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SUMMARY

The study argues for the necessity of updating ethnological documents
preserved in unconventional archives by completing contemporary
field researches, and it brings to attention the results of the project
“Interdisciplinary updating of manuscripts and audio-visual documents
in the Archive of the Institute of Ethnography and Folklore «Constantin
Brdiloiu»” (GAR-UM 2019, Grant coordinator: Senior researcher
Constantin Secard PhD; acronym: AIDOMA). The project was financed
by the Romanian Academy in the period 2019 — 2021. The conducted
researches focused upon the phonograph and magnetophone records
and upon the information fund in the Archive of the Institute of
Ethnography and Folklore “C. Brdiloiu”, selecting data collected from
people living in the village Batrdni, Prahova county. The Bdtrani
materials are rich and important, revealing the dynamic of the
repertoire in a subCarpathian village which has been representative for
the “high plateau culture” of all similar settlements. Most of the
archived records were taken in the period 1949-1952, when Romania
underwent critical political and social transformations brought about
by the newly empowered communist regime. After inventorying the
archived pieces from Batrani, the team of the AIDOMA project went to
the field in 2020 and 2021, in order to find out what was preserved and
what was changed in the local folk (poetic, musical, and choreographic)
repertoire during a period of seven decades and crossing another
critical transformation when the new democratic regime took the
power in 1990.

Presenting a selection of poetic examples resulting out of both archive
and field research, the study approaches the poetic folk repertoire of
Bdtrani by resorting to folkloristic typologies and to contextual framing
of poetic content. The conclusions support the assumption that the folk
poetic repertoire of Bdtrani is representative for the pastoral culture
(including the “Miorita” testament motif and the wood motif) and
provides material for an integrated analysis of the verbal and musical
art of the intangible heritage bearers in Romanian villages.
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REZUMAT

Studiul prezintd cateva argumente in favoarea actualizdrii
documentelor etnologice de arhivd neconventionald prin cercetdri
contemporane de teren, pornind de la rezultatele proiectului
»Actudlizarea interdisciplinard a documentelor manuscrise si
audiovizuale din Arhiva Institutului de Etnografie si Folclor «Constantin
Brdiloiu»” (GAR-UM 2019, Director de grant: CS Il Dr. Constantin Secard;
acronim: AIDOMA), finantat de Academia Romand si derulat in perioada
2019 - 2021. Cercetdrile desfdsurate in cadrul proiectului au vizat cu
precddere fondurile de documente sonore (inregistrdri pe cilindri de
fonograf si pe bandd de magnetofon) si de informatii din Arhiva IEF ,,C.
Brdiloiu” provenind din localitatea rurald Bdtrani, jud. Prahova, din
perioada anilor 1950. Orientandu-se spre cdntecele ,,vechi” si ,,noi”
deopotrivd, dintr-un sat subcarpatic reprezentativ pentru ,,cultura de
plai”, cercetdtorii din anii 1950 au surprins dinamica unui repertoriu
folcloric local dintr-un moment de mari transformadri politice si sociale
(determinate de instaurarea regimului comunist la conducerea
statului). Dupd inventarierea pieselor de arhivd culese din Bdtrani,
echipa proiectului AIDOMA a descins pe teren in anii 2020 si 2021, pentru
a afla ce elemente de continuitate si de diferentd au apdrut, dupd sapte
decenii marcate de o altd schimbare politicd majord (trecerea la un
regim de guvernare democratic in anul 1990), in repertoriul folcloric
local. Alcatuind o selectie din materialul bogat adunat in urma
demersurilor concomitente de cercetare in arhiva si pe teren, studiul
oferd o evaluare a repertoriului poetic folcloric din Batrani, prin
raportare la tipologiile de folcloristicd literard si corelare cu situatiile de
interpretare si cu personadlitatile interpretilor. Concluziile sustin
afirmatia cd ne afldm in fata unui repertoriu poetic reprezentativ
pentru cultura pastorald (incluzand motivul mioritic si toposul pddurii),
care ne poate ajuta sd intelegem, integrat, arta verbald si muzicald a
purtdtorilor de patrimoniu cultural imaterial din satul romdnesc
generic.

Keywords
archived folklore, audio-visual document, poetic folk repertoire, “Miorita”
testament motif, village Batrani (Prahova county), Teleajen, Chiojd zone.

INTRODUCTION

The project “Interdisciplinary updating of manuscripts and audio-
visual documents in the Archive of the Institute of Ethnography and Folklore
«Constantin Brailoiu»” (GAR-UM 2019, Grant coordinator: Senior researcher
Constantin Secara PhD; acronym: AIDOMA), which was financed by the
Romanian Academy in the period 2019 — 2021, has provided for the participants
the opportunity to revisit the commune Batrani, Prahova county, after seven
decades since (in the 1950s) systematic field researches of the local folk
musical repertoire were initiated by a team of the Institute of Ethnography
and Folklore “Constantin Brailoiu”.

The AIDOMA project has been developed by two ethnomusicologists
(Constantin Secara and Andrada lordache), an ethnochoreologist (Cristian
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Musa), a philologist folklorist (loana-Ruxandra Fruntelatd, the author of this
study) and a sound operator (Claudiu Rosiu). Our starting premise was that
the ethnological materials regarding the folk life of the commune Batrani -
materials consisting of archived folklore, published researches and new data
collected on the field in the period 2020-2021 - can be considered a
representative scientific fund at national level for the Humanities community
in Romania, as they document the dynamic of an active repertoire along seven
decades marked by two major political transformations (determined by the
coming to power of the communist regime between 1945 and 1948 and by the
establishment of democracy after December 1989). Besides the ethnographic
and folkloristic contributions of such a project, we also aim to employ its
results in order to propose a model of interdisciplinary research of a folk
repertoire with active and passive elements that not only belong to a local
tradition but also bring testimony for a particular “heritage identity”
manifested in contemporary villages in South-Eastern Europe.

A first stage of the AIDOMA project envisaged the editing of a
representative selection of the manuscripts and audio-visual documents
identified in the Archive of the Institute of Ethnography and Folklore
“Constantin Brdiloiu” of the Romanian Academy (further referred to as AIEF).
We attempted to update the literary, musical and choreographic folk
repertoire by doing field research in a second stage and in a third stage, we
sketched a method of integrated analysis of the syncretic forms of expression
(poetry, melody and dance) which define folkloric creations.

As far as the poetic repertoire is concerned, the methods we have
employed in order to approach a few exceptionally meaningful pieces
(preserved in AIEF, published in literary folkloristic typologies, and mentioned
by heritage bearers we met in Batrani in 2020 and 2021) have been the
comparative method - referring certain topics and motifs to poetic types
included in typologies; the contextual method - taking into account the effect
of the performative situations and the personality of folklore performers upon
different variants, archived or recorded by us on the field; the method of
semantic text analysis (Golopentia 2021) - identifying the “semantic constant
elements” of the Batrani repertoire and checking the concrete textual
occurrences of these elements in our selection.

We have employed in the writing of this study several data also
included in the chapters “Batrani, Prahova county - a representative
community for ethnological research of Romanian contemporary villages”
and “Updating the folk poetic, musical and choreographic repertoire in
commune Batrani by field research in the period 2020-2021”, which were
prepared for the volume “Voci” din Bdtrani. Actudlizarea interdisciplinard a
documentelor de arhivd etnologicd (“Voices” from Batrani. Interdisciplinary
updating of documents in an ethnological archive; Constantin Secara, coord.;
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authors: loana-Ruxandra Fruntelatd, Andrada lordache, Cristian Musa,
Bucharest: Editura Muzicald).

ARGUMENTS FOR THE REPRESENTATIVE CHARACTER OF THE FOLK
REPERTOIRE BELONGING TO COMMUNE BATRANI, PRAHOVA COUNTY

Teleajen high plateau, the zone in which commune Batrani lies (close
to the Oriental Carpathian Curve), has a distinct geographic, historic, and
ethnographic identity that was shaped and preserved during a long time when
the Teleajen Valley road (passing through the small town Valenii de Munte and
following the valley of Drajna river to the Carpathian mountains passages
Tabla Butii and Vama Buzaului) was “the main gate between Wallachia and
Transylvanian Barsa land” (Cruceru and Buterez, 2012, pp. 251-252). For a long
time, the zone was part of the Saac county, an administrative unit dating back
to 1645 according to documents but probably established at the beginning of
the Romanian Middle Ages. Saac county was administratively dissolved on the
1** of January 1845 and Teleajen high plateau was included in Prahova county.
The inhabitants of Saac were, according to historian C. C. Giurescu, Romanians
and Székely from Transylvania who had been “colonised” by the Hungarian
monarchy to the south of the Carpathians beginning with the thirteenth
century. (lonescu, 2019).

Due to its position “along the commercial route from Barsa Land to
Wallachia and further to Constantinople”, the Teleajen valley was “the main
road across the Carpathians until the end of the nineteenth century” (Ghid de
arhitecturd,/Architecture Guide..., 2020:8).

The strategic importance of the Teleajen high plateau, positioned in the
“Carpathian curve” at the crossroads of the three historic Romanian provinces
(Wallachia, Transylvania, and Moldavia), is also confirmed by the organization
of the rural settlements in this area. Five villages of the 26 in the plateau (Batrani
being one among the five) were “high plateau people” villages and their
inhabitants were responsible to guard the frontier and preserve the borders.
(Gérbea, 2015, p. 30).

The traffic became more intense on the Prahova valley (parallel to
Teleajen) in the second half of the nineteenth century, following the
construction of the railroad Ploiesti-Predeal (between 1876 and 1879) and the
building of the royal residence at Sinaia. As a consequence, Predeal passage
to Transylvania became the customary road (Ghid de arhitecturd...,/
Architecture Guide..., 2020:8).

According to its founding legend, the village Batrani — although it is
first mentioned in documents in 1565, later than the neighbouring Starchiojd,
first mentioned in 1418 (Garbea, 2015:20) - is probably the oldest settlement
in the “Chiojd” area, part of the Teleajen high plateau. We collected two
variants of the legend on the field research in in 2020 and 2021, adding them
to previous ones identified in Starchiojd commune during our researches
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which began in 2013, with considerable help from our “native” colleague
Cristian Musa who was born in the area.

As “mogneni”/ “old owners”, free people who would commonly own
their territories located outside the village (pastures and woods), the
inhabitants of Batrani confronted social inequalities caused by the loss of their
lands to boyars or servants of the king. Beginning with the eighteenth century,
while the quantum of taxes was raised, the “old owners” were forced to sell
their succession rights to the rich buyers (Garbea, 2015:23-24). One of the
representatives of the greedy boyars who became a character in local folk
songs was Stefan Macovei, servant of the great “ban” Dimitrie Ghica. His
greed and cruelty are presented in the folk epic song of Gheorghelas, which is
central in the Batrani repertoire.

Beginning with 1883, the “mosneni”/ “old owners” from Starchiojd
and Batrani started to fight against the abuses of the boyars belonging to
Macovei family and tried to take back their lands (especially the mountains
where they had pastures and which they had commonly owned since ancient
times). They launched a trial which went on for years and reaching a solution
was complicated because of the corruption at that time. Finally, the series of
trials ended in 1948, when the prime minister Lucretiu Patrdscanu pronounced
a sentence in favour of the “old owners”. Nevertheless, the change of political
regime brought along the collectivization of property and the lands in Teleajen
high plateau were confiscated for another forty years (Florescu-Pantece,
1992).

On the one hand, Batrani (the name of the village in Romanian
meaning “old ones”) is really an old settlement of free people. On the other
hand, particular historical and social circumstances have deprived the
inhabitants of their lands for almost two hundred years, leading to an
atmosphere of permanent social tension and insecurity. The deep roots
explain the homogeneity of the community, in spite of intense population
movements and influences (especially from across the Carpathians, taking
into account the fact that the Teleajen road was a well-known pastoral route).
The adverse history favoured adaptation and that trait is apparent in the folk
poetic and musical repertoire from Batrani, which is characterized by co-
existence of traditional and so-called “new folk” pieces. As a consequence,
such arepertoire stood out as representative for the institutionalized folklore
research in Romania in the second half of the twentieth century.

Following a thorough field research in Batrani in the spring of 1950,
Paula Carp (1957) published a referential study based on different
phonograms and magnetograms and on various types of archived documents
(informant and information files, field notes, photographs) preserved in AIEF.
The criterion observed by Paula Carp and her colleagues in 1950s was the
representative quality of the collected pieces for the systematic character of
traditional folk culture as a whole. Therefore, songs with verses that
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illustrated “typical aspects of the past life of people in Batrani” were
prioritised (Carp, 1957:7).

Immediately after the establishment of the communist regime, it was
recommended, for political reasons, to collect especially “the new songs”.
The “old” ones could be approached only as references for the “evolution” of
musical folklore. As a consequence, several “new songs” with verses echoing
the political propaganda were collected (such as “Internationala”/ The
International, “Cantecul partizanilor”/ The song of partisans, “Cantec pentru
pace”/ Song for peace and so on) (Carp, 1957, p. 11). Nevertheless, the method
of comparing the present to the past repertoire provided the researchers with
a valid pretext to save the old traditional repertoire by recording it alongside
the circumstantial “new” one.

Generally, the people in Batrani whom the researchers met in the
1950s would sing naturally, as part of their daily life, observing internal
prescriptions and restrictions of their community (and specific also to the
system of folk culture), e.g. women would sing in public only in their youth. At
the same time, the importance of songs in their culture appears in their
adaptation to the transformations of social life. Usually, melodies belonging
to the “old” ones would be preserved but matched with updated verses to
fit the taste of the younger performers: “When the song is old, a month old or
so, the girls make up other verses (...). Until they learn it well, the song gets
old and if they sing it for a longer time, the girls would say: 'This song was
made when mother was a maiden"” (AIEF, | 14523, inf. Rodica Spanu, 14 years
old, orig. com. Batrani, Prahova county, researcher P. Carp, M. Rabinovici,
Batrani, 11.03.1952. Transcription by loana Fruntelata, 02.03.2021). Or: “The
tunes are the old ones but the words are different. The girls would compose
them like that, taking from one another. Some verses they like and some not
and then they would change them” (same AIEF reference).

The dynamic of the repertoire of oral poetic-musical creations in
Batrani is obviously representative for the transformations of the Romanian
folklore in the second half of the twentieth century and it is worth researching
in detail. As Constantin Brdiloiu put it, commenting on the “musical life” in
village Dragus (Transylvania), by researching the repertoire of a single village,
afolklore scholar can understand “the condition of artistic facts”, because the
object of research is not “art only” but more than that, “the spiritual
behaviour of a given social complex at the moment of observation” (Brdiloiu,

1979:101).

THE POETIC FOLK REPERTOIRE IN BATRANI: ARCHIVED PIECES UPDATED
ON THE FIELD

With respect to the “old” songs of people in Batrani, we argue that
they constitute an important traditional poetic repertoire, especially as far as
the creation independent of ritual - consisting of epic and lyric songs - is
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concerned. The poetic content of the pieces belonging to the two folklore
categories focuses, in our opinion, upon the departure theme, be it expressed
by pastoral movement, going to serve in the army, alienation from the native
village (by getting married or leaving to work), separation of beloved ones or
the definitive “journey” after death. The fact that not many ritual songs from
Batrani have been preserved in AIEF can be explained by the ideological
constraints of the epoch, as the sixth decade of the twentieth century was
characterized by a rigid and menacing censorship exerted upon scientific and
cultural activities in communist Romania.

Returning to epic and lyric songs independent of ritual, we present
some of the most accomplished pieces recorded in Batrani, by identifying their
position in literary folklore typologies of the “Miorita” epic song (an
acknowledged Romanian folk poetic masterpiece), of the epic song and also
of the love lyric poetry. The numerous examples from the local repertoire
mentioned in typologies argue the importance of the Batrani songs for the
Romanian folklore corpus and folklore research.

The epic song

The archived material sets into light two representative pieces for the
repertoire in Batrani, both characteristic for a pastoral environment: “Miorita”
and “Gheorghelas”.

Miorita

Well-known since Vasile Alecsandri published a first variant in the
journal Bucovina in 1850, “Miorita” is the song of a young shepherd facing
imminent death. In the variant of Alecsandri (received from his friend Alecu
Russo, who had heard it at Soveja, a village in the Carpathian curve, not far
away from Batrani), two shepherds plan to kill the third one because they envy
him. Miorita, the enchanted ewe of the young shepherd, warns him that his
life is in danger and the shepherd utters a poetic testament, expressing his will
to be buried inside the sheepfold, with his three flutes thrust down to the
world beyond, so that he still could communicate with his sheep and dogs
when the wind blows. Although numerous variants of “Miorita” have been
recorded since 1850 (classified not only as epic songs but also as Christmas
ritual songs — colinde, for example), the testament motif is the most important
one, occurring in all poetic variants (also, an instrumental variant is performed
in pastoral areas). In his 1964 typology of “Miorita”, Adrian Fochiincludes two
variants (CCCLXXXVII. Munt. 37 a and CCCLXXXVIII. Munt. 37 b) collected from
two women born in Starchiojd (Maria Gh. Voinea, born 1873 and Sofica Streaj3,
born 1913), but recorded in Batrani in 1950, by Paula Carp (the first) and by
Paula Carp and Boris Marcu (the second) (Fochi, 1964, pp. 777-779). As we
have already mentioned, Starchiojd and Batrani are two rural settlements
related by geography, history, inherited traditions and social evolution,
sharing the same “founding myth” expressed by a legend with many variants
in which Starchiojd impersonates ‘“the elder son” of “the old ones”
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(,,Batrani”). That is why we consider the two variants of “Miorita” included in
Fochi’s typology as representative for the repertoire of Starchiojd and Batrani
alike.

Asking her informants about “Miorita”, Paula Carp found out that in
Batrani it was customary to listen to it at weddings (Carp, 1957, p. 34), the
ritual frame supporting, in our opinion, the importance of the topic.

Sofica Streajd sings “Rita-Miorita” preserving three motifs: the dialogue
between the shepherd and the enchanted ewe, the testament of the
shepherd and the quest of the old mother for her son - the shepherd. Another
motif, the portrait of the young shepherd, is scarcely suggested. The
researcher Constantin Bdrbulescu recorded a variant from the same
performer in 1952, in which the portrait of the young shepherd is missing, but
the motif of “the wedding of the dead” is briefly outlined instead.

The variants performed by Maria Gh. Voinea (one recorded in 1950 by
Paula Carp and the other recorded in 1952 by Constantin Barbulescu, both
preserved in AIEF) elaborate on the same motifs, the testament motif being
central as it is central for the whole “Miorita” type. In addition, Maria Gh.
Voinea includes the motif of the flutes thrust into the grave and
communicating, by action of the wind, with “the world beyond”: “You, Rita,
miorita,/ Tell them, little one/ Tell them straight out now/ If they want to kill
me/ Here to bury me/ In the sheepfold, dear/ Where the lambs go round/ Rita,
miorita,/ Put my alpen horn/ In a sycamore/ Alpen horn to sing/ Blowing in the
wind/ Sheep will gather fast/ Will gather together/ On my grave they’ll gather/
For my death they’ll weep/ Bloody tears stream/ Rita, miorita,/ Tell my flute to
set/ On a bed of wheat/ Little flute of bone/ Singing all alone/ Little flute of
beech/ Lovely tunes to reach”.

Gheorghelas

In the typology of the heroic epic song elaborated by Al. I. Amzulescu
(1981), under type 98 (99) - “Gheorghelas”, several references to the
repertoire in Batrani are made, specifically to a phonogram and four records
on magnetic tape preserved in AIEF. The type is illustrated by a variant of the
song that C. Barbulescu collected in 1952 from an exceptional heritage bearer,
Gheorghe Radoias, (born on 3 October 1889, d. ~1979). Gheorghe Radoias was
a shepherd and owner of a remarkable epic and lyric musical repertoire and
also of a narrative repertoire which was studied by folklore scholars in the
1950s. Al . Amzulescu formulates the abstract of the epic song
“Gheorghelas” as follows: “The hajduk Gheorghelas (captain Gheorghitd)
goes up Istrita hill looking for Macovei, chief magistrate of the village.
Reaching the sheepfold of old Radu (or old Stan), the hajduk sits down to eat
after the shepherd assures him there is no stranger around. Nevertheless,
Gheorghelas discovers his enemy there, judges him for arbitrary actions and
kills him, punishing also his dishonest host” (Amzulescu, 1981:129-130).
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The text of the variant Paula Carp and Ghizela Suliteanu recorded in
1956 in the studio of the Institute of Folklore in Bucharest (AIEF mg. 661 a),
also from Gheorghe Radoias, can be compared to the 1952 variant published
in the typology of Al. I. Amzulescu (AIEF mg. 618 f). It appears obvious that
there are few differences between the two variants recorded at a distance of
four years. Four verses are omitted in the final part of the later variant. In these
verses (italics in our following quotation), Gheorghelas judges Macovei for his
cruelty towards him in the past: “When we were all seven brothers/ And you
dragged us all tied up/ From Giurgiu up to Galati / I would bend down to drink
water/ Your heel would then hit my nape/ | would drink water with blood/ My
teeth in it all messed up (...)".

Talking of “Gheorghelas”, Gheorghe Mizgoi (born 1920 in Batrani) told
a researcher in 1952 that: “It is a story known by everybody around here,
because these villages would work for him (boyar Macovei). To sing it, only
the old ones knew. When | was a child they would sing it a lot. At weddings.
The fiddlers/ldutarii also knew it (Information fund of AIEF, no. | 14554,
researcher Ghizela Suliteanu, 11.03.1952, Batrani).

“The ballad of Gheorghilas” (in two variants collected from Gheorghe
Mizgoi) is preserved at present (years 2020-2021) in the repertoire of the folk
singer Ica Vasile.

The lyric song

The Miorita motif: “Little shepherd of the ewes”

Two of our informants in Batrani in 2020, Teodor Manolache and Ica
Vasile, mentioned a “shepherds’ lyric song doina”, which the former had
learned from his first “host” in the village and many years later kept in mind
only a few verses: “Green leaf, round leaf/ God, take me once more/ To stay ...
to be shepherd...”. Ica Vasile names this song “Little shepherd of the ewes”
or “Wallachian Miorita” and performs it for the AIDOMA project team in 2021:
“Little leaf, round leaf,/ God, take me once more/ Help me to be once more,/
A shepherd on the mountain/ Taking horned sheep to pasture/ Horned sheep
and little ewes/ Forgetting all my yearning/ Little shepherd with long hair/ Take
your ewes to the sheepfold/ Find a shepherdess to milk them/ 'Little shepherd
of the ewes,/ Little shepherd of the ewes,/ Where was your fate to die?/
Mourning due, who mourned for you?'/ 'Thousands of birds with a coo'/
'Bathing due, who would bathe you?'/'Raining and small raindrops roll'/ 'Burial
due, who buried you?'/ '"Mountains when they shattered too'/ 'Where your
little flute was left?'/ 'Up the fir tree in a cleft/ When the wind will blow it
through/ Little flute will sing anew/ Then my ewes will come along/ And they'll
ask about my song”. In the sequence of the funeral rite officiated by natural
elements we find the essence of the “Miorita” motif expressed in a lyric form.

In the archived material, the motif “Little shepherd of the ewes” is
integrated in a song created after the tragic death of the plane pilot Aurel
Vlaicu. The informant Sofica Streaja remembered that she had heard that song
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as a child, sung by men while working to build haystacks and she could
perform it for researcher Paula Carp in 1951. We mark by italics the fragment
containing the motif in the quotation below: “Vlaicu, my dear stranger/ What
did your mother say/ That you should give up fly2/ Flying is devil’s deed/ And it
brings down your head/ I have told you many a time/ Not to go up in that plane/
Passing over the green mountains/ To shake the hands of your sisters/ Passing
over fir-trees high/ At your brothers to arrive/ You ran out of gas too quick/
And your screws got all too weak/ 'Vlaicu, oh, my dear stranger!/ Where was
your ill fate to die?'/ 'In the green fir-trees up high'/ 'My dear son, when life ended/
Everything you had surrendered/ Who for you a candle lit/ When the world you
left aggrieved?/ Who bathed you, my dear son?'/ 'Raining when the rain poured
down'/ 'Who was there to bury you?' / '"Mountains when they ruined too' (...)”
(Carp, 1957:24).

Love lyric poetry: “Olt river, little Olt...”

Looking for entries of Batrani in the typology of love folk lyric poetry
(Ispas and Trutd, 1985), we find one under a frequent motif: “love wishes”
fulfilled by “overcoming obstacles —rivers” (Ispas and Trutd, 1985, p. 144): “Olt
river, little Olt,/ May your water get drained/ May all your springs get dry/ And
only stones left by/ For me to run across/ With proudly clinking boots/ My
bonny girls to hear me/ My bonny girls from Galati/ With their pretty curls cut
short/ For there my money’s chewed (...)”. The song was performed by
Gheorghe Radoias for the researcher Constantin Barbulescu in 1952 and
preserved in AIEF under the inventory number mg 618 g, and with the title
“Hajduk life lyric song - doina” because the image of crossing the drained
water is followed by the way up to the woods of the outlaws: “You green leaf
and you soft bead/ Oh, my little sister deer/ Go down the hill to the valley/ And
nibble the skirt of wood/ Let me see the bed of Olt/ Where Olt river gets a turn/
And brave lads would shoe their horses/ With sheer silver horses’ shoes/ Which
run fast towards the bush/ Brave lads fix their horses’ shoes/ And get ready for
the woods”. In the contemporary repertoire of Ica Vasile the two motifs
(crossing the water to reach one’s beloved and going to the woods to become
a hajduk) are shifted, as the way to the woods is the first and the crossing of
the river is the second (but the river is Teleajen and the bonny girls are from
Urlati, two geographical indications closer to the village Batrani than the Olt
river and the town Galati in the variant of Radoias): “O green leaf of silky
willow/ Oh my little reddish deer/ Go down the hill to the valley/ And nibble the
skirt of wood/ Nibble at the old wood’s skirt/ On Teleajen river bank/ And you,
Teleajen, my boy/ May all your water get drained/ And only your stones be left
[ Just for me to run across/ With my proudly clinking boots/ My bonny girls to
hear me/ My bonny girls from Urlati/ With their pretty curls cut short/ For there
my money’s lost (...)” (It is impossible for a translation to observe all the subtle
phonetic and word transformations from one folk variant to another; our
English version only approximates the content and cadence of the verses).
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Estranging lyric poetry: “Alas for the stranger child”

A representative estranging song also preserved by the contemporary
performer Ica Vasile in her repertoire is “Alas for the stranger child”. An older
variant recorded on phonograph in 1950 from Sofica Streaja goes as follows:
“Alas, bitter wormwood wild/ Alas for the stranger child/ For he works for
master hard/ While he works to make it right/ Money only gets in half/ And
food only the third part/ And gets all beaten instead/ As it happens in strange
lands/ I've been working for a year/ To turn wormwood into sugar/ And
wormwood is always bitter/ Only the sugar is sweeter/ | drink bitter, bitter eat/
And in bitterness | sit/ And my body’s full of sorrow/ I’'m such a stranger and
hollow/ Stranger is my name forever/ Any place | walk, wherever/ Mercy and
good words I miss/ Even if | come your way/ Stranger, you can’t be my mother/
Even if | gild your way/ Stranger, you can’t be my father” (Carp, 1957:21).

In the variant performed by Ica Vasile in 2021 for the team of the
AIDOMA project a general characterization of the “strange master” appears:
“Stranger will be stranger, dear,/ Turn his water to wine near/ Turn his water
into beer/ Still you don’t become his peer”. Also, the sequence of searching in
vain for an absent family is developed, reminding us of the folk motif of the
orphan: “I go up mountains of stone/ To see my mother and father/ But no
mother and no father/ As if | were born from stone/ Alas, dear stranger child/
| go up the hill in bloom/ To see my brothers and sisters/ But no brothers and
no sisters/ And no little garden flowers/ As if | were born from flowers”.

Ica Vasile - contemporary performer of traditional songs in Batrani

The outline of the “folklife” of the Batrani village community has been
presented by selection of a few poetic samples which illustrate the continuity
from the past (the repertoire in the 1950s) to the present (the repertoire after
2000). The researchers are indebted to the local heritage bearers who
welcomed them on the field in the difficult pandemic years 2020 and 2021.
Among them, the person who has opened us a way towards understanding
the traditional songs in Batrani is performer Ica Vasile (Florica Vasile, maid
name Ceapa, born in 1967).

Native of Batrani, Ica Vasile graduated a technical school and singing
classes at the Popular Art School run by the Palace of Culture in the town
Ploiesti (Prahova county), and she obtained her certificate of freelancer artist
on the 1** of July, 1987. She collected her songs from Maria Miru, Gheorghe
Mizgoi and lon Mizgoi (Plopeanu), informants for the 1950 researchers of the
Institute of Folklore. At present, Ica Vasile does not take part in events as a
freelancer folk music performer, but she preserves her local traditional
repertoire and provides valuable context information on the past folklife and
folk music repertoire of the village.

The team of the AIDOMA project intends to pursue the research of the
dynamic of the poetic, musical and choreographic repertoire in Batrani, by
comparing it to repertoires in neighbouring villages and interpreting constant



108

and variable elements in representative pieces, poetic content and syncretic
forms of expression being equally envisaged.

CONCLUSIONS

The semantic analysis of the poetic folk repertoire in Batrani village sets
into light the preservation of certain terms which are central to artistic images
conveying the significances of “departure”: “woods”, “mountain”,
“stranger”. By inventorying the poetic developments of such terms occurring
in folk songs we can discover a deeper stratum that argue for the continuity
between the past and present repertoires. In that respect, the discussion with
the peasant poet Elena State from Batrani (born in 1945) in 2020 seems
relevant, as she has insisted to talk about the importance of woods for her
particular life and for her creation. Her interest in the woods appears to us as
a semantic “trace” of the local folk ethos which is fully representative for the
poetic Romanian folklore as a whole.

At the same time, our research provides complex material for the
integrated analysis of verse, music and movement, taking into account the
fact that the local representative folk repertoire we are studying might be
approached as vehicle of a certain primordial expressiveness transmitted
through natural languages (of words, sounds and dances). Following that
idea, we note that Paula Carp (1957) wrote about Florica Mizgoi, an
exceptional “leaf” player and vocal folk artist in the 1950s, that “even the
newer songs in the village (...) seem sometimes older” in her performance.
Such a subtle observation could serve as an opening remark for future
researches of the connection between musical tradition and individual styles
of performing in contemporary folk communities.

REPERTORIUL POETIC FOLCLORIC DIN COMUNA BATRANI,
JUD. PRAHOVA: O ACTUALIZARE ETNOLOGICA

Cuvinte cheie

Folclor arhivat, document audiovizual, repertoriu poetic folcloric, ,,Miorita”,
Batrani (jud. Prahova), Teleajen, tinutul Chiojdurilor.

INTRODUCERE

Proiectul ,,Actualizarea interdisciplinard a documentelor manuscrise si
audiovizuale din Arhiva Institutului de Etnografie si Folclor «Constantin
Brdiloiu»” (GAR-UM 2019, Director de grant: CS Il Dr. Constantin Secard;
acronim: AIDOMA), finantat de Academia Romana si derulat in perioada 2019
- 2021, a condus la ,reintalnirea” cu terenul etnologic de la Batrani, jud.
Prahova, dupa ce, in anii 1950, o echipa de specialisti ai Institutului de
Etnografie si Folclor ,,Constantin Brailoiu” initiase o serie sistematica de
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cercetdri de teren in localitate, vizand, cu precddere, studierea repertoriului
folcloric muzical.

Echipa proiectului AIDOMA a fost constituita din doi etnomuzicologi
(Constantin Secara si Andrada lordache), un etnocoreolog (Cristian Musa), un
filolog folclorist (loana-Ruxandra Fruntelatd) si un operator de sunet (Claudiu
Rosiu). Premisa de la care a pornit cercetarea a fost aceea ca fondul de
documente etnologice referitor la localitatea Batrani — constituit din
materialul arhivat, cel publicat si cel ce urma s fie obtinut pe teren in anii 2020
si 2021 — poate fi considerat un fond reprezentativ la nivel national, pentru
comunitatea stiintifica umanista romaneascd, deoarece surprinde dinamica
unui repertoriu viu de-a lungul unei perioade de sapte decenii, marcate de
doua schimbari politice majore (instaurarea regimului politic comunist,
respectiv, a celui democratic). Dincolo de interesul etnografic si folcloristic pe
care-| prezinta, credem ca, in plan international, datele pe care le organizeaza
un astfel de proiect pot sta la baza propunerii unui model de cercetare
interdisciplinara a unui repertoriu folcloric cu aspecte pasive si active ce fac
parte nu numai dintr-o traditie locala, dar mai ales, mdrturisesc despre o
anume ,,identitate patrimoniala” generica a satului contemporan. Avand in
vedere valoarea materialului provenit din Batrani si pastrat n Arhiva
Institutului de Etnografie si Folclor,,Constantin Brailoiu” al Academiei Romane
(vom folosi, in continuare, abrevierea numelui Arhivei: AIEF), proiectul
AIDOMA a urmarit editarea unei selectii reprezentative din fondul de
documente manuscrise si audiovizuale care a fost identificat, actualizarea
repertoriului poetic-muzical-coregrafic prin cercetare de teren si schitarea
unei metode de analiza integrata a aspectelor literar, muzical si coregrafic ale
creatiei folclorice.

In ceea ce priveste repertoriul poetic, metodele pe care le-am utilizat
pentru a ne apropia de sensurile catorva piese deosebit de expresive -
pastrate in arhiva, retinute in tipologiile de specialitate, dar si amintite de
purtatorii de patrimoniu din Batrani pe care i-am intalnit in anii 2020 si 2021 -
au fost metoda comparativa, prin raportare la tipurile poetice incluse 1n
tipologiile de folcloristica literara; metoda corelarii cu situatia de interpretare
si cu personalitatea interpretului (fie pe baza datelor de arhiva, fie pe baza
observatiilor de teren), retinand cu precadere relatdrile despre cantec si
maniera de a canta; metoda analizei de text semantice, prin care am incercat
sa intelegem ,,constantele semantice” ale repertoriului din Batrani si sa
verificdm Tn ce mod se concretizeaza aceste constante in piesele selectate
(Golopentia 2021).

In studiul de fats, am folosit o serie de date cuprinse si in capitolele
,,Comuna Batrani, jud. Prahova - localitate reprezentativa pentru cercetarea
etnologica a satului romanesc contemporan” si ,,Actualizarea pe teren a
repertoriului folcloric poetico-muzical-coregrafic al comunei Batrani in anii
2020 si 2021”, pregdtite pentru volumul ,,Voci” din Bdtrani. Actualizarea
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interdisciplinard a documentelor de arhivad etnologicd, Coordonator: Constantin
Secara; autori: loana-Ruxandra Fruntelata, Andrada lordache, Cristian Musa,
Bucuresti, Editura Muzicala.

ARGUMENTE ALE REPREZENTATIVITATII REPERTORIULUI FOLCLORIC DIN
COMUNA BATRANI, JUD. PRAHOVA

Plaiul Teleajenului, zonain care se situeaza comuna Batrani, cercetata n
proiectul AIDOMA, are o identitate geograficd, istorica si etnografica distincta,
formatad si perpetuatd de-a lungul unei perioade indelungate, in care drumul
de pe Valea Teleajenului (trecand prin Vdlenii de Munte si urmand valea Drajnei
spre Tabla Butii si Vama Buzdului) a fost ,,principala poarta dintre Tara
Romaneasca si Tara Barsei” (Cruceru si Buterez, 2012: 251-252).

O perioada indelungata, aceastd zona a apartinut judetului Saac, al
sdcuienilor, unitate administrativ-teritoriala atestata in anul 1645, dar existand,
probabil, din zorii Evului Mediu romanesc si care a fost desfiintatd la 1 ianuarie
1845, plaiul revenind, dupd aceastd data, judetului Prahova. ,,Sacuienii” erau,
in opinia lui C. C. Giurescu, transilvanenii ,,ungureni” si ,,secuieni” (romani si
secui) ,,colonizati” de regalitatea maghiara la sud de Carpati, in sec. al XllI-lea
siin cele urmatoare. (lonescu, 2019).

Se stie ca ,,Valea Teleajenului a constituit calea principald de trecere a
muntilor pand la sfarsitul secolului al XIX-lea”, cunoscand o mare dezvoltare in
perioada medievala, ,,datorita pozitiei sale pe drumul comercial ce lega Tara
Barsei de Tara Romaneascd si continua spre Constantinopol” (Ghid de
arhitecturd, 2020: 8).

Statutul de tinut strategic pe care-1 are plaiul Teleajenului, aflat in ,,cotul
carpatic” unde se intdlnesc cele trei provincii istorice romanesti, este confirmat si
de organizarea satelor ,,de granitd” din aceasta zona (5 sate din cele 26 ale plaiului,
intre care si satul Batrani) ca sate ,,de plaiesi”, responsabili cu paza frontierei si
pastrarea hotarelor (Garbea, 2015: 30). In a doua jumatate a sec. al XIX-lea, s-a
dezvoltat circulatia mai ales pe Valea Prahovei, influentata de realizarea caii
ferate Ploiesti-Predeal (intre 1876 si 1879) si de construirea resedintei regale la
Sinaia (inceputa in 1873 si incheiatd in 1914), iar trecerea spre Transilvania s-a
facut mai ales prin pasul Predeal (Ghid de arhitecturd..., 2020: 8).

Conform legendei de intemeiere, pastrata in localitate in doua variante
la data cercetdrilor noastre din anii 2020 si 2021, dar pe care o aflasem si din
comuna vecind, Starchiojd, unde lucram pe teren incepand din anul 2013
(beneficiind de avantajul ca un coleg de echip4, Cristian Musa, este originar din
comund), satul Batrani — cu toate cd este atestat documentar doar din 1565,
spre deosebire de Starchiojd, atestat din 1418 (Garbea, 2015: 20) - este,
probabil, cel mai vechi dintre satele ce compun tinutul ,,Chiojdurilor” din plaiul
Teleajenului.

Mosneni, oameni liberi ce-si stapaneau teritoriile din hotare (pasunile si
padurile detinute de comunitatile rurale invecinate) in devalmdsie obsteasca,
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batranenii se confrunta, incepand cu sec. al XVlll-lea, cu inegalitatile sociale
cauzate de cumpdrarea pamanturilor de catre cei cu slujpe domnesti: cativa
dintre proprietarii locali, saraciti de biruri, sunt nevoiti sa-si vanda celor bogati
drepturile de mostenire (Garbea, 2015: 23-24). Unul dintre reprezentantii
acestor bogati acaparatori, retinut de folclorul local, este Stefan Macovei,
slujbas al marelui ban Dimitrie Ghica, ale cdrui cruzime si lacomie se transmit
in eposul folcloric haiducesc, in cantecul lui Gheorghelas, unul dintre cantecele
epice definitorii pentru repertoriul batranenilor. Incepand cu anul 1883,
mosnenii din Starchiojd si Batrani se lupta impotriva abuzurilor boierilor din
neamul Macovei si incearcd sa-si recupereze pamanturile (in special muntii de
pasunat, stapaniti de ei in devdlmadsie din timpuri stravechi), demarand actiuni
juridice complicate de clientelismul epocilor. Procesele se sfarsesc in anul
1948, cand Lucretiu Patrascanu le va da castig de cauza mosnenilor, insa noul
regim politic va aduce foarte curand colectivizarea, confiscand pentru Tnca
patruzeci de ani pamanturile din plaiul Teleajenului (Florescu-Pantece, 1992).

Aceasta conjunctura particulara de tensiuni sociale permanente,
cauzate de pierderea terenurilor mostenite, in care au trait batranenii siinainte
de instaurarea regimului comunist si dupa aceea, la care se adauga
indelungata existenta a satului lor, ce-i explica omogenitatea din punct de
vedere demografic si ocupational, cu toatd circulatia intensa si influentele (in
special de peste munti, avand Tn vedere ca drumul Teleajenului a fost un
important drum pastoral) ce s-au manifestat pe plan local, a favorizat, in
privinta continutului repertoriului folcloric poetico-muzical si narativ, o mare
putere de adaptare la schimbare, reflectata in coexistenta unor piese
traditionale cu unele din asa-numitul ,folclor nou”. Astfel, intelegem
contextul larg si ratiunile etnografice pentru care comuna Batrani s-aimpusca
,vatrd” reprezentativd pentru cercetarea folcloristica institutionalizata din a
doua jumatate a sec. XX. In primavara anului 1950 s-a derulat o cercetare de
teren valorificatd de un studiu al Paulei Carp (1957) devenit principala referinta
pentru fondul de documente sonore (fonograme si magnetograme) si fondul
papetar (diverse tipuri de fise, printre care fise de informatori, incluzand
fotografii si fise de informatii) de la Batrani ce se pdstreaza in AIEF. Criteriul
dupa care s-au orientat cercetatoarea Paula Carp si colegii ei de echipa din
1950 si din anii urmatori a fost acela al reprezentativitatii pentru caracterul
sistemic al culturii populare traditionale, culegandu-se cu predilectie cantecele
ale caror versuri ilustrau ,aspecte tipice ale vietii sociale din trecut a
batranenilor” (Carp, 1957: 7).

Tn anii imediat urmatori instaurérii regimului comunist, era prioritar, din
motive politice, sa fie culese ,,cantecele noi”, acelea ,,vechi” putand fi
abordate doar din perspectiva urmaririi ,,evolutiei folclorului” sub aspect
muzical. Prin urmare, s-au cules si cantece ,,noi”, in ton cu ideologia regimului
politic comunist (,,Internationala”, ,,Cantecul partizanilor”, ,,Cantec pentru
pace” s.a.) (Carp, 1957: 11), dar metoda comparatiei intre trecut si prezent a
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furnizat In acel context de constrangeri ideologice un pretext oportun pentru
a se salva, pe cilindri de fonograf si/ sau banda de magnetofon, si repertoriul
local traditional, alaturi de acela conjunctural.

in general, raportarea batranenilor la cantec a fost una dinamica: ei au
adaptat permanent vechile linii melodice la versuri concordante cu
sensibilitatea interpretilor din generatiile mai tinere: ,,Can' s-a-nvechit, asa, de-
o luna de zile, fetele scornesc altele. [...] Pana cand invata cantecul bine, el s-a
si Tnvechit, si daca il canta mai multa vreme, fetele spun: «dsta ie de cand iera
mama fata mare»” (AIEF, | 14523, inf. Rodica Spanu, 14 ani, orig. com. Batrani,
jud. Prahova, culeg. P. Carp, M. Rabinovici, Batrani, 3.11.1952. Transcriere de
loana Fruntelatd, 3.02.2021). Sau: ,,Milodiile sunt tot alea vechi, doar vorbele
sunt altfel. Fetele le compune asa, una di la alta. Unele le place, altele nu,
atunci le schimba” AIEF, | 14523, inf. Rodica Spanu, 14 ani, orig. com. Batrani,
jud. Prahova, culeg. P. Carp, M. Rabinovici, Batrani, 3.11.1952. Transcriere de
loana Fruntelata, 3.02.2021).

Dinamica repertoriului de creatii orale poetic-muzicale din Batrani este,
fard indoiala, reprezentativa pentru transformarile folclorului romanesc din a
doua jumatate a sec. XX si merita consemnata cat mai detaliat. Asa cum
spunea Constantin Brdiloiu, comentand ,yviata muzicala” a Dragusului,
cercetarea repertoriului unui singur sat da seama de ,conditia faptelor
artistice” si obiectul cercetarii nu este ,,numai arta”, ci mai ales, intelegerea
»ycomportamentului spiritual al unui complex social dat, asa cum se ofera el
observatiei” (Brdiloiu, 1979: 101).

REPERTORIUL POETIC FOLCLORIC DIN BATRANI: PIESE DIN ARHIVA
ACTUALIZATE PE TEREN

Referitor la cantecele ,,vechi” ale batranenilor, apreciem ca acestea
constituie, din punct de vedere poetic, un important repertoriu traditional, in
special In ceea ce priveste creatia nerituald, respectiv cantecul epic si cantecul
liric, continuturile pieselor din cele doua categorii organizandu-se, in opinia
noastra, in jurul temei ,,departarii”’, fie ca aceasta este exprimata de miscarile
pastorale, plecarea in armatd, instrdinarea de spatiul natal (prin casatorie ori
deplasare la munca), despartirea celor ce se iubesc ori,,petrecerea” definitiva
spre ,,lumea de dincolo”.

Faptul ca nu s-au pastrat, in egald masura, In fondurile AIEF, si piese
rituale din Batrani, se explica prin grila ideologica impusa de la nivel politic
asupra intregii activitati stiintifice si culturale, in deceniul sase al sec. XX, cel
mai dur al comunismului romanesc. Vom privi, in continuare, repertoriul poetic
reprezentativ cules din Batrani prin raportarea la tipologiile ,,Mioritei”, ale
cantecului epic si baladei familiale, si respectiv, a liricii de dragoste. In aceste
tipologii gasim numeroase exemple din localitate, preluate din fondurile AIEF.

Cantecul epic
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Materialul arhivat reliefeaza doua piese reprezentative pentru eposul
versificat din Batrani, ambele dezvoltate ntr-un peisaj pastoral: ,,Miorita” si
»Gheorghelas”.

Miorita

in tipologia folcloristica poetica a ,,Mioritei”, realizatd de Adrian Fochi,
apar doua variante (CCCLXXXVII. Munt. 37 a si CCCLXXXVIIl. Munt. 37 b) culese
de la doud femei originare din Starchiojd (Maria Gh. Voinea, n. 1873 si Sofica
Streajd, n. 1913), dar care au fost inregistrate la Batrani in anul 1950, de Paula
Carp (prima) si Paula Carp si Boris Marcu (a doua) (Fochi, 1964: 777-779). Din
perspectiva uneiincadrdrimonografice, nu putem trasa o delimitare identitara
ntre Starchiojd si Batrani, doud localitdti inrudite prin geografie, istorie, traditii
mostenite si evolutie sociala si care au acelasi ,,mit fondator” exprimat intr-o
legenda de intemeiere cu numeroase variante, ce personificd Starchiojdul ca
pe ,,fiul cel mai mare” al ,,Batranilor”. Din acest motiv, putem considera cele
doua variante ale ,,Mioritei” ce provin din Starchiojd ca fiind reprezentative si
pentru repertoriul batranenilor. De altfel, discutand cu batranenii despre
,»,Miorita”, Paula Carp afla ca, in Batrani, aceasta se canta mai mult pe la nunti
(Carp, 1957: 34), incadrarea in context ritual argumentand, in opinia noastrd,
locul important ocupat de subiectul mioritic in preferintele ascultatorilor
locali.

Sofica Streajd canta ,,Rita-Miorita” structurand continutul poetic in jurul
a trei motive: dialogul cu oaia nazdravana, testamentul ciobanului si maica
batrana, la care se adauga si un rudiment al motivului ,,portretul
ciobanasului”. Tn varianta inregistrata de Constantin Barbulescu in 1952, de la
aceeasi interpreta, portretul ciobanasului nu mai apare, fiind nlocuit cu o
sinteza a motivului mortii-nunta. Variantele interpretate de Maria Gh. Voinea
(una nregistratd in 1950 de Paula Carp si cealaltd inregistratd in 1952 de
Constantin Bdrbulescu, ambele fiind pastrate in AIEF) dezvolta aceleasi
motive, intre care recunoastem centralitatea motivului testamentar, ,,motivul
mioritic” propriu-zis, nelipsit din nicio varianta consemnata de tipologia lui
Adrian Fochi. In plus, Maria Gh. Voinea include in continut si motivul fluierelor
asezate n locul ingroparii si comunicand, prin actiunea vantului, cu ,,lumea de
dincolo”: ,,Rita, miorita,/ Sa le spui, draguta,/ Sa le spui curatu/ De m-or omori/
S& ma-ngroape-n strunga oilor/ In strunga oilor,/ in jocul mieilor/ Rit&, miorita,/
Buciumasu mieu/ Intr-un paltioru/ Vantu-o adia/ Buciumu-o canta/ Oili s-or
aduna/ Oili s-or strange/ Pa mormant s-or strange/ Pa mine m-or plange/ Cu
lacrami di sange/ Rita, mioritd,/ Fluierasul meu,/ P-un rozor de grau,/ Fluieras di
osu,/ Mult canta duiosu/ Fluieras de fagu,/ Mult canta cu dragu”.

Gheorghelas

In tipologia cantecului epic eroic, alctuita de Al. I. Amzulescu (1981), la
tipul 98 (99) - ,,Gheorghelas”, apar referinte la repertoriul batranenilor,
anume la o fonograma si patru inregistrari pe banda de magnetofon din AIEF.
Pentru exemplificarea tipului, este aleasa varianta culeasa n 1952 de C.
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Barbulescu de la un purtator de patrimoniu exceptional, Gh. Radoias, (n. 3
octombrie 1889, d. cca 1979), cioban de meserie, cu un repertoriu muzical epic
si liric, dar si un repertoriu narativ remarcabil si studiat, de asemenea, de
folcloristii anilor 1950. Continutul cantecului epic,,Gheorghelas” este rezumat
astfel de catre Al. I. Amzulescu: ,,Haiducul Gheorghelas (cdpitan Gheorghitd)
suie dealul Istritei in cdutarea lui Macovei, parcalab de sat. La stana lui mos
Radu (mos Stan) se aseaza la masd, asigurat de cioban ca nu addposteste
niciun strain. Descoperind pe vrajmasul sau ascuns in tarla, haiducul il judeca
pentru samavolniciile Iui si 1l ucide, pedepsind si pe gazda necinstita”
(Amzulescu, 1981: 129-130).

Textul variantei culese de Paula Carp si Ghizela Suliteanu in 1956 la
Bucuresti (AIEF mg. 661 a), tot de la Gheorghe Radoias, poate fi comparat cu
acela din tipologia lui Al. I. Amzulescu, datat 1952 (AIEF mg. 618 f). Se remarca
imediat ca diferentele sunt foarte mici intre cele doua variante inregistrate la
distanta de patru ani. Din varianta mai tarzie lipsesc patru versuri din partea
finala, cand Gheorghelas 1l judecd pe Macovei pentru modul crud in care se
purtase cu el, versuri pe care le notam in continuare cu litere cursive (italice):
,,Cand eram noi sapte frati/ Si tu ne purtai legati/ Din Giurgiu pana-n Galati / M-
aplecam ca sd beau apd,/ Tu-m' dideai cu tocu-n ciafd/ Si beam apd sangeratd/ Cu
mdsele-amesticata! (...)".

Despre,,Gheorghelas”, batraneanul Gh. Mizgoi (n. 1920) spuneain anul
1952 ca: ,,Povestea o stie toatd lumea de p-aici, ca satele astea lucrau la el [la
boierul Macovei]. De cantat mai mult i batrani o stiu. Sa canta mult cand eram
eu copil. Pd la nunti. Si ldutarii il stiau” (fondul de informatii al AIEF, nr. [ 14554,
culegdtor Ghizela Suliteanu, 3.11.1952, Batrani).

,»,Balada lui Gheorghilas” (in doud variante, culese de la Gheorghe
Mizgoi) este pastratd si in prezent (anii 2020-2021), in repertoriul interpretei
Ica Vasile.

Cantecul liric
Motivul mioritic: ,,Ciobdnas de la miori”

Doi dintre interlocutorii nostri din Batrani din anul 2020, Teodor
Manolache si Ica Vasile, au mentionat o ,,doina de ciobanie”, pe care primul a
invatat-o de la,,gazda” unde a locuit cand a venit in sat, dar nu mai tine minte
decat cateva versuri: ,,Frunza verde, foaie latd/ Du-ma, Doamne, inc-o datd/ sa
mai stau ... sa fiu cioban...”. Ica Vasile denumeste acest cantec,,Ciobdnas de la
miori” sau ,,Miorita munteneasca” sifl interpreteaza pentru echipa proiectului
AIDOMA in anul 2021: Frunzulitd, foaie lata,/ Du-ma, Doamne, inc-o datd/ Sa
mai fiu ce-am fost odatd,/ Sa fiu ciobanas la munte,/ Sa pasc oile cornute/ $i
mioarele marunte/ Si sd uit de doruri multe./ Ciobanas cu chica lungd/ Da-ti
oitele la strungd/ Si-o bacitd sa le mulga./ - Ciobanas de la miori, mdi, mdi, mdi,/
Ciobanas de la miori,/ Un' ti-a fost soarta sa mori2/ De jelit cin' te-ajelit?/ - Pasari
mii c-un ciripit./ - De spalat cin' te-a spalat?/ - Ploile cand au picat./ - De-ngropat
cin' te-a-ngropat?/ - Muntii cand s-au daramat./ / : - Fluierasu' un' I-ai pus, mdi?/
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- Pe craca bradului sus, mdi,/ Vantu-n el cand va sufla, mdi,/ Fluierasul va canta,
mdi,/ Oile s-or aduna, mdi,/ Si de mine-or intreba, mdi”.

In secventa ritului funerar indeplinit de elementele naturii, recunoagtem
esenta motivului mioritic exprimat, de data aceasta, In forma lirica.
Investigand materialele culese n anii 1950, descoperim motivul ,,Ciobanas de
la miori” integrat intr-un cantec aparut dupa moartea tragica a aviatorului
Aurel Vlaicu, pe care Sofica Streajd isi aminteste cd l-a auzit In copildrie, cantat
de bdrbatii care munceau ,,la clai” sifl interpreteaza in 1951 pentru Paula Carp.
Vom nota n continuare cu litere cursive fragmentul unde apare motivul care
ne intereseazad in cantecul lui Vlaicu: ,,Vlaicule, strdainu' mamii!/ Ce ti-a zis
maicuta tie,/ Sa te lasi de meserie?/ Meseria-i de la dracu'/ Aia fti rapune capu';/
Si ti-am zis, maic3, ti-am zis/ In ieroplan s3 nu te sui./ Can' s treci muntii cu
flori,/ S& dai méana cu surori,/ Cand sa treci muntii cu brazi,/ Sa dai mana cu-ai
tai frati/ Benzina s-a ispravit,/ Surupur'le s-au slabit./ - Vlaicule, strainu' mamii!/
Unde-ai fost ursit sd mori?/ - In varfu' la brdzisori./ - Mdicutd, cand te-ai sfarsit,/
Pe toate le-ai ispravit./ Faclie cin' ti-a aprins?/ Dupd lume can' te-ai dus?/ Mdicutd,
cin' te-a scdldat?/ - Ploile cand a plouat./ - Mdicutd, cin' te-a-ngropat?/ - Muntii
cand s-au ddramat./ - Cine, maica, te jaleste?/ - Maicuta sa prapadeste;/ Doua
surori s-o cumnatd/ ST draguta de amantd/ S-ai plecat cu avionu'/ Si ne-ai lasat
tot cu doru'” (Carp, 1957: 24).

Lirica de dragoste: ,,Oltule, Oltetule...”

Raportand repertoriul liric al batranenilor la tipologia liricii de dragoste
(Ispas si Truta, 1985), identificim unul dintre motivele frecvente, tipul B 90, al
,,dorintelor de dragoste” implinite prin ,,trecerea obstacolelor — ape” (Ispas si
Trutd, 1985: 144): ,,Oltule, Oltetule,/ Seca-ti-ar paraili,/ Si toate izvoarili,/ Sa-mi
ramaie pietrili/ Sa trec eu cu cizmili/ S&-mi sune potcoavili/ S& m-auza mandrili,
| Mandrili de la Galati/ Cu zuluchii [zulufii] retezati/ C-acolo-s banii mancati
[...]”. Cantecul - interpretat de Gh. Radoias pentru cercetatorul Constantin
Barbulescu 1n 1952 si inclus in AIEF cu numarul de inventar mg 618 g i titlul
»Doind de haiducie” - asociaza dragostea si haiducia, trecerea apei fiind
urmata de urcarea spre codru: ,,Foaie verde salbd moale/ Caprioara surioara/
Coboara dan deal da vale/ Si-mi roade codru' pa poale,/ Si-mi roade poala
codrului/ Sa vad matca Oltului/ Unde Oltu' sa coteste/ Voinici caii potcoveste/
Cu potcoave dd arginti/ Ce sant spornici la fugit/ Voinici caii potcoveste/ Tot da
codru sa gateste”.

In repertoriul contemporan al Icdi Vasile, cele doud motive sunt
inversate, urcarea spre codru fiind primul motiv, urmat de acela al trecerii apei
(nu a Oltului, ci a Teleajenului, cu dor nu de mandrele de la Galati, ci de cele de
la Urlati, denumirile mai noi localizand imaginea poetica mai aproape de satul
Batrani): ,,Frunza verde, sdlcioara,/ Caprioara rosioard,/ la coboard, surioara,/
Coboara din deal in vale,/ Ridica-n doud picioare/ $i roade codru' pe poale,/
Roade poala codrului/ Pe malul Teleajanului, mdi/ Si-apoi, Teleajan, baiatule,
mdi,/ Secati-ar paraiele, mdi,/ Sa-ti ramana pietrele,/ Sa trec eu cu cizmele,/ Sa
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sune potcoavele,/ S& m-auda mandrele, mdi,/ Mandrele de la Urlati/ Cu julufii
retezati,/ C-acolo-s banii bagati, mdi[...]”.

Lirica de instrdinare: ,,Vai de copilu' strein”

Un cantec de instrdinare reprezentativ, pastrat, de asemenea, n
repertoriul interpretei contemporane Ica Vasile, este ,,Vai de copilu' strein”,
pe care-l exemplificdm prin textul variantei din 1950 a Soficai Streaja,
inregistrata cu fonograful: ,,Vai de lin, vai de pelin,/ Vai de copilu' strdin,/ Ca
munceste la stapan;/ El munceste in dreptate/ la leafa pe jumdtate/ Simancare-
a treia parte/ Si bataie cat sa poate,/ C-asa e[-n] strainatate/ Muncesc, mamico,
d-un an,/ Sa fac pelinu' zahar/ Si pelinu-i tot amar,/ Zahdru' e tot zahar./ Pelin
beau, pelin mananc,/ Cu pelin pa ochi ma spal,/ Cu trup'soru’ plin de dor,/ Ca
sunt tare strdior;/ Sunt strain, strdin imi zice,/ Strdior pa un' m-oi duce,/ Mila
nu-i si vorba dulce./ De-as cdlca din urma-n urma,/ P& strdin nu-l mai fac muma,/
De-as calca dan piatra-n piatra,/ Pa strdin nu-l mai fac tata” (Carp, 1957: 21).

In varianta interpretatd de Ica Vasile in anul 2021, pentru echipa
proiectului AIDOMA, apare o caracterizare generald a ,,strainului’’: ,,Ca strainu-
i tot strdin,/ De i-ai face apa vin, mdi/ De i-ai face apa, bere,/ Tot nu-i faci a lui
placere”. De asemenea, este dezvoltatd secventa cautdrii zadarnice a unei
familii absente, ce trimite la motivul orfanului: ,,M3 suii in munti de piatra,/ Sa
vdd mama, sa vad tatd./ Nu vad mama, nu vad tatd,/ Parca-as fi nascut din
piatrd,/ Copilu’ mamii strdin, mdi/ Ma suii in deal cu flori,/ Sa vad frati, sd vad
surori, mai/ Nu vad frati, nu vad surori,/ Nici gradinita cu flori,/ Parc-as fi facut
din flori, mdi”.

Ica Vasile - interpreta contemporana a cantecelor traditionale din Batrani

Tabloul ,,vietii folclorice” a batranenilor, prezentat mai sus prin cateva
mostre ce ilustreazad continuitatea dintre trecut (repertoriul din anii 1950) si
prezent (repertoriul din anii 2000), a putut fi schitat datorita purtatorilor de
patrimoniu pe care i-am intalnit pe teren. Intre acestia, persoana care ne-a
deschis drumul spre cantecul traditional al batranenilor este interpreta Ica
Vasile (Florica Vasile, n. Ceapd, in 1967). Originara din Batrani, Ica Vasile a
urmat o scoala profesionala si cursuri de canto la Scoala populara de arta de la
Palatul Culturii din Ploiesti, obtinand, pe data de 1iulie, 1987, atestatul de artist
liber-profesionist. Si-a cules cantecele de la Maria Miru, Gheorghe Mizgoi si lon
Mizgoi (Plopeanu), persoane inregistrate de cercetatorii Institutului de Folclor
din anii 1950. Tn prezent, Ica Vasile nu mai participa la evenimente in calitate
de artist liber-profesionist, dar isi pastreaza repertoriul local traditional, alaturi
de informatii de context deosebit de valoroase despre viata folcloricad si
muzicala a satului de odinioara.

Echipa proiectului AIDOMA intentioneaza sa urmareasca in continuare
dinamica vietii poetic-muzical-coregrafice traditionale din Batrani, realizand
comparatii cu alte repertorii din localitatile apropiate si interpretand
constantele si variabilele din piesele reprezentative, atat din perspectiva
continuturilor, cat si a sincretismului formelor de expresie.
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CONCLUzII

Analiza semantica a repertoriului poetic folcloric din Batrani evidentiaza
pastrarea unor termeni ce coaguleaza in imagini artistice semnificatiile
,,departarii”’ - padurea, muntele, strdinul. Inventarierea dezvoltarilor poetice
pe care acesti termeni le primesc Tn cantece ne ofera posibilitatea de a urmari
un traseu de continuitate mai profund intre repertoriul din trecut si acela
actual. Tn acest sens, ni s-a parut relevants si discutia cu poeta populara Elena
State din Batrani (n. 1945), care, in anul 2020, ne-a vorbit in primul rand despre
importanta padurii in propria viata si creatie. Am receptat interesul ei pentru
padure ca pe o ,,urmd” semantica a ethos-ului folcloric local, pe deplin
reprezentativa pentru folclorul poetic romanesc, in general.

In acelasi timp, Ins3, cercetarea noastra furnizeaza un material pretios
pentru analiza integrata a versului, muzicii si miscarii, deoarece repertoriul
folcloric local reprezentativ al batranenilor poate fi privit si din perspectiva
transmiterii unei anumite expresivitati primare, ritmice, a limbajelor naturale
(verbal, sonor, corporal) ale fiintei umane. In aceastd directie, o subtild
observatie a Paulei Carp (1957), anume c4d, in performarea Floricdi Mizgoi, o
exceptionald cantareata din frunza si din voce a anilor 1950, ,,chiar cantecele
mai noi din sat [...] par uneori mai vechi”, ni se pare ca ar deschide o cale
promitatoare pentru interpretari viitoare.
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