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SUMMARY

Among the traditional folk instruments of the Romanian people
traditions, the bagpipe has accompanied peasants at dances and
celebrations since ancient times. Closely associated with pastoral life,
its repertoire includes both shepherd songs and dance tunes that
reflect the culture and wisdom of rural communities.

Although the bagpipe is also found among other European peoples, the
Romanian version was once widespread across almost all regions of the
country, undergoing organological adaptations depending on local
traditions. Today, however, the bagpipe is on the verge of
disappearance and is no longer used in rural musical practice, having
been replaced by instruments such as the violin and the taragot, which
currently enjoy great popularity both in rural and urban environments.

REZUMAT

Din categoria instrumentelor populare ale romanilor, cimpoiul este
instrumentul care i-a insotit la joc si la petreceri pe tdaranii romdani incd
din cele mai vechi timpuri. Fiind un instrument strdns legat de
activitatea pdstoritului, repertoriul interpretat la cimpoi cuprinde
melodii pastorale, dar si cdntece de joc in care s-au oglindit cultura si
intelepciunea comunitatii rurale.

Instrument utilizat si la celelalte popoare din Europa, cimpoiul
romdnesc a fost rdspandit in aproape toate regiunile tdrii suportand
modificdri organologice, in functie de zond. In prezent, cimpoiul este pe
cale de disparitie sinu mai este utilizat in practica rurald deoarece a fost
inlocuit de instrumente precum vioara si taragotul, care astdzi se
bucurd de o mare popularitate atdt in mediul rural cat si in mediul
urban.
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INTRODUCTION

This article, entitled The bagpipe, an ancient traditional instrument of
the Romanian instrumental folklore, represents an incursion into the perimeter
of instrumental folklore. Beside the theoretical aspects discussed here, the
necessary documentation and the investigation methods specific to
instrumental folklore, the personal contributions to the article refer to the
entirety of the processed information, which endow the paper with a note of
originality.

The traditional musical instruments, the ones in our region, in the East,
the ones we know and the ones we find out about by chance, represent
important arguments in asserting the relationship between man and nature,
since the musical instruments are creations of man’s hands and mind, and as
such they possess signs and symbols reflected by means of their outer shape,
the material they are made of, and the sounds they produce.

From a musical point of view, the inner feelings of the Romanian people
were expressed, like with any other people, depending on the circumstances
of peace, war, with the help of the voice or of musical instruments of various
sizes, categories, and shapes.

The traditional folk instruments of the Romanians refer to those
instruments that the peasants made with their own hands and which were
common in rural practice for a long time, on a large territory.

In the same context, we regard as traditional musical instruments those
modern instruments which were introduced in the rudimentary practice and
were subjected to the transformations specific to traditional execution, such
as: the execution of the “agriculturist’s hand”.

The complete understanding of folk music is not possible without the
knowledge of the musical instruments. The Romanian people preserves in its
ongoing practice a large number of traditional instruments, which differ in
terms of origin, mode of construction, function, repertoire.

According to the literature, the musical instruments of the Romanian
people are classified as follows: idiophone instruments, membranophone
instruments, aerophone instruments, chordophone instruments, pseudo
instruments. (Barbuceanu, 2014:5)

Of the multitude of traditional instruments used by the Romanian people,
the bagpipe stands out nowadays, as it is gradually going extinct. In a
narrower acceptation, it is a traditional aerophone instrument composed of a
bag of animal skin, with multiple sound pipes through which the air goes
through the bag, thus producing the melody.
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THE BAGPIPE — AN ANCIENT INSTRUMENT OF THE ROMANIANS

According to the Latin word Lysipipium, the bagpipe has ancient
origins, as it was already used in the ancient times by the Greek, the Romans,
and the Jews. It appeared in Europe around the year 412 A.D. (Poslusnicu,
1928:533)

Consisting of a bag made from goat skin, the bagpipe is filled with air
by the player who permanently blows into a blowpipe and squeezes the bag
that they hold under the arm, so that the air exits through three or four pipes
which produce musical sounds.

These pipes are called: chanter (carabd), the pipe that plays the
melody, and hangul mare and hangul mic (the small drone and the big drone),
the pipes which provide the accompaniment consisting of the fundamental
and the fifth. (Poslusnicu, 1928:533)

In the course of time, the bagpipe also had religious connotations,
being mentioned in Biblical texts such as the Book of Daniel, which was
written 500 years before the birth of Christ.

Fig. 1. Bagpipe

Fig. 2. Bagpipe player
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As far as our country is concerned, the bagpipe entered Romania in
the 15th century, the time of the first written evidence in this regard. The
scripts of those times mention glasurile ciinpoiloru (the voices of the bagpipes)
and chroniclers recount about the use of the bagpipe at rulers’ courts. (Cerne,
1899: 189-191)

The chronicler Grigore Ureche wrote about the ruler Aron Voda (1451
1457) that “He could not have enough of fornication, dancing, and bagpipe
players, whom he kept at his court for entertainment.” (Ureche, 2011:239)

About the rulers’ weddings, where the bagpiper played, Miron Costin
also wrote in Letopisetul Tdrii Moldovei de la Aron Vodd incoace. (Ureche, 1852:
74)

In the past, the bagpipe was used in all regions of the country, and the
ones who played it were called cimpoier or cimpoias, and testimonies of the
use of the instrument on this territory are also such contemporary family
names as Cimpoierul, Cimpoias or Cdrdbas [TN All derived from the Romanian
name for bagpiper].

Other testimonies of the bagpipe’s existence in Romania can be found
in a popular text published in the year 1891 in the magazine Ungaria from Cluj,
which certifies the existence of this instrument in Tinutul Campenilor, as well
as the land of the Moti:

Optzeci de oi despoaie [ They skin eighty sheep

Si prin frigarui le pun / And fry them

De sunete de cimpoaie / The sound of bagpipes

Padurile rasuna! / Fills the woods! (Poslusnicu, 1928: 535)

Other texts connected to the bagpipe which highlight the love of the
Romanian peasants for their native lands and traditions:

Mult mi-e dor, mamuca, dor / Oh, mother, how | miss

De cel codru fratior / My beloved forest

Si de stina cea de oi / And for the sheep in their pen

Si de cintic de cimpoi! /| And the bagpipe’s music! (Alecsandri,
1866:295)

According to I. Gh. Sbiera in the paper Codicele Voronetean (The
Voronet Codex), the bagpipe was used at parties, and regarding its names,
some Romanians called it gaidd, carabuzd and tulum. (Poslusnicu, 1928: 535)

In Istria there was a particular variety of the bagpipe, which was
known as foale (bellows) and was made up of:

The pipe used to play in order to produce the melody, which was
double with six holes and was called misnitele;

The garlici, which was the pipe used to blow the air through in order
to fill the bag.

The organologic particularities of the bagpipe:



147

It consists of an air reservoir made up of animal skin, which bears the
name burduf (bag);

The air is introduced in the bag through a blowpipe that bears various
names, such as: sufldtor, suflatoare, sufloni, mustiuc, tavad,

The air exits through two pipes, along one called barzoi, bazoi, cdrdboi,
duroni, ddrloi (drone) and a small one called carabd, cdrdbie, tarabd (chanter).

With regard to the component parts of the bagpipe, the bag is made
from goatskin, less frequently from sheepskin, and it has four connectors for
each pipe (blowpipe, drone, and chanter).

The drone is composed of three sections with cylindrical interiors
which are thrust inside one another, bearing the following names: bucium,
mijlocari and bazoi. The blowpipe is usually made from elder tree wood, bone
or metal, thrust into the bag through a stock or an animal horn. The most
important construction component of the bagpipe is the chanter, as the
constructor needs great skill to make it.

The chanter can be single or double, and according to its structure the
different varieties of bagpipes can be characterized. The number of the holes
of the chanter varies from 5 to 8, and the sound it produces is less sharp than
that of its Balkan relatives.

Therefore, depending on the construction of the chanter, the
Romanian bagpipes can be classified into two classes:

1. bagpipes with single chanter, namely with a simple pipe and one

reed;

2. bagpipes with double chanter, namely a double pipe and two

reeds, in two parallel pipes. (Alexandru, 2014: 78)

Through the constant pressure of the arm, the air accumulated in the
bag is led towards the instrument’s pipes: the chanter, a pipe on which the
melody is played and the drone, which produces the drone sound on the
fundamental or the fifth.

Because the bagpipe has a special structure (several pipes that
produce sounds simultaneously and reduced scales) and due to the difficulty
of the execution, the repertoire is not very extended.

Due to the narrow ambitus, the technical possibilities of the
instrument are quite reduced. The features of bagpipe music are the frequent
returns to the fundamental of the chanter, by means of posterior
appoggiaturas. Only certain melodies can be played on the bagpipe, as it is a
polyphonic instrument which influenced the instrumental music of the rural
environment.

In the collection of instrumental melodies compiled by the great
folklorist Béla Bartdk there is a considerable number of instrumental bagpipe
melodies, the vast majority thereof stemming from the region of Hunedoara
county:
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Fig. 3. Musical fragment (Bartdk, 1976: 433)

Itis believed that the bagpipe was brought to Europe by the Jews, and
at its origin it was a simple instrument with only one resonance pipe. Along
the centuries, it was an instrument used extremely frequently especially in
traditional music, but we must mention that it was introduced in art music as
well, for instance by the French composer Jean-Baptiste Lully, who used the
bagpipe in his compositions.

The interest of the organologic researchers in the bagpipe resulted in
the publication of numerous synthesis papers and attempts at classifying
bagpipes within research papers which bring important contributions to the
knowledge of the instrument’s great diversity on our continent.

The folklorist Teodor T. Burada, a great personality of our culture,
brings significant contributions regarding the musical instruments of the
Romanians by writing two specialized papers which we wish to mention:

1. Opere Works vol. Il, Bucuresti, Editura Muzicald, Bucuresti, 1975, where he
makes an extensive description of the bagpipe as a traditional instrument
of the Romanians.
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2. Ocdldtoriein satele romdnesti din Istria [A journey to the Romanian villages
of Istria], Tipografia Nationalg, lasi, 1896.
Teodor T. Burada offers precious information about the bagpipes: In
the Romanian villages of Istria, the Romanians play at parties a rudimentary
variety of the bagpipe, which they call féle.

Fig. 3. Fdle

This type of bagpipe has the following organologic features:
- Misnitele, a twin flute with six holes made from one single piece;
- Garliciul, the pipe through which the air is introduced into the bag.
- Fdlele, the name given to the bag. (Burada, 1896:56)
As regards the research conducted abroad, the bagpipes are classified
into two classes:
- a category for western Europe (double reed of the
chanter, conic pipe);
- acategory for the East of our continent (single reed of the
chanter, cylindric pipe).

According to the literature, in the realm of the bagpipes used by
Romanians, five varieties are known according to the makeup of the chanter.
(Alexandru, 1958: 113)

Being considered a traditional wind instrument, the bagpipe is
associated with pastoral activities and also to dance repertoires particularly in
the Hunedoara area, with various explanations regarding its origins and
evolution in the history of mankind.

In shepherds’ music, it had a utility function manifested through the
performance of this repertoire on panpipe, bagpipe, alphorn or horn, the
instrumental melodies belonging to this genre having such names as: Cand
mulge oile [When the sheep are milked], La mdsurat [When the milk is
measured], La inchegatul laptelui [When the milk is curdled], A casului [Of the
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cheese], La facutul casului [When the cheese is made], Ale drumului [Of the
road], Cand pasc oile pe coastd [When the sheep graze on the hill], Cimpoiasca
[Bagpipe music], Cand si-a pierdut ciobanul oile [When the shepherd lost his
sheep], etc.

Being widely spread in many European countries, it was intensely used
in Romania, particularly in South-Eastern Transylvania, Eastern Banat,
Northern Oltenia, Muntenia, Dobruja, Moldavia and it was employed in the
shepherding environment within various customs (carolling, for instance), as
well as within family events.

We notice that, in over a hundred years, the instrumental groups of
traditional music have transitioned from a unison performance of the tunes
towards a harmonic, tonal-functional performance, as we can see by listening
to today’s traditional music.

The traditional folk instruments were replaced by professional and
modern-type instruments. In the rural environment a tendency emerges to
organize increasingly large instrumental groups, while in the urban
environment the traditional music orchestras are musical ensembles that can
be seen in the large majority of traditional folkloric performances. We can say
that a people’s folkloric tradition and culture is a particularly complex system,
which, when seen and researched on a larger scale, fascinates and amazes us
due to the impeccable manner of its synchronization and harmonization, to
the manner in which it abides by certain patterns, techniques, and common
topics.

Therefore, we believe that each people have, by means of their
specific traditions and customs, their own identity.

CONCLUSIONS

Up to date research and studies reveal the disappearance of the
bagpipe as a folk instrument in the traditional music practice of Transylvania.
More than a century and a half ago, the bagpipe was one of the favourite
instruments which accompanied the Romanian peasants at the village dance
parties.

As far as dance music is concerned, we can notice that the violin is the
instrument preferred in traditional practice, while the bagpipe has
disappeared from current practice.

In the second half of the 20™ century orchestral ensembles
functioning as folkloric orchestras emerge and become established, where an
increasing number of unprofessional and professional instrument players,
some of whom stemming from the rural environment, find their place.

The enlargement of the taraf through the adoption, without
differentiation, of incompatible folkloric instruments in the same ensemble
can easily lead to its distancing from one of the consecrated models of the
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rural traditional taraf and to its transformation into a heterogeneous

formation without an identity, which does not perfectly match any style or

repertoire.

With the development of the concept of instrumental ensemble and
the penetration into folklore of such instruments as the violin, the clarinet, the
accordion, the first traditional instrumental groups appeared. The bagpipe
(which was a popular instrument a century ago) was eliminated from the rural
practice, and the repertoire of the old instruments such as traditional flute,
alphorn, trisca (NT: a traditional flute without holes) was adopted by the
instruments newly introduced in the rural practice.

In this way, various instrumental groups containing violins were
formed in Transylvania.

It is noticeable that the instrumental folklore is experiencing a
changing dynamic, namely:

1. Certain repertoires change their functionality in time;

2. The large majority of the contemporary instrumental repertoire refers to
dance music;

3. Certain customs are nowadays going extinct, an aspect that is
interdependently linked to the social and behavioural tendencies of
contemporary society;

4. The habit of folklore practitioners to learn new songs by means of mass
media, radio, television, internet etc.; in this case the originality and the
particularities related to style are lost, and the oral character of folklore
suffers;

5. The instrumental folklore is currently in a stylistic stage that proves the
transition towards new forms of artistic expression.

Some instrumental styles, like that of the bagpipe, can only partially
be taken over by the other new instruments, so that certain instrumental
repertoires disappear once the respective instrument is no longer used.

Like the vocal genres, the instruments have an ascending path, which
they follow until they reach a flourishing period, and subsequently, after a
certain while, some of them become transformed or disappear. This is also the
situation of the bagpipe, which, in spite of being omnipresent at all special
occasions of the past ages, can be regarded today as having entered a stage
of extinction.

Sometimes, the bagpipe can be encountered in some music
academies as a traditional folk instrument that can be studied optionally, in
professional training courses, in the museums of traditional instruments in
Europe, and in very rare cases on the urban stages in the framework of certain
traditional musical events.

With the changes that have taken place in the social and economic
fields, some instruments, such as the bagpipe, have been left out of the
musical practice, while others have been adopted into it, thus gaining great
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popularity, and some others, such as panpipes and traditional flutes, have
endured till nowadays.

CIMPOIUL, STRAVECHI INSTRUMENT
POPULAR AL FOLCLORULUI INSTRUMENTAL
ROMANESC

Cuvinte cheie
Cimpoi, folclor, instrumente, traditional, autentic, repertoriu, mediu rural.

INTRODUCERE

Articolul de fata, intitulat Cimpoiul, stravechi instrument popular al
folclorului instrumental romdnesc, reprezinta o incursiune desfasurata in
perimetrul folclorului instrumental. Pe langa aspectele teoretice dezbatute,
totodata documentarea necesard si metodele de investigare specifice
folclorului instrumental, contributiile personale asupra articolului se referd la
totalitatea informatiilor procesate care confera lucrdrii o nota de originalitate.

Instrumentele muzicale populare, cele de la noi, din Orient, cele pe
care le cunoastem sau cele despre care aflam intamplator, constituie
argumente importante in afirmarea relatiei om - natura, astfel incat
instrumentele muzicale fiind creatii ale mainilor si ale mintii omului, ele sunt
detinatoare de semne si simboluri reflectate prin forma exterioard, materialul
din care sunt facute si sunetele pe care le emit.

Din punct de vedere muzical, simtirea poporului roman s-a manifestat
si ea, ca la oricare popor, dupa imprejurari de pace, de razboi, cu vocea sau cu
instrumente muzicale de diferite dimensiuni, categorii si forme.

Instrumentele muzicale populare ale romanilor se refera la acele
instrumente pe care tdranii si le-au fabricat cu propriile lor maini si care au fost
raspandite in practica rurala o perioada indelungata de timp intr-un teritoriu
extins.

Tot n acest sens, sunt considerate ca fiind instrumente muzicale
populare acele instrumente de factura moderna care au fost introduse in
practica rudimentara si au suportat prefacerile specifice executiei traditionale,
spre exemplu: executia ,,mainii agricultorului”.

Intelegerea completd a muzicii populare nu este posibild fard
cunoasterea instrumentelor muzicale. Poporul roman pastreaza in practica vie
un mare numar de instrumente muzicale, care se deosebesc ca origine, mod
de constructie, functie, repertoriu.

Conform lucrdrilor de specialitate, instrumentele muzicale ale
poporului roman se clasificd n: instrumente idiofone, instrumente
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membranofone, instrumente aerofone, instrumente cordofone si
pseudoinstrumente (Barbuceanu, 2014:5).

Din multitudinea de instrumente populare ale poporului roman,
cimpoiul se remarc3 astdzi ca fiind pe cale de disparitie. Intr-o acceptiune
restransd, acesta este un instrument popular aerofon compus dintr-un burduf
din piele de animal, avand mai multe tuburi sonore prin care aerul trece prin
burduf, astfel luand nastere melodia.

CIMPOIUL - INSTRUMENT STRAVECHI AL ROMANILOR

Dupa latinescul Lysipipium, cimpoiul are origini stravechi, fiind utilizat
incad din perioada Antica de catre greci, romani si evrei. Apare in Europa in
vecindtatea anului 412 dupd Hr (Poslusnicu, 1928:533).

Construit dintr-un burduf din piele de caprd, cimpoiul este umplut cu
aer de executantul care sufla permanent intr-o teava si preseaza burduful care
se afla sub brat, astfel aerul iesind prin trei sau patru tuburi care produc sunete
muzicale.

Aceste tuburi poarta denumirea de: caraba, tubul care canta melodia,
si hangul mare, respectiv hangul mic, tuburi care realizeaza acompaniamentul
format din fundamentala si cvinta (Poslusnicu, 1928:533).

In istorie, cimpoiul a avut si conotatii religioase, fiind mentionat in
lucrari biblice precum Cartea lui Daniel, lucrare care a fost scrisa cu 500 de ani
fnainte de nasterea lui lisus Hristos.

Fig. 1. Cimpoi
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Fig. 2. Cimpoias

Cu privire la tara noastra, cimpoiul patrunde Th Romania in secolul al
XV-lea, de cand dateaza primele dovezi scrise 1n acest sens. Scripturile
vremurilor respective mentioneaza glasurile ciinpoiloru, iar din relatarile
cronicarilor avem date cu privire la intrebuintarea cimpoiului la curtile
domnesti (Cerne, 1899: 189-191).

Cronicarul Grigore Ureche relata despre domnitorul Aron Voda (1451-
1457) ca ,,Nu sd satura de curvie, de jucat, de cimpoiasi, carii ii tinea de
mascarii”’ (Ureche, 2011:239).

Despre nuntile domnesti, unde canta cimpoiasul, ne spune si Miron
Costin in Letopisetul Tarii Moldovei de la Aron Vodd incoace (Costin, 1944: 74).

In trecut, cimpoiul a fost utilizat in toate regiunile tarii, iar cei care
cantau la acest instrument purtau denumiri precum cimpoier sau cimpoias,
dovezi ale folosirii instrumentului n acest teritoriu se refera si la nenumarate
familii care si astdzi poarta numele de Cimpoierul, Cimpoias sau Cdrdbas.

Alte dovezi ale existentei cimpoiului iTn Romania se gasesc intr-un text
popular din Revista Ungaria de la Cluj din anul 1891, unde se certifica existenta
acestui instrument in Tinutul Campenilor, dar si al Motilor:

Optzeci de oi despoaie

Si prin frigdrui le pun

De sunete de cimpoaie

Paddurile rasuna! (Poslusnicu, 1928: 535).

Alte texte legate de cimpoi prin care se subliniaza dragostea taranului
roman fata de locurile si traditiile natale:
Mult mi-e dor, mamuca, dor
De cel codru fratior
Si de stina cea de oi
Si de cintic de cimpoi! (Alecsandri, 1866:295).
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Potrivit lui lon G. Sbiera Tn lucrarea Codicele Voronetean, cimpoiul este
intrebuintat la petreceri, iar in ceea ce priveste denumirile cimpoiului, unii
romani il numeau gaidd, carabuzd si tulum (Poslusnicu, 1928: 535).

In Istria a existat o varietate aparte de cimpoi, fiind intalnit sub
denumirea de foale. Acesta era compus din:

1. fluierul din care se cantd, care eraingemanat cu sase gauri si

avea denumirea de misnitele;

2. gadrliciul, care era teava pe unde se umfla ca sa sufle foalele.
Particularitati organologice ale cimpoiului:

- Se compune dintr-un rezervor de aer care este realizat din piele si
poarta denumirea de burduf;

- Aerul este introdus Tn burduf printr-un tub care poarta diverse
denumiri precum: sufldtor, sufldtoare, sufloni, mustiuc, tavd;

- Aeruliese din burduf prin doua fluiere, unul lung denumit barzoi,
bazoi, cdrdboi, duroni, darloi (drone) si unul mic denumit carabd,
cdrdbie, tarabd.

Cu privire la componentele cimpoiului, burduful este realizat din piele
de caprd, mai rar din piele de oaie, acesta avand patru legaturi pentru fiecare
tub (suflatorul, bazoiul si caraba).

Bazoiul are in componenta sa trei tuburi cu interiorul cilindric care sunt
infipte unul in celdlalt, acestea fiind denumite: bucium, mijlocari si bazoi.
Suflatorul este confectionat de regula din lemn de soc, din os, metal infipt in
burduf printr-un tub sau un corn de animal. Componenta cea mai importanta
in ceea ce priveste constructia cimpoiului este caraba, intrucat este necesara
o foarte mare Indemanare pentru a realiza aceastd piesa.

Caraba poate fi simpld sau dublg, iar in functie de structura acesteia
sunt caracterizate diferite varietati de cimpoaie. Numarul gdurilor carabei
variaza intre 5 si 8, iar sunetul scos este mai putin stringent decat al rudelor
sale balcanice.

Asadar, dupa conformatia carabei, cimpoaiele romanesti se impart in
doua categorii:

3. cimpoi cu caraba simpla, respectiv cu fluier simplu si o singura

ancie;

4. cimpoi cu caraba dublg, respectiv cu fluier dublu si doua ancii, in

doua tuburi paralele (Alexandru, 2014: 78).

Prin presiunea constanta a bratului, aerul adunat in burduf este condus
spre fluierele cimpoiului: caraba, un fluier pe care se canta melodia, si bazoiul,
care emite isonul pe fundamentala sau cvinta.

Intrucat cimpoiul are o structura speciald (mai multe fluiere care produc
sunete simultan si scdri reduse) si din cauza dificultatii executiei, repertoriul
este redus.

Datorita ambitusului mic, posibilitatile tehnice ale instrumentului sunt
destul de reduse. Caracteristice muzicii de cimpoi sunt frecventele reveniri pe
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fundamentala carabei, prin apogiaturi posterioare. La cimpoi nu pot fi
executate decat anumite melodii, acesta fiind un instrument polifonic care a
influentat muzica instrumentala din mediul rural.

In culegerea de melodii instrumentale realizatd de marele folclorist
Béla Bartdk exista un numar considerabil de melodii instrumentale pentru
cimpoi, marea majoritate dintre acestea fiind culese din zona Hunedoarei:
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Fig. 3. Fragment muzical (Bartdk, 1976: 433)

Se considera ca cimpoiul a fost adus in Europa de catre evrei, iar la origine
acest instrument a fost simplu, avand doar un tub de rezonanta. De-a lungul
veacurilor a fost unul dintre instrumentele muzicale extrem de utilizate in
special in muzica traditionald, insa precizam faptul cd acest instrument a fost
introdus si in muzica cultd, spre exemplu: compozitorul francez Jean-Baptiste
Lully a utilizat cimpoiul in operele sale.

Interesul cercetatorilor organologi pentru cimpoi s-a realizat prin aparitia
numeroaselor lucrari de sinteza si a Tncercarilor de clasificare a cimpoiului Th
cadrul unor cercetdri care aduc contributii importante la cunoasterea marii
diversitati a instrumentului pe continentul nostru.
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Folcloristul Teodor T. Burada, o personalitate de referinta in istoria
culturii noastre, aduce contributii semnificative Th ceea ce priveste
instrumentele muzicale ale romanilor prin scrierea a doud lucrdri de
specialitate pe care dorim sa le amintim:

3. Opere vol. Il, Bucuresti, Editura Muzicala Bucuresti, 1975, lucrare in care
realizeaza o descriere ampla asupra cimpoiului ca instrument popular al
romanilor.

4. O cdldtorie in satele romanesti din Istria, Tipografia Nationala, lasi, 1896.
Despre cimpoi, Teodor T. Burada ne ofera informatii pretioase: in satele
romanesti din Istria, romanii cantd la petreceri utilizand o varietate
rudimentard de cimpoi cdruia fi atribuie denumirea de fdle.

Fig. 3. Fdle

Acest tip de cimpoi are urmatoarele particularitati organologice:

- Misnitele, un fluier gemanat cu sase gauri realizat dintr-o singura

bucats;

- Garliciul, teava prin care se introduce aerul in burduf.

- Félele, denumirea atribuitd burdufului. (Burada, 1896:56)

In ceea ce priveste cercetdrile de origine striind, cimpoaiele sunt
clasificate in doua categorii:

- o categorie pentru vestul Europei (ancie dubla a carabei, tub conic);

- o categorie pentru estul continentului nostru (ancie simpld a carabei,

tub cilindric).

Potrivit cercetarilor de specialitate, in ceea ce priveste cimpoaiele utilizate
de catre romani, se cunosc cinci varietati care sunt deosebite dupa
conformatia carabei (Alexandru, 1958: 113).

Considerat instrument de suflat traditional, cimpoiul este asociat cu
activitatea pastorala, dar si cu repertoriul de dans, in special Tn zona
Hunedoarei, avand anumite explicatii referitoare la originea si evolutia sa in
istoria umanitatii.
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In muzica pastoreascd, functia utilitard s-a manifestat prin executia
repertoriului pdstoresc care a fost interpretat la fluier, cimpoi, bucium ori
corn, melodiile instrumentate apartinand acestui gen purtand denumirile:
Cand mulge oile, La mdsurat, La inchegatul laptelui, A casului, La facutul casului,
Ale drumului, Cand pasc oile pe coastd, Cimpoiasca, Cand si-a pierdut ciobanul
oile etc.

Raspandit in multe tari europene, s-a bucurat de o intensa utilizare in
Romania, mai cu seama in sud-vestul Transilvaniei, estul Banatului, nordul
Olteniei, Muntenia, Dobrogea, Moldova si a fost utilizat in mediul pastoral, Tn
cadrul unor obiceiuri (colindatul, de pilda), dar siin cadrul unor evenimente de
familie.

Cu privire la acest aspect se constata ca in mai bine de o suta de ani
grupurile instrumentale de muzica traditionala au trecut de la o executie la
unison a melodiilor spre o executie armonicd, tonal functionalda asa cum ne
putem da seama ascultand muzica populara de astazi.

Locul instrumentelor populare a fost luat de instrumentele
profesionale si de facturd moderna. In mediul rural prinde contur tendinta
organizarii unor grupuri instrumentale tot mai bogate, iar in mediul urban
orchestra de muzica popularda este ansamblul muzical intalnit Tn marea
majoritate a manifestdrilor muzicale populare. Putem spune ca traditia si
cultura populara a unui popor este un sistem deosebit de complex, cu atat mai
mult, vazutd si analizata la o scarda mai largd, aceasta ne fascineaza si ne
uimeste prin modul impecabil de sincronizare si armonizare, prin modalitatea
in care respectd anumite tipare, tematici si subiecte comune.

Asadar consideram ca fiecare neam are, prin traditiile si obiceiurile
specifice, propria identitate.

CONCLUzZII

Cercetdrile si studiile de actualitate ne releva disparitia cimpoiului ca
instrument popular in practica traditionala din Transilvania. Acum mai bine de
un secol si jumdtate cimpoiul era unul din instrumentele preferate care fi
insotea pe tdranii romani la jocul din sat.

Cu privire la muzica de dans se remarca faptul ca vioara este
instrumentul preferat in practica traditionald, iar cimpoiul a disparut din
practica curenta.

In cea de-a doua jumatate a secolului al XX-lea se contureazi si se
fnradacineaza n muzica populara ansamblurile orchestrale de tipul
orchestrelor populare, unde din ce in ce mai multi instrumentisti
neprofesionisti si profesionisti, unii dintre ei chiar provenind din mediul rural,
isi gasesc locul.

Amplificarea tarafului, prin adoptarea nediferentiata a unor
instrumente populare incompatibile 1n acelasi ansamblu poate conduce usor
la indepartarea sa de unul din modelele consacrate de taraf traditional rural si
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la transformarea sa intr-o formatie eterogena si fara identitate, neadecvata

perfect nici unui stil sau repertoriu.

Odatd cu dezvoltarea conceptului de ansamblu instrumental si cu
patrunderea n folclor a unor instrumente precum vioara, clarinetul,
acordeonul apar primele grupuri instrumentale traditionale. Cimpoiul (care
acum un secol era un instrument popular) este inldturat din practica ruralg, iar
repertoriul vechilor instrumente precum fluierul, tulnicul, trisca este preluat
de instrumentele nou introduse in practica rurala.

In acest fel, in Transilvania se formeaza diferite grupuri instrumentale
care au in componenta lor vioara.

Se remarca faptul ca folclorul instrumental se afla intr-o dinamica a
schimbadrii si anume:

1. Anumite repertorii si schimba functionalitatea in timp;

2. Marea majoritate a repertoriului instrumental actual se refera la muzica
de dans;

3. Anumite obiceiuri sunt astazi pe cale de disparitie, aspect care se afla in
interdependenta cu tendintele sociale si comportamentale ale societatii
contemporane;

4. Obisnuinta practicantilor de folclor de a fnvata noi cantece prin
intermediul mijloacelor mass-media, radio, televiziune, internet s.a.m.d.;
in acest caz originalitatea si particularitatile legate de stil se pierd,
totodata caracterul oral al folclorului avand de suferit;

5. Folclorul instrumental se afla intr-o etapa stilistica de tranzitie Tnspre noi
forme de manifestare artistica.

Unele stiluri instrumentale, precum cel al cimpoiului, nu pot fi preluate
decat partial de celelalte instrumente noi si astfel anumite repertorii
instrumentale dispar odata cu parasirea instrumentului respectiv.

Asemenea genurilor vocale si instrumentele au un drum ascendent, astfel
acestea ajung pana la o perioadd de inflorire, iar mai apoi, dupa o anumita
perioada de timp, unele se transform3 ori dispar. In aceastd situatie se afl3 si
cimpoiului despre care, desi nelipsit de la toate prilejurile in epocile trecute, se
poate considera astdzi ca a intrat intr-o faza de disparitie.

Uneori, cimpoiul poate fi intalnit iTn anumite academii de muzica, fiind un
instrument popular care poate fi studiat in mod optional, in cadrul unor cursuri
de formare profesionald, in muzeele de instrumente traditionale din Europa si,
in cazuri foarte rare, pe scenele urbane in cadrul anumitor evenimente
muzicale traditionale.

Odata cu schimbarile produse in plan social si economic, unele
instrumente asemenea cimpoiului au fost parasite Tn practica muzicala, altele
au fost adoptate castigand o mare popularitate, iar cele precum naiul si fluierul
s-au mentinut pana in zilele noastre.
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