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SUMMARY

The present study examines the persistence of a melodic type found in
several regions of Transylvania, such as Maramures, Bistrita, the Apuseni
Mountains, and Banat. The 23 musical examples, drawn from various folk
music collections, feature texts of diverse thematic content, including both
occasional and non-occasional lyrical forms. Despite thematic variety and
distinct social functions, the melody displays a certain stability, becoming a
marker of Transylvanian stylistic unity. The stability of the melody,
contrasted with the flexibility of the text, highlights its role as a vehicle of
collective memory and an expression of traditional continuity. Structural
analysis reveals both common features and regional particularities. The
study also emphasizes the contemporary relevance of this melodic type,
still present today in staged performances, which confirms its dual role: a
factor of cultural cohesion and a support for the expressive diversity of the
traditional repertoire.

REZUMAT

Studiul de fatd prezintd persistenta unui tip melodic intalnit in cateva zone
din Transilvania, precum Maramures, Bistrita, Muntii Apuseni si Banat. Cele
23 de exemple muzicale extrase din mai multe colectii de folclor muzical
prezintd texte literare variate din perspectivd tematicd, atat din lirica
neocazionald, cat si din cea ocazionald. In ciuda diversitatii tematice si a
functiilor sociale distincte, melodia prezintd o oarecare stabilitate,
devenind un reper al unitatii stilistice transilvdnene. Stabilitatea melodiei,
in contrast cu flexibilitatea textului literar, ilustreazd rolul ei ca suport al
memoriei colective si expresie a continuitdtii traditionale. Analiza
structurald muzicald evidentiazd atat trdsdturi comune, cat si particularitdti
regionale. De asemenea, se subliniazd actualitatea tipului melodic, prezent
si astdzi in interpretdri scenice, ceea ce confirmad dublul sdu rol: factor de
coeziune culturald si suport pentru diversitatea expresivd a repertoriului
traditional.
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INTRODUCTION

In the Romanian traditional space, folklore is not limited to the mere
utterance of words, but finds its natural expression through songs. Music thus
becomes the primary vehicle of the message, carrying emotion and profound
meanings that are difficult to convey through speech alone. Over time, oral
practice transformed musical sound into a complex language capable of capturing
both the nuances of spoken language and the intensity of exclamations,
integrating them into distinctive melodic structures. These sound formulas bear
the imprint of the communities that created them and differ fundamentally from
the major-minor tonal system. Romanian folklore, instead, proposes an
alternative sound logic—an organic one, born from the rhythms of collective life
and intended to fulfil precise social and ritual functions.

The starting point of this research is my study Considerations on the
Repertoire of Non-Occasional Lyric Songs from Tara Chioarului, which we published
in 2022. During the investigations carried out at that time, we observed that the
Chioar area displays a clear preference for a particular melodic type, which
prompted me to deepen the analysis and document its area of dissemination. This
observation goes beyond the simple identification of examples and involves a
structural analysis as well as a classification of the musical material according to
geographical areas. For this purpose, we identified 23 songs belonging to both
the old and the new style, and summarized the results in the table below. These
examples were encountered in six different folklore areas and provide not only a
clear picture of the distribution of the repertoire, but also highlight the dynamics
of transmission and adaptation within the oral tradition.

Area of Collection of No. and name of Genre
distribution origin the song
104. Bade de la
sdcerat
104a. Mdndrd floare-
Tara Chioarului Larisa Uta, i norocu old style

Repertoriul liricii | 104b. Stii bdditd ce
neocazionale din | mi-ai zis

Tara Chioarului 104¢. La fantand-
(2022) ntre doi fagi
104d. Mdnd badea
doi cai suri

104e. Doi tineri dragi
cd s-ave
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104f. Vine doru
primdvara

104g. Foicicd de trifoi

104h. Bade de la
sdcerat

Maramuresul Gheorghe Gh. 278. Mandrior cu | old style
Istoric Pop, Folclor cusmd neagrda
muzical dinzona | 279. Dragu mi la
Maramures (1982) | sdcerat
Zamfir C., Dosios | 61. Cand eram in | old style
V., Moldoveanu E. | vremea mea
Bistrita-Nasaud 132 Cantece si
jocuri din Ndsdud
(1958)
Zamfir C. Folclor | 134. Doind, doind,
muzical din cdntec dulce
Bistrita Ndsdud | 135.  Mult  ma-
(1988) ntreabd inima
(Cantecul Americii)
136. Auzi, bade, satu-
i plin
Dragoi M. D. 277. Bade de la
Folclor muzical din | sdcerat
Spermezeu - Buna Zziua vij batran
Schitd (only text)
monograficd 290. Pe marginea | modern
(2005) pddurii style
68.Bade dila sdcerat | old style
Ciubotaru I. H.
Folclor din Bistrita
Ndsdud (2017)
Cocisiu I. Cdntece | 96. Sus 1in varful | old style
Muntii Apuseni populare muntelui

romdnesti (1966)

Bocsa, I. Muzicd
vocald
traditionald din
Muntii Apuseni:
Bazinul Ariesului si
Viile Aiud,
Geoagiu, Galda
(2013)

102. Pe-0 margine de
pdmant
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Banat Ursu N. Cantecesi | 102. Cucule nu mai | old style
jocuripopulare | cdnta
romdnesti din
Valea Almdjului
(1958)

Tab. 1. The Melodic Variants Subjected to Analysis

Within the framework of this study, attention will be focused on each
melodic type, analysed in correlation with its area of origin. From a structural
perspective, the 23 selected examples share exclusively the tetrapodic
(acatalectic/catalectic) configuration of the verses and their placement within the
parlando rubato rhythmic system. Beyond these constants, the investigation aims
to highlight the distinctive elements that confer upon each melodic type its
particular identity.

ANALYTICAL CONSIDERATIONS ON THE REFERENCE MELODIC TYPE FROM
CHIOAR AREA

Following the presentation of the repertoire summarized in the previous
table, we will turn our attention to the analysis of the reference melodic type,
aiming to highlight its specific musical structures and their relationship with the
textual content. The melodic type under examination originates from Tara
Chioarului, is characteristic of non-occasional lyric songs, and is based on a corpus
of nine representative musical examples. The starting point for our analysis is
Example No. 104, Bade de la sdcerat.

In addition to the structural analysis, we are also concerned with the extent
to which the melody and text maintain their stability both within their area of
origin and across the other folklore regions under study. Thus, we are dealing with
a proper old-style song, which conveys a text centred on the theme of unfulfilled
love and longing for the beloved.

24731k Copalnic Manastur, MM
J=84 Dana Ana, 20a
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Cu vor - be m-ai a - ma- nat, mai.

Cul. Serianu Doina, 1965; 7r: Uta L., 2014

Fig. 1. The song Bade de la sdcerat (Utd, 2022: no. 104)
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From a thematic perspective, seven examples are based on old-style
melodies to which various lyrical texts have been adapted. The exceptions are two
examples — 104c¢ La fantdnd-ntre doi fagi and 104e Doi tineri dragi cd s-ave — which
are based on an epic text that foregrounds the theme of tragic love typical of the
family ballad.

da, Parinti ca i-au luat, mdi,
P-amandoi ca 1o-ngropat. (bis)

da, Pa fetita lang-on rau, mdi,

da, Pa flacau lang-on parau. (bis)
da, Din mormantu fetei. mdi, (bis)
Mandra floare-o rasarit. mdi.

da, On crin mandru si-nflorit, mdi,
(bis) '

i, la. lai. la. lai. la. la. la. mdi.

si, Da dintr-a feciorului, mdi,

Un brad oglu si frumos.

Cu crenjile pana jos. mdii.

da, Din fat-o vita de vie.

Iar din fecior o salcie. (bis)

Fig. 2. 104e Doi tineri dragi cd s-ave — text fragment

As common structural elements, all nine examples in the corpus feature
tetrapodic verses, either acatalectic or catalectic. From a rhythmic perspective,
they fall within the parlando rubato style, characterized by freedom of execution
and expressive performance. In terms of genre, all the analyzed examples belong
to the category of proper old-style songs.

Another common element can be observed at the melodic level: all examples
are based on a major tonal structure with a cadence on the first degree (G). In the
diagram below, we have outlined the predominant tonal structure, which is a
major pentachord with a supporting fourth. There is only one exception, Example
No. 104e Doi tineri dragi cd s-ave, which is based on a major hexachord with a
supporting fourth.

104, 104b, 104c, 104d, 104f,

104
Q £ > [ J [ 9.]
V4 <> LS. 2
[ Fan) PR <y =
=4 = y —

104e

104h
[ 104a

Fig. 3. Sound structures in the musical examples analysed
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At the foundation of the melodic discourse lies a ‘driving cell,” which can be
considered a starting point in the melodic development of lines 1 and 2. We
observe that the melodic discourse reaches its climax through an arpeggiated
formula.

s =84 = ¥
2 —— — =
9z - SITLY T I
l.Ba= d a~sd -ce - rat ma,

Fig. 4. The ‘driving cell’ — as a generative factor of the melodic discourse

In terms of character, the melody is distinguished by a pronounced singable
quality, in which a balance is established between the two nuanced terms -
parlando and rubato - providing the performance with both discursive fluidity and
expressive freedom.

The predominant form is AAcB in eight examples (104, 104a, 104b, 104¢, 104d,
104e, 104f, 104g). There is a single exception, Example No. 104h Bade de la sdcerat,
which features four distinct entities within its form, following the scheme AABC.
In the construction of these form schemes, we observe the combination of two
principles of successive organization: repetition (both varied and cadential) and
sequence.

MELODIC TYPES RELATED TO THE REFERENCE TYPE AND THEIR AREA OF
DISTRIBUTION

Of the 23 musical examples reflecting this melodic type, we observed that
9 originate from Maramures, specifically the Chioar Area, which serves as the
reference region for the studied melodic type. The remaining 15 examples will be
analysed in a careful sequence, starting from the regional variant closest to the
reference type and progressing to the most distant variant, which gives rise to a
new melodic type. This approach allows for a detailed examination of the
architectural, melodic, and thematic transformation processes, providing a clear
perspective on how musical structures adapt and diversify across different
contexts. In this way, we can better understand the mechanisms through which a
melodic type becomes a stylistic benchmark.

Melodic types from Historical Maramures

In Gheorghe Gh. Pop’s work Folclor muzical din Zona Maramures, we
identified two examples of proper old-style songs - song no. 278 Mandrior cu
cusmd neagrd and no. 279 Dragu mi la sdcerat — which are closely related to the
reference variant from which we started. However, we do not use the expression
“closest to,” since their status as prototypes is justified more by the fact that both
areas — Chioar Area and Historical Maramures - belong to the same county, rather
than by an absolute similarity to the reference melodic variant.
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278. MINDRIOR CU CUSMA NEAGRA

Mag. B it/ 2443 De secerat >

5 Idem 278
Rubatc # =132
~
__! - 4 " i 3 !-= ~
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Fig. 5. The song Mdandrior cu cusmd neagrd (Pop, 1982: no. 278)
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Fig. 6. The song Dragu mi la sdcerat (Pop, 1982: no. 279)

From a melodic point of view, both examples are based on a major
pentachord with a supporting fourth, the cadence being made on the first degree
of the scale. In Example No. 279 Dragu mi la sdcerat, we find an almost identical
occurrence of the reference melodic type. Thematically, the discourse maintains
the same framework, the harvest, but this time it emphasizes the girl’s joy of
working together with the one she loves.

Both examples have stanzas made up of three melodic lines, with the
schemes being ABC — No. 278 and AAcB - No. 279.

Melodic Types from Bistrita-Nasaud

In Bistrita-Nasaud we identified 8 musical examples, the great majority being
old-style songs. There is only one example that belongs to the modern-style song
category, No. 290 Pe marginea pddurii. (Dragoi, 2005) This example introduces the
refrain as a novelty, placed on the 2nd and 3rd lines (Mandra mea, draga mea /
Mandrulitd, draga mea).

Examples No. 68 Bade di la sdcerat (Ciubotaru, 2017) and No. 277 Bade de la
sdcerat (Dragoi, 2017) represent the closest variants, since at the structural and
textual level they share the same features as the reference type.
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Fig. 7. The song Bade di la sdcerat (Ciubotaru, 2017: no. 68)

Also in Dragoi’s collection we identified one example, Bund zua vij batrdn
(Dragoi, 2017), which circulates with the text of a family ballad.
Particularly noteworthy are the last four musical examples: No. 61 Cand eram in
vremea mea (Zamfir, 1958), No. 134 Doind, doind, cdntec dulce, No. 135 Mult md-
ntreabd inima (Cantecul Americii) and No. 136 Auzi, bade, satu-i plin (all from Zamfir,
1988), collected between 1935 and 1955, which, from a melodic perspective, are
based on an anhemitonic pentatonic scale and cadence in the minor (E).

¢, 1135, 136 (zamfir, 1988) 4 J’
C— >

p- A
F &
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61 (Zamfir,1958),134(Zamfir, 1988:‘

Fig. 8. Anhemitonic pentatonic scale

At the level of form, we have the following schemes: AAcB - No. 61, ABC -
No. 134 and 135, AABC - No. 136.

Knowing the basic features of the old-style song and following this thread, a
picture emerges of a musical journey through time, through which we arrived at
an archaic variant, preserved as a testimony to tradition and the continuity of
melodic expression.

7Only the text appears, after No. 277 Bade de la sdcerat, with the note that
it is sung to the same melody.



73

«=cca 80 A
A —3— o —F =33
5 . e e
= — e B e e S s s " o By S S
-~ < H Y T § t SN L6 1 ton v v ' 2 A L AN B ¥ >
~ o [ L] L] s [2] ¥ I 4 =
m  Doi-n3, doi-nd,  cin-tec dul - ~ce m Doi-na,dsi-nd,
3= R B- U \L . —-_5_ s
—ofﬁ - ' e s > _\. v k‘r R 4B "lj\ ? } {':‘} }1 T T = -
= 3 » D D B » T & :
e o L
< I 3~
m

" ; - i Sy
cin-ter dul-c e Cind fe-d vd py m-asmai dy ~ C€

Fig. 9. The song Doind, doind, cantec dulce (Zamfir, 1988: no. 134) — the archaic
variant of the reference type

Melodic Types from the Apuseni Mountains

Within the repertoire we consulted from the Apuseni Mountains, we
identified two musical examples: No. 96 Sus in varful muntelui (Cocisiu) and No.
102 Pe-0 marjine de pdmdnt (Bocsa).

Regarding the thematic aspect, it should be noted that example No. 96 is
based on a text classified within the typology of edifying/moralizing carols.?

From a melodic perspective, both examples are based on an anhemitonic
pentatonic scale cadencing in minor (E). The first melodic line is almost identical
in both cases, beginning with the repetition of the note G; in No. 102 (Bocsa), there
is also the interjection au, pdi, si.

[Dupé. voie]
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v
o} i . 4
i i i ¢ ll“k r ]l ] 1 } !R] 1 i
e T\ e I E—— m— vhb__‘_w_e_q
R ==

au, pai, si, Pe-0 mar-ji-nede pa-mant, mai,
Fig. 10. Melodic lines 1 from examples 96 (Cocisiu) and 102 (Bocsa)

Structurally, both examples follow the ABC schema.
It can be noted that the melodic types from the Apuseni Mountains are close to
the architectural variant of the reference type.

Melodic Types from Banat
Once in Banat, we identified two musical examples, No. 102 Cuculie nu mai
cantarie and No. 104 Dorulie ardd-cie focu (both from Ursu), which preserve the

& In Maramures, we encounter the carol in grddina cea cu nalbd, whose
subject is a bird that has raised several broods of chicks, cared for them, and
provided them with sustenance, and when it becomes powerless, it is left alone.
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second melodic line almost identically, as found in the reference type. Starting
from this melodic line, the musical discourse leads us toward the creation of a new
melodic type.

SR . ~ i
" A ;l) ;h‘ } B 1= =7 = a2
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Fig. 11. The song Dorule, ardd-cie focu (Ursu, 1958: no. 104)

From a morphological perspective, the newly formed melodic type is based
on a major pentachord (major hexachord in No. 102), with a supporting fourth;
the cadence is major (G), and the formal structure follows the ABCD scheme.

CONCLUSIONS

Analysing the 23 melodic variants, we found that approaching them from the
macro to the micro level—namely, from the entire stanza, to the melodic line, and
down to the hemistich—leads to the emergence of a new melodic type. This
layered perspective highlights that melodic structures are not fixed entities but
dynamic ones, capable of generating related types through subtle variations and
reconfigurations of basic units. Thus, the stability of certain micro-level formulas
coexists with their overall flexibility, which underscores the creative role of oral
tradition and explains the repertorial diversity within a broader stylistic unity.
Consequently, the resulting new melodic type not only reflects a process of
synthesis, but also becomes a fertile source for further developments,
contributing to the understanding of mechanisms of continuity and innovation in
the traditional musical landscape of Transylvania.

In conclusion, we emphasize that this dynamic of transmission and
adaptation of melodic types demonstrates that folklore does not exist as a rigid
or immutable form. Instead, it manifests and endures through the diversity of its
variants. Each performance, each local or temporal adaptation, contributes to its
continuity, showing that the essence of folklore lies in its capacity for constant
transformation while simultaneously preserving its cultural and expressive
identity.
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PERSISTENTA UNUI TIP MELODIC iN SPATIUL
TRADITIONAL TRANSILVANEAN: INTRE UNITATE
STRUCTURALA SI DIVERSITATE REGIONALA

Cuvinte cheie
Cantec propriu-zis de stil vechi, tip melodic comun, Tara Chioarului, Transilvania,
unitate stilistica, diversitate variationala

INTRODUCERE

In spatiul traditional romanesc, folclorul nu se limiteaza la simpla rostire a
cuvantului, cifsi gaseste expresia fireasca prin cant. Muzica devine astfel vehiculul
principal al mesajului, fiind purtatoare de emotie si de sensuri profunde, greu de
redat prin vorbire. De-a lungul timpului, practica orala a transformat sunetul
muzical intr-un limbaj complex, capabil sa surprinda atat inflexiunile vorbirii, cat si
tensiunea strigaturii, pentru a le integra in structuri melodice proprii. Aceste
formule sonore poarta amprenta comunitatilor care le-au creat si se deosebesc
fundamental de sistemul tonal major-minor. In schimb, folclorul romanesc
propune o alta logica sonord, una organicd, nascuta din ritmurile vietii colective si
menita sa Indeplineasca functii precise in cadrul social si ritualic.

Punctul de plecare al acestei cercetdri 1l constituie propria lucrare
Consideratii asupra repertoriului liricii neocazionale din Tara Chioarului, publicata in
anul 2022. Tn cadrul investigatiilor desfasurate atunci, am observat c3 zona
Chioarului manifesta o preferinta evidenta pentru un anumit tip melodic, fapt care
m-a determinat sa aprofundez analiza si sa consemnez aria sa de raspandire.
Aceasta constatare nu se limiteaza la simpla identificare a unor exemple, ciimplica
si 0 analiza structurald si impartire a materialului muzical pe areale geografice. in
acest scop, am identificat 23 de cantece care apartin atat stilului vechi, cat si celui
nou, rezultatele fiind sintetizate in tabelul de mai jos. Aceste exemple le-am
intalnit in sase areale folclorice diferite si oferda nu doar o imagine clara a
distributiei repertoriale, ci evidentiaza totodata dinamica de transmitere si
adaptare a repertoriului in cadrul traditiei orale.

Aria de Colectia Nr. si denumirea Genul
rispandire cantecului
104. Bade de la
sdcerat
104a. Mandra floare-i
norocu
utalL., 104b. Stii baditd ce
Repertoriul liricii mi-ai zis
neocazionale din Tara 104c. La fantand-ntre
Chioarului (2022) doi fagi
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Tara 104d. Mand badea doi cantec
Chioarului cai suri propriu-zis,
104e. Doi tineri dragi de stil vechi
cd s-ave
104f. Vine doru
primdvara
104g. Foicicd de trifoi
104h. Bade de la
sdcerat
Maramuresul Pop Gh., 278. Mandrior cu cantec
Istoric Folclor muzical din zona cusmd neagrd propriu-zis,
Maramures (1982) 279. Dragu mila de stil vechi
sdcerat
Zamfir C., Dosios V., 61. Cand eram in cantec
Moldoveanu E. 132 vremeda med propriu-zis,
Cantece si jocuri din de stil vechi
Ndsdud (1958)
Zamfir C. Folclor muzical | 134. Doind, doind,
din Bistrita Ndsdud cdntec dulce
(1988) 135. Mult ma-ntreaba
Bistrita- inima (Cantecul
Ndsaud Americii)
136. Auzi, bade, satu-i
plin
Dragoi M. D. Folclor 277. Bade de la sdcerat
muzical din Spermezeu — | Buna ziua vij batran
Schitd monograficd (doar text)
(2005) 290. Pe marginea cantec
padurii propriu-zis,
de stil
modern
68. Bade di la sdcerat cantec
Ciubotaru I. H. Folclor propriu-zis,
din Bistrita Ndsdud de stil vechi
(2017)
Cocisiu I. Cantece 96. Sus in varful cantec
Muntii populare romanesti muntelui propriu-zis,
Apuseni (1966) de stil vechi
Bocsa, |. Muzicd vocald | 102. Pe-o margine de
traditionald din Muntii | pdmant
Apuseni: Bazinul
Ariesului si Vdile Aiud,
Geoagiu, Galda (2013)
Banat Ursu N. Cdntece sijocuri | 102. Cucule nu mai cantec
populare romdnesti din | canta propriu-zis,
Valea Almdjului (1958) de stil vechi

Tab. 1. Variantele melodice supuse analizei
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In cadrul acestei cercetdri, atentia va fi orientatd asupra fiecarui tip
melodic, analizat in corelatie cu arealul sdu de provenientd. Din perspectiva
structurald, cele 23 de exemple selectate au in comun exclusiv configuratia
tetrapodica (acatalecticd/catalecticd) a versurilor si incadrarea in sistemul ritmic
parlando rubato. Tn afara acestor constante, investigatia isi propune s3 releve
elementele distinctive care confera fiecarui tip melodic identitatea sa particulara.

CONSIDERATII ANALITICE ASUPRA TIPULUI MELODIC DE REFERINTA , DIN
TARA CHIOARULUI

In continuarea prezentdrii repertoriului sintetizat in tabelul anterior, ne vom
indrepta atentia Tnspre analiza tipului melodic de referintd, cu scopul de a
evidentia structurile muzicale specifice si relatia lor cu continutul textual. Tipul
melodic examinat provine din Tara Chioarului, este specific liricii neocazionale si
se sprijina pe un corpus de 9 exemple muzicale reprezentative. Varianta de la care
pornim este exemplul nr. 104 Bade de la sdcerat. Pe langa analiza structurala, ne
preocupd masura in care melodia si textul isi pastreaza stabilitatea, atat in cadrul
zonei de provenientd, cat si in celelalte arealuri abordate. Asadar, avem in fatd un
cantec propriu-zis de stil vechi, care vehiculeaza un text cu tema iubirii nefmplinite
si dorul dupa omul drag.
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Cu vor - be m-ai a - ma- nat, mai.

Cul. Serianu Doina, 1965; 7r: Uta L., 2014
Fig. 1. Cantecul Bade de la sacerat (Utd, 2022: nr. 104)

Din perspectivd tematica, 7 exemple au la baza melodii de stil vechi pe care
au fost adaptate diverse texte lirice. Exceptie fac doud exemple — 104c La fantand-
ntre doi fagi si 104e Doi tineri dragi cd s-ave — care au la baza un text epic, ce aduce
in prim plan tema iubirii tragice din balada familiala.
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da, Parinti ca i-au luat, mdi,
P-amandoi ca io-ngropat. (bis)
da, Pa fetita lang-on rau, mdi,
da, Pa flacau lang-on parau. (bis)
da, Din mormantu fetei. mdi, (bis)
Mandra floare-o rasarit, mdi.
da, On crin mandru si-nflorit, mdi,
(bis)
i, la. lai. la. lai. la. la. la. mdi.
si, Da dintr-a feciorului. mdi,
Un brad oglu si frumos.
Cu crenjile pana jos. mdi.
da, Din fat-o vita de vie.
Iar din fecior o salcie. (bis)
Fig. 2. 104e Doi tineri dragi cd s-ave — fragment din text

Ca elemente structurale comune, toate cele 9 exemple din corpus prezinta
versuri tetrapodice, in forma acatalectica sau catalectica. Din punct de vedere
ritmic, acestea se incadreaza in sistemul ritmic liber, caracterizat prin libertatea de
executie si expresivitatea interpretdrii. In ceea ce priveste apartenenta de gen,
toate exemplele analizate fac parte din categoria cantecelor propriu-zise de stil
vechi.

Un alt element comun poate fi observat la nivel melodic, toate exemplele
avand la baza o structurd sonord majora si cadenta pe treapta 1 sol. In schema de
mai jos am creionat structura sonora predominantd, pentacordul major, cu cvarta
de sprijin. Avem un singur exemplu, nr. 104e Doi tineri dragi cd s-ave, care are la
baza un hexacord major, cu cvarta de sprijin.

104, 104b, 104c, 104d, 104,
104
Q & PR [ B S ]
7. > (9] Das
[ Fan IPENI iy =
A4 " ==
¢ oo
104e
104h ]
104a -

Fig. 3. Structuri sonore extrase din exemplele analizate

La baza construirii discursului melodic se afla o ,,celula avant” care poate
fi considerata un punct de pornire In dezvoltarea melodica a randurilor 1 si 2.
Observam ca discursul melodic ajunge la climax printr-o formula arpegiata.

Fig. 4. ,,Celula avant” - ca factor generator al discursului melodic
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Ca si caracter, melodia se remarca printr-un pronuntat aspect cantabil, in
care intre cei doi termeni care desemneaza o diferentiere de nuanta — parlando si
rubato- se stabileste un echilibru, conferind interpretdrii atat fluiditate discursiva,
cat si libertate expresiva.

Forma predominantd este AAB in 8 exemple (104, 104a, 104b, 104c,
104d, 104e, 104f, 104g). Avem o singurd exceptie, exemplul nr. 104h Bade de la
sdcerat, care prezinta patru entitati in cadrul formei, avand urmatoarea schema

AABC. in alcatuirea acestor scheme de forma observam ¢ se combind doua
principii de organizare succesiva, repetarea (variata si cadentiald) si inlantuirea.

TIPURI MELODICE INRUDITE CU TIPUL DE REFERINTA SI ARIA LOR DE
RASPANDIRE

Dintre cele 23 de exemple muzicale care au la baza acest tip melodic, am
putut observa ca 9 provin din Maramures, zona Tara Chioarului, regiunea de
referinta pentru tipul melodic studiat. Celelalte 15 exemple vor fi analizate Tntr-o
succesiune atentd, pornind de la varianta zonald cea mai apropiata tipului de
referinta si continuand progresiv pana la cea maiindepadrtatd, care da nastere unui
tip melodic nou. Aceasta abordare permite evidentierea procesului de
transformare arhitectonica, melodica si tematicd, oferind o perspectiva clara
asupra modului in care structurile muzicale se adapteaza si se diversifica in
contexte diferite. In acest fel putem intelege mai bine mecanismele prin care un
tip melodic devine reper stilistic.

Tipurile melodice din Maramuresul Istoric

In lucrarea Folclor muzical din Zona Maramures a lui Gheorghe Gh. Pop, am
identificat doud exemple de cantec propriu-zis de stil vechi — cantecul nr. 278
Mandrior cu cusmd neagrd si nr. 279 Dragu mi la sdcerat, care se apropie mult de
tipul de referinta de la care am pornit. Nu folosim insa expresia ,,se apropie cel
mai mult”, deoarece statutul lor de prototip se justifica mai degraba prin
apartenenta ambelor zone — Tara Chioarului si Maramuresul Istoric — aceluiasi
judet, decat printr-o similitudine absolutd cu varianta melodica de referinta.

278. MINDRIOR CU CUSMA NEAGRA
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Fig. 5. Cantecul Mandrior cu cusmd neagrd (Pop, 1982: nr. 278)
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Fig. 6. Cantecul Dragu mi la sdcerat (Pop, 1982: nr. 279)

Din punct de vedere melodic ambele exemple au la baza un pentacord major,
cu cvartd de sprijin, cadenta realizdndu-se pe treapta 1 a scarii muzicale. In
exemplul nr. 279 Dragu mi la sdcerat regasim aproape identic tipul melodic de
referintd. Ca tematicd, discursul pastreaza acelasi cadru, secerisul, dar de data
aceasta este subliniata bucuria fetei de a lucra impreuna cu cel pe care il iubeste.

Ambele exemple au strofe formate din trei randuri melodice, schemele fiind

ABC (nr. 278) si AAB (nr. 279).

Tipurile melodice din Bistrita-Nasaud

In Bistrita-N3sdud am identificat 8 exemple muzicale, marea majoritate
fiind cantece propriu-zise de stil vechi. Avem un singur exemplu care este cantec
propriu-zis de stil modern, nr. 290 Pe marginea pddurii (Dragoi, 2005). Acest
exemplu aduce ca element de noutate refrenul, pozitionat pe randurile 2 si 3
(Mdndra mea, draga mea/Mandrulitd, draga mea).

Exemplele nr. 68 Bade di la sdcerat (Ciubotaru, 2017) si nr. 277 Bade de la
sdcerat (Dragoi, 2017) reprezinta variantele cele mai apropiate deoarece, la nivel

structural si al textului, intrunesc aceleasi trasaturi ca si tipul de referinta.
Rubaro
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Fig. 7. Cantecul Bade di la sdcerat (Ciubotaru, 2017: nr. 68)
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Tot in colectia lui Dragoi am identificat un exemplu, Bund zua vij batran
(Dragoi, 2017)?, care circuld pe un text de baladd familiala.

In mod deosebit ne-au atras atentia ultimele 4 exemple muzicale, nr. 61 Cand
eram in vremea mea (Zamfir, 1958), nr. 134 Doind, doind, cantec dulce, nr. 135 Mult
md-ntreabd inima (Cantecul Americii) si nr. 136 Auzi, bade, satu-i plin (toate din
Zamfir, 1988), culese intre anii 1935-1955 care, din punct de vedere melodic, au la
baza o pentatonie anhemitonica si cadenteaza in minor (mi).

- . *

9 | 135, 136 (Zamfir, 1988) = |

v

L
>\ -~
>

|61 (Zamfir,1958),134(Zamfir, 1988]

Fig. 8. Pentatonie anhemitonica

La nivelul formei avem urmatoarele scheme: AAB (nr. 61), ABC (nr. 134 si
135), AABC (nr. 136).

Cunoscand trasaturile de baza ale cantecului propriu-zis, de stil vechi, si
urmarind acest filon, se contureaza imaginea unei caldtorii muzicale in timp, prin
care am ajuns la o varianta arhaica, pastrata ca marturie a traditiei si a continuitatii
expresiei melodice.
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Fig. 9. Cantecul Doind, doind, cdntec dulce (Zamfir, 1988: nr. 134) — varianta
arhaica a tipului de referinta

Tipurile melodice din Muntii Apuseni

In cadrul repertoriului pe care l-am consultat din Muntii Apuseni, am
identificat doud exemple muzicale, nr. 96 Sus in varful muntelui (Cocisiu) si nr. 102
Pe-o marjine de pdmant (Bocsa).

Ca tematicd, mentiondam ca exemplul nr. 96 are la baza un text ce este
incadrat in tipologia colindelor edificatoare/moralizatoare™.

9 Apare doar textul, dupa nr. 277 Bade de la sdcerat, cu mentiunea ca ,,se
canta pe aceeasi melodie”.

° In Maramures intalnim colinda In grddina cea cu nalbd ce are ca subiect
pasdrea ce a crescut randuri de pui, i-a ingrijit, le-a dat semdnatura, iar cand ajunge
lipsita de putere, ramane singura.
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Din punct de vedere melodic, exemplele au la baza o pentatonie
anhemitonica si cadenteaza in minor mi. Randul melodic 1 este aproape identic in
ambele situatii, debuténd cu repetarea sunetului sol - la nr. 102 (Bocsa) avem si o
interjectie formata din trei silabe au, pdi, si.
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Fig. 10 Randurile melodice 1 din exemplele 96 (Cocisiu) si 102 (Bocsa)

Ca arhitectonic3, ambele exemple au schema ABC.
Putem sa mentionam ca tipurile din Muntii Apuseni sunt apropiate
variantei arhitectonice a tipului de referinta.

Tipurile melodice din Banat

Odata ajunsi Tn Banat, am identificat doud exemple muzicale, nr. 102
Cuculie nu mai cantarie si nr. 104 Dorulie ardd-cie focu (ambele din Ursu), care
pastreaza in componenta melodica randul 2, aproape identic, pe care I-am regasit
in cadrul tipului de referintd. Pornind de la acest rand melodic, discursul muzical
ne va conduce inspre creionarea unui nou tip melodic.

Fig. 11. Cantecul Dorule, ardd-cie focu (Ursu, 1958: nr. 104)
Din punct de vedere morfologic, noul tip melodic format are la baza un
pentacord major (hexacord major in nr. 102), cu cvartad de sprijin, cadenta este

majora sol, iar schema de forma este ABCD.

CONCLUzZII

Analizand cele 23 de variante melodice, am constatat ca abordarea de la
nivel macro la nivel micro — respectiv de la Intreaga strofd, la randul melodic si
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pana la emistih — conduce la conturarea unui nou tip melodic. Aceasta perspectiva
stratificata scoate la iveala faptul ca structurile melodice nu sunt entitati fixe, ci
dinamice, capabile sa genereze tipuri Tnrudite prin variatii subtile si prin
reconfigurari ale unitatilor de baza. Astfel, stabilitatea unor formule la nivel micro
coexista cu flexibilitatea lor in ansamblu, ceea ce confirma rolul creativ al traditiei
orale si explica diversitatea repertoriald in cadrul unei unitati stilistice mai largi. In
consecintd, noul tip melodic rezultat nu doar ca reflecta un proces de sinteza, dar
si devine o sursad fertila pentru dezvoltdri ulterioare, contribuind la intelegerea
mecanismelor de continuitate si inovatie Tn spatiul muzical traditional
transilvanean.

in incheiere, subliniem c3 aceastd dinamica a transmiterii si adaptarii
tipurilor melodice demonstreazd ca folclorul nu exista ca o forma rigida sau
imuabila, ci se manifesta si se mentine vie prin diversitatea variantelor sale. Fiecare
interpretare, fiecare adaptare locala sau temporala contribuie la continuitatea sa,
aratand ca esenta folclorului consta in capacitatea sa de a se transforma constant,
pastrandu-si totodata identitatea culturala si expresiva.
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