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ETUDES ET DOCUMENTS BALKANIQUES ET MEDITERRANEENS 
sous la redaction de Paul Henri Stahl 

TRENTE ANNEES D'EXISTENCE 

Irina Stahl 

II y a tout juste trente ans, la collection Etudes et Documents Balkaniques et Mediterraneens 
voyait le jour â Paris. On pourrait se feliciter, et â juste titre, d'une telle perennite. Et pourtant, 
l'evenement est loin d'etre heureux car â cette date anniversaire correspond egalement la disparition de 
son initiateur, Paul Henri Stahl, parti pour un monde meilleur le 16 septembre 2008. 

Paul Henri Stahl eprouvait de la fierte pour sa collection. En effet, elle reposait entierement sur 
son travail benevole et etait editee a ses propres frais. C'est pourquoi, nombreux etaient ceux qui 
respectait d'autant plus le fait qu' Etudes et Documents Balkaniques et Mediterraneens soit devenue au 
fii du temps et de part le monde, une revue appreciee, recensee et recherchee par de nombreuses 
communautes universitaires et scientifiques, au point que des bibliotheques la commandait pour 
l'integrer dans leurs catalogues. 

Des le debut, son initiateur et editeur s'occupe de tout. En plus de la redaction de ses propres 
etudes, ii corrige Ies articles des autres auteurs, parfois Ies traduit, Ies fait reproduire sous forme de 
volumes et Ies envoie. Un travail de fourmi qu'il accomplit regulierement et en toute serenite, avec des 
gestes precis, affines au long des annees. 

Sortie dans une centaine d'exemplaires, la revue donne â premiere vue l'impression d'un 
cahier de travail ; « la forme est loin d'etre parfaite », reconnaît son editeur; mais ii l'assume, car le 
contenu a toujours prevalu â ses yeux. En fait, sous cette forme modeste se cachent des etudes 
precieuses, des donnees de terrain inedites - Ies connaisseurs ont su Ies apprecier. 

Etudes et Documents Balkaniques et Mediterraneens sont le resultat d'une quete de liberte. 
Fuyant la Roumanie tombee dans la dictature, ou la censure lui avait interdit et detruit neuf volumes 
(sans compter Ies etudes qu'il a lui meme censure, sachant pertinemment qu'elles ne seraient pas 
publiees) Paul Henri Stahl crea sa propre revue â Paris avec le but declare d'« eviter le filtre deformant 
des politiciens ou des redacteurs et publier des ouvrages qui, malgre leur interet, n'ont aucune chance 
d'etre publies ». Parmi Ies contributions on trouve des etudes appartenant â de jeunes debutants, 
anciens etudiants ou collaborateurs quasiment inconnus, â qui ii facilitait ainsi, grâce â son nom, 
l'entree dans le monde scientifique. Car la profession de foi de Paul Henri Stahl a sans aucun doute 
etait celle de l'enseignement. II aimait s'entourer de jeunes, Ies soutenir, Ies « pousser » delicatement 
vers la bonne voie tout en Ies encourageant. Se montrant toujours disponible â leur encontre ii prenait 
du plaisir â Ies voir par la suite prendre leur envol. 

Comme le suggere son titre, la revue couvrent le sud-est de !'Europe : la Roumanie, Ies pays de 
l'ex-Yougoslavie, la Bulgarie, l'Albanie, la Grece, la Turquie, sans pour autant exclure d'autres regions 
europeennes. Sur cette partie du monde, des materiaux de terrains inedits, riches et varies, se retrouvent 
dans chacun des volumes, car d'apres Paul Henri Stahl toute theorie, toute nouvelle decouverte dans Ies 
sciences sociales, part de l'etude des realites sociales et non pas de la reinterpretation des theories des 
autres. Une investigation sur le terrain bien faite confere de l'originalite â son auteur et en meme temps 
des informations utiles aux autres chercheurs qui peuvent ainsi avoir recours â des comparaisons. 
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Tout au long de sa carriere, qui l'a porte aux sommets de la science, loin de son pays d'origine, 
Paul Henri Stahl a garde dans son esprit le souvenir de ses debuts ; ii a fait partie de ce qui allait 
s'averer la demiere generation de l'Ecole sociologique de Bucarest. C'est en pensant â cette epoque 
qu'il a choisi le format de sa revue â Paris, qu'il veut le plus proche possible de celui de la revue 
Sociologie românească (Sociologie roumaine), initiee par Dimitrie Gusti entre Ies deux guerres. 

Les premiers volumes de la collection sont chacun dedies â l'etude individuelle d'un auteur; 
ce n'est que par la suite qu'elle a pris !'aspect d'une revue, comprenant des etudes variees, parfois 
groupees autour d'un theme central, des notes et des comptes-rendus. J'ajoute â cette courte 
presentation la liste complete des volumes publies dans la collection, tout en annon~ant que 
prochainement ils serons integralement numerises et se retrouverons en libre acces sur le net â 
l'adresse : www.phstahl.org. 

Le contenu de ce trente-deuxieme volume d' Etudes et Documents Balkaniques et 
Mediterraneens a ete soigneusement prepare â l'avance par Paul Henri Stahl. C'est en pensant â lui que 
je me suis engagee â le faire publier en son nom. Aux articles vient s'ajouter une presentation de son 
activite scientifique et la liste de ses publications. 
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Nr.23. Paris, 2001, 79p. 
Eleftherios P. ALEXAKIS - From Folklore and Ethnography to Ethnology: a Difficult Path in the Balkan 

Countries 
Ekaterina ANASTASSOVA - Les Valaques de Bulgarie; ethnicite et nation) 
Kamen DONTCHEV - Le systeme successoral coutumier dans la societe rurale bulgare 
Ştefan DORONDEL - Cultural Change and Social Meanings to the Romanian Peasants from Lăpuş 
Zoja KARANOVIC et Vesna KATIC - The Role of Young People in Cultural Change in Village 

Communities 
Gheorghe ŞIŞEŞTEAN - De l'organicite a la decomposition demographique; une analyse du milieu 

villageois de la Transylvanie du Nord-Ouest 
Cătălina VĂTĂŞESCU - La terminologie albanaise du mariage : contribution 

Nr.24. Paris, 2001, 75p. 
Areti DEMOSTHENOUS -The Potential of Peaceful Co-existence among the Cypriot Communities in the 

New Millenium 
Kamen DONTCHEV - Le droit foncier coutumier dans Ies villages bulgares 1878-1950 
Andromaqi GIERGJI - La chemise « dalmatica », un element paleochretien 
Rusalin IŞFANONI - La fonction magique d'un bijou feminin au Pays des Pădureni 
Jiri LANGER- Moravian Walachia ans Views ofWalachian Colonization in the Western Carpathians 
Gheorghe ŞIŞEŞTEAN - Une collectivisation agressive (departement de Sălaj, Roumanie) 

Nr.25. Paris, 2002, 82p. 
(Paul H.STAHL)- Propheties du XX-e siecle 
Eleftherios P. ALEXAKIS - "Vitore" ou l'esprit de la maison. La construction symbolique de la familie et 

de la parente chez Ies Arvanites d' Attique (Grece) 
Marin CONSTANTIN - Social Categories and Trading Specialisation in a Bucharest Marketplace 
Andromaqi GJERGJI - Le costume albanais dans le contexte sud-est europeen 
Zoja KARANOVIC, Liliana PESIKAN-LJUSTANOVIC - Spinning ans Weaving in Serbian Oral 

Tradition. Vestiges ofmythical and religious Beliefs 
Mihail MIHALCU, Mihaela D. LEONIDA - Adhesive Materials used in Gilding by romanian Icon 

Painters 
Paul H. STAHL - La vie sociale des Juifs de Jassy. Quelques observations (1755-1825) 
Cătălina VĂTĂŞESCU - Termes roumains et albanais pour „laitage" 

Nr.26. Paris, 2003, 96p. 
(Paul H. STAHL) - Absurdus, lgnotus et Iratus 
Panayota CHRISTARA - Fetes, danses et chansons traditionnelles a Ierissos (Chalcidique) 
Marin CONSTANTIN - Montaillou - Tilişca. Analyse comparee du mode de vie pastoral 
Cristina FENEŞAN - Les memoires d'Osman Agha de Timişoara. L'identite islamique face a l'identite 

chretienne 
Zoja KARANOVIC- Students demonstration slogans. Forme and Symbols ofCarnival Language 
Vasil MARINOV - L'habitat des Karakatchanes de Bulgarie 
Nikola F. PA VKOVIC - Dimension humaine et monde animal dans la culture serbe 
Florenţa POPESCU - Les monuments funeraires du cimetiere des heros de la revolution roumaine de 1989 
Radu RĂUTU et Tudor-Andrei RĂUTU - Les « Geavrele » du village de Morteni. La perennite d'une 

confrerie traditionnelle 
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Nr.27. Paris, 2004, 74p. 
Marin CONSTANTIN - Roundtable in the human Resources Management. An Applied Anthropological 

Experiment in the Rocar Factory (Bucharest) 
Iancu FILIPESCU - « Pays », confcderation tribale, confederation villageoise. Unites sociales archai"ques 

roumaines et europeennes 
Mihail MIHALCU et Mihaela MIHALCU - About some vegetal materials used in painting and 

manuscript during the middle ages in Romania 
Radu RĂUTU, Viorica NICOLAU, Mircea GHIORGHIU et Valentin TOMA - Creation et involution. 

Les coordonnees populaires de l'experience du sacre 
Paul Henri STAHL -Appartenance ethnique et confession religieuse. Exemples du sud-est europeen 

Nr.28. Paris, 2004, 95p. 
(Paul H. STAHL)- Conseils ethnologiques pour generaux ignorants 
Ekaterina ANASTASSOVA - L'offrande des morts adressee aux vivants 
Constantin BĂRBULESCU et Paul H. ST AHL - Sang, consanguinite et structure sociale 
Kamen DONTCHEV - Le droit coutumier de la familie en Bulgarie du Nord-Ouest 
Stjefen GJE(;OV - « Coutumes depuis la mortjusqu'â la tombe, et coutume des lamentations jusqu'â la 

'gjama' des vetements » (1900-1907). Traduction de Sokol Kondi 
Alexandru OFRIM - Representations et pratiques de l'ecrit dans l'ancien village roumain 

Nr.29. Paris, 2005, 92p. 
Dimitar BOZILOV - Les Juifs sephardes de Bulgarie. Contribution 
Ion CHELCEA et Septimiu CHELCEA - Psychosociological Interpretation ofthe Myth-Legend on Negru

Vodă 

Mihail MIHALCU et Mihaela LEONIDA - Concerning the Fresco Technique used by the Romanian 
Medieval Painters 

Nikola PA VCOVIC - La propriete communautaire en Yougoslavie contemporaine 
Henri H. ST AHL et Paul H. ST AHL - Les crises « post-dictatoriales » de chaos social 
Stelu ŞERBAN - A Comparaison of Csango and Vlach Civic Identities 
INTERVIEWS: 
Marin Marian BĂLAŞA - Why am I Studying the East ? An International Inquiries 

Nr.30. Paris, 2006, 88p. 
P. H. STAHL - Histoires troubles de Valachie (en guise d'introduction) 
Roswith CAPESIUS - Les interieurs des maisons rustiques turques et tatares de la Dobroudja (Roumanie) 
Lozinca IORDANOV A, Petar PETROV - Anciens monuments funeraires de Bulgarie 
Mihail MIHALCU, Mihaela D. LEONIDA - The Fresco Technique, used by the Romanian Medieval 

Painters 
Paul PETRESCU - Maisons rurales musulmanes dans la Dobroudja roumaine 
Radu RĂUTU - CoMotations traditionnelles dans le milieu mental et culturel roumain 
Paul H. STAHL - L'eglise et la maison. Les rituels de construction paralleles 
Şerban VOINEA (Gaston BOEUVE) - La bolchevisation de la Roumanie. Aspects de la sovietisation en 

Roumanie. La politique anglo-saxonne dans le sud-est europeen 

Nr.31. Paris, 2007, 103p. 
LES CODES DU MONTENEGRO: 
Paul Henri ST AHL - Les anciens codes du Montenegro. Coutume orale, coutume ecrite, XVIII-XIxemes 

siecles 
F. LENORMANT-Turcs et Montenegrins. Le Code du Montenegro-1796 
Henri DELARUE - Le Montenegro. Le Code du Montenegro - 1855 
Balthasar BOGISIC - Code general des biens pour la Principaute de Montenegro 

Rodolphe Dareste - Introduction 
Le Code de 1888 (selection) 
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Irina ST ĂNCULESCU - Balthasar Bogisic - Les coutumes des Slaves du sud. Contribution 
LA BESSARABIE (Republique de Moldavie): 
Şerban VOINEA - En feuilletant Ies documents diplomatiques. Le pacte Ribbentrop-Molotov 

La commemoration de Ştefan cel Mare 
Etienne le Grand et Ies communistes 

Maia ROBU - L'actualite de l'a:uvre de Henri H. Stahl pour la recherche en Republique de Moldavie 
Nina MALER - Le genocide staliniste et le phenomene du « mancurtisme » 
VARIA: 
Virgil CÂNDEA - Les Roumains et le Mont Athos 
Mihail MIHALCU, Mihaela D. LEONIDA - Black Organic Pigments. Known, Prepared and Used by the 

Romanian Medieval Painters 
Gheorghe ŞIŞEŞTEAN - Orthodoxes et greco-catholiques roumains de Hongrie : Entre construction et 

reconstruction identitaire 
Monica ŞIŞEŞTEAN - La « communaute de fortune" et "la collectivite traditionnelle" roumaine 
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PAUL H. STAUL 

(4 mai 1925-16 septembre 2008) 

1948 - obtention du diplome de maîtrise en philosophie (avec comme option principale la sociologie) â 
l'Universite de Bucarest, sous la direction des professeurs Dimitrie Gusti et Henri H. Stahl. 

1948-1953 - chercheur scientifique, ensuite chef de la section sociale et directeur adjoint du Centre de 
recherches psycho-medico-pedagogiques du Ministere de l'Enseignement de Bucarest. 

1949-1953 - recherches sur le milieu social des tuberculeux ( enquete effectuee dans la commune de 
Militari, pres de Bucarest). ROUMAINES 

1953-1963 - chercheur scientifique â !'Institut d'histoire de !'art de !'Academie Roumaine. 
1953-1963 - chercheur â !'Institut d'histoire de !'art de I' Academie ou ii etudie !'art paysan. 
1963-1969 - chef de secteur et ensuite chef de la section d'ethnologie, de folklore et d'histoire de !'art, de 

!'Institut d'etudes sud-est europeennes de !'Academie roumaine. 
1969-1998 - directeur d'etudes â l'Ecole des Hautes Etudes en Sciences Sociales de Paris. Son premier 

domaine de recherches est l',,Ethnologie de !'Europe du Sud-Est"; ii sera complete dans Ies annees 80 par un 
autre domaine d'etudes intitule ,.Anthropologie juridique des societes traditionnelles europeennes". 

1970-1993 - professeur â la Sorbonne (Universite Rene Descartes) ou ii presente un cours intitule 
"Ethnologie de !'Europe du Sud-Est". Au debut des annees 80, ii met en place pour la premiere fois en France une 
option „Sociologie et ethnologie de !'Europe", ce qui le conduit â renommer son cours, ,,Introduction â la 
sociologie et â l'ethnologie europeennes". 

1970-2008 - membre du Laboratoire d' Anthropologie Sociale, au College de France. 
1986 - rec;:oit Ies „Palmes Academiques" 
1993 - elu membre d'honneur de !'Academie Roumaine. 
1997 - doctor honoris causa de l'Universite de Sibiu. 
1999-2008 - directeur de !'Institut des Etudes Sud-Est Europeennes de Bucarest. 
2006 - doctor honoris causa de l'Universite de Oradea. 

Paul H. Stahl est ne dans une familie illustre d'intellectuels roumains d'origine fran~ise, tous 
lies aux sciences sociales. II suit Ies cours de la Faculte de philosophie (option sociologie) ; eleve de 
Dimitrie Gusti et d'Henri H. Stahl, ii fait partie de la demiere generation de sociologues formes a 
l'ecole sociologique de Bucarest, la plus connue a l'interieur comme a l'exterieur du pays avant 
l'interdiction de la sociologie en 1948. Trois des principes de base de cette ecole transparaissent de 
maniere recurrente dans ses travaux: le lien permanent avec le terrain, la collaboration avec l'ensemble 
des sciences sociales, le lien specifique qu'entretient la sociologie avec l'histoire. A ces principes qui 
font partie du patrimoine commun de l'ecole, ii a ajoute la preoccupation permanente d'integrer la 
societe roumaine dans le contexte europeen. De meme que la linguistique nous montre a quelle familie 
appartient la langue roumaine, et donc avec quelles autres cultures et quels autres peuples nous sommes 
parents, de meme l'histoire et la sociologie doivent-elles rapprocher Ies formes de vie sociale 
roumaines de celles des autres peuples. L'exigence de ne dire que la verite l'a conduit, lorsqu'il ne 
pouvait communiquer Ies resultats exacts des etudes qu'il entreprenait, a preferer ne pas Ies presenter 
plutot que d'accepter une presentation entachee d'inexactitudes. Le resultat est que neuf volumes qu'il 
a signes seul ou en collaboration ont ete interdits avant impression, ou retires des librairies et mis au 
pilon dans Ies annees 50 et 60. 

Attire par Ies innovations de la recherche sociologique, ii presente en avril 1948, dans le cadre 
de l'Institut social roumain, une communication intitulee : « La monographie sociologique et la 
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methode statistique representative », dans laquelle il cherche a apporter un element nouveau a la 
methode qui permettrait d'arriver a ce que souhaitait Dimitrie Gusti, la connaissance d'ensemble du 
pays. La comrnunication est bien re(i:ue, surtout par le professeur Gusti, qui devait lui offrir la 
possibilite de se rendre en France avec une bourse offerte par le specialiste fran(i:ais de la methode 
statistique representative, Jacques Stoetzel. Il n'obtint toutefois pas la permission de sortir du pays et ce 
fut ensuite la sociologie elle-meme qui fut interdite et l'Institut social roumain ferme. 

La premiere recherche qu'il entreprend et qu'il mene â peu pres jusqu'â son terme suit les 
principes que nous avons mentionnes de l'ecole sociologique. Nomme collaborateur d'un Centre de 
recherches psycho-medico-pedagogiques ou ii devait s'occuper des problemes familiaux des enfants 
des ecoles elementaires, ii transforme son travail en une recherche visant â repondre â une question 
d'interet general : dans quelle mesure le milieu familial influence-t-il l'activite des eleves a l'ecole ? 
L'etude pouvait conduire a preciser le role de deux elements. A travers une recherche realisee au debut 
de chaque annee scolaire, on devait determiner la situation familiale de tous les eleves du premier 
niveau. Ces donnees, basees sur la correlation entre les facteurs sociaux et les resultats scolaires 
facilitaient l'identification des eleves qui ne pouvaient faire des etudes dans de bonnes conditions. Une 
fois connus les eleves â problemes, ils devaient etre aides grâce a un dispositif special qui relevait a la 
fois de la pedagogie et de l'assistance sociale. L'utilisation experimentale sur une classe d'eleves du 
formulaire d'enquete sociale, accompagnee du classement des eleves en quatre groupes etablis sur des 
criteres sociaux en debut d'annee scolaire, lui a permis en fin d'annee de montrer l'interet de previsions 
fondees sur des criteres sociaux, previsions confirmees par les resultats scolaires obtenus a la fin de 
l'annee. La mise en relation des deux classements (social et scolaire) date de la fin de l'annee 1953, 
mais en fevrier de la meme annee il avait ete mis fin aux activites du Centre de recherches suite a la 
parution d'un article dans Scânteia, le journal du parti communiste. Les materiaux reunis jusqu'alors 
furent interdits et envoyes au feu ; seule une partie des donnees sociales ont echappe a la destruction, 
cachees pendant un derni-siecle par celui qui les avait recueillies, et publiees ensuite (Familia şi şcoala, 
Bucarest, 2003). Il faut rappeler egalement que, a une epoque ou Ies informations â caractere social 
etaient devenues source de desinformation, cette enquete effectuee sur le milieu social bucarestois dans 
des milliers de familles est probablement la plus vaste enquete veridique de ces temps pendant lesquels 
le pays etait occupe et le regime une dictature. 

George Oprescu, devenu academicien et directeur d'un institut d'histoire de l'art, avait 
organise dans son institut une section d'histoire de l'art dans laquelle il accueillit plusieurs anciens 
eleves et collaborateurs de Dimitrie Gusti. Paul H. Stahl est nomrne chercheur scientifique dans cette 
section et a ainsi la possibilite de parcourir le pays et d'etudier l'art populaire. Il choisit comrne sujet 
principal la maison paysanne, c'est-â-dire le domaine qui lui permet le plus facilement de conserver un 
lien avec les aspects de la vie sociale et avec ce qu'il avait appris a la faculte. Ainsi, durant plus de 
vingt ans, il parcourt Ies villes et surtout les villages du pays : le resultat de ses etudes est paru dans une 
serie de volumes qui enrichissent de maniere substantielle la connaissance de notre culture paysanne. 

0n reconnaît dans ces publications deux des idees qui devaient se retrouver par la suite tout au 
long de son activite : le souci de faire connaître la culture roumaine au niveau intemational et l'idee 
que le fait social ne doit pas etre examine seulement de maniere statique mais aussi dans son evolution 
historique. Ainsi, alors que le classement habituellement retenu repartit le pays en zones dans 
lesquelles apparaît un type de maison unique, lui repartit les maisons en groupes qui evoluent. Le lien 
avec l'histoire, ou plus precisement avec l'idee d'evolution, est evident; une synthese est publiee dans 
un volume publie â Sibiu (Planurile caselor româneşti ţărăneşti, 1958). 

Connu par ses travaux et surtout par l'interet qu'ils ont suscite, il est invite par Mihai Berza a 
diriger la section « Ethnologie, folklore et histoire de l'art » du tout nouvel Institut d'etudes sud-est 
europeennes, recernment cree. La, ses efforts pour faire reconnaître la culture des paysans roumains au 
niveau intemational deviennent encore plus visibles. A ses centres d'interet des annees precedentes !ies 
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â l'art populaire s'ajoutent des preoccupations toujours plus orientees vers les aspects sociaux. 
L'interdiction de publier un nouveau volume, ainsi que plusieurs articles, de meme que l'interdiction 
de participer aux colloques ou congres organises en dehors des zones sous domination sovietique le 
determinent â partir en 1969 en France. 

Apres une annee particulierement difficile en raison de soucis d'ordre materiei, il est re!ţu par 
Femand Braudel â qui il expose un programme de travail qui tenait â la fois de l'histoire et de la 
sociologie : Ies relations entre d'une part la culture paysanne et d'autre part celle des boyards et des 
familles royales durant Ies demiers trois siecles en Europe du Sud-Est. Bien rC!ţu, ii est nomme en 1970 
directeur d'etudes â l'Ecole des Hautes Etudes en Sciences Sociales. lnterroge par Braudel sur le titre 
de la direction d'etudes qu'il serait amene â conduire, ii propose comme titre« Sociologie de !'Europe 
du Sud-Est»; Braudel lui conseille toutefois d'utiliser le mot « ethnologie » dans la mesure ou la 
proposition ainsi formulee serait plus facilement acceptee. li conservera des lors ce titre pour la 
direction d'etudes qu'il conduira. Dans Ies annees 80, ii tient une nouvelle serie de cours dans le cadre 
d'un nouveau seminaire dont ii assure la direction, le premier â l'EHESS, avec pour titre 
« Anthropologie juridique de !'Europe». 

Un an plus tot ii avait egalement commence â enseigner â l'Universite Rene Descartes 
(Sorbonne) toujours avec ce meme intitule « Ethnologie de !'Europe du Sud-Est», mais sa fonction 
principale restera â l'EHESS. 

A Paris ses anciennes preoccupations comparatistes ainsi que Ies liens avec l'histoire sont 
devenus !'axe principal de son orientation. Les titres de ses cours â l'EHESS, qui varient d'une annee â 
l'autre, montrent une grande diversite de sujets d'ou la preoccupation pour son pays d'origine ne 
manque jamais. A la Sorbonne ii tient le meme cours plusieurs annees de suite mais â partir de 198 l il 
met en place une nouvelle chaire, option « Sociologie et ethnologie de !'Europe», la premiere de ce 
type dans une universite fran!ţaise. Sa collaboration avec Ies universites etrangeres est constante, 
surtout avec Ies italiennes ; par exemple, â Rome (La Sapienz.a) ii fera un expose sur les etudes 
effectuees dans une vallee de montagne italienne en insistant sur Ies problematiques des structures 
sociales; â Macerata il presentera un cours d'anthropologie juridique, et ainsi de suite. 

La recherche de terrain continue d'occuper une place tout aussi essentielle tant dans ses 
preoccupations que dans ses cours. Annee apres annee il visite et ii etudie differents pays europeens, 
ceux du Sud-Est europeen restant toutefois au centre de ses preoccupations. 

li effectue egalement deux voyages d'etudes hors du continent, en lnde et au Bresil. Les etudes 
publiees refletent Ies deux traits distinctifs que nous rappelions en introduction, le comparativisme et 
les liens avec l'histoire. En collaboration avec Ies sociologues de l'Universite de Trente ii recueille et 
publie trois volumes de « statuts », ensemble des regles de fonctionnement des communautes 
villageoises de la region, qui couvrent la periode des xrn• au xix• siecles. li justific dans la preface 
leur publication, montrant que pour un sociologue la publication des donnees de terrain est tout aussi 
importante que la publication des documents ecrits pour un historien. Tels qu'ils se presentent, par leur 
caractere exhaustif (la publication inclut toutes Ies anciennes regles de fonctionnement), ils interessent 
tout â la fois les sociologues, Ies ethnologues, Ies historiens, Ies juristes. 

C'est dans le meme sens qu'il faut interpreter la publication des trois volumes (cosignes avec 
Massimo Guidetti) dedies aux communautes europeennes de familie, de village, de vallee. li s'agit 
d'etudes parues sur ces questions au x1x• siecle; de nouveau, sociologues, historiens, juristes, 
ethnologues, economistes collaborent pour definir et enrichir un domaine commun en voie de 
constitution. Ces publications sont egalement interessantes du fait qu'â cette epoque se fondaient de 
nouvelles disciplines sociales (sociologie ou ethnologie par exemple), qui devaient s'eloigner de la 
discipline plus ancienne qu'etait l'histoire. Si deux de ces publications concement !'Europe dans son 
ensemble, la troisieme s'arrete sur l'ltalie. Paul Henri Stahl envisageait de publier dans le meme esprit 
un volume sur les communautes fran!ţaises mais ii n'a malheureusement pas pu mener â bout ce projet, 
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reste inacheve. 
En 1986 paraissent deux volumes dans lesquels Ies etudes de terrain dominent, tous deux dans 

une optique comparatiste. Le premier s'intitule Histoire de la decapitation et traite du sujet dans 
l'ensemble de l'ancien Empire ottoman. Le titre origine! du travail, Anthroplogie historique et sociale 
du crâne, etait plus fidele au contenu mais l'editeur en a decide autrement. De nouveau, l'histoire, 
l'histoire de la religion et du droit, la sociologie, l'etude des usages sont presents. La meme annee 
paraît aux Etats-Unis le livre intitule Household, Village and Village Confederation in South-Eastern 
Europe », etude qui sera egalement publiee en version italienne a Messine et en version roumaine a 
Bucarest. S'il existait deja des etudes sur l'ensemble du Sud-Est europeen dans le domaine de la 
langue, de l'histoire, de l'art ou de la religion, le livre de P. H. Stahl est le premier qui traite des 
structures sociales. On doit interpreter dans le meme sens le livre paru aux Etats-Unis et cosigne avec 
ses doctorants portant sur le nom et son lien avec Ies structures sociales (Name and Social Structure, 
Boulder, 1998). II etait deja paru des etudes isolees sur le nom et son mode de fonctionnement, ou sur 
ses liens avec la structure sociale, mais cet ouvrage est le premier qui presente un caractere d'ensemble. 
L'auteur associe ainsi une etude sur le Sud-Est europeen a des etudes sur le nom dans Ies pays 
occidentaux. Histoire et sociologie se donnent a nouveau la main pour traiter un sujet encore 
insufisamment etudie chez nous. 

L'etude d'une vallee des Alpes italiennes (Le rodiei di una va/le alpina. Antropologia storica e 
sociale di Val Tartano; Sondrio, 1995) lui donne l'occasion de reunir encore une fois ces deux 
disciplines, qui selon lui traitent le meme objet mais se concentrent sur des moments historiques 
differents, le passe et le present. Les problemes habituellement traites par la sociologie, l'ethnologie, 
l'anthropologie sociale prennent une forme historique et couvrent la periode comprise entre la fin du 
XVIIe siecle et le debut du XIXe. 

Le principe d'une analyse in vivo non pas de formes fixes mais de leur evolution se manifeste 
dans toutes les publications. Nous avons mentionne plus haut son emploi dans le classement des 
maisons roumaines ; nous le retrouvons a de multiples reprises dans le classement des types de familie 
ou des groupes domestiques. 

Original et novateur, le travail de Paul H. Stahl permet a la science roumaine de se mettre au 
niveau des plus recentes etudes de I' Europe occidentale ; si en France le nom de Jacques Le Goff 
s'impose a partir des annees 60, celui de Julio Caro Baroja en Espagne a partir des annees 50, l'ecole 
de Dimitrie Gusti peut faire etat deces preoccupations de sociologie (anthropologie) historique des la 
fin des annees 20. C'est a cette epoque qu'apparaissent Ies premieres etudes signees de Henri H. Stahl 
sur le Pays de Vrancea, etudes qui allaient conduire a la monographie portant sur le village de Nerej, 
parue en 1939 en trois volumes en fran(i:ais, et toujours non traduits en roumain. 

Les efforts de Paul H. Stahl s'inscrivent ainsi dans une ligne de developpement general des 
sciences sociales parmi Ies plus novatrices et Ies plus productives qui soient, dans une orientation qui 
prend egalement de plus en plus de place dans notre pays et dont l'objectif est non seulement de placer 
nos recherches au niveau de celles des autres pays mais aussi de mettre en lumiere des aspects trop peu 
connus de notre passe et de notre present. 
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PUBLICATIONS 

TOMES 

1955 - (avec Paul Petrescu et Anton Dâmboianu) ARHITECTURA DIN MUZEUL SATULUI (L'architecture du 
Musee du village). Bucarest, Editura Tehnică, 98 pp. 

1956 - (avec Paul Petrescu) CERAMICA DIN HUREZ (La poterie du village de Hurez). Bucarest, Editura de 
Stat pentru Literatură şi Artă (ESPLA), 41 pp., 33 planches. 

1956 - (avec Florea Stănculescu, Adrian Gheorghiu et Paul Petrescu) ARHITECTURA POPULARĂ 
ROMÂNEASCĂ. REGIUNEA HUNEDOARA (L'architecture populaire roumaine; la region de 
Hunedoara). Bucarest, Editura Tehnică, 123 pp. 

1957 - (avec FI. Stănculescu, A. Gheorghiu et P. Petrescu) ARHITECTURA POPULARĂ ROMÂNEASCÂ. 
REGIUNEA PLOIEŞTI (L'architecture populaire roumaine; la region de Ploieşti). Bucarest, Editura 
Tehnică, 155 pp. 

1957 - (avec Paul Petrescu) ARTA POPULARĂ ÎN R.P.R. PORT, CUSĂTURI, ŢESĂTURI (L'art populaire en 
Rep. Populaire Roumaine. Costumes, tissus, broderies), Ies chapitres consacres aux Turcs, Tatares, 
Lipovanes, Bulgares et Aroumains. Bucarest, ESPLA, pp.119-150. 

1957 - (avec FI. Stănculescu, A. Gheorghiu et P. Petrescu) ARHITECTURA POPULARĂ ROMÂNEASCĂ. 
DOBROGEA (L'architecture populaire roumaine; la region de Dobrogea). Bucarest, Editura Tehnică, 
107 pp. 

1958 - (avec FI. Stănculescu, A. Gheorghiu et P. Petrescu) ARHITECTURA POPULARĂ ROMÂNEASCĂ. 
REGIUNEA PITEŞTI (L'architecture populaire rournaine; la region de Piteşti). Bucarest, Editura 
Tehnică, 275 pp. 

1958 - (avec Paul Petrescu) LOCUINŢA ŢĂRANULUI ROMÂN (La maison du paysan roumain). Bucarest, 
ESPLA, 271 pp. (Ouvrage detruit par la censure; envoye au pilon). 

1958 - PLANURILE CASELOR ROMÂNEŞTI ŢĂRĂNEŞTI. DIE GRUNDRISSE DER RUMĂNISCHEN 
BAUERNHĂUSER (Les plans des maisons paysannes roumaines). Studii şi Comunicări no.9, Musee 
Brukenthal, Sibiu, 91 pp. 

1958 - (avec Barbu Slătineanu et Paul Petrescu) MANUAL DE CERAMICĂ POPULARĂ ROMÂNEASCĂ 
(Manuel de poterie roumaine). Bucarest, Editura de Stat Didactică si Pedagogică, 195 pp. (Ouvrage 
detruit par la censure; envoye au pilon). 

1958 - (avec Barbu Slătineanu et Paul Petrescu). ARTA POPULARĂ ÎN R.P.R. CERAMICA (L'art populaire en 
Rep. Pop. Roumaine. La poterie). Bucarest, ESPLA, 277 pp. (Ouvrage detruit par la censure; envoye au 
pilon). 

1959 - (avec FI. Stănculescu, A. Gheorghiu et P. Petrescu) ARHITECTURA POPULARĂ ROMÂNEASCĂ. 
REGIUNEA BUCUREŞTI (L'architecture populaire roumaine; la region de Bucarest). Bucarest, Editura 
Tehnică, 140 pp. 

1963 - (avec Paul Petrescu) ARTA POPULARĂ DIN VALEA JIULUI (L'art populaire de la region de Jiu). 
Bucarest, Editura Academiei RPR, 589 pp. Le chapitre "Construcţiile" (Les constructions), pp. 137-178 
(le texte a ete fortement modifie par Ies editeurs, en ajoutant des elements politiques et en inversant 
l'ordre de l'expose). 

1966 - (avec Paul Petrescu) SCOARŢE ROMÂNEŞTI (Kilims roumains). Bucarest, ESPLA, 33 pp., 80 planches. 
Le meme ouvrage est publie la meme annee en versions fran~aise - TAPIS ROUMAINS, anglaise -
ROMANIAN RUGS et russe - RUMUNSKIE COVRÎI. 

1967 - (avec FI. B. Florescu et Paul Petrescu) ARTA POPULARĂ DIN ZONELE ARGEŞ ŞI MUSCEL (L'art 
populaire des regions d'Argeş et de Muscel). Bucarest, Editura Academiei R.S.R. 

1968 - (avec Henri H. Stahl) CIVILIZAŢIA VECHILOR SATE ROMÂNEŞTI (La civilisation des anciens 
villages roumains). Bucarest, Editura Ştiinţifică, 100 pp. 

1968 - FOLCLORUL ŞI ARTA POPULARĂ ROMÂNEASCĂ (Le folklore et l'art populaire roumain). Bucarest, 
Editura Meridiane, 52 pp., 41 planches n/b, 16 planches couleur. 
Le meme ouvrage est publie la meme annee en version anglaise: FOLK ART AND ROMANIAN 
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FOLKLORE: 
1969 - MEŞTERII ŢĂRANI ROMÂNI ŞI CREAŢIILE LOR DE ARTĂ (Les artisans roumains et leurs creations 

artistiques). Bucarest, Editura Enciclopedică Română, 101 pp. 
1969 - (avec FI. B. Florescu et Paul Petrescu) ARTA POPULARĂ DE PE VALEA BISTRIŢEI (L'art populaire 

de la region de la Bistrita). Editura Academiei R.S.R., 250 pp. 
1975 - ETIINOLOGIE DE L'EUROPE DU SUD-EST. Paris - La Haye; Editions Mouton, 312 pp. 
1977 - (avec Massimo Guidetti) IL SANGUE ELA TERRA. COMUNITĂ DI VILLAGIO ET COMUNITĂ 

FAMILIARI NELL'EUROPA DEL'800. Milano, Jaca Book, 626 pp. 
1978 - (avec Massimo Guidetti) UN'ITALIA SCONOSCIUTA. COMUNITĂ DI VILLAGGIO E COMUNITĂ 

FAMILIARI NELL'ITALIA DELL'800. Milano, Jaca Book, 408 pp. 
1979 - (avec Massimo Guidetti) LE RADICI DELL'EUROPA. IL DIBATTITO OTTOCENTESCO SU 

COMUNITĂ DI VILLAGGIO E FAMILIARI. Milano, Jaca Book. 398 pp. 
1979 - SOCIETES TRADITIONNELLES BALKANIQUES. CONTRIBUTION Ă L'ETUDE DES 

STRUCTURES SOCIALES. Paris, 258 pp., dans la collection Etudes et Documents Balkaniques et 
Mediterraneens (EDBM), voi. I. 

1981-(sous la redaction de) LE MARIAGE. RECHERCHES CONTEMPORAINES SUR DES POPULATIONS 
BALKANIQUES. Freiburg i.Br., extrait du Buletinul Bibliotecii Române, voi.VIII (XII), nouvelle serie, 
1980/1981, 152 pp. 

1983 - (sous la redaction de) EDBM, vol.6, Paris, 184 pp. 
1984 - (sous la redaction de) EDBM, vol.7, Paris, 188 pp. 
1986 - (sous la redaction de) EDBM,, vol.10, Paris, 164 pp. 
1986 - (sous la redaction de) L'ECOLE SOCIOLOGIQUE DE BUCAREST, 1925-1948, Paris, 37 pp., dans la 

coli. Societes europeennes (SE), voi. I. 
1986 - HISTOIRE DE LA DECAPITATION. Paris, Presses Universitaires de France, 249 pp. 
1986 - HOUSEHOLD, VILLAGE AND VILLAGE CONFEDERA TION IN SOUTHEASTERN EUROPE. 

Trad.par Linda Scales Alcott, East European Monographs no.CC, New York. Columbia University 
Press, 253 pp. 

1987 - (avec Paul Petrescu) MAISONS ET ATTENANCES DES PAYSANS ROUMAINS DE MARGINA 
SIBIULUI (TRANSYL V ANIE). Paris, 110 pp.; dans la coll.EDBM, voi. 12. L'ouvrage est publie la 
meme annee en version roumaine: CASE ŞI ACARETURI ŢĂRĂNEŞTI DIN MARGINA SIBIULUI. 

1987 - (sous la redaction de) EDBM, voi. 13, Paris, 96 PP·, , 
1987 - (sous la redaction de) H. H. STAHL - NEREJ, UN VILLAGE D'UNE REGION ARCHAIQUE. 

MA TERIAUX ET DOCUMENTS. Paris, 55 pp; dans la coli. SE, vol.3. 
1988 - (sous la redaction de) H. H. STAHL - POVESTIRI DIN SATELE DE ALTĂDATĂ. Paris, 167 pp., dans 

la coli.SE, vol.5. 
1989 - (sous la redaction de) EDBM, vol.14. Paris, 203 pp. 
1990 - (sous la redaction de) EDBM, vol.15. Paris, 194 pp. 
1990 - (sous la redaction de) ŞERBAN VOINEA. CONTRIBUTION A L'HISTOIRE DE LA SOCIAL

DEMOCRA TIE ROUMAINE. Paris, 89 pp., dans la coli. SE, vol.6. 
1990 - (sous la redaction de) LES ROUMAINS ORIENTAUX. ROMÂNII DIN RĂSĂRIT. Paris, 158p., dans la 

coli. SE, no.7. 
1990 - (sous la redaction de) ETUDES ROUMAINES ET AROUMAINES (ERA), voi.I, Paris-Bucarest, 158 pp.; 

dans la coli. SE, vol.8. 
1990 - (sous la redaction de) ETBM, vol.15. Paris, 194 pp. 
1992 - (sous la redaction de) EDBM, vol.16, Paris, 74 pp. 
1993 - TERRA, SOCIET Ă, MITI NEI BALCANI. Messina, Rubbettino Editore, 271 pp. 
1993 - (sous la redaction de) EDBM, voi. 17. Paris, 77 pp. 
1993 - (sous la redaction de) ERA, voi.II. Paris, 175 pp., dans la coli. SE, vol.10. 
1995 - (sous la redaction de) EDBM, voi. 18. Paris, 75 pp. 
1995 - (sous la redaction de) CONSTANTIN BRĂLOIU ET HENRI H. STAHL, Paris-Bucarest, 89 pp., dans la 

coli. SE, voi. 12(11 ). 
1995 - (avec Dario Benetti) - LE RADICI DI UNA VALLE ALPINA. ANTROPOLOGIA STORICA E 

SOCIALE DELLA VAL TARTANO, Sondrio, Cooperativa Editoriale Quademi Valtellinesi, 334 pp. 
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1996 - (sous la redaction de) ERA, voi. III. Paris-Bucarest, 140 pp.; dans la coli. SE, vol.l4(13). 
1996 - (sous la redaction de) EDBM, voi. 19, Paris, 73 pp. 
1997 - LA MEDITERRANEE. PROPRIETE ET STRUCTURES SOCIALES, XIXe - XXe siecles. Edisud 

(Francea)-Alif (Tunisie)-Toubkal (Maroc), 88 pp. 
La meme etude est publiee en version italienne: UN ENCICLOPEDIA DEL MEDITERRANEO. 
ANTROPOLOGIA SOCIALE. LA PROPRIETĂ. (Jaca Book, Milano, 84 pp.) 
La meme etude est publiee en version arabe aux editions Toubkal, 72 pp. 
Une version espagnole est publiee en 1999: EL MEDITERRANEO. PROPRIEDAD Y ESTRUCTURA 
SOCIAL EN LOS SIGLOS XIX-XX. Cidob Edicions, Icarria editorial, Barcelona. 

1997 -ARTICOLE (reprint), voi. I (1957-1963), Paris, 216 pp., dans la coli. SE, vol.15 (14a). 
1997 - ARTICOLE (reprint), voi. II: Articles signes avec Paul Petrescu (1955-1966), I°' et II° parties, Paris, 280 

pp. (I°' et Ir parties), dans la coli. SE, vol.16 ( 15a). 
1998 - ARTICOLE - ARTICLES - BEITRAGE (reprint), voi. III (1964-1965), Paris, 146 pp., dans la coli. SE, 

vol.17 ( 17a). 
1998 - ARTICOLE - ARTICLES - BEITRAGE (reprint), voi. IV (1965-1970), Paris, 137 pp., dans la coli. SE, 

vol.18 ( l 8a). 
1998 - (sous la redaction de) EDBM, vol.20, Paris, 91 pp. 
1998 - (sous la redaction de) EDBM, vol.21, Paris, 94 pp. 
1998 - (sous la redaction de) NAME ANO SOCIAL STRUCTURE. Examples From Southeast Europe. East 

European Monographs, no. DVI, Boulder, Columbia University Press, New York, 214 pp. 
1999 - (sous la redaction de) ERA, voi.IV. Paris-Bucarest, 97 pp.; dans la coli. SE, voi. 19 (14b). 
2000 - (sous la redaction de) Henri H. Stahl, SOCIOLOGIA ŞI ISTORIA. NICOLAE IORGA ŞI DIMITRIE 

GUSTI. Paris-Bucarest, 53 pp., dans la coll. SE voi. 20 (15b). 
2000 -(sous la redaction de) EDBM, vol.22. Paris, 91 pp. 
2000 - (sous la redaction de) ERA, voi.V. Paris-Bucarest, 80 pp.; dans la coli. SE, voi. 21 (16). 
2000 - TRIBURI ŞI SA TE DIN SUD-ESTUL EUROPEI, Ed. Paideia, Bucureşti, 264 pag. 
2001 -(sous la redaction de) EDBM, voi. 23. Paris, 75 pp. 
2001 -(sous la redaction de) EDBM, voi. 24, 75 pp. 
2001- FAMILIA ŞI ŞCOALA. Bucureşti, 1949-1952. Contribuţii la sociologia educaţiei (Famille et ecole, 

Bucarest 1949-1952. Contributions a la sociologie de l'education). Paris-Bucarest, 145 pp.; dans la coli. 
SE, voi. 24 ( 19). 

2001 - (sous la redaction de) Henri H. Stahl - GÂNDITORI ŞI CURENTE DE ISTORIE SOCIALĂ 
ROMÂNEASCĂ, Biblioteca Institutului Social Român, Bucarest, 250 pp. 

2002 - (sous la redaction de) ERA, voi. VI. Paris-Bucarest, 111 pp.; dans la coli. SE, voi. 25 (20). 
2002 -(sous la redaction de) EDBM, vol. 25. Paris, 83 pp. 
2002 - (sous la redaction de) CUM S' A STINS ŢARA VRANCEI (Comment c'est etaint le Pays de Vrancea). 

Paris-Bucarest, 155 pp.; dans la coli. SE, voi. 26(21). 
2002 - (sous la redaction de) CUM S' A STINS ŢARA VRANCEI. Nereju, sat din Vrancea. Bucuresti, Editions 

Paideia, 195 pp. 
2002 - FAMILIA ŞI ŞCOALA. BUCUREŞTI, 1949-1952. CONTRIBUŢII LA SOCIOLOGIA EDUCAŢIEI, 

Bucureşti, Editura Paideia, 168pp. 
2002 - (sous la redaction de) OMAGIU. VIRGIL CÂNDEA LA 75 DE ANI, Bucarest, Editura Academiei 

Române-Editura Roza Vânturilor, voi. I, 447 p., voi. II, 429 pp. 
2003 -(sous la redaction de) ERA, voi. Vil. Paris, 118, pp.; dans la coli. SE, voi. 27 (22). 
2003 -(sous la redaction de) EDBM, voi. 26, Paris, 96 pp. 
2004 - (sous la redaction de) ŞERBAN VOINEA (1894-1969). CONTRIBUŢIE LA ISTORIA SOCIAL

DEMOCRAŢIEI ROMÂNE (Contribution a l'histoire de la social-democratie roumaine). Bucureşti, 
Fundaţia „Constantin Titel Petrescu", 206 pp. 

2004 - (avec Marin Constantin) MEŞTERII ŢĂRANI ROMÂNI. Bucureşti, Editura Tritonic, 204 pp. 
2004 -(sous la redaction de) ERA, voi. VIII. Paris-Bucarest, 116 pp.; dans la coli. SE, voi. 29 (23a). 
2004 - (sous la redaction de) ŞERBAN VOINEA (GASTON BOEUVE), NI GUERRE, NI BOLCHEVISME 

(Paris, 1948-1954). Paris - Bucarest, 108 pp.; dans la coli. SE, voi. 31 (24a). 
Republie en version roumaine, sous la redaction de Paul Stahl et Ion Apostol, NICI RĂZBOI, NICI 
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BOLŞEVISM, Paris, 2007, 183 pp. 
2004 -(sous la redaction de) EDBM, voi. 27. Paris, 98 pp. 
2004-(sous la redaction de) EDBM, voi. 28. Paris, 95 pp. 
2004 - (avec Paul Petrescu) - OAMENI SI CASE DE PE VALEA MOLDOVEI (1928-1953) (Habiants et 

maisons de la valee de Moldova) Bucureşti, Editura Paideia, 284 p. 
2005 - Interviews avec / Interviuri cu Paul H.Stahl, prises par Franco Cesetti, Constantin Bărbulescu, Marin 

Constantin, Ştelu Şerban et Ştefan Dorondel, Paris-Bucarest, l33p., dans la coli. SE, voi. 32 (24b). 
2005 -(sous la redaction de) ERA, voi. IX, Paris-Bucarest, 98 pp., dans la coli. SE, voi. 33 (25). 
2005 -(sous la redaction de) EDBM, voi. 29, Paris, 91 p. 
2005 - (sous la redaction de) EXILUL ROMÂNESC. Documentele „Şerban Voinea" (L'exile roumain. Les 

documents „Şerban Voinea"), Paris-Bucarest, voi.I-II, 142 pp., dans la coli. SE, vol.34 (26a). 
2005 - CASE ŞI ACARETURI DIN MĂRGINIMEA SIBIULUI. 1953-1958 (Maisons et dependances de 

Mărginimea Sibiului), Bucureşti, Editura Paideia, l07p. et 14 pi et dessins. 
2006 -(sous la redaction de) ERA, voi. X. Paris-Bucarest, 96 pp.; dans la coli. SE, voi. 35 (26b). 
2006 - (sous la redaction de) EDBM, voi. 30. Paris, 88 pp. 
2006 - (sous la redaction de) HENRI H. STAHL - OAMENI DE ALTĂDATĂ (Hommes d'autrefois), Paris

Bucarest, 120 pp.; dans la coli. SE, no. 37 (28). 
2007 - (sous la redaction de) HENRI H. STAHL - OAMENI DE ALTĂDATĂ, Bucarest, Editions de 

l'Universite, 193 pp. 
2007 - (sous la redaction de Paul H.Stahl şi Ion Apostol) NICI RĂZBOI, NICI BOLŞEVISM (Ni guerre, ni 

bolchevism), Paris, s.ed., traduction du fr. par Grigore Nicolau, 184p. 
2007 -(sous la redaction de) Henri H. Stahl - Oameni de altădată. Editura Universităţii din Bucureşti, l92p. 
2007 - (sous la redaction de) DICTATURA ŞI DEMOCRAŢIA. INTERVENŢII LA RADIO PARIS 

DESTINA TE ROMÂNIEI. 1954-1957 (La Dictature et la Democratic. Interventions â la Radio Paris et 
articles parus dans la presse, l 954-1957), Paris, s.ed., voi.I, 306p. 

2007 - (sous la redaction de) EDBM, voi. 31, Paris, 103 pp. 
2008 - GASTON BOEUVE (ŞERBAN VOINEA), La Dictature et la Democratie. Interventions a la Radio Paris 

et articles parus dans la presse, 1955-1957, Paris; dans la coli. SE no. 38 (29), 85p. 

PERIODIQUES 
publies par ses soios 

Etudes et documents balkaniques et mediterraneens (EDBM), Paris, 1979-2007, 32 volumes. 
Societes europeennes (SE), Paris, 1986-2006, 38 volumes. 
Etudes roumaines et aroumaines (ERA), dans la coli. Societes europeennes, Paris, 1990-2006, IO volumes. 

ARTICLES 

1955 
(avec Paul Petrescu) ,,Elemente de înfrumusetare a locuinţelor tăf"ăneşti de pe Valea Bistriţei" (Elements 

decoratifs des maisons paysannes dans la region de la Bistriţa). Studii şi Cercetări de Istoria Artei 
(SCIA), no.1-2, II annee, Bucarest, pp.27-43. 

(avec Adrian Gheorghiu et Paul Petrescu) ,,Ornamentaţia în arhitectura populară din bazinul superior al 
Argeşului" (Le decor de l'architecture populaire de la region d'Argeş). ARHITECTIJRA R.P.R., no. I, 
Bucarest, pp. 27-33. 

1956 
(avec Paul Petrescu) ,,Arhitectura populară din regiunea Suceava" (L'architecture rustique de la region de 

Suceava). ARHITECTIJRA R.P.R., no. 8, Bucarest, pp. 29-34. 
(avec Paul Petrescu) ,,Obiecte de artă populară la expoziţia cooperaţiei meşteşugăreşti" (L'art populaire dans 

l'exposition de la cooperation artisanale). ARTA PLASTICĂ, no. 3, Bucarest, pp. 41-44. 
(avec Paul Petrescu) ,,Arta populară din Oltenia" (L'art populaire de la Petite Valachie). ROUMANIE 
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D'AUJOURD'HUI, Bucarest. 
(avec Paul Petrescu) ,,Ceramica smăl\uită românească din Transilvania" (La poterie emaillee roumaine de 

Transilvanie"). SCIA, no. 1-2, III annee, Bucarest, pp. 57-72. 
(avec Paul Petrescu) ,,Varietatea aspectelor etnografice a popoarelor din R.P.R." (La variete des aspects culturels 

des minorites vivant en Roumanie). NARODNAIA RUMUNIA, Bucarest. 
1957 
(avec Paul Petrescu) ,,Ceramica ţărănească din Oltenia" (La poterie rustique de la petite Valachie). ARTA 

PLASTICĂ, no. l, pp. 36-39. 
(avec Paul Petrescu) ,,Arta populară din Dobrogea" (L'art rustique de la Dobroudja). ROUMANIE 

D'AUJOURD'HUI, Bucarest. 
(avec Paul Petrescu) ,,O biserică-locuinţă românească" (Une eglise-maison roumaine). SCIA, no. 1-2, Bucarest, 

pp. 25-40. 
(avec Paul Petrescu) ,,Înrâuririle vie\ii sociale asupra arhitecturii ţărăneşti din Dobrogea" (L'influence de la vie 

sociale sur l'architeture rustique de la Dobroudja). SCIA, IV annee, no. 1-2, Bucarest, pp. 25-40. 
„Locuintele \ărăneşti cu două caturi la Români" (Maisons paysannes roumaines â deux niveaux). SCIA, IV 

annee, no. 3-4, Bucarest, pp. 33-57. 
1958 
(avec Paul Petrescu) ,,Arhitectura în lemn a Maramureşului" (L'architecture en bois du Maramureş). 

ARHITECTURA R.P.R., no. 1-2, Bucarest, pp. 48-57. 
(avec Paul Petrescu) ,,Folk Art in the Rumanian Peasant Dwelling". ROOPALEKHA, decembre, Delhi, pp. 63-

71. 
1959 
„La dendrolatrie dans le folklore et !'art rustique du XIXe siecle en Roumanie". ARCHIVIO 

INTERNAZIONALE DI ETNOGRAFIA E PREISTORIA, voi. II, Torino, pp. 43-69. 
1960 
(avec Paul Petrescu) ,,Decorul în arhitectura populară românească" (Le decor dans l'architecture populaire 

roumaine). SCIA, no. 1, VII annee, Bucarest, pp. 75-109. 
,,Pof!ile ţărăneşti la Români" (Les portes cocheres des Roumains). SCIA, anul VII, no. 2, Bucarest, pp. 81-106. 
,.Les habitations humaines sur la vallee de la Bistriţa en Roumanie". ETHNOGRAPHICA, II, Bmo, pp. 67-81. 
„Les «tailles calendaires» des paysans roumains". ACTES DU v1• CONGRES INTERNA TIONAL DES 

SCIENCES ANTHROPOLOGIQUES ET ETHNOLOGIQUES, Paris, tome II (2° volume), pp. 285-287. 
1961 
(avec Valeriu Butură et Paul Petrescu) ,,Die Freilichtrnuseen der R.V.R." (Les musees de plein air de la 

Roumanie). FORSCHUNGEN FUR VOLKS- UND LANDESKUNDE, no. 4, Sibiu, pp. 101-108. 
,,Rumănische Holztore". KUNST IN DER RUMÂNISCHEN VOLKSREPUBLIK, 20, s.n., Bucarest, pp.68-74. 
„Case ţărăneşti din regiunea Câmpulungului" (Maisons paysannes de la region de Câmpulung). OMAGIU LUI 

GEORGE OPRESCU CU PRILEJUL ÎMPLINIRII A 80 ANI (volume <led.ie â George Oprescu), 
Bucarest, Editura Academiei R.P.R., pp. 523-534. 

,,Case ţărăneşti din Maramureş" (Maisons paysannes du Maramureş). SCIA, VIII annee, no. 2, Bucarest, pp. 339-
361. 

„Slonce, ksi~zyc i gwiazdy w ludowym zdobnictwie rumunskim XIX w." (Le soleil, la lune et Ies etoiles dans 
l'art poulaire roumain du 19-e siecle). POLSKA SZTUKA LUDOWA, vol.15, no. 7, Varsovie, pp. 27-
34. 

1962 
„Motive decorative la pof\ile ţărăneşti din raionul Reghin" (Le decor des portes cocheres du departement de 

Reghin). SCIA, no. 2, Bucarest, pp. 383-386. 
„Die Befestigten Bauemhăuser în der Walachei. Ursprung und Entwicklung" (Les maisons paysannes fortifiees 

de la Valachie. Origine et evolution). DEUTSCHES JAHRBUCH FUR VOLKSKUNDE, voi. 8, II0 

partie, Berlin, pp. 361-367. 
1963 
,,Vechi case şi biserici de lemn din Muntenia" (Vieilles maisons et eglises en bois de la Valachie). SCIA, anul X, 

no. 2, Bucarest, pp. 315-334. 

https://biblioteca-digitala.ro / https://www.acadsudest.ro



24 

„Casa ţărănească la romani m secolul al XIX-iea". ANUARUL MUZEULUI ETNOGRAFIC AL 
TRANSILVANIEI, 1959-1961, Cluj, pp. 111-145 

1964 
,,Realismul în arta populară" (Le realisme dans l'art populaire). SCIA, no. 2, tom 11, Bucarest, pp.198-204. 
,,Case noi ţărăneşti" (Maisons paysannes nouvelles). SCIA, no. I, tom 11, Bucarest, pp. 15-33. 
„Din istoricul cercetărilor de arhitectură populară" (L 'historique des recherches sur Ies maisons paysannes 

roumaines). REVISTA DE ETNOGRAFIE ŞI FOLCLOR, IX annee, no. 3, Bucarest, pp. 275-291. 
„Les vieilles maisons â etage de Roumanie. Les facteurs balkaniques". REVUE DES ETUDES SUD-EST 

EUROPEENNES (RESEE), tome II, no. 3-4, Bucarest, pp. 529-546. 
1965 
,,La dendrolatrie chez Ies Turcs et Ies Tatares de la Dobroudja". RESEE, tome III, no. 1-2, Bucarest, pp. 298-303. 
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(avec Paul Petrescu) ,,Olăria ţărănească din Vâlcea" (La poterie paysanne dans le departement de Vâlcea). SCIA, 

no. 1, Bucarest, pp. 159-174. 
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Amos Rapoport). Paris - The Hague, Mouton, pp. 243-254. 

1977 
,,Soi-meme et Ies autres. Quelques exemples balkaniques". L'IDENTITE (seminaire dirige par Claude Levi
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AREA (sous la redaction de Jean Cuisenier), The Hague; Paris: Mouton; New York: Aldine, pp. 209-
220. 

„The Rumanian Farm Household and the Village Community". ANTHROPOLOGY AND SOCIAL CHANGE 
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„La consanguinite fictive. Quelques exemples balkaniques". QUADERNI FIORENTINI PER LA STORIA DEL 

PENSIERO GIURIDICO MODERNO, annee 14, Milano, pp. 121-147. 
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,,Le depart des morts. Quelques exemples roumains et balkaniques". ETUDES RURALES, no. 105-106, janvier
juin, 1987, Paris, pp. 215-241. 
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,,L'installation des fideles dans l'eglise. Exemples sud-est europeens". RESEE, tome XXXI, no.1-2, Bucarest, 

pp.145-159. 
,,Les tissus mediateurs. Exemples sud-est europeens". RESEE, tome XXXI, no.3-4, Bucarest, pp.285-300. 
,,Les noms des princes roumains". REVUE DES ETUDES ROUMAINES, tomes XVIl-XVIII, Bucarest-Iasi, pp. 

129-154. 
1994 
"Comunita italiane e comunita europee. Le basi sociali del rapporto tra uomo e ambiente nella societa 

tradizionale montana". HABITAT, UN AMBIENTE PER VIVERE, sous la redaction de Dario Benetti, 
Milano, Jaca Book, pp. 45-54. 
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,,I nomi dei principi romeni". INCONTRl MERlDIONALl, no. 1-2, Messina, pp. 7-40. 
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la redaction de Dario Benetti et Santino Lange), Sondrio, pp. 99-110. 

,,L'ecole sociologique de Bucarest. Les survivances". MARTOR, no. 3, Musee du Paysan Roumain, Bucarest, pp. 
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„Les Sept Lignages. Structures sociales archaiques et modeles numeriques". TUZCSIHOLO. irăsok a 90 eves 
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LES HESITATIONS DU GRAND ABLABLA 

Ablabla est un monsieur âge et barbu, jamais une femme, 
car Ies femmes ne sont pas des hommes. 

La femme est l'avenir de l'homme, meme si cela ne veut rien dire. 
Elle n'a pas le droit d'inventer des religions 

ni donner des ordres aux hommes. 
Elle est par naissance inferieure aux hommes, 

la force de ses muscles etant moindre, 
des revelations sumaturelles le disent. 

Les hommes l'approuvent, 
parfois des femmes aussi, les moins intelligentes. 

Il y a un milliard d'etoiles dans notre galaxie, et des milliards de galaxies; savez-vous ce que 
le Grand Ablabla fait? De la haut ou il se trouve, il s'interesse â notre planete. De temps â autre il 
appelle chez lui un homme, exclusivement un homme, qui monte au 7c ciel et il lui transmet un 
message qui ne ressemble pas avec Ies precedents, mais rappelle etonnamment les realites sociales d'ou 
vient le monsieur qui a ete appele. 

Le haut du 7e ciel se trouve d'un cote de la terre en haut, de l'autre vers le haut du bas, et alors 
pour les uns on monte en bas pour arriver tout haut, pour les autres on descend en haut pour arriver au 
meme endroit. Ceci est prouve, car les nuages sont tout hauts d'un cote comme de l'autre de la terre, en 
haut et en bas. 

Ablabla fixe des regles pour manger, mais il n'est pas sur de ce qu'il faut ou pas manger et 
alors, suivant ses conseils, Ies uns mangent quelque chose et les autres le contraire. Les uns mangent ce 
que les premiers tiennent pour interdit et qui pour eux est meme recommande. Les raisons de ces 
differences restent inconnues car elles ont ete revelees aux fondateurs initiaux qui ont monte dans le 
bas du ciel ou qui sont descendus dans le haut du ciel selon le cote de la terre ou ils se trouvent. 

Il fixe le port de la barbe et decide que tout fidele doit porter la barbe comme lui. C'est la 
preuve de fidelite la plus sure. Les femmes â barbe doivent se la raser. On n'a pas de reponse pour Ies 
hermaphrodites ni pour ce qu'il faut faire apres une operation qui Ies classe dans une seule categorie. 

Il decide que Ies femmes ne doivent pas montrer leurs cheveux ; ou jamais, ou seulement â 
partir de la puberte, ou seulement apres le mariage, ou seulement lorsqu'elles ont perdu la virginite, ou 
tout le temps, la relation entre cheveux et spiritualite etant evidente et ne necessitant pas d'explication. 
Les femmes doivent rester cachees â la vue car elles provoquent le desir sexuel ; Ies hommes peuvent 
etre vus car ils n'inspirent aucun desir sexuel. 

Ablabla recommande de couper le prepuce aux hommes, d'exciser Ies femmes, et decide en 
meme temps qu'il ne faut pas le faire. La moitie de l'humanite masculine se promene avec un prepuce 
coupe, l'autre promene l'integralite de son organe, les uns et les autres prouvant de cette maniere la 
meme chose, leur fidelite. Si curieux: que cela paraisse, la devotion est en etroite relation avec la 
composition des organes sexuels qui peuvent etre integres ou chirurgicalement modifies. Parfois il faut 
plonger Ies fideles dans l'eau, meme si cela menace de noyade Ies nouveau-nes qui hurlent et pas de 
plaisir 
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Selon Ablabla., quitter un systeme de croyances pour un autre, doit etre puni de mort, et ceci 
pour tous Ies systemes du monde qui se contredisent entre eux. Des chefs pieux se reunissent en son 
nom et condamnent a la mort ceux qui contredisent leurs croyances. 

II decide comment s'habiller mais Ies recommandations different d'une religion a l'autre ce qui 
contribue a la large variete des modes vestimentaires de l'humanite. 

II aide Ies adversaires qui se font la guerre a s'entretuer. On l'invoque des deux cotes et on tue 
en son nom. On peut eventuellement le faire pour tuer son voisin. II y a des fondateurs de croyances 
qui ont fait la guerre et tue leurs adversaires pour Ies convaincre. II yen a d'autres qui ne l'ont pas fait 
et qui o' ont pas tue leurs adversaires ; Ies gens sages preferent Ies seconds. 

II decide qu'on peut faire la guerre pour convertir pacifiquement quelqu'un. Cela s'appelle la 
conversion armee. Si quelqu'un gagne la guerre, sa victoire signifie que ses croyances sont Ies vraies et 
Ies meilleures. 

II faut s'entretuer avec devotion, ne l'oubliez pas, cette verite est respectee depuis des 
millenaires. 

II fixe des regles morales de comportement, mais qui ne sont pas Ies memes d'une region a 
l'autre, d'un systeme de croyances a un autre, d'une periode a une autre. 

Chaque systeme de croyances est meilleur que tous Ies autres et donne le droit a ses pratiquants 
de considerer comme infideles et de tuer ceux qui ne partagent par leurs idees. 

Tout ceci a un caractere contradictoire, qui ne compte pas, car ii est d'origine surnaturelle. Pour 
chaque groupe de pratiquants tous Ies autres sont composes d'infideles qui se trompent et qu'il faut 
eliminer ou convaincre pacifiquement par la guerre. 

Sancta simplicitas ! 

Un theosophe pacifique 

profondement croyant et etonne 
de voir combien Ies formes primaires et archaîques 

des croyances 
ont encore de la force. 
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SOCIAL-LEGAL STATUL OF THE MUSLIM WOMAN 
IN NORTH GREECE 

Areti Demosthenous-Pashalidou 

The women's question has assumed unprecedented importance in our times. Traditional 
Muslim women were thought to be nothing more than those producing children and rearing them and 
looking after the comforts of their household. This paper is a small contribution to the question of the 
Muslim women of today and their socio-legal status, a subject of great intercst. 1n January l 999 I 
visited North Greece 1 and I had contact with the Muslim women living there, asked questions. 
exchanged ideas with them and learned a lot about their life2

. 

According to article 45 ofthe Lausanne peace treaty the Muslim minorities in Greece enjoy the 
same rights as the non Muslim minorities in Turkey3.The Muslim communities of Greece consist of 
Muslims who are of Turkish origin, Pomaks, and Gypsies4

• For this group of Greek population, the 
Muslim religious law is in force as regards to matters of family relations (article 4 of law number 
147/1914)5. Moreover, for the Muslim population there are in force some important special agreements 
between Greece and Turkey. According to article 11 ofthe Athens's treaty of 1913, life and customs of 
the minorities are fully recognized. In this respect it is important to note that article l O § l of law 
2345/1920 provides as follows: The Mufti hasjurisdiction not only over religious matters but also over 
every cause relating to marriage, divorce, and all their ensuing legal consequences. His authority is 
extended also over matters of intestate succession in accordance with Muslim law6

. This law is 
repeated in article 8 of law 657/1971 andin article 5 of law 1920/1991. The last enactment regulates 
details regarding the nomination of Muslim religious officers and their duties 7• Art. 5 ofit pro vi des as 
follows: § I. Mufti fulfils his legal duties in his district according to this law and bis religious duties are 
ordered by the Muslim religious law. He appoints, supervises and dismisses the Muslim religious 
officers. He performs or confirms marriages between Muslims according to Muslim law and givcs his 
opinion in matters related to this law. §2. The Mufti has jurisdiction and applies religious Muslim law 
in cases of marriage between Greek Muslims in his district, divorces, maintenance, guardianship, 
custody of children, emancipation of minors, testaments, and intestate succession. §3. Judgments 

1 The author wishes to thank Mrs Kyriaki Georgiou-Scharlipp for her help during the research-time in North Greece. 
2 

These pages are some results of my research there. The statistics has been done out of fi ve thousand women. 
3 In Turkey many religious minorities are to be found. The Greek-Orthodox, the Annenian, the Jews etc. 
4 See St.Yerasimos: Queslions d'OrienJ. Fronlieres el minorites desBalkans au Caucase, Paris, 1993, 6lf. M.Apostolithes: "H 
oui 1:C11v cricovwv t0vua't qrucru:,yvmµia rii<; 0pciKTJ<;", Apxeio 8pwc11.ov 8/'f<Tavpov, Toµ. H', 121 ("The national physiognomy of 
Thrace through the centuries", Archive o/Thracian /reas,,1re, voi.VIII). Ch.Bakirtzis-D. Triantaphyllos: Thrace, Athens 1990, 
5f. M. Panayiotithes: MovuovA.µav11.f/ µeww'nf(la KO.I EDv1K'f ovveWf1Uf/, Alexandroupoli, 1995, 100 (Muslim minority and 
national conscience). M.Gonatas-P.Kydoniatis: H MoooovA.µav11cft µe1avorrrra Tf/i; 0po.1.r,i;, Komotini, 1985, (The Muslim 
minority of Thrace ). This research has been done among the Muslims who are of Turkish origin. 
5 P. Gottwald - D. Dimitriou: "1U1 niv El; A&.a0hou IO..TJpovOJlllCTj Llu1ooxri uov MouClOU).µavrov Ellfivrov 17ITJK6rov", 
Armenopoulos, 10, 1995, 1354. 
6 See A.Grammaticaki-Alexiou: "Mixed Jurisdictions", Revue Hellenique de Droit lntemalional, 1985-86, 315, 3 l7ff. Also E. 
Bendermacher-Geroussis: "Das intemationale Recht in Griechenland und insbesondere in Thrazien", Konflikt und Ordnung, 
honorary volume for M.Ferid, Miinchen, 1978, 61, 65, 69 f. 
7 Kwt511.ai; Noµ,Kob B'fµaw,;, Toµ. 39, 1991. Z.Mekos: 0pciKTJ, LlJVl.ITT"ffiO"tE<; "tOU Mnovonx:CJU ltJJOl3>..iJµai:o:;. Komotini, 1995, 
61 ff. (Torace). 
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passed by Mufti referring to cases of doubtful jurisdiction can not be executed and they are not res 
Judicata unless they are pronounced as executory by the court ofthe first instance ofthat district8

. 

lf we take in consideration the fact that sin ce 4. l 0.1926 Turkey introduced the Swiss Civil 
Code and abolished religious law, the above regulations as regards to Muslims in Greece, are surely not 
in accordance with the law in force in the neighboring country9

. 

To assess the levei of social participation of the women, a small discussion about Muslim law 
in North Greece, is surely not enough. For this reason we come now to the results of my research. 
Specific areas were identified, such as decision-making at home, participation in social or cultural 
activities, frequency of going out with husband, etc. 1n Islam a woman's independence and autonomy 
are usually restricted not only by law or society but especially by the tradition and customs which are 
bas ic factors in the formation of the character of the wife and of co urse that of men. A woman in Islam 
cannot be really autonomous. There is always a man ready and entitled tobe her guardian! Age group, 
education, occupation of husband, farnily wornan's type, etc. constitute the elements of social 
background. A person's social background reveals her social status in the community. 

1. Age of the women: The age ofthe respondents and their socio-legal status are significantly 
related. The younger generation is more conscious of the value of education, social status within the 
farnily and out ofthe family, and is more eager to know its legal rights. 

The age range ofthe women is bctween 12 and 80 years. Five per cent ofthe women are in the 
range of71-80 years. Faur per cent are in the age group of61-70 years. Fifteen per cent ofthe women 
are in the range of 51-60 years. Twenty-four per cent are in the range of 41-50 years. Twenty-five per 
cent of the women are in the age group of 31-40 years. Eighteen per cent of the women are in the range 
of21-30 years and nine per cent are in the range of 15-20 years. 

2. Education of the women: The basic quality of women's education should be intellectual 
dynamic, which finally results; in national dynamism. Fundamentally, Islam bas always considered 
learning at least a useful accessory to being a good Muslim, and as a necessary condition which helps 
women to develop their faculties. Traditional education pattem in Muslim society is largely religious in 
orientation; secular education may be imparted either at home or at school. 

The education range of the respondents is the following: Illiterate - Twenty-two per cent; 
Literate (home education) - One per cent, Primary School - Fifty-six per cent, Middle - Fourteen per 
cent, High School - Five per cent, University - Two per cent. These results show that the Muslim 
community in Greece comparing to other Muslim communities is well in education. 

3. Husband· s education: The impact of husband's education is very strong on the socio-legal 
status of the farnily. There is alsa a significant co-relation between respondent's educational levei and 
that ofher husband. The education range ofthe husband's is the following: Illiterate - Sixteen per cent, 
Primary School - Forty-seven per cent, Middle - Nineteen per cent, High School - Ten per cent, 
University - Eight per cent. 

The above results suggest that not only are the women literate but their husbands are alsa 
mostly literate. 

4. Occupation of husband: In the Muslim society the status of the family depends primarily 
upon the occupation of the husband. The status of the women in the farnily is alsa influenced by the 
occupation ofthe husband. 

0n the basis of the data collected, two per cent of the husbands of the respondents are 
servicemen, fourteen per cent are small Shopkeepers and thirty-three per cent are manual workers. 

8 This is my translation of the Greek original. 
9 Nevertheless, what is impor1ant is justice to women. If that can be achieved within the framework of Muslim personal law, 
there may not be need to abolish it. 
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Only eight per cent are businessmen, five per cent are doctor/engineers, twenty-seven per cent are 
fanners/agriculturists and five per cent have other jobs. Six per cent are unemployed. 

The high percentage of manual workers and small shopkeepers suggests that due to low level 
of education, there is less scope of employment. The data shows that sixty per cent of the husbands are 
either manual workers or fanners/agriculturists. 

5. Type of Family: When the Muslim daughter is given into a marriage by her father or 
guardian she has to leave her father's house for that of her husband. In advancing from the status of 
daughter to that of the wife, she becomes a person with nwnerous legal obligations and some 
entitlements too. Marriage transforms the girl into a woman. It fulfills her biologica! destiny arid brings 
her into a relationship marked by a reciproca! nexus of spousal rights and duties that clearly defines her 
as a person in the Islamic law and society. In spite of that, the wife does not enjoy equality with her 
husband. She has prescribed duties like all legal persons, but these duties confinc her to the home. 
Rigorous control is exercised over the wife especially by the mother-in-law and the husband in order to 
keep her in line regarding her wifely duties, and to prevent her from doing anything that rnight cause. 
gossip, since often not only actual relations with other men matter, but also srniling, or conversation, 
which rnight give rise to talkt0_ 

Thirty-two per cent ofthe respondents live in a nuclear farnily whereas sixty-eight per cent in a 
joint family. If onc takes into consideration that from the thirty-two per cent of the respondents who 
live without their parents in-law, a big nwnber havc no parents in-law, because the latter died, we 
understand in this regard that Muslims in Greece are very patriarchal, living with their parents. It is 
astonishing that none of the women told me: "I live with my mother". Quite the opposite, the majority 
ofthem found it natural to livc with their in-laws away from mother and father. 

6. Family Income: The Muslim community in Greece is in a relatively good economica! 
condition. According to official infonnation published by thc Bavarian ccnter of politica! education, 
the Muslim community in Greece is the richest Muslim comrnunity in south-east Europe11

. Among the 
respondents, seventy per cent of households have a. minimwn income of 1 Million drahmas and a 
maximum of2 Million per year. Moreover, twenty per cent ofrespondents' households have an income 
of2-3 Million drahrnas per year. Only ten per cent eam 3-5 Million drahrnas per year. These results are 
not bad considering that the income of other population groups is not much better. 1n addition, it is 
significantly better than that of the Muslims in Turkey or other Muslim communities in south-east 
Europe 12

. 

7. Marital status: Marital status is a prime indicator of a woman's condition. In Islam, 
marriage is viewed as an essential normal function of a human being. A Muslim can marry his maternal 
as well as paternal cousins, the only exception being rnilk brothers and sisters (persons to whom one's 
mother has given breast feeding). Muslim women in north Greece consider it necessary to be married. 
The Prophet of Islam, Mohammed, said: "Marriage is our tradition! "13

. According to my questionnaire 

10 See L.Beck- N.Keddie: "lntroduction", in: Women in the Muslim World, ed. by L.Beck and N.Keddie, Harvard 1978, 23. 
11 Moreover, the education system is very good. Religious freedom is a basic characteristic of its social life. See Smail Balic: 
"Dic Muslime im heutigen Europa", Weltmacht Islam, D28, Zur Diskussion gestellt, Bayerische Landes-zentrale fur politische 
Bildungsarbeit, Miinchen, 1988, 367. Also B.Spuler: "Die Lage der Muslime in Siidosteuropa seit 1945", Islam, 30, 1952, 
209ff 
12 'Only in the chamber of handicraft and commerce of Komotini are registered 650 Muslim businessmen and 510 Muslim 
handicraftsmen. In addition, in the chamber of industry and commerce of the same town are registered as membe~ 55 
Muslims. lt is quite important in this regard that three export enterprises belonging to Muslims have their seats in Komotini, 
and they export mainly wool as well as leather. Moreover, ten handicrafts have as owne~ both Muslims and Christians 
together. See also Panayiotithes: Muslim minority, 107. 
13 I.Rahmân Doi: Shari'ah. The Islamic Law, London 1984, 118-121. N.Tomauw: Das Moslarnische Recht aus den Quellen 
dargestellt, Amsterdam 1970, 62. 
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and the .statistics which has been done. twenty-five per cent of the women are unmarried (children or 
young teenagers), ten per cent are widowed, 4 per cent are divorced and the rest are married14

. 

As explained to me by many Muslim women, the low percentage of divorces is due to many 
reasons. First of all, according to Islamic law the right to divorce belongs to the man. As a 
consequence, the wife does not demand dissolution of thc marriage. In case a wife has a good reason to 
demand judicial divorce from her husband, the children are really a problem, bccause in Islam after 
divorce, the daughters stay with the mother only till the age of nine whereas boys only till the age of 
seven. After that children goes to the house of their father. In this regard, law is very strict. The 
interests or the benefit of the children or their emotional bonds to the mother are not taken in 
consideration by the Islamic law of divorce. Due to this situation and for the well-being ofthe children 
the husband is especially careful to repudiate his wife. 0n the other hand, women want a life with their 
children and do not dare to create circumstances which would lead to their repudiation. A second 
reason for the small number of divorces among the Muslim population of north Greece is the close 
relation between the two families, that ofthe wife with that ofthe husband. Muslim population, being a 
minority in this country, has all the characteristica of minority communities. People are friends to each 
other, institutions are traditionally bow1d up, foreign influences are not allowed to change life etc. One 
more reason is monogamy. Although according to Muslim law which regulates family relations of 
Muslims in Greece, polygamy is allowed (Women, 4:3), Muslirns there do not practice polygamy 15

. 

8. Type of Marriage: Muslim parents play a major role in the choice of husband for a gir] who 
has attained puberty. A majority of girls have no voice in selecting their partner. These days however, 
educated Muslim girls have a greater say in the choice of husband, but the opinion of both parents is 
still of great importance. It is a part of Muslim tradition that a gir! should be married with the consent 
of her parents or guardians, but a widow or a divorcee may marry whomever she wishes, presumably 
because she is considered to have enough maturity and experience to decide for herself. 

From the present study it is found that among the respondents thirty per cent ofthe women live 
a marriage arranged by parents. Fifty-five per cent of the women found their husband themselves and 
got married to them with the consent of their father. Ten per cent found their man and got married to 
him without the parents' consent (especially young respondents), whereas five per cent gave no 
answer. 

9. Marriage and Dowry: Marriage and dowry are important factors in the life of a Muslim 
woman. Mehr (dowry) is the consideration where the husband has to pay before the consummation of 
marriage. It is also the only immediate means ofsupport to a woman divorced by her husband. 

1n pre-Islamic Arabia, when the institution ofmarriage as we know it today was not developed, 
many forms of sex relationships between man and woman were in vogue. Some were temporary and 
hardly dignified women. Men after despoiling their wives often turned them out, helpless. The ancient 
custom of settling certain sums for subsistence of the wife in the event she was turned out was often 
disregarded, as there was no organized system of law. Islam established tltis ancient custom and 
forbade unjust acts towards the fair sex, as is evident from the Koran: "Ifyou decide to dispense with a 
wife in order to take another, do not take away anything of what you might have given the first one, 
even if you had given her a heap of gold Would you take it back by slandering her and committing a 
wrong manifest? How can you take it away after each one has enjoyed the other, and they have taken a 
fum covenant from you?" (Women 4: 20-21). 

In the Arabic pre-Islamic society, the mehr16 was considered absolutely as the property of the 
guardian of the girl 17

. 1n Islam the payment of the pride-price is necessary even though it might be a 

14 See Panayiotithes: Muslim minority, 86. 
15 The Greek Civil Cocie in his art. 1354 forbids the contract of. a new marriage incase one of the future spouces is already 
married. Moreover, bigamy is punished (art.356 Penal Cocie). 
16 This is the Arabic word for bride-price. 
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very small sum. In exceptional cases, marriage is valid though an amount has not been specified, but it 
is obligatory and must be paid afterwards. It is a matter of fact that in many Muslim places dowry is a 
mere paper transaction. Its fixation is more a ritual than a realistic assessment of a woman's general 
requirements in the event of repudiation. The bride's relatives are seldom i.n a position to insist on 
safeguards and conditions at the time of marriage, because any kind of fuss over dowry is not 
considered proper and usually the groom's party has the upper hand. 

It is astonishing that nearly all respondents said they had not received bride-price because the 
bridegroom and his family were nat rich enough. As a marriage present 70 per cent of the respondents 
were given only a ring. Only 30 per cent got something more than that. During data collection the 
researcher came to the conclusion that Muslim women in North Greece compared to those in many 
parts of the Muslim world, get less dowry and no cash or expensive articles. It is important that forty 
per cent of the women find it nat necessary to get dowry, thirty per cent said it is something good for 
the wife, whereas the rest believe it is the husband·s duty to give it to his future wife because it is 
supposed to be a good security for the woman incase of any difficulties in her marital life. 

10. Age of the respondent at the time of Marriage: 1n pre-Islamic days, Arab custom 
allowed the father to marry off his daughter, at whatever age, to whomsoever he liked According to 
Islamic law majority is attained on puberty and a girl is free to marry after attaining puberty. However, 
early marriage continues to be widespread among Muslims. In the present study out of 5000 
respondents five per cent were married before 15 years, and twenty per cent were married after 15 and 
before 17 years. Child/early marriage was common among the elder generation (60-80 years old). At 
the age of 17-20 years were married sixty-five per cent of the women. [n addition, ten per cent were 
married after the age oftwenty. 

11. Polygamy: The Islamic religious texts allow a Muslim to have faur wives, on condition 
that all faur are equally treated, financially and emotionally. The Koran says: "If you tear that you 
might nat treat the orphans justJy, then marry the women that seem good to you: two, or three, or faur. 
If you fear that you will not be able to treat them justly, then marry ( onl y) one, or marry from among 
those whom your right hands possess" (Women, 4:3) 18

. According to the Muslim conception of 
polygamy, it has been perrnitted by the Koran in a concrete social context andin order to do justice to 
the weak and subject to the condition that equality of treatment would be ensured. However, the Koran 
itself makes it very clear that equality oftreatment is almost an impossible condition to meet with 19

. 

Amang the Muslim population of North Greece polygamy is not practiced today. Nearly all the 
respondents consider it as an "imperfect model of social justice". Asked about the propriety itself of a 
man marrying faur wives, 85 per cent ofthe respondents showed disfavor. Only 5 favored the practice. 
Ten per cent did not have any opinion on the subject. 

12. Number of Children: The Muslim family was a re-creation ofthe Arab farnily withi.n the 
ethical confines of Islam. The majority of Muslims believe that the Koran prohibits birth control, and 
family planning has never been popular amongst them. A woman's role in society is still defined 
largely in terms of her functions as wife and mother, more so among Muslims. However, relatively 
many Muslim women work outside the. family in their gardens and fields with their husbands. 1n spite 
ofthis, the family remains the main world for most ofthem. Muslims in many parts ofthe world have 

17 Unni Wikan: Behind the Vei/ inArabia Women in Oman, Baltimore and London, 1982, 227f. Doi: Shariah, 159. 
18 Tillman Nagel interpreting this koranic sentence argues in a way that shows influence by Muslim apologists. He says that 
this permission was given to them in order to protect the orphan girls: "ln Wirklichkeit geht es in diesem Vers, dessen lnhalt 
nicht ganz klar ist, um die Behandlung weiblicher Waisenkinder durch ihren Vorrnund" (T.Nagel: Der Koran. Ei,( uhnmg
Texle-Erlăutenmgen, Munchen, 1983, 314f). See also P .Mikat: Die Polygamiefrage in der frUhen Neuzeil, Opladen 1988, 7. 
19 Women, 4: 129: "You will not; be able to treat your wives with absolute justice not even when you keenly desire to do so. (lt 
suffices in order to follow the Law of Allah that) you incline not wholly to one, leaving the other in suspense. If you act 
rightly and remain God-fearing, surely Allah is All-Forgiving, AII-Compassionate". 
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usually a higher fertility rate as compared to adherents of other religions. However, in many Muslim 
countries there is nowadays a tension of supporting the family planning movement. In Greece, the 
Muslim population groups of Pomaks and Gypsies have a high fertility rate, but Muslims of Turkish 
origin according to my research are Î.11 favour of having a small family. Thirty per cent of the 
respondents have two children, twelve per cent have only one, thirty per cent have three children. 
eighteen per cent ofthem have four, and only ten per cent have five or more children. 

13. Veiling: Modesty and avoidance of unnecessary adomment to attract man's attention have 
always been the characteristics of Muslim woman's behavior. The Koran says in this regard: "Enjoin 
believing women to twn their eyes away from temptation and to preserve their chastity; to cover their 
adomments (except such as are normally displayed); to draw their veils over their bosoms and not to 
reveal their finery except to their husbands, their fathers, their husband's fathers, their sons, their 
stepsons, their brothers, their brothcr's sons, their sister's sons, their women-servants, and their slave
girls; male attendants lacking in natural vigor, and children who have no carnal knowledge of women. 
And Jet them riot stamp their feet when walking so as to reveal their hidden trinkets" (Light, 24, 31 ). 

In many Muslim coW1tries, especially in Gulf and Arab COWltries, a married woman must 
always wear not only the veil but a. burqa20 

Î.11 every situation where she could be observed by a 
marriageable man21

. In North Greece nearly all respondents said that veilmg is something good. 
Eighty-five per cent of them like this habit. Seven per cent said they do not like it and cight per cent 
like to have the vei! only partially. It is a matter of fact that this practice is increasmg in the yoWiger 
generation not only in Greece but Î.11 Turkey as well. Islamic fundamentalism brings back habits which 
derive from the patriarchal structure of society. One of those is veiling. 

14. Daughter Marriage: The arrangement of marriage has, among Muslims, always been the 
responsibility of the parents, but there is some allowance for consultation with the bride. The most 
significant legal power of a really autonomous woman is that of arranging her own marriage. The 
predominant question here is whether the adult MuslÎ.ln woman is entitled to decide by herself with 
whom she is going to get married. In Greece thmgs are riot very difficult for the gir!. Only twenty per 
cent of the respondents will not approve of their daughter selecting her husband. Opposition to Iove 
marriage decreases very slowly, but this is due to the existing problems and not because of religious 
patriarchalism. 

15. Desirable Age at Marriage: The concept of the ideal age of: marriage for a woman is 
mdicative of the awareness of the problems posed by early marriage. Fifty per cent of the respondents 
would prefer the marriage of their daughters to take place after the age of twenty years. These results 
show that a majority of the women in the Muslim community of North Greece are awarc of the 
Î.lnportance which has the spiritual maturity ofthe future spouses. 

Social Participation and Social Status: A woman's share in domestic decision-making is an 
important indicator of her status in the farnily. To assess the levei of social participation of the women, 
specific areas were identified, such as decision-making at home, participation Î.11 social or cultural 
activities, frequency of going out with husband, etc. 

20 This is a variation or supplement to the veil. It; is actually a facial mask. Fashioned usually from black cotlon material 
dominates the woman's face, though it covers only minor portions ofit. Hidden are, as a minimum, the upper lip, the central 
part of the cheeks above a line extending from the corner of the mouth, the front part of the nose, and the lower d1ird or fourth 
of forehead, including the eyebrows. The burqa's manifest function is to hide the woman from the view ofthe sexually mature 
man who is also a potential marriage partner. 
21 Thus the only men allowed to see ber face, besides ber husband, are her son, father, brother, father-in-law, father's brother, 
mother's brother, husband's brother, husband's son from a previous marriage, as well as younger cousins both her father's and 
mother' s side. She need also not wear the burqa before slaves. Wikan: Behind the Vei/ in Arabia, 94. 
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16. Role of Women in Decision-making: The woman's role in decision-making concerning 
chilclren's schooling, career, feeding, clothing, marriage, etc. is very important in North Greece. In this 
regard, the respondents should answer on two questions: Do you participate in family decision matters? 
and Do you give your suggestions on family matters to your husband? It is quite astonishing that fifty
eight per cent answered the questions positively whereas thirty-two per cent said that they only 
sometimes give their suggestion on farnily matters to their husband and participate in family decision 
matters. Ten per cent ofthe respondents answered negatively. 

Muslim women, like housewives in general, are concerned with their family matters and are 
eager to intervene but cannot assert their decision-making role. They function merely as well-wishers. 
As we see from this research, fifty-eight per cent of the respondents are consulted by their husband, 
thirty-two per cent are consulted sometimes, and only ten per cent do not give their suggestions to their 
husband. It is clear, that the majority participate on family .decision matters. 

17. Who does family shopping?: The family remains a Muslim woman's main field ofwork. 
Freedom to go for family shopping is significantly related to the respondent's age and levei of 
education. However, the majority of the Muslim inhabitants of North Greece go out for family 
purchases. Fifteen per cent of the women told me that they do farnily purchase alone. Forty per cent 
said that they go shopping together, with their husbands. Twenty-eight per cent of the respondents 
declared that this is something which only their husband does, and seventeen per cent said that family 
shopping is dane by the parents in-law. 

18. Lifc outside house: Going together on an outing, or attending social calls is an indicator of 
equality and cordiality between the spouses. In Muslim communities usually "life outside house" for a 
married woman means "going out with husband", though for an unmarried one it means "going out 
with the father, a brother or a male relative". To my question, "Do you go out with your husband?", 
fifty per cent of the respondents said "yes"; thirty-one per cent admitted that they do not go, and 
nineteen per cent said they go only occasionally. According to what was explained to me by the 
Muslim women, the newly married woman often observes seclusion. 

19. Freedom to attend to religious functions: ln spite of the fact that the authorization for 
praying at home and building mosques is subject to lirnitations22 the house is esteemed to be the mast 
appropriate place for the prayer of women. Some hadiths hovever sanction their right to go out to 
mosques for prayer, once they have obtained perrnission to do so. The Koran had instructed the 
Prophet's wives to stay at home, and to worship there (The Confederate Tribes, 33: 33-34) . 

The responses are quite different to the question, "Do you have freedom to attend religious 
functions?" The majority of women enjoy this freedom often in the company of farnily members. Sixty 
per cent ofthe respondents said they do not go to the mosque though forty per cent go occasionally. 

20. Watching TV and radio listening: Listening to the radio and watching television is one 
way of keeping in touch with the world outside one's home, but for the Muslim community in Greece 
it is alsa the communication with Turkey. More than ninety per cent of the respondents have satellite 
recei vers and often watch TV and listen to the radio. 

22 
Prayer should noi always be performed al home. Otherwise, solidarity among members of lhe group would be in danger of 

dissipating. While performing nighl prayers at home, Muhammad reportedly admonished a group of companions to pray in 
their own houses, because lhe best of prayers are lhose pcrformed in one's home, except the required ones. See J.Campo: The 
Other Sides of Paradise. Explorations inlo the Religious Meanings of Domestic Space in Islam, South Carolina 1991, 34. l11is 
is an important exception, for it .implies that the prayers of the collectivity have precedence. This idea is made explicit in 
hadiths that instructed Muslims that collective prayer is twenty-five limes better for a man lhan praying at home alone or in 
the market place. 
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21. Inheritance: The Muslim woman has the right to inherit property after the death of her 
father. TI1e Koran says in this regard: "Allah charge you concerning your children: to thc male the 
equivalent ofthe portion oftwo females, and ifthere be women more than two, then theirs is two-thirds 
ofthe inheritance, arid ifthere be one (only) then the half' (Women 4, 11). 

The Koran entitles a woman to inherit halfthe share given to a man. She has ful! right over her 
property, and she can dispose ofit according to her will. In my study referring to thc women of Worth 
Greece, very few females gat their share. Many women know that they have rights to their father's 
property. But neither literates nor illiterates claim this because of their social and family relationship 
with brothers. 

To define the legal status of the Muslim woman in North Gt-eece, we are obliged alsa to 
discuss the law of intestate succession under Muslim law. Does it come ioto contradiction with the 
Greek one? When a Greek Muslim dies, what will his wife inherit and what his children? Which law is 
applicable, the Muslim or the Greek? According to article lO § l of law 2345/1920 the Mufti has 
jurisdiction over matters of inheritance and applies the Muslim law of intestate succession. 0n the 
other hand, the Greek Civil Code is to be applied and nat the Muslim law because article 4 §2 of the 
Greek Constitution of 1975 regards all citizens equal without any exception before law. Consequently, 
Greek Muslims, no matter whether they are men or women, must inherit equally. According to article 5 
§3 number 2 of law 1920/1991 before a state court declares a Mufti decision executory must find out 
whether the law applied is nat in opposition to the Greek Constitution. It is clear that the Muslim law 
of intestate succession is nat in line with the principie of equality of the sexes. As a matter of fact a 
Muslim woman whose husband died can claim for her inheritance rights in a civil court23

. 

During the rime I had visited the Muslim communities and villages in North Greece, going 
from house to house, I realized that all women live in the same house with their parents-in-law. 
According to the principles ofthe patriarchal Muslim society the son remains with his parents bringing 
his wife to their house. To my astonishment I found aut that, in some houses there were three women 
together: The elder mother-in-law, her daughter-in-law, and the daughter-in-law of the latter. 
Consequently, the son lives with his son and he with his. The young daughter-in-law has her own 
sleeping-room. Socially, it is well accepted, that the girl after marriage is a member of her man's 
farnily. AJl the respondents found this system necessary because of the structure of the family. 
However, the di:fficulties for the young daughter-in-law were apparent. Leaving the paternal house she 
often loses clase contact with it. As a resuit, she loses her rights regarding inheritance tao. In addition, 
her husband's farnily requires from her obedience and submission. 

According to the results of my study, twenty per cent of the respondents said they have got 
their inheritance from their parents though eighty per cent they have nol gat anything. Quite 
astonishing was the fact that only ten per cent of the women who gat their share stated they had gat the 
same as their brothers did. 

22. Divorce: Another field where Muslim law does nat treat man and woman alike is the 
dissolution of the marriage. Muslim law of divorce with its main expression the repudiation of the 
wife, constitutes the "wound of Islarn" 24 concerning the equivalence of woman to man. The Muslim 
male is entitled to repudiate every wife he does not want any more or all his wives simultaneously so as 
to marry another four25

. Repudiation26 may be defined as the release from the marriage-tie either 
immediately or eventually, by the use of certain words, whether spoken or written, by the husband27

. 

23 Gottwald-6T]µYftpiou: "fm UJV El;, A&a0hou IO..T]povoµucr'l 6iaooxi'I", 1355. 
24 G.-H. Boosquet: le DroitMusulman, Paris, 1963, 119. 
25 M.Mannan: Principles of Mahomedan law, Lahore 1984, 330[. Ahmed: Law of Divorce, 63f. M.& R.Tandon: Texl:-Book 
of the Mahomedan law, Delhi 1984, 112. Bousquet: le Droil Musulman, 120f. A Turlei: "Femmes privilegiees et privileges 
feminins dans le Systeme theologique et juridique d 'lbn Hazm ", Asp. pol., 107. 
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A Muslim male may put away his wife from mere dislike, and without assigning any reason 
whatsoever for his action. This can be seen in many koranic verses. Let us see only three of them: 

"Those that renounce thcir wives on oath must wait four months. If they change thcir minds, 
God is forgiving and merciful; but ifthey decide to divorce them, know that God hears all -.and knows 
all" (The Cow, 2:226). "When you have renounced your wives and they have reached the end of their 
waiting period, either retain them in honor or let them go with kindness. But you shall not retain them 
in order to harm them or to wrong them" (The Koran, 2:231). "If a man has renounced his wife and she 
has reached the end of her waiting period, do not prevent her from remarrying her husband if they have 
come to an honorable agreement" (The Koran, 2:232). 

The right to renounce his wife bas in Muslim Law only the Muslim husband2827 and not an 
unbeliever, though this regulation is of no practicai importance as in Islam the marriage between a 
Muslim wife and a non Muslim man, no matter whethcr he is a Jew or a Christian, is absolutely 
forbidden and invalid29

. 

My respondents were asked their opinion on the form of divorce in Islam by repudiation. Most 
of them (seventy per cent) found it bad. Twenty per cent had no opinion while ten per cent said it is 
something good. Some of them explained to me that the majority of the women still live in uncertainty 
and insecurity about their marital status. The main factor which makes their marriage permanent is the 
children. Due to them the husband does not divorce the wife. Otherwise, the percentage of divorces 
would be really very high. 

Conclusions: Patriarchy and religion are two basic factors that affect women's socio-legal 
status. 0n the other hand, Muslim feminism does not play an important role in relatively small 
communities like this under discussion. Muslim women's socio-legal problems, differ from those of 
Jewish women because, though Jewish and Islamic law alike claim to govem all spheres ofhurnan life, 
Jewish women live mainly in cultures where adherence to religious law is largely a matter of individual 
choice, whereas for most Muslim women compliance is socially imposed and sometimes why not also 
legally required. The Muslim woman, for instance, cannot avoid being divorced against her will. 

26 In Arabic, talâq. The word literally means to set an animal free. It is used in Muslim Law to denote the legal method 
whereby a marriage is brought to an end. See Doi: Sharî'ah, 168. Ahmed: Law of Divorce, 63. S.Habibi: Lectures on Muslim 
Law, 1975, 44. Mannan: Mahomedan Law, 325. Tandon: Mahomedan Law, !09, I I I. J.Schacht: "Talâk", Enzyklopaedie des 
Islam, hrsg. von M. Houtsma/A. Wensinick/ H.Heffening/H.Gibb/E.Levi- Proven~al, Band IV,1934, 344. 
27 This kind of unilateral divorce was also practiced in. the Jewish law. See Z.Falk: Jewish Matrimonial Law in the Middle 
Ages, Oxford 1966, I 13ff. L.Lichtschein: Die Ehe nach mosaisch-talmudischer Aujfassung und das mosaisch-talmudische 
Eherechl, Leibzig 1879, 77f. Z.Falk: Hebrew Lawin Biblica/ Times, Jerusalem 1964, l34ff. J.R.Wegper: Chat/el or Person? 
The Status of Women in lhe Mishnah, Oxford 1988, 45f. 
28 L.Milliot: Introduc/ion a L 'Etude du Droil Musulman, Paris 1953, 359: "La loi musulmane ne sanctionne pas la repudiation 
~u'un Chretien ou un Juifaurait pu prononcer". 
2 See The Cow, 2:221. The Table, 5:5. According to Muslim Law and because of the inferior position of women in 
comparison with that of men in Islam (The Cow, 2:228 and Women, 4:34) it is forbidden to the Muslim women to marry non 
Muslims because it is dangerous for them when going and living, with the non believing patriarchal family of the man (asin 
Islamic society after the marriage the woman goes to the house of the husband) to be obliged to embrace his religion. 0n the 
contrary this prohibition does noi exist for the Muslim men who are allowed to marry Kitâbiya women (this means women 
who belong to a revealed religion, Jews or Christians), because firstly for menit is not dangerous tobe obliged to change their 
religion for they are the head of the family and secondly they are responsible for the good upbringing of the children in Islam. 
See G.Helmsdorfer: Moslemitisches Eherecht nach Hanifitischen Grundlăgen, Amsterdam 1%8, 59. K.Cragg: "The Christian 
Church and Islam today", MW XLII, 1952, Nr.3, 209f, MW XLII, 1952, Nr. 4, 278f. H. Kotzur: Kollisions-rechtliche 
Probleme chrisllich-islamischer Ehen dargeslellt am Beispiel deuJsch-maghrebinischer Verbindungeri, Tiibingen 1988, 27-
29. Ahmed: Law of Divorce, 693-695. S.Niazi: Marriage with the People ofthe Book. Islamic Literature, Juli 1971, 397-405. 
Sa'lâ Mawdudî: Towards Understanding the Qur'ân, Voi. II, Surahs 4-6, English version of Tafuîm al-Qur'ân. Leicester 
1989, 137fî. M.Rassoul: DieScheidung noch isiamischem Recht, Koln 1982, 43. 
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Summarizing, we can say that many, of the respondents are of low education, whereas some of 
them attended high school and univcrsity. Alsa thcir husbands are literate. In their majority, they are 
housewives or help their husbands in manual work and on farms. The people's economic condition is 
good and the Muslim community is well organized. 

Basic characteristica ofwoman's good legal position in North Greece are the next: She has the 
right to inherit property and dispose ofit according to her will. She has power to engage in litigation as 
a Greek citizen; this valuable right enables a woman to sue for damages as well as to resist claims 
brought against her30

. Besides the right to vate in elections is a significant mark of women's 
nh od · hi 31 perso o m t s country . 

30 A property owner's rights may be worthless unless he or she can bring suit for damages. 
31 It is astonishing but quite real the fact that many rights of the Muslim woman which are recognized to them by the Greek 
constitution in some other countrics do not exist For example in Pakistan Muslim women need an identity card to come to the 
elections. To have this, they need a personal photo without the veil. Many husbands unfortunately do not allow their wives to 
do this. As a consequence, these women are deprived of their right to vote. M. Jăgen: "Zeitmagazin", Nr.49 vom 3.5.1991, 
60ff. I.Boesen: "Conflicts of Solidarity in Pakhtun Women's Lives". Women in Islamic Societies, Studies on Asian Topics, 
Nr.6, Edit.by Bo Utas, USA, 1983, 104-126. N.Coulson and D.Hinchcliffc: "Womcn and Law Refonn in Contemporary 
Islam", W în MW 1979, 37-51. 
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LA PLACE DE LA FEMME 
DANS LE SYSTEME DU DROIT COUTUMIER DES RHODOPES 

dcpuis la fin du XIX• siecle ct jusqu'aux annees 50 du xx• siecle 

Kamen Dontchcv 

La pos1t1on de Ia femme dans Ie droit coutumier bulgare, respectivement dans Ie droit 
coutumier des Rhodopes, s'exprime differemment dans ses divers domaines: droit foncier, droit de la 
familie, droit successoral, droit contractuel et droit reel. Elle trouve pourtant sa mcilleure expression 
dans le droit de la famille et le droit successoral. C'est ce la raison pour laquelle dans le present ex'Pose 
sont traites en priorite ces deux domaines du droit coutumier des Rhodopes. 

Cette etude est fondee sur des documents de terrain en droit coutumicr recueillis par l'auteur au 
cours des annees 80 du xx• siecle. Les documents ont ete recueillis dans le cadre d'entretiens avec des 
representants de la population rurale locale - Bulgares chretiens et Bulgares musulmans, âges de 70 ă 
100 ans - et se trouvent actuellement conserves dans Ies archives de ('Institut d'ethnologie de 
!'Academie bulgare des sciences avec musee1

• 

* * * 
Comrne il ressort des sources et docurnents bibliographiques, l'existence de la familie 

communautaire - consideree comme une forme transitoire entre la grande familie patriarcale : Ia 
« zadrouga » et la familie modeme (la familie nucleaire) (Pecheva 1958: 21-22), (Pecheva 1961: 523)
etait un phenomene caracteristique du droit de la familie coutumier dans plusieurs regions en Bulgarie 
ă la fin du xrx• et pendant les premieres decennies du xx• siecle. 

Les donnees de terrain montrent qu'au cours de la periode etudiee la familie communautaire 
etait tres repandue egalement dans Ies Rhodopes, aussi bien panni Ies Bulgares chretiens que panni Ies 
Bulgares musulmans, sauf dans une petite region, comprenant Ies parties centrales et Ies plus elevees 
des Rhodopes, ou ce type de familie n'etait pas typique - il s'agit des villages de Chiroka Laka, 
Petkovo, Davidkovo, et aussi de Polkovnik Serafimovo, Mogilitza, Varbina, region de Smolian. 

Les familles comrnunautaires se composaient generalement du plus ancien ascendant mâle et 
des familles de ses descendants mâles et, plus rarement, des farnilles de plusieurs freres. Les menages 
comptaient d'habitude 7 ă 8, lO ă 12 membres, mais pouvaient atteindre 15 ă 20 membres, et meme 
plus dans certains cas. 

Selon Ies temoignages des informateurs, ce type de famille a existe en tant que phenomene de 
masse jusqu'ă la fin des annees 20 - 30 du xx• siecle, voire jusqu'ă la fin de la Seconde Guerre 
mondiale, parfois un peu au-delă de cette periode. 

Le chef de la familie, qui etait le pere des fils maries, etait appele tatko, tatiou, bacht~ starets 
(papa, pere ou ancetre, aieul) dans Ies villages chretiens et boubaiko, bouba ou babaiko dans Ies 
villages musulmans. 

En general, dans Ies Rhodopes une femrne ne pouvait pas devenir chef d'une famille 
communautaire. Cela n 'etait admis que dans des cas exceptionnels, notamment apres la mort du pere. 
Alors seulement, la mere des fils maries ou bien l'un des fils, en general l'aîne, se voyait attribuer le 
râle de chef de familie. Il convient de relever que dans Ies villages chretiens il arrivait que la mere 

1 Dontchev Kamen. Documents de terrain, archives aux Archives de l'Institut d'ethnologie avec musee de l'Academie bulgare 
des sciences, Sofia, sous Ies numeros 67-III, 68-III, 69-III, 70-III, 71-III, 72-III. Les citations dans le texte, Ies exemples de 
differents villages, Ies temoignages de certains temoins sans renvoi aux references, sont tires deces documents. 
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prenne la direction de la familie seule ou avec un de ses fils, tandis que dans Ies villages musulmans 
elle ne pouvait le faire qu'avec un de ses fils, le plus souvent avec l'aîne. Dans certains villages 
musulmans (Zmeitsa, Startsevo, reg. de Smolian; Ribnovo, reg. de Blagoevgrad) ii n'etait absolumcnt 
pas admis qu'elle prenne la direction de la familie. A la mort du pere, c'etait le fils aîne, que Ies autres 
appelaient ~ qui devenait le chef de la familie. 

Lorsqu'elle n'etait pas chef de familie, c'est-a-dire du vivant du pere, la fernme la plus âgee, la 
mere, avait des droits et des obligations bien definies. Elle dirigeait ses brus et ses filles non mariees : 
"elle cornmande le monde des femmes", "elle parle aux brus" (appelees ici "guelinki") et en general 
dirigeait Ies travaux domestiques: "elle comrnande au sein du foyer". En meme temps, elle se dcvait 
d'obeir a son epoux: "elle se met d'accord avec son mari". Elle devait "filer, tisser, faire la cuisine et 
enfourner le pain, deux foumees par semaine" et elle repartissait ces tâches entre Ies brus. "Les 
femmes, c' est elle qui s 'en occupe, le pere ne se mele pas aux affaires de fernmes". Les autres fcmmcs 
dans la familie lui devaient respect et obeissance. Elle-meme accomplissait des tâches menageres et 
s'occupait des enfants. Dans certains cas (village de Malko Gradichte, reg. de Haskovo) c'etait la 
femme la plus âgee qui tcnait aussi la caisse de la maison : "le pere decide combien et a qui donner, 
mais ii enjoint a la mere de prendre de l'argent du coffre", car: "c'est elle qui tient l'argent". 

Tous Ies biens dans la familie communautaire etaient exploites en commun, sans pour autant 
constituer une propriete collective, car ils appartenaient "par declaration", selon I' expression de la 
population locale, au pere et etaient inscrits a son nom. Aucun membre de la famille n'avait le droit de 
posseder des biens propres: "on ne peut avoir meme pas une aiguille de plus". Exception faisait le 
trousseau : vetements, couvertures, apporte par Ies brus et appele rouba dans la plupart des Rhodopes -
surtout dans les Rhodopes Centrales -. prikia dans Ies Rhodopes Occidentales et ™ a certains autres 
endroits (village de Hvoina, reg. de Smolian). La rouba (la prikia) etait le bien personnel de la femme 
qui l'avait apportee et personne d'autre n'avait le droit d'en user. Parfois, si elle decidait ainsi, la 
femme pouvait ''l'etaler" aux fins de l'usage commun, mais elle n'en etait pas obligee. Souvent la 
rouba n'etait utilisee en commun qu'au sein de la "petite famille", c'est-a-dire la famille de la femme 
qui l'avait apportee et son epoux. A certains endroits (village de Chiroka Laka, reg. de Smolian) la 
coutume voulait qu'a son arrivee dans la nouvelle famille la femme offre "au vieux" un "halichte" 
(tapis, couverture en laine) de sa prikia. 

Lorsqu'une des brus apportait en dot un bien foncier ou un cheptel, appele ici "miraz", 
"merez", il etait mis a l'usage de tous et ajoute aux autres biens de la famille. Ce n'est qu'apres la 
separation de la familie cornmunautaire que la femme qui l'avait apporte et son epoux pouvaient garder 
ce bien pour eux. Toutefois, a certains endroits, cette tradition n'etait pas toujours respectee. Ainsi, par 
exemple, au village de Sarnitsa, reg. de Pazardjik, si le miraz etait en cheptel, la femme qui l'avait 
apporte et son mari prenaient sur la "progeniture" (par exemple les veaux d'une vache) "un de plus". 
Alors qu'au village de Gougoutka, reg. de Kardjali, il se pouvait que "si la femme apporte un bien", 
elle et son epoux demandent a quitter la communaute: "ils ne vont pas rester a le meler aux reste des 
biens". Et dans le village de Tcherven, reg. de Plovdiv, le bien apporte par la femme n'etait utilise que 
par elle-meme et son mari, plus encore: "il leur permet de gagner un peu d'argent, ils s'achetent un 
petit bien (un autre) et il reste encore pour les epoux". Ces cas, qui etaient le reflet des nouveaux 
processus socio-economiques, temoignent d'un element nouveau dans Ies rapports entre Ies membres 
de la familie communautaire, respectivement dans la position que la femme y occupait, qui sapait ses 
fondements traditionnels. 

Dans l'ensemble, la famille modeme preservait son caractere patriarcal, mais elle ne pouvait ne 
pas refleter Ies changements dans la vie sociale et economique. 

Il n'y avait pas d'âge strictement fixe pour se marier ni pour Ies filles ni pour les gar1ţons. En 
general, c' etait autour de la vingtaine. 11 existait des cas ou les jeunes se mariaient tres tot, a 15-16 ans, 
voire "a partir de 13 ans" pour Ies filles (villages de Smilian, Liaskovo, Startsevo, reg. de Smolian; 
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village de Jaltoucha, reg. de Kardjali). D'habitude, le garyon etait plus âge que la fille, ce qui n'etait 
pas obligatoire et tres souvent n'etait pas respecte. 

Le choix d'une jeune fille par amour, uniquement pour ses qualites personnelles, devcnait de 
plus en plus une exception. A certains endroits seulement, ii fallait qu'ellc soit "plus vertueuse", c'est
ă-dire honnete et bonne plutât que riche a tout prix (village de Zmeitsa, reg. de Smolian) ; qu'elle soit 
avant tout bonne et travailleuse (village de Ptchelarovo, reg. de Kardjali). Dans la majeure partie de 
cette region, la condition decisive tors du choix d'une jeune fille etait la fortune. Ainsi, par exemple, au 
village de Hvoina, reg. de Smolian, le jeune homme devait accepter "ce qui plaisait au vieux", alors 
que "Ies vieux cherchent a faire alliance avec des familie plus fortunees"; au village de Baldevo, reg. 
de Blagoevgrad, ii fallait "en premier lieu" que la jeune fille dispose d'un bien; au village de 
Vaklinovo, reg. de Blagoevgrad - qu'elle soit riche, "qu'elle apporte quelque chose"; au village de 
Doino Loukovo, reg. de Kardjali, - que sa familie possede "beaucoup de vers a soie" et ensuite "qu 'elle 
soit une bonne fille", etc. pour en arriver au village de Tsareva Poliana, reg. de Haskovo, ou "Ia jeune 
fille pouvait avoir cinq ou six ans de plus (que le garyon) mais devait disposer d'un bien". La meme 
tendance etait obscrvee chez la famille de lajeune fille, tors du choix d'un epoux. 

Les fonnes traditionnelles de mariage, qui pem1ettaient d'eviter l'acquittement de certains 
engagements materiels, restaient inchangees. L'enlevement de la jeune fille appele otsourvane, 
sourvane dans la partie centrale (la plus grande partie des Rhodopes) et ravissement, rapt dans les 
parties occidentales, etait tres repandu. En general, l'enlevement etait pratique lorsque Ies parents de Ia 
jeune fille ne consentaient pas a l'union, mais elle, par contre, etait consentante: "quand elle marche, 
c' est facile de l 'enlever". Tres souvent, l' enlevement etait pratique de force, contre le gre de la jeune 
fille. Il arrivait meme, que la jeune fille soit "fiancee et enlevee par un autre". Et a certains endroits 
(village de Beden, reg. de Smolian) l'enlevement se faisaient avec le consentement des parents de la 
jeune fille, contre le gre de celle-ci. Il pouvait se foire n'importe ou: a la ronde du village, aux champs 
lors de la moisson. Dans tous Ies cas, si la jeune fille ne voulait pas epouser le garyon qui l'avait 
enlevee, elle avait le droit de retoumer a la maison patemelle. Or, d'habitude elle etait contrainte a 
epouser son ravisseur, car "personne n'en voudrait plus pour femme": "une brebis que le loup a attrape 
et entame, elle est fichue" (village de Zmeitza, reg. de Smolian); "si elle retoume, elle epousera soit un 
veuf, soit unjeune homme avec des defauts" (village de Dobralak, reg. de Plovdiv). Dans la plupart des 
cas, Ies parents de la jeune fille consentaient, eux aussi, a ce mariage. II arrivait toutefois que la jeune 
fille ne reste pas chez celui qui l'avait enlevee: "meme si elle est restee un n10is chez lui, si elle ne veut 
pas, clic s'en va" (village de Vaklinovo, reg. de Blagoevgrad); "meme s'ils sont restes un mois dans la 
montagne, lorsqu'ils sont de retour, le pere la reprend" (village de Malko Gradichte, reg. de Haskovo). 

Lajeune fille pouvait s'enfuir de son propre gre chez le garyon. Dans Ies Rhodopes Orientales, 
on disait dans de tels cas qu' elle s 'etait "laissee enlever" - pristanala. Signalons que dans la plupart des 
villages musulmans (Liaskovo, Startsevo, Varbina, reg. de Smolian; Vaklinovo, reg. de Blagoevgrad; 
Devessilovo , reg. de Kardjali ; Sarnitsa, reg. de Pazardjik) un tel acte de la part d'une jeune fille etait 
inadrnissible : "ya, elle ne peut jamais le faire" (village de Ribnovo). Cela etait pourtant arrive dans 
d'autres villages musulmans: "s'il lui plaît (le garyon), elle le suit et l'epouse" (village de Jaltoucha, 
rcg. de Kardjali). Il etait meme possible que lajeune fille s'en aille chez un homme marie pour devenir 
sa seconde femme (village de Beden, reg. de Smolian). 

Quoique Ies rapports familiaux au sein de la familie modeme preservaient dans l'ensemble leur 
aspect traditionnel, ils en subissaient toutefois certains changements. 

Le râle dirigeant dans la famille revenait au mari. La femme lui devait obeissance et 
soumission. Chez Ies musulmans, la femme ne pouvait se rendre nulle part seule, sauf chez ses parents. 
(village de Smilian, reg. de Smolian). En plus, son mari veillait a ce "qu'elle ne sorte pas denudee, 
rnais toujours vetue de longs habits" (village de Beden, reg. de Smolian). Le râle dominant de l'homme 
dans la familie etait du au fait qu'il assurait la subsistance de la familie: "la femme n'avait pas le 
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moyen d'apporter de l'argent, d'en gagner". Toutefois, dans des cas isoles, tant chez Ies chretiens que 
chez Ies musulmans. des exccptions a la pratique habituelles etaient admises: le role dirigeant dans la 
famille etait assume par celui des epoux qui "savait mieux tenir Ies comrnandes", ct souvent c'etait la 
femme qui avait la priorite dans la direction de l'ex1>loitation agricole, lorsque le mari partait chercher 
fortune ailleurs et elle devait s'occuper du domaine (village de Polkovnik Serafimovo, reg. de 
Smolian); la famille etait dirigee par celui qui etait "plus eveille", qui etait plus habile a diriger 
(villagcs de Tzareva Poliana, reg. de Haskovo; Ribnovo, reg. de Blagoevgrad; Devessilovo, reg. de 
Kardjali) ; meme, dans certains cas, "le mari confie a sa femme l'argent qu'il a gagne, puis elle lui en 
donne un peu a chaque fois" (village de Tsareva Poliana, reg. de Haskovo). 

Il etait de pratique courante que le mari batte sa femme. Il la battait "s'il s'aper~oit qu'elle a 
devie du droit chemin" (village de Liaskovo, reg. de Smolian); "quand ii faut, ii la bat: si elle commet 
une faute, ne se corrige pas, et la raclee etait incvitable" (village de Doino Loukovo, reg. de Kardjali); 
"ii la bat, c'etait tout naturel" (village de Pokrovan, reg. de Kardjali); ''cela arrive prcsque tous les 
jours" (village de Ribnovo, reg. de Blagoevgrad); "quand elle lui montrait les dents, c'etait la mesure" 
(village de Ravnogor, reg. de Pazardjik). Lorsqu'elle etait maltraitee par son mari, la femme n'avait 
personne a qui se plaindre: "se plaindre a qui, au roi des Turcs, peut-etre ?" (village de Ptchelarovo, 
reg. de Kardjali). Elle pouvait certes se plaindre a ses parents et a ses proches, mais ceux-ci lui 
conseillaient de se taire, "de rester chez elle". Par ailleurs, si elle allait se plaindre a ses parents et 
proches "alors le mari ne la reprendra jarnais au foyer" (village de Ribnovo, reg. de Blagoevgrad). Si 
elle se plaignait au maire, celui-ci n 'intervenait pas non plus, car ii suivait la regle de "ne pas 
s'introduire entre mari et femme" (village de Tsareva Poliana, reg. de Haskovo). Meme si la femrne 
demandait le divorce, elle ne pouvait l'obtenir que si "le mari y consent" (village de Ptchelarovo, reg. 
de Kardjali). Quelques rares temoignages montrent toutefois une percee dans cette pratique habituelle: 
"ce n'est pas bien qu'il (le mari) la batte (sa femme), mais si elle l'a bien merite, ii a le droit de la 
corriger" (village de Varbina, reg. de Smolian); "ii n'est pas juste de la battre: celui qui bat sa femme, 
bat sa propre tete" (village de Valtche Pole, reg. de Haskovo). 

Les divorces etaient tres rares parrni Ies Bulgares chretiens et a plusieurs endroits Ies gens ne se 
souviennent pas de tels cas dans le passe. Le seul motif de divorce etait une maladie incurable de l'un 
des conjoints, comrne l' epilepsie, la folie ou l' adultere de la femme. A certains endroits, meme 
!'adultere de la femme n'etait pas considere comme un motif de divorce (village de Hvoina, reg. de 
Smolian). Selon Ies inforrnateurs des villages de Bulgares musulmans, Ies divorces etaient plus 
frequents. Le mari avait le droit de chasser sa femme, si elle manquait de respect a son pere, car "le 
pere est unique, des femrnes il y en a beaucoup" (village de Zmeitsa, reg. de Smolian). Les conjoints 
pouvaient divorcer aussi "s'ils ne s'entendent pas" (village de Devessilovo, reg. de Kardjali). Le plus 
serieux motif de divorce etait pourtant l'adultere de la femme. Dans ce cas, le mari repudiait tout 
simplement sa femme, sans lui verser une pension alimentaire. "S'il la surprend avec un autre homme", 
ii avait meme le droit de la tuer (village de Varbina, reg. de Smolian). D'apres les inforrnateurs du 
village de Beden, reg. de Smolian, les divorces etaient frequents, car Ies jeunes se mariaient contre leur 
gre, en respectant la volonte des parents. 

Apres la mort de l'un des conjoints, le survivant n'avait pas de delais fixe a respecter pour ce 
remarier. Les enquetes des villages musulmans declarent que selon la charia il n'y avait aucun delai. 
Quoique, "d'un point de vue humain", le survivant devait quand meme attendre un certain temps. A 
certains endroits, pourtant, si le mari etait decede, la femme etait obligee d'attendre 4 mois et IO jours 
(village de Smilian, reg. de Smolian), voire un an (village de Devessilovo, reg. de Kardjali), pour voir 
si elle n'etait pas enceinte de son premier mari. Dans Ies villages chretiens, le delai que le survivant 
devait respecter variait de 40 jours (villages de Petkovo, reg. de Smolian; Kovatchevitsa, reg. de 
Blagoevgrad) a "deux-trois mois au moins" (village de Malko Gradichte, reg. de Haskovo) ou un an 
(villages de Ptchelarovo, Pokrovan, reg.de Kardjali ; Ravnogor, reg. de Pazardjik ; Tcherven, reg. de 
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Plovdiv: Valtche Pale, Tsareva Poliana, reg. de Haskovo). Dans certains villages, la femme en 
particulier devait attendre encore plus longtemps pour se remarier: 3 ans (village de Ravnogor, reg. de 
Pazardjik), 5-10 ans (village de Dobralak, reg. de Plovdiv). Et parfois clle ne se remariaitjamais. 

La veuve, si elle avait des enfants, continuait ă habiter dans la maison de son mari. Si elle 
n'avait pas d'enfants, elle pouvait retourner chez ses parents, mais souvent, meme dans ce cas, elle 
restait habiter dans la maison de son mari decede. A certains endroits, c'etait meme la pratiguc 
habituelle : guoigue sans enfants, elle ne pouvait pas retourner ă la maison patemelle (villages de 
Smilian, Startsevo, reg. de Smolian ; Ptchelarovo, reg. de Kardjali ; Samitsa, reg. de Pazardjik). Da.ns 
cc cas, "si apres on la demande (en mariagc), c'est au beau-pere gu'on la demande" (village de 
Samitsa). Si elle se remariait, la veuve allait vivre dans la maison de son nouveau mari et d'habitude 
emmenait Ies enfants avec elle. Uniguement lorsgue "la grand-mere et le grand-pere" (Ies parents de 
son conjoint decede) insistaient, elle pouvait laisser Ies enfants, ou un des enfants, chez eu.x. A 
guelgues endroits (villages de Pokrovan, Gougoutka, reg. de Kardjali), si Ies parents de son epoux 
decede n'avaient pas d'autre fils pour prendre soin d'eux, ils pouvaient autoriser la veuve ă amener son 
nouvel epoux dans la maison du premier mari. Un tel homrne etait appele de la meme fa~on gu'un mari 
gui vit chez sa belle-famille: "youtch guvelia". 

Les enfants nes hors mariage etaient tres rares. Dans Ies parties centrales des Rhodopes, un tel 
enfant etait appele choumnik, tandis gue dans Ies parties occidentales et septentrionales : kopele, 
kopiltche, et dans Ies parties orientales : leftertche, momintche. Souvent, ces enfants etaient 
abandonnes et mourraient ou bien ils etaient tues - "etrangles" par la mere, pour dissimuler leur 
existence. Si l'enfant survivait, c'etait la mere seule gui s'en occupait. Elle ne se faisait pas assister, car 
il etait considere gue cet enfant "sa mere l'avait voie, on ne sait d'ou". En general, la mere ne subissait 
pas des sanctions particulieres, mais seulement des humiliations et du mepris. Il etait considere gue la 
plus grande punition pour elle etait de devoir s'occuper de cet enfant. A guelgues endroits seulement 
(villages de Ribnovo, Vaklinovo, reg. de Blagoevgrad) on lui infligeait une punition speciale en la 
traînant, pour la montrer ă tous, ă travers le village: "on l'embargue a l'envers sur un âne et on lui fait 
faire le taur du village, on la traîne a travers le village : Voyez cette femrne comrnent elle est, elle 
freguente des homrnes etrangers" (village de Vaklinovo). 

*** 
Selon Ies temoignages des enguetes, partout dans Ies Rhodopes pendant la periode etudiee, lors 

du partage des biens fonciers Ies filles avaient droit ă des parts deux fois inferieures ă celles des fils. Il 
en etait ainsi, car Ies filles etaient "casees", c'est-â-dire gu'elles se mariaient et allaient vivre chez leur 
mari, ou elles profitaient des biens de celui-ci. Les informateurs indiguent gue ce principe successoral 
avait deja ete etabli par "Ies lois turgues" avant 1912 (annee de la liberation de la majeure partie des 
Rhodopes de la domination ottomane). Apres 1912, "selon la loi", pour suivre l'expression des 
habitants locaux, Ies filles avaient toujours droit ă des parts deux fois inferieures aux parts des fils (ici, 
ii s'agit probablement de la Loi sur la succession de 1890, apres son amendement en 1906 au profit du 
droit coutumier\ En meme temps, Ies documents de terrain montrent categoriguement gue dans la 
plupart des Rhodopes la population ne se conformait pas au principe de la loi, selon leguel Ies filles 
avaient droit a recevoir des parts du patrimoine, bien gue deux fois inferieures ă celles des fils. Cette 

2 Apres l'Independance, Ies rapports successoraux etaient reglementes par la Loi sur la succession de 1890 influence par la 
legislation des pays europeens occidentales (Loi sur la succession, in Journal officiel, N°20, 25.1.1890). Cette loi dotait des 
memes droits Ies descendants mâles et Ies descendants de sexe feminin face â la succession. Ce regime contredisait la pratique 
du droit coutumier selon laquelle Ies filles n'heritaient pas des biens immeubles, car apres leur mariage, elles vivaient avec 
leur belle-famille dont elles utilisaient Ies biens (Andreev 1980: 129). Dans cette situation, en 1906 un amendement â la loi a 
ete adopte selon lequel on donnait aux heritiers mâles le droit d'heriter des parts deux fois superieures â celles des heritieres 
des biens immeubles non couverts et des biens meubles estimes comme faisant partie de l'exploitation agricole (Loi sur Ies 
amendements et Ies complements de certains articles de la Loi sur la succession, in Journal officiel, N°29, 7.02.1906). 
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pratique a 1gnorer le nouveau principe de succession, qui se manifestait differemment dans Ies 
differentes parties de la region, s' est maintenue pendant toute la periode etudiee. Ainsi, par exemple, ă 
certains cndroits ii arrivait quc Ies soeurs "si elles respectent lcurs freres" renoncent ă l'hcritage 
(villages de Zmeitsa, Beden, reg. de Smolian). A d'autres endroits, "quand on Ies dotait d'un plus 
grand trousseau", Ies filles "ne touchaient pas au patrimoine" (village de Jaltoucha, reg. de Kardjali). 
Dans d'autres cas (villages de Vaklinovo, reg. de Blagoevgrad; Ptchelarovo, reg. de Kardjali) clles 
recevaient des biens, mais juste ·'ce que leurs freres voulaient bien leur donner", et d'habitude leurs 
parts etaient inferieures ă celles qui leur etaient legalement dues: "on leur donne quelque chose, juste 
pour qu'elles n'embetent pas apres" (villagc de Vaklinovo). A certains endroits, Ies parts attribuees aux 
filles etaient considerablement inferieures ă celles des fils: "de l'ordre de l ou 2 decares" (village de 
Pokrovan, reg. de Kardjali), ou bien: si le fils avait r~u l O decares, la fille ne recevait que 3-4 decares 
(village de Hvoina, reg. de Smolian). A d'autres cndroits encore, (villagcs de Smilian, rcg. de Smolian; 
Valtche Polc, Tzareva Poliana, Malko Gradichte, reg. de Haskovo) Ies filles n'heritaient d'aucun bien 
foncier: "on n'avait pas cette coutume" (village de Valtche Pale). Elles pouvaient toutefois acquerir des 
biens, mais uniquemcnt s'il n'y avait pas des fils dans la famille ou si la fille epousait un homme 
pauvre: dans ce cas "son pere lui donnait un petit quelque chose" (village de Malko Gradichte). II y 
avait pourtant des endroits ou le droit des filles ă recevoir des parts du patrirnoine, bien que deux fois 
inferieures ă celles des fils, etait respecte (villages de Doino Loukovo, Gougoutka, reg. de Kardjali ; 
Tcherven, reg. de Plovdiv). C'etait une "tradition paysanne" (village de Doino Loukovo). 

Lars du partage du cheptel, de la maison patemelle et de I' exploitation des biens indivis, Ies 
filles recevaient leurs parts, bien qu 'inferieures ă celles des fils, le plus souvent egales ă la moitie des 
parts des fils. II etait rare qu'elles ne r~oivent aucune part (villages de Smilian, Zmeitsa, reg. de 
Smolian; Sarnitsa, reg. de Paz.ardjik) ou qu'elles re~oivent des parts egales ă celles des fils (villages de 
Petkovo, Moguilitsa, reg. de Smolian). 

Presque partout dans Ies Rhodopes, Ies arbres fruitiers etaient exploites en commun par tous Ies 
heritiers, rnerne s'ils se trouvaient sur le terrain d'un d'eux. Et qui plus est : Ies filles jouissaient 
d'habitude des merne droits que Ies fils. Exception faisaient quelques villages - dans Ies parties 
septentrionales et orientales - (villages de Radilovo, Ravnogor, reg. de Pazardjik; Tcherven, reg. de 
Plovdiv; Tzareva Poliana, Malko Gradichte, reg. de Haskovo), ou une telle exploitation en commun 
n'etait pas admise: "la communaute ă perpetuite, c'est impossible" (village de Radilovo). Le plus 
souvent, le proprietaire du terrain evaluait le prix des arbres et versait leur part aux autres heritiers. 
Parfois, ii ne s' en donnait rnerne pas cette peine, car ii etait considere que "I' arbre paie Ies pertes de 
I'ornbre" (village de Tcherven). 

A la mort de l'epoux dans une famille sans enfants, Ies biens de celui-ci revenaient ă sa famille 
de sang et a sa veuve. D'habitude, la veuve recevait une part inferieure : un quart, un tiers, mais elle 
pouvait en recevoir parfois la rnoitie. A certains endroits (villages de Smilian, Startsevo, reg. de 
Smolian; Valtche Pale, reg. de Haskovo) ce droit ă l'heritage etait soumis a certaines conditions : "si 
elle reste dans la maison"; au cas ou elle se remarie "elle ne peut rien emporter" (village de Startsevo). 
Uniquement a quelques endroits a part, la veuve sans enfants n'avait pas le droit d'heriter (villages de 
Varbina, reg. de Smolian; Kovatchevitsa, reg. de Blagoevgrad; Jaltoucha, Pokrovan, reg. de Kardjali). 
La fernme "s'en va depouillee"; uniquement si elle avait eu un enfant qui etait decede, elle pouvait 
obtenir une part de l'heritage (village de Varbina). Elle ne re~oit rien car "ou elle se rernarie ailleurs, ou 
elle retourne chez son pere" (village de Jaltoucha). "Si elle n'a pas d'enfant, rien ne lui revient - elle 
est etrangere" (village de Pokrovan). 

A la mort d'une femrne sans descendants, dans la plupart des cas le veuf etait l'unique heritier 
des biens apportes par celle-ci (trousseau, dot). "Tout ce qui vient de la femme y reste (dans la familie 
de son epoux)" (village de Vaklinovo, reg. de Blagoevgrad). Meme si l'epoux etait decede, "cela ne se 
peut pas, que ces autres (la familie de l'epouse) le reprennent". Dans ce cas, Ies biens revenaient a la 
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familie de l'epoux (village de Choumnatitsa, reg. de Kardjali). Une partie des biens apportes par la 
femme etaient restitues ă sa familie de sang uniquement si celle-ci avait decede peu apres le mariage. 

Sile partage du patrimoine se faisait du vivant du pere, la mere n'obtenait pas de part, car elle 
jouissait de celle de son epoux. Si le partage avait lieu apres la mort du pere, la mere, dans certains cas, 
obtenait une part "comme un fils", et dans d'autres cas "comme une fille" - soit une part egale ă la 
moitie des parts de ses fils. A certains endroits seulement (villages de Tsareva Poliana, Malko 
Gradichte, reg. de Haskovo) la part de la mere etait considerablement inferieure ă celles des fils: "un ou 
deux decares". A d'autres endroits (village de Valtche Pole, reg. de Haskovo) aucune part ne lui etait 
attribuee, car elle "prenait" la part du pere. En general, la mere allait vivre chez un de ses fils et mettait 
sa part au profit de celui-ci. A sa mort, sa part pouvait soit rester pour le fils qui avait pris soio d'elle, 
soit etre repartie entre tous ses fils. 

* * * 
Ainsi, ies faits precedemment exposes, nous permettent de conclure que : 
La place de la femme dans le systeme du droit coutumier des Rhodopes, comme dans le 

systeme du droit couturnier bulgare en general, etait strictement delimitee, la femme ayant des droits et 
des obligations bien definies. Toutefois, dans l'ensemble, elie jouait un role secondaire dans la vie de la 
societe rurale traditionnelle du pays, occupant une position subordonnee ă celle de l'homme. 

A vec le temps, et surtout apres l'Independance ( qui pour la majeure partie de la region etudiee, 
comme ii a ete deja signale, avait eu lieu en 1912), sous l'influcnce du developpement des nouveaux 
rapports socio-economiques au sein de la societe bulgare, des changements se sont progressivement 
operes par rapport ă la place de la femme dans le droit coutumier des Rhodopes. Ces changements, 
bien que se manifestant differemment dans les differentes parties de la region etudiee, tendaient â 
etablir l'egalite en droits entre l'homme et la femme dans l'esprit de la liberte de la personne et de 
l'aspiration â acceder â la propriete, un fait dont l'importance progressiste est indeniable. 
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LES CHANTEURS TRADITIONNELS DE IERISSOS 
(CHALCIDIQUE, MACEDOINE GRECQUE) 

ENTRETIENS 

Panayota Christara 

Les entretiens suivants avec des chanteurs et chanteuses traditionnels du village de Ierissos en 
Chalcidique de l'Est de la Macedoine grecque, qui presentent un certain nombre de donnees 
anthropologiques concemant Ies representations et le râle de la musique au sein de la societe 
villageoise, ainsi que Ies preferences musicales des habitants de Ierissos, ont ete effectues en septernbre 
1992 et avril 1993, dans le cadre d'une these de doctorat ă l'Ecole des Hautes Etudes en Sciences 
Sociales, sous la direction de Paul Henri Stahl, intitulee « Le « OTtµonro -rpayouot » (chanson 
traditionnelle) de Chalcidique en Macedoine grecque ». 

I. 
Entretiens de septembre 1992 

1. Veta Hassapi (F., environ 70 ans) 
D'apres ce qu'elle dit, elle est consideree comme une «artiste» dans le village. La musique est 

pour elle « son ârne ». Elle constitue une partie tres importante de sa vie 
Pendant Ies apres-midis, apres le menage, elle va ă la peche avec son mari et elle chante 

continuellernent pendant des heures. (Elle« murmure» Ies chansons) 
Les jeunes de notre ternps apprennent seulernent quelques chansons de danse, rnais pas Ies 

chansons « de table » 1, ă de rares exceptions pres, ou ils Ies apprennent de la bouche de leurs parents. 
Les jeunes d'aujourd'hui ecoutent surtout de la musique etrangere dans Ies bars et Ies discotheques et 
ne s 'interessent guere a la musique traditionnelle. 

Veta Hassapi avait recru une proposition pour faire carriere comme chanteuse traditionnelle a la 
radio quand elle etait jeune, rnais ses parents ne le lui ont pas permis. Elle le regrette encore. 

D'apres elle, une « belle voix » est une voix douce avec de belles vocalises (« tsakisrnata »). 
Le mariage traditionnel, ou la musique jouait un grand râle, durait pendant des jours. Il se 

tenait le dimanche, rnais la fete commen1rait le jeudi d'avant, jour ou on preparait Ies pains. 
0n avait l'habitude dans le village d'inviter Veta Hassapi a chanter pendant le mariage. Des 

chansons de mariage etaient entre autres « Mia IlapaOKtuit n tva Eafţ~aro ~paou ... >> et « Tropa 'v' 
-ra xouÂw ... ». 

De nos jours sauf exception, Ies mariages traditionnels ne se font plus. Au lieu d'accornpagner 
Ies jeunes maries avec des chansons et des instrurnents traditionnels, on utilise des voitures comme 
moyen de transport et on klaxonne. 

La fille de Veta Hassapi, Virginie, qui est presente a l'interview, dit qu'elle est fiere de la belle 
voix de sa mere. 

1 Les chansons « de table » soot des chants tres melismatiques a rythme libre contrairement aux chaosons de danse qui sont 
plutot syllabiques et de rythme mesure. 
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Veta Hassapi elle-meme se sent bien du fait qu'elle vit en Chalcidique et elle est fiere d'etre 
Macedonienne. 

Les paysans et Ies pecheurs de Ierissos ont de bons rcvenus. 
A cause d'un deuil (la mort de sa soeur), actuellement Veta Hassapi ne chante pas et n'apparaît 

pas en public. 
D'apres elle, Ierissos a eu enormement de belles voix. 

2. Maria Kalaitzi (F., environ 60 ans) 
Le chant est tres important pour elle et pour sa vie, quoiqu'elle ne chante pas en public. Elle est 

fiere de sa voix. 
A cause d'un deuil (la mort de sa mere en 1986) elle n'a pas chante pendant tres longtemps. 

Une fois qu'elle a chante pendant le deuil, elle a eu une vision apres, a savoir que sa mere lui est 
apparue furieuse contre elle et Maria lui a demande pardon d'avoir chante. Maintenant elle a 
recommence a chanter. 

Elle est fiere d'etre de Chalcidique et Macedonienne. La Chalcidique est pour elle la patrie aux 
belles chansons. 

Lesjeunes de Ierissos ecoutent uniquement de la musique etrangere qui « perturbe l'esprit ». 
Elle (M.K.) n'est pas d'accord avec la fa~on dont Yiannis Marinos enseigne Ies chansons a la 

chorale, car, d'apres elle, il ne fait pas suffisamment attention aux vocalises (« cmaaiµma » ou 
« tsakismata »). 

Quand elle etait jeune, elle a chante une fois dans Ies champs et quelques personnes ont cru que 
c'etait une radio qu'ils entendaient tant ils ont admire son chant. 

C'est avec sa mere qu'elle a appris a chanter. 

3. Maria Gata (F., environ 62 ans) 
C'est sa mere qui lui a appris a chanter. Du temps de sajeunesse, le chant etait une habitude 

quotidienne qui accompagnait Ies diverses occupations (par exemple le tissage). 
Elle aime chanter a divers moments du jour, surtout en prive. 11 y a longtemps, quand elle etait 

jeune, on la prenait dans Ies autobus qui allaient de Ierissos a Salonique pour divertir Ies voyageurs 
avec son chant. 

Takis Samaras (compositeur et chanteur) et Simon Karras (maître en musique byzantine) ont 
beaucoup apprecie sa voix lors de leur passage â Ierissos. D'ailleurs on lui a demande de chanter â la 
radio quand elle etait jeune, mais ses parents, qui suivaient Ies moeurs anciennes, ne le lui ont pas 
permis. 

La jeunesse d'aujourd'hui ne s'interesse pas a la chanson traditionnelle. Les gens en general 
ont beaucoup de soucis et ils sont beaucoup plus angoisses qu'autrefois et, a cause de cela, ils ne sont 
pas d'hwneur a chanter. D'autre part, l'une des raisons de ce changement est l'introduction de la 
television comme distraction dans la vie quotidienne des gens. 

La chanson est pour elle d'une grande importance dans sa vie. 
Actuellement elle ne chante pas â cause d'un deuil (le deces de sa soeur). 
Elle a l'habitude de chanter a l'eglise avec d'autres femmes (4 a 8 personnes). 
Quelquefois, quand le chantre n'est pas la, elles chantent pendant toute la liturgie a sa place. 
Les musiciens instrumentistes sont payes pour leur jeu lors des îetes, contrairement aux 

chanteurs qui chantent gratuitement. En plus Ies gens leur jettent de l' argent ( ou le leur collent sur le 
front) quand ils sont de bonne humeur (« en pointe de vin»). 

Souvent, Ies joueurs d'instruments exigent des sommes considerables. Cette annee (1992), ils 
ont demande pour la fete du 8 septembre 150.000 drachrnes pour 3-4 instruments. L'association 
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culturelle du village n'etait pas en mesure de payer une telle somme (lls se sont contentes d'un violon 
et d'un « lagouto » pour la veille de la fete). 

Les joueurs d'instruments sont donc des professionnels (ils vivent completement de la 
remuneration dujeu de leur instrument) ou semi-professionnels (et dans ce cas, ils font d'autres travaux 
aussi). 

A la chorale de Ierissos, d'autre part, Ies chanteurs ont ete payes une seule fois, ils ont re-.:u ă 
peu pres l 7.000 drachmes par personne pour se produire lors d'un concert de musigue traditionnelle 4 
ou 5 ans auparavant (1987 ou 1988) au Lycabete ă Athenes. Cette somrne gu'ils ont re-.:ue couvrait 
leurs depenses de transport et leur sejour a Athcnes. 

Maria Gata a participe a ce concert du Lycabete et a un concert(« Laikos Himonas »2
, c'est-ă

dire « Hiver populaire ») ă Thessalonigue ainsi gu'ă une manifestation musicale ă Zapeion (Athenes). 
Quand Maria Gata etait petite, elle etait la premiere de sa classe ă l'ecole primaire et elle aurait 

pu avoir une bourse pour continuer ses etudes, mais, ă cette epoque-lă, ii n'y avait pas d'etablissement 
d'enseignement secondaire a Ierissos et ses parents ne lui ont pas permis d'aller a l'ecole en viile. 
Lorsgu 'une ecole secondaire a finalement ete creee ă Ierissos, elle avait vingt ans et elle etait deja 
mariee. Sinon, elle aurait fait le secondaire, meme a 20 ans. 

La plupart des chansons de Ierissos sont des chansons « saisonnieres »3, mais guelguefois la 
chorale chante aussi guelgues chansons gui ne sont pas de la saison en cours. 

4. Melia Strouni (F., environ 50 ans) 
Elle se sent amateur dans le chant traditionnel. Elle chante par amour de la tradition gu' elle 

souhaite conserver le plus longtemps possible. 
Elle regrette beaucoup le fait gue lajeunesse d'aujourd'hui s'eloigne de la tradition musicale. 
Elle« murmure» des chansons ă divers moments dujour. 
Elle croit gue l 'Etat est responsable du chemin gue prennent Ies jeunes dont la seule distraction 

est de passer leur temps dans Ies cafeterias. 
Elle etait bonne eleve a l'ecole, mais elle n'a pas pu faire des etudes plus avancees, car elle ne 

voulait pas charger financierement ses parents. 
Les jeunes dans le village ne s 'interessent pas du tout ă la culture. Le guatuor d'instruments a 

vent, gui s 'est produit au soir de la veille du 8 septembre, etait compose de ceux gui avaient persevere 
parmi le grand nombre de jeunes inscrits au depart pour apprendre la musique et gui avaient abandonne 
ensuite. 

D'autre part, une chorale de musigue occidentale creee pour Ies adultes sous la direction de M. 
Papadopoulos venu de Kavala (Macedoine de l'Est) n'a pas reussi non plus. Elle a debute forte d'un 
nombre de membres importants, mais tres peu sont restes, malgre le fait gu'ils avan-.:aient bien (ils 
apprenaient mieux et plus facilement que Ies habitants de Kavala et gue ceux de Stratoni - autre village 
de la region - gui avaient eux aussi tente de constituer des chorales). 

Autrefois, le 8 septembre, des musiciens venaient chanter et jouer de la musigue traditionnelle, 
mais cette annee (1992), ils ont demande une remuneration trop importante et l'association culturelle 
de Ierissos a ete oblige d'inviter le synthetiseur, car elle ne pouvait payer Ies instrurnentistes. 

Vangellio Strouni (fille de Melia, 18 ans), presente ă un moment de l'interview avec sa mere, a 
dit gue la vie au village n' offre aucune possibilite aux jeunes, dont la seule distraction est la sortie du 
week-end 

2 « Laîkos Himonas » sont des concerts de musique traditionnelle qui s'organisent tous Ies ans a Thessalonique pendant 
l'hiver. Pendant ces concerts se produisent des musicieos et cbanteurs de Grece du Nord 
3 • 

« ctO:(UllCa ». 
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5. Marika Gagoutsa (F., environ 55 ans) 
« Le chant est mon âme » dit-elle. Elle aime chanter ă divers moments de lajoumee, ainsi que 

devant un auditoire. Elle se sent artiste. 
Quand elle exer~ait son metier de couturiere (avant de se marier), elle avait l'habitude de 

chanter pendant des heures. Aujourd'hui elle ne travaille plus. 
C'est sa mere, sa grand-mere et son pere qui lui ont appris ă chanter les chansons 

traditionnelles. Elle vivait dans un entourage ou le chant etait une situation naturelle. On l'appelait « le 
rossignol ». 

Elle est interessee par tous Ies genres de musique. Elle aimerait bien que la chorale de musique 
occidentale (dirigee par M. Papadopoulos de Kavala) continue d'exister pour pouvoir y participer. 

Le groupe qui se produisait autrefois le 8 septembre jouait de la musique traditionnelle, mais 
aussi des « laika » (geme de chanson contemporaine populaire). 

Ierissos, selon M. Gagoutsa a beaucoup de belles voix. 

II. 
LA FETE 

1. La fete du 8 septembre (anniversaire de la Vierge-1992) 
Le 8 septembre est, pour l'eglise grecque orthodoxe, lejour de la naissance de la Vierge. C'est 

un jour de fete tres particulier ă Ierissos, car l'eglise de Ierissos porte le nom de « Eglise de la 
naissance de la Vierge ». 

La fete commence la veille au soir, c'est-ă-dire au soir du 7 septembre. Ce qui a lieu avant 
toute autre manifestation est une liturgic ă l'eglise de la Naissance de la Vierge. Ce sont surtout Ies 
femmes et Ies enfants du village de lerissos qui y participent. Pendant cette liturgie onjette de l'eau de 
rose aux participants. Le metropolite de Chalcidique est present et apres l'office, ii fait un sermon ou ii 
parle de la position de l'orthodoxie et de l'hellenisme dans le monde actuel, ainsi que de la vie de la 
Vierge et sa signification. Apres cette predication commence une litanie, ou l'icone de la Vierge est 
transportee ă travers le village jusqu'ă la plage (car Ierissos est un village au bord de la mer sur la route 
vers le Mont Athos). Ensuite l'icone est ramenee ă l'eglise. 

Apres ces manifestations religieuses commence la fete seculiere4 
: 

1) Au debut de cette fete, la chorale du village chante la chanson « Macedoine » (« Macedoine 
renommee, pays d' Alexandre le grand ... ) qui parle de la liberation de la Macedoine de l'occupation 
etrangere, ainsi que de Ia grecite de Ia Macedoine. 

2) Apres cette chanson (qui date du debut du xx_e siecle) apparaît un quatuor d'instruments ă 
vent occidentaux (2 trompettes, 1 tromblon, 1 saxophone) compose par quatre musiciens adolescents et 
dirige par leur professeur. Leur repertoire est compose de chansons et morceaux de musique 
occidentale. 

3) Le quatuor est suivi par l'apparition d'un ensemble de jeunes danseurs de Ierissos (Ia moitie 
sont des filles, l'autre des gar~ons) qui executent diverses danses traditionnelles accompagnees par un 
« Iagouto » (luth) et un violon ainsi que par la chorale du village dirigee par Yiannis Marinos (il est 
aussi chantre ă l'eglise et secretaire de la Mairie de Ierissos). Les instruments et Ia chorale se presentent 
en altemance. Les danses ne sont pas uniquement de Ierissos, mais d'autres regions de Grece aussi. La 
montee des danseurs sur scene provoque des siffiements d'appreciation de la part du public qui 

4 La fete a lieu dans un petit bois qui se trouve au centre du village et ou l'on installe une estrade sur laquelle ont lieu Ies 
manifestations. 
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comprend des spectateurs de tous âges (des enfants tres jeunes aux personnes âgees). Au premier rang. 
sont assis entre autres Ies pretres du village. 

4) Au premier ensemble mixte de danseurs succede un deuxieme forme de jeunes filles. 
5) Les danses sont suivies de l'apparition sur scene de la chorale du village gui chante des 

chansons traditionnelles accompagnees par le luth et le violon. Toutes Ies chansons interpretees sont 
des chansons de danse. Le programme ne comprend aucune chanson « de table». 

6) Suit la recitation d'un poeme (« Les fetes de mon village »), ecrit et recite par la 
presentatrice de la soiree gui est l'institutrice. 

7) Pour le numero final de la soiree, reapparaît le quatuor d'instruments a vent gui avait ouvert 
la fete. II interprete maintenant un repertoire compose de divers morceaux instrumentaux de musigue 
occidentale. Le demier morceau vient de la« Cavalleria Rusticana». 

En dehors de ces manifestations, ii y a, dans le bosguet, des boutigues ou l'on vend des 
vetements et des broderies faites a la main. 

Le jour meme de la fete (8 septembre) apres la liturgie a l'eglise, un groupe d'instrumentistes 
(synthetiseur, clarinette et violon) joue, toujours dans le bosguet, des chansons « neo-demotiques » et 
des chansons « laika »5

• Ce n'est plus donc un repertoire local, I'amplification du son est extreme (Ie 
groupe utilise des amplificateurs) et la musigue est de qualite tres mediocre. 

D'apres ce gui rn'a ete dit, ils n'ont pas pu avoir un ensemble traditionnel (« lagouto », guitare, 
violon, clarinette, percussions), car Ies musiciens demandaient une remuneration trop elevee. 

Pourtant, Ies villageois se mettent a danser, surtout le « kalamatianos » (danse a 7/8 = 
(3+2+2)/8). La municipalite et l'eglise offrent un repas (« kourbani »), avec la cooperation de 
I'« Association des femrnes de Ierissos » et de I'« Association pour I' environnernent » gui offrent des 
patisseries. 

2. La fete a« Mavro Atoni » (3" jour de Pâques - 1988, 1993) 
Le 3e jour de Pâgues a lieu pour Ierissos, la fete a « Mavro Afoni » pendant laquelle on danse 

la fameuse danse « kangeleftos horos ». « Mavro Afoni» est un endroit plat et circulaire situe au 
somrnet d'une colline gui se trouve dans I'entourage de Ierissos. La danse « Kangeleftos » est w1e 
reconstitution - comme on le verra plus loin - du massacre de 400 jeunes habitants de Ierissos par Ies 
Turcs pendant la revolution de 1821. 

Tout commence par une liturgie a l'eglise, d'ou se met en marche des 9h00 une litanie gui 
passe a travers champs pour rallier « Mavro Afoni ». 0n porte un drapeau grec et des etendards 
rnacedoniens grecs, on chante des psalmodies by7.antines. 0n arrive a« Mavro Afoni» vers 10h00. 

Une priere est dite devant !'iconostase de Ia Metamorphose gui se trouve a peu pres dans le 
centre de« Mavro Afoni» (cejour-la est aussi la fete des Saints Raphael et Nicolas). 

Les gens du village arrivent progressivement. A 10h40 a lieu un service a la memoire des 400 
jeunes Ierissiotes gui ont ete massacres par Ies Turcs. Le service est precede du hissement du drapeau 
grec pendant lequel on chante l'hymne national. II est su.ivi du depot de couronnes de lauriers par le 
Maire de Ierissos, le Prefet, l'Inspecteur de police de Chalcidigue, Ies scouts de Ierissos, le President de 
Ia Societe d'histoire et laographie de Chalcidique et le President des Ierissiotes de Thessalonigue. 

Apres le depot des couronnes, un discours sur le massacre des 400 Ierissiotes est prononce. 
Une priere, suivie de I 'hyrnne national pour conclure, sont interpretes par le groupe musical de la 
Mairie, compose de jeunes de Ierissos, instrumentistes a vent et percussionnistes. 

Ensuite on offre du cafe et Ies danses commencent : « syrtos a deux pas », « syrtos lent a trois 
pas » et le « kangeleftos » a la fin. Les danses ne sont pas accompagnees par Ies instruments, mais par 
Ies chansons traditionnelles gue chantent Ies participants. 

5 Repertoires modemes qui constituent l'evolution de la chanson traditionnelle et du« rebetiko ». 
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La danse « kangeleftos » se caracterise par le « kangilevma » qui consiste en un mouvement 
particulier, ou Ies danseurs passent sous Ies bras unis des deux premiers danseurs qui se tiennent entre 
eux avec un mouchoir et qui forment ainsi un arc. Le « kangilevma » symbolise la fayon dont sont 
morts Ies 400 villageois. D'apres la tradition, on Ies a obliges a se donner Ies mains, comme pour 
danser, et, pendant qu'ils avanyaient, on Ies faisait passer sous Ies epees des Turcs qui leur coupaient la 
tete. Ce massacre a eu lieu a « Mavro Afoni » qui appartient au monastere de Zografos. 

II faut noter aussi que Ies danseurs passent egalement sous un arc constitue par des lauriers des 
deux câtes ou se trouvent deux jeunes Ierissiotes habilles du costume traditionnel et qui tiennent 
chacun une epee. C' est sous ces deux epees que passent Ies danseurs, ce qui symbolise encore une fois 
le massacre. 

Autour de 12h30, juste apres le « kangeleftos », Ies gens comrnencent a se disperser. Sur la 
route qui mene au village, on entend ici et la des chants traclitionnels. 

La fete n'est pourtant pas finie, car dans l'apres-midi, â partir de 18h00, une danse est executee 
cette fois sur la place du village qui est situee devant la mairie. 

La danse commence avec 6-8 personnes seulement, - parmi lesquelles se trouve le clirecteur de 
la chorale Yiannis Marinos - mais progressivement Ies danseurs se multiplient pour atteindre a peu 
pres 150 personnes qui dansent, tandis qu'autour d'eux, ii y a aussi beaucoup de spectateurs qui ne 
participent pas mais regardent Ies autres danser. 

La danse n'est pas toajours accompagnee par des instruments, elle peut etre, comme c'est le 
cas ce malin, accompagnee par le chant des participants. 0n dit des chansons surtout pascales et vers la 
fin, on chante la chanson du « kangeleftos » suivi de deux dernieres chansons (la liste complete des 
chansons chantees pendant la danse m'a ete fournie par Yiannis Marinos au cours d'une interview). 

Pendant la danse, Ies danseurs dansent en cercle et se divisent en deux groupes: ceux qui sont 
devant, surtout des homrnes, mais aussi quelques femrnes, ainsi que Ies hommes et femmes qui font 
partie de la chorale et connaissent bien Ies chansons, et, d'autre part, ceux qui suivent, surtout des 
femmes. Le premier groupe chante Ies chansons phrase par phrase et le deuxieme groupe repete sans 
aucune modification la phrase qu'a chantee le premier groupe. II s'agit donc d'une forme de chant 
responsorial. 

Les danses sont Ies memes que le matin : « syrtos aux deux pas », « syrtos lent aux trois pas » 
et le« kangeleftos ». Les gens se dispersent autour de 19h30. 

II faut noter que des danses comme celle du 3e jour de Pâques s'organisaient autrefois tous Ies 
dimanches et - avec plus de splendeur - aux diverses fetes. Dans ces cas, Ies gens se divisaient en 
plusieurs cercles avec un cercle central au milie\L 

Il convient de noter aussi qu'une caracteristique deces danses est la fusion de !'individu avec 
la societe, par sa participation complete au fait social qui a lieu, de sorte qu'il se perd d'une certaine 
maniere dans le groupe social des participants. 

III. 
Entretiens d'avril 1993 

1. Yiannis Marinos6 (H., environ 55 ans) 
I. Q. : Qu'est-ce que la musique et comrnent distingue-t-on la musique des autres sons? 
R. : La musique exige de la melodie. Le rythme exige du mouvement, du mouvement correct. 

6 Chanteur de Ierissos qui est aussi cbantre â l'eglise et directeur de la chorale de Ierissos. II est egalement secretaire de la 
Mairie de Ierissos. 
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2. Q. : La musique provient-elle strictement des hommes? Ou bien le chant, par exemple des 
oiseaux, peut-il etre considere comme de la musique ? 

R. : Tout etre peut produire de la musique. Les hommes, Ies oiseaux. Ies animaux font leur 
propre musique. Les instruments de musique ont besoin des hommes pour sortir Ies notes, de meme 
que la voix. 

3. Q. : Le siffiement est-ii de la musique? 
R. : Le siffiement peut aussi sortir des notes de musique. C'est de la musique. 

4. Q. : Avez-vous appris aussi la musique byzantine ecclesiastique? 
R. : Oui. La musique byzantine aussi. 
Q. : Avec qui avez-vous appris? 
R. : J'ai ete eleve d'un chantre ă Nigrita (Macedoine grecque de l'Est), puis d'un professeur de 

Sainte Anastasie (Macedoine grecque centrale), mais surtout, j'ai beaucoup etudie par moi-meme. 
J'etais tres interesse etj'ai beaucoup etudie. Au point qu'on en avait assez de m'ecouter chanter de la 
musique ecclesiastique a la maison. Cet interet, je I 'ai conserve. 

Q. : Cet interet est visible dans votre chant des chansons traditionnelles. Vous Ies dites ă la 
maniere ecclesiastique. 

R. : D'ailleurs ă propos des chansons populaires, comme le dit Simon Karras, ce grand maître, 
Ies meilleurs chanteurs de chansons populaires sont Ies chantres d'eglise. 

Q. : Et Ies chansons populaires, comment Ies avez-vous apprises? 
R.: le Ies ai apprises en ecoutant ma mere. Nos meres avaient l'habitude de nous bercer avec 

ces chansons. Elles Ies chantaient aussi pendant leur travail. Dehors dans les champs, dans la maison en 
faisant le menage, pendant le tissage aussi, partout en quelque sorte. A cette epoque la chanson etait 
dans leurs âmes et sur leurs levres continuellement. Elles chantaient. Aujourd'hui la situation a change. 

Q. : A votre avis, quelle est la raison de ce changement ? 
R. : Personnellement, je crois que notre contact avec le tourisme, sur une multitude de gens, a 

eu de lourdes consequences sur la question. Lajeunesse d'aujourd'hui est orientee vers d'autres choses. 
Bien sur, le fait que Ies jeunes participent dans une certaine mesure aux danses est consolant, mais 
apprendre Ies chansons ne Ies interesse pas. 

Concemant ce que nous chantons, ii arrive la chose suivante: certaines des chansons ont ete 
oubliees. Certains des participants a la clanse, comme vous l'avez peut-etre observe hier, oublient Ies 
paroles; ils ne connaissent pas bien Ies chansons. C'est un phenomene inquietant. Comme je le dis 
souvent, nous arriverons au point de chanter uniquement « Mia kori api ton Elymbo » qui est une 
chanson connue de tout le monde et la chanson de la danse « kangeleftos ». Ce n'est pas une bonne 
chose, car Ies chansons qui sont dites ă « Mavro Afoni » le 3° jour de Pâques sont tres precises : une, 
deux, trois, quatre, cinq ... Nous avons deja cesse de dire certaines d'entre elles parce qu'elles ne sont 
plus connues. Ceci est tres tres inquietant. 

Q. : Qu'est-ce qu'est pour vous la musique? Que represente-t-elle pour vous? Que represente 
pour vous la chanson ? 

R.: Elle represente la tradition, l'histoire, les coutumes, les sentiments. Tout cela. 
Q. : Le« talent» appartient-il davantage ă certaines personnes ou bien est-il partage par tout le 

monde dans la societe villageoise ? 
R. : Le« talent» appartient ă certaines personnes. Hier, durant la danse, j'ai distingue quelques 

voix extraordinaires, excellentes. 
Q. : Ceux et celles que vous avez distingues viennent-ils ăla chorale du village? 
R. : Oui, oui. 
Q. : Le talent peut-il etre hereditaire dans certains cas? 
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R. : Je crois que oui. Il appartient a certaines familles ou tout le monde chante bien. Chez nous. 
ici, on peut remarquer la chose suivante : ce sont Ies familles « populaires », Ies eleveurs et les paysans 
ainsi que Ies pecheurs, plutot que la classe moyennc qui mainticnnent lcs couturncs et les moeurs 
traditionnelles, qui connaissent Ies chansons mieux que Ies autres et s'en occupent encore aujourd'hui. 
C'est ce que j'observe chaque fois que j'entre en contact avec eux. Toutes ces familles participent 
activcment a tout ce qui touche aux moeurs, aux coutumes et aux chansons traditionnelles. Par ailleurs, 
ils ont de belles voix, a quelques exceptions pres bien sfu, mais parmi eux, il y a des familles qui, par 
tradition, maintiennent et conservent notre heritage culturel. 

5. Q. : Quelle est l'importance de la chanson? Qu'offre-t-elle a celui qui chante et a 
l'auditoire? 

R. : En ce qui concerne celui qui chante, d'abord pour qu'un chanteur chante correclement une 
chanson populaire, il doit avoir envie (« JJEpaKI. » en grec) de le faire, ii doit avoir une belle voix et 
connaître correctement Ies chansons. Ceux qui l'ecoutent eprouvent du plaisir et de la satisfaction 
quand ii a une bclle voix evidemment. 

6. Q. : Quelle est la participation sociale au chant ? 
R. : Les gens participent. 
Q. : En dehors de la fete du 3e jour de Pâques et du 8 septembrc Gour de naissance de la 

Vierge) y a-t-il d'autres fetes beneficiant d'une grande participation? 
R. : Oui, bien sfu. Le 9 mai est le jour de la fete de Saint Christophore et nous allons a la 

chapelle du Prophete Helias (qui se trouve en dehors de la viile). La se deroule une liturgie a l'issue de 
laquelle on distribue du lait qu'apportent Ies eleveurs pour tout le monde. Ensuite, comrnencent Ies 
chansons traditionnelles de Ierissos et Ies danses. 

D'autre part, la fete du prophete Helias (20 juillet) est l'occasion de festivites (« xavryyupt »). 
Apres la messe, on offre un repas (« 1eoupµxavt ») qui a ete prepare la veille au soir. Ensuite 
commencent Ies danses. 0n invite aussi lesjoueurs d'instruments traditionnels des la veille. 

Les autres fetes sont Noel et le Carnaval. On a fete le Carnaval ii n 'y a pas tres longtemps. La 
chorale marchait devant sous ma direction cn chantant des chansons populaires de Carnaval de Ierissos. 
Derriere la chorale avan1ţait le cortege camavalesque et quand nous sommes arrives sur la place de la 
Mairie, on a tous commence a chanter les chansons camavalesques de Ierissos et tout le monde est 
entre dans la danse. 0n chantait uniquement des chansons « camavalesques » (« axo1epunt1ea »). 
Comme je vous l'ai dit plusieurs fois, Ies chansons traditionnelles de Ierissos sont « saisonnieres » et se 
repartissent en chansons camavalesques, printanieres, pascales, estivales, automnales, de Noel et 
chansons « de table » (« ~ -ro:fJl~ » ). L 'habitant de lerissos considere comme un sacrilege que de 
chanter a Pâques une chanson camavalesque ou automnale. II dira uniquement des chansons pascales a 
ce moment-la. 

7. Q. : Combien de membres doit avoir une chorale pour bien se faire entendre ? 
R. : Une chorale est tres bien quand elle se compose de trente personnes maximum. 
Personnellement, je me suis produit avec la chorale de Ierissos plusieurs fois en divers endroits 

de Grece, comrne a Athenes, au Lycabete pendant un festival de chansons populaires, a la Foire 
Intemationale de Thessalonique, aux îetes de l'Universite « Aristoteleion » de Thessalonique aussi, et 
en diverses villes de Grece. Au Lycabete ii y avait des participations de toute la Grece, presque toute la 
Grece. II y avait aussi des joueurs d'instruments traditionnels et d'autres chorales ainsi que divers 
solistes qui chantaient des chansons traditionnelles. Ceux que j'ai entendus la-bas, ce sont Ies plus 
connus, ceux qu' on entend aussi a la television et a la radio, tant Ies instrumentistes solistes que Ies 
chanteurs solistes. 
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8. Q. : Quelles sont d'apres vous Ies sources du chant traditionnel? 
R. : Les chansons populaires sont creees par le poete populaire inconnu. Nous ne connaissons 

pas de noms, nous ne savons pas qui a cree ces chansons. De toute fa~on, Ies personnes qui l'ont fait, je 
ne sais pas s'ils avaient des connaissances musicales, mais ils avaient la capacite de composer 
proprement Ies chansons. 

Q. : Par consequent la source de la chanson est purement humaine? 
R. : Oui, elle est humaine, mais l'inspiration est certainement divine, car tout commencement 

vient de Dieu. 

9. Q. : La chanson cree-t-elle et exprime-t-elle certains sentiments du chanteur et de 
l'auditoire? 

R. : Certainement. 
Q. : Qu'est-ce que ressent le chanteur quand ii chante? 
R. : II eprouve l 'envie; de chanter et du plaisir. 
Q. : Est-ce possible qu'il ait des sentiments contradictoires? Par exemple etre triste, mais 

heureux du fait qu'iI chante? 
R. : Si un chanteur chante une lamentation funebre, ii eprouve certainement de la tristesse. S'iI 

chante dans une occasion qui exige de la bonne humeur, il eprouve sans aucun doute du bonheur. Cela 
depend des chansons qu'il dit. 

l O. Q. : Pourquoi Ies homrnes chantent-ils ? 
R. : Pour oublier Ieurs souffrances. 
Q. : Certaines conditions l'imposent-elles parfois? 
R. : Certainement. Les hommes chantent souvent pendant leur travaiI, ou quand ils sont entre 

amis ou bien en route pendant un voyage. (Bien sur aujourd'hui avec Ies moyens de transport 
modemes, cela ne peut pas se produire, mais autrefois Ies gens partaient avec Ieurs bestiaux pour aller 
quelque part et on Ies entendait chanter pendant leur voyage). 

l l. Q. : Y a-t-il des chansons qui appartiennent en quelque sortea une certaine personne, c'est
ă-dire qu'elles sont chantees uniquement par cette personne, ou bien Ies chansons appartiennent-elles a 
tout le monde ? 

R. : Les chansons « de table » exigent une personne precise. Dans ces cas, ii faut avoir une 
belle voix, avoir « un larynx convenable » pour chanter les chansons correctement. 

12. Q. : Quand vous chantez vous-meme, prenez-vous une voix « tendue »ou« reiâchee »? 
R. : Cela depend de ce que l'on chante. Hier, par exemple, on etait oblige de « crier » un peu. 

Quand, par contre, onest dans un endroit ferme, il n'y a pas besoin de crier. En tout cas il est mieux de 
chanter dans des tons bas (piano) plutot que beaucoup crier. 

13. Q. : Faites-vous des vocalises8 pendant votre chant? 
R. : Bien sur. C'est pourquoi Ies chansons populaires ont un grand rapport avec Ia musique 

byzantine. 
Q. : Ont-elles aussi un rapport avecc la musique grecque antique? 
R. : Bien sur, bien sur. 

7 En grec« µc:p<'m t » venanl du mot ancien grec« [ µ~poc;- ». 

8 En grec« 1 ocxK [ oµcx1cx ». 
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14. Q. : Connaissez-vous un chanteur qui utilise une voix rauque pendant son chant ? 
R. : Non. Une voix rauque ne peut pas chanter ces chansons. Chez les noirs americains. ii est 

caracteristique de chanter avec une voix rauque. Ici, nous n'avons pas de telle technique. La voix doit 
etre claire pour chanter correctement. 

15. Q. : Quand vous chantez, y a-t-il une position du corps que vous preferez, qui permet de 
mieux faire sortir la chanson ? 

R. : Une position correcte du corps - la musique byzantine le dit, ainsi que la musique 
europeenne - rend le chant meilleur. 

Q. : Quelle est la position correcte ? 
R. : La position correcte quand on est debout est de mettre la poitrine en avant en position 

droitc, en faisant peu de mouvements et surtout en respirant correctement, ce qui est la chose la plus 
importante. Le fait de savoir ou respirer est primordial. 

Q. : Exprimez-vous quelque chose par des contractions du visage ? 
R. : Oui. Cela arrive parfois. 
Q. : Souriez-vous parfois quand vous chantez ? 
R. : Certainement. 

16. Q.: Selon quels criteres peut-on etre considere comme un bon chanteur? 
R. : Le critere est la voix. La voix, la voix, la voix. 
Q. : Quelles sont Ies caracteristiques d'une belle voix? 
R. : Une belle voix se caracterise par la clarte et la capacite de chanter des vocalises 

proprement. C 'est une chose qui joue un grand râle par rapport ă la chanson populaire. Ces deux 
elements caracterisent une belle voix. La voix claire et la voix « de tete». 

Q. : Le nombre de chansons qu'un chanteur connaît et avoir une bonne memoire sont-ils un 
critere pour un bon chanteur ? 

R. : Bien sfu. 

17. Q. : Y a-t-il certaines caracteristiques concernant la personnalite qui sont exigees pour etre 
un bon chanteur ? 

R. : Certainement. Les caracteristiques sont celles que nous avons deja citees : avoir envie 
(« µepalCl ») de chanter, avoir une belle voix, connaître Ies chansons correctement, chanter juste, voilă 
les principales caracteristiques. Surtout avoir envie et avoir une belle voix. 

Q. : La confiance en soi et le courage sont-ils exiges? 
R. : Le courage est naturel pour un chanteur qui chante juste. II n'a aucune hesitation. Si on 

demande ă un bon chanteur de chanter, ii le fera immediatement, ii n'a rien ă craindre. Car ii sait, ii est 
persuade que ce qu'il chantera sera juste. ll est assme que son chant sera apprecie par celui qui le 
demande et ii en ressent de la satisfaction egalement. 

18. Q. : Les chanteurs ă Ierissos constituent-ils un groupe socială part? 
R. : Non, ii n'y a pas de distinction. Evidemment ii y a ceux qui savent qu'ils ont une belle 

voix. Ce sont ceux qui chantent correctement la chanson populaire. Cette differenciation existe. Car ii y 
a beaucoup de gens qui connaissent Ies chansons, mais ceux qui Ies disent correctement, c'est autre 
chose ... Steryios Gadzonis9 etait IDl chanteur ideal. C'etait un chanteur extraordinaire. Car nous nous 
devons de dire qu'un chanteur peut avoir une belle voix, mais ne pas etre proche du caractere 
(« µo·tif3o »),dela conception du chant traditionnel. 0n parle toujours du chant de Ierissos : j'ai un avis 

9 Tres bon chanteur de lerissos, decede en 1987. 
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personnel sur certains chanteurs qui ont une belle voix, mais qui ne sont pas proches du caractere du 
chant de Ierissos. Ils chantent ă leur fac;:on. Ils modifient, d'une certaine maniere. le chant. C'est le cas 
de Angeliki Karathanassisio_ Selon moi, elle a une voix de rossignol, mais elle n'est pas correcte dans 
sa fac;:on de chanter le chant populaire. J'insiste lă-dessus. Elle aime chanter comme elle l'entend. Ce 
gui nous est strictement interdit ă nous Ierissiotes. Ou bien tu dis la chanson ierissiote correctement, ou 
bien tu ne la dis pas du tout. Ou bien tu dis la chanson de Chalcidique correctement, ou bien tu ne la dis 
guere. II est important que ces chansons soient chantees telles qu'elles nous ont ete donnees par la 
tradition, telles gue nous Ies connaissons chantees par nos meres et nos peres. Aucune modification 
n'est permise. Aucune modification. 

Q. : Vous-meme, improvisez-vous quand vous chantez? 
R. : Pas du tout, pas du tout. Je n'ai jamais cherche ă faire une telle chose, jarnais. 
Q. : Vous dites donc chague chanson toujours de la meme fayon? 
R. : Telle queje l'ai ecoutee et gueje l'entends, et telle queje la connais. li serait un sacrilege 

gue d'improviser dans une chanson populaire ierissiote. li y a beaucoup de bons chanteurs avec des 
voix extraordinaires : en dehors de Steryios Gadzonis, nous avions aussi un autre chanteur gui 
s'appelait Georges Mitros. II est decede, lui aussi. II avait une voix magnifigue. Bien meilleure gue 
celle de Steryios Gadzonis lui-meme. Une voix superieure. Mais ii cherchait toujours ă dire Ies 
chansons ă sa maniere et non en respectant les « motifs » corrects, Ies « motifs » ierissiotes. 

19. Q.: Le chanteur est-il un« specialiste» d'une certaine maniere? 
R. : Non. En naissant, les gens rec;:oivent de la nature de chanter correctement et d'avoir de 

belles voix. II n 'y a aucune specificite en cela. 

20. Q. : Y a-t-il des chanteurs professionnels, c'est-ă-dire gui sont remuneres pour leur chant? 
R. : Oui, bien sur, mais pas chez nous. A Ierissos cela n'existe pas. II y a guelgues joueurs 

d'instruments ici gui, dans leur repertoire, incluent quelques chansons ierissiotes aussi. Mais, en dehors 
de cela, personne ne fait carriere avec des cbansons ierissiotes, comme par exemple Angeliki 
Karathanassis gui est chanteuse de chansons populaires. 

21. Q. : La position sociale du chanteur est-elle elevee ou basse ? 
R. : Les couches Ies plus basses dans la hierarchie sociale chantent davantage. Je l'ai dit avant 

aussi. Les paysans, les pecheurs et les eleveurs s'appliquent plusă la chanson. 

22. Q. : Le comportement social des chanteurs a-t-il certaines caracteristiques particulieres 
compare aux autres habitants du village ? 

R. : La caracteristique particuliere est gue tout le monde au village sait qu 'ils sont bons 
chanteurs. Quand ils se trouvent en bonne compagnie, on leur demande de chanter. Evidemment ils 
sont preferes dans Ies danses et dans Ies îetes. Ils se tiennent au premier rang. 

Q. : Y a-t-il des elements dans le comportement des chanteurs gue l'on admet de leur part mais 
pas de la part d'autres qui ne chantent pas? 

R. : Non, nous n'avons pas de tels phenomenes. 

23. Q. : 0n devient chanteur parce qu'on le veut ou bien est-on prepare ă cela des sa naissance, 
c'est-ă-dire gue l'enfant est destine ă devenir chanteur? 

R. : 0n ne parle pas d'un chanteur professionnel, mais arnateur. II a une predisposition des son 
jeune âge. Le bon chanteur montre son talent des l'enfance. Des l'ecole primaire, il commencera ă 

10 Chanteuse professionnelle (radio, television, disques) qui chante des chansons de Chalcidique. 
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chanter et sa voix sera remarquee. Quand ii sentira lui-meme qu 'ii chante juste, ii evoluera lui-meme. II 
s'interessera a cette evolution: apprendre Ies chansons. aller demander comment se chante telle ou telle 
chanson. Cette « folie», j'en etais possede moi-meme. Des mon jeune âge j'avais la manie d'aller 
demander comment se disent Ies chansons. J'ecoutais un chant d'une personne âgee et j'allais l'ecrire 
et I' apprendre. 

24. Q. : Dans quelle mesure chaque membre de la communaute participe-t-il au chant ? 
R. : Ils participent pendant Ies fetes. 

25. Q. : Le chanteur se sent-il dans une position sociale privilegiee? 
R. : Moi je ne crois pas. II eprouve seulement un contentement personnel. 
Q. : De la fierte aussi peut-etre? 
R. : Oui, de la fierte aussi. 
Q. : Est-îl particulierement respecte par la communaute villageoise? 
R. : Bien sfu, bien sfu. 0n l'a dit, quand onest bon chanteur, ou que l'on aille, dans un groupe 

ou dans une fete, on est partout toujours prefere. 
Q. : La position sociale des chanteurs est-elle analogue a l'importance qu'a la chanson dans la 

communaute ? 
R. : Oui, bien sfu. J' ai deja dit que Ies chansons populaires ont plus de rapport avec Ies couches 

sociales telles que Ies paysans, Ies pecheurs, Ies eleveurs. Ils s 'y appliquent plus. Dans Ies autres 
emplois, on ne remarque pas la meme chose. 

26. Q. : Quel est le comportement des auditeurs quand un chanteur chante ? 
R. : Ils eprouvent du plaisir a l'ecoute de la chanson. 
Q. : Leur comportement est donc en quelque sorte positif? 
R. : Oui, positif 
Q. : N'y en a-t-il pas quelques-uns qui sont indifferents ou meme qui s'en moquent? 
R. : Peut-etre. Quelques-uns peuvent etre indifferents. Mais pour la plupart ils sont attentifs et 

ils ecoutent. 
Q. : Le comportement des auditeurs depend-il de l'evenement qui est en train de se passer a ce 

moment-la? 
R. : Oui, bien sur. Le comportement depend d'ou l'on se trouve, de ce que nous chantons, de 

ce que nous avons devant Ies yeux, par exemple des morts - Dieu nous protege - ou nous disons des 
mirologues. Ici, a Ierissos, nous n'avons pas de chansons specifiques comme Ies lamentations funebres 
- ii n'y a qu'une femme (Maria Kalaîtzi-Brelli) qui connaît de vrais mirologues - et nous disons aux 
morts Ies chansons habituelles. 

Yiannis Marinos nous a donne egalement une liste de chansons que l'on dit a Mavro Aloni et a 
la danse du soir le 3e jour de Pâques, dans l'ordre dans lequel elles sont dites. 

2. Marika Gagoutsa-Papa (F., environ 55 ans) 
l. Q. : Comment la musique se distingue-t-elle des autres sons? Qu'est la musique pour toi? 
R. : La musique pour moi, c'est du vecu. C'est-a-dire que depuis ma plus tendre enfance, 

j'ecoutais mon pere, ma grand-mere, et, quand j'apprenais la couture, on faisait des veillees ou on 
cousait et on chantait. En general, si jene chante pas, si je n'entends pas de la musique, je ne vis plus. 
tantj'aime le chant et la musique. 

Q. : Et quels sont Ies elements qui caracterisent la musique ? 
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R. : La melodie surtout. Le vers aussi, mais surtout la melodie. 

2. Q. : La musigue provient-elle toujours des etres humains ou se peut-il gue meme le chant 
des oiseaux, par exemple, soit de la musigue ? 

R. : Les oiseaux, bien sur. Ma soeur a un petit oiseau, ii est parti aujourd'hui et elle dit gue 
c'est comme s'il leur manguait un etre humain. Quand ils lui donnaient ă manger, ii chantait pour Ies 
remercier. Bien sur gue l 'oiseau te donne de la musigue. 

3. Q. : Le sifflement est-ii de la musigue? 
R. : Le sifflement aussi. Moi, je siffle egalement. Je dis une chanson entiere en sifflant 

4. Q. : Le talent appartient-il ă certaines personnes ou est-ii quelgue chose gue se partagent 
tous Ies membres de la communaute ? 

R. : Je crois gu'ils l'ont tous, mais plus encore ceux gui aiment chanter (gui ont le« µtpCLICl » = 
envie). Nous chantons tous un peu, mais plus encore ceux gui ont le « µtpa1ct >> (gout, desir, envie) 
pour le chant. 

5. Q. : Le talent est-ii hereditaire ou depend-il de l'entraînement? 
R. : De l'entraînement, mais ii est aussi hereditaire. Moi, j'avais mon grand-pere gui chantait 

tres bien et mon pere. Les parents de Christos (le mari de Marika Gagoutsa) chantaient tres bien aussi. 
Lui-meme chante tres bien egalement, donc c'est un peu hereditaire. 

Q. : T'es-tu beaucoup exercee au chant? 
R. : Je chante tous Ies jours. Particulierement guand j' etais jeune chague matin tous Ies voisins 

devaient etre assourdis. J'ouvrais Ies fenetres, c'etait mon plaisir (« µ,::;pa1ct »). Du matin gue je 
travaillais sur la machine ă coudre au soir je chantais tout le temps. 

6. Q. : Dans guelle mesure la communaute participe-t-elle au chant ? 
R. : Dans differentes manifestations. 
Q. : Est-ce que tout le monde participe ă ces manifestations? 
R. : La plupart des gens participent. 
Q. : Est-ce qu'ils chantent tous ensemble? 
R. : Oui. Autrefois ils chantaient aussi durant Ies mariages et Ies festivals (« XOVTJ"(l)pta »). 

Maintenant tout cela commence ă s'eteindre petită petit, ii y a peu de choses gui restent. II reste Ies 
chorales. 

7. Q. : La musigue est-elle guelgue chose de divin, gui est donne par Dieu, vient-elle de l'etre 
humain, est-ce guelque chose qu'on emprunte ă d'autres regions? 

R. : Je crois gue le chant passe de generation en generation. C'est hereditaire. 0n a trouve, on a 
entendu, on va laisser [aux jeunes generations]. La jeunesse a commence ă ne plus s'y interesser, ils 
[Ies jeunes] ne chantent pas des chansons traditionnelles, ils chantent d' autres genres de musique. Moi, 
je vois ma niece. Elle ne chante pas des chansons comme ,_;a [traditionnelles]. Pas du tout. Des 
chansons etrangeres plutot. Moi, je l'ai trouve [le chant traditionnel] chez ma mere, mon pere, ma 
grand-mere et en ecoutant ... 

8. Q. : Quels sentiments le chant fait-il naître ? 
R. : II te donne de la joie, du chagrin ... Souvent, quand je suis triste, je dis d'autres chansons 

gui vont avec ce gue je ressens. Des joies et du chagrin, le chant te donne beaucoup. Egalement ă ceux 
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qui ecoutent, s'il en ont l'envie (« µi:;patl11&t; »), s'ils airnent le chant, s'ils le veulent. Je crois que 
tout le monde aime le chant. Et ceux qui ont l'envie (« µi:;patl11&t; ») et ceux qui ne l'ont pas. 

Q. : Quand tu chantes, que ressens-tu? Peut-il exister des sentiments contradictoires? Par 
exemple, si tu chantes pour un evenement triste, d'un câte tu es contente de chanter, de l'autre tu te 
sens triste pour ce qui se passe ? 

R. : Quandje suis triste, souventje chante etje pleure. Mais frequemment c'est plutot la bonne 
humeur ( « Ktcpt ») qui me fait chanter. C' est rare que quelque chose m 'attriste et je veux chanter pour 
me detenclre. 

9. Q. : Pourquoi Ies gens chantent-ils? Pour etre heureux ou parce que certaines circonstances 
l'exigent? 

R. : Tout cela. 

1 O. Q. : Y a-t-il des chansons qui sont chantees par une personne particuliere ou bien Ies 
chansons peuvent-elles etre communes a tous? 

R.: Elles sont communes. Les chansons que nous avons nous ont ete transmises par des 
anciens, des vieux, etc., ce sont des chansons anciennes. Qu'elles aient ete transmises a telle ou telle 
personne, non. Sauf « Kapetan-Yiaglis » qui est une chanson patriotique et qui a ete creee pour 
Kapetan-Yiaglis (heros de la lutte pour la Macedoine grecque), cette personne particuliere. Et « Tou 
mavrou niou t'aloni ... »11 (chanson qu'on dit a Mavro Afoni le 3e jour de Pâques), ces chansons ont ete 
creees pour ces personnes. Ce sont des chansons historiques. 

11. Q. : Aimes-tu faire des « tsakismata » (melismes) dans Ies chansons ? 
R. : Bien sur. Sans « tsakismata » ce n'est pas possible, il n'y a pas de douceur dans le chant. 

Specialement dans ces chansons anciennes. 

12. Q.: Y a-t-il des gens qui emploient une voix rauque dans leur chant? 
R. : Cela depend de la voix. Il y a des voix rauques, il yen a d'autres aussi. Toutes les voix ne 

sont pas semblables. 
Q. : Les chansons « de table» ... ? 
R. : Elles se disent en compagnie. Quand on se trouve autour d'une table et qu'on chante. 

13. Q. : D'habitude te tiens-tu dans une position particuliere quand tu chantes? 
R. : Moi personnellement j'aime cette position, m'appuyer sur l'angle gauche en etant assise. 

A clroite (en m'apppuyant sur l'angle clroit), jene peux pas. Jene sais pas pourquoi. A gauche, c'est 
comme 1ra que j e me plais. 

Q. : Tu chantes plutot assise ou plutot debout ? 
R. : Les deux, mais plutot assise. Dans les chorales ou on va, nous sommes d'habitude debout. 

Mais s'il arrive que nous ayons de la compagnie chez nous, je m'asseois, comme hier que nous etions 
nombreux, on a dit des chansons et on a aussi danse le « kangeleftos » (danse du 3° jour de Pâques) 
quand on est rentres du cafe. 

Q. : Quand tu chantes, fais-tu des contractions avec le visage ? 
R. : Je n'aijamais senti cela, non. 
Q. : Souris-tu quand tu chantes ? 
R.: Oui. 
Q. : Qu'est-ce qu'exprime ton visage quand tu chantes? 

11 Cest-a-dire « l'aire de battage du jeune homme infortune ». 
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R. : Quand la chanson est gaie et tu t'en rejouis, ii exprime lajoie. 

14. Q.: A partir de quels criteres est-on considere bon chanteur? De quoi cela depcnd-il? 
R. : De la voix, des « tsakismata », s 'ii chante juste, de tout 1ţa. 
Q. : Est-ce que cela depend aussi du nombre de chansons qu'il connaît, s'il se rappelle 

facilement des paroles et de la musique ? 
R. : Eh oui ! Tout cela contribue a ce que tu chantes juste. 
Q. : Comment se caracterise la qualite de la voix du bon chanteur? 
R. : Avoir une voix stable, qui ne bascule pas. C'est le plus important dans le chant. 

15. Q.: Est-ce que le chanteur doit avoir tme personnalite particuliere? 
R. : Jene crois pas qu'il faille une personnalite particuliere pour sortir le chant et la voix. 
Q. : Est-ce qu'il faut du courage, de la confiance en soi ? 
R. : Le courage tu dois l'avoir. Quand certains sont venus d' Athenes l'annee derniere pour 

m'enregistrer, ii fallait du courage, car ii y avait tant de personnes ici etj'etais un peu timide. 

16. Q.: Le chanteur est-ii un expert? 
R. : Bien sfu, il est tm expert. 

17. Q. : Les chanteurs constituent-ils un groupe a part ? 
R. : Oui. Ils se distinguent un peu. II y en a certains qui se distinguent dans notre village. 0n dit 

« tel chanteur est bon », comrne nous avions autrefois Steryios Gadzonis. Lui, ii avait le courage de 
chanter, parce qu'il y en a d'autres, ii y en a beaucoup qui chantent et n'ont pas le courage de se 
produire et de chanter devant un micro. II yen a d'autres qui chantent tres bien. Mon pere etait un tres 
bon chanteur, mais la cigarette lui a fait du mal et ii ne s'est jamais produit devant un micro pour 
chanter. Nous avons beaucoup de belles voix au village. On croit que c'est l'eau qui nous fait chanter. 
0n avait autrefois une eau de bonne qualite. Maintenant c'est fini, celle-la aussi s'est abîmee. 

18. Q. : Y a-t-il des chanteurs traditionnels professionnels? 
R. : Oui. C'est Takis Thalassinos, l'aveugle. II chante durant Ies mariages avec Ies instruments, 

sa compagnie. II chante et ii se fait payer. II joue de la guitare et du lagouto (luth), tous Ies deux. II vit 
de cet argent. Maintenant bien sfu, ii a obtenu une retraite pemiant que le P ASOK (parti socialiste grec) 
etait au gouvemement. Mais ii a aussi des econom.ies qui lui viennent du chant. Il chante bien. 

Q. : En dehors de celui-la yen a-t-il d'autres ? 
R. : Non, il n'y en a pas. Autrefois ii yen avait un autre aussi, mais maintenant ii n'y en a pas. 
Q. : Y a-t-il des femmes professionnelles qui chantent des « mirologues » (lamentations 

funebres)? 
R. : Nous en avons une. Elle s'appelle Maria Kalaitzi-Brelli. 0n l'appelle et on la paie. Pour 

qu'elle chante toute la nuit et qu'ils ne dorment pas. II arrive qu'ils chantent toute la nuit aux 
funerailles, com.me pour ma belle-mere qui est morte recenunent. Pour elle, toutes ses amies, 
Vangellitsa Karavellidina une femme âgee, la tante Maria Soultani, cousine de ma belle-mere etaient 
rassemblees. Elle a chante toute la nuit pour ma belle-mere. Elle a quatre-vingt ans. S'il se trouve que 
nous soyons la nous Ies plus jeunes, Ies plus vieilles chantent et on chante aussi, on murmure ensemble. 

Q. : Est-ce que tu trouves correct qu'un chanteur soit remunere pour son chant? 
R. : Oui bien sfu. Pourquoi pas. Certains en font leur profession. 
Q. : De tous ceux d'entre vous qui etes a la chorale, y a-t-il des professionnels? 
R. : Non, non. 
Q. : Autrefois, y avait-il plus de professionnels ou ... ? 
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R. : II y en avait plus, ils allaient aux festivals (« xavriyupta »), aux manifestations. ils etaient 
payes et vivaient de cela. Surtout du chant. 

Q. : En dehors de l'argent peut-on y avoir une remuneration sous forme de cadeau 9 

R. : A Takis, on peut donner un cadeau, mais ... Autrefois on collait l'argent au front des 
instrumentistes. Mais recemment aussi, on a fait cela ă Takis et on continue de le faire aujourd'hui. Ce 
sont Ies mceurs et Ies coutwnes 1ţa. 0n comrnence ă Ies oublier. 

19. Q. : Y a-t-il des choses qui sont permises dans le comportement d'un chanteur et qui ne 
sont pas permises chez Ies autres ? 

R. : Je ne crois pas. Je ne sais pas. 
Q. : C'est-ă-clire y a-t-il une tolerance particuliere ? 
R. : Je n'ai pas remarque. Une telle chose ne s'estjamais produite. Mais, par exemple, ii y a eu 

une manifestation (festival« xavqy6pt »), le 8 septembre 1991, ă laquelle j'ai participe et chante avec 
Takis Thalassinos. Je suis allee au festival avec Maria l'aveugle qui est chanteuse (elle est parue ă la 
television ET3) ă Salonique et avec qui je suis amie. 0n est alle chanter devant le micro. Si cela avait 
ete une autre, ce serait mal vu. On a chante avec Takis. II pleuvait et on est alle dans la cour de la 
Mairie. 

Q. : Quelles chansons avez-vous chantees? 
R. : Diverses chansons « laiques » (chansons d'auteurs grecs, une evolution du« rebetiko ») et 

des chansons « demotiques » (traditionnelles). A tout ce que chantait Takis, on l'accompagnait. Parce 
qu'il est aveugle et elle (Maria) aussi, ils avaient une relation. 

20. Q. : Devient-on chanteur par soi-meme ou est-on destine ă cela des sa naissance? 
R. : 0n ne peut pas irnposer ă quelqu'un de le devenir. 

2 l. Q. : Le chanteur se sent-il dans une position sociale privilegiee ? 
R. : Un peu oui. 
Q. : Est-ii particulierement respecte par la comrnunaute? 
R. : <;a aussi un peu. 

22. Q. : Quelle est l'attitude des auditeurs vis-ă-vis du chant? 
R. : Ils frappent dans Ies mains, ils se plaisent, ils participent parce qu'ils connaissent Ies 

chants. Ici la plupart aiment le chant (ils sont « fIBpatlit~ »). Autrefois c'etait tres intense(« y1.v6-tav 
-ro (J(J)at: »), ii y avait beaucoup de festins ă Ierissos. Mais peu ă peu ils ont disparu. Les gens avec des 
soucis, des problemes, la vie a evolue differemment, ils s'interessent ă qui va construire la plus grande 
maison, qui va la meubler, au stress. La plupart vivent dans le stress. Moi depuis que je me suis fiancee 
et quej'ai epouse Christos, on me dit:« voisine, on t'a pas entendu chanter ». Avantje chantais tout le 
temps, je ne m'arretais pas de chanter. Et depuis que j'ai epouse Christos, j'ai Ies levres fermees 
(« tlet.00crr6µiacra »). De temps en temps, quand on a du monde, je chante, mais avant je chantais 
seule aussi. Le quartier disait: « le rossignol de nouveau, vas-y petit rossignol encore ». Je n'arretais 
pas. Maintenant des problemes. Un souci de ce cote-ci, du stress de l'autre, ailleurs encore: « un tel a 
dit cela», j'ai afrronte egalement beaucoup de la part des parents. Mes beaux-parents ne voulaient pas 
de moi. Ils ne sont pas venus aux fian1ţailles, au mariage non plus. Je me suis mariee et personne n'est 
venu. Ma belle-mere est morte sans mettre le piedici. Et tout Iţa m'a chagrinee et me chagrine encore. 
Puis tous Ies problemes que j 'ai eus ii y a sept-huit ans ă cause de cela. Des chagrins par ci, par lă et la 
vie devient difficile. 

Q. : Les chansons, tu Ies as apprises en imitant tes parents? 
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R. : En ecoutant et parce que j'avais envie (« meraki »). le Ies aimais, j'aime enormement Ies 
chansons. 

Q. : M. Marinos enseigne Ies chansons a la chorale. Comment ya se passe ? 
R. : Yiannis Marinos est l'assistant (« tsiraki ») de Yiannis Tsirigotis. II y a certaines femmes, 

comme moi. qui ont suivi l'enseignement de Tsirigotis. De Yiannis Marinos on n'a rien appris, aucun 
nouvel element et aucune nouvelle chanson. Tout ce que j'ai appris - parce qu'autrefois on creait 
meme des representations theâtrales avec Tsirigotis. 0n etait alle a Thessalonique, meme au lycee on 
avait enseigne la danse a Stratoni (village pres de Ierissos sur la cote de Chalcidique). [On donnait] des 
representations theâtrales ou venait la bande du 3° corps de I' Arrnee de Thessalonique et on nous 
felicitait - je le dois a Tsirigotis. Et maintenant l'autre chorale (de l'autre paroisse de Ierissos) c'est 
Tsirigotis qui la dirige. 

Q. : Cornment enseigne-t-il? Avec des partitions? 
R. : En pratique, mais par des notes. Parce qu'il etait de gauche, une partie des gens l'avaient 

isole, tandis que tout le monde adrnettait qu'il etait l'hornme le plus talentueux du village. Metallikos 
l'a felicite et ceux qui connaissent la musique, la danse et tout. II aime la musique (« EX,Et to µEp«Kt 

µtaa ») et ii nous montrait Ies notes avec des dessins : la, mi, des choses comme va, des choses 
pratiques et il joue d'un instrument (violon, etc.). C'est un homme a plusieurs talents. II n'a qu'un 
diplome d'ecole primaire, mais c'est un hornme avec qui, meme ceux qui sont alles a l'Universite, 
n'arrivent pas a se comparer: il s'occupe de politique, de questions sociales, de tout. II nous a pris des 
notre jeune âge - moi, j'ai cornmence a 18 ans etj'ai aujourd'hui plus de 50 ans - et ii nous a beaucoup 
enseigne. II nous a arrange notre vie. le parte de moi maintenant, qu'il nous avait pendant des annees. 
Et tout le monde a a dire. II a plutât 78 ans. Il est âge, mais ii a le courage et ii a rassemble la paroisse 
de ce câte-la - parce que Yiannis Marinos a celle de notre cote. Mon envie (« µEp«Kt ») c'est d'aller 
chez Tsirigotis. II a rassemble toutes celles qui n'avaient aucun rapport avec le chant et ii a cree une 
chorale. Des fernmes âgees. ll a du talent. 

Q. : Cornment vous montrait-il Ies notes? Cornme dans la musique europeenne? 
R. : le ne sais pas comment c'est dans la musique europeenne. II nous donnait un papier qui 

avait la chanson en dessin. Comme par exemple « de la neige sur le docher» (« x_l.6vta ato 
Kaµxavapt6 », chanson de Noel d'auteur, tres connue en Grece, meme par Ies enfants). J'ai encore ce 
papier. (Elle apporte le papier. La musique est figuree cornme une echelle montante et descendante ou 
chaque etape est une note). 

le suis membre de l'association des femmes et de l'association pour l'environnement ou nous 
organisons diverses manifestations et avons diverses activites. 

Avec l'association pour l'environnement, on a modifie l'espace de la plage. 0n a beaucoup 
travaille. 

Avec l'association des femmes, on organise beaucoup de manifestations. Tout d'abord, on 
organise le carnaval. C'est nous qui l'avons cornmence. 0n organise un carnaval pour enfants, ou Ies 
enfants vont au cafe. On fait du theâtre pour enfants. C'est nous qui avons impose le festival du 8 
septembre (qui s'etait eteint depuis des annees) avec un repas et des donations de notre part. 0n fait 
beaucoup de manifestations. Les N.E.A.E. (Comites regionaux d'education populaire) viennent et 
montrent divers metiers aux gens, a ceux qui veulent apprendre (la couture, le tricot a la machine, le 
tissage, la fabrication de faux-bijoux, etc.). Mais nous ne sommes pas financees. On a envoye au 
Ministere de la Culture une demande de financement et ils ont dit qu'ils donneraient quelque chose (Tu 
dois remplir certaines conditions pour etre finance). Le village ne participe pas, le maire non plus. II 
n'aide pas. A l'association des femmes 90 a 100 personnes s'etaient inscrites au depart. 
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A l'association pour l'environnement, nous sommes â peu pres 50 personnes. Et ii y a encore 
une association, la TI.O.N. (de la Nouvelle Democratie, le principal parti de droite en Grece). c'est-a
dire l'Organisation Panhellenique de la Femme au Foyer. 

L'association des femmes a ete fondee en 1985, celle pour l'environnement en 1991. On a 
plante des fleurs et des palmiers sur toute la plage, etc. On a beaucoup travaille, de la nuit jusgu' a la 
nuit. 

L'association pour l'environnement comprend aussi des hommes gui participent. Mais pour le 
travail, nous y allons nous-memes, toujours Ies memes, entre nous, environ 12 personnes et souvent on 
est reste 4 â 6 personnes. On a fait des donations aussi, on a donne de l'argent â des farnilles pauvres et 
aux eglises on a donne de l'argent pour le chauffage central, beaucoup de donations et de îetes, des 
manifestations diverses. Comme la fete de la femme, au nouvel an la galette des rois, le carnaval avec 
des cadeaux, des offrandes, etc. 

Q. : Steryios Gadzonis ( excellent chanteur mort en 1986) ... 
R. : II chantait bien et ii avait aussi du courage. II aimait le chant et ii combinait la musigue 

byzantine a l'eglise (ou ii chantait) et le chant traditionnel. 
Q. : Ces chansons resteront-elles aux generations suivantes? 
R. : C'est ce gu'on dit. Les jeunes ne font rien pour maintenir la tradition. La jeunesse ici ne 

vient ni aux chansons, ni ailleurs. Elle ne participe pas. C'est nous gui rnaintenons tout ~a encore. 
Quand notre generation partira, je crois que ... Nous avons le « µEpcin ». Maintenant la jeunesse ne 
vient pas. Etje crois gue petit a petit la tradition s'eteint. Et nous avons une grande tradition dans notre 
village. C'est dommage qu'elle se perde. 

Maintenant un certain Papadopoulos vient de Kavala (port de la Macedoine grecgue de l'Est, 
capitale regionale) pour diriger la chorale modeme. II nous enseigne des chansons « lai:gues » 
(populaires), des cantades anciennes et des chansons modemes, de tres belles chansons. 

Une femme archeologue etait aussi venue parler des trouvailles faites dans l'ancienne cite 
d' Akanthos (viile grecgue ancienne situee sur l'emplacement du village actuel de Ierissos). Elle a 
projete un film documentaire sur Ies trouvailles d'aujourd'hui et nous a expligue tout ce gui a ete 
trouve â Ierissos. Ils ont envoye Ies monuments â Polygyros (capitale de Chalcidigue) et 
Thessalonigue. Parce gu'ici nous n'avons pas de musee pour Ies abriter. 0n a decide de faire â ce 
moment-la la premiere apparition de la chorale de Papadopoulos. Mais M. Papadopoulos est tombe 
malade et la manifestation n'a pas eu lieu. Cette archeologue a fait des etudes â l'etranger et elle a une 
chaire de professeur â Thessalonigue. II y a beaucoup d'antiguites, d'objets anciens et tres beaux dans 
l'ancienne Akanthos, dans le village ancien et ici. Ici on a trouve des bijoux (des bagues, des colliers) 
tout en or. Elle nous a montre tout cela. Des trouvailles qui se rapportent â Alexandre le Grand, 
certaines pieces liees â l'histoire .... , beaucoup de choses. Tout cet espace est plein de monuments 
anciens. Un site archeologique. Seulement on n'a pas de musee et tout a ete pris par Thessalonique et 
Polygyros. 

Q. : Est-ii envisage de creer un musee? 
R. : Quand Tsirigotis etait conseiller municipal dans le passe, ii avait commence une tentative 

et ii avait ete propose un lieu. Mais guand cela se fera, on ne sait pas. 0n ne donne pas d'argent â 
Ierissos. 

3. Maria Kalaitzi (F., environ 60 ans) 
l. Q.: Qu'est-ce gue la musique pour vous? Qu'est-ce gue necessite le son pour devenir 

musigue? 
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R. : Musique et chant viennent de l'interieur, de l'âme. le ne peux pas l'exprimer par des mots. 
le ne peux que chanter. 

2. Q. : La musique provient-elle toujours des etres humains ou peut-on considerer comme de la 
musique d'autres sons, comme par exemple le chant des oiseaux, le bruit du vent qui souffle? 

R. : La musique provient des etres humains. Le chant des oiseaux n'est pas de la musique. 

3. Q. : Le si.fflement est-ii de la musique? 
R. : Non, le sifflement n'est pas de la musique. 

4. Q. : Le talent appartient-il plutot a certaines personnes ou est-ii partage entre tous Ies 
membres de la cornrnunaute ? 

R. : Le talent est spontane. ll appartient a certaines personnes, mais a Ierissos la plupart des 
habitants ont de belles voix. 

Q. : Le talent peut-il etre hereditaire? 
R. : Quand Ies parents chantent, c;:a peut devenir hereditaire. Mais ii y a des enfants qui 

n' apprennent pas de leurs parents qui chantent. 

5. Q. : Quelle importance a le chant? Qu'offre-t-il a l'etre humain? 
R. : Le chant est un bijou (« mo11.iot ») valeureux. II offre de lajoie a celui qui chante et â celui 

qui ecoute. 

6. Q. : Quelle est la participation sociale au chant ? En dehors du 3e jour de Pâques y a-t-il 
d'autres îetes semblables dans l'annee? 

R. : Autrefois, avant 1940, dans les festins on revetait des costumes traditionnels tres beaux et 
on se divertissait beaucoup en ecoutant et chantant des chansons. 

7. Q. : Combien de membres doit avoir une bonne chorale ? 
R. : Autour de dix. 

8. Q. : La musique provient-elle de l'homme, de Dieu, d'emprunts d'autres regions? 
R. : Le chant provient des hommes. C' est une creation purement humaine. 

9. Q. : Le chant cree-t-il et exprime-t-il des sentiments? 
R. : Oui, le chant cree et exprime Ies sentiments. 

10. Q. : Pourquoi Ies hommes chantent-ils? 
R. : Les hommes chantent pour se rejouir. 

11. Q. : Est-îl possible qu'une chanson appartienne â une personne particuliere? C'est-â-dire 
qu'elle soit chantee uniquement par celte personne? Ou bien les chansons appartiennent-elles a toute la 
communaute ? 

R. : Les chansons appartiennent â toute la communaute et pas â des personnes particulieres ou 
â des groupes. 

12. Q. : Quand vous chantez employez-vous une voix tendue ou relâchee? 
R. : Ma voix n'est pas tendue. 

https://biblioteca-digitala.ro / https://www.acadsudest.ro



70 

13. Q. : Employez-vous beaucoup les melismes (« tsakismata ») dans les chansons? 
R. : Beaucoup. Mais a la chorale du village, il ne sont pas toujours bien synchronises dans Ies 

« tsakismata ». 

14. Q. : Connaissez-vous un chanteur qui utilise une voix rauque dans son chant? 
R. : Moi personnellementje m'utilise pas de voix rauque. 

15. Q. : Votre corps se tient-il dans une position particuliere quand vous chantez? Avez-vous 
une position qui facilite le chant ? 

R. : Jene prends pas de position particuliere quandje chante. 
Q. : Exprimez-vous quelque chose avec des contractions du visage ? 
R. : Non, pas particulierement. 

16. Q.: Qu'est-ce qu'un « bon chanteur »? De quoi doit etre dotee sa voix? 
R. : Un bon chanteur est celui qui a une belle voix, qui chante bien Ies « tsakismata » 

(melismes). 

17. Q. : Le chanteur, en tant que personnalite, doit-il disposer de caracteristiques particulieres? 
Par exemple de la confiance en soi, du courage ? 

R. : Le chanteur doit avoir du courage. 

18. Q.: Les chanteurs constituent-ils un groupe a part dans la communaute? 
R. : En dehors de la chorale, ils ne constituent pas de groupe a part. 

19. Q.: Quelques-uns d'entre eux peuvent-ils etre consideres comme des professionnels? 
R. : Les chanteurs ne sont pas des professionnels. lls ne sont pas remuneres. 

[L'entretien a eu lieu chez une voisine de Maria Kalaitzi qui s'appelle Katerina Pagoni. Le fils 
de K. Pagoni (environ 40 ans) nous a dit qu'autrefois Ies chanteurs recevaient malgre tout une sorte de 
remuneration sous forme de cadeau, par exemple une chevre a manger que les chanteurs partageaient 
avec les instrumentistes). 

20. Q. : Le role de chanteur est-ii attribue par la communaute ou bien s'acquiert-il par soi
meme avec son chant ? 

R. : 0n devient chanteur par sa propre volonte, il suffit d'avoir du talent. A Ierissos, tout le 
monde a une belle voix, c'est pour ~a qu'ils participent aux manifestations musicales du village. 

21. Q. : Y a-t-il quelque chose de particulier dans le comportement de tous les jours du 
chanteur compare au reste de la communaute ? 

R. : Il n'y a rien de particulier dans le comportement des chanteurs. Ils sont comme tout le 
monde. 

Q. : Y a-t-il des choses permises au chanteur qui ne le sont pas aux autres villageois ? 
R. : II n'y a pas d'elements dans le comportement des chanteurs qui seraient interdits aux 

autres villageois. 

22. Q. : En tant que chanteuse, vous sentez-vous en position sociale privilegiee, c'est-a-dire 
vous montre-t-on plus de reconnaissance, de respect, etc. ? 

R. : Le chanteur n'a pas de position privilegiee. 
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[Cet entretien est incomplet car la chanteuse a montre une certaine reserve dans ses reponses 
aux questions. D'autre part, elle a refuse d'etre enregistree.] 

4. Melia Strouni (F, environ 50 ans) 
l. Q. : Qu'est-ce qui distingue la musique des autres sons? En quoi la musique differe-t-elle 

des autres sons ? Autrement dit de quoi doit disposer le son pour etre de la musique ? 
R. : De la melodie, surtout de la melodie. Si on dit quelque chose avec des paroles, c' est tres 

simple, tandis que quand ii y a une melodie, c;:a devient musical, plus sonore, plus beau. 

2. Q. : La musique provient-elle toujours des etres humains ou bien d'autres sons (le chant des 
oiseaux par exemple) sont-ils egalement de la musique? 

R. : Cette beaute, la musique l'a prise au chant des oiseaux, ă l'espace naturel ou alors ă 
l'homme qui voulait remercier Dieu. ll a commence par des paroles et a fait de la musique ensuite. 
Moi, je vais tres souvent ă l'eglise etje m'occupe de lectures, j'aide Ies pretres quand Ies chantres sont 
absents, en amateur bien sur, et je crois qu 'une piece quand je la recite, c 'est different que lorsque je la 
chante. Quand je chante, c'est comme si je m'approchais de Dieu, comme si ma priere s'entendait 
davantage. En tant que personne, j'accorde beaucoup d'importance ăla musique, je l'aime beaucoup et 
jc crois que situ fais de la musique - meme dans un groupe d'amis - quand tu veux leur faire plaisir, si 
tu dis quelques chose avec des paroles, c'est tres simple, tandis que situ le dis en chantant, tu as une 
meilleure sonorite, celui qui ecoute y prend davantage de plaisir, quelque chose comme c;:a. 

Q. : Le chant des oiseaux par lui-meme est-ii de la musique ? 
R.: Certainement. Moij'ai un serin ici et souventje m'asseois etje m'en rejouis. Je crois que 

quand ii est content, quand il estjoyeux, tranquille, son chant est plus beau, plus riche, plus melodieux. 
Quand il est irrite, si un enfant vient ici et qu'il s'en occupe, lui fait peur, ii ne chante plus de la meme 
fac;:on que quand ii est tranquille, rassasie, ou bien si jamais j'oublie de le nourrir, ii chante 
differemment quand il est content et c'est comme s'il voulait me remercier. <;a [le chant] vient de 
l'interieur. 

3. Q. : Le sifllement est-ii de la musique? 
R. : Je crois. Souvent quandje veux dire une chanson et queje ne peux la dire ă l'aide de mots, 

je siffle. 

4. Q. : Le «talent» appartient-il ă certaines personnes ou bien est-ii partage par tous Ies 
membres de la communaute ? 

R. : Certaines personnes ont vraiment du talent pour la musique. Tout le monde n'en a pas. 
Nous, nous sommes cinq freres et soeurs, quatre d'entre nous avons de belles voix. L'un meilleur que 
l'autre. L'un de nos freres ne peut pas chanter. Par consequent [la musique] c'est du talent. Bien qu'il 
[ce frere] ait vecu dans une familie ou Ies parents, ma mere notamment, chantaient beaucoup. J'avais ă 
Ierissos une grand-mere qui avait une belle voix et habitait sur une colline avant le tremblement de 
terre en 1932 et on disait que quand elle tissait et chantait, on se mettait ă l'ecouter. Sa voix etait 
tellement belle et ils [sa familie] ont herite leur talent d'elle. Malgre le fait que ma mere chantait et que 
nous chantions toujours, l'un de nos freres ne pouvait pas. Les autres nous chantons et meme bien. 
Notre chant est de qualite. Et nous sommes tous passes par la chorale de Ierissos. Maintenant nous 
sommes quatre de la familie ăla chorale. J'ai l'impression que la musique c'est vraiment du talent. II 
n' est pas partage par tout le monde. 

Q. : Vous habitez tous ă Ierissos? 
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R. : L 'une de mes soeurs qui chantait mieux que nous tous est ă Kilkis (petite viile au nord de 
Thessalonique). 

Q. : C'est Vangclia? 
R. : Oui. Elle c'etait autre chose. Une voix qu'on aurait dit divine. Une tres belle voix. 
Q. : Maintenant elle chante? 
R. : Elle est dans la chorale de Kilkis, dans la grande chorale de Kilkis, elle est soprano, elle 

chante aussi quand on se rassemble ă I' occasion de fetes familiales, ă tout ya. Et quand elle est ă la 
maison seule - parce que la plupart du temps, elle vit seule, ses enfants sont partis - elle murmure 
doucement, elle chante. Nous n'allumons pas la television ou la radio, nous chantons seules et 
particulierement Ies chansons de notre village. Nous Ies chantons beaucoup, c'est pour cela que je les 
connais toutes. D 'autre part j 'ai eu la chance d' avoir une voisine tres âgee, veuve pendant des annees, 
elle chantait merveilleusement Ies chansons traditionnelles de Ierissos, c'etait quelque chose de 
different d'aujourd'hui - parce que nous, nous sommes un peu influences par la musique modeme, 
nous avons un peu modifie la chanson traditionnelle originale- elle chantait tellement bien qu'il n'y 
avait pas dejour queje n'ai ecoutee cette femme chanter dix fois etj'ai appris Ies chansons, surtout par 
son intermediaire. Je connais presque toutes Ies chansons de Ierissos, pas entieres, maisje connais l'air 
de presque toutes. Je ne connais peut-etre pas toutes Ies paroles, mais les airs des chansons, je Ies 
connats. 

Q. : Le talent est-il hereditaire parfois? 
R. : Oui, j'ai l'impression que oui. Parce que nous, d'apres ce qu'on nous dit-je n'ai pas moi

meme connu ma grand-mere - nous avons herite d'elle. Et encore plus loin. une autre grand-mere 
chantait tellement, mais tellement bien. Et nous avons herite d'elle. Qu'un individu chante bien est 
hereditaire. 

5. Q. : Quelle est l'importance du chant? Qu'offre-t-il au chanteur et â la communaute? 
R. : Je chante souvent quand je suis triste. Je trouve que c'est une issue, une fuite, jene sais 

comment le dire, l'exprimer par des mots, une detente. Je chante souvent de joie [aussi]. Mais pour 
celui qui ecoute, si je passe dans un quartier et que j'entends quelqu'un chanter une chanson 
quelconque, je pourrais rester ă l'ecouter. Je m'en rejouis, j'aime cela. Tu oublies tes problemes, ya 
t'offre beaucoup de belles choses. 

6. Q. : La participation sociale au chant est-elle importante ă Ierissos ? 
R. : Autrefois elle etait massive. Maintenant la jeunesse ne chante pas malheureusement. Elle 

est isolee avec Ies chansons modemes, elle ecoute bien sur de la musique et beaucoup de musique 
etrangere, etje dis cela avec grand chagrin, parce quej'ai deux enfants: mon :fils particulierement: ii a 
etudie la musique byzantine pendant quatre ans, et je regrette de le dire : je n'ai pas pu le faire 
continuer. II prefere ecouter en quelque sorte la chanson modeme, la musique modeme etrangere, 
plutot que les chansons traditionnelles ou Ies chansons d'auteur grecques. La jeunesse 
malheureusement non. D'abord Ies enfants ne savent pas chanter. Chez moi, mon fils a une tres belle 
voix. Et ma fille aussi. Ils ont de la voix parce que souvent quand ils chantonnent quelque chose, je 
constate qu'ils ont de la voix. Mais lajeunesse ne chante pas, ils ne savent rien du tout. 

Moi, j'ai berce mes enfants et quand ils ont grandi, je leur chantais des chansons pour qu'ils 
apprennent plus. Malheureusement ils ne savent rien dire. Et tres peu de gens sont restes qui, reconnus, 
continuent. Dans notre chorale, nous avons une seule fille pour la chanson traditionnelle, une seule. 

Q.: Quel est son nom? 
R. : Elle s'appelle Helene Karamaniola. 
Q. : Elle chante des chansons « de table» aussi ou seulement de danse? 
R. : Jene l'ai pas entendu chanter des chansons « de table», mais elle vient ăla chorale. 
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Q. : En dehors du 3° jour de Pâques et du 8 septembre, y a-t-il d'autres fetes analogues dans 
l'annee? 

R. : Concemant le 8 septembre, c'est depuis tres peu que celle fete est organisee. Autrefois. 
elle n'existait pas. Elle est fetee depuis cinq ansă peu pres. II est probable que tu entendes, d'autre part, 
des chansons [traditionnelles] aux mariages el aux funerailles aussi, ou on entend toutes Ies chansons 
anc1ennes. 

0n a arrete de chanter aux mariages et cela parce que Ies chansons de mariage sont un peu 
plaintives, pas joyeuses et on Ies evite pour celle raison. II y a maintenant des mariages ou on Ies evite. 
Les gens preferent une chanson modeme plutot que nos propres chansons. Le seul cas ou tu peux 
ecouter une chanson [traditionnelle], c'est aux funerailles. Et parfois lors d'llll festin familial, mais 
ceux-lă aussi se rarifient maintenant. 

Q. : La fete du prophete Helias ? 
R. : A la fete du prophete Helias, la non plus. Nous, la chorale de Ierissos et Monsieur 

[Yiannis] Marinos, avons commence ă chanter deux ou trois chansons, \:a a marche une ou deux annees 
et, apres, \:a s'est arrete parce qu'on n'entendait rien ă cause de la grande foule et du bruit. Le jour 
d'apres, lorsque Ies choses sont plus calmes et qu'on pourrait faire quelque chose, Ies gens ne viennent 
pas, ii viennent seulement le matin pour se promener. Malheureusement Ie lendemain ii y a peu de 
monde et on ne chante pas. S'il y a un grand groupe d'amis et qu'ils restent le soir pour manger 
quelque chose, ils peuvent chanter une chanson, mais c'est tres rare. 

7. Q. : Combien de membres doit avoir une bonne chorale ? 
R. : Plus Ies membres sont nombreux, mieux c'est pour la chorale. Mais meme avec peu de 

membres, quand ils ont de belles voix et qu'ils sont synchronises, le resultat est bon. Meme si tu 
entends une seule personne qui chante juste, qui chante la chanson avec une belle voix, meme cela 
c' est tres bien. Mais plus Ies gens qui connaissent la chanson et chantent synchronises sont nombreux, 
plus c'est beau. Nous, au depart, nous etions trois honunes et trois filles et le resultat etait bon. Mais 
plus Ies participants sont nombreux et que tu as un equipement convenable pour que Ies voix 
s'entendent, plus c'est beau. Que tous se synchronisent, qu'ils connaissent la chanson et qu'ils aient des 
resultats. 

Q. : Depuis combien d'annees y a-t-il une chorale ici, ă Ierissos? 
R. : Depuis de nombreuses annees, vraiment depuis longtemps. Au depart, l' organisateur doit 

avoir ete le beau-pere de M. Marinos, M. Koutsoyiorgis (Nicolas Koutsoyiorgis). Si je ne me trompe 
pas, parce que j'etais petite, ii y avait aussi M. Tsirigotis, rnais celui qui a garde la tradition par tous Ies 
moyens possibles, c'est M. [Yiannis] Marinos. Ila lulle et ii a conserve ce qu'il a conserve et on 
l'entend encore aujourd'hui. Si ce n'avait pasete lui, j'ai l'impression que nous ne connaîtrions rien. 

8. Q. : Quelles sont les origines du chant? Provient-il de Dieu, de l'honune, d'autres regions 
de Grece d' ou les chansons sont empruntees ? 

R. : Nos chansons sont purement Ierissiotes. Beaucoup d'endroits de la Grece, de villages et de 
capitales regionales nous en ont prises. Concretement, si vous aliez ă Serres (viile de la Macedoine 
grecque de l'Est, capitale regionale), vous verrez que certaines chansons ressemblent beaucoup [aux 
chansons de Ierissos]. Parce que des travailleuses d'ici sont allees par le passe travailler dans Ies 
plantations de tabac, quand il n'y avait pas de travail ici, et qu'elles chantaient. Eux [Ies habitants de 
Serres) ont pris Ies chansons, ils les ont gardees et se sont occupes du chant ; ils Ies ecoutaient comme 
si c'etait les leurs, alors qu'elles ne le sont pas, elles sont purement ierissiotes. Les Ierissiotes avaient 
cree les paroles et la musique, ils avaient du talent depuis toujours. 

Q. : Et l'inspiration? 
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R. : L'inspiration est divine. C'est Dieu qui donne l'esprit. Jene crois pas que l'homme ait le 
pouvoir de creer une telle chose. Je crois fortement que c'est Dieu qui t'illumine pour creer une telle 
chose. N'importe qui ne peut pas creer une chanson,je crois que c'est une inspiration de Dieu. 

9. Q. : Le chant cree-t-il et exprime-t-il des sentiments par rapport au chanteur et aux 
auditeurs? 

R. : Oui, oui. Certainement. Beaucoup. 
Q. : Qu'eprouve le chanteur quand ii chante? 
R. : Je le prendrai de mon cote ! Quand je commence une chanson, tout de suite je me dis gue 

celui gui l'a ecrite avait r~u, en cadeau de Dieu, une grande sagesse et qu'au moment de la creation, ii 
vivait guelgue chose de semblable a ce gue je vis moi-meme. Emotionnellement la piece semble sortir 
de ma vie. Elle m'exprime. Ou guand je suis joyeuse ou triste, et gue je chante, mes sentiments 
s 'accordent a ceux de la chanson. 

Q. : Est-ii possible gue ces sentiments soient contradictoires? C'est-a-dire gue, meme si la 
chanson est triste, le fait de chanter procure de la joie ? 

R. : II y a des chansons gui procurent de lajoie a celui gui est triste. II oublie la douleur. II yen 
a gui sont comme ~a. Souvent si je chante une chanson gaie, elle me met de bonne humeur. <;a peut 
arriver. 

1 O. Q. : Pourquoi les gens chantent-ils ? 
R. : Souvent tu chantes de joie, pour exprimer ta joie. D'autres fois au contraire, guand tu te 

sens seule, en chantant, tu crois avoir guelgu'un a tes cotes gui t'assiste. II y a beaucoup de raisons 
pour lesguelles on a des sentiments guand on chante ... Moi, guand je suis triste, je chante et ~a me 
console. Ou bien, quandje suis gaie, je crois gue je partage majoie avec d'autres. Et Ies gens doivent 
chanter a toute occasion. C' est tres beau. 

1 l. Q. : Est-ii possible gu'une chanson appartienne a une personne particuliere, gu'elle soit 
chantee par une personne particuliere ? Ou bien les chansons appartiennent-elles a toute la 
communaute ? 

R. : A tout le monde. Toutes Ies chansons, guand tu as de la voix ou guand tu t'entraînes, tu 
commences a Ies chanter petit a petit et, meme situ n'as pas une belle voix, peu a peu tu apprends [les 
chansons]. II se peut que ~a ne soit pas aussi «sonore»(« aJCoucrruc6 »), aussi beau, mais c'est quelque 
chose, c' est bon. 

12. Q. : Quand vous chantez, employez-vous une voix tendue ou detendue ? 
R. : <;a depend de l'environnement. Quand je suis dans un groupe, on chantera plus 

intensement pour gue cela s'entende mieux. Quand je suis seule, je chante comme si c'etait une 
berceuse. Le chant, comment le diras-tu, depend de la situation dans laguelle tu es. Ou dans une 
chorale, ~a doit etre plus fort pour que ~a s'entende. <;a depend du nombre de personnes. Quand ii yen 
a beaucoup, tu chantes moins fort. Je crois gue moins tu chantes fort, mieux cela s'entend. Quand tu 
cries tu rends la chanson rude, ~ n'a pas la bonne sonorite gu'a le chant guand tu chantes 
« normalement ». 

13. Q. : Est-ce gue vous employez frequemment Ies melismes (« tsakismata ») dans votre 
chant? 

R. : Dans Ies chansons de Ierissos, oui. Elles doivent etre chantees avec des « tsakismata », 
autrement ce n'est pas possible. Si tu prends une chanson « de table» de Ierissos, tu dois faire des 
« tsakismata ». Parce gue Ies chansons « de table» sont des chansons lentes. Si tu ne fais pas Ies 
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« spassimata » (= « tsakismata »), ~a n'a pas une belle sonorite. Oui, c'est sur que Ies chansons « de 
table» de Ierissos ont des « tsakismata ». En chorale, tu chanteras de maniere syllabique (« KO(j)'tCl ») 
pour que ~a sonne bien. Ou tout le monde ne peut pas faire Ies memes melismes. Ies memes 
« tsakismata » que contient la chanson. En chorale tu cbantes la chanson plus uniformement, tandis que 
quand tu chantes seul, tu feras ses « tsakismata » pour que ~a sonne agreablement. 

14. Q.: Est-ce que la voix « rauque » est employee par certaines? 
R. : J'ai l'impression que plus la voix est claire, plus le chant est cristallin. Mais tu peux 

entendre aussi une voix rauque et aimer cela ; meme dans ce cas ~ peut etre chante de belle maniere. 

15. Q. : Quand vous chantez y a-t-il une position du corps qui vous convient mieux? 
R. : J'ai l'impression que tu chantes bien une chanson quand tu es calme et assise. Mais tu 

peux aussi chanter debout. 
Q. : La position debout avec Ies mains dans le dos que vous employez a la chorale vous 

convient-elle ? 
R. : Certainement, oui. De cette maniere, la voix sort plus facilement. Maintenant cela depend 

de chacun. Ce n'est pas que la voix sort mieux ainsi, c'est simplement une position de chorale, de sorte 
que tous aient la meme position. Tandis que quand tu chantes seule la chanson comme tu veux, tu es 
assise. Mais je crois que la meilleure position, c'est assise et calme. Et quand la chanson te vient 
spontanement, et non pas de force. Si on te force, tu ne cbanteras pas aussi bien que si tu chantes 
spontanement de ta propre volonte au moment ou tu en as envie. 

Q. : Contractez-vous votre visage en chantant, de maniere a exprimer quelque chose? 
R. : Certainement, en chantant tu contractes souvent ton visage, meme sans raison particuliere, 

cela vient spontanement. 
Q. : Du sourire? 
R. : Quand la cbanson est gaie, certainement oui. Tu la chantes gaiement et en souriant. Mais 

quand tu dois exprimer des sentiments desagreables, comme a des funerailles, tu ne peux pas sourire 
parce que Ies paroles t'inspirent du cbagrin et la situation aussi. 

16. Q. : Qui peut-on considerer comme un bon chanteur? Avec quels criteres juge-t-on une 
belle voix? 

R. : II faut que ce soit vraiment une belle voix et que la persoane connaisse la chanson, et 
surtout qu 'elle aime le chant pour pouvoir bien chanter. Quand tu le fais en te for~t, ~a ne sort pas 
meme situ as une belle voix. Quand ii y a un mariage, situ participes a lajoie de la familie des maries, 
tu chanteras beaucoup mieux, tandis que si tu chantes en etant jalouse de ce gui se passe, tu ne 
chanteras pas bien. Ainsi meme la voix perdra de sa qualite. Avant tout, c'est la voix, avoir de la voix 
pour chanter. Et connaître un peu la musique, alors tu pourras chanter encore mieux, mais nous ici, 
nous n'avons pas de telles possibilites, nous sommes des amateurs. 

Q. : Le nombre de chansons qu'on connaît ou la bonne memoire des paroles sont-ils des 
criteres pour considerer qu'un chanteur est un bon chanteur? 

R. : Je crois qu 'un bon chanteur doit connaître Ies chansons. Parce que quand tu aimes Ies 
chants tu Ies apprends aussi. Moi par exemple, je connais toutes Ies chansons de Ierissos. II n'y a pas de 
paroles que je ne connaisse pas. Je sais comment commencer et finir une chanson et de nombreuses 
chansons. Parce que j'aime le cbant, je l'aime beaucoup. De toute ma vie, jene me rappelle pas avoir 
allurne la radio ou la television. Quelle que soit mon occupation, je chante, je m 'asseois pour broder et 
je chante, je fais le menage, je chante une chanson. Une chanson que j 'ai entendu chantee par une 
femme âgee. Petit a petit : au depart je ne la sais pas, je ne peux pas faire Ies melismes ( « tsakismata » ), 
je ne peux pas apprendre tous Ies details d'une chanson quand je l'ecoute pour la premiere fois, mais 
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peu a peu j'arriverai a la dire comme ii faut. Si tu ne t'en occupes pas, tu ne la connaîtras pas. tu ne 
I' apprendras jamais. 

17. Q. : Pour etre chanteur, faut-il avoir une personnalite particuliere? Quelle doit etre la 
personnalite du chanteur ? 

R. : Jene crois pas qu'il faille une personnalite particuliere pour etre chanteur. 
Q. : Par exemple avoir de la confiance en soi, du courage ? 
R. : Du courage certainement. Du courage et de la patience pour ce que tu dois apprendre. Si tu 

n'insistes pas et que tu ne travailles pas un peu sur ce que tu as entendu, tu ne peux pas avoir des 
resultats. Bien sur, de la patience et du courage avant tout. Si tu n'as pas de courage, tu ne peux pas 
chanter. 

18. Q. : Le chanteur est-ii un expert? 
R. : Non. Tu es un expert si tu deviens professionnel. Mais l'amateur, comme nous, je ne crois 

pas qu'il soit un expert. 

19. Q. : Les chanteurs ici a Ierissos constituent-ils un groupe a part ? 
R. : Non. Presque tous Ies Ierissiotes chantent. Pour ne pas dire 99 %, mais disons 95 % de la 

population ici a Ierissos chante. Autrefois c'etait davantage. Presque tous. Qu'ils aient de la voix ou 
qu'ils n'en aient pas, Ies gens chantaient. 0n entendait des chansons partout. <;a se perd petit a petit. 
Mais on ne peut pas ne pas dire que Ierissos a de belles voix; enormement. D'ou 1ra vient, on ne peut 
pas comprendre. Autrefois on disait que c'etait l'eau, que l'eau que nous avans ici nous fait avoir de 
belles voix. Mais 1ţa ne doit pas etre cela. C'est autre chose. Peut-etre parce qu'autrefois, nous 
chantions de pere en fils, parce que je crois qu 'en chantant, tu deviens chanteur. Si tu ne chantes pas, tu 
ne le deviendras jamais. En tout cas, Ierissos a de belles voix. Parce que dans tous Ies endroits ou nous 
somrnes alles avec la chorale... - dernierement qu' on a cree une grande chorale, une chorale 
municipale avec beaucoup de membres et un maître reconnu, M. Papadopoulos -, il dit que Ies voix de 
Ierissos se distinguent de toutes Ies chorales qu'il organise (a Kavala, Stratoni et beaucoup d'autres 
villages) et que nous apprenons tres vite. En particulier a propos d'une certaine chanson que nous 
avans apprise et que nous etions prets a chanter en public en une semaine, on dit qu' a Stratoni, apres 
avoir travaille dessus pendant un an, ils ne pouvaient toujours pas la chanter. Par consequent, ii y a 
quelque chose de special dans Ies voix de Ierissos et chez Ies gens : ils ont une oreille plus musicale, je 
ne sais pas. 

20. Q. : Y a-t-il des professionnels a Ierissos ? 
R. : Non, pas du tout. Tandis qu'a Stratoniki, ii y a un professionnel. C'est M. Rizos, chanteur 

de « chansons laîques » [la chanson « laîque » est en Grece une forme de chant d'auteur qui est une 
evolution du« rebetiko »]. 

Q. : N'offre-t-on meme pas quelque chose en cadeau au chanteur, quand par exemple ii va 
chanter dans un mariage ou pour des funerailles ? 

R. : Autrefois, ii y avait des groupes avec des chanteurs populaires qui allaient chanter dans Ies 
mariages, mais ils sont restes ici a Ierissos et dans la region. Comrne Takis Thalassinos. Celui-la a 
chante pendant des annees dans Ies mariages et son groupe etait paye, mais nous n'avons pas de 
chanteur [professionnel] qui fait carriere en dehors de Ierissos. Autrefois, quelques groupes etaient 
payes, d'apres ce que j'ai entendu, ils jouaient de la clarinette et chantaient en amateurs, sans etre alles 
quelque part et ils etaient payes pour Ies mariages. Concretement, ils ne recevaient pas d' argent du 
mari, mais de ce que donnaient Ies gens. Tu chantais et onjetait cent ou deux cents drachmes. Les gens 
s'enthousiasmaient et payaient. 
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21. Q. : Le role de chanteur est-ii attribue par la societe ou l'acquiert-on soi-meme par son 
chant? 

R. : Je crois que Ies gens, quand ils entendent quelqu'un bien chanter. disent « Voila un 
chanteur ! », ils le montrent du doigt : « C'est une vraie chanteuse ! » La reconnaissance vient des 
autres. 

Q. : L'entraînementjoue-t-il un râle dans le fait d'avoir une belle voix? 
R. : Certainement. Plus tu chantes, plus ta voix est entraînee (se cultive). L'entraînementjoue 

un grand râle dans le chant. 

22. Q. : Y a-t-il dans le comportement du chanteur des choses qui lui sont permises par 
exception, alors qu'elles ne sont pas permises a d'autres membres de la communaute? 

R. : Non, nous n'avons pas de tels problemes, non. Mais la tradition n'a pasete aimee par tout 
le monde pour etre aidee. Malheureusementj'ai l'impression que c'est un peu mal-vu: « Eh! Des folies 
! ils ont vieilli et ils vont encore chanter ! ». C'est ~a aussi. Ils aiment ecouter Ies chansons et quand on 
sort, par exemple le 8 septembre, et qu'on dit une chanson de Pâques, tout de suite ils vont protester et 
ils diront : « mais ils chantent une chanson de Pâques ? ». Parce que Ierissos a des chansons 
saisonnieres, pour toutes Ies saisons, pour toutes Ies situations, pour Ies mariages, Ies funerailles, 
l'amour, Ies lamentations, tout. Et si tu dis ă un Ierissiote une chanson de Pâques en septembre, c'est 
mal pris. Mais aider, ~ ils ne le font pas. 

23. Q.: Le comportement du chanteur depend-il de l'image qu'il a de lui ou de ce qu'attend la 
societe? 

R. : Je ne crois pas qu'en chantant tu attendes quelque chose. Tu le fais juste parce que tu 
aimes cela et quand tu aimes aussi ton pays et tu veux qu'il reste quelque chose - parce qu'on voit que 
certaines regions qui n'ont pas de tradition en empruntent aux autres, pour se construire une tradition ... 
Moi concretementj'aime mon pays etje veux que la tradition ne s'eteigne pas. Parce qu'il y a de tres 
belles chansons ă Ierissos et que je ne veux pas qu'elles se perdent avec Ies annees, qu'elles 
s'eteignent. <;a seulement. Je n'attends pas l'approbation des gens, ni le mepris. Je veux que dans mon 
pays s'entendent Ies chansons parce que je Ies aime. Je n'attends rien d'autre de la chanson. Je crois 
seulement qu'on doit conserver la beaute qu'a notre pays et c'est pour cela queje veux aider. 

24. Q. : 0n devient chanteur de sa propre volonte ou bien l'enfant est-ii destine des sa 
naissance ă le devenir ? 

R. : Je crois que meme situ es ne/e pour devenir chanteur, si on ne t'aide pas, tu n'evolueras 
pas. Tu dois etre aide/e. 11 y en a beaucoup qui arrivent eux-memes ă valoriser ce que Dieu leur a 
donne. Mais je crois que quelque part tu dois etre aide/e. Ici, au village, ii est tres difficile d'evoluer 
tout seul. Tu peux chanter une ou deux chansons, ce n'est pas su.ffisant. Meme quand tu chantes bien, si 
tu n'as pas quelqu'un pour te faire evoluer, pour te montrer, te conseiller, tu t'eteins la. Comme ma 
soeur. En realite on l'a demande ă la station de radio - ă l'epoque c'etait M. Mytilinaios qui etait 
responsable des chansons traditionnelles. II est venu souvent chez mon pere, mais lui avec sa mentalite 
d'autrefois (« quoi, on ferait de notre fi.He une chanteuse? Elle quitterait le village et que diraient Ies 
gens ? » ), ii a fait du mal ă ce niveau. Parce que Vangelia etait vraiment une voix rare. 0n parle d'une 
voix veloutee. Aujourd'hui encore, je n'ai jamais entendu de chanteuse [professionnelle] comme ~a. Je 
fais souvent des comparaisons entre Ies voix et elle, c'etait vraiment autre chose. Elle avait une voix 
d'ange. Et c'est un malheur que la Grece perde des personnes comme ~a. Elle etait vraiment nee pour 
devenir chanteuse. Oui, mais d'ou pouvait-elle etre aidee. Elle n'avait personne pour la pousser. II s'est 
trouve quelqu'un, mais ii etait tres loin, ii est venu une fois, ii l'a demandee, ils [Ies parents) ne lui ont 
pas permis, elle n'a pas insiste apres. Ce fut tout. Meme si tu es ne pour devenir chanteur - tu dois 
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avoir du talent aussi - situ n'as pas quelqu'un pour te pousser, te montrer la voie, tu t'eteins. Et ii y a 
beaucoup de talents et de grands talents qui se sont perdus, parce que la Grece a vraiment de belles 
voix. 

25. Q. : Le chanteur a-t-il une position sociale privilegiee? 
R. : Si tu es un chanteur reconnu, tu sens cette joie. En general â Ierissos, la position sociale du 

chanteur n'a rien d'exceptionnel. Parce que, comme on l'a dit, nous n'avons pas de chanteurs qui 
soient payes et qui se produisent ailleurs, ils ne beneficient d'aucune reconnaissance exceptionnelle. Ici 
on chante pour la collectivite. Le chanteur n'a rien de special. 

26. Q. : La position sociale qu'ont Ies chanteurs est-elle proportionnelle â l'irnportance qu'a la 
chanson? C'est-â-dire sont-ils reconnus autant qu'ils le meritent? 

R. : II y a des gens qui, malgre leurs capacites, n'ont pasete reconnus. On dit que tu montes 
plus vite si tu as des relations pour te faire avancer. II y a des personnes capables qui sont restees a 
recart. 

27. Q. : Quel est l'attitude des auditeurs tout au long du chant? 
R. : Moi particulierement, quand on chante une chanson qui me plaît, j'applaudis. <;a depend 

de l'interpretation du chanteur, de la faCţon dont ii dira la chanson. Mais c'est aussi le comportement de 
I' audi toire. 

Q. : Y a-t-il aussi des auditeurs qui deprecient Ies chansons? 
R. : II y a des gens sans rapport [avec le chant] qui montrent de l'indifference. Ou qui le 

meprisent meme. Mais en Grece, je crois que la plupart des gens aiment le chant. 

5. Veta Hassapi (F, environ 70 ans) 
1. Q. : Qu'est-ce que la musique pour vous? 
R. : La musique pour moi c'est ma vie. Si on me disait « arrete, tu ne chanteras pas», ma vie se 

terminerait. 
Q. : Qu'est-ce qui distingue la musique des autres sons? 
R. : C'est [la musique] quelque chose de different. La melodie surtout. Le rythme ne 

m'interesse pas tellement. Tu peux ecouter une belle chanson qui ait un rythme de danse - la danse ne 
m'interesse pas - mais j'aime la melodie de la chanson. Tu ne peux pas dire que Ies chansons « de 
table» ont du rythme et ii y a des chansons melodiques qui sont tres belles. C'est la melodie qui 
m 'interesse, pas le rythme. 

2. Q. : Quelles sont Ies origines de la musique des autres sons? Qu'est-ce qui produit Ies 
chants? 

R. : C'est une creation humaine. Comme l'homme peut aller â la lune, de meme ii peut creer 
des chansons. Jene peux l'attribuer nulle part ailleurs. 

3. Q. : Le sifflement est-ii de la musique? 
R. : Non, ce n'est pas de la musique. 

4. Q. : Le talent appartient-il plutot â certaines personnes ou est-il partage par tous Ies membres 
de la communaute ? 

R. : Le talent appartient â certaines personnes. Mais ii depend aussi de l'entraînement. 
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5. Q. : Croyez-vous que le talent est hereditaire ? 
R. : Je crois que oui. 
Q. : Vous personnellement, de qui le tenez-vous? 
R. : De mon pere. Ma mere chantait aussi, mais mon pere chantait beaucoup plus ainsi que 

toute la familie de mon pere. II y avait une tante qu'on appelait « le rossignol de Ierissos », soeur de 
mon pere. C' est hereditaire, c' est ce que je veux croire. 

6. Q. : Quelle est l'importance du chant? Qu'offre-t-il a l'homme? 
R. : Le chant est tres important. II offre de la joie au chanteur et a I' auditoire. 

7. Q. : Comment la societe participe-t-elle au chant? En dehors du 3° jour de Pâques, y a-t-il 
d'autresjours semblables dans l'annee? 

R. : Dans Ies fetes comme le 3° jour de Pâques Ies gens participent tres largement a la danse et 
au chant. A lerissos la plupart des gens ont de belles voix. 

8. Q. : Quel est le bon nombre de membres pour une chorale ? 
R. : Une quinzaine. 

9. Q. : La musique provient-elle des hommes, de Dieu, d'emprunts d'autres regions? 
R. : La musique provient des hommes et certains chants sont empruntes. 

10. Q. : Le chant cree-t-il et exprime-t-il des sentiments? 
R. : Je crois que oui. Quand je me rappelle de personnes aimees, je chante des chants qui 

conviennent a chacune de celles qui sont parties, qui se sont perdues et je sens quelque chose pour elles 
a ce moment-la, que je dis quelque chose qui leur convient. Bien sur que Ies sentiments existent dans 
Ies chansons. Que ce soit des sentiments dejoie ou de tristesse, ii y a des sentiments. C'est comme ~a 
que je le sens, je parle toujours de moi-meme. Le chant exprime des sentiments pour le chanteur et 
pour I' auditoire. 

Q. : Est-ii possible que Ies sentiments soient contradictoires? C'est-a-dire chanter une chanson 
triste, mais le fait de chanter lui-meme vous donne de lajoie? 

R. : Quandje suis triste, je chante des chansons tristes, ~a ne donne pas de lajoie a ce moment
la. Certaines de ces chansons sont des « mirologues » (« Kuxaptcrcrma. µou 'lfflAO », « IlouÂ.a.Kl 
~EVfl'tEUEtat », « Ilavro cr' ~ouvi ») 

11. Q. : Pourquoi Ies gens chantent-ils ? 
R. : Pour le plaisir, je crois. II y a des chansons ou des instruments qui te calment. Moi quand 

j 'entends de la flute ou de la clarinette jouer a un rythme tranquille, ~ me rappelle la vanite du monde, 
combien le monde est vaio. C'est pour ~a quej'ai dit avant qu'il y a beaucoup de sentiments dans le 
chant. <;a depend comment on le voit. 

12. Q. : Est-ii possible qu'un chant appartienne a une personne en particulier? C'est-ă-dire 
qu'il soit chante par une personne et exclusivement par celte personne? Ou bien Ies chansons 
appartiennent-elles a tous? 

R. : Les chansons sont les memes pour tous, elles n' appartiennent pas a une personne en 
particulier, mais a toute la societe. Il y a des chansons dont le contenu est masculin (par exemple, 
« Quandj'etais jeune et libre » - « Ovta 'µav vtoc;; 1Ct MmEpo<; » - chanson dite par Steryios Gadzonis) 
ou feminin, mais ces chansons-lă sont chantees par des hommes et par des femmes en meme temps. 
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13. Q.: Quand vous chantez, employez-vous une voix tendue ou relâchee? 
R. : Cela depend des besoins du chant. 

14. Q. : Employez-vous beaucoup Ies melismes (« tsakismata »)? 
R. : Je fais tres attention aux « tsakismata ». 

15. Q.: Connaissez-vous un chanteur qui cbante d'lIDe voix rauque? 
R. : Moi-meme je ne le fais pas. 

16. Q. : Employez-vous une position particuliere pour chanter? 
R. : Pas toujours, mais j'ai eu une certaine occasion ăla chorale: la position debout avec Ies 

mains derriere me soulage. La poitrine reste libre et le chant sort plus naturellement. Quand je chante 
seule, je n'ai pas de position particuliere: je peux m'asseoir m'appuyant ă l'angle gauche ou meme 
m 'allonger sur le lit. Quand j'etais jeune, je voulais toujours m'allonger et chanter dans cette position. 
Et meme ă I' âge de 15-17 ans alors que la malaria tourmentait la population, ii arrivait que j 'aie de la 
fievre, je m'allongeais, je pendais la tete vers le bas et je chantais des chansons que j 'aimais ecouter 
moi-meme. J'aimais ecouter ma voix. 

Q. : Exprimez-vous quelque chose avec le visage en chantant ? 
R. : Je prends certaines expressions pas tres marquees, comme le sourire. 

17. Q. : Qu'est-ce qui caracterise un« bon chanteur »? De quoi doit disposer sa voix? 
R. : Une belle voix. 
Q. : De quoi cela depend-il ? 
R. : La voix, Ies cordes vocales sont un don divin, et bien sur quand cette belle voix existe et 

qu' elle est travaillee, quand il y a un certain entraînement, on peut devenir un chanteur parfait. La belle 
voix depend des melismes, du caractere melodieux qu'elle peut avoir et de sa stabilite. C'est une 
question de construction de la bouche et des organes vocaux. 

Q. : Est-ce que le nombre de chansons que l'on connaît et la bonne memoire jouent un role 
pour etre considere bon chanteur ? 

R. : II n'y a pas de chanteur qui oublie Ies paroles et la melodie. 

18. Q. : Le chanteur, en tant que personnalite, doit-il avoir des caracteristiques particulieres? 
De quoi doit-il disposer ? 

R. : En dehors de la voix, je crois qu'il doit avoir une personnalite morale pour etre 
entierement respecte. Belle voix et moralite doivent aller ensemble. Je crois qu'il doit rassembler 
beaucoup de choses. Du courage aussi, naturellement et de la confiance en soi pour chanter. 

19. Q. : Y a-t-il des chanteurs professionnels ă Ierissos ? 
R. : Pour Ies chansons locales, personne. 
Q. : 0n rn'a dit que Takis Thalassinos, le chanteur aveugle, est remunere? 
R. : II est remunere du moment qu'il joue aussi d'un instrument. Non, je n'ai pas entendu s'il 

prend quelque chose de special. Je me rappelle de l'autre, Halkias, qui jouait quand on invitait le 
« groupe » ă un mariage et ils se faisaient payer 90.000 drachrnes; ils Ies partageaient en trois et 
recevaient 30.000 drachmes chacun. <;a n'a pas de rapport s'il chante. Ils sont invites comme 
instrurnentistes. Jene crois pas que Takis prend quelque chose de different. Dans Ies conversations je 
n'ai rien entendu lă-dessus. II n'y a aucune exigence. Jene sais rien de plus. 

Q. : J'avais aussi entendu parler d'une femme qui chante des « mirologues » (« lamentations 
funebres) aux funerailles et qui est remuneree pour ~a ? 
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R. : Elle le demande comme le fait un mendiant. Concretement, d'apres ce que j'ai entendu. 
elle est allee un soir chez une de ses voisines [qui veillait un mort] et parce qu'il y avait peu de monde. 
elle lui a tenu compagnie. Elles sont restees toute la nuit et elle a chante. Elle [la voisinc] a voulu lui 
donner un pourboire puisque son fils avait de l'argent. Apres, j'ai appris que, la ou elle va, elle 
demande de l'argent. On ne l'invite pas comme chanteuse de mirologues (« viens et on te donnera 
tant »). Elle y va pratiquant une sorte de mendicite pour elle-meme. 

Q. : Arrive-t-il que Ies chanteurs rewroivent des cadeaux pour leur chant? 
R. : Des cadeaux peut-etre. 

20. Q. : Le role de chanteur est-ii attribue par la societe ou est-il acquis par le chanteur lui
meme avec son chant ? 

R. : Le role de chanteur, on l'acquiert par ses qualites, mais on a besoin de la reconnaissance 
sociale et de support pour etre chanteur. 

21. Q. : Le comportement du chanteur dans sa vie a-t-il quelque chose de particulier par 
rapport a celui des autres gens ? 

R. : Dans le comportement du chanteur, ii n'y a pas d'elements qui soient acceptables par 
exception du fait qu'il est chanteur, et qui ne le seraient pas pour quelqu'un d'autre. 

22. Q. : Devient-on chanteur par sa propre volante ou bien y est-on destine des sa naissance? 
R. : le crois que s'il decouvre qu'il a de la voix, il va certainement commencer [a chanter] avec 

I' aide des autres aussi, comme je l 'ai dit auparavant. II doit le vouloir lui-meme, mais il doit aussi etre 
pousse par Ies autres. Car ii y en a beaucoup qui disent « je deviendrai chanteur » sans avoir de talent. 
(A l'emission televisee « Voila l'occasion », se produisaient beaucoup de candidats comme ~a, qui 
etaient arretes des le depart car il etait evident qu'ils n'avaient aucun talent). 

23. Q. : Quelle est la position sociale du chanteur? Vous sentez-vous en position privilegiee? 
R. : Non. le ne sais pas, ~a depend de l'humilite de chacun. Chaque fois qu'on m'a dit« tu as 

de la voix » et qu'on a voulu me faire avancer plus quand j'etais jeune, je n'ai jamais dit « moi, je 
chante ». le ne sais pas comment pense chacun. Jusqu'a maintenant, je n'ai jamais vu qu'un chanteur 
soit particulierement respecte parce qu'il chante. 0n dit seulement qu'il chante bien. Aucune autre 
distinction. La position sociale des chanteurs n'est pas speciale, ils sont comme tout le monde. Il n'y a 
pour eux aucune distinction particuliere ou respect particulier. 

24. Q.: La position sociale des chanteurs est-elle analogue a l'importance qu'a le chant? La 
reconnaissance sociale est-elle analogue a I'importance qu'a Ie chant dans Ia communaute? 

R. : le ne vois aucun traitement particulier. 
Q. : C'est-a-dire pensez-vous que vous etes respectee autant que vous le meritez? 
R. : le suis respectee, moi ou n'importe qui, ~a depend de ses qualites morales en tant que 

personne. Aucune position speciale par rapport au chant, non. Chaque homme est respecte en tant 
qu'etre humain, selon son caractere. 

25. Q. : Quelle est, d'habitude, l'attitude de l'auditoire? 
R. : Elle varie, etant donne quand meme qu'une grande partie [de l'auditoire] porte l'attention 

qu'il faut. Ceux qui, en general, grâce a leur âge, connaissent ce qu'est le chant local, eux, le respectent 
certainement. Il yen a d'autres, et surtout desjeunes, qui n'ont aucune idee. Ils ne le connaissent ni de 
chez eux, ni ne I' ont chante, et ils disent : « Bof ! on entend ~a tous les ans ►►, comme pour avant-hier, 
le 3• jour de Pâques, ou ils disent « C'est des chansons ~a? ►> Parfois alors que tu te prepares a chanter 
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ou que l 'on met une chanson traditionnelle, on entend « aliez, arrete, mets telle musique ! » L' attitude 
varie, en grande partie, avec l'attention et le respect porte aux chansons traditionnelles. 

Q. : A quoi le changement qui se produit, c'est-ă-dire le fait gue Ies jeunes n'apprennent plus 
Ies chansons anciennes trad.itionnelles, est-ii du ? 

R. : ils sont absorbes par la musigue moderne, elle Ies attire davantagc. 
Q. : Oui, mais pourguoi ? 
R. : Parce gue petit ă petit, la chanson trad.itionnelle se perd. Et Ies parents n' ont pas garde ces 

coutumes de leurs racines, de leurs propres parents. On n'a pas transmis de l'un ă l'autre. Tand.is gu'il 
fallait gu'ils se d.isent gue la chanson traditionnelle doit se maintenir. Plus il y a de nouveaux parents, 
plus la chanson trad.itionnelle d.isparaît. Peut-etre gu'elle d.isparaîtra totalement peu ă peu. 

Q. : Vous, avez-vous appris des chansons ă vos filles [Veta Hassapi a deux filles d'ă peu pres 
40 ans, l'tme avocat, l'autre notaire] ? 

R. : Certaine, oui. La petite, maintenant gu'elle participe ă la chorale, en conservera 
certainement. .. 

Q. : Chante-t-elle des chansons « de table»? 
R.: II ne m'est pas arrive de l'entenclre. Non,je ne sais pas. 

Pelagia [la plusjeune fille de V.H., presente a l'entretien] : Quandje Ies connais, je Ies chante. 
le suis membre de la chorale moderne et parce gu'il y a M. Marinos gui a des contacts avec de 
nombreux membres de cette chorale, je participe ă des manifestations de la chorale municipale [de M. 
Marinos] aussi quandje peux. 

Les chansons gueje connaisje Ies chante. II ne m'est pas arrive de chanter en solo quelque part 
et je ne participe pas ă toutes Ies manifestations. Quand j'etais au lycee, j 'etais membre du groupe de 
danse ainsi gue du groupe de danse municipal. Apres, je suis partie longtemps (pour faire des etudes 
universitaires) et maintenant gue j 'ai repris contact, je participe ă certaines choses. 

Q. : Est-<:e que vous chantez des chansons « de table»? 
R. : D'habitude, la ou je suis, nous chantons Ies chansons « vives », Ies chansons de danse. le 

ne sais pas, d'ailleurs, jene suis pas tres informee, car malheureusement la trad.ition ne reste pas intacte 
au sein de cette generation, la notre. Dans une certaine mesure, ii est entre l'autre element, l'element 
europeen. Pour que tu comprennes, ma fille n'entend pas des chansons grecques, elle Ies meprise. Bien 
sur, c'est une adolescente. Puisgue moi aussi, je suis passee par cette phase etj'ai meprise Ies chansons 
trad.itionnelles et Ies chansons « laîgues ». J'ecoutais uniguement des chansons modernes et etrangeres. 
Eh ! tu en reviens apres et a un certain niveau, tu Ies apprecies, tu Ies juges differemment, mais je n' ai 
pas l'occasion d'avoir le contact qu'a eu cette generation, la generation de ma mere, ou Ies chansons 
trad.itionnelles etaient Ies seules gu'ils entendaient. Ils n'avaient pas de musigue autre gue celle-ci. Eh ! 
Dans une certaine mesure, c' est la musique europeenne gui est entree apres, mais dans Ies 
manifestations purement locales, on disait Ies chansons locales. 

Si ma mere me dit : << Est-<:e gue tu connais cette chanson ? », ii est possible gue je lui reponde 
« oui ». le m'arrete guelque part dans Ies paroles, guelgue part dans la musigue, et ii y a une fa~on 
caracteristigue de chanter ces chansons avec Ies << tsakismata », gue tu evites si tu as d'autres 
experiences et gue tu as entendu autre chose. leme rappelle de maniere caracteristigue qu'on parlait de 
certaines chansons latino-americaines. 0n d.isait gu'elles ont un timbre dans l'emission de la voix gui 
n'est pas, je crois, hered.itaire. le crois qu'il s'acquiert en chantant ce genre de chansons particulieres 
comme en Crete Ies<< rizitika » : pour moi toutes Ies voix [cretoises], ou une grande partie d'entre elles, 
me rappellent N. Xylouris [chanteur cretois de chansons grecgues d'auteur], je ne sais pas pourquoi. 
Mais tout le monde ne peut pas avoir la meme gorge hereditairement. Par conseguent, par la repetition 
et avec Ies << tsakismata », ils acguieraient ce style de chant qu'avait leur generation, parce gu'ils 

https://biblioteca-digitala.ro / https://www.acadsudest.ro



83 

chantaient uniquement ces chansons. Cela a maintenant disparu, la fa<;:on de chanter Ies chansons 
traditionnelles est devenue un peu « prosai:que ». 

[Pendant notre conversation, Pelagia s' est declaree fiere de sa mere qui chante Ies chansons 
traditionnelles avec une belle voix.] 

6. Maria Gata (F., environ 63 ans) 
I. Q. : De quoi le son doit-il disposer pour etre de la musique? 
R. : II doit avoir de la melodie er du rythme. 

2. Q. : La musique provient-elle toujours des etres hurnains ou peut-on considerer d'autres sons 
comme de la musique ? Par exemple Ies oiseaux qui chantent, le vent qui souflle 

R. : La musique provient des etres hurnains. 

3. Q. : Le sifllement est-ii de la musique (quand on siflle un air)? 
R. : Tout le monde ne peut pas sifller. 0n doit avoir de la voix et du rythme pour sifller. Tout 

le monde ne peut pas si.ffier. Siffier oui, mais pas de belle maniere. 

4. Q. : Le talent appartient-il a certaines personnes ou est-ii partage par tous Ies membres de la 
communaute ? 

R. : Tout le monde peut chanter, mais une voix qui se distingue appartient seulement a 
certaines personnes. 

Q. : Cela peut-il etre hereditaire ? 
R. : Souvent oui. Par exemple moi, ma mere chantait tres bien. 
Q. : Et c'est votre mere qui vous a appris? 
R. : Ma mere m'a tout appris. 
Q. : Ca depend aussi de l'entraînement? 
R. : Bien sur. Ca joue un role aussi. Meme si tu as une belle voix, si tu ne la travailles pas, tu 

n'as rien. 

5. Q. : Quelle est I'importance du chant? Qu'offie-t-il a l'etre humain? 
R. : C'est une belle chose. Un soulagement. Tu prends du plaisir a chanter. 
Q. : Le chant offie a celui qui chante ... ? 
R. : Et aux gens, a I' entourage. 

6. Q. : Comrnent la societe participe-t-elle au chant? En dehors du 3• jour de Pâques, y a-t-il 
d 'autres jours similaires dans I' annee ? 

R. : A l'eglise du prophete Helias, ii se fait une danse le 20 juillet: on chante, ii y a une 
chanson speciale qu'on ne dit pas le reste de l'annee; comme on ne dit le « kangeleftos » et « tou 
mavrou niou t'aloni » qu'ă Mavro Afoni (le 3~ jour de Pâques), de la meme fa<;:on le jour de la fete du 
Prophete Helias, on dit cette chanson: « axo ppaou yw -ra' i\:yt.0 'Ata Kat yw -ro xavriyupt »(«des le 
soir pour Saint Helias, et pour le festival». 

Q. : Cornment chaque membre de la communaute du village participe-t-il au chant ? A la fete 
du 3• jour de Pâques tous participent-ils a la fete en chantant [En fait, beaucoup regardent simplement 
Ies autres chanter et danser] ? Cela se produit-il plusieurs fois dans l'annee? 

R. : C'est a Pâques, a la fete du Prophete Helias qu'on va a l'eglise du Prophete, le ler mai, 
c'est dans ces cas que Ies gens se rassemblent. Nous n'avons pas d'autres festivals. Le 8 septembre, 
c'est la chorale qui chante etil y a un festival [jour anniversaire de la Vierge]. 
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7. Q. : Combien de membres doit comprendre mte chorale pour etre satisfaisante ? 
R. : Ni trop, ni trop peu. II suffit qu'ils soient synchronises pour bien chanter. 
Q. : C'est-ă-dire autour de dix ou quinze? 
R. : Meme vingt. S'il y a dix femmes et dix hommes, ou quinze femmes et dix hommes (Ies 

hommes ont une voix plus forte et s'entendent mieux), jusqu'ă 25 personnes, c'est bien quand ils sont 
forts. Quand ce sont des voix remarquables (« UPXOvttlC~ »), des voix fortes, jusqu'ă 25 personnes ... 

8. Q. : La musique provient-elle de l'etre humain, de Dieu, d'emprunt d'autres regions? 
R. : De l'etre humain. C'est lui qui chante et situ aimes quelque chose d'une autre region, tu 

peux le chanter aussi. 

9. Q. : Le chant cree-t-il des sentiments, exprime-t-il des sentiments? 
R. : Bien sur. De la joie ou du chagrin parfois. Comme nous avons ici deux ou trois chansons 

que l' on dit aux morts ; elles provoquent toutes des pleurs. 
Q. : Quelles sont ces chansons? 
R. : Nous en avons une qui est « ... ~ tjpi;; o l.oytcrµ6c; Kat 'tllc; Kapouxc; µou ri wpa / xaw va 

rupro µxoyta-r~TJ ytCI va ta ~ffillro µaupa .. »12
. Une autre qui dit : « xooopw µou ~auci>crc-rt, x,tpta µou 

crraupro0tht / Kat cru ayytÂ.tKo Kopµi mov A.ori 0a Katt~tc; » 13
. Ces chansons ne sont dites a aucune 

autre occasion que pour Ies morts. 
Q. : Que ressentez-vous quand vous chantez ? Que ressent le chanteur? 
R. : De la satisfaction. De lajoie. Surtout s'il chante bien, si c'est une chanson agreable. 
Q. : Est-ii possible que Ies sentiments soient contradictoires? Par exemple dire une chanson 

triste, mais le fait que vous chantiez vous donne de la joie ? 
R. : Mais non ... 

10. Q. : Pourquoi Ies gens chantent-ils? 
R. : 11s eprouvent de la joie, du plaisir. 
Q. : Cela peut-il arriver egalement dans certaines circonstances? 
R. : Bien sur. Comrne pendant un mariage. Que tu le veuilles ou non, tu chanteras pour la jeune 

mariee. Comme pour le mort : chez nous, nous avons pour coutume de chanter. 

11. Q. : Y a-t-il le cas qu'une chanson appartienne a une personne particuliere? C'est-ă-dire 
qu'elle soit chantee uniquement par cette personne? ou bien Ies chansons appartiennent-elles a tout le 
rnonde? 

R. : A tout le rnonde. 

12. Q. : Quand vous chantez, ernployez-vous une voix tendue ou relâchee ? 
R. : <;a depend de la chanson. 
Q. : C'est-ă-dire? 
R. : D'apres la chanson, comrnent tu dois la dire. Car certains sont tranquilles, d'autres exigent 

d'elever sa voix. 
Q. : Celles qui exigent une voix tendue, quelles sont-elles? 
R. : Celles qu 'on dit a Afoni exigent une voix forte. 

13. Q.: Employez-vous beaucoup Ies« tsakismata » dans Ies chansons? 

12 « ... Ma pensee et le souffle de mon coeur m' a pris/ je vais trouver un peintre pour peindre mes habits en noir ». 

13 « ... mes pieds allongez-vous, mes mains croisez-vous/ et toi corps angelique tu descendras aux tenebres ». 
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R. : Oui. Ies « tsakismata ». 

14. Q. : Connaissez-vous un chanteur qui emploie une voix rauque dans son chant ? 
R. : Non, nous tous avons une voix forte comme tu l'as entendu ă Afoni et au moment de la 

danse sur la place du village. 
Q. : Mais certains chantent plus fort? 
R. : Quand ils crient, ce n'est pas beau. <;a detruit le« tsakisma ». 

15. Q. : Ernployez-vous une position particuliere du corps quand vous chantez? Y a-t-il une 
position qui facilite le chant ? 

R. : Quelque chose cornrne ~a ... A vec I' effort on se fatigue un peu. Quand on va quelque part 
avec la chorale on est toujours debout et Ies rnains dans le dos pour que la voix sorte. 

Q. : Exprirnez-vous quelque chose avec votre visage? 
R. : 0n fait quelques contractions. 
Q. : Du sourire? 
R. : Du sourire. Surtout du sourire. 

16. Q. : Qu'est-ce qui caracterise un« bon chanteur »? De quoi doit disposer sa voix? 
R. : Elle doit etre douce, ne pas etre trop rude et etre une voix solide. Parce que nos chansons 

sont comme ~a. 
Q. : Surtout Ies chansons « de table » ? 
R. : Les chansons « de table » sont plus difficiles bien sur. 
Q. : Le nornbre de chansons qu'on connaît et la rnernoire des paroles sont-ils des facteurs qui 

jouent un role pour etre considere cornrne un « bon chanteur » ? 
R. : Bien sur. 

17. Q. : Le chanteur en tant que personnalite doit-il avoir certaines caracteristiques 
particulieres ? 

R. : Mais non ! 
Q. : Du courage, de la confiance en soi? 
R. : Du courage certainernent. Cornme M. Steryios [Gadzonis]. Lui il ne perdait pas son 

courage. Il s'asseyait et tu croyais que la chanson sortait. 
Q. : Avoir une voix forte joue-t-il un role aussi ? 
R. : Oui, bien sur. Nos chansons exigent de la voix [forte]. 

18. Q. : Le chanteur est-ii un expert ? 
R. : Ah, oui ! Il se distingue. Quand il chante bien, on dit qu'il a une belle voix. Comme M. 

Steryios [Gadzonis]. II connaissait bien Ies chansons, ii Ies conduisait d'une belle fa~on; lă ou ii devait 
chanter fort, et lă ou ii devait chanter doucernent, c'etait exceptionnel. 

19. Q. : Les chanteurs constituent-ils un groupe ă part dans la communaute ? 
R. : Eh! Ils se distinguent d'une certaine fa~on. 

20. Q. : Certains peuvent-ils etre consideres comme professionnels? 
R. : Quand ii veulent, oui. 
Q. : C'est-ă-dire peut-on recevoir de l 'argent pour chanter? 
R. : Nous ici nous n'avons pas de cas pareils, rnais si l'on veut, on peut devenir professionnel. 
Q. : Considerez-vous que ce soit correct de recevoir de l'argent pour chanter? 

https://biblioteca-digitala.ro / https://www.acadsudest.ro



86 

R. : Si on est professionnel et qu' on reussit, pourquoi pas ? 
Q. : Arrive-t-il que Ies chanteurs r~oivent des cadeaux quelquefois ? 
R. : Bien sur. <;a se peut. 
21. Q. : Le râle de chanteur est-ii attribue par la communaute ou bien est-îl conquis par le 

chanteur lui-meme avec son chant ? 
R. : Ils commencent seuls et ensuite, quand on Ies reconnaît et qu'on dit : « celui-la chante 

bien », que ce soit un professionnel ou pas, Ies gens le distinguent. 
Q. : C'est-a-dire que la reconnaissance socialejoue un râle? 
R.: Eh bien, quand tu chantes et qu'on dit« qu'est-ce qu'il/elle chante bien » ... on te distingue 

dans la danse, on te met aussi en avant dans la chorale. 0n te montre un peu plus de respect. 

22. Q. : Le comportement du chanteur dans sa vie a-t-il quelque chose de special par rapport au 
reste de la population ? 

R. : Nous n'avons pas de comportement particulier. 
Q. : Y a-t-il des choses qui sont permises au chanteur alors qu'elles ne le sont pas aux autres 

villageois ? 
R. : Non, nous n'avons pas de telles choses. 

23. Q.: L'image qu'a le chanteur de lui-memejoue-t-elle un râle dans son comportement? 
R. : Un peu oui, s'il est trop fier. 

24. Q. : 0n devient chanteur par sa propre volonte ou bien y est-on destine des sa naissance par 
son entourage '? 

R. : C'est une chose innee. II naîtra, ii ira a l'ecole. La ii commencera a chanter, ii y prendra du 
plaisir, il se distinguera des autres enfants et, peu a peu, ii se revelera et sera reconnu par Ies autres. 

25. Q. : En tant que chanteuse, vous sentez-vous en position privilegiee du point de vue social, 
c'est-a-dire Ies gens vous montrent-ils plus de respect, de la reconnaissance? 

R. : Au moment de chanter peut-etre. Apres, ne t'en fais pas ... 

26. Q. : La position sociale des chanteurs est-elle analogue a l'importance de leur râle dans la 
communaute ? 

R. : Eh! Ne t'en fais pas ... Maintenant ils creent des associations, ils chantent et... Avant, 
c'etait mieux parce qu'il n'y avait pas d'association, de night clubs et beaucoup se rassemblaient. 
Comme au 3° jour de Pâques. 0n se rassemblait a Afoni, de la on descendait et on dansait en bas ; au 
Carnaval aussi ils n'avaient pas ou aller, on se rassemblait dans Ies maisons, on chantait et on dansait 
sur la place du village, comme au 3° jour de Pâques. Ces annees etaient autre chose. Maintenant ce sont 
Ies night clubs, Ies groupes de bouzoukis, Ies gens s'en vont. Heureusement, ii reste I' Afoni. 

27. Q.: Comment se comportent Ies gens pendant le chant? 
R. : Certains ecoutent avec attention, d'autres s'en moquent... Maintenant surtout la jeunesse 

commence a ne plus ecouter ces vieilles chansons... Pour ceux de mon âge qui restent, ii se passe 
quelque chose. Apres, jene crois pas que Ies chansons seront conservees. Nous on invite [Ies jeunes] a 
la chorale et on Ies voit venir tres rarement. 

Q. : Quelle en est la raison d'apres vous? 
R. : La civilisation. Ils vont en discotheques [salles de danse] et en cafeterias, ces fous. 
Q. : Oui, mais pourquoi? 
R. : Pourquoi, donc? C'est ~a qui est triste. Pourquoi? 
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Q. : C'est W1e culture entiere de chant qui s'affaiblit? 
R. : Bien siir, bien siir. Mais maintenant avec cette liberte et... qu'a lajeunesse, tu ne peux pas 

Ies retenir ! Et ils ont tous de belles voix. Tu vois, c 'est encore nous gui allons chanter « E')'KW µta » 
[hymnes ecclesiastigues pour I'enterrement du Christ] le Vendredi Saint. On a du mal a Ies rassembler 
pour Ies« E')'KWµta ». Ils ne quittent pas Ies cafeterias pour venir aux repetitions. 

Q. : Le Vendredi Saint, vous chantez? 
R. : Le Vendredi Saint, nous chantons Ies « E')'KWµta ». 0n dit « H ~o:n't EV 1:wpw » (la vie dans 

le tombeau), « A<;tov Eotl » et « At yEVEai xooat » (Toutes les generations). 

28. Q. : Vous m'avez dit gue c'est votre mere gui vous a appris a chanter. D'habitude vous 
apprenez les chansons par irnitation ? Le petit enfant apprend en entendant ses parents ? 

R. : Quand il/elle veut et gu'il/elle a envie [« µEpalCl »], il/elle apprend. Parce gu'autrefois, les 
gens n 'avaient cette culture et cette folie, cette imagi.nation. Et comme je voyais ma mere, moi, elle 
commem;ait a laver et guand elle finissait et faisait autre chose, elle chantait. Elle faisait le menage en 
chantant. Quoigu' elle fit, elle chantait. Et la ou elle etait assise a cette epogue - nous avions une grande 
salle avec une porte tournee vers le soleil - et elle cousait et rapi~ait en chantant toutes Ies chansons. 
Et moi j'etais assise pres d'elle etje regardais ouje faisais moi aussi guelgue chose ... Tu dois le vouloir 
aussi toi-meme. Il se peut gu'un enfant ecoute et apprenne et gu'un autre ne prete aucune attention. 
Ceci depend de la personnalite de chacun de faire attention ou non. Moi je m' asseyais et j 'ecoutais ma 
mere pendant gu' elle chantait guand on tissait sur le « ap-yaÂEto<; » (metier a tisser), je tissais aussi et je 
chantais. Dans les cham.ps elle chantait, on moissonnait et on s'asseyait pour nous reposer ... Une annee 
on est alle a Tripiti (village de Chalcidigue au bord de la mer) pour moissonner - ce fut la derniere 
annee gue je moissonnais, ensuite en 1952 je me suis fiancee - et nous etions 4 ou 5 filles de Ierissos et 
deux femmes assez âgees, comme ma mere, sur une colline et on nous a retenu pour dormir la dehors 
dans les champs. La premiere soiree gu'on a chante, il y avait des bargues de pecheurs en bas. Ils ont 
guitte leurs bargues et ils sont venus voir gui chantaient. Il faisait nuit et pendant la nuit, le chant 
s'entend tres bien. Ils se sont rassembles et ils sont restes assis toute la nuit. - « Aliez pecher » -
« Pecher guoi, on va nulle part» disaient-ils. « - C'est vous ou nous ». Une telle chose. Les gens 

etaient differents. Malgre le fait gu'ils fussent pauvres, ils avaient le goiit du chant. Maintenant Ies gens 
ne chantent plus ... Ils sont tristes ... Ils ont des chagrins ... Meme celles qui savent chanter, comme moi 
par exemple. Ma soeur est morte il y a trois ans, je n'ai pas chante, ma bouche reste close. Mainterumt 
de nouveau, avant-hier, le beau-frere demon frere est mort a Stratoniki. Il est mort subitement en un 
mois et avant de mourir, il a dit: « Vous amenerez Maria pour qu'elle chante ». Je n'ai pas chante 
depuis trois ans. Autrefois, je travaillais et je chantais. Ces rnorts subites ont bouleverse Ies gens. 

A Noel Ies gens ne sortaient pas, ils restaient chez eux, c'etait une fete familiale et quand on 
passait on entendait dans le village chanter des chansons et une grande agitation. Tu passes rnaintenant, 
tu n 'entends rien. La jeunesse part, va plus loin, ceux gui ont de l' argent et des voitures, ils sortent en 
night clubs avec des « bouzoukis » a Tripiti, ici et la, et tu vois gu'un silence de mort tornbe sur le 
village. Voila, autrefois, nous attendions Pâgues, Noel, le Carnaval, pour sortir et îeter. Maintenant, 
tous les jours c' est Pâgues. Ils ont plein de vetements, de chaussures, d' argent ... C' est pour i.;a que Ies 
fetes ne touchent plus les enfants. Ils s'habillent le soir vers 10h00, ils vont danser, ils rentrent vers 4 
ou 5h du rnatin a la maison. Pâques, guoi en faire ? Nous on attendait ce jour-la pour sortir. 11 n'y avait 
rien d' ailleurs, meme pas de cinema en ce ternps-la. 

Q. : Maintenant il y a un cinema? 
R. : En ete, ils en ont un sur la plage. 
Q. : Les choses ont beaucoup change? 
R. : Elles ont beaucoup change. Cette civilisation ... 

https://biblioteca-digitala.ro / https://www.acadsudest.ro



88 

Q. : J'ai vu la danse de l'apres-midi, Ies gens ont tarde a venir. Tandis queje me rappelle qu'il 
y a quelques annees. en 1988 ... 

R. : Les gens ont tarde a venir, ils ont dit « sans rien faire » et celles qui sont venues. la ou 
j'etais, etaient six ou sept au depart. Yiannis [Marinos] a commence la danse la-bas avec quatre ou cinq 
d'entre elles. Je leur ai dit« puisque vous n'etes pas en deuil et que vous voulez y aller, pourquoi n'y 
allez-vous pas?» Elles sont restees et ont attendu qu'on Ies prie et qu'on Ies appelle: « Puisque vous 
voulez y aller » - « Plus tarei». Pourquoi plus tarei? Qu'est-ce que "a veut dire plus tard. Si vous n'y 
aliez pas, comment la danse va-t-elle s'organiser? Les gens sont devenus rnaintenant... Ils sont tres 
indifferents. Froids. Ma fi.He ne chante pas du tout. Elle ressemble a son pere. « Va a la danse »,jelui 
dis. Rien. Moi, je serais morte pour "a quandj 'etaisjeune. A l'ecole je me suis distinguee. Je suis allee 
en 5•, en 4•, Ies maîtres m'ont prise ... J'etais la premiere, la premiere de l'ecole et de la region. Mais la 
Seconde guerre mondiale a eclate et. .. Des la 4" on a commence Ies poemes ... Le jour d'Evangelismos 
(25 mars, jour de I' Anoonciation ăla Vierge et fete nationale de la Grece) on creait des scenes entieres 
dehors. Du theâtre et je me produisais. Quand Ies autres ne savaient pas, je Ies disais [Ies poemes] moi
meme. Etje recitais bien. Apres c'etait le chant. Mais la guerre d' Albanie (Seconde guerre mondiale) 
est arrivee et nous sommes alles faire des papiers pour me faire obtenir une bourse. La guerre a eclate, 
tout etait fini pour moi. Au moment ou elle finissait,j'avais 14 ans, nous n'avions pas de lycee ici, que 
Ies parents envoient leur enfant ailleurs etait mal vu, tres mal vu. Maintenant ils vont ou ils veulent. En 
ce temps-lă, c'etait une chose difficile. Arnaia (village de Chalcidique centrale) avait un lycee a trois 
classes et Polygyros (capitale de Chalcidique) un lycee de six classes. En dehors du cout financier trop 
eleve, c' etait aussi tres mal vu, ce n 'etait ni correct, ni honnete que la fille parte. De notre classe, 
aucune fille n'est partie. Deux ou trois garc;:ons seulement ont eu une education. Des filles, aucune. 
C'etait une honte que la fille parte pour s'eduquer. Elles ont de la chance aujourd'hui celles qui ont 
tout. II y a des lycees et des colleges ă proxirnite. Nous, on n'a eu aucune chance. Cette epoque a ete la 
pire. Apres Ies choses se sont apaisees el... Les gens etaient differents, Ies filles ne sortaient pas. On 
m'a prie d'aller a la station de radio (de Salonique) pour y chanter. Quand on l'a dit ă mon pere, oh !. .. 
ii acru que j'allais aller jene sais ou ... Ensuite, quand je me suis mariee, Takis Samaras [chanteur qui 
collectionnait des chansons de la Macedoine grecque pour Ia radio] est venu, ii m'a invite a chanter: 
« Maintenant c'est trop tard », lui ai-je dit. Simon Karras [maître de chant ecclesiastique et 
collectionneur de chansons traditionnelles dans toute la Grece] est venu et on a sorti le disque [un 
disque avec des chansons de Chalcidique, entre autres de Ierissos sous le titre « Chansons de la 
Macedoine de l'Est »]. Quand nous sommes alles a Athenes, le .... nous avu et on a chante au theâtre 
du Mont Lycabete « Oh ! Qui etes-vous, vous ? nous a-t-il demande. 

Q. : Avez-vous chante aussi des chansons « de table»? 
R. : Oui, pas seule ... Moi, c'est aussi Ies deuils qui ne m'ont pas permis [de chanter]. 
Quand T. Samaras est venu ici, pendant l'occupation [allemande], ii est reste pendant des 

annees (avec le Parti communiste et le Front de Liberation Hellenique -EAM). II habitait dans notre 
quartier, pres de ma maison natale, et on etait ensemble toute la journee. II savait que je chantais. Et 
quand ii est venu, ii m'a appele etj'y suis allee ... Ils avaient une maison en prefabrique sur la place du 
marche et j 'y suis allee, mais je n 'ai pas chante. Ma belle-mere etait morte depuis un certain temps, a 
cette epoque-lă on jugeait..., on avait honte de chanter pendant le deuil. Ils ont demande de venir ă la 
maison. « Non, non» ai-je dit. Apres je l'ai regrette ... Et quand Simon Karras est venu, [Yiannis] 
Marinos m'a dit« tu dois venir ». Ma pauvre mere m'a dit aussi : « Vas-y mon petit, vas-y ». J'y suis 
allee, Yiannis nous a rassemblees, celles qu'il voulait, et on a dit la chanson « O l]Â.toc; Kl o rwvvaKll~ » 
(« le soleil et Yiannakis ») ou « Tou µaupou VlOU 't' w..covt » (« l'aire de battage du jeune homme 
infortune » ), on etait beaucoup de femmes. [Elle raconte que Simon Karras a beaucoup aime son chant 
et l' a distinguee parrni tous Ies chanteurs. Elle devait chanter aussi une chanson « de table » en solo 
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pour le disque « Chansons de Macedoine de l'Est », mais finalement c'est Veta Hassapi qui a fait le 
solo]. 

L'an demier ils ont fait un film sur la vie d'Emmanuel Papas [heros principal de la revolution 
de Chalcidique contre Ies Turcs]. Nous y sommes allees la nuit et on a allume des feux pour montrer sa 
visite au Mont Athos et avec des drapeaux et des chants, habilles de costumes traditionnels, nous 
sommes allees chanter a l'eglise du Prophete Helias. Et ils ont demande qu'on chante « A1C6 ~pa.bui; 
)'Ul -r' A.rw 'Aw »(«Des le soir vers St Helias »), avec une voix en solo et ensuite toutes ensemble. Et 
on m'a dit« Vas-y Maria». [Marika] Gagoutsa alors s'est produite et elle a dit« Aliez, jele dirai moi
meme ►►. Elle crie un peu et ils n'ont pas beaucoup aime son chant. Ils etaient tous en costume 
traditionnel («µxEVt.f3pE1C1.0.►►), avec des moustaches, tous avec des armes, beaucoup de bruit et trois ou 
quatre acteurs. 

Q. : C'etait quand? 
R. : En ete. Jene me rappelle pas quel mois. Probablement enjuillet. 
Q. : Apprenez-vous des chansons a vos petits-enfants (2 filles de sa fille]? 
R. : Mais non. 
Q. : Et en hiver, ici, vous vivez comment? 
R. : Bof ! A l'interieur de la maison. A Noel on peut sortir et aller dans une taverne pour nous 

divertir un peu. Ceux qui ont des voitures partent ailleurs. Autrefois, c'etait tres bien. On allait dans Ies 
cafes, on dansait, on faisait la fete. Maintenant on mange seulement. Au Carnaval, le Lundi «Pur ►► [fin 
du Carnaval], on fete le Carnaval et on sort pour regarder, on va a l'eglise et nulle part ailleurs. Ceux 
qui fetent font la fete. Ils font la fete en hiver et en ete. lls ont des voitures, ils partent, ils font la fete. 

7. Irene Markou (F., environ 50 ans) 
1. Q. : Qu'est-ce que la musique pour vous? En quoi differe-t-elle des autres sons? 
R. : La musique pour moi, c'est quelque chose qui rend l'etre humain plus calme, un son sans 

lequel l'homme ne peut pas exister. C'est quelque chose dont tout homme a besoin. 

2. Q. : La musique provient-elle toujours des etres humains? Est-elle une creation purement 
humaine ou peut-on considerer le chant des oiseaux, par exemple, cornme de la musique? Ou bien le 
bruit du vent aussi? 

R. : Si ce n'est pas une exageration, pour moi certains sons comme cela pourraient etre 
consideres comme de la musique. 

3. Q. : Le sifllement est-ii de la musique? 
R. : Cela aussi. 
Q. : Ou avez-vous appris Ies chansons traditionnelles? 
R. : Au depart c' est ma grand-mere qui me Ies a apprises. Et apres c' est mon pere. J' en ai 

entendu aussi en dehors de la maison chantees par certaines autres personnes. Mais celles qui sont 
profondement gravees en moi, ce sont celles de mon pere et de ma grand-mere. 

4. Q. : Le talent appartient-il plus a certaines personnes qu'a d'autres ou est-ii partage par tous 
Ies mernbres de la cornrnunaute ? 

R. : Je crois que le talent n 'est pas generalise. 
Q. : Peut-il etre hereditaire ? 
R. : Oui, je pense qu' ii peut etre hereditaire. 

5. Q. : Quelle est l'irnportance du chant? Qu'offie-t-il aux chanteurs et aux auditeurs? 
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R. : Du plaisir, a la fois a celui qui chante et celui qui ecoute. 

6. Q. : En dehors du 3° jour de Pâques et du 8 septembre, y a-t-il d'autres fetes auxquelles 
participe toute la communaute ? 

R. : C'est la fete de St Christophore, le 9 mai, qui se deroule a la Chapelle du Prophete Helias 
et ou on entend quelques chansons locales chantees par Ies femmes. Chaque fete dans natre village a 
ses propres chansons. Au Carnaval, on entend Ies chansons camavalesques, a Pâques Ies chansons 
pascales, a Noel celles de Noel, l'ete Ies chansons estivales qui etaient chantees autrefois par Ies 
femmes dans Ies champs ou elles allaient. 

Q. : Les chansons estivales, ou sont-elles encore chantees aujourd'hui ? 
R. : Dans certaines rencontres, s'il yen a, dans certains groupes en ete. 
Q. : A la fete de Christophore, quelles sont Ies chansons qui sont chantees ? 
R. : Des chansons de Pâques, puisque la fete tombe pres de la fete de Pâques. 

7. Q. : Combien de membres doit comprendre une chorale pour etre satisfaisante ? 
R. : Plus de 25 personnes je crois. 
Q. : Ici dans le village, combien etes-vous dans la chorale? 
R. : Autour de 25. Tantot vingt. Tantot vingt-deux. Tantot vingt-cinq a peu pres. 

8. Q. : Quelles sont Ies sources du chant? A-t-il une origine divine ou est-ii un produit 
purement humain? Provient-il parfois d'autes regions, c'est-a-dire qu'il s'agit d'un emprunt? 

R. : Personnellement, je crois que c'est une creation humaine, car c'est du vecu humain ce 
qu'on entend dans Ies chansons. Toutes Ies chansons parlent d'amour, d'autres de depart a l'etranger, 
certaines de chagrins. Elles parlent toutes de la vie. 

9. Q. : La chanson cree-t-elle et exprime-t-elle des sentiments? 
R.: Oui. 
Q. : Quels sentiments cree-t-elle en vous? 
R. : Je crois que chaque chanson cree des sentiments differents. 
Q. : C'est-a-dire suivant son contenu? 
R. : Exactement. 
Q. : Est-ii possible que ces sentiments soient contradictoires? C'est-a-dire par exemple chanter 

une chanson triste et ressentir de la joie par le fait meme de chanter ? 
R. : Moi personnellement quand je chante une chanson triste, je peux eprouver un plaisir du 

fait de la chanter, mais en meme temps je ressens de l'emotion. Jene dirais pas de lajoie. Je crois que 
ce que dit la chanson exprime quelque chose pour moi. 

10. Q. : Pourquoi Ies gens chantent-ils? 
R. : Je crois qu'au moment de chanter, ils sentent le besoin de le faire. II y a des fois ou nous 

sommes seuls/es et nous ressentons le besoin de chanter. 
Q. : Est-ce que Ies circonstances l'imposent parfois? 
R. : Oui. Certaines circonstances certainement. 

l l. Q. : Y a-t-il ici a Ierissos des chansoos qui appartiennent a certains chanteurs, c'est-a-dire 
qui ne sont chantees que par un chanteur en particulier ? 

R. : Certaines chansons sont chantees par certaines personnes mieux que par d'autres. Cela 
depend de la voix de chacun et du style de chacun. 
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Q. : Mais autrement ces chansons appartiennent ă toute la communaute, elles peuvent etre 
chantees par guicongue ? 

R. : Tout le monde peut chanter Ies chansons. La guestion est de savoir comment chacun va Ies 
interpreter. 

Q. : Vous rappelez-vous d'une certaine chanson gui etait tres bien chantee par S. Gadzonis, par 
exemple, ou par guelgu'un d'autre? 

R. : Je me rappelle certaines chansons chantees par certaines personnes gue j'ai entendues 
aussi chantees par d'autres, mais pas aussi bien gue par Ies premiers. C'est pour cela gue je dis gue 
selon la voix et la maniere de chanter de chacun, ii y a un style de chanson gui lui convient. 

Q. : Quelles sont pour vous Ies chansons Ies plus expressives, guelles sont celles gue tu 
interpretes le mieux, gui te rejouissent, dont tu es tres contente ? 

R. : Moi, je chante en principe toutes Ies chansons suivant la situation. Certaines chansons, je 
les chante si je suis triste, d' autres guand je suis gaie. En ce moment, je ne peux pas dire gue je chante 
telle chanson avec un plaisir particulier. Chague chanson a son moment propre. 

12. Q.: Avez-vous une voix tendue ou relâchee guand vous chantez? 
R. : li est mieux d'avoir sa voix relâchee. Mais guelguefois la chanson est telle gue tu es 

obligee de« crier ». 
Q. : Quelles sont ces chansons? Avez-vous en tete une chanson gui exige une voix tendue? 
R. : Je ne peux pas en determiner une pour !'instant. Mais il y a certaines chansons gui sont 

pour des voix plus« elevees ». 
Q. : De ce gue j 'ai entendu lors de la danse sur la place du village, certains chantaient avec une 

plus grande intensite gue d'autres? 
R. : Pour ces chansons, de la maniere dont elles sont chantees, on est oblige de « crier ». Si on 

chante plus doucement, elles sont mal interpretees. 
Q. : C'est-ă-dire gue durant la danse, ii faut...? 
R. : Durant la danse, oui. Et peut-etre parce gu'elles sont chantees dehors, la voix se perd. 

C'est pour cela gu'on est oblige d'elever sa voix. 

13. Q. : Employez-vous beaucoup Ies« tsakismata » (melismes)? 
R. : lls jouent leur role dans la chanson. 

14. Q.: Connaissez-vous un chanteur ă voix raugue guand iVelle chante? 
R. : Je ne crois pas gue la voix raugue aille aux chansons traditionnelles. 
Q. : La voix doit, donc, etre claire. 

15. Q. : Y a-t-il une position du corps gue vous prefcrez guand vous chantez? Parce gue M. 
Yiannis Marinos m'a dit gu'ă la chorale, ii vous demande de mettre les mains dans le dos? 

R. : Cela arrive guand on chante ă la chorale. 
Q. : Quand vous chantez seule, vous n 'avez pas de position particuliere? 
R. : Non, guand je reste ă la maison et gue je chante, il n'y a pas de raison de prendre une 

position particuliere. 
Q. : Chantez-vous a differents moments de lajournee? 
R. : Oui. Suivant mon humeur et ma disposition psychologigue. 
Q. : Le visage exprirne-t-il guelgue chose quand vous chantez? 
R. : Je crois gue oui. 
Q. : Vous arrive-t-il de sourire? 
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R. : Jene sais pas si c'est un sourire, mais quandje chante, mon visage prend une expression 
particuliere. 

16. Q. : Quels sont les criteres pour qu'un chanteur soit considere comme un bon chanteur '! De 
quoi doit-on disposer ? 

R. : De la voix avant tout. 
Q. : De quoi la voix depend-elle? c'est-ă-dire de quelles caracteristiques doit-elle etre dotee 

pour que la voix soit belle ? 
R. : Tout d'abord avoir un belle sonorite. Certaines personnes ont une belle voix. Et du 

moment que tu as une certaine voix qu'on entend avec plaisir et que tu chantes, tu peux apprendre peu 
ă peu, sinon la technique, au moins comment conduire ta voix. 

17. Q. : Le/la chanteur/euse doit-il/elle avoir une personnalite particuliere? Y a-t-il des 
caracteristiques particulieres qui sont exigees pour la personnalite du chanteur/de la chanteuse. Par 
exemple avoir de la confiance en soi, du courage, etc. ? 

R. : Du courage, oui, je crois. Car il y a des personnes qui chantent et n 'ont pas le courage de 
se produire quelque part. 

18. Q. : Les chanteurs constituent-ils un groupe ă part ici, au village, socialement parlant? 
R. : Je ne dirais pas un groupe ă part. 11 y a simplement certaines personnes qui chantent, qui 

aiment chanter, et participent ă chaque initiative qui est materialisee dans le village en impliquant la 
chanson. Je ne Ies caracteriserais pas un groupe en particulier, a part. 

19. Q. : Le chanteur est-îl un expert ? 
R. : Expert au sens ou il n'est pas comme les autres, parce qu'il se distingue par sa voix. 

Autrement dit, je ne crois pas que le chanteur aie une quelconque particularite. 

20. Q. : Y a-t-il des cbanteurs professionnels au village qui sont renumeres pour leur chant ? 
R. : Non. A l'exception d'un cas isole qui joue de la guitare, Takis Thalassinos qu'il s'appelle, 

tous les autres nous chantons pour nous rejouir, dans certaines compagnies, pour notre propre plaisir. 
Q. : Etes-vous invitee parfois ă chanter? par exemple lors de mariages? 
R. : A des mariages non. Mais en tant que chorale, nous nous sommmes produits a certaines 

manifestations, meme en dehors de Ierissos. 
Q. : Le chanteur peut-il accepter une remuneration sous forme de cadeau? 
R. : Oui, certainement. Parce qu'en dehors du chant, il y a aussi la danse. Notre groupe dansait 

en meme temps qu' on chantait. Et pour la danse, on a certainement besoin de costumes que la 
municipalite n'a pas les moyens de se procurer. S'il y a quelques donarions, elles sont employees pour 
habiller Ies membres de la chorale. 

Q. : Y a-t-il une autre forme de cadeau par laquelle on peut etre remunere pour son chant? 
R. : (:a ne m'estjamais arrive. D'ailleurs tu chantes pour la compagnie. Si quelqu'un ... 
Q. : Si vous recevez un tel don, comment le considereriez-vous ? 
R. : (:a depend s'il sera donne et comment. 

21. Q. : Le role de chanteur est-ii attribue par la communaute ou est-ii acquis par le chanteur ă 
travers son chant ? 

R. : Je crois que par toi-meme tu peux acquerir ce soi-disant «titre». Parce que nous ne 
sommes pas des chanteurs [professionnels], nous sommes des personnes qui aimons le chant. Je crois 
que chacun ă sa maniere peut acquerir ce role. 
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Q. : La reconnaissance sociale, c'est-ă-dire Ie fait d'etre socialement soutenu/e dans ce sens, 
cela ne se produit-il pas? Quand ils ecoutent une belle voix, ne Ia reclament-ils pas. ne lui donnent-ils 
pas des chances d' avancer ? 

R. : Ici au village, ce n'est pas arrive. 

22. Q. : Y a-t-il un comportement qui serait permis au chanteur alors qu'il ne le serait pas aux 
autres membres de la communaute ? 

R. : Je ne crois pas. Non. Si c'est quelque chose de mauvais, pourquoi le faire, meme si on 
chante. Je ne crois pas que ce soit correct. 

Q. : Ils ne sont donc pas plus tolerants avec le chanteur ? 
R. : Non, non. 

23. Q. : 0n devient chanteur par sa propre volonte ou bien y est-on destine des son jeune âge a 
le devenir? 

R. : Je crois que si quelqu'un n'a pas de talent inne, meme s'il est destine ă devenir chanteur, 
~a ne marchera pas. Le talent est inne et chacun agit par lui-meme. 

Q. : La familie joue-t-elle par la suite un certain râle ? 
R. : Certainement. Quand on voit qu'un enfant a un penchant pour Ie chant, on peut l'aider, 

mais le premier râle estjoue par le talent, Ia voix, s'il yen a. S'il n'y en a pas, je crois que l'effort n'a 
aucun sens. 

Q. : J'ai entendu dire par certaines femmes qu'on Ieur avait propose de faire carriere ăla radio, 
mais que leurs parents ne Ieur ont pas permis ? 

R. : C'est possible, mais elles parlent en l'occurrence d'il y a quelques annees, quand le chant 
[professionnel] etait mal vu et surtout pour les femmes. Aujourd'hui, jene crois pas qu'il se trouverait 
des parents qui empecheraient leurs enfants dans une telle circonstance. 

Q. : Que voulez-vous dire par « mal vu, surtout pour les femmes » ? 
R. : Une femme, par exemple, qui chantait bien, ils y reflechissaient ii y a vingt ans ... Une telle 

chance a ete donnee ă mon pere ă qui on a demande de chanter ă Ia radio : ii a hesite. Pour une femme, 
c'etait encore plus difficile : « tu deviendras chanteuse et tu chanteras dans Ies night clubs ». C'etait en 
quelque sorte deprecie. 

Q. : Mais chanter ici, au village, ~a ne l'etait pas? 
R. : Ici? Non bien sur. Ici c'etait un honneur de chanter. C'etait mal vu d'aller chanter pour Ies 

medias. C'est ~a qui etait mal vu. Dans le village, ~a ne l'etait pas. 

24. Q. : Quelle est Ia position sociale du chanteur? Se sent-il en position privilegiee ? 
R. : Jene dirais pas ~a. Quand on a une belle voix, ~a peut etre un privilege personnel, mais pas 

dans Ia societe, je ne crois pas. 
Q. : C'est-ă-dire que Ia societe ne respecte pas particulierement le chanteur? 
R. : Je ne crois pas que je respecterais davantage quelqu'un parce qu'il chanterait. Je le 

respecterais en fonction de ce qu'il est en tant qu'etre humain, non parce qu'il chante. 
Q. : Tu l'admirerais particulierement? 
R. : Cela oui. (Certaines personnes aimeraient chanter et ne le peuvent pas). Dans ce cas, oui, 

j'admirerais certaines personnes. 

25. Q. : La position sociale du chanteur est-elle analogue ă son importance dans la 
communaute ? 

R. : Parfois oui, parfois non. 
Q. : Dans quels cas est-ce oui? 
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R. : 0n parle d'une petite communaute. Certaines personnes respectent le fait qu'on participe a 
toute manifestation. Et certaines autres te voient differemment : « Of ! Encore elle ! Comme si elle 
faisait ya pour se montrer ». 

26. Q. : Quel est le comportement des auditeurs quand vous chantez ? 
R. : Je crois qu'en ce moment ils respectent le chanteur, ils ecoutent avec attention, a certaines 

rares exceptions pres. 

Presentation synoptique des entretiens d'avril 1993 

I. Q. : Qu'est-ce que la musique pour vous et comment la distingue-t-on des autres sons? 
R. : La musique, d'apres Ies personnes interrogees, c'est la melodie et le rythme. Mais d'un 

point de vue personnel et subjectif, la plupart disent que la musique et la chanson sont un besoin pour 
l'homme qui lui offrent l'equilibre, la tranquillite; c'est « un vecu qui exprime leur âme ». Sans la 
musique, ils ne pourraient pas vivre. 

D'autre part, le chant represente la tradition, l'histoire, Ies habitudes et Ies coutumes des gens 
ainsi que leurs sentiments. D'apres une chanteuse (M. Strouni), le chant ecclesiastique byzantin (qui est 
tres proche de la chanson traditionnelle grecque) mene le chanteur plus pres de Dieu et sa priere est 
mieux entendue. 

2. Q. : La musique provient-elle strictement des hommes ? Ou bien le chant, par exemple, des 
oiseaux peut-il etre considere comme de la musique ? 

R. : La musique est un produit humain, mais d'apres certains informateurs/trices, on peut dire 
que le chant des oiseaux est aussi de la musique. 

3. Q. : Le sifllement est-ii de la musique? 
R. : Le sifllement d'un air est pour certains de la musique, pour d'autres non. 

4. Q. : Le« talent» appartient-il a certaines personnes ou est-ii partage par tout le monde dans 
la societe villageoise ? 

R. : Le « talent » pour chanter appartient surtout a certaines personnes. Tout le monde peut 
chanter un peu, mais seules certaines personnes connaissent bien Ies chansons et ont de belles voix. II y 
a d'ailleurs certaines familles dont presque tous Ies membres chantent bien. 

D'apres Yiannis Marinos, c'est plutot dans Ies familles populaires (agriculteurs, eleveurs, 
pecheurs) que l'on trouve Ies belles voix et ce sont elles qui conservent la tradition. Selon la plupart des 
personnes interrogees, le « talent » de bien chanter peut etre, dans une certaine mesure, hereditaire mais 
ii y a des exceptions aussi. 

D'autre part, l'exercice, l'entraînement de la voix au chantjoue aussi son role. En tout cas, Ies 
Ierissiotes sont fiers de dire qu'ils ont enormement de belles voix dans lem village. 

5. Q. : Quelle est l'importance de la chanson? Qu'offre-t-elle a celui qui chante et a 
I'auditoire? 

R. : Le chant offre du plaisir a celui qui chante ainsi qu'a l'auditoire. C'est une sorte de 
soulagement et ii exige qu'on aime chanter (« JJEpaKI. »). 

Quand on est triste on peut se detendre en chantant. Quand on est joyeux on exprime aussi sa 
joie par le chant. 
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En tout cas, le chant est de tres grande importance dans la vie. Veta Hassapi raconte que si on 
lui interdisait de chanter, elle mourrait. D'apres Maria Kalaitzi le chant est un « omement ». un 
« bijou ». 

6. Q. : Comment la societe participe-t-elle au chant? En dehors de Ia fete du 3e jour de Pâques 
et celle du 8 septembre (anniversaire de la Vierge) y a-t-il d'autres retes beneficiant d'une grande 
participation ? 

R. : Les gens du village participent largement au chant pendant Ies fetes du village. 
En dehors de la fete du 3e jour de Pâques et celle du 8 septembre, ii y a aussi la fete de Saint

Christophore le 9 mai et la fete du Prophete Helias le 20 juillet. 
Le 9 mai (fete de Saint-Christophore) Ies villageois se rendent sur le site de la chapelle du 

Prophete Helias en dehors du village. Lă apres Ia liturgie, Ies eleveurs distribuent du Iait bouilli a tout 
le monde. Ensuite, on commence a chanter et a danser Ies chansons traditionnelles pascales. 

D'autre part a la fete du Prophete Helias, le 20 juillet, se deroule un festival (« 1tClVlfr1)pt »). 
Apres la messe, on offre un repas (« Koupµxcivt ») qui a ete prepare la veille au soir. Apres cela 
commencent Ies danses. Des la veille, on invite aussi lesjoueurs d'instruments traditionnels. On chante 
d'ailleurs une chanson qui n'est dite qu'a cette occasion (« ax6 (lpa.ou yta ., .Ayto 'Ata » : « Des le soir 
vers Saint-Helias »). (D'apres Melia Strouni la participation au chant etala danse le jour de cette fete 
est tres Iimitee et se perd dans le bruit que font Ies gens). 

Les autres fetes du village sont Noel et le Carnaval. Au Carnaval la chorale de Ierissos marche 
en tete sous la direction de Yiannis Marinos en chantant des chansons traditionnelles camavalesques de 
Ierissos. Derriere la chorale marche le cortege carnavalesque et quand on arrive sur la place de la 
Mairie tout le monde chante Ies chansons du carnaval (« a:n:oKpuiwca ») et danse. (II faut noter que Ies 
chansons de Ierissos sont « saisonnieres » et sont divisees en chansons carnavalesques, printanieres, 
pascales, estivales, automnales, de Noel et des chansons « de table» - « Tit<; .a~Â.ac; ». L'habitant de 
Ierissos considere comme un « sacrilege » que de chanter une chanson qui n' est pas de Ia saison en 
cours, d'apres ce que nous dit Yiannis Marinos). 

Des evenements pendant lesquels on entend le chant traditionnel sont Ies mariages et Ies 
funerailles. Pendant Ies mariages autrefois, on chantait beaucoup de chansons traditionnelles de 
mariage, mais actuellement ce n'est plus le cas, peut-etre parce que Ies chansons traditionnelles (surtout 
« de table») ont souvent un caractere plaintif et Ies gens preîerent des chansons modemes qui sont plus 
gaies (d'apres ce que dit Melia Strouni). II est rare d'ailleurs qu'il se passe un mariage traditionnel 
actuellement. 

D'autre part, dans le cas de funerailles, ii y a des chansons specifiquement funeraires 
(« µ0tpo1.6yta ») qui sont connues et chantees par tres peu de femmes (car la chanson funeraire est 
chantee exclusivement par des femmes), mais on chante aussi d'autres chansons « de table». 

7. Q. : De combien de membres doit se composer une bonne chorale ? 
R. : Une chorale doit comprendre entre 20 et 30 membres. L'important c'est que Ies 

participants aient de belles voix, nobles et solides, et qu'ils collaborent bien ensemble. 
La chorale de Ierissos a commence par six personnes (trois hommes et trois femmes). 

Actuellement ils sont de 25 a 30 personnes (S'il y a une quinzaine de femrnes et dix hornrnes, c'est tres 
bien). 

Ils se sont produits en divers endroits de Grece, â savoir au Mont Lycabete â Athenes dans un 
festival national de chansons populaires, â la Foire intemationale de Thessalonique, au « festival de 
l'Hiver Populaire » a Thessalonique et en d'autres endroits. 
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8. Q. : Quelles sont, d'apres vous. Ies sources du chant traditionnel? La source de la chanson 
est-elle purement humaine? 

R. : D'apres la plupart des informateurs. la source de la chanson est humaine. C'est le vecu 
humain qui s'exprime dans la chanson. Les chansons traditionnelles de Ierissos parlent d'amour, du 
depart ă l'etranger, des chagrins. Tout cela fait partie de la vie. 

Selon Yiannis Marinos, c'est le poete populaire inconnu qui a cree Ies chansons. Ces chansons 
sont conservees et transmises de generation en generation. 

L'inspiration (d'apres certains informateurs) peut pourtant etre divine. 
II se peut aussi que certaines chansons soient empruntees d'autres villages (ce dernier fait est 

nie par l'informatrice Melia Strouni qui insiste sur le fait que Ies chansons de Ierissos sont purement 
locales et n'ont pasete empruntees. D'apres elle au contraire, se sont d'autes lieux qui ont emprunte ă 
Ierissos). 

9. Q. : La chanson cree-t-elle et exprime-t-elle certains sentiments du chanteur et de 
l'auditoire? Qu'est-ce que ressent le chanteur quand ii chante? Est-ii possible qu'il ait des sentiments 
contradictoires ? 

R. : Les chansons expriment des sentiments de tous ordres, gais ou tristes ; cela depend de leur 
contenu et de la situation dans laquelle on chante. Chanter donne du plaisir, mais ii peut exprimer du 
chagrin aussi. Dans ce dernier cas, le chant offre un soulagement. D'autre part, Ies chansons funeraires 
(« rnirologues ») peuvent meme faire pleurer. 

Les sentiments sont mieux exprimes quand on chante bien, quand on a une belle voix. 
Lorsqu' on chante pour des personnes aimees qui sont deja mortes « on a des sentiments pour 

eux », c'est une fa~on « de faire quelque chose pour eux », d'apres Veta Hassapi. 
Par ailleurs, Melia Strouni quand elle chante inspiree par la joie ou par le chagrin, se sent 

communiquer avec celui qui a cree la chanson, elle sent qu'en la composant ii se trouvait dans la memc 
situation qu' elle quand elle la chante. Ses sentiments trouvent leur contrepartie dans Ies sentiments 
qu' exprime la chanson. 

10. Q. : Pourquoi Ies hommes chantent-ils? Les circonstances l'irnposent-elles parfois? 
R. : Les homrnes chantent pour exprimer leur joie ou leur chagrin. Ils peuvent chanter ă toute 

occasion, quand ils sont seuls ou avec d' autres. Ils chantent au travail, ă la maison, pendant une fete. 
II y a d'autre part des circonstances, comme Ies mariages ou Ies funerailles, qui exigent des 

chants. 

11. Q. : Y a-t-il des chansons qui appartiennent en quelque sorte ă une certaine personne, a 
savoir qui sont chantees par un seul chanteur/euse, ou bien toutes Ies chansons appartiennent ă tout le 
monde? 

R. : La seule chose qui est exigee pour chanter c'est d'avoir une voix appropriee, une belle 
voix. En dehors de cela, tout le monde a le clroit de chanter Ies chansons traditionnelles. 

Meme quand la chanson parle d'un homrne, Ies femmes peuvent la chanter et vice-versa (ă 
savoir quand la chanson parle d'une femme, Ies hommes peuvent la chanter aussi). 

12. Q. : Quand vous chantez vous-meme, employez-vous une voix « tendue » ou « relâchee » ? 
Employez-vous beaucoup de melismes pendant votre chant ? 
Connaissez-vous un chanteur qui emploie une voix « rauque » pendant son chant ? 
R. : Les chanteurs/euses emploient une voix « relâchee » ou « tendue » en fonction des besoins 

de chaque chanson. 
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Quand, d 'autre part, ils se trouvent en plein air ou dans la chorale, ii est necessaire de chanter 
« fort » pour pouvoir etre entendus. 

Quand on est dans un groupe, on chante aussi relativement fort, mais quand on chante seul/e 
dans la maison, on murmure la chanson comme une berceusc. Cela depend donc egalemcnt de la 
situation. 

Les melismes sont tres importants, surtout pour la chanson monodique, dite « de table». En 
chorale, Ies melismes sont rclativement plus reduits, mais quand on chante seul/e, ils sont plus 
developpes et indispensables. 

La voix « rauque » n'est pas employee dans Ies chansons de Chalcidique. Au contraire, ces 
chants exigent une voix la plus « claire » possible. 

13. Q.: Quand vous chantez, avez-vous pour votrc corps une position preferee qui vous permet 
au chant de sortir librement ? 

Exprimez-vous quelque chose par des contractions du visage ? 
Souriez-vous parfois en chantant? 
R. : Ce qu'enseigne Yiannis Marinos a la chorale, c'est que Ia position correcte quand on 

chante debout consiste a sortir la poitrine et la tenir droite, Ies mains dans le dos, sans faire beaucoup 
de mouvements et surtout en respirant correctement, qui est la chose la plus importante. Le fait de 
savoir ou respirer est le plus important. 

En dehors de la chorale, quand on chante ă la maison, la plupart des informatrices disent 
qu'elles preferent une position assise. Veta Hassapi dit meme que dans sa jellllesse, elle aimait 
s'allonger sur son lit quand elle chantait. D'autre part Marika Gagoutsa dit qu'elle aime etre assise et 
s'appuyer sur le bras gauche quand elle chante. 

Par ailleurs, la plupart des informateurs disent qu'ils ont certaines contractions du visage 
pendant le chant qui expriment des sentiments heureu.x ou douloureux en chantant, selon Ie contenu du 
chant. Tres souvent, ils sourient. 

14. Q. : Selon quels criteres peut-on etre considere comme un bon chanteur? Quelles sont Ies 
caracteristiques d'une belle voix? Le nombre de chansons quc l'on connaît et la mernoire des paroles 
sont-ils un critere qui permette de considerer qu'un chanteur est bon? 

R. : Le bon chanteur doit avoir une belle voix, c'est-ă-dire une voix claire, melodieuse, solide 
et capable de chanter Ies melisrnes (« toaldoµma ») des chansons. De plus, ii doit airner chanter. Sans 
cet arnour de la rnusique et de la tradition (« µEpa.n »), on ne peut pas bien chanter. 

Bien se souvenir de la melodie et des paroles des chants est aussi un critere qu.i distingue le bon 
chanteur/euse. 

D'apres Melia Strouni, parfois on entend une chanson que l'on ne connaît pas et ii est difficile 
au debut de la chanter. Mais apres l' avoir repetee de nornbreuses fois, on arrive a bicn la chanter quand 
on est un chanteur habile. 

D'autre part selon Veta Hassapi, la belle voix est une question de construction de la bouche et 
des organes de la voix. 

15. Q.: Quelles caracteristiques de la personnalite sont-elles exigees? La confiance en soi et le 
courage par exemple sont-ils exiges? 

R. : Pour etre chanteur, ii faut avoir le gout du chant, cornrne on l'a dit. D'autre part, le chant 
exige du courage, de la patience pour apprendre et de la confiance en soi. Certaines personnes 
connaissent Ies chansons, mais n'osent pas Ies chanter. Pourtant, d'apres Yiannis Marinos, un bon 
chanteur a toujours le courage et la confiance en soi qui est exigee. 
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En dehors de cela, d'apres la plupart des infonnateurs/rices ii n'y a rien de specifique au 
nivcau de la personnalite qui soit necessaire au chanteur. 

Pourtant, selon Veta Hassapi, le bon chanteur doit avoir une personnalite particulierement 
morale. La belle voix et Ia moralite doivent aller de pair. Mais elle est Ia seule ă faire cette remarque. 

16. Q. : Les chanteurs ă Ierissos constituent-ils un groupe socială part? 
R. : 0n ne peut pas dire que Ies chanteurs/euses constituent vraiment un groupe social ă part. 

Ils se distinguent seulement par leur belle voix et par leur participation ă toute manifestation musicale a 
cause de leur arnour pour le chant. 

En tout cas, Ie nombre des gens qui chantent ă Ierissos est tres eleve. Autrefois, presque tout Ie 
monde chantait a Ierissos, meme quand on n'avait pas une belle voix. Cette tradition se perd peu a peu. 

17. Q. : Le chanteur est-ii d'une certaine maniere un «specialiste» ? Y a-t-il des chanteurs 
professionnels, c'est-â-dire qui sont remuneres pour leur chant? 

R. : Le chanteur se distingue par sa belle voix, ii n'a aucune autre specificite. 
II n'y a pas de chanteurs/euses professionnels/les a Ierissos. Seul, un chanteur aveugle (fakis 

Thalassinos) quijoue egalement de la guitare et du« lagouto » est remunere pour sonjeu d'instrurnent 
plutât que pour son chant. 

D'autre part, il existe aussi une chanteuse (Maria Kalaîtzi-Brelli) qui assiste aux funerailles et 
chante des lamentations funebres (« µ01.poAoyw. ») contre une remuneration. 

En tout cas, d'apres certains informateurs/trices, le chanteur peut recevoir un cadeau pour son 
chant. Mais s'il veut devenir un vrai professinonel, il/elle doit quitter le village pour la viile. A Ierissos, 
ii n'y a pas de cas pareils. 

Pourtant, on avait propose ă certaines chanteuses (Veta Hassapi, Maria Gata, Evangelia 
Lagoutzou) qui ont de tres belles voix de faire carriere a la radio, en viile, quand elles etaient jeunes, ce 
que leurs parents leur ont refuse. II etait mal vu et deprecie a cette epoque-lă pour Ies femmes d'etre 
presentes dans Ies medias. 

En tout cas, d'apres Marika Gagoutsa, autrefois ii y avait des chanteurs qui se produisaient 
dans Ies ietes et Ies festivals, etaient payes pour ces prestations et vivaient de cette remuneration. 

D'autre part, la chorale de Ierissos qui a chante plusieurs fois dans de grandes villcs (Athenes, 
Thessalonique) a ete payee une fois (ă l'occasion d'un festival de chant traditionnel au Mont Lycabete 
ă Athenes) et r~u une petite somme (17.000 drachmes par personne) qui correspondait aux frais de 
transport et d'habillement des membres. 

18. Q. : Le râle de chanteur est-ii attribue par la societe ou bien l'acquiert-on par soi-meme? 
R. : C'est par soi-meme que l'on peut conquerir le râle de chanteur/euse. L'enfant commence a 

chanter des sonjeune âge et quand l'entourage se rend compte de la qualite de la voix, on commence a 
distinguer le chanteur, on l'appelle ăla chorale ou durant Ies ietes et on le reconnaît publiquement. 

Autrement dit, le role de chanteur s'obtient grâce ă la qualite de sa voix, mais l'acceptation 
sociale et le soutien des autres ont aussi de I 'importance. Le chanteur est en quelque sorte montre du 
doigt. 

La famille, par exemple, peut aider l 'enfant en Ie suivant et le soutenant dans son inclination 
vers la musique et la chanson. 

Ceci dit, pour devenir professionneUle et faire carriere dans le chant, ii faut le support de 
quelqu'un. Melia Strouni nous dit qu'il y a beaucoup de talents qui se perdent car ii ne se trouve 
personne pour leur donner une chance. 
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19. Q.: Quelle est la position sociale du chanteur? Le chanteur a-t-il l'impression d'avoir w1e 
position sociale privilegiee ? 

La position sociale des chanteurs est-elle analogue a l'importance qu'a la chanson dans la 
communaute villageoise ? 

R. : D'apres Yiannis Marinos ce sont Ies couches sociales Ies plus populaires (agriculteurs, 
clcvcurs, pccheurs) qui chantent Ic plus. Mais Ic fait de chanter n'eleve pas la position sociale. Le 
chant, selon lui, n'est pas un moyen de se montrer, c'est le prolongement de la tradition. 

Selon Ies informatrices, la position sociale du chanteur n'est pas une position privilegiee et n'a 
aucune specificite. 

D'apres Maria Gagoutsa, ii y a tout de meme un respect un peu particulier vis-a-vis du 
chanteur/euse. D'autre part, selon Y. Marinos, le chanteur se sent fier de sa voix et la societe 
villagcoisc le respecte et lui montre une preference en l'invitant dans le cas d'une fete, d'un festival, 
d'une compagnie. De l'autre cote, ii y a des gcns qui ne respectent pas le chant et se comportent de 
maniere hostile vis-a-vis du chanteur; comme s'ils en avaient trop. 

Selon M. Gata, d'autre part, on se sent privilegie/e au moment ou l'on chante. Apres « il ne se 
passe rien de special ». 

Une des raisons pour lesquelles - d'apres Ies informateurs- le chanteur/euse n'est pas aussi 
privilegie a notre epoque est le fait que Ies gens n'ont pas Ies memes distractions que par le passe. 
Actuellement, il y a en province des night clubs et des cafeterias ou vont se distraire tous ceux qui 
possedent une voiture. 11 n'y a donc plus autant d'occasions de chanter et danser dans une fete de 
village. (11 faut noter que dans le passe, il y avait une danse tous les dimanches, a laquelle tout le 
village participait). 

20. Q. : Le comportement social des chanteurs/euses differe-t-il par certaines caracteristiques 
de celui des villageois? Y a-t-il des comportements admis pour Ies chanteurs et pas pom Ies autres 
villageois ? 

R. :Selon Ies informateurs/trices, le comportement social des chanteurs n'a aucune specificite. 
En mariere de comportement, la societe villageoise n'est pas plus elastique vis-a-vis des chanteurs que 
vis-a-vis des autres. 

Seule Marika Gagoutsa nous raconte qu'a la fete du 8 septembre 1991, elle a chante devant le 
micro avec une amie a elle et le chanteur aveugle, Takis Thalassinos, ce qu'on leur a permis parce que 
Ies villageois savaient que c'etait des chanteuses, autrement ils auraient considere cela comrne un 
scandale. D'autre part ii est mal vu de chanter des chansons saisonnieres qui ne sont pas de la saison en 
cours. 

21. Q. :Quel est le comportement des auditeurs quand un chanteur chante ?Ce comportement 
depende-t--il de l'evenement qui est en train de se passer ă ce moment-la? 

R. :Le public en principe eprouve du plaisir a l'ecoute du chant. II a donc un comportement 
positif vis-a-vis des chantew-s. Parfois Ies auditeurs participent meme au chant ou applaudissent pour 
marquer le rythme. Mais ii y a aussi des cas ou certains auditeurs, surtout des jeunes, sont indifferents 
ou meme hostiles et se moquent des chansons traditionnelles. C' est heureusement un phenomene 
relativement restreint. 

La reaction du public depend aussi de la situation pendant laquelle on chante (si ii s'agit d'un 
mariage ou de funerailles, etc.). 
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WHEN TRADITION IS GIVEN A TRADEMARK 
The Market Enrolment of Folk Artisanship 

in Post-socialist Romania * 

Marin Constantin 

Amang many folk artisans, ethno-folklorists, museum visitors, and tourists in Romania today, 
there is a persistent ethos with "authenticity" and the "national character" of the peasant crafts and 
artefacts. In fact, while claimed tobe "bearers ofthe national folk culture", artisans usually behave as 
traders of the ethnographic traditions they account for and represent. The folk artisanship is to be 
interpreted nowadays not only as a village-centered industry, but also as an open process of exchange 
,vith the urban world. Such a "trademark" is the resuit of the artisans' involvement with the extended 
network of ethnographic museums in the cities of Romania, in order to meet and keep a clientele, 
national and foreign as well. As will be seen, artisanship (also called craflsmanship and artisanry) is 
associated with complex phenomena of social, economic, and cultural variation, hybridization, and 
regeneration in Romania before and after 1989, as it is equally "traditional" and "modem", and 
simultaneousl y art-and-commerce. 

0n an ethnographic ground, the current research is intended to examine the market enrolment 
of artisanship in Romania (within the folk fairs hosted by five national and regional ethnographic 
museums), as well as to expiare the theoretical significance ofthe folk fairs in the comparative context 
of the open-air markets in Central and Eastem Europe. 1n doing so, we seek to understand the extent in 
which the craft-and-trade artisanship, while it is consistent with the contemporary market economy, 
could originate in peasant economic relationships probably much older than communism, and which 
subverted somehow the socialist economic framework. Taken as a particular rural category, craftsmen 
may represent a case study relevant for general cultural and economic trends of peasantry in the 2000s 
Romania. 

This study is built up on the assumption that "tradition" and "trade" are not - such as inferred 
by the nationalistic and communist ideology - antithetical areas of expertise and practice. As of the late 
nineteenth century, artisans and their crafts have constantly become (along ,vith folklore) referential for 
the national value system in Romania irrespective of the monarchic, communist, or post-communist 
poli tical contexts. Accordingly, the making of the ethnographic museums in Romanian cities has been 
associated with the preservation, representation, and salvation of the peasant civilization at a national 
scale. However, this cultural policy seems to diminish a core "element" in understanding the 
craftsmen's work and identity, which is economy. As if artisans produced only from esthetical or 
philosophical reasons they are commonly portrayed in terms of "folk-art" creators and thinkers. 

While art and beauty should not beat all denied for the folk artisans' "worldview", economy 
needs tobe reconsidered as another dimension ofthe peasant ways of life. 

* This text is the resuit of a research carried out in the framework of the "Roles, ldentities and Hybrids" collective project 
with the support of Centre for Advanced Study (CAS), Sofia, during the 2005-2006 academic year. White he undertakes all 
his personal responsibility for the content of text, the author would like to express here his gratitude to his colleagues from 
CAS, especially to Professor Alexander Kiossev and to Professor Vintilă Mihăilescu, for their highly competent advises and 
friendly encouragement. Likewise, the author is deeply indebted to the artisans and museum directors (see the tist attached to 
the text) who helped him in the course of his work. 
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In theory, the folk fair in the city would follow the science-based programs of ethnographic 
museums in the protection of traditional cultures and artefacts. As a consequence, artisans would 
primarily be concerned with the conservation and transmission of the folk traditions on the behalf of 
which they work and live. After all, the state politics in the national patrimony would reflect some 
public awareness and consent regarding the importance and meaning ofthe folk-culture management. 

Beyond rallying to some official agenda or ideology, artisans are more probably committed to 
the specialization and adaptation oftheir craftwork to the changing world of post-socialism. 0n another 
side, museums are expected to seek for a broader relevance oftheir activities, especially in tenns ofthe 
interest in the public audience. As a matter of fact, the museum folk-fair in contemporary Romania is 
an institution within which the folk art and market exchange coexist and interrelate with each other, 
which as an ethnographic reality per se artisans, museums, and public entirely acknowledge. 

ETHNOGRAPHY OF FIVE FOLK F AIRS IN RO MANIA 

In 2002-2003, I conducted an investigation at the levei of the craftsmen's workshops in five 
ethnographic areas of Romania (Maramureş, Mărginimea Sibiului, Oltenia, Vrancea, and Tulcea), in 
such domains of specialization as woodcarving, weaving, pottery, mask-making, and fishing. Since 
craftsmen make artefacts not solely for a domestic use în their village households, but equally for sale 
within the urban folk fairs, I considered it relevant to extend my previous research over such a market 
process. 

Information for my current project has been collected during five folk fairs, held in 2005, în the 
following museums: the Museum of Peasants (Bucharest, 15-17 July), the Museurn of Banat Villages 
(Timişoara, 5-7 August), the Astra Museum of Folk Civilisation (Sibiu, 12-15 August), the Museum of 
Suceava and Bukovine (Suceava, 19-21 August), and the Village Museum (Bucharest, 16-18 
September)(l). The museum fairs are not regular events, but they depend on fixed religious feasts or 
locally significant dates. As a resuit, the schedule of my fieldwork was made in accord with the above 
fairs. 

First of all, I was interested in the regional diversity of the folk fairs and craftsmen concerned 
by my research (2). In the case of the craftsmen, I collected data from a nurnber of 27 men and 26 
women, of ages ranging from 25 to 72; in a few cases, when such informants were available, I 
discussed with artisans of Hungarian, Polish, and German ethnic identity. Another criterion followed 

(I) As regards the institutional relevance ofthe museums concemed here, we first distinguish the chronological primacy and 
sociologica( encompassing of the Bucharest Village Museum (founded in 1936 by the members of sociologica! teams led by 
Dimitrie Gusti, with representation of the different peasant cultures of Romania). Another case (the Bucharest Museum of 
Peasants) is outstanding for the contcmporary professional achievement of the EMYA distinction, as "the best European 
museum of the year" ( 1996). As for the Sibiu Astra Museum, we take ioto account the profile and capacity of its 
establishment, as devoted to "the folk civilisation and technology in Romania" within a perimeter of 100 hectares; at the same 
time, the Astra Museum is the house of severa! national associations in artisanship. With respect to the other two museums in 
discussion (the Timişoara Museum and the Suceava Museum), they represent the largest counties of Romania (Timiş: 8,697 
km2 ; Suceava: 8,553 km2), and also cases of regional open-air museums that are currently hosting folk fairs; another reason 
here is that ofthe multiethnic folk programmes ofthe two museums. 
(2) The artisans interviewed live in the following localities of Romania (the related counties are also indicated): Bacău, 
Băbeni - Râmnicu-Vâlcea, Bălăceana-Suceava, Braşov, Breaz.a-Prahova, Bucharest, Buftea-Ilfov, Câmpulung-Moldovenesc -
Suceava, Corund-Harghita, Cluj, Cugir-Alba, Curtea de Argeş, Feldioara-Braşov, Gemenea-Suceava, Horezu-Vâlcea, Roşia 
Lazuri-Bihor, Lunca-Ozum - Covasna, Marginea-Suceava, Mănăstirea-Humorului - Suceava, Mitocul-Dragomimei -
Suceava, Moreni-Dâmboviţa, Obârşia-Tomeşti - Hunedoara, Păniceni-Cluj, Piteşti, Pleşa-Suceava, Rădăuti-Suceaw, 

Râmnicu-Vâlcea, Rotaria-Iaşi, Runcu Salvei, Salba-Bistriţa, Săpânta-Maramureş, Săveni-Botoşani, Sârbi-Maramureş, 

Slătioara-Suceava, Suceava, Timişeşti-Neam~ Timişoara, Târgu-Mureş, Târgu Lăpuş - Maramureş, Tomeşti-Iaşi, Tulcea, 
Ţibăneşti-Iaşi, Valea Dealului-Argeş, Valea Seacă-Neam~ Vatra-Moldoviţei - Suceava, Vinerea-Alba, Vlădeşti-Vâlcea, and 
Vorona-Botoşani. One artisan's residence is Chiperceni-Bessarabia. (See attached the tist of artisans). 
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was the craft variety among my field interlocutors, which includes woodcarving, weaving, icon
painting, pottery, mask-making, egg-painting, wind-instrurnents making, basketry, horn carving etc. 
(see attached the list of artisans). 

My fieldwork was based on holism. As will be seen, this perspective is particularly referred to 
in the general concept of my research, as well as in the interview structure and items I followed in the 
field. Alongside the economy of artisanship, I sought to gather inforrnation conceming the craftsmen 's 
social organization, their vision on issues like "tradition" and "art", their relationships with political 
and cultural authorities, and so on. The focus on the economic dimension is motivated by the nature of 
the folk-fair institution, in the framework ofwhich artefacts are brought for sale. 

Last but not least, I had to consider the power relationships, which are inherent to any museum 
folk fair. As arule, the craftsmen attend the fairs following an invitation they receive from the museum 
leadership, or from local and regional "centers for the folk creation". Since the folk fair is nota free
entry institution, visitors and craftsmen as well are usually expected to pay their participation. That is 
why my investigation also included interviews with museum directors and collection of materials about 
the museum management of the folk fairs. 

1n the field, I gathered several types of materials to use as references for the categories of 
analysis and interpretation for this research. A substantial part of my information is verbal, based on a 
series of structured interviews conducted in extenso with 53 craftsmen and four museum directors. 
Such a database is necessary for understanding what the people think and say about artisanship, and 
how they are similar or different in their viewpoints and strategies when involved in the market 
process. As the answers received from my interviewees are variable in their details or arguments, I 
needed to compare them (in the quest for recurrent data) or simply to verify one or another indication, 
description, or... silence. I would call this type of information an "explicit" one, as it pertains 
essentially to what the craftsmen openly state or admit about themselves, their crafts, and their 
interests, needs, and aspirations. 

Another levei of docurnentation consisted of a nurnber of 37 artefacts that I bought or received 
as gifts, and which represent a physical evidence of the craftsmen 's work. Artefacts are significant for 
the craftsmen's "styles" of manufacture and decoration, as well as for the "representational" themes 
they approach. Whenever possible, I collected (also as "materiality" of my field docurnentation) the 
visits cards ofthe craftsmen and the musewn directors, as well as folders, posters, and brochures edited 
by the craftsrnen thernselves, or by the museurns organizing the fairs. 

Along with the questionnaire and rnaterials about the artisanship, I was interested in the visual 
information of rny research as comprising video and photo records frorn all the five fairs approached. 
The video records contain about 200 minutes of film, and the nurnber ofphotographs is about 150. The 
visual materials are important for rendering the general atrnosphere of a folk fair and particularly for 
the laboratory re-examination of such a "cultural scene". 

During all the folk fairs where I was present, I kept a fieldwork diary in which I \\<Tote down 
small observations or details seized rather as any visitor or tourist, than in a systernatic way. I often 
needed to scrutinize the craftsmen and their artefacts, before choosing my informants according to the 
criteria discussed above. Needless to say, not all the craftsmen agreed immediately to my interview 
request, so I had to wait for their confidence or available rime. In other situations, I shared with artisans 
their conditions of accomrnodation and meal, which helped rne in making my work intelligible and 
acceptable among them. Also as a means to gain familiarity with rny interlocutors, I met many ofthem 
within other fairs; in such frequent occasions, we recognized each other and exchanged personal 
impressions about this or that fair. Such informal talks were highly useful in understanding artisanship 
beyond the structural and sometirnes rigid framework of an interview. The remarks of visitors or 
"clients" of the craftsmen seerned suggestive to rne for another (although equally "implicated") 
perspective on artisanship. 
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The "entry permission" was always necessary in the case oftalking with the museum staff, but 
once I presented my research theme and goals, I benefited of access not only to the fair, but alsa to 
local directors' vision of what a folk-fair is. or should be. In Timişoara, I attended a debate that local 
museum hosted between some museographers or folk-culture specialists, and the craftsmen present at 
the folk fair. Similarly, I did not refuse the invitation that severa! craftsmen once addressed to me to 
join them at the general meeting of the "Association of Folk Artisans in Romani a". which took part on 
occasion ofthe folk fair from the Sibiu Astra Museum. Although absent from the initial schedule ofmy 
research, such events enriched my field notes and generally diversified the points of view I collected on 
artisanry. These miscellaneous data, and many ofthe same nature, have been making the content ofmy 
diary in the field, and they represent an important source for my research. 

The interviews, artefacts, visual records, and personal notes are tobe generally considered as 
the "field information" of the current project. In order to produce meaning they must be analyzed and 
interpreted together, since their content may be convergent but alsa contradictory. Differences between 
the "explicit" and "implicit" sides of culture could thus appear between the craftsmen's discourse 
(according to interviews) and their artefacts, such as expressed by the claim of one's own 
"authenticity" vs. someone else's "kitsch". Sirnilarly, the videotapes or photos are "objective" to the 
degree in which their "memory" reproduces such aspects as the bargain, the daily rumor, or the crowd 
within the fair. 

At the same time, both the videos and photos are lirnited to the representational appearances of 
a folk fair, namely to what the craftsmen, the museums, the visitors, and the ethnographer have seen as 
"relevant" when talking about, and when writing on, an exhibit. Probably, the ethnographer's presence 
is the mast difficult to cancel from either the interview concept, or the collection of database materials, 
or the making of filrns and photos. Therefore, multiplication of sources is meant alsa as a tool to 
balance or to reduce from the bias risks in one or another interpretation for this study, as well as to 
review some ofthe conclusions ofit. 

CATEGORIES OF ANAL YSIS AND WORKING HYPOTHESES 
IN THE STUDY OF ARTISANSHIP 

As mentioned, this research is meant as a development of a previous approach of artisanship in 
Romania, which took place at the craftsmen's home workshops in their village locations. In studying 
craftsmanship, or the "workshop-centred" artisanship, I proposed a definition for such socio-economic 
pattern, with respect to those "[Peasant) traditional and market-oriented practitioners of crafts" (cf. 
Constantin 2003: 76). In accordance with the field information, the publications resulted from the first 
investigation were interpreted through the following categories of analysis: "Family and Kinship 
Framework", "Technology", "Clientele", "Artisans under Communism", "Artisans and the Market
Economy", "Artisans and the Ethnographic Museums", "Traditional Styles and Syrnbols", "National 
Self-Identification", and "Profitability ofTradition" (Constantin 2003, Stahl, Constantin 2004). 

The above categories were used to classify and systematize the row data, in order to envisage 
as much as possible from the empirical realities associated with the craftsmen and their work. Since the 
focus of my research was the workshop production of artefacts, most of the categories reflect the local 
organization of craft industry, as if it were part of an autarchic village economy, like agriculture or the 
animal breeding. However, from the very first phase of my research, the field evidences were clear as 
to the fact that craftsmanship is more than a form of rural subsistence or auxiliary occupation within 
the peasant husbandry. Crafts and artefacts appeared to me as the mark of an economic specialization 
or a "gift" whereby some of the members of a rural comrnunity were simply opening up the resources 
of their village to an outside demand. 
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As a result. I was to include amongst such "local" topics as "kinship", "technology", or 
·'styles", a series of "items" obviously externat from what a village community and economy are 
commonly expected to connote. Ideas like "clientele", "market economy", and "profitability of 
tradition" will become crucial for my enquiry, in an effort to understand the native context of the 
peasant crafts, but alsa the regional, national, and even intemational evolution ofthem. 

A major distributive network for the folk artisanship is made by the ethnographic open-air 
museums. Two such museurns were founded in the cities of Cluj and Bucharest since the inter-war 
period, but it was only after the World War II, under the communist regime, that a plethora of 
ethnography or "folk-culture" museums expanded in Romania (3). As will be seen, the importance of 
ethnographic museums is so high for the artisans' work that they should be taken as the second main 
phase (after the village craftwork) ofthe "social fact" ofartisanry. 

I havc mentioned above the relationships between artisans and museurns as a "category of 
analysis" that I already used in the phase of investigation over the rural workshops. As a matter of fact, 
the function ascribed to rnusewns in the craftsmen's accounts - that of a constant, intense, and 
lucrative "partnership" - made relevant the study of artisanship as a process, and not only as a 
localised pattem of peasant production. Museurn consequently became a landmark for the concept of 
my current study, both in the structure of interviews and in the further interpretive work on the field 
information. Alsa as a result of the new research focus, I was to reformulate the definition of 
craftsmanship in terms related to the artisans' trading strategies, as well as to the rnuseum 
institutionalization for such a "market-orientation". 

To clarify now what I mean by the "categories of analysis" of my research, I must discuss the 
content of questionnaires I followed when conducting interviews with artisans and the museurn 
directors. The interview with craftsmen generally reflects the structure of a "life-history" questionnaire, 
in that items are referred to my interlocutors' past and socio-cultural background, such as "when and 
from whom did you leam your craft?", or "since when do the people perform this craft in your native 
area?" Alsa in a biographic key, I asked for data on the artisans' family working-framework of today, 
as well as on their farnily's perspectives in that handicraft. 

However, the care problematic that my questionnaire attained among craftsmen was the market 
process of artisanship, which included items like "do you work as a family private association or within 
any craft cooperative?", "how do you cape with competition in your field?", and "do you conduct your 

(3) In 1923, the first Romanian ethnographic museum was founded in the city of Cluj by geographer Romulus Vuia. A similar 
museum appeared in Sighetu! Marma\iei town, in 1926, thanks to the initiative of ethnographer Gheorghe V ornicu, as well as 
with the support of geographer Simion Mehedin\i. In 1936, sociologist Henri H. Stahl and dramaturge Victor I. Popa designed 
the Village Museum in Bucharest as a "social museum" in accord with the research conception promoted within the 
Sociologica! school of Dimitrie Gusti. After 1946, a network of ethnographic open-air museums will be set up in Romania, 
including among others the Curtişoara Museum (the Oltenia region, 1946), the Ethnographic Museum of Moldavia (laşi, 
Moldavia, 1958), the Museum of Folk Civilisation - Astra (Sibiu, 1967), the Ethnographic Museum of Bărăgan Plain 
(Slobozia, the Muntenia region, 1971), the Museum of Viticulture and Fruit-Trees Culture (Goleşti-Argeş, the Muntenia 
region, 1971), and the Museum of Banat Villages (Timişoara, 1980). According to ethnographer R. Florescu (1971: 39), "One 
of them [the ethnographic museums] is representative for the whole territory of the country (the Village Museum in 
Bucharest); two other are specialised single-subjects units (the Museum of Folk Civilisation in Sibiu, and the Museum of 
Viticulture and Fruit-Trees Culture in Goleşti) also covering the whole territory of thc country; twelve units represent the 
regions or provinces: the open-air museums [in the towns] of Iaşi, Cluj, Timişoara, Curtişoara-Gorj, Bujoreni-Vâlcea, Reghin, 
Negreşti-Oaş, Tulcea, Şimian-Tumu Severin, Focşani, Maramureş, and Bran". Florescu closely associated (1971: 36) the 
making of ethnographic museums with the process of socialist transfonnation of the village communities in post-war 
Romania: "Important means were provided by central and local state authorities to permit a development rate leading to 10 
open-air museums, in less than 15 years. [ ... ) The socialist revolution undertook the structural change of the villages [ ... ]. 
Departure of a more and more important mass of rural population to the towns - where is the basic source for the industrial 
workers' development -, the modification of the status of land property, and the reorganisation of rural economy - [ ... ] pose 
the problem ofthe disappearance of village as an unit oftraditional social life [ ... )." 
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sale as retail or/and as wholesale?". In relation to such thematic. I addressed to artisans a series of 
questions concerning the relationships they engage, maintain, or develop with the ethnograph.ic 
museums. namely "do you leave your artefacts under the museum custody, in order tobe sold there?", 
"have you been awarded any prize or diploma from the museum authorities?", "are you requested to 
pay any tax for being allowed to attend a museum-hosted folk fair?". and so on. 

The questionnaire standpoint is balistic by addressing topics of social, economic, and cultural 
relevance on the craftsmen's life and identity. However, the order of questions did not strictly express 
such a theoretical scheme, but it rather altemated, mingled, or refonnulated items related to the three 
general domains of study. For instance, the economic issues were usually approached along with 
cultural aspects, as when questions about the craftsmen's "private workshops", "professional status", 
and "wholesale demands" were preceded or followed by questions on the "decorative styles and 
motives", "traditional belonging", and "museum exhibits". This was assumed not to insist excessively 
on the interlocutors' privacy, but alsa to assure an internai control ofthe questionnaire. 

With regard to the interviews taken with the museum directors, I put my questions through and 
around the thematic of cultural "management" that museums conceive of, and apply towards, 
artisansh.ip. Some of such items derived directly from the interviews with artisans, or were convergent 
with them, as follows: "what is the fonn, if any, of your 'partnersh.ip' with the craftsmen: donation or 
custody of artefacts, framework for the fairs, sponsorsh.ip?", "how do your museum see the craftsmen: 
'folk creators' or/and 'traders'?", "bas your museum been making up its own 'network' or 'clientele' 
of craftsmen?" Other questions concemed the "vision" or "policy" specific to this or that museum as 
regards craftsmansh.ip, that is "is your museum ascribing any role to artisans in the 'conservation' or 
'salvation' of the peasant traditions?", "does your museum accept the change or 'transformation' of 
'tradition(s)' or 'folklore' in the contemporary village communities?", "could the rural traditions be 
really 'revitalized' through the folk fairs that your museum is currently setting up?". The museum 
directors' accounts are particularly useful for their "top-down" perspective on the folk artisanship, as 
well as for having provided information complementary or contrastive to that offered by craftsmen. 

The answers collected through the two questionnaires make up the primary database for the 
further analytical and interpretive work of my research. 0n this ground, I am able to consider and 
define the categories of analysis to apply now on the "museum-centered" artisanship. Before th.is, I 
once again outline the "twofold" nature of artisanship, in accordance with the information gathered in 
both the rural and urban field contexts of my investigation. Thus I speak of the craftsmen's 
"workshops" and "folk fairs" with no intention to distinguish between a "private" or "subsistence" 
branch of artisanship, and another one, characterized by "market specialization" or "capitalistic 
investments". 

Accordingly, I maintain some of the "headlines" of my previous research, like "the social 
organization of artisanship", "clientele", and "the ethnic dimension", as well as the comparative 
discussion on the artisanry within the socialist and market economic frameworks. The only topic I set 
bere apart is "technology"; however, even in this case, renunciation is partial, since some items of my 
first questionnaire deal explicitly with the making of artefacts and with the "folk art" motives, styles, 
and symbols. Based on this, I would infer that the focus on the craft process, which was proper for a 
research devoted to the artisans' home industries, has to be replaced this rime with two correlative 
chapters about "tradition" and "folk art" according to the craftsmen. 

The main shift of focus ofthe current research is that concemed with the institutions ofthe folk 
fair and ethnograph.ic museum. As already explained, the interviews h.ighlight the theme of the fairs 
periodically held by museums on a mutual base of "partnership" with artisans. This is the meaning of 
the "market emolment" among craftsmen, to be extensively exploited by this study as a development 
of, and not as a detachment from, the artisans' village-located workshops. 
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Ali the above categories will also outline or theoretical frame the other vaneties of 
documentation. including artefacts, visual records, and personal field notes. Analysis of the database 
also requires formulating severa! working hypotheses to follow when processing and interpreting the 
field information. 

As will be seen, such hypotheses are built up on what I already know about craftsmanship, on 
the base of my previous and present enquiries. The problem with hypotheses, therefore, is to advance 
presuppositions that may eventually remain outside the real meaning of one or another "fact" or 
"aspect" under examination. By drawing on the "workshop-centered" artisanship, for example, I face 
the risks of extending implications of the village-originated craftwork over the city-located folk-fairs, 
such as when speaking about the "traditional motives of decoration" with a craftsman more probably 
interested in meeting the diversified "tastes" of his clientele. Likewise, while thinking about the 
patterns of exchange associated with the museum fairs, I rnay figure oul the trading behavior and 
interests of my interlocutors, rather than the handwork and "art" commitment of them. Once more, the 
dual substance of artisanship as an integrated pattem of peasant economy is to be accounted for, and 
conceptualized. 

To assure my working hypotheses with a link to the field, which is to provide a starting point 
for the research accuracy, I shall correlate them to the above domains of analysis. This is also a means 
to control the analytical and interpretive frame of my research, since validation or invalidation of a 
given hypothesis may accordingly confirm or reject the data arrangement under this or that rubric. 

As regards the social organization, I would infer that artisanship should not be simply seen as 
an "annex" or auxiliary occupation within the peasant husbandry, notwithstanding the craftsmen's 
claims that they have been, or are, involved in other agricultural or industrial activities, or that their 
handwork is technically individual or "unique". Indeed, many of the craftsmen's accounts include 
statements or descriptions about such frameworks as "family associations", "craft cooperatives", 
"firms", and - at a national levei - associations of the folk artisans. Thus it is to expect artisanship to 
actually be or become a specific branch ofthe rural economy, enacted as such "on its own" or through 
local division oflabor with the rest ofa craftsman's household (4). 

Traditions seem to play rather a legitirnizing role, perhaps as a still identity-shaping resource 
(in terms of origin, content, and identification of/with a given tradition), but not as an immutable and 
formally reproduced value-system. Probability of intervention over the technological pattems, as well 
as over the decorative repertories, is high - depending on the innovation exigencies of the market 
(which does not exclude the changes occurred in the aesthetic standards of the contemporary villages 
of Romania). As a "distinct" domain of rural life (in accord with craftsmanship), the folk traditions 
should be considered together with other peasant fonns of expressive behavior, like the folklore and 
rituals. 1n such a contextualization, "authenticity" will bea guarantee for the quality of one's handicraft 
and artefacts (5). 

(4) Ina study conceming the "system ofthe folk-crafts during a four-decade period [in socialist and post-socialist Romania)", 
ethnographer Olga Horşia takes the craftsmen's organisation in cooperatives as a "fundamental element" of artisanship. With 
respect to a series of pottery centres such asin Corund-Harghita, Horezu-Vâlcea, Marginea-Suceva, Oboga-Olt, Vama-Satu 
Mare etc., the author describes the "cooperative structures" as characterized by "mobility", "flexibility", "large variety of 
production", and "adaptation to demand". Acoording to Horşia, a percent of 16% of population in Topoloveni-Argeş worked 
within the local folk-art cooperative (cf. Horşia 1994). 
(5) Anthropologist Vintilă Mihăilescu sees the "issue de la tradition" as constitutive to a "demarche inevitable dans une 
approche critique de I' ethnologie roumaine". The "objet" of such an approach - the sarma, stuffed vine leaves, or meat-roii in 
cabbage - that is a "'gastroneme' ... plus ou moins 'reel'" - is, according to Mihailescu, relevant for an ample theoretical 
investigation of the theme of cultural belonging or appropriation (also) among the Romanians. In the author's terms, as a 
"patrimoine partage" and a "symbole patrimonial", the sarma "fait partie de la reali te" of consumer, as a "cultural sarma", it 
is noi the sarne as other kinds of "sarma" - which nonetheless is possible with regard to the "civilised sarma"! Since "le 
patrimoine est un eajeu du pouvoir", and the past may setup "pieges traditionalists", the author's conclusion is that "repenser 
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When it is not simply taken for "tradition", jolk art would probably matter too little for the 
vemacular definition of artisanship. We can ask to what extent such a category belongs to the bearers 
of peasant crafts and how they conceptualize it today. [n fact, notions such "beauty", "style" and 
"creation" are primarily expected to associate with the artisans' handwork, traditional heritage, festive 
days, and "comrnon-sense" as well. When implemented by artisanry, however, the folk arts could also 
operate as a "negotiated matrix" of rural and urban ideas, worldviews, "artistic" tastes and praxis, 
moral sentences, cultural fashions, and so on. The adoption of the contrastive notion of "kitsch" in the 
craftsmen 's native vocabulary is another argument to consider the intellectual construction or 
interpretation of folk art (6). 

There exists the possibility that socialist economy reflect more than an onJy "lost-world" 
among the artisans of today. Majority of them leamed about their crafts under comrnunism, which 
entails fluctuation and relativism in their narratives on the topic. 0n the other hand, thc state patronage 
over the folk traditions and crafts did not entirely disappear after 1989, but it survived in thc museums' 
and city municipalities' management of the folk fairs (7). It is a fact that, while the ethnographic 
museums werc mostly founded in the socialist period of Romania, the folk fairs will proliferate after 
the comrnunist fall. Thus, the private initiatives associated with artisanship must necessarily bc 
considered within their dependcncies upon governmental cultural politics and a state-regulated market. 

As suggested above, market economy is likely to represent a rather "would-be" framework for 
the folk artisanship in post-socialist Romania (7). Craftsmen make important efforts to attain or 
enhance the competitiveness of their work by cngaging themselves în the market distribution of their 
artefacts through the folk-fair network set up by the ethnographic museums. The commonly used 
definition ofartefacts as "comrnodity", as well as the promotion ofthem by visit-cards or posters, is an 
obvious sign of the increasing specialization in a field indeed "marketable". It remains, however, to 
answcr how mutually-profitable in fact is the "partnership" of the artisans with museums, and how the 
museums face in their turn another competition, that for the craftsmen-as-clients, from the part of such 
"rivals" as the private folk-style shops and warehouses or the city municipalities. 

1n a similar way, the folk-fair in the city is expected to concern not so much the "patrimonial" 
or "representational" purposes of ethnographic museurns, as the "supply-and-offer" flow of goods of 

la dimension historique des objets du present c'est peut-etre la principale tache de l'anthropologie roumaine actuelle" (cf. 
Mihăilescu 2003). 
(6) According to a comprehensive definition provided by ethnographer Paul Petrescu, "[The folk art is] One of the basic 
components of the Romanian art, tobe understood as a form of our people's social consciousness, able to specifically mirror 
the world's reality [ ... ]''. As such, the folk art would include (following the same author) the peasant fumiture, carved linie 
artefacts, musical instruments, agricultural tools, tissues and clothing items, pottery, painting, carved bones and homs, 
basketry, metallurgy, and omamentation (Petrescu and Stoica 1997: 40, 43-50). 
(7) The state patronage of what "folk" meant in socialist Romania took as another form of "expression" the domain of 
folldoristic representations, such as the "festival scene" (which was intended to replace the village folklore framework), 
"professionalization of 'folklore artists"', "the folklore show", "national folklore festivals, and 'competition"' (cf. Marian
Bălaşa 2000-2002). According to the author, "The academic research centres, as well as the 'centres for the direction -
îndrumare - of folk creation [ .. .]' were initially planned to cooperate with institutions for ideologica! propaganda and 
communist education in order to reformulate the folk tastes and manifestations, including the folkloristic ones, in accordance 
with the communist ideology". The communist authorities' involvement through the "cultural management" of the folk 
culture culminated in the 1970s and 1980s with the huge "Cântarea României" [Homage to Romania] festival, characterised 
(according to Suzanne Kratzer) by "the mass character", "social, ethnic, and age variety", "continuity and rhythm", and 
"competitive character" (cf. Marian-Bălaşa 2000-2002: 278-9). For the implications of the state cultural-management of the 
artisanship in socialist Romania, see Stahl, Constantin 2004: 96-100, 188-91). 
(7) "Informality" is perhaps a more accurate term for such economic phase in many public and private sectors in Romania 
today. Liviu Chelcea and Oana Mateescu edited (2004) a collective volume dedicated to Romanian "informal economy" after 
1989. They and the co-authors approach a series of themes like the pawning firms, thefts from a ex-socialist livestock 
breeding complex, private strategies in the wood-commerce, politics and social practices in urban markets, human trafficking 
to Hungary, and apple-brandy commerce. The editors associate the informal economy in contemporary Romania with the 
"second economy" during socialism (cf. Chelcea, Mateescu 2004: 17). 
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the open-air markets. 1n theory, artefacts address "consumption necds" related more to aesthetic, than 
to utilitarian. tastes. However, they are "products" (as the artisans say) subject to exchange 
relationships such as whatever goods and services are. The folk-fair relationships are engaged "face-to
face" (and thus they are open to negotiation). Moreover, such relationships include retail and 
wholesale, branch co-operation as well as competition. Ali these are market institutions, even if mast 
of artisans claim that craftsmanship would not be productive enough to make one's living and that 
commerce would only cover the expenses for the raw materials they usc (9). 

Due to the craftsmanship market enrolment, the ethnographic or "folk-cu/ture" museums could 
undergo - or undertake? - a transformation of their "functional" profile from an institution devoted to 
the collection, conservation, and exhibition of "folk objects", to a cultural enterprise interested more in 
"clientele" than in "visitors". It is through such a metamorphosis that museums develop proper 
"marketing" techniques of commercializing the artefacts, editing brochures about artisanship, tax 
collecting for entry and participation to the fairs, hosting of "folk" cuisine services, folkloristic 
representations, etc. Important issues to exarnine are the managerial strategy of museums (such as 
payment or discount for the craftsmen's accommodation and transportation expenses), and the 
competition between museums for hosting the folk fairs (IO). 

There probably exists a regular market demand for the folk artefacts, as come from the part of 
a clientele that includes tourists, folk shops, ethnic restaurants, private collectors, etc. This fact, 
together with random or occasional buyers, makes up the consumption network for artisanry (I I). 
Presence of a constant clientele is theoretically a condition for the folk-fairs popularity among artisans, 
as well as for the maintenance of partnership between craftsmen and museums. Since majority of 
artisans mention the existence of their personal connections with clients, the inference of a "ready
made" demand for the folk artefacts may be as much as plausible. The craftsmen's regional diversity is 
a further premise in meeting and keeping one's own clientele within the folk fairs. 

Similarly to the craft diversity, ethnicity is supposed to fulfill a differential function necessary 
to reify the "primordial" or "perennial" virtues associated with craftsmanship. In reality, many of such 
"virtues" could partially act as rhetorical tools to enhance the market competitive attributes of 
handwork and artefacts. However, the ethnic climension - approached here as regards Romanian, 

(9) The folk fair is a peasant institution that the ethnographic museums seem to have borrowed from the peasant cultural 
milieu within which it had developed for centuries. Such fairs - called nedei, singular nedeie - took place since the medieval 
times on the western, southern, and eastem sides of the Romanian Carpathians. Anthropologist Gheorghiţă Geană provides 
(2006: 93-4) the annual calendar of sixteen folk fairs in the villages of Bârseşti, Năruja, Tirchiş, and Vidra (Vrancea County), 
as held between 23 April and 6 December, at fixes dates, usually representing Christian feasts". According to the author (who 
also relies on ethno-folkloristic and sociological descriptions of Carpathian fairs in the 1930s), a series of functions may be 
associated with the mountain folk fairs in Romania, including the "institutionalised entertainment" as a "means of 
socialisation for young people", the "economic exchanges as influential peasant markets", and the "ethnic function" of 
"reinforcing the primordial ties" between the Romanians who live in Wallachia, Moldavia, and Transylvania (Geană 2006: 
94-7). 
(10) Such an agenda of many ethnographic museums in contemporary Romania is a radical change if compared with the 
situation since before 1989. During socialism, Romanian "folk-culture" museography used to follows such working criteria as 
"Mirroring the unity of material and spiritual [folk] creation in the country as a whole", "Outlining the continuity of 
Romanian folk culture", "Respecting authenticity", "Displaying the main types of [peasant) constructions", "State of 
conservation [of the folk artefacts ]", "Esthetical value of the folk artefacts", "Representing functionality [ of the folk artefacts 
or installations)", "Representing accurately the cultural areas and issues" (cf. Ungureanu 1971: 14-22). Other criteria 
accounted for were "Historicity" and "Utilising the natural environment" (cf Irimie 1971: 116). 
(11) As regards the clientele ofartisanry in post-socialist Romania, ethno-folklorist Maria Bâtcă makes an analysis ofthe folk
artefacts production through the incidence of two contrastive couples of notions, namely "authentic" vs. "kitsch", and 
"tradition" vs. "innovation". Bâtcă is concemed with "the confusion ofthe consumer public" when such public is "uneducated 
from an artistic point of view", with "different tastes, prejudices, and trends"; "unpredictability" of the market behaviour of 
such clients is also taken ioto account. "Education for the young generation" is aimed at "the knowledge and appreciation of 
the authentic traditional values", as well as "the scientific and educative television programmes" is seen as a solution "to 
extract the authenlic artefacts from anonymity" (cf. Bâlcă 2000-2002: 299-300). 
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Hungarian, Polish, and German artisans - is possibly relevant in conjunction with categories of 
analysis like the social organization and clientele. This is the case of local specialization in a given 
craft. or of some rural ---> urban "chains of distribution" enacted through kinsmen or co-villagers (12). 
Another probability is the display of artisanry by means of the museums' ethnic patrimony, which is 
apparent "at large" among the Romanian artisans and "at narrow" among the craftsmen of ethnic
minority status, when they cxhibit artefacts inside or in front of traditional houses specific to their 
groups or areas. 

THE SOCIO-PROFESSIONAL STATUS 1N ARTISANSHIP 

As suggested above, artisanship should be taken as a specialized economic branch in the 
Romanian countryside, rather than as a subsidiary resource of the peasant husbandry. This is not to say 
that the craftsmen act as a homogenous professional body, within a single and compulsory private 
framework, or that they would congregate within solely one craft organization. Since the craftsmanship 
is given various forms of practice and membership, it seems to follow and reflect more general social 
and economic phenomena in contemporary Romania. 

It must be first outlined the lack of a legal framework for thc professional categorization of 
artisanship in Romania. As a ru.le, from an externai viewpoint (including here the national Ministry of 
Culture, national television, museurns, and the public) the craftsmen and their work are still defined in 
folkloristic and essentialist, rather than economic, terms, such as "creators", "bcarers of tradition", 
"folk artists", and so on. This entails diffi.culty, inconsistency, and confusion in the craftsmen's self
representation ofwhat they do and whether, or not, they are expected to legitirnize their professional -
and not only temporary "occupational" - status. Thus, when one artisan (NM) belicves that his 
membership in the "Association of the Folk Artisans" would exempt him from any license obligation, 
another one (VMold) sees the license as an "identity card" in relation to the national "administrative 
apparatus". According to ND (the current president ofthe Association of Folk Artisans, Sibiu), 

We artisans are fairly disoriented because of the lack of [ official] recognition [. .. J A law in parliament 
should be passed to mention us in the state register of professions, for instance in terms of "carver ", "folk 
creator", "clay moulder ", or "weaver " ... I am a clay ceramist, but when my license was issued, I was labelled a 
"maker of ceramic plastics ", and I pay the taxes as any maker of ceramic plastics ... 

Most of our interlocutors correlate their crafts to a farnily or kinship frame of learning, 
practice, and association. Thus a number of 33 (of 53) artisans explicitly indicate the kinsmen in 
relation to what they know and do in their field, namely the ego's paternal grand-father (FC, OM, VM), 
maternal grand-father (VMold), maternal grand-mother (AR), grand-parents-and-parents (ES, MD), 
grand-mother and mother (MD, MJ), parents (AT, CP, IG), father (AF, APC, IMold, NM, TB, and 
VT), mother (AP, FM, MM, MP, V A, and VLin), grand-father, father, and neighbors (DG), husband
and-his father, and grand-parents (MAP), husband and his unele (SA), unele (IA, ZMB), daughter 
(EM), aunt (GS), parents' neighbors (SB), and neighbors (MN). (Leaming from a source externai to 
one's farnily structures is rarely mentioned among artisans: MM followed a state-cooperative instructor 
in weaving; VL pursued documentation in wind-instrurnents making among the "old craftsmen" from 
his rural district.) 

Several artisans (APC, AT, EP, GS, MD, MJ, MM, 0D, MP, ŞC, TB, VKR, VLin, and 
VMold) describe their family labour division. Some of the craftsmen refer to their home workshops 

(12) Ethnicity builds up an important framework for the practice of various local crafts in Romania today, as particularly 
concems the ethnic-minority status. Thus, Iulia Hasdeu provides ethnography of the Roma copper-craft (which is in fact 
replaced after [989 by the commerce of aluminium from industrial abandoned rests), in a village from Southem Romania (cf. 
Hasdeu 2004). Another example is that of the Roma basketry in a village from Eastem Transylvania, in a context of mutual 
employing relationships between Hungarians and Roma (GypsiesXcf. Ttihotom 2004). 
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(APC, DG, IG, VMold), some of which host child apprentices (DG, ND, SF). These aspects need to he 
completed with the information about thc individual work at the household levei (IB, SB), as well as 
the practice of other productive activities at home such as agriculture and the animal breeding (AR, 
DC, FM, GS, IA, IB, IMold, MAP, MD, MN, SA, SF, ŞC, TB, VM, VB, and VT). 

Beyond this domestic and parental context, the artisans enact a series of affiliations and 
associative practices, aimed at legalizing artisanship as an effective way of "making a living". This is 
first the case of one's own license issue as a "authorized physical persan" (CP, DM, FC, FM, IMold, 
MAP, MR, MP, OD, ND, SF, VB, and VT), or/and as a "liberal professional" (AF, AN, AP, ES, EV, 
FB, FC, FM, GS, IA, IM, MAP, MD, OD, SF, ŞC, TBus, TE, VLin, and VM). ln relation to such a 
concern in the accreditation of craftwork and artisanry, artisans make use of their personal trademarks 
(AN, CP, DM, FB, FC, IM, ND, and OD). 

Another organizational levei is that of the private firms or commercial societies, which is 
undertaken under the form of "farnily associations" (AF, AN, AP, AT, ES, FB, MD, OD, SA, VLin, 
VMold, and ZMB). 0n this base, the artisans may keep their own bill book and stamp (DM), receipt 
book (AN), and invoice book (OD), as well as they contribute to the state income taxes (AN, MAP, 
VB) and to the state pension fund (AF, FM, MD, MJ), and pay salaries to hired employees (AN). The 
craftsmen's legal status and mostly their personal prestige are premises for their work with children, 
through public institutions like the school (EV, MP, SB's husband), the church (EU), the Children's 
palace or club (MR, VMold), and the municipality (FC). 

The following layer of the craftsmen's socio-professional organization is that of the 
membership in severa) regional and national associations. The largest of such organizations is the 
"Association of Folk Artisans in Romania" (hereafter named "AF A", the Astra Museum, Sibiu), which 
is claimed to comprise a nurnber of 300 (ND) or even 500 (DG) affiliated artisans. Alsa in Sibiu, the 
"Academy of Traditional Arts" (from now on, the "AT A") includes seven folk-art categories (religion, 
literature, music, <lance, fine arts, artistic, technical, and culinary crafts and arts); selected artisans 
cultivate one of these fields (DG). Amang our interlocutors, we mention here two ex-presidents of 
AF A (DG and VMold), and the current AF A leadership (ND, president, and MP, vice-president); also 
of AFA membership are AT, DG, MJ, NM, VB, and VLin. As for the ATA, we noted the membership 
ofIG, F.C, as well as that ofTB's wife. There are artisans who seek for the above AFA membership 
(EM, VKR), since this offer the possibility to regularly attend the folk fairs in Romania or even abroad 
(13). 

Although the AF A and the AT A are the main artisanship organizations in Romania (within the 
Astra Museum, the largest open-air museum in the country), they are competed by the "Association of 
the Folk Artisans in Moldavia" (AF AM, Iaşi), joined by craftsmen like AR, MN, SA, TE, V A, and 
VM. ŞC plans to found an "Association of the Folk Artisans in Bukovine" (Northern Moldavia). One 
of our interviewees, EV, is member of the "Union of the Folk Artisans in the Republic of Moldova" 
(UFARM, Chisinau). We alsa encountered in the field a case of double membership in the AFA and 
UFARM. 

Membership fees in the artisan associations range from 2 Euros a year (AF AM) to 8,5 Euros a 
year (AFA); according to DG (AFA ex-president), the AFA 2005 accounting report mentions the 

(13) According to CB (director ofthe Astra Museum in Sibiu), a series ofinterrelated institutions meant to promote the folk 
crafts were based in Sibiu, in the framework of local ethnographic museum, as follows: the Folk Fair (1983), the Association 
of Folk Artisans (1989), the Academy of Traditional Arts ( 1992), the National Olympiad of Young Artisans (1995), and the 
National Festival of Folk Traditions (2000). In CB's terrns, "We should redefine and remodela paradigm for the 2l't century 
[ ... j. Let us place our traditions within the houses of each of us, in the conscience of any intellectual and scholar, wherever he 
would come from, wherever he would go, and whatever schools he would follow ... Let us bring [to the ethnographic 
museums] the children from the cities, so that they come and look at a folk dance as ifthey enjoyed a wedding or a common 
party; thus they will attach themselves to their own [folk] values, just like for instance the Scottish, Irish, Dutchmen, and other 
European peoples who know lo assume lheir identity cullure as a personal and collective ethnic attribute." 
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amount of850 Euros for the artisans' overall contribution. which is seen as a dramatically modest levei 
for the current needs of association. AT provides the following picture of what the AF A is, and why 
she and her colleagues should pay their annual membership dues: 

Well, we are now told that we [as AFA membersj are given some {rights]. .. How tosay, this is like when 
you pay a lax for a house you are living in! That 's just how the Association of the Folk Creators is. As a well
integrated group, we [artisans] have some rights conferred by this Association to us, and which we have to exert 
for the Association ... 

The craftsmen in Romania also join a series of non-governmental organisations which are 
associated with some craft branches, or with the industry of ecological tourism. This is the case of the 
"Union of the Fine Artists" (UFA, Bucharcst)(FC, SB), the "Association of the Amateur Painters" 
(Alba County)(NM), and the "[Folkloric] Association 'Nemţeana"'(Târgu-Neamţ)(IA). Similarly, 
VKR intends to become a member of the "European Association of the Lace-Craft Arrisans". As will 
be seen when discussing the market aspects of artisanship, an important affiliation of some folk 
artisans (AT, DM, IG) is that of ANTREC (the "National Association for Ecotourism", Bucharest). As 
a resuit ofthe regional distinctiveness and belonging, andin connection to the economic specialization, 
competition is sometimes reported among the above associations and organizations, such as between 
AF A and UF A, since the museums' policy is to also accept the fine artists at the fairs, while UF A 
would exclude the artisans from the fine-art galleries. 

The occupational status of artisans in Romania is at times completed by the former or current 
fonns of modem employment. Among such professions, are those of "miner" (APC, DC), "public
administration student" (AT), "medical assistant" (DG), "printer" (DM), "electrician" (EP), 
"economist" (EU), "school teacher" (EV, MP, TE, VMold), "wood-processing foreman" (IM), 
"photographer" (OD), "art-faculty technician" (SB), and "tumer" (TBus). Sometimes, artisans oftoday 
describe their "folk" practice as a consequence ofthe post-1989 economic restructuring in the national 
industry (such as the ex-milling-machine operator AR, the ex-engineer ZMB, and the ex-marble 
processing foreman SF). 

1n part, this situation arises as a consequence of the aforementioned lack of legislation 
conceming craftsmanship, especially with respect to the artisans' need for recognized work seniority. 
Two cases are relevant for how the artisans' work for thc artisanry shops (weaver MP) and for an 
ethnographic museum (embroider IG) was a premise (though not through direct craft practice) for their 
current involvement with artisanship. Thus, MP's activity in the artisan commerce is described as 
consistent with (and preparatory for) her "folk" commitment nowadays: 

My projessional specialization is decoration. I liked it so much that I was to choose a folk-art 
profession. I worked for 30 years in the {Bucharest] artisan stores, thus only in the .field of folk art ... I always 
admired such products, which {prior tol989] were made by the [craft] cooperatives ... lmmediately after 1990, 
when we all had the possibility to do what we like and can, I started making my [weaving] artefacts ... 

According to IG.: ln the 1970s, I performed embroidery in the "Romartisana" [the state shopping 
network in artisanry] col/ections. [After 1989] I became a curator ofthe [Bucharest) Museum of Peasants. My 
task was to meet the visitors in the galleries that I was overseeing, such the carpentry gal/ery, the ceramics 
gallery, the "smith 's Jorge", and a wirui mill ... 

0n the other haml, the modem professions represent (like the subsistence agriculture) an 
economic palliative for the artisans, and not necessarily a vocational choice of them. As will be seen, 
artisanship seems to better meet the exchange needs of peasantry in times of market economy, than is 
the case oftraditional agriculture or modem industry. 

Two other points are to mention with regard to the craftsmen's long-tenn specialization and 
labor "input". As seen before, the folk artisanship relies heavily on a private framework of one's craft 
transmission and organization. Farnily associations play an important productive role in the conditions 
of the social and economic transformation of post-socialist Romania. However, in the new context of 
the Romanian planned accession to European Un.ion in 2007, the national macro-economic legislation 
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is adjusted, which leads to contradictory relationships between artisans and authorities. Thus, 
woodcarver VMold plans to found (in the context of EU 2007 enlargement) a home-based workshop
and-school for children interested in his craft. Instead. ceramist FC refers to the problems he copes 
with as concems the obligation to issue his craft license. 

Seven months ago, I renounced to my license as my incomes were small. Afterwards, the European 
Union and the Ministry of Labor were to inspect the creators and the little professionals. At the request of 
municipality, I needed to issue my license again, as well as to provide my workers with employmentforms - even 
if my revenues continue to be modest. 
Definition of the artisanship status in terms of a liberal profession is equally difficult among other 

artisans. Artisan IA defines (similar to NO) the problem of the lack from the terminology of the official 
register of professions of such "job description" as "maker of folk masks". Likewise, women artisans 
like EM and VKR openly express their interest in having an attestation or employee card to certify 
their craft specialization. Moreover, the craftsmen say they are currently requested to function as 
commercial societies, in order tobe allowed to emit legal invoices when necessary (AR). According to 
VL, the officers of Financial Guard assured him that a commercial society is not needed to found ifthe 
sale will be carried out within the museum folk fairs; another artisan (VM) coped with this situation 
when he tried (it seems) to sell his wattle baskets in the city streets. 

Before and after 1989 as well, several artisans (APC, IB, MJ, SA, SF, TBus, and ZMB) 
followed the courses of School for Folk Art, which is a national network of centers for basic initiation 
in the folk arts and crafts. Similarly, IM graduated the Fine-Arts College, and NM studied at the Icon
Painting School. A particular training correlated with artisanship is that of "ethnology" university 
courses followed by the craftsmen MPop and VMold; likewise, VL (an engineer as specialization) is 
currently working as a curator of the Tulcea Museum. In some cases, the artisans' children will 
continue their parents' "art" practice through specific school involvement, in fields like the Art faculty 
(EM's daughter; MM's nephew, VMold's son), the Art high school (ND's son; AG's daughter), the 
Ecotourism school (DG's daughter), the Patrimony seminar (DG's son), and the Design club (FB's 
daughter). 

It may be inferred that some (at least) of the folk artisans attempt to compensate for their 
uncertain professional status by an investment in education - as if the ancestral transmission of one's 
craft from generation to generation were not any more a guarantee for his/her reputation and 
trustworthiness. As will be seen later on, the high-school education is not also equated with a condition 
for one's craft mastery, but sometimes it is even excluded from a native folk-art definition and 
specialization. As a resuit, the option for a modem school background seems to rather worth for a 
formal integration of artisans in the terminology, ethics, and legislation associated with the liberal 
professions. 

The significance of this interest in statutory legitimacy and education will be examined further 
on, as particularly concems the artisans' personal imprint in the traditions and folk arts, their 
autonomous tendency in the market economy, and their ethnic specificity in craftwork and artisanry. 
Momentarily, it is important to seize that the craftsmen's kinship structures and relationships 
(probably, self-sufficient in a local economy of subsistence) need to frame into new institutional 
affiliations on which the artisanship process depends. As a matter o fact, the dislocation of traditional 
crafts from their village-framework in terms of professional institutionalization and administrative 
"book-keeping" is a social premise (and condition) for the artisans' connection to the national network 
offolk-fairs. 
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FOLK TRADITIONS 

One of our hypotheses is that while the folk traditions are staged together with cognate forms 
of the peasant folklore and customs in Romania, they are primarily appealed i.I1 order to authenticate 
one's current craftwork, than to strictly replicate his or her cultural heritage. The ethnographic reality 
of the local and regional traditional pattcrns is that of a plurality of pcasant cultures that can intcrrclate 
but essentially differ from each other in what also concems artisanship. As will be seen, the crafts are 
not only "creative", but - through a series of particularistic rhetoric and strategies - they also account 
for the difîusion and exchange of artefacts valued as "ancient", "esthetical", and "genuine". 

The craftsmen 's vision about "tradition(s)" enlighten severa( cultural themcs as regards the 
"origin" and "content" of one's tradition, the social milieu of his/her craft within or through tradition, 
the individual and collective "bclonging" or "idcntification" to/with tradition, and the personal 
"contribution" or "role" in leaming, performing, and transmitting tradition. 

Majority of our interlocutors associate the origin of their tradition with remote and perennial 
ancestors, unless they situate it in immemorial times (AG, AN, AR, CP, EM, EU, GS, IM, MAP, MN, 
Mpop, NM, OD, SA, SF, TB, VM, and ZMB). Details are sometimes provided on the ... pre-historical 
origin of some handicraft or tradition, such the "Cucuteni ceramic culture" (3000 years BC, in 
Moldavia)(SB, OD), or the "Dacian" mark ofpottery in Oltenia (EP) and the masks in Moldavia (IA). 
VL knows (as an artisan but also as a museographer) how his craft should have been associated with 
some Oriental acculturation in the province of Dobrodja in medieval times. 

For 400 years long, Dobrodja was a part of the Ottoman Empire. I have pursued a study about the 
musical instruments; the most beautiful of them come /rom Orient. Orient is ... the mother and the f ather of all the 
instruments: the dulcimer and the flute - of over 4000-years oldness [. .. ], and the same can be said about the 
bagpipe; the majority of instruments come from there ... 

In similar cases, information about the age of one's craft is that of "400 years" (according to 
TBus as concerns the wind instruments in the Oltenia province), or "300 years" such as indicated by 
AT on the tradition ofbulrush artefacts in her Mureş arca (Southem Transylvania). 

Recent historical data are also provided, such as "Ceramics has 200 years ancestry in our 
family" (FC), or "lOO years ago, a number of 60 potters still performed their craft in our village" (EP), 
or still "I reproduce the authenticity of Romanian peasants from 60-lO0 years ago" (ND). The folk 
costume that artisans wcar during the fair is dated at "100 years ancestry" (AG, EU, IA). Sometimes 
(EU, FC), the extinction ofthe crafts that artisans would "revive" is estimated at "50 years ago". 

Several artisans come to identify the source oftradition among their own kinsmen, especially 
the grandparents (APC, DM, ES, FC, IG, IMold, MAP, MD, MP, and VA), but also the parents (AF, 
AT, CP, DG, MD, ŞC, and VT). 

With respect to the tradition content, it is mostly related to one's own craft specialization 
(woodcarving: APC, DM, IB; ceramics: EP, MAP, Mden; "naîve" painting: IM; clothes: MD, EJ, MM, 
VA; icon-painting: NM; knitting of bulrush leaves: AT; knitting of maize leaves: AG, EV; egg
painting: EU etc.). Such specialization is by definition a pcasant one or is usually referred to the 
pcasant life. The object ofND's "decorative ceramics" is that ofthe peasant "mimicry" and "gesture"; 
thus, he makes clay "figures" or "characters" and "thematic groups" inspired from the pcasant life. AG 
claims that she would never be able to make a maize-lcaves figure that represents the urban world 
(woodcarver 1B has, however, among his wooden characters a "beggar" he associates with the urban 
life ... Otherwise, he is also concemed with the "village life" when shaping his figures). The village as 
a "source of inspirat ion" is also present in the "naive painting" of IM: 

I am a painter in the domain of naive art ... My painting is originated in the village [. . .}. I retum with 
pleasure to the place of my birth in Luncani-Bacău, since I seek to illustrate my childhood place, with its customs 
and traditions. Forme, the village is a kind of dowry chest where the customs and traditions are gathered, some 
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ofthem are being preserved, while others are not. Through my painting, I would like to bear our village 's beauty, 
customs, and tales ... 

As arguments of their "localized" knowledge within a distinct tradition, artisans alsa describe 
diverse folk techniques, skills, and ideas associated with the crafts they perform. Thus, unlike her aunt 
who used the wax in egg-painting, GS (Gemenea village, Suceava County) resorts to ink in carrying 
aut the same craft. According to AF, a technique specific to pottery in the Corund village (Harghita 
County) is the double buming of his ceramic items. To practice his bone-carving craft, SF (the Lunca 
village, Covasna County) needs to boil and clean the bones he uses; only then he will draw and carve 
them. EM provides a thick description of how to process the wooden piece necessary for painting an 
icon. 

To make a wooden icon, we use a well-dried piece of wood - at least three years since it has been cut 
in the forest. The trees should be cutat a certain cutting angle, so that the wooden piece can be used as an office 
[fi1mit11rej for an art-decorated home corner. In order to absorb the color as efficient as possible, the wooden 
piece needs tobe treated with glue {. .. ] then with mountain chalk 

As regards the social milieu associated with one's craft and artefacts, we concern here the 
context in which artisanship is passed through the generations. Amang aur informants, crafts are 
"traditional" to the extent in which they are practiced in a certain ambiance including one's village 
community, folk rituals, and a sacred temporal frame. Some women artisans describe in detail the 
manner in which the traditional village institution of claca or şezătoare substantially marked their craft 
initiation in the times of their childhood or youth. They alsa contrast this to the lack of similar 
handwork training in the schools oftoday. 

/t's noi good that handwork has been cancelledfrom the [elementaryj school cu"iculum, since the 
girls of today do not even know to sew a button of their husbands' shirts {. . .]. ln the past, we {. .. J the girls or 
ma"ied women used to gather info a claca, a traditional group work, especially in the autumn, after ending our 
farming field works. We - four or five women - did come to a house in the neighborhood, together with our 
husbands: they were playing cards, while we were sewing or spinning {. .. }, this is how we leamed our 
handwork... (MJ) 

ln our village, the weaving is practiced for a long time. We women use to weave together in winter, 
during the claca or şezătoare ... In the past, we sewed at the light of a lamp ... (VA) 

Other craftsmen evoke the winter folk customs in Moldavia areas like Neamţ and Iaşi, when 
young people wear artefacts like the sheepskin-made masks (IG) and, respectively, embroidery (IG). 
Similarly, the egg-painting in Northem Moldavia is related to Christian feasts such as Easter, while the 
bulrush-made masks are used during the spring carnival in the Mureş area ofTransylvania (AT). 

1n their identification with tradition, artisans regularly specify their native village or regi.an, 
which they correlate with a local expertise in doing a given craft. This is the case of Bihor (woodcarver 
DM), Cluj (weaver DM), Vădastra-Oltenia (potter EP), Vatra Domei (egg-painter GS), Maramureş 
(woodcarver APC; hat-maker VB), Timiş (the weavers EJ and MM), Neamţ (carpet-maker AP), 
Bistriţa Năsăud (weaver VLin) etc. Craftsmen like FC, MDen, and OD apply on artefacts stamped 
trademarks including their names and places of origin; absence of the personal signature is believed to 
induce the impression that artefacts would nat be "authentic" (IM). Violinmaker DC has the following 
trademark: "Folk Artisan DC, the Bihor County, 2005". 

Sometimes, craftsmen come to live in a new residence or marital context, which may lead to 
important changes in the practice of their craft in accordance with tradition from that location. W eaver 
IG, for instance, is nat any more concemed with the tradition of her native realm (Iaşi, Moldavi.a), but 
with that of Breaza, in Muntenia, a small town where she is married and lives. Like IG, MP was born 
in Molda via, but she was to live for several decades in Bucharest, to specialize herself in the making of 
folk-costumed puppets which represent in fact different ethnographic areas, not only the Moldavian 
ones. 
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Another mark oftraditional belonging is the wearing ofthe folk costume associated with one's 
ethnographic zone (AG, AT, DG, FC, IA, IM, MDen, TBus, VA and VMold)(l4). For NO, such a 
costume is useful for identification when meeting the clients, as well as for the "ambiance" of a folk 
fair. VKR describes the "emotion" that her Southem Transylvania costume produced among people 
living in Bucharest, ofTransylvanian origin. EV (who comes from Bessarabia) takes the costume as a 
way to distinguish her origin. VLin's local costume (from Bistri\3-Năsăud) is claimed tobe the '·most 
beautiful in the country". To meet the representational exigencies of museums, some artisans (SF, MR) 
needed to borrow their costumes. At times, the wearing of a costume is not fairly representing one's 
region. Such are the cases of MP (who wears a costume from Câmpulung-Muscel, though she 
originates in Iaşi), of VL (who comes from Dobrodja and wears a sarica [sheepskin coat] from 
Maramureş), and of 0D (from Bucharest but who wears a costume from Botiza-Maramureş). AT 
provides an accurate picture ofthe folk-costume mode and its traditional function. 

As you know, the folk costumes in Romania are supposed to represent the folk vestment in [areas like j 
Bistriţa, Southem Transylvania, Moldavi a, Oltenia ... [Traditionalj Motives are preserved within each regi or, and 
even vil/age. This is beautiful and a/so found here, in the [Astra] museum: a variety of costumes that pertain 
directly to the area we are coming from, as well as to aur families. Yau see, my costume belongs indeed to a 
certain region and a village, named llimeşti (in the Szeklers area, South-eastem Transylvania}, but it a/so shows 
the social status and the family concemed ... For instance, it does indicate that I am an unmarried gir/, an 
impoverished or a wealthy orie, which can be seen on the velvet bands that adom the costume. 

The craftsmen are the professionals of their folk tradition(s), on behalf of the active role they 
play in such processes as "perpetuation", "innovation", and acculturation, and with their generally
shared value of "authenticity" (EP, IM, NM ... ). Many of our interlocutors (AN, APC, IG, MJ, NM, 
SA, TB, VL ... ) claims that they would "maintain", "respect", and "reproduce" a tradition unaltered 
forever, maintained and passed on as a cultural heritage crucial for the integrity of their community. 
Icon-painter NM explains that he is an "interpreter" of "ancient models of icons" like some "ancient 
melodies". Several icon-painters (EU, FB, SB) are indeed circumscribed by the "canons" ofOrthodox 
painting. What potter FC says to do is only the "handwork", since even when "creating", he "adapts" 
the artifact to the traditional "[craft] style" of his farnily. Similarly, the weaver MP takes herself as only 
a "maker" of what "the peasants did long rime ago". 

Notwithstanding such ad.hesion to tradition, there also are artisans who openly admit their 
"added" contribution to such a collective patrimony (AT, FC, MPop, NO, SF, TE, VKR, VL, VLin). 
Thus EM has simply noticed that clients want icons painted on a "less traditional and usual support", 
namely the stone, the marble, and the tree bark. The basket-maker VM is nowadays using white wattle, 
in lieu of the traditional green one. TBus bas "invented" new musical instruments in Oltenia (namely, 
the târb and the piuga, pumpkin-made bagpipes), just like DC who has "introduced" in Bihor the 
violin-with-trumpet. Another "new tradition" is (in Suceava) the so-called "irnitation of the painted 
ceramics", which ŞC and his brother "invented" from a "special paste" they bum at "temperatures 
known only by them" and polish up to the "fineness" they wish. Sirnilarly, 0D displays her own type 
of"pottery hand-made [i.e. not by the potter's wheel)". The craftsmen's innovative work also takes the 
form of "reviving" lost crafts like the maize-leaves knitting in Bessarabia (EV) and the egg-painting in 
Slătioara-North Moldavia (EU). Likewise again, VMold bas "restored the Romanian old tradition on its 
own rights" as regards traditional objects that have disappeared today from the inventory of a peasant 
house, such the "dowry chest", the "salt cellar", and the "fireplace icon" (l 5). 

(14) Director CB considers that the wearing of folk costume by the artisans invited to a fair is the mark of their quality of 
"hosts" for the museum visitors. Another argument is that the folk costume would stimulate the craftsmen Io operate a "self
analysis" of the manner in which they and their farnilies are "representing" themselves during a given folk fair (CB). 
(15) Innovation or "transformatioo" of the peasant traditioos is a process wholly acknowledged even from the conservative 
perspective of the ethnographic museums. Thus, PP (director of the Village Museum, Bucharest) remarks the change "from 
utility and omamentation of practicai things to transfonnation of such things into art objects"; the example PP resorts to is that 
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As a result of tension between the conservative and innovative trends in the "folk" expression 
of tradition, artisanship constantly copes with acculturative influences. ND (president of AF A) speaks 
of three categories of artefacts present in the craft production in Romania, which include "traditional 
artefacts", "traditional-and-innovative artefacts", and "serial artefacts". EP's evokes the "Greek" and 
"Roman" amphorae as "ceramic models" that "blended" in the past of his village's pottery. The bone
carver SF does recognizes that he alsa makcs modem "medallions", as well as "rings and ear-rings" 
which "are not traditional". The "modernism" (SA) and "industrialization" (NM) are further factors of 
contamination in the traditional artisanship. According to FM, the industrial rubber-made sandals 
currently replace the traditional shoes she makes from animal skin. APC and AR denounce the 
"plastics" that are "in fashion", which is felt as an unfair competition for their wooden artefacts. 

While the origin of the craftsmen's traditions varies from irnmemorial ancestry to clase 
rclatives (which is significant for somc vernacular attempts to historicize and concrctize the roots of a 
given craft), the description of one's craft specialization and knowledge, as well as his/her 
identification and contribution to "tradition" of this or that artisan are further evidences for an 
increasing "personalizing" evolution in the "folk" traditions or cultures. Since the personal intervention 
or •'innovation" over the traditional craft pattems is seen as expression ofthe artisans' "creativity", and 
not as the degeneration of a certain "inestimable" and "ever-lasting" collective patrimony, traditions 
seem to address rather the exchange needs of peasantry, than some conservative and inclusive "ethos" 
ofit. In fact, the "peasantry" itself as a cultural generalizing construct needs to be replaced by notions 
like "peasant groups" or "rural communities" based just on the pluralistic expression of the folk 
traditions. 

Artisanship is at the same time "locally inherited" or "shaped" and "open towards markets" 
due to the subsequent use of diversity-in-tradition for exchange. The museum fairs regularly display 
the variety of folk-costumes of artisans from al! the ethnographic areas of Romania, which is alsa a 
metaphor for the "multiple cultural specificity" of the national countryside. However, since the market 
exchange means competition - not only opportunity of an "exhibition for sale" -, the rnixture of 
traditional and exogenous or modem artefacts, decoration, and symbols, recalls this time for one's craft 
paternity or identification needs among the artisans. 

FOLKARTS 

Our interest in the "folk art" consists of an attempt to discern the vemacular meaning of such 
a category that has become an intrinsic part of the professional vocabulary of museographers and 
ethnographers in Romania. The presupposition of the generalized use of the folk-art concept is that of 
the existence of a distinct or autonomous area of esthetical sensitivity and practice among the peasants. 
The folk-art intellectual terminology alsa includes ideas and notions like the "beauty", "style", and 
"uniqueness". When speaking about the "folk creators" and "folk creation", in lieu of "craftsmen" and 
"craft manufacture", one implicitly takes-for-granted similar "art" qualities of artisanship. 

ln what follows, we shall first consider the conceptualization of "folk art" by the artisans 
themselves, to refer then to the types ofmotives, models, and symbols which artisans resort to in order 
to "adom", "embellish", or simply "decorate" their artefacts. We are alsa dealing with the creation
and/or-acculturation relationship between one's "inspiration" and externai "influences" in folk art. 
Finally, we approach here the issue of public taste in the folk-art making, with a particular emphasis on 
the "style" vs. "kitsch" debate. 

of the painted icons, which are seen today as "art objects" even though they have not been sacred. ln this context, PP believes 
that artisanship has nowadays been turned ioto a "basic occupation" from its "adjacent" economic role in the past 
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The craftsmen's conceptualization of the folk art takes into accoWtt a series of facts, 
institutions, craft properties, and even psychological and metaphysical factors, to systematize them in 
severa( themes interrelated with each other. Some artisans associate the folk art with "tradition" (EP, 
FC, IA, IG, IM, MDen, MP, and ND), while others correlate it with "ancestors" (AR, AF, DG, TB, and 
Vf), the "people and its imrnemorial ancestry" (MJ, MM), ethnicity (AN), "the peasant [or village] life 
and characters" (1B, IM, ND), and "the local specificity" (CP). We would call this kind of definitions a 
"folk-anonymity reference" for the peasant arts (16). In this regard, icon-painter FB provides us here 
with the following meaning of the folk art: 

ln my opinion, the folk art is the synthesis of a people 's thought, practically as a necessity to make 
objects for one 's immediate needs, to be transf ormed later into art objects. {. .. ] Sometimes, things that were 
functional long time ago are appreciated today just thanks to their value as an idea ... I mean: the "idea" of who 
has creat ed them ... 

Another theme in defining the folk art is that concemed with one's craft or artefacts (DC, DM, 
SB), in relation to the "authenticity of materials and [traditional] pattem of execution" (VL), and "the 
respect of the form, pattern, colors, materials, and conservation" (VMold). Also included here are the 
handwork (AP, AT, ES, EV, MR, MN, SF, VA, and VKR) and the "passion and hardships ofwork" 
(ES, FM). The artisans' "personal working originality" (1B, IMold, MD, ŞC) is a matter ofautographed 
artwork, which is certified by hand-made signatures or trademarks on artefacts (CP, DG, DM, EM, FB, 
ND, SF, and ZMB). In EP's terms, "As I write down my name by hand on the art objects I make[ ... ], 
my soul is there ... " This time, we have a "folk-specialization reference" for our inquiry. An important 
particularity of this specialization is the "lack of school education" of the peasant "artists" (APC, GS, 
MPop, NM, 0D, and ZMB). APC and SA suggest the beginning ofsuch a "technical" expertise in the 
folk decoration by the example of the shepherd who - "single with bis flock" - started notching a piece 
ofwood or even his cudgel... A further description ofsuch an "art genesis" is that of AT. 

The folk art is when someone at home wishes to draw two or three lines on a wooden piece; maybe this 
will become a beautiful picture, or a village story, or a moment from the village life [. . .]. Everyone could perform 
the folk art, if slhe is a little skilful! 

The third theme that our interlocutors reveal is rather an "essentialist reference" since it resorts 
to various values and qualities supposed to overrate someone's folk-art mastery. White GS and MN 
focus on their "ideas" or "creativity" in decoration, other artisans speak of their "originality" (AG), 
"imagination" (MR), "innovation" (AT), "God's gift, creativity, and aesthetic taste" (EV). "God's gift" 
is also present in DC's violinmaking. Severa! artisans (EM) believe in some "personal calling" for the 
folk art. Io this case, the folk art is argued tobe "the insight of essential" (woodcarver TE), "the inborn 
and the God's gift" (wind-instruments maker TBus), and "the rest of one's soul and eye" (icon-painter 
EM). Other attributes of such "art" are the "uniqueness" (EV, ŞC, ZMB), "beauty" (EU, MP, VB, 
VM), "utility" (MAP), and "good taste" (MP, TE). The professionals of this "source of inspiration" 
(AG, SA) are people who "live in the nature andin relation to God" (VL). Io NM's accoWtt, "God's 
gift", skill, and personal comrnitment are intertwined in one's folk-art vocation: 

Among the people who lived /ong time ago [. .. ] there was one particularly skilled or destined by God 
with a special sense ... He once creat ed {an icon]. Having been given the possibility to study an icon in a church, 
he tried to reproduce it ... He did it clumsy, such as he could, but with a special sentiment. I would say that the 
folk art is what the humble fellow did: though lacked of a long school formation, he was "dying" to carry out his 
work ... 

The decora/ion or artwork in artisanship is present among almost all the artisans considered by 
our study. Given the diversity of craft specializations, we need to approach the decoration content and 
significance at the levei of each craft Wtder analysis, as follows: pottery, woodcarving, weaving, icon-

(16) In explaining the theoretical vision ofthe Astra Museum in Sibiu, director CB speaks ofthe "individual value" notion as 
opposed to "folk-culture anonymity" în that it takes ioto account "individuals who come to lead adtura.1 processes" and who 
"can represent [their] value system în a cultura.I dialogue, be it national or intemational". 
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painting, egg-painting, naive painting, mask-making, maize-leaves knitting, bulrush knitting, hemp 
knitting, basketry, cooper work, and wind-instruments making. 

As concems the pottery, our data come from AF (Harghita), CP (Râmnicu-Vâlcea), EP 
(Râmnicu-Vâlcea), FC (Bukovine), MAP (Suceava), MDen (Harghita), OD (Bucharest), and VT 
(Hunedoara). AF knows that bis ceramics bas a "good appearance"; as to the decoration work, it is the 
concern of bis wife. CP uses in bis decoration motives like the "Life tree", the "Peacock Tail", the 
"Corn Ear", and mostly the "Horezu Cock" (which is interpreted by CP's wife as the "clock" of the 
local villagers). The motives used by EP are the "Spiral", wbich is "a symbol of continuity", the 
"Wave", wbich is associated with "the climbs and descents of one's life", and thc "Fir Tree", wbich 
plays "a ritual role during the rites of passage". FC's ceramic "style" uses omamentation in the "four 
seasons' colors", namely "green, yellow, brown, and wbite"; he paints traditional motives like "The 
Cock" and "The Fishes", alongside religious themes such "The Holy Birth" and "Saints Constantine 
and Helen". MAP's cerarnics is not decorated, but painted only. MDen is certain about the traditional 
mark of motives like the "Birds" and the "Flowers" that bis wife paints on the pottery he makes. The 
sole decor of OD's cerarnics is that of the "embellished" handle of her pots. VT's pottery items (pots) 
are destined especially to domestic use, not to decoration; he cannot explain the significance of the 
"Belt" that surrounds bis pots. 

Our sources in woodcarving are APC (Maramureş), AV (Suceava), DG (Argeş), DM 
(Bucharest), ES (Râmnicu-Vâlcea), IB (Iaşi), MPop (Bucharest), SA (Botoşani), TE (Suceava), VMold 
(Dâmboviţa), and ZNM (Braşov). APC's motives are "geometrica!" (such as the "rosette"), 
"zoomorpbic" (objects ended by animal heads and bodies), and "phytomorpbic" (vegetal repertory of 
motives like the "Corn's ear" - wbich "particularly on the worsbip objects" is a "symbol of 
Eucharist"). Similarly, motives such as the "Grapes", the "Wine", and the "Bread" are related by APC 
to the "Savior body". For APC, decoration may be reduced to a cbisel trace on an object; he recognizes 
that bis artefacts are perhaps "the ugliest in the fair", to claim that they are instead "sincere and true". 
A V's decoration consists of "incisions" that "stylizes" the "Sun", and "The Wolf s tooth" - wbich "is 
alike a... wolfs tooth". "The Sun", "the Moon", and 'the Stars" are themes present in DG's 
woodcarving; he gathered in the past "tales and legends" with such "characters", and he claims he is in 
the country "the only carver ofthe 'Fantastic bird' motive". To make bis "miniature representations of 
Maramureş-originated wooden churches and gates", DM uses "the line, the circle, the rhombus, and the 
square", wbich "can be combined in one thousand ways". ES's bowls, spoons, and trays are decorated 
by simple incisions. IB makes wooden "statues" of the "humble people", wbich he notices in the 
countryside but also (as the case ofthe "Beggar" character) in the urban society. MPop's exemplifies 
her craft adaptation to clientele by the model representing the "February month" with 28 incisions on 
one of its sides, and 29 on the other: "the lady who bought that object was indeed born in February" ! 
SA believes that, as an artisan, she only can change the form of an object, wbile the "representation" 
and "symbolism" remain the same: "a 'Bird' is a bird, and a 'Sun' is a sun ... " TE says he does "exploit 
the forms of the wood to represent fantastic fancies and legendary characters"; bis wooden masks 
would "bide behind them a psychology relatively aggressive, but this is not obligatory marked by the 
outside expression ... " Among bis objects related to "Romanian ancient tradition", woodcarver VMold 
makes miniature "dowry chests", which he knows to vary in their "size, omamentation, and 
symbolism" in accordance with the social status in the village. Thus VMold mentions dowry chests of 
the "notary's daughter", the "mayor's daughter", the "priest's daughter", and the "poor man's 
daughter" as well. The "symbolism" of ZNM's woodcarving is that of "[domestic] ritual protection", 
wbich is assured by motives like the "Life tree", the "Cock", and the "Snake". 

Weaving artisans concemed by our study are AN (Cluj), MD (Cluj), Ml and MM (Timişoara), 
MP (Bucharest), VA (Suceava), and TB's wife (Bistriţa-Năsăud). Among the motives they use in the 
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weaving decoration, are the "Wheel" (MJ), "Field flowers", "Poppies" (MD), "Sun" and "Snail" 
(MM). 

Artisans of icon-painting are here EM (Piteşti), EU (Suceava), and FB (Suceava), NM (Alba), 
and SB (Bucharest). "Jesus' Prayer" is one of EM's themes. NM's painting resorts to "symbols" that 
the painting artisans used in the past; among such motives, there are the "Fir tree" (as the "Life tree"), 
the "Sun", the "Moon", and the "Stars". NM alsa represents classic religious themes like 'The Last 
Supper". 

Egg-painting (represented by FB, EU, GS, and MN) is in aur study a craft of the Suceava 
County. Orthodox iconography is present in EU's and FB's egg-painting. Amang the painting motives 
described by aur interlocutors, we mention "The Ram Horns", "The Oak Leaf' (GS), and "The 
Monastery" (MN). In GS's painting, the "forest colors" are dominant since she lives in the "wood
clad" area of Doma. 

Mask-making (IA, Neamţ) exploits "traditional" motives like the "Dance of Ancestors", 
alongside representations of"Devil", "Bear", "Goat", but alsa personal "inventions" such as the "Four
Sided Man" (syrnbolizing the water, the fire, the wind, and the thunder). AT's bulrush knitting (in the 
Mureş area) is alsa a source for masks like the "Wedding Characters" and "Cowboy". 

Knitting of vegetal materials - the maize leaves (AG, Suceava, EV, Orhei-Moldova), the 
bulrush (AT, Mureş), and the hemp (MR, Ilfov) - is a ground for very diversified models and motives: 
"Old Man and his Wife" (AG); "My family", "My sweet childhood", "Good-bye, my adolescence!", 
and "Map of the Republic of Moldova" (EV); "Shamanistic dress", "Alice's Puppets" and "Angels" 
(AT). AG confesses that she is unable to represent by her craft a character from the urban society. 

The cooper work (IMold, Mănăstirea Humorului), the wind-instruments making (VL, Tulcea, 
and TBus, Vâlcea), and basketry (VM, Botoşani) are nat entirely decorative crafts. However, 
decoration is present in the case ofIMold (religious thematic - such as the "Vine and Grapes", when he 
works for the church), as well asin that of VM ("The Wattle-made Face of Prince Stephen-the-Great"). 
Likewise, VL uses the electric burning to represent "The Peacock Eyes" and "Stylized Butterflies" on 
his wooden flutes. In bis turn, TBus carves on his wind-instruments motives like "Stars in the Sky", 
"The Spiral", and "The Triangle". 

We alsa mention some artisans of a more individualized craft specialization, namely the 
"innovative" violin-maker DC, shoemaker FM (Bistriţa), embroider IG (Breaza), "naîve-painter" IM, 
Iace craft-woman VKR (Feldioara), ceramists NO (Iaşi) and ŞC (Suceava), and hat-maker VB 
(Maramureş). Amang the motives used by these artisans: "Village Characters" (IM), "The Simple Star" 
and "Star with 16 Points" (IG), "Little Stars" (VKR), "Universe of the Romanian Peasants" (ND), 
"Scale of Life" and "The Sun" (ŞC). The painting of IM (Bacău) draws on a thematic that generically 
reproduces the irnagery of "folk people", including characters of the village society ("The Mayor", 
"The Priest", "The Fiddler", "The Smith", etc.) but also fantasies like "Baptism on Moon" and 
"Wedding on Moon". 

As seen above, the mast frequent source of inspira/ion for the craftsmen's decorative themes is 
the "folk-tradition". What woodcarver DM makes is the "miniature reproduction" of "everything 
existing in the Romanian house and household". Similar "tradition-bearing art" claims are those of 
artisans like the mask-maker IA, painter IM, embroider IG, potter MDen, and woodcarver VMold. 
Alsa related to "tradition" (but in the realm ofOrthodox religious painting), are SB's and NM's icon
painting. 

When discussing about tradition, we found aut the effectiveness and meaning of the 
"innovative" and acculturative dimensions in artisanship. This time, we identify such aspects under the 
"folk-art" register ofrepresentations and clairns. According to SB, her art borrows from the "shade" of 
"naîve painting"; she is reproducing the Orthodox canons ofthe "ancient icon books". In FB's view, 
art exigencies exist both in the Orthodox and the "profane" painting, such as the "canons" and, 
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respectively, the "shadows" and the "proportions", which for the artisan are not obstacles "to develop 
his artistic personality". 

EU makes a distinction between the icon-painting, which would be "art", and the egg-painting, 
seen as a "craft", even though both her painting manners use Christian themes taken from the 
"specialists' alburos". A similarly specialized source is the book of"ancient folk-art" that MJ uses "for 
years" in order "to inspire" her; other case is bere that of MP. Potter FC uses as inspiration source a 
ceramic collection of the Museurn of Peasants, in Bucharest, while woodcarver VMold pursued a 
docurnentation work over the specialized alburos and collections of the Museum of Peasants. Another 
inspiration resource îs television (fBus, VM). 

A further factor present in the artisans' creative work and choices is the demand from their 
public, under the elevated fonn of one's clientele's "taste". Each of woodcarver MPop's wooden 
spoons would "bear its story", as adapted to different customers that she "invites to choose the object" 
and "symbols" that would "perfectly fit them". EM's daughter îs an example about how icon-painting 
may be adapted to one's clients' demand. Likewise, VB's hats are made in accordance with his clients' 
taste. 

FC's pottery is more specifically categorized into iterns of elaborated decoration (with 
Orthodox iconography), which is destined to "art collectors", and a more-and-less "serial" ceramics, 
which addresses a larger clientele. IB's wooden artefacts would target "people who don't need to buy 
anything else". 

Painter IM makes the observation that, while "everyone bas his/her taste", he is however 
unable to change his "style" according to "anyone's taste". Style is also used in relation to FC's 
ceramic, as regards his family tradition in a specific type of pottery. Notion of "style" is auctorial 
among the craftsmen to the extent in which it is contrasted to that of "kitsch" (which is applied to 
people, objects, and facts denied oflegitimacy and "folk-art" qualities). Kitsch is associated with "false 
art" and "unfair competition" (EP), "serial production" (FC), "copying of original artefacts" (MPop), 
"misinterpretation of folk art" (SA), "machine-operation" (VLin), and "unauthorized interest in profit 
only" (VMold). Some "materiality" of kitsch is contained in the presence of many "plastics" in the 
current folk-fair exhibitions (APC, VM), as well as in the case of gypsurn-imitation of ceramics (FC, 
VMold)(l 7). 

A series of artisans describe their work in terms of "stylization" relating to one's "invention 
and superposition of traditional models" (MPop), "innovation of tradition" (AT), "[simplified] 
reproduction oftraditional models" (VKR, VLin), and "evolution of folk costumes" (AN). Ina manner 
similar to the role that acculturation plays between the conservative and innovative trends in the artisan 
use of tradition, stylization seerns to express some conciliation between the craftsmen's "styles" and 
their clientele's diversified "tastes". 

THE SOCIALIST ECONOMY 

Since many of the craftsmen we met in the field have learned and perfonned their crafts 
under the socialist regime in Romania, the post-1989 artisanship must necessarily be considered in the 
context of the former but still active state "cultural patronage". In fact, the socialist politics and 
relationships are directly responsible for some still effective meaning and use of several phenomena 

( 17) "Kitsch" as a moral and aesthetic category is also present in the discourse of the museum directors. According to CEU, 
the selection process on which the museum awards for the artisans depend is especially intencled "against the kitsch". For IVP, 
production of those middlemen who are present alongside the artisans within the folk fair is actually "kitsch". PP claims that 
"innovation of tradition should not be the same as kitsch"; she wmders whether the painted icons were sirnilarly despised as 
"kitsch" by the former cultural elite. 
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associated with artisanship, such as the "folk culture", the "folk art", and the ethnographic open-air 
museums. When discussing today about their work and professional status under communism, the 
artisans evoke institutional frames like the craft cooperatives and the artisanry shops, then the condition 
of their specialization in relation to museums and the ethno-folkloristic representations, and above alt 
the nature oftheir relationships with authorities. 

The craft cooperative is perhaps the most frequent-cited socialist institution among thc artisans 
oftoday. It designates the state initiative to integrate the craftsmen and their artefacts ioto the collective 
production and distribution of "art goods" (especially, through the network of "Romartisana" urban 
shops). According to potter CP, 

CommWtists were not so severe with the craft of pottery. Even in [presidentj Ceauşescu 's limes, a 
complex inslitulion in ceramics wasfounded in the Horezu town. They [the authorities] intended to train teams of 
children in the Horezu pottery. Many of today 's potters were actually trained while the Ceauşescu 's epoch ... 
Within the "Ceramica" cooperalii•e, people who had come at Horezu from olher national regions were to 
specia lize as groups of potters. 

The state assistance in the supply with wood (used to bum the pottery items) for the craft 
cooperatives in Vâlcea is also present in EP's and ES's narratives. Artisan MD tells us that the folk
weaving cooperative in Cluj employed in the past several working units ofwomen who worked in their 
villages. FM worked for 30 years in the "cooperation" unit (where she made serial rubber sandals), the 
resuit ofwhich is today her small pension amount. Although APC even led before 1989 a department 
of a wooden decorations cooperative in Maramureş, he sirnply worked "in accordance with the official 
demand". MJ undertook in socialism a sort of "merchandiser" work for the "Banat Folk Art" 
(Timişoara), with contracts conducted in Bucharest. Also within the "Banat Folk Art", MM followed 
her apprenticeship stage in 1975-77; she says that the director of this cooperative used to borrow 
traditional clothes from the local museum, in order to provide the employees with a "model" for their 
work According to IG's estimate, in the l970's more than 4000 women were employed by the "Arta 
Casnica [Home Art]" cooperative in Breaza-Muntenia (18). 

As seen above, the cooperative folk-production was sold by the state artisanry shops, which 
contributed among others to the specialization of some sellers in the domain of the peasant traditions 
and artefacts. As seen earlier, IG worked in the 1970s within the collections of a Romartisana store. 
MP speaks about her "lifelong pleasure" to work for 30 years in such a "distribution unit", in which 
under socialism "only the items made by the [authentic] folk artisans were brought"; on such a basis, 
she engages today collaboration with "all the artisanry shops in Bucharest". VKR bas learned her 
"shuttle-lace" craft from a Saxon she-seller in a store of artisan from the Agnita town. 

The ethnographic musewns and the ethno-folk/oristic festival "Cântarea României" [Homage 
to Romania] are further arenas for the artisanship display under communism. In the 1970s at the 
Village Museum in Bucharest, and since 1983 at the Astra Museum in Sibiu, the folk fairs became a 
regular event in an institutional framework devoted in theory to collection, conservation, and exhibition 
of the peasant traditions and "material culture" (19). The mask maker IA remembers the audience of 
the Village Museum fairs before 1989. 

The Folk-Arlisans' Fair was noi lasling lhree days [as nowadays], but ten. Staying so long in the 
museum became monotonous al limes ... Since artisans brought with lhem their tools and carried oul 
demomtrative work for the foreign tourists, the coaches needed to wait at the gates of museum (they queued up to 
the Triumphal Arch [some one-kilomeler away]}, just to watch us! At present, you hardly can see a {foreign 
tourism] coach in two or three days ... 

(18) According to lVP (Director of the Timişoara Museum), the craftsmen's employment în the socialist cooperatives of 
artisanship would have assured them a "[professional] status" and pension rights. 
( 19) PP (Director of the Village Museum io Bucharest) remembers that it was the Village Museum that also established before 
1989 the "tradition" of the folk fairs setup în accordance with the holidays when Christian Orthodox saints are celebrated. 
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Ceramist FC confirms the above picture of the "coaches with tourists" and the foreign 
guidebooks that recomrnended Romania, as well as the "extraordinary sale" from the Village Musewn, 
where bis colleagues and he could have no respite for any more "demonstration" because of the 
tourists' demands. Unlike the today 's situation, the musewns offered accommodation for the artisans 
invited (EP). According to CP, many fairs took place in socialist Romania. EM asserts that "The 
Potters' Fair" is originated in Piteşti town since communism. Based on her uncle's memories, ZMB 
says that prior to 1989 more exhibit rooms existed in the musewns, and that probably there was a better 
selection of artisans for the fairs. A different view bere is that of GS and V A; they (who live in North 
Moldavia) claim that "exhibitions" [the folk fairs] were rather sporadic in the socialist past, since 
authorities sought to control the artisanship as a "profit-making resource". Accordingly, GS mentions 
that tourism was little developed because ofthe difficulties in crossing the border. While claiming that 
the museums were "better managed" in socialism, potter MDen also recognizes that the transportation 
ofhis items to the fairs was particularly problematic due to the gas shortages. 

As for the "Cântarea României" festival, it began in the late 1970s, with three main "phases", 
the "mass" one, the district (or regional) one, and the "republican" [i.e. at the national levei] one (ND). 
Ceramist ND evokes the "committees of specialists" who awarded him "titles" of "laureate" in the 
district and national phases of festival. APC attended the festival since 1977; he denies the presence of 
any state censorship, and does insists that "many values were promoted [in socialism]", as evaluated by 
"specialists". According to MM, the festival requested the making of many folk costumes by the 
"Banat Folk-Art" cooperative. Participation to festival was not limited to one's strict traditional 
specialization, wbich allowed for IG's presence not in weaving (her craft), but within a chorus, or a 
"vocal group". Similarly IA took part to the festival together with a folk-theatre trouper and an 
ensemble of folk dance from bis region, Neamţ. 1n other cases, however, the craft specializ.ation was 
essential. The violinmaker DC says he would have been "continuously exploited"; thus, an engineer-in
cbief asked DC (at the request of the local party secretary and by the invitation of municipality) to 
attend the festival, in exchange for a daily allowance and a workday paid. Another workplace case of 
collegial support (and pride for the "diplom.as" awarded) for participation to festival, is that of 
woodcarver DC. The "naive painter" IA remembers that he obtained the most of his "golden, silver, 
and bronze" medals prior to 1989, as he was present to any "Cântarea României" festival. Craftsmen 
like SA, VT, ŞC's brother, FC, TBus, and VLin were similarly given prizes and diplomas offestival. A 
criticai (though singular, however) attitude towards "Cântarea României" is that of woodcarver 
VMold. 

As for me, I altended with pleasure {the festival], there was plenty of work and cultivated people who, 
besides the politics, did honestly their job. Such people were a/so in our county, Dâmboviţa ... Later on, the 
authorities f orced the note, which disturbed me and made me not to participate any more ... A moment came when 
- I would sincerely say - I was expected to write even on the wooden spoons I was making, "Long live, the 
Communist Party!" 

In a way or another, the craftsmen's vision on their past in the communist times reifies or 
disavows the above institutional frarne of artisanship practice. As a matter of fact, the craftsmen' s 
retrospective of socialism is often contradictory and "polyphonic" since it stems from diverse personal 
experiences in the past, but also from different evolution ofthe same persons after 1989. 

Under the communist regime, the authorities would have sought "to support the gifted 
artisans"; the folk art was also "well known" (IM). Similarly, IA claims that authorities were concemed 
with "the promotion of the folk artisans". According to weaver IG, before 1989 the people preserved 
their traditional customs, including the church rituals. The icons painted by ŞC's brother (who was a 
laureate for three times of the "Cântarea României" festival) were best sold in the socialist past. "Times 
were better than today", tells us potter MAP, since in the 1980s her husband sold conveniently in the 
urban market the pottery he was carrying by his car. MR argues that while communism was generally 
restrictive, in the domain of art politica) "interdictions" were absent, and that everybody was allowed to 
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work what s/he liked. VLin remembers the high demand of costumes before the winter feasts, and that 
a ·'veritable competition" occurred among the clients of her craft. Severa! artisans (DC, FM, VT, and 
VB) issued their licenses in private craftwork since the socialist timcs. 

NO refers to the informal hierarchy (forged by the official ideology) which had had at the 
pinnacle the "factory worker" and only at the pedestal professionals like the "pianist", the "ceramist", 
and the "writer" - all these seen as "workers" too. "We werc not allowed to sell in the art galleries". 
says the icon-painter SB, "[as an artisan) we only could work for our relatives, acquaintances, and 
friends". GS evokes how she had to hide the basket with her painted eggs, to escape the fines that 
authorities inflicted for private lucrative work. Similarly, NM (as well as FB) mentions that the sale of 
icons such as he paints was not allowed prior to 1989, and that, as a resuit, the distribution of such 
"goods" was conducted secretly. Artisans like APC and VT carried out their woodcarving in the 
conditions in which they also worked (in tenns of "registered" profcssion) as miners. IA remembers 
the "obligation" that artisans would have had to attend the museum fairs. DC faced sometimes the 
police intrusion over his public representations of folk music played by violin. In VA's village, the 
authorities did not know that weavers worked at their home, whereas the sale of local items in other 
areas was forbidden. "[The socialist) Times were hard!" complains IM: "there were no tourists and no 
one to whom one could sell [wooden hogsheads)". In socialism, there were no other fairs than the local 
ones, which were setup by four or five villages (VL). According to MP, since the folk-art items were 
made by cooperatives, "one could not work on his/her own". VMold shows that the forced 
industrialization before 1989 caused the abandon of crafts in his native area. To be licensed as a hat 
maker, VB (as well as potter AF) needed to pay a share from his production to the administrative 
centre of his county. 

How to consider the aforementioned contrariety between the craftsmen of today as regards 
their biography and work in the socialist economy? No doubt, artisanship was popular under 
communism, as well as it preceded and survived it. Such "popularity" was obviously shared among the 
artisans, the public, and the authorities. Artisans simply discovered the market potential of their crafts, 
to the extent in which manufacture and distribution of artefacts flowed beyond or behind the state 
centralized economy of the folk cooperatives and artisanry shops. The craftsmen's public began 
appreciating the variety and dynamics ofthe artisanship industry and competition in times of a planned 
and serial production and economic shortages. Authorities acknowledged the propagandistic resources 
to draw from artisanship, which was materialized in the "folk fair" museum program and particularly 
within the "Cântarea României" national festival. 

For severa! reasons, however, this apparent "joint interest" was ephemeral. First, the 
communist authorities' "support" for the "folk art", as well as the "convenient" conditions of 
distribution on the socialist markets came soon in contradiction with the politica! control and 
ideologica! program of socialism. Second, while the craftsmen's "market" interest became more and 
more compatible with the "variety" interest of their audience, the "assistance" from the part of 
authorities was to be felt in tenns of "interdiction", "inequity", "obligation", and so on. Third (which 
will be discussed in the "market economy" chapter), after 1989 the artisans were to engage on a 
competitive market, with different and sometimes opposite conditions and degrees of success, and 
accordingly with divergent interests and perspectives, including the remembrance of communism. 

FC does dissociate his own "activity" and "identity" from the communist epoch during which 
the roots ofhis work grew. 

I am not Înterested În what [polÎtica/lyj occurred În the past, but În what pertaÎns to my own actÎvÎty ... 
While communÎsm dÎd what Ît dÎd, and Ît was erased - whÎch Îs very well, I had nothÎng to do with Ît -, I cannot 
erase my ÎdentÎty as well [. .. J lt was a tÎme when I worked and I created; my value of today Îs orÎginated În that 
epoch ... Of course, communÎsm was evÎI for others, and what Ît [generally] dÎd was evil, but sÎnce I had no 
connection to Ît ... ? 
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In FC's argument, the "work" and "creation" should not be consistent with the politica! context 
in which the artisan's "value" is given birth. Such a "selective mcmory" is however coherent in that it 
suggests a kind of bifurcation between the agemlas of artisanship and socialism - even if these agendas 
were initially defined as homogenous, at Ieast in the "folk" ideology of both of them. In fact, socialism 
failed in autarchy, uniforrnity, and centralism while artisanship evolved toward open commerce, 
diversity, and private authorship. The young artisan AT is here even more explicit when she explains 
how her family lived the "politica! change" from 1989. 

Also during socialism, my parents lived as crafismen. My family did notfeel the "politica! system" or 
the "politica! change "of that period ... Well, this should perhaps be taken more economically than politically ... I 
don 't know what communism [signified} for us ... Y ou am see this small "village" [i.e. the peasant houses from 
the Astra Museum, Sibiu]: when we come here, nothing of what is outside exists for us any more, and this is how 
we generally live ... 

THE MARKET ECONOMY 

Disjwtction occurred between artisanship and socialism has been supposed to open new 
perspectives for the craftsmen 's market enrolment. From a strict economic viewpoint, artisans took the 
ancient regime's autarchic politics as incompatible with their exchange needs, which led to 
multiplication of the folk fairs with the commercial transformation of most of them after 1989. In 
building up our working hypothesis for the market economy among craftsmen, we particularly inferred 
the "transitive" (rather than any clearly defined and properly functioning) character of such a 
framework. 

A series of artisans describe the implications that politica! change has had over their craft 
activities after 1989. Once the 1989 Revolution came, what ND decided to do was "not to work any 
more in the factory", but to found his home workshop in ceramics. NM was to lose his factory 
workplace because of "economic restructuring". According to CP, many of his pottery colleagues 
needed to change their work profite after 1989, and "to return to clay [pottery craft )". Artisan VL 
discovered the making of wind-instruments when aged of 37, in conditions in which he had found no 
proper workplace in his engineer speciali:mtion (a similar "conversion" from engineering to 
craftsmanship is that of woodcarver ZMB). EP says that, since socialist factories have closed, he 
cannot find any more the colors used in his pottery decoration. AF, IG, MDen, and VT describe similar 
difficulties in their row-material supply. 

However, we are not concemed here with further "macro-economic" phenomena (like 
unemployment, inflation, and corruption) which delayed until recently (autumn of 2005) Romania's 
recognition as a "functional market economy" by the Economic Commission of European Union. Our 
interest is to assess the economic potential (and limitations as well) of artisanship - accounted for as a 
"craft-and-market" process - in relation to governmental-based institutions such as municipalities and 
the centers for "promotion and conservation" of folk-culture, as well as to private "beneficiaries" like 
shops of artisanry, "folk" -specialized restaurants and warehouses, hotels, etc. 

1n what follows, we shall describe some of the craftsmen's strategies and mechanisms for 
distribution and exchange, as well as their commercial relationships with the above "partner" 
institutions. We seek to emphasize the similarities and differences occurred in the artisanship market 
enrolment into both state and private sectors, and, on this ground, to establish the degree of patronage 
and/or autonomy in the two kinds of"partnership". 

There is much concern among the artisans with some "ethics" oftrade (which in fact is broadly 
relevant for the post-socialist conceptualization ofthe market exchange in Romania). Thus, MJ claims 
her heart is "broken" when she happens to negotiate with Rornanian customers lacked of purchasing 
power; so she prefer in such instances to lower her prices. Some artisans come to the fair followed by 
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their child apprentices, to exalt "the noblesse" of icons made by children (SB) or simply "the children's 
joy to attend the fair" (EU). Other craftsmen fee! thcmselves indebted to provide with "[folk culture] 
education for the public" (VMold), or not to make "bad education of the public by practicing prices too 
small" (AT)! lcon-painter NM is suggestive for the extent in which artisanry should not be conceived 
aside thc ethical implications of market relationship. 

Someone /rom a monastery told us [the folk icon-painters] once, "You who are at the same time 
'artists' and 'artisans ', will be judged for two limes: once for what you did in your civil lift, and once more for 
what you, as artists, put on the stand for the public!" Well, what we put on our stands is a {spiritual] ''food". 

Probably as a reaction against such "moralization" of trade, many accounts of artisans 
highlight the competition already engaged either between them or with other folk-fair players in 
Romania today. OD realistically defines market economy as a sort of "jungle" in which one has tobe 
able to get through, or to know what way to follow in order to sell his/her "products". Artisans such as 
ND and MP vituperate against the "Chinese commodities" which abound in the "folk" fairs, alongside 
the peasant artefacts, as well as against the fine artists who make "unfair competition" for the craft 
production. "Unauthorized copy" or "theft" of decorative models is another complain of artisans (AN, 
NM, VLin), while sometimes the defense of one's market interests is argued (VL) by "his natural 
manufacture" unlike "the other's artificial modification" - of [reclaimed traditional] artefacts. In SB's 
terms, market economy means to make your "commodity" in advance and to assure some "stock" 
every time, and also to present "high-standard" objects to customers. White AG complains about her 
unsold increasing commodity at home, several artisans (DM, EP, FB, IG, and MJ) suggest the lack of 
stock (and of technical possibility in artisanship to assure one's stock of artefacts) as a cause of their 
irregular market attendance. 

Artisans make use of diverse promotion methods and materials, such as the compact disk 
(NO), and the web site (IG, VLin). Craftsmen like TBus, VLin, and VMold describe their collaboration 
with the television or broadcast radio posts. Similar projects of promotion via Internet are those of MR 
and V A. EV has edited a book she wrote on her maize-leaves knitting in Bessarabia. Advertising is 
generalized among artisans by means oftheir visit-cards (AG, AN, APC, AR, AS, AT, CP, DC, DG, 
EM, EP, ES, EU, EV, FB, FM, GS, IA, IG, Ml, MDen, MM, MPop, MP, NM, OD, SB, ŞC, TB, TBus, 
TE, V A, VM, VKR, VL, VLin, VMold, and ZMB). Another form ofpublicity (with knowledge needed 
in computers and photography) is that of personalized folders or printed folios (APC, FC, IM, MM, 
and ND). When attending the folk fairs, EU, VKR, and SA, set their artefacts together with labels that 
contain their personal data and trademarks. 

Investments as a trading strategy are effective in the case ofartisans like VL (who contracted a 
bank Ioan of 300 Euros to afford the making of his artefacts, as well as his participation to the fair) and 
FC (who spent around 300 Euros to cover his travel expenses to and from the fair). Also as an 
"investment strategy'', some artisans (SB) say they plan to open their "pensions" (tourism houses), 
defined as compatible with their craft and exchange needs. TE has even set up such a house, which he 
hopes to manage together with his daughter; in 2005, he hosted at his tourism house a "folk-creation 
workshop" patronized by the Association of Folk Artisans in Moldavia. Another tourism house is that 
ofVLin; she takes this as an opportunity to sell artefacts from home, in lieu of"carrying them" to fairs. 
ZMB has similarly opened up her "home museurn" in Braşov. 

lt is an "open-house ", a museum-house {. .. J not /,arge enough as a tourism hause, but a house to pay a 
visit, and where everyone is welcome to admire the collection of ancient objects, which is a collection made by 
me. Equally important, my [woodcarving] workshop can be visited as well. From the very moment when people 
will see how an artifact is made ... their opinion will completely change! 

As regards the sale process, MD clairns that among artisans, prices are negotiable, thus "not 
fixed, as in the shop". Price in artisanship is generally made by market transaction (NM). According to 
APC, his clients would expect "100 different prices for the 100 types of wooden patterns" he makes: 
however, APC clairns that his work is "the same" for alt the products he sells. Artisans like MP 
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describe how a small price of one's artefacts may give birth to the clients' suspicion about that craft 
low quality. A trading strategy among some craftsmen is the exhibit-for-sale of several types of 
artefacts. in lieu of a single specialized model. Some artisans 0/ A and MAP's husband) who get 
demands are given a part oftheir due rights in advance (for example, a share of30% in VKR's case). 

Local sale (at one's village levei) is often mentioned arnong craftsmen (AF, ES, GS, IG, MN, 
and VB). Ali what VM expects is simply to perform his basketry at home, and that clients come and 
buy what he makes there ... Under the assistance of local church, EU has setup exhibits-for-sale open 
to co-villagers, in favor of her juvenile apprentices in egg-painting. Except for MAP's case (when 
reporting the local use of her pots by old animal brecders), also the local sale of artefacts is usually 
destined to remote customers. SF has thus been paid visit by tourists corning frorn Hungary, Slovakia, 
and Germany. APC says that a single tourist group happen to buy from his workshop more than he can 
sell at two folk fairs (one APC's "home-roade" demand is that ofan Am1y general who once paid 7000 
USD for artefacts) (20). 

Wholesale is habitually seen as contrasting with the artisans' slow working schedule (EP, NO). 
Artisans resort to it when they hurry togo home, at the end ofa fair (AF, CP), or sirnply in order to sell 
more "commodity" (ES). However, wholesale is at times appreciated for permitting the "cash 
circulation" (IA). VM does accept to lower his price with 20% when wholesalers undertake his 
"commodity" (21 ). 

Artisans are sometirnes given demands frorn the state politica) institutions, such as the Ministry 
of Foreign Affairs (MP and VMold). Municipality is one of the most constant partners for artisans 
(APC, IG, IM, and VKR). ŞC evokes his presence at a Câmpulung rnunicipality meeting of local 
patrons of tourism houses. VMold describes the fruitful collaboration he engaged with the Moreni 
municipality as regards the approval he needed in order to open up his home workshop. FC is an 
employee of the Rădăuţi municipality, as he leads (in exchange for a 100 USD equivalent salary) a 
group of juvenile apprentices. 

Another governrnental "partnership" for artisanship is that of the so-called "[ district-based] 
centers for the prornotion and conservation of folk culture", which is said not to always be equitable for 
artisans, but which is however often mentioned. According to EP, what such "cultural" authorities do is 
to ernphasis the local tradition of the "Vlădeşti pottery", with no support for craftsmen, however. To 
engage collaboration with the Baia Mare cultural centre, VB has been requested to provide practicai 
prove of his hat-making craft. APC believes that the politica! mernbership of some cultural centers' 
directors would impede their real collaboration with artisans. Nevertheless, APC engages collaboration 
with the Galaţi cultural centre; he also leads a team of children who are leaming woodcarving through 
the "Mihai Eminescu" Cultural Centre. Another collaboration with the "Eminescu" Centre is that of 
DM. The Bistriţa Centre usually pays visits to TB 's home as when buying some objects, or when 
guiding the tourists. Artisans like DC, NM, and VKR are included in the "database" of the cultural 
centers in Oradea, Alba, and Braşov, respectively. VT mentions the support he benefits for his 
transportation expenses from the Hunedoara cultural centre. With support of the Neamţ cultural centre, 
IA has traveled (together with the local folkloric band) to Poland and Bulgaria, as also did TBus in 
Austria, Hungary, and Czech Republic (thanks to the Vâlcea cultural centre). 1n Bessarabia, EV has as 
a partner the cultural centre from the Orbei town. Another issue described in the artisans-cultural 

(20) In CB's tenns, what occurs in Romania today al the levei of the folk crafts is a "replacement ofthe ancient paradigm of 
the peasant production for local consumption" with the "new and modernised household-fann" within which "the workshop is 
a traditional element (even though it is modernised as well, such as the electric potter's wheel) as regards the decoration or 
colours ofproducts." 
(21) Wholesale is blamed by CEU (director of the Suceava Musam1) as a practice responsible for the resale of artefacts by 
specialised middlemen who would previously buy them from the craftsmen. ln such situations, craftsmen are disadvantaged 
by the lower prices of middlemen. 
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ccnters relationship, is that of the so-called "gifts of objects for protocol", which some local centers 
expect them to make (VL, TBus, FC). 

NM and SB engage collaboration with the "Union of Fine Artists", as when using galleries to 
sell icons they paint. Painter IM bas developed collaboration with the "Alexandru Sahia" Documentary 
Film Studio in Bucharest. Thanks to the private sponsorship of a business centre in the Cluj city, APC 
has visited countries like Poland, Italy, Finland, and Spain. Similarly, a patron from Cluj has sponsored 
DC for travelling to Serbia, together with several other artisans and with a folk-dance band. 

Mask-maker IA enumerates severa! private partners in the distribution of his artefacts (tourism 
centers, artisanry shops, restaurants and inns, etc.); in 2005, he succeeded to sell not less than 253 
masks through the tourism centers. TB gets often demands from artisanry stores in Cluj and Bucharest. 
Similarly, weaver MP comes to distribute her artefacts through several stores of artisanry in cities like 
Bucharest, Caransebeş, Iaşi, Baia Mare, as well as in the Black Sea-bordered town of Constanţa; 
further artisan shop demands are those of SA. Some of AN's "folk-wom puppets" are addressing the 
"Transylvanian House" restaurant in Cluj, as well as artisanry shops and even the airports in Bucharest. 
Other demand from restaurants and hotels is that ofOD. 

Ethnography of market artisanship is especially relevant for the artisans' trading orientation 
toward multifarious state and private "partners". However, this is not to interpret the post 1989 
craftsmanship as a wholly "modemized" pattem of exchange with the urban society. As seen above, 
even if the market economy requires the intensification of one 's productive work, artisanship continues 
to essentially draw on a "slow working schedule", which of course should be first understood as a 
"'technical" condition in the making of one or another artifact. Could alsa such a work particularity be 
suggestive for the craftsmen's uncertainties when facing the open commerce and competition? We 
would identify bere a kind of "traditional heritage" in the artisans' market behavior. When craftsmen 
like ND and VMold denounce artisan as "an industrial branch of folk art", they implicitly express a 
still persistent "worldview" according to which values Iike "traditional authenticity", "folk-art 
uniqueness", or "folk-culture purity" should not interfere with facts such as "commodity supply", 
"serial procluction", or "wholesale" - as ifthese facts were not only unknown, but alsa opposite to the 
artisanship esprit. The same significance - "refusal of global economy" - bears some artisans' choice 
for doing their crafts at home, under the assistance of ancestral institutions like the church, or for the 
localized demand of co-villagers. 

Nevertheless artisans also display what could be called an "incipient market specialization". 
Information about utility in the making of one's "folk-art stock", as well as about the payment in 
advance ofone's due rights in artisanship, is important with respect to some change in the craftsmen's 
vision on their work profitability in times obviously different from what they had done in socialism or 
at the levei of their native villages. "Stock" must probably he seen not so much in the terminology of 
industrial production and distribution, as in relation to the rural division of labor and the seasonal 
character ofthe agricultural activities. Likewise, "anticipated payment" is to correlate to the local needs 
ofrow material supply. But both stock making and anticipated payment do imply calculation - not only 
"creation" - in craftsmanship. Strategies for promotion, as well as investments in materials and tourism 
houses, are bere further operations in the process of the craftsmen's "market apprenticeship". 
Advertising and tourism make of course an industry externai to one's village "ancestry" and customs. 
However, they are adopted in craftsmanship as a consequence of the artisans' familiarization with the 
urban markets and marketing. The wholesale meant to enhance one's "cash circulation" is another 
achievement among the "folk" artisans. After the socialist division between the "[folk-art] 
cooperatives" and the "artisanry-profiled shops", artisanship increasingly builds up (or rediscovers?) 
the meaning ofthe "craft-as-trade" or the "craft-through-trade". 

Between their "traditional heritage" and "incipient market specialization", artisans are 
developing, as seen, various exhibition and distribution arrangements with state and private "partners". 
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In this regard, we can outline distinct types of partnership. 0n the one hancl, craftsmen are engaged in 
some ·'bad partncrship with state [cultural centers]", which particularly consists of the "politica! 
membership or dependence" on local "cultural" authorities as well as on the "protocol" services that 
such authorities expect from artisans. 0n the other hancl, there also is a "good partnership \vith state 
[municipality and cultural centers]", which means assistance for the artisans' manifestations, salary, 
practicai verification, supply of tourists, sponsorship for transportation, and travel abroad. As for the 
artisans' relationships with private persons and institutions, they seem this rime to deal with a "good 
partnership" mostly, including hosting for exhibits, distribution of artefacts, sponsorship for travel 
abroad, and film promotion ofthe artisan's work and products. 

Our conclusion is that the partnership with the state authorities - which certainly are important 
providers of services or facilities for artisanship - is more probable to favor the "patronage" over the 
craft production and distribution, taking into account the fluctuant relationships that artisans engage 
\vith the "cultural centers". Instead, the partnership with the private "shareholders" is more consistent 
with the autonomous trends in the artisanship process, which especially comprise a ')oint interest" in 
the commerce with artefacts through the "incipient" market strategies we have described above. As 
previously secn, what we call here "autonomous tendency" is a more general phenomenon in 
artisanship, which also includes innovation and stylization in relation to one's "tradition" and 'folk 
art", and may probably reveal some "authorship ethics" among the craftsmen. 

THE FOLK-FAIR 

As hosted by ethnographic museums, the folk fairs constitute the main "cultural scene" where 
the peasant "traditions" and "folk art" are displayed in front of an urban audience. In fact, the very 
notion of "fair" is intriguing when it matches the "museum" one. Folk fairs in Romania have been 
reported since medieval times (see note 9), but they were instilutions of peasantry only, with no 
cultural assistance from the state, the church, or the nobility. As will be seen, the twentieth-century 
( ethnographic) museums in Ro mania were for a long time assigned specialized tasks of patrimony 
management, and not popularizing or "cultural revival" functions. 

In our study, we are interested in discussing the market character of folk fairs (which seems to 
prevail over the museum programs of "folk-culture" custody). This is to examine the trading 
metamorphosis of "artefacts" into "products", and of "tradition" or "folk art" into "commodity-defined 
goods". We also seek to understand the effectiveness degree of some market strategies among 
craftsmen, as well as the market social organization ofthem. 

A series of important factors seem to accurately indicate the market character of the folk-fair 
artisanship. Amang such factors, we mention the artisans' seasonal working schedule, their 
collectively-shared definition of "collegiality", the national-scale of the folk-fairs network, and the 
openness toward other "market" frameworks in Romania (particularly, regional and urban festivals). 

MP suggests that the museum-hosted folk-fairs agenda during the main Orthodox feasts of the 
year (Christmas and Easter, days of saints like Peter and Paul, Elias, Holy Virgin, Day of Holy Cross, 
Saint Demetrius, and Saint Nicholas) would reproduce the peasants' traditional calendar and 
altemation of work and ritual time. At times, craftsmen describe their seasonal division of labor 
between artisanship and local farming activities, which they need to schedule rigorously in order to 
attend spring, summer, autumn, and winter fairs (for instance, AR, IB, MAP, and TB). Other artisans 
(CP, V A) argue their interest in the seasonal rotation of their crafts in terms of winter tirning necessary 
for the home manufacture of objects. VMold depicts the atmosphere of the folk fairs in the past, when 
farming products, wooden artefacts, and pottery were usually brought and sold together. Perhaps as a 
rerniniscence of such traditional markets, some artisans are engaged into "barter" transactions during 
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the fairs of today, as when ZMB exchanged one of her wooden artefacts for a folk costume made by a 
colleague, or when TBus offered a wind-instrument for a table cloth. 

CP and IB argue their advantage to sell at the fair, in comparison with the small-priced 
transactions at home. In general, craftsmen recognize that the museum folk-fair is the proper place to 
meet their clientele (ES, MD, SA, SB, and VB). According to OD, a museum folk-fair also operates a 
"selection of [ craft) values", to the benefit of public. IB remembers that in the beginning of 1990s, 
many fairs were open to any craftsman, even with no museum invitation needed, while nowadays 
artisans face new hardships (especially the requirement to found their own trading society in order to 
be allowed to commercialize objects under the museum custody). 

The most nominated folk-fairs among artisans are those hosted by the Bucharest Village 
Museum (28 references), the Sibiu Astra Museum (27 references), the Bucharest Museum of Peasants 
(25 references), the Oradea Museum (15 references), the Suceava Museum (IO references), thc 
Timişoara Museum (6 references), the Braşov Museum of Bran (5 references), the Câmpulung
Moldovenesc Museum (4 references), and the Braşov Museum (3 references) (22). Several craftsmen 
point out the commercial potential of the Bucharest museums (EP, V A, VMold, and ZMB). Other folk 
fairs mentioned by artisans are located in Iaşi (14 nominations), Cluj (8), Constanţa (6), Craiova (4), 
Botoşani (3), Mănăstirea Humorului (3), Piteşti (3), Arad (2), Deva (2), Târgu-Mureş (2), Târgu-Neamţ 
(2), Vaslui (2), Baia Mare (l), Bistriţa (1), Buftea (1), Buzău (l), Curtea de Argeş (1), Focşani (l), 
Paşcani (1), Rădăuţi (1), Râmnicu-Vâlcea (l), Roman (1), Reghin (1), Sfăntul Gheorghe (1), Sighişoara 
(1), Slatina (1), and Vatra Dornei (1). EV (artisan from the Republic of Moldova) attends mostly the 
fairs from the towns ofOrhei, Bălţi, and Chisinau (23). 

A recurrent opinion is that of the folk-fair "large-family atmosphere" among artisans when 
they meet each other and exchange information, craft working models, and impressions about their 
work (DC, OM, DG, IM, SA, SB, MP, MR, ŞC, VKR, and VL). EV equates her participation to the 
fairs with an "exchange of experience", in that she finds there ideas difficult to imagine at home. IA 
speaks of his "kindred" colleagues from the folk fairs. Such a "corporate" self-representation is 
particularly associated with those fairs when (in the 1990s) the craftsmen's participation was smaller 
than today, and when their cohesion would have been "stronger" (ZMB). MP claims that museum folk
fair is not (due to artisans' "collegiality") a place for "competition". 

I think there is no real competition [among craftsmen] since customers there are for al/ of us. The 
customer comes and sees many objects, and he will choose what he wishes; maybe he would need some of my 
objects or something else from my colleague ... So I think we artisans are rather colleagues, than rivals ... lt is 
true that {. .. ] when we see one of us bringing tofair something new, we al/ will try at the nextfair to present a 
novei, astonishing, and interesting thing. This is indeed "competition ", butan artistic one ... ! 

Artisans rhetorically use to oppose the museum-fair to urban open-air markets (APC, CP, DC, 
IA, MP, NM, SA, TBus, and VLin). NO sees the markets as sites where "China-made [serial] objects" 
and "plastics" are usually found. Howevcr, several artisans also mention markets and diverse other 
places and opportunities to sell their artefacts in the city. Thus, they take part to municipality-hosted 
folk fairs (CP, OM, and FM). GS is present at the "Beer Festival" held in Timişoara. Weaver MD 
attends the "Golden Stag" international music festival in Braşov. FM reaches the 1812-dated "Manuc 
Inn" in Bucharest. MJ and MM are usually invited to urban feasts like the "Festival ofHearts" and the 
"Harvest Day", in Timişoara, as well as to the "Days of Timişoara" (another "Harvest Day" fair takes 
place in the Moreni town, cf. VMold). SA is participant at the "Days ofthe Iaşi City". NM travels with 

(22) Notoriety of museums is a Iso associated with their advertising investment, which is generalised as a market strategy of alt 
the museums concemed here: radio and 1V publicity, along with banners and promotional leafs (CEU), radio and lV, printed 
media (PP), Astra Film studio, tourism agencies and hotels, and 'IV (CB). 
(23) The general policy ofmuseurns and municipalities in hosting the folk fairs is to invite artisans from alt the ethnographic 
areas of Romania. For example, the National Festival of Folk Traditions (Astra Museum, Sibiu) brings together 400 craftsmen 
ofwhich 100 from Transylvania, 100 from Moldavia and Moldova, 100 from Wallachia, and 100 from Dobroudja (CB). 
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his painted-icons to the "Muntele Găina" ancient folk-fair (in the Transylvanian Carpathians); DC is 
another artisan participant to this traditi.onal fair. VKR has attended international folklore festivals in 
the towns of Târgu-Jiu, Târgovişte, and Caransebeş. According to EV, in the Republic of Moldova, 
similar folk fairs are those held in the "Day of the Bălţi town" and during the "Wine Feast" in 
Chisinau. Sometimes one artisans' participation is said "not to fit the festival profile", such as in the 
case of weaver AN at the Sighişoara Medieval Festival in Southern Transylvania. Instead woodcarver 
TE does include the Sighişoara festival (along with the "Wine Festival" in Târgu-Mureş) in the agenda 
ofhis folk-fair involvement. FB has attended (and has been awarded a prize) at the "Festival of Painted 
Eggs", in Ciocăneşti-Suceava, while VB is present at the "Chestnuts Feast" in Baia Mare. FC plans to 
reach a Bucharest-based "Fair of Bread". Other similar "festivals" of interest for artisanship are "The 
Folk Young-Men of Braşov" and the "Garlic Festival" in Botoşani (OD) (24). 

Artisans generally explain their presence at the fair by need of demonstration for visitors in 
order that "customers understand why we ask their money ... " (VKR) (similar "demonstrative" sessions 
are those carried out by TBus and VL). VMold says his habit is "to narrate" for his clients the 
"fireplace-icon story" (that is one of his artefacts). According to FC, in his "first working phase" the 
"[folk] creator" is satisfied when making qualitative objects; in "the second phase", however, he "has 
to sell [the artefacts]". Instead, VM claims that "I dislike selling the commodity I make ... " Moreover, 
unlike his wife (who is "rapacious"), VM happens to reduce his prices. One the other hand, when the 
artisan and firm holder AN leaves her artefacts under the museum custody, she establishes "good 
prices", so that sale will be made even with the museum commission included; she calls herselfto bea 
"business partner" of museums. 1n general, craftsmen take the price making as their trading right, as a 
resuit of market negoti.ation (MP, NM, and OD), or as a placement within the general price trend of a 
given fair (EU), with a refusal ofthe museum intercession (FC, TBus). Sometimes, however, museums 
are claimed to "advice" the artisans when the prices they setup would be "too small" (IA, VMold). 

Craftsmen like AF, FM, OD, and TB labei "commodity" the artefacts they bring to museums, 
or which they leave under the museum custody. Market calculation within the folk fair is sometimes 
denied, since according to NM, "it should not be proper to negoliate the price of an icon ... " On the 
contrary, ceramist OD's viewpoint is that "since this is a fair, our commodity must be negotiated as 
such!" Notwithstanding such a tension between what "is", and what "should not become" commerce 
(also present in the discourse of IM and DG), IA succeeded to sell not less than 60 masks at a three
days fair ofthe Museum of Peasants in Bucharest. Likewise, DM sold more than 100 wooden artefacts 
in two days, while MM once sold 24 little wallets. MP usually deals out "20, 30 ... or 50 [folk-worn] 
puppets" for the artisanry shops. Such wholesale is not regular among the craftsmen. MAP says, for 
instance, that her farnily association's "commodity" is not in demand within the Astra Museum. DC 
and FC are similarly skeptical as to the real "purchasing power" of their folk-fair clientele. Another 
motivation for retail trade is that of the craftsmen who need long time to make their artefacts (IB, 
ZMB). 

A major concern among artisans is the transportation of their artefacts to the fairs. A series of 
craftsmen make here use oftheir personal cars (AF, AP, AN, CP, EP, EU, FB, IG, MDen, MJ, MPop, 
ND, NM, TE, ŞC, ZMB, VMold and VI). According to artisans like IA, EV, VKR, collaboration in 
the transport payment is another possibility for reaching a fair. 

Many artisans come to the fairs followed by their relatives, including the ego's father (AT), 
brother (ŞC), wife (APC, CP, EP, and FB), son (DM, FC, and ND), daughter (MJ), and granddaughter 
(GS). A family's division of labor is effective in VM's case: while he attends the Suceava museum
fair, his wife is present at another fair, in the Roman town. TB and SA make their artefacts with their 

(24) ln the summer of 2005, the folk fairs were relocated from the city centres to the ethnographic museums în Suceava and 
Timişoara, which occurred at the request ofthe local municipality councils (CEU and IVP). ln both cases, the directors ofthc 
above museums contend that their institutions would "protect" în such way the artisans and the folk art. 
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spouses · help; besides, the artisans' spouses will remain at home for farming work, while they leave 
for the fairs. 

In the above phenomena, artisanship appears to reflect the "market-orientation" of peasantry 
toward the cities, in the framework of a production-and-exchange process that depends on seasonal 
labor organization necessary to pro vide and diffuse the "commodity" demanded by the craftsmen' s 
urban and foreign clientele. Manufacture and sale of artefacts are alsa adapted to the seasonal tourist 
presence, as in the case of the summer fairs and festivals in Braşov, Sighişoara, Gura Humorului. and 
Constanţa (EU, TE, VKR, and ZMB). 

The folk-fair institution in contemporary Romania is the urban "delivery unit" the artisans 
envisage for distribution of their "products" at a regional or national scale. Participation to local folk
markets only is quite rarely reported, either in the case of the "small museum fairs" from Timişoara 
(MJ, MM) and Suceava (EU, MAP, ŞC), or in that of the "large fairs" from the Sibiu Astra Museum 
(DC, EV), the Bucharest Museum of Peasants (SB), and the Bucharest Village Museum (MP, MR, 
OD). Instead, majority of craftsmen inscribe themselves ioto a national circuit of museum-based folk 
fairs and municipality-hosted city feasts, as well as tourism festivals (APC, AT, CP, DG, EP, FM, IA, 
IG, IM, MDen, MPop, ND, SA, TBus, V A, and VMold). 

As a result, the "folk fair" is to be seen as a market framework that extends artisanship beyond 
the museum more-or-less effective policy of "traditional values selection" or "revitalization" (25). Of 
course, the museum fairs are ( due to reasons to discuss in the following chapter) claimed to best meet 
the artisans' formal commercial needs. Io many respects, however, the craftsmen's network of urban 
diversified-location fairs seems at least equally consistent with the ecotourism industry in socialist and 
especially post-socialist Romania. DM's membership in ANTREC (Romanian Association for 
Ecotourism) is relevant as to such development of artisanship. 

As we are ANTREC members, the Association invites us as to attend specializedfairs it sets up for the 
foreign tourists. [. .. J Thus we took part to a fair organized with suppart of the European Union [. .. ]. We conduci 
the project of an itinerary for the private pensions associated with ANTREC, which will be advertised within an 
intemational exhibit. 

We have mentioned in this study several types of "membership" among the craftsmen, 
including organizations like the Association of Folk Artisans (AF A) and the Academy of Traditional 
Arts (ATA) (Sibiu), the Union of the Fine Artists (UAF)(Bucharest), and the "Association of the 
Amateur Painters" (AAP)(Alba). Ofthese associations, it is only the AFA and ATA that are linked to 
the museum framework of the folk fairs, while the non-govemmental organizations like UAF, AAP, 
and ANTREC reflect another affiliation register of the artisans, at the levei of private 
institutionalization and interests. 

0n such bases - of a state and private character - is alsa grounded the branch "collegiality" 
among the artisans. Do such metaphors as the "family" or "brotherhood" self-representation of the 
craftsmen's professional group account for any "guild" awareness in times of social and economic 
transformation in Romania? Probably they do. While it is still following diversified policies of 
planning and hosting the folk fairs by museums, municipalities, and NGOs, artisanship is expected to 
possible evolutions from a subaltern condition toward autonomous initiatives and sociality. This seems, 
at any rate, to be the meaning of the artisans' private trading strategies and resources when they are 
present at the folk fairs. As seen earlier, many craftsmen promote wholesale and the direct or "face-to-

(25) For the "salvaging" vision în the Romanian museography, see the situation of the Timişoara Museum, in the case of the 
acquisition of a pottery workshop, from a local village where the craft concemed had disappeared (rvP). Such approach îs 
reinforced by the refuse of change în the folk traditions, since "nothing can replace a given tradition" (IVP). According to 
CEU, the "first mission" of an ethnographic museum is to keep "the trend of authentic folk art", which makes the artisans "to 
accept the critiques and take out their stands such improper products". CB mentions some "echoes" of the artisanship policy 
ofthe Astra Museum in Transylvanian villages where peasants start wearing again their old folk-costumes (for instance, while 
the church rituals) and team their children folk dances, songs, and myths. 
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face" price-making, which is pertinent for their increasing expertise in the market exchange of "art 
goods". The use of artisans' personal cars for their transportation to and from the fairs is an cxample 
relevant for thc craftsmen's need to detach themselves from thc assistance oftheir work by museums or 
other "sponsors". 

Some "projective" trading mastery in the market artisanship could also be inferred among 
those artisans who come to the fairs followed by their children (GS, SA) or juvenile apprentices (EU, 
SB). Most of all, specialization in commerce through the folk fairs is evident in the case of artisans' 
family division of labor on the market. The farnily associations we have mentioned in the social 
framcwork of the "workshop-based artisanship" become this time effective also in the distribution of 
artefacts. As will be seen, this is the premise of a shift from the status of "client" status toward a 
"condition of reciprocity" between artisans and the ethnographic museums. 

THE ETHNOGRAPHIC MUSEUM 

Wc have noticed that the ethnographic museums in Romania werc initially conceived for 
quite technical operations of collection, conservation, and exhibition of "traditional" and "folk" 
artefacts, and not for experimental anthropology (aimed at restoring or salvaging vanishing cultures), 
and even less for any "interactive" public entertainment. At its inception (1936 to 1940), the Village 
Museum in Bucharest hosted peasants that sociologist Dimitrie Gusti invited in order to create a "real" 
social ambiance for the traditional houses of museum. However, it was only in the 1970s that the 
Village Museum setup "the artisans' folk fairs" (which will also be organised by the Astra Museum in 
Sibiu, in 1983), initially meant "to exhibit the national folk culture", and later on (after 1990) also 
designed for "traditional [market] exchange". 

1n the following, we shall refer to the "cultural-enterprise" development of ethnographic 
museums in post-socialist Romania, as well as to the diversified "marketing" techniques and services 
of them, as addressed to artisans and clientele. W e also consider bere the forms of "partnership" of 
museums with craftsmen, and the competition that such collaboration entails between the museums. 

1n most cases, museums accept artefacts under custody (tobe sold by the museum store, on the 
basis of invoices also signed by artisans). This implies the payment of a 10% contribution for the 
craftsmen 's income tax (EP, CP, MM, VT), or for their VAT (GS, TB). Commission for the museum is 
another payment that artisans should calculate (AN, AT, DC, EV); according to FC, the amount of 
such commission raises up to 36% in the case of the Museum of Peasants. Many other artisans 
regularly leave their artefacts on the museum custody (AP, CP, OM, EM, FC, GS, IB, IM, IMold, 
MAP, MD, NM, SB, SF, V A, VM, VB, and VLin). MDen does appreciate that, by such a museum 
service, he needs no further efforts to sell pottery on his own. Some artisans, however, criticise the long 
term needed to receive the money from these museum-mediated transactions (three months, SB; one 
year, TB; two years, MJ; three years, FM, VA). MP remarks that, while the Astra Museum is prompt 
with restitution of money to artisans, the Museum of Peasants is rather late with this service. 1n VT's 
terms, "it is not fair to leave objects to museums ... I need money, and not to have my objects unsold 
for so many years ... " 

ND (the current AF A president) plans to develop the partnership between the museums and 
artisans, also with support from the Ministry of Culture. MPop (the AF A vice-president) has extended 
this collaboration at the levei of the secondary school where she teaches, by inviting pupils to 
museums, as well as museographers to school. Some artisans have been, or are still, working as 
museum curators (IG, VL). As a "museographer" of the Tulcea Museum, artisan VL is invited at the 
fairs by his "colleagues" from Suceava, Galaţi, and Bucharest. 
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A series of artisans point out their necessity to receive an invitation from museums, which will 
allow their entry to fair (CP); invitation is alsa claimed to mention the craftsmen 's duty to entrust one 
or two objects on the museum custody (TBus), as well as the entry tax to pay (0D). FM says she was 
not accepted at the Braşov Museum because of not having her invitation. From a similar reason, APC 
was not given access to the Oradea Museum. The craftsmen VM and EU know that another 
implication of omitting invitation is the payment ofthe vend.ing place in the museum (26). 

An aspect generally controversial concerns the taxes that museums request not only from 
visitors, but also from artisans. Many artisans contrast this to the times when they were offered 
accomrnodation and meal free of charges (EP, ES, and GS). EP is intrigued of having been "invited" 
and then urged to pay. ND's d.ilemrna is that museurns come to collect funds from visitors and artisans 
as well, even if the artisans are "the [museurn's] source to attract the tourists". For AR, the Village 
Museum tax is d.ifficult to afford, given his transportation costs from Suceava to Bucharest. MPop 
sirnilarly thinks tax to be "not beneficiai" for artisans coming from away. Artisans like SF and VB do 
cumulate the museum tax they pay with the amount of their travel and accommodation expenses, to 
make clear evidence of the hardships they cape with in attend.ing a fair. MDcn, TBus, and V A provide 
further disapprovals here, and ŞC even takes the tax payment practiced by some museums as a 
"transgression of the Romanian ["traditional"] hospitality"! FC's opinion is that artisans should be 
given I 00/o from the museums' revenues during the three days of a fair. IA complains he has to support 
all his costs during the folk fairs held by the Bucharest museurns, while no taxes to pay are in Sibiu and 
Oradea; he also associates in his account the museurns with the state authorities. 

We the bearers and keepers of traditions should not pay [the museum entry tax}. We are not the same 
as the traders or mercfumts from the marketplaces ... We are folk artisans who preserve traditions and transmit 
themfrom generation to generation; they [the museumsj ought not to collect a taxfrom this. Moreover, we expect 
the authorities and government to help us ... 

There are, however, some artisans who accept the tax pay for museums, due to these 
institutions' organizi.ng efforts and expenses, includ.ing the hosting of artisans (CP, OM, MD, SB, 
VKR, and ZMB). VMold correlates the museum fair to some "promotion tirning", which therefore 
justifies the payment of a tax. MR considers it "normal" to pay a tax for such "products" (= artefacts), 
when compared to the taxes regularly imposed in the agricultural markets. Accord.ing to other 
craftsmen (DC, IG, MJ) the tax cost is exempted for those who pay their dues for AF A membership. In 
the Suceva Museum, artisans say they are not expected to pay any tax once they are being invited to 
fair. 

What many artisans recognize, is the museurn facility they benefit of in order to be allowed to 
sell with no license (which would not have been possible in a usual market)(AR, MJ, MN, ŞC, TBus, 
and VL). However, other craftsmen consider the effectiveness of a "reciprocity" base in their 
partnership with museurns (APC, AR, AT, FB, and NM). There are cases when one's enrolment in the 
museurn folk-fair process is indebted to local museums, such as the Goleşti Museum (EM) and the 
Braşov Museurn (VKR). In other situations, artisans contend instead that the very museurn's existence 
is depend.ing on them (VB, VLin). 

Artisans like IMold and TB are given accornmodation by mcans of the Museum of Pcasants. 
MJ benefited of accomrnodation and meals at the Sibiu Astra Museurn (as well as SA, in Bucharest and 
Timişoara, and V A, in Focşani). While in the field, I was offered - such as the artisans -
accomrnodation and meal services thanks to efforts of the museums in Sibiu, Timişoara, and Suceava. 
Some artisans alsa mention the museum stipends for their travel expenses (MDen, by the Oradea 
Museurn; V A, by the Focşani Museurn; EU, by the museurns from Vaslui and Suceava). 

(26) lnvitation the artisans receive relies upon the infonnation the museums collect on the peasant traditions and their bearers. 
According to director CB, the Astra Museum holds a computerisecl "network" of more than 400 artisans; similar electronic 
databases are reported for the Suceava Museum (infonnation on 150 artisans, CEU), as wcll as for thc Villagc Museum (PP). 
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Another service of museums is the arrangement for craftsmen to attend festivals and exhibits 
abroad. Thus. the Ministry of Culture and the Astra Museum selected EP for an exhibit in Toronto, 
Canada. Under assistance of the Suceava Museum. AR went to Germany, on occasion of the 
"brotherhood" celebration between his town, Suceava, and the city of Augsburg. IG benefited of the 
Museum of Peasants' support to recommend her adrnission in the Romania's folk delegation for the 
Smithsonian Festival in Washington (1999). In its turn, the Astra Museum helped artisans like AT and 
VLin to participate at the same Smithsonian Festival. 

The museum awards represent a further means to encourage the artisans (but also to maintain 
specialised craft standards, as considered "traditional"). AR is the winner of an "excellence" prize of 
the Astra Museum. CP's award is the "Prize One" at the Ceramic Fair in Iaşi. EP was granted the 2005 
Horezu [pottery centre in Oltenia] Great Prize. AT's reward was a distinction in the framework of the 
"Olympiad of Young Artisans" at the Astra Museum. FB was awarded the Suceava Folk-Fair Great 
Prize (27). 

Museums also set up free-of-charge "creation sessions" for children and adults as well. 
Artisans are thus invited to teach (IG, ND, TBus) or even learn the crafts (MP, SB). NM is criticat 
about "those parents who want their children leam to paint and also to sell an icon, in the same day". In 
his workshop from the Rădăuţi Museum, FC allows for his child apprentices' signature on the artefacts 
they make (28). 

A craftsmen' s response to the above assistance and services is donation of their obj ects for the 
museum collections or shops (AN, AP, DC, EM, EV, FM, GS, MM, VL in, and ZMB), which some of 
them take as a kind of "promotion" (NM, SB). 1n other instances, artisans explicitly indicate the 
museum conservation or exhibition of artefacts they make and offer (APC, IMold, MAP, MD, TBus, 
and V A). They also claim to have offered their "most beautiful objects", and which would "represent 
them" (EV, MP) (29). VMold leaves his artefacts on the "[museum] specialists' choice". VKR is 
registered as "donor" of 15 lace models in the collections ofthe Braşov Museum. However, "donation" 
is at times demanded by museums (IG, TB), or it is also equated with ... accommodation and meal, 
when artisans lack the needed funds (V A). EU's and VM's donation addresses the "museum 
organizers" or sponsors (30). 

(27) According to director PP, the Village Museum awards the artisans "diplomas of excellence", which do noi represent 
labour or professional attestations (since approval of the Labour Ministry is needed for). However, the Department for Career 
Development of the Village Museum is currently working on a project meant to equate the museums awards with official 
labour qualifications (PP). During our ethnography, we encountered a single case (the Suceava Museum) in which amounts of 
money are also offered to artisans as "awards" for the quality of their crafts and artefacts (director CEU contends that 
arnounts-as-awards represent "the besl method" to sponsor the craftsmen). 
(28) The revenues drawn from the summer "creation sessions" in the Timişoara Museum are destined to payment for the 
"artisans-as-trainers" , as well as for the materials needed during such events (e.g. wood and dye). According to IVP, 55% 
from the revenues of the smith-craft workshop in the museum are used to pay the artisans concemed, whereas 45% is the 
museum' s share. 
(29) Interpretation that CB makes (from the museum perspective) Io such a practice is that of "collecting the leading copies or 
the main values of the fair", after the model of the "heads of series" in the western industrial production in countries like 
Gerrnany and Sweden. ln this way (according to CB), the collected artefacts may become "referential elements" for the future 
"characterisation of a civilisation". With regard lo the relation between the museum patrimony and the artisans' work, the 
museum' s practice is noi to collect the same category of artefacts during severa( years, but to diversify its demand, which is 
claimed to accordingly stimulate diversity in the craftsmen's production (IVP). From another perspective (CEU), the 
craftsrnen's donations would contribuie with only "2%" to the collections of the Suceava Museum, which are mainly macle 
through the museurn policy of regular "acquisition" of artefacts. 
(30) Al the Village Museum in Bucharest, a specialised comrnission adds a share raging up to 30% on the artisans' prices for 
the artefacts they leave under the museum custody. This share, together with the revenues drawn from the sale of entry tickets 
(depending on season, the number of visitors may reach 5,000) make the museum "profit'' (PP; CB similarly speaks of the 
"10,000 visitors" ofthe Astra Museum during the Holy Virgin Fair, 12-15 August). 
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Some artisans conclude contracts of collaboration with museums. in that they are offered a 
museum workshop to conduct "demonstration sessions" for tourists (CP at the Braşov Museum of 
Bran: TBus at the Vâlcea Museum), or to initiate local children in performing the crafts (FC at thc 
Rădăuţi Museum). 

1n some cases, competition occurs between museums in hosting a given fair. Thus the "Saints 
Peter and Paul" fair takes concomitantly place at the Villagc Museum and the Oradea Museum. Similar 
situations appear regarding the "Holy Virgin" Fair (at the Astra Museum but also at the Suceava 
Museum, andin the town of Tulcea). 

Across all the above aspects, the ethnographic museums behave quite different from what such 
institutions were expected to do in their commencements. It is sure that the fieldwork and "public 
relations" have always been included in the museum personnel's "job description". (We remember the 
existence and relative popularity of the folk-fairs also in the socialist period of Romania.) While 
nowadays some artisans are reticent as to the museographers' or ethnographers' compctence in their 
crafts (AN, APC, EP, VLin) others instead admit (DG, DM, FC, MP, SB) the evaluation of their 
artefacts by museum committees of specialists, or assistance of collaborative museum curators in their 
documentation (VMold, ZMB)(31). However, our current data describe the museums not only as 
repositories of specialized patrimonies and knowledge, but also in terms of commercial abilities and 
functioning. 

The museum custody of artefacts destined to sale (and in particular, the commissions that 
museums draw from such a service paid to artisans) should obviously be seen as an "economic 
management of folk culture", which consists of putting the traditions a price and to commercialize 
what is otherwise defined as "invaluable", and "inalienable". Marketability of the peasant "goods" 
(including artefacts but also folkloristic representations similarly sold to the public) is equally evident 
in the case of the much-disputed "entry tax" as requested from visitors, as well as from those who are 
"invited" to the fair, namely the artisans - alias the "folk creators". We have seen that such functions 
of museums are sometimes contested, sometimes accepted (and even supported) among the craftsmen. 
Beyond any moral interpretation of the museum trading policy, it is to establish the "partnership" 
or/and "clientelistic" nature of relation the museums build up with artisans. 

As seen above, invitation and (AFA) membership are the museum formal requirements for 
aclmitting the craftsmen interested to attend a folk fair. 0n the other side, a series of artisans have 
founded farnily associations or issued licenses for their crafts. The law framework does ignore other 
professional recognition or categorisation of the peasant crafts. Instead artisans benefit of the 
possibility to sell their artefacts within the museum prernises, even in the absence of a personal license. 
What a "supply-and-demand" base bas, on such conditions, the collaboration between museums and 
craftsmen? 

The main services the museums offer to artisans are (to variable extent) accommodation, meal, 
and transportation stipends. There exists an "etfectiveness scale" between such services and the 
commissions and taxes above-mentioned, as follows: no taxes required and accommodation, meal, and 
travel facilities supplied by the Timişoara Museum, the Sibiu Astra Museum, and the Suceava 
Museum; taxes required and occasional accommodation facilities in the case of the Bucharest 
"Peasant" and "Village" museums. Further services provided to artisans by museums are "legitimacy" 
(through prizes and diplomas) and opportunities to exhibit and sell abroad. 

(31) The ethnographic museums continue to assume and play the role of a "national authority în folk culture", such as 
expressed by PP ("we teii the artisans how tradition should be kept [ ... ) since what museum takes for '[folk] art', artisans 
happen to designate as 'products"') and CEU ("we advise the artisans as to what has been done [as folk tradition or art) in our 
area [ ... ) since they tend to add personal elements [ in the making of artefacts )". 
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As for them. the craftsmen's offer consists ofdonation ofartefacts (used either for the museum 
collections. or for the museum market stock), teaching work for children and adults during thc museum 
·'creation scssions". as well as contract-based scrvices of"demonstrative sessions" for tourists. 

Based on the above facts, we argue that although resources for a real and equitable 
"partnership" between museums and artisans exist, effectiveness for this is higher (or quasi-complete) 
solely in the case ofthe museums from Timişoara, Sibiu, and Suceava. Conversely, such partnership is 
almost absent in the Bucharest musewns. In other words, clientelism may be induced as a consequence 
ofthe asymmetry that intervenes in the relations ofthe Bucharest musewns with the artisans they invite 
(32). 

This situation is further reflected in the competition that the ethnographic and folk-art 
museums engage at the levei of the folk-fairs they host. Indeed, while in Transylvania there is no 
simultaneity between two or several musewn fairs on a single date, in Bucharest three cases occurred 
of recent superposition of folk fairs, namely on the "Holy Cross Day" (14 September 2005), the '·Palm 
Sunday" (15 April 2006), and the "Saints Constantine and Helen Day" (21 April 2006).While the 
museum "offer" in Romania is expected to be the same, the artisanship "supply" is balanced in the 
Romanian capital (33). 

CLIENTELE 

A hypothesis of our analysis on the market enrolment of artisanship claims that production of 
the artefacts is built on a regular base made up of some "consumption" peculiarities associated with 
such folk-art "goods". Possibility of a "ready-made" demand for objects and services in artisanry (such 
as the "craft-teaching sessions" and the "culinary art") depend as seen on the agency of museums and 
municipalities (which artisans undertake as costs and benefits). However, beyond this mediation 
artisans find terrain open for their direct relationship with customers, as well as for their equally direct 
"distribution channels". 

Our approach will first take ioto account the role that the personal relationships plays in the 
making and keeping of a clientele for artisanship, to attempt then to discern a "typology" of the 
artisans' clients. It is important to notice that, while artisanship is made as a branch of peasant 
economy (which involves specialization, labor division, investments etc.) it seems to still be seen as 
only "folk-art" among urban and foreign customers (with irnplication of "intrinsic" and "ineffable", 
rather than "accountable", value of one's artefacts). As a consequence, the market demand for artefacts 
is balanced between what artisans choose to "represent" as folk traditions and arts, and what their 
clientele happens to mean as "traditional" or "artistic" as regards peasantry. Icon-painter NM is 
evocative for such a "folk-rnarket negotiation": 

(32) The Ethnographic Museum in Timişoara considers noi so much any "partnership" as simply its "collaboration" with four 
local craftsmen in the fields of pottery, woodcarving, weaving, and icon-painting. In addition, the director of the above 
institution intends to set up a "cycle of a three-weeks collaboration with craftsmen" as regards the delivery of courses on 
artisanship for the public, with diplomas to issue by the local Education Council or the School for Folk Art (IVP). Another 
local partnership is that between the Suceava Museum and local artisans, in the framework of a weekly "micro" fair, however, 
in this case, museum is described also as a "poor relative" in rapport to the western fairs (especially in Gennany) where 
artisans are invited (CEU). 
(33) Director PP sees "no problem" in the schedule superposition ofthe folk fairs from the Village Museum and the Museum 
of Peasants. Her argument is that in such situation the visitors are given the possibility "to compare the folk crealion", and that 
anyway "competition is a positive thing". From another point of view (CB), the prestige and popularity of the Astra Museum 
would create "compelition" among artisans to gel invitation for the folk fair in Sibiu. 
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[.4s an artisan} I strive to meet the customers ' expectancies [. .. J This is problematic, since I am 
supposed to conform to someone 's interest in a painted icon ... for the rest of hislher life, so that I have to make it 
as that client wants ... 

Artisans generally contend they are establishing "their own clientele". According to IB. he 
engages "friendships" with those who buy his artefacts, since such clients usually continue to frequent 
him. "Personalized" sale rclationships are also developed among craftsmen like AT, FB, MAP, MM. 
and VL. IA speaks ofhis "20 years-known clients". Similarly, ZMB meet customers who regularly pay 
visits to her stand for "two-three years long". Other artisans describe how clientele asks them for their 
phone number and address, with intention of further demands (AN, EM, OD). "Monograms" or 
engraved trademarks on wooden artefacts, with the craftsmen's name initials and residence (AR, IB. 
VMold), are similarly used in order to keep clients informed with the craft paternity. According to MP 
and VLin, their "long time-made clients" use to recommend them to further customers from among 
acquaintances. VMold speaks of his "fans" within the folk-fair framework, which concerns visitors 
who ask for details about the artisan's "professional evolution" and even dare to draw his attention 
upon the use ofrow materials other than "traditional". 

A regular customer category is that of the Romanians who leave their country and take with 
them artefacts as "souvenirs" (AN, AR, CP, MAP, MM, SB, ŞC, and VA). MP sees this fact as a 
"transmission of our folk art abroad". 

Private tourism-houses make up a constant clientele for artisanship. When VL attended a folk 
fair in his native Tulcea town, a tourism-house owner asked some of his wind-instrurnents to exhibit in 
front of tourists. AP has received similar demand for her carpets. In Bessarabia, EV is currently 
working together with a tourism-specialised private house in the Tribujeni town. 

Several artisans distinguish between their Romanian and foreign clients according to absence 
of negotiation in the foreigners' market behaviour (EM, TB), or contrarily to one's preference for 
negotiation with foreigners, not with co-nationals (MJ). 

According to MD, the foreign clients are interested in buying artisan as a handmade category 
of objects. Potter EP knows that foreigners are those who buy his "high-value" iterns. Artisans like 
DM, IMold, and VM praise the foreigners' better payment as well. Handicraft for tourists is sometimes 
alleged to cause degeneration of the traditional art-making, as in FM's case when concerning the 
"peasant" shoes made in some areas ofTransylvania. ND equates the "traditional" mark ofhis artefacts 
with the "souvenir" usc of them among the tourists. Sometimes, such clients are associated ivith a 
given ethnic identity: Frenchmen (cf. FM, MM, MP), Dutchmen (cf. MM), Italians (cf. IG), and 
Germans (cf. IMold). NM says he once took (when wearing his folk costume from Southem 
Transylvania arca) a photograph with ... his Jamaican clients; he also sold in France many icons with 
the "Saint George" motive. According to DC, Spanish and Swiss clients are buying his violins-with
trumpet not for playing, but for keeping them as "museum objects". Artisans like AT, FC, and VMold 
speak of their "clientele" made of ambassadors of the United States of America in Romania. In other 
situations, however, foreign clients may seem as "avaricious" to artisans like V A. 

Artisans are also given opportunities to meet their foreign clients in intemational contexts. EP 
traveled (thanks to the national Ministry of Foreign Affairs) to Austria (2000), Germany (2004), and 
Canada (2005). ND claims that his clay-rnade "peasant characters" were collected by museums in 
Tokio and Washington (the Srnithsonian Institute). By the ANTREC tourism association, DM went to 
Bulgaria, Hungary, and Austria. AR took a trip to Augsburg, Germany, with support of the Suceava 
Museum. IG opened exhibitions (through the Ministry ofForeign Affairs and the Museum of Peasants) 
in Washington, the United States of America, as well asin Koblenz, Regensburg, and Ulm, Germany. 
The Ministry of Foreign Affairs (as well as the National Cultural Foundation, and the Astra Museum, 
together with the Srnithsonian Institution) has also supported IA and AT for their participation at 
Washington 1999 folk festival. The Romanian Ministry ofTourism sponsored VLin's participation to 
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international exhibits in thc USA. England, Italy, Switzerland, Germany, Austria, Hungary, Russia, and 
Turkey... A self-supported participation to international fairs is that of FC (in the case of the Mwuch 
ceramic fair). 

Artisanslup envisages a large array of private clients among a series of "beneficiaries·· more or 
!css connected to "folk-art" production. One of CP's demands is from the part of restaurant patrons 
who ask him to write the name ofthe firms concerned, on the pottery items he makes. Amang IMold's 
usual clients for his wooden hogsheads are mentioned the patrons of local wine cellars. One of MAP 's 
demands is that of a restaurant in Braşov; in this case, MAP and her husband were asked to make the 
needed vessel, including mugs and soup tureens. 

Further clientele for artisanship is provided from among local folk-dance bands (MM) or 
fiddlers (TBus, V A). SinlÎlarly, VL 's clients in wind-instruments craft are intended to play those 
instrwnents, and not to only collect them. 

MPop, SB, and TBus report some school-made demand for artisanship. V A recently worked 
for a kindergarten in Bucharest; she alsa sold some of her folk-costumes at the Gura Humorului 
Monastery. SinlÎlarly, MN seeks for customers interested in her egg-painting works at the Moldoviţa 
Monastery, while SA mentions her collaboration with the Hanu Monastery (Neamţ County), as regards 
some of her wooden crosses. Icon-painter FB undertakes often collaboration with local churches. 

EP speaks of those "enriched" compatriots interested in "folk art" but who in fact are claimed 
to prefer only "kitsch" objects. 1B notices the scarce presence of businessmen within the folk fairs, 
while mast of tourists generally prefer little souvenirs (he is making wooden "statues"). The theme of 
"small purchasing power" of the co-national clientele is general among the Romanian artisans (EV, 
FC, MJ, NM, SF, ŞC, and VM). AT is worried about those artisans whose work is unqualified, and 
which is at the same time sold at prices lower than in the case of the artefacts made by skilful 
craftsmen. 

Some ofND's clients would become "collectors" ofhis ceranlÎc artefacts. SinlÎ!ar "collectors" 
are those ofIA's masks, as well as those who collect AT's bulrush-made baskets. FC is making special 
pottery (of longer handwork duration) for private collectors. Nevertheless, DG claims that collectors 
are few today - among the Romanians -, since "people do not afford any more folk-art collections". 

At times, local clients are recruited from among the so-called "connoisseurs of folk art" (AR, 
APC, EP, NM). ND notices that, while the "folk art" was en vogue among peasants in the past, it is 
now in demand among "sirs". MR's "target clientele" is mostly made up by women, since they "have a 
sense of the home decoration". Some artisans (MP, NM) associate such "art expertise" with foreign 
clientele (which would understand Rornanian folk-art "better" than Romanians do). 

1n accordance with the field data, "personalization" in making one's clientele among craftsmen 
is apparently a means to assure regularity in the distribution of artisanry. More precisely, those long 
time-based market relationships are designed to build up particular "niches" in the chain of production 
and sale of folk-art items. In such cases, artisans obtain not only continuous demand but alsa 
confidence and prestige, which is well epitonlÎzed by the account ofweaver MM. 

Last year, when attending the municipality-set fair in the Timişoara city centre, I simply met a 
Roman ian family who lives in Italy. {. .. J Lady wanted one of the overcoats I make. She came to my home and 
made such a demand to me. I made that overcoat for her, and she was to wear it. Well, this year she came back 
and met me again [at the fair}, looked at me, and said, "When did I meet you ... this happened last year!" So we 
recognized each other, and she was to buy two little walletsfrom me! This is a satisfaction ... 

However, we may ask if the personalized trade in artisanship is preferred (for reasons of 
fluidity in the sale of artefacts) to the craftsmen's freedom in their price-making process. White 
majority of artisans claim they are "open to negotiation" and that they even agree with price reductions 
(for instance FC and TBus), situations alsa occur when negotiation is not accepted (APC, SA, VM's 
wife), which may be relevant for the craftsmen's firmness in defending their market interests, and not 
those concerned with one's clientele's "friendship" or "taste". As a matter of fact, artisans describe 

https://biblioteca-digitala.ro / https://www.acadsudest.ro



140 

differentiated "types" of customers depending on criteria such as their clientele's specialization in folk 
art. ethnic identity, purchasing-power, educational pwposes, and so on. Thus we could distinguish 
between the "main". "secondary", and "tertiary" client typcs in artisanship, which makes it difficult to 
accept the profite of some broad "ready-made" or "targef' audience for the craftsmen 's work and 
"products". 

The "main" type of clientele in artisanry is that of the co-nationals who travel abroad and the 
foreign tourists who visit Romania. As seen above, a series of institutionalized "distribution units" 
have gradually been specializing in the market industry of the folk art and artefacts, such as artisanry 
shops, "folk" restaurants, folk fairs (of museurn or municipality hosting) etc. In this process, artisans 
are present not only as "providers" for "rniddle-sale", but they increasingly seek to directly access their 
traveling or touring clients, and thus to shorten distance from one's village workshop to his/her trade 
stands. In particular, the artisans' tourism-houses are meant to fulfill (in accordance with ecotourism in 
Romania) the function of"sale representative", which is still preponderantly played upon by the above 
urban "partners". 

The "secondary" clientele for artisanry is more heterogeneous. Even so, it is endowed with 
"folk-specialization" among customers like the patrons of "folk" restaurants or shops, as well as the 
folk-music bands and fiddlers. Besides, wc find here demand from schools or churches, as associated 
with the educational and spiritual function of folk art. Finally, this group also contains those "enriched 
people" interested in folk art, but whose knowledge or tastes in artisanry may not be consistent. 

As for the "tertiary" client type, which is reported to a lesser extent, it does include the 
"collectors" and "connoisseurs of folk art". Specialized clientele in this case is expected not only to 
assure one's sale of artefacts, but also to confer public validation for those artefacts' "traditional 
genuineness", "aesthetic refinement", "ethnographic authenticity" etc. As seen in a precedent chapter, 
artisans are sometimes subject to evaluation from specialized committees of museums. However, the 
museurns' evaluation of artisanry is part of the official politics of "culture" in Romania, with scopes 
like the preservation and restoration of the peasant traditions, and it is manifestly not associated with 
the "popular culture" or common-sense of the "specialized" visitors. That is, a "collector" or 
"connoisseur" will not necessarily reflect the museum vision on what folk-art is or should be, but will 
probably follow his/her particular goals and interests (including perhaps commercial ones). 

The above classification (which especially relies on the rate ofthe craftsmen's clientele) could 
be related to the distinction between "local-and-regional", "national", and "intemational" layers of 
client extraction. Such distinction might be useful in order to avoid some possible misinterpretation of 
the "clientele typology" in artisanship in essentialist terms about "patriotism" or "globalization" in the 
diffusion of artefacts. Again, the differences in the clientele localization are heuristic as regards the 
shift in the cultural meaning of artefacts when sold on markets remote from the craftsmen' s 
ethnographic areas. 

Local-and-regional clientele is particularly reported among the "secondary" type of customers 
(such as folk-music bands and fiddlers, as well as schools and churches). National-level clientele is 
present among Romanians who travel abroad (= the "main" client type), as well as among some folk
art "collectors" and "connoisseurs" (= the "tertiary" type of clientele). As for the intemational layer of 
clients, it includes foreign tourists and co-nationals who live abroad (= the "main" purchasing sector) 
(34). 

(34) A particular ex:ample on the implications of the foreign "partnership" and clientele for the folk artisanship in Romania is 
that of the "Aid to Artisans" project, which a private foundation from Connecticut, the United States of America, developed 
with the Astra Museum in Sibiu. According to CB, the above collaboration consisted of intemational training in marketing for 
artisans, invitation for craftsmeo to intemational fairs and festivals, publishing in the United States of America of a 
comprehensive catalogue on artisanship in Romania, demands for Romanian women-weavers from the part of American 
fashion houses, etc. 
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To meet their clients. artisans need either (l) to found their own tourism pensions at home (= 
client "main type" + "international" layer), or (2) to attend the national network of folk fairs (= client 
·'main". "secondary", and "tertiary" typcs + "national" and "international" laycrs), or finally (3) to 
travel for exhibitions abroad (= client "maiu" type + "international" layer). 

1n fact, such a dilatation in the "consumption network" for artefacts is another facet of 
artisanship seen as a "craftwork-and-fair" process. We have identified as a "workshop phase" in the 
artisans' work, which takes place as a home industry in their villages, and a subsequent "folk-fair 
phase", which occurs as commerce in the cities (35). Probably, the "secondary" client type is more 
expected to address first thc "use-value" of artefacts (at least, in the case of some restaurants and 
fiddlers), which as seen is associated with local-and-regional customers. Instead, the "main" and 
"tertiary" types of clientele are best suited for the "exchange-value" of artefacts, namely in relation to 
"national" and "international" groups of customers. 

ETHNICITY 

Amang our interlocutors, there are a number of four Hungarians (AF, AT, MDen, SF); we 
must also mention here the Hungarian half-blood ŞC, the Polish half-blood IMold, as well as the 
"Saxon" [German] craft-belonging ofRomanian VKR, and EV from the Republic of Moldova. Both in 
the case of Romanian and ethnic-minorities' artisans, we sought to know the craftwork enactment and 
significance as seen from the point of view of one's ethnic identity. In so far as artisans are mainly 
referred to in economic terms, their ethnic membership and value-system continue and deepen the 
"technical" and regional diversity of crafts, which once again asks for reconsideration of whatever 
"folk"-generalizing notions in Romania (such the "folk art", "folk culture", "folk artisanship", and so 
on). 

Of course, ethnicity is another "primordial" cultural category, alongside the "ancestry", 
"people", or "tradition". And, as a resuit, also the ethnic belonging is supposed to authenticate the 
practice and knowledge of one or another craft. Our interest, however, is here to analyze the ethnicity 
relevance in the artisanship process. This is to reflect not only upon the "perennial" quality of the 
ethnic groups when they are engaged with crafts, but also upon the (hypothetical) correlation between 
one's ethnic status and his/her role in the case of such fields as the social organization, museum 
exhibits and fairs, and clientele. 

1n the present chapter, we pay attention first to the ethnic specialization in a given handicraft to 
approach then the role that ethnicity sometimes plays in mobilizing kinsmen or co-villagers in some 
rural-and-urban chains of production and exchange. Last, though equally important, we shall exarnine 
the musewn display of artisanry when ethnic criteria of representation and delivery are followed. 

As concems the ethnic crajl-specialization, it fit many of the traditional patterns associated 
with distinct ethnographic areas. Indeed, severa! Romanian artisans describe the craft expertise they are 
developing at the levei of their native regions, such as weaving in Timiş (MJ, MM) and Bistrita
Năsăud (VLin), woodcarving in Maramureş (APC), egg-painting in Northem Moldavia (AN, EU, FB), 
and pottery in Oltenia (CP, EP). VMold makes a correlation between this regional specialization in a 
given craft, the further local competition, and, on such a base, the quality of artefacts. 

I estimate at more than one hundred the woodcarvers in the Băbeni village (Vâlcea County), which 
means a true competition. You can see here [at the Village Museum Folk-Fair, September 2005) four ... or six 
artisans lfrom Băbeni}! And this is only what you see now ... Since everyone {in the Băbeni village] makes the 

(35) Director IVP correlates craftsmanship with the "market passion" and artisanery with "necessity" - both of these being 
taken as basic traits among the artisans. A similar understanding of artisans as "craftsmen" but also "traders" is shared by the 
directors CEU and PP. 
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same wooden pots, competition is severe! Why? Simply due Io the enduring form and quality of these products, 
given that bad work in woodcarving [ among the Băbeni artisam J would cause the loss of clientele! 

0n such a ground, some (Romanian) local patriotism is present in the artisans' accounts which 
emphasize one's craft regional specificity. According to EP, his locality name becomes also a "craft
mark" (such as the "Vlădeşti Pottery", in Oltenia). Similarly, the small town of Horezu (also in 
Oltenia) is a ceramic mark under the labei "The Horezu Cock" (CP); the "Marginea Pottery" (in 
Moldavia, cf MAP) is here another example. Hungarian-rninority native potters AF and MDen 
estimate the number of such craftsmen in their ethnic village, Corund (Harghita County), at l 00 to 
even 200 families. 

1n some cases, Romanian artisans borrow another ethnographic tradition, or conversely they 
bring their own tradition in the regions where they establish by marriage. Thus TBus is originated in 
Moldavia, but he lives now in Râmnicu-Vâlcea (Oltenia), a region whose tradition in making wind 
instruments he adopted meanwh.ile. A d.itferent situation is that of ZMB; she claims that her craft 
(woodcarving) is not "so popular" in the Braşov city (her family residence; she was horn in the 
Prahova County, Muntenia), where woodcarving would have becn "brought" from areas like Banat and 
Moldavia. 

The distributive role of ethnicity in artisanship is first evident in the situation ofthe Hungarian
speaking artisans in Transylvania. Of such an ethnic-minority status, bone-carver SF went with his 
carved bones in Budapest; h.is entire "commodity" was sold to people originated in Transylvan.ia, in 
spite ofthe Hungarian current orientation toward "the German fashion". SF's co-ethnic clientele comes 
also from Slovakia. Hungarian rninority natives AT and MDen sirnilarly diffuses their artefacts in 
Budapest. 

Artisan VMold mentions his half-blood Polish origin as well as the Polish mark of his cooper
craft. As the bearer of a German lace-craft technique, VKR knows many things (such as the thirteenth
century beginn.ings of the Saxon colon.ization in Southern Transylvan.ia) about the German medieval 
past of his locality, Feldioara (Braşov County); she is usually given demands from German clients for 
the Saxon folk costume. VKR sees tradition as held by Romanians, but also by Hungarians and Saxons, 
since these nations "interweaved" with each other and "lived together" in Transylvan.ia. 

Many Roman.ian craftsmen address their artefacts to co-nationals who travel or live abroad 
(AN, MAP, MM, MP, and SB). Woodcarver APC says he visited often the Roman.ians from Serbia, 
Bessarabia, and Ukraine, in order "to contribute [by means of his craft] to the continuation of their 
culture and traditions ... " VLin believes that what Rornan.ians are offering of their country is expected 
to be "something Roman.ian traditional", and which Roman.ians identify them with. 

Romanians living abroad (such asin Australia, Canada, and USA) use to setup "a little [folk
art fashioned] home corner to remember Roman.ia ... " (AR). Potter CP accurately describes this 
"homeland nostalgia" among the Roman.ians in Austria. 

When my wife traveled [as an invited artisan] for an exhibit hosted in Austria, Romanians who live 
there kissed her pottery, saying it was made of "Romanian clay ", or "their clay ", and that it was from "their 
homeland"! 

The theme of ethnic representation and "attachment" is effective both at thc national and 
regional levels. Especially Romanian artisans make statements in favour of their "national" excellence 
in thc ma.intenance of folk tradition(s) unlike the evanescence of such a patrimony among some 
foreigners. EP argues this should be a reason of "pridc" for Roman.ians. According to MR, the 
foreigners are so much interested in the Roman.ian folk-art because they "cannot find something similar 
in their countries". This is also the mean.ing of MPop's experience with an exhibition she opened in 
France. 

One of the visitors I had formerly mel al the Village Museum invited me to travel to France. Once 
a"ived there, I felt for a moment extremely proud I was Romanian, when, on an oak-tree table, I arranged twelve 
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of my wooden spoons just like the sunrays. Ali spectators stopped breathing for a few seconds, as they were so 
charmed and touched ... [. .. J lt indeed was a "magic moment"! 

In IA's tenns. the loss ofRomanian traditions will alsa causc the loss ofRomanian nationality. 
ln a similar manner, ES thinks that "Without tradition, we as a people would vanish in the anonymity". 
VL does associate the "[folk] tradition" with the "Romanian people's framework" and "borders". Like 
the "tradition", the Romanian ethnicity is exalted as regards thc historical roots of folk art (DM). IA 
traces the "origin" of"Romanian folk tradition" since the Dacian national ancestry. NM evokes a 1400-
dated icon in the Vatican archives, named "La Donna Romena", which represents the Holy Virgin
with-Jesus wearing thc "Romanian" folk costume. Alsa of ethno-historical interest, VM is in the coursc 
of making a wattle representation of Stephen-the-Great, prince of Moldavia inl457-1504. One of 
ceramist ND' topics is "Some barefooted [Romanian] peasants", as an approach of the Russian 
assimilation process of Romanians in Bessarabia. Finally, thc Romanian national flag is included 
among the artefacts made by the weavers AN and MM, shoemaker FM, and hat-maker VB. 

AN is specialized in the making of miniature "regional authentic costumes", used to wear little 
puppets, and which represents areas like Dobrodja, Bistriţa-Năsăud, Bihor, and Cluj; she alsa figurcs 
out folk art as "representing us as a nation". Similarly, MP is wearing her puppets in "Romanian folk
costumes", claimed to represent "all the regions of our country", such as Muntenia and Moldavia. The 
small boxes ofMP's "national" puppets bear the labei "Folk Art Romania". 

ND took part (since 1978) to the nationalistic "Cântarea României" festival; in 1999, he wore 
the Romanian national costume when attending the "Smithsonian Festival", in Washington. IG 
displayed the "Romanian specific culinary art" in the towns of Regensburg and Ulm, Gennany. FC 
claims to have been "the only artisan who represented Romania" at the Munich ceramic fair, beginning 
with 1991. Woodcarver IB similarly "represented" Romania in Paris. Artisans like DG and ZMB 
consider themselves to have been "veritable ambassadors of Romania" during the folk exhibits they 
carried out abroad. 

As for the ethnic minorities' folk representation in Romania, the "rosettes" and "birds" SF uses 
in the decoration of his artefacts are both "Hungarian and Romanian nationals models", since "both our 
peoples are making this art!". Based on her ethnographic documentation in the Hungarian-speaking 
area of Mureş, AT is able to make vestments that bear both Hungarian and Romanian pieces and 
motives; the "[Hungarian-originated] shamanistic dress with [the Romanian-defined skirt] catrinţa" is 
the expression of such a blended "tradition". The Hungarian half-blood artisan ŞC is similarly 
combining his "innovative cerarnics" with the Romanian traditional one from the Marginea village, 
Suceava County; he says his artefacts are destined to Romanians who work abroad and want to bring 
"folk-art" souvenirs with them. ŞC alsa wears a folk costume specific to Bukovine (Northern 
Moldavia), and despite his "Hungarian blood", he feels himself to be "entirely Romanized". Of 
identica! relevance for acculturation, the Hungarian potter AF claims that what he makes, are 
"Romanian pots". Instead, one of EV's maize-leaves works is a "Map of the Republic of Moldova", 
which is presented as an evidence ofthis artisan's national identity. 

As a fact relevant for the new "folk" cultural policy in post-socialist Romania, the national 
ethnographic museums show an increasing openness toward multiculturalism (36). An expression of 
this is the presence of many Roma tinsmiths and their artefacts within the fairs organized by the Astra 
Museum, the Museum of Peasants, and the Village Museum. Some Romanian artisans (AG, VB, and 
VT) are still reticent because of the Roma "speculative" involvement with tradc. However, such 

(36) In the museum exhibit of the ethnic diven;ity în Romania, a distinct situation îs that of the ethnographic museum în 
Timişoara, given its "Festival of Ethnic Groups" as well as its "Houses" belonging to the Hungarian, German, Ukrainian , 
Slovakian, and Roma groups în Romania (în particular, Banat) (IVP). Similarly, the week schedule of the Suceava Museum 
includes one day (= Saturday) reserved to artisans belonging to thc various ethnic groups of the county, and another day (= 
Sunday) for the Romanian artisans (CEU). 
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situation may bc overcome through the same practice of market exchange. According to Romanian 
weaver AN. 

[Along with Romanian folk costumes] I make costumes of ethnic minorities. Thus I worked for some 
Hungarian people who live in the Piatra-Craiului area [Cl1ţj Countyj. They once brought to me {as models] two 
Hungarian costumes - one for boys, the other for girls -, of more than one hundred years oldness. I a/so weave 
Saxon costumes (a customer demanded I make a special costume for her, specific to the Sighişoara zone, which 
she was to bring to German)'), Szekler {Hungarian-speaking group, Eastern Transylvania] costumes, and Roma 
ones ... 

To AN, there is no "ethnic discrirnination" for her craft: she simply thinks in terms of 
"demand", which she equally undertakes from the part of Hungarian, German, and Roma clients. 
Accordingly, all the mentioned cthnic groups have no reticence in addressing their "ancicnt" or 
"special" costume-demand to someone of different ethnic membership. As if artisanship was not 
depending on ethnic criteria, but ethnicity instead followed the craft or folk-art core valucs, artisans 
practically inscribe the "ethnic identity" among (and not above) other "markers" in thcir work, such as 
the "traditional authenticity" or "art uniqueness". 

Ethnicity is present in the pattcms of productive, distributive, and reprcsentational artisanship. 
with a function of specificity assertion. Ethnic specificity in craft is similar to the craftsmen's private 
associations and trademarks in the market economy, in conjunction with the origin, content, and 
belonging in the folk traditions, as well as with the "folk-specialization" and "essentialist" referenccs in 
the folk arts. When played upon artisanship, the ethnic peculiarities do not operate as disruptive factors 
for the practice of one or another craft, but rather as an authoritative expression meant to reify one's 
identity within a given "tradition", "folk art", or "folk fair". However, while the Romanian, Hungarian, 
or Polish artisans have been described as groups of people or craft-workers, in relation to their ethnic 
symbols, they make use of their crafts and artefacts as open-exchange devices, and not as indoor, 
hidden, or reclusive techniques and goods. 

No doubt, our ethnographic data consider an asyrnmetrical relation between Romanians and 
the ethnic minorities. Information provided by artisans like AT, SF, and ŞC is also concemed with 
effects of cultural contact or even acculturation in the cases of Romanian and Hungarian national 
belonging. Such effects are obvious at the levei of the representational (more than the productive and 
distributive) fields of ethnic interaction. Is the "folk art" more perrneable to foreign influences, than is 
the case of"folk tradition" and "folk fair"? Our viewpoint is that the exchange oftechniques, artefacts, 
and ideas is generalized in artisanship, as in the "forrn" of the craftsmen's craft industry (within no 
matter what ethnic grouping), in the rnarket replacement of "creation" with "production" (among all 
nationals mentioned here), andin the hybrid decoration as well (again, regardless of ethnicity). As seen 
earlier, balance of such an exchange is however destabilized by another (and often decisive) factor in 
the ethnic majority-minority interplay of artisanship. This factor is the state patronage of "culture" 
including the "folk culture" and its bearers. 

IA remembers that in Julyl999, the Romanian Ministry ofCulture was a main sponsor ofthe 
craftsmen's "national" participation to the Srnithsonian Folk-life Festival in Washington. According to 
TBus, the folk artisanry was chosen to represent Romania in Prague, after the NATO accession summit 
in October 2002. Another artisan, DG, was awarded the "Cultural Merit" meda( by the Romanian 
presidency. VMold evokes his presence at the Romanian Parliament Palace, while an exhibit called 
"Human Living Treasures". Such events are occasions when the Romanian ethnicity in artisanship (as 
seen, otherwise characterized by local craft specialization and "specificity assertion") is promoted by 
the political authorities to the rank of "national representativeness". In theory, this is a quality also 
open to the ethnic-rninority artisans. 1n practice, it is (like the revolute socialist program) a means to 
celebrate automatism and uniforrnity where is creativity and variety. In such a play of legitimacy 
forged from above (in fact, a play that obliterates partnership), it is artisan that follows ethnicity. 
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FROM CRAFfSMANSHIP TO ARTISANRY 

In describing artisanship, we have considered the distribution of folk artefacts made by 
peasant craftsmen, in the framework of urban markets which the museums patronize as "folk fairs" 
(37). Three types of phenomena - variation, hybridization, and regeneration - may generally be 
accounted for what the artisans do in post-socialist Romania. "Variation" is equally present within the 
peasant groups (in such terms as "family associations", "folk traditions", and ethnic identities), their 
products and markets (as "folk artefacts", "folk arts", and "folk fairs"), and clientele (by demands, 
"tastes", and provenances). "Hybridization" occurs between irreconcilable (in theory) phenomena like 
"tradition" and "trade", "socialism" and "market economy'', "craft" and "art". Third, "regeneration" 
may be dctccted in the apparently paradoxical relationship between the social-and-professional 
condition of artisanship under communism and after 1989, as well as the case of the "anonymity" 
reference of traditional crafts in contrast to the "paternity" claims of contemporary artisans. 

In what follows, we shall define and exemplify the above phenomena in an attempt to 
conceptualize the "craft-and-market" industry of artisans in Romania today. Indeed, artisanship is 
primarily tobe seen in economic terms, despite the symbolic dimension of "tradition" or "folk art" in 
the craftsmen's production. This is not to say, however, that crafts are under whatever condition 
"lucrative", or that market is always the primum movens in the artisans' work. The question is not 
whether artisanship is a form of peasant mastery in the market economy, but to what extent and under 
which conditions that what initially could have been a local occupation in a subsistence economy, was 
to become "marketable" through the making and sale of artefacts. Such "mutation" is not generalized 
among the peasants in post-1989 Romania, and probably an empirical distinction should be made 
between village communities, ethnographic areas, and peasant economies as to their different 
adaptation to macro-economic competition and reform. For instance, important differences (in terms of 
economic development and specialization) were outlined in agriculture (Sandu 1999), as regards the 
so-called "eight developmental regions of Romania": Bucharest, Muntenia, Oltenia, Banat, Crişana, 
Transylvania, Moldavia, and Dobrodja), as well as in pastoralism (Vuia 1964), with concern to the 
"four types" of herding in local [agricultural villages], highland, foothill prairies, and lowland 
Iocations). 

In a previous research, we distinguished between five rural areas of Romania (Maramureş, 
Sibiu, Vâlcea, Vrancea, and Tulcea), from the viewpoint of the market openness of local crafts (see 
Constantin 2003). Also this time, severa! dissimilarities were assessed in the artisans' Iabor 
organization of "farnily associations", their tradition in a given craft, their relationship with museums 
and clientele, etc., between the counties of Bistriţa-Năsăud, Maramureş, Sibiu, Timiş, Vâlcea, Suceava, 
and the city and hinterlands of Bucharest. When speaking about "variation", "hybridization", and 
"regeneration", our interest is therefore not so much in establishing a unique and general scheme in the 
market enrolment of artisanship, as in highlighting the cultural variability among the craftsmen and 
their workshop and trading activity. Such diversity is present not only at the levei of the "folk 

(37) Two recent descriptions of the Artisans' Folk Fair held in 27-29 June and 25-26 October 2003 within the Village 
Museum in Bucharest are eloquent in delineating the museum role in the cultural management ofthe craftsmen's work and 
trade. Thus, the Village Museum is claimed "to revive each year, on the Day of Saints Peter and Paul, the atmosphere of the 
fairs in the past"; accordingly, "the museum patrimony evokes the traditional village", "the museum brings together all the 
types of traditional crafts", "the museum-hosted fair is an attempt to familiarise the national and foreign visitors with the 
Romanian folk-art", and "it is able to cope with the ofîensive of 'kitsch"'; as a consequence, "with its more than 7000 visitors, 
the fair within the museum is like anexam for the 150 craftsmen, but also an opportunity of financial gaio for them" (Popescu 
2004: 307-9). The October fair, which takes place on the Day of Saint Demetrius, is related to the moment of "the autumnal 
harvest in the traditional village"; in the museum [rame, "the visitors get involved in bargains with the 80 artisans", and since 
"new craftsmen are being discovered within the fair", the urban public is given "the opportunity to find out secrets of the 
traditional occupations" (Şoltuz 2004: 283-4, 286). 
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traditions" and "folk arts" (generically taken as "local" facts), but also in the arena of the museum
hosted "folk fairs" (which take place as regional and urban-located markets). As seen in the course of 
our ethnography, distinctiveness is enacted as a base and resource for one's craft "authenticity", 
"irreproducible" handwork, and "trademark" as well. Beyond their own "folk-culture" discourse, the 
museums (and particularly the regional ones, such as in Timişoara and Suceava) similarly rely upon the 
peculiarities of one or another artisan in terrns of "originality", "uniqueness", "style", and "creation". 

Varia/ion in artisanship is practically a property at work in the sphere of all the "categories of 
analysis" we have discussed as empirical issues associated with the craftsmen's work and commerce. 
The artisans' socio-professional status is differentiated according to their family division of labor, 
private associations and finns, organizational affiliation, and education input. Traditions are value 
systems with specific descent line (immemorial, historical... ), content (techniques, "local knowledge"). 
and identification (village or regional belonging). The economic framework (socialist, thcn capitalist) 
of artisanship is distinctively undertaken as concems the private or state employment, contradictory 
relationships wi.th authorities ("joint interest" and "partnership", but also opposition towards the state
promoted autarchy, uniforrnity, and centralism), as well as market strategies among artisans (payment 
in advance, wholesale, publicity ... ). Dissimilarities in the folk art occur as vemacular 
conceptualization (in terrns of anonymity, specialization, and essentialization), decoration (as 
repertories of motives and symbols), and inspiration (related to tradition, specialized publications, 
public tastes etc.) The folk-fair institution takes various forrns depending upon the artisans' market 
specialization (such when accepting, or not, negotiation, investment in transportation, family division 
of labour), but also on their hosting partners (museums, cultural centers, municipalities), which 
accordingly entails important differences in "good" or "bad" partnership with artisans. The market 
evolution of ethnographic museums is not a uniform process, but it enlightens particular situations and 
choices with respect to artisans (like the request or exemption oftaxes, promptness or delay in payment 
for under-hired artefacts, presen ce or absence of accommodation facilities and stipends ... ), and - as a 
consequence - an open competition between museums for organizing the folk fairs. Clientele in 
artisanship is diversified in several "types" according to specialization in folk art, ethnic identity, 
purchasing power, and educational objectives, as well as followi.ng local-and-regional, national, and 
intemational layers of extraction. As concerns ethni.city, membership and value system within/of one 's 
ethnic group are further distinctive "markers" alongside the technical and ethnographic variability of 
craftsmanship, which operates as ethnic craft-specialization, distributive role of ethnicity, and ethnic 
representation in artisanship (38). 

Hybridization is rnai.nly the resuit of artisans' interaction with the urban society and culture, 
and thus of what generally (and perhaps superficially) is conceptualized as "socially homogenous", 
"archaic", "perennial", "vemacular" ... , with what sirnilarly stereotypical resonates as "social 
heterogeneity", "modernization", "change", "multiculturalism" etc. In fact, cultural "hybrids" are 
present everywhere in artisanship, such as in the overlapping of kinship structures with private finns in 
the craft production, the blending of "traditional models" with "public taste" in artisanry, and the 
interdependence between the "folk-culture" discourse and the marketing specialization in artisanry of 
the ethnographic museums. In particular, however, three cases of hybrids spri.ng out when analyzing 

(38) Variability in the craft production, distribution, and representation is reflected in the regional particularities associated 
with the social, economic, and cultural identity of different "ethnographic areas" in Romania. According to Paul Petrescu 
(1997), an ethnographic area [in this case) is "[ ... ) a territory more or less precisely delimited, with unitary ethnographic 
characters, determined by the social and historical tradition, crystallised into the types of settings, occupations, housing, 
clothing, and folk art, together with manifestations of the spiritual culture and way of life." The author estimates the number 
of the ethnographic areas in Romania (including "counties" like Bârsa, Haţeg, Olt, Vrancea, Zarand etc.) as ranging between 
60 and 120; he also points out that the ethnographic areas do not coincide with the modem administrative counties, and that an 
accurate mapping depends here on extended field research which should consider the social characteristics as well (Petrescu 
1997: 495). 
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the artisanship process, namely thosc of "tradition"-and-"trade", "socialism"-and-"market economy", 
aud "crafl:"-and-"art". 

It must bc said that the above couples of notions are not necessarily felt as contrastive among 
craftsmen. If "hybridiz.ation" is to be outlined as an empirica[ evidence for the artisans' work, it 
probably needs to also be interpreted in tcnns of a "cultural continuum" between different value 
systems, economic patterns, or occupational labels. Even if some artisans do not represent their crafls 
in relation to commerce and the "market orientation", their very presence in the framework of a folk 
fair is hard to situate outside the interest in the sale of artefacts. Since artisanship implies labor inputs 
and productive time, it cannot be detached from the requirements of economic calculation (such as the 
supply of row rnaterials, the seasonal labour planning, the transportation costs etc.) On another side, the 
trade activities are pragmatically dependent on one's commitment in the preservation of his/her 
traditional patterns of manufacture - not so much for the sake of any "immemorial ancestry", as quite 
probably for the diversified expectancies of a given clientele. We can ask to what a degree does the 
transmission of folk traditions seem to increasingly become consistent with what is "in demand" in 
contemporary Romania, and if the market demands - behind seeking innovation and "cultural 
fashions"- appeared at a deeper level in relation to the enduring peculiarities of traditions. Such a 
possibility would certify the effectiveness of artisanship as a general pattern of exchange between 
peasantry and the urban world (39). 

Another "hybrid" - that of the socialist and market economy - is further relevant for such an 
exchange mechanism. Indeed, as seen above, just as under communism the artisans simply went 
beyond ideology and centralism, by (re)discovering the commercial use oftheir crafts, after 1989 they 
will maintain and develop (along with private "partnerships") professional relationships with state 
institutions like the museums and municipalities. As if the craftsmen only behaved in accord with their 
values and interests, and not with what others predicate about "tradition", "commerce", and 
"government", artisanship is continuously challenging the status quo it faces under different regimes, 
both on economic and politica! grounds. What artisans shared with socialism was the "folk" discourse, 
and what they will undertake from the markct economy are practices and strategies like the direct sale, 
negotiation, alternation of wholesale and retail, advertising etc. At the same time, the craftsmen have 
preferred to give the "folk" an ethnographic (and not "national") meaning, while they continue to 
accept a certain uncompetitive control "from above" of their work such as the cultural 
"entrepreneurship" that some museums or municipalities still exert over the peasant traditions (40). 

The third "hybrid" approached bere occurs between the "localized" image of crafts as domestic 
occupations or techniques only meant to address the accessory or utilitarian needs of the peasant 
households, and the generalized recognition of the craftsmen's "artistic" achievements, which are 
usually depicted with philosophical and esthetical qualities like the "wise", "genuine", "beautiful", 

(39) The Romanian ethnographic literature continues to conceptualise artisanship in accord with the "rural vs. urban" 
dichotomy. In Paul Petrescu's terms (1997: 51-2), "( ... ] a distinction should be macle between the 'folk-art' procluction in the 
framework of the peasant household and the craft production, which remains a valid distinction. The difference between the 
two activities is historically justified, as the first of them is mostly developed in the rural environment, and the second in the 
city, even if it is known that crafismen in the countryside exercise their crafts as well." The same author argues that, since 
"artisanship is placed between art and industry", the capitalist development of industry caused the "stagnation and involution" 
of crafts, in that the "unique and small-serial procluction" became "competed and overwhelmed by the large-serial industrial 
procluction, which with the development of technology has superior functional and esthetical qualities" (Petrescu 1997: 53). 
(40) lt is signilicant that, while in socialism, the craft cooperatives were affiliated to the Central Union of the Craft 
Cooperatives, UCECOM (a state-directed association founded in 1951, after the first Meeting of the Craft Cooperation in 
Romania), the main craft organisation in contemporary Romania - the Association of Folk Artisans - is based within the 
Astra Museum in Sibiu (which, as the rest of the national ethnographic museums, is an institution subordinated to the Ministry 
of Culture ). This perpetuation of a state management of artisanship before and after 1989 is concomitant with existence of the 
artisans' licenses in private craftwork under communism and with the spread of private craft associations in post-socialism 
(sec above "The Socialist Economy" and "The Socio-Professional Status in Artisanship"). 
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·'everlasting", and so on. In the debate "utilitarian or decorative?", the artisans generally know that they 
are expected to keep a balance between the esthetical standards of their traditions and cultures, and 
what the "consumption needs" and "tastes" of their clients take the form of a demand. And, such as 
one of our interlocutors says, "a carved wooden spoon will hardly be uzed in the [modem] kitchen": 
the function ofthat "object" will shift from "useful" to "beautiful". Is there any "degeneration" ofthe 
folk tradition? More probably, the artisans get here involved into a kind of "management of beauty'·. 
within which the "folk" is equally an attribute of"artefacts" and "fairs" (41). 

"Regeneration" is here a fact that accompanies the more notorious (and radical) processes of 
social and economic "transition" and "transformation" in post-1989 Romania. The key distinction is in 
this case made with concern to either the "lineal" or "structural" connotations given to the macro-social 
change in terms of transition and transformation, respectively. Regeneration in artisanship would 
simply suggest the "revival" of some pre-socialist properties in the craftsmen's work, after 1989. As 
seen earlier, the artisans adapted in time to different productive frameworks such as the socialist 
"cooperatives" and the post-socialist "home-based workshops". 0n another hand, the market economy 
of folk fairs is mainly institutionalized through the state-patronized complex of open-air museums. 
Beyond the irreducible opposition between these recent and immediate historical "frames", our belief 
is that artisans keep constantly autonomous within their craftwork and towards others' politica! 
regimes. This is enforcement in the private professional status, as recurring under today's capitalism as 
it did before communism in Romania and Central Europe (see notes 9 and 37). Another regenerative 
move operates in the "anonymity-vs.-patemity" disparity in the artisans' presentation of the 
authoritative source of their work. Rather than to express any structural antithesis between the 
amorphous category of "folk" in the oral tradition of the past and the individualized "associations" and 
"firms" after 1989, the current interest in authorship among artisans is more probably a reaction against 
the "people" ideology under communism. In fact, even the communist awards for some "folk 
laureates" indicate that an "identity-making" process has very possibly been ever effective in 
artisanship. As a resuit, the post-socialist auctorial ethos among craftsmen seems to reflect the 
revitalization of previous trends for which "anonyrnity" had only been (and will probably remain) a 
circumstantial discursive theme when describing one's "traditional" or "folk-art" attachment (42) 

Artisanship in post-socialist Romania is thus a particular and complex interplay of variation, 
hybridization, and regencration, on the cultural scene of the national network of ethnographic museums 
and fairs. Complexity of such "interplay" and the broadness of the "scene" concerned make 
increasingly difficult the endeavor to "synthesis" the craftsmen's work or "art" in a definition at the 
same time concise and encompassing. Throughout this text, we have generally spoken about the "craft
and-market process" to account for both the "creative" and "lucrative" phases, levels, and foci in what 
an artisan's identity and behavior mean. In describing such a process, the institutions of workshop and 
folk fair are to a great extent crucial. 

(41) Gheorghi?ă Geană proposes (1979, 2005) the concept of ethnomorphism to characterise the representative or evocative 
function of the peasant artefacts (for instance, the icons painted on glass) in relation to one's ethnic identity. More precisely, 
ethnomorphism is a"( ... ] style of representing a real or possible world by which some concrete aspects of life proper to a 
human community are transferred into the representations as such". White Geană's main examples (representations of 
Christianity's holy characters associated with Romanian folk clothes and tools) circumscribe ethnomorphism (as a 
phenomenon complementary to syncretism) to religion, we suggest that ethnomorphism could also be extended over other 
elements of artisanry (see above the "Ethnicily" chapter, on the craft representations of the national flag, historical 
personalities, political map etc.) 
(42) Based on an approach ofthe folk artisans in the post-war Romania, ethno-sociologist Paul Henri Stahl considered (1969) 
authorship as a quite recent preoccupation in craftsmanship. "In the folk art", he said, "Artisans are anonymous. [ ... ] The 
craftsman's art is melted into the art of his [village] group [ ... ]." However, Paul H. Stahl does identify two categories of 
"signatures" - or, rather, some "signs" - which the craftsmen apply on their artefacts: the "craft mark" (made by craftsmen 
specialised in the production for sale), and the "property sign" (of a domestic or village-limited useXcf. Stahl 1969: 7-9). 
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In a previous text on artisanship in Romania (Constantin 2003: 80), we saw the workshops as 
consistent with the very specialimtion and productivity in crafts. Placed as a rule within one 's 
household framcwork. the peasant workshops are well integrated within an extensive productive 
apparatus together with (and nat necessarily subordinated to) economic branches like agriculture, 
pastoralism, forestry, and modem professions as well. Our current research takes workshops as 
associated with a series of cultural traits or attributes that eventually portray a distinctive ethnographic 
area. First of such traits is that of the "traditional pattem", which among others includes local 
techniques, skills, and ideas in doing a given craft. Another accompanying feature of workshops is 
handwork, as based on local apprenticeship and transmission of one's craft knowledge. The rural 
workshops are essentially devoted to utilitarian or accessory means such as the making of tools or 
items of ritual function (e.g. the wooden crosses or tissues like the wallets or rugs). From the viewpoint 
of ideology, the practice of crafts at one's home workshop is invested with the value of "folk [or 
'ethnic'] authenticity". Since the workshops serve to the making of artefacts, and designate the 
workplace for the craft exercise, they may generally be equated with craflsmanship. 

In its turn, the folk fair is correlative to other economies and institutions related (in a way or 
another) to peasant "traditions", such as the museum exhibits, ecotourism, municipality-hosted "days 
of city", etc. Like any other markets, the folk fairs are characterized by a mixture of products and 
producers. Marketability of artefacts, however, is based on their expected virtue of "originality". 
Within the folk-fair commerce, the main function ascribed to artefacts is esthetical, namely 
ornamentation. Ideology of the folk-fair phase in artisanship is the "national [ or ethnic-rninority] 
representativeness". Taking into account the "folk-art" prestige of the artefacts-for-sale, the 
craftsmen' s market enrolment may be distinguished as artisanry. 

To conclude, what the artisanship process does is to convert the workshop manufacture of 
artefacts into the market distribution of "art goods". From the perspective of this research, 
"craftsmanship" and "artisanry" are sometimes compatible and interdependent, sometimes 
contradictory and divergent. Traditions need to remain distinctive when facing the market competition. 
Handwork in crafts and originality in the fairs are in fact reflecting the same quality (or claim?) of 
uniqueness. Instead, the practicai or empirical usefulness of artefacts in their traditional context is 
replaced by the focus on the ornamental function of them among the remote clients. Sirnilarly, what 
initially seemed a local value (the "folk authenticity"), tends to expand through the folk fairs to the 
grade of regional or even "national'' representativeness. The concomitance in the aspects of 
interdependence and divergence is perhaps a sign of dynamism in artisanship as enacted in the 
conditions of"variation", "hybridization", and "regeneration" in contemporary Romania. However, we 
can also suppose that the "artisanship" conceptualimtion would not simply be superposed over thc 
"craft-and market" cycle, but it probably needs to extensively consider the representational practices of 
artisans. 

TOW ARD CONTEXTUALISING ARTISANSHIP: 
FOLK FAIRS AND OPEN-AIR MARKETS 

1N ROMANIA AND EAST-CENTRAL EUROPE 

Artisanship is a part of the market economy in post-socialism. It was alsa well integrated in 
the socialist economy. Ethnographic and historical information exists on folk fairs as peasant markets 
in medieval and modern times. What is the extent in which the artisanship process can be relevant for a 
broader understanding of the peasant economies today, in what generally concems the market 
exchange between peasantry and the urban population? A comparative discussion on the folk, 
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agricultural, and bazaar-like "open-air markets" (OAMs) in Romania and Central-and-Eastern Europe 
will be w1dertaken here as an attempt to contextualize artisanship. 

A historical relationship. From the perspective of economic research, the open-air markets 
in Central and Eastern Europe were preceded by "traditional fairs with licensed artisans in the centre 
and trader-tourists around the fringe" (Sik and Wallace 1999: 698; Csako and Sik 1999: 723). More 
specific, in the case ofthe "folk" or "traditional" OAMs in medieval Hungary, 

{. .. J serf vendors usually brought grain or f ood surplus to market towns, as the roads leading to these 
places were usually more accessible and they could buy the hand-crafted goods that other highlanders 
transported to the marketplace and were permitted to sell according to set rules. (Csako and Sik 1999: 718) 

0n the other side, ethnographic evidences reveal how agricultural producers found within the 
1930s folk fairs in the mountains of Transylvania a proper place to trade their goods aside the 
craftsmcn who were selling artefacts. Following the data provided by sociologist Florea Florescu (apud 
Geană 2006: 94), 

{. .. J more than 2,300 individuals - men and women, young and old - /rom about 70 villages 
participated in the famous fair of Găina Mountain, which took place on 18 July 1937. Ali kinds of goods were 
displayed on that occasion, but especially three categories: wooden vessels and tools, pottery, and sheepskin 
coats. These categories corresponded to the main branches of the division of labour within the large area of 
villages which attended the f air. Otherwise, the spectrum of goods for sale was much larger and comprised, for 
example, textiles, drinks, cereals, and froits. ( 43) 

The socialism-postsocialism cultural continuum. The data of aur current database indicate 
that many artisans in Romania learned and practiced their crafts under communism (see alsa 
Constantin 2003). Prior to 1989, they worked within socialist cooperatives, and their artefacts were 
distributed through the state-owned artisanry shops. Likewise, artisans began the public representation 
of their handicrafts and artefacts in the framework of nationalistic festivals of politica! propaganda, as 
well as through museum-hosted folk fairs based in Bucharest and Sibiu. Autarchy, centralism, and 
uniformity have been described as main factors of economic decline that deterrnined in the 1980s the 
breakdown between artisans and the socialist policies. 

Amang the attributes of the "Comecon OAM trade" (44) in socialist Hungary, there are 
mentioned the context of economic shortages, set prices, limited border-crossing, tourist traffic with 
foreign goods cheaper and of best quality than those fiam home, retailers and itinerant traders, 
autarchy, uniforrnly low levei of incomes, limited standard of living, demand for cheap (though low 
quality) goods, and thel970s orientation toward Western goods (Csako and Sik 1999). The above 
authors alsa evoke the "folk trading" that accompanied before 1989 the state monopole over 
commerce, as well as the "traditional seasonal fairs" whose omnipresence in Eastern and Central 
Europe would have "reduced the costs of setting up the comecon marketplaces". 

In their post-socialist "market-economy apprenticeship", artisans in Romania rely upon media 
advertising, investrnents in row-material supply and transportation, private initiatives in family 
associations and firms, ecotourism, partnerships with state and private institutions and agents etc. In 
several cases, the craft specialization accompanies the forrner or current practice of modem 
professions, or is the result of economic conversion from industry to artisanship. 

(43) Coexistence of artisanship with agriculture and pastoralism is still present in some ethnographic areas ofthe Romanian 
Carpathians. Thus, in the herding villages in Southem Transylvania, artisanship and agriculture are "incorporated" within the 
"dominant" economy of transhumance (which also includes the modem industry of ecotourismXConstantin 2004: 84, 10 I). 
(44) "Comecon" is an acronym for the Council for Mutual Economic Assistance, an intergovernmental organization that 
covered the Soviet-Bloc countries, aimed at "joint planning and the promotion of bilateral and multilateral trade, along with 
cooperation in the specialization of production, establishing of joint enterprises, and so on" (Csako and Sik 1999: 715). 
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After 1989. the land restitution and industrial decline determined many peasants to reconvert 
themselves into agricultural producers, with the Bucharest OAMs as "trade laboratories" where they 
engage in relationships with customers, middlemen, and market administration in order to obtain 
selling facilities and distribute their farming produces (Chelcea et al. 2003; Constantin 2005). In the 
Hungarian OAMs of Kecskemet, Szeged, Pecs, and Budapest-Josefvaros, the post-socialist trade 
supplied a necd for products cheaper than in normal retail outlets, in association with decline of living 
Standards among many people; the average number of traders increased from 87 (1995) to 92 (1997), 
wh.ile price hunting appears as a main strategy to cope with the worse economic condition in the 
Central Europe countries (Csako and Sik 1999). Replaccment of socialist with privatized retail, the end 
of state patemalism, the growth of consumer culture, and the response to context of hyper-inflation and 
currency destabilization are further phenomena associated with the OAMs continuation in post
socialist East and Central Europe (Sik and Wallace 1999)(45). 

Economic and administrative characteristics. Across our current "categories of analysis" 
of artisanship (as well as in Constantin 2003), we have described artisans as rural craft-workers 
engaged in "exhibits-for-sale" through the folk fairs that open-air museums set up in the cities of 
Bucharest, Sibiu, Timişoara, and Suceava. We have also mentioned the farrning or agricultural 
activities of many craftsmen. Either as "traditions" or as "folk arts", or still as ethn.ic groups, the 
artisans have been referred to as peasant groups who take their countryside-originated crafts and 
artefacts as an economic resource to exploit on the urban markets. "Folk" traders in Hungarian 
contemporary OAMs are reported in Pecs, where they sell "popular art from Romania" (Csako and Sik 
1999: 724). Sirnilarly, in Pecs and Kecskemet, traders who originale in the villages wear folk costumes 
(Idem, p. 728). 

1n the 2000s Bucharest OAMs, the peasant producers or growers are referred to as the main 
social "actors" (Chelcea et al. 2003) or "groups" (Constantin 2005) of urban marketplaces. Agricultural 
producers are rural landowners and possess their own farming goods. Some of them are presented as 
having "seniority" in the OAM trade (Chelcea et al. 2003) but also as depending on their productive 
schcdules in agriculture (Constantin 2005). Weekly-held OAMs were setup in the 1990s Hungary to 
bring together the producers and consumers of agricultural goods (Sik and Wallace 1999: 707). Within 
the Pecs fair, animals were sold in the rnid-1980s (Csako and Sik 1999: 724). 1n the OAM of Vama 
(the ex-socialist Kolhozen Pasar) Bulgarian farmers from the region sell their farm produces, mainly 
fruit and vegetables (Thuen 1999: 742). 

Artisans who attend the folk fairs in Romania make use of their trademarks or visit cards in 
order to legitirnize their craftwork as wcll as to promote their production of artefacts. At the same time, 
many craftsmen are registered as family associations or firms, and they take membership in artisanship 
associations as a means to he allowed to attend the folk fairs organized by museums. 

Producer licenses and badges are reported among the trading farmers in Bucharest OAMs 
(Chelcea et al. 2003; Constantin 2005). In Hungarian OAMs from Kecskemet, Szeged, Pecs, and 
Budapest-Josefvaros, permanent traders of non-agricultural goods are associated with the possession of 
a permit or ticket (Csako and Sik 1999: 726). 

(45) Agnes Csako and Endre Sik speak of a "path-dependent legacy" in the Hungarian OAMs of today, in association with 
both "pre-communist institutions and human capital" and "structural characteristics ofthe communist and Comecon systems", 
with the resuit of "the spread of a marketplace-based system of retail trade". While the legacy of dilferent frames and types of 
commerce is present in artisanship and the OAM trade as well, this should not be equated with the maintenance of some 
autarchic enclaves in the distribution of craft, agricultural, or non-agricultural goods in post-socialism. Artisaruy within the 
network of open-air museums in Romania, as well as the trader tourism in Bulgaria and the countries of Central Europe, are 
pattems of exchange setup at a national and, respectively, international scale, which is a distinctive trait ofthe contemporary 
market economy. 
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Artisans in Romania subordinate themselves to the state policy by museums and municipalities 
m setting up folk fairs (as concerns the schedule, location, taxation, custody of artefacts, public 
relations etc.) and officially in "preserving traditions". They also engage in private partnerships with 
tourism agencies, hotels, artisanry shops, restaurants etc. 

OAMs in Bucharest, Kecskemet, Szeged, Pecs, Budapest-Josefvaros, and Vama are mostly 
under the state administration (city-councils) (Chelcea et al. 2003; Csako and Sik 1999; Thuen 1999). 
Private stakeholders by franchise contracts with municipality are reported in five OAMs of the 6th 

Bucharest district (Chelcea et al. 2003), as well asin an OAM from the 4th district ofRomanian capital 
(Constantin 2005); such OAMs remain subject of control by the city councils, police, Office of 
Consumer's Protection etc. The state-institutions' policy for a "civilised trade" (aimed at delirniting 
legal selling areas and eliminating the middlemen) are described for the Bucharest OAMs (Chelcea et 
al. 2003). 

Artisans in Romania usually undertake the retail trade. However, depending on demands and 
time planning, they also consent to wholesale transactions. Some artisans speak of their artefacts in 
terms of"commodities" and "stocks". Craftsmen generally take the price making as their trading right, 
as a resuit of market negotiation, are paid amounts in advance, and make use of museum custody and 
private partnerships in the distribution oftheir goods. 

1n the Progresul OAM from Bucharest, rotation of retail and wholesale trade is described as a 
market strategy among the peasants and rnidcUemen (Constantin 2005). In other Bucharest OAMs, the 
agricultural producers develop trading strategies such as renting more than one stall; renting the stalls 
by the market adrninistration for rniddlemen and subletting them by the same rnidcUemen to peasant 
producers is a practice associated with retailing and wholesale in the Bucharest OAMs (Chelcea et al. 
2003). Retail traders of the Vama OAM depend on the wholesale markets in Istanbul for the supply 
with non-agricultural goods (fhuen 1999). The prices that producers set up depend on haggling and 
market "face-to-face" transactions (Constantin 2005). ln the Hungarian OAMs of Kecskemet, Szeged, 
Pecs, and Budapest-Josefvaros, the prices are set as a resuit ofbargaining between seller and buyer "in 
one-third ofthe cases" (Csako and Sile 1999). 

As artisans attend a national-wide network of folk fairs in Romania, they need to invest in 
transportation (by train, bus, or personal cars). They are sometimes assisted bere by museums and 
municipalities, unless they may associate themselves in covering their travel expenses. 

Renting of co-villagers' transportation facilities by the peasant producers coming to Bucharest 
OAMs, as well as peasant's association in paying the transportation costs, are reported by Chelcea et 
al. (2003). Non-agricultural trader tourism of Bulgarian rniddle citizens, Turks, and Gypsies from the 
Vama OAM to Istanbul dwells on travel arrangements with bus drivers and custom officers (Thuen 
1999). Small-scale non-agricultural traders from Russia, Ukraine, and Belarus to Hungary, Poland, and 
Czech Republic need to borrow money for their trips abroad by train or bus, as well as to face the 

changing state regulations in crossing the border (Wallace et al. 1999)(46). 
Artisans' professional status is a matter of formalization-and-informality scale as regards the 

official (un)recognizing of their work in economic terms, taxation on the craft production and 
exchange, supply of row materials, delirnitation of distribution etc. 

(46) White within the traditional fairs, the craft trade was accompanied by the market distribution of agricultural goods, the 
open-air markets bring together agricultural and non-agricultural products. According to Csako and Sik (1999: 729-31), four 
main types of products are sold and bought within the Hungarian markets of Budapest-Josefvaros, Kecskemet, Pecs, and 
Szeged, as follows: food (mainly in the Pecs OAM), clothes (in all thc OAMs), household products, appliances, and cosmetics 
(= Pecs), and culture or hobby products (= Pecs, Kecskemet). As regards the trader tourism from Eastem to Central Europe, ii 
includes textiles, cigarettes, alcohol, videos, CDs, computer software, small domestic utensils, food etc. (Wallace el al. 1999: 
758) 
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Informality in Bucharest OAMs is described in the case of illegal sidewalk selling (Chelcea et 
al. 2003) and in the wholesale flow of goods from agricultural growers to middlemen (Constantin 
2005). Occasional sellers devoid of licenses and market-selling facilities are reported for the OAMs in 
Pecs ( 4 7% of the local traders ), as well as in Kecskemet (Csako and Sik l 999). An '•informal social 
control'' is played upon (through middlemen, co-ethnics, farnily and social networks) by trader-tourists 
from Russia, Ukraine, Romania etc., when they bring their commodities in Hungary, Czech Republic, 
Slovenia, and Poland (Wallace et al. 1999). 

One ofthe craftsmen's market strategies is to argue some "ethics oftrade" when they consider 
the price making and "education of public" within the folk fairs, and particularly in denying the 
commercial nature of artisanship. 

Moral overtones in Bucharest OAMs are contained in the "ethic of subsistence" that some 
market administrators exhibit with concern to their "tolerance" for the street traders' poverty (Chelcea 
et al. 2003), as well as in the blame by public and the city authorities on the "speculative" trading 
activicy ofthe market middlemen (Constantin 2005). Moralicy of commerce is also present in the Roma 
trading-tourism specialization (when opposed to condemnation of trade from socialist or ethnic
majoricy perspectives)(Thuen 1999). Another instance of morality issue is that of the "trader's 
dilemma" (capitalistic wealth-accumulation or profit disbursement amongst one's kin?) as present in 
the "social capital investment" of the East-European traders into their ethnic ties, family and social 
networks (Wallace et al. 1999)(47). 

Kin and ethnic groups and networks. Kin-structured patterns shape the artisanship process 
both at the levei of craftwork aud within the folk fairs in Romania, in relation to ego's paternal and 
maternal grand-parents, parents, spouse, sons and daughters, and even grandsons and granddaughters. 
Private associations and division of labor arnong and within the artisans' families are basic in their 
craft specialization in socialist and post-socialist contexts. 

Family cooperation (as among ego's parents, spouse, sons and daughters, kinsmen in low etc.) 
is effective in the Bucharest OAM of Progresul (Constantin 2005). Producers' networks of relatives, 
in-laws, and neighbors are also reported in the OAMs of the 4th and 5th districts of Bucharest (Chel cea 
et al. 2003). 1n the case of the Vama OAM, participation of the Gypsies in trade tums to be a family 
affair (fhuen 1999). Social networks and strategies in the trader tourism in the Central and Eastern 
Europe are described as "strong ties" within the nuclear and there-generation farnilies ofEast-European 
small-scale traders (Wallace et al. 1999). 

In Romania, ethnicity is present in artisanship with a function of "specificity assertion" among 
Romanian and Hungarian craftsmen, across the phases of production, distribution, and representation 
of artefacts. Roma tinsmiths and their products within the folk fairs from Bucharest and Sibiu are 
equated with the "increasing opcnness toward multiculturalism" in the policy ofRomanian museums. 

The "specialized trading-category" of Roma is a social actor in the Progresul OAM from 
Bucharest, while the transactions between Romanian producers and Roma merchants play a "central 
role" in articulating the local commerce (Constantin 2005). Middlemen and "their important role" in 
the Bucharest OAMs are recruited from marginal ethnic groups such as Roma (Chelcea et al. 2003). 
Gadzhe (non-Roma) and Roma travelers are associated in the trader tourism from Vama to Istanbul 
(Thuen 1999). Foreign traders are reported in the Hungarian OAMs from Kecskemet (Poles and 
Ukrainians), Pecs (Chinese), Szeged (Uzbekistani and Indonesians), and Budapest-Josefvaros 

(47) With respect to the use of"social capital" in !rade, Claire Wallace et al. argue (1999) that "The extent of moral obligation 
or the kind of moral ties which are developed during the turbulent post-communist period can affect the kind of capitalism 
which develops there". From this perspective, the "morality oftrade" among artisans and the OAM traders seems tobe more 
related to the post-socialist redefinition of the trade as a permanent profession and specialisation, than to some connection 
between the "nature" of commerce and a given social or ethnic group. 
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(Chinese, Vietnamese, Romanians, Turks) (Csako and Sik 1999). 73% of small traders from Ukraine, 
Russia and Belarus in Poland. 38% in Slovakia and 21 % in HWlgary mention the resort to their co
nationals during the journeys across the border in order to trade; knit ethnic groups characterize the 
Chinese and Vietnarnese traders in HWlgary, while others (Hungarians from Romania, Romanians, 
Ukrainians), melt easier into the local population in HW1gary or Poland (Wallace et all 1999)(48). 

Conclusions: similarities and differences between artisanship and the OAM trade. To 
some ex1ent, artisanship and OAM trade are analogous phenomena. They share a historical backgrow1d 
and display important commonalities during socialism and post-socialism as well. A series of pattems 
of exchange (such as possession of goods and trademarks, relationships with state and private partners, 
wholesale and retail strategies, investments in transportation, the formalization-and-informality scale. 
and the ethic oftrade) are encountered both in the framework ofthe folk fairs and urban marketplaces. 
After all, the artisans and OAM traders undertake their market economies within and through kin and 
etltnic ties and networks. 

At the same time, comparison of artisanship with OAM trade is inadequate in that the artisans 
are traders of their own goods, namely artefacts made by craftwork, while the OAM traders divide 
between agricultural growers and sellers of industrial products. Moreover, the OAM trading "tourists" 
behave somehow on the fringes of the legality/illegality interplay, which is not the case of artisans who 
are members of national associations and place their commerce under the control (and protection) of 
mW1icipalities and museurns. While the OAMs of today are locations for the small-scale retail of 
industrial or serial commodities, the museurn-hosted folk fairs are presented as a cultural restoration of 
the traditional markets among peasants. It seems that a broad and definitive bifurcation has occurred 
between the "folk" and "bazaar" types of open-air markets, which makes difficult the endeavor to 
situate artisanship in the sphere ofthe OAM trade in whatever conditions. 

Accuracy of such a contextualizing approach asks therefore that artisans can only be paralleled 
and discussed upon in relation to peasant farming producers. 1n fact, according to the historical 
sources, the agricultural markets and folk fairs were unified in the past. As seen earlier, there still exists 
some contact between artisanship and OAM trade in that some craftsmen are alsa engaged in farrning 
activities, and they are at times reported within agricultural markets. What we described as 
"regeneration" of the contemporary peasant crafts in terms of a self-directed "enforcement in 
professional status" and "revival of auctorial ethos" among artisans is mutatis mutandis similar to the 
rural growers' private economic initiatives and licenses. Probably that the folk fair and the open-air 
marketplace will wholly meet each other again once the peasant households still mostly devoted to a 
subsistence economy in post-socialist Romania would be turned into productive farms to effectively 
get involved with the urban clientele. 

(48) The kin and ethnic loyalties in the OAM trade are generally relevant for the "Lack of formal regulation to guarantee or 
protect activity of small-scale traders in post-communism" (Wallace el al. 1999: 751), and the craftsmen' reliance on their 
kinsmen and co-nationals in the artisanship process may be similarly interpreted in terms of a need to substituie for the 
absence in the Romanian legislation of the economic validation of artisanship. At the same time, the social capital of kinship 
and ethnicity is described as a "currency oftrading" in both socialist and capitalist contexts, to the extent in which "economic 
activity is socially embedded in social, family and ethnic netwocks" (Wallace et al. 1999: 752, 767). White it is obviously 
"socially embedded" (in term of kinship) as well, artisanship in Romania seems to play upon ethnicity, like upon the "folk" 
traditions and arts, in order to assert one's identity in the process of exchange outside and not within bis or her ethnic 
boundaries. 
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