÄÉÎÔÒÅ ĦÃÏÌÉÌÅ 
ÄÅ ÁÒÔá ÏÆÅÒáȟ ÄÅ ÁÓÅÍÅÎÅÁȟ ÉÎÓÔÒÕÉÒÅ ÿÎ ÍÕÚÉÃÁ ÐÏÐÕÌÁÒáȟ ÉÎÃÌÕÓÉÖ ÃÕÒÓÕÒÉ ÄÅ 
ÃÝÎÔÁÔ ÿÎ ÓÔÉÌ ÐÏÐÕÌÁÒȢ .ÉÖÅÌÕÌ ÄÅ ÂÁÚá ÁÌ ÿÎÖáĪáÒÉÉ ÍÕÚÉÃÉÉ ÎÕ ÆÁÃÅ ÐÁÒÔÅ ÄÉÎ 
ÿÎÖáĪáÍÝÎÔÕÌ ÐÕÂÌÉÃ ÏÂÌÉÇÁÔÏÒÉÕȢ #Õ ÔÏÁÔÅ ÁÃÅÓÔÅÁȟ ÁÃÅÓÔÁ ÁÒ ÐÕÔÅÁ ÆÉ ÕÎÁ ÄÉÎÔÒÅ 
ÃÅÌÅ ÍÁÉ ÉÍÐÏÒÔÁÎÔÅ ĦÉ ÉÍÐÌÉÃÁÔÅ ÅØÐÅÒÉÅÎĪÅ ÐÅÎÔÒÕ ÕÎ ÃÏÐÉÌ ÓÁÕ ÕÎ ÔÝÎáÒ 
pentru a dezvolta abilÉÔáĪÉÌÅ ÌÏÒ ÍÕÚÉÃÁÌÅȟ ÍÉÎÔÅÁ ĦÉ ÒÅÆÌÅÃĪÉÉÌÅ ÄÅÓÐÒÅ ÃÕÌÔÕÒáȢ  

#ÏÎÅØÉÕÎÅÁ ÃÕ ÐÒÅÄÁÒÅÁ ÃÝÎÔÕÌÕÉ ÐÏÐÕÌÁÒȟ ĦÃÏÌÉÌÅ ÄÅ ÍÕÚÉÃá ÄÅ ÂÁÚá ÁÒ 
ÐÕÔÅÁ Óá ÁÉÂáȟ ÄÅ ÁÓÅÍÅÎÅÁȟ ÕÎ ÒÏÌ ÄÅÔÅÒÍÉÎÁÎÔȡ ÅÌÅÖÉÉ ÁÕ ÉÎÆÌÕÅÎĪÅ ÐÒÏÆÕÎÄÅ 
ĦÉ ÃÏÎÔÉÎÕÅ ÁÓÕÐÒÁ ÔÒÁÄÉĪÉÅÉ ÐÏÐÕÌÁÒÅ ÿÎÔÒ-Ï ÖÝÒÓÔá ÓÅÎÓÉÂÉÌá ĦÉ ÐÏÔ Óá-ĦÉ 
ÔÒÁÎÓÍÉÔá ÃÕÎÏĦÔÉÎĪÅÌÅ ÃÁ Ï ÌÉÍÂá ÍÁÔÅÒÎáȢ .Õ ÃÏÎÔÅÁÚá ÄÁÃá ÓÅ ÓÐÅÃÉÁÌÉÚÅÁÚá 
ÕÌÔÅÒÉÏÒ ÿÎ ÄÉÒÅÃĪÉÉ ÅÄÕÃÁĪÉÏÎÁÌÅ ÍÕÚÉÃÁÌÅ ÓÁÕ ÎÕȢ #ÅÌ ÍÁÉ ÉÍÐÏÒÔÁÎÔ ÐÕÎÃÔ ÅÓÔÅ 
Óá ÌÅ ÏÆÅÒÅ ÅÌÅÖÉÌÏÒ ÔÅÍÅÌÉÁ ÐÅÎÔÒÕ Á ÓÅ ÅØÐÒÉÍÁ ÐÒÉÎ ÃÝÎÔÕÌ ÐÏÐÕÌÁÒ ĦÉ Óá ÌÅ ÆÁÃá 
Óá ÿÎĪÅÌÅÁÇá ÃÕÍ ÆÕÎÃĪÉÏÎÅÁÚá ÁÃÅÁÓÔá ÍÏĦÔÅÎÉÒÅ ÃÕÌÔÕÒÁÌáȟ ÃÕÍ ÓÅ ÓÃÈÉÍÂá ĦÉ 
ÃÕÍ ÓÅ ÌÅÁÇá ÄÅ ÁÌÔÅ ÃÁÒÁÃÔÅÒÉÓÔÉÃÉ ÃÕÌÔÕÒÁÌÅȢ !Ì ÄÏÉÌÅÁ ÎÉÖÅÌ .ÉÖÅÌÕÌ ÕÒÍáÔÏÒ ÅÓÔÅ 
ÃÅÌ ÁÌ ĦÃÏÌÉÉ ÓÅÃÕÎÄÁÒÅȟ ÃÕÎÏÓÃÕÔá ĦÉ ÃÁ ÃÏÎÓÅÒÖÁÔÏÒȢ !ÖÅÍ ÁÐÒÏÁÐÅ ΥΡ ÄÅ ÁÎÉ 
ÄÅ ÅØÐÅÒÉÅÎĪá ÌÁ ÁÃÅÓÔ ÎÉÖÅÌ ÿÎ ÅÄÕÃÁĪÉÁ ÍÕÚÉÃÉÉ ÐÏÐÕÌÁÒÅȢ )ÎÓÔÒÕÉÒÅÁ ÌÁ ĦÃÏÌÉÌÅ 
ÓÅÃÕÎÄÁÒÅ ÓÅ ÁÄÁÐÔÅÁÚá ÓÉÓÔÅÍÕÌÕÉ ÅÄÕÃÁĪÉÏÎÁÌ ÆÏÒÍÁÌȢ !ÓÔÆÅÌȟ ÅÌÅÖÉÉ ɉÃÕ ÖÝÒÓÔÁ 
ÿÎÔÒÅ ΣΦ ĦÉ ΣΪ ÁÎÉɊ ÐÒÉÍÅÓÃ ÍÁÔÅÒÉÉ ÄÅ ÃÕÎÏĦÔÉÎĪÅ ÇÅÎÅÒÁÌÅ ɉÃÕÍ ÁÒ ÆÉ 
ÍÁÔÅÍÁÔÉÃÁȟ ÉÓÔÏÒÉÁȟ ÅÄÕÃÁĪÉÁ ÆÉÚÉÃáȟ ÅÔÃȢɊȟ ĦÉ ÐÒÉÍÅÓÃ Ï ÅÄÕÃÁĪÉÅ ÍÕÚÉÃÁÌá ÆÏÁÒÔÅ 
ÃÏÍÐÌÅØá ÿÎ ÇÅÎÅÒÁÌ ĦÉ ÃÏÎÃÅÎÔÒÁÔá ÐÅ ÍÕÚÉÃÁ ÐÏÐÕÌÁÒáȢ 5Î ÅÌÅÖ ÄÅÃÉÄÅ ÄÁÃá 
ÖÁ ÓÔÕÄÉÁ ÕÎ ÉÎÓÔÒÕÍÅÎÔ ÓÐÅÃÉÆÉÃ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒá ÓÁÕ ÃÝÎÔÕÌ ÐÏÐÕÌÁÒ ÃÁ 
ÍÁÔÅÒÉÅ ÐÒÉÎÃÉÐÁÌáȟ ĦÉ ÐÒÉÍÅÓÃ ĦÉ ÁÌÔÅ ÍÁÔÅÒÉÉ ÐÒÁÃÔÉÃÅ ɉÕÎ ÁÌÔ ÉÎÓÔÒÕÍÅÎÔȟ ÍÕÚÉÃá 
ÄÅ ÃÁÍÅÒáȟ ÁÎÔÒÅÎÁÍÅÎÔ ÖÏÃÁÌȟ ÅÔÎÏÇÒÁÆÉÅȟ ÔÒÁÎÓÃÒÉÅÒÅ ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒáȟ 
ÔÅÏÒÉÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒáȟ ÃÕÒÓ ÄÅ ÄÁÎÓ ÐÏÐÕÌÁÒ ĦÉ ÍÁÔÅÒÉÉ ÍÕÚÉÃÁÌÅ ÇÅÎÅÒÁÌÅȟ 
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ÃÕÍ ÁÒ ÆÉ ÉÓÔÏÒÉÁ ÍÕÚÉÃÉÉȟ ÔÅÏÒÉÁ ÍÕÚÉÃÉÉȟ ÓÏÌÆÅÇÉÕɊȢ $ÕÐá Χ ÁÎÉ ÄÅ ÉÎÓÔÒÕÉÒÅȟ ÅÉ 
ÏÂĪÉÎ Ï ÄÉÐÌÏÍá ÄÅ ÎÉÖÅÌ ÍÅÄÉÕȢ 5Î ÅÌÅÖ ÃÁÒÅ ÕÒÍÅÁÚá ÁÃÅÓÔ ÔÉÐ ÄÅ ÅÄÕÃÁĪÉÅ ÁÒ 
ÔÒÅÂÕÉ Óá ÁÉÂá ÏÂÉÅÃÔÉÖÅ ÓÐÅÃÉÆÉÃÅ ÌÅÇÁÔÅ ÄÅ ÿÎÖáĪÁÒÅÁ ÃÝÎÔÕÌÕÉ ÐÏÐÕÌÁÒȢ 
0ÒÏÆÅÓÏÒÕÌ ÔÒÅÂÕÉÅ Óá ÿÌ ÁÊÕÔÅ Óá ÇáÓÅÁÓÃá ÕÒÍáÔÏÒÕÌ ÐÁÓ ÐÏÔÒÉÖÉÔȢ 5ÎÉÉ ÓÕÎÔ 
ÔÁÌÅÎÔÁĪÉȟ ÍÁÔÕÒÉ ĦÉ ÈÁÒÎÉÃÉ ĦÉ ÐÏÔ ÁÌÅÇÅ ÿÎÖáĪáÍÝÎÔÕÌ ÓÕÐÅÒÉÏÒ ĦÉ Óá ÄÅÖÉÎá 
ÐÒÏÆÅÓÉÏÎÉĦÔÉȢ %ØÉÓÔá ĦÉ ÍÕÌĪÉ ÅÌÅÖÉ ÁÉ ÃáÒÏÒ ÐÌÁÎÕÒÉ ĦÉ ÄÉÒÅÃĪÉÉ ÓÅ ÓÃÈÉÍÂáȢ .ÏÉȟ 
profesorii, putem oferi oricui oferte adecvate în instruirea cântului popular. Se 
ÿÎÔÝÍÐÌá ÃÁ ÐÒÅÄÁÒÅÁ ÃÝÎÔÕÌÕÉ ÐÏÐÕÌÁÒ Óá ÁÊÕÔÅ ÐÅ ÃÉÎÅÖÁ Óá ÓÅ ÓÉÍÔá ÿÎÃÒÅÚáÔÏÒ 
ÿÎ ÓÉÎÅ ĦÉ Óá-ĦÉ ÁÃÃÅÐÔÅ ÉÄÅÎÔÉÔÁÔÅÁȢ 3ÁÕ Óá ÁÊÕÔÅ ÌÁ ÃÏÒÅÃÔÁÒÅÁ ÔÕÌÂÕÒáÒÉÌÏÒ ÄÅ 
vorbire sau alte defecte de vorbire. 

 _ÎÖáĪáÍÝÎÔÕÌ ÓÕÐÅÒÉÏÒ  
5ÌÔÉÍÕÌ ÐÕÎÃÔ ÅÓÔÅ ÿÎÖáĪáÍÝÎÔÕÌ ÓÕÐÅÒÉÏÒȢ !ÃÅÁÓÔÁ ÉÍÐÌÉÃá ÄÏÕá 

ÕÎÉÖÅÒÓÉÔáĪÉ ÄÉÎ 5ÎÇÁÒÉÁȟ ÍÅÎĪÉÏÎÁÔÅ ÍÁÉ ÓÕÓȢ !ÍÂÅÌÅ ÐÒÏÇÒÁÍÅ ÉÎÓÔÉÔÕĪÉÏÎÁÌÅ 
ÓÕÎÔ ÐÅÎÔÒÕ ÔÉÎÅÒÉ ÔÁÌÅÎÔÁĪÉ ĦÉ ÄÅÄÉÃÁĪÉ ÃÁÒÅ ÿĦÉ ÄÏÒÅÓÃ Ï ÃÁÒÉÅÒá ÃÁ ÐÒÏÆÅÓÏÒÉ ÄÅ 
ÍÕÚÉÃá ÐÏÐÕÌÁÒá ĦÉȾÓÁÕ ÁÒÔÉĦÔÉ ÉÎÔÅÒÐÒÅĪÉ ÐÒÏÆÅÓÉÏÎÉĦÔÉȢ 4ÒÅÂÕÉÅ Óá ÅØÉÓÔÅ ÕÎ 
ÃÕÒÒÉÃÕÌÕÍ ÅØÔÉÎÓ ĦÉ ÂÉÎÅ ÁÒÔÉÃÕÌÁÔȟ ÃÁÒÅ Óá ÐÏÁÔá ÆÉ Ï ÒÅÓÕÒÓá ÓÁÕ ÃÕÎÏĦÔÉÎĪá 
ÆÁÍÉÌÉÁÒá ĦÉ ÐÏÔÒÉÖÉÔá ÐÅÎÔÒÕ ÁÂÓÏÌÖÅÎĪÉÉ ÔÉÎÅÒÉ ÐÅÎÔÒÕ Á ÓÅ ÅØÐÒÉÍÁ ÃÁ ÁÒÔÉĦÔÉ ĦÉ 
ÐÅÎÔÒÕ Á ÐÕÔÅÁ ÔÒÁÎÓÍÉÔÅ ÃÕÎÏĦÔÉÎĪÅÌÅ ĦÉ ÇÝÎÄÕÒÉÌÅ ÌÏÒ ÄÅÓÐÒÅ ÃÝÎÔÅÃÅÌÅ ĦÉ 
cântul popular elevilor lor. 

CARE SUNT PERSONAJELE IMPLICATE ÎN PROCESUL DE PREDARE A 
CÂNTULUI POPULAR?  

!ÖÅÍ Υ ÐÁÒÔÉÃÉÐÁÎĪÉ ÿÎ ÆÉÅÃÁÒÅ ÃÁÚȡ ÅÌÅÖÕÌȟ ÐÒÏÆÅÓÏÒÕÌ ĦÉ ÃÕÒÒÉÃÕÌÕÍ-ul. 
Elevul  

Elevul este motivat - ÉÎÉĪÉÁÌȟ ÿÎ ÐÒÉÎÃÉÐÁÌȟ ÌÁ ÎÉÖÅÌ ÄÅ ÂÁÚáȟ ÎÕ ĦÔÉÍ ÃÌÁÒ ÃÅ 
ÿÌ ÄÅÔÅÒÍÉÎá Óá ÐÁÒÔÉÃÉÐÅ ÌÁ ÕÎ ÃÕÒÓ ÄÅ ÃÝÎÔ ÐÏÐÕÌÁÒȟ ÄÁÒ ÅÌ ÓÁÕ ÅÁ ÄÏÒÅĦÔÅ Óá 
ÿÎÖÅĪÅ ÃÝÎÔÅÃÅ ÐÏÐÕÌÁÒÅȢ 0ÒÏÖÏÃÁÒÅÁ ÅÓÔÅ Á ÎÏÁÓÔÒá ÄÅ Á ÍÅÎĪÉÎÅ ĦÉ ÁÐÒÏÆÕÎÄÁ 
interesul lor pentru cântul popular, într-un mod mai general pentru cultura 
ÐÏÐÕÌÁÒáȢ %ÌÅÖÉÉ ÎÏĦÔÒÉ ÔÒáÉÅÓÃ ÿÎ ÐÒÅÚÅÎÔ ĦÉ ÁÕ ÍÁÉ ÐÕĪÉÎá ÌÅÇáÔÕÒá ÃÕ ÃÕÌÔÕÒÁ 
ÐÏÐÕÌÁÒá ÿÎ ÍÏÄ ÄÉÒÅÃÔȢ #Õ ÔÏÁÔÅ ÁÃÅÓÔÅÁȟ ÅÉ ÁÕ ÐÒÏÐÒÉÉÌÅ ÒáÄáÃÉÎÉ ÄÅ ÆÁÍÉÌÉÅȟ 
ÅÓÔÅ ÐÏÓÉÂÉÌ Óá ÁÉÂá ÒÕÄÅ ÃÁÒÅ ÔÒáÉÅÓÃ ÌÁ ĪÁÒáȟ Óá ÁÉÂá ÅØÐÅÒÉÅÎĪÅ ÄÅ ÖÁÒá ÕÎÄÅÖÁ 
ÿÎ 4ÒÁÎÓÉÌÖÁÎÉÁ ÓÁÕ ÿÎ ÁÌÔá ÚÏÎá ÒÕÒÁÌá Á ÚÏÎÅÉ ÄÅ ÌÉÍÂá ÍÁÇÈÉÁÒá ÓÁÕ Óá ÁÉÂá Ï 
ÃÁÒÔÅ ÐÅ ÒÁÆÔÕÌ ÌÏÒ ÄÅÓÐÒÅ ÁÇÒÉÃÕÌÔÕÒÁ ÔÒÁÄÉĪÉÏÎÁÌá ÓÁÕ ÏÒÉÃÅ ÁÌÔÃÅÖÁ ÃÁÒÅ ÅÓÔÅ 
potrivit pentru noi pentru a-i conecta pe elevi cu cultuÒÁ ÐÏÐÕÌÁÒáȢ 4ÒÅÂÕÉÅ Óá 
ÓÕÂÌÉÎÉÅÍ Ãá ÍÏÄÕÌ ÄÅ Á-ĦÉ ÅØÐÒÉÍÁ ÅÍÏĪÉÉÌÅȟ ÁĦÁ ÃÕÍ ÁÕ ÃÝÎÔÁÔ ÉÎÆÏÒÍÁÔÏÒÉÉ 
ÎÏĦÔÒÉ ÖÉÁĪÁ ÌÏÒȟ ÆÕÎÃĪÉÏÎÅÁÚá ĦÉ ÃÕ ÎÏÉȢ 0ÕÔÅÍ ÃÝÎÔÁ ÃÝÎÄ ÅÓÔÅ ÁÄÅÃÖÁÔȡ ÌÁ 
ÓáÒÂáÔÏÒÉȟ ÌÁ ÁÎÉÖÅÒÓÁÒÅÁ ÂÕÎÉÃÉÉ ÓÁÕ ÃÝÎÄ ÓÕÎÔÅÍ ÂÕÃÕÒÏĦÉ ÓÁÕ ÄÅÚÁÍáÇÉĪÉȢ #Õ 
toÁÔÅ ÁÃÅÓÔÅÁȟ ÌÕÃÒÕÌ ÎÏÓÔÒÕ ÃÕ ÅÌÅÖÉÉ ÓÅ ÒÅÆÅÒá ÌÁ ÄÅÚÖÏÌÔÁÒÅÁ ÁÂÉÌÉÔáĪÉÌÏÒ ÌÏÒ 
ÍÕÚÉÃÁÌÅ ɉÁÂÉÌÉÔáĪÉ ÄÅ ÁÕÚȟ ÓÉÍĪÕÌ ÒÉÔÍÕÌÕÉȟ ÍÅÍÏÒÉÅɊȟ ÁÂÉÌÉÔáĪÉÌÅ ÖÏÃÁÌÅ ɉÇÁÍÁ 
ÖÏÃÁÌáȟ ÉÎÔÏÎÁĪÉÁȟ ÃÁÐÁÃÉÔÁÔÅÁ ÒÅÓÐÉÒÁÔÏÒÉÅɊȟ ÁÔÉÔÕÄÉÎÉÌÅ ÆÁĪá ÄÅ ÃÝÎÔÁÔ ɉÐÏÓÔÕÒáȟ 
ÃÏÎĦÔÉÅÎĪÁ ÃÏÒpului). 
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Profesorul 

0ÒÏÆÅÓÏÒÕÌ ÔÒÅÂÕÉÅȟ ÅÖÉÄÅÎÔȟ Óá ÆÉÅ ÁÎÇÁÊÁÔ ÿÎ ÔÒÁÎÓÍÉÔÅÒÅÁ ÿÎÔÒÅÇÉÉ 
ÔÒÁÄÉĪÉÉ ĦÉ ÐÒÁÃÔÉÃÉ ÄÅ ÃÝÎÔ ÐÏÐÕÌÁÒȢ %Ì ÓÁÕ ÅÁ ÔÒÅÂÕÉÅ Óá ÁÉÂá ÃÅÌ ÐÕĪÉÎ ÔÒÅÉ 
ÁÓÐÅÃÔÅȡ ÁÂÉÌÉÔáĪÉ ÐÒÏÆÅÓÉÏÎÁÌÅȟ ÐÅÄÁÇÏÇÉÃÅ ĦÉ ÐÓÉÈÏÌÏÇÉÃÅȢ %Ì ÓÁÕ ÅÁ ÐÏÁÔÅ ÌÕÃÒÁ 
ÃÕ ÃÕÎÏĦÔÉÎĪÅ ÆÁÃÔÕÁÌÅ ĦÉ ÅØÐÅÒÉÅÎĪÅ ÄÅ ÃÝÎÔÁÔ ÐÒÁÃÔÉÃÅȟ ÔÒÅÂÕÉÅ Óá ÁÉÂá 
ÉÎÓÔÒÕÍÅÎÔÅ ÍÅÔÏÄÏÌÏÇÉÃÅȟ ÐÌÁÎÕÒÉ ÄÅ ÐÒÏÇÒÅÓ ÐÅ ÔÅÒÍÅÎ ÌÕÎÇ ĦÉ ÐÅ ÔÅÒÍÅÎ 
ÓÃÕÒÔ ÐÅÎÔÒÕ Á ÁÊÕÔÁ ÌÁ ÔÒÁÎÚÉĪÉÅȟ ĦÉ ÔÒÅÂÕÉÅ Óá ÁÃÏÒÄÅ ÁÔÅÎĪÉÅ ÓÔáÒÉÉ ÐÓÉÈÏÌÏÇÉÃÅ 
ÿÎ ÃÏÎÔÉÎÕá ÓÃÈÉÍÂÁÒÅ Á ÅÌÅÖÕÌÕÉȟ ÒÅÌÁĪÉÅÉ ÌÕÉ ÓÁÕ Á ÅÉ ÆÁĪá ÄÅ ÃÝÎÔÁÔȢ 0ÒÏÆÅÓÏÒÕÌ 
ÁÊÕÔá ÌÁ ÁÒáÔÁÒÅÁ ÍÏÄÕÌÕÉ ÄÅ Á ÆÁÃÅ ÒÅÐÅÒÔÏÒÉÕÌ ÄÅ ÃÝÎÔÅÃÅ ÖÉÕ - dând exemplu. 
!ÕÔÏÅØÐÒÉÍÁÒÅÁ ÁÒÔÉÓÔÉÃá ĦÉ ÐÒÁÃÔÉÃÁ ÄÅ ÃÝÎÔÁÔ ÁÊÕÔá ÅÌÅÖÕÌ ĦÉ ÁÊÕÔá ÐÒÏÆÅÓÏÒÕÌ 
Óá ÿÎĪÅÌÅÁÇá ÍÉÎÔÅÁ ÅÌÅÖÕÌÕÉ ĦÉ sonoritatea ÌÕÉ ÓÁÕ ÁÌ ÅÉȢ !ÖÅÍ ÃÕÎÏĦÔÉÎĪÅÌÅ 
ÎÏÁÓÔÒÅ ÄÅÓÐÒÅ ÃÝÎÔÅÃÅÌÅ ÐÏÐÕÌÁÒÅ ɉÎÕ ÿÎÓÅÁÍÎá ÔÏÁÔÅ ÃÝÎÔÅÃÅÌÅ ĦÉ ÖÁÒÉÁÎÔÅÌÅ 
ÄÉÎ ÃÏÌÅÃĪÉÉɊȢ $ÁÒ ÌÅ ÃÕÎÏÁĦÔÅÍ ÂÉÎÅ ĦÉ ÎÕ ÎÅ ÏÐÒÉÍ ÄÉÎ ÅØÐÌÏÒÁÒÅÁ ÒÅÓÕÒÓÅÌÏÒȟ ĦÉ 
ÓÕÎÔÅÍ ÁÎÇÁÊÁĪÉ Óá ÃÕÎÏÁĦÔÅÍ ĦÉ Óá ÿÎĪÅÌÅÇÅÍ ÿÎÔÒÅÇÕÌ ÃÕÒÒÉÃÕÌÕm (cu mediul 
ÓáÕ ÅÔÎÏÇÒÁfic, sociologic, istoric). 

Programa ɀ ÃÝÎÔÅÃÅ ÐÏÐÕÌÁÒÅ ĦÉ ÆÁÃÔÏÒÉ ÿÎÃÏÎÊÕÒáÔÏÒÉ 
Cel de-al treilea participant este Materia în sine ɀ ÁÄÉÃá ÃÏÌÅÃĪÉÁ 

ÃÝÎÔÅÃÅÌÏÒ ÎÏÁÓÔÒÅ ÐÏÐÕÌÁÒÅ ÁÄáÕÇÁÔá ÔÒÁÄÉĪÉÅÉ ÎÏÁÓÔÒÅ ÄÅ ÃÝÎÔÁÔ ÐÏÐÕÌÁÒȢ #Á 
ÐÒÏÆÅÓÏÒÉȟ ÔÒÅÂÕÉÅ Óá ÆÁÃÅÍ ÁÍÂÅÌÅ ÐáÒĪÉ ÆÁÍÉÌÉÁÒÅ ÓÔÕÄÅÎĪÉÌÏÒȢ 4ÒÅÂÕÉÅ Óá 
ÐÒÅÄáÍ ÍÅÌÏÄÉÉÌÅȟ ÔÅØÔÅÌÅ ĦÉ ÖÁÒÉÁĪÉÉÌÅȢ ¥Éȟ ÐÅ ÄÅ ÁÌÔá ÐÁÒÔÅȟ ÔÒÅÂÕÉÅ Óá ÌÅ ÓÐÕÎÅÍ 
ÔÏÔÕÌ ÄÅÓÐÒÅ ÍÅÄÉÕÌ ÿÎÃÏÎÊÕÒáÔÏÒȢ !ÃÅÓÔ ÌÕÃÒÕ ÿÎÓÅÁÍÎá ÉÎÆÏÒÍÁĪÉÉ ÅÔÎÏÇÒÁÆÉÃÅ 
ÄÅÓÐÒÅ Ï ÒÅÇÉÕÎÅ ÓÁÕ ÖÉÁĪÁ ÄÅ ÚÉ ÃÕ ÚÉ Á ÏÁÍÅÎÉÌÏÒ ÃÁÒÅ ÁÕ ÔÒáÉÔ ÃÕ ÁÃÅÓÔÅ 
ÓÏÎÏÒÉÔáĪÉ vocale, cu cântecele noastre populare. Avem o cantitate mare de 
ÉÎÆÏÒÍÁĪÉÉȟ ÄÁÔÅ ÓÏÎÏÒÅ ĦÉ ÓÃÒÉÓÅȟ ÉÓÔÏÒÉÉ ÏÒÁÌÅ ÄÅÓÐÒÅ ÉÎÆÏÒÍÁÔÏÒÉÉ ÎÏĦÔÒÉȢ §áÒÁÎÉ 
ÃÁÒÅ ÁÕ ÔÒáÉÔ ÃÕ ÁÄÅÖáÒÁÔ ÿÎ ÁÃÅÁÓÔá ÃÕÌÔÕÒáȢ !ÊÕÔÁĪÉ ÓÔÕÄÅÎĪÉÉ Óá ÐÒÉÖÅÁÓÃá 
ÄÉÎÃÏÌÏ ÄÅ ÿÎÒÅÇÉÓÔÒáÒÉ ĦÉ ÔÒÁÎÓÃÒÉÅÒÉȡ ÃÉÎÅ ÓÕÎÔ ÉÎÆÏÒÍÁÔÏÒÉÉȩ #ÕÍ ÁÕ ÔÒáÉt? 

!ÃÅÁÓÔá ÍÁÓá ÄÅ ÃÝÎÔÅÃÅ ÐÏÐÕÌÁÒÅ ÅÓÔÅ ÿÎÔÏÔÄÅÁÕÎÁ ÆÏÒÍÁÔá ĦÉ Á ÆÏÓÔ 
într-Ï ÃÏÎÔÉÎÕá ÓÃÈÉÍÂÁÒÅȟ ÿÎ ÆÕÎÃĪÉÅ ÄÅ ÃÏÎÄÉĪÉÉÌÅ ÅÔÎÏÇÒÁÆÉÃÅ-ÓÏÃÉÏÌÏÇÉÃÅ ĦÉ 
ÍÏÄÉÆÉÃÁÔÅȢ ¥É ÍÁÉ ÍÕÌÔȡ Ó-Á ÓÃÈÉÍÂÁÔ ÿÎ ÆÕÎÃĪÉÅ ÄÅ ÃÏÍÕÎÉÔáĪÉÌÅ ÄÅ ÃÝÎÔÁÔ ĦÉ ÄÅ 
ÃÁÐÁÂÉÌÉÔáĪÉÌÅȟ ÔÁÌÅÎÔÅÌÅ ĦÉ ÐÏÓÉÂÉÌÉÔáĪÉÌÅ ÉÎÄÉÖÉÄÕÁÌÅȢ $Å ÁÃÅÅÁȟ ÁÃÅÁÓÔá -ÁÔÅÒÉÁ 
ÁÒÅ Ï ÐÒÁÃÔÉÃá ÂÏÇÁÔá ĦÉ ÓÔÒÁÔÉÆÉÃÁÔá ÄÅ ÌÁ Ï ÒÅÇÉÕÎÅ ÌÁ ÁÌÔÁ ĦÉ ÄÅ ÌÁ Ï ÐÅÒÓÏÁÎá ÌÁ 
alta. 

¥É ÄÅ ÁÃÅÅÁ ÔÒÅÂÕÉÅ Óá-É ÁÊÕÔáÍ ÐÅ ÓÔÕÄÅÎĪÉ Óá-ĦÉ ÇáÓÅÁÓÃá ÐÒÏÐÒÉÉÌÅ 
ÓÏÌÕĪÉÉ ÿÎ ÃÝÎÔÁÔÕÌ ÐÏÐÕÌÁÒȢ 0ÅÎÔÒÕ Ãá ÁÃÅĦÔÉÁ ÓÅ ÓÃÈÉÍÂá ÍÅÒÅÕȟ ÁÕ ÐÒÏÐÒÉÕÌ ÌÏÒ 
ÍÅÄÉÕ ÿÎÃÏÎÊÕÒáÔÏÒ ɉÒáÄáÃÉÎÉÌÅ ÆÁÍÉÌÉÁÌÅȟ ÅØÐÅÒÉÅÎĪÅÌÅȟ ÓÔÁÒÅÁ ÆÉÚÉÃá ĦÉ 
ÐÓÉÈÏÌÏÇÉÃá ÁÃÔÕÁÌáȢȢȢɊ ĦÉȟ ÿÎ ÆÉÎÁÌȟ ÁÕ ÐÒÏÐÒÉÉÌÅ ÌÏÒ ÃÁÐÁÃÉÔáĪÉ ĦÉ ÔÁÌÅÎÔÅ - legate de 
propriile lor scopuri cu studiul cântatului popular. 

3#%.% !,% %$5#!§)%) _. #=.4!45, 0/05,!2 

6ÏÉ ÐÒÅÚÅÎÔÁ ÍÁÉ ÊÏÓ ÃÅÌÅ ÄÏÕá ÓÃÅÎÅ ÐÒÉÎÃÉÐÁÌÅ ÃÁÒÅȟ ÿÎ ÏÐÉÎÉÁ ÍÅÁȟ ÁÕ 
ÉÎÆÌÕÅÎĪÁÔ ĦÉ ÁÕ ÏÆÅÒÉÔ ÍÏÄÅÌÅ ÐÅÎÔÒÕ ÍÏÄÁÌÉÔÁÔÅÁ ÄÅ ÐÒÅÄÁÒÅ ÉÎÓÔÉÔÕĪÉÏÎÁÌá Á 
cântecelor populare. Ambele arii s-ÁÕ ÏÃÕÐÁÔ ÄÅ ÅÄÕÃÁĪÉÅ ÿÎÔÒ-un fel sau altul, 
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ÉÁÒ ÍÁÉ ÍÕÌÔÅ ÄÉÎÔÒÅ ÃÁÒÁÃÔÅÒÉÓÔÉÃÉÌÅ ÌÏÒ ÐÏÔ ÆÉ ÁÄÁÐÔÁÔÅ ÌÁ ÐÒÁÃÔÉÃÁ ÎÏÁÓÔÒá 
ÉÎÓÔÉÔÕĪÉÏÎÁÌáȢ 

#ÏÍÕÎÉÔáĪÉ ÔÒÁÄÉĪÉÏÎÁÌÅ 
_Î ÃÏÍÕÎÉÔáĪÉÌÅ ÔÒÁÄÉĪÉÏÎÁÌÅȟ ÃÝÎÔÁÔÕÌ ÐÏÐÕÌÁÒ Ó-a manifestat în 

ÐÒÉÎÃÉÐÁÌ ÃÁ Ï ÃÕÎÏÁĦÔÅÒÅ ÃÏÍÕÎáȢ 2ÅÐÅÒÔÏÒÉÕÌ ÕÎÅÉ ÐÅÒÓÏÁÎÅ ÅÒÁ ÅÇÁÌ ÃÕ 
ÒÅÐÅÒÔÏÒÉÕÌ ÃÏÍÕÎȢ %É ÿÎÖáĪÁÕ ÃÝÎÔÅÃÅÌÅ ÉÍÐÌÉÃÝÎÄÕ-ÓÅ ÿÎ ÖÉÁĪÁ ÄÅ ÚÉ ÃÕ ÚÉ ĦÉ ÿÎ 
ÓáÒÂáÔÏÒÉle ÃÏÍÕÎÉÔáĪÉÌÏÒȟ ĦÉ ÅÒÁÕ ÁÃÔÉÖÉ ÿÎ ÉÎÔÅÒÐÒÅÔÁÒÅ ÉÍÅÄÉÁÔȢ ! ÆÏÓÔ Ï ÔÒÁÄÉĪÉÅ 
ÎÅÓÃÒÉÓáȟ ÐÉÅÓÅÌÅ ĦÉ ÍÅÌÏÄÉÉÌÅ ÁÐáÒÅÁÕȟ ÓÅ ÆÏÒÍÁÕ ÐÅ ÍáÓÕÒá ÃÅ ÌÅ ÒÅÐÅÔÁÕ ĦÉ ÌÅ 
ÆÏÌÏÓÅÁÕ ÄÉÎ ÎÏÕ ĦÉ ÄÉÎ ÎÏÕȢ #ÕÎÏÁĦÔÅÒÅÁ ÕÎÅÉ ÐÅÒÓÏÁÎÅ ÿÎ ÁÓÔÆÅÌ ÄÅ ÃÏÍÕÎÉÔáĪÉ 
ÔÒÁÄÉĪÉÏÎÁÌÅ ÓÅ ÌÉÍÉÔÁ ÿÎ ÍÁÒÅ ÍáÓÕÒá ÌÁ ÒÅÐÅÒÔÏÒÉul local de cântece. 

#ÁÒÅ ÁÔÒÉÂÕÔÅ ÓÕÎÔ ÕÔÉÌÉÚÁÔÅ ÿÎ ÐÒÁÃÔÉÃÁ ÉÎÓÔÉÔÕĪÉÏÎÁÌá Á ÃÝÎÔÁÔÕÌÕÉ 
ÐÏÐÕÌÁÒ ÄÉÎ ÃÅÌÅ ÄÅ ÍÁÉ ÓÕÓȩ 4ÒÅÂÕÉÅ Óá ÿÎÃÅÒÃáÍ Óá ÏÆÅÒÉÍ ÏÐÏÒÔÕÎÉÔáĪÉ ÐÅÎÔÒÕ 
proiecte muzicale cooperative ɀ Óá ÿÎÖáĪáÍ Óá ÃÝÎÔáÍ ÿÍÐÒÅÕÎáȟ Óá ÒÅÁÌÉÚáÍ 
cine este solistul într-un grup. 3á ÆÁÃÅÍ ÌÏÃ ÍÅÍÏÒÉÅÉ - Óá ÎÕ ÎÏÔáÍ ÔÏÔÕÌȟ Óá 
ÒÅÎÕÎĪáÍ ÌÁ ÐÁÒÔÉÔÕÒáȢ 3á ÖÅÄÅÍ ÃÕÍ ÓÅ ÐÏÔ ÁÊÕÔÁ ÕÎÉÉ ÐÅ ÁÌĪÉÉ ÓÔÕÄÅÎĪÉÉȢ 3á-i 
ÌáÓáÍ Óá ÓÅ ÿÎÖÅĪÅ ÒÅÃÉÐÒÏÃȢ 3á ÆÁÃÅÍ ÄÁÎÓÕÒÉ ÃÕ ÃÝÎÔÁÔȢ 3á-É ÌáÓáÍ Óá ÓÉÍÔá 
ÃÕÍ ÆÕÎÃĪÉÏÎÅÁÚá ÃÕ ÕÎ ÁÎÔÒÅÎÁÍÅÎÔ ÆÉÚÉÃȢ 3á ÃáÕÔáÍ ÏÐÏÒÔÕÎÉÔáĪÉ ÐÅÎÔÒÕ Á 
ÃÒÅÁ Ï ÔÒÁÄÉĪÉÅ ÖÉÅȡ Óá ÿÎÖáĪáÍ ÃÝÎÔÅÃÅÌÅ ÄÅ ÓáÒÂáÔÏÁÒÅ ĦÉ Óá ÌÅ ÃÝÎÔáÍ 
ÿÍÐÒÅÕÎá ÌÁ ÍÏÍÅÎÔÕÌ ÐÏÔÒÉÖÉÔȢ )ÄÅÁÌȟ ÐÕÔÅÍ ÆÏÒÍÁ Ï ÃÏÍÕÎÉÔÁÔÅ ÒÅÁÌá ÃÕ 
ÓÔÕÄÅÎĪÉÉ ÎÏĦÔÒÉ ÁÃÔÕÁÌÉȟ ÃÁÒÅ ÁÒÅ ÌÅÇáÔÕÒÉ ÍÁÉ ÓÔÒÝÎÓÅ ĦÉ ÍÁÉ ÐÕĪÉÎ ÓÔÒÝÎÓÅȟ Ï 
ÆÕÎÃĪÉÏÎÁÒÅ ÓÐÅÃÉÆÉÃá ÐÒÏÐÒÉÅȢ 

-ÉĦÃÁÒÅÁ ÃÁÓÅÌÏÒ ÄÅ ÄÁÎÓ 
!ĦÁ-numita ÍÉĦÃÁÒÅ Á ÃÁÓÅÌÏÒ ÄÅ ÄÁÎÓ (ȵtáncházmozgalomȱ) s-a format 

ÁÃÕÍ ÃÉÎÃÉÚÅÃÉ ÄÅ ÁÎÉ ÿÎ ÍÅÄÉÕÌ ÕÒÂÁÎ ÐÒÉÎÔÒÅ ÕÎÉÉ ÔÉÎÅÒÉ ÉÎÔÅÌÅÃÔÕÁÌÉ ÃÁÒÅ ÃáÕÔÁÕ 
Ï ÏÐÏÒÔÕÎÉÔÁÔÅ ÐÏÔÒÉÖÉÔá ÐÅÎÔÒÕ ÄÉÓÔÒÁÃĪÉÅ ÃÕ ÍÕÚÉÃá ĦÉ ÄÁÎÓ ÔÒÁÄÉĪÉÏÎÁÌá ÖÉÅȟ ÿÎ 
ÃÏÎÄÉĪÉÉÌÅ ÓÏÃÉÁÌÅȟ ÐÏÌÉÔÉÃÅ ĦÉ ÃÕÌÔÕÒÁÌÅ ÓÐÅÃÉÆÉÃÅ ÁÌÅ ÅÒÅÉȢ 0ÅÎÔÒÕ Ï ÐÅÒÉÏÁÄá a fost 
ÔÅÎÄÉÎĪÁ ÃÏÒÅÇÒÁÆÉÉÌÏÒ ÍÁÎÉÅÒÁÔÅ ĦÉ ÒÅÆÌÅÃÔá Ï ÉÍÁÇÉÎÅ ÆÁÌÓá ÄÅÓÐÒÅ ÔÒÁÄÉĪÉÅȢ 

&ÏÎÄÁÔÏÒÉÉ ĦÉ ÄÉÓÃÉÐÏÌÉÉ ÌÏÒ ÁÕ ÁÄÕÓ Ï ÎÏÕá ÃÕÌÏÁÒÅ ĦÉ Ï ÎÏÕá ÇÝÎÄÉÒÅ 
ÄÅÓÐÒÅ ÔÒáÉÒÅÁ ÃÕ ÔÒÁÄÉĪÉÉÌÅȢ %É ÁÕ ÍÏÄÅÌÁÔ ÃÁÓÁ ÄÅ ÄÁÎÓ ÔÒÁÄÉĪÉÏÎÁÌá ÄÉÎ 3ÚïË 
ɉ3ÉÃȟ 4ÒÁÎÓÉÌÖÁÎÉÁȟ 2/Ɋ ĦÉ ÁÕ ÿÎÖáĪÁÔ ÄÉÒÅÃÔ ÄÅ ÌÁ ÍÕÚÉÃÉÅÎÉÉ ÂáÔÒÝÎÉȟ ÓÔÝÎÄ ÁÌáÔÕÒÉ 
de ei în casa de dans. 

0ÒÉÍÁ ÃÁÓá ÄÅ ÄÁÎÓ ÐÒÏÐÒÉÅ Á ÆÏÓÔ ÏÒÇÁÎÉÚÁÔá ÌÁ Ψ ÍÁÉ ΣΫΩΤȟ ÌÁ 
"ÕÄÁÐÅÓÔÁȢ !ÃÅÁÓÔá ÍÅÔÏÄáȟ ÆÅÎÏÍÅÎÕÌ ÃÁÓÅÉ ÄÅ ÄÁÎÓ ĦÉ ÍÕÌĪÉÍÅÁ ÉÍÐÌÉÃÁÔá ĦÉ 
ÃÕ ÓÕÆÌÅÔÕÌ ÄÅÓÃÈÉÓ Á ÔÉÎÅÒÉÌÏÒ ÃÁÒÅ ÁÕ ÄÏÒÉÔ Óá ÔÒáÉÁÓÃá ÃÕ ÁÃÅÁÓÔá ÃÕÌÔÕÒá 
ÐÏÐÕÌÁÒáȟ Óá ÔÒÁÎÓÍÉÔá ÃÝÔ ÍÁÉ ÍÕÌÔÅ ÐáÒĪÉ ÄÉÎ ÖÉÁĪÁ ÕÒÂÁÎáȟ Á ÄÅÖÅÎÉÔ ÕÎ 
ÆÅÎÏÍÅÎ ÓÕÂÃÕÌÔÕÒÁÌȢ !ÓÔáÚÉȟ ÅØÉÓÔá ÓÕÔÅ ÄÅ ÃÁÓÅ ÄÅ ÄÁÎÓ ÿÎ ÿÎÔÒÅÁÇÁ ÌÕÍÅȢ 

Metoda de predare a cântecelor populare într-Ï ÃÁÓá ÄÅ ÄÁÎÓ ÁÒÅ ÌÏÃ 
ÄÉÒÅÃÔ ĦÉ ÅÓÔÅ Ï ÿÎÖáĪÁÒÅ ÉÎÔÅÎĪÉÏÎÁÔáȢ 0ÁÒÔÉÃÉÐÁÎĪÉÉ ÓÅ ÁĦaÚá în timpul 
evenimentuÌÕÉ ĦÉ ÿÎÖÁĪá ÃÏÌÅÃÔÉÖ ÕÎÕÌ ÓÁÕ ÍÁÉ ÍÕÌÔÅ ÃÝÎÔÅÃÅ ÄÅ ÌÁ ÕÎ ÓÏÌÉÓÔ ɉÃÁÒÅ 
ÅÓÔÅ ÁÒÔÉÓÔ ÓÁÕ ÉÎÆÏÒÍÁÔÏÒȟ ÕÎ ÃÝÎÔáÒÅĪ ÔÒÁÄÉĪÉÏÎÁÌɊȢ !ÌÅÇÅÒÅÁ ÃÏÒÅÃÔá ÓÅ 
ÐÏÔÒÉÖÅĦÔÅ ÄÁÎÓÕÒÉÌÏÒȟ ÁĦÁ Ãá ÌÅ ÐÏÔ ÆÏÌÏÓÉ ĦÉ ÃÝÎÔÁ ÉÍÅÄÉÁÔ ÿÎ ÔÉÍÐ ÃÅ ÄÁÎÓÅÁÚáȢ 
3ÏÌÉÓÔÕÌ ÃÁÒÅ ÿÎÖÁĪá ÐÏÁÔÅ ÆÕÒÎÉÚÁ ÓÕÒÓÁ ÓÁÕ ÐÁÒÔÉÃÉÐÁÎĪÉÉ ÐÏÔ ÎÏÔÁ ÔÅØÔÅÌÅȟ ÄÁÒ 
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în mare parte este un repertoriu memorizat, nescris - ÆáÒá ÖÁÒÉÁĪÉÉ ĦÉ ÕÎÅÏÒÉ ÃÕ 
ÍÅÌÏÄÉÉȟ ÏÒÎÁÍÅÎÔÅ ĦÉ ÁÌÔÅ ÁÔÒÉÂÕÔÅ ÍÕÚÉÃÁÌÅ ÃÁÎÏÎÉÚÁÔÅȢ 

Ce putem ÐÒÅÆÅÒÁ ÄÉÎ ÁÃÅÁÓÔá ÐÒÁÃÔÉÃá ÿÎ ÐÒÅÄÁÒÅÁ ÉÎÓÔÉÔÕĪÉÏÎÁÌáȩ _Î 
ÐÒÉÍÕÌ ÒÝÎÄȟ ÁÃÔÉÖÉÔÁÔÅÁ ÿÎ ÄÁÎÓȡ ÁÒ ÐÕÔÅÁ ÁÒáÔÁ ÓÔÕÄÅÎĪÉÌÏÒ ÎÏĦÔÒÉ ÕÎÉÕÎÅÁȟ 
ÕÎÉÔÁÔÅÁ ÃÝÎÔÁÔÕÌÕÉȟ ÍÕÚÉÃÁ ÉÎÓÔÒÕÍÅÎÔÁÌá ĦÉ ÄÁÎÓÕÌ ÿÎ ÃÕÌÔÕÒÁ ÔÒÁÄÉĪÉÏÎÁÌáȢ _Î ÁÌ 
doilea rând, putem sublinia rolul înÖáĪáÒÉÉ ÐÒÉÎ ÁÓÃÕÌÔÁÒÅȟ ÐÏÓÉÂÉÌÉÔÁÔÅÁ 
ÄÅÚÖÏÌÔáÒÉÉ ÍÅÍÏÒÉÅÉȢ _Î ÐÌÕÓȟ ÐÕÔÅÍ ÓÕÂÌÉÎÉÁ ÄÉÎ ÎÏÕ ÐÌáÃÅÒÅÁ ÃÝÎÔÁÔÕÌÕÉ 
ÿÍÐÒÅÕÎáȟ ÐÒÅÚÅÎĪÁ ÃÁ Ï ÃÏÍÕÎÉÔÁÔÅȟ ÕÎ ÇÒÕÐ ÄÅ ÏÁÍÅÎÉ ÃÁÒÅ ÔÒáÉÅÓÃ ÃÕ 
ÍÏĦÔÅÎÉÒÅÁ ÌÏÒ ÃÕÌÔÕÒÁÌáȢ 

#=.45, 0/05,!2 _. 3)34%-5, %$5#!§)/.!, 

$ÉÆÅÒÅÎĪÁ ÐÒÉÎÃÉÐÁÌá ÿÎÔÒÅ ÓÃÅÎÅÌÅ ÐÒÅÚÅÎÔÁÔÅ ÁÎÔÅÒÉÏÒ ĦÉ ÃÏÎÆÉÇÕÒáÒÉÌÅ 
ÉÎÓÔÉÔÕĪÉÏÎÁÌÅ ÅÓÔÅ Ãá ÌÅÃĪÉÉÌÅ ÉÎÄÉÖÉÄÕÁÌÅ ÁÕ ÌÏÃ ÿÎ ĦÃÏÌÉȢ 0ÒÉÎ ÕÒÍÁÒÅȟ ÐÕÔÅÍ 
forma un plan personalizat pentru fiecare elev - potrivit obiectivelor, 
ÔÁÌÅÎÔÅÌÏÒ ĦÉ ÓÔÁÔÕÔÕÌÕÉ ÐÅÒÓÏÎÁl. 

%ÓÔÅ ÕÎ ÄÉÁÌÏÇ ÄÉÒÅÃÔ ĦÉ ÉÎÔÅÎĪÉÏÎÁÔ ÿÎÔÒÅ ÐÒÏÆÅÓÏÒ ĦÉ ÓÔÕÄÅÎÔ - poate fi 
ÅÌÁÂÏÒÁÔȟ ÒÅÆÌÅÃÔÁÔ ĦÉ ÓÃÈÉÍÂÁÂÉÌȢ %ÓÔÅ ÃÏÎÄÕÓ ÄÅ ÕÎ ÐÒÏÆÅÓÏÒ ÂÉÎÅ ÐÒÅÇáÔÉÔ ÃÁÒÅ 
ÁÒÅ ÁÂÉÌÉÔáĪÉÌÅ ÍÅÎĪÉÏÎÁÔÅ ÁÎÔÅÒÉÏÒȡ ÃÁÐÁÃÉÔáĪÉ ÐÒÏÆÅÓÉÏÎÁÌÅȟ ÐÅÄÁÇÏÇÉÃÅ ĦÉ 
ÐÓÉÈÏÌÏÇÉÃÅ ĦÉ ÃÒÅÁÔÉÖÉÔÁte în predare. 

)ÎÓÔÒÕÉÒÅÁ ÓÅ ÃÏÎÃÅÎÔÒÅÁÚá ÐÅ ÿÎÔÒÅÇÕÌ ÒÅÐÅÒÔÏÒÉÕ ÍÁÇÈÉÁÒ ÁÌ ÂÁÚÉÎÕÌÕÉ 
carpatic - ÁÖÅÍ ÐÒÏÇÒÁÍÅ ÄÅ ÓÔÕÄÉÕ ÃÁÒÅ ÉÎÄÉÃá ÍÏÄÕÌ ÄÅ ÐÒÏÃÅÄÁÒÅ ÁÎ ÄÅ ÁÎȢ 
!ÃÅÓÔÅ ÄÏÃÕÍÅÎÔÅ ÏÆÅÒá ÕÎ ÃÁÄÒÕ ÐÅÎÔÒÕ Á ÃÒÅÁ ÐÌÁÎÕÌ ÄÅ ÐÒÏÇÒÅÓ 
personalizat pentru fiecare student. 

0ÒÉÎÃÉÐÉÕÌ ÄÅ ÂÁÚá ÁÌ ÃÕÒÒÉÃÕÌÕÍÕÌÕÉ ÅÓÔÅ ÄÉÖÉÚÁÒÅÁ ÐÅ ÂÁÚÁ ÄÉÁÌÅÃÔÅÌÏÒȟ 
ÁĦÁ ÃÕÍ ÅÓÔÅ ÐÒÅÚÅÎÔÁÔ ÍÁÉ ÊÏÓȡ 

 
Clasa SÅÃĪÉÕÎÅÁ ÄÅ ÎÉÖÅÌ 

ÄÅ ÂÁÚá ȵ!ȱ (2*30 
minute 

ÃÕÒÓÕÒÉȾÓáÐÔáÍÝÎ
áɊ 

SÅÃĪÉÕÎÅÁ ȵ"ȱ ÄÅ 
ÎÉÖÅÌ ÄÅ ÂÁÚá 

ɉÄÉÓÐÏÎÉÂÉÌá ÐÅÎÔÒÕ 
ÅÌÅÖÉÉ ÔÁÌÅÎÔÁĪÉ ÃÕ 
cursuri de 2*45 
ÍÉÎÕÔÅȾÓáÐÔáÍÝÎáȠ 
ÌÕÃÒáÒÉ ÄÉÎ ÁÎÕÌ 2 ) 

Nivel secundar (de la 
14 ani, clasele 9-13., 

cursuri 2*60 
ÍÉÎÕÔÅȾÓáÐÔáÍÝÎáɊ 

cursuri de 
ÐÒÅÇáÔÉÒÅ 

ÍÕÚÉÃÁÌá ɉ1-2), 
vârsta 6-7 

rime, cântece 
pentru copii ɀ 
ÓÅÌÅÃĪÉÁ 

ÉÎÄÅÐÅÎÄÅÎÔá Á 
regiunilor 

- - 

1. (vârsta 8-9)/ 
9. (vârsta 14-

15) 

Transdanubia - Transdanubia ɀ cu o 
ÓÏÒÔÁÒÅ ÓÏÆÉÓÔÉÃÁÔáȡ 
ÊÕÄÅĪÅÌÅ 2ÜÂÁËĘÚ ȟ 
Zala, Vas, Somogy, 
3ÜÒËĘÚ ȟ -ÕÎĪÉÉ 
"ÁËÏÎÙȟ -ÅÚěÆĘÌÄ ȟ 

Ormánság , Szlavónia 
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2. (vârsta 9-
10)/ 10.  

(vârsta 15-16) 

Nordul Nordul ɀ cu ceva 
specializare: 
Csallóköz , 

Zoborvidék , 
Palócföld 

Nordul - cu o sortare 
ÓÏÆÉÓÔÉÃÁÔáȡ 

Zoborvidék , 
Csallóköz , 

Mátyusföld , Palócföld 

3. (varsta 10-
11)/ 11.  

(vârsta 16-17) 

Marea Câmpie Câmpia Mare- cu 
toate regiunile mici 

tipice: Szatmár, 
(ÁÊÄĭÓÜÇ ĦÉ .ÙþÒÓïÇ 

, Nagykunság , 
regiunea Körös , 

Jászság ,Kiskunság 
, Kalocsai Sárköz , 
$ÕÎáÒÅÁ-regiunea 

Bácska 

Great Plan - cu o 
ÓÏÒÔÁÒÅ ÓÏÆÉÓÔÉÃÁÔá ȡ 

regiunea Tisa 
ÓÕÐÅÒÉÏÁÒá ȟ *ÜÓÚÓÜÇȟ 
Kunság, South-Alföld 

4. (vârsta 11-
12)/ 12. ( 

vârsta 17-18) 

Transilvania: 
Székelyföld ( 
§ÉÎÕÔÕÌ 3ÅÃÕÉÅÓÃ Ɋ 
ĦÉ "ÕÃÏÖÉÎÁ 

Transilvania - cu 
oarecare 

specializare ( 
Székelyföld , 

Maros ɀ regiunea 
+İËİÌÌěË 

Udvarhelyszék, 
Csík, Gyimes) ca 
bine ca Bucovina 

Transilvania cu o 
ÓÏÒÔÁÒÅ ÓÏÆÉÓÔÉÃÁÔá ȡ 

Szilágyság, 
+ÁÌÏÔÁÓÚÅÇȟ -ÅÚěÓïÇȟ 
ÒÅÇÉÕÎÅÁ +İËİÌÌě ȟ 

Székelyföld, Bucovina 

5. (12-13)/ 13. ( 
vârsta 18-19) 

Transilvania : 
Szilágyság, 
Kalotaszeg, 
-ÅÚěÓïÇ 

Transilvania : 
Szilágyság, 
Kalotaszeg, 

-ÅÚěÓïÇȟ ÃÕ ÓÅÄÉÕÌ 
pe cel prelucrarea 
ÿÎÒÅÇÉÓÔÒáÒÉÌÏÒ ÁÌÅ ͺ 
_ specificat vocal 

informatorii  

Moldova 

6. (13-14)/ 14. ( 
vârsta 19-20) 

Moldova Moldova - 

 
_Î ÆÉÅÃÁÒÅ ÃÌÁÓáȟ ÅÓÔÅ ÉÍÐÏÒÔÁÎÔ ÃÁ ÆÉÅÃÁÒÅ ÅÌÅÖ Óá ÏÂĪÉÎá Ï ÿÎĪÅÌÅÇÅÒÅ 

ÁÍÐÌá ĦÉ ÃÕÐÒÉÎÚáÔÏÁÒÅ Á ÔÒÁÄÉĪÉÅÉ ÄÅ ÃÝÎÔÁÒÅ Á ÄÉÁÌÅÃÔÕÌÕÉ ÓÐÅÃÉÆÉÃȢ 0ÒÉÎ ÕÒÍÁÒÅȟ 
ÕÒÍáÔÏÒÕÌ ÎÉÖÅÌ ÄÅ ÏÒÇÁÎÉÚÁÒÅ ÕÒÍÅÁÚá Ï ÐÅÒÓÐÅÃÔÉÖá ÔÅÍÁÔÉÃáȢ .Å ÓÔÒáÄÕÉÍ 
Óá ÌÕÃÒáÍ ÃÕ ÆÉÅÃÁÒÅ ÇÅÎ ÃÁÒÁÃÔÅÒÉÓÔÉÃ ÔÒÁÄÉĪÉÅÉ ÃÝÎÔÕÌÕÉ ÃÕ ÃÁÒÅ suntem 
ÆÁÍÉÌÉÁÒÉÚÁĪÉȟ ÁÄÁÐÔÁÔ ÖÝÒÓÔÅÉ ĦÉ ÁÂÉÌÉÔáĪÉÌÏÒ ÖÏÃÁÌÅ ÁÌÅ ÅÌÅÖÉÌÏÒȡ ÃÝÎÔÅÃÅ ÄÅ ÊÏÁÃá 
pentru copii, cântece pentru ocazii speciale, cântece populare legate de 
ÅÖÅÎÉÍÅÎÔÅÌÅ ÖÉÅĪÉÉȟ ÃÝÎÔÅÃÅ ÌÉÒÉÃÅ ÿÎ ÄÉÖÅÒÓÅ ÓÔÉÌÕÒÉȟ ÂÁÌÁÄÅ ĦÉ dansuri cu 
personaje diferite. 

_Î ÓÆÝÒĦÉÔȟ ÁÖÅÍ ÃÝÔÅÖÁ ÓÕÂÉÅÃÔÅ ÃÁÒÅ ÿÎÓÏĪÅÓÃ ÁÃĪÉÕÎÅÁ ÎÏÁÓÔÒá ĦÉ ÁÊÕÔá 
ÌÁ ÿÎĪÅÌÅÇÅÒÅÁ ÍÕÚÉÃÉÉ ÐÏÐÕÌÁÒÅ ĦÉ Á ÃÕÌÔÕÒÉÉ ÐÏÐÕÌÁÒÅ ÿÎ ÓÅÎÓÕÌ ÅÉ ÐÒÏÆÕÎÄȡ 
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- 3ÏÌÆÅÇÉÕȟ ÉÓÔÏÒÉÁ ÍÕÚÉÃÉÉȟ ÔÅÏÒÉÁ ÍÕÚÉÃÉÉ ĦÉ ÓÔÕÄÉÉÌÅ pianului. ɀ pentru a 

ÃÏÎÓÔÒÕÉ ÃÕÎÏĦÔÉÎĪÅ ÍÕÚÉÃÁÌÅ ÃÕÐÒÉÎÚáÔÏÁÒÅȢ 

- .ÏÔÁĪÉÅ ÍÕÚÉÃÁÌá ÐÏÐÕÌÁÒáȟ 4ÅÏÒÉÁ ÍÕÚÉÃÉÉ ÐÏÐÕÌÁÒÅȟ %ÔÎÏÇÒÁÆÉÅȟ 3ÔÕÄÉÉ 

ÉÎÓÔÒÕÍÅÎÔÁÌÅ ĦÉ 0ÒÁÃÔÉÃá ÍÕÚÉÃÁÌá ÿÎ ÇÒÕÐ ɀ ÐÅÎÔÒÕ Á ÁÊÕÔÁ ÅÌÅÖÉÉ Óá 

ÿÎĪÅÌÅÁÇá ÆÕÎÃĪÉÏÎÁÒÅÁ ÕÎÉÃá Á ÃÕÌÔÕÒÉÉ ÐÏÐÕÌÁÒÅ ĦÉ Óá ÓÅ ÅØÐÒÉÍÅ 

artistic. 

CONCLUZII 

#ÝÎÔÕÌ ÐÏÐÕÌÁÒ ÃÁ ÁÒÔá Á ÓÐÅÃÔÁÃÏÌÕÌÕÉ 
_Î ÓÆÝÒĦÉÔȟ ÃÏÎÓÉÄÅÒ Ãá ÅÓÔÅ ÉÍÐÏÒÔÁÎÔ Óá ÓÕÂÌÉÎÉÅÚ ĦÉ Óá ÄÅÓÃÒÉÕ 

ÇÝÎÄÕÒÉÌÅ ÍÅÌÅ ÄÅÓÐÒÅ ÅØÉÓÔÅÎĪÁ ÉÎÔÅÒÐÒÅÔÁÔÉÖá Á ÃÝÎÔÅÃÅÌÏÒ ÐÏÐÕÌÁÒÅ ĦÉ 
ÁÕÔÅÎÔÉÃÉÔÁÔÅÁ ÃÁÒÅ ÓÅ ÁÆÌá ÿÎ ÅÌÅȟ ÁĦÁ ÃÕÍ ÁÍ ÄÅÍÏÎÓÔÒÁÔ-Ï ÎÏÉȟ ÉÎÔÅÒÐÒÅĪÉÉȢ 

%ÓÅÎĪÁ ÁÃÅÓÔÕÉ ÌÕÃÒÕ ÐÏÁÔÅ ÆÉ ÒÅÚÕÍÁÔá ÿÎÔÒ-un citat din Kató Havas: 
ȵ0ÒÏÂÌÅÍÁ ÅÓÔÅ Ãá ÓÕÎÔÅÍ ÿÎÖáĪÁĪÉ Óá ÆÉÍ ÂÕÎÉ ÐÅÒÆÏÒÍÅÒÉȟ ÉÁÒ ÐÕÂÌÉÃÕÌ ÁÒ ÔÒÅÂÕÉ 
Óá ÆÉÅ ÿÎÃÝÎÔÁÔ ÄÅ ÉÎÔÅÒÐÒÅÔÁÒÅÁ ÎÏÁÓÔÒáȟ ÎÕ Ãá ÁÒ ÔÒÅÂÕÉ Óá ÓÌÕÊÉÍ ÃÏÍÐÏÚÉÔÏÒÕÌ ĦÉ 
ÍÕÚÉÃÁȱȢ (Solymosi Tari, E. 2003: 10.) 

3ÕÂÉÅÃÔÕÌ ÃÝÎÔÕÌÕÉ ÎÏÓÔÒÕ ÐÏÐÕÌÁÒ ÅÓÔÅ ÿÎ ÍÏÄ ÉÎÅÒÅÎÔ Ï ÃÒÅÁĪÉÅ Á 
ÃÏÍÕÎÉÔáĪÉÉȟ ÃÅÌÅ ÍÁÉ ÁÐÒÏÐÉÁÔÅ ÓÕÒÓÅ ÆÉÉÎÄ ÃÝÎÔáÒÅĪÉÉ ÁÕÚÉĪÉ ÿÎ ÿÎÒÅÇÉÓÔÒáÒÉȢ %É 
ÓÕÎÔ ȵÃÏÍÐÏÚÉÔÏÒÉÉȱ ÎÏĦÔÒÉȢ #Õ ÅÉȟ ÁÍ ÐÕÔÅÁ ÓÔÁÂÉÌÉ Ï ÌÅÇáÔÕÒá ÃÁÒÅ ÅÓÔÅ ÐÏÁÔÅ 
ÍÁÉ ÄÉÒÅÃÔá ÄÅÃÝÔ cea ÃÕ ÃÏÍÐÏÚÉÔÏÒÉÉ ÄÅ ÍÕÚÉÃá ÃÌÁÓÉÃáȡ ÌÅ ÐÕÔÅÍ ÁÓÃÕÌÔÁ 
ÖÏÃÉÌÅȟ ÐÕÔÅÍ ÃÉÔÉ ÄÅÓÐÒÅ ÖÉÅĪÉÌÅ ĦÉ ÒÕÔÉÎÅÌÅ ÚÉÌÎÉÃÅ ÿÎ ÌÉÔÅÒÁÔÕÒÁ ÅÔÎÏÇÒÁÆÉÃá ĦÉȟ 
ocazional, putem explora autobiografiile personale. De asemenea, putem 
ÓÔÕÄÉÁ ÿÎÔÒÅÁÇÁ ÃÕÌÔÕÒá ÄÅ ÍÕÚÉÃá ÐÏÐÕÌÁÒá ÐÅ ÃÁÒÅ ÁÕ ÆÏlosit-o, originile, 
ÅÖÏÌÕĪÉÁ ÅÉ ĦÉ ÅÌÅÍÅÎÔÅÌÅ ĦÉ ÇÅÎÕÒÉÌÅ ÆÏÌÃÌÏÒÉÃÅ ÍÕÚÉÃÁÌÅ ĦÉ ÌÉÒÉÃÅȢ 5ÎÉÉ ÄÉÎÔÒÅ ÅÉ Ó-
ÁÒ ÐÕÔÅÁ ÃÈÉÁÒ Óá ÿÉ ÃÕÎÏÁĦÔÅÍ ÐÅÒÓÏÎÁÌ ÓÁÕ ÃÝĪÉÖÁ ÄÉÎÔÒÅ ÅÉ ÁÒ ÆÉ ÐÕÔÕÔ ÆÉ 
ÓÔÒáÍÏĦÉÉ ÎÏĦÔÒÉȢ 0ÕÔÅÍ ÖÉÚÉÔÁ ÒÅÇÉÕÎÉÌÅȟ ÚÏÎÁ ÒÕÒÁÌá ÿÎ ÃÁÒÅ ÁÕ ÔÒáÉÔȢ 

#ÝÎÄ ÃÝÎÔáÍȟ ÆÉÅ Ãá ÅÓÔÅ ÐÅ ÓÃÅÎÅ ÓÅÍÎÉÆÉÃÁÔÉÖÅȟ ÿÎÔÒ-ÕÎ ÃÏÎÃÅÒÔ ĦÃÏÌÁÒ 
ÓÁÕ Ï ÁÕÄÉĪÉÅ ÿÎ ÆÁĪÁ ÕÎÕÉ ÐÕÂÌÉÃ ÒÅÓÔÒÝÎÓȟ ÓÁÕ ÃÝÎÄ ÎÅ ÓáÒÂáÔÏÒÉÍ ÂÕÎÉÃÉÉ ÌÁ Ï 
ÁÄÕÎÁÒÅ ÄÅ ÆÁÍÉÌÉÅȟ ÓÕÎÔÅÍ ÍÅÄÉÁÔÏÒÉÉ ÃÕÎÏÁĦÔÅÒÉÉ ÍÅÎÔÏÒÉÌÏÒ ÎÏĦÔÒÉ ɉÃÝÎÔáÒÅĪÉ 
ÔÒÁÄÉĪÉÏÎÁÌÉɊȢ .Õ ÎÅ ÐÒÅÚÅÎÔáÍ ÿÎ ÐÒÉÍÕÌ ÒÝÎÄ ÐÅ ÎÏÉ ÿÎĦÉÎÅȟ ÖÏÃÉÌÅ ÎÏÁÓÔÒÅ 
ÓÔÒáÌÕÃÉÔÏÁÒÅ ÓÁÕ ÐÒÁÃÔÉÃÉÌÅ ÖÉÒÔÕÏÚÉÃÅ ÄÅ ÏÒÎÁÍÅÎÔÁÒÅ ÐÕÂÌÉÃÕÌÕÉȢ 4ÏÁÔÅ 
acestea pot fi un instrument ɀ într-ÁÄÅÖáÒ ÎÅÃÅÓÁÒ ɀ pentru a cânta într-o 
ÍÁÎÉÅÒá ÅÌÅÇÁÎÔáȟ ÐÒÅÃÉÓáȟ ÃÁÒÅ ÒáÍÝÎÅ ÆÉÄÅÌá ÇÅÎÕÌÕÉ ĦÉ ÐÁÒÔÉÃÕÌÁÒÉÔáĪÉÌÏÒ 
ÒÅÇÉÏÎÁÌÅȢ #ÅÅÁ ÃÅ ÅÓÔÅ ÍÁÉ ÉÍÐÏÒÔÁÎÔ ÅÓÔÅ Ãá ÿÎÃÅÒÃáÍ Óá ÔÒÁÎÓÍÉÔÅÍ 
ÐÕÂÌÉÃÕÌÕÉ ÔÏÔ ÃÅÅÁ ÃÅ ÐÏÁÔÅ ÆÉ ÔÒÁÎÓÆÅÒÁÔ ÄÉÎ ÃÕÎÏĦÔÉÎĪÅÌÅ ÍÅÎÔÏÒÉÌÏÒ ÄÅ 
ÃÝÎÔáÒÅĪȟ ÔÒÁÄÉĪÉÁ ÃÝÎÔÁÔá ĦÉ ÌÅÇáÔÕÒÁ ĦÉ ÅØÐÅÒÉÅÎĪÅÌÅ ÄÉÎÔÒÅ ÎÏÉ ĦÉ ÃÝÎÔáÒÅĪÉÉ 
ÔÒÁÄÉĪÉÏÎÁÌÉȢ %ØÉÓÔá ÄÏÕá ÐÒÅÚÅÎĪÅ ÿÎ ÓÐÅÃÔÁÃÏÌȡ persoana, Á ÃáÒÅÉ ÍÏĦÔÅÎÉÒÅ 
ÒÅÚÏÎÅÁÚá ÐÅ ÓÃÅÎá ÆÁÃÅ ÐÁÒÔÅ ÄÉÎ ÃÝÎÔÁÒÅÁ ÎÏÁÓÔÒá; Cu toate acestea, ei nu 
ÓÕÎÔ ÃÅÉ ÁÃÔÉÖÉȟ ÁĦÁ Ãá ÆÉÅÃÁÒÅ ÃÝÎÔáÒÅĪ ÐÏÐÕÌÁÒ ÿĦÉ ÐÕÎÅ ÅØÉÓÔÅÎĪÁȟ ÔÁÌÅÎÔÕÌȟ 
ÃÕÎÏĦÔÉÎĪÅÌÅ ĦÉ ÉÄÅÅÁ ÿÎ ÃÝÎÔȢ %ÓÔÅ Ï ÃÒÅÁĪÉÅ ÒÅÁÌáȟ ÃÏÎÄÕÓá ÿÎ ÉÎÔÅÒÉÏÒȟ ÃÁÒÅ ÓÅ 
ÁÕÔÏÉÄÅÎÔÉÆÉÃáȢ !ÃÅÁÓÔá ÃÒÅÁĪÉÅ ÁÕÔÅÎÔÉÃá ÅÓÔÅ ÄÅÐÁÒÔÅ ÄÅ ÉÍÉÔÁĪÉÅ ÓÁÕ 
ÒÅÐÌÉÃÁÒÅȢ !ÒÅ ÔÉÍÐ ĦÉ ÓÐÁĪÉÕ ÐÅÎÔÒÕ ÓÃÈÉÍÂÁÒÅȟ ÄÅÏÁÒÅÃÅ ÉÎÔÅÒÐÒÅÔÕÌ ÅÖÏÌÕÅÁÚá 
ÿÎ ÍÏÄ ÃÏÎÓÔÁÎÔȟ ÅØÁÃÔ ÐÅ ÍáÓÕÒá ÃÅ ÅÌÅÖÉÉ ÎÏĦÔÒÉ ÃÒÅÓÃȟ ÉÁÒ ÖÏÃÅÁȟ ÆÉÚÉÃÕÌ ĦÉ 
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ÃÏÎÄÉĪÉÁ ÌÏÒ ÓÅ ÓÃÈÉÍÂáȢ #Õ ÔÏÁÔÅ ÁÃÅÓÔÅÁȟ ÆÁÍÉÌÉÁÒÉÔÁÔÅÁ ÃÕ ÔÒÁÄÉĪÉÁ ÃÝÎÔÕÌÕÉ 
ÐÏÐÕÌÁÒ ĦÉ ÃÕ ÃÝÎÔÅÃÅÌÅ ÓÁÌÅ ÅÓÔÅ ÁÄÝÎÃ ÿÎÒáÄáÃÉÎÁÔá ÿÎ ÅÌÅȢ #ÝÎÄ ÃÝÎÔáȟ ÅÁ 
ÒÅÉÅÓÅ ÿÎ ÍÏÄ ÒÅÐÅÔÁÔ ÐÒÉÎ ÅØÉÓÔÅÎĪÁ ÌÏÒ ÁÃÔÕÁÌáȢ 

_ÎÖáĪÁÒÅÁ ÓÔÕÄÅÎĪÉÌÏÒ ÎÏĦÔÒÉ, cu ÁÃÅÁÓÔá ÍÅÎÔÁÌÉÔÁÔÅ ĦÉ ÃÕÎÏĦÔÉÎĪÅ ÅÓÔÅ 
ÕÎ ÐÒÏÃÅÓ ÐÒÏÖÏÃÁÔÏÒ ĦÉ ÿÎÄÅÌÕÎÇÁÔȢ -ÁÉ ÍÕÌÔȟ ÅØÉÓÔá ÄÉÆÅÒÉÔÅ ÍÏÄÕÒÉ ÄÅ Á ÕÒÃÁ 
ÐÅ ÓÃÅÎá ĦÉ ÄÅ Á ÃÝÎÔÁ ÍÅÌÏÄÉÉ ÐÏÐÕÌÁÒÅ ÃÕ ÉÎÔÅÒÐÒÅÔáÒÉ ÄÉÆÅÒÉÔÅȢ 4ÏÔÕĦÉȟ ÿÎ 
ÐÒÁÃÔÉÃÁ ÍÅÁ ÄÅ ÐÒÅÄÁÒÅ ĦÉ ÃÝÎÔȟ ÁÃÅÓÔÁ ÅÓÔÅ ÐÏÁÔÅ ÃÅÌ ÍÁÉ Émportant concept. 
4ÏÔ ÃÅ ÁÍ ÓÃÒÉÓ ÍÁÉ ÓÕÓ ÄÅÓÐÒÅ ÍÅÔÏÄÅÌÅ ĦÉ ÓÔÒÕÃÔÕÒÁ ÄÅ ÐÒÅÄÁÒÅ 
ÉÎÓÔÉÔÕĪÉÏÎÁÌÉÚÁÔá ÓÅÒÖÅĦÔÅ ÁÃÅÓÔÕÉ ÓÃÏÐȢ 
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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 activity of the Romanian 
4ÒÁÄÉÔÉÏÎÁÌ -ÕÓÉÃ %ÎÓÅÍÂÌÅ Ȱ)ÃÏÁÎÅȱ ÏÆ ÔÈÅ Ȱ'ÈÅÏÒÇÈÅ $ÉÍÁȱ .ÁÔÉÏÎÁÌ 
Academy of Music in Cluj-Napoca, we present, chronologically, the steps 
that were the basis for the realization and staging of three 
performances: Ȱ#ÁÒÏÌÓ ÁÎÄ ÒÉÔÕÁÌ ÓÏÎÇÓ ÆÒÏÍ 4ÒÁÎÓÙÌÖÁÎÉÁȱ ɉΨΦΧΨɊȠ Ȱ4ÈÅ 
2ÏÍÁÎÉÁÎ ÓÏÕÌ ÂÅÔ×ÅÅÎ ÎÏ× ÁÎÄ ÔÈÅÎȱ ɉΨΦΧάɊȠ Ȱ4ÒÁÎÓÙÌÖÁÎÉÁÎ ÃÁÒÏÌÓȱ 
(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 Romanian folklore 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 and represent the result of a common effort to 
capitalize on stage the research activity of specialists in the field: 
ethnologists, ethnomusicologists, ethnolinguists, ethnochoreologists 
etc.  

REZUMAT  

,ÕÃÒÁÒÅÁ ÄÅ ÆÁĪá ÃÏÎÓÔÉÔÕÉÅ Ï ÐÌÅÄÏÁÒÉÅ ÐÅÎÔÒÕ ÄÅÓÃÈÉÄÅÒÅÁ ÕÎÅÉ ÎÏÉ 
ÄÉÒÅÃĪÉÉ ÄÅ ÁÂÏÒÄÁÒÅ Á ÆÏÌÃÌÏÒÕÌÕÉ ÒÏÍÝÎÅÓÃ ÿÎ ÇÅÎÅÒÁÌ ĦÉ Á ÍÕÚÉÃÉÉ 
ÔÒÁÄÉĪÉÏÎÁÌÅ ÿÎ ÍÏÄ ÓÐÅÃÉÁÌȟ ÐÒÉÎ ÒÅÓÔÉÔÕÉÒÅÁ ÁÃÅÓÔÕÉÁ ÓÕÂ ÆÏÒÍá ÄÅ 
spectacol, prin intermediul artei regizorale. PorninÄ ÄÅ ÌÁ ÅÖÏÌÕĪÉÁ 
ÁÃÔÉÖÉÔáĪÉÉ ÓÃÅÎÉÃÅ Á !ÎÓÁÍÂÌÕÌÕÉ ÄÅ MÕÚÉÃá TÒÁÄÉĪÉÏÎÁÌá RÏÍÝÎÅÁÓÃá 
ȵ)ÃÏÁÎÅȱ ÁÌ !ÃÁÄÅÍÉÅÉ .ÁĪÉÏÎÁÌÅ ÄÅ -ÕÚÉÃá ȵ'ÈÅÏÒÇÈÅ $ÉÍÁȱ ÄÉÎ 
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Cluj-Napoca, sunt prezentate, cronologic, demersurile care au stat la 
ÂÁÚÁ ÒÅÁÌÉÚáÒÉÉ ĦÉ ÐÕÎÅÒÉÉ ÿÎ ÓÃÅÎá Á ÔÒÅÉ ÓÐÅÃÔÁÃÏÌÅȡ ȵ#ÏÌÉÎÄÅ ĦÉ ÃÝÎÔÅÃÅ 
ÒÉÔÕÁÌÅ ÄÉÎ 4ÒÁÎÓÉÌÖÁÎÉÁȱ ɉΨΦΧΨɊȠ ȵ3ÕÆÌÅÔÕÌ ÒÏÍÝÎÅÓÃ ÿÎÔÒÅ ÁÃÕÍ ĦÉ 
ÁÔÕÎÃÉȱ ɉΨΦΧάɊȠ ȵ#ÏÌÉÎÄÅ ÔÒÁÎÓÉÌÖÁÎÅȱ ɉΨΦΧέɊȢ 0ÒÉÎ ÄÅÓÃÒÉÅÒÅÁ ÿÎ ÁÍáÎÕÎÔ 
Á ÐÒÏÃÅÓÕÌÕÉ ÄÅ ÃÏÎÃÅÐÅÒÅ Á ÁÃÅÓÔÏÒ ÓÐÅÃÔÁÃÏÌÅȟ ÃÏÍÐÌÅÔÁÔá ÄÅ ÉÍÁÇÉÎÉ 
ĦÉ ÿÎÒÅÇÉÓÔÒáÒÉ ÖÉÄÅÏ ÄÉÎ ÔÉÍÐÕÌ ÒÅÐÒÅÚÅÎÔÁĪÉÉÌÏÒȟ ÄÏÒÉÍ Óá ÏÆÅÒÉÍ Ï 
ÉÍÁÇÉÎÅ ÃÝÔ ÍÁÉ ÄÅÔÁÌÉÁÔá Á ÐÒÏÃÅÓÕÌÕÉ ÄÅ ÃÏÎÃÅÐÅÒÅ ÒÅÇÉÚÏÒÁÌá Á ÕÎÕÉ 
spectacol de gen, ĦÉ Óá ÏÆÅÒÉÍ ÕÎ ÍÏÄÅÌ ÄÅ ÒÅÇÉÅ ÄÅ ÆÏÌÃÌÏÒȟ ÍÏÄÅÌ ÃÅ 
ÐÏÁÔÅ ĦÉ ÓÅ ÄÏÒÅĦÔÅ Á ÆÉ ÒÅÐÌÉÃÁÔȢ 0ÅÎÔÒÕ Á ÎÅ ÐáÓÔÒÁ ĦÉ ÆÁÃÅ ÃÕÎÏÓÃÕÔ 
ÆÏÌÃÌÏÒÕÌȟ ÅÓÔÅ ÎÅÖÏÉÅ Óá ÓÅ ÃÒÅÅÚÅ ÁÓÔÆÅÌ ÄÅ ÓÐÅÃÔÁÃÏÌÅ ÃÁÒÅ Óá ÿÎÆáĪÉĦÅÚÅ 
ÒÉÔÕÁÌÕÒÉÌÅ ÃÏÍÕÎÉÔáĪÉÉ ÓáÔÅĦÔÉ ÁÒÈÁÉÃÅȢ 0ÅÎÔÒÕ ÁÃÅÁÓÔÁ Åste necesar ca 
ÒÅÓÔÉÔÕÉÒÅÁ Óá ÓÅ ÆÁÃá ÓÕÂ ÓÕÐÒÁÖÅÇÈÅÒÅÁ ÕÎÏÒ ÒÅÇÉÚÏÒÉ ÄÅ ÆÏÌÃÌÏÒ ÃÕ Ï 
ÐÒÅÇáÔÉÒÅ ÐÒÏÆÅÓÉÏÎÁÌá ÄÅ ÓÐÅÃÉÁÌÉÔÁÔÅ ĦÉ Óá ÒÅÐÒÅÚÉÎÔÅ ÒÅÚÕÌÔÁÔÕÌ ÕÎÕÉ 
ÅÆÏÒÔ ÃÏÍÕÎ ÄÅ ÖÁÌÏÒÉÆÉÃÁÒÅ ÓÃÅÎÉÃá Á ÁÃÔÉÖÉÔáĪÉÉ ÄÅ ÃÅÒÃÅÔÁÒÅ Á 
ÓÐÅÃÉÁÌÉĦÔÉÌÏÒ ÄÉÎ ÄÏÍÅÎÉÕȡ ÅÔÎÏÌÏÇÉȟ ÅÔÎÏÍÕÚÉÃÏÌÏÇÉȟ ÅÔÎÏÌÉÎÇÖÉĦÔÉȟ 
ÅÔÎÏÃÏÒÅÏÌÏÇÉ ĦȢÁȢ  

Keywords 
Folklore direction, folklore director, ethnospectacology, traditional Romanian 
music, performing arts, ethnoscenology 

INTRODUCTION 

Motto: 

ȰThere is 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 priceȱ  

(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 possible. 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 forward the traditional 
culture and thus preserving the national identity. But, whereas not long ago 
ÔÈÅ ȰÒÅÓÔÉÔÕÔÉÏÎȱ ÏÆ ÔÒÁÄÉÔÉÏÎÓ ÁÎÄ ÓÐÉÒÉÔÕÁÌ-traditional values could be 
achieved naturally, passing from one generation to another, the current 
ÇÅÎÅÒÁÔÉÏÎÓ ÎÏ ÌÏÎÇÅÒ ÐÏÓÓÅÓÓ ÔÈÅ ȰÄÅÃÉÐÈÅÒÉÎÇ ËÅÙȱȢ )Î ÔÈÉÓ ÒÅÇÁÒÄȟ we 
believe that one of the most appropriate and current ways to deal with this 
problem is by ÓÃÅÎÉÃ ȰÒÅÓÔÉÔÕÔÉÏÎȱȟ ÉÎ ÔÈÅ form of performance. However, even 
if the term performance is one frequently used by the organizers of cultural-
folkloric events in Romania, it still continues to have a pejorative connotation, 
ÄÕÅ ÔÏ ÉÔÓ ȰÅØÔÅÒÎÁÌȟ ÍÁÔÅÒÉÁÌ ÃÈÁÒÁÃÔÅÒȟ ÓÕÉÔÁÂÌÅ ÔÏ ÅÎÔÅÒÔÁÉÎȟ ÎÏÔ ÔÏ ÅÄÕÃÁÔÅȱ 
(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, 
×ÈÅÒÅȟ Ȱ- everything is significant: the text, the scene, the place of the theater 
and the hall (...); - all means are suitable for theatrical production: speech, play, 
new teÃÈÎÉÃÁÌ ÍÅÁÎÓȱ ɉ0ÁÖÉÓȟ ΤΡΣΤȡ ΥΨΨɊȢ )Î ÔÈÅ ÃÁÓÅ ÏÆ ÆÏÌËÌÏÒÅȟ ×Å ÁÒÅ ÏÆ ÔÈÅ 
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 methods and means in accordance with current trends in 
the performing arts. In this sense, the rituals of the archaic village community 
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 (gesture, 
movement, expression), etc. On the other hand, the notion of a production 
intrinsically means staging, which, in turn, requires the presence of a director, 
ÎÁÍÅÌÙ Á ÐÅÒÓÏÎ ×ÈÏ ȰÈÁÓ ÔÈÅ ÍÉÓÓÉÏÎ ÏÆ ÓÔÁÇÉÎÇ Á ÐÌÁÙȟ ÁÓÓÕÍÉÎÇ ÔÈÅ 
aesthetic and organizational responsibility of the show, choosing the actors, 
ÔÈÅ ÔÅØÔȟ ÕÓÉÎÇ ÔÈÅ ÓÃÅÎÉÃ ÐÏÓÓÉÂÉÌÉÔÉÅÓ ÁÖÁÉÌÁÂÌÅ ÔÏ ÈÉÍȢȱ ɉ0ÁÖÉÓȟ ΤΡΣΤȡ ΥΣΨɊȢ 
 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 I started my courses ÁÔ ÔÈÅ Ȱ'ÈÅÏÒÇÈÅ $ÉÍÁȱ !ÃÁÄÅÍÙ ÏÆ -ÕÓÉÃ ÉÎ 
Cluj-.ÁÐÏÃÁȟ ÓÐÅÃÉÁÌÉÚÉÎÇ ÉÎ ÍÕÓÉÃÁÌ ÔÈÅÁÔÅÒ ÄÉÒÅÃÔÉÏÎȢ ) ÔÈÅÎ ÁÔÔÅÎÄÅÄ ÍÁÓÔÅÒȭÓ 
courses in Performing Arts and in 2014 I obtained the title of Doctor of Music, 
in the field of Musical Performing Arts. In parallel, however, 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 I came into contact from the first years of studentship, namely 
Romanian traditional music. At the beginning as a singer in the Romanian 
4ÒÁÄÉÔÉÏÎÁÌ -ÕÓÉÃ %ÎÓÅÍÂÌÅ Ȱ)ÃÏÁÎÅȱ and then as a member of the musical 
ÆÏÌËÌÏÒÅ ÃÏÌÌÅÃÔÉÏÎ ÔÅÁÍ ÌÅÄ ÂÙ ÐÒÏÆȢ ÄÒȢ )ÏÁÎ "ÏÃĦÁȡ Ψ ÙÅÁÒÓ ÉÎ 3áÌÁÊ #ÏÕÎÔÙ ÁÎÄ 
3 years in the Apuseni Mountains. 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,which I started gradually to 
capitalize in the activities of the Ȱ)ÃÏÁÎÅȱ Ensemble. Thus, I 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%-",% Ȱ)#/!.%ȱ 

 From its establishment in 1994, until 2012, the activity of the Traditional 
Music Ensemble Ȱ)ÃÏÁÎÅȱ, of the ȰGheorghe Dimaȱ 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 village community: 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, varying only the 
dialect area. 

 
 

Fig. 1. Video recording of the wedding song !ĦÁ-ÉÒÝÎÄÕȭ ÆÅÔÉÅÌÏÒ 
 
 In 2006, there was a first collaboration of a group of 13 girls from the 
%ÎÓÅÍÂÌÅȟ ×ÉÔÈ ÔÈÅ Ȱ,ÕÃÉÁÎ "ÌÁÇÁȱ .ÁÔÉÏÎÁÌ 4ÈÅÁÔÅÒ ÆÒÏÍ #ÌÕÊ-Napoca, for the 
theatre play The banquet or the road to Momfaȟ ÄÉÒÅÃÔÅÄ ÂÙ -ÉÈÁÉ -áÎÉÕĪÉÕȢ 
Ȱ4ÈÅ ÐÌÁÙ ÉÓ ÁÂÏÕÔ ÔÈÅ ÄÉÆÆÅÒÅÎÔ ÆÁÃÅÓ ÏÆ ÄÅÁÔÈȟ ÔÈÅ ×ÁÙ ÉÔ ÉÎÓÉÎÕÁÔÅÓ ÉÔÓÅÌÆ ÉÎÔÏ 
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 sunshine - all coming 
after death has already set in, namely ȰÉÔ ×ÁÓ ËÉÌÌÅÄȱ ɉÏÎÌÉÎÅ ÓÏÕÒÃÅȡ ÁÕÔÈÏÒ 
Cristina Modreanu, accessed on 14.09.2023).  

The role of the group of girls was that of mourners who, through ritual 
ÆÕÎÅÒÁÌ ÓÏÎÇÓ ÁÎÄ ×ÁÉÌÓȟ ÐÒÏÖÉÄÅ ÔÈÅ ÏÎÌÙ ȰÓÕÎÂÅÁÍȱ ÁÎÄ ÔÈÅ ÐÁÓÓÁÇÅ ÉÎÔÏ ÔÈÅ 
light (fig. 2). 
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Fig. 2. Image from the performance The Banquet or the Road to Momfa, with 
the group of mourners (photographer Nicu Cherciu) 

 
 )Î ΤΡΣΡȟ ÏÎ ÔÈÅ ÏÃÃÁÓÉÏÎ ÏÆ ÔÈÅ %ÎÓÅÍÂÌÅȭÓ ÁÎÎÉÖÅÒÓÁÒÙ ÃÏÎÃÅÒÔȟ ÁÔ #ÁÓÁ 
Universitarilor, in Cluj-Napoca, as a director, I tried to introduce some 
ÅÌÅÍÅÎÔÓ ÔÏ ȰÄÒÅÓÓ ÕÐȱ ÔÈÅ ÐÅÒÆÏÒÍÁÎÃÅȟ ÓÕÃÈ ÁÓ ÔÈÅ ÉÎÓÔÁÌÌÁÔÉÏÎ ÏÆ ÍÏÂÉÌÅ 
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. 
 )Î ΤΡΣΤȟ Á ÓÅÃÏÎÄ ÃÏÌÌÁÂÏÒÁÔÉÏÎ ×ÉÔÈ ÔÈÅ .ÁÔÉÏÎÁÌ 4ÈÅÁÔÅÒ Ȱ,ÕÃÉÁÎ "ÌÁÇÁȱ 
from Cluj-Napoca followed, this time with the Ensemble members as main 
protagonists. The conception of the new production, which was entitled 
Carols and ritual songs from Transylvania, meant 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 Transylvania had the first 
ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÎ $ÅÃÅÍÂÅÒ ΣΧȟ ΤΡΣΤ ÁÔ ÔÈÅ Ȱ,ÕÃÉÁÎ "ÌÁÇÁȱ .ÁÔÉÏÎÁÌ 4ÈÅÁÔÅÒ 
in Cluj-Napoca, followed, during the same month, by several other 
performances in various national cultural institutions such as: the Art Theater 
ÉÎ $ÅÖÁȟ ÔÈÅ Ȱ,ÕÃÉÁÎ "ÌÁÇÁȱ (ÏÕÓÅ ÏÆ #ÕÌÔÕÒÅ ÆÒÏÍ 3ÅÂÅĦȟ ÔÈÅ 3ÔÁÔÅ 4ÈÅÁÔÅÒ 
ÆÒÏÍ /ÒÁÄÅÁȟ ÔÈÅ Ȱ%ÕÇÅÎ .ÉÃÏÁÒáȱ (ÏÕÓÅ ÏÆ #ÕÌÔÕÒÅ ÆÒÏÍ 2ÅÇÈÉÎ ÁÎÄ ÔÈÅ ,ÙÒÉÃ 
4ÈÅÁÔÅÒ Ȱ%ÌÅÎÁ 4ÅÏÄÏÒÉÎÉȱ ÆÒÏÍ #ÒÁÉÏÖÁȢ 



186        ETHNOMOUSIKOLOGION   nr. 2 (1/2023)  
 

 In the conception and staging of this show I had the role of artistic 
consultant, the direction was made by Andreea Iacob and the scenography by 
Valentin Codoiu. In creating the scenario, it was desired to preserve the 
pattern of the previous concerts, of presenting, through sound, all the 
ȰÔÈÒÅÓÈÏÌÄÓȱ ÏÆ ÍÁÎȭÓ ÐÁÓÓÁÇÅ ÔÈÒÏÕÇÈ ÌÉÆÅ ÁÎÄ ÔÈÅ ÃÕÓÔÏÍ ÏÆ ÃÁÒÏÌÌÉÎÇȟ ×ÈÉÌÅ 
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 more accessible to 
ÔÈÅ ÐÕÂÌÉÃȭÓ ÕÎÄÅÒÓÔÁÎÄÉÎÇȢ )Î ÔÈÉÓ ×ÁÙȟ ÔÈÅ ÓÔÁÇÉÎÇ ×ÏÒË ÆÏÃÕÓÅÄ ÏÎ ÔÈÅ ÏÎÅ 
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 white-ÔÒÁÎÓÐÁÒÅÎÔ ȰÐÁÎÔÓȱ 
(fig. 3), as they are called in Romanian stage terminology, with which the 
perspective image was created. Thenimages were 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). 

 

 
 

&ÉÇÕÒÅ ΥȢ 3ÔÁÇÅ ȰÐÁÎÔÓȱȟ ÉÎ 6ÁÌÅÎÔÉÎ #ÏÄÏÉÕȭÓ ÓÃÅÎÏÇÒÁÐÈÙ 
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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 village. For example, for 
the song Liora, ×ÈÉÃÈ ÉÓ Á ÓÏÎÇ ÏÆ ȰÔ×ÉÎÎÉÎÇȱ ÏÆ ÔÈÅ ÇÉÒÌÓȟ ×Å ÆÏÌÌÏ×ÅÄ ÔÈÅ 
stage transposition of the movements as we found it in the description of the 
game from the book named Musical Folklore from Bihor by Traian Mîrza, in 
which, nexÔ ÔÏ ÔÈÅ ÓÃÏÒÅȟ ÔÈÅ ÆÏÌÌÏ×ÉÎÇ ÏÂÓÅÒÖÁÔÉÏÎ ÁÐÐÅÁÒÓȡ ȰÆÒÏÍ ÔÈÅ ÇÒÏÕÐ 
of girls two rows are formed - a larger row with two players in front, or pairs 
ÉÎ Á ÒÏ×ȟ ×ÈÉÃÈ ÐÁÓÓ ÕÎÄÅÒ ÔÈÅ ȰÇÁÔÅȱ ÒÁÉÓÅÄ ɉÂÙ ÊÏÉÎÉÎÇ ÈÁÎÄÓɊ ÂÙ Á ÐÁÉÒ ÉÎ 
front, etc.-, a situation in which those from the smaller group have the 
ÐÏÓÓÉÂÉÌÉÔÙ ÔÏ ÃÈÏÏÓÅȟ ȰÅÁÃÈ ÔÈÅ ÏÎÅ ÔÈÅÙ ÌÉËÅȱ ÆÒÏÍ ÔÈÅ ÌÁÒÇÅÒ ÇÒÏÕÐȱ (Mîrza, 
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 moment ɀ at birth it 
ÓÉÇÎÉÆÉÅÓ ÔÈÅ ÃÈÉÌÄ ÉÎ ÔÈÅ ÍÏÔÈÅÒȭÓ ÁÒÍÓȟ ÁÔ ÔÈÅ ×ÅÄÄÉÎÇ ÉÔ ÍÅÁÎÓ ÔÈÅ ÂÒÉÄÅȭÓ 
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 production Carols 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 broadcast on TVR1. In 2015, a national itinerant 
tour was held at the Trade Union Culture House, Alba-Iulia; House of Culture 
Ȱ,ÕÃÉÁÎ "ÌÁÇÁȱ ÆÒÏÍ 3ÅÂÅĦȠ 0ÁÌÁÃÅ ÏÆ #ÕÌÔÕÒÅ ÆÒÏÍ 4ÝÒÇÕ -ÕÒÅĦȠ )ÎÔÅÒÎÁÔÉÏÎÁÌ 
(ÏÔÅÌ ÆÒÏÍ 3ÉÎÁÉÁȠ #ÌÁÓÓÉÃÁÌ 4ÈÅÁÔÅÒ Ȱ)ÏÁÎ 3ÌÁÖÉÃÉȱ ÆÒÏÍ !ÒÁÄȠ Ȱ3ÅÒÇÈÅÉ 
,ÕÎÃÈÅÖÉÃÉȱ .ÁÔÉÏÎÁÌ 0ÈÉÌÈÁÒÍÏÎÉÃ ÆÒÏÍ #ÈÉĦÉÎáÕȢ 

2. THE PERFORMACE ROMANIAN 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 entitled The 
Romanian soul between now and then, by combining traditional Romanian 
vocal and instrumental music with dance and the poetry by Lucian Blaga. 

In making this show, I tried to bring more of my training and 
experience as a director to the stage activity of the Ensemble. Thus, I started 
ÂÙ ÃÏÍÐÉÌÉÎÇ ÔÈÅ ÄÉÒÅÃÔÏÒȭÓ ÎÏÔÅÂÏÏËȟ ÇÏÉÎÇ ÔÈÒÏÕÇÈ ÁÌÌ ÔÈÅ ȰÃÌÁÓÓÉÃȱ ÓÔÁÇÅÓȡ 

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 subject involved 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 
ÓÁÍÅ ÔÉÍÅȟ ) ÍÁÄÅ Á ÄÏÃÕÍÅÎÔÁÒÙ ÁÂÏÕÔ ÔÈÅ ÕÎÉÖÅÒÓÅ ÏÆ ,ÕÃÉÁÎ "ÌÁÇÁȭÓ Ðoetry, 
the main source being the book of Ion Pop named Lucian Blaga. The Lyrical 
Universe. The important ideas, which we considered to serve the purpose of 
ÏÕÒ ÐÅÒÆÏÒÍÁÎÃÅȟ ×ÅÒÅ ÎÏÔÅÄ ÉÎ ÔÈÅ ÄÉÒÅÃÔÏÒȭÓ ÎÏÔÅÂÏÏË ɉÆÉÇȢ ΨɊȢ 
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&ÉÇȢ ΨȢ )ÍÁÇÅ ÆÒÏÍ ÔÈÅ ÄÉÒÅÃÔÏÒȭÓ ÎÏÔÅÂÏÏË ÒÅÇÁÒÄÉÎÇ ÔÈÅ ÄÏÃÕÍÅÎÔÁÔÉÏÎ ÏÎ 
,ÕÃÉÁÎ "ÌÁÇÁȭÓ ÐÏÅÔÒÙ 

 
Based on the documentation, I built the show around the fundamental 

ÔÈÅÍÅ ÔÈÁÔ ÅÍÅÒÇÅÓ ÆÒÏÍ ,ÕÃÉÁÎ "ÌÁÇÁȭÓ ÐÏÅÔÒÙȟ ÎÁÍÅÌÙ ÔÈÁÔ ÏÆ ÔÈÅ 
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. In the ÐÅÒÆÏÒÍÁÎÃÅȟ ) ÈÁÖÅ ÎÁÒÒÏ×ÅÄ ÔÈÉÓ ÉÓÓÕÅ ÏÆ "ÌÁÇÁȭÓ ÐÏÅÔÒÙ 
from universal laws to the laws of traditional Romanian village life, so that 
individual experiences are manifested by relating them to the specific events 
ÉÍÐÏÓÅÄ ÂÙ ÖÉÌÌÁÇÅ ÌÉÆÅȟ ÏÒ ÉÎ ÏÔÈÅÒ ×ÏÒÄÓȟ ÔÏ ÔÈÅ ȰÔÈÒÅÓÈÏÌÄÓȱ ÏÆ ÍÁÎȭÓ 
passage through life. 

b) Selection of vocal pieces, poems and dances. The choice of vocal 
pieces and poems was made interdependently. First, I made a record of all the 
pieces found in the repertoire of the Ȱ)ÃÏÁÎÅȱ Ensemble, and at the same time 
) ×ÒÏÔÅ ÔÈÅ ÔÉÔÌÅ ÏÆ ,ÕÃÉÁÎ "ÌÁÇÁȭÓ ÐÏÅÍÓ ÁÎÄ ÔÈÅ ÐÏÅÔÉÃ ÉÄÅÁÓ ÆÏÕÎÄ ÉÎ ÔÈÅ 
volumes Poems of light, Steps of the prophet and The great transition (fig. 7). 
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&ÉÇȢ ΩȢ )ÍÁÇÅ ÆÒÏÍ ÔÈÅ ÄÉÒÅÃÔÏÒȭÓ ÎÏÔÅÂÏÏËȟ ×ÉÔÈ ÔÈÅ ÔÉÔÌÅ ÏÆ ÔÈÅ ÐÏÅÍÓ ÁÎÄ 
the poetic ideas taken from the volumes Poems of light and Steps of the 

prophet 
 

After this stage, I started collaborating with the other specialists, 
ÅÔÈÎÏÍÕÓÉÃÏÌÏÇÉÓÔÓ ÁÎÄ ÅÔÈÎÏÃÈÏÒÅÏÌÏÇÉÓÔÓȡ ÕÎÉÖÅÒÓÉÔÙ ÐÒÏÆÅÓÓÏÒ )ÏÁÎ "ÏÃĦÁȟ 
leader of the Ȱ)ÃÏÁÎÅȱ Ensemble, university lecturer Alina Stan, instructor of 
the Ȱ)ÃÏÁÎÅȱ %ÎÓÅÍÂÌÅ ÁÎÄ ÃÈÏÒÅÏÇÒÁÐÈÅÒ 0ÁÕÌ 2ÅÍÅĦȟ ÉÎÓÔÒÕÃÔÏÒ ÏÆ ÔÈÅ 
Ȱ-ÕÇÕÒÅÌÕÌȱ 3ÔÕÄÅÎÔ %ÎÓÅÍÂÌÅ ÏÆ ÔÈÅ "ÁÂÅĦ-Bolyai University. The materials 
selected by mutual agreement (poems, vocal and instrumental pieces, 
traditional dances) were chosen in such a way as to serve in the composition 
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, 
ÁÍÏÎÇ ×ÈÉÃÈ ×ÁÓ ÔÈÅ Ȱ×ÉÖÅÓȭ ÈÏÒÁȱȟ ÁÎ ÏÌÄ ÄÁÎÃÅ ÆÒÏÍ ÔÈÅ 2ÏĦÉÁ ÄÅ 3ÅÃÁĦ 
ÁÒÅÁȟ !ÌÂÁ #ÏÕÎÔÙȢ 4ÈÅ ÄÁÎÃÅ ÉÓ ÐÁÒÔ ÏÆ ÔÈÅ 'ÉÒÌÓȭ Purtata dance category which 
is performed in a circle, bilaterally, and the arms are held crossed behind the 
back. From a musical point of view, the dance is made 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 


