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FROM THE 15TH - 19TH CENTURIES

Research Assistant Paul-Alexandru Remes
The Folklore Archive of the Romanian Academy in Cluj-Napoca

SUMMARY

In a multicultural space, where traditions change from one century to
another, it is appropriate to make a brief historical foray into a few
names that have contributed to the general image of dance. Both
Romanian and foreign sources will be presented, with the intention of
making an objective approach, referring specifically to those travellers
who wrote about the dances present in and around the Carpathian
basin. These areas, intensely troubled by political and social changes,
offer humanity dances of great historical importance, which sprang
from the creative and performance genius of the inhabitants. Romanian
dance is described by rhythmic complexity, through which virtuosity
and exceptional dancing is developed. It is created from the inner
strength of each dancer but at the same time, it can be a kinetic
variation of a previous pattern. Shepherd’s dances are the oldest
documented ones, thus the identification of the predominant style can
be easy to understand. Many of the elements that describe the way of
life in the past centuries that influenced the folkloric dances are found
and can be observed today in the living, immaterial culture of the
Romanians and the minority populations in Romania. Identifying this
historical information brings us closer to understanding the dance itself
and complements the scientific analysis with essential information for
defining kinetic and choreographic concepts. The celebrations of
various occasions by the rulers of certain regions seem to be the most
frequent moments that include the old descriptions of the dance. As
one of the generally found reasons for dancing is the desire to assert
skill, most documents detail the acrobatic character of the dance
performed. This paper, as a direction in historical-social and
ethnochoreological research, provides new valences and dimensions.

REZUMAT

Intr-un spatiu multicultural in care traditiile se transformd de la un secol
la altul, se cuvine sd facem o scurtd incursiune istoricd pentru a
evidentia cateva nume care au contribuit la formarea unei imagini
generale a dansului romanesc. Din dorinta unei aborddri obiective se vor
prezenta atat surse autohtone cat si surse strdine, referindu-ne in mod
special la acei cdldtori care au scris despre dansurile prezente fin
interiorul si in jurul bazinului Carpatic. Aceste zone intens frimdntate
de schimbdrile politico-sociale, oferd umanitdtii dansuri de o mare
importantd istoricd, care au izvorat din geniul creator si interpretativ al
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locuitorilor. Dansul romdnesc se descrie direct prin complexitate
ritmicd, ceea ce dezvoltd virtuozitatea si exceptionalul. Poate fi creat
din forta interioard a fiecdrui dansator dar In acelasi timp poate fi o
variatie cineticd a unui model precedent.

Jocurile ciobdnesti prezintd cea mai mare vechime atestatd, astfel
identificarea stilului preponderent poate fi usor de inteles. Multe din
elementele care descriau modul de viatd din secolele trecute au
influentat dansurile folclorice care se gdsesc si se pot observa astdzi in
cultura vie, imateriald a romanilor si a populatiilor minoritare din
Romania. Identificarea acestor informatii istorice ne duce mai aproape
de intelegerea dansului in sine si completeazd analiza stiintificd, cu
informatii esentiale pentru definirea conceptelor cinetice si coregrafice.
Celebrdrile cu diferite ocazii, ale conducdtorilor anumitor regiuni, par a
fi momentele cel mai des intdlnite in descrierile vechi despre dans. Unul
dintre motivele general intdlnite pentru joc, este dorinta de afirmare a
iscusintei, majoritatea documentelor detaliind caracterul acrobatic al
dansului executat. Fiind o directie de cercetare istorico-sociald si
etnocoreologicd, expunerea de fatd, poate cdpdta noi valente si
dimensiuni.

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

INTRODUCTION

The principles that underlie the development of a certain social-artistic
phenomenon, in our case folk dance, are the ones that delimit the operational
limits and contribute to the greatest extent in defining the style for this
complex. The choreographic cultural life of the various communities may have
evolved, to a very large extent, following the theory of “decayed goods”
belonging to the Swiss folklorist John Meier. He says that most of the time
what we consider folklore was first a cultivated creation, and the artistic
goods of the upper classes are taken up by the masses and eventually become
popular. These theories have been both confirmed and disproved throughout
history, but they provide us with a basis for analysing the transformation of
these social-cultural phenomena. The dance patterns previously used before
aperiod in history provided the basis for the development of the so-called new
styles, which in time became common styles, and at a distance of about a
century, specialists identify them as independent styles or old styles.
Romanian ethnochoreology separates dances with old and very old substrata
based on several criteria: first of all, using the criterion of the rhythmic
structures, which is the most significant, closely followed by the dialectal
melodic structures of the songs that accompany these dances, as a unit of
analysis, taking into account and emphasizing their syncretic character.

With the emergence of performances in an organised setting, that
first took place, in the not-too-distant past, at fairs, markets so-called nedei or
other meeting places of several communities, choreographic life adopted a
new style defined by the stage artistic group. Before it was performed on the
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stage, dance had a completely different appearance, and its role fulfilled
completely different functions than today. In the following paragraphs, we
discuss some important sources that refer to the presence of dances in the
Romanian cultural space.

HISTORICAL INCURSION

According to the researcher Constantin Costea, the first notes that
appear in specialised literature record some indirect facts that refer to
Wallachian dance starting from the 15th century. Antonio Bonfini (or
Bonfinius), chronicler of King Matthias Corvinus, describes the battle on
Campul Painii between Sebes and Orastie. In honor of the victory “[...] after
drinking wine they began to dance bravely. They were playing the game of
armed soldiers, making a lot of noise.” The quote continues with the
description of the drunken state that all the fighters were in, but also with the
out-of-the-ordinary description of Timisoara’s governor, Pavel Chinezul, who
grabbed a dead Turk between his teeth and danced with him the so-called
Herculean dance, which denotes strength and bravery.

Fig. 1. “With Bagpipe”- in Sohodol, Alba county, 22nd of April 1927
(the Tache Papahaghi fund from IAFAR, No. 1811)
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Itis Melius Juhas Peter (1565) who gives the following important notes
about an outlaw dance performed to a bagpipe tune in the 16th century that
was quoted by Pesovar Erno: “The outlaw was set in motion by the bagpipe
to dance the outlaw dance.” This type of dance shows continuity in time
because it is also found in various accounts a century later and at its peak, it
aroused the interest of the nobles who danced it with gusto. Valeriu Braniste
in his work ‘“Music and dance in the 16th-17th century”, published in Anonimul
Bandtean, refers to such dances in the context of the celebration of the son
of a well-known noble, named Thurzé, when he obtained the title of rector.
The text that is especially interesting from this chronicle is: “[...] they entered
with pomp to the sound of the violin, the trumpet, the flute and the bagpipe
[...]. After the meal, the dances begin, including the outlaw dance with swords
and axes, with quick and varied movements that show a special skill [...]”.

In the tablature of Jan of Lublin from 1540 two dances are mentioned:
Haiducky and Conradus, dances that have been frequently highlighted by
ethnomusicological researchers who mention that the first song is a variant of
Banu Madrdcine, and the second is a variant of the dance Tarina from Abrud.

An equally important documentary testimony is provided by the poet
Balassa Balint, who, according to Emilia Comisel, was a lover of Romanian folk
music and dances. This testimony so far constitutes the first evidence of
shepherd dances in this cultural area. At the coronation ceremony of Emperor
Rudolf Il in 1572, Balassa Balint won the dance competition in the royal gallery,
performing this impressive shepherd’s dance. The information has been
adopted by several researchers in the field, from the Romanian area, and also
international researchers, and represents a

source of great importance for the identity of the shepherd dance and
the Cdlusari dance.

Martin Opitz (one of the greatest German poets of the 17th century)
was invited to Transylvania by Prince Bethlen Gabor in 1622 to give lectures at
the newly founded Reformed University, in Alba lulia. After visiting the gold-
bearing mountains, he fell in love with these wonderful areas and then
composed the poem Zlatna (Zlatna oder von Ruhe des Gemidits - Zlatna or about
peace of mind), with 583 lines, which was translated by George Cosbuc and,
later, by Mihai Gavril.
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Fig. 2. Folk costume from Zlatna - Valea Dosului (Ms. Popescu), Alba county, 1924
(the Tache Papahaghi fund from IAFAR, No. 02)

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

[Preserving your costume and your wonderful dance too]
[Both of which stem from the same ancient root]
[Such as the famous hora that has no equal elsewhere in the world]
[It’s a small hora now, but then it grows bigger]

[Two small steps you shyly take shortlygoing ‘round]
[Making the movement smooth like in a deer game]
[Holding each other’s hands and leaning to one side]

[Then to the other like swinging waves]
[The men one step behind towards the women]
[Lean... How beautiful your women are! [...]]
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According to Emilia Comisel, folk dances reach a high level of
development in the 16th century, and the 17th and 18th centuries offer a
picture of the much more evolved choreographic spectrum, in tandem with
the social trends of the time.

In 1781 Franz Joseph Sulzer published Die Geschichte des
Transalpinischen Daciens in Vienna, a reference work for the historical course
of dance. | have consulted two volumes of this manuscript kept in the “Lucian
Blaga” Library in Cluj-Napoca, in which | have identified six Romanian songs,
which are printed in tables | and II. In this regard, we found that the consulted
manuscripts were not complete. The two volumes are a veritable source of
information about the way of life of the so-called Transalpine Dacians. So, the
17th-century Romanian dance is documented by names such as Martin Opitz,
Daniil Speer, Paul Strassburg, NicoloBarsi, lon Caioni, and other names of
those who were impressed by the Wallachian, Moldavian, and intra-
Carpathian cultural areas.

Romanian dance tunes from the 18th century can be found in Codex
Caioni started by Matyas Seregely and then completed by loan Caioni (loan
Cdianu), a Catholic cleric and scholar of the time born in Leghia village,
Aghiresu commune, not far from Cluj-Napoca. The document contains 346
musical pieces, some being ballets of the time, others court dances, and,
grouped, 10 popular Romanian melodies, 8 of which are melodies for dances.
There have been debates in Romanian musicology for a long time concerning
the subject of the songs in this Codex, including important names of
ethnomusicologists who analysed and processed this content, such as
Martian Negrea, Sigismund Toduta, Romeo Ghircoiasu, and others.

Manuscrisul de fajd insd reprezinld nu numai preocupdrile muzicale, slilistice si eslelice ale
lui Cdianu, ci si caraclerul culturii muzicale care s-a formal in sec. XVIIin aceastd parte a Europei.
Pe parcursul studierii manuscrisului observdm alit caracleristici specifice Transilvaniei acelei epoci,
cil si trdsdluri care reflectd concordanfa cu dezvollarea viefii muzicale si tendinfelor europene ale acelei
vremi.

Confinutul manuscrisului este divers: cuprinde allt piese ale cdror trdsdturi aminlesc de polifonia barocd
timpurie, de praclicarea basului cifrat, de concerful religios, cit si de slilul instrumenlal din acea epocd
si de dansurile stilizate. Aslfel, documentul alestd inlrepdtrunderea muzicii religioase cu cea laicd. Ceea
ce face sd creascd valoarea manuscrisului este faplul cd Ioan Cdianu, fidel aulenticitd{ii In redarea muzicald
a cules un numdr insemnal de dansuri §i cinlece populare romdnesti, unguresli si slovace.

Codicele a avul un destin dramatic in secolul nostru. Timp de mai mulle decenii a fost finul
ascuns, §i numai de curind, prinir-un miracol, a fost scos la iveald Intr-o stare bund, pulind fi si res-
taurat. Acum, cind colaborarea romdno-ungard face posibild editarea lui, aces! document intrd din nou
tn circuitul natural al bunurilor spirituale, asa cum esle si firesc pentru o colectie a epocii renascenliste
ttrzii care imbogdleste si reprezintd o regiune si in acelagi timp toald Europa. Doar acum, dupd aproape
peste 300 de ani de la redactarea manuscrisului, avem intr-adevdr posibilitatea sd-I cunoastem, sd-l studiem
tn iniregime, sd-l asezdm la locul lui cuvenil, in istoria muzicii §i prin aceasta si cunoastem mai de
aproape alil cullura muzicald a epocii, cil si personalitatea lui Cdianu. Prin urmare, lot ceea ce editorii
scriu In studiile care-l insofesc nu reprezinld rezultaiul final al unei perioade de cercelare, ci incepulul ei

Dr. OCTAVIAN LAZAR COSMA Dr. LASZLO DOBSZAY
profesor universitar profesor universitar
Bucuresti Budapesta

Fig. 3. Extract from Musicalia Danubia No. 14A, 1993, Bucharest.
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In the 18th century, notes about outlaw and individual dances can still
be found. Also, it is very interesting that this is the period for the beginnings
of the recruitment dance, which is known today as Bdrbunc, or in Slovak and
Hungarian, verbunk (from German Werbung = military recruitment, a term
used in this sense in the past centuries in the Habsburg army). Thus, army
recruitment was organised during special dance gatherings (this practice of
dance meetings was previously the most important ‘excuse’ for social
meetings), an interesting phenomenon, which can be an important topic for
the field of research of ethnochoreology.

Fig. 4. Hora dance in Arinis Gorj county, 20" of July 1930
(the Tache Papahaghi fund from IAFAR, No. 1550)

Also, the cdlusari custom and the dance of the cdlusari begin to take
on an increasingly meaningful image in the community and in the salons of the
time; ‘Cdlusarii dancers, as individuals, become people with superior qualities
both in terms of agility, as great dancers, and on the spiritual level, which
causes even churchmen to wish to enter their group (ceata) [...]’ This quote
refers to Prot opopul Petru from Ordstie, whose story, according to Ovidiu
Barlea, was a model ofinspiration for lon Agarbiceanu’s story entitled
Sldbiciunea pdrintelui Grigore[The Weakness of Father Grigore], who was
caught by parishioners while dancing the Cdlus dance inside the church’s altar.

Dimitrie Cantemir (1714-1716) in his book Descriptio Moldavie gives
important data on the dances practiced in the 18th century, and even if there
are no scores with the dance music, he gives impressive descriptions, directly
related to the rituals practiced during that time. The work is monumental and
highly debated by historians, linguists, ethnologists, and other important
branches of the social sciences.
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A century later, in 1845, Augustino de Gerando in his work La
Transylvanie et ses habitants develops the topic of Romanian dance up to that
time. He describes the dances in these areas as Romanian dances and they
‘always experience an idea, a fact and have a definite meaning’. During this
period, the so-called ballroom dances, composed but inspired by folklore,
begin to take shape and have great influence among the masses. This is the
period when the teachers Stefan Emilian and lacob Muresanu arranged the
three dances that were later practiced intensively in the salons of the time,
namely: Romanul - Cdluserul, Bdtuta Cdluserilor, and Banu Mdrdcine.

= i,

Fig. 5. Male folk dance group from Delinesti, Caras county, 20th of June 1931
(the Tache Papahaghi fund from IAFAR, No.591)

CONCLUSIONS

Although these data are only a part of the entire historical journey that
is needed for traditional Romanian ethnochoreology and choreography, we
are trying, among other important tasks that we have within the Folklore
Archive Institute, to put this information together in order to have a clearer
picture of the question “Where do we come from and where are we going?”’
in this branch of research. Romanian dance has its own history and is situated,
syncretically, in the “dance trinity” thanks to the three languages used: text,
music, and choreography.

Following the chronological arrangement and cataloguing of these
data, we can understand better what influences were at the basis of the
consolidation of the five styles present in Romanian choreographic folklore:
the Danube, the West, the East, the Carpathian, and the Macedo-Romanian.
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Instead of a conclusion, we leave a few lines from the preface of the
publication of the great folklorist Ovidiu Barlea, who signalled the reality of
folk dance research at the beginning of the 1980s. ‘Paradoxically, folk dance,
according to unanimous opinions the oldest form of art, remained the last to
receive the attention of scientific research. The delay is explained by the
difficulty of notating movements accurately. If literature and music have had
an alphabet at hand for a long time, choreography has lacked such a
convenience, contenting itself with oral transmission, as from master to
apprentice, sometimes resorting to the convoluted subterfuge of literary
description to record the Fig.s.’

CATEVA DATE DESPRE ISTORIA DANSULUI ROMANESC IN
IZVOARE SCRISE DIN SECOLELE XV - XIX

Cuvinte cheie
Atestare, origine, dans, evolutie, influente.

INTRODUCERE

Principiile care stau la baza dezvoltarii unui anumit fenomen social -
artistic, in cazul nostru dansul popular sau dansul de tip folcloric, sunt cele care
delimiteaza limitele operationale si care contribuie in cea mai mare masura la
definirea stilului pentru acest complex. Viata cultural coregrafica a diferitelor
comunitati, este posibil sa fi evoluat, intr-o foarte mare masurd, in
conformitate cu teoria ,,bunurilor decdzute”, care i apartine folcloristului
elvetian John Meier. Acesta spune cd, de cele mai multe ori, ceea ce
consideram folclor a fost mai intai o creatie cults, iar bunurile artistice ale
claselor superioare sunt preluate de mase si ajung in timp sa fie populare.
Aceste teorii sunt confirmate si infirmate indelungul istoriei dar ne ofera o
baza pentru analiza transformarii acestor fenomene social-culturale.
Modelele de dans utilizate anterior oricarei perioade au oferit baza pentru
dezvoltarea asa-ziselor stiluri noi, care in timp au devenit stiluri comune, iar la
distanta de aproximativ un secol, specialistii le identifica ca si stiluri de sine
statatoare sau stiluri vechi. Etnocoreologia romaneasca imparte indirect
dansurile cu substrat vechi si foarte vechi bazandu-se pe mai multe criterii: in
primul rand avem criteriul structurilor ritmice folosite, care este cel mai
pregnant, mai apoi urmand Tndeaproape, ca unitate de analiza, structurile
melodice dialectale ale melodiilor care acompaniaza aceste dansuri, tinand
cont si subliniind caracterul sincretic.

Odata cu aparitia reprezentatiilor intr-un cadru organizat, initial
acestea desfasurandu-se, in trecutul nu foarte indepartat, In targuri, piete,
nedei sau alte locuri de intalnire a mai multor comunitati, viata coregrafica
adopta un nou stil, definit de gruparea artistica scenica. Pana la scena, dansul
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avea cu totul alta fatd, iar rolul sdu indeplinea cu totul alte functii decat in
prezent. Aratam Tn cele ce urmeaza, cateva surse importante care certifica
prezenta dansurilor in spatiul cultural in care ne aflam.

INCURSIUNE ISTORICA

Conform cercetatorului Constantin Costea, primele nsemnari care
apar in literatura de specialitate ar consemna unele fapte indirecte care fac
referire la dansul valah incepand cu secolul al XV-lea Antonio Bonfini (sau
Bonfinius), cronicar al regelui Matei Corvinul, descrie lupta de la Cdampul Painii
dintre Sebes si Or3stie. In cinstea victoriei ,,[...] dupa ce s-au infierbantat de
vin au fnceput sa danseze vitejeste. Jucau jocul soldatesc Tnarmati, facand
mare larma.” (Costea, 1988). Citatul continud cu descrierea starii bahice in
care se aflau toti luptdtorii, dar si cu prezentarea iesita din comun a banului
Timisoarei - Pavel Chinezul, care a apucat un turc mort intre dinti si a dansat cu
el asa numitul dans herculean, ceea ce denota forta si vitejie.

=
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Fig. 1. ,,Cu cimpoiul” - in Sohodol, jud. Alba, 22 aprilie 1927,
(IAFAR, Fondul Tache Papahaghi, nr. 1811)
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Melius Juhas Peter (1565) este cel care ne ofera urmatoarele insemnari
importante despre un dans haiducesc executat pe o melodie de cimpoi in
secolul al XVI-lea, citat din Pesovar Erno:,,Pe haiduc cimpoiul |-a pus in miscare
sa joace dansul haiducesc” (Erné, 1973). Acest tip de dans prezinta
continuitate in timp deoarece se regaseste in diferite scrieri si un secol mai
tarziu si starneste inclusiv interesul nobililor care 1l danseaza cu pofta. Valeriu
Braniste Tn lucrarea sa, ,,Muzica si dans Tn secolul XVI-XVII”’, publicatd Tn
Anonimul Bdndtean, face referire la astfel de dansuri intr-un context de
celebrare a obtinerii titlului de rector. Textul care ne parvine si ne intereseaza
in special din aceasta cronica este: ,,[...] au intrat cu pompa in rasunetul viorii,
trambitei, flautului si cimpoiului (...) Dupd masa incep dansurile, printre care
cu sabii si topoare dansul haiducilor, cu miscari iuti si varietate care arata o
deosebitd dibacie”.

In tabulatura lui Jan din Lublin de la 1540 in care sunt prezente doud
dansuri: Haiducky si Conradus, dansuri care au fost frecvent evidentiate de
catre cercetatorii etnomuzicologi cu mentiunea ca prima melodie este o
varianta de Banu Mdrdcine, iar cea de-a doua este o variantd a Tarinii din Abrud.

O atestare documentarad la fel de importanta este oferita de poetul
Balassa Balint, care conform Emiliei Comisel, este un indragostit de muzica si
jocul popular romanesc (Comisel, 1967). Aceasta descriere, pand in acest
moment, constituie prima atestare a jocurilor ciobanesti din acest spatiu. in
cadrul ceremoniei de incoronare a imparatului Rudolf al ll-lea din 1572, Balassa
Balint a castigat competitia de dans din galeria regalg, interpretand acest dans
ciobanesc impresionant. Informatia este preluata de mai multi cercetatori in
domeniu, din spatiul romanesc, dar nu numai, si reprezintd un izvor de mare
importanta pentru identitatea jocului ciobdnesc si a jocului caluseresc.

Martin Opitz (unul dintre cei mai mari poeti germani ai secolului XVII)
a fost invitat in Transilvania de catre principele Bethlen Gabor in anul 1622
pentru a sustine cursuri la Universitatea Reformata, proaspat infiintata la Alba
lulia. Acesta, vizitand muntii auriferi, se indragosteste de aceste zone mirifice
si mai apoi compune poemul Zlatna (Zlatna oder von Ruhe des Gemlits - Zlatna
sau despre linistea sufleteascd), cu 583 de versuri, care este tradus de George
Cosbuc si, ulterior, de Mihai Gavril.
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Fig. 2. Port din Zlatna - Valea Dosului (dna. Popescu), jud. Alba, 1924,
(IAFAR, Fondul Tache Papahaghi, nr. 02

In acest poem se evidentiazi latinitatea locuitorilor intalniti, pornind
de la limba folosita in vorbire, urmarind obiceiurile practicate si multe alte
aspecte dintre care cel mai important, pentru noi, este descrierea dansului.

,»Pastrandu-va si portul si minunatul joc,
Din vechea radacina pornite dintr-un loc
Precum vestita hord ce-n lume seaman n-are;
Acum e-o hord mica, apoi se face mare;
Marunti doi pasi 1i bateti sfios 1n scurt ocol
imladiind miscarea ca-n jocul caprelor;
Cu maini de mane prinse plecandu-va-ntr-o parte,
Apoi spre cealalta ca valuri leganate,
Inspre femei barbatii cu-n pas mai inapoi
Se-nclina... Ce frumoase-s femeile la voi![...]” (Gavril, 1981)

Conform Emiliei Comisel, dansurile populare ating un inalt nivel de
dezvoltare in secolul al XVl-lea, iar secolele XVII si XVIII ofera o imagine
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referitoare la spectrul coregrafic, mult mai evoluatd, in tandem cu tendintele
sociale ale vremii.

Franz Joseph Sulzer publicd la Viena in 1781, Die Geschichte des
Transalpinischen Daciens, o lucrare de referinta pentru parcursul istoric al
dansului. Am consultat doua volume ale acestui manuscris pastrate fin
Biblioteca ,,Lucian Blaga” din Cluj-Napoca, in care am identificat 6 melodii
romanesti, care sunt tiparite in tabulele I si Il. In aceasta privintd am constatat
cd manuscrisele consultate nu erau complete. Cele doua volume sunt o
veritabila sursa de informatii despre modul de viatd a asa numitilor daci
transalpini. Asadar, secolul XVII pentru dansul romanesc este documentat de
nume precum Martin Opitz, Daniil Speer, Paul Strassburg, Nicolo Barsi, loan
Caioni si alte nume ale celor care au ramas impresionati de cultura muzical-
coregrafica valaha, moldoveneasca si intra-carpatica.

Melodii romanesti de dans din secolul XVIlI se pot gasiin Codex Caioni,
inceput de Matyas Seregely si completat apoi de loan Caioni (loan Caianu),
cleric si carturar catolic al vremii nascut nu departe de Cluj-Napoca, in satul
Leghia, comuna Aghiresu. Documentul contine 346 de piese muzicale, unele
fiind balete ale vremii, altele dansuri de curte si, grupate, 10 melodii populare
romanesti dintre care 8 sunt melodii de dansuri. Muzicologia romaneasca a
dezbatut multa vreme acest subiect al melodiilor din acest codex, atragand
nume importante de etnomuzicologi care au analizat si care au prelucrat acest
continut, precum: Martian Negrea, Sigismund Toduta, Romeo Ghircoiasu si
altii.

Manuscrisul de fajd tnsd reprezinld nu numai preocupdrile muzicale, slilistice si esletice ale
lui Cdaianu, ci si caraclerul culturii muzicale care s-a formal tn sec. XVIIin aceastd parte a Europei.
Pe parcursul studierii manuscrisului observdm alil caracleristici specifice Transilvaniei acelei epoci,
cil si trdsdluri care reflectd concordanfa cu dezvollarea viefii muzicale si tendinfelor europene ale acelei
vremi.

Con{finutul manuscrisului este divers: cuprinde atll piese ale cdror trdsdluri aminlesc de polifonia barocd
timpurie, de praclicarea basului cifral, de concertul religios, cil si de stilul instrumenlal din acea epocd
si de dansurile stilizate. Astfel, documentul alestd tntrepdtrunderea muzicii religioase cu cea laicd. Ceea
ce face sd creascd valoarea manuscrisului este faptul cd Ioan Cdianu, fidel aulenlicitd{ii In redarea muzicald
a cules un numdr insemnal de dansuri §i cinlece populare romdnesti, unguresti si slovace.

Codicele a avul un destin dramatic in secolul nostru. Timp de mai multe decenii a fost finul
ascuns, §i numai de curind, prinir-un miracol, a fost scos la iveald inlr-o slare bund, pulind fi si res-
taural. Acum, cind colaborarea romdno-ungard face posibild editarea lui, acesl document infrd din nou
tn circuitul natural al bunurilor spirituale, asa cum este si firesc pentru o colecfie a epocii renascentiste
tirzii care imbogdfeste si reprezintd o regiune si in acelagi timp toatd Europa. Doar acum, dupd aproape
peste 300de ani de la redactarea manuscrisului, avem intr-adevdr posibililatea sd-l cunoastem, sd-l studiem
tn intregime, sd-1 agezdm la locul lui cuvenil, in istoria muzicii §i prin aceasta sd cunoagtem mai de
aproape atit cultura muzicald a epocii, cil si personalilatea lui Cdianu. Prin urmare, tol ceea ce edilorii
scriu In studiile care-l Insofesc nu reprezinld rezultalul final al unei perioade de cercelare, ci Incepulul ei

Dr. OCTAVIAN LAZAR COSMA Dr. LASZLO DOBSZAY
profesor universitar profesor universitar
Bucuresti Budapesta

Fig. 3. Extras din Musicalia Danubia 14A, 1993, Bucuresti.
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Tn secolul al XVIll-lea regasim in continuare insemnari despre dansurile
haiducesti si cele individuale. De asemenea, foarte interesanta este aceasta
perioadd pentru inceputurile dansului de recrutare, pe care il stim in ziua de
astazi sub numele de Bdrbunc sau in limba slovaca si maghiara verbunk (din
germana Werbung, recrutare militard, termen utilizat Th acest sens in secolele
trecute n armata habsburgica). Astfel recrutarile in armatd se realizau in
cadrul ocaziilor de joc, un fenomen interesant, am spune, care poate constitui
un subiect important pentru domeniu.

Fig. 4. Hora In Arinis jud. Gorj, 20 iulie 1930
(IAFAR, Fondul Tache Papahaghi, nr. 1550)

De asemenea calusarii si dansul calusarilor incep sa capete o imagine
tot mai pregnanta si Tn comunitate si saloanele vremii ,,Cdlusarii ca indivizi
devin oameni cu insusiri superioare atat pe planul agilitatii, ca jucatori, cat si
pe planul spiritual, ceea ce determina pana si fete bisericesti sa ravneasca a
intra in ceata lor”. Citatul face referire la Protopopul Petru de la Orastie,
povestea caruia, conform Ovidiu Barlea, a fost un model de inspiratie pentru
povestirea lui lon Agarbiceanu cu titlul Sldbiciunea pdrintelui Grigore, care a
fost surprins de enoriasi in timp ce dansa cdlusul in interiorul altarului.

Dimitrie Cantemir, Tn opera sa Descriptio Moldavie, ne ofera date
importante privind jocurile practicate in secolul XVIII si chiar daca nu sunt
prezente partituri cu muzica de joc, ofera descrieriimpresionante ale acestuia,
in legatura directa cu ritualurile practicate. Lucrarea este monumentala si
foarte dezbatuta de istorici, lingvisti, etnologi si alte ramuri importante ale
stiintelor sociale.

Un veac mai tarziu, la 1845, Augustino de Gerando prin lucrarea sa La
Transylvanie et ses habitants dezvolta subiectul dansului romanesc de pana
atunci. El descrie dansurile din aceste zone ca fiind dansuri romanesti si
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acestea ,,experimenteazd intotdeauna o idee, un fapt si au un sens definit” (de
Gerardo, 1845). In aceasta perioada incep sa prinda forma si s3 aiba influent3
in randul maselor asa zisele dansuri de salon, compuse, dar cu inspiratie din
folclor. Aceasta este perioada in care profesorii Stefan Emilian si lacob
Muresanu aranjeaza cele trei dansuri care ulterior se practica intens n
saloanele vremii, anume: Romanul - Cdluserul, Batuta Cdluserilor si Banu
Mdrdcine.

B
M% «
f. ¥

Fig. 5. Echipd barbateasca de dansuri populare, Delinesti, jud. Caras, 20 iunie 1931
(IAFAR, Fondul Tache Papahaghi, nr. 591)

CONCLUzZII

Desi aceste date sunt doar un crampei din intregul periplu istoric,
necesar de altfel etnocoreologiei si coregrafiei traditionale romanesti,
fncercam printre alte sarcini importante pe care le avem in cadrul Institutului
Arhiva de Folclor, sa punem laolalta informatii, pentru a avea un rdspuns cat
mai clar si amanuntit la intrebarea ,,De unde venim si incotro ne indreptam?”
in aceasta ramura de cercetare. Dansul romanesc are o istorie proprie ce se
situeazad, in mod sincretic, in ,,trinitatea dansului” datorita celor trei limbaje
folosite: text, muzicd, coregrafie.

In urma aranjarii si catalogarii cronologice a acestor date putem
intelege mai bine ce influente au stat la baza consolidarii celor 5 stiluri
prezente in folclorul coregrafic romanesc si anume: cel Dundrean, Apusean,
Rdsdritean, Carpatic si Macedo-Roman.

In Incheiere 13sam cateva randuri din prefata publicatiei marelui
folclorist Ovidiu Barlea, care semnala realitatea cercetarii dansului popular, la
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inceputul deceniului al Vlll-lea al secolului trecut: ,,in chip paradoxal, dansul
popular, dupa pareri unanime cea mai veche forma de artd, a ramas cel din
urm3 in atentia cercetarii stiintifice. Intarzierea se explicd prin dificultatea
notdrii exacte a miscarilor. Daca literatura si muzica au la indemana de multa
vreme cate un alfabet, coregrafia a fost vdduvita de atare comoditate,
multumindu-se cu transmiterea orald, ca de la maestru la ucenic, uneori
recurgand la subterfugiul alambicat al descrierii literare pentru consemnarea
figurilor.” (Birlea, 1982)

REFERENCES

Diamandi, S., Papp, A. (1993), Musicalia Danubia 14/A-Codex Caioni, Bucuresti.

de Gerando, A. (1850), La Transylvanie et ses habitants, Paris, Au comptoir des
imprimeurs unis, Quai Malaquais.

Barlea, O., (1982), Eseu despre dansul popular romanesc [Essay on Romanian
folk dance], Bucuresti, Ed. Cartea Roméaneasca.

Cantemir, D. (1716), Descriptio Moldavie, Neamt Monastery.

Comisel, E., (1967), Folclor Muzical [Musical folklore]. Bucuresti: Editura
didactica si pedagogica.

Costea, C., (1988), Jocurile fecioresti transilvanene (atestari documentare)
[Transylvanian men’s dances (documentary attestations)], Revista de
Etnografie si Folclor [Ethnography and Folklore Magazine], tom. 33, no.1.

Seregély, M., and Caioni, J., (1634 — 1671), Codex Caioni, Michaza/ Calugareni,
Sumuleu Ciuc and Lazarea.

Mihail, G., (1981), Translation by M. Opitz, Zlatna - cumpana dorului, [Zlatna,
cradle of longing] foreword by V. Netea, afterword by Al. Tanase, Bucharest.

Pesovar, E., (1973), A Magyar tanctdrténet évszdazadai, Budapest, Népmiivelési
Propaganda Iroda.



