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SUMMARY

This text is a personal representation of an active Canadian performer and
scholar of Romanian violin traditions. This text explores the changing
landscape of learning traditional music from an in person to an online
reality and how it has impacted embodiment, preservation and
representation of this given repertoire. It has also changed how individuals,
artists and ethnomusicologists learn and analyse repertoire. This paper was
presented at the ICTMD Study Group on Music and Dance in Southeastern
Europe held in Cluj-Napoca, Romania in 2024.

REZUMAT

Textul de fatd este o prezentare personald a unui interpret canadian activ
de muzicd traditionald romdneascd pentru vioard, totodatd specialist in
traditia violonisticd romadneascd. Textul exploreaza peisajul schimbadtor al
finvatdrii muzicii traditionale, de la contextul preddrii fatd in fatd la
realitatea online, siimpactul pe care |-a avut asupra incorpordrii, conservarii
si reprezentdrii acestui repertoriu dat. A schimbat totodatd modul in care
publicul, artistii si etnomuzicologii invatd si analizeazd repertoriul. Lucrarea
a fost prezentatd la Grupul de Studiu Sud-Est European al Consiliului
International pentru Muzicd si Dans Traditional, care a avut loc in Cluj-
Napoca, Romania in 2024.
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INTRODUCTION

In this presentation, | speak from the perspective of a violinist who is
currently learning traditional violin music from online sources and studies the
different processes which take place during such a practice. The online format has
grown exponentially since the Covid-19 restrictions and still to this day, remains
very much in effect with the rise of content-creator, the influencer and the
multitude of social media platforms. The topic of this research is very much an
actual one in terms of current transmission modes of all types of violinistic
traditions from across Romania.

That being said, prior to the pandemic, | would do my previous
ethnomusicology graduate fieldwork with Romanian violinists in person, both in
Romania and in Canada and since the pandemic, | have partly resumed in-person
fieldwork, however, much has changed in terms of accessibility. Much more
musical content is now available online. It is understood however that by using
the online media (vs. in person traditional musical fieldwork), the original
contexts or the idea of learning a melody in the village from locals is lost and has
modulated into the online space. It represents a different space to be creative and
to exchange.

With platforms such as YouTube, traditional Romanian music, and more
specifically Romanian violin music, traditional, Lautareasca, Roma, more
commercial Romanian music and others now have an online presence. This
changes the possibility of a perpetuation and momentum of a given repertoire.
Moreover, with the use of video cameras through Instagram, WhatsApp or
Messenger, musical exchanges from one musician to another have been enabled
at a much quicker pace.

That being said, with the field of ethnomusicology changing greatly over
the recent decades, the concept of ‘fieldwork’ is ever-evolving and has
demonstrated great fluidity in the past years. It has allowed individuals to do
online musical fieldwork at a different pace. One that does not require fancy
equipment or costly plane trips to Romania. It becomes fieldwork which is
available a click away. A space to embody, learn, explore, understand and access
the online rendition of the traditional violin repertoire of Romania.

Hence, embodiment, preservation and representation are some of the
elements which are targeted in my ongoing research. This research is explored
from the perspective of a musical instrument educator questioning how we
absorb new material in an online space. Teaching violin and performing traditional
music in Canada both in person and online, | get to experience firsthand how
individuals are learning an instrument and/or advancing within a given repertoire.

Finally, I approach this research as a performer, one who absorbs this said
repertoire and shares it in a performance context. By observing this new
generation of Romanian musical influencers, | observe the how’s of their playing,
portraying, engaging of how they do what it is they do.
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FIRST CHAPTER- HOW MUCH OF WHAT WE MUSICALLY CONSUME ONLINE IS
RELATED TO A GIVEN ‘PHYSICAL’ CULTURE ?

The online version of traditional music events and instances are a glimpse
into the real-life representation of a given physical culture. They can be footage
of a given event which gives a peak into how the event happened, however, most
of the time, the musical events are ‘tailored’ to be consumed online. In essence,
the musical event that has been adapted to fit into an online format, may be
highlighting certain elements of the given musical culture ethnographically, such
as: some typical Romanian objects or settings, the use of language, etc. In terms
of musical elements, oftentimes the individual or team capturing the music event
online can alter, modify and select what is being consumed by the online
audience.

Essentially, the wealth of the online format lies in the musical
interpretation and its preservation. For example, one can listen, watch,
understand a certain bowing, ornamentation, position shift on the violin. One can
stop the recording and re-watch to understand it in great deal, to be certain of
capturing the given violinistic inflections with the greatest precision. Violin
tutorials of Romanian repertoire are made especially accessible with namely a
Romanian artist such as CaRadJa, a younger generation online violinist and
YouTuber who has uploaded many performances and tutorials geared towards
teaching this repertoire to a worldly community of violinists and musicians.

Online education continues to strive in certain circles across the world.

With the future and growing culture of fast living in most countries, online
education will continue to be a useful and necessary tool of the musical landscape
at large. As inspiring as in-person lessons and fieldwork are, online tutorials give
access to a far greater number of musicians, specialists and educators from
around the world.

Research pertaining to online instrumental lessons will further advance
developments in this field and contribute to end stigma of online
tutorials/education and online fieldwork. In the words of Dr. Mary-Elizabeth
Brown, North American violinist and online educator: ‘Most importantly,
remember that innovation is helped tremendously by a growth mindset: every
failure is a wonderful opportunity to learn, build, create, and innovate.”# And it is
with this welcoming spirit, that online fieldwork and YouTube should be treated
as a tool to allow violinists and other musicians to grow, learn, and excel in the
style of Romanian traditional music.

That being said, what one must understand first and foremost is that the
medium is not the subject matter. The process is not the end result. At the end of
the day, a Canadian violinist who has sensitivities to Romanian repertoire and who
has studied, practiced and understands the idioms in the online space, can jam

4 Brown, M. E. (2020). Methods for web-based teaching: An introduction for string music
educators. American String Teacher, 70(4), 19-22.
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with those who have done traditional fieldwork as we know it. The transmission
of this art form has found a fluid new space which does not affect the
interpretation of the traditional repertoire from a purely instrumental angle.

In this day and age, the possibility of mobility and fieldwork has become
more limited for multiple reasons. Speaking from experience and living in Canada
where there is a large Romanian community and having felt the continuous
growth of the community itself has also left a mark on the live Romanian
experience. Most individuals who are feeling the impacts of the inflation and
continuous difficulty of the Canadian financial market have found great comfort
in learning repertoire online (which saves an airplane ticket to Romania, a hotel,
some meals and other costs) and as a result have learned tunes from the comfort
of their own home. They then bring this newly acquired repertoire to the ever-
growing traditional music scene in Montreal, Toronto or Ottawa and earn some
money at gigs by playing the repertoire. These musicians also present this
repertoire at one of the many monthly Balkan jams, concerts, Romanian diaspora
weddings and celebrations. Beyond ethnomusicological practices and fieldwork,
perhaps the essence of learning repertoire online does indeed offer a way of
perpetuating the works in different real spaces after having absorbed them and
embodied the melodies from a virtual space.

SECOND CHAPTER - CAN WE CONSUME THAT ‘SAME’ ROMANIAN CULTURE IN
AN ONLINE SPACE AS IN A PHYSICAL ONE?

As initially stated, the online traditional Romanian musicians and their
videos have contributed to a shift in representation, instrumentation, essence and
purpose.

What initially began as a way to continue perpetuating an art that was
limited in its perpetuation due to the pandemic, evolved into a style of its own.
Nowadays, many violinists turned technological gurus, became their own
producers and content creators and are transmitting the repertoire with
audiences and developing a following. Without YouTube, North Americans would
perhaps not be aware of most of these young up and coming violinists and the
high quality of the content they are sharing.

Moreover, the online presence offers visibility in the art form beyond the
strict physical borders that attending a concert would entail. It creates a following
within lands which are few and far between. This affects representation, the
essence and the purpose of the younger generation of artists.

As for the instrumentation, it is affected, as | choose to consider YouTube
a great tool in addition to the violin equipment. Moreover, through the effects of
splicing, dubbing over, adding rhythms, reverb and all the other technological
tools that one can find online, YouTube as a tool for putting the music out there
is certainly a main part of the instrumentation.

We can consume a same musical melody, however, the way we relate to
that consumption differs in the two different spaces. As a result, the way we
relate to the melody, the attachment we develop towards it, how we remember
the musical event and how we embody it may appear different. That may be the
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greatest difference between the online vs. in person approach of acquiring
repertoire.

Who are these violinists gearing their recordings/tutorials towards?

As mentioned previously, an example of a violinist who plays traditional
Romanian and Lautareasca Romanian music is CaRadJa, who is a leading
commercial type violinist who offers tutorials on YouTube where he walks
through the different sections of a work, explains and even at moments
demonstrates the accompaniment on an accordion for certain melodies. He offers
access to the possibility of acquiring a musical work as an amateur, a musician or
as a consumer. Some of these influencers offer their lessons and/or various
tutorials for a cost, however, most simply share some of their tutorials on
YouTube, free of charge.

THIRD CHAPTER - HOW HAS THE MEANING OF THE MUSIC SHIFTED ONCE IT
HAS BEEN CONSUMED IN A VIRTUAL SPACE?

Experience
To summarize, the experience of this practice is analyzed in terms

of a creative process which is based on the acquisition of a piece through
different stages. The process begins with active listening, transcription,
relearning, interpretation and finally perpetuating. This arc-shaped musical
journey is akin to a great journey where there will be learning (about music
and about oneself as a violinist), discoveries, challenges, appropriation and
sharing.

John Dewey describes the experience in a way that is very similar to
the process of acquiring the work: ‘Because of continuous merging, there
are no holes, mechanical junctions, and dead centres when we have an
experience. There are pauses, places of rest, but they punctuate and define
the quality of movement. They sum up what has been undergone and
prevent its dissipation and idle evaporation. (...) In a work of art, different
acts, episodes, occurrences melt and fuse into unity, and yet do not
disappear and lose their own character as they do so—just as in a genial
conversation there is a continuous interchange and blending, and yet each
speaker not only retains his own character but manifests it more clearly
than is his wont.”#* (Dewey, 1934, p. 290)

Dewey explains the process of the experience so accurately and
demonstrates the experience of acquiring. Such as the acquisition of a musical
work, the aspect of (...) continuous merging, there are no holes, mechanical
junctions, etc.” feels like when one absorbs a melody; all aspects meld together
and remain so representative of all the moments when the work begins its long

142 Dewey, J. (1934). Having an experience.p.290.
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journey in the life, in the mind and in the body of the artist. Even during the
moments when the violinist is not playing, but thinking about the work, or
listening to it performed by another violinist, these moments nourish the personal
interpretation of the violinists’ understanding of the work.

Ease

The ease in which consumers are now consuming varies greatly.
Consuming Romanian melodies can be done via cell phones, iPads, tablets, etc. It
can happen in a car, on the subway, in the countryside or anywhere with a stable
internet connection.

This however, was not the case prior to the rise of internet and online
music consumption. Not so long ago, individuals scheduled a time and a place to
attend a concert, a performance, ajam or a musical exchange and still do so today.
However, the ability to live this virtually is also now a possibility.

Time

What is interesting about internet consumption of music is how it relates
to time. A consumer no longer needs to be seated at concert seats or in a café at
a certain time to consume musical goods. Since it is offered in an online space, the
possibility of watching it, re-watching-it, stopping it, repeating it, etc. offers a
different relationship to time in link to performance. Moreover, how a recording
holds space over time offers a glimpse into how it affects one’s creative practice,
the musical development of the recording artist in question along with how it
holds space in the learning process of the developing musician or consumer. By
living the recording, by consuming it, it becomes part of the musical existence of
the individual. To hold space for the music becomes part of the artists’ musical
understanding, its reception and absorption, and although it may be in an online
format, it has real repercussions in the physical sense.

Online spaces can simultaneously be a larger space where linear time can
be questioned, defined and redefined in terms of events that happen in order and
disorder. The simultaneous and the overlapping in YouTube lead to many ways of
interpreting the musical event.

FOURTH CHAPTER - HOW HAS EMBODIMENT, PRESERVATION AND
REPRESENTATION CHANGED THROUGH THE VIRTUAL LEARNING OF ROMANIAN
Musicz

Embodiment

The simple act of having listened to a traditional work by numerous artists
through various recordings, by having decided on one’s own interpretation of the
work and finally, by sharing it in the form of a performance or recording becomes
a musical statement that inhabits the artist. The more often that one interprets a
given musical work, the more nourished the musician’s embodiment of that
specific work will be.



213

Marja-Leena Juntunen offers an interesting overview of the embodiment.
Here itis:

‘The notion of embodiment can be defined, as Varela, Thompson, and
Rosch (1991) hold in line with Merleau-Ponty, as the integration of the physical or
biological body and the lived, experiential, or phenomenological body suggesting
a network that integrates thinking, being, doing and interacting. According to
Schiavo (2014), the concept was originally developed in the fields of
phenomenology (e.g., Merleau-Ponty, 1945), ecological psychology (Gibson,
1977), linguistics (Lakoff & Johnson, 1980, 1999) and theoretical biology
(Maturana & Varela, 1980).

The phenomenological notion of embodiment emphasizes the holistic
understanding of the human being and the embodied ways of knowing oneself,
others, and the world. Within cognitive science, the notion highlights the
“concrete sensorimotor patterns if action and perception that underlie a
cognitive system’s being-in-the-world” (Schiavio 2014, 254). Perception and
behaviour, action, and cognition, are regarded as mutually dependent and deeply
intermixed in our worldly experience. Embodied cognition emphasizes the role of
the human body as a mediator for meaning formation (Leman & Maes 2014)"'4
(Juntunen, 2017).

For Merleau-Ponty, embodiment is the concept that lived experience,
perception and conveyed emotions are all interconnected and form a whole. This
approach would also be advocated by philosophers such as Heidegger and
scientists such as Varela. All these scholars put forward the approach of a
complete mind-body experience'* (Corness, 2008). According to its thinkers, we
would rather speak of an inclusive experience of body and mind.

That being said, the embodiment can look and feel different in a virtual and
an in-person space. Regardless, a very high level of embodiment can be achieved
in the acquisition of an online experience. It can also be verified and confirmed
once the acquisition of the work can be performed in an in-person space by the
artist.

What is key to the experience of embodiment in music is that the body uses
muscle memory, instincts and habits, but at the centre of it all lies perception.
Through experience, our senses offer a contribution to our environment and vice
versa. However, this contribution is not acquired until it is perceived. So,
perception results from self-awareness and our presence in present experience.
If we transpose this experience into music, the fact of playing, of interpreting
becomes an experience of embodiment through the concept of doing.
Additionally, it is important to understand that the performer’s musical
experience is the embodied perception of their musical intentions (Corness,
2008)." Thus, by extension, any work performed by the musician becomes an

143 Juntunen, M. L. (2017). Embodiment in music teaching and learning. Finnish Journal of Music
Education, 20(1), 117-126.

44 Corness, G. (2008). The musical experience through the lens of embodiment. Leonardo Music
Journal, 18, 21-24.

145 |bid.
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incarnation of his will; when an artist performs ‘Sdraca inima mea’ or ‘Dragoste de
tigan,” they perform their own incarnation of these works. “Musical meaning
shares with all other forms of meaning that primordial foundation in perception,
manipulation of objects, bodily movements and patterns of feeling which are the
basis of our perception of a meaningful world”** (Johnson, 1997, p. 101). Our
conception and feelings of the method of realization are directly linked to the
artist’s current knowledge, their experience, their musical and life knowledge and
the state of the artist’s mind when acquiring the piece. All of these factors impact
the way the artists integrate and absorb the works into their body and life. These
factors have just as strong an impact on the way they interpret the repertoire.

Regardless of it all (remote or in person), embodiment happens. What
differs is how the embodiment develops within the artist when he/she is learning
at work the notes, the phrasings, the interpretation, etc. One of the most brilliant
recent examples of embodiment is how inspiring the younger generation of
online players is in their ownership of the music; how they relate and
affectionately demonstrate the different works. Artists such as CaRadJa who
have developed a serious following, demonstrate a true dedication to the
embodiment and preservation of the style.

Preservation

In terms of preservation, what is wonderful about an online presence is that
most of the performers of this style of music have their own channels on YouTube
where recordings are available to all and can be consumed at different times until
the artist chooses to take down the videos. Moreover, the possibility of listening
on multiple occasions and its possibility to ‘share’ with others at the click of a
button does influence the availability and readiness of this type of music.
Moreover, since many in-person events where this music would be available are
in certain cases, private events and hence are sometimes made accessible by
recordings and online posts. By having this repertoire so readily available to a
world of consumers, it ensures the preservation and continuation of musical
continuation of this style.

Representation

What is fascinating about the online presence of the younger generation
especially is how they show up for themselves with pride, sharing a musical form
that has a long history. These violinists are choosing to contribute to the
perpetuation of the art form and its legacy, in a different space, one that
resembles their daily habits (scrolling, posting, consuming social media
publications). As aresult, they get to bring a traditional art to a modern space and
it sheds new light on how the music is represented and perceived by its younger
public. In certain cases, an art form that seemed of the past or passé finds a
younger audience. | have seen it in my own students in Canada: having introduced

146 Johnson, M. L. (1997). Embodied musical meaning. Theory and Practice, 22, 95-102.
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some of this material, | have Canadian teenagers learning violin with me who are
actively listening and learning some of the traditional Romanian repertoire and
who bring this repertoire to their lessons. Excitement over Romanian traditional
repertoire in a younger generation who has no ties to Romania is in itself a
beautiful phenomenon. In many ways, these budding violinists and perhaps
ethnomusicologists have adopted the art form and the media through which it is
most readily accessible. In addition, for some individuals, it may also remove some
of the intimidation that one may feel in approaching a new genre.

CONCLUSIONS

In conclusion, the possibility of growth as a musician with access to online
sources isremarkable. Yes, the loss of the context, the ethnographic meaning and
the presence around the repertoire is different, yet it creates a space for new
online fieldwork with different types of virtual musical consumption. There is a
possibility of creating a new type of Romanian presence; either the perpetuation
of an online presence or a new context for in-person performances with
repertoire acquired in the online space. The perpetuation of Romanian traditional
music is the most important aspect of what we do as advocates of traditional
music. To share, to teach, to perform, and that to any welcoming and interested
public, student or audience. The medium is not the subject matter and should not
be treated as such.

In this conference, | have used as a case study, the presence of Romanian
musical life in Canada. It is alive and well through the learning and absorption of
online repertoire, musical fieldwork in Romania, local fieldwork and exchanges
amongst community members and the presence of some pillars of Romanian
musicians in this country. Finally, the perpetuation of this music and its
transmission is the greatest aspect of what we do.

IMPARTASIND LEGATURA DINTRE TRECUT SI VIITOR,

APROAPE S| DEPARTE: INCORPORARE, CONSERVARE

SI REPREZENTARE iN INVATAREA ONLINE A MUZICII
TRADITIONALE ROMANESTI PENTRU VIOARA

Cuvinte cheie
Incorporare, conservare, reprezentare, invatare online, muzica romaneasca
pentru vioara

INTRODUCERE

In aceastd prezentare, vorbesc din perspectiva unui violonist care invata
actualmente muzica traditionala pentru vioara din surse online si studiaza
diversele procese care au loc in timpul acestei activitati. Formatul online a crescut
exponential de la restrictiile impuse de Covid-19 si se mentine siTn prezent datorita
ascensiunii creatorului de continut, influencer-ului si multitudinii de platforme de
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social media. Subiectul cercetdrii este unul foarte actual in ceea ce priveste
diversitatea modelelor actuale de transmisie a traditiilor violonistice din Romania.

Acestea fiind spuse, inainte de pandemie, imi faceam studiile de masterat
in etnomuzicologie in teren cu violonisti romani, atat in Romania, cat siin Canada,
iar dupa pandemie, mi-am reluat partial studiile de teren cu prezenta fizica, insa
multe lucruri s-au schimbat in ceea ce priveste accesibilitatea. Mult mai mult
continut muzical este acum disponibil online. Se intelege insa ca, prin utilizarea
mediilor online (fatd de studiile muzicale traditionale cu prezenta fizica),
contextele originale sau ideea de a invdta o melodie in sat de la localnici se pierd
si se moduleazd in spatiul online. Acesta reprezinta un spatiu diferit pentru a fi
creativ si pentru a face schimb de experienta.

Prin platforme ca YouTube, muzica traditionala romaneasca, mai exact
muzica romaneasca pentru vioard, traditionald, lautareasca, a romilor, muzica
romaneasca mai comerciala si altele au acum prezenta online. Aceasta schimba
posibilitatea perpetudrii si energia unui repertoriu dat. Mai mult, prin folosirea
camerelor video pe Instagram, WhatsApp sau Messenger, schimburile muzicale
intre muzicieni au devenit posibile Tntr-un ritm mult mai rapid.

Acestea fiind spuse, avand in vedere schimbarile semnificative pe care le-
a suferit domeniul etnomuzicologiei In ultimele decenii, conceptul de ,,munca de
teren” este in continua evolutie si a demonstrat o mare fluiditate in ultimii ani,
dandu-ne posibilitatea de a ne derula activitatea muzicalad de teren online, intr-un
ritm diferit. Un ritm care nu necesita echipamente sofisticate sau calatorii
costisitoare cu avionul in Romania, transformandu-se intr-o munca de teren
disponibila la un clic distantda. Un spatiu pentru a incorpora, invata, explora,
intelege si accesa interpretari online ale repertoriului traditional pentru vioara din
Romania.

Prin urmare, Tncorporarea, conservarea si reprezentarea sunt cateva din
elementele urmdrite Tn cercetarea pe care o desfdsor. Aceastd cercetare este
analizata din perspectiva unui profesor care predd interpretarea muzicala
instrumentala intrebandu-se cum absorbim materialul nou intr-un spatiu online.
Intrucat predau vioara si interpretez muzica traditionald in Canada atat fata in
fata, cat si online, am ocazia sa experimentez direct modul cum diferite persoane
fnvatd un instrument si/sau progreseaza cu un anumit repertoriu.

In cele din urma3, abordez aceast3 cercetare ca interpret, ca cineva care
absoarbe acest repertoriu si il Tmpartaseste intr-un context performativ.
Observand aceasta noua generatie de influenceri muzicali romani, observ cum
canta, cum reprezintd, cum se implica si cum fac ceea ce fac.

CAPITOLUL I - CAT DIN CEEA CE CONSUMAM MUZICAL ONLINE ESTE LEGAT DE
O CULTURA ,,FIZICA” DATA?

Versiunea online a evenimentelor si a momentelor muzicale traditionale
ofera o perspectiva asupra reprezentarii in viata reala a unei anumite culturi fizice.
Acestea pot fi filmari ale unui anumit eveniment, care ofera o imagine de
ansamblu asupra modului in care s-a desfasurat evenimentul, insa, de cele mai
multe ori, evenimentele muzicale sunt ,,adaptate” pentru a fi consumate online.
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In esentd, evenimentul muzical care a fost adaptat pentru a se potrivi intr-un
format online ar putea scoate in evidentd anumite elemente ale culturii muzicale
respective din punct de vedere etnografic, ca de pilda: unele obiecte sau medii
romanesti tipice, folosirea limbii etc. In privinta elementelor muzicale, adesea
persoana sau echipa care filmeaza evenimentul muzical poate transforma,
modifica si selecta ce se consuma de catre publicul din mediul online.

In esentd, bogatia formatului online consta in interpretarea muzicala si
conservarea acesteia. De exemplu, putem asculta, privi, intelege o anumita
trasatura de arcus, o ornamentatie, o schimbare de pozitie pe coarde. Putem opri
derularea si privi din nou pentru a intelege mai multe detalii, a fi siguri ca
percepem inflexiunile violonistice prezente cu cea mai mare precizie. Tutorialele
de vioara din repertoriul romanesc sunt distribuite cu precadere de artistul roman
CaRadJa, un violonist online din generatia mai tandra, creator de continut pe
YouTube care a incarcat numeroase recitaluri si tutoriale cu intentia de a preda
acest repertoriu unei comunitati mondiale de violonisti si muzicieni.

Educatia online continua sa faca progrese n anumite cercuri peste tot in
lume. Avand 1n vedere viitorul si cultura in plina dezvoltare a vietii trdite in ritm
rapid Tn majoritatea tdrilor, educatia online va continua sa fie un instrument util si
necesar al peisajului muzical, pe scara largd. Oricat de inspiratoare ar fi lectiile fata
n fata simunca pe teren, tutorialele online ofera acces la un numar mult mai mare
de muzicieni, specialisti si educatori din intreaga lume.

Cercetdrile privind lectiile instrumentale online vor favoriza in continuare
evolutiile In acest domeniu si vor contribui la eliminarea stigmatizarii legate de
tutorialele/educatia online si munca de teren online. Dupa cum declara Dr. Mary-
Elizabeth Brown, violonista nord-americana si educator online: ,,Cel mai
important, retineti ca inovatia este ajutata enorm de o dispozitie mentala
orientata spre crestere: orice esec este 0 ocazie minunata de a invata, construi,
creasiinova.”" Sin acest spirit de acceptare, munca de teren online si YouTube-
ul ar trebui tratate ca un instrument care sa permita violonistilor si altor muzicieni
sd se dezvolte, sa invete si sa exceleze in stilul muzicii traditionale romanesti.

Acestea fiind spuse, ceea ce trebuie sa Intelegem in primul rand este ca
mediul nu este subiectul de baza. Procesul nu este rezultatul final. La finalul zilei,
un violonist canadian care are o sensibilitate fata de repertoriul romanesc si care
a studiat, exersat si intelege limbajele spatiului online poate improviza cu cei care
au facut munca de teren traditionala asa cum o cunoastem. Transmiterea acestei
forme de arta a gasit un nou spatiu fluid care nu afecteaza interpretarea
repertoriului traditional dintr-un unghi pur instrumental.

In zilele noastre, posibilitatea de deplasare si de munca pe teren a devenit
mai limitata din mai multe motive. Vorbind din experienta si traind in Canada, unde
exista 0 comunitate romaneasca numeroasa, si simtind cresterea continua a

47 Brown, M. E. (2020). Methods for web-based teaching: An introduction for string music
educators. American String Teacher, 70(4), 19-22.
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comunitatii In sine, experienta romaneasca a fost, de asemenea, marcata de
aceste aspecte. Majoritatea persoanelor care simt impactul inflatiei si al
dificultatilor continue ale pietei financiare canadiene au gasit un sprijin
extraordinar in invdtarea repertoriului online (care elimina costurile unui bilet de
avion spre Romania, al unui hotel, al catorva mese si altele) si drept rezultat au
invatat aceste melodii din confortul propriei locuinte. Apoi, ei aduc acest
repertoriu nou invdtat pe scena muzicala traditionala in continua crestere din
Montreal, Toronto sau Ottawa si castiga niste bani la evenimente interpretand
repertoriul. Acesti muzicieni prezinta acest repertoriu si la numeroasele
evenimente informale balcanice lunare, la concerte, nunti si sarbatori ale
diasporei romanesti. Dincolo de practicile etnomuzicologice si munca de teren,
poate cd esenta invatarii repertoriului online ofera intr-adevar o modalitate de a
perpetua lucrarile in diferite spatii reale, dupa ce au absorbit si incorporat
melodiile dintr-un spatiu virtual.

CAPITOLUL Il PUTEM CONSUMA ,,ACEEASI” CULTURA ROMANEASCA INTR UN
SPATIU ONLINE SI INTR-UN SPATIU FIZIC?

Asa cum s-a afirmat initial, muzicienii traditionali romani care canta online
si videoclipurile lor au contribuit la 0 schimbare in reprezentare, instrumentatie,
esenta si scop.

Ceea ce a debutat ca un mod de a continua sa perpetudm o arta limitata
in perpetuarea sa datoritd pandemiei, a evoluat intr-un stil propriu. in prezent,
multi violonisti s-au transformat in guru tehnologici, au devenit propriii lor
producatori si creatori de continut, transmit repertoriul unui public si acumuleaza
urmadritori. Fara YouTube, nord-americanii probabil nu ar fi constienti de
majoritatea acestor tineri violonisti in ascensiune si de calitatea Tnalta a
continutului pe care il distribuie.

Mai mult decat atat, prezenta online ofera vizibilitate artistica dincolo de
granitele fizice stricte pe care le presupune participarea la un concert, creand
urmaritori in zone aflate la mari distante si influentand reprezentarea, esenta si
scopul tinerei generatii de artisti.

Cat despre instrumentatie, este si ea influentatd, deoarece aleg sa
consider YouTube un instrument excelent pe langa echipamentul pentru vioara.
Mai mult, prin efectele de combinare, dublare, adaugare de ritmuri, reverberatie
si toate celelalte instrumente tehnologice pe care le poti gasi online, YouTube, ca
instrument pentru difuzarea muzicii, este cu siguranta o parte importanta a
instrumentatiei.

Putem consuma o aceeasi melodie, dar, cu toate acestea, modul in care
ne raportam la actul de consum difera in cele doua spatii diferite. Drept rezultat,
modul Tn care ne raportam la melodie, atasamentul pe care il dezvoltam fatd de
aceasta, modul cum ne amintim evenimentul muzical si cum il incorporam poate
parea diferit. Aceasta ar putea fi cea mai mare diferenta dintre abordarea online
si cea fata in fata in formarea repertoriului.

Catre cine fsi orienteaza acesti violonisti inregistrarile/tutorialele?
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Asa cum am mentionat anterior, un exemplu de violonist care
interpreteaza muzica traditionalda romaneasca si ldutareasca este CaRadJa, un
violonist de top, de tip comercial, care ofera tutoriale pe YouTube in care prezinta
diferitele sectiuni ale unei lucrari, explica si chiar demonstreaza uneori
acompaniamentul la acordeon pentru anumite melodii. El ofera acces la
posibilitatea de a achizitiona o lucrare muzicala ca amator, muzician sau
consumator. Unii dintre acesti influenceri isi ofera lectiile si/sau diverse tutoriale
contra cost, Insa majoritatea pur si simplu distribuie gratuit unele dintre tutorialele
lor pe YouTube.

CAPITOLUL Ill CUM SE COMUTA SEMNIFICATIA MUZICII ODATA CE A FOST
CONSUMATA INTR-UN SPATIU VIRTUAL?

Experienta

Pentru a rezuma, experienta acestei practici este analizata din punctul de
vedere al unui proces creativ bazat pe achizitia unei piese prin diferite etape.
Procesul incepe cu ascultare activd, transcriere, reinvatare, interpretare si, in final,
perpetuare. Aceastd caldatorie muzicald in forma de arc este similara cu o mare
calatorie in care va exista invatare (despre muzica si despre sine ca violonist),
descoperiri, provocari, insusire si impartasire.

John Dewey descrie experienta intr-un mod care este foarte similar cu
procesul asimilarii lucrarii: ,,Din cauza fuziondrii continue, nu exista lipsuri,
imbinari mecanice si puncte moarte cand avem o experientad. Existd pauze, locuri
de repaus, dar acestea puncteaza si definesc calitatea miscarii. Ele insumeaza ceea
ce a fost parcurs si fi impiedica disiparea si evaporarea inutila (...) Intr-o opera de
arta, diferite acte, episoade, intamplari se topesc si se contopesc intr-o unitate, si
totusi nu dispar si nu isi pierd propriul caracter pe mdsura ce o fac - la fel cum intr-
o conversatie cordiala exista un schimb si un amestec continue, si totusi fiecare
vorbitor nu numai ca isi pastreaza propriul caracter, ci il manifesta mai clar decat
in mod obisnuit”."® (Dewey, 1934, p. 290)

Dewey explica procesul experientei foarte clar si demonstreaza
experienta asimildrii. La fel ca in achizitia unei piese muzicale, aspectul de '(...)
fuzionare continud, fara lipsuri, Tmbinari mecanice etc.”'* este reprezentativ
pentru toate momentele in care lucrarea isi incepe lunga calatorie in viata, in
mintea si in corpul artistului. Chiar si Tn momentele in care violonistul nu canta, ci
se gandeste la lucrare sau o ascultd interpretatda de un alt violonist, aceste
momente hranesc interpretarea personala a intelegerii operei de catre violonisti.

Usurinta

Usurinta cu care consumatorii consuma acum variaza foarte mult.
Consumarea melodiilor romanesti se poate face prin telefon, iPad, tableta etc.
Poate avea loc in masing, in metrou, la tard sau oriunde exista o conexiune stabila
la internet.

148 Dewey, J. (1934). Having an experience.p.290.
149 |bid.
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Totusi, acest lucru nu era valabil inainte de ascensiunea internetului si a
consumului de muzica online. Nu cu mult timp Th urma, oamenii isi programau o
ora si un loc pentru a participa la un concert, un spectacol, o petrecere sau un
schimb de experientd muzical siinca o fac si astazi. Cu toate acestea, ocaziade a
experimenta toate acestea virtual este acum si ea o posibilitate.

Timpul

Ceea ce esteinteresant la consumarea muzicii pe internet este modul cum
relationeaza cu timpul. Consumatorul nu mai are nevoie sa fie asezat in sala de
concert sau la o cafeneala 0 anumita ora pentru a consuma bunuri muzicale. Fiind
oferita intr-un spatiu online, posibilitatea de a privi, de a privi din nou, de a opri,
de arepeta etc. ofera o relatie diferita cu timpul in legatura cu actul muzical. Mai
mult, modul in care o inregistrare fsi retine spatiul in timp ofera o perspectiva
asupra modului cum afecteaza practica creativa, dezvoltarea muzicala a artistului
interpret respectiv, impreuna cu modul in care isi retine spatiul in procesul de
invatare al muzicianului in devenire si al consumatorului. Traind inregistrarea,
consumand-o, aceasta devine parte a existentei muzicale a ascultatorului. A oferi
spatiu muzicii devine parte a intelegerii muzicale a artistilor, parte din receptarea
si absorbtia acesteia, si chiar daca este intr-un format online, are repercusiuni
reale in sens fizic.

Spatiile online pot fi simultan un spatiu mai extins unde timpul liniar poate
fi pus sub semnul intrebarii, definit si redefinit Tn functie de evenimente care au
loc n ordine si dezordine. Ceea ce este simultan si suprapus pe YouTube duce
spre multe modalitdti de a interpreta evenimentul muzical.

CAPITOLUL IV - CUM S-AU SCHIMBAT INCORPORAREA, CONSERVAREA S|
REPREZENTAREA PRIN INVATAREA VIRTUALA A MUZICIl ROMANESTI?

incorporarea

Simplul act de a fi ascultat o lucrare traditionala interpretata de numerosi
artisti prin diverse inregistrari, de a fi decis asupra propriei interpretari a lucrarii si,
in final, de a o impartdsi sub forma unei interpretari sau a unei inregistrari devine
o declaratie muzicala care va trdi in artist. Cu cat cineva interpreteaza mai des o
lucrare muzicald, cu atat mai consolidatd va fi incorporarea de catre muzician a
unei anumite lucrari.

Marja-Leena Juntunen ofera o perspectiva interesanta a Tncorporarii. O
redam mai jos:

»Notiunea de incorporare poate fi definitd, asa cum afirma Varela,
Thompson si Rosch (1991), in acord cu Merleau-Ponty, drept integrarea corpului
fizic sau biologic si a corpului trdit, experiential sau fenomenologic, sugerand o
retea care integreaza gandirea, fiinta, actiunea siinteractiunea. Cf. Schiavo (2014),
conceptul a fost dezvoltat initial in domeniile fenomenologiei (de ex. Merleau-
Ponty, 1945), psihologiei ecologice (Gibson, 1977), lingvisticii (Lakoff & Johnson,
1980, 1999) si biologiei teoretice (Maturana & Varela, 1980).

Notiunea fenomenologica de incorporare pune accentul pe intelegerea
holistica a fiintei umane si a modurilor incorporate de a se cunoaste pe sine, pe
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ceilalti si lumea. Tn stiinta cognitivd, notiunea evidentiazd , modelele
senzorimotoare concrete de actiune si perceptie care stau la baza existentei-in-
lume a unui sistem cognitiv”. (Schiavio 2014, 254). Perceptia si comportamentul,
actiunea si cognitia sunt privite ca reciproc dependente si profund intretesute in
experienta noastra pamanteascd. Cognitia Tncorporata pune accentul pe rolul
corpului uman ca mediator pentru formarea sensului (Leman & Maes, 2014)”">°
(Juntunen, 2017).

Pentru Merleau-Ponty, incorporarea este conceptul conform caruia
experienta trditd, perceptia si emotiile transmise sunt toate interconectate si
formeaza un intreg. Aceasta abordare a fost sustinuta si de filozofi precum
Heidegger si oameni de stiinta precum Varela. Toti acesti savanti au propus
abordarea unei experiente complete minte-corp (Corness, 2008). Conform
teoreticienilor incorporarii, am vorbi mai degraba despre o experienta incluziva a
corpului si a mintii.

Acestea fiind spuse, Tncorporarea poate ardta si fi perceputa diferit intr-un
spatiu virtual sau fata-in-fatd. Totusi, un nivel foarte inalt de incorporare se poate
atinge in asimilarea unei experiente online. De asemenea, poate fi verificata si
confirmata odata ce asimilarea poate fi demonstrata intr-un spatiu fizic de catre
artist.

Cheia experientei incorporarii Tn muzica este faptul ca organismul foloseste
memoria muscularg, instinctele si obiceiurile, dar in centrul tuturor acestora se
afla perceptia. Prin experientd, simturile noastre ofera o contributie mediului
nostru si invers. Cu toate acestea, aceasta contributie nu este dobanditd Thainte
de a fi perceputd. Asadar, perceptia rezulta din constientizarea de sine si din
prezenta noastra in experienta prezenta. Dacd transpunem aceasta experientd in
muzicd, faptul de a canta la instrument, de a interpreta, devine o experientd de
fncorporare prin conceptul de a face. Mai mult, este important sa intelegem ca
experienta muzicala a interpretului este perceptia iTncorporata a intentiilor sale
muzicale (Corness, 2008)"'". Astfel, prin extensie, orice lucrare interpretata de
muzician devine o intrupare a vointei sale; cand un artist canta,,Saraca inima mea”
sau,,Dragoste de tigan”, cantd propria saincarnare a acestor piese. ,,Semnificatia
muzicala impadrtaseste cu toate celelalte forme de semnificatie acea
fundamentare primordiald in perceptie, manipularea obiectelor, miscdrile
corporale si tiparele de sentimente care stau la baza perceptiei noastre despre o
lume cu sens”" (Johnson, 1997, p. 101). Conceptia si sentimentele noastre despre
metoda de realizare sunt direct legate de cunostintele actuale ale artistului, de
experienta sa, de cunostintele sale muzicale si de viatd, precum si de starea de
spirit a artistului iTn momentul asimilarii lucrdrii. Toti acesti factori influenteaza
modul in care artistii integreaza si absorb lucrarile in corpul si viata lor. Acesti
factori au un impact la fel de puternic asupra modului in care interpreteaza
repertoriul.

50 Juntunen, M. L. (2017). Embodiment in music teaching and learning. Finnish Journal of Music
Education, 20(1), 117-126.

51 Ibid.
152 Johnson, M. L. (1997). Embodied musical meaning. Theory and Practice, 22, 95-102.
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Indiferent de toate acestea (la distanta sau fatd-in-fatd), incorporarea are
loc. Ceea ce diferad este modul in care Tncorporarea se dezvolta in artist atunci cand
acesta fnvata muncind notele, frazdrile, interpretarea etc. Unul dintre cele mai
stralucite exemple recente de incorporare este cat de inspiratoare este tanara
generatie de interpreti online prin faptul ca si asuma responsabilitatea pentru
muzicd, prin modul in care relationeaza si prezinta cu afectiune diferite lucrari.
Artisti precum CaRadJa, care si-au dezvoltat o comunitate serioasa de urmadritori,
demonstreaza o adevdrata dedicare fata de incorporarea si conservarea stilului.

Conservare

In privinta conservarii, ceea ce este minunat la prezenta online este c3
majoritatea interpretilor acestui stil muzical au propriile canale pe YouTube, unde
inregistrdrile sunt disponibile tuturor si pot fi consumate in diferite momente,
pana cand artistul alege sa elimine filmarile. Mai mult, posibilitatea de a ascultain
diverse ocazii si de a ,,distribui” catre altii cu un click influenteaza intr-adevar
disponibilitatea acestui tip de muzica. Cu atat mai mult cu cat multe evenimente
cu participare fizica unde aceasta muzica ar fi disponibila sunt, Tn anumite cazuri,
private si, prin urmare, sunt uneori accesibile prin inregistrari si postari online. Prin
faptul ca acest repertoriu este atat de usor accesibil unei lumi intregi de
consumatori, se asigura conservarea si continuarea muzicala a acestui stil.

Reprezentare

Ceea ce este fascinant la prezenta online, in special a generatiei mai tinere,
este modul Tn care se prezinta plini de mandrie, dand mai departe o forma
muzicalda cu o istorie indelungata. Acesti violonisti aleg sa contribuie la
perpetuarea acestei forme de artd si a mostenirii sale, intr-un spatiu diferit, unul
care se aseamadna cu obiceiurile lor zilnice (derulare, postari, consum de publicatii
din social media). Au astfel ocazia sa aduca o arta traditionald intr-un spatiu
modern, aruncand o lumind noua asupra moduluiin care muzica este reprezentata
si perceputd de publicul sdu mai tanar. In anumite cazuri, o forma de arta care
pdrea sa apartind trecutului sau sa fie demodatd gaseste un public mai tanar. Am
observat asta la propriii mei studenti din Canada: dupa ce am introdus o parte din
acest material, am adolescenti canadieni care invata vioara cu mine, care asculta
activ siTnvata o parte din repertoriul traditional romanesc si aduc acest repertoriu
la orele lor. Entuziasmul pentru repertoriul traditional romanesc la o generatie de
tineri care nu are legaturi cu Romania este pur si simplu un fenomen frumos. In
multe feluri, acesti violonisti, poate etnomuzicologi debutanti, au adoptat forma
de arta si mediul prin care este cel mai usor de accesat. Mai mult, pentru unele
persoane, ar putea elimina si o parte din intimidarea resimtita la abordarea unui
gen nou.

CONCLUzII

In concluzie, posibilitatea de a creste ca muzician prin accesul la surse
online este remarcabild. Da, pierderea contextului, a semnificatiei etnografice si
prezentei in jurul repertoriului este diferita, dar creeaza un spatiu pentru noi
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activitati de teren online cu diferite tipuri de consum muzical virtual. Exista
posibilitatea de a crea un nou tip de prezenta romaneasca - fie perpetuarea unei
prezente online, fie un nou context pentru spectacole cu prezenta fizica cu
repertoriu dobandit in spatiul online. Perpetuarea muzicii traditionale romanesti
este cel maiimportant aspect a ceea ce facem ca sustinatori ai muzicii traditionale:
sa distribuim, sa predam, sa interpretam si sa facem toate acestea pentru orice
public, student sau spectator care doreste si este interesat. Mediul nu este
subiectul si nu ar trebui tratat ca atare.

In aceasta conferinta, am folosit ca studiu de caz prezenta vietii muzicale
romanesti in Canada, care este vie si prosperd datorita invatarii si absorbtiei
repertorului online, activitatii de teren din Romania, activitatii de teren locale si
schimburilor dintre membrii comunitatii si prezentei unor piloni ai muzicii
romanesti in aceastd tard. In cele din urm3, perpetuarea acestei muzici si
transmiterea ei este cel mai fncantator aspect in ceea ce facem.
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