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SUMMARY

This study aims to explore various aspects of traditional instrumental
music from the ethnographic region of Tara Motilor. Although the
inhabitants of this mountain region, called the Moti, have been
prominently featured in the Romanian national and nationalist
discourse over the past century, our understanding of this traditional
music remains approximate and incomplete. This article seeks to
identify the reasons behind the lack of a systematic plan for collecting
and analysing musical folklore from this cultural area. This gap is
particularly surprising given the significant role that the Moti play in the
discourse around Romanian identity, as well as the importance of their
traditional music for studying the cultural landscape of the Carpathian
Mountains.

REZUMAT

Studiul de fatd isi propune sd prezinte o serie de aspecte ce tin de
muzica traditionald instrumentald din zona etnograficd a Tdrii Motilor.
Desi, motii si Tara Motilor au fost folositi intens in discursul
national/nationalist romdnesc in secolul trecut, am doar o cunoaste
aproximativa si incompletd a acestei muzici traditionale. De asemenea,
prezentul articol isi propune sd arate care au fost cauzele lipsei unui plan
sistematic pentru a culegere folclor muzical din acest areal cultural, dar
si pentru o analizd a sa. Acest lucru este unul surprinzdtor nu doar
datoritd rolului aparent privilegiat pe care motii il ocupd in discursul
identitar romdnesc. Dar, si pentru relevanta pe care aceastd muzicd
traditionald o are in cercetarea spatiul cultural al Muntilor Carpati.
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INTRODUCTION

The inhabitants of Tara Motilor became widely known due to their
involvement in historical events of great importance for the history of the
Romanians in Transylvania, such as the peasant uprising led by Horea, Closca,
and Crisan in 1785 and the armed resistance led by Avram lancu in 1848 and
1849. The Moti occupied a particular place in many of the writings from the
end of the 19th century and the beginning of the 20th, as well as in the
Romanian national/nationalist discourse (Ignat-Coman, 2009:13-14). Such
images and representations, more often than not romanced, have endured to
this day and have led to ignorance regarding the extremely difficult life that
the Moti had in the past, as well as the traditional culture of their land.

This study wishes to present a range of aspects belonging to the
traditional instrumental music of the ethnographic area of Tara Motilor, which
is clearly different, even when heard for the first time, from the music of the
neighbouring ethnographic areas. Its distinctive character stems from its
characteristic musical structures, its own style of performance, as well as its
rich musical embroidery. Like other mountainous regions of the cultural space
of the Carpathian Mountains, the musical landscape from Tara Motilor has
preserved until recently a range of elements with an archaic character. (Rosu,
2017:154-156) It is precisely for this reason that the Moti music proves to be a
key element in such a comparative study. In this article | wished to focus
particularly on presenting the present stage of the research of this traditional
music, as well as on outlining its main characteristics starting from the
evolution of the instrumental formulas on a local level. Also, | wanted to offer,
even partially, an answer to the question: Why has the musical folklore from
Tara Motilor been so little studied so far even in relationship to the
surrounding ethnographic areas?

THE MOTI AND TARA MOTILOR BEYOND THE ROMANCED IMAGES

Contrary to an opinion spread on a large scale among the Romanians,
Tara Motilor does not coincide with the entire surface of the Apuseni
Mountains, which rise in the middle of Transylvania. The ethnographic area of
Tara Motilor is comprised of a few villages spread along the valley of the rivers
Ariesul Mic (Ponorel, Vidra, Avram lancu) and Ariesul Mare (Vadu Motilor,
Poiana Vadului, Albac, Horea, Scdrisoara, Garda de Sus, Arieseni). To the same
ethnographic area belong several villages around Campeni (Sohodol, Certeje,
Bistra), as well as several villages from the present-day Cluj county (Marisel,
Maguri, Poiana Horii), where the Moti migrated over three centuries ago.
(Prodan, 1979:105) From an ethnographic perspective, the Moti lived in
scattered settlements called cranguri. (Apolzan, 1987:8) These were located
both along the valleys of Ariesul Mic and Mare and Somesul Cald, and
particularly on peaks that often rise higher than 1200 metres.
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Fig. 1. Cranguri from Marisel

Until the past century, there were no other roads of access to many of
these settlements except narrow paths. For centuries, the inhabitants of
these unwelcoming mountains had to have multiple occupations to be able to
survive. (Goia, 2014:7-8) Thus, for instance, men dealt with forest work and the
manufacturing of wooden objects, mainly wooden tubs. (Petrovici, 2012:12)
These were transported “to the countryside”, to plain areas, where they were
exchanged for corn. The women’s task was to raise animals and take care of
the poor harvests that would grow in the mountains. (Goia, 2014:8) Beside
these specific occupations, the settlements from Tara Motilor preserved a
range of elements with an archaic character which belong to traditional
culture, such as the vernacular architecture, the language, and the traditional
music. Of all the aspects pertaining to the intangible assets of Tara Matilor,
probably the least known and researched until nowadays is the traditional
music. In spite of several changes, which were often accomplished in a brutal
manner, to the detriment of the local specificity, Tara Motilor remains still an
important destination for rural and cultural tourism.

THE COLLECTIONS OF MUSICAL FOLKLORE FROM TARA MOTILOR IN THE
20TH AND 19TH CENTURIES

The specific instrumental music of the Moti is well differentiated from
the neighbouring ethnographic areas. It can be characterized mainly through
the preservation of certain particular musical structures, some of which are
considerably old, as well as through a distinctive style of performance. The
traditional repertoire of the instrumental music is made up of so-called zacdli,
some used for lamenting, and some for dancing, among the latter type
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especially bdtute — ropote and invartite. Specific to Tara Motilor are also the
bucium (a type of alphorn) signals, which in terms of repertoire and
performance style are completely unique. (Georgescu, 1987:13-14)

In spite of this, the traditional instrumental music from Tara Motilor
has been under-researched so far. The oldest collection of musical folklore is
the one made by ethnomusicologist Béla Bartdk in 1910. (Bartdk, 1956)
Accompanied by composer Nicodim Ganea (1878-1949), he managed to record
on phonograph cylinders the traditional music from Bistra, Vidra, and Albac.
(Bartdk, Suchoff, 1967:41) Only one decade later, in 1924, Tache Papahagi tried
to collect musical folklore from Tara Motilor, but encountered multiple
difficulties. (Papahagi, 1925:25) Even though the research of Emil Petrovici
from 1935 was of a linguistic type, he also collected an important number of
texts that belonged to genres of the musical folklore. Unfortunately, though,
he did not write down the melodic lines as well. (Petrovici, 2012:22-23)

In the communist era Traian Marza collected some Moti melodies in
this area, especially alphorn signals. (Marza, 2007) Another ampler collection
belongs to I. R. Nicola, published in 1973. (Nicola, 1973) Unfortunately, though,
neither conducted an analysis per se, but merely published the collected
material. The only collection in the communist era made by an insider of this
cultural area belonged to Gheorghe Burz, a native of Bobaresti, Ponorel,
which was not supervised by an institution, but was rather the result of a
private initiative. (Burz, 2019)

After the 1990s, in the post-communist period, only two systematic
researches were undertaken with the purpose to document the vocal and
instrumental music of Tara Motilor. However, both capture a final stage of
dissolution of the musical folklore from this ethnographic area. The first was
accomplished by loan Bocsa from 2010 to 2012 and included the entire area of
the Apuseni Mountains (Bocsa 2013:7-8), and the second by the author of this
article from 2007 to 2024. A part of the material that was collected during this
research can be accessed online on the website of the VLACH commission,
which is a part of the Austrian Academy of Sciences.”

THE EVOLUTION OF THE INSTRUMENTAL FORMULAS IN VIEW OF THE ORAL
TRADITION OF THE MOTI COMMUNITIES

Regarding the instruments used, they were, until the beginning of the
20th centuries, predominantly pastoral: the traditional flute, the alphorn, as
well as the bagpipe. Also, only simpler instrumental formulas were used (violin
- kontra, violin — drum - tarogatd) while the Transylvanian trio, specific to
some neighbouring ethnographic areas, was completely absent. (Rosu,

%7 See
https://www.oeaw.ac.at/vlach/collections/romanian-varieties/transylvanian-
romanian/tara-motilor/video-collection/vanishing-music.


https://www.oeaw.ac.at/vlach/collections/romanian-varieties/transylvanian-romanian/tara-motilor/video-collection/vanishing-music
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2017:154) Thus, | determined that the evolutionary scheme of the Moti
instrumental music consists of four large stages.

1. Until the end of the 19th century, when the music was played solely on
folk flute and bagpipe.

The oral tradition mentions that in the second and third decades of
the 20th century, in the more isolated cranguri from Tara Motilor, the bagpipe
and the folk flute were the only instruments used for dance music. | was told
about such situations by the informants | interviewed in Marisel, Horea, and
Albac. This shows us that at the beginning of the 20th century the area of the
active bagpipers in Tara Motilor was restricted to its north-eastern corner.

Bagpipe playing was still a reality during the childhood of Nicolae
Vadan a Petrii from the crdng Rusesti-Marisel: “Ase si o fo lecobi¢ ... cd o feram
copil si stiem, cum zice cu ¢impoile. No, s-apj merem. Apj rid’em, e facem, p-
acolo, ca coptiii si Cele. Icobi¢ mai mult, cd Tel o fost prima muzicant in Rusdst’.
lecobi¢, prima muzicant! Apj mere si juca tin’eretu diesta dupd cum ziée Tel. Da,
lecobi¢, ase Tera! S-acolo sd strinje si in cdsuta dia, fera casuta cu butu¢ d’j brad
pod’itd, p-acolo. S-acolo juca dupd cum zi¢e lecobi¢ d’in &impoi.” [So, and there
was lecobi... | was a child and | knew how he played the bagpipe. And we would
go and laugh and do what children do. Icobi¢ more, for he was the first player
in the village. lecobi¢, the first player! And the youth would go and dance to
his music. Yes, lecobi¢, that’s how it used to be! They would gather in that little
house with the fir log floor, around there. And there they would dance to
lecobi¢’s bagpipe music].?® It is worth mentioning that Niculaie Vadan a Petrii
memorized several melodic lines that lecobici Cimpoiesu would play, and he
tried to reproduce them. He also claims that variations of these melodic lines
have survived in the repertoire of the flute players. Also, informant Gheorghe
Nicola had seen and heard the bagpipe in his childhood in the cranguri of
commune Horea.?? For Rafila Nicula from Rosesti-Albac, however, the bagpipe
was merely a curiosity that she had heard about in her mother’s stories: “in
Ferecet Tera unu cu ¢empoile, Tolt’ic. Am auzit, da nu li-am vazut” [In Ferelet
there was a man who played the bagpipe. | heard of him, but never saw him].3°

2. Introduction of the violin, sometime towards the middle and the end of
the 19th century.

The violin (sometimes called t’ecjrd locally) was introduced in the Moti
cranguri only sometime towards the middle or even the end of the 19th
century. The violin spread from the settlements located in the valleys towards

28 Informant Nicolae Vadan (N’iculaie a Petri Curti), born in 1921, in crang Curtesti,
commune Rasca, Cluj county.

29 Informant Gheorghe Nicola (D’itu Catan’iti), born in 1929, crdng Nicolesti, commune
Horea, Alba county.

3° Informant Rafila Nicula (Rahila Tarmi), born in 1933, crdng Rosesti, commune Albac,
Alba county.
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the villages in the mountains, and for several good decades it remained
unknown in more isolated places or in places with an inferior economic status.
In comparison to other neighbouring ethnographic areas, Tara Motilor stands
out, even nowadays, through the lack of gypsy musicians, the Moti being the
only ones who served their own communities. Moreover, the inhabitants of
the cranguri never accepted gypsy musicians: “Marl dj mult le zica tigan’ la
muzicant. Da nu fera tigan’, cdiera d-a-nost’, rumin’. Numa cd asa le zica, tigan™
[Back in the day they would call the musicians gypsies. But they were not
gypsies, they were like us, Romanians. But people would call them gypsy].>'

As regards the instrumental groups, the collected information shows
that until the 1940s-1950s, in most cranguri from Tara Motilor, at village dances
as well as feasts and spinning bees, as a rule, only a flute or a violin player
would perform. They had no harmonic or rhythmic accompaniment: “Cind
eram micd, fera numa t’ecerd si lera si floird” [When | was little, there was only
the violin and a flute].3* This type of situation was generalized in the villages
of the entire ethnographic area of Tara Motilor.

3. Introduction of the tarogatoé in the 1950s.

The tarogatdé (in the Moti dialect torogot, torobot), even if it is
nowadays a specific mark of Tara Motilor, possessing, at the same time,
numerous identity meanings, was introduced relatively recently in the
cranguri, only after World War II. Tara Motilor is the second region after Banat
where the tdrogaté spread by tradition in the 1950s. The moment when the
tarogatd was introduced in the Moti communities is accurately remembered
by the octogenarian and nonagenarian informants: “O fo unu Capat, Niculaie a
Capdulur. Ala o cantat d’in taragot prima datd” [There was a man called Capad,
Niculafe a Capaulur. It was him that played the tarogatd for the first time]?* or
“Primu taragot care o apdrut in Hor’a o fost Goga“ [The first tarogaté that
appeared in Hor’a was Goga].* After this date, the instrument began to enjoy
a great popularity everywhere in Romania. However, this was due to a
phenomenon from the sphere of acculturation, brought by the folk ensembles

3" Informant Floare Lapuste (Florica Buhi), bornin 1931, crang Jijesti, commune Marisel,
Cluj county.

32 Informant Samfira Mates (Sanh’ira lj Ispas), born in 1932, Scdrisoara, Alba county,
resident of village Horea, commune Sanisldu, Satu Mare county.

33 “| g sezdtuliare zi¢au in fluierd si cintali cu gura. Vasiu losiv, losivu Cdtan’i, Hanes losiv
zi€ati cu fluiera” [In the gathering they would play the flute and sing. Vasiu losiv, Tosivu
Catan’i, Hanegs losiv played the flute]. Informant Maria Vulturar (D’utusi), bornin 1938,
commune Certeje, Alba county, resident of crdang Valtori, commune Vadu Matilor, Alba
county.

34 Informant Samfira Mates (Sanh’ira lj Ispas), born in 1932 in Scdrisoara, Alba county,
resident of village Horea, commune Sanisldu, Satu Mare county.

35 Informant Gheorghe Pasca (Saica), born in 1940, in crang Costesti, commune Albac,
Alba county, resident of Campeni, Alba county.
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which supported the introduction of the tarogatd even in areas to which it
was not specific.

| also noticed that the introduction of the tarogaté in the Moti cranguri
was based particularly on the community’s need to amplify the sound.
Indisputably, the tarogatd left its mark on Moti music and very soon became
also the most representative instrument. Also, the tarogaté tended to replace
the other instruments which did not sound as loud. The violin was the
instrument that lost the most ground, starting with the 1980s. The
introduction of the tdrogatd opened the road for the adoption of new
instrumental groups as well.

Fig. 2. Tarogatd player Adrian Costea from Albac in his youth

4. The emergence of some better organized instrumental groups in the
1960s and 1970s.

Decades six, seven, and eight of the 20th century represent at the
same time the climax of the Moti instrumental music. It was dominated by
instrumentalists of exceptional quality, whose memory still lingers nowadays
in the collected stories, in a mythical form. Such examples are Goga,
Romanicu, and Trasu from Horea (Arada). That was also the time when
everywhere in the Moti villages more technical instrument players, as well as
better organized instrumental groups emerged. They were made up, as arule,
of three players: “Ira d’in Scaristiara unu D’ord’e a Virfulur si frat’e-s-o Nelu o
cintat d’in vitard si unu cinta d’in burdund. Tri frat. Tdt tri cantal ... Si la
Mat’isest’ und’e am stat nol... lonelu Dodi St’opului. Cintat la vioard, clanet si
burdund” [There was a man from Scarisoara called D’ord’e a Virfuluf and his
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brother Nelu, one played the violin and the other the double bass. Three
brothers. All three played... And in Matisesti...where we lived...Jonelu Dodi
St’opului. They played the violin, the clarinet, and the double bass].3

However, the existence of the apparently well-organized groups is but
an illusionary projection. They represented only the peaks of the instrumental
music of the past century in the researched area. Actually, there were
predominantly soloist players, who played on their own, sometimes
accompanied by a drum, each of them sharing certain spheres of influence.
And this is best illustrated by the various occasions when multiple players met
“down in the valley” and had to play together. Due to the fact that almost all
the time they played alone, the musicians, whether violin or tarogatd players,
executed strongly individualized musical embroideries of the same musical
lines. Thus, the expression of this individuality led to situations in which many
of the Moti musicians could not play together: “Un muzicant iera d’inTesta d’al,
¢ela d’in Cela d’al. Nu pr’ia put’a da unu dupd altu” [A player lived on this hill,
another on that hill. They couldn’t really play together well].3”

Fig. 3. Instrumentalists from Albac. The violinist Nicolae Petrea, nicknamed
Cula Trituli and the tarogatd player Adrian Costea

CONCLUSIONS

Even though the Moti occupied a central place in creating the national
Romanian identity, not even the main characteristics of the traditional music
from Tara Motilor have been outlined until the present day. Also, the points

3% | dem.
37 Informant Sorin Gaita (a lu Mosoi), born in 1970, village Certeje, Cdmpeni,
Alba county.
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have not yet been revealed in which this music is differentiated in terms of its
musical structures from the one in the neighbouring or more distant
ethnographic areas. Also, we have only an approximate knowledge of the
characteristic musical style, as well as of the distinct evolution of its
instrumental formulas in this area throughout the 20th century. And last but
not least, we have no comparative study to show to what extent the Moti
traditional music evinces certain similarities with that from other areas of the
Carpathians, such as the traditional music specific to the inhabitants from Oas,
Maramures, Csangé Land, or even of the Hutsuls and Gorals. Essentially, we
may say that the traditional music from Tara Motilor was a collateral victim of
the way in which this cultural area was used in the Romanian
national/nationalist discourse. Thus, the lack of a systematic plan to collect
musical folklore from Tara Motilor does not stem only from particularities
pertaining to the phenomenon of institutionalization or the evolution of the
Romanian research. We may even speak of a shadowing of the ethnographic
specificity of Tara Motilor by the aspects belonging to the historical past of
these lands. In the given context, it seems that the majority of the researchers
and intellectuals who arrived in this region obstinately sought to collect data
only about the historical events that happened here. Thus, they were
preponderantly interested in various aspects related to Horea’s Uprising from
1785 and the armed resistance led by Avram lancu from 1848 to 1849. In some
cases, we can actually speak about an almost obsessive character of this
theme, manifested through the perpetuation of certain clichés, as well as
through a desire to identify new details about these events, be they even
insignificant. Also, this assiduous concern paradoxically led to an insufficient
documentation of the ethnographic specificity of this area.

FOLCLORUL MUZICAL DIN TARA MOTILOR -
DESPRE CUNOASTEREA INCOMPLETA Sl
APROXIMATIVA A UNEI MUZICI TRADITIONALE
DISTINCTE

Cuvinte-cheie:
Muzica traditionala, Tara Motilor, Transilvania, discurs national/nationalist,
cercetdri de teren

INTRODUCERE

Locuitorii Tarii Motilor au devenit cunoscuti publicului larg datorita
implicarii lor in evenimente istorice de o mare importanta pentru istoria
romanilor din Transilvania. Asa ar fi Rascoala lui Horea, Closca si Crisan din 1785
si rezistenta armata condusa de Avram lancu din anii 1848-1849. Motii au
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ocupat un loc aparte in multe dintre scrierile de la sfarsitul secolului al XIX-lea
si Tnceputul secolului al XX-lea, dar si in discursul de tip national/nationalist
romanesc (Ignat-Coman, 2009:13-14). Asemenea imagini si reprezentari, de
cele mai multe ori romantate, s-au perpetuat pand in prezent. Acest fapt a dus
la 0 necunoastere a traiului extrem de greu pe care motii [-au avut in trecut,
dar si a culturii traditionale din Tara Motilor.

Studiul de fata isi propune sa prezinte o serie de aspecte ce tin de
muzica traditionald instrumentala din zona etnograficd a Tarii Motilor. Ea se
diferentiazd, chiar si la o primd auditie, de cea din zonele etnografice
inconjuratoare. Caracterul sau distinct provine de la structurile muzicale
caracteristice, un stil interpretativ propriu, dar si de la broderia muzicala
bogata. La fel ca si alte zone montane din spatiul cultural al Muntilor Carpati,
peisajul muzical din Tara Motilor a pastrat pana recent o serie de elemente cu
un caracter arhaic (Rosu, 2017:154-156). Tocmai de aceea muzica moteasca se
dovedeste afiun element cheie Intr-un asemenea studiu comparat. in articolul
de fata am dorit sa ma rezum mai ales la prezentarea stadiului in care
cercetarea acestei muzici traditionale se afla in prezent, dar si la creionarea
principalelor sale caracteristici pornind de la evolutia formulelor instrumentale
pe plan local. De asemenea, am dorit sa ofer, fie si partial, un rdspuns la
intrebarea: De ce folclorul muzical din Tara Motilor a fost atat de putin studiat
pana in prezent chiar siin raport cu zonele etnografice inconjuratoare?

MOTII SI TARA MOTILOR DINCOLO DE IMAGINILE ROMANTATE

Contrar opiniei care se bucurd de o largd rdspandire in randul
publiculuiromanesc, Tara Motilor nu coincide cu intreaga suprafata a Muntilor
Apuseni, situati in mijlocul Transilvaniei. Zona etnografica a Tarii Motilor se
constituie din cateva asezari risipite de pe Valea Ariesului Mic (Ponorel, Vidra,
Avram lancu) si cea a Ariesului Mare (Vadu Motilor, Poiana Vadului, Albac,
Horea, Scdrisoara, Garda de Sus, Arieseni). Tot din aceastd zona etnograficd
fac parte si cateva sate din jurul Campeniului (Sohodol, Certeje, Bistra),
precum si cateva localitati din actualul judet Cluj (Marisel, Maguri, Poiana
Horii), unde motii au migrat in urmd cu mai bine de trei secole (Prodan,
1979:105).

Din punct de vedere etnografic, motii au locuit Tn asezari risipite de tip
crang (Apolzan, 1987:8). Ele au fost situate atat pe vaile Ariesului Mic si Mare
si a Somesului Cald, cat si mai ales pe inaltimi ce depdsesc adesea 1200 de
metri.
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Fig. 1. Cranguri din satul Mdrisel

In multe dintre acestea accesul se ficea, pana in secolul trecut, mai
mult pe carari. Timp de secole, locuitorii din acesti munti neprimitori au trebuit
sd aiba mai multe ocupatii pentru a putea supravietui (Goia, 2014:7-8). Astfel,
de regula, barbatii se ocupau cu munca la padure si confectionarea unor
obiecte din material lemnos, mai ales ciubere (Petrovici, 2012:12). Acestea erau
transportate ,,la tara”, in zonele de campie, pentru a fi schimbate pe cereale.
Femeilor le revenea sarcina de a se ocupa de cresterea animalelor si de a se
ingriji de semdnaturile sardcacioase din munti (Goia, 2014:8). Pe langa acest
specific ocupational aparte, asezarile din Tara Motilor au pastrat o serie de
elemente cu un caracter arhaic care tin de cultura traditionala. Asa ar fi
arhitectura vernacularg, graiul sau muzica traditionala. Dintre aspectele ce tin
de patrimoniul imaterial al Tarii Motilor, probabil cea mai putin cunoscuta si
cercetatd pana in prezent este muzica traditionald. Tn ciuda unor schimbari,
care de multe ori s-au realizat in mod brutal, Tn dauna specificului local, Tara
Motilor ramane incd o importanta destinatie in ceea ce priveste turismul rural
si cultural.

CULEGERILE DE FOLCLOR MUZICAL DIN TARA MOTILOR N SECOLELE AL
XX-LEA SI AL XIX-LEA

Muzica instrumentala moteasca are un specific bine conturat in raport
cu zonele etnografice invecinate. Ea poate fi caracterizata mai ales prin
pastrarea unor structuri muzicale proprii, unele de o vechime considerabilg,
dar si printr-un stil interpretativ distinctiv. Repertoriul traditional al muzicii
instrumentale este format din ,,zacali” de jele, dar si de joc, dintre care mai
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ales batute - ,,ropote” si invartite. Specifice Tarii Motilor sunt si semnalele de
tulnic, care din punct de vedere al repertoriului si al stilului interpretativ,
reprezintd un unicat (Georgescu, 1987:13-14).

Cu toate acestea, pand In prezent muzica instrumentala traditionala
din Tara Motilor a fost prea putin studiata. Cea mai veche culegere de folclor
muzical este cea realizatd de catre etnomuzicologul Béla Bartdk Tn anul 1910
(Bartdk, 1956). insotit de compozitorul Nicodim Ganea (1878-1949), el a reusit
saTnregistreze pe cilindri fonograf muzica traditionala din Bistra, Vidra si Albac
(Bartdk, Suchoff, 1967:41). Peste doar un deceniu, in 1924, Tache Papahagi a
fncercat sd culeaga folclor muzical din Tara Motilor, dar s-a lovit de numeroase
dificultdti (Papahagi, 1925:25). Desi cercetarile lui Emil Petrovici din 1935 au
fost de naturd lingvistica, el a cules si un numdr important de texte ce
apartineau unor genuri proprii folclorului muzical. Din pacate, nsg, el nu a
notat si liniile melodice (Petrovici, 2012:22-23).

In perioada comunista Traian Marza a mai cules melodii motesti din
acest areal, in special semnale de tulnic (Marza, 2007). O alta culegere mai
ampla se datoreaza lui I. R. Nicola, care a fost publicata in 1973 (Nicola, 1973).
Din pacate, insd, nici unul dintre ei nu a facut o analiza propriu-zisa, ci s-au
rezumat la publicarea materialului adunat. Singura culegere din perioada
comunista realizatd de un insider al acestui areal cultural a fost cea facuta de
catre Gheorghe Burz, de loc din Bobaresti, Ponorel. Ea nu a fost realizata intr-
un cadru institutionalizat, ci, mai degraba, a fost rodul unei initiative private
(Burz, 2019).

Dupa anii 1990, in perioada post-comunistd, au fost intreprinse doar
doud cercetari cu un caracter sistematic, care au urmarit documentarea
muzicii vocale si instrumentale din Tara Motilor. Ambele surprind, insd, o
ultimd faza de disolutie a folclorului muzical din aceasta zona etnografica.
Prima au fost realizata de cdtre loan Bocsa in perioada 2010-2012 si a fost
extinsa la intreg arealul Muntilor Apuseni (Bocsa 2013:7-8). Cea de-a doua a
fost intreprinsa de catre autorul prezentului articol in perioada 2007-2024. O
parte a materialului care fost cules n timpul acestei cercetari poate fi accesat
online pe pagina comisiei VLACH, care este parte a Academiei Austriece de
Stiinta®.

EVOLUTIA FORMULELOR INSTRUMENTALE IN PERSPECTIVA TRADITIEI
ORALE A COMUNITATILOR MOTESTI

In ceea ce priveste instrumentele folosite, acestea erau, pana la
inceputul secolului al XX-lea, predominant pastorale: fluierul, tulnicul, dar si
cimpoiul. De asemenea, s-au folosit doar formule instrumentale mai simple

38 Vezi
https://www.oeaw.ac.at/vlach/collections/romanian-varieties/transylvanian-
romanian/tara-motilor/video-collection/vanishing-music.
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(ceterd - contrd, ceterd — doba - taragot), in timp ce trio-ul transilvan, specific
unor zone etnografice invecinate, a lipsit cu desavarsire (Rosu, 2017:154).
Astfel, am constatat ca schema evolutiva a muzicii instrumentale motesti din
ultimele doua secole se compune din patru mari etape.

1. Pana spre sfarsitul secolului al XIX-lea cand muzica era cantata doar la
fluier si cimpoi.

Traditia orala mentioneaza cd in deceniile doi si trei ale secolului XX, Tn
crangurile mai izolate din Tara Motilor, cimpoiul si fluierul erau singurele
instrumente folosite pentru muzica de joc. Astfel de situatii mi-au fost relatate
de subiectii chestionati Tn Marisel, Horea si Albac. Acest lucru ne aratd ca la
inceputul secolului al XX-lea arealul cimpoierilor activi din Tara Motilor s-a
restrans la coltul sau nord-estic.

Cantatul din cimpoi era Tnca o realitate in vremea copilariei lui Nicolae
Vadan a Petrii din crangul Rusesti-Marisel: ,,Ase si o fo lecobi¢ ... ca Yo Teram
copil si stiem, cum zi¢e cu ¢impoile. No, s-apj merem. Apj rid’em, ¢e facem, p-
acolo, ca coptiii si Cele. Icobi¢ mai mult, ca el o fost prima muzicant in Rusast’.
Tecobi¢, prima muzicant! Apj mere si juca tin’eretu aiesta dupa cum zi¢e Tel. Da,
lecobi¢, ase Tera! S-acolo sa strinje siin casuta afa, Tera casuta cu butu¢ d’j brad
pod’itd, p-acolo. S-acolo juca dupa cum zi¢e Tecobi¢ d’in ¢impor”’*. Demn de
mentionat este si faptul ca Niculaie Vddan a Petrii a retinut cateva linii
melodice pe care le-ar fi cantat lecobici Cimpoiesu, pe care a incercat sa ni le
reproducd. De asemenea, el sustine ca variatiuni ale acestor linii melodice ar fi
supravietuit mai departe in repertoriul fluierasilor. La fel, informatorul
Gheorghe Nicola vazuse si auzise cimpoiul Tn copilaria sa Tn crangurile din
comuna Horea*°. Pentru Rafila Nicula din Rosesti-Albac, insa, cimpoiul era doar
o curiozitate despre care auzise din povestile mamei sale: ,,In Ferecet iera unu
cu Cempoile, Tolt'ic. Am auzit, da nu l[i-am vazut”#'.

2. Introducerea ceterii, undeva spre mijlocul si sfarsitul secolului al XIX-lea.
Vioara (denumitad local si t'e¢jrd) a fost introdusa in crangurile motesti
abia undeva spre mijlocul sau chiar sfarsitul secolului al XIX-lea. Cetera s-a
raspandit dinspre asezdrile situate in vale inspre crangurile din munte, iar
cateva decenii bune ea a ramas necunoscuta asezdrilor mai izolate sau celor
cu un statut economic inferior. In comparatie cu alte zone etnografice
invecinate, Tara Motilor se remarca, chiar siin prezent, prin lipsa muzicantilor
tigani, motii fiind singurii care isi deserveau propriile comunitdti. Mai mult
decat atat, cei din cranguri nu acceptau niciodata muzicanti tigani: ,,Mart d’j

39 Informator Nicolae Vadan (N’iculaie a Petri Curti), ndscut in 1921, crangul Curtesti,
comuna Rasca, judetul Cluj.

4 Informator Gheorghe Nicola (D’itu Catan’iti), nascut in 1929, crangul Nicolesti,
comuna Horea, judetul Alba.

# Informator Rafila Nicula (Rahila Tarmi), ndscutd in 1933, crang Rosesti, comuna
Albac, judetul Alba.



108

mult le zica tigan’ la muzicant. Da nuiera tigan’, cdfera d’-a-nost’, rumin’. Numa
ca asa le zica, tigan™’#.

in ceea ce priveste grupurile instrumentale, din informatiile culese
reiese cd pand in anii 1940-1950, Tn majoritatea crangurilor din Tara Motilor,
atat la joc, cat si la ospete sau torcdrii performau, de regula, doar un fluieras
sau un ceteras. Acestia nu erau sustinuti armonic sau ritmic: ,,Cind eram mica,
Tera numa t’'ecerasi Tera si floird”#. O astfel de situatie a fost generalizata in
asezarile din toata zona etnografica a Tarii Motilor#4.

3. Introducerea taragotului in anii 1950.

Taragotul (moteste torogot, torobot), desi reprezinta in prezent o
marcd specificd a Tarii Motilor, avand, totodatd, numeroase semnificatii
identitare, a fost introdus relativ recent in crangurile motesti, abia dupa cel de
al Doilea Razboi Mondial. Tara Motilor este a doua regiune dupa Banat unde
taragotul s-a raspandit in mod traditional, prin anii 1950. Momentul
introducerii taragotului Tn comunitatile motesti este retinut cu acuratete de
catre informatorii octogenari si nanogenari: ,,0 fo unu Capad, Niculaie a
Capaulul. Ala o cantat d’in taragot prima data”# sau ,,Primu taragot care o
apdrut in Hor’a o fost Goga’’#°. Dupd aceastd data, instrumentul a inceput sa
se bucure de o mare popularitate peste tot in Romania. Ins3, ea s-a datorat
unui fenomen ce tine strict de aculturatie, datorita ansamblurilor populare
care au sustinut introducerea taragotul si Tn zone unde el nu era specific.

De asemenea, am remarcat ca introducerea taragotului in crangurile
motesti s-a datorat in special unei nevoi a comunitatii de a amplifica sunetul.
Indiscutabil, taragotul a marcat definitiv muzica moteasca si a devenit n scurt
timp cel mai utilizat si mai reprezentativ instrument. De asemenea, taragotul
a tins sa nlocuiasca si celelalte instrumente care nu ,,sunau” atat de tare.
Dintre ele cel mai mult teren a pierdut cetera, Tncepand cu anii 1980.
Introducerea taragotului a deschis drumul si spre adoptarea unor noi grupuri
instrumentale.

4 Informator Floare Lapuste (Florica Buhi), ndscutd in 1931, crangul Jijesti, comuna
Marisel, judetul Cluj.

4 Informator Samfira Mates (Sanh’ira lj Ispas), nascuta in 1932, Scarisoara, judetul
Alba, domiciliata in sat Horea, comuna Sanislau, judetul Satu Mare.

4 la sezdtuliare zi¢al in flulera si cintal cu gura. Vasiu losiv, Tosivu Citan’i, Hanes
losiv zi¢al cu fluiera.” Informator Maria Vulturar (D’utusi), ndscutd in 1938, comuna
Certeje, judetul Alba, domiciliata in crang Valtori, comuna Vadu Motilor, judetul Alba.
4 Informator Samfira Mates (Sanh’ira lj Ispas), nascutd in 1932, Scarisoara, judetul
Alba, domiciliata in sat Horea, comuna Sanislau, judetul Satu Mare.

46 Informator Gheorghe Pasca (Saica), ndscut in 1940, crang Costesti, comuna Albac,
judetul Alba, domiciliat in oras Campeni, judetul Alba.
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Fig. 2. Taragotistul Adrian Costea din Albac in tinerete

4. Aparitia unor grupuri instrumentale mai bine inchegate in anii 1960-1970.
Deceniile sase, sapte si opt ale secolului al XX-lea reprezinta, totodata,
perioada de varf a muzicii instrumentale motesti. Ea a fost dominatd de
instrumentisti ce aveau o calitate exceptionald si a caror amintire mai ddinuie
si astazi in naratiunile culese sub o forma mitizata. Asa ar fi Goga, Romanicu
sau Trasu din Horea (Arada). Tot atunci au aparut pretutindeni in crangurile
motesti muzicanti mai tehnici, dar si grupuri instrumentale mai bine inchegate.
Ele erau formate, de reguld, din trei muzicanti: ,,Ira d’in Scaristiara unu D’ord’e
a Virfulur si frat’e-s-o Nelu o cintat d’in vitiardsi unu cinta d’in burduna. Tri frat.
Tat tri cntad ... Sila Mat'isest’ und’e am stat nol... lonelu Dodi St’opulut. Cintal
la vioarad, clanet si burdund”#’.
nsa existenta grupurilor aparent bine inchegate nu este decét o
proiectie iluzorie. Ele reprezentau doar varfurile muzicii instrumentale din
arealul studiat al secolului trecut. De fapt, au predominat muzicantii care
cantau solistic, pe cont propriu, cateodata acompaniati de o doba, fiecare
dintre ei impartind anumite sfere de influenta. lar acest lucru este ilustrat cel
mai bine Tn momentul cand mai multi muzicanti se intalneau ,,in vale” cu
diferite ocazii si trebuiau sa ,,zaca” impreuna. Datoritd faptului ca aproape tot
timpul ei cantau doar solistic, muzicantii, fie ei ceterasi sau taragotisti,
executau broderii muzicale puternic individualizate ale acelorasi linii muzicale.
Astfel, expresia acestei individualitati a fost si situatia in care multi dintre

47 |dem.
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muzicantii moti nu puteau canta impreuna: ,,Un muzicant fera d’in Testa d’al,
¢ela d’in ¢ela d’al. Nu pr'ia put’a da unu dupa altu”+.

Fig. 3. Muzicanti din Albac. Ceterasul Nicolae Petrea zis Cula Trituli si
taragotisul Adrian Costea

CONCLUzII

Desi motii au ocupat un loc central in crearea identitatii nationale
romanesti, pana in prezent nu au fost trasate nici madcar principalele
caracteristici ale muzicii traditionale din Tara Motilor. De asemenea, nu au fost
inca relevate punctele in care aceasta muzica se diferentiaza la nivelul
structurilor muzicale fata de cea din zonele etnografice invecinate sau mai
indepartate. La fel, exista doar o cunoastere aproximativa a stilului muzical
caracteristic, dar si a evolutiei distincte pe care formulele instrumentale din
acest areal au avut-o de-a lungul secolului al XX-lea. Nu Tn ultimul rand, lipseste
un studiu comparativ care sa arate in ce mdsurd muzica traditionalda moteasca
prezinta anumite similitudini cu cea din alte zone montane ale Carpatilor. Asa
ar fi muzica traditionala specifica osenilor, maramuresenilor, ceangdilor sau
chiar ce a hutulilor si a goralilor. In esent3, se poate considera ¢ muzica

48 Informator Sorin Gaita (a lu MosoT), ndscut in 1970, sat Certeje, CAmpeni, judetul
Alba.
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traditionala din Tara Motilor a fost o victima colaterald a modului n care acest
areal cultural a fost folosit in discursul national/nationalist romanesc. Astfel,
lipsa unui plan sistematic de a culege folclor muzical din Tara Motilor nu se
datoreaza doar unor particularitati ce tin de fenomenul institutionalizarii sau
de evolutia cercetdrii romanesti. Se poate vorbi chiar despre o eclipsare a
specificului etnografic al Tarii Motilor de catre aspectele ce tin de trecutul
istoric al acestor tinuturi. In contextul dat, se pare cd majoritatea
cercetatorilor si intelectualilor ajunsi pe aceste meleaguri au cdutat cu
obstinatie sa culeaga doar date despre evenimentele istorice petrecute aici.
Astfel, ei s-au interesat preponderent de diverse aspecte legate de Rascoala
lui Horea din 1785 si rezistenta armata condusa de Avram lancu in 1848-1849.
in unele cazuri, putem vorbi chiar de un caracter aproape obsesiv al acestei
teme. El s-a manifestat atat prin perpetuarea unor clisee, cat si prin dorinta de
a identifica noi detalii despre aceste evenimente, fi ele chiar si nesemnificative.
Totodatd, aceasta preocupare asidud a facut, in mod paradoxal, ca specificul
etnografic al acestei zone sd ramana unul insuficient documentat.
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