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O concello de Ourense participa nun programa europeo xunto a outras seis cidades —Evora, Mértola e Idanha 4
Nova de Portugal, Ravenna de Italia, Birgu de Malta e Sliven de Bulgaria- que ten como eixo temdtico a oralidade. As
sete cidades participantes, cada unha cunha tradicién e presenza da oralidade significativa e importante, apostaron
por pér en valor un dos seus tesouros mdis significativos e, asi, compartir e mostrar unha parte da sta riqueza
patrimonial ou, seguramente, aquela que nutre ao resto de elementos do patrimonio.

Diferentes tradiciéns da mdsica, popular, tradicional e antiga, é unha das apostas do proxecto e asi algtins dos
grupos da nosa cidade estdn percorrendo Europa e mostrando a nosa riqueza, as nosas particularidades e o orgullo
de sentirmonos galegos e ourensdns. O éxito dos nosos representantes sitdase alén do imaxinable nun primeiro
momento e podo afirmar con orgullo que a cidade de Ourense e todo o pais en xeral aparecen ben representados,
recofiecidos e respectados no marco europeo comtn. Do mesmo xeito e reciprocamente estamos recibindo
expresiéns musicais das outras cidades que non deixan impasibles a propios e estrafios. Algunhas destas expresions,
xa moi cofiecidas e incluso compartidas, como as chegadas de Portugal, o que non quere dicir que non descubramos
aspectos insospeitados. Outras tradiciéns culturais sitGanse mdis lonxe de nds e permitennos cofiecer, apreciar e
tamén gozar da tradicién compartida europea que se mostra diversa e, deste xeito, somos quen de xerar vinculos de
cooperacion e traballo co fin de que se convertan en estables.

O concello de Ourense xa leva uns anos apostando polo patrimonio inmaterial en xeral e o oral en particular co
obxectivo de recofiecer e visibilizar aquelas tradicidns propias e, asemade, achegarse a outras expresions que se
sitian alén do noso dmbito cultural que, dalgin xeito, nos permiten entender ainda mdis se cabe a riqueza da nosa
propia tradicién oral. Polo tanto, para min mesma como concelleira é unha honra que a aposta que fixo Ourense
por organizar, dentro do programa que comparte co resto de cidades, a Conferencia Internacional da Tradicién Oral
tivese calado entre os demais partners.

Entender a oralidade, reflexionar sobre a stia producién, mostrar a sda riqueza e achegarse a ela dende as distintas
ciencias permite que a elevemos ao rango de importancia que merece como un dos moitos sinais de identificacion
do noso rico patrimonio en todas as sias manifestacions. Cofiecer e compartir con outras tradiciéns a nosa riqueza
quizd nos serva para valorar ainda mdis o noso, tomar conciencia do propio nun mundo no que a diversidade é un
valor en alza.

A nosa rica oralidade ¢ un legado das xeracidéns que nos precederon e tamén unha construcién constante das
persoas, que nestas terras son creativas e dindmicas. Asi o mostran as novas expresiéns culturais, que foron quen
de recoller, conxugar e valorar os as achegas da tradicién para refundilas e xerar actualidade co fin de continuar a
considerarnos N6s-mesmos.

A concelleria que represento e todos os grupos politicos presentes no concello estdn orgullosos de que a Conferencia
da Tradicién Oral. Oralidade e Patrimonio Cultural se celebre na nosa cidade e, asi, tanto os forineos como os
chegados doutros lugares do pais poidan gozar da nosa cidade, das nosas tradiciéns, da nosa gastronomia e, como
non poderia ser doutro xeito, do maior dos nosos tesouros, a nosa xente.

Isabel Pérez Gonzalez
Concelleira de Cultura, Festas, Festival de Cine e Normalizacién Lingiiistica



The Council of Ourense takes part in the International Conference on Oral Tradition, a European program whose
primary focus is preserving and sharing our various oral traditions. The seven participating cities - Evora, Mértola,
and Idanha 4 Nova, in Portugal; Ravenna, Italy; Birgu, Malta; Sliven, Bulgaria; and Orense - each have their own
unique traditions and have decided to share these most valuable treasures. In this way, each city will give others a
chance to become familiar with this most fundamental part of their heritage.

One of the focuses of the project is popular, folk and ancient musical traditions. With this in mind, some groups
from Ourense are touring Europe in order to share our city’s rich musical tradition, our customs, and the pride we
feel in being Galicians from Ourense. The success of our cultural representatives has been, thus far, much greater
than we had expected. I can proudly say that the city of Ourense, and the whole of our country, is well-represented,
-acknowledged and -respected across the Common European Framework. At the same time, we are learning about
the musical traditions of other places. We, along with the people of our partner cities, have found ourselves moved
by these traditions. The music of some these places may at times seem familiar to us - for example, the music of
Portugal. However, that does not mean we have not noticed in this music unexpected elements. The songs of other
cities may seem far different from our own, but they allow us to learn, appreciate and enjoy the greater European
tradition which, in its many manifestations, we all share. Additionally, sharing our music allows us to create long-
term relationships across Europe.

For several years the city of Ourense has been focusing on our cultural heritage in general, and, in particular, on
our oral traditions. Our aim is to increase our knowledge and appreciation of our own tradition and at the same
time familiarize ourselves with traditions which, though they come from beyond our cultural environment, lead
us to better understand the wealth of our own tradition. For this reason, it is an honor for me personally and as a
representative of the council of Oursnse to see that this project has spread so successfully to our partner cities.

Understanding oral traditions and reflecting on their various manifestations, demonstrating their wealth and
approaching them from different disciplines - all of this allows us to give oral traditions the place of prominence
they deserve as one of the most significant facets of our identities. This will perhaps allow us to become more
conscious of the wealth of our own tradition in a world where diversity is becoming an increasingly important
value.

Our rich oral traditions have come from the generations that preceded us. At the same time, they are being
constantly added to and renewed by creative and at dynamic people from our own times. The performance of these
new works allows us to remember, analyze and discover new value in our traditions, to reflect on them and continue
to learn about ourselves.

The department I represent and all the political groups represented in this Council are proud that this Conference
of Oral Tradition and Cultural Heritage is held in our city, so that both foreigners and those coming from different
places in our country can enjoy our city, our traditions, our food, and, of course, our most esteemed treasure, our

people.

Isabel Pérez Gonzalez

Concelleira de Cultura, Festas, Festival de Cine e Normalizacién Lingiiistica






~roject Oralities:
AN european project

The Project Oralities began formally in November 2008 with the signing of the Cooperation
Agreement (Grant Agreement) by all partner cities.

It is a very complex project in its inception as it involved eight cities in six countries, linking
in turn seven different languages (Portuguese, Castilian, Galician, French, Italian, Maltese
and Bulgarian), with the addition of a so called ‘official’ eighth language - English - taken as a
common language for all countries.

The Project Oralities’ keywords are: identity, memory and sharing, allying themselves
conceptually to major themes of the Intangible Cultural Heritage and Interculturalism.

Itis not easy to work with cogency and supported by a scientific spiritin the context of a Cultural
Program among cities and countries with so diverse socio-cultural intervention realities.

This was the great challenge to the organizers of this International Conference on the Oral
Tradition. The city of Ourense responded positively to the challenge posed by the dynamics of
the Project itself and, in November 2010, organized the First International Conference.

The second part of the challenge will be to organize the Second International Conference in
Evora in 2012, enriched with the acquired know-how and experience of Ourense.

Looking at the conference’s proposed thematic panels, we realize the wide range of
interventions, framing exhaustively we may say, the issues inherent to Oralities and Oral
Traditions, that basically characterize our identity as European people of the 21st century.

These issues will surely uncover the differences and similarities between different countries /
regions / partner cities.

Basically we are helping to reshape European identity, still being (re)discovered and that will
make different national cultural nuances more cohesive and united among themselves.

About the Project Oralities: the cities of Birgu (Malta), Evora, Idanha-a-Nova and Mértola
(Portugal), Ourense (Spain), Ravenna (ltaly) and Sliven (Bulgaria) submitted the Project
ORALITIES to the Culture Programme 2007-2013, from the Education, Audiovisual & Culture
Executive Agency. Arles (France) was part of the initial core however, due to a different
intervention approach, withdraw from the project in early 2010.

Throughout the three-year duration period of the Project Oralities, the activities to be
undertaken aim to promote the transnational cooperation and exchange of experiences for
cultural operators and musical groups. Also aim to find commonalities and affinities that
deepen intercultural dialogue and contribute to the creation of an European citizenship.

A methodological option was made that constitutes an essential and important form to build
a project that may establish a permanent relationship and balance between tradition and
modernity. This option is to ‘work out’ Oralities - the term Oralities encompasses various forms
of communication from verbal to musical sounds - as one of the most used forms by the
civilizations that are the foundation of ancient Europe and where it came together with its
organizational and cultural basis in a permanent dialogue with other cultures, religions and
values.

We intend to create the necessary conditions to recover, value and return to the community,
identitarian and structural components that establish a connection between the past and
present and may constitute privileged forms to deepen the dialogue between the communities
involved, under the perspective of approximation and identification of common forms of joint
development.



There are some conceptual aspects that integrate Oralities throughout history, a slow and
complex process of mouth to ear that was the vehicle that brought to us the components of
identity and the similarities and differences between each location, region and country.

We believe that the implementation of a project that focuses on Oralities in Tradition and
Modernity, aiming at Life Stories, Folk Tales, Song Books and Romance Books, constitutes a
solid basis for designing a coherent set of actions. This is why we have established and intend
to streamline the Resource Centre of Oral Tradition, a place for meeting, learning and sharing,
leit-motiv of our project as we have already referred.

Within the same dimension we establish interrelations and bridges among Traditional Music,
Popular Music and Early, Renaissance and Baroque Music, a high visibility project with a
cohesive and coherent set of actions that involve operators and actors of all cultural partners.
The possibility that groups may work the centennial musical legacy with a modern approach
without mischaracterizing it is an activity that may have great impact and may help to identify
affinities and relationships to build bridges among their cultures.

In time and simultaneously, a set of cultural products will be prepared, such as: an Anthology
of Folk Tales, CDs, a Educational Kit, among others, presenting the important cultural features
of partner cities. These products will contribute to the appreciation and dissemination of our
cultures, their affinities and differences, providing a stimulus to continue the work.

Rui Arimateia
Head of Project
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O Proecto Oralldades
UM projecto europeu

O Projecto Oralidades teve inicio formal em Novembro de 2008, com a assinatura do Acordo
de Cooperacéo (Grant Agreement) por todos os paises parceiros.

Projecto muito complexo na sua concepgao pelo facto de, por um lado estarem envolvidas oito
diferentes cidades de seis diferentes paises, articulando por sua vez sete diferentes linguas
(portugués, castelhano, galego, francés, italiano, maltés e bulgaro), com o acréscimo de uma
oitava lingua dita “oficial” do Projecto, o inglés, assumida como lingua comum a todos os paises.

As palavras-chave do Projecto Oralidades séo: identidade, meméria e partilha, aliando-se
conceptualmente as grandes tematicas do Patriménio Cultural Imaterial e da Interculturalidade.

Nao é facil trabalharmos com rigor e enquadrados por um espirito cientifico no ambito de uma
Programacao Cultural entre cidades e paises com realidades de intervengao sociocultural tédo
diversa.

Foi este o grande desafio que coube aos organizadores desta Conferéncia Internacional da
Tradigao Oral. A cidade de Ourense respondeu positivamente ao desafio criado pela dinamica
do préprio Projecto e em Novembro de 2010 organizou-se a | Conferéncia Internacional.

A segunda parte do desafio sera a organizagdo da Il Conferéncia Internacional em Evora,
em 2012, contudo ja enriquecida com um know how e com uma experiéncia adquiridos em
Ourense.

Olhando a proposta de painéis tematicos desta Conferéncia, apercebemo-nos do largo
espectro das intervengdes propostas, enquadrando de modo exaustivo, poderemos
assim dizer, as problematicas inerentes as Oralidades e as Tradigdes Orais, que no fundo
caracterizam as nossas identidades enquanto povos europeus do século XXI.

Estas problematicas irdo com toda a certeza desocultar as diferengas e perspectivar as
semelhancas entre os diferentes paises / regides / cidades parceiros do Projecto.

No fundo estamos a contribuir para uma reformulacéo identitaria europeia, ainda a ser (re)
descoberta e que tornara os diferentes cambiantes culturais nacionais mais coesos e mais
solidarios entre si.

Falando um pouco sobre o Projecto Oralidades, refiramos que as cidades de Birgu, (Malta),
Evora, Idanha-a-Nova e Mértola (Portugal), Ourense (Espanha), Ravenna (Italia) e Sliven
(Bulgaria) candidataram ao Programa Cultura 2007-2013, da Education, Audiovisual &
Culture Executive Agency, o Projecto ORALITIES / ORALIDADES. Arles, de Franca,
pertencia igualmente ao nucleo inicial, no entanto, por motivos de diferentes perspectiva de
intervengéo, abandonou o Projecto no inicio de 2010.

As actividades a serem desenvolvidas durante o periodo de trés anos de duragéo do Projecto
Oralidades tém como objectivo promover a circulagéo transnacional de operadores, agentes
culturais e grupos musicais e a cooperacao e intercambio de experiéncias. Visam, também,
encontrar pontos comuns e afinidades que aprofundem o dialogo intercultural e contribuir
para a criacdo de uma cidadania europeia.

Foi feita uma opgéo metodoldgica que constitui a forma essencial e relevante para construir um
projecto que estabeleca uma relagdo permanente e equilibrada entre tradicdo e modernidade.
Essa opcéo consiste na aposta em trabalhar as Oralidades — o termo Oralidades engloba as
varias formas de comunicacdo desde as verbais até as sonoridades musicais - enquanto
uma das formas mais utilizadas pelas civilizagdes que sio o alicerce milenar onde a Europa
encontrou as suas bases culturais e organizacionais, num didlogo permanente com outras
culturas, religides e valores.



Pretende-se criar as condicbes necessarias para recuperar, valorizar e devolver a
comunidade, componentes identitarias e estruturantes que fagam uma ligagdo entre o
passado e a modernidade e que constituam formas privilegiadas para aprofundar o dialogo
entre as comunidades envolvidas numa perspectiva de aproximagao e de identificagdo de
pontos comuns que perspectivem formas conjuntas de desenvolvimento.

Em termos conceptuais importa relevar alguns aspectos que integram as Oralidades que
ao longo da histdria, num lento e complexo processo de boca a ouvido, foram o veiculo que
trouxe até nés as componentes identitarias e as semelhancas e diferengas entre cada local,
regido e pais.

Consideramos que a implementacdo de um projecto que incida sobre as Oralidades na
Tradigado e na Modernidade tendo como objectivo as Histdrias de Vida, os Contos Populares,
os Cancioneiros e os Romanceiros, constitui uma base sdlida para estruturar um conjunto
coerente de acgdes. E neste sentido que cridmos e pretendemos dinamizar o Centro de
Recursos da Tradigao Oral, local de encontro, aprendizagem e partilha, leit-motiv do nosso
Projecto como ja tinhamos referido.

Na mesma dimensdo poderemos estabelecer interrelagdes e pontes entre a Mdusica
Tradicional, a Musica Popular e a Musica Antiga, da Renascencga e do Barroco, num projecto
que tem uma forte visibilidade e um conjunto articulado e coerente de ac¢des que envolvem
os operadores e actores culturais de todos os parceiros que o integram. A possibilidade de
grupos poderem trabalhar o legado musical secular fazendo uma abordagem moderna sem
0 descaracterizar constitui uma actividade que pode ter grande impacto e contribuir para
identificar afinidades e estabelecer pontes de relacionamento entre as suas culturas.

Em tempo, e simultaneamente, preparar-se-d0 um conjunto de produtos culturais, tais como:
uma Antologia de Contos Populares, edigdes de CD’s, uma Maleta Pedagdgica, entre outros,
apresentando as importantes valéncias culturais das cidades parceiras e serdo um contributo
para a valorizagao e divulgagao das nossas culturas, nas suas afinidades e diferengas e um
estimulo para que este trabalho possa ser continuado.

Rui Arimateia
Director do projecto
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Orality and Immaterial
Cultural Heritage
AN INntroduction

Santiago Prado Conde! — Conference Director / Director da Conferencia

In recent years, we have witnessed the concept of intangible heritage as a kind of heritage
that is necessary to “protect,” “recover” and many more, as stated by the UNESCO’s
Convention for the Safeguarding of the Intangible Cultural Heritage. However, only
tangible heritage has been historically recognized as a good of great interest. The idea
of monumental or artistic goods was the one permeating the first stage of heritage
construction. This happened this way because of the new concept of nation-state and
the transfer of many of the “relics” belonging to the church or the monarchies to the state.
The nationalization of these properties allowed to understand heritage as a public good,
restricting this concept to historical and artistic heritage. The aim was to articulate the
new national states, primarily through their past, and to legitimize their political project
and identity. From the 1960’s on, the concept of cultural good is a step beyond in the
conception of heritage, which stressed that what matters is the values it represents, not
its formal characteristics. According to Arrieta (2007), the introduction of the adjective
‘cultural’ to the term heritage means a radical and revolutionary change, because the
objects will no longer be the focus and the social groups that select them and define them
as heritage will become more important. The aim was to extend the notion of heritage to
“any significant manifestation of a cultural practice” (Santamarina, 2005) and, therefore,
beyond the historical and artistic monuments, attention was to be paid to materials from
the past, elements of folklore, historical documents, oral tales of individuals and groups,
etc. These changes also influenced the protection and conservation of these goods, by
creating specific laws adapted to each specificity.

In recent decades, there has been an international concern for what has been called
“immaterial” or “intangible” heritage. It seems that the role of intangible materials in the
heritage has been forgotten, and so most of the exhibitions and displays of objects do not refer
to the whole reality. These two parts of heritage can not be separated and act independently,
as we are used to see, because one can not be understood without the other. We can not
define heritage as the sum of its parts, but as their imbrication, and by dissociating them we
will not reach and understand their meaning, unless we are just focusing on an analytical
measurement, which is another thing.

1 Santiago Prado Conde is an associate professor at University of Vigo (Department of Psychosocial
Educational Analysis and Intervention, in the area of Social Anthropology), a researcher-collaborator
at the Ethnological Museum (Ribadavia, Ourense) and member of the EMIGRA research group at the
Universitat Autdonoma in Barcelona. He combines these activities with the direction of the Oralities
European Programme for the municpality of Ourense. He has a Diploma as Specialist in Elementary
Education from the University of Santiago de Compostela (USC), a Bachelor’s Degree in Social and
Cultural Anthropology from the University of the Basque Country (UPV / EHU), a Diploma for Spe-
cialized Higher Studies (DESE) in Social and Cultural Anthropology from the Universitat Autbnoma
in Barcelona (UAB), and a PhD in Social and Cultural Anthropology from the Universitat Autdnoma
in Barcelona (2006). He specialized on educational issues, heritage, visual anthropology and rural
development, with special emphasis on the relations among rural environment, the educational reform
and public policies and their impact in promoting or stopping the persistent migration of young
people from rural to urban areas.

In 2007 he won the 12th Vicente Risco Award in Social Sciences for his work New Minorities at Edu-
cational Institutions, published by Sotelo Blanco.
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Quintero (2003: 145) notes that the ambiguity of whatever intangible heritage may be
is linked to the following: any heritage good, regardless of its shape, is so because of
its associated values, which may be artistic, historical, documentary... These values are
“not tangible”. Therefore, the author clarifies that the intangibility or immateriality is due to
recognizing and highlighting, firstly, the values associated with heritage objects over the
object itself and, secondly, the discovery of values and meanings that can not be easily be
transmitted only through the objects, but which need action, practice and transmission to
be understood in their entirety. That is, we need to take into account the real protagonists,
the people, and develop a look of respect for diversity that allows us to get closer to their
knowledge. In this regard, we may note that objects do not emerge spontaneously but are
the result of social processes, as pointed out by Hooper-Greenhill (1994); many of them
are even created in relations of exploitation and conflict and therefore do not respond to a
neutral process.

The difficulty with the conception of cultural heritage may be because we find ourselves with a
concept that encompasses different dimensions of social context, and in this sense it is used
in many different ways to try to justify various causes, whether these are related to politics,
identity, etc. But there seems to be consensus in the fact that we are in front of a term with
ideological connotations (Agudo, 1997; Prats, 1997, 2005; Santamarina, 2005, among others)
that is associated with a process of negotiation and conflict between different groups.

If anything characterizes the intangible heritage is its vitality and adaptation to new contexts.
For this reason, and because the “traditional” contexts of transmission are disappearing, it
is necessary to align the manifestations of this cultural heritage to new spaces in which the
traditional knowledge is transferred (Veloso, 2008: 124).

Encouraged by the demands of civil society, the political powers, at least those in the city
of Ourense, were able to echo the necessity to value intangible heritage in general and oral
heritage in particular, and they began a process of dialogue so that, other than the institutions,
people were the protagonists. Thus, a process was undertaken for the public visibility of the
aforementioned heritage and the need to value it, and how it may not be in a subordinate
place. We should not represent heritage as an obstacle from the past, but as different ways
of being in today’s society that claim their space. A place that they always had, but never
went public, and instead stayed in the field of exceptionality, even when it is common. Making
intangible heritage visible in the mass media brings us to claim that our heritage, the one that
until now relied on the objects, was incomplete, lacking one of the parts that form its whole,
and that it is absurd to conceive it only in this way, because behind each object there were
manifestations that led to its existence.

Therefore, in my opinion, the value is that it connects people and groups, it generates spaces
and time to talk and share, it constructs a way of identifying, becoming active... and becoming
aware. I'm only remarking a concept of culture that does not end with things in common, but a
dynamic concept of culture, which proves once again that human beings create, construct and
produce culture consistently. Culture is not something that we are given, but something we are
constantly rethinking, and that’s the reason why we don’t name what we do.

To reassert ourselves and claim for a rich oral heritage is nothing more than to become aware
of the people, of the need to connect and share space and experiences. People express what
they want to be and do so every day, and the visibility of their actions is a necessary step to
be taken into consideration. So we may note here a concept of heritage that does not think
solely on the past, but a concept of heritage that is linked to the past to think the present and,
of course, the future.

This brief review on the concept and importance of heritage in general and intangible
heritage in particular may explain why the city of Ourense decided to create, within the
framework of EU’s Oralities Programme, an International Conference on Oral Tradition
with the motto Orality and Cultural Heritage. By introducing the adjective ‘cultural’ to the
term heritage we are introducing it directly to those who are constructing it and involve
the rest in order to enrich it. Therefore, when we refer to cultural we are paying tribute to
the protagonists, so that today we also reflect on this subject within the framework of an
international conference.
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The two volumes of these proceedings begin with the texts of the plenary sessions that each
of the partner cities of the project asked to an expert? in their area of influence. These texts of
remarkable experts on the subject of orality show the different ways of understanding orality
and, therefore, orality’s richness as a way of representing us among many others. The oral
tradition was one of the most used media for the transfer of knowledge and experiences, and
thus it is a complex and dynamic phenomenon in all societies. The multiple definitions that can
be found agree that its richness is based on its social and cultural reproduction of a society
and what it considers essential to convey, which can be composed of different elements:
ethical and moral codes, myths, music...

This first volume begins with the text by the representative from Sliven (Bulgaria), Mirella
Dechey, in which she described the importance of clothing for the Bulgarians and the verbal
language around this complex social phenomenon. Discussions between tradition and
modernity, the symbolism in the costumes and the language around them, among other
subjects, set a text that shows the richness of Bulgarian oral tradition.

Tahar Lamri, representing the municipality of Ravenna (ltaly), approached the significance of
orality in the past and its strong influence in the present. Through poetry, music and mainly
theatrical performances, he shows how orality was and continues to be present.

The text signed by Maria Ciappara, Kenneth Grima and Guido Lanfranco, representatives
from the municipality of Birgu (Malta), reviewed the importance of orality and language in
the construction of identity. Legends, tales, storytelling and music generate a process of
family and community enculturation in which the important role played by women must be
highlighted. Today, this process is also entering the field of formal education.

By giving voice to the people, Rui Palma Guita, representative from the municipality of Mértola
(Portugal), introduced the richness of orality among miners and the rest of the community. He
allowed to perceive and know the territory, the micro-toponymy, the social conditions and the
changes over time.

Xosé Manuel Gonzalez Reboredo, representing the host municipality of this event, the city
of Ourense, introduced the heritagization process of orality in Galicia through a text that
is very well structured both in theory and in analysis. His text focused on the discussion
about the concept of heritage, approaching the specific heritagization experiences that were
implemented in the last 150 years. He started his review in the times when orality began to be
considered heritage, and he ended it showing the most important actions nowadays, some of
them ongoing.

José Rodrigues dos Santos, representative from the municipality that is the Oralities project
leader, the city of Evora, submitted a proposal on the concept of “cultural form”, in which he
approached orality, its preservation and safeguarding, and in which he also discussed how to
consider its transmission, exploration, experimentation and new productions.

Luisa Tiago de Oliveira, representative from the municipality of Idanha-a-Nova, focused
her text on the potentials of oral history as a research method as it allows to generate new
hypotheses, new research questions and new results.

The second volume presents the reports that filled the five thematic panels (Women and
Other Agents of Socialization; Orality and Construction of Local Identities; The Cultural Value
of Orality; Orality, Music and Literature; and Orality, Socialization and Education) of the
Conference, in which we see the many rich ways in which orality can be presented, thought
and manifested. The orality present in the submitted papers is in constant transformation
and change, shaping its structures, constantly being enriched with new elements and losing
other contents. That is, orality is one of the main elements of what we call culture and
acquires its characteristic adaptation by giving rise to many cultural manifestations, finding its
characteristic diversity in them. Therefore, orality goes beyond its verbal aspect; words relate
with gestures and objects, linking to them in an imbricated way, the object can’t be interpreted

2 Each partner city of the project had to contact an expert who would be its representative, with the
commitment that the submitted texts would be both in the native language and English. However, it
was not possible to achieve this objective by all cities. The missing texts will be published on the website
of the European project shared by these seven cities: http://dnn.cm-evora.pt/oralities/
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if it's decontextualized from the experience that shaped it, though on many occasions we must
use object to show certain processes.

The first thematic panel, “Women and Other Agents of Socialization”, was composed of three
papers. John Rex Amuzu Gadzekpo presented a text in which he intended to dignify the
important role of women in the transmission of orality despite the pre-established canons.
Similarly, Isaac Alonso Estraviz intended to highlight the important role played by women in
popular literature, and based his paper on the example of two Galician municipalities in the
province of Ourense, Trasmiras and Qualedro. Sénia Moreira Cabecga and José Rodrigues
dos Santos present a case study in which they tried to make visible the difficulties on the role
of women, which used to be hidden, in the songs from Alentejo (Portugal).

The thematic panel “Orality, Socialization and Education” was composed of three very different
communications that, however, have a common denominator: the importance of orality in the
processes of enculturation and family and community socialization. Isabel Bezelga showed
the importance of dramatization in the process of community learning, by studying the specific
manifestation of “Brincas de Evora.” Pedro Fermin Maguire approached the fundamental role
played by orality in the transmission of the past and, therefore, in the process of socialization.
He was able to contribute to the importance of oral storytelling as a tool for understanding
recent history by comparing this privileged source of information with the (archaeological)
material remains and documentary sources. lvan Area and Pablo Carpinteiro reflected on the
capacity of intangible heritage to generate social cohesion.

The third thematic panel, “Orality and Construction of Local Identities”, was composed of six
papers in which the role played by orality when trying to approach the complex phenomenon
of identity must be highlighted. Janaina M. Freire and Mariana Sena Lara showed through
the figure of Patativa do Assaré orality’s richness to generate a regional identity. Eddy Nelson
Barros Chambino’s experience went from the material to the intangible with the purpose of
relating memory, identity and heritage. Carlos Lijé Gomez told how orality can be used as a
tool to retrieve and learn the identity of populations who suffered a process of accelerated
change. Through phonetic-phonological and lexical research, Rui Dias Guimardes showed
how a dialect, barroso, is transmitted. Paulo Longo presented the work made by the Raiano
Cultural Centre in Idanha-a-Nova on collecting oral sources in order to safeguard and enhance
memory and local identities. Finally, Carmen Almeida showed the importance of photography
beyond traditional canons (family albums, commercial photography...) in an educational
project focusing on the figure of photographer Ananias José Pardo, in order to rescue the
memory of those photographers “without history”.

“Orality, Music and Literature” was a thematic panel composed, on the one hand, of three
papers with a common denominator: music at the core element. Using the figure of Paco de
Escornabois, Félix Francisco Castro Vicente approached the role played by the bagpipers at
the Carnival of Castro de Laza. Miguel Gomes de Costa paid attention to new meetings of
traditional musicians in urban areas, a practice that was confined to rural areas. Castor Castro
Vicente examined the influences of technology in the way of understanding music, and for
that purpose he used the memory of people when studying a curious and revolutionary event:
the arrival of radio broadcasts to the region of A Limia. On the other hand, Lurdes Conceigcéo
Preto Cameirao discussed the importance of traditional literature in the construction of popular
imagination; Hugo Miguel Coelho analysed the role played by traditional oral stories from
Alentejo related to the experience of fear and responsible for the construction of local myths
and superstitions and their value for subsequent literary and artistic recreations; Rui Arimateia
exposed the importance of collecting folk tales to understand well their complexity and richness
for the different social actors; and Susana Russo explained, through the case study of “Viola
Campanica”, how the knowledge that was traditionally transmitted through oral tradition is
learned nowadays and, therefore, the role of such transmission in our collective memory.

The last of the thematic panels, the largest one, was titled “The Cultural Value of Orality”. It
included nine papers with very different meanings. Isabel Pichel tried to construct the concept
“social-cultural voice” to show the importance of voice in the transmission of orality in a given
context. Luis Ceriaco approached the importance of orality in the construction of folklore and
mythology related to reptiles and amphibians in the Portuguese region of Alentejo. Manuel
Vilar Alvarez told the importance of orality and memory in particular life circumstances; for this
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reason he claimed the need for such information to reconstruct the historic landscape and for
interventions that may shape the landscape and even for development, as much to question
it as to generate it. The papers submitted by Luis Velasco and by Angel Dominguez Lépez
& Avelino Rodriguez Gonzalez exposed the great value of oral tradition as a source and
resource for research and reconstruction of the historical past. Sandra Cristina de Jesus Boto
approached the importance of collecting oral tradition and for that purpose she showed the
work by Almeida Garrett on Portuguese oral tradition. Juan José Varela Tembra explained the
importance of the multicultural oral element through examples of the same tradition in different
parts of Europe. Maria Xosé Fernandez Cervifio and Concha Losada Vazquez brought us
a project in progress at the Museum of the Galician People, Sounds and Voices of Identity,
which intends to gather materials and preserve the recordings of oral heritage in order to sort
and classify them with technical criteria that allow access to researchers, cultural managers
and promoters, artists or groups interested in them. Finally, the paper submitted by Nuno
Martins, Denise Esteves, Tiago Pereira, Dominika Swolkien and Claudia Costa showed the
importance of intangible heritage to interpret cultural landscapes; they approached the case
of the Mondego River Park and its role as a unifying element for the identity of the territory.

In addition to the reports appearing in the second volume, other people submitted a paper to
this International Conference on Oral Tradition, like Paula Ballesteros and Cristina Sanchez-
Carretero, who approached the significance that pilgrims give to objects while walking the road
to Santiago. Xosé A. Fidalgo Santamarifia focused his paper on oral transmissions that give
identity to the octopus fishermen from Arcos (Galicia). Within the framework of this event, two
thematic roundtables under the title “Orality and Cultural Heritage” were organized. the first
one was composed of Xosé Manuel Cid Fernandez, Xerardo Pereiro, Nieves Herrero, Pablo
Carpinteiro and Xosé Carlos Sierra from the Galician Ethnological Museum in Ribadavia.

In regard to the activities of the Conference, we visited the Galician Ethnological Museum
in Ribadavia, with César Llana as our guide and the participation of the curators of one of
exhibitions at the Museum, brothers Félix and Castor Castro Vicente, who also attended this
Conference.

Finally, in this brief introduction to the Conference proceedings | must thank, in addition
to all the people who submitted a paper and to the representatives of each partner city in
the Oralities project, a number of people; without their work, often selfless, this Conference
wouldn’t have happened. I'll start thanking Monica Fernandez Valencia, Anxo Fernandez
Saborido, Xosé Castro Huerga and Oscar Iglesias Alvarez from the municipality of Ourense
for their constant availability and affection, even in times of frustration. | must also thank the
politician in charge of this programme in the city of Ourense, Isabel Pérez Gonzalez, for her
interest that this project goes ahead and this Conference is celebrated in this city. | would like
to show my affection to the scientific committee represented by Gorg (George) Peresso as a
representative from the Maltese city of Birgu, Maria Grazia Marini from Ravenna, Paulo M.
Longo from Idanha-a-Nova, Rui Palma Guita from Mértola, Claudia Sousa Pereira from Evora
and the three representatives from the municipality of Ourense: Xosé Manuel Cid Fernandez,
Xerardo Pereiro Pérez and Nieves Herrero Pérez. Finally, thanks to Susan Russo, a friend
in the distance always willing to work. | hope not to forget anyone, and if so, | apologize in
advance for that.

Besides the people, what is the most important in any job where there is human contact, |
must also show my appreciation to the institutions who made this event possible. Thanks to
the European Union through the Culture Programme for allowing the seven partner cities of
the Oralities project to share their space and time. Thanks to the municipality of Ourense for
their involvement and commitment to this project, especially to the department represented
by Isabel Pérez Gonzalez (Culture, Feasts, Film Festival and Linguistic Standardization).
Thanks to the other municipalities that are part of this project: Sliven in Bulgaria, Ravenna in
Italy, Birgu in Malta and Mértola, Evora and Idanha-a-Nova in Portugal. Thanks to the Galicia
Ethnological Museum in Ribadavia for opening their doors and showing us their projects,
and also for their warmth and friendship with yours faithfully. Thanks to Agantro (the Galician
Association of Anthropology) for their availability and support, to three Galician universities
(Vigo, Santiago de Compostela and A Corufia) for their presence, and to all the institutions
represented here by the participants.
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Asistimos nos ultimos anos a denominaciéon inmaterial do patrimonio como un tipo de
patrimonio que é preciso “salvagardar”, “recuperar” e un longo etcétera ben exposto pola
UNESCO na Convencion para a Salvagarda do Patrimonio Cultural Inmaterial. Sen embargo,
historicamente o atributo recofiecido e elevado a ben de interese foi o material. A idea de bens
monumentais ou artisticos foi a que imbuiu a primeira etapa na construciéon do patrimonio.
Este modo de facelo debeuse ao novo concepto de estado-nacion e a entrega aos estados de
moitas das “reliquias” da igrexa, monarquia... que permitiron tomar conciencia do patrimonio
como ben publico mediante a nacionalizacion de ditos bens, asociandose unicamente asi
0 patrimonio ao histérico e artistico. O obxectivo foi artellar os novos estados nacionais
principalmente a través do pasado e lexitimar asi o proxecto politico e identitario. O concepto
de ben cultural a partires dos anos sesenta do século XX é un paso mais na concepcion do
patrimonio, ao destacarse que o importante neste son os valores que representa e non as
suas caracteristicas formais. Segundo Arrieta (2007) a introducién da adxectivacion cultural
ao termo patrimonio supdn un cambio radical e revolucionario, posto que os obxectos deixan
de constituir o foco de atencién e cobran importancia os grupos sociais que os seleccionan
e definen como patrimonio. A idea foi ampliar a idea de patrimonio a “calquera manifestacion
significativa dunha practica cultural” (Santamarina, 2005) e, polo tanto, ademais dos
monumentos histéricos e artisticos prestouse atencion aos materiais de épocas pasadas,
aos elementos do folclore, aos documentos histéricos, as expresions orais das persoas e
grupos, etcétera. Cambios que tamén influiron nos bens a protexer e a conservar, credndose
lexislaciéns especificas e adaptadas a cada especificidade.

Nas ultimas décadas xermolou unha preocupacion internacional por aquilo que se ven
denominando ben “inmaterial” ou “intanxible”. Todo parece apuntar a que existiu un
esquecemento do papel que xoga o inmaterial no patrimonio, quedando coxas a maioria de
exposicions e mostras de obxectos ao non facer referencia a sua totalidade. Non me refiro
a duas partes que poidan disociarse e actuar autonomamente, como parece que estamos
acostumados a ver, posto que unha non se pode entender sen a outra. Non podemos definir
ao patrimonio como a suma das partes senén como a imbricacion delas e a disociacion non
nos permitiria alcanzar e entender o seu significado, a non ser que respondan a unha medida
analitica, o cal xa & outra cuestion.

3 Santiago Prado Conde ¢ profesor asociado na Universidade de Vigo (departamento de Anilise e In-
tervencién Psicosocioeducativa, na drea de Antropoloxia Social), investigador-colaborador no Museo
Etnoléxico (Ribadavia, Ourense) e membro do grupo de investigaciéon EMIGRA da Universitat Au-
tonoma de Barcelona, actividades que compaxina coa direccién do programa europeo Oralities para
o concello de Ourense. Diplomado en Mestre Especialista en Educacién Primaria pola Universidade
de Santiago de Compostela (USC), Licenciado en Antropoloxia Social e Cultural pola Universidad
del Pais Vasco (UPV/EHU), Diploma de Estudios Superiores Especializados (DESE) en Antropoloxia
Social e Cultural pola Universitat Autdnoma de Barcelona (UAB), e Doutor en Antropoloxia Social e
Cultural pola Universitat Autdnoma de Barcelona (2006). E especialista en temas educativos, patrimo-
nio, antropoloxia visual e desenvolvemento rural, con especial incidencia nas relaciéns entre contorno
rural, reforma educativa e politicas publicas e o seu impacto na promocién ou o freo da persistente
emigracién dos mozos de orixe rural 4s zonas urbanas.

No ano 2007 gaiou o XII premio Vicente Risco de Ciencias Sociais co traballo, publicado pola edito-
rial Sotelo Blanco, Novas Minorias nas Institucions Educativas.
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Quintero (2003: 145) sinala que a indefinicion do que sexa o patrimonio inmaterial ligase ao
seguinte: calquera elemento patrimonial, sexa o que fose a forma do obxecto, éo polos valores
que ten asociados, xa resalte o aspecto artistico, o histérico, o documental... eses valores
son “non tanxibles”. Polo tanto, aclara esta autora que a intanxibilidade ou inmaterialidade
débese ao feito de recofiecer e resaltar, en primeiro lugar, os valores ligados aos obxectos
patrimoniais por enriba do obxecto en si mesmo e, en segundo lugar, ao descubrimento de
valores, de significados, que non poden ser faciimente transmitidos so a través dos obxectos,
senon que necesitan da accion, da practica e da transmision para ser comprendidos na sua
integridade. E dicir, necesitase ter en conta aos verdadeiros protagonistas, as persoas, e
desenvolver unha mirada de respecto da diversidade que nos permita achegarnos aos seus
cofiecementos. Neste senso, hai que sinalar que os obxectos non emerxen espontaneamente,
senon que son o resultado de procesos sociais, tal e como apunta Hooper-Greenhill (1994),
moitos deles creados incluso en relacidns de explotacion e conflito e, polo tanto, non
responden a un proceso neutral.

A dificultade da concepcion do patrimonio cultural pode deberse a que nos atopamos cun
concepto que abarca diferentes dimensions do ambito social e, neste senso, € utilizado
de moi diversas maneiras para tratar de buscar xustificacion a distintas causas, ben sexan
estas de corte politico, identitario, etcétera. No que si parece existir consenso € que nos
atopamos diante dun termo con connotacions ideoldxicas (Agudo, 1997; Prats, 1997, 2005;
Santamarina, 2005; entre outros) ao que se lle asocia un proceso de negociacién e conflito
entre distintos grupos

Se algo caracteriza ao patrimonio inmaterial é a sua vitalidade e adaptacion a novos contextos.
Por esta razén, e dado que os contextos de transmisién “tradicionais” estan a desaparecer,
€ preciso adecuar as manifestacions deste patrimonio cultural a novos espazos onde se
mantefa o traspaso dos saberes asociados” (Veloso, 2008: 124).

Os poderes politicos, polo menos no Concello de Ourense, alentados polas demandas
da sociedade civil, foron quen de facerse eco da necesidade de por en valor o patrimonio
inmaterial en xeral e o oral en particular, polo que se comezou un proceso de dialogo para
que, alén da institucion, fosen as persoas as protagonistas. Asi, levouse a cabo un proceso
de visibilizacién publica de que dito patrimonio existe, hai que valoralo..., non podendo
quedar nun lugar subalterno. Non podemos representalo como rémoras do pasado, senon
xeitos diferentes de situarse na sociedade actual e que reivindican o seu espazo. Un espazo
que sempre tiveron, pero que nunca foi publico, senén que se quedaron no campo da
excepcionalidade, cando son habituais. Facer visible nos medios de comunicacion de masas
o patrimonio inmaterial Iévanos a reivindicar que o noso patrimonio, aquel que ata o de agora
baseamos nos obxectos, estaba incompleto, carecia dunha das suas partes para formar
o todo, que é absurdo concibilo unicamente deste xeito, posto que detras de cada un dos
obxectos atépanse manifestacidns que deron lugar a que este exista.

Polo tanto, o valor, na mifia opinién, reside en que conecta as persoas, aos colectivos..., que
permite xerar espazos e tempo para falar e compartir, construir un xeito de identificarse, tornarse
activos... en resumo, tomar conciencia de seu. Non estou mais que sublifiando un concepto de
cultura que non se esgota en aspectos en comun, sen6n un concepto de cultura dinamico, que
demostra, unha vez mais, que os seres humanos creamos, construimos, e producimos cultura
constantemente. Que a cultura non € algo que nos ven dado, sen6n que estamos continuamente
reformulandoa e non por iso nos deixamos de denominar como o facemos.

Afirmarnos e reivindicarnos cun rico patrimonio oral non € mais que tomar conciencia
das persoas, da necesidade de conectar e compartir espazos e experiencias. As persoas
manifestan o que queren ser e asi o fan de maneira cotia, a visibilidade das accions é o
paso obrigado para que se tomen en consideracion. Por iso sinalamos aqui un concepto
de patrimonio que non pensa Unica e exclusivamente no pasado, sendén un concepto de
patrimonio que enlaza co pasado para pensar o presente e, como non poderia ser doutro
xeito, o futuro.

Este breve percorrido sobre a concepcion e importancia do patrimonio en xeral e do inmaterial
en particular permitenos entender porque dende o programa europeo Oralities a cidade de
Ourense apostou por artellar unha Conferencia Internacional da Tradicion Oral que leva por
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subtitulo Oralidade e Patrimonio Cultural. Sublifiar e facer explicita a adxectivacion cultural do
patrimonio é introducir directamente a aqueles que son quen de construilo e facer participes
ao resto co fin de enriquecelo. Polo tanto, ao referirnos ao cultural estamos xa a facer unha
homenaxe aos protagonistas, para que hoxe poidamos tamén reflexionar sobre esta tematica
dende o marco dunha Conferencia Internacional.

Os dous volumes de actas que presentamos inicianse cos textos das conferencias plenarias
que cada unha das cidades encargadas do proxecto solicitou a un experto* da sta area de
influencia. Nestes textos de expertos contrastados na tematica da oralidade moéstranse as
diferentes formas de entender a oralidade e, polo tanto, a riqueza que segue a manter a
oralidade como unha das formas de representarnos entre outras moitas. A tradicion oral foi
un dos medios mais utilizados para a transferencia de saberes e experiencias e representa
asi un fendmeno complexo e dindamico en todas as sociedades. As multiples definiciéons que
podemos atopar coinciden en sinalar que a sua riqueza baséase na reproducion sociocultural
dunha sociedade, daquelo que xulga esencial a transmitir e que pode conformarse de
diferentes xeitos —codigos éticos e morais, mitos, musica...-.

O volume comeza co texto da representante de Sliven (Bulgaria), Mirella Decheva, onde
relata a importancia que ten a vestimenta para os bulgaros e a linguaxe verbal que xira
arredor deste complexo fendmeno social. Os debates entre tradicion e modernidade, o
simbolismo presente nas vestimentas e a linguaxe que xira arredor destas, entre outros
temas, configuran un texto que mostra a riqueza da tradicion oral bulgara.

Tahar Lamri, representante do concello de Ravenna (ltalia), achéganos a importancia que
tivo a oralidade no pasado e a sua forte influencia no presente. A través da poesia, da musica
e principalmente das representaciéns teatrais mostra como a oralidade estivo e continta a
estar presente.

O texto asinado por Maria Ciappara, Kenneth Grima e Guido Lanfranco, representantes do
concello de Birgu (Malta), fai un repaso da importancia que ten a oralidade e a lingua propia
na construciéon da identidade. As lendas, os contos, a narracion de historias, e a musica
xeran un proceso de enculturacion familiar e comunitario no que destacan o importante papel
xogado polas mulleres e que, hoxe en dia, vaise inserindo tamén na educacion formal.

Rui Palma Guita, representante do concello de Mértola (Portugal), introduce, dando voz as
persoas, a riqueza da oralidade entre os traballadores da mina e o resto da comunidade.
Permitenos asi percibir e cofiecer o territorio, a micro-toponimia, as condicidns sociais e os
cambios acaecidos ao longo do tempo.

Xosé Manuel Gonzalez Reboredo, representante do concello organizador deste evento, o
concello de Ourense, introduce a través dun texto moi ben estruturado tedrica e analiticamente,
0 proceso patrimonializador da oralidade en Galicia. O seu texto xira arredor dos debates
sobre o concepto de patrimonio para achegarse as experiencias de patrimonializacion
concretas que se implementaron nos ultimos cento cincuenta anos. Asi, fai un repaso dende
que se comezou a reflexionar sobre a oralidade como patrimonio e remata mostrando as
accions mais sobranceiras na actualidade, algunhas delas en curso.

José Rodrigues dos Santos, representante do concello lider do proxecto Oralities, o concello
de Evora, presenta unha proposta, a través do concepto “forma cultural’, para achegarnos
a oralidade, & sua conservacion, salvagarda e, ao mesmo tempo, a como contemplar a sua
transmisién, exploracion, experimentacion e novas producions.

Luisa Tiago de Oliveira, representante do concello de Idanha-a-Nova, centra o seu texto nas
potencialidades que a historia oral como metodoloxia de investigacion permite para xerar
novas hipéteses, novas cuestions de investigacion e novos resultados.

No segundo volume preséntanse os artigos das comunicacions que enchen os cinco paneis
tematicos —mulleres e outros axentes de socializacion, oralidade e construcion de identidades

4 Cada unha das cidades do proxecto encargouse de contactar cun experto que a representase, Co com-
promiso de que o texto presentarfase no idioma nativo e en inglés. Sen embargo, non foi posible con-
seguir este obxectivo por parte de todas as cidades. Os textos que aqui faltan aparecerdn publicados na
paxina web do proxecto europeo que as sete cidades compartimos: http://dnn.cm-evora.pt/oralities/
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locais, valor cultural da oralidade, oralidade, musica e literatura e oralidade, socializacion e
educacién- que nutren a Conferencia, onde asistimos a unha gran riqueza das formas que
pode presentar, pensarse e manifestarse a oralidade. A oralidade queda presente nos papers
presentados que se atopa en continua transformacién e cambio, moldea as suas estruturas,
constantemente se enriquece de novos elementos e perde outros contidos. E dicir, a oralidade
€ un dos elementos principais daquelo que denominamos cultura e adquire o seu trazo de
adaptacion dando pé a multiples manifestacions culturais, e atopa nestas o seu trazo de
diversidade. A oralidade, polo tanto, supera o seu aspecto verbal e as palabras relaciénanse
cos xestos e obxectos ao cal se ligan de xeito imbricado, non podendo interpretar o obxecto
descontextualizado da experiencia que lle deu forma, a pesares de que en multiples ocasions
tefiamos que recorrer ao obxecto para mostrar certos procesos.

O primeiro panel tematico, mulleres e outros axentes de socializacidn, esta composto por tres
comunicaciéns. John Rex Amuzu Gadzekpo presenta un texto no que trata de dignificar o
papel da muller na transmision da oralidade e o importante papel xogado por esta a pesares
dos canons preestablecidos. Do mesmo xeito, Isaac Alonso Estraviz trata de salientar o
importante rol xogado polas mulleres na literatura popular, e basea o seu documento no
exemplo de dous concellos galegos, Trasmiras e “Qualedro” na provincia de Ourense. Sonia
Moreira Cabega e José Rodrigues dos Santos presentan un caso de estudio no que tratan
de facer visible as dificultades do papel da muller, noutrora oculto, no cante alentejano en
Portugal.

No panel tematico oralidade, socializacion e educacién, encadranse tres comunicacions ben
diferenciadas entre elas que, sen embargo, presentan un denominador comun: a importancia
da oralidade nos procesos de enculturacion e socializacion familiar e comunitaria. Isabel
Bezelga mostra aimportancia que adquire a teatralizacion, a través de estudar a manifestacion
concreta das “Brincas de Evora”, no proceso de aprendizaxe comunitaria. Pedro Fermin
Maguire achégase ao papel fundamental que xoga a oralidade na transmisién do pasado
e, polo tanto, no proceso de socializacién. Asi, € quen de realizar achegas & importancia
dos relatos orais como ferramentas de comprension da historia recente e cruza esta fonte
privelixiada de informacién cos restos materiais (arqueoldxicos) e as fontes documentais.
Ivan Area e Pablo Carpintero achegan unha rica reflexionan sobre a capacidade que ten o
patrimonio inmaterial para xerar cohesion social.

O terceiro panel tematico, oralidade e construcion de identidades locais, esta composto por
seis comunicacions nas que se resalta o papel que xoga a oralidade cando tratamos de
achegarnos & complexo fenémeno da identidade. Janaina M. Freire e Mariana Sena Lara
mostran a través da figura de Patativa do Assaré a riqueza que ten a oralidade para xerar
identidade rexional. Eddy Nelson Barros Chambino achéganos unha experiencia na que se
expoén como ir do material ao inmaterial co fin de relacionar memoria, identidade e patrimonio.
Carlos Lijé Gomez relata como a oralidade pode servir de instrumento para recuperar e
cofiecer a identidade de poboacidns que se viron sumidas nun proceso de cambio acelerado.
Rui Dias Guimaraes mediante o estudo fonético-fonoldgico e lexical mostra como se contintia
a realizar a transmisién dun dialecto, o barroso. Paulo Longo expén o traballo que leva
realizado o Centro Cultural Raiano de Idanha-a-Nova na recolla de fontes orais, co obxectivo
de salvagardar e valorizar a memoria e as identidades locais. Por ultimo, Carmen Almeida
mostra a importancia que adquire a fotografia que se sitia alén dos canons tradicionais —os
albums de familia, o produto da actividade dos fotégrafos comerciais...- para a realizacién dun
proxecto educativo centrado na figura do fotografo Ananias José Pardal, co fin de rescatar a
memoria daqueles fotografos “sen historia”.

Oralidade, musica e literatura é un panel tematico no que se presentan, por unha banda, tres
papers cun denominador comun: a musica como elemento central. Félix Francisco Castro
Vicente presenta, mediante a figura de Paco de Escornabois o papel xogado polo gaiteiro no
Antroido de Castro de Laza. Miguel Gomes da Costa presta atencién aos novos encontros
de “tocadores” en espazo urbano, cando eran practicas circunscritas ao espazo rural. Castor
Castro Vicente examina as influencias da tecnoloxia na forma de entender a musica e utiliza
para tal fin a memoria das persoas a raiz dun feito tan curioso como revolucionario: a chegada
da radio a comarca de A Limia. Por outra banda, Lurdes da Conceigdo Preto Cameirao
analiza a importancia da literatura tradicional na construcién do imaxinario popular; Hugo

* 30



Santiago Prado Conde

Oralidade e Patrin

(

tural

Miguel Coelho o papel xogado pdlas historias da tradicion oral alentexana relacionadas coa
experiencia do medo e responsables da construcion de mitos e supersticions locais, asi como
0 seu valor para a posterior recreacion literaria e artistica; Rui Arimateia expon a importancia
de recoller contos tradicionais para comprender asi a sia complexidade e riqueza para os
distintos actores sociais; e Susana Russo explica, a través do caso de estudo da “Viola
Campaniga”, como se aprenden hoxe en dia saberes que tradicionalmente se transmitiron a
través da oralidade e, polo tanto, o papel que xoga esta transmisiéon na memoria colectiva.

O ultimo dos paneis tematicos, o mais numeroso, leva por titulo o valor cultural da oralidade.
Nel tamén atopamos nove comunicaciéns con significados moi diversos. Isabel Pichel trata
de construir o concepto “voz socio-cultural” para mostrar a importancia que ten a voz na
transmision da oralidade nun contexto determinado. Luis Ceriaco achéganos a importancia
da oralidade na construcion dos folclores e mitoloxias relacionadas cos réptiles e os anfibios
na rexién portuguesa do Alentexo. Manuel Vilar Alvarez relata a importancia da oralidade e da
memoria nunhas circunstancias vitais particulares; por este motivo reivindica a necesidade
de dita informacion para a reconstrucion da paisaxe historica, das intervenciéons que poidan
modelar esa paisaxe e incluso para o propio desenvolvemento, tanto para cuestionalo como
para xeralo. As comunicaciéns presentadas por Luis Velasco e por Angel Dominguez Lépez
e Avelino Rodriguez Gonzéalez expofien o gran valor que ten a tradicién oral como fonte
e recurso para a investigacion e reconstrucion do pasado histérico. Sandra Cristina de
Jesus Boto achéganos a importancia que ten a recolla da tradicién oral e mostra para tal
encomenda as recollas realizadas por Almeida Garrett sobre o romanceiro da tradicién oral
portuguesa. Juan José Varela Tembra expdn a importancia do elemento oral multicultural
mediante os exemplos dunha mesma tradicion en distintos lugares de Europa. Maria Xosé
Fernandez Cervifio e Concha Losada Vazquez achégannos un proxecto en curso no Museo
do Pobo Galego, Sons e Voces da Identidade, que se artella para reunir materiais e conservar
as gravacions do patrimonio oral co fin de ordenalos e clasificalos cuns criterios técnicos
que permitan o acceso a investigadores, xestores e promotores culturais, artistas ou grupos
neles interesados. Por ultimo, a comunicacién presentada por Nuno Martins, Denise Esteves,
Tiago Pereira, Dominika Swolkien e Claudia Costa mostra a importancia que ten o patrimonio
inmaterial para interpretar paisaxes culturais; eles vanse achegar ao caso particular do
Parque do Rio Mondego e o papel que xoga como aglutinador da identidade do territorio.

Ademais dos artigos que aparecen no segundo volume, presentan comunicacion a esta
Conferencia Internacional sobre a Tradicion Oral Paula Ballesteros e Cristina Sanchez-
Carretero que se achegan ao significado que lle outorgan aos obxectos os peregrinos ao
facer o Camifio a Compostela. Xosé A. Fidalgo Santamarifia centra a sia comunicacion
nas transmisions orais que dan identidade aos polbeiros de Arcos (Galicia). No marco deste
evento organizaronse duas mesas tematicas baixo o titulo Oralidade e Patrimonio Cultural, a
primeira delas composta por Xosé Manuel Cid Fernandez, Xerardo Pereiro, Nieves Herrero,
Pablo Carpintero e Xosé Carlos Sierra do Museo Etnoléxico da Xunta de Galicia con sede
en Ribadavia.

No que concirne as actividades da Conferencia, realizase unha visita ao Museo Etnoldxico
da Xunta de Galicia con sede en Ribadavia, que é guiada polo técnico César Llana e
polos comisarios dunha das exposiciéns presentes no Museo e tamén participantes nesta
Conferencia, os irmans Félix e Castor Castro Vicente.

Por ultimo, esta breve introducién as actas do congreso esta en débeda, ademais de con
todas as persoas que presentaron comunicacion e cos representantes de cada unha das
cidades que forman parte do proxecto Oralidades, con unha serie de persoas que debido
ao seu traballo é mais que pertinente expofier aqui o seu nome porque sen o seu traballo,
moitas veces desinteresado, seria imposible que esta Conferencia tivese acontecido.
Comezo agradecendo a Monica Fernandez Valencia, Anxo Fernandez Saborido, Xosé Castro
Huerga e Oscar Iglesias Alvarez do concello de Ourense a sta dispofiibilidade e agarimo
constante, incluso en tempo de frustracion. E preciso agradecer tamén 4 responsable politica
deste programa no concello de Ourense, Isabel Pérez Gonzalez, o seu interese porque
este proxecto saise adiante e porque se celebrase nesta cidade esta Conferencia. Quero
mostrar 0 meu agarimo ao comité cientifico representado por Gorg (George) Peresso como
representante da cidade maltesa de Birgu, a Maria Grazia Marini de Ravenna, Paulo M. Longo
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de Idanha-a-Nova, Rui Palma Guita de Mértola, Claudia Sousa Pereira de Evora e aos catro
representantes do concello de Ourense: Xosé Manuel Cid Fernandez, Xerardo Pereiro Pérez
e Nieves Herrero Pérez. Por ultimo, a Susana Ruso, amiga na distancia e sempre disposta ao
traballo. Espero non esquecerme de ninguén, se asi ocorre pido desculpas anticipadamente.

Ademais das persoas, as mais importantes en toda tarefa na que existe contacto humano,
debo mostrar tamén o meu agradecemento as institucions que fixeron posible que este
evento vese a luz. A Unién Europea a través do programa Cultura por permitir que as
sete cidades que forman parte do programa Oralities poidan compartir espazos e tempos;
ao concello de Ourense pola sta implicacion e aposta por este proxecto, en especial a
concelleria representada por Isabel Pérez Gonzalez (Cultura, Festas, Festival de Cine e
Normalizacién Linguistica) e ao resto de concellos que forman parte do proxecto, Sliven de
Bulgaria, Ravenna de Italia, Birgu de Malta e Mértola, Evora e Idanha-a-Nova de Portugal;
ao Museo Etnoléxico da Xunta de Galicia con sede en Ribadavia por abrirnos a stas portas
e mostrarnos os seus proxectos, e tamén polo afecto e pola amizade mostrada cara este
servidor; a Agantro (Asociacion Galega de Antropoloxia) pola sua dispofibilidade e apoio; as
tres universidades galegas (Vigo, Santiago de Compostela e A Corufia) pola sua presenza; e
a todas as instituciéns aqui representadas a través das persoas participantes.
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The Oralites and the
| anguage of Dress
Sign of [dentity

Institute for Ethnology and Folklore Study with Ethnographic Museum
at Bulgarian Academy of Sciences

Mirella Decheva

Clothing is the first visual characteristic that presents man. We consider it as a requirement. It
is a necessity and a possibility for external manifestation of our inner self-determination. Even
at present times when the fashion style changes fast not only every year but every season, the
way we dress appears some kind of a person’s “business card” that reveals and demonstrates
his or her identity. Today the dress code is of an essential social importance while in the past it
was just a sign of sex, age, profession, religion, marital status or social symbol. According to the
aesthetes clothing is a form and a sign, a change and an acknowledgement connected to the
whims of a particular fashion which it obeys. The dynamism of fashion’s changes follows and
is determined by the rhythm of the economic and industrial development of society. Confining
to this inference the historian of mores, Edward Fuks, adds that “fashion is nothing more than
applying the ideal for physical beauty to the practice of daily routines” (Fuks, 1999, p. 149).

Multi-directional logical connections of clothing in everyday’s life of people provoke the
ethnologists to explore them as a deciding paradigm in an ethno-cultural characteristic feature
of a particular community significantly co-relatable to language. It appears that clothing is the
cultural counterpart of a man; his/her second Ego in the system of the material things. On the one
hand, clothing is indicative of the binary oppositions ‘family members and strangers’, ‘we and
the others’ that is basic for Ethnology. On the other hand, clothing is the general informational
sign for a man and a community to which he/she belongs. (Le Goff J., 1977: 147-161).

Information about the relation between nature and culture is accumulated in the garment
referring to it not only as global dimensions but also as a relation between nature and culture
in a particular person’s presence. Interpreting this information shows how culture modifies
natural body and subjects this body to its own laws. As its subject the person introduces him in
the garment, he/she designs and includes the whole variety of his/her particular innate ethnic
characteristic features that he/she follows. Clothing is a visual identity that makes clear the
personal and group relationship through its sign definiteness.

Examined in historical aspect clothes bear specific features that denotes basic periods of the
existence and development of a nation. It is directly connected to the following:

— level of economic development
— structure of social relations

— peculiarities of natural and geographical environments where people live

On this basis, garments focus on ethnical universality and specificity and at the same time
they keep the local peculiarities and cultural variety.

The possibility of analysing and illustrating the essential processes and stages of the society
life through the garment’s development has accumulated a lot of scientific books. Ethnology
in Bulgaria considers garments as a substantial fact from the ethnicity culture considering the
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matter from a historical and social point of view. Thus, it's a scientific postulate that clothing is
a crucial paradigm in ethno-cultural characteristics of a given community.

* Kk K

These introductory notes outline the theoretical frame of this report. However, it puts an
emphasis on the ‘translation’ of the clothing language as a verbal and plain language that is
typical for Bulgarians. It is known that ancient nations that did not have any writing system
“record” their myths using images, pictures and objects. Their visual language is not only
conservative but it also allows existence of one and the same topic in different versions. In this
way it turns into a separate active system; it is not simply a way of illustrating of oral narrative
(Marazov, 1992: 7). This system still exists in the traditional (pre-industrial) societies which
have their own writing. As for Bulgarians, it was alive till the middle of the 20" century despite
its fading lexical and semantic power.

One of the attributive features of this language is that the information which is perceived
is completely adequate to the introduced one. This means that everyone, who speaks that
language and all members of the society to which he/she belongs, fully understands the
information.

From this point of view the garment creators and those who wear Bulgarian national costumes
are “dedicated” to the way they dress in contrast to all of us, modern people, who profess
different ideology and follow different values from our ancestors. Exactly in this context the
first difficulty for the translation appears: How fully and exactly can we transmit the information
that the Bulgarian national costumes bear? Is this translation adequate enough?

The efforts concerning this aspect have led to writing a lot of scientific books in Bulgaria. The
question about the Bulgarian national costumes has been put forward and developed during
the years along with the development of the Bulgarian ethnology/ethnography. Even as early
as 27.09.1837 the expert in Slavonic studies, Yuriy Venelin, in his famous letter to the Bulgarian
National Revival figure, Vasil Aprilov, included examinations on “various national costumes and
their names” in one of the main points of his ethnographic and folklore programme (Todorov
1989:71). The Bulgarian National Revival press regularly appealed to people about collecting
activities. Dozens of teachers, priests, painters and patriots started collecting materials at times
when Bulgarians did not have a country and lived under the Ottoman Empire.

After the Liberation of Bulgaria (1879) the institutional development of the Bulgarian national
culture started and in 1889 lvan Shishmanov brought forward the necessity for collecting
and describing national costumes in his article “The importance and the task of Bulgarian
Ethnography”. This necessity turned into a main task of the academic ethnology. We continue
working on this task nowadays too. The main target of this research is the national costume of
the rural population as a product of one agricultural in its character culture. This trend includes
a great part of researchers’ efforts and as a result we have almost a complete picture of the
Bulgarian national costumes in their details. Museum experts in Bulgaria have a main role in
this process. Research of local examination on the costumes is their main work.

The accumulated knowledge gives us the chance to try reading the language of garments the
way our ancestors spoke and wrote. For reading it | use not only information about the style of
the Bulgarian national costumes but also examples from the folk tales, ceremonial practices
and rituals that were observed in the families. The aim here is to reveal this translated text as
a characteristic method of national identity recognition on a local level and nationwide.

* Kk *

Bulgarian national costumes are a source of knowledge about our history and national pride
of our ancestor’s creative genius. Meanings known only to devoted people are hidden in
them. It's a fact when going back to their memories women tell us the following: “You won't
see things like they were in the past. Women were beautiful and shining!” And really, these
women shine when they wear their old national costumes, put aside in the chest of drawers,
and they always whisper: “I dressed up”. It is worth seeing their grandfather’s shiny looks;
their grandfathers who feel half a century younger, back in their youth, perhaps being on a
chain dance where there are “only nice people — women are beautiful, dressed up as if they
are luxury goods at a shop!”.
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To interpret the message hidden in the garments we have to examine closely these national
costumes, to peep into people’s souls that designed and wore them with dignity. People’s
belief and ceremonial practice add a very significant mission to these garments — the clothing
should be a mirror image. That is why it was woman’s obligation to spin the fibres first, then to
weave, make a mirror image and decorate it. Like a biological birth, she had to create a festive
cultural standard. There was a deep mythological meaning in this standard — the creation of
the costume repeated the first act of world’s creation. At the wedding ceremony there was
a special ritual which was performed on the first day of the marriage. The bride sat on the
threshold of the home with a distaff, spindle and wool in her hands while the groom staying
next to her started spinning the thick thread and the bride continued spinning the whole distaff
of wool. “What are you spinning?”, he asked her. “I'm spinning our home”, she answered.

Clothing is inseparable part of human life — from his cradle to the death. Garments changed
according to age, sex, marital status and depicted people with visual features. Fashion, in the
meaning of today, was not typical of traditional clothing. For the Bulgarians, garments were
taken for granted; they were set up by their predecessors and should not have been changed
drastically. The natural human willingness of uniqueness was satisfied by the privilege to put
on clothes taking into consideration the social status.

The Bulgarian national costume exists in many varieties. In each region, even in a separate
village, national costumes differ in specific features, skilfully designed according to the talent
of its creator. No matter what type the overcoat is, women wore a very long white shirt. It was
called ‘koshulya’ in all regions excluding West and South-West Bulgaria.

The most popular garment worn over the white shirt is the tunic (the so called ‘sukman’ in
Bulgarian). It was known in West, South and East Bulgaria as well as in some places in
Asia Minor and Bessarabia, areas where Bulgarians lived. Usually sukman is made of wool,
painted in black, but there is some evidence that there are sukmans in red and green, and
in Sofia region they are dark blue. Very often the sukman is without sleeves but there are
some types that have elbow length sleeves (in Kyustendil and Samokov regions). There
are some models from the end of the 19" century until the middle of the 20" century that
have tails (narrow strips falling down from the shoulders). It is considered that these models
took the style of some old clothes with wrist length sleeves. The neckline has a thin oval
cut or a stitched one, often embroidered with braids, beads or filigree. The skits to the
sukman costume are ornated with embroidery, colourful applications and they are also
braided. The chemise that goes with the sukman has a central neckline cut, wide sleeves,
straight front and back parts. It is called ‘mayki’ or ‘stan’ (loom) by people. The name ‘stan’
comes from the cloth taken out of the loom. The chemise also has trapezoidal gussets. The
embroidered sleeves and skirts that show under the sukman form the complete composition
of the costume.

The second widely spread women'’s national costume is the so called two-apron costume. It is
common across North Bulgaria — from Timok River through Moesia till the North-East Bulgaria.
The chemise for it is of “barchanka” type (pleated shirt) — neck and sleeves ruffled, but there
are costumes with tunic-shaped shirt (in Preslav and Novi Pazar areas). The embroidery
of the pleated shirt is round the neck and along the sleeves in soft red shades or simple
dark brown colour. Women fastened two aprons — a front and rear ones called “brachnik”,
“valnenik” “takmenik”. The rear apron is richly ornamented while woven and after that some
red or black velvet strips, braids and sequins were added. In North-West and Central Bulgaria
it has narrow folds and going to the Eastern parts of the country it becomes darker in colour
and narrower in shape.

The national costume that characterizes the South-West and South-East Bulgarian regions
has tunic- shaped shirt and upper part called “saya”. It follows the tunic pattern but its front
part is fully cut. In some regions the shirt is thigh length; in other it is ankle-length. We can
also find sleeveless shirts or shirts with sleeves reaching the elbows or wrists. The specific
characteristic feature of these chemises in Pirin Macedonia and Strandzha Mountain regions
is its white colour that is evidence of its old descent. In Haskovo, Asenovgrad and Chirpan
regions the chemise is made of striped or checked materials. Nowadays it is made of velvet in
Blagoevgrad and Gotse Delchev regions.
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No matter what the overcoat was the Bulgarian woman managed to dress in a stylish way. The
“manofil” (a white linen tunic-like garment) of a woman from Shopsko with beautifully spread
skirts over the shirt has richly embroidered sleeves. The “Kapanki” (the name comes from an
ethnographic group living in North-East Bulgaria) let their chemises over the apron following
the local fashion style. In North-West Bulgarian areas the rear apron was as long as above the
knees and the woman fastened it on a heel length shirt. In East Bulgaria the two aprons were
narrow and tightly belted the body. The women from Kazanlak and Elhovo regions decorated
the sukman with filigree and silk threads and in some Strandzha villages they used wool
threads for the embroidery. The man’s costume in North Bulgaria was usually white-coloured
in contrast to the black ones in the Central and East regions.

The Englishman, Robert Walsh, when seeing the Bulgarian clothing in 1827 noted that the
clothes were “comfortable, neat and tidy”. This is a very exact statement that reveals the
main function of the Bulgarian national costumes, i.e. they are comfortable not only for festive
occasions but also for daily work activities. The woollen material protected the body from cold
in the winter; the hemp clothes soaked up the sweat in the summer months. The garments
protected the body completely during the four seasons of Bulgarian climate. The tight belt
round the waist held up the body while the wide sleeves, neckline and chemises set free
the body movements. In some regions when women were working they fastened only one
apron over the chemise. In some other areas (villages on the food of the Old Mountains)
women wore two-apron costumes in the summer and in winter they wore tunic type ones. In
Petrich area women pull up the skirts of the chemise like wings while working on the fields. In
Strandzha they pulled them up and belted them round the waist. The utilitarian meaning of old
times seems to be forgotten but women embroidered the back side of the skirts considering
the way they wore the costume.

Clothing let women bend freely while on the field and to play at the chain dances in small
steps. The decorations of embroidery, gold threads, sequins, beads; numerous fineries; the
elaborate headcloths, bunches of dry and fresh flowers added to the general view of the
costume that demonstrated the identity of the woman, focused attention on them and satisfied
the requirements of the whole nation.

* Kk K

For the old Bulgarians clothing had a deep, inseparable but different utilitarian meaning. It not
only protected the body from cold, heat and humidity and made people look beautiful every
day but it was a code of indicating human nature. In fact, by covering the body, the clothing
created a mirror image that substituted the person equivalently. As a cultural ‘wrapping’ of the
body (Bulgarian national garment is called “nosiya”, i.e. it is worn on the body) the clothing
was a main part of human life from his birth to his death and it told the person apart from the
surrounding world. Garment with its decorations and embroideries marked the person’s place
among the others. The Bulgarian traditional society had its own set of clothes, designed by the
predecessors and that is way they were considered sacred and unaltered. Their combination
denoted a particular body according to the sex, age, marital status and economic position.

Designing clothes was an act having a deep mythological nature; it repeated the first
creative act concerning organizing chaos in space, nature in culture. The holy act of clothes
creation was accompanied by some practices that determined the good fate of a man for
whom it was designed. Immediately before starting work on a garment the following words
were pronounced: “Wear it in health! Reach your old age wearing this shirt”. There is also
a religious rite in the following pray: “Lord, come to help me, go ahead and we will follow
you!”. It was a must for a garment to be cut at sunrise, at the beginning of a month. That
means that man’s work and luck will improve. The Moon should have had to be full in order
not to ruin the life of the man for whom the garment was intended. Women started sewing
clothes on a good day, i.e. Monday, Wednesday and Thursday, in some regions (Lovech
area) — on Friday, but they never started making clothes on Tuesday which was a day when
thing didn’t come easy; not on Satuday which was the day of the dead and not Sunday which
was a holiday and when people didn’t work because of respect to God and Holy Sunday.
It was a taboo to start making garments during Wolf Holidays (12 days starting from Saint
Petka day (14" October) to Saint Dimitar day (26 October) so as not to open wolf’'s mouth
against people like the scissors open when a garment was cut. When making a garment
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people stayed in complete silence so as not to stitch up the brain of the man the garment
was made for.

The clothes of a living man were never left outside after sunset and under the stars. It was
beloved that the clothes would be touched by the evil spirit and in this way they would make
harm to the owner of the clothes. Garments were smoked over a fire or were rubbed with garlic
to protect the man from the evil eye. Sometimes, due to an illness, parts of garments were
burnt out in order to fight against the disease. The shirt of an ill person, as it was perceived as
his/her mirror image, took the negative forces out of the body in this curative ritual. That is why
very often soothsayers cast a charm or poured herb tea on the shirt not on the sick person.
As a rule the shirt was thrown away far from the cultural space of the social community; it was
taken away to a forest, left on a crossroad, at a holy spring or just put on a fruitless tree (so
as not the disease to appear again). The sick man wore a new clean shirt that would bring
him/her health and new life. Nobody took these clothes as well as a garment that was found
somewhere because of fear of catching a disease. After the first epileptic fit the clothes of
the sick man were burnt out or buried on a crossroad. After 40-day treatment of epilepsy the
clothes were also left on a cross road and pressed down with a ring-shaped bread, specially
prepared to conciliate the disease.

The Bulgarians believed that if you had dreamed a naked man that meant bad omen for
death. If a man was dying people opened up (unbuttoned) his clothes to make the soul of the
agonizing man come out easier. Bitter curse against health and life was the following: “Never
put on clothes again!” According to the public Penalty Code, it was a sin if a woman when
christening a baby cut the swathing bands short. It was beloved that she shortened baby’s life.

Clothes covered the whole body except face and neck, hands and feet in some cases, for
example in the summer. Protecting the body, in material as well as in irrational aspect, from
the evil spirits, the evil eye and diseases was stated as an ethic standard. It was a sin if you
showed flesh. Women were hiding their hair under a headcloth even when they were together
with their close family members, i.e. mother-in-law, father-in-law or bestman. Only husbands
could see their hair at the most intimate moments. The chemises were feet long so that legs
could not be seen. For lying-in woman (a young woman in childbirth till the 40" day after giving
birth) it was impossible to walk in the house without socks because all people believed that if
she had stepped bear-footed everything would burn out and no grass would grow.

The separate parts of the costume correspond to the relevant parts of the body giving them
special codes: upper part — head and according to the sex, a hat for the man and a headcloth
for the woman; middle part — waist band and belt; lower part — chemises for the women and
full-bottomed breeches for the men. The directions also had their own meaning: left and right:
they denoted the marital status. Usually not married men and women put ornaments on their
left side, while married ones — on their right side. When being at a wedding they put gifts on
the left shoulder of the singles and on the right shoulder of the married couples. The face and
the back of a man marked the general and individual features of the person.

Changing clothes was adopted as an explicit transformation of a man in another quality.
Wearing new clothes occurred in special cases set by tradition. They are as follows:

— on holidays out of respect for saints and ancestors all people had to wear a new clean
shirt;

— for special ceremonies when the new garment showed the position of the man in the
community (at a wedding, births and funerals);

— at fancy-dress games such as mummer performances, sourvakars (children going from
house to house whishing people a Happy New Year); at periods of natural disasters, for
example droughts — Butterfly and Gherman (rituals for rain), people dressed clothes of
the opposite sex or they put on mask and costumes specially made for the occasion.
In this way the sex changed ritually (transvestite) and the person performed a certain
ritual successfully. It is supposed that the travestite is based on the idea of holy unity
(androgynism, entirety, bisexuality). Changing of clothes bears the idea of a holy marriage
and reproduction. The ritual changing of clothes and wearing masks and clothes worn
inside out allowed easier entry in the world of dead ancestors.
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* Kk *

The signs that language of clothes has is very interesting for us. As uninitiated people let's
go together with the travellers who reached Bulgarian lands on the old Roman road crossing
Belgrade and Constantinople. Then on 30" September, 1850 we can read about Bulgarian
women as seen by Benedit KuripeSi¢ for the first time. We could hear how the Latin translator
of the Habsburg’'s messengers for peace at the Sultan sighed for the past glory of Bulgaria
at the sight of women'’s richly embroidered with silk threads shirts. We wouldn’t be surprised
by the fact that some years later Luis K., baron Kormanen repeated his words. Astonished by
the magic of elaborately decorated clothes both travellers stated that it was easier to notice
how magnificently Bulgarians dressed in free Bulgaria and how wealthy the country was those
days. This conclusion was made only by the sight of the clothes which men, women and
children were wearing.

Within 15" and 19" century Europeans constantly portrayed Bulgarian women dressed
in costumes decorated with embroidery. Liked or not, it seems that Bulgarian costumes
made deep impression by “variety of colourful decorations”. Even a severe judge like Anton
Vrancic, a diplomatic representative of two rulers (Ferdinand | Habsburg and Maximilian
Il) appreciated that sleeves and front part of women'’s shirts were decorated with “various
beautiful embroidery”. Ogier Gizelen, under the impression of the embroidered decorations,
exclaimed that the costumes of Bulgarian women were extraordinary.

It is made clear in science today that decoration didn’t exist in itself in the archaic and
traditional culture. It always reflected the ideology and social relation among people.
Decorations expressed generalized ideas and beliefs. While clothing was to provide for the
dialogue between man and nature, the ornamental elements in it had other meanings. People
found “usefulness” in its content that is in fact what the nation applied in clothes. Sensory and
figurative nature of the ornament turned the embroidery from a decoration into and evident
mark of deep mythological and social meaning. This very meaning gave right to presence of
decorations.

The Bulgarian woman named the embroidery “a letter”. Today the old women who embroider
clothes explain that the meaning of the embroidery itself had the same meaning for them
in the past as it has today for the modern man. Every line and figure in it bears a particular
meaning. These were popular words and phrases that described ideas important for people.
The embroidery gave pleasure to people and excited mentality. It was a general sign of a
person or a group to which he or she belonged. The pure sign pragmatism came up to non-
utilitarian existence in the Bulgarian national clothing in modern sense.

For women nowadays embroidering is a hard and time-consuming activity. Sometimes this
activity is just a prestigious or strange hobby. For our grandmothers it was not easier work
too. Moreover, it was an obligation. But the embroidery motivation was different in the past.
Power of implementing this activity came from the ‘story’ of the embroidery, the inspiration —
from the picturesque means of expression and the satisfaction came when people wore these
garments. And something more important is that women were hiding their own secrets. As we
do not know these secrets it is risky to misinterpret them today. It is possible just like foreign
travellers to see only the beauty of the embroidery or worse, to agree with them that it was
ridiculously made. It is worth trying to look at the eyes of the Bulgarian woman. Only in this
way and consequent upon the logic of restoration we would be able to interpret her mysterious
messages.

If we go back to records of European travellers we will read about an interesting event that
happened between them and Bulgarian women from different parts of the country. Not a single
foreigner could impress a woman with his fine silk shirts. In 16" century Vaclav Bratislav even
heard that his shirt was an ordinary one because there were no embroideries on it. Puzzled
he recognised that women liked more their coarse but densely embroidered shirts than the
fine exquisite European clothing. Women were even astonished that nobles might have worn
these clothes without embroidery on them.

Perhaps, for their good, foreigners didn’t know that they were different not only in language
and habits for Bulgarian women but also in their visual mark, the not-embroidered shirt.
These shirts bore out the sign of a possible danger, of foreign encroachment and evil intent.
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According to the Bulgarian folk interpretation each object became “human” and safe when
it was embroidered. That is why embroidery was inherent to people. The inhabitants of that
unassimilated, mysterious and dangerous space didn’t have this sign. Wood nymphs in folk
beliefs were wearing white garments in contrast to women whose clothes were colourfully
embroidered. Wood nymphs were cursed because of their own choice not to obey the
community laws. They didn’t occupy themselves with typical women’s activities like spinning,
weaving and stitching; they preferred horse and deer riding, to be engaged in a single combat
with men, giving birth to children without a family. Perhaps that is the reason why wood
nymph'’s shirts were called “gauzy” by Bulgarians. People’s valuation was expressed by the
names they called these shirts, namely devil’s, evil’s, traitor’s, outsider’s.

Wood nymphs, who were very different from women in the community, were distinguished
for their visual mark, i.e. non-embroidered shirts. The lack of cultural boundary on them — the
embroidery — relates wood nymph’s garment to bird’s “clothes” which are feathery and flying.
The Bulgarians believed that all demon creatures like dragons, vampires, witches, i.e. the
inhabitants of the outer world turned into birds. Wood nymph is the same type of creature. It
is interesting that wings were not inseparable part of the wood nymph but just an element of
her clothes. According to people, when naked she was unnaturally defenceless which was
not typical for her demonic nature; when dressed in human garments she turned into an
ordinary woman subjected to order and law. Many folk songs tell stories about young men
who take home beautiful wood nymphs, hide their clothes and dress them in ordinary “human”
garments and then marry them.

It was impermissible in the past for women to go out without an embroidered shirt. It was
considered that the woman is badly dressed when her garment was without embroidery;
people said that she was careless and lazy. The embroidery which was a woman’s creation
reflected the desired behavioural model of the ideal woman. It introduced the Bulgarian
woman into a society and outlined the personal features, kept by the moral code. Without
embroidery on her dress the woman was considered alien to the world she lived in. In this
way the embroidery appears a boundary in the cultural environment of the Bulgarian woman.

The embroidery itself is one of the ways to localize the person in the community. According to
Bulgarian tradition women embroidered until they got married, i.e. during their virginity period.
Embroidering as an artistic and creative activity required a certain level of previously gained
social experience of the girl. She had to have experience in the raw material treatment and
to have knowledge of the qualities of various types of fabrics. Furthermore, she should have
known the artistic heritage of the community. Working the embroidery required certain maturity
and depth of emotional feelings and perception of world. “Embroidering is more complicated
work compared to weaving which requires more skill than mentality”, old women say. “Just like
a painter reveals his soul in his paintings, the young unmarried woman sews in her feelings,
her grief, her happiness, her dreams into the embroidery”, tells the patriarch of the Bulgarian
ethnography, Dimitar Marinov. Having finished embroidering her shirt, which had the richest
decorative elements, every young girl was ready to get married, i.e. to become a wife.

According to Bulgarians the socialization of a young girl has three stages: christening,
mastering the language and embroidering. These ideas can be seen in the folk songs that
were sang at a working-bee as a pastime in the evenings®.

Why is it so? Till the time when the girl started learning the embroidering skills, she was
sexually immature, that is why it was said that she was “in nappies”. Starting the embroidering
activity coincided with the sexual maturing of the girl, i.e. she was ready to get married and
symbolically sat in front of her native home — a starting-off point to her future husband’s home.
When finishing her embroidery the young girl was ready to become a wife and a mother.

5  “My mom, old mom — said the girl after christening,
Get up early, early in the morning,
Wash me, change my nappies,
Give me a silver needle
And thread a silk thread
To sit at the small door,
At the door in the garden
With wisdom to make stitches” — village of Voynyagovo, Karlovo district
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Therefore, on the one side, embroidering indicates the completed stage of woman'’s virginity
stage; on the other side, she passed successfully her exam of the society, an exam that
proved that she had passed the initiation ceremony. With her first maiden clothes she had
the right to join the chain dance where she was observed by the village community. At these
feasts of dancing the young men said: “we are going to look for brides” and their mothers
were choosing their future daughters-in-law. The importance of the embroidery process also
defined the girl’s diet too. They were fed only with the chicken’s neck in order to embroider
better.

Another view is that embroidery was sheer woman’s way to attract a man. The embroidery
with its colours and exquisiteness marks distinguishes and outlines the woman’s identity. It
combines the semantic trends of the notions for “a letter” and diversity of colours that focus
attention, it appeals to be noticed. The richly embroidered costume reveals the woman’s
creativity in a specific female activity. The embroidery made on the front part of the costume,
on its shirt and sleeves marks main points on the woman’s body and turns into a special
decoration that attracts men. According to a story, God put the cultural boundaries in the
woman'’s space and the man had to overcome them first he had to take the bunch of flowers
from the forehead: “Who wants to be first to grab the flowers?”(stealing of the bunch is a
basic ritual in premarital relations); then he had to take the necklace, after that — the bosom
and finally — the belt. God gave instructions and finished his God’s deed while the Bulgarian
woman staked her ‘help’ on her partner when he suffered hardship. She embroidered her
decoration in an open cicle just at the front part of her chemise where she fastened the apron.
In the past, on the third day of a birth of a girl, old women rolled up the lower parts of baby’s
shirt so as to let “luck enter the body”.

In the distant year of 1896 a young painter came to the village of Bozhentsi, Gabrovo region.
He was a foreigner who painted the local school. The result was a painting called “A woman
from Bozhentsi” by Ivan Mrkvi¢ka (lan Vaclav), a Czech-born painter who was a friend of
Bulgaria and spent most of his life in our country. Even at that time it was difficult for him
to find the typical for that part of the country ornament for head covering called ‘sokay’. But
it happened that women managed to gather the full set of the old national costume. It is
hardly a coincidence that Mrkvi¢ka wanted the ‘sokay’ headcloth for a model. The frescos from
1848-1849 in the entrance of the Transfiguration Monastery portray two women in Gabrovo
sokay. The scenes of Doomsday in the church in the village of Hotnitsa, Tarnovo district,
painted perhaps in 1830 also picture two women wearing ‘sokay’. According to art experts,
it is a plot that gave opportunity to the painter to visualize the complete harmony of shiny
metal ornaments, woman’s face beauty and soft falling drapes of ‘sokay’ headcloth. For the
ethnographers, the ‘sokay’ headcloth was a clear example of the folk art genius. Some of
them consider that it was a development of the aristocratic women’s head ornaments that
were used by the Bulgarian noble women and they were even called ‘a crown in the cottage’.
Others see in it the typical for the national costume headcloths with paddings which lend
dignity to the married woman.

Undoubtedly, the most impressive part of the costume from the village of Bozhentsi is the
head cover called ‘sokay’. It formed a wood oval padding made of beech tree and wrapped
in hemp cloth and was put vertically on the rear part of the head. Hair was enveloped in a red
headcloth under it and above it they put more than 2m long rectangular cotton cloth with silk
open-work embroidery at the two ends which covered the padding, breasts and shoulders of
the woman. They put a heavy metal jewellery on the head called ‘krazhilo’ (curve-piece), silver
coin strings called ‘peleshki’, chin-piece, earrings called ‘arpalii’ and over-ear pendents called
‘smokcheta’.

The first wearing of ‘sokaya’, a gorgeous and shining decoration for the time, was an event.
On aritual, performed in a Wednesday after the wedding ceremony, the bride-maid, who must
have had living parents and mother-in-law, put the ‘sokay’ on the bride. It was considered that
each woman, even an ugly one, may have been made beautiful when wearing ‘sokay’. People
believed that woman having a ‘sokay’ on was protected from pochudi (the evil eye). She
couldn’t have been under a spell. The ‘sokay’ kept the health, youth and beauty of a married
woman. In some villages, long time after the woman stopped wearing ‘sokay’ and put on an
ordinary headcloth, after the wedding people say that “they will doll the bride’s ‘sokay’ up”.
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The married woman in the village of Bozhentsi had to wear sokay every day. It was believed
that when a woman went out without it on her head the village was in danger — either the cattle
would die or a hailstorm would devastate the fields. Only the husband could see this wife
without the sokay. She even couldn’t afford to appear in front of her close relatives at home
without it because it meant that she was naked. She wasn't allowed to light the fire at home
without a sokay on her head because it was believed that the house would be deserted.

It was father-in-law’s obligation to buy the ornaments to the sokay. It sometimes happened
that the poor borrowed sokay for the wedding ceremony but they had to give it back until the
first Easter after the wedding. They were obliged to buy the ornaments for the young married
woman because she had to go out with her own one after that Easter. In the middle of the 19"
century the additional jewellery to the headcloth cost 500 to 800 grosha, which was a wallet
and a half; at that time a wallet could hold 500 grosha. Cheep or expensive, each father-in-law
was obliged to welcome the bride at home in an appropriate manner.

In the village of Bozhentsi a woman had the sokay on ‘till her heart is young'. There were
women who stopped wearing it after they gave birth to several children and some had it on to
a ripe old age. In Gabrovo, the sokay was an inseparable part of clothing till 1814. A prayer
book owned by “St. Trinity” church in Gabrovo and printed in Moscow is the source from which
we learn that among the other events that happened within the period 1801 — 1816, in 1814
“they took the sokay headcloth from to women so as not to wear them.”

Today this prohibition seems strange to us. But the church has always been against the richly
decorated garments and jewellery as they considered them a sign of sinful thoughts and
haughtiness. Some prayers in villages after Liberation of Bulgaria pointed out more rational
reason against sokay headcloth: its long ends that reached the sukman chemises blew up the
candles... There were other reason, economic ones — sokay jewellery was quite expensive
and men considered them moonlight. It happened that some most respected leaders in the
village prohibited wearing it. The official Turkish authorities were also against it. When they
permitted a clock tower to be built in the town of Tryavna they set a condition for women not
to wear sokay. This written prohibition was built in the tower foundations. This prohibition
was applied only to the women in town. It was hardly a coincidence that the women in the
neighbouring settlements and cottages continued wearing sokay to the end of 19" century.
Mrkvicka managed to paint his model from the village of Bozhentsi in sokay. Sokay headcloth
is a complex composition consisting of wooden padding, metal jewellery decorated with
coloured glass pieces or precious stones, a long white headcloth having embroidered edges
with fringes. Although the mother-in-law had to provide with the metal jewellery it was young
girl’s duty to make the embroidery as a future bride’s ornament. Young unmarried women
made the embroidery in solitude hidden from sight because they were afraid of not only the
evil spirits but they also wanted to impress the others with their beautiful embroidery on their
wedding day.

* Kk K

It is interesting to discuss some of the messages implied in the ornaments typical for Bulgaria
embroidery. | would analyze a debatable symbol as an example. Swastika has a long and
contradictive story. Perhaps swastika dates from the late Neolithic period as an image. It
occurs in modern day cultures of different counties - from India, China, ancient Egypt and
Persia to Europe and it has a general meaning, i.e. it brings luck. In fact, the word derives
from the combination of two Sanskrit words: ‘su’” meaning ‘good, well’ and ‘asti’ meaning ‘to
be’. Even nowadays swastika is incised everywhere — on the temple doors, in every house
on the clothes with which the holy books are covered and on burial shrouds. This symbol is
a repetition of the cross sign which Christians make when they see somebody off in order to
wish luck and God’s protection. Many traditional ornaments based on swastika sign can be
seen in many European and Asian nationalities. Woven in carpets and cloths, embroidered on
clothes, incised on pottery, books and house walls; engraved on pendants or arms, swastika
has always existed in everyday life since ancient times.

Swastika can be rarely met as an embroidery element. Still, it exists on national costumes in
Sofia, Vidin and Lovech regions. It is applied on the bosom part and the sleeves of the shirt,
i.e. these parts of the dress composition that denote ‘upper’ position. This position completely
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corresponds to the idea implied in ornaments in Bulgarian folk culture as a symbol of the Sun.
Swastka’s bent arms of the cross-shaped figure denotes the Sun’s movement and rotation
of nature and human society. There is a Bulgarian belief that the Sun moves while riding a
horse or deer. These animals are assumed to be also symbols of the Sun. Often personified
as a man named Rayko, the Sun lives at the end of the world in a gold palace from which he
gets out in the morning, then goes round the world and gets back exhausted in the evening.
His old mother, hidden behind the door, waits for him because he is hungry and angry after
the long way he had passed. According to different legends the Sun is sad because during
the day he saw how two brothers robbed their father’s property and didn’t take care of their
mother or because he lost a bet with a hero outraced him on his horse race. According to
folk songs while going round the earth the Sun notices a very beautiful young woman, called
Grazdanka or Dobrinka, who sits on the porch and embroiders. He is charmed by her beauty
and following his love he wants to marry her and to invite all the animals to his wedding. The
hedgehog, worried by Sun’s decision warns him that after the wedding the young couple will
have a lot of new suns and the earth will die. The Sun changed his mind and the wedding
didn’t occur.

The Sun has its holidays in our folk calendar such as the day of the winter solstice, Christmas
and the day of summer solstice, Midsummer holiday. The Christian myth of the young God’s
birth on the eve of Christmas bears several ancient elements that have pagan root notions
of giving birth to the new, the young Sun at that moment — celestial luminary that gives light,
warmth and life. The summer sun’s holiday that is attached to the day of the birth of St,
John the Baptist (24" June) is also a day dedicated to the cult for the Sun typical of Europe.
Bulgarians believed that on this day the Sun flickers, plays, turns around and heads for the
Earth. These ideas were visualized by the embroidered swastika that shows the way of the
celestial luminary. On this day the young unmarried and newly married women meet the
sunrise at the meadows round the village and predict the future by their shadows. Usually
these predictions refer to health during the year. All people bathe in rivers and spring because
they believed that the Sun had bathed there before. To give more power to the tired Sun of
the middle of the year, people light big bonfires and jump over them to have good health and
to scare insects. There is an old ritual where all the fireplaces were put out in order to light a
new fire and this new fire had the power of a home guardian.

Itis a common Bulgarian tradition to pick herbs on the eve of Midsummer because it is believed
that at this time they have the greatest healing power. That is why herbs are widely used
in the therapeutic practices. All people from the village go through a wreath of Midsummer
Day flowers and herbs in other to be healthy and live long years. Special power has lady’s
bedstraw, called ‘enyovche’ in Bulgarian, which was picked that night. Its usage is universal. It
is put into the water with which they wash the new-born babies so as not to suffer poliomyelitis;
harvesters put it round their waists as not to suffer pain; women put it in chest to protect the
clothes from moths.

As a symbol of the Sun and the annual cycle, swastika exists logically in the embroidery of
Bulgarians. It is applied in the two variations — with left-facing and right-facing arms. It can be
assumed that clockwise left-facing arms of the swastika demonstrates the daily and annual
cycles, day and night, winter and summer alternations. The left-facing swastika bears some
other meaning in Bulgarian culture. In other to realize it we should refer to some phenomena
in the ceremonial life of our nation. Old healers consider that the so called ‘left water’ brings a
specific curative power. It is taken from a whirlpool with water flowing on the left or upstream of
a spring. Other ritual practices associate left direction with the woman, non-married women or
with the world of the dead. When and why the left- facing swastika was embroidered has not
been examined yet. There should be examined particular examples where these embroidery
figures exists and it should be considered the social status of the person wearing similar
garment; what the cause is — casual or formal; who embroidered the garment etc. All these
things are important to find out the ornamental meaning of the circumstances. Very interesting
is the version of swastika having just one arm. It can be seen embroidered on collars, neck
openings and wrist bands on men and women’s shirts and on women’s headcloths. This
S-shaped ornament, similar to other embroidered figures can be a half part of swastika and
also waits for its researcher.
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In spite of the difficult riddle which the embroidered swastika submits, the Bulgarian woman
chose exactly that figure in order to communicate the message to the others — people and
gods. We can just guess whether the movement of the swastika hands down the sadness of
youth and beauty transition, but its austere symmetry of figure full with the tension of rush for
circular motion holds the hope of renewal and revival that give people new lease of life.

There is a great diversity of figures of birds embroidered on chemises. Although these figures
are highly stylized they depict known species — peacocks, hens, ducks and cranes. Little
girls didn’t wear chemises with such embroideries on them. After the age of puberty they had
that right. The chemise of the newly married woman had the biggest roosters. In North-East
Bulgaria, at ‘kapantsi’ ethic group, the bride’s chemise was embroidered with ‘cock brides’
and the ornament ‘three saints cocks’ was embroidered on the chemises of breastfeeding
mothers. It was positioned on the breast part and this place of putting this embroidery can
clearly explain the motivation of its creation and the idea implied in its embroidering. When
making parallels in embroidery art of the Chuvash people related to old Bulgarians, we reveal
a similar ornament called ‘keske’ by them, which means guard of breasts. They believed
that it had a preventive function and protected mother’s milk. It is very probable that the
Chuvash people implied the same idea in the embroidery on the breast part of the chemise.
As a support to this is the fact that women didn’t wear it before the wedding and it wasn't
embroidered on widow and old women’s chemises.

Very interesting is the interpretation of the frog in the Bulgarian embroidery as one of the
embroidered animals. It appeared on the breast part of the sukman. In older times women
used horizontally or diagonally located band of different colours (red, white, blue, brown), or
diamond motifs in three vertical rows. In the 1930s of 20th century the fashion of such type
of embroidery which presents a rectangular field with inserted star- and diamond-shaped
ornaments was imposed all over. They were contoured in black thread and filled in yellow
with small emphasis of white, read and brown threads. This composition is typical of Elhovo
sukman (South-East Bulgaria) and is considered its loan-pattern. It is said that a woman,
named Marichka, was to first to introduce that pattern to Elhovo. Everybody liked it and the
pattern was used on the costumes. So today, when women recall the memory of this garment
adorned with this embroidery, they call it Marichka’s sukman.

The front breast part of sukman was embroidered with woolen, silk (home-made) and linen
(manufactured) threads. Traditionally the embroidery was applied on the fabric for the sukman,
but some women, more extravagant ones, made embroideries on a separate velvet piece of
cloth and then attached it to the garment. The technique of this process includes straight
stitch, cross stitch and long stitch.

Embroidering is strictly ritualized. The front part of the sukman was embroidered during Lent
before the day of Virgin Mary and it was made exactly for five days. The connection of process
with the Holy Mother is not made by accident. She is the one who takes care of women and
helps them with their initiatives. At this time the summer working-bees started — places where
young unmarried women not only span and embroidered but also shared their love dreams in
songs and tales. Moreover, Virgin Mary, according to people’s belief, was always at the place
when a woman gave birth to a child and protected her, and the embroidery on the front part
of the chemise had the main role to protect mother’s breasts and milk through the symbols
implied in the embroidery itself.

Among the numerous embroideries in the composition on the front upper part of Sakar
sukman, the frog plays an important role. According to legend, when Virgin Mary gave birth to
her son, Jesus, she didn’t like him at first. All animals went to her in order to comfort her. The
frog came last carrying her small frog with it. It was looking at her frog baby with such a loving
care that Virgin Mary, ashamed by frog’s love to her own child, hugged Jesus. Then the frog
was blessed for the love to its child. It was also blessed not to be subject to mortality and not
to decompose after death. According to another similar legend, the only animal that showed
compassion and gave pear soup to the woman in childbirth was the frog. That is why the frog
was given the holy blessing.

The folk tradition prohibits killing of frogs and claims that it is a sin. Old people associate the
frog with the underground moisture and according to folk concepts it brings water to the thirsty
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dead people. When hearing the first frog’s croak in spring all people were in a hurry to grab
money or a piece of bread in order to be rich and full during the year.

* k Kk

Each language has its own means of expressions. The art of translating is a very difficult
creative activity. Translating is a very difficult task when we have typologically different
languages. The satisfaction of gaining knowledge deserves the efforts. It broadens not only
our knowledge but also enriches our feelings and emotions. Understanding the messages
of the ancient times is a stimulus for national and local pride; it is a source of knowledge of
universal human values and identity. For all of them we should speak in the languages we use
in order to bring down these messages to future generations.
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CJIOBECTHOCTTA U
CaVKa Ha ODJIBKNOTO
- Oener 3a
NOEHTVHHOCT

Mirella Decheva
Institute for Ethnology and Folklor Study with Ethnographic Museum
at Bulgarian Academy of Sciences

O6neknoTo e NbpBUSAT, BU3yarneH 6ener, KONTO NpeacTass YoBeka. CBMKHaNM cMe fja MUCIUM
3a Hero kato 3a noTpebHocT. To € n HeobxoaNMOCT, U Bb3MOXHOCT 3a BbHLUHA M3siBa Ha
BbTPELUHOTO HM camoonpeaeneHue. [lopn B CbBPEMUETO, 3a KOETO € XapakTepHa 6bp3ata
(exxerogHa unu gopu Ce30HHa) MPOMSHA Ha MOOHW NWHUK, TO e cBoeobpasHa “BU3MTHA
KapTu4yka” 3a 4YoBeKa, KOATO u3gaBa M OEMOHCTpUpA HeroBata MAEHTUYHOCT. [JHEC BaXKHO
couuMarHo 3HadeHue uma Apec koda, a B MMHArNoTo OOneknoto e 6uno 3Hak U CMMBON 3a
nomn, Bb3pacT, Npodecusi, penurno3Ha MPUHAANEXHOCT, CEMENHO MONOXEeHNe, coumaneH
ctatyc. Cnopepg ectetute, 06neknoTo e hopma 1 3HaK, MPOMSHa U NOTBbPXAEHNE, CBbP3aHU
C KanpusnTe Ha onpefernieHa Moga, Ha KosiTo TO ce NoguuHsiBa. [uHamukaTa npv cmsiHata
" cnegBa un ce obycnass OT PUTMUTE Ha MKOHOMWYECKOTO WM WMOEONOrMYECKOTO pasBUTUE
Ha obLiecTBoTo. [puabpXKarikn ce KbM Tasn KOHCTaTauusi, ICTOPUKBLT Ha HpasuTe Eayapn
dykc ponbnea, Ye «ModaTa e He Apyro, a npunaraHe Ha ugeana 3a usnyecka kpacota B
npakTukaTa Ha BcekugHesueto» (Pykc, 1999, 149).

MHoOronoco4HMTe CMUCMOBM BPB3KM Ha OONEKNOTO B >KMBOTA Ha xopaTa, MPOBOKMpaT
€THOMO3WTe Aa ro u3creasar kaTo onpegensiia napagvrma B eTHOKyNTypHaTa XxapakTepmcTuka
Ha AageHa obLLHOCT, CbOTHOCUMMA MO CBOsiTa 3Ha4YMMOCT ¢ e3nka. Okasea ce, Ye 0bneknoTo e
KyNTYPHUAT ABOMHUK Ha YOBEKa, HEroBOTO BTOPO “A3” B cucTemaTta Ha MaTepuarnHute BeLum.
OT egHa cTpaHa, TO € OCHOBEH nokasarten B ono3uumuTe “cBon-uyxa’; “Hue-gpyrute”, Kosito
€ OCHOBHa 3a eTHONorusATa, a ot gpyra - To € BCeobLMAT MHPOPMAaLIMOHEH 3HaK 3a YOBEKa 1
rpynaTa, kbM KOATO Tov npuHaanexu (Le Goff J., 1977: 147-161).

B Apexata ce akymynupa WHopMauus 3a OTHOLUEHWETO NpuUpoAa-KynTypa, KaKTo B
rnoGanHuTe My U3MEpPEHMs], Taka U B KOHKPETHOTO YOBELLKO MPUCHLCTBUE. PazuutaHeTo Ha
Tasn MHGopMaLMs Nokasea Kak Kynrtypara BULOM3MEHS MPUPOLHOTO TAMO U ro NOAYMHSABA -
Ha coBGcTBEHUTE CU 3akoHW. KaTo HenH cyGekT, YoBeK NpoekTupa B Apexarta cebe cu, 3aeaHo
C Lienus KOMMEKC OT ETHUYECKM XapaKTEPUCTMKM, KOUTO ca My MPUCHLLM U KOUTO TOW criedsa.
O6neknoTo e BuaMMaTa UAEHTUYHOCT, KOSITO NPaBM SCHU JIMYHOCTHUTE U FPYMNOBY OTHOLLIEHNS!
Yypes 3HaKkoBaTa CY ONpPeLEeneHoCT.

PasrnegaHo B uctopudeckn nnaH 00neknoTo Hocu cneunduka, KoOATO oTpassiBa OCHOBHMU
nepunoamn OT CbLLECTBYBAHETO U pa3BUTUETO Ha eTHOCA. TO € HenocpeacTBEHO CBbP3aHO ChC:

— CTeneHTa Ha pa3BuTne Ha MKOHOMUKaTa,
— CTPYyKTypaTta Ha coumanHuTe OTHOLLEeHUNA

— 0C0BEeHOCTUTE Ha NPUPOAHO-Teorpadckarta cpeaa, B KOSITO XMBEAT notpebutenute my.
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Ha Tasu Gasa, opexute (poKycupaT eTHUYECKM OBLLOTO M CreLnpUYHOTO, CbXpaHsBanku
nokasHuTe 0cob6eHOCTU U BapuaHTU Ha KynTypara.

Bb3moxHOCTUTE 3a aHanM3 1 UNCTpauMs Ha CbLUHOCTHM NPOLECcH M eTann OT XUBOoTa
Ha 06LLeCTBOTO Ypes3 pasBos U CbCTOSHMETO Ha OBNEeKnoTo ca HaTpynanu ronsma HayvHa
6ubnnoteka. ETHonoruata B Bbnrapusa pasrmexga gpexata KaTo CbLUHOCTEH hakT oT
KynTypaTa Ha eTHoca B UCTOPMYECKU U coumaneH nnadH. 3a ToBa, NOCTynaT B HaykaTta e,
Ye 0bneknoTo e onpefensiwia napagurma B €THOKYNTypHaTa XapakTepucTvka Ha gageHa
OOLLIHOCT.

Tean npeaBapuTenHy Genexkn odepTaBaT TEOPETUYHATA paMKa Ha HaCTOSILLIOTO U3NOXKEHUE.
HeroBuaT dookyc ob6ade e BbpXy ,NpeBoaa” Ha e3vka Ha 0brneknoTo, xapakTepHo 3a 6bnrapuTe
Ha crioBeceH (BepbaneH) u pa3bupaem 3a OHELLIHUS YOBEK e3uK. I3BeCTHO e, Ye 6e3nncmeHnTe
apxau4Hu Hapoau, ,3anuceat’ CBOWTE MWUTOBE B M300paxeHus n npegmetu. BusyanHuar
UM €3MK € KOHCEPBAaTMBEH, HO CbLUO Taka, MO3BOMNsBa CbLUECTBYBAaHETO Ha efHa U cbluya
Tema B pasnunyHu BapuaHTu. 10 TO3M Ha4yMH TOW ce NpeBpbLLa B aKTMBHA CaMOCTOSITENHA
CUCTEMA, @ HEe CaMO B HA4MH 3a WIOCTPaLMs Ha yCTHUA Hapatie (MapasoB 1992: 7). Tasu
cucTeMa Npoab/Kaea Aa Xusee 1 B TpaaNUMOHHUTE (OOMHAYCTpManHuTe) obwecTsa, KoMTo
nMaT cBosi NMMCMeHOCT. [Npu Gbnrapute, Makap n ¢ otcnabealla cuna Ha CBosATa JNIeKCMKa U
ceMaHTuKa, Tol e XuB Ao cpefaTta Ha 20 B.

EgHo ot anVI6yTVIBHMTe KayecTBa Ha TO3M e3uK €, Ye MHopMaumsiTa, KoATo ce Bb3npmema
€ N3USno afgekBaTHa Ha BrioXeHaTa. ToBa O3Ha4daBa, Ye BCEKU, KOWTO ,roBOpPU” TO3U €3UK,
3aeHO CbC BCUYKM YNEHOBE Ha OBLHOCTTA, KbM KOSITO TON npuHagnexu, pa36V|pa nblHaTa,
BMNOXeHa 1 nspaseHa 4Ypes Hero nHpopmaums.

OT Tasu no3uvuus, cb3gaTenuTe M HocuTenute Ha ObArapckoto HapogHo obnekno ca
,MOCBETEHN”", 3a pasnunka OT BCUYKN HAC, ,MOAepHUTE” Xopa, KOUTO M3NoBaABaMe pasnuyHa
MAeonorvs 1 crefgsame pasnuyHn LEHHOCTY OT HalwmMTe Aeau. VIMeHHo Tyk ce nosiBsBa MbpBara
TPYAHOCT MpW MpeBoAda: AOKOMKO TOYHO WM MBbIHO MOXeM Aa npedageMm MHdopmauusTa,
HoceHa oT 6bMrapckoTo HapoaHo 06nekno? [JoKonKo agekBaTeH € MPEeBOAbLT, KOWTO NpaBum?

Ycunusita B Ta3m nocoka ca HaTpynanu ronsimva HayvHa éubnuoteka B Bbnrapus. MpobnemsT
3a Obnrapckoto HapogHO 06Mnekno ce MocTaBs WM pa3BuMBa B roAMHWUTE, NapanernHo ¢
pa3BuTUETO Ha Gbnrapckara eTHorpacdusa/eTHonorus. Owe Ha 27. IX. 1837 r. cnasucTa KOpuia
BeHenvH, B 3HamMeHMTOTO ¢ NMCMO A0 Obnrapckms Bb3poXAeHcku geeu Bacun Anpunos
BKITIOYBA M3y4aBaHETO Ha ,pasHU KOCTIOMW C Ha3BaHUSATa UM~ cpef OCHOBHUTE MYHKTOBE Ha
cBosiTa eTHorpadcko-gonknopHa nporpama (Togopos 1989:71). BbnrapckusAT Bb3poXaAEHCKN
neyar cucTemMaTM4HO ornacs anenu 3a cebuparencka pabora. [leceTku yuutenu, cBeLleHnum,
XKMBOMUCLM 1 podontobum 3ano4BaT HaTpynBaHETO Ha aKTONOrMyeH maTepvan BbB BpeMe,
KoraTto 6bnrapuTe HAMaT CBOS AbpXKaea, a ca B paMkuTe Ha OcmaHckata umnepus.

Cnep OcBoboxaeHneto Ha bbnrapusa (1878 r) 3anovBa MHCTUTYLMOHANHOTO pa3BuTue
Ha M3yyaBaHETO Ha Obnrapckara HapogHa kyntypa u npe3 1889 r. B lNporpamHa crtatua
»3a 3HAYEeHMEeTO M 3afjavata Ha Obnrapckata eTHorpadgms” VeaH LUuwmaHoB u3TbKBa
HeobxogumocTTa OT cbbupaHe M OnMcBaHe Ha HapoOHWTE HOCWUW, KOETO Ce MpeBpblia B
OCHOBHa 3afadva npen akagemuyHata eTHonorus. Tasu 3ajada, C pasfnuyeH UHTEH3UTET,
ce u3nbrHsiBa M 0o AHec. [naBeH 06eKT Ha Te3n Mpoy4YBaHWsl € KOCTIOMbBbT Ha CErickoTo
HaceneHue, KaTo NPOAYKT Ha efHa arpapHa Mo CBOSI XapakTep Kyntypa. Tasu TeHaeHuus
obema ronsiMa 4acT OT ycunusitTa Ha M3crnegoBaTenuTe U B pesynTaT HaykaTta pasnonara c
NnbTHA KapTUHaTa Ha 6brapckoTo HapoaHO 0BneKNo BbB BCEKMN €AWH OT HEFOBUTE AeTalnu.
OcHoBHa pons B T031 NpoLeC MmaTt My3enHuTe cneunanuct B bbnrapusa. PernoHanHute m
rioKanHu Npoy4BaHNsi Ha KOCTIOMa ca rMaBHO TAXHO Aeno.

HaTpynaHute 3HaHMsA NO3BONSBAT Aa Ce onuTBame Aa pa3yeTeMm ,e3nka Ha obrneknoTto”, Taka
KaKTO ro ,FOBOPAT” U ,Auwiat” HawuTe Aean. 3a pasqntaHeTo My NpMBAMYaM KakTo AaHHM 3a
cTuna Ha 6bNrapckoTo HapodHO 0bMekno, Taka ¥ NPMMEPU OT HAaPOAHWU MPUKAa3KK, pUTyarnHu
npakTukv n obpeaun, NpakTMKyBaHu B cemelHa cpefa. Llenta e aa ce paskpuve 103m ,npeBeaeH
TEKCT” KaTo xapaKTepeH MeTof 3a yTBbpXA4aBaHe Ha HaunoHanHaTa MAeHTUYHOCT B noKaneH
W HaumoHaneH mawab.
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Bbnrapckoto HapogHoO 06rekno e n3Bop Ha 3HaHWS 3a MUHANOTO U Ha HaLMOHanHa ropaocTt
3a TBOPYECKUSA rEHUN Ha HawwuTe npeaun. B HeroBaTa kpacoTa ca CKpUTU TaiHU 3HAYEHWS U
nocnaHus, M3BECTHN caMo Ha noceeTeHuTe. PakT e, Ye CMIOMHSANKM C CTapaTa HOCUS, XKeHUTe
paskasart: “Kat egHo Bpeme Hsima Aa Buauvw Beve. XKeHute xybasu — ceetexa!” N HauctuHa
ceemeam Te3N XeHu, korato obrnekar crapaTa cW, cKbTaHa B paknarta, e4HOBpeMcka
npemMmsiHa n BuHarn npopoHsar: “[pemeHux ce.” 3acnyxaBa cu fa ce BUAAT U rpenHanuTe,
nogmnaaeHu c NoBeYe OT NOMOBWH BEK, 04X HA TEXHUTE “OSA0BLM” — BbPHaNu ce B MragocTTa
cu, Moxe b1 Ha XopoTo, KbAETO BCe “XyOaB Hapof - XXeHWUTE HanoneHun, KaTocaHu, KaTo Ye ca
npamatapHuual”

3a pa pasragaeM NOCnaHUeTo, CKPUTO B 0BNeKnoTo, 3agbimkuTenHo Tpabea aa pasrnegave
Tasnm Hocusa OT 6nm3o0, Oa HagHMKHEM B AywaTa Ha xopaTa, KOUTO ca S Cb3danv u
obnuuyanu ¢ JocToMHCTBO. HapoaHaTta Bsipa n puTyarnHa npakTuka HatoBapBaTt obneknoto
C WU3KIIOYUTENHO BaxkHa MUCUsi — Aa Obae ABOMHMK Ha YoBeka. 3a TOBa, OT U3TErNSIHETO
Ha HULLKaTa M NPennUTaHeTo W B TbKaH 4O YLIMBAHETO W yKpacsiBaHETO, HocusiTa Ouna
3aabIKeHWE Ha xeHaTa. NogobHo Ha BUoNornMYHOTO paxaaHe, Ta buna AnbxHa Aa cb3gage
W ThXOecTBeHaTa KynTypHa dhopma Ha YoBeka. B Ta3n Hopma ce kpuen Abnbok MUTONorM4eH
CMMCBI - Cb34aBaHETO Ha ApexaTa MoBTapsno MbpBUS TBOPYECKM aKT 3a Cb3gaBaHe Ha
cBeTa. B cBatbeHna obpen vMa cneumaneH putyan, KOMTO MNaaoXKeHUUTE U3BbpLUBaNu B
MbpBUS IEH OT CbBMECTHUS CM XUBOT. Byrnkarta cagana Ha npara Ha JoMa C XypKa, BpeTeHO
1 Kbaens BbiHa. M3npaBeH o Hes, MnagoXeHeUbT 3anoysan npegeHeTo Ha Aebena Huwwka,
a Ta npogbirKaBana crneq Hero U3NpuaaHeTo Ha kbaensita. Ton s nutan: ,KakeBo npegeLy,
Oynka?”, a Ta otroBapsna: ,lpeaa neben gom!”

O6neknoTo CbMbTCTBANO Gb/rapuHa B LIENUs My 3eMeH MbT — OT ftonkaTa 4o rpoba. Hocusta
My ce NMpOMeHsNa B CbOTBETCTBMUE C Bb3pacTTa, nosa, CEMelHusi ctaTyc 1 rm oTpassisana ¢
Buaumn Genesu. Mogata, B No3HaTus 1 HEC CMUCHI1, HE € CBOWCTBEHA 3a TpaANLIMOHHOTO
ob6nekno. 3a Hapoga ToBa 06nekno 6Guno gageHocT, dopMupaHa OT AeauTe, KOSITO He
TpsibBa ga ce MpOMeHs1 ApacTUYHO. ECTecTBEHOTO YOBELLKO KenaHwe 3a YHUKanHoOCT ce
3a40BoMnABano ¢ npueunernsita Aa obnedew gpexa, CbOTBETCTBaLLA Ha COGCTBEHNS CTaTyC
B 00LLECTBOTO.

BbnrapckvsaT HapoA4eH KOCTIOM CbLLUECTBYBa B MHOTOGPOMHM BapuaHTW. BbB BCekn paiioH,
0PN OTAENHO Ceno, HOCKsITa ce OTNMYaBa CbC CBOS creuundmka, TBOPYECKU npedyneHa ot
XY[OXEeCTBEHOTO [apoBaHune Ha cb3gaTtenute cu. HesaBucuMo OT Buaa Ha ropHaTa apexa,
HaBCAKbAE MO BbArapckuTe 3eMu, XeHuTe obnuyanu abnra Ao netute, 6ana pusa. Ta 6una
nosHaTa NOBCEMECTHO Moj, TOBa HaMMeHOoBaHWe, ¢ U3knioveHne Ha 3anagHa v KOrosanagHa
Bbnrapusi, KbOETo A HapUYanm KoLyns.

Hali-lumpoko pasnpoctpaHeHaTa ropHa apexa, obnuyaHa Hag pusara, € CykKMaHbT. Tor 6un
nosHat B 3anagHa, lOxHa n MN3touHa Bbnrapus, kakto n Hakou cenvwa B Mana Asus m
Becapabus, kbaeTo xumBeenu 6bnrapn. O6GMKHOBEHO CyKMaHbBbT € BbiHEH, 60s4MncaH B YepHO,
HO CbLUECTByBa CMOMEH 3@ 3efleHU N YepBeHWU CykMaHu, a B CoduiAcKo Te ca TbMHOCUHM.
Han-4ecto cykMaHbT € Ge3pbkaBHa Apexa, HO Ce cpellaT M CyKMaHu C pbkaBu OO0 Haf
naktute (KiocteHguncko, CamoKOBCKO), a 3a Hsikom o6pasum ot kpast Ha XIX go cpepata
Ha XX B., AeKOpUpaHn ¢ onawku (TECHW UBWLM, CMyCKaLLM Ce OT pameHaTta) ce npegrnornara,
Yye ca HacregHuUM Ha CTapuHHM Opexu C ObArv OO kuTkata pbkaBu. [MaseBata e cemnbn
npopes, oBanHa uspeska unm B 600, Han-4ecTo ykpaceHa C BE3MO, LUMPWUTU, CbpMa UNn
maHucTa. MNMonuTte Ha cykmaHa ca 6orato AekopupaHu C BE3MO, pPasHOLBETHM annukaumu,
rantaH. Pu3ata KbM CyKMaHEHMs1 KOCTIOM € OT TyHMKOOOpaseH Tun C ueHTpaneH nasBeH
paspes, LWMPOKM pbKaBu, NpaBu NpegHuua U rpb0, HapuyaHm ot Hapoda Madku unn cmax (nNo
pasmepa Ha LsnoTo MraTHO, CBaneHo OT CTaHa) 1 pa3LMpeHn Ypes TpaneLoBuaHN KInHOBe
nonu. BesbeHaTta i ykpaca, CbCcpefoToyeHa no nonuTe 1 pbkaenTe, OCTaBeHa Ha nokas u3nog
CyKkmaHa, Aonbrea obLarta KoMNo3unumsa Ha KocTioMa.

BTopusiT Mo pasnpocTpaHeHWe TWM HApOAEeH >XEHCKM KOCTIOM — ABYNPECTUIYeHus, e
xapakTepeH 3a CesepHa Bbnrapus — ot TuMowko npes usna Musus go CeBepo-M3TouHa
Bbnrapusi.Pu3ata npu Hero e oT Tuna Ha 6bpyaHkama — ¢ Habop OKOMo BpaTta U JOSHUSA
Kpall Ha pbkaBuTe, HO Ce cpeLuaT U KOCTIOMM peLleHn ¢ TyHukoobpasHa pusa (Mpecnascko,
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Hoeonasapcko). Besbata npu GbpyaHkata € cbCpefoToveHa Mo naseata M pbkaBuTe U
Hocu cneuudmkata Ha MeKUTE HIOAHCU Ha YEPBEHOTO MMM CTPOrOCTTa Ha TbMHOKAMSIBOTO.
Han Hes xeHuTe 3anacBanu ABe MPeCTUnKM — MNpedHa W 3aHa, HapuvaHa OpbYHUK,
8BLJ/IHEHUK, MbKMeHUK. 3agHaTta npecturka e 6orato opHaMeHTMpaHa ole npu TbKaHeTo
W OOMBbMAHUTENHO oboraTteHa C MBULM OT YEPBEHO MMM YEpHO Kaaude, CbPMEHU LUMPUTU
n navetn. B CeseposanagHa un LleHTpanHa ceBepHa Bbnrapus 1 € HagunmneHa Ha CUTHU
nnucera, a Ha U3TOK NOTbMHSIBA U Ce CTECHSIBa.

3a lOrosanagHute u KOrousToyHM Gbnrapckym 3eMu e xapakTepeH KOCTIOM, CbCTaBeH OT
TYHMKOOGpasHa p13a 1 ropHa apexa — casi. Ta NoBTaps KpolikaTa Ha CykMaHa, HO e paspsisaaHa
no usnata npedHuua. B Hsikon paiioHu casiTa e kKbca A0 cpeaaTta Ha 6edpoTo, B Apyrv —
Abnra Jo rneseHuTe; cpellar ce Ge3pbkaBHM cau, HO U TakvMBa C PbKaBW [0 NaKTUTe UK
kuTknTe. CneundmyHa ocobeHocT Ha casiTa B MuprHcka MakegoHusi u CTpanaxa, Hanpumep,
e GenusaT 1 LBSAT, KOWTO ce MpuemMa 3a CUIypHO [0Ka3aTerncTBO 3a CTapUHHUS Mpou3xod Ha
[apexarta; B XacKoBCKO, ACEHOBIpaacko n YupnaHcko T8 e m3paboTeHa OT TbKaH Ha UBMLMY
WM KBagpaTtu, a B No-HOBO Bpeme B briaroesrpaacko v Moueaenyescko oT kagude.

HesaBncumo OT BuAa Ha ropHaTta gpexa, 6bnrapkarta ycnsiana ga cbyetae obrneknorto B
cTuneH koctioM. MaHogunbm (6sin NEHEH CyKMaH) Ha LUOMKUHATA KOKETHO pasnepsan nonuv
HaJ pu3a C MITbTHO M3Be3aHNn pbkaBu. KanaHkuTe (kamaHyu - eTHorpadpcka rpyna, xueeeLla
B CeBepounsToyHa bbnrapus) otnyckanu pusarta oTnpes Hag npecTunkara, cnope MecrHara
.MoaHa” TeHaeHuus. B CeBeposanagHuTte 6bnrapcku 3emMu 3agHarta npecturnka buna kbca
00 Hap KONMeHeTe U XXeHaTta A 3anacsBarna Bbpxy Abfira 4o netute pusa. B N3touHa Benrapus
YKEHCKUTE OBE NPECTUNKMN OUINKN TECHN U NITBLTHO 00rpbLLany Tanoto. YKeHnte ot KasaHnbLUKO
n EnxoBcko annukupanu cykMaHa C KOMpuHa U cbpma, a B Hskon CTpangKaHCKM cena —
n3eesBanu ¢ BbJHa. MbxknsaT kocTiom B CeBepHa bbnrapust 6un npeammHo B 65 UBAT, 3a
pasnuka oT YepHOOPELUHUSA B LIEHTpanH1Te U 3TOYHM pamoHuU.

AHMMMYaHuHBLT PobBbPT Yoni, KOWTO uman Bb3MOXHOCTTa fa Buau 6bnrapckoto obnekno
npe3 1827 r., otbensassa, Ye TO € ,CNPETHATO, YACTO U yAoOHO” — eqHO TOYHO HabnoaeHve,
KOETO n3gaBa ocCHoBHaTa PyHKUMst Ha GbnrapckuTe Hocun — Aa ca yaooHU B AEMHUK U MPa3HKK.
BbnHeHaTa ThkaH npegna3ssana ot cTyaa 31Me, a KOHOMEHOTO U NaMy4HO NnaTHo, MonMBano
Brarata npes ropelimTe NeTHNW Meceun. Te CbxpaHsBany TANOTO 34paBO Mpes3 4eTvpute
Ce30Ha, xapakTepHu 3a Obnrapckus knumart. CTerHaTtaTa C KornaH B KpbCTa Apexa nogabpana
cHaraTa, a LUMPOKUTE pbkaeW, nassa v nonu ocBoboxaaBanv ABWXEHWsTa Ha TsanoTto. o
BpeMe Ha paboTa, B HAKOM paniOHU, XXEHUTE 3anacBanv Hag pu3arta camo efHa npecTturka.
Opyrage (cenvwarta B nonute Ha CTtapa nnaHuHa) npes NAToTo Te obnmyanu ABynpecTunyeH
KOCTIOM, a npe3 3uMHUTE Meceun — cykMmaHeH. B lNetpuyko, 3a paboTta Ha noneTo xeHuTe
3anpsTany nonute Ha casita Hasag 1 Harope kaTto kpune. B CTtpaHopxa 3anpstany nonute Ha
BTOPUS1 CyKMaH M3LSANO Harope v r ornacsanu OKomno KpbeTa cu. 3abpaBeHUsT HAKOralleH,
BEPOSITHO YMCTO YTUNMTapeH CMUCHI, HE Nonpeyun Ha Gbnrapkarta ga cbobpasu ykpacara
Ha gpexaTa € TO3U HayMH 3a HOCEHE W, KaTo s pa3nonarana no obparHaTta cTpaHa Ha nonure.

O6neknoTo No3BoNsABanNo C eQHakBa NekoTa Aa ce npesuBa rpbb Ha HMBaTa M Ja Ce CUTHU
Ha XOpoTo. YKpacaTa oT Be3ama, CbpMa, Nanetu, MaHUCTa; MHOrobpoMHUTE HAKUTU; CIIOXHUTE
Sa6pa)K,anl/|F|, KUTKMUTE OT CYXMN N CBEXWU LBETHA 3aBbpLUuBanun 06LLI,VIF| BUO Ha KOCTHOMA, KOWTO
noayeprtaBan NIM4YHOCTTA, NpuUBNnYan nornega Ha oKoJIHUTe U yaoBneTBopsBani USUCKBaHUATa
Ha uan eavH Hapopg.

3a crapute 6bnrapu 06neknoTo umano AbLnboK, HeOTAENUM, HO pas3nuUyeH OT YTUNUTapHNUS
cmucen. To He camo npegnasBano YOBELIKOTO TAMO OT CTyAd, Nek, Bnara. To He camo
paskpacsiBano YoBeka B JenHWKa W npasHuka. B 6bnrapckara Tpaguuus To 6uno kop 3a
O3Ha4yaBaHe Ha YoBellKaTa npupopga. BCblUHOCT, MOKpMBaKM YOBELLKOTO TSAMO Apexata
KOHCTpyMparna HeroB ABOWMHWK, KOUTO paBHO3HAYHO ro 3amecTBarn. Kato kyntypHa o6BuBKka Ha
TAnoTo (6bNrapckoTo Hapo4HO 0BNEKI0 Ha-4eCTOo Ce Hapu4a HOCUs, T.€. HOCU Ce A0 TANOTO),
ApexaTa cbnbTcTBana 6b/rapyHa oT nionkata Ao rpoba v ro oTnuyasana oT 3aobukansaLms
ro npupogdeH cBsiT. CbC CBOSITa KOMMO3ULMS U yKpaca TS Mapkupana v MscToTo My cpef
octaHanute xopa. bbnrapckoto TpaaMUMOHHO OOLLECTBO MMarno CBOW Habop OT Apexu,
Cb3JafieHn OT mpegunTe M 3a TOBa CMSATAHW 3a CBATU U HEW3MEHHU. TAXHOTO CbyeTaBaHe
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o003Ha4yaBano TO4YHO onpefeneHo TAMO chnopen nofa, Bb3pactTa, CeMenHUs CTaTyc,
MKOHOMUNYECKOTO NoJoXeHune.

Cb3gaBaHeTo Ha obrneknoto 6uno gencreve C AbNOOKO MUTOMOMMYEH Xapaktep — TO
NOBTapsiNo MbpBMS TBOPYECKU aKT MO OpraHU3MpaHeTo Ha Xxaoca B KOCMOC, Ha npupoparta
B KynTypa. CBeLLEeHHMAT akT No CbTBOpsSIBAaHe Ha ob6MNeknoTo 6un CbNpoBOoAeH C peauua
NpakTUKK, KOUTO onpeaensnu gobpaTta cbaba Ha YoBeKa, 3a KOWTO TO € npedHasHa4yeHo.
HenocpeacTteeHo npegun 3anoyBaHe Ha pabota ce Gnarocnaes: Cbc 30pase da ce Hocu!;
C ma3su pu3sa/Opexa 0a ocmapeli, 0a rnobeneli! CelleHoOENCTBUETO Ce OTOENsisaBa U C
mMonuTBa: fna, 6oxe, MOMoXu, mu Hanpex, Hue nodupe!l. KpoeHe Ha HOBa Apexa cTaBaso
3a4bIKUTENHO NPY U3rpeB cibHLUe. PermameHTupaHo 6uno To3u AeH Aa e, koraTto ce HadeBa
MeceUbT, 3a Ja BbPBAT Hanpen paboTtata n KbCMETLT Ha YoBeka. BHuMaBano ce nyHara
[a He e Ha pascun, 3a [a He ce pa3cure X1BOTa W KbCMeTa Ha 4oBeka. Ha crtapa, nbHa
MeceudMHa He ce LUMenu Apexu, 3a Aa He Ce CBbPLUUN (Hamb/IHU, U3MbIIHU) )XUBOTa Ha TO3M,
3a Koroto Te 6unu npegHasHaveHu. XKennte 3anovsany M3paboTBaHETO Ha HOBa Apexa Ha
[o6bp OeH - NOHedernHuK, cpsifa M YeTBbPTHK, HAkbAe (JIOBELKO) M MeThK, HO B HUKAKbLB
Cryyan BbB BTOPHWK, KOWTO € HECMOPHUK, CbboTa — OeH Ha Mbpmeume 1 HeAens — rpasHuK,
koraTto He ce paboTtu ot nounT kbM [ocnoa n Ceeta Hepens. TabyunsmpaHn 3a nspaboresaHe
Ha apexu 6unu Boriyume npasHuyu (12 aHun ot lMNMetkoBaeH (14 oktomepu) Ao QumuTtpoBaeH
(26 okTOoMBpWM), 3a Aa He ce OTBapPSAT YCTUTE Ha BLILMTE CpeLly XopaTa, KakTo HoXuuuTe,
KoraTto pexart nnarta. YlnBaHeTo Ha HoBa Apexa G1rno cbnpoBOAEHO OT MbIHO MblYaHue, 3a
[a He ce 3alune yMbT Ha TO3U, 3a KOroTO TS CE MPUroTBS.

[lpexu Ha 1B YOBEK He Ce OCTaBsANM Ha OTKPUTO U3BHLH KblliaTa cried 3anes CiibHLEe UK Nog
3Be3auTe, 3a [a He ' AOKOCHAaT 3MMTe CUiM Ha Mpaka W [a HaBpeasT Ha npuTexatens UM.
MpoTnB ypOKM HOBMTE ApEXHM Ce OnyLUBarnv Ha OrbH UMM ce HaTpyBanu c YeckbH. MNMpuypoyaceaHe
n3rapsnu 4YacT OT gpexaTta Ha ypoyacaHusi, 3a aa usropaT 6onectrta. [lpexata (pusata) Ha
ooneH YOBEK, KaTo Heros ,EI,BOVIHVIK, noemana HeraTUBHUTE XapakKTepUCTUKU Ha 6onHoTO TANO
B neyebHua obpen. 3a ToBa, YeCTO BMeCTO Ha GonHus ce Gaeno vnu npenveana oTBapa
oT GUNKK caMo BbpXy Heroea Apexa. Kato npaBuno T8 ce M3XBbprisiiia U3BbH KynTypHOTO
MPOCTPAHCTBO Ha COLMyMa — B ropa, Ha KpbCTOMbT, NPU as3mMo, Ha MYCTO MACTO UMW BbpXY
Henno4HoO AbPBO (3a Aa He ce nnoau GonectTa), a NeKyBaHUSAT YoBek obrnmyan HoBa/uncTa
p13a, KOSITO My HOCW 34paBe U HOB XXMBOT. HKOI He B3emarn Te3n Apexu, KakTo U KoaTo 1 Aa
€ HamepeHa gpexa, OT cTpax Aa He xBaHe 6onect. Crnen MbpBUsS enunNenTUYeH nNpunagbk,
apexuTe Ha BornHua ce nsrapany unu 3akonasanu Ha kpbctonbT. Cnen 40-4HEBHO NeveHne
Ha enunencus, gpexuTe Ha 60MHNA ce OCTaBSANM CbLUO Ha KPBCTOMBT U Ce 3aTUcKkanm ¢ Konak
(xns6), cneumnanHo NPUroTBEH 3a YMUITOCTUBSIBaHE Ha bonecTTa.

CbHyBaHeTo Ha ron YoBeK Obhrapute Bb3npuemany Kato curypHa npokoba 3a cmbpT. 3a
[a ce yrecHu U3NM3aHeTo Ha Ayllata Ha aroHM3upall YoBeK paskornyasanu (pasTBapsnu)
ApexuTte Ha ymupalms. Texka krnetsa cpelly 3apaBeTo U xuBoTa 6una: “fa He ce obneveLu
Hukora!”. Cnopeq 6bnrapckuss HapoaeH HakasaTerneH KoAeKC, BUMo ronam rpsax, ako xeHa,
KoraTo KpbluaBa [eTe CbKpaTh AbJhKMHaTa Ha NoBOos (OCykaHa BPbB, C KOSITO ce NpMBbLP3BaT
neneHunTe Ha 6eGeTo). Bsapeano ce, Ye Taka T € CbKpaTuna X1BoTa My.

[pexuTte nokpvBanu UAMNOTO YOBELLKO TAMO, KaTo OTKPUTK OCTasasnv caMmo NMLETO 1 LINATA,
pbueTe nog KATKUTE W B onpedenvHu criydam (B exedHEBMETO Npes NATOTO) cTbrnanara.
MpeanaseaHeTo Ha TAMOTO, KAKTO B MaTepuareH, Taka 1 B upauuoHaneH CMUCbLI — OT 3K
[yxoBe, Ypoku, 6onectn 6uno usBedeHoO M B €TUYHO-MoparHa HopMa: rpexota M cpamota
6uno aa ce Buau ,Meco”. XXeHuTe Kpuenu kocuTe cv nog 3abpaaku 4opu U Npea Han-6nmskute
CU B CEMEINCTBOTO — CBEKbP, CBEKbPBA, KyMOBe. EAMHCTBEHO CbMNpy3uTe UM MOXENWU Aa
BMOAT C OTKpUTA UNW pasnrneTeHa Koca B Hal-MHTUMHUTE MOMEHTU. PuanTe ce imenu gbnrm
[0 NeTuTe, 3a Ja He Ce BWKAAT XXEHCKUTe Kpaka. 3a nexycara (Mnaga pogunka go 40-s
[eH crieq paxgaHeTo) GUno HEMUCIIMMO Aa XOAu Jopu B aoMa 6e3 yopanu, 3aloTo BCUYKK
BApPBanu, Ye KbAeTo CTbMNU 6ocua i Kpak ,BCUYKO 13rapa” U TpeBa He HUKHE.

OTgenHuTe YacTy OT KOCTIOMA Ce CbOTHACSANM KbM CbOTBETHM YaCTu OT YOBELLKOTO TAMNO U
nedunHnpann Ypes NpocTpaHCTBEHN KOAOBE: rope - rnaea M CbOTBETHO CNopes nora Kannak
3a MbXa UMK Kbpna 3a XeHata; cpefa — NoAC U KonaH; aony - nonu npu XeHata v rawm
npu Mbxa. J19BO — ASCHO — oT6ena3BanM CEMeHOTO MONoXeHne: 0OMKHOBEHO MOMUTE U
epreHuTe ce Kn4enu ot ndaBata CTpaHa, a OMbXeHUTe — OT AACHaTa, Ha cBaTtba HeceMelHuTe
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JapsiBany BbpXy NSIBOTO paMo, a CEMeNHUTe — BbpXy ASICHOTO. Jliue : rpb6 — Mapkupanmu
06LLM 1 MHAMBUZYANHM YepTU Ha YoBeKa.

I'Ipeo6nmaneTo, CMdAHaTa Ha ApexaTta ce Bb3rnpuemarna 3a KateropudHa npomMdHa Ha YoBeka
B ApPYro ka4ecTtBo O6nuyaHeTo Ha HOBU Apexu ctaBarno B onpeaeneHn ot TpaauumaTa cryydan:

— Ha MpasHWK OT yBaXkeHWe KbM CBeTeua W npeguute BCUYKM Tpsibsano ga ca B HoBa
(uncTa) puasa;

— B ONpeaeneHy putyanu, korato HoBaTta Apexa ornpegernsisia HOBOTO Ka4eCTBO Ha YoBeka
B 00LecTBOTO (Npu paxaaHe, ceatba n norpebeHue;

— ne4vyebHUA 06pe,u,, KOrato HoBaTa Apexa gapsBana, cnopen BapBaHUATA, HOB XXMBOT.

— B MackapagHu uWrpu: cypsackapw, Kykepw, mxamanapu; B obuyan npu GetctBus —
Hanp. cywa — [Menepyda u lepmaH, NnpeobnuyaHeTo cTaBano B APEXy Ha ApYyrns non
Unu B crneumanHo n3paboTeHn Mackm 1 KOCTIOMU. 10 TO3M HaYMH pUTyanHO ce CMEeHsn
nona (TpaBecTusl) U YoBeKa NpemMuHaBan ycnewiHo onpegeneH NocBeTuTeneH obpsa.
Mpennonara ce, Ye TpaBecTUsiTa Ce OCHOBaBa Ha naesita 3a HOXeCTBEHOTO eQUHCTBO
(anaporvHHoCT, ToTanHocT, ABynonosocT). MpeobnuyaHeTo HoCeno naesTa 3a CBELLEHUSsI
Opak 1 Bb3NpOM3BOACTBOTO Ha poaa. PutyanHoTto npeobnuyaHe, HOCEHETO Ha Macku
WU Ha gpexu, obrne4yeHn HaoMmbKM MO3BOSMSABANO MO-NECHOTO NMPOHWKBaAHE B CBETA Ha
MBbPTBUTE NpeaLm.

OcobeHo MHTepecHW da 3HauuTe, KOUTO e3UKbT Ha ApexaTta Hocu. Kato HenocBeTeHu Heka
TPBIHEM 3aedHO C MbTellecTBeHnuuTe, CTurHanu 4o 6bnrapckute 3emMu No crapys PUMCKU
nbT npe3 benrpag n Codms go Llapurpaa. ToraBa moxeM Aa BUAMM 3a NpbB MbT 6BArpKn
Ha 30 centemBpu 1550 r. MNpe3 normena Ha BeHeagukT Kypunewwy. Buxme mornm ga vyem
KaK NaTUHCKMAT NpeBoAay Ha npateHuuuTe Ha Xabcbyprute 3a Myp nNpuv cynTaHa, Bb3auLia
no mMmHanarta cnaesa Ha Bwbnrapus npu Buaa Ha n3Be3aHuTe MM C KonpuHa pusn. 3aegHo
C Hero Guxme ce nopagBanu Ha rM3gaBoTo UM obrniekno. N He Buxme ce u3HeHaganu OT
nbnHoTO My egnHomucnue ¢ fllyu e K., 6apoH oo KopmaHeH, KOMTo NoYTM NOBTOPWN QymMuTe
MY HSIKOFKO FOAUHU NO-KbCHO. [MOKOpeHn OT MarvaTa Ha n3Be3aHoTo Gbrrapcko obnekno u
ABamara MbTellecTBEHULM KOHCTaTMpanu, Ye e NecHo Aa ce YCTaHOBM KOMNKO Pa3KoLLHO 6unm
obneyeHn 6bnrapute B cBobogHa bbnrapus u konko 6orata e 6una ctpaHaTa UM Toraea, no
MOKPUTUTE C LUEBULIM PEXM Ha XKeHUTe, MbXeTe 1 fdeuara.

C wmsknoymTenHo noctoAaHCTBO B nepuoga XV — XIX B. eBponenunTte pucysaT B nopTpeta Ha
Obnrapkara, KOCTIOM M3MbCTPEH C Be3ma. XapecBaHO unu He, 6e3cnopHo 6uno, Yye XeHCKOTo
obnekno rv BnevaTnsiga c ,pasHOOOPA3HOTO CU LWAPEHO WneHe”. [lopn CTPOor CbAHMK KaTo
AHTOH BpaHunMy — gunnomatvyecks npeactaBuTen Ha ABama Bnagetenu (PepauHaHg
| Xabcbypr n MakcumunusH Il) npuaHan, Yye pbkaBuTe W HarpbAaHaTa YacT Ha XEHCKUTe
pv3n GUNN U3NbLCTPEHU C ,KpacuBu pa3HoobpasHu 6poaepun”, a Oxune MmaneH abo Bysbek,
nog BnMusiHMe Ha Be3beHaTa ykpaca, Bb3KMMKHamM, Ye HocusiTa Ha Obnrapckute XeHu e
3abenexuTenHa.

B HaykaTa OHeC € N3ACHEHO, Ye B KyNTypuUTe OT apXxanyeH 1 TPaguLMOHEH TUM, YKpacsaBaHETO
He cbllecTByBano camo 3a cebe cu. To BuHarm GMNoO npedvyneHo npe3 muvpornega u
counanHuTe B3auUMOOTHOLLUEHWS Ha xopaTta. Ykpacata wuspassBana o606LeHVW TexHu
npeacrtasu 1 BapeaHus. U ako obneknoTto 6mno HatoBapeHo Aa o6e3neyuu ananora Ha YoBeka
C npupopata 4pe3 npakTn4ecknTe Cn KadyecTtea, TO AEeKOpPaATUBHUTE eleMeHTU B Hero nMmanu
Apyrn 3HadeHuns. CosTta ,yTUNUTapHOCT” T€ Hamupanu B CbObPXaHMETO, KOETO HapoAbLT
Bnaran B TaXx. CeTuBHO-oOpasHaTa npupoga Ha OpHaMeHTa npeBpbliana Lesuuata oT
yKpaca BbB BMOMM 3HaK C AbNOOK MUTOMOIMMYEH U coumaneH cMuchbi. VimeHHo Ton AaBan
npaBso 3a NPUCLCTBME Ha yKkpacara.

Bwvnrapkata Hapuyana weswuuara ,niuc” unu ,nucmo”. [lopun gHec, ctapuTe Be3avkun obsicHABAT,
Ye Be3MOTO 3a TAX € MMaro CbLLOTO 3Ha4YeHWe, KakTo 3a CbBPEMEHHNSI YOBEK MMCMEHOCTTA.
Bcsaka yepTtnyka n purypa B HEro MManu TOYHO onpegeneHo 3HadeHve. Te Gunu nosHatn
AymMy 1 pasu, KOUTO U3pa3sBanm BaXKHU 3a YoBeka noHATus. LLlesnuata pagsana odute, HO
1 BbMNHyBana yma. T 6una BceobLy, MHPOPMaLMOHEH 3HAK 3a OTAENMHNS YOBEK U rpynara, Kbm
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KOSITO TOM NpUHaanexu. YMcTo 3HakoBUAT N ,AparMaTtu3bM” onpasgasan HeyTUNUTapHOTO M
OT CbBpeMEHHa rneaHa TouKa NPUCbCTBUE B ObrapckoTo HapoaHO obrekso.

3a xeHuTe AHec, WeBnuaTa e Tpy40oeMKO 3aHUMaHWe, KOeTo OTHeEMa MHOTo BpeMe. BesaHeTo
€ CaMO NPEeCTWXXHO UNu cTpaHHO xobu. 3a Hawwute 6abwu, To egBa nu e Guno no-necHa
paboTta, owe nosede, Ye e 6MNo 3agbrmkeHne. N3Be3BaHeTo Ha obneknata obaye, e 6uno
CTUMYNMpaHO OT Apyra, pasnuyHa OT Halwarta moTuauus. Cuna 3a Tasu OeVHOCT XeHuTe
ca Yyepnenu ot ,paskasa’ Ha LieBuUaTa, BObXHOBEHME — OT KpacuMBUTE M3pasHU cpeacTsa,
a y[ooBNETBOPEHUETO € uaBasno, KoraTto rperiBanu B HoBUTE cu npemsiHn. W oule Hewo
MHOrO Ba)HO — B LWeBMUaTa Obnrapkata kpuena cBouTe ,KeHCkn” TanHu! [JoKONKoTo cme
HEMNoCBETEHM B TAX, AHEC PUCKyBaMe [a He M pa3ragaeM HambiHO. Bb3MOXHO €, TOYHO KaKTo
YyXXOEHUUTe-NbTELECTBEHULM Aa BUAMM CaMO KpacoTaTa Ha LieBuuarta unv olle no-3ne,
CKPYMObO3HO a Ce CbIMacuMM C HAKOM OT TAX, Ye T8 e ,CMEeLIHO nspaboteHa”. 3acnyxaea
cv Ja ce onutame Aa s norfneaHeM ¢ ounTe Ha 6bnrapkata. Camo Taka, noBeye no nbTsa Ha
riorukata Ha pectaBpupaHeTo, GUxme MOrmv a pasdyeTem 3aragbyHuTe 1 MocnaHus.

AKO ce BbpHEM Ha 3aMnMCKUTE Ha EBPOMNENCKNTE MbTELLECTBEHULY, LLIE MPOYETEM 3@ MHTEPECHA
WHTpWra, cry4Bana ce Mexay TSX U XEHW OT pas3fnunyHu Kpauwa Ha 6bnrapckute 3emu. He
eVH NbTELLECTBEHUK peLlaBan ga ce Nnoxeanu ¢ (pMHUTE CU KONPUHEHW PU3X, HO HUKOW He
ycnan aa sneyatnu 6bnrapkute. MNMpes XVI B. Bawnas Bpatucnas gopwu vy, 4e HeroBaTa pusa
e ,pocTta”, 3awoTo buna HenseesaHa. C HeJoyMeHWe To nNpuaHan, Ye 6bnrapkute xapecsar
noseve cobcTBeHUTE cu rpybu, HO GpoaupaHn pusn, OTKOMKOTO W3SALLUHUTE €BPONENCKM
obnekna. XXennTe gaxe ce yuyyasanu, ye GnaropogHu rocrnoga morart ga HOCHAT nodo6Hw,
HeyKpaceHu ¢ Be3ba, Apexu.

He 3Haenu, a moxe 6u 1 3a 4o6po, YyxaeHUnTe, Ye 3a Gbnrapute Te ca pasnuUYHN He camo
Mo 31K U HpaB, HO U Ha MbPBO MSACTO C BUANMUS cu Bener — HenssesaHuTe puan. Teau puan
HOCenu 3Haka Ha Bb3MOXHaTa OMacHOCT, Ha YyXA0TO NoceraTencTeo U 3rnoxenaTenHocT. 3a
6bnrapckiTe HapogHW NpeacTaBu BCsika Bell cTaBana ,Joseluka” u 6esonacHa easa cnepq
KaTo ce opHamMeHTupa. 3a ToBa v weBwnUaTa buna npucblia camo Ha YoBeka. ObutatenuTe Ha
HEYCBOEHOTO, Yy>KO0TO U OMacHO MPOCTPaHCTBO He npuTexasanu To3n bener. Camogusute,
cnopes HapodHOTO BsipBaHe, 6unu obneveHn B Oenv nNpemeHW, 3a pasnuka OT XeHuTe,
YMWATO gpexmn Ounu n3sesaHu, NucaHn 1 wapeHu. NpokNATMETO BbPXY CamMOauBUTE TErHEno
rnopaau nMYHUst UM U3Gop Aa He crnasBaT 3aKoHMTE Ha O6LLeCTBOTO. Te He ce 3aHMMaBanu ¢
~KEHCKN” paboTu: npen npeneHe, TbKaHe M LUMEHEe, NPeanoYnTany e3garta Ha KOHe U eneHu,
G,EI,I/IHOGODCTBOTO, B KOETO Mepunun cunm ¢ MbXxete n CprIBOJ'IHOTO nosegeHne aa paxaar
Aeua 6e3 cemeictBo. Moxe 6w 3a ToBa, YeCTO CaMOAMBCKUTE pu3n Gbnrapute Hapudanm
,Mpo3padHn’. HapogHaTta oueHka ce u3passiBana B Ha3BaHUATA, C KOWUTO MM Hapuyanu:
2580/1emo, 3/1UHU, 00SI8KU, B0HKAWHU.

CamoamBute, KOPEHHO Pas3fIMYHKN MO CBOSITA CbLUHOCT OT XXEHUTE B COLMYMa, Ce OTnM4aBanm
ypes BuaMmMms bener — HemssesaHuTe pusn. Jluncara Ha KynTypHa rpaHumLa no Tax — weeuuara,
cpoasiBana camMoAMBCKOTO OGMEKNo ¢ NTUYMTE OAeXau — nepecty u kpunatu. bvrrapute
BApBanun, 4e BCUYKM OEMOHUYHM CblleCTBa — 3MeAT, BaMNUpbT, MopaTa, MarbocHuuarta,
T. e. obuTarenuTe Ha ,Opyrua’ cBAT ce npeBpbliat B nTuun. Cpen TAX ce Hapexaana u
camMogumBara. V]HTepeCHO €, Ye Kpunete He ounm opraHu4Ha 4acT OT TAN0TO Ha caMmoamBaTa, a
caMmo JeTawn oT HelHoTo 0bnekno. Mona, cnopen 6bnrapuTe, camoguesata 6una 6e3nomolyHa
3a JeMOHMYHaTa C1 CbLLHOCT, a NpeobreyeHa B YOBELLKU Apexy ce NpeBpbLiana B HopmarnHa
)XeHa, nogBnacTHa Ha peda W 3akoHa. B MHoro necHu ce paskassa 3a Mfiaau toHauuM, KOUTO
ycnsiBat ga oTeBeAaT B JOMOBETE CY KpacuBM CaMOLMBM, 4a CKPUSIT CAMOAUBCKUTE UM ApEXU
1 NpeobneveHn aa rv oTBeaar nog BEHYUNO.

Hemucnnmo, criopea Tpaguumsta 6uno, xeHa fa usnese 6e3 n3sesaHa pusa npeg xopara.
CwmsTarno ce, 4e 6e3 BE3MO MO APEXWUTE CU, XeHaTa e Nowo obrieyeHa, BCUYKM Kassasw,
Ye e HeMbpnuBa 1M Mbpaenuea. Llesuuara — geno Ha XXeHCKOTO TBOPYECTBO, OTpassBana
KenaHna mMmogen 3a noBeaeHne Ha unaearnHarta XeHa. Ta npuyncnasana 6bnrapKaTa KbM
Kpbra Ha coB6CTBEHOTO OBLLECTBO M oYepTaBana nepuMeTbpa Ha JIMYHOTO, OMas3eHo criopes
MoparHuTe HOpMUTe, NpPOoCTPaHCTBO. Bes Lesula no HocuATa cu xeHaTa 6una yyxaa sa
cBeta, B KOMTo xuBee. 1o To3n HauuH LesuLaTa buna npesbpHaTa B rpaHnLA B KYNTYPHOTO
NPOCTPaHCTBO Ha Bbnrapkara.
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LLleBMuaTa e equH OT HA4YMHUTE 32 MapKMpaHe Ha YOBEKa M HEroBOTO MSACTO B counyma. Cnopes
Obnrapckata Tpaguumsa C Be3aHe ce 3aHMMmaBaT CaMo XeHuTe n To Jo cBaTbaTta, T.e. BbB
BepryHanHusa cun nepuog. M13paboTBaHeTo Ha LieBuLaTa KaTto BUA Xy[AOXKECTBEHO-TBOpYECKa
OENHOCT U3MCKBaNo AOCTUraHe Ha onpeneneHo HUBO B NpeaBapuTENHO YCBOEHNS coumarneH
onuT OoT MoMMyeTo. To TpsabBano Aa npuTexaBa CPbYHOCTM B TEXHUKaTa 3a obpaboTtka Ha
CypOBUTE MaTepvanu u ga no3Haea KadecTBaTa Ha pas3nnyHuTe BUOOBE TbKaTu. 3aegHo ¢
TOBa, TO TpsAbBano Aa No3HaBa XygoXeCTBEHOTO HAcneacTBo Ha obuHocTTa. M3paboTBaHeTo
Ha LWeBMLaTa U3MCKBano onpeaeneHa 3psanocT u gbnboynHa Ha eMounoHarnHuTe ycewaHus
1 Bb3MNprveMaHeTo Ha cBeTa. ,BesaHeTo e no-cnoxHa paboTa OT TbKaHEeTo, KOATO NCKa NoBeYe
yMeHue 1 ym” — paskasBar cTapuTe XeHu. ,KakTo eanH XyaoXKHUK B CBOUTE TBOPEHUSI U3nmea
CBOsiTa Aylla, Taka M BbB BE3MOTO Ha pu3aTa MoMaTta W3nvBa CBOMTE YyBCTBa, CBOSATa
Tbra, CBOsiTa paoCT, CBOMTe Me4TU” — pa3kasBa 3a LueBuLaTa naTpuapxbT Ha Gbnrapckara
eTHorpacdmsa OumuTtbp MapuHoB. MN3Be3ana cBosiTa cBatbeHa pu3a, KOATO € ¢ Hal-6orata
ykpaca, BCsika JeBovika Bede Guna rotoea 3a ryBsinHuLa 1 KnaHanHvua, T. €. 3a cbhpyra.

3a GbnrapuTte coumManvsaumsaTa Ha MOMUYETO Ce MapKupana oT 3 MOMEHTA: KPbLUEHNETO,
YCBOSIBAHETO Ha e3uka 1 BesaHeTo. Te ce ornacssar B NecHu, KOMTO ce Neenu no ceaeHkm®.

3auo e Taka? [lo BpeMeTo Ha 3anoyBaHe Ha 0By4YeHMEeTOo No Be3aHe, MOMWYETO € OLLE NONOBO
HeaudepeHUmMpaHo, 3a ToBa ka3BaT, Ye e B ,neneHn”. 3anoysankv Aa e LEeBULM, KOEeTOo
CbBnaja C MonoBOTO Cb3psiBaHe Ha AeBolikaTa, TO CTaBa MOMa 3a XEHEeHe U CUMBOSIMYHO
3acTaBa [0 BpaTaTa Ha GalLMHUs c1 AOM — OTMpaBHa ToYka KbM JoMa Ha 6bAeLLms CU ChIpyT.
3aBbplinna Besbara, AeBovikaTa e rotoBa 3a HOBUS CY CTaTyC Ha Cbhpyra n Manka.

CnepgoBartenHo, OT egHa CTpaHa, Be3aHeTo Genexu 3eaBbpLUBalLLMS €Tan BbB BepruHanHus
nepuop Ha eHaTta, a OT Apyra — YCMeLlHO MOMOXeHUst OT Hes U3NuT npen obLLecTBOTO;
M3NUT, KOWTO JoKa3Ba npemuHana uHuumaumsi. C NbpBUTE CU MOMUHCKN OPEXV AeBokaTa
nobveana npaBo Aa ce 3axBaHe Ha XOPOTO, KbAETO CTaBa 0OEKT Ha ornexagaHe oT LANoTo
06LLEeCcTBO B cenuLLeTo. 3a Te3n npasHNLM MOMUUTE KasBarnu: e rnegamMe 6ynku”, a TexHute
Mankn nsdupanun 6baelwmTe cn cHaxu. BaxkHocTTa Ha npoueca no cb3gaBaHe Ha LeBuUmMTe
onpeaenun U xpaHuTenHa aueTa 3a A4eBorikuTe. Mowasanm rv camo C LUMAKUTE OT KOKOLLKaTa,
3a ga wwuar gobpe...

MornegHaTo OT Apyr brbf, Be3daTa € YUCTO KEHCKUM Ha4YMH 3a MpuBIMYAHE Ha MbXa.
C nbcTpoTata M XMBOMMCHOCTTA CM LUeBMUAaTa MO XeHckaTa Hocusi Mapkupa, oTdenst u
noayepTtaBa NMMYHOCTTA Ha XeHaTa. Ta cbyeTaBa CMUCNOBUTE TEHAEHUMN Ha NpeacTaBuTe 3a
N1CMO 1 MbCTPOTA M C TAX NPMBMAMYa nornega — ,,Buka”, 3a aa 6bae 3abenssaxa. ,LLapeHata”,
T.e. M3NbCTPEHA C LUEBULUM OpPeEXa Ha XeHaTa u3gaBa YMCTO XKeHckaTa m3obpeTtarenHocT
B cneuncdunyHO XeHcka AerHocT. PasnonoxeHa no nasearta, NonuMte M pbkaBuTe Ha
apexaTta, Besbata 6enexu Knto4oBM MeCTa OT XKEHCKOTO TSSO M Ce NMpeBpbLla B CeKCyasHo-
npvenuyawlo ykpawenue. Cnopen egHa ,6nara” npukaska, Focnog noctaBui KynTypHUTE
rpaHMLM B XXEHCKOTO MPOCTPAHCTBO, KOUTO MBXbT TpsbBa ga npeogonee - MbpBO KUTKaTa
Ha yenoTo: ,Koi caka nMbpBO LWe ce XBbpnu da gokaunm kutkata!” (KpageHeTo Ha KUTKM e
OCHOBEH puTyan B npeabpayHoTo obulyBaHe); nocne — repaaHa; nocrne — naseara, Hakpas
— nosica. 'ocnoa Han ykasaHust 1 cebplMn GoxneTo Aeno, a 6bnrapkara npeasapuTenHo
3anarana cBosiTa ,MoMoL” 3a NapTHbOpPa CU B TPYAHOTO 3a Hero uanutaHue. Ta u3sessana
no nonuTe KOMMO3uUMS B OTBOPEH KPbl, HECBbpP3aH TOYHO OTNpPed, TaM KbAeTo OoTrope
nagana npectunkaTa. Hasag BbB BpeMeTo, oLle Ha 3-51 AeH OT pa)kgaHeTo Ha MOMUYEHLETO,
Bb3paCcTHUTE XEHW MOBAUranu kpaviiaTa Ha puskarta My, ,3a Aa My Bnese 4obpoTo”.

B nanedHata 1896 r. B ¢. BoxeHun, MabpoBcko Aowbn Mnag XygoXHUK — YyXaeHeL, KONTO
pucyBan B MECTHOTO yuunuiie. B pesynTaT ce nosBuna kaptuHara ,KeHa oT boxeHun” Ha
xyaoxHuka (AH Baunas) MBaH MbpkBuyka, 4ex no poxgeHue, HO OT Cbpue NpusaTen Ha

6 MaiiHo AbO, CTapa MaifHOABO — IIPOTOBAPSI MOMUYETO BEAHATA CACA KPBIICHETO,
I cranum pamo, 3apaHa,
Oxprnuma, mpenosuii,
Aait My uraa cpe6bpHa
U BACHM KOHEL KOIIPUHEH,
Ye aa ceaHa Kpaii MaAa Bpara,
Kpaii Bpara B rpaannka
M3 ym ursBe pa 3amuBama — c. Boitusroso, Kapaoscko.
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Bwvnrapusi, npekapan no-ronsmara 4YacT OT XMBOTa CM B Hawarta crtpaHa. Ouwle ToraBa My
6uno TpyaHO 4@ HaMepw B CENOTO XapakTepHUs 3a HOCUSATA HakuT 3a 3abpaxxaaHe — cokau,
HO XeHuTe ycnenu aa cbbepat MbieH KOMMIEKT Ha CTapuHHWUS CU KOCTOM. He cnyvaiiHo
MbpkBUYKa uckan 3a CBOS Mogen cokamHusa Hakut. o cteHonucute oT 1848-1849 r. B
npensepmneTo Ha MpeobpaXkeHCKUs MaHacTup ABe XeHu ca n3obpaseHn ¢ FabpoBcku cokail.
B cueHute Ha CTpallHns cbA B UbpKBaTta npu ¢. XoTHMLA, TbPHOBCKO, pUCyBaHM BEPOATHO
owe npe3 1830 . cbLO ca NpeacTaBeH XeHn cbe cokan. Cnopen u3KycTBoBeauTe, Tou e
CIOXET, KOMTO JaBa Bb3MOXHOCT Ha XyAOXHUKA A NpeacTaBu XxapMOHUsITa Mexay bnsicbka
Ha METITHUTE HaKNTK, KpacoTaTa Ha NMLETO U MeKUTe, Nagallm rbHKU Ha cokanHaTa 3abpagka.
3a eTHorpaduTe, cokaHoTO 3abpaxkaaHe e ApbK NPUMEP Ha HAapOOHWSA XyAOXKECTBEH reHUI.
Hskoun OT TAX cMmsATaT, Ye TO € NPOoAbIPKEHME Ha apUCTOKPaTUYHUTE OAMCKU yKpalleHus 3a
rnaea, U3non3saHu ot 6bnrapckute 6oNAPKM 1 JOPU IO HapuyarT ,,KOpOoHa B cenckara xmxa”.
Opyru, BwkaaT B HEro xapakTepHuTe 3a Obnrapckusi KOcTioM 3abpaxaaHusi C MoasoxkKy,
KOWUTO NpuaaBaT AOCTOMenne Ha OMbXXeHaTa XeHa.

BescnopHo e obadye, ye Haml-BnevaTnsABallo B HocusTa OT c. boxeHuu e 3abpaxgaHeTo,
HapuyaHo cokal. To ce odopmsANo OT enuncoBMaHa ObpBEHa MNOAMOXKA, u3ps3aHa ot
6yKOBO ObpBO U obBUTa C KOHOMEHO nnaTHO, KOATO Ce npuKpenana oTBeCHO B 3adHaTa 4YacT
Ha rnaBaTta. I'Io,q Hes KocuTe ce obBMBanu B YyepBeHa Kbpna, a Hag Hed ce NnocTtaBdAna Abnra
(noBeye oT 2 MeTpa) NpaBoObIbIIHA MamMy4YHa Kbpra C KONMPUHEHO aXypHO BE3MO B [iBaTa Kpas,
C KOSITO ce MoKpMBanu Nnoanoxkarta, MrpavMTe U pamMeHeTe Ha xeHaTa. Ha rmaeata ce noctaesin
N TEXbK METANeH HaKUT — KPBXUITO, HN30BE OT cPeBBLPHM MOHETU - NeneLlkun, noabpaaHuk,
obeumn apnanum n HagyLHN BUCYNKN, HApPUYaHW CMOKYema.

[MbpBOTO NOCTaBAHE Ha Cokas — paskolWeH U BbrisickaB 3a BPEMETO CU HakuT, Buno usno
cbbutne. Ha cneuvaneH puTyan, M3nbrfHABaH B cCpsga creg cearbarta, Kymarta, KOsiTo
3agbimkNTENHO TpabBano Aa O6bae CbC XMBM poauTEnM M CBEKbpBa, crnarana cokas Ha
oynkarta. CmaTano ce, 4e BCsika XXeHa, AOpU U Hal-HeKkpacuBaTa, MOXxe Aa ce pasxybasu ¢
Hero. Bcuuku BsipBanu, Ye eHa CbC COKal € 3alumMTeHa ot riovyou — ypoku. Hes 3i1u oyu He
s cturanu. CokasT nasen 3apaBeTo, MMagocTTa U KpacoTaTa Ha ceMeliHaTta XeHa. B Hsikou
cena, ob/ro BpeMe crieq kaTto npectaHanu Aa HoCcUsiT cokasi, npy 0OMKHOBEHOTO 3abpaxgaHe
Ha HeBecTaTa cnef ceatbarta ka3Banu: ,Lie rnacsit cokasi Ha bynkara”.

OwmbxeHaTa xeHa B ¢. boxeHum, TpabBano aa Hocu cokas Bceku AeH. Bsapsano ce, ye ako
XeHa nanese 6e3 cokar cenoTo e 3annalleHo oT ronama 6eaa — 1 [OOUTHK Lie n3mpe, s rpag
Wwe yaapu HusuTe. bes cokad camo cbnpyrbT MOXen Aa BUAM XeHa cu. T9 He ce nokassana
6e3 Hero gopuv npen Han-6nu3kMTe cu B Aoma, 3awoTo: ,Xan e usnsana 6e3 cokan, xanm e
nanasna rona!”. He no3sonsBanu Ha »xeHa 6e3 cokar Aa nanu orbHs B JOMAaLUHOTO OrHuLLe,
3a [1a He MU3racHe 1 onycTee KbliaTa.

KynyBaHeTo Ha HakuTuTe 3a cokas Ouno 3agbrxeHne Ha ceekbpa. Cnyysano ce, no-
6egHWTe Aa 3aemart cokanm 3a cBaTbeHus puTyan, Ho A0 NbpBus BennkageH cnep ceatbata
1 Te Bunmn ANbXHU Ja OCUIypsT HakuTa 3a MnajaTta HeBecTa, 3awoTo ToraBa Ta TpsbBano
[a narnese 3agbIDKUTENHO CbC cobCTBEH. KbM cpedaTta Ha XIX B. AOMbAHUTENHUTE HAKUTK
KbM 3abpaxpgaHeto ctpysany 500 — 800 rpolua, a TOBa CM € Lsno Kece v NonoBuHa, cnopeq
ToraBalLHaTa MsipKa - Kecus 3a CbxpaHeHue Ha napw, koato nobupana 500 rpowa. EBTHO —
CKbINO, BCEKN CBEKbP TpAbBano Aa nocpeLlHe HeeBecTata nogobasallo B JoMa Cu.

B c. BoxeHuun xeHaTa Hocena cokas ,40KaTo U € Mnago CcbpueTo”. MiMano »eHun, KouTo ro
OCTaBsANM crief Kato HaApOOAT HSKOMKO Aeua, a Apyrn ro Hocenu o Abnboka ctapoct. B
[abpoBo cokaw ce Hocen fo 1814 r. EguH ncantup, cobcTBeHOCT Ha UbpkeaTa ,Cs. Tpouua”
B MaGpoBo, HO neyaTaH B MockBa, € M3BOPBT, OT KOMTO Hay4yaBame nsmexay apyrmte cboutms
ctaHanu B nepuoga 1801 — 1816 r., ye: ,1814 gekemBp., BgUrHaxa ce cykamte OT XXeHuTe, aa
HW HOCSIT BEKe cykauTe”.

CTpaHHa narmexga aHec Tasun 3a6paHa. Ho ubpkBaTa BMHarn e 6una NPOTUB pPa3KoLUHUTE
obnekna n HakuTK KaTo n3pas Ha rpexoBHM MOMUCIIM N BUCOKOMeEpPUE. HAKoM cBELLEHHUUMN B
cenata cnea OcBoOOXAEHNETO U3THLKBANM no-paunoHanHa npuynHa cpelly cokad: abnirute
MYy Kpaulia, KOUTO BUCENN HaK OO0 NonnTe Ha CyKMaHa, racenun 3ananeHuTe CBeLUM... Wmano
W OpYyr1, YUCTO MKOHOMUYECKN MPUYUHU — COKaMHUTE HaKUTK ovnu TBbpAEe CKbMN N MbXEeTe
' cMmATann 3a ,,BFIT'bp" pa60Ta. Cnquano Ce celiCkute nbpBeHUM Aa mn3gagart caMoBOJTHO
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nonobHa 3abpaHa. MNpoTuB pas3koLHOTO 3abpaxaaHe 6unu 1 oduLmManHUTe TypckU BNacTy.
Korato paspewmnu B TpsiBHa Aa ce MOCTPOM Kyna C YaCOBHUK, YCOBUETO BUo xeHnTe aa
npecTaHaT Aa HOCAT cokaii. Ta3u nucMmeHa 3abpaHa 6una 3asugaHa B OCHOBWTE Ha KynaTta.
3abpaHata obaye ce oTHacsna camo 3a rpaga. B okonHuTe cena u konnbapcku cenviia,
XEHWUTe NpoAbkaBanu fa Abpxar Ha ToBa 3abpaxaaHe Jopu Ao kpasi Ha XIX B. n HecrnyyaiiHo
MbpkBMYKa ycnsan ga HapucyBa CBOSt MOAEN OT €. boxeHum cbe cokan.

CokalHoTo 3abpaxaaHe € COXHO KOMMO3MpaHO OT AbpBeHa MOAMNOoXKa, MEeTanHu HaKuTK,
YKpaceHu ¢ LUBETHU CTbKNa Unun bnaropogHu kambHK, Abira 6sina Kbpna ¢ NPULWUTY BE3aHK
KpawLua ¢ pecHu. Ml ako ocurypsiBaHeTo Ha MeTanHuTe bikyTa 61no 3agbikeHne Ha CBeKbpa,
TO BE3aHUTE Kpawiia Gunv 4eno Ha Bcsika AeBoiika, KOSITO M uspaboTtsana 3a 6baewms cm
HEBECTMHCKM HakuT. MomMuTe Wnenun Kpavwiata B YeAMHEHWE, CKPUTU OT YyXXAN O4YM, 3aLl0To
ce cTpaxyBaru OT noceratencTsaTa Ha 3nuTe cunu, a 1 3aLloTo uckanu Aa brnecHar Ha cBosTa
ceatba c Han-xybaBOTO BE3MO.

WHTepecHo e foa pasrnegame 1 HAKOW OT NMOCNaHWATa, BITIOXKEHN B OPHAMEHTUTE, XapakTepHu
3a Obnrapckara Be3ba. 3a npuMep Lie B3ema eavH cnopeH cumson. CBacTukaTa uma csosita
Abnra u npotuBopeyrBa uctopus. MosiBuna ce kaTto M3o6paxkeHwe Han-BeposTHO npes
KbCHUSI NaneonuT, T € pPa3npoCTpaHeHa B M3KYCTBOTO Ha Pas3nuyHu Hapoau — oT MHaus,
Kutan, apeseH Ervuneg v MNepcua po EBpona n nma obwoto 3HayeHne — Hocela KbCMET.
BcbLliHOCT, gymaTa cBacTvKka ce e pogurna OT CbYeTaBaHETO Ha [BE CAHCKPUTCKM oymm “cy”,
KOeTO 03Ha4aBa: ,npekpacen”, ,,006bp” 1 “actn” - “cbm”. C Heq ce noxenasa [obpo. U gocera
B |/|H,EWIF| Ce pucyBa CBacCTuKa HaBCAKbE: Ha BpaTUTe Ha XpamMoBeTE, BbB BCAKO XUIULLE,
BbPXY TbKaHWUTE, B KOMTO CE 3aBUBAT CBELLEHUTE TEKCTOBE M BbpXY norpebanHuTe NoKposu.
HaHacsHeTO Ha TO3u 3HaK NOBTapsi KPBbCTHUS 3HaK, KOWTO XPUCTUSIHUTE MpaBsiT, Hanpumep
n3npawianky HSKOro Ha MbT, 3a Aa My noxenaaT kbecMeT n boxusita 3akpuna. Cpen BCUYKu
Hapoau Ha EBpona n A3us ca n3BeCcTHN MHOXECTBO TpaAWLIMOHHU OPHAMEHTW Ha OCHoBaTa
Ha cBacTukaTta. MI3aTbkaHu BbpXy KUMMMM, NnaTtHa, TbKaHu; n3bpoaupaHn BbpXy obnekna;
M3nucaHn BbPXY CbOOBE, KHUMM U CTEHU Ha [AOMOBE; rpaBMpaHu BbpXy MedanvoHu Wmu
OpbXUe, CBAaCTUKM Ca CbNPOBOXAANM YOBEKA B €XXeQHEBMNETO OT APEBHOCTTa A0 AHEC.

B 6bnrapckaTta Be3beHa opHaMeHTMKa cBacTMKaTa ce cpelia psgko, HO TpalHO NpUChCTBa
B KocTiomute ot Codumicko, BuamHcko, Jlosewko. Ta ce npunara npu LIeBULUTE BbpXY
nassata U pbkaBWTE Ha pu3ata — T.e. Te3N YacTu Ha KOCTioMa, KoMTo Genexar nosuuusita
,rope”. Tasu HeliHa NO3NLIMSA HAaMbHO CbOTBETCTBA HA CbAbPXAHWETO, BMlaraHo B OpHaAMeHTa
B Obnrapckata KynTypa KaTo CMMBON Ha CIbHUETO, orpsisawio 3emsita. [MpedyneHute
paMeHe Ha KpbCTOBMAHATa ourypa cBacTvka OMPEKTHO M3gaBaT CITbHYEBOTO ABUXEHME U
KpbroBparta B npupogara 1 4YoBeLlKoTO obuiecTBo. 3a 6Gbnrapute CAbHUETO Ce ABWXM MO
HebOoCKMNoHa SXHarno KOH UMW eneH, KOUTO CbLLO Ce NpueMar 3a CITbHYeBM cMMBOnu. Yecto
nepcoHNMULMPaHO C MBbX, HOCeLl uMeTo Paliko, CITbHLETO XMBee HaKpaw CBeTa, B Mo3naTeH
OBOpELl, OT KONTO M3nM3a CyTpuH, 0bnkans CBeTa MU BeYep ce Bpblla yMOpPeHO. Tam ro yaka
HeroeaTa cTtapa Mavika, CKpuTa 3af Bpararta, 3awoTo TO € [MafgHO M CbpAUTO crep TeXKUs
cu 1 abnbr MbT. Cnopen pasnuyHy nereHan, To € ThXXHO M NeYyarnHo, 3alloTo e Buasano npes
AeHs kak ABama bpars, 3arpabear 6almMHOTO MMYLLECTBO M HE Ce rpuXkarT 3a CBOsATa Mawika
unu 3awoTo e 3arybuno obnor ¢ ronsim oHak, Hagbsiran ro ¢ koHs cun. OBUKHOBEHO, crnopea
HapoOHUTE NecHW, JokaTo obukans Hag 3emsita, CnbHUETO BUxAa YygHo xybaBa mMoma —
lpo3paHka mnu [o6purHKa, KOSTO ceau Ha Yepaak U Be3e CUTHWU Be3oBe. TO € oMasiHo OT
HeliHaTa KpacoTa M BOAEHO OT NoboBTa CY MCKa Aa BOWUMHE Texka cBatba, Ha KOATO KaHu
BCUYKW XXMBOTHU. TapanexbsbT obaye, pa3TpeBOXeH npeaynpexaasa, vye cnepq ceatbarta e
Ce poasAT MHOro HOBM CITbHLA M XUBOTBT Ha 3eMaATa e 3arnHe. Pa3aMmcnuno ce CrbHLUETO 1
cBatbaTa He ce cbCTodAMa. ..

CnbHUETO MMa CBOWUTE NpasHMUM B HApOAHUS KaneHaap: AEHST Ha 3MMHOTO CITbHLECTOEHE —
Konepa v AeHST Ha NATHOTO crbHUECTOeHe — EHbOBAEH. XPUCTUSIHCKUSIT MUT 3a paxaaHeTo
Ha Mnagusa Bor B HowTa cpewy Konega Hocu peavua APEBHU EMEMEHTU, KOUTO HOCAT
e314ecKunTe NpeacTaBm 3a paxaaHeTo Ha HOBOTO, Mnaao CNbHLE B TO3M MOMEHT - CBETUIOTO,
[aBallo CBETNWHA, TONMMHA U XUBOT. JIETHUAT CIbHYEB NPasHuK, NPUKPENeH KbM AeHs, B
KOITO ce oT6ensaBa poxaeHueTo Ha Ce. MoaH KpbcTuten (24 10HM), € 1 AeH, NOCBETeH Ha
CIMTbHYEBUSI KYIT, XapakTepeH 3a Lenusi eBponeinckn pernoH. bbnrapute Bspsart, Ye Ha TO3M
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[J€EH CNbHUETO TpenTw, urpae, 3aBbpTa Ce U Tpbrea KbM 3uMata. Te3u npeactaBu naeanHo
ce BuU3yanuaupat oT Be3beHNs1 OpHAMEHT CBaCTMKa, KOWTO MKCMpPa UMEHHO ABWKEHNETO Ha
HebecHoTO cBeTUno. Ha To3un AeH, MOMM U MIaau HEBECTU NOCPELLaT CMbHYEBUSI U3rPEB Ha
nMBagmMTe OKOSO CENOTO U radasT Mo csHKaTa Cu 3a 3apaBeTo cu npe3 roamHaTa. Beuuku ce
KbMSAT B PEKV M U3BOPM, KbAETO BAPBAT, Ye Npeaun Usrpesa ce e okbnano v cnbHueto. 3a aa
NOACWNAT YMOPEHOTO B cpefaTa Ha roauHaTta CrnbHUe, xopaTa nansiT ronemMy orHboBe, KOUTO
npeckadaT 3a 34paBe W NporoHBaHe Ha MHcekTU. CbluecTBYBa APEBEH puTyar, npu KOWTo
BCWYKW OrHULLA B JOMOBETE Ce U3racsiT, nanu ce HOB OFbH U C HEro Te ce 3arnansaT OTHOBO,
3a ja Mmart cunara Ha JoMalleH nasuTen.

O6wobbnrapcka e TpaguumsaTa B HowTa cpelly EHboBaoeH aa ce 6epat Gunku, 3a KOoUTo
ce BsipBa, Ye TOYHO B TO3M MOMEHT ca Hal-NekoBUTU. 3a TOBa M Te Ce U3MNon3BaT LUMPOKO B
HapoaHuTe nevyebHn npakTuku. Mpes BeHel OT eHbOBAEHCKM LIBETA U GUNKM ce nMpomyLLBaT
BCVYKM OT CENoTO — Aa ca 3apaBu U gbnronetHn. OcobeHa cuna uma Gunkata eHboBue,
OTKbCHaTa npe3 Tasu How,. YnoTtpebara v e yHuBpcanHa. OT Hero cnarat BbB BOAara, C KOATo
KbMNAT HOBOpOAEHUTE, 3a Aa He GonegyeaT OT AETCKM Mapanuy; ¢ Hero ob6BMBaT KpbCTa cu
XeTBapuTte, 3a Aa He v 60nu; eHbOBCKa KUTKa XKEHUTE cnarat B CaHObLUUTE cpeLly MOnuu.

KaTo cumBOn Ha CRbBbHLUETO M FOAMLLHMS KpbroBpaT, cBacTMKaTa JIOrMYHO MPUCHCTBA BLbB
Be3beHaTa opHaMeHTHKa Ha GbnrapuTe. Ta ce npunara v BbB ABaTa CbLLECTBYBaLUM BapuaHTa
— CbC 3aBUTW HAZSICHO W HansiBoO NpevyneHun pameHe. Moxe fa ce Npeanonoxu, vye 3asutarta
HagsCHO, MO MOCOKa Ha YacOBHMKOBOTO CTPErka, CBacTWKa M3daBa AHEBHWS W roAWLUEH
KpbroBpar; CMsiHaTa Ha AEeHs C HOLLTa, Ha 3uMata ¢ NnsToto. ,Jlseata” cBacTMka HOCMK Mo-
apyr cMucbn 6 6bnrapckarta kyntypa. 3a HeMHOTO pasunTaHe, 6u Tpsabeano fa ce oObpHEM
KbM OPYrn ABneHna oT pUtTyanHuda XnMBOT Ha Hapoada HuW. CTapVITe NIeYUTENKn cMaTaT, 4e T.
Hap. nsiBa Boga Hocu ocobeHa nevebHa curna. Ts ce HanuBa OT 3aBUT HaNsIBO BbPTOMN Ha
peka Unu e HansTa OoT U3BOP B MOCOKa, obpaTHa Ha TedeHUeTo. [pyrn puTyanHu npakTuku
CBbp3BaT NIABOTO C XXEHCKOTO Ha4ano, HeceMenHuTe Unu ceeTa Ha MbpTBUTE. Kora un 3aLo
ce u3Be3Ba 3aBWTa HaNsiIBO CBacTMKa B Obrrapckoto obnekno He e npoyyeHo gocera. bu
TpsAbBano Aa ce U3cneasaTt KOHKPETHU Cryyaun 3a U3nos3BaHe Ha YKpaceHu ¢ Takasa urypa
OPEexu 1 ce B3eMe Noj, BHUMaHWE KakbB € COLManHUAT cTaTyc Ha YoBeka, obnskbi nogobHa
Opexa, KakbB € NOBOABLT — EXXeAHEBEH UMM NpasHUYEH; KO € n3Be3an gpexara u npoyee Bce
Ba)kHW 3a pa3KpMBAHETO HA OPHAMEHTAasHUSl CMUCHI YCcroBus. IHTepeceH (nony)BapuaHT Ha
Tasun urypa ot caMmo efHo, NpeyvyrneHo paMo ChbLLO YECTO Ce cpella B LWEBUYHUTE hpr3oBe
Mo SIKW, MA3BM U MAHLLETN Ha XXEHCKM U MBXKKM PU3N U MO BE3Ma BbPXY XXEHCKM 3abpaku.
To3n ecoBuaeH opHameHT, Nogo6HO Ha apyrn Be3beHun durypu, 61 Mmorbn Aa 6bae NonoBuH
CBacTMKa U CbLUO Yaka CBOS ThiKyBaTen.

HesaBucrMO OT He fecHWTe 3aragku, KOUTO Mpeanara BesaHaTa cBacTuka, Gbfrapkarta
YyecTo M3bupa TOYHO Tasn durypa, 3a Oa npegage CBOETO MocrnaHWe KbM Apyrute — xopa
n Gorose. [Janu 4pes OBWXEHWETO, NpedaBaHO OT OpHaMeHTa cBacTuka, T He npegasa U
Tbrata cy OT MPeXoAHOCTTa Ha MNagocTTa U KpacoTaTta MOXEM CaMo Aa ragaem, Ho cTporaTa
CUMETPUYHOCT Ha dourypaTa, HacuTeHa C HanpeXeHWeTo OT YCTpeMa Ha KpbroBOTO ABWXEHME
HOCU U HafexzaTa 3a 06HOBNEeHUe U Bb3paxkaaHe, KOUTO NpoabiiKaBaT XUBOTa.

lonamo e pasHoobpasneTro oT NTuum urypun, nseessaHn Bbpxy puaute. Makap u cumHo
cxemaTtuavpaHu, Te oTpassiBanv no3HaTuTe BMOOBE — fayHume, KOKOWKume, ramkume,
ropdeykuHume anasu, xepbeume. MomuyeHuaTta He obnunyanu pusa, nssesaHa c Tax. Egsa
cnep nybeprteTa, AeBolkaTa umana Toea npaso. Pusata Ha mnagata HeBecTa buna c Hawi-
ronemMuTe netneTa, u3BesaHu 3agbiHKUTENHO CbC cBuna. B CeepomnstoyHa Bbrrapus, B
eTHorpadpckaTa rpyna kanaHyu, ¢ opHameHTa byrikume rnemrie, yKkpacsaBanm HEBECTUHCKUTE
pu3n, a OpHaMEHTBLT mpume ceemuyu remsnema ce Hocen OT MalkuTe — KbpMadku. Town
ce pasnonaran rno naseata Ha pu3ata M ToBa HEroBO MOSIOXEHWE MOXe Han-ACHO [a
n3pasm MoTMBaLMSATa 3a Cb3faBaHETO My W 3HAYEHWETO, BIIOXEHO B M3BE3BAHETO MY.
Mapanenu c LWIEeBMYHOTO M3KYCTBO Ha CPOAHWTE Ha cTapute Gbirapu yysalum, paskpusat
nogobeH opHaMEHT, KOMTO Te HapuyaT Kecke — CTpax Ha rpbara. Te BapBanu, ye TOM uman
npegoxpaHuTenHa yHKUMSA 1 3almTaBan ManyumHoTo MNnako. MHOro BeposTHO, KanaHuuTe
Braranu CbusS CMUCBLIT B LUEBMYHATa ykpaca, pasnonaraHa BbpxXy nassaTta Ha XeHckara
pusa. NoTBbpXXOEHNE HaMmMpame BbB (hakTa, Ye TOoW He ce Hocen npeawm ceartbara, a npwu
BAOBMLUM 1M Bb3PACTHU XeHW oTnagan oT ykpacaTta Ha pusaTa.
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WNHTepecHO e TbNKyBaHWETO Ha efHa XXMBOTMHCKa durypa B OGbnrapckata Besba — T1as3u Ha
Xabara. Ts ce nosBsiBa BbpXy NasBaTa Ha ropHarta gpexa cykmaH. B no-ctapo Bpeme ce
M3Mon3Bany KOMMO3WLMK OT XOPWU3OHTariHO WM OuaroHanHo pasnorfioKeHU pasHOLBETHU
(4epBeHo, 050, CUHLO, KadsiBO) MBMLUW, UM POMOUYHN MOTMBM B TpM OTBECHU peaa. Kbm
30-Te roanHu Ha 20 B. NOBCEMECTHO Ce HanoXxwuna mogara Ha nogobHO NPaBObLIBLIIHO Mone,
HO C BNUCaHu 3BE€340BUNAHM 1 pOMOMYHM OpHaMeHTH. Te ce ovepTaBaT — 0CHOB8asam - C YepeH
KOHEL, 1 3ambnBaT NPeAuMHO B XbNTO ¢ ApebHu akueHTn ot 650, YyepBeHo, kadsaso. Tasu
KoMnosuums e TunnyHa 3a Enxosckus cykmar (KOromatouHa benrapusi) n ce cmdATta 3a Heroea
3aemka. Paskasear, 4e xeHa Ha ume Mapuuka, nbpBa goHecna mogena ot Enxoeo, Ton ce
Xapecan Ha BCUYKM 1 Hanoxun B kocTioma. CnomMeH 3a )XeHaTta — eCTeT ocTaHan B Ha3BaHWETO,
C KOETO XEHWTe 40 OHEC CU CMIOMHST Apexarta, yKpaceHa ¢ Ta3u Be3ba - “MapuykuHa cykmaH”.

Ma3BuTe ce WKMAT C BbIIHEHM, KOMPUHEHM (OOMalUHWM) unu neHeHu (babpuyHKM) KOHUW.
TpagnumoHHO Be3baTa ce HaHacsA HampaBO BbpXy Nnara Ha CyKMaHa, HO HSKOMW JKEHW,
BEPOSATHO MO-EKCTpaBaraHTHUTE, LUMENN BbPXY OTAENHO KagudeHo napye nnar, KOeTo nocrne
NPUKPENanu KbM Na3eaTa. TexHuKaTa Ha u3nbiHeHne BKM4YBa 604 Kkpuea uzna — npae 6oa
BbPXY MOANOXEHA HWLWWIKA; KpbCmu — KpbcToBuAeH 6oa; dbnbe 604, KOWTO XeHuTe OT C.
YcTtpem obsicHABaT Taka: “npes ABe XXWMYKM nogriaram oT NSIBO Ha ASICHO M NoyBaM OT ASICHO
Ha NsBO Aa wus ce no ase.”

BesaHeTo e cTporo putyanuaupato. MNa3BaTta Ha cykMaHa ce ykpacsiBa npes3 nocTuTe npeau
[eHst Ha CeeTa Boropoguua u 1o TouHO 3a neT AHW. CBbp3BaHeTo Ha npoueca ¢ boxarta
Maiika He e cryyaliHo. Hanu vMeHHo TSt 64uM Haf XKeHWTe U noMara B TEXHUTE HauvHaHWs.
Mo bozopoduya 3anoYBany 1 NeTHUTE CEAsSHKM — MecTaTta, KbAeTO MOMUTE He CaMo npeaar
W LUKSAT, HO W CNoZensT ceouTe No6oBHK BrisiHoBe B necHu 1 pasaymku. M owe Hewo, Ceeta
Boropoauua, cnopes HapogHOTO BpBaHe, NPUCHCTBA Ha BCAKO paxkaaHe v NoKpoBUTesNcTBea
pOAUMKUTE, a LieBMLATa Mo nassata uMa BaxHaTa 3afada [a OXpaHsiBa eHckarta rpba 1 Aa
nasy MauMHOTO MIISIKO YpE3 CUMBOIIUTE, BNOXEHU B Hesl.

Cpea MHOrobpoliHMTe OpHaMEeHTW, BKIOYBAHW B LUEBUYHWTE KOMMO3WLMM MO nasBata Ha
Cakapckusi CykmaH, BaXKHO MSACTO 3aema xabuykama. Pa3kasBa ce nereHga, KoaTo paskpusa
cMmucbna Ha To3u opHameHT. Korato boropoauua pogmna cuHa cu Vicyc, H1Kkak He ro xapecana.
Bcnykn )MBOTHM Ce n3BbPBENN Aa S YCNOKOABAT, a Hakpas goLuna v xabarta, HoCelkn CBOeTo
Marko xabde. Ta ro rnmegana ¢ TakaBa HEXHOCT, Ye 3acpamMeHa OT HelHaTa ManymHa nobos,
Boropoaumua nperbpHana Mnagexeua. Ot Torasa, xxabarta 6una bnarocnoseHa 3a man4mHaTa
cu noboB., Aa He e NoABNacTHa Ha TNEHHOCTTa W cnep cMbpTTa Ccu (4a He ce pasnara, Aa
He ce Bmupucea). B gpyra, nogobHa nereHpga, eAUMHCTBEHA OT BCUMYKWM XKMBOTHM, abata
nposiBuna Munocbpave W HaxpaHuna pogurnkara C kpywoBa 4yopba, 3a KoeTo nomny4duna
cBeraTta bnarocnoswsi.

HapogHaTta Tpaguuusi 3abpaHsiBa yGuBaHeTO Ha xaba U ro 3akneriMsiBa KaTo PEXOBHO.
YXabata cTapuTe Xxopa CBbP3BaT C NoA3eMHaTa Brara v cropef HapoaHUTe NPeacTaBu TS HOCK
BOJa Ha oXagHenuTe MbpTbBLM. Korato yyenu nbpBOTO KpskaHe Ha aba npes nponetra,
BCUYKM Bbp3anu ga XxsaHaT napu unv nap4ye xns6, 3a a ca UMOTHU U CUTU Npe3 roanHarTa.

* k *

Bceku e3nk uma cBoute M3pasHuM cpeacTsa. VI3KycTBOTO Ha MpeBofa € CroXHa TBopyecka
aeviHocT. OcobeHo TpyaHa cTaBa TA MpyM MPEeBOd HA TUMOMOTMYHO Pa3fNYHU  e3ULM.
Y[0BOSICTBMETO OT MOSIy4EHOTO 3HaHWe obauve, 3acnyxkaBa MONoOXeHuTe ycunusi. To Hu
oboratsiBa Kakto C NO3HaHMA, Taka U C 4YyBCTBa N eMouunun. PasuntaHeto Ha nocnaHusaTa
OT CTapu BpeMeHa Ca KaKTo CTUMYyN 3a JloKallHa U HaluWOoHanHa ropaocT, Taka U U3BOp Ha
NO3HaHNA 3a yHMBepCanHUTe YoBeLlKN LeHHOCTU 1N HallaTa YoBellka MAeHTUYHOCT. A 3a Tax
cu TpsibBa [a roBopvMM Ha e3uuuTe, KOUTO MNon3eame, 3a Aa npegadem Tesu nocnaHus Ha
GbaeLmTe NOKONEHUS.
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Tahar Lamri — Storyteller, Poet and Writer. Ravenna, Italia

In the so-called archaic societies, the myth represented the charter, or constitution of a
common life. The rite (imitation) and the myth (narration) or the basis of the recurring rites
which mark the periods and stages of the lifecycle. From this game the theatre is created.
The word teeatron in Greek means the place of representation where “one looks on with
amazement” but it also includes what we today separate as “public” and “performance”.
The words “drama” and “poetry” also originally meant “action” and the writings were read
only aloud.

In fact one day in the 4" century Saint Augustine surprised Saint Ambrosius while reading
without moving his lips. He was amazed. In that period there was still the habit of reading aloud.
The text was still something spoken and the artful debate about the categories “cultured” and
“popular” had not yet been invented.

Poetry, music and representation reunited — and they continue to do so in popular tradition all
over the world — the expression of the most secret intimacy and a practice of high socialisation.

Orpheus, more than the triumph of music as a pure art of sounds, celebrates the power
of something that is between sound and meaning as he placates the anger of Neptune by
accompanying his poem, his song, with the lyre while on board the vessel of the Argonauts.

Federico Garcia Lorca knew this when he said:

Some years ago, strolling through the outskirts of Granada, | heard a village woman
singing her child to sleep. | had always been aware of the acute sadness of our country’s
cradle songs; but | had never felt it so vividly as then. Approaching the singer to make
note of the words, | observed that she was a pretty Andalusian, happy and without the
slightest hint of melancholy; but a living tradition worked in her and she faithfully executed
its commands, as though listening to the ancient, imperious voices echoing in her blood.
Since then | have tried to collect lullabies from every corner of Spain; wishing to know how
my countrywomen lull their children to sleep, and after a while | gained the impression
that Spain utilizes its saddest melodies and most melancholy texts to tinge her children’s
first slumber. This is not restricted to a single example, a single song from one region, no;
every region stresses its own poetic character and depth of sadness in this genre of song,
from Asturias and Galicia to Andalusia and Murcia, with the saffron and recumbent mode
of Castile between.

All this was known by the German composer and organist Georg Philip Telemann with his
“borrowings” from popular polish music and his outright “thefts” from the gypsy street violinists,
Vivaldi with his bucolic-pastoral inspirations, Manuel de Falla and Maurice Ravel with their
gypsy music influences, Brahms with his Hungarian dances, Dvorak with his Slavonic dances
and Bartok with his Rumanian dances, Villa-Llobos with his Brazilian touch or in the new
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compositions by sensitive new composers such as Marcela Pavia inspired by Argentine and
Peruvian tradition. The list could continue endlessly because behind all music described as
“cultured” there is a piece or an air from “popular” music.

Lorca again helps us in this passage, he rejects the official approach and proposes a new
sensitivity in researching popular expression, a poetic sensitivity:

“For ten years | researched folklore, but with the feeling of a poet, not only as a student.
Consequently | can boast of my extensive knowledge and my ability to introduce the
public to this corpus of songs through performances, something that has still not yet been
possible in Spain.

“Throughout the musical folklore of Spain, with a few glorious exceptions, there exists a
great deal of disorder in the transcription of melodies. [...] There is nothing more exquisite
that a rhythm, the basis of all melody, nor more difficult than a “folk” voice giving these
melodies ornamental pitch changes of a third or quarter tone which do not have signs
in standard musical notation. The time has come to substitute the current imperfect
songbooks with collections of gramophone records which would be of immense help for
the expert and the musician”

Lorca says this because it is precisely in song that the voice and text, in other words orality
and writing, are inseparably bound together. Connecting the seduction of the vocal and the
logic of the semantic, the song does indeed produce the miracle of combining the internal
musicality of the language with the discursive nature of music. Music with its rhythm is nothing
but the desire of word and poetry, the desire of its interior music. The way in which a text is
treated, is not entirely impermeable to the vocal dimension: the hearing apparatus is therefore
not extraneous to the visual apparatus. In the expression of popular culture the two things are
conceived together. The myth of Eco and Narciso teaches that the voice calls for music which
in turn calls for the dance and the mask, as when the approach to a text is implied the voice is
not far, where acoustic and visual mirrors are in play simultaneously.

It is true that contemporary thought is based a number of conceptual pairs in a cognitive
system of opposite values: written/oral, rational/irrational and more recently global/local. If
this is true, we can say that contemporary thought has a cognitive system that is not at all fluid
and rather schematic.

If we add to this a persistent way of thinking which is by far superseded and also lacking in
fluidity and which conceives culture within a structured cognitive system based on opposing
values, cultured/popular- cultural/social, perhaps we can understand why in the fifteen hundreds
Miguel de Cervantes recalls in his Don Quixote a popular saying of Romagna when he writes:

“Why should | go looking for three feet on a cat, to please another man; and what is
more, when looking for Dulcinea will be looking for Marica in Ravenna, or the bachelor
in Salamanca?. The devil, the devil and nobody else, has mixed me up in this business!”
(Chap. X).

The thoughts and work of Federico Garcia Lorca or Antonio Gramsci on popular culture are
rooted in this humanistic culture where the separation between fields of knowledge does not
continue in an isolated way.

Depending on the different traditions and cultures, some genres are appreciated more and
have been developed further than others. It is through aesthetic forms produced in this way
that society provides everyone with a priceless heritage of knowledge and experience, of
instructions and prohibitions, so that oral literature, popular culture besides having a function
in education and games, preserves the identity and memory of the community but without
being impermeabile to the introduction of elements from other cultures and other experiences.

In Emilia-Romagna it should be remembered that the so-called Teatro di Stalla (stable
theatre) was most widespread in the areas of Reggio Emilia and Modena when the first social
organisations, mutual benefit societies, leagues and cooperatives were formed in Emilia from
the second half of the eighteen hundreds until the First World War. In that period almost all
the texts were produced with the exception of two: La battaglia di Dogali and | sette fratelli
Cerviin 1946.
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During the winter months from late November until the end of the carnival the country folk
spent a good part of the day in the stable.

In the evening families got together and so the stable was transformed into a place where
culture was generated. While the women spent their time knitting and sewing, one of the
group would read aloud from books bought at the stands of the market. These books included
works by Dante, Ariosto, Tasso, novels by Guerrazzi, Manzoni, Sue, Carolina Invernizio, and
even Das Kapital by Marx together with leaflets and popular almanacs. The most frequently
red books were Il Guerin Meschino, | reali di Francia, Genoveffa and Il fornaretto di Venezia.

This activity of the stable theatre should not be confused with the ballad singers, the most
famous of whom were Lorenzo De Antiquis, Marino Piazza who called himself “Piazza Marino
the peasant poet”, Giovanni Parenti from Modena, Antonio Scandellari from Bologna and the
Boldrini Company from Castelfranco Emilia. The performance or recitation in the squares was
usually combined with the sale of leaflets and in more recent times the sale of records of the
stories told in the squares.

This tradition of the ballad singers has its roots in the tradition of the minstrels, troubadours
and the epic poems (Los Cantares de Gesta) of which the most famous is the Poema de mio
Cid, and the famous Vidas (lives) and Razos (explanations) which in turn are inseparably
connected with the muwashaha or moaxaja, in Castillian containing verses in the local Arabic
or the romance language in the final verse known asa Jarcha. According to the well-known
and well documented book Dante and Islam: according to Miguel Asin Palacios, these verses
had a profound influence on the writing of the Divine Comedy. Once again another blow to the
popular/cultured pairing.

Long before the muwashaha, a lyric poem of Arabic-Andalusian origin, the different Spanish
kingdoms were familiar with the Romanceros, collections of popular poems, often by
anonymous writers, in which the oldest legends of the country were to be found.

The relatively recent discovery of di jarchas not of Castillian origin — but Provencale,
Portuguese and Catalan — poses the problem of the creation of lyric poetry in Spain before
the Middle Ages.

In regard to popular music in Emilia-Romagna, we can say that the ballad, something of great
interest in European folklore and especially in southern Italy and which conserves the cultural
panorama of the feudal age, was widespread all over Emilia, according to the evidence
of collections of prints, and especially in Ravenna e Forli but they have now completely
disappeared. Specific examples of the ballad were “Donna Lombarda” and “Un’eroina”,
widespread all over Europe and which are known to have been present in Romagna and the
area of Bologna. The Trescone, Saltarello and Ballo di Barabén, very widespread until the
middle of the last century, have completely disappeared in Romagna, being replace by the
ballo liscio, which does not belong to popular culture at all.

Choral singing has had great fortune instead and choral societies are still very active in Ravenna
and the surrounding areas preserving and propagating choral tradition. The repertoire, which
is separate and different from the rice field songs, is connected with work and conditions of life
but adds songs of an allegorical nature and on the social struggles of share-croppers.

In 1988 the Teatro delle Albe, a theatre company of Ravenna, was joined by some Senegalese
griots (a kind of official storyteller) thus becoming an afro-romagnol company and started an
incredible adventure which made it the heir of popular tradition as defined above by F. G.
Lorca, the long tradition of the comedy of art, the modern experimental theatre, recovering the
dialect of Romagna and combining it with the Senegalese Wolof language: from this happy
alchemy a new popular culture was born, an impure and politttttttical (with seven Ts) theatre, in
accordance with the definition by the director Marco Martinelli. This fortunate intuition amazed
Europe which acclaimed this company with its original composition in the major European
cultural ambiences.

This experience which attracted the attention of the world and gave impetus to the theatre
in Ravenna and in Italy, opened new doors and forms of passing time together, of producing
culture and a renewed version of itself in a changing world. From this the Festival of Cultures
was created with the following manifesto:
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“No culture can fail to communicate. No one can live without sharing their experiences,
visions, sentiments and points of view.

With the conviction of experiencing the interminable in the human being from respective
positions, of sharing that which belongs to everyone, creating a common space, the result
of human creativity, a space of genuine pluralism, of peace and the growth of civil society
in a process of reciprocal acknowledgement, of a dialogue stimulated by real experiences
of culture, of knowledge that is passed on and then developed differently, of concrete work
on the traces of a past which is still alive where people meet and spend time together...”.
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Nelle societa cosiddette arcaiche, il mito rappresenta la carta, la costituzione della vita in
comune. L'imitazione, ossia il rito e la narrazione, cioé il mito, fondano il gioco rituale e da
qui il ciclo della vita. Da questo gioco nasce il teatro che, in greco, teeatron, indica il luogo
della rappresentazione, dove “si guarda con stupore” ma racchiude anche cid che noi oggi
separiamo “pubblico” e “spettacolo”. Anche le parole “dramma” e “poesia” all’'origine significano
“azione” e gli scritti venivano letti soltanto ad alta voce.

Infatti un giorno del IV secolo, Sant’Agostino sorprese Sant’Ambrogio mentre leggeva senza
muovere le labbra. Si stupi. A quell’epoca c’era ancora I'abitudine di leggere a voce alta. Il
testo era ancora dizione e l'artificioso dibattito sulle categorie “colto” e “popolare” non era
ancora stato inventato.

La poesia, la musica, la rappresentazione riunivano — e lo sono tuttora nelle tradizioni popolari
di tutto il mondo — I'espressione della piu segreta intimita e una pratica di alta socializzazione.

Orfeo, piu che il trionfo della musica in quanto pura arte dei suoni celebra il potere di qualcosa
che sta a mezza strada fra suono e significazione, poiché imbarcato sulla zattera degli
Argonauti, Orfeo placa I'ira di Nettuno accompagnando la sua poesia, il suo canto, con la cetra.

Questo lo sapeva Federico Garcia Lorca quando dice:

“Hace unos afios, paseando por las inmediaciones de Granada, oi cantar a una mujer
del pueblo mientras dormia a su nifio. Siempre habia notado la aguda tristeza de las
canciones de cuna de nuestro pais; pero nunca como entonces senti esta verdad tan
concreta. Al acercarme a la cantora para anotar la cancién observé que era una andaluza
guapa, alegre sin el menor tic de melancolia; pero una tradicion viva obraba en ella y
ejecutaba el mandado fielmente, como si escuchara las viejas voces imperiosas que
patinaban por su sangre. Desde entonces he procurado recoger canciones de cuna de
todos los sitios de Espafia; quise saber de qué modo dormia a sus hijos las mujeres de
mi pais, y al cabo de un tiempo recibi la impresién de que Espafia usa sus melodias para
tefiir el primer suefio de sus nifios. No se trata de un modelo o de una cancion aislada en
una region, no; todas las regiones acenttan sus caracteres poéticos y su fondo de tristeza
en esta clase de cantos, desde Asturias y Galicia hasta Andalucia y Murcia, pasando por
el azafran y el modo yacente de Castilla”

Tutto questo lo sapevano il compositore e organista tedesco Georg Philip Telemann e i suoi
“prestiti” dalla musica popolare polacca e i suoi “furti” ai violinisti zigani di strada, Vivaldi e le
sue ispirazioni bucolico-pastorali, Manuel de Falla e Maurice Ravel e il loro rapporto con la
musica gitana, Brahms e le danze ungheresi, le danze slave di Dvorak e le danze rumene di
Bartok, la sensibilita barsiliana di Villa-Lobos o le nuove composizioni ispirate alla tradizione
argentina - peruviane di sensibili nuovi compositori come Marcela Pavia. L'elenco potrebbe
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continuare all’infinito perché dietro ogni musica detta “colta” ¢’ un brano, un’aria di musica
“popolare”.

Lo stesso Lorca ci aiuta in questo passaggio, egli rifiuta 'approccio da registro del catasto e
propone una nuova sensibilitd nella ricerca attorno alle espressioni popolari, una sensibilita
poetica:

“Durante diez afos he penetrado en el folklore, pero con sentido de poeta, no sélo de
estudioso. Por eso me jacto de conocer mucho y de ser capaz de lo que no han sido
capaces todavia en Espafia: de poner en escena y hacer gustar este cancionero”

“En todo el folklore musical espariol, con algunas gloriosas excepciones, existe un
desbarajuste sin freno en esto transcribir melodias. [...] No hay nada mas delicado, que
un ritmo, base de toda melodia, ni nada mas dificil que una voz del pueblo que da en estas
melodia tercios de tono y aun cuartos de tono, que no tienen signos en el pentagrama
de la musica construida. Ya ha llegado la hora de sustituir los imperfectos cancioneros
actuales con colecciones de discos de gramdfono, de utilidad suma para el erudito y para
el musico”

Questo dice Lorca perché & proprio nel canto che voce e testo, ovvero oralita e scrittura,
si stringono in un nodo indissolubile: collegando la seduzione del vocalico alla logica del
semantico, il canto realizza infatti il miracolo che consente di fondere la musicalita interna della
lingua con la discorsivita della musica. La musica col suo ritmo non & altro che il desiderio della
parola e la poesia il desiderio della propria musica interiore. Il regno dello sguardo, relativo
alla testualita, non € del tutto impermeabile alla dimensione vocale: il dispositivo dell’ascolto,
quindi, non € estraneo a quello della visione. Per le espressioni di cultura popolare le due
cose vanno pensati insieme. La voce chiama la musica, che a sua volta chiama la danza e la
maschera, poiché quando lo sguardo & implicato la voce non & lontana, insegna il mito di Eco
e Narciso, dove sono contemporaneamente in gioco lo specchio acustico e quello visuale.

La contemporaneita si basa, € vero, su alcune coppie concettuali in un sistema conoscitivo
strutturato per valori oppositivi: scritto/orale, razionale/irrazionale e recentemente globale/
locale. Se questo & vero, potremmo sostenere che la contemporaneita si € dotata di un
sistema conoscitivo scarsamente fluido e piuttosto schematico.

Se aggiungiamo a tutto cid un persistente modo di pensare ampiamente superato, anch’esso
scarsamente fluido, che pensa la cultura all'interno di un sistema conoscitivo strutturato
per valori oppositivi: colto/popolare- culturale/sociale, forse potremmo capire perché nel
cinquecento Miguel de Cervantes, riprende all'interno del Don Quijote, un detto popolare di
Ravenna quando dice: “jNo, sino andeme yo buscando tres pies al gato por el gusto ajeno! Y
mas, que asi sera buscar a Dulcinea por el Toboso como a Marica por Ravena o al bachiller
en Salamanca. jEl diablo, el diablo me ha metido a mi en esto, que otro no!” (Cap. X).

Le riflessioni e il lavoro di Federico Garcia Lorca o di Antonio Gramsci sulla cultura popolare
affondano le radici in questa cultura umanistica dove la separazione fra i saperi non procede
a comparti stagni.

A seconda delle diverse tradizioni e culture, alcuni generi sono maggiormente apprezzati e
dunque hanno conosciuto uno sviluppo piu significativo di altri. Attraverso le forme estetiche
cosi prodotte, la societa mette a disposizione di tutti un patrimonio inestimabile di saperi e di
esperienze, di prescrizioni e di divieti, cosicché la letteratura orale, la cultura popolare oltre a
una funzione educativa e ludica, preserva l'identita e la memoria della comunita, senza per
questo essere impermeabile all’'apporto di altre culture e di altre esperienze.

In Emilia-Romagna, infatti, va ricordato che il cosiddetto Teatro di Stalla che ha avuto il suo
momento di maggiore diffusione, specie nel reggiano e nel modenese, quando si formano in
Emilia le prime organizzazioni sociali, societa di mutuo soccorso, leghe e cooperative, dalla
seconda meta dell’Ottocento alla prima guerra mondiale. In quel periodo si forma la quasi
totalita dei testi ad eccezione di due testi: La battaglia di Dogali e | sette fratelli Cervi del 1946.

Nei mesi invernali, i contadini, dalla fine di novembre all’ultimo di carnevale, i contadini
passavano buona parte della giornata nella stalla.

La sera si riunivano piu famiglie e cosi la stalla si trasformava in un vero e proprio centro
di produzione di cultura. Mentre le donne si dedicavano a lavori di filato e di cucitura, uno
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del gruppo leggeva ad alta voce libri acquistati sulle bancarelle dei mercati. Fra questi libri
troviamo Dante, Ariosto, Tasso, i romanzi di Guerrazzi, Manzoni, Sue, Carolina Invernizio, ma
anche |l Capitale di Marx assieme a fogli volanti e almanacchi popolari. Ma i libri piu letti erano
Il Guerin Meschino, | reali di Francia, Genoveffa e Il fornaretto di Venezia.

Questa attivita del Teatro di stalla & da non confondere con quella dei Cantastorie, di cui i
pit famosi sono Lorenzo De Antiquis, Marino Piazza che amava definirsi “Piazza Marino il
poeta contadino”, Giovanni Parenti di Modena, Antonio Scandellari di Bologna e la compagnia
Boldrini di Castelfranco Emilia. Lo spettacolo o la recita, nelle piazze, era di solito abbinata alla
vendita del foglio volante e in tempi piu recenti di dischi con incise le storie narrate in piazza.

Questa tradizione del Cantastorie affonda le radici nella tradizione dei giullari, dei trovatori e
della canzone di gesta (Los Cantares de Gesta) di cui il piu celebre & il Poema de mio Cid, e
le famose Vidas (vite) e Razos (ragioni) che, a loro volta, sono indossolubilmente legati alle
muwashaha o moaxaja, in castigliano contenenti alcuni versi nell’arabo locale o nella lingua
romanza nella strofa finale detta Jarcha: secondo Miguel Asin Palacios , nel suo notevole e
ben documentato libro Dante e /’lslam, hanno avuto molta influenza sulla composizione della
Divina Commedia. Qui ancora un’altro colpo inferto alla coppia popolare/colto.

Ben prima della muwashaha, poema lirico di origine arabo-andalusa, i differenti regni spagnoli
conobbero i Romanceros, raccolte di poemi popolari sovente anonimi dove si ritrovano le
leggende piu antiche del paese.

La scoperta, relativamente recente, di jarchas di origine non castigliana — specie provenzale,
portoghese e catalana —pone il problema della genesi della poesia lirica nella Spagna premedievale.

Sul fronte della musica popolare in Emilia-Romagna, diciamo che la ballata, di grande
interesse nel folklore europeo, in particolare in Italia settentrionale e che conservava l'orizzonte
culturale dell’'eta feudale, secondo raccolte a stampa era diffusa in tutta 'Emilia con una forte
presenza a Ravenna e Forli, oggi totalmente scomparsa. Un’esempio specifico di ballata era
“Donna Lombarda” e “Un’eroina” diffusa in tutta Europa, la cui presenza ¢ stata segnalata
in Romagna e nel territorio di Bologna. Quindi il Trescone, il Saltarello e il Ballo di Barabén,
molto diffusi fino alla meta del secolo scorso, sono totalmente scomparsi dalla Romagna,
soppiantati dal ballo liscio, che non appartiene di certo alla cultura popolare.

Il Canto corale invece ha avuto grande fortuna e sono ancora attive a Ravenna e dintorni
societa di canto corale che ne difendono la memoria e la diffusione. Il repertorio, che si distacca
e distingue dal canto delle risaia, € legato al lavoro e alle condizioni di vita, ma affianca a questi
ballate e tragedie di cantastorie e canzoni di carattere allegorico e alle lotte bracciantili.

Nel 1988, il Teatro delle Albe, una compagnia teatrale di Ravenna, acquisisce al proprio
interno dei griots senegalesi, diventando cosi una compagnia afro-romagnola e inizia una
meravigliosa avventura che la porta a farsi erede della tradizione popolare come viene
definita sopra da F. G. Lorca, la lunga tradizione della commedia dell’arte, il teatro moderno
di ricerca, recupera il dialetto romagnolo fondendolo con il wolof senegalese: da questa felice
alchimia nasce una nuova cultura popolare, un teatro impuro e politttttttico (con sette T),
secondo la definizione del regista Marco Martinelli. Questa felice intuizione stupisce I'Europa
che accoglie la compagnia cosi composta nelle maggiori piazze culturali europee.

Questa esperienza che attirato I'attenzione del mondo e dato impulso al fare teatro a Ravenna
e in ltalia, ha aperto le porte a nuove forme di convivialita, di fare cultura e una rinnovata
narrazione di sé e del mondo che cambia. Da qui nasce il Festival delle Culture con questo
manifesto:

“Nessuna cultura puo restare senza comunicare. Nessuno puo vivere senza condividere
le proprie esperienze, visioni, sentimenti e punti di vista.

Con la convinzione di sperimentare l'interminabile nell’essere umano dalle rispettive
posizioni, di condividere cio che appartiene a ciascuno, creando uno spazio comune,
frutto della creativita umana, uno spazio del vero pluralismo, della pace e della crescita
della societa civile in un processo di riconoscimento reciproco, di un dialogo innervato
in esperienze effettive di cultura, di saperi che si sono trasmessi e poi diversamente
sviluppati, di lavoro concreto sulle tracce di un passato ancora vivo nell'incontro e nella
convivialita...”.
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ABSTRACT

The present young generation, having been born surrounded by
modern means and methods of communication may find it impossible
to imagine how their ancestors, from pre-war times back to earlier
times, managed to go through life without the facilities they now have.
What is certain is that they did manage, in a more natural, intimate,
personal atmosphere in which human beings were meant to be born.
Older generations tended to be partly or entirely illiterate and all their
communicative expressions of language, proverbs, tales, legends,
devotions etc, could only be manifested orally and naturally. The
wisdom of the past was tenaciously passed on from generation to
generation only through oral communication. The more personal and
intimate way of life of past generations did not just rely on mere words
to communicate but words formed part of a complex which included
dialect, gesticulation, tone, mood, accent, pitch, facial expression,
interval, rate, dramatisation and other factors one expects to find
in natural oral communication which is not preserved or relayed by
modern means. This means that modern substitutes for natural
oralities can serve their purpose but do not replicate the real thing.
The independent nation of Malta, for hundreds of years used always to
be under the various foreign powers dominating Sicily and the central
Mediterranean with the result that they inherited a basically semitic
language which includes much from the closest neighbours of Sicily
and ltaly. They have also inherited the legacy of close to three hundred
years of domination by the Knights of the Order of Saint John with their art, architecture
and cultures from the dominant countries of Europe. All over the Maltese Islands there are
numerous churches and numberless images which show the religious background of the
population, more evident with the numerous colourful processions and religious festivities
during the whole year. Religion has given rise to numerous forms of customs, devotions
and oral expression among the Maltese who, with the religious Order of the Knights, the
local bishops and the Inquisition constantly watching their every move, shaped their culture
accordingly. Along with language the Maltese have their own brand of tales, legends proverbs,
word games, rhymes and song, which, together with their chequered history, customs and
traditions give them a culture with a specific identity.

All material heritage can be safeguarded to maintain this identity, but oral heritage is in danger
of being forgotten and it appears that only schools and cultural organisations can save them
and pass them on to future generations.

ORALITY AND THE CONSTRUCTION OF
IDENTITY

Basic oral aspects of a culture in most countries may appear the same, that is, all cultures
include forms of oral lore like legends and tales, superstitious incantations and recitations,
song, narrative, proverbs, sayings, prayers and various forms of communication within the
family or community. But all aspects are influenced by prevailing and changing circumstances
within the progress of history. Each country has its own peculiar historical background which,
with all the customs and traditions make it a distinctive culture with its own language, beliefs
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and oral traditions. The Maltese Islands, small as they physically are, have their own identity
with a culture embracing its own language and a rich oral heritage. The geographic position
of the islands of Malta, in the middle of the Mediterranean Sea has shaped their history,
language and social life through the centuries, influenced by the historical and oral cultures of
neighbouring countries resulting in an identity of their own.

Brief historical background which shaped various aspects
of orality in Malta

The islands passed through a lengthy Arab occupation and later, until the end of the eighteenth
century, belonged to whoever reigned or governed over southern Italy and Sicily and served
as the southernmost outpost at least since Roman times. Through the early centuries and
Middle Ages the Islands were unsafe to sustain a native population because of constant,
rampant piracy, corsairing and slavery difficult to protect. The small, poor population lived
away from the coast and close to the walls of Imdina heights where the main governing body
of nobles resided. Under the various changing rulers over Sicily and Naples, the Islands were
constantly given as a fief to noblemen, until finally they were given to the Knights of St. John
by Charles V of Spain in 1530 after losing their base in Rhodes. They
remained in Malta until 1798 when they were ousted by Napoleon
Bonaparte. The Knights settled at The Castle now known as Fort St.
Angelo guarding the Grand Harbour. So there was a governing body
or universitas in Imdina and another one at St. Angelo, but the rulers
were the Knights of St. John.

The arrival of the Knights brought about major changes which influenced
the culture of the people. Their arrival in Malta brought about a certain
amount of security since they were, after all, a military and naval force.
They built fortifications and, after the Great Siege of 1565, the fortified
city of Valletta. The presence of the church became more tenable and
secure. Whereas the bishops of Malta formerly stayed in Palermo and
rarely turned up, they could then settle in Malta to run and expand the
local church, at the same time encouraging an increase in the number
of priests.

During the sixteenth through the eighteenth century these small Islands were literally under
three separate heads, that is, the Grandmaster, the Bishop and the Inquisitor, with the latter
supervising both the Knights and the Church. They were always in dispute with each other,
and each had its own court and prisons. The invasion by Napoleon in 1798 disposed of the
Knights, of the excessive influence of the church and of the inquisitor, and abolished slavery,
but the British, although invited by the Maltese to help deal with the French, found Malta
excellently suitable as a Mediterranean base and arbitrarily took over with little thought for the
local administration and native population.

The Maltese language

The Maltese language has its own grammar with a general Semitic basis but incorporates a
large proportion of Sicilian or Italian words due to the proximity and interactions between Malta
and southern Europe. It is recorded that there were times when the small population of Malta
was evacuated to Sicily or taken into slavery and on other times, groups were sent into exile
in Malta and Gozo. The Order of St. John brought to Malta large numbers of craftsmen and
professions. Many of them remained in Malta, plying their trade and passing on their abilities
to local apprentices. All these comings and goings of foreigners added to the pool of oralities,
including superstitious incantations, forms of prayer, magic healing words and other aspects.

Around the harbour area developed many trades and crafts connected with the Order’s
ships and later with the British naval dockyard, introducing into our vocabulary words and
expressions concerning the various trades and crafts. Local and foreign businessmen and
merchantmen turned the area into a hive of activity for export and import. Most of these were
foreign concerns with foreign employers and employees frequently settling and marrying in
Malta. It is a well known fact that around the harbour area there are peculiarities in language,
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vocabulary, accent and pronunciation, a clear, random example being the sound of the letter
“k” instead of the guttural “q” of the general population which European foreigners usually
don’t pronounce. It is interesting to see that this example applies also to Gozo, the sister
island where the sound of “k” is used by many instead of the “q”. This may be explained by
pointing out that mariners and merchants with their foreign pronunciation used to transport

cargo to the island of Gozo and many settled also there, propagating their accent.

The Maltese language has various forms of expression and the earliest poem in Maltese
written by Caxaro in 1498 and discovered in 1983 gives the written medieval style of his
times, several words that are no longer familiar, but even now, various forms of oral dialect
are still in existance. These dialects differ not only in the use of certain words used more
commonly in one village and rarely in another, but also in intonation, accent and the frequent
change of vowel. For general purposes we can say that the words of the Maltese language
have the consonants as the main constant framework, but from village to village, town to
town, some vowels may be totally changed, giving the dialect a characteristic imprint. When
the population of Malta was small, the various villages or hamlets were somewhat isolated
with the households subsisting on food produced in their fields and farms, with rarely valid
reasons for mingling with other villages except for the occasional festivity or some important
errand. This encouraged the survival of the dialects for a long time but through the nineteenth
and twentieth century, especially during and after the second World War, evacuation of a
large number of people to various towns and villages in Malta and Gozo brought about
a general mingling of dialects and accents and, together with the standardisation of the
Maltese Language Grammar during the 1920s and the 1930s, the formation of a more
homogenised form.

Legends, tales and narrative

All countries have their legends and tales and one must also say that at one time, most
countries were illiterate and they relied entirely on their oral communication. We nowadays
take it for granted that communication can be in writing by various means, but before
the introduction of compulsory education, people relied entirely on oralities, and written
documentation was restricted to the limited sector of educated professions.
Narrative is an important aspect of oral traditions and, as in all other countries,

Malta has its own brand of legends and tales to narrate. When the British took \Y%| ANWEL M AGRI

over Malta, at first “provisionally” to run as a military and naval base in 1800 and

inhabitants, they wanted the official language to change over to English. Maltese

remained here up to the 1970s, instead of adapting themselves to the use of
Italian which was the official language of the time, and of Maltese of the native

culture had absorbed much more from the Italians than from any other country MISSIRIJIETNA

and all official functions were in Italian, in various forms, for several centuries. This
caused great political unrest which continued on to the first half of the twentieth
century, with parties and factions supporting the one or the other. Eventually the
war set in and solved the language problem forever because the Italians started
bombing the Maltese Islands and any suspicion of Italianism in form or language
was practically considered as treason. Eventually English and Maltese became the
official languages. However, during the late nineteenth and early twentieth century,
many children at schools were taught, and adults learned and memorised English
popular nursery rhymes, proverbs, tales and songs, displacing in a large majority
Maltese equivalents. But since Malta gained its Independence and became a
Republic, a wave of free nationalism gave rise to the revival of everything that is
Maltese, including oral traditions thus maintaining a Maltese Identity.

Tales exist in all individual countries, but some of them become cosmopolitan and accepted
by most other countries because of their popularity and become known all over the world
and become integrated with the oral narrative of different countries. But legends are of
the utmost importance as a local, oral heritage. Tales are always in the realms of fantasy
but legends are another sort of story. The actual meaning of the word legend is simply an
explanation. A legend, therefore is the popular way of explaining and giving the reason for
an event, a person, a place, a cave, an object or a feature of the country concerned and,
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because it is only an explanation it is not lengthy as tales are. Legends are always linked
to truth or a vestige of truth, but the popular oral version may or may not have fantastic
assertions. In the islands of Malta, the legends are associated with some church, cave,
building, historic hero or event. Legends would not be meaningful unless they explain a
known local figure, event or other subject. Maltese legends go back to early centuries,
some featuring Count Roger the Norman, others recall the Great Siege and its hero Grand
Master de La Valette. More numerous are those legends which remind us of slavery, corsair
incursions, abductions, apparitions, all linked to some particular place, and therefore
directly belonging to local oral traditions. Since Christianity became the islands’ religion,
some legends concerning Christmas, Easter and other religious aspects have also been
incorporated in Malta’s repository of legends.

Rhyming

Especially until the first half of the twentieth century, it was taken for granted that popular
songs would contain rhyming lines, but rhyming, or approximate rhyming appears also in
proverbs and many prayers and devotional statements. Oral heritage has brought down to us
a large number of wise sayings and proverbs that rhyme, and it appears that short rhyming
verses or statements are easier to recall and repeat. There is a certain satisfaction in making
statements rhyme and in many local proverbs there is a dominant attempt to rhyme. As
in most oralities one finds variants of the main theme, but the core meaning remains the
same. When in rhyme, proverbs would be in less danger of being distorted into something
different, and can be remembered and repeated better by generations. Italian influence is
also seen in Maltese proverbs which, in many cases are directly translated into Maltese. In
modern times old sayings and proverbs are still quoted in practice. Rhyming in devotional
statements, prayer hymns and children’s games has a similar value. One can remember or
recite a hymn or prayer if it is in simple verse. Most of these were composed in times when
illiteracy was general and people could not read or write, and therefore found rhyming ideal
to make proverbs and prayers more permanent. Many of the rhyming proverbs, prayers
and statements have now been recorded and written down by the educated sector ensuring
continued access.

The identity and culture of a country is not formed only by history, manifestations of beliefs,
customs, traditions and language, but, is consolidated by the various forms of oralities
which, through time, appear to be the easiest to be lost but the most difficult to preserve
from change or loss.

ORAL TRADITION THROUGH MUSIC AND
LITERATURE

Spontaneous melody and song are rooted in human nature expressed in tone, tempo and
intensity which reveal the sentiments of the individual at a particular moment. If the singer is
not alone the song takes another meaning and expresses the feeling of a group. Singing with
others spreads and lowers the intensity of sorrow or enhances happiness. The different forms
of present day music and song are the result of evolution of instruments, materials, methods
and circumstances of the times, with little, if any, resemblance to the original folk music of the
country concerned.

Popular song

When the Maltese Islands were under Arab rule for an appreciable length of time, the native
population was small and negligible, living in caves and primitive structures, living off meagre
farm produce in general poverty. But human nature being what it is, they would have still
expressed in some form of spontaneous melody, without instruments, reflecting the mood of
the singer. With the passing of hundreds of years, through all the heights and lows of history,
until the mid-twentieth century, the Islands grew into a dense population and, as in most other
countries, consisted of the poor, peasant sector, a middle class and the rich. The original
population of peasants grew but retained its oral music and traditions while the upper classes,
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especially since the coming of the Order of John, maintained the European
style of music and instruments hardly taking any notice of the popular song
which the peasants and lower classes persistently conserved.

Popular native song (M. Ghana, pronounced ana) has a repetetive melody
with long drawn-out sentences most often in the form of quatraines with
rhyming or approximate rhyming of the second and fourth lines. There is
no haste or fast tempo anywhere. Spontaneous quatraines are made up on
the spur of the moment, and the long-drawn-out sentences are ideal to give
the singer (M. ghannej pronounced annay) enough time to think out how to
rhyme it off.

Housewives used to do their washing by hand in the backyard of their small
home and, to keep up their spirits, they very often burst into singing of
quatraines. Many of the quatraines used to be general ones, learned and
remembered from others but quite often women used to sing improvised
quatraines to insult unfriendly neighbours who would be listening in another
yard close by and the two answer each other at intervals singing insults.
Apart from housewives in the home there were many other occasions which
included traditional song. Improvised song of this type is locally known as
spirtu pront and always used to be popular when people got together for a feast day. Singing
of quatraines could also be heard in the various villages and town taverns where men met
in the evenings for a drink. When transport was not easy, people going to enjoy a popular
important feast day used to congregate late on the eve to be ready for early morning church
services. Such an occasion was ideal to show off spontaneous song, but instead of one
person singing there would usually be two, which made things all the more entertaining. Either
a subject was decided upon, or one man started on any theme he considered suitable and,
after singing his bit, the other was expected to continue on the same theme. But between one
quatraine and another a guitarist slowly strums a rather lengthy interval to give the second
man time to think. This sort of song often degenerated into an exchange of insults, especially
at Bosketto on the eve of the feast of St. Peter and St. Paul in June. These were therefore
stopped and later organised by the Agrarian Society into a controlled competition, and the
subject was to be chosen by lot.

Of the hundreds of quatraines collected, the majority are concerned with courtship, love and
marriage, many of them also outright insults. But on analysis one can find in them vestiges of
marriage customs long gone and reference to times when many young men had to work on
ships and never return. It was not easy for girls before the Second World War to be free and
independent and they were jealously kept at home to avoid some dishonour. A young man
who fancied a girl he would have seen in church or at a feast, was not allowed to talk to her
personally but very often had to seek the services of a middleman. Some enterprising young
man attempted singing one or two quatraines close to his beloved’s residence, but usually
hired a singer sing in his stead, hoping for developments.

We still recall women roof beaters during the 1940s and early 1950s singing ballads or
quatraines. Before the universal use of concrete the roofs of local houses, constructed of stone
slabs, had to be covered with stone fragments topped by a cement-like mixture consisting of
black lime and other small ingredients. This had to be beaten down to harden and waterproof
the roof. The work was usually done by women who sat in a row shifting backwards as the
work proceded, beating the mixture down with a heavy block of wood having a projecting
handle. They sang singly or together to the time of the rhythmic beats which hit the ground in
unison.

Apart from the improvised isolated quatraines local popular song also took the form of a
ballad, using the slow, repetitive melody, but this time there usually was no need to improvise
as it would have been prepared and memorised beforehand. As in most countries the ballads
were sung to recall heroic deeds, tragedies and other historic subjects, with the tone and
manipulation of highs and lows of the melody reflecting sorrow or triumph as the case may be.
In this type of song, the singer would often raise his voice to a high pitch, sometimes beyond
his abilities, while rounding off sentences to a lower level. Many of the singers hold the open
palm of one hand to one side of the head to bridge the mouth and ear and thus concentrate
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on their voice. Ballads are locally called Tal-Fatt which means that they are based on historical
fact. There are several forms and variations of local popular traditional song but the examples
given are the most interesting. A large number of quatraines and other songs have been
collected by researchers straight from the singers and in recent times many of them have
been published, thus conserving them for study or recitation. The fact that they rhyme makes
it easier for them to be memorised. Many of the quatraines are still frequently recalled and
recited without the melody, as if one is reciting a poem.

Carnival in the Maltese Islands is celebrated on a large scale but, whereas today it is mostly
an organised affair, in pre-war days it was a more spontaneous manifestation in various
villages and towns. The last day of Carnival is generally known as the Death of Carnival, so
revelers used to carry around a cardboard coffin and puppets in the form of skeletons. Late in
the evening the crowd sings rhyming quatraines emphasising the last day or death of Carnival
and the arrival of Lent with its fasting and abstinence. If the celebration happened to be at
Birgu a maritime city, the coffin was thrown into the sea. If inland, the coffin and skeletons
were either burned or broken up to the concluding tune of rhyming Carnival songs.

An unusual example of orality is the case of well known George Agius, an illiterate man from
Birgu, who, for many years has been visiting factories during break time or wherever there
are groups of workers and starts improvising devotional rhymes and rhyming prayers. But his
speciality is hospital visits, where he goes most often to rhyme consoling expressions of faith,
devotion and virtues of patience and hope.

Popular song has now been revived by various local folk societies and entities and, since
1998, the ministry responsible for culture has organised competitions in which both men and
women participate. Several singers have become well known for their ghana and are frequently
invited to sing at weddings, parties, hotels, various touristic centres and cultural activities.
Other societies have also revived traditional musical instruments which, by the 1970s had all
but disappeared. Instruments were usually various forms of cane fifes or flutes, hand drums,
friction drums and skin bagpipes, all made by hand from local available materials.

Literature and orality

As in many other countries the native Maltese were illiterate except for the professions and
many of the nobles and clergy who studied abroad or obtained the services of a mentor. This
means that the rest of the population relied on oral communication and on their memory to
recall and repeat the lore of their forefathers. They did not use printed or written calendars to
remember their appointments and seasonal activities but knew all about the various feasts
and celebrations of the church throughout the year and their appointments to pay rents, dues
and other obligations. Notaries’ contracts and agreements did not pinpoint a date but a feast
day as Christmas day, Saint Martin’s day, All saints day, Easter, and the rest. Common folk did
not use a watch, and neither read the church’s clock, but listened to the bells which announced
time, sunrise, sunset and an hour after sunset. They went on using oral communication to
keep alive their proverbs, songs, prayers, superstitious incantations, magic words and solve
life problems.

There were no local printed books and pamphlets until 1839. During the eighteenth century
the Maltese still practically lived under the control of three rulers, the Order of Saint John, the
Bishop and the Inquisitor and since each one of them pretended to be the one to sign permits
for printed works there was no hope of agreement. Even the suggestion of the three signing
together raised the problem of who was to sign first. So there was a total censorship of the
press and, for many years, nothing could be locally printed. When the British took over Malta
they realised that the Islands were a good stepping stone for protestant missionaries to print
their own bibles and other literature in preparation for African missions. This was one of the
stimuli, besides the constant requests by the Maltese inhabitants, to lift censorship and grant
a controlled freedom of the press in 1839. With the lifting of censureship numerous books and
periodicals appeared and, with the slow development of education and schools some Maltese
learned to read their language. Even so, compulsory education took some time to mature and
most of the native population remained largely illiterate. To crown all, much of the literature
published was in Italian and meant for the educated sector.
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Popular stories, romance, histories, legends, proverbs, religious topics, lives of the saints and
the rest were usually passed on orally to the people by educated individuals in schools and
churches but with freedom of the press, books started being published in parts, each subject
issued in about 50 parts or many more. llliterate persons enjoyed listening to someone who
could read to them the weekly parts and we still remember women often sitting in groups
attentively listening to someone reading to them. Some even used to collect some coins to
ensure that the reader would remember to buy the next instalment. The most popular were
romances, translated into Maltese from French, Italian and English literature or written by local
authors. Many who listened to the stories enjoyed telling them to others in their own words,
continuing the local popular tradition of storytelling.

As we have remarked when discussing local song, there were ballad singers or minstrels
with their narrative verse to recall local heroes, triumphs and tragic stories involving slavery,
Knights and abducted brides. The oral rendering of these ballads was very popular but during
the first half of the twentieth century, besides numerous publications of various types which
included books issued in parts, we also experienced the appearance of what are usually known
as “Chap-Books” or “Street Literature”. These were simply a sheet the size of an ordinary
newspaper folded several times to provide a small 16-page booklet. These were printed in
verse as ballads, were very cheap and featured not only the usual epics but more frequently
recent, contemporary murders and tragedies or a daring robbery. In the 1940s the ballads in
chap-books centred mostly on life during the war while levelling insults at Hitler and Mussolini.
Some people memorised parts of them and recited or sang them in the streets or in groups.

ORALITY IN EDUCATION

Language, dialect, communication, song, proverbs, tales, legends, devotions and all other
oralities in all aspects of life everywhere evolved slowly through the ages, in most cases
propagated within isolated communities and passed on from generation to generation.

But unavoidable changes in the exigencies and politics within, and others in neighbouring
countries often resulted in shifting and mingling of communities.

Integration of communities brought about slow but persistent loss of endemic oralities but at
the same time also gained others from external cultures.

In the Maltese Islands culture developed in the same way through centuries of changing
masters, and each wave of change strengthened one thing but weakened another.

Out of all aspects of life it is nearly always oral heritage that weakens first and, if a generation
does not persist in passing it on, later generations will inherit less and less until little of the
original remains.

The question sometimes arises as to whether we need to make efforts to conserve our oralities
just because we do not want them to die out for sentimental reasons, or because they are still
functional or needed.

It would be easy to discard what some may consider unnecessary, anachronistic or superfluous,
but it is the characteristics of each country that distinguish its culture from another and, unless
we want to have a homogenous culture embracing all countries we have to make efforts to
keep alive our identity.

If left in the arms of fate, our oral traditions will lose the battle and it appears that it is only
education through the schools that ensures that oral culture and identity can survive.

Incorporation of oralities in Social Studies
Every educator knows that students do well in the subjects they like and understand.

To like and understand a subject students must first find it of interest, and interest can be
instilled by teachers through various forms of presentation and activity.

In the Maltese Islands more elementary schools were opened during the last years of the
nineteenth century and the beginning of the twentieth, but it was only in 1947 that compulsory
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education was introduced to eliminate the erratic or total absence of school attendance and
bring about some semblance of order.

The usual subjects of the elements of arithmetic and language were taught but whatever else
was included was not meant to instil appreciation of oral heritage.

However, quite a number of books were locally published for use in Primary Schools, especially
reading books and anthologies which included verse and narrative in Maltese.

But more plentiful were books printed in England, in English, used in Secondary Schools
leading to certificate exams by English universities.

Rather late in the twentieth century Social Studies was introduced in the curriculum and this
opened up a whole field of related subjects which all go to show that individuals form part of
an interactive community with its beliefs, devotions, professions, trades and crafts, leaders and
workers, social services and all that keeps a nation going, including folk customs and traditions.

Final Secondary School courses, were formerly all controlled to lead to exams and certificates
by English universities, but now come under the University of Malta.

This has given us more freedom to incorporate Social Studies in the syllabus and ensure
inclusion of those aspects which, together, constitute our culture and identity.

During these last three or four decades, since Malta became an independent self-governing
republic, there has been a surge of activities and publications, by government Ministry of
Culture and other cultural societies which bring to the fore our identity.

In schools

Schools were quick to participate in this cultural revival by including Maltese customs,
traditions and oral lore in many of their activities.

Most of the activities organised by schools involve costume, food, confection, trades and
crafts, professions, feasts, devotions, Carnival, and others, but concerning oralities, at least
the following have been undertaken by various schools:

Projects... on given themes are commonly and periodically assigned
to collect and write information about legends, tales, proverbs, local
music or song.

Exhibitions... models or drawings are displayed to illustrate same
subjects as in projects.

Story telling... Some teachers take classes where students are
required to speak on a theme with the purpose of instilling the importance
of proper formulation of sentences and clarity of pronunciation.

This requires the student to shortly recite a traditional story, tale or
event proved quite useful to bring out native idioms, intonation and
expression.

Rhymes... In oral tradition rhyming is widespread in song and proverbs, but there are also
numerous nursery rhymes and nonsense rhymes that children like to hear and repeat.

Unfortunately, especially during the first half of the twentieth century, children used to be
taught more popular English nursery rhymes, ditties and oral games than Maltese and local
ones which could have been equally enjoyable. These were generally abandoned.

Recordings... Elderly people have much more of a past to remember than a future to
speculate upon.

Students have been often assigned projects which involve interviewing old people.

This exercise is of utmost importance also for professional researchers since the present
elderly generation still boasts of pre-war and wartime memories and experiences which include
popular songs, sayings, word games, prayers, tales, legends and other aspects which, in a
largely illiterate population of the time, were only transmitted orally.
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Some have recorded and transcribed popular songs as remembered by the elderly.

Dialects... The near isolation of some areas from others for hundreds of years brought about
endemic peculiarities in language, expression, accent and intonation, remnants of which, are
still evident today. Some students have been specifically assigned to record some of these
village dialects.

Trades and crafts... Most trades and crafts require the use of
tools. The traditional tools of the past began to be largely replaced
by electrical and other tools means in the 1920s. From the oral point
of view recording the names of tools in the various trades can be a
useful means of finding out how the trade and its tools evolved,
especially confirming how much of the nomenclature is derived from
the Italian. Through various school projects some students succeeding
in collecting and illustrating tools of the trade as artisans passed on
oral information.

Traditional songs and quatrains... have been incorporated in various school activities,
especially in recordings projects or recited on the stage. Such activities continue to revive and
keep alive a heritage which was slowly dying out.

Ballads... Stories of local heroes and special events have been kept alive by popular myths
and legends. Very recently legends have been published in verse on the same lines as the
traditional ghana or songs, with a small number of stanzas. These take the form of ballads and
the rhyming verses can be easily memorised. Some schools have already found them most
suitable to act on the stage and sing them in the style of native song. Others have used large
charts showing visually the particular legend to point out the story as the song proceeds, very
much on the lines of street minstrels.

Proverbs and adages... There are hundreds to choose from and all lend themselves very
well to classify under various topics, as those which are of agricultural importance, weather
lore, life skills, maxims and others. Many use vocabulary hardly ever heard today.

Word games... There are many popular word games, tongue twisters and riddles which
nowadays are rarely recalled, but some teachers have revived them for use at odd moments
in the classroom, especially the riddle-riddle type (M. haga mohgaga, pronounced haja
mohjaja).

Games... Many street games children play have Maltese rhymes or a particular vocabulary
and several refer to objects or situations common in the past. Up to the recent past, family life
followed a pattern which, every day, brought together family members more frequently and
this gave them more opportunity to talk, relate, discuss and revive all sorts of oralities. It is now
near to impossible to have the family together at any one time of the day or night and in many
cases, even when at home, some family members become engrossed in their computers and
apparently live a life of isolation from the world around them. This is one factor which is seen
to contribute to the loss of proper communication and therefore also of normal, traditional,
domestic conversation.

Schools now appear to be the only proper institutions where oral customs and traditions can
be strengthened if still present with us, or introduced if they are not yet experienced by the
younger generations.

Feedback has shown that either as a specific subject or incorporated in other topics, oralities
are regarded favourably by the majority of students.

WOMEN, ENCULTURATION, SOCIALIZATION

Each country has its own story to tell regarding the role of women in the family and the
community. Different circumstances have shaped the culture of each country through hundreds
of years. Women in the Maltese Islands have also passed through years of evolution in status
and function. If we analyse the changes that have taken place resulting in the present state of
affairs we can say that in general women’s way of life has changed from one when she was
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traditionally and permanently tied down to home and family, to that of the present when she is
free to aspire to a life with gender distinction.

Granted that there is still some margin for improvement, but theoretically there is no excuse
for a woman not to follow the same vocations as men since she has, by now achieved equal
rights in all aspects of life. However, the role of motherhood complicated matters. Various
arrangements and solutions have been found for mothers to attend to the needs of their
children while they go to work, but the lifestyle of both parents and children has changed
enormously.

Earlier lifestyle factors and women

Till the first decades of the twentieth century it used to be the women who were the central
unifying factor in the family. In most cases grandparents, aunts and sisters remained with the
family together in one closely-knit household reviving and recycling their customs, traditions
and oral heritage from generation to generation. The mother hardly ever went out of the house.
One can say that after marriage she became a full time child bearer, producing numerous
children in quick succession. There is one saying which states that a married woman never
left her house except to go to church and for her own funeral.

An important factor which shaped Maltese culture and identity was the influence of the
church. With the coming of the Order of St John (1530 to 1798) came also an increased
surge of religious influence on the Maltese population. The Knights were a military and
naval organisation, but they were also a religious order ruling over the islands. The bishops
imposed their powers over spiritual life of the people and a series of inquisitors, representing
the Pope, kept a close watch on the Knights, the bishops and the people. Every conceivable
move made by man, woman and child was monitored, criticised and controlled, and
punishment often meted out. Even up to the Second Vatican Ecumenical Council held in
the 1960s which brought about useful changes to cope with modern concepts, the church’s
involvement and presence in every move one made could be described as somewhat
oppressive and suffocating, leaving one to imagine what it was like in the eighteenth and
nineteenth centuries. Even now, except for the national days stemming from Malta’s political
history, all the other numerous traditional festivities are bound to the church and the various
town and village saints.

Families were very large and it was usual for the parents to decide what was to be done
about their children’s vocation, trade or craft when they grow up. It was customary to make
sure that at least one of the boys was to become a priest and a girl was to become a nun;
other girls used to be earmarked to do house-work, to care for the toddlers, or to run errands.
Unless girls started to show early signs that they have reached puberty, parents worried
because it was popularly believed that if girls did not exhibit their monthly cycle, blood could
be directed to the brain and cause mental disorders. But with a successful show of puberty
parents kept their girls at home guarded and, accompanied them, if they had to go out for
church services, feasts or for other reasons.

Too many girls born in a family caused some concern since in
most cases they were not earning any money for the family but
worked in the household. Girls also meant that the parents would
have to fork out some form of dowry for them. It was not easy for
girls to get married since they were not allowed to communicate
with young men. In many cases weddings were pre-arranged by
the parents or with the help of a middle-man or woman. After her
engagement, the girl was still not allowed to speak to her fiancée
before marriage. Even just after the wedding, husband and wife
had to go back separately to their respective family for a few days,
presumably to be briefed on what to expect in married life. But in
many families it was a taboo to talk about sexual matters and even
as late as the 1940s we know of several girls who never knew what
awaited them, having been indoctrinated by priests and relatives
to believe that they beget children by praying to various saints and
trusting in the Holy Ghost.
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Although women’s place was considered to be the home, it does
not mean that they did nothing else except housework. Especially
in the eighteenth and early nineteenth centuries cotton growing
was at its best and apart from sowing, reaping and helping out
in cotton production usually undertaken by men, the women were
given work they could do at home, like ginning, spinning and
weaving. Many worked in the streets or at the doorstep forming
groups ideal for gossip, song and general communication. Apart
from oral intercommunication within the family, women maintained
a constant flow of contacts with neighbours and other households
by undertaking various odd jobs.

Some women went round collecting other people’s linen for the
washtub, taking them to their home to wash, dry and iron for a
few pennies. Other women were self-appointed healers and they
prepared mysterious mixtures of plant and animal ingredients
which, with appropriate magic words and a good measure
of invocation of saints, was intended to help their clients to
overcome the tribulations of body and soul. Still others were
employed to beat down the cement-like lime mixture on the roof
of newly-built or repaired roofs, singing and gossiping as they
worked on.

Until the early nineteenth century some women used to be hired by
a berieved family to weep by the bedside of a deceased member of
the household. They turned pots and pans upside down to indicate
fasting, soiled paintwork with soot to obscure brightness, covered
the mirror to reduce distractions and performed other symbolical
actions while bewailing the dead. Near the deathbed they uttered
prayers and loudly lamented death. They continued their vociferous
ritual all the way to the burial.

Just as there were women dabbling in folk medicine there were
others working as midwives. Qualifications were not heard of but
popular midwifery was a calling passed on from mother to daughter
within the family. Folk midwifery was also surrounded by inevitable
religious and devotional aspects and beliefs. When the bishop paid
a pastoral visit to a village he used to call the handful of midwives
mainly to see whether they knew how to administer an emergency
baptism, since child mortality at birth was then quite high. Midwives
had to be recommended by the parish priest to ensure that they were of a good, reliable
character and able to keep a secret, thus safeguarding privacy. The midwife sat by the birthing
chair, loudly invoking various saint protectors to bring about a happy birth. Various devout
objects used to be borrowed from the church for the mother to hold during birth for moral
support which could be, depending on availability... the tabernacle key, baby Jesus borrowed
from the statue of St. Anthony, the stick of St. Calogero, an icon from a nearby church and
other movables.

Another frequent occupation for women was that of working as a wet nurse. Some mothers
could not suckle their offspring because of disease or other reasons and they used to hire
a wet nurse to breastfeed it for them. The wet nurse would have been a mother herself, still
suckling her own child. The wet nurse was also to be recommended by the parish priest to
ensure that she had no defects, since it was believed that mental and other illnesses could be
passed on through breast feeding.

Villages and towns of the past used to be a hive of activity, with more people out in the narrow
streets, chatting, gossiping, and haggling with street hawkers, a priest or nun, beggars, dogs,
chickens and pigs. Doors and windows of the small houses nearly always open, women were
communicating all the while, visiting the sick, borrowing or giving little necessities. Everyone
knew everyone else and apart from the usual tiff with a neighbour there used to be a pervading
atmosphere of sympathy, kindness, devotion where everyone felt at home. During the quiet
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hours of early afternoons, groups of women gathered at odd spots to play tombola, to recite
the rosary, to fetch water from a public tap or simply gossip outside the house. Others could
be seen cleaning utensils, sewing a garment or delousing a child. It all provided the ideal
conditions for the practice and survival of oralities.

F'wied tal-Mosta kien hemm tfajla,
Qeghda tigbor ftit haxix

F'dagga wahda, boghod fis-sigar,
Semghet ilhna u thaxwix.

Riedet tahrab minn kull jasar,
I#da kienet boghod mid-dar,
Biex tistahba mill-furbani
Dahlet trekknet gewwa ghar,

Brimba giet ghamlet ghangbuta,
L-ghar ghalgitu fi fuit hin;
Il-furbani rawha lesta,
Ghalhekk bagghu ghaddejjin ...

B'dik it-tama fil-Madonna
“T-fajla sabet il-helsien;

Issa fl-ghar bil-knisja fugha
Jigu n-nies minn kullimkien ...

U bdiet titlob lill-Madonna:
“Wahdi hawn la thallinix;
Fik nittama li ssalvani,

Li hawnhekk ma jsibunix!”

Zewg furbani hemm mohbija
Hin bla waqt malajr feggew,;
Dik it-tfajla mwerwra harbet,
u warajha huma grew ...
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Women of the present generation

Through the years much has happened and those changes that have affected women’s
role in Europe have also been reflected in the Maltese Islands. Girls appear to outnumber
boys at university and they have attained careers in every sector of the communal life.
Our population can boast of having access to everything it needs just as other European
countries, but comparing and contrasting the present life style with that of pre-war times we
immediately notice that the intimate intercommunication that once existing within the family
and the community, is now more or less lost. Since the 1960s an accellerated building boom
developed and private transport became generally available, resulting in a lateral spread of
buildings extending far over the periphery of the town or village. The architectural style of
most of these modern buildings makes it easy for the family to enter with its car straight
into the garage and thence into the home. This system has drastically reduced contact with
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neighbours and many are the cases where neighbours rarely or never have an opportunity to
communicate. Computers, televisions and other technologies have contributed to the isolation
of many households from the rest of the community.

Family roles have changed. A general pattern nowadays shows that mothers go out to work
not only to make ends meet but also to maintain their independence and communicate
with people. Pensioner grandparents, more sprightly than their pre-war counterparts, now
take over child care. The 1960s also saw the establishment of numerous night spots and
restaurants which offer night entertainment, also catering for teenagers, whether boys or girls,
who no longer follow the older family life style when all members came together in the evening
strengthening family bonds and passing on oral games, language, stories, tales, experiences,
prayers and devotions. These oralities appear to be losing ground to relentless evolution
by which old customs slowly change and others take their place. It is now evident that the
surest way of conserving our oral heritage is through the schools and the culture sectors of
government and cultural societies.
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KOMPENDJU

ll-generazzjoni zaghzugha tal-lum, billi twieldet imdawra b’'mezzi u
metodi moderni ta’ komunikazzjoni, hu impossibbli li tista’ timmagina
kif missirijietha, miz-zmien ta’ qabel il-gwerra ‘| hemm, setghu jghaddu
minghajr il-facilitajiet li ghandhom illum il-gurnata. Li hu ¢ert hu li b’mod
jew iehor, fambjent aktar naturali, aktar intimu u aktar personali li
fih wiehed kien jitwieled, kienu jsibu rkaptu u jingdew xorta wahda.
Missirijietna kienu ftit jew kwazi totalment illitterati u I-espressjonijiet
komunikattivi tal-lingwa, il-proverbji, il-hrejjef, il-leggendi, u
d-devozzjonijiet setghu issiru biss permezz tal-kelma u b’'mod naturali.
L-gherf tal-imghoddi kien mghoddi, b’'mod sod minn generazzjoni
ghal ohra permezz tat-tahdit biss. Il-mod kif kienu jikkomunikaw fil-
hajja personali u intima ta’ |-generazzjonijiet imghoddija, ma kienx
bil-kliem biss, il-kliem kien parti minn haga aktar komplessa li kienet
tinkludi djalett, tfertil, hoss, burdata, accent, il-grad jew intensita,
espressjonijiet li jsiru bil-wi¢¢, pawsa jew intervall, ir-ritmu u I-pass
tal-kliem, dramatizzazzjoni u fatturi ohra li wiehed jistenna Ii jsib
f’komunikazzjoni naturali u normali bil-kliem, li ma bagghux jinzammu
jew mghoddija lil haddiehor b’mezzi moderni. Dan ifisser li wiehed
jista’ juza sostituti moderni flok oralitajiet naturali, imma dawn gatt
ma jistghu jiehdu post tal-haga reali. In-nazzjon indipendenti ta’ Malta
kienet ilha ghal mijiet ta’ snin taht setghat differenti barranin li kienu
jahkmu Sqallija u I-Mediterran ¢entrali, bir-rizultat li I-Maltin wirtu Isien
bazikament semitiku li jinkludi gatigh mill-girien taghha jigifieri Sqallija
u |-Italja. Huma wirtu wkoll il-legat ta’ madwar tliet mitt sena ta’ hakma mill-Kavallieri tal-Ordni
ta’ San Gwann, bl-arti, arkitettura u kultura taghhom minghand bliet dominanti tal-Ewropa.
Madwar il-Gzejjer Maltin kollha hawn numru kbir ta’ knejjes u xbihat li juru t-trobbija religjuza tal-
popolazzjoni, aktar evidenti bin-numru kbir ta’ purcissjonijiet imlewna u festi religjuzi ¢celebrati
tul is-sena kollha. Ir-religjon holgot numru kbir ta’ forom differenti ta’ drawwiet, devozzjonijiet
u espressjonijiet mithaddta qalb il-Maltin li, billi kellhom |-Ordni ta’ San Gwann, I-Isdfijiet lokali
u I-Inkwizizzjoni attenti ghal kull mossa li jaghmlu, sawru I-kultura taghhom skont dak li nafu.
Flimkien mal-ilsien, il-Maltin ghandhom it-tip ta’ hirejjef, leggendi, qwiel, loghob bil-kliem, rimi u
ghana taghhom li flimkien mal-istorja, drawwiet u tradizzjonijiet imzewga taghhom, jaghtuhom
kultura b’identita specifika taghhom. Kull wirt materijali jista’ jigi protett biex izomm din I-identita,
imma |-wirt orali gieghed fil-periklu li jintesa u jidher li I-iskejjel u I-organizzazzjonijiet kulturali
biss jistghu jghinuh u jghadduh lill-generazzjonijiet futuri taghna.

L-ORALITA U T-TISWIR TAL-IDENTITA

F'hafna paijjizi, I-aspetti orali bazi¢i tal-kultura jafu jidhru l-istess, fis-sens illi I-kulturi kollha
jhaddnu forom orali ta’ gherf il-poplu bhalma huma I|-leggendi u I-hrejjef, I-inkantezmi
superstizzjuzi u r-rakkonti, I-ghanjiet, I-istejjer, il-qwiel, it-talbiet u forom ohrajn ta’
komunikazzjoni fil-familja jew il-komunita. Imma dawn l|-aspetti kollha huma affettwati minn
¢irkustanzi b’sahhithom u li jinbidlu matul il-mixja tal-istorja. Kull pajjiz ghandu I-isfond storiku
stramb tieghu illi, flimkien mad-drawwiet u t-tradizzjonijiet kollha tieghu, jaghtuh kultura distinta
bl-ilsien, it-twemmin u t-tradizzjonijiet orali tieghu. [I-Gzejjer Maltin, minkejja d-dags ¢kejken
taghhom, ghandhom I-identita taghhom b’kultura li thaddan fiha I-ilsien u I-patrimonju orali
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ghani taghhom. ll-qaghda geografika tal-gzejjer Maltin, fil-qalba tal-Bahar Mediterran, sawret
l-istorja, il-lingwa u I-hajja socjali taghhom matul is-sekli, influwenzati mill-kulturi storic¢i u orali
tal-pajjizi girien li wassluhom biex joholqu identita ghalihom.

L-isfond storiku li sawwar aspetti varji tal-oralita f’Malta

Il-gzejjer ghaddew minn hakma twila Gharbija u wara, sa tmiem is-seklu tmintax, waqghu
taht kull min hakem jew mexxa n-naha ta’ isfel tal-ltalja u Sqallija u servew bhala I-aktar
gaghda militari fin-nofsinhar ghall-inqas sa minn zmien ir-Rumani. Matul is-sekli bikrija u
z-zminijiet tan-nofs, il-gzejjer ma kenux kennija bizzejjed ghall-abitanti taghhom minhabba
I-attakki kontinwi u gawwija mis-sibbien u I-kursari, l-iskjavitu u d-diffikulta biex dawn jitharsu
kif jixraq. L-abitanti, ftit u fogra, kienu jghixu lil hinn mill-kosta grib is-swar tal-lmdina fejn kienu
jghixu n-nobbli, il-mexxejja ewlenin tal-gzejjer. Taht il-mexxejja differenti li hakmu fug Sqallija
u Napli, il-gzejjer Maltin kienu dejjem jinghataw bhala fewdu lin-nies nobbli, sakemm fl-ahhar
nett, fl-1530, inghataw lill-Kavallieri ta’ San Gwann minn Karlu V ta’ Spanja wara li dawn tilfu
I-bazi taghhom f'Rodi. Dawn bagghu Malta sal-1798 meta tkeccew minn Napuljun Bonaparte.
Il-Kavallier bdew jghixu fil-Kastell, illum maghruf bhala Sant’Anglu, |li jhares il-Port il-Kbir.
Ghaldagstant, kien hemm zewg amministraturi, I-universita fl-imdina u ohra Sant’/Anglu, imma
I-hakkiema kienu I-Kavallieri ta’ San Gwann.

ll-wasla tal-Kavallieri gabet maghha bidliet kbar li influwenzaw il-
kultura tal-poplu. ll-migja taghhom fMalta gabet certu ammont
ta’ sigurta minhabba li kienu, wara kollox, gawwa militari u navali.
Bnew il-fortifikazzjonijiet u, wara I-Assedju |-Kbir tal-1565, bnew belt
iffortifikata, il-Belt Valletta. ll-prezenza tal-knisja ssahhet u saret aktar
sigura. Filwagqt li qabel l-isqfijiet ta’ Malta kienu joqoghdu Palermu u rari
kienu jitfaccaw, issa setghu jibdew jghixu Malta biex imexxu u jsahhu
I-knisja lokali, u fl-istess hin iheggu biex jizdied I-ghadd ta’ gassisin.

Bejn is-seklu sittax u tmintax dawn il-gzejjer zghar kienu litteralment
taht tliet saltniet separati, jigifieri, il-Granmastru, I-Isqof u I-Inkwizitur
fejn dan kien jissorvelja kemm lill-Kavallieri kif ukoll lill-Knisja. Dawn
kienu I-hin kollu jittewmu bejniethom, u kull wiehed minnhom kellu
I-qorti u I-habsijiet tieghu. L-invazjoni minn Napuljun fl-1798 qacctet 'il-
Kavallieri 'l barra, l-influwenza zejda tal-Knisja u tal-Inkwizitur twarrbet
u tnehhiet ghal kollox I-iskjavitt, imma I-Inglizi, minkejja li kienu mitluba jigu mill-Maltin biex
jghinuhom jehilsu mill-Francizi, sabu li Malta kienet eccellenti bhala bazi fil-Mediterran u
bdew imexxuha bla hisieb minghajr ma giesu s-sistema amministrattiva lokali u I-popolazzjoni
indigena.

L-ilsien Malti

L-ilsien Malti ghandu I-grammatika tieghu Semitika imma jhaddan fih ammont kbir ta’ kliem
Sqalli jew Taljan minhabba I|-grubija geografika u t-tahlit bejn Malta u n-naha ta’ isfel tal-
Ewropa. Nafu li kien hemm zminijiet fejn il-poplu ¢kejken ta’ Malta ttiehed Sqallija jew ingabad
bhala Isir filwaqt li fi zminijiet ohrajn kien hemm xi gruppi li spi¢¢aw eziljati 'Malta u Ghawdex
lI-Kavallieri ta’ San Gwann gabu maghhom ghadd kbir ta’ nies tas-sengha u professjonisti.
Hafna minnhom baqghu Malta, jahdmu seneghthom u jghaddu I-hiliet taghhom lill-apprentisti
lokali. Dan i¢-¢aqlig kollu ta’ barranin gejjin u sejrin kompla ghin biex toktor I-oralita, fosthom
I-inkantezmi superstizzjuzi, il-forom ta’ talb, il-kliem ta’ seher ghall-fejgan u aspetti ohrajn.

Madwar I-inhawi tal-port zviluppaw bosta snajjiet u xoghlijiet b’rabta max-xwieni tal-Ordni
u aktar tard mat-tarzna navali Ingliza, u dan wassal biex jidhlu kelmiet u espressjonijiet fil-
vokabularju taghna relatati ma’ dawn is-snajja’ u x-xoghlijiet varji. Negozjanti u merkanti Maltin
u barranin biddlu I-inhawi f'bejta ta’ attivita ta’ esportazzjoni u importazzjoni. Hafna minn dawn
kellhom interessi barranin b’imghallmin u haddiema barranin li spiss kienu jispi¢¢aw jibqghu
jghixu u jizzewgu Malta. Huwa fatt maghruf li madwar I-inhawi tal-port jezistu stramberiji fil-
lingwa, il-vokabularju, I-aé¢ent u I-pronunzja. Ezempju ¢ar huwa t-tlehhin tal-hoss “k” minflok
dak gutturali “q” li normalment ilehfinu I-Maltin u li I-barranin Ewropej hafna drabi ma jlissnuhx.
Interessanti li tara li dan I-ezempju jghodd ukoll ghal Ghawdex, it-tieni I-akbar gzira fl-ar¢ipelagu
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Malti, fejn il-hoss ta’ “k” jitlehhen minn bosta minflok dak ta’ “q”. Dan jista’ jkun minhabba I|-fatt
li xi bahrin u negozjanti li kellhom pronunzja barranija kienu jwasslu I-merkanzija taghhom
Ghawdex u jista’ jkun ukoll li hafna minnhom spi¢c¢aw biex bdew jghixu hemm u komplew
iferrxu l-ac¢ent taghhom.

L-ilsien Malti ghandu bosta forom ta’ espressjoni u l-eqdem poezija bil-Malti miktuba minn
Caxaro fI-1498 u misjuba fI-1983 taghtina I-istil medjevali ta’ kitba ta’ zmienu, b’bosta kelmiet
li m’ghadniex midhla taghhom, imma sahansitra llum ukoll, ghadhom jezistu forom varji ta’
djaletti mitkellma. Dawn id-djaletti jvarjaw mhux biss ghax certi kelmiet jinstemghu aktar
frahal partikulari milli fiehor, imma wkoll minhabba varjazzjonijiet fl-intonazzjoni, I-acéent u
I-frekwenza fil-bdil tal-vokali. B'mod generali nistghu nghidu li I-kliem fl-ilsien Malti ghandu
I-konsonanti bhala I-gafas ewlieni, imma minn rahal ghal iehor, minn belt ghal ohra, xi vokali
jafu jinbidlu kompletament, biex b’hekk dak id-djalett jinghata t-timbru partikulari tieghu. Meta
I-popolazzjoni ta’ Malta kienet zghira, l-irhula kienu x’aktarx maqtughin ghalihom bil-familji
jghixu mill-ghelejjel tal-ghelieqi u I-prodotti tal-irziezet taghhom, u ftit li xejn kellhom ragunijiet
validi ghala jithalltu ma’ rhula ohrajn ghajr ghal xi okkazjoni ta’ xi festa partikulari jew xi gadja
importanti. Dan ghen sabiex id-djaletti jkampaw ghal bosta snin imma matul is-seklu dsatax u
ghoxrin, I-aktar matul it-tieni gwerra dinjija u warajha, sehhet immigrazzjoni interna ta’ ghadd
kbir ta’ nies lejn bliet u rhula varji fMalta u Ghawdex u dan wassal biex sehh tahlit bejn djaletti
u accetti li, flimkien mal-istandardizzazzjoni tal-grammatika tal-ilsien Malti bejn I-ghoxrinijiet u
t-tletinijiet, seta’ wassal biex tinholoq varjeta lingwistika aktar omogenja.

ll-leggendi, il-hrejjef u r-rakkonti

Il-pajjizi kollha ghandhom il-leggendi u I-hrejjef taghhom u rridu nghidu wkoll li ghal xi zmien,
hafna mill-pajjizi kienu illitterati u kienu jserrhu ghal kollox fuq il-komunikazzjoni bil-fomm.
lllum il-gurnata hija minn awl id-dinja li I-komunikazzjoni tista’ tkun miktuba permezz ta’
sistemi differenti, imma qabel it-tnedija tal-edukazzjoni obbligatorja ghal kulhadd, in-nies
kienet isserrah ghal kollox fuq I-oralitajiet filwaqgt li d-dokumenti miktuba kienu settur limitat
ghall-professjonisti tal-iskola. Ir-rakkonti jaghmlu parti importanti mit-tradizzjonijiet orali u,
l-istess bhall-pajjizi I-ohrajn kollha, Malta ghandha I-leggendi u I-hrejjef taghha
xtirrakkonta. Meta I-Inglizi hatfu 'l Malta, ghall-ewwel biex imexxuha bhala bazi

militari u navali “temporanja” fl-1800 imma minflok bagghu hawn sal-1979, minflok MANWEL MA GRI

ma qaghdu ghall-uzu tat-Taljan bhala I-lingwa uffi¢jali ta’ dawk iz-zmenijiet, u tal-

kwalunkwe pajjiz iehor u I-funzjonijiet kollha ufficjali kienu jsiru bit-Taljan, taht il-

Malti bhala Isien art twelid il-popolazzjoni indigena, riedu li I-lingwa ufficjali ssir
I-Ingliz. ll-kultura Maltija kienet xorbot wisq aktar minghand it-Taljani milli minghand

forom varji tieghu, ghal sekli shah. Dan wassal biex tinholoq instabbilita politika li
bagghet ghaddejja sal-ewwel nofs tas-seklu ghoxrin, fejn kellna partiti u fazzjonijiet
li jzommu ma’ naha jew ma’ ohra. Eventwalment bdiet il-gwerra li solviet il-kwistjoni
tal-lingwa darba ghal dejjem minhabba li t-Taljani bdew jattakkaw il-gzejjer Maltin
u allura kull suspett li seta’ kien hemm ta’ xi influwenza Taljana f'kull forma jew
fuq il-lingwa, kienet prattikament meqjusa bhala tradiment. Ghaldagstant, il-Malti
u I-Ingliz saru I-lingwi uffi¢jali ta’ Malta. Madanakollu, lejn I-ahhar tas-seklu dsatax
u |-bidu tas-seklu ghoxrin, bosta tfal fl-iskejjel u adulti kienu mghallma u tghallmu
bl-amment bosta tagbiliet popolari, qwiel, firejjef u ghanijiet Inglizi filwaqt li warrbu
I-bicca I-kbira tal-ekwivalenti taghhom bil-Malti. Imma sa minn mindu Malta kisbet
I-Indipendenza taghha u saret Repubblika, tqanglet mewga ta’ nazzjonalizmu
li hegget mill-gdid dak kollu li hu Malti, inkluz it-tradizzjonijiet orali biex b’hekk
kompliet tissahhah Il-identita Maltija.

F’kull pajjiz jezistu I-Arejjef, imma whud minnhom saru internazzjonali u ntlagghu minn bosta
pajjizi ohrajn minhabba I-popolarita taghhom biex b’hekk saret taf bihom id-dinja kollha u
twahhdu mar-rakkonti orali tal-pajjizi differenti. Imma I-leggendi ghandhom siwi mill-aktar
importanti bhala parti mill-patrimonju lokali u orali. Il-hrejjef dejiem ghandhom mis-seher
filwaqt li I-leggendi huma storja differenti. ll-veru tifsira tal-kelma leggenda hi sempli¢iment
“spjegazzjoni”. ll-leggenda, ghaldagstant, hija I-mod popolari kif dak li jkun jispjega grajja,
persuna, post, ghar, oggett jew aspett tal-pajjiz ikkon¢ernat u r-raguni ghala dawn jezistu u
galadarba |-leggenda hija biss spjegazzjoni, ma tkunx twila bhalma tkun il-hrafa. ll-leggendi
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huma dejjem marbutin mal-verita jew ma’ farka verita, imma Il-verzjoni orali popolari jista’
jkollha, jew jista’ ma jkollhiex, asserzjonijiet fantastici. Fil-gzejjer Maltin, il-leggendi jintrabtu
ma’ xi knisja, ghar, binja, eroj storiku jew grajja storika. ll-leggendi ma jkunu jfissru xejn jekk
ma jfissrux xi individwu, grajja jew tema ohra lokali maghrufa. ll-leggendi Maltin imorru lura
ghall-ewwel sekli, whud sahansitra jintrabtu mal-Konti Ruggieru tan-Normanni filwaqt li ohrajn
ifakkruna fl-Assedju I-Kbir u fl-eroj tieghu I-Granmastru de La Valette. ll-bi¢¢a I-kbira ta’ dawn il-
leggendi jfakkruna fl-iskjavitu, fil-nbit mill-furbani, f'xi gharusa abbandunata, f'xi dehra mistika
li Ikoll ghandhom rabta ma’ post specifiku, u ghaldagstant jintrabtu direttament mad-drawwiet
orali tal-post. Hekk kif Malta haddnet il-fidi nisranija, whud mil-leggendi relatati mal-Milied,

ll-versi bir-rima

B’'mod specjali sal-ewwel nofs tas-seklu ghoxrin, kien jitgies minn awl id-dinja li I-ghanjiet
popolari kellhom versi bir-rima, imma r-rima, jew il-kwazi rima, tidher ukoll fi qwiel u f'hafna
talbiet u stqarrijiet ta’ devozzjoni. ll-patrimonju orali wasslilna firxa shiha ta’ qwiel mimlija gherf
u li ghandhom ir-rima, u jidher li meta versi jew stqgarrijiet qosra jkollhom ir-rima, jkun ehfef
biex dak Ii jkun jiftakarhom u jtennihom. Tinhass ¢erta sodisfazzjoni meta wiehed jirnexxilu
jaghmel stqarrijiet bir-rima u f'hafna mill-qwiel lokali hemm tentattiv gqawwi ta’ rima. Bhalma
jigri fbosta oralitajiet, wiehed isib varjanti tat-tema komuni, imma I-hsieb ewlieni jibga’ dejjem
I-istess. Meta |-qwiel ikunu bir-rima, hemm anqgas ¢ans li dawn jinbidlu fhaga differenti, u kull
generazzjoni tkun tista’ tiftakarhom u tirrepetihom ahjar. L-influwenza tat-Taljan tidher ukoll
fil-qwiel Maltin illi, hafna drabi huma qwiel maqglubin direttament ghall-Malti. Fi Zminijietna,
il-qwiel I-antiki ghadhom jinghadu bla problemi. It-thaddim tar-rima fi stqarrijiet ta’ devozzjoni,
jghid talba jekk ikollhom vers sempli¢i. Hafna minnhom intisgu fi zmien meta I-bi¢¢a I-kbira
tal-poplu kien illitterat u ma kienx kapaci jagra jew jikteb u ghalhekk, it-thaddim tar-rima sabha
ideali biex inissel qwiel u talbiet li jibbqghu. Bosta mill-qwiel, talbiet u stqarrijiet bir-rima ngabru
minn studjuzi biex jaraw li dawn ma jintilfux.

L-identita u I-kultura ta’ pajjiz ma jitfasslux biss mill-istorja u mill-mod kif jidhru t-twemmin, id-
drawwiet, it-tradizzjonijiet u I-lingwa imma jissahhu permezz tal-forom differenti tal-oralita li,
mal-medda taz-zmien, jidher li jistghu jintilfu facilment imma li fl-istess hin tant huwa difficli li
zzommhom milli jinbidlu jew milli jghibu.

Banni banozzi

Gej il-Papa gej

Bil-pastizzi tal-habtejn

Kollox ghalik

IT-TRADIZZJONI ORALI PERMEZZ TAL-MUZIKA
U L-LETTERATURA

Il-melodija u I-kant spontanji ghandhom gherughom fin-natura tal-bniedem u johorgu fit-ton,
fir-ritmu u fil-gawwa filwaqt li juru s-sentimenti tal-individwu fmument partikulari. Jekk il-
kantant mhuwiex wahdu, il-kanzunetta tiehu tifsira ohra u tesprimi I-emozzjoni tal-grupp. Meta
dak li jkun ikanta ma’ haddiehor, ikattar jew inaqgas I-intensita tad-diga jew ikompli jzid I-hena.
Is-suriet differenti tal-muzika u I-kanzunetti ta’ zminijietna huma r-rizultat tal-evoluzzjoni tal-
istrumenti, il-materjali, il-metodi u ¢-Cirkustanzi taz-zminijiet, bi ftit, jekk hemm, xebh mal-
muzika folkloristika originali tal-pajjiz ikkoncernat.

L-ghana popolari

Meta |-gzejjer Maltin kienu taht il-hakma Gharbija ghal perjodu twil ta’ zmien, il-popolazzjoni
indigena kienet ¢kejkna u irrilevanti u kienet tghammar fl-gherien u f'binjiet primittivi, filwaqt i
tghix mill-ghelejjel fqajra tal-art fi zmien fejn kien jahkem il-fagar. Imma n-natura tal-bniedem
hi dik li hi u xorta tibga’ tesprimi ruhha f'xi forma ta’ melodija spontanja, minghajr strumenti
u li tixhed il-burdata tal-ghannej. Wara mijiet ta’ snin, mat-tlugh u l-inzul tal-mixja storika, sa
nofs is-seklu ghoxrin, il-popolazzjoni tal-gzejjer Maltin splodiet u, kif gara f'bosta pajjizi ohrajn,
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din kienet tingasam bejn il-fogra, il-bdiewa, il-klassi I-medja u I-ghonja. -
popolazzjoni originali ta’ bdiewa kibret imma bagghet izzomm mal-muzika
u t-tradizzjonijiet orali taghha filwaqt li I-klassi I-gholja, I-aktar sa mill-migja
tal-Ordni ta’ San Gwann, baqghet izzomm mal-istil ta’ muzika u strumenti
Ewropej minghajr lanqas biss tinnota I-ghana popolari li bih il-bdiewa u dawk
tal-klassi I-baxxa bagghu dejjem jindukraw.

L-ghana (il-kanzunetti popolari indigeni) ghandha melodija ripetittiva
b’'sentenzi mtawlin hafna drabi fil-forma ta’ kwartini bit-tieni u r-raba’ versi
jirrimaw jew kwazi jirrimaw. Imkien m’hemm ritmu mahtuf jew mghaggel. II-
kwartini spontaniji jitfasslu dak il-hin stess, u s-sentenzi mtawlin huma ideali
sabiex jaghtu lill-ghannej hin bizzejjed halli jkun jista’ jahseb kif se johlog
ir-rima.

In-nisa tad-dar kienu jahslu |-hwejjeg b’idejhom fil-bitha fuq gewwa tad-
dwejra taghhom, u biex jaghmlu I-qalb, kienu hafna drabi jerhulha jghannu
I-kwartini. Bosta mill-kwartini kienu jkunu generali fis-sens li I-ghannejja kienu
jitghallmuhom minghand haddiehor u jiftakruhom, imma hafna drabi n-nisa
kienu jkantaw kwartini ta’ dak il-hin sabiex joffendu lil girien antipatici li kienu
jkunu ged jissemmghu minn bitha ohra fil-grib u t-tnejn Ili huma jogoghdu
jwiegbu lil xulxin skont min imissu b’ghana tat-tghajjir. Minbarra min-nisa tad-dar fi djarhom,
kien hemm hafna okkazjonijiet ohra fejn kienet tiddeffes I-ghana. L-ghana spontanja fMalta
nsibuha bhala spirtu pront u dejjem kienet popolari I-aktar meta n-nies kienu jiltagghu dakinhar
ta’ xi festa. L-ghana tal-kwartini kienet tinstema’ wkoll fil-hwienet tal-inbid, fl-irhula u I-bliet varji
fejn l-irgiel kienu jiltagghu ghal xi pinta nbid filghaxija. Meta t-trasport kien batut, in-nies li
kienu jkunu sejrin igawdu xi festa importanti popolari, kienu jiltagghu tard lejlitha halli I-ghada
jbakkru ghall-quddiesa tal-ewwel. Okkazjoni bhal din kienet ideali biex jaghtuha ghall-ghana
spirtu pront, imma minflok ghannej wiehed kien ikun hemm x’aktarx tnejn, u b’hekk I-atmosfera
kienet tkun aktar hajja. Is-suggett li dwaru kienu se jghannu kienu jew jiddec¢iduh minn qabel
jew inkella kien ikun hemm ghannej li jibda jghanni dwar xi tema li jidhirlu tajba u, wara li
jghanni |-bi¢¢a tieghu, l-iehor kien ikun mistenni jkompli fuq I-istess tema. Imma bejn kwartina
u ohra, il-kitarrist kien jibga’ jtanbar bil-mod fuq il-kitarra ghal tul ta’ hin biex jaghti ¢ans lit-
tieni ghannej jahseb dwar x’se jwiegeb. Din it-tip ta’ ghana hafna drabi ddegenerat u nbidlet
f'wahda ta’ tghajjir, I-aktar fil-Buskett lejlet I-imnarja (il-festa ta’ San Pietru u San Pawl) |i ssir
fGunju. Ghalhekk twaqgfet, imma aktar tard is-Sodjeta Agrarja regghet bdiet torganizzaha
bhala kompetizzjoni kkontrollata u s-suggett kien jittella’ bil-polza.

Mill-mijiet ta’ kwartini migbura, il-bi¢¢a I-kbira taghhom huma dwar in-namur, l-imhabba u
z-zwieg u hafna minnhom huma mizghuda insulti. Imma meta tixtarrhom issibilhom tifkiriet
marbuta mad-drawwiet taz-zwieg li ilhom li ghebu minn fostna kif ukoll referenzi ghal zminijiet
meta hafna Juvintur kienu jbahhru u ma jergghu lura gatt. Ma kienx facli ghat-tfajliet gabel
it-Tieni Gwerra Dinjija li jkunu hielsa u indipendenti u hafna drabi kienu jinzammu d-dar ma
jmorrux jagghu fxi dizunur. Guvni li kienet toghgbu tfajla li kien ikun lemah fil-knisja jew fxi
festa, ma setax jagbad u jmur fugha u jkellimha, imma hafna drabi kien ikollu bzonn ifittex
I-ghajnuna ta’ huttab. Xi guvintur kuragguzi kienu jittantaw jghannu xi kwartina jew tnejn qrib
ta’ fejn kienet toqghod it-tfajla I-mahbuba, imma normalment kienu jikru xi ghannej sabiex
jghanni minflokhom bit-tama li jitganqal xi haga.

Ghadna niftakruhom sal-lum lil dawk in-nisa li bejn 1-1940 u I-bidu tal-1950, huma u jballtu
s-saqaf, kienu jghannu xi ballata jew kwartina. Qabel ma beda jintuza I-konkrit kullimkien, is-
sogfa tad-djar Maltin kienu maghmulin mix-xorok, u ghalhekk kellhom jitghattew b’bicciet tal-
gebel miksija b’tahlita ta’ §ir iswed li jixbah is-siment u ingredjenti ohra zghar.. Dawn kellhom
jitballtu biex b’hekk is-saqaf jissahhah u ma jaghmilx ilma. Hafna drabi dan x-xoghol kien isir
min-nisa li kienu jintefghu bilgieghda f'ringiela filwagqt li jballtu t-tahlita permezz ta’ bi¢¢a injama
bil-manku u ma’ kull roqgha li jlestu jimxu pass lura. Kienu joqoghdu jghannu wahedhom jew
ghalenija ghar-ritmu filwaqt li jhabbtu f'dagga mal-art.

Minbarra |-kwartini spirtu pront individwali, I-ghana popolari Malti gieli ha wkoll ix-xejra ta’
ballata, b’melodija kalma u ripetittiva, imma din id-darba x’aktarx li ma kenitx tkun spontanja
minhabba li kienet tkun thejjiet u mmemorizzata minn gabel. L-istess bhalma jigri fbosta
pajjizi, il-ballati li jinghadu hawnhekk ifakkruna f'atti erojci, tragediji u f'suggetti storic¢i ohra,
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fejn it-ton u I-loghob bil-melodija li toghla u titbaxxa, jirriflettu d-diga jew ir-rebha skont il-
kaz. F'din it-tip ta’ ghana, |I-ghannej jispic¢a hafna drabi jgholli lehnu (ghana tal-gholi), kultant
sahansitra aktar milli jiflah, filwaqt li jtemm is-sentenzi billi jbaxxi I-vu¢i. Hafna mill-ghannejja
jzommu I-pala ta’ id minnhom mal-genb ta’ rashom bejn halghom u widinthom halli b’hekk
jiffukaw fuqg lehinhom. Il-ballati f'Malta jissejhu Tal-Fatt li juri li dawn jissejsu fuq fatt storiku.
Hemm bosta forom u varjazzjonijiet ta’ ghana tradizzjonali popolari imma |-ezempji moghtija
huma fost |-aktar interessanti. Ghadd kbir ta’ kwartini u ghanjiet ohrajn ingabru minn ricerkaturi
direttament minn fomm I-ghannejja u dan l-ahhar hafna minnhom spi¢¢aw ippubblikati, u
b’hekk ged nikkonservawhom ghal meta nkunu rridu nistudjawhom jew nghannuhom. II-fatt li
jirrimaw jaghmilha ehfef sabiex ikunu mmemorizzati. Dak li jkun ghadu spiss jiftakar u jghanni
bosta mill-kwartini minghajr il-htiega tal-melodija, dagslikieku gieghed ilissen xi poezija.

lI-Karnival fil-gzejjer Maltin huwa ¢¢elebrat bil-qawwi imma, filwaqt li llum il-gurnata jsir b’mod
organizzat, dari, gabel il-gwerra kien ikun aktar wirja spontanja mteligha f'bosta rhula u bliet.
L-ahhar jum tal-Karnival huwa maghruf I-aktar bhala “Mewt il-Karnival”, u ghaldagstant ix-
xalaturi kienu jgorru tebut tal-kartun u pupazzi forma ta’ skeletri. Tard filghaxija mbaghad il-
gemgha kienet tghanni kwartini bir-rima li jishqu I-ahhar jum tal-Karnival jew mewtu u I-wasla
tar-Randan bhala zmien ta’ sagrifi¢cji u astinenza. Jekk ic-¢elebrazzjoni tinzerta tkun il-Birgu,
belt marittima, it-tebut kien jintefa’ I-bahar. Jekk I-attivita kienet issir f'postijiet mhux hdejn il-
bahar, it-tebut u I-iskeletri kienu jew jinharqu jew jitfarrku lejn tmiem I-ahhar battuta tal-ghanjiet
bir-rima tal-Karnival.

Ezempju mhux komuni ta’ oralita huwa I-kaz tal-maghruf Gorg Agius, ragel illitterat mill-Birgu,
li ilu ghal bosta snin izur il-fabbriki wagqt il-hin tal-mistrieh jew kull fejn kien ikun hemm gliba
haddiema u erhilu jimprovizza rimi devozzjonali u talb bir-rima. Imma I|-forte tieghu huma
z-zjarat fl-isptar, fejn hafna drabi jmur biex jghid versi bir-rima ta’ kuragg u devozzjoni spiritwali
u dwar il-virtujiet tas-sabar u t-tama.

Bosta socjetajiet u entitajiet folkloristici lokali geghdin jergghu jaghtu I-hajja lill-ghana popolari
u, sa mill-1998, il-ministeru responsabbli mill-kultura organizza kompetizzjonijiet li matulhom
jiehdu sehem irgiel u nisa. Bosta ghannejja saru maghrufa ghall-ghana taghhom u spiss ikunu
mistednin biex jghannu f'tigijiet, festini, lukandi, ¢entri turisti¢i varji u waqt attivitajiet kulturali.
Socjetajiet ohrajn qajmu wkoll mill-gdid strumenti muzikali tradizzjonali li, sas-sebghinijiet
kienu diga ghebu ghal kollox. L-istrumenti kienu jkunu normalment forom varji ta’ fifri jew
flawtijiet tal-qasab, tnabar, zafzafiet u xi zaqq, ilkoll maghmulin bl-idejn minn materjali misjuba
lokalment.

ll-letteratura u l-oralita

L-istess bhal f'hafna pajjizi ohrajn, il-Maltin indigeni kienu illitterati ghajr ghall-professjonisti
u bosta min-nobbli u I-kleru li kienu jistudjaw barra jew li kellhom is-servizz ta’ ghalliem
privat. Dan ifisser li I-bgija tal-popolazzjoni kienet isserrah fuq il-komunikazzjoni orali u
fuq il-memorja sabiex tiftakar u tirrepeti I-gherf ta’ missirijietna. Ma kenux juzaw kalendariji
stampati jew miktuba biex jiftakru I-appuntamenti jew [-attivitajiet stagjonali li kellhom
imma kienu jafu kollox dwar il-festi u ¢-Celebrazzjonijiet varji tal-knisja ta’ matul is-sena
u meta kellhom ihallsu I-kera, id-djun u jwettqu obbligi ohrajn. ll-kuntratti u I-ftehimiet
notarili ma kenux jindikaw data imma festa bhal nghidu ahna nhar il-Milied, San Martin,
il-Qaddisin Kollha, I-Ghid, u I-bgija. ll-popolin ma kienx juza arlogg, u langas ma kien
jaqgra l-arlogg tal-knisja, imma kien jisma’ I-gniepen idogqu biex ihabbarlu I-hin, iz-zerniq,
I-ghabex u siegha wara nzul ix-xemx. Baga’ juza |-komunikazzjoni orali biex izomm
hajjin il-qwiel, I-ghanijiet, it-talb, l-inkantezmi superstizzjuzi, il-kliem tas-seher u biex isolvi
I-problemi tal-hajja.

Sal-1839 ma kenux jezistu kotba u fuljetti stampati lokalment. Matul is-seklu tmintax, il-Maltin
kienu ghadhom jghixu prattikament taht il-kontroll ta’ tliet saltniet, I-Ordni ta’ San Gwann,
I-Isqof u I-Inkwizitur u minhabba li kull wiehed minnhom kien jippretendi li hu biss kellu
jaghti I-permess biex xi haga tkun stampata, ma kien hemm Il-ebda tama ta’ gbil. Sahansitra
s-suggeriment li t-tlieta li huma jiffirmaw flimkien wassal ghal problema dwar min minnhom
kellu jiffirma l-ewwel. Ghalhekk, kien hemm ¢ensura shiha tal-istampa u, ghal bosta snin, xejn
ma seta’ jkun stampat lokalment. Meta I-Inglizi hakmu ‘I Malta, irrealizzaw li I-gzejjer kienu
post ideali fejn il-missjunarji protestanti jibdew jistampaw il-bibbji u I-kitbiet I-ohrajn taghhom
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bi thejjija ghall-missjonijiet taghhom fl-Afrika. Dan kien wiehed mill-istimuli li, flimkien mat-
talba kontinwa min-naha tal-Maltin, wassal sabiex fl-1839 titnehha ¢-¢ensura u jinghata d-dritt,
avolja taht kontroll, tal-istampa. Bit-tnehhija tac-censura, bdew jidhru bosta kotba u perjodici u,
bl-izvilupp kajman tal-edukazzjoni u l-iskejjel, xi Maltin tghallmu jagraw bi Isienhom. Minkejja
dan, |-edukazzjoni obbligatorja damet xi zmien sakemm qgabdet art u bosta Maltin bagghu
fil-bicca I-kbira taghhom illitterati. Biex tkompli taghgad, hafna mill-kotba ppubblikati kienu bit-
Taljan u kienu mahsuba ghal min kien ta’ skola.

I-bgija kienu normalment jinghaddu bil-fomm min-nies ta’ skola lill-poplu fl-iskejjel u I-knejjes
imma bil-liberta tal-istampa, il-kotba bdew jigu stampati f'faxxikli, fejn kull ktieb kien johrog
fmadwar 50 faxxiklu jew aktar. Persuni illitterati kienu jiehdu gost jisimghu lil haddiehor
jagralhom il-faxxikli li kienu johorgu kull gimgha u ghadna niftakru dawk in-nisa bilgieghda
gagocca jisimghu b’attenzjoni lil xi hadd jagralhom. Uhud kienu sahansitra jgemmghu xi muniti
biex ikunu certi li I-qarrej jiftakar jixtrilhom il-harga li jmiss. L-aktar popolari kienu r-rumanzi,
magqluba ghall-Malti mill-Franciz, it-Taljan u I-Ingliz jew miktubin minn kittieba lokali. Fafna
minn dawk li kienu jisimghu I-istejjer kienu jiehdu gost jirrakkuntawhom lill-ohrajn fi kliemhom,
u b’hekk issuktaw bit-tradizzjoni popolari lokali tar-rakkonti tal-istejjer.

Kif ghidna diga ahna u nitkellmu dwar |-ghana lokali, kien hemm ghannejja jew ministrelli
tal-ballati li bil-versi taghhom kienu jirrakkuntaw u jfakkru dwar eroj lokali, rebhiet u stejjer
tragici li jinvolvu skjavitu, kavallieri u gharajjes abbandunati. Ir-rakkont bil-fomm ta’ dawn
il-ballati kien mill-aktar popolari imma matul I-ewwel nofs tas-seklu ghoxrin, minbarra
I-ghadd kbir ta’ pubblikazzjonijiet diversi fosthom ta’ kotba mahruga f'faxxikli, rajna wkoll
I-introduzzjoni tal-hekk imsejha normalment “KantaStorja” jew “Letteratura tat-Triq”. Dawn
kienu sempli¢ciment karta d-dags ta’ gazzetta normali mitwija bosta drabi biex jinhioloq
ktejjeb ¢kejken ta’ 16-il pagna. Dawn kienu jinkludu kitbiet bil-vers bhall-ballati, kienu rhas
hafna u ma kienx ikollhom biss I-epici tas-soltu imma l|-aktar rakkonti re¢enti dwar qtil u
tragedji kontemporaniji jew dwar xi serqa goffa. Matul I-erbghinijiet il-ballati fil-KantaStorja
kienu jikkonéentraw l-aktar fuq il-hajja matul il-gwerra filwagt li kienu jkunu mimlija insulti
lejn Hitler u Mussolini. Uhud kienu jimmemorizzaw partijiet minnhom u jghiduhom jew
jghannuhom fit-toroq jew mal-ohrajn

ORALITAJIET FL-EDUKAZZJONI

ll-lingwa, id-djalett, il-komunikazzjoni, I-ghana, il-proverbiji, il-hrejjef, il-leggendi, id-devozzjonijiet
u l-oralitajiet I-ohra fl-aspetti kollha tal-hajja kibru bil-mod kullimkien mal-milja tas-snin, f'hafna
kazi nxterdu fost komunitajiet maqtughin ghalihom u ghaddew minn generazzjoni ghal ohra.

Imma certu tibdil fl-esigenzi u I-politika ta’ go fiha kien inevitabbli u tibdil iehor fil-pajjizi girien
wassal biex certi komunitajiet ic¢aqgalqu u thalltu.

L-integrazzjoni tal-komunitajiet gabet telfa bil-mod imma iebsa ta’ oralitajiet endemici imma
fl-istess hin rebhet ohrajn minn kulturi barranin.

Fil-gzejjer Maltin il-kultura zviluppat bl-istess mod matul is-sekli ta’ tibdil ta’ sidien u kull bidla
sahhet haga u dghajfet ohra. Mill-aspetti kollha tal-hajja, kwazi dejjem il-wirt tal-fomm li
jiddghajjef I-ewwel u jekk tassew generazzjoni ma tinsistix li tghaddiha lil ohra, generazzjonijiet
ta’ wara jirtu ingas u inqas sakemm, ftit mill-original jibga’.

Il-mistogsija li minn xi daqgiet tinholoq hi dwar, jekk ghandniex naghmlu sforz biex inzommu
I-oralitajiet sempli¢ciment ghaliex ma rriduhomx imutu, ghal radunijiet sentimentali jew inkella
ghaliex ghadhom jahdmu jew bZonjuzi.

Tkun haga facli li wiehed iwarrab dak li xi nies jahsbu li mhux bzonjuz, barra minn zmienu jew
zejjed, imma huma I|-karatteristic¢i ta’ kull pajjiz li jaghzlu I-kultura tieghu minn ohra u jekk ahna
ma rridux li jkollna kultura uniformi li tigbor fiha I-pajjizi kollha tal-Ewropa rridu naghmlu sforzi
biex inzommu hajja I-identita taghna.

Jekk it-tradizzjonijiet orali nhalluhom fidejn id-destin, nitilfu I-battalja u jidher li huwa biss
permezz tal-edukazzjoni fl-iskejjel li nistghu nassiguraw ruhna li I-kultura orali u I-identita ma
jintesewx.
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L-Inkluzjoni tal-oralitajiet fl-Istudji Socjali
Kull edukatur jaf li I-istudenti jmorru tajjeb f'suggetti li jhobbu u jithmu.

Biex ihobbu u jifhmu suggett, I-istudenti ghandhom |-ewwel isibuh interessanti u dan I-interess
jista’ jiddahhal mill-ghalliema permezz ta’ forom ta’ prezentazzjonijiet u attivitajiet diversi.

Fil-gzejjer Maltin infethu aktar skejjel elementari matul I-ahhar snin tas-seklu dsatax u |-bidu
tas-seklu ghoxrin, imma kien biss fl-1947 li I-edukazzjoni saret obbligatorja biex jingered darba
ghal dejjem l-assenteizmu mill-iskejjel u xi forma ta’ ordni.

Is-suggetti tas-soltu li jitkellmu dwar |-elementi tal-aritmetika u I-lingwa kienu mghallma imma
dak kollu li kien inkluz ma kellux I-ghan li jdahhal I-apprezzament ghall-wirt tal-oralitajiet.

Madanakollu numru kbir ta’ kotba kienu stampati lokalment ghall-uzu fl-iskejjel Primariji I-aktar
kotba tal-qari u antologiji li kienu jinkludu versi ta’ poeziji u stejjer bil-Malti.

Imma kien hafna aktar in-numru ta’ kotba li kienu stampati bl-Ingliz fl-Ingilterra u li kienu uzati
fl-iskejjel Sekondarji biex wiehed ikun jista’ jersaq u jgib certifikat fl-ezamijiet maghmula minn
universitajiet Inglizi.

Pjuttost tard fis-seklu 20, I-Istudji Soc¢jali bhala suggett, beda jifforma parti mill-kurrikulu u
dan fetah ghal numru ta’ suggetti marbuta mieghu li kollha juru li l-individwi jaghmlu parti mill-
komunita fejn wiehed jahdem mal-iehor, bi twemmin, devozzjonijiet, professjonijiet, snajja’
u xoghlijiet tal-idejn, mexxejja u haddiema, servizzi socjali u dak kollu li jzomm nazzjon fuq
sagajh bid-drawwiet folkloristi¢i u t-tradizzjonijiet kollha tieghu.

Il-korsijiet finali tal-iskola Sekondarja kienu kollha mmirati lejn ezamijiet u certifikati mahruga
minn universitajiet Inglizi, imma issa gew taht |-Universita ta’ Malta. Din tatna I-liberta li
ndahhlu I-Istudji Sogjali fis-sillabu u hallietna ninkludu dawk |-aspetti li flimkien sawru I-identita
u |-kultura taghna.

Matul dawn I|-ahhar tletin jew erbghin sena billi Malta saret repubblika indipendenti bil-gvern
taghha, kien hemm mewgda ta’ attivitajiet u pubblikazzjonijiet mill-ministeru tal-kultura u
socjetajiet kulturali tal-gvern li gabu ’I| quddiem I-identita taghna.

Fl-iskejjel

L-iskejjel mill-ewwel hadu sehem f'dan il-qawmien kulturali billi dahhlu drawwiet maltin,
tradizzjonijiet u gherf orali fhafna mill-attivitajiet taghhom.

F’hafna mill-attivitajiet organizzati mill-iskejjel idahhlu drawwiet, ikel, helu, snajja’, xoghol tal-
idejn, dikjarazzjonijiet, festi, devozzjonijiet, il-Karnival u attivitajiet ohra, imma bhala oralitajiet
ghall-ingas dawn I-attivitajiet saru minn skejjel differenti:

Progetti — is-soltu moghtija fuq temi biex jigbru u jiktbu dwar leggendi,
hrejjef, proverbji, muzika lokali jew kant.

Wirjiet — mudelli jew tpingijiet biex juru l-istess suggetti bhal fil-progetti.

Rakkuntar tal-istejjer — Xi ghalliema jiehdu klassijiet fejn I-istudenti
huma mistennija jitkellmu fuq tema bil-ghan li jdahhlulhom fmohhhom
I-importanza tal-binja tas-sentenza u ¢-Garezza tal-pronunzja. Li
I-istudent jintalab biex jirrakkonta bl-amment storja, hrafa jew grajja
tradizzjonali, uriet li kienet tassew utli.

Rimi — Fit-tradizzjoni orali r-rima hija mifruxa fl-ghana u I-proverbiji,
imma hemm ukoll numru kbir ta’ tgabbil tat-tfal u rimi bla sens li t-tfal
jiehdu pjacir jisimghu u jirrepetu. B’xorti hazina |-aktar matul I-ewwel
nofs tas-seklu ghoxrin, it-tfal kienu aktar jigu mghallma tqabbil tat-tfal
popolari, ghanjiet ¢kejknin u loghob bil-fomm mill-Ingliz milli minn dawk bil-Malti u lokali, i
kieku kienu jintghogbu xorta. Dawn kienu generalment jinghataw il-genb.

Registrazzjoni ta’ hsejjes — In-nies anzjani aktar ghandhom imghoddi x’jiftakru milli tama fil-
futur. L-istudenti spiss inghataw progetti li jinvolvu intervisti ma’ nies anzjani. Dan I-ezercizzju
huwa ta’ importanza kbira anke ghar-recerkaturi professjonali billi I-generazzjoni anzjana
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prezenti ghad ghandna tifkiriet u esperjenzi ta’ gabel jew ta’ zmien il-gwerra |i jinkludu
kant popolari, qwiel, loghob bil-kliem, talb, hrejjef, leggendi u aspetti ohra li fpopolazzjoni
bazikament illitterata ta’ dak iz-zmien kienu jigu mghoddija permezz tal-kliem.

Djaletti — |I-fatt li certi postijiet kienu kwazi maqgtughin minn ohrajn ghal mijiet ta’ snin, gab
mieghu Certi stramberiji fil-lingwa, fl-espressjoni, fl-ac¢ent u fl-intonazzjonijiet li ghadhom
jidhru sa llum fil-poplu. Xi studenti nghataw ix-xoghol specifiku biex jirrekordjaw xi whud minn
dawn id-djaletti li jintuzaw fl-irhula.

Snajja’ u xoghol tal-idejn — Hafna snajja’ u xoghol tal-idejn jirrikjedu
l-uzu ta’ ¢erta ghodda. Fl-ghoxrinijiet ghodda bl-elettriku u metodi
ohra bdiet tiehu post I-ghodda tradizzjonali tal-imghoddi. Mil-lat orali, li
tigbor l-ismijiet tal-ghodda ta’ snajja’ differenti tista’ tkun mezz li ssib kif
is-sengha u I-ghodda taghha kibru, I-aktar meta ssostni kemm I-ghoti
tal-ismijiet gej mill-ilsien Taljan. Permezz ta’ progetti varji tal-iskejjel xi
studenti rnexxielhom jigbru u juru ghodda ta’ snajja’ kif il-haddiema tas-
sengha ghaddew I-informazzjoni b’mod orali.

Kant tradizzjonali u kwartini — gew imdahnla f'attivitajiet differenti tal-
iskola l-aktar fi progetti li jinvolvu I-irrekordjar jew I-irrextar fuq il-palk.
Attivitajiet bhal dawn igajmu u jzommu haj wirt li kien ged imut bil-mod il-mod.

Ballata - Stejjer ta’ eroj tal-post u grajjiet specjali li nzammew hajjin permezz ta’ hrejjef u leggendi
popolari. Dan l-ahhar xi leggendi gew ippubblikati bir-rimi fuq I-istess linji tal-ghana jew kant
tradizzjonali b’numru zghir ta’ strofi. Dawn jiehdu I-forma ta’ ballati u facli li wiehed tiftakar il-versi
li jirrimaw. Xi skejjel diga sabuhom addattati biex tirrextawhom fuq il-palk u biex tkantahom fl-istil
ta’ kanzunetta tal-post partikolari. Ohrajn uzaw charts kbar fejn tista’ turi I-istorja tal-leggenda
partikolari hekk kif tkompli I-kanzunetta, bhal dawk tal-ministrelli tat-toroq fi zmien il-Medju Evu.

Proverbji u Qwiel — Hemm mijiet li tista’ taghzel minnhom u kollha jistghu jsibu posthom taht
temi differenti, bhal dawk li ghandhom importanza agrikola, grajjiet marbuta mat-temp, mod
kif wiehed jghix, regoli ta’ kondotta, u affarijiet ohra. Hafna minnhom juzaw vokabolarju li llum
bil-kemm tisma’ bih.

Loghob bil-kliem — Hemm hafna loghob bil-kliem, brim tal-ilsien u haga mohgada li huma
popolari u llum il-gurnata bil-kemm tiftakarhom, imma xi ghalliema regghu tawhom il-hajja u
juzawhom kultant fil-klassi, I-aktar il-grajjiet li jhawduk. (haga mohgaga)

Loghob —Hafna loghob tat-triq li t-tfal jilaghbu ghandhom rimi Maltin jew vokabolarju partikolari
u hafna minnhom jirreferu ghal oggetti jew sitwazzjonijiet li kienu jezistu fl-imghoddi.

[I-hajja tal-familja, sa ftit snin ilu kienet timxi ma’ mudell fejn kull gurnata I-membri tal-familja
kienu jinghaqgdu flimkien aktar spiss u permezz ta’ hekk kienu jitkellmu, jirrakkuntaw, jiddiskutu
u jaghtu I-hajja lil kull tip ta’ oralitajiet. lllum kwazi impossibbli jkollok familja flimkien fxi hin
tal-gurnata jew il-lejl u fhafna kazi anke meta jkunu d-dar xi membri tal-familja jintefghu fuq il-
kompjuters taghhom u jghixu hajja kwazi maqtugha mid-dinja ta’ madwarhom. Dan huwa fattur
wiehed li donnu qged jghin biex tintilef il-komunikazzjoni propja u allura anke il-konversazzjoni
normali, tradizzjonali u familjari.

L-iskejjel issa jidhru li huma l-uni¢i istituzzjonijiet addattati fejn drawwiet u tradizzjonijiet
permezz tat-tahdit jistghu jissahhu jekk ikunu ghadhom maghna, jew introdotti, jekk il-
dgenerazzjonijiet zaghzugha ghadha qatt ma ghaddiet minnhom.

Ir-rizultat juri li jew bhala suggett partikolari jew parti minn temi ohfra, il-maggoranza tal-
istudenti jharsu lejn l-oralitajiet b’'mod pozittiv.

IN-NISA,L-ADATTAMENT GHALL-KULTURAU
S-SOCJALIZZAZZJONI

Kull pajjiz ghandu l-istorja tieghu X’jirrakkonta dwar ir-rwol tal-mara fil-familja u I-komunita.
In-nisa fil-gzejjer Maltin ghaddew ukoll minn snin ta’ evoluzzjoni f'dak li hu status u funzjoni.
Jekk nanalizzaw it-tibdil li sehh li wassal ghall-affarijiet kif inhuma llum, nistghu nghidu
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li generalment il-mod kif tghix il-mara nbidlet minn wahda fejn kienet marbuta mad-dar u
I-familja tradizzjonalment u ghal dejjem ghal dak li huwa llum meta tista’ taspira ghal hajja xejn
differenti minn dik tas-sess maskil.

Huwa minnu li ghad hemm fejn wiehed jista’ jirranga, imma teoretikament ma hemm ebda
skuza biex mara ma jkollhiex l-istess xoghol tal-irgiel billi llum il-gurnata rnexxielha tikseb
I-istess drittijiet f’kull aspett tal-hajja. Madanakollu I-irwol taghha ta’ omm ikkumplika I-affarijiet.
Instabu diversi arrangamenti u soluzzjonijiet differenti ghall-ommijiet biex dawn ikunu jistghu
jlahhqu mal-bZzonnijiet ta’ uliedhom wagt li fl-istess hin jibgghu jahdmu, imma I-mod ta’ hajja
kemm taz-zewg genituri kif ukoll tat-tfal inbidlet drastikament.

L-istil tal-hajja tal-imghoddi u dik tal-mara

Sal-bidu tas-seklu ghoxrin il-mara kienet il-fattur ¢entrali li kienet tghaqgad ‘il-familja. F’hafna
kazi n-nanniet, iz-zijiet u I-ahwa kienu jibqghu maghqudin bhala parti integrali mill-familja,
igeddu u jfakkru d-drawwiet, it-tradizzjonijiet u |-wirt bil-fomm minn generazzjoni ghal ohra.
L-omm rari kienet tohrog barra mid-dar. Wiehed jista’ jghid li wara z-zwieg il-mara kienet
tintefa’ ghat-trobbija tat-tfal, iggib numru ta’ tfal fid-dinja wiehed wara I-iehor fi Zzmien qasir.
Hemm qawl li jghid li mara mizzewga qatt ma halliet darha hlief biex tmur il-knisja u dakinhar
tal-funeral taghha stess.

Fattur importanti li fforma I-kultura u I-identita Maltija kien I-influenza li kellha I-knisja. Bil-migja
tal-Ordni ta’ San Gwann (1530-1798) giet ukoll mewga kbira ta’ influenza religjuza fuq il-poplu
Malti. ll-Kavallieri kienu organizzazzjoni militari u navali, imma kienu wkoll ordni religjuza li
kienet tiggverna dawn il-gzejjer. L-isdfijiet imponew il-qawwa taghhom fuq il-hajja spiritwali
tal-poplu u numru ta’ inkwizituri li kienu jirrapprezentaw ‘il-papa kienu ghajnejhom miftuha
fuq il-kavallieri, I-isqfijiet u I-poplu. Kull mossa immaginabbili li xi ragel, mara jew xi tifel kien
jaghmel kienet osservata, ikkritikata u kkontrollata u hafna drabi kienet tissarraf f'xi kastig.
Anke sat-tieni Kunsill Ekumeniku tal-Vatikan li sar fl-1960 u li gab certu tibdil kif wiehed jista’
jghix b’mod modern, I-involviment u |-prezenza tal-knisja f'kull haga li wiehed kien jaghmel
setghet tigi b’xi mod imfissra bhala li ged tahqgar u tifga lil dak Ii jkun, ahseb u ara x’kienet is-
sitwazzjoni fit-tmintax u d-dsatax—il seklu. lllum il-gurnata hlief ghall-granet nazzjonali li hargu
mill-istorja ta’ Malta, in-numru ta’ ¢elebrazzjonijiet tradizzjonali huma marbuta mal-knisja u
I-qaddisin differenti tal-ibliet u I-irhula.

lI-familji kienu kbar hafna u generalment kienu I-genituri li jiddeciedu I-vokazzjoni, ix-xoghol
jew s-sengha li uliedhom jaghzlu meta jikbru. Kienet id-drawwa li wiehed jara li f'kull familja
wiehed mis-subien isir gassis wagqt li wahda mill-bniet issir soru; il-bniet |I-ofhra kienu jinzammu
biex jaghmlu x-xoghol tad-dar, jiehdu hsieb huthom iz-zghar jew jaghmlu x-xiri. Jekk il-bniet ma
kinux jibdew juru sinjal li saru xebbiet, il-genituri kienu jinkwetaw ghaliex kienu jemmnu li jekk
d-demm jibga’ fix-xebba dan kien jitla’ fil-mohh u jikkawza xi marda mentali. Imma meta t-tfajliet
kienu serrhu mohh il-genituri li saru xebbiet, dawn kienu jzommuhom id-dar, mghassa, u kienu
jmorru maghhom kull meta kienu jmorru ghal xi funzjoni fil-knisja, xi festa jew X'imkien iehor.

Kienu hafna I-bniet li kienu jinkwetaw ‘il-familja taghhom billi
fhafna kazi ma kienu ged jaqilghu ebda flus ghall-familja ghax ix-
xoghol taghhom kien fid-dar. Li jkollok ulied bniet kien ifisser ukoll
li I-genituri kien ikollhom johorgu xi forma ta’ dota ghalihom. Ma
kinitx xi haga hafifa ghall-bniet biex jizzewgu billi ma kinux jithallew
jikkomunikaw mal-guvintur. F’'hafna kazi z-zwigijiet kienu jkunu
rrangati minn gabel mill-genituri jew bl-ghajnuna tal-huttab jew
huttaba. Wara I-gherusija x-xebba xorta ma kinitx tithalla tkellem
lill-gharus taghha gabel iz-zwieg. Anke ezatt wara t-tieg ir-ragel u
I-mara kienu jmorru fi djarhom separatament fil-familja rispettiva
taghhom ghal xi granet, probabbilment biex jinghataw informazzjoni
dwar x'wiehed ghandu jistenna mill-hajja mizzewga. Imma f'hafna
familji ma kienx dekor li wiehed jitkellem dwar affarijiet marbuta
mas-sess u anke tard fl-erbghinijiet, nafu b’numru ta’ tfajliet li gatt
ma kienu jafu x’kien ged jistenniehom, billi kienu indottrinati minn sacerdoti u qraba taghhom
biex jemmnu li seta’ jkollhom it-tfal billi jitolbu qaddisin variji u billi jitolbu lill-Ispirtu s-Santu.
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Ghad li kien meqjuz li I-post tal-mara huwa d-dar, dan ma jfissirx
li huma ma’ kienu jaghmlu xejn hlief xoghol tad-dar. L-aktar fit-
tmintax u fil-bidu tad-dsatax-il seklu it-tkabbir tal-qoton kien fl-aqwa
tieghu u barra milli tizra’, tahsad u taghti daqga t'id fi stad;ji differenti
fil-produzzjoni tal-qoton, xoghol li s-soltu kienu jaghmlu I-irgiel, in-
nisa kienu jinghataw xi xoghol li setghu jaghmlu d-dar bhal tfisdiq
tal-qoton, I-ghazla tat-tajjar fi hjut, u l-insig. Hafna kienu jahdmu fit-
toroq jew fuq it-targa ta’ barra waqt li jiffurmaw gruppi ideali ghaz-
zekzik, ghall-ghana u ghall-komunikazzjoni bejniethom. Barra din
il-komunikazzjoni orali mal-familja taghhom, in-nisa kienu jzommu
kuntatt mexxej kontinwu mal-girien u ma’ nies ohra fid-dar billi
jaghmlu xoghol differenti li jintalbu jaghmlu.

Xi nisa kienu jduru jigbru xi lozor ghall-hasil ta’ nies ohra, u kienu
jehduhom id-dar taghhom biex jahsluhom u jnixxfuhom ghal ftit
soldi. Nisa ohra kienu lahhqu lilhom infushom bhala nies li jistghu
jfejqu lil haddiehor u kienu jippreparaw tahlit misterjuz ta’ pjanti
u ingredjenti ta’ annimali li flimkien ma’ kliem magiku addattat, u
numru kbir ta’ talb lill-gaddisin, kien meqjus li seta’ jghin lil klijenti
biex jeghlbu t-tbatija tal-gisem u tar-ruh. Numru iehor kienu jintalbu
biex iballtu t-tahlita gisha siment ta’ gir li kien jintuza f'soqfa godda
jew irrangati, waqt li kienu jkantaw u jzekzku wagqt ix-xoghol
taghhom.

Sal-bidu tad-dsatax-il seklu xi nisa kienu jkunu mikrija minn xi familja
li garrbet xi telfa fil-familja taghha biex inewhu madwar is-sodda ta’
xi membru li jkun ghadu kif miet. Kienu jaqilbu I-borom u I-kazzoli
rashom ‘| isfel biex juru li ser isumu, ihammgu |-kwadri bil-faham
biex inaqqsu d-dawl, jghattu I-mirja biex inaqqgsu I-aljenazzjoni, u
kienu jaghmlu xi azzjonijiet simboli¢i ohra waqt li kienu jibku lill-
mejjet. Qrib is-sodda tal-mejjet kienu jghidu xi talb u jilmentaw mill-
mewt. Kienu jkomplu dan ir-ritwal storbjuz tul it-triq kollha sa kemm
issir id-difna.

Dagskemm kien hemm nisa jahdmu fil-medicina tradizzjonali bhala
dilettanti kien hemm ohrajn jahdmu bhala qwiebel. Il-kwalifiki qatt
hadd ma kien isemmihom imma x-xoghol popolari tal-qwiebel kien
jghaddi mill-omm ghall-bint fl-istess familja. Ix-xoghol tradizzjonali
tal-qwiebel kien ukoll imdawwar minn aspetti u twemmin religjuz
u bla dubju ta’ xejn tradizzjonali. Meta I-isqof kien jaghmel vizta
pastorali go xi rahal kien jghajjat numru zghir ta’ qwiebel |-aktar biex jara jekk kinux jafu kif
jamministraw maghmudija fkaz ta’ emergenza billi n-numru ta’ mwiet tat-trabi fit-twelid kien
gawwi hafna. ll-qwiebel kellhom ikunu rakkomandati mill-kappillan biex wiehed ikun ¢ert li kienu
ta’ karattru tajjeb, ta’ min joqghod fuqu u kapaci jzomm sigriet minhabba I-privatezza. ll-qabla
kienet togghod bilgieghda magenb il-mara li kienet ser twelled waqt li kienet titlob lil numru ta’
gaddisin protetturi biex jaghtuha twelid tajjeb. Wiehed kien jiddobba diversi oggetti ta’ devozzjoni
halli b’hekk I-omm tkun tista’ Zzommhom bhala ghajnuna wagqt it-twelid, dejjem skont x’'wiehed
kien isib... ic-Gavetta tat-tabernaklu, Gesu Bambin li kienu jissellfu mill-istatwa ta’ Sant’Antnin,
il-bastun ta’ San Kalogero, xi ikona minn xi knisja fil-grib u affarijiet ohra bhal dawn.

Impjieg iehor popolari sewwa fost in-nisa kien dak ta’ l-imreddgha. Xi nisa ma setghux
ireddghu lil uliedhom minhabba xi marda jew xi raguni ohra u kienu jikru lill-imreddgha biex
tredda’ lit-tarbija taghhom hi. L-imreddgha kienet tkun omm li kienet tkun ghadha tredda’ lil
bintha stess f'dak iz-zmien. Din I-imreddgha ukoll kienet tkun rakkomandata mill-kappillan li
kien jiggarantixxi li hi ma kellha ebda difett billi kienu jemmnu li mard mentali jew mard iehor
seta’ jigi mghoddi permezz tat-treddiegh.

L-irhula u I-ibliet tal-imghoddi kienu jkunu centri ta’ attivita, b’hafna nies barra fit-toroq dojoq
taghhom, ilabalbu, izekzku u jiggebbdu mal-bejjiegha tat-triq, xi qassis jew soru, tallaba, klieb,
tigieg u hniezer. ll-bibien u t-twieqi tad-djar kienu jkunu kwazi dejjem miftuhin, in-nisa jpa¢pcu
I-hin kollu, izuru lil min ma jiflahx, iservu u jaghtu xi bzonnijiet zghar. Kulhadd kien jaf lil
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kulhadd u minbarra s-soltu glieda zghira mal-gar kien ikun hemm ambjent ta simpatija, tjubija
u devozzjoni li jgieghel lil kulhadd ihossu komdu. Wagqt is-sighat kwieti ta’ wara nofsinhar
gruppi ta’ nisa kienu jingabru fimkejjen mhux tas-soltu biex jilaghbu t-tombla, biex jirre¢itaw
ir-ruzarju, biex igibu I-ilma minn xi vit pubbliku jew sempli¢iment biex izekzku barra d-dar
taghhom. Wiehed kien jista’ jara nisa ohra jnaddfu xi bic¢a ghodda jew recipjent, ihitu xi bic¢a
drapp jew ibennu xi tarbija. Dawn kienu |-kundizzjonijiet tipi¢i biex wiehed juza u jhalli haj
I-oralitajiet.

F'wied tal-Mosta kien hemm tfajla,
Qeghda tigbor ftit haxix

F'dagga wahda, boghod fis-sigar,
Semghet ilhna u thaxwix.

Riedet tahrab minn kull jasar,
I#da kienet boghod mid-dar,
Biex tistahba mill-furbani
Dahlet trekknet gewwa ghar,

Brimba giet ghamlet ghangbuta,
L-ghar ghalgitu fi fuit hin;
Il-furbani rawha lesta,
Ghalhekk bagghu ghaddejjin ...

B'dik it-tama fil-Madonna
“T-fajla sabet il-helsien;

Issa fl-ghar bil-knisja fugha
Jigu n-nies minn kullimkien ...

U bdiet titlob lill-Madonna:
“Wahdi hawn la thallinix;
Fik nittama li ssalvani,

Li hawnhekk ma jsibunix!”

Zewg furbani hemm mohbija
Hin bla waqt malajr feggew,;
Dik it-tfajla mwerwra harbet,
u warajha huma grew ...
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Nisa ta’ din il-generazzjoni

Matul is-snin saru bosta affarijiet u t-tibdiliet li affettwaw ‘il-mara fl-Ewropa, inhassew wkoll
fil-gzejjer Maltin. L-Universita hemm aktar nisa milli rgiel u n-nisa akkwistaw karrieri f’kull
settur tal-hajja. ll-popolazzjoni taghna tista’ tiftahar li ghandha acéess ghal kull ma ghandha
bZzonn bhal ma ghandhom pajjizi ohra tal-Ewropa imma meta nipparagunaw u nqabblu I-mod
ta’ hajja ta’ llum maz-zminijiet ta’ gabel il-gwerra mill-ewwel nindunaw li I-interkomunikazzjoni
tal-qalb li darba kienet tezisti fil-familja u fil-komunita kwazi ntilfet. Mill-1960 ‘| hawn kien hemm
spluzzjoni ekonomika fl-izvilupp tal-bini. It-transport pubbliku jista’ juzah kulhadd bir-rizultat li
dan il-bini nfirex u baga’ sejjer hafna ‘| hemm mill-belt jew rahal. L-istil arkitettoniku ta’ hafna
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minn dan il-bini modern jghin biex il-familja tkun tista’ tidhol mill-ewwel fil-garaxx u allura fid-dar
taghha. Din is-sistema naqgset il-kuntatt mal-girien b’mod drastiku u hafna huma I-kazijiet fejn
il-girien bilkemm jew gatt ma jkollhom l-opportunita li jikkomunikaw. Il-kompjuters, it-televixin
u affarijiet ohra teknologi¢i ghenu biex jagtghu ‘I-familji mill-bgija tal-komunita.

L-irwoli tal-familji nbidlu. Il-mudell generali ta’ llum il-gurnata huwa li I-ommijiet imorru jahdmu
mhux sempli¢iment biex isostnu lill-familja imma wkoll biex izzommu I-indipendenza taghhom
u jikkomunikaw man-nies. In-nanniet pensjonanti, aktar fug taghhom minn pensjonanti ofhra
ta’ gabel il-gwerra issa qed jiehdu hsieb it-trobbija tat-tfal. Is-sittinijiet raw ukoll it-twaqqif ta’
numru kbir ta’ postijiet li jifthu matul il-lejl u restoranti li joffru divertiment ghal matul il-lejl, ikel
ghat-teenagers, kemm subien kif ukoll bniet, li ma mxewx mal-istil tal-hajja tal-familja tal-
imghoddi fejn il-membri kollha kienu jiltagghu flimkien filghaxija biex isahhu I-irbiet tal-familja
u jghaddu I-loghob, I-ilsien, I-istejjer, il-hrejjef, I-esperjenzi, it-talb u d-devozzjonijiet permezz
tal-kelma. Dawn |-oralitajiet donnhom ged jaghmlu I-post ghal evoluzzjoni kontinwa li permezz
taghha drawwiet antiki jinbidlu bil-mod u ohrajn jiehdu posthom. Huwa evidenti li I-iktar mod
sod kif wiehed jista’ jzomm il-wirt tal-kelma hu permezz tal-iskejjel u s-setturi kulturali tal-gvern
u tas-socjetajiet kulturali.
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'‘Searching for mining heritage
N an unsuspected place: the
miners nead

A literate appropriation of oral
speeches aming at eliminating
the vacuum In written
speeches.”

Rui Guita

Bachelor degree in Social Anthropology by the Instituto Superior de Ciéncias do Trabalho e da
Empresa (Lisbon, 1988) and Master degree in Social Museology by the Universidade Luséfona de
Humanidades e Tecnologias (Lisbon, 2007), Serrdo Martins Foundation’s coordinator since 2008.

The theoretical basis upon which this communication is built is very simple and stands on
the following premises: 1) the oral speech transmitted by participants of a process produces
valid information to elaborate effective knowledge up on the process: 2) the validity of that
information can be tested and evaluated; 3) the quality of the information provided by each
speaker depends on his degree of integration on the process (or part of process) focused
and on the degree of memory adulteration (manipulation, erosion, idealization, simplification),
conscious or unconscious, to which may be subject the elaboration of the discourse. The
capacity of the interpreter to validate the information provided by each speech depends upon
the quantity of speeches available to verification (the set available to investigation) and his
own capacity to master and develop the comprehension of the language, the categories, the
values and the lexicon of the speeches, as well as the less obvious levels of oral communication
(over and sub understood, irony, repetition, pause, tone and so on).

The most practical and substantial part of the communication consists in an attempt to
demonstrate the above premises through the presentation of selected pieces of oral speeches
from a group of intervenient in the Mina de Sdo Domingos mining process, with diverse modes
of intervention and different degrees or proximity to the process.

After the closing of the cupriferous pyrite mine in 1966, the local was abandoned by the
exploiter enterprise, Mason & Barry, Ltd., which bankrupted in 1968. A huge part of the
population migrated and the residents became reduced to about 10% of the population
present during the mine activity.

After this, the enterprise which owned the mining concession since the nineteenth century,
La Sabina, received, by the contract maintained through the relation with the bankrupted
Mason and Barry, Ltd., the property right over the mining complex, continuing and ending the
equipment sale.

After the attribution, through the Municipal Director Plan, of a culturally based touristic
strategy (anchored in the promotion of the mining heritage and industrial archaeology) to
the mining complex, some efforts have been put forward to accomplish this endeavour. The
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Serrdo Martins Foundation is one of these efforts. Statutorily: “ The Foundation follows social,
cultural, artistic, educational, scientific and technical ends, aiming the elevation of the social,
cultural and technical levels in the municipality in harmony with the traditional principles of the
region and the promotion of the social, economical and cultural development of Mina de S&o
Domingos along with the recovery of its mining tradition. Besides the general ends mentioned
in the previous number, the Foundation has the specific end of ensuring the maintenance
and regular functioning of the Mina de Sdo Domingos and Pomardo complex, as well as the
administration and development of the associated heritage.” The Serrdo Martins Foundation
was founded in 2004 by the Mértola municipality (Camara Municipal de Mértola) and the
enterprise La Sabina, being active since 2006.

The participation of the Mértola municipality in the ORALITIES project resulted in a cooperation
of Serrdo Martins Foundation in the same project and the gathering of oral testimonies from
several elders in some way connected with Mina de Sdo Domingos.

A substantial part of the materials presented here was gathered during 2010 within the
ORALITIES project, with the cooperation of Ana Brito and José Valentim (while in their
professional stages process), who participated in production and transcription of the audio
records. The interviews were conducted individually in the social environment of the enquired
and following a semi directive approach. Another part of the testimonies was produced in a
public situation, during the fulfilment of a story-telling local gathering” aiming at the presentation
of elder people speeches about the past. Another part of the materials comes from a written
publication® and a video production®.

The set of texts selected for this communication represents about half of the process
intervenient inquired locally through the ORALITIES project activities.

All the texts were selected for furnishing valuable information to the investigation progress
and allowing better understanding of the Sdo Domingos pyrite deposit mining process and the
humanly transformed environment it produced.

Once that discoursing texts are the ones to be presented in order to sustain the premises, the
titles and sub titles that punctuate the rest of the communication have a secondary role and are
there to illustrate the reasons why some texts are gathered in sets or specific combinations.

So, the first group of texts illustrates the unavoidable necessity to face the diversity of
interpretations and points of view with the themes of hunger and satiety. The second group
illustrates solutions used to contrary scarcity. The third group illustrates the interpretative
potential of oral speech in the appreciation of social conditions (in the broad sense of the
conditions upon which a society is produced and reproduced). The fourth group illustrates
the heuristic potential of oral speech in the investigation of past industrial processes in
those aspects which are completely strange to written speech and the fifth illustrates the
same potential in the comprehension of the territory as a whole. The sixth group of texts
illustrates ways to verify, validate and evaluate information provided by oral speech using the
confrontation of versions.

1. Hunger and satiety: abundance, scarcity and
relativism of evaluation.

“My mom has created six children with much misery, my father was plowing in those
hills at the foot of the village and had nothing to eat because my dad and my older
brothers worked at the sierra highway and Vascéao road construction, earned 14$00 for
my mom to buy bread and we eat a little something of bread and here in the village,
people who had something they had flour to sift and my mother would sift the flour

7 “Terttlia Histérias da Minha Aldeia”, Santana de Cambas, 4 June de 2010, promoted by Santa Casa
da Misericérdia de Mértola.

MALOBBIA, Stefano “Patriménio rural construido do Baixo Guadiana”, 2004, 216 pp.

FERNANDES, Joio A., “Mina de Sio Domingos”, 2010, 15°26” (copy available at Centro de Docu-
mentagio - Casa do Mineiro, Fundago Serrao Martins, Mina de S0 Domingos).
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to leave the rolls to make cakes for us to eat, hunger was great and there was no
work for our parents, nor for us, only reaping the weeding to Mr. Valente who was the
grandfather of Mr. Valente and Valente young men beyond the hill top. Led us to weed
the wheat, we earned 3%$00, we earned a little thing that was nothing and know that
our dads have created us with a lot of misery. The people here, today, has not plenty in
Fernandes but no one is hungry. “

Rosa Maria Lourengo, Monte dos Fernandes, 71 anos

“It was said that the boys of my generation used to sing for girls, there
was a song that | do not remember every one of the parties was:

We have no slip

And they do not bind us.

I mean, only individuals who worked in the mine is that the girls
watched, because this dating and the future is not only now that it
looks, it comes back, love and a hut is difficult. But the mine workers
were explored, here was a thing they called him the most was that the
miners were earning money beyond salary and was made as follows:
The miners who worked in counter-mine had to fill 20 per day and
dollies they filled the 20 dollies, and that is that individuals who sent
what, smart, did? For each dolly to fill them more than they gave him
over X, and the miners in the good faith of honest, hardworking people
began to fill it up and win the last few times the guys increased the
beating, the beating they mean had to fill 20 dollies, they filled 30,
which is that the guys did: now raisins to fill 25 more without gaining
anything. See how they are exploiting people. (...) When | worked in
counter-mine, was in 1956, the first time | went there | was earning $
27 50, are now 13 cents, the second time $ 34 00 per day, are now 17
cents, now many people do not do idea what that is, no idea what was
earned in that time, reaching the end of the month and earn 1000$00,
1100$ 00. “

Manuel Soares, Salgueiros

“When speaking about Mina de S.
Domingos, | remember me throughout
my life, | heard many times saying, Mina
S. Domingos was the salvation of the
area. | do not know if it was saving, I'm
71, happily not gone hungry, but | felt
the hunger of those who had and was
the daughter of a couple who failed to
put a fortune because they were born
to assist, to help. | do not know if luck
was mine, maybe the luck was mine if |
had had other managers, because they
were a few chiefs and administrators
who served only to exploit workers with
poverty wages could not kill hunger,
couples with 7, 8 and 10 children living
in a room with few exceptions, where
they slept all had a house opposite
where the fire did. If the future had gone
by other paths maybe we would be better, | do not know. A lot of people drank, much
abused woman who took her husband’s beatings. They got drunk, went home, had no
money, spent money in the tavern, had no food for her children. | had a neighbor who
came there every day at home and she appeared with her arms full of purple bruises,
battered and my mother said to him thus:
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— Joaquina ever eaten?

— No, ma’am, have not eaten since two days ago because they did not like my Anthony
brought the money and spent it all on booze and | do some little thing | could find was to
give small boys, make some coffee, buy a loaf ...

And | was still very new, but had a different idea of my mother’s life, he spoke thus:

— You ought to go to guard and give part of it.

— Ai Joaquina, do not make her case that she does not mind. - Said my mother - Joaquina,
shut up, say nothing, because people like to see it is, say nothing.

And | revolted me of my mother to tell her to shut up. “

Maria Julia, Santana de Cambas, 71 anos

2. Scarcity and supplementary occupations:
auto production, second job, smuggling.

“While working on behalf of the mine, with
my one brother, cousin and cousin-brother,
we bought a motorboat for fishing, a sort of
a spoon, with a net so wide that it had two
sticks, was long, we were going against the
edge of river to catch fish. | make a network,
is for my son in law. “

Mariano Coutinho Brito, Pomarao, 89 anos

“| left the service when | could not go, would
go my wife, | had two gardens, one of a
lady in the land of Picoitos, who was Maria
Amelia, | left the service when | could and
was going to the gardens, when | could not
my wife would, every year fattened a pig, as
had others who would leave the service and
went for the tavern. In the mine, at Mr. Chico
Fialho, there was a store, when the staff of
the counter-mine left, the balcony was full of
cups. “

Mariano Coutinho Brito, Pomarao, 89 anos

“~ And how is that you used to go to the mine? You always went on foot?

— | went walking, | walked the walk eight years until 1951, early 51’s | bought a pedal
bycicle. | was employed here at the House of the People, when out in the afternoon of the
mine, worked by night there in the People, was an extraordinary thing, the House of the
People had no condition to put a person there, was in 1936. A little wage, also because
the service was done only in the afternoon or evening and at that time there was not much
service, later began to there be more service. “

Anténio Guerreiro Rosa, Santana de Cambas, 81 anos

“After we came, Zé Afonso also lost cargo, Rogério also lost freight and the four came, we
arrived and one went to the Salgueiros, one for Picoitos, another for Bens and another for
Alves, but after two or 3 nights again, went to Valverde, to go there and see, it was a week
or so, and we rode our day, we got there, Zé Alfredo had to go to a guy asking if the buyer
wanted the coffee, the whole thing, was not such as Marrocos, we went to Marrocos and
it was all right. | was there with Roger under some eucalyptus trees while Alfredo was with
Zé Afonso. Cold as shit, and 2 or 3 o’clock in the morning they came:

— Fellas, let’s go to take the charges ...

We arrived, handed over the charges, Zé Afonso received the money and we left, we
walked by night and by day when we were already tired of walking, in addition to the Valley
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Campeiro, to shoot people, everyone
fled, some behind, some by up, which |
can say is that some arrived later, others
earlier, but the guys they caught anyone.
| started working at the Marrocos was 7. “
— Mogos, vamos embora a levar as
cargas...

Manuel Romao, Salgueiros

3. Living conditions, human activity:
environment, society.

“I'd like to see the mine still working, how it worked. It was a great pleasure for me late in
life to see it still working. Go that was not how it worked but an imitation of how it worked.
But now | can not ... | cannot see nobody. This may never be seen ... But | would like to see
it yet ... This was great life. It was all night playing the conch, rolling machines ... All night,
every night ... Every hour of the day, all the time ... The machines were always working,
always, always, always ... “

Francisco Sapateiro, Mina de Sao Domingos

“I've been in the field plowing service to mow, and it was then that | came here in 1947 to
the mines, where | was from 1947 to 1960 under the ground, the 405 meters, | went to the
bottom when | was 19 years. (...) In my first work day of mine gave me an iron albarca, an
albarca is a box, put over the legs, and the rod pulled up the ore to fill the albarca to lie
after on the bandwagon. “

Teotdénio Gregorio Sanches, Mina de Sdo Domingos, 82 anos

“~ The company had everything there, then there was another section that had cows to
provide milk to the staff, leading to employees, it was not for everyone, had a milling factory
and then had a warehouse of material down there before you arrive the mine where they
had the materials to departments after they had then a grocery store and had the section
from farms that was where is Zé Monteiro. (...) Was for staff who worked at the mine’s get
to go, things to buy there, always bought things a little cheaper and the company had no
business what would seek to settle the bill, but there was no profit.

At the hospital came to have two doctors, four nurses and a midwife and a pharmacy
after all with a clinical director and still had more than one person, then there is a part of
the writing, that the pharmacy ... | was operated on Mina S. Domingos to the appendix,
the doctor who operated on me was Dr. Francisco Valente Rocha, he was from there,
then went to Lisbon, was a midwife, then came out of 8 in 8 days after the mine, then has
come to operate from 15 to 15 days and then just for failing to come. Patients came to
see the house, telephoned to the mine and the doctor came home, and these hills where
there were workers. We here at Santana reached to have two doctors living here, where
is the House of the People, one was to live in another house and another was here, Dr.
Fernandes. “

Antoénio Guerreiro Rosa, Santana de Cambas, 81 anos

105 @




Orality and Cultural Heritage Searching for mining heritage in an unsuspected place: the miner’s head

Procurando patriménio mineiro num lugar insuspeito: a cabeca dos mineiros

“They had a cemetery on their behalf, only they just had a cemetery just for them. But not
mistaken, it seems to me that there just buried them two or three people who died. There
was only for them, it was not for anyone else, it was only for the English. So much is the
graveyard of English, here in this direction, up here. The cemetery just to the British ...
They have everything here for them! They had everything! “ ©

Francisco Sapateiro, Mina de Sao Domingos

“They had a garden, also had a bandstand where music was going to rehearse all week-
end play for the people, for people who would go passing beyond. There was a bit of
everything here, but it was all paid for at the expense of the company. It once had nearly
3000 workers here ... And almost all at the expense of the company that made these
celebrations. Coming musicians, bands also came out along with them. All paid on account
of the company, was soccer, had everything. They had everything here was more or less
to entertain the workers and now everything is dead, there is nothing. “ '

Anténio Manuel Siméao, Mina de Sao Domingos

“They started with the movie before there
was sound cinema, with the mute. | still
remember being young and small and go to
the mute. And you know what animated it?
These young men were playing guitars and
violas, put there all in one place and while
they were playing the movie, they were
playing. Yet it seems that I'm still listening ...
| still feel like I'm listening to that song they
played ... And he tasted so well through the
tape! After that came the sound. Appeared
when the sound was already ... but still came
up with disabilities. Now the end is that we
were already good, we had a machine that
was good in the country already here ... We
saw films, Sound of Music and all that ... The
Tortured Flesh ... all category movies...” 2

Jodo Martins, Mina de Sao Domingos, 97
anos

4. Technical knowledge: decisive information to
understand the mining territory

“— All that slag, which is beyond, you know where it came from?
It came from the Sulfur factory. That one is ours which was burned in the sulfur factory and
this one is of the Moors. “

Teoténio Gregoério Sanches, Mina de Sdo Domingos, 82 anos

“- And this deposit?

Itis a water tank, was also made by Sabina, who was to fill with water and send to counter-
mine, in the time it hardly rained, had also a pull of water, pumped to here and from here
beyond poured for cortas.

Teoténio Gregoério Sanches, Mina de Sao Domingos, 82 anos

10 in FERNANDES, Joio A., “Mina de Sao Domingos”, 2010.
11 in FERNANDES, Joio A., “Mina de Sao Domingos”, 2010.
12 in FERNANDES, Joio A., “Mina de Sao Domingos”, 2010.
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“— Remember the boats that came to Pomarao?

— So, obviously, there came the English, the French, came the Norwegian, came the
Portuguese, everybody came to load ore. Ore went to France, England, to Germany, to
various countries because ... there were several grades of ore. There was one who was
No. 10 which was like a stone, or gravel, there was another who was the No. 14 that was
more niggling a little, there was No. 15 that was thinner, had the No. 3 and was well, and
there was also sulfur, the mine had a factory that manufactured sulfur.

— And what it was for sulfur?

— That is what | do not know now, sulfur was also sent out, and the industrial union (CUF)
took many of these things. There was months with, maybe, 30 vessels, 3000 tons, 2000,
1500, to comply. “

Mariano Coutinho Brito, Pomaréo, 89 anos

“Everything left to Pomarao once, all for the Pomarao. And it all came out in boats Pomaréo.
Later the truck started coming here to seek ore at Pomar&o. But it was already over, was
when it was already almost over. “ '3

Anténio Manuel Simao, Mina de Sao Domingos

“They had there a large square, had a small locomotive. In reaching the boats, it engages
in the wagons and would put into the boats. It had a dock there with a mouth facing
the river, he ran the ore there. Only workers, how many were there in Pomarao? Almost
everything on that side of the river, from near there, everything worked in Pomar&o. There
was always work. He was carrying a boat and sometimes the other was in the middle
waiting for that to come out to get another. “

Jodo Martins, Mina de Sao Domingos, 97 anos

“— Worked in the mine 25 years, from
December 9 of 43 to 1968.

— Then went to the mine with ...

— 15 years.

— Who took you there?

— My uncle was head of accounting, the
bookkeeper.

— And soon led you to the office?

— Of course ...

— Only worked in offices?

— Just in offices, nowhere else.

— What kind of work did you do?

— At first the phones, it seems that was
one of the sites where the phones first
appeared automatic, was there at the
mine.

— Automatic phones?

— Had a phone booth with 50 automatic
scoring ... do not know that?

— The wheeled ones?

— With the wheel, then had to score and also of others, crank, there had to the stations
of the railway, had a direct to Pomaréo, for us, the younger ones, had to answer the
phones there for all ... departments had those phones and then had an automatic direct
to Pomaréo and had then also for the stations of the railway. All the stations which had
then had to handle these (...). There in the home guards, ushers, there in the office next
door, were there such a phone, the crank was to call the stations and the Alto de Santana,
where were the switchers, to make the change of line Rail (...). There the younger, | was,
was the Maximo and other younger, we had to answer the phones, those who were inside

13 in FERNANDES, Joao A., “Mina de Sio Domingos”, 2010.
14 in FERNANDES, Joio A., “Mina de Sio Domingos”, 2010.
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the office and after that it was there it was straight to the Pomarao because there was no
post office with phones in Mina de Sdo Domingos, had the company phone. However, the
telegrams abroad, to Mason & Barry, to England and elsewhere, were transmitted through
the telephone company for the Pomardo Station because Pomardo had a Station, so
then there is that the telegrams were transmitted and we received those who came from
London as well (...).

Anténio Guerreiro Rosa, Santana de Cambas, 81 anos

— Later ahead was the chemistry and the chemistry had Mr José Fernandes who was in
charge of what then was about 6 or 7 employees to do the analysis because the ore (...).
That was all ground, the rocks of ore to make the samples, to know the percentage of
copper and pyrites. They had a furnace where they put it in there to see it well, is not my
section, but | was always there, knew it very well.

— It's mine to go down there?

— 1 did not, then the order has not let go, | felt quite sorry, but I still tried it was no longer
able. “

Antonio Guerreiro Rosa, Santana de Cambas, 81 anos

“~ Then you worked at the mine until what age?

— So were 25 years, | was 15, is to make the bills. Here at the House of the People have
been since 1950 until | retired; | was longer in House of the People then in the mine.
Then they were selling junk to go to paying employees, the workers, some of it was
almost given. Had a written thing there, something well built, it was all translated from
Portuguese into English, to send to London, the writing had to go to London and had to
go in English.

— London is the guiding everything here?

— No, | mean, here was all driven here, but they had to send bills to London. There was
the principal.

— They were there the auditors to check the spelling because there was an embezzlement,
yet | have not worked there, from there the writing was all checked by the auditors, then
everything went to London. And every day at 4 o’clock, my uncle came to Mr. Guilherme
and gave balance to the box since that happened.

In the transmission of telegrams to the Pomar&o, it was in English, we did not know English,
it was all in letters and numbers, was the alphabet with their numbers which happens to
every letter, had to fit that in mind to convey that. A-1, b-2, ¢-3 d-4 and-5, f-6, g-7, h-8 ... we
said the letter and number, if one thing does not escape the other escaped and got from
there the same. Then came from London to Pomarao ...
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From Pomardo came the company employee who was at the post office, lifting the
telegram that had come, and then had to pass it to us. For example, at the phones in the
mail Office, they also had difficulty conveying the telegrams, for example some telegrams
had to go through the CTT phones of Mina, the post office there, they worked there and
elsewhere under the name of land, for example Antonio - A-Aveiro Aveiro, Nazareth which
is the N, F, Faro, Coimbra-C, said the letter and the name of a land or city. And we had to
fit these things in mind. “

Antoénio Guerreiro Rosa, Santana de Cambas, 81 anos

5. The information that allows the
reconstruction of the industrial landscape and
the former use of the land.

“- The service then was many things, worked with the debtors and creditors, the books in
the same room we got to be there 14 employees, in that room was the box, was another
gentleman who made payments of silica, which were stones they bought from people
who were saddled, and that when you go to the mine by road, then are those who call the
mountains of Cerro do Guizo, from beyond many tons of stones were there to spend in
the sulfur plants, that’s all people who went there and burnt, poor things, carting stones ...
— People individuals?

— Individuals, who then sold ...

— They sold the company ...

— They sold the company ... then there was a gentleman there who paid these things,
these passwords to people who would sell this stone. “

Antoénio Guerreiro Rosa, Santana de Cambas, 81 anos

— This is the water that went into the mine?

— To the mine, to the side of the hospital.

— Went to the hospital too? The pipeline would go?

— It was there at the hospital where it was filing a deposit.

— It was piped from here?

— Well, It was directed here, there was always a pump to send it there.

— The plumbing is gone or still there on the floor?

| do not know, maybe not.

— It was on the outside or inside the ground?

There were some 25 cm or so.

— Buried?

— Buried.

(...) The people, we went in there and there was a canha'®, there was a great canha.
This place always had personnel working, the guards were always here, from here is that
this water went into the mine, over on the side of the hospital. “

Teotdénio Gregorio Sanches, Mina de Sdo Domingos, 82 anos

“(...) there were the water pipes and the machine was here and the other was up there
and here was the master. It was still lengthy, it gave water to the hospital and to the mine,
for the British.

— Mr. Teoténio, do you know the history of this?

— From canha? The story is that it was always filled with water up over here, had a machine
here that said there with the others who were there at the house here and was always a
guard, worked in shifts to pump the water served to the whole hospital and served to go
to the counter-mine.

—To drink ...

15 Canha usually means gallery or tunnel giving access to underground water but it may also be applied
loosely to an open air channel or to an underground dry gallery.
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For us to drink water, pure water, by chance was good water was drinkable, now was not
going to Mina here, had the bombs where women would fetch water with the quarterfinals.
— To mine, village?

For us, the village

— This water would go to the hospital here on the left side of the cut?

— On the right side, there was a cut, we called it a regatta and the barrel went to the right
side of the race and then traced through the forest, this time there were woods, everything
was clean, now is that in these circumstances is that is. So we have before, to fetch a
load of rock roses, spent Ribeira de Changa, Malagdo and Cobica, to go fetch a load of
firewood. “

Teotonio Gregorio Sanches, Mina de Sao Domingos, 82 anos

“It would pass near the pit 7. Now there is nothing. We were coming from Spain around
with bundles of firewood on her head, went on to pass beyond the well No. 7, which is
beyond ago.

— The No. 7 is the breathing?

— The 7 was the pull of air from the mouth of the tunnel there.

— He pulled?

Pulled up above fresh air to come there to
mine, down to the ground, had some fans
there to work, then had a few things up, he
struck us the hats, flew up with the force of
the fan. Where were the work led us there,
we went 4 or 5 boys with the wheels turning

i-TPortugal Mina de 8. Domingos— Interior do Mercado

— The axis?

— We took the wire and then put one up
there at the door and everything in hand,
after playing well in the dick, was in shock to
everyone.

— And what was the machine that did this?

— Machinery fan of well # 7, we played there
with the wire, was the first who suffered more,
but it ran us all.

Teoténio Gregorio Sanches, Mina de Sao
Domingos, 82 anos

Ex-cursio through the limits of the mining territory: the
fluvial connection

“In principle, when making such an oven, it is in place where you can get clay around. As
we had no clay here in the area went to fetch the clay side. The oven has more years than
me. I've got 75 years and the oven more than 100. It was my grandfather and before my
grandfather was from another man who lived there in the street too ... A furnace like this
there’s none around here, covered with dome. (...) There were 10 or 12 roofers in the area
here in the marsh, as this salt marsh are ovens, clay is the marsh itself ... just the only one
there that can do everything from beginning to end, | am, | am already alone ... He had two
or three furnaces there [in the hills], | do not know why it no longer made, would not have
to make their own pottery. For Mina S. Domingos, knows well the loads of work that went
there ... went to Mértola, for Pomarao, was here for the zone ... “

lidefonso Manuel Viegas, Castro Marim, 75 anos (about tile ovens in the marsh of Castro
Marim?)

“They brought the stone from Vila Real, that the stone came in beast cars to Vila Real and
then carried their boats there. The stone came from Cacela, there on those sites. That s it

16 in MALOBBIA, Stefano “Patriménio rural construido do Baixo Guadiana”, 2004, 216 pp., pp. 51.
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was a stone that was fit for that. And the boats were bringing up here, and my father had an
oven here, had another in Pontal, had another up above. And then they went man, people
here to win. And men were going to pave the ovens. Not everyone knew pave, one went,
people would start up inside the oven that was in the pit. After the oven when they were
cobbled, they made a bonnet, so up to cover it in mud and then pulled the fire, they left a
door ... so the wood would start there. And they knew he gave the signal when the stone
was heated cover his oven door and past two or three days went to unmold. Then men,
that it was not already hot, removed the stone, which was the limestone. And then he sold,
they would fill in drums and went to the Mina de Sdo Domingos. “

Lucinda Maria Feliciano, Montinho das Laranjeiras, 87 anos (about a lime oven in
Montinho das Laranjeiras'”)

“The stone oven that was there, because that stone is stone that allowed the fire and doesn’t
break. Those two ovens, I've done: digging in the ground, first, and then made a wall around
it. The stone is different: the black is to build, the white is for painting. The black stone and
white went to fetch the height, in a part that was called Alcaria, sometimes it was even here
the flatlands, the farm which is right next to the bridge to Vila Real. For the lime sulfur, to Mina
de S. Domingos, went to seek the Santa Rita. It took going to cook one night: a white and
black took two days and one night and it took two days and two nights to cook. (...) At that
time there was no road and everything was boarded up Mértola and then there side of Beja,
came from Serpa, Beja, Moura to get there
lime. There were boats that | sent from
here to there. | even provide lime works,
salt, | dunno ... (...) The firewood [had to
keep putting them] not to extinguish the
fire, had to be burning forever. From Mina
de S. Domingos came two hundred tons of
wood. Put entire two sleepers in and when
there were these other two were burned.
Sleepers were the road-rail | bought Mina
de S. Domingos, when there just mine.
Now the wood ... | was down to around
fifty or sixty men gathered sticks the whole
winter. There was firewood saw: roses,
charaguacas, so that bush. *

José Anténio Nogueira Aquilino, Castro

Marim, 91 anos (about the production of lime

in Montinho Velho'®)

“There used to be here ... in the Guadiana, maybe there upwards of a hundred fishermen
and such. Here, only the river of life we lived. It was shipping that gave access to these
villages, the parish here, there’s Pereiro, come up Martinlongo, who came with the donkey
because there was still no road up there, the National Road, embark on the boats here, here
at Laranjeiras. And here they were transported to Vila Real de Santo Anténio. There were
sailboats, old, perhaps some twenty or thirty of these boats make the trip to Vila Real de Santo
Antoénio. That ended up there for around sixty-four, sixty-five. What gave this movement here
was Minas de Sao Domingos, is that made this movement existed, and maybe ... there is no
road up there. And then finished off the boats sailing ... But back then there were the sailing
ships used to transport to Vila Real de Santo Antonio and had the fishermen of the river
that existed more in quantity, that today there are two or three fishermen staff here in the
Guadiana . Only there’s Pomarao up is that there may be some more. *

Emidio Marcos Colago, Montinho das Laranjeiras, 63 anos (about Montinho das
Laranjeiras and Guadiana river'®)

17 in MALOBBIA, Stefano “Patriménio rural construido do Baixo Guadiana”, 2004, 216 pp., pp. 185.
18 in MALOBBIA, Stefano “Patriménio rural construido do Baixo Guadiana”, 2004, 216 pp., pp. 187.
19 in MALOBBIA, Stefano “Patriménio rural construido do Baixo Guadiana”, 2004, 216 pp., pp. 193.

111 e



Orality and Cultural Heritage Searching for mining heritage in an unsuspected place: the miner’s head

Procurando patriménio mineiro num lugar insuspeito: a cabeca dos mineiros

“It's the oldest tavern that is in the county of Alcoutim. It was my parents and | already
have nearly eighty years old - can already see. My father was fifteen years old when he
founded it. This was a big house already old and then my father made this house here. He
had a warehouse there, because at that time was only sold here ... the boats sailing to get
things going to Mértola and Vila Real and brought up and sold here. Came the farmers,
people from Martinlongo here to buy salt, buy lime, buy bricks to make houses. My father
rode in the boats, we had three boats, three sailboats, and must have established that
there are one hundred and twenty, one hundred and thirty years. My father was Manuel
Feliciano. It was the first that was put phones here in the county of Alcoutim. Boats saddled
everything: salt, rock that went to the Mina de S&do Domingos, my father had business
there, with the mine, boats saddled his lime stones, all those things. And then, you see,
besides three masts ... you’re here [as the roof beams], it was the boats that saddled the
stone to the Mina de Sdo Domingos. The boats would carry on Vila Real and went to
unload on Pomaréo, and then the load went on a wagon ... because there were no other
roads or anything. “

Lucinda Maria Feliciano, Montinho das Laranjeiras, 77 anos (about a tavern in Montinho
das Laranjeiras?)

Micro toponomy:
there is no support but the human memory.

“It is upon the Mount of Shoemakers and then is Penedo do Corvo and forward is Spain.
- What is Penedo Gordo?

There are those where eucalyptus is Penedo do Corvo, Penedo do Corvo ...

- Eucalyptus?

- Yes, there where is that hill with trees.

- At the bottom?

And there in the background is already Spain, there was the headquarters of the carabinieri,
the Casilha of Pafiuella, and one higher.

- This was the Penedo ...

- of the Raven, it is beyond the rock and all the big rock and there is the Mount of
Shoemakers.

- This way ...

Go to the Port of Alcaria as well call it the mountain of the Dumb, which is the land of the
dumb, the Mount of Dumb. Before it could walk here now, ah ah ... “

Teoténio Gregoério Sanches, Mina de Sao Domingos, 82 anos

6. Compared oral speeches: analysing the
flexibility of selection, evaluate the restitution
capacity, understanding the recurrent themes.
Initial motive: the underground environment
favours human-rodent symbiosis.

“There was such a ruin, which had destroyed the land. | was a bit of land to fall, fall ...
Better said is this: what noticed rats immediately before, 3 or 4 days before. And then it
was just running from one side to the other ... screaming, telling the staff. We had some
men at that time to own it. Trying the ground, trying over, whether it was or was not with
the goal ... If we treated the goal was to get away from there, of course, was soon time for
us to get safe. Now sometimes not enough time. It fell and died there many people, injured
others and not enough time for anything ... But mice freed many people, but many people
... S0 you could not kill a rat in there, you could not kill a mouse. There were rats there ...

20 in MALOBBIA, Stefano “Patriménio rural construido do Baixo Guadiana”, 2004, 216 pp., pp. 207.
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They were full of hunger. We took a basket of something hanging in there, they ate all the
people, the rats ate all were full of hunger ... they ate it all ... But we could not kill them ...
And we've even liked the rats, because they warned us. “

Francisco Sapateiro, Mina de Sao Domingos
Two different speeches from the same speaker (l)

“I got up to me 7 hours to get to work at 8 or 7:30, there was no right time, had to fill nine or
10 cars, each car was carrying four tons, passed 30 to 40 tonnes by the arms, was walking
to running, running here and there, because who has fingernails is that plays the guitar,
picked up the best and see if it was so. Still there on the pier, go 300 and 400 times the
tip of the pier and come from the door of Sebastian, come and go here, can already see
what it was. But today, most of the staff does not know what is working in the sight of those
times. At that time the condom had to be washed every day, every day. | also worked on
counter-mine. There was one we put short pants like going to the beach. It was forbidden
to kill a mouse, we put down to eat there, 15 or 20 men and mice are like a herd of lambs at
the foot of the people, the one that killed a rat that he knew would soon head to the street.
Work a month, sometimes Saturday and Sunday to come to the end of the month and win
a tale of defendants. (...)

They could not kill mice because when the ground was giving were trapped and began to
hiss and those ancient people who were into what they said Fellas, let's get going. The
mice began to show signs. People who took an aluminum pot with food, hung on a wall,
rats ate aluminum pans. “

Mariano Coutinho Brito, Pomarao, 89 anos, 4 de Junho de 2010

‘I worked in Pomardo on behalf of the Mine and worked in the countermine. The
countermine was this: there we worked with only short pants, the ones that we take to the
beach because of the heat was too much. The strong water constantly falling on us, we
had to ride in the back scratching sticks. (...) For the ore, gave a lot of itching. And there
was the following, we laid there when we eat, the rats were like flocks of sheep there
beside us, eating bread, pieces of bread, some hides, skins and what, you could not kill a
mouse, it was prohibited, because rats is that they gave the signal when the ground was
giving the rats were trapped, some of them began to sizzle and those older gentlemen
sent soon to get us out of there. (...) It was forbidden to kill a mouse, the one that killed the
rat that knew the boss was right on the street. And there | was, for example, with another
colleague, the manager sent us to a canha, was working inside and the other was cool, the
temperature was high, after a little while the other came and went for the fresh other work,
and it was so, it was so against the mine. And Pomar&o ore wagons was to fill most of the
day, spend 30 to 40 tons by the arms, the condom had to be washed every day and when
he worked at the pier to take the wagons to the ships, there were days that a person like
me who worked on the docks, two gangs were working on the docks, | worked in, and had
to go 300 days and 400 times the tip of the pier, come and go. That was the same skinning,
as they used to say, and what was not gained anything. At that time, there are 40 or so
years, there are just 43 or 44 years, this process that I'm talking about, we gained 1000
escudos per month. The person who won shields 1000 was already a big month, today is
what a lady earns in an hour. “

Mariano Coutinho Brito, Pomarao, 89 anos, Janeiro de 2010
Two different speeches from the same speaker (ll)

“I've been in the field plowing service to mow, and it was then that | came here in 1947
for mines, where | had from 1947 until 1960 under the ground, the 405 meters, | went
to the bottom when | was 19 years. In 1960 | tore myself away to Lisbon, | went to the
Municipality of Cascais, went also to make an excavation near the hotel Estoril Sol, I've
been doing well the bull ring, then went to a stone sawmill in Cruz de Poupa at the foot
of Alcabideche. After that was my brother who went to fetch me to dairy cooperative in
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Cascais “UCAL” was there | took the letter to chauffer then took public services and was
chauffer for the road. After | left the road, went to the mill of Carcavelos, | also hated being
there, returned to the road service. In 1963 | took the letter. 1987 | reclaimed and returned
to Mina de Sao Domingos”

Teoténio Gregorio Sanches, Mina de Sao Domingos, 82 anos, 27 de Maio de 2010

“My story is already known in time that I've been a miner walked 13 years under the
ground at 405 meters deep. This lady says that her father was mining at the Mina de
Sao Domingos, and at that time | joined in 1947 and left for Lisbon in 1960, worked in the
Municipality of Cascais and then walked into the Milk Cooperative, took the driver’s license
and walked into the National Road a consignment of years until | retired and returned to
land at Mina de Sdo Domingos. In 1945 | rode on the Pego do Altar Dam at the foot of
Alcacer do Sal, 17 years, | was there and fell sick with the ses6es?!, my old man was there
to get me, then walked into the service of field tilling and mowing until | entered the mine
at 19 and so was my whole life.

Teoténio Gregoério Sanches, Mina de Sao Domingos, 82 anos, 4 de Junho de 2010

Two speeches over the same subject (1)

“This whole area stretching from Bens to the Mesquita or the Mesquita there, lived in the
50’s, very attached to Pomarao, apart from mining and all those people who worked for
the mine, came frequently to the port Pomarao boats to dump the coal and then people
would start at that time were not properly miners, who were people who came to these
villages. Also much of the fertilizer that was consumed in the Alentejo, then came on
the ship until the Pomarao and then was transported by canoe without a motor, sailing
and rowing, which until then was discharged in Mértola. (...) They arrived there boats of
various nationalities, Moroccan, German, Dutch, Algerians and people from the sea when
it arrived there was thirsty for beer, got drunk, teased the women, there were spats and
one of them was even one guy to disarm wardrobe supervisor, a brother of the injured Ti
Mariano and then the people fell upon him and was badly injured and died on the way to
Vila Real de Santo Antonio. “

Anténio Joao, Pomarao

“The boats that came for the ore, when foreigners came to the Pomarao caught drinking,
because they walked into the sea, it was months after arriving there and being drunk often
tossed into the river to go to the boats, and some drowned there, the boats then went away
and the bodies appeared only after 7 or 8 days, especially in summer What happens?
These corpses would not come to Santana for cemeteries or none, were buried on the
riverbank, the last one died in these conditions came to Santana, made it a special coffin
in the carpentry workshop in Pomardo and came in wagons to the height and then was
transported in a wagon to the cemetery and there is, there is a sign that the family had to
do with the dedication, with the name and age that the individual had at the time. So that’s
the case with many foreigners who appeared there at the time. I still remember one or two,
| was a boy, and when we guys this is checked, and remember this. “

Francisco Patrocinio, Pomarao

Two speeches over the same subject (ll)

“In the mine | worked with the machines, | was instructed, | filled Zorritos. The operation
of the mine, that was so, it was divided by floors 30 to 30 meters, there was, for example,
the 150 that was where the elevator descended to us, after the 150 was the 180, then
210, 240, 270, 300, 330, 360, 390, 405, and the cage was in 150, carrying 16 people
went in and then distributing the staff for several floors. And that same elevator that rose
with the Zorritos ore up each time came two Zorritos, came to the 150, then there was an
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endless rope, which was a sort of lift that pulled the Zorritos filled up and at the same time
went down the gaps. After the full Zorritos were poured into large 4 ton, then went to the
scales to control the amount of ore left the mine, then went up the railway line to Pomaréo.
Pomarao came in the boats carry the ore, the boats came from the Union Plant, there were
others who came from England. In the river was always a dredge clearing the river for the
boats pass. “

Teoténio Gregorio Sanches, Mina de Sao Domingos, 82 anos

“They began to dig, dug up 150 meters. With the slope already seen, gives an extension
here as besides the pension, or else ... They made a tunnel. But then when they arrived
at 150 meters ... with this inclination it not be. Come here to do a mass along the vertical
well. From the 150 down.. So were sticking over 30 meters. Stopped. While others were
exploring that were already down to do another 30 meters. And so were 30 to 30 meters
until they came to 390, or what was ... “ %

Jodo Martins, Mina de Sao Domingos, 97 anos

Epilogue: two reflexive speeches about change

“Today it is called a boot, in my time was one bution, in the other time it was fire dinner now
dinner is cooked, before it was a hickey, today is a fireplace, before loose fire was made,
they did fire, there was no hickey, and then it was said like that, look, they have fire on the
loose, it was a fire in the house. Today it is all different. The cap is a hat. “

Rosa Maria Lourengo, Monte dos Fernandes, 71 anos

“The Cross was brave, that was the last
director here. Cross Brown he was, is the g
name that is there in the field, it is that | 5 ] 2
he had the football field made. He had | :
a son who went to war ... It was Peter, s e
Peter. He was wounded and then the man f Y a,,,;:,-:,;,, o S
was already ill with that in the head, the | Dewnigges e Comachhe
ear. Now late in Mina, the father brought / e cHertia
him here. So he was here but was just '

to walk around like that ... sometimes i 2 XA e
put themselves there, with drivers of jps =N CPE =
locomotives, there at the foot of drivers : 2
... He went aground there, the poor man
... he just went like this: | am sorry to the
people of Mina ... It was his conversation.
| am very sorry for the people of Mina
... The view that this was going to drop

everything ... It was Peter ... “ 23 | ESra 5
Joao Martins, Mina de Sao Domingos, 97 Flg. & — Planta dos limites e drea da concessdo. 12 de Agosto de 1857.
anos

22 - in FERNANDES, Joio A., “Mina de Sao Domingos”, 2010.
23 in FERNANDES, Joao A., “Mina de Sao Domingos”, 2010.
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'"Procurando patimaonio
MiNeiro NuM lugar INsuspelto:
a calbeca dos mineiros.

Jma apropriacéo letracda dos
discursos ditos destinada a
alminar vacuos do arguivo
asCrto.”

Rui Guita
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(Lisboa, 1988) e mestre em Museologia Social pela Universidade Luséfona de Humanidades e
Tecnologias (Lisboa, 2007), coordenador da Fundagdo Serrdo Martins desde 2008.

A base tedrica sobre a qual foi construida esta comunicagéo é muito simples e assenta nas
seguintes premissas: 1) o discurso oral veiculado por participantes de um processo fornece
informagado valida para elaborar conhecimento efectivo sobre o processo; 2) a validade
dessa informagao pode ser testada e aferida; 3) a maior ou menor qualidade da informacéo
proporcionada por cada discursante depende do seu grau de integragdo no processo (ou
parte de processo) focado e do grau de adulteragdo da memdria (manipulagdo, erosao,
idealizagdo, simplificagdo), consciente ou inconsciente, a que esteja sujeita a elaboragdo do
discurso. A capacidade do intérprete para validar a informagéo veiculada por cada discurso
depende, pelo seu lado, da quantidade de discursos disponivel para verificagdo (0 conjunto
disponivel para investigar e comparar) e da sua capacidade para dominar e desenvolver o
dominio da linguagem, das categorias, dos valores e do |éxico dos discursantes assim como
dos niveis de significado menos dbvios da comunicagédo oral (texto sob e sobre entendido,
ironia, repeticdo, pausa, tom, etc.).

A parte pratica e mais substancial da comunicagdo consiste na tentativa de demonstragéo
destas premissas através da apresentagdo de trechos discursivos de intervenientes no
processo de mineragdo da Mina de Sdo Domingos com diversos modos de intervengéo e
diferentes graus de proximidade.

Apéds o fecho da mina de pirite cuprifera em 1966, o local foi abandonado pela empresa
exploradora, Mason & Barry, Ltd, que faliu em 1968. A maior parte da populagdo migrou e
a residente ficou reduzida a cerca de 10% do efectivo durante a laboracao. Posteriormente,
a empresa detentora da concessdo mineira arrendada desde o século XIX, La Sabina,
recebeu, por direito contratual detido pela relagdo com a falida Mason & Barry, a propriedade
do complexo mineiro, tendo continuado e terminado a venda dos equipamentos do complexo
como sucata. Apos a atribuigéo, por Plano Director Municipal, da vocagéao estratégica turistica
de base cultural (assente na promog¢éo do patrimoénio mineiro e da arqueologia industrial) ao
complexo mineiro da margem esquerda do Guadiana, esforgos tém sido feitos para cumprir
este designio. A Fundagédo Serrdo Martins € um desses esforgos. Estatutariamente: “A
Fundacéo prossegue fins sociais, culturais, artisticos, educativos, cientificos, econémicos
visando a elevagéo do nivel sécio cultural e técnico do concelho de Mértola de harmonia
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com os principios tradicionais da regido, promovendo o desenvolvimento socioeconémico e
cultural da Mina de S. Domingos e recuperando a sua tradicdo Mineira. Além dos fins gerais
mencionados no numero anterior, a Fundagao tem por fim especial assegurar a manutengao
e funcionamento regular do complexo da Mina de S. Domingos e Pomaréo, tal como a
administragdo e o desenvolvimento do Patriménio que lhe esta afecto.” A Fundagao Serrao
Martins foi fundada em 2004 pela Camara Municipal de Mértola e pela empresa La Sabina e
tem actividade desde 2006.

A participagdo da Camara Municipal de Mértola no projecto ORALIDADES resultou numa
colaboragéo da Fundagdo Serrdo Martins no mesmo projecto e na recolha de testemunhos
orais de residentes idosos do concelho de alguma forma ligados a Mina de Sdo Domingos.
Parte substancial dos materiais apresentados foi recolhida em 2010 neste ambito, com a
colaboragédo de Ana Brito e José Valentim que fizeram recolhas e transcricdes durante o
decorrer de estagios profissionais na Camara Municipal de Mértola. As entrevistas foram
conduzidas individualmente, no ambiente social dos inquiridos, de uma forma parcialmente
directiva. Parte dos testemunhos foi proferida perante uma situagdo social com publico,
durante a realizagdo de uma tertulia®* cujo objectivo explicito foi a apresentagdo de
discursos dos mais idosos sobre o passado. Outra parte dos materiais € proveniente de uma
publicagédo?® escrita e de um documentario?® videografico. O conjunto de trechos seleccionado
para a comunicagao representa cerca de metade dos intervenientes entrevistados para o
projecto. Todos os trechos foram seleccionados por terem fornecido informagéo valiosa para
0 progresso da investigacdo em curso e permitido compreensdo acrescida do processo
de mineragao do deposito piritico de Sdo Domingos e do ambiente humanizado que dele
resultou.

Uma vez que sdo os trechos discursivos que serdo apresentados para sustentar as
premissas, os titulos e subtitulos que pontuam o resto da comunicagdo tém um papel
secundario e destinam-se a ilustrar o porqué da unido de determinados trechos em conjuntos
ou combinagdes.

Assim, o primeiro grupo de textos ilustra a inevitavel necessidade de encarar a diversidade
de interpretagdes e pontos de vista com o tema da fome e da fartura. O segundo grupo ilustra
solugdes usadas para obviar a escassez. O terceiro grupo ilustra o potencial interpretativo
e explicativo do discurso oral na apreciagdo das condigbes sociais (num sentido lato,
0 das condi¢gdes em que se produz e reproduz uma sociedade). O quarto grupo ilustra o
potencial heuristico do discurso oral para a investigagdo dos processos industriais pretéritos
na vertente que é completamente alheia ao discurso escrito e o quinto ilustra 0 mesmo
potencial na compreenséo do territério como um todo. O quinto grupo de textos ilustra formas
de verificagdo, validagao e afericdo da informagao veiculada pelo discurso oral utilizando o
contraponto de versoes.

1. Fome e fartura: abundancia, escassez e
relatividade da avaliacao

“A minha maezinha criou 6 filhos com muita miséria, o meu pai andava lavrando naqueles
serros ao pé da Vila e ndo tinhamos nada para comer porque 0 meu paizinho e os meus
irm&os mais velhos trabalhavam na estrada da Serra e na estrada do Vascéo, ganhavam
14$00 para a minha maezinha comprar panito e a gente comer uma coisinha de pdo e ca
no povo, as pessoas que tinham alguma coisa, tinham farinha para peneirar e a minha
méae ia peneirar a farinha para sair o Rol&o para fazer bolos para gente comer, que a fome
era muita e ndo havia trabalho nem para os nossos pais, nem para a gente, so as ceifas,
as mondas aqui a do Sr. Valente que era o avd do Sr. Valente e dos mogos Valentes além

24  Terudlia “Histérias da Minha Aldeia”, Santana de Cambas, 4 de Junho de 2010, promovida por Santa
Casa da Misericérdia de Mértola.

25 MALOBBIA, Stefano “Patriménio rural construido do Baixo Guadiana”, 2004, 216 pp.

26 FERNANDES, Joao A., “Mina de Sio Domingos”, 2010, 15°26” (c6pia disponivel no Centro de
Documentagio - Casa do Mineiro, Fundagio Serrio Martins, Mina de Sdo Domingos).
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do monte de cima. Levava a gente a mondar o trigo, ganhavamos 3 $00, ganhavamos
uma coisinha de nada que aquilo ndo era nada e ja sabe que os nossos paizinhos criaram
a gente com muita miséria. Hoje aqui no povo dos Fernandes n&o ha fartura mas fome
ninguém tem.”

Rosa Maria Lourengo, Monte dos Fernandes, 71 anos

“Dizia-se que os rapazes da minha geragéo cantavam para as raparigas,
havia uma cantiga que eu ndo me lembro toda que uma das partes era
assim:
Nb6s néo temos papeleta
E elas nédo ligam a gente.

Quer dizer, s6 os individuos que trabalhavam na Mina é que as raparigas
olhavam, porque isto do namoro e futuro ndo é sé de agora que se olha, ja
vem de tras, amor e uma cabana é dificil. Mas os da mina eram explorados,
havia aqui uma coisa que lhe chamavam o maximo, era o dinheiro que os
mineiros ganhavam além do ordenado e foi feito da seguinte maneira:
Os mineiros que trabalhavam na contra-mina tinham de encher 20 zorras
por dia e eles enchiam as 20 zorras, e 0 que é que os individuos que
mandavam naquilo, espertos, fizeram? Por cada zorra a mais que eles
enchessem eles davam-lhe mais x, e os mineiros na sua boa fé de gente
honesta e trabalhadora comegaram a encher para ganhar o tal maximo
e passado uns tempos 0s gajos aumentaram a tareia, a tareia quer dizer
eles tinham de encher 20 zorras, eles enchiam 30, o que é que os gajos
fizeram: agora passas a encher 25 sem ganhar mais nada. Estao a ver
como se exploravam as pessoas. (...) Quando eu trabalhei na contra-
mina, foi em 1956, a primeira vez que fui para 4 fui ganhando 27$50, sdo
hoje 13 céntimos, a segunda vez 343$00 por dia, sdo hoje 17 céntimos,
agora muita gente nio faz ideia o que é isso, ndo fazem ideia o que se
ganhava nesse tempo, chegar ao fim do més e ganhar 1000, 1100 $00.”

Manuel Soares, Salgueiros

“Quando se fala na Mina de S. Domingos
eu recordo-me durante toda a minha
vida, ouvi muitas vezes dizer: a Mina de
S. Domingos foi a salvagéo desta zona.
Eu nao sei se foi salvagao, eu tenho 71
anos, felizmente ndo passei fome, mas
senti a fome daqueles que a tinham e fui
filha de um casal que ndo conseguiram
juntar fortuna porque eles nasceram
para auxiliar, para ajudar. Eu ndo sei
se a sorte foi a Mina, se calhar a sorte
tinha sido a mina se tivesse tido outros
dirigentes, porque foram uns caciques
e uns administradores que s6 serviram
para explorar os trabalhadores, com
salarios de miséria ndo se podia matar a
fome, casais com 7, 8 e 10 filhos vivendo
num quarto, salvo raras excepgdes, onde
dormiam todos, tinham uma casinha em
frente onde faziam o lume. Se o futuro
tivesse ido por outras veredas se calhar estariamos melhor, também n&o sei. Muita gente
alcodlica, muita mulher maltratada que levou sovas do marido. Eles embebedavam-se,
iam para casa, ndo tinham dinheiro, gastavam o dinheiro na taberna, nado tinham comer
para dar aos filhos. Eu tinha uma vizinha que todos os dias ia ali a casa e ela aparecia
com os bragos cheios de ndédoas roxas, maltratada e a minha mae dizia-lhe assim:

— Joaquina, ja comeu?
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— Nao senhora, ainda ndo comi, ja ha 2 dias que ndo como porque o meu Antdnio trouxe
o dinheiro e gastou-o todo nas bebedeiras e eu alguma coisinha que consegui arranjar foi
para dar aos mogos pequenos, fazer um café, comprar um péo ...

E eu que era ainda muito nova, mas tinha uma nogéao diferente da vida da minha mae,
dizia assim:

— Vocé devia de ir a guarda e dar parte dele.

— Ai Joaquina, nao faga caso dela que ela nao tem juizo. — dizia a minha mae — Joaquina,
cale-se, ndo diga nada, porque as pessoas gostam é de ver isso, ndo diga nada.

E eu revoltava-me de a minha mée dizer para ela se calar.”

Maria Julia, Santana de Cambas, 71 anos

2. Escassez e ocupacoes suplementares: auto
producao, segundo emprego, contrabando

“Quando trabalhava por conta da mina, com
um cunhado meu, cunhado e primo irmao,
compramos uma lanchinha que era para
pescar, uma espécie de uma colher, com
uma rede assim larga que tinha duas varas,
era comprido, iamos contra a margem do rio
para apanhar peixe. Eu fago redes é para um
genro meu.”

Mariano Coutinho Brito, Pomarao, 89 anos

“Eu saia do servigo, quando ndo podia ir ia
a minha mulher, eu tinha 2 hortas, uma na
terra de uma senhora dos Picoitos, que era
a Maria Amélia, eu saia do servigo, quando
podia ia para as hortas e quando nao podia
ia a minha mulher, todos os anos engordava
um porco, assim como havia outros que
quando saiam do servigo iam para a venda.
Na mina, a do Sr. Chico Fialho, tinha 1a uma
loja, quando saia o pessoal da contra-mina,
0 balcéo era cheio de copos.”

Mariano Coutinho Brito, Pomarao, 89 anos

“~ E como é que costumava ir para a mina? la sempre a pé?

— la a pé, andei a pé 8 anos até 1951, principio de 51 € que comprei uma pedaleira?. Eu
era empregado aqui na casa do povo, quando saia a tarde da mina, trabalhava de noite
ali na casa do povo, era uma coisa extraordinaria, nem a casa do povo tinha condigédo
para pér ali uma pessoa, foi em 1936 quando comegou a casa do povo. Um ordenadinho
pequenino, porque também o servico era feito sé a tarde ou a noite e na altura ndo havia
assim muito servigo, mais tarde € que comegou a haver mais servigo.”

Antonio Guerreiro Rosa, Santana de Cambas, 81 anos

“Depois viemos, o Zé Afonso também perdeu a carga e o Rogério também perdeu carga
e viemos os 4, chegamos e um foi para os Salgueiros, outro para os Picoitos, outro para
os Bens e outro para os Alves, mas ao fim de 2 ou 3 noites outra vez, fomos a Valverde,
para ir |a e vir era uma semana mais ou menos, € andavamos de dia, chegamos 14, o Zé
Alfredo tinha de ir a um gajo a perguntar se o comprador queria o café, aquilo tudo, nao
era como a do Marrocos, a gente ia a do Marrocos e ja estava tudo certo. La estive eu
com o Rogério debaixo de uns eucaliptos enquanto o Zé Alfredo foi com o Zé Afonso.

27 Bicicleta.
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Frio como o caragas, as 2 ou 3 horas da
manha vieram eles:

— Mogos, vamos embora a levar as
cargas...

Chegamos, entregamos as cargas, o
Zé Afonso recebeu o dinheiro e viemos
embora, andamos de noite e de dia,
quando ja vinhamos fartos de andar,
além ao Vale Campeiro, atiram a gente,
toda a gente fugiu, uns por tras, outros
por cima, o que eu sei dizer € que uns
chegaram mais tarde, outros mais cedo,
mas os gajos ndo apanharam ninguém.
Eu comecei a trabalhar a do Marrocos
tinha 7 anos.”

Manuel Romao, Salgueiros

3. As condicoes de vida, a actividade humana,
o ambiente, a sociedade

“ Gostava de ver a Mina trabalhando ainda, como ela trabalhou. Era um grande prazer
para mim no fim da vida vé-la trabalhando ainda. Va que nao fosse como ela trabalhou
mas uma imitagdo de como ela trabalhou. Mas n&o consigo ja eu ... N&o consigo eu ver
nem ninguém. Isso agora ja nunca se vé ... Mas gostava de ver isso ainda ... Isto era
grande vida. Era toda a noite o buzio tocando, maquinas rolando ... Toda a noite, toda a
noite ... Atoda a hora do dia, a toda a hora ... As maquinas andavam sempre a trabalhar,
sempre, sempre, sempre ... “ 28

Francisco Sapateiro, Mina de Sdo Domingos

“Andei no servico do campo a lavrar a ceifar, e foi entdo em 1947 que entrei aqui para
as minas, onde estive desde 1947 até 1960 debaixo do chao, a 405 metros, fui la para o
fundo tinha eu 19 anos. (...) No meu primeiro dia de trabalho da mina entregaram-me uma
albarca em ferro, uma albarca é uma caixa, punha-se em cima das pernas, € com o rodo
puxava-se 0 minério para encher a albarca para se deitar depois para dentro do vagéo. “

Teoténio Gregoério Sanches, Mina de Sao Domingos, 82 anos

“ — A empresa tinha ali de tudo, depois tinha ali outra sec¢cado que tinha vacas para
fornecerem leite ao pessoal, aos empregados principais, ndo era para todos, tinham uma
fabrica de moagem e depois tinham um armazém de materiais la em baixo antes de
chegar a mina, onde tinham os materiais para os departamentos depois tinham entdo um
armazém de mercearias e tinham a secgéo de fazendas que era onde esta o Zé Monteiro.
(...) era para o pessoal que trabalhava na mina, para irem la despachar, comprar la
coisas, sempre compravam coisas um pouco mais baratas e a empresa nao fazia negocio
daquilo, procuraria saldar a despesa, mas nao havia ali lucros.

No hospital chegaram a ter 2 médicos, 4 enfermeiros e uma parteira de depois tinham
uma farmécia tudo ali ligado com um director clinico e ainda tinham mais outra pessoa,
depois ha uma parte da escrita, isto na farmacia... Fui operado na Mina de S. Domingos
ao apéndice, o médico que me operou era o Dr. Francisco Valente Rocha, era dali, depois
foi para Lisboa, era parteiro, vinha entdo de 8 em 8 dias a mina operar depois passou a
vir de 15 em 15 dias e depois acabou por deixar de vir. Vinham ver os doentes a casa,

28 in FERNANDES, Joao A., “Mina de Sao Domingos”, 2010.
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telefonava-se para a mina e o médico vinha a casa, e esses montes onde havia operarios.
Nés aqui em Santana chegamos a ter 2 médicos a viver aqui, onde é a casa do povo
esteve um a viver e noutra casa aqui esteve outro, o Dr. Fernandes.”

Anténio Guerreiro Rosa, Santana de Cambas, 81 anos

“ Tinham um cemitério por conta deles, s6 para eles sd, tinham um cemitério sé para
eles. Mas salvo erro, parece-me que soO enterraram la duas ou trés pessoas deles que
morreram?. La era s6 para eles, ndo era para mais ninguém, era so para os ingleses.
Tanto que esta o cemitério dos ingleses, aqui nesta direc¢édo, aqui em cima. O cemitério
sO para os ingleses ... Eles tinham aqui tudo para eles! Tinham tudo! ” %

Francisco Sapateiro, Mina de Sao Domingos

“Tinham além um jardim, tinham um coreto onde a musica ia ensaiar todos os fins-de-
semana tocar para o povo, para as pessoas que iam além passar. Havia aqui de tudo um
pouco, mas era tudo pago a custa da companhia. Que isto chegou a ter aqui quase 3000
operarios ... E quase tudo a custa da empresa que fazia esses festejos. Vinham musicos,
vinham bandas também de fora juntamente a estas. Tudo pago a conta da empresa,
havia futebol, havia tudo. Eles tinham aqui tudo quanto era mais ou menos para divertir
os operarios e agora esta tudo morto, ndo ha nada.” %

Anténio Manuel Simao, Mina de Sao Domingos

Eles comegaram com o cinema antes
de haver cinema sonoro, com o mudo.
Ainda me lembro de ser mogo pequeno e
ir ao mudo. E sabe como é que animavam
aquilo? Esses mogos que tocavam guitarras
e violas punham-se ali todos num sitio
e, enquanto estavam passando o filme,
estavam eles tocando. Ainda parece que
os estou ouvindo ainda ... Ainda parece
que estou ouvindo aquela musica que eles
tocavam ... E sabia tdo bem a fita passando!
Depois é que comegou a aparecer o Sonoro.
Quando apareceu o sonoro foi ja ... Mas
ainda apareceu com deficiéncias. Agora no
fim é que estavamos ja bons, tinhamos uma
maquina do melhor que havia no pais ja
... Viamos aqui filmes, Musica no Coragéo
e isso tudo ... A Tortura da Carne ... Tudo
filmes de categoria ... “ %

Jodo Martins, Mina de Sao Domingos, 97
anos

4. O conhecimento técnico: informacao
decisiva para compreender o territério mineiro

29 A informagio, neste caso, nio ¢ vilida. Apesar de diminuto em termos gerais, o niimero de cidados
angl6fonos protestantes sepultados neste cemitério é mais avultado (veja-se CUSTODIO, Jorge, “As-
pectos de Epigrafia Contemporanea. Inscrigoes do Cemitério Inglés e da Mina de S. Domingos (1860-
1910)” in Mineragio no Baixo Alentejo, Castro Verde, Cimara Municipal de Castro Verde, 1996, 252
pp- + trés mapas, pp. 186-197.

30 in FERNANDES, Joio A., “Mina de Sio Domingos”, 2010.
31 in FERNANDES, Joao A., “Mina de Sio Domingos”, 2010.
32 in FERNANDES, Joio A., “Mina de Sio Domingos”, 2010.
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“— Aquela escéria toda, que esta além, sabe de onde veio?
Veio da fabrica de enxofre. Aquela é nossa que foi queimada na fabrica de enxofre e esta
aqui é dos Mouros®.”

Teotonio Gregodrio Sanches, Mina de Sao Domingos, 82 anos

“— E este depdsito?

E um depésito de agua, foi feito pela Sabina ainda, que era para encherem de agua e
mandarem para a contra-mina, no tempo que quase nao chovia, tinham além um puxo de
agua, bombeavam para aqui e daqui despejavam além para as cortas.”

Teotonio Gregodrio Sanches, Mina de Sao Domingos, 82 anos

“— Lembra-se dos barcos que vinham ali ao Pomarao?

— Entéo, pois claro, ali vinha o inglés, vinha o francés, vinha o noruegués, vinha o
portugués, vinha tudo a carregar minério. la minério para a Franca, Inglaterra, para a
Alemanha, para varios paises porque havia varias qualidades de minério. Havia um que
era n° 10 que era assim como uma pedra, como o cascalho, havia outro que era o n°
14 que era mais miudinho um pouco, havia o n° 15 que era mais fino, havia o n® 3 e era
assim, e havia também enxofre, a mina tinha uma fabrica que fabricava enxofre.

— E para que servia o enxofre?

— Isso agora € que eu néo sei, o enxofre ia também para fora, e a unido fabril levava
muitas dessas coisas. Ali havia meses de, se calhar, de 30 navios, 3000 toneladas, 2000,
1500, conforme.”

Mariano Coutinho Brito, Pomarao, 89 anos

“ Saia tudo para o Pomarao antigamente, tudo para o Pomarao. E saia tudo em barcos do
Pomaréao. Mais tarde é que comegaram a vir camides a buscar ali ao Pomarao, o minério.
Mas foi ja no fim, foi quando isto estava ja quase a acabar. “ 3

Anténio Manuel Simao, Mina de Sao Domingos

“Tinham |4 uma praga grande, tinham uma locomotivazinha pequena. Em chegando os
barcos, ela engatava nos vagdes e ia pdr nos barcos. Tinha |a um cais com uma boca
voltada ao rio, corria 0 minério por ali. S6
operarios, quantos é que o Pomarao tinha
ali? Quase tudo daquele lado do rio, ali
de proximo, trabalhava tudo no Pomaréao.
Havia sempre trabalho. Estava um barco
carregando e as vezes estava outro no
meio a espera que aquele saisse para
meter o outro. “ %

Jodo Martins, Mina de Sao Domingos, 97
anos

“— Trabalhei na mina 25 anos, desde o
dia 9 de Dezembro de 43 até 1968.
— Entéo, entrou para a mina com...
— 15 anos.
— Quem o levou para 1a?
— O meu tio, era chefe da Contabilidade,
o guarda-livros.
— E levou-o logo para o escritério?
— Pois claro...

33 A atribuicio da metalurgia destes vestigios a mouros é errénea mas € a atribuicao popular corrente na
regido e em Portugal. As escérias em questdo sdo de origem romana ou mesmo anterior.

34 in FERNANDES, Joio A., “Mina de Sio Domingos”, 2010.
35 in FERNANDES, Joio A., “Mina de Sio Domingos”, 2010
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— S6 trabalhou nos escritérios?

— S6 nos escritérios, mais lado nenhum.

— Que tipo de trabalho fazia?

—Ao principio atendia os telefones, parece que foi um dos sitios onde primeiro apareceram
os telefones automaticos, foi ali na mina.

— Telefones automaticos?

— Tinham uma cabine com 50 telefones automaticos, de marcar... ndo conhece isso?

— Daqueles de roda?

— De roda, de marcar e tinham entédo, também dos outros, de manivela, tinham ai para
as estacdes do caminho de ferro, tinham um directo para o Pomarao e a gente depois,
0os mais novos, tinhamos que atender os telefones ... ali por todos os departamentos
havia telefones daqueles automaticos e tinham entdo um directo para o Pomardo e
tinham entdo também para as estagbes do caminho de ferro. Todas as estagdes que
havia ai tinham destes de manivela (...). La na casa dos guardas, dos continuos, la
no escritorio, ali ao lado, tinham Ia um telefone desses, de manivela que era para ligar
para as estacbes e para o Alto de Santana, onde estavam os agulheiros para fazer
a mudanga da linha do caminho de ferro (...). La os mais novos, estava eu, estava
o Maximo e outros mais novos, tinhamos que atender os telefones, os que estavam
dentro do escritério e depois esse que estava ali que era directo para o Pomaréo,
porque ndo havia estagdo de correios com telefones na Mina de Sao Domingos, havia
os telefones da empresa. Ora, os telegramas para o estrangeiro, para a Mason & Barry,
para a Inglaterra e para outros lados, eram transmitidos através do telefone directo
da empresa, para a estagdo do Pomarao, porque no Pomaréo havia uma estacéo, de
forma que depois dali é que transmitiamos os telegramas e recebiamos os que vinham
de Londres também (...).

Anténio Guerreiro Rosa, Santana de Cambas, 81 anos

“~ Mais para a frente estava a Quimica e a quimica tinha la o Sr. José Fernandes que
era o encarregado daquilo e depois tinha uns 6 ou 7 empregados para fazer as analises
por causa do minério (...). Aquilo era tudo triturado, as pedras de minério para fazer as
amostras, para saber a percentagem de cobre e pirites. Tinham uns fornos onde punham
aquilo 1a dentro para ver aquilo bem, ja ndo é da minha secgdo, mas eu ia sempre ali,
conhecia aquilo muito bem.

— Chegou a ir 14 abaixo a mina?

— Nao cheguei, depois no fim ja ndo deixavam ir, fiquei com bastante pena, ainda tentei
mas aquilo ja ndo estava em condigdes.”

Antonio Guerreiro Rosa, Santana de Cambas, 81 anos
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“— Entdo trabalhou na mina até que idade?

— Entao foram 25 anos, eu tinha 15, é fazer as contas. Aqui na casa do povo estive desde
1950 até que fui reformado, estive mais tempo na casa do povo que na mina. Depois
foram vendendo sucata para ir pagando aos empregados, aos operarios, parte dela foi
quase dada. Tinham ali uma escrita, uma coisa bem montada, aquilo era tudo traduzido
de portugués para inglés, para mandarem para Londres, a escrita tinha de ir para Londres
e tinha de ir em inglés.

— Em Londres é que orientavam tudo aqui?

— Nao, quer dizer, aqui era tudo orientado daqui, mas tinham que mandar contas para
Londres. L4 era o principal.

— Vinham ai os auditores conferir a escrita porque houve um desfalque, ainda eu néo
trabalhava 14, a partir dai a escrita era toda conferida pelos auditores, depois ia tudo
para Londres. E todos os dias as 4 horas, vinha o meu tio com o Sr. Guilherme e davam
balango a caixa desde que aconteceu isso.

Na transmiss&o dos telegramas para o Pomaréo, aquilo era em Inglés, nés n&o sabiamos
inglés, era tudo através de letras e numeros, era o abecedario com os respectivos
numeros que calhava a cada letra, tivemos que encaixar aquilo na cabega para transmitir
aquilo. A-1, b-2, ¢-3, d-4, e-5, -6, g-7, h-8 ...diziamos a letra e o niUmero, se escapasse
uma coisa ndo escapava a outra e recebiamos de |4 o mesmo.

Entéo de Londres vinha para o Pomaréo...

Do Pomaréo vinha o empregado da empresa que estava na estagéo dos correios, levantar
o telegrama que tinha vindo e depois tinha de o transmitir para nés.

Por exemplo, ai nos telefones dos correios, eles também tinham dificuldade em transmitir
os telegramas, por exemplo alguns telegramas tinham de passar pelos telefones dos CTT
da mina, ali nos correios, eles la e noutros lados trabalhavam com o nome de terras, por
exemplo, Antonio — Aveiro A-Aveiro, Nazaré que é o N, F-Faro, C- Coimbra, diziam a letra
e o0 nome da uma terra ou cidade. E tinhamos de encaixar essas coisinhas na cabecga.”

Antoénio Guerreiro Rosa, Santana de Cambas, 81 anos

5. A informacao que permite reconstituir
a paisagem industrial e o uso pretérito do
territério

“— O servigo depois era varias coisas, trabalhdvamos com os devedores e credores,
os livros, na mesma sala chegamos a estar ali 14 empregados, naquela sala estava o
caixa, estava outro senhor que fazia os pagamentos da silica, que eram pedras que eles
compravam de pessoas que andavam acartando, além daquele quando se vai para a
mina, pela estrada, sdo entdo aqueles serros a que chamam o Serro do Guizo, dalém
foram muitas toneladas de pedras para |4, para gastar nas fabricas de enxofre, aquilo era
tudo queimado ali e andavam pessoas, coitadas, a acartar pedras...

— Pessoas particulares?

— Particulares, que depois vendiam...

— Vendiam a empresa...

— Vendiam a empresa ... havia entdo um senhor |8 que pagava essas coisas, essas
senhas a pessoas que iam vender essa pedra.”

Antoénio Guerreiro Rosa, Santana de Cambas, 81 anos

“— Esta agua é a que ia para a mina?

Para a mina, para o lado do hospital.

— la para o hospital também? A canalizagéo ia para 1a?

Estava mesmo 14, no hospital era onde tinha o depdsito.

— la canalizada daqui?

Pois, ia canalizada daqui, estava aqui sempre uma bomba a mandé-la para la.
— A canalizagao foi embora ou ainda ai esta no chao?

N&o sei, é capaz de nao.
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— Estava por fora ou por dentro do chao?

Estava ai a uns 25 cm mais ou menos.

— Enterrada?

Enterrada.

(...) A gente entravamos ai dentro e ai havia uma canha, ai havia uma canha
grande.

Isto aqui havia sempre pessoal a trabalhar, estavam sempre aqui guardas, daqui é que ai
a agua para a mina, la para o lado do hospital.

Teoténio Gregério Sanches, Mina de Sao Domingos, 82 anos

“(...) Ai estavam os tubos da agua e a maquina estava aqui e estava a outra la em cima
e estava aqui o mestre. Isto ainda era muito comprido, isto dava agua para o lado do
hospital, para a mina, para os ingleses.

— Sr. Teotdnio conhece a historia disto?

Da canha? A histéria disto € que estava sempre cheia de agua até aqui a cima, tinha aqui
uma maquina que dizia & com as outras que estavam la na casa e estava aqui sempre
um guarda, trabalhavam de turnos a bombear a agua que servia para o hospital todo e
servia para ir para a contra-mina.

— Para beber...

Para a gente beber, dgua pura, por acaso era boa agua, era potavel, agora ja para a Mina
nao ia daqui, havia as bombas onde as mulheres iam com as quartas buscar 4gua.

— Para a mina, povoagao?

Para a gente, povoacéo

— Esta agua para ir para o hospital ia aqui pelo lado esquerdo da corta?

Pelo lado direito, ali havia uma corta, a gente chamava-lhe uma regata e o cano passava
ao lado direito da regata e depois tragava ao pelo meio da mata, nesse tempo n&o havia
mata, era tudo limpo, agora é que esta nestas condicdes em que esta. Entdo a gente
antes, para ir buscar uma carga de estevas passavamos a Ribeira do Changa, Malagéo e
Cobica, para irmos buscar uma carga de lenha.”

Teoténio Gregoério Sanches, Mina de Sao Domingos, 82 anos

“la passar ao pé do pogo n° 7. Agora ja ndo ha nada. A gente vinhamos de Espanha

por ai com feixes de lenha a cabega, iamos por além a passar pelo pogo n® 7 que fica

além atras.

— 0O n°7 éodarespiragdo?

O n°7 era o puxo de ar |la da boca do tunel.

— Puxava?

Puxava la de cima para vir ar fresco |a para
a mina, para baixo do chéo, tinham ali umas

i-Portugal Mina de 8. Domingos— Interior do Mercado ventoinhas a trabalhar, depOiS tinham uns
coisos para cima, a gente metia as gorras,
voavam para cima com a forga da ventoinha.
Onde estavam a trabalhar levavam a gente
la, iamos 4 ou 5 mogos com as rodas, a
rodar...
— O eixo0?
Levavamos o arame e depois um punha-
se |4 a porta e tudo de méos dadas, depois
tocava além no coiso, corria o choque a
todos.
— E qual era a maquina que fazia isso?
As maquinas da ventoinha do pogo n° 7,
a gente tocava 14 com o arame, o primeiro
era o que sofria mais, mas aquilo corria-nos
todos.”

Teotonio Gregédrio Sanches, Mina de Sao
Domingos, 82 anos
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Uma excursao pelos limites do territério mineiro: o
abastecimento fluvial

“ Em principio, quando se faz um forno destes, faz-se em sitio onde se possa tirar barro
em volta redonda. Como a gente ja ndo tinha barro aqui na area iamos a buscar o barro
a outro lado. O forno ja tem mais anos do que eu. Eu ja tenho 75 anos e o forno mais de
100. Era do meu avd e antes de ser do meu avd era de outro senhor que morava la na
rua também... Um forno como este ndo ha nenhum por aqui, tapado, com abébada. (...)
Havia 10 ou 12 telheiros aqui na zona, no sapal, pois isto sdo fornos de sapal, o barro é
do proprio sapal... S6 o Unico que existe, que sabe fazer tudo do principio ao fim, sou eu,
ja sou eu sozinho... Ele havia dois ou trés fornos ai [na serra], ndo sei porque é que ndo
faziam mais, néo teriam barros préprios para fazer. Para a Mina de S. Domingos, sabe
bem as carradas de obra que foi para la... ia para Mértola, para o Pomarao, ia aqui para
azona...”

lidefonso Manuel Viegas, Castro Marim, 75 anos (sobre um dos fornos telheiros do sapal
de Castro Marim®)

“ Traziam a pedra de Vila Real, que a pedra vinha em carros de besta até Vila Real e
depois ali carregavam os barcos. A pedra vinha de Cacela, ali daqueles sitios. Aquilo é
que era uma pedra que era propria para isso. E nos barcos traziam até aqui, e 0 meu pai
tinha um forno aqui, tinha outro no Pontal, tinha outro |4 em cima. E depois iam homens,
pessoas daqui, a ganhar. E os homens iam a empedrar os fornos. Nem toda a gente sabia
empedrar, uns partiam, que as pessoas metiam-se la dentro do forno, que aquilo era em
cova. Depois quando tinham o forno empedrado, faziam uma capota, assim por cima,
tapavam com barro e depois puxavam fogo, deixavam uma porta assim... metiam a lenha
por ali. E eles ja sabiam o sinal que dava quando a pedra estava cozida tapavam a porta
do forno e passados dois ou trés dias iam a desenformar. lam os homens, que ja aquilo
ndo estava quente, a tirar a pedra, que era a pedra de cal. E logo ali vendiam, metiam-nas
em biddes e ia para a Mina de Sdo Domingos. ”

Lucinda Maria Feliciano, Montinho das Laranjeiras, 87 anos (sobre um dos fornos de cal
do Montinho das Laranjeiras®’)

“ O forno era daquela pedra ali, porque
aquela pedra é pedra que admite o
fogo e ndo parte. Aqueles dois fornos,
fiz eu: escavava no chao, primeiro, e
depois fazia a parede, a volta. A pedra
é diferente: a preta é para construir, a
branca é para caiar. A pedra preta e a
branca ia-se a buscar a Altura, numa
parte que se chamava Alcaria, outras
vezes era mesmo aqui a leziria, a fazenda
que esta ao lado direito ao passar a ponte
quem vai para Vila Real. Para a cal do
enxofre, para a mina de S. Domingos,
ia-se a buscar a Santa Rita. Essa levava
vais uma noite a cozer: a branca e a preta
levavam dois dias e uma noite e essa
levava dois dias e duas noites, a cozer.
(...) Naquele tempo ndo havia estrada e
ia tudo embarcado até Mértola e depois, ali dos lados de Mértola, vinham de Serpa, de
Beja, de Moura a buscar ali a cal. Eram barcos que eu mandava daqui para la. Cheguei
a fornecer cal, obra, sal, eu sei la ... (...) A lenha [tinha-se de ir pondo] para ndo deixar

a
-

36 in MALOBBIA, Stefano “Patriménio rural construido do Baixo Guadiana”, 2004, 216 pp., pp. 51.
37 in MALOBBIA, Stefano “Patriménio rural construido do Baixo Guadiana”, 2004, 216 pp., pp. 185.
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apagar o fogo, tinha que estar ardendo sempre. Até da mina de S. Domingos vieram
duzentas toneladas de madeira. Metia duas chulipas inteiras ai para dentro e quando
essas estavam ardidas iam outras duas. Eram chulipas do caminho-de-ferro que eu
comprei da Mina de S. Domingos, de quando acabou |4 a mina. Agora a lenha... cheguei
a ter ai cinquenta ou sessenta homens apanhando lenha o Inverno inteiro. Era lenha ai
da serra: estevas, charaguagas®, mato desse assim.”

José Anténio Nogueira Aquilino, Castro Marim, 91 anos (sobre a produgéo de cal no
Montinho Velho®)

“ Antigamente havia aqui... no Guadiana, talvez ai para cima de cento e tal pescadores.
Aqui, s6 viviamos da vida do rio. Era transporte de mercadorias que dava acesso a essas
povoacgdes, aqui da freguesia, ali do Pereiro, vamos la, até Martinlongo, que vinham com
os burros porque ainda nao existia a estrada ali em cima, a Estrada Nacional, embarcar
aqui nos barcos, aqui as Laranjeiras. E daqui eram transportados para Vila Real de Santo
Anténio. Existiam barcos a vela, antigamente, talvez cerca de uns vinte ou trinta barcos
desses a fazer o transporte para Vila Real de Santo Antonio. Isso acabou para ai a volta
de sessenta e quatro, sessenta e cinco. O que dava esse movimento aqui era as Minas de
S&o Domingos, é que faziam com que existisse este movimento, e talvez... ndo haver a
estrada la em cima. E depois acabaram os barcos a vela... Mas na altura havia os barcos
a vela que faziam o transporte para Vila Real de Santo Anténio e havia os pescadores do
rio, que existiam em mais quantidade, que hoje ha dois ou trés pescadores efectivos aqui
no Guadiana. S¢ ali do Pomarao para cima é que pode haver mais uns quantos. ”

Emidio Marcos Colago, Montinho das Laranjeiras, 63 anos (sobre o Montinho das
Laranjeiras e o rio Guadiana*’)

“ E a taberna mais antiga que ha no concelho de Alcoutim. Ja era dos meus pais e eu ja
tenho quase oitenta anos — ja pode ver. O meu pai tinha quinze anos quando fundou isto.
Isto era uns caseirbes ja velhos e depois o meu pai fez esta casa aqui. Ele tinha ali uns
armazeéns, porque nesse tempo soé se vendia aqui ... os barcos a vela iam a buscar coisas
a Mértola e a Vila Real e trazia-se e vendia-se aqui. Vinham os lavradores, as pessoas
de Martinlongo aqui a comprar o sal, a comprar a cal, a comprar ladrilhos para fazerem
casas. O meu pai andava nos barcos, tinhamos trés barcos, trés barcos a vela, e deve ter
fundado isto ha cento e vinte, cento e trinta anos. O meu pai era Manuel Feliciano. E foi
dos telefones primeiros que foi posto aqui no concelho de Alcoutim. Os barcos acartavam
tudo: sal, a pedra que ia para a Mina de S&o Domingos, o meu pai tinha negécios Ia com
a Mina, dos barcos dele acartarem as pedras a cal, essas coisas todas. E entéo, esta a
ver, além ... trés mastros que estdo aqui [como barrotes da cobertura], era dos barcos que
acartavam a pedra para a Mina de Sdo Domingos. Os barcos iam a carregar a Vila Real
e iam a desembarcar ao Pomar&o, e do Pomardo iam entdo numas ... vagonas, porque
nao havia outras estradas nem nada.”

Lucinda Maria Feliciano, Montinho das Laranjeiras, 77 anos (sobre a taberna do Montinho
das Laranjeiras*')

Micro toponimia: nao existe outro suporte para além da
memoria humana

“Além em cima é o Monte dos Sapateiros e depois é o Penedo do Corvo e em frente é
Espanha.

- Qual é o Penedo Gordo?

Ali onde estdo aqueles eucaliptos é o Penedo do Corvo, Penedo do Corvo...

— Eucaliptos?

38
39
40
41

Localmente o termo assume a forma xarogacos ou charégagos, a planta arbustiva Cistus monspeliensis.
in MALOBBIA, Stefano “Patrimonio rural construido do Baixo Guadiana”, 2004, 216 pp., pp. 187.
in MALOBBIA, Stefano “Patriménio rural construido do Baixo Guadiana”, 2004, 216 pp., pp. 193.
in MALOBBIA, Stefano “Patrimonio rural construido do Baixo Guadiana”, 2004, 216 pp., pp. 207.
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— Sim, ali onde esta aquele cerro com arvores.

— Ao fundo?

E la ao fundo ja é Espanha, ali era o posto dos carabineiros, a Casilha da Pafiuella, além
aquele mais alto.

— Este era o Penedo...

Do corvo, esta além a rocha e tudo, a rocha grande e ali € o Monte dos Sapateiros.

— Este caminho...

Vai para o Porto de Alcaria, além chamo-lhe o cerro dos Mudos, que € a terra dos mudos,
o Monte dos Mudos. Isto antes podia-se andar aqui, agora, ai ai ... “

Teoténio Gregoério Sanches, Mina de Sao Domingos, 82 anos

6. Discursos orais comparados: analisar a
flexibilidade da seleccao, avaliar a capacidade
de restituicao, compreender os temas
recorrentes

Motivo inicial: o ambiente subterraneo favorece a
simbiose entre humanos e roedores

“Havia por exemplo uma ruina, o terreno que arruinava. Estava um bocado de terreno para
desabar, para cair ... Melhor dizer-se é assim: os ratos aberruntavam*? aquilo logo antes,
3 ou 4 dias antes. E entdo era so6 fugindo de um lado para o outro ... chiando, avisando
o pessoal. Que a gente naquela altura havia uns homens préprios para aquilo. A tentar
o terreno, a tentar por cima, se aquilo estava com baliza ou ndo estava ... Se havia com
baliza tratavamos de safar dali, é claro, era logo hora para nos safarmos. Agora as vezes
nao dava tempo. Abatia e morria ali muita gente, outros feridos e ndo dava tempo para nada
... Mas os ratos livraram muita gente, mas muita gente ... Tanto que n&o se podia matar um
rato la dentro, ndo se podia matar um rato. Havia la ratos ... Eles andavam cheios de fome.
Levavamos um cestinho numa coisa pendurada ali, eles comiam tudo a gente, os ratos
comiam tudo, andavam cheios de fome ... Comiam tudo ... Mas ndo os podiamos matar ...
E até mesmo a gente ja gostava dos ratos, porque ja avisavam a gente.” 4

Francisco Sapateiro, Mina de Sao Domingos

Dois momentos diferentes do mesmo discursante |

“Eu levantava-me as 7 horas para entrar ao trabalho as 8 ou 7 e 30, ndo havia horario
certo, tinha que encher 9 ou 10 vagdes, cada vagao levava 4 toneladas, passavam 30
e 40 toneladas pelos bragos, era andar fugindo para aqui fugindo para ali, porque quem
tem unhas é que toca viola, a ver se apanhava melhor e era assim. Ainda ali no cais, ir
300 e 400 vezes a ponta do Cais e vir, da porta do Sebastido, ir e vir para ca, ja podem
ver o que era. Mas hoje, a maior parte do pessoal ndo sabe o que é trabalho, a vista
desses tempos. Nesse tempo a camisinha tinha de ser lavada todos os dias, todos os
dias. Também trabalhei na contra-mina. Ali era pormos uns calganitos como vamos para
a praia. Era proibido matar um rato, a gente punha-se a comer ali 15 ou 20 homens e os
ratos eram como um rebanho de borregos ao pé da gente, esse que matasse um rato que
o chefe soubesse ia logo para a rua. Trabalhar um més, as vezes sabados e domingos
para vir ao fim do més e ganhar 1 conto de rés. (...)

Nao se podiam matar ratos porque quando o terreno estava a dar ficavam entalados
e comegavam a chiar e aquelas pessoas antigas que estavam dentro daquilo diziam:

42 Percebiam, sentiam, compreendiam, tudo termos que podem traduzir o significado desta forma do
verbo aberruntar (ou aberrontar). O significado ¢, genericamente, aperceber-se ou dar-se conta de algo.

43 in FERNANDES, Joao A., “Mina de Sao Domingos”, 2010.
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Mogos vamos embora daqui. Os ratos comegavam a dar sinal. Pessoas que levavam
uma marmita de aluminio com comida, penduravam numa parede, os ratos ratavam as
marmitas de aluminio.”

Mariano Coutinho Brito, Pomaréao, 89 anos, 4 de Junho de 2010

“Eu trabalhei no Pomarao por conta da Mina e trabalhei na contra mina. A contra mina
era o seguinte: 1a trabalhavamos s6 com uns calcanitos que levamos para a praia, por
causa do calor que era muito. A agua-forte que caia constantemente em cima da gente,
tinhamos de andar cogando as costas nos paus. (...) Pois, com o minério, dava muita
comichéo. E 14 era o seguinte, & quando nos punhamos a comer, os ratos eram como
rebanhos de ovelhas ali ao pé da gente, a comer miolinhos de péao, peles disto, peles
daquilo e ndo se podia matar um rato, era proibido, porque os ratos é que davam sinal
quando o terreno estava a dar, os ratos ficavam entalados, parte deles comegavam a
chiar e aqueles senhores mais antigos mandavam logo tirar a gente dali para fora. (...)
Era proibido matar um rato, esse que matasse o rato que o chefe soubesse vinha logo
para a rua. E la ia eu, por exemplo, com outro colega, o encarregado mandava a gente
para uma canha, estava la dentro trabalhando e estava outro ao fresco, o calor era muito,
ao fim de um bocadinho vinha o outro para o fresco e ia o outro trabalhar, e era assim,
isso era assim na contra mina. E no Pomar&o era encher vagdes de minério a maior parte
dos dias, passar 30 e 40 toneladas pelos bragos, a camisinha tinha de ser lavada todos
os dias e quando se trabalhava no cais a levar os vagdes para os navios, havia dias que
uma pessoa ia, como eu que trabalhava no cais, trabalhavamos 2 quadrilhas no cais, eu
trabalhava numa, e havia dias de ir 300 e 400 vezes a ponta do cais, ir e vir. Aquilo era
mesmo o esfola, como se costumava dizer, e o que se ganhava ndo era nada. Nesse
tempo, ha 40 e tal anos, acabou ha 43 ou 44 anos, esse processo que eu estou a falar,
ganhava-se 1000 escudos por més. A pessoa que ganhasse 1000 escudos ja era um més
grande, hoje é o que ganha uma senhora numa hora.”

Mariano Coutinho Brito, Pomaréao, 89 anos, Janeiro de 2010

Dois momentos diferentes do mesmo discursante Il

“Andei no servigo do campo a lavrar a ceifar, e foi entdo em 1947 que entrei aqui para
as minas, onde tive desde 1947 até 1960 debaixo do chao, a 405 metros, fui la para o
fundo tinha eu 19 anos. Em 1960 arranquei fui me embora para Lisboa, fui para a cAmara
de Cascais, andei a fazer também um desaterro ao pé do hotel Estoril Sol, andei a fazer
também a praga de touros, depois fui para uma serragéo de pedra, na Cruz de Poupa ao
pé de Alcabideche. Depois disso foi o meu cunhado que me foi buscar para a cooperativa
leiteira de Cascais a “UCAL”, foi la que tirei a carta de chauffer, depois tirei os servigos
publicos e fui para chauffer na rodoviaria. Depois larguei a rodoviaria, fui para a moagem
de Carcavelos, também me aborreci de estar 13, olha voltei para a rodoviaria. Em 1963 foi
quando eu tirei a carta. 1987 Reformei-me e regressei a Mina de S. Domingos. “

Teoténio Gregorio Sanches, Mina de Sao Domingos, 82 anos, 27 de Maio de 2010

“A minha histdria ja sabem qual é, no tempo que andei de mineiro andei 13 anos debaixo
do chao a 405 metros de profundidade. Esta senhora diz que o pai foi mineiro na Mina
de S. Domingos, e naquele tempo entrei em 1947 e fui embora em 1960 para Lisboa,
trabalhei na Camara Municipal de Cascais e depois andei na Cooperativa do Leite, tirei
a carta de motorista e andei na Rodoviaria Nacional uma remessa de anos até que
fui reformado e regressei a terra, na Mina de S. Domingos. Em 1945 andava eu ja na
Barragem do Pego Altar ao pé de Alcacer do Sal, com 17 anos, depois foi-me 0 meu pai
la buscar porque adoeci com as sesdes*, o meu velhote foi-me la buscar, depois andei
no servigo do campo lavrando e ceifando até que entrei na mina aos 19 anos e foi assim
a minha vida toda.”

Teoténio Gregoério Sanches, Mina de Sdao Domingos, 82 anos, 4 de Junho de 2010

44 Febres, usualmente as causadas pelo paludismo.
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Dois discursos elaborados sobre o mesmo tema |

“Toda esta zona que vai dos Bens a Mesquita ou para la da Mesquita, vivia, na década de
50, muito ligados ao Pomarao, para além da actividade mineira e de todas aquelas pessoas
que trabalhavam para a Mina, chegavam com muita frequéncia ao porto do Pomarao
barcos a despejar carvéo e entdo nessa altura metiam pessoas que ndo eram propriamente
mineiros, que eram pessoas que vinham dessas povoagdes. Também grande parte do
adubo que era consumido no Alentejo, nessa altura vinha no navio até ao Pomaréo e
depois era transportado em canoas sem motor, a vela e remos, até Mértola onde depois era
descarregado. (...) Chegavam ali barcos de varias nacionalidades, marroquinos, alemaes,
holandeses, argelinos e esta gente do mar quando ali chegava vinha sequiosa de cerveja,
embebedavam-se, provocavam as mulheres, havia zaragatas e numa delas um individuo
chegou mesmo a desarmar a guarda-fiscal, feriu um irmao do Ti Mariano e depois 0 povo
caiu-lhe em cima e ficou bastante ferido e morreu a caminho de Vila Real de Santo Anténio.”

Antoénio Jodo, Pomarao

“Os barcos que vinham buscar o minério, os estrangeiros quando chegavam ao Pomaréo
apanhavam grandes bebedeiras, porque eles andavam no mar, eram meses, chegavam
ali e depois de estarem bébados muitas vezes atiravam-se ao rio para ir para os barcos, e
alguns morreram afogados ali, os barcos depois iam-se embora e os corpos sé apareciam
7 ou 8 dias depois, especialmente no Verdo. O que é que acontece? Esses cadaveres ndo
vinham para Santana nem para cemitérios nenhuns, eram enterrados na margem do rio, o
ultimo que morreu nessas condig¢des veio para Santana, fizeram-lhe um caixao especial na
carpintaria da oficina no Pomarao e veio nos vagdes até a altura e depois foi transportado
numa carroga até ao cemitério e esta ali, tem ali uma placa que a familia mandou fazer com
a dedicatoéria, com o nome e a idade que o individuo tinha na altura. Entdo era assim que
acontecia com muitos estrangeiros que ali apareciam naquela altura. Eu ainda me lembro
de 1 ou 2, eu era rapaz, e quando somos rapazes isto fica marcado, e recordamos isto.”

Francisco Patrocinio, Pomarao

Dois discursos elaborados sobre o mesmo tema ll

“Na mina eu trabalhava com as maquinas, eu fui encarregado, eu enchia zorritos. O
funcionamento da mina, aquilo era assim, aquilo era dividido por pisos de 30 em 30 metros,
havia, por exemplo, o 150 que era onde estava o elevador que baixava a gente, depois do
150 estava o 180, a seguir 210, 240, 270, 300, 330, 360, 390, 405, e a gaiola estava no
150, levava 16 pessoas la dentro e depois ia distribuindo o pessoal pelos varios pisos. E
esse mesmo elevador que subia com os zorritos de minério para cima, de cada vez vinham
2 zorritos, vinham para o 150, depois havia uma corda sem fim, que era uma espécie de
elevador que puxava os zorritos cheios para cima € ao mesmo tempo iam os vazios para
baixo. Depois os zorritos cheios eram despejados para zorros grandes de 4 toneladas,
depois iam para a balanga para controlar a quantidade de minério que saia da mina,
depois iam pela linha de ferro ate ao Pomar&o. No Pomar&o vinham os barcos carregar o
minério, os barcos vinham da Unido Fabril, havia outros que vinham de Inglaterra. No rio
andava sempre uma draga limpando o rio para os barcos poderem passar. “

Teoténio Gregorio Sanches, Mina de Sao Domingos, 82 anos

“ Eles comegaram a cavar, cavaram até 150 metros. Com a inclinagéo ja vé, da uma
extensdo como daqui além a pensao, ou mais ... Fizeram um tunel. Mas depois quando
chegaram aos 150 metros ... com esta inclinagdo nao pode ser. Vamos la fazer aqui junto
a massa um pogo vertical. Dos 150 para baixo. Entdo furavam mais 30 metros. Paravam.
Enquanto estavam explorando essa estavam outros ja por baixo a fazer outros 30 metros.
E assim foram de 30 em 30 metros até que chegaram aos 390, ou o que foi ... “ 4

Jodo Martins, Mina de Sao Domingos, 97 anos

45

in FERNANDES, Joio A., “Mina de S0 Domingos”, 2010.
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Orality and Cultural Heritage Searching for mining heritage in an unsuspected place: the miner’s head
Procurando patriménio mineiro num lugar insuspeito: a cabeca dos mineiros

Epilogo: dois discursos reflexivos sobre a
mudanca

“Hoje chama-se uma bota, no meu tempo era um buto; no outro tempo era jantar ao fogo
hoje € um cozido; antes era um chupéo, hoje é uma lareira; antes fazia-se fogo a solta,
faziam fogo, ndo havia chupéo, e depois dizia-se assim, olha, elas tém fogo a solta, que
era um fogo no meio da casa. Hoje é tudo diferente. O boné era uma gorra.”

Rosa Maria Lourengo, Monte dos Fernandes, 71 anos

“ O Cross era valente, o Ultimo que foi aqui director. Era o Cross Brown, é o nome que esta
ali no campo, ele é que mandou fazer o campo de futebol. Tinha um filho, que foi a guerra
... Era o Pedro, Peter. Foi ferido e entdo o homem ficou ja com aquele mal na cabega, no
ouvido. Agora ja no fim da Mina, o pai trouxe-o para aqui. Entéo ele estava aqui mas era
s6 para andar ai assim ... As vezes punha-se ai, nas locomotivas com os magquinistas, ali
ao pé dos maquinistas ... Andava ali encalhando, coitado do homem ... S6 dizia assim:
Tenho muita pena do povo da Mina ... Era a conversa dele. Tenho muita pena do povo da
Mina ... A ver que isto estava para cair tudo ... Era o Pedro ... “ %

Joao Martins, Mina de Sao Domingos, 97 anos
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Xosé Manuel Gonzélez Reboredo — Institute of Identity Studies (Museum of the Galician People)

It's a well known fact that the use of phonetically articulated languages has been
a basic means of communication for humanity since its origin. Even when around
3000 BC a new form for the transmission and accumulation of knowledge, based
on writing, appeared in Mesopotamia and Egypt —which, according to J. Goody,
caused an important change in culture and social organization (Goody, 1990)—,
the fact is that today oral communication still dominates our everyday lives. Thus,
the homo sapiens is also a homo loquens, and for this reason it is impossible to
understand human nature without taking into account this dimension. In addition, our
verbal communication also implicates a non verbal communication, such as our body
language and facial expressions, which also allow the listener to complement the
perception of the message.

The academic experts working in the Western world in the last two centuries have
considered orality with unequal importance. From all of them, there is one group
which considered verbal communication to be essential. | am referring to the group
composed of Ethnography/Ethnology/Anthropology, three disciplines which are
closely linked (Levi-Strauss, 1968, 317-etc.). In effect, as much as ethnographers/
ethnologists/anthropologists have used data from written sources or material remains,
they ended by researching firstly primitive cultures who had completely mastered
verbal communication, secondly rural communities in which written communication
was only relatively important and lastly groups of complex societies in which the study
and data collection of both verbal and gestural communication is a basic method of
field work.

Also in the 19" century, among these attempts to collect the oral knowledge we can
include the curiosity about what was defined as Popular Antiquities and then became
known as Folklore, a term coined in a famous short report written by Ambrose
Merton —that is, W. Thomas— (Dundes, 1965, 4-6). This term would later become
consolidated in Europe and America, except in the German-speaking areas in which
the term Volkskunde is used, an equivalent form of the Anglo-Saxon word. The
Folklorist movement served to fill a hole left by historians and other scholars of the
social humanistic sciences, which focused mainly on written documents or materials.
But before looking at the subject of Folklore, | intend to take a journey on the “matter
of heritage”, including oral and intangible heritage.
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Paradigms and debates about heritage

The concept of intangible heritage became popular in the last decades to define an
immaterial inheritance considered worth preserving. But the roots of this concept are
very old, and furthermore, it must be to take into consideration within a wider field that
can be defined as cultural heritage, which may also be split into heritage sub-divisions
such as artistic, historical, documentary, etc. In order to emphasize the global vision on
this subject we must take into consideration some aspects about heritage in general and
intangible heritage in particular.

Questions of concept

The idea of heritage related to all fields of culture is derived from the legal principle that
heritage is a whole of goods belonging to a person or family transmissible to their heirs
because these goods “make a living or help to live” (Rodriguez Becerra, 1997, 42). This
definition, which comes from the area of private law, has been enlarged over the last two
centuries to include the public domain as European societies began to accept the fact that
there were certain goods that should be shared by society as a whole, an idea that was
developed in the 18"-19t centuries. The French Revolution initiated a process of claiming
certain goods as cultural heritage belonging to a state which represents all the citizens,
which considers this heritage as “national” and whose objective was to preserve such
goods and make them available to the general public.

As with the mechanisms of memory/oblivion, the processes of heritagization work in a
selective and adaptable way, because you can’t keep everything, and it is impossible to
maintain cultural conventions if they are not adapted to present reality (Marifio Ferro &
Gonzalez Reboredo, 2010, 349). As anthropologist A. Campelo correctly pointed out, “the
past is not only constructed in the present, but is constructed by the present,” causing
a separation between the heritage object and its original context (Campelo, 2005, 33).
This fact isn’t only a mistake to be corrected, but a reality we must take into account.
At first, for practical and also for theoretical reasons, the most “grandiloquent” forms of
heritage attracted the most attention. The result of this were acts we can define as “neo-
aristocratic”, based on emphasizing the “national ornaments” (Sierra Rodriguez, 2000,
405-etc.). Great monuments such as buildings, paintings, sculptures or archaeological
remains were a priority because it is always more profitable to rescue the showiest things,
and also because as the selective criteria were based on ideas coming from history, art
and aesthetics, this kind of actions were favoured.

The development of the ideals on heritage present various questions subject to debate,
including the concept of heritage itself, which is accused of being an invention, of being
subjected to ideological transformation, of acting with non-objective criteria and of
fossilizing the forms. | understand that a radical disqualification of heritage goods and
heritagization would lead us to a nihilistic attitude like that of an anthropologist (which
he doesn’t fully assume) referring to intangible heritage: “accustomed to protecting
and conserving ruins, monuments and documents, paintings... how does one protect
a technical procedure, a belief, a way of singing? When facing this problem... a less
problematic solution is to do nothing” (Escalera, 1997, 54). The defence of this position
doesn’t take into account that heritage is a construction resulting from many processes,
and also an evident and actual phenomenon, and in this new dimension it manifests its
functionality in the world in which we live. Even when cultural heritage may be the result
of a social convention created by a human group, or an elite within this group, who chose
some cultural elements and gave them the category of desirable property (Alonso Ponga,
2009, 46), this doesn’t mean it isn’t valid, because that would imply rejecting many other
conventions that are not “naturally objective” but are desirable if measured by the benefits
they produce, like the principle of Democracy, so important nowadays.

Besides, the national heritage doesn’t always have to have an intrinsic value, but instead
depends on acquired economical, social or ideological values. For this very reason
they are the result of a social construction process which is made from our present-day
reality and needs, thus creating a symbolic universe isn't legitimate in itself, but legitimized
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through social agreement (Prats, 1997, 20-21). This fact makes us ask ourselves who
can or should start the process of legitimizing. The answer to this question is simple:
heritagization will be made by whoever has the power to do this (Prats, 1997, 33); that
is to say the economical, social or political powers. Especially in the case of intangible
heritage and anthropological remains in general, the people, whom we understand to
be the users of the oral tradition, provide the raw materials, but tend to neglect many
potentially valuable components when they lose their usability (Maximo, 2003, 379). In
consequence, the initiatives to lend value to these components usually come from sectors
who think that “relics” play their part in society and deserve to be preserved (Ballart, 1997,
45). Of course, when these sectors lack money or social force to carry out this endeavour,
their success depends on the funding from those who have it.

The vision of heritage that | have just described is almost enough to confirm the old theory
of enlightened despotism, reflected in the saying “everything for the people, but without
the people,” because the people itself runs the risk of becoming a passive subject of
the process of heritagization. According to as A. Limon, the result is a doubtful heritage
property as you have to try and convince its owners of its importance. However this first
conclusion demands to be clarified again. An initial clarification is that the participation
of the popular masses isn’t easy a priori in this case, but neither in any other action of
an economical, social or cultural nature. The people is bound to have very different and
at times contradictory ideas, and it's necessary that certain minorities have awareness
and are armed with the right intellectual baggage —among them, of course, specialists
in Anthropology and other sciences related to heritage— take the first steps towards
creating a synthesis which eliminates any contradictions and includes popular demands
and opinions. In the second place, it would be convenient to take into account that the
people who are the carriers of any heritage should be made aware of the advantages of
preserving their cultural heritage. These advantages have a very diverse nature, ranging
from financial (promoting the tourist sector, and creating new jobs) to others which are
more effective and idealistic, from the strengthening or reconstruction of an identity to the
support of minority groups. To put it another way, the commitment to heritage projects
implies the need to represent diversity, mirror inequality, reinforce identity and foster
social and economic development (Rodriguez Becerra, 2010, 463).

On the other hand, | remember that in the arguments about heritage appear concepts
which are object of criticism, like culture versus popular culture, traditional versus modern
or tangible versus intangible, concepts which are characterized by their imprecision but
nevertheless work like conventionalisms accepted for better or for worse. Given that | can’t
deal with all of them, | will only comment on the dichotomy tangible versus intangible, which
| consider false from an anthropological perspective because “intangible culture rests largely
on material heritage” (Alonso Ponga, 2009, 46) and vice versa. In this sense, we must take
into account that our Western civilization, which is based remotely on Classical Antiquity
and greatly influenced by Christian thinking, has assumed the duality matter/spirit despite
the efforts to achieve a synthesis which recuperates the unity of the human being. In a less
generic style, we should accept that this dualism is present even in culturalist theories in
the same measure that culture resides in the human mind, where the potential to elaborate
beliefs, values and abilities comes from. But we may also tend to value mind in relation to
artefacts and other tangible creations that are the result of cultural actions. Thus | think
that this division is legitimate with the condition that we use caution, especially when we
consider it to be mere nominalism for labelling phenomena (Limdn Delgado, 1999, 11), and
that we consequently try to regain a holistic vision of culture, which would justify the use of
anthropological heritage better than that of ethnographic or intangible heritage (Rodriguez
Becerra, 1997, 44). Experiences like that told by A. Campelo about a study on granary
doors in Val do Lima (Portugal), which not only described their shape, but explained it in
the economic, social and symbolic processes, are an anthropological intent to exceed the
tangible versus intangible discussion (Campelo, 2005, 38). It's also possible to do the same
by using a common denominator which could be, for example, the territory, its occupation
and assessment from a point of view which is as much material as it is social and symbolic,
and which is the basis for a project to be developed by the Ethnological Museum in Ribadavia
regarding the county of O Ribeiro in Ourense (Sierra Rodriguez, 2004).
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Paradigms of action regarding intangible heritage

Possibly the aforementioned conduct confirms that heritage is an invention, but reality
shows that the dilemma doesn’t lay on choosing whether to invent it or not, but in choosing
between inventing it ourselves or letting others do it, obviously within the parameters
set by recognized paradigms and being subject to constant criticism. N. Garcia Canclini
established four paradigms relating to the social use of heritage. Three of these, the
substantialist traditionalism, the commercial one and the monumental one, don’t demand
an intense collaboration on the part of the community who carries the heritage objects.
But the fourth paradigm is called participative (Garcia Canclini, 1999, 22/24) and requires
participation, due to the fact that the selection of cultural goods is accompanied by a
democratic process which takes into account the opinions of individuals and groups,
including associations with varying characteristics and objectives, and needs to establish a
dialogue between the novelties of the present and the heritage of the past. This paradigm,
on the other hand, is very adequate for any firm dedicated to promote immaterial heritage
because it has very little or no economic market value and depends a lot on popular
sponsorship.

The assumption of the participative paradigm affects the communities who are responsible
for preserving, improving and making the best of heritage, but this doesn’t tell us anything
about the position of this heritage or those communities within the super-local field,
whether this be a state or the European Union or a larger worldwide context. It is in this
aspect that there has to be a paradigm to guide us. Without trying to make them unique,
| understand that we have some general principles at our disposition that fall easily into
the subject of anthropological heritage. One of those is an old principle and consists
of assuming, in a way enriched by the ideas of the last decades, the cultural relativism
defended by anthropologists as a reaction against the dangerous hierarchy of cultures
which originated through unilinear evolutionism (Sierra Rodriguez, 2000, 387). The cultural
forms created by different ethnic or national groups or by specific sectors within the same
society contribute to maintain diversity and have positive values; this conception makes
us conclude that we must protect, document and activate the heritage of plural human
communities, and thus, legally accept its use to lessen injustices and imbalance. This
principle can function in different paradigms, but there is one, from my point of view, that
turns out to be more important within the conceptual framework | have been exploring and
which | already mentioned a few years ago in a report on museums (Gonzalez Reboredo,
2003, 74-etc.) — a subject that | will leave to one side at the moment, due to the logical
limits of this document. I’'m talking about multiculturalist model elaborated by specialists
on Political Philosophy such as W. Kymlicka.

This author’s proposal is that the liberal democratic state should establish special
protection for those groups who possess specific cultural features but have marginal
or second class positions in the macro-societies in which they are incorporated. These
groups can be social sectors such as women or the elderly, or ethnic groups such as
gypsies and immigrants. Also, as | understand it, there are conventional groups of a
social/territorial character with linguistic and cultural singularities which have undergone
a negative transformation in recent history and due to the accused acculturating action
promoted by and in favour of the state or the super-state levels, as in the case of Galicia. In
these cases, the correct procedure is to undertake actions that give these human groups
what Kymlicka called “external protection” (Kymlicka, 2000, 58-etc.), that is measures
directed to lessen the negative and damaging influences and to strengthen others which
allow the development of a different identity — the levels of intensity of these protections
is impossible to measure, and there is no other option than to establish it according to the
circumstances of each case. Within these protective measures we could include different
affirmative actions —| prefer this Anglo-Saxon expression to the French loanword ‘positive
discrimination’— related to intangible heritage, as it is usually considered and lived as a
support of social and cultural identity by its owners. The only problem is that the external
protections may generate “internal restrictions” affecting the protected group members,
and so mechanisms to reduce undesirable impositions while safeguarding the cultural
heritage should be put into action.
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Rules and legal guidance

It is logical that the heritage awareness has an impact on the laws of established states
and their subordinated political units (in case the state has an autonomous or federal
structure) as well as the guidelines from worldwide organisms like UNESCO. As seen
from Galiza, Galiza depends on the Spanish state, but has a certain capacity to govern
itself since it is recognized as an Autonomous Community. As a result of this, the law in
force is derived from state regulations, such as the Law 16/1985 on the Spanish Historical
Heritage, and also the regional regulations, whose superior legal text is the Law 8/1995
on Galician Cultural Heritage.

There are no outstanding differences on the concept of ethnographic heritage among both
legislations. As such, Article 46 of the state law establishes that “the tangible and intangible
goods and the knowledge and activities that have been and are relevant expressions
of the Spanish people’s traditional culture in their material, social and spiritual aspects”
are part of the same thing. Article 47 distinguishes ethnographic buildings (constructions
and sites) from other material objects that are a reflection of working, aesthetic and
artistic activities, including also a section dedicated to goods that are vaguely defined
as knowledge or activities that stem from traditional techniques, such as goods of an
intangible nature. In the Galician law this subject is treated in several sections, dedicating
mainly section 1V, articles 64, 65 and 66 to the mentioned ethnographic heritage. Just like
the state law, it mentions buildings, other material objects and “activities and knowledge
that constitute relevant forms or expressions of the Galician people’s traditional culture
and lifestyles” (Article 64). It is also important that in Article 65 intangible goods are
defined as “knowledge, activities, practices and any other expressions derived from
models, techniques, skills and beliefs of the traditional Galician lifestyle.” The Galician law
has, however, several sections dedicated to this subject which consider the implications
in section IV in articles 64, 65 and 66, the same as the state law which refer to it as ethnic
heritage. Just like the state laws, it mentions “activities and knowledge that constitute
relevant forms or expressions of culture and traditional lifestyles that belong to the Galician
people.” (article 64), resulting, nevertheless, in another article, the 65th, in which material
goods are defined as “knowledge, activities, practices and any other expression that is
an example of beliefs, functions which are typical of traditional Galician life.” expressions
derived from models, techniques, skills and beliefs of the traditional Galician lifestyle.”
The same article establishes that when the vaguely defined cultural forms are in danger
of disappearing or being altered, the Galician Department of Culture must take measures
for their research, documentation and enhancement.

I’'m not going to commentin detail the aforementioned legal texts. It's enough to say that they
are a collection of words with no clear meaning and stem from old contradictory sources
just like that of the traditional versus the modern. The most detailed criticism against
Galician law and the work of inventory derived from this law were done by anthropologists
(Llinares, 2002; Pereiro, 2009). Mar Llinares tried to point out the contradictions,
conceptual imprecisions and inadequacies of the law from an anthropological point of
view. X. Pereiro, for his part, warned that “ethnographic heritage is presented in the
majority of cases as if it was an inoffensive and neutral artistic-historical element far
from conflicts and tensions, and as if it was an object-type and not a biographical object”
(Pereiro 2009, 12). At first these researchers’ arguments can be considered correct, but
they also need some clarification. On principle, laws have a regulatory dimension which
must be precise in its language, with casuistic divisions and the fossilization of precepts.
This clashes with the anthropological concept of culture, more focused on evaluating
the facts than in analyzing them as co-related knowledge and social processes. For
this reason, the only legal solution is to accept that the protection of intangible heritage
shouldn’t be implemented using laws based on the principle of “positive incentive/
punitive sanction”, but “in such a way that any institutional action mustn’t only trust the
administrative field, including its repressive capacity, but in this case the best qualified
authority is the encouragement action” (Valencia Vila, 2008, 13).

On the other hand, we can'’t place all the responsibility for these obvious imperfections
in the prevailing laws only in the hands of the legislators, governors or legal counsellors.

139 @



and Cultural Heritage

Heritagization of the oral manifestations of culture. Debates, background and examples in present day Galicia

A patrimonializacion das manifestacidns orais da cultura. Debates, antecedentes e exemplos da Galiza actual

Because, in the end, legislators create regulations according to an ideology, as well as
to ideas derived from different sources. In this case, the lack of definition is caused by
the fact that intangible heritage is very complicated to delimit even by specialists, what in
my opinion is a consequence of its own nature. As | have already said, this isn’t a clearly
objective heritage, instead it is objectified by means of the inevitable selection process, and
in this way we may never really know the flow of the river of orality, neither are we able to
decide exactly the best action plan. The same happens with intangible heritage, understood
as being one aspect of the wider cultural-anthropological heritage, than with other key
concepts that circulate in our current world, such as that of “sustainable development”,
which is so talked about, but which nobody has been able to define perfectly to date.

In this situation, we are left with no other choice than to act by means of approximating
strategies, by promoting those who have shown to be more advantageous, efficient or
inclusive when it comes to fulfilling the objective of protecting, preserving, adapting or
reactivating heritage. Reasonable projects may be undertaken within the framework of
well prepared and structured teams, which may include experts in Folklore, Ethnography
and Anthropology and the required participation of the carriers of the intangible heritage;
in this task authorities have a direct responsibility in it for which they must respond. P.
Bourdieu wrote that we can never mistrust the state enough, but later he reminded us that
social sciences can’t fulfil their functions without the protection of the state, risking to lose
their autonomy. The only solution to this paradox is to force the state, through the principle
of pluralism, to establish fields of independence in which this freedom is used to criticize
the state itself (Bourdieu, 2002, 92 & 97). | understand that something similar occurs with
heritage, and for this reason it is vital to use all the necessary pressure to gain autonomy
in heritagization actions, without losing the protection that each state offers within its legal
framework.

The responsibility for cultural heritage can’t be tied to each state, but must also rely on
the super-state levels. In this level we must remark the importance of UNESCO, which
in the last decades has taken into account intangible heritage through the following
initiatives: Recommendation about the Protection of Traditional and Popular Culture in
1989, The Living Human Treasures System in 1993, The Proclamation of Masterpieces
of Humanity’s Oral and Intangible Heritage in 1998, and The Convention to Safeguard
Intangible Cultural Heritage in 2003. This decisive latter document led to a lot of comments
and meetings of a critical nature; such as, within the Iberian Peninsula, the meeting
titted The Matter of Heritage, which took place in Lisbon (Ramos [coord.], 2003). Seven
anthropologists and experts in heritage were the speakers at this conference with very
different contributions, most of them focusing on the problems derived from UNESCO'’s
concept of heritage, which is affected by an ideological bias. One of these critics, Jodo
Ramos, questioned the universal validity of a concept like “intangibility”, which comes
from “a criterion of classification based on the Western Christian theological, linguistic
and philosophical model” (Ramos, 2003, 55). Evidently, it isn’t easy to establish valid
guidelines for every society and culture in the world, as we can’t escape from the categories
from the Western culture which, today, has worldwide hegemony. But a contrario sensu,
UNESCO's regulations must be improved until they are right for all mankind. Despite the
aforementioned imperfections, in my opinion the 2003 Convention has some very useful
ideas which | will precise here:

a) When trying to define intangible heritage, the Convention intends to focus on
communities, groups and individuals who are implicated in the “uses, performances,
expressions, knowledge and techniques” that form intangible heritage, as they are
the ones who must be recognized as an integral part of their cultural heritage.
Besides, intangible heritage isn’t conceived as being fixed, but as being dynamic,
like a process “constantly recreated by communities and groups”.

b) In the level of specific actions, the states which join the Convention are obliged to do
actions as recording inventories, supporting studies and improving research, taking
measures to safeguard and value cultural heritage and making sure that it is recognized.

For me, the most important objection that may arise against the contents of the Convention
may be of pragmatic nature. In effect, the capacity of the Convention’s Assembly to
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take actions on member states is limited; that's why the objective of creating national
inventories of the intangible heritage is a permanently unfinished task, as it depends
on the will of each state, which may settle this issue unsatisfactorily for the groups and
sectors under its sovereignty. On the other hand, UNESCO is an agency belonging to the
UN, a large organization that is composed of sovereign states, and for this reason they
are recognized as legitimate interlocutors by the Convention. This implies that the direct
participation of different groups, with no radical intervention from any particular state, is
seen in a diffuse way. Article 8 mentions the possibility of consulting non-governmental
organizations, organisms and real people, and Article 15 establishes that each state will
try to achieve the greatest participation possible of communities, groups and individuals.
Possibly this statalism is inevitable, but it clearly limits the freedom for initiative and leaves
the last word to the states, condemning any possible valuable para-state projects to a
risky life, always subordinated to the transformation of changing politics. | don’t mean that
these initiatives should be like sharp shooters against the states; however, | think these
initiatives deserve a greater autonomy.

Intangible heritage before and in the margins
of its present concept

The fact that in recent times people have been talking a lot about intangible heritage
doesn’'t mean that from the beginning of the process of constructing a contemporary
society there was a social awareness of that “minor intangible heritage”, composed of
melodies, beliefs, customs or literature that are interesting because they are aesthetically
usable, historically useful and also the expression of a volkgeist which is apt for defining
the outlines of a people sustaining the bourgeois ideal of a nation-state. Not even the
attacks against this concept of state by the socialist internationalism were able to destroy
this ideological construction, and great thinkers as Gramsci assumed the idea that the
lore of the folk is valuable for showing the culture of the lower classes. So due to the
aforementioned, | think it's appropriate to add something more about it, taking Galicia as
a reference point in the end.

Folklore and folklorism

The first efforts to heritagizate orality were made in the framework of the 19" century
bourgeois society, represented by the appearance of Folklore. But it is evident that it has
become fashionable for anthropologists to disqualify folklore researchers, despite the
occasional kind gesture, like that of Claudio Esteva, who stated that “one can recognize
the advantages of an ethnographic preparation for becoming a folklorist, and at the same
time one should accept that anthropologists tend to be less sophisticated than folklorists
when studying the folk world” (Esteva Fabregat, 1994, 148).

A basic criticism is the confusion between folklore as the people’s knowledge and
Folklore, being the science in charge of collecting and cataloguing this knowledge. |
solved this question by using the “home made” method of writing the first term with lower
case letters and the second with a capital letter. Another criticism against the carriers of
the tradition comes from anthropologists like Honorio Velasco, who affirmed that Folklore
created an incomplete and idealized concept of the people, focused on the peasants and
by extension sailors and craftsmen; these social classes were considered to be carriers
of survivals useful for broadening historical research, and in accordance with History
and Archaeology, for discovering the essence of the nation — a subject in which 19®
century folklorists were a la page, as the concept of survival was developed by the great
anthropologist evolutionists of that time (Velasco, 1990, 30-etc.).

In general, the criticisms are related to Folklore as a science: its methods of data collection,
its lack of contextualized interpretations for the phenomena or its inability to create a
universal theory have been put into question. But the hardest criticism isn’t based on
concept of folklore itself, but on the concept of folklorism. Folklorism isn’t exactly folklore,
but a process in which a component or components of oral culture is carried into new social
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and cultural fields and is subjected to aesthetic, commercial and ideological manipulation
(Marti, 1996, 19). After I.H. Moser, J. Cuisenier points out the three basic means used by
folklorism: the reproduction of acts no longer performed out of their original context, the
imitation of motives from popular culture incorporating them into different social groups
for whom they are foreign or exotic, and the creation of a brand new neo-folklore with no
base in any known tradition (Cuisenier, 1995, 103). As this manipulation of materials is
the same as an “invention” or “re-invention” of folklore, folklorism clashes directly with the
interpretative model of inventing traditions, which weakens the principles of authenticity
an antiquity which one could simplistically attribute to folkloric facts (Hobsbawm & Ranger,
1984).

Anthropologist J. Prat stated in a general way that since the 19" century Spain has
developed a folkloric discourse far from scientific universalism and inspired on idealistic
motivations, especially on nationalistic and regionalist demands (Prat, 1991, 20-etc).
Anthropologist Luis Diaz G. Viana, who had also developed a very critical approach,
nevertheless showed he knows the difference between folklore, being the collection
of cultural manifestations of a people, and folklorism, “which can only be a faith or an
ideology” (Diaz G. Viana, 1999, 11). This was to be expected from an author who knew
the achievements of the North American folklorist school, whose members were usually
integrated in university departments and recognized for their rigor.

The aforementioned remarks, selected from many others, can be subjected to many
observations. It is true that choosing peasants or rural population in general as primary
study objects has theoretical and ideological implications, but we must take into account
that from a pragmatic point of view the rural population has been the majority in most
European countries for a long time, so we must recognize the existence of abundant
and tempting raw materials. Without leaving Galicia, note that rural population was
90.1% in 1900 and 71.5% in 1970, a fact that reveals the importance of ruralism in our
country (Marifio Ferro, 2000, 14). Also, note that folklorism doesn’t always have to be a
perversity, as the use of materials coming from a peasant or fishing context (a dance,
a tale, a romance) and its adaptation to urban culture is perfectly legitimate from a
functionalist perspective, which states that cultural forms only survive to changes when
they can are adapted to new circumstances. From this point of view, to turn a rural
dance into a piece which can be danced in different social and cultural contexts can be
considered a process of adaptation or recontextualization that allows its survival when
the original social context is disappearing. In the end, these components of oral culture
undergo the same process as feudal castles, which can be considered worth being
conserved, but most of the times they would be given a new use as cultural centres,
museums or hotels. It wouldn’t be admissible to populate them with knights who would
demand tributes from their serfs and who would attack those who refused.

In short, the criticisms against folklorism are perfectly acceptable when referring to the
inefficient data collection, its manipulation and its exploitation with ulterior motives. But
we must also point out that folklore researchers play and have played an important role in
protecting intangible heritage which was in danger of disappearing or marginalized. Thus,
they have helped to build a large corpus useful for the record of intangible anthropological
heritage. In this field, we must highlight A. Dundes’ remark on the reflection of identities
in folklore, which also gives information about the social or ethnic identity of the carriers,
including their manipulation (Dundes, 1983, 259). Given that we are in Galicia, let's
remember as an example, some basic steps in the developments of Folklore, Ethnography
and Anthropology in our country.

Folklore, Ethnography and Anthropology in Galicia

According to what | have said on other occasions (Gonzalez Reboredo, 2000, 37-etc.;
Marifio Ferro & Gonzalez Reboredo, 2010, “History of Anthropology”), in the studies on
popular culture based on oral heritage in Galicia, we may differentiate three overlapping
stages in which the guidelines from a previous stage are still used in the next. All of them
have as a common feature that they helped to accumulate an immense quantity of data
of differing quality, but always of some interest.
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1 The first period can be set about the second half of the 19" century. A milestone for
this period was the creation of the Galician Folklore Society, established in A Coruia
in December 1883 and presented to the public with a speech delivered by Mrs. Emilia
Pardo Bazan in February 1884. As Pardo Bazan pointed out, the objective of the
society was to “collect those traditions that may be lost, those customs that may
be forgotten, and the remains of ancient times that are in danger of disappearing
forever. | would like to collect them not only to put into use what died out (...) but also
to record them (...) and create with them an universal museum where scholars can
study a complete history of the past (...)” (Pardo Bazan, 2000 [1884], 10). As you can
appreciate in the proposal, the wish to manipulate the collected data isn’t mentioned
anywhere; there was no intention to create folklorism. The aim was to consider these
data as supporting documents for the construction of history by a minority of scholars,
and not by the Galician people. The proposed heritagization process here is similar to
a document file, although in that case the sources come from orality.

This society was short lived but it settled the concept of folklore, helped to
consolidate the vocation of some researchers such as Marcial Valladares, printed
an important collection of cantatas (Pérez Ballesteros, 1979 [1885-86]), and also
developed, following the fashion of the time, a questionnaire to collect data from
folklore (Galician Folklore Questionnaire, 1994 [1885]).

At about the time of the Galician Folklore Society, J.A. Saco y Arce, J. Casal y
Lois and J. Incenga collected oral literature, sayings and musical folklore. Galician
19th century historian Manuel Murguia’s work should also be highlighted, not only
because of his data collection but also because in his work folklore was used to
strengthen Galicia’s distinctive historical identity. Murguia happily celebrated the
instauration of folklore in the Iberian peninsula (Murguia, 1881), and even though he
didn’t participate at the Corufia society, he did create a valuable if limited collection
of texts.

In the late 19" century and the early 20" century, another relevant work for musical
folklore began to be created. | am referring to the Galician Musical Songbook by
Casto Sampedro Folgar, who was the main figure at the Archaeological Society of
Pontevedra (Sampedro Folgar, 2007 [1942]). Even though this collection contains
errors which are typical of its time, this songbook is, after Incengas’ previous and
most modest attempt, the first great effort to collect a large amount of ethno-
musicological materials. In addition to other data, he collected 509 songs and
scores (Groba Gonzalez, 2007, 153).

I will finish this synthetic journey through the times when Galician folklore studies
were appearing by remembering that there were some authors whose works had very
valuable information even though they weren’t connected to the folklore movement.
The most important of these was Nicolas Tenorio, who left us a beautiful book titled The
Galician Hamlet, in which we can find a description of traditional feasts like Carnival
or communal activities (Tenorio, 1982, [1914]). On the other hand, | won’t leave aside
the few, but nevertheless interesting, answers of Galicia to the inquiry carried out all
over Spain by the Ateneo in Madrid in 1901, about customs on births, marriages and
deaths. This survey had some famous informers like physician and poet M. Leiras
Pulpeiro (Gonzalez Reboredo & others, 1990; Gonzalez Reboredo, 1999, |, 1227).

2. A second period began around 1923. In this year the Seminar of Galician Studies
was founded in Santiago de Compostela. This was an important institution which
aimed to research Galician reality from an interdisciplinary point of view (Mato,
2001). Right from the start it had a section of Ethnography and Folklore, which
was directed by the most important Galician ethnologist of the 20™ century, Vicente
Risco. He consolidated a team of ethnographers and folklorists such as F. Bouza-
Brey, X. Ramoén Fernandez-Oxea, X. Lorenzo Fernandez, X. Filgueira Valverde, A.
Fraguas and X. Taboada Chivite. All of them collaborated in group researches on
several counties, publishing studies likes the ones focusing on the areas of Terra
de Melide (multiple authors, 1923) and Velle (multiple authors, 1936), and on other
works that were published after the disappearance of the seminar in 1936 (Ramoén
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Fernandez-Oxea, 1968). They also made other contributions until the second
half of the 20" century, an example of which is the compilation of the works by F.
Bouza-Brey (1982) or X. Taboada (1980). They even set up a sort of archive on
oral heritage by means of a section in N6s magazine (Ourense, 1920-1935), titled
“Galician Philosophical and Ethnographical Archive,” which X.C. Sierra described as
a “patient and interesting collection of ethnic texts of great documentary importance”

(Sierra Rodriguez, 2000, 391).

After the Civil War, the museums of Ourense and Pontevedra made a remarkable
work in the field of oral popular culture, with interesting contributions by Laureano
Prieto from Ourense (Prieto, 1958). In the same way, folklorists linked to the Royal
Galician Academy or the Fingoi Research Centre (Lugo) released collections
of oral storytelling (Lois & Leandro Carré Alvarellos; Fingoi Research Centre,

1963).

At the end of this period, one of the fruits of this work often marginalized by the
authorities was a major synthesis of ethnography and folklore. Indeed, in 1962 Nos
publishing house in Buenos Aires (an important enterprise founded by Galician
immigrants) released the two first volumes of a planned encyclopaedia on Galician
History directed by R. Otero Pedrayo. These volumes were Ethnography. Spiritual
Culture by Vicente Risco, which included a section on music and dance by E. Pita,
and Ethnography. Material Culture by X. Lorenzo Fernandez. Both were large texts
which synthesized all the collected knowledge on oral heritage according to the
criteria of those times, with special emphasis on the rural culture forms which were

gradually disappearing.

In this period another collection of ethnomusicology can be found: it was a collection
made about 1928 by E. Martinez Torner with the collaboration of J. Bal y Gay.
As already happened with the aforementioned work by Casto Sampedro, these
materials had a very precarious existence until almost miraculously they were
recovered and published in 1973 with the title Galician Songbook (Martinez Torner

& Bal y Gay, 2007 [1973]).

3. 1971 is considered to be indicative of a change in the previously dominant
historical and cultural paradigms. This year Cultural Anthropology of Galicia by
professor C. Lison Tolosana was published. Lisén, a scholar born in Aragon,
studied at Oxford, where he was formed in the principles of the British functional-
structuralism (Lisén, 1971). This work, criticisms aside, introduced a reorientation
of anthropological studies in Northwestern Spain, and opened the doors to a new
perspective for anthropological analysis and its justification by using field data
which were direct quotes but introduced in the discourse in accordance with
the author’s interpretations and objectives Besides, this change would become
more evident with the progressive introduction of the subject of Anthropology at
university, preceded in previous years by the pioneering inclusion of Ethnography
in History studies, an initiative by professor Carlos Alonso del Real. From then
on, anthropological investigations covered a far wider field of study, including
new approaches such as Women’s Anthropology or Urban Anthropology. But it is
interesting to remark that despite all the novelties in this field, the most important
contributions in the 70’s, 80’s and 90’s generally continued to focus on the rural
culture, and so the rural subject continued to attract researchers considered

innovators.

All in all, the search for materials from different points of view, including the
accumulation of texts and materials, continued after 1971. There was a concern
for creating catalogues, inventories or collection of texts, shared by researchers
of academic areas —architects, ethnic historians, musicologists, etc.— and by
people with different backgrounds, either alone or in small teams, many of them
related to museums and cultural associations. The contents of this enormous
production arrived to us in different circumstances, and this should be taken
into account when considering if they are appropriate for the archives on oral

heritage.
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Problems with texts and contexts

All the information and collections gathered since the 19" century must undergo a critical
analysis to judge their authenticity and fidelity a reflection to the events they intend to
document. | will begin by pointing out that the collectors of oral literature, as well as those
who collected music and different oral expressions, had to face the problem of how to
transcribe or reproduce tales, discourses and melodies. For a long time, until the middle
of the 20™ century, the technology to easily record or film information just wasn’t available.
Even after then, the practice of writing down oral testimonies or collect materials through
indirect enquiries was still common. For this reason a lot of the released materials consist
of texts or musical scores. On the other hand, most of the texts were just plain texts that
left aside the fact that they belong to social-cultural processes (Velasco, 1994) and that
do not include important elements to understand what professor Lépez Coira defined
as discursive format, which is composed of text, context or social intentionality and use
(Lopez Coira, 2000, 91; Gonzalez Reboredo, 2005, 252-etc.). These lacks are directly
related to the quality to the folklore presented by the collectors/researchers, but they also
reflect an old discussion among those related to oral literature. In effect, this field always
fluctuated between those researchers related to literature, for whom tales possessed a
meaning per se, and those related to anthropology, who thought that a text out of context
was irrelevant. For this reason Malinowski, an anthropologist, stated that it isn’t possible
to understand completely the meaning of a story if the social life of the community in
which it appeared isn’t taken into account (Malinowski, 1963, 39). But S. Thomson, a
recognized analyst of popular folktales from a formal-universalist point of view, responded
to this approach by calling it “provincial” (Thompson, 1972 [1946], 496).

The question of authenticity has another side related to what has already been defined as
folklorism. In effect, many collectors of oral literature, and also of beliefs, values and skills,
are somehow translators who try to diffuse the original stories in an urban environment
with specific tastes and styles, even for linguistics. So they must adapt stories to this
situation. In some cases the adaptation is minimal, just turning the oral stories into written
ones. R.A. Ramos Espinal’s collection of stories could be an example of this (Ramos
Espinal, 1898), but in other authors the change is enormous. So, in the field of the oral
storytelling, tales come to us in three states: the faithful transcription, the light adaptation
so that the story is understandable outside its social-cultural oral environment and the
complete rewriting of the original discourse (Jorge Dine & Sequeira, 1999,17; Gonzalez
Reboredo, 2005, 252).

One could question the validity of these oral evidences when it comes to including them
into a file of anthropological intangible heritage. | understand this is not only possible
but also necessary, provided that every record explains the state of each of them. This
way, the limitations of the evidences would be clear without completely discarding their
possible value for future researches or uses for various purposes. A simple solution like
this implies setting aside any rigid position about authenticity and recognizing that many
of the available materials, which are often unique, are more or less useful when it comes
to understanding and interpreting the oral heritage. As an example, Galician researcher
X.R. Marifio was studying fairy tales and used elements from reworked folk tales without
including the original stories, given that his aim was to show the symbolism they reflect in
relation to ideas from the European civilization (Marifio Ferro, 2004).

An observation about musical folklorism

The process of collecting and distributing Galician intangible heritage mustn’t forget the
worthwhile work of the groups that have appeared in many towns and cities and are trying
to reproduce and promote musical folklore, despite they suffer the distrust of academic
researchers. The Galician musical folklore movement (Costa Vazquez-Marifio, 1998;
Marifio Ferro & Gonzalez Reboredo, 2010, 319) had pioneers like Perfecto Feijoo in
Pontevedra, who created the Aires da Terra choir in 1883 and later the Toxos e Froles
Royal Choir in Ferrol (1914), the Ruada Choral in Ourense (1919), etc. In 1979 the
Federation of Galician Choirs was created with 135 ensembles. In the Cultural Guide
of Theatre, Music and Dance, published by the Galician Department of Culture in 2005,

145 e



Orality a

nd Cultural Heritage

Heritagization of the oral manifestations of culture. Debates, background and examples in present day Galicia

A patrimonializacion das manifestacidns orais da cultura. Debates, antecedentes e exemplos da Galiza actual

after discarding repetitions and doubtful references, | could count 144 bands and bagpipe
groups, 197 choirs, 144 dance groups and 22 tambourine groups. These figures show
that many men and women from villages and towns keep maintaining cultural forms which
were considered Galician heritage passed down through generations. This trend is even
more intense throughout the Iberian Peninsula. In Portugal, according to a recent survey,
there are almost 3,000 folk groups composed of 108,000 members (EI-Shawan Castelo
Branco, Soares Neves & Lima, 2003, 73-etc.).

Despite the inevitable adaptations derived from moving music and dance forms into new
environments, recently a growing concern about authenticity is noticeable, as well as
the field work of collecting information carried out by these associations. Many of them
have important collections of tapes with recordings of these carriers of the popular forms.
Sometimes these materials have been compiled and released, as in the cases of Popular
Songs from the Province of Ourense (Ourense Province Council, 1997), and Guild and
Processional Dances from the Province of Ourense (Ourense Province Council, 1997),
which were the result of the efforts made by the Provincial Dance School - Castro Floxo
Association.

Some examples of the collection of materials
and projects for the appreciation of galician
intangible heritage

Besides the work by Castro Floxo Dance School, other initiatives are being developed
in Galicia, such as the “Chaira” Ethnographic Research Group, which was founded in
Lugo in 1992 and focused on the recovery, promotion and research of Galician oral
literature, especially in the province of Lugo (multiple authors, 1998 & 2004). The Oral
Archive of the Ethnological Museum of Ribadavia must also be highlighted. Its objective
is to create a wide collection of useful recordings in order to recover cultural memory
through oral evidence. But more ambitious than these interesting initiatives and many
others are three projects that comprise the whole Galicia and that build bridges between
our intangible heritage and the one of our neighbours, especially those from Northern
Portugal.

The “Ronsel” Project

In 2007 an agreement was signed between organisms of the Galician government
and the Galician universities, coordinated by Vigo University, with the objective of
subsidizing the Ronsel Project, which inventories, safeguards, and enhances Galician
intangible heritage. The programme model that was adopted in this case took into
account the UNESCO guidelines and aimed to show our cultural heritage not in a
separate way, but interrelated and linked to different cultural aspects. In principle
it had a participative nature, implicating researchers, universities, associations and
carriers of traditional culture in its different activities (Area Caracedo & Carpintero,
2009).

Until now, the project has developed the following actions:

— From June to November 2007, the creation of the guidelines of the Plan for Safeguard
and Enhancement, with the participation of more than 50 people.

— The creation of the website http://webs,uvigo.es/ronsel, which in 2008 already
contained more than 200 videos, 700 pictures and 300 explanatory texts.

— The implementation of Showcases on Intangible Cultural Heritage. The first on took
place in Pontevedra (November 7th-11th, 2007), and the second one in Ourense
(November 8th-11th, 2008).

— Lastly, the release of several publications within the framework of the project, which
| have quoted in my bibliography (Carpintero Arias & Fernandez Ocampo, 2008;
Carpintero, 2009a & 2009b; Fidalgo Santamarifia & Brafia Rey, 2010).
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| can’t comment this project in detail, but | would like to point out the fact that, as expected,
the division tangible/intangible couldn’t be kept in the showcases and in the released
materials, because ideas, beliefs, values, knowledge and skills are more or less related
to tangible materials. The only two reasons to justify this artificial division are the need to
draw attention to peculiar cultural forms difficult to heritagizate and the need to find a new
way to convince the authorities that they should support this kind of initiatives.

“Ponte...nas ondas” and the Galician-Portuguese
Intangible Heritage.

On March 29% 1995, several educational centres in Southern Galicia and Northern Portugal
began to broadcast radio programmes created by their students and titled “Ponte...nas
ondas!” After the 8" programme, the Galician-Portuguese intangible heritage was taken
as a guide-element, and so activities like storytellers, singing duels and carriers of oral
heritage were promoted (Carita, 2005; Veloso Troncoso, 2009).

As a consequence of these hopeful results, and as a way of consolidating and reinforcing
them, the members of “Ponte...nas ondas!” agreed to propose a candidature to UNESCO so
that the oral traditions of Galicia and Northern Portugal were declared Masterpieces of the
World Intangible Heritage. With the collaboration of many people including ethnographers
and anthropologists, institutions and municipalities, the project was presented on October
181" 2004 at UNESCO headquarters in Paris. The expected declaration wasn’t achieved,
but UNESCO encouraged them to present a new candidature after selecting several
aspects of the proposal. And so it was, but this second attempt was stopped because
the Portuguese government refused to support it because of questionable “technical
problems.”

Nevertheless, the great effort by “Ponte...nas ondas!” wasn’t wasted because it served
to promote many other activities and to mobilize the carriers of anthropological heritage,
scholars and interested associations, and over all it created the emergent awareness that
the Galician and Northern Portuguese people have a cultural heritage worth enhancing.

The “Sounds and Voices of Identity” Project

Sounds and Voices of Identity is a project that was born from the contact established with
the Museum of the Galician People (MPG) by X. Rivas Cruz (Mini) and B. Iglesias Dobarro
(Mero) with the objective of saving, cataloguing and distributing the many recordings they
had made over a the last decades.

The Museum, through its Institute of Identity Studies, took on the challenge of setting
up a project to safeguard this collection with the clear awareness that this initiative
should also be extended to include other collections spread all over Galicia and in
the hands of individuals and different associations and institutions. That's why several
meetings took place and contacts were made in order to get the collaboration of the
carriers of these materials, obtaining the commitment of many of them to gradually join
the project.

The ultimate goal of this safeguarding process is to make these materials available
to everyone through a computer programme, the Oral Heritage Archive on ldentity
(APQI), that can be checked online at MPG’s website. The creation of this archive
went through two stages: the first one was to safeguard the recordings by transferring
them from analogical to digital, and the second other was to include them in the
aforementioned computer programme once the contents were duly classified and
contextualized.

All this effort that required the commitment of the people engaged to APOI, such as
Concepcion Losada and ethnic-musicologist Serxio de la Osa, from the MPG, of sound
and computer companies and of the collectors, who were essential to document and
contextualize the materials with anthropological criteria. On the other hand, the funding
came from the Museum, the Antonio Fraguas Foundation and from occasional contributions
by the Galician Department of Culture and the Province Councils of A Corufia and Lugo.
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I won’t go into detail about this project as an initial scheme of its characteristics is available
and as there will be a presentation on this subject during this conference (Gonzalez
Reboredo & Losada Vazquez, 2009). However, | will emphasize two things. The first one
is that this archive aims to have an anthropological and ethnographical character, which
will differentiate it from others like the Sound Archive of the Galician Council of Culture,
with broader contents. The second one is that Sounds and Voices of Identity means an
enormous effort for the heritagization of our orality, and this has to be a long-term project
inevitably slow due to budget constraints and to the processing of data. In July 2010, 572
tapes had already been digitalized (from the collections of B. Iglesias Dobarro, X. Mato,
Anthropology students from University of Santiago, MPG and X.M. Gonzalez Reboredo).
275 of these were edited prior to their documentation and contextualization. Finally, 168
documents are available at the APOI section on the MPG website for everyone interested.

Final conclusions

From all the aforementioned, some conclusions can be drawn, which | intend to
summarize synthetically in order to finish my report for this International Conference on
Oral Tradition. These are the following:

A) The concept of heritage and the actions related to it may and must be an object of
permanent analysis. But that shouldn’t prevent us from recognizing that heritage is
also a social and cultural fact, and in this dimension it has to be accepted as a reality
on which we have no other choice than intervening in this world we live in. In any
case, the criticisms should be accompanied by a presentation of viable alternatives
for possible heritagization actions.

B) The wide concept of cultural heritage includes an aspect we can define as
anthropological heritage, which is affected by an artificial division between the
tangible and the intangible, only admissible as a way of drawing attention to specific
aspects or of setting in order information and actions, and we must never forget that
culture and its manifestations are a whole.

C) Legalrules and orientating guidelines show a vague and poor vision of anthropological
heritage. All in all, it's not in the field of regulations but in the practical actions that
the promoters and carriers of heritage have to fight their battles in order to achieve
the support of the authorities without losing their autonomy.

D) The heritagization actions in the anthropological field must be guided by principles
and a paradigm which serves as a reference. In this sense, the recognition of
diversity as wealth, the implication of the carriers of heritage goods and the support
for the weakest minorities by valuing their cultural heritage are legitimate options
worth supporting, as they contribute to reduce the undesirable differences between
social classes, societies and cultures.

E)In the last two centuries, the studies and folklore collections have gathered an
enormous amount of materials that should be included in archives of anthropological
intangible heritage, provided that these archives indicate the state and limitations of
these materials. Regarding the phenomenon defined as folklorism, itisn’t reasonable
to systematically disqualify any initiative in this direction. Recognizing and drawing
attention to the excesses of folklorism mustn’t stop us from valuing its efforts to put
back into context some cultural phenomena that otherwise would be forgotten.

F) In the case of Galicia, hopeful initiatives have appeared in the last few years in
relation to the conservation and promotion of anthropological intangible heritage
which hopefully will receive the necessary support, either financial or of another
kind, in order to be continued and to achieve their objectives on the long term.

Santa Maria de Biduido, Summer 2010 47

47 ‘Translation by Thelma Joy Putman and Oscar Iglesias Alvarez.
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E cousa sabida que a utilizacién de linguaxes fénicos articulados foi un fundamental medio
de comunicacién da humanidade dende as suas orixes. Ainda que arredor do 3000 a. Cr.
comezou en Mesopotamia e Exipto o uso dunha nova forma de transmision e acumulacién
de saberes baseada na escritura, que, como sinalou J. Goody, produciu un cambio
importante na cultura e na organizacion social (Goody, 1990), o certo € que as mensaxes
orais seguen hoxe a dominar nas nosas relaciéns cotidns. En consecuencia, o homo
sapiens é tamén un homo loquens, e por iso non se pode chegar a cofiecer a natureza
humana sen ter en conta esa nosa dimension. Ademais, e como complemento importante,
a comunicacion oral vai acompafiada de medios expresivos non verbais, entre eles acenos
diversos e posturas que permiten ao receptor completar a sua percepcion das mensaxes.

Os saberes que se desenvolveron no mundo occidental nos ultimos dous séculos
concedéronlle a oralidade unha desigual importancia. De todos eles hai un no que a
informacion oral converteuse en primordial. Refirome ao conxunto formado polo que
se ven denominando Etnografia/Etnoloxia/Antropoloxia socio-cultural, tres disciplinas
moi relacionadas (Lévi-Strauss,1968, 317 e ss.). En efecto, os etndgrafos/etnélogos/
antropoélogos, por moito que utilicen datos procedentes de fontes escritas, ou vestixios
materiais, acabaron atopando primeiro un campo especifico de observacion en sociedades
primitivas con dominio absoluto da transmisiéon oral, despois en comunidades rurais
nas que a escritura ten un peso so relativo e, por ultimo, en sectores das sociedades
complexas nas que a recollida de testemufios transmitidos pola palabra e o xesto segue
a ser un método basico no traballo “de campo”

Dentro desas inquedanzas polos cofiecementos difundidos de maneira agrafa xurdira,
tamén no século XIX, a curiosidade polo que ao principio se definiu como Antigliidades
populares e despois como Folklore, a partir primeiro dun breve, pero famoso, escrito asinado
por Ambrose Merton—¢ dicir, W. Thoms— (Dundes[ed.], 1965, 4-6) , consolidandose mais
tarde en gran parte de Europa e América, agas na area xermanofalante do continente,
onde se emplea Volkskunde, un equivalente da forma anglosaxona. O movemento
folkloristico veu encher un oco deixado polos historiadores e outros cultivadores das
ciencias sociais e humanisticas, moi centradas nos documentos escritos ou nos obxectos.
Mais antes de entrar no asunto do folklore levarei a cabo unha incursién sobre a <<materia
do patrimonio>> , na que se insire o patrimonio oral ou inmaterial en xeral.
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Debates e paradigmas arredor do patrimonio

O concepto de patrimonio inmaterial puxose de moda nos ultimos decenios para definir
uns bens intanxibles considerados dignos de conservacion. Pero as suas raices son
antigas, e, ademais, € necesario tomalo en consideracion dentro dun ambito mais amplo
que podemos definir como patrimonio cultural, o cal a sia vez adoita descompofierse
en subdivisiéns como patrimonio artistico, histérico, documental, etc. Coa finalidade de
pofer en destaque esta vision global do tema son obrigadas unhas consideracions sobre
o patrimonio en xeral e o inmaterial en particular.

Cuestions de concepto

A idea de patrimonio vinculada a todos os campos da cultura € debedora dun principio
xuridico, o de patrimonio como conxunto de bens propiedade dunha persoa ou familia
transmisible aos herdeiros porque deles “se vive ou axudan a vivir’ (Rodriguez Becerra,
1997, 42). Esta definicion, que pertence a esfera do dereito privado, foi nos ultimos
douscentos anos ampliada a esfera publica cando as sociedades europeas comezaron a
considerar que hai bens merecedores de seren compartidos polo conxunto da cidadania,
feito que agroma a partir dos séculos XVIII-XIX. Dende a Revoluciéon Francesa iniciouse
un proceso de apropiacion de bens culturais por parte dun estado que representa a
cidadania, que considera eses bens como patrimonio <<da nacién>> e que aspira a
conservalos e pofielos a disposicion do pobo.

Os procesos de patrimonializacion actuaron, como sucede nos mecanismos de memoria/
esquecemento, de maneira selectiva e tamén adaptativa, pois non se patrimonializa todo,
nin se poden manter formas culturais se non son adaptadas a realidade presente (Marifio
Ferro/ Gonzalez Reboredo, 2010, 349). Segundo acertadamente sinala o antropdlogo A.
Campelo, “o passado n&o é somente construido no pressente, mais ele é construido pelo
pressente”, provocando un distanciamento entre o obxecto patrimonial e o seu contexto
orixinario (Campelo, 2005, 33), o cal, por riba de ser unha eiva a corrixir, € unha realidade
coa que inevitablemente temos que contar. En principio, por razéns practicas, mais tamén
tedricas, foron os aspectos mais <<grandilocuentes>> do variado conxunto patrimonial
0s que mereceron maior atencién. Resultado disto son actuaciéns definibles como
neo-aristocraticas, baseadas en destacar os <<florébns nacionais>> (Sierra Rodriguez,
2000, 405 e ss.). Grandes monumentos, como edificios, obras de grandes pintores e
escultores ou restos arqueoldxicos foron prioritarios porque, ao cabo, sempre é mais
rendible acudir ao rechamante, pero tamén porque o criterio selectivo utilizado, baseado
en ideas procedentes da historia, da arte ou da estética, favoreceu este tipo de accions.

O desenvolvemento das bases ideacionais sobre o patrimonio presenta varias cuestiéns
suxeitas a debate, incluido o propio concepto de patrimonio, que € acusado de ser unha
invencion, estar sometido a avatares ideoloxicos, actuar con criterios pouco obxectivos
ou fosilizar as formas. Entendo que unha descualificacién radical dos bens patrimoniais e
accions patrimonializadoras levarianos a unha actitude nihilista como a que comenta—e
iso non significa que o asuma plenamente-- un antropélogo en referencia ao patrimonio
inmaterial: “acostumados a protexer e conservar ruinas, monumentos, documentos,
cadros...;,como se protexe un procedemento técnico, unha crenza, unha forma de
cantar....? Ante esta cuestion ...a opcion menos problematica € non facer nada” (Escalera,
1997, 54). A defensa dunha postura deste tipo esquece que o patrimonio € un unha
construcion froito duns procesos, pero tamén un fendmeno evidente e actuante, e nesta
dimensién manifesta a sua funcionalidade no mundo que nos tocou vivir. Ainda que o
patrimonio sexa froito dunha convencién social por medio da que un grupo humano dado,
ou unha elite dentro dese grupo, elixe uns elementos culturais e os eleva a categoria
de bens desexados (Alonso Ponga, 2009, 46), iso non supdn a sua invalidacion, pois
nese caso haberia que anular tamén moitas convenciéns que non son <<naturalmente
obxectivas>>, malia ser obxectivables en funcién do beneficio que producen, entre elas
unha tan importante na actualidade como o principio de democracia.

Os bens patrimoniais, ademais, non tefien que posuir sempre un valor intrinseco
absoluto, senén que dependen de valores engadidos de caracter econdmico, social ou
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ideoldxico. Por iso son resultado de procesos de construcion social que se fan dende a
realidade e necesidades do presente, creando universos simbdlicos non lexitimos en si
mesmos, senon lexitimados mediante o acordo social (Prats, 1997, 20-21). Este feito
obriga a pofier sobre o tapete a cuestidn de quen é o que pode, e debe, emprender
ese proceso lexitimador. E a resposta resulta bastante sinxela: patrimonializa quen ten
poder para facelo (Prats, 1997, 33), é dicir, os poderes econdmicos, sociais ou politicos.
Especialmente no caso do patrimonio inmaterial, ou do patrimonio antropoldxico en xeral,
0 pobo, entendido como o conxunto de portadores da tradicion oral, facilita a materia
prima, pero tende a abandonar moitos compofientes potencialmente valiosos cando
perden funcionalidade (Maximino, 2003, 379); en consecuencia as iniciativas para dotar
de valor a eses compofientes adoita partir de sectores comprometidos coa idea de que
as <<reliquias>> cumpren unha funcién social e merecen ser conservadas (Ballart, 1997,
45). Ademais, cando eses sectores carecen de forza econdémica e social suficiente para
levar adiante a empresa proposta, inevitablemente necesitan do apoio dos que dispoiien
deses medios para ter éxito.

Unha visién do patrimonio como a que acabo de formular equivale case a confirmar a vella
teoria do despotismo ilustrado, reflectida na frase <<todo polo pobo, pero sen o pobo>>,
pois nela o pobo corre o risco de ser un suxeito paciente da accion patrimonializadora.
Segundo di A. Limdn, o resultado € unha propiedade patrimonial dubidosa na medida en
que hai que acabar convencendo aos propietarios de que é sua (Limén Delgado, 1999,
9-10). Pero esta conclusion primaria esixe ser matizada de novo. Un matiz inicial é que
a participacion popular masiva non € doada de lograr a priori neste caso, pero tampouco
en calquera outra accion de caracter econdmico, social ou cultural; o pobo adoita ter
razons moi diversas e as veces contraditorias, sendo necesario que certas minorias
concienciadas e armadas dunha bagaxe intelectual axeitada—entre eles, por suposto,
especialistas en Antropoloxia ou noutras ciencias relacionadas co patrimonio-- dean os
primeiros pasos para elaborar sinteses que eliminen contradicions e sumen vontades. En
segundo lugar convén ter en conta que a xente portadora dun patrimonio dado necesita
que se lle fagan ver as vantaxes da conservacion deses bens culturais, vantaxes de moi
diversa natureza, dende as econdmicas—fomento do sector turistico, ou creacion de
postos de traballo—ata outras mais ideais e afectivas, como o reforzo ou reconstrucién
dunha identidade e a promocion de grupos marxinados. Por dicilo dunha maneira xeral, o
compromiso cos proxectos patrimoniais pasa por criterios como o de ser representativos
dunha diversidade asumida, espello da desigualdade, reforzadores da identidade e/ou
motores do desenvolvemento socio-econdémico (Rodriguez Becerra, 2010, 463).

Noutra orde de cousas, lembro que nos discursos sobre patrimonio aparece un conxunto
de dicotomias obxecto de critica, como culto/popular, tradicional/actual ou material/
inmaterial, conceptos caracterizados pola sua imprecision, malia funcionar como
convencionalismos aceptados de mellor ou peor gana. Dado que non me podo ocupar
de todos eles, limitareime a facer un comentario sobre a dicotomia material/inmaterial,
considerada falsa dende unha perspectiva antropoldxica porque “no patrimonio material
descansa, en boa medida, a cultura inmaterial” (Alonso Ponga, 2009, 46), e viceversa.
Neste sentido é de advertir que a nosa civilizaciéon occidental, con bases remotas na
Antigliidade, e moi influenciada polo pensamento cristian, asumiu a dualidade materia/
espirito malia os esforzos para lograr unha sintese que recuperase a unidade do ser
humano. De maneira menos xenérica, debemos aceptar que ese dualismo esta presente
tamén nas teorias culturalistas, na medida que a cultura reside na mente humana, de
onde procede o potencial para elaborar crenzas, valores e habilidades, pero tamén
podemos tender a valorala a partir dos artefactos e outras manifestacidons tanxibles que
son resultado da accién cultural. En conxunto penso que esta division é admisible coa
condicién de tomar algunhas precaucions, especialmente a de considerala un mero
nominalismo que serve para ordenar os fendmenos (Limoén Delgado, 1999, 11) e tratar,
en consecuencia de recuperar a vision holistica da cultura, o cal xustificaria o uso de
patrimonio antropoléxico mellor que o de patrimonio etnografico ou patrimonio inmaterial
(Rodriguez Becerra, 1997, 44). Experiencias como a que resume A. Campelo sobre o
estudo das portas dos espigueiros do Val do Lima recollendo non sé as formas, senén
inserindo esas formas nos procesos econdmicos, sociais e simbdlicos subxacentes son
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un intento antropoldxico de superacion da dicotomia material/inmaterial (Campelo, 2005,
38). Tamén é posible facelo a partir dun elemento integrador como pode ser o territorio
e a sula ocupacion e valoracion dende o punto de vista tanto material como social e
simbdlico, o cal esta na base do proxecto a desenvolver polo Museo Etnoléxico de
Ribadavia con respecto a comarca ourensa do Ribeiro (Sierra Rodriguez, 2004).

Paradigmas de actuacién para o patrimonio inmaterial

Posiblemente o dito conduza a confirmar que o patrimonio € unha invencién, pero a
realidade amosa que o dilema non esta en elixir entre inventarse ou non, senén
entre inventarmonos nés ou que nos inventen outros, facéndoo sempre, claro esta,
dentro duns parametros sustentados por uns paradigmas recofiecidos e sometidos
a critica permanente. N. Garcia Canclini estableceu catro paradigmas nos usos
sociais do patrimonio. Tres deles, o fradicionalismo sustancialista, o mercantilista e o
monumentalista, non esixen unha colaboracion intensa da comunidade que € depositaria
dos bens obxecto de interese. Mais o cuarto, denominado participacionista (Garcia
Canclini, 1999, 22-24), si require esa implicacion, xa que a seleccion do que se promove
debe ir acompafiada dun proceso democratico no que se integren as opinions e arelas
dos individuos ou grupos, incluidas asociacions de caracteristicas e obxectivos diversos,
entre eles establecer un dialogo entre as novidades do presente e a herdanza do pasado.
Este paradigma, por outra parte, € moi axeitado para calquera empresa encamifiada a
potenciar o patrimonio inmaterial, na medida que ten escaso, ou nulo, valor econémico
de mercado e depende moito da suma de vontades.

A asuncién do paradigma participacionista afecta ao ambito das comunidades portadoras
dos bens a conservar, potenciar ou aproveitar, pero non nos di nada da posicion dese
patrimonio e desas comunidades nunha esfera supra-comunitaria, sexa esta a dun
estado, a Union Europea ou o amplo contexto mundial. E tamén neste aspecto debe
haber un paradigma que nos oriente. Se pretender elevalos a unicos, entendo que
dispofiemos duns principios xerais que acaen ben co tema do patrimonio antropoléxico.
Un deles xa é vello, e consiste en asumir, de maneira enriquecida por matices xurdidos
nos ultimos decenios, o relativismo cultural defendido pola Antropoloxia como reaccién
a perigosa clasificacion xerarquica das culturas orixinada polo evolucionismo unilineal
(Sierra Rodriguez, 2000, 387). A concepcion de que as formas culturais creadas polos
diferentes grupos étnicos, ou nacionais, ou por sectores especificos dentro dunha mesma
sociedade, contriblen a manter a diversidade e tefien valores positivos equivalentes
obriga a concluir que debemos protexer, documentar e activar os patrimonios das
multiples comunidades humanas, asi como aceptar como licita a sua utilizacion para
atenuar inxustizas e desequilibrios. Este principio pode funcionar dentro de paradigmas
diferentes, pero hai un que, ao meu modo de ver, resulta de importancia dentro do marco
conceptual no que me movo, o cal xa foi mencionado hai uns anos por min nunhas
consideracions dedicadas a museos (Gonzalez Reboredo,2003, 74 e ss.)—un asunto
que agora deixarei de lado polas l6xicas limitacions que pesan sobre este escrito--. Estou
a falar do modelo elaborado por especialistas en Filosofia Politica dende presupostos
multiculturalistas, como W. Kymlicka.

A proposta deste autor céntrase en que o estado liberal-democratico debe establecer
proteccions especiais para os grupos que posuen uns trazos culturais especificos
pero ocupan un lugar marxinal ou secundario nas macro-sociedades nas que estan
incorporados. Eses grupos poden ser sectores sociais como as mulleres e os ancians
en casos, grupos étnicos, como os xitanos, inmigrantes, ou tamén, asi o entendo eu,
unidades convencionais de caracter socio-territorial que posuen unhas formas culturais
e linglisticas peculiares sometidas a grave deterioro por causa das transformacions
sufridas nos ultimos tempos e pola acusada accidén aculturadora promovida, ou
favorecida, dende o estado e as instancias supra-estatais, como por exemplo Galiza.
Nestes casos é procedente emprender acciéns que doten e eses grupos humanos do
que Kymlicka denomina <<proteccions externas>> (Kymlicka, 2000, 58 e ss.), ou sexa,
medidas orientadas a suavizar as influencias gravemente prexudiciais e fomentar outras
que permitan desenvolver unha identidade diferenciada — o grado de intensidade desas
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protecciéns resulta imposible de medir, e non queda mais remedio que establecelo
segundo cada caso e circunstancia--. Dentro destas protecciéns poderian encaixar
diferentes acciéons afirmativas—prefiro esta expresion, de orixe anglosaxona, que non a
de discriminacion positiva, de raiz francesa—en relacidén co patrimonio inmaterial, pois
este patrimonio adoita ser considerado, e tamén vivido polos portadores ou promotores,
como depositario de valores identitarios. O Unico problema é que esas proteccions
externas poden xerar <<restricidns internas>> molestas para os propios membros do
grupo protexido, pero sempre se poden habilitar mecanismos que reduzan as imposicidons
pouco desexables sen perder o obxectivo de salvagarda dos bens culturais sometidos a
patrimonializacion.

Normas e orientacions legais.

E I6xico que a conciencia patrimonialista repercuta na normativa nos estados constituidos,
nas suas unidades politicas subordinadas no caso de ese estado asumir unha estrutura
autonomista ou federalista, e tamén nas directrices emanadas dos organismos mundiais,
como a UNESCO. Visto isto dende Galiza, resulta que o noso pais depende do estado
espafol, pero conta cunha certa capacidade de autoxestion na medida en que esta
constituido como Comunidade Auténoma. En consecuencia, a legalidade vixente deriva
de normas estatais, é dicir, da Lei 16/1985 do Patrimonio Histérico Espafiol, e tamén da
normativa autonémica, cuxo texto legal superior é a Lei 8/1995 do Patrimonio Cultural
de Galiza.

Ambas regulacions non presentan diferenzas notables na sua concepcion do que
definen como patrimonio etnografico. Asi, o artigo 46 da lei estatal establece que forman
parte do mesmo “os bens mobles e inmobles e os coflecementos e actividades que son
ou foron expresion relevante da cultura tradicional do pobo espafiol nos seus aspectos
materiais, sociais e espirituais”, e a seguir, no artigo 47, distingue entre bens etnograficos
inmobles—construciéns e instalaciéns--, bens mobles—aqueles obxectos que son reflexo
de actividades laborais, estéticas ou ludicas—e, por ultimo, inclie un ultimo apartado
dedicado a bens definidos vagamente como cofiecementos ou actividades que proceden
de modelos ou técnicas tradicionais, o cal permite incluir bems de caracter inmaterial.
A norma autondémica, pola sua parte, contén implicacions para o tema que nos ocupa
en varios apartados, pero dedica especialmente o titulo 1V, artigos 64, 65 e 66, ao que
, 0 mesmo que na estatal, se define como patrimonio etnografico. Igual que a estatal,
fala de bens mobles, inmobles e de “actividades e cofiecementos que constitian formas
relevantes ou expresion da cultura e modos de vida tradicionais e propios do pobo galego”
(artigo 64), resultando, non obstante, importante que se dedique outro artigo, o 65, aos
bens inmateriais, definidos aqui como “cofiecementos, actividades, practicas, saberes e
calquera outra expresion que proceda de modelos, técnicas, funcions e crenzas propias
da vida tradicional galega”. Ademais o mesmo artigo establece que cando as formas
de cultura tan vagamente definidas estean en perigo de desaparicion ou alteracion, a
Conselleria de Cultura de Goberno auténomo debe promover medidas encamifiadas ao
seu estudo, documentacién e posta en valor.

Non vou comentar con detalle os citados contidos legais. Chega con dicir que se trata dun
conxunto de palabras carentes de significado definido e debedoras de vellas antinomias,
como a de tradicional/moderno. As mais detalladas criticas @ norma galega, e as accions
practicas de catalogacion ou inventariado dela derivadas, foron feitas por antropsélogos
(Llinares, 2002, Pereiro, 2009). Mar Llinares tratou de amosar as suas contradiciéns,
imprecisions conceptuais e inadecuacion a unha vision da cultura verdadeiramente
antropolodxica. X. Pereiro, pola sua parte, advirte que “ o patrimonio dito <<etnografico>>
é presentado as mais das veces como se fose un elemento histérico-artistico neutral e
inofensivo, lonxe de conflictos e tensiéns, pero tamén como un obxeto-tipo € non como un
obxeto-biografia” (Pereiro, 2009, 12) En principio os argumentos destes investigadores
poden considerarse como correctos, pero tamén poderian ser sometidos a matizaciéns
diversas. Por principio as leis tefien sempre unha dimension xuridico-normativa de
obrigada precision, divisidon casuistica e fosilizacion dos preceptos, e iso choca coa
concepcion antropoldxica da cultura, mais orientada a valorar os feitos a analizar como

153



and Cultural Heritage Heritagization of the oral manifestations of culture. Debates, background and examples in present day Galicia

A patrimonializacion das manifestacidns orais da cultura. Debates, antecedentes e exemplos da Galiza actual

formas de cofiecemento interrelacionadas e como procesos sociais. Neste sentido, a
Unica saida xuridica é aceptar que a proteccién do patrimonio inmaterial non debe ser
levada a cabo mediante unhas normas baseadas no principio de <<incentivo positivo/
sancion punitiva>>, senén “de maneira que a accidén dos poderes publicos dificilmente se
dara confiando sé no eido administrativo, incluido o represivo, senén que aqui a accién
de fomento € a mais cualificada” (Valencia Vila, 2008, 13).

Non podemos, por outra parte, responsabilizar exclusivamente a lexisladores,
gobernantes ou xuristas-asesores das eivas manifestas na lexislacion vixente. Porque,
ao cabo, o lexislador elabora as normas consonte unha ideoloxia, mais tamén a partir de
ideas procedentes de campos moi diversos. E neste caso a indefinicion deriva de que
o patrimonio inmaterial € de complicada delimitacion polos especialistas, consecuencia,
ao meu modo de ver, da sUa propia natureza. Segundo xa dixen, non é un patrimonio
plenamente obxectivo, sendn obxectivable mediante inevitable seleccién, na medida
en que nunca sabemos o caudal posible do rio da oralidade, nin tampouco somos
capaces determinar con exactitude as mellores estratexias de actuacion. Ao patrimonio
inmaterial—entendido, insisto, como un aspecto dun conxunto patrimonial mais amplo, o
antropoloxico-cultural—pasalle 0 mesmo que a outros conceptos-clave que circulan no
mundo actual, como o de <<desenvolvemento sostible>>, do que se fala moito, pero do
que ninguén, polo momento, foi capaz de dar una definiciéon univoca e definitiva.

Nesta situacion non nos queda mais remedio que actuar mediante estratexias
aproximativas, promovendo aquelas que, comparativamente, manifesten maiores
vantaxes ou sexan mais eficaces e inclusivas en funcion do obxectivo xeral de protexer,
conservar, adaptar ou reactivar os bens patrimoniais. No marco de equipos debidamente
dotados e estruturados, coa inclusidon de persoas con formacion en Folklore/Etnografia/
Antropoloxia, e tamén coa obrigada participacion dos portadores ou interesados no
patrimonio inmaterial, € onde se poden desenvolver uns proxectos razoables, e niso &
no que as administraciéns publicas tefien unha responsabilidade directa que lles debe
ser continuamente esixida. P. Bourdieu escribiu que do estado nunca se desconfia o
suficiente, pero mais adiante lembra que as ciencias sociais non poden cumprir coa sua
funcién sen a proteccién do estado, correndo asi o perigo de perder a siia autonomia. A
unica solucién para este paradoxo é conseguir que o propio estado, en uso do principio
de pluralismo, estableza uns ambitos de liberdade que permitan utilizar esa liberdade
de maneira critica cara o propio estado (Bourdieu, 2002, 92 e 97). Entendo que algo
parecido pasa co patrimonio, e por iso & necesario facer toda a presién posible para
conquistar autonomia nas accidns patrimonializadoras, sen perder por iso a cobertura
que cada estado poda ofrecer dentro do seu marco legal.

A responsabilidade sobre o patrimonio cultural non se cinxe aos poderes de cada estado
concreto, sendn que incumbe tamén a instancias supra-estatais. Nesta dimension é
de destacar a actitude da UNESCO, que comezou nos ultimos decenios a tomar en
conta o patrimonio inmaterial mediante as seguintes iniciativas: Recomendacion sobre a
Proteccién da Cultura Tradicional e Popular, de 1989, o Sistema de Tesouros Humanos
Vivos, de 1993, a Proclamacion de Obras Mestras do Patrimonio Oral e Inmaterial da
Humanidade, de 1998, e , finalmente, a Convencién para a Salvagarda do Patrimonio
Cultural Inmaterial, de 2003. Este ultimo, e polo momento decisivo, documento deu lugar
a moitos comentarios e reunidons dominadas por un talante critico. Como exemplo dentro
da peninsula ibérica pofierei o encontro titulado A materia do patrimonio, que tivo lugar
en Lisboa (Ramos[coord.], 2003). Nel participaron como relatores sete antropélogos
e especialistas en patrimonio con contribucions de contido moi diverso, pero en xeral
orientadas a amosar os problemas derivados de que o patrimonio, e a sia concepcion
por parte da UNESCO, esta afectado por presupostos ideoldxicos. Unha das criticas,
debida a Jodo Ramos, preguntase sobre a validez universal dun concepto como o de
<<inmaterial>>, froito “de um critério de clasificacdo dependente dun molde teoldgico,
linguistico e filosoéfico cristdo occidental” (Ramos, 2003, 55). Non resulta nada doado,
evidentemente, establecer unhas directrices validas para todas as sociedades e culturas
do planeta, o mesmo que non o € escapar dunhas categorias propias dunha civilizacién
occidental que, polo momento, exerce a hexemonia mundial. Tampouco, a contrario
sensu, non debemos renunciar a que as directrices da UNESCO sexan matizadas e
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cheguen a servir para toda a humanidade. Pero, malia imperfeccidons como as citadas, a
Convencion de 2003 contempla, ao meu modo de ver, algunhas ideas aproveitables que
paso a resumir:

a) No campo da definicibn do patrimonio inmaterial trata de contemplar as
comunidades, grupos e individuos implicados nos “usos, representacions,
expresions, cofiecementos e técnicas” que conforman o patrimonio inmaterial, en
canto son eles quen os deben recofiecer como parte integrante do seu patrimonio
cultural. Ademais, o patrimonio inmaterial non se concibe aqui como un feito
inamovible, senén dindmico, como algo que “é recreado constantemente polas
comunidades e grupos”.

b) No plano das acciéns concretas, obriga aos estados que se sumen a Convencion
a cousas como: confeccion de inventarios, fomento de estudos e melloras na
investigacion, adopcién de medidas de salvagarda e valorizacién deste patrimonio
ou asegurar o coiiecemento do mesmo.

Por riba de calquera obxeccion que se lle pofia aos contidos da Convenciéon entendo
que o perigo mais grande é de tipo pragmatico. En efecto, a capacidade de intervencién
da Asemblea da Convencion sobre os estados membros € limitada, e por iso obxectivos
como o de contar cun inventario estatal de bens de patrimonio inmaterial non sé é unha
empresa permanentemente inacabada per se, sendn que depende da vontade de cada
estado, que pode resolver o asunto de maneira claramente insatisfactoria para grupos ou
sectores situados no seu ambito de soberania. Por outra parte a UNESCO é unha axencia
da ONU, un macro-organismo que esta conformado por estados soberanos, e por esa
razon a Convencion sitiaos como interlocutores lexitimos. Iso implica que a participacion
directa, non mediatizada de maneira radical por un estado concreto, de grupos diversos
se contemple de maneira difusa, aludindo, no artigo 8, & posibilidade de consultar a
organizaciéns non gobernamentais, organismos e persoas fisicas, e establecendo no
artigo 15 que cada estado “tratara” de lograr unha participacion “o mais ampla posible”
de comunidades, grupos e individuos. Posiblemente ese estatalismo sexa inevitable,
pero coarta claramente a liberdade de iniciativa e deixa a ultima palabra nos estados,
condenando posibles proxectos para-estatais valiosos a unha vida azarosa e sempre
supeditada a avatares politicos diversos. Aclaro que non pretendo que esas iniciativas
sexan necesariamente como francotiradores contra os estados, sendn de defender para
elas unha maior autonomia.

O patrimonio inmaterial antes, e nas marxes,
da sua concepcion actual

O feito de que nos ultimos tempos se fale moito de patrimonio inmaterial non implica que
xa dende os comezos do proceso de construcion da sociedade contemporanea nacese
unha conciencia de que hai un <<patrimonio menor>> intanxible integrado por melodias,
crenzas, practicas sociais ou pezas de literatura interesantes por ser esteticamente
aproveitables, historicamente utiles e, ademais, mostra dun volksgeist apto para definir
os contornos dun pobo sustentador dun ideal de estado-nazdén burgués. Nin os asaltos a
concepcion dese estado dende o internacionalismo socialista foron capaces de destruir
de todo esta construcidn de base ideoldxica, pois pensadores como, por exemplo,
Gramsci asumiron a idea de que os saberes do pobo son de gran valor como mostra
da cultura das clases subordinadas. Por todo o dito é axeitado dicir algo ao respecto,
tomando ao final a Galiza como exemplo de referencia.

Folklore e folklorismo

No marco da sociedade burguesa decimondnica é onde nace o primeiro esforzo
patrimonializador da oralidade, representado pola aparicidon do Folklore. Mais a moda por
parte dos antropologos de descualificar os cultivadores do folklore € un feito evidente,
agas algun xesto amable, como o de Claudio Esteva cando defende que “ ...un pode
recofiecer as vantaxes de usar unha preparacion etnografica cando se pretende ser
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folklorista, e ao mesmo tempo un debe aceptar que os antropdlogos tenden a ser menos
sofisticados que os folkloristas no estudo do mundo folk” (Esteva Fabregat, 1994, 148),

Unha critica elemental é a confusion entre o folklore como saber do pobo e o Folklore
como ciencia encargada de recoller e ordenar ese saber popular, cuestién que eu acabo
de resolver mediante unha solucion de <<andar por casa>>, escribindo o primeiro con
inicial en mindscula e o segundo con maiuscula. Outra que atenta contra o propio suxeito
portador dos materiais de estudo é debida ao antropdlogo Honorio Velasco, quen afirma
que se construiu unha idea parcial e idealizada de pobo, é dicir, fundamentalmente
0 campesifio, e por extensién o artesan ou marifieiro, pois se considerou que nestes
estratos da sociedade quedaban survivals utiles para anchear o cofiecemento histérico
ou descubrir, en consonancia coa historia e a arqueoloxia, as esencias da nazén—
algo no que os folkloristas decimondnicos estaban bastante & /a page, pois o concepto
de supervivencia foi elaborado por grandes antropdlogos evolucionistas da época—
(Velasco, 1990, 130 e ss.).

En lifas xerais as criticas relaciénanse co Folklore como ciencia, é dicir, que se puxeron
en tela de xuizo os métodos de recollida de datos, a carencia de interpretacions
contextualizadas dos fendmenos ou a incapacidade de elaborar unha teoria de alcance
universal. Pero a mais dura descualificaciéon adoita basearse non no concepto de folklore
en si mesmo, sendén no de folklorismo. O folklorismo non é propiamente folklore, senén
un proceso no que un compoiiente, ou compofentes, da cultura oral € transvasado
a novos ambitos sociais e culturais e sometido a manipulacidns inspiradas nunha
intencionalidade estética, comercial ou ideoldxica (Marti, 1996, 19). Seguindo a I. H.
Moser, J. Cuisenier resume tres medios basicos de que se vale o folklorismo: reproducir
os actos prescritos polo costume féra do seu contexto orixinal, imitar motivos propios da
cultura popular incorporandoos a ambitos propios de outra clase ou grupo social para
0 que son alleos ou exdticos, e, por ultimo, crear de maneira total un neofolklore sen a
penas base en calquera tradicion conecida (Cuisenier, 1995, 103). Na medida en que
esta manipulaciéon de materiais equivale a unha <<invenciéon>> ou <<reinvencion>>, o
folklorismo choca directamente co modelo interpretativo de invencién das tradicions, o
cal debilita os principios de autenticidade e antiglidade que se lle adoita supoiier, de
xeito simplista, aos feitos folkloricos (Hobsbawm/ Ranger, 1984).

Dunha maneira xeral un antropologo, J. Prat, sinalou que no estado espafiol desenvolveuse
dende o século XIX un discurso folklérico afastado do universalismo propio da ciencia
e inspirado en motivacions ideoldxicas, especialmente de reivindicacion nacionalista ou
rexionalista (Prat, 1991, 20 e ss.). Postura moi critica tamén é a que desenvolve nun
escrito seu o antropdlogo Luis Diaz G. Viana, quen, non obstante, demostra que sabe
diferenciar entre folklore como conxunto de formas culturais do pobo susceptibles de
estudo, e o folklorismo, que “sé pode ser unha fe ou unha ideoloxia” (Diaz G. Viana,
1999, 11), distingo que era de agardar nun autor que cofiece ben os logros da escola
norteamericana de folkloristas, integrados en xeral en departamentos universitarios e
caracterizados polo seu rigor.

As puntualizaciéns citadas, elixidas entre outras moitas, poden ser obxecto de
observaciéns diversas. Dicir que a eleccidon dos campesifios, ou da poboacién rural
en xeral, como obxecto prioritario de estudo leva consigo unhas implicaciéns teorico-
ideoldxicas é verdade, pero non é toda a verdade se nos achegamos ao asunto dende
a razoén practica de que tamén a poboacion rural resultou ser, durante moito tempo, a
maioritaria en moitos paises do continente europeo, o cal invita a recofiecer a existencia
dunha materia prima abundante e tentadora. Sen sairmonos de Galiza, basta con lembrar
que a porcentaxe de poboacioén rural chegaba en 1900 ao 90,1%, e nunha data tan
recente como 1970 seguia a ser o 71,5%, feito que revela un acusado ruralismo (Marifio
Ferro, 2000, 14). Outro matiz posible & advertir que o folklorismo non ten que ser sempre
unha perversidade, pois a utilizaciéon de materiais procedentes dun contexto campesifio,
ou marifieiro—unha danza, un conto, un romance, etc.—para adaptalos a ambitos de
cultura urbana é perfectamente lexitimo dende unha perspectiva funcionalista, segundo
a cal as formas de cultura soamente sobreviven aos cambios cando se adaptan, ou son
adaptadas, as novas circunstancias. Dende esta 6ptica converter unha danza rural en
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peza bailable en ambientes socioculturais distintos non deixa de consistir nun proceso
de adaptacion, ou recontextualizacion, que permite manter a sua vixencia cando os
seus referentes sociais orixinarios estan en vias de desintegracion. Ao cabo, con estes
compofientes da cultura oral pasa o mesmo que cun castelo feudal, o cal pode ser
elevado a categoria de ben a conservar, pero o normal € que esa conservacion pase
por atoparlle un novo uso como centro cultural, museo ou parador de turismo. Nunca
seria admisible, dende logo, tratar de poboalo con cabaleiros que esixisen corveas aos
habitantes do contorno e atacasen aos que se opuxesen.

En definitiva, son perfectamente asumibles as criticas ao folklorismo no que se refire a
deficiente recollida de datos, 4 manipulacién deses datos e aos excesos para aproveitalos
de maneira interesada. Pero tamén é preciso admitir que os estudosos do folklore
fixeron, e fan, un positivo labor de conservacion de formas en perigo de desaparicion, ou
en situacion marxinal, contribuindo asi a acumular un inxente corpus aproveitable nun
arquivo do patrimonio antropoldxico inmaterial. Nesta dimension é axeitada a apreciacion
de A. Dundes sobre as identidades reflectidas no folklore, no sentido de que este facilita
informacion sobre a identidade social ou étnica dos portadores, manipulacions destes
ultimos incluidas (Dundes, 1983, 259), cousa independente de que esa informacién
poda ser utilizada logo de maneira interesada. Dado que estamos en Galiza, parece
oportuno lembrar, a modo de exemplo, alguns chanzos béasicos do desenvolvemento
aqui do folklore, a Etnografia e a Antropoloxia, labor no que anticipo, xa que estamos en
Ourense, a participacion de ilustres ourensans.

Folklore, Etnografia e Antropoloxia en Galiza

Consonte o que eu mesmo dixen noutras ocasions (Gonzalez Reboredo, 2000, 37 e ss;
Marifio Ferro/ Gonzéalez Reboredo, 2010, voz <<historia da antropoloxia>>), nos estudos
sobre cultura popular baseada na oralidade en Galiza podemos distinguir tres etapas
que montan unha na outra na medida en que orientacions propias da anterior seguen a
ser practicadas na seguinte. Todas tefien unha caracteristica comun, a de que serviron
para acumular unha inxente cantidade de datos de desigual calidade, mais sempre con
algun interese.

1 Un primeiro momento podemos situalo, sacado alguns antecedentes puntuais,
a partir segunda metade do século XIX. Fito deste periodo foi a creacién da
sociedade El Folklore Gallego, constituida na Corufia en decembro de 1883 e
presentada en publico mediante un discurso de D? Emilia Pardo Bazan en febreiro
de 1884. Como ben sinala a presidenta neste discurso, o obxectivo da sociedade
era “recoller esas tradicions que se perden, eses costumes que se esquecen e
eses vestixios de remotas idades que corren o perigo de desaparecer para sempre.
Quere recollelos non coa finalidade de pofier en uso o que caeu en desuso...senén
co de arquivalos... e formar con eles, por dicilo asi, un museo universal onde podan
estudar os doutos a historia completa do pasado...” (Pardo Bazan, 2000[1884], 10).
Como se pode apreciar, na proposta non aparece un desexo claro de manipular os
datos a recoller, € dicir, non se pretende facer folklorismo; o obxectivo céntrase en
consideralos como documentos auxiliares na construcion da historia non por parte
da masa do pobo galego, senén pola minoria erudita; en resumo, o tratamento
patrimonializador que se propén é semellante ao dun arquivo de documentos, coa
diferenza de que as suas fontes proceden da oralidade.

A sociedade tivo unha curta vida, pero deixou asentado o concepto de folklore,
favoreceu, ou consolidou, a vocacion de alguns estudosos, como Marcial Valladares,
deu ao prelo unha importante coleccion de cantigas (Pérez Ballesteros, 1979[1885-
86]), e tamén elaborou, seguindo a moda da época, un cuestionario para recoller
datos de folklore (Cuestionario do Folklore Galego, 1994 [1885]).

Na mesma época de <<El Folklore Gallego>> reuniron pezas de literatura oral,
refrdns e folklore musical o ourensan J. A. Saco y Arce, o pontevedrés J. Casal
y Lois ou J. Incenga. Pero é tamén importante o labor de Manuel Murguia, o
gran historiador da Galiza decimonodnica, non so6 pola sua recollida de materiais,
senon porque nel si que atopamos unha utilizacion do folklore como medio de
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afianzamento dunha identidade histérica galega diferenciada. Murguia saudou con
ledicia a instauracion do folklore na peninsula (Murguia, 1881), malia non participar
na sociedade da Corufia, e fixo un apreciable, ainda que limitado, labor de recollida
de textos.

Afinais do XIX e comezos do XX, comezou a elaboraciéon de outra obra de especial
relevancia para o folklore musical. Refirome ao Cancionero musical de Galicia de
Casto Sampedro Folgar, figura principal da Sociedade Arqueoldxica de Pontevedra
(Sampedro Folgar, 2007[1942]). Malia padecer de alguns defectos comuns a
época, este cancioneiro supén, despois do antecedente mais modesto de Incenga,
o primeiro gran esforzo por acumular unha cantidade elevada de materiais
etnomusicoléxicos, chegando a reunir , ademais de outras informacions, un total de
509 temas musicais con partitura (Groba Gonzalez, 2007, 153).

Remato este percorrido sintético pola época de emerxencia dos estudos de folklore
en Galiza lembrando que tamén houbo alguns autores desvinculados do movemento
do folklore, pero con informacion valiosa nos seus escritos. Un moi destacado foi
o gaditano Nicolas Tenorio, que nos deixou un precioso libro, La aldea gallega,
onde podemos atopar un bo testemufio sobre festas como o Entroido, sobre
actividades comunitarias, etc. (Tenorio, 1982[1914]). Non deixarei, por outra banda,
de referirme as escasas, ainda que interesantes, respostas de Galiza & enquisa
que realizou en toda Espafia o Ateneo de Madrid no ano 1901 sobre costumes de
nacemento, casamento e morte, enquisa que tivo algun informador de sona, como
0 médico e poeta mindoniense M. Leiras Pulpeiro (Gonzalez Reboredo e outros,
1990; Gonzalez Reboredo, 1999, I, 1227).

Unha segunda etapa comeza arredor doutra data de referencia, a de 1923.
Neste ano fundase en Santiago de Compostela o Seminario de Estudos Galegos,
unha importante institucion que aspiraba a investigar a realidade galega cunha
orientacion interdisciplinar (Mato, 2001). Dende os seus comezos contou con
seccion de Etnografia e Folklore, dirixida polo mais importante etndgrafo galego do
século XX, Vicente Risco, e nela cristalizou un conxunto de etnégrafos-folkloristas,
como F. Bouza-Brey, X. Ramén Fernandez-Oxea, X. Lorenzo Fernandez, X.
Filgueira Valverde, A. Fraguas ou X. Taboada Chivite. Todos eles colaboraron
en investigacions de conxunto sobre comarcas, das que se publicou Terra de
Melide (AA. VV.,1933), deron ao prelo monografias como Parroquia de Velle
(AA. VV., 1936) ou elaboraron outras que viron a luz despois de desaparecido o
Seminario en 1936 (Ramén Fernandez-Oxea, 1968). Mais tamén fixeron outras
contribuciéns, continuando ata ben entrada a segunda metade do século XX, do
que poden ser mostra as recompilacions de escritos de F. Bouza-Brey (1982) ou
X. Taboada (1980), e mesmo fomentaron a creacion dunha especie de arquivo da
oralidade mediante unha seccion fixa da revista N6s (Ourense, 1920-1935), titulada
<<Arquivo Filoléxico e Etnografico de Galiza>>, cualificada por X. C. Sierra como
“paciente e interesante coleccion de etnotextos de grande importancia documental”
(Sierra Rodriguez, 2000, 391).

Pasada a guerra civil, levaran adiante un labor apreciable no campo da cultura
popular baseada na oralidade os museos de Ourense e Pontevedra, contando as
terras de Ourense con interesantes achegas de Laureano Prieto (Prieto, 1958). Asi
mesmo, folkloristas vinculados a Real Academia Galega, ou o Centro de Estudos
Fingoi (Lugo), daran a cofiecer colecciéns de narrativa oral (Lois e Leandro Carré
Alvarellos, s./a.; Centro de Estudos Fingoi, 1963).

Os froitos dun labor moitas veces marxinado polos poderes permitiu que aparecese
unha importante sintese da nosa etnografia/folklore a finais deste periodo. En
efecto, formando parte dos dous primeiros tomos dunha proxectada Historia de
Galiza baixo a direcion de R. Otero Pedrayo, no ano 1962 viron a luz na editorial
Nos de Buenos Aires—unha meritoria empresa da diaspora galega-- a Etnografia.
Cultura espiritual, de Vicente Risco, acompafiada dun apartado de musica e danza
debido a E. Pita, e a Etnografia. Cultura material, de X. Lorenzo Fernandez. Son
dous amplos escritos nos que se sintetiza todo o cofiecemento acumulado sobre
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cultura oral seguindo criterios propios da época, € dicir, primando as formas rurais
de cultura, moitas delas en vias de desaparicion.

Durante esta etapa aparece tamén un correlato do anterior no ambito da
etnomusicoloxia. Tratase da recompilacion levada a cabo arredor de 1928 por E.
Martinez Torner coa colaboracion de J. Bal y Gay. O mesmo que sucedeu coa obra
antes citada de Casto Sampedro, os materiais correron unha azarosa vida ata que,
case milagrosamente, foron recuperados e publicados en 1973 baixo o titulo de
Cancionero gallego (Martinez Torner e Bal y Gay, 2007[1973]).

3 O ano 1971 pode ser tomado como indicativo dun cambio dos paradigmas
dominantes anteriormente, de caracter eminentemente histérico-cultural. En efecto,
nesa data publicase a Antropologia cultural de Galicia do profesor C. Lisén Tolosana,
un aragonés formado en Oxford dentro dos principios do funcional-estructuralismo
britanico (Lisén, 1971). A obra, malia as criticas que se lle poden facer, supuxo
unha reorientacién nos estudos antropoléxicos do noroeste peninsular, e abriu
as portas a unha nova perspectiva tanto a analise antropoldéxica como a sua
xustificacion mediante datos “de campo” citados literalmente, ainda que colocados
no discurso consonte os obxectivos interpretativos do autor. Este cambio acabara
manifestandose, ademais, en feitos como a progresiva introducion da disciplina de
Antropoloxia na universidade, precedida, nos anos anteriores, por unha pioneira
implantaciéon da Etnografia nos estudos de Historia por iniciativa do catedratico
Carlos Alonso del Real. A partir de agora veran a luz investigacions de moi diverso
alcance feitas por antropélogos, aparecendo temas novos, como a antropoloxia
da muller ou a antropoloxia urbana. Pero resulta interesante resaltar que, malia as
novidades, as mais importantes contribucions dos anos setenta, oitenta e noventa
continuaron maiormente centradas no ambito rural, feito que amosa como a <<teima
ruralista>> seguiu actuando en investigadores que se consideran innovadores.

Con todo, a procura de materiais dende outras perspectivas, entre elas a mais
sinxela de acumular textos ou materiais, continuou despois de 1971, incluida a
preocupacion por realizar catalogos, inventarios ou coleccidns de textos, tanto
por parte de investigadores vinculados a disciplinas académicas—arquitectos,
etnohistoriadores, musicologos, etc.-- como de persoas de formacion desigual,
illados ou agrupados en pequenos equipos, moitos deles en relacion con museos
e asociacions culturais. Os contidos desta inxente producion chegan a nés en moi
diversos estados, asunto de importancia & hora de consideralos aptos para un
arquivo do patrimonio oral.

Problemas de textos e contextos

Todos os informes e coleccions recollidos dende o século XIX deben ser sometidos
a unha analise critica en funcion da sua autenticidade ou fidelidade aos feitos que
pretenden reflectir ou documentar. Comezarei dicindo que os recolledores de literatura
oral, o mesmo que os de musica e outras manifestacions da oralidade, tiveron que
enfrontarse a problematica de como transcribir ou reproducir os relatos, discursos e
melodias. Durante moito tempo, en lifas xerais ata mediados do século XX, non se
dispuxo de tecnoloxia xeneralizada e de doado manexo para efectuar gravacions ou
filmacions, e despois destas datas seguiu presente a practica de fixar por escrito o
escoitado ou achegar materiais mediante enquisas indirectas. Por iso moito do que
viu a luz consiste en textos ou reproduciéons de musica en pentagrama. Por outra
banda, estes textos as mais das veces son soamente iso, textos, deixando de lado
que forman parte de procesos socioculturais (Velasco, 1994) e faltandonos elementos
de importancia para cofiecer o que o profesor Lépez Coira definiu como formato
discursivo, integrado por texto, contexto ou intencionalidade social e execucion (Lopez
Coira, 2000, 91; Gonzalez Reboredo, 2005, 252 e ss.). As eivas sinaladas estan en
relacion directa coa calidade do folklore presentado polo recolledor/investigador, mais
tamén reflicten un vello debate presente entre os que se achegaron a un importante
aspecto como é a literatura oral. En efecto, esta oscilou sempre entre os investigadores
vinculados ao ambito da literatura, que valoraban os relatos como posuidores de
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significado per se, e aqueloutros con visidn mais antropoldxica que pensaban que o
texto sen contexto era pouco relevante. Por iso Malinowski, un antropdélogo, defendeu
que non é posible captar plenamente o significado dun relato se non se toma en
conta a vida social da comunidade na que aparece (Malinowski, 1963, 39), pero S.
Thompson, un cofiecido analista do conto popular dende unha perspectiva formal-
universalista, respondeu a este enfoque cualificandoo de “provinciano” (Thompson,
1972[1946], 496).

A cuestion da autenticidade ten outra cara que esta en relacidén co que antes se definiu
como folklorismo. En efecto, moitos dos recolledores de literatura oral, ou mesmo
de crenzas, valores e habilidades, son unha especie de tradutores que tratan de
difundir os relatos orixinarios nun medio social urbano, con gustos e modas, mesmo
linglisticas, especificas. E iso obriga a adaptalos a esa situacidon. Nalguns casos esta
adaptacion é minima, reducida a pasar o relato oral a letra escrita, do que pode ser
exemplo a coleccion de contos recollidos por R. A. Ramos Espinal (Ramos Espinal,
1988); pero noutros a alteracion € moi grande. Polo tanto, no campo da narrativa
oral os relatos chegan a nés en tres estados, a transcricion fiel, o retoque lixeiro para
facelos lexibles féra do ambiente sociocultural no que se difunden de palabra e a
reelaboracion a fondo do discurso orixinario (Jorge Dine/Sequeira, 1999,17; Gonzalez
Reboredo, 2005, 252).

Cabe preguntarse sobre a validez destes testemufos da oralidade a hora de incorporalos
a un arquivo do patrimonio antropoldxico inmaterial. E entendo que isto non sé posible,
senon tamén necesario, sempre e cando se faga constar na ficha correspondente o
estado no que se encontra cada un. Desta maneira quedarian patentes as limitacions
do testemufio sen anular de todo a sua posible validez en futuras investigacions ou
activacions con fins diversos. Unha sinxela solucion coma esta implica deixar de lado
calquera postura rixida sobre a autenticidade e recofiecer que moitos dos materiais
dispofibles, e moitas veces unicos, son de utilidade—maior ou menor, mais utilidade
sempre-- para comprender e interpretar as formas culturais de procedencia oral. Por
pofier un exemplo ilustrativo dun investigador galego direi que o estudo sobre contos
marabillosos levado a cabo por X. R. Marifio manexa elementos de relatos folkléricos
reelaborados sen que sexa imprescindible contar coas narracions orixinais, dada a
finalidade de amosar o simbolismo que reflicten mediante a sua posta en relacién coas
ideas propias da civilizacion europea (Marifio Ferro, 2004).

Unha nota sobre o folklorismo musical

No desenvolvemento da recollida e difusién do patrimonio inmaterial en Galiza non se
debe deixar de lado o meritorio labor dos grupos xurdidos en diversas vilas e cidades
e orientados a reproducir e divulgar o folklore musical, malia pesar sobre eles a
desconfianza por parte dos investigadores académicos. O movemento galego de folklore
musical (Costa Vazquez-Marifio, 1998; Marino Ferro/ Gonzalez Reboredo, 2010, 319)
contou con pioneiros como o pontevedrés Perfecto Feijoo, creador en 1883 do coro
Aires da Terra, seguido posteriormente polo Real Coro Toxos e Froles en Ferrol (1914),
a Coral de Ruada en Ourense (1919), etc. No ano 1979 xurdiu a Federacion Coral
Galega, que contou con 135 agrupacioéns, e na Guia cultural de teatro, musica e danza,
editada pola Conselleria de Cultura do goberno auténomo de Galiza en 2005, puiden
contabilizar, unha vez descartadas reiteraciéns e referencias dubidosas, 144 bandas e
grupos de gaitas, 197 corais, 144 grupos de danza e 22 grupos de pandereteiras. As
cifras pofien de manifesto que moitos homes e mulleres de cidades e vilas seguen a
reproducir unhas formas consideradas como propias da tradicion galega herdada de
tempos pasados, feito que conta con paralelos incluso mais intensos na peninsula,
como é o caso de Portugal, onde hai preto de 3000 grupos folkléricos que suman
108000 persoas segundo unha enquisa recente (El-Shawan Castelo Branco/ Soares
Neves/ Lima, 2003, 73 e ss.).

Malia as inevitables adaptaciéns derivadas de pasar formas musicais e danzas a novos
ambitos, apréciase, especialmente nos ultimos tempos, unha crecente preocupacion
pola autenticidade, e tamén é importante o labor de recollida de informacién sobre o
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terreo levada a cabo por estas agrupacions. En efecto, moitas delas tefien importantes
coleccions de cintas con gravacions de portadores das formas populares e tamén
deron a cofecer as veces os materiais reunidos mediante publicacions, do que son
exemplo o Cancioneiro popular da provincia de Ourense (Deputacion de Ourense,
1997) e Danzas gremiais e procesionais da provincia de Ourense (Deputacion de
Ourense, 1997), froito dos esforzos da Escola Provincial de Danzas- Agrupacion
Castro Floxo.

Recollida de materiais e proxectos de posta
en valor do patrimonio inmaterial de galiza.
Alguns exemplos

Ademais do labor da Escola de Danzas/Castro Floxo estan desenvolvéndose en Galiza
outras iniciativas, como a do Grupo de Investigacién Etnografica <<Chaira>>, constituido
en Lugo no ano 1992 e orientado a recuperacion, difusidn e investigacion da literatura
de tradicion oral de Galiza, concretamente na provincia de Lugo (AA. VV., 1998 e 2004).
Con orientacion diferente, pois o obxectivo neste caso é reunir unha ampla coleccién de
gravacions de utilidade para recompoier a memoria cultural mediante testemufios orais,
é de citar o importante Fondo Oral do Museo Etnoléxico de Ribadavia. Pero, por riba
destas interesantes iniciativas, e outras que omito por brevidade, darei a seguir conta
sintética de tres proxectos que abranguen toda Galiza, ou que establecen pontes de
relacions do noso patrimonio inmaterial co dos nosos vecifios, especialmente o norte de
Portugal.

O Proxecto <<Ronsel>>.

No ano 2007 asinouse un convenio entre organismos do goberno auténomo e as
universidades galegas, coordinadas pola de Vigo, coa finalidade de subvencionar o
proxecto Ronsel, de inventario, salvagarda e posta en valor do patrimonio inmaterial
de Galiza. O modelo programatico adoptado neste caso ten en conta as directrices
da UNESCO e aspira a amosar os bens patrimoniais non de maneira illada, senén
relacionados entre eles e con outros aspectos da cultura. A sua orientacién, en principio,
€ de caracter participacionista, implicando nas distintas actividades a investigadores,
universidades, asociacions e portadores da tradicion (Area Carracedo/Carpintero, 2009).

Ata o presente o proxecto levou a cabo accions que paso a enumerar:

— Entre xufio e novembro de 2007 elaboraronse directrices para o Plano de Salvagarda
e Posta en Valor, coa participaron mais de medio cento de persoas.

— Creouse o portal web http://webs.uvigo.es/ronsel, que en 2008 contaba xa con mais
de 200 videos, 700 fotografias e 300 textos explicativos.

— Realizaronse Mostras do Patrimonio Cultural Inmaterial. A primeira tivo lugar en
Pontevedra (7-11 novembro 2007), e a segunda en Ourense (8-11 de novembro de
2008).

— Por ultimo, son tamén de destacar as publicacidons promovidas no marco do proxecto
e que cito na bibliografia (Carpintero Arias/Fernandez Ocampo, 2008; Carpintero,
2009a e 2009b; Fidalgo Santamarifia/Brana Rey, 2010).

Non me podo parar a facer un comentario polo miudo do proxecto, pero sinalo un feito,
o de que tanto nas Mostras levadas a cabo como nos distintos materiais producidos
resulta evidente que, segundo era de agardar, a divisidon material/inmaterial € imposible
de sosterse, pois as ideas, crenzas, valores, saberes e habilidades estan asociadas,
en maior ou menor medida, a feitos materiais tanxibles. As duas unicas razéns que
xustifican esta division artificiosa son a necesidade de salientar unhas modalidades
culturais con peculiaridades e de complexa patrimonializacién ou a de buscar un novo
camifo para convencer aos poderes politicos de que deben apoiar iniciativas nesta
direccion.
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<<Ponte...nas ondas!>> e o patrimonio inmaterial
galego-portugués.

O 29 de marzo de 1995 varios centros educativos do sur de Galiza e norte de Portugal
comezaron a realizar emisions radiofonicas elaboradas polos propios alumnos e postas
baixo a denominaciéon comun de <<Ponte...nas ondas!>>. A partir da VIll edicion tomouse
como elemento-guia o patrimonio inmaterial galego-portugués, promovendo actividades
nas que colaboraron conta-contos, cantores ao desafio, musicos e outros portadores
dese patrimonio (Carita, 2005; Veloso Troncoso, 2009).

Como consecuencia dos esperanzadores resultados, e como forma de reforzalos
e consolidalos, os membros de <<Ponte...nas ondas!>> acordaron propofier unha
candidatura ante a UNESCO para que a oralidade destas terras fose declarada Obra
Mestra do Patrimonio Inmaterial Mundial. Mediante a colaboracién de moitas persoas,
incluidos etndgrafos/antropdlogos, de institucions, municipios, etc., o proxecto foi
entregado o 18 de outubro de 2004 na sede da UNESCO en Paris. Non foi posible lograr
esa esperada proclamacién, mais a propia UNESCO animou a que se presentase de
novo, unha vez seleccionados alguins aspectos da proposta. E asi se fixo, pero este
segundo intento quedou paralizado porque o estado portugués negou o seu apoio
aludindo razéns “técnicas” moi discutibles.

Con todo, o esforzo de <<Ponte... nas Ondas!>> non foi inutil, xa que serviu para impulsar
numerosas actividades , mobilizar a portadores do patrimonio antropoléxico, a estudosos
e a asociacions interesadas no asunto, e , en definitiva, creou unha conciencia emerxente
de que galegos e portugueses nordurienses posuen uns bens culturais dignos de seren
potenciados.

O proxecto <<Sons e Voces da Identidade>>.

Sons e Voces da Identidade é un proxecto que nace a partir dos contactos establecidos
co Museo do Pobo Galego por X. Rivas Cruz (Mini) e B. Iglesias Dobarro (Mero) coa
finalidade de levar adiante a salvacién, ordenacion e difusién das numerosas gravacions
feitas por eles ao longo dos ultimos decenios.

O Museo, a través do Instituto de Estudos das Identidades creado no seu seo, asumiu
o reto de pofier en marcha un proxecto de salvagarda deste fondo, mais coa clara
conciencia de que a empresa debia tamén estenderse a moitas outras coleccions
espalladas por toda Galiza e en mans de persoas, asociacions e institucions diversas. Por
iso levaronse a cabo reunions e contactos que permitisen contar coa colaboracion dos
depositarios destes materiais, logrando o compromiso de moitos deles para incorporarse
paulatinamente a empresa.

O proceso de salvagarda iniciado ten como obxectivo ultimo pofier a disposicion de todo
0 mundo os materiais mediante un programa informatico, chamado Arquivo de Patrimonio
Oral da Identidade, que, aberto na paxina web do MPG, fai doada a consulta na rede. A
elaboracién do arquivo pasa por duas fases, unha de salvagarda das gravacions mediante
o seu traslado de soporte analoxico a dixital, e outra de inclusion no programa informatico
citado unha vez debidamente clasificados e contextualizados os distintos contidos.

Todo este esforzo require o compromiso de persoas comprometidas co APOI, como
Concepcion Losada ou o ethomusicélogo Serxio de la Osa, do propio MPG, de empresas
de son e informaticas e dos propios recolledores, imprescindibles para documentar/
contextualizar con criterio antropoléxico os documentos. A financiacion, por outra banda,
corre a cargo do propio Museo, da Fundacién Antonio Fraguas e de axudas puntuais,
ata o presente da Conselleria de Cultura do goberno auténomo ou as Deputacions da
Corufia e Lugo.

Non entrarei en detalles do proxecto porque xa esta publicado un esquema inicial das
sUas caracteristicas e porque neste mesmo encontro se presentara unha comunicacién
ao respecto (Gonzalez Reboredo/ Losada Vazquez, 2009). Mais si destacarei duas
cousas. Unha que este arquivo pretende ter un caracter eminentemente antropoléxico-
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etnografico, a diferenza de outros, como o Arquivo Sonoro do Consello da Cultura
Galega, de contidos mais amplos. A outra que Sons e Voces da ldentidade supdn un
importantisimo esforzo para a patrimonializacién da nosa oralidade, pero ten que ser
unha empresa a moi longo prazo e de inevitable lentitude por limitacions econdémicas,
mais tamén polo propio proceso de tratamento dos datos. A situacién en xullo de 2010
era de 572 cintas dixitalziadas (fondos de B. Iglesias Dobarro, X. Mato, de alumnos
de Antropoloxia da Universidade de Santiago, do propio MPG e de X. M. Gonzalez
Reboredo). En 275 delas efectuaronse os correspondentes cortes, paso previo a sua
documentacion e contextualizacion. Finalmente, estdn xa a disposicién de quen os
queira consultar no APOI incluido na paxina web do MPG un total de 168 documentos.

Consecuencias finais

De todo o dito poden sacarse unhas consecuencias que tratarei de expofier de maneira
sintética como remate do meu escrito para esta Conferencia Internacional da Tradicién
Oral. Son as seguintes:

A) O concepto de patrimonio e as accidéns con el relacionadas poden, e deben,
ser obxecto de critica permanente. Pero iso non € impedimento para recofecer
que o patrimonio tamén é un feito social e cultural, e nesta dimensién ten que
ser aceptado como unha realidade sobre a que non nos queda mais remedio que
intervir no mundo que nos tocou vivir. En calquera caso o labor de critica debe ir
acompaiado dunha presentacion de alternativas viables para as posibles accions
patrimonializadoras.

B) Dentro do amplo concepto de patrimonio cultural incluese un aspecto que
poderiamos definir como patrimonio antropoléxico, o cal esta afectado por unha
division artificiosa entre material e inmaterial, s6 admisible como unha maneira
de destacar aspectos concretos ou de ordenar datos e acciéns, mais sempre sen
perder de vista a unidade da cultura e as stias manifestacions.

C)As normas legais e directrices orientativas presentan unha visiéon do patrimonio
antropoldxico imprecisa e deficiente. Con todo, non é no ambito da letra das normas
sendn no das accions practicas a levar a cabo onde os promotores/depositarios dos
bens patrimoniais tefien que librar as suas batallas para lograr o apoio dos poderes
sen perder autonomia.

D)As acciéns patrimonializadoras no ambito antropoldxico deben estar orientadas
por uns principios e por un paradigma que sirvan de referencia. Neste sentido o
recofiecemento da diversidade como unha riqueza, a implicacién dos depositarios
dos bens patrimonializables e o apoio aos mais débiles ou marxinais mediante a
valorizacion do seu patrimonio cultural son opcions lexitimas e merecedoras de
apoio, pois contribuen a reducir as indesexables diferenzas entre sectores sociais,
sociedades e culturas.

E) Os estudos e coleccions de folklore xuntaron nos ultimos dous séculos unha inxente
cantidade de materiais susceptibles de ser aproveitados en arquivos do patrimonio
antropoléxico inmaterial, sempre e cando se indique neses arquivos o estado e
limitacions dos mesmos. Con respecto ao fendmeno definido como folklorismo,
non parece razoable descualificar por sistema calquera iniciativa neste sentido.
Recofecer e amosar os excesos do folklorismo non impide valorar os seus esforzos
para recontextualizar fendmenos culturais que , de outra maneira, acabarian no
esquecemento.

F)No caso concreto de Galiza xurdiron nos ultimos anos algunhas iniciativas
esperanzadoras no que se refire a conservacion e difusidon do patrimonio
antropoléxico inmaterial. E de desexar que conten cos debidos apoios, econémicos
e de distinto tipo, para ter unha continuidade no tempo que lles permita atinxir

obxectivos a longo prazo.

Santa Maria de Biduido, veran de 2010.

163



and Cultural Heritage

Heritagization of the oral manifestations of culture. Debates, background and examples in present day Galicia

A patrimonializacion das manifestacidns orais da cultura. Debates, antecedentes e exemplos da Galiza actual

BIB

° 164

LIOGRAFIA CITADA

AAVV. , 1933, Terra de Melide, Santiago, Seminario de Estudos Galegos.

AA.VV. , 1936, Parroquia de Velle, Santiago, Seminario de Estudos Galegos.

AA.VV., 1998, Polavila na Pontenova: lendas, contos e romances. Lugo, Deputacién provincial.
AA. VV.,, 2004, A fala dos brafiegos. Literatura oral do concello de Abadin, Lugo, Deputacion
provincial.

J. L. ALONSO PONGA, 2009, “La construccién mental del patrimonio inmaterial”. Patrimonio
Cultural de Esparia, Madrid, Ministerio de Cultura. N° 0, pax. 45 e ss.

I. AREA CARRACEDO/ P. CARPINTERO, 2009, “O proxecto RONSEL: unha iniciativa para o
cofiecemento e posta en valor do patrimonio cultural inmaterial”, en Il Congreso de patrimonio.
O patrimonio no século XXI no centenario de Xaquin Lorenzo, Ourense, Deputacion provincial.
Pax. 125 e ss.

J. BALLART, 1997, El patrimonio histérico y arqueolégico: valor y uso, Barcelona, Ariel.

P. BOURDIEU, 2002 (3% ed.), Razones practicas. Sobre la teoria de la accién, Barcelona,
Anagrama [Orixinal: Raisons practiques. Sur la théorie de |’action, Paris, Seuil, 1994].

F. BOUZA-BREY, 1982, Etnografia y folklore de Galicia, V/igo, Xerais. 2 vols.

A. CAMPELO, 2005, “Da imaterialidade do material & materialidade do inmaterial. Uma critica

ao conceito de patrimoénio”, en Congreso Un Tesouro Invisible, Santiago, Xunta de Galicia-
Conselleria de Cultura. Pax. 31 e ss.

L. CARITA, 2005, “<<Ponte...nas ondas!>>: patrimoénio vivo”, en Congreso Un Tesouro
Invisible, Santiago, Xunta de Galicia- Conselleria de Cultura. Pax. 227 e ss.

P. CARPINTERO/ A. FERNANDEZ OCAMPO (coords.), 2008, Contos de ida e volta, Ourense,
Difusora de Letras, Artes e Ideas.

P. CARPINTERO ARIAS, 2009a, Instrumentos tradicionais galegos. Unha selecciéon natural,
Ourense, Difusora de Letras, Artes e Ideas. 2009b, Os instrumentos musicais na tradicion
galega, Ourense, Difusora de Letras, Artes e Ideas.

LOIS CARRE ALVARELLOS, s./a., Contos populares da Galiza, Porto, Museu de Etnografia
e Historia.

LEANDRO CARRE ALVARELLOS, s./a., As lendas tradizonaes galegas, Porto, Museu de
Etnografia e Histéria.

CENTRO DE ESTUDOS FINGOI, 1963, Contos populares da provincia de Lugo, Vigo, Galaxia.
SOCIEDAD “EL FOLKLORE GALLEGO”, 1994[1885], Cuestionario do Folklore galego,
Santiago, Museo do Pobo Galego.

L. COSTA VAZQUEZ-MARINO, 1998, “ A musica popular’, en X. M. Gonzalez Reboredo
(coord.): Galicia. Antropoloxia, A Corufia, Hércules de Ediciones. Tomo XXV, pax. 402 e ss.

J. CUISENIER, 1995, La tradition populaire, Paris, Presses Universitaires de France.

L. DIAZ G. VIANA, 1999, Los guardianes de la tradicién. Ensayos sobre la “invencién” de la
cultura popular, Oiartzun, Sendoa Editorial.

A. DUNDES (ed.), 1965, The Study of Folklore. Prentice- hall, Englewood Cliffs, N. J.

A. DUNDES, 1983, “Defining Identity through Folklore”, en A. Jacobson-Widding: Identity:
Personal and Socio-Cultural. A Symposium, Uppsala, Royal Swedish Academy of Letters/

Committee For Multi-Ethnic Research at Uppsala University/ Department of Cultural
Anthropology of Uppsala University. Pax. 235 e ss.

S. EL-SHAWAN CASTELO-BRANCO/ J. SOARES NEVES/ M2 JOAO LIMA, 2003, “Perfis
dos grupos de musica tradicional em Portugal em finais do século XX”, en Vozes do povo. A
folklorizagdo em Portugal, Oeiras, Celta Editora. Pax. 73 e ss.

J. ESCALERA, 1997, “La fiesta como patrimonio”. Boletin del Instituto Andaluz de Patrimonio
Histérico, ano V, n° 21. Pax. 53 e ss.

C. ESTEVA FABREGAT, 1994, “El mundo folk en los estudios antropolégicos”, en Actas do
Simposio Internacional de Antropoloxia in memoriam Fermin Bouza-Brey, Santiago, Consello
da Cultura Galega. Pax. 125 e ss.

J. A. FIDALGO SANTAMARINA/ F. BRANA REY, 2010, Técnicas artesanais tradicionais,
Ourense, Difusora de Artes, Letras e Ideas.

N. GARCIA CANCLINI, 1999, “ Los usos sociales del patrimonio cultural”, en Patrimonio
etnolégico. Nuevas perspectivas de estudio, Granada, Instituto Andaluz del patrimonio
Historico. Pax. 16 e ss.

X. M. GONZALEZ REBOREDO e outros, 1990, Nacemento, casamento e morte en Galicia.
Respostas a enquisa do Ateneo de Madrid (1901-1902), Santiago, Consello da Cultura Galega.

X. M. GONZALEZ REBOREDO, 1999, “Un corresponsal galego do Cuestionario do Ateneo de



Xosé M. Gonzalez Reboredo

Oralidade e Patrimonio C

tural

Madrid de 1901-1902”, en R. Alvarez / D. Vilavedra (coord.): Cinguidos por unha arela comun.
Homenaxe ao profesor Xesus Alonso Montero, Santiago, Universidade. Tomo |, pax. 1227
e ss. 2000, “Do nacemento do folklore aos nosos dias”, en Galicia. Antropoloxia, A Corufa,
Hércules de Ediciones. Tomo XXIX, pax. 36 e ss. 2003, “Consideracions dun etnégrafo galego
sobre a identidade etnonacional e a sua lexitimacion nos museos”. VII Coloquio galego de
museos. Museos: construindo a comunidade. Santiago, Consello Galego de Museos. Pax.
61 e ss. 2005, “A oralidade entre o folklore e o folklorismo”, en Congreso Un tesouro Invisible,
Santiago, Xunta de Galicia- Conselleria de Cultura. Pax. 249 e ss.

X. M. GONZALEZ REBOREDO/ C. LOSADA VAZQUEZ, 2009, “O proxecto Sons e Voces da
Identidade (Instituto de Estudos das Identidades do Museo do Pobo Galego)”, en Il Congreso
de patrimonio. O patrimonio no século XX| no centenario de Xaquin Lorenzo, Ourense,
Deputacién provincial. Pax. 129 e ss.

J. GOODY, 1990, La Iégica de la escritura y la organizacién de la sociedad. Madrid, Alianza
Editorial [Orixinal: The Logic of Writing the Organization of Society, Cambridge University
Press, 1986].

X. GROBA GONZALEZ, 2007, “El repertorio del cancionero musical de Galicia: analisis y
revision critica”, en C. Sampedro Folgar: Cancionero musical de Galicia, A Corufia, Fundacion
Pedro Barrié de la Maza. Pax. 151 e ss.

E. HOBSBAWN/ T. RANGER (eds.), 1984, The invention of tradition, Cambridge University
Press.

M. JORGE DINE/ M. SEQUEIRA FERNANDES, 1998, Para uma leitura dos contos tradicionais
portugueses, Lisboa, Presenca.

W. KYMLICKA, 2000, Ciudadania multicultural. Una teoria liberal de los derechos de las
minorias, Barcelona, Paidés [ Orixinal: Multicultural citizenship. A liberal theory of minority
rights, Clarendon Press, Oxford].

C. LEVI- STRAUSS, 1969 (22 ed.), Antropologia estructural. Buenos Aires, EUDEBA [Orixinal:
Anthropologie Structurale. Paris, Plon, 1958].

A. LIMON DELGADO, 1999, “ Patrimonio, ;de quién?”, en Patrimonio etnolégico. Nuevas
perspectivas de estudio. Granada, Instituto Andaluz del Patrimonio Histérico. Pax. 8 e ss.

C. LISON TOLOSANA, 1971, Antropologia cultural de Galicia, Madrid, Siglo XXI.

M. M2. LOPEZ COIRA, 2000, “Do texto oral 6 contexto cultural. Perspectiva antropoléxica da
tradicion oral galega”, en X. M. Gonzalez Reboredo (coord.): Galicia. Antropoloxia, A Coruia,
Hércules de Ediciones. Tomo XXVIII, pax. 86 e ss.

M. LLINARES, 2002, “El patrimonio etnografico inmaterial en la Lei do patrimonio Cultural
de Galicia: algunas notas (criticas)”. Gallaecia. Publicacion do Departamento de Historia |I.
Facultade de Xeografia e Historia. Universidade de Santiago de Compostela. Sada, O Castro.
N° 21, pax. 371 e ss.

B. MALINOWSKI, 1963, Estudios de psicologia primitiva, Buenos Aires, Paidos.

X. R. MARINO FERRO, 2000, Antropoloxia de Galicia, Vigo, Xerais. 2004, Los cuentos
maravillosos. Realismo magico, Barcelona, Ronsel.

X. RMARINO FERRO /X. M. GONZALEZ REBOREDO, 2010, Dicionario de Etnografia e
Antropoloxia de Galiza, Vigo, Nigratrea.

J. MARTI, 1996, El folklorismo. Uso y abuso de la tradicién, Barcelona, Ronsel.

E. MARTINEZ TORNER/ J. BAL Y GAY, 2007 [1973], Cancionero gallego, A Corufia, Fundacién
Pedro Barrié de la Maza.

A. MATO, 2001, O Seminario de Estudos Galegos, Sada- A Coruia, O Castro.

P. MAXIMINO, 2003, “A figura do campino”, en S. El-Sawan/ J. Freitas: Vozes do Povo. A
folklorizagdo em Portugal, Oeiras, Celta Editora.

M. MURGUIA, 1881, “El Folk-Lore espafiol”, La llustracién gallega y Asturiana, tomo llI, n° 28,
Madrid. Pax. 326-327.

E. PARDO BAZAN, 2000[1884], “Discurso leido en la sesién inaugural del Folklore Gallego”,
Donostia, Biblio Manias. Pax. 9 e ss.

X. PEREIRO, 2009, “ A lexislacion do patrimonio etno-antropoléxico na Galiza: unha visién
antropoléxica”, en Il Congreso de patrimonio. O patrimonio no século XXI no centenario de
Xaquin Lorenzo, Ourense, Deputacion provincial. Pax. 9 e ss.

J. PEREZ BALLESTEROS, 1979[1885-86], Cancionero popular gallego. Madrid, Akal.

J. PRAT, 1991, “Historia. Introduccion”, en AA.VV.: Antropologia de los pueblos de Espana,
Madrid, Taurus. Pax. 13 e ss.

LI. PRATS, 1997, Antropologia y patrimonio, Barcelona, Ariel.
L. PRIETO, 1958, Contos vianeses, Vigo, Galaxia.

165



and Cultural Heritage

Heritagization of the oral manifestations of culture. Debates, background and examples in present day Galicia

A patrimonializacion das manifestacidns orais da cultura. Debates, antecedentes e exemplos da Galiza actual

* 166

X. RAMON FERNANDEZ OXEA, 1968, Santa Marta de Moreiras, Vigo, Castrelos.

J. RAMOS , 2003, “ E tudo o fumo levou: as memorias e as identidades”, en J. Ramos (coord.):
A matéria do patriménio. Memorias e identidades, Lisboa, Colibri. Pax. 47 e ss.

R. A. RAMOS ESPINAL, 1988, El cuento folklérico. Una aproximacién a su estudio, Madrid,
Pliegos.

S. RODRIGUEZ BECERRA, 1997, “Patrimonio cultural, patrimonio antropoldgico y museos de
antropologia”. Boletin del Instituto Andaluz de Patrimonio Histérico, ano V, n° 21. Pax. 42 e ss.
2010, “Historia, antropologia y patrimonio. Reflexiones sobre el patrimonio rural y urbano con
ocasion de un centenario”, en La Puebla de Cazalla, Sevilla, Ayuntamiento de La Puebla de
Cazalla. Pax. 459 e ss.

C. SAMPEDRO FOLGAR, 2007[1942], Cancionero musical de Galicia, A Corufia, Fundacién
Pedro Barrié de la Maza.

X. C. SIERRA RODRIGUEZ, 2000, “ Procesos de patrimonializacién en Galicia”, en X. M.
Gonzalez Reboredo (coord.): Galicia. Antropoloxia. A Corufia, Hércules de Ediciones. Tomo
XXIX, pax. 381 e ss. 2004, “Patrimonio cultural e mirada etnografica. Patrimonio e territorio
no Ribeiro”, en | Congreso de patrimonio etnogréfico galego. In memoriam Xaquin Lorenzo
<<Xocas>>. Ourense, Deputacion provincial. Pax. 205 e ss.

X. TABOADA CHIVITE, 1980, Ritos y creencias gallegas, A Corufia, Salvora.

N. TENORIO, 1982[1914], La aldea gallega, Vigo, Xerais.

S. THOMPSON, 1972[1946], El cuento folklérico, Caracas, Universidad Central de Venezuela.
S. VALENCIA VILA, 2008, “ A Lei 8/1995, do 30 de outubro, do Patrimonio Cultural de Galicia:
o patrimonio etnografico”, en F. Delgado Ayuso (coord.): I/l Xornadas sobre a proteccion
do patrimonio cultural. O patrimonio etnogréafico, Xunta de Galicia, Conselleria de Cultura e
Deporte. Pax. 9 e ss.

H. VELASCO, 1990, “El folklore y sus paradojas”, Revista Espafola de Investigaciones
Sociolégicas, Madrid, n°® 49, pax. 123 e ss. 1994, “ La tradicién oral. Un ensayo sobre la
confusién entre textos y procesos”, en Actas do Simposio Internacional de Antropoloxia in
memoriam Fermin Bouza-Brey, Santiago, Consello da Cultura Galega. Pax. 165 e ss.

S. VELOSO TRONCOSO, 2009, “O patrimonio cultural galego-portugués”, en Il Congreso de
patrimonio. O patrimonio no século XXI no centenario de Xaquin Lorenzo, Ourense, Deputacion
provincial. Pax. 157 e ss.









ONsernvacao,
salvaguarda, criacao
e culturas orals:
Uma aproximacao
conceptual

José Rodrigues dos Santos

Investigador do Centro Interdisciplinar de Histdria, Culturas e Sociedades (CIDEHUS), Universidade de
Evora.

Professor Associado com Agregacdo, Academia Militar, coordenador do projecto “Dindmicas do
Cante Alentejano”,

FCT/MCTES - COMPETE - FCOMP - 01-0124-FEDER-0070036).

com a colaboragdo de

Sénia Cabeca

Bolseira do projecto “Dinamicas do Cante AIentejano”,

Centro Interdisciplinar de Histéria, Culturas e Sociedades (CIDEHUS), Universidade de Evora.

ABSTRACT

While in the old regime of change the old had to be naturally replaced by the new and
was indeed, at a slow path and without the innovation inducing any destructuration of
the overall (material, technical, symbolic) pattern, the new appears in contemporary
times, due to the very speed at which change occurs, as being submitted to a rapid
obsolescence, a vortex into which the old sinks, leaving behind it no reference points that
might grant some permanence to what is, swallowed as it is by the turmoil of change.
From these processes emerged a new culture characterized by a new relation to time.

Our societies thus face the disruption of the systems that assured the transmission
between generations, disruption whose principal cause is undoubtedly the speed rate
of change. The concern about conservation of cultural elements inherited from the past
stems out of the consciousness of the dramatic effects of that disruption.

It's widely admitted nowadays that conservation and preservation differ essentially
according to the type of objects on which they concentrate.

The attempt to extend theories and concepts that were build to take care of architectural
objects to other objects with very different structures, such as landscapes, rises questions
of a very different order.

When it comes to taking account of the specific character of symbolic objects, we cannot
avoid building a new analytic framework that may support the attempt to deal in a proper
way with the issues of definition, description and conservation.
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We propose some conceptual tools to deal with the identification and definition of the
symbolic objects that integrate what has been called “immaterial heritage”. “Cultural form”
is the most inclusive of those concepts. We will define it as a virtual reference schema
used by the members of a given society to regulate the production and reproduction of
the performances in a locally recognized genre.

“Cultural form” always implies the existence of a conceptual structure (schemata,
scripts) that defines the performance’s intension, a (normative) system of regulation
and a community of bearers of the cultural form. The practical confrontation of the first
two elements results in the establishment of the cultural form’s formal frontiers. But it is
certainly the existence of the communities who bear the cultural form (those who created
it or other ones who may have adopted it) that counts as the essential prerequisite for its
effective, dynamic operation.

The concept of cultural form is aimed at constructing a theoretically grounded definition
of the symbolic object, when it comes to answer to the question “preserving what?” And if
“to preserve” means keeping a cultural object alive, the concept of “cultural form” should
help in determining what is to be preserved — defining the living practice — and how that
goal could be obtained.

In this direction, we propose to explore four complementary paths: transmission,
exploration, experimentation, creation.

Uma dromologia da mudanca

A velocidade torna-se no século XX, como o assinalou ha muito Paul Virilio (VIRILIO
1976) (VIRILIO 1977), o paradmetro decisivo de produgédo do econdmico e do social e
do controlo politico. Esta aceleragdo, sendo um aumento constante ndo das distancias,
mas da velocidade das mudangas, € ela propria crescente. Algures no século XIX a
vertigem perante a destruicdo das formas presentes e entre elas daquelas herdadas do
passado é suscitada primeiro pela destruicdo dos objectos, nomeadamente daqueles
que constituiam um meio — um entorno — construido de vida. Logo emerge a consciéncia
do desaparecimento das formas sociais pré-capitalistas, sobretudo rurais. A etnografia
nascente nos espacos “domeésticos”, europeus e norte-americanos é desde logo um
protesto contra a destruicdo das sociedades camponesas.

Atomada de consciéncia deste processo identifica as mudangas em dois planos: por um
lado, a destruicdo das formas sociais de organizagéo (na Europa ocidental, a aldeia, as
formas familiares ligadas a forma camponesa de organizagao do espaco e a exploragao
agricola familiar), e das formas culturais que essas sociedades tinham produzido e nas
quais se vertiam os modos de produgao do sentido, sobre a vida pessoal, a colectividade, o
presente e o futuro. De modo interessante, as organizagbes simbdlicas que estruturavam
as culturas parecem em numerosas sociedades desmoronar-se a um ritmo mais rapido
ainda que a organizagdo soécio-técnica*® (agriculturas, artesanatos, etc.).

O fendmeno que da conta deste desfasamento € o da fractura dos sistemas de
transmissdo cultural entre geragdes, fractura cujo principal factor explicativo € o da
velocidade da mudancga. A transmissao pressupde, para além da experiéncia directa,
uma relacado de autoridade entre geragdes, relacdo que é posta em causa pela evidéncia
do tragico desajustamento entre as concepc¢des herdadas das geragdes anteriores e as
necessidades do presente.

Enquanto no antigo regime de mudanga o velho devia ser naturalmente substituido
pelo novo, e 0 era sem que a inovagado viesse desestruturar a matriz (material,
técnica, simbdlica), o novo surge agora, pela propria velocidade de obsolescéncia a
que esta submetido, como um abismo no qual o antigo — o presente — se esvai sem

48  Ver por exemplo de quando data o famoso diagnéstico de Henri Mendras (1967) sobre “O fim dos cam-
poneses™ as culturas camponesas tinham, elas, hd muito perecido. Subsistiam, como wltimos vestigios
dos sistemas camponeses nos paises desenvolvidos, as “exploracoes agricolas” e os “agricultores — empre-
srios agricolas”.
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poder conservar pontos de referéncia que garantam a permanéncia do que é, ante o
sorvedouro do devir.

O sentimento de perda que invadiu as geragdes de adultos tem um duplo aspecto: por um
lado, o mundo material e simbdlico em relagdo com o qual se construiram desmorona-
se sob os golpes da “modernizagc&o” e por outro os sistemas simbdlicos herdados das
anteriores geragcbes (nos quais as inovagdes introduzidas por cada geragcédo estéo
embebidas e permanecem em parte inacessiveis a sua consciéncia) revelam-se ndo s6
desajustados as novas realidades como de dificil transmiss&o as novas geragoes.

As problematicas de conservagao — preservar os objectos contra a erosdo do tempo —,
de salvaguarda — manter vivas as praticas antigas —, multiplicam-se a partir da ja referida
tomada de consciéncia, desde a era do primeiro capitalismo industrial e tendo em vista
os efeitos inéditos quanto ao seu poder de destruicéo.

Tipos de objectos e questoes de salvaguarda

Admite-se hoje de maneira unanime que as acgbes de conservagdo e salvaguarda
diferem essencialmente consoante o tipo de objectos sobre os quais incidem
(ESPERANCA 1997). A problematica elaborada em redor dos objectos arquitectonicos,
exemplo privilegiado por ter sido o primeiro campo onde soou o alarme patrimonial, alia
a conservagao material (impedimento da destruicdo pura e simples), a salvaguarda da
“esséncia” do objecto, construindo uma imagem ideal que decide da forma que deve
ser restaurada (eliminar no objecto fisico todos os rastos de intervencdes, alteracdes,
acrescentos, que ndo correspondam a imagem canonica fixada), ou reconstituida (repor,
reconstruir os elementos desaparecidos, obedecendo as hipéteses — nem sempre
plenamente conscientes — quanto ao que seria a forma candnica).

A extensao a objectos de estrutura diferente, como as paisagens, da preocupagao de
salvaguarda acarreta questbes de outra ordem. As paisagens, sejam elas urbanas ou
rurais (e sobretudo estas), sdo um produto de actividades colectivas, quase sempre
anénimas, resultando da interacgdo entre sistemas agricolas, sistemas de sucesséo,
intervencdo das colectividades (instituicbes locais, municipios, estados), em que os
objectos “finais” incluem tanto as constru¢bées humanas e a modelagem pelo Homem
dos elementos naturais (declives, cursos de agua, vegetacdo) como das construgdes
(pontes e caminhos, habitagoes, etc.).

E claro que a salvaguarda duma paisagem rural (o “bocage” normando, as culturas em
terracos das Cévennes ou dos Agores, o “montado” alentejano...) implicaria sempre a
conservagao dos sistemas técnicos e sociais que os produziram, de modo nao intencional,
e — talvez sobretudo, as elaboraram lentamente e no muito longo prazo.

As questdes que suscitam a conservagao e a salvaguarda dos “patrimoénios imateriais”,
que incluem os “objectos” enquanto produtos de sistemas simbdlicos e os processos de
produgdo desses objectos sdo, como € facil entender, muito mais arduas.

O caso particular dos objectos simbdlicos

E evidente que todos os objectos presentes numa sociedade e sobretudo, por ela
percepcionados, adquirem valor simbdlico, que o mesmo é dizer, significado. Significados
multiplos, mais ou menos ricos € mais ou menos investidos de representacdes e
afectos, estdo, € uma premissa de base, sempre presentes na semantica dos objectos
reconhecidos numa determinada cultura, qualquer que seja a natureza do objecto
(concreto, material, ideal, etc.).

Importa todavia sublinhar que certos objectos devem a sua prépria existéncia ao nivel das
significagdes, ou seja, eles sdo “apenas” significagdes, sendo os seus suportes materiais de
reduzida importancia (esta cruz, objecto concreto que vale por ser “uma cruz” e ndo pelo metal
que a compde) ou efémeros (a palavra, o canto), ou inexistentes (uma representagdo, um
afecto). A estes objectos convém reservar o epiteto de “objectos simbdlicos”, expresséo que,
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melhor que “imateriais” permite entender o que os diferencia: o facto que sao construgdes na
base das quais se encontra a intengdo de comunicar, ou a fungdo semantica.

Como as paisagens, os elementos simbdlicos sdo produtos de processos colectivos,
complexos, lentos. Mas ao invés das paisagens (como obviamente do palacio e do
castelo), formas que se investem em substratos materiais permanentes, visiveis, as
formacdes simbdlicas — maneiras de pensar, maneiras de dizer, maneiras de fazer (cujos
produtos mais comummente evocados sdo contos, poesia, cantos, dangas, festas mas
também a lingua), sdo, por natureza, invisiveis, materializadas apenas em manifestacoes
efémeras (performances) que estéo estritamente dependentes da existéncia de agentes
capazes de as realizar, de publicos capazes de as entender e de situagbes sociais
adequadas a sua — sempre efémera — produgao.

Ora, se a questdo que se coloca sempre quando existe uma vontade (individual,
colectiva, institucional ou ndo) de conservar ou de salvaguardar um objecto é antes de
mais definir em que consiste esse objecto (e concomitantemente em que consiste o valor
patrimonial que se lhe atribui), as modalidades de resposta a estas questbes revelam-se
extremamente diferentes consoante a natureza do objecto.

Deixemos de lado o processo complexo da selecgdo do que € essencial no objecto
material por exemplo artistico ou arquitectonico (processo que chamamos a determinagao
e a restituicdo da sua forma canodnica).

A performance, a peca, o género

Tratando-se das formagdes simbdlicas (sistemas, processos, objectos), € 6bvio que
a sua materializagédo, quando ocorre, os transfere para outros dominios de objectos.
Assim, um conceito simbdlico como o de “cruz” ou de “herdi fundador”, ao ser traduzido
em objectos materiais (uma pintura, uma escultura, uma gravagao ou outros artefactos),
adquire uma “fixidez” que projecta o objecto num dominio de acg¢des de conservagiao
que serdo, no limite, quase independentes da significagdo de que sdo portadores (ou
daquela que presidia a intengdo dos seus criadores), para incidir mais precisamente
sobre as caracteristicas fisicas e quimicas dos suportes. Nesta ordem de ideias, objectos
como um “conto”, uma “lenda”, uma pecga de “canto” ou uma poesia oral, também podem
ser registados em suportes materiais (escrita, gravagdo sonora, imagem). Todavia, o
estatuto dos objectos materiais resultantes sera sempre diferente.

Com efeito, 0 que nds registamos quando gravamos uma cangéao interpretada por um
intérprete popular € apenas uma performance singular que faz parte duma primeira
série: a do conjunto de todas as performances em que esta mesma pessoa deu ou
poderia dar uma interpretacdo da peca. Sabe-se que nas musicas de tradigdo oral a
variagdo dum exemplar para outro (mesmo tratando-se da mesma pessoa) pode ser
importante. Acresce que esta série (temporal, mas actual ou virtual) faz parte do conjunto
de outras séries, que sdo as de outros intérpretes da “mesma” peca. O espaco de
variacao que assim se desenha inclui todas as versdes que dao ou poderiam dar todos
os intérpretes dessa “mesma” peca. Se “mesma” tem que ser colocado entre aspas, é
que em nuMerosos casos, 0 espago de variagao é tal, que por vezes € dificil decidir se
se trata ainda da mesma peca. No ambito deste tipo de objectos simbdlicos, € portanto
indispensavel reconhecer (pelo menos) que a natureza do “objecto” que constitui uma
pecga duma cultura popular (um conto, uma cangéo...) &€ essencialmente diferente da do
objecto material (ex.: edificio).

A complexidade do dominio das realizagdes simbdlicas efémeras (performances) cresce
ainda ao considerarmos a possibilidade da existéncia de super-objectos como séo os
“géneros” populares, ou estilos de performance a que os intérpretes atribuem conjuntos
de pecas. Referimo-nos a super-objectos como o Flamenco, o Fado, o Tango ou o Cante
alentejano, teatro Kabuki ou festividades do Navrouz*®. Cada um destes super-objectos

49 Reconhecimento pela Unesco http://www.unesco.org/culture/ich/index.php?pg=00011&RL=00163 ;
http://www.unesco.org/culture/ich/index.php?pg=00011&RL=00282
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redne um conjunto (um numero geralmente importante) de pecgas, para cada uma das
quais existe a série de séries que acima referimos: as diversas realizagbes de cada
intérprete, de todos os intérpretes, para cada uma das pecas.

E claro que se a duvida existe quanto ao estatuto duma realizagdo enquanto peca
auténoma ou variante (individual, colectiva) de outra pecga, € porque nio existe nenhuma
realizagdo que possa servir de referéncia normativa absoluta, de ponto fixo a partir
da qual avaliar distancias para todas as outras. Ora, esta dificuldade é acrescida se
considerarmos o conjunto das realizagbes constatadas (ou possiveis) ndo s6 de cada
peca, mas de todas as pegas que poderiam ser incluidas no super-objecto. O que traz
como consequéncia logica que é dificil estabelecer a extensdo® da classe de objectos
que designa cada uma daquelas denominagdes (“Flamenco”, Cante”...). E como veremos
a dificuldade sera ainda agravada pelo facto que novas pegas podem surgir (ser criadas)
e surgem, e vir adicionar-se ao rol das existentes.

A importancia da incerteza que resulta destas caracteristicas dos objectos simbdlicos
(“imateriais”) obriga-nos a tentar construir um quadro de analise especifico que responda
as questdes de salvaguarda e conservagdo. Com efeito, dada a vastiddo dos espacos
de variagdo das manifestagdes simbdlicas, torna-se extremamente dificil determinar o que

é”, em que consiste exactamente a “forma tradicional de expressdo” ®' que se trata de
conservar, salvaguardar, etc. E isto é verdade, note-se, em todos os casos que conhecemos.

Para contribuir para o estaleiro conceptual que a complexidade destas questbes
reclama, vamos propor alguns instrumentos de analise susceptiveis de constituir pontos
de partida relativamente solidos.

Para um conceito de forma cultural

O primeiro destes instrumentos e o mais englobante € o conceito de “forma cultural’,
que podemos definir em primeira aproximagdo como um esquema de referéncia (ou
sistema de referéncias) virtual que os membros de uma sociedade utilizam para regular
a reproducdo e a producdo de performances num determinado género localmente
reconhecido.

Enquanto sistema de referéncias colectivo (representagdes partilhadas), e enquanto
esquema cognitivo® individual, é a “ideia” (o “modelo mental”, Johnson-Laird 1983%),
que se fazem os membros duma cultura sobre a natureza dum certo super-objecto (v.g.
o “Cante”). A forma cultural permite regular a variagao (inevitavel) entre as diversas
interpretagdes do mesmo intérprete e entre intérpretes.

O segundo elemento &, pois, como resulta do que precede, o caracter normativo da forma
cultural enquanto objecto inserido nhum sistema simbdlico: que comporta um elemento
normativo positivo (“o que deve ser”) e um elemento negativo (“o que deve ser excluido”).

O terceiro elemento consiste na dindmica social da regulagdo: ndo sendo sistemas
de referéncia escritos e codificados®, as praticas culturais orais comportam modos

50 “Extensio” duma classe, em termos ldgicos, designa o conjunto de objectos que pertence & classe.
xemplo: extensio da classe “cadeira” = o conjunto dos objectos que podem ser ditos “cadeiras”.
E 1 t dadl d to dos object d dit d

51 Ver definicdo de “patrimdnio cultural imaterial” adoptada pela Unesco.

52 Num sentido préximo dos “schemata” de Jean Piaget (1926) enquanto padroes organizados de pen-
samento e do conceito de “script”, maneira (dinimica) de gerar uma narrativa ou uma sequéncia
significativa de elementos e refere-se a0 conhecimento processual (um “saber-fazer” que pode nao ser
“declarativo” ou seja passivel de ser explicitado ou enunciado enquanto tal pelo sujeito) SCHANK, R.
C.and R. P. Abelson (1977). Scripts, plans, goals and understanding: an inquiry into human knowled-
ge structures. New Jersey, Errbaum..

53 JOHNSON-LAIRD, P. N. (1983). Mental Models:: Toward a Cognitive Science of Language, Infe-

rence and Consciousness. Cambridge, Cambridge Univ. Press.

54 Podendo até nio ser susceptiveis de enunciagdo geral e organizada pelos praticantes, sendo pelo menos
em parte técitos e “procedural” (ver nota precedente), mas tem esta caracteristica fundamental de poder
ser directamente aplicado a uma tarefa (como por exemplo interpretar uma peca nas culturas orais).

173



and Cultural Heritage

Conservagao, salvaguarda, criacdo e culturas orais: uma aproximagéo conceptual

de aplicagdo das normas (conformidade ou ndo com o sistema de referéncia), que
sdo processos eminentemente sociais (socializagdo dos novos praticantes, avaliagao
das performances constatadas e da sua conformidade aos padrdes, da pericia ou
incapacidade dos praticantes, etc.). A dindmica social da regulagdo pressupde, como
fica claro, a existéncia duma colectividade de praticantes, que é a portadora da forma
cultural.

Se examinarmos estes conceitos de um modo mais sintético, temos pois que a
“forma cultural” implica sempre a existéncia duma estrutura (o sistema de referéncia,
schemata, scripts, modelos mentais) que define o tipo de performance em intenséao
(quais as condi¢des de inclusdo no conceito), um sistema (normativo) de regulagdo das
reproducdes (de pecas existentes e reconhecidas) e das produgdes (de novas pegas)
e uma colectividade de portadores da forma cultural. Da confrontagdo pratica dos dois
primeiros resulta o estabelecimento das fronteiras (entre o que é e o que nao €, o que faz
parte ou ndo da forma cultural). Embora estes mecanismos sejam, com toda a evidéncia,
sociais, ao ter por efeito uma selecgdo das variagdes, eliminando as que sdao menos
“contagiosas” (SPERBER 1996) (processo que pode ser n&o consciente) ou que sido
julgadas menos “conformes” a norma tal como é representada pelos praticantes, eles
apresentam uma estrutura homologa a da selecgdo das formas bioldgicas®. Mas é a
existéncia da colectividade portadora da forma cultural que é o pressuposto essencial do
seu funcionamento efectivo, dinamico.

Schemata, scripts (a estrutura conceptual) e normatividade apelam para uma antropologia
cultural: o dominio das formas; enquanto a configuragao e as dinamicas da colectividade
exigem uma sociologia das praticas. Uma e outra sao afinal perspectivas distintas sobre
uma realidade unica, mas importa distingui-las analiticamente, conforme o propunha S.
F. Nadel, ao analisar a realidade “sociocultural” num plano definido por dois eixos, o
eixo das formas ou dos papeis (cultura) e o eixo das ac¢des ou dos grupos (sociedade)
(NADEL 1970).

Légica de classificacao e ontologia das
formas culturais

Qualquer conceito que pretenda organizar ou descrever uma realidade empirica, ao
aceitar uma definicdo em intensdo (a estrutura) e em extensao (a classe de objectos
que corresponde ao conceito) determina, pois, a existéncia de fronteiras. Ora, consoante
o tipo de critérios exigidos pela definicdo do conceito, a pertenga ou n&o pertenca dum
objecto empirico a classe estabelecida pelo conceito resulta no estabelecimento de tipos
diferentes de fronteiras.

As classificagdes aristotélicas (PELLEGRIN 1982) assentam em conceitos cuja definigao
recorre a um conjunto de “condigdes necessarias e suficientes” (CNS) e a pertenga de
qualquer objecto a classe é decidida por uma alternativa radical entre sim (pertence) ou
nao (ndo pertence). A fronteira entre os objectos incluidos no conceito € portanto nitida,
segundo uma linha de separacéo clara.

Psicélogos e antropdlogos criticaram, a partir dos anos 1970, a aplicagao deste tipo de
conceitos (originarios da légica aristotélica) aos saberes vernaculos, sugerindo que a
maior parte dos conceitos que efectivamente organizam os saberes de senso comum
ndo apresentam estas propriedades (ROSCH, MERVIS et al. 1976), (ROSCH and
LLOYD 1978), (SMITH and MEDIN 1981), (BERLIN, BOSTER et al. 1981).

O que estes autores constatam, ao analisar os “folk-concepts” (conceitos vernaculos
ou populares) é que estes admitem, ndo uma resposta por sim ou ndo a questdo da
pertenga, mas sim respostas em termos de graus de pertenca. Ou, para dizé-lo de

55 Esta homologia nio diz respeito apenas aos saberes “de tradi¢ao oral” e foi, alids, reivindicada por Karin
Knorr-Cetina no que concerne ao processo de produgio do conhecimento nas ciéncias contempora-
neas KNORR-CETINA, K. (1981). The Manufacture of Knowledge. An Essay on the Constructivist
and Contextual Nature of Science. Oxford, Pergamon Press..
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maneira mais precisa, admitem graus de proximidade dos diversos objectos “candidatos”
a inclusdo num conceito, em relagdo a um “protétipo”, um objecto ou um conjunto restrito
de objectos que s&o os “melhores exemplos” (ou “exemplares”) do conceito, como do
conceito “passaro” o “pardal” seria um dos melhores exemplos e “avestruz” um exemplo
menos préximo do protétipo (ROSCH 1983) %6,

E facil imaginar as vantagens que uma légica modal, que admite graus de pertenga ou
de proximidade (a um conceito) ou graus de verdade (dum enunciado), apresenta quanto
a construgdo do conceito de forma cultural. Estas nunca s&o objectos concretos, nem
séo definiveis em termos de CNS, mas sim objectos complexos, cujas fronteiras ndo sao
linhas, mas zonas de crescente proximidade a um nucleo, em suma “fuzzy-concepts” —
conceitos difusos, na terminologia iniciada por Zadeh (ZADEH 1965) 7.

A questdo das fronteiras (decorrente da questdo da inclusdo do objecto na classe)
acresce a questido da estrutura interna dos conceitos difusos. George Lakoff sugere
que um grande numero de categorias vernaculas tem uma estrutura “radial”, visto
que, para além de incluirem objectos mais ou menos préximos do nucleo central, elas
apresentam direcgdes de afastamento multiplas em relagéo ao nucleo ou, se quisermos,
(o termo € nosso), “linhas de fuga” diversas, que sado tdo importantes para definir o
conceito como o € o seu nucleo ou o seu caracter difuso determinado pelos graus de
pertenca (LAKOFF 1987). Ao longo destas linhas de fuga inserem-se as subcategorias
que compdem o conceito; mas sobretudo, as ligagdes entre o nlucleo e cada uma das
subcategorias que formam o conceito séo diferentes: ja ndo se trata simplesmente
duma distancia ao centro, mas de diferentes tipos de relagdo ao centro. Por fim, Lakoff
reserva o conceito de “categoria radial” aquelas em que as relagdes entre o protdétipo
e os exemplares periféricos ndo sdo puramente logicas (por exemplo: por graus de
generalidade, do mais ao menos geral, etc.), mas “tém que ser aprendidas”, visto que
sao construgdes culturais contingentes: que € o que melhor convém ao conceito de
forma cultural.

Associadas a légica modal dos conceitos difusos proposta por Zadeh, a teoria dos
prototipos de Rosch e colegas e a teorizagio das “categorias radiais” de Lakoff fornecem-
nos as ferramentas de que precisamos para definir a natureza légico-empirica das formas
culturais, das suas fronteiras e da sua estrutura.

Diversificacao interna e espacos de variacao

Uma constatagéo que podemos provavelmente pretender universal € que nos contextos
das culturas orais se verificam dois processos. O primeiro tem que ver com a variagao
no tempo. Para comegar com a questdo das origens (mas apenas para esvazia-la ja)
nenhuma forma cultural colectiva tem um ponto Unico e preciso de origem, pelo contrario,
qualquer que seja o tipo de performance (canto, danga, narrativa) € sempre possivel
(e necessario) reconhecer que praticas anteriores as que conhecemos precederam
as formas actuais, numa continuidade que abarca o tempo longo. Assim sendo, a
variagdo no tempo foi e é continua, apesar da existéncia dos sistemas de regulacédo
(que sdo mecanismos de conservacdo das formas). Esta constatagdo ndo nos impede
de reconhecer descontinuidades, na medida em que de varios materiais (e das formas
culturais) existentes num momento dado podem emergir num tempo mais curto (mas
nunca instantdneo em virtude da natureza colectiva e ndo escrita dos processos),

56 Para um panorama das teorizacoes alternativas neste campo, e em particular, das diferencas entre teoria
dos protétipos (conceitos construidos codificando os atributos do melhor exemplo) e teoria dos “exem-
plares” (conceitos construidos codificando a informagao proveniente da experiéncia dum conjunto de
exemplos), ver FRIXIONE, M. (2005). Do concepts exist? A naturalistic point of view. Convegno Men-
tal processes: representing and inferring. Universita di Genova, Facoltd di Lettere e filosofia, .. As duas
teorias sao compativeis com o que aqui é proposto.

57 Uma concep¢io proxima pelas suas consequéncias ¢ a de conceitos “politéticos” NEEDHAM, R.
(1975). “Polythetic Classification : convergence and consequences”. Man. Ver também MASSARO, D.
(1987). Categorical partition: A fuzzy-logical model of categorization behavior. Categorical percep-
tion. S. HARNAD. Cambridge, Cambridge Univ. Press: 254-283.
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novas formas culturais. Estas podem “cristalizar-se” no decurso duma certa época e
tender em seguida a subsistir como tais (ou reconhecidas como tais), criando assim
descontinuidades.

A questao que nao pode ser evitada é a da “deriva” no tempo (mudanca insensivel,
ndo necessariamente percepcionada pelos praticantes, mas que pode ser profunda e
quase sempre cumulativa) a que estéo inevitavelmente expostas as formas culturais de
transmissé&o oral®8.

Mas se a deriva no tempo € um facto universal e inevitavel, importa relembrar o que
diziamos no inicio: o factor primordial é a velocidade da mudanca. As formas culturais
de tradigdo oral formaram-se, ja o dissemos, no tempo longo, mediante processos de
elaboracédo e de mudanga lentos. Foi o tempo de que dispuseram as colectividades de
praticantes que permitiu que se fixasse no seio da cultura uma certa forma. Na realidade,
a fixidez nado existe, visto que a mudanca é constante. Ora, do mesmo modo que uma
lingua se elabora e parece fixa aos seus falantes de cada época embora mude, mas
adquire uma constancia suficiente para manter-se como lingua distinta por ndo mudar no
essencial em duas ou trés geragdes (as que geralmente coexistem), as formas culturais
de tradigdo oral precisaram de tempo (ou, o que € o mesmo, de manter uma relagéo
positiva entre conservagdo e mudanga) para se elaborarem. Sempre houve influéncias,
contaminagdes, empréstimos, entre formas culturais como entre linguas® vizinhas, a
par das inovagdes locais. Mas o que permitiu que cada uma delas se mantivesse como
forma distinta foram os mecanismos de regulagdo que, agindo no tempo, mantiveram
as mudangas num ritmo suficientemente lento, ao recusarem a hibridagdo. Deste ponto
de vista, a regulagcdo que permite a elaboragdo de formas mais ou menos estaveis é
principalmente um feedback negativo.

Complementar desta, a “deriva” no espago, que pode ou ndo produzir-se, tem também
consequéncias constantes: a medida que uma forma cultural é transmitida a grupos
sociais alargados, diversos, tende a diversificar-se tanto pelos “erros” na transmisséo,
como por causas estruturais: entre as variantes existentes num certo ambito social e
num determinado momento, alguma ou algumas serdo mais “contagiosas” (de mais
facil aquisicdo, correspondendo melhor a cultura de cada grupo que adopta, etc.). A
partir desses factos de transmissdo (adopg¢ao) iniciais (Quase sempre inacessiveis ao
investigador), e seguindo um padr&do analogo ao da formacao das variantes dialectais
duma lingua®, as praticas estritamente locais evoluem geralmente de modo a produzir
variagdes. Intervém no mesmo sentido o processo activo e consciente de criacdo de
novas pegas e de novas variantes, processo continuo, mais ou menos intenso, mas
sempre presente e que pode ser local.

A forma cultural “original” & portanto apenas um objecto virtual, porque o que esta ao
nosso alcance sdo sempre ja variantes e variantes de variantes, sem que nenhuma delas
possa ser considerada, do exterior (pelo investigador, no sentido “etic” de Pike) como a
original, a auténtica, a verdadeira, etc. Note-se que os portadores das formas culturais

58 Embora exista a tentagdo de considerar que as préticas suas consequéncias é a de conceitos “politéticos”

NEEDHAM, R. (1975). “Polythetic Classification : convergence and consequences”. Man. Ver também
MASSARO, D. (1987). Categorical partition: A fuzzy-logical model of categorization behavior. Cate-
gorical perception. S. HARNAD. Cambridge, Cambridge Univ. Press: 254-283.
Embora exista a tentagio de considerar portadoras (reprodutoras) das formas culturais eruditas, por
deterem o instrumento da escrita e estarem quase sempre enquadradas em mecanismos normativos
institucionais explicitos, sio fixas ou seguem padrées bem conhecidos de mudanca no tempo, o con-
trdrio ¢ verdade. A reconstituigio do que terd sido a performance da musica barroca na época da sua
criagdo e no seu apogeu, ou mesmo no inicio do romantismo, é um problema extremamente 4rduo.
Notagoes, maneiras de “lé-las” e interpretd-las, maneiras de tocar (sonoridades que se procurava pro-
duzir e/ou se produzia), os préprios instrumentos dessas épocas, nem sempre acessiveis, as qualidades
e técnicas vocais requeridas aos intérpretes, etc., enquanto objectos de reconstituigées, sio problemas e
nio dados bem estabelecidos. A “imagem” que temos na actualidade das musicas antigas ¢ um artefacto
especulativo, se bem que apoiado em hipéteses mais ou menos verosimeis. A “musica barroca” que hoje
ouvimos ¢ uma musica de hoje que se refere aos séculos XVII e XVIII...

59 Que também sio formas culturais... mas que interessa estudar & parte.

60 O que nio quer dizer idéntico ao das linguas.
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concebem e exprimem com forga opinides (divergentes) quanto a variante “auténtica”
(em geral a de quem fala), e este € um facto que importa registar, ndo para invalidar
os discursos em fungdo das suas contradigdes, mas porque traduz o mais claramente
possivel o desempenho social dos sistemas de regulagdo que mantém na pratica o
conceito de “forma cultural”.

A deriva no espaco (que tem a sua propria temporalidade) conduz muito frequentemente

a expansdo da pratica da forma cultural muito para além da colectividade local onde
€ atestada ha mais tempo (e onde por vezes se pode pensar que foi originada), para
difundir-se em espagos contiguos ou nao, por vezes socialmente e geograficamente
muito distantes (exemplo do Blues) 8'.

O exemplo do Cante

Se tentarmos aplicar os conceitos que temos vindo a propor a casos concretos, logo
veremos que estes conceitos representam uma espécie de questionario que deve ser
aplicado a realidade. Aplicando-o ao Cante alentejano, a primeira pergunta trata de
saber em que consiste a forma cultural que tem sido designada pelo termo vago de
“Cante”. As definigdes que tém sido propostas sdo pouco satisfatérias, ao partir, como é
frequente em casos semelhantes, do pressuposto que, se 0 senso comum designa um
objecto sob esta denominagdo, entdo o objecto existe e quase ndo carece de definigio.
A questdo é desde logo mais a da caracterizagdo descritiva do que a da definicao
propriamente dita. Mas ao abandonar a dificuldade, esta nao fica resolvida. Definir o
Cante pelo conjunto de pegas (um reportorio, um “cancioneiro”), ou pela organizagéo
das performances (o caracter polifénico, uma certa distribuicdo e organizagao das partes
- “ponto”, “alto”, coro), ou ainda pela presenca de pegas de estrutura meldédica modal
(associadas a outras de estrutura tonal®?), é pér de lado um grande niumero de pegas
ou de performances que os praticantes desta forma cultural nela por certo incluem e
consideram como “bons exemplos”. Uma definicdo conceptual tera que tomar posigcao
sobre o que é essencial no Cante e sobre o que o distingue das formas vizinhas. Propus,
ha algum tempo, a ideia que o Cante € antes de mais uma maneira de cantar que se
define como uma arte da ornamentagéo da linha melddica. Desta caracteristica central
decorrem numerosos atributos que s&o reconhecidos como préprios do Cante: a lentidao,
a moderacédo das acentuacgdes, os melismas e até certas “anomalias” harmoénicas. Todas
estas caracteristicas (que estdo ligadas entre elas) tém sido assinaladas, com maior
ou menor relevo segundo os autores, sem todavia que lhes tenha sido reconhecido o
estatuto de caracteres centrais. Mas eles devem ser considerados, a titulo hipotético,
como permitindo uma caracterizagdo do nucleo do Cante.

As consequéncias da hipétese que propomos sdo numerosas. Em primeiro lugar, o
conjunto de pegas que faz ou nao parte do reportério proprio do Cante nao € estavel: uma
peca “genuina” do Cante, se for cantada de maneira diferente (por exemplo, rapida, com
ritmica acentuada) deixa de ser reconhecivel como Cante. Ao invés, pecgas “estranhas”
ao Cante (por vezes com origens geograficas conhecidas) podem “converter-se” em
pecas do Cante se forem cantadas a sua maneira. Em segundo lugar, a polifonia pode
estar ausente, visto que todos os praticantes reconhecem que o Cante pode ser cantado
por uma pessoa, homem ou mulher, isolada. E claro que em tais situacdes desaparece
nao so a polifonia mas também a distribuicdo das melodias em partes distintas, sem por
isso se desvanecga o caracter proprio do Cante.

Estamos assim perante o nucleo conceptual cuja identificagdo indicAavamos como
prioridade metodolégica. Mas se o conjunto de todas as performances que se orientam
em fungdo do “foco virtual” ((LEVI-STRAUSS 1977)) que serve de referéncia para a

61 Exemplos bem documentados de formas culturais musicais sio também o Flamenco e o Tango, mas
podemos constatar 0 mesmo processo com o género poético da poesia trovadoresca do sul da Franca

dos séculos XI-XII ao século XIV.

62 Note-se que um grande nimero de formas musicais europeias de tradi¢ao oral apresentam caracteristi-
cas modais 0 que por conseguinte nio as distingue entre elas e nio ¢ suficiente para defini-las.
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identificagdo da forma cultural, ndo tem fronteiras lineares e deve ser encarado como
um “fuzzy concept’, nos termos acima expostos, entdo deve ser possivel ordenar de
modo aproximativo as realizagbes concretas (performances observadas) e as “pegas”
em relagdo a um “centro” que, apesar do seu caracter virtual, ndo deixa de ser eficaz
enquanto ponto de referéncia. Tal era a ligdo da légica modal, das classificagbes em
termos de protétipos e de distancia em relagédo aos “melhores exemplares” (NOSOFSKY
1988b; NOSOFSKY 1988a) ou em fungéo do “ar de familia” entre os objectos centrais
(WITTGENSTEIN 1961), (ROSCH and MERVIS 1975).

Alicdo de George Lakoff incita-nos a dar mais um passo em frente: partindo da hip6tese
que a forma cultural que chamamos “Cante” € uma categoria “radial” devemos explorar as
subcategorias e/ou linhas de forga — ou de fuga — que a estruturam. O grafo do conceito
devera assim indicar quais as nogdes particulares que incluimos, quais as relagdes entre
elas e a nogao central e quais as formas vizinhas para as quais se estende o espacgo de
variagao da categoria.

No caso do Cante, talvez tivéssemos que desenhar um nucleo central caracterizado
como dissemos pela implementacdo duma arte da ornamentacéo melddica (em que o
melisma, ao proliferar, pode ir ao ponto de comprometer a estrutura harmonica), pela sua
associagao ao desenvolvimento virtualmente polifénico, pela auséncia de coreografia e
por um certo tipo de poesia.

Mas o estudo da categoria exige que reconhegamos as variedades menos classicas
nas zonas de fronteira em que se joga a vizinhanga com outras formas culturais e a
diferenciagcdo mais ou menos problematica em relagdo a estas. Nestas zonas de
fronteira, ao afastarmo-nos do centro, pode tornar-se cada vez mais dificil decidir se uma
peca ainda pertence ao conceito ou se ja “é outra coisa”.

Evoquemos aqui de modo muito breve trés direcgdes nas quais, em nosso entender, se
desenvolve, no caso concreto do Cante, este espago®.

| As “Saias” e a musica “Campaniga”, exprimem a linha de fuga para a danga (ritmos,
acentuagdes, frequentemente assimétricas, coreografias, etc., que podem dar
“valsas”, por exemplo).

Il O “Fado”, que &, para o Cante, um atractor, uma direcgédo de deriva melddica que
preserva em geral a auséncia de coreografia, mantém uma estrutura harmoénica sui
generis, mas “contamina” as performances, huma das componentes essenciais do
conceito: a que tem que ver com a ornamentacéo.

Porventura as “marchas” ou “marchinhas de Lisboa” seriam outro atractor, ao
associarem uma componente coreografica forte (e reconhecivel por todos, com o
ritmo binario da marcha) a estruturas melddicas caracteristicas, minimizando a —
essencial para o Cante — ornamentagao.

Considerar estas formas culturais como atractores em direcgdo dos quais a forma
cultural “Cante” tende a “deformar-se”, torna possivel determinar a existéncia de
pecas mais ou menos hibridas, e em todo o caso menos caracteristicas que as que
correspondem ao nucleo conceptual central. Mas a distingdo entre os atractores
permanece pertinente, por duas razdes: primeiro, porque eles sdo, como o Cante,
formas culturais distintas cuja existéncia enquanto tais é reconhecida pelos praticantes
(os do Cante e os destas); segundo, porque a aproximagdo, a zona de fronteira do
Cante em direc¢ao a cada uma destas formas (alternativamente) produz conjuntos de
pecas diferentes.

Por fim, a identificagdo de atractores externos (ou de subcategorias vizinhas) situa
cada forma cultural num contexto de relagbes com outras formas, o que enriquece o
conhecimento que temos de cada uma. Por outras palavras, o mesmo trabalho poderia
ser levado a cabo partindo delas, tomando como “centro” as “Saias” ou o “Fado”, de
modo a descrever a rede de relagbes com formas vizinhas. E é provavel que nio seréo
as mesmas que encontramos consoante o n6 da rede que nos serve de ponto de partida.

63  Sem excluir que possam ser identificadas outras linhas de fuga.
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Se o que é aqui sugerido e apenas indicado para o Cante é valido, a aproximagao
conceptual que propomos consiste pois num método de descricdo aplicavel qualquer
forma cultural, enquanto primeiro passo para a acgdo de conservagao ou de salvaguarda:
determinar o nucleo da categoria, a sua estrutura interna enquanto estrutura radial,
identificar as relagdes entre o nucleo e as subcategorias menos caracteristicas e por fim
as linhas de forga que, na periferia, a atraem para outras formas.

Conservar, salvaguardar

De que modo podem estes conceitos contribuir para uma problematica da conservagao
e da salvaguarda? Em primeiro lugar, se “conservar’” € sempre conservar algo, o
conceito de forma cultural deveria permitir a construgdo duma definigdo tedrica do
objecto simbdlico em causa, o que conduz a responder a pergunta: “conservar o
qué”?

E se “salvaguardar” significa manter vivo, entdo o conceito deve contribuir para determinar
o que importa salvaguardar e sobretudo os possiveis modos de acgdo para consegui-lo%.

Um trabalho prévio a conservagao, que pode parecer 6bvio, ou melhor, deveria parecer
6bvio, consiste pois em definir com precisdo a forma cultural: extrair de todo o espaco
de variacao (individual, colectivo, no tempo e no espago), as estruturas fundamentais
(schemata e scripts) que definem a forma cultural em intensao.

O reconhecimento da existéncia de mecanismos de regulagdo (processos normativos,
regras locais de acordo com as quais sao avaliadas performances, variagdes, inovagdes)
e a explicitagdo desses mecanismos completa a definicao formal. Como sao eles que
explicam a permanéncia de fronteiras e de diferengas, e ddo conta do facto que todas
as formas ndo se misturam e ndo formam hibridos de modo aleatério com todas as
outras com que convivem no espacgo e no tempo. No limite, € deste modo que se explica
a permanéncia no tempo de qualquer forma cultural, que, na auséncia da norma que
exclui, se teria diluido no seio indiferenciado da cultura, se é que poderia ter alguma vez
existido enquanto forma distinta.

Para além do seu alcance negativo (excluir o que se afasta) os mecanismos de
regulacdo sao, enquanto normas positivas, as tradugbes praticas do conceito
local da forma cultural. A dificuldade em reconhecé-los provém do facto que eles
sdo as manifestagdes praticas de saberes nado declarativos (“scripts”, esquemas
processuais, maneiras de realizar a performance). Por outro lado, se as estruturas
conceptuais que definem a forma cultural s§o sempre inacessiveis a percepgdo e ao
inquérito directos, e s6 podem ser tornadas explicitas por um trabalho de elaboragao
externa (construcbes tedricas a partir de materiais empiricos), geralmente fora
do alcance dos praticantes habituais, os sistemas de regulagédo, eles, podem ser
constatados através do registo dos julgamentos dos praticantes sobre as realizacdes
(performances) a que assistem, que conhecem, etc. e sdo portanto acessiveis ao
inquérito directo.

O inquérito ao conceito de forma cultural inclui portanto sempre a indagacdo do esquema
(estrutura) e dos mecanismos de regulagdo presentes nas praticas socais, e € a
observacgao destes que permite construir a definicdo daquela.

Para além desse trabalho preliminar, é pois necessario conservar um registo tao rico
quanto possivel (sabendo que nunca sera absolutamente exaustivo) das realizagdes a
que da lugar a forma cultural. Registo de performances, de discursos sobre as normas
que “devem” reger a pratica, sobre os critérios técnicos e estéticos que regem as
“boas” praticas, sobre a existéncia eventual de “melhores exemplares” das pegas e de
praticantes de exceléncia, etc.

64 Os dois termos tém sido, e podem ser, utilizados como sinénimos. Aqui preferimos diferenciar dois sig-
nificados, dando a “conservar” o de manter, ordenar, preservar objectos (registos, objectos, produtos da
actividade cultural), reservando para “salvaguardar” o significado de manter viva uma pratica enquanto
processo social continuo de produgio de objectos (cantos, narrativas, dangas...).
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Quando mais ndo seja, um arquivo desta natureza tendera a constituir uma memoria
externa® da colectividade portadora da forma cultural e a permitir analises comparativas,
no tempo e no espago, entre realizagdes da “mesma” pega, entre pegas “diferentes” e/ou
suas variantes. Instrumento de estudo cientifico, externo as colectividades de praticantes
por causa da sua tecnicidade, esses arquivos devem ser concebidos de maneira a
sustentar a colectividade no seu processo de avaliagdo normativa das suas proprias
praticas, ao dar-lhe acesso a um espacgo de variagdo mais amplo e a um material muito
mais estavel do que aquele que permitem a meméoria individual e a experiéncia directa®®.

O “auténtico” no seu espelho:
a ilusao necessaria

E contudo necessario enunciar aqui uma precaucao essencial. A elaboragdo do conceito
nuclear de qualquer forma cultural, que € um trabalho de ordem tedrica mas assente na
investigagcdo empirica, ndo pode desligar-se da colectividade portadora dessa forma, a
fim de minimizar o risco de fabricagdo dum artefacto que, ao impor-se enquanto elemento
da cultura dominante, constrange e pode alterar as proprias praticas, em fungdo duma
definigdo externa da norma, ou fixando-as numa definicdo estatica®.

O conceito “nuclear”, ao entrar, como referimos, num mecanismo normativo que se
apresenta como um “jogo” (debate, legitimagdo das normas), deve ser visto ndo como
um objecto externo, independente da pratica, mas sim como ponto de referéncia e
instrumento de trabalho colectivo para e da colectividade dos praticantes. Neste sentido,
o pleno entendimento das consequéncias da ideia de “conceito difuso” torna-se decisivo.
N&o ha, nunca houve e provavelmente nunca existira nenhum consenso absoluto quanto
a definicdo “nuclear” de qualquer forma cultural complexa. Vamos sim, encontrar sempre
varias versoes da definigdo do que constitui o nucleo da forma cultural, versées cuja
legitimidade é sempre um problema em aberto, sendo adoptadas por actores diferentes.
Mas séo, todas elas, pontos de referéncia indispensaveis, e por isso & necessario dar-
Ihes todo o desenvolvimento e todo o rigor possiveis.

Por mais surpreendente que seja, depois de afirmarmos (e persistimos) que nado é
possivel definir de maneira absoluta, exacta, o que é “genuino”, “auténtico”, e o que
0 ndo é, afirmamos que o jogo social que permite a elaboragio, o enriquecimento e a
permanéncia de qualquer forma cultural assenta necessariamente na afirmacgao forte de
concepgdes locais do que é genuino e auténtico e daquilo que o ndo €, mesmo que como
realmente acontece, coexistam varias opinides divergentes sobre a questao.

Por outras palavras, os mecanismos de regulagdo negativos (que eliminam o que “n&o
serve”, “ndo corresponde”, etc.) sdo, de modo analogo aos sistemas imunitarios, a peca
mais decisiva para a subsisténcia da forma cultural. A perda da capacidade para recusar,
eliminar, é sindnima de dissolugdo de qualquer forma. Nenhuma forma cultural poderia
criar-se nem mesmo manter-se, numa colectividade cuja hipétese fosse a aceitagéo

indiscriminada da mistura, do sincretismo, da mesticagem.

O que afirmamos para um nivel de analise de detalhe a escala duma sociedade local,
segue uma constatagao ja antiga de Claude Lévi-Strauss no que respeita a diversidade
das culturas e a necessidade de salvaguarda-la: “o verdadeiro contributo das culturas
ndo consiste na lista das suas invengdes particulares, mas no hiato diferencial que elas

65 Leroi-Gourhan, A. (1964). Le geste et la parole. 1. Technique et langage. Paris, Albin Michel., Leroi-
Gourhan, A. (1965). Le geste et la parole. 2. La mémoire et les rythmes. Paris, Albin Michel..

66 Ver os exemplos de cooperagao entre os museus etnograficos detentores de objectos dos povos amerin-
dios e Inuit, no Canadd e as comunidades de que sdo origindrios tais objectos. O que foi, num primeiro
tempo, resultado dum processo de espoliagao, torna-se num instrumento de conservagio das memdrias
e até suporte material para a renovagio de certas praticas (por exemplo rituais de “revitalizacio” dos
objectos).

67 Que é o que tem acontecido por exemplo com as federages de folclore, que adoptaram definicoes va-
lidas para sempre do que ¢ ou nio “auténtico”, com o risco de produzirem normas que sio verdadeiros
artificios impostos s colectividades, com toda a autoridade da instituicao e do Estado.

* 180



José Rodrigues dos Santos and Sénia Cabeca

Oralidade e Patrimonio Cultural

oferecem entre elas” pelo que se impde que se mantenham culturas “que preservem
cada uma a sua originalidade” ((LEVI-STRAUSS 1973) tradugao e sublinhado nossos).

E o conjunto dos processos que permitem a cada forma cultural “preservar a sua
originalidade” que importa reconhecer, entender, salvaguardar.

A diferenga como trabalho do negativo

Assim, se uma forma cultural deve ser salvaguardada, tal objectivo ndo pode ser
equivalente a manté-la fossilizada na sua forma antiga, antes corresponde a preservagao
da diferenca relativa as outras formas existentes no mesmo tempo e no mesmo espaco.

Aideia decisiva é, neste ponto, a de que ndo pode ser conseguida qualquer salvaguarda
sem a manutengao e/ revitalizacdo dos mecanismos normativos que gerem a relagéo
entre as pecas e as performances e a estrutura da forma cultural, avaliando o que “vale”
como genuino, tradicional, como criacdo bem sucedida ou ao contrario como desvio,
adulteracdo, perda da identidade da forma, apagamento das diferengas em relagéo ao
que a rodeia: um mecanismo de selec¢do das variagoes.

Se a existéncia duma forma cultural enquanto forma viva inclui, pois, necessariamente a
manuteng¢do dos mecanismos de regulagéo e estes ndo existem sem a colectividade de
praticantes que os acciona, como garantir a sua continuidade no tempo?

No que diz respeito a conservacéo e a salvaguarda das formas culturais transmitidas
principalmente pela tradigdo oral, a nossa posigao é tdo oposta quanto possivel a
ideologia da mesticagem como meio maravilhoso de criagao cultural®®. Sem excluir
que alguns movimentos culturais possam fazer da mesticagem um processo criativo
interessante (e os exemplos, também aqui, sdo numerosos), as formas culturais de
tradicdo oral ttm um problema principal que se enuncia: relacdo de forcas, numa
arena em que o poder cultural esta do lado da submersao do fraco pelo forte, do
apagamento das diferengas e da aceleragdo das mudangas induzidas do exterior,
aqui sindnimas de destruigdo a curto prazo. O que nio pode ser conseguido sendo
dando poder cultural as colectividades portadoras das formas, ajudando-as a
elaborar os instrumentos conceptuais necessarios e os mecanismos sociais que os
suportam.

Salvaguardar: sobreviver aos seus criadores

Um dado importante deve ser relembrado: a maior parte das formas culturais orais (e todas
aquelas que nos concernem aqui) foram elaboradas no decurso de largos periodos de
tempo, por colectividades rurais cuja extingdo s6 néo esta préxima quando ja aconteceu.

A“desvitalizagdo” dessas colectividades frageis, algumas delas desde sempre marginais
nas proprias sociedades globais em que se inserem, atingiu, segundo revelam numerosos
estudos, pontos de n&o retorno.

Seria insensato, por exemplo, apostar na manutencdo de colectividades sélidas e
activas de trabalhadores rurais sem terra, dispersas num vasto territorio e relativamente
isoladas®, como as que foram as criadoras e portadoras do Cante alentejano. Tudo
foi dito, quanto ao essencial: &xodo rural, envelhecimento, despovoamento das zonas
rurais, aculturagdo pela pressdo das culturas dominantes, etc. e estes sdo processos
profundos, rapidos, irreversiveis.

Os grupos sociais que produziram essa forma cultural, que foram os seus portadores,
e geriram os processos de transmissao e de criagdo e a regulagcdo desses processos
— os trabalhadores, homens e mulheres, assalariados agricolas huma terra de grandes
propriedades de cultura extensiva, esses grupos sociais estido virtualmente extintos. O

68 Ideologia combinada alids, com valores incontestdveis, como a compreensio do Outro, a tolerincia, etc.

69 Uma descricdo naturalista do processo de criagio das formas culturais encontraria uma analogia forte
entre o processo de especiagio bioldgica (formagio de novas espécies) e a diversificagdo cultural.
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que nos resta desses grupos sdo os mais velhos, que deixaram de ser trabalhadores
para serem reformados, idosos, sem lagos com a vida activa.

A nocéo de “salvaguarda”, que dissemos poder ser util distinguir de “conservagao”,
ao implicar que se trata de manter viva uma pratica, coloca-nos portanto perante um
dilema. Se a pratica dum certa forma cultural for restrita a uma colectividade e nao
puder ser transmitida fora dela, é claro que o seu destino sera o que for o destino
da colectividade que a suporta. Uma forma que se revelasse totalmente “context-
dependent” desapareceria com a destruicdo do contexto. E assim tera sido e sera, de
facto, em muitos casos.

Entdo, perguntar-se-a com razdo, como garantir — para além da conservagao —
a salvaguarda da forma cultural? A resposta para a qual pretendemos dar um
contributo devera ser, em nosso entender, pensada de maneira a torna-la valida
para todas as formas culturais — tdo numerosas — que se encontram em situacées
sociais analogas.

Transmitir, experimentar, criar

Recordemos, em primeiro lugar que existe um grande numero de formas que, sendo
prioritariamente (ou originalmente, no tempo) praticadas por uma colectividade restrita,
pode nao ficar confinado no seu ambito.

A “expansado” da pratica duma forma cultural no espaco pode consistir na sua
adopgao por comunidades ou grupos sociais proximos pela vizinhancga, pela lingua
ou por outras tradigdes culturais e revela assim uma forma de “contagio” passo a
passo. Os exemplos de casos deste tipo sdo numerosos e incluem os casos em
que a sociedade de origem, apos ter “contagiado” outras, perde a pratica da forma
cultural ou mesmo desaparece’.

Mas importa relevar que certas formas culturais, por razdes que terdo que ver tanto com
a estrutura propria (propriedades intrinsecas) como com dados histéricos contingentes,
se expandem socialmente e geograficamente mediante a intervengéo de processos de
transmissao deliberada, mais formal que o que era de tradicdo e através de processos
de elaboragéo eruditos.

Transmitir

Nestes casos, para além dadefinicao formal (emintensédo) e dadeterminacéo das regras
e modalidades de validagédo das praticas implicitas no processo de elaboragao e de
funcionamento da forma cultural, € necessario considerar, por um lado, a possibilidade
de criar mecanismos e modalidades de transmissao (por aprendizagem) pratica que
possam substituir progressivamente as formas de transmissdo que se extinguem.
Nos casos em que se verificou a emergéncia de novas formas de transmisséo, estas
revelam-se diferentes da simples imersdo e do contacto informal, por vezes intimo,
no seio das familias e desde a infancia, com os praticantes e os seus saberes. Sao
alternativas de valor, por exemplo a formagido de grupos e aprendizagem em redor
de mestres ou de praticantes reconhecidos como peritos, estagios e até cursos em
ambiente escolar e universitario. Trata-se de modalidades sem duvida diferentes
das que tradicionalmente garantiam a transmiss&o, que podem dar continuidade as
praticas™.

N&ao podemos, como € ébvio, ignorar que o “transporte” de formas culturais populares,
orais, de definicdo difusa e sujeitas, como vimos, a variagdes locais e individuais

70 O Blues, gerado no século XIX nas comunidades de escravos libertos no sul rural dos Estados Unidos
(Delta do Mississipi) “migrou” para muitas outras paragens ¢ sobreviveu, gracas a essa migragio, a
extingio da sociedade que lhe deu origem.

71 Ver por exemplo as escolas de Jazz, de Tango, etc., e em certas universidades americanas, os cursos de
Blues, que associam a formagcio tedrica sobre a forma cultural em questio  sua aprendizagem prética.
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que eram uma parte da sua riqueza e da sua vitalidade, para contextos formais,
eruditos ou pelo menos integrando nogdes e instrumentos tedricos eruditos, € uma
via perigosa’.

Nos melhores dos casos, ela tendera a acentuar o movimento de “deriva” da forma
cultural, orientando-a em direcgdes contingentes a concepcéo tedrica e pratica que
os (por hipotese, novos) “mestres” elaboram e veiculam. Consoante o modo como
foi definida a estrutura da forma cultural, como foram definidas as suas fronteiras
em relacdo a formas proximas, afins ou semelhantes, a deriva seguira uma ou outra
direcgao.

Mas este fendmeno, com todos os seus inconvenientes e até os seus perigos (transmitir
ideias e modalidades de pratica que se afastem do nucleo conceptual da forma cultural)
é tdo inevitavel como a necessidade de criar novos contextos de transmiss&o. E
preciso reconhecer que, se falarmos, para simplificar, de “escolas” ou de “cursos” de
Cante, de Fado ou de Flamenco, por exemplo, a ideia, a primeira vista, & chocante:
nao era assim que se aprendia a praticar essas formas. Existe nos meios sociais
portadores das tradicdes orais a ideia corrente de que “se nasce” — ou nado — com o
dom de bem cantar o Cante (ou o Flamenco, etc.), e que aqueles que hoje cantam
sao os que possuem esse dom inato, o que exclui a aprendizagem deliberada. Mas
é forgoso reconhecer, que assim que o inquérito de terreno aprofunda as “carreiras”
dos cantadores, encontramos quase sempre a presenca dum mestre, ou dum grupo
que age, ao integrar um novo elemento, como um mestre colectivo. A aprendizagem
(decerto diferente segundo os individuos) & provavelmente quase sempre menos
espontanea do que se pensa: o mestre e/ou o grupo encorajam, orientam, corrigem:
“isso ndo se canta assim: va la outra vez...”, “ainda nao é bem isso”, sdo expressdes
para descrever de que maneira o novo elemento no grupo de Cante é conduzido,
que recolhemos da boca... de cantadores confirmados que o viveram eles préprios
quando jovens. O grupo surge mais como um contexto de aprendizagem do que como
lugar de transmissao deliberada, o que, a par com a homogeneidade cultural entre os
mestres (ou as pessoas experientes, os bons cantadores) e os aprendizes, explica a
relativa invisibilidade do processo de aprendizagem e até do ensinamento, (ATRAN
and Sperber 1991).

O desafio consiste portanto menos no facto de a estrutura do processo de
transmissdo ser mais formal, mais “escolar”, o que nao é, alias, uma fatalidade’,
do que na propria distancia cultural entre os detentores dos saberes praticos (o
canto) e os novos publicos que podem ser envolvidos na transmiss&o. A formacgéo
dos mestres para enfrentar as novas situagbes torna-se indispensavel, dada a
dificuldade de assimilar certas tradicbes complexas, que os melhores praticantes
tém dificuldade em enunciar, por serem saberes tacitos. Aos mestres antigos, pode
faltar a capacidade para comunicar com populagdes de aprendizes que |he s&o
pouco familiares; aos “novos” mestres que podem ser formados ou emergir pode
faltar a mestria e a subtileza da pratica tradicional. Por seu turno, ao analista erudito,
musicologo, dramaturgo, etc., por vezes escapam nuances e subtilezas, que sédo o
essencial dessa arte.

Que nos seja permitido insistir: os mestres oriundos da tradicdo oral terdo, muitas
vezes, dificuldade em integrar-se em processos de formagao mais formais. Por seu
turno, os mestres oriundos dos saberes eruditos que poderdo ser formados mediante
novos processos poderdo precisar de longas formagdes para assimilar versdes néo
simplificadoras, ndo dogmaticas, dos saberes de tradicdo oral, o que é dificil nas

72 De modo quase irresistivel, o técnico detentor do saber erudito, saber oficial do dominio (neste caso
musical) tem a impressdo de saber melhor que os praticantes, ¢ de possuir os verdadeiros critérios
estéticos aos quais deve obedecer a pritica. O populismo ¢ bem a vertente gémea do miserabilismo
GRIGNON, C. and J. C. PASSERON (1989). Le savant et le populaire. Misérabilisme et populisme en

sociologie et en littérature. Paris, Gallimard-Le Seuil.. Ver nota seguinte.

73 O conhecimento das modalidades de aprendizagem “guiada” que vigoram ainda hoje em muitos casos,
permitiria conceber contextos de aprendizagem que nio se moldem pelo esquema escolar.
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nossas sociedades onde a modéstia dos que sao supostos saber € um recurso raro e
o etnocentrismo de classe um dado comum?.

A*elicitagado” desses saberes tacitos, ndo declarativos ou “processuais”, que é uma tarefa
propria da antropologia dos saberes’, assim como a observagao fina dos processos
de aprendizagem por tradicdo oral s&o, por conseguinte, trabalhos que deve ser
empreendido sempre que possivel, em colaboragao interdisciplinar (com os musicélogos
no caso das musicas, dos coredgrafos nos caso das dangas, etc.).

Explorar, Experimentar

Outros tipos de trabalho podem e quiga devem, ser implementados: o da exploragdo
(experimental, erudita ou ndo) das vias de criagdo (erudita, popular ou em ambos os
registos) a partir das formas transmitidas pelas tradigdes orais.

A exploragédo, por parte de compositores eruditos, das potencialidades expressivas
das musicas de tradicdo oral tem sido tdo abundante, tem seguido vias tdo variadas,
adoptando teorias, estéticas, objectivos tdo diversos, que seria impossivel resumir aqui
os seus principais tracos. Uma impressdo de conjunto permanece: existe, de facto,
uma massa consideravel de trabalhos de musica classica compostos a partir de pegas
populares ou utilizando temas ou motivos recolhidos nas tradigbes orais. Um primeiro
tipo de utilizagdo € o que assenta deliberadamente nas pegas populares, delas se
reclama e exibe assim a origem das musicas de que se servem’®. Um segundo tipo, é
porventura mais abundante ainda, porque nio corresponde a uma escola ou corrente
musical mas irriga a criagdo de musicas cuja relagdo com as tradigdes populares € mais
longinqua ou menos transparente. Nao darei exemplos concretos nem de uma nem de
outra modalidade para ndo prolongar esta andlise para além dos limites aceitaveis”.

O que estda em causa, para além dos problemas técnicos, por exemplo musicais, é a
relacdo entre os compositores eruditos e o seu saber, cuja relatividade a um contexto
cultural tendem a ignorar ou recusar, e as colectividades portadoras das formas culturais
de tradigdo oral.

A tentacéo é grande, para considerar que pegas populares sdo simples materiais para a
composigao de pegas eruditas: trabalhos artisticos pessoais de que as “cangdes rusticas
portuguesas constituem, como se diz em linguagem da técnica musical, o material
imediato” (LOPES-GRACA 1989). Quando assim é, a exploracao do potencial torna-se
exploragao no sentido habitual do termo. O trabalho do compositor permanece como a
superficie da forma musical de tradicao oral. A pecga inteira, isolada, € submetida a um
trabalho de “arranjo”, que €, como escrevia Lopes-Graga, uma “moldura”, numa passagem
em que a intengao geral (que vai no sentido que aqui defendemos), é contraditada pela
maneira de realiza-la:

“Finalmente e acaso a razdo principal por que as cangdes ndo sdo cantadas na sua
forma puramente folcldrica; € que, ao restitui-las ao povo, eu quis apresenta-las
num escrinio, numa moldura que possivelmente as valorizasse, as enriquecesse do

74 Recordemos por exemplo a atitude generosa dum Fernando Lopes-Graga que, depois de transcre-
ver temas tradicionais, os “arranjava’ nio s6 no sentido técnico habitual mas, escreve em 1956, para
embelezd-los “num grau mais elevado de cultura, em arranjos ou harmonizacoes que saibam aliar os
imprescindiveis critérios técnicos ao bom gosto” LOPES-GRACA, E (1989). A muisica portuguesa e os
seus problemas I1. Lisboa, Caminho.. E em funcio desses critérios que E L-G em 1953 “confessava ter
introduzido em algumas correcgoes” na antologia que publica, “num desejo de dar 4 linha melédica um
ligeiro retoque, tanto para a tornar mais pldstica como para obter uma prosédia mais fluente” LOPES-

GRAGCA, E (1991). A cangdo popular portuguesa. Lisboa, Caminho.

75 Note-se que a necessidade da “elicitation” que podemos traduzir por “explicitacao” dos saberes técitos
diz respeito tanto aos saberes de tradi¢do oral como aos saberes dos peritos em dominios tecnoldgicos
avangados. O problema ¢ da mesma natureza, mudam o grupo social detentor, o dominio de saber, e
as modalidades préticas (nomeadamente linguisticas) do inquérito.

76 Ver as correntes ditas “nacionalistas”, epiteto infeliz porque as suas conotagdes evoluiram...

77 Mas cada um de nés tem em memdria intimeros exemplos bvios na musica cldssica roméntica; e po-
deria recordar o que os séculos XVI a XVIII devem as dangas e cantos populares europeus.
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ponto de vista artistico, pondo-lhes em evidéncia todas as suas virtudes expressivas,
revelando-lhes toas as suas mais preciosas facetas, acusando-lhes os contornos,
aprofundando-lhes e prolongando-lhes a sua significagdo estatica, psicolégica e
social, como documentos ou testemunhos inapreciaveis que sdo do sentir e do viver
da nossa gente.”(LOPES-GRACA 1989) Sublinhado nosso.

Fica assim desde logo justificado aos olhos do compositor um tratamento uniforme (o seu,
as suas opgdes artisticas) para toda a musica folcldrica “portuguesa”, fazendo com que
“se exprimissem ainda em melhor portugués, elas fossem ainda mais convincentemente
portuguesas” (LOPES-GRACA 1989): o “nacional”, genérico, faz as vezes da anélise da
diversidade das formas culturais — tdo diferentes! — que produziram as pecas sobre as
quais trabalha o técnico classico.

Criar: cultivar a diferenca especifica

A exploragao que é susceptivel de servir a salvaguarda das formas culturais de tradicao
oral, investigando todo o potencial de criagdo que encerram, ou como na passagem
citada, “pondo-lhe em evidéncia todas as suas virtudes expressivas” passa, em nosso
entender pela tarefa prévia que acima indicAmos: estabelecer o teor conceptual de cada
forma cultural especifica (e ndo da “musica folclérica portuguesa” ou “espanhola”’, o
“catald”, etc.), a fim de entender o que constitui o “écart différentiel” (Lévi-Strauss),

Que a distingue de todas as outras. Nesta perspectiva, a propria definigdo do “material” a
partir do qual a exploragcao e a experimentagado sdo conduzidas deixa de ser equivalente
a uma peca “que se emoldura”, se arranja, mas sim o material que a colectividade
portadora da forma cultural mobiliza para compor as suas proprias obras. Ndo a peca
mas os elementos caracteristicos que geram as pecas (todas as pegas que formam
0 nucleo) do reportoério proprio da forma cultural: modos (séries de sons™), intervalos,
ritmos, fraseados, ornamentos, etc., por um lado, e maneiras de interpretar o reportério
(variagdo de estilos performativos, individuais ou colectivos), que sdo outras tantas
caracteristicas proprias de cada forma.

Ou seja, a analise que pode servir de base a exploragéo e a experimentagdo que, em
nosso entender € uma das vias da salvaguarda, ndo é apenas a analise duma peca (que
depois serve de macro-elemento para composicéo erudita), mas a analise dum grande
numero de pegas dum reportério popular, de modo a estabelecer um inventario suficiente
dos materiais que nele surgem (sem estar todos representados em cada pega), no
espaco de variagcdo que o conceito da forma cultural admite.

Aforma cultural deixa de ser vista como um stock de macro-objectos, as pegas, das quais
cada uma poderia ser “enriquecida” por uma moldura classica, para ser vista como um
sistema dinamico, generativo, que esta por detras da criagdo do conjunto do repertério e
explica as suas caracteristicas de conjunto, assim como as de cada espécimen.

Para que este caminho de salvaguarda, que coloca as culturas de tradicdo oral num
plano de criagdo contemporanea seja fecundo, é preciso que sejam preenchidas certas
condi¢des, que ndo sao apenas técnicas.

A relacdo entre compositores eruditos e colectividade portadora da forma cultural
que pressupde um trabalho desta natureza deve, por consequéncia, ser inteiramente
repensada, porque a distancia e a assimetria que a definem, sem poder ser suprimidas,
tém que ser levadas a sério, a fim de serem controladas pelos actores envolvidos nos
processos.

Em que medida pode a cultura erudita tomar consciéncia da sua propria posicao e do
enviesamento que essa posic¢ao induz, em que medida os representantes das culturas

78 Seguimos a sugestao de John Blacking, nio utilizando o conceito de “escala”, mas sim de “tone row”,
série de tons, ou (talvez melhor, de sons), para nao projectar sobre uma realidade diferente um conceito
préprio dum certo tipo de musica (ocidental, cldssica) Blacking, J. (1995). The Problem of Music Des-
cription. Music, Culture and Experience. R. Byron. Chicago, University of Chicago Press: 54-72.
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eruditas, por outras palavras, podem “objectivar as suas opera¢cbes de objectivagao”
(para pedir de empréstimo a expressao a P. Bourdieu), € o que teremos que verificar em
cada caso.

Este € um caminho semeado de escolhos, pela mesmissima razdo que motiva o tema
central do presente texto: a intervencao erudita sobre, com, a partir de formas culturais
de tradicdo predominantemente oral carece na maior parte dos casos de fundamentagéo
na analise conceptual, no estudo das normas e da dindmica das praticas como a que
entendemos indispensavel para a perspectiva da salvaguarda.
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In this colloquium on orality and cultural heritage, prominence is given to folk literature
and music as subjects for ethnographic and anthropological research. However, it is
also useful to discuss the relevance of interviews, life stories and other oral methods for
these studies. Moreover, interviews may generally be considered as a research method
for other Social Sciences, informing areas of studies in which it is not usually used. In
Portugal, oral tradition, oral history, memory and post-memory have contributed to the
development of new approaches in Cultural Studies and History. This paper will focus
on the latter, more specifically, the emergence of oral history as an alternative working
method in History.

Oral history would seem to be a relatively recent phenomenon in Portugal, not properly
institutionalized as yet. For although there has been a programme in oral history operating
at the 25" April Documentation Centre, University of Coimbra, since 1990, which has
produced tangible results in the shape of books of interviews and other materials in
both printed and audiovisual form, as well as oral history projects connected to various
institutions (such as the Museum of the Person at the University of Minho, the Santarém
Teacher Training College, the Beja Municipal Museum Network, the Museum of Light,
the Atlantic History Study Centre in Madeira and the Naval Academy), it has only existed
as a discipline in higher education since 2001 (at the Instituto Superior de Ciéncias de
Trabalho e da Empresa, Lisbon University Institute). Moreover, the first conferences on
oral history only took place in 2006 and 2007. These were followed (also in 2007) by the
colloquium “Memory and Oral Testimony” organised by the Mario Soares Foundation and
the Institute for Contemporary History at the Universidade Nova in Lisbon, and by the
seminar “Biographical Approaches, Memory and Life Stories”, organised by the Sociology
Research Centre at the Lisbon University Institute (ISCTE-IUL) in 2009. While these
examples reveal a diversity of initiatives in this field, they also suggest that oral history is
a relatively new subject of study in Portugal and that it is underrepresented.

But is this really the case?

In order to trace the general contours of the development of oral history in Portugal,
this paper examines Masters and Doctorate dissertations in the field (as works of
considerable size, depth and breadth). It focuses on those prepared and presented
in the Portuguese academic context or which have acquired greater visibility by being
published in Portuguese’. Thus, it does not include: the contributions made by the oral
history programme at the 25" April Documentation Centre, led by Manuela Cruzeiro
(which involves interviews with protagonists of the Portuguese revolutionary movement,
such as Vasco Lourenco, Ernesto Melo Antunes, Vasco Gongalves and Francisco Gosta
Gomes), though these are of great scientific interest (Cruzeiro, 2009, 2004, 2002, 1998);
a work of a similar nature by Boaventura Sousa Santos, Manuela Cruzeiro and Natércia
Coimbra concerning the events surrounding 25" April 1974 at the MFA Command Post

79 Of course, the date of presentation of the dissertation does not usually coincide with the date of pu-
blication. In the bibliography, I have used the year of publication when relevant, mentioning the year
when the dissertation was defended if necessary.
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in Pontinha, remembered and commented upon by six of the soldiers that were present
at the time (Santos, 2004); or interviews with the ordinary students (i.e. not the leaders)
involved in the 1969 student uprisings (Cruzeiro, 2003; Cruzeiro & Bebiano, 2006). In
all these studies, the interviews are themselves the final result, destined to be used for
the formation of archives. Hence, the works are different in nature to those that use oral
history as one research method amongst others, which is what | shall focus upon here.

Let us, then, move on to look at the dissertations. It should be pointed out, first of all, that
oral testimonies are not generally cited or acknowledged as a source by most of authors
studying the history of the Estado Novo and the events surrounding 25" April 1974 (such
as César Oliveira, Fernando Rosas, José Medeiros Ferreira and Anténio Costa Pinto,
whose doctorate dissertations date respectively from 1987, 1990, 1991 and 1992). This
is not only because of the scarcity of oral testimonies concerning circumstances that
occurred several decades before, for much of the research produced more recently does
not make much use of such sources either. This is evident in the dissertations presented
by Diego Palacios Cerezales, Irene Pimentel and José Neves in 2001, 2007 and 2008
(Palacios Cerezales, 2003; Pimentel, 2007; Neves, 2008).

There are, however, other works on the Estado Novo or the revolutionary period that openly
acknowledge the use of oral testimony. These include the dissertations by Jodo Freire
(1992), Jodo Madeira (1996), Jodo Carlos Urbano Pires (1997), Paula Godinho (2001),
Margarida Fernandes (2006), Dalila Cabrita Mateus (1999, 2004, 2006), José Pacheco
Pereira (1999, 2001, 2005), Luisa Tiago de Oliveira (2004), Vanda Gorjao (2002), Paula
Borges Santos (2005), Inacia Rezola (2006), Maria Antonia Pires de Almeida (2006),
Ana Cabrera (2006), Susana Martins (2005), Inés Fonseca (2007), Sénia Vespeira de
Almeida (2006) and Joana Tornada (2009).

What sort of oral history is being practised in these cases? Who are the practitioners? What
forms does it take? And what is its relationship with the neighbouring social sciences and
humanities? Is there rivalry? Cross-fertilization? And what sort of potential does this reveal?

First of all, it should be pointed out that oral information gathered in relatively informal
contexts (such as simple recorded conversations and interviews) is used even by
researchers that do not explicitly quote these sources. Obviously, researchers cannot
ignore testimonies that have already been obtained. However, by not explicitly quoting
from oral testimony in the body of the text, they dispense with the need to discuss it or
even raise awareness of it as an approach. This posture does not contribute to what
Michael Pollak (1987) has called “epistemological vigilance”.

The 1990s were a landmark for the emergence of oral history in Portugal. However, prior
to this, foreign dissertations about the Portuguese revolutionary context (particularly the
social movements and political transition) were already circulating in the country that
used or quoted oral sources (Bermeo, 1986; Downs, 1989; Sanchez Cervello, 1993).
These helped to legitimise its use in historiography during the 1980s when the Estado
Novo was only just starting to become an object of study (though the “revolution” itself
was still being overlooked at this time). That is to say, “oral history about Portugal” existed
before “oral history in Portugal”. Like material about the Portuguese revolutionary context,
oral history came into the country from outside, cultivated by scholars based in foreign
institutions, while studying Portuguese topics.

In that decade, when dissertations with a historical dimension were marked by the
scanty usage of this type of document, innovation tended to come from other disciplinary
areas. For example, oral testimony sometimes appeared in sociological dissertations on
subjects also covered by historians. Examples include the theses by Anténio Barreto
(1987) on the agrarian reform in the Alentejo, presented in Geneva in 1984, and Afonso
de Barros’ (1986) dissertation on the same subject, which focused on a single parish. In
1988, Jodo Freire also adopted a pioneering stance in his doctorate thesis concerning
a chronologically more remote empirical context, namely anarchism and the working
classes in Portugal in the first forty years of the 20" century (Freire, 1992). It should be
pointed out that this period has also attracted other historians who, unlike this author, do
not quote oral sources.
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Another contribution to the rise of oral history in the 1990s was the publication in 1990
of research into the antifascist resistance in Portugal after the 2nd World War by Dawn
Linda Raby. This was followed three years later by the publication in Portuguese of a
dissertation by Josep Sanchez Cervelld into the effects of the Portuguese revolution on
the Spanish transition (Raby, 1990; Sanchez Cervell6, 1993).

In the Portuguese academic context, an important precursor was Jodo Madeira, whose
dissertation about the Communist Party and intellectuals between the 1930s and the
early ‘60s was defended in 1995. This author uses many oral testimonies and considers
personal papers and written testimonies to be indispensable, given the limitations on
documentation in the institutional archives (Madeira, 1996). Another pioneer was
undoubtedly Jodo Carlos Urbano Pires (1997), whose History dissertation about the
memory of the Spanish Civil War in the borderland regions of the Lower Alentejo makes
widespread use of interviews, and also (as the title indicates) makes memory the central
object of study (Pires, 1997).

In the second half of the 1990s, there is a substantial increase in the use of oral testimony
by researchers, and this accelerates even more after the turn of the century. This can be
seen in the dissertations presented by Rafael Duran Mufioz in 1997, Paula Godinho in
1998, Dalila Cabrita Mateus (1998 and 2004), Jaime Pinho (1999), Luisa Tiago de Oliveira
and Vanda Gorjao in 2000, José Anténio Bandeirinha in 2002, Paula Borges Santos in
2003, Inacia Rezola and Anténia Pires de Almeida in 2004, Susana Martins in 2003, Inés
Fonseca in 2005, Sénia Vespeira de Almeida and Joana Tornada in 2009 (Duran Mufioz
2007, Godinho 2001, Mateus 1999, 2004, 2006, Pinho 2002, Oliveira 2004, Gorjao 2002,
Bandeirinha 2007, Santos 2005, Rezola 2006, Almeida 2006, Martins 2005, Fonseca
2007, Almeida 2009, Tornada 2009). Even so, the doctorate dissertation of Luisa Tiago de
Oliveira (2000) in History is somewhat defensive about its use of oral sources, attributing
a very precise location to all quoted utterances as would be expected with work based on
written documents. Oral testimony is also widely used in the dissertations prepared for the
Open University Masters Degree in Women'’s Studies, which include Lucia Serralheiro’s
2002 study of the Oporto delegation of the Portuguese Women'’s Association for Peace
(1942-1952) and Antoénia Balsinha’s 2003 work on the Alhandra women’s resistance
in the 1940s (Serralheiro, 2002; Balsinha, 2005). In both cases, the authors are again
women, unconnected to Higher Education and from disciplinary fields other than History.
Information obtained in interviews is also used in works with considerable public impact,
such as the various volumes of the biography of Alvaro Cunhal by José Pacheco Pereira
(1999, 2001, 2005).

Inmany social sciences, oral testimony is valued and is therefore used without the researcher
feeling any need to justify it or even draw attention to the fact. That is to say, oral history is
practised without having to be legitimised as a method. In the case of anthropology, orality
occurs more frequently in research that uses the so-called emic perspective, in which
the utterances of the populations studied are not replaced by the researcher’s words but
quoted directly both in the body of the text and in the critical apparatus. On the other
hand, historians, for whom written documents form the most visible face of their critical
apparatus, feel obliged to justify their use of oral history when it is used.

Let us now look at the practitioners of oral history.

Focusing on France in the 1970s, Michael Pollak has shown that the pioneers of oral
history were often peripheral researchers, including many women and young people,
who had atypical careers and were from areas other than History. These authors asserted
themselves in a context characterised by a shortage of professional opportunities in
the humanities and by the decline of the large theoretical paradigms. They responded
to this situation by adopting qualitative approaches involving methods and modes of
interpretation borrowed from other social sciences, attention to detail, a taste for subtle
nuances and empiricism (1987: 11-12). Many of these researchers later went on to occupy
university posts in the 1980s, which meant that they not only legitimised oral history but
were also legitimised by it. Indeed, in many European countries, oral history in the 1980s
is characterised by a process of institutionalization and internationalization.
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What about Portugal?

Compared to other areas of History, oral history clearly attracts more women, young
people and researchers from the margins of the academy, while those practitioners that
do operate within higher education establishments tend not to occupy positions at the
top of the academic hierarchy. Researchers that value oral testimony are often located
between History, Sociology, the Political Sciences, Anthropology and even Architecture.
In Portugal, as elsewhere, these borderline areas have shown themselves to be very
open to innovation, whether they operate on the basis of disciplinary rivalry or cross-
fertilization. The emergence of oral history, which occurred later in Portugal than in
many other countries, having been preceded by the revolutionary context of 25" April
1974, helps reformulate the question of institutionalization, paradigms and the crisis of
professional opportunities in a different way.

The career trajectories followed by those using oral history are varied. What sort of oral
history do they do? Does oral history have a merely illustrative function? Is it used on an
occasional basis to supplement the written sources that are the preferred material of the
historian? Or is it an essential methodology, though one amongst many? Is it analytical,
enabling the various components of memory to be listed and categorised, and focusing
upon the processes of memory construction as a central question?

Certainly, different responses are required to the different questions and perspectives that
have arisen in oral history at a time when its various pathways are being thrashed out.
However, despite the progress made, oral history is still struggling to find acceptance as
a fertile research method in historiography. It is not of course a universal panacea, though
it does make a valuable contribution to the analysis of historical questions, particularly
when used critically and alongside other types of sources.

Oral history values the particular instance and the specific moment, enabling the experiences
of the group/class to be interwoven with those of the individual. Oral testimonies can provide
important information about particular circumstances (i.e. places, people, trajectories,
encounters) and offer subjective, almost anecdotal accounts that are essential for the
reconstruction of atmospheres. Indeed, they are often indispensable in studies of cultural
change, representations and identities. Oral history is also relevant in studies of marginality,
and may be used in peacemaking and reconciliation processes, as happened in South Africa.

Oral testimony is particularly useful in studies of repressive regimes. Backed up by other
sources, it can offer a way of dealing with subjects that are otherwise difficult to grasp
or name, such as experiences of prison and torture. It may offer a way of charting the
unwritten terrain of the small everyday acts of resistance performed by individuals or
groups that do not identify with the dominant power. The oral memory of decision-makers
and employees is also a rich source of information about experiences inside the old
regime, showing up the complexities and contradictions, and the numerous pressures
operating upon individuals, as well as their personal commitments and initiatives. In
general, oral memories offer a more nuanced and complex vision of reality, enabling the
individual experience to be compared with that of the group.

By generating audiovisual and written records, oral history may acquire particular
importance now that traditional everyday forms of documentation (such as letters and
diaries) are tending to disappear. These documents have already been largely replaced
by other kinds of records that make use of the new technologies. Although information
stored in this way may of course be transferred to new formats, much of it may be lost
as the technology becomes outdated (as has happened with videos, mobile phones,
computers etc). That is to say, our fast modern lifestyle, with its emphasis on the here-
and-now, has not been conducive to the systematic transfer of records, as the old writing
habits gradually declined. Thus, oral history may be a privileged way of accessing
information when other records have disappeared, as interviews can sometimes retrieve
data that might once have been stored in personal documents.

Thus, orality enables new subjects to be researched and new hypotheses to be formulated,
yielding interesting results and shedding light on other dimensions of history.
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Neste coloquio sobre oralidade e heranga cultural, a literatura popular € a musica
tém uma grande centralidade como objecto de estudos etnograficos e antropolégicos
mas também se impdes discutir a relevincia de entrevistas, histérias de vida ou
outros métodos que passem para oralidade para estes estudos. Para além disso, as
entrevistas em geral também podem ser olhadas como método de investigagao para
outras Ciéncia Sociais, informando areas de estudos em que ndo costumam constituir
0 processo essencial de trabalho. Em Portugal, tradigdo oral e histéria oral, memoaria e
poés memoria tém agora contribuido para desenvolver, com nova e diferente forca, os
estudos culturais e a Histéria. E deste Gltimo caso que vamos tratar: o da emergéncia
da historia oral como metodologia de trabalho, que permite uma outra forma de fazer
Historia.

Aparentemente, a historia oral, em Portugal, é recente e ndo estd solidamente
institucionalizada. E certo que, desde 1990, tem sido levado a cabo um programa de
histéria oral no Centro de Documentacido 25 de Abril da Universidade de Coimbra,
com resultados palpaveis expressos em varias edi¢gdes de livros de entrevistas e em
materiais que estdo a consulta, em suporte papel bem como em audiovisual. Podem-
se encontrar, também, alguns projectos de histéria oral ligados a instituigdes aqui
e ali (como, por exemplo, ao Museu da Pessoa, Universidade do Minho, a Escola
Superior de Educacao de Santarém, a Rede Museolégica do Municipio de Beja, ao
Museu da Luz, ao Centro de Estudos de Histéria do Atlantico na Madeira, a Academia
de Marinha). Todavia, no ensino superior, s6 desde 2001 existe uma disciplina
com esta designacédo no ISCTE-IUL. Para além disso, os primeiros congressos de
histéria oral decorreram, em 2006 e 2007, sucedendo-lhes o coloéquio “Memoria e
Testemunhos Orais”, organizado pela Fundacdo Mario Soares e pelo Instituto de
Histéria Contemporénea da Universidade Nova de Lisboa, ainda em 2007, sendo
que, em 2009, a tematica volta a ser abordada no seminario “Abordagens Biograficas,
Memoria, Histérias de Vida”, promovido pelo Centro de Investigagdo e Estudos
em Sociologia (ISCTE-IUL). Ora todos estes exemplos, se nos mostram ja uma
pluralidade de iniciativas neste ambito, parecem, acima de tudo, indiciar uma histéria
oral escassa e bastante nova.

Porém, sera esta efectivamente a situagao?

Para o desvendar de contornos da histéria oral, e ndo podendo ser exaustiva,
procurarei centrar-me em trabalhos com dimenséao, profundidade e perfil adequado
a poder apreciar a sua utilizagcdo, nomeadamente teses de mestrado e doutoramento
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defendidas no contexto académico portugués ou cujos resultados foram publicados
em portugués, beneficiando de uma maior difus&o®°.

Nao abordarei, assim, os contributos do programa de histéria oral do Centro de
Documentagéao 25 de Abril, liderado por Manuela Cruzeiro, designadamente as entrevistas
a decisores da conjuntura revolucionaria portuguesa reconhecidos como protagonistas
principais, como Vasco Lourencgo, Ernesto Melo Antunes, Vasco Gongalves, Francisco
Gosta Gomes, entrevistas estas que se caracterizam pelo interesse cientifico (Cruzeiro,
2009, 2004, 2002, 1998). Da mesma natureza € o trabalho de Boaventura Sousa Santos,
Manuela Cruzeiro e Natércia Coimbra em torno do dia 25 de Abril, no Posto de Comando
do MFA da Pontinha, lembrado e comentado por seis dos militares que ai estiveram
(Santos, 2004). Manuela Cruzeiro veio a alargar os seus trabalhos a entrevistados com
um perfil menos publico, como os estudantes empenhados nas lutas estudantis de 1969,
embora nao os dirigentes (Cruzeiro, 2003; Cruzeiro e Bebiano, 2006). Porém, ao terem
as entrevistas como resultados finais, visando constituir arquivos, todas estas obras se
caracterizam por uma natureza diferente daqueles trabalhos que recorrem a histéria oral
como uma metodologia entre outras e que constituem o objecto da minha analise.

Passo, entdo, as teses. Note-se, antes do mais, que os testemunhos orais ndo sao
significativamente citados ou nomeados como fonte de informacéo por varios autores de
referéncia da histéria do Estado Novo e do 25 de Abril. Sdo estes, por exemplo, os casos
de César Oliveira, Fernando Rosas, José Medeiros Ferreira ou Anténio Costa Pinto,
cujas teses de doutoramento datam respectivamente de 1987, 1990, 1991 e 1992, o
que ndo se pode apenas explicar pelas fontes orais poderem escassear, dado boa parte
destes investigagdes cobrirem realidades de ha varias décadas (Oliveira, 1987; Rosas,
1990; Ferreira, 1992; Pinto, 1994, 1992).

As fontes orais também nao estdo significativamente presentes em investigagdes mais
recentes como as de Diego Palacios Cerezales, Irene Pimentel ou José Neves, defendidas
em 2001, 2007 e 2008 (Palacios Cerezales, 2003; Pimentel, 2007; Neves, 2008).

Diferentemente, outros trabalhos sobre o Estado Novo ou sobre a conjuntura
revolucionaria assumem a utilizagdo dos testemunhos orais: pense-se em investigagdes
assinadas por Jodo Freire, Jodo Madeira, Jodo Carlos Urbano Pires, Paula Godinho,
Margarida Fernandes, Dalila Cabrita Mateus, José Pacheco Pereira, Luisa Tiago de
Oliveira, Vanda Gorjdo, Paula Borges Santos, Inacia Rezola, Maria Anténia Pires de
Almeida, Ana Cabrera, Susana Martins, Inés Fonseca, Sénia Vespeira de Almeida,
Joana Tornada, por exemplo (respectivamente Freire, 1992, Madeira, 1996; Pires, 1997;
Godinho, 2001; Fernandes, 2006; Mateus, 1999, 2004, 2006; Pereira, 1999, 2001, 2005;
Oliveira, 2004; Gorjao, 2002; Santos, 2005; Rezola, 2006; Alimeida, 2006; Cabrera 2006;
Martins, 2005; Fonseca, 2007; Almeida, 2009; Tornada, 2009).

Que historia oral é entdo praticada? Quem a pratica? Em que moldes? E qual a sua
relagdo com as ciéncias humanas e sociais vizinhas, concorrentes e/ou promiscuas, ou
seja, que potencialidades comporta e desencadeia?

Antes do mais, saliente-se que a produgcdo de conhecimento a partir de informagbes
orais recolhidas em contextos de menor ou maior informalidade, de simples conversas
a entrevistas gravadas, esta presente mesmo naqueles estudiosos que nido as citam
ou quase nao o fazem. Obviamente que os investigadores ndo se podiam desfazer
de testemunhos que tivessem obtido. Porém, ao ndo os invocar ou fazendo-o
pouco, nomeadamente no corpo do texto, dispensam a sua discussdao e mesmo a
consciencializagdo da importancia do testemunho oral como meio de aproximagao ao
objecto de estudo. Ora esta postura n&o contribui para aquilo que Michael Pollak (1987)
chama a “vigilancia epistemoldgica”.

Pode-se afirmar que os anos 90 constituem um marco na emergéncia da histéria oral
em Portugal.

80 Nestas obras, nio hd naturalmente coincidéncia entre o ano de defesa da tese e o de edi¢do. Nas re-
feréncias bibliogréficas, utilizarei obviamente o ano de edicdo das teses quando tal se verificou; porém,
sempre que necessario, mencionarei o ano da sua defesa.
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Todavia, anteriormente, ja circulavam no pais tese de autores como, por exemplo, Nancy
Bermeo, Charles Downs ou Sanchez Cervell6, defendidas em contextos académicos
estrangeiros, sobre a conjuntura revolucionaria portuguesa, nomeadamente sobre as
movimentagdes sociais e a transicdo politica, que utilizavam e citavam fontes orais
(Bermeo, 1986; Downs, 1989; Sanchez Cervelld, 1993). O seu contributo para a
legitimagdo do testemunho oral deve ser realgado nessa década de 1980 em que, em
Portugal, na historiografia, o Estado Novo apenas se comegava a afirmar como objecto
de estudo e o 25 de Abril ainda estava omisso. Houve “histéria oral sobre Portugal”
antes de haver “histéria oral em Portugal”. Tal como a produgdo sobre a conjuntura
revolucionaria portuguesa, a histéria oral veio de fora e foi cultivada por quem ai estava
institucionalmente enquadrado embora trabalhando sobre o terreno portugués.

Nessa década, marcada pelo parco uso deste tipo de documentos em teses com dimensao
histérica, a inovagéo veio de outras areas disciplinares. Alguns sociélogos materializam
o aparecimento do oral em teses sobre objectos passiveis de também serem estudados
pela historia. S&o, por exemplo, os casos das teses de Anténio Barreto sobre a reforma
agraria no Alentejo, apresentada em Geneve em 1984, e de Afonso de Barros sobre este
mesmo processo, analisado a escala duma freguesia, defendida ja em Portugal em 1986
(Barreto, 1987; Barros, 1986). Em 1988, Jo&o Freire foi também pioneiro na sua tese de
doutoramento sobre um contexto empirico cronologicamente bem mais distante, a saber,
0 anarquismo e o operariado em Portugal nos primeiros quarenta anos do século XX,
contexto cronolégico em que se situam outros objectos estudados por historiadores que,
porém, ao contrario deste autor, ndo citaram fontes orais (Freire, 1992).

Para este surgimento da histéria oral nos anos 90, contribuiu a publicagao, em 1990, da
investigagdo sobre a resisténcia antifascista em Portugal apos a 22 Guerra Mundial de
Dawn Linda Raby bem como, em 1993, a edi¢&do portuguesa da tese de Josep Sanchez
Cervelld sobre os efeitos da revolugado portuguesa na transigéo espanhola (Raby, 1990;
Sanchez Cervelld, 1993).

No contexto académico portugués, assinale-se o caracter precursor de Jodo Madeira, na
sua tese sobre o Partido Comunista e os intelectuais dos anos trinta a inicios de sessenta,
defendida em 1995: este autor utiliza muitos testemunhos orais, alias em concordancia
com o papel atribuido aos espdlios pessoais e aos depoimentos escritos que considera
indispensavel valorizar, dadas as necessarias limitagdes da documentagao dos arquivos
das instituicdes da repressdo (Madeira, 1996). Pioneiro foi também, em 1997, sem
duvida, Jodo Carlos Urbano Pires numa tese em histéria sobre a memoria da guerra
civil de Espanha no Baixo Alentejo raiano, com larga utilizagdo e analise das entrevistas,
e que, como o titulo indicia, encara a memdria como objecto central de estudo (Pires,
1997).

A utilizacdo substantiva por bastantes mais investigadores ocorre a partir desta segunda
metade dos anos 1990 e acelera-se com a viragem do século. Exprimem-no teses como,
por exemplo, as de Rafael Duran Mufioz em 1997, Paula Godinho em 1998, Dalila
Cabrita Mateus em 1998 e 2004, Jaime Pinho em 1999, Luisa Tiago de Oliveira e Vanda
Gorjao em 2000, José Anténio Bandeirinha em 2002, Paula Borges Santos em 2003,
Inacia Rezola e Antdnia Pires de Almeida em 2004, Susana Martins e Inés Fonseca
em 2005, Sonia Vespeira de Almeida em 2008, Joana Tornada em 2008 (Duran Mufioz
2007, Godinho 2001, Mateus 1999, 2004, 2006, Pinho 2002, Oliveira 2004, Gorjao 2002,
Bandeirinha 2007, Santos 2005, Rezola 2006, Almeida 2006, Martins 2005, Fonseca
2007, Almeida 2009, Tornada 2009). Mesmo assim, em Histdria, a tese de doutoramento
de Luisa Tiago de Oliveira, em 2000, denota um comportamento defensivo, como é visivel
pela citagdo com metragem, atribuindo as falas citadas uma localizagdo muito precisa,
0 que é caracteristico e usual no trabalho com documentos escritos. Larga utilizacao do
testemunho oral ocorre também em teses defendidas no Mestrado em Estudos Sobre
as Mulheres da Universidade Aberta, como, por exemplo, a de Lucia Serralheiro, em
2002, sobre a delegacao do Porto da Associacdo Feminina Portuguesa Para a Paz
(1942-1952) e, em 2003, a de Antonia Balsinha sobre a resisténcia das mulheres de
Alhandra também nos anos quarenta, mais uma vez escritas por mulheres, que nao
estdo ligadas ao Ensino Superior e cuja area de partida ndo é a historia (Serralheiro,
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2002; Balsinha, 2005). As informagdes obtidas em entrevistas constituem também uma
parte da fundamentagdo em obras de indiscutivel impacto publico, que sairam a partir de
1999, como s&o os volumes da biografia de Alvaro Cunhal da autoria de José Pacheco
Pereira (Pereira, 1999, 2001, 2005).

Em varias ciéncias sociais, sendo o testemunho oral valorizado, a sua utilizagdo nem
sempre € justificada ou sequer reclamada: a histdria oral € praticada e o investigador n&o
sente necessidade de a legitimar como metodologia. No caso da antropologia, a oralidade
surge com maior frequéncia nas investigagcbes que usam a chamada perspectiva emic,
em que a palavra do antropélogo n&o substitui o discurso directo das populagdes, cujas
citagdes sao usadas quer no corpo do texto quer no aparelho critico. Diversamente,
os historiadores, em geral trabalhando a partir dos documentos escritos e sendo esta
a face mais visivel do aparelho critico dos seus estudos, quando querem recorrer
substancialmente ao testemunho oral, sentem-se obrigados a reivindicar a histéria oral.

Justificam-se algumas palavras sobre os praticantes da histéria oral.

Centrando-se na Franga dos anos 70, mostrou Michael Pollak que os pioneiros da
histéria oral foram frequentemente investigadores marginalizados, entre os quais
bastantes mulheres e jovens, com trajectorias atipicas, vindos de outras areas que néo a
histéria. Afirmaram-se numa conjuntura caracterizada pela crise de saidas profissionais
em ciéncias humanas e pelo declinio dos grandes paradigmas tedricos, aos quais é
respondido com uma valorizagdo das aproximagdes qualitativas, dos métodos e modos
de interpretacdo vindos de outras ciéncias sociais, a atencdo ao detalhe, o gosto
pelas nuances subtis, a empiria (1987: 11-12). Estes investigadores s&o enquadrados,
nomeadamente na universidade, na década de 1980, legitimando-se pela historia
oral e legitimando-a. E alids o processo da institucionalizagdo, acompanhada pela
internacionalizagdo, que caracteriza a histéria oral em muitos paises europeus nessa
década.

E em Portugal?

Comparativamente com outras areas da histéria, parece haver uma clara presenga de
mulheres, de investigadores mais novos e de fora de academia, sendo que aqueles
que sado docentes do ensino superior ndo estdo no topo da hierarquia académica.
Frequentemente, os investigadores que valorizam o testemunho oral situam-se entre
a histoéria, a sociologia, as ciéncias politicas, a antropologia e mesmo a arquitectura,
verificando-se, assim, também em Portugal, que estes espacos de fronteira, ora
concorrentes ora promiscuos, se revelam propicios a inovagdo. O processo de
emergéncia da histéria oral, mais tardio em Portugal do que em bastantes outros paises,
antecedido pela conjuntura revolucionaria do 25 de Abril, concorre para que a questéo
da institucionalizagédo, dos paradigmas e da crise de saidas profissionais se coloque de
outra forma.

Os percursos de quem recorre a histéria oral sdo varios.
Que historia oral se faz?
Uma histéria oral ornamental?

Ou uma histéria oral supletiva e pontual, de apoio as fontes escritas usadas como
material preferencial do historiador?

Ou uma histéria oral como metodologia essencial mas uma entre varias?

Ou uma histéria oral analitica que permite o recensear de elementos constitutivos da
memoria € em que a propria discussdo dos processos da construgdo da memoria se
torna um problema central no texto dos investigadores?

Certamente que problemas ou perspectivas de enfoque diferentes exigem respostas
diferentes na histéria oral num tempo em que, também em Portugal, se estdo a ensaiar
e a trilhar os seus caminhos.
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Apesar dos passos dados, continua a justificar-se a luta pela utilizagcdo assumida dos
testemunhos orais no trabalho historiografico, o combate pela histéria oral enquanto
metodologia fértil, embora ressalvando-se obviamente que ndo representa uma panaceia
universal.

Suscitadas, sujeitas a critica do testemunho e cruzadas com outro tipo de fontes, as
memorias representam um contributo essencial e, muitas vezes, insubstituivel para a
analise dos problemas histoéricos.

A historia oral permite entrelagar as realidades de grupo/classe com o individual, o
particular, o momento, que sao valorizados.

Os testemunhos orais proporcionam informagdes pontuais (por exemplo, sobre percursos
e encontros, identificacdes de lugares e pessoas), o conhecimento de histérias singulares
e quase aneddticas, topicos de que a historia oral é particularmente apta a dar voz,
elementos para reconstituicdo de climas, sendo ainda frequentemente insubstituiveis em
estudos sobre representacdes, mudancgas culturais, ou ainda identidades. Para estudos
sobre a marginalidade, a histéria oral pode ser relevante bem como pode ser utilizada
também em processos de pacificagdo e reconciliagdo, a semelhanga do sucedido na
Africa do Sul.

Um caso especial é o dos estudos sobre contextos repressivos em que os testemunhos
orais, cruzados com outros elementos indiciarios, possibilitam, ou viabilizam de outra
forma, o tratamento de temas que sao dificeis de agarrar ou nomear como, por exemplo,
experiéncias de prisao e tortura.

Também os pequenos quotidianos de resisténcia de pessoas e grupos, que nao se
identificam com o poder, surgem preferencialmente na oralidade, se comparada com o
texto escrito. Mas, diversamente, a recolha de memoaria oral de decisores e funcionarios
também pode testemunhar sobre as suas vivéncias no interior de velhas praticas ou
novas experiéncias, com as suas complexidades e contradicdes, objecto de inumeras
pressdes assim como de empenhos e iniciativas individuais cujas marcas, a memoria
oral é particularmente apta para fazer emergir. Dum modo geral, pode-se afirmar, pois,
que as memorias orais propiciam a matizagao, a complexificagédo, a atengéo ao vivido, o
cruzar do individual com o colectivo.

Gerando registos audiovisuais e escritos, a histéria oral podera ter uma particular
importancia no contexto actual em que a documentacéo escrita quotidiana (como, por
exemplo, as cartas e os diarios) tende a desaparecer. Estes documentos tendem a ser
substituidos por registos em tecnologias que valorizam a comunicagdo sem suporte
remanescente e que desaparecem a curto prazo por morte ou envelhecimento da
tecnologia (como os videos, os telemdveis ou os computadores), embora seja obviamente
possivel a migracao da informacéao para novos suportes. Porém, ao privilegiar o presente,
o0 modo de vida e a sua celeridade ndo incentivam a transferéncia sistematica dos novos
tipos de registos, enquanto a escrita quotidiana, nos velhos suportes, foi definhando.
Assim sendo, a histdria oral pode ser um meio privilegiado para conseguir elementos cujo
registo desapareceu, permitindo as entrevistas recolher certos dados outrora patentes
nos documentos pessoais.

Aoralidade permite, assim, investigar novas questdes, formular novas hipéteses e chegar
a novos resultado, iluminando outras dimensdes da Historia.
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