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SUMMARY

The present work is a plea for the opening of a new approach to
Romanian folklore in general and traditional music in particular, by
restoring it in the form of a performance, through the art of directing.
Starting from the evolution of the stage activity of the Romanian
Traditional Music Ensemble “Icoane” of the “Gheorghe Dima” National
Academy of Music in Cluj-Napoca, we present, chronologically, the steps
that were the basis for the realization and staging of three
performances: “Carols and ritual songs from Transylvania” (2012); “The
Romanian soul between now and then” (2016); “Transylvanian carols”
(2017). By describing in detail the process of conceiving these
performances, supplemented by images and video recordings from the
stage, we want to offer, as detailed as it is possible, a picture of the
directorial conception process of such a performance, and to provide a
model of folklore staging, a model that can and should be replicated. In
order to preserve and make our Romanian folklore known, it is
necessary to create such productions that depict the rituals of the
archaic village community. For this, it is necessary that the restitution
be made under the supervision of folklore directors with specialized
professional training and represent the result of a common effort to
capitalize on stage the research activity of specialists in the field:
ethnologists, ethnomusicologists, ethnolinguists, ethnochoreologists
etc.

REZUMAT

Lucrarea de fatd constituie o pledoarie pentru deschiderea unei noi
directii de abordare a folclorului romdnesc in general si a muzicii
traditionale In mod special, prin restituirea acestuia sub formd de
spectacol, prin intermediul artei regizorale. Pornind de la evolutia
activitatii scenice a Ansamblului de Muzicd Traditionald Romdneascd
»lcoane” al Academiei Nationale de Muzicd ,,Gheorghe Dima” din
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Cluj-Napoca, sunt prezentate, cronologic, demersurile care au stat la
baza realizdrii si punerii in scend a trei spectacole: ,,Colinde si cdntece
rituale din Transilvania” (2012); ,,Sufletul romdnesc intre acum si
atunci” (2016); ,,Colinde transilvane” (2017). Prin descrierea in amdnunt
a procesului de concepere a acestor spectacole, completatd de imagini
si Tnregistrdri video din timpul reprezentatiilor, dorim sd oferim o
imagine cat mai detaliatd a procesului de concepere regizorald a unui
spectacol de gen, si sd oferim un model de regie de folclor, model ce
poate si se doreste a fi replicat. Pentru a ne pdstra si face cunoscut
folclorul, este nevoie sd se creeze astfel de spectacole care sd infdtiseze
ritualurile comunitdtii satesti arhaice. Pentru aceasta este necesar ca
restituirea sd se facd sub supravegherea unor regizori de folclor cu o
pregatire profesionald de specialitate si sd reprezinte rezultatul unui
efort comun de valorificare scenicd a activitdtii de cercetare a
specialistilor din domeniu: etnologi, etnomuzicologi, etnolingvisti,
etnocoreologi s.a.

Keywords
Folklore direction, folklore director, ethnospectacology, traditional Romanian
music, performing arts, ethnoscenology

INTRODUCTION

Motto:

“There is no Romanian duty more worth fulfilling and no effort
more useful, than to make the younger ones, those who come
after us, share in the spiritual goods inherited from the past, to
hand them over to them as a dowry of great price”

(Breazul, 1993: 11).

Currently, in our country, there is an abundance of cultural events that
bring before the viewers different facets of Romanian folklore. Often,
however, these productions are made only to serve as entertainment and to
attract as large an audience as possible. However, we are of the opinion that
the purpose of folklore productions must be to bring the public closer to the
essence of traditional Romanian culture and to educate. Why? Because it is the
younger generations who have the task of carrying forward the traditional
culture and thus preserving the national identity. But, whereas not long ago
the “restitution” of traditions and spiritual-traditional values could be
achieved naturally, passing from one generation to another, the current
generations no longer possess the ‘“deciphering key”. In this regard, we
believe that one of the most appropriate and current ways to deal with this
problem s by scenic “restitution”, in the form of performance. However, even
if the term performance is one frequently used by the organizers of cultural-
folkloric events in Romania, it still continues to have a pejorative connotation,
due to its “external, material character, suitable to entertain, not to educate”
(Pavis, 2012: 366). Thus, through what in the present paper, we call a
performance, we want to move away from the meaning of performative and
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get closer to a more current meaning of the term, similar to the one in theater,
where, “- everything is significant: the text, the scene, the place of the theater
and the hall(...); - all means are suitable for theatrical production: speech, play,
new technical means” (Pavis, 2012: 366). In the case of folklore, we are of the
opinion that the shows must respond, first of all, to the educational purpose,
but also because the show does not exist without the audience, they must be
attracted by using methods and means in accordance with current trends in
the performing arts. In this sense, the rituals of the archaic village community
can constitute an important means of scenic representation that can respond
to the tastes of the young public if they are presented in a syncretic way (as it
happened at the origins), by combining all the specific forms of manifestation:
traditional vocal and instrumental music, traditional dance, folk language and
poetry, traditional clothing and accessories, bodily attitudes (gesture,
movement, expression), etc. On the other hand, the notion of a production
intrinsically means staging, which, in turn, requires the presence of a director,
namely a person who “has the mission of staging a play, assuming the
aesthetic and organizational responsibility of the show, choosing the actors,
the text, using the scenic possibilities available to him.” (Pavis, 2012: 316).

Taking these considerations into account, this paper presents the ways
of realizing this type of syncretic production and brings to attention the
formulation of three new notions in the stage practice of Romanian folklore:
folklore directing, folklore director and ethnospectacology.

HISTORY OF THE NOTIONS OF FOLKORE DIRECTOR AND FOLKORE
DIRECTION

The concepts of folklore director and folklore directing are not currently
found in the Romanian or universal performing arts terminology. They belong
to me and were formulated based on my personal experience, starting from
2002 when | started my courses at the “Gheorghe Dima” Academy of Music in
Cluj-Napoca, specializing in musical theater direction. | then attended master’s
courses in Performing Arts and in 2014 | obtained the title of Doctor of Music,
in the field of Musical Performing Arts. In parallel, however, unconsciously and
somewhat unintentionally, this preoccupation with directing gradually began
to be reflected and manifested in another field, adjacent to my specialization
and with which | came into contact from the first years of studentship, namely
Romanian traditional music. At the beginning as a singer in the Romanian
Traditional Music Ensemble “Icoane” and then as a member of the musical
folklore collection team led by prof. dr. loan Bocsa: 6 years in Sdlaj County and
3 years in the Apuseni Mountains. The experience of collecting traditional
music from the Romanian villages made me know the repertoire that we were
performing within the Ensemble from a different perspective, not only from a
musical aspect but also from a syncretic aspect,which I started gradually to
capitalize in the activities of the “Icoane” Ensemble. Thus, | went from being a
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member in the Ensemble, to being a director, more precisely to being a
folklore director.

BRIEF FORAY INTO THE STAGE ACTIVITY OF THE ROMANIAN TRADITIONAL
MUSIC ENSEMBLE “ICOANE”

From its establishment in 1994, until 2012, the activity of the Traditional
Music Ensemble “Icoane”, of the “Gheorghe Dima” Academy of Music in Cluj-
Napoca, consisted of recitals and concerts that aimed to restore the sound
and to return to the general public some archaic folk music productions, taken
either from Collections made at the beginning of the 20th century, or from
materials collected from the field, from different areas of the country, by the
members of the Ensemble (teachers and students). The repertoire covers the
cycle of life, including ritual songs that accompany the main events of the life
of the archaic village community: birth, army, marriage, work, death, and
customs over the year such as harvesting or carolling. In this form was
designed every stage event of the Ensemble, so that each time a musical
sample from each genre was presented to the audience, varying only the
dialect area.

Fig. 1. Video recording of the wedding song Asa-irdndu’ fetielor

In 2006, there was a first collaboration of a group of 13 girls from the
Ensemble, with the “Lucian Blaga” National Theater from Cluj-Napoca, for the
theatre play The banquet or the road to Momfa, directed by Mihai Maniutiu.
“The play is about the different faces of death, the way it insinuates itself into
the lives of each of us, sooner or later, more directly or more subtly, as well as
mislead, confusion, regret and the promise of a ray of sunshine - all coming
after death has already set in, namely “it was killed” (online source: author
Cristina Modreanu, accessed on 14.09.2023).

The role of the group of girls was that of mourners who, through ritual
funeral songs and wails, provide the only “sunbeam’ and the passage into the

light (fig. 2).



Fig. 2. Image from the performance The Banquet or the Road to Momfa, with
the group of mourners (photographer Nicu Cherciu)

In 2010, on the occasion of the Ensemble’s anniversary concert, at Casa
Universitarilor, in Cluj-Napoca, as a director, | tried to introduce some
elements to “dress up” the performance, such as the installation of mobile
light spots with different colored filters depending on the moment depicted,
to potentiate the emotional state in accordance with the ritual song
performed; selecting costumes and accessories as traditional as possible;
adopting a more natural body position and abandoning the position of
overlapping arms in front of the abdomen.

In 2012, a second collaboration with the National Theater “Lucian Blaga”
from Cluj-Napoca followed, this time with the Ensemble members as main
protagonists. The conception of the new production, which was entitled
Carols and ritual songs from Transylvania, meant stepping into a new stage of
interpretation, and moving from recitals and concerts to a broader stage
approach, a production.

1. THE PERFORMANCE CAROL AND RITUAL SONGS FROM TRANSYLVANIA
(2012)

The production Carols and ritual songs from Transylvania had the first
representation on December 15, 2012 at the “Lucian Blaga” National Theater
in Cluj-Napoca, followed, during the same month, by several other
performances in various national cultural institutions such as: the Art Theater
in Deva, the “Lucian Blaga” House of Culture from Sebes, the State Theater
from Oradea, the “Eugen Nicoara” House of Culture from Reghin and the Lyric
Theater “Elena Teodorini” from Craiova.
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In the conception and staging of this show | had the role of artistic
consultant, the direction was made by Andreea lacob and the scenography by
Valentin Codoiu. In creating the scenario, it was desired to preserve the
pattern of the previous concerts, of presenting, through sound, all the
“thresholds” of man’s passage through life and the custom of carolling, while
the goal of the production team was to make the ritual songs and the context
in which they were performed in the old traditional village more accessible to
the public’s understanding. In this way, the staging work focused on the one
hand on the scenographic aspect, and on the other hand on the arrangement
of the members in the entire stage space.

The sequence of moments was as follows: Birth; Lioara (young girl play);
Bee; Army; Harvest; Wedding; Funeral; Carolling.

Set designer Valentin Codoiu created a seemingly simple but very
ingenious scenography, using only a few pairs of white-transparent “pants”
(fig. 3), as they are called in Romanian stage terminology, with which the
perspective image was created. Thenimages were projected (representing old
pictures) related to the musical moment depicted. Thus, the visual sensation
created was that of penetration and interpenetration of the performers in the
projected images (fig. 4).

Figure 3. Stage “pants”, in Valentin Codoiu’s scenography
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Fig. 4. Stage pants with image projection, scenography by Valentin Codoiu

Regarding the arrangement of the members of the Ensemble in
space, different movements were designed to be in accordance with the
moment presented, and a small documentation was made on how these
events were carried out in the traditional Romanian village. For example, for
the song Liora, which is a song of “twinning” of the girls, we followed the
stage transposition of the movements as we found it in the description of the
game from the book named Musical Folklore from Bihor by Traian Mirza, in
which, next to the score, the following observation appears: “from the group
of girls two rows are formed - a larger row with two players in front, or pairs
in a row, which pass under the “gate” raised (by joining hands) by a pair in
front, etc., a situation in which those from the smaller group have the
possibility to choose, “each the one they like” from the larger group” (Mirza,
1974: 95). In the performance were created three gates made by pairs of girls
holding together a veil (the veil was used as a symbol throughout the whole
performance, changing its meaning depending on the moment - at birth it
signifies the child in the mother’s arms, at the wedding it means the bride’s
veil, etc.), and two performers passed through these gates one by one. You
can view the moment by scanning the QR code (fig.5):



188

Fig. 5. Excerpt from the production Carols and ritual songs from Transylvania

The show was represented in the following years, until 2015, in the
month of December, in numerous cultural locations in the country. In 2014, in
collaboration with Romanian Television, it was represented at the Romanian
Athenaeum in Bucharest and broadcast on TVR1. In 2015, a national itinerant
tour was held at the Trade Union Culture House, Alba-lulia; House of Culture
“Lucian Blaga” from Sebes; Palace of Culture from Targu Mures; International
Hotel from Sinaia; Classical Theater “loan Slavici” from Arad; “Serghei
Lunchevici” National Philharmonic from Chisindu.

2. THE PERFORMACE ROMANIAN SOUL BETWEEN NOW AND THEN (2016)

Following the same pattern of the events of the life of the archaic
village community, in 2016 we conceived the production entitled The
Romanian soul between now and then, by combining traditional Romanian
vocal and instrumental music with dance and the poetry by Lucian Blaga.

In making this show, | tried to bring more of my training and
experience as a director to the stage activity of the Ensemble. Thus, | started
by compiling the director’s notebook, going through all the “classic” stages:

Documentation on the topic;

Selection of vocal pieces, poems and traditional dances;

Conception of the scenario and the schedule of the moments of the
action;

Rehearsals and staging.

The documentation on the subject involved going through a wider
literary selection regarding the context in which traditional Romanian vocal
music pieces were integrated into the performance of specific rituals. At the
same time, | made a documentary about the universe of Lucian Blaga’s poetry,
the main source being the book of lon Pop named Lucian Blaga. The Lyrical
Universe. The important ideas, which we considered to serve the purpose of
our performance, were noted in the director’s notebook (fig. 6).
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Fig. 6. Image from the director’s notebook regarding the documentation on
Lucian Blaga’s poetry

Based on the documentation, | built the show around the fundamental
theme that emerges from Lucian Blaga’s poetry, namely that of the
relationship between the individual self and the great universe. On the one
hand, the world is given as a fully constituted whole and dependent on a
higher order, and on the other hand there is the human subject who oscillates
between contradictory options, likely to clarify or cloud the image of the
universe. In the performance, | have narrowed this issue of Blaga’s poetry
from universal laws to the laws of traditional Romanian village life, so that
individual experiences are manifested by relating them to the specific events
imposed by village life, or in other words, to the “thresholds” of man’s
passage through life.

b) Selection of vocal pieces, poems and dances. The choice of vocal
pieces and poems was made interdependently. First, | made arecord of all the
pieces found in the repertoire of the “Icoane” Ensemble, and at the same time
| wrote the title of Lucian Blaga’s poems and the poetic ideas found in the
volumes Poems of light, Steps of the prophet and The great transition (fig. 7).
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Fig. 7. Image from the director’s notebook, with the title of the poems and
the poetic ideas taken from the volumes Poems of light and Steps of the
prophet

After this stage, | started collaborating with the other specialists,
ethnomusicologists and ethnochoreologists: university professor loan Bocsa,
leader of the “Icoane” Ensemble, university lecturer Alina Stan, instructor of
the “Icoane” Ensemble and choreographer Paul Remes, instructor of the
“Mugurelul” Student Ensemble of the Babes-Bolyai University. The materials
selected by mutual agreement (poems, vocal and instrumental pieces,
traditional dances) were chosen in such a way as to serve in the composition
of a scenario in which all important rituals from the life of the village
community were included: birth, marriage, joining army, the dance in village,
death. Traditional dances were chosen for the dancing in the village ritual,
among which was the “wives’ hora”, an old dance from the Rosia de Secas
area, Alba County. The dance is part of the Girls’ Purtata dance category which
is performed in a circle, bilaterally, and the arms are held crossed behind the
back. From a musical point of view, the dance is made up of two parts: first
the introduction or walk, after which the actual dance follows with several
step variations. In an archaic form the dance tune was sung vocally. Today, the
dancers are accompanied by one or two instrumental players.

c) Conception of the scenario and the schedule of the moments of the
action. The distribution was as follows: the young individual (actor), the old
individual (actor); village community: vocal group (12 girls, 12 boys), dancing
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group (8 pairs), instrumental group (3 instrumentalists), 1 piper (fate). The
place of action: in the old traditional village.

The show consists of three moments. Each of these moments begins
with a song performed on the Traditional Romanian flute (personification of
destiny) and is built around the fundamental ideas that emerge from Lucian
Blaga’s three volumes of poems, respectively: Poems of light, Steps of the
prophet and The great transition.

MOMENT 1. In the volume Poems of Light, the self merges with the
universe, is open to communication with the outside. External phenomena are
felt as intimate events, and individual movements reverberate in amplified
echoes in the great universe. Characteristic of this volume is the tension
towards coming out of oneself and the aspiration of the subject to be included
in the frenetic dynamics of the cosmos. Consequently, | associated this
moment with the village events, the dances of the young people in the village
and the wedding. In addition, to capture the idea of NOW and THEN,
respectively the passing of life, the show begins with a lamenting(funeral)
song.

The unfolding of action moments:

Traditional Romanian flute

—_

Ritual Funeral Song: Hora mortului

Poem: Liniste

Poem: Vreau sd joc

Traditional dances: Haiddu; Hora nevestelor
Ritual wedding song: la-ti, mireasd, ziua bund
Traditional dance: De doi

Ritual wedding song: Tri pomnitad

© BN QY AW

Poem: Ghimpii

MOMENT 2. In the volume The Prophet’s Steps, the degradation of the
self-universe relationship takes place. The human subject no longer
participates directly in elemental reality and leaves the age of primal
innocence, entering under the regime of questioning, doubt and, as such, the
suffering of being alienated from the harmonious community. The alienated
self becomes the bearer par excellence of a restless consciousness, not at
peace with itself and the world. In the show, | associated this moment, among
the events of village life, with the moment of joining the army.

The unfolding of action moments:

1. Traditional Romanian flute

2. Poem: Veniti langd mine, tovardsi
3. Ritual song of joining the army: Doamne, negri mai sunt muntii
4. Poem:inlan
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5. Harvest Song: Pd mdnunchi, secerd dragd
6. Poem: Leagdnul
7. Joining the army Ritual Song: Nu-mi pare rdu cd ma duc.

MOMENT 3. In the volume The great transition, the ego re-approaches a
destiny of everyone. There is a return to the mother’s breast, of a symbolic-
ritual nature, suggesting the regeneration of the subject, a “new birth”. It
means, in a way, the abolition of time, of the “great passage”, to the extent
that the retracement of the lived ages ends with a new identification with
“childhood”. In the performance, | associated with this moment the events of
village life that belong to the period of maturity, family life, customs over the
year, such as harvest and the old man’s dance. In addition, the “great
passage” is captured by superimposing a funeral song over a lullaby.

The unfolding of action moments:

Traditional Romanian flute

-

Poem: Sufletul satului

Ritual harvest song: Add apd la cunund
Chanting: Strigdturd la cunund
Traditional dance: Purtatd de pe Campie
Poem: Scrisoare

N ow s W

Lullaby and ritual funeral song: Haia lin, lin, cu mama; Pdmantule,
negrule

8. Poem: Catren (audio recording with the recitation of Lucian

Blaga)

d). Rehearsals and staging. Simultaneously with the accomplishment of the
schedule of the action moments, the basic movements of the actors and
groups representing the village community were also conceived and noted in
the director's notebook. Later, during the rehearsals, it was considered that
the movements should be as natural as possible, namely the position and
movement on stage, as well as the body expression (gesture, facial
expression, look), to be in accordance with the emotions and feelings derived
from the ritual and the song related, specific. You can watch the show by
scanning the QR code (fig.8):

Fig. 8. The show The Romanian soul between now and then
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In order to favor a natural interpretation and at the same time to be able
to recreate as closely as possible the atmosphere of the traditional village,
unconventional and different scenic spaces were chosen for the performance,
such as the “Lucian Blaga” Memorial House in Lancram, the Ethnographic
Museum of Transylvania (open-air section) from Cluj-Napoca (fig. 9), the
Gabud Monastery, Alba county (fig. 10), the Astra open-air museum from Sibiu

(fig. 11).

Fig. 9. Image from the show in the Ethnographic Museum of Transylvania,
Cluj-Napoca

~
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e

Fig. 10. Image from the performance at Gabud Monastery, Alba County



Fig. 11. Image from the show at the Astra Museum, Sibiu

In 2018, based on the script, the film Romanian Soul. Now and thenwas
made, directed by Viorel Costea.

3. THE PRODUCTION TRANSYLVANIAN CAROLS (2017)

Whereas at the beginning | followed the same pattern, bringing to the
public all occasional genres, gradually | tried to get closer to a certain genre in
more detail and to conceive scenarios that encompass all the forms of
syncretic manifestation specific to a certain ritual. In 2019, | made up during
the Stage festival, the production entitled From the sun to coolness, based on
the funeral ritual. Previously, in 2016, | created the scenario for the show
Transylvanian Carols, with the intention of making traditional carols (especially
those with secular text) more accessible to the public, by designing a scenario
that recreates as closely as possible the ancient performance of the custom
with all its moments. At the same time, we wanted to facilitate the
understanding of the meaning of certain practices in the development of this
tradition and the function of carolling in the village community, for which, in
addition to the carolers and the instrumental group, we introduced a reciter
and a narrator. | considered that reciting the text of certain carols, with the
appropriate vocal intonation, can make the audience more able to understand
their semantic meaning. In addition, | introduced some narrative texts that
provide essential information in understanding the custom of carolling and
the specific moment depicted. These narrative texts were formulated based
on the directorial documentation work, the main bibliographic sources from
which | took and compiled the texts being: Constantin Clemente, Romanian
traditions (2007); loan Bocsa, Romanian carols (2003); Petru Caraman,
Carolling for Romanians, Slavs and Other Peoples (1983); Gheorghe Pavelescu,
Carols from Transylvania (2005); Monica Bratulesu, Romanian carol (1981).
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The show consists of six distinct moments:
1. Carolling on the road;
2. Carolling at the window;
3. Carolling in the house - specific carols;
4. “With reason” carols, the dance in the house, the turca
game;
. Apocryphal carols and the announcement of gifts;
Carolling today - transmission of carols.

o\ VU1

In the composition of the schedule, | first registered all the carols that
can be found in the repertoire of the “Icoane” Ensemble, after which |
associated them with the corresponding moment in the unfolding of the
custom. At the same time, | also made a chronological arrangement,
depending on the evolution of the carol, over time, from a musical and literary
point of view, starting from the oldest carols (with secular texts), to the
apocrypha (with religious texts) and finally to the custom of carolling
nowadays. Today carolling happens less and less often, which is why the last
moment was thought of in such a way as to create a unity, a union of the stage-
hall, performers-audience space, by carolling together. The breaking of the
barrier between the stage and the hall was something I also pursued it in the
opening of the show, by bringing the band of carolling boys onto the stage
through the concert hall.

The moments of the performance were composed by alternating the
narrative text with the recitation and the carolling (fig. 12).

Narator:

Amestecul de crestin si profan este foarte prezent n colinde, de exemplu
in colindele legate de wvandtoare, personajele biblice coexistd cu
personajele mitologice populare: IUDA este monstru acvatic cu pui sau
animal salbatic vanat in padure; cerbul, leul sau soimul pretind a fi
SFANTUL ION ori trimisul lui Dumnezeu; porumbita sau vulturul, pretinde
a fi SFANTA MARIA.

= Colinda ,Cerbii negri-n codrii-5i bat” (grup mixt de colindatori)

Narator:
in multe colinde, FACEREA LUMII este descrisa in imagini foarte
uternice si sugestive, dar profund legate de imaginatia taranului

RECITARE:
D-asta-i sara, sara mare
Doamneleo, Domnului Doamne

Domnu tare sa-nirista,
Mana stang-o scutura

Sara mare-a lui d-Ajun
Inspre zua lui Craciun

S-0 ndscut s-un Domn tanar,
Domn tndr ca Dumnezau,
Domnu mic, mare-mi creste
Si mai mare sa face

Croi ceru si pAmantu,

Croi ceru dan trei zile

Si pamdntu-n noud zile.
Tinsa ceru pe pamant,
Cum il tinsa, nu s-ajunsa.
Domnu tare sa-nirisia_
IMana stdng-o sculura,

Tri inele jos picard

Tri ingen sa ndicara,

Tri ingeri cu tri zbiciuri,

Cu tri zbiciun d-ali de foc.
Tot pocneau si zbiciuieu,
Vi adanci ca s3 ficeu
Tinsé cer s-a doua oara,
Cum il tinsa nu s-ajunsa

Tri inele jos picara

Tri ingeri s3 ridicara,

Tri ingeri cu tri zbiciuri,
Cu tri zbiciun ¢-ali de foc.
Tot pocneau si zbiciuiau,
R&u pamantu-l zguduiau,
Munfi inalti s& ridicau
Tinsa cer s-a treia oard,
Cum fl tins3, bini ajunsa.
Domnului bine-i pare,
Frumos ceru-mi zugrave,
Tat cu stele maruntale

Si cu doi luceferei,

Pus3 luna intre ei,

Pus3 luna cu lumina,
Soarele cu razile

Si pdmantu-mpodobe
Tot cu flori mirositoare

Si cu ape curgdtoare

Si te, domn bun, vesélesie,
C-o-nchindm cu s&natate

Fig. 12. Image from the director’s notebook regarding the conception of a

part from the third moment of the performance
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In the stage performance, | paid attention that the gestures, the facial
expressions, the posture sand the movement on stage should be reduced as
much as possible, just as it actually happens at the time of real carolling. In
order to give dynamism to the unfolding of the moments, the accent was
placed on the visual interaction between the members of the Ensemble and
on the bodily transmission of the state of mind suggested by the text of the
performed carol. The arrangement in the space was made taking into account
the three distinct moments of the custom that we marked in the scenography
by projecting three corresponding images: the village road, the host’s yard
and the interior of the host’s house. The atmosphere was created by using a
blue light to suggest the atmosphere of winter and snow.

The production was presented in 2016 at Cinema “Florin Piersic” in Cluj-
Napoca, Union Square in Oradea, Main Square in Suceava, Holy Trinity Church
in Dej, Romanian Opera in Timisoara, “Lucian Blaga” House of Culture in
Sebes, “Holy Friday” Cathedral in Zaldu,“l. L. Caragiale” National Theater in
Bucharest, in partnership with the Romanian Television, broadcast live on
TVR3 and replayed on TVR1.You can watch the broadcast recording by
scanning the code(fig.13)

Fig.13. Video recording of the Transylvanian Carols production

CONCLUSIONS

What | wanted to bring to your attention by presenting these ways of
staging rituals and traditional Romanian music in particular? The fact that the
traditional archaic village can offer us infinite, incomparable, and priceless
artistic materials through which we can restore the traditional culture both to
future generations and to the whole world. Currently, in our country, most
specialists in the fields of ethnolinguistics, ethnochoreology or
ethnomusicology focus their attention on carrying out research that is largely
aimed only at their field of interest and that often remains only on paper or at
most, they are brought to the stage as “returns” specific to a single domain.
Or, through the show, the work of the specialists in the field can be fully
exploited and fructified. Thus, we urge them to try an exercise of imagination
and think about what it would be like for all their individual work to be part of
a common effort of stage-theatrical restitution of traditional culture? This co-
creation effort could pave the way for a new research field of national folklore,
specifically Romanian, to be called Ethnospectacology. This new field could
constitute our national footprint in the universal performing arts, and we
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could join it to the practice that Jean Marie Pradier calls Ethnoscenology,
meaning “the study, in different cultures, of organized spectacular human
practices and behaviors” (Pavis, 2012: 136).

RITUALURILE COMUNITATII SATESTI ARHAICE ROMANESTI,
DE LA TRADITIE LA ARTA SCENICA

Cuvinte cheie
Regie de folclor, regizor de folclor, etnospectacologie, muzica traditionala
romaneascd, artele spectacolului, etnoscenologie.

INTRODUCERE
Motto:

,,hu e datorie romdneascd mai vrednica de a fi indeplinitd sinu e
osteneald mai de folos, decdt ca sd facem pdrtasi pe cei mai tineri,
pe cei ce vin dupd noi, de bunurile sufletesti mostenite din
vechime, sd li le preddm lor ca pe o zestre de mare pret ”
(Breazul, 1993: 11)

In prezent, in tara noastrd, existd o abundentd de evenimente
culturale care aduc in fata spectatorilor diferite fatete ale folclorului
romanesc. Ins3, deseori aceste productii sunt realizate doar pentru a servi
drept divertisment si pentru a atrage un public cat mai numeros. Or, suntem
de pdrere ca scopul productiilor folclorice trebuie sa fie unul de apropiere a
publicului de esenta culturii traditionale romanesti si de educare. De ce?
Deoarece tinerele generatii sunt cele care au sarcina de a duce mai departe
cultura traditionald si, astfel, de a pastra identitatea nationala. Ins3, daca nu
pana demult ,,restituirea” traditiilor si a valorilor spiritual-traditionale se putea
realiza in mod firesc, trecand de la o generatie la alta, generatiile actuale nu
mai detin ,,cheia de descifrare”. In acest sens, consideram c3 una dintre cele
mai adecvate si actuale modalitati prin care se poate veni in intampinarea
acestei probleme, o reprezintad ,,restituirea” scenicd, sub forma de spectacol.
Totusi, daca termenul de spectacol este unul frecvent folosit de catre
organizatorii de evenimente cultural-folclorice din Romania, el continuad inca
sa aibd o conotatie peiorativa, prin ,,caracterul sau exterior, material, potrivit
sa distreze, nu sa educe”(Pavis, 2012: 366). Astfel, prin ceea ce in lucrarea de
fatd, numim spectacol, dorim sa ne indepartam de acceptiunea de spectacular
si sa ne apropiem de o acceptiune mai actuald a termenului, similara celei din
teatru unde, ,,- totul este semnificativ: textul, scena, locul teatrului si al salii
(...); - toate mijloacele sunt potrivite pentru montarea teatrala: discurs, joc,
mijloace tehnice noi” (Pavis, 2012: 366). In cazul folclorului, suntem de parere
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cd spectacolele trebuie sa raspunda, mai intai de toate, scopului educativ, dar
totodata fiindca spectacolul nu exista fara public, acesta trebuie atras prin
utilizarea unor metode si mijloace conforme tendintelor actuale din artele
spectacolului. In acest sens, ritualurile comunitatii satesti arhaice pot constitui
un mijloc important de reprezentatie scenica, ce poate raspunde gusturilor
publicului tandr daca sunt infatisate in mod sincretic (asa cum se intampla la
origini), prin Tmbinarea tuturor formelor specifice de manifestare: muzica
vocala siinstrumentala traditionala, dans traditional, limbaj si poezie populars,
imbracdminte si accesorii traditionale, atitudini corporale (gest, miscare,
expresie) s.a. Pe de altd parte, prin notiunea de spectacol se intelege intrinsec
si punerea in scena care, la randul ei, necesita prezenta unui regizor, adica o
persoand care ,are misiunea de a monta o piesa, asumandu-si
responsabilitatea estetica si organizatorica a spectacolului, alegand actorii,
textul, utilizdnd posibilitatile scenice care fi stau la dispozitie.” (Pavis, 2012:
316).

Avand in vedere aceste considerente, prezenta lucrare vine sa
infatiseze modalitatile de realizare a acestui tip de spectacol sincretic, siaduce
in atentie formularea a trei notiuni inedite in practica scenica a folclorului
romanesc: regia de folclor, regizorul de folclor si etnospectacologia.

ISTORICUL NOTIUNILOR DE REGIZOR DE FOLCOR SI REGIE DE FOLCOR

Conceptele de regizor de folclor si de regie de folclor, momentan nu se
regdsesc in terminologia artelor spectacolului romanesc sau universal. Ele Tmi
apartin si au fost formulate in baza experientei personale, incepand din anul
2002 cand mi-am inceput cursurile la Academia de Muzica ,,Gheorghe Dima”
din Cluj-Napoca, la specializarea Regie de teatru muzical. Am urmat apoi
cursurile de masterat Tn Arta scenicd, iar in anul 2014 am obtinut titlul de
Doctor in Muzicd, in domeniul Artele spectacolului muzical. Tn paralel ins3, in
mod inconstient si oarecum neintentionat, aceasta preocupare regizorala a
inceput treptat sa se reflecte si sa se manifeste siintr-un alt domeniu, adiacent
specializarii mele, cu care am intrat in contact din primii ani de studentie, si
anume muzica traditionala romaneasca. Maiintai ca membra a Ansamblului de
Muzica Traditionalda Romaneasca Icoane si apoi ca membrd in echipa de
culegere de folclor muzical condusa de catre prof. univ. dr. loan Bocsa: 6 ani
in judetul Salaj si 3 ani In Muntii Apuseni. Experienta de culegere a muzicii
traditionale din satele romanesti, m-a facut sa cunosc repertoriul pe care il
interpretam 1n cadrul ansamblului dintr-o alta perspectiva, nu doar sub aspect
muzical ci si sub aspect sincretic, iar acest lucru aminceput safl valorific treptat
in activitatile Ansamblului Icoane. Astfel, am trecut de la calitatea de membru
la cea de regizor, mai precis la cea de regizor de folclor.
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SCURTA INCURSIUNE N ACTIVITATEA SCENICA A ANSAMBLULUI DE
MUZICA TRADITIONALA ROMANEASCA ICOANE

De lainfiintare, din anul 1994, pana in anul 2012, activitatea Ansamblului
de Muzica Traditionald Romaneasca Icoane, al Academiei de Muzica
»Gheorghe Dima” din Cluj-Napoca, consta 1n recitaluri si concerte prin care se
urmareste restaurarea sonora si restituirea publicului larg a unor productii
muzicale folclorice arhaice, preluate fie din culegeri realizate la inceputul
secolului al XX-lea, fie din materiale culese din teren, din diferite zone ale tarii,
de catre membrii ansamblului (cadre didactice si studenti). Repertoriul
abordat acopera ciclul vietii, cuprinzand cantece rituale ce Tnsotesc
principalele evenimente ale vietii comunitatii satesti arhaice: nastere, catdnie,
casatorie, munca, moarte si obiceiuri de peste an, precum secerisul sau
colindatul. Sub aceasta forma era conceput fiecare eveniment scenic al
ansamblului, astfel incat de fiecare data se aducea in fata publicului cate o
mostra muzicald din fiecare gen, variind doar zona dialectala. Acest tip de
abordare aducea 1n fata publicului doar aspectul muzical al ritualurilor, iar
amplasarea interpretilor urmadrea tiparul dispunerii corale, pe mai multe
randuri, cu miscari in spatiu si corporale reduse, cu mainile petrecute una
peste alta si puse in fata abdomenului, dupa cum se poate observa si n
interpretarea cantecului de mireasa Asa-i randu’ fetielor, din cadrul concertului
de la Casa Armatei din Cluj-Napoca, din anul 2009. Momentul se poate viziona
prin scanarea codului QR (fig. 1):

Fig. 1. Inregistrarea video a cantecului de mireasa Asa-i randu’ fetielor

In anul 2006, are loc o prima colaborare, a unui grup de 13 fete din
ansamblu, cu Teatrul National “Lucian Blaga” din Cluj-Napoca, pentru piesa
Banchetul sau drumul spre Momfa, in regia lui Mihai Maniutiu. ,,Piesa are ca
subiect diferitele fete ale mortii, felul in care ea se insinueaza in viata fiecdruia
dintre noi, mai devreme sau mai tarziu, mai direct sau mai subtil, precum si
deruta, confuzia, regretul si promisiunea uneiraze de soare - toate venite dupa
ce moartea s-a instalat deja, adica ,,a fost murita” (sursa online: autor Cristina
Modreanu, accesatd in 14.09.2023).

Rolul grupului de fete a fost acela de bocitoare care, prin cantecele
rituale funebre si prin bocete, asigura unica ,,raza de soare” si trecerea Tn
lumina (fig.2).
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Fig. 2. Imagine din spectacolul Banchetul sau drumul spre Momfa, cu grupul
de bocitoare (fotograf Nicu Cherciu)

Tn anul 2010, cu prilejul Concertului aniversar al ansamblului, de la Casa
Universitarilor, din Cluj-Napoca, in calitate de regizor, am incercat sa introduc
cateva elemente de ,,invesmantare” a interpretarii, precum montarea unor
spoturi mobile de lumind cu filtre colorate diferit Tn functie de momentul
infatisat, pentru a potenta starea emotionala in concordanta cu cantecul ritual
interpretat; selectarea costumelor si a accesoriilor cat mai traditionale;
adoptarea unei pozitii corporale mai firesti si renuntarea la pozitia bratelor
suprapuse, in fata abdomenului.

In anul 2012, a urmat o a doua colaborare cu Teatrul National ,,Lucian
Blaga” din Cluj-Napoca, de data aceasta avand ca protagonisti principali,
membrii ansamblului. Conceperea noului spectacol care s-a intitulat Colinde si
cdntece rituale din Transilvania, a insemnat pasirea Intr-o noud etapa de
interpretare si trecere de la recitaluri si concerte, la 0 abordare scenica mai
ampla, de spectacol.

1. SPECTACOLUL COLINDE SI CANTECE RITUALE DIN TRANSILVANIA (2012)

Spectacolul Colinde si cdntece rituale din Transilvania, a avut
premiera in 15 decembrie 2012 la Teatrul National ,,Lucian Blaga” din Cluj-
Napoca, urmata, in decursul aceleiasi luni, de alte cateva reprezentatii in
diverse institutii nationale de cultura precum: Teatrul de Arta din Deva, Casa
de Cultura ,,Lucian Blaga” din Sebes, Teatrul de Stat din Oradea, Casa de
Culturd ,,Eugen Nicoara” din Reghin si Teatrul Liric ,,Elena Teodorini” din
Craiova.
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In conceperea si punerea in scend a acestui spectacol, eu am avut
rolul de consultant artistic, regia fiind realizata de catre Andreea lacob, iar
scenografia de catre Valentin Codoiu. In realizarea scenariului s-a dorit
pastrarea tiparului concertelor anterioare, de infatisare sonora a tuturor
,pragurilor” de trecere ale omului prin viatd si a obiceiului colindatului. Tn
schimb, obiectivul echipei de realizare a fost acela de a face mai accesibila
intelegerea de catre public a cantecelor rituale si a contextuluiin care acestea
erau interpretate in satul traditional de odinioara. Tn acest sens, munca de
punere in scena a vizat pe de-o parte aspectul scenografic, iar pe de altd parte
aspectul de dispunere a membrilor in tot spatiul scenic.

Succesiunea momentelor a fost urmdtoarea: Nastere; Lioara;
Sezatoare; Catanie; Seceris; Nuntd; Inmormantare; Colindat.

Scenograful Valentin Codoiu a realizat o scenografie aparent simpla
dar foarte ingenioasa, folosind doar cateva perechi de pantaloni alb-
transparenti (fig. 3), cum se numesc in terminologia scenicd romaneascd, cu
ajutorul carora s-a creat imaginea de perspectivd. Apoi au fost proiectate
imagini (reprezentand poze vechi) aferente momentului muzical infétisat.
Astfel, senzatia vizuald creata era aceea de patrundere si de intrepatrundere
a interpretilor in imaginile proiectate (fig.4).

Figura 3. Pantalonii scenici, in scenografia lui Valentin Codoiu
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Fig. 4. Pantalonii scenici cu proiectie de imagini, scenografia Valentin Codoiu

In ceea ce priveste aspectul de dispunere a membrilor ansamblului
in spatiu, au fost concepute diferite miscari care sa fie in concordanta cu
momentul prezentat, realizandu-se si 0 micd documentare privind modul in
care se desfasurau aceste evenimente in satul traditional romanesc. De
exemplu, pentru cantecul Lioard, care este un cantec de ,,infratire” a fetelor,
s-a urmarit transpunerea scenica a miscarilor regdsite Tn descrierea jocului asa
cum apare si in culegerea Folclor muzical din Bihor a lui Traian Marza, in care,
alaturi de partitura, apare urmdtoarea observatie: ,,din grupul de fetite se
formeaza doua randuri — un rand mai numeros cu doua jucdtoare in fatd, ori
perechi insiruite, care trec pe sub poarta ridicata (prin impreunarea mainilor)
de o pereche din fata etc.- , situatie in care cele din partida mai mica, au
posibilitatea de a alege, fiecare pe cine place din partida mai mare” (Marza,
1974: 95). In spectacol au fost create trei porti de cate doud fete care tin
impreund un voal (voalul a fost folosit ca simbol pe parcursul spectacolului,
schimbandu-si semnificatia in functie de moment - la nastere semnifica copilul
din bratele mamei, la nunta inseamna voalul miresei etc.), iar prin aceste porti
au trecut rand pe rand cate doua interprete. Momentul se poate viziona prin
scanarea codului QR (fig.5):
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Fig. 5. Fragment din concertul de Colinde si cantece rituale din Transilvania

Spectacolul a fost reprezentat Tn anii urmatori, pana in 2015, in luna
decembrie, in numeroase locatii de cultura din tara. In anul 2014, in colaborare
cu Televiziunea Romangd, a fost reprezentat la Ateneul Roman din Bucuresti si
difuzat pe TVR1. In anul 2015 s-a realizat un turneu national itinerant la Casa de
Culturd a Sindicatelor, Alba-lulia; Casa de Cultura ,,Lucian Blaga”, Sebes;
Palatul Culturii, Targu Mures; Hotel International, Sinaia; Teatrul Clasic ,,loan
Slavici” Arad; Filarmonica Nationala ,,Serghei Lunchevici”, Chisindu.

2. SPECTACOLUL SUFLETUL ROMANESC INTRE ACUM SI ATUNCI (2016)

Urmadrind acelasi tipar al desfasurdrii evenimentelor vietii comunitatii
satesti arhaice, In anul 2016 am conceput spectacolul intitulat Sufletul
romdnesc intre acum si atunci, prin imbinarea muzicii traditionale romanesti
vocale si instrumentale cu dansul si poezia lui Lucian Blaga.

In realizarea acestui spectacol, amincercat sa aduc in activitatea scenica
a ansamblului, mai mult din formarea si experienta mea de regizor. Astfel, am
inceput prin alcatuirea caietului de regie, parcurgand toate etapele ,,clasice”:

a) Documentarea asupra temei;

b) Selectarea pieselor vocale, a poeziilor si a dansurilor traditionale;
c) Conceperea scenariului si a desfasuratorului momentelor actiunii;
d) Repetitiile si punereain scena.

a) Documentarea asupra subiectului a presupus parcurgerea unei
bibliografii mai ample cu privire la contextul in care piesele de muzica vocala
traditionala romaneasca erau integrate in desfdsurarea ritualurilor specifice.
Totodatd am realizat si o documentare despre universul poeziei lui Lucian
Blaga, principala sursa fiind lucrarea lui lon Pop, Lucian Blaga. Universul Liric.
Ideile importante, pe care le-am considerat ca servesc scopului spectacolului
nostru, au fost notate in caietul de regie (fig.6).
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Fig.6. Imagine din caietul de regie privind documentarea asupra poeziei lui
Lucian Blaga

In urma documentdrii, am construit spectacolul in jurul temei
fundamentale ce se desprinde din poezia lui Lucian Blaga, respectiv aceea a
raportului dintre eul individual si marele univers. Pe de-o parte, lumea este
data ca un ansamblu deplin constituit si supus unei ordini superioare, iar pe de
alta parte se afla subiectul uman care oscileaza intre posibilitati de optiune
contradictorii, de natura de a-i limpezi sau tulbura imaginea despre univers. In
spectacol, aceasta problematica a poeziei lui Blaga am restrans-o de la legile
universale, la legile vietii satesti traditionale romanesti, astfel incat trairile
individuale se manifesta prin raportarea la evenimentele specifice impuse de
viata sateasca sau altfel spus, la,,pragurile” de trecere ale omului prin viata.

b) Selectarea pieselor vocale, a poeziilor si a dansurilor. Alegerea
pieselor vocale si a poeziilor a fost facutd in interdependentd. Mai intai am
facut o trecere in evidentda a tuturor pieselor regasite in repertoriul
Ansamblului Icoane, iar concomitent am notat titlul poeziilor lui Lucian Blaga
si a ideilor poetice regasite in volumele Poemele luminii, Pasii profetului si In
marea trecere (fig.7).
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Fig. 7. Imagine din caietul de regie, cu titlul poeziilor si ideile poetice
desprinse din volumele Poemele luminii si Pasii profetului

Ulterior acestei etape, am nceput colaborarea cu ceilalti specialisti,
etnomuzicologi si etnocoreologi: prof.univ.dr. loan Bocsa, conducatorul
Ansamblului Icoane, lector univ. dr. Alina Stan, instructorul Ansamblului Icoane
si coregraful Paul Remes, instructorul Ansamblului studentesc ,,Mugurelul” al
Universitdtii Babes-Bolyai. Materialele selectate de comun acord (poeziile,
piesele vocale siinstrumentale, dansurile traditionale) au fost astfel alese incat
sa serveascad Tn alcatuirea unui scenariu in care sa fie incluse toate ritualurile
importante din viata comunitatii satesti: nastere, cdtanie, casatorie, seceris,
jocul in sat, moarte. Pentru jocul in sat au fost alese dansuri traditionale, intre
care s-a numadrat si ,,hora nevestelor”, un dans vechi din zona Rosia de Secas,
judetul Alba. Dansul face parte din categoria Purtatelor de fete care se joaca in
forma de cerg, bilateral, iar bratele sunt tinute incrucisat la spate. Din puncte
de vedere muzical, dansul este alcatuit din doua parti: mai intai introducerea
sau plimbarea, dupa care urmeaza dansul propriu-zis cu mai multe variatiuni
de pasi. Intr-o form3 arhaici melodia de joc era cantatd vocal. Astazi,
dansatorii sunt acompaniati de unul sau doi instrumentisti.

¢) Conceperea scenariului si a desfasuratorului momentelor actiunii.
Distributia a fost urmatoarea: individul tanar (actor), individul batran (actor);
colectivitatea sdteasca: grup vocal (12 fete, 12 bdieti), grup dansatori (8

perechi), grup instrumental (3 instrumentisti), 1 fluieras (destinul). Locul
actiunii: In satul traditional de odinioara.
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Spectacolul este format din trei momente. Fiecare dintre aceste
momente incepe cu un cantec interpretat la fluier (personificare a destinului)
si este construit Tn jurul ideilor fundamentale ce se desprind din cele trei
volume de poezii ale lui Lucian Blaga, respectiv: Poemele luminii, Pasii
profetului si In marea trecere.

MOMENTUL 1. In volumul Poemele luminii, eul se contopeste cu
universul, este deschis comunicarii cu exteriorul. Fenomenele exterioare sunt
resimtite ca evenimente intime, iar miscarile individuale se rasfrang in ecouri
amplificate in marele univers. Caracteristica acestui volum este tensiunea spre
iesirea din sine si aspiratia subiectului de a fi cuprins in dinamica frenetica a
cosmosului. In consecinta, acestui moment i-am asociat dintre evenimentele
satesti, jocul tinerilor in sat si nunta. in plus, pentru a surprinde ideea de
ACUM si ATUNCI, respectiv de trecere a vietii, spectacolul debuteaza cu un
cantec funebru (de inmormantare).

Desfasurarea momentelor actiunii:

1. Fluier

. Cantec ritual funebru: Hora mortului — Luaiu-md, dusdiu-md
Poezie: Liniste
. Poezie: Vreau sd joc

2
3
4
5. Dansuri traditionale: Haiddu; Hora nevestelor
6. Cantec ritual de nunta: la-ti, mireasd, ziua bund
7. Dans traditional: De doi
8. (Cantec ritual de nunta: Tri pomnitd si-o cireasd
9. Poezie: Ghimpii

MOMENTUL 2. In volumul Pasii profetului are loc degradarea relatiei eu-
univers. Subiectul uman nu mai participa direct la realitatea elementara si
paraseste varsta inocentei primare, intrand sub regimul interogatiei, al
indoielii si, ca atare, al suferintei de a fi instrainat de comunitatea armonioasa.
Eul alienat devine purtatorul prin excelenta a unei constiinte nelinistite,
nefmpacata cu sine si cu lumea. Tn spectacol, acestui moment i-am asociat,
dintre evenimentele vietii satesti, catania.

Desfasurarea momentelor actiunii:

1. Fluier

Poezie: Veniti ldngd mine, tovardsi
Cantec ritual de catdnie: Doamne, negri mai sunt muntii
Poezie: In lan

Cantec de seceris: Pd mdnunchi, secerd draga

GRSV

Poezie: Leagdnul
7. (Cantec ritual de catanie: Nu-mi pare rdu cd md duc

MOMENTUL 3. In volumul In marea trecere are loc reapropierea eului de
un destin al tuturor. Are loc o intoarcere in sanul matern, de natura simbolic-
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ritualicd, sugerand regenerarea subiectului, o ,,noud nastere”. Ea inseamna,
intr-un fel si abolirea timpului, a ,,marii treceri”, in mdsura in care
reparcurgerea varstelor traite sfarseste printr-o noua identificare cu
,,copilaria”. Tn spectacol, acestui moment i-am asociat evenimentele din viata
sateascd care apartin perioadei de maturitate, a vietii de familie, a obiceiurilor
de peste an, cum este seceratul si jocul batranesc. in plus, ,,marea trecere”
este surprinsa prin suprapunerea unui cantec de inmormantare cu unul de
leagan.

Desfasurarea momentelor actiunii:

1. Fluier

Poezie: Sufletul satului
Cantec ritual de seceris: Add apd la cunund
Strigdturd la cunund
Dans traditional: Purtatd de pe Campie
Poezie: Scrisoare

N ooy W

Cantec de leagan si bocet: Haia lin, lin, cu mama; Pdmantule,
negrule
8. Poezie: Catren (inregistrare audio cu recitarea lui Lucian Blaga)

d). Repetitiile si punerea in scena. Concomitent cu realizarea desfasuratorului
momentelor actiunii, au fost totodata concepute si notate in caietul de regie
si miscdrile de baza ale actorilor si ale grupurilor reprezentand comunitatea
sdteasca. Ulterior, in timpul repetitiilor, s-a avut in vedere ca miscarile sa fie
cat mai firesti, respectiv pozitia si miscarea In scena, precum si expresia
corporald (gestica, mimicd, privire), sd fie in acord cu emotiile si sentimentele
desprinse din ritualul si cantecul aferent, specific. Puteti viziona spectacolul
prin scanarea codului QR (fig.8):

Fig. 8. Spectacolul Sufletul romdnesc intre acum si atunci

Pentru a favoriza o interpretare naturala si totodata pentru a putea
recrea cat mai indeaproape atmosfera satului traditional, au fost alese pentru
reprezentatie spatii scenice neconventionale si diferite, precum Casa
memoriald ,,Lucian Blaga” din Lancram; Muzeul Etnografic al Transilvaniei
(sectia Tn aer liber) din Cluj-Napoca (fig. 9); Muzeul Astra din Sibiu (fig.10);
Manastirea Gabud, judetul Alba (fig.11).



Fig. 9. Imagine de la spectacolul din Muzeul etnografic al Transilvaniei,
Cluj-Napoca

Fig. 11. Imagine din spectacolul de la Muzeul Astra, Sibiu
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1n 2018, in baza scenariului, s-a realizat, in regia lui Viorel Costea filmul
Suflet romadnesc. Acum si atunci.

3. SPECTACOLUL COLINDE TRANSILVANE (2017)

Daca la Tnceput am urmat acelasi tipar, de infatisare in fata publicului a
tuturor genurilor ocazionale, treptat, am incercat sa ma apropii mai n detaliu
de un anumit gen si sa concep scenarii care sa inglobeze toate formele de
manifestare sincretica specifice unui anumit ritual. in anul 2019, am realizat in
cadrul festivalului Scena, spectacolul intitulat De la soare la rdcori, avand la baza
ritualul de Tnmormantare. Anterior, n anul 2016, am realizat scenariul
spectacolului Colinde transilvane, cu intentia de a face colindele traditionale (in
special al celor cu text laic) mai accesibile publicului, prin conceperea unui
scenariu care sd reconstituie cat mai iIndeaproape desfasurarea de odinioara a
obiceiului cu toate momentele sale. Totodata am dorit sa inlesnim intelegerea
semnificatiei anumitor practici din desfdsurarea obiceiului si a functiei
colindatului in comunitatea sateascd, fapt pentru care, pe langa colindatori si
grupul instrumental, am introdus un recitator si un narator. Am considerat ca
recitarea textului anumitor colinde, cu intonatia vocald adecvata, poate face
ca publicul s3 poata intelege mai in profunzime semnificatia lor semantica. In
completare, am introdus cateva texte narative care aduc informatii esentiale
in intelegerea obiceiul colindatului si a momentului specific infatisat. Aceste
texte narative au fost formulate in baza muncii de documentare regizorala,
principalele surse bibliografice din care am preluat si compilat textele fiind:
Constantin Clemente, Datini la romani, (2007); loan Bocsa, Colinde romdnesti
(2003); Petru Caraman, Colindatul la romani, slavi si alte popoare (1983);
Gheorghe Pavelescu, Colinde din Transilvania (2005); Monica Brdtulescu,
Colinda romaneascd (1981).

Spectacolul este constituit din sase momente distincte:

1. Colindatul pe drum;

Colindatul la fereastra;

Colindatul in casa - colinde specifice;
Colinde de pricina, jocul in casa, turca;
Colindele apocrife si strigarea darurilor;
Colindatul astazi- transmiterea colindelor.

oV W

In alctuirea desfasuratorului am realizat mai Intéi o evidenta a tuturor
colindelor care se regdsesc in repertoriul Ansamblului Icoane, dupa care le-am
asociat momentului corespunzator din desfasurarea obiceiului. Totodatd am
realizat si o ordonare cronologicd, In functie de evolutia pe care a avut-o
colinda, de-a lungul timpului, din punct de vedere muzical si literar, pornind de
la colindele cele mai vechi (cu texte laice), apoi la cele apocrife (cu texte
religioase) si ajungand la obiceiul colindatului in zilele noastre. Astdzi se
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colinda din ce 1n ce mai rar, fapt pentru care ultimul moment a fost gandit,
astfel incat sa se creeze o uniune, o unire a spatiului scena-sala, interpreti-
public, prin colindatul impreuna. Ruperea barierei dintre scena si sala am
urmarit-o si in deschiderea spectacolului, prin aducerea cetei de feciori
colindatori din sala, printre spectatori.

Momentele spectacolului au fost alcatuite prin alternarea textului
narativ cu recitarea si cu colindatul (fig. 12).

Narator:

Amestecul de crestin si profan este foarte prezent in colinde, de exemplu
in colindele legate de vandtoare, personajele biblice coexista cu
personajele mitologice populare: IUDA este monstru acvatic cu pui sau
animal sélbatic vanat in pédure; cerbul, leul sau soimul pretind a fi
SFANTUL ION ori trimisul lui Dumnezeu; porumbita sau vulturul, pretinde
afi SFANTA MARIA.

= Colinda ,,Cerbii negri-n codrii-si bat” (grup mixt de colindatori)

Narator:
In multe colinde, FACEREA LUMII este descrisd in imagini foarte
puternice si sugestive, dar profund legate de imaginatia taranului

RECITARE:

D-asta-i sara, sara mare
Doamneleo, Domnuiui Doamine
Sara mare-a lui d-Ajun
Inspre zua lui Craciun

S-0 ndscut 3-un Domn tandr,
Domn tanar ca Dumnezau,
Domnu mic, mare-mi creste
i mal mare sa face

Croi ceru i pAmantu,

Croi ceru din trei zile

Si pdmantu-n noud zile.
Tinsa ceru pe pamant,
Cum il tinsa, nu s-ajunsa.
Domnu tare s&-ntrista,
IMana stang-o scutura,

Tri inele jos picard

Tri ingen =3 ridicara,

Tri ingeri cu tri zbiciuri,

Cu tri zbiciuri d-ali de foc.
Tot pocneau si zbiciuieu,
Vai adanci ca 53 faceu.
Tins4 cer s-a doua oaréd,
Cum fl tins&d nu s-ajunsa.

Domnu tare s&-nirista,
Méana sting-o scutura

Tri inele jos picard

Tri ingeri sa ridicara,

Tri ingeri cu tri zbiciuri,
Cu tri zbiciuri d-ali de foc.
Tot pocneau si zbiciuiau,
Réu pamantu-l zguduiau,
Munti inalti 3 ridicau.
Tinsa cer s-a treia oard,
Cum il tins, bini ajunsa.
Domnului bine-i pare,
Frumos ceru-mi zugrave,
Tét cu stele maruntale

Si cu doi luceferei,

Pus3 luna intre ei,

Pus luna cu lumina,
Soarele cu razile

Si paméantu-mpodobe
Tot cu flori mirositoare

Si cu ape curgatoare.
Site, domn bun, vesileste,
C-o-nchindm cu sénétate.

Fig. 12. Imagine din caietul de regie privind conceperea unei parti din
momentul al treilea al spectacolului

In interpretarea scenicd am urmdrit ca gesturile, mimicile, posturile si
miscarea in scend sa fie cat mai reduse, la fel cum se intampla efectiv si in
momentul colindatului. Pentru a da dinamicitate desfasurarii momentelor, s-a
pus accent pe interactiunea vizualda intre membrii ansamblului si pe
transmiterea corporald a stdrii sufletesti sugerate de textul colindei
interpretate. Dispunerea in spatiu s-a facut tinand cont de cele trei momentele
distincte ale obiceiului pe care le-am marcat scenografic prin proiectarea a trei
imagini corespunzatoare: drumul satului, curtea gazdei si interiorul casei
gazdei. Atmosfera a fost creatd prin utilizarea unei lumini albastre care sa
sugereze atmosfera de iarna si zapada.

Spectacolul a fost reprezentat in anul 2016 la Cinema Florin Piersic
din Cluj-Napoca; Piata Unirii din Oradea; Piata Mare din Suceava; Biserica
Sfanta Treime din Dej; Opera Romana din Timisoara; Casa de Culturd ,,Lucian
Blaga” din Sebes; Catedrala ,,Sfanta Vineri” din Zalau; Teatrul National
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»l.L.Caragiale” din Bucuresti Tn parteneriat cu Televiziunea Romana,
transmisiune in direct pe TVR3 siin reluare pe TVR1. Inregistrarea transmisiunii
se poate viziona prin scanarea codului QR (fig.13)

e

Fig.13. Inregistrare video din concertul Colinde transilvane

CONCLUzZII

Ce am dorit sa vd aduc in vedere prin expunerea acestor modalitati de
punere in scena a ritualurilor si a muzicii traditionale romanesti In special?
Faptul cd, satul traditional arhaic ne poate oferi materiale artistice infinite,
inegalabile si nepretuite prin care sa restituim cultura traditionala atat
generatiilor viitoare cat si lumii intregi. In prezent, in tara noastra, marea
majoritate a specialistilor din domeniile etnolingvisticii, etnocoreologiei sau
etnomuzicologiei isi concentreaza atentia asupra realizarii de cercetari care
vizeaza intr-o mare masura doar domeniul lor de interes si care, adesea, raman
doar pe hartie sau, cel mult, sunt aduse pe scena ca restituiri specifice unui
singur domeniu. Or, prin spectacol se poate valorifica si fructifica plenar
munca specialistilor din domeniu. Astfel, fi indemndam sa ncerce sd facd un
exercitiu de imaginatie si sa se gandeasca cum ar fi ca toata munca lor
individuala sa fie parte dintr-un efort comun de restituire scenic-teatrald a
culturii traditionale? Acest efort de cocreatie ar putea deschide drumul unui
nou domeniu de cercetare al folclorului national, specific romanesc, care sd se
numeasca Etnospectacologie. Acest nou domeniu ar putea constitui amprenta
noastra nationala din artele spectacolului universal si I-am putea alatura
practicii pe care Jean Marie Pradier o numeste Etnoscenologie, adica
»Studierea, in diferite culturi, a practicilor si comportamentelor umane
spectaculare organizate” (Pavis, 2012: 136).
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