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SUMMARY

Musical folklore, presented in various artistic forms, constitutes an integral
part of ethnic culture. The functioning of folklore in rural areas nowadays
takes place in different ways. We refer to: the promotion of folklore
productions in their natural context of circulation by bearers anchored in
tradition, especially in small villages, but in decline due to massive
migration and population aging; the performance of folklore creations by
representatives of the younger generation, under the same natural,
traditional conditions of manifestation, who however learned the
repertoire in school, or, more rarely, from authentic bearers; the planned
reconstitution of various traditions, customs, etc. within educational
institutions, kindergartens, for educational purposes; the activity of
folklore ensembles at schools and cultural centres. The processes related to
musical folklore in the modern rural community reflect a complex dynamic
between tradition and modernity. Despite the fact that rural societies have
changed significantly in the recent decades, musical folklore remains an
important element of identity, even if, in many cases, in an adapted form.

REZUMAT

Folclorul muzical, prezentat in diferite forme artistice, constituie o parte
integrantd a culturii etnice. Functionarea folclorului in mediul rural in etapa
contemporand are loc in moduri diferite. Ne referim la: promovarea
productiilor folclorice in contextul lor firesc de circulatie de cdtre pdstratori
ancoratiin traditie, mai ales in satele mici, insd in declin din cauza migratiei
masive si a imbadtranirii populatiei; interpretarea creatiilor folclorice de
cdtre reprezentatii generatiei mai tinere, in aceleasi conditii firesti,
traditionale, de manifestare, dar care au invdtat repertoriul in scoald, ori,
mai rar, de la pdstratorii autentici; reconstituirea planificatd a diferitor
traditii, obiceiuri etc. in cadrul institutiilor de invatdmant, grddinite, cu scop
educational; activitatea ansamblurilor folclorice pe ldnga scoli si case de
culturd. Procesele legate de folclorul muzical in comunitatea rurald
modernd reflectd o dinamicd complexd intre traditie si modernitate. In
pofida faptului cd societdtile rurale s-au schimbat semnificativ in ultimele
decenii, folclorul muzical rdmdne un element identitar important, chiar
dacd deseori intr-o formd adaptatad.
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INTRODUCTION

Folklore, presented in various artistic forms, constitutes an integral part of
national culture, remaining the representative element for each ethnicity.
Ethnomusicologist Constanta Cristescu notes: “currently demonetized by the
deculturalizing music market and the globalization process, folklore is a segment
of national and universal culture with a distinct traditional mark.” (Cristescu,
2016:8) Current policies regarding the protection, conservation, and promotion of
the intangible heritage inspire confidence that it will retain its fundamental
characteristic landmarks and will “flow” in its natural course, | am referring
primarily to the specifics of the musical, poetic, choreographic, and performance
language.

A large part of the folklore productions are nowadays vulnerable spheres
of traditional culture, | am referring to doina, ballad, family ritual productions or
productions connected to the year cycle. It is known that the loss of entire layers
is determined by the radical transformations produced in the rural society, such
as technological modernization, migration, the disappearance of authentic
practices, the gradual loss of the original functions of music, of the organic
connection with everyday life, while the form and style remain. These works are
preserved more as a stage repertoire than as a spontaneous expression of the
community. In this sense, the mass media also has its contribution, promoting
dynamic, commercial melodies, neglecting those with slow rhythms and archaic
sound structures, considered unimportant. However, given the contemporary
trends of safeguarding the intangible heritage, we hope that in the rural
community, folklore will maintain its traditional, practical, artistic and
communication functionality. We observe that it adapts to the transformations
occurring in society, remaining a living phenomenon, but with constantly
changing forms and functions. We will analyse several examples of folklore
manifestations, recorded in rural areas, following different ways of performing
and promoting folklore in our contemporary stage.

PROMOTING FOLKLORE PRODUCTIONS IN THEIR NATURAL CIRCULATION
CONTEXT

Today, in the rural community, folklore is still linked to essential events,
such as: weddings, baptisms, funerals, patron saints’ celebrations, winter
holidays, and other community events. Oral transmission by bearers anchored in
tradition, which, unfortunately, are very few, still exists, especially in small
villages, but in decline due to massive migration and the aging of the population.
Oral transmission is largely complemented or replaced by audio/video recordings,
archived collections, institutionalized teaching (school, folklore ensembles),
activities carried out within cultural institutions, which obviously play an
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important role in preserving the tradition. Groups of carol singers, local folk music
bands and elderly performers continue to transmit traditional repertoires, but
increasingly in organized contexts, such as festivals, various cultural events. From
the investigations carried out with the aim of identifying the traditional element
in the contemporary rural environment, | observed, to my pleasant surprise, some
manifestations within the wedding ceremony and winter customs, adopted and
transmitted naturally. | bring a few examples.

Recently, in July (2025), | attended as a guest a wedding in a village in the
northern part of Bessarabia (Parjota village, Rascani district). It was a modest,
traditional wedding, without professional singers and dancers, and all kinds of
entertainers. The ceremony took place according to the local traditions in several
stages: welcoming the guests, the first meal, the main meal, the bride's headscarf,
the godparents’ party. Each sequence was interspersed with traditional acts
specific to the area and, obviously, with dance and song breaks. A group of
musicians, represented by a local couple, husband and wife, both singing with
their voices and using an electronic organ and a computer, performed
predominantly vocal and instrumental creations from the folk music repertoire,
interspersed with pop music tunes.

Some of the ritual moments, with roots deeply implanted in the local
tradition, were: clapping to dance melodies, usually in a hora dance rhythm,
between the tables, throughout the time that the close relatives of the bride and
groom are seated at the tables, with a certain position of the hands - raised to the
level of the face and changing the hands’ position during the stroke, periodically,
rotating, left - right; clapping in front of the bride and groom and the godparents
(Figure 1); clinking glasses by the parents of the bride and the groom with each
guest, a sign of thanks and gratitude for honouring them with their presence; the
dance of the gifts for the parents and close relatives; the dance of the colaci (NT
traditional sweet bread offered as a gift at weddings) for both pairs of in-laws and
godparents; washing the godparents’ hands; raising the glasses; the bride asking
for forgiveness from the groom’s parents.

An old local custom is the presence of a group of married women from
the neighbourhood, and not only, who come “just to watch,” (just to see) the
wedding. That is, a group of wives come bringing their own chair, or find one at a
gate or under a nearby fence and watch the event unfold, practically from
beginning to end. These are the “critics” who will later give the verdict and inform
the community about how the wedding ceremony went on, what was good, what
was lacking, who said what, etc. The bride and groom will necessarily approach
these women and serve them with food and drinks, thanking them for their
presence. (Figures 2 and 3)
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Fig. 2 - 3. The group of spectator wives and
The bride and groom bringing food and drinks to the group of spectator wives

After the raising of the glasses, most of the guests say goodbye to the in-
laws, the groom and bride and leave. Usually, only close relatives remain, who
attend the custom of the bride’s headscarf. The young bride’s hair is combed and
a headscarf is placed on her head by the godmother while a sad instrumental
melody is played. Unfortunately, the Ceremonial Song of the Bride, specific to the
area, was not sung. But even in this version, the sequence was moving. Those
present offer gifts to the newlyweds (usually household items) and put money in
the young bride’s scarf. The cake, served at the end of the wedding, replaced the
sweet glasses offered by the young bride to the guests, especially to the wives
present at the wedding, the symbol of the definitive integration into the social
category of the married couples. And, finally, the custom of the Godparents’
Party, which is held with pomp and music, being a sign that the ceremony has
ended.
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Of the songs with a ritual function, only the following were performed:
the march when welcoming each guest; when shaking hands; the dance of the
colaci, the raising of the glasses and the bride’s headscarf. But even these few
songs with a ritual function, or songs that were ritualized ad hoc, contributed to
the consolidation of the general architecture of the wedding and its dynamic
development. The wedding was coordinated by the parents and grandparents of
the young couple according to the traditional model of the area, transmitted
naturally, from generation to generation, orally, obviously, with adaptations to
contemporary life.

Another example, which we want to present, refers to the customs of the
winter holidays. Knowing from childhood the customs of the northern part of the
Republic of Moldova, such as those with zoomorphic and anthropomorphic
masks, carols, season’s greetings, Plugul cel mare (Big Plough), etc., following the
direct observation made during this period of the year, in the same village, we
were curious to see if these were still practiced. Thus, in the evening and night
between the years we received carollers one by one, at first, during the day,
groups of children with small ploughs and carols, then, after dark, Cdprita si Calutul
(Little Goat and Little Horse), and after midnight we waited for Plugul cel mare,
which, unfortunately, did not reach us, but the accordion, the whip and the
traditional phrase Roata mdi, hdi, hdi could be heard in the distance. On the first
day of the New Year, they also came with the custom called Semdnatul (Sowing).

Regarding the content of the customs called plugusoare (small ploughs)
and the customs with masks, it was visible that it was learned in school under the
guidance of teachers. Very few were those who performed productions heard
and learned from their parents, or, rather, from their grandparents. But even
among them, the traditional freedom of performance was visibly affected by the
norms of school behaviour. Also, Cdprita is not practiced in this village and,
obviously, its presence is the result of school education. On the other hand, Calul
or Cdlutul (Horse or Little Horse) was and remains the most requested and most
frequently performed in the village. Despite the substitution by school training of
the transmission of folkloric productions from generation to generation in their
natural environment of manifestation, we can still argue that the masked games,
the carols, the well-wishing formulas, the sowing customs, still symbolically bear
their ritual functionality, although they are often revised or shortened.

ADAPTATION AND RE-INTERPRETATION OF FOLKLORE CREATIONS IN A RURAL
ENVIRONMENT

The planned reconstruction of various traditions, customs, etc. within
rural educational institutions, such as kindergartens, schools or community
cultural centres, is an important factor in preserving the intangible heritage. In the
process of this cultural education, it contributes to the preservation and
promotion of local identity. Folklore is promoted by representatives of the young
generation in natural, traditional conditions of manifestation, as we have
previously noted, or within various artistic manifestations, competitions, festivals,
etc. In this way a restoration of the traditional interpersonal communication takes
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place, but at a conscious level. A remodelling of the aesthetic perception occurs.
Gradually, the restoration of the simultaneous character of the communication
process between performers leads to a connection of a different level than that
ensured by schooling, where, through verbal and non-verbal signs, information is
exchanged, thus projecting in this process the specificity of orality of traditional
culture. This creates conditions to ensure the continuity of folkloric creation in our
modern times, its stability and ability to undergo changes, without affecting the
fundamental pillars of the phenomenon.

Referring to the changes, we have observed various transformations
within the folklore manifestations, such as, for example, the different number of
participants and the type of characters within the customs with masks. The
custom called Cdlutul (usually a single mask) is transformed into Cdiutii (Horses) —
several masks. Whereas in the traditional version, along with the horse mask,
there were other characters, such as the gypsy, the gypsy woman, the officer
(gendarme, policeman, etc.), sometimes the doctor, the contemporary version
more often represents a dance of the horses. Other customs with masks are also
invented, such as Berbecul or Vulpea (Ram or Fox). This phenomenon, on the one
hand, reflects the evolutionary nature of folk culture, the adaptation to the
requirements of the time and the level of perception of reality by the members of
a rural community, and on the other hand, the disappearance of the natural
context of manifestation, of authentic bearers, who would contribute to
regulating the tradition-innovation ratio, ensuring balance and continuity of the
values of folk creation. Moreover, the leaders of folklore groups, the teachers, out
of the desire to be original, inventive, get inspiration form the internet, adopting
not only folklore productions not specific to the area, but also pseudo creations,
works written in ethno-folk style, not always of artistic value, or even inventing
melodies on their own, having only scarce knowledge in the field of folk tradition.

| propose as an example some sequences from the National Competition
of Winter Customs and Traditions Gerar, organized by the Republican Centre for
Children and Youth Artico from Chisinau and addressed to children’s groups. The
12-minute program involves the performance of various productions, both spoken
and sung, such as carols, ploughs and sowing customs, as well as carol games and
masked games such as Babele si mosnegii (Old Women and Old Men).

The entire repertoire was learned under the guidance of the teacher and,
probably, selected by her as well. Plugusorul performed by the boys’ group fully
reflects the traditional specificity, both in wording and content. The carols,
however, were sung by the girls’ group, with accordion accompaniment, which
does not correspond to the tradition of their performance by a male group and
without instrumental accompaniment. Moreover, the norms of performance
were not respected, the carol being transformed into a lyrical song with the
application of dynamic nuances and tempo changes. Ciprian Chitu remarks
regarding the performance of carols by different types of groups: “An
exponential problem lies in the fact that carol arrangements are played in a varied
manner by professional or quasi-professional bands, amateurs in the field who



33

lack the minimum knowledge of stylistics and musical performance.” (Chitu,
2014:13)

The mask dance, presented by the entire group of children - girls and
boys, combines two customs: Babele si mosnegii, usually performed separately. In
this case, it is an attempt to adapt and reinterpret them, and, probably, if it had
been presented only by boys, it would have fit into the traditional functionality
norms of the winter holidays customs and would have reflected the natural
tendency of transformation. The presence of girls, however, inclines the
performance towards a vulgar amateurism.

Fig. 4. The Old Women and the Old Men - mask dance performed by the folklore
ensemble of the school in the village of Ustia, Dubasari district.

Another example is the program presented by the folklore group from the
village of Pdpauti, Rezina district (led by Ludmila Dabija), which includes two
customs with zoomorphic masks - Cdiutii si Ursul (Horses and Bear) and
Plugusorul. Cdiutii are presented in the form of a mask dance, accompanied by
shouted commands. The dance called Ursul is a contemporary invention both as a
representation and as a text. There are two bear masks (in tradition there was
only one) and two female characters — gypsy women, who utter newly created
cries. Here is an excerpt:

Foaie verde, foi de mure, / Green leaf, blackberry leaf,

Hop, hop, haile hop.

Am prins ursul din pddure, / We caught the bear in the woods,
Hop, hop, haile hop.

Ne-a stricat pddurile, / He ruined our woods,
Hop, hop, haile hop.

Cd nu cresc nici murele, / The blackberries grow no more,
Hop, hop, haile hop.

Nici tufarul nu-i tufis, / There are no bushes left,
Hop, hop, haile hop.

N-o rdmas nici un umbris, / And there is no shade,
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Hop, hop, haile hop.
Stejdreii seculari, / The century-old oaks,
Hop, hop, haile hop.
l-au distrus ursii cei mari, / Were destroyed by the big bears,
Hop, hop, haile hop.
Mandri cerbi si cdprioare, / The fine stags and deer,
Hop, hop, haile hop.
Au fugit peste hotare, / Have fled abroad,
Hop, hop, haile hop.

Fig. 5. Cdiutii mask dance performed by the folk ensemble of the school in the
village of Papauti, Rezina district.

Fig. 6. The Bear dance performed by the folk ensemble of the school in the village
of Papauti, Rezina district.

Another phenomenon specific to the rural environment are the folklore
ensembles organized by members of the respective community, usually of varying
ages, from 60-70 years old, to young people and children. In this case, a large part
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of these ensembles performs the repertoire of the area, which is welcome, but
they also need guidance from specialists to gain as much knowledge as possible
of the local repertoire, because the temptation to access digital platforms and
assimilate the songs that some people consider “more beautiful”’, is great and
harmful.

So, the educational process, the activity of folklore ensembles within
educational institutions, community cultural centres, are a reality that we cannot
ignore, a reality that can be beneficial or, on the contrary, detrimental to
traditional culture. Speranta Radulescu, in an interview in 2014, made the
following statement: “The folklore ensemble? A huge evil! What did the ensemble
do? It started from true traditional music, standardized it, “embellished” it and
presented it through shows, radio and television as exemplary. But, if you
standardize rural music, you destroy it! Folklore has been barbarized! And this
model also spread among musicians who, otherwise, were imaginative enough to
know how to keep it alive. | remember that, in the 9os, | was walking through a
village, Dobrotesti, where there were a lot of flute players. It was a village full of
shepherds from the plains, like in Preda’s “Morometii”’: one was sitting on the
roadside, one at the tavern, another in his yard... It was pleasant. They had a
bigger flute. While they played, they made a gurgling sound in their throats, which
is important. On the one hand, the gurgling gives rhythm to the playing, and on
the other hand, it strengthens it. For me, it was seductive! But it was not heard in
their performance any more. And | would say to one of them: “Hey, sir, why don't
you gurgle when you play?” Now, the first thing they heard at the cultural centre
was: “Stop gurgling, you idiots!” And, so that’s how he learned that it is not nice
to gurgle.” (Radulescu, 2014) Indeed, the replacement of folklore productions
specific to the area with standardized forms, the lack of knowledge of the field,
of the specificity of performance, the ignorance of the folklore ensemble leaders,
their self-appointment as creators of folklore, the vulgar amateurism is a serious
problem in safeguarding the heritage and transmitting it to the younger
generation. As a result of the influence of globalization and the dominance of the
artistic-cultural communication model based on consumerism, in the activity of
folklore collectives, there is not only a loss, but also a devaluation, a desecration
of traditional artistic values, the simplification of the artistic-imagistic language,
its “sovereignization”, the eclectic mixture of genres and styles, of ethnic
traditions, creating a certain eclectic “generalized picture”, destined for a
simplified and undifferentiated perception.

CONCLUSIONS

In the villages of the Republic of Moldova, the musical tradition is still
alive, especially thanks to the elders and local bands, who maintain the specific
repertoire of the community. However, the oral transmission is increasingly rare,
being complemented by activities organized in schools and culture centres. Young
people, initiated through schools and folklore ensembles, use traditional
elements and contemporary adaptations in the realization of hybrid
manifestations, accessible to the new generations. Thus, musical folklore goes
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through a complex process of preservation (through traditional artists and
culture institutions), transformation (through commercial and global influences),
reinvented and adapted to the modern socio-cultural environment.

Despite the actions that are not always beneficial to traditional culture,
such as its promotion as a cultural product through festivals, shows, mass media
or rural tourism, which also capitalize on folk music as a distinctive element of the
region, contemporary policies regarding the protection of the intangible heritage
effectively contribute to the mobilization of society, the community, authorities
and performers to ensure the living transmission of folklore, not just its formal
preservation, but also the attempt and awareness to move towards authentic and
unexplored layers of folk art in contemporary times. Taking these processes into
account, from our point of view, ensures the possibility of carrying out activities
of competent reconstruction and reconstitution of archaic forms of folklore,
forgotten and lost, capitalizing on them in the consciousness of young people
through the prism of contemporaneity.

It should be noted that a number of issues related to the contemporary
existence of the tradition, the preservation and updating of this unique material,
the particularity of the way of integrating folklore species, etc., still remain little
studied. A complex interdisciplinary analysis of the current state of musical
folklore in a rural context and the elaboration of mechanisms that can be applied
in achieving the balance between the traditional and the modern are necessary.

FOLCLORUL MUZICAL iN COMUNITATEA RURALA
MODERNA DIN REPUBLICA MOLDOVA

Cuvinte cheie
Folclor muzical, comunitate rurala, transmitere, reconstituire, remodelare,
interpretare, profanare, amatorism vulgar

INTRODUCERE

Folclorul, prezentat in diferite forme artistice, constituie o parte
integranta a culturii nationale, ramanand elementul reprezentativ pentru fiecare
etnie. Etnomuzicologul Constanta Cristescu remarca: ,,demonetizat actualmente
de piata muzicala deculturalizanta si de procesul de globalizare, folclorul este un
segment de culturd nationald si universala cu marcd traditionald distincta”
(Cristescu, 2016:8). Politicile actuale privind protejarea, conservarea, promovarea
patrimoniului imaterial inspira increderea ca acesta isi va pastra reperele
fundamentale caracteristice si va ,,curge” in albia sa fireasca, ma refer, in primul
rand, la specificul limbajului muzical, poetic, coregrafic si cel interpretativ.

O mare parte din productiile folclorice se dovedesc astazi a fi sfere
vulnerabile ale culturii traditionale, ma refer la doina, baladd, productii rituale
familiale sau din ciclul calendaristic. Se stie ca pierderea unor intregi straturi este
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determinata de transformadrile radicale ce au loc in societatea rurald, precum
modernizarea tehnologica, migratia, disparitia unor practici autentice, pierderea
treptata a functiilor originare ale muzicii, a legaturii organice cu viata cotidiana,
ramanand forma si stilul. Aceste productii sunt pastrate mai mult ca repertoriu
scenic, decat ca expresie spontand a comunitatii. In acest sens si mass-media fsi
are contributia sa, promovand melodii dinamice, comerciale, neglijand cele in
ritmuri lente si cu structuri sonore arhaice, considerate neimportante. Totusi,
avand in vedere tendintele contemporane de salvgardare a patrimoniului
imaterial, speram «¢3, Tn comunitatea rurald, folclorul fsi va mentine
functionalitatea traditionala, practicd, artistica si de comunicare. Observam ca el
se adapteaza transformarilor intervenite in societate, rdmanand un fenomen viu,
dar cu forme si functii Tn continua schimbare. Vom analiza cateva exemple de
manifestari folclorice, inregistrate in mediul rural, urmarind diferite modalitati de
interpretare si promovare a folclorului in etapa contemporana.

PROMOVAREA PRODUCTIILOR FOLCLORICE iN CONTEXTUL LOR FIRESC DE
CIRCULATIE

Astazi, Tn colectivitatea ruralg, folclorul este ncd legat de evenimente
esentiale, precum: nunti, botezuri, inmormantari, hramuri, sarbatorile de iarna si
alte manifestari comunitare. Transmiterea orala se realizeaza de catre pastratorii
ancorati in traditie, care, cu regret, desi sunt foarte putini, inca exista, mai ales in
satele mici, insa Tn declin din cauza migratiei masive si a imbatranirii populatiei. Ea
(transmiterea orald) este in mare parte completata sau inlocuita de inregistrari
audio/video, colectii arhivate, predare institutionalizata (scoald, ansambluri
folclorice), activitatile din cadrul institutiilor culturale, care, evident, joaca un rol
important in conservarea traditiei. Grupurile de colindatori, tarafuri locale si
interpretii batrani continud sa transmita repertorii traditionale, dar tot mai mult in
contexte organizate, precum festivaluri, diferite evenimente culturale. Din
investigatiile realizate cu scopul identificarii elementului traditional in mediul rural
contemporan, am observat, spre surprindere placutd, unele manifestdri din cadrul
ceremonialului nuptial si al obiceiurilor de iarna, preluate si transmise in mod
firesc. Aduc cateva exemple.

Recent, in luna iulie (2025), am participat in calitate de invitat la o nuntd
intr-un sat din zona de nord a Basarabiei (satul Parjota, raionul Rascani). A fost o
nunta modesta, traditionala, fard invitati cantdreti si dansatori profesionisti si tot
felul de animatori. Ceremonialul s-a desfasurat conform traditiilor loculuiin cateva
etape: intampinarea invitatilor, prima masd, masa mare, legatoarea miresei,
petrecerea nasilor. Fiecare secventd a fost presdrata cu acte traditionale specifice
zonei si, evident, cu pauze de dans si cantec. Grupul de muzicanti, reprezentat de
un cuplu local, sot si sotie, ambii cantand cu vocea, o orga electronica si calculator,
au interpretat, predominant, creatii vocale siinstrumentale din repertoriul muzicii
populare, cu interventii de melodii din muzica usoara.

Dintre momentele rituale, cu radacinile adanc implantate in traditia locala
au fost: batdile din palme pe melodii de dans, de reguld in ritm de hora, printre
mese, pe tot parcursul sederii la masa a invitatilor, de catre rudele apropiate
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mirilor, avand o pozitie anumita a mainilor - ridicate la nivelul fetei si schimband
pozitia lor Tn timpul loviturii, periodic, rotativ, stanga - dreapta; bataile din palme
in fata mirilor si a nasilor (Figura 1); ciocnitul paharului de catre parintii mirilor cu
fiecare invitat, semn de multumire si recunostinta pentru cd i-a onorat cu
prezenta; jucatul darurilor pentru parinti si rude apropiate; jocul colacilor pentru
ambii socri si nasi; spalatul pe maini la nasi; inchinarea paharelor; adresarea de
iertare a miresei catre parintii mirelui.

Un obicei vechi al locului este prezenta unui grup de neveste din
vecindtate, si nu numai, cu ,,pragitu™ (cu vazutu®) la nunta. Adica, un grup de
neveste vin cu scaunelul lor sau gasesc unul la o poarta ori sub un gard din
apropiere si urmadresc desfasurarea evenimentului, practic de la Tnceput pana la
sfarsit. Sunt acei ,,critici” care ulterior vor da verdictul si vor instiinta comunitatea
despre felul in care s-a desfdsurat ceremonialul nuptial, ce a fost bine, ce a lipsit,
cine ce a zis s.a. Mirii neapdrat se vor apropia de aceste neveste si le vor servi cu
bucate si bautura, multumindu-le pentru prezenta. (Figurile 2 si 3)

Fig. 2 - 3. Grupul de neveste ,,spectatori” si
Servirea de cdtre miri a grupului de neveste ,,spectatori”
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Dupa inchinarea paharelor, o mare parte dintre invitati isi iau ramas bun
de la socri, miri si pleaca. Raman, de regula, rude apropiate, care participa la
Legdtoarea miresei. Tandra nevasta este pieptanata si legata cu basma de catre
nasa Tn timp ce se interpreteaza o melodie instrumentala de jale. Cu regret, nu a
fost executat Cantecul ceremonial al miresei, specific zonei. Dar si in versiunea
datd, secventa a fost emotionanta. Cei prezenti ofera daruri tinerilor casatoriti (de
reguld lucruri pentru casa) si pun bani in basmaua tinerei neveste. Tortul, servit la
sfarsitul nuntii, a Tnlocuit paharutele dulci oferite de tandra nevastd celor prezent;,
in special nevestelor prezente la legdtoare, simbolul integrdrii definitive in
categoria sociala a casatoritilor. Si, in sfarsit, obiceiul Petrecerea nasilor, care s-a
facut cu fast si muzicd, fiind un semn ca ceremonialul a luat sfarsit.

Dintre melodiile cu functie rituald au fost interpretate doar: marsul la
intampinarea fiecarui oaspete; la datul mainii; jocul colacilor; inchinatul paharelor
si legatoarea miresei. Dar si aceste cateva melodii, cu functie rituala sau ritualizate
pe moment, au contribuit la consolidarea arhitectonicii generale a nuntii si la
desfdsurarea dinamica a acesteia. Organizarea nuntii a fost coordonata de catre
parintii si buneii tinerilor dupa modelul traditional din zona, transmis firesc, din
generatie Tn generatie, pe cale orala, evident, cu anumite adaptari la viata
contemporana.

Un alt exemplu, pe care vrem sa il prezentam, se refera la obiceiurile
sarbatorilor de iarna. Cunoscand din copilarie obiceiurile din zona de nord a
Republicii Moldova, precum cele cu masti zoomorfe si antropomorfe, colindele,
urdturile, Plugul cel mare s.a., in urma observatiei directe realizate in aceasta
perioadd a anului, In acelasi sat, am fost curiosi sa vedem daca acestea se mai
practica. Astfel, In seara si noaptea dintre ani am primit pe rand colindatori, la
fnceput, de cu zi, grupuri de copii cu plugusoare si colinde, apoi, dupa lasarea
intunericului, Cdprita si Cdlutul, iar trecand de miezul noptii am asteptat Plugul cel
mare, care, cu regret nu a ajuns pana la noi, dar se auzea in departare acordeonul,
biciul si fraza Roata mdi, hdi, hdi. In prima zi a Anului Nou au venit si cu semanatul.

In ceea ce priveste continutul plugusoarelor si a obiceiurilor cu masti, era
vizibil ca acesta a fost invatat in scoala la indrumarea profesorilor. Foarte putini au
fost cei care au interpretat productii auzite si invatate de la parinti, ori, mai
degraba, de la bunei. Dar si la ei, libertatea interpretativa traditionala se simtea
vizibil afectata de normele comportamentului scoldresc. De asemenea, obiceiul
Cdprita nu se practica Tn acest sat si, evident, prezenta acestuia este rezultatul
scolarizarii. Tn schimb, Calul sau Cdlutul a fost si ramane cel mai solicitat si
interpretat in localitate. In pofida substituirii prin instruirea scolara a transmiterii
productiilor folclorice din generatie in generatie in mediul firesc de manifestare al
acestora, putem totusi sustine ca jocurile cu masti, colindele, uraturile, semanatul,
poarta Tncd simbolic functionalitatea rituala, desi adesea sunt revizuite sau
scurtate.
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ADAPTAREA SI REINTERPRETAREA CREATIILOR FOLCLORICE iN MEDIU RURAL

Reconstituirea planificata a diferitor traditii, obiceiuri etc. in cadrul
institutiilor rurale de nvatamant, precum gradinite, scoli sau camine culturale
constituie un factor important in pastrarea patrimoniului imaterial. Tn procesul
acestei educatii culturale se contribuie la pdstrarea si promovarea identitatii
locale. Folclorul este promovat de catre reprezentantii generatiei tinere in conditii
firesti, traditionale de manifestare, cum am constatat anterior sau in cadrul
diferitelor manifestari artistice, concursuri, festivaluri etc. Astfel are loc o
restabilire a comunicarii interpersonale traditionale, dar la nivel constientizat. Se
produce o remodelare a perceptiei estetice. Treptat, refacerea caracterului
simultan al procesului de comunicare dintre interpreti duce la o conexiune de alt
nivel, decat cea asigurata prin scolarizare, unde, prin semne verbale si non-
verbale, se face schimb de informatii, proiectand astfel in acest proces specificul
de oralitate a culturii traditionale. Acest fapt creeazd conditii de asigurare a
continuitatii creatiei populare in etapa moderna, stabilitatea si capacitatea sa de
a suferi modificari, farad a afecta pilonii fundamentali ai fenomenului.

Referindu-ne la modificari, am observat in cadrul manifestarilor folclorice
diverse transformari, cum ar fi, spre exemplu, numarul diferit al participantilor si
al tipului de personaje din cadrul obiceiurilor cu masti. Obiceiul Cdlutul (de regula
0 singurd masca) este transformat in Cdiutii — mai multe masti. Dacd in varianta
traditionala alaturi de cal erau si alte personaje, precum tiganul, tiganca, ofiterul
(jandarm, politist s.a.), uneori doctorul, versiunea contemporana reprezinta mai
des un Dans al calutilor. De asemenea sunt inventate alte obiceiuri cu masti, cum
ar fi Berbecul sau Vulpea. Acest fenomen reflecta pe de o parte caracterul evolutiv
al culturii folclorice, adaptarea la cerintele timpului si nivelul de perceptie a
realitatii de catre membrii unei comunitati rurale, iar pe de alta parte, disparitia
contextului firesc de manifestare, a pastratorilor autentici, care ar contribui la
reglementarea raportului traditie-inovatie, asigurand echilibru si continuitate
valorilor creatiei populare. Mai mult decat atat, conducatorii grupurilor folclorice,
profesorii, din dorinta de a fi originali, inventivi, se inspira de pe net, preluand nu
numai productii folclorice, nespecifice zonei, dar si pseudo-creatii, lucrari scrise in
stil etno, nu intotdeauna de valoare artistica sau chiar singuri inventeaza melodii,
avand cunostinte sumare in domeniul traditiei populare.

Va propun ca exemplu cateva secvente din cadrul Concursului National de
datini si obiceiuri de iarna Gerar, organizat de Centrul Republican pentru Copii si
Tineret Artico din municipiul Chisindau si adresat colectivelor de copii. Programul
de 12 minute presupune interpretarea diferitor productii, atat rostite sau cantate,
precum colinde, plugusoare, semanat, cat si jocuri cu colinde si jocul cu masti
Babele si mosnegii.

Intreg repertoriul a fost invatat la indrumarea profesoarei si, probabil,
selectat de ea. Plugusorul interpretat de grupul de baieti reflecta in totalitate
specificul traditional, carostire si continut. Colindele insa au fost cantate de grupul
de fete, cu acompaniament de acordeon, ceea ce nu corespunde traditiei
executiei acestora in ceatd barbateasca si fard acompaniament instrumental. Mai
mult decat atat, normele interpretdrii nu au fost respectate, colinda fiind
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transformata in cantec liric, cu aplicarea nuantelor dinamice si schimbarilor de
tempo. Ciprian Chitu remarca referitor la interpretarea colindelor de catre diferite
tipuri de colective: ,,0 problematica exponentiald consta in faptul ca prelucrarile
de colinde sunt interpretate in maniere pestrite de formatii profesioniste sau
quasi-profesioniste, diletanti in domeniu ce nu dispun de minime cunostinte de
stilisticd si interpretare muzicald” (Chitu, 2014:13).

Jocul cu masti, prezentat de intreg colectivul de copii - fete si bdieti,
cumuleaza doud obiceiuri: Babele si mosnegii, practicate, de reguld, separat. in
cazul dat este o incercare de adaptare si reinterpretare a acestora, si, probabil,
daca ar fi fost prezentat doar de bdieti, s-ar fi incadrat in normele traditionale de
functionalitate a obiceiurilor din cadrul sarbatorilor de iarna si ar fi reflectat
tendinta fireasca de transformare. Prezenta fetelor, insd, inclind reprezentatia
spre un amatorism vulgar.

Yo M
7‘: a "

Fig. 4. Jocul cu masti Babele si mosnegii, ansamblul folcloric de la gimnaziul din
satul Ustia, raionul Glodeni

Un alt exemplu este programul prezentat de grupul folcloric din satul
Papauti, raionul Rezina (conducatoare Ludmila Dabija), care include doua
obiceiuri cu masti zoomorfe — Cdiutii si Ursul, si un plugusor. Cdiutii sunt prezentati
sub forma unui dans al mastilor, insotit de strigaturi de comanda. Jocul Ursul este
o inventie contemporana si ca reprezentare si ca text. Sunt doua masti de urs (in
traditie era doar una) si doud personaje feminine — tiganci, care rostesc strigaturi
nou create. Aducem un fragment:

Foaie verde, foi de mure,
Hop, hop, haile hop.
Am prins ursul din padure,
Hop, hop, haile hop.
Ne-a stricat pddurile,
Hop, hop, haile hop.
Cd nu cresc nici murele,
Hop, hop, haile hop.
Nici tufarul nu-i tufis,
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Hop, hop, haile hop.
N-o rdmas nici un umbris,

Hop, hop, haile hop.
Stejdreii seculari,

Hop, hop, haile hop.
l-au distrus ursii cei mari,

Hop, hop, haile hop.
Mandri cerbi si cdprioare,

Hop, hop, haile hop.
Au fugit peste hotare,

Hop, hop, haile hop.

Fig. 5. Jocul cu masti Cdiutii, ansamblul folcloric, gimnaziul din satul Papauti,
raionul Rezina.

Fig. 6. Ursul, ansamblul folcloric, gimnaziul din satul Papauti, raionul Rezina.
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incd un fenomen specific mediului rural sunt ansamblurile folclorice
organizate de catre membrii comunitatii respective, de regula de varsta variata,
de la 60-70 de ani, la tineri si copii. In cazul dat o mare parte dintre aceste
ansambluri interpreteaza repertoriul din zond, ceea ce este salutar, dar si ei au
nevoie de Tndrumare din partea specialistilor pentru cunoasterea cat mai vasta a
repertoriului local, deoarece tentatia accesarii platformelor digitale si preluarea
cantecelor ,,mai frumoase”, in opinia unora, este mare si daunatoare.

Asadar, procesul educational, activitatea ansamblurilor folclorice pe langa
institutii de fnvatamant, case de cultura, sunt o realitate pe care nu o putem
ignora, o realitate care poate fi benefica sau din contra, poate dauna culturii
traditionale. Speranta Radulescu, in anul 2014, intr-un interviu, s-a exprimat in felul
urmator: ,,Ansamblul folcloric? Un rau urias! Ce-a facut ansamblul? A pornit de la
muzica traditionald adevarata, a standardizat-o, a,,infrumusetat-o‘ si a prezentat-
o prin spectacole, radio si televiziune ca exemplara. Or, daca standardizezi muzica
rurald, o distrugi! A fost barbarizat folclorul! lar modelul asta s-a raspandit si
printre muzicantii care, altfel, erau suficient de imaginativi ca sa stie sa o pastreze
vie. Eu imi aduc aminte cd, prin anii ’90, umblam printr-un sat, Dobrotesti, unde
erau o gramada de fluierasi. Era un sat plin de ciobani de campie, ca in
»yMorometii“ lui Preda: unul pe marginea santului, unul la carciumd, unul in ograda
lui... Era pl3cut. Ei aveau un fluier mai mare. In timp ce cantau, scoteau un gajait
din gatlej, care e important. Pe de-o parte gajaitul ritmeaza putin cantarea, pe de
alta parte o fortifica. Pentru mine, era seducator! Dar la ei nu se mai auzea. Sifi mai
ziceam cate unuia: ,,Mdi, bade, da’ mata de ce nu gajai cand canti“? Or, primul
lucru pe care-l auzeau eila caminul cultural era: ,,Nu mai gajaiti, tampitilor!“. Si-asa
s-a invatat badea ¢d nu-i frumos s3 gajaie” (Radulescu, 2014). Intr-adevar,
inlocuirea productiilor folclorice specifice zonei cu forme standardizate,
necunoasterea domeniului, specificului interpretarii, ignoranta conducatorilor de
ansamblu folcloric, erijarea acestorain creatori de folclor, amatorismul vulgar este
o problema serioasa in salvgardarea patrimoniului si transmiterea lui generatiei
tinere. Ca urmare a influentei globalizarii si a dominatiei modelului de comunicare
artistic-cultural bazat pe consumerism, in activitatea colectivelor folclorice, nu
doar cd se produce o pierdere, ci si 0 devalorizare, o profanare a valorilor artistice
traditionale, simplificarea limbajului artistic-imagistic, ,,suveranizarea” sa,
amestecul eclectic de genuri si stiluri, de traditii etnice, creandu-se un anumit
»tablou generalizat” eclectic, destinat unei perceptii simplificate si nediferentiate.

CONCLUzII

In satele din Republica Moldova, traditia muzicald este inca vie, mai ales
datorita batranilor si formatiilor locale, care mentin repertoriul specific
comunitatii. Totusi, transmiterea orald este tot mai rard, fiind completata de
activitati organizate in scoli si case de cultura. Tinerii, initiati prin intermediul scolii,
ansamblurilor folclorice, folosesc elemente traditionale si adaptdri contemporane
in realizarea unor manifestari hibrid, accesibile noilor generatii. Astfel, folclorul
muzical trece printr-un proces complex de conservare (prin artisti traditionali si



44

institutii culturale), transformare (prin influente comerciale si globale),
reinventare si adaptare la mediul socio-cultural modern.

in pofida actiunilor nu intotdeauna benefice culturii traditionale, precum
promovarea lui ca produs cultural prin festivaluri, spectacole, mass-media sau
turismul rural, care valorifica si muzica folclorica drept element distinctiv al
regiunii, efortul si politicile contemporane cu privire la protejarea patrimoniului
imaterial contribuie efectiv la mobilizarea societatii, a comunitatii, autoritatilor si
interpretilor pentru a asigura transmiterea vie a folclorului, nu doar a conservarii
sale formale, incercarea si constientizarea de a merge spre straturi autentice si
neexplorate in contemporaneitate ale artei populare. Luarea in considerare a
acestor procese, din punctul nostru de vedere, permite asigurarea posibilitatii de
a realiza activitati de reconstructie competentd si de reconstituire a formelor
arhaice ale folclorului, uitate si pierdute, valorificandu-le in constiinta tinerilor prin
prisma contemporaneitatii.

Trebuie mentionat ca o serie de probleme, legate de existenta
contemporana a traditiei, pdstrarea si actualizarea acestui material unic,
particularitatea modului de integrare a speciilor folclorice etc., raman Tnca putin
studiate. Este necesard o analiza interdisciplinara complexa a starii actuale a
folclorului muzical Tn context rural si elaborarea mecanismelor care pot fi aplicate
in realizarea echilibrului intre traditional si modern
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